MYASKOVSKY

NIKOLAI YAKOVLEVICH
(1881-1950) }‘ \)

COMPLETE
SVAN®
SONATOS

EVGENY EVGRAFOV ~
PIANO .



Nikolai Myaskovsky (1881-1950) was a Russian composer, teacher, and
the founder and leading figure of the Moscow compositional school. His
artistic legacy occupies a central place in twentieth-century Russian music,
both for its breadth and for its profound expressive depth.

Myaskovsky’s output spans a remarkably wide range of genres. He
composed 27 symphonies, 13 string quartets, 9 piano sonatas, as well as
numerous orchestral and chamber works. This vast body of music reflects
a lifelong commitment to symphonic thought and to the exploration of
form as a vehicle for philosophical expression.

The style of Myaskovsky’s music is marked by a striking duality:
austerity and severity coexist with lyrical beauty and expressive
warmth. His early works are often characterized by dark, even ominous
tonalities, interwoven with intimate and heartfelt intonations rooted in
Russian Romantic tradition. This synthesis of psychological intensity
and lyrical introspection became one of the defining features of his artistic voice.

Sergei Prokofiev described Myaskovsky as “more of a philosopher—his music is wise, passionate,
dark, and introspective. Myaskovsky’s music reaches true depths of expression and beauty.” Dmitri
Shostakovich referred to him as the greatest symphonist after Mahler, noting that many of his works
are genuine masterpieces of the symphonic repertoire.

Nikolai Yakovlevich Myaskovsky (1881-1950) was born in the Warsaw Governorate of the Russian
Empire into a family of hereditary military engineers. His earliest musical impressions were provided by
Yelikonida Myaskovskaya, his paternal aunt, who, after the tragic death of his mother during childbirth,
shared responsibility for raising the children. Owing to her musical education and her association with the
Mariinsky Theatre, she was able to awaken Nikolai’s interest in art at an early age. This interest quickly
led the otherwise rather introverted and reserved boy to devoted study of the piano and violin.

The circumstances of Myaskovsky’s subsequent life bear certain similarities to the fate of the young
Tchaikovsky: like Pyotr Ilyich, who only turned to composition after completing his studies at the
Imperial School of Jurisprudence and serving in the civil administration at his father’s insistence, Nikolai
Yakovlevich was also directed to a cadet corps for similar reasons, spending many years in a military
environment where opportunities for musical study were only sporadic.

Nevertheless, whenever such opportunities arose, Myaskovsky studied with R. Gliére and I
Kryzhanovsky, acquiring sufficient preparation to enter the St. Petersburg Conservatory, where he was
admitted in 1906. This marked the beginning of the most fruitful period of his youth: he studied with such
mentors as N. A. Rimsky-Korsakov and A. K. Lyadov, formed lasting friendships with fellow students B.
V. Asafiev and S. S. Prokofiev, and began composing in both chamber and symphonic genres. During this
time, he became deeply engaged with Symbolist poetry, attended the “Evenings of Contemporary Music,”
and encountered both rare works by Russian predecessors and avant-garde compositions, including
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French Impressionism. In 1911, Myaskovsky began his activity as a music critic, ultimately publishing
more than one hundred articles and essays in the Moscow weekly Muzyka.

A tragic turning point came with the outbreak of the First World War in 1914. He was soon sent to
the front, where he served for approximately two years as a lieutenant in an engineering unit, until
suffering a severe concussion in combat with German forces, which led to his demobilization. Although
Myaskovsky expressed a deeply critical attitude toward the realities of war, this experience—rare among
composers—can be regarded as a profoundly reflective source of the darker expressive qualities of his
musical language.

Myaskovsky’s fate in the Soviet era proved complex and ambivalent. On the one hand, he engaged with
political change with intellectual curiosity and successfully integrated into the new cultural environment:
he held important posts, received numerous honors, influenced Soviet musical life, and taught at the
Moscow Conservatory, where he mentored such figures as B. Tchaikovsky, D. Kabalevsky, and A.
Khachaturian. His symphonic output provided a powerful medium for artistic expression. On the other
hand, he remained deeply troubled by his father’s death at the hands of the Red movement and by the
ideological pressures of anti-formalism, which culminated in his condemnation in the 1948 decree.

Nevertheless, Myaskovsky’s profoundly original and expressive art transcends ideological
contradictions. As B. V. Asafiev aptly observed, “Myaskovsky is the artistic conscience of our music.” He
continued to compose with sincerity and introspective depth until his Twenty-Seventh Symphony, shortly
before his death in 1950.

Myaskovsky is often associated primarily with symphonic music, which indeed forms a central pillar of
both his output and twentieth-century musical culture. His symphonies constitute a kind of chronicle of his
era, reflecting major historical tragedies (such as the Sixth Symphony), personal impressions (as in the Tenth,
inspired by Pushkin’s The Bronze Horseman), and historical triumphs (as in the Nineteenth Symphony).

Piano Sonata No. 1 in D minor, Op. 6

The First Piano Sonata, composed by Myaskovsky in 1906, is a highly innovative work. Its opening
movement is a fugue. Like his elder colleague Sergei Taneyev, Myaskovsky was drawn to linear
polyphonic writing and the art of contrapuntal interweaving. It is remarkable to encounter such an
approach within the context of a piano sonata, a genre traditionally associated with virtuoso idioms of
the early twentieth century. Myaskovsky builds the entire cycle upon the material of the fugue; although
after the first movement he no longer employs strict fugal technique, its thematic logic permeates the
subsequent movements. Owing to its conscious dialogue with Beethovenian style, the melodic richness
of the principal theme, and a deeply introspective subjectivity reminiscent of Musorgskian psychological
questioning, this sonata stands as one of the most striking works of its time.

Piano Sonata No. 2 in F-sharp minor, Op. 13

The Second Sonata was composed after Myaskovsky had completed his conservatory studies. The
work embodies a bold experimental spirit: the sense of continuity with the previous sonata is limited to
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certain emphatic intonational gestures, while the new score introduces a range of striking innovations.
Although cast in a single-movement form that already reinterprets traditional sonata architecture, its
internal dramaturgy is highly complex and suggests a broader synthesis of forms.

The sonata is largely built upon two principal thematic ideas: the Gregorian sequence Dies irae (“Day of
Wrath™) and a transformed quotation from Alexander Scriabin’s Etude Op. 8 No. 3. What is particularly
remarkable is the parallel yet antithetical development of these two elements. The Dies irae gradually
unfolds in the manner of a passacaglia, while the Scriabin-derived material undergoes a process of
“reverse variation,” attaining its most recognizable form only after earlier fragmented manifestations.

A key structural principle is the contrast of textures. Each thematic sphere is associated with a distinct
textural identity: chordal tutti writing in the introduction, linear and graphic clarity in the main theme,
polyphonic complexity in the secondary material, and a threatening “brass chorale” in the closing section.
The prominence of toccata-like textures in the development and coda further intensifies the dramatic
articulation of form. Notably, the final section emerges as the bearer of a new expressive dimension, shifting
the semantic emphasis away from the opening material and toward the concluding thematic sphere.

Piano Sonata No. 3 in C minor, Op. 19

The Third Sonata marks Myaskovsky’s first return to the genre after a period of profound personal and
historical upheaval, including his wartime experience, his father’s death, and the Revolution in Russia.
Its psychological impact is intensified by its connection with the preceding sonata: once again, a single-
movement structure opens with material recalling the earlier work. However, instead of developmental
reminiscence, the music unfolds into an unflinching narrative of existential trauma and survival.

Myaskovsky continues the Classical tradition of treating the introduction as a foundational exposition
of thematic material. In the Third Sonata, however, this function acquires an especially concentrated and
dramatic significance: the introductory section contains not only the principal intonational cells of the
work but also anticipates its textural and rhythmic world.

