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PoGepT LLymaH (1810-1856)

TaHubl AaBMACOOHANEPOB, BOCEMHAAUATb XapakTepucTuieckux neec, Op. 6
1.Lebhaft . . . . . . 1.48
2.0INNIg. . .. 1.25
B.MitHumoOr. © . . 1.32
4.Ungeduldig . . . . .. 0.58
5.Einfach . . . . . . . 2.17
6.Sehrrasch . . . . . . . . 214
7.Nichtschnell . . . . . . . . e 3.40
8.Frisch. . . . . e 1.18
9.Lebhaft . . . . . .. 1.53
10. Balladenm@RBig. Sehrrasch . . . . . . . . . .. .. oo 1.50
11. Einfach. . . . . o 2.03
12.MitHUMOr . . . . o 0.49
13.Wildund lustig. . . . . . . o 3.20
14. Zartund singend . . . . .. L 2.14
15.FrisCh . . . o . e 2.14
16. Mitgutem Humor . . . . . . . L 1.39
17. WieausderFerne. . . . . . . . . . 3.16
18. Nichtschnell. . . . . . . . .. . 2.14

WoraHHec Bpamc (1833-1897)

LLecTtb nbec ans coprenunaHo, Op. 118
1. iHTepmeuuo na muHop. Allegro non assai, ma molto appassionato. . . . . . . . . . 2.17
2. NHTepmenuo J1s maxop. Andante teneramente . . . . . . . .. oL oL 5.44
3. Bannaga conb MuHop. Allegroenergico . . . . . . .. Lo e 3.40
4. iuTepmeuuo da muHop. Allegretto un poco agitato . . . . . . . . . ..o 3.10
5. PomaHc ®a maxop. Andante — Allegrettograzioso . . . . . . . . . .. ... ... .. 4.25
6. NHTepmeuuo mu-6emonb muHop. Andante, largoemesto . . . . . . ... L 5.21
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Bapuauun Ha Temy Pobepta LymaHna da-gues muHop, Op. 9

Tema. Ziemlichlangsam. . . . . . . . . . . . 0.53
Bapraumsa 1.. . . . . . e 0.52
Bapunauma 2. Pocopiumoto. . . . . ... 0.27
Bapunaums 3. Tempoditema . . . . . . . . . . ... 0.57
Bapnaumsa 4. Pocopiumoto. . . . . . .. 0.39
Bapuauumsa 5. Allegro capriccioso . . . . . . .. ..o 0.52
Bapuauma 6. Allegro. . . . . . . L 0.55
Bapnauma 7. Andante . . . . . ... L 0.45
Bapuauumsa 8. Andante (non troppolento) . . . . . . . ..o 1.37
Bapuauma 9. Schnell . . . . . . . .. 0.40
Bapunaumsa 10. PocoAdagio . . . . . . . . .. 1.52
Bapuaumsa 11. Unpoco piuanimato. . . . . . . . . . . ... 0.44
Bapwuauumsa 12. Allegretto, poco scherzando . . . . . . . . . .. ... oL 0.43
Bapuaumsa 13. NontroppoPresto . . . . . . . . . . . ... 0.44
Bapunaums 14. Andante . . . . . . .. 0.48
Bapuaumsa 15. PocoAdagio . . . . . . . .. 1.31
Bapunauma 16. Adagio . . . . . . . . L 1.37

Haranua Tpynnb, dopTtennaHo

3anucaHo B bornbLuom 3ane MockoBCKOW rocyfapCTBEHHON KOHCEPBaTOPUK
um. M.N. Yaitkosckoro, 30.09.2024 r. (1] — [18]), 20.10.2025 r. ([19] — [24]),
16.04.2026 r. ([25] — [41])

3Bykopexuccép: Muxaun Cnacckui

WrxeHepbl: AHTOH BywimHckuia, Bnagncnas Kpbinos
[Oun3anH: Anekcer Munctok

VicnonHuTenbHbI npoatocep: EBreHnin MNnatoHos

© & ® 2026 MockoBckas rocyaapcTBeHHast koHcepsaTtopus um. MN.A. Yarikosckoro
Bce npaBa 3awyiueHbl



