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CoHaTta N2 1 (COHATa-MaAHTABMS) « « « v v v v e e e e e e e e e e e e e e s 6.14
Cemb Bapuanuit u Tema
CoHaTa N2 2 (COHATa-PUUEPKAD) « « « v v v v v v v v e e e e e e e e e e et 7.00

I. Andante misterioso

II. Allegro moderato

III. Andante

Conata N2 3 (B myxe 6apOKKO-COHATBI C TAABIPIAON) . . . o v v v v v v v . 15.07
1. Allegro giocoso

II. Andantino grazioso

II1. Gagliarda

CoHaTa N2 4 «POMAHTHUECKASI® « « « v v v v v v v v v o e e e e e e e e e 10.49
I. Allegro moderato

II. Tema u mecsaTh BapuaLmin

CoHaTa NC 5. . . . . e 7.35
Conata N2 6 (CoHaTa BOCIIOMMHAHMIM) . « . v« v v v v v o v e e e e e e u 13.07
I. Commodo

II. ManeHbKas CIOUTa TAHIIEB:

VHTpOomykuusa

B xapakTepe raBota

B xapakTepe ma3ypku
B xapakrepe skurmu

B xapaxTepe Basibca
B xapakTepe pyM6bI
IMocTnropnsa

II1. Rondino

Bonyc Tpek:
7 Menomgus Ijist AEATBI M APl . . . v v v v v e e e e e e e e e e e e

Obuiee BpeMs: 61.30

Anpgpeit Manbix, etima

Hapexna Cepreesa, apga (7)

3amnce: Hyokauit Hosropog, crynns «Toumerictep» 2021-2022 rr.
3ByKOpeXuccep ¥ MOHTaxXep — Anekcadap Pernbes



DAVID KRIVITSKY

SIX SONATAS FOR FLUTE SOLO

Sonata No. 1 (Fantasy Sonata) . . . ... .. ... .. nuene... 6.14
Seven Variations and Theme
Sonata No. 2 (Ricercar Sonata) . . . . ... . ... unenen.. 7.00

I. Andante misterioso

II. Allegro moderato

III. Andante

Sonata No. 3 (Sonatada camera) . . . .. ... ... ..., 15.07
1. Allegro giocoso

II. Andantino grazioso

I11. Gagliarda

Sonata No. 4 “Romantic Sonata”
I. Allegro moderato

II. Theme and ten variations
Sonata No. 5
Sonata No. 6 (Sonata of Recollections). . . . . . .. ... ... ....... 13.07
I. Commodo

II. The small suite of the dances:

Introduzione

Alla gavotte

Alla mazurka

Alla giga

In tempo di valse

Alla rumba

Postludia

II1. Rondino

Bonus track:
7 Melodyforfluteandharp . . ... ... ...... .. ... ......

Total time: 61.30

Andrey Malykh, flute

Nadezhda Sergeeva, harp (7)

Recorded at the Tonmeister studio, Nizhny Novgorod, 2021-2022.
Sound engineer and montage specialist — Alexander Repiev
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Hasun, KpuBunkwuii (1937, Kues — 2010, Py3a) — xommo3uTop, uieH Corosa
KOMITO3UTOPOB MockBbl. B 1960 romy okoHUmMs KrneBCcKyl0 KOHCEPBATOPUIO Kak
cKkpumady, a B 1968 rogy — xommo3utopckuit pakynapretr MHCcTUTYyTa MMeHM [He-
cuubIxX (y mpodeccopa I.JIutuHckoro). B 1966—1970 — pegakTop My3bIKaJIbHOI
penakuyu BeecorwsHoro paguo, B 1970-1983 romax — wieH CoBeta MOCKOBCKOTO
MysbIkanbHOro MosnopeskHoro kiny6a mpu Coro3e KOMIIO3UTOPOB.

Cospgan okosio 2000 counMHeHMi1, 3a YTO ObUT BHeCeH B KHUTY peKopmoB Iiia-
HeTbl. B ero murioMe 3sHaUMTCS: «3a CO3JAaHME CAMOIO OOJIBIIOTO KOJMYECTBA
MY3bIKQJIbHBIX TIPOM3BENEeHUII B pasHbIX KaHpaxX (Orepbl, opaTopuu, OaneTa,
KMHO- U TeaTpaJibHOVM MY3bIKM O COUYMHEHUI [JIS1 OTHENIbHBIX MHCTPYMEHTOB,
BIUIOTb 10 Gayiayaiiky U (aeiThl MUMKKOI0)». ABTOpP KHUTU «OIHOAaKTHAsI orepa»
(M., «3HaHue», 1979).

TBopueckyue MHTepechl JaBuma KpyBUIIKOrO MOUCTYHE 6e3rpaHUYHBI: OMephI
«ToxTop Kusaro» (1o B.IlactepHaky), «UepHblii 06MOpOK» (110 B. HaGokoBy),
6anetsl «Padasib ge Bamanren» (o banb3aky), «Ibimka» (o Momaccany), ceMb
cumbonmnit (ogHa U3 HUX — Sinfonia stretta Ijist AyXOBOTO OpKeCTpa), pa3HooOpas-
Has KaMepHast My3bIKa — [JISI B3POC/IbIX U IJIsI AieTeit, 6onee 30 MHCTPYMEHTaTbHbIX
KOHIIEPTOB, COJIbHBIE COHATHI JIJIsI CeMelicTBa ¢uieiiT, TPOMOOHOB, KIIADHETOB, pell-
yajile OIyChl IJIsSI CTAPMHHBIX MHCTPYMEHTOB — BMOJIb 1I’aMyp, BUOJIBI la ramMoa. ..

