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BUPTYO3bl XXI BEKA STE3E0

TT: 72.55

0PI ®ABOPUH, dpopTennaHo
MoranH Ltpayc Il (1825-1899)
Banbc «Ha npekpacHom rony6om [yHae», Op. 314 (app. 4. Unddpa) 6.42

3amnck ¢ KoHuepta B bosibiiom 3ane MocKoBCKoi rocyaapcTBeHHON KoHcepBatopuu um. [1.M. YaiikoBcKoro
22 nions 2009 roga

ANEKCAH/P TPOCTIHCKUM, ckpunka
HOPUU MAPTbIHOB, dopTtenuaHo

Po6epr LLymaH (1810-1856)
CoHata N2 3 15t CKpunku 1 dpoptenuaHo g muHop, WoO 2: 11l Intermezzo 3.08

3anucs ¢ KoHuepta B Manom 3ane MocKoBCKoii rocyAapcTBeHHol KoHcepsatopun um. [1.M4. Yaiikosckoro
11 monsa 2019 roga

EBFEHWI NETPOB, knapHet
MUXAUN NETYX0B, poprennano

Cepreit Mpokodbes (1891-1953)
CoHarta ana onewntbl n doprennaro, Op. 94 (app. B. YptonuHa): I. Moderato 7.21

3anuncaro B bosbLuom 3ane MocKoBCKol rocyaapcTBeHHoi KoHcepBatopun um. [1.M. YaiikoBckoro
B siHBape 2015 roga



BOPUC AHPUAHOB, BHONOHYEND
P3M YPACUH, ¢poptenuaHo

Ceprewt PaxmaHnHoB (1873-1943)
CupeHb, Op. 21 N2 5 (app. P. YpacuHa) 1.59

3amnc ¢ KoHuepta B Manom 3ane MocKoBCKoli rocyapcTseHHoi KoHcepsatopun um. [1.M. YaiikoscKoro
11 ¢espang 2019 roga

BOPUC BEPE30BCKUM, dpoprennano

®paHuy Jiner (1811-1896)
M3 12 3TI00B TpaHCLEHAEHTHOIO UCNONHEHMA And GopTenuaHo, S. 139:
N 8. «/lnkas oxota» 5.00

3anuch ¢ KoHuepta B bosibiom 3ane MocKoBCKo# rocyaapcTBeHHoi KoHcepBatopuu um. [1.M. YaikoBcKoro
23 auBaps 2014 roga

HUKUTA BOPUCOINEBCKUM, ckpunka

MWPOCJIAB KYNTbILIEB, ¢poprennaHo

Puxapa BarHep (1813-1883)

Jlnctok n3 anb6oma, WWV 94 (app. A. Bunbrenbmu) 4.46
3anunck ¢ KoHuepTa B bosbLiom 3ane MocKoBCKoI rocyaapcTBeHHoi KoHcepBatopuu um. [1.M. HYaiikoBckoro
8 centabps 2018 roga

OPUI MAPTbIHOB, ¢poprennano McNulty, konus J.A. Stein (ok. 1788)

Jltonsur BaH betxoBeH (1770-1827)
CoHarta ana doprennaro Pe maxop, WoO 47 N 3 “Kurfursten-Sonata”:

IIl. Scherzando. Allegro ma non troppo 3.59
3anucaro B KoHueptHom 3ane gunapmonmu r. bpHo, 22-29 nroxs 2019 roga
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XWUBJIA TEP3MABA, conpaHo
EKATEPUHA FAHEJIUHA, ¢opTtenuaHo

PeiHanbgo AH (1874-1947)
K Knopwuc (cn. T. ge Buno) 3.24

3anuch ¢ KoHuepta B bosibiuom 3ane MockoBcKoi KoHcepBaTopun um. [1.M. YaiikoBcKoro
10 cenrs6ps 2021 rona

AHJIPEWA MUCAPEB, doprenuaHo

Métp YavikoBckui (1840-1893)
«BpemeHa roga», 12 xapaktepuctuyeckmx nbec, op. 37 bis: 8. Asryct. «Katsa» 3.19

3anuck ¢ KoHuepTa B bosibliom 3ane MocKoBCKoJ rocyAapcTBeHHoi KoHcepBaTopun um. [1.M. YaiikoBcKoro
25 okrsabps 2016 roga

AJIEKCAHJP BY3J10B, BuonoH4enb
KamepHbiii opkecTp MoCKOBCKOII KOHCEpBaTOpUU
Anpuxép PETMKC KOPOBOB

Hukkono MNMarannun (1782-1840)

daHnTasna «Mowuceii», MHTPOAYKLMA 1 Baprauumn Ha Temy “Dal tuo stellato soglio”

