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Sergey Rachmaninov (1873-1943)

Morceaux de fantasie, Op. 3
1.Elégiein Eflat minor .. ... ... 4.46
3.Mélodie iN E Major. . ..ot 4.04

Sonata for piano No. 2 in B flat minor, Op. 36 (2nd version, 1931)
L AIBGIO AGIAIO . . o oo oo ettt e e e e 7.35
(4] 2.Nonallegro. LENTO . . . ..o e e e e e e e e e 5.31
3. Listesso tempo. Allegro molto . . . . ... .o 5.17

Variations on a Theme of Chopin, .. ... ... ... e Op. 22
[6] Theme.Largo................... 1.09 Variation XIl. Moderato. . . ......... 2.24
Variation |. Moderato . ............ 0.40 Variation XIll. Largo . . .. .......... 1.09
Variation Il. Allegro. . . ............ 0.14 Variation XIV. Moderato . . ......... 1.23
[e] \Variation Ill. (Listesso tempo) . ... .. 0.14 Variation XV. Allegro scherzando. . . .1.27
Variation IV. (Listesso tempo) . .. . .. 0.42 Variation XVI. Lento.............. 1.08
Variation V. Menomosso . ......... 0.21 Variation XVIl. Grave . . ........... 1.27
Variation VI. Menomosso ......... 0.53 Variation XVIII. Piumosso . ........ 0.49
Variation VII. Allegro. . ............ 0.18 Variation XIX. Allegro vivace . . .. ... 1.18
Variation VIII. (L'istesso tempo) . . . .. 0.19 Variation XX. Presto. ............. 1.15
Variation IX. (Listesso tempo) ... ... 0.21 Variation XXI. Andante. ........... 3.01
Variation X. Piavivo.............. 0.35 Variation XXII.
Variation XI. LENtO .« .+« . .+ oo\ 1.16 Maestoso — Meno mosso — Presto . .4.49
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Variations on a Theme of Corelli, Op. 42

Theme.Andante .................. 0.50
Variation |. Poco pit mosso. .. ....... 0.33
Variation Il. L'istesso tempo ......... 0.31
Variation Ill. Tempo di menuetto . . .. .. 0.40
Variation IV. Andante. . . ............ 0.51
Variation V. Allegro (ma non tanto) . . . .0.21
Variation VI. Listesso tempo. . ....... 0.21
Variation VII. Vivace ............... 0.27
Variation VIII. Adagio misterioso . . .. .. 0.56
Variation IX. Un poco pit mosso. . . ... 0.59
Variation X. Allegro scherzando . .. ... 0.38
Variation XI. Allegro vivace . .. ....... 0.23

Andrey Pisarev, piano

a1l |a| [ Rl BB B B >
| O] |© ~| (S I S I (5] e S e

Variation XII. L'istesso tempo . . ...... 0.36
Variation XIll. Agitato. . . ............ 0.32
Intermezzo. Atemporubato . ........ 1.07
Variation XIV. Andante (come prima) . .0.52
Variation XV. Listesso tempo ........ 1.11
Variation XVI. Allegro vivace . . . ...... 0.31
Variation XVII. Menomosso . ........ 1.02
Variation XVIII. Allegro con brio. . ... .. 0.34
Variation XIX. Piu mosso — agitato . . . .0.29
Variation XX. Pilmosso .. .......... 1.00
Coda.Andante. . .................. 121
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losopher Henri Bergson that creators are “perfect beings” who “cognize everything intuitively,

embracing the world widely universally.” The trinity and interdependence of the various hypos-
tases of his creative activity (composer, pianist, conductor), the branching of his life geography that
included different countries and continents, and the breakdown of the historical and cultural forma-
tion that had to be not only observed but also experienced are evidence of the multidimensionality of
the Rachmaninov make-up and the musical space he created.

