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EBT'EHUH BAPABKO
GAHTA3HH JIJIA K/IAPHETA

HA TEMbI HTA/IbAHCKHX OIIEP

EVGENY VARAVKO
FANTASIAS FOR CLARINET
ON THE MOTIVES FROM ITALIAN OPERAS

JIynayxku Baccu

1 KoHnreprHas paHTa3us Ha TeMbI U3 oriepsl Bepau «Puronerto» . . . . . . . 11.43
Kapio Jenna [I>kakoma

2 ®anTasus Ha TeMbl U3 oniepbl «Tocka»,cou. 171 . . . . . ... ... .. ... 07.44
Kapn Bepman

3 Bnectamas danTasus «BocrioMuHaHMs o0 BeyummHM», cOu. 52 . . .. .. ... 17.34
Honaro JloBpenno

4 ®danTa3us Ha TeMbI U3 onephl «ban-mackapag»,cou.44. . . . ... ... ... 11.30
Kapio enna J>)kakoma

5 ®anTa3us Ha TeMbl U3 ortepsbl «CelbCKast YecTb», CO4. 83 . . . . .. ... .. 11.22
ITa6mo ge Capacarte

6 KonueprHas daHTa3us Ha TeMbI U3 orepbl «KapmeH», cod. 25
(apamk. HUROMSI BalbAEPY) . . . ¢ v v v e e e e e e e e e e e e e e e 10.18

O6ee Bpems: 70.09

EBrenuit BapaBko, k1apHem
Anppeir CTyKanos, popmenuaqo

3Bykopexuccep — Mapust CoboneBa

Luigi Bassi

1 Concert Fantasia on Motives from Verdi’s Opera Rigoletto . .. ... ... .. 11.43
Carlo Della Giacoma

2 ToscaFantasia,Op. 171 . . . . . . . i i e e e 07.44

Carl Baermann

3 Souvenirs de Bellini. Fantaisia brillante,Op.52 . . ... ... ... ....... 17.34
Donato Lovreglio

4 Fantasia sull’opera Un Ballo in Maschera,Op.44 . . . ... ... ........ 11.30
Carlo Della Giacoma

5 Fantasia Cavalleria Rusticana, Op.83 . . . . . . . . . . it i it i 11.22

Pablo de Sarasate
6 Carmen Concert Fantasia, Op. 25

(arr.NicolasBaldeyrou) . ... ... . ... ... 10.18
Total time: 70.09

Evgeny Varavko, clarinet
Andrey Stukalov, piano

Sound engineer — Maria Soboleva
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EBT'EHHV BAPABKO

DAHTA3UU JIVIA K/IAPHETA
HA TEMbI UTA/IbAHCKHX OIIEP

Ibechl B kaHpe (GaHTa3uUM UMEIOT MapamoKCcaabHyI Cyaboy. OHM YacTo 3ByYaT
Ha KOHIIepTax U 10 Paauo, HO BCTIOMHUTD XOTs ObI HECKOIbKO Ha3BaHMI MO, CUITY
ObIBaeT, KaK MPaBUIO, JIIIIb CAMUM UCIIOMHUTEISIM. Bee iesio B pupoe kaHpa,
Ha MepBbIit B3I/, BTOPUYHOTO, HO TIPY 3TOM UPEe3BbIUaiHO JKU3HECTIOCOGHOTO.