13 onepsl k. Poccuuun «Moucer B Erunte», Op. 24 MS 23

(app. 4ns BUOJIOHYEN C OPKECTPOM) 6.16
3anuck ¢ KoHuepTa B bosibiom 3ane MocKoBCKo# rocyAapcTBeHHoi KoHcepBaTopun um. [1.M. YaifkoBcKoro

5 Hosbps 2012 roga

HUKOJA NYTAHCKUW, dpoprennaxo

®puy Kpeiicnep (1875-1962) - Cepreit PaxmannHoB (1873-1943)
Myku no68u 4.34



Papoctb nto6BM 6.22

3anuck ¢ KoHuepTa B bosibiuom 3ane MocKoBCKo# rocyaapcTBeHHoM KoHcepBatopun um. [1.4. YalikoBcKoro
27 suBaps 2010 roga

AJIEKCAHAP PAMM, BnonoHyenb
KamepHblii opkecTp MoCKOBCKOI# KOHCEpBaTOpUK
Aupunxép PEJIMKC KOPOBOB

[étp YavikoBckun (1840-1893)
Pezzo cappriccioso ansi BUoOAOHYeAn ¢ opkectpom, Op. 62 7.11

3anunch ¢ KoHLepTa B bonbLuom 3ane MocKoBCKoM rocyaapcTBeHHoi KoHcepBaTtopum um. [1.M. YaiikoBckoro
30 centsbps 2012 roga

OEHUC MALYEB, doprennaHo

CumdoHunyeckuit opkectp Pecnyonuku Tatapctan

Dupnwép ANIEKCAHAP CNAAKOBCKUIA

Butonba JltotocnaBckumii (1913-1994)

Bapwauwnu Ha Temy lNaranuuu gns doptenmaHo ¢ opkectpom (1941) 8.05

3anuck ¢ KoHuepta B bonibiiom 3ane MocKoBCKoJ rocyAapcTBeHHo KoHcepBaTopun um. [1.M. YaiikoBcKoro
10 mapra 2014 roga

MactepuHr: Muxaun Cnacckuii

XynoxHuk: Bnagumup Kyw, («Cumporus conHua»)
[n3aiiH: Makcum Komnaneel,

McnonHutenbHbIl npoatocep: EBreHuit MnatoHoB

© & ® 2026 MocKoBCKas rocyaapCcTBeHHas koHcepsaTtopus um. .W. YalikoBckoro

Bce npaBa 3auwuieHbl
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aK U3BECTHO, TEPMUH Virtus B NepeBOAE C JIATUHCKOIO 03HaYaeT «1006/1eCTb»;
B UTaJIbAHCKOM SI3bIKE Virtuoso - «106p0oAeTeNbHbIN, CUNbHBIM». Tpraaa NoHATUI
«[00NECTHbIV - 106POAETENbHbIN — CU/bHBIM» MOMIa Obl CTaTb TOYKOM OTCYETA
GpaBypHO BMPTYO3HOCTU. TaK ObIN0, B YACTHOCTU, B My3bIKaJIbHO-UCMOAHUTENILCKOM
uckycctse XIX BeKa, Korla poMaHTUYeCKas anoxa nepexmsana CBOM pacLBer. HUKKoNo
MaraHnHu, ®paHL, JIucT, AHTOH PyGUHLITENH - BOT Te CBETOUM, KOTOPbIE ONpeaensnm
JINLLO CBOEr0 BPEMEHM.
Mo cnosam Jlucra, «<BMpPTYO3HOCTbL — HE MAcCMBHAs CNy¥aHKa KOMMO3MLuK, 6o
OT €€ [lyHOBEHWS 3aBUCHUT KaK XM3Hb, TaK U CMEPTb JOBEPEHHOTO €M Xy,0KECTBEHHOTIO
npoussegeHns. OHa MOXET NpuaaTb My3blKalibHOMY COYMHEHMIO BECH GNECK CBOEN
KpacoTbl, CBEXECTU W BLLOXHOBEHMUS,.. BUPTYO3HOCTb HY}Ha 4151 TOr0, YTOObI XyAOKHUK
MOT MOHOCTHH BbICKA3aTbCA».



LIMKn 3TI0A0B BbICILErO UCMOJHUTENBCKOIO MacTepcTBa (Bbllwiv B ¢BeT B 1851 ro-
4Y) B NOJIHOW Mepe BblpakatoT BUPTYO3HbIM CTWAb JlncTa. «[lnKas oxota» - apyaniumni
TOMy npuMep. B nbece oTpameHa MpavHo haHTacTMYeCcKas KapTuHa NprU3payHbIX BCaj-
HWKOB-OXOTHUKOB, NPECIeAyLLMX CBO XepTBy. B MHTepnpeTauun bopuca bepe3os-
CKOro BOCCO3JaHa KapT1Ha, afleKBaTHas aBTOPCKOMY 3amblCiy.