LymaH, Bpamc n Knapa:
ucrtopus no6BU, 3anevaTnéHHON B 3ByKax ¢hopTenmaHo

OYTW BCe LUYMaHOBCKME 1 BpamcoBckme hopTennaHHble COMMHEHUS, 3a PEAKUM UCKITH0-

YeHneMm, cosaaHbl «C Mbicnbio 0 Knapey. Kak nucan Pobept LUymaH: «Bcemy, 4to s co-

3gan, a1 06A3aH TOMy, YTO MHe BO TbMe BCE BpeMsi CBETUIN ABe NyTeBOAHble 3BEe3bl —
TBOM rmasa». CMyTHO pasnu4yas Ha paccTosHum obnuk Knapel Buk, B cBoen aksanstaumm LLy-
MaH 1 He HyXgarncs B ToM, YToObl BUAETb U cribiwaTh e€. YepTbl Knapbl 4Ng Hero npoHm3aHsl
naearnbHbIMU YCTPEMMEHUAMMN, OH OBOXECTBIAN CBOK BO3MOOMNEHHYI0, «CTpagas KOMNIeKkcom
Mapun» (SurmyHg ®peng). «MyabikaneHble nukn Knapbi» — MoTTO M3 «KOMopeckny, nepsbiv
HoMmep «[leTCKMX CUEeH» — AN Hero CnmMBatoTCs C BO3BbILLEHHLIMU 06pa3amMu: MafoHHbI, aHTUY-
HOW My3bl, «KpULbl, MAOyLLEen Ha CueHy, kak k antapto» (bpamc). C rogamu Knapa Bcé 6onblue
noxoauna Ha soobpaxaemyto LLlymaHom xeHwumHy. MeHpux 3onH B 1853 rogy nuwet Knapy B
ayxe MafoHHbl JInTTel JleoHapao ga BuHun. MimenHo Takon yBuaen Knapy npuexaswmni B [ioc-
cenbgopd toHowa bpamc. Mpogomkas LyMaHOBCKYIO NIMHWIO, OH CO3Aasari CBOU My3blKarb-
Hble «nopTpeTbl» Knapbl. IMEHHO Takon OHa u ocTanack B NaMATW COBPEMEHHUKOB U MOTOM-
KOB.

«TaHubl gaBuacoroHanepoBy», Op. 6 (1837) — unkn u3 18 nbec, HanncaHHblx LLymaHom ot
UMEHN CBOWUX «ABONHMKOBY» — ®driopectaHa n 3B3ebusa — Ha motuB Masypku Knapel Buk op. 6
Ne 5. MNbecbl dnopecTtaHa NPoHM3aHbl PaAOCTHBIM OAYLUEBMNEHNEM, B Mbecax OB3ebus TOHKON
nupukon. BHyTpeHHAs pasgBoeHHOCTb LLlymaHa Bbi3aBana MHOXECTBO MHTeprnpeTauui: u ncu-
XOaHanuTUYeCcKnx, U My3blKOBeQYECKMX, N Aaxe acTponormyeckux: «[oBopsT, YTO poavBLUve-
cs1 nog, co3sesanemM bnusHeLoB BHYTpeHHE ABOMCTBEHHbI, MMes «ABe aylwmny». B aywe Pobepta
LLlymaHa >xunu n dnopectaHoBcKasi MATEXHOCTb, U aBCebueBckas paHMMOCTb. My3blkanbHbIN
nucatens, npyaymaswni «asnaoBo 6paTcTBo» OblN M OTBaXHbIM BouTenem ¢ Fonvadom xo-
NOAHOro akagemMmama, U BOCTOPXKEHHbIM rnallataeM poMaHTuyeckon actetukmy (Masen KOxBu-
OVH).



Takoe pa3aBoeHMe NUYHOCTM BbINO He CTONBKO NPOSIBIIEHNEM MCUXMYeckoro 3abonesaHns LLy-
MaHa (MaHvakanbHO-AEMNPECCUBHBIA MCUX03), CKONBbKO MPUEMOM POMaHTUYECKOW NUTEPaTypbI:
y Nodmana (MoranHec Kpencnep n Kot Mypp, nuwyLine pomaH Ha nuueBon 1 060poTHOW CTO-
poHe nucta), y XKaH lNonsa (bnusHeubl Banst 1 Bynbt, repon pomara «O30pHble roabi»), y Po-
6epta Jlbtonca CtuseHcoHa (JokTop [xekun n muctep Xamg), y Ockapa Yannega (Moptpet
HopunaHa pes). NpouncxoxaeHne nMéH alter ego Llymana, no moemMy npeanonoxeHuto, otya-
CcTu cBsidaHo ¢ beTxoBeHOM: nMsi driopecTaH B3ATO M3 GETXOBEHCKOM onepbl «Puaenvo», rae
TaK 30BYT MbINIKOrO PEBOMIOLMOHEPA, 3aTOYEHHOIO B TIOPbMY. OB3e0Uil — OT rpeyeckoro «euse-
bius» - 03HavaeT «npekpacHodyLUHbINY . BceMy npon3BeneHuUto NpeaLecTByeT anurpad:

