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BAX 11 CKAPJIATTA

Horaun CebactbstH Bax u [JomeHnko CKapyiaTT poauanch B 1685 romy, onuH
B TIOPMHICKOM AlizeHaxe, Ipyroil B uTanbssHCKoM Heamnosne. OHM NpoXunau go-
BOJILHO JO/ITMe 110 TEM BpeMeHaM, COBCeM pa3Hble KM3HU U [MCaJI COBCEM pas3-
HYI0 My3bIKy. CKapJaTTy MHOTO JIeT TpoBes B JIuccaboHe 1 Mazapue mpu ABope
CBOE1 yUeHUIIBI, TOPTYTATbCKOI MH(paHThl Mapuu MarganeHs! bap6apsl, cTaBiieit
CO BpeMeHeM MCITaHCKOJ KOposeBoi. Tpaguuum HapoJHOM MCIIAHCKOW MY3bIKH,
B [IepBYI0 ouepenb GiaMeHKO, TPUUYAJIUBO AOTIOTHUIU €TI0 UTAIbSIHCKYIO IIKOIY
KoMIto3umuu. bosee msaTu coteH coHaT (oduIMaNbHOE UX UNUCIO ceifyac — 555)
JJIs1 KIaBUILHBIX MHCTPYMEHTOB, HAlIMCAHHBIX MM B TOT IE€PUOJ, 3aHMMAIOT Ca-
MO€e BaXXHOE MECTO B €r0 OOLIMPHOM Hac/iequu (B KOTOPOM, CPeIU IMIPOYEro, eCTh
1 15 omep) M XOTS XPOHOJOTMYECKY TIPUHAAJIEXKAT 6aPOYHOIT ITTOXe, ISIST YK
CKOpee B CTOPOHY KJIaCCUIIM3Ma.

dto HebosbINe, OMHOYACTHBIE, C BUY IPOCTbIE, HO HEBEPOSITHO Pa3HOO-
OGpasHble, CBeXXME, IPKUE, UCKYCHO CHIeJIaHHbIe U YaCTO OYEHb BUPTYO3HBIE IThe-
cbl. Cam CKapiaTTy HasblBal UX «yIpaXkHeHUsIMU» («Essercizi»), umes: B BULY UX
yueOHbIIT XapaKTep, U B IPEeUCIOBUHA K IPYDKU3HEHHOMY M3aaHuio 1738 roga nu-
cas Tak: «He sxay1 — 6YIb T IMJIETAHT WU MPOGECCUOHAN — B TUX KOMITO3ULIUSIX
[Ty60KOTO 3aMbIC/Ia; 9TO JIUIIIb 3aTEI/IMBAst My3bIKaIbHAS IIYTKA, 11€J1b KOTOPOI —
BOCIIUTATh B Tebe YBEPEHHOCTDb B UTpe Ha KiaBuueMmbano. He KOpbICTHbIE HAME-
PEeHUS U TIIEC/TaBUe BRIHYIWIU MEHSI OITyOJIMKOBATh UX. BbITh MOXKET, OHU G6yIyT
Tebe MPUSATHBI, U TOTAA SI OXOTHO YAOBJIETBOPIO HOBBIE MPOCHOBI U MOCTAPaOCh
YTOIUTDb TeOe COUMHEHUSIMU ellle 6ojIee JIETKOTO U pa3Hoo6pasHoro cTuist. UTak,
MOJOVIN K 3TUM NIPOU3BENEeHUSIM KaK YeI0BeK, a He KaK KPUTUK, U Thl yBeIUUNLIb
CBOe yI0BOAbCTBME. Byap cuacTams!»