Ilo mHeHMIO TOKTOpa MCKycCcTBOBeneHwms, mpodeccopa I'eoprust Kpayxmiuca,
«3Ma UHMEHCUBHOCMb MBOPUECINBA 80 MHO20M C853AHA C 0c0001i cydb0oii uenosexa,
07151 KOMOP020 MY3blKA COCMABNSLA, MONCHO CKA3AMb, OCHOBHYIO (hopMYy Cyujecmeo-
8aHUsL, NOMO2as npeodojiesams Mmsienslli, Heusneuumslli Hedye, Haxodums 8 cebe
meopueckue CUibl, OWYWame 8ulClUULI CMbICT HU3HU. B mo e epems Jasud Kpu-
suyKuli yougumensHsiM 00pa3om couemas no210WeHHOCMb MY3blK0W KaK makosot,
€ NOCMOSIHHBIM paculupeHuem o0uie2o 2yMaHumapHoz0 Kpyzo3opa. B e2o uHmepecHsix
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paccyxoetusx o cobCmeeHHOll My3biKe JieeKo 3aMemums 3HAMOKAd MHO208€K0801
uesi08eueckoti Myopocmu (8 mom uucie aHMU4HOU), UCMOPUKA MY3bIKU, MeopemuKa
u 8000uUie Mbicumes, 07151 KOMOP0o20 MY3bIKAIbHbLE 36YKU CTMAHOBAMC HOCUMeEIMU
KaK 0bl Yen020 chekmpa 8HympeHHez0 2J1yOUHH020 CMblC/Id. B uzeecmHoli Mepe oH Onst
coomeemcmeyrujux UchosHumeseti CmaHosunmcs KOMno3umopom-nedazozom, cmpe-
MAWUMCS pa38UaAMdb UX 8000paxceHUe, MHO20CMOPOHHee NOCIMUMCEHUE UZPAemozo».

TBopueckas Ipysk6a C BBIAIOIIMMMUCS MY3bIKAHTAMM, CpeA KOTOPBIX AUPU-
skepol [eHHaguit PoxxaectBeHckuii, ApHonbg Kan, Anekcanap Ckynbckuii, FOpuit
HukonaeBckuii, Muxamn HOpoBckuii, ckpunaun Amnexkceit bpynu, Unbsa Kasnep,
Anena baeBa, nuanuctol EnnsaBeta JleoHckasi, AHaTOnMi BegepHUKOB, BUOIOH-
yenucThl AnekcaHap PynuH, KOpuit JlIoeBcKMii — repeuncieHye 3aHsuIo Obl He OTHY
CTpPaHUILy, — TIPMBEJa K CO3MAHUIO COUMHEHMUI, TPeOYIOINMX OT MCITOMHUTEIEN
BUPTYO3HOTO BJafeHUsI MHCTPYMEHTOM M TOHYAMIIero My3bIKaJIbHOTO BKyCAa.
0Oco060 X0Teyoch 6bI Ha3BaTh TEX aPTUCTOB, KTO HE TOJIBKO CaM UTpasl, HO U IPU-
0611a1 K My3bIKe KOMIIO3UTOPA CBOUX YUYEHUKOB: 3TO Mpodeccopa MOCKOBCKOIA
KoHcepBaTtopuu Apyapn 'pau, Muxaun Bockpecernckuii, Mapuna SlmBunm, mpo-
(eccopa PAM nmenu I'necunbix Bepa HocuHa, Bnagumup Kynpst, ViBau ITyieunn-
KOB, ABaHrapp, ®enoToB 1 MHOTMe Jpyryue, He TONbKO B MOCKBe, HO M BO MHOI'MX
ropopax Poccumn.

Kaxxmoe coumHenme [aBuma KpuBMIIKOTO — OCOOBII MUP, OPUTMHATbHBIN
06pasHbIit CTPOIt, CBOe HEIIOBTOPUMOE 3BY4YaHMe, OTJIMUHOE OT APYIUX COUMHe-
HMii. CaM KOMIO3UTOP TPereTHO Ha3bIBAI UX «MOMU AeTu». ECTb B HUX eCTBU-
TeJIbHO HEUTO 00Ilee, YKIAAbIBAIOIIEECS B TIOHSITHUE «aBTOPCKUIA CTUIIb»: TIPEKIe
BCEro Mejoayuyeckasi HacbIeHHOCTbD, SIpKMe, 3alIoMiHaoIecs: Tembl. CaM KOM-
MO3UTOP CUMTAJ, YTO Cpeau BCeX KaTaKJIM3MOB IMOBCeIHEBHOCTM MYy3bIKa TO/DKHA
HeCTU KpacoTy JIIOMISIM.

B cBoMX MpOM3BEOEHUSIX KOMIIO3UTOP CBOGOMHO OOpaIaeTcs K CTMIMCTUKE
06apOKKO, pOMaHTH3Ma, TTIOMeIIast UX B KOHTEKCT COBPEMEHHOTO SI3bIKa: eMY yIa-
eTCsl HaiiTV HOBbIe TAPMOHMM, CBEKME MEIOINUM, CBOIO «MHTOHAIIMIO» B paMKax
TaK Ha3bIBA€MOTO TPAIUIIMOHHOTO IMCbMa, 000TrallleHHOTO ¥ OTIBITOM KOMITO3M-
TOpa B 06/IACTH «CePUITHOM» TEXHUKM, U €T0 TOIM(POHNIECKUM MCKYCCTBOM.