XapaKTepHo, 4To B TBOPYECTBE POMAHTUKOB Npeo6aafan KaHp TPaHCKPUNLUNI -
apPaHXMPOBOK U NEPENOKEHUN U3BECTHLIX COYMHEHWUI C MPUBHECEHMEM HOBbIX, KaK
npaBuIo, BUPTYO3HbIX 3IEMEHTOB. [T0Ka3aTesbHbl NPEACTaBIEHHbIE HA AUCKE COYM-
HeHus lNaraHuHK - 6ancTaTeNbHble BapuaLmmn Ha Temy onepsbl «Mowucei B ErvnTe» ero
GnnKaiilero apyra U copatHuKa [oaKkkMHO PoccuHK, a Takke «Bapuauun Ha Temy
MaraHMHW pnsi GopTennaHo ¢ OPKECTPOM», CO34aHHOE MOJLCKUM KOMIMO3UTOPOM
Butonbaom Jliotocnasckum B 1941 rogy. B ocHOBE KOMMO3WLMN 3HAMEHUTBIN 24-i
Kanpuc utanbsiHckoro BupTyo3a. Ecnun B ucnonHeHun Bapuauumi [NaraHuHn ans Buo-
JIOHYENIN C OPKECTPOM (conucT AieKcanap bysnoB, pupvxép @enmnkc Kopo6os) npe-
nofaHa rpauuo3Has BbIpasuTte/ilbHOCTb POCCUHUEBCKOM TEMbI B CUHTESE C BUPTYO3HOW
CTUXMEN POMaHTM3Ma, TO B MHTEPNPETALLMM CynepBUPTY03a COBPEMEHHOCTU eHuca
MauyeBa B aHCaMobse ¢ AMPUKEPOM AleKcaHapoM CaagKOBCKUM LLapUT UHAs CTU-
XUS — SKCNPECCHs OCTPbIX PUTMOB, HAaTUCK MCKPOMETHBIX Naccamxen, AMHaMUYECKN
PEe3KKe KOHTPACTbI.



Cpeau pycCcKMX KOMMNO3WUTOPOB K BUPTYO3HOCTM KaK TaKOBOM obpallasnch He
yacto. O4HaKo B pefKumX Cnyyasix Takue COYMHEHUS, KaK «Pezzo cappriccioso Ans Buo-
JIOHYenn ¢ opkectpom», Op. 62 Metpa Mnbnya YalMKOBCKOrO WAW TPAHCKPUMLMK
Cepreii BacunbeBnya PaxmaHuHoBa («Myku nt06BU», «PafocTb 106BU») Ha TEMBI Jie-
reHgapHoro ckpunaya ®puua Kpericnepa npeBOCXOAAT MHOIVE BUPTYO3HbIE MbECHI
3apybexHbIX aBTOPOB - Y PaxmaHWHOBa M YaliKOBCKOIro BEPX GEPYT XyA0KECTBEHHAS
ULEest U HEM3MEHHOE YYBCTBO MEPbI M BKYyca.

B macTtepckom ucnonHeHuun «Pezzo cappriccioso» y Anekcangpa Pamma (3a -
PUKEPCKMM NysibToM @Pestnke Kopo60oB) JOMUHUPYET BbipasuUTENbHOCTb YYBCTBa, Apa-
MaT13M CMbIC/IOBOrO AEMCTBMA NOAYEPKHYT 60NbWUMU IUHUAMU PA3BUTHS, NMOPOK
KOHTPaCTUPYIOWMMM C 3NU304aMH1 YHaLLEHHOIO Ny/ibCa My3blKaNbHOr0 BPEMEHH.

WUHas aTMocdepa - B MHTEpnpeTaunMu CouMHeHun PaxmaHuHoBa-Kpeicnepa
Hukonaem Jlyranckum. Ero 0CaHWUCTLIN, BLICTPOEHHDIM N0 3aKOHAaM 0TMEHHOTIO BKyca
UCMONHUTENBCKUI CTUIIb NOAYEPKMBAET U3bICKAHHYIO 3/IEFAHTHOCTb PaXMaHWUHOBCKMX
TpaHCKpunuun. Hago ckasatb, YTo JIyraHCKUI ABNSIETCS, MOManyi, YyHUKabHbIM
MUAHMCTOM: OH OCYLLECTBMN 3annUCK NPaKTUYEeCKK BCeX GOpTENUAHHbBIX COMUHEHW
PaxmaH1HOBa.