CoO6CTBEHHO, Ta «HACTOSINAS» COHATa, KOTOPYIO MbI 3HaeM y laiimHa, Mo-
uapta 1 beTxoBeHa, neliCTBUTENBHO elle He poawiack. CoHaTsl CKapiaTTy — 9TO
camMoe JIEeTCTBO KJIABUPHOIM MYy3bIKU, €€ MCTOKM, OKa3aBIIue OOJbIIOe BIUSHUE
Ha BCe ee JajbHeiilllee pa3BuTHe. Biyske K HalIMM MCTOpUYECKU MHPOpMUpPO-
BaHHBIM BpeMeHaM OHM BOIIM B 30JI0TOJ pernepTyap KiaaBecMHUCTOB. Ho Bcerna

ObUTM B TIOUETE U Y MMAHUCTOB. 3amucu Aptypo BeHepeTTy MukemaHskeu, DMu-
nsa T'unenbca, Bnagyumupa F'opoBuiia — 3HakoBbIe TYHKThI OPTENMaHHO! UCTOPUN
XX Bexa.

Bax — HeflocsiraemMas BEpIIMHA HEMEIKOT0 6apoKKo. OH BeJIMK BO BCEX CYIIe-
CTBOBaBIIKX B €ro 3M0XY skaHpax (Kpome OIlepHOro, onep oH He nucan). Ho penu-
TMO3HAasi OCHOBA €ro MY3bIKHU, ee CIy>KeHMe — 3TO MepBoe, 0 UeM CTOUT FOBOPUTD
U 4TO TIOMelIaeT ee B KaKoe-TO COBEPILIEHHO OTAebHOe, BHEBpeMeHHOe u3Mepe-
Hue. OfHa M3 MaTPULL ero TBOPUECTBA — IPOTECTAHTCKMIT XOpasl, B KOTOPOM MUC-
TTOJTHAIONINIICS BCeit OOIIMHOM JTaKOHUYHBIN OJHOTOJIOCHBI HalleB Hepa3phIBHO
CBSI3aH C LIepKOBHBIM TEKCTOM Ha HeMeLIKOM si3bike. B My3bike Baxa xopas uc-
MOJIb3YETCS U CO c/ioBamMu 1 6e3. OMHAKO JIJIS1 HETO M €T0 COBPEMEHHMKOB 3TU CJI0-
Ba OCTABAJIMChH CJIBIIIHBI U B 6ECCIIOBECHBIX MHCTPYMEHTATbHBIX 00paboTKaX.

ITpo 3TO He CTOUT 3a6bIBATh, 3HAKOMSICh C TMCKOM IToHbl OCETUHCKOI, KO-
TOPBIV BbI AEPKUTe B pykaX. OH COCTOUT U3 XOPOIIO U3BECTHBIX COUMHEHMI IBYX,
HUKOTZA He BCTPeuaBIIMXCSI B PeajibHOM KU3HU KOMIIO3UTOPOB-POBECHUKOB.
OHM IpyT IPYTY YAUBUTEIbHBIM 00pa30M He MpoTuBopeyvaT. II9Th KIIaBUPHBIX CO-
HaT CKkapiaTTu (OGHA MMeeT MOA3arojl0BOK «Apusi») U IeBATb couuHeHul baxa
Pa3HbIX JKaHPOB (TPAHCKPUIIIIUM €TI0 XOPOBBIX, OPTAHHBIX U aHCAMOJIEBBIX PaboT,
a TakKe KIaBUPHbIN VITambsHCKUIA KOHIEPT) OUeHb BAYMUMBO epeMellaHbl IS
MaKCMMa/JbHO HECIEIIHOTO X COCPeIOTOUeHHOTO PasroBopa O KaKUX-TO CaMbIX
BAKHBIX Bell[aX. «JTO MO TPOTECT MPOTUB HbIHEIIHEer0 BpeMeH!, B KOTOPOM He-
BO3MOXXHO HUYETO YCIIeTh, — TOBOPUT MMaHUCTKA. — DTa MeIJIeHHAas TIOCTYIIb BasK-
Ha, YTOOBI C COO0JT TOTOBOPUTH».

