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Sergei Rachmaninov (18731943) Boris Tchaikovsky (19251996
Songs for voice and piano “Lyrics of Pushkin”
The Soldier"s Wife Op.8 No.4 [02:27] Echo [02:51]
A Dream Op.8 No.5 [01:20] Useless gift [01:41]
A Prayer Op.8 No.6 [03:10] Talisman [03:43]
[4] Oh, never sing to me again Op.4 No.4 [04:59] To a Poet [03:16]
I wait for thee Op.14 No.1 [01:57] Your Image [02:10]
[6] Thelittle Island Op.14 No.2 [02:29] If disappointed by life [04:22]
The Answer Op.21 No.4 [01:47] Work [03:15]
The Lilacs Op.21 No.5 [01:56] I don"t appreciate [05:00]
[o] Loneliness Op.21 No.6 [01:56]
Before my window Op.26 No.10 [01:59] [75:36]
What wealth of rapture Op.34 No.12 [02:27]
Vocalise Op.34 No.14 [06:52]
In my garden at night Op.38 No.1 [01:55]
To Her Op.38 No.2 [02:29] Olga Sosnovskaya, soprano
Daisies Op.38 No.3 [02:31] Torgeir Kinne Solsvik, piano
The Pied Piper Op.38 No.4 [03:04]
Dreams Op.38 No.5 [03:22]
A-Oo Op.38 No.6 [02:24]
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lga Sosnovskaya, soloist of the state Op-
Oera and Ballet Theatre of the Komi Repub-
lic (the city of Syktyvkar, Russia) possessing a
charming coloratura is one of the most popular
classical singers of the republic. In 1984 Olga
Sosnovskaya finished Art School in Syktyvkar
and in 1989 she graduated from Petrozavodsk
Conservatory. A year before her graduation she
started to work as a soloist at the Opera and Bal-
let Theatre and has been working there ever since.
She finished the post-graduate course at the
Gnesin Academy in Moscow where she studied
with Zara Dolukhanova and Elena Sapozhnikova.
The range of her creative predilection is very
impressive: serious opera parts, classical musical
comedies, chamber music, romances and Komi,
Russian, Ukrainian and other folk songs. The
singer has a unique capacity to cause joy not only
to connoisseurs and professionals but also to
L those who hear classical music for the first time.
Olga Sosnovskaya is always strikingly natural either as a defenseless
and  trusting Gilda  (Rigoletto) or a  tragically beautiful = Violetta
(La Traviata), a sly Rosina (The Barber of Seville) or a poetical Iolanta
(Iolanta), a fascinating sensuous Rozalinda (A Bat), a regal Sylva (Sylva),
a beautiful Micaela (Carmen) or a magnificent Odette (Bayadera).
Being a Merited Artist of Russia, the “People’s artist of the Komi Republic “ and
a laureate of the All-Russia and International contest of vocalists, her career has
taken her to many countries all over the world. She is also a frequent jury member of
different song contests as well as the chairman of her own contest “Olga Sosnovskaya
Junior Vocalists Contest” which takes place every second year in Syktyvkar, Russia.