CmapuHHasi nocsoeuya
Bo sce s8pemeHa padocmu u Hecyacmusi COMPSIKEHbI!
Ocmasalics briazodyecmusbiM 8 padocmu
u byOb 20moe ecmpemumb Hecyacmusi ¢ xpabpocmbio

®dopTrennaHHble nbeckl, Op. 118 BbigensaTcs cpeamn dopTenuaHHblx onycoB bpamca ceoew
YAMBUTENBHOW MHTOHALMOHHOW CNasiHHOCTbI0. My3blkanbHas TkaHb 3TUX LUECTU Nbec — YeTbl-
péx nHtepmeuo (a-moll, A-dur, f-moll n es-moll), bannage! (g-moll), Pomaxca (F-dur) — sB-
ngeTca npopacTaHMeM OJHOr0 WMHTOHAUMOHHOrO 3epHa. C 3TOro TPEX3BYYHOro npa-moTmBa
C-B-A HaunHaeTtcs nepsoe MHTepmelLo. [lanee bpamc ¢ yauBuTenbHow, nouT Be6epHOBCKOW
n30bpeTaTenbHOCTBI pa3BopayYnBaET 3TOT MOTMB, MPOBOAS €r0 B pasfMyHbIX HamnpaBeHusX,
noka B nocrnegHeM, oueneHesLleM B ckopbu es-moll-Hom nHTepmMeuLo He 0GHapyxuBaeTcs ero
OKOHYaTeNbHOE POACTBO CO 3HAMEHUTOW cpeaHeBeKoBoOW cekBeHuuen Dies Irae — cumBonom
cmepTu. B nepBoM MHTEpPMELILIO BOMIOLWEH POMaHTUYECKUIA NMOPbLIB, aMOMBaNneHTHbIN B CBOEN
CYTW, KaK B 3HaMeHUTOM cTuxoTBopeHun PanHepa Mapumn Punbke: «O, Kak gepxaTb CBOIO MHe
oy, 4tob / OHa TBoel He 3ageBana? Kak, eé MHe BblpBaTh M3 TBOeN opbuThbl?» Bo-BTOpoM —
yepes Yyepeny HOCTanbrMYeckux 1 LemsLle CBETMbIX BOCNOMUHAHUIN — BpeMsi BykBanbHO pas-
BOpayvMBaeTCs BCMNSATb U rapMOHMYecKasi MOCNeaoBaTernlbHOCTb akkOpAOB MAET HE B MPSIMOM, a
B 0OpaTHOM HanpaBneHuun, OT AOMUHAHTbI Yepe3 cybooMUMHaHTY K TOHMKe. TpeTui Bonnolia-
eT anu4yeckyto natetuky (bannaga), 4eTBEPTLIN — NONMMOHNYECKYIO MepLatoLLyo Bsi3b MOTU-