Unlike his other sonatas, this work is not defined by a key signature, yet its formal logic remains
exceptionally clear. Development begins almost immediately after the presentation of the main theme,
whose second phrase already functions as the first stage of transformation. The use of registral displacement
and contrapuntal stratification intensifies the expressive density of the texture. The development section
is monumental in scale, driven by polyphonic processes and thematic interweaving, while elements of
rondo-like recurrence complicate the traditional sonata-allegro framework.

Piano Sonata No. 4 in C minor, Op. 27

Dedicated to Sergei Feinberg, who was its first performer, the Fourth Sonata marks Myaskovsky’s
return to a multi-movement structure within the genre. It is especially noteworthy for its close affinity with
his symphonic thinking. The expressive palette of the work reveals a striking synthesis: the composer’s
characteristic pessimism coexists with vivid, almost naturalistic imagery, occasionally merging into
a single expressive layer. This is particularly evident in the main theme of the first movement, which
assumes the character of a macabre dance.



The linearity of the texture and the modal-harmonic language contribute to a type of thematic writing
increasingly grounded in recitative-like declamation. Rather than extended periodic phrasing, the musical
discourse is constructed from short, incisive motivic units, rapidly dissolving into complex, altered
harmonic fields. Angular melodic contours predominate, often incorporating augmented and diminished
intervals; notably, all principal themes of the Allegro contain the interval of the tritone.

In its experimental approach to sonority and structure, the Fourth Sonata at times recalls the music of
Charles Ives: a similar impulse toward sonic exploration, richness of color, and dramatic contrast can be
observed. Beneath this surface diversity, however, lies a consistently rigorous artistic integrity.

Piano Sonata No. 5 in B major, Op. 64 No. 1

Composed in 1944, the Fifth Sonata marks Myaskovsky’s return to the genre after more than two
decades. Its artistic world reflects the philosophical maturity and contemplative depth of his late style. The
work is permeated by a sense of retrospection: thematic references to his earlier creative periods coexist
with autobiographical allusions, including resonances with Tchaikovsky’s Pathétique Symphony, which
had held symbolic significance for the composer since his youth.

The musical material is characterized by a continuous process of recollection and transformation.
Motifs from earlier works reappear in new contexts, acquiring a reflective, almost elegiac quality. The
sonata thus becomes a form of inner summation, in which personal memory and artistic legacy converge
into a unified expressive statement.

Piano Sonata No. 6 in A-flat major, Op. 64 No. 2

Like its predecessor, the Sixth Sonata represents a reworking of earlier creative ideas, now refracted
through a more luminous and transparent expressive idiom. In contrast to the predominantly dramatic and
introspective character of Myaskovsky’s earlier sonatas, this work is distinguished by an unusual palette
of light, radiant colors.

A process of stylistic refinement is evident throughout the score, with a tendency toward concision
and formal clarity. One may also interpret this transformation in the broader context of the composer’s
historical circumstances, as Soviet cultural ideology often exerted pressure toward stylistic simplification
and accessibility. Within this framework, the Sixth Sonata can be viewed as both an artistic and existential
negotiation between individual expression and the aesthetic expectations of its time.

Piano Sonata No. 7 in C major, Op. 82

The Seventh Sonata combines striking genre contrasts within a refined late style marked by chamber-like
intimacy. The opening Allegro moderato is light, airborne, and almost minimalist in texture, characterized
by a high registral placement and a sense of suspended motion.

The subsequent Elegy continues the introspective line of Russian Romantic tradition, both in its
harmonic language and its melancholic expressive character. The concluding Dance, by contrast,
evokes associations with the energetic folkloristic spirit of the “Mighty Handful,” reinterpreted through
Myaskovsky’s late stylistic lens. The result is a tripartite structure in which contrasting expressive worlds
coexist within a unified poetic framework.



Piano Sonata No. 8 in D minor, Op. 83

The Eighth Sonata continues Myaskovsky’s exploration of genre synthesis, offering a series of highly
original contrasts. The opening movement reimagines the barcarolle a genre traditionally associated with
Venetian gondoliers and tranquil aquatic imagery within a sonatina-like sonata framework, enriched by
delicate harmonic invention.

The second movement expands this lyrical atmosphere into broader expressive space, incorporating
modal inflections reminiscent of Russian folk song traditions. The final movement, a Khorovod (circular
dance), draws upon ancient ritual imagery rooted in pre-Christian Slavic culture. Here, the sense of
circular motion is achieved not only through modal allusions but also through continuous figurational
development, creating an impression of perpetual motion within a ritualistic sonic space.

Piano Sonata No. 9 in F major, Op. 84

Composed in 1949, the Ninth Sonata is Myaskovsky’s final work in the genre. Unlike earlier sonatas, which
often employ internal genre differentiation, this work unfolds as a sequence of abstract expressive categories.

The first movement presents “Bright Images™ of delicate, nostalgic character in sonatina form. The
second movement, “Narrative,” adopts a balladic tone, while the final movement, “Irresistible Aspiration,”
unfolds as a rondo-like culmination. Together, these three movements form a deeply introspective artistic
testament, in which the composer transcends personal suffering and historical experience. The work may
be understood as a serene and luminous summation of a creative life, in which even the most painful
memories are transformed into distant, non-wounding elements of a unified existential continuum.

Yevgeny Yevgrafov (b. 2002) is a young pianist and composer widely recognized for his monographic
artistic projects. At the age of nineteen, he performed and recorded live the complete piano works of
A. Scriabin. His extensive repertoire includes J. S. Bach’s Well-Tempered Clavier, Beethoven’s piano
sonatas, as well as major programs dedicated to Chopin, Debussy, Liszt, and others.

His approach to Myaskovsky’s music is particularly distinctive, shaped by
his dual identity as both performer and composer. This artistic perspective
is supported by extraordinary auditory perception, phenomenal memory,
refined technical mastery, and a profound sense of form and stylistic
coherence. Above all, his interpretation captures the emotional and historical
atmosphere of Myaskovsky’s world—an era marked by loss, war, solitude,
and unbroken creative inspiration—reimagined here a century later with
striking immediacy and insight.

Undoubtedly, the twentieth century witnessed one of the most abrupt and
radical leaps in the development of humankind. From the gallant, sensitive,
aristocratic Romantic era, it moved toward a time equally abundant in
triumphs and in catastrophic upheavals: alongside scientific progress and
globalization, world wars and revolutions raged, while earlier cultural and
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philosophical paradigms gave way to new ones. It is particularly intriguing to observe the reflection of
such transformations in the evolution of musical styles: gradually, as the major—minor tonal system came
to be perceived as exhausted, composers turned to unconventional compositional techniques, thereby
inventing entirely new musical languages.

It was precisely during this period that Nikolai Yakovlevich Myaskovsky lived and worked — the
leading figure of the Moscow compositional school in the first half of the twentieth century, a distinguished
symphonist, pedagogue, critic, and public intellectual. This edition offers listeners the opportunity to
become acquainted with the complete cycle of his piano sonatas, interpreted by the outstanding pianist,
composer, and prize-winner of international competitions, Yevgeny Yevgrafov.

Yevgeny Yevgrafov was born in 2002 in Moscow into the family of the composer Yuri Yevgrafov. At
the age of seven, he made his orchestral debut. At seventeen, he performed the complete piano works of
A. Scriabin. He studied at the Moscow State Tchaikovsky Conservatory in the piano department under
Professor V. Tropp, and in composition under Professor A. Tchaikovsky. He obtained his Bachelor’s
degree at the Jerusalem Academy of Music and Dance. He is currently pursuing a Master’s degree at the
Buchmann-Mehta School of Music in Tel Aviv under Professor Arie Vardi.

Yevgeny Yevgrafov is a truly phenomenal young musician whose talent has received international
recognition. To date, his victories at the most prestigious international competitions number in the dozens,
while his extensive concert geography includes halls in numerous cities across Russia and abroad. He
is highly prolific both as a performer and as a composer: his repertoire includes more than thirty solo
programs, and he is the author of over two hundred piano works.