nbra CocHOBCKas, comucTka focyaapcTBeHHOro Tearpa onepsl 1 6anera Pecrybnuku

Komu (r. CoixTbiBKap, Poccms), obmajaomias 4apyolM IMPUKO-KOTOPATYPHBIM
COIIPaHO, ABIAETCA OJIHO]‘/J[ "3 CaMbIX HOHY]'I}IPHI)IX KIaCCMYeCKMX IMEBUILY peCHyﬁ]’II/IKI/I,
B 1984 ropy Onbra CocHoBcKas 3akaHuMBaeT Pecny6nmkaHCkoe ydmmine MCKYCCTB B
CrixtoiBkap (kmacc C.I1. Mapkosa), a B 1989 rony- IleTposaBojickyio KOHCepBaTopuio. 3a
TOf] 10 ee OKOHYAHNA OHA Hayajla paboTaTh B KadecTBe COMMCTKY B TeaTpe OIepsl u bamera
Pecriy6rmku Komu, e u paboTaer fo cux mop. OHa 3aKOHYNM/IA aCIUPAHTYPY B AKaieMum
nmenn THecuupix B Mockse (kmacc Hapopuoit apructku CCCP 3apsr JlomyxaHoBoit 1
Enenpt Canoxxnukosoit) B 2002 rofy 1 IpoIIa CTAXUPOBKY y 3HaMeHuTOl Penops
Bap6vepu Bo Onopennun (Mramms, 2000 rox) n B Axagemun MapumHCKOro Tearpa B
Cankr-Iletepbypre(kmacc B. Baneepa). /InamasoH ee TBOPYECKMX HMPMCTPACTHIl BecbMa
BHYIINTE/IEH: Cepbe3Hble OIePHbIE ITAPTUM U K/IACCHYecKas OIepeTTa , KaMepHasA MY3bIKa,
pOMaHChI ¥ HapopiHble mecHu. IleBuile MpKCyIla YHMKAIbHON CIOCOOHOCTb pajioBaTh
CBOMM JMCKYCCTBOM He TO/BKO 3HATOKOB M IPO(ECCHOHANOB, HO M TeX, KTO CIIBILINT
K/TaCCHYeCKyIo My3bIKy Brepsbie. Onbra COCHOBCKas BCer/ia IOPasuTeIbHO eCTeCTBEHHA-
un Korga oHa OessamurHas u goBepumBas [Dkmapga (PuromeTto), Mam Tparmuecku
mpekpacHass Buomerra (TpaBmara), xutpas Posmna (CeBMIbCKMII LMPIONBHUK) WIN
nostuyeckas Vonanra (Momanra), 06BOpoxnTebHO- 4yBcTBeHHas Posammupa (Jleryuas
MBILIB), HapcTBeHHas CunbBa (CubBa), TporatenbHas Mukasma (KapMen) i pockomrHast
Opnetra (Basnepa). 3a Bpems paboThI COTPYAHUYAIA C TAKUMY JUPIDKEPOMY Kak Banmepuit
Teprues,Bacumnit He6ombenn, Marc JInnbedopc, ®emke Kopobos, Apxapuit IltertHmyxT
u 1.7 Bygyun sacmyxenHoit apructkoit Poccnu, HapoaHoit aptuctkoit Pecrry6nmkn Komn
n naypeatoM Becepoccuiickux n MeXayHapoiHOrO KOHKYPCa BOKa/IMCTOB, BEIET AKTUBHYIO
TeaTpaIbHYMCOMbHYIIaCTPOIbHYIOIeATeNbHOCTbKaKk B Poccun, Taknsapybesxxom (Mramms,
Ascrpus,lepmanns, Hopserus,Vinansa, Kurait, llpu-Jlanka n gp.).3ammcana 3 DVD u 5
CD. OHa sAB/IA€TCA YIEHOM JKIOPY Pa3/IMYHbIX POCCUIICKMX ¥ MEXKTYHAPOJHBIX KOHKYPCOB
u decTuBaeil, a TaKXKe IMOCTOAHHBIM  IpeICeaTeIeM MEX/[YHapOJHOrO KOHKypca
JOHBIX BOKanucToB Ha mpus Onbru COCHOBCKON , KOTOpPbIN IpoXoauT B CBIKTHIBKApe.
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orgeir Kinne Solsvik (b.1979) is a native of

Vikgy in Hardanger, Norway. He studied
piano at the Grieg Academy in Bergen (Cand.
Mag.) with Jan Hovden and at the Sydney Con-
servatorium of Music (Grad. Dip.) with Nikolay
Evrov, Gerard Willems and David Miller. After
completing his studies, he spent two years as
District Musician in Mo i Rana in northern
Norway. Now he is nicely situated in Hardan-
ger from where he runs his music company
Kinnepiano. In recent years Torgeir Kinne
Solsvik has worked extensively with singers
both in Norway and abroad. The cooperation
with soprano Olga Sosnovskaya dates back to
2007 and has enriched both his repertoir and
his performance as an accompanist. Their duo
repertoir counts a substantial amount of Ra-
chmaninov’s songs as well as a wide range of
songs and romances by different Russian com-
posers. Having played a lot of Russian music,
the same can be said regarding the music by

Grieg, which he has included in concert programmes in Germany, Austria, Latvia, Rus-
sia, Sri Lanka, Australia and the USA. Torgeir Kinne Solsvik's discography includes many
works by Geirr Tveitt and Edvard Grieg: “50 Folk Tunes from Hardanger” op.150 and
“Inventions” op.2 by Tveitt and “Slatter” op.72, “Norwegian Folksongs”, op.66 “Holberg
Suite”, op.40 “Ballade”, op.24 and Sonata op.7 by Grieg. In recent years he has also done
several recordings with singers including “Dichterliebe” 0p.48 by Schumann, “Haugtus-
sa” op.67 by Grieg. In addition to being a highly versatile pianist, Solsvik is also a re-
cord producer, choral conductor, piano tuner and an importer of August Férster pianos.

