	Классическая и современная инструментальная и вокальная академическая музыка. (Кроме той, которая может быть отнесена к другим секциям — Alternative, Jazz, Folk, etc.).

Современные арранжировки и обработки классической музыки / лёгкая оркестровая музыка -- см. специальный раздел в конце этого файла.

Баллады трубадуров (в аутентичном исполнении) см. в файле 'Eurofolk', раздел 'France'.

Подборку по старинной европейской музыке см. в файле 'Medieval / Gothic'.


	John  ADAMS --  см. в 'Alternative' section
	
	
	
	

	Louis  ANDRIESSEN -- см. в 'Alternative' section
	
	
	
	

	ANCIENT MEDIEVAL MYSTERIES
	Original Gregorian Chants:  Schola Hungarica
	1995
	62:29
	

	J.S. BACH
	Goldberg Variations
	1989 
	61:39
	label:  ECM

Keith Jarrett [harpsichord]

	J.S. BACH
	Das Vohltemperierte Klavier, Buch I, II
	1989 1991 
	51:28 54:11 70:10 79:47
	label:  ECM

Keith Jarrett [piano - Buch I, harpsichord - Buch II]     (4CD)

	J.S. BACH
	An Italian Concert
	1999
	60:33
	label: Erato

Olivier Baumont [harpsichord].

	J.S. BACH
	Toccata and Fugue (organ works)
	1985
	63:52
	label: Teldec (Classical Diamonds series)

performed by Herbert Tachezi [at the Silbermann organ of the Court church of Dresden].

Toccata and Fugue in D minor

- 3. Preludium and Fugue in E flat major

4. - 5. Preludium and Fugue in G minor

6. Passacaglia in C minor

7. - 9. Toccata, Adagio and Fugue in C major

	J.S. BACH
	Toccata & Fugue, Paasacaglia
	1985
	49:35
	label: Erato

performed by Marie-Claire Alain [organ]

aux grandes orgues Schwenkedel de la Collegiale de Saint Donat

1. Toccata & Fugue BWV 565

2. Fugue BWV 578

3.-5. Concerto BWV 593

6.-7. Fantasie & Fugue BWV 542

8. Passacaille & Theme Fugue BWV 582

	J.S. BACH
	Great Organ Works
	1992
	77:05
	label: Decca (London)

Carlo CURLEY at the organ of Girard College Chapel, Philadelphia.

Toccata & Fugue in D minor, BWV 565

Air from Suite No.3 in D, BWV 1068/2

'Air on the G string' (arr. Curley)

Fugue in G minor 'The Little', BWV 578

Jesu, Joy of Man's Desiring (from Cantata 147), BWV 147/6 (arr. Virgil Fox)

Toccata, Adagio and Fugue in C, BWV 564

Prelude and Fugue in A minor 'The Great', BWV 543

Liebster Jesu, wir sind hier, BWV 373 (arr. Virgil Fox)

Sinfonia in D (from Cantata 29), BWV 29/1 (arr. Curley)

Arioso (from Harpsichord Concerto No.5 in F), BWV 1056/2 (arr. Virgil Fox)

Awake Thou Wintry Earth (from Cantata 129), BWV 129/5 (arr. Curley)

Wachet auf, ruft uns die Stimme ('Sleepers Awake') (from Cantata 140), BWV 645

Wir glauben all' an einen Gott ('The Giant Fugue' in D minor), BWV 680

	J.S. BACH
	Organ Chorales, Preludes and Fugues
	1996
	79:06
	label: Naxos

performed by Wolfgang Rubsam on the John Brombaugh Organ at Lawrence University Chapel, Wisconsin, USA.

Organ Chorales: BWV 714, 717, 718, 720, 722, 724, 725, 733, 734, 735, 737, 738, 741.

Preludes and Fugues: BWV 551, 533, 569, 575.

Fantasia: BWV 563.

	J.S. BACH
	Cembalowerke (Works for Harpsichord)
	1978
	70:16
	label: Deutsche Grammophon http://www.dgclassics.com 

Performed by Trevor PINNOCK [harpsichord]

1. - 8. Partita h-moll

9. Toccata d-moll

10. Chromatische Fantasie und Fuge

11. - 16. Partita #1 B-dur 

	J.S. BACH
	Christian Kaiser:   J. S. Bach
	1980
	45:07
	label: Jaro (serie New Impression), 1988

Christian Kaiser [guitar].

Prelude D minor and fugue A minor

Sarabande A minor from the suite II C minor for lute solo

Prelude - fugue - allegro D major (originally E flat)

Suite I E minor for lute solo

Prelude and gavotte 1 & 2 D major from the cello suites

	(J.S. BACH)
	Chris  HINZE:

Sketches And Variations On Bach
	1987
	61:26
	Original archives recordings 1974-1976, Vol. II.

C.H. [fl], featuring Louis van Dijk and Jan Goudswaard.

	(J.S. BACH)
	Yo Yo MA:

"Cello Suites nos. 1, 5, 6"
	2001
	67:19
	label: Sony www.sonyclassical.com/musicforyou
Yo Yo Ma: violoncello

	BALANESCU  Quartet ---- см. в секции 'Alternative'
	
	
	
	

	Luciano  BERIO  -- см. в разделе 'Alternative'
	
	
	
	

	Leonard BERNSTEIN
	West Side Story (1957)
	1991
	28:33
	Vienna Symphonic Rock Orchestra

см. тж. "Serenade" в исполнении Gidon Kremer

	Hildegard von BINGEN  (1098 - 1179)
	Vision
	1994
	55:59
	label: Angel
Хильдегарда Бингенская (1098 — 1179) всю свою жизнь прожила возле Рейна (сегодня юго-запад Германии). Она была композитором, поэтом, драматургом, мистиком, ее посещали видения битв между добром и злом.
Original compositions, arrangements, and interpretations performed by Richard Souther. Featured vocalists: Emily Van Evera, Sister Germaine Fritz, OSB. Produced by Tony McAnany. Mixed by Erik Zobler.

"Underneath all the texts, all the sacred psalms and canticles, these watery varieties of sounds and silences, terrifying, mysterious, whirling and sometimes gestating and gentle must somehow be felt in the pulse, ebb, and flow of the music that sings in me. My new song must float like a feather on the breath of God."

"When the words come, they are merely empty shells without the music. They live as they are sung, for the words are the body and the music the spirit."

"Every element has a  sound, an original sound from the order of God; all those sounds unite like the harmony from harps and zithers."

"Those voices you hear are like the voice of a multitude, which lifts its sound on high; for jubilant praises, offered in simple harmony and charity, lead the faith​ful to that consonance in which is no discord, and make those who still live on earth sigh with heart and voice for the heavenly reward." 

                                                       — Hildegard von Bingen

HILDEGARD VON BINGEN:

ART AND THE SPIRIT

In the totality of Western civilization, the 12th century uniquely commands our attention for the profound experimental stirrings in religious and philosophical thought reflected in the art and culture of the time, whose impact will change the entire course of human history.

In the 12th century, Abbot Suger transforms the Stygian interior of the church of St. Denis into a light, soaring, jewel-encrusted space, thus inaugurating the Gothic style; Hugo of Bury St. Edmunds illuminates his Bible and carves his dramatic ivory cross --   the Cloisters Cross — and brings a refreshing new perspective to art; the divine Nicholas of Verdun fashions enameled bronze-gilt plaques for the resplendent altar in Klosterneuberg near Vienna, infusing his figures with vibrant life.

Into this breathless time a genius is born in Germany who will create some of the most original, haunting, poignant, sweet, rhythmic, apocalyptic writings, sermons and songs ever written.

Her name is Hildegard von Bingen and she is recorded as being born in 1098, the tenth child of a noble family in the verdant Rhineland area between the towns of Trier and Mainz, where the spirits of Celts and ancient Romans still seem to emanate from the lush soil. At eight she will be given by her parents to the nun, Jutta of St. Disibrod, as a tithe to God.

Hildegard is an exceptional child, though frail and subject to severe illnesses. From an early age, she has visions, sees things invisible to others, is able to foretell the future: afraid of their meaning and consequence, she tells no one of these experiences. When Jutta dies in 1136, Hildegard is unanimously elected the new abbess. Five years later after a life threatening sickness, she writes, "When I was 42 years and seven months old, a burning light of tremendous brightness coming from heaven poured into my entire mind, like a flame that does not burn but enkindles. It inflamed my entire heart and breast, like the sun that warms an object with its rays. All at once I was able to taste of the understanding of books -- the Psalter, the Evangelists and the books of the Old and New Testaments."

The visions become a book entitled Scivias (Know the Ways). Hildegard corresponds about her work with Bernard of Clairvaux, founder of the reformist Cistercian monastic order; he sends the unfinished manuscript of Scivias to Pope Eugenius III in Trier. The pope reads the text to the assembled bishops and cardinals and endorses Hildegard's work and her visions.

Over the next quarter century she will write an extraordinary number of works about the role of humankind in the divine plan from creation to redemption. There will be two more volumes of visions and prophecies: The Book of Life's Merits, a handbook on life in which sins are directly opposed to virtues and The Book of Divine Works, in which the mysteries of creation are revealed as the works of the transcendent Creator God. She will produce two scientific studies on nature and medicine. For her nuns she will compose 77 liturgical songs as well as the first known morality play, Ordo Virtutem, depicting the eternal battle between good and evil. As late as her seventy second year, Hildegard is traveling the Rhineland for the fourth time, preaching to clergy and lay people about the need for reform in the Church, and the corrupt times she dismisses as the "effeminate age." Throughout her life she will write hundreds of letters to people at every level of society.

The songs are the most vital of her artistic creations, beautiful in language and in strikingly original music. They sing of the majesty of the divine kingdom, the courage of the crusading saint Eucharius, the supreme climax of martyrdom of Saint Ursula, the blessed purity of the Virgin Mary; above all, they sing of love --  "Love gives herself to all things most excellent in the depths, and above the stars cherishing all: for the High King she has given the kiss of peace."

Hildegard's energy is all the more remarkable in light of her frailty: invariably every time she rises from her bed of pain she will experience another vision, embark on another crusade, lock horns with another powerful individual who she feels is failing the Church. She pleads with Abbot Kuno of Saint Disibrod to give her and her nuns leave to found a convent of St. Rupert near Bingen. Abbot Kuno refuses; Hildegard becomes desperately ill. At first Kuno scoffs that she's mad, but soon concedes that her illness must be a sign of divine disapproval. He relents; she, totally cured, establishes her new house.

A true crusader, she castigates the slovenly and corrupt clergy. She even argues with the emperor, about whom, early in her life, she has written a secret prophecy. When he succumbs to anti-papism, she condemns him as insane. She rebukes her mentor, St. Bernard when he supports the Second Crusade: "How can it be right that the shaven-headed with their robes and chasubles should have. . . soldiers and weapons...?"

In the last year of her life she faces the most difficult fight of all. She buries in her cemetery a young, excommunicated noble revolutionary, thus breaking ecclesiastical law in giving him burial in hallowed ground. The bishops command her to dig up the corpse; she refuses, saying the youth had confessed and had died in grace and communion. Her house is interdicted, and she and her sisters are deprived of all that is most precious to them: the Mass, the sacraments, the music that inspires and sustains them.

Hildegard never gives up. Months before her death her rights are restored. This triumph leads her to write one of her most moving letters, on the vital importance of music to an ethical and spiritual life. On September 17, 1179, at 81 years of age, Hildegard von Bingen collapses; at the last breath of this self described "small sound of the trumpet from the living Light," two streams of light appear in the skies and sweep across her room.

From that time on, the precious sounds of her magnificent trumpet have never stilled.

                                         ------ Tom Hoving

THE ARTISTS

RICHARD SOUTHER

Richard Souther is a gifted musician, writer, producer, arranger and sound designer. He's worked in a tremendous variety of settings Jazz, Rock, New Age and Classical styles, to name a few. Souther has performed with such diverse talents as The Mothers of Invention, Pat and Debbie Boone, Phil Keaggy, Ritchie Furay and Barry McGuire and has released a number of critically acclaimed recordings including Sanctuary (Twila Paris) and Twelve Tribes. Vision, Richard's most recent release, offers an unusual collaboration between two artists -- Hildegard of Bingen, a 12th century abbess and composer of exquisite chants and Richard, an explorer of textural and atmospheric electronic music influenced by world rhythms and melodies. Together, they have created a work of art that brings great aural pleasure and an enlightening experience.

Richard was a child prodigy who was playing the piano by the time he was three years old. He began serious study with Professor Thomas Giles, the Dean of Music at the University of Utah, who would become his mentor. Although Professor Giles nurtured the creative in Richard, it is his mother, a movie actress, whom Richard credits with helping to germinate in him the spiritual concepts that have continued to inform his music. Her belief that the inter relationship of many small parts is responsible for the quality of the "big picture" has become an axiom that is pivotal to Richard's approach to composition.

In his teens, Richard Souther honed his skills in various semi-professional bands, eventually enjoying a measure of success as a session player. In 1980, a near-fatal bout with food poisoning abruptly sidetracked him. During the four years it took him to fully recover, he acquired and quickly mastered his first synthesizer/sequencer.

Following his recovery, he began focusing on a solo career with a Christian perspective. In 1985 he struck a deal with Meadowlark Records, a young Christian instrumental label. He soon released two very different solo albums: Songs Unspoken, a George Winston-like New Age solo piano effort and Heirborne an electronic music collection. These were followed by Innermission, another electronic album, and two more solo piano albums. Then, in 1987 he debuted on the Narada/Equinox label with the Jazz/Fusion effort Cross Currents soon to be followed by Twelve Tribes. Richard is perhaps best known for his work with gospel artist Twila Paris on the awarding winning release, Sanctuary.

EMILY VAN EVERA

Emily Van Evera has been singled out as an artist whose talent is "wistfully appealing," "clear and unaffected," and "downright sensual... deliciously erotic." She has earned an international reputation as a singer of outstanding sensitivity and musicianship, particularly for her interpretations of music of the baroque, renaissance and middle ages. Born in Minnesota, she now lives most of the year in England and performs and broadcasts with leading ensembles throughout Europe and North America.

A prolific recording artist, her recent and forthcoming release include discs of Monteverdi: Madrigals of War and Love, Vivaldi: Gloria, Bach: St. John Passion and Easter Oratorio, Handel: Israel in Egypt, The Christmas Album and The Purcell Album with the Taverner Consort and Players directed by Andrew Parrott (EMI Reflexe/Virgin Classics), and a double award-winning album of cantatas by Luigi Rossi with Tragicomedia. Earlier best-selling albums include A Feather on the Breath of God: Sequences and Hymns by Hildegard of Bingen with Gothic Voices. In the Streets and Theatres of London with the Musicians of Swanne Alley (Virgin Classics) and The Carol Album (Taverner Consort/EMI). Other artists with whom she has sung and recorded include Gustav Leonhardt, Joshua Rifkin, the Hilliard Ensemble, London Baroque, Philharmonia Baroque, Circa 1500 and the American Bach Soloists.

Stage appearances include leading roles in productions of Monteverdi's Orfeo in Boston and Stuttgart International Early Music Festivals. Charpentier's Les Plaisirs de Versailles in St. Paul and Handel's Orlando in Oxford. Television performances include "A Concert for Mary Rose' for the BBC, the prize-winning "una stravaganza dei Medici" "Catholics and Sex" and "Blow Your Mind". She has recently sung at festivals in Japan, France, the USA, Germany, England, Norway, Canada and Switzerland, and recently recorded the role of "Dido" in Purcell's Dido and Aeneas for the BBC.

SISTER GERMAINE FRITZ. OSB

While teaching in various Catholic elementary schools in New Jersey from 1957 -62, Sister Germaine begin her vocal career by preparing the student body for singing on Sunday at Eucharist. During that time she also trained a boys' choir and choirs of mixed voices for special events in the parish. In 1962 Sister Germaine moved to the Benedictine Academy in Elizabeth, New Jersey, an all girls high school, where she developed a chorus of seventy five voices. At Paterson Catholic Regional High School she did similar work, ultimately taking on the position of Principal.

In 1985, Sister Germaine returned to St. Walburga Monastery to serve the community as its Prioress. Her work is primarily internal to the community although vocal music remains a very important part of her life. She participates as cantor at Eucharist, and Liturgy of the Hours (prayer four times a day) every other week throughout the year and sings at weddings, funerals, anniversaries and a variety of special events for friends and family.

VISION

The wind howled outside the stone walls of St. Andrew's Church in Toddington, England, and the minimal electrical lighting inside had taken the edge off the gothic atmosphere. People were tired. It was 12:30 a.m., on the back end of a long recording session for Vision: The Music of Hildegard von Bingen. An adjustment was called for. Maybe the singers who were recording Hildegard's "Praise for the Mother" (O Virga Ac Diadema) might try speaking or chanting the text before the next take. And why not move everything down to the crypt — beneath the chapel and pitch-black dark at this late hour — for this experiment? The acoustic there has the reverberant energy that heightens the impact of speaking or singing, and it seized the senses the moment the chanting began. When it ended and the sound faded finally into an electric silence; no one moved or spoke. Something had happened. Something touched them. And they could not release the moment that had, somehow, changed them and their work in this dark and broodine place.

Only later, in the course of research, would producer Tony McAnany learn something that no one knew that night. Not long after Hildegard's death in 1179, Church inquisitors traveled to the abbey at Bingen along Germany's Rhine River, to investigate a petition for her canonization. Three nuns in her order testified that they saw the spirit of Hildegard moving through the cloister late at night. She was radiant, they recalled, and she was chanting. They even remembered what she was chanting, for it was one of her finest creative efforts — "Praise for the Mother" (O Virga Ac Diadema).

What happened late that night in the recording session in the crypt of St. Andrew's Church may have been simply a quaint coincidence. It felt like something more. And that feeling was typical of all the turning points in this extraordinary project called Vision. The idea was to record Hildegard von Bingen's music in its purest form and marry it to the imaginative concepts of the contemporary American composer Richard Souther, using contemporary pop and world-music sounds that reinvent the startling immediacy, the piercing beauty, and the sublime spirit of Hildegard's art.

Evolving across a span of 800 years, Vision is a collaboration between two creative artists who never met. They lived on different continents, in different times. They spoke different languages, ate different foods, labored in different arenas, and confronted very different struggles from day to day. What binds these two, Hildegard and Richard Souther, is the light that guides them in their lives. And they meet in the continuum of music, a fluid creative place where they have made something new out of something old in Vision, a work of art that moves, energizes, and soothes.

Souther discovered the genius of Hildegard when he first encountered the song (or sequence) entitled "Vision" (In Leta Via). It opens with the ear-bending leap of octave-fifth-octave, the kind of musical interval that was a hallmark of Hildegard's self-evolved style. Such a bold musical statement, which seemed to polish the crystalline clarity of Hildegard's own distinctive poetry, left Souther reeling. "It was like something turned on inside me when I heard it," he said later. "I was hearing all these other colors and rhythms in my head, and I had to put it on tape."

Vision is the result of that powerful encounter. The performing artists bring different perspectives to their tasks. The bedrock is the music of Hildegard, performed a cappella (and without alteration) by Emily Van Evera, a renowned soprano who specializes in the performance of early music, and Sister Germaine Fritz OSB, who is the prioress of St. Walburga Monastery in Elizabeth, New Jersey. For both singers, this project was a parallel journey of discovery that began at different points, in different places. For Van Evera, there was the daunting idea of bringing her artistry to a creative place that differs from the specific and rigid world of art music. Sister Germaine had other concerns. Would the Church approve of this venture? What would it mean to her life and her vocation to make a record​ing? And, most telling of all, was this what God willed for her?

That both of these remarkable women decided to take this creative leap echoes the very essence of Hildegard's artistry and the bold faith that inspired it. Musicologists and early-music enthusiasts of our time have known and methodically explored the remarkable art of Hildegard. But methods only reveal the surfaces here, and orthodoxy fails to do justice to such a passionate and original form of expression. Hildegard blithely broke the rules of the music of her time in casting her vaulting melodies. What transforms them — the touch of genius — is how her poetry turns those melodies virtually into prisms. Change the text, and a repeated melody is suddenly transformed. Great modern songwriters know this well, just as they know the importance of alliteration and the delicate balance of syntax. In Hildegard's music, this lyrical synthesis is magical. She wrote in Latin, the language of her visions. But this was not the Latin of the Church, of the learned, of men in an ivory tower. It might be called vulgate, an earthy and practical patter of the common man and woman. The freedom of her words blends with the freedom of her melodies in a liberating form of expression that transcends time, place, and the usually formidable barrier of language. The passion and the vitality of Hildegard's music is poignant, infectious, and as unmistakable as her own indomitable spirit.

In the nuts-and-bolts process of making a recording, the effort centers on solving prob​lems and finding a way to bring together diverse elements to create something harmonious and unified. With the singers on different continents, Souther in California, and McAnany shuttling between them all, the odds figured heavily against Vision. Time and again, though, windows opened, lights clicked on, and gifts materialized out of the blue. McAnany found that the columns supporting the ceiling of the crypt at St. Andrew's had interesting harmon​ic qualities when "played" like a percussion instrument, and he had the sound recorded for sampling; the result is the driving rhythmic force you hear behind "For the Virgin" (O Frondens Virga). A restless Souther rose from bed in the middle of one night, went to his synthesizer, and began improvising something that seemed immediately significant. The next day, he received the tape of the vocal performance of "Divine Love" (Karitas Habundat) and played it back against what he had improvised and recorded the night before. It fit perfectly, chord changes and all.

Such inspiration, talent, and craft drive Vision. The ambition and the sprawl of its conception — really two albums in one — has resulted in a striking musical collaboration and an innovative experience in sound. But the sensations do not end in this clever juxtaposition of styles, this gutsy creative twist. It feels like something more.

         ------ DAVID FOIL
1. Praise for the Mother (O Virga Ac Diadema) 5:04 

2. Only the Devil Laughed (Sed Diabolus) 2:13 

3. Vision (O Euchari In Leta Via) 3:39 

4. Song to the Mother (O Viridissima Virga) 3:21

5. The Living Light (Instrumental) 2:05

6. Wherever (Unde Quocumque) 2:57

7. For the Virgin (O Frondens Virga) 1:54

8. For the Creator (O Quam Mirabilis) 2:42

9. This Honorable Fame (Deus Enim Rorem) 2:36

10. The Anointing (Instrumental) 5:00

11. For the Trinity (Laus Trinitati) 3:49

12. The Chalice (O Vas Nobile) 2:07 

13. Divine Love (Karitas Habundat) 2:34 

14. The Flower Gleams (Hodie Aperuit) 3:11 

15. From This Wicked Fall (Cum Erubuerint) 3:12

16. Living Fountain (O Vivens Fons) 3:17 

17. Vision (O Euchari In Leta Via) Full Length 6:07

	Georg BOHM           (1661-1733)
	Keyboard Works for Harpsichord
	1992
	63:25
	perf. Gustav Leonhardt

	А.  БОРОДИН
	Симфонии 

№ 1, 2
	
	66:44
	Симфония №1 ми-бемоль мажор (rec. 1983)

Симфония №2 «Богатырская» (rec. 1966)

Дирижёр – Евгений Светланов

	Pierre  BOULEZ
	Piano Sonatas Nos. 1-3
	1995
	63:51
	label: Naxos

performed by Idil Biret

Pierre Boulez occupies a unique position in French music, distinguished internationally as a composer, a conductor and a theorist. A pupil of Messiaen at the Paris Conservatoire, he turned to the serialism of Schoenberg. His reputation was first established in 1948 by the second of his three piano sonatas, first performed by Yvonne Loriod at Darmstadt and followed by the Livre pour quatuor, which, like certain later works, allows the players some freedom of choice and suggested the total serialism of compositions that immediately followed. His importance in twentieth century music was further emphasised by the remarkable Le marteau sans maitre in the 1950s and by Pli selon pli, with its flexibility of structure. Boulez remains one of the most important and influential composers and teachers in contemporary terms, an achievement parallelled by his work as a conductor, at one time with both the BBC Symphony and the New York Philharmonic Orchestras, where he is known for his clarity of interpretation and his imaginative understanding of the music he directs.

The three piano sonatas of Pierre Boulez occupy an important position in piano literature of the twentieth century. The instrument, in fact, has not been central to the work of the majority of composers of the century as it was to those of the nineteenth. The thirty-two sonatas of Beethoven were for long a constraining factor. Composers of the first half of the twentieth century tried to escape from this. Generally speaking, major composers of the second half of the century have not composed any more for the piano, but some of them have more easily opted for the instrumental genre of the sonata. Since 1945 the model of Beethoven has been a solid point of reference for composers who have turned to the form in the perspective of a reconstruction of musical language.

Composed in 1946, the First Sonata of Pierre Boulez is in two movements, a slow followed by a fast. In the first four bars of the work the composer presents five characteristic and very different figures, easily distinguishable by the listener. These will serve as the basic material of the first movement: a simple and calm interval, a low note with an appoggiatura, a single note in the highest register, a rapid and impetuous figure leading to a deep stressed note, a broadly spreading polyphonic chord, low and high in register. The work of the composer has consisted in taking these elements and varying the parameters that define them. The rapid figure thus reappears at bar 14, always descending, but its character is different, since it decreases in dynamic to a note played pianissimo.

In the whole movement a great variety of length and of meaning of silences can be noticed, with the use of the entire range of the keyboard and sudden changes of dynamics, together with the multiplicity of figures dealt with. These characteristics are found in the second movement of the sonata. This is a vast "toccata", constructed from rapid figures, alternating between the two hands -- figures that may have rounded outline with an intimate fusion of voices. In this early composition there are already evident some of the elements that will define the compositional style of Pierre Boulez: clarity and rigour of expression, and a tendency to brilliant outbursts.

The Second Sonata was written two years later. It is a more extended and ambitious work, organized in four movements, three fast and one slow. From the first bars all the differences that distinguish this sonata from the first are apparent. Silences take up a suitable part of the taut discourse, full of musical statements, often connected, a new feature, by trills and demanding the sustained attention of the listener. Here the Beethoven sonata ideal is realised. Taken in isolation, a movement no longer only has value in its relationship with other movements; the riches this movement contains mark it also as a complete work in itself, a model of the whole. This said, the second movement is more economic in measurable musical statements -- it is the traditional sonata slow movement. Its completeness is no less definite. Here a new element is apparent in comparison with the first sonata: the building up of a certain dramatic character, a progress of discourse towards a tension to be resolved, something that two years before the composer had avoided. The third movement -- a true scherzo -- is not without reference to the malleability found in the second: some scattered elements, stated fragmentarily, are brought gradually together in a fusion of great complexity. Although there are connections with the feverish first movement, the fourth is still more complex in that it is the definite ending of the work and brings together and concentrates in itself the different paths marked out in the preceding movements. Frequent directions, associated with the sudden and continual changes of mood, indicate the richness of this integrated movement. " Very fine shades in a grey painting" and pulverise the sound are two, among others, nearly in the manner of Debussy, that speak of the poetic ambition that is here at work.

Written between 1957 and 1958, the Third Sonata is a work that has given rise to a number of commentaries. Its plan has been described by the composer himself in a famous theoretical article. As the ambition of Pierre Boulez was to take into consideration the researches of certain writers in form -- principally the idea of the Livre formulated by Mallarme in 1885 -- a great many commentators have gone one better than the literary tenor of the plan, interesting in itself but bearing little of relevance to the listener.

The Third Sonata of Pierre Boulez was conceived at a time when composers were questioning the idea of the freedom of the interpreter, after a historical phase, called post-serial, which had laid down, even in its smallest details, the different parameters of musical interpretation. The Third Sonata reacts against the tyranny of the composer and opens certain doors, but, happily it can be said, closes others.

The freedom that is given to the interpreter in this work concerns the order of movements and the internal arrangement of dialogue within each of the movements. That is all. This freedom is not audible to the listener, to whom, in general, two different and successive interpretations are not offered. The opening of the work -- reacting against the tradition of a fixed order that affects the idea itself of the score -- is found again strangely in the fact that the Third Sonata, which is always described as in five movements (or formative elements) by the composer and his commentators, has in fact only two published movements -- Trope and Constellation (or Constellation-miroir). The others exist, but are to be revised. The work is therefore always open, in the sense that it is always still in process of composition.

The opening is reduced, if one follows what has been published. Theoretically there are eight possibilities of reading the order of the formative elements. Since the published score consists simply of two elements, the choices are reduced to two: Trope can be played before Constellation or after Constellation-miroir, which is the double reflection of Constellation, when the order of reading is reversed.

Musically Constellation (or Constellation-miroir) is a passage marked with arrows that connects the Points sections (figured in green) and the Blocs sections (figured in red). This unlinear passage which makes of the score a real navigation map nevertheless excludes primary simplifications: Blocs and Points are to be understood as tendencies respectively towards vertical chords and to horizontal lines and are susceptible to mixture between the two.

Trope offers another kind of beginning. The score is a spirally bound book that can be opened wherever one likes but must be played to the end wherever one starts and whatever the direction chosen. In the two formative elements the musical material is more rarefied than in the second sonata. The discourse proceeds always in bursts of sound but the composer has preferred sustained notes, resonances, in short, introspection.

Если перечислять людей, которые ока​зали кардинальное влияние на исто​рию музыки XX века, Булез будет назван одним из первых. Не мудрено — дале​ко не каждый музыкант может похвастаться такой многоликостью, как Булез, известный всему миру в трёх ипостасях — как компо​зитор, дирижёр и теоретик.

Собственно, все три лица Булеза и фор​мируют для нас его облик — человека, про​ложившего дорогу к новым средствам музы​кальной выразительности, связавшего в еди​ное целое сухую теорию и живую практику. Сейчас, однако, мы можем разглядеть те противоречия, из которых буквально соткан Мастер. Взорвав сознание академических кругов своими революционными опусами, он чурался всякого радикализма, работая с партитурами других композиторов, — пре​дельная строгость, тщательное следование авторским указаниям обеспечили ему репу​тацию одного из тончайших интерпретато​ров музыки XX века. Парадоксальность Бу​леза заключается, возможно, и в том, что он подошёл к музыке с абсолютно других пози​ций, нежели его предшественники. Интерес к ней развивался у будущего композитора параллельно с увлечением математикой. По совету отца, крупного инженера-сталепро​мышленника, он оканчивает курсы высшей математики в Лионе, но затем поступает в Парижскую консерваторию, 40-е годы — вре​мя учения Булеза — проходят под знаком освоения двенадцатитоновой техники (додекафонии), которая и стала причиной оконча​тельного раскола музыки на академическую и популярную. Для Булеза фигуры компози​торов нововенской школы, отвергнувших тональность и открывших миру додекафонию, — Шёнберга, Берга и особенно Веберна, — стали святыми на долгие годы. Он был столь уверен, что серийная техника есть единст​венный возможный путь музыкального искусства, что часто позволял себе неосторож​ные замечания типа «всякий композитор, не прочувствовавший необходимости атонального музыкального языка, есть нечто ненуж​ное». Своё мнение композитор обосновал серией теоретических работ и целым рядом сочинений конца 50-х — начала 60-х годов, в которых поднял серийную музыку до но​вой вершины —тотального сериализма, где, помимо звуковысотности, жёстко регламентирована динамика, ритмическая структура и некоторые другие параметры музыкаль​ного языка. Эти опусы —символическое воз​вращение к математическому прошлому Бу​леза, позволившее говорить о преобладании рационального над чувственным в его му​зыке. Пожалуй, самым характерным сочине​нием того периода был «Молоток без мас​тера» (1954) для сопрано и ансамбля инст​рументов, в метафорической форме выра​зивший идею превосходства неодушевлен​ной механической силы над человеком.

Все сочинения этого периода, как и более поздние, где Булез увлёкся алеаторикой (тех​ника композиции, ставившая своим основ​ным принципом свободу действия исполни​теля, играющего некоторые фрагменты сочинения в любом порядке), зафиксированы в записи. Чаще всего имя Булеза-композитора соседствует в них с именем Булеза-дирижёра. Немногим по силам осилить слож​нейшие партитуры — именно поэтому Булез создает свой «личный» коллектив Ensemble Intercontemporain, безупречно воплощаю​щий все его замыслы. У него завязываются прочные контакты с крупнейшими звукоза​писывающими фирмами, которые предос​тавляют ему возможность фиксировать все этапы его творческого пути, как на дирижёр​ском, так и на композиторском поприще.
--- Play
В последние годы классик мирового музыкального авангарда Пьер Булез сочиняет мало — почти всё время он проводит у дирижерского пульта, предлагая своим почитателям удивительно глубокие и цельные интерпретации симфоний Малера и Брукнера. Тем временем музыканты всего мира продолжают осмыслять всё то, что написано маэстро в годы минувшие — музыкальный язык Булеза столь сложен, что для того, чтобы понять особую красоту его письма и высочайшее мастерство, нужно лезть в партитуру, не упуская из внимания ни одну ноту. Музыка Булеза — это высшая математи​ка, где эмоционально-эстетическое начало полностью подчинено своду незыблемых правил сериализма, в котором регламентиро​вана роль каждого параметра музыки — ритма, мелодии, фактуры, динамики, высоты звука и т.д. В этом, конечно, есть свой парадокс, позднее переросший в трагедию для всего музыкального авангарда: сложные музыкально-математические системы, воплощение Высшего порядка, в восприятии слушателя обращаются в свою противополож​ность—тотальный хаос, где непосвящённый человек оказывается полностью дезориенти​рованным. Впрочем, людям, прошедшим опыт общения с искусст​вом XX века, причудливая игра звуков в произведениях Булеза покажется удивительно осмысленной, подчинённой особым законам музыкального времени, пусть и недоступным для уха.

--- Play
В марте 2000 года Пьеру Булезу исполни​лось 75 лет. По словам одного язвительного британского критика, размах юбилейных тор​жеств и тональность славословий привели бы в смущение даже самого Вагнера: "человеку стороннему могло показаться, что речь идет о подлинном спасителе музыкального мира".

В словарях и энциклопедиях Булез фигури​рует как "французский композитор и дирижер". Львиная доля почестей досталась, несомнен​но, Булезу-дирижеру, чья активность с годами ничуть не снизилась. Что касается Булеза-композитора, то за последние двадцать лет он не создал ничего принципиально нового. Между тем влияние его творчества на послево​енную западную музыку трудно переоценить.

В 1942-1945 годах Булез учился у Оливье Мессиана, чей класс композиции в Парижской консерватории стал едва ли не главным "инку​батором" авангардистских идей в освободившейся от нацизма Западной Европе (вслед за Булезом мессиановскую школу прошли и дру​гие столпы музыкального авангарда — Карлхайнц Штокхаузен, Яннис Ксенакис, Жан Барраке, Дьёрдь Куртаг, Жильбер Ами и многие другие). Мессиан передал Булезу особый инте​рес к проблемам ритма и инструментального колорита, к неевропейским музыкальным культурам, а также к идее формы, составлен​ной из отдельных фрагментов и не предпола​гающей последовательного развития. Вторым наставником Булеза был Рене Лейбовиц (1913-1972) — музыкант польского происхож​дения, ученик Шёнберга и Веберна, известный теоретик двенадцатитоновой серийной тех​ники (додекафонии); последняя была воспри​нята молодыми европейскими музыкантами поколения Булеза как подлинное откровение, как абсолютно необходимая альтернатива догмам вчерашнего дня. Булез изучал серий​ную технику под руководством Лейбовица в 1945-1946 годах. Вскоре он дебютиро​вал Первой сонатой для фортепиано (1946) и Сонатиной для флейты и фортепиано (1946) — произведениями сравнительно скромных масштабов, выполненными по шёнберговским рецептам. Другие ранние опусы Булеза — кантаты "Свадебный лик" (1946) и "Солнце вод" (1948) (обе на стихи выдающе​гося поэта-сюрреалиста Рене Шара), Вторая соната для фортепиано (1948), "Книга для струнного квартета" (1949) — создавались под совместным влиянием обоих учителей, а так​же Дебюсси и Веберна. Яркая индивидуальность молодого композитора проявилась, прежде всего, в беспокойном характере музыки, в ее нервно-разорванной фактуре и обилии резких динамических и темповых контрастов.

В начале 1950-х годов Булез демонстратив​но отошел от ортодоксальной додекафонии шёнберговского толка, которой его обучал Лейбовиц. В своем некрологе главе новой венской школы, вызывающе озаглавленном "Шёнберг мертв", он объявил музыку Шёнберга укорененной в позднем романтизме и по​тому эстетически неактуальной и занялся ра​дикальными экспериментами по жесткому "структурированию" различных параметров музыки. В своем авангардном радикализме молодой Булез иногда явно переступал грань разумного: даже искушенная публика между​народных фестивалей современной музыки в Донауэшингене, Дармштадте, Варшаве оста​лась в лучшем случае безразлична к таким неудобоваримым его партитурам этого пери​ода, как "Полифония-Х" для 18 инструментов (1951) и первая книга "Структур" для двух фортепиано (1952/53). Свою безоговорочную приверженность новым техникам организа​ции звукового материала Булез выражал не только в творчестве, но и в статьях и декла​рациях. Так в одном из выступлений 1952 года он объявил, что современный композитор, не ощутивший необходимости серийной техни​ки, просто-напросто "никому не нужен". Впро​чем, очень скоро его взгляды смягчились под влиянием знакомства с творчеством не менее радикально настроенных, но не столь догматичных коллег — Эдгара Вареза, Янниса Ксенакиса, Дъёрдя Лигети; впоследствии Булез охотно исполнял их музыку.

Стиль Булеза-композитора эволюциониро​вал в сторону большей гибкости. В 1954 году из-под его пера вышел "Молоток без масте​ра"— девятичастный вокально-инструмен​тальный цикл для контральто, альтовой флей​ты, ксилоримбы (ксилофона с расширенным диапазоном), вибрафона, ударных, гитары и альта на слова Рене Шара. В "Молотке" нет серий в привычном смысле, вместе с тем вся со​вокупность параметров звучащей ткани произведения определяется идеей сериальности, отрицающей любые традиционные формы регулярности и развития и утверждающей са​моценность отдельных мгновений и точек музыкального времени-пространства. Уникаль​ная тембровая атмосфера цикла определяется сочетанием низкого женского голоса и инстру​ментов близкого к нему (альтового) регистра. В некоторых местах возникают экзотические эффекты, напоминающие звучание традици​онного индонезийского гамелана (оркестра ударных инструментов), японского струнно-щипкового инструмента кото и т. п. Игорь

Стравинский, очень высоко оценивший это сочинение, сравнил его звуковую атмосферу со звоном кристалликов льда, бьющихся о стен​ку стеклянного стакана. "Молоток" остался в истории как одна из самых изысканных, эсте​тически бескомпромиссных, образцовых партитур эпохи расцвета "большого авангарда".

Новую музыку, в особенности так называе​мую авангардную, обычно упрекают в отсут​ствии мелодии. В отношении Булеза подобный упрек, строго говоря, несправедлив. Неповто​римая выразительность его мелодий опреде​ляется гибкой и изменчивой ритмикой, избе​ганием симметричных и повторяющихся структур, богатой и изощренной мелизматикой. При всей рациональной "сконструированности", мелодические линии у Булеза не сухи и безжизненны, а пластичны и даже изящны. Мелодический стиль Булеза, сложи​вшийся в опусах, вдохновленных причудливой поэзией Рене Шара, получил развитие в "Двух импровизациях по Малларме" для сопрано, ударных и арфы на тексты двух сонетов французского символиста (1957). Позднее Булез добавил к ним третью импровизацию для сопрано и оркестра (1959), а также преимуще​ственно инструментальную вступительную часть "Дар" и большой оркестровый финал с вокальной кодой "Гробница" (обе на слова Малларме, 1959-1962). Получившийся в ре​зультате пятичастный цикл, названный "Pli selon pli" (приблизительный перевод — "Складка за складкой") и снабженный подза​головком "Портрет Малларме", впервые про​звучал в 1962 году. Смысл заглавия в данном контексте примерно таков: покров, наброшен​ный на портрет поэта, медленно, складка за складкой, спадает по мере развертывания му​зыки. Цикл "Pli selon pli", длящийся около часа, остается самой монументальной, самой мас​штабной партитурой композитора. Вопреки авторским предпочтениям, ее хотелось бы назвать "вокальной симфонией": она заслужи​вает этого жанрового наименования хотя бы потому, что содержит развитую систему музы​кальных тематических связей между частями и опирается на весьма прочный и действен​ный драматургический стержень.

Как известно, неуловимая атмосфера поэ​зии Малларме обладала исключительной притягательностью для Дебюсси и Равеля. Отдав в "Складке" должное символистско-импрессионистскому аспекту творчества поэ​та, Булез сосредоточил внимание на его самом удивительном творении — посмертно изданной неоконченной "Книге", в которой "каждая мысль — это бросок костей" и которая в целом напоминает "спонтанную звездную россыпь", то есть состоит из автономных, не упорядоченных линейно, но внутренне связанных между собой художественных фра​гментов. "Книга" Малларме подсказала Булезу идею так назьюаемой мобильной формы или "произведения, пребывающего в постоянном становлении" (по-английски – "work in progress"). Первым опытом такого рода в творчестве Булеза стала фетья соната для фор​тепиано (1957); ее разделы ("форманты") и отдельные эпизоды внутри разделов могут исполняться в произвольном порядке, но одна из формант ("констелляция") непременно должна находиться в центре. За сонатой последовали "Фигуры-Двойники-Призмы" ("Figures-Doubles-Prismes") для оркестра (1963), "Владения" ("Domaines") для кларнета и шести групп инструментов (1961 -1968) и ряд других опусов, которые до сих пор постоянно пере​сматриваются и редактируются композитором, так как принципиально не могут иметь завер​шения. Одна из немногих относительно позд​них партитур Булеза с заданной формой — торжественный получасовой "Ритуал" для большого оркестра (1975), посвященный памяти влиятельного итальянского компози​тора, педагога и дирижера Бруно Мадерны (1920-1973).

С самого начала своей профессиональной деятельности Булез обнаружил незаурядный организаторский талант. Еще в 1946 году он за​нял пост музыкального руководителя парижского театра Мариньи (Theatre Marigny), во гла​ве которого стоял известный актер и режиссер Жан-Луи Барро. В 1954 году под эгидой теат​ра Булез совместно с Германом Шерхеном и Петром Сувчинским учредил концертную ор​ганизацию "Домен мюзикаль" ("Domaine musi​cal"— "Владения музыки"), которой руководил до 1967 года. Ее целью была объявлена про​паганда старинной и современной музыки, а камерный оркестр "Домен мюзикаль" стал образцом для многих коллективов, исполняю​щих музыку XX века. Под управлением Булеза, а позднее его ученика Жильбера Ами оркестр "Домен мюзикаль" записал на пластинки мно​жество произведений новых композиторов, от Шёнберга, Веберна и Вареза до Ксенакиса, самого Булеза и его единомышленников.

С середины шестидесятых Булез активизи​ровал свою деятельность в качестве оперного и симфонического дирижера "обычного" типа, не специализирующегося на исполнении старинной и новейшей музыки. Соответственно, продуктивность Булеза-композитора сущест​венно снизилась, а после "Ритуала" на несколь​ко лет приостановилась. Одной из причин это​го, наряду с развитием дирижерской карьеры, стала интенсивная работа по организации в Париже грандиозного центра новой музыки – Института музыкальных и акустических исследований, IRCAM. В деятельности IRCAM, директором которого Булез был до 1992 года, выделяются два кардинальных направления: пропаганда новой музыки и разработка высо​ких технологий синтеза звука. Первой пуб​личной акцией института стал цикл из 70 кон​цертов музыки XX века (1977). При институте функционирует исполнительский коллектив "Ансамбль Энтерконтампорен" ("Ensemble InterContemporain"— "Международный ансамбль современной музыки"). Во главе ансамбля в разное время стояли разные дирижеры (с 1992 года — англичанин Дэвид Робертсон), однако именно Булез является его общеприз​нанным неформальным или полуформальным художественным руководителем. Технологи​ческая база IRCAM, включающая в себя ультра​современную звукосинтезирующую аппарату​ру предоставляется в распоряжение компози​торов со всего света; Булез воспользовался ею в нескольких опусах, самый значительный из которых — "Респонсорий" для инструмен​тального ансамбля и звучаний, синтезирован​ных на компьютере (1982). В 1990-х годах в Париже был реализован другой масштабный проект Булеза - концертно-музейно-образовательньгй комплекс "Город музыки" ("Cite de la musique"). Многие считают, что влияние Бу​леза на французскую музыку слишком велико, что его IRCAM — заведение сектантского типа, искусственно культивирующее схоластиче​ский род музыки, который в других странах давно утратил актуальность. Далее, чрезмер​ным присутствием Булеза в музыкальной жизни Франции объясняют тот факт, что совре​менным французским композиторам, не при​надлежащим к булезовскому кругу, равно как и французским дирижерам среднего и моло​дого поколения, не удается сделать солидную международную карьеру. Но, как бы то ни бы​ло, Булез достаточно знаменит и авторитетен, чтобы, не обращая внимания на критические нападки, продолжать делать свое дело, или, ес​ли угодно, проводить свою политику.

[…] На посту руководителя IRCAM и "Ансамбль Энтерконтампорен" Булез, естественно, уде​лял много внимания новейшей музыке. Помимо произведений Мессиана и собст​венных, он особенно охотно включал в свои программы музыку Эллиота Картера, Дьёрдя Лигети, Дьёрдя Куртага, Харрисона Бёртуисла, относительно молодых композиторов круга IRCAM. К модным минимализму и "но​вой простоте" он относился и продолжает относиться скептически, сравнивая их с ре​сторанами быстрого питания: "удобно, но совершенно неинтересно". Критикуя рок-музыку за примитивизм, за "нелепое обилие стереотипов и клише", он тем не менее при​знает в ней здоровую "витальность"; в 1984-м он даже записал с "Ансамбль Энтерконтампорен" диск "The Perfect Stranger" с музыкой Фрэнка Заппы (EMI). В 1989 году он заклю​чил эксклюзивный контракт с фирмой "Deutsche Grammophon", а через два года оставил официальную должность главы IRCAM, чтобы полностью посвятить себя композиции и выступлениям в качестве при​глашенного дирижера. […]

--- AudioMusic

	Sarah  BRIGHTMAN
	Sara Brightman & Anrew Lloyd Webber «Surrender»
	1995
	68:40
	

	Sarah  BRIGHTMAN
	Timeless
	1997
	52:27
	S. Brightman [v] with The London Symphony Orchestra

sings Mozart, Orff, Puccini, J. Rodrigo, and oth.

	Sarah  BRIGHTMAN
	Eden
	1998
	59:31
	edition 1999, Australia

additional bonus track: "The Last Words You Said" (#16)
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	Gavin BRYARS  -- см. в ‘Alternative’ section
	
	
	
	

	CARMINA  BURANA
	
	1996
	72:44
	label: Erato (Paris)

The Boston Camerata (music director – Joel Cohen) & The Harvard University Choir.

Medieval songs from the Benediktbeuren manuscript (ca. 1230).

liner notes -- см. в файле 'Eurofolk', раздел 'Gothic'

	Sarah  CHANG
	Simply Sarah
	1997
	53:15
	label: EMI Classics

Sarah Chang plays popular encores

Sarah Chang [violin]; Charles Abramovic [p].

1. ANTONIO BAZZINI (1818-1897) The Dance of the Goblins, Scherzo Fantastique, Op.25

2. NICCOLO PAGANINI (1782 1840) Cantabile in D Major (Edited by Ruggiero Ricci)

3. PABLO DE SARASATE (1844-1908) Introduction & Tarantella, Op.43 (Edited by Zino Francescati)

4. PETER ILYICH TCHAIKOVSKY (1840-1893) Waltz-Scherzo, Op.34 (Edited by Josef Gingold)

5. GABRIEL FAURE (1845-1942) Berceuse, Op.16

6. GRIGORAS DINICU (1889-1949) Нога Staccato (Roumanian) (Edited by Jascha Heifetz)

7. SERGEI PROKOFIEV (18911953) Masks (from Romeo and Juliet) (Edited by Jascha Heifetz)

8. NICCOLO PAGANINI Sonata No.12 in E minor, Op.3 (Edited by Sally Thomas)

9. FELIX MENDELSSOHN (1809-1847) On the Wings of Song, Op.34, No.2 (Free transcription by Joseph Achorn; Edited by Jascha Heifetz)

10. JOHANNES BRAHMS (1833-1897) Sonata Movement (Sonatensatz), Op. posth.

11. CHRISTOPH WILLIBALD GLUCK (1714-1787) Melodie (Edited by Fritz Kreisler)

12. WILLIAM KROLL (19011980) Banjo and Fiddle

13. JEAN SIBELIUS (1865-1957) Nocturne, Op.51, No.3

14. PABLO DE SARASATE Zapateado (Spanish Dance), Op.23 (Edited by Jascha Heifetz)

SARAH CHANG

Violinist Sarah Chang, 15 years old at the time of this recording, is recognized the world over as one of classical music's most captivating and gifted artists. Born in Philadelphia to Korean parents, Sarah began to study the violin at age 4 and within a year performed with orchestras in the Philadelphia area. Her early auditions, at age 8, for Zubin Mehta and Riccardo Muti led to immediate engagements with the New York Philharmonic and the Philadelphia Orchestra, respectively.

Appearing in the music capitals of Asia, Europe and the Americas, she has collaborated with nearly every major orchestra, including the New York Philharmonic, The Philadelphia Orchestra, the Chicago Symphony, the Boston Symphony, the Cleveland Orchestra, the Los Angeles Philharmonic, the San Francisco Symphony and the Pittsburgh Symphony. The European orchestras she has appeared with are the Berlin Philharmonic, the Vienna Philharmonic, the Royal Concertgebouw Orchestra, the Leipzig Gewandhaus Orchestra, the Orchestre National de France, and the principal London orchestras. Sarah has reached an even wider audience through her many television appearances, including a "Live from Lincoln Center" telecast with Kurt Masur and the New York Philharmonic and an internationally televised concert from Florence with Zubin Mehta and the Berlin Philharmonic.

Sarah Chang records exclusively for EMI Classics.

	Frederic CHOPIN
	Horowitz plays Chopin – The Complete Columbia Recordings

[3 CD]
	2003
	66:14 68:11 69:29
	label: Sony Music (France)

Vladimir Horowitz – piano

Horowitz plays Chopin
As strange as it may appears, Vladimir Horowitz collected mostly vocal records. "Singing, only singing. I have a good collection of the old singers, the authentic ones. You know, I knew opera and symphonic music better than piano music when I first started. And I miss the bel canto. Our playing stems from the voice. This kind of play​ing where the pianist makes phrases like green and red lights - stop and go - does​n't mean anything. The meaning must come from the melodic line. There must be some kind of melodic approach, inevitably. If a pianist imitates the voice of the past or the present, then his playing has logic. You can like it or not, but it is 'I, singing at the piano'. Even a C major scale has a melodic line. Everything you can play has a melodic line. That's why Chopin always wanted singing, singing, singing at the piano."
The Irish composer John Field had turned Paris' musical world upside-down in 1832 with his bel canto-inspired character-pieces. At a time when rapid changes in fashionable trends and subjective predilections reflected the profound political irres​olution of the age, the nocturne held tout Paris in thrall. Exploiting the Romantics' obsession with night, it had appropriated vocal techniques associated with the Italian school of singing, which was currently in its heyday and which numbered trills, roulades, arpeggios and virtuoso fiorituras among its main attainments, trans​ferring them to the piano to spectacular effect. To that extent, the nocturne derives from the tradition of free improvisation and inevitably established itself in musical salons as means by which the new type of Romantic artist could express his personality. For a composer such as Chopin, who, closely associated with the life of Paris' salons, was adept at following compositional trends, musical descriptions of states of mind were a welcome means by which to maintain his place in society both artis​tically and financially : apart as his gift as a musician, Chopin had brought noth​ing with him when, in the autumn of 1830, he had crossed the Polish border in the direction of western Europe. Chopin composed 21 Nocturnes, the first of which, the Op. Post. 72 No. 1, was written in 1827. The Nocturnes Opp. 55 and 62 also re​issued on this album belong to the later part of the composer's production.
The selection of Mazurkas presented here spans a period of fifteen years, from 1830 to 1845. The Chopin mazurka is a very special art form and was very dear to Chopin, as it was to Vladimir Horowitz. "Each piece in this form is a precious, unique poem." Its basis is a Polish dance by the same name, but Chopin utilized its rhythm only as a point of departure. Since this dance aroused deep-seated feelings of national pride and memories of childhood within him, Chopin consequently poured some of his most profound feelings into his mazurkas. Mr. Horowitz recog​nized in some of the mazurkas contrasting elements that clearly seem to represent man and woman. "The vigorous sections, depicting the man, should be played somewhat strictly but in mazurka rhythm," he declared, "while the delicate strans, representing the woman, should be played much more freely, with elegance and subtlety. Many of the mazurkas are full of nostalgia. They are beautiful poems and some of Chopin's greatest and most original music." The famous Mazurka in A minor, Op. 17 No. 4 composed in 1832-3, in Paris, was sketched considerably earlier, in 1824, when Chopin was a student at the Warsaw Lyceum. This strangely elu​sive piece is impressive for its refinement, ornamentation and, especially, its brood​ing poetry, which permeates the music even as the mazurka rhythm remains dis​creetly in the background. Vladimir Horowitz : "To me, the Mazurka is Chopin at his highest. This is an unforgettable poem, sad and lyrical, conveying its mood with an economy and concentration that only add to its poignancy."
With this seemingly ludicrous statement in a letter to his beloved Delfina Potocka, Chopin attempted to dispel the popular notion that romantic images or situations are often the basis of certain compositions. "Critics frequently see in a work all sorts of things that its author never dreamed of putting into it", he wrote. This outside interference into the art of creation went against Chopin's anti-roman​tic grain, and when publishers added artful titles to his compositions, Chopin would turn livid with anger. His music has rarely programmatic implications, and he never assigned anything but a generic title to any composition. The popular des​ignation of "Revolutionary", "Military" and "Raindrop" are all inventions of pub​lishers attempting to commercialize these pieces. In the case of the "Raindrop" Prelude, there are actually two preludes that have been given that designation. Mr. Horowitz felt that if any prelude is to be called "Raindrop", it should be the one in B minor, rather than the D-flat major Prelude. And many distinguished experts agree.
With his two sets of Etudes, Chopin appreciably extended the technical borders of pianoplaying - a fact that is particularly remarkable when it is remembered that he composed the Etudes Op. 10 from 1829 -31, between the age of 19 and 21. The fifth of this set (traditionally known as the 'Black Key" Etude) probably dates from 1830. It is light, vivacious and, above all, exhibitionistic - the right hand being lim​ited to the five black notes, surely a musical challenge. Vladimir Horowitz : "The 'Black Key' Etude is glittery, showy and masterly, not simply the expression of the elegant 19th-century salon but also magical in its impact today, wonderful to play and hear in any hall or in any home." The recording of Chopin A-flat major Etudes was totally serendipitous. Columbia taped two Carneggie Hall rehearsals in prepa​ration for Horowitz's dramatic return to the concert to the stage, which took place on May 9, 1965, after a twelve year absence. During one of the rehearsal on April 7, Horowitz spontaneously played this Etudes, and he played it only once. He did not include it in his May 9 recital.
In 1832, when he was 22, Chopin produced the introduction and Rondo in E-flat major, Op. 16, probably intended for use by his most advanced pupils. The result here was music remarkably idiomatic for the piano and impressively advanced in its technical demands, similar in spirit and form to the Rondo of the E minor Piano Concerto. Vladimir Horowitz : "The Introduction and Rondo has aris​tocratic elegance. In our time, we could use a touch of elegance. I don't understand why this piece is not often played - the public would adore it. It is more classic than romantic. Chopin wanted to make a glittering piece for the public. And that is just what he did - and with what beautiful taste!"
It was ballads by the poet Adam Mickiewicz that had inspired him to write his own four Ballades, Chopin is said to have told Robert Schumann in Leipzig. The relevance of this information and, hence, the significance of the four poems — "Konrad Wallenrod" (a Lithuanian hero), "Switze", "The water-Sprite" and "The Three Budrys" - for Chopin's works is sometimes treated with a certain amount of caution but some artists, like Murray Perahia, find the Schumann attestation regarding Mickiewicz's poems convincing, and find that an acquaintance with the musical facts surrounding the Ballades renders the poems even more relevant and evocative.
Mr. Horowitz once declared to Thomas Frost, producer of his recordings for Columbia : "The Chopin sonata [No. 2] I played first in '22 or '23. It's been a good friend throughout my career. You know the story they tell - Chopin was asked if the finale was a 'light wind over the grave' and he said, 'No, just gossiping between two hands.' He was a moody man, Chopin. But I think this idea of a final sigh or a ghostly wind over the grave is a good one. Perhaps he meant that." Later, at the recording session of this work, Horowitz remarked, "You know I was never quite happy with the recording of this sonata I made some twelve years ago, particular​ly the first movement and the Funeral March. You see, the first movement is not in strict sonata form. It's rhapsodic. It has long themes and short developments! It's a difficult thing to bind together. But the beauty of the music overcomes these dif​ficulties. My old recording was a little slow, a little stagnant. It must move..." And he added wistfully, " I mean in tempo as well as the listener." After hearing the first movement at this recording session Thomas Frost was impressed by the way Horowitz had indeed "bound together" the movement. The secret lay in the artful balance between totality and detail. He would never sacrifice the large structure by Mr. Horowitz once declared to Thomas Frost, producer of his recordings for Columbia : "The Chopin sonata [No. 2] I played first in '22 or '23. It's been a good friend throughout my career. You know the story they tell — Chopin was asked if the finale was a 'light wind over the grave' and he said, 'No, just gossiping between two hands.' He was a moody man, Chopin. But I think this idea of a final sigh or a ghostly wind over the grave is a good one. Perhaps he meant that." Later, at the recording session of this work, Horowitz remarked, "You know I was never quite happy with the recording of this sonata I made some twelve years ago, particular​ly the first movement and the Funeral March. You see, the first movement is not in strict sonata form. It's rhapsodic. It has long themes and short developments ! It's a difficult thing to bind together. But the beauty of the music overcomes these dif​ficulties. My old recording was a little slow, a little stagnant. It must move..." And he added wistfully, " I mean in tempo as well as the listener." After hearing the first movement at this recording session Thomas Frost was impressed by the way Horowitz had indeed "bound together" the movement. The secret lay in the artful balance between totality and detail. He would never sacrifice the large structure by dwelling too much on "local color" — a temptation to which a lesser pianist might succumb. Of the Scherzo, Horowitz said, "It is very Lisztian... Byronic in a way, and the plastic middle section reminds me very much of Italian opera... Bellini in par​ticular." The performance of this movement proved to be a good example of the fan​tastic dynamic range of Horowitz. The contrast between the thunder of the "Lisztian" first section and the hushed quiet of the "Bellini-like" middle section is indeed dramatic proof of this. Horowitz continued his comments about the sonata, "You know, in the Marche funebre, rhythm is most important. Unfortunately, you often hear it played with a kind of soft, flabby rhythm... almost triplets. But after all, it's not a nocturne, but a march. The rhythm must be crisp — it gains more solemnity that way. I think the middle part is positively celestial... like angels talk​ing."
The Polonaise is, without doubt, the noblest of Polish national dances. Its attraction for Chopin was strong from the beginning, and his first composition, dat​ing from 1817, when he was eight years old, was a Polonaise in G minor. By 1842, the year of his Polonaise in G minor, Op. 53, he had produced a sizeable number of polonaises, and his conception of the genre had evolved from simple dance-form to elaborate tone-poem. Vladimir Horowitz: " I think that this Polonaise reflects the fury of the Polish people under the yoke of Czarist domination. Chopin was a fierce Polish patriot himself, and his patriotic feeling thundered through his music, which is like a call to arms. It is also proud, majestic, heroic, chilvarous and in the grand manner. It is indeed a Polonaise for all seasons and all oppressed lands, a Polonaise for the millions of men and women who still hold dear the free human spirit [...] The Polonaise-Fantaisie is one of Chopin's greatest works. It is much more a fan​tasy than a Polonaise. It is a highly spiritual piece, on higher plane than almost anything else he wrote — fantastic music in the grand manner. The piece is episod​ic, changing moods so often that it is perhaps not easy to follow its continuity. Here Chopin was like a great actor in a stunning performance. He covers such a gamut of emotions: sometimes melancholic, sometimes frenzied, sometimes elated, some​times nostalgic, sometimes dramatic, sometimes lyric, sometimes grandiose and sometimes majestic."
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	52:52
	label: Gramzapis (Moscow)

rec. 1987

Alfred SCHNITTKE: "Hymns" for Chamber-Instrumental Ensemble (1974-79)

Edison DENISOV: "Chamber Symphony"

perf. by The USSR Bolshoy Theatre Soloists Ensemble

	Edison DENISSOV
	Percussions de Strasbourg
	1990
	66:14
	label: Pierre Verany (Provence, France)

1. Sonate

2. Nuages Noirs

3. Apparitions, Disparitions

4. Rayons des etoiles lointaines dans l’espace courbe

5.-7. Trois pieces pour piano a quatre mains

8. Concerto Piccolo

THE PERFORMERS:

LES PERCUSSIONS DE STRASBOURG / Director: Georges Van GUCHT

Jean-Paul BERNARD, Guillaume BLAISE, Christian HAMOUY, Keiko NAKAMURA-BAUR, Claire TALIBART, Vincent VERGNAIS.

This world-famous percussion ensemble, specialising in contem​porary music, has proved an inspiration to many composers of our time, whose music it performs world-wide.

CLAUDE DELANGLE, saxophone: international soloist and saxo​phone professor at the Paris Conservatoire.

ODILE DELANGLE, piano: professor at the Ecole Normale in Paris and chamber music specialist.

MADALENA SOVERAL, piano: international soloist, professor at the University of Porto, and member of the Tetra Quartet (together with Jean-Louis Haguenauer -- piano, Christian Hamouy, Georges Van Gucht -- percussion).

JEAN-LOUIS HAGUENAUER, piano: international soloist who combines a career as soloist (recordings, recitals, chamber music) with that of a pedagogue; pianist with the Tetra Ensemble.

Edison Denisov (born 1929) is among the most widely known of contemporary Soviet composers. He studied physics and mathematics at the University of Tomsk in Siberia before entering the Moscow Conser​vatoire as a student of piano and composition. He quickly acquired an international reputation, and his works began to be widely played abroad. Much inspired by French culture (Debussy and Boulez are his mentors), his music is notable for its controlled lyricism and for the conceptual strength of its textural sonority, often built around small intervals — from which it derives a mysterious and “nocturnal”  charm typical of its composer.

Dodecaphony, aleatory music, the use of instruments provided by modern technology, amplification, experimental techniques: these are the various stages which, for Denisov, have acted as signposts on the way to a progressive enrichment of the creative possibilities.

Denisov's work encompasses all musical genres: he has written numerous concertos for solo instrument and orchestra, much chamber and vocal music, ballets and opera ("L'Ecume des Jours", based on a novel by Boris Vian, dates from 1981).
Edison Denisov teaches orchestration and composition at the Moscow Conservatoire.
----- C. Van Gucht

INTERVIEW WITH DENISOV
Paris, 28 April 1990 Summarized by Georges Van Gucht, Director of Les Percussions de Strasbourg 

"I have nothing to say about my music". So began the interview which was intended to reveal the origins of the works chosen for the pre​sent recording of music by this unusual composer. 

As time went by, words began to flow, Denisov talked about the Sonata for saxophone and piano, written in 1970 and premiered that same year by the saxophonist Jean-Marie Londeix: "This is a very vir​tuoso piece. The first movement hints at a reference to jazz; the second, for saxophone solo (the piano intervenes only at the end), is an explosion of colour and timbre; the third uncovers the allusions of the first in a straighforwardly jazzy style."

The cycle of three works for percussion began with a commission from the Leipzig publishers Deutsch Verlag fur Musik for a piece for vibra​phone solo. This piece, Nuages Noirs, is thus the start of a cycle charac​terised by the poetic expression of the start of the work — both the suggestion of a soft-hued light and the clarity of its ending, intermixed with a powerful blend of sounds. The second piece of the cycle, ‘Appa​ritions & Disparitions’ is for unpitched percussion (wood, skin and metal), while the third. ‘Rayons des etoiles lointaines clans I'espace courbe’ owes more to the first — since the sound diffusion here results from the vibra​phone in conjunction with unpitched percussion and with gongs, bells and glockenspiel.

The Three Pieces for piano duet were commissioned by two English pianists (Susan Bradshaw and Richard Rodney Bennett, one-time com​position students of Pierre Boulez) and first performed in London. They are built from the same musical material — that is to say, melody, har​mony and rhythm; the three pieces are thus three aspects of an identi​cal structure.

The Concerto Piccolo was commissioned and first performed in 1979 by the saxophonist Jean-Marie Londeix and Les Percussions de Strasbourg (Jean Batigne, Gabriel Bouchet, Olivier Dejours, Jean-Paul Finkbeiner, Claude Ricou, Georges Van Gucht). Scored for 4 saxophones (a single player, as requested by Jean-Marie Londeix) and with important parts for six percussionists, it comprises a single 21-minute movement. The title was deliberately chosen to contrast with that of Concerto Crosso.

	Elena DENISOVA
	13 Capricen
	1996
	75:55
	label: Talking Music (Germany)

Elena DENISOVA – violine solo

Rec. 1995 in Studio 3 by Bayerischen Rundfunks

(1) Valery Arzoumanov: Transformation  06' l3 

Caprice pour violon seul, gewidmet Elena Denisova
(2) Franz Hummel: Capriccio diabolico  04' 46
(3) Boudewijn Buckinx: „Kahk deeiah!"  07' 07 

für Elena Denisova
(4) Paul Kont: Cantata capricciosa  03' 14
für Elena Denisova
(5) Nikolaus Fheodoroff: Caprice  06' 16
für Elena Denisova
(6) Helmut Burkhardt: „Der Schrei" 03' 35 

Caprice für Violine Solo, gewidmet Elena Denisova
(7) Anthony Girard: „Partons, ö mon äme!" 10' 40 

für Elena Denisova
(8) Jo Sporck: Capriccio für Helena op.74b 06' 43
(9) Elemer Tarjan: Caprice hongrois 03' 47
(10) Giorgio Ferrari: „Recitativo-Capriccio"  06' 32
(11) Wolfgang Danzmayr: „Suona la corda"  09' 09 

Caprice für Violine Solo
(12) Mikhail Kollontay-Ermolaev: Caprice Nr. 7   03' 06 

aus dem Zyklus „10 caprices on destroying of the temple"
(13) Alexander Müllenbach: Capriccio  03' 40

Elena Denisova counts today among the most prominent personalities of the elite Russian violinists. Her musical maturity, her unique individual interpretation and her superior virtuosity are confirmed wherever she performs - both by the press and the public. Against the background of her musical career, all these super​latives appear to be a natural development, as documented by the abundantly well known picture book careers of many virtuosos. Elena Denisova, as is usual with such careers, has won competitions: e.g. the International Prague Radio Competition of 1976 when she was still a pupil at school, or the Zagreb Violin Competition of 1985, the jury of which was headed by Henryk Szeryng. She was trained by Valerij Klimov at the Moscow Conservatory and by Oleg Kagan, whose master courses she attended. She has had triumphant concert tours in numerous European countries, and has not only an effortless command of the complete violin concert literature from Baroque to modern music but also of the extensive range of chamber music.
The Moscow National Quartette - founded by her - in which she not only plays the first violin, has been aesthetically moulded by her relentless musical demands and her extremely high interpretational standards, which she places upon her fellow musicians, without having to sacrifice the pleasure or the spontaneity of playing. In the meantime, the excellent reputation she has achieved for her ensemble goes without saying.
Elena Denisova is possessed by her music. She is - and this is particularly impor​tant for a virtuoso in this day and age - not a retroposed all-in virtuoso who places her circus skills in the service of her personal success, instead she is above all a knowledgeable and attentive advocate of the music of our age, who knows how to perform the most complex and difficult pieces with the same self-evident truth and inner logic as if she were playing Brahms or Beethoven. The subtleness of dis​tinction, the effortlessness with which she masters each technical challenge, the power of expression and versatility of her sound and the extensive knowledge of the stylistics of all musical languages, which she always knows how to transport in a kindred spirit, are perhaps the most outstanding qualities in the psychogram of this unusual artist.
--- Franz Hummel
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Dominican French Choir, Father Andre Gouzes – director.

PREFACE

Father Timothy Radcliffe, o.p., Master of the Order

If Dominic himself could hear his young brethren sing so enthusiasti​cally, and with such vigor and sheer joy, he would sing along with them, he who went from choir to choir encour​aging his brothers to sing out from their hearts, or so it is said.

The Preaching Brothers, or Domini​cans, have a long tradition of singing Gregorian Chant that remains alive today. The choral office has been a part of Dominican life from the very beginning. Preaching the Word needs daily nourish​ment by community prayer. Dominic wished that the choral office be sung lightly and joyfully, with simplicity and sobriety, as befits an Order of Preachers. It is sung today in the various languages and cultures where the brethren find themselves, but a whole repertoire of Gregorian Chants proper to the Order continues to be sung: canticles to Our Lady, to Saint Dominic, Hymns, etc.

Ten Dominican brothers have recorded them here. They demonstrate how Gregorian chant can be sung with a vitality and enthusiasm that expresses joy in the search for God and the way to the gospel.

Their intention was to contribute in a responsible way toward the cost of their own education, and as a token of esteem to a revered brother, Father Thomas Patfoort, who helped develop several generations of their brethren. To launch the project they invested their time, ener​gy, conviction and daring. They set about it without wanting to recreate the past, and without nostalgia, but instead to keep a particular tradition alive and to confi​dently assimilate it into the present. Father Andre Gouzes, from the Toulouse province, helped in their efforts.

I am convinced that for these young brothers, the communal effort was one of solemn fraternity as well as one of communion in time and space with the entire Order. As you listen to them, may you share in their joy and that of so many people for whom throughout the course of history these chants were messengers of hope.

INTRODUCTION

Father Andre Gouzes, o.p.

  For our brother theologians who are distinguished by their intelligence and scholarship, recog​nition and gratitude are expressed by, among other things, the publication of a book entitled 'Miscellanies.' Such a book provides and affirms, in spiritual friendship, a lasting testimony to the brother's thoughts and works.

In Dominican tradition, the liturgy is the heart of its theology. Saint Dominic relied on it to inspire his brothers. Saint Thomas Aquinas would achieve his the​ology through poetry. In the paintings of Fra Angelico, it radiated as heavenly joy.

