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Pomanmuueckan mysbika

DA GUOACHYULAN Il OPFaHa

Romantic music
for cello and organ

Ockap Bepman (1840-1906)
CoHarTa [7151 BUOJIOHYEIM M OpraHa coiib MMHOD, COU. 58

1.1. Andante sostenuto. Allegro . . . . . . . . . . . . e 9.21
2 ILANdante . . . . .. e e e e e e e e e 7.09
BAMLAIIEZIO . . o o e e e e e e e e e e e e e e 6.07
HMoszed Paitn6eprep (1839-1901)

4. «CtpemneHue» 13 12 mbec Oas opraHa, cou. 174N23 . . . ... .. ... ... .. 2.12
5. «BeuepHss mecHsI» 13 6 MbeC 1)1 BUOJIOHYEIN M opraHa, cou. 150N22 . . . . . .. 4.02
6. «ITacTopanb» U3 6 TIbeC 11 BUOJIOHYENN U opraHa, cod. 150Ne4 . . . .. ... .. 4.58
7. «Jnmerusi» U3 6 Mbec AJis BUOJMIOHYeIN U opraHa, cod. 150Ne5 . ... ... ... .. 4.59

Horannec Bpamc (1833-1897)

Ipentogus u dyra ast MmuHop, WoO 9

S.LIIPEMIOMMST . . . o v v i e e e e e e e e e e e e e e e e 1.49
QILDYTa . . o o o e e e e e e e e e e 3.53
Illapas-Mapu Bugop (1844-1937)

Ap. nns BMonoHvenu: Anexkcanzp 3arOpMHCKUIA

10. 0 Salutaris (1894) . . . . . . . o e e e e 2.08
Anexceii lImuTtos (p. 1957)

Tpu nosTuveckue Meaoquu J1si BUOJOHYEIN K opraHa

11.1. BEUEPHSISI KAHIIOHA .« « « « v v v v v o e e e e e e e e e e e e e e e e e e e e e e 4.26
12.11. HOKTIOPH «B/IarOBEIIEHME» . . . . . . v v v v i i it e e e e e e e e e e e e et 3.11
13.1II. «Tak 3BOHKY KOMIOKOTTBHBIE TPEIIM® . « « « o o v o e e e e e e e e e e e e e e e e e 4.05
MaseHbKas Nperaus 1 aupudeckas dyrerrta

14 LTIPOMMIOMMST « . o v v v e e e e e e e e e e e e e e e e e e e e e e e e e e 1.12
15 ILDOYTETTA . o v v o o e e e e e e e e e e e e e e e e e e e e e e 1.35

Mapcens Jiomnpe (1886-1971)
CoHara 7151 BUOJIOHYEe/IM U OpTaHa Jisi MUHOP, cod. 60

16. 1L Allegromarcato . . . . . . o v v v i i e e e e e e e e e e e e 6.09
17. 11 Allegromoderato . . . . . . . v v it i e e e e e e e e 3.30
18.II1. Allegro ma non troppo. . . . « v v v v v v v e e e e e e e e e e e e e e 5.06

O6iiee BpeMs 3By4aHusi: 75.58

AnekcaHap 3aropmMHCKuMii, euononuens (1-3, 5-7,10-13, 16-18)
Anexkceii lImuTOB, opeaH

3ByKOopexuccep — AnekcaHzp Bonkos

Oskar Wermann (1840-1906)
Sonata for Cello and Organ in G Minor, Op. 58

1.1. Andante sostenuto. Allegro . . . . . . . . . . .. e 9.21
2 ILAndante . . . . .. e e e 7.09
SAMLAIIEZIO . . . e e e e e e e e e e 6.07
Josef Rheinberger (1839-1901)

4. Aufschwung from Miscellaneen for Organ, Op.174No.3 . . . . . . ... ... ... 2.12
5. Abendlied from 6 Pieces for Cello and Organ, Op. 150 No.2 . . ... ... ... .. 4.02
6. Pastorale from 6 Pieces for Cello and Organ, Op.150No.4 . . . . .. ... ... .. 4.58
7. Elegie from 6 Pieces for Cello and Organ,Op.150No.5. . . . ... ... ...... 4.59

Johannes Brahms (1833-1897)

Prelude and Fugue in A Minor, WoO 9

8. LPrelude . . . . . . . . . e 1.49
O.ILFUGUE . . . o o e e e e e e e e 3.53
Charles-Marie Widor (1844-1937)

Arr. for Cello: Alexander Zagorinsky

10. O Salutaris (1894) . . . . . o i v i i e 2.08
Alexey Shmitov (b. 1957)

Three Poetic Melodies for Cello and Organ

11.LEvening Canzone . . . . . . . .t i it it ittt e e e e e e e e e 4.26
12.1I. Nocturne Annunciation . . . . ... .. ... .. .. 3.11
13.1II. How Ringing the Bell Trills . . . . . . . . . . ... . .. 4.05
Little Prelude and Lyrical Fughetta