The personality of Sergey Rachmaninov is a vivid confirmation of the famous thought of the phi-

Rachmaninov’s utterance is polyphonic and multi-layered. Like Pushkin and Glinka, Tchaikovsky and
Stravinsky, he is an example of cultural encyclopedism, in many ways demonstrating “worldwide re-
sponsiveness” as Dostoevsky put it. National elements are closely intertwined with European val-
ues, the modern is combined with the old. The intonation vocabulary of his compositions incorpo-
rates not only the znamenny chant, bell ringing, the soil melos of the St. Petersburg school (espe-
cially that of Mussorgsky and Rimsky-Korsakov), the traditions of Tchaikovsky and Taneyeyv, but also
an active dialogue with Western European baroque and classicism, Liszt's romantic concert pianism,
and the salon virtuoso manner, but also with the entertainment industry that was so popular in the
1920s and 1930s (primarily with jazz). This complex interaction can be clearly seen in the featured
recordings of his piano works.

Written in 1892, Mélodie and Elégie from five Morceaux de fantaisie, Op. 3 immerse us in the young
composer’s lyrical world. They form the type of cantilena that is based on step-wise development,
“endless” melody, the soaring of which would become a hallmark of Rachmaninov’s style. Covering
different registers, the breathing texture of the accompaniment refers to the style of romantic noc-
turnes.

Piano Sonata in B flat minor, Op. 36, is a rare example of Rachmaninov’s work in the genre (the oth-
er two are Piano Sonata No. 1 D minor, Op. 28, and Cello Sonata in G minor, Op. 19). Unlike Scri-
abin, Prokofiev, Medtner and Myaskovsky, the sonata is not a creative laboratory that consistently
reflects the composer’s stylistic evolution. Combining tempestuous expression and sensuality inher-
ent in the sonatas of Chopin and Liszt, the three-movement cycle, where the second and third move-
ments sound without a break, is distinguished by thematic unity and kinship of textural techniques.
Rachmaninov completed the work in 1913. The premiere took place in Kursk in October, and then in



Moscow in December of the same year. As known, while the firm A. Gutheil was preparing it for pub-
lication in Moscow in 1914, the composer, most probably taking into account the experience of the
first performances, revised the manuscript. Therefore, just like the autograph of the Etudes-tableaux,
Op. 33, the one of the sonata contains two layers that correspond to two versions. Seventeen years
later, he would significantly shorten the sonata, reinforcing the principles of romantic poemity and the
relationship between the movements. The new edition was published by the Editions Russes de Mu-
sique in Paris (Grandes Editions Musicales Russes: A. Gutheil/Koussevitzky) with the note “Nouvelle
édition revue et modifiée par I'auteur en 1931” (“New edition reviewed and revised by the author in
1931”). There are also performance versions of the work. Vladimir Horowitz and Van Cliburn return a
number of bits excluded by the composer, freely combining the text of different composer’s editions.

The Variations on a Theme of Chopin, Op. 22, and the Variations on a Theme of Corelli, Op. 42,
have a common principle of, according to philosopher Mikhail Bakhtin, “foreign word”, which Rach-
maninov repeatedly resorted to in his works. In this case, intertextual interaction is captured in the
use of the theme of Chopin’s C minor prelude, as well as folia that had been repeatedly used by
many composers, including Arcangelo Corelli in the D minor violin sonata, Op. 5 No. 12. However,
drawing from the pan-European “memory well,” Rachmaninov created incredibly personal compo-
sitions. The composer masterfully transformed the borrowed material into his own, endowing it with
his own distinctive features. Such co-thinking reveals the closeness of these themes to Rachmani-
nov’s gradualism, his characteristic swinging of the original intonation, and reliance on the melodic
principle and variability of development. The composer does the same in his Rhapsody on a Theme
of Paganini, Op. 43, where the famous Caprice No. 24 is the intonational foundation.

The relationship with Rachmaninov’s pianism is obvious in all of his works. Rachmaninov “thinks
with his hands.” The sound and tactile empiricism is extremely important to him. It is not by chance

that musicologist Boris Asafiev says that Rachmaninov is a “composer of ‘oral folk arts’.