But Gregorian chant has remained, from the very beginning, the steady breath, in prayer or praise, of our inner life. Many have carried the flame, have maintained the enthusiasm, have revealed its secret. Yet the music is like the wind, and its traces are short-lived. The voice ceases one day. Between two sequences it always returns to silence. And those who perform it vanish as well and are forgotten. It is their grace.

However, in this recording, two gen​erations of brethren have attempted to challenge this neglect and to proclaim this grace loud and strong, its youth intact. One of them, Thomas Patfoort, has personified it, radiated it for fifty-five years in service to his brothers. Now, they wish to say 'Thank you!' to him.

In a clear and steady voice, he has directed, supported and served the unceasing praise of the hours and days. Such a service is a humble one, often tedious, always exhausting. But the chant, at the zenith of its phrase, opens one's heart and restores to it the breadth of generosity and joy. All through his life, this is how he drew his strength and nourishment.

As did Father Delalande before him, it is as a teacher that Father Patfoort left his strongest and most enduring mark. As early as 1937-38, when he was a novice, he linked his function as cantor with that of magister, and continued to do that at the Saulchoir Convent from 1938 to 1945, then as a sub-master of novices from 1945 to 1949 in Oslo, and from 1952 to 1972 in Lille, where he taught several generations of novices, up to and including those on the present recording. For this he trained the ten young friars who perform the music; he chose the pieces to be sung, and untiringly offered helpful advice, yet always remaining open to new inter​pretations and ways of reading.

The Chant, in effect, reveals itself when it is sung; it allows itself to be dis​covered; it wonders at what one makes of it. A poet once said, "When one chants, one never ages." This is the impression one receives when one meets our Brother Thomas and the music he has served so well.

It is often that the strongest impres​sions are those received in childhood. Father Patfoort, born on April 13, 1918, in Flanders, first came into contact with Gregorian chant at the early age of thirteen. From thirteen to sixteen, when he entered the novitiate, he broadened his first experience by sub​mitting himself to the discipline of a schola, where the voice, through strict asceticism, reaches fulfillment by merg​ing with others into a single line, with one timbre, carried, as it were, by a sin​gle joyful motion—cor unum—in one single heart.

Thus the sacred chant submits to the strongest constraints, and by doing so, tunes in to the highest liberty: effort turns to play and hardship to joy. Deriving from such sources the chant became for our Brother Thomas the natural expression of his soul. This will explain why he fortunately never became involved in the "defensive or offensive ideologies" that attended the Vatican II crisis. He renders it to us intact, with the enthusiasm of his faith and his heart. On independent ground, it is the free and precious witness to that unbreakable chain of spiritual culture and musical genius that is inextricably tied to the living and universal history of our Church and of our Order.

To talk of the man and of his chanting is already to talk of the choice of interpretation. Gregorian chant enjoys today a scholarly revival due to the semiological research by the Solesmes, to comparative ethnomusicology, to aesthetics... Already in the 19th century its rediscovery strongly influenced the revival of French music, right up to Olivier Messiaen. Such wealth overwhelms us. We made a choice: to protect the recent tradition of our Order, in which several genera​tions of our brethren have prayed. As Guillevic says, "Everyone goes his own way / Singing his difference / Wishing to preserve it / Everyone needs / To hear other songs / To be sure of his own." (Guillevic, The Chant)
We chose honesty, alone capable of receiving and blending the disparities within a viable community -- both its inadequacies and its temerities. We sang as men of prayer and as celebrants, not as concert performers. Grace makes light of any imperfections. Thus goes the chant of prayer: without cover.

You will recognize here the "joyful freedom" of faith. Such a chant seems to complete what Sacred Preaching or the theologian had begun: it seems to invite you, saying, "Come and taste how good is the Lord!"

It is said that Saint Dominic would climb down from his choir stall, and surrounded by his brothers say to them, "You must sing with liveliness and fervor!" Our sole reason, far from any scholarly motive, has been to testi​fy to the chant as it is sung in our Order always unaltered in its fervor, to rebel against usury or neglect, and together fraternally to open our hearts to peace and joy. In addition, through our Brother Thomas, we wish to express our gratitude and love to all our elder brothers who handed down this chant to us: thanks to them we know that the chant gives life and that life in worth chanting.

Recorded in March 1994 at the Collegiate Church of  Saint Martin de Champeaux.

1.
Judaea et Jerusalem ............ 3: 22
2.
Conditor alme siderum ........ 1: 59
3.
Veni Redemptor gentium ...... 3: 56
4.
Completi sunt dies Mariae • Psalm 4 ....... 2: 36
5.
Natus est nobis hodie Salvator • Psalm 90 ....... 2: 37
6.
Lux de luce • Psalm 133 ...... 2: 04
7.
Ecce nomen Domini ........... 1: 02
8.
Praeter rerum seriem ........... 1: 26
9.
In pace .........................2: 31
10.
Christe, qui lux es et dies ...... 2: 42
11.
Media vita ...................... 3: 06
12.
O Rex gloriose  • Nunc dimittis ......3: 55
13.
Christus resurgens ............. 3:15
14.
Kyrie fons bonitatis ............ 3: 29
15.
Venite, populi .................. 2: 33
16.
O quam glorifica ............... 2: 56
17.
Recordare Virgo Mater ........ 1: 25
18.
Virgo Dei genitrix ............ 1: 26
19.
Stirps Jesse .................... 4: 07
20.
Salve Regina ................... 3: 19
21.
O spem miram ................. 3: 35
22.Gospel according  to Saint Matthew .....11: 11

	John DOWLAND
	The English Orpheus
	1989
	57:39
	label: Virgin Classics (London)

Recordings in Virgin Classics' Veritas series offer the listener the chance not only to hear early music performed in an authentic style, but also music of the nineteenth century played on period instruments. The aim is to be faithful to the past through a combination of academic research, technical excellence and interpretative insight.

Emma Kirkby (см.) – soprano

Anthony Rooley – lute, orpharion

lute: 7-course lute by Michael Lowe, 1985

orpharion: 7-course orpharion by Robert Hadaway, 1973, after John Rose (c. 1580-1620)

Emma Kirkby studied Classics at Oxford and then took singing lessons with Jessica Cash. Other teachers were the colleagues and directors in the London specialist groups: Anthony Rooley's Consort of Musicke, Andrew Parrott's Taverner Players and Christopher Hogwood's Academy of Ancient Music. She now enjoys the variety of a career about equally divided between chamber music with close friends (lute songs and madrigals with the Consort of Musicke, later repertoire with London Baroque and others) and solo appearances all over the world.

Anthony Rooley - lutenist, sculptor, writer and director of the Consort of Musicke – has spent his life delving into and resurrecting the forgotten musical masterpieces of the Renaissance. But being very much a man of today, he is not content merely to present his finds in the scholarly manner of a musical archaeologist, but rather aims for an inspired communication to take place during the act of performance, involving performer, composer and hearers alike. Rooley's Consort of Musicke, which he founded in 1969, has won the respect and love of audiences around the world, as has his duo combination with Emma Kirkby (sometimes extended to a trio with bass David Thomas or soprano Evelyn Tubb).

The English Orpheus.

When Simon Foster (Virgin Classics' Managing Director) invited us to make a recital record of John Dowland, he did so knowing that (i) we had been involved in the 'Complete Dowland' for Decca 'Florilegium' over ten years earlier, and (ii) that we had been constantly performing Dowland's repertoire in public recitals as a duo ever since. Foster requested, the only specific directive, that we chose songs we loved to perform – he wanted (I think) the nearest thing to a committed live performance.

We were overjoyed to have the opportunity to make a recorded statement about Dowland after a ten-year journey with his music. As artists we have naturally changed in ten years – Dowland remains constant, pure refined craftsmanship. Our approach has become enriched from experience, our love for this most inspired songster has deepened. Looking over his eighty-seven songs to select for this recital record, we were filled again with awe and wonder – how could every song, taken in its own terms, be so consistently graded as a masterpiece? Surely Dowland suppressed all but his finest material for print – but what a legacy, a monument in four volumes.

Recently, after a recital in The Hague, one of the organisers commented: 'How do you draw such stillness, such attention to every detail from the audience? We hardly dared, or even wanted, to breathe in case some exquisite detail was lost!' Well, it's very flattering to be posed such questions, but the secret lies entirely in Dowland's unsurpassed skill in taking the listener to a different, ravishing plane of awareness. There is a crystalline quality to his vocal line, such gifts of melodiousness supported by harmony of the sheerest beauty. But the secret above all others, perhaps, is his subtle use of rhythmic suspension – sometimes agitated, which dislodges the listening soul from its comfortable, customary, habitual comer into a ray of transcendent lucency, then the rhythmic suspension slows, across the tactus, stretching harmonic tension to its limits and bearing the soul aloft on an intoxicated flight. The listener's breath is, indeed, held – because such soulful flight is unaccustomed, in our mundane dwelling place.

If you think this description reads like a candidate for 'Pseuds Corner' then you should read some of the Renaissance descriptions of the mythological powers of music – you will find the above is fairly timid stuff by comparison. Their literal belief in Orphic mythology adds greatly to the endearing appellation granted to Dowland in his own lifetime -- 'The English Orpheus' – Orpheus whose music calmed and civilised savage beasts. When listening to this record, in soulful flight, just watch out for the dancing trees!

 The simple and obvious design for this recital is to follow the four books of songs in chronological sequence (not necessarily, though, the chronology of composition), selecting a handful of songs which represent the distinctive character of each volume (for it is our opinion that Dowland was alert to a degree of symbolic or emblematic relevance to the four ages of man in each of his song-books). The song-book selections are separated by two groups of solo pieces, played in this instance on the orpharion, a wire-strung relative of the lute, of which more later.

The First Booke of Songes or Ayres, published in 1597, was an epoch-making event for English music. Several times reprinted and widely imitated, the collection is characterised by youthful vitality – particularly expressed in the many galliard-songs which relate to specific courtiers of Elizabeth I's circle. The gal Hard, the Queen's favourite dance, was a show-piece for nimble footwork and most certainly a dance of youth. The songs of this collection provide, in lyrics and music, the equivalent of the long Tudor portrait gallery – Dowland draws the court together with his spirited musical miniatures. Awake, sweet love, an alluring invitation to amorous pleasures, is found in three instrumental galliard settings elsewhere, whilst the bitter irony of Can she excuse my wrongs? reveals the probable identity of the poet, the upstart, arrogant Earl of Essex. In the numerous instrumental settings the piece is called 'The Earl of Essex, his galliard'. Wittily, Dowland introduces a counter-melody in the third section – whilst the vocal line intones, the top line of the lute plays the folk-tune 'Shall I go walk the woods so wild?' – an oblique reference, it is thought, to the young Earl's banishment from court to the wilds of Wanstead. (Finally, for his arrogance, he was executed for treason – and it was said the Queen never fully recovered from this enforced decision, for the two had been on terms of great intimacy.)

Few songs in Book One reveal Dowland's later concern for dark melancholy, yet All ye whom Love is an exception – its gloomy philosophy gives Dowland an opportunity, through wailing chromaticism, to exercise his deep love of melancholy. The sweeter, more charmed philosophy of the gentle, amorous song Dear, if you change is wonderfully gracious. The opening melody, a rising fourth, inverts the famous four-note tear motif associated with Dowland across Europe from his famous Flow my tears, and cleverly points up the 'change' in the poem – a delicate conceit surely not lost on Elizabethan ears. The commonplace conceit of invoking the four elements in this lover's prayer (verse two) is made powerful by Dowland's mesmeric intoning.

The two solos, Semper Dowland semper dolens and Mister Dowland's Midnight both bear his personal stamp – in the titles and in the lachrymose music. They are, however, very different in design and intention. Semper Dowland semper dolens ('Dowland is always melancholy') is in fact a string of self-quotations – from the opening of 'Go crystal tears' in the first strain, to the implied 'In Nomine' theme of the third strain. Musical fragments brought together in the form of a sound-mosaic make this a self-portrait – lacking a painting, this is as close as we are likely to get to knowing Dowland's own character – serious and witty, melancholy, but not totally without hope. Mister Dowland's Midnight is probably one of the last works he ever wrote – his swan song. With a simplicity more akin to folk music, Dowland's art conceals art – though he probably tossed this little trifle off to help his young lutenist pupil. Mistress Margaret Board, over a fingering difficulty: the great master concludes his life's work with a humble exercise.

The Second Booke of Songs or Ayres, 1600, was printed in London while Dowland was away in Denmark. The volume is dedicated to the young court beauty, Lucy, Countess of Bedford, around whom had gathered a circle of poets, musicians and artists whose unifying concern was in exploring dark imagery – night, blackness, melancholy, eyes, weeping, grief. The paradox, typical of a manneristic age, turns on the name 'Lucy' (meaning, of course, 'light') and the second-century saint Lucy, whose cruel death was preceded by her having both her eyes gouged out. Dowland's famous song, I saw my lady weep dedicates this volume to Lucy and to her namesake, and in beginning the volume in this way he indicates the chief concern of this set – the middle years of a man's life, full of doubt and care, disillusionment and grief. No stronger statement of this condition can be found than Sorrow, stay! lend true repentant tears, with its hypnotic refrain, almost incantatory: 'down, down, down I fall; arise I never shall'. We treat this as the first section of a trilogy, for in the book it is followed by the Lady Hope pleading Die not before thy day, who is then answered Mourn! mourn! Day is with darkness fled. In this last section, we hear the famous phrase 'In darkness learn to dwell', a cry from the heart of the entire circle around Lucy: Dowland becomes their voice, the voice of inspired melancholy.

Woeful heart continues in a lamenting vein, but more closely linked with the misfortunes of love, rather than the despair that characterises the songs of world-weary grief, although it will be noticed that the imagery in verse one chiefly revolves around 'eyes'. More tenuously this continues in our last choice from Book Two, Now cease, my wandering eyes. This wonderfully breezy song disdains any hint of melancholy as it unfolds a classic version of pure, platonic, steadfast love.

This is the mood too, that permeates The Third and Last Booke of Songs or Ayres, 1603. In this publication Dowland collects together love songs of maturity, gently philolophising songs – texts and moods appropriate to a secure, happy later middle-age. He also gathers at the beginning of the book seven songs in one way or another dedicated to Queen Elizabeth I, for this is the year she died. Perhaps from a court entertainment. Behold a wonder here sets a refreshing pace, but in a more ironic vein is the exceedingly clever Farewell, too fair – Dowland never got the court appointment he desired from Elizabeth and perhaps this song, couched in the familiar conceit as though the lover was protesting to his mistress, reveals Dowland's regret and disappointment. The other two songs from Book Three are more specifically philosophical – the rather homespun platitudes of The lowest trees receives a gently reflective treatment from Dowland, whilst Me, me, and none but me may contain some personal reflections relevant to Dowland (who was frequently likened to the silver swan, a standard emblem). It is possible, too, that the song refers to the recently deceased Virgin Queen.

The Earl of Derby His Galliard refers to Ferdinando Stanley, the fifth Earl of Derby, who before inheriting his earldom was known as Lord Strange, an ardent supporter of the arts who had a theatre company under his banner. This galliard, (with a purely fortuitous reference to 'Oh when the saints go marching in' in its opening phrase!), reveals a portrait of a man with a whimsi cal humour who could probably turn a nimble 'pas de deux' in his dancing. Mistress Winter's Jump presumably refers to a vigorous leap into the air for which Jane Winter (mother of two brothers implicated in the 'Gunpowder Plot') was renowned. This was a standard dance manoeuvre in 'La Volta', of which this piece is a perfect example. The leap into the air was not unaided, of course – the gentleman steadied the lady around the waist whilst nudging his knee under her bottom to give her leap more impetus.

A Pilgrimes Solace, 1612, was Dowland's last work to appear in print, and represents the quiet contemplation of old age – looking back on a fruitful, creative life. Dowland includes, to add depth to this perspective, some pieces first composed almost twenty years before. Shall I strive with words to move? is, for example, from the mid 1590s, when it was also known as Henry Noel's Galliard. Noel, a young court blade, was championing Dowland's cause and as he was Elizabeth's favourite dancer of the galliard (she called him her 'Bonny Boots' because of his flashy footwork) he was well placed to introduce Dowland to court. Sadly, nothing came of this connection, for Noel died, aged 27, in 1597, leaving Dowland without a personal introduction. In using this song for the 1612 set, Dowland must have been reviewing his life as a series of lost opportunities, the fates (semper Dowland semper dolens) against him. Stay, Time, awhile thy flying, ironic in the context of this pilgrim's collection, is right up to date in style being 'a la mode', composed in the French 'mesure' style, with shifting metre according to word stress.

Finally, Dowland's true swan song, an encomium to Patience, Thou mighty God. This trilogy, which calls on biblical models, stands supreme among lute-songs of this period in its breadth and stature. If one was asked for a lute-song equivalent of a late Beethoven quartet, this cycle would be it, for it steps right out of specific time and place, operating on a more celestial plane.

A word is necessary regarding the use of the orpharion as an alternative to the lute, both in some of the songs and all the solos. The orpharion is a wire-strung, near relative of the lute which requires a yet more subtle style of play. In William Barley's words of 1596:

“by reason of which manner of stringing, [wire as opposed togut], the Orpharion doth necessarilie require a more gentle and drawing stroke than the lute, I mean the fingers of the right hand must be easily drawen over the strings, and not suddenly griped, or sharpelie stroken as the lute is: for if y e should doo so, then the wire strings would clash or jarre together.”

It is an instrument developed from the bass 'bandora' invented by John Rose, an English maker of great skill, around 1580 or so. One of his instruments, known as Queen Elizabeth's lute, is one of only two surviving orpharions, and is an exquisite example of the instrument maker's art. The name is a combining of Orpheus and Arion, and betrays the mythologising zeal of the Elizabethans. Out of about thirty lute-song publications of the time, ten of them specifically mention the orpharion as an alternative to the lute, including Dowland's own first three books. Its use was much more widespread than our present day revival would suggest – its exceedingly quiet-voiced sound and its unstable tuning make it not so suitable for modern concert hall conditions. For recording, however, it is ideal – and its gentle, silvery sound can be enjoyed to the full with the most modern hi-tech equipment. John Rose, John Dowland and Queen Elizabeth would all have been amused.

--- ANTHONY ROOLEY, 1989

from The First Booke of Songes or Ayres (1597) 

Awake, sweet love (2:47) voice &. lute

Can she excuse my wrongs? (2:31) voice & lute

All ye whom Love (4:14) voice & lute

Dear, if you change (3:25) voice & orpharion

Semper Dowland semper dolens (3:08) orpaharion

Mister Dowland's Midnight (0:50) orpharion

from The Second Booke of Songs or Ayres (1600) 

Sorrow, stay! (3:04) voice & lute 

Die not before thy day (1:30) voice & lute 

Mourn! Mourn! (1:49) voice & lute

Woeful heart (2:46) voice & orpharion 
Now cease, my wandering eyes (2:19) voice & lute

from The Third and Last Booke of Songs or Ayres (1603)

Behold a wonder here (2:44) voice & orpharion 

The lowest trees (2:17) voice & orpharion
Me, me, and none but me (2:53) voice & orpharion
 Farewell, too fair (2:58) voice & lute
Earl of Derby His Galliard (2:57) orpharion
Mistress Winter's Jump (0:59) orpharion
from A Pilgrim's Solace (1612) 

Stay, Time (1:53) voice & lute 

Shall I strive (3:01) voice & lute
Thou mighty God (8:11) voice & lute

	Guillaume  DUFAY
	Chansons
	1996
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	label: Naxos, 'Early Music' Series.

Performed by ENSEMBLE UNICORN. Director: Michael Posch.

ENSEMBLE UNICORN:

Guillaume Dufay (c. 1400 - 1474)

'Chansons'

"He is the most important ornament of our age",  said Piero de'Medici, father of Lorenzo de'Medici, in 1467 of Guillaume Dufay. The high esteem in which this leading composer of the later Middle Ages was held is reflected in the fact that more of his music and more details of his life survive than for other contemporaries; the personality of a composer stands out from the anonymity of history. There is no certain evidence for the place and date of birth of Dufay, but it is known that in August 1409 Cambrai Cathedral admitted a new choirboy under the name Willemet, little William, who, in 1414, became clericus altaris, under the name Willermus du Fayt. Cambrai Cathedral counted at the time as one of the richest cathedrals of the region with good connections with Antwerp, Arras, Lille, Toumai and the seat of the Burgundian court in Brussels. Dufay's travels began at the same time as the Council of Constance, which was held from 1414 to 1418. It is not certain whether he was present at the Council, of which it is reported that over 1700 musicians attended from all countries, exchanging their knowledge, an important influence on composers of the time, but in his compositions the effects of this Council can certainly be seen.

Dufay's travels took him in 1420 to the Adriatic coast in the service of the Malatesta family, with whom he maintained long and friendly relations. There he wrote the ballade Resveillies vous for the wedding celebrations of Carlo Malatesta da Pesaro; Mon chier amy appears to have been written for the death of his friend Pandolfo Malatesta in the year 1427. From the same year dates the rondeau Adieu ces bons vins de Lannoys, in which he bids a sad farewell of his native region of Laon and its much praised wines and women. Here are also allusions to the dark side of life, with which Dante Alighieri begins his Divina Commedia. From 1428 to 1433 he studied in Rome, where he composed Quel fronte signorille and La dolce vista. In the following years he must have met and become friendly with the composer Gilles Binchois, since this circumstance is recorded by contemporary poets (Martin le Franc, Le champion des dames). To his knowledge of the highly developed Italian literature of the time we owe the wonderful programmatic canzona Vergene bella on a text by Francesco Petrarca. Numerous contacts with leading figures of his time, such as Donatello, Brunelleschi, Pope Eugenius IV, for whom he composed some motets, Antonio Squarcialupi, Johannes Ockeghem, the Media family and the House of Savoy, influenced and enriched his activity as a composer. The texts of his songs contain very personal aspects of the social contexts and political reactions of his time, with which he directly or indirectly came into contact.

In the over two hundred surviving compositions of Dufay can be observed a strong development of elements of personal style, which, nevertheless, point to the common musical changes of the fifteenth century. The word 'music' is found in two entirely different meanings. One of these is the meaning of monophonic music, implied in many representations of musicians, documents and eye-witness accounts. The greater part of the music in daily use was either improvised or semi-improvised and was for the most part monophonic, accompanied only by a drone bass or parallel counterpoint. It is known, for example, that between 1436 and 1456 two hurdy-gurdy players were permanently employed at the Burgundian court and were there held in high esteem. The music most performed in church was also monophonic, although it was partly performed without instruments, since these were forbidden. Complex polyphony was generally composed for special occasions and not for daily liturgical use. Dufay, like almost all the musicians of his time, was employed for most of his life as a church musician, especially as a singer. Monophony, therefore, was the first step in his musical formation. Traces of this tonal daily repertoire are found, for example, in J'ay mis mon cuer and in the dance-like Cejour de l'an.
The second meaning of the word 'music' is in the connection with universal studies. With Arithmetic, Astronomy and Geometry, Music belongs as the fourth element of the so-called Quadrivium. This study is concerned with the relationship between intervals, the mathematical and logical connection of one note with another. The fundamental complexity of sounds and mixtures of sounds stands in direct relationship with the complexity of the universe. Dufay refined this music in the service of the Church, among other things during his five-year employment in the papal chapel in Rome. The greater part of his works. Masses, liturgical motets and hymns, were written for special church occasions, as, for example, for the Council of Basle in 1438 and 1439, in which he represented the Cathedral of Cambrai.

A musician in the employment of the Church did not depend on the sale of his music. It is, therefore, remarkable that Dufay's by-products, his secular songs, had such encouragement. This appears, if these are seen as the composer's own challenge to himself, as a mastering of the problem of the second 'music' by experiment. Resvellies vous contains a quantity of musical material from the Mass Sine nomine, compressed into a complex little composition, for the performance of which, it is reported, Dufay had to be present for the musicians to be able to play it. The isorhythmic polyphony was certainly composed for special occasions and for special musicians (as, for example, Ce jour de l'an for New Year's Day). This is reflected in the possible notations employed at the beginning of the fifteenth century, which, again, were not for daily use.

Polyphony appears as dialogue between tenor, cantus and contratenor, terms that signify different functions rather than range of voice. The tenor controls the harmonic movement and forms with the freer cantus a perfect contrapuntal basis, marked by imitation and answering phrases (Belle, que vous ay je mesfait, Ce jour de l'an), often also in canon (Puisque vous estez campieur, Par droit je puis in Cantus 1 and 2). The contratenor is a complementary part, mostly set between the other two parts, but often taking up the tenor melody, which lends colour and rhythmic life to the whole dialogue with a particular diction. Its often unmelodic and rhythmically complex leaps, as well as the wide range, do not exclude instrumental performance (Par droit, La dolce vista). That the dialogue does not always run smoothly will be evident from the early isorhythmic works (Belle, que vous ay, Resvelons nous, with canon in tenor and contratenor). In Donnes l'assault, where a lady is compared to a fortress that will be taken in battle, major and minor thirds are placed near to one another. In his late Helas mon dueil too, where he achieves the greatest power of expression with a simple formal gesture, Dufay experiments with chromaticism, yet he finds in his late compositions a simpler melody which is quietly embedded in a harmonic setting (Se la face ay pale, Helas mon dueil, Bon jour, bon mois).
The way from objective spiritual experiment to heartfelt individual simplicity in the course of the fifteenth century is seen also in the change of notation, which largely adopted simplified forms, as we know them today. In this way the composer was able to make his music accessible to a greater number of musicians with a more explicit method of performance.

In 1439 Dufay returned finally to Cambrai and ended his years of travel. Certainly he remains in most of his songs true to his French mother-tongue, which opens the way to the great importance of French also in Northern Italy, yet the differing circumstances of his life allow him always to find new ways of textual and musical expression, a widening of his expressive power.

Adieu ces bons vins stands as a phenomenon at the beginning of the so-called Franco-Flemish School, in which all great artists often undertook difficult journeys to the countries of the South, to seek there the stimulus of the cultural achievements of humanism. This finds further expression in a large number of songs of farewell, among which Heinrich Isaak's Innsbruck, ich muss dich lassen may be considered the best known. They are at the same time a departure from the security of tradition and local belonging, which leads to a creative life of the individual in the exchange between himself and the world.

Riccardo Delfino / Michael Posch

Ensemble Unicorn 

The Ensemble Unicorn consists of five members, Michael   Posch,  Marco Ambrosini, Riccardo Delfino, Thomas   Wimmer  and Wolfgang Reithofer, all of whom have specialised in the study of historical instruments. The Ensemble sees its task as the interpretation of music from the Middle Ages and Early Renaissance, with lively authenticity its guiding principle. Well known singers and instrumentalists may be called on as guest performers, as occasion requires. Intensive research and study of early music as well as the experience gained by collaboration with international ensembles such as Convivium Musicum (Goteborg), Lad (Moscow) and the Clemencic Consort (Vienna) are complemented by the interest of individual members of the Ensemble in various kinds of music, including jazz. The Ensemble has made several recordings on compact disc and appeared on radio and television, as well as in numerous festivals and concerts in Eastern and Western Europe and in North America.

Michael Posch

The recorder-player Michael Posch was born in Klagenfurt and is musical director of the ensemble Musica Claudiforensis and director of the Ensemble Unicorn. He studied at the Carinthian Academy, at the Vienna Musikhochschule fur Musik und darstellende Kunst and at the Trossingen Musikhochschule. He is also a member of a number of early music groups, including Oni Wytars, Accentus, Lad, Musica Claudiforensis, Kathato E.M.C. and the Clemencic Consort. He has made a number of compact disc recordings and has appeared in concerts throughout Europe and in North America, Taiwan and Israel, among other places.

Marco Ambrosini

Marco Ambrosini plays the keyed fiddle and fiddle on the present recording and also plays the mandora, kuhhorn, shawm and ocarina in the Ensemble. Born in Forli, he studied violin and viola at the Pergolesi Institute in Ancona and the Rossini Academy in Pesaro and subsequently founded the Oni Wytars early music ensemble. He is also a member of the Michael Riessler Tentett, Musica Claudiforensis, Lad, Accentus and the Clemencic Consort. In addition to his compact disc recordings he has performed both in Europe and internationally.

Riccardo Delfino

Riccardo Delfino, who plays the hurdy-gurdy and Gothic harp on the present recording, and also plays bagpipe and dulcimer, was born in Krefeld and studied in Goteborg. He has worked as a theatre musician in Sweden and has a wide range of concert experience, notably with Musica Claudiforensis, Lad, Accentus and Oni Wytars. He has a number of compact disc recoridngs to his credit and has performed widely both at home and abroad.

Thomas Wimmer

Thomas Wimmer plays the ud, fiddle and vihuela d'arco on the present recording. Born in Waidhofen, in Austria, he studied viola da gamba and mandoline in Vienna, specialising in historical plucked string instruments. He is the founder of Accentus, which specialises in early Spanish music and has appeared in many concerts with ensembles such as Musica Claudiforensis, Oni Wytars, Lad and the Clemencic Consort. His concert experience has brought performances in Europe and North America as well as broadcasts and appearances on television.

Wolfgang Reithofer

Born in Neunkirchen, Wolfgang Reithofer studied percussion at the Vienna Hochschule fur Musik und darstellende Kunst. He is the founder and director of the Alpha Big Band and also serves as percussionist at the Vienna Volksoper. His concert experience includes frequent appearances with a number of early music ensembles, including Accentus, Musica Claudiforensis, Oni Wytars and the Clemencic Consort, with many international appearances, recordings, broadcasts and television appearances.

Bernhard Landauer

Bemhard Landauer was born in Innsbruck in 1970 and was a member of the Wilten Boys' Choir, before study at the Mozarteum in Innsbruck and at the Vienna Academy of Music, where his teachers included Helene Karusso and Kurt Equiluz, with final study under Kurt Widmer. His career has brought performance primarily in earlier music and collaboration with ensembles induding the Freiburg Baroque Orchestra, the Clemencic Consort and the Unicorn Ensemble, with recordings and festival appearances at home and abroad. He also includes in his repertoire songs and song-cydes of the Romantic period and has appeared as Oberon in performances in Leipzig and in Wuppertal of Britten's A Midsummer Night's Dream and in Vienna as Madrigalist in Schnittke's Gesualdo.

	George ENESCU
	Romanian Rhapsodies (2CD)
	1990
	78:49 78:50
	perf. by Orchestre Philarmonique de Monte-Carlo / Lawrence Foster

rec. 1990

	ENSEMBLE  ORGANUM  /  Marcel  PERES
	CARMINA BURANA: The Great Mystery Of The Passion [2 CD]
	1990
	69:58 76:41
	label: Harmonia Mundi (France)

THE GREAT MYSTERY OF THE PASSION was consigned to the end of the Carmina Burana, the famous manuscript that originated in the monastery of Benediktbeuren and is now preserved in Munich. This manuscript is known mainly for its secular and satirical compositions, but the few sacred pieces it contains are perfectly serious. The Great Mystery of the Passion, so called to distinguish it from a less elaborately developed Passion in the same manuscript, is written in Latin and an old Southern German dialect.

This Passion play seems to lie at the transition between two worlds, a characteristic of all great works of art, in which the heritage of the past is transformed into creative energy, projecting the traditional forms into the present.

The work was composed at some time during the 13th century. An admirable example of the tradition of the liturgical drama, the first traces of which go back to the Carolingian period, it also presents a dramatization of the characters typical of the new genre which sprouted at the end of the 11th century when liturgical dramas, under secular influences and an expansion of sensibility, became narrative plays prefiguring the great monuments of the 15th century Mystery plays. It is this mixture that constitutes the power of this Passion.

The earliest dramas took place withing the framework of the liturgy itself: on occasions of high solemnity the Gospel for the day was represented either in the middle of the night, at the end of the office of matins, or between the procession and the introit chant of the Mass for the day. The primitive play, which was very short, took the form of an apparition. The word proclaimed in the sacred texts was enriched by the addition of a visual and carnal dimension that was, however, surreptitious, like every supernatural vision.

Since the drama was an outgrowth of the liturgy, its psychological domain lay inside the sacred space delimited by the inherent rhythm of the liturgical reality.

During the 12th century a new element appeared in this sacred space: the presence of an audience. This transformation was connected with the development of the towns, the evolution of socialise and, above all, with the preponderant position occupied by the cathedrah in the life of the cities. The plays became longer and gradually broke away from the liturgical body in favour of the narration. These new features led to the creation of a new genre, the Mystery play, that would be performed outside the church, in the close. The Carmina Burana Passion lies at the intersection of these two forms.

It begins like a liturgical play, opening with the great Palm Sunday processional chants, a fact which straightaway situates it within the celebration of the Mass. The narrative elements stick very close to the Gospel texts, but the characters of Mary Magdalene and Mary, the mother of Jesus, are invested with a very distinct person​ality reflecting a new sensibility that was gradually to impregnate the religious mentality of the early Middle Ages.

Mary Magdalene has a special place in the pantheon of the saints: the transform​ation of a dissolute life into that of a holy woman has an obvious pastoral conno​tation for the edification of the congregation of the faithful. As for Mary, her maternal dimension is abundantly developed, to the point of bordering on the exuberant in her lamentations at the foot of the Cross. The almost realistic treatment of these two characters makes the play easily comprehensible to worldly audiences who could find the symbolic and metaphysical subtleties of the liturgy above their heads.

Nonetheless — and it is this that leads us to consider this Passion as a masterpiece of a certain medieval classicism — the religious (we are almost tempted to say the hieratic and masculine) dimension is always present and punctuates every scene by constantly transforming the tangible realities into spiritual ones.

The character of Jesus lies at the heart of the play: his great prayer sung on the Mount of Olives is a gem of simultaneously restrained and violent emotion. This is the first surviving example of such a form in the history of the liturgical drama.

The characters always make use of two types of utterance : in the dialogues the style is syllabic, melodically simple. For instance, the dialogues in the trial of Jesus are reduced to a strict melodic minimum. On the other hand, whenever the characters express a fundamental feature of their psychology the chant becomes highly ornate and takes over the ancient melismatic style derived from the Christian liturgies of the first centuries. [...]

	ESTAMPIE
	Ludus Danielis
	1994
	51:12
	label: Christophorus (Heidelberg)

Chor und instrumentalisten: Michael Popp [conzeption und leitung; ud, flote, schalmei, fidel]; Ernst Schwindl [portativ, drehleier, organistrum, glocken]; Johann Bengen [percussion, santouri]; Anja Gurke [fidel]; Marie-Katherin Melnitzky [harfe]; Tobias Schlierf [fidel, schalmei].

  Of all the musical works from the Middle Ages the ‘Ludus Danielis’ occupies a rather special position. In many respects it represents the most interesting example of a genre referred to at the time as ordo, ludus, versus, historia, or miraculum. It was no less than the first attempt in the Christian culture at uniting drama with music – the invention of opera in medieval times as it were. [...]

  The whole spectrum of one-line music of the Middle Ages is employed – free-following, Gregorian sounding melodies, simple folk style strophic songs and rhythmically accentuated variation song forms, which are closely connected to dance-like instrumental music. Simple recitatives carry on the plot and place a dramatic counterpoint to the variety of melodies and forms. In accordance with the medieval conception of music, Estampie has allocated certain instruments to the leading roles. [...]

  Popp also works as a composer and live stage musician. The ensemble Estampie has so far produced the following recordings: «A Chantar» (minnesongs); «Ave Maris Stella» (veneration of the Virgin Mary in the Middle Ages).

	David FANSHAWE
	African Sanctus
	1989
	76:02
	Sympho-fantasia

rec. 1973, c 1989

	Graham  FITKIN
	HOOK - MESH - STUB - CUD
	1993 
	42:01
	label: Argo

This recording of music for instrumental ensembles by Graham Fitkin features pieces that were written between Autumn 1991 and Spring 1992 and are performed by the groups that commissioned them.  HOOK perversely demonstrates Fitkin’s genuine affinity with uniform timbre. Considerable colouristic resources were placed at his disposal when he was asked to write a piece for the percussion quartet Ensemble Bash. Fitkin eschews this variety by asking each performer to play only marimba and rototoms, with three also playing bass drum. He manipulates a block structure which presents a unison / polyphony polarity. The piece reaches a plateau a short while later with a reiterated rhythm which threatens to shoot off in different directions; instead the resolution is to a recapitulation of two of the original ideas. Hook is a deft and skilful piece of music: its lightness and throwaway nature are balanced by characteristic structural discipline and attention to detail.  MESH and CUD are written for larger ensembles with more mixing of colours. MESH is scored for three saxophones, electric guitar, bass guitar, two flutes (one doubling piccolo) and three keyboards. Again, Fitkin’s treatment of instrumental groups is austere and rigorous; the three saxophones work together as a single unit, as do the flutes, and each keyboard has a specific function within the texture. There are five thematic ideas in MESH: the first, the sustained saxophone chords of the opening, acts as a central point of reference of the whole structure, functioning like up-beats to the other sections. This is the only idea that consistently increases in duration on each reappearance. The other four are similar in character but have their own time signatures which are nevertheless unified by a single unchanging pulse. The structuring of MESH is in blocks which remain strictly self-contained, while at the same time sounding fresh and dynamic. The instrumentation of CUD is, for Fitkin, positively extravagant. The scoring is for nineteen players and includes electric guitar, bass guitar, synth., piano, perc., and an ensemble of woodwind and brass. Much has been made of Fitkin’s debt to jazz, and it is certainly the case that in his earlier works he consciously borrows from the harmonic and rhythmic language of jazz. It is a mistake, however, to assume that this constitutes an attempt to forge a soft-centered compromise between two musical worlds. In fact one of the fundamentals of jazz —  its improvisatory nature —  is worlds away from Fitkin’s concern with structure and his need to control every aspect of his music. Essentially a classicist, Fitkin achieves in his music a finely judged balance between disciplined structures and fertility of invention. The fact that he allows neither element to dominate is one of the pleasures of his music, nowhere more so than in CUD where an infectious rhythmic vitality and harmonic richness are kept in check by a strict number system which operates at all the different architectural levels of the piece. Some of the material is certainly ‘jazzy’ but CUD seems to be sending up the world of big-band jazz. The composer admits to finding the piece hysterically funny. In STUB the single timbre is provided by a quartet of saxophones. The piece consists of a single movement divided into three main sections in which the composer exploits a polarity between poliphony and rhythmic unison. This unison material is gradually undermined by three contrasting melodic ideas which take on an increasingly polyphonic function. STUB is a model of restraint with only a brief coda introducing semiquaver motion into the proceedings. The composer appears to be shifting the music up a gear when he simply cuts the piece off.

	George GERSHWIN
	Cuban Overture [10:32]; Piano concerto F-Dur [33:43]; Rhapsody in Blue (jazz arrangement for the Paul Whiteman orch.) [13:46]
	
	
	George Gershwin (1898-1937), born to Jewish immigrants in New York, was one of the first musicians to compose both for the concert hall and for Broadway. He never did receive much formal music education because as a teenager he became a song plugger on Tin Pan Alley. In 1919 he attempted his first serious work in a popular idiom, a string quartet called Lullaby. What Gershwin lacked in technical skill he more than made up for with musicianship. Apparently suffering from insecurity, he was always approaching composers for lessons. He unsuccessfully tried Ravel and Stravinsky but felt that as a tennis partner and fellow painter, Arnold Schoenberg might accept him. “I would only make you a bad Schoenberg” he replied, “and you're such a good Gershwin already.”

The turning point in Gershwin's career was when Paul Whiteman asked him for a big piece in the "jazz" idiom that he could put on his Aeolian Hall concert in February 1924. The work was Rhapsody in Blue, which was orchestrated by Ferde Grofe. It brought both fame and money to Gershwin and it started a new trend in composition, but none of the imitators achieved the same kind of success.

It was as a song writer that Gershwin really showed genius. They were written in groups for specific shows but many have since become standards. It is probably safe to say that Gershwin would have been just as famous if he had never tried to bridge the gap between popular and classical music.

— david W. eagle

	George GERSHWIN
	Porgy And Bess
	1991
	31:36
	Vienna Symphonic Rock Orchestra

	George GERSHWIN
	Porgy & Bess
	1958
	66:14
	Louis ARMSTRONG &  Ella FITZGERALD

	George GERSHWIN
	Ran  BLAKE:          That Certain Feeling              (George Gershwin Songbook)
	1991 
	66:28
	label: Hat ART

Ran Blake [p] + Guests: Ricky Ford [t s], Steve Lacy [s s].

Ran Blake plays Gershwin because these songs are meaningful and inspiring to him. Those stories to he shares, or suggests, to us, are no less real because they are improvised. They live, and breathe and breed, if we listen.

	Philip GLASS  -- см. в разделе 'Alternative'
	
	
	
	

	Daniel GOODE – см. в ‘Alternative’
	
	
	
	

	Henryk Mikolaj GORECKI
	Symphony #3
	1993
	52:19
	Henryk GORECKI – см. тж. в исполнении: Alexei LUBIMOV;
label: Polskie Nagrania

rec. 1978

performed by Polish Radio National Symphony Orchestra

conductor – Jerzy Katlewicz

soprano – Stefania Woytowicz

	Henryk Mikolaj GORECKI
	String Quartets #

1, 2
	1993
	46:18
	label: Electra Nonesuch Records (USA)

performed by KRONOS QUARTET

String Quartet #1 ‘Already It Is Dusk’ (rec. 1990) 

After the final climax of the dance music (con massima passione — con massima expressione) Gorecki had originally written a hymn-like conclusion presenting the cantus firmus in a purely tonal, triadic context. But just before the final pre-Christmas dispatch-date he characteristically rejected this answer as too easy, substituted a continuous (that is, uninterrupted) version of the opening polymodal canon, and only resolved its tensions in a coda as brief as it is inspired.

String Quartet #2 ‘Quasi Una Fantasia’ (rec. 1992)

Why, when the quartet has four distinct movements, is it called ‘Quasi Una Fantasia’? Is it because some of these ideas relate to the only overt quotation in the work, which steals in sotto voce just before the final coda? And what is the significance of this particular quotation? Perhaps the mystery lies in the enigmatic cadential phrases that crop up from time to time. Where have they came from; where are they going? Do they relate to other composers and their practices? However we may surmise his creative intentions, Gorecki has composed in ‘Quasi Una Fantasia’ a stark and passionate confrontation of musical ideas that follow in a long line of potent visions which he initiated more than 35 years ago.

	Jean-Philippe GOUDE
	Rock de Chambre (Minimal Requiem)
	2001
	47:51
	label: Hopi Mesa / Mr Spot (France) www.hopimesa.com 

www.goude.net 

Современная академическая оркестровая музыка (пьесы); можно сравнить с Найманом. Подзаголовок Minimal Requiem не очень много значит: музыка композиционно и инструментально вполне насыщена и совсем не мрачная, а вполне даже живая (с роком ассоциировать тоже не стоит).

Состав инструментов – большой, весьма разнообразный: полный набор барочных инструментов, аккордеон, саксофон, электрогитара и – 

Bill BRUFORD – drums.

	Sofia GUBAIDULINA
	Offertorium
	1989
	69:29
	См. тж. её “Introitus” (24:14) в исполнении Alexei LUBIMOV “Mosaic”; 

тж. на CD: Giya KANCHELI - KANCHELI: "Stix" / GUBAIDULINA: "Viola Concerto" (BASHMET/ GERGIEV);

label: Deutsche Grammophon

1. Offertorium (1980)

perf.: Gidon KREMER [vln] & Boston Symphony Orchestra

2-8. Hommage a T.S. Elliott (1987) (for Octet and Soprano)

perf.: Christine Whittlesey [soprano]; Gidon KREMER [vln I]; a.o.

	Sofia GUBAIDULINA
	Seven Words For Cello, Bayan And Strings (1982)
	1993 
	32:27
	label: RCA

Moscow Virtuosi / Spivakov (conductor)

	Sofia GUBAIDULINA
	In Croce / Silenzio / Seven Words
	1995
	67:34
	label: Naxos  www.hnh.com
1. In Croce, for bajan and cello

2.-6. Silenzio, for bajan, violin and cello

7.-13. Seven Words, for cello, bajan and strings

Maria Kliegel [cello]; Elsbeth Moser [bajan]; Kathrin Rabus [violin]; Camerata Transsylvanica / Gyorgy Selmeszi

	Sofia GUBAIDULINA
	Klavierwerke
	1994
	72:18
	label: Sony Classical

Andreas Haefliger [piano]

1. Chaconne

2.-4. Sonata

5.-18. Musical Toys

19. Introitus: Concerto for Piano and Chamber Orchestra

	Sofia GUBAIDULINA
	"Jetzt immer Schnee" / "Perception"
	1995
	77:31
	label: Philips

perf.: Netherlands Chamber Choir ("Jetzt immer Schnee" -- #1-5) / Schonberg Ensemble

A Polystilyst -- Generous and Critical

Sofia Gubaidulina was born on 24 October 1931 in Chistopol on the Kama, the daughter of a Tatar father and a Russian mother. She studied compo​sition at the music academy of Kazan with Albert Leman from 1946 to 1949, and continued her studies at the Moscow Conservatory with Nikolay Peyko from 1954 to 1959 and finally with Vissarion Shebalin from 1959 to 1962. So much for the dry facts of an extraordinary career.

Gubaidulina never mastered the Tatar language, en​joying in Kazan a universal culture and education, although life there, as she admits, was rather un​interesting: no trees in the backyard, just a patch of grass here and there -- yet the sight of the sky with its passing clouds captivated the child. A buffoon played the accordion, and Gubaidulina danced to its music.

From the age of four she took piano lessons and from that time on channelled all her powers into music. Her parents bought her a grand piano and the enrap​tured Sofia stroked its strings, whose reverberating sound epitomised all music to her.

Peyko was an assistant of Shostakovich. But during the fifties information about modern music could only be acquired with difficulty. Schoenberg, Webern and Stravinsky were unknown. Only later, as a student, did Gubaidulina get to know their works. In the sixties, however, Philipp Herschgowitz played an important role for Gubaidulina. A Rou​manian Jew, he had studied with Webern, but was not of course a member of the official composers' union and lived in impoverished conditions. Alfred Schnittke and Andrey Volkonsky also studied with him. Around 1975 Gubaidulina and two colleagues began to improvise for five or six hours a week, since the only officially approved music was that of bureaucrats. Afterwards they criticised one another with vigour.

In her compositions Gubaidulina uses every medium, both traditional and avantgarde, but in such a way as though these were unknown to her. She could be called a polystylist. Alongside the triads of tonal music she uses clusters, glissandi and dissonant chords. She is familiar with the most unusual string techniques, employed previously by Webern in par​ticular, but in her music these sound new. Sprechgesang, introduced by Schoenberg in Pierrot Lunaire, is supplemented with more recently dis​covered forms of vocal sound production. Every possibility is thoroughly explored, from normal speech to vocalise. Modern notation, as it began to evolve in the west around the end of the fifties, gives way at some points to relatively free improvisation, which is indicated by curves on the staves. Gubaidulina very often works without an exact fixation of pitch, simply drawing lines on the paper with crayon. This raises the crucial question as to whether a new element is here being added to modern music, for example, to the avantgarde tradition as established in Darmstadt after the Second World War. Apart from the candid revitalisation of seemingly "used" material, the answer must be no. As mentioned above, glissandi, clusters and so forth had already been in existence for a long time in the west. Gubaidulina frankly emphasises the fact that she does not belong to any particular tradition and uses every known medium. Her claim that she is not so much building music as "cultivating" it, like a tree from whose roots branches and leaves sprout again and again, has a familiar ring. For back in the fifties Pierre Boulez declared that the new works no longer possessed a particular architecture, but were "woven" like a carpet or a tapestry overflowing with detail on every side, whose creation required long hours of intricate work.

When Mikhail Gorbachev allowed "glasnost" -- more freedom of information, more openness -- art which had not had official approval found its way into the west and opened up new vistas to a music that was almost untouched by the conflicts between serialists and traditionalists, between the fluctuating chance, or aleatory style, and indeterminacy of John Cage. From the time of the Paris World Exhibition in 1899 and 1900, people believed that they could discern exotic ingredients in the music of Russian composers. At that time it was Balakirev's piano piece Islamey and the music of Modest Moussorgsky that were enthusiastically taken up by Debussy, Ravel and their friends; and today, Sofia Gubai​dulina? She admits that she is often taken to be an Oriental and concedes that her father's Tatar heri​tage is still at work in her subconscious, yet it would be difficult to say anything conclusive about this. She feels that she has been influenced far more by Stockhausen. Like someone who comes in from the outside, from the frontiers of western culture, she outlines to perfection a plan of human development which she classifies in archaic, classical and romantic epochs. In the archaic epoch the symbol was co-essential with God: in the classical epoch meaning and image, the two elements of the symbol, co​incided; in the romantic epoch meaning and image no longer formed a unit and became ambiguous. The twentieth century is romantic. Matter dissolves itself; only in this way can a path to the inward self  be found. Through contemplation and meditation mu​sic is separated from time, past and future become unimportant, and a spiritual plane is reached. In countries where there is religious freedom people are often atheists; in the former Soviet Union religion was discouraged, but those who were drawn to it in spite of everything became deeply religious.

In Perception (1981-83) and in Jetzt immer Schnee (1993) the echoes of sacred music are unmistakable. One would be tempted to speak of Russian Or​thodox influences, were it not that all the most mod​ern media are employed. In this way these works be​come ambiguous, in accordance with Gubaidulina's conception of contemporary romanticism. Some of the stylistic elements were known to us long before this Russian composer's work was played in the west: the blend of the worldly and the spiritual in Perception, in which the death of a beautiful stallion is lamented, while relatively independent musical lines are superimposed, level upon level; but initially the baritone says: "Christ: Poetry of poetry, but we live in a world that cannot be penned by one for all." Gubaidulina disappears into anonymity, into an in​ward place, sending only enigmatic signals to the outside world. Jetzt immer Schnee begins like a psalm, and returns imploringly to the same notes again and again. Both the superimposition of layers and the exotically appealing monotony have been seen before in many guises. Stravinsky's work Requiem Canticles comes to mind, which on a smaller scale, with an ascetic renunciation of large tonal effects and a highly individual handling of serial technique, also plunges into the realm of anon​ymity. But Gubaidulina, being a polystylist, is more generous, because long familiar materials are also at her disposal. Taboos with regard to tonality, such as the serialists knew, exist no longer. The fact that Gubaidulina's works have not as a result become ar​bitrary, is due to an inner conviction and stability such as cannot develop in the cultural metropolises with their constantly changing trends and fashions, but can develop only in a frontier position.

	G. I. GURDJIEFF / T. DE HARTMANN
	Sacred Hymns
	1980
	52:54
	Материалы об этой музыке вы можете найти по адресу: http://gurdjieff.pisem.net
Тж. см. посвящённый Гурджиеву CD: Boris  KOVA( "Anamnesis – Ecumenical mysteries"; тж. инспирированную Гурджиевым музыку: Al  Gromer  KHAN “Space Hotel  (Seven Modern Dervish Dances)”; тж. основанную на разработках гуджиевской школы музыку David  HYKES “Windhorse Riders (the title is evocative of a Tibetan concept of a sacred art of breathing, singing being an offering of the breath.)” / “Current Circulation”.

label: ECM

Keith Jarrett [p]

Original transcription for piano -- Thomas De Hartmann

Reading of Sacred Books   8:17

Prayer and Despair   3:49

Religious Ceremony   4:06

Hymn   2:44

Orthodox Hymn from Asia Minor   3:03

Hymn for Good Friday   1:34

Hymn   2:29

Hymn for Easter Thursday   3:25 

Hymn to the Endless Creator   2:02 

Hymn from a Great Temple   4:28

The Story of the Resurrection of Christ   1:35

Holy Affirming -- Holy Denying -- Holy Reconciling   4:12 

Easter Night Procession   2:53

Easter Hymn   5:47

Meditation   1:41

	G. I. GURDJIEFF / T. DE HARTMANN
	Vol. I, II: Seekers Of The Truth
	1988
	65:31 63:17
	Alain Kremski [piano]

GEORGES GURDJIEFF  was born in 1877 in Alexan-dropolis, in Russia, near the Persian border. He was educated in the Eastern Catholic religion. His father had inherited an ancient culture through the oral tradition, and thanks to him, Gurdjieff's childhood was filled with stories and poems from the distant past. In this southern part of the Caucasus where so many peoples, civilisations and customs met, numerous facts convinced him that a true knowledge of man and nature had existed in the past and that it was still possible to find it again. This conviction was to give a direction to his whole life. Having formed the group "Seekers of the Truth" with specialists of various fields (archeologists, doctors, linguists, etc.), Gurdjieff was able to contact some secret communities in the Middle-East and Central Asia. He thus succeeded in rediscovering the source of a very ancient tradi​tional teaching. At the cost of the most rigorous inner discipline, he managed to live and to reconstitute for himself the unity of the knowl​edge he sought. Thus he disappears for 20 years or so. In 1912, he returned to Russia, dedicating his life from then on to the transmis​sion of this knowledge. In Moscow, and in St. Petersburg, groups of pupils formed around him. In 1922, he settled in France, near Fontai-nebleau. From 1924 on he started writing a whole series of works: Meetings with Remar​kable Men, Beefzebubs Tales to his Grandson, Life is Real only then when "I am". During his life, he had a considerable magnet​ism and influence among many artists and intellectuals. His ideas have spread widely and have found a strong echo in the world, particularly in the United States. In rela​tion to the tremendous questions of the modern world, the increasing public interest for Gurd-jieff's works, translated in many languages, bear witness to the timelines of his ideas and their power to awaken.

THOMAS DE HARTMANN, a contemporary of Pro​kofiev and Kandinsky, was already a well-known composer when he met Gurdjieff in 1917. Deeply moved by his teaching, he decided to follow him in his journey through the Cauca​sus, Turkey, etc.. and came to live with him in France. A genuine osmosis seems to have occurred between Gurdjieff and de Hartmann which led to the creation of many musical pieces. Furthermore, and independently from his col​laboration with Gurdjieff, the body of his own work is vast. He wrote many scores for the ballets and the piano, and also symphonic and chamber music, etc.

ALAIN KREMSKI  is both a composer and a pianist. As a composer he has written several ballet scores as well as concertos for piano and orchestra which he plays all over the world with internationally famous orchestras.

As a pianist he is happiest in the romantic rep​ertory — Brahms, Schumann, Liszt and Liszt's transcriptions of Wagner and Schubert as well as Scriabin, Debussy. Satie and Messiaen. Alain Kremski is passionately interested in dance, theatre, poetry, painting and architec​ture, which may be one of the reasons he per​forms equally well whether in the traditional concert hall or in the more unusual venues, such as the Tibetan Temple of Kagyu-Ling in Burgundy or the convent of la Tourette built by Le Corbusier. Concerned too by the problems of our time, Alain Kremski also plays in hospitals and for Amnesty International. Alain Kremski has often felt, like other musi-cians of his time, the need to be open to the artistic and spiritual currents from both the East and the West. He finds this meeting is always a source of awakening, inner enrichment and knowledge. He was responsible for all the orchestration of the sacred dances and the choral parts of Peter Brook's film Meetings with Remarkable Men from the autobiographical book of Gurdjieff and has also written the music for films including sacred dances and exercices as taught by Gurd​jieff. He has always been attracted by Eastern and Western traditional music and has com​posed many works for ancient bells, tibetan cymbals and gongs, as well as works for old Tibetan singing bowls and Tibetan singing bowls with piano. Sustained by these various experiences, Alain Kremski is certainly one of the most qualifield interpreters to transmit the spirit of Gurdjieff / de Hartmann's music. One finds in his playing this special vibrant and luminous touch which is his alone. He is prim​arily interested in the inner movement of energy that must sustain the interpretation of a work from beginning to end.

Some quotations from Gurdjieff: «There are no Russians, nor English, nor Jews, nor Christians here, there are only men pursuing a single aim, which is to become capable of being». «You cannot have bread without baking; our knowledge is the water, our body is the flour and our emotion – suffering – is the fire». «Happy is the one who has a soul, happy is the one who has none. Misfortune and suffering belong to the one who has only the seed of a soul». «Conscious faith is liberty. Emotional faith is slavery. Mechanical faith is stupidity».

Thomas De Hartman: «With Gurdjieff everything was living and concrete, and his ideas could not be separated from life. He himself was Life and Evolution. He was his ‘Work’...»

"Everything that moves produces a sound", as the Pythagorean school used to say. But in order to make something more than a sound, to make a harmony, within us and outside us, to make a cosmos and not a chaos, what is the law, can it be done? Is there an instrument, a "monochord", which can produce an objective music, capable of touching each of us in the same way, in an exact way, bringing us together, and taking us away from our dissensions on the surface? Is there a music which can shake the world, make plants grow, cure sickness, whether of the body, of feelings, or of thought — a music which can delight the "spheres" and move the galaxies? In his deepest desires and in his quest, these are the essential questions which guided Georges lvanovitch Gurdjieff and his "Singers of Verity" during the twenty years of his hidden existence, in the towns, in the lost valleys and in the secret world of the brother​hoods, the temples, the ashrams and the mon​asteries in Egypt, the Caucasus, along the river Amu Darya, in Samarkand. Tashkent, along the northern edge of the Himalayas and in the Gobi Desert — along the ancient silk route across eight time zones, or a third of the planet? It is difficult to talk about these journeys — real or mythical? — so carefully has Gurdjieff covered his tracks and obliterated his personal history; but he has brought back an impressive collection of unknown music, surprising to western ears, and which is now in the course of being published. With all pretention and with all humility, Gurd​jieff describes himself as the "Master of the Dance" and, for him, this music is for the most part associated with the specific "movements" of the vibrant body, whether in extremities of action and expression or whether motionless and calm. Gurdjieff used to play a theme on his "little instrument", a kind of harmonium, — a key​board with "wind", (it has been recorded) and, for years, under his influence, Thomas de Hartmann, a musician of repute and of classical training, transcribed, adapted and "harmon​ized" these themes, to make them compatible with the musical instruments available to us. It is to the intimate collaboration of these two men that we owe this anonymous work, which can be seen as a kind of memory of a world that is rapidly disappearing. A varied choice of works, performed on the piano by Alain Kremski, and presented in this recording, the last of a series, attempts to resume the message. Did Gurdjieff achieve "objective music"? It is for each of us together, in the secrets of our hearts, to respond. 

BRUNO DE PANAFIEU (Bruno de Panafieu is currently writing a monograph on Gurdjieff for the "l'Age d'Homme" Press in Lausanne)

	G. I. GURDJIEFF / T. DE HARTMANN
	Vol. VI: Ritual Of A Sufi Order
	1990
	69:28
	Alain Kremski [piano]

Sayyid                            4’44

Ritual of a Sufi Order           2'58

Sacred Hymn                     2'04 

Oriental dance                    1'33

Trinity                          2'23

Dance                           1’43

As if the stormy years had passed       4’53

Dervish song (Intoning - Allegro - Andante) 8'22

Prayer of gratefulness            4'03

Shahrse-Vahrse                    3'24

Greek melody                    1 '56
Orthodox sacred Hymn from Asia Minor   4’14
October 27th, 1926                4'28

Dervish melody                   3'39

Prayer                            3'25

Tibetan melody                   1'57

Tibetan melody                  2'26

Tibetan dance                     3'59

Tibetan melody                  1’33

The octave                        4'39

 The movement of the Sharse- Vahrse Dervishes and the Prayer are taken from the album MUSIQUE POUR LES MOUVEMENTS DE G. I. GURDJIEFF by Thomas de Hartmann, in which they figure as numbers 24 and 39. The Dervish melody is taken from an album of manuscript notes. It is probably one of the mel​odies written down from memory by Thomas de Hartmann, after he had attended the ceremo​nies of the whirling dervishes. It seemed to me interesting to record a fragment of this melody, so that we can better understand the atmos​phere in which Thomas de Hartmann received all sorts of new impressions and unknown music with curiosity and enthusiasm, before the era of radio and records. On one page, alongside this melody, the follow​ing text is written: "To whirl, is to calm our fugitive souls. Get out of yourself, leap over mortal life (...) Go, sacrifice your soul, if your soul is happy to be with God".

-- ALAIN KREMSKI

This sixth recording completes the anthology of works for piano by GURDJIEFF / DE HARTMANN. It includes the majority of the pieces composed by Gurdjieff and Thomas de Hartmann, of different character — the sources of their inspiration being very diverse — covering long periods in their lives, both during their journeys in the East and in the West. These works occupy a separate place in twen​tieth century production, being intimately con​nected and reconnected with Gurdjieff, with his influence — direct and indirect — with his "Work", with his Teaching, with his journeys and with his visits to closed communities, mon​asteries and schools for initiates in the East, where he was in contact with currents of Christian, Gnostic, Islamic, Buddhist and other traditions. We must remember that for Gurdjieff, art was not an END, but a MEANS of transmitting a knowledge, the term "knowledge" being used here in the sense of Tradition and Esotericism Listeners who want to understand more exactly the relationship between this music and the "Work" of Gurdjieff and his ideas, may satisfy their curiosity by referring to these writings and to those of his pupils.  [...] ... According to GURDJIEFF, truth can only be approached if all the constituent parts of the human being — thought, feeling and body —are affected by the same force and in the same manner that suits each of them: without this, development will remain unilateral and will sooner or later stop". (Taken from the preface of Life is real onfy when "I am" by Gurdjieff). Every conductor, pianist, dancer, actor and painter knows perfectly well through intuition and experience, that a certain quality of pres​ence only appears when thought, feeling and body work together, harmoniously, with the greatest quality of attention possible. That is why GURDJIEFF gave great importance, in his "Work", to exercises and sacred dances, which require from man this harmonization of functions, and a central attention, capable of following moving energy in interior and exterior space. We rediscover this idea of harmonious devel​opment of functions in our fairy tales, with the image of the coach and "team of horses". As Gurdjieff shows, the coach represents the body, the horses the feeling or desires, and the coachman the intellect. But with "sleeping" man, this team of horses is in a pitiable state. Each passing traveller considers himself as the master. The true master, the true me (con​sciousness and will) being absent. How can we find this path of internal develop​ment which allows us to establish a real rela​tionship between the "me" and "the func​tions"? Then a new energy, more subtle, appears and circulates. Man "awakes". This is the new birth of which the oriental teachers and the evange​lists speak. Thus the title of Gurdjieff's book — Life is only real when "I am" — is already in itself an indication... I did not know Gurdjieff; it would therefore be absurd and pretentious for me to try and talk about his "Work". I simply leave to the listeners

these few points of reflection — commentaries which only involve me; for it is true that interest arising from this music is growing, and more and more questions have been asked after my recitals or about these recordings. After all these commentaries, I would add mischievously: why not forget everything and simply listen to the music for its profound beauty, simplicity, purity and authenticity. 

-- ALAIN KREMSKI

	G. F. HANDEL
	Wassermusik
	1996
	54:09
	label: Innovative Communication Rec.

The “Watermusic” as a classical original-recording along with sound of a crystal mountain stream coming from the deep canadian forests.

	John  HARLE
	Terror + Magnificence
	1996 
	72:49
	label: Argo

Compositios by John Harle

Performed by: John Harle Band, Balanescu Quartet, London Voices, featuring: John Harle [saxes, bass clarinets, k]; Andy Sheppard [saxes]; Steve Lodder [k];  Mitch Dalton [g]; Chris Wells [perc]; Elvis Costello [v]; Sarah Leonard [soprano].

  Harle has proved himself adept in classical music, jazz and new compositions (either his own, or works by contemporary composers such as Michael Nyman [cм] or Graham Fitkin [см]). It’s not every musician who could hold down the position of Senior Professor at the Guildhall School of Music and Drama, London, and also maintain a full performing schedule – playing in a jazz ensemble alongside fellow saxophonist Andy Sheppard and keyboard player Steve Lodder, appearing with classical orchestras, and not least with his own band. [...]

	Jonathan  HARVEY 2
	Bhakti
	1996
	53:44
	label: Auvidis (France)

performed by Nouvel Ensemble Moderne

  A JOURNEY TO THE LIGHT (by Arnold Whittall):

For devotees of twentieth-century British music, the knowledge that quotations from the ancient Sanscrit Rig Veda hymns are appended to all but one of the twelve movements of Jonathan Harvey's Bhakti will suggest one immediate association. It was with his four groups of Choral Hymns from the Rig Veda [1908-12] that Gustav Holst confirmed an interest in the mystical and the transcendent as one means of escape from a narrowly nationalistic aesthetic—the kind of interest which has proved to be of special importance for the development of twentieth-century British music, and for the strong presence within that development of pro​gressive as well as conservative tendencies. This is not to claim that Harvey's musical language directly resembles that of Holst, who died in 1934, five years before Harvey was born. Rather, Harvey's principal stylistic models are to be found among the major European masters of the mid-twentieth centu​ry. Among his most fruitful sources, clearly audible in Bhakti. are the modal melodiousness and ecstatic dance-rhythms of Messiaen, and also Stockhausen's mystical contemplation of the inner acoustic struc​ture of single sounds, a contemplation which, in such major works as Stimmung, Mantra and Inori, stems from an interaction between live and electronic sonor​ities. Bhakti does not involve the real-time electronic transformation of live sound, but the playing of a pre-recorded tape which, as Harvey has said, «is composed largely of sounds drawn from the instru​mental ensemble transformed and mixed by comput​er". The original quadraphonic tape was produced at IRCAM, which commissioned the work and where it was first performed in December 1982. The instru​mental ensemble comprises fifteen players—four woodwind (flute doubling piccolo, oboe doubling cor anglais, B flat/E flat clarinets, bass clarinet), three brass (trumpet, horn, tenor trombone), five strings (three violins, viola, cello), harp, piano/glockenspiel, and a large percussion section.

Bhakti is a Hindu religious term, signifying "devotion to a god, as a path to salvation". It is also a form of yoga, and its musical implications are most obvious​ly to do with devotional states which combine the contemplative and the celebratory. The musical tex​tures range from daringly simple to exhilaratingly complex, and the first of the twelve movements is the simplest of all, so much so that it might suggest a style akin to the kind of "sacred minimalism" that has found favour in the 1990s in music by, among others, JohnTaverner and Arvo Part. (The irrelevance of such associations soon becomes clear as the work proceeds.) Harvey's first movement depicts a time when, as the Rig Veda text reveals, «there was nei​ther non-existence nor existence; there was neither the realm of space or the sky beyond. What stirred? Where? In whose protection? Was there water, bot-tomlessly deep? That one breathed, windless, by its own impulse. Desire came upon that one in the beginning; that was the first seed of the mind.» The music responds to this powerful set of images by contemplating the structure and character of a single note (middle G), a fundamental which is also a cen​tre, as overtones and intervals both above and below that centre are touched in and explored. Harvey's first concern is to establish a sense of space as a stable entity, something which does not reject the traditional harmonic concept of centricity but which transforms it by abandoning the old tonal idea of an all-controlling bass line. In Harvey's words, "the musical syntax is symmetrical around a central axis.

The ear is unconsciously attracted to hear the harmony not as dissonant over a fundamental bass but as float​ing free from bass functions and yet rigorously con​trolled." The powerful sense of slowly expanding, increasingly inflected consonance that this first move​ment of Bhakti conveys is powerfully enhanced by the close interdependence of instruments and tape, whose «many functions» Harvey identifies as «dialogue, trans​formation, memory, anticipation, "simultaneous trans-lation"», as well as of "reaching beyond the instrumen​tal scale to a more universal dimension". That dimen​sion, in association with the «keys to transcendent con​sciousness" that the Rig Veda hymns embody, is strongly in evidence from the very beginning. Tape and instruments remain closely integrated in the second movement, which presents extreme opposition to the expressive character of the first. Jubilantly active, uninhibited enough to allow a tipsy glissando in the trombone near the end, it relates to the text "like impetuous winds the drinks have lifted me up. Have I not drunk, Soma?». After this the third move​ment is a first step to synthesis—as yet far from com​plete lit is scored for instruments alone), but combin​ing a firmly centred, expansively lyric melody with animated rhythmic patterning. Again the associated text stresses the sensuality as well as the spiritual force of religious devotion: «she of the waters flashed lightning like a falling lightning-bolt and brought me the pleasures of love. I am the lover of Urvasi, long to draw her to me, though she fills the air and measures the middle realm of space." Near the end of the movement there is a particularly graphic representation of the "falling lightning-bolt". The fourth movement is no less illustative. The text describes how «Purusha stretches the warp and draws the weft. ... The gods make the melodies into shuttles for weaving", and the music bathes its melodic lines in a wealth of trills and decorative flour​ishes whose rich density is intensified by the tape.

The fifth is the only movement to lack an appended text, and this indicates that its primary function is that of varied restatement. Harvey says of it that "some of the third movement is played back on tape, the ensemble adding a "gloss".» By now the listener may well be sensing the tendency of the music to cycle back on earlier material in a fairly regular way, as Harvey's formal scheme begins to make its effect. As he himself describes it, the twelve movements divide into thirty-six subsections, each one defined by a certain number of instruments playing a certain pitch cell. As there are only twelve types of sub-sec​tion, each one occurs (with variation) three times, thus making for repetitions over the course of the work." The repetitions create continuity and coher​ence, but there is nothing mechanical about them: the crucial word in Harvey’s analysis is «variation», and it is this quality that governs Movement 5. 

The sixth movement reinforces the music's dynamic momentum, depicting "the celestial coursers, revelling in their strength" who «fly in a line like wild geese.... Your body flies, Swift Runner; your spirit rushes like the wind". The music also «rushes like the wind", as Harvey instructs the players to interact in improvisato​ry fashion. After this, the second half of the work begins like a call to order, which, as Harvey says, «is concerned exclusively with bell-like sounds, some of which repeat ritualistically—a motive that occurs from here to the end of the piece." The text refers to «the sun, rejoicing in the clear light", and, as if in awe of such an overwhelming force of nature, the music of Movement 7 becomes increasingly restrained. [...]