Yevgeny Yevgrafov has collaborated with leading orchestras and conductors such as A. Sladkovsky, I.
Lapins, N. Vinokurov, F. Mastrangelo, D. Orlov, A. Feldman, V. Bulakhov, A. Smirnov, V. Ivanovsky, A.
Andreev, A. Tkachenko, A. Ogievsky, A. Shakhmametyev, A. Khurgin, as well as V. Sirenko (Ukraine),
G. Aravidis (Greece), N. Tulaikhu (Mongolia), G. Emilson (Germany), and S. G. Alterovich (Israel). He
has also participated in masterclasses with distinguished figures of the performing arts, including Dmitri
Bashkirov, Dmitri Alexeev, Alexander Sandler, Oxana Yablonskaya, Polina Fedotova, Boris Bekhterev,
Petr Laul, Rem Urasin, Jeffrey Swan, Michael Voskresensky, and others.

“A most gifted pianist. Yevgeny Yevgrafov. Absolutely magnificent. Above all, there is an immense
sense of form, remarkable technique. Not merely virtuosity, but sound, intonation...” — Sergei Slonimsky
on Yevgeny Yevgrafov.

However, equal attention should be devoted to his piano sonatas, which encapsulate a vast spectrum
of his aesthetic experience, conceptual originality, and autobiographical reflection. In the distinguished
interpretation of Yevgeny Yevgrafov, this rare and remarkable cycle is presented to the listener in its entirety.



Hukonait MsickoBckuid, pycckuii kommosurtop, neaaror. OCHOBONOJIOXKHHK M INIaBa MOCKOBCKOI KOM-
no3uTopcKoi mxonbl. TBopuecTBo H. SI. MsiCKOBCKOTO Mpe/CTaBIEHO IMPOKHM SKaHPOBBIM JIHAIMa30-
HoM. Kommosurtop cosnan 27 cumdonuit, 13 kBapreToB, 9 coHar mis (popTenuaHo, Jpyrue COUMHEHUS
OpPKECTPOBON M KaMEPHON My3bIKH.

CTuib My3bIki MSICKOBCKOTO CypOB M OJHOBPEMEHHO KpacHB U JupHueH. [l1s ero paHHuX pabor xa-
PaKTEpHBI MpadvHbIE, JaXKe 370BEIINE TOHA, KOTOPHIE MEPEMICTAOTCS C JIMPHIECKUMH, 3aTyIEBHBIMU
HMHTOHAIMSIMU PYCCKOIO POMaHTH3MA.

Cepreii [Ipoxodses mucan o kommosutope: «B HéM OombIne oT pumocoda — ero My3sIka Myapa, CTPacT-
Ha, MpayHa 1 caMoynTyOnéHHa. My3bika MSICKOBCKOTO JOCTHTaeT UCTHHHBIX TIyOUH BBIPA3HTENBHOCTH U
Kkpacots». [llocTakoBud oT361BasICS 0 MACKOBCKOM KaK 0 KpyTHeieM nmocne Manepa cumdonucte, cpenn
IPOU3BE/ICHHIT KOTOPOTO LEBIH PsiJL ABIACTCS MPOCTO MISJEBPAMH CUM(OHIYECKOTO HCKYCCTBA.

beccropno, B XX Beke 4enoBeYECTBO COBEPIIHIIO OJIMH U3 CAMBIX CYPOBBIX M PE3KHX PBHIBKOB B CBOEM
pazButun. OT TajJaHTHOMH, YyBCTBUTENBHOM, ITBOPSIHCKOH POMAaHTHUYECKOH MOXH OHO yCTPEMMIIOCH KO
BPEMEHH, KOTOPOE OKa3al0Ch MEAPEIM Ha TPHYMGBI B TOH K€ CTEIEHH, B KaKOH M Ha dylOBEIIHEHIIIe
MOTPSACEHHS: PAJIOM C Hay4dHBIM IIPOrPECcOM M Miobanu3armeil OyicTBOBaIM MHUPOBBIC BOWHBI U PEBO-
JIFOIMH, HA CMEHY MPEKHUM KyIbTYPHBIM 1 (pruiococKuM mapaanrMam IpUXOANIN HoBbIe. JIF0O0mBITHO
HaOo/1aTh BRIPOKEHHUE MOJOOHBIX MeTaMOp(03, B YACTHOCTH, B SBOJIIOLIMI MY3bIKaJIbHBIX CTHJICH: 110-
CTETIEHHO, HAXOJIs MaKOPO-MHHOPHYIO TOHATBHOCTH HCYEPIaHHON, KOMITO3UTOPHI NPUXOANIH K HETPH-
BUAJIbHBIM COUMHUTEIBCKUM TEXHHKAM, H300peTast Ha HX OCHOBE II€JIbIe MY3bIKaJIbHbIC S3BIKM.

HimeHHO B 5TOT nepuoz xui 1 TBopui Hukonaii SIkoBnesrny MsACKOBCKHI — Il1aBa MOCKOBCKOH KOMIIO-
3UTOPCKOH HIKOJIBI B TI€pBOH Io10BHHE XX BeKa, OecTsAmuiA cuM(OHNUCT, TeJ1aror, KpUTUK, OOIECTBEH-
HBIN JIeaTenb. B 1aHHOM M3/1aHMH TOPOTUM CITyIIaTeNsM IIPEJOCTaBIISETCS BO3SMOKHOCTh TO3HAKOMHUTHCS
C MOJIHBIM LIMKJIOM €r0 (pOPTENNAHHBIX COHAT B MHTEPIIPETALlU BBIJJAIONIETOCS THAHKCTa, KOMIO3UTOpa
U NaypeaTa MeXIyHapoaHbIX KoHKypcos EBrenns Enrpadosa.

Huxkonaii SIxosieBny MsckoBekuii (1881 — 1950) ponuincs B Bapmasckoii rydepuun Poccuiickoii
HMIIEPHU B CEMbE ITOTOMCTBEHHOTO BOCHHOTO MH)KeHepa. IlepBble My3bIKalIbHbIE BIICYATICHUs ObIIN
nonapensl eMy EmukoHnnoit MsCKOBCKOW — cecTpoil oTLa, KOTOpas pasieluia ¢ HOCISIHUM OTBET-
CTBEHHOCTb BOCITHTAHHMS JETEH MOCIE TParnueckoil KOHYMHBI MX MaTepu BO BpeMs pozoB. braromaps
My3bIKAJIbHOI 00Pa30BaHHOCTH U HPUYACTHOCTH K AESTENBHOCTH MapHHHCKOTO Tearpa, TeTe OymyIero
KOMITO3UTOPA OKA3aJI0Ch TO/IBIACTHO YPE3BbIYAiHO CKOPO paskedb HHTepec Hukonas k nckyccTy. 1oT
HHTEPEC TaK XKe CTPEMHTEIILHO CIIOJBUT BEChbMa YTPIOMOTO M HHTPOBEPTHOTO B XapakTepe MsCKOBCKOro
Ha MCKPEHHE BOBJICYCHHOE 0CBOCHUE (DOPTENNAHO M CKPHIIKM B FOHOM BO3pacTe.

OOGCTOsTENBCTBA CHEAYIOIET0 JKM3HEHHOTO IIepHoja OymyIero My3bIKAHTa HECKOJIBKO CXOIHBI
¢ cynpboii monozoro Yaiikockoro: paBHo kak M Ilerpy Miubudy, KoTopoMy yaanoch HNPHCTYNHTb
K TBOPYECTBY TOJILKO IOCIE IPOAHUKTOBAHHOTO OTIIOBCKOM BOJIEi mpoxoxaeHus Kypca B Mimmeparop-
CKOM YYHJINIIE TPABOBEIEHUS U KOMIIPOMHUCCHOTO OCTaBJICHUs FOCYIapCTBEHHOM CityKObI, Tak 1 Hu-
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Koaro SIKoBieBHUY, ONpeeIeHHOMY 0 aHAJIOTHYHOM NPUYNHE Ha y4yeOy B KaJeTCKuil kopryc, 6bU10
CY’KI€HO MHOTO JIeT pacTpaTUTh HAa BOCHHBIN OBIT, BOBMOXHOCTb 3aHATHI MY3BIKOH Cpefu KOTOPOTOo
MPEJCTaBIAIACH JIMIIb SMTU30AUYECKON.