Topreﬁ[p Kunne ConcBuk (1979r.poxp.) spnsercsa ypoxeHuem Vikey B Hardan-
ger, Hopserus. OH yumnca urpe Ha ¢oprennaHo B Akagemun um.Ipura B Beprene
(mperopaBarens SIn Xopuen) u B Koncepsartopum Myseiku Cupses (mperopaBatenn
Huxomait 98pos, [Dxepapy Bummemc m Jssup Munep). Ilo okoHuaHum yde6bl OH
paboran gBa roga kak MysbsikanT Oxpyra B Mo i Rana B ceseproit Hopsernu. Ceityac
oH xuBeT u paboraer B Hardanger u ympapnser cBoeit MysbikanbHON Kommanueit Kin-
nepiano. Ilocnegume ropsr Topreiip Kunne ConcBuk MHOrTo paboTan ¢ IeBLamy B
Hopseryn n 3a rpanumneit. Corpygandectso ¢ conpano Omproii COCHOBCKOI Havanoch
B 2007r. 1 06OraTM/IIO M €ro pemepryap, M ero paboTy Kak aKKOMIaHmaropa. VIx
JYSTHBII perepTyap HacYMTBIBaeT GOJbIIOE KOMMYECTBO IMeceH PaxMaHMHOBA, TaK ke
KaK 1 MIMPOKWIl [[MAIla30H MeCeH M POMAHCOB PAa3/MMYHBIX POCCUIICKMX U 3apyOeKHBIX
KOMII03UTOpOB. OH CBITpPaZ MHOTO PYCCKOJ MY3BIKM, KaK ¥ MY3bIKH Ipura, KOTOpyio oH
BK/TIOYaZA B KOHIIepTHbIe Tporpammel B lepmanum, Asctpum, JlatBum, Poccum, Ilpu-
Jlanke, Actpamuu n CIIA. [Tuckorpadus Topreitpa Kunne Concsuka BKIHOYaeT MHOTO
pabor leitppa TBemrtra m OpBappma Ipura, cpegm Hux “50 Hapomubix Memopmit Har-
danger” n “ViuBennun” Tsenrra n “Slatter”, “Hopsesxckue Hapopnbie mechHn’, “Cronta
Holberg”, “banmaga” u Conara Ipura. B mocienHye rofbl OH TakXke Cean HeCKOTbKO
sammceit ¢ meBnamy, Bkmiouas “Dichterliebe” Ilymana, “Haugtussa® Ipura. Kpome
TOTO, YTO OH YHUBEpCaAbHbI MMaHMCT, CONCBUK TaKKe pPeXuccep 3BYKO3aIluceit,
JMpPIDKEp XOpa, HACTpoMIuK QopTennaHo u ummoprep dopremmano August Forster.
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BORIS TCHAIKOVSKY AND HIS SONG-CYCLE “PUSHKIN’S LYRICS”

Boris Aleksandrovich Tchaikovsky (1925-1996), was an outstanding
Russian composer, pianist and musical public figure of the latter half of the XX®
century. Principally, he gained recognition for his orchestral works, namely, Second
and “Sevastopol” Symphonies, Theme and Eight Variations for symphony orchestra,
String, Cello and Piano Concertos, tone poem “Siberian Wind”, Six Etudes for
strings and organ, and Symphony with Harp (his swan-song) to name but a few.

In addition, Boris Tchaikovsky produced classical XX century chamber music
and vocal works of unfading beauty such as the song-cycles “Pushkin’s Lyrics”, “Four
Poems by Josef Brodsky”, “The Last Spring” by Nikolay Zabolotsky’s, and the cantata “The
Zodiac” with words by Fyodor Tyutchev, Marina Tsvetayeva and Nikolay Zabolotsky.

As exemplified in Boris Tchaikovsky’s numerous film scores, like those by
Sergey Prokofiev and Dmitry Shostakovich, he treated incidental music as a “high brow”
genre and important component of film. His output also includes wonderful pieces for
children.

A student of Vissarion Shebalin, Dmitry Shostakovich and Nikolay Myaskovsky,
Boris Tchaikovsky followed the classical traditions of musical composition. He gave
priority to melody and harmony over other music fundamentals, thus becoming a most
melodious composer of his time. Boris Tchaikovsky’s style features exceptional integrity.
He managed to find his unique path and followed it despite all temptations of avant-guard
fashion. Moreover, he never preached his vision but simply worked for people. Presumably,
his aspiration for an authentic style accounts for the virtual absence of quotations in his
works — a very popular XX century technique.

Boris Tchaikovsky did not sympathize with a pan-European transnational
music language. His creations are marked with his conspicuous national identity though
not in an ethnographic way, his idea of musical nationalism going beyond any specific
melodic patterns, devices or methods:

“Ethnical identity implies certain mode of thought, mental, spiritual and artistic

make-up. It is one’s touch with people. It is one’s nutrient medium. Otherwise, I

hardly imagine what artists would write about, particularly, me.”
Therefore, Boris Tchaikovsky succeeded to all of Russian culture. His art resonates with
Fyodor Dostoyevsky’s perplexed tragic characters, Lev Tolstoy’s brilliant psychoanalysis
and Anton Chekhov’s subtle irony.

Musically, Boris Aleksandrovich’s lifelong commitment was to guard people
against moral degradation and save art from the abyss of anti-humanism.

In the last decade of his life, Boris Tchaikovsky taught composers at the Gnesins
Academy of Music sharing with them his attitude toward art, humanity and life.

Boris Tchaikovsky composed his song-cycle “Pushkin’s Lyrics” for soprano and
piano in 1972. Soon after, he premiered it with Galina Vishnevskaya in Moscow.