Jloroc 3Byuaiieii ¢uieiiThl

B Haciequm kommosuTopa IaBrga KpvBUIIKOTO couMHe s 11 JIeAThI M aHCaMOIn
C yyacTMeM 3TOr0 MHCTPyMeHTa 3aHMMAIOT IoueTHoe MecTo. Eile B 1oHOCTY KpuBuil-
KM ITAIIIEeT COHATY AJ1s (uieiiThI coito (1960), a moc/ie 3HaUUTENbHOTO ITepephIBa CO3AAET
oYapoBaTebHbIe MHCTPYMEHTATbHbIE aHCamMOIM — MajleHbKYI0 KOHIIEPTHYIO CIOUTY
N2 1 mnst eiiTel, KapHeTa U darora (1963), IBe mbechl O (eiiThl, robosi, Kiaap-
HeTa, (parora u BanTopHsI (1970). B mmojie 3peHust KOMIIO3UTOpa ObUTM BCE PA3HOBUIHO-
ctv edtThl. ITo 3aKa3y BbIJAIONIETOCs poccuiickoro dueitticta Anekcanapa KopHeesa
KOMIIO3UTOp COUMHMIT KOHIIepT AJ1s1 anbToBOi GmeitThl M cTpyHHBIX (1981), mo3gHee
IUISL 9TOTO MHCTpyMeHTa — «TeMy ¥ ceMb Bapualuii IjIs1 albTOBOM GuieiThl» (1987).
B cepenure 1990-x crmmcoxk pemkocTeit nmpomoskuay KamepHast coHaTa aj1s1 6acoBoii
dneiitel (1994) u VBepriopa 11 ¢uieiTbi-mMkKono (1995). dneiiTa B KaMepHbIX KOM-
Mo3uIySIX y KpMBUIIKOTO TpecTaBeHa Kak B MIPUBBIUYHBIX, TAK M B HEOOBIYHBIX KOJI-
naboparysx. Tepuer st ¢reitTel, cKpunku u BuoaoHueau (1986), Tpuntux mms
GrneitThl 1 6ananaiku (Bepcus o1t mompsi) (1995), KaHoHnueckast coHaTa 1yist QieiiTh
u ro6ost (1997), «<Menopusi» myist ettt v apdbl (2001) 1 MHOTOe VHOE.

Cpenyt MCIOTHUTENEN, BOOXHOBISIBIIMX KOMIIO3UTOpPa Ha TBOPYECKME TIOU-
CKM, HY’>KHO HasBaTh Mpuny Jlo36eHb — conucTky ['ockamesmibl Poccun, Bamepust
Psa6uenko 1 MapuHy BoposxiioBy, conmuctoB I'ocopkectpa Poccuu, maypeata Mex-
IYHApOOHBIX KOHKypcoB Onbry HByrieiikoBy, mpodeccopa Bragumupa Kynpro,



JIABHJT KPUBHILIKUV

HIECTb COHAT JUVIA @JIEUTBI COJIO

He TOJbKO KOHILlepTUpywilero deitTucTa, HO U IupYskepa. biaromaps ero nHu-
[IMaTUBE HEOJHOKPATHO 3ByYaau Oosbiive (ieifToBble aHCAMOIU — IO9Ma ISt
BocbMU conupymouux dueitt Alla prima (1989) u KonneptHas mysbika N2 19 mjis
IBEHAAIATH CONMMUPYIOMMX dreiiT «Bpems TedueT, BeUHOCTb HensMeHHa» (2002).

Anb6ept Panibaym conmupoBan B KoHiiepre st GUIeiThl ¥ CTPYHHBIX, KOTOPBIN
661 McronHeH B 1989 ropy nereHgapHbiM [ocymapcTBEHHBIM KaMEPHBIM OpKe-
crpom CCCP (6GapiraeBCKMM) € aBTOPOM 3a OUPMKEPCKUM IynbToM. B 2012 rogy
K KoHiepTy obpaTmnach KOMaHIa MOJOABIX apTUCTOB: (ueiiTucTka Hatanbs
Benokonenko BeicTynmiaa ¢ l'ocymapcrBeHHOM AKameMudeckoii CMMGOHNYECKO
Kamesioin Poccuu nop, ynpasiaeHnem Ounria YnskeBCKOro. Jta ke MmapTuTypa
CTaJia IOBOZOM [IJIsI 3HAaKOMCTBA C TBOPYECTBOM KOMIIO3UTOpA apTUCTA (a HbIHE
u aupektopa) ACO Huskeroponckoit punapmounu Auapest Masnbix. C 9TUM COMn-
cTOM U KosmekTuBoM KoHuept npossyuan B 2008 rogy mog, yripaBiaeHueM Ajek-
caugpa Ckymbekoro. M 3atem AHmpeit Manbix obpatwics K c6opHuKy «lllecth
COHAT AJis e ThI CO0», UTOTOM PabOThI HaJl KOTOPBIM CTaJIa 3aIMCh IMCKa.

[To cioBaM MysbIKaHTa, «pabomams HAd coHamamu 0blL10 GE3YMHO UHMEPECHO —
uepe3 HeNPOCMOoU NOHAuALy (HO OUeHb eCMeCMEeHHbIl U MOUHbIL) A3bIK KOMNO3UmMopa
NOZpy#amscs 8 MUpbl €20 MYy3bIKU, MUpbl 0€32PAHUUHBIX, “KOCMUUECKUX” pA3mepos,
obpawarwuxcs, mem He MeHee, K dyule U 4yscmeam Kaxdozo uenosekd. Oma My3slKa
Hecem yodusumesnpHyl0 pacocms, nomoeast 0CO3HAMy cebs KaK uacmuuky 6CeneHHOll
U yes0geuecmea.