Brpouem, Haxozs MOTOOHYHO BO3MOXKHOCTB, MsicKkOBCKuit mony4daet y P. [muapa u Y. KpepkanoBcko-
ro 00beM 3HaHHH, JOCTATOUHBIN M1 nocTyIuieHus B [leTepOyprekyio KoHCepBaTopHIo, Kyaa OyayLiero
KOMIIO3UTOpa M NPHHHMAIOT B 1906-0M romy. IMeHHO ¢ 3TOro COOBITHS HAYMHACTCS CaMBIi IIIOHOT-
BOPHBIH 1epuox Bo Bcel Mononoctu Hukonast SIkoBieBHYa: OH ylOCTaMBaeTCsl TAaKUX HAaCTABHUKOB,
kak H. A. Pumckwuii-KopcakoB u A. K. JIsmoB, oOperaeT Haa€KHBIX COPAaTHUKOB B OJHOKYPCHHUKAX
B. B. Acadrese u C. C. IIpoxodbeBe, mpoOyer cebst kKak B KaMEPHBIX, TaK U B CUM(OHHYECKUX JKaH-
pax. B a1y e mopy MSCKOBCKMH NPOHHKAETCS TBOPYECTBOM II0DTOB-CUMBONHCTOB, 3HAKOMHTCS Ha
«Beuepax coBpeMEHHON My3bIKM» KaK C PEAKUMH paboTaMU OTE€UECTBEHHBIX HPE/IIECTBEHHUKOB, TaK
U C NIepEIOBEIMH COYMHEHUSAMH, CPEIU KOTOPBIX, KOHEUHO, H TPYyAbl (PaHIfy3CKUX HMIIPECCHOHUCTOB.
B 1911-om roxy 6eper cBoe HauasIo myOIMIUCTHYECKas JiesTenbHOCTh Hukomnast SIkoBieBrYa, HTOroM KOTo-
PO CTaHeT CBBIIIE OTHON COTHH CTaTel U 3aMETOK JUI MOCKOBCKOTO €KEeHEIeTbHOr0 H3MaHus «My3bIKay.

Tparudecku neperoMHbIM MOMEHTOM Il MSICKOBCKOIO cTaHOBHUTCS Hauyano IlepBoit MupoBoii BO¥i-
HBL B 1914-oMm roxy. [IpakTHdecku cpa3y ero OTIpaBIfiOT Ha (POHT, IAe OH MPOCTYKHUT OKOJIO ABYX
JIET TIOPYYUKOM JAEHCTBYIOLIETO MHKEHEPHOI'O IOJPa3/lelIeHUs], I0Ka B XO/I€ OIHOIO M3 CTOJIKHOBEHUIl
¢ TepMaHCKUMH BOHCKaMH He TOTY4YHT CEPbe3HyI0 KOHTY3HUIO, @ BMECTe C Hell — BeCOMBII MOBOJ IS Jie-
MobOmn3anuu. Xots MICKOBCKHIA, Kak U 10J00aeT 3THIECKH Pa3BUTOMY YEJIOBEKY, OTMEJall CBOE NIy0o-
KO aHTUIATHYECKOE OTHOIICHUE K TOMY, YTO BBIHYKJCH OBbLT HAaOIIONAaTh B YCIOBHAX OOEBBIX JEHCTBHIA,
Ba)KHO OTMETHTb, YTO MIOTOOHBII OIBIT, 6€3yCIIOBHO, HEYACTBIIl Il KOMIIO3UTOPCKHUX Onorpaduii, Boo-
HE MOXET OBITh OLICHEH B Ka4eCTBE NIyOOKO Pe(hIeKCUBHOTO MCTOYHMKA HAHOOIee MPAYHBIX OTTCHKOB
COYMHMTENbCKOTO Nouepka Hukonas SkosneBnya.

OmyTuMO HEOAHO3HAYHBIM 00pa30M CIOKHIACH CyAbOa KOMIIO3UTOpa B coBeTckoe BpeMs. C ogHOlU
CTOPOHBI, MJICKOBCKHI C SIBHBIM JIFOOOIBITCTBOM BCTpEYas IOJUTHYECKHE IEPEeMEHBl Ha POAWHE H
YAa4HO BIHCAJCSA B HOBYIO PEabHOCTB: PsJ BBICOKHX HAa3HAYEHUH M HarpaXKIEHUIl B pa3IHYHbIC TONBI
M03BOJISUT €My BIIMSATH HA MEPCHEKTUBY My3bIKaJbHOHU >xu3HU Coserckoro Coros3a, nearoruueckas aes-
TeIBHOCTH B MOCKOBCKOH KOHCEPBATOPHH IIOCIIOCOOCTBOBAIA CTAHOBIICHHIO Psia UMEH (CPEAU KOTOPBIX
b. YaiixoBckuii, /1. KabaneBckuii, A. XadaTypsiH U JpyrHe), a NpoLBeTaroliee CHM()OHIIECKOe COYNHHU-
TEeIbCTBO 103BOIIsLI0 Hukomnato SIkoBIeBHYy HCKpEHHee TBOPIECKOe BhICKasbBaHKe. C IpyTroil ske cTopo-
HBI, SIBHOM MOpaJIbHOM AUJIEMMON JUIsl HEro OCTaBaiack rudels otia ot pyk KpacHoro nBrkeHus U rHe-
TYIHM IUCCOHAHCOM COXPAHSIIOCh HECOIIACHE C TaK Ha3bIBaeMOH aHTH()OPMATUCTHIESCKOH MOIUTHKOMH,
npeJyiaraBiiell pajauKaibHble YIPOIICHUS B UCKYCCTBE, OT KOTOPOH KOMIIO3UTOP OCOOCHHO MOCTpanal
B 1948-0M rofy, Kora momain B psj «aHTHHAPOAHBIX)» JeATeNei KyIbTyphl B 3HAMEHUTOM IIOCTAHOBIICHHIL.

Bnpouewm, Gecriono6Hoe, caMoOBITHOE, TIyOOKO BBIpasHTelbHOE TBOpuecTBO Hukomas SkoBneBuua
B JII00OOM CIIydae OCTaeTCs IPEBBIIIe JIOOBIX NACONOTHIEeCKUX MapaaokcoB. b. B. AcadbeB coBepuieHHO
cHpaBeIMBO 3ameyall, yTo «MSCKOBCKMI — Xy/l0XKECTBEHHAs! COBECTh Hallleil My3blkn». DTOT 3ameda-
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TENBHBIA TBOPEIl COXPAHSJI NCKPEHHEE, CO3epLaTENIbHOE, XKUBOE TIEPEKMBAHUE BO BCEX CBOMX paboTax
BILTOTH 70 JIBauarh ceapMoii cuM(pOHHH, KOTOPOH yCIIeN ITOCTaBUTh MOHYMEHTANIBHYIO TOUKY Ha CBOEM
KU3HEHHOM ITyTH Hepe]] Oe3BpeMeHHOI KOHUHHON B 1950-0M rozy ot Tshkenoi 60i1e3HH.