14.L.Prelude . . . . . . .. e 1.12
15 ILFughetta . . . . . o o e e e e e e e e e 1.35

Marcel Dupré (1886-1971)
Sonata for Cello and Organ in A Minor, Op. 60

16. 1L Allegromarcato . . . . v v v v i i e e e e e e e e e e e e e e e e 6.09
17. 11 Allegromoderato . . . . . . . o v it it e e e e e e e e e e 3.30
18.II1. Allegro ma non troPPO. « « v v v v v v v e e e e e e e e e e e e e e e e 5.06

Total time: 75.58

Alexander Zagorinsky, cello (1-3, 5-7,10-13, 16-18)
Alexey Shmitov, organ

Sound producer — Alexander Volkov



OMAHMUYLLKAR
gtpghma

A GUONOHYLALL
W OPraMa

TeM6p0BbII7[ OyST OpraHa M BMOJIOHYE/IM IIpoLie/]I B MCTOPUM MY3bIKM ITYTb OJIMH-

HBI/i ¥ HeNpoCTOii. BcTpeun «KOpOMS MHCTPYMEHTOB» C HU3KMMM CTPYHHBIMU
(BMOMIaMM ¥ BUOJIOHYE/ISIMM) HauaJlCh B 910Xy PeHeccaHca M MHOTOKpPaTHO YMHO-
SKWJIUCh B GaPOKKO, KOT/IA MOJ06HOe coyeTaHyue GbLIO0 TPUBBIYHO MPY VUCITOHE-
HuM naptuit basso continuo. K kouuy XVIII cToneTust mpouHblit aabsHC pacacs.
OpraH ocTajcs HECKOJIBKO 0334/ B Opeosie «HeEMOJIHBIX» 1JePKOBHBIX accolua-
LMit, BUOJIOHYE/b BbIPBajIach BIlepe[l, Ha MPOCTOPBI CONMPOBAHUS U BaskKHeIIe
PO B aHCAMOJISIX KJIaCCMUEeCKOTO COCTaBa.

Ha mnpoTsskeHMM pPOMaHTMYECKOTO BeKa MHCTPYMEHTBHI IIPOTpeccupoBasin
MMopo3Hb. KpacoyHOCTh M MHOToOOpasyue OpraHHBIX PErucTPOB, BO3MOKHOCTD
pUCOBaThb MPU UX TOCPEACTBE POCKOIIHbIE M TOHYAilMe 3BYKOBbIE KapTUMHBI
TIpMBJIEKaa Tellepb He MeHbIIe, ueM IIieii( BbICOKMX PEIUTMO3HBIX CMBICIOB,
TSHYIIMIACS 33 KaXKIbIM akKKOpAOM. Ileii3axk-omyXOTBOpEHME, BUAEHUE OOroB-
JIOXHOBEHHOI'O MMpa C TOpHE BbICOThI — BOT IVIABHBIN XaHP, CO3AAHHbBIA KOM-
nosutopamu @panuyum u l'epmanuy Bo BTOpoi mmonoBuHe XIX Beka, MPOHUKIINA
n3 EBporsl B Poccuio 1 3aKpenuBIINIACS Y PYCCKUX MACTEPOB YK€ KaK CBOEOObIU-
HOe TIposiB/ieHNe Hal[MOHA/IbHOTO AyXa. 3BYK BMOJIOHUE/H B Te Ke O bl OCMbIC/IN-
BaJICST, UeM Jajee, TeM OOJbIlle, KaK BOIUIOIIEHVE HEM3PEUEHHOTO CIOBA, ITOUTH
MMCTUYECKO TITyOUMHBI MOITUUECKOI MBICIN. PSITOM CO CKPUITKOIA, 60ee OTKpo-
BEHHOJ B BBIPaK€HUM 3MOLIUIA, BUOJIOHYE/Ib POMAaHTUKOB ameiMpoBasa K noj-
pa3yMeBaeMOMY, IOATEKCTHOMY, MOTaeHHO-IMYHOMY. Bo3BpaleHue B HOyST
C OpraHoOM TPUAAJIO eif 3HaUeHue GIaropoJHOTO 3aKaIpOBOTO GAPUTOHA, COTIPO-
BOXKIAIONIETO MMAHOPAMy UM OFHOBPEMEHHO M3JIaraloliero oO0bscHeHMe, 060CHO-
BaHMe K Me[JIUTEIbHOMY CKOTBbKEHUIO BIOJMb Hee. Heuccsikaemoe Graronenve
onyIIeBJeHHO IMPUPOIbI BHIABUTAET B KauecTBe (Pprmocodckoit TeMbl TporpaMma,
NpefcTaBleHHasl AJIeKCaHAPOM 3aropMHCKUM U AnekceeM LIIMUTOBBIM.
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KomMrmo3uiiust BbICTpOeHa MOUTH UIeaJbHO M0 3aKOHY CUMMeTpun. B 1eH-
Tpe pasmeleHa nbeca O Salutaris, mepeyioxkeHue TyXOBHOM apuu st COTIPaHo,
co3znaunHoii [llapnem-Mapu Bumopom (1844—1937) 5 mast 1894 rona, BeposTHO,
10 CJTyYalo TOPKEeCTBEHHOTO OOroC/ay:KeHMUs B IeHb cB. [eoprus B mapuKCKOM
xpame CeH-CIO/bIMC, KOTOPOMY OTHAaHO Gosiee 60 jeT Tpyda M TBOPUECTBA
BBIZIAIOIIErOCs OpraHuCcTa, KOMIIO3MTOpa M Tiefgarora. Apusi COBCeM HeBe-
JIKa, BCero ofHa CTpaHMYKa HOTHOTO TeKCTa, OAHAKO CONEePXXUT BCe MPU3HAKU
meeBpa: BblAepsKaHHBIM BO3BBILIEHHBIV TOH IIPU HANPSDKEHHOCTHM, HaIlpaB-
JIEHHOCTU TapMOHMYECKOTO PasBUTUS, U TIJIACTUUHYIO MeTOAUIO, TOXOASIIYI0
IO KyJIbMMHALIMM B TOUKe 3070TOro ceuenus. O Salutaris — papureT, 0 Heji
He 3HAKT JaXxe CHeLMaJucTbl, 3HATOKM TBOpYecTBa Bupopa. B Hacrosmen
3aIuCcy OHa MpeCcTaB/IsieTCs BIepBbIe.