«[Ipupoda u my3sika — HeXcHAss MpenemHOCMb U 21yOUHA: He MO JiU J1020C 38Y-
uaujeti ¢eiimeot?..» Takoii 3ar0JIOBOK A KOMIIO3UTOP IPeIBapsIIOMUM COOPHUK
COHAT 3aMeTKaM — CBOero poja TPaKTaTy, Ilie aBTop 3aTparuBaeT dhumocodckue,
3CTeTUYECKME U TEXHOJOTMYECKIE BOIIPOCHI, BOTHOBABIINE €r0 B MOMEHT CO37a-
HYS MY3BIKN.

«lllecms coHam» — Yyuka, 06se0uHeHHbLl onpedeneHHbIMU OpamamypeuiecKumu
C6A35IMU, UNU — WeCMb CAMOCMOSAMENbHbIX NPOZPAMMHBIX KOMNO3UYUll, UCnon-
Hsemovix ad libitum (mo ecms, 00Ha coHama, mpu coHamsl U m.0d., N0 HEAAHUIO
ucnondumenns)?» Takoit BOIpoOC CTaBUT mepen, OYAYIIUM UCIIOTHUTENEM aBTOP
M TIpepjiaraeT HeCKOJbKO pelineHuit. ToBopst 0 mMakpodopme «IecT COHAT»,
HNaBupn KpuBULIKMIT TIMCANT: «Mbl NOMYUUM 6€CbMda JH0OONBIMHYI0 CMPYKMYPHYIO
Quzypy — “sakpyeneHHo-pa3oMKHYmMyw” no ceoeii myssikaasHoli cymu. Ilepsoie
yemesipe COHama! UOLTIHO U MY3bIKAJILHO NPedCmasaaom “manelili Kpyz”, 3amem éHe-
3anHbLT IKCNPECCUsHbIl NPopws, “ycmpemieHHsill eneped, 8 Hesedomoe” (Ilamas
coHama). OOHAKo e KOpHU ocmarwnmcs, pyHoameHm He 83pbvleaemcs — Xpam, euje
Gonee 6036bllIeHHDIIL, UeM npexcde, cusem, “Uzpas 3010MbIMU KYNOAAMU U38eU-
Hyto nectto niobeu”. Ommemum, umo Ilamas conama He umMeem agmopcKozo noo-
30207108Kd, KOMOPbLil 8 OAHHOM Cyude ckogan 0st “2n06ansHyr uderw”, o0ekas ee
6 KOHKpemHwle “pamounsie éepuzu”. Conama socnomunanuti (N° 6) — sub alia forma
(8 uHoil (opme) 3ampvikaem “Gonbuioli Kpy2”. Imo — cuHmes 6cezo npedvldylezo
MY3bIKATILHO20 PA38UMUSL».

[Ipu sTom Kaxkpas COHAaTa, MO MHEHMIO aBTOpa, — CAMOCTOSITEJIbHOE MTPOU3-
BelleHMe, CO CBOMMM Xy[NO)KeCTBEHHBIMM M TEXHMYECKMMM 3amadaMy, KOTOpoe
BIIOJIHE MOXET (Y4TO yKe JOKa3aHO MCIOJHUTEIbCKON MPAaKTUKOI) MUCIIOMHATHCS
CaMOCTOSITENIbHO.

Eciu paccmaTpuBaTh 1o cTpykType, To CoHata N2 1 0603HaueHa KOMITO3UTO-
pom kak CoHaTta-daHTa3us, HanMcaHHas B bopme Bapualuit U TeMbl.

Puuepxkap-conara (N2 2). CrapuHHbIi monMpOHNYECKUit KaHpP, KaK MUIIeT
KOMIIO3UTOp, «cledyem mpakmoeams cKopee UHOCKA3AmenvHo, dem 00CN08HO.
Cmblcn e20 — noUCK HOBbIX (hopM, mexXHUUeCcKUX cpedcma, dJisl 8apbUpoBaHHO20 Pa3su-
mus, couemaHusi HeoXUAaHHO-NapadokcaibHulx 3nu3odos. CoHama — mpexuacmua,
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ee npomomunst 8pemeH no30Hezo PeHeccaHca 80cx001m K MHO2OMEMHbBIM pudepKa-
pam, 6 KOmopwix CKYAbNMYpPHO OUEPUEHHOU memMe Npomueonocmasasioncs npemio-
JuiiHbie, apuayuoHHble, CKpblMo noauguHoueckue pasoeis.

Conara N2 3 umeer HasBaHue Sonata da camera, OTChIIass Hac K 3IIOXe
6apoKKO. JKaHpOBbIE CBSI3Y IBHO IIPOSIBIISIIOTCS BO BTOPO#1 yacTu — «Tema u Bapu-
auum ¢ TyoasiMu» U TpeTbeit — «Tanbspaar.

Conata N2 4 «PomaHTHMueckass» MMeeT [OBYXYaCTHYIO CTPYKTypy. IlepBas
yacTh — coHaTHOe Allegro, BTopas vactb — Tema u 10 Bapuauuii (3aBepiieHye
«MaJIoro Kpyra» COHar).