This CD features the composer’s works performed by the Honored Artist of the Russian Federation
Andrey Pisarev.

Nina Sviridovskaya



Andrey Pisarev, piano.

Professor of the Moscow Conservatory, Honored Artist of Russia (2007). Prize-winner of the Rach-
maninov Competition (Moscow, 1983, 1st prize), the International Mozart Competition (Salzburg,
1991, 1st prize), the Busoni International Piano Competition in Bolzano (1992, 4th prize and a spe-
cial prize for the best performance of a Mozart concerto), and the International Music Competition in
Pretoria (1992, 1st prize).

Andrey Pisarev was born in Rostov-on-Don. He studied there at Rimsky-Korsakov musical school
with E. I. Palobekova. In 1982, he finished the Musical College of the Moscow Conservatory (class
of Boris Schatzkes). In 1987, he graduated with honors from the Moscow Conservatory (class of
Sergey Dorensky). In 1989, he completed his postgraduate traineeship. He became an assistant in
the class of Prof. Dorensky in 1992.

The pianist has performed in the cities of Russia and abroad, including Austria, Germany, ltaly, the
former Yugoslavia, Finland, Sweden, Switzerland, USA, Brazil, Japan, Costa Rica, Spain, Ireland,
South Africa, South Korea, Poland, and Bulgaria.

He has taken part in festivals dedicated to the work of Sergey Rachmaninov in Rostov-on-Don, Tam-
bov, Kharkov, and Veliky Novgorod.

Andrey Pisarev has performed with a number of well-known orchestras, including the Russian Na-
tional Orchestra, the Leningrad Philharmonic Orchestra, the Radio and Television Orchestra of Mi-
lan, the Japanese Philharmonic Orchestra, and many others, and collaborated with conductors Vlad-
imir Verbitsky, Veronika Dudarova, Pavel Yadykh, Oleg Soldatov, Leonid Nikolaev, Andrey Chistya-
kov, Semyon Kogan, Andrey Boreyko, and Nikolai Alekseyev, Anatoly Levin, Vyacheslav Valeyey,
Vladimir Fedoseyeyv, Valery Polyansky, Alexander Sladkovsky.

The pianist has recorded numerous albums with music by Tchaikovsky, Rachmaninov, Shostakov-
ich, Myaskovsky, Mozart, Beethoven, Chopin, Liszt, and Grieg.



nyHocTb C. B. PaxmaHuHOBa — sipkoe noaTBEPXAEHME M3BECTHOW MbIcnn cmnocoda AHpu

BeprcoHa o Tom, 4YTO TBOpLbI NPUHAANEXaAT K YMCIY «COBEPLUEHHbIX CYLUECTB», KOTOpble

«BC& MO3HAIT MHTYMUTVMBHO, OXBaTbIBast MUP LUMPOKO yHMBEPCAnbHO». TPUEOANHCTBO U B3au-
MO3aBUCKMOCTb Pa3fNYHbIX UMNOCTacel ero AeATenbHOCTU (KOMMO3UTOPCKOW, (hopTEeNnUaHHoOW, Aun-
PWXXEPCKON), pa3BETBINEHHOCTb XU3HEHHOW reorpaduu, BKIOYaOLLEN pasHble CTPaHbl U KOHTUHEH-
Tbl, CITIOM UCTOPUKO-KYNBTYPHOW ¢hopMaLm, KOTOPbIA NPULLIIOCh He TONbKO HabnoaaTk, HO 1 rIpo-
)Xueamb, — CBMAETENbCTBA MHOrOMEPHOCTN obnuka PaxmaHWHOBa 1 CO34aHHOTO UM My3bIKaribHOTO
npocTpaHcTBa.