	Paul  HILLIER -- см. в секции "Eurofolk" (в конце файла)
	
	
	
	

	The  HILLIARD ENSEMBLE 
	Perotin
	1989 
	67:39
	label: ECM

David James -- contertenor

John Potter -- tenor

Rogers Covey-Crump -- tenor

Mark Padmore -- tenor

Charles Daniels -- tenor

Gordon Jones -- baritone

Paul Hiller – baritone

"All things... are aggregates of atoms that dance and by their movements produce sounds. When the rhythm of the dance changes, the sound it produces also changes... Each atom perpetually sings its song, and the sound, at every moment, creates dense and subtle forms" (A. David Neel, "Tibetan Journey")

The gothic cathedrals of northern France still stand amongst us as visible proof and reminder of the extraordinary creative impulses generated during the 12th century. These impulses, at once artistic, spiritual and philosophical, permeated the whole range of cultural expression, and are to be found not least in the art and science of music. Its centre of activity has justifiably been placed in Paris and amongst the composers, mostly anon​ymous, associated with Notre Dame. Two important names were recorded by an Englishman (helpfully known as Anonymous IV), who tells us: "Master Leoninus was reputedly an excellent com​poser of organum; he compiled a great book (Magnus Liber)... for the purpose of augmenting divine service. This was in use up to the time of Perotinus the Great, who... was an excellent com​poser of discantus and better than Leoninus... This master Perotinus composed excellent quadrupla, such as Viderunt and Sederunt, with an abundance of refinements of the art of music..." To see the cathedrals we have but to travel a few short distances. To hear the music is in some ways a longer journey, one which requires the imaginative re-creation of sounds that may be remote in time, but are no less subtle and compelling than the music of later ages.

Perotin's music is made up of small groups of notes superim​posed on each other, yet vertically aligned so that we hear not the counterpoint of individual voices so much as a kaleido​scope of constantly shifting textures. Two types of polyphonic writing may be distinguished: organum and conductus (On this recording the three anonimous pieces and "Dum sigillum" and "Beata viscera" by Perotin are in conductus style; the remaining four pieces by Perotin are in organum style). In es​sence, organum was based on existing material (a plainsong melody and its words), while conductus was newly composed (words and music). Organum was liturgical music, setting prose, while conductus usually set verse, and although often religious, was not specifically liturgical. In organum the parts often moved at different speeds, while in conductus they sang in the same rhythm, a style known as discant. Conductus is therefore related to medieval lyric forms, and there are indeed examples of conductus for solo voice. But it is the organum style which has made the most remarkable impact on later imaginations, not least because two of Perotin's organa -- Viderunt and Sederunt -- are the earliest known examples of western European music written in four parts.

Throughout most of a piece in organum style there is a steady pulse created by the dancing sound-patterns of the upper voices. Underlying this active surface are long sustained pitches that change but rarely and which serve as the founda​tion stones for the web of polyphony being enacted above them. These long pitches are in fact the opening tones of plainsong which would originally have been sung by a soloist, though here the melodic character of the chant is essentially lost. At the point where the choir would have joined in the disposition of the chant changes gear and is suddenly rhythmical, regular and perceptibly melodic. Both types of writing are punctuated by arresting cadences until finally the chant becomes its un​adorned self again.

"Each chord that might have taken fifteen or twenty seconds to play in the opening section is then stretched out as the basic pulsing harmony for a five minute piece; very much as a single note in a cantus firmus, or the chant melody of a 12th-century Organum by Perotin, might be stretched out for several minutes as the harmonic center for a section of the Organum." (Steve Reich)
Thus Steve Reich, one of several "minimalist" composers who show strong affinities with the idiomatic processes of medieval music. Perotin speaks to the 20th-century listener quite natu​rally as a composer of minimalist music, nor is he alone in this amongst composers of both the Ars Antiqua and Ars Nova. The concept of minimalism is of course a modern phenomenon, occurring first in the arts of painting, sculpture and architecture, then more recently in music. But the attitudes and purposes that stimulate minimalism (in its various guises), occur frequently throughout history and in both Western and non-Western cultures.

Minimalist art and music are not the same thing, but inevitably they have elements in common. A simple idea can fill an im​mense space -- not literally, but imaginatively. Indeed a single idea has an infinite potential, whereas the counterpoint of two different ideas already begins to set limits by referring the onlooker (or listener), to the relationship between these two ideas. Simple ideas can make large forms either through sheer size (in music, duration), or pattern (repetition, systemic varia​tion). The musical processes which Perotin brought to such a rich standard can be traced in the development of the notation of polyphonic music, and particularly in the terms borrowed by medieval theorists from the art of rhetoric.

From an anonymous St. Martial treatise: "One must know three things if one is to write an organum: how to begin, how to proceed, and how to conclude".
The 9th-century treatise Musica Enchiriadis tells us: "Just as the letters of the alphabet are the basic and indivisible parts of the spoken word, from which are composed syllables, which in turn make up the verbs and nouns from which is formed the completed speech, so the notes are the first elements of song; from the way in which they are combined arise intervals, and from the combinations of these, musical systems."

Guido d'Arezzo, in his Micrologus (c.1025), showed that struc​tures of language, especially poetry, could be used as a model for musical form. Just as literary metre can be divided into feet of two or more syllables and lines of two or more feet, so in music we have neumae, groups of two or more notes, and sequences of two or more note-groups.

The development of measured music required a system of nota​tion that would synchronize the movements of two or more parts, a system that not only quantified rhythms, but which thereby facilitated the combination of different lines of notes. Musicians observed that there were two basic note values -- longa and brevis, long and short. They combined these ele​ments into six rhythmic modes:

1. long - short (trochee)

2. short - long (iambus)

3. long - short - short (dactyl)

4. short - short - long (anapaest)

5. long - long (spondee)

6. short - short (pyrrhic)

These modal groupings were used in sequences of varying lengths, each sequence normally separated by a short pause.

Music could now exist not only as sound, but as symbol. And once a method of symbolizing music had been established, the symbols themselves could be played with and then translated back into sound. The symbol enables the composer to work directly with patterns large and small and with different dura​tions of sound-time. The symbol also enables the performer to grasp visually what must now be produced orally.

By developing a system of notation allied to language, certain rhetorical devices became useful to the musician as a means of enriching his composition. A figure (the shape of a neum) could be inverted, it could be repeated, extended, and with the pres​ence of two or more parts, figures could be exchanged; so that, finally, complex patterns could be built up through fundamen​tally simple processes. Working with a notated music the com​poser was free to ponder his construction, to shape it beyond the needs of a music that would have to be memorized. It was in this way a very new art, intellectual on the one hand, but also capable of producing large musical forms of sonorous beauty and subtle variety.

"For the phenomenon of music is nothing other than a phenom​enon of speculation. There is nothing in this expression that should frighten you. It simply presupposes that the basis of musi​cal creation is a preliminary feeling out, a will moving first in an abstract realm with the object of giving shape to something concrete. The elements at which this speculation necessarily aims are those of sound and time. Music is inconceivable apart from these two elements." (I. Stravinsky, "The Poetics of Music")
"All sounds heard at the greatest possible distance produce one and the same effect, a vibration of the universal lyre..." (H.D. Thoreau "Walden")

---- Paul Hillier

	The  HILLIARD ENSEMBLE
	Walter Frye
	1993 
	61:50
	label: ECM

vocal quartet: David James [countertenor]; Rogers Covey-Crump [tenor]; John Potter [tenor]; Gordon Jones [baritone]. 

The virtuosity of the descant treatment is at its most brilliant in the four movements of the Missa Flos Regalis. Frye’s melodic line, which launches the upper voice like a trail of light in vocal stratospheres, recalls the breathtaking audacity with which the medieval master builders thrust the delicate tracery of their cathedral vaults to ever more vertiginous heights. Similarly, Frye and his contemporaries created an imaginary cathedral space out of melodious tones. The unbroken breath of each portion of the mass overshadows the refined structure and almost mathematically precise, complex compositional symmetries. With this recording, Walter Frye’s music, after centuries of gathering dust in the archives, is no longer the exclusive preserve of the musicologists. This performance and its interpretation bring out the essence of his music which lies in his particular, even unique blend of detachment and intensity. These qualities rest on Frye’s historical position as a mediator between the older English tradition of John Dunstable or Lionel Power and the elegance of Franco-Flemish polyphony as in the work of Josquin. Perhaps it has only now become possible to appreciate the beauty of this combination because the theological significance and representative role of the music have receded into the background. No longer required to serve as a function for anyone or anything. Frye’s music has acquired an autonomy that clearly substantiates its authenticity. His music flows freely above and around us, overwhelming us. Despite its fervour and expressivity, however, it remains sober, cool,  unapproachable and ultimately unfathomable. It is, to use an expression from Friedrich Holderlin’s poem The Middle Of Life, “hallowed-sober”.

	The  HILLIARD ENSEMBLE
	Arbos    (by Arvo Part)
	1987 
	59:21
	label: ECM

perf.: The Hilliard Ensemble, Gidon Kremer, Vladimir Mendelssohn, Thomas Demenga, Brass Ensemble Stuttgart.

	The  HILLIARD ENSEMBLE
	Officium
	1994 
	77:44
	label: ECM

Jan GARBAREK / The HILLIARD ENSEMBLE 

Birds that feed on fish; their excrement will form the beginning of an oasis in which human beings can live, until the next stream of lava smothers it all.

The oldest pieces on this record (if one can use words like “new” and “old” in this context) are the chants, the origins of which are not known to us. Before Gregory and Charlemagne got their  bureaucratic hands on them, these ancient songs had lives of their own, each monastery having its own living tradition. There was no central authority to call upon, just the experience and skills of the singers; every performance was the first one. We also know nothing about how this song might have been performed: it exists as a single line of music in many different manuscripts, each of which gives us different information. When jazz began, at the beginning of this century, it had no name; nor did polyphony when it began around a thousand years earlier. These two nameless historical moments were points of departure for two of the most fundamental ideas in Western music: improvisation and composition. The origins of the perfomances on this record,  which are neither wholly composed nor completely improvised, are to be found in those same forces that awoke a thousand years apart from each other. What is this music? We don’t have a name for it: it is simply what happened when a saxophonist, a vocal quartet and a record producer met to make music together. Three possible avenues for exploration suggested themselves: chant, reaching back to its pre-literate forms; early polyphony, where the number of parts was a matter of experiment and the same piece could exist in many different versions. Shut away in the monastery of St Gerold, it seemed to us that the saxophone became an extension of our own voices. These are very close to “live” performances: with Perotin and his successors looking over our shoulders we wanted to make sure that, as far as possible, every take was printable.  —  John Potter.

	The  HILLIARD ENSEMBLE
	Mnemosyne
	1998
	58:04 46:58
	label: ECM

Jan Garbarek -- soprano and tenor saxophones.

The Hilliard Ensemble:

David James countertenor, Rogers Covey-Crump tenor, John Potter tenor, Gordon Jones baritone.

CD I

Quechua Song       7:12 (Peruvian folksong fragment)

O Lord in Thee is all My Trust    5:09 (Thomas Tallis)

Estonian Lullaby           1:58 (Veljo Tormis)

Remember Me My Dear     6:30 (16th century Scotland)

Gloria       6:03 (Guillaume Dufay)

Fayrfax Africanus   4:05  (St Albans / Great Dunmow) 

Agnus Dei       8:38  (Antoine Brumel)

Novus novus      2:18   (13th century France)

Se je fayz dueil         5:12  (Guillaume le Rouge)

O ignis spiritus     10:53  (Hildegard von Bingen)

CD II

Alleluia nativitatis       5:06  (13th century England)

Delphic Paean         4:46  (Athenaeus [127 BC])

Strophe and Counter-Strophe        5:02  (Jan Garbarek)

Mascarades         5:02   (Basque folksong fragments) 

Loiterando      5:33   (Jan Garbarek)

Estonian Lullaby       2:01 (Veljo Tormis)

Russian Psalm           3:45   (16th century Russia)

Eagle Dance      4:48  (Iroquois & Padleirmiut fragments) 

When Jesus Wept       3:22  (William Billings)

Hymn to the Sun      7:28 Mesomedes (2nd century Greece)

	The  HILLIARD ENSEMBLE
	Codex Specialnik  (Music from a Prague manuscript c1500)
	1995
	77:15
	label: ECM New Series

The Hilliard Ensemble first encountered the Codex Specialnik when researching music for their album of Walter Frye (ECM 1476), whose Ave Regina appears in the manuscript with an extra part, presumably added by a local Czech composer. The Codex is one of the oldest surviving collections of Czech renaissance polyphony, and originated in the Utraquist protestant congregations of around 1500. The related Strahov Codex is some ю to 15 years older, but was used by the Catholics and may have come from Moravia or Silesia. If 1500 seems rather late for renaissance music to have reached Prague, it should be remembered that the Hussite Wars of 1419-1434 had divided the 'nation of heretics' from the rest of Catholic Europe, and it was only in the last quarter of the 15th century that there was a significant inflow of cultural and artistic ideas. The Codex Specialnik was not the first collection of renaissance polyphony: many of its pieces had clearly been in circulation for some time.

The manuscript is currently in the Hradec Kralove Museum, which acquired it from a Prague antique dealer in 1901. Leafing through it is an extraordinary exper​ience, as some musicologists have discovered. Some of it, such as Josquins Ave Maria, is written in 'white' notation, and other pieces are in black mensural notation. The binding bears the date 1546, but inside the hard cover we find the date 1611 together with an inscription saying that in that year 'Michael Muratt ... gave this Specialnik (ie special songbook) to the Church of St Peter'. Amazingly, this collection of (by then) archaic polyphony had been copied by some protestant church-goers in Pra​gue in the middle of the 16th century, and they had then used it right up to the time when the Baroque was knocking on the door.

Recent examination by Jitka Petrusova has revealed the true history of the manuscript. Its oldest part, the 'corpus', was written on paper made in Italy and southern Germany in the 1480s and 90s, and it was probably finished some time before 1500, loosely bound and with an index of its contents. The'corpus'continued to be added to by different hands and eventually incorporated two new fascicles. When the hard binding was done around 1546 some pieces were moved and a collec​tion of unison hymns was added. The original pre-1500 copyist had begun with both Czech and foreign contemporary music, starting with music for the Mass, followed by motets and songs in white notation. He then added in black notation older Czech music that was current in the 14th and early 15th centuries. Later scribes ignored this layout and added music wherever they found a convenient space.

The Codex Specialnik is then a large anthology of polyphony that flourished in Bohemia from the 14th century onwards. The selection here is arranged broadly in chronological order, but with some concession to textual considerations. Like the Codex itself, it is probably best dipped into rather than swallowed whole. To take the oldest pieces first, these can be described as the remnants of the Czech Ars Antiqua and Ars Nova. The Codex contains some 50 pieces whose roots reach back to around 1300, corresponding to compositions found in dozens of 14th to 16 th century sources in western Europe. The most striking renaissance features are to be found in the works of Petrus Wilhelmi de Crudencz, the Master of Krakov University, who spent some time in Bohemia on his way back to Silesia from travels in southern Germany and Austria. Two of the pieces performed here are 'rotuli', or rounds, which in later sources were treated as multiple-texted motets. All four contain the composer s name in an acrostic (spectacularly so in the case of track 13, which manages to fit in the whole thing).

There are some 150 renaissance compositions in the manuscript, and only about one third of these are by composers who can be identified. We know nothing of the two Czechs, Tomek and Gontrasek, and pieces originating from within the local congregations carry the collective designation 'sociorum' -- by members or comrades. Many of the anonymous works are based on Czech melodies current at the time (7, 15 and 23). Equally interesting are the imported compositions attributed to 30 foremost European musicians, among them the Englishmen Bedyngham, Frye, Morton and Plummer, and the Franco-Flemish composers Barbireau, Basiron, Compere, Isaac, Obrecht, Agricola, Tinctoris and Josquin. Eight pieces by Johannes Touront suggest that this composer spent some time in the Czech lands. The Codex also contains a number of secular chansons that the Prague brethren furnished with sacred Latin texts, though it is not clear why they should have felt it necessary to replace the Marian text of the Johannes Aulen motet with the involved rhetoric of Terrigenarum plasmator (14). We are still searching for the author of the remarkable Missa Petite Camusette, based on the famous chanson by Ockeghem. There is no Agnus Dei according to the Utraquist rite, but why the 'crucifixus' section has been omitted from the Credo remains a mystery.

I hope that with this collection we can progress beyond merely marvelling at the curious and anachronistic musical feast that is the Codex Specialnik. This poly​phonic song book reflects both a reverence towards the Czech Gothic and an ending of Bohemian isolation, embracing Western renaissance style and writing down the new fruits of the Czechs' own burgeoning culture.

	The  HILLIARD ENSEMBLE
	A Hilliard Songbook -- New Music for Voices
	1996 
	55:50 64:04
	label: ECM

Performed by The Hilliard Ensemble

Since its formation the Hilliard Ensemble has had an interest in the per​formance of both early and contemporary music. With the early music there is no difficulty except that there is so much of it. With a little effort it is quite possible to find sufficient music to keep the ensemble busy for the rest of our working lives. Later music poses a problem in that there is comparatively little music written after the early 17th century which suits our line-up of voices. Having two equal inner parts, the two tenors, is a particular problem in this later repertoire.

When it comes to new music we have the chance to solve the problem by having music specially composed for us. The great majority of the pieces presented here were written at our instigation, either as a result of a direct commission from us, a music festival or some other arts organization or in connection with the Hilliard Composition Prize, which was awarded during our summer school in 1994. The three prize-winners were Joanne Metcalf, Paul Robinson, and Barry Guy.

The summer school presents a further connection in that in recent years there has been a composer-in-residence who works with and writes for the student ensembles. By the end of the week everyone on the course will have taken part in the first performance of at least one piece written specially for them and their colleagues.

Happily the composers we have invited have also written for us and are represented on this recording. Ivan Moody has composed several works for us, both before and since his residency in 1994. The pieces recorded here represent both his earliest and his most recent offerings to the Hilliard Ensemble.

During the 1995 summer school Piers Hellawell wrote The Hilliard Songbook for the student ensembles, to texts from Nicholas Hilliard's A Treatise Con​cerning the Arte of Limning. So touched were we by his choice of librettist and by his illumination of the texts that he later offered to arrange some of the pieces for our four voices.

After his success in the competition, with his visually remarkable graphic score, Un coup de des, Barry Guy joined us at Boxgrove Priory for the recording of his composition. This was the first time we had performed the piece with the added part for double-bass. We also asked Barry to be the composer-in-residence at our 1996 summer school.

The four pieces which were not written for us, Morton Feldman's Only, Michael Finnissy's Stabant autem iuxta crucem and the two works by Arvo Part are here simply because of their own particular qualities, musical, textural or rhetorical, and because they have all featured in our recent concert programmes.    --- GORDON JONES

	(The  HILLIARD ENSEMBLE)
	Gavin BRYARS: Cadman Requiem
	1998 
	61:19
	label: Point

Cadman Requiem:

Requiem

Caedmon Paraphrase (Bede)

Agnus Dei

Caedmon’s «Creation Hymn»

In Paradisum

performed by

 Hilliard Ensemble: David James [alto]; Rogers Covey-Crump, John Potter [tenors]; Gordon Jones [baritone].

Fretwork: Richard Campbell, Wendy Gillespie [treble viols]; Julia Hodgson, Susanna Pell [tenor viols]; Richard Boothby [bass viol]; William Hunt [great bass viol].

Adnan Songbook:

- 13. Song I - VIII

performed by

Gavin Briars Ensemble: Bill Hawkes, Andrew Parker [violas]; Sophie Harris [cello]; Gavin Briars [double-bass]; James Woodrow [el&ac g]; Roger Heaton [cl, bass cl]; Dave Smith [conductor]; + Valdine Anderson [soprano].

Epilogue from Wonderlawn

performed by Gavin Briars Ensemble.

This album is essentially of vocal music, in effect the first of my recordings where this has been the rationale for the whole album. Ever since I wrote my first opera in the early 1980s, I have enjoyed most of all having the oppor​tunity to write for the human voice. It has often been said that while a musical instrument can become an extension of a performer (in both a physical and metaphorical sense), a singing voice is the singer as both a person and performer. In writing for the voice I find myself led more and more towards the personal, both in relation to the initial choice ot texts, the musical responses to those texts, and the singers for whom I write.

Perhaps it is the very naturalness of the act of singing that enables me to feel at ease when writing vocal music. Of course, the existence of a text is a stimulus and may give a good deal of information immediately about things such as rhythm, tempo, form, melodic shape and even instrumentation as well as more nebulous things such as musical imagery. But in most cases the text itself has to be chosen or created, and on the occasions when a text is designed for musical composition, such as an opera libretto, a composer will make changes to it. The first of Etel Adnan's love poems, for example, that I felt cried out to be set was the fifth and I did not consider the others at first. It was only when

I made the decision to do all eight as a set that I looked at the remaining poems as suitable for musical setting. Similarly with Cadman Requiem I made many oblique choices regarding text in what might seem, on the surface, to be a conventional and quite straightforward form.

Each voice is unique and what I try to do is to write music for that voice which seems closest to its character. At some point in a piece's history other singers will perform the music but the music starts life in relation to the voice for which it was conceived. On this recording there are a number of different examples of the way in which I approach writing for individual singers who I am drawn towards.

With the Hilliard Ensemble there is, of course, their perfectly blended four-part ensemble, whether singing harmonies or different permutations of unisons, but there are also the highly individual voices themselves within the group singing as soloists, whether accompanied by the other voices or by instruments.

In the case of Adnan Songbook I used different vocal approaches according to the climate of the individual poems, but for all of them I was aware of what would work for Valdine's voice in relation to the poems and I wrote the music in the knowledge of how this might be achieved. This might seem rather circular, but in reality it is more like the way that through knowing someone intimately one may become aware of the likely response to a given situation. But at the same time there is always the possibility of surprise. [...]

	Vladimir HOROWITZ
	
	1985
	64:10
	Bach, Busoni, Mozart, Chopin, Schubert, Liszt, Schumann, Rachmaninov, Scriabin, Moszkowski.

	Vladimir HOROWITZ
	HOROWITZ in London
	1983
	45:27
	Chopin, Schumann, Scriabin.

	Vladimir HOROWITZ
	HOROWITZ in Moscow
	1986
	60:50
	label: Deutsche Grammophon

	Vladimir HOROWITZ
	SCHUMANN:

"Kreisleriana / Wieck-Variations / Toccata"
	2003
	61:02
	label: Sony Music (France)

"For the virtuoso, musical works are in facts nothing but tragic and moving materializations of his emotions : he is called upon to make them speak, weep, sing and sigh, to re-create them in accordance with his own consciousness. In this way, like the composer, is a creator, for he must have within himself those pas​sions that he wishes to bring so intensely to life."
-- Franz Liszt

The Kreisleriana is Schumann's self-portrait in tone. And what a self-portrait! It is at least three persons in one : Johannes Kreisler, Clara Wieck and Schumann himself. Schumann's rich mind and emotions were nourished by many loves. The greatest of these was she whose music he incorporated into his own - his adored Clara Wieck. In 1838, only two years before their marriage, Clara was the fist to learn of the completion of a new work, the Kreisleriana, which Schumann had composed in a sudden burst of inspiration. Officially, of course, Kreisleriana was a" portrait - or, rather, eight sketches - of a fictional character, Kapellmeister Kreisler, a half-mad conductor-composer and the most famous literary creation of E.T.A. Hoffmann. Kreisleriana was Hoffmann's title for a group of short stories, anec​dotes and musical criticism loosely linked by the fictitious Kreisler. First published in 1813, these were so successful that a second collection followed quickly. Some year later, there appeared a series of fragments from Kreisler's "biography" embedded within the framework of a wildly grotesque Hoffmann novel called Growler the Cat's Philosophy of Life Together with Fragments of the biography of Kapellmeister Johannes Kreisler from Random Sheets of Printer's Waste. The fictional author of this volume, Kater Murr (Growler the Cat), is a caricature of the German petit bour​geois. "Ah, Clara!" exclaimed Robert Schumann in an ecstatic letter of April 1838, "how full of music I am now, and such lovely melodies all the time! - Just think, since my last letter I have finished a whole booklet, a whole booklet of new things! - I'm going to call it Kreisleriana; in it, you and a theme of yours [ein Gedanke von Dir] play the principal role. I want to dedicate it to you - yes, to you, and no one else! -You will smile such a gentle smile when you recognize yourself in it." (It is odd that Clara's thematic contribution to Kreisleriana does not seem to have been pointed out before, but Schumann's phrase "ein Gedanke von dir" admits of no other interpretation.) We do not know which of Clara's themes Schumann used. Presumably he trans​formed and interwove it with themes of his own (as he had done with Clara's 'motto theme' in his Davidsbundlertanze). The Kreisleriana came to Schumann with bewil​dering speed. In his diary, under May 3, we read, "Three wonderful spring days spent waiting for a letter [presumably from Clara] — and then did the Kreisleriana in four days. Whole new worlds are opening up to me." How did Clara react to the turbulent masterpiece in which she played "the principle role" ? "Do play my Kreisleriana now and then", Schumann begged her the following year. "A really wild love, as wild as can be, is in some of the movements - your life and mine, and many a flash of you eyes. My scenes of Childhood are the opposite: gentle and tender and happy, like our future." And the Kreisleriana must have seemed to Clara a touch too wild. Schumann's disappoint​ment may explain why he did not dedicate the Kreisleriana to her, as he had originally planned, but "To his friend, Frederic Chopin". The wildness so crucial in Kreisleriana seems to have been beyond the Clara's scope. The Clara who played the "principle role" in Kreisleriana was a figment of Schumann's imagination, a facet of his own personal​ity.
To round out the picture of Clara in the Kreisleriana, Mr. Horowitz supplemented it on this disc with Schumann's Variations on a theme by Clara Wieck (the slow move​ment of his F minor sonata, Op. 14). Late in the year (1836) when he composed the Sonata, it dawned on Robert that he had long been in love with Clara. Clara was then barely sixteen, but she may well have been younger when she composed the tiny, 12-bar Andantino (24 bars with repeats). It has the wistful, serious character of the wild Clara, who, at thirteen, had fallen in love with her 21-year old friend, "Herr Schumann". In only four variations, Schumann develops Clara's theme from child to young adult, so to speak. The first two variations, demure and charming, might almost have been com​posed by the teenage Clara herself. The restrained agitation of Variation No. 3, with its delicate, displaced rhythmic patterns, demonstrates considerable subtle maturity. Variation 4 is an outburst of adult passion, of yearning intensity that borders on the Tristanesque. And only a great artist could have imagined the masterly simplicity of Schumann's closing bars.

At the recording session of the Arabeske, Thomas Frost, the producer, questioned Horowitz regarding the three occurrences of the opening section which, though identi​cal, he played differently each time. Was this planned or did it occur at the spur of the moment? He explained that he had planned it generally, but not specifically ; that he wanted to play differently each time but that the exact realisation would be left to the spur of the moment. He said, "The Arabeske is a reminiscence... a musical watercolour. I know the colour of each section, but the exact shade is better left to inspiration of the moment. You know, there is always a gap between intention and realisation. Even with the best intentions, realisation cannot quite come up to it. But the most important thing is to have a very clear intention. There is a German word 'Auffassung' — it can only be inadequately translated by 'conception' - that is the most important thing. To have 'Auffassung' is to have a conception of the spirit of the music. I can play anything which I feel. Something I don't feel, I don't understand, I cannot play. You see, playing the piano is a combination of Brain, Heart and Means. And all three should be even. If one falls short of the others, the music suffers. Without Brains, you are a fiasco. Without Means, you are an amateur. Without Heart, you are a machine. It has its dan​gers, this occupation."

	Vladimir HOROWITZ
	SCHUMANN:

"Kinderszenen / Fantasie Op. 17 / Arabeske"
	2003
	58:00
	label: Sony Music (France)

The lively entertaining and often wistful comments on the music he played proved Vladimir Horowitz to be an artist who was as stimu​lating verbally as he was pianistically. For his second recital on Columbia Records, he chose a program which is, in his own words, "inti​mate, lyrical, and tender - a soothing program. There is a lot of singing -except for the Toccata of course - there is no singing there", he added, with a smile. "Eloquent, yes, but not singing!". The program shows two opposite sides of Schumann. "In the Toccata [re-issued under SMK 90443], we have the Schumann, who was, all through his life, preoccupied with a pianistic virtuosity which he himself never attained. In the Kinderszenen, on the other hand, we have Schumann the poet. The last little piece, 'The Poet Speaks' [Der Dichter spricht], is an epilogue which sums up the whole work. And it is really the motto for the whole work. It is Schumann, the poet, speaking." Horowitz jokingly expressed fear that some listeners might fall asleep during the very suggestive "Child Falling Asleep" [Kind im Einschlummern], but he added quickly, "the Toccata will wake them up!" Returning to the Kinderszenen he said, "you know, of course, that he wrote them for his wife Clara, and before they had children. They may look simple on the page, but each is an incredible masterpiece." And, as a gentle reminder to anyone who might think that slow, lyrical music is easy to play, he related the following incident which is supposed to have taken place in the famous piano class of Theodore Leschetizky in Vienna. It seems that a young virtuoso came to town and upon being asked to play for the class, stunned everyone with a phenomenal display of virtuosity. The most difficult music seemed to flow effortlessly from his fingers. He kept this up for quite some time without as much as a drop of perspiration on his brow. When he had fin​ished the astonishing performance, someone wistfully asked him that he play a simple piece by Schumann, such a Traumerei. Obligingly, the young virtu​oso complied. After four bars he was perspiring profusely!

At the recording session of the Arabeske, Thomas Frost, the producer, questioned Horowitz regarding the three occurrences of the opening section which, though identical, he played differently each time. Was this planned or did it occur at the spur of the moment ? He explained that he had planned it generally, but not specifically; that he wanted to play differently each time but that the exact realisation would be left to the spur of the moment. He said, "The Arabeske is a reminiscence... a musical watercolour. I know the colour of each section, but the exact shade is better left to inspiration of the moment. You know, there is always a gap between intention and realisation. Even with the best intentions, realisation cannot quite come up to it. But the most important thing is to have a very clear intention. There is a German word 'Auffassung' - it can only be inadequately translated by 'conception' - that is the most important thing. To have 'Auffassung' is to have a conception of the spirit of the music. I can play anything which I feel. Something I don't feel, I don't understand, I cannot play. You see, playing the piano is a combination of Brain, Heart and Means. And all three should be even. If one falls short of the others, the music suffers. Without Brains, you are a fiasco. Without Means, you are an amateur. Without Heart, you are a machine. It has its dan​gers, this occupation."

	Vladimir HOROWITZ
	Horowitz plays Chopin – The Complete Columbia Recordings

[3 CD]
	2003
	66:14 68:11 69:29
	label: Sony Music (France)

Vladimir Horowitz – piano

Horowitz plays Chopin
As strange as it may appears, Vladimir Horowitz collected mostly vocal records. "Singing, only singing. I have a good collection of the old singers, the authentic ones. You know, I knew opera and symphonic music better than piano music when I first started. And I miss the bel canto. Our playing stems from the voice. This kind of play​ing where the pianist makes phrases like green and red lights - stop and go - does​n't mean anything. The meaning must come from the melodic line. There must be some kind of melodic approach, inevitably. If a pianist imitates the voice of the past or the present, then his playing has logic. You can like it or not, but it is 'I, singing at the piano'. Even a C major scale has a melodic line. Everything you can play has a melodic line. That's why Chopin always wanted singing, singing, singing at the piano."
The Irish composer John Field had turned Paris' musical world upside-down in 1832 with his bel canto-inspired character-pieces. At a time when rapid changes in fashionable trends and subjective predilections reflected the profound political irres​olution of the age, the nocturne held tout Paris in thrall. Exploiting the Romantics' obsession with night, it had appropriated vocal techniques associated with the Italian school of singing, which was currently in its heyday and which numbered trills, roulades, arpeggios and virtuoso fiorituras among its main attainments, trans​ferring them to the piano to spectacular effect. To that extent, the nocturne derives from the tradition of free improvisation and inevitably established itself in musical salons as means by which the new type of Romantic artist could express his personality. For a composer such as Chopin, who, closely associated with the life of Paris' salons, was adept at following compositional trends, musical descriptions of states of mind were a welcome means by which to maintain his place in society both artis​tically and financially : apart as his gift as a musician, Chopin had brought noth​ing with him when, in the autumn of 1830, he had crossed the Polish border in the direction of western Europe. Chopin composed 21 Nocturnes, the first of which, the Op. Post. 72 No. 1, was written in 1827. The Nocturnes Opp. 55 and 62 also re​issued on this album belong to the later part of the composer's production.
The selection of Mazurkas presented here spans a period of fifteen years, from 1830 to 1845. The Chopin mazurka is a very special art form and was very dear to Chopin, as it was to Vladimir Horowitz. "Each piece in this form is a precious, unique poem." Its basis is a Polish dance by the same name, but Chopin utilized its rhythm only as a point of departure. Since this dance aroused deep-seated feelings of national pride and memories of childhood within him, Chopin consequently poured some of his most profound feelings into his mazurkas. Mr. Horowitz recog​nized in some of the mazurkas contrasting elements that clearly seem to represent man and woman. "The vigorous sections, depicting the man, should be played somewhat strictly but in mazurka rhythm," he declared, "while the delicate strans, representing the woman, should be played much more freely, with elegance and subtlety. Many of the mazurkas are full of nostalgia. They are beautiful poems and some of Chopin's greatest and most original music." The famous Mazurka in A minor, Op. 17 No. 4 composed in 1832-3, in Paris, was sketched considerably earlier, in 1824, when Chopin was a student at the Warsaw Lyceum. This strangely elu​sive piece is impressive for its refinement, ornamentation and, especially, its brood​ing poetry, which permeates the music even as the mazurka rhythm remains dis​creetly in the background. Vladimir Horowitz : "To me, the Mazurka is Chopin at his highest. This is an unforgettable poem, sad and lyrical, conveying its mood with an economy and concentration that only add to its poignancy."
With this seemingly ludicrous statement in a letter to his beloved Delfina Potocka, Chopin attempted to dispel the popular notion that romantic images or situations are often the basis of certain compositions. "Critics frequently see in a work all sorts of things that its author never dreamed of putting into it", he wrote. This outside interference into the art of creation went against Chopin's anti-roman​tic grain, and when publishers added artful titles to his compositions, Chopin would turn livid with anger. His music has rarely programmatic implications, and he never assigned anything but a generic title to any composition. The popular des​ignation of "Revolutionary", "Military" and "Raindrop" are all inventions of pub​lishers attempting to commercialize these pieces. In the case of the "Raindrop" Prelude, there are actually two preludes that have been given that designation. Mr. Horowitz felt that if any prelude is to be called "Raindrop", it should be the one in B minor, rather than the D-flat major Prelude. And many distinguished experts agree.
With his two sets of Etudes, Chopin appreciably extended the technical borders of pianoplaying - a fact that is particularly remarkable when it is remembered that he composed the Etudes Op. 10 from 1829 -31, between the age of 19 and 21. The fifth of this set (traditionally known as the 'Black Key" Etude) probably dates from 1830. It is light, vivacious and, above all, exhibitionistic - the right hand being lim​ited to the five black notes, surely a musical challenge. Vladimir Horowitz : "The 'Black Key' Etude is glittery, showy and masterly, not simply the expression of the elegant 19th-century salon but also magical in its impact today, wonderful to play and hear in any hall or in any home." The recording of Chopin A-flat major Etudes was totally serendipitous. Columbia taped two Carneggie Hall rehearsals in prepa​ration for Horowitz's dramatic return to the concert to the stage, which took place on May 9, 1965, after a twelve year absence. During one of the rehearsal on April 7, Horowitz spontaneously played this Etudes, and he played it only once. He did not include it in his May 9 recital.
In 1832, when he was 22, Chopin produced the introduction and Rondo in E-flat major, Op. 16, probably intended for use by his most advanced pupils. The result here was music remarkably idiomatic for the piano and impressively advanced in its technical demands, similar in spirit and form to the Rondo of the E minor Piano Concerto. Vladimir Horowitz : "The Introduction and Rondo has aris​tocratic elegance. In our time, we could use a touch of elegance. I don't understand why this piece is not often played - the public would adore it. It is more classic than romantic. Chopin wanted to make a glittering piece for the public. And that is just what he did - and with what beautiful taste!"
It was ballads by the poet Adam Mickiewicz that had inspired him to write his own four Ballades, Chopin is said to have told Robert Schumann in Leipzig. The relevance of this information and, hence, the significance of the four poems — "Konrad Wallenrod" (a Lithuanian hero), "Switze", "The water-Sprite" and "The Three Budrys" - for Chopin's works is sometimes treated with a certain amount of caution but some artists, like Murray Perahia, find the Schumann attestation regarding Mickiewicz's poems convincing, and find that an acquaintance with the musical facts surrounding the Ballades renders the poems even more relevant and evocative.
Mr. Horowitz once declared to Thomas Frost, producer of his recordings for Columbia : "The Chopin sonata [No. 2] I played first in '22 or '23. It's been a good friend throughout my career. You know the story they tell - Chopin was asked if the finale was a 'light wind over the grave' and he said, 'No, just gossiping between two hands.' He was a moody man, Chopin. But I think this idea of a final sigh or a ghostly wind over the grave is a good one. Perhaps he meant that." Later, at the recording session of this work, Horowitz remarked, "You know I was never quite happy with the recording of this sonata I made some twelve years ago, particular​ly the first movement and the Funeral March. You see, the first movement is not in strict sonata form. It's rhapsodic. It has long themes and short developments! It's a difficult thing to bind together. But the beauty of the music overcomes these dif​ficulties. My old recording was a little slow, a little stagnant. It must move..." And he added wistfully, " I mean in tempo as well as the listener." After hearing the first movement at this recording session Thomas Frost was impressed by the way Horowitz had indeed "bound together" the movement. The secret lay in the artful balance between totality and detail. He would never sacrifice the large structure by Mr. Horowitz once declared to Thomas Frost, producer of his recordings for Columbia : "The Chopin sonata [No. 2] I played first in '22 or '23. It's been a good friend throughout my career. You know the story they tell — Chopin was asked if the finale was a 'light wind over the grave' and he said, 'No, just gossiping between two hands.' He was a moody man, Chopin. But I think this idea of a final sigh or a ghostly wind over the grave is a good one. Perhaps he meant that." Later, at the recording session of this work, Horowitz remarked, "You know I was never quite happy with the recording of this sonata I made some twelve years ago, particular​ly the first movement and the Funeral March. You see, the first movement is not in strict sonata form. It's rhapsodic. It has long themes and short developments ! It's a difficult thing to bind together. But the beauty of the music overcomes these dif​ficulties. My old recording was a little slow, a little stagnant. It must move..." And he added wistfully, " I mean in tempo as well as the listener." After hearing the first movement at this recording session Thomas Frost was impressed by the way Horowitz had indeed "bound together" the movement. The secret lay in the artful balance between totality and detail. He would never sacrifice the large structure by dwelling too much on "local color" — a temptation to which a lesser pianist might succumb. Of the Scherzo, Horowitz said, "It is very Lisztian... Byronic in a way, and the plastic middle section reminds me very much of Italian opera... Bellini in par​ticular." The performance of this movement proved to be a good example of the fan​tastic dynamic range of Horowitz. The contrast between the thunder of the "Lisztian" first section and the hushed quiet of the "Bellini-like" middle section is indeed dramatic proof of this. Horowitz continued his comments about the sonata, "You know, in the Marche funebre, rhythm is most important. Unfortunately, you often hear it played with a kind of soft, flabby rhythm... almost triplets. But after all, it's not a nocturne, but a march. The rhythm must be crisp — it gains more solemnity that way. I think the middle part is positively celestial... like angels talk​ing."
The Polonaise is, without doubt, the noblest of Polish national dances. Its attraction for Chopin was strong from the beginning, and his first composition, dat​ing from 1817, when he was eight years old, was a Polonaise in G minor. By 1842, the year of his Polonaise in G minor, Op. 53, he had produced a sizeable number of polonaises, and his conception of the genre had evolved from simple dance-form to elaborate tone-poem. Vladimir Horowitz: " I think that this Polonaise reflects the fury of the Polish people under the yoke of Czarist domination. Chopin was a fierce Polish patriot himself, and his patriotic feeling thundered through his music, which is like a call to arms. It is also proud, majestic, heroic, chilvarous and in the grand manner. It is indeed a Polonaise for all seasons and all oppressed lands, a Polonaise for the millions of men and women who still hold dear the free human spirit [...] The Polonaise-Fantaisie is one of Chopin's greatest works. It is much more a fan​tasy than a Polonaise. It is a highly spiritual piece, on higher plane than almost anything else he wrote — fantastic music in the grand manner. The piece is episod​ic, changing moods so often that it is perhaps not easy to follow its continuity. Here Chopin was like a great actor in a stunning performance. He covers such a gamut of emotions: sometimes melancholic, sometimes frenzied, sometimes elated, some​times nostalgic, sometimes dramatic, sometimes lyric, sometimes grandiose and sometimes majestic."

	Tony HYMAS – см. в 'Alternative"
	
	
	
	

	Charles IVES -- см. в разделе 'Alternative'
	
	
	
	

	Joe JACKSON
	Will Power
	1987
	42:21
	label: A&M Records (LA)

Written, orchestrated and produced by Joe Jackson.

1. No Pasaran

2. Solitude

3. Will Power

4. Nocturne

5. Symphony in One Movement

Instruments: k, samples, p, g, bass g (Anthony Jackson, Neil Jason),  s&a&t saxes, cl, bass cl, fl, piccolo, oboe, bassoon, fr h, tp, trb, perc, violins, violas, cellos, double-bass.

	Joe JACKSON
	Heaven & Hell
	1997
	50:34
	label: Sony Classical.      www.sonyclassical.com 

1. Prelude

2. Fugue 1 / More is More  (gluttony)

3. Angel  (lust)

4. Tuzla  (avarice)

5. Passacaglia / A Bud and A Slice  (sloth)

6. Right  (anger)

7. The Bridge  (envy)

8. Fugue 2 / Song of Daedalus  (pride)

“The Devil, that old stager... who leads downwards, perhaps, but fiddles all the way.”  -- Robert Browning
“Daemon est Deus Inversus, the Devil is the shadow of God, states the universal kabalistic axiom. Could light exist but for primeval darkness?”  -- Helena Petrovna Blavatsky
JJ:  p, el p, organ, clavinet, synths, samples, perc., all music, words and arrangements.

Violins: Mark Feldman, Nadja Salerno-Sonnenberg, Mary Rowell, Laura Seaton, Todd Reynolds, Naomi Katz, Sandra Park.

Violas: Mary Rowell, Allison Cornell, Juliet Haffner, David Blinn.

Cellos: Erik Friedlander, Stephanie Cummins, Richard Locker.

Acoustic bass: William Sloat.

Drums: Dan Hickey, Kenny Aronoff.

Congas and Bongos: Sue Hadjopoulos.

Plastic Buckets: Jared Crawford.

Vocals: Suzanne Vega, JJ, Dawn Upshaw, Mary Rowell.

	Scott  JOPLIN  (1868-1917)
	Ragtimes
	1987
	53:38
	Peter-Lukas Graf [fl]; Gerard Wyss [p].

  SCOTT JOPLIN's prediction that he would become the king of ragtime composers came true in his own lifetime. But his efforts to raise ragtime to the level of classical music met with as little success as his attempt to gain acceptance as an opera and ballet composer. Notwithstanding, classical composers such as Debussy and Strawinsky were inspired by Joplin's music. Worldwide popularity came to Joplin posthumously with the appearance in 1973 of the film 'The Sting', which makes vivid use of his compositions, albeit in somewhat debatable arrangements and interpretations. Since then, his most popular rags have even been heard occasionally in the concert-hall, both in the original piano version and in transcriptions for other instruments. On this record the leading treble part is played on the flute. The pianist is mainly responsible for the rhythmic and chordal accompaniment. Gerard Wyss does not stick strictly to the original score, however he spontaneously improvises his part, supporting the flautist's intentions and indulging from time to time in counterpoint, with discrete melodic and harmonic addi​tions. The impression of colourful variety in this recital is reinforced by the choice of works and the order in which they are recorded. Of the 36 pieces of the complete Joplin edition a total of 14 is heard here. Pieces in neighbouring keys are recorded one after the other, which gives the sequence of the music a natural sound, while contrasts are achieved by the juxtaposition of slower and faster tempi, A further attraction of

Peter-Lukas Graf and Gerard Wyss's recital is the mixture of popular hits and less well-known pieces, such as the two waltzes 'Pleasant Mo​ments' and 'Bethena', the Habanera 'Solace' or the brilliant marches 'Cleopha' and 'Antoinette'.

PETER-LUKAS GRAF belongs without doubt to the front rank of flutists today.  Graf is known for the profound understanding he brings to his interpreta​tions of both old and new music, and he has put nearly all the major flute works on record. In 1953 he won the Munich international flute competition, and in 1958 the Bablock prize at the London international competition. Peter-Lukas Graf is nowadays much In demand in the world's greatest music centers, both as flutist and as conductor.

GERARD WYSS -- above all he is known as a chamber musician and accompanist, working with e.g. Tibor Varga, Mstislav Rostropovich, Edith Mathis and Pierre Fournier. Besides his activities as professor for chamber music and accom​paniment of the Lied at the Academy of Music in Basle he surprises as an excellent jazz pianist. His concerts throughout Europe, The United States, Canada and at various festivals (Lucerne, Stresa, Montreux, Berlin, Schwetzingen), as well as numerous radio transmissions and records confirm his international re​putation.



	Scott  JOPLIN
	The Easy Winners
	1975
	42:57
	EMI Remaster 1986

Itzhak Perlman [arranger, violin]; Andre Previn [p].

  [...] What previous exposure to the violin Scott Joplin's music may have had is somewhat conjectural. Rags, from the out​set, rightfully belonged to the piano alone. It was on this instrument that they were heard in the saloons, cafes and sporting houses where ragtime began. It was on the parlour piano in every musical home across America that they became the national rage. Yet the itinerant violinist too was much a part of Joplin's era-from the classical performer to the blind street musician, from the minstrel string players to the country dance fiddlers. Also prevalent at the time were strolling string groups known as "serenaders" which combined fiddles with guitars, mandolins and string bass. They played ragtime in the streets of the towns along their travels and gratefully accepted any bids to take their music indoors. Scott Joplin himself was skilful on guitar, bugle and cornet as well as piano. He must also have picked up something of the violin at home. His father Giles Joplin had played fiddle as a dance musician during his slave days in North Carolina and passed along his love of music to all his children.

 These performances by Perlman and Previn capture the kaleidoscopic moods of Joplin, from his zest and infectious merri​ment to his darker humours of melancholy. As Perlman's own comment indicates, there are, by both chance and design, modifications of mood herein. The highly popular "The Entertainer," for example, gets a romantic treatment almost Kreislerian in its approach which proves an engaging contrast to the now quite familiar standard interpretations. "The Rag Time Dance" on the other hand, is a joyous performance, replete with pizzicato passages and double stopping from Perlman, entirely consonant with the works vigorous character. Predictably, the PerIman/Previn collaboration is a delight, ltzhak Perlman's performances here recall the Chicago Daily News's comment: "the happiest event in fiddling since the generation that produced Heifetz, Oistrakh and Milstein" Andre Previn's superb playing is yet another reminder of this incomparable artist's urbane virtuoso skill in every musical idiom.          --  © Rory Guy, 1975 

ITZHAK PERLMAN writes: «Originally played mostly in saloons and bordellos, ragtime became immortalized through Scott Joplin's dedication and talent. Listening toJoplin's own works in their original piano form and in orchestral trans​criptions, I became captivated by the composer's charm and uniquely pungent rhythms. Intriguing too was the pervasive classical influence evidenced in both form and harmonic content. Joplin's lyrical, often sad qualities suggested the idea of arranging his music for violin and piano. The violin, which naturally displays music's most soulful qualities, surely would be an apt voice for realizing this composer's very individual spirit. For these recordings, I chose works which represent Joplin in a variety of moods, joyful, sad or meditative.  At the recording sessions, Andre Previn and I adhered to the original harmonic material and form of each selection. We did take liberties, however, with embellishments as we went along, always in Joplin's basic style. Playing in such a manner is always exciting and adventurous. Recording in this way is especially fascinating. In doing the same rag two or three times, we discovered during playbacks that the successive performances revealed quite different moods and embellishments. For me, it was especially gratifying to play with stylistic freedom. Such practice was common during the eras of Bach and Mozart, but the classical violinist of today is usually bound by the musical score, which is absolute. I sincerely hope that listening to this recording will engender for you the joy and pleasure which Andre Previn and I experienced in playing Scott Joplin.»

	Scott  JOPLIN
	Pieces Pour Clavecin
	1994
	54:15
	label: Auvidis France

Elisabeth Chojnacka [clavecin Anthony Sidey].

Scott Joplin's ragtime compositions are known the world over, yet he hardly gets a mention in many dictionaries. Was he too independent for his name to attain the pantheon of fame? He is indeed difficult to classify: jazz-player, classical musician, popular American composer... Like many black artists who were born last century (he was born in Arkansas on 24 November 1868), Joplin did not have the opportunity of a classical training, since the latter was then reserved for Whites. His parents were musical and, encouraged by his mother, and with the advice of an immigrant of German origin, he took up first of all the piano, then the guitar and the mandolin. In the early 1880s, when he was still a child, he organized a vocal group (possibly the Texas Medley Quartet) with his brothers Will and Robert, and they gave a number of concerts in the Middle West. At the age of seventeen, he left his family to go and live and play in St Louis, and in 1893 he organized his first band in Chicago. There he met pioneers of ragtime,  such as Tom Turpin and Otis Saunders, and he began writing down his own compositions. Two years later, he moved to Sedalia, Missouri, where he attended the George R. Smith College for Negroes. Some of his songs and piano rags were published in 1895, but it was not until four years later that his first major publication. Maple Leaf Rag, brought him a certain amount of fame. He went on producing rags and between 1900 and 1906 he had several collaborations with other ragtime composers, including Arthur Marshall and Scott Hayden. Round about that time, he composed his first extended work. The Ragtime Dance, using a jazzband, and with choreographic directions (which are now lost); it was given several performances. It was no doubt given again in St Louis, where Joplin worked first as a pianist and then as the director of his own opera company, and it was followed by his first ragtime opera, A Guest of Honor (1903). His second opera, Treemonisha (to a libretto by Gerhard Muller) was presented in New York in 1911. It was never successfully performed during his lifetime, which explains the constant revisions he made between 1911 and 1915. Disappointment at his failure to produce an adequate performance of this work was no doubt largely responsible for Joplin's early death, at the age of forty-nine. Before his death he was working on two new scores: a symphony based on ragtime and a musical comedy, If.

There was renewed interest in Joplin's music at the end of the 1940s and again in the 1970s, when his opera Treemonisha was revived in the United States and was -- at last -- an enormous and well-deserved success.

It may at first seem surprising that Elisabeth Chojnacka --who is particularly well-known for her performances of contemporary music: Ferrari, Xenakis, Aperghis, Solal, Ligeti, Gorecki and so on -- should record such a repertoire. It is far less surprising when we have heard her play. Even though this music was not composed for the harpsichord, Joplin's style is admirably suited to the subtlety of Elisabeth Chojnacka's playing. She recalls that the first time she heard Joplin's rags played on the harpsichord, it was by a clergyman (!) on an old recording she had brought back from the United States entitled "Ragtime on Harpsichord". Unfortunately, the interpretation was rather unimaginative and lacking in spirit. On the other hand, listening to a famous jazz musician in this repertoire -- Bix Beiderbecke on a pedal piano -- proved much more enriching, even on old 78s. In 1979, during one of those "mad nights" at the SACEM, Elisabeth Chojnacka took the plunge and played her version of one of Joplin's rags in public. ("All right, it's written for the piano, but I picked up the score, and I felt like having fun and doing something completely different.") That might have been the end of the matter, but the Elisabeth Chojnacka did not want to play Joplin for the sole purpose of proving that it was possible to change the timbre. This music, which was not written directly for swing and dance, swings because it is rhythmical: a detail that seems to have eluded many of its interpreters, who tend to play either to fast or too slow. Joplin confused matters further by publishing a method for the performance of his rags and by systematically indicating the word "slow" in several places in the same score, often confirming it with the note: "This piece must not be played fast"! This point is obviously quite relative, since Joplin's scores bear none of the features of tempo! (Baroque music presents a similar problem today, when we come across the word "moderate" in the score...) The value of this "slow" also depends on the character of the piece, but, as a general rule, the tone is rather moderate and never very fast. It is most likely that Joplin decided to add these instructions when his first scores were published in order to thwart the tendency pianists had at that time of wanting to "show off by playing too fast, in virtuoso fashion -- one of the consequences of Romanticism! Elisabeth Chojnacka admits that the possibilities of the piano are hardly compatible with those of the harpsichord -- certain tempi, for example, can give rise to problems of articulation and confusion of sympathetic resonances. What she does with the scores, however, bears very little relation to recordings on the piano. She has made this music her own because "above all, it is rhythmical, immediate, and it reflects a communicative joie de vivre, without philosophising".

Each rag comprises several themes; unlike the themes in romantic music, they are unrelated. The resulting linear structure is particularly well suited to the harpsichord. "I attach a great deal of importance to the answers immediately following the theme. In this way, I play with the registrations to bring out a certain humorous side, with counterpoint on the dynamics to obtain an effect of coloration." In fact, played in this way, the rag is reminiscent of the rococo sonata form, with several themes which may vary in tempo -- a first one in rondo form, then two more -- and always the recapitulation.

Almost a century later, perhaps Scott Joplin has found his ideal instrument: the rhythm and percussion of the harpsichord, played by Elisabeth Chojnacka, are excellently suited to these works. A colourful, perfectly convincing match!

Elisabeth Chojnacka
Elisabeth Chojnacka is now recognized as the greatest interpreter of present-day harpsichord works. She has played in practically every country of Western Europe and many of the ex-Eastern block countries, as well as in the United States, Japan and Mexico.

Elisabeth Chojnacka has made a dozen or so recordings of contemporary and early music, in recital, with orchestra and in chamber ensemble.

The rigour and passion of her playing, the brilliance of her interpretations and her ever-increasing popularity with audiences have led the greatest modern composers to write works for her.

She is recognized by critics the world over for the originality of her repertoire and her interpretation, her "almost miraculous sense of rythm", her "prodigious", "unashamed" virtuosity, the profound musicolity of her reading but also, and perhaps more than anything else, her passion and her total dedication, which she communicates with enthusiasm to her audiences.

	Mauricio KAGEL – см. в 'Alternative'
	
	
	
	

	Giya  KANCHELI
	Symphony #3 - 6
	1990
	59:53 50:34
	label: Melodia

rec. 1981

CD 1:

Symphony #3 (30:11) rec. 1979; soloist: Hamlet Gonashvili

Symphony #6 (29:38) rec. 1981; Archil Kharadze, Giya Chaduneli – violas

State Symphony Orchestra of Georgia, conducted by Dzansug Khakhidze

CD 2:

Symphony #4

Symphony #5

	Giya  KANCHELI
	Vom Winde Beweint
	1991 
	38:21
	label: ECM
«Музыку, как и саму жизнь, невозможно пред​ставить без романтики. Романтика — эта самая высокая мечта прошлого, настоящего и будуще​го — сила невообразимой красоты, которая приходит свыше и побеждает невежество, из​вращение, насилие и дьявола». Так говорит о музыке Гия Канчели. При слове «романтизм», «романтик» сразу вспоминаются хрестоматий​ные имена композиторов XIX века. Но музыка Канчели очень далека от «романтизма» в при​вычном понимании этого слова. Произведения Канчели ближе к музыкальным формам Сред​них веков, они необычны по звучанию и рожда​ют у слушателя столь же необычные ощущения.

«Я люблю этого композитора за его независи​мость, — рассказывает Ростропович. — Его ес​тественное состояние: глубокий мистический страх. Я бессчётное количество раз открываю для себя заново Оливье Мессиана. То же самое справедливо и в отношении Гии Канчели. Нуж​но играть его музыку настолько медленно, на​сколько это в человеческих силах. Только тогда музыка потечёт плавной рекой и раскроет свой смысл. Паузы у Канчели не определены — их длительность зависит от исполнителя. Я беру всё из его манеры речи — запоминаю, как он говорит. Скажет два слова — и остановится, словно созерцая что-то внутри себя, скажет ещё пару слов и снова остановится...»

Традиционном для Канчели стиль -- музыка-медитация, музыка образов, где паузы не менее важны, чем сам музыкальный текст. [...]

Композитор не любит использовать народные мотивы. «Я никогда не пытался демонстрировать свои национальные корни в музыке. Конечно, я родился и вырос в Грузии, я слушал грузинский фольклор с ранних лет, и я впитал в себя всё лучшее и всё худшее от моего народа. Но связь между моими произве​дениями и музыкой моего народа очень непря​мая. Я ставлю грузинскую полифонию слишком высоко, чтобы использовать её в своей музыке. Но если кто-то думает, что моя музыка близка по духу грузинскому фольклору, я буду от это​го счастлив...» [...]

Некоторые произведения композитора пе​рекликаются с работами Джона Тавенера. «Да, я знаю его музыку и она мне очень нравится. К сожалению, среди современных композиторов не очень много тех, кто мне близок, но Джон Тавенер — один из них». Также Канчели называ​ет имена Авета Тертеряна, Арво Пярта, Альф​реда Шнитке, Валентина Сильвестрова... Прак​тически все они, в большей или меньшей степе​ни, основывают своё творчество на духовном начале в музыке, зачастую используют музы​кальные формы Средневековья... Считает ли Канчели свою музыку духовной? На подобные вопросы он отвечает с неизменной иронией. «Я очень завидую композиторам, которые знают, какую музыку они пишут. Я не знаю, какую му​зыку я пишу. Музыка —это абстрактная субстан​ция. А абстрактная субстанция не может иметь строго определённого направления. Для одно​го человека она может быть религиозной, или духовной, а для другого она может такой не быть. Но если вы хотите знать, какая она для ме​ня, —это музыка, ничего больше".

---“PLAY” 

	Giya  KANCHELI
	Exil
	1995 
	47:37
	label: ECM

Composed in 1994

Psalm 23

Einmal

Zahle Die Mandeln

Psalm

Exil

Maacha Deubner [sopran]; Natalia Pschenitschnikova [alt&bass fl]; Catrin Demenga [violine]; Ruth Killius [viola]; Rebecca Firth [violoncello]; Christian Sutter [kontrabass]; Wladimir Jurowski [leitung].

Giya Kancheli’s "Exil"

The population is increasing, the world is shrinking, and there are fewer places chat can be called home. Living conditions, especially in Africa, are deteriorating through climatic change, economic mismanagement, the after-effects of colonialism, and ethnic rivalry. Entire nations are on the move: from Ethiopia to the Sudan, from Rwanda to Zaire and back again, from the Sahel to the receding wet-dry savanna. The more resourceful and adaptable refugees manage to reach Europe, hoping to find work there, prepared to eke out a lumpenproletariat existence on the fringes of the consumer society. Hundreds and thousands are also on the move following the collapse of the dictatorship in Albania. Men, women and children who be​lieved in a "promised land" were packed into boats only to face bitter disappointment on reaching the shores of Italy.

The mythical-historical model for the exo​dus of a people is the flight of the tribes of Israel from Egyptian bondage under Moses' leader​ship (according to the Bible), a flight into the "desert", into the landscape of pure monothe​ism. Centuries later, the positive connotations of this ancient and successful search for land inspired America's white settlers as they moved westwards towards "empty" territories and God-given prosperity. Today there are no unoccupied continents left for migrating peoples to inhabit, and the hordes of refugees are unwelcome wher​ever they go. The wealthy industrial states -enjoying a prosperity achieved at the expense of nations now impoverished — are channelling their political energies into insulation against the onslaught of immigration from the south.

Worldwide mass migration of uprooted collectives is casting an entirely different light upon the individual loss of ones native home. A hundred years ago in an atmosphere of bour​geois saturation, artists habitually and picturesquely cast themselves as "Bohemians", as "urban gypsies" who eschewed possessions and a permanent place of residence. Gypsies exerted (and still exert) a fascination; the more settled view them with suspicion and, possibly, with secret envy. They are living reminders of a rigorously nomadic way of life, which is in fact the only form of existence that takes a genuinely non-exploiting, "convivial" (Ivan Illich) approach to natural resources. Ecologically speaking, settling is the "original sin" for it entails clearing foresis and cultivating the land. The Australian aboirigines, "hunters and collectors" who fought tins development, were not so-called "primitives (the view held for centuries by obtuse Westerners) but instead masters of a highly sophisticated philosophy that led them to organise their lives in harmony with their natural environment. In this respect, "homeland" is a utopian concept. For nomads, "home" is not a fixed site, a material substratum. In religious terms the idea of a "home" may also be called into question, for man is but a "wanderer on earth" and earthly life a mere passage to eternity, to nirvana. A pro​found source of artistic sensibility is, of course, the conflict between the loss of home and the longing for security although few would express this conflict as radically as Gustav Mahler, who spoke of three states of homelessness: as a Bohe​mian in Austria, as an Austrian in Germany and as a Jew everywhere. In the 20th century entire generations of artists were (and still are) driven from their homes, forced to migrate, or to leave more or less of their own accord. Their fates entail a heightened experience of what Franz Schubert had already termed "loss of world".

But is a total loss of home conceivable for the artist? Home for writers, one would think, is their language; for composers their music. Perhaps it is easiest for the scientist, immersed in research, to remain independent in alien sur​roundings. But artists are more involved in an outside world. An untroubled exile is unimag​inable; it is a reality that influences and directs the artist's every act, every wish. The most ob​vious case in point is the isolation of the writer in a foreign country among speakers of a differ​ent language. This problem would seem to be less acute for the musician: the language of sounds is universal. But even tones change in exile. The musician can no longer be what he once was. The demands of modern progress dictate development and change but when these are forced upon the individual through the exig​encies of exile, painful states of mind, bitterness and rejection can result. The pressure of suffer​ing, to a certain extent the motor of artistic cre​ation, maу have disastrously destructive con​sequences. Again and again exiles break beneath the weight of their predicament, and the fatal outcome of their inner drama need not neces​sarily be caused by external circumstances.

Giya Kancheli, who celebrates his sixtieth birthday in 1995, comes from Georgia; he has been living and composing in western Europe for a number ot years. Compared to the years under Soviet rule, his "native home" is now "free", but also virtually bankrupt through mis​management, and torn apart by ethnic conflict. The capital city Tbilisi, only a few short years ago still a sterling metropolis with southern charm, is now ravaged by poverty and increas​ingly severe social extremes. No outsider can say what Kancheli could achieve in and for his country had he reamined there. Certainly no one forced him to leave Georgia; no one threat​ened him. Nonetheless, Kancheli "chose" exile just as many of his compatriots would welcome the opportunity to look for work and a liveli​hood in a west European country. But Kancheli was not motivated by the (entirely justified) desire for a more pleasant, more comfortable life. The current situation in Georgia simply cannot provide the composer with adequate opportunities to pursue and develop his musical interests. In the West, on the other hand, per​formance is possible; his voice is heard and respected especially as the fervent expression of a form of exile that is still an acute presence in the minds of middle-European intellectuals. The notion that Kancheli, living in exile, can do more and better things for Georgia than if he were actually there is not unrealistic but neither can it effect a complete reconciliation with the status of living in exile. Subjectively and ob​jectively the (necessary) biographical rupture is incurable. [...]

В 1954 году Гия Канчели поступил на геолого-географи​ческий факультет Тбилисского университета. Первый учебный маршрут, длиною в 17 км, при​шлось пройти в тридцатигра​дусную жару в полном снаряже​нии. Вернувшись домой, он взял карандаш и выписал про​фессии, не требующие умения ходить пешком. Среди них бы​ла музыка.

Канчели начинал с лёгкой музы​ки. Первый хит - эстрадная пес​ня «Странная девушка» - был одобрен республиканской газе​той «Коммунист» от 25 июля 1956 года. От второй осталась пара строк: «Прошёл тот день весенний,/Увял букет сирени». Вскоре он перешёл на симфо​нии. За Четвёртую в 1976 году получил Госпремию. На вопрос, отчего он посвятил её Микеланджело, ответил: «Хороший был человек». Столь же непринуж​дённо и обаятельно держится он до сих пор. Легко даёт интер​вью. Легко пишет музыку, про​цесс сочинительства которой необычайно интенсифициро​вался после переезда в 1991 году на Запад.

Для земляков Канчели так и остался композитором Робер​та Стуруа и Георгия Данелии, забавным автором «чито-гврито» и «кин-дза-дза», отличным мужиком, что жил на той улице в старом Тбилиси, которая сна​чала называлась Татьянинской, потом улицей 25 Февраля, по​том - 26 Мая, а сейчас - улицей Георгия Товстоногова. Для ев​ропейцев он - идеально воспи​танный грузинский джентль​мен, больше всего на свете лю​бящий тишину, но - так уж и быть - готовый соткать из этой тишины музыку. Он вос​принимает города на цвет, зву​ки - на вкус, шумы - на ощупь. Названия своим сочинениям даёт поэтические и необяза​тельные. Музыку пишет краси​вую, грустную и неспешную. За неё в 1998 году получил пре​мию «Триумф».

--- Афиша
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Orchestra of the Mariinsky Theatre, dirigent Valery GERGIEV

St. Petersburg Chamber Choir

Musicians of the Mariinski Theatre:
Concert Master: Sergei Levitin • Piano: Natalia Arzumanova • Harpsichord/Celesta: Olga Okhromenko • Timpani: Sergei Antoshkin
Styx
Flute: Diana Chererzova • Oboe: Sergei Blyznitsov • Clarinet: Ivan Tersky • Bassoon: Igor Gorbunov • Horn: Igor Prokofiev • Trumpet: Yuri Fokine, Konstantin Baryshev • Trombone: Andrei Smirnov
Gubaidulina's Concerto
Violin: Leonid Vexler • Viola: Yuri Afonkin • Violoncello: Zenon Zalitsailo • Double bass: Vladimir Shostak • Horn: Igor Prokofiev • Trumpet: Yuri Fokine • Trombone: Igor lakovlev • Contrabass tuba: Nikolai Slepnev
Valery Gergiev appears by courtesy of THE DECCA MUSIC GROUP Ltd.
Recorded, edited and mastered by Ernil Berliner Studios
When Yuri Bashmet plays, a critic once wrote, "he can take darkness and trembling and transform them into light". The present disc captures that transformative power in two of the many works composed for the Russian violist. "If it hadn't been for Yuri Bashmet, Styx would never have existed", said Giya Kancheli of this piece for viola, choir and orchestra which had its premiere in Amsterdam in 1999, while Sofia   Gubaidulina dedicated her Viola Concerto, first performed in Chicago in 1997, to the "magnificent violist Yuri  Bashmet".  Both  composers wrote with the particular sound of his viola in their ear. For Kancheli the tone colours and profound expressivity of that "voice" predestines the viola "to bring reconcilia​tion, peace and harmony to our souls". As Bashmet him​self has said: "The viola mediates between the choir and the orchestra and, symbolizing the River Styx, between the kingdom of the dead and the world of the living. For this reason its voice is not loud but deep. This reflects Kancheli's way of writing - and my way of playing."
Gubaidulina confesses to having always been both puzzled and inspired  by the  "strangely  mysterious  and veiled  nature  of the viola's timbre", and in her concerto she explores every nuance of that timbre. The work raises basic questions of human existence - as Yuri Bashmet says: "Birth and death, love and hatred, the beautiful and the ugly, good and evil. Gubaidulina uses a whole range of expressive devices, including orchestral effects, and draws on religious themes and Tatar history."
The present recording from St. Petersburg's legendary Mariinsky Theatre marks Yuri Bashmet's debut on Deutsche Grammophon.