Conara N? 5. OpmHouacTHasl, 6e3 Ha3BaHMS... Kak yTOUHSIET KOMIIO3UTOD,
«MOXCHO, NOXCaYtl, 0aMb COUUHEHUIO NPOZPAMMHblE N003a20n08KuU: “TIpopbie 8 mauH-
cmeeHHylo 06nacme 6simus” unu (6onee npocmoe) — “Conama-mononoz”. Cerzpams
IIamylo coHamy xcenamenbHo HA OOHOM ObIXAHUU, NPepbIBUCIOM, CO “8300xamu
U 80NJIIMU 0 NOMOWU” — HO HA eOUHOM!»

Conara N2 6 («CoHaTa BOCIIOMMHAHUIT») — TpexdyacTHas1. [Iporiutupyem dpar-
MEHT U3 «3aMeTOK KOMITO3UTOpar: «3amvikas Bonvuioli kpyz, nodeods umozu écezo
npedvidyujezo, Conama N2 6 packpsieaem deepu 01 HOBbIX MY3bIKAIbHBIX C8epule-
Hutl. ITosmomy 30ecb ymecmeH napagpas cmuxos [Jawme: “Vmell Hadexcdy, 6CsK
cioda sxodsawuti” (Conservate speranza, que voi entreste). Illecmas conama, 606pas
8 cebss memMamusm npeoviOywUX COHAM, KOHMAMUHUPYS €20, A8UIACL 8 HAHPOBO-
dopmansHom o0nuxke nacmuuyo (M3HAYAIbHO OIIEPHBIN >KaHpP, IMOCTPOEHHbI
Ha KOMIWISIIMY 3aMMCTBOBAHHOM MY3bIKM M3 HAaNIMCAHHBIX paHee COUMHEHUI —
npum. E.K.).

Ilepsas uacmw npedcmasnsiem co00ti COHAMHYIO HOPMY C HECKOJIbKUMU pa3pabdo-
mouHbIMU dnuU300amu. Xapakmep My3viKuU 6 YeJIOM JUPUKO-HOCMabzudeckutl. “Mue
danexoe 8pemst Mepewumcs’”..., Kak nucai noam.

Bmopasa uacme — maneHvkas ciouma maryes. OcHogHas mema “ManeHwKoll
cloumsl maHyes” (c8oezo poda naccax;c 8 cmopoHy les Branles) HanucaHa 6 gude KoH-
mamunayuu deyx mem u3 Conamsl-puuepxapa u CoHamel-gpanmasuu.

B yenom - “Manenvkas crouma maxyes” — peKOHCMpYKYus 6apouHoli napmumei.
Tpedcmasum cebe panmacmuueckyio kapmury — Bax unu @pobepzep 8006paxcaemo
ABAAOMCA K HAM U NUWYM c80U ulededpsl ce200Hs, celiuac, 30ece. Bom supmyansHas
npozpamma nodo6HOIl cloumslt:

L. lnmpoodykuus

I1. B xapakmepe 2asoma
III. B xapakmepe ma3ypxu
1V. B xapaxmepe xcuzu

V. B xapakmepe sanvca
VI. B xapakmepe pym6bl

@uran Rondino (komopetii Moz 661 6bimpb VII uacmuto ctoumal) Kaxk 6st 80cKpeuiaem
MYy3bIKy 8enukozo M. I'aiidna. B suxpesom nomoke “Allegro giocoso” 6 nocneduuii pas
803HUKAIOM Kakue-mo 00passt npedsvldyujezo 8 c60eM HeyKI0HHOM nugazopetickom
cmpemJieHUU 88epx, ewje 00UH 8UMOK CNUPAU, euje 8biuie — 00 CamM020 8ePUILHHO20
MOHA, 803MOMH020 Ha (ielime».

Eszenus Kpusuykas
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Anpgpeit Mansix (dueiita) ponwics B 1960 romy B Ilepmu. Ilocie okoHYa-
HMSI LIKOJBbI TPU roga yuywics B IlonmuTeXHMYeCcKOM MHCTUTYTE, IOCIe apMum,
B 1988 romy, okoHums ITepmMcKoe My3bIKaJIbHOE YUMITHIILE 110 Kitaccy ¢uieiiThl y Jleo-
Huga ConHuena. B 1993 romy okoHums [opbKoOBCcKyo (HukKeropoackyiw) KOHCepBa-
Topuio B kitacce I0pust Poma, B 2001 rogy — acCUCTEHTYPY-CTaXXUPOBKY y AsibGepTa
Todmana. [TapamienbHO 00yueHMIO TIperofaBan GueiTy B My3bIKaIbHON IIKOIE
u koHcepBaTopuu HuskHero HoBropoga. B 1991 romy Havan pa6oty B CumboHU-
yecKkoM opkectpe Huskeropozckoit pumapmonum B kauecTBe GuieiiTicTa, o3gHee
coBMeIIas ee ¢ paboToit acCUCTeHTa OUpUKepa U IUPEKTOpa opKecTpa (110 HaCTO-
siee Bpems).

ConbHO, B COITPOBOKAEHMM OPKECTPa, a TaKKe B COCTaBe aHcaMOei ChIrpast
HEeMaji0 pa3HOOOpa3HbIX MPOTPaMM, B TOM UMCIe UM IKCKIIO3UBHBIX: «Dreiita
B PYCCKOIT My3bIKe», Bce coHaTsl M. C. Baxa st ¢uieifTsl ¥ KiaBupa (C OpraHom),
BCe KBapTeThl Mo1iapTa u Ap., IpeMbepbl COUMHEHMU COBPeMeHHbIX KOMIIO3UTO-
POB Ha CIIeHaX MHOTMX ropofioB Poccun 1 3a py6eskoM.

