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HoBoe ppIxaHue, MPUOOpPETEHHOE WCIOMHATENIbCTBOM Ha ajbTe C IPUXOAOM
B uckycctBo HOpus Barimera, He 61710 6bI CTOJB IIMPOKO BHE aTMOCGhEPHI TBOpUE-
CKOTO COTPYIHMUYECTBA C KOMIIO3UTOPAMU, IUPYDKEPAMM, TIMAHMCTaMU, TIEBIIAMA. ..

deHoMeH BanimeTa — He TOMBKO YHMKAJIbHOE MacTepCTBO, CJIOBHO Obl Ipeoforne-
Baolllee rPaHuIbl BO3MOKHOCTEl MHCTPYMEHTA, HO U Jap CTPOUTENS My3bIKajib-
HOJl BcemeHHO¥, CBOIMCTBO IPUTATMBATH pPA3HOBENMKME CBeTM/Ia, 00pa30BbIBAThH
MY3bIKQJIbHbIE CO3BE3IMSI U TATAKTUKM. POCT 3TOI CIIOCOGHOCTY MPOCMATPUBAETCS
OT PaHHEro Nepuoa KOHIEPTHO AeSTeTbHOCTHM 0 CETro JHS, OpOUTA MIMPUTCS Y3Ke
Mopoi1 6e3 yyacTus caMoTro apTucTa. B mporpamme anbboMa — 3ammcy «30I0TOTO
nepuopa» paHsHel spenoctu, 1980 — Havana 1990-x rogoB, KOrga uMs elje He CTajao
OGpPEHIOM, HO Y3Ke BOCCHSIIO.

Oyst ¢ Muxamaom MyHTSHOM (p. 1935) ClIOXKWMIICS ellle B KOHCEPBATOPCKME
roapl bammera, rpu ero nmoaroroke K KOHKypcy ARD B Miwuxene (1976). [To Boc-
MMOMMHAHMSIM aJbTUCTA, MMEHHO cOHaTa Arpeggione ®panma lllybepra crana Tem
COUMHEeHMEeM, KOTOpOe IT03BOJIMJIO TIPEeOfo/ieTb BO3PACTHYIO PasHUIY M OIIYTUTD
ToJTHOe TBopueckoe ciusHue. CkazaHHOe MOATBepXKIAeTcs MucKorpadmeii: kamep-
HBIIi periepTyap balimeTa He Tak BeJIMK, HO IPaKTUUECKU BECh OH ChITPAH U 3alMCaH
B COTpygHMYECTBe ¢ MYHTSHOM. VICK/TIOUEHMEe COCTaBJISIIOT JIUITh aHcambsu co CBsi-
TocnaBoM Puxtepom B 1980-x u mouepsio KceHuneit yxke B XXI Beke, HO TO U APYyTOe,
Kak TOBOPUTCS,— JBe COBepIIIeHHO MHble MCTOPUM, He BHOCSIIME MPOTUBOPEUMS
B KOPEHHYIO (DOPMYIUPOBKY.