B pesysnbTaTe IiecTHaAlaTh TPEKOB CKIAJbIBAIOTCS B eIMHOE COUYMHEHUe
C TOHUAlilIelt qpaMaTyprueit ¥ CTPOrMM TOHAJIbHBIM IJIAHOM, COTKAHHBIM B OC-
HOBHOM U3 MMHOPOB. B KauecTBe 0m03HaBaTe/NbHbIX MasKOB pacCTaBjieHbl He-
CKOJIbKO 3HAMEHUTHIX GAaXOBCKUX XOPATbHBIX 06pabOTOK, COBEPIIEHHO JIUIIEH-
HBIX TYT CcBoero opranHoro nacdoca. B Hauane — Nun komm, der Heiden Heiland
(«I'psimu, CriacuTesb HApomOB») U Jesus bleibet meine Freude («ucyc — Bcergari-
HSSI MOSI PaJIOCTh»). B Touke 30510TOTO ceuenust — Ich ruf zu dir («K Tebe, Tocro-
Iu, B3bIBalo») u Wachtet auf, ruft uns die Stimme («IIpo6ymuch, TOJI0OC HAC 30BET»).
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U HakoHell, Tof60pKa GMHATBHBIX YOAIOKMBAIOUIMX HOMEPOB MPUBOJUT K TUXO-
MY Ma>XOpPHOMY CIIOKOVCTBMIO M CMMPEHUIO MOC/IeIHel TPaHCKPUIILIUM U3 CBET-
cKoit «OXOTHMYbE KaHTaThl» — Schafe konnen sicher weiden («OBIIbI MOTYT 6€30-
IaCHO MacTUCh»). VIl TOHSITHO, 9YTO 3TOT CMUPEHHBIN MaXXOp yKe 3HaeT O My3bIke
Apso Ilapra, Banentnna CunbBecTpoBa 1 AHTOHA baTtarosa, ¢ KoTopoii OceTuH-
CKast OueHb ApykHa. U 1po ee mpoekT «KoJbibebHbIe» IJISI IeTel U B3POCIIbIX €€
Bax u CkapyiiaTTu Toxe 3HaIOT. «[Ipu BbIGOPE MY3BIKU ST OPMEHTUPOBAIACH HA TO,
YTO JIMYHO MEHS NEepXUT U yTellaeT. U elle 1 MHOTO JIeT yCBIIUISIIa CBOUX JeTel
oz, KaHTaThl baxa».

ExamepuHa Buprwxosa

INIOJIMHA OCETUHCKAS

VHUKaJIbHOCTh McKyccTBa Ilomyubpl OCETUHCKON B TOM, YTO OHO YHUBEp-
canbHO. lleHuTeNMM KavecTBa (POpPTENMMAHHOI UTPHI HAMAYT B HEM MpuUMep Oie-
CTSIIEN BUPTYO3HOCTU, PABHO TIPOSIBIISIIONIE Ce6ST M B CJIOKHEMIINX COMbHBIX
COUMHEHMSIX, ¥ B OOTATHIX IBIIIHBIX MAPTUTYPAX ST GOPTEITMAHO C OPKECTPOM.
Te, KoMy Jopora B My3bIKaHTe IyIlla, IPOHMKHOBEHHOCTb, HE MOTYT He yBjleUb-
Cs1 B3BOJIHOBAHHBIM, TO HEXXHBIM, TO TPEBOXKHBIM PAaCCKa30M O IPUKIIOUEHUSX
3TO Iy, BEIDAKEHHBIX 3BYKaMu. HTEJIEKTYasIbl C YBJIeUEHUEM OYOYT cie-
IUTb 32 M3BICKAHHBIM U YaCTO I1apafjoKCaabHBIM IIOCTPOEHMEM ee KOHIIePTHBIX
IIporpaMM, 3a IepeKINYKaMM pa3HbIX MPOM3BeNeHU, NMAJIOrOM KOMIIO3UTO-
pOB Uepe3 BeKa M CTPaHbl, KOTOPLI yCTpauBaeT MUCIOIHUTeNbHMIIA. HakoHel,
9JIETAaHTHOCTh, OTPOMHOE 00asiHMe, ClieHMYecKasl Xapu3ma MOKOPSIOT B PaBHOI
cTrenieHy BceX. COBOKYITHOCTD 3TUX CBOVCTB Aenaet [lonnHy OCeTUHCKYI0 OGHUM
Y3 HECOMHEHHBIX JINLePOB CBOET0 ITOKOJIeHNS IMaHUCTOB.