C 1989 ronma siBasieTcst UIETUCTOM HVDKETOPOMCKOV POK-TPYIIIbI «XPOHOII»,
C KOTOPOJ MHOTO TaCTPOAMPOBAJ U 3amucag Heckoabko CD u BMHMIOBYIO TUIa-
CcTMHKY Ha «Menonnu» B 1991 rony.




JIABHJT KPUBHILIKUV

HIECTb COHAT JUVIA @JIEUTBI COJIO

Hapeskna CepreeBa (apda) okoHumsia MOCKOBCKYIO TOCYapCTBEHHYIO KOH-
cepsaTtopuio umenu I1. M. YaitkoBckoro B kinacce npodeccopa Mpunsi [lammHcKoiA,
yueHU1IbI Bbifatoeiicst apductku XX Beka Bepsl dynosoii. Hameskna Cepreesa —
JaypeaT MeXIyHapOJHbIX KOHKYPCOB, BefleT aKTUBHYIO MY3bIKaJbHYIO U Mearo-
TUYECKYIO IesITeIbHOCTbD.

ApducTka racTpoaMpyeT ¢ pasaMyHbBIMM IIporpaMmamu B ropomax Poccum,
Eponsl 1 CIIIA ¢ 2013 roga. B kamepHOii My3bike ITapTHepaMyu Hageskabl BBICTY-
MaloT UTAIbSHCKME duieiiTuctsl Maypuiino Bunbspaenu u dupuko CapTopu, poc-
curickue ckpuriaun Hagexxna OcrtamneHko u [laBua ApayxaHsH, opraHuctka Omecst
KpasueHko.

B 2014 romy 6buT 3amucaH MEPBBI JMCK COBMECTHO ¢ JHpuKe Capropwu
B Typune (Utanus). Takke Hagexxma CepreeBa COTpyaHMYAET C pUMCKOJ CTyAMeNn
Discoteca di Stato u Pagmo BaTmkaHa, KOTOpble OCYIIECTBWINM 3aIMCU IIPOU3-
BemeHuit Imuuku, Imuapa, Konneccona. B 2015 romy MockoBckast KOHCEpPBATO-
pus 3amnmcana coybHbI KOHIepT Hagexxabl CepreeBoit B PaxMaHMHOBCKOM 3ajie
M BBIMTYCTHUIA IUCK «}3 KOJIJIEKIIUMM MOCKOBCKOJ KOHCEpBATOPUM».

C 2016 roma mpenopaet B JIMII umenn C.U. TaneeBa B MockBe. OmHOBpeMEHHO
SIBJISIETCSI PYKOBOAMTEIEM aBTOPCKOII IMporpaMmbl «ApducTbl ApTera» MexkayHa-
POAHOTO AETCKOTOo eHTpa «ApTek». B 2019 romy npurnaiieHa Ha JODKHOCTD Kypa-
TOpa KOHILIEPTHBIX MTporpamMm ['0CcyITapCcTBEHHOTO UCTOPUIECKOTO MY3esl.




DAVID KRIVITSKY

SIX SONATAS FOR FLUTE SOLO

David Krivitsky (1937, Kyiv — 2010, Ruza) was a composer and member of
the Union of Composers of Moscow. He graduated from the Kyiv Conservatory as
a violinist in 1960. In 1968, he also graduated from the composition department
of the Gnessins Institute where he studied with Prof. Heinrich Litinsky. Between
1966 and 1970, he was an editor at the Musical Editorial Board of the All-Union
Radio. From 1970 to 1983, he was a member of the Council of the Moscow Musical
Youth Club under the Union of Composers.

He created about two thousand works, an accomplishment that allowed him to
become a part of the Planet’s Book of Records. His diploma reads: “For the creation
of the largest number of musical works in various genres (opera, oratorio, ballet, film
and theater music to works for individual instruments, up to the balalaika and piccolo
flute).” He also wrote the book One-Act Opera (Moscow, Znanie, 1979).

David Krivitsky’s artistic interests were truly limitless: the operas Doctor
Zhivago (after Boris Pasternak) and The Black Swoon (after Vladimir Nabokov), the
ballets Raphaél de Valentin (after Honoré de Balzac) and Boule de suif (after Guy
de Maupassant), seven symphonies, including Sinfonia stretta for wind orchestra,
diverse chamber music for adults and children, more than thirty instrumental
concertos, solo sonatas for flutes, trombones, and clarinets, and very rare opuses
for period instruments like the viola d’amore and viola da gamba.

According to Georgy Krauklis, a doctor of art history and professor, “this intensity
of creativity was largely connected with the special destiny of the person, for whom music
was, one might say, the major form of existence, helping him overcome a serious, incurable
iliness, find creative forces in himself, and feel the highest meaning of life. At the same
time, David Krivitsky had a surprising ability to combine his preoccupation with music as
such with the constant expansion of his general humanitarian horizons. In his interesting
discussions about his own music, it was easy to notice a connoisseur of centuries-old

human wisdom (including ancient one), a music historian, theorist, and thinker in general,
for whom musical sounds were carriers of a whole spectrum of inner deep meaning. To
a certain extent, for certain performers, he was a teacher composer who strove to develop
their imagination and multifaceted comprehension of what was being played.”