[To 06e CTOPOHBI OT «OCM CUMMETPUM» PACIIONATAIOTCS TPYIIIbI, BKIIIO-
yaromye Kaxkgass HeGOJIbIION MTySTHBIN IUKI-TIEe3ax U Ipeaoanio ¢ Gyroii
IS conupytoniero opraHa. [IpegBapsiet O Salutaris My3bIKa MO3THUX HEMeEII-
KUX POMaHTUKOB, VMoseda-Tabpuans Paitn6eprepa (1839-1901) u3 MioHxeHa
u WoranHeca Bpamca (1833-1897), Gonblas 4acTb €ro >KM3HM, HayaBIla-
sics B ceBepHOi ['epMaHuy, MpOIIIa Cpeay IBOPIIOB U COOOPOB CTapoil BeHbI.
V Paitn6eprepa conbHOe opranHoe «Ctpemnenue» (1893) u «Tpu mbechi» (Bep-
cus gns ckpuniku 1887, nepenoxkenue niist BuonoHueny — 1900) npencTasisioT
nepuop, 3pesnoctu, Bpamc Hanucan «IIpemonuio u dyry st MuHOp» B 1856 roxy,
Oymyuu COBCEM MOJIOABIM (M3IaHMe COCTOSIOCh TOCMePTHO, B 1929-M). To 661K
«TOfbl CTPAHCTBUI», IepUO, TIbUIKOTO yBaeueHus: Knapoii lllymaH ¥ mokaoHe-
HUMS ee TeHMaJbHOMY cynpyry. ITonmndoHndyeckass KOMIO3UIIUSI B CTAPUHHOM
>KaHpe, poAuBILascsa B roa KoHuMHbI lllymaHa ¢ nocBsuieHmeMm Knape, okasa-
Jlach HEOOBIYHOW «II000BHON smuTadueii», UTO OUEBUIHO IPemoIpeneanio

ee CMSITeHHO-TIOPBIBUCTBIN XapakTep. XOJIOAOK >XM3HEHHOW YyMyAdpeHHO-
ctu PaitHGeprepa BBITOJHO OTTEHsIeT HeMOCPeICTBEHHOCTh I0HOro bpamca.
VpaBHOBEMIMBAIOT 3Ty Napy ABa omyca camoro Asnekces IlIMmuToBa, GiecTsiie
BBIZePXXKMBAIOIIEr0 COMOCTaB/JIeHe C MacTepaMy MpouIoro. TOUHOCTb CTUIe-
BOT'O OIIYIIeHMS, IpeKpacHoe 3HaHMe BO3MOXKHOCTe MHCTPYMeHTa, KOMITIO-
3UTOpPCKAsl TEXHMKA, IPOCTO Heobxomumasi s paboThl B IMOAMGOHUIECKUX
>KaHpax,— BCe 3TO MNPUCYIe KOMIIO3UTOPY B IPEBOCXONHOI cTereHu. Henb3s
He MPU3HATh, YTO BKIIOUEeHME MMEHHO 3TUX HOMEepPOB obecrieunBaeT aibbomMmy
0COGEHHYIO LIeJIbHOCTb.