BbickasbiBaHne PaxmaHuHOBa MONMAOHUYHO U MHOrocnonHo. Mogo6Ho MywkuHy n Muxke, Yan-
KoBCkOMY 1 CTpaBUHCKOMY, OH — obpaseL, KynbTypHOro SHUMKIIoneamama, BO MHOTOM AEMOHCTPU-
PYIOLLNIA «BCEMUPHYIO 0T3bIBYMBOCTLY (P. M. [ocToeBckuit). HaumoHanbHble anemMeHTbl TECHO ne-
penneTalTca C eBpOMnenckMMM LEHHOCTSIMW, COBPEMEHHOE COMpsIraeTcst CO CTapuHHbIM. VHTOHa-
LIMOHHBIN CIOBapb COYUHEHWI BOMPaAET He TONbKO 3HAMEHHbIN pacneB, KONOKOMNbHbIN 3BOH, MOYBEH-
HbI Menoc neTepbyprckon wkonbl (B ocobeHHocTn Mycoprckoro, Pumckoro-KopcakoBa), Tpagmuum
Yankosckoro, TaHeeBa, HO U aKTUBHbIV AManor ¢ 3anagHoOeBPONenckUM 6apoKKo M KraccuumnamMom,
POMaHTUYECKUM KOHLEPTHLIM NMMaHW3MoM JlncTa, CanoHHO-BMPTYO3HOM MaHEPOR, a Takke CO CTOMb
nonynsipHon B 1920-1930-e rogbl passnekaTenbHON MHAYCTPUEN (npexae BCero, ¢ Axa3oMm). JTo
CMNOXHOE B3anMMOAEeNCTBMe OTYETNMBO NPOCMEXMBAETCA B NPeACcTaBMneHHbIX 3anvcsx dopTenuna-
HbIX COMUHEHWIA.

CospaHHble B 1892 roagy, «Menodusi» n «3neeusi» 3 natn «lbec-chaHmasuli» op. 3 norpyxatot
B NMMPUYECKUA MUP MOJI0AOro KomnoauTtopa. B Hux dopmupyeTtcs TOT TN KaHTUNEHHON, onupato-
Liefics Ha NOCTYNeHHoe pa3BEpTbIBaHME, «BECKOHEYHON» MENoaMn, NapeHne KOTopon CTaHET OTMK-
YUTENbHON YepTon novepka PaxmaHuHoBa. [bilallas, oxBaTbiBatoLLlas pasHble perucTpbl dakTypa
COMPOBOXAEHUSI OTCLINAET K CTUIUCTUKE POMAHTUYECKUX HOKTIOPHOB.

Bmopasi popmenuaHHasi coHama op. 36 b-moll — pegkuii ona PaxmaHnHoBa npvmMep obpalleHus K
OaHHOMY XaHpy (aBa apyrve — llepsas choopmenuaHHas coHama op. 28 d-moll v CoHama 0nsi ¢hop-
menuaHo u suonoH4enu op. 19 g-moll). B otnnume ot CkpsibuHa, Mpokodbesa, MeTHepa 1 Ms-
CKOBCKOrO COHaTa He CTaHOBWTCSI AN KOMMo3uTopa TBopyeckor nabopaTtopuvei, nocrnegoBaTenb-
HO OTpakaloLLeln ero CTUMEBYO 3BOMIOLMIO. TPEXHYACTHBIN LUK, B KOTOPOM BTOpasi U TPeTbs YacTu