ABTOPCKME NepenoxeHns pomaHcoB «Mapraputku», «CupeHb», 3anucaHHble
camum PaxmaHWHOBBIM B Havane 1940-x rofioB, 0CTaoTCs WeaeBpaMu U B HaLLKW LHW.



06 3TOM CBULETENLCTBYET HOBas TpaHCKpUNLmMs «CUpeHn», 0CYLLECTBNEHHAA NUaHW-
cToM Pamom YpacuHbIM. Tema pomaHca Ha 310T pa3 J0BEPeHa BMOIOHYeNn. AHcamb-
JIEBOE WUCMONHEHWE Nbeckl bopucom AHApHaHOBbLIM 1 Pamom YpacuHbIM 6epEHO
COXPaHSAET paxXMaHUHOBCKUIA OpUT1Ha.

Linkn YankoscKoro n3 12 nbec «BpemeHa roga» (1876) 0THOCUTCA K HETIEHHBIM
wenespam Npowsioro. Ha KOHUEPTHBIX CLEHax MUpa CErofHsa MOXHO YCAbIWaTh Kak
BECb LMK/, TaK 1 OTAE/bHbIE NMbeckbl. HO 3T0 BOBCE HE rapaHTUPyeT apTUCTUYECKUI
ycnex. Cpeay coBpPeMEHHBIX MMaHWUCTOB JIMLLb HEMHOTVM YAAETCA Nepeartb Ty UCKPEH-
HOCTb M BMECTE C TEM CAEPKAHHOCTb, NPUCYLLME COMMHEHMIO YalKOBCKOro. AHApeH
InucapeB NPUHAZNEKUT K UX YKCAY. 3@ NOCNEAHME TOfbl OH HEOAHOKPATHO UCTIOMHS
«BpemeHa roga». Mbeca «Katea» (ABryct) B UCnonHeHUM MucapeBa MieHseT Henog-
JEe/IbHOCTBI0 YyBCTBA U BHELWHEN CTPOrOCTHHO.

HaHp apaHX1POBOK NPUB/EKATENEH CBOOOAHBIM MOAXOLOM K Opur1Hasy. locTa-
TOYHO CPaBHUTb MEAMTATMBHYIO CO3epLiaTe/lbHOCTb paXMaHWHOBCKUX, BarHepOBCKHMX
nepenoXeHni 1 oWeNoMUTENbHO BUPTYO3HbIE KYHCTIUTIOKW BEHTEPCKOro NUaHucTa
XX Beka [bépas Undpsl.

M3HayanbHo «JIUCTOK U3 anbboma» 6bln HanucaH Puxapaom Barnepom ans dop-
TennaHo (1861). B koHue XIX BeKa Kosuiera 1 copatHuK BarHepa HEMeLKWI cKpunay
ABrycT BunbresbMu czienan TpaHCKPUMLMIO AN CKPUMKKU U GopTennaHo, CoXpaHuB



JIMPUYECKYIO aTMOChepy BarHEPOBCKOrO COMMHEHUs. B nucnonHeHun Hukurbl bopu-
corne6ckoro v Mupocnasa KyntbiweBa npycyTCTByeT aHcamb/1eBOE paBHOMPAaBHOE
NapTHEPCTBO M B3aMMHas YYTKOCTb K Kam /oW AeTanu BarHEPOBCKOM MUHUATIOPDI.

[Jbépap Lindpa M3BECTEH Npex/ie BCEro CBOMM BMPTYO3HbLIM 3ananoMm. Ero paHc-
KPUMLMK U MOHbIHE OCTAlOTCS (AKTOM BbICLIErO MMAHWUCTUYECKOTO NuaoTaxa. Hopuit
®DaBopHH CerofHs ABNAETCA, NOXKanyi, EAMHCTBEHHBIM, KOMY NOABNACTHbI KACKazbl U
nupyatsl Lindpel. NpumepomM ToMy - UCNONHEHUE apaHXUPOBKK Banbca NoraHHa
LLitpayca «Ha npexkpacHom ronyoom [yHae».

Ho BMPTYO3HOCTb - 3T0 HE TOJIbKO GbICTPOTA, YETKOCTb M TOYHOCTb Mrpsbl. Virtus -
NOHSATUE pacluMpuTeNbHOE, BOMpatoLlee B CEOS HE TONIbKO U, MOXayi, He CTOJIbKO YHH-
Ka/lbHYI0 UCMOJIHUTEIbCKYI0 TEXHUKY KaK TaKoBYH, HO U padHO06pa3sHyto rmoKOCTb
WHTOHaLMI, KOJIOPUCTUKY 3BYYaHWs, AMHAMUKY — BCErO TOr0, YTO ONpeaensieT Heno-
BTOPUMOCTb U XY0KECTBEHHOCTb MHTEPTIPETALUA.