Ero pacnpoctpaHeHue mpunuiocb Ha XIX Bek, KOrga MHTepecamy IMIMPOKOM
My6IMKM BiIafieia UTa/IbsTHCKas oriepa. OmepoMaHbl 3HaIM apyUy HAU3YCTh, TIEJIN UX
3a Ipeie/iaMy TeaTpOB, 00beIVHSIMCH 110 BKYCOBBIM MPEATIOUTEHUSIM U «6OIeTn»
3a KOMIIO3UTOPOB-GhaBopuTOB. O6/IerdieHHbIM BapMaHTOM sKaHpa dhaHTa3um ObII0
TIOITyppPH, CBOEr0 poJia PEMUKC, AOCTYITHBIN CITOCOO YCIBINIATL MEIOAUN U3 JII0-
6MMBIX omep 3a Kakue-HuOyab 10 MUHYT. DTOT KaHP He MPeIonaraa CJIOKHOM
IpaMaTyprum: TOSIBJISISICh APYT 38 IPYTOM B IIpefiesiax OgHOM HeOGObIIOi TheChl,
TeMbI U3 OIlep He yCleBaau Pa3BUBATHCS WIM B3auMOelicTBOBaTh. He ciyuaiiHO
¢ (GpaHIy3CKOTO «ITOMyppU» MEPEBOAUTCS KaK «MellaHuHa». ApHOb [IEH6Gepr
mucan: «Eciau Mmy3sbika — 3TO 3aMOpOXKeHHas apXUTeKTypa, TO MOMyppu — 3TO 3a-
MOPOKEHHbIE CIVIETHM 32 KOMEHHBIM CTOIUKOM... ICKycCTBO H06aBIeHNS 610K
K Tpymam». JKaHp ¢aHTasum MMeeT O6ojiee IPEBHIO TeHeaJoruio U IMpPUMeHM-
TesabHO K XIX BeKy MOXKeT 03HauaTh KaK CJI0KHO YCTPOEHHOEe COUYMHEeHMe, pa3BU-
Baroleecs o 3aKoHaM cMM@OHM3Ma, Tak U Ibecy TuIa napadpasa. Bomenine
Ha IMCK paHTasmM OTHOCSTCS K HociemHUM. Kak ¥ B TOIyppy, B HUX 3ByYaT TEMbI
13 U3BECTHBIX OIlep, OJHAKO B MeHbIIeM KOojJuuecTBe, ¢ 60sbllieit cBOOOOO0IT Ba-
PbUPOBAHUS U MOTEHIIMAIOM Pa3BUTHUSI.

HeCMOTpH Ha OYeBUIOHOE CHMIKEHME CMBbICIIOB OINI€PHbIX CIeKTak/ei u3-3a (baK-
TUYECKU «MOHTAXKHO» paﬁOTbI C X MY3bIKa&JIbHBIM MaTepuaioMm, HpOG.TIEM C aB-
TOPCKMM IIpaBOM Yy COS,ELaTEIIEﬁ d)aHTaSI/Iﬁ He BO3HMKAJIO. OneprIe KOMIIO3UTOPDI

OBV TOJILKO Pajibl peKJIaMe, Befb, IT0 CYTH, 3TU HeOOJbIIIME ITbeChl ITPEeICTaBIISIIN
€0060i1 Tpeiiyep K MX KPYIMHbIM ITPOU3BeIeHMsSIM. XOIUT JIETeHa, UTO Bepan maxe
MIPOSIBWJT TaJIaHT MapKeToJIora M CO34al MHTPUTY, 3allPeTUB BKIIIOYATh B (haHTa-
3UM JIUIIb OAVH, HO Y’Ke TOTZa CaMblii M3BECTHBIVI HOMep «PUroneTTo» — meceHky
Tepiiora, mepeBeAeHHYIO AJIsT PYCCKOTO IMOPEeTTO Kak «Cep/iie KpacaBuIl».

[IpencTaBieHHble Ha AKcKe (aHTasuy MpemHasHAUeHbl g IysTa KaapHeTa
u oprenuano. BUpTYo3HbIit XapakTep MHCTPYMEHTAIbHBIX MMbEC U OTIPEeIesniI
UX IOJTOUTPAIONIYIO IIEHHOCTb. BUPTY03b! 6bIIN BTOPOIT TOC/IE OMEPhI CTPACTbIO
myomuky XIX Beka. [JOCTaTOUYHO BCIIOMHUTH, C KAKMM (aHATUM3MOM BOCIIPUHU-
MaJIUCh JIMYHOCTY KOMIIO3UTOPOB JlncTa 1 [laraHuHM, IPVKU3HEHHYIO CTaBy KO-
TOPbIX, KAK M3BECTHO, OGYCJIOBWIM UX CBEPXbECTECTBEHHbBIE UCIIOTHUTENbCKIE
crioco6HoCTH. PeTUIIM3aIMsI BUPTYO3HOI UTPhI MMeIa BIIOJHE MaTepUaabHYIO
MOJICITYAHYIO MIPUUYUHY — Pa3BUTME TEXHUUYECKOTO YCTPOICTBA MY3bIKaJbHbIX MH-
CTPYMEHTOB. B pe3y/ibTaTe HEKOTOPBIE 13 HUX 0OPE/I BTOPYIO KM3Hb, BBIOUBIIACH
13 OPKECTPOBBIX B COJIbHbIE. DTO MPOM3OIILIO U C KIIapPHETOM.