A voice between two worlds: Styx by Giya Kancheli
The river that separates the world of the living from the world of the dead was known in Ancient Greece as the Styx. The guardian of the underworld, Charon, would ferry the dead across the river in his boat, taking them from the land of the living to the realm of Hades. As a result, the river was not only a line of demarcation between life and death, it was also the narrow intersection between the two worlds. The journey across the Styx was a passage over the dark waters of an intermediary realm that lay between life and death. This transition between finity and infinity, between hope and grief and between transience and memo​ry characterizes Styx by the Georgian composer Giya Kancheli (born in 1935). And in depict​ing this element of transition, Kancheli was helped by an essential feature of his compo​sitional style, namely, his basic love of broadly flowing, epic music. "The most surprising aspect of Kancheli's music", wrote his friend and colleague, the Russian composer Alfred Schnittke, "is this curious gift of his that makes time seem as though it is suspended. With the very first note we break free from real, periodically structured time and experience it as something infinite, gliding past us like a cloud. Within the relatively short space of twenty to thirty minutes of slow-moving music we experience at first hand an entire life or an entire history, yet we feel none of the jolts of time. We glide over centuries as though in an aircraft with no sense of speed." Clothed in music, this image of suspended time very much suggests the symbol of the river of the dead. At the same time, the freely floating tempo of Kancheli's composition reflects the timelessness of death. Time and transience, death and memory - it is not only in the finale of Styx, where Kancheli introduces the allegorical figure of Time from Shakespeare's The Winter's Tale, that we find these concepts and their extended semantic fields. Kancheli uses the text more as phonetic material than as a coherent and meaningful message, opening up various windows on these different semantic fields, notably when the names of his dead friends Alfred Schnitt​ke and Avet Terterian are mentioned and their memory is recalled, or when the transience of all existence is revealed by mythically suggestive images of nature or when the names of Georgian monasteries and churches open up the world of Georgian religion and tradition. In spite of the dominant sense of flowing movement, Styx is also a work of opposites: dynamically speaking, the calm flow of the music, with its frequent tendency to lapse into si​lence, is repeatedly disrupted by stridently loud blocks of sound that mobilize the whole or​chestra. And the tendency of the work to glide smoothly along is occasionally resisted by moments of musical stasis, while, conversely, its basically meditative and pensive character is interspersed with elements that are alternately grotesque, dancelike and, finally, hymnic. One of the functions of the solo viola is to mediate between these antagonistic extremes. The instrument gives the work an inner cohesion, speaking as the voice of reconciliation. And the vocal character of the solo viola is to be taken entirely literally/its cantabile tone frequently recalling improvised epic singing and building a musical bridge between the vocal world of the chorus and the instrumental writing for the orchestra. When writing Styx, Kancheli had a very specific viola sound in mind: that of Yuri Bash-met. He was able to persuade Bashmet to give the concerto's first performance in 1999 and it is to Bashmet that the work is dedicated: "I wanted Bashmet because his viola has a voice that has the ability to unite the worlds of the dead and the living, two worlds di​vided by the waters of the Styx. After all, the wealth of its tone colours and its profound expressivity mean that the viola is very much predestined to bring reconciliation, peace and harmony to our souls. In compiling the sung text, Kancheli allowed himself to be guided by what he called "phonetic considerations" and to arrange the words in a way that gen​erally strips them of any syntactic context, with the result that the viola acquires a very special significance: in its sounds and in its voice lies the mediatory centre of the work.
Sofia Gubaidulina and the viola's multidimensional sonorities
The Viola Concerto by the Russo-Tatar composer Sofia Gubaidulina (born in 1931) begins with a monologue for the solo viola that resembles nothing so much as an exploration of the two notes D and E flat. When respelt as D and Es (= S) using German nomenclature, this musical monogram recalls a composer whose works for solo viola set new standards: Dmitri Shostakovich. In this way, the work is doubly inscribed: not only is it dedicated to Yuri Bash-met, it also constitutes an act of homage on a musical and compositional level. From its opening meditation on the notes D and E flat Sofia Gubaidulina ultimately derives the initial orches​tral motifs that are to prove so determinative for the whole of the rest of the concerto. This opening monologue for the viola is characterized by a free metre, with the notes ap​pearing to rest on a line that is not fixed in time. And this metrical freedom returns at the end of the work, but by now the supply of notes is much increased and Shostakovich's monogram has been absorbed into Gubaidulina's musical language. Gubaidulina fre​quently plays with the notion of interpretative freedom, at several points allowing the per​former considerable metrical leeway and sometimes even omitting to notate the pitches, so that the performer is left to fill in these passages. Her reliance on Yuri Bashmet's cre​ative powers emerges from her own description of the concerto: "This work is dedicated to the magnificent violist Yuri Bashmet, a performer who is able to bring out an astonishing wealth of tone colours and who can draw on an enormous emotional range ex​tending from extreme expressivity to the deepest of mystical sonorities." The Viola Concerto is based on a fixed network of textures that the composer also de​scribes as "dimensions". She extends the obbligato orchestral forces by including, for example, an additional solo string quartet tuned a quarter-tone lower than all the other instruments. In Gubaidulina's words, this string quartet opens up "a second dimension" that she describes not only as "darker" but also as "virtual". And here, too, as in Kancheli's work, the solo viola has a mediatory role to play, mediating between contrasting worlds of sound - dark and light, virtual and real - and plunging down into the "shadow" of the dark​er dimension before "returning once again to the brighter dimension of the orchestral sonorities". This fixed network of textures also involves a formal framework that divides the work into seven sections: introduction, double exposition, ternary development section and coda. But the concerto is dominated, of course, by the character of the viola and its very specific sound: "The strangely mysterious and veiled nature of the viola's timbre", notes Gu​baidulina, "has always puzzled me, while at the same time being the object of my inspira​tion." Every nuance of its unique timbre is explored, from its richly sonorous low notes to its wanly radiant top register, from lean-toned intonation to vibrant sonorities, and from simple sustained notes to the most technically demanding virtuosity. Different again are the vibrant, iridescent sonorities produced by a whole series of note cambiate (sometimes also in glassy harmonics), trills, explicit instructions for vibrato, tremolandos and similar devices, all of which are examples of Sofia Gubaidulina's ability to explore the viola's range of sonorities, encourag​ing her to dedicate the work not only to its soloist Yuri Bashmet but also "to his instrument".
"Like a parasite in a positive sense"
(Yuri Bashmet in conversation with Melanie Unseld)
What are the essential features of Kancheli's music that you yourself see as important? Kancheli was never one of the modernists. His links with tonality were never broken. To​day's composers are finally catching up with him again, with many of them returning to a simpler musical language and even, in part, to tonality. But Kancheli has always written like this. He has remained true to his own style, while developing and refining it. Today -especially with Styx - he has reached the ne plus ultra of his art as a composer. Here one can feel a great sense of harmony, a feeling based not only on his aesthetic outlook and on his compositional abilities but also on his whole experience of life and on his Georgian background. For him to have written this work for me and to have dedicated it to me as well is a wonderful present.
Were you involved in the genesis of the work?
Only a little. Kancheli asked me what I wanted most of all. And I told him "long melodies"! One of the peculiarities of Kancheli's style is the brevity with which he devel​ops and treats his melodies. He starts a melody, then gives his listeners a chance to de​velop it in their own imagination. Also, the rests are the most important element in his works, rests framed by sounds. No one before or since has taken rests as seriously as he does. You could say that he's the only composer to make rests resound. Ultimately, I had a second wish: I wanted a loud and powerful ending. In my own view, there are two outstanding works written for the viola in the 20th century: Shostakovich's Viola Sonata and Alfred Schnittke's Viola Concerto. Both end slowly, both die away pianissimo. Both are outstanding works, but I always envy pianists their ability to spur on their audiences to thunderous applause with magnificent finales that are loud and grand. Kancheli responded to my request with typically Georgian humour, so that Styx dies away barely perceptibly, and then, when you're least expecting it, you get the final fortissimo chord.
What role does your own instrument play in Kancheli's work?
Styx gives the viola a leading role to play. And, in the wake of the rediscovery of the vio​la by Bartok, Hindemith and Schnittke, this is of great significance. Kancheli achieves this independently of any technical innovations by means of the profundity of his solo writing and the special atmosphere surrounding it. The viola line contains within it the work's es​sential meaning and message: it is the instrument best suited to commenting on and communicating these meanings.
Does the viola mediate between the choir and the purely instrumental sound of the orchestra?
Yes, and by symbolizing the River Styx it also mediates between the kingdom of the dead and the world of the living. For this reason its voice is not loud but deep. This reflects Kancheli's way of writing - and it also reflects my own way of playing.
What is the relationship between Kancheli as a composer and Bashmet as an interpreter? Kancheli recently said to me: "I give you every interpretative freedom, you can play for​tissimo even where I've written pianissimo, as I'm confident on one point - you'll never interfere with my intentions as a composer." But the more I play a piece, the more I come back to what the composer actually wrote. It always takes a while for me to find myself in accord with a new composition. If, on playing a piece for the first time, I were to play everything as written, I'd be a musical bureaucrat. And so I approach the piece from a freer interpretative standpoint and only gradually play the notes as written. You can real​ly play the notes accurately only when you've understood why the piece was composed in one particular way rather than in another.
These ideas are also important in the case of Sofia Gubaidulina's Viola Concerto as there are passages here in which the performer can vary the tempo and pitch. How do you ap​proach these passages?
Each time I play Sofia Gubaidulina's Viola Concerto I interpret these free sections different​ly. It depends a lot on how I feel on the day, on the mood I'm in, and on the courage that I need to extemporize. But the passages that are written out in full are undoubtedly more important. The free sections, it is true, are the actual climaxes, but as climaxes they mere​ly mark the end of a process of development. And in music the way in which a theme is developed is essentially more important and more interesting than the climax itself.
How important is Sofia Gubaidulina's Viola Concerto for you?
Forty-eight viola concertos have been written for me, but of these Gubaidulina's concer​to has a special significance - and not just because she is the only woman who has writ​ten a viola concerto for me. As a result of this concerto I have been able to discover new elements in my head and heart and soul. These are new and fresh streams of ideas that affect me through this music. This makes me particularly happy. I try to follow these streams of ideas. The work exudes a freshness that invites me to plunge deeper and deep​er into the secrets of the score.
You have long been closely associated with Sofia Gubaidulina. Alongside that of Alfred Schnittke, it is her name that you mention most. What is so special about Gubaidulina for you?
For me, Sofia Gubaidulina is one of the most important composers of the 20th century. She is very idiosyncratic. She has a highly individual way of expressing what she wants to express. And at the end of this journey are nothing more nor less than the questions of human existence: birth and death, love and hatred, the beautiful and the ugly, good and evil - as with Shakespeare, but in a different way. In the process she uses a whole range of expressive devices, including specific orchestral effects, and draws on an infinite num​ber of sources such as religious themes, the storehouse of more than three hundred years of Tatar history and so on.
Kancheli has written of you: "If it hadn't been for Yuri Bashmet, Styx would never have existed." And Sofia Gubaidulina's dedication to the "magnificent violist Yuri Bashmet" likewise attests to a profound sense of appreciation. Does this admiration affect your own interpretation?
Faced by such inspired works, I sometimes feel like a parasite, but in a positive sense: I get under the skin of these works, I attach myself to them, become involved in their in​ner lives and live with them for a while. And only when I feel that I am fully at one with the work am I ready to perform it in public.

The Artists
YURI BASHMET, called by the Times of London "one of the world's greatest living musi​cians" and by the New York Times "probably the most formidable exponent of the viola today", was born in 1953 in Rostov-on-Don, Russia and began learning the viola at the age of 13. In 1971 he entered the Moscow Conservatory, studying first with Vadim Borisov-sky of the Beethoven Quartet, then with Feodor Druzhinin. Five years later he became the youngest professor in the Conservatory's history and won first prize at the International Viola Competition in Munich. Subsequently Bashmet has appeared in solo recitals at the world's leading concert halls, in chamber concerts, with such artists as the Borodin Quar​tet, Gutman, Kremer, Mullova, Richter, Rostropovich and Vengerov, and as soloist with most of the major international orchestras. He became soloist-director of the highly ac​claimed Moscow Soloists in 1992, and the following year played in a four-concert "Bashr met Festival" with the LSO at the Barbican in London. Many works have been composed for him, including viola concertos by Schnittke and Kancheli and John Tavener's The Myrrh Bearer. This is his first recording for Deutsche Grammophon.
Born in Moscow in 1953 and raised in the Caucasus, VALERY GERGIEV studied at the Leningrad Conservatory under llya Musin. In 1988 he was appointed Artistic Director of the Mariinsky (Kirov) Opera, with which he has energetically expanded and rejuvenated the Russian repertoire. In recent years he has taken his St. Petersburg company to China, Israel, Britain, Austria, Germany, the Czech Republic, Switzerland, Italy, Japan, France, Spain and Australia. He is the first Principal Guest Conductor ever engaged by the Metropolitan Opera and has conducted at Covent Garden, La Scala and San Francisco. He is also Principal Conductor of the Rotterdam Philharmonic, works increasingly with the Vienna Philharmonic and has founded festivals in the Russian Caucasus, Finland, Israel, London and Rotterdam - it is, however, to the St. Petersburg's Stars of the White Nights that he is most closely attached.
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#1: Koscielec 1909 (1976)

#2-4: Concert fortepianowy (1997)

#5: Bogurodzica (1975)

#6: Exodus (1981)

THE PHENOMENON WOJCIECH KILAR

ROOTS
"I have absolutely never had a feeling of rejecting anything. I may sound megalomaniac, but I always thought I was writing my music being fully conscious that it was in a way bound up with the past." (Conversations with Wojciech Kilar, published by PWM Krakow 1997).
Listening to the recordings from this CD you may think of the sources of inspiration, tradition and roots.
The symphonic poem Koscielec 1909 (1976) refers us to the tradition of the genre - the fasci​nating hybrid of style and taste, inspired by the music itself, literature, painting, theatre and nature - a ripe fruit of the 19th century romantic consciousness. This symphonic genre flourished in the colourful orchestral medium and the expressive and illustrating language of sounds.
Kilar's Krzesany and Koscielec - two pieces constituting a manifesto of neo-symphonism present, with surprising simplicity, the revival of the symphonic poem. The romantic idea takes a new form: ludic and vivid in Krzesany and dramatic and tragic in Koscielec. Both poems seem to tell the story of  'what one heard on the mountain' in a language of expressive neosymphonism (referring to the history of the genre - paraphrasing the title of Liszt's first poem of the series, the Mountain Symphony "Ce qu'on entend sur la montagne"). It is to underline here that Kilar's music has its roots in the nature and is permeated with the breath of the Tatra Mountains. His music depicts in an incomparably suggestive way the two 'faces' of the mountains: one bright, vivid and lively and the other - sombre, gloomy and threatening with deadly force. Koscielec moves the listener by the intense and most expressive tragic mood. In the 20th century we may encounter a similar expression only in the music of Mahler and Shostakovich. The roots of this music are deep and the tradition is long. They go all the way through Romanticism, with the climax of tragic expression, back to the Italian lamento from the begin​nings of the 17th century preserving all its rhetoric figures expressing grief, sorrow and despair. Tempus adagio seems to be the most appropriate medium to express the tragic experience: persisting ostinato multiplying the internal dramatic tension, overwhelming by the load of sound in dark and lugubrious tones amplifies the expression of the musical tragedy.
Twenty years later, the Piano concerto (1997) reminds of the romantic tradition. After the golden age in Mozart's music of the 18th century and Beethoven's heights of expression, the genre blossoming in the 19th century (Chopin, Schumann, Liszt and Brahms) experiences its revival also in the 20th century in the music of Ravel, Prokofiev and Bartok.
The combination of three principal modi of expression produces a multifaceted work. The lyric and meditative mood of the first movement has its roots in the chopin-schmannian tradition. 

In the second movement sounds the beethovenian spiritual contemplation and religious exultation. The third movement expresses an intensified liveliness.

The Piano concerto is a new realisation and a presentation of a striking synthetic approach to the old idea of the concerto practice of its most prolific times.
In Bogurodzica (1957) written for choir and orchestra Kilar conveys a unique dramatically condensed interpretation of the hymn of the Polish knighthood.
How surprising is this reading of the medieval (religious!) text - an object of national devo​tion - by the contemporary composer. The text takes on a form of a dynamic and forceful recitative (declamatio). Bogurodzica built upon a breathtaking dynamism and the elementary strength of word and sound becomes this way a religious and knightly call for fighting for what is right and proper.
Exodus (1981) for orchestra and choir has double roots: spiritual and religious in the Bible (referring to the thanksgiving hymn sung by the people of Israel after crossing the Red Sea): and in Ravel's Bolero - as far as the structure is concerned (crescendo ostinato). Although, according to the composer, "...Ravel's theme is long, and though certain phrases are recurring, it repeats merely a few times. The Exodus theme is very short and recurs tens of times. Exodus is also sung by the choir, the piece is twice as long; it is just a completely different music". Continuous metamorphosis of a simple melody theme of Exodus and the persisting dance and march-like rhythm make the listening a most absorbing and even magic experience.
EVOLUTION
All the pieces of music recorded on this CD were written after an essential breakthrough in Kilar's creative activity and are the result of quite a long evolution. To cut it short, the main trend can be described as a transition from the avant-garde serialism and sonorism - pertaining to structure and form, towards the "new romanticism" - concerning dramatic expression.
The composer said in a conversation with Leszek Polony in 1996:
"My composition output can be actually divided in three periods and two sub-periods. At the beginning I wrote music the way all composers did after World War II. In those times my music was rooted in the classic of the mid 20th century. The change came around 1960. I became interested in dodecaphony under the influence of the Darmstadt-Donauesching--movement. This wasn't anything new either. Suddenly, I discovered that there was a different music besides Stravinsky and Prokofiev. The switch from serialism and sonorism came in the 70s..."
The turning point and the milestone on Wojciech Kilar's way was the symphonic poem Krzesany (1974). This piece fully reveals the new style of the composer. The sound language and tone arrangement system significantly changed. Starting from harmony and neo-classical tonality, through dodecaphony, serialism, sonorism, bruitism, his composition style goes towards quasi-romantic neotonality. The change concerns also melody and dramatic expression of the structure, which all develop toward the 'new romanticism'.
The feeling of sound stability remains, however, constant. It is completed by a special liking for sharp outlined tones, strong rhythm, rapid motion and clear and transparent structures. Another constant element is the sense of logical development of dramatic expression. Kilar's music is the creation of the innate musical quality of the creator, it wants to be musical itself.
STYLE
Wojciech Kilar's music - and especially Koscielec 1909, one of the pieces recorded on this disc - gives a contented feeling of fullness: the fullness of structure in the harmony of elements, fullness of expression in its shades and the fullness of style. It is the more striking as the full​ness is based on reduced use of means of expression and simplified sound arrangement of har​mony and tonality. Instead of the former avant-garde novelties the present style has reached the state of completion in a more traditional sense: intensity of emotional expression, beauty of melody and sound and dramatic tensions in the structure.
A characteristic feature of the music presented here is the modus ostinato (rhythm, melody, colour) - an important construction element of wide areas of music of the 20th century.
This is the evidence, however, that this music is deeply rooted in baroque and romanticism. Ostinato employed on different levels of the structure arranges the motion, unites the form, increases musical expression and eventually becomes the attribute of Kilar's style and composi​tion technique.
And this is the core of Kilar's music. This very force, which animates sounds, moves elements and makes the form, produces the high value, so obvious to the listener. Today, from the point of view of Missa pro pace, it has become even more obvious, that Kilar's creative achievements and his composition practice (including motion picture sound tracks) are in reality a restoration of music and lead through an apparently simple way to the musical rebirth. This is a journey back to the values deeply rooted in the tradition of the Occidental and Mediterranean culture of beauty, melody, rhythm and sound. This is a return to the melo​dious sound language moving right through the soul and to the musical expression originating from the drama of existence and our life in spirit.
ANTONI WIT
Antoni Wit, one of the most highly regarded Polish conductors, studied conducting with Henryk Czyz and composition with Krzysztof Penderecki at the Academy of Music in Cracow. He subsequently continued his studies with Nadia Boulanger in Paris. He also graduated in law from the Jagiellonian University in Cracow. Immediately after graduation he was engaged as an assistant at the Warsaw Philharmonic Orchestra. Later he became the conductor of the Poznan Philharmonic, worked with the Warsaw Grand Theatre and was artistic director of the Pomeranian Philharmonic (1974-77) and next director of the Polish Radio and Television Orchestra and Chorus in Cracow. For 17 years, starting in 1983, Antoni Wit was the director of the National Polish Radio Symphony Orchestra in Katowice. He is the longest-standing director in the history of this orchestra. In 1987-1994 he was the first guest conductor of Orquesta Filarmonica de Gran Canaria. In January 2002 he was appointed general director and artistic director of the Warsaw Philharmonic.
Antoni Wit won second prize at the Herbert von Karajan International Conducting Competition in Berlin, as well as many state awards. He has conducted in nearly all the most important European music centres, in both Americas, in the Middle East and the Far East, such orchestras as The London Philharmonic, BBC Symphony Orchestra, Philharmonia Orchestra in London, Berliner Philharmoniker, Orchestra dell'Accademia di Santa Cecilia in Roma, Tonhalle-Orchester Zurich, Dresdner Philharmonic, Bergen Philharmonic, Opera de Marseille, Kansai Philharmonic in Osaca, Montreal Symphony and MDR - Sinfonieorchester Leipzig. He is regularly invited to participate in music festivals in Poland and abroad. He appeared with the National Polish Radio Symphonic Orchestra at La Roque d'Antheron Piano Festival (France), Al Bustan Festival
(Lebanon), Bad Hersfeld Festival (Germany), the Dresden Contemporary Music Days and the prestigious festivals at home (Warsaw Autumn, Wratislavia Cantans, Ludwig van Beethoven Easter Festival).
He has recorded over 90 albums for such labels as EMI-HMV, CBS, Camerata Tokyo, NVC Arts, Pony Canyon, Naxos, Polskie Nagrania. In 1985 his recording for EMI of Stabat Mater by Szymanowski was considered by the English critics as one of the best records of the year. In 1993 the CDs containing Prokofiev's all piano concertos released by Naxos was awarded the Diapason d'Or and Grand Prix du Disque de la Nouvelle Academic du Disque. Lately the artist has completed the recording of all the great orchestral works of Witold Lutoslawski to be released in a set of nine CD's. On January 20 the artist received the coveted Cannes Classical Award for the recording of Turangalila-Symphonie by Messiaen for Naxos in the category of the Great Musical Works of the 20th Century (Midem Classique 2002). Antoni Wit is also a professor at the Academy of Music in Warsaw.

	Emma KIRKBY
	The Essential
	2001
	75:44
	label: Virgin-Veritas

rec. 1984-1991

Голос этой певицы создаёт настроение праздника и умиротворения одновременно. Этот диск мы адресуем вниманию не только любителей классической музыки, но всем, кто нуждается в отдыхе и просто хорошем настроении. В её исполнении см. тж. John DOWLAND.

Thomas Ravenscroft c1582-c1635

1 There were three ravens

Claudio Monteverdi 1567-1643

2 Lamento della ninfa: Amor, dicea
The Eighth Book of Madrigals. 1638

Robert Jones fl 1597-1615

3 Might I redeem mine errors
The Muses Gardin for Delights, 1610

Antonio Archilei or Emilio de' Cavalieri

4 Dalle piu alte sfere

The 1589 Florentine Intermedi: The Harmony of the Spheres

John Dowland 1563-1626

5 Can she excuse my wrongs?
The First Booke of Songes or Ayres, 1597

Monteverdi

6 Dolcissimo uscignolo
The Eighth Book of Madrigals

Monteverdi

7  Concerto 'Pulchra es'
Vespro della Beata Vergine, 1610 (with Tessa Bonner soprano)

Heinrich Schutz 1585-1672

8 The Angel to the Shepherds
Christmas Story swv 435

Henry Purcell 1659-1695

9 Thou tun'st this world below
Hail! Bright Cecilia. 1692

George Frideric Handel 1685-1759 Armida abbandonata, cantata

10  Recitativo: Dietro l'orme fugaci

11  Aria: Ah! Crudele

12 Recitativo: Per te mi struggo Recitativo accompagnato: O voi, dell'incostante

13 Aria:Venti, fermate

14 Recitativo: Ma che pario, che dico?

15  Siciliana: In tanti affanni miei

Handel

16  Rejoice greatly

17 I know that my redeemer liveth

Messiah, 1741

Johann Sebastian Bach 1685-1750

18 Jesu, deine Gnadenblicke
Ascension Oratorio bwv 11.11735

Emma Kirkby's repertoire ranges across some seven hundred years, from the Middle Ages to the nineteenth-century Romantics, but the music selected for this cd goes straight to the heart of her unique gift.
The earliest songs in this selection represent the twilight phase of Renaissance music, which placed the highest value upon formal grace and decorum. The lyrical refinement of Emma Kirkby's voice is equally at home in the devotional gravitas of Might I redeem mine errors [3] and the artful evocation of folk music in There were three ravens [1]. Courtly elegance and the naturalness of the popular idiom come together in Dowland's Can she excuse my wrongs [5], a setting of a text probably written by the banished Earl of Essex, when the lute takes up the folk tune 'The woods so wild' in counterpoint with the singer. In Italy at the same period Monteverdi and other composers were crossing a threshold into a new sensibility, in which Renaissance ideals of balance and symmetry were infused with the expressive immediacy we now call Baroque. This union of grace and intensity poses a special challenge to the singer's virtu​oso technique. In the madrigal Dolcissimo uscignolo [6] the singer emerges from the ensemble like a songbird in exultant flight; in Pulchra es [7], from the 1610 Vespers, two soprano voices vie in joyous rivalry to depict the ecstasy of divine love. Performances such as these give us the key to Emma Kirkby's great popularity with her professional peers: while she is unequalled as a virtuoso soloist, she is also a true chamber musician, always ready to deploy her talent within a unified ensemble.
The same early Baroque era was to witness the birth of opera, in which the singing voice was asked to portray a dramatic character. In the multimedia extravaganza produced to honour a Medici wedding in 1589, the princi​pal soprano takes the role of the spirit of Harmony, descending from the clouds to greet the noble newlyweds [4]. The Lamento della ninfa [21 advances further towards dramatic realism, with the soprano portraying a for​saken lover driven to distraction while a trio of male singers, rather in the manner of a Greek chorus, express their sympathy with her anguish.
The Italians' enthusiasm for musical dramatisation soon crossed the Alps. It was during Monteverdi's heyday that the young Heinrich Schutz made two pilgrimages from faraway Saxony to absorb the spirit and technique of Italian music at its source. His Venetian studies were still bearing fruit many years later in the Christmas Story [8], simpler in style than Monteverdi's Lament but no less lifelike in its characterisation, as in this aria in which the angel tells the shepherds of their saviour's birth. Early in the following century another young Saxon travelled southwards. It was in Rome that Handel launched his career as an opera composer, and while he was in Italy he also wrote cantatas which brought the leading singers of the operatic stage into the drawing rooms of the Roman aristocracy. Armida abbandonata [10]-[15] vividly recreates the fury and pathos of the Saracen sorceress deserted by the Christian crusader whom she loves. Emma Kirkby's improvised embellish​ments display her great technical virtuosity while deepening her portrayal of a strong-minded heroine reduced to despair by unrequited passion.
Henry Purcell similarly employed theatrical superstars away from the stage when, in 1692, he created the grandest of his odes for the annual festival in which London's musical elite honoured their patroness, St Cecilia. In Thou tun'st this world below [9] Emma Kirkby again enriches a lyrical aria with the delicate grace of her ornamentation. When Handel crossed the Channel, he was to discover how highly the English still esteemed their greatest native composer, and two arias from Messiah [16]-[17] display the same devotion to a well-shaped melodic line subtly enhanced by the singer's imaginative interpretation.
No selection picturing Emma Kirkby's many-sided artistry would be complete without the music of Bach. Bach's church cantatas and Passions were sung not by great operatic voices but by choirboys and young students, and he composed these works to reinforce the congregation's religious fervour rather than to provide a platform for virtuoso display. Yet an aria like Jesu, deine Gnadenblicke [18], from the Ascension Oratorio, is as deeply im​bued with passionate feeling as any operatic scene. There could be no more apt illustration of the lyrical sweetness and depth of expression that have made Emma Kirkby's the quintessential voice of early music.
---- Eric Van Tassel

	Ton KOOPMAN  &  Tini MATHOT
	Music for 2 Harpsichords
	1998
	76:25
	label: Erato (Paris)  web site: www.erato.com 

DDD 20 bit recording

ANTONIO SOLER (1729-1783)

Concerto No. 6 -- D-Dur [8:48]:

1. Allegro - Andante - Allegro - Andante

2. Minue

ARMAND-LOUIS COUPERIN (1727-1789) 

Deuxieme Quatuor a 2 clavecins -- Es-Dur [15:10]:

3. Moderato 

4. Andantino 

5. Presto

Simphonie de clavecins -- D-Dur [16:15]:

6. Moderato et marque

7. Andante

8. Presto

WOLFGANG AMADEUS MOZART (1756-1791) 

9. Fuga K 426 -- c-Moll [3:55]

Sonata K 381 -- D-Dur [13:18]:

10. Allegro 

11. Andante 

12. Allegro molto

FRANCOIS COUPERIN (1668-1733)

Les Nations - L'Imperiale:

13. Chaconne -- D-Dur [4:52]

WILHELM FRIEDEMANN BACH (1710-1784) 

Concerto a duoi cembali concertati -- F-Dur [14:05]:

14. Allegro moderato 

15. Andante

16. Presto

	Gidon  KREMER
	Arvo  PART:

“Tabula Rasa”
	1984
	55:04
	label: ECM

“Tabula Rasa” -- concerto for two violins, str. orch. and prepared piano; dedicated to Tatjana Grindenko, Gidon Kremer and Eri Klas.

1. Fratres  11’24”  (Gidon Kremer [vln]; Keith Jarrett [p])

2. Cantus In Memory of Benjamin Britten  05’00” (Staatsorchester Stuttgart)

3. Fratres  11’49”  (the 12 cellists of the Berlin Philarmonic)

4. Tabula Rasa  26’26” (Gidon Kremer [vln]; Tatjana Grindenko [vln]; Alfred Schnittke [prepared piano]; Lithuanian Chamber Orch.)

   Arvo Part’s music tends to extremes. One senses its roots and its spirit, but the structure of the music is harder to grasp. A curious union of historical master-craftsmanship and modern ‘gestus’, it is music that could have been written 250 years ago and yet could only be composed today. It is Vivaldi and Erik Satie, an impressive ‘musique pauvre’ that has discarded all its structural moorings — music whose sparse tones are so intensified that any and all sense of the lackadaisical is eliminated, music that just as it is about to die away, blooms with infatuation. “That is my goal. Time and timelessness are connected. This instant and eternity are struggling within us. And this is the cause of all of our contradictions, our obstinacy, our narrow-mindedness, our faith and our grief.”  Musically, all the ages mingle at the break of Arvo Part’s dawn.

	(Gidon  KREMER)
	JOHN ADAMS: “Violin Concerto” / “Shaker Loops”
	1996
	58:37
	label: Nonesuch

Violin Concerto (#1 - 3) performed by Gidon Kremer & London Symphony Orchestra, conducted by Kent Nagano. Recorded at Abbey Road Studios, London.

Shaker Loops (#4 -7) performed by Orchestra of St. Luke's, conducted by John Adams. Recorded at Manhattan Center Studios, New York.

JOHN ADAMS:

Fifteen years separate the two works on this album. The earliest sketches for Shaker Loops date from the autumn of 1977, even though the present form of the piece took almost six more years to solidify. The Violin Concerto was written in 1993, a date that places it on the other end of a stylistic sea change that progressed from the more forthright brands of Minimalist Adams (Harmonium, Grand Pianola Music, Nixon in China, et al.) to the harder-to-define hybrids like Fearful Symmetries, The Death of Klinghoffer and Chamber Symphony. The vantage point of these fifteen years reveals that even as early as 1977, works like Shaker Loops and its companion, the piano-behemoth Phrygian Gates, were already gnawing at their Minimalist bonds and pointing the way toward the later pieces. Shaker Loops is a work that used what I found most appealing in the language of Minimalism: a sure and fleet sense of pulsation, generously unfolding fields of harmony and timbre and gradually evolving musical architectures. The Violin Concerto is clearly the product of a "post-Minimalist" epoch, one in which a simple, clearly denned language has given way to another of greater synthesis and ambiguity. The territory it inhabits is far more dangerous, but also more fertile, more capable of expres​sive depth and emotional flexibility. Although I didn't intend it as such, it strikes me now as a quintessential "fin du siecle" work, one that is more retrospective and reflective rather than provocative and experimental.

Beyond their stylistic earmarks, what links these two pieces most in my mind is their shared sense of untrussed virtuosity and physical energy. They are both pieces about the act of playing a string instrument and specifically about a non-string player's fascination with that art. But the history of their creation is full of false starts, misguided attempts and eventual salvation at the hands of helpful and imaginative performers.

Shaker Loops began as a string quartet with the unpromising title Wovemoker. [...] The "loops" idea was a technique from the era of tape music where small lengths of prerecorded tape attached end to end could repeat melodic or rhythmic figures ad infinitum. (Steve Reich's It's Gonna Rain is the paradigm of this technique.) The Shakers got into the act partly as a pun on the musical term "to shake", meaning either to make a tremolo with the bow across the string or else to trill rapidly from one note to another. The flip side of the pun was suggested by own childhood memories of growing up not far from a defunct Shaker colony near Canterbury, New Hampshire. Although, as has since been point​ed out to me, the term "Shaker" itself is derogatory, it nevertheless summons up the vision of these otherwise pious and indus​trious souls caught up in the ecstatic frenzy of a dance that cul​minated in an epiphany of physical and spiritual transcendence. This dynamic, almost electrically charged element, so out of place in the orderly mechanistic universe of Minimalism, gave the music its raison d'etre and ultimately led to the full realiza​tion of the piece.

In 1983 I made a version for string orchestra, the one heard on this recording. Shaker Loops continues to be one of my most performed pieces. There are partisans who favor the clarity and individualism of the solo septet version, and there are those who prefer the orchestral version for its added density and power. The piece has several times been choreographed and even enjoyed a moment of cult status in the movie Barfly, an autobio​graphical account of the poet Charles Bukowski's down and out days on LA's Skid Row. In a famous scene Bukowski (Mickey Rourke), having been battered and bloodied by his drunken girl-fnend (Faye Dunaway), holes up in a flophouse room, writing poems in a fit of inspiration to the accompaniment of the insis​tent buzz of "Shaking and Trembling."

The Violin Concerto did not go through quite the delivery trau​ma of Shaker Loops, but it too had its own series of false starts, tri​als and errors. The solo part was called back over and over dur​ing the first year, refined, redefined, tweaked and modified, always with the goal of making the musical ideal and the reality of its execution one and the same thing. In this task I had help and enthusiastic encouragement from the violinist Jorja Fleezanis who gave the memorable world premiere in Minneapolis in January of 1994. The scenario of the composer working with an inspired performer is certainly as old as Brahms and Joachim. In our case the communications came down to the wire — literally — with my sometimes taxing various versions of a passage to Jorja and hearing them played back over long-distance tele​phone. The work therefore retains many traces of her own individual way of fiddling while at the same time including important refinements suggested by succeeding artists, particularly Gidon Kremer, whose critiques resulted in several crucial changes in the overall form of the work.

Whereas Shaker Loops represented fresh and uncharted territory, the whole idea of a violin concerto appeared to be loaded with expectations and historical precedents that often threatened to derail inspiration. I noted, for instance, that the great composers (at least after Mozart) had generally limited themselves to writ​ing just one violin concerto, and in many cases these single con​certos stood at the peak of their composer's achievement: Beethoven, Brahms, Tchaikovsky, Berg, Stravinsky, Schoenberg, to name just a few. Fortunately the idea that my concerto would exist simultaneously as a dance work as well as a concert piece gave me a sense of creating something special. One of the co-commissioners was the New York City Ballet, and the knowledge that the music would eventually be choreographed had a strong effect on its form and feeling. Although pulsation in this work is far more attenuated and contradicted than in my older Minimalist pieces, the underlying grid of rhythmic regularity is never completely obscured, even in the long chaconne move​ment with its glacier-paced unfolding of the familiar ground bass. "Sung" (the violin) and "danced" (the ballet): this was the primary image. Surely there is a line somewhere in Nietzsche to fit this pairing of ideals.

Formally the concerto warmly embraces the traditional "sce​nario" with a long, rhapsodic first movement, a slow, stately cha​conne and a driving, extroverted toccata. The solo voice is almost never-ending, the orchestra remaining either behind it or below it, providing a backdrop of more or less regular events that unfold like scenes on a long Chinese scroll. Above it, against it, below it, even through it, the violin weaves its virtual​ly endless garland of melody. There is no traditional "agon" between the soloist and the orchestra. Instead the violin is per​manently at center stage, the rare instances when it does not play feeling more like pauses for breath or articulations in the music's architecture.

The title of the second movement, "Body through which the dream flows", from a poem by Robert Hass, provides an image for the entire concerto: the orchestra as the organized, delicately articulated mass of blood, tissues and bones; the violin as the dream that flows through it.

	Gidon  KREMER
	Homage A Piazzolla        [Piazzolla –см. тж. в ‘Jazz’ section]
	1996
	71:54
	Gidon Kremer [violin]   with: Per Arne Glorvigen [bandoneon]; Vadim Sakharov [p]; Alois Posch [double bass]    and: Michel Portal (см.) [clarinet]; Elisabeth Chojnacka [harpsichord]; Friedrich Lips [bajan]; Svjatoslav Lips [p]; Paul Meyer [clarinet]; Mark Pekarsky [perk]; Vladimir Tonkha [cello].

Диски Пиаццолы см. В секции ‘Jazz’

           ASTOR PIAZZOLLA: A Note by John Adams.

  Like Maler, like Brecht, his soul is vast and imperfect. Astor Piazzolla’s art came into our Northern Hemisphere consciousness at roughly the same time as that of Neruda, Marquez, Vargas Llosa, Borges and as the many other startling Latin American literary voices began to penetrate our normally insular ways to viewing the world. Their work shocked us with its mixture of brutality, magic, sensuality and humane honesty. The vitality of their expressive world, its emotional range, its unblinking vision of the human condition, its humor in the face of crushing economic and political weights, gave us a shock like a brilliant, life-giving jab of pain. In the musical world alone, the discovery of Piazzolla was like the finding of some exotic and dangerous potency drug, a drug that could bring with it the double-edged sword of ecstasy and the bitterest of remorse. 

  It is a rare musical mind that can elevate a single small musical form like the tango into an expressive vehicle of such depth and range. The impression we take away from experiencing these tangos is of a complete and indigenous native voice, one whose roots were as innately Buenos Aireian as Tchaikovsky’s were Muscovite. We then learn with amazement that Piazzolla was far from being the homegrown phenomenon that his persona might suggest, but rather a highly cultured musician, a student of the great French pedagogue, Nadia Boulanger (teacher of Aaron Copland and friend of Stravinsky), and a long-time resident of New York City. Piazzolla was a highly cultured composer of instrumental music possessing a secure grasp of musical theory and the practical technique to realize his ideas. But for him, composing and performing were inextricably woven together. One thinks of Bach and of Ellington for models of a creative musician who saw little or no separation between improvising, composing and performing. The joy for us is that Piazzolla’s music makes the transition to other realizations, to other performers, as it does here in these extraordinary versions by Gidon Kremer.

  The more time one spends with his music, the more the music’s startling little perversities begin to reveal themselves. A loose, spontaneous tango will suddenly engage in a passage of carefully strategized counterpoint that brings with it an ambience of controlled rigor to a music of otherwise boldly erotic lyricism. Piazzolla shares with the Brazilian Heitor Villa-Lobos a strong affinity for the sequential harmonic movement of Johann Sebastian Bach. These harmonic sequences have a sense of inevitability in the way they pull inexorably toward the cadence, and it is the core of Piazzolla’s art to arrange — or to postpone — these arrivals in the most wrenchingly bittersweet of ways. It is as much as saying that you have finally arrived home, but home is no longer the same. Your house has been razed, and strangers now live in the neghborhood where you once played as a child. Piazzolla’s music is fundamentally a tragic statement. Coming at a time when so much contemporary music has drifted either into irrelevant formalism or else toward a hectic romance with commercialism, these tangos speak to us with the authority of genuine feeling. Their roots lie in Buenos Aires’s jumble of colliding cultures: Spanish, German, Jewish, Native American, Italian. It is a true ‘multy-culture’ yet to be smoothed out and neutered by self-consciousness. It is a discovery like the best of all discoveries: unexpected, multy-faceted, volatile, generous.

	Gidon  KREMER
	El Tango
	1997
	50:29
	label: Nonesuch Records

The Astor Quartet: Gidon Kremer [violin]; Per Arne Glorvigen [bandoneon]; Vadim Sakharov [p]; Alois Posch [double bass]; with guest artists: Odair Assad [g]; Milva [v]; Caetano Veloso [narrator].

  Gidon Kremer: “When we speak of beauty of architecture, of art, of people, and of love, we must also invoke Astor Piazzolla’s music. I believe in it because it evokes a better world through the language of nostalgia. All of that — in one single tango. [...] When I play his music, I try to understand it from within in order to create a unity with the composer; after all, playing someone’s music involves bringing together completely different thought structures and temperaments. Today I am fully aware of all of Piazzolla’s great recordings. One inevitably enters into some sort of competition with him, which is not possible with, say, Mozart, Schubert, or Tschaikovsky, simply because we no longer know how they played their music. And although a legend like Niccolo Paganini survives because his style has been tirelessly copied from one generation to the next for almost two hundred years, in truth nobody knows what he really sounded like either. Not so with Piazzolla. It is a challenge end, at the same time, a risky undertaking to penetrate Astor’s world without ever having met him, especially in my case, because my mentality would not automatically connect with a person from the southern hemisphere. [...] Not too long ago I traveled to the southernmost part of Argentina, to Patagonia, and to Tierra del Fuego. I realized how beautiful this southern part of the world is — its expanses, its colors, its character. In some respects the barrenness of this region does not differ all that much from its northern counterpart. The world is round, and the tango is everywhere — generating passion, as it were. Perhaps I carry some of it in my genes after all. [...] In my view Astor’s music represents an enormous playing field in which the most divergent emotions are expressed in highly artistic yet simple ways. Piazzolla was daring, honest, and uncomplicated, all at the same time. He did not hold back his feelings, a fact that occasionally earned him the enmity of intellectual snobs. Piazzolla was a musician with the highest expectations, and excellent and unique composer, who succeeded in linking ideas of the past to the present. He followed the advice of his teacher, Nadia Boulanger, not to become just any composer, but to assume the mantle of his heritage — the tango. Nowadays only a few composers truly succeed in reaching the public, their audience, with their music. Modern compositions frequently exist for their own sake and have no effect whatsoever on the outside world. This is not to say that none of these works are valuable, on the contrary. The composer worked on them for months, if not years. Yet I fear that a lot of music will gather dust in desk drawers or libraries precisely because the compositions are so demanding itellectually that they are incapable of stirring a listener’s heart. As Maurizio Kagel put it: “Works composed by composers for composers.” Perhaps Astor Piazzola’s music is rooted in a certain simplicity, but it is anything but vulgar. [...] I have played just about everything, from Marcello to Vivaldi, all the way to the most recent compositions of Alfred Schnittke, John Adams, and Luigi Nono — but I have fallen in love with the music of Piazzolla. Because it is something very special indeed. It allows me to forget all routine, all disappointments. My love for Astor’s music gives me the opportunity to explore an aspect of contemporary music that really speaks to the audience instead of being experienced as a lecture in music appreciation. I believe that Astor Piazzolla’s work provides a perfect example of how deep contemporary music can be. Some of my colleagues say that Piazzolla wrote the same thing, over and over again. But isn’t that true of Vivaldi as well, or even Schubert? Though all their compositions resemble one another, I tend to think nonetheless that they are also different from one another. Genius is what makes the difference. Piazzolla belongs to the line of great composers who express highly personal thoughts in their music.

	Gidon  KREMER
	Maria de Buenos Aires (Tango Operita)
	1998
	48:41 45:45
	label: Teldec

Gidon Kremer [vln]; Per Arne Glorvigen [bandoneon]; Vadim Sakharov [p]; Alois Porsch [double b]; Maria Fedotova [fl]; Ula Zebriunaite [vl]; Marta Sudraba [cello]; Peter Sadlo [perc]; + vocals and chorus.

Десять лет назад, 27 апреля 1992 года, ушел из жизни французский композитор Оливье Мессиан. Спустя два месяца - 5 июля - умер создатель «нового танго» аргентинец Астор Пьяццолла. А еще через пять недель - 12 августа - не стало самого радикального из всех авангардистов своего времени - американского композитора-концептуалиста Джона Кейджа.
Эксперименты Кейджа над музыкой до сих пор считаются радикальными. Но и Мессиан и Пьяццолла тоже экспериментировали, если не «над», то «с» музыкой, и их творчество встречало не меньшее сопротивление. Хотя Мессиана еще при жизни сравнивали с самим Дебюсси и признавали крупнейшим в XX веке автором и исполнителем духовной музыки, в 1945 году после премьеры «Трех маленьких литургий божественного присутствия» композитора обвинили в богохульстве. И не столько из-за того, что сочинение культового жанра было исполнено в концертном зале, а из-за откровенно чувственного тембра электромузыкального инструмента «волны Мартено» (типа нашего терменвокса). Прославленный композитор и педагог до конца жизни продолжал служить органистом в церкви св. Троицы в Париже...
Астор Пьяццолла в течение 40 лет сочинял и исполнял свои «танго для ушей, а не для ног« (по его собственному определению) с самыми знаменитыми музыкантами мира - от джазиста Джерри Маллигана до струнного квартета «Кронос». Он играл на прижившейся в Аргентине гармошке под названием «бандонеон». Но на родине его признали всего лишь за пять-семь лет до смерти.
Три смерти в течение трех с половиной месяцев «с какой-то пронзительной очевидностью дали понять, что безвозвратно ушла в прошлое целая музыкальная эпоха». В кавычках - цитата из статьи-некролога, которую я тогда же написал. Но опубликовать смог только год спустя, да и то после того, как, пойдя на поводу у одного редактора («Танго?! Рядом с Мессианом?!»), самолично убрал из статьи все, что касалось Пьяццоллы.
Соответственно «за кадром» осталась самая главная мысль: время европоцентриз-ма позади. По крайней мере искусство Старого Света осознало, что старушка Европа уже не пуп земли.
Дзен-буддистская «Музыка перемен» Кейджа, индийские ритмы и индейские напевы у Мессиана и «новое танго» Пьяццоллы - свидетельства того, что музыка XXI века будет «всемирной музыкой», синтезом всего перечисленного и европейской классики.
И еще: «новому танго» удалось сделать то, что в течение всего XX века (без особого, впрочем, успеха) пытались сделать симфоджаз и артрок - создать поистине демократичное искусство, для которого деления на «легкое» и «серьезное» просто не существует.
Кроме того, всеобщая мода на танго Пьяццоллы - еще одно доказательство того, что новое теперь в той музыке, которая не хочет зависеть от научно-технического прогресса, в первую очередь должно быть хорошо забытым старым. «Свежо в аккордах все, что обветшало» - как написал в своем стихотворении о танго земляк Пьяццоллы Хорхе Луис Борхес...
Буквально через год после смерти аргентинского бандонеониста скрипач Гидон Кре-мер сколотил международную команду для записи первого из целой серии своих дисков с аргентинскими и русскими танго. На Пьяццоллу нацелились и филармонические знаменитости - виолончелисты Мстислав Ростропович и Йо-Йо Ма и звезды популярного джаза - от гитариста Эла ди Меолы до эстетского Венского арторкестра. В общем, во всем мире, а не только у нас, как писал поэт, «так уважают мертвых, что хоть ложись да помирай».
На днях я рассказал обо всем этом нашему Льву Рубинштейну. «Ну да, - прокомментировал Лев Семенович, - а теперь тебе скажут: про Кейджа и Мессиана лучше не надо, пиши про одного Пьяццоллу». И правда: через пару дней я говорил по телефону с музыкальным обозревателем одной из крупных столичных газет. «Лето, ну совсем не о чем писать», - дежурно посетовала моя собеседница. А я, естественно, тут же вспомнил наш с Рубинштейном разговор: «Ну как же, вот 90-летие Джона Кейджа на носу». Никакой реакции не последовало, и я продолжил: «И вообще десять лет со дня его смерти. И еще Мессиана и Пьяццоллы».
Ответ моей собеседницы вы уже знаете. Надо ли его здесь повторять?

--- Дмитрий Ухов

	Gidon  KREMER
	Tango Ballet
	1999
	53:51
	label: Teldec

Gidon Kremer [vln];  Per Arne Glorvigen [bandoneon]; Vadim Sakharov [p]; Alois Posch [double b]; Ula Zebriunaite [vl]; Marta Sudraba [cello].

"Gidon Kremer, who masters his instrument with a striking brilliance, makes it sing, and above all, makes it speak. He is the enlighted shaman since he literally circles the music, extracting from it its most discreet secrets." (Neue Zurcher Zeitung)
"Gidon Kremer is an especially extraordinary and brilliant violinist.... Mr. Kremer is the most interesting violinist of his time. Both a virtuoso and an intellectual, he is the champion of unfamiliar scores." (The Wall Street Journal)
"Gidon Kremer's personality unites transitional periods of this century's history of music, integrating the geography of styles into a contradictory whole in a most individual way." (neue musikzeitung)

Biography KREMERata BALTICA

Although the KREMERata BALTICA has been in existence for only two years, it is already much in demand internationally, and has made guest appearances at, among others, the festivals in Lockenhaus, Dubrovnik, Gstaad, Salzburg and Moscow. In 1998 the ensemble undertook several European tours as well as its first visit to the USA. In February 1999 the KremerATA Baltica sets out for Asia to give concerts in Taiwan, Hong Kong and Japan. Preparations for the ensemble's concerts take place mostly during intensive phases of rehearsal in one of the Baltic countries. As director and soloist of the KremerATA Baltica, Gidon Kremer accompanies all the ensemble's concerts. Not infrequently he also joins in as an ensemble player in the orchestra. Kremer also sees a main focus of his work with the musicans of the KremerATA Baltica in chamber music playing in smaller formations. Trios, quartets, sextets and octets often supplement the KremerATA Baltica's programes, and its independent formations are a regular component in Gidon Kremer's touring plans. The extremely varied repertoire of the ensemble bears Gidon Kremer's signature, for it embraces not only the well-known -- for example Vivaldi or Mozart -- but equally includes numerous contemporary works, in which compositions by Baltic artists occupy a special place. The ensemble's repertoire also includes some compositions dedicated to the KremerATA Baltica, like the violin concerto Tala gaisma (Distant light) by the Latvia composer Peteris Vasks, given its first performance at the Salzburg Festival, and the dramatic Hamlet concerto by the Russian Alexander Bakshi. The CD "Tango Ballet" represents the KremerATA Baltica's first CD; and what would suggest itself more than Astor Piazzolla, the composer who lies particularly close to the heart of the ensemble's tireless director? "In Piazzolla I simply find the material for so many strata of musical emotions that are not necessarily to be identified only with the tango. It is simply splendid music", says Gidon Kremer. Like the Astor Quartet, some members of the KremerATA Baltica also took part in the recording of Piazzolla's tango operita Maria de Buenos Aires, the latest in Gidon Kremer's Piazzolla revelations, which Teldec released in the summer of 1998. Together with the musicians of the Astor Quartet, the Norwegian bandoneon-player Per Arne Glorvigen, the Russian pianist Vadim Sakharov and the Austrian bass-player Alois Posch, Gidon Kremer has rediscovered and performed numerous works by Piazzolla.

	Gidon  KREMER
	Le Cinema
	1998
	66:13
	label: Teldec

Gidon Kremer [vln]; Oleg Maisenberg [p]; Deutsches Symphonie-Orchester Berlin.

1. Charlie Chaplin: Smile (from the film ‘Modern Times’).

2. Nino Rota: Improvviso ‘Un diavolo sentimentale’, Allegro.

3. Isaak Dunayevsky / Sergey Dreznin: Fantasy on the music to the film ‘Circus’.

4. Astor Piazzolla: Tanti anni prima, Molto cantabile (from the film ‘Enrico IV’).

5. Toru Takemitsu: Nostalghia (In Memory of Andrey Tarkovsky)

6. Leonid Desyatnikov: Absalom’s Death and Tango (Sketches to the film ‘Sunset’ (Закат).

7. Dmitri Shostakovich: Romance, op. 97a / #8.

8. Darius Milhaud: Le boeuf sur le toit (Cinema-Fantasie).

9. Giya Kancheli: Rag-GIDON-Time.

10. Nino Rota: Improvviso in re minore (from the film ‘Amanti senza Amore’).

“For me, the cinema is an art, and it is not least with the great masters with this art that I have found inspiration for my music. Certain directors such as Bergman, Visconti, Fellini, Antonioni, Orson Welles and Akira Kurosawa were often important points of reference in my search for expression and for the very real drama that unfolds in art.

The present recording is not an anthology of film music. If that had been my concern, many more composers would have been missing. In compiling this programme for Le Cinema, I played on the violin. Above all, it is music that appeals to the emotions. I set out to find subjects that are not only properly elaborated but that also have something to say. The result is like a bunch of flowers that I have put together myself and that gives free rein to my enthusiasm for the cinema and for particular soundtracks and film composers. It is certainly not based on calculation or on the easy solution of using only well-known film tunes. Rather, it is the musical diary of a violinist who also happens to like films.” – Gidon Kremer

	(Gidon  KREMER)
	GLASS, ROREM, BERNSTEIN
	1999
	78:30
	label: Deutsche Grammophon  http://20-21.dgclassics.com 

#1 - 3: Philip Glass "Violin Concerto"

#4 - 9: Ned Rorem "Violin Concerto"

#10 - 14: Leonard Bernstein "Serenade"

Composers who enjoy great popular acclaim are still sometimes looked on with suspicion in Europe. In America it is different. There, it seems, success and artistic ambition are not necessarily contradictory. All three Americans on this recording are undeniably popular -- and not just in their own country: Leonard Bernstein's unique biography and international career as conductor and composer hardly need an introduction; Ned Rorem's luminous music is finally becoming fashionable, above all in the New World, while Philip Glass's minimalism has been making its way around the globe for at least two decades. Three Americans, three violin concertos, three differing approaches to the music of our time.

The paths of Bernstein, Rorem, and Glass have crossed repeatedly. For all three New York has been the focal point: Rorem and Glass acquired their compositional craft at the Juilliard School; Leonard Bernstein celebrated his greatest triumphs on Broadway. And yet their musical aesthetic could hardly be more diverse. The concertos in this recording show an elegant Ned Rorem writing songs without words but with powerful imagery and clear visions; an incandescent Leonard Bernstein, whose Serenade is really a little music drama; and an urgent Philip Glass, who, in his Violin Concerto, too, has fused minimalism and orientalism to create shimmering, iridescent, seemingly improvised sound colors.

Three great American violin concertos. And an interpreter who is second to none in his commitment to lesser-known works: Gidon Kremer has not only made the music of his native Eastern Europe -- Alfred Schnittke, Arvo Part, and Sofia Gubaidulina -- famous in the West, not only taken the central works of the Western European avant-garde into his regular repertoire, but has also maintained close contact with the American music scene. And he has counted among his friends not only Leonard Bernstein but also Philip Glass and Ned Rorem -- not a necessary prerequisite, perhaps, but surely an invaluable added bonus for authentic interpretations.

	The KRONOS QUARTET  -- см. в ‘Alternative’ section
	
	
	
	

	Esther LAMANDIER
	Decameron
	1986
	44:55
	label: Astree Auvidis (France)

Ballate monodiques de l’Ars Nova Florentine.

Певица в сопровождении старинного булькающего органчика.

	Rodrigo  LEAO  & VOX  ENSEMBLE
	Theatrum
	1996
	52:45
	label: Sony Classical

Rodrigo Leao [synth]; Margarida Araujo [viola]; Teresa Rombo [cello]; Antonio Martelo [vln]; Nuno Rodrigues [oboe, engl horn]; Jose Manuel David [fr horn]; Rini Luyki [accordion]; Paulo Marinho [Portuguese hornpipe]; Paulo Abelho, Tiago Lopez [perc]; Ana Sacramento, Joao Sebastiao, Ana Quintans [v]; + Ricercare choir.

1. In Memoriam

2. Odium

3. Nulla Vita

4. Dies Irae

5. O Corredor

6. Solitarium

7. Locus Secretus

8. Contra Mundum

9. Ruinas

10. Solve Me Lucto

11. O Novo Mundo
Синтетическая нео-классическая музыка, своего рода фьюжн с применением готики и фолка. Спекуляции на тему готического мракобесия отсутствуют. Но, при этом, супер-красивая музыка на этом CD нигде не позволит заскучать и не впадает в банальности. Проект вполне достоин внимания как любителей современной красивой и не-примитивной музыки, так, возможно, и тех поклонников альтернативы, которые не помешаны на том, чтобы себя бесконечно запугивать всякими страшилками.

	Ute LEMPER – см. в секции ‘Rock’; тж. (в её исполнении): M. NYMAN “Songbook”; Kurt WEILL “The Threepenny Opera”
	
	
	
	

	Magister LEONINUS
	LEONIN: Sacred Music from 12th-century Paris
	1997
	71:10
	label: Hyperion (London)

performed: Red Byrd, Capella Amsterdam

An Account of late-twelfth-century polyphony was first written down a hundred years after the event by a monk who may have come from Bury St Edmunds; history has not entrusted us with his name and he is usually referred to by the title he received when his treatise was first published in the nineteenth century - Anonymous IV. Anonymous as he was, he tells us about two of the most important composers of the fifty years either side of 1200, the magistri Leoninus and Perotinus. Leoninus, we are told, wrote a cycle of two-part settings of the most important chants in the liturgical year - Christmas, Easter, Assumption and other feasts; this cycle was called the Magnus liber organi ('The great book of organum'). Perotinus and his contemporaries played an important role in the careful recasting and elaboration of this repertory. According to the monk from Bury St Edmunds, Perotinus either shortened or edited (interpretations vary) Leoninus' great book of organum; long sections of almost improvisatory scope were rewritten according to the tighter principles of discant composition that Perotinus himself may have contributed to codifying. Both Leoninus and Perotinus worked at the Cathedral Church of Notre Dame de Paris; while little is conclusively known about the biography of Perotinus, recent fashion has inclined to identify Leoninus with Leo, a canon of Notre Dame in later life and, incidentally, an author of neo-Ovidian homoerotic poetry.

Organa of the type that make up Leoninus' Magnus liber organi are polyphonic settings of plainsong. The original chants employ two musical styles: the solo sections are elaborately melismatic and contrast with the simpler, more syllabic, sections sung by the schola. It is the melismatic solo sections of the chant that are set polyphonically. The result is that a performance of organum involves polyphony and plainsong. Viderunt omnes and Priusquam te formarem are both Graduals and have the overall structure Respond-Verse-Respond. Within each of these main sections are settings of both solo and choral chants; the Respond consists of polyphony followed by the remainder of the chant, and the same pattern is followed in the Verse, and of course in the return of the Respond. Usually, the second Respond is simply a repeat of the first one, as in the case of Priusquam te formarem. However, in the case of Viderunt, the second Respond is not only composed anew but a third setting is also preserved, as is a second setting of the Verse. On major feasts, when the Gradual was followed by an Alleluya, the repeat of the Respond was usually omitted. In Paris around 1200, however, the practice was different.

Leoninus' organa dupla of the Magnus liber organi took the plainsong and did one of two things with it: for the more syllabic sections of the chant that he set, he laid out the lowest part (the tenor) in long notes and wrote highly elaborate, rhapsodic lines above it (the duplum), this style of music was called organum per se (medieval terms vary, and theorists took a pedantic pleasure in pointing out the complexities of usage for a term -- organum -- that could mean a complete piece or a generic style or, as here, a subsection). Alternatively, he took the long melismas of the chant and organized them into repeating rhythmic cells and wrote a correspondingly tight rhythmic duplum above it. The rhythmic organization of this procedure gave rise to what are called the rhythmic modes (this style was called discantus). Both types of music exist within the same composition; the sections based on highly melismatic chants that use the rhythmic modes are called clausulae when they are given discrete, self-contained forms. The resulting structure of alternations of plainsong, organum per se and discantus can be illustrated by a transcription of the text of Alleluya. ^ Non vos relinquam.
Alleluya. Alleluya. V Non vos relinquam orphanos: vado, et venio ad vos, et gaudebit cor vestrum. Alleluya.
In this transcription, those parts of the text that are left in plainsong are given in roman type, those in organum per se in italics and passages in discantus are given in underscored italics. The use of a full-blown clausula in the Alleluya section of the piece is a rarity; the only other clausula in the composition sets the plainsong melisma on the words 'et gaudebit'. All the remaining sections in discantus (settings of the plainsong on the words 'relin[quam]', 'orphanos va[do], et ven[io]') are just that: brief digressions into fully measured note-against-note music in the context of the prevailing organum per se, in which the composer has not attempted to create any sense of structural order to the music in the same way that he does in the clausulae.
With the exception of including a clausula in its opening section, Alleluya. V Non vos relinquam is fairly typical of all Alleluyas in the Magnus liber organi. Graduals behave slightly differently. The outline of the Gradual Viderunt omnes may be compared with the Alleluya. V Non vos relinquam just discussed:

R Viderunt omnes fines terre salutare Dei nostri: iubilate Deo omnis terra.

V Notum  fecit Dominus salutare suum: ante conspectum gentium revelavit iusticiam suam.

R Viderunt omnes fines terre salutare Dei nostri: iubilate Deo omnis terra.

Perhaps the most striking thing about this piece, and Graduals in general, is that most of the first section (the Respond) is left in plainsong. There is only one true clausula in the composition and that is on the word 'Do[minus]' in the Verse. The other sections in discant are short and do not establish the same sorts of phrase structures and patterns.

This recording includes compositions for the main leasts from the first part of the liturgical year. Although the year starts at the beginning of Advent, the first major feast is Christmas; Viderunt omnes and Alleluya. V Dies sanctificatus would have been the musical centrepieces of the third Mass on Christmas Day in the last quarter of the twelfth century. The liturgy of Notre Dame was exceptionally generous to Easter, and several Alleluyas that are unique to Paris were set by Leoninus; Red Byrd sing the best known of these, Alleluya. V Pascha nostrum (the Alleluya for Easter Day). They also perform the two Alleluyas that survive for Pentecost (Spiritus Sanctus and Paraclitus Spiritus Sanctus) the second of the two Alleluyas for Ascension (Non vos relinquam), the only music for the Feast of the Holy Cross (3 May), and all the music for the Feast of St John the Baptist (24 June). The rest of the liturgical year represented by the Magnus liber organi includes a long series of works for the Assumption of the Blessed Virgin Mary and the Common of Saints, Martyrs, Bishops and Virgins.

Performing the duplum lines in organum per se is a skill that is difficult to regain at the end of the twentieth century. The music notated in the original manuscripts gives a mixture of information: some idea of what the composer's overall structure might have been, and an idea of at least one (and probably more than one) performer's view of the music. And it has to be remembered that a 'performer's view' of this music would almost certainly have entailed changes to pitch and rhythm, and a sense of what a thirteenth-century editor would have done in trying to copy down and render consistent a wide range of material. So these sections which, in their floridity, resemble late- eighteenth- and early-nineteenth-century coloratura vocal lines, differ in that they are not just blueprints to be ornamented; they are blueprints that have already been partially ornamented, and the singer of the duplum part treads a very careful path between the slavish duplication of a medieval performer's view of the work and the complete recreation of Leoninus' music.

It used to be thought that the sustained notes in organum duplum were to be held relentlessly: a challenge to breath control and the sanity of the singer taking the part. Re-readings of thirteenth-century theory suggest that the tenor is responsible for contributing with great subtlety to the texture of the work by breaking the sound, at the same time as one or more of the upper voices, and this is the procedure that is employed here.

The editions of the music used in this recording are taken from the manuscripts Florence, Biblioteca Medicea-Laurenziana, Pluteus 29.1 (polyphony) and Paris, Bibliotheque Nationale de France, fonds latin 1112 (plainsong). The music will appear in volume 3 of Le  Magnus liber organi de Notre-Dame de Paris, 7 vols (Monaco Editions de l'Oiseau-Lyre, 1997).

	György LIGETI
	Vocal Works, Madrigals, Mysteries, Aventures, Songs
	1996
	69:01
	label: Sony Classical

rec. 1995-96

performed by The KING'S SINGERS with Pierre-Laurent Aimard & Irina Kataeva (pianos) & Philarmonia Orchestra Esa-Pekka Salonen.

	Alexei LUBIMOV
	Mosaic
	1996
	63:50
	Alexei LUBIMOV – см. тж. в его исполнении: John  CAGE "Four Walls" ('Alternative')
label: Erato (Paris)

The vitality of the music of Eastern Europe, from the 1950s on, is richly illustrated in the confrontation of styles on this CD, featuring the tormented music of Galina Ustvolskava, Georgs Pelecis' "new simplicity", the complex mysticism of Sofia Gubaidulina and the dynamism of Henryk Gorecki.

GALINA USTVOLSKAYA (b. 1919) 

Concerto for piano, string orchestra and timpani (dedicated to Alexei Lubimov) -- 17:21

SOFIA GUBAIDULINA (b 1931)


"Introitus"  -- Concerto for piano and chamber orchestra -- 24:14

HENRYK GORECKI (b. 1933)
 

Concerto for piano and string orchestra Op. 40 – 8:12

GEORGS PELECIS (b. 1947) 

Concertino bianco for piano and chamber orchestra in C major -- 13:31

ALEXEI LUBIMOV -- piano 

DEUTSCHE KAMMERPHILHARMONIE BREMEN,  Conductor HEINRICH SCHIFF

	Yo-Yo MA
	Yo-Yo MA & Bobby McFERRIN:

“Hush”
	1992
	46:36
	Yo-Yo  MA - см. тж. с: S. Grappelli (в 'Jazz'); 

label: Sony, 20-bit technology

Yo-Yo Ma (см.) [viola] и Bobby McFerrin (см. в 'Jazz') [voice]  исполняют обработки сочинений Vivaldi, Rimsky-Korsakov, Rachmaninoff, J.S. Bach, + McFerrin

	Yo-Yo MA
	J.S. BACH:

"Cello Suites nos. 1, 5, 6"
	2001
	67:19
	label: Sony www.sonyclassical.com/musicforyou
Yo Yo Ma: violoncello

	Yo-Yo MA
	Vivaldi's Cello
	2004
	67:46
	label: Sony www.sonyclassical.com
www.yo-yoma.com
Yo Yo Ma: baroque cello

The Amsterdam Baroque Orchestra / Ton Koopman: conductor, organ, harpsichord

Vivaldi's Cello gives listeners a chance to hear a different kind of Vivaldi. Some of the music on this disc was written by the composer to feature the cello of his day, but that's only half the story. Vivaldi's Cello couples those scores with music that Vivaldi originally intended for the violin, the viola d'amore or the human voice. Music that's now been transcribed for the cello.
When Vivaldi's name is mentioned, we naturally think of The Four Seasons; one inevitably follows the other. But as Vivaldi's Cello demonstrates, the composer's music goes well beyond that memorable depiction of spring turning into summer and so forth. In truth, most people know very little about this peerless and prolific composer of the Italian Baroque, whose inventive harmonies, memorable tunes and pure ebullience were unrivaled, if underappreciated, in his day. He was born in Venice in 1678 and later known as il prete rosso (the red priest) for his red hair and the taking of holy orders. After much success, he died impoverished, in Vienna in 1741, a victim of changing tastes.
Though essentially the same instrument as the one we know today, the cello played during Vivaldi's lifetime differed from its descendents in certain important details. So to properly convey the spirit of the Baroque era, only a Baroque cello will do — that is, an instrument configured to replicate what would have been played when this music was written. As Yo-Yo Ma himself puts it, "For this music to speak with its own voice, it was necessary to recover the nature of the instrument. The gut strings, the lack of an endpin and the less-arched bridge all contribute to its more muted and intimate nature."
For this album, Ma plays the 1712 Stradivarius cello that he had already appropriately altered for the two Simply Baroque recordings he made with Ton Koopman and the Amsterdam Baroque Orchestra. Ma also uses a Baroque bow, and he adopted the relative tuning (in which instruments are tuned only in relation to each other) employed by the orchestra. The Amsterdam Baroque Orchestra performs on period instruments and uses Baroque performance practices.
Securing the right instrument was essential, but the question of repertory also had to be addressed. Vivaldi wrote over 500 concertos, about twenty-five of them for cello, says Koopman. He and Ma settled on three, one of them for two cellos. The Cello Concerto in C Minor, with its dreamy introduction, contrasts nicely with the festive B-flat Major Concerto. And the furrowed-brow quality of the Concerto in G Minor for Two Cellos which opens this record, makes an ideal counterweight to both.
Yet Koopman and Ma wanted even greater variety for this album. Though the similarities among Vivaldi's many concertos have been overstated, the concertos for strings do have their limitations — the absence of woodwinds in the ensemble, for example. Koopman thought some arrangements of Vivaldi's other music might bridge the gap. "I wanted to make a more colorful recording," he says. His ideas may strike some as radical, but they aren't. "Nobody in Vivaldi's time would have problems with what I've done," says Koopman of his arrangements. "It was often done in those days, if there was an occasion to do so. Vivaldi himself would reuse some of his music and transpose it elsewhere, much more than I did."
And so the Concerto for Viola d'amore, Lute and Orchestra has been reworked by Koopman as a concerto for cello, organ, strings and basso continuo. "I also like the idea of playing with Yo-Yo not just as a continuo player, but also as a soloist," says Koopman, who handled the organ duties.
Six items on this recording are transcriptions of music originally written for the female voice, for which Vivaldi had great affection. The "Laudamus te" ("We praise you") is from the composer's extraordinary setting of the Gloria. The remaining five come from opera or oratorio. In La fida ninfa (The Faithful Nymph), "Dite oihme" is a soprano aria and "Cosi sugl' occhi miei" a quartet for three sopranos and alto. "Quanto magis generosa" was written for the title character of the oratorio Juditha triumphans, a mezzo-soprano, and "Noli, o cara, te adorantis" for an alto. Giustino, in which a peasant becomes an emperor, is the only complete opera to survive from Vivaldi's years in Rome. Its "La gloria del mio sangue" was written for a soprano. Whether sublimated carnal passions were in some way responsible for this music, we may never know, but it's not an entirely unreasonable question given Vivaldi's religious vows and the visceral sensuality of this music.
Be that as it may, Koopman says Vivaldi's scores were only slightly altered to give voice to the cello. "Vivaldi didn't write differently for a singer than instrumentally," says Koopman, "I maybe changed the ornamentation to make it more instrumental. I also looked for pieces for lower voices, so we could leave them in the same key."
Of course, any notion of this album ignoring what is now Vivaldi's most famous piece was out of the question. And so in a brief nod to the enduring popularity of The Four Seasons, Ma and Koopman play an arrangement of the throbbing Largo from the work's "Winter" Concerto. "In Vivaldi's slow movements, you can play with your heart," says Koopman. "The music feels at home."
- David Mermelstein

	Gustav MAHLER – см. в интерпретации Uri CAINE (в 'Alternative')
	
	
	
	

	MALA  PUNICA
	Missa Cantilena (Liturgical parody in Italy, 1380-1410)
	1997
	60:25
	label: Erato (Paris)

Mala Punica: Pedro Memelsdorff [recorder, director]; Valentina Visconti [harp]; Svetlana Fomina [fiddle]; Kees Boeke [fiddle, psaltery]; Christophe Deslignes [organetto, organ]; Alberto Macchini [bells]. + Vocalists.

MISSA CANTILENA (Pedro Memelsdorff)

A delicate polychromatic miniature opens the third volume of the Modena music manuscript Mod A. It shows a monk kneeling, or perhaps an itinerant monk, holding up lilies -- a symbol of purity but also the emblem of France -- while turned respectfully toward the words of the vocal text; et in terra pax. This, might perhaps be an allusion to the much-desired pax in terra between the Italian and French popes, a reference to the schisms bemoaned by so many wandering clerics and so many emigre musicians at the end of the fourteenth century.

Among emigres, as well as the Fleming Egardus, the composer or the piece illuminated by this miniature, there were also Italian musicians, such os Zaccara da Teramo and Matteo da Perugia, who composed the other two pieces of sacred polyphony contained in the volume, which follow immediately and are copied by the same hand. The three composers, and the three styles, seem to indicate the preferences of the man who in all probability commissioned the codex, the Archbishop of Pavia and Novara, the Cardinal and future antipope Pietro Filargo. The result is a synthesis of new, though moderated, Flemish influences, the retention of Mediterranean rhetorical clarity, as well as the use of the French subtilitas, a particular speciality of the greal Matteo, a dependent of Filargo. This synthesis of styles reflects what was happening in Lombard architecture: celebrations and polemics surrounded the foundation in 1386 of the legendary fabbrica, the construction committee of Milan Cathedral, a joint Italian, French and German venture, and on 27 August 1396 Gian Galeazzo Visconti had, in the presence of Filargo himself, laid the foundation stone of the grandiose Certosa di Pavia. These were two of the most ambitious Gothic buildings in early Humanist Italy and both would ring with the sounds of new, sumptuous forms of sacred polyphony, the very style found in the Modena manuscripts. 