B atOM cMbICNe K BUPTYO3aM CBOEr0 Aena CefyeT NPUYUcauTb U betxoseHa, 1
LLlymaHa, n MpokodbeBa. Ux doprenmaHHble COYMHEHUS, KOHEYHO, BHEC/IU CBOM BKIAL,
B UCTOPMIO BUPTYO3HOCTW. 3HAMEHHUTBIE NMO3HWE GETXOBEHCKME COHATHI [U1S KilaBupa
MPY XU3HW TEHWS CHUTANMUCD, MO XapaKTEPUCTUKE COBPEMEHHUKOB, «MOHCTPaMM».
Jinwb B cepeanHe XIX Beka JIUCT OTBAXMICA MCNOMHWUTL Ha cueHe Hammerklavier
(coHaty op. 106, co3paHHyto B 1817 roay); He cayyaiiHo bopuc AcadbeB Ha3Ban eé
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«cuMdOHUEN ana GopTtenruaHo». Hemano BUPTYO3HbLIX COYMHEHMI y Pobepra LymaHa.
Ero paHHsis TokKata op. 7, UCKITIOYUTENBLHO TPYAHASA MO CBOEN GOPTENUAHHON TEXHUKE,
MOET CYKUTb 06pa3sLOM BENUKONENHOTO BUPTYO3HOIO CTUAS. POCCHINM BUPTYO3HbIX
naccaxew 1 Apyrux BU40B NMMaHUCTUYECKON TEXHUKM MO NPaBy CYUTAKOTCA KEMYYHK-
Hamu LWyMaHOBCKOro NoYepKa. KTo cTaHeT ocnapmsatb BUPTYO3HOCTb CoHaT Cepres
lMpokodbeBa? [Joctato4HO BCMOMHUTL 0 GUHaNbHOM YacT CefibMOW COHaTbl, ABASHO-
Lencs KAMHEM NPETKHOBEHWSA U1 MHOMUX 1 MHOMUX UCMONHUTENEN. HO LEHHOCTL - U
CNOXHOCTb! - MX My3bIKW OTHIOZb HE B 3TOM. [la, UMEHHO: CTUIM Ha3BaHHbLIX KOMMO3K-
TOPOB «BMPTYO3HbI» B CBOEM paclUMpUTENbHOM 3Ha4YeHUU. Bo BCAKOM cryyae, Tak
MOXHO YTBEpPXAaThb, Cylas NPeACTaB/eHHbIE Ha AMUCKe 3amucu.

Korga 6eTxoBeHcKas «Kurfursten-Sonata» pe maxop 3By4MT Ha UCTOPUYECKOM WH-
cTpymeHTe KoHua XVIII BeKa, 310, 6€3yCl0BHO, BUPTYO3Has Mrpa, TpebytoLlas ot Kia-
BMpUCTa 0CO060M MaHepbl NMPUKOCHOBEHMS K KiaBuaType, 0C060W Mnactuku u
ANHAMWUYECKON HI0aHCUMPOBKW. FOpui MapTblHOB 3aMeYaTeNbHO BAaAEeT TeM, YTo
NPUHATO Ha3blBaTb ayTEHTUYHOM MaHepor ucnonHeHus. COBCeM MHas TexHUKa
Urpsbl - B WymaHoBckon CoHate N° 3 st CKpUNKK U GopTenraHo as MUHOP. YyTKOCTb
aHcaMb1eBoro My3uLMpoBaHus, rMoKoCcTb GpasnpoBKH, legato - aHcambsb AleKcaH-
Apa TpoctaHcKoro v Opus MapTbiHOBa CO3aET 0COOY0 aypy LWYyMaHOBCKOMO Po-
MaHT13Ma.
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Eweé oanH aHcamb6nb - EBrenmii MetpoB v Muxaun [eTyxoB, NCMOMHSAOLME
CoHarty s dneitol u dpoprennaHo op. 94 Cepresi [poKodbeBa B TPaHCKPUNLUK
B. YptonuHa ans knapHeta u doprenraHo. MOKHO cKasatb, YTO Nepes cylwarenem
NPeACTaéT 06pasL0BbIv CO3 ABYX MY3bIKAHTOB: YAUBASIOT UX CAKEHHOCTb, EAUHO-
MBIC/IME W 3amMedaTeNlbHOE CliblllaHue apyr apyra.