BakHelilyio posib B yCOBepIIEHCTBOBaHMM KiapHeTa cbirpan Kapn bepman
(1810-1885), ubst Brectstast panTasus «Bocriommuauus o BemHM» BOIILIA B 3a-
mch. OH U ero oTell 6bUTM KJIAPHETUCTAMM ITPY MIOHXEHCKOM KOPOJIEBCKOM JIBO-
pe. Kapn BepmaH m3MeHM paboTy CMCTEMBI KIallaHOB Ha KiIapHeTe, 6iaromaps
yeMy YBEeJIMUMJICS IMara30H U paciiBesl TeMOp MHCTpyMeHTa. «Hemenkasi» Bepcus
K1apHeTa bepmaHa mosb30Baiach MOMYISIPHOCTBIO B TeueHMe Bcero XIX crone-
THSI, @ eT0 5-TOMHBIV TpakTaT «[IoJHasT ITKOJIa UIPbl HAa KIapHETe» IO CUX IOP
aKkTyajieH Kak yue6Hoe rmocobue. B ®@aHTasum «BocrioMyuHauus o Be/umHmM» TeMbI
u3 onep «Hopma», «ComHaM6y1a» U OPYrux 3BydaT B JeIMKaTHOM OysTe dopre-
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EBI'EHHI BAPABKO
GAHTA3UU JUIA K/IAPHETA

HA TEMbI HTA/IbAHCKHX OIIEP

M1aHo U KiapHeTa. Tpy yacTy HAaIIOMMHAIOT KJIACCUYECKMI COHATHBINM LMK U 3a-
BepIIaioTcs crpeMuTeNbHbIM Allegro vivo, KoTopoe u oripenenmio sanuTeT brilliant
(«6necTaIas»), TPagULMOHHO MIPUMEHSIEMBIN K My3bIKe BUPTYO3HOTO XapaKTepa.

KouueprHast panTasus [Ta6io me Capacate (1844-1908) Ha TeMbl oniepbl «KapmeH»
Buse — ogHa 13 caMbIX M3BECTHBIX Y CJIOXKHBIX ITheC B skaHpe dhaHTasuu-napadpasa.
B cBoe Bpems Capacare 6bIT IPU3HAH, B IEPBYIO 0Yepe/b, KaK CKPUIIau-BUPTYO3,
a CerofHs ero CO6CTBeHHbIe COUMHEHMS CYMTAIOTCS IIISITepamMi CKPUITMYHOTO pe-
nepryapa. st Capacare nucanu Cen-CaHc, JIaymo u Bpyx, nmcan s cebst u cam
Capacate, Tak uTo (aHTa3us Ha TeMbl U3 orepbl «<KapMeH» 3Bydasa B €ro >ke Bbl-
crymienusx. [lepenoskenne danrtasum sl KiapHeta ¢ GopTenuaHo chenaa co-
BpeMeHHbII ppaHIry3ckuit KnapHetuct Hukomns Banbaepy (p. 1979). B msitm uacTsix
Y3HAIOTCST UCITAHCKMIT TaHell «AparoHec» M3 aHTpaKTa K YeTBEPTOMY [IeiCTBUIO,
3HaMmeHuTas «XabaHepar, usneBku Kapmen Hag LlyHuroii 13 rmepBoro axra, cjie-
oyromast 3a Humu «Cermanibsi», a Taxoke «lIpIraHckast mecHsI» U3 Havyajaa BTOPOTO
IeicTBus.

®daHTa3uu Ha TeMbl U3 oniep Bepau «Puronerto» u «ban-mackapany» npuHagiaexar
Jynmxu Baceu (1833-1871) u Jouaro JloBpenno (1841-1907). O6a KOMITO3UTO-
pa Taxke CJIaBWIMCh KaK UCIIOMIHUTENN U MUCAIU MY3bIKY C IPaKTUUYECKOI 11e/1bI0
060TaTUTH perepTyap MHCTPYMEHTOB. Baccy 6bLT I/TaBHBIM KJIaPHETUCTOM MUJIAH-
cKoro ornepHoro Teatpa La Scala, nonb3oBasics aproputeroM y ['anca ¢oH Bionosa
M B UMC/Ie TIePBbIX UCIIOHSUT HEKOTOPbIe ITpon3BeneHust berxoseHna. KoHmeprHas
(anTasusa Ha TeMbl oniepbl Bepau «PuronerTo» — omHa U3 15 ero onepHbIX daH-
Tasuit. Kapsepa JloBpenno cocrosiiack 6imarogapst dieiite. isBecTHeimmit dieii-
TUCT CBOETO BpeMeHM, OH HaxOAWIICS 101, TOKPOBUTEILCTBOM AjlekcaHipa [lioma:

MMPOBOE TYpHe, My6nuKaluu o JIOBpenano B Mpecce — BCe 9TO MHUITMUPOBAIOChH
McaTeeM.

IBe danTasuu Kapmo Henna Oxkakombl (1858—1929), kimapHeTUCTa ¥ My3bIKaJlb-
HOTO PYKOBOOUTEJISA KOpOJIeBCKOﬁ UTAIbSIHCKOM dapmum, HaIltMCaHbl Ha T€MbI Be-
puctckux onep «Tocka» u «Cenbckas yecTb» [Iyyumuy u Mackanbu. Vi3HauanbHO
JUTepaTypHOe TeueHue, Bepu3M Mpejrosaraa obpaiieHne K KU3HU TOPOCKOI
M CeNbCKOM 6eTHOThI Kak TaKOBOi, 6€3 Mo3TM3alumu 1 MopanuTte. Mysbika orep
ofpeneniia U SBHbI IpaMaTM3M 00eMX MbeC, He TOIbKO BUPTYO3HbBIX, HO UCITO-
BeIaJIbHBIX BBICKA3bIBaHMIf, B KOTOPBIX MapTuu (opTemnmMaHo M KiIapHeTa Haxo-
ASTCA Ha paBHBIX.

Ancamb65b k1apHeTucra EBrennst Bapasko u nuanmcta Auapes CTykanosa Ipef-
CTaBJISIET IIECTh ONEePHBbIX (aHTa3uit — BUPTYO3HBIX, HO MIPU 3TOM UPe3BbIUATHO
pa3HbiX. COXpaHUTh YUCTOTY CTUJISI B KaXKOOM OTHAE/JbHOM C/lydyae — 3ajaua elle

6osee CJIOKHAs, 4eM O 0JIETb BUPTYO3HYIO ITapTUIO.

Mapus Hesudumosa
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EBTEHHI BAPABKO
DAHTA3NMN JIJIA K/IAPHETA

HA TEMbI HTAJIbAHCKHUX OIIEP

BaimyckHMK MOCKOBCKO KoHcepBaTopum (Kiacc rpodeccopa Bukropa Iletposa)
u Ecole Normale de Musique de Paris (k1acc npodeccopa I'm Jermo) EBrenmii
BapaBko cMor 00beJUHUTb PYCCKYIO U (PAHITY3CKYIO UCTIOTHUTENbCKUE TPAIU-
1yu. EBrenuii BapaBko — My3bIKaHT, 00/1aJat0LIMii HETIOBTOPUMbBIM MSITKUM 3BY-
KOM ¥ BMECTE C TeM SICHBIM MY3bIKAHTCKMM MbIlIIeHEeM. EBreHuii 6bUT yuacTHU-
KOM MHOTMX MEXIYHAPOAHBIX KAMEPHBIX ecTuBasIei, cpeayu KOTOPbIX heCcTUBaIN
B I'paBe (Musique en Graves), B Illano-Cen-Map (Chal6-Saint-Mars), B Typeun
(Les Heures Concertantes de Touraine), decruBaim B Boctone (CIIIA) u Tannnuae
(3cTonus), a Takke «MOCKOBCKast 0CeHb», «MOCKOBCKMIT (popym», «Pycckast 3mma»
u «Bo3BpaleHue», Ioe OH HEOLHOKPATHO UCIIONHSII TpeMbepbl Muxania BpoHHe-
pa, Edbpema INograiina, Bnagumupa TapHomonbckoro, Enensr PycanoBoii-JIykac,
Apréma BacunbeBa, Kupmiia YMaHCKOTO.