Matteo da Perugia was biscantor first at Milan and later at Pavia, and most probably had to accompany his protector to Pisa for the Council of 1409, and to Bologna, the new papal seat, the following year. It was at this time, and possibly also in this location, that Matteo came into direct contact with the liturgical music of his great contemporary Zaccara, who hadalready established a reputation in Rome, and was soon to enjoy fame on a European level. Zaccara and Matteo were the two most important, and prolific, Italian composers of sacred polyphony of their generation. It is no surprise, therefore, to find them reworking melodic material from each other's equally celebrated secular compositions, their Canlilene.
Missa Cantilena is the result of our exploration of the way secular music infiltrated sacred in Italy at the end of the fourteenth century, in particular in the work of Matteo and Zaccara. In extrapolating whole ballatas, madrigals and rondelli, or infinite melodic fragments, for re-elaboration in a new liturgical context, they were not simply following that typically medieval inclination to economical re-usage of musical material, but in fact creating genuine allegories. The texts of the original songs became the meta-texts of Matteo's and Zaccara's masses: the sublimated love and the women apostrophised in their ballatas, Cialamella, Rosa or Lucia, with their delicate symbolic and poetic implications, fill the various Credos and Glorias, inhabiting them invisibly with nostalgia, bitterness and sometimes irony and curiosity. They slip into the lilurgy like courtly portraits in religious images, or like the bucolic scenes which fourteenth-century artists elevated into ideal ones with a clever, subtle addition of specific attributes. In this sense, Matteo's Gloria "En attendant" is no different from a fourteenth-century Annunciation or an early Humanist Sacra Conversazione.

We have chosen here to contrast the most complex compositions of Matteo with examples typical of Zaccara's simplicity: three Glorias and two Credos are arranged in alternation, and an Agnus Dei by Matteo closes the Sanctus section, one of which, of Abruzzese origin, is probably linked to Zaccara. Matteo's work includes elements borrowed from the Gregorian liturgy, but also from Ambrosian chant, that is, music for use exclusively in Milan. Evidence of this is the characteristic scansion of the text to which Matteo holds scrupulously, as well as some typical melodic constructions derived from the giubili and Alleluias of St Ambrose. In the "Rosetta" Gloria, for example, the monumental, ecstatic melismatic solos, set against an otherwise calm choral movement, are unmistakably Milanese. And the predominant tone in "En attendant" is that of a lament, the Miserere, accompanied by the archaic (Ambrosian, in fact) caesura before the words "qui sedes". Both pieces demonstrate micro-intervallic subtleties -- specified in the original notation -- refined, archaic chromatic means which Matteo was probably the last to cultivate.

Zoccara is no less astonishing in the glacial clarity of his Gloria Fior genlte: the colfeclive declamation, the dialogue between the parts and the dramatic nature of the soloislic episodes make it one of the most extreme examples of medieval rhetoric. Zaccara was a fine glossarist of sacred texts, and so shows an encyclopaedic knowledge of contemporary styles: French subtilitas, the stile nuovo ballatas of the Lucca and Squarcialupi codices, the liturgy and the misse cantilene, as the sacred travestimenti of ballatas and madrigals were known.

Elaboration and linearity are once again opposed in the two Credos. Matteo adds to the quasi-recitative declamation of the cantus sporadic comments from two other parts (tenor and contratenor), two offscreen commentators who enlighten the listener, shifting the emphasis, explaining, illustrating, sometimes criticising the literal sense of various passages in the text. This is crowned by one of the most extensive and complex Amens in the whole of Matteo's output, and in tne period as a whole.

Zoccara takes over the Credo I of the Gregorian Kyriale intact, splitting it in two, antiphonally, and giving it (and herein lies the novelty) a tight, almost minimalist polyphonic web of instrumental accompaniment. The result is a sort of litany, of gradual meditative hypnosis, in which the instrumental parts literally submerge the voices.

After the secreta, taken from a ballata by Zaccara, we turn to three fragments from different manuscripts: Turin-T-III. 2, Vatican-Urbin. 1419 and Chieti-Gua I, or rather, to three examples of the Sanctus to be found there.

The first Sanctus belongs to the tradition at S Giustina in Padua, and thus recalls the work of Johannes Ciconia, who served beside Zaccara in Rome. The third, possibly connected with the same patron Zaccara worked for in his early years, could be of Abruzzese origin. The Vatican Sanctus thus stands out, composed on the music of another cantilena, a classic fourteenth-century madrigal, with the Benedictus in the place of the tornello, and a coda added on. This exemplifies the flexibility with which absolutely all secular forms were adapted to sacred use. If this is true (or this Sanctus-madrigal, it is equally true for the Kyrie-rondello, which transfers the model of the Kyrie "elei-rondello-son" of Urbin. 1419 to a surviving example of an untitled subtilior rondeau: the cantilena on folio 16v of the Florentine codex Pan 26 which opens our programme.

In contrast, we close with Matteo's motet Ave sancta/Agnus Dei and the anonymous choreographic songs of a Benedicamus Domino taken from the Oxford manuscript. Compared with the sequential simplicity of those songs, Matteo's Agnus displays faultless isorhythmic complexity, and, perhaps, the desire to blend various traditions in a single piece. Might this not explain why the Gregorian Agnus Dei chosen by Matteo is one which, in mirror inversion, generates the same melodic matrix as one of the most famous examples of the Ambrosian transitorium, the Te laudamus Domine at the close of mass? But would that be the close of a Gregorian or Ambrosian mass?

Missa Cantilena thus throws light on the delicate relationship between sacred music and secular song in the work of some of the most important composers in late fourteenth-century Italy. However what it does above all is to celebrate its originality. Neither the influence of liturgical cycles of the French Ars Nova, nor the masses of schismatic Avignon can explain entirely the style and unmistakable idiom of contemporary sacred polyphony in Italy. This was a largely autonomous tradition, derived from indigenous song-forms and from long-established schools of ecclesiastical chant. In evoking it, Mala Punica is opening a door on to a fascinating, boundless lost continent in the sea of European Ars Nova.

MALA PUNICA

   Mala Punica -- pomegranates -- stand for forbidden fruit, symbols of fertility and at the same time the fruits of discord: undiscovered, fascinating music considered unsuitable for today's audiences up until now, the Ars Subtilior and the end of the fourteenth century in the hands of a group which is determined entirely to rehabilitate this music with innovative and at times provocative interpretations. It is due in large part to Mala Punica that composers such as Matteo da Perugia, Zaccara da Teramo and Antonello or Filippo da Caserta are now familiar to audiences whose knowledge of the Ars Nova was until recently limited to Landini or Machaut. Mala Punica made its debut with a trilogy of subtilior French and Italian secular songs, and is now involved in the most monumental of late fourteenth-century genres, the liturgy.

The ensemble adopts its forces to the demands of the various genres: voices and instruments cover the entire fourteenth-century range, and reflect the richness of the original sounds. The ensemble can vary from 6-8 performers to the full formation of 12 voices and 8 instruments, including organs, bells, flutes, fiddles, harp and lutes.

The vocal style is based on some of the most refined techniques: micro-intervals, imperceptible glissandos or changes in diction, microdynamics or alliteration, all intended to maximise the rhetorical and emotional power of the texts. Instrumental practice shows a historical awareness forms of diminution and biscanto improvvisato, aspects which give Mala Punica its characteristic richness of sound.

PEDRO MEMELSDORFF

The flautist, conductor and Ars Nova researcher, Pedro Memelsdorff was born in Buenos Aires in 1959 and has been living in Europe since 1977. He graduated from the Basle Schola Cantorum and the Sweelinck Conservatorium in Amsterdam. In 1980 he began his long collaboration with Jordi Savall's group Hesperian XX and in 1982 formed a duo with the harpsichordist Andreas Staier. He founded the ensemble Mala Punica in 1987, focusing his attention particularly on the music of fourteenth-century Italy and the Ars Subtilior, opening the way for an innovative reappraisal of music which has been almost wholly neglected. Memelsdorff has appeared in concert in most European countries, in Israel and in South America with Hesperian XX, Staier, and in particular with his group Mala Punica. He has made a large number of recordings, many of which hove been awarded European critics' prizes.

As a researcher, Memelsdorff writes for the Rome musicological journal Recercare and for the University of Pavia's publications on the Ars Nova. He teaches at the Civica Scuola in Milan and gives regular seminars on Ars Nova and chamber music in various conservatories in Europe: Leuven, Maastricht, Tilburg, Bremen, Copenhagen, as well as in the music faculties of various universities and research institutes (Buenos Aires, Oslo, Royaumont, etc.).

In August 1996 Mala Punica and Memelsdorff, in his capacity as its director, signed an exclusive contract with Erato Disques.
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Composed by Vladimir MARTYNOV (1946)

Lyrics by Velemir KHLEBNIKOV (1885-1922)

Performed by OPUS POSTH Ensemble (Ensemble Director and solo violin: Tatiana Grindenko)

and Dmitry POKROVSKY Folk Ensemble

Conducted and produced by Tatiana Grindenko

1. A-A-A O-O-O Eh-Eh-Eh EE-EE-EE OO-OO-OO ...14:41

2. The meadow's lowing now is sinking...............7:00

2.1. The meadow's lowing now is sinking.....4:03

2.2. Refrain (instrumental)...2:57

3. Your lips are the black grouse's brow ............6:22

3.1. Your lips are the black grouse’s brow ...3:23

3.2. Refrain (instrumental)...2:59

4. Wind, is that you? .......................................3:50

5. In the gorge where the dog rose blooms .........4:15

6. As the future's my witness ...........................8:02

6.1. Refrain (instrumental)... 1:50

6.2. As the future's my witness... 1:13

6.3. Refrain (instrumental)... 1:53

6.4. So - with windswept tresses...0:55

6.5. Ah, Vila, Vila... 2:11

7. Ever these shades draw me in .....................2:40

8. And there, in that other shade, you scatter the thronging clouds of flies .........1:55

9. Like a black wind  ....................................2:16

10. From an old rowboat’s transom ..................8:01

11. Wind, you hear, this deed is frightful!............2:55

12. La! La! La! ................................................1:03

13. Shepherds, hurry to your fields ..................6:50

«Ночь в Галиции» написана Владимиром Мар​тыновым на стихи Хлебникова и тексты русских народных русалочьих песен. Сам композитор называет своё произведение «оживающей ру​салкой музыки».

Концепция «Ночи в Галиции» раскрывается в ан​титезах-противопоставлениях. Противопостав​ление исполняющих одну но​ту мужчин и женщин — народного хора и камерного ансамбля, в абстрактной плоскости — противопоставление Востока и Запада, право​го и левого, Инь и Янь, человека и природы... Эти сопоставления-контрасты приводят к полной перестройке музыки и музыкального действа (в процессе исполнения певцы, и в самом деле, несколько раз переходят с одного места на дру​гое), намёком на возможную будущую гармонию (как в общем, так и в музыкальном смысле)... Бесспорно — этот, официально выпущен​ный в России западный компакт-диск, безуслов​но, станет событием года.

--- Play
"Ночь в Галиции" написана в 1996 го​ду специально для Opus Posth и Ан​самбля Дмитрия Покровского. Тек​сты Велимира Хлебникова ("Ночь в Галиции" и "Лесная тоска"). Вот что пишет в буклете Владимир Марты​нов: "К концу средневековья музыка стала изменять своим соседям по квадривиуму — арифметике, астрономии и геометрии. Музыка сблизилась с грамматикой, риторикой и диалекти​кой — дисциплинами, образующими тривиум, за что и понесла суровое на​казание, попав в сети литературы. На протяжении всего нового времени, по​добно хлебниковской русалке, музыка изнемогала и билась в этих коварных сетях".
Все сочинения Мартынова, напи​санные с середины 70-х, когда он при​шел религиозному служению, поне​воле воспринимаются сквозь призму его идеи "о конце времени композито​ров". Так называется его книга, после которой, как говорит сам Владимир Иванович, многие коллеги перестали с ним здороваться.
Каждый раздел "Ночи..." начинает​ся стандартно — как бы сначала, почти с нуля: разогревается всё более ча​стым дыханием фраз и мотивов (так сказать, с равномерным ускорением), и, наконец, обрывается стандартно— на ритмическом полуслове, на неустойчивой гармонии.
Высокая степень типизации мышле​ния, конструктивная монотония дают ощущение "одной и той же музыки", которую крутят перед тобой в разных вариантах. И это, разумеется, не про​счёты автора — Мартынов слишком техничный композитор. Это просто-напросто признаки канонического творчества. В первом приближении можно сказать, что Гайдн тоже писал свои последние 12 симфоний — "Лон​донских"— по единой схеме. Правда, уже во втором приближении оказыва​ется, что для него она была не схемой, а устойчивым алгоритмом творения (можно, кстати, с большой буквы). Причём более устойчивым, чем те дан​ные, которые обрабатывались соглас​но этому алгоритму. Третье приближе​ние (впрочем, тоже очень грубое) убеждает в том, что важнейшие собы​тия у Гайдна происходят именно тогда, когда алгоритм даёт сбои. А поскольку алгоритм (дыхание формы) "первее" данных (музыкального материала), получается, что сами сбои в системе (или нарушения симметрии, или оста​ток) — это и есть средоточие метода. Я бы назвал его "улыбкой творца" (опять же можно с большой буквы, впрочем, как кому нравится).
Приблизительно такова Гайднова метафизика; она может служить при​мером естественно сложившегося ка​нонического сознания. Метафизика Мартынова гораздо более осознанная. Поэтому она производит впечатление несколько искусственной (или, мягче, более искусственной) — впечатление, которое усиливается отсутствием того самого остатка. "Ночь в Галиции" на​цело делится на метод. Метод не даёт сбоев. Творец не улыбнётся.
И это тоже понятно. Слепой монах Хорхе из романа Умберто Эко "Имя розы" истово отрицает, что Христос когда-либо улыбался. Мартынов — религиозный художник; возможно, для него нет ничего выше... ну, ска​жем, метода, системы, алгоритма. Го​воря музыкально, слово выше музыки (конечно, при условии, что это сло​во — не литература, а то можно "поне​сти суровое наказание, попав в се​ти .."— см. выше).

Вот именно — Хлебников дтя Мар​тынова не литература. Вернее, композитор берёт богатейший текст Хлебникова не в качестве поэтиче​ской основы, а в качестве идейной точки опоры. Он истолкован как со​всем иной род словесного творчества, превращён в обширную аллегорию. Это символизм, наступательный, как гортанное архаическое пение Ансамбля Покровского: ночь в Галиции, по сло​вам Мартынова, и есть вся эпоха ав​торской музыки.
Древний крестьянский календар​ный фольклор, пляски вокруг "кресла белого песчаника", половые антифоны девушек и юношей, долго поющих раздельно (чисто музыкально, впрочем, вполне целомудренные) — все это, очевидно, обозначает произвол композиторов, бунт этих гордых не​смиренных индивидов. Конец же, где рассеивается дохристианский морок (автор говорит о нём как о "естествен​ном течении могучего музыкального истока"), сладок и изящен. Это мора​лите, подобие нежного гимна новых времён. Забыты языческие заклина​ния. "Поспешите, пастушата,—/Ни видений, ни ведуний". Наступает эра новой красоты. Идеал этой красоты — некий бесп(и)лотный барочно-классицистский микст наиболее общих формул. К тому времени Владимир Мартынов его уже создал. Было это в Magnificat.
"Ночь в Галиции" впечатляет силой и тонкостью музыкальных мыслей (это именно композиторское искусст​во!) — и откровенной идейностью, служебностью музыки вообще на уров​не разделов форм и их сопряжений. Музыкальная мысль Мартынова бьёт​ся, как русалка, в тенётах его идей. Не знаю, запланирован ли этот эффект биения самим композитором, но дей​ствует он весьма успешно. Например, поражает соседство, а затем и одно​временное звучание псевдокалендарно-фольклорных нарочито примитив​ных хоровых заклинаний и тончай​ших канонов у струнных.
Исполнение не оставляет желать лучшего. Похоже, что люди, участву​ющие в пении и игре, действительно открывают себя "для естественного течения могучего музыкального исто​ка". Конечно, никакого "отсутствия ав​тора", никакого "конца композитора" нет в этой полно​кровной музыкальной ткани, несмотря на то что составле​на она лишь из музыкальных догма​тов, придуманных автором для собст​венного пользования. Мартынов именно композитор, а отрицание ком​позиторского творчества — ну... может, фишка у него такая. Мы же зна​ем, что такое стиль: это человек.

---- АудиоМагазин 
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Performed by Vladimir Martynov Opus Posth, directed (and violin) by Tatiana Grindenko + Mark Tucker [tenor]; David James [countertenor].

1. Canticum Fratris Solis Vel Laudes Creaturarum – The Canticle of Brother Sun (San Francesco di Assisi) 33:57

Magnificat Quinti Toni 29:03

2. Magnificat

3. Quia Respexit

4. Misericordia

5. Deposuit

6. Suscepit

7. Gloria

#1 – rec. in Loccum (Germany); #2 - 7 – rec. in Lochenhaus (Austria).

Тут не обойтись без упоминания труда Владимира Мар​тынова "Культура, иконосфера и богослужебное пение Московской Руси". С одной стороны, книга принадлежит православному человеку. С другой — очевидно, что автор — практикующий музыкант. За самыми абстрактными поло​жениями стоит живой слуховой опыт. Автор поправил бы: духовный опыт. Рассматривая звук как прелесть (в церков​ном смысле), Мартынов всю историю западно-европейской музыки объясняет и прослеживает как отпадение от бого​служебного пения. По Мартынову, оно достигло своих выс​ших форм одновременно с появлением понятия об авторе музыки. Далее возникла система "богослужебное пение — музыка"; баланс внутри неё смещался в сторону музыки, так что даже и ранняя авторская музыка для церкви уже не досягала духовных высот богослужебного пения. Рассмат​ривается путь Западной и Восточной церквей — с выводом, что Западная всё более секуляризовалась, дрейфуя в сторо​ну искусства; а наследие не разделённого ещё христианства перешло от Византии к Московской Руси.

Это наследие — оазис Красоты посреди красивого — на​до пытаться реставрировать не научно, но в себе. Марты​нов, например, уверенно заявляет, что невозможна ника​кая реконструкция древнерусских песнопений, если ис​следователь занимается музыкой, а не творит молитву. Очень живо описана молитвенная практика и её связь со строением богослужебного пения как целостной системы.

Исключительной по смелости и плодотворности пред​ставляется мысль о том, что гигантский масштаб европей​ской профессиональной музыки и её резкое отличие от всех традиционных культур суть не что иное, как результат распада системы богослужебного пения: эта последняя заключала в себе колоссальную энергию, которой хватало на образование всё новых стилей и форм. Хватило, говорит Мартынов, до сегодня. На завтра уже не хватит, а потому музыкантам надо действовать уже не в музыке (так как она только следствие), а в области духа. Мартынов помещает музыку — как профессию и состоя​ние сознания — в го​раздо более широкую духовную перспекти​ву. Книга написана старомодным несует​ным языком со множе​ством повторов. Мартынов будто вслушива​ется в звучание своих концепций — так же, как в своих сочинениях слов​но бы мыслит ими, минуя звуки. Книга и музыка для Мартынова — две стороны одного и того же. И то, и другое суть средства.

Риск — основа всякого не​лицемерного искусства. Мартынов рискует тем, что пишет в расчёте на адекватного слушателя, которого, может быть, и не существует. В этом смысле благостно-пустынные юбиляции смыкаются с крайними проявлениями «новой сложности».

"Песнь брата Солнце" на текст Франциска Ассизского представляет монаха в пустыне, поющего хвалы Господу — поначалу скромные, а потом всё более экстатические. Арха​ические приплясывания струнных напоминают о Давиде, пляшущем перед Ковчегом Завета. Opus Posth звучит с могучим ветхозаветным драйвом, ничуть не уступающим "Кронос-квартету". Это, пожалуй, самое поразительное на диске: аутентизм ансамбля, который реально можно услы​шать, простирается от архаизма не то арабской, не то ви​зантийской монодии до изысканной слабости струнных XVIII века. Таким стилевым диапазоном не может сегодня похвастаться ни один из российских коллективов.

Если "Песнь..." изображает состояние сознания, которое досягает Красоту, ещё не имея за душой никакого художе​ства, то Магнификат пятого тона — собрание музыкаль​ных красот последних трёх веков. Их тут можно музыко​ведчески вычислять. Можно услышать и некоего неопре​деленного Моцарта, и что-то вроде русской музыки до Глинки (скажем, Алябьев), и отзвук гайдновских кварте​тов. Имеется также отдалённое подобие юбиляций, похо​жих и на орнаментику византийского пения, и на баховские аллилуйи. Но в то же время принцип соединения текста и музыки весьма далёк от классицистского. Все об​разы Магнификата положены на "одну и ту же" музыку, прекрасную и почти неизменную в каждой из семи частей. Этот конфликт скрыт за мелодико-гармоническим фаса​дом. Часть за частью нежный голос контратенора выводит абсолютные формулы благоговения, "не принадлежащие никому". Но в том и дело, что Мартынов не просто соби​рает их в одном месте, но через прямое столкновение не​совместимых стилевых черт выявляет их сверхзвуковую, метамузыкальную общность.

(Примерно такие формулы, квазибарочные, квазиклас​сические, Шнитке заклеймил в своей музыке как символ зла, дьявольского соблазна и прелести. Особенно отчётли​во говорит об этом музыка Альтового концерта — в нём кадансы-реверансы, приятные во всех отношениях, разру​шают форму и ведут к финальной катастрофе. Это взгляд модерниста через левое плечо: там прошлое, культура, всем доступная тоника-доминанта и вообще поле деятель​ности разных нехороших сил. Красивого следует опасаться, потому что в него рядится бес. Обманке-красоте, по Шнитке, надо противопоставить неложный пафос и лич​ное, монологическое музыкальное мужество.)

Сказал же Гюго, что гений есть тот, на кого похожи все, но кто ни на кого не похож. Мартынова можно назвать ге​нием навыворот. Он, напротив, похож на всех — но никто не осмелится быть похожим на него. Потому что метод Мартынова основан на отказе от индивидуального стиля. Ведь именно индивидуальный стиль в музыке, по Марты​нову, является выразителем, проводником, следствием красивого. А от него, как уже было сказано, надо отказать​ся ради вне-стилевой над-индивидуальной Красоты. Есть понятие опевания: это когда мелодия вращается вокруг одного звука. Два сочинения Мартынова исторически опевают европейскую музыку. А поскольку оба — о Красо​те, то послание диска читается так: Красота пребывала до музыки и пребудет после музыки.

Итак, в сочинениях, записанных на диске (равно как и в других работах последних лет), композитор доискивается не красоты музыкального стиля, а Красоты как таковой— что поддержано ангельским пением солистов и ангель​ской игрой. Сверхзадача автора есть чистая утопия. Тем она и хороша: уверенность в невозможном даёт этим зву​кам редкое духовное натяжение, делает их реальными знаками неслышимого. 

--- АудиоМагазин

	Bobby McFERRIN
	Paper Music
	1995
	60:51
	Bobby McFerrin – Conductor and Vocalist with: The Saint Paul Chamber Orchestra, & Layton James (hapsychord).

For this recording 20-bit technology was used for high definition sound.

1. Wolfgang Amadeus Mozart (1756-1791):

Overture to The Marriage of Figaro, K. 492 -- 4'16.

2. Luigi Boccherini (1743-1805):

Menuet from string Quintet No. 1 in E Minor. Op 13, No. 5 G. 257 -- 3'38 (arranged form String Orchestra with Flute and Voice). Bobby McFerrin, Vocals

3. Gabriel Faure (1845-1924):

Pavane, Op. 50 -- 5'21. Bobby McFerrin, Vocals

4. Igor Stravinsky (1882-1971):

Minuetto & Finale from Pulcinella Suite (rev. 1949) -- 4'03.

5 -7. Antonio Vivaldi (1678-1741):

Concerto in G minor for 2 Cellos, Strings and Continue. RV 531—10’32. Bobby McFerrin, Vocals; Peter Howard, Cello; Layton James, Harpsichord.

8. Felix Mendelssohn (1809-1847):

Scherzo from A Midsummer Night's Dream, Op. 61, No. 1 -- 4'23.

9. Johann Sebastian Bach (1685-1750):

First Movements from Concerto for Violin, Strings and Continue in A minor, BW 10441 -- 3'50. Bobby McFerrin, Vocals; Layton James, Harpsichord.

10 – 13. Wolfgang Amadeus Mozart:

Eine kleine Nachhmtsik, K. 525 -- 17'25

14. Peter Ilyich Tchaikovsky (1840-1893):

Andante cantabile for Cello and String Orchestra, Op. posth. -- 6'32 (arr. by Tchaikovsky from his String Quartet No. 1 in D Major, Op. 11. Second Movement). Bobby McFerrin, Vocals.

	Olivier MESSIAEN
	Quartet For The End Of Time
	1979
	49:09
	label: Polydor (1979) / Deutsche Grammophon (1987 remaster ADD)

Luben Yordanoff – violon

Albert Tetard – violoncelle

Claude Desurmont – clarinette

Daniel Barenboim – piano

Messiaen wrote his Quartet during months when the apocalypse might reasonably have seemed imminent, if indeed it were not already happening: in the summer of 1940, as a member of the French forces, he was imprisoned at Gdrlitz in Silesia, where he composed this piece for himself to play with three fellow inmates. The premiere took place at the prison camp in January 1941: "Never", Messiaen later recalled, "have I been heard with as much attention and understanding."
However, the circumstances of the composition may have had more a practical than a spiritual influence. They dictated the instrumentation, for Mes-siaen's piano along with violin (Jean Le Boulaire), clarinet (Henri Akoka) and cello (Etienne Pas-quier): an unusual combination for a composer who has produced almost no other chamber music. They may also have encouraged Messiaen to include examples here of all his techniques and processes. But the conception of an instrumental work as a sequence of meditations is taken over from the preceding organ cycles, notably Les corps glorieux (1939); and the concern with time beyond time — with the presence of the eternal in the transitory - is fundamental to Messiaen's theology, and to his music. 

The meditations have as their object a passage from the Apocalypse which Messiaen, in his preface to the score, abridges as: "I saw a mighty angel, descending from heaven, clothed in a cloud, having a rainbow on his head. His face was as the sun, his feet as columns of fire. He placed his right foot on the sea and his left foot on the earth, and, supporting himself on the sea and on the earth, he raised his hand towards Heaven and swore by Him who lives forever and ever, saying: There will be no more Time; but on the day of the trumpet of the seventh angel, the mystery of God will be completed."
The ending of time, which is the ending of progression, is figured in the music by various means: by strongly repetitive forms, circling through the same events; by the "modes of limited transpositions" , which dissociate diatonic chords from their normal functions; by processes of potentially enormous duration ("Liturgie de cristal"); and by extremely slow tempos (the two "Louanges"). At the same time, the imagery of the text is answered by a vividness of timbre and harmonic colour, and by the force that the four instruments can exert in rhythmic unison. There is the further theological importance of the number of movements: as Messiaen explains, seven is the perfect number, but here seven "extends into eternity and becomes the eight of indefectible light, of unalterable peace." 

1 "Liturgie de cristal". The piano keeps repeating a "tala" of seventeen rhythmic values, already used by Messiaen in other works, and here draped with a sequence of twenty-nine chords. Simultaneously the cello has a five-note motif repeated through a fifteen-value rhythmic pattern: the whole mechanism of repetitions would take nearly two hours to get back to its starting state. Messiaen's small portion of this "crystal liturgy" is celebrated by birdsong solos from the violin and clarinet.
2 "Vocalise, pour I'Ange qui annonce la fin du temps". The angelic song, sustained by violin and cello in double octaves with "rainbow water drops" in the piano, is encased in music evoking the heavenly being's might.
3 "Abime des oiseaux". The abyss is a frequent symbol in Messiaen of negation, of the human experience of time as oppressive and promising only death; while birdsong, still more commonly, is his central image of spiritual joy, of participation in eternity. Here the solo clarinet brings the two images together: the abyss in great crescendos, in arpeggios straddling the instrument's range and in slow melody, the birdsong in lively flights.
4 "Intermede". A scherzo, omitting Messiaen's own instrument: the composer rests to listen.
5 "Louange a l'Eternite de Jesus". Jesus as Word is praised by the cello, with piano accompaniment, in modally becalmed E major. The marking is "Infinitely slow, ecstatic".
6 "Danse de la fureur, pour les sept trompettes". Messiaen describes this as "music of stone", of the "irresistible movement of steel, of huge blocks of purple fury, of abandonment frozen"; he also draws attention to how the four instruments together suggest trumpets and, later, gongs. The piece is based on a powerfully rhythmic theme, worked to a climax in which it is distended in time and register.
7 "Fouillis d'arcs-en-ciel, pour l'Ange qui annonce la fin du temps". There are references to the second movement, whose melodic and dynamic characters are first alternated and then combined. Again Messiaen's preface demands quotation: " In my dreams I hear and see classified chords and melodies, known colours and forms; then, after this transitional stage, I pass into the unreal and submit in ecstasy to a wheeling, a gyrating interpenetration of superhuman colours. These swords of fire, these blue and orange lava flows, these sudden stars: here is the jumble, here the rainbows!"

8 "Louange a l'immortalite de Jesus". A pendant to the fifth movement, in the same stilled E major, and marked "Extremely slow and tender, ecstatic". The violin, accompanied by the piano, sings the praises of Jesus as Resurrected Man, as victor overtime.
--- Paul Griffiths

	Olivier MESSIAEN
	Visions De L’Amen
	1992
	48:30
	label: New Albion Records

performed by Double Edge: Edmund Niemann & Nurit Tilles, duo-pianists.

"Niemann and Tilles play like one person with four very powerful hands and the recording is as crystalline as Messiaen's religious vision."  

**** — Oakland Tribune
"They capture the work's colour and atmosphere powerfully and evocatively -- it is Messiaen at his most compelling." -- Penguin Guide to CDs

	Olivier MESSIAEN
	Theme et Variations / Quator pour la fin du Temps
	1994
	59:15
	label: Vista Vera

1. Thème et Variations pour violon et piano (9.16)

Quator pour la fin du Temps (49.59)
2. 1 Liturgie de cristall (3.18)
3. 2 Vocalise pour l'Ange que anounce la fin du Temps (6.04)
4. 3 Abîme des oiseaux (7.34)
5. 4 Intermède (1.55)
6. 5 Louange à l'Éternité de Jésus (8.51)
7. 6 Danse de la fureur pour les sept trompettes (6.43)
8. 7 Fouillis d'ares-en-ciel pour l'Ange qui announce la fin du Temps (7.41)
9. 8 Louange à l'Immortalité de Jésus (7.53)

The French composer Olivier Messiaen (1908-1992) ranks highly amongst the most outstanding 20th century musicians. He was a student of Paul Dukas at the Paris Conservatorie and in 1931 became an organist at the Holy Trinity Church in Paris and at the same time a professor of the Ecole Normale de Musique and the Schola Cantorum. In 1936 he founded a group called Young France with the aim of "propagating the live music".
At the very beginning of the Second World War Messiaen was called up as a private in the army. In July 1940 he was taken prisoner by the Germans and sent to the Stalag 8-A camp near Berlin.
From the time of his release from the German captivity and until the last days of his life Messiaen worked as a professor of the Paris Conservatorie. Pierre Boulez, Karl Heine Stockhausen, Serge Nigg, Ivonne Loriod were among his students of composition.
Quator pour la fin du Temps was composed in 1940 in Stalag 8-A and first performed there, in the camp, on January 15.1941 by French musicians who where prisoners there, Etien Pusquer (violin), Anri Akoka (cello), Jean le Bouler (clarinet) and the author himself who played piano. A large audience of their inmates gathered to listen to the music. It must have been one on the most extraordinary performances in the history of the music: 'the temperature was minus 30 degrees, the keys of the piano were sticking and the cello had only three strings. Later Messiaen said: "Never in my life have I been listened with such great attention and understanding".
Quator pour la fin du Temps is a religious and philosophical composition inspired by and based upon the following part of the Chapter 10 of the Revelation of Saint John the Divine : "Then I saw another powerful Angel coming down from heaven, wrapped in a cloud,. with the rainbow over head...he put his right foot in the sea and his left foot an the land... Then the Angel...raised his right hand to 'heaven and swore by the One who lives for ever and ever, and made heaven and all that is in it, and earth and all it lives and the sea and all it holds. The time of waiting is over; when the seventh Angel is heard sounding his trumpet, God's secret intention will be fulfilled...".
The war was the end of the time for millions of people and Messiaen expressed in his quartet the idea of the destruction of the mankind and the Judgement Day. Howerer, the composition is much more profound in its essence than just an interpretation of Apocalypse. Messiaen said that, above all, he wanted to express the relationship between Time, which was essentially finite, and the infinity of Eternity.
In his Introduction to the Quartet Messiaen says: "Being a musician I worked on the rhythm. Rhythm, by its essence, is change and division. To study change and division means to study Time. Time... may be divided by a thousand fold and is perpetually a translation of the Future into the the past (perpetuelle conversion de l'avenier en passe). This is not the case with Eternity. It is this problem that I have considered in my Quator pour la fin du Temps".
Quator pour la fin du Temps consists of eight movements each of which has detailed commentaries of the composer.

1. Liturgie de cristal. At five o'clock in the morning a bird starts singing in the shine of the sound dust and the harmony of overtones which are lost in the tree tops. This movement is Prologue, a prelude to imminent events, it represents harmony of a World where Time lasts.
2. Vocalise pour l'Ange que announse la fin du Temps. The introduction and coda are dedicated to the appearance of a powerful Angel attired in rainbow and clouds among the ethereal harmonies of the Heaven. The piano comes in with the cascades of gentle chords, blue and lilac, green, red-purple and orange-blue.
3. Abime des oiseaux. The Abyss is Time with all its sorrows and grieves. The sound of birds is introduced as something entirely opposite to Time; it's our yearning for light, stars and rainbow.
4. Intermede. The Scherzo does not have any clearly expressed programme, rather it is linked with the other movements by the "melodic reminiscences".
5. Louange a l'Eternite de Jesus. Jesus embodies the Word. The endlessly long phrase of the cello enunciates, with love and worship, the eternity of the Word, mighty and immortal. The majestic melody fades gently into the distance. "In the beginning was the Word: the Word was with God and the Word was God."
6. Danse de la fureur pour les sept trompettes. Four instruments playing in unison depict gongs and trumpets - the six trumpets of the Apocalypse that proclaim the disarsters of the world.
7. Foullis d'ares-en-ciel pour l'Ange qui announce la fin du Temps. Here again, as in the second movement, a powerful Angel appears attired in a raindow that represents a symbol of peace and wisdom.
8. Louange a l'Immortalite de Jesus. The big violin solo echoes the cello solo of the 5th movement. The hymn to the immortality of Jesus symbolizes His advent as Man and the Word that made flesh which gave us life. And also the ascent of Man to God, the Son to the Father, and creation to the Paradise.

Messiaen said: "I wrote this quartet to escape the snow, the captivity and myself."
Quator pour la fin du Temps has become one of the most significant works of music in the 20th century. It is an anthem to the harmony of Universe and to the might of God.
The Messiaen's works are stylistically unique and do not follow the traditional genres and forms of European music. However he did on occasion pay tribute to traditional classical music. Theme with Variations (1931) for violin and piano is such a piece. It was first performed by C. Delboa and the author. The theme which is a typical romantic cantilena undergoes in the course of five variations changes in genre, texture and rhythm. Not withstanding the  somewhat traditional character of the work the unique style of this outstanding composer may still be heard.
Alexander Trostiansky – vln; Tigran Aloumian – cl; Alexander Zagorinsky – cello; Maria Parshina – p.

Когда ко мне в руки попал этот диск (мне его порекомендовали), я не ожидал услышать интересного исполнения. Но оно таковым оказалось, на удивление. В определённом смысле, это исполнение противоположно тому, какое можно было бы услышать от американских, например, музыкантов: что-то здесь есть наивно-трепетное, что так к лицу импрессионистичным композициям.

	Olivier MESSIAEN
	«Diptyque» 1930,  «Les Corps Glorieux» 1939
	1995
	74:16
	label: BMG / JADE (Harmonia Mundi, France)

Ausgezeichnet mit dem Preis Der Deutschen Schallplatten Kritik.

Jon Gillock – Grand Orgue de l’Eglise de la Trinite, Paris.

"My dear friend Jon Gillock
Thank you so much for performing my work and for always performing it so magnificently.

With gratitude, Olivier Messiaen"
New York, 9.1.1988
DIPTYQUE (1930)
Essay on earthly life and blissful eternity, in two parts. 

The first part:
earthly life, with its useless agitations.
The second part:
Paradise.

The two parts use the same theme transformed. 

Earth: theme in C minor and in perpetual motion - first development - theme in G minor in augmentation - second development - theme in F minor and in E-flat minor - third development - theme in C minor in augmentation in canon at the octave. 

Heaven: it is the same theme, but in major, very slow, using the 2nd "Mode of Limited Transpositions" - grand, ecstatic phrase which evokes the calm of the celestial city, and this "immovable light of joy and peace" alludes to The Imitation of Jesus Christ [an anonymous work of piety of the fifteenth century, written in Latin, De imitatione Christi, and inspired by the spirituality of the Devotio moderna, an ascetic and mystical movement at the end of the fourteenth century].

LES CORPS GLORIEUX (1939)
The work is subtitled "Seven Short Visions of the Life of the Resurrected". The life of the resurrected is free, pure, luminous, highly colored. The timbres of the organ reflect these characteristics.

The bodies of the resurrected are immortal. They possess four qualities: glory (completely luminous, they are their own light); impassiveness (they no longer suffer and have even lost the possibility of suffering); agility (they are able to pass through obstacles and to transport themselves a great distance in space at the speed of lightning); subtlety (they are no longer bound to such earthly necessities as sleep or hunger, they are spiritualized and perfectly pure). Three pieces describe these states: "Subtlety of the Glorified Bodies", "Strength and Agility of the Glorified Bodies", and "Joy and Brightness of the Glorified Bodies".

The qualities of the Glorified Bodies are confirmed in grace: one piece, therefore, is devoted to "The Waters of Grace". The resurrection and the glory of the resurrected have for a foundation and model the resurrection of Christ, whose first, sublime moment is evoked in the "Combat of Death and Life".
The life of the resurrected is above all a life of contemplation and prayer: their prayer is symbolized by incense in Revelations ("The Angel of the Incense") - they ponder and finally comprehend the greatest mystery of our faith, God in three persons ("The Mystery of the Holy Trinity").

I. SUBTILITE DES CORPS GLORIEUX - Subtlety of the Gorified Bodies
"Their bodies are sown natural bodies; they are raised spiritual bodies. And they will be pure as the angels of God in heaven."
(First letter of Saint Paul to the Corinthians 15:44 ; Gospel according to Saint Matthew 22:30). Spirituality and perfect purity. The music is monody, without any accompaniment. It alternates three Cornets [the cornet stop is composed of these five pitches: 8', 4', 2 2/3', 2', 1 3/5'] of different intensities. (The timbre of the Cornet of the organ is rich in harmonics: it is luminous and round - it is one of the most characteristic "solo" timbres of the instrument). The whole piece blends neume-like melodic construction, as in plainsong, and rhythms of unequal durations, where one will find the Amphimacer [poetic foot of three syllables, long, short, long] and the third Greek Epitrite [long, long, short, long]. One will find as well a few short inflections which recall the antiphon "Salve Regina", in tribute to the Holy Virgin, queen of the glorified bodies. The melodic cadences always occur on a descending augmented fourth.

II. LES EAUX DE LA GRACE - The Waters of Grace
"For the Lamb which is in the middle of the throne shall lead them unto living fountains of water." (Revelation of Saint John the Divine 7:17)
Unceasing waves of the river, symbolic of grace, which flows in the celestial city. There are two reasons for the strange "liquid" character of the music: polymodality and the registration. "Modes of Limited Transpositions" are superimposed - they modulate from one superposition to another. The disposition of the timbres: a) the principal song in chords on the Gambe, Voix celeste, and Bourdon 16' - b) the first counterpoint in moderate movement, in the pedal, on the Flute 4' - c) a second counterpoint in rapid movement, in the left hand, on the Cor de Nuit 8', Nazard 2 2/3', Tierce 1 3/5' - all that travels together.

III. L'ANGE AUX PARFUMS - The Angel of the Incense
"And the smoke of the Incense, which came with the prayers of the saints, ascended up before God out of the Angel's hand." (Revelation of Saint John the Divine 8:4).
a) Principal theme, monodic, on the Clarinette 8' and Nazard 2 2/3', in the style of certain Hindu "ragas".
b) Polymodal and polyrhythmic transition. One hears here three "Modes of Limited Transpositions" superimposed. One hears here as well three rhythms superimposed: the first rhythm divisible into 7 + 7 + 8 ; a second rhythm which is the retrograde of the first; the third, a "non-retrogradable" rhythm divided into two groups with a central common value.
c) Variation of the principal theme by a counterpoint of non-legato chords on the Gambe and Voix celeste, surrounding the melody entrusted to the pedal (which causes the Flute 4', Nazard 2 2/3', Tierce 1 3/5', and Piccolo 1' to sound by a coupler).
d) Egress of the beginning of the theme in canon by contrary movement, smoke, a rapid murmur on the Bourdons 8', 16' and 2'.
e) Resumption of the polymodal and polyrhythmic transition in a more compact combination.
f) Brief recalling of the theme.
g) Pianissimo conclusion on the murmur of Bourdons.

IV. COMBAT DE LA MORT ET DE LA VIE - Combat of Death and Life
"Death and Life are engaged in a stupendous conflict: The Prince of Life, who died, now lives and reigns. And he says: My Father, I am risen, I am still with Thee." (Mass for Easter Day, Sequence and Introit)
A long piece in two parts. The first part, boisterous and agitated, is the actual Combat, that is to say the sufferings and cries of the Passion of Christ (death is the implied outcome of His passion). The second part is Life. One would have it swelling, rapid, and strong; it is, on the contrary, soft, calm, serene. It represents the most important, the most moving, the most secretive moment of the life of Christ. This moment is not related in the Gospels - of it we know only the following: the quaking of the earth, sudden light, the angel who rolls the stone from the entrance [of the tomb] multiple appearances of the resurrected Jesus in different places. But in Psalm 138, applied by the Church to Christ in the Introit of Easter, we have described in advance this sublime instant when Jesus rises, living, luminous, first-born from among the dead, and, in the sunny peace of his resurrection, addresses this testimony of love to his Father: "I am again with you". Summary of the form:
a) The "unrivaled theme" in C minor, for one voice, in the lowest register of the Basson 16' alone. Wrestling of riotously alternating chords.
b) Theme in E minor, for two voices in canon. Another uproar of chords.
c) Theme in A-flat major, for three voices in canon. Theme in D minor in the bass, then the uproar of chords.
d) A wave of chords falls in contrary motion over an ascent of the theme in the bass.
Development by fragmentation.
e) The theme cuts itself into two and continues to fragment itself in great shrieks of the full organ. A great silence implies the death and resurrection.
f) Grand phrase, very slow, very long, on the unrivaled theme, in the luminous key of F-sharp major, with the color of a "Mode of Limited Transpositions" and the infinitely serene dialogue of two Flutes of different qualities over the background of the pianissimo Voix celeste.

V. FORCE ET AGILITE DES CORPS GLORIEUX - Strenght and Agility of the Glorified Bodies
"Their bodies are sown in weakness; they are raised in power". (First Letter of Saint Paul to the Corinthians 15:43)
The resources of passing through walls and of immediate transport in space could be summed up in a powerful vitality. Vehement and solid, supple and strong: such ones are the resurrected. This piece is monodic. It uses the Plein Jeu (clear, sparkling), combined with Montres 16', 8', 4', 2' with a few reeds 8' and 4'. These fused groups [of sounds] express the impetuosity and rapidity of the movements, the repeated notes the simple, joyous strength that nothing can stop. These qualities bring the glorified bodies closer to the angels: whence the melodic resemblance with the third piece ("The Angel of the Incense"). Notice the freedom of the rhythm, the contrast between the very short and very long, between the detached and the legato, between equal durations and added values, and the frequent use of the Greek feet: Amphimacer [long, short, long], 2nd and 3rd Epitrites [long, short, long, long ; long, long, short, long]. The terminal "slap of light" is obtained by a rocket, almost a glissando on the very high mixtures, ending at a chord on the Voix humaine.

VI. JOIE ET CLARTE DES CORPS GLORIEUX - Joy and Brightness of the Glorified Bodies
"Then shall the righteous shine forth as the sun in the kingdom of their Father". (Gospel according to Saint Matthew 13:43) 

Brightness or glory is the first quality of the glorified bodies. Each resurrected one has his own light, his singular illumination (that which St.Paul expressed symbolically in saying: "A star differs in brilliance from another star"). These different brightnesses are expressed by the changes in timbre. The form is simple: Refrain - 1st Couplet - Varied Refrain - 2nd Couplet - Coda on the Refrain. The melody of the Refrain (exuberant, fanciful, overflowing with joy) uses different forms of attack (from legato to staccato passing through loure [an expressive rhythmic device in which the first beat of each measure or first note of each beat is "leaned on" slightly]). It is played on the Trumpets, the Montre 16', the Cornets, with a Clairon 4'. The chords which accompany it have a strange sonority, spicy, with reflections of gold and flame - this timbre combination: Voix humaine, Bourdon 16', Clairon 4', with a Cymbale (all on the Swell), and the 16' and 32' stops of the Pedal. Opposition between the melody and harmonies in two schemes. First the timbres: roundness of the Cornet for singing, brilliance of the Cymbale for the chords. Then the rhythms: rhythmic caprice for the singing, order of the durations for the chords. All the chords use the Cretian rhythm (or Amphimacei) - long, short, long - but with augmentations and diminutions of different qualities: adding a dot, doubling the value, taking away two-thirds of the value.

VII. LE MYSTERE DE LA SAINTE TRINITE - The Mystery of the Holy Trinity
"O Father, who, with thine only-begotten Son, and the Holy Spirit, art one God, one Lord, in Trinity of Persons and in Unity of Substance." (Mass for Trinity Sunday, Preface) 

The whole piece is devoted to the number 3. It is in three voices. Its form is tripartite, each of the three large divisions themselves being a tercet. The principal melody is constructed exactly like a plainsong Kyrie with invocations three times three, all ends on a short melodic refrain which replaces the word "eleison". The first three invocations (the Father) end on the tonic: re [D]. The next three invocations leave from the dominant (the Son), descend to the tonic (Incarnate Word), and climb up again to the dominant (the Ascension). The last three invocations blend tonic and dominant (the Holy Spirit proceeds from the Father and the Son). The ninth is the longest and most ornate. Horizontal homage (in time) is joined with vertical homage (in space). The low voice (the Father) is a rhythmic ostinato on three Hindu rhythms: Ragavardhana, Candrakala, Laksmiga - followed by a long duration (each termination being separated from the following by silence). The middle voice (the Son) unfolds the principal melody. The high voice (the Holy Spirit) prepares and resolves its accents of duration by long anacrouses and long desinences [an expressive device whereby the effect of the stress is heightened by long preparations and long endings]. The middle voice is modal, the two others are chromatic and atonal. The middle voice has a frank timbre of a Flute 8', the two others combine the 32', 16' and 2'; that is to say, from the very deep to the very high, thus surrounding the middle voice with a double halo of mystery and projecting it forward. The whole piece is a far-off and muffled pianissimo from which emerges the middle voice: alone, the Son draws near to you visibly through His incarnation.
---- Olivier Messiaen
The Grand Organ of the Church of La Sainte-Trinite
The grand organ of the Church of La Sainte-Trinite was built in 1868 by Aristide Cavaille-Coll. It was badly damaged during the time of the Commune, and was completely rebuilt by Cavaille-Coll in 1871. At this point Alexandre Guilmant was appointed organist, occupying the post until 1901. Between 1902 and 1929 the organ of La Trinite was played by Charles Quef, and in 1930 Olivier Messiaen, the author of these lines, became organist. During the time of Charles Quef the first restoration of the organ was carried out by Charles Mutin. In 1934 a second restoration was entrusted to Pleyel-Cavaille-Coll ; at my request the firm added seven new stops and a Barker machine to the choir organ. Finally, between 1962 and 1965 the organ was restored a third time by Beuchet-Debierre under the direction of Joseph Beuchet senior, with voicing by Michel Mertz and maintenance by Jean Perroux and Eugene Picaud senior (whose son Jacques Picaud continued this work until 1980). At my request Olivier Glandaz is now responsible for my organ and everything connected with it. Between 1962 and 1965 the organ's action was electrified at my request, a new console with three manuals was installed, eight new stops were added, and the instrument was equipped with six general adjustable combinations. In its present form the grand organ of La Trinite is a masterpiece. It goes without saying that the original stops of the great organ builder Aristide Cavaille-Coll have been retained, and I personally insisted that the wonderful timbre of these stops should be respected. But the numerous additions made in the course of the three restorations have made the instrument considerably richer in mixtures (Plein-jeux, Nazard, Tierces) and in very comprehensive ranks of Reeds. Moreover, the electrification and the general combinations have permitted a more rapid attack, as well as more frequent and varied changes of colour. Nevertheless, the most beautiful timbres are still those of Cavaille-Coll: the Montres, the Flutes, the very powerful Reeds, the extraordinary 16' Bassoon and the marvellous 16' Quintaton on the choir organ. All these were conceived and executed by Cavaille-Coll. The organ of La Sainte-Trinite has often been compared to that of the Basilica of Sainte-Clotilde. The two instruments are certainly sisters, and in any case Aristide Cavaille-Coll built them at approximately the same time. But their qualities are different and the acoustics of the two churches are not the same.
There are many instruments in the world that are larger than that of La Trinite: the grand organ of the Basilica of the Immaculate Conception in Washington, the grand organ of the Cathedral of Saint John the Divine in New York and the largest French organs: Saint-Ouen in Rouen, Notre-Dame in Paris, Saint-Sulpice, Sacre-Coeur on Montmartre, to name but a few at random. All these instruments are magnificent, and even majestic. The organ of La Trinite equals them in power and majesty, and perhaps even surpasses them for mystery and poetry. The famous 16' Quintaton on the choir organ of La Trinite is certainly unique in the world: nowhere else have I heard a timbre of this quality. On the other hand, every kind of music can be played on the organ of La Trinite: it is not simply a romantic organ permitting only thunderous toccatas or "the softness" of Cesar Franck's music ; since the instrument is equipped with numerous mixtures it is perfectly suitable for Cabezon, Frescobaldi and Nicolas de Grigny. The beauty of its Cornets (and especially that of the choir organ which is the instrument's solo Cornet) lends itself admirably to the ornate chorales of Johann Sebastian Bach; while the fact that the character of each stop is very distinctive makes the organ excellent for modern music, from Marcel Dupre and Charles Tournemire to
the most advanced contemporaries. When played 'full organ' the instrument in La Trinite is deafeningly powerful, but it is not harsh and is perfectly adapted to the acoustics of the building.
Having just used the word 'acoustics', I would like to conclude with this thought. In churches the acoustics play an important role. If the nave is too large, the columns too numerous and the ornamental features too prominent, this role can be an unhappy one: sounds overlap, harmonies are blurred, and part of the music is lost in the confusion. If the nave is too small and there is no ornamentation, the resonance becomes thin and dry, losing its poetry. At La Trinite the acoustic proportions are good: no dryness, no confusion, but a sufficient amount of 'aura' and resonance to support both the harmonic poetry and the precision of the attacks. If the organist knows how to choose the best registrations and can judge when a moment of silence is needed, the music comes over to the listener with nothing missing, from the most deafening crescendo to the most mysterious and faraway detail.
---- Olivier Messiaen
JON GILLOCK
AMERICAN ORGANIST JON GILLOCK has been a resident of Paris since the fall of 1993, where he is devoting his time to giving concerts and to writing a book, Insights into the Interpretation of Olivier Messiaen's Organ Works. Dr. Gillock is also Professor of Organ at the Manhattan School of Music in New York City, where he gives a series of Master Classes each year.
Jon Gillock is known for his recitals which draw from all periods and nationalities of organ music ; he is especially fond of performing the French romantic repertoire. He has been a featured recitalist and master teacher for conventions of both the American Guild of Organists and the Royal Canadian College of Organists, and he has presented numerous solo recitals in the United States, Canada, and Europe. He is the author of A History of the Modern Editions of Buxtehude's Organ Music, 1875-1971.
Jon Gillock has gained international renown for his interpretations of Olivier Messiaen's works for organ. In 1974, he gave the New York premiere of Meditations sur le Mystere de la Sainte Trinite, and one year later the first New York performance of Messiaen's Complete Works for Organ. During the winter of 1977, he studied with Maitre Messiaen at the Conservatoire National Superieur de Musique in Paris. As a part of the international celebration of Messiaen's 70th birthday in 1978, Jon Gillock performed Les Meditations in the presence of the composer at the Cathedral of Saint John the Divine in New York City, which brought high praise from Messiaen himself. In 1986, Messiaen presented a copy of the manuscript of his newest work for organ, Livre du Saint Sacrement, to Jon Gillock and authorized him to give many of the first performances of the work before its publication. In March 1987, Jon Gillock gave the New York premiere of this epic work at the Cathedral of Saint John the Divine. He has presented all of these works throughout the United States and in Europe and Canada to wide critical acclaim.
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	Modern opera.

Opera for 6 vocalists and electroacoustic music in two parts and nine sequences.

Philippe Mion – music

Philippe Minyana – libretto

  The only way to write about Philippe Mion’s ‘Leone’ is to remain «on one’s guard» – and guard against waxing lyrical about a work that is lyrical in every sense of the word. [...]

Generally speaking, opera as a genre, is a complicated business: no one really seems to know whether it is primarily music or theater. And to hear composers tell it, it is not music that dominates. They, at least the best of them, see music as "the humble servant of a dream." The transparency of music, the way in which it serves drama, in a word, its sub​servience, are paradoxically the moving forces of its triumph; its deference guar​antees the success of the genre.

Composers are clearly a generous lot, agreeing as they do to share everything with their librettist: glory, royalties, fame, power, even women sometimes (Debussy/Maeterlinck). And it is moreover the modern composer who most aspires to such virtuous self-effacement (mod​ernism does mean the abolition of privileges!), and who would avoid calling attention to himself with a particular melody or some monolith of "pure music"... which would interrupt the flow of the human, all too human drama. All this goes back to Wagner.

And goes right up to Mion. An acousmatic opera: is this an even more semiotically twisted approach? Not really. To my mind, this one follows in the same line. After all, Wagner's orchestra had already been moved beneath the stage. Here, the lyrical line that emerges from the loudspeakers (which is to say from every​where and from nowhere visible) is like a melodio continue : ductile, shimmering, harmonic... It stimulates the music of live orchestra. Very little of it is sound intense, it is rather musical matter whose essence is luminous or lusterless, polyphonic, filled with moaning, machine-altered voices; it belongs to the world of liquidi​ty, of subterranean plains, and of the underlying. How can music so smooth coexist with so crude a tale of daily life, with such a seamy story, with a book that so cleverly incorporates sordid little gems of the ver​nacular? For in spite of the tenderness of its humor — which fits nicely with burlesque — ‘Leone’ is clearly a horrible, harrowing tale. Wozzeck, in comparison, is kid's stuff. And in spite of its angelic char​acter (although the angel here is often rubbed the wrong way and gets a little roughed-up in the process; it's an angel that has been jolted and ruffled and who has learned a thing or two, a "modern" angel, right out of a Wim Wenders film), the musical matter becomes infused with the drama, like some vulnerable ghost, like the Invisible Man filling up with black ink. Pity — one of the key elements of Tragedy — seeps in increasingly, bringing the heart of this desperately, constantly compassionate music to pound ever more heavily.

In other words, in more structuralist (Barthesian) terms, (and this is where one must be on one's guard), we can divide this opera into two paradigmatic cate​gories: Layer and Rhythm; or if you pre​fer Smooth and Rough, or Sublime and Trivial. At each of its level — from the diaphanous level of "pure music" to the level of the most vulgar of stage direc​tions — one finds the presence of each of these two models, or imprints, or forms. And I believe that this morphological composition — which serves to reconcile the horrid and the splendrous — is rele​vant for the composer as well, who stated that he "was thinking in terms of grandil​oquence, tragedy and sublime deaths."

Let's take a few examples, beginning with the sublime (a pure layer of music rises to the surface, occasionally scored by verti​cals); lenghty ululations come first, silky, aspirate, glacial glissandos... and we find these spider-like musical threads throughout the opera, transparent and pitchless, until the pitch is finally heard, at which time it is all the sharper. The musical layers that rise and fall are marked with vertical  events; church bells that sound harsh by virtue of their mate-rialness (tracks 1 & 2); or the pointillism of the choirs, with each voice dotting itself onto a composite canvas bristling with soloist effects (tracks 3 & 4); or the stam​mering of a character (imitated at times mockingly by tape); and then all that chapping, that rustling, that shrill screeching in the accompaniment that ruffles and rumples the smoothness of the music throughout.

When the sublime comes in contact with the prosaic — human drama on one side, music on the other — it creates a strange pathos, which we eventually get used to. Each has its own, self-contained aesthetic, and these parallel worlds attempt to communicate with each other from afar... or that is the impression we have so long as we stubbornly refuse to open ourselves to the audacious musicatity peculiar to an acousmatic opera, where strange taped sounds accompany voices singing almost trembling incommunicability — and experienced by an orchestra aspiring with all its might to language and mean​ing.

But the two do eventually meet. There are connections, encounters (of the third kind) that yield strange musical hybrids, bizarre and moving dialogues — some​where between the smooth and the rough. And then the all too "divine" time-lessness of its delicious discontinuity is ruined, eradicated, when the tape pro​vides, with the greatest compassion, imi​tations and commentary; when it grates with sounds played backwards...; when angels imitate birds while the mother is dying; when rifle shots, the angry out​burst of neighbors and the pounding of Leone's madness shatter her dreams; as well as every time that the bizarre, coated with the stuff of daily life, becomes more human by bringing language to a boil.

jean-christophe thomas,
paris (france), september, 1995
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Nigel Rogers [v]; Nikolaus Harnocourt [viol (Jacob Precheisn, Vienna 1670)]; Eugen M. Dombois [lute (Sandro Zanetti, Pontresina 1969 after instruments from the 17th century)]; Gustav Leonhardt [virginal, harpsichord].

Between 1590 and l6l0 Elizabethan Eng​land witnessed a great flowering of secular music. The solo song with lute accompa​niment now took its place alongside music for keyboard instruments and choral works as a dis​tinctive genre in its own right. As in the case of the madrigal, the solo song had appeared in numer​ous English printed editions towards the end of the l6th century seemingly without any obvious antecedents. It quickly became very popular and was cultivated assiduously until the turn of the century. Shakespeare's contemporaries referred to such songs as "ayres". However, this word was not only used to signify the solo song, but in more general terms to describe a simple piece of music devoid of contrapuntal elaboration. As in the case of contemporary music for instrumental ensembles or keyboard instruments, the solo song was not designed to be performed in front of an audience. Rather, it was a vehicle for personal expression and thus enabled musicians to communicate with one another.

Thomas Morley was the founding father of the English madrigal. In addition to his popular works in this genre, he published two volumes of solo songs. This CD is devoted to the second volume, which was entitled The First Booke of Ayres or Little Short Songs. It was printed in London in 1600. The texts of the songs were written by con​temporary English poets, and most of them are variations on the theme of love. They range from the simple and descriptive pastoral idyll to sophis​ticated and pensive accounts of a particular event. Some make use of standard poetic devices, whereas others are imaginative representations of personal feelings. Thus playful innocence rubs shoulders with profound emotion. Describing the joy and the pain of love, as in With my love my life was nestled, or doubts about a lover's con​stancy, as in What if my mistress now, came just as easily to this kind of poetry as the images of nature which, in Fair in a morn, delineate the state of a lover's soul. As in the madrigal, texts sometimes revolve around a single striking idea. However, on occasion Morley also set poetry of a different kind. Whereas the solemn moral of Come, sorrow, come is the rejection of worldly vanity, a humorous song such as Will you buy a fine dog contains puns which are not easy to understand. Even if the poets concerned were not on the same literary level as Petrarch, Tasso and Guarini, their texts were eminently suitable when it came to setting them to music.

As was usual in the case of Morley and his con​temporaries, the music is largely independent of the text, and does not adhere slavishly to the metre and the mood. In fact, the connection between the poetry and the music is rather tenuous, and the melodic lines seldom make use of word painting. In any case, since most of the songs were strophic, this in itself ruled out a close relationship between the text and the music, for, as one strophe fol​lowed the next, different words and ideas were applied to the original melody and accompani​ment. On the whole the melodies are easy to sing and not unduly complicated. Moreover, certain rhythmic features and the frequent alternation of duple and triple metre help to enliven the presen​tation of the text. As a result important words are often emphasized in a novel manner, thereby mak​ing a significant contribution to a style of declama​tion which is wholly natural and true to life. This in turn is underpinned by the harmony, which, in certain songs such as Come, sorrow, come, attains to an expression of genuine melancholy.

The lute accompaniment, which, as envisaged by the composer, is strengthened by a viola da gamba, plays an important role in the execution of these songs. It not only supplies the harmonic foundation for the vocal line, but often doubles the latter. In several of the songs the lute intro​duction foreshadows the singer's opening me​lodic phrase. In terms of both structure and texture the accompaniment is treated in a variety of ways. It ranges from chordal writing to the use of independent contrapuntal lines, and this makes a crucial contribution to the songs' unique expressivity.

Nikolaus Harnoncourt spent many years earning his living as an orchestral musician, playing the cello with the Vienna Symphony Orchestra, and it was only thanks to this institu​tional support that he was able to indulge in his activities in the field of early music. It was from his cello desk that he led his specialist ensemble for early music, the Vienna Concentus Musicus, and it was on the cello and gamba that he accom​panied such distinguished singers as Alfred Deller and the English tenor Nigel Rogers. Rogers was born in Shropshire in 1935 and studied for a time with Gerhard Husch in Munich. It was during his years in Munich that Rogers sang with Thomas Binkley's specialist ensemble, the Studio der Fruhen Musik, an ensemble widely regarded as one of the most stylistically influential groups to appear on the das alte werk label. Rogers was probably the first tenor to devote himself solely to early music -- above all, though by no means exclusively, the music of the 17th century. He appeared on stage in leading roles in Monteverdi's three surviving operas, Il ritorno d'Ulisse in patria, L'incoronazione di Poppea and L'Orfeo, appearing under both Harnoncourt and Gustav Leonhardt among others. His exceptionally agile voice, which allowed him to master the most diffi​cult coloratura with virtuoso ease, was particu​larly suited to the instrumental writing of a part such as that of the first tenor soloist in the Gloria Patri from Monteverdi's Vespers of l6l0. But Rogers was more than merely an instrumental singer, as is clear from his recordings of lute songs by English madrigalists. His performances arc distinguished by their clarity of diction and ex​pressive range, a range that encompasses both melancholy and youthful delight -- the very qual​ities needed for Morley's First Booke of Ayres, which Rogers recorded in 1970 and to which he brought what the critic of fono forum called an "often Mozartian lightness and mercurial versa​tility". His das alte werk recording was the first complete account of this collection of lute songs.

	Wolfgang Amadeus  MOZART
	The Mozart Sessions
	1996
	66:36
	MOZART – см. тж. в исполнении: The SWINGLE SINGERS “A Capella Amadeus (A Mozart Celebration)” [см. ниже, в разделе «Современные арранжировки и обработки классической музыки»]
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Super Bit Mapping technology

Bobby McFerrin [conductor&vocalist]; Chick Corea [p]; with The Saint Paul Chamber Orchestra.

1. - 3.: Concerto for Piano and Orchestra #23 in A Major

4. - 6.: Concerto for Piano and Orchestra #20 in D minor

7.: "Song for Amadeus" (Improvisation on Mozart's Sonata #2 in F Major)

On Mozart and the Muse of Play

Out of the silence sounds the voice, its notes like condensations of air. Stately, grave and limpid, the piano enters, pauses, turns reflectively in on itself and then gathers speed until, in a silver show​er of treble, it flows seamlessly into the orchestral tutti and we're off into Mozart, having arrived by means of a prelude as beguiling as it was simple. It never exist​ed until this moment.

This album documents an encounter between two gifted non-purists and a pillar of Western music. It is not Mozart for the hidebound, nor is it novelty for novelty's sake. There's a paradox at work here. In its very departures from conven​tion -- the impromptu pieces that brack​et the two concertos, or Chick Corea's splendidly freewheeling piano cadenzas, or his ad hoc accompaniments during ensemble passages -- this album is noth​ing but a quest to restore tradition to itself, to rekindle the unfettered exuber​ance with which this music was performed by its creator.

In Mozart's day, instrumental virtuos​ity wasn't a matter of rote expertise. Soloists were improvisers; Mozart him​self, one of the first masters of the newly emerged pianoforte, extemporized with unrivalled brilliance, routinely exploding written cadenzas, bursting the confines of the score for the sheer fun of it. As the western concert tradition hardened into "classical music", an avenue of monuments, improvising went under​ground, to resurface in jazz; in classical music, it is still regarded with suspicion. So it makes perfect sense that two jazzmen (even if one is also a classical conductor) have emerged to reinvest Mozart's music with the spirit of play.

"We don't have any recorded docu​ments of Mozart playing his music," says Chick Corea, "but you can almost see him onstage with his musicians. Do you think he was somber and serious? I can almost feel him getting up there and improvising."  So can Bobby McFerrin: "That's Wolfie at the keyboard, wonder​ing, 'Hmm... how's it going to come out today?' I think that every time he played a cadenza, it was different."

The story of this recording of two of Mozart's best-known concertos starts in 1990, when Corea and McFerrin toured a half-dozen cities together: a great jazz pianist and an astonishing vocalist, the latter about to ruffle the academy's feath​ers by embarking on a conducting career. On that tour, the pair improvised every show from scratch. The magic of the unstructured evenings stayed in McFerrin's mind, as did an offhand remark of Corea's: that the pianist knew, loved and had even recorded the music of Mozart. On a whim, McFerrin phoned Coren.

"Chick, let's play some Mozart."

"No!" came the answer. "Mozart's for the closet!" The whim hardened to resolve. Years passed, McFerrin's new career blossomed (in 1994, he took the position of Creative Chair of the St. Paul Chamber Orchestra), and every few months, he called Chick Corea.

"No!"

McFerrin persisted, and finally, in May 1995, Corea played the D-minor Concerto with the San Francisco Symphony,  MeFerrin conducting. To his colleague's delight, Corea established right away that he was not about to approach this music conventionally.

"We were walking out onstage," says McFerrin, "when Chick turns to me and says, 'What do you say I go immediately from the second movement into the third -- no break, nothing, just play it?' Normally, of course, you take a nice long pause, everybody coughs, tunes, shuf​fles, makes comments, whatever, every​body gets quiet, the conductor lifts his arms and everybody starts again. Well, Chick ends the second movement and BANG! goes right into the third. You could see the members of the orchestra literally jump. He caught everyone off guard. This moment was so electrifying that the last movement was on fire. It was... great."

"Let's make a record!" said McFerrin. Too far out of the closet to turn back now, Corea went home to L.A., wood-shedded for six months and came to St. Paul last February for two days of rehearsal, four concerts and a two-day recording session: "the most absolutely intense eight days of musical activity," the pianist says, "in my life."

The two brief preludes to the concer​tos were Corea's idea. "In the jazz music that I come from, piano introductions have always been a way to settle in, to connect with yourself and summon up the song." The preludes aren't for his benefit alone. "Think of a host greeting people at a big celebration," Corea says, "coming out front and going, 'Welcome! Nice to see you again!' and gently lead​ing everybody in, showing them around a bit, giving them his impression of what's about to happen. That's how I see these preludes, as a gentle leading-in, a person​al, improvised, spontaneous view of the main event."

As for the cadenzas, the two never discussed an approach -- not that the Creative Chair couldn't guess what the soloist had in mind. "I left the cadenzas up to Chick," McFerrin says. "In the rehearsals, he started playing around with them, so I knew what he was going to do. But we also knew we were buck​ing tradition here. Chick was very con​scious of staying within the limits.  He didn't want to offend anybody -- but he wanted to play."

Taking as his jumping-off point the standard written cadenzas -- Mozart's in the A-Major Concerto, Beethoven's in the D-minor -- Corea soon left them behind. The only fixed points were his exits, with cues for the orchestra to re-enter. Listening to the cadenzas again and again, you can discern the contours of Corea's own musical personality, refracted through a Mozartean prism. This is especially true of the D-minor's first-movement cadenza. "Hearing Mozart's themes in D minor," says Corea, "throws me right into flamenco changes and a flamenco feel. It absolute​ly felt like I was connecting with myself, with the Spanish music that's always been important to me, that's in the roots of my life. I can hear a flamenco singer, with a real gravelly voice, but almost operatic, singing that opening melody" -- the trill and left-hand figures with which Corea launches his improvisation.

Mozart as a means of self-discovery -- a novel idea, but not really, not if you approach him as these two do.

"Regardless of your background." says McFerrin, "whether it's classical or jazz, when you get away from being depen​dent on someone telling you what to play and how to play, it's inevitable: you're going to bring something really, really strong spiritually to music-making. If I ever find myself in the posi​tion where I'm dean of a music school, my students won't be able to graduate unless they take a class in improvisation. They're going to have to be able to play without music in front of them, just to have the courage to play one note after another and see what it sounds like."

The D-minor Concerto gives way to silence, and a piano enters, sketching the shape of the lovely, sad second movement of the Sonata in F but with new colors and shadows. Here comes the voice, rendering Mozart's melody in some esoteric, vowel-rich language, and the tempo quickens, the voice arcing as if through shafts of sunlight, the key jumping to A-flat, following Mozart's modulation, the voice toying now with the melody but never ceasing to evoke Mozart's grave gaiety, and then the music floats to a standstill, merging, in one last instance of unrehearsed accord, the cadences of the centuries with the ever-unfolding now.

© 1996 Tony Scherman
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performed by Ensemble Modern:

Dietmar Wiesner, flute/piccolo • Catherine Milliken, oboe/English horn • Roland DiryJohn Corbett, clarinet • Wolfgang Stryi, Matthias Stich, bass clarinet/saxophone • Noriko Shimada, bassoon/double bassoon • Franck Ollu, horn • William Forman, Klemens Kerkhoff, Thomas Forstner, trumpet • Uwe Dierksen, trombone /celesta • Rumi Ogawa-Helferich, Rainer Romer, percussion • Hermann Kretzschmar, Ueli Wiget, keyboards • Mathias Tacke, Thomas Hofer, violin • Paul de Clerck, viola • Michael Stirling, cello • Thomas Fichter, doublebass

Ingo Metzmacher, conductor

Conlon Nancarrow was born in Texarkana, Arkansas on October 27, 1912. He played jazz trumpet before he became interested in composition. He studied at the Cincinnati Conservatory from 1929 to 1932, then went to Boston, where he studied privately [...]