nayT 6e3 nepepbiBa, codeTaeT OypHYH 3KCMPECCUIO U YyBCTBEHHOCTb, CBOWCTBEHHbIE COHaTam LUo-
neHa u Jlucra, oTnmMyaeTcs TeMaTUYeCKUM eQUHCTBOM M Bnn3ocTbio hakTypHbIX nprvémos. Pabo-
Ty Hap codmHeHvem PaxmaHuHoB 3aBepliaeT B 1913 ropgy. [Npembepa npoxoaut B okTsbpe B Kyp-
cke, a B Aekabpe Toro xe roga — B Mockse. 13BeCTHO, YTO NMpu NOATOTOBKE K U3[aHWIO, OCYLLECT-
Brisemomy cupmont A. Tytxennb B Mockse B 1914 rogy, KOMMO3UTOP, BEPOATHO, Y4YUTbIBAS OMbIT
nepBbIX UCMOMHEHNU, BHOCUT B PYKONMCb McrnpasneHus. [Noatomy aBTorpad coHaTtbl NogobHo aBTo-
rpady Omrodos-kapmuH op. 33 CoaepXnUT ABa Crosi, COOTBETCTBYIOLLME ABYM Bepcusam. Cnycta 17
1eT OH 3HaYMTENIbHO COoKpallaeT CoHaTy, yCUnmuBas NPUHLMMbLI POMaHTUYECKON MO3MHOCTU 1 B3au-
MOCBS31 Mexay YacTamu. Hosas pegakums nybnvkyerca Pycckvm my3blkanbHbIM U34aTeNbCTBOM B
Mapwxe («Grandes Editions Musicales Russes»: A. Gutheil / Koussevitzky) ¢ nomeTtkon «Nouvelle
édition revue et modifiée par l'auteur en 1931» («HoBoe usgaHune, NnpocMoTpeHHoe 1 nepepaboTaH-
Hoe aBTopoMm B 1931 rogy»). Takke CyLLECTBYIOT MCMOSTHUTENbLCKNE BEPCUN COYMHeHMs. B. Moposny
n B. KnanbepH Bo3BpalLaloT psf UCKIMOYEHHBIX KOMMO3UTOPOM 3MM3040B, CBOOOAHO KOMOBMHMPYS
TEKCT pasHbIX aBTOPCKMX pedakuunii.

Bapuauyuu Ha memy LlloneHa op. 22 n Bapuayuu Ha memy Kopernnu op. 42 o6beguHaeT NpuHLMN
«4yxoro cnosa» (M. M. BaxTuH), k koTopomy PaxmaHWHOB HEOAHOKpPaTHO npuberaeT B TBOPYECTBE.
B paHHOM cryyae WHTepTeKCTyanbHOe B3auUMOLEWCTBME HAaXOAUT OTPaXeHWe B UCMONb30BaHWM
Tembl c-moll’Hon npentogun ®. LoneHa n onum, MHOrOKPaTHO NPUMEHSBLUENCS MHOTMMK KOMMO-
3uTopamu, B ToM uucne A. Kopennu B ckpunuyHol coHame d-moll op. 5 Ne12. OgHako, 4Yepnas
13 obLleeBpOnencKoro «konogua namsatn», PaxmaHMHOB CO30aET HEBEPOSTHO JIUYHbIE COYMHEHUS.
3aMMCTBOBaHHbIA MaTepuarn KOMNo3nTop MacTepCku npespallaetr B COOCTBEHHbIW, HaAenss nullb
eMy MNpUCyLUMMK YepTamu. Takoe CO-MbiwieHue BbISBNSIET GMU30CTb 3TUX TEM paxMaHUHOBCKO-
1 NOCTYNEHHOCTW, CBOUCTBEHHOMY €My packa4MBaHWIO UCXOAHOW MHTOHALWW, OMope Ha MoneBou-
HbIW MPUHLMN 1 BapuaHTHOCTb pa3suTus. CxogHblM obpa3om aBTop noctynaert B Pancogumn Ha Temy
MaraHuHu op. 43, MHTOHALMOHHBIM (PYHAAMEHTOM KOTOPOW SBNSAETCS 3HAMEHUTbLIN 24-14 Kanpuc.

Bo Bcex coumHeHusix PaxmaHnHoBa o4eBMaHa B3aMMOCBA3b C ero nuaHn3Mom. PaxmaHUHOB «Mblc-
AT pyKamuy», A5si HEro KpaHe BaxkHa 3ByKOBasi M TakTUIbHas aMnvpuka, He cryyaiiHo b. AcadbeB
HasblBaeT PaxmaHWHOBa «KOMMO3MTOPOM “yCTHOro TBopyecTBa”’». Ha npeacTtaBneHHOM AUCKe Couun-
HEHWs1 KOMNO3UTOpa NPO3BYyYaT B UCMONHeHUN 3acnyxeHHoro aptucta PO Axgpes MNucapesa.