Xubne lepamaBe MoOLBIACTHLI NPAKTUYECKN NH0ObIE ONEPHbLIE NAPTUM COMPaHOo,
HO OHa u3bupatesibHa B BOKaNbHOM peneptyape. EE peneptyap nNpoauKTOBaH He
MOZIOM, & TOHKUM BKYCOM. He yAUBUTENBHO, YTO Ha HaLleM LUCKE OHa UCMOJHSAET PO-
MaHC OZHOTO M3 CambIX YTOHYEHHBIX M M3bICKAHHbBIX KOMMO3UTOPOB PaHHEro XX BeKa
PeiHanbao AHa. [ep3maBa TOHKO Nepesaér CTWIMCTUKY POMaHCa CaloHHOro My3uLIK-
poBaHusi BpeMéH Mapcens [pycTa, ¢ KOTopbIM Obll ApYKeH PeriHanbHO AH.

Tak vnun nHaye, BupTyo3bl XXI BeKa NpoaoKatoT Tpaauumm Virtus, 3an0meHHble B
XIX Beke. CBMAETENLCTBOM TOMY He TOJbKO penepTyapHble NpeanoyTeHNs COBPEMEH-
HbIX UCMONHUTENEN, 06paLLAlOWMXCH K COYMHEHUAM OTAANIEHHOMO U HeAaBHETO MpPo-
LN0r0, HO M UX NMPU3HAHHOCTB B CreLMabHO-My3blKaIbHOM W LUIMPOKOW JII0OUTENBCKOM
cpege.

Bnaanmnp YnHaes
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s is well known, the word “virtus” translates from Latin as “valor,” and in Italian,

“virtuoso” means “virtuous” or “strong.” The triad of valorous/virtuous/strong

could be a starting point for understanding bravura virtuosity. This was especially
true in 19th-century music, during the height of the Romantic era. Niccolo Paganini,
Franz Liszt, and Anton Rubinstein were some of the luminaries who shaped the face of
that time.

According to Liszt, “Virtuosity is not a mere servant to the composition. It is the
breath that gives life and death to an artistic work. It can bring all the beauty, freshness,
and inspiration of a musical composition to life. Virtuosity is essential because it allows
the artist to convey what art itself tries to express. "
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According to Liszt, “Virtuosity is not a submissive handmaiden to the composition,
as the life and death of the work of art entrusted to it depends on its breath. It can im-
part all the brilliance of its beauty, freshness, and inspiration to a musical composition,..
virtuosity is necessary insofar as it enables the artist to reproduce what art itself at-
tempts to convey.”

The set of highly challenging studies (published in 1851) perfectly captures Liszt's
virtuosic style. “Wilde Jagd” is a remarkable example. The piece depicts a dark and
fantastical scene of ghostly riders chasing their prey. Boris Berezovsky's rendition
recreates the scene with great fidelity to the composer’s original vision.

It is characteristic that Romanticists’ works were dominated by arrangements
and transcriptions of well-known pieces, often with the addition of new and, as
rule, virtuosic elements. The works by Paganini featured on this CD provide a good
example: the brilliant variations on Mose in Egitto, an opera by his close friend
and collaborator, Gioachino Rossini, as well as the Variations on a theme of
Paganini for piano and orchestra written by the Polish composer Witold Lutostawski
in 1941. The composition is based on the famous Caprice No. 24 by the Italian
virtuoso. While the performance of the Variations for cello and orchestra (soloist
Alexander Buzlov, conductor Felix Korobov) showcases the graceful expressive-
ness of Rossini’s theme blended with the virtuosic element of Romanticism, the
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interpretation by the modern super virtuoso Denis Matsuev, accompanied by con-
ductor Alexander Sladkovsky, offers a unique experience. It is characterized by
expressive sharp rhythms, intense sparkling passages, and dynamic dramatic con-
trasts.

Virtuosity as such was rarely explored among Russian composers, but on rare
occasions, pieces such as Pyotr Tchaikovsky’s Pezzo Cappriccioso for Cello and
Orchestra, Op. 62, and Sergey Rachmaninov’s transcriptions (“Liebesleid” and
“Liebesfreude”) on themes by the legendary violinist Fritz Kreisler surpass many virtuoso
pieces by foreign composers. As seen in the works of Rachmaninov and Tchaikovsky,
artistic conception, an unfailing sense of proportion, and taste prevail.

Alexander Ramm'’s masterful performance of Pezzo Cappriccioso (under the baton
of Felix Korohov) is dominated by the expressiveness of emotion, and the dramatic
nature of the semantic action is emphasized by large lines of development, occasionally
contrasting with episodes of the accelerated pulse of musical time.