BOB, 9TO MHTEPMELLO AENCTBUTENIbHO «MPOMEXYTOYHOEY», CIIOBHO MOMELLEHHOE MEXAY SBb
1 cHoM. MsTbIN Ha3BaH PoMaHCOM, HO 3TO, CKopee, Xoparl, YeM NIMPUYECKUIA KaHp, C Yy4eCHOM
POXOECTBEHCKOW «SICENIbHONY» MeCHbI0 B cepeauHe. M, HakoHeL, LecToe MHTepMeLLo Mu-6e-
MOSb MUHOpP 6e3HafEéxXHO B HEYMONMMOWN SICHOCTU anutadumn. Bpamc ocHoBbIBaeT Bce 31O 6O-
raTcTBO 3MOUMIA Ha CTPOroM paLMoHanbHOM pacyéTe M TeEM caMbiM YOEPXKMBAET TKaHb MoBe-
CTBOBaHUsI OT pacnaja W «CKaTbiBaHWs» B MeNnoapamy, no3gHee MMEHHO MO 3TOMY MyTU MOu-
OyT HoBOBeHLUb! LLieH6eproBckow LKonbl. BO3MOXHO, TONMYKOM K HanmcaHuioo LMkna ctano oc-
MbICMIEHME NINYHOTO CHOXKETA: B LIEMW TOHANbHOCTEW MENbKAKT MHULManbLl HeBecTbl bpamca,
Aratbl oH 3ubonba (a-A-G-F-f(v)-eS)! C aton aeyLwko, Ao4Kon MeTTuHreHckoro npodecco-
pa, Bpamc 6611 06pyyéH B 1856 roay, Ho, ctouno Knape LUymaH npomenbkHyTb B [€TTUHreHe,
Bpamc TyT e 6pocunca 3a Hew B [ioccenbaopd, v OTTyAA YXe BepHyn HeBecTe KombLo 1 pa-
3opBan nomoneky. Kak pa3 B 1892 rogy, nepen HanucaHnem op.118, Arata u bpamc BcTpetu-
nuck B BeHe ellé pas, Ha nopore BEYHOCTH. ..

Bapwmauuu Bpamca Ha Temy Llymana, Op. 9

C 1853 po 1856 roga »usHW TPEX reHmanbHbIX poMaHTMkoB — Pobepta LlymaHa, MoraHHeca
Bpamca n Knapbl LymaH — okasanuch cBsi3aHbl cyab00M B rOpAMEB Y3er, KOTOPbI BO3MOX-
HO ObINo Tonbko pa3pybuTb. bpamc, npusetcTByembli PobepTom LLlymaHom B ero nocneaHew
cTaTbe KaK «repou, Ybto Komnbibenb Kadanu mMy3bl U rpaummy, KOTOpbIA BbIBEAET HEMELIKYHO MYy3bl-
Ky M3 OeCATUNETUI 3acTos», OBHapyXun, 4To B ero aylue 60pioTca CbIHOBHASI MPUBA3AHHOCTb
n bnarogapHocTb k LLymaHny n ctpacTtHasa BniobnénHoctb B Knapy. Bapuauun Bpamca Ha Temy
Knapbl LymaH 6binv Hanncansl B 1854 roay, B oanH 13 caMbix BypHbIX NEPUOAOB B XKMU3HU BCEX
TPEX Y4aCTHMKOB ApaMbl. 3anyTaBLUMCb B CBOMX NHOOOBHBLIX NepexvBaHunsx, mornoaon Bpamc
Haxoguncs, no ero CO6CTBEHHbIM CroBaM, «Ha Kpato 6e3aHbI». MiamyyeHHbIn genpeccuen, cny-
XOBbIMU rannounHaunsmm n 6ecconHuuen, Pobept LymaH nonbiTancsa ycTpaHuTbCca U3 My4u-
TenbHOro N0OOBHOrO TPEYronbHUKA, MOKOHYMB XN3Hb CamOyOMNCTBOM, HO Obin cnacéH pbiba-
Kamu 1 yBe3EH B ncmxmatpuyeckyto 6onbHuLy. Knapa, 6epemeHHasi nocnegHnmM, BOCbMbIM pe-
OEHKOM, Haxoamnachb B OTYassHHOM COCTOSIHUM: OHa He TOMbKO Numnack nbumoro cynpyra,
HO 1 OKa3anacb NovTn 6e3 cpeacTB K CyLecTBOBaHU0. B aTOT MomeHT 22-neTHuii Bpamc cta-



HOBUTCS OMOPON Arst 3TOM pyluallenca ceMbn: oH nocewaet LlymaHa exeHenenbHo B OHAe-
HUxe, oH BepeT Ha cebsi MaTepmanbHyo 1 MoparnbHyto 3ab0Ty 0 Knape 1 e€ getax u, HakoHel,
B yTeweHne Knape oH nuweT rny6oko npoHukHOBeHHble Bapuauun «Ha Ero (Pobepta) Temy,
noceswéHHble En (Knape)» — tem cambiMm kak 6bl npogomkas pone Llymana. MoranHec nu-
can Knape B MOMEHT couMHeHMs Bapuauuin: «Bbl Hayuyunu MeHs n npogorkaeTe exenHeB-
HO Y4YMTb BOCXULLATHCS W y3HaBaTb, YTO Takoe No6oBb, NMPUBSA3AHHOCTb M NPEAaHHOCTb.
MHe Bcerga xovetcst nucaTb Bam kak MoxHO 6onee TporatenbHO O TOM, Kak UCKpeHHe Bac
nobnioy.