Hepenxo nms Huxonas SIkosneBnya MsACKOBCKOTO 3aTparuBaioT B KOHIIEPTHHIX adumax, My3sIKoBeIdIe-
CKMX O4epKax, yueOHOil uTeparype B CBA3M ¢ ero cuMdoHn3MoM. beccropHo, 3To BaxkHast CTOPOHA Kak
TBOPYECTBA 3TOTO 3aMEYATETHHOTO KOMIIO3UTOPa, TaK M My3bIkaabHOro Mupa XX Beka B neiom. JKaap
cuM(OHNH He MPOCTO cTal Juist MsCKOBCKOTO OJHOH M3 Haubosee MEepCreKTUBHBIX CPEJl IS BhIpaXe-
HHS My3bIKaJIbHBIX HEH, HO ¥ TIOCITYKHII €My CBOETO POJia JIETOIHCEIO, B KoTopoii Hukomait SIkoBneBnd
YBEKOBEUHBaJI ¥ OONbIINE TpareAuu (Kak 9To ciay4wiock B LllecToii, oTpa3uBiIeil CI0KHOE COCTOSIHUE
o0mIecTBa B TO/IBI IPAKIAHCKON BOIHBI), M ITyOOKHE JTMYHBIE BIICUaTineHus (Kak, K mpuMepy, B JlecaToi,
BJIOXHOBJIICHHOH «MeHbiM Beagaukom» A. C. IlyirkuHa), u KpynHbie TpuyMdBbI (B 3TOH CBSI3U BCIIOMH-
Haercs JleBaTHaanaTas cuMpOHN, TPUypOYEHHAs K Ba/IUATh epBoii ronopmune KpacHoit Apmumn).

OJIHaKO HE MEHBIIETO BHUMAHMS 3aCTyXKUBAeT U Ta YaCTh TBOPYECTBA MSCKOBCKOTO, KOTOpasi MOCBS-
ImeHa kaHpy (OpTEeNMaHHOH COHaThI, BOOpaBIIeMy B cebs KOIOCCATbHOE MHOMKECTBO ICTETHYECKHX
MEepeKUBAHNH KOMITO3UTOPA, €ro MOMCTHHE HETPUBHAIBHBIX KOHLENTYalbHBIX PELICHHH M CTaBIIEMY
cBoero poia Gmorpadudeckoil apkoi, MO3BOJIAIOMIEH B3MISHYTh MOJ HEOUEBHIHBIM YIIOM Ha (GUrypy
Hukonas SIxoBnesuya. B Gecriono6HOI MHTEpIpeTaliy BBIAIONIETOCS IMHAHUCTA, KOMIIO3HTOPA, Jay-
peara MHOXECTBA MPECTHKHBIX MEXIyHAPOAHBIX KOHKYpcoB EBrenns EBrpadosa BHUMaHMIO TOPOTHX
clyIateneii npejiaraeTcst 3ToT PeJKUil 1 yAUBUTEIBHBIIH UK.

Conara 1151 poprenuano Ne 1 pe MmuHop , co4. 6

Iepast hoprenmanHas coHara, HanucaHHas H.MsckoBckum B 1906 romy, sBiseTcs B BBICIICH CTe-
TIEHH HOBAaTOPCKMUM counHenuneM. [lepBas uacts — dyra. IlonobHo cBoemy crapuremy komtere TaHeeBy,
MSICKOBCKHI TATOTEN K JIMHEAPHOCTH IHChbMa. ETo mpHBIeKano TaHHCTBO CIUSHHS IOJIOCOB, U yIUBHU-
TEJBHO BHAETH 3TO B (POPTENHAHHON COHATE, CBSI3aHHOW C BUPTYO3HOH TpaiMimed Hayama XX Beka.
MSICKOBCKHI CTPOUT BCE YAaCTU CBOEU COHATHI Ha MaTepHane (yrH, MIPUTOM, YTO MOCIe IePBOil YacTH
OH yXe He Npuderaer K crporomy GyrupoBaHHOMY MHCbMY. B Crily CO3HATEIBHOIO MOAPAKAHUS CTHIIIO
BerxoBeHa, MeIOIMYECKOTO OOraTcTBa MEPBOH TEMBI, 4 TAKXKE CyObEeKTHBHU3MA, IPOUCXOASIIETO HEmo-
CpPEICTBEHHO U3 FOPECTHOTO BOIIPOLIAHUS O CaMOM cebe (CBOMCTBEHHOTO elle ITOKOJICHHI0 Mycoprekoro),
9Ta COHATa — OJHO U3 HanOolee MPUMeYaTeIbHBIX IPOU3BEICHNI CBOCTO BPEMEHH.

Conara ni1s1 poprenuano Ne 2 ¢a-aue3 MuHop, cod. 13

beina Hanmcana MSCKOBCKUM yiKe ITOCJIe OKOHYAaHHS KOHCepBaTopuH. B camoii cyTu JaHHOTO omyca
OLIYTHUM CMEJIbIi SKCIIEPHMEHT: €IMHCTBEHHON HAOIIOAEMOl B OTHOIICHUH HPEABIAYLIEro LUKIIa Ipe-
€MCTBEHHOCTH B BHJIE BOCKINIATEIbHBIX HHTOHAIMI B TEMAaTH3Me IPOTHBONOCTABISIETCS LENBIH PAfl
MOUCTHHE HEOXKMIAHHBIX HAXOMOK. XOTs BeCh LUK M BBINOIHEH B OJHOYACTHOW CTPYKTYpE, alpHOpH
TIePEOCMBICIIIONIEH TPaJHIOHHYIO COHATHYIO ()OPMY, €T0 XKAHPOBOE MPEIOMIICHHE CTONIb BEJIHKO, YTO
M03BOJISIET TOBOPUTH O OoJiee CIOKHOM cuHTese. Jpamaryprust Bropoii coHarsl B GOJBIIMHCTBE CBOEM
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CTPOMTCS Ha JIByX OCHOBHBIX TEMax: IlepBasi — FpUropHanckuii pacres «Diesirae» (yiat., «/{eHb rHeBay),
BTOpasi — CJIOKHO nepedpasupoBanublii Matepuan 3Tiona Ne 3, cod. 8 3a aBropctBom A. H. CkpsibuHa.
Camoe yIMBUTEIBHOE B 9TOM IOCTPOSHUH — HapaJUICIbHOE U AHTOHUMUYHOE APYT APYTYy UX pa3BUTHE:
MI0Ka KaTOJIMYeCcKask CeKBEHIIHS HAUMHACT Pa3BOPaYMUBATHCS B CEPEIHHE IPOU3BEACHNUS 10 IPHHIIUITY 1ac-
CaKaJuH, BTOpast, «CKPsIOMHCKash» TeMa pa3BUBACTCs IPEHMYILECTBEHHO B Ka4eCTBE «OOpAaTHBIX BapHa-
Ui, IPUXOAs K Haubolee y3HaBaeMOMY OOJIMKY JIHIIb BCIEH 33 €T0 BEPCUSIMH, BCTYHAIOIIMH PaHee.

BaxHeitmmm «perynsaropom» hopmbl BTopoit coHaTbl CTAHOBUTCS npuHyun paxmyprozo conocmas-
Jenusa. IHTOHAIMOHHO-00pa3HOe IPOTHBOIOCTABICHHE YETHIPEX OCHOBHBIX T€M IPOH3BEICHHS OqIep-
KHYTO M Pa3HBIM XapaKTepoM UX (hakTypHOro opOpMIICHHUS: aKKOPJOBOE tutti BCTYIUICHHS, JINHEAPHBIH
rpadudecKii PUCYHOK INIABHOM MapTHH, IOIUMENIOANYECKHe KOMIUIEKCH H OPHAMEHTHKA ITOOOYHOM,
ycTpanaromuii «xop Mean» (3akirountenbHas). [Ipeobnaszanne TOKKAaTHBIX 3ByYHOCTEH B pa3paboTKe
KOJIe CHOCOOCTBYET 000COOIEHUIO 3THX Pa3BUBAIOMINX pa3zienoB popMbl. Hago OTMETHTH,4TO HOCHTENEM
HOBOTo 00pa3HOro Havana CTAHOBHTCS 3aKIIIOYUTENIbHAsE MAapTHs cOHaThl. CMbICoBas (GYHKIMS TEMBI
«Diesirae» cMemaeT aKIeHT ¢ MIABHOH HapTHH Ha 3aKITIOYHTEIBHYIO.