Vcropwms apriefykKOHa Kak My3bIKaIbHOI'O MHCTPYMEHTA XOPOIIO M3BecTHA. CKOH-
crpyupoBaHHblii B Bene HMoranHom leoprom llltaydepom, oH moHavamy MpuUBIEK
K cebe 6onbiroe BHuMaHue. Kasanoch, pellieHa IJiaBHas IIpo6ieMa Urphbl Ha CTPYHHO-
CMBIYKOBBIX: «Iafbl» Ha Tpude TMO3BOMASIIM 6e301MMO0YHO M3B/IEKATb HYKHbIE
HOTBI, UTO CWJIBHO OOGJIEr4ajo M TpoIecc OOy4eHMs, M CaMO MCIIOIHUTENbCTBO,
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0COOGEHHO Ha JII0OUTETLCKOM YPOBHE. B mepBbIif MOMEHT «IMTapHasl BMOJIa» IoKa3a-
Jlach BIIOJIHe GJ1ar03BYYHOIM M OPUTMHAIBHOM 1O TeM6py. Pa3ouapoBaHyue MPUIILIO
6bicTpo: M306pereHue llltaydepa He pacmonarano AOCTATOUHON IPOMKOCTBIO TaXKe
IIST aHCaMOJISI C TOTIAIIHYM MOJIOTOYKOBBIM (hOpPTEIMAHO, a pecypcaMu K YCUIEHUIO
He o6/agano. Ipoiie 6pUI0 YCOBEPIIEHCTBOBATH OPKECTPOBDI aJIbT, UTO TIPOU3OIILIO
yke K cepenyue 1830-x u mmo3Bonuio I'ekropy bepnno3sy co3naTh 3SHaMEHUTBIE COJIO
B cuM@onnm «laponba B Utamum». [TaMITHUKOM apIleKMOHY OCTaIach TPeXJyacT-
Has coHara llly6epra (1825), OMHO U3 IMOSTUYHENIINX CO3aHUI KOMIIO3UTOPA «HA
CTBIKe» ITO3AHEN KIaCCUKM M poMaHTU3Ma. Ha mpotsokeHmn cBoeii oyt 200-neTHen
MCTOPUM 3TOT OIIYC yallle BCEro MCIIOMHS/ICS BUOMIOHUETMCTaMMU, CYIIeCTBYIOT TaKkxKe
BepCUM [IJIS1 CKPUITIKK, (IIEITHI, KIapHeTa. PEKOHCTPYKLMS apremkiuoHa B XX Beke
CJIOKHOCTM He COCTaBWIa, M MPOCIyIIMBaHME «ayTeHTUUYHBIX» 3amluceil MpUBO-
IUT K MBIC/IM, YTO MMEHHO K &JIbTY C €r0 CyXOBaThIM TEMOPOM B CPEIHEM PErUCTpe
M HAChIIEHHBIMY HYDKHMMM HOTaMM M3HAUYaJIbHO MO/DKHA Obla TEepeiTy CoMbHas
napTusi B coHate. Micropuyeckuit Kypbes, 4TO 3TOTO Cpa3y He ITpou301iuio. He nckiio-
YeHO, BIIPOYEM, UTO TAKOBHI €llle U MHAVBUAYaIbHbIE CBOIICTBA MHCTpyMeHTa [1aomno
Tectope (1758), Ha koTopoM ¢ 1972 roga urpaet baiimer.

«Pycckass nmecHsi» Mropss CTpaBUHCKOTO — aBTOpPCKasl BepCUsl apuu U3 OTepbl
«MaBpa» 1y ckpunku ¢ dopTennaHo, Co3JaHHas HaKaHyHe KOHLIEPTHOTO TYpHe
¢ Camymnom [ymikuHbiM 1933 roga. CyiiectByeT 3annuch 1946 roga, rae KOMIO3UTOP
aKKOMITAHUPYeT B 9TOM counHeHun Hosxkedy CureTu, cBoero poja KaHOHMYECKuii
o6pasel] BorutoneHust. I[IpyMevaTesibHO HECOOTBETCTBIME PUCYHKOB TEMITA M apPTUKY-
JISIUU MEXIY MCXOMHbIM BOKaJbHBIM HOMEPOM U MHCTPYMEHTAIbHOI Mbecoii: peub
UIET He O MepesioKeHMH, HO O TIOIHOM IIepeoCMBICTIEeHUM MaTepuasa. BapuaHT o
anbTa — CAemyoUuit 3Tan yganeHus: ot opuruHana. CoxpaHMB KOHTYP aBTOPCKOTO
VCTIONHEHMS, 136eXaB, 1Mo 3aBeTy CTPaBMHCKOTO, SIBHOV «MHTepIIpeTallun», apus
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Ha 3TOT pa3 JINIInJIaCb COIIPaHOBOTO CKPUITMYHOTO TEMﬁpa. 3BY‘18.HI/IE IIPUTOM BeCbMa
OpPraHNYHO, OHO 3aCTaBJIsI€T BCIIOMHUTDb «CeBepHon 971eTui0» AHHBI AXMAaTOBOI:

«...He 51 oiHa, HO U IpyT1e Toxe

3aMeTw1H, UTO OH II0JfUacC ymeeT

KasaTbcs nmutorpadmeit cTapMHHOIM,

He nepBoK/1acCHOI, HO BIIOJIHE IMPUCTOIHOVA,
CeMUIECSATBIX, KAKETCS, TOOOB».