Cnycta rogbl bpamc nopgaepxuBaet Knapy, HanomuHasa e cnosa anurpada kK «TaHuam
HOasnac6ioHanepoB»: «CnokoeH B pagoCcTn 1 CMOKOEH B CTpafaHumn 1 rope — TakoB KpacuBbIn,
HacToSALWMIA YenoBeky». VIMEeHHO aTu croBa OblnNy HanucaHbl Ha PPOHTOHE Lepken, rae LymaH
obseHuanca ¢ Knapon.

Hatanua Tpynnb — 3acnyxeHHas aptuctka Poccuiickon ®epepaumm, npoceccop Mockos-
CKOW rocyaapcTBeHHOW KoHcepBaTopumn umenun .U, Yarikosckoro, JlaypeaT mexayHapoaHbIX
KoHKypcoB B benrpage (KOrocnasus, 1983, | npemust), um. N.A. Yarikosckoro (Mockea, 1986, Il
npemus), MoHTe-Kapno (Monako, 1993, Grand Prix)

Pogvnacs B 1. JlleHnHrpage, obyyanacb B CpegHen cneunanbHOn My3blKanbHON wkone npu Je-
HWHrpaaCcKow koHcepBaTopun (knacc negarora T. B. Pymweswny), 3atem B MOCKOBCKOWM KOHCEp-
BaTopuw, rae eé negarorammn 6biny A.M. 3ak n M.C. BockpeceHckun. B 1979—1983 rr. obyya-
nacb B acnupaHtype JleHnHrpagckom koHcepsatopum y T.I. KpaByeHko. B 1988 r. nepeexana B
MockBy 1 Havyana paboty B MOCKOBCKOV KOHCEpBaTOpUM B Ka4ecTBe accuMcTeHTa npodeccopa
M. C. BockpeceHckoro. C 1995 r. — pgoueHT, ¢ 2004 r. — npodpeccop kadeapbl cneumanbHOro
dopTenunaHo.

PerynsipHo npoBoauT macTtep-knaccbl BO MHormx ropogax Poccun: Hosropope, Apocnaene,
Cankr-lNetepbypre, VpkyTcke, KazaHn n gpyrux. ExxerogHo yyYacTByeT B MEeTHUX MacTep-Kyp-



cax Tokumnckoro yHmBepcuteta MycacrHo, Takke perynsapHo npoBoauT MacTtep-knacchl B I. Cu-
A3yoka (AnoHus). HeogHokpaTHo yyacTBoBana B paboTe netHero cemunHapa B Jloc-AHppkenece
(CLWA), npoBoamna macTep-knacchl B My3blkanbHow akagemumn B Kapncpya (FfepmaHus), a Tak-
e B My3blkanbHbix By3ax py3un, Cepbum, Xopsatum, bpasunum n Yunwm, yyactesosana B pabo-
TE XKIOPU MHOTUX MEXAYHAPOAHBIX My3blKanbHbIX KOHKYPCOB.

BbicTynana noytu co BcemMy BegyLUMMU POCCUACKUMMU, @ TakkKe C LUMPOKO M3BECTHLIMU 3apy-
6exHbIMN opkecTpamu: JTOHAOHCKMM CUMMOHMYECKUM opKkecTpoM, Jloc-AHaxenecckum dunap-
MOHMYECKUM OpKecTpoM, « ToHxanne-opkectp» (Litopux, LBenuapus), cumdoHn4eckuMmm opke-
ctpamu MoHTte-Kapno, CaHTtbsro, Ynnm n ap.

CoTpyaHunyana ¢ Takumu gupmxképamu, kak leHHagui PoxaecteeHckun, Bacunun CrHanckui,
HKOpuin TemnpkaHos, Vean Lnunnep, Bnagnmnp ®epocee, Anekcanap Jlasapes, KOpuint Cumo-
HoB, ApHonbpg Kau, Opu Knac, Anekcangp Omutpues, Panmong Jlennapa.