ITonmua Havana UrpaTh Ha posiyie B BO3pacTe IISITH JIeT, a B LIIeCThb yKe Jajia
CBOI1 TepBbIi COMIbHBIN KOHIEPT B 3ajie BuiibHIOCCKOI dunapmoHuu. B BoceMb
COCTOSUICS 1eGIOT MMMAHUCTKY C OPKECTPOM — C KAMEPHBIM OPKeCTPOM JIUTBBI O],
yrnpasineHuem Caymroca CoHpenkuca oHa ucnonHuna KoHuepr pe muHop Baxa.

3akoHuYMIa MIKOMY-uLei ripu [leTepOyprckoii KOHCEPBATOPUH, A 3aTEM U CaMy
KOHCepBaTopuIio — B Kiacce Mapunbl Bosbd, mpoiiuia acCUCTEHTYPY-CTakMPOBKY
B MOCKOBCKOIT KOHCcepBaTopuu y rpodeccopa Bepsl lTopHOCTaEBOIA.

[lonmnua BbICTymana ¢ oOpkecTpoM MapumHcKoro Tteartpa, MusicAeterna,
ToxuitckuM (GUIAPMOHMYECKUM OpPKECTPOM, 3acC/Ty>KeHHbIM KOJIJIEKTUBOM pe-
CIyonmuKy AKameMuueckum cuMdoHuYeckuM opkecTpoM IleTepOyprckoit ¢u-
JapMoHMM, TocymapCTBEHHBIM aKageMU4eCcKuM CUMGOHUYECKUMM OpPKeCTPOM
umenu E. @. CBetnanoBa. Cpefiu ee ClleHMUECKUX [TAPTHEPOB — AUPIsKepsl Teomop
KypenTt3uc,Jlopas I[Tetuskepap, Tyran Coxues, Anekcanap CiiagKkoBcKkuii, Bacummii
Cunaiickuit, Aunpeit Bopeiiko, Tepn Anb6pext, SIu-ITackanb Toprenbe. Ee urpy
My6/IMKa CIbIIaja B CaMbIX MPECTVKHBIX 3a/ax — Bosbiiom 1 ManoM MOCKOB-
CKO¥1 KoHcepBaTopuu u Iletepbyprckoit punapmoHuu, BeHCKoM Mio3ukdepaiin,
nmoHgoHCKOM Bap6ukaH, KoHuiepTHOM 3ame MapumHCKOTO Teartpa, 3ajax Puma,
MwunaHa, Bapmassi, CaH-®paHiicko, bpioccens, IMOHUM U MHOTUX IPYTUX.

[naHucTKa IpMHMMAJIA yyacTue BO MHOIMX (ecTUBAISX, Cpeiy KOTOPBIX
«JIlekabpbcKue Beuepar, «KKpeleHmo», «3Be3apl Ha Baiikane», «Tepputopus», -
TUJIeBCKMIT hecTuBab, «JIMKM COBPEMEHHOIO MMAaHU3Ma», «3Be3dbl GeIbIX HO-
qei».

IMonmua OceTnHCKas — iaypeaT MoJoieskHOM mpemun «Tpuymd».

[MnaHMcTKa Hamucaaa aBTOOMOrpadMuecKylio KHUTY «IIpoiaii, TpycTh!»,
CTaBIIYI0 GECTCEIEPOM.

B cBou conbHbIe mporpaMmbl [ToamnHa OceTHHCKas MOYTH BCeTAa BKIOUAET
COUMHEHUS KOMITIO3UTOPOB KOHILAa XX—XXI BB., 4aCTO CTAIKUBAY UX C KJIACCUKOIA.
«CoBpeMeHHas My3blIKa, — [10jlaraeT OHa, — He TOJIbKO MPOAOJDKAeT My3bIKY CTa-
py1o. OHa ellje ¥ TOMOTaeT OTKPbIBATh B CTAPOI My3bIKe CMBIC/IbI U KPACOTY, CTep-
Thble OEeCATUIETUSIMU CJIeIlOro My3elfHOI0 MOKJIOHEeHUS U MeXaHUUYeCKOro, 4acTo
0e3IyIIHOTO UCIIONHEeHUsI». OCeTUHCKAs — IPUBEPKEHEI] M MOMy/IsIPU3aTOP KOM-
MO3UTOPOB-COBPEMEHHUKOB MTOCTaBaHTapHOTO HarpaBaeHus: B. CuabBecTpoBa,
JI. JecaTHuKOBAa, B. MapThiHOBa, [1. KapmaHoBa, I [Tesienyica. Ee MCKyCcCTBO BbICO-
KO OLI€HMBAIOT B3bICKATeIbHbIe MY3bIKa/IbHbI€ KPUTUKU aBTOPUTETHBIX U3TaHUIA.
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Johann Sebastian Bach and Domenico Scarlatti were born in 1685, the former
in Thuringian Eisenach, the latter in Naples, Italy. They lived quite long for those
times yet completely different lives and wrote completely different music.