A different atmosphere can be found in Nikolai Lugansky's interpretations of
Rachmaninov/Kreisler works. His dignified and impeccably tasteful performance
style highlights the refined elegance of Rachmaninov’s transcriptions. It must be
noted that Lugansky is perhaps a unique pianist, as he has recorded almost all of
Rachmaninov’s piano works.
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Rachmaninov’s recordings of the romances “Daisies” and “Lilacs” made in the early
1940s remain masterpieces to this day. This can be heard in the new transcription of
“Lilacs” by pianist Rem Urasin who entrusted the theme of the romance to the cello.
The ensemble performance by Boris Andrianov and Rem Urasin carefully preserves
Rachmaninov’s original vision of the piece.

Tchaikovsky’s twelve-piece set The Seasons (1876) is one of the most enduring
masterpieces from the past. Today, the entire cycle or individual pieces can be heard
in concert halls around the world, but this does not necessarily guarantee artistic suc-
cess. Among contemporary pianists, only a few manage to convey the sincerity and, at
the same time, restraint inherent in Tchaikovsky’s work. Andrey Pisarev is one such
pianist. In recent years, he has performed The Seasons numerous times, and his per-
formance of “The Harvest (August)” captivates audiences with its genuine emotion and
outward austerity.

The genre of arrangements is appealing for its free approach to the original music.
It is enough to compare the meditative contemplation of Rachmaninov's and Wagner's
pieces with the stunningly virtuosic curiosities of the 20th-century Hungarian pianist
Gyorgy Cziffra.

“Albumblatt” was originally composed for piano by Richard Wagnerin 1861. In the
late 19th century, August Wilhelmj, a German violinist and colleague of Wagner, tran-
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scribed the piece for violin and piano, maintaining the lyrical character of the original
composition. The performance by Nikita Borisoglebsky and Miroslav Kultyshev
demonstrates an equal partnership between the two musicians and a mutual sensitivity
to every nuance of the Wagner miniature.

Gyorgy Cziffra is best known for his virtuosic passion. His transcriptions are still
considered masterpieces of pianistic acrobatics. Yury Favoryin is perhaps the only pi-
anist today who can successfully execute Cziffra’s cascades and pirouettes. An example
of this is his performance of the arrangement of “An der schonen blauen Donau” by
Johann Strauss.

However, virtuosity is not just about speed, clarity, and accuracy. Virtus is a broad
concept that encompasses not only, and perhaps not so much, unique performance
techniques as such, but also various aspects of intonation, sound coloring, and
dynamics - all of which contribute to the uniqueness and artistic quality of an interpre-
tation.

In this sense, Beethoven, Schumann, and Prokofiev should all be considered
virtuosos of their craft. Their piano works have certainly contributed to the history of
virtuosity. According to contemporaries, Beethoven’s famous late piano sonatas were
considered “monsters” during the genius’s lifetime. Liszt dared to perform the
Hammerklavier (Sonata Op. 106, composed in 1817) on stage only in the mid-19th
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century; it is no coincidence that musicologist Boris Asafiev called it a “symphony for
piano.” Robert Schumann composed many virtuosic works. One of his early pieces,
the Toccata, Op. 7, is an exceptionally challenging work and example of superb virtuosic
style. His scattered virtuosic passages and other types of pianistic technique are right-
fully considered to be the gems of the Schumann style. Who would dispute the virtuosic
nature of Sergei Prokofiev's sonatas? Just recall the final movement of Sonata No. 7,
which has been a stumbling block for numerous performers. However, the value - and
the complexity! - of their music lie elsewhere. Indeed, the styles of these composers
are “virtuosic” in their broader sense. At least, that's what we can conclude as we listen
to the recordings on the CD.

When Beethoven’s Kurfiirstensonate in D major is played on a period instrument
from the late 18th century, it is an undeniably virtuosic performance, requiring a
special touch, a distinctive plasticity, and dynamic nuances from the pianist. Yury
Martynov has mastered the art of what is commonly referred to as an authentic per-
formance style. A completely different approach to playing can be found in Schu-
mann’s Sonata No. 3 for Violin and Piano in A minor. The delicacy of the ensemble
performance, the flexibility in phrasing, and the seamless legato - the collaboration
between Alexander Trostyansky and Yury Martynov - create a unique aura of
Schumannian Romanticism.
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Another ensemble features Evgeny Petrov and Mikhail Petukhov. They perform
Sergey Prokofiev's Sonata for Flute and Piano, Op. 94, transcribed by Valentin Uryupin
for clarinet and piano. The listener is treated to a truly exemplary collaboration between
the two musicians, as their coherence, unity, and remarkable mutual understanding
shine through.

Hibla Gerzmava is a versatile singer who can perform in virtually any operatic role
for a soprano, but she has a selective approach to her vocal repertoire. Her repertoire
is not dictated by fashion, but rather by a refined taste. It is no surprise that she chose
to perform a romance by Reynaldo Hahn, one of the most sophisticated composers of
the early 20th century, for this release. Gerzmava’s performance subtly captures the
style of salon music from the time of Marcel Proust, a friend of Hahn’s.