Among his other works, the song-cycle is especially close to the Sixth Quartet.
They share romantic pathos and sincerity, similar melodic patterns and beautiful tunes.

Boris Tchaikovsky was a highly responsible song composer. He confessed in
a private conversation: “Each poet requires individual musical setting. For instance, one
faces difficulty with Pushkin”. This exactness in interpreting the individual poetic style is
prominent in “Pushkin’s Lyrics”. Actually, Pushkin’s poetry predetermined the complete
make-up of the song-cycle, namely, the harmonious combination of romantic pathos,
emotional openness and the infallible classicist sense of proportion.

“Pushkin’s Lyrics” centers on creative work and love. The theme, according
to an eminent Russian musicologist Boris Asafiev, becomes apparent in art as “a line of
passionate affection for life’s sublime manifestations”. It runs through all eight songs
forming a contrasting dramaturgy within the song-cycle.

19.10.12 10.57
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The opening song: “Echo”, proclaims the poet’s great mission. No. 2: “Useless
Gift”, is the artist’s lamentations on insufficiency of life; followed attacca by No. 3:
“Talisman”, emotive love reminiscences growing into a passionate confession. No. 4:
“To a Poet”, is an eloquent appeal to the artist to follow his calling; No. 5: “Your Image”,
another recollection of the sweetheart; and, No. 6: “If disappointed by life...” - an advocacy
for stoicism. The two concluding songs speculate on the creative work viewed in various
aspects. The monologue, No. 7: “Work”, reflects conflicting emotions and thoughts of
the artist after completing a great work; and, the final song, No. 8: “I don’t appreciate...
(from Pindemonte)” declares his creed in allegoric form and proclaims creative work as
the ultimate gesture in self-expression by the human who enjoys freedom in his or her
creations.

Despite the diversity of musical imagery, the eight songs become a unified
entity in which the dramaturgy is largely unfolded through modal development from
one song to another. Though the minor mode prevails, all climaxes happen in major keys.
Changes of mode largely underline contrasts of verses as a series of life experiences and
moods.

The two opening songs show the sequence of D and G Minor. In the third,
which introduces reminiscences of poetic true love, A Major appears. Another lovely
graceful female image - in the fifth song - brings forth the second climax in F Major. The
dual effect of the sixth movement - “If disappointed by life...” - is largely dependent on
the modulation from D Minor to A Flat Major. The austere edification of the song “Work”
concentrates in G Minor. The cycle culminates in an impressive monologue on the freedom
of creation “I don’t appreciate... (from Pindemonte)” through the brilliance of C Major
resounding in triads and scales throughout the whole piano-vocal texture.

Of special interest is the concept of the song “If disappointed by life...” where
two consecutive episodes offer contrasting musical interpretation of the same poem.

10

The opening D Minor Andante (all tempi are indicated by metronome) with its concluding
wistful piano chords ascending to the high register, quite suddenly yields to light
passageworks of careless A/legro in radiant A Flat Major. To the question: “Why does the
song ‘If disappointed by life...” contains two different settings of the same poem?” the
author would answer with restraint: “It proved inevitable. It was not deliberate but came
out of the imagery and creative necessity.” In view of Boris Tchaikovsky’s touch-the-
ground aspirations, was it the goal to exhaust the topic that accounted for two contrasting
interpretations of one poem?

The solo part shows the best of Boris Tchaikovsky’s melodic gift. The composer
generously but with unfailing classicist self-restraint springs forth lush tunes along with
expressive vocal declamations based on the perfect marriage of words and music. It sounds
like Pushkin’s lines generate the melodic world. The variety of melodic models owes much
to the interplay of genres. Thus, lyrical romance experiences an unusual transformation in
“Talisman” where psalmody with predominant single-tone repetition of words, echoed by
the piano, finally develops into an exceptionally beautiful melody.

Developing in unity with the voice, the piano part features transparency and
refinement of Mozart-like texture. However, the traditional texture formulas of European
Classicism received a completely modern interpretation.

Musical settings of Pushkin’s poetry are exceptionally numerous. It was largely
due to his poetry that the most outstanding examples of Russian vocal music appeared
including internationally acclaimed masterpieces by Mikhail Glinka, Pyotr Tchaikovsky
and Sergey Rachmaninoff. After them, setting Pushkin’s verse to music seemed to be a
demanding task. However, Boris Tchaikovsky proved that the late XX™ century could also
provide a unique musical interpretation of Pushkin. The song-cycle in question — arguably,
the best endeavor of the period, - became a valuable offering to the great poet’s memory.