Scarlatti spent many years in Lisbon and Madrid at the court of his student,
the Portuguese Infanta Maria Magdalena Barbara, who eventually became the
Spanish queen. The traditions of Spanish folk music, primarily flamenco, fancifully
complemented his Italian school of composition. More than five hundred sonatas
(their current official number is 555) for keyboard instruments written by him in
that period loom large in his extensive legacy (among other things, it comprises
fifteen operas) and, although they chronologically belong to the Baroque age, they
sound like an anticipation of classicism.

These are small, one-movement, seemingly simple, but incredibly diverse,
fresh, bright, skillful and often very virtuosic pieces. Scarlatti called them
“Essercizi” (“exercises”), referring to their educational nature. In the preface to
the lifetime edition of 1738, he wrote: “Do not expect —whether you are an amateur
or a professional — a deep idea in these compositions; this is just an intricate musical
joke, the purpose of which is to build up your confidence in playing the clavicembalo.
It was not selfish intentions and vanity that forced me to publish them. Perhaps you
will find them pleasing, and then I will gladly satisfy new requests and try to please you
with compositions of an even easier and more diverse style. So, approach these works
as a person not as a critic, and your pleasure will grow. Be happy!”

Actually, that “real” sort of sonata that we know from Haydn, Mozart and
Beethoven, had not yet been born. Scarlatti’s sonatas are the very infancy of
clavier music, its origins that had a great influence on all its further development.
Just before our historically informed times, they entered the golden repertoire
of harpsichordists. However, they have always been well-liked by pianists. The
recordings of Arturo Benedetti Michelangeli, Emil Gilels and Vladimir Horowitz
are landmarks of the 20th century piano history.

Bach is an unattainable peak of German baroque. He is great in all the genres that
existed in his age (except for opera, as he wrote no operas). But the religious foundation
of his music and its ministration is the first thing that is worth talking about and that
places it into a certain completely individual, timeless dimension. One of the matrices
of his music is the Protestant chorale, in which a laconic one-voice tune sung by the
entire community is inextricably linked with a church text in German. In Bach’s music,
the chorale is used with and without words. However, for him and his contemporaries,
these words remained audible in wordless instrumental arrangements.

This is what we should not forget about when we listen to this album recorded
by Polina Osetinskaya. It consists of well-known compositions of two coeval
composers who never met in real life. They miraculously do not contradict each
other. Scarlatti’s five clavier sonatas (one of them is subtitled Aria) and the nine
Bach works of various genres (transcriptions of his choral, organ and ensemble
works, as well as the clavier Italian Concerto) are very thoughtfully mixed for the
most unhurried and focused conversation about some most important things.
“This is my protest against the present time, when you have no time for anything at
all’, the pianist says. “This slow pace is important to talk to yourself”.

As a result, sixteen tracks become a single composition with its exquisite
drama and strict tonal plan mostly woven from minors. A number of the well-
known Bach choral arrangements, completely devoid of their organ histrionics
here, are placed as identification beacons. In the beginning, it is Nun komm der
Heiden Heiland (Saviour of the Nations, Come) and Jesus bleibet meine Freude (Jesu,
Joy of Man’s Desiring). Ich ruf zu dir, Herr Jesu Christ (I Call to You, Lord Jesus Christ)
and Wachtet auf, ruft uns die Stiemme (Awake, the Voice Is Calling Us) are at the
point of the golden section. And lastly, the selection of the final lulling numbers
leads to a quiet major peace and humility of the last transcription from the secular
“Hunting Cantata” — Schafe konnen sicher weiden (Sheep May Safely Graze). It is
clear that this humble major already knows about the music of Arvo Part, Valentin
Silvestrov and Anton Batagov, which Osetinskaya is on friendly terms with. And
her Bach and Scarlatti also know about her project Lullabies for children and adults.
“When choosing music, I was guided by what holds and comforts me personally. And I
lulled my kids to sleep to Bach’s cantatas for many years”.