His artistic bonds with many outstanding musicians, including conductors
Gennady Rozhdestvensky, Arnold Katz, Alexander Skulsky, Yuri Nikolayevsky,
and Mikhail Yurovsky, violinists Alexei Bruni, Ilya Kaler, and Alena Baeva, pianists
Elisabeth Leonskaja and Anatoly Vedernikov, cellists Alexander Rudin and Yuri
Loevsky, to name just a few, led to the creation of works that required virtuosic
mastery and refined musical taste from the performers. I would especially like to
name the artists who not only played but also introduced their students to the
composer’s music: these are Moscow Conservatory professors Eduard Grach,
Mikhail Voskresensky, and Marina Yashvili, Gnessins Academy of Music professors
Vera Nosina, Vladimir Kudrya, Ivan Pushechnikov, Avangard Fedotov, and many
others who teach in Moscow and beyond.

Each of David Krivitsky’s works is a world on its own, an original figurative
structure, with its unique sound that differs from the others. The composer lovingly
referred to them as “my children.” They really have something in common that fits
into the concept of “writing style”: it is, first of all, the melodic wealth and the
bright, memorable themes. The composer believed that music should bring beauty
to people amid all the cataclysms of everyday life.

In his works, the composer freely refers to the styles of the Baroque and
Romanticism, placing them in the context of the modern language: he manages to
find new harmonies, fresh melodies, his own “intonation” within the framework
of the so-called traditional writing enriched by the composer’s experience in the
field of “serial” technique and his polyphonic art.
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Logos of the Flute Sound

The works for flute and ensembles with the participation of this instrument take
pride of place in the legacy of composer David Krivitsky. When the composer was
young, he wrote the Sonata for Solo Flute (1960) and, after a significant break, he
created charming instrumental ensembles — Little Concert Suite No. 1 for flute,
clarinet and bassoon (1963), and Two Pieces for flute, oboe, clarinet, bassoon and
horn (1970). All varieties of the flute were within the composer’s line of sight. He
composed the Concerto for Alto Flute and Strings (1981) commissioned by the
outstanding Russian flutist Alexander Korneyev. Later on, he wrote the Theme and
Seven Variations for Alto Flute (1987). In the mid-1990s, the Chamber Sonata for
Bass Flute (1994) and Overture for Piccolo Flute (1995) continued the list of rarities.
The flute in Krivitsky’s chamber works is presented in both familiar and unusual
collaborations — the Tiercet for flute, violin and cello (1986), the Triptych for flute
and balalaika (and a version for domra) (1995), the Canonical Sonata for flute and
oboe (1997), and the Melody for flute and harp (2001), and many more.

Among the performers who inspired the composer in his creative search,
we should name Irina Lozben, a soloist of the State Capella of Russia, Valery
Ryabchenko and Marina Vorozhtsova, soloists of the State Orchestra of Russia,
Olga Ivusheykova, a prize-winner of international competitions, and Prof. Vladimir
Kudrya, not just a concert flutist, but also a conductor. Thanks to his initiative, the
large flute ensembles — the poem for eight solo flutes Alla prima (1989) and Concert
Music No. 19 for twelve solo flutes Time flows, eternity is unaltered (2002) — have
been repeatedly performed.

Albert Ratsbaum soloed in the Concerto for flute and strings, which was
performed in 1989 by the legendary Barshai’s State Chamber Orchestra of the
USSR under the composer’s baton. In 2012, a team of young artists turned to
the Concerto: flutist Natalia Belokolenko performed with the State Academic

Symphony Orchestra of Russia conducted by Philipp Chizhevsky. The same score
was an occasion for Andrey Malykh, an artist (and now director) of the Academic
Symphony Orchestra of the Nizhny Novgorod Philharmonic Society to get
acquainted with the composer’s works. Featuring this soloist and the orchestra,
the Concerto was performed under the baton of Alexander Skulsky in 2008. And
then Andrey Malykh turned to the collection Six Sonatas for Flute Solo, which
resulted in the recording of the album.

According to the musician, “The work on the sonatas was hugely exciting — through
the composer’s language that at first seems difficult but very natural and accurate,
finding myself deep in the worlds of his music, worlds of limitless, ‘cosmic’ dimensions
that appeal, nevertheless, to the soul and feelings of every person. This music brings
amazing joy, helping realize yourself as a part of the universe and humanity.”

“Nature and music - gentle reverence and depth: it is the logos of the flute sound,
isn’tit?” That is the title the composer gave to the notes that preceded his collection
of sonatas, a kind of treatise, in which he touched upon philosophical, aesthetic,
and technological issues that worried him when he was creating his music.

“Are the Six Sonatas a cycle united by certain dramatic links or six independent
program works performed ad libitum (that is, one sonata, three sonatas, etc., as the
performer pleases)?” The composer poses such a question to the future performer
and offers several approaches. Speaking about the macroform of the Six Sonatas,
David Krivitsky wrote: “We’ll get a very peculiar structural figure — a ‘rounded and
open’ one in its musical essence. Ideologically and musically, the first four sonatas
represent a ‘smaller circle,” then a sudden expressive breakthrough ‘rushing forward
into the unknown’ (Sonata No. 5). However, the roots remain, the foundation is intact —
the temple, even more sublime than before, shines ‘playing the eternal song of love with
its golden domes.’ It should be noted that Sonata No. 5 has no particular subtitle,
which in this case would fetter the ‘global idea,” wrapping it in specific ‘frame chains.’
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The Sonata of Recollections (No. 6) — sub alia forma (in a different form) closes the
‘bigger circle.” This is a synthesis of all previous musical development.”

At the same time, each sonata, according to the composer, is an independent
work with its own artistic and technical tasks, which may well be performed
independently as has already been proven by performing practice.