Galina Ovsyankina
Translated by Alexander Dyachkov

11
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O BOPHCE YAIKOBCKOM U ET'O
BOKAJIbBHOM LUKIIE «JIMPUKA ITYIIKHUHA»

Bopuc Anexcannposuu YaiikoBckuit (1925-1996) — Bblarommiics pycckuii KomIo-
3UTOp, MHUAHKUCT, My3bIKaJIbHO-00IIECTBEHHbIN JIeATenb BTOPOH monoBuHbl XX BeKa, JOCTOMHBIN
HACJIC/IHUK CBOETO BeiMKoro opHopammibia ITerpa Mnbuua Yaiikosckoro. OH BOIIET B HCTOPUIO
My3bIKH HPEXAE BCEro Kak KpynHeimuid cumdonuct. Henm3MeHHBIM NpHU3HAHUEM I0Jb3YIOTCS
ero Bropast u «CeBactonomnbckas» cumponnn, Tema u BoceMb Bapuaruii ais cHM(QOHHYECKOTO
opkectpa, CKkpunuuHeli, Brogonuensuslit 1 OopTenuaHHblil KOHIEPTHI, CUM(OHHYECKAs M0dIMa
«Betep Cubupuy, Lllects 3TIONOB ISl CTPYHHBIX HHCTPYMEHTOB H opraHa, Cumdonus ¢ appoit —
MOCTIe/{HEE COYMHEHUE M MHOTOE JPYTOe.

Onnaxo bopuca YalikoBCKOro MoCTOSHHO BIEKIO BOKalbHOE Hauano. OH co3zial 3aMe-
YaTesbHbIC 00pa3iibl BOKaIbHOIT nupuky. HeyBsiaomas kpacota OTINYACT €ro BOKaIbHBIC IIUKIIbI
«JIupuxa ITymxunay, «Yersipe ctuxorBopenus HMocuda Bponckoroy, «llocienuss BecHa» Ha
cruxu Hukonas 3abononkoro, kanrara «3Haku 3oauaka» Ha ctuxu dénopa Troruesa, MapuHbI
IBeraeBoii, Hukomnas 3a6onoukoro. Kinaccukoit XX Beka cTaiy KaMepHO-HHCTPYMEHTAIIbHBIE I1PO-
U3BEJICHUS KOMIIO3UTOPA.

Bopuc YaiikoBekuit Muoro padoran mis kuno. Hapsny ¢ Cepreem [IpokodbeBbiM 1
Jmutpuem IllocrakoBrdeM, OH SIBUJICS OJHUM H3 TEX MAaCTEPOB, KOTOPHIC ITOAHSIN KHHOMY3BIKY Ha
YPOBEHB «BBICOKOT0» JKaHPa, CJIEJIaB ee BaKHOI COCTABILIONMI (ritbMa. OCTaBHUII KOMIO3UTOP H
3aMeqaTeTbHbIC COYMHEHHUS IS ICTEH.

Bynyun yduenukom Buccaprona llle6anuna, mutpus [lloctakoBuua u Hukomas Ms-
ckoBckoro, bopuc YaiikoBCKHiA ClieioBa B CBOEM TBOPYECTBE KIACCHUECKUM TpaauimsaM. 13 Beex
CPEZICTB My3bIKaJIbHOW BBIPA3UTEIBHOCTH OH MPEXKE BCErO BBIACIST MEJIONIO H TADMOHHIO, CTaB
OJTHUM M3 KPYIHEHIIMX MeIoAnCcTOB BTOpoii nmosoBuHbl XX croserus. Ctuiib bopuca Yaiikoscko-
TO NPEACTABIIACTCS UCKIIFOUUTENBHO LElbHbIM. KoMIosuTopy ynamoch oO6pecTu cBOE TBOPUECKOE
JIMIO M COXPAHHUTh €r0 HEINOBTOPHMOCTb, YCTOSIB TIEPE BCEMH COONa3HAMU aBaHIaApIHON MOIBI.
ITpu 5TOM OH HHKOT/Ia HE JJOKa3bIBaJl CBOIO IIPABOTY, a IPOCTO /meopu 1iis yenobeka. CTpeMiIeHHeM
K LEIBHOCTH CTHJISt MOXKHO OOBSCHHUTD MOYTH MOJTHOE OTCYTCTBHE B €0 IIPOU3BEJCHUSX IIUTAT, XOTS
3TO OYEHb MOMYIAPHO B XX BEKe.

bopuc YaiikoBckHii ITyOOKO HAIMOHAICH B CBOEM TBOPYECTBE, HO HE 3THOTpadMyYeH.
Emy uyxn Hekuit 6nenayuonanvheiii obueesponetickuii A3bik. HarponansHoe

12

MOHMMAJIOCh UM HE KaK XapaKTepHas MHTOHALMS, WM MPHEM, WM METO, a ropasao Nryoxke:
«HanponanbHoe — 310 coco6 aymars. CKia HATYPbI, CKIIaJ ICHXUKH, CKIIA XYI0XKECTBEHHOM
HMHIMBUYaIbHOCTH. DTO CBA3b C Cy/1b00I CBOEro HapoJa. To HeoOXoAMMas UTaTeIbHAs cpe-
na. Ecim aToro Het, TpynHO ceOe MpeacTaBUTh, O YeM Obl MHcall XyJ0XKHHK, B YACTHOCTH U 5.
ITostomy TBOpUecTBO bopuca HalikoBckoro — aeruiie Beeil pycckoil KynbsTypbl. Ero nuckyccrBy
TyOOKO CO3BYYHBI M CMSATCHHBIII Tparn3m xapaktepoB dénopa J[0CTOCBCKOro, U reHUATbHBIH
rcuxosoruyeckuid ananutusm JleBa ToncToro, n nryGoyaimii TMpU3M, TOHKAss UPOHUYHOCTh
AmnroHa Yexona.