Ekaterina Biryukova
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The uniqueness of the Polina Osetinskaya’s art is in its versatility. The
connoisseurs of quality piano playing will find an example of brilliant virtuosity that
equally shows in the most difficult solo compositions and in rich and magnificent
scores for piano and orchestra. Those who value a musician’s soul and feelings cannot
but be carried away by an agitated, sometimes gentle, sometimes disturbing story
about the adventures of the soul expressed by sounds. The lovers of intellectualism
will be infatuated with the refined and often paradoxical structure of her concert
programmes, the roll calls of different works, and the dialogue of composers through
centuries and countries arranged by the pianist. Finally, her elegance, immense
charm and stage charisma conquer everyone in equal measure. The combination
of these properties makes Polina Osetinskaya one of the undoubted leaders of her
generation of pianists.

Polina started playing the piano at the age of five, and at six she gave her first
solo concert at the Vilnius Philharmonic Hall. When she was eight, the pianist de-
buted with an orchestra - it was the Lithuanian Chamber Orchestra conducted by
Saulius Sondeckis, and she performed Bach’s Concerto in D minor. She graduated
from the lyceum school of the St. Petersburg Conservatory and then the Conservato-
ry where she studied with Marina Wolf, and later took an assistant training course at
the Moscow Conservatory with Professor Vera Gornostayeva.

Polina performed with the Mariinsky Theatre Orchestra, MusicAeterna, the
Tokyo Philharmonic, the Academic Symphony of the St. Petersburg Philharmonic
Society and the Svetlanov State Academic Symphony. She has collaborated with
conductors Teodor Currentzis, Laurent Petitgirard, Tugan Sokhiev, Alexander
Sladkovsky, Vasily Sinaisky, Andrei Boreyko, Gerd Albrecht and Yan Pascal
Tortelier. She has performed at some of the most prestigious halls such the Grand
and Small Halls of the Moscow Conservatory and the St. Petersburg Philharmonic
Society, the Musikverein in Vienna, the Barbican in London, the Concert Hall
of the Mariinsky Theatre, the venues of Rome, Milan, Warsaw, San Francisco,
Brussels and Japan, and many others.

The pianist has taken part in many festivals, including December Evenings,
Crescendo, Stars on Baikal, Territory, Diaghilev Festival, Faces of Modern Pianism
and The Stars of the White Nights. Polina Osetinskaya is a winner of the Triumph
youth prize.

The pianist wrote a best-selling autobiography titled Farewell to Sadness!

Polina Osetinskaya’s recitals almost always include works by composers
of the late 20th and 21st centuries, often performed next to classical pieces.
“Contemporary music not only continues old music”, the pianist says. “It also helps to
discover the meanings and beauty in the old music that were erased by decades of blind
museum worship and mechanical, often cold-hearted performance”. Osetinskaya is
a follower and promoter of contemporary post avant-garde composers such as
V. Silvestrov, L. Desyatnikov, V. Martynov, P. Karmanov and G. Pelécis. Her art is
highly acclaimed by the demanding music critics of respected periodicals.
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Pyotr Tchaikovsky
Children’s Album, Op. 39
The Seasons, Op. 37a

Polina Osetinskaya, piano
2016

IIéTp YaiikoBCKUit
«/lemckuti ans6om», cou. 39
«Bpemena zoda», cou. 37a

J)iano

[Monnua OceTuHckasi, popTenuaHo

PYOTR TCH AIKOVSKY 2016 T.

n’s Album

MEAOAWUSI

MEL CD 10 02488


https://music.apple.com/ru/album/tchaikovsky-the-seasons-childrens-album/1176152603