Konuepr gas anbra Anekcanapa YaikoBckoro (p. 1946) — counHeHue MOITHOE,
SHepPruyHoe, urpariiee poib ApaMaTUUeCKOii KyJbMUHALIMY TPOrPaMMBbl. 3a 3TUM
ormycom 1979 ropa mocyiemoBasl psifi KPYIIHBIX MPOM3BedeHMUII KOMIIO3UTOpa, CO3-
JaHHBIX OJis BalliMeTa M HaCUMTHIBAIOIMII HbIHE He MeHee ceMU HasBaHMii. Kak
¥ BO MHOT'MX KOHIIEpTax, OpMeHTUPOBAHHBIX HA MHAUBUAYATbHOCTb UCIIOTHUTEIS,
COTbHAs TApPTUSI pUCYeT IMOPTPET IMPUUIECKOTO Teposl, IeCTBYIONIEro CKBO3b HEIIpu-
SI3Hb U HEeYpSIAUIIbI MUpA, OJUIIETBOPEHMEM KOTOPbIX CTAHOBUTCS IMapTUSI OpKe-
ctpa. [MaBHOe CpeCcTBO CamMO3alUThl MPOTArOHUCTA — JMpUUecKas KaHTUJIeHa,
OTHAKO eMy M3HAuaJbHO MPUCYIIU U OCTPOTA Capka3ma, M HOTbI TOPECTHOTO MPo-
TecTa: TakKoBbl SMOIIMOHAIbHbIE CTPOU TPEX SKCIIO3MIMOHHBIX Pa3nienoB HOpPMBI.
Hanb6osbiieit MHOTOIITAHOBOCTY XapaKTePUCTMKA JOCTUTAEeT B IIEHTPaTbHOM SITN-
3071e, COJIbHOM KaaeHIIuu-MoHosore. Opdeit yBemeBaeT Qypuil 1, KasKeTCsT, MUCCUSI
€ro yBeHuYaHa: B OPKeCTPOBOM «OTBeTe» BO3HMKAeT CBETI0e BUAeHMe DIu3uyMa.
Ho uaunnusa HeBO3MOXKHA, CTPACTU JIIOACKME BCTAlOT Ha ee myTu. OpaTop, KOTO-
pBIii TOMBKO UTO IPOTIOBEJNOBAI COIJIacMe U A0OpO, SIPOCTHO B3phIBaeT HACTY-
MUBIIYI0O TAPMOHMIO M BHOBb OKa3bIBaeTCs B IJIEHy COMHEHUII Iiepel JUIIOM
Herno6eaMOro pokKa.
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IOpuit BammMeT ucronHsieT KOHLEPT BMECTe C OLHUM M3 3HAKOBBIX MTpeICTaBUTe-
Jieli OTeueCcTBEHHO My3bIkM pybeska XX—XXI BekoB Banepuem lepruessim (p. 1953).
Boiparomemycs Iupukepy Ha TOT MOMEHT ellle TOJIbKO MPeACTOSIO BCTaTh <y PyJIsi»
MapumHCKOTO TeaTpa, Bliepeu ObLIM ero rpaHAMO3HbIe IPOEKThI, HO TIOUepK Mas-
CTpO y3Ke y3HaBaemo TBepn. Jlernka dbopMbl, MaciTabbl 3By4aHus B KOHILepTe Yaii-
KOBCKOTO TIpeBelaioT 1 Gymyiiee BarHepoBckoe «Kosmblio HMOeMyHTa», U TIOMHBIM
UK/ TPOKOGBEBCKUX COUMHEHMIA.