Bopuc AnexcanapoBuy BCIO HM3Hb CTPEMHJICS MY3bIKOW CIACTH YeJIOBEKA OT MO-
paNbHOIl AeTpafalliy, a UCKYCCTBO — OT ITYCTOTBI AHTUTYMaHHU3Ma.

B nocnennee necarunerue xxuszHu bopuc YaiikoBckuii cran npenojpaBarbh B Akajie-
MHH MY3bIKH UM. [ HECHHBIX, BOCITHTAJ HECKOJIBKO KOMITO3UTOPOB, 3aBEIlaB MM CBOE OTHOIICHHE
K MCKYCCTBY, K YEJIOBEKY, K KH3HH.

Boxanpnsrit nukn «Jlupuka [ymkusay ast conpano u ¢oprenuano bopuc Yaiikos-
ckuii co3nan B 1972 rony. Bekope B MockBe cocTosiiach peMbepa B ucronHeHnu [anunsl Bui-
HEBCKOH U aBTOpA.

B TBOpUCCKOM HACIEANH KOMIIO3UTOPA LUK 0COOCHHO 030K CTpyHHOMY KBapTeTy
Ne 6. IX poIHsT pOMaHTHYECKHI MadoC U 3aayIIEBHOCTh BBICKA3bIBAHHS, HHTOHAIIMOHHBIC TC-
PCKIIYKH, MEJIOAMYECKast KpacoTa.

Bopuc YaiikoBcKHii ObUT HCKITIOUUTEIBHO TpeOOBATENCH K JINTEPATyPHOMY HCTOYHH-
Ky. B muunoit 6ecene on roBopuit: «IlodTHueckast HHTOHALMS KaXJ0ro aBTopa TpeOyeT HHANBHU-
JIyaJIbHOrO MY3BIKQJIbHOTO BOIUIOIICHHS. TpynHO, HanpuMep, mucaTh My3bIKy Ha cTuxu [Tym-
kuHay». M 5Ta TpeboBaTeIbHOCTD K BOIUIOIICHUIO MO3THYECKOTO CIIOBA, IIMPE — JIMTEPATyPHOTO
CTHJISL B TTOJHOW Mepe oTpaszuiach B «JIupuke [Tymkunay. [To cymecTBy, Bech BbIpa3sUTEIbHbII
CTPOH 1IMKJIa MOPOXK/ICH MYIIKUHCKOI 1M033ueld. IMEeHHO OT Hee B poMaHcaxX rapMOHMYHO cOYe-
TAIOTCSl POMAHTHYECKUH Madoc, SMOLMOHANIbHAS OTKPBITOCTh M KIIACCUIIUCTCKAs Mepa 6e3oe U
60 BCeM.

HenrpanbHas tema «JIupukn [TymkuHa» — TéemMa TBOpYECTBa U JIIOOBH, KOTOpasi, 1O
MHEHHUIO BBIIAIOIIETOCs pOCCUiickoro MysbikoBena bopuca AcadbeBa, BBISIBISICTCS B POH3BE-
JICHUH KaK «JIMHUS CTPACTHOM MPHBS3aHHOCTH K JKM3HU B €€ BHICOUANIINX MPOSBICHUAX». DTa
obpa3sHasi JOMUHAHTA TIPOXOAUT Yepe3 BCe BOCEMb YacTeil 1uKiIa, GOpPMUPYs €ro KOHTPACTHYIO
JIpamMaTypruio. 13
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OTKpbIBaeT IMKI poMaHc «9xo» (Ne 1), MoBeCTByIONHMI O BEJIMKOM NpeIHA3HAYCHHU
mosTa. Ne 2 — «/lap HanpacHbIi» — TrOpecTHBIC PA3MBILIIICHNS TBOPIA O HEMOIHOLCHHOCTH JKH3HH,
mocye KOTOPBIX attacca, Kak CMEHa BrieyaTieHuil, cnenyer « Tamueman» (Ne 3) — 3aayiieBHOE BOC-
MOMHHAHKE O OBUION JIF0OBH, MOCTENIEHHO NEPEXOAAIIee B CTPACTHYO ucroBeab. M B Ne 4 — «Ilo3-
TY» — BHOBb HaIlyTCTBUE XYJJO’KHUKY, CYPOBBIii TPU3BIB OBITH BEPHBIM CBOMM uzesiM. B Ne 5 — « TBoit
00pa3» — BHOBb 3BYYUT CBETJIOC BOCIIOMHHAHHME O JTIOOMMOI JKEHIIMHE. 3a HUM cieayeT (uio-
codckoe pasMbIIIICHHE O CTONYECKOM OTHOIICHUH K JKH3HEHHBIM HeB3rofaM — «Ecin sxu3Hb Tebs
obmaner...» (Ne 6). M, HaKoHel, JBa 3aKJIIOYUTENBHBIX HOMEPA B PA3HBIX UIIOCTACIX PACKPBIBAIOT
Pa3MBIIUICHHS O TBOPUECKOM Tpyze. [1onHyIo MpOTHBOPEUNBBIX TyBCTB U Pa3MBIILICHUN pedaek-
CHIO, O0JIEBAIOIIYIO AyLIy XyZOXKHHKA MOCIE 3aBEpPIICHHs TPAaHANO3HOTO IPOH3BECHHS, BOILIO-
mraet MoHouor «Tpyn» (Ne 7). U ¢punan — «He noporo nesto. .. (M3 [uanemont)» (Ne 8) — B ane-
ropudeckoit hopme AeKIapHpyeT KU3HEHHOE KPelo M0d3Ta. TBOPUECTBO yTBEpKAaeTCs KaK BhICIIEe
CaMOBBIPaJKCHHE YeNIOBeKa, JAlollee eMy HaCIaKICHNUE MOIIHHHON CBOOOB! B CBOUX TBOPEHUSIX.