KpI/ITI/IKa oTMe4yana, 4to y pr]'ll'lb «eCTb CaMoe MnaBHOe — CBOA UCNOJTHUTENbCKaA UHTOHaUWA,
KOTOpas no3BosndeT NMaHucTke ObITb ONHaKoBO y6e;:|,|/|Tean0|7| B pa3HOXapakTepHbIX COYNHEe-
HUAX».

B ncnonHutenbckon MaHepe nmaHMCTKM Beerga Obina oulyTvMa pomMaHTUuyeckas JOMUHaHTa —
€Cnn NoHUMaTb POMaHTU3M He Y3KO, Kak XyaoxecTBeHHoe TeveHue XIX Beka, a paclumputenb-
HO, kak noHuman ero, ¢ AnekcaHap bnok, korga B peun nepen aktepamv BAT B 1919 rogy ne-
knapuposan: «PoMaHTM3M — ycrnoBHoe 0603HayYeHne LWeCcToro YyBCTBa, €Crn Mbl BO3bMEM 3TO
CINOBO B €ro He3aMyTHEHHOM, YUCTOM BuAe. POMaHTM3M eCcTb He 4YTO UHOoe, Kak cnocob ycTpo-
UTb, OPraHN3oBaTb YernoBeka, HOCUTENS KymbTypbl, HA HOBYIO CBSA3b CO CTUXUENY.

Ornbea CkropbsiweHckas



Schumann, Brahms, and Clara -
A Love Story Captured in the Sounds of the Piano

posed “with Clara in mind.” As Robert Schumann wrote, “I owe everything | have

created to the fact that two guiding stars — your eyes — constantly shone for me in
the darkness.” Dimly discerning the image of Clara Wieck from a distance, Schumann, in his
exaltation, had no need to see or hear her. For him, Clara’s features were imbued with
ideal aspirations; he deified his beloved, “suffering from a Maria complex” (Sigmund Freud).
The “musical faces of Clara” — the motto from Humoresque and the first number from the
Scenes from Childhood — merged with sublime images such as the Madonna, an ancient
muse, or someone who is “going to the concert hall like a high priestess to the altar” (Brahms).
Over the years, Clara increasingly resembled the woman Schumann imagined. In 1853,
Carl Ferdinand Sohn painted Clara in the style of Leonardo da Vinci’'s Madonna Litta. This
was precisely how the young Brahms saw Clara when he arrived in Disseldorf. Continuing
Schumann’s line, he created his own musical portraits of Clara. This is how she remains in the
memory of her contemporaries and descendants.

With rare exceptions, almost all of Schumann’s and Brahms’s piano works were com-

Davidsbiindlertinze, Op. 6 (1837) is a series of eighteen pieces written by Robert Schumann
on behalf of his “doubles” — Florestan and Eusebius — based on the Mazurka by Clara Wieck,
Op. 6 No. 5. The Florestan pieces are permeated with joyful vitality, while the Eusebius ones
are filled with subtle lyricism. Schumann’s internal duality has given rise to many interpreta-
tions, including psychoanalytic, musicological, and even astrological. “They say that those
born under the sign of Gemini are internally dual, possessing two souls. Robert Schumann’s
soul contained both the rebelliousness of Florestan and the vulnerability of Eusebius. The mu-
sical writer who conceived the Fraternity of David was both a courageous warrior against the
Goliath of cold academicism and an enthusiastic herald of Romantic aesthetics” (Pavel Yukh-
vidin).



This split personality was not so much a manifestation of Schumann’s mental illness (manic
depressive psychosis), but rather a technique used in romantic literature. Examples include
Hoffmann’s Johannes Kreisler and Tomcat Murr, who wrote a novel on both sides of a sheet
of paper, Jean Paul’s twins Walt and Vult from the novel The Mischievous Years, Robert Louis
Stevenson’s Dr Jekyll and Mr Hyde, and Oscar Wilde’s The Picture of Dorian Gray. | suspect
that the origin of the names of Schumann’s alter ego is partly connected to Beethoven. The
name Florestan comes from Beethoven'’s opera Fidelio, in which it is the name of a passionate
revolutionary imprisoned for his beliefs. Eusebius is derived from the ancient Greek word eu-
sebés, which means “pious.” The entire work is prefaced by an epigraph:

Old saying
In each and every age
Jjoy and sorrow are mingled:
Remain pious in joy,
and be ready for sorrow with courage.