 Perhaps the most fascinating aspect of the current recording, however, is the "real​ization" often Studies for chamber ensembles. In a description of Nancarrow's work, his old teacher Nicolas Slonimsky wrote, "In his music he is preoccupied mainly with problems of rhythm and sonority; in order to make possible faithful execution, he com​poses music by perforating player-piano rolls according to notes and rhythms; such pieces are not playable except on player-pianos."

The last clause is one of Slonimsky's very rare misstatements. In conversations with Nancarrow, Mikhashoff learned that the composer had originally planned many of the earlier Studies with instruments in mind. (According to Mikhashoff, "Later studies were conceived directly for the player piano, presenting melodic lines that extend over six or seven octaves, beyond the range of a single instrument, and rhythmic complex​ities that are unconductable.")

While most of the Studies deal with complex rhythmic problems, they remain ac​cessible to the general listener because Nancarrow's complexity is largely confined to rhythmic elements; other aspects of the music are relatively familiar-sounding and easy to follow. As the composer Arthur Honegger once wrote, "In my opinion, the work which is clearly developed, which follows a perceptible progression, planned by a con​scious act of will, almost always finds the ear of the public, whatever be the harmonic and contrapuntal content of its composition." He could well have been describing Nancarrow’s music.

 Nancarrow himself suggested the instrumentation for Study No. 3c and supported the project of arranging more of the series. Mikhashoff arranged the others, with the assistance of his editor Charles Schwobel and a Macintosh computer. According to Mikhashoff, Nancarrow suggested these principles: "Strong preference given to oboe, horn, and trumpet, and the other winds; general avoidance of prominent flute or strings soloistically; and an awareness of the instrumentation trying to preserve some of the attack properties of the player piano.’’ Now, Mikhashoff says: ‘’Most of these transcriptions are in their final form. But some may again change one day if either of us has a new concept, and there may be new ones.’’

	Luigi  NONO  (1924 - 90)
	Fragmente – Stille, An Diotima
	1986
	38:10
	~minimalism

label: Deutsche Grammophon; «20th Century Classics»

LaSalle Quartet: Walter Levin [1st violin]; Henry Meyer [2nd violin]; Peter Kamnitzer [viola]; Lee Fiser [violoncello].

 To compose a string quartet: from the late works of Beethoven up to Schoenberg and Bartok, this has always meant facing the greatest musical challenge. String quartets have represented the fruit of a "long and laborious endeavour'': (Mozart), fusing the maximum density of musical argument with "innigster Empfindung" ("the most heartfelt sentiment": Beethoven's indication in the slow movement of op. 132) into music that deliberately renounces the wealth of colour and contrast found in opera and symphony. Before the composition of his String Quartet, there had been no chamber music in Luigi Nono's oeuvre. Even with all his attention to creating intri​cate microstructures, it was still expressive sound, the human voice and, above all, large-scale dra​matic contrasts that formed the essence of his mu​sic. In his Quartet, however, Nono faced head-on the most extreme demands of the genre's tradi​tions: Fragments -- Stillness, For Diotima (commis​sioned by the city of Bonn for the 30th Beethoven Festival, composed between July 1979 and Janu​ary 1980, first performed on 2 June 1980 in Bad Godesberg by the LaSalle Quartet to whom it is dedicated "mit innigster Empfindung") is a quartet of the utmost concentration, of radical subjectivity, of extreme rigour -- and of enormous technical dif​ficulty for the performers. But at the same time, these Fragments -- Stillness are intimate and in​wardly directed to the point of being esoteric; they are an unshielded act of self-questioning that re​calls the "existential" quartets of Smetana and Wolf, Janacek and particularly Alban Berg's Lyric Suite.
Although Nono's work thus cleariy belongs to the string quartet genre, some of its features never​theless contradict that tradition. This is intimated by the title itself, Fragments -- Stillness: Nono's Quartet consists of stillness as well as sound, of many and long pauses. It is like an archipelago of sound emerging from that stillness only to fade again and again into those pauses. By "fragments" is meant here an extremely fragile web, which ap​pears open on all sides and repeatedly assumes a state of motionlessness, even within the islands of sound, rather than a strict linear progression from the first note to the finai chord. The title of Nono's piano piece written for Maurizio Poilini in 1976 al​ready suggests this fading in and fading out: "..... sofferte onde serene ..." ("..... serene waves endured ..."). The timbral profile of the String Quartet, too, is determined by personal anguish ("sofferte") and by the swelling and sub​siding of waves ("onde"), suspension in tranquil serenity ("serene").

Weightlessness, light, air -- these are suggested by sounds which are characteristic of this work but previously quite unusual for Nono: notes produced by very high hand positions, harmonics, flautato, notes played on the fingerboard and near the bridge, notes produced with the wood of the bow by tapping it or drawing it across the instrument -- and all within a dynamic range kept largely be​tween p and a barely audible ppppp. These are sounds as "from the ether", tones from a "more secret world", a musical language that defies at​tempts at verbal description, one that is pure sound. The Fragments -- Stillness must be discov​ered aurally, literally extracted in the process of hearing. "To awaken the ear, the eye, human thought, intelligence, externalizing as fully as possible that which has been internalized -- this is what matters today", stated Nono in a talk given in Geneva in 1983.

The "more secret world" of this quartet has some​thing eminently mysterious about it; it questions and it raises questions. This is hinted at by the title: For Diotima. "... from the ether..." and "... a more secret world ..." are two of 47 short quotations from the poetry of Holderlin that the composer has written into the score in 52 places. Twelve of these quotations, significantly, stem from a single poem, Diotima; another ("... das weisst aber du nicht..." - "but you cannot know that", from Wenn aus der Ferne - "If from a distance") recurs five times, al​ways together with Beethoven's indication "mit innigster Empfindung". Here too, in the verbal mode, a fading in and out: not complete lines, but a web of memories and allusions to Diotima and Holder​lin, to the lovers.

The music does not illustrate or comment on the texts. Nono said that "they must not under any cir​cumstances be recited during a performance", nor should they be misunderstood "as naturalistic pro​gramme indications". He called them "silent 'songs' from other spaces and other skies, intima​tions that one need not say farewell to hope". The four players "may 'sing' them silently as they expe​rience them -- as sounds striving for that 'delicate harmony of the inner life' (Holderlin)". Holderlin's Diotima, as woman and lover, appears in yet another form in Nono's Quartet. In 1889 Giuseppe Verdi composed a setting of the Ave Maria as a harmonization of an unusual, "enigmatic scale". This work (one of the Quattro Pezzi Sacri) for chorus a cappella combines modern expressiveness with vocal writing in the style of Palestrina to create a prayer, a musical representation of the Virgin. The same "scala enigmatica" serves as material for Nono's Quartet, a submerged layer not directly audible, another of the work's "more secret worlds".

Verdi fused the old (Palestrina) with the contemporary, and Nono does the same: the principal voice of the chanson "Malheur me bat" ("I am struck by misfortune") is hidden in the viola part a few minutes before the end of the Quartet. This Renaissance song attributed to Ockeghem was printed in 1501 in Venice, in Petrucci's Harmonice Musices Odhecaton A. Nono analysed this collec​tion during his studies with Malipiero and Bruno Maderna, and Maderna later orchestrated this very piece. The quotation of a lover's lament by Ocke​ghem, the most enigmatic of the great Netherland​ish composers, is not only an allusion to an earlier period in the history of music, it is also charged with memories of the composer's late mentor and friend, Bruno Maderna.

Old music, memories, things from the distant past are thus present here like pain ("Malheur me bat", linked with Holderlin's "... wenn ich trauernd versank ... das zweifelnde Haupt..." -- "when in sor​row I foundered ... my doubting mind") and hope ("... heraus in Luft und Licht..." -- "out into air and light", "... hoffend und duldend ..." "hoping and enduring"). The composer poses the fundamental question: "Where am I, who am I?" He asks himself -- and his listener. To question relentlessly, with the repeated "... das weisst aber du nicht..." ("but you cannot know that") also implies a readi​ness to break out of the habitual, the petrified, and to emerge "into the open air" -- "mit innigster Emp​findung".

LUIGI NONO was born in Venice on 29 January 1924 and died there on 8 May 1990. He began his music studies in 1941 at the Venice conservatory [...]. "We the LaSalle Quartet, first met Nono in the mid-‘50s at the Darmstadt summer seminars, and in the course of various encounters there asked him if he would write a string quartet for us. He promised then to consider it. He considered it, carefully considered it for 25 years ... And some of this quiet reflection has in fact found its way into the piece. It takes its time. It floats in a state of sus​pended animation" (from Walter Levin's introduction to Nono’s Quartet, Berlin, 1983). It is in fact hard to imagine that Nono at the end of the 1950s would really have been ready to consider a medi​um such as the string quartet. It required a crisis, the composer's total self-criticism, to open up the spans of time in which Nono's String Quartet is heard.

---------Jurg Stenzl 
[...] Я хочу также показать вам несколько сочинений композиторов второй половины XX века, когда новая музыка уже установилась и пришло несколько поколений композиторов новой традиции. Не все композиторы нового поколения были непосредственно связаны с мистицизмом или являются экспрессионистами подобно Шёнбергу или Скрябину. Для одних из них музыка стала чисто математической игрой, просто абстракцией и экспериментаторством с новыми зву​ками. Для других — она была выражением их политических, граж​данских настроений. В этом, тем не менее, не проявилась тенденция к обеднению музыкального языка в смысле выражения состояний и внутреннего опыта.  [...]

Есть и другие сочинения такого же рода. Я начну с сочинения итальянского композитора XX века (он начал писать в первой половине XX века, окончил — во второй) Луиджи Ноно. Он был одним из трёх композиторов, которые фактически начали развивать новую ветвь в современной музыке. После Второй мировой войны в 1948 году в Дармштадте он вместе с Пьером Булезом и Карлхайнцем Штокхаузеном начал новое движение авангардной музыки. Ноно писал более лирическую музыку. Его музыка очень экспрессивная, но в большей степени она тихая, медленная, выражающая очень тонкие состояния. Он достиг высоты в создании музыки тишины.

Прерванная песнь --  одно из первых сочинений Ноно, которое вышло на сцену. Это сочинение нарочито исходит из традиции Веберна в смысле сочетания экономии средств, с одной стороны, и утончённых экспрессивных качеств. Так что тут присутствует сочетание двух противоположных состояний: трагизм и патетика и кларизм и уравновешенность. А лирика — это то, что их связывает. И естественно, что это сочинение охватывает и множество других состояний. В этом сочинении, как некоторые мои знакомые утверждают, и как я сам считаю, весь последующий Ноно уже заложен.

Если у Вагнера, Брамса, Малера явно выражен тематизм, у Ноно тематизм и разные состояния в большой степени сведены к очень тонким параметрам. И тут, действительно, тема может быть одной нотой или одним звуком, одним тембром, или одним каким-то состоянием или аккордом, и переход из одного состояния в другое может быть сделан очень тонкими штрихами.

Некоторые критикуют такую музыку за то, что в ней отсутствует семантическая особенность языка традиционной музыки, благодаря которой так легко определить, куда эта музыка ведет, что она выра​жает. Некоторые критикуют её за то, что она более однообразна и утрачивает какие-то особенности традиционной музыки. Несмотря на это, в любом новом повороте искусства что-то приобретается, что-то теряется, и если вслушиваться в эту музыку, то можно обна​ружить новую семантику и новые формы выражения. Музыка тоже разговаривает, но на другом языке. 

Антон Ровнер, «Музыка и состояния», 1999

	Luigi  NONO
	Variazioni canoniche – A Carlo Scrapa, architetto – No hay caminos, hay que caminar…
	1990
	54:35
	label: Auvidis –Astree

1. Variazioni canoniche – sur la serie de l'opus 41 de Schonberg (1950) pour orchestre de chambre

2. A Carlo Scrapa, architetto – pour orchestre

3. No hay caminos, hay que caminar… - pour sept groupes instrumentaux

Michael Gielen – Sinfonieorchester des Sudwestfunks, Baden-Baden.

LUIGI NONO, born in Venice in 1924, owed his discovery of contemporary music to his friendship with Malipiero, Dallapiccola and most of all Bruno Maderna, who was the tireless defender of the second Viennese school in Italy. His teaching consisted of drawing parallels between ancient and recent music — comparing for example Ockeghem and Schonberg, or the imita​tive techniques of Josquin and Webern. Nono thus became a regular visitor to the Biblioteca Marciana in Venice, flitting through illegible scrolls or discussing iso-rythm... His other important encounter was with the orchestral conductor Her​mann Scherchen, from his early days a champion of Schonberg, and a man whose political involvement was to be a model for Nono who became a member of the Italian communist party in 1952. In recent times when he recalled the Darmstadt era, Nono always insisted on the diversity of the composers who went there during the 1950s, and on the discussions, rows, and hatching of stimulating polemics between all the great names of the time —Boulez and Stockhausen in particular; the serialist school appeared to him a posteriori as a label created for commercial requirements. And moreover hearing his Opus I, recorded here, is enough to understand everything that separates it from the First Sonata by Boulez, or from the Kreuzspiel by Stockhausen.

Nono stuck to a musical freedom, refusing, for example, in those years to write in the discontinuous style inherited from Webern:" A musical conception in which each event is closed in upon itself corresponds to a thinking which is totally strange to me: when transposed into every day life it would mean that every man must be sufficient in himself and has only to fulfil himself. I myself have always thought that a man can only fulfil himself through his relationship with others and with society. In my first pieces, the isolated notes are not important: it is not the pitches which count but their relationship with the musical figures which sur​round them".
Here we see peeping through a social symbolism of music, which was to lead the composer naturally towards a music that is politically commited. This required some courage; his publisher of the time (Schott) refused to accept several of his pieces because they included texts by Brecht! This political orientation went hand in hand with an increasing interest in alectronic techniques, most of his works from the 1960s are for mixed media, combining orchestra, chorus and tape. Intolleranza, Non consumiamo Marx and Al gran sole, are thus like musical manifestos proclaiming solidarity with the workers, with war victims with torture and with repression. The testimonies — the literary texts — are always dismantled in order to enter into a new musical structure; and solidarity is never expressed by a simplification of the music. Nono, the one time admirer of Fidel Castro, also worked with Erwin Piscator and Peter Weiss, reflecting upon the ambiguous relationship between artistic complexity and political effectiveness.
On the other hand, the 1980s the last period of his creative life, mark a turning point — proclaimed by the lagoon-like, becalmed suspension ... sofferte onde serene (for piano and tape). Then comes a strange string quartet lasting nearly an hour, Fragmente Stille — An Diotima. Aphorisms drowned in the inaudible, set in an disquieting silence, a harsh meditation upon some lines by Holderlin. The last works of Nono follow a quest for a new way of listening, quite the opposite to the polemical aggressiveness of his years of commitment.
But these late works illuminate the first works in a different way: it is no longer the serial technique which is so striking in the VARIAZIONI CANONICHE, based upon the series in Schonberg's Opus 41 (written in 1950), but the fusion of timbres and already the taste for almost inaudible textures. Nono here makes an active act to allegiance to Schonberg (whose daughter Nuria he married five years later), choos​ing the basic series from a political commited work, the Ode to Napoleon. This series is however presented only in the last variation; there is no "theme" (just as there is none in Webern's Variations opus 27), but only borrowed cells which form the musical fabric. Moreover, these variations, are only slightly canonic and have nothing scholastic about them; Nono varies only a timbre, a rhythm, a trill or a few motifs, without seeking a single line, a clear development or a work that one can follow; the music always appears to be in the process of looking for itself. Two slow variations frame two quick ones; a gentle Webernian exordium is follow​ed by an agitated section which is reminiscent of Varese; and the whole work fades out in an almost Mahlerian fashion with a lento mingling melodies on the strings. Most of the intervals are conjunct, but we hear some dramatic gestures in the sec​ond variation, where octaves resound; this must have disconcerted the followers of serial technique. Indeed the work has about it something almost post-romantic, which perhaps comes from the colour of the orchestration, marked by the piano and harp, as well as a woodwind section which includes a saxophone; the colour is certainly elegiac. When the work was first performed it caused something of a stir; Henze, although an anti-serialist, leapt to its defence: "In this music, everything is a calm gesture, but a strong accent appears — with two sounds or a roll on the drums — an accent which replaces a whole expose of thought. This music unites the past and the present. Reaching the summit of our life, we can perceive these resonances and only thus can music itself be justified".
Thirty years later, A CARLO SCARPA, ARCHITETTO, AI SUOI INFINITI POSSIBILI (1984), resumes a similar poetic — a music which does not impose itself but which is gently suggestive. Dedicated to a deceased architect friend, this hieratic work evokes sombre, sacred places, crossed by dark processions, a space for meditation and prayer. Musically it constitutes a kind of "invention upon two notes" (C and E flat), but each note declines into microtonal variations. The relationship with the works of Giacinto Scelsi, rediscovered in the 1980s is striking. With Nono such a piece deploys the "mysticism of hearing" which he has since developed in his quartet — reflecting a concern to work against a perception dulled by the contemporary world — Nono blames television in which the breathless succession of sounds and images erodes are understanding of content. This leads in his work to the apparent slowness of the last scores — which we see in particular in Prometeo, subtitled "Tragedy of Hearing". Events follow each other quickly at a minute level with allegros of timbre and minuscule variations. But these involve perception through adjusting our sense of hearing in a different way; this in the final analysis is the social stake in a aesthetic protesting against the contemporary world.
In these extended, continuous, works there is no attempt to escape into any mawk-ish, soothing atmosphere. This is particularly true in NO HAY CAMINOS, HAY QUE CAMINAR... (1987), part of a trilogy for a changing ensemble. Interspersed with organ points which are one of the traits of Nono's later style, we find here music whose slowness is deceptive and which is often unsustainable, almost sub​versive. It is the most extreme work of this aesthetic, with each mezzoforte sound​ing as striking as a heartrending cry; it might even be said that these are scraps of a music which is inaccessible to us, reaching us filtered, like a nightmare slowed down. This music must produce a malaise — the idea of an effort; Nono gives as an inscription a sentence marked upon the wall of a thirteenth century cloister in Toledo: "Pilgrim, there is no pathway, there is only travelling itself". It is this arduous travelling which must lead to Utopia; the work is dedicated to the film maker Andrei Tarkovsky — "a soul who enlightened me".
Luigi Nono died on the 8th May, 1990. This record is thus a tribute to one of the great creators of our time.
MARTIN KALTENECKER
Enregistrement public avec le soutien de MUSICA Festival international des musiques d'aujourd'hui, Strasbourg

	Luigi  NONO
	LUIGI NONO – CD 1-3:

CD 1
	1994
	63:50
	label: Auvidis (France)

#1: fragmente-stille, an diotima

perf.: Arditti String Quartet: Irvine Arditti, David Alberman [vlns]; Levine Andrade [viola]; Rohan De Saram [violoncello].

#2-4: "hay que caminar" sonando

perf.: Irvine Arditti, David Alberman [vlns].

luigi nono: a portrait
From his debut at Darmstadt in 1950, the Venetian-born composer Luigi Nono (1924-1990) remained an example of an artist with a strong 'commitment'. «Each and every musician», he said in 1964, «has the choice - be it active or passive, conscious or unconscious - of how he will act in the face of contemporary society. The citizen-artist should take stock of a situation, select, decide upon the nature of his artistic contribution, how best it will work within existing structures and stand in witness of current realities.»
In Nono's view, artistic credibility depended upon social awareness and resoluty contemporary techniques. Life and art for the «citizen-artist» were inextricably linked and there was a duty to adopt a clearly-defined stance within the framework of society and remain committed. One of the leading composers of the latter half of the twentieth century, Nono was also its most celebrated moral agitator. His works do not belie this fact: In II canto sospeso [1955-1956], Nono provides us with a painful reminder of the past in the setting to music of letters by condemned resistance partisans whilst in La fabbrica illuminata [1964], scored for voice and tape, he presents us with a kind of X-ray sound-study of human beings caught up in an industrial society. After his second opera Al gran sole carico d'amore [1972-1974], Nono's way of thinking underwent change and as his convictions began to waver, he started working towards a whole new world of sound, producing works that were barely audible and fragmented with enigmatic soundlessness. In today's world of contradictions, this is music that would «open our eyes and ears, stir our thoughts and minds, create a maximum of outward-going inwardness (1983).»
tribute to luigi nono
by Irvine Arditti & Arditti Quartet
«lt was with great sadness that we learned of the death of Luigi Nono. Although not unexpected, the news extinguished the small spark of hope which we all were kindling; the hope that the normal rules of the world would be suspended for such an extraordinary, magical human being. Others will be able to write fitting tributes to Nono as Man, Artist, as Historical figure, and as a Political being. We can only speak as musicians who had the privilege of working with him, and who have the pleasure now of playing his music, and who will have the honour of passing it on to future generations. Nono was for us dear and special because of precisely those qualities which defy description in words alone; and it is the ability of his music to express ineffable and unknowable truths that makes it so moving, and so spiritually powerful. As was the music, so was the man. He conveyed his ideas in mysterious ways, but he did convey them, and always with gentleness which never failed to dissolve the tensions of musicians impatient to surmount the normal difficulties of score - reading and technical problems.
Though he left us only one piece for string quartet Fragmente-Stille, An Diotima the power and originality of the work makes us much more grateful for what we have, than sad for what we do not. With this single piece, whose soaring phrases are constructed out of musical fragments woven together with long sustained notes or silences which arch between them, Nono forces us to listen to music and silence in an unmistakeably personal manner. Just as his compositions affected all composers who encountered them, so we as musicians were changed irrevocably by the experience of playing his music. And so Nono lives on as part of all that we do as interpreters, and ultimately, as a part of all of us who knew him.
The Duo for two violins, which we played for the first time last year, bears the title "Hay que caminar,, sonando. In this work, and the other works related to it, Nono was exploring the belief that each of us must find the unending way to that true Destiny which is our own. We hope and pray that, though he has lost his life, he has found his Way. For the memory of Nono's unstinting generosity and kindness when showing us Venice; for his music which lifts us up out of the everyday world; and for all of the Legacy of his too - short life, we give Thanks.»
Fragmente-Stille, An Diotima
for String Quartet [January 1980]
A certain conception of music prevailed around the mid-nineteenth century: the conception of instrumental music as «pure art», as an acoustic representation of the realm of ideas. This concept still endures through the twentieth century in the notion of «absolute music». A great number of instrumental works, among them major master-pieces, from Mozart's last three symphonies to Boulez's Structures, can be correlated to this conception within which one instrumental combination occupies a choice position: the string quartet. Thus around 1850, the theoretician Karl Kostlin defined it as «a music of the spirit, a pure art, removing us far away from the deafening turmoil of life to lead us to the silent kingdom of conceptual shadows».
Luigi Nono's String Quartet, entitled Fragmente-Stille, An Diotima (Fragments-Silence, to Diotima} would seem to fit quite naturally within the principle of this thesis. Nothing in this arcane music, sprinkled with pauses and virtually always performed softly, ever recalls «the deafening turmoil of life». With just a touch of naiveness, the title might even be interpreted as a tribute to an Ideal Greece. And then again, the 50-odd fragments of Friedrich Holderlin's poems which Nono wrote down above the notes on his score, seem indeed to refer to the «silent kingdom of conceptual shadows». The annotated poems are intended for the performers and meant to help them achieve an intuitive comprehension of the music: «...a more secret world...» / «...in rich silence...» / «...born from ether...»/ «...in the eternal silent light...», etc. Other shards from Holderlin's text can nevertheless be found with yet a quite different tenor: «...emerging into air and light...»/«...!, how could I rest?...» / «...when in sorrow I was engulfed...» and - no less than fives times - «...yet you do not know this...». Might those be the echoes from the «silent kingdom of conceptual shadows»? Or rather, a very tangible, at times even insistent way to address an imaginary interlocutor, a situation perhaps of dialogue rather than monologue.
Nono's string quartet cannot simply be placed in the historical category of «absolute music», sub-category «flight from the world», as many have often sought to define it since the premiere, although from somewhat different standpoints, some disconcerted by Nono's «turnabout» from a revolutionary to an apolitical stance, others yet claiming with guileful joy that the worn and tired rebel was now crawling towards his cross. Both comments are incomplete. First of all, because the «musical content» has always represented for Nono a dialectical notion, and then because a powerful imperative emanates from his work, forcing us to modify our ways of listening and thus modifying as well the intellectual and emotional frame of mind of the listener. This is precisely where the revolutionary spur in Nono's music resides; without it, the messages «set to music» would also lose their urgency. This same feature, unaltered by the verbal messages, may be found in the string quartet (the fragments from Holderlin's text are not intended to be recited, but merely meditated on by the performers). To paraphrase Kant, we could also speak here of "transcendental music» as it deals with the conditions of perception in the listener's consciousness. However the music goes much further since it intends as well to modify this consciousness.
Nono revives the tradition of this genre, previously unveiled by Haydn and Beethoven, at a time when the position of introspective music, oriented towards inner listening, is being usurped by the leaden lumps of music offered by composers of the New Age. This is the reason why Nono's string quartet may be regarded as an act of resistance against the progressive degradation of the auditory. This aspect reappears thematically in his theatrical work entitled Prometeo [1981-1985] in which while virtually nothing is to be seen, there is conversely much to hear; it is worth noting that Nono subtitled this work with some ambiguity Tragedia dell'ascolto or tragedy of the listening.
The quest for a new mode of listening presupposes a departure from the realm of the Absolute and from the «silent kingdom of conceptual shadows», to return to the reality of human thoughts and sensations. This work abounds in quotes, innuendos and historical references - a conceptual universe swept by esoteric streaks.
All four voices are written out with scrupulous accuracy. Verbal phrases are often added to the usual graphic notation, in order to define as precisely as possible, and differently for each individual voice, the characteristics of the sound. Thus , the ultimate result is an intense fractionalisation of sounds. Furthermore, the course of time is diversely interrupted. The value of each note is marked in the usual manner but overlaid with a web of fermatas slowing down the stream of time. Although these fermatas are placed in sequence according to an almost serial principle (Nono establishes a scale of fermatas of 12 different lengths), an irrational element interferes at times: a short note may be assigned a very long fermeta and conversely a long note may be assigned a brief fermata. The performers themselves ultimately will decide the final value of the note. «To breathe, to dream, to think always, and always differently -FREE», such is Nono's suggestion to the performers in his supplemental corrections to the score. In these corrections, he exhorts them repeatedly to let their own inner ear and rhythm guide them in the arrangement of these irrational values. This cornerstone of Nono's work lies in the scala enigmata of Giuseppe Verdi's Quattro pezzi sacri from which Nono derives the harmonic and melodic structures of his own piece. At the same time, other innuendos, and other quotations surface, such as for instance the extremely precise reference made to Johannes Ockeghem's song Malheur me bat written around 1500. The melody appears shortly before the end in the viola part, along with comments specifying dolcissimo, sotte voce, tastiera and libera versione. It is altered almost beyond recognition due to the use of fermatas (22 for a series of 27 notes!), the denaturing of the sound and the dissonance of the accompanying voices. The quotation no longer transpires through the surface of the sounds, it conceals itself within a «more secret world», within the «rich silence» of inner life.
Nono's string quartet has nothing in common with a programmatic music. A recognition of the various verbal strata (quotes from Holderlin and score annotations) can at best stimulate the listener's imagination, in the same way as it should do so for the performers. The work however demands a listening effort and hence an inner approach. The texts are intended purely as a guide.
There is however nothing new, in this annotation of the musical score for a string quartet. Nono had already used it in 1952 in his epitaph to Federico Garcia Lorca, thus joining a tradition as old as the string quartet itself. In Joseph Haydn's The Seven Last Words on the Cross, text and music mutually complement oneanother. Haydn was as little concerned with the reading of the words written above the notes as is Nono, some two hundred years later. A letter he wrote to Forster, his London publisher, attests to this: «Each text is expressed through the instrumental music in such a way that it arouses the deepest emotion in the soul of even the most inexperienced listener». And what is Nono saying today? On the score manuscript, he addresses the performers of the LaSalle Quartet in telegraphic style: «H6lderlin's text fragments should resound in your heart!!! Never expressed in a vulgarly naturalistic way - but from your most refined inner self» (original text in German).
In his introduction to the score, Nono explains, this time in Italian, the role played by Holderlin's excerpts in the composition. They should imprint the musical structure not only with the thoughts which they convey, but also with their very fragmentary character (Nono's aphoristic style can only be given an approximate transcription from Italian): «multiples fragments and silences from other spaces, other heavens, to rediscover differently the possibility of "not saying farewell to hope" / the performers thus capture moments of fantastic and real amazement, united in their autonomy and in the autonomy of the music, abandoned to the "delicate harmony of inner life" / perhaps also another reminiscence of Lili Brik and Vladimir Maiakovski».
The search for a new dimension in perception stirs up in him memories of russian revolutionaries: even throughout the 80s, Nono never abandoned his dialectical thinking. On the contrary, he pushed it to the extreme by applying it systematically to the relationship between outer and inner worlds, initially in his string quartet and later, even more so, in Prometeo. For Nono the musician, the sense of hearing represents the link uniting one world with the other. In 1983, he stated that in order to compose, it was absolutely essential for him to demonstrate «a maximum of exteriorized interiorization». Within this phrase, is contained a complete aesthetic plan which confronts the growing vacuum of life with a denuded and vulnerable self.
"Hay que caminar," sonando
for two violins [1989]
"Hay que caminar" sonando was the last work to be completed by the composer. The piece is related, though perhaps not obviously, to the String Quartet written nine years earlier. In both works Nono uses the scala enigmatica from Verdi's Four sacred pieces. In the title page of the score of the Duo, Nono carefully quotes the notes of which the scale is comprised; they are to be brought out by the interpreters and played almost without vibrato. As pieces of purely instrumental writing, the String Quartet and the Violin Duo mark the beginning and end of the composer's final period of development between 1980 and 1990. During this period, Nono worked with live electronics in the Freiburg Experimental Studio, and became intensively occupied with question of spatial acoustics, and with the analysis of pure sound. "Hay que caminar" sonando is however not simply a return to instrumental music: Nono's experiences with live electronics have left a deep imprint on this work. The concept of «mobile sound» used in this work, for instance, is particularly striking. In the music using live electronics this effect of rotating the sound source would be achieved with the help of carefully placed loudspeakers. In the Violin Duo, it is the interpreters who are the mobile sound sources: Nono has instructed that the pages of the score be distributed among three music stands for each performer. These stands are then to be placed in different positions in the concert hall. Both the order in which these positions are to be used, and the route used to reach them, are to be determined by the interpreters. Nono's experiences with live electronics have also left traces in the micro-structure of the sound itself - for instance in the extremely high pitches used, the wide variety of articulation (col legno, ponticello, etc...), and a dynamic range which extends as low as 7 pianissimi. Both the subtle shifting and fluctuating of the sounds, and the exploration of the very lowest limits of human hearing refer back to the opera Prometeo, Nono's central work of the 1980's. With the more recent restriction to purely instrumental music, Nono seems to have set himself to seek new ways of realising his visionary aims as a composer. This quest was brought to a brutally premature end by his death in May 1990.
arditti string quartet
Since its foundation by Irvine Arditti in 1974, the Arditti String Quartet has acquired a world-wide reputation as preeminent interpreters of contemporary music, and of earlier Twentieth-Century music. With a handful of exceptions, the Quartet has worked with every contemporary composer whose music they play; they consider this vital to the process of interpreting modern music. Part of their objective is to encourage composers of all styles to compose for the string quartet. As a result, each season brings a fresh crop of first performances for the Arditti Quartet. Recent seasons have included premieres of works by Aperghis, Boesmans, Bryars, Bussotti, Cage, Carter, de Pablo, Donatoni, Dusapin, Ferneyhough, Gubaidulina, Harvey, Kagel, Kurtag, Nancarrow, Nono, Pousseur, Reynolds, Rihm, Scelsi, Sciarrino, Sorensen, Xenakis and Yim. Future commissions to be premiered by the Arditti String Quartet include works by Ligeti and Stockhausen. The Quartet has given masterclasses in many countries for performers and composers, and since 1982 its members have been resident string tutors at the Darmstadt Summer Courses for New Music.
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	#1-6: "la lontananza nostalgica utopica futura"

perf.: Irvine Arditti [vln]; Andre Richard [sound projection].

La lontananza nostalgica utopica futura
Madrigale per piu "caminantes" con Gidon Kremer
for solo violin and 8 channels pre-recorded tape
[1988, rev. 1989]
The works from the last decade of Luigi Nono's life are characterised by their increasing introversion, a progressive paring-down of sounds and textures and stripping-away of unnecessary rhetoric, as if seeking out some irreducible musical and poetic essence. It was a line of development initiated in the string quartet Fragmente - Stille, An Diotima of 1980, and reached perhaps its most extreme expression in the works for violin composed in his final years, "Hay que caminar,, sonando for two violins of 1989 and La lontananza nostalgica utopica futura for violin and pre-recorded tape, written for Gidon Kremer the previous year. Nono characterised La lontananza as a «madrigal for several wayfarers», the travellers who join in song being the solo violinist and the electronically transformed violin sounds heard on the eight channels of the pre-recorded tape. The violinist plays six discrete sections of music and is given considerable latitude in his choice of tempi, the pauses between the sections, and hence in determining how and where the live violin sounds interact with their pre-recorded selves.

He also can choose from a number of performing positions, on and off stage, moving from one to another as each section is realised, though there are more positions than sections of music and therefore not all will be used in any one performance. So Nono adds a visual analogue to the work's network of connections and possibilities: as the soloist explores the musical boundaries of the «future nostalgic distances his movements offer their own image of that search for the inexpressible ideal.
the pre-recorded tape
After recording many hours of Gidon Kremer's violin playing and analysing his style and tone quality, Luigi Nono used the violin sounds to create an eight-channel tape of independent parts. In the studio the material was transformed electronically, using Harmonizer (frequency shifter), reverberation, filters, delays, Halaphon (orientating the sound images in space).
The eight channels of the final tape can be characterised in terms of four textural elements: channels 1 and 2: very dense harmonic material; channels 3 and 4: untreated violin sounds with different styles of playing, single notes and in fifths; channels 5 and 6: noises from the studio: voices, word, doors and chairs, etc, as well as violin sounds;
channels 7 and 8: high-lying melodies played in harmonics, fast tremolos, spiccato and jete passages.

The voices and the others noises dominate channels 5 and 6, but also occur from time to time on the other channels.
Nono conceived the performance of La lontananza nostalgica utopica futura as a musical interaction between the soloist and the projection of eight-channel tape. The score allows the violinist to choose the points at which he begins each section of the work, and to vary the length of the fermata on the pauses and on single notes. Thus each performance produces a different combination of sounds, and a new reading of the work, from the reaction between the violinist and the tape projectionist, whose role is itself that of an interpreter. Nono did not intend to produce a concerto for soloist and accompaniment, but to explore the creative interactions between the eight channels of the tape and the live violin sounds. For the performances of La lontananza with Gidon Kremer in Berlin and Milan, Nono himself took charge of the tape-projection; through his selection of the channels and their relative intensities he created on each occasion a different version of the work.
Andre Richard, February 1992

irvine arditti & andre richard
gained their deep insight into the musical language of Luigi Nono as a result of working with him on numerous occasions. Arditti, for instance, worked closely with Nono on Fragmente - Stille, An Diotima and also in the world premiere, in 1989, of "Hay que caminar" sonando in which Nono uses the same material as in La Lontananza nostalgica utopica futura. Andre Richard's first encounters with Nono took place in 1978; in the years following he became one of Nono's closest collaborators. He was head of the Solistenchor Freiburg for the premiere of Prometeo in 1984, and from 1986 onwards took part at Nono's side in the performance and preparation of Nono's works together with the members of the Experimental Electronic Studio in Freiburg. This fund of shared experience was an invaluable aid for Irvine Arditti and Andre Richard in making the choices and decisions involved in their interpretation of the present version of La Lontananza nostalgica utopica futura.
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	#1-4: "guiai ai gelidi mostri"

I. In Tyrannos!

II. Lemuria

III. Das Grose Nichts der Tiere

IV. Entwicklungsfremdheit

#5: "omaggio a gyorgy kurtag"

perf.: Ensemble Recherche: Martin Fahlenbock [flutes]; Uwe Mockel [clarinets];  Barbara Mauer [viola]; Lucas Fels [violoncello]; joined by: Klaus Burger [tubas & piccolo trumpet]; Stefano Scodanibbio [double-bass]; Susanne Otto [contralto (#1-5)]; Helena Rasker [contralto (#1-4)].

Guai ai gelidi mostri
for flute (also piccolo and bass flute), clarinet (also piccolo and contrabass clarinet), tuba (also piccolo trumpet), two contraltos, viola, cello, double-bass and live electronics [1983] After four assemblages by Emilio Vedova Text by Massimo Cacciari, from Gottfried Benn, Lucrez, Carlo Michelstaedter, Friedrich Nietzsche, Ovid, Ezra Pound, Rainer Maria Rilke and Franz Rosenzweig
Omaggio a Gyorgy Kurtag
for contralto, flute, clarinet, bass tuba and live electronics [1983, 1986]
With Fragmente-Stille, An Diotima for string quartet, completed in 1980, Nono's music had signalled a radical change of direction. After the bold poster-art works with their explicit political content which had characterised the previous decade, the string quartet opened up a musical world purged of rhetoric, teetering on the brink of silence, with fragments of text from the poet Holderlin inscribed like mottos in the score. But the full subtlety and complexity of that new, late style were only revealed in the succeeding works of the early 1980s, culminating in the "tragedy of listening" Prometeo, first presented in Venice in 1984.

After completing the string quartet in 1980 Nono had begun to work at the Heinrich Strobel Research Institute in Freiburg. It was an association that lasted until the composer's death ten years later. In the studios there Nono experimented with the use of electronic transformations in real time, refining their potential so that he could manipulate a polyphony of treated and 'raw' sonorities and projecting the resulting sound complexes in space, moving them around the auditorium. Thus in the pieces that followed Fragmente-Stille, the superfine gradations of dynamics and microtonal inflections were combined with further layers of elaboration from the electronics, to generate another expressive envelope. Das atmende Klarsein of 1981, for bass flute, chorus and electronics, was the first fruit of these investigations and it was also the first work for which Nono asked the philosopher Massimo Cacciari to prepare the text.
Cacciari was also responsible for the text for Guai ai gelidi mostri. The result was a complex collage, drawn from a variety of literary sources, whose overall shape and intention were determined by a cycle of four paintings on the subject of the Venice Carneval by Nono's friend and fellow Venetian Emilio Vedova.
The titles of the four sections of Guai ai gelidi mostri are those of Vedova's paintings: the opening and longest, In Tyrannos, is dominated by a poem of Nietzsche, while the second, Lemuria, is based upon Gottfried Benn and Ovid; the tiny third, Das groKe Nichts der Tiere, derives its title from another poem by Benn, but is focussed upon one of Rilke's Duineser Elegien. The fourth, Entwicklungsfremdheit, combines Nietzsche, Ezra Pound and the philosopher Carlo Michaelstaedter, though all four sections interpolate fragments from other sources, including Lucretius and Franz Rosenzweig.
In a performance, though, little of this text will be audible to the listener, apart perhaps from some short passages for the voices alone in the opening section. As in all of Nono's works around Prometeo, it is much more fruitful to regard the concept of any musical 'setting' over the text as irrevelant; the words are essentially the philosophical foundation upon which Nono can base his musical argument, and part of the sonic raw material for the electronic transformations, which blend or tease out the three categories of timbre that colour the sound world of Guai ai gelidi mostri - the trio of strings, which form the matrix of the sound mass, the three wind instruments and the two female singers, whose voices are only rarely treated soloistically. For Nono it was, in his own words, "another adventure on the sea towards Prometeo", bringing together a richly heterogeneous collection of impressions - of Gregorian chant and the sung Jewish liturgy, of the expressive differences between instruments and voices, of "Holderlin in his tower" and "Gramsci in his cell", of "knowing how to listen to the red and white stones of Venice at day break" or "to the magical vibrations of the Black Forest."
If the basis for Guai ai gelidi mostri was a complex web of literary and visual allusions, then the verbal starting point for Nono's homage to his long-standing friend, the Hungarian composer Gyorgy Kurtag, composed in the same year, was much more direct. In 1979 Kurtag had written his Omaggio a Luigi Nono, tiny settings for unaccompanied chorus of poems by Anna Ahmatova and Rimma Dalos: Nono's Omaggio a Gyorgy Kurtag uses as its raw vocal material just the phonemes derived from Kurtag's name. But the starting point for the instrumental sounds in Omaggio was research that Nono undertook in the Freiburg studio with the piccolo-player Roberto Fabbriciani, clarinettist Giro Scarponi and tubist Giancarlo Schiaffini, exploring the possibilities of the electronic transformation of their instruments, and laying the use of microtonal intervals. The result is one of the purest examples of Nono's late, rarefied style, music that often operates on the margins of perception. It falls into fourteen sections of wicjely differing lengths often separated by silences, the longest lasting one minute.

[…]

	NOVUM  GAUDIUM  &  Nusrat Fateh Ali KHAN
	Oriente / Occidente (Gregorian Chant and Qawwali music)
	1994
	66:08
	label: Materiali Sonori, 1997.

Nusrat Fateh Ali Khan [v]; Rochat Ali Khan [v]; Farrukh Fateh Ali Khan [harmonium, v]; Dildar Khan [tablas]; Mohammad Naqibi Shamasuddin [v]; Coro Novum Gaudium (vocal ensemble); instrumental ensemble: Pier Luigi Abbate [ghironda, salterio]; Sergio Lella [sordone]; Gianni De Gennaro [viella].

Dio Incontra L’Uomo                                 33:35

Oriente / Occidente (with Ali Khan)          32:33

  Proof of an extraordinary concert held in the cathedral of Bari for Time Zones Festival in the edition dedicated to the VIIIth centenary of the birth of Frederick II of Swabia, a great authority on the arts, both of the Western world and the Eastern one, and in his own way one who caused different cultures to mingle. Grgorian chant and Qawwali music were face to face (and in ‘dialogue’ with each other). Apparently distant modes of expression, but with the same popular roots. Excerpts from the gospel according to St. Luke and St. Matthew, two lieder by Hildegard Von Bingen, a long chant which interweaves Nusrat’s incredible voice with the soloists of the Novum Gaudium, a concluding melody of the Pakistan tradition. A chance for men and women to come closer through song and their communication with God. A prayer for unity among people.

	Michael  NYMAN
	The Draughtsman’s Contract
	1982
	40:40
	Подобная Найману музыка см.: Jean-Philippe GOUDE;

label: Virgin / Charisma

Performed by The Michael Nyman Band: Alexander Balanescu (см.) [vln]; Malcolm Bennett [bass guit]; Andrew Findon [bar s]; Barry Guy [double bass]; John Harle (см.) [s&a&t s]; Ian Mitchell [cl, b cl, a s]; Michael Nyman [harpsichord, p]; Elisabeth Perry [vln]; Steve Saunders [b trb, euphonium]; Keith Thompson [t s].

Ибо знаю, что время всегда есть время 

И что место всегда и одно лишь место 

И что сущим присуще одно их время 

И одно их место

Я довольствуюсь крохами теми 

Что даны мне, и в них обретаю весеёлость.

--- Т. С. Элиот

Один за другим выходят альбомы с кружевной музыкой Майкла Наймана: "Книги Просперо", "Шесть дней, шесть ночей", "Гатакка", "Страна чудес"... Дискография Наймана охва​тывает по преимуществу саундтреки. Это не попса, но и не классика, не ака​демизм, но и не авангард. Это особый стиль, когда жанр, в общем-то, не ва​жен, ибо музыкальный матери​ал разворачивается как лента Мёбиуса. И, по признанию композитора, кино – лучшая возможностъ реализовать его тягу к поступательному движению, вариациям и коллажам. Тот же способ сочинительства отличает и культово​го британского режиссёра Питера Гри​нуэя, к фильмам которого написана лучшая музыка Наймана. Это сотруд​ничество породило особый художест​венный язык. Стилизации Гринуэя — Наймана настолько самоценны, что сами стимулируют подражания.

Избыточная кинематографическая лава Питера Гринуэя стекает к подно​жию хорошего вкуса и эстетической выносливости. Буйство декоративной стихии нуждается в кристаллах фор​мы. Их создает ритмическая решётка которая как бы сокращает набухшие дроби режиссера, приводя их к эле​ментарным, но многозначным зна​менателям.

Музыка Майкла Наймана стано​вится таким метрономом, маятни​ком, регулятором в причудливом мире Гринуэя. Как контрапункт, она сопровождает качественное изобилие режиссёра количественным изобили​ем музыкального минимализма. Ус​ложнённая тембровая ткань, подобно калейдоскопу, рождает множествен​ность гармонических узоров из почти одних и тех же формул. Эта барочность минималистского стиля Найма​на, словно исходящего из секвенций Перселла, Альбинони и Генделя, на​мертво склеила его музыку с фильма​ми выдающегося английского режис​сёра. Сближает соавторов и открытая физиологичность их искусства. Чисто английская стерильность с наслажде​нием погружается в чисто голланд​ский гедонизм и в откровенно восточное любование самым натуральным — внутренностями.

Майкл Найман — типичный "овен" (он родился 23 марта 1944 года): он неуживчив, восприимчив, мудр и всеяден. Выпускник Лондонской Коро​левской академии музыки, он в трид​цатилетнем возрасте выступил с отчёт​ливой проповедью нового искусства в монографии об экспериментальной музыке. Профессиональную аполо​гию минимализма он иллюстрировал собственными композициями, благо​даря созданному "под себя" коллекти​ву музыкантов — Michael Nyman Band (так некогда Пёрселл организовал свои "Двадцать четыре скрипки коро​ля"). С 1972 года начался выпуск аль​бомов, первый из которых — "Decay Music"— стал отходной последней ро​мантической эпохе: битники и авангардисты состарились, классики пере​селились в Царствие Небесное. Пере​зрелая плоть закатившейся Европы спасала мёртворожденное поколение от сытой обыденности, пред​лагая роскошь собственной аго​нии. К концу века западная цивилизация мало-помалу стала  уподоб​ляться Римской империи. В моду и кино вошли "Са​тирикон", "Калигу​ла", "Гладиатор", об​жорство, педерастия и триллеры.

Мой знакомый увле​чённо коллекциониру​ет Реквиемы всех ма​стей, от Керубини до Шнитке. По профессии этот мело​ман — врач-морфолог, он исследует патологию клеток и вырождение чело​веческого организма. Ему и грустно, и смешно, печаль его светла. Как печаль Майкла Наймана, погружённая на конвейеры саундтреков, воплощаю​щих бесконечное, полное ужаса дви​жение по означенному пути. Ведь все фильмы Гринуэя об умирании, либо об убиении. Остинатный ритм придаёт этой однолинейной динамике непре​ложность. Бесстрастные вздохи тяжё​лой меди, возгласы труб поверх тре​вожного колыхания струнных пугают и притягивают, это настоящий музы​кальный детектив, разыгрываемый почти что на Лысой горе.

Ленивые аллюзии соединяют ориги​нальные решения Наймана не только с музыкой эпохи Реставрации, но и с на​следием великих венцев. Скорбный диалог скрипки и альта из 2-й части Концертной симфонии страшащегося смерти масона Моцарта в "Отсчёте утопленников" воспринимается как заново написанный Найманом в соав​торстве с Гринуэем. В "Coupling" из "Повара, вора, его жены и её любовни​ка" ощутим настой первой фразы равелевской "Паваны на смерть инфанты". Все реминисценции и заимствования не только постмодернистски безза​стенчивы и лукавы, но и предельно искренни. Раствор современной куль​туры перенасыщен и, кажется, сам по себе выдаёт кристаллы, в которые ин​теллектуалы играют, как дети. Композитор признавался, что первым толч​ком к сочинению "музыкальных бес​конечностей" стала для него работа в середине 60-х годов над диссертацией об английской музыке XVI-XVII веков.

От педантичного следования стилистике Генри Пёрселла, нежно любимого Майклом Найманом, и режиссёр, и сочинитель музыки к "Контракту ри​совальщика"— первой совместной ра​боте — отказались принципиально: они не собирались заниматься ре​конструкцией, несмотря на кон​кретное указание места и вре​мени действия фильма. "Мои трансформации могут проде​монстрировать, как я представ​ляю пёрселловскую музыку в идеале",— писал Найман, физически осу​ществляя посредством звуков связь времён.

Методично он, как архивариус, как знаменитый герой Зюскинда, разлага​ет целое на "оценённые детали"— характерные ритмические, мелодиче​ские компоненты. Причем вытягивает их из ограниченного материала — так пчеле удобнее и успешнее доставать нектар из маленького пахучего поле​вого цветка, нежели из оранжерейного букета эгоистичных красавцев-пере​ростков. Для наймановского мёда луч​ший источник — экспрессивные, ино​гда гротескно заострённые, иногда элегически нежные, но всегда лёгкие, с ароматом загадочной английской ду​ши — произведения Пёрселла. Подоб​но великому британскому композито​ру, Найман любит прикладные жанры. Он озвучивает рекламные ролики и компьютерные игры. Но главное, что их сближает,— это повторяющиеся, иногда с наслоениями и мерцающей вариативностью, как бы зацикленные гармонические структуры. Их можно наращивать до бесконечности, как го​тические травеи — ячейки каркасных сводов, напоминающие соты. (В по​смертных рукописях Пёрселла была найдена песня из четырёх тактов, по​вторы при этом не регламентирова​ны.) Такой подход соединил Гринуэя, Наймана и Пёрселла в их тяге к лири​ческой каталогизации.

Есть ещё одно культовое имя, их объединяющее,— Ян Вермер Делфтский, с его умением насытить глубо​ким смыслом самую незначительную, казалось бы, деталь. "Зет и два нуля" сплавил воедино, благодаря жёсткому музыкальному движению, органиче​ские процессы и предметный мир, как на голландских натюрмортах, где, как известно, господствует не мёртвая природа, а тихая жизнь. На экране — умершие организмы разлагаются, об​разуя яркие запоминающие кадры. Нидерландский оптимизм и дело​витость под​черкнуты музыкой, которая постоянно меня​ет структуру, как бы гримасничая. На​смешкой звучит "Делфтский вальс", угрозой веет от фрагмента "Жена Вермера". Гринуэй и Найман в конечном итоге редкостно единодушны, склады​вается впечатление, что они сочиняют фильмы, как близнецы — герои "Зет и два нуля"— фиксируют на киноплен​ку свой собственный финал.

Естественно, альянс композитора и режиссёра не может быть вечным. И сколько бы ни страдали амбиции Най​мана от диктата Гринуэя (на дисках количество музыкального текста зна​чительно превышает задействованное в фильмах), очевидно, что без их сов​местной работы мы не могли бы на​слаждаться ими как данностью. Кра​сивая и стильная музыка к фильмам "Огр" Фолькера Шлендорфа или к "Пианино" Джейн Кэмпион не может претендовать на самодостаточность и возвышенную красоту в той же степе​ни, что минималистские фрески к фильмам Гринуэя. Потому, быть мо​жет, что нет в ней той "весёлости" и творческой цельности, что объедини​ла две культовые индивидуальности английского постмодернизма.

--- АудиоМагазин

	Michael  NYMAN
	Drowning By Numbers
	1988
	44:47
	performed by Michael Nyman Band

Music from the film by Peter Greenaway. Composed and conducted by Michael Nyman.

	Michael  NYMAN
	The Cook, The Thief, His Wife & Her Lover
	1989
	40:24
	#2: performed byAlexander Balanescu [violin]; Michael Nyman [p].

#1, 3, 4: performed by the Michael Nyman Band

#5: performed by London Voices

	Michael  NYMAN
	A Zed And Two Noughts
	1990
	41:24
	Original music from the film by Peter Greenaway. Composed and conducted by Michael Nyman.

Performed by the Zoo Orchestra and Alexander Balanescu and Elisabeth Perry [violins]; Sarah Leonard [voice]; and Michael Nyman [harpsichord]. Produced by David Cunningham.

	Michael  NYMAN
	String Quartets         №1, 2, 3.
	1991 
	63:17
	label: Argo

Performed by Balanescu Quartet (см.)

   NYMAN:  “These three string quartets were not conceived as a series. They owe their origins to three very different circumstances: the First was commissioned by the Arditti Quartet in 1985; the Second, for the Balanescu Quartet, was commissioned in 1988 by Shobana Jeyasingh, while the Third was written at the suggestion of Alexander Balanescu for a concert at the Queen Elizabeth Hall in London, in 1990. However, viewing these three quartets together for this Argo recording has revealed a consistency of compositional approach which quite unwittingly unifies them and sets them distinctly apart from my other works. Each quartet is built around the principle of conflict — not necessarily conflict between the instruments, as is the traditional view of the quartet medium — but more interestingly (since it was not a conscious approach) conflict between sets of musical material which appear to be at odds with each other, between the pre-formed and the freely-composed. In Quartet №1, for instance, between two discovered objects separated by three centuries; in Quartet №2, between strictly observed Indian rhythmic systems and a doggedly European sensibility; and in Quartet №3  between a choral work I wrote in the summer of 1989 and a number of Romanian folk music fragments. [...]

	Michael  NYMAN
	Prospero’s Books                  (music by Michael Nyman from the film by Peter Greenaway)
	1991
	54:56 
	label: Argo

vocals: Sarah Leonard + Marie Angel (Iris), Ute Lemper (Ceres), Deborah Conway (Juno).

Michael Nyman Band:

violin – Alexander Balanescu (см.), Jonathan Carney, Elisabeth Perry, Clare Connors.

viola – Kate Musker.

cello – Tony Hinnigan, Justin Pearson.

double bass – Paul Morgan, Tim Amhurst, Lynda Houghton.

bass guitar – Martin Elliott

cl, bass cl – David Rix

s&a sax – John Harle (см.), David Roach, Jamie Talbot.

t&bar sax, piccolo, fl – Andrew Findon.

tp – Graham Ashton.

horn – Richard Clews, Marjorie Dunn.

bass trb – Nigel Barr, Steve Saunders.

piano & musical direction – Michael Nyman.

 Michael Nyman:
As is appropriate for a cinematic re-conceptualisation of a play set on an 'isle full of noises', Prospero's Books is full of music. However, having studied The Tempest  for A-level many years ago, my memory played me false — I had remembered Caliban's line as referring to an island full of voices. By the time I had discovered this error (which had me initially down the path of creating the soundtrack entirely from sampled voices taken from a multitude of sources), the overall conception of the score had become essentially vocal, with settings of the majority of the song texts Shakespeare included in the play. I wrote the five Ariel songs (Where the bee sucks, Full fathom five, Come unto these yellow sands. While you here do snoring lie, and the perhaps unauthorised song text Before you can say, 'Come', and 'Go') specifically for Sarah Leonard's 'boy soprano' voice so that they could be mimed to by one of the three Ariels in the film, Paul Russell. The Masque (for the betrothal of Miranda and Ferdinand) presented the occasion to wrest an operatic scena out of Shakespeare's (?) rather feeble text, and to take the final sequence of The Cook, the Thief, his Wife & her Lover to its logical conclusion — music for film, performed by the singers involved, in vision, on film.

In The Tempest the Masque can be viewed as an interpolation, but it is central to the concept of Prospero's Books', and musically it is both differentiated from the rest of the score and also suitably celebratory. Vocal differentiation is richly of the essence: the individual timbres of the three singers, Marie Angel (Iris), Ute Lemper (Ceres) and Deborah Conway (Juno), each coming from a different vocal 'tradition', play a central role in the musical characterisation. (As did Dagmar Krause and Omar Ebrahim in my 1985 'operatic duet' The Kiss.)

For the score as a whole stylistically the initial decision not to 'do a Draughtsman' was easy to adhere to: no music would be written or re-written which was remotely contemporary with Shakespeare's play (apart from one single decorous whiff of a Dowland song for the citation-hunters).

And formally the writing and use of the music for Prospero's Books is — without straining the analogy — akin to Prospero's employment of the twenty-four books that Gonzalo had stowed in Prospero's boat when he was banished to the island from Milan. Just as these books became, in Greenaway's words, the 'core of his authority' so the musical works, both new and archive, that I stowed in Peter Greenaway's cutting room became the core of his authority — organisational, illustrational and emotional.

	Michael  NYMAN
	Songbook
	1991 
	53:45
	label: Argo

Sung by Ute Lemper; Michael Nyman Band (состав – как выше). Texts by Paul Celan, William Shakespeare, Wolfgang Amadeus Mozart, Artur Rimbaud. Piano: Michael Nyman.

#1 - 6: Six Celan Songs (Paul Celan)

#7 - 9: Ariel Songs (Shakespeare)

#10: I am an unusual thing (Mozart)

#11 - 12: L’Orgie Parisienne (Rimbaud)

	Michael  NYMAN
	Time Will Pronounce
	1993
	64:21
	label: Argo

Self-laudatory hymn of Inanna and her omnipotence  13’55’’ (James Bowman [countertenor]; Fretwork].

Time will pronounce 20’35’’ (Trio of London)

The convertibility of lute strings 15’06’’ (Virginia Black [harpsichord].

For John Cage 14’23’’ (London Brass)

	Michael  NYMAN
	Noises, Sounds & Sweet Airs
	1995 
	72:35
	label: Argo

Catherine Bott [soprano]; Hilary Summers [alto]; Ian Bostridge [tenor]; Ensemble Instrumental de Basse-Normandie with David Roach & Andrew Findon [saxes].

Michael Nyman:  “Noises...” is a modified version of the score written for opera-ballet “La Princesse de Milan” during and after the composition of the soundtrack for Peter Greenaway’s film Prospero’s Books, with which it shares its source, “The Tempest”. Shakespeare’s text, very heavily and idiosyncratically edited, was divided into seventeen sections which are performed without a break. For this recording, “La Princesse da Milan” has been re-edited and key parts of the text have been reinstated to make the opera more representative of Shakespeare’s original.  What is the role of the composer who chooses (for whatever reason) to ‘music’ the spoken text of “The Tempest” and to ‘re-music’ the island full of ‘noises / sounds and sweet airs’? Music is constantly heard or conjured up in “The Tempest”. For instance, when Prospero renounces his role as magician / sorcerer, he calls for music (‘But this rough magic / I here abjure; and when I have required / Some heavenly music [...] / To work mine end upon their senses’). But if anything, it is Prospero’s role as coloniser that interests me most. Stephen Greenblatt’s fascinating text “Learning to Curse” (taking its cue from Caliban’s accusatory ‘You taught me language; and my profit on’t / Is, I know how to curse. The red plague rid you / For learning me your language!’) draws attention to the resemblance between Shakespeare / Prospero and the dramatist / colonist as outlined by Terence Hawkes in his book “Shakespeare’s Talking Animals”. According to Hawkes, a colonist ‘acts essentially as a dramatist. He imposes the “shape” of his own culture, embodied in speech, on the new world, and makes the world recognisable, habitable, “natural”, able to speak his language.’ Whereas ‘the dramatist is metaphorically a colonist. His art penetrates new areas of experience, his language expands the boundaries of our culture and makes the new territory over in its own image. His “raids on the inarticulate” open up new worlds for the imagination.’ And (again) what is the role of the composer?

	Michael  NYMAN
	The Piano Concerto
	1995 
	59:05
	label: Argo

#1. - 4. The Piano Concerto   32’ 28’’

              Kathryn Stott [solo piano]; Royal Liverpool        Philarmonic Orchestra

#5. - 9. MGV                            26’ 30’’

              Michael Nyman Band & Orchestra

Michael Nyman  -- conductor

 Michael Nyman:

The Piano Concerto

The definite article in the title is significant: this concerto, for piano and small orchestra, is based entirely on material selected from my soundtrack for Jane Campion's film The Piano. 

This 'reconsideration' of the film soundtrack enabled me to achieve (at least) three goals: to create a more coherent structure out of often short, self-contained film cues; to build more elaborate, dynamic textures than were called for in the film (with its more limited palette of string orchestra and saxophones), and to write a more taxing piano part than was suitable for The Piano (a part that combines with, rather than confronts, the orchestra, however).

The Concerto is a single movement work in four distinct phases, three of them featuring eighteenth- and nineteenth-century popular Scottish song tunes which formed the basis of Ada's music in the film. The first phase in A minor is derived largely from 'Bonny winter's noo awa"; the second, harmonically more chromatic, has no Scottish-based material; the third (in G/D major) features two Scottish tunes — 'Flowers of the forest' (cut up and speeded up) and 'Bonnie Jean' (massively slowed down, the tune, on cellos and trumpet, as the bass to divisi violins), and a non-Scottish melodic sequence, based on harmonies heard in the opening section, acts as a transition to the final section which reprises 'Flowers of the forest' and 'Bonny winter's noo awa".

MGV
MGV (Musique a Grande Vitesse — High-Speed Music) was commissioned by the Festival de Lille for the inauguration of the TGV North-European line and was first performed by the Michael Nyman Band and the Orchestre national de Lille under Jean-Claude Casadesus on 26 September 1993.

MGV runs continuously but was conceived as an abstract, imaginary journey; or rather five interconnected journeys, each ending with a slow, mainly stepwise melody which is only heard in its 'genuine' form when the piece reaches its destination. This thematic 'transformation' is a key to MGV as a whole, where musical ideas — rhythmic, melodic, harmonic, motivic, textural — constantly change their identity as they pass through different musical 'environments'. For instance, the opening bars establish both a recurrent rhythmic principle — 9, 11, or 13- beat rhythmic cycles heard against the regular 8 — and a harmonic process — chord sequences (mainly over C and E) which have the note E in common. (Coincidentally, MGV  begins in C and ends in E.) A later scalic, syncopated figure (again first heard over C, E and A) begins the second section, featuring brass, in D flat. And so on: the topography of MGV should be experienced without reference to planning, description or timetables.

Tempo changes, unpredictable slowings down, bear no logical relation to the high speed of the Paris-Lille journey, while the temptation to treat MGV as a concerto grosso, with the Michael Nyman Band as the ripieno, was resisted: more suitably the Band (amplified in live performance) lays down the tracks on which MGV runs.

	Michael  NYMAN
	Concertos
	1997
	70:40
	label: EMI Classics

1. - 5. Double Concerto for Saxophone, Cello and Orchestra (written 1997) ................ 27:04.  Perf. by John Harle [s&a s]; Julian Lloyd Webber [cello]; Philarmonia Orchestra.

6. - 11. Concerto for Harpsichord and Strings (written 1995) ...... 21:31. Perf. by Elisabeth Chojnacka [harpsichord]; Michael Nyman String Orchestra.

12. - 20. Concerto for Trombone and Orchestra (written 1995) ........ 21:53. Perf. by Christian Lindberg [trb]; BBC Symphony Orchestra.

All Concertos conducted by Michael Nyman.

	Carl ORFF (1895 - 1982)
	Carmina Burana
	1999
	62:41
	label: Deutsche Grammophon.  4D recording. http://www.dgclassics.com 

Chor und Orchester der Deutschen Oper Berlin, Knabenchor Berlin, Christian Thielemann.

From the very first bars of Orff's Carmina burana we feel to be entering a completely differ​ent world. It is as though this music strikes a chord in us that we long ago suppressed: with magical power, these extraordinary sounds seem to be speaking to us on the most basic level, as the elemental force of the thunderous opening chords force us to lend an ear. The implacably pounding rhythm will not leave us alone, but hammers away with primal force. Harmonies of primitive directness bypass our intellect and reason and find their way straight to our heart. And the mythic appeals of the opening chorus take hold of us at once, tempting us to add our voices to a hymn that seems to well up from another, prehistoric age: "O Fortuna", the goddess of fortune both good and ill. A whole new world opens up as we listen to the Carmina burana and before our mind's eye see figures in brightly coloured costumes assembling at dawn on a mountain summit for a curious Mass; blasphemous, swaggering drunkards engage in their favourite pursuit, raucously high-spirited and maudlin by turn; and lovers, flirts and lechers vent their feelings on their fellow humans, each in his or her own way. We laugh and suffer with them, sharing their feelings of lust and tenderness, cursing and celebrating with them as the music runs its irresistible course. 

But such involvement must give us pause for thought. After all, the work is a setting of poems from Benedikt-beuern that are seven centuries old and written, moreover, by Italian, French and German poets in Latin and Mid​dle High German — languages in which few of us are fluent today. Not only that. When Orff set these texts in 1936, he was unfamiliar with the tunes to which these songs were originally sung and had to invent every note, every sound and rhythmic pattern, no matter how brief. This naturally begs the question how such a monumental setting of virtually unintelligible texts that are several hundred years old and accompanied by extraordinary music that manages to perform a balancing act between the Middle Ages and the 20th century could become one of the most successful works in the whole history of art. Why is it that our emotions are so powerfully and irresistibly stirred by this archaic-sounding music, which fits so conveniently on a single compact disc? And how is it possi​ble that, at the end of the 20th century, we are still capable of feeling such a range of emotions at this music, emotions that extend from extreme tenderness to the most drunken frenzy?

As so often, the answer to all these questions is as simple as it is obvious: at a time when composers like that arch-Romantic, Richard Strauss, were striving to produce increasingly sophisticated sonorities and when Arnold Schoenberg had long since achieved notoriety with his highly conceptualized twelve-note system, Orff staked everything on the appeal and expressive power of music at its most elemental. His aim in Carmina burana was not to create a modernist masterpiece, nor even to conjure up the world of the Middle Ages. Rather, he used medieval poems and a magical musical language to appeal to an aspect of human existence which, independent of the age in which we live, is fundamental to our character: here is a world of elemental feelings, a world of tender desires and outbursts of passion, a world of love, longing and suffering. The phrase that comes to mind here is "sophis​ticated simplicity", a cliche, certainly, but one uniquely applicable to Orff's work, for it is this that constitutes its tremendous impact. This also explains why Orff selected and arranged his texts so as to produce the most straight​ forward structure: the first part is headed "In Spring" and "In the Meadow", the second "In the Tavern" and the third "The Court of Love". These three sections are framed by the "Fortuna" chorus. And Orff's method of setting these texts reveals two things above all else: first, he achieves an astonishing variety with his principle of sim​plicity; and, secondly, this simplicity is expressive to a remarkable degree. The melodies have a succinctness and lively and enthralling that they affect us on an almost physical level. And the harmonic language is consciously "primitive". Although Orff uses little more than the sort of orchestra normally associated with the Classical and Romantic repertory, he manages to coax from it sounds that might have been heard at the dawn of history and that cast their immediate spell on the listener. Thanks to the simplicity of these devices, the Carmina burana creates  the impression of a self-contained and secluded world far removed from modern life. This is undoubtedly one of the reasons why we are so directly affected by the work when we listen to it and feel a strange mixture of euphoria and nostalgia: in its open and honest way, this music conjures up a world of natural feelings that have largely been forgotten today. After all, does this music not tell of the hidden roots and lost traditions of our lives? Do these melodies, rhythms and sounds not conceal an elemental vitality only rarely encountered in our everyday, humdrum lives? It is no wonder, then, that Orff's Carmina burana is one of the most successful works of music in the world today. 

Вероятно, нет в симфонической и хоровой музыке XX века более потешного сочине​ния, чем Кармина Бурана Карла Орфа, цикла, объединяющего поэмы из средневеково​го сборника, найденного в XIX столетии в одном из глухих монастырей Баварии. Сочный народ​ный юмор, красочная оркестровка Орфа и изо​билие остроумных вокальных и инструменталь​ных приёмов делают его одним из явных фаво​ритов слушателей всех возрастов и беспроиг​рышным выбором для записи.

--- Play

	Carl ORFF
	Carmina Burana
	1983
	40:08
	 Ray MANZAREK / Philip GLASS

Это было чудесное время -XIV век. Еще не пахло костра​ми инквизиции. Еще не роди​лись главные возмутители обще​ственного спокойствия, Кальвин и Лютер. Католическая церковь вообще была смирной и в жизнь простых европейских граждан не вмешивалась, ограничиваясь бла​гостными проповедями о вреде прелюбодеяний и невоздержан​ности в страстях. И в то самое время как в монастыре пели хвалу Деве Марии, под стенами того же монастыря компания поднабрав​шихся студентов славила хором уступчивую соседскую девушку. Некто, чьё имя мы уже никогда не узнаем, наслушавшись песен мирских и духовных, собрал их в один большой сборник. Литании и мотеты соседствуют с лукавыми изречениями средневековых мо​ралистов и похабными студенчес​кими напевами, восхваляющими куриную ногу и женскую грудь. Спустя пять столетий, в XIX веке, эта удивительная музыкальная летопись была найдена в монастыре глухого баварского городка Бейрон. При первом издании в 1847 году, сборник был озаглав​лен по-латински как «Carmina Burana» («Песни из Бейрона»). Не​сколько текстов из него взял для своей одноименной кантаты не​мец Карл Орф. Музыкой же заин​тересовались гораздо позже, во второй половине XX века. Оказа​лось, все эти простенькие песен​ки с их гулкими квинтами и квар​тами отлично рифмуются с самы​ми последними композиторски​ми опусами - скажем, Пярта и Канчели.

--- Афиша

	Carl ORFF
	"Catulli Carmina" / "Trionfo Di Afrodite"
	1995
	79:11
	label: EMI Classics

Conducted by Franz Welser-Most

Mozart-Chor Linz

Munchner Rundfunkorchester

Among compositions by Carl Orff (born 1895 in Munich where the composer still works), his three cantatas for the stage — jointly called TRIONFI since they were first performed in their entirety in Milano’s La Scala — occupy a special place. CARMINA BURANA, CATULLI CARMINA, and TRIONFO DI AFRODITE are, of course, also performed singly and at concerts. As a matter of fact, they were not originally conceived as an integral cycle. CARMINA BURANA, composed on texts of medieval student poetry and minstrel songs and concerned with youth, love, and life’s ups and downs, was composed in 1936. In this work, the composer’s style, rooted in old themes, had already fully crystallized. After its huge success, Orff himself told his publisher: “You can now scrap everything that I have written and you unfortunately have published. Carmina burana introduce my collected works.” CATULLI CARMINA, described as ludi scaenici, was composed in 1943. The mournful story of Catullus’ love for the beautiful Lesbia symbolizes the eternal struggle of love and passion. The third part of the cycle, the “concerto scenico” TRIONFO DI AFRODITE, describes love’s victory culminating in marriage blessed by Afrodite herself. This cantata was composed in 1950 - 51. Thematically, Afrodite’s Triumph resembles Stravinsky’s Les Noces which, however, describes a joyful Russian wedding: Orff’s is concerned with ancient Mediterranean. Lyrics on which Orff based his text again include Latin poems by Gaius Valerius Catullus, Greek poems by Sappho, and finally Euripides (Philoctet). To increase the transparence of those ancient texts, the composer headed each of the seven parts of the work by Italian subtitles.