Conara 1151 poprenuano Ne 3 10 muHop, coy. 19

SIBsieTcs HepBbIM BO3BpAIeHHEM KOMIIO3UTOpa K 9TOH (opMe, OCYIIeCTBIEHHBIM IIOCTIE IePHOa Ts-
JKEJEeHIINX MepeXUBaHUM, BBINABIINX Ha €ro 0N ¢ yyactieM B [lepBoil MUpOBOIl BOiiHE, CMEPThIO
oTIa " peBomonueil Ha poguHe. OCOOEHHO OMIETOMIISIONINIT ICUXOTOTHIeCKHi (P (EKT JTaHHOTO OIyca
COCTOUT B ACCOLMALIMHK C NPEIbIIYIIeH COHATOW: BHOBb OJJHOYACTHAs CTPYKTYypa OTKPBIBACTCS TEM K
MY3BIKaJIbHBIM MaTepUaioM, KOTOPHIM OTKpPBIBAJICS U HMpenblaymuii muki1. OQHAaKo BCIET 3a 3THM BOC-
MIOMHUHAHHEM BMECTO 3aHUMATEJIbHBIX PEMHHHCLICHIIMIT 1 JIOBKHX PaMaTyprudecKUX H3sIIECTB CICAyeT
HCKPEHHHUH paccka3 0 TOM yxkKace, B KOTOpOM MSCKOBCKOMY I0BEIOCH BEDKHUTD H HE CIIOMUTBCSL.

Iponomxkas TpaauIMK KJIACCUUECKOH COHAThl, MSCKOBCKUII OrpOMHOE 3HaYE€HHUE NpHJaBal 6CHIyRU-
menbvHoMy pazoeny, Kak Te3UCHOMY DKCIIOHHPOBAaHHIO OCHOBHOTO OOpa3HO-TEMAaTHYECKOI0 MaTepHa-
Ja npou3BeleHus. TakoBbl BCTYIUICHUS K CaMbIM MOHYMEHTAJIBHBIM coHaraM — Bropoii, Tpetseil u
YerBepToil. B HUX 3aKiIIOUeHBI HE TONBKO BEAyIIUE JICHTHHTOHAIMY TeM, HO yXe KaK Obl HAMEUeHa TU-
nuyHas GaKTypHas ¥ puTMIYecKas cepa counHenus. Tpemsa conama KOMIO3UTOPA OTIIMYHA OT APYTHX
yXKe TeM, 4TO He UMeeT pa3Mepa mpH kimode. Ho oHa oueHs qorudHa mo ¢popMe u 3By9aHHIO OCHOBHBIX
TEeM, YTO HE OCTaBJIsIeT HUKAKUX COMHEHHUH NpH npodteHud. [Iporecc MHTEHCHBHOTO Pa3BUTHS HAYNMHA-
eTCsl IPAKTHIECKU C M3JIOKCHHS IMTaBHOU mapTuu. E€ BTOpoe mpeanokeHHe CTaHOBHTCS YK€ IEPBBIM
9TaIoM Pa3BUTHSL: BKJIIOYAIOTCS HOBBIE PETHCTPBI, YCHIIMBACTCS MHANBHIYATH3ALMS MEIOUIECKHX JIU-
Huit BHYTpH dakTypsl. [Tocnennee qocTHraeTcs BepTHKAIbHBIMYU II€PECTaHOBKAME TE€MBI, KOTOpast 00bIU-
HO yBOJUTCS B IIyOOKHIA 6acOBBIN PETHCTP, U MENOANYECKH BaXKHOTO KOHTPAITyHKTHPYIOIIETO Tojoca.
Crenyromeil (a3zoifi B pasBHTUM IIMABHOH MApTHH CTAHOBHUTCS CBS3YIONIAs,0HA TEMAaTHUESCKH ONm3-
Ka HMCXOIHOH Teme.Pa3paboTka COHATBI MOHyMEHTAJIbHA, HACBIIEHA ICHCTBEHHOCTHIO M JIPaMaTH3MOM.
Baxuyro ¢GyHKIHIO B IpeoOpa3oBaHUH TEMATHIECKOTO MaTepraa BBIIOIHICT HOMUPOHUA: KOHTPAIyHKTH-
Yyeckoe 00beIHHEHNE Pa3IMYHbIX TeM.CxeMa coHaTHOro allegro ocioxHeHa IPOHNKHOBEHHEM (OPMBI POHIIO.
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Conara ni1s1 poprenuano Ne 4 10 MmuHop, cod. 27

IMocesmennas C. E. ®elinbepry, crapmieMy HEepBEIM €€ HCIIONHHTENEM, 3HAMEHYeT BO3BpaIllCHHE
MSICKOBCKOTO K MHOTOYACTHBIM BBICKA3bIBAHHSIM B JAQHHOM JkaHpe. IIpuMmedarenbHO M JIIOOOIBITHO,
YTO JAHHBIH OITyC KOHLENTYalbHO M CTHIHCTUYECKH OCOOCHHO TECHO MEpeKNIMKAeTCs ¢ cuM(pOHHYe-
ckoif manepoii Huxonas SkosneBuua. KpacHOpeunBO€ CBUIETENBCTBO TaKOW B3aUMOCBSI3H OILyTHMO
B M30paHHOH KOMIIO3UTOPOM OOpa3HOIl MaluTpe: B 3TOM MOHYMEHTAIbHOM LIUKJIE TPaJHIHOHHBIN I
MSICKOBCKOTO TECCUMH3M COCEICTBYET ¢ HATYPAIUCTHYCCKHMH PSIaMH U Jaxe oOpasyeT ¢ HUMH elu-
HBI OTTEHOK, OJHO U3 BOILIOIICHUH KOTOPOTO MOXHO YCMOTPETh B INIABHOH HMAapTHH MIEPBOH YacTH, 00-
peTarolell B TAKOM KOJIOPUTE JaXe YEPThl MAKaOPUUECKOM MUISICKH.

JluneapHOCTh (haKTyphl M OCOOCHHOCTH IIaJOTapPMOHHYECKOro cTpost UeTBEPTOU COHATHI CIOCOO-
CTBOBAJIM BO3HUKHOBEHHIO OIPE/ICJICHHOTO THIIA TEMaTu3Ma, B KOTOPOM BCE OoJiee MOJUepKUBAIOCh
peuumamusHo-0eKnamayuonnoe nHauano. Ha mepBoM IIaHe OKa3aluch HE HPEATOXKeHUS U (pa3bl
GOJIBIION MPOTSKEHHOCTH, a OTAEIbHBIC KPAaTKHE HHTOHAIIMOHHBIE 000POTHI, OBICTPO PACTBOPSIOLINECS
B MHOTO3BYYHBIX aJIbTEPUPOBAHHBIX rapMoHHsAX. [IpeobnagaeT H3IOMAaHHBIH, YIIOBATIl PUCYHOK Me-
JIOAMYECKHX JIMHUH, B KOTOPOM JOMHHHPYIOT XOIbl HA YMECHBUICHHBIC U YBEJIMYCHHbIC HHTEPBAJIBI (BCE
TeMsl AllegroUeTBepToil COHATHI, HAIPHMED, COAEPIKAT HHTOHAIHIO TPUTOHA). MIHOTIa €ro SI3BIK yIUBU-
TEJIbHO HallOMHUHAET HEKOTophble ommychl Y. AiiB3a: 371€Ch 3aMeTHA Takas K€ BOJIS K SKCIIEPUMEHTY, TaKast
JKe CKJIIOHHOCTD K IBIITHOCTH KPACOK U )KUBOCTH KOHTPACTOB; 371eCh OOHAPYKUBACIIH — CKBO3b IMIUPOTY
3BYYaHUSI U 3ByKOBYIO POCKOLIb — OMHAKOBYIO JJIs1 000X KOMIIO3UTOPOB MPHHIUINATIBHO YECTHYIO H
JOCTOHHYIO XyIO)KECTBEHHYIO MO3HIHIO.