Heuto Bpopme «buca» K mporpamme cocramiser «BamerHas cuena» Illapms
Oriocra nme Bepuo (1802-1870), nereHmapHOro CKpuIada-BMUPTyo3a, Iipodec-
copa bBproccenbCckoit KOHCepBaTOpuM, aBTopa «TpaHCIEHAEHTHOM CKPUIIMYHOM
mkosbl» (1858). PasBepHyTas mbeca (B OpUruHasie CKpUITMYHAsT) BKIIOUAET HECKOTBKO
3aMKHYTBIX MM30[]0B-BbIXOIOB: B 9TOM, OUEBUIHO, M 3aKITIOUAETCS ee «6aIeTHOCTh».
3a TeMrnepaMeHTHON MHTPAA0 clefyeT MeIjIeHHas «apysi C KoJopaTypamm» (KaJleH-
LIVOHHBIMM NACCa)KaMU MHCTPYMEHTA), fajiee IBa YMCTO TAHLIEBAIbHBIX 3MU30[a —
601epO M BaJbC, U, TTOC/IE HEOOJBIINON PEMWHNUCIIEHIIN JTUPUKHA, GpaBypHast Koaa.
CounHeHMe penepTyapHO, €ro UCTIONHSIM MHOTHME BbIAAIOIIMeCs: BUPTY03bl XX BeKa,
He 3a0bITO OHO U ceifuac. AJIbTOBast BEpCUS OT OPUTMHAIA OTIIMYAETCS CYIeCTBEHHO.
B 1ensx coxpaHeHuMs] OMHAMMUYECKOTO OajaHca M3MeHeHa OpPKeCTPOBKA: MapTUm
IOYXOBBIX 3aMEHEHbBI POSUIEM, TaK 4TO co3faercsl addekr 3ByuaHust B myxe 60Nb-
mMx aHcamoieit Muxanmna Dnuuku. TeMOPOBYIO «KOMITEHCALIMIO» CO3TAeT paciiipe-
HUe TPYIIIbI YOAPHBIX, G/1arofaps KOTOPOMY MapTUTypa MpUoGPeTaeT U3bICKAHHYIO
JIeKOpaTUBHOCTb cepenyHbl XIX cTomeTust Bo ¢GpaHITy3CKOM BKyce U 6ojiee TeCHO
CBSI3BIBAETCSI C ICTETMKONM OaneTHbIX MapTUTYp. IlapTusi commcra ocTaeTcs OChIo,
yIep>KuUBamwleit 34aHye aBTOPCKOTO CTUIISL U BbIpasuTeabHOCTU. Hu B TexHMYECKOM
COBepIIEHCTBE, HM B 9KCIIpeccuy bammeT ckpunayam He yCTyTaer.

Anexcandp Haymos
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The regained momentum that the viola received when Yuri Bashmet came into
the art would not have been that widespread outside the atmosphere of artistic
collaboration with composers, conductors, pianists, and singers. The Bashmet
phenomenon is not just his unique mastery that seems to have overcome the
limits of the instrument’s capabilities, but also a gift of the builder of the musical
Universe, the ability to attract different-sized luminaries and to form musical
constellations and galaxies. The growth of this ability can be traced from his early
concert activities to the present day, and the orbit keeps expanding sometimes
even without the artist’s involvement. The album’s program includes recordings
of the “golden period” of the musician’s early maturity, from 1980 through the
early 1990s, when the name was not a brand yet but already began to shine.

The duet with Mikhail Muntyan (b. 1935) was shaped back in Bashmet’s
conservatory years when he was preparing for the 1976 ARD Competition in
Munich. The violist recalls that it was Franz Schubert’s Arpeggione Sonata
that made it possible to overcome the age gap and feel a complete artistic
fusion. The discography proves the fact: Bashmet’s chamber repertoire is not
that extensive, but almost all of it was played and recorded in collaboration
with Muntyan. The only exceptions are the ensembles with Sviatoslav Richter
in the 1980s and with daughter Ksenia in the 21st century, but both, as they say,
are two completely different stories that do not impart contradictions to the
fundamental formulation.

The history of the arpeggione as a musical instrument is well known. Designed
in Vienna by Johann Georg Stauffer, it attracted a lot of attention at first. It
seemed that the main problem of playing the bowed stringed instruments had
been solved: the frets on the fretboard made it possible to accurately extract
the necessary notes, which greatly facilitated both the learning process and

URlL B ASH‘:Z\QIW

playing itself, especially at the amateur level. For a time, the “guitar viol”
seemed quite harmonious and original in terms of timbre. Disappointment
came quickly: Stauffer’s invention was not loud enough even for an ensemble
with the hammer piano of the time, and its sound could not be amplified. It was
easier to enhance the orchestral viola, which happened by the mid-1830s and
allowed Hector Berlioz to create the famous solos in Harold in Italy. Schubert’s
three-movement sonata (1825), one of the composer’s most poetic creations at
the junction of late classicism and romanticism, remains a monument to the
arpeggione. Throughout its almost 200-year history, this opus has been most
often performed by cellists; there are also versions for violin, flute, and clarinet.
Reconstructing the arpeggione in the 20th century was not difficult to do, and
as we listen to the “authentic” recordings, we think that the solo part in the
sonata should have belonged to the viola with its dryish timbre in the middle
register and rich lower notes. It is a historical curiosity that it did not happen
immediately. However, it is possible that these are also the individual properties
of the instrument made by Paolo Testore in 1758, the one that Bashmet has been
playing since 1972.