With his hugely successful Carmina Burana the German composer Carl Orff (1895-1982) achieved a new kind of musical theatre, communicating readily with his audience through a combination of stage movement and deliberately simplified, vigorously rhythmic music. Six years earlier, in 1930, Orff had set seven poems by the classical Roman, Catullus, for unaccompanied choir, and in 1943 he revised six of these to form with six more the core of his second scenic cantata, Catulli Carmina (Songs of Catullus). Subtitled Ludi scaenici (Scenic Games), it was staged on 6 November that year in Leipzig.

Gaius Valerius Catullus (c. 84-54 B.C.) was born near Verona and divided his short adult life between Lake Garda and Rome. Living in the licentious Rome of Julius Caesar's time, he recorded his thoughts and feelings in eloquent lyrics and epigrams. One recurrent subject was his love affair with an unfaithful mistress, an aristocratic married lady for whom he invented the pseudonym Lesbia after Sappho (c.610-580 B.C.), the Greek poetess of Lesbos. Modern scholars regard the Lesbia cycle of poems especially as being without parallel in ancient literature for the sincerity of its passion.

Orff arranged his Catullus settings in three short acts, accompanied by mime on a stage within the stage, illustrating the poet's love, betrayal and disillusionment. He framed these with a prologue and epilogue (to his own Latin text) in which excitable young people are invited by their elders to learn from Catullus but soon lose interest and return to their own sport. Thus the 'games' have a double subject: the relationship between romantic love and sex, and the different attitudes of the young and old to both.

The singers (solo soprano, solo tenor and mixed chorus) are accompanied in the prologue and epilogue by four pianos and a large percussion group. Even more than in Carmina Burana, melody and harmony are subordinated to powerful rhythms with fragmentation and repetition of words suggesting ritual incantation. Orff does not set Catullus as verse but weaves the poet's lines into new rhythmic patterns. A fluid mix of solo voices with variously constituted choirs, of song with near-speech and of chanted litanies with flexible arioso ensures variety of texture. Catullus's plaintive love song Ille mi par esse -- his translation of Sappho -- offers a gentle contrast to the hot-blooded sections, and there are sensuous passages like Lesbia's Italian lullaby, a soprano solo backed by bass humming chorus.

Orff's four pianos and percussion may recall Stravinsky's Les Noces, but the two composers' aims were very different; the Russian sought to evoke the folk life of the fairly recent past, while Orff wished to create a likeness of the classical Roman theatre in which eternal truths about the joys and pains of human life might be shown. His 'Scenic Games' remind us that, being eternal, those truths have not changed in the 2,000 years since the time of Catullus.

Trionfo di Afrodite (Triumph of Aphrodite). Orff's third scenic cantata, was composed in 1950-51, completing a triptych to which he gave the collective title of Trionfi. The new work was introduced and performed with the other two on 13 February 1953 at La Scala, Milan. Having in the first two cantatas examined aspects of love in, respectively, medieval and Roman times, Orff now looked at marriage rites that originated in ancient Greece. For his text he selected two dramatic choral odes by Catullus (long Latin wedding songs in Greek style), several Greek poems by Sappho and, to conclude, a chorus from Euripides's Hippolytus. He arranged these to make what he called a Concerto scenico depicting an imaginary Graeco-Roman wedding celebration.

A full orchestra is required, including three pianos, three guitars and an important array of percussion, but it has no independent role. Its function, apart from providing backgrounds of carefully chosen tone-colours. is always to accompany the singers, either doubling the vocal lines or supporting them with ostinato patterns, pedal-points and rhythmic punctuation. Most of the music's expressive weight is carried by the soloists and the closely-harmonised melodic lines for single and double choirs. Sharply-defined rhythms are predominant as in the earlier cantatas, but Orff now shows more respect for the original metres of the poems.

The work divides into seven sections, beginning with a song to the evening star by rival choirs of young men and girls awaiting the bride and bridegroom. (Aphrodite, the Greek goddess of love and beauty, was identified by the Romans with Venus, and the planet was addressed on its appearance in the evening sky as Vesper and Hesperus.) The choirs' leaders salute the star with ornate arabesques, and choral refrains addressed to Hymen, god of marriage, reach a fortissimo climax. The wedding procession is described in the second section, a chorus sung in Sappho's Greek. Also from Sappho comes the dialogue of the bride and groom, their words set by Orff with florid melismas and wide leaps. The powerful four-part Invocation to Hymenaeus, accompanied by alternating C and D chords and long D pedal-points, leads to a hymn of praise with clipped cross rhythms. During the nuptial games and songs two solo sopranos and semi-chorus summon the bride, who is conducted to the bridal chamber with humorous advice to the couple, a passage introducing unpitched rhythmic speech. The groom is ushered into the chamber, and a simple yet moving wedding chorus (Ille pulveris Africi) follows. The tenderly passionate, melismatic duet of the newly-weds leads to the climactic Appearance of Aphrodite, a progressively ecstatic chorus as the goddess of love herself appears and is acclaimed as triumphant queen of the world.   © eric mason. 1995

	Sigune von OSTEN
	SATIE, IVES, CAGE
	1994
	58:11
	label: ITM Media, series 'Classics'.

Sigune von Osten [soprano]; Armin Fuchs [klavier].

ERIK SATIE 

1. Tendrement 6.36
TROIS MELODIES:

2. Le chapelier 1.09 

3. Dapheneo 1.25 

4. La statue de bronze 2.04
5. La diva de "l'Empire" 3.08
LUDIONS:

6. Air du rat  0.36
7. Spleen 0.57
8. La grenouille americaine 0.59
9. Air du poete 1.00
10. Chanson du chat 0.36
11. Je te veux 5.36

CHARLES IVES

12. The Circus Band 2.21 

13. The Greatest Man 1.23 

14. The Childrens' Hour 2.18 

15. Tom Sails Away 2.20 

16. Memories 2.25 

17. Like A Sick Eagle 2.06 

18. Nov. 2, 1920 2.54 

19. Serenity 2.00 

20. Down East 3.19 

21. Charlie Rutlage 2.20

JOHN CAGE

22. The Wonderful Widow Of Eighteen Springs 2.28
23. Aria 7.59

Realisation: Sigune von Osten

Sigune von Osten belongs to the leading singers especially engaged in twentienth century music. Many composers from various countries have composed for her voice. She has collaborated with composers such as John Cage, Edison Denisov, Cristobal Halffter, Luigi Nono, Krzystof Penderecki, Giacinto Scelsi and Olivier Messiaen, who considered her to be one of the premier interpreters of his work.

Born in Dresden and raised in Hamburg, she studied at the conservatories in Hamburg and Karlsruhe, continued her studies with Elisabeth Grummer and Eugen Rabine and recieved the first prize at the national vocal competition in Berlin.

Armin Fuchs was born in Nuremberg. He studied piano with Erich Appel and Arne Torger, composition with Bertold Hummel, and accompanying with Norman Shetler. He participated in the master classes of Pavel Gilllov, Yong Uk Kim and Rudolf Metzmacher. During this period, he began his concert career playing chamber music, vocal accompaniments, and solo interpretations of contemporary music. He has been invited to play at several major European festivals: The International Festival for New Music/Rome, Concerts Ville de Geneve, 1. Munchner Musikbiennale, Internationale Ferienkurse fur Neue Musik/ Darmstadt, South Bohemia Music Festival/CFR, Biennale Sound Ways/St.Petersburg, Frankfurt Feste. He performed a leading role in Edgar Reitz's ZDF-film "Die zweite Heimat".

He is an avid interpreter of the works of John Cage and Erik Satie (including his 28-hour non-stop "Vexations"), and has composed extensively.

[...]

Aria

A graphic score (vocal lines, squares) in ten different colours which represent different styles of singing. The text employs vowels and consonants and words from five languages: Armenian, Russian, Italian, French, and English. Realisation is made by the singer.

	Giovanni Pierluigi da PALESTRINA  (1525-1594)
	Missa pro defunctis / Motets
	1994
	65:36
	label: Teldec Classics (Warner)

performed by CHANTICLEER

1. Gaude gloriosa 

Missa pro defunctis

2. Requiem aeternam

3. Kyrie

4. Offertorium

5. Sanctus

6. Agnus Dei

7. Salve regina 

8. Pange lingua

9. O bone Jesu

from Canticum canticorum:

10. Trahe me

11. Nigra sum, sed formosa 

12. Surge, propera 

13. Surge, amica mea 

14. Quam pulchra es 

15. Veni, dilecte mi

16. Gaude, Barbara

CHANTICLEER:

Kenneth Fitch, Joseph Jennings, Christopher Fritzsche, Corey McKnight, David Shaler -- countertenors

Kevin Baum, David Munderloh, Douglas Wright -- tenors 

Tim Krol, Chad Runyon -- baritones 

Frank Albinder -- bass-baritone 

Eric Alatorre -- bass 

Joseph Jennings -- music director 

Louis Botto -- artistic director 

The juxtaposition of Giovanni Pierluigi da Palestrina’s Missa pro defunctis (1591) and Canticum canticorum (1584) reminds us of an age-old connection between death and sensual love. The double entendre of "death" precedes Shakespeare, and some of the earliest tales that survive from antiquity stress this connection as well. After eating the forbidden fruit, Adam and Eve are stripped of immortality and at the same moment become ashamed of their nakedness, the first sign of sexual aware​ness; Orpheus descends with his lyre into Hades itself to retrieve Eurydice, only to have his irre​pressible desire to condemn her to a second death; the Sirens enchant passing sailors' ears with songs of love, enticing them to a horrible death. In this century, too, a critic surveying the history of love in the West judges it to be "the passion that wants Darkness and triumphs in a disfiguring Death" (Denis de Rougement).

Such foreboding and pessimistic views, however, are in contrast with the clarity and serenity of Palestrina's compositions. Palestrina chose to restrict his contrapuntal lines to those of eleg​antly balanced, declamatory melodies in a context of pervasive diatonicism and strictly con​trolled dissonance. Consequently, even when discussing love and death, Palestrina's music never indulges the impassioned, chromatic tone familiar with contemporary madrigalists like Gesualdo or Marenzio. Nonetheless, we would be quite wrong to think Palestrina's texts unimpor​tant to him. Rather, he strives to give a sensitive reading of the text, laying out its syntactic struc​ture clearly (by means of contrasting cadences and textures), providing impeccable declama​tion, and expressing words or phrases with subtle "text painting." Such graceful textual depiction abounds in the Song of Songs pieces, but even the restrained Missa pro defunctis provides examples as well (e.g., in the Offertory at "from the pains of hell and from the deep pit" we hear stepwise melodic descent followed by an octave leap down).

We may well question what motivated Palestrina to compose these substantial works. The case of the mass may seem unambiguous -- this, his set​ting of the Requiem texts, was first published in 1591, a brief three years before his death, and perhaps intended for his own funeral -- but the Song of Songs requires more explanation. Taken literally, these texts constitute biblical erotica. Their rich description of the lovers' relationship resembles many a contemporary secular madrigal, but allegorical interpretation held sway in biblical hermeneutics of the time, situating the lover/beloved pair variously as Christ/church, Christ/soul, or even Christ/Mary.

It was no accident that Palestrina and the biblical exegetes paid such attention to the Song of Songs in these years following the Council of Trent (1545-1563). Declaring it apocryphal, several Protestant reformers tried to remove it from the Bible, allowing Catholics thereby to claim it as yet another theological battleground in that internecine struggle, all the more valuable to them for its allegory of Christ's intimacy with the one, true (Roman) Church. In his dedication of these motets to Pope Gregory XIII, Palestrina took the unusual step of discussing the style of his pieces, telling the pontiff, "I have used a kind of music somewhat livelier than I have been accus​tomed to use in church music, for this I felt that the subject itself demanded." We too can sense the distinctive style employed for these motets, newly drafted into the Counter-Reformation arsenal. Palestrina burnishes these texts into refined gems, comparable perhaps to the individual panels in a polyptych. Large structural repetitions are gener​ally absent, some lines are shorter-breathed than in his typical motets, and the full gamut of emo​tions is explored. In short, Palestrina adopts a more madrigalian idiom; but nothing could be more appropriate for these works that remain, at some irreducible level, settings of love poetry.

The genre of the Requiem Mass, so-called because it begins with the plainchant Requiem aeternam ("eternal rest"), flourished during Palestrina's lifetime. Whereas before 1500 there is but one such piece extant (Ockeghem), in the l6th cen​tury many composers set this form. Once again, this development may be explained by reference to the Catholic Reformation, in particular the church's reaffirmation at Trent of the doctrines of divine judgment and Purgatory. Ignatius of Loyola, founder of the Jesuits, also emphasized the moral value of reflection on last things; an important section in his Spiritual Exercises describes a method for meditating upon death. Preparation for one's own death became a pre​eminent obligation, and artists were commissioned to remind everyone of it. Skulls were a primary manifestation: they became common in portraits as accessories for the devout and, for the first time in Italy, adorned tombs in churches. The supreme craftsmanship that Palestrina brings to bear on his Requiem does not convey the same sense of mortal terror as do those skulls, yet its signi​ficance -- a recognition of death and reliance on God's mercy -- derives from the same impulse.

Palestrina's source for the melodic materials of his mass highlights the relationship between his melodic idiom and plainchant in a way similar to many of his motets. Without exception, he adapts the most prominent melodies from the plainchants for the Requiem Mass, offering each imitatively through the five-voice texture so that the same motives are heard in overlapping suc​cession from voice to voice. A stirring example of this melodic adaptation appears at the second invocation of Kyrie eleison where the falling interval of the perfect fifth rings resoundingly through the entrance of each voice. This figure is taken literally from the Gregorian chant and continues, though less audibly, to follow the pre​cise notes of the chant in the upper voice. As was customary in the l6th century, Palestrina omits the Sequence, Dies irae, and next sets the Offer​tory, Domine Jesu Christe. At the opening of the Sanctus, Palestrina modifies the plainchant source in a way that significantly affects the color of the movement. The Gregorian chant version begins with the diatonic descent of a whole step, but in his mass Palestrina explicitly notates ficta pitches for each lower note, resulting in affective half-steps. The effect of pathos conveyed by the "drooping" half-steps emphasizes the changed significance of the Sanctus text at death: the holy God now looms proximately as fearsome judge. The ficta half-steps become thematicized with their recurrence at the opening of each of the three Agnus Dei pleas.

Several of the motets here have special relevance for Palestrina's career as a church musician. Pange lingua, a hymn setting with its odd-numbered stanzas performed polyphonically and its even ones in plainchant, was sung on the feast of Corpus Christi throughout Catholicism. In the Rome of Palestrina's time, Corpus Christi was specially observed with processions between some of the most important churches of the city: priests, laity and musicians all marched with the Holy Sacrament exposed in their midst, reclaiming the city as a true Roma sancta. As the procession set out, Pange lingua was the first hymn intoned by the choir, and Palestrina, chapel master at St Peter's Basilica, would undoubtedly have had his setting of this hymn performed from time to time.

Among Palestrina's patrons was Duke Guglielmo Gonzaga of Mantua, for whom he composed Gaude, Barbara. Later in life, Guglielmo spent large sums on the construction of the basilica in Mantua that harbored relics of St Barbara, and even received a papal dispensation for a special liturgy on that saint's day. A beautiful encomium to St Barbara, Palestrina's motet both commem​orates her virtues and provides his benefactor with another symbol of the glories that accrued to himself and his fellow Mantuans through the acquisition of the hallowed relics.

O bone Jesu, a tender supplication to Christ, recalls us briefly to contemplation of death. Palestrina adapted its text from a prayer, Anima Christi, popularized by Ignatius of Loyola. This saint, whose obsession with death has already been noted, had personal significance for Pales​trina. The Roman Seminary was the first college founded by the Spaniard, and Palestrina was appointed its first director of music. We can scarcely doubt the composer's sincere commit​ment to the ideals of this Jesuit institution and to the Catholic Reformation out of which it sprang, for he made as a condition of his employment that two of his sons be admitted and educated there.

Stephen R. Miller

CHANTICLEER, the only full-time professional a cappella ensemble in the U.S., has developed a remarkable reputation for its interpretation of vocal literature, from Renaissance to jazz, and from gospel to venturesome new music. (The ensemble takes its name from the "clear-singing" rooster in Geoffrey Chaucer's Canterbury Tales.) Founded in 1978 by Louis Botto, Chanticleer made its debut in San Francisco's Mission Dolores. The ensemble soon went on to win international acclaim with performances at the 18th International Fortnight of Music Festival in Bru​ges, the International Josquin Symposium in Cologne, the Voices Festival in Holland and the Salzburg Festival in Austria. Joseph Jennings -- singer, conductor and arranger -- joined Chanti​cleer in 1983 and soon became the group's music

director. A highly successful 1984 New York City debut at Alice Tully Hall set the stage for major recognition in America. Today, Chanticleer per​forms over 100 concerts annually throughout the United States, Europe and Asia, including appear​ances at the acclaimed Schleswig-Holstein Fest​ival of Germany and the Bridges of Song Festival in Tallinn, Estonia.
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	Krzysztof PENDERECKI
	Threnody to the Victims of Hiroshima / Canticum Canticorum Salomonis / De Natura Sonoris #1&2 / etc.
	1994
	75:27
	label: EMI Classics (USA), series Matrix 5

Polish Radio National Symphony Orchestra / London Symphony Orchestra ("Anaklasis")

conducted by Krzysztof Penderecki

1. Anaklasis

2. Threnody to the Victims of Hiroshima

3. Fonogrammi

4. De Natura Sonoris #1

5. Capriccio

6. Canticum Canticorum Salomonis

7. De Natura Sonoris #2

8. The Dream of Jacob

	Krzysztof PENDERECKI
	Gala
	1995
	75:49
	label: Sony Classical, Super Bit Mapping (20-bit technology)

Sixtieth Birthday Gala Concert, rec. 1993

Sinfonieta for Strings

Quartet for Clarinet and String Trio

Sonata for Violin and Piano

Benedicamus Domino

Song of Cherubim

Lacrimosa for Soprano, Chorus and Orch.

Concerto for Flute and Chamber Orch.

perf. by Sinfonia Varsovia / Warshaw National Philarmonic Choir, conducted by Krzysztof Penderecki; flute: Jean-Pierre Rampal; Christoph Poppen / Grigori Zhislin: violin; Kim Kashkashian: viola; Vladimir Viardo: piano; a.o.

	Krzysztof PENDERECKI
	Stabat Mater
	1995
	51:33
	Complete sacred works for chorus a capella; performed by Tapiola Chamber Choir.

	Philip  PICKETT
	Carmina Burana Vol. II
	1988
	62:34
	 Decca Rec. (London)

Philip PICKETT / NEW LONDON CONSORT

New London Consort:  Andrew Lawrence-King [harp, Psaltery]; Paula Chateauneuf [lute]; Tom Finucane [gittern]; Pavlo Beznosiuk [vielles]; Giles Lewin [vielles, rebec]; Philip Pickett [recorders (blockflute), symphony]; William Lyons [recorders (blockflute)]; Stephen Henderson [bells, nakers, tabors]; Clifton Prior, Neil Rowland [tabors, tambourines]; David Roblou [organ (prepared and tuned by Malcolm Greenhalgh)]. Vocalists:  Catherine Bott [soprano]; Michael George [baritone]; and others.

    Paleographical evidence and content indicate that the Carmina Burana manuscript was probably written at the court of a Carinthian clerical aristocrat — a lover of fine books and a patron of students. Although its subsequent history is uncertain we know that the manuscript suffered losses and rearrangements of the text — for example, the miniature of the goddess Fortuna and her wheel was remowed from its rightful position and placed at the beginning as a frontispiece. The single leaves of the Burana Fragments were probably inserted not long after the volume had been completed, and the part of the manuscript containing the Passion play may be of a slightly later date than the rest. Most of the material is French, dating from the eleventh and twelfth centuries, and although the poets are generally not named the work of such authors as Walter of Chatillon (born in 1135), Peter of Blois (born in 1168) and Philip the Chancellor (Chancellor of the University of Paris from1218 to 1236) can be identified as their poems are known through other, often better, versions found in manuscripts in France, Germany, Italy and England. Works by other sometimes less well-known poets have also been identified. These include some isolated strophes from songs by Minnesingers such as Walther von der Vogelweide, and the great ‘Planctus ante nescia’ written by Godefroy of St Victor.

   The rhetorical decoration of twelfth and thirteenth century Latin verse was often drawn either from Classical literature and mythology or the Latin Bible. References to Juno, Jupiter, Apollo, Venus, Cupid, Hercules, Diogenes, Epicurus, Ovid, Catullus or Juvenal are found in most of the secular poems, while the more satirical and serious works are filled with quotations from the Old and New Testaments and the various Biblical commentaries and Glosses commonly studied at the time. And yet these writers, while being aware that they were using a language dignified by such authors as Virgil, Cicero, St Jerome and St Augustine, frequently drew their inspiration from the more immediate passions of medieval life.

   Burlesque and parody were employed by both sacred and profane poets who delighted in puns and neat wordplay, and some specialised in substituting sly irreverences in hymns and offices. The turning of Biblical phrases to secular use may even have been the almost unconscious result of the poet’s exclusively ecclesiastical education. Parody often degenerated into outrageous blasphemy, and the impulse to mock the solemnities of liturgical ceremony gave rise to a whole series of parodies such as the Gambler’s Mass. In the twelfth century a surge of intellectual vitality had swept through western Europe and Paris became established as Europe’s cultural centre. The universities, new centres of learning, scattered the seeds of intellectual culture, and young scholars fell into a way of travelling from one school to another seeking, as a contemporary saying went, the liberal arts at Paris, law at Orleans, medicine at Salerno, magic at Toledo and manners — nowhere!  Latin literature shared in this renaissance, or even anticipated it. Partly because of the international make-up of University student bodies lectures were given in Latin, as were the University sermons, delivered on the days when there were no classes. These sermons were regarded as an essential part of the study of theology, and while some of them dealt with theological matters others were concerned with the life and customs of the clergy — simony, nepotism and other vices were sharply criticised and dealt with, not as abstract evils, but as current problems. Many poems of the period contain similar caustic satires on the immorality of the clergy, and such songs, composed in Latin, were truly international and crossed linguistic frontiers as easily as the music that went with them. — Philip Pickett.

	Philip  PICKETT
	Praetorius: Terpsichore Dances
	1986
	50:28
	label: Decca Rec. (London), 1986, 1998.

Philip Pickett’s New London Consort (instruments):    violins, violas, violoncello, double-bass, bass viol, great bass viol, lira da Braccio, hurdy-gurdy, double-harps, lutes, archlutes, theorbo, cornetts, natural trumpets, sackbuts, flutes, recorders, schryari, crumhorns, shawms, curtals, racketts, sorduns, rauschpfeifen, harpsichord, organ, regal, timpani, bass drum, side-drum, tabors, tambourine, xylophone, dulcimer.

«This is pure sizzle and great fun from beginning to end.»  -- ‘Gramophone’
   While there are various sources of information on musical instruments of the Renaissance, none are as immediate in impact as the forty-two pages of engravings published by Praetorius under the title Theatrum Instrumentorum seu Sciagraphia (Theatre of instruments or perspective drawings) as an appendix to the second volume of his Syntagma Miisicum of 1619. These marvellous plates, drawn to scale, show over a hundred instruments with a detail precise enough for makers to have produced reconstructions even when actual examples have not survived. Their images are familiar from countless reproductions, and have been a major inspiration for the recent making and playing of the wide range of renaissance wind instruments.

Praetorius was born in Creuzburg, near Eisenach, on the river Werra. The family moved several times because of strife among various Lutheran factions. His father was a strict Lutheran, having been a colleague ofJohann Walter (1496-1570), composer of the first collection of chorales. Walter's influence is perhaps to be seen in the fact that most of Praetorius' church music is based on the chorale. Praetorius was educated at Torgau, Frankfurt an der Oder and Zerbst, returning to Frankfurt early in 1585. [...]

Praetorius had a systematic mind, and embarked on an ambitious programme of publication, wishing to make available to other musicians the vast stock of music he had created. The list of works which he published or intended to publish is vast. He concentrated chiefly on church music, and only one of his projected series of secular and instrumental collections appeared. He called it Terpsichore (1612), after the Greek muse of the dance; the characteristically verbose title page states that it includes various dances as the French dancing-masters play them, which can be used to entertain and delight princely tables and banquets;

unfortunately, the promised companion collections of English and Italian dances, of toccatas and canzonas for violins or wind instruments, and of German secular music never appeared.

Praetorius was not content with just writing and publishing his music. Not only did he write three invaluable, if sometimes verbose, volumes on music, instruments and how to perform (Syntagma Musicum);

many of his editions also contain informative prefaces. That to Terpsichore makes clear the nature of the music in the volume. The dances were communicated to Praetorius by Antoine Emeraud, dancing master to the Duke of Brunswick, who had asked him to arrange the tunes in four and five parts. Praetorius seems to have had a slight conscience about whether it was proper to publish music received thus, but defends himself in his dedication to the Duke. He states that the melodies and airs of these dances were composed by French dancers known chiefly as good violinists or lutenists, who played them to their noble masters on those instruments when giving their dancing lessons. For most of the dances, Praetorius provided the bass and inner parts: these he heads with his initials .VI, P. C. (Michael Praetorius of Creuzburg). A few dances which he received with bass part are headed Incerti (anonymous), and some, marked F.C., were entirely composed bv the French violinist Pierre Francisque Caroubel, who had recently spent some time at the Duke's court at Wolfenbuttel.

A natural assumption from the origin of the dances is that Praetorius intended them to be played on strings. At the French court, it was the band of violins which played for the formal court dances, and the violin was the normal instrument used to accompany dance instruction. In Germany, however, the music is likely to have been used generally as entertainment and background music for banquets and ceremonial occasions, for which the only restrictions on instrumentation will have been the adaptability of the players and, perhaps, the remains of the medieval distinction between loud and soft, outdoor and indoor instruments. When referring to varying the repetitions within a dance and playing one loudly, the other softly, Praetorius mentions bowed and wind instruments. The remarks about transposition in his introduction may also relate to the convenience of playing the music on particular instruments; but they are not entirely clear, and the reference to a more elaborate discussion in the fourth volume of Syntagma Musicum is frustrating, since it was not published. It seems appropriate to apply to his music the information about instruments given so copiously in Syntagma Musicum II. Thus this recording exploits the wealth of instruments available in Germany at the time. [...]

	Philip  PICKETT
	The Feast Of Fools
	1992
	75:19
	label: Decca (London)

Philip Pickett & New London Consort

THE FEAST OF FOOLS

The medieval Feast of Fools was held sometime between Christmas and Epiphany, particularly on New Year's Day, the Feast of the Circumcision. The chief location of the festivities was the church itself, and the principal organisers were the subdeacons or lower clergy. The ruling idea of the Feast was the inversion of status and the performance by the inferior clergy of functions normally carried out by their betters. The celebrations were relics of the ancient ceremonies of renewal and rebirth which took place at New Year and involved the temporary overturning of all values.

An illuminating account of the conduct of the clergy during the Feast is found in a letter written in 1445 by the Dean of the Faculty of Theology at Paris. He describes priests and clerks wearing masks at Divine Office, dancing in the Choir dressed as women, pandars and minstrels, singing lascivious songs, eating sausages at the altar while the celebrant is saying Mass, playing with dice, censing with vile fumes from the soles of shoes, running and leaping shamelessly through the church, and finally driving around the town in carts making indecent gestures and reciting scurrilous and lewd verses to tlie derision of all.

A much earlier document from the Collegiate church of St-Omer implies that the whole Office of the Circumcision was recited with screeches and nonsense syllables.

In 1199 the Bishop of Paris tried to reform the Notre-Dame Feast of Fools. He mentions improprieties and bloodshed, and orders that the bells must be rung in the normal way and that there should be no bawdy songs, no masks and no torch-lit processions. The Lord of the Feast (dominus festi) must put on his cope in the Choir, not in his house, and with the Precentor's staff (baculus) in his hand he must lead the singing. Canons and clerks must remain in their proper stalls. Of particular interest is his statement that during second Vespers the Deposuit is to be sung not more than five times, and if the baculus is taken then Vespers should be ended by the ordinary officiant. This suggests that the baculus and the Precentor's authority were ceremonially handed over at the most appropriate moment in the day — during the Magnificat at the words Deposuit potentes de sede et exaltavit humiles. But who assumed the authority?

We know nothing of the baculus ceremony itself, but there are detailed accounts of another Christmas celebration — the Feast of Innocents — and the customs associated with it are similar to those of the Feast of Fools. Manuscripts from Bayeux and Coutances make it clear that an elected Boy Bishop plays his part throughout the day and at second Vespers gives way to a 'Bishop-elect' at the Deposuit. It would seem most likely then that the dominus festi of one year handed the baculus to the dominus festi of the next; and in many places the Fouls' Bishop was responsible for discipline in the Choir throughout the year.

The Feast was widely celebrated in cathedrals and collegiate churches in France, and rather less in Flanders, England, Germany and Bohemia. Many of the customs and ceremonies most commonly associated with the Feast are described elsewhere in this note, and to these can be added shaving the Fools' Bishop, vesting the Fools' Bishop in full Pontificals; bringing ail ass to the altar; wearing hoods or crowns of leaves; issuing burlesque Indulgences; holding service books upside down; parodying parts of the Mass and Office; blowing the ashes from the censers around the church; wearing torn vestments; wearing vestments inside out; pelting the townspeople with excrement; clanging bells, kettles and saucepans; playing comedies in public; and playing ball games.

Most of these customs can be traced back to ancient pagan festivals like the Saturnalia and January Kalends, but what of the ass, a widespread feature of the Feast? It has been suggested that it represents the most characteristic of Kalends features, the Cervulus or horned god. The answer is more likely to lie in a mixture of Celtic, Roman and Christian traditions, for the ass is at once a relic of ancient magical cults, a fertility symbol, a symbol of strength and the epitome of stupidity. The festival of Epona, goddess of horses, asses and mules, was held in December close to Kalends, when all her creatures were rested; and in the Christian world the asses were rested on Christmas Day. The ecclesiastical authorities attempted to sanctify the spirit of play at the Feast by diverting the revellers' energies to ludi of the miracle play variety, and here the presence of the ass was justified — carrying the Virgin to Bethlehem and into Egypt, and standing beside the Christmas crib.

The Feast was celebrated in many different ways. This recording of parts of a typical Feast of Fools is based on two medieval MSS containing the chants 'proper' to the Mass and Canonical Office of the Feast of the Circumcision. I have also included pieces from a fourteenth-century Moosburg Gradual which contains a number of cantiones compiled and partly written by the Dean Johannes de Perchausen for use on Innocents' Day. Some of these, however, are clearly meant for the New Year Feast and were particularly useful in constructing a conjectural ceremony of the baculus. Finally I have gone to a few other sources, including the Carmina Burana, for contemporary parodies and contrafacta of the liturgical pieces.

The principal sources employed here are the Beauvais Officium Circumcisionis and the so-called Missel des Fous of Sens, a choir book containing much of the Beauvais material though sometimes in a different order. Apparently the Sens manuscript was compiled by Petrus de Corbolio (Pierre de Corbeil), who also had a hand in the reformation of the Paris Feast of Fools in 1199. It is unlikely that he wrote much of the Officium, very little of which is peculiar to Sens, but he probably revised it. [...]

All have perfectly serious texts, though some of the words lend themselves only too readily to parody and vulgar substitution. [...]

There is, of course, far too much extant music for a single CD; and an endless stream of Latin plainchant — screeched, sung out of tune, backwards or with frequent animal impersonations and other gibberish — would be repetitive and tedious. So I have chosen only the best material for this recording, and in many instances the performances are perfectly straightforward. I see little point in desecrating masterpieces such as Perotin's Salvatoris hodie.
We have adhered to principles of medieval liturgical practice while often altering details in keeping with the spirit of misrule appropriate to the Feast; for example one would expect to hear the Kyrie sung as a litany between two semi-choruses. Here it is truncated and treated with appalling disrespect by two cantors with the chorus joining in at the end in a manner suggested by another Beauvais ritual discussed below.

The MSS offer no clue as to how animal and other noises were introduced into the liturgy, nor do they show evidence of satire, parody and malpractice. Luckily we know a little about another Beauvais ceremony, this time celebrating the Flight into Egypt: a girl with a child in her arms sat on an ass in procession from the cathedral to the church of St Stephen. The ass entered the church and was led to the altar. During the Mass the Introit, Kyrie, Gloria and Credo all ended with a bray, and instead of the Ite missa est the celebrant was directed to bray three times (ter hinhannabit), with the congregation braying in response!

Choirboys undoubtedly took part m these celebrations. On the Feast of Innocents they elected their own dominus festi, the Boy Bishop, and in the Beauvais MS the Officium Circumcisionis is followed by the Play of Daniel, whose text strongly implies performance by men and boys. So women are employed here as boy-substitutes.

Although we accept that instruments other than organ and bells played little or no part in medieval liturgical music it is possible that, for such an unusual Feast, certain other instruments could have been employed — in particular the symphony, fiddle and gittern within the church, and shawms, trumpets and drums in processions.

The Play of Daniel, written by the juventus of Beauvais to honour Christ at Christmas, employs a number of conductus to accompany the entries and exits of various characters, and rubrics demand instrumentalists (cythariste) for the procession of King Darius. In another play of grand design, the Festum Presentationis Beate Marie Virginis of Philippe de Mezieres, rubrics demand two musicians who play processional music to cover the movements of characters from place to place. They also accompany an Angel who sings a devotional rondellus in the vernacular. If the use of instruments other than bells and organ was deemed appropriate in such plays then it could be argued that a similar involvement (perhaps limiting the participation to caroles, cantiones and conductus) is in keeping with the nature of the Feast of Fools as a whole — to let off steam and give folly its annual outing. As the Theological Faculty of Paris argued in 1440, defending the Feast of Fools, even a wine vat would burst if the bung-hole was not opened occasionally to let out the air!

Philip Pickett
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Catherine Bott [soprano]; Michael George [baritone]; Philip Pickett [recorder]; Pavlo Beznosiuk [violin]; Jacob Heringman [cittern]; Tom Finucane [lute]; Linda Saice [bandora]; Mark Levy [viol]. Performing editions and arrangements by Philip Pickett. Directed by Philip Pickett. Recorded at the Temple Church, Temple, London.

musical life in england probably reached its zenith during Elizabethan and early Jacobean times. A remarkable number of excellent composers wrote music of every description for dancing, singing, the home, the court, the theatre and the church -- and they wrote for every kind of musical ensemble. Some of their music was intended for the skilled performer, some for the am​ateur; elaborate religious music was written for church services, and sacred madrigals were written for home singing. The intense musical activity of the last twenty years of the 16th century carried on into the reigns of James I and Charles I, and much of the music now mistakenly regarded as Elizabethan was actually composed or printed long after 1603. One of the elements that distinguishes the Elizabethan age from previous periods is the quantity of secular vocal music written. This can be attributed partly to the Reformation and in larger measure to the vogue for all things Italian then current in England. Italian music was popular during the entire latter half of the 16th century, and the first important London publication of secular music was a set of Italian madrigals with texts translated into English. Even before this, Italian music was imported into England and performed by musicians and amateurs. The English madrigal publications that followed Musica Transalpina used Italian forms, occasionally Italian texts and frequently Italian verse 'Englished', all set to original music but almost always consciously imitating the Italian masters of the late 16th century.

The lute was the most popular plucked instrument of the Renaissance, having supplanted the harp as the in​strument par excellence for the noble amateur. In 1636 Mersenne wrote:

'The lute hath gained such influence over the other stringed instru​ments either because people have given it this advantage, or it has achieved this great success by virtue of its excellence and perfection.

A lutanist will succeed in everything when playing his instrument. For example, he will be able to represent the two geometric means, the duplication of the cube, the quadrature of the circle, the proportion of the movements of the stars and the speed of falling bodies'.

In England the principal lutenist-composers composed solo songs in which the lute parts were elevated to a level equal to those of the singer. These ayres could be performed in one of two ways: as solo songs with instru​mental accompaniment, or by voices singing all the parts, with or without instrumental support.

The English ayre is generally a strophic song for solo voice and accompanying chordal instrument, or, less fre​quently, a song composed in free form with the entire text set. Often it includes parts for other voices or instruments, but the melody is always in the highest part. This form had its origin on the continent early in the 16th century, but it became most popular in Elizabethan England. The sudden appearance of fully developed lute songs in print in 1597 and their equally sudden disap​pearance only some 25 years later has led some writers to regard the English lute song as no more than an iso​lated phenomenon. But a study of manuscript sources quickly places the genre into its context as part of a con​tinuing tradition, correcting the false impression created by the vagaries of Elizabethan and Jacobean music pub​lishing.

From what we know of 16th- and 17th-century musi​cal performance, there was no one manner of presenting a composition. Works written for instrumental ensemble rarely specified which instrument should play a given part, and the title page of a Madrigal book would sometimes call for a performance by 'Voyces and Violls’. Robert Jones says that his book of ayres, A Musical Dreame, is:

‘for one Voyce alone, or to the Lute, the Basse Viole, or both if you please’.

In the original editions a great number of the songs in​cluded not only parts for solo voice, lute, and bass viol, but music for two, three, and even four additional musi​cians. These were so arranged that the performers could place the opened book in the centre of a table and read their respective parts from wherever they were seated around it:

'But supper being ended, and Musicke bookes, according to the custome being brought to the table: the mistresse of the house presented mee with a part, earnestly requesting mee to sing.

But when after manie excuses, I protested unfainedly that I could not: everie one began to wonder.

Yea, some whispered to others, demaunding how I was brought up’.

thomas morley: A Plaine and Easie Introduction 1597
As the 17th century wore on, two quite distinct styles of song emerged - the tuneful and the declamatory. The latter and more important style developed from the more serious lute song through an increasing awareness of developments in recitative in Italy and an increasing exaggeration of the rhetorical aspect of the song texts. At the same time the contrapuntal nature of the lute song accompaniment gave way to a chordal style ex​pressed through a single and generally unfigured bass line. Dialogue texts were first set in the late middle ages, though few examples survive before the 16th century. A number of dialogues survive among the compositions of the frottolists, and the genre was comprehensively explored in the allegorical and mythological entertainments so beloved of the Italian renaissance courts. The rise of the basso continue at the end of the 16th century provided composers with the means to bring a greater realism and dramatic and expressive flexibility to their settings, and in England Lanier, Jenkins, Coleman and Lawes established a tradition of dialogues in the new Italian recitative style which was explored until the death of Purcell. They tended to set texts which explored the conventional amorous exchanges between nymph and shepherd.

The lute song proved so successful that composers sometimes substituted a consort of viols for the lute, and in these pieces as much interest lies in the instrumental parts as in the solo line; indeed, a relatively straightfor​ward vocal melody was often supported by the most intricate instrumental counterpoint. Many consort songs had accompanying parts of such quality that they could stand by themselves as instrumental pieces, and a num​ber of composers deliberately cultivated precisely this sort of consort piece. Homogeneous ensembles were known as 'whole’ consorts, though the English com​posers also wrote for 'broken' consort -- an ensemble with a variety of different instruments. Many of these pieces specified the instruments to be used -- something of a novelty in the Renaissance period! Morley's Consort Lessons, for example, was the first book of ensemble music to be printed in England, and all the pieces are scored for treble and bass viols, cittern and bandora, lute and flute.

The treble viol, flute and bass viol formed a solid and sonorous three-part texture, and the plucked cittern and bandora provided rhythmic interest and harmonic sup​port. The lute often decorated both melody and harmony with florid divisions, and similar passagi can also be found in the part books for treble viol and some​times even in the flute and bass viol parts. It has even been suggested that the term 'broken music’ actually de​scribed the way in which longer note values were divided or broken down into smaller ones, thus forming elaborate divisions. All of the violin, recorder and bass viol divisions to be heard on this cd were improvised in the recording sessions.

Such an 'exquisite consort’ became one of the favourite forms -of music-making during the Elizabethan and Jacobean periods. The ensemble seems to have been first employed as an accompaniment to the stage Jigg, though it soon found its way into the public theatre. The six musicians would perform from a gallery above the stage, often hidden behind a curtain, and they played be​fore, during and after the play as well as between the acts. There are numerous contemporary references to this 'consort of six’, and descriptions such as 'heavenly noyse’, 'celestial harmony’ and 'heavenly consort’ referred not only to the sound of the ensemble but also to the fact that the music came from above.

Several of the instrumental settings on this cd come from the Holme*s consort books, an incomplete set of part books for bass viol, cittern, lute and recorder now held in Cambridge University library. They are in the hand of Matthew Holmes, a singing man and Precentor at Christchurch, Oxford from 1588-1597, and singing man at Westminster Abbey from 1597 till his death in 1621. The manuscripts were probably compiled mainly at Oxford around 1595 and seem to have been intended for professional use, perhaps by the Waits of the city. The settings are unusual in that they specify violin and recorder rather than the more usual treble viol and flute, and the bass viol part book contains some of the earliest written-out divisions for the instrument.

Orpheus and the ancients improvised their arias over the simple chordal accompaniment of recurring bass pat​terns, or Grounds -- so thought the neo-Platonic theorists of the late 16th century! From this idea the Italian and English composers of the early 17th century developed a rich and varied virtuoso repertory of works based on a number of popular Renaissance basses, including the Passamezzo, Romaneses Ruggiero, and Bergamasca. The Brade Coral and Barafostus'Dreame are two of the finest English examples of the genre.

Much of the material recorded here was directly in​spired by the common stock of contemporary 'folk’ music --  even high art compositions were often based on the popular tunes of the day. Compared to the more so​phisticated settings on this cd, Watkins ale -- or 'A Ditty delightfull of Mother Watkins ale, A warning wel wayed, though counted a tale’ -- is popular music in a much more basic form: a broadside ballad, its text printed on a single sheet which sold by the hundred for a penny each. This ballad was printed around 1595 and the music has sur​vived in a number of settings which formed the basis of the present arrangement.
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Philip Pickett and New London Consort

     This collection attempts to wipe the dust from some old ideas and restore music from the Middle Ages and Renaissance to its roots deep in the human soul.

Philip Pickett and his New London Consort have researched instruments, locations and performance practices to reach the heart of this joyous, passionate and ultimately life-affirming music, music of the pilgrims who tramped to Santiago de Compostela or the dancers in the courts of the nobles.

What you're listening to is not the domain of museums, but the music of the people, born of faith and the love of song and dance. The saints and sinners that exist in everyone will be drawn to Sinners & Saints — The Ultimate Medieval and Renaissance Music Collection.
  1. Sinners & Saints starts off with an instrumental version ot one of the best-known pilgrim songs. (A performance with words appears on the same original recording, The Pilgrimage to Santiago.) Pilgrim songs are a staple of medieval music, just as pilgrimages to great cathedrals or sacred shrines also inspired the visual arts and literature of the period. A great amount of music survives from the pilgrimages, for there was quite a bit of time to fill: from Central Europe and back again a typical pilgrimage to Santiago de Compostela took nearly a full year.

The songs are religious in subject matter, but vary widely in their imagery, ranging from standard religious orthodoxy to wild, grotesque stories. It's obvious that many of the listeners enjoyed the sinning in the songs as much as the salvation.

2.  LA BOUREE

3. GAGLIARDA

The role of dancing in the music of this period is vital. Royalty commissioned music for many different events, and there is an enormous amount of dance music that has been preserved over a period of some 600 years. La Bouree is by Michael Praetorius (c.1571—1621), one of the best-known composers of his period. The Gagliarda is a 16th-century dance that was popular for almost one hundred years. This one is taken from The Sylvan and Oceanic Delights of Posilipo, which re-creates dances that were performed for King Philip III of Spain in a special setting on the hill of Posilipo in Naples in 1620.

4. QUEN A VIRGEN BEN SERVIRA

This is a song taken from a collection written about the miracles attributed to the Virgin Mary. The song itself is a small miracle of emotion, structured very much like a modern gospel song, with a call-and-response between the soloist and the chorus. The soloist tells the story of San Virila, a 10th-century monk, and his experience of paradise. The choir answers each stage of the tale with the refrain 'Those who serve the Virgin well will go to Paradise'.

5. BRANSLES DE VILLAGES

More lively dancing — this time another dance of French origin. This performance features two violins, two violas, a cello, a great bass viol, a hurdy-gurdy and two lutes. It's a very similar setup to a standard country and western or cajun band: a couple of violins, a big bass fiddle, a couple of guitars and the hurdy-gurdy, which is still used today.

6. KATERINE COLLAUDEMUS

Three of the songs on Sinners & Saints come from the famous Carmina Burana manuscript. This collection of songs, plays and poems was compiled around 700 years ago in Germany. Over 200 songs appear in the collection, and their subject-matter encompasses the full range of human behaviour. The Carmina Burana manuscript was only rediscovered by accident in the early 1800s and its first publication took place in 1847.

The first song is a sacred song that beautifully describes the trials of Saint Catherine. The very simple musical accompaniment focuses the listener on the stories recounted of the saint's unshakeable faith.

7.  LA SCESA DE' PASTORI DAL MONTE

The Descent of the Shepherds from the Hill. Another dance, this time of Italian origin. The composer Andrea Ansalone and his family were prominent composers and musicians in Naples for many years. The extravagant show this dance was composed for — The Sylvan and Oceanic Delights of Posilipo — still survives. The instmments at the beginning represent Pan, the god of rustic life. The dance builds on one charming musical theme, adding different instruments as new characters — Dryads, Satyrs and Apes — appear on stage.

8. ORIENTIS PARTIBUS

Between Christmas and Epiphany the Feast of Fools was held. This Feast was held in the church itself and reversed the status of the church hierarchy, as inferior clergy assumed the roles of their superiors. Consuming sausages at the altar, wallowing in the scent of old shoes and singing lewd songs was all part of the fun. The star of the Feast was an ass, led into the church from the street and celebrated for his unsung roles in the life of Christ. (The ass was present at the birth and also bore Christ through Jerusalem on Palm Sunday.) The Feast of Fools seemed prone to get out of hand. The head clergy in France tried to control it after reports of lewd and wild behavior in the churches and the processions that spread through the streets around.

9. VOLTE

Another dance written by Michael Praetorius — actually four separate short dances performed together. The Volta was not considered a respectable dance, as it involved such close contact between the couple dancing.

10. STELLA SPLENDENS

Stella splendens, 'Gleaming star', is another pilgrim song. It comes from the Llibre Vermeil, or 'Red Book' of Montserrat. This contains ten songs by different composers. They were all sung by pilgrims who went to worship at the Shrine of the Virgin at Montserrat near Barcelona.

11. TEMPUS EST IOCUNDUM

Another song from Carmina Burana. The season of love is reaching full bloom. This lovesick troubadour is never far from the thought that his love brings a darker reality as well. The singers, chorus and musicians proceed relentlessly as this song continues, accurately portraying the lover's excitement, uncontrollable passion, fear, joy and wildness.

12. BALLO DE' CIGNI

Dance of the Swans — another piece from The Sylvan and Oceanic Delights of Posilipo, a series of scenes representing the joys of country life, which are presented by Pan, and the beauty of the life of the sea, which is lorded over by Venus. The swans in the ballet are the attendants of Venus.

13. BACHE, BENE VENIES

A rowdy, frank song about the many wonderful effects of wine on men and women. It is the third song from the Carmina Burana manuscript included in this collection.

14. LUX OPTATA CLARUIT

Another song performed during the Feast of Fools. It features a chorus, two fiddles, gittern, lute and tabors. The use of such decidedly non-sacred instruments makes it appropriate for the upside-down Feast of Fools. The song's energetic and optimistic tone (with some great violin solos) shows that beneath all the parody there was a vibrant mission to the Feast of Fools — to find new, popular ways to tell a story and profess a miraculous faith.

15. BALLET

BALLET DES BACCANALES 

BALLET DES MATELOTZ 

BALLET DES COQS

A rather refined group of four dances by Praetorius. These dances were used for courtly entertainment; some of the titles suggest a costume or other pertinent information for the dancers: the Ballet des Baccanales, for example, was frequently danced during Shrove Tuesday festivities.

16. NON E GRAN CAUSA

A great pilgrim song, the tale of a pilgrim who sins and then meets the Devil on the road to Santiago. Luckily, he is being watched over by some very important friends on the way.

17. PASSO E MEZZO/SALTARELLO GIORGIO

This final track would have been played by the orchestra during the Carnival plays performed in Florence over 300 years ago. The instruments for this dance were chosen for their aristocratic demeanour, as the plays depicted Greek and Roman mythology, and the orchestra represented heavenly music-making.
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Songs and dances from Shakespeare’s Plays.

A selection of music for lute, ensemble and keyboard by Byrd, Dowland, Holborne, Morley, Robert Johnson and other contemporaries of Shakespeare.

MUSIC FOR SHAKESPEARE’S PLAYS

Music was a much more prominent feature of Elizabethan and Jacobean play production than the texts alone tend to suggest. It is easy to overlook "song" and "dance" stage directions during a casual reading; and in cold print they achieve nothing like the impact of real singing and dancing on stage. Only a few of the original song settings survive. Lyrics might not have been set in the first place -- written instead to fit ballad tunes well known around 1600 but relatively obscure today. And it is hard to tell which of the dances preserved in printed and manuscript collections have a theatrical origin: prob​ably more than we now realise. These uncertainties may explain why musical "authenticity" is so rarely aimed at in the professional theatre, even though the arguments in favour should carry as much weight there as they do in the concert hall.

The Musicians of the Globe have more incentive than most to explore Shakespearean repertoire. This recording, a careful selection, is designed to show how early music can come practically to the aid of early drama — an im​portant part of the Globe experiment.

Deliberately omitted (necessary in a fully-staged perfor​mance, but unrewarding to listen to at home) are the trumpet fanfares, hoboy flourishes and so on, functional music designed to indicate a character's rank, evoke the sounds of state ceremonial or the sounds of battle when sight of either was obviously out of the question. Also omitted -- for exploration in future perhaps -- is music of the sort which most appealed to the rougher element in Shakespeare's audience, the farce jigs, singing-and-dancing afterpieces irreverently tacked on to even the most serious plays, to send the groundlings happily on their way home: "Garlic," "Who buys my four ropes of hard onions?" and others now known only by name, "stuffed with loathsome and unheard-of ribaldry." They were banned outright in 1612, following a number of incidents at the Fortune Theatre: at the end of every play "great multitudes... of lewd and ill-disposed persons" poured in to watch the jigs, threatening public order, with the pre​dictable result that actors in every London playhouse were ordered "utterly [to] abolish all Jigs, Rhymes and Dances after their plays," on pain of imprisonment. Shakespeare retired to Stratford the following year; and more legiti​mate music for his plays has to be the focus here.

Some of the songs are already very familiar: "0 mistress mine" (Twelfth Night), "Full fathom five" and "Where the bee sucks" (The Tempest), "The poor soul sat sighing' (Desdemona's "Willow" Song in Othello), "It was a lover and his lass" (As You Like It). We know exactly where in which play each of these belongs, can assess their fitness in context and admire Shakespeare's sense of musical oc​casion. Contemporary or near-contemporary settings survive for 11 Shakespeare songs in all, all included on this CD (most as they appear in the sources, with a plain lute accompaniment; two with a mixed instrumental, "broken" consort accompanying, as could well have hap​pened in the theatre).

Popular songs and ballads to which Shakespeare alluded belong in another category. They were not performed complete, holding up the action while everyone stopped lo listen, but mentioned in passing (just the title or a few words). Allusions called the full versions to mind, spark​ing off a whole chain of associations which, when schol​ars follow them through, often turn out to be relevant to the dramatic context -- implied, instead of actual back​ground music. In mad scenes a character on the edge of breakdown might sing in fragments, the music literally falling apart. Hamlet, for instance: towards the end of Act Four Ophelia enters "distracted, a lute in her hands and her hair about her shoulders." "For bonny sweet Robin is all my joy" is all she can manage of "My Robin is to the greenwood gone," only its last line; and a few pages later she is dead. Away from the theatre of course songs like this are more enjoyable uninterrupted -- the consort and key​board versions of "Robin'’ / " Bonny sweet Robin" are good examples.

Dances, too, are frequently mentioned in Shakespeare (not so often performed); slow, fast, leisured or athletic, English-country, foreign-and-exotic. Each dance title re​minded theatre-goers of tunes and steps which they could almost feel, and this gave them almost a physical contact with characters on stage. An old man warming up for the galliard was pushing his luck (so happy, high-spirited, plain silly?); lavoltas and corantos were indecently ener​getic, French-risque. Actors noted for their footwork --Tarlton, Kemp -- not surprisingly had dances named after them.

Before a play started, members of the theatre band per​formed to entertain the gathering crowd. Of the settings for broken consort recorded here, some are anonymous arrangements of popular ballad tunes, others were part composed, part arranged by Thomas Morley (from his Consort Lessons of 1599/1611). Broken consorts were popular on the country house music circuit, where appar​ently they originated (the ideal meeting ground for pro​fessionals and wealthy amateurs), and later imported into the theatre. Affordable access to upper-class pleasures was one of the Globes attractions. But the Globe consort probably included a violin and recorder, replacing the viol and transverse flute favoured by connoisseurs, because ot their superior carrying power.

Music didn't stop when the play was over, either. Printed versions of the songs, lute. keyboard and consort arrange​ments in manuscript went on sale for people to buy and practise at home, a range of Shakespeare-musical mer​chandise anticipating the CD by nearly 400 years. Theatre music went into general circulation and theatre mu​sicians took what they wanted from real life -- an invigorating two-way traffic.

Concentrating nowadays on printed texts, we forget that stage plays were different -- things the texts turned into during a production process which took all sorts of liberties with them along the way. Clearly there is a great deal more music associated with Shakespeare than the bard himself made any attempt to control. In order to reconstruct a plausible Shakespearean repertoire, such as the new Globe will need for day-to-day use, the musicians in​volved have had to look way beyond Shakespeare himself. Their drive for authenticity is as much concerned with audience expectations centuries ago as with the play​wright's presumed intentions -- an attempt to court (in imagination at least) the applause that his musical collaborators were after.

Andrew Pinnock
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Philip Pickett & Musicians of the Globe

"Our Musical Shakespeare"

Andrew Pinnock

Hold; I forgot the Business of the Day;

No more than this. We, for our Selves, need Say, 

'Tis Purcels Musick, and 'tis Shakespears Play.

Connections between Shakespeare and Purcell were es​tablished during the composer's lifetime, obviou.sly. He wrote music for several Shakespeare revivals -- several CDs' worth, only a selection of which is recorded here. But when, not long into the eighteenth century, English music was reformed "all'Italiana," Purcell took on a posthumous symbolic role. The Orpheus Brirannicus had defined a musical sterling standard against which all the foreign notes in circulation could be compared.

Writing in the 1780s, music historian Charles Burney complained about "uncouth and antiquated" traits, about the "crudities" in Purcell's church music (which he hoped "the organists of our cathedrals [would] not scruple to change for better harmony"). He didn't think much of Purcell's orchestral writing either: "the colouring and ef​fects of an orchestra were then but little known." But pangs of conscience, as one by one he exposed "defects" in Purcell's compositional technique (80-90 years out of date by then) set the influential Burney looking for a proof of Purcell's genius which time and changing taste would never erase. The proof he settled on was this: an "exquisite expression of [English] words, for which Purcell is still admirable, and will continue so among English​men, as long as the present language... still remain[s] in​telligible." Purcell became "our musical Shakespeare." set high on a pedestal next to the national poet and play-wright. Which is where he has remained to the present day.

Through the nineteenth century Purcell and Shakespeare wandered arm in arm. We can point to a Purcell Club and (later) to the Purcell Society, organised like the Shakespeare Society and New Shakspere Society; to the public jamborees arranged on their respective anniversaries; even to the start of an "authentic" performance movement benefiting both of them -- William Poel's Elisabethan-style productions, in which members of the Dolmetsch circle appeared singing and playing old instruments. The Musicians of the Globe are continuing an honourable tradition.

Unfortunately our musical Shakespeare set hardly a word of genuine Shakespearean poetry. Collaborating with a series of Shakespeare adapters (revivals of the plays as orig​inally written were very unusual in the Restoration period), he was not given the chance. "If Music Be the Food of Love" is included here as his closest approxi​mation: the first line quotes from Twelfth Night (a clear Shakespeare allusion); but the rest of the text is by Colonel Henry Heveningham. Of the three Purcell versions, published in 1692, 1693 and 1695 respectively, number three was chosen for this recording. "Retir'd from any mortals sight" dates from late 1680. It is a non-Shakespearean song from Nahum Tates adaptation of Richard II, performed in "the prison scene in the last act" not to console the captive monarch but to mock him.

"Dear Pretty Youth" is Purcell's one definitely authentic contribution to a 1695 revival of The Tempest (in Davenant's and Dryden's adaptation, subtitled "The En​chanted Island"). Miranda's non-Shakespearean sister Dorinda sings it to her non-Shakespearean lover Hippolito, imagining him "asleep" (badly wounded in a duel, actually: he later recovers, and the "opera" ends happily).

The Fairy Queen was a lavish operatic reworking of A Midsummer Night's Dream, first performed in May 1692 and revived with minor alterations the following year. Purcell provided a magnificent score, full of musical var​iety -- as the two extracts on this disc demonstrate: the gentle lyricism and lullaby calm of Night, Mystery, Sec​recy and Sleep, singing for Titania at the end of Act II; then the trumpet symphony and irrepressibly cheerful chorus which greet King Oberon on his birthday morn​ing, from Act IV.

The Masque in Timon of Athens dues from 1695. It was written for performance in Act II of Thomas Shadwell's adaptation, The History of Timon of Athens, the Man-Hater... Made into a Play (!), but in later years was often extracted from that misanthropic context for use as an afterpiece (15 minutes of music rounding off an evening in the theatre, barely connected to the play preceding it -- whichever one that happened to be). The familiar debate between Cupid and Bacchus ends with an agreeable com​promise: "There are pleasures divine/In love and in wine." So everyone went home happy. Concert performances were attempted too. For this recording, Philip Pickett has reconstructed one of several given in the Stationers' Hall in 1711 -- well into the eighteenth century. A cello and double-bass can be used quite legitimately, with the Hall organ as well as a continue harpsichord. The forces are small (suited to the building): single strings accompany Cupid, placed to the right of the stage (heard left on the CD); oboes and bassoon accompany Bacchus and his drinking companions, standing— unsteadily— to stage left (heard right on the CD); and when everyone joins in the last number a perfect double chorus results. This musical coming together (on stage, no doubt a visible coming to​gether) is deliberately symbolic.

Lastly Dido and Aeneas. We do not know for certain when Purcell's only through-composed opera was written. It was staged at Josias Priest's Chelsea girls' school in 1689 and given a professional production in 1700, in the Lin​coln's Inn Fields Theatre, there divided up into the four "Musical Entertainments" which punctuated Charles Gildon's Measure for Measure adaptation. In this pro​duction, at least, it seems that the Sorceress was sung by a bass. (A prompt copy now in the Folger Shakespeare Library marks Mr Wiltshire's entry in appropriate places -- he also sang the Sailor, in Sorceress disguise.) The whole of the Witches' Cave scene is recorded here, forming the second half of the Second Entertainment in 1700. At the start of it, "the cave rises... [and the] witches appear" -- to a menacing accompaniment. At the end, after the Echo Dance of Furies, "six Furies sink" (in the cave, presum​ably), while the "four upon the cave fly up." These are ambitious machine effects, not girlish amateur dramatics of the sort usually associated with Dido. And in answer to Dr Burney ("the colouring and effects of an orchestra..."), the accompaniments have been rescored to show what a late seventeenth-century English theatre orchestra was capable of when all the stops were pulled out. During recording sessions the players sat as if in a theatre pit. Four slide trumpets double the strings in the opening prelude. They go "offstage" to play the hunting fanfares, and return for "In our deep vaulted cell," doubling the chorus there -- a sinister parody of "Thou knowest Lord," fam​iliar from Purcells Queen Mary Funeral Music. Purcell himself had used slide trumpets in a similar way, at the cli​max of The Libertine (when devils appear to drag Don John/Juan down to hell): their damnable associations were well established, alongside the queenly-elegiac. This is not necessarily what happened in 1700, though ad​ditions to the Dido libretto do seem to imply at least one trumpet: "Enter Mars and his Attendants... Bid the War-​like Trumpet Sound," etc. near the end of the Fourth Entertainment. (The extra music, probably by John Eccles, has not survived.) The Globe Musicians do it to pro​voke, to give a glimpse of a late seventeenth-century sound-world which was far richer than many a modern authenticist has begun to realise. Experiment is what the Globe enterprise is all about.

Philip Pickett and the Globe Musicians

In 1994 Philip Pickett signed an exclusive contract with Philips Classics as artistic director of the early music group the Musicians of the Globe. This led to a series of record​ings of English music of the sixteenth and seventeenth centuries with Shakespearian associations. The first two recordings in the series appeared in early 1997: a recon​struction of Ben Jonson's Masque of Oberon and a collec​tion of music contemporary with the first productions of Shakespeare's plays. The Musicians of the Globe are the house musicians of the Globe Theatre since it opened in June 1997.

As director of the New London Consort, Philip Pickett devises its programmes so as to combine scholarship, edu​cation and entertainment. His constant search for new ways of presenting early music has led to some exciting experiments: introducing theatrical elements into con​certs; presenting early lyrics in more immediate modern English translations; combining music with dance and mime; prefacing concerts with foyer entertainments, in​cluding juggling, fire-eating, magic, wandering minstrels and dancing bears; juxtaposing earlier music with con​temporary music, non-western music, or even Classical music; and, if the music had a particular function in its own time, representing that function in some credible way.

Philip Pickett's success in the planning and organisation of thematic concert series in the City of London Festival (1982, 1984 and 1989) and the 1983 Maastricht Festival led to his being appointed artistic director of London's Southbank Summerscope Festival of Medieval and Renaissance Music in 1988 (Pickett's Pageant) -- 32 con​certs in two weeks, received with unprecedented critical acclaim. In 1993 he began a new three-year appointment as artistic director of the Southbank International Early Music Celebrity Series in the Purcell Room. Philip Pick​ett is also artistic director of the Aldeburgh Early Music Festival.

He began his musical career as a trumpet player; Anthony Baines and David Munrow introduced him to all the fam​ilies of early wind instruments. This led him to take up the recorder, crumhorn, shawm, racket and many other in​struments, of which he is an outstanding player. As a stu​dent at the Guildhall School of Music he won several awards. He then spent a postgraduate year studying musicology with lan Bent at King's College, London. In 1972 he was appointed Professor of Recorder and Historical Performance Practice at the Guildhall School. In 1985 he was honoured with a Fellowship of the School. Philip Pickett has performed and recorded as soloist with many leading ensembles, among them the Academy of St Mar​tin in the Fields, the Polish Chamber Orchestra, the Eng​lish Chamber Orchestra, the London Mozart Players, the City of London Sinfonia, the London Chamber Orches​tra, the London Bach Orchestra and the English Concert.

Publications include articles in scholarly books and journals, and studies of the Carmina burana, Monteverdi's Orfeo and the Brandenburg Concertos. In 1993 he read a paper on Monteverdi's orchestration at the International Monteverdi Conference in London and was invited to prepare Orfeo for the New Monteverdi Edition.
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1. Oberon, The Faery Prince.

2. A Masque Of Prince Henries.

RECONSTRUCTING A «FAERY» VISITATION

   Dancing was the main recreation of the Tudor and Stuart courts. There seems to have been informal dancing daily after dinner, and courtiers devoted con​siderable time and energy to learning and practising it, for to be thought a good dancer was a considerable social as​set. Queen Elizabeth set the pace: a French diplomat re​ported in 1598 that "without doubt she is a mistress of the art, having learned in the Italian manner to dance high." James I was more interested in hunting, but Queen Anne was a skilled and enthusiastic dancer, and under her patronage the masque developed as an important art form, distinguished by the work of writers such as Ben Jonson, Francis Beaumont, Samuel Daniel and George Chapman, composers such as Alfonso Ferrabosco II, Robert Johnson, John Coprario and Nicholas Lanier, and the architect Inigo Jones.

The masque was essentially a dramatic frame for an evening of social dancing; the "revels," the section where the masquers take partners from the audience, usually merits only a line or two in the printed texts, but actually took most of the time. Masques differed from other dra​matic forms in that the leading roles were danced, and were taken by aristocrats, including members of the royal family. Ben Jonson devised Oberon as a vehicle for the 16-year-old Prince Henry, who took the title role and is said to have had two earls, three barons, five knights and two esquires in his troupe of masquers. Professional singers and actors also took part, but in minor roles; in Oberon most of them were distinguished as members of Oberon s "nation of Faies." Professional dancers, usually drawn from the court dancing masters, were required for the athletic antimasques, the humorous or grotesque episodes that preceded the serious part of the masque: in Oberon they were cast as satyrs, though there was also an anti-masque of "lesser Faies," played by children.

Like nearly all court masques, Oberon was written for a special occasion -- New Year's Day, 1611 -- and was designed to flatter the monarch and affirm the status quo. Henry, as Oberon, king of the fairies, visits the English court to pay homage to his father, James I. Masques were also intended to astonish visiting foreigners with the wealth and brilliance of the English court, and were produced as lavishly as possible, with sumptuous costumes, breathtaking scenic effects, and spectacular music, often performed by large and exotic groups of instruments and voices. Payments for Oberon show that about 75 musicians took part, divided into separate groups according to `function. The shawm, cornett, sackbut and recorder players, drawn from the court wind consorts, provided incidental music before the masque began, and covered the noise of rumbling machinery in scene changes. The court violin band normally accompanied the dances, though on this occasion 20 lutenists were paid to play for at least one of Henry's dances — an appropriately magical special effect. Massed lutes would also have been used in the songs, for nearly all singers at the time played the lute, and would have accompanied themselves onstage in masques.

The music for Oberon was written by two members of Prince Henry's household, Alfonso Ferrabosco II and

Robert Johnson. In common with other court masques, it has come down to us in fragmentary form, and needs a good deal of reconstruction to make it performable. Three of the original vocal numbers (Nos. 9, 19 and 29) survive; I have supplied some of the others by fitting the Oberon texts to other songs by Ferrabosco and Johnson, though I have had to compose the choruses from scratch, since none survive for any Jacobean court masque. The songs divide into two types: some are similar to ordinary lute songs, while others use a declamatory idiom influ​enced by Italian monody, in which the melodic line is broken by rests a necessary device in a resonant building -- and has a shape partly determined by speech patterns. 

Like most masques, Oberon had two types of specially devised dances, choreographed by the court dancing masters to specially composed music. In the antimasque dances the emphasis was on mimetic and athletic movement. Ac​cording to Jonson's text, the satyrs "fell sodainely into an antique dance, full of gesture and swift motion, and con​tinued it, till the crowing of the cock." Robert Johnson's memorable music (No. 11) consists of short fragments of conventional dances sewn together like a patchwork quilt; the seventeenth century preferred to illustrate bizarre stage movement by dislocating rhythm rather than melody or harmony. Johnson probably wrote it and " The Fairies Dance" (No. 16) just in two parts, treble and bass, for the violinist Thomas Lupo was paid "for settinge them to the violins"; his settings have not survived, so I have written my own. The three dances for the masquers (Nos. 18, 20 and 30) would have been choreographed in the French manner in stately geometric patterns; a Spanish eyewitness mentions that the masquers "entered danc​ing two ballets intermingled with varied figures and many leaps, which were extremely well done by most of them. Musically they are similar to ordinary almains (though the third ends with an extra triple-time section), with wonderfully airy runes supported by forward-looking harmony.

The rest of the instrumental music would not have been specially composed for the production, and we have therefore selected it from the ordinary consort repertory. The wind pieces mostly come from a manuscript now in the Fitzwilliam Museum, Cambridge, that preserves the repertory of the Jacobean court wind consorts (Augustine and ]erome Bassano were members of the court recorder consort) while the revels are taken from Antony Holborne’s Pavans, Galliards. Almains (1599). Oberon is re​markable for the poetic "faery" atmosphere of the text (surely influenced by A Midsummer Night’s Dream), as well as for the beauty of the surviving music. It was much enjoyed by the Spanish eyewitness, who, however, reported that the audience was more interested in the food afterwards:

"The masques being laid aside, the king and queen with the ladies and gentlemen of the masque proceeded to the banqueting hall, going out after they had looked about and taken a turn about the table; and in a moment every​thing was thrown with furious haste, according to the strange custom of the country."

Peter Holman
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	PILGRIMAGE: 9 Songs Of Ecstasy
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Phillip Pickett & New London Consort with: Catherine Bott [lead voc]; Phil Manzanera [el g]; Glen Velez [perc]; Ben Neill [mutant trumpet]; Chris Minh Doky [b]; Eric Calvi [g]; Simon Cloquet [p, k]; and oth.

Producers: Philip Glass, Kurt Munkacsi, Rory Johnston, Simon Cloquet & Eric Calvi.
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for voices and orchestra

rec. 1997-98

Requiem for my friend

Once, we had a joint conception to create a concert telling a life story. The premiere was planned to take place on the Acropolis in Athens. It was intended to be a large event a hybrid of a mystery play and an opera. Krzysztof Kieslowski would be the director, Krzysztof Piesiewicz was responsible for the script, and I was planning to compose the music.
Once, we thought it might be the first of a series of musical performances, to be developed in various interesting places around the world in the next few years.
But it was life that authored a different ending: Krzysztof Kieslowski died on 13th March 1996. The first part of Requiem for my friend is meant as a farewell to Krzysztof Kieslowski. I dedicate this music to him.
--- Zbigniew Preisner

Zbigniew Preisner

Zbigniew Preisner is Poland's leading film music composer and is considered to be one of the most outstanding film composers of his generation.

For many years Preisner enjoyed a close collaboration with the director Krzysztof Kieslowski and his script​writer Krzysztof Piesiewicz. His scores for Kieslowski's films - Dekalog, The Double Life Of Veronique, Three Colours Blue, Three Colours White and Three Colours Red - have brought him international acclaim.
Other feature films which he has scored include Hector Babenco's At Play in the Fields of the Lord, Louis Malle's Damage, Luis Mandoki's When a Man Loves a Woman, Agnieska Holland's The Secret Garden, and Charles Sturridge's Fairytale: A True Story.