The Piano Pieces, Op. 118, are notable among Brahms’s piano compositions for their re-
markable intonational cohesion. The musical fabric of these six pieces — four intermezzi (A mi-
nor, A major, F minor, and E minor), Ballade (G minor), and Romance (F major) — is the ger-
mination of a single intonational seed. The first intermezzo opens with this triphonic pro-motif,
C-B-A. Brahms then develops this motif with astonishing, almost Webern-like ingenuity, taking
it in various directions, until its final kinship with the famous medieval sequence Dies irae, a
symbol of death, is revealed in the final, grief-stricken E minor intermezzo. The first intermez-
zo is a romantic impulse, ambivalent in its essence, similar to the feeling expressed in Rain-
er Maria Rilke’s famous poem: “Oh, how can | keep my soul, so that it does not touch yours?
How can | tear it from your orbit, to other things?” In the second intermezzo, through a series
of nostalgic and poignantly bright memories, time literally turns back, and the harmonic se-
quence of chords does not move forward, but goes in the opposite direction, from the domi-
nant through the subdominant to the keynote. The third, Ballade, embodies epic pathos. Truly
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“intermediate,” as if placed between reality and dream, the fourth is a polyphonic work with a
shimmering interweaving of motifs. With a wonderful Christmas “manger” carol in the middle,
the fifth is called Romance, although it is more akin to a chorale than a lyrical composition.
And finally, the sixth intermezzo in E flat minor is hopeless in the inexorable clarity of an epi-
taph. Brahms grounds all this wealth of emotion in strict, rational calculation and thus keeps
the narrative from disintegrating and descending into melodrama, a path that would later be
followed by Schoenberg’s new Viennese school. Perhaps the impetus for writing the cycle
was the realization of a personal story. The initials of Brahms'’s fiancée, Agathe von Siebold —
h a-A-G-F-f(v)-eS — flicker through the chain of keys! Brahms became engaged to this girl, the
daughter of a Géttingen professor, in 1856, but the moment Clara Schumann appeared in Got-
tingen, Brahms immediately rushed after her to Disseldorf, and from there returned the ring to
his fiancée and broke off the engagement. It was precisely in 1892, just before writing Op. 118,
that Agathe and Brahms met again in Vienna, on the threshold of eternity...

Brahms’s Variations on a Theme by Robert Schumann, Op. 9

From 1853 to 1856, the lives of three Romantic geniuses — Robert Schumann, Johannes
Brahms, and Clara Schumann — were tied by fate in a Gordian knot that could only be cut.
Hailed by Robert Schumann in his final article as “a hero whose cradle was rocked by the
muses and graces, who will lead German music out of decades of stagnation,” Brahms found
himself torn between filial affection and gratitude for Schumann and passionate love for Clara.
Brahms’s Variations on a Theme by Robert Schumann were written in 1854, during a time of
great turmoil in the lives of all three individuals involved in the drama. Entangled in his own ro-
mantic experiences, young Brahms found himself, in his own words, “on the brink of an abyss.”
Tormented by depression, auditory hallucinations, and insomnia, Robert Schumann attempted
to escape the torturous love triangle by attempting suicide, but was rescued by fishermen and
brought to a mental hospital. Clara, who was expecting her eighth and last child, was in a dif-
ficult situation: not only had she lost her beloved husband, but she also found herself almost
without any means of support. At that point, 22-year-old Brahms became a pillar for her crum-
bling family. He visited Robert weekly in Endenich, took on the material and emotional care of
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Clara and her children. Finally, to console Clara, he wrote the deeply moving Variations “on His
(Robert’s) Theme, Dedicated to Her (Clara),” thus continuing Schumann'’s role. While compos-
ing the Variations, Johannes wrote to Clara: “You have taught me and continue to teach me
daily to admire and understand love, affection, and devotion. | always want to write to you as
touchingly as possible about how truly I love you.”

Years later, Brahms supported Clara, reminding her of the words of the epigraph to the Davids-
blndlertédnze: “Remain pious in joy, and be ready for sorrow with courage.” These very words
were engraved on the pediment of the church where Robert and Clara were married.