«Kpblnbsi» MporpaMMbl, BO34YIIHOW MOHYMEHTAJbHOCTbIO CBOEI HAIlOMM-
Hatomieil apxutektypy CeH-Crobiuca, 06pasyioT IBe TpexXdyacTHbIe COHATHI.
BHymMTenbHOM MHTPOAYKIMEN, Cpa3y HAaCTPaMBaIOIeil Ha OCHOBHYIO SMOLIMO-
HaJbHYI0 «TOHAJILHOCTb», CTAHOBUTCSI COUMHeHMe Ape3aeHiia Ockapa BepmaHa
(1840-1906), BeITycKHMKA JIeMNLIUICKOM KOHCEPBATOPUM, CUUTAIOLIETOCS
B [epMaHMM CBSI3YIONIMM 3B€HOM MeXAy OpraHHBIMM CTUISIMU MeHaenbcoHa—
Illymana m Paitn6eprepa—Bpamca. CoHaTa B XOpOIIeM CMbIC/Ie KIaCCUYHA,
raTeTuyeckasi MIPUITOAHSITOCTh He IPEmsSITCTBYET B Hel CTporoMy cobiome-
HUIO TPOTOPIMIA U JOTUKU. [Iocae BCTYNMUTENbHOTO AMANOTa MHCTPYMEHTOB,
Ie B IMIPOTUBOIIOCTABIEHMM BOMIPOCUTEIbHBIX BOCXOISIIUX U OTBETHBIX HUC-
XOASUIMX MOTUBOB IIPOCTYyIaeT MSTKoe, HO HeNpUMUPUMOe TpPOTUBOpeune,
BO3HMKaeT pOMaHCOBas IJiapHas Tema. HavyasnibHas KBapTa 3TOM Menoauu, geli-
CTBUTEJIbHO HAIIOMMHAIOIIEl JIyullnye o6pasiibl JUPUKU HEepPBOI TOJOBUHBI
XIX cronetus (Arpeggione @. llly6epra, AnbToBasi conatra M. U. Inmuuku), coxpa-
HsIeTCSI U KaK BeoyIinii MOTUB CleAyloleii YacTy, HO yokKe B IIPUMUPUTETbHO-
Ma>kOpHOM XOpaJIbHOM BapuaHTe. @MHa COHAThI «BbIBOPAYMBAELT» MCXOIHYIO
MBICJIb: KBapTa MHpeBpalllaeTcs B KBMHTY, HayajbHbIiI CKaYOK COBEpIIAETCS
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He BBepX, a BHU3, pa3MepeHHasi KaHTU/IeHa CMeHseTcsl cuHKkonamu. Cuiuio-
IUM3M paspenraeTcsl Kak mapajiokc, M ecyiu Obl MPOU3BeAeHNEe He ObIJI0 MY3bI-
KaJIbHBIM, MCXOOHBIM KOHMIMKT Kaszajcs Obl HepaspemieHHbIM. CpencTsa,
MoJo6GpaHHble KOMIIO3UTOPOM, — TOHAJIbHOCTb, (akTypa, TeMOp — IIPUBO-
ISIT CyIIaTe s K OlylleHI0 3aKOHUeHHOCTY U pa3yMHOCTU Jaske, MOXKaJyi,
U3AUIITHUX IIPU CTOJIb OTKPBHITOM MpeallecTBYIOLeM BbIpakeHY YyBCTB.