Bymyuu B TeueHMe AeCSTU JIET TTEPBLIM KapHETOM AKaZeMUyeCcKoro KaMmepHo-
ro opkectpa «Musica Viva» mog, yripaBieHuem Asnekcasdapa Pynuna, EBrenuii Tak-
>Ke COTPYOHMYAN C TAKMMM OpKecTpaMu, Kak Poccuiickmii HalMOHaIbHBIN OPKeCTp,
Poccuiickuii  HaIMOHAIBHBIN (QUIAPMOHUMYECKMIT OpKecTp, locymapCcTBEeHHbIN
cuM@oHNYecKuit opkectp MMeHM CBeTIaHOBA, MOCKOBCKMMM TeaTtpamu «IIIkona
COBpPeMeHHOI1 Tibechbl», «KBapTeT U», «IkcmpomT», TeaTpom mMmeHu ITymikmHa.

C2011 roga EBrennii BapaBko BefieT K1acChl KJlapHeTa B MY3bIKaJIbHO IIKOJIE
v yumnuie PAM umeny I'necuubix. C 2012 roma — mpodeccop KiapHeTa B JIETHUX
My3bIKa/JIbHBIX akagemusix B I'paBe (Musique en Graves), MexxayHapOgHOI My3bl-
KaJIbHOI akamemuy Bo ®panuuu (International Music Stages) u LMFL (Language
and Music for Life) B Benmukobpuranun. Bmecre ¢ akkopaeonuctkoit Mapueit Bia-
coBoit ocHoBas ayaT AkClardéon, ¢ ycriexom BBICTYHAIOMIMIT HAa KOHIIEPTHBIX IJIO-
maakax Poccuu u EBponsl. B suBape 2013 roga Ha paHIly3cKOM 3BYKO3aIMChIBa-
1omeM Jieii6e Suoni e Colori Bbllies MepBbIit AUcK myaTta — Un Airs de Tangos.

MEAOAWUSI



EBTEHHI BAPABKO

DAHTA3UU JIVIA K/IAPHETA

HA TEMbI HTAJ/IBAHCK

[Mnanuct Anppeii CTyKaaoB — BbITYCKHMK MOCKOBCKOV KOHCepBaTOpum (Kaacc
npodeccopa Cepres [JopeHCKOTO), JaypeaT MHOTOUMCAEHHBIX MeKIYHapOIHbIX
KOHKYypcoB B Utanmuu, Ucnauuu, I'epmanum, @panuum u PymbiHMM. BoicTymaer
C COJIbHBIMM IPOrpaMMaMM, OPKeCTPOM, B KaueCTBe KOHLIEpTMelicTepa U apTUCTa
KaMepHOro aHcamb6sist B Poccuu 1 3a pyGeskoM.

Anppeit CTyKaJIOB paHO Hauyall 3aHMMATbCSI MY3bIKOI 1107, PyKOBOACTBOM O/l -
HOTO U3 BeAyLIMX KPaCHOSIPCKUX neparoroB MapuHbl bosspkuHoii. 3akonuni LleH-
TPAIbHYIO MY3bIKQJIBHYIO IIKOIY IIPU MOCKOBCKOI KOHCcepBaTopumn (Kinacc HuHbl
MakapoBoii). ViMeeT cojibHbIe 3amucy Ha jeitoiae Neue Sterne. Jlaypeat IIpemun
m1aBbl ropoga KpacHosipcka mosiogbim TajianTam (2013).
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EVGENY VARAVKO
FANTASIAS FOR CLARINET

ON THE MOTIVES FROM ITALIAN OPERAS

The pieces written in the genre of fantasia have a paradoxical fate. They are often
played at concerts and on the radio, but, as a rule, only the performers can recall
at least a few names. It is all about the nature of this extremely viable genre that
may seem secondary at first glance.

Its spread fell on the 19th century when Italian opera dominated the interests of
the general public. The opera lovers knew the arias by heart, sang them outside
the theaters, coalesced by taste preference, and “cheered” for their favorite
composers. Potpourri was a light version of the fantasia genre, a kind of remix,
an affordable way to hear melodies from favorite operas in just ten minutes. This
genre did not imply complex drama: appearing one after another within one
small piece, motives from operas did not have time to develop or interact. It is
no coincidence that the French word “pot-pourri” stands for “mixture.” Arnold
Schoenberg wrote, “If music is frozen architecture, then the potpourri is frozen
coffee-table gossip... Potpourri is the art of adding apples to pears.” The genre of
fantasia has a more ancient genealogy and, as applied to the 19th century, can
mean both a complex composition, developing according to the laws of symphony,
and a piece like a paraphrase. The fantasias on this album are among the latter.
As in a potpourri, they contain themes from well-known operas, but in smaller
numbers, with more freedom of variation and a potential for development.