* *x %
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Georgia, Serbia, Croatia, Brazil, and Chile. She has also served on the jury of numerous inter-
national music competitions.

She has performed with some of the most renowned orchestras in Russia and abroad, includ-
ing the London Symphony, the Los Angeles Philharmonic, the Tonhalle-Orchester Zurich, and
the symphony orchestras from Monte Carlo, Santiago, Chile, among others.

The pianist has collaborated with conductors Gennady Rozhdestvensky, Vasily Sinaisky, Yuri
Temirkanov, Ivan Shpiller, Vladimir Fedoseyev, Alexander Lazarev, Yuri Simonov, Arnold Katz,
Eri Klas, Alexander Dmitriev, and Raymond Leppard.

Critics noted that Natalia Troull “has the most important asset — her own performing intonation,
which allows the pianist to be equally convincing in compositions of different types.”

The pianist’s performance style always had a perceptible romantic undertone — if we under-
stand Romanticism broadly, not narrowly as a 19th-century artistic movement, but as Alex-
ander Blok did when, in a speech to the Bolshoi Drama Theater actors in 1919, he declared:
“Romanticism is a conventional designation for a sixth sense, if we take this word in its unadul-
terated, pure form. Romanticism is nothing other than a way to arrange, to organize man, the
bearer of culture, into a new connection with the elements.”

Olga Skorbyashchenskaya
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Robert Schumann (1810-1856)

Davidsblindlertédnze, 18 character pieces, Op. 6
1.Lebhaft . . . . . 1.48
2.0INNIg. . .. 1.25
S.MitHumor. . . . 1.32
4.Ungeduldig . . . . .. 0.58
5.Einfach . . . . . . 2.17
6.Sehrrasch . . . . . . . . 214
7.Nichtschnell . . . . . . . . 3.40
8.Frisch. . . . . . . 1.18
9.Lebhaft . . . . . . 1.53
10. Balladenm@RBig. Sehrrasch . . . . . . . . . .. .. oo 1.50
11.Einfach. . . . . . . e 2.03
12.MitHUumor . . . . o o 0.49
13.Wildund lustig. . . . . . . o 3.20
14. Zartund singend . . . . .. L 2.14
15.Frisch . . . o e 2.14
16. Mitgutem Humor . . . . . . . L 1.39
17.WieausderFerne. . . . . . . . . . . .. 3.16
18. Nichtschnell. . . . . . . . . . 2.14

Johannes Brahms (1833-1897)

Six Pieces for Piano, Op. 118
1. Intermezzo in A minor. Allegro non assai, ma molto appassionato. . . . . . . .. .. 2.17
2. Intermezzo in A major. Andante teneramente. . . . . . .. ..o 5.44
3. Ballade in G minor. Allegro energico . . . . . . . . . ... 3.40
4. Intermezzo in F minor. Allegretto un poco agitato . . . . . . .. ... ... ... .. 3.10
5. Romanze in F major. Andante — Allegretto grazioso . . . . . . . ... ... ... .. 4.25
6. Intermezzo E flat minor. Andante, largoemesto. . . . . . . .. ... 5.21
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Variations on a Theme by Robert Schumann in F sharp minor, Op. 9

Thema. Ziemlichlangsam. . . . . . . . . . . . . . 0.53
Variation 1. . . . . . . L 0.52
Variation 2. Pocopiumoto . . . . . . . . ... 0.27
Variation 3. Tempo ditema . . . . . . . . . . . .. ... 0.57
Variation 4. Pocopiumoto . . . . . . . . .. ... 0.39
Variation 5. Allegro capricCioso . . . . . . . . . ... 0.52
Variation 6. Allegro . . . . . . . . . 0.55
Variation 7. Andante. . . . . . . . . e 0.45
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Variation 9. Schnell . . . . . . . . . . 0.40
Variation 10. PocoAdagio. . . . . . . . . . .. 1.52
Variation 11. Un poco piu animato. . . . . . . . . . . . . . ... ... 0.44
Variation 12. Allegretto, poco scherzando. . . . . . . . . . . .. ... ... ... ... 0.43
Variation 13. Non troppo Presto. . . . . . . . . . . . . ... ... 0.44
Variation 14. Andante . . . . . . . . ... 0.48
Variation 15. PocoAdagio. . . . . . . . . . .. 1.31
Variation 16. Adagio . . . . . . . . . . . 1.37
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