Conara Mapcensa [Ororpe (1886-1971), yueHuka Bugopa m ero nmpeeMHuKa
3a Opra”HHo¥ Kadenpoit 3HAMEeHUTOTrO MaPUKCKOTO cOO0pa, BTOPOTO O U3BECT-
HocTtu nocie Horp-Zlam, repekuabiBaeT MOCTMK OT XIX Beka K HallleMy Bpe-
meHu. TBopeHue nosgHee, 1964 roga, BO MHOTOM ITPOHMKHYTOE HACTPOEHUSIMU
HOCTQJIbI'MU€eCKO¥ peTpOoCHeKINN U TTO3THUMM HEOKIaCCUYeCKMMU aJlTI03USIMU,
BecbMa OIIlyTMMbBIMM B quasi-MmeHyaTe BTOpoii yacTtu. [1o 361Ky CoHaTa 3aMeTHO
’KecTue BCeX OCTaJIbHBbIX HOMEPOB ITPOTPaMMbl, 3aMbIKasl ee >KeJie3HbIMU «Bpa-
TaMU B OyIyIIee»; MeTaJlI 2eHepalbHOll UHMOHAYUU TIVKIIA TIOJYEePKHYT B TAaHHO
Bepcuu Giaromapst OpraHHoit perucrpoBke. CriemyeT, oMHAKO, 06paTUTh BHUMA-
HME Ha UCTIOMHUTEIbCKUI TTOAXO0[: HeCKOMbKO 3aMelJisisi TeMNbl B CPaBHEHUM
C TIpeINVCAaHHbIMM, OPTAHMUCT U BUOJIOHUYEIMCT M30aB/SIOT MY3bIKY OT HajeTa
arpeccuu, HepeIKo B Hell aKIeHTUPYyeMoil (IOBOMIOB, IPU COMBUMBOI pPUTMMKE
KpallHMX 4dacTell, MpeaoCTaBasIeTcs JOCTaTOYHO). Maneiiinii HaMeK Ha CyeTy
WM VICTEPUKY BbITECHEH, HAaUMHAs C MePBbIX BCTYIIEHNUI 06euX MmapTuii, Koraa
ObIBAeT TaK TPYOHO «MOMAaTb» OOLIMII TEMIO-PUTM, U IO 3aKIIOUUTEIbHbIX
TOKKATHBIX TakTOB (pmHana. CounHeHnyne XX BeKa IMPUCOEIVHSIETCSI K <pOMaHTU-
YyecKoi» comepskaTeIbHOM JMHUM 110 TIPaBy 00JyMaHHOCTH, IIPOUYBCTBOBAHHO-
CTU, IEPEXXUTOCTY KAKAOTO 3BYKOBOTO COOBITHS.

Anekcandp Haymos

AnekcaHap 3aropMHCKUIL — POCCUIICKUTIT BUOJOHYENUCT. B 1986 romy okoHUMI
MockoBcKkyio kKoHcepBaTopuio umMenu I1.U. YaitkoBckoro. YueHUK mpodeccopa
H.H. IllaxoBckoit, 1aypeaT Bcecoio3Horo (1985) 1 MesxayHapOIHBIX KOHKYPCOB,
B ToM uucie IX MexagyHaponHoro KoHkypca umeHm [1.M. YaiikoBckoro. Anek-
CaHIp 3aropuMHCKUIL BedeT KIacC BUOIOHYEIM B POCCUIICKON akageMum My3bIKU
umenu 'mecuHbix, ¢ 2018 roga — rpodeccop.