HuHa Ceupudosckasi



Anppen MNucapes, opTenmaHo.

lMpodeccop MockoBckor koHcepBaTopum, 3acnyxeHHbii apTucT Poccum (2007). JlaypeaT KoHKypca
um. C. B. PaxmanuHoBa (Mocksa, 1983, | npemusi), MexagyHapoaHoro KoHkypca um. B. A. Mouap-
Ta (3anbubypr, 1991, | npemuns), MexxgyHapogHoro koHkypca um. @. BysoHun B BonbuaHo (1992, IV
npemMust 1 cneumanbHbIi NpU3 3a nydllee ucnonHeHne koHuepta B. A. Mouapta), MexayHapogHoro
KoHKypca B [MNpetopun (1992, | npemus).

Anpgpen [lMucapeB popuncs B PoctoBe-Ha-[oHy. O6yyanca B OMLU um. Pumckoro-Kopcakosa
y 3. WU. Mano6ekosoi. B 1982 r. okoHuun My3sblkanbHoe yuunuiie npu MockoBCKO KOHcepBaTo-
pum (knacc b. A. Waukeca). B 1987 r. ¢ otnnynem okoH4un MoOCKOBCKyO KOHcepBaTopuio (Knacc
C. . OopeHckoro). B 1989 r. okoH4Mn accucTeHTypy-cTaxupoBky. C 1992 r. — accucTeHT B knacce
npodeccopa C. J1. [lopeHckoro.

[MnaHnCT aKTMBHO KOHLUEpPTUpYyeT B ropogax Poccun n 3a rpanuuen: Asctpus, Nepmanus, Utanus,
KOrocnaeus, GuHnsaHaus, LWeeums, Leenyapusa, CLUA, Bpasunus, Anonus, Kocta-Puka, Ncnanus,
Wpnangus, FOAP, KOxHas Kopes, MonbLa, Bonrapus.

HeoaHokpaTHO npuHUMan y4yactve B dhecTuBansx, NocBsiléHHbIX TBopyecTBy C. B. PaxmaHuHoBa
(PoctoB-Ha-[loHy, TamboB, XapbkoB, Benvkuii Hosropog).

Anppen NyucapeB BbICTynan ¢ TakKUMK M3BECTHLIMU OpKecTpamu, Kak: POCCUNCKMIA HaLMOHamnbHbIN
OpKecTp, opkecTp JIeHnHrpaackown punapmoHun, OpkecTp pagumo u TtenesuaeHnss MunaHa, AnoH-
CKU PMNapMOHUYECKUIA OPKECTP M MHOTUMW APYTMMU, COTPYAHUYAN C TakuMu OMPWKEpPaMu, Kak
B. Bepbuukuin, B. Oypaposa, M. Agbix, O. Congatos, Jl.Hukonaes, A. YuctsikoB, C. KoraH,
A. boperiiko, H. Anekcees, A. JleBuH, B. Banees, B. ®egocees, B. MNMonsiHckmin, A. CnagkoBCKuA.

lMnaHnCcT 3anucan MHOXEeCTBO KOMMNaKT-OMCKOB C My3bikon [1. Yawnkosckoro, C. PaxmaHuHOBa,