Hecmotps Ha pa3HO0Opasue My3bIKaIbHBIX 00pPa30B, BCE BOCEMb YaCcTel IIUKIIA CKIaIbl-
BAIOTCA B €JMHOE TOBeCTBOBaHHE. CHIBHBIM CPECTBOM LUKIN3ALHIHN ABISLCTCA JpaMaTyprus Ja1o0-
TOHAJILHOE JBIDKEHUS OT POMAHCa K POMaHCa, 00bEANHAIONIAs UX B MOHOIUTHOE Lienoe. Bexymum
JIaJoM SIBIAETCS MUHOD, HO BCE KyIbMUHAIIMK MPHXOAATCS HA MayKOpHbIe YacTu. bnarogaps namo-
BOI CMEHE BO MHOTOM IOAYEPKHBACTCS KOHTPACTHOCTh CTUXOB, KaK Uepela PasHBIX KU3HEHHBIX
CUTyalluii 1 HACTPOCHUIA.

TlepBast u BTOpas yacTH OCHOBAHbI HA CJIEJIOBAHMM MUHOPHBIX TOHAJIBHOCTEI: d-moll,
g-moll. B TpeTbeM poMaHce, Te BIEpBble JOMHHUPYET TeMa BOCHOMHHAHUIA O TI0OBH — BEpPHOU U
MMOSTHYECKOH, mosiBisteTcs A-dur.

B mAToM pomance, re BHOBb BO3HHKAET BOCXUTUTENBHBIN B CBOEM U3SIIECTBE 00pa3
JIIOOUMO#! JKEHIIMHBI, COBEPIIAETCS MOAXO] KO BTOPOW KylbMHHAUMHU B F-dur. OOpa3Has IBOii-
CTBEHHOCTb pomaHca Ne 6 — «Ecnu xu3Hb T€0s 00MaHeT...» BO MHOTOM JIOCTHTraeTcs Onaromaps
Monysituu u3 d-moll B As-dur. CypoBoe Ha3uaanue B pomance « Tpym» KoHLIeHTpupyertcs B g-moll.
W 3aBepiaercs MK MOIIHOM reHepalibHOM KyapMuHaimeil — «He goporo uento. .. (U3 [Tuanemon-
TH)» — TOPKECTBEHHBIM MOHOJIOIOM 0 cBOOO/Ie TBOpuecTBa. CBETOHOCHBII C-dur 0ObIrpbIBACTCS BO
BCEM BOKAJIbHO-(OPTETHAHHOM KOMIIIEKCE TPE3BYUHAMU 1 TaMMOOOPa3HBIMHU IIACCAXKAMU.

OTaensHO CclelyeT OCTAHOBHTHCS HAa YHHKAIBHOM OOpa3sHOM CTPOE€ M KOMIO3HIHU
pomanca «Ecnu xu3Hb Te0s oOMaHeT...». Ee cocraBnsior 1Be crienyromue 0e3 nepepbiBa yacTH,