[Megarornyueckyio [OesITEIbHOCTb BMOJIOHUEIMCT COBMeEIAaeT C KOHIIePTHOIA.
AnekcaHap 3aropMHCKUIA BBICTYIAA Ha CLieHe CO MHOTMMU BbIJAIOIIMMUCS MY3bI-
KaHTamu, auprvskepamu Bacuinem CunHaickum, Mapkom Spmiepom, I0pruem Cumo-
HoBbIM, KoHcTranTHOM Opb6ensiHoM, Pammrom HuraMaty/umMHbIM, (IeATUCTOM
Anekcanapom KopHeeBbiM, uanuctamu MapunHoii EsceeBoii, I0nmein TypkuHoi,
Oitnapom CtuH-Hoknebeprom, opranucroM AjekceeMm IIIMMUTOBBIM M OPYyrMMM
UCTIONIHUTENSIMU. B pernepryape BMOJIOHYENIMCTa My3blKa YeTbIpeX CTOJMETUIA:
IIeJIeBpbI €BPOITeiickoro 6apokKko, KoHuepTsl [aiimHa, [llymana, Cen-Canca, JIBop-
skaka, [llocTakoBMYa, COHAThI U aHcambyu BetxoBeHa, Bpamca, ®panka, I'pura, Pax-
MaHMHOBA, [le6ioccu, MeccuaHna, TancMaHa, KOpHrosbaa, COUMHEeHMsI COBPEMEHHBIX
KoMTI03UTOpOB. [Ipn kusHu SaycoHa JleHKucoBa 3amucan Bce ero KamepHble BUO-
JIOHYeJIbHble COUMHEHMSI M BUOJIOHUEIbHbIN KOHIEPT, TTOTYYMB BBICOKYIO OLIEHKY
aBTOpa. TecHast TBOpUecKasi Ipy>kOa CBsI3bIBaJia AJleKcaHIpa 3aropMHCKOTO C IKa-
30BbIM KOMITO3UTOPOM U NnaHuctom Hukomaem KamyCcTMHBIM — MHOTHME COUMHE-
HMSI VICTIOJTHEHBI ¥ 3aICaHbl MM B aHCaMOJ1e ¢ aBTOPOM. BMOJTOHUEINCTY TTOCBSITYIIN
CBOM COYMHEHMSI 3aMeuarejibHble KOMIIO3UTODPbI Halllero BpeMeHu: Bmamumup
Ps160B, Hukonait Kamyctus, [IkoH DmIiToH, TaTbsiHa CMupHOBa, Myxan ITeTyxoB,
Banepuit BuxrainieB u ap. 3anucu AsiekcaHapa 3aTOPUHCKOTO BbIXOAST Ha «Meso-
nun», Delos u Naxos (CIIIA), Etcetera (Tonnaunus) u np. AjieKcaHap 3aropMHCKMIA
YIOCTOEH 3BaHMS «3aCTysKeHHbIi apTucT Poccun» 1 opaeHa JIpy>KObI.
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Anekceii IIMUTOB — OPraHUCT, MMaHUCT, BOCIUTAaHHMK MOCKOBCKOI rocynap-
CTBeHHOI KoHcepBaTtopuu mmeHu I1.M. YaiikoBckoro 1mo kiaccam oprennuaHo
npodeccopa T.I1. Hukonaesoii 1 oprana rpodeccopa JI. W. Poitsmana (1982, acriu-
panTypa 1987). Jlaypear II npemun MexxgyHapogHOT0O KOHKypca OpraHuctoB Dom
zu Speyer B l'epmanuu (1987). Unen Corosa kommnosutopoB Poccuu ¢ 2008 roga,
aBTOP IPOMU3BeLeHMIT KAHTATHO-0PAaTOPUAIbHOrO )KaHPa, KAMEPHO-OPKECTPOBBIX,
BOKQJIbHBIX ¥ OpPTaHHBIX KOMIO3uIMii. [JouieHT Kadeopbl opraHa U KjiaBecuHa
MockoBckoit koHcepBaTopuu. B 2000-2005 romax — mpodeccop KIaccoB opraHa
U KJaBeCuHa B BriciieM MHCTUTYTe My3bIKM U TeaTpa I. [lamacka (Cupus). Heopn -
HOKpaTHO MPUHMMAJ yYacTMe B MacTep-Kaaccax BeAyIIX eBpONeiiCKUX OpraHu-
croB: Kpuca [io6ya (Benbrus), Xapanpaa ®orens u Jlioarepa Jlomana (Tepmanust),
I'm Bose (IlIBevitapusi).

MHorue opraHHble M KamepHble KOHLepThl llIMMTOBa 3amyucaHbl Ha pajguo

“000 000000
099 .. 00000

1l

u teneBupenun Poccun, l'epmannu, bensrun. BeinmyiieHbl KOMITaKT-AUCKK OpraH-
HOII MYy3bIKH, CPEIY KOTOPBIX TOKKAaThl baxa, opranHble counHenus lllymaHna, cum-
dbounu Bupopa, aBTOpCKME COUMHEHUS U JIP.

He 3ambikasich B paMKax OJJHOTO MHCTPYMEHTAa U COMbHOTO MCITOIHUTENbCTBA,
apTUCT BBICTYTIAET TaKKe KaK MMAHUCT ¥ aHcambmuct. Anekceit [IIMUTOB cOTpy/-

HMYAJI C M3BECTHBIMM My3bIKaHTaMM: Aymekcanapom KopHeeBwiM (diieitTa), meB-
amu AnekceeM MapTbiHOBBIM, AciaHOM HamutkoMm, Onbroii KoHamMHOM, Anncoii
I'muba, Mapunoii IllyToBoit, ckpumayoM BukTopom IIMKaiizeHOM, BMOTOHYEM-
ctoMm AnekcaHzpom KosizeBbiM. [TocTosiHHBIM mapTHepowm llImuToBa siBisIeTCS
AnekcaHap 3arOPpUHCKUIA, C KOTOPBIM 3aIICAHO CeMb KOMITaKT-AMUCKOB.
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The timbre duo of organ and cello has come a long and difficult path in the
history of music. Meetings of the “king of instruments” with low strings (viols
and cellos) began in the Renaissance and drastically multiplied in the Baroque
when such a combination was customary for the performance of basso continuo
parts. By the end of the 18th century, the strong alliance had disintegrated.
The organ was somewhat left behind in the halo of “unfashionable” church
associations, while the cello pulled ahead into the expanses of soloing and the
most important parts in ensembles with the classical line-ups.