Conara 11 ¢oprenuano Ne S cu mazkop, cod. 64, Ne 1

CounHenHas B 1944-oM rozy, BO30OHOBIISIET TBOPUECKHE MCKAaHUSI MSCKOBCKOTO CITyCTsI 4yTh Oolee
JIBa/IL[aTH JIET MOJTYaHHs KOHKPETHO B 3TOM kaHpe. OOIIuii €€ JyX caMbIM SBCTBEHHBIM 00pa30M OTpaxa-
€T Te 3perocTh U HHI0CO(CKYIO CO3ePIATEILHOCTD, K KOTOPHIM MCKOBCKHI IIPHUIIIEN HA CKIOHE KU3HH
kak TBopew. ConepkaHue TON COHATHI MIPOHH3AHO NIYOOKOH PEMHUHUCIIEHTHOCTBIO: TIOMHMO HJICHHO-
ro (yHOaMeHTa, 3al0KEHHOTO eI B KOHCEPBATOPCKHE TOIBI, € OTBEYalOT U OOIIHOCTH JaMEHTaIlU-
OHHBIX MHTOHAIMI Largo espressivo ¢ namentauusiMu ¢unana Ilarerndeckoii cumdonnn YaiikoBckoro
(craBmeit i Huxonas SIkoBneBr4a B MOIOZOCTH CyAbOOHOCHBIM 3HAMEHHEM), U AJLUTIO3HS Ha [TIABHYIO
nmapTHio cod. 6 B Vivo, n peurrannu nepsoii Temsl Allegro energico.

Conara 15 ¢oprenuano Ne 6 jisi-6eMosib Maxop, co4. 64, Ne 2

Kax ¥ npeapiaynumii HoMep JaHHOTO OIIyca, SIBISIETCS IIEPEOCMBICIICHHBIM PAHHUM OIBITOM KOMIIO3H-
TOpa, B KOTOPOM FOCHOJCTBYeT HEIPHUBBIYHAS sl MSACKOBCKOTO MAIUTpa JETKUX U Ty4e3apHBIX OTTCH-
koB. ITo aHamoruu ¢ npeaecTBeHHUIIEH, 3/1€Ch )K€ MPOIOKAET OLLYINAThCS TEHJICHIHS JIAKOHU3aLuK
ToYepKa U IPUBEIEHHUS eTo K Hanboliee TpaJHIIHOHHOMY 00nuKy. Ha ypoBHE rumotessl, KOHEUHO, MOXKHO
JOITyCTUTh NPHYINHY TAKOTO PELICHHUs HE TOJIBKO B CYry0o JMUHBIX peduiexcusx Huxonas SIkoBneBuya:
Ba)KHO NOMHHTH, YTO €T0 JKH3Hb NPHUIIACH HA MOJUTHYESCKH HACHIIICHHBIE BPEMEHA, KOIZa BHICOKOE
HCKYCCTBO OKa3bIBaJIOCh HEPEIKOH MHUIICHBIO MACOIOrHYeCKUX 00CyxkIeHui. Brioqne Bo3MOXKHO, 4TO
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Ha OIMCAHHYIO BbIlle MeTaMOp(h0o3y MSCKOBCKHUIA HOLIeN U3 MOOYXACHNH HCKPEHHETO MOMCKa KOMIIPO-
MHucca, OyIy4d, pakTuIecKu, IPeACTaBUTEIeM COBETCKOH BIACTU B KyIbTypHOIT cdepe.

Conara 1151 poprenuano Ne 7 1o maxop, cou. 82

Coueraer B cebe MOUCTHHE SIPKUE KaK JKAHPOBBIC, TaK M CTUINCTUYECKHE KOHTPACTHI, MPUIyATHBO
pacKphIBAIOLIMECS B 0COOOM KaMEPHOM H3JI0XKEHUH, KOTOPOrO JOCTHIaeT MSCKOBCKUH B CBOHMX HO3I-
HUX (opTenuaHHbIX paborax. [TometHoe u maxke MuHUManucTuaHOe Allegro moderato nucmomHeHo 3a-
BOPa)XUBAIOLIET0 YyBCTBA, IIEPEIaBaeMOro MPEHMYIECTBEHHO BBICOKOH TeccuTypoil. Ilocnenyromias 3a
9TOI YacThIO DJerust SBHO HACIEeLyeT MOCKOBCKOMY POMAHTH3MY B CBOEM METAHXOIUYECKOM HyXe H
TFapMOHUYECKOM SI3bIKE. 3aKII0YAIONIas Jke UK [lisicka, KOHeuHO, B OOJIbLICH CTEIEHN aCCOLMUPYETCs
C HACTPOCHHSIMH HeTepOyprckoil «Morydeit Kydkn», paJieBIIeii 0 CTAHOBICHHH HAIIHOHAILHOTO HCKYCCTBA.

Comnara s gpoprennano Ne 8 pe muHop, coy. 83

ITponomkaeT BHy TPHKaHPOBBIE HCKaHHS MsICKOBCKOTO, BHOBB IIpe/Iarasi AeHCTBUTEILHO HHTEPECHbIE
KoHTpacThl. TpaauuoHHO, OapKkapoia — MEeCHs BEHEIMAHCKUX TOHIOIBEPOB, XYI0KECTBEHHBINH OOIHK
KOTOpOW HEMPEMEHHO MPE/CTaBIsAeTCS CIIOKOMHBIMU TeiizakaMu-ipoMeHanaMu. Huxomail SIkoBneBna
BOCCO3/1a€T B IIEPBOI YaCTU JAHHOTO OIyca ITOT XaHpP B CHHTE3e ¢ GOPMOIl COHATUHBI, YKpaIIUBas €ro
O4YeHb HEXXHBIMH U M300peTaTeNbHbIMA TapMOHHYIECKUMH HaXogKaMH. [lecHS-maumims pa3BHBaeT 3Ty
pa3MepeHHYI0 KapTHHY, BBIBOIS €€ Ha OOJIbIINE NPOCTOPBI U IPHIPABIISS IUIaralibHBIMA HHTOHALMSAMH
PYCCKOH HapOHOU MECHH B CPEIUHHOM pa3jeie. XOpoBOx — KPyroBoil 0OpsIOBBIM TaHeIl, HCTOPHIECKI
3apoauBLIKiics Ha Pycu poxpucruanckux BpemeH. O6pa3 JaHHOTO JeHCTBa BeCbMa HHTEPECHO pEIleH
Huxonaewm fIxoBneBrueM Ha ypoBHE (akTyps! B QuHAIIE: OIIyIIEHHEe ABIKECHHS [0 KPYTy 371€Ch CO31aéT-
51 He TOJIBKO Ol1arofapsi oKMaaeMbIM 0OpalieHUsIM K MOJaJIbHBIM KpackaMm, HO M 3a CYET QUrypaioHHOM
Ppa3paboTKH MaTepHana.

Conara 1y ¢oprenuano Ne 9 pa maxop, cou. 84

beina counnena B 1949-om romy u sBIseTCs HOCISAHHM TBOPEHHEM MSCKOBCKOTO B NAaHHOM XKaH-
pe. Kak 1 B HECKOIBKHUX €€ MpeIIecTBEeHHHUIAX, KaXK/0i YacTH 3[ech perociaHa Hekas 00pa3HOCTb.
OpnHako ecy MpebLIyIIHe ONBITEL B 3TOM CMBICHIE IPe/Iaraid HEKOTOpoe BHYyTPEHHee )KaHPOBOE Jee-
HHe, To [leBsiTasi COHaTa onepyupyeT MOCIeI0BaHiEM a0CTPAKTHBIX, YyBCTBEHHBIX KaTerOpuii. AJXypHbIe
1 HocTanmbrudeckre «CBeTable 00pasbl» MepBoi 4acTH-cOHATHHEL, «IloBecTBOBaHME) B OaIagHOM Xa-
pakTepe u poHnansHoe «Heynepxumoe cTpeMiIeHHe» — HEU3BSCHUMO TPOraTebHOE BO3BBIILICHHE TOH-
KOTO M BOCIIPUMMYHBOTO TeHUS Haj CBOEil CynbO0l, B KOTOPOH ake caMble TOPbKUE MEePeKHBaHUs CTa-
HOBSITCSI Y€M-TO OTJAJICHHBIM, OOJiee He PaHsIINM, 1 HAKOHEIl BCTPaUBAIOTCS B KAHBY YKHU3HH TaKOBBIMH
JIIEMEHTaMH, 0€3 KOTOPBIX €€ y)Ke Helb3s1 U IOMBICIIHTb.