In one way or another, the virtuosos of the 2 1st century continue the traditions es-
tablished in the 19th century. This can be seen not only in the repertoire preferences
of the contemporary performers, who turn to works from both distant and recent past,
but also in their recognition among other professional musicians and the wider amateur
public.

Vladimir Tchinaev
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VIRTUOSI OF THE 215T CENTURY

YURY FAVORIN, piano
Johann Strauss Il (1825-1899)
An der schonen blauen Donau, Op. 314 (arr. by Gyorgy Cziffra)

Live at the Grand Hall of the Moscow Tchaikovsky Conservatory
June 22, 2009

ALEXANDER TROSTYANSKY, violin
YURY MARTYNOV, piano

Robert Schumann (1810-1856)
Violin Sonata No. 3 in A minor WoO 2: Ill. Intermezzo

Live at the Small Hall of the Moscow Tchaikovsky Conservatory
June 11, 2019

EVGENY PETROV, clarinet
MIKHAIL PETUKHOV, piano

Sergey Prokofiev (1891-1953)
Flute Sonata, Op. 94 (arr. by Valentin Uryupin): 1. Moderato

Rec. at the Grand Hall of the Moscow Tchaikovsky Conservatory
January, 2015
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BORIS ANDRIANOV, cello
REM URASIN, piano

Sergey Rachmaninov (1873-1943)
Lilacs, Op. 21 No. 5. (arr. by Rem Urasin)

Live at the Small Hall of the Moscow Tchaikovsky Conservatory

February 11, 2019

BORIS BEREZOVSKY, piano
Franz Liszt (1811-1896)

From 12 Etudes d'exécution transcendante, S. 139:

No. 8. “Wilde Jagd”

Live at the Grand Hall of the Moscow Tchaikovsky Conservatory

January 23, 2014

NIKITA BORISOGLEBSKY, violin
MIROSLAV KULTYSHEV, piano

Richard Wagner (1813-1883)

Albumblatt, WWV 94 (arr. by August Wilhelmj)
Live at the Grand Hall of the Moscow Tchaikovsky Conservatory

September 8, 2018

YURY MARTYNOV, fortepiano McNulty after J.A. Stein (ca. 1788)

Ludwig van Beethoven (1770-1827)

Piano Sonata in D major, WoO 47 No. 3 “Kurfiirsten-Sonata”:

3. Scherzando. Allegro ma non troppo
Recorded at the Brno Philharmonic Hall, 2019

21

1.59

5.00

4.46

35



HIBLA GERZMAVA, soprano
EKATERINA GANELINA, piano

Reynaldo Hahn (1874-1947)
A Chloris (words by T. de Viau)

Live at the Grand Hall of the Moscow Tchaikovsky Conservatory
September 10, 2021

ANDREY PISAREV, piano
Pyotr Tchaikovsky (1840-1893)

“The Seasons”, 12 characteristic pieces, Op. 37 bis: 8. August. “The Harvest”

Live at the Grand Hall of the Moscow Tchaikovsky Conservatory
October 25, 2016

ALEXANDER BUZLOV, cello
The Moscow Conservatory Chamber Orchestra
Conductor FELIX KOROBOV

Niccolo Paganini (1782-1840)
“Mose-Fantasia”, introduction and variations on ‘Dal tuo stellato soglio’
from Rossini's ‘Mose in Egitto’, Op. 24 MS 23 (arr. for Cello and Orchestra)

Live at the Grand Hall of the Moscow Tchaikovsky Conservatory
November 5, 2012

NIKOLAI LUGANSKY, piano
Fritz Kreisler (1875-1962) - Sergey Rachmaninov (1873-1943)

Liebesleid
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Liebesfreud

Live at the Grand Hall of the Moscow Tchaikovsky Conservatory
January 27, 2010

ALEXANDER RAMM, cello
The Moscow Conservatory Chamber Orchestra
Conductor FELIX KOROBOV

Pyotr Tchaikovsky (1840-1893)
Pezzo capriccioso for Cello and Orchestra, Op. 62

Live at the Grand Hall of the Moscow Tchaikovsky Conservatory
September 30, 2012

DENIS MATSUEV, piano
Tatarstan National Symphony Orchestra
Conductor ALEXANDER SLADKOVSKY

Witold Lutostawski (1913-1994)
Variations on a Theme of Paganini for Piano and Orchestra

Live at the Grand Hall of the Moscow Tchaikovsky Conservatory
March 10, 2014
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