The instruments progressed separately throughout the Romantic Age.
The wealth of colors and variety of the organ registers, their ability to draw
luxurious and subtle sound pictures now attracted no less than the trail of
sublime religious meanings stretching behind every chord. A spiritualization
landscape, a vision of the God-inspired world from the heavenly height —
this is the major genre created by the composers of France and Germany in
the second half of the 19th century, which penetrated from Europe to Russia
and consolidated its position with the Russian masters already as a peculiar
manifestation of the national spirit. In those years, the sound of the cello was
increasingly comprehended as the realization of an unuttered word, an almost
mystical depth of poetic thought. Next to the violin, which is franker when it
comes to emotional expression, the romanticists’ cello appealed to the implied,
subtext, and secretly personal. The return to the duet with the organ gave it the
significance of a noble off-screen baritone accompanying the panorama and, at
the same time, setting out the explanation, the rationale for the slow sliding
along it. The program presented by Alexander Zagorinsky and Alexey Shmitov
puts forward the inexhaustible splendor of animated nature as a philosophical
theme.
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The layout is built in almost perfect harmony with the law of symmetry. In
the center, we have O Salutaris, an arrangement of the sacred aria for soprano
composed by Charles-Marie Widor (1844-1937) on May 5, 1894, probably on the
occasion of the solemn service on St. George’s Day at the Church of Saint-Sulpice
in Paris, to which the outstanding organist, composer, and teacher gave more than
sixty years of work. The aria is quite brief, just one page of a score, but contains
all hallmarks of a masterpiece: a sustained sublime tone, a tense and directed
harmonic development, and a flowing melody reaching its culmination at the
point of the golden section. O Salutaris is a rarity unknown even to experts and
connoisseurs of Widor. This recording is its first presentation.

There are groups on both sides of the “axis of symmetry.” Each includes a small
duetlandscape cycle and a prelude with a fugue for solo organ. O Salutaris is preceded
by the music of German romanticists of the later period. They are Josef Gabriel
Rheinberger (1839-1901) from Munich and Johannes Brahms (1833-1897), who
was born in Northern Germany and spent most of his life among the palaces and
cathedrals of old Vienna. While Rheinberger’s solo organ piece Aufschwung (1893)
and Three Pieces (the violin version of 1887, the cello version of 1900) represent the
period of maturity, Brahms wrote his Prelude and Fugue in A minor in 1856 when
he was quite young (the work was published posthumously in 1929). Those were
the “years of pilgrimage,” the time of his ardent passion for Clara Schumann and
worship of her great husband. The polyphonic composition in the old genre that
was born in the year of Schumann’s death with a dedication to Clara turned out to
be an uncommon “love epitaph,” which obviously predetermined its restless and
impetuous character. The chill of Rheinberger’s worldly wisdom favorably sets off
the spontaneity of the young Brahms. The two pieces are balanced by a couple of
opuses written by Alexey Shmitov himself, who brilliantly withstands comparison

with the masters of the past. Accuracy of stylistic sensation, excellent knowledge
of the capabilities of the instrument, and composing technique, which is simply
necessary to work in polyphonic genres, are characteristic of the composer in
superlatives. It must be admitted that the presence of these particular numbers
makes the album particularly integral.

The “wings” of the program, the airy monumentality of which is reminiscent
of the architecture of Saint-Sulpice, are represented by two three-movement
sonatas. The work of Dresden’s native Oskar Wermann (1840-1906), a graduate
of the Leipzig Conservatory, who is considered in Germany to be the link between
the organ styles of Mendelssohn/Schumann and Rheinberger/Brahms, is an
impressive introduction that immediately makes us feel the main emotional “key.”
The sonata is classical in a good sense. Its dramatic elation does not prevent it
from strict observance of proportions and logic. After the introductory dialogue
of the instruments, where a soft but irreconcilable contradiction emerges in the
opposition of interrogative ascending and reciprocal descending motifs, the main
romance theme emerges. The initial fourth of this melody, which really resembles
the best examples of lyrical music of the first half of the 19th century (Shubert’s
Arpeggione Sonata, Glinka’s Viola Sonata), is preserved as the leading motif of
the next part as well, but in a conciliatory major chorale version. The finale of the
sonata turns the original idea inside out: the fourth becomes the fifth, the initial
leap goes downwards rather than upwards, and the measured cantilena is replaced
by syncopations. The syllogism is resolved as a paradox, and if not for the musical
work, the original conflict would seem unresolved. The means selected by the
composer — key, texture, timbre — lead the listener to a sensation of completeness
and reasonableness that are even and perhaps superfluous with such an open
previous expression of feelings.
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The Sonata by Marcel Dupré (1886-1971), a disciple of Widor and his successor
at the organ pulpit of the famous Parisian cathedral, the other most famous after
Notre Dame, connects the 19th century and our time. It is a late piece written in
1964, largely imbued with moods of nostalgic retrospection and late neoclassical
allusions, which are quite noticeable in the quasi-menuet of the second movement.
In terms of language, the Sonata is noticeably tougher than the rest of the numbers
of the program, closing it with iron “gates to the future”; the metal of the general
intonation of the cycle is emphasized in this version by organ registration. However,
we should note the performing approach: by somehow slowing down the tempos
in comparison with the specified ones, the organist and cellist rid the music of the
touch of aggression, which is often accentuated in it (there are enough reasons,
given the confused rhythm of the extreme movements). The slightest hint of fuss
or hysteria is forced out, starting from the first introductions of both parts, when it
is so difficult to “catch” the general rhythm, to the final toccata bars of the finale.
The composition of the 20th century joins the “romantic” semantic line by right of
deliberation, feeling, and experience of each sound event.