Esrenunii EBrpagos poguics B 2002-om roxy B MockBe B cembe kommo3surtopa FOpus Esrpadosa.
B cemb seT BriepBbIe BBICTYNHI C OPKECTPOM. B Bo3pacTe ceMHaalaTH JIET MCIOIHMI IIONHOE CO-
Opanue ¢oprenuanHbix counHeHnil A. Ckpsiouna. OOyvancs B MOCKOBCKOM TOCyAapCTBEHHOH KOH-
cepparopur uM. I1. M. YaiikoBckoro Ha (opTermMaHHOM OTIENIeHHH B Kiacce npodeccopa B. Tporma
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U Ha KOMIIO3HTOPCKOM oOTAeneHuu y mpodeccopa A. Yaiikosckoro. IMomyunn crenens GakanaBpa
B MepycanuMmckoll akageMun My3bIKH U TaHIA. B HacTosmiee Bpems ydutcsl B Marucrparype LlIxomsr
My3bIki ByxmanH-Meta B Tesb-ABHBe O] pyKOBOICTBOM npodeccopa Apse Bapan.

Esrennit ErpacoB siBiasercs mouctuHe (heHOMEHAIBHBIM MOJIOIBIM MY3BIKAHTOM, JapOBAaHHE KOTO-
poro npusHaHO BO BceM Mupe. K HacTosIeMy MOMEHTY KOJIMYECTBO €ro HooOej Ha MpecTHXHEHIMX
MEXyHapOAHBIX KOHKYPCaX HCUHCIIIETCS IECATKAMH, a OOMUpHeias KOHIepTHas reorpadus BKIIO-
4aeT B ceOsl 3aJIbl MHOTHX KaK POCCHHCKHX, Tak U 3apyOexHbIX roponoB. Esrenuii EBrpados kpaiine
IUIOZI0TBOPHO MPOSIBIISIET ce0s KaK B KaUueCTBE HCIOMHUTEIL, TAK U B KA9€CTBE KOMIIO3UTOpA: B peHepTyap
MOJIOJIOTO MY3bIKaHTa BXOJMT CBBIILIE TPUJILATH COJIBHBIX IPOrpaMM, a €ro Mnepy NPUHAIICKUT Oosee
JIBYXCOT (hOPTEMHAaHHBIX paboT.

EBrennii EBrpaoB cOTpyaHMYAn ¢ BEIyLIMMH MHPOBBIMH KOJUIGKTHBAMH IO DPYKOBOICTBOM TAKHX
nupikepoB, kak A. CrmaakoBckuid, M. Jlanunbm, H. Bunokypos, ®. Macrpanmxkeno, [l. Opios,
A. ®enbaman, B. bynaxos, A. CmupHoB, B. VBanoBckuii, A. Anjapees, A. Tkauenko, A. OrueBckuii,
A. llaxmameTbeB, A. XypruH, a Takxke B. Cupenko (Ykpauna), I. Apasunuc (Ipeuus), H. Tynaiixy
(Mouromus), I Omunscon (I'epmanus), C. I. AnbrepoBuu (M3pamis). Taxoke MOJIOROH My3bIKaHT
MPUHUMAI y4acTHE B MacTep-KIaccaxX BBIJAIOIIMXCS METPOB HCIIONHHTENBCKOTO HCKycCTBa: JIMHTpHS
Bamkuposa, Imutpust Anexceea, Anekcanapa Caniepa, Okcanbl S10noHckoi, I[Tonunsr denoroBoi,
Bopuca bexrepesa, [lerpa Jlayna, Pama Ypacuna, [xeddpu CBona, Muxasns BiaikoBCKoro u Ipyrux.

«Tananmaugeiwuil nuanucm. Escenuti Eeepagos. Abconomno eenuxonennvuii. Ilpesicoe 6ceco, 30ech
Konoccanbhoe wyecmeo ghopmul, 3amevamensvuas mexnuxa. He npocmo 6eznocms, a 36yK, UHMOHAYUA ... »
— Cepreii Cnonnmckuii o EBrennn EBrpadose.

OH 13BecTeH CBOMMHU MOHOTpaduueckiuMu padoramu. B 19 net on ucnonnun u 3amucai (live) Bce dop-
TenuaHHble counHeHuss A. CkpsOuna. OH umeer orpomHslii penepryap, Brmouaronuii XTK W.C.baxa,
coHarsl JI.BaH berxoBeHa, nporpammsl u3 My3siku @.11onena, K. JIebrocen, ®.Jlucra u ap.

Ero nponnkHoBeHne B My3bIKy H.MsICKOBCKOrO yHHKanbHO. DTOMY CIIOCOOCTBYET €ro COOCTBEHHBIM
TaJIaHT KOMIIO3UTOPA, (DeHOMEHAIIBHBIE CIIyX U MAMSATh, Oe3yNpedHas TeXHUKA, TyBCTBO (JOPMBI U CTUIIA.
UyBCTBO DIIOXH — TSDKEJBIX YTparT, BOIMH, OAWHOYECTBA U HEN30BIBHOIO BIOXHOBEHHUS — 3TO BCE CHOBA
noBropsiercs yepes 100 net
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MYASKOVSKY, Nikolai Yakovlevich
(1881-1950)
Complete Piano Sonatos

cD1

Sonata No.l in D Minor Op. 6

1] I.Moderato assai ad espressivo

1. Allegro affanato

Ill. Largo Espressivo

IV. Non allegro- Allegro

Sonata No. 2 in F Sharp Minor Op. 13
(5] Lento, ma deciso- Allegro affanato
Sonata No. 3 in C Minor Op. 19

(6] Con desiderio, improvisato- Moderato
con moto, stentato, ma sempre agitato
Total time: 54:20

MWK E

cD2

Sonata No.4 in C minor Op. 27

1] 1. Allegro moderato , irato

2] Il. Andante non troppo

quasi Sarabanda

3 11l Allegro con brio

Sonata No. 5in B Major Op. 64 No.l
[4 I Allegretto capriccioso

Evgeny Evgrafov, piano
Language of booklet: English + Russian

Evgeny quraﬁ)v XD
RCD 13115

PIANO

05:09
0733
0735
1240

0733

1346

15:32

0821
07:44

0613

[8] Il Largo espressivo — Andante

[El 11l Vivo - Molto sostenuto

[7Z] vAllegro energico

Sonata No. 6 in A Flat Major Op. 64 No.2
[8] I Allegro ma non troppo

@] Il. Andante con sentimento

19 1. Molto vivo- Allegro non troppo

ma con anima

Total time: 73:54

CcD3

Sonata No. 7 in C Major Op. 82
] I Allegro moderato

Il. Andante pensieroso

3] 1. Allegro giocoso

Sonata No.8 in D Minor Op. 83
[4 1. Allegretto

II. Andante cantabile

[E llVivo

Sonata No. 9 in F Major Op. 84
[7] 1. Allegro non troppo

II. Andante sostenuto

@] 11I. Molto vivo

Total time: 44.05

0559
03:04
0534

06:55
0734

06:55

04.52
0518
02:38

07.03
0548
0337

05:44
0542
0318

See bookler for details
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