In terms of structure, Sonata No. 1 is designated by the composer as a Fantasy
Sonata written in the form of variations and a theme.

Ricercar Sonata (No. 2). As the composer put it, the old polyphonic genre
“should be interpreted rather allegorically than literally. Its meaning is the search for
new forms and technical means for a varied development, a combination of unexpectedly
paradoxical bits. The sonata has three movements. Its prototypes of the late Renaissance
date back to multi-themed ricercars, in which prelude, variational, and covertly
polyphonic sections are opposed to a sculpturally outlined theme.”

Sonata No. 3 is titled Sonata da camera, which refers to the Baroque era. The
genre connections are clearly manifested in the second movement, “Theme and
Variations with Doublets,” and the third, “Gagliarda.”

Sonata No. 4 or Romantic Sonata has a two-movement structure. The first
movement is a sonata-allegro, and the second is a theme and ten variations
(completion of the “smaller circle” of sonatas).

Sonata No. 5 has one movement and no title. As the composer clarifies, “perhaps,
one could give the work program subtitles like ‘Breakthrough into the mysterious realm
of being’ or (simpler) ‘Monologue Sonata.’ It is desirable to play Sonata No. 5 in one
breath, intermittently, with ‘sighs and cries for help’ - but in one!”

Sonata No. 6 (Sonata of Recollections) has three movements. Let us quote
a fragment from “The Composer’s Notes”: “Closing the Bigger Circle, summing
up everything that has been before, Sonata No. 6 opens the door for new musical
achievements. Therefore, a paraphrase of Dante’s verses is appropriate here: ‘Have hope

all ye who enter here’ (Conservate speranza, que voi entreste). Sonata No. 6, having
absorbed the thematism of the previous sonatas, blending it, appeared in the genre-
formal guise of pasticcio (originally an operatic genre built on a compilation of
borrowed music from previously written works — note by E.K.).

The first movement is a sonata form with several developmental bits. The nature
of the music is generally lyrical and nostalgic. ‘A far-off time arises in my memory,’ as
a poet said.

The second movement is a small suite of dances. The main theme of the ‘Small Suite
of Dances’ (a sort of passage towards les Branles) is written as a portmanteau of two
themes from the Ricercar Sonata and the Fantasy Sonata.

In general, the ‘Small Suite of Dances’ is a reconstruction of a Baroque partita.
Imagine a fantastic picture: Bach or Froberger come back and write their masterpieces
today, now, here. Here is a virtual program for such a suite:

L Introduction

IL. In the character of a gavotte
III. In the character of a mazurka
IV. In the character of a gigue

V. In the character of a waltz

VL. In the character of a rumba

The finale of Rondino (which could be the seventh movement of the suite) seems to
resurrect the music of the great Joseph Haydn. In the swirling flow of Allegro giocoso,
some images of all that was appear for the last time in their steady Pythagorean
aspiration upwards, one more turn of the spiral, even higher — up to the highest tone the
flute is able to reproduce.”

Evgenia Krivitskaya
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Andrey Malykh (flute) was born in 1960 in Perm. After finishing high school,
he studied at the Polytechnic Institute for three years. After the military service,
in 1988, he graduated from the Perm School of Music where he studied with
Leonid Solntsev. In 1993, he graduated from the Gorky (now Nizhny Novgorod)
Conservatory where he studied in the class of Yuri Rom. In 2001, he completed
an assistant traineeship with Albert Hofmann. Concurrently with his studies,
he taught the flute at a music school and the conservatory of Nizhny Novgorod.
In 1991, he began working at the Nizhny Novgorod Philharmonic Symphony
Orchestra as a flutist, later and up to the present combining the job with the work
of an assistant conductor and orchestra director.

As a soloist or accompanied by an orchestra, and also as a member of
ensembles, he has performed many diverse programs, including exclusive ones
like “Flute in Russian Music,” complete J.S. Bach sonatas for flute and clavier
(with organ), complete Mozart quartets, and others, as well as premieres of works
by contemporary composers on the stages of many cities in Russia and abroad.

He has been a flutist of the Nizhny Novgorod rock band Khronop since 1989.
The band has toured extensively and released several CDs and a vinyl LP on
Melodiya in 1991.

Nadezhda Sergeeva (harp) graduated from the Moscow State Tchaikovsky
Conservatory where she studied with Prof. Irina Pashinskaya, a student of Vera
Dulova, an outstanding harpist of the 20™ century. Nadezhda is a prize-winner of
international competitions and enthusiastic performer and teacher.

The harpist has appeared with various programs in Russia, Europe, and the
USA since 2013. Italian flutists Maurizio Bignardeli and Enrico Sartori, Russian
violinists Nadezhda Ostapenko and David Ardukhanian, and organist Olesya
Kravchenko have been Sergeeva’s partners in chamber ensembles.

In 2014, she recorded the first release with Enrico Sartori in Turin, Italy.
Nadezhda Sergeeva has also collaborated with the Rome studio Discoteca di Stato
and Vatican Radio, which recorded the works of Glinka, Gliére, and Connesson.
In 2015, the Moscow Conservatory recorded Nadezhda Sergeeva’s recital at the
Rachmaninoff Hall and released the CD called From the Collection of the Moscow
Conservatory.

She has been a teacher at the Taneyev Children’s Music School in Moscow
since 2016. At the same time, she manages the program “Harpers of Artek”
of the International Children’s Center Artek. In 2019, she was invited to be curator
of the concert programs of the State Historical Museum.
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