Igor Stravinsky’s Russian Song is the composer’s violin and piano version
of the aria from the opera Mavra. It was composed on the eve of the concert
tour with Samuel Dushkin in 1933. There is a 1946 recording on which the
composer accompanies Josef Szigeti in this work, a kind of canonical example of
performance. The discrepancy between the patterns of tempo and articulation
in the original vocal number and the instrumental piece is noteworthy: we are
not talking about transcribing, but about a complete rethinking of the material.
The viola version takes even farther from the original. Retaining the contour
of the composer’s performance and avoiding, as Stravinsky wanted, an explicit
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“interpretation,” this time the aria loses its soprano violin timbre. However,
the sound is very organic and makes us recollect Anna Akhmatova’s Northern
Elegies:

I am not the only one

To have noticed that it can

Look like an old lithograph sometimes,
Not a first-class one but quite decent,
From the seventies possibly.

The Viola Concerto by Alexander Tchaikovsky (b. 1946) is a powerful,
energetic work that plays the part of a dramatic culmination of the program.
Written in 1979, this opus was followed by a number of the composer’s major
works created for Bashmet and now numbering at least seven. As is the case
with many concertos focused on a performer’s personality, the solo part draws
a portrait of a lyrical hero who marches through the hostility and troubles of
the world, the personification of which is the orchestra’s part. The protagonist’s
main means of self-defense is the lyrical cantilena, but he is not initially devoid
of sharp sarcasm and notes of woeful protest: such are the emotional structures
of the three expositional sections of the form. The characterization reaches its
greatest diversity in the central episode, which is a solo monologue cadenza.
Orpheus admonishes the Furies, and it seems that his mission is crowned: there is
a bright vision of Elysium in the orchestral “response.” But the idyll is impossible
as human passions stand in its way. The speaker, who has just preached harmony
and kindness, violently explodes the harmony and again finds himself enchained
by doubt in the face of invincible fate.
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Yuri Bashmet performs the concerto together with Valery Gergiev (b. 1953),
one of the iconic representatives of Russian music of the late 20th and early 21st
centuries. At that time, the outstanding conductor was yet to take over the helm
of the Mariinsky Theatre, and his grandiose projects were yet to happen, but the
maestro’s style was already recognizably firm. The molding and the scale in the
Tchaikovsky concerto portend both Wagner’s Der Ring des Nibelungen and the
complete series of Prokofiev’s works.

The Scéne de ballet by Charles Auguste de Bériot (1802-1870), the legendary
virtuoso violinist, professor at the Brussels Conservatory, and author of the
Transcendental Violin School (1858), is something like an encore to the program.
Originally written for violin, this expanded piece includes several closed entrée
episodes, which obviously makes it a “ballet” number. The temperamental
intrada is followed by the slow “aria with coloratura” (cadenza passages of the
instrument), then two purely dance episodes — the bolero and the waltz, and, after
a slight reminiscence of the lyrical part, the bravura coda. It is a repertoire piece
that was performed by many outstanding virtuosi of the 20th century. It has not
been forgotten even now. The viola version differs significantly from the original.
In order to preserve the dynamic balance, the orchestration has been changed: the
parts of the winds have been replaced by the piano, so that there is a sound effect
in the vein of Mikhail Glinka’s large ensembles. The timbre is compensated for
by the expansion of the percussion group, thanks to which the score acquires the
exquisite decorativeness of the mid-19th century in the French style and is more
closely associated with the aesthetics of ballet scores. The soloist’s part remains the
axis that holds the building of the composer’s style and expressiveness. Bashmet is
not inferior to violinists either technically or expressively.

Alexander Naumov
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