Despite the obvious decrease in the meaning of opera performances due to the
actual editing of their musical material, the creators of fantasias had no problems
with copyright. The opera composers were only happy with the promotion,
because, in fact, these small pieces were like trailers for their large-scale works.
Legend has it that Verdi even showed talent as a marketer and created an intrigue

when he forbade including “La donna € mobile,” the Duke’s song, the only one,
but even then the most famous number from Rigoletto, in fantasias.

The fantasias featured on the album are intended for a clarinet and piano duet.
The virtuoso character of the instrumental pieces determined their long-lasting
value. Second to opera, virtuosi were the other passion of the 19th century
audience. Suffice it to recall the fanaticism with which the personalities of
Liszt and Paganini were perceived. As is known, the fame they enjoyed in their
lifetime was determined by their supernatural performing abilities. There was
a completely material underlying reason for fetishization of virtuoso playing —
the technical improvement of musical instruments. As a result, some of them
found a second life becoming solo instruments in addition to their orchestral
status. This is what exactly happened with the clarinet.

Carl Barmann (1810-1885), whose brilliant fantasia Souvenirs de Bellini is on this
album, played a very important part in the improvement of the clarinet. He and
his father were clarinetists in the Munich court orchestra. Carl Bairmann changed
the way the valve system of the clarinet worked, extending the range and making
the timbre of the instrument blossom. The “German” version of the Biarmann
clarinet was popular throughout the 19th century, and his five-volume treatise
Complete School for the Clarinet is still relevant as a textbook. In his fantasia
Souvenirs de Bellini, the themes from the operas Norma, La sonnambula, and
others sound as a delicate duet of the piano and clarinet. The three movements
are reminiscent of a classical sonata cycle and end with a swift Allegro vivo,
which defined the epithet “brillante” that was traditionally applied to music of
a virtuosic nature.
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EVGENY VARAVKO

FANTASIAS FOR CLARINET =~
ON THE MOTIVES FROM ITALIAN OPERAS

Pablo de Sarasate’s (1844—-1908) concert fantasia on the theme of Bizet’s Carmen
is one of the most famous and complex pieces in the paraphrase fantasia genre.
At one time, Sarasate was recognized primarily as a virtuoso violinist, but today
his compositions are considered hits in the violin repertoire. Saint-Saéns, Lalo and
Bruch wrote for Sarasate, and Sarasate wrote for himself too, so the fantasia on
the motives from Carmen was part of his performances. The arrangement of the
fantasia for the clarinet and piano was made by the contemporary French clarinetist
Nicolas Baldeyrou (b. 1979). In the five movements we recognize the Spanish dance
Aragonesa from the entr’acte to the fourth act, the famous Habanera, and Carmen’s
mockery of Zuniga from the first act. They are followed by the Seguidilla and the
Gypsy song from the beginning of the second act.

Luigi Bassi (1833-1871) and Donato Lovreglio (1841-1907) wrote fantasias on the
motives from Verdi’s Rigoletto and Un ballo in maschera. Both composers were also
renowned as performers and wrote music for the practical purpose of enriching the
repertoire of instruments. Bassi was the principal clarinetist at La Scala in Milan,
enjoyed authority with Hans von Biilow and also was among the first to perform
some of Beethoven’s works. The Fantasia da Concerto on the motives from Rigoletto
by Verdi is one of his fifteen fantasia operas. Lovreglio’s career took off thanks
to the flute. The most famous flutist of his time, he was under the patronage of
Alexandre Dumas: a world tour and publications about Lovreglio in the press — all
this was initiated by the writer.

Two fantasias by CarloDella Giacoma (1858-1929),a clarinetistand musical director
of the Royal Italian Army, are based on the themes from the veristic operas Tosca
and Cavalleria rusticana by Puccini and Mascagni, respectively. Initially a literary

movement, verism assumed an appeal to the life of the urban and rural poor as
such, without poetizing and moralité. The music of the operas also determined the
obvious drama of both pieces, not only virtuoso, but also confessional statements,
in which the parts of the piano and clarinet are on an equal footing.