M0-Pa3HOMY BOIUIOIIAIOIINE OJHU U T€ K€ CTHXU. CHavana — MUHOP, MEJUICHHBII TEMII.
14

[Mocne nevanbHBIX, BOCXOMANIUX B BHICOKUE OKTAaBBI aKKOPAOB POSIS B d-moll COBEpIICHHO He-
0XKHMIAHHO TOSIBIISIOTCS JIETKHE raMM0o00pa3sHble accaxu. Andante (KOMIO3UTOP Be3zie 0003Ha-
YHJI TEMITBI TOJIBKO METPOHOMUYECKUMHU YKa3aHUSIMH) CMEHsieTcsi Ha 0e33aboTHoe allegro, oa-
yepKHyTOE JTyue3apHbIM As-dur. Ha Bonpoc: «I[louemy B pomance «Ecnu sxu3Hb T€0s1 0OMaHeT»
JIBa)KIBI IOBTOPSIETCSI OMHO U TO )K€ CTHXOTBOPEHHE, HO B PAa3HONM KOMIO3HTOPCKOII HHTEpIpe-
Tanuu?», aBTOp HEU3MEHHO cliepkaHHO oTBeval: «Tak 6pu10 Hao. CO3HATEILHOTO CTPEMIICHUS
K 9TOMY HeT. Bce cBsi3aHO ¢ 00pa3oM, ¢ TBOpUeCKoil NoTpedHOCTRION. bopuc YaiikoBckuii Beer-
J1a CTPEMHIICS] HCUepIIaTh BBICKA3aHHOE — «JOMTH 10 caMoii cyTi». He 3THUM i «ucuepnanueM
ce0sD» POKACHBI 1BE COBEPIICHHO IPOTUBOIIONIOKHBIE BEPCHH MPOYTEHUS HOITHIECKHX CTPOK?

B mapruu BokanucTa Bo BceM Onecke mposBuiIcs Menoaudeckuii nap bopuca Haiikos-
ckoro. Kommosutop ¢ menpoii hanTasueil, Ho Bceraa ¢ KIaCCHISeCKUM CaMOOTPAaHUICHUEM pac-
CBINACT HAIEBHBIE MEJIONH, B3aUMO/ICHCTBYIOIIHE C BBIPA3UTEIILHON BOKAIBHOM JeKiIamanuei,
OCHOBAHHOH Ha B3aUMOIPOHUKHOBEHUH CIIOBA U My3bIKHU. [TyIIKHHCKHE CTUXH KakK OyATO pOXK-
JTAI0T 3TOT MEJIOAMYECKU MUp. B MHOrooOpa3uu Menoandeckux Mozieneil He IOCIEAHIO0 POIlh
UrpaeT B3aHMOBIHSHHE PA3IHIHBIX )kKaHPOB. HeoObIuHOE IS THPUUECKOTO POMAHCa KaHPOBOE
nepeocMbIcieHne BosHuKaeT B « Tamucmane». Penkolt kpacoTsl Menonus Kak Obl BBIpAacTaeT U3
HICaJIMOJHYIECKON PEUUTANH — JOMUHUPYET IIPUEM OCTHHATHOTO IOBTOPA CIIOB Ha OAHOM HOTE,
KOTOPBIN Pa3BUBACTCS H Y POSIIAL.

B enumcTBe ¢ BOKanbHOU IHHUEI pa3BepThIBaeTCs (hopTeNHaHHas MapTys, Ipo3pad-
Hasl U TO-KJIACCUIUCTKH OTTOUYeHHas, Bockpemas (akTypy Momapra. OHa OCHOBaHA Ha TPaau-
IIOHHBIX (haKTYpHBEIX (OpMyTax, H3BECTHBIX B €BPOIEHCKON My3bIKe CO BPeMEH KIACCULIU3MA.
Ho um nano HOBOe, HHTOHAIIMOHHO COBPEMEHHOE TOJIKOBAaHUE. DTO My3bIKa CBOETO BPEMEHH.

Ha ctuxu [lynikunna Hanmmcano HCKIIIOYUTETFHO MHOTO ITPOU3BeieHHH. B pycckoii ka-
MEpHO-BOKaIbHOMN My3bike [TyriknHa MoxxHO Ha3BaTh «I1o3ToM Ne 1», BO MHOTOM Onaropaps ero
M0A3MH HCKYCCTBO Poccun ano Mupy BBLIAIOMIEECs 00pa3Ibl BOKAIbHOM THpuKy. [TynkuHckue
pomancel Muxauina I'nunku, [Terpa Yaiikockoro, Cepresi PaXMaHHHOBa BXOAAT B 30JI0TOM (OH]T
MHpPOBOH Kiaccuky. [locme Tux mieneBpoB mucath Ha CTUXH IlymkuHa — cepbe3Has TBOpUe-
ckas 3asBKa. bopuc YaitkoBckuil nuknom «Jlupuka [TymkuHa» 1okasan, 9To u B KoHIe XX Beka
TaKoKe BO3MOXKHO YHHKAIbHOE My3bIKAIbHOE IPOYTEHHE ITyMIKUHCKOTO CIIOBA. DTO, MOXKAIYH,
Iydilee COYMHEHHE HA CTUXH BEIMKOTO [03Ta, CO3AaHHOE B 10Xy Hoseifmeid uctopun — 10-
CTOMHBII BKJIAJ B «MY3bIKAIbHYIO ITyIIKHHUAHY.

Tanuna OBCSIHKMHA
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