Alexander Naumov

Alexander Zagorinsky is a Russian cellist. In 1986, he graduated from
the Moscow Tchaikovsky Conservatory where he studied with Prof. Natalia
Shakhovskaya. He is a prize-winner of all-Union (1985) and international
competitions, including the 9th International Tchaikovsky Competition. Alexander
Zagorinsky teaches the cello class at the Gnessins Russian Academy of Music. He
has been a professor since 2018.

The cellist combines his educational activity with a concert career. Alexander
Zagorinsky has performed with many outstanding musicians, including
conductors Vasily Sinaisky, Mark Ermler, Yuri Simonov, Konstantin Orbelian, and
Rashit Nigamatullin, flutist Alexander Korneyev, pianists Marina Yevseyeva, Yulia
Turkina, and Einar Steen-Ngkleberg, organist Alexey Shmitov, and others. The
cellist’s repertoire comprises music of four centuries: masterpieces of the European
Baroque, concertos by Haydn, Schumann, Saint-Saéns, Dvordk, and Shostakovich,
sonatas and ensembles by Beethoven, Brahms, Franck, Grieg, Rachmaninoff,
Debussy, Messiaen, Tansman, and Korngold, and works by contemporary
composers. During the lifetime of Edison Denisov, Alexander Zagorinsky recorded
his cello concerto and complete cello chamber works, and received high accolades
from the composer. Alexander Zagorinsky closely collaborated with jazz composer
and pianist Nikolai Kapustin — many of the works were performed and recorded
by them together. Remarkable composers of our time, including Vladimir Ryabov,
Nikolai Kapustin, John Appleton, Tatiana Smirnova, Mikhail Petukhov, Valery
Biktashev, and others, dedicated their works to the cellist. Alexander Zagorinsky’s
recordings have been released on Melodiya, Delos and Naxos (USA), Etcetera (the
Netherlands), etc.

Alexander Zagorinsky has been awarded the title of Honored Artist of Russia
and the Order of Friendship.
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Alexey Shmitov is an organist, pianist, and graduate of the Moscow State
Tchaikovsky Conservatory where he majored in piano with Prof. Tatiana Nikolayeva
and organ with Prof. Leonid Roizman (1982, postgraduate studies in 1987). He is the
winner of the second prize at the Dom zu Speyer International Organ Competition
in Germany (1987). He has been a member of the Union of Composers of Russia
since 2008. He has written a number of cantata-oratorio, chamber orchestra,
vocal, and organ works. He is an associate professor of the organ and harpsichord
department at the Moscow Conservatory. From 2000 to 2005, he was a professor
of organ and harpsichord classes at the High Institute of Music and Theater in
Damascus, Syria. He has attended master classes of some of the leading European
organists, such as Chris Dubois (Belgium), Harald Vogel and Ludger Lohmann
(Germany), and Guy Bovet (Switzerland).

Many of Shmitov’s organ and chamber concertos have been recorded on radio
and television in Russia, Germany, and Belgium. He has released CDs of organ
music with Bach’s toccatas, Schumann’s organ works, Widor’s symphonies, his
own works, etc.
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Not confining himself to one instrument and solo performance, the artist also
performs as a pianist and ensemble player. Alexey Shmitov has collaborated with
famous musicians, such as Alexander Korneyev (flute), singers Alexey Martynov,
Aslan Namitok, Olga Kondina, Alisa Gitsba, and Marina Shutova, violinist Viktor
Pikaizen, and cellist Alexander Knyazev. Alexander Zagorinsky has been Shmitov’s
permanent partner — they have recorded seven CDs together.
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Fourniture 4-5 rangs 1 % Basson et Hautbois 8’ Setzeranlage
Cornet 5 rangs (ab a®) 8’ Voix humaine 8’
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