The ensemble of clarinetist Evgeny Varavko and pianist Andrey Stukalov presents
six opera fantasias — virtuoso, yet extremely different at the same time. Preserving
the purity of style in each individual case is an even more difficult task than coping

with a virtuoso part.

Maria Nevidimova
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FANTASIAS FOR CLARINE
ON THE MOTIVES FROM ITALIAN OPE

A graduate of the Moscow Conservatory (class of Prof. Viktor Petrov) and
the Ecole Normale de Musique de Paris (class of Prof. Guy Deplus), Evgeny
Varavko has been able to combine the Russian and French performing
traditions. Evgeny Varavko is a musician with a unique soft sound and at
the same time clear musical thinking. Evgeny has appeared at numerous
international chamber festivals, including the festivals in Graves (Musique
en Graves), Chal6-Saint-Mars and Touraine (Les Heures Concertantes de
Touraine), the festivals in Boston (USA) and Tallinn (Estonia), as well as
Moscow Autumn, Moscow Forum, Russian Winter and Homecoming, where
he repeatedly premiered works by Mikhail Bronner, Efrem Podgaits, Vladimir
Tarnopolsky, Elena Rusanova-Lukas, Artyom Vasiliev and Kirill Umansky.

Having been a first clarinet of the Academic Chamber Orchestra Musica Viva
under the baton of Alexander Rudin for ten years, Evgeny also collaborated
with the Russian National Orchestra, the Russian National Philharmonic
Orchestra, the Svetlanov State Symphony Orchestra and Moscow theaters
the School of Modern Play, the Quartet I, the Impromptu and the Pushkin
Theater.

Evgeny Varavko has been teaching clarinet classes at the Gnessins Music
School and College of the Russian Academy of Music since 2011. He has been
professor of clarinet at the summer music academies in Grave (Musique en
Graves), the International Academy of Music in France (International Music
Stages) and the LMFL (Language and Music for Life) in the UK since 2012.

Together with accordionist Maria Vlasova, he founded the duo AkClardéon,
which successfully performs at concert venues in Russia and Europe. In
January 2013, the French record label Suoni e Colori released the duo’s first
album Un Airs de Tangos.
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Pianist Andrey Stukalov is a graduate of the Moscow Conservatory (class of
Prof. Sergei Dorensky), winner of numerous international competitions in Italy,
Spain, Germany, France and Romania. He performs solo, with an orchestra, as an
accompanist and artist of chamber ensembles in Russia and abroad.

Andrey Stukalov started studying music at an early age under the guidance of
Marina Boyarkina, one of the leading Krasnoyarsk teachers. He finished the Central
Music School (class of Nina Makarova). He has solo recordings on the Neue Sterne
label. He is also a winner of the Krasnoyarsk Mayor’s Prize for Young Talents (2013).
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JANMUCH 2017 T. RECORDED IN 2017.
3BYKOPEMUCCEP — MAPUA COBOJTEBA SOUND ENGINEER — MARIA SOBOLEVA
PYKOBOWTENN MPOEKTA: PROJECT SUPERVISOR — ANDREY KRICHEVSKIY

AH[IPEW KPUYEBCKUM, KAPUHA ABPAMAH

PEIAKTOP — IMUTPHI1 MACTIAIKOB

MEPEBOJ] — HUKONMAV KY3HELIOB

KOPPEKTOPbI: OJbrA TAPAHUYEBA (PYC.), MAPTAPUTA KPYTJIOBA (AHI1.)
[IM3AVH — TPUTOPVI MYK0B

(©0TO — AJIEKCAH[P MAHOB, 13 IMYHOT O APXUBA A. CTYKANOBA (C. 6, 10)
LI1OPOBOE M3JAHWE — 10JIUA KAPABAHOBA

LABEL MANAGER — KARINA ABRAMYAN

EDITOR — DMITRY MASLYAKQV

TRANSLATION — NIKOLAI KUZNETSOV

PROOFREADERS: OLGA PARANICHEVA (RU), MARGARITA KRUGLOVA (EN)
DESIGN — GRIGORI ZHUKOV

PHOTO — ALEXANDER PANOV, FROM THE A. STUKALOV ARCHIVE (P. 6, 10)
DIGITAL RELEASE — JULIA KARABANOVA
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