[O. Wocrtakosuua, H. Msackosckoro, B. A. MouapTta, Jl. BaH BerxoseHa, ®. LloneHa, ®. JlucTa,
3. lNpura.
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C.B. PaxmaHunHoB (1873-1943)
Mbecbl-aHTasum, Op. 3
1. ONEMmA MU-BEMOTTD MUHOP. .« « . o o v et ettt et e et e e e e et e e e e 4.46
3. MEROAUA MU MENKOP .« . v oo e e e et e e e e e e e e e e 4.04
CoHata Ne 2 cu-6emonb muHop, Op. 36 (2-5 Bepcust, 1931)
L AIBGIO AGIAIO . . o oo oo ettt e e e e 7.35
(4] 2.Nonallegro. LENTO . . . ..o e e e e e e e e e 5.31
3. Listesso tempo. Allegro molto . . . . ... .o 5.17
Bapwuauwnn Ha Temy LLonena, Op. 22
[6] Theme.Largo................... 1.09 Bapvaums XII. Moderato .......... 2.24
Bapuaums |. Moderato . . .......... 0.40 Bapuwaumsa XIll. Largo. .. .......... 1.09
Bapwaums II. Allegro. . ............ 0.14 Bapwuaumsa XIV. Moderato. . ... ..... 1.23
[e] Bapwuaums lll. (Listesso tempo) . . . .. 0.14 Bapuauusa XV. Allegro scherzando. . .1.27
Bapwuaums IV. (Listesso tempo). . . . . 0.42 Bapuauma XVI. Lento. . ........... 1.08
Bapwaumsa V. Meno mosso. . . . . .. .. 0.21 Bapuaumsa XVIl. Grave. .. ......... 1.27
Bapwuauus VI. Meno mosso .. ...... 0.53 Bapwuaumsa XVIII. Pit mosso. ....... 0.49
Bapuwauusa VII. Allegro ............ 0.18 Bapuauusa XIX. Allegro vivace . . . . .. 1.18
Bapwauus VIII. (Listesso tempo). .. .0.19 Bapuauma XX. Presto ............ 1.15
Bapuaums IX. (Listesso tempo). . . . . 0.21 Bapwaums XXI. Andante. . ......... 3.01
Bapuauma X. Pitivivo. ... ......... 0.35 Bapuaums XXII.
Bapuauma XI. Lento. . .. .......... 1.16 Maestoso — Meno mosso — Presto . .4.49
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Bapwuaunun Ha Temy Kopennu, Op. 42

Theme.Andante .................. 0.50
Bapwvauus |. Poco pitmosso . ....... 0.33
Bapuauus II. Listesso tempo . .. ... .. 0.31
Bapuauus Ill. Tempo di menuetto. . . . . 0.40
Bapuauus IV.Andante ............. 0.51
Bapwvauus V. Allegro (ma non tanto). . .0.21
Bapuauus VI. Listesso tempo . ...... 0.21
Bapuauusi VII. Vivace . .. ........... 0.27
Bapuauus VIII. Adagio misterioso. . . . . 0.56
Bapuauus 1X. Un poco pit mosso . . ..0.59
Bapuauus X. Allegro scherzando . . . . . 0.38
Bapuauus XI. Allegro vivace. . ... .. .. 0.23

AHppen Mucapes, dopTennaHo
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Bapwvauus XII. Listesso tempo. ... ... 0.36
Bapuauus XIII. Agitato .. ........... 0.32
Intermezzo. Atemporubato . ........ 1.07
Bapuauus XIV. Andante (come prima) .0.52
Bapuauusi XV. Listesso tempo. . ... .. 1.11
Bapuauus XVI. Allegro vivace. . . ... .. 0.31
Bapuauusi XVII. Meno mosso. .. ... .. 1.02
Bapuauusi XVIII. Allegro con brio . . . .. 0.34
Bapuauus XIX. Piu mosso — agitato. . .0.29
Bapuauusa XX. Piitmosso. .. ........ 1.00
Coda.Andante. . .................. 121

3anucb npoussefeHa B bBonbLuom 3ane MockoBCKo rocyaapCTBEHHOW KOHCepBaToOpun

B Aekabpe 2022 ropa

3Bykopexuccép: Muxaun Cnacckui

WHxeHep: Bnagucnas Kpbinos

[uzaiiH: Anekcer MHuciok

McnonHutenbHbIn npoatocep: EBrexuii MNMnatoHos

© & ® 2023 MockoBckasi rocyaapcTBeHHas koHcepBaTopust um. .U, YarikoBckoro

Bce npaBa sawueHs
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