Among many recent awards and citations Preisner received the Silver Bear from the Berlin Film Festival in 1997, two Cesars from the French Film Academy - one in 1996 for Jean Becker's Elisa, and one in 1995 for Three Colours Red - and three consecutive citations as the year's most outstanding composer of film music in The Los Angeles Critics Association Awards of 1991, 1992 and 1993. Preisner is a member of the French Film Academy and in 1992 he received the Award from the Minister of Foreign Affairs for outstanding achievements in the presentation of Polish Culture abroad.
Requiem for my friend is Preisner's first large-scale work specially written for recording and live performance.

Part One: REQUIEM
Officium 

Kyrie eleison 

Dies irae 

Offertorium 

Sanctus 

Agnus Dei 

Lux aeterna 

Lacrimosa 

Epitaphium

Part Two: LIFE
The Beginning:

a. Meeting

b. Discovering the World 

c. Love
Destiny:

Kai Kairos
Apocalypse:

a. Ascende huc 

b. Veni et vidi 

c. Qui erat et qui est 

d. Lacrimosa - Day of Tears
Postscriptum:

Prayer
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24 bit 96 kHz mastering

	Henry  PURCELL
	Hail, Bright Cecilia! (49:16); My Beloved Spake (9:34); O Sing Into The Lord (11:14)
	1995
	70:20
	label: Deutsche Grammophon

performed by Gabrieli Consort

4D audio recording
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Jean-Philippe Rameau (1683 -1764)
Gilbert Rowland [harpsichord].

1.-9. Suite in A Minor / Major

10.-18. Suite in E Minor / Major

19.-28. Suite in D Minor / Major

Recorded in Epsom College Concert Hall, Surrey, from 11th to 13th April, 1994.

Jean-Philippe Rameau (1683 -1764). Harpsichord Works - Vol. 1

Jean-Philippe Rameau was born in Dijon in 1683, the seventh of the eleven children of an organist. His musical gifts led him to decide on a career as a musician and a brief visit to Milan was followed by appointment in 1702 as temporary organist at the cathedral in Avignon, whence he moved very soon in the same year to Clermont as cathedral organist. By 1706 he was in Paris, where he published his first book of pieces for harpsichord and was apparently employed as organist by the Jesuits and the Mercedarians. The year 1709 found Rameau back in Dijon, where he succeeded his father as organist at Notre Dame, an appointment he shared with another organist. In 1713 he was in Lyons and two years later seems to have resumed his duties at Clermont, with a contract for twenty-nine years. The limited possibilities in Clermont and his desire to publish in Paris his important Traite de I'Harmonie led him to seek release from his contract and when this was not granted to play such discords with such unpleasant registration that the cathedral chapter agreed to his departure.

In Paris the Traite de I'Harmonie was followed in 1726 by the Nouveau Systeme de Musique theorique, pour servir d'introduction au Traite de I'Harmonie, the foundation of a system of harmony based on acoustic theory that broadly remains the accepted conventional system still in use. Rameau's reputation as a theorist was established. His earlier years in Paris, at least until 1738, brought continued activity as an organist, but it was to opera that he had turned his thoughts. It was his meeting with Le Riche de la Poupliniere, a man whose great wealth had been derived from his position as a fermier-general, a tax-farmer, that brought acquaintance with the poet-priest, the Abbe Pelletrin, who provided a libretto for Rameau's first opera, Hippolyte et Aricie, a tragedie en musique, which was first performed privately at La Poupliniere's and then, in October 1733, at the Opera. La Poupliniere's patronage was of the greatest importance to Rameau, who for a time occupied quarters in his household and directed his orchestra, supported in particular by La Poupliniere's wife Therese Deshayes. In the following years Rameau wrote some twenty operas, in addition to a series of writings on the theory of music, retaining his reputation as a theorist, while winning renown as a theatre composer, remarkably enough, after the age of fifty. There was a later breach with La Poupliniere, in 1753, but by this time Rameau had pensions from the King and from the Queen, so that his final years were not spent in discomfort, in spite of apparent parsimony. His last opera, Les Paladins, was staged at the Opera in 1760, but failed to please. Rameau believed that the public had not understood the work, remarking that the pear was not yet ripe, to which a wag remarked, that that had not prevented it falling. He was, however, still held in the highest esteem as a musician, being exempted in 1761 from tax. He died in 1764, summoning the strength to rebuke the priest who attended him on his death-bed for singing out of tune. He was mourned as de la musique le flambeau, the torch of music, and le createurde I'harmonie, the creator of harmony.

The early Pieces de Clavecin, published in 1706, consist of a Suite in A minor. There is a Prelude with an unbarred and ornamented introduction leading to a rapider passage in 12/8. There follow paired Allemandes, a Courante and a Sarabandes. It has been suggested that the Venitienne, which follows the Gigue, takes its title and perhaps its origin from an interpolation in the comedie-ballet La Venitienne by Michel de La Barre. This is followed by a Gavotte and a Menuet.
The Pieces de Clavecin of 1724 appeared with an essay on la mechanique des doigts sur le clavessin, the mechanism of the fingers on the harpsichord. The new pieces are grouped in keys, E minor / E major and D minor / D major, and consist of dance movements and genre pieces, no longer in the more formal dance-suite arrangement. The first group opens with an Allemande, with its notes inegales, rhythmically altered pairs of notes, and Courante, the traditional opening dances of the keyboard suite, proceeding to a pair of Gigues en rondeau, the first in E minor and the second in E major. Le Rappel des Oiseaux calls the birds together, followed here by the character-piece La Villageoise, the Village-Girl. Two Rigaudons, rapid traditional French dances, here in E minor and E major respectively, the second with its variation double, lead to a Musette en rondeau, its persistent E recalling the drone of the fashionable musette, the French bagpipe. The first group of pieces ends with a lively E minor Tambourin, a French dance.

The second group of pieces opens with a rondeau Les Tendres Plaintes, The Tender Complaints, a self-explanatory title. Les Niais de Sologne follows, with two variation doubles, the first in triplets and the second with great bustle in the left hand. This gives immortality to The Fools of Sologne, a region not seemingly noted for the intelligence of its inhabitants. Les Soupirs, The Sighs, is a descriptive title and is followed by a cheerful La Joyeuse, The Cheerful Girl, and La Follette, The Silly Girl.

L'Entretien des Muses, The Converse of the Muses, is among the pieces adduced by Rameau in evidence of his potential dramatic ability, when he sought a librettist. It is succeeded by the limping character-piece La Boiteuse, the Lame Girl. There are eddies of dust swirling in Les Tourbillons, while Le Lardon suggests the small wedges of salted pork inserted in a joint to be cooked, although the word also suggests a witticism. Les Cyclopes is, one of the pieces played at the court of the Chinese Emperor by the French Jesuit Amiot, with Les Sauvages in the middle years of the century, to general distaste. There may, of course, be hidden references in some of the titles used in these pieces and it is possible that Rameau here drew on some of the music that he was writing for the actors of the Paris fairs, popular comedies that included songs and dances.

	Jean-Philippe RAMEAU
	Harpsichord Music

Vol. 2
	1995
	70:41
	label: Amadis

Alan Cuckston -- harpsichord

1. Pieces de Clavecin (1724) 

2. Cinq Pieces (1741) 

3. La Dauphine (1747)

Named by his friend Voltaire 'le premier musicien de France', Jean-Philippe Rameau remains possibly the most elusive of all the pantheon of Europe's "first musicians". Born in Dijon, the son of a parish organist, Rameau set out to follow in his father's footsteps as a church musician. As a young man he lived a rather itinerant life as an organist in a restless succession of posts in several cities. Near the age of forty Rameau settled in Paris, establishing himself as the leading French musical theorist in 1722 with the publication of the Traite de l'Harmonie. Following the great success of his first opera, Hippolyte et Aricie (1733), at the ripe age of fifty he became the foremost French composer, a position he held until his death in 1764.
Rameau is the musician of the Enlightenment par excellence. He was well known as a theorist before any of his major successes as a composer. He enjoyed the satisfaction of successfully applying his theories in practice in an age confident of the usefulness of its speculative enquiries. In his latter years he expended much intellectual energy arguing, consulting and collaborating with the luminaries among the Encyclopedistes: Diderot, d'Alembert, Voltaire and Rousseau.

Janus-faced, Rameau the composer looks both backward and forward over French musical history. He represents a consummation of the Baroque, like J.S. Bach. Greatest of the composers of the Grand Siecle, he nevertheless looks forward in certain stylistic and technical traits to the Classical language of later times. Even the practice of the later 19th century is foreshadowed in Rameau's fondness for recherche enharmonic progressions.

Rameau made his debut as a composer before the Parisian public with the publication of his suites of pieces for the harpsichord. This small portion of his output kept alive his reputation during the 19th century. With the revival of the harpsichord in the present century, Rameau's compositions for the instrument were amongst the first to enjoy success on the original instrument. In the 1880s Arnold Dolmetsch heard Louis Diemer play Rameau on a seventeenth century Thibaut harpsichord, and the child Wanda Landowska heard his music played by a pupil of Liszt's. Saint-Saens published the keyboard music in 1895.
In the early years of the 18th century there were, broadly speaking two types of harpsichord composition in France: pieces derived from dances, and genre pieces with an extra-musical appeal calling to mind some external object -- event, situation, thing, person. This was not a hard and fast division, many genre pieces are cast in obvious dance rhythms, and dances may have evocative names. The older suite of preludes and dance forms has been seen as more austere, more purely musical, the presence of titles corresponding to a more intimate, less professional attitude to music.

The corpus of harpsichord compositions contains Rameau's first known works, as well as the products of his full maturity. The earliest Book of 1706 was succeeded eighteen years later by a second collection of keyboard pieces (Pieces de Clavecin) around the keys of E minor and D minor, published together with instructions for playing them. In this 1724 collection the E minor suite is dominated by dances and includes only a couple of genre pieces. The D minor consists entirely of pieces with genre titles. In its style, if not in its make-up therefore this latter suite is closer to the ordres of Francois Couperin, who published three books between the appearance of Rameau's first two. The newer type of genre piece was to dominate French collections of harpsichord music in the 18th century, and Rameau's continued use of the dance suite may be viewed as somewhat conservative.

Soon after the composer settled in Paris in 1722 he was sought out by the Jesuit Louis-Bertrand Castel, a physicist, mathematician and scientific journalist. Castel introduced Rameau to the birdsongs noted in Kircher's 'Musurgia universalis' of 1650. Castel claimed to have given Rameau 'the outlines of pieces which imitate the truth of Nature'. The composer was undoubtedly stimulated at this time to produce a magnificent series of descriptive pieces drawn from nature, such as Le Rappel des Oiseaux (The Bird's Reveille) and Les Tourbillons (The Whirlwinds).

Rameau's final collection, the Pieces de clavecin en concerts (1741) included additional instruments. Here dance movements are almost entirely supplanted by genre pieces. The composer states that the pieces in this last volume could be played by harpsichord alone, and he includes solo arrangements of five of them. These are included in the present recording. Rameau's harpsichord publications circulated widely (though the very early First Book must have been always rather rare). Their influence seems to have been as strong as Couperin's, though perhaps their virtuoso aspects are emphasised in his successors at the expense of deeper and weightier musical qualities. The same criticism may be levelled at Rameau's own last two surviving harpsichord pieces -- La Dauphine and Les petits marteaux. These latter have survived only in manuscript. La Dauphine (1747), a work cast in the unusual form of a free toccata, has been considered by many writers to be the record of an extemporisation. It is presumed to have been performed by Rameau on the occasion of the marriage of the Dauphin to Maria-Josepha of Saxony in 1747. Rameau used to call the fingers of the harpsichordist Madame Du Hallay 'ses petits marteaux' -- his little hammers. They are evoked in the piece with that name, which consists largely of batteries so characteristic of his keyboard style. These are defined in his 1724 print: "In one the hands make between them the consecutive movement of two drumsticks; and in the other the left hand passes over the right to play alternately the bass and treble."

Finally, a word about some of the titles which may not be self-explanatory. Les Niais de Sologne refers to a marshy region between Orleans and Blois, whose natives were traditionally scorned as fools. Les Cyclopes may have been inspired by the portrayal of the one-eyed giant in Lully's Persee, revived in November 1722 and probably one of the first operas Rameau saw on returning to Paris. Some titles are character studies (La villageoise, La follette, La Timide and L'lndiscrete). Others evoke a mood -- (Les tendres plaintes, Lajoyeuse, Les soupirs). The salted pork which is Le Lardon has also the transferred meaning of the quip or lampoon. La Bofteuse is a lame girl. La Livri is an elegy on the death of the Comte de Livry, a generous patron of the theatre arts. L'Agacante is a further character title, from agacer, which means "to get on someone's nerves".

	Jean-Philippe RAMEAU
	Pieces De Clavecin En Concerts
	1998
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	performed by Gustav Leonhardt [harpsichord]; Frans Bruggen [transverse flute]; Sigiswald Kuijken [violin]; Sigiswald Kuijken [viola da gamba].

Gustav Leonhardt: a eulogy by Bob van Asperen

Therefore we may say that, who masters true art gives the impression it actually is not art; he only has to do his best to conceal it...
Castiglione: Il Libro del Cortegiano (1528)

The art of Gustav Leonhardt, richly documented, lies before us: a journey through several decades with that pioneer who from the very beginning was a grandmaster. We pay tribute to this Apelles, who once initiated me into the art, to a mind still able to preserve his astonish​ment, undertaking time-consuming research into form and context at the speed of a tortoise, but with a feathered arm removing brush from canvas at the appropriate moment. When masterpieces blossom again in innocence, when dialogues recover their purpose and consensus becomes tangible as an inner glow, one cannot remain unmoved as a spectator. Those in search of intoxicating elation will be disappointed: participation is both inescapable and demanding. 

Is pleasure after all still a serious matter?

Let us pay heed to Castiglione and that other great pioneer, the bard Giulio Caccini, who attempt to reveal the mystery to us: "no art without sprezzatura". We may well say: long live non​chalance; the carelessness of the grandmaster..

A passionate devotee of art and architecture, on a recital tour preferring a pilgrimage to Borromini's creations to practising scales; a fervent campaigner for the preservation and restoration of ancient Amsterdam, in his writings parrying the "dialogic mission" of many a modern architect in a sovereign and scathing manner; a razor-sharp and at the same time naive observer turning up his nose at unnecessary detail; a spirit of fundamental austerity, willing, however, to allow the ideas of others to prevail. Thus we know him who, despite continuous metamorphosis, remains who he is.

Love of the muse led him beyond the boundaries of the keyboard instrument; being himself a competent viol player and cellist, with his wife Marie and their friends he rediscovered the treasures of the consort repertoire and entrusted this dreamed euphoria to the disc too.

And now all this nectar fills the amphoras to the brim, awaiting an eager ear: a true banquet of the Gods!

Before he turned to opera at the age of fifty, Rameau's reputation as a composer had rested largely on his harpsichord music. In particular, his second and third books of Pieces de clavecin (1724 and c. 1729 -30) enjoyed wide​spread fame throughout France and abroad; in​deed, the 1724 book was still being reissued as late as the 1760s. But once Rameau's operatic career began, with the "Tragedie" Hippolyte et Aricie (1733), he was to compose very little new music for solo harpsichord.

Rameau's interest in keyboard music in no way diminished, however. Not only did he make harpsi​chord arrangements of a substantial amount of his existing music (notably the "symphonies" from his opera Les Indes galantes) but he gave the in​strument a central role in what is arguably one of his most original creations, the present Pieces de clavecin en concerts (1741). Significantly, this collection appeared during a five-year lull in Rameau's operatic output -- the result, it seems, of a quarrel with the Paris Opera management.

Despite the fact that the English publisher Walsh was later to issue these pieces as Five Concertos for Harpsichord (1750), the phrase "en concerts" in the original title has little to do with the term "concerto" in its modern sense: it merely means "for ensemble playing". The present pieces are, in fact, Rameau's most important contribution to what has come to be known as "accompanied keyboard music", a term used to distinguish en​semble pieces with fully written-out keyboard parts from those in which the continuo player im​provised from a figured bass. In France, as else​where, the two genres co-existed for much of the eighteenth century. As early as 1707, Elizabeth Jacquet de la Guerre had published her Pieces de clavecin qui peuvent se jouer sur le viollon, while Francois Couperin described the first four of his Concerts royaux (1722) as "suitable not only for the harpsichord but also for violin, flute, oboe, viol and bassoon". Rameau himself had already contributed to the new genre: the preface to his Pieces de clavecin (1724) suggests that at least one piece might be accompanied by a bass viol, and the keyboard arrangements he published in 1736 of pieces from Les Indes galantes could be performed with melody instruments doubling the treble and bass. Nevertheless, it was the publica​tion of Mondonville's Pieces de clavecin en senates (1734) which breathed new life into the genre of accompanied keyboard music. Indeed Rameau admits that it was the recent success of these "senates en pieces de clavecin avec un violon" (as he describes them) that gave him the idea for the present works.

Doubtless in an attempt to sell more copies, Rameau claimed that these pieces could be played on the harpsichord alone; his preface gives de​tailed instructions as to what small changes would be necessary if this were done, and the vol​ume includes solo arrangements of five pieces that required more extensive adaptation. Yet in most cases it is difficult to agree with the com​poser that such arrangements "lose nothing" by being played as solos. It is surely the subtle and in​timate interplay of all three instruments that con​tributes so strongly to the unique character of these refined and delicate pieces. And it was surely a desire for such intimacy that caused him to take the unusual step of publishing the collection not in separate partbooks but in score, from which all the players would have to read: "Not only must the three instruments blend", Rameau tells us, "but the violin and viol must above all adapt them​selves to the harpsichord, distinguishing what is merely accompaniment from what is thematic, in order to play still more softly in the former case". Rameau gave various alternatives for the "accompanying" instruments: the violin could be replaced by a flute, while a second violin could take the place of the bass viol. This last idea is not so strange if we remember that the bass viol spends much of its time playing at dauntingly high altitudes.

It is not just the inclusion of concerting instru​ments that sets these pieces apart from Rameau's earlier Pieces de clavecin. There is also the inter​nal organization of the collection into five con​certs. Whereas the suites of the first three books each comprise between seven and ten movements, from which players could select almost at ran​dom, the concerts of the present collection con​tain only three or five and are clearly intended as self-contained works. Moreover, dance move​ments are now almost entirely supplanted by genre pieces; of the 18 movements, all but the two menuets and tambourins have characteristic genre titles. By this time, however, Rameau's ap​proach to such titles had also changed. While five movements still bear more or less self-explanatory character titles such as "La Timide", "La Panto​mime" and "L'Agacante" (agacer means "to get on someone's nerves"), nine are named after spe​cific people, a fashion the composer had hitherto ignored. Among these are pupils (the future poly​math Jean-Benjamin de La Borde, at that time a precocious seven-year-old keyboard player), pa​trons (the influential financier Le Riche de La Poupliniere) and fellow musicians. Appropriately these include harpsichordists (Mondonville's wife, Anne-Jeanne Boucon) and viol players (the famous Forqueray and Marais families). Of these last, it is not certain which members are here commemorated; the same is true of the Cupis family, which included many musicians as well as the legendary ballerina LaCamargo.

Of the rest, "La Coulicam" refers to the Persian conqueror Kouli Khan, the subject of a book pub​lished in Paris in 1728 and reissued in the same year these pieces appeared. "La Livri" commem​orates the recent death of the aristocrat so named; and "La [Le] Vezinet", now a leafy suburb of Paris, might at that time have been a favourite country retreat.

We should, however, remember that the link between title and piece may be fairly tenuous: according to Rameau's preface, many titles were suggested to the composer by "persons of taste and skill", but only after the pieces were composed. For that reason it is perhaps a little fanciful to suggest, as one biographer has, that the scales and arpeggios of "La Rameau" represent a sound-picture of keyboard practice in the composer's household. Yet the idea, once suggested, is diffi​cult to put aside.

------- Graham Sadler (1992)

	Jean-Philippe RAMEAU
	Les Surprises De L'Amour  (Suite en Concert)
	1990
	51:32
	label: Erato Disques

performed by Les Musiciens Du Louvre / Marc Minkowski

The Surprises of Love or The Surprise Opera
In 1757 at the age of 74, Rameau as stubborn as ever and true to his per​fectionist and anti-conformist leanings, went back to the material of Les Surprises de I'amour with the idea of producing a new version of the piece. He had pre​viously reworked Hippolyte et Aricie, Castor et Pollux, Zoroastre, Dardanus, Leslndes Galantesand Platee. In its origi​nal form, Les Surprises de I'amour had been a divertissement with a prologue and two entrees (The Return of Astree, the Enchanted Lyre and Adonis) composed to celebrate the festival of Aix-la-Chapelle and given its first performance in the theatre of the petits appartements at Versailles in 1748. The 1757 version of Les Surprises de I'amour, which was first performed at the Academic Royale de Musique de Paris on 31 May 1757, bears only a faint resemblance to the 1748 ver​sion. There is a new overture, the obso​lete prologue has disappeared and an entire new act has been added. During the series of performances in 1757, fur​ther adjustments were made, including the addition of yet another act (Les Syba​rites) itself adapted from an acte de ballet dating from 1753 (Sybaris, libretto by Jean-Francois de Marmontel). In 1758, La Lyre enchantee was re-engraved, so many alterations having been made to it. Even this was not the final version, since Rameau revised the opera yet again dur​ing the same year. After sixty perfor​mances over a period of twenty months (indecently few from today's economic standpoint), the 1758 version was withdrawn from the Opera. The author, Gentil Bernard, provided three tableaux which combine charm and depravity. The Rapt of Adonis (L'en-levement d'Adonis) relates the deep-seat​ed and legendary struggle between Venus and Diana, the thesis and anti​thesis of love. The handsome Adonis, virgin in mind and body, comes out as a rather spineless hero who proclaims "in silence" his innocent virtue. Manipulat​ed by Venus and Love, he flees from Dia​na's soul-gelding domination, but after an infernal pursuit she recaptures him. In The Enchanted Lyre (La Lyre enchan​tee), Linus is secretly in love with Urania, the muse of Astronomy and prudish to an unwonted degree. The siren Parthenope first of all puts the credulous she​pherd under her spell and then sets a trap for Urania by hanging a magic lyre onto an oak tree. The instrument has the power of making whoever plays it fall in love. Urania becomes a victim and is engulfed in a delirium of passion. The theme ofAnacreon is a more familiar one and sets out the not unlikeable phantasizing of an old man whose obsessions are centred around love and wine. After a struggle between the followers of Bac​chus and Love, the two creeds are unit​ed. The plot of the Sybarites (libretto by Marmontel) is by far the least depraved of the set. The Sybarites, a pleasure-loving crowd who spend their time indulging in the joys of love and country pursuits under the leadership of their charming queen, Hersilda, are engaged in combat with the Crotoniats, a warlike and intolerant crew led by General Astolia. The Crotoniats invade the Sybarite empire in the name of morality, but Hersilda's charm vanquishes Astolia's Puritanism.

As one might expect, Les Surprises de I'amour, an earlier work than Les Pala​dins (1760) and Les Boreades (1763) con​tains passages borrowed from Dardanus, the Festes d'Hebe and La Princesse de Navarre. Moreover, there is a new orches​tration of the piece en concert. La Panto​mime, in the third movement of the over​ture.

The Suite en concert des Surprises de l'amour (1757-58).
The Suite en concert des Surprises de l'amour, which I assembled out of the 1757-58 manuscript, was given ist first performance at the Villa Medicis Festi​val in July 1987 by the Musiciens du Louvre conducted by Marc Minkowski. The structure of the ensemble was based on my own musicological research and, with thirty-five instrumentalists, it was just about an ideal size. The Suite en concert des Surprises de l'amour is the fruit of both a traditional and a personal approach to the opera. In the Age of Enlightenment, putting ope​ras on stage raised considerable financial problems (not unlike our own) for theatre managers and those in charge of Court festivities. In order to reduce costs, without entirely eliminating the works, concert or "symphonic" versions were performed at the homes of private individuals or at the Court (under the auspices of the King, the Dauphin or the King's Daughters). Later in the century, these performances were given for the general public in the shape of Concerts Spirituels. Rameau himself was not above going in for this sort of money-making and he produced a concert ver​sion of Les Indes Galantes. Following this tradition, therefore, I put together the Suite en concert des Surprises de l'amour with the idea of helping with the revival of a forgotten work. So much for the traditional approach. There is a more personal side to the actual conception of the suite as a concert work, which con​sists of an overture and 31 dances (a few other pieces were added in order to satisfy the time-needs of a compact disk). The 37 dances on this recording have been assembled in five groups, and the order of appearance does not necessarily correspond with that in the opera itself. The form I arrived at is not episodic, vaguely nodding towards the "Suite" which in any case was somewhat anarch​ic in France. On the contrary, it follows very strictly the inherent laws of an ima​ginary drama and is faithful to the dra​matic criteria of an opera-ballet. After an Italian overture, the following sentiments are allowed to dominate in sections 2 and 3: tenderness (Ritournelle, no. 1, Air Tendre for Venus and the Graces, no. 3, Sarabande no. 4), grace (Entree des Jeux, Amours etPlaisirs, no. 5, Air pour les Sybarites, no. 7), pleasure and joy (Passepied, no. 8, Gavottes, no. 9 and 10, Rigaudon, no. 11, exuberance of the Tambourins, no. 15). Two pieces, splen​did in the flexibility of their overall design, provide a shaded contrast: the Loure (no. 12), a highly evolutive piece of lyrical phrasing, and the Air des gladiateurs (no. 10) in which a martial melodic statement is countered by a tense and frenzied syncopation, very much in accord with the styles of the adversaries it sets out to evoke. In section 4, there is an explosive por​trayal of Diana's violent pursuit of Ado​nis (Entree des nymphes et chasseurs, no. 22); this leads into a Sarabande whose sensuality borders on indecency, mirroring the guilty side of Endymion's pursuit of love (Sommeil d'Endymion, no. 19) as well as that of Diana, an illusory virgin perturbed by the sleeper (Air pour Diane, no. 20).
Section 5 returns to two hunting airs in which Rameau's vigorous, wild and almost demented writing rasps above the semi-quavers in the bass; this is fol​lowed by a series of dances packed with emotion and gentleness. We have the picture of Rameau at peace with himself, tender and nostalgic: the Entree des sirenes (no. 20), a piece as potent in its ability to ensnare as the bewitching trap set for Urania; the Gavotte (no. 27) full of iridescent dissonances and remarkable for its Ravel-like inspiration in a minituarist setting (end of part B); the Sommeil d'Anacreon (no. 28) which evokes the vel​vety delight of consciousness turned into sleep by means of chromatic modu​lations melting into the warmth of the lower registers, whilst the pizzicati of the violins suggest the first drops of rain of the future storm and downpour; finally, there is the Gavotte tendreior the Graces (no. 29), a page of quite exceptional beauty and splendid in its abundance of ornamentation.

The suite ends with a rather showy dance, a sort of wink in the direction of the orchestra. The occasion surely demanded it!

Our civilisation was deaf and indifferent to this music from 1758 to 1987. The facts are there to justify an accusation against us for our ingratitude and complete lack of concern for a historical style and genre which bear the hallmark of the Age of Enlightenment. One is almost overcome by a sort of panic mixed with a touch of shame at the thought that something so potentially beautiful as the opera the Surprises de I'amour has yet to be per​formed on stage today.

	Maurice RAVEL
	Maurice Ravel / Anton Batagov / Piano
	1993
	72:47
	label: Solyd Records

rec. 1987

Anton Batagov – piano

#1-6: Le Tombeau De Couperin

#7-9: Gaspard De La Nuit (Trios poemes d'apres A. Bertrand)

#10: Valses Nobles Et Sentimentales

	Sviatoslav RICHTER
	The Authorised Recordings: CHOPIN, LISZT
	1994
	56:57 70:22 75:23
	label: Philips -- Digital Classics;  recorded in 1988

CD 1 
FREDERIC CHOPIN

8 Etudes, Op. 10

6 Etudes, Op. 25

2 Polonaises

CD 2 
FREDERIC CHOPIN 

10 Preludes from Op. 28 Barcarolle in F sharp, Op. 60 Nocturne No. 4 in F, Op. 15 No.1 Polonaise No. 7 in A flat, Op. 61 --    «Polonaise-Fantaisie»

FRANZ LISZT

Sonata in B minor

CD 3

FRANZ LISZT 

Polonaise No. 2 in E 

Scherzo in G minor 

Trube Wolken (Nuages gris) Consolation No. 6 

Hungarian Rhapsody No. 17 Klavierstiick in F sharp Mephisto Polka

8 Etudes d’execution     transcendante 

Etude de concert, S. 144 No. 3 Etude de concert, S. 145 No. 2

	RODGERS & HAMMERSTEIN
	Song Book For Orchestra
	1992
	77:36
	

	RONDO  VENEZIANO
	Fantasia di Primavera
	1999
	62:02
	Vivaldi, Reverberi, Milano

	Erik SATIE

(1866 - 1925) 
	Piano Works  Vol. I - V
	1986
	72:31 79:56 

57:39
	см. тж. другие исполнения в ‘Alternative’ section
Cати способствовал возникновению альтернативных направлений и был предтечей опытов авангарда и нестандартного подхода к проблемам исполнительства. Музыка Сати составляет основу того, что называется “отражениями”.

label: EMI France

Aldo Ciccolini [solo piano]

THE COMPLETE WORKS OF ERIK SATIE BY ALDO CICCOLINI:
I: First and Last Works

II: Mystical Works

III: Etudes

IV: "Fantasistes" Works

V: Music for Dancing

Thirty years after his first recording of Erik Satie's music, which he thus helped make known, Aldo Ciccolini was keen to re-record the complete works of this composer with which he is, henceforth, identified in the public's mind.
A fascinating encounter, indeed, for the marvellous performer of Liszt, Deodat de Severac and Rossini's later works has evolved in the meantime towards an inner depth bringing him even closer, today, to Erik Satie's complex and secretive personality.

V. MUSIC FOR DANCING
Satie's music was made to be danced, as has been proved by the greatest choreographers of this century, including Leonide Massine, Ted Shawn, George Balanchine, Frederick Ashton and Merce Cunningham.
From Valse-Ballet and Passacaille, Sarabandes, Gymnopedies, Gnossiennes to Danses de trovers, Satie often chose the names of dances as titles for his piano pieces. When he worked for the stage, it was very often for a ballet (Upsud «a Christian ballet», Parade «a realistic ballet», Mercure « plastic poses », Relache « an instantaneist' ballet») or else for the dance solos of the «metachoreute», Valentine de Saint Point (Les Pantins dansent) or of the «eccentric» Caryathis (La Belle Excentrique). For Jules Depaquit's pantomime Jack in the Box he devised three jigs, and for his own «lyric comedy», Le Piege de Meduse, seven Toutes petites danses — danced, one should note, by a mechanical monkey — fitted in between the spoken parts. And even when he started to show an interest in «caf'conc'» («cafe concert» or cafes providing entertainment), it was the repertoire of Paulette Darty, the «Queen of the slow waltz», he seized on first of all.
This recording, bringing together those of Erik Satie's compositions more specifically intended to be danced, has two particularities.
Firstly, Les Gnossiennes (the title apparently comes from the «dance of the crane» which used to be danced beside the labyrinth of Cnossos) are presented here for the first time in chronological order of composition. The listener will thus be able to follow the actual evolution, in Satie's mind, of the famous «Gnossian time» apparently revealed to him in the exotic music pavillion of the 1889 Universal Exhibition and which — sole instance of a fixation in his work — obsessed him for so many years.
The composer, as we know, had only published three of the seven Gnossiennes actually composed, the three posthumous ones having been numbered by the publisher in order of publication. As for the Seventh Gnossienne, which Satie had worked into the incidental music for Fits des Etoiles, it was recast for four hands in «Maniere de Commencement» belonging to Morceaux en forme de poire (see the first record in this set).
Secondly, also for the first time, La Belle Excentrique is given here in its original version. Until now, through a publishing error, the Grande Ritournelle had been performed at the beginning of the collection, whereas here it has been replaced between the other pieces, as the composer had originally intended. Satie had devised this intermezzo to enable the dancer to change costumes between dances, and this change of mood was no doubt intended to emphasize the difference in atmosphere between the three dances.
One of the guiding principles in this complete recording has been to exclude all piano pieces which were in fact merely short scores of orchestral works. An exception has been made for La Belle Excentrique, as the four hand piano version and the original differ so much that they are virtually two separate pieces, bearing only a vague relationship to each other. As the Italian musicologist Carlo Marinelli has pointed out, Satie treated sound and tone colour as essential elements operating at the level of language. 

--- Ornella Volta

	Erik SATIE
	Piano Solos
	1986
	56:22
	label: Windham Hill Rec.

Bill Quist [p]    rec. 1979, 86.

With the possible exception of Charles Ives, there is no more enigmatic figure in the music of our century than Erik Satie. But while Ives has in recent years been dusted off and dubbed a Major Composer, Satie has remained if not peripheral at least overshadowed. Both musically and historically he looms too large to ignore; and yet he is too peculiar, and his oeuvre too small, to command a place in the standard repertoire alongside his contemporary and friend Debussy. Satie’s music seems almost to resist assimilation or easy acceptance. It does not beguile. Yet as you listen to this record you may find the music reaching you in unexpected ways. Its magic is subtle, but once you have imbibed Satie’s Apollonian nectar, you may find the champagne of Chopin and Brahms’  heavy lager less fulfilling draughts.  The man from whom this reticent yet compelling music came forth was born in Honfleur, Normandy, of a French father and a Scottish mother, and spent his adult life in Paris, where he earned a meager living as a cabaret pianist and a reputation as an eccentric. Satie’s own quirks included the ownership of a dozen gray velvet suits, most of which he never wore (and because of which he was nicknamed “the Velvet Gentleman”). In his early years he was involved with Rosicrucianism. A fascination that remained with him for life was the tales of Hans Christian Andersen. His eccentricity found expression in music not only in the notes themselves but in the cryptic commentary with which the scores were sprinkled. Satie’s performance directions are sometimes so elaborate as to take on the form of surrealist sketches that bear no clearcut relation to the music. The high point of Satie’s career must be considered the avant-garde ballets for which he wrote scores in the years following World War One. His collaborators on these multi-media projects included poet and dramatist Jean Cocteau, choreographer Serge Diaghilev, and set designer Pablo Picasso.

Satie’s piano music, serenely simple and yet full of surprising twists, is in some ways the apex of his artistic achievement. The piano pieces often come in sets of three, and especially in the later works they are lacking in bar lines. Like his other works, they are characterized by simplicity of texture and frequent repetition of ideas. They are pure form — shorn of emotionalism, shorn of display. We are reminded that Satie’s first musical exposure was to Gregorian chant. Chant echoes through his lines. But his genius lies in the enrichment of chant with harmonies and symmetries that were entirely new. The early sarabandes, for example, are almost entirely monodic, but in place of the single tones of chant the monody is built of entire chords, which often leap directly from one key to another without resolution. Elsewhere, simple melodies float over a harmonically static, even obstinately repeated, left hand, turning corners in mid-air that leave the Mozartean four-bar straitjacket far behind. In these matters Satie anticipated Stravinsky and Prokofiev by years or decades. The test of music, however, is not whom it anticipates or what it overthrows, but how it sounds. William Quist has succeeded on this album in giving every note and chord its full expressive value without ever lapsing into Romantic overstatement or falling back into monotony (Satie seemingly invites the latter, while pitilessly exposing any tendency toward the former). This is music-making at its finest. Those who are looking for virtuoso fireworks in the form of thunderstorms and lovers’  reveries will find nothing on this album, but for those who prefer music as clean and airy and geometrically pure as a Grecian temple, it will be a rare find. — Jim Aikin, Contemporary Keyboard Magazine.

	Erik SATIE
	Pieces pour piano
	
	61:14
	Piano Works (Selection) performed by Klara Kormendi

	Erik SATIE
	Oeuvres adaptees pour guitare a 10 cordes pour Pierre Laniau
	
	55:08
	label: EMI France

Pierre Laniau [10-str g].

1. Gymnopedie n°l
2. Gymnopedie n°3
3. Je te veux (valse)

Quatre Gnossiennes:

4. n°l - Lent
5. n°2 - Avec etonnement
6. n°3 - Lent
7. n°4 – Lent

8. La diva de l'empire

Menus propos enfantins:

9. Le chant guerrier du Roi des haricots
10. Ce que dit la petit Princesse des tulipes
11. Valse du chocolat aux amandes

Enfantillages pittoresques:

12. Petit prélude a la journée
13. Berceuse
14. Marche du grand escalier

Peccadilles importunes:

15. Etre jaloux de son camarade qui a une grosse tête
16. Lui manger sa tartine
17. Profiter de ce qu'il a des cors aux pieds pour lui prendre son cerceau

18. Les pantins dansent

Musiques intimes et secrètes:

19. Desespoir agréable
20. Caresse
21. Songe creux
22. Fâcheux exemple
23. Nostalgie

24. Premier prélude du nazaréen

25. Petite musique de clown triste

	Somei  SATOH
	Toward The Night
	1993 
	49:43
	neo-romanticism
+ можно сделать дописку 11:18 – см. ниже.

label: New Albion

String Ensemble Endless; Masaharu Kanda [cello]; Kyoko Sato [soprano]; Toshiyuki Uzuka -- conductor.

"Mingling minimalism and traditional Japanese music, imperturbably ascetic textures and the sensuous appeal of endless melody, Satoh's music opens another window on contemporary music for listeners already seduced by the music of Arvo Part, John Tavener and Henryk Gorecki." -- Calgary Herald 

***** -- Classical -- pulse!
"It is certainly interesting to discover this aspect of new Japanese music, espe​cially via performances as sensitive, well prepared and well recorded as these." -- Gramophone

"... a kind of contemplative, glimmering stillness that such Eastern European mystics as Arvo Part and Henryk Gorecki can only dream of." -- San Francisco Chronicle
Selected as one of the best recordings by The New York Times.
"I would like it if the listener could abandon all previ​ous conceptions of time and experience a new sense of time presented in this music as if eternal time can be lived in a single moment." —from the notes by the composer

Somei Satoh, born in Sendai, Japan in 1947, primarily a self-taught musician, is strongly influenced by the traditional Japanese music and dance to which he was exposed during childhood. To the musical elements of his native country he has added the newest sense of  Romanticism, updated through extensive use of electronic technology. If the underlying philosophies of his world have been shaped by both Shinto and Buddhism, his methods have been influenced by the multimedia forms.

   RUIKA.   For Cello and Strings.  ‘Ruika’ (ancient Japanese expression) is an anthem to mourn the soul of the departed. Within this music we hear the wind from the world of spirit — it intrinsically emanates an odor of death. In listening, we immerse ourselves in the vibration of voices coming from the abode of departed souls, from a vacancy of sound, and we sense the waves of a glimmer appearing at the margin of sound.

   TOWARD THE NIGHT.   For Strings.  In Buddhism there is the idea of Samsara (transmigration). It is believed that man infinitely repeats life and death towards the next life. Mankind is also thought to repeat its fall and rebirth. After millions of years, the existence of mankind is beginning to sink into the deep dusk. As an ancient Chinese saint once said, “If I don’t obtain enlightenment now, in which life should I be able to get it?”  I find myself constantly returning to his words. ‘Toward The Night’ is the tone of the dusk which resonates in my mind.

   HOMA.   For Soprano and Strings.  ‘Homa’ (Sanskrit) is a sacred fire, a fire of purgation, a sacrificial fire offering to celestial gods. This music is chanted as a mantra. “Om, jewel in the lotus! Om, I believe in and worship Buddha, past, present and future! Om, this eternal universe is the uterus of God and all the emerging events here are intrinsically pure and innocent. Thus I myself am also pure by nature.”

Можно сделать дописку 11:18 с диска Sonatas for Violin and Piano:

SOMEI SATOH "Birds In Warped Time II"
Somei Satoh born in 1947 in Sendai City Japan studied composition on his own. In 1969 he organized the experimental mixed media composers group "Tone Field," and in 1972 went on to stage a multi media art festival called  Global Vision, consisting of visual artists, event artists,  and improvisational performing groups. Since 1976 he has held private concerts almost every year and was the recipient of the Arts Festival Award in 1980.  In 1983 he spent a year in the United States at the invitation of theAsian Cultural Council. Birds in Warped Time II was commissioned for Kishiko Suzumi and Harumi Hanafusa and was premiered on December 4, 1980, at the Toshi Center Hall. It features a constant tremolo of moving harmonies in the piano and a slow melody with varied ornaments in the violin.
The work begins and ends on a note of utter serenity. In between, it takes the listener on a circular journey, traveling through the ebb and flow of a universe of tension and relaxation.

	Alfred SCHNITTKE
	Konzert Fur Klavier Und Streichorchester
	1979
	23:10
	

	Alfred SCHNITTKE
	Konzert Fur Viola Und Orchester
	1986 
	29:07
	label: ECM

cond.: Dennis Russell Davies; viola: Kim Kashkashian

	Alfred SCHNITTKE
	Concerto Grosso #1 / Concerto for Cello and Orchestra
	
	70:15
	#1: Concerto Grosso #1 for two violins, harpsichords, prepared piano and strings [27:56]

perf. by Tatyana Grindenko, Gidon Kremer and Moscow Philarmonic (cond. by Yuri Bashmet). Rec. 1988

#2: Concerto for Cello and Orchestra [42:14]

perf. by Natalia Gutman and The USSR Ministry of Culture Symphony Orchestra (cond. by Gennadi Rozhdestvensky). Rec. 1986

	Alfred SCHNITTKE
	Alfred SCHNITTKE:

"Hymns" / 

Edison DENISOV:

"Chamber Symphony"
	
	52:52
	label: Gramzapis (Moscow)

rec. 1987

Alfred SCHNITTKE: "Hymns" for Chamber-Instrumental Ensemble (1974-79)

Edison DENISOV: "Chamber Symphony"

perf. by The USSR Bolshoy Theatre Soloists Ensemble

	Alfred SCHNITTKE
	Concerto for Choir / Two Small Pieces for Organ
	1988
	52:11
	#1-4: Concerto for Choir

Elena Dof-Donskaya [oprano]; The USSR Ministry of Culture Chamber Choir (cond.: Valery Polyansky).

#5-6: Two Small Pieces for Organ

Oleg Yanchenko [organ].

#1-6 rec. at the Sophia Cathedral of Polotsk in 1988

	Alfred SCHNITTKE
	Trio Sonata / Viola Concerto
	1991
	
	label: RCA

Trio Sonata – 26:36

Moscow Soloist / Bashmet (cond.)

Viola Concerto – 34:44

Bashmet (viola) / London Symphony / Rostropovich (cond.)

"...За 10 лет премией "Триумф" были отмечены такие маститые и серьёзные композиторы, как Альфред Шнитке, Гия Канчели и Арво Пярт. Каждый из них, диссидент в своём отечестве, к моменту присуждения премии был уже признан на европейском рынке современ​ной музыки и успел стать гражданином мира. Естествен​но, на родине композиторам пришили образ творцов новой российской музыки. За что, собственно, и «Триумф». 

...Полный зал и бурные овации уже пожилые, но всё ещё именуемые совре​менными композиторы Пярт и Качели получили. Это раз. Два — если играет Юрий Башмет, дело новой музыки в шля​пе. Аудитория впадает в мечта​тельный транс, отказываясь адекватно оценивать мнимую доступность европейски элитно​го Пярта рядом с лощёно-наив​ным популизмом Канчели и дидактическим страдальчеством Шнитке. Все просто расслабляются и получают удовольствие от музифицированной темы «нашего тяжёлого времени». Отсюда и та особая благость и комфорт, которые объясняют​ся, видимо, не любовью к современной музыке и уж тем бо​лее не пониманием её, а всего лишь привычкой смотреть на Башмета в престижном месте в престижный час."

--- Коммерсантъ (о концерте в Москве)

В 1958 году в Консерватории велась кампа​ния против педерастов. Шнитке вы​звали для допроса в качестве свидетеля как раз на то время, которое ему назначил Шоста​кович. Шнитке пропустил ви​зит к кумиру, тот обиделся и в отзыве о его первом крупном сочинении, оратории «Нагаса​ки», сухо написал: «Примеча​тельно». Ее провалили в Союзе композиторов. И понеслось. Он быстро превратился в одно​го из трёх китов музыкального нонконформизма, зашифро​ванных в аббревиатуру ГДШ (Губайдулина-Денисов-Шнитке). Причем в самого трагиче​ского. Зарабатывал ли он день​ги киномузыкой, готовил ли скандальную премьеру или чи​тал о себе газетную ругань - всё было окрашено в безысходные тона героического сопротивле​ния режиму. Мало того что окружали внешние враги, внут​ри тоже было неспокойно. Полуеврей-полунемец, католик, исповедовавшийся у право​славного священника, он ро​дился в Поволжье, а детство провёл в Вене, где отец служил переводчиком в советских ок​купационных частях. Все сочинения Шнитке прони​заны одной темой: конфликт одинокой души и окружающей мерзости. Символом мерзости он назначил в 1983 году Аллу Пугачеву написав для неё роль Мефистофеля в своей «Исто​рии доктора Иоганна Фауста». Та петь отказалась, и эта несты​ковка считается одним из клю​чевых моментов в истории оте​чественной музыки. По заведённой ещё Бетховеном традиции Шнитке написал 9 симфоний. Последнюю писал почти полностью парализован​ный. Умер вскоре после премьеры. До этого, в 1992 году, успел получить премию «Триумф».

-- Афиша

	Alfred SCHNITTKE
	Concerto Grosso No. 5
	1991
	27:35
	label: Deutsche Grammophon (Hamburg)

Gidon Kremer, violin.

In post-war Western Europe the appearance of a Concerto Grosso would have been more likely to raise yawns than eyebrows. But what we have come to think of as a token of outmoded neo-classicism would, for a Soviet Russian until very recently, have had a distinct aura of the exotic. The era of Socialist Realism which prohibited "bourgeois decadent ex​perimentation" in music also excluded virtually all Western music composed before the French Revo​lution. So Russians were rediscovering Early Music at the same time as catching up with modernism.

It was in 1977 that Schnittke composed his first Concerto Grosso, largely at the urging of Gidon Kremer. With its parodies of Vivaldi and exuberant juxtapositions of style it is a locus classicus for what the composer has referred to as "polystylisticism" (it is also his most performed and recorded work). This simply means a calculated mixing of styles, express​ing both a personal sense of rootlessness (Schnittke is an adopted Russian of German parentage and mixed Jewish and Christian background) and the es​sence of the modern human condition. The Second and Third Concerti Grossi (1981-82, 1985) took Bach as their principal model, while the Fourth (1988) is simultaneously the Fifth Symphony -- it begins as a concerto grosso a la Stravinsky and ends as a symphony a la Mahler. The Fifth Concerto Grosso was composed in 1990-91 and first performed on 3 May 1991, with the Cleveland Orchestra under Christoph von Dohnanyi and Gidon Kremer as soloist, as one of the centennial commissions for Carnegie Hall. It could just as easily have been dubbed Violin Concerto, such is the prominence accorded this instrument. The only feature which vaguely recalls the Baroque concerto-grosso model is the pseudo-continuo line​up of harp, harpsichord, celesta and piano, the last amplified and placed behind the stage. Even this kind of grouping can be found more prominently exploited in Schnittke's Fourth Symphony -- it would seem that there is considerable overlap be​tween the genres in the composer's mind. Schnittke originally considered basing the work on music from the first Carnegie Hall programmes. In the event, however, it displays no obvious stylistic references other than to his own characteristically intense sound world. The rocking motif on which the first three movements are built is one such fin​gerprint; the seasick slidings of the second and third are another. The idea behind the four movements is to "re-create the age-old form-concept of the chang​ing of the seasons — with a gradual acceleration in the first three movements (Spring, Summer, Autumn) and a final freeze (Winter) — before the in​evitable, impending new turn on the eternal path of life".                           David Fanning

	Alfred SCHNITTKE
	Concerto Grosso (1977)
	1992 
	30:00
	label: RCA

G.Kremer/London Symphony/Roshdestvensky

	Alfred SCHNITTKE
	Quasi Una Sonata / Piano Sonata #2 / Piano Trio
	1993
	62:33
	label: Sony Classical

1. Qiasi Una Sonata

Mark Lubotsky [violin]; English Chamber Orchestra; Mstislav Rostropovich -- conductor.

2.-4. Piano Sonata #2

Irina Schnittke [piano].

5.-6. Trio for Violin, Cello and Piano

Mark Lubotsky [violin]; Mstislav Rostropovich [cello]; Irina Schnittke [piano].

The outward stages in the life of the German-based composer Alfred Schnittke may be described, as it were, as a tale of four cities: Engels, Vienna, Moscow and Hamburg. Schnittke was born in Engels, the principal city of the German-speaking enclave on the Volga, in 1934. His father was a journalist from Frankfurt am Main, his mother a German teacher who lived in Engels. He spent part of the war near Moscow and in 1946 moved to Vienna, where his father worked as an editor for two years and where Schnittke began to study music. For the next four decades Moscow formed the centre of his life: after ten years of study (initially orchestral and choral conducting, then, from 1953, composition and instrumentation), he spent the next ten or so years teaching at the city's Conservatory. At the same time, he began to write music of his own, a development which in 1972 ushered in a period of freelance professional activity initially notable for its active commitment to film music. In 1990 he and his family moved to Hamburg, where he took charge of a composition class at the city's Musikhochschule.

It is not only Schnittke's origins that predestined him to the role of intermediary between East and West (his father's family hailed from northern Livonia, now in Estonia). His musical training, too, ensured that the position he adopted was that of a stylistic go-between: among his teachers was Webern's pupil, Filip Hershkovich (1906-1989), who had emigrated to Moscow in 1946. In consequence, Schnittke's compositions and theoret​ical writings revolve around such great Russian composers as Stravinsky, Prokofiev and Shosta​kovich, while his equally marked affinities with German music and all its traditions are clear from the debt he owes Mozart, Mahler and Webern, a debt which was to be of determinative influence on the content of his Third Symphony, for example.

There is yet another respect in which Schnittke occupies a central position spanning disparate styles. By around 1968 he had begun to tire of experimentation with two-dimension​al serial techniques and, in his own words, "abandoned the already overcrowded train". Under the twofold influence of Anton We​bern's interpretation of sonata form as a con​trast between "fixed and loose" forms and Henri Pousseur's "multistylistic" aesthetic, Schnittke developed a novel, polystylistic compositional manner which allowed him consciously to exploit such stylistic discrepancies and achieve a musical spatial ity that had seemed on the point of being lost. In turn this enabled him to adopt a dynamic approach to form that, through the supersession of tonal thinking, had become impossible during the turbulent avant-garde period.

Schnittke first essayed this polystylistic approach in 1968 with his Second Violin Sonata, to which he gave the subtitle "Quasi una sonata", consciously subverting Beet​hoven's description of his two Op. 27 piano sonatas as "quasi una fantasia". The work is dedicated to Mark Lubotsky and Luba Edlina, who gave its first performance in Kazan in February 1968. Nineteen years later Schnittke himself adapted the work for violin and chamber orchestra (double woodwind, two horns, piano, harpsichord and sixteen strings).

Schnittke has repeatedly described how difficult it was for him to find a new conception for a work that lacked constructive rules. He begins hesitatingly, therefore, with a G minor chord contrasted with a dissonant violin chord that gives rise to a continuous interplay between tonal and serial episodes, which alienate each other through their mutual interaction. Within the one-movement structure, it is possible to identify three overlapping sections (Sonata, Adagio, Fuga).

In discussing its form, Schnittke himself has described the work as "a borderline case in which sonata form is called into question: it is built up while at the same time falling apart it is a report on the impossibility of the sonata in the form of a sonata. In the middle we hear the B-A-C-H (B-flat-A-C-B) motif, initially transposed, then stated more clearly, like a resolution which consists, however, in the fact that nothing is resolved: triad and atonality persist as contrasting elements held in a state of balance."

The Piano Trio of 1992, first performed on May 25, 1993 at the Evian Festival, is a reworking of the String Trio written seven years previously in response to a commission from the Alban-Berg-Gesellschaft to mark the centenary of Berg's birth. In its new guise the composer moves away from the homogeneous, almost orchestral string sound and clarifies the inner structures of the work by breaking down the sound in a wholly novel way.

With its reminiscences of Vienna and heavy cargo of personal memories, the String Trio contains allusions to Schubert, Mahler and the expressive language of Alban Berg. A terse thematic motif is varied, polyphonically combined, harmonically reinterpreted and rendered unfamiliar within the course of the clearly structured whole. In addition we hear broken chords of toccata-like brilliance, reminiscences of a funeral march and a contemplative pesante theme similar to one in tin ballet Peer Gynt written two years later.

The closeness to Berg is clear not only from the aphoristic concision but also from the principle of variation and the work's melodic construction. But Schnittke goes his own way in his tensely intensive questioning of the material on several stylistic levels, while none the less achieving a remarkable synthesis of his polystylistic resources in spite of the work's multy-faceted character.

Schnittke's intellectual and musical friend ships with instrumental soloists, conductors and choreographers have played an essential role in the way he creates and develops new works. Just as the Piano Trio, dedicated to Alexander Potapov, the doctor who was twice responsible for saving Schnittke's life, was written with his wife, the pianist Irina Schnittke, and two performing artists with whom he has been on friendly terms for many years, Mstislav Rostropovich and Mark Lubotsky, in mind, so the Second Piano Sonata -- completed in November 1990 -- was composed for his wife's birthday. It was she who, during a two-year option period, introduced it to audiences all over the world, performing it in such centres as Lubeck, Hamburg, Bad Kissingen, Munich, Amsterdam, London, Moscow and Tokyo.

In the course of an interview Schnittke himself briefly outlined his relationship to this three-movement work: "Here, too, the attempt to breathe new life into sonata form confronted me with a problem. Also, I'm no pianist and have played the piano only rarely or as an accompanist, so that I lack a well-developed relationship to the keyboard. Little by little, however, I stopped thinking in terms of keys, passage-work and pedals and concentrated instead on the actual content of what I was writing. It then seemed totally uninteresting whether it was new or old, insuperably difficult or whether it had already existed a thousand times before. What was important was simply that it struck me as essential..."

The result is a playful piece that unfolds on several stylistic levels. It begins with a Moderate, almost late-Romantic in character, that culminates, after a series of great arching paragraphs designed to increase the tension, in a massive cluster. There follows a brief Lento, 82 bars long, that seems to issue from the sound-world of Peer Gynt. Finally, we hear an Allegro invention of almost terpsichorean lightness which, after a slow and wistful intermezzo, builds to a tempestuous fortissimo climax, to be followed by one last valedictory phrase that seems to waft towards us from afar.

	Alfred SCHNITTKE
	Violin Concertos #2 & 3, Stille Nacht & Gratulationsrondo
	1994
	60:40
	label: Teldec (Warner)

Gidon Kremer [violin], Chamber Orchestra of Europe, Christoph Eschenbach [conductor, piano].

1. Violin Concerto #2

2. Stille Nacht

3. Gratulationsrondo

4. - 6. Violin Concerto #3

Schnittke's four violin concertos date from 1957, 1966, 1978 and 1984, and afford clear evidence of the composer's technical and stylistic development. The first of them was a student work and, as such, an attempt to find himself as a com​poser. In his own words, it "inhabits the world of Tchaikovsky and Rachmaninov, albeit a world overshadowed by Shostakovich". The Second Concerto, by contrast, represents an attempt to come to terms with new techniques such as alea​tory writing, dodecaphony and the structural use of tone-colour. The Third Concerto is scored for smaller forces and plays with the relationships between tonal and atonal devices, while at the same time drawing on polystylistic elements, including reminiscences of Russian Orthodox chorales and Schubertian Romanticism. The Fourth Concerto, finally, uses not only polysty​listic elements but also special musical material in the form, for example, of the monograms of Schnittke himself, Kremer and three fellow com​posers. It also affords what might be described as visual prospects of "a world of tonelessness".

The Second Violin Concerto (1966) finds Schnittke at the end of the first important stage of his development. His contact with Webern's pupil, the Moscow-based Filip Gershkovich, his intense interest in the works of Pierre Boulez and his course in instrumentation at the Moscow Conservatory had led him to write a number of analytical works on orchestral structures, micro-polyphony and tone-colour modulations in new music. He thought that he had "understood everything" and hoped that the practical deployment of serial ideas would guarantee artistic values. At the same time, however, he harboured doubts about "the mannerism of stylistic pur​ism" and regarded mechanistic serial techniques as "a way of avoiding the problem. Still concen​trating on how I wanted to say something, I began to examine what I wanted to say."

In consequence, Schnittke's Second Violin Con​certo, while written under the influence of serialism, reveals an astonishing variety of formal and structural ideas, including note-rows, aleatory writing and what might be termed a dramaturgi​cal use of tone-colour within a traditional formal framework. The use of such ideas has repeatedly been examined.

On the other hand, the work packs a surprisingly powerful expressive punch that appears to rest not only on its almost "eloquent" melodic writ​ing but also on the extreme contrast between two levels of tone-colour, with soloist and strings pitted against winds and percussion. Schnittke's conversations with his pupil Dmitry Shulgin in 1976 have recently been published in Moscow and provide a sensational explanation of this characteristic feature: here Schnittke describes in detail the way in which he sought to resolve the thematic conflict and harmonic arrangement within the framework of a condensed sonata cycle, while at the same time operating on the level of a concrete subject, deriving the idea of the work's particular tone-colours from a "liter​ary model" that is simultaneously "drawn from life", that is, from the Gospels. In short, it is the sequence of Christ's life, death and resurrection that determines the work's inner dramaturgy, a dramaturgy reflected, in turn, in its formal devel​opment, timbral gestures and structural details. It is not difficult to guess how hard it was for Schnittke to admit to the work's religious dimen​sion in the former Soviet Union, with the result that its subject-matter was suppressed for decades. Even as I write, no performance (including the present recording) has taken place at which all the participants have been aware of the work's religious imagery.

Schnittke's remarks on the work's hitherto hid​den meaning may be summarised as follows. All its structural relationships can be explained on the basis of the idea behind its underlying con​cept: the soloist and strings (Jesus and His dis​ciples) are accorded linear, thematic treatment, while the contrasting group of winds and percus​sion (the hostile crowd and the instruments of power) are handled in an aggressively selective and aleatory manner. The double bass (Judas) has a special role to play as a caricature-like "anti-soloist".

Although Schnittke stresses that this is not a programmatical work and that his use of the Gospel model was "simply of help when writing the piece", he none the less envisages very precise relationships and, hence, structural concordan​ces between the literary situation and the musical form: only the introductory espressivo solo cadenza (an opening meditation evoking Christ in the wilderness) remains outside this formal framework. The basic thematic structure is provided by a chromatic note-row denoting dogma. A striking feature of the beginning and end of the work is the melodic focus provided by a repeated g which, in the present writer's opinion, probably symbolises man's relationship with God. There follows the exposition of the two opposing worlds of sound: a violin theme derived from the note-row is imitated by the strings, which enter step by step (suggesting the assembly of Christ's disci​ples) and merge together in unison (the assimi​lation of His teachings). Only now does the double bass enter, repeating the soloist's theme in inversion in a caricature-like scherzo in which the material is subjected to falsifying distortions (personifying Judas), generally within the con​text of the contrasting group of winds and per​cussion (embodying the destructive force of the hostile crowd).

In an adagio passage the remaining strings combine to repeat the note-row (representing the Communion), while the solo violin floats freely above their eleven-part chords before expressing itself in a formal recitative on the subject of betrayal, while the layering of the strings sug​gests the disciples' questions. A double-bass solo symbolising Judas's loneliness ends on pianissimo harmonics evoking Judas's kiss. The follow​ing development section is cast in the form of a dialogue between the soloist on the one hand and percussion and winds on the other represent​ing Christ's capture and scourging, the mimick​ing crowd, His refusal to answer His accusers and the crowd's demand that Barabbas be freed. A brief double-bass solo as Judas hangs himself leads into a second adagio passage in which vio​lin, piano and percussion combine in a shuffling dance rhythm emblematic of the road to Golgo​tha. Scattered interjections on the winds repre​senting the Crucifixion are followed by a recita​tive on the violin over a pianissimo carpet of strings symbolising Christ's Seven Last Words and His death. A violent episode on the percussion evokes the ensuing earthquake and is contrasted with a densely textured passage on the strings denoting the Lamentation and Entombment. The final coda -- the Resurrection -- is character​ised by a new type of motoric movement to which all the instruments are subjected in a gesture symbolising Christ's omnipresence. The basic note-row is heard once again on the full orches​tra in a broad unison suggestive of the cohesive force of faith, before the melodic fulcrum of the note g is confirmed in the final monologue for muted violin.

The Third Violin Concerto dates from twelve years later and finds the composer adopting a totally different stylistic position. By now he had recognised the shortcomings of serialism, with its lack of spaciousness and its restriction to a micro-universe, and, mindful of Webern's postulate of a contrast between "fixed" and "loose", turned to new creative possibilities afforded by the opposi​tion between two stylistic layers such as tonal and atonal. At the same time, the stylistic pluralism that he had observed in the works of Henri Pousseur made him realise that an enormous potential for creative tension lay in combining or con​trasting different stylistic devices. In this way, Schnittke arrived at a conscious polystylism that allows different stylistic levels to come together and interact within his new overall concept. The composer himself has the following to say on the subject of his Third Violin Concerto: "This work was originally intended for a pro​gramme that was to have included Hindemith's Piano Concerto and Berg's Chamber Concerto. This influenced the unusual orchestral disposi​tion of my own piece, which brings together the forces used in the other two works. But the timbral concept of my own concerto was also affec​ted by this: thirteen wind players and only four string players are not conducive to a sense of bal​ance. I solved the problem by saving the strings until the third movement, where they enter for the first time and displace the winds towards the end of the work.

"One of the titles that I originally planned to use but which I later rejected (Canticum canticorum) was, to a certain extent, reflected in the language of the concerto. But there are also com​pletely different influences: Russian Orthodox church music (in the final chorales of the first and third movements) and German Romanti​cism (in the Waldmusik of the opening bars of the third movement, which, in spite of the open fifths on the horns and the vacillation between major and minor, is not a direct quotation from Schubert or Mahler). And there is also, of course, the atonal idiom of chromatic intervals that sometimes leads to twelve-note themes but never to twelve-note rows.

"I have long been interested in the opposition between tonality and atonality. In this particular instance I tried to create an organic link between these two different worlds of sound: not only through contrastive day-night effects but also through mediatory morning-evening transitions and omnipresent shadow reflections and colour modulations.

"The three movements of the Third Violin Con​certo adopt the model of a double contrast (slow - fast - slow) and are played without a break. The solo part does not aim to place any virtuosic demands on the soloist hut is predominantly melodic in its conception."

Stille Nacht & Gratulationsrondo

These two works included in the present release are both occasional pieces dating from more or less the same period. Polystylistic in character, they are based on themes which, Classical or Romantic in appearance, are reflected, con​trasted and refracted from a present-day perspective.

Schnittke's unconventional version of the carol Stille Nacht (Silent Night) was presented to his friend Gidon Kremer in Moscow on Christmas Eve 1978. Slight but painfully affecting distor​tions and disturbing alterations strip the old carol of its traditional sentimental garb and make it frighteningly relevant. Kremer encour​ages listeners to accept Schnittke's thoughtful approach and "adopt a different attitude to Christmas and to themselves by asking, for example: what has become of this carol, what has remained, what has changed, what have people made of the carol's meaning and, indeed, of the meaning of life itself?"

The Gratulationsrondo for violin and piano was written in 1974 for the fiftieth birthday of Schnittke's friend Rostislav Dubinsky, the first violinist of the Borodin Quartet. On a formal level, this piece -- which reveals the influence of Viennese Classicism -- contains elements of rondo, sonata and variation, the graceful character of the rondo theme maintaining a state of precarious balance with more thoughtful sections involving contrast or thematic transformation. A violent crescendo and unexpected modulations scarcely affect the rondo's delightful medley of "old-fashioned" themes, none of which, according to Schnittke, was "stolen" but merely "distorted".

	Alfred SCHNITTKE
	Concerto for Three, String Trio, …
	1996
	54:53
	label: EMI Classics

1.-2. String Trio

3. Canon (Alban Berg, trans. Schnittke)

4.-7. Concerto for Three

8. Minuet

Gidon Kremer [violin] -- 1.-8.

Yuri Bashmet [viola] -- 1.-2., 4.-8.

Mstislav Rostropovich [violoncello] -- 1.-2., 4.-8.

Moscov Soloists, director Yuri Bashmet -- 3.-7.

	Alfred SCHNITTKE
	Kronos Quartet performs Alfred Schnittke «The Complete String Quartets» (2 CD)
	1998
	63:29 43:22
	label: Nonesuch

CD I:

1. String Quartet #1 (1966)

2. Canon in Memory of I. Stravinsky (1971)

3. String Quartet #2 (1980)

4. String Quartet #3 (1983)

CD II:

1. - 5. String Quartet #4

6. Collected Songs Where Every Verse Is Filled with Grief

«Kronos’ marvelously well-judged interpretations made [Schnittke’s quartets] seem like the distillation of a lifetime’s experience.»   --  The Guardian
Альф — так Альфреда Шнитке называли его московские друзья. Понятно, что случайно подобные сокращения не образуются. Мне представляется, что в этом как-то отразилась экзотика существования Шнитке посреди советского московского быта: как будто среди нас оказался бы пришелец с Марса.

Было в Шнитке, действительно, что-то от инопланетянина: большая, скло​нённая набок голова, странная причёска; близко посаженные пугливые глаза на бледном лице сразу поражали и запоминались. Ещё до всех своих неполадок с сердцем Шнитке двигался неуверенно, осторожно -- словно постоянно примеряясь к чуждому земному притяжению.

Вообразить его учавствующим в нашей суетливой жизни было трудно, однако Шнитке в те годы -- 60-е, начало 70-х -- менее всего походил на затворника. Наоборот, я изумлялся, как это Шнитке поспевает повсюду: и в консерваторию, где он преподавал оркестровку, и на заседание в Союз композиторов, чтобы выс​тупить там в поддержку своих друзей, и в экспериментальную студию электронной музыки, и на модную театральную премьеру, и на приём в западное посольство.

Где бы Шнитке ни появлялся, вокруг него сразу образовывался мини-водоворот узнавания, любопытных взглядов и перешёптываний: "Это же Шнитке! Как, Шнитке? Да-да, Шнитке! Тот самый, композитор?"

Да, чуть не забыл: он же ещё успевал и музыку сочинять! Причём плодови​тость Шнитке была поразительной: одна за другой следовали симфонии (на сегодняшний день их девять), инструментальные концерты, сонаты... Шнитке --автор трех опер, нескольких балетов, сочинений для хора -- много музыки!

Он стремился к тому, чтобы его сочинения вошли в общий ряд современ​ной культуры. Для советских чиновников это было признаком "безродного кос​мополитизма" Шнитке. В Советском Союзе словосочетание "безродный кос​мополит" эвфемистически обозначало еврея.

Иудейство Шнитке, между тем, было весьма сомнительным. Отец его был евреем -- коммунистом и атеистом, мать -- немкой. Первым языком был немецк​ий, но родным своим языком Шнитке считает русский. Еврейского языка и обычаев он не знает. Вдобавок, в 1982 году, когда Шнитке было сорок восемь лет, он был крещён по католическому обряду.

Йога, оккультизм, каббала, китайские мистические прозрения ("И цзин") -- чего только Шнитке не испробовал в поисках ответа на волновавшие его загадки жизни и смерти... Погружаясь в недра иррационального, он испытал ужас, един​ственным спасением от которого представилось приобщение к христианству.

Католичество было выбрано Шнитке во многом потому, что его мать была крещена католичкой. Хотя он иногда говорит, что уважает православную церковь больше, чем католическую. Запутанность отношений Шнитке с религией ставит в тупик даже его друзей с экуменистическими взглядами. Для Шнитке это проблема этическая, и психологическая, и культурная. Он пытается разрешить её в своей музыке.

Людей, впервые сталкивающихся с произведениями Шнитке, прежде всего поражает их эмоциональная напряжённость. Это музыка полярных противоположностей, кричащих контрастов: громкое и тихое, высокое и намеренно пошлое, аскетически сдержанное и вызывающе роскошное. Все это в сочинениях Шнитке сосуществует, живет бок о бок.

Многих это раздражает, отталкивает. Им кажется, что, объединяя видимо необъединимое, нестыкующееся, композитор над ними издевается. Их ухо не улавливает технической изощренности, с которой "сработаны" партитуры Шнитке, всех спрятанных в них подлинных и мнимых цитат, символов, аллюзий и намёков. Вплоть до музыкальных монограмм -- зашифрованных в виде нотных мотивов имён самого композитора и его друзей.

Наверное, так и должно быть: секреты композитора -- это его дело. Они интересны и важны только для профессионалов. Слушатель остаётся один на один с музыкой. А музыка Шнитке говорит о подлинных и пугающих эмоциях, испытанных самим автором.

Он часто вспоминает о впечатлении, произведённым на него "Божественной Комедией" Данте -- особенно в той её части, где говорится о переходе из Ада в Чистилище. Данте, всё глубже погружаясь во владения дьявола, внезапно попадает в иную сферу. Из глубин ужаса и отчаяния он чудесным образом переносится в мир надежды. Этот момент перехода от тьмы к свету очень важен, считает Шнитке. Ведь мы буквально каждый день сталкиваемся с той или иной моральной дилеммой. И, увы, далеко не всегда делаем правильный выбор.

Поэтому музыка Шнитке, по мысли композитора, призвана напоминать нам о самой возможности выбора. Важно не терять надежды на реальность пере​хода от тьмы к свету. Или, по максиме одного русского писателя, "не терять отчаянья".

Русский максимализм, таким образом, соседствует в произведениях Шнитке с еврейским скепсисом, окрашенным в густые тона немецкой культурной традиции. Эта "гремучая смесь" кажется такой же немыслимой, как столь характерные для музыки Шнитке динамические и стилистические контрасты. Однако без неё не существовало бы феномена Шнитке -- "учёной" германской музыки, стремящейся говорить, по русскому обычаю, "от сердца к сердцу". Поэтому, даже и перебравшись из Москвы в Гамбург, Шнитке продолжал ощущать себя русским композитором. Германия, такая заманчивая и родная издалека, России ему не заменила.

Сердце самого Шнитке оказалось плохо подготовленным к этой схватке страстей: несколько раз оно сдавало, не выдерживая стресса. Серия инфарктов превратила Шнитке из всюду поспевавшего жизнелюба в немого гамбургского затворника. Вся оставшаяся в нем жизненная сила сконцентрировалась теперь на одном -- сочинении музыки.

Òакая фанатическая преданность своему искусству, такое чудовищное упорство... Шостакович когда-то сказал: "Если мне отрубят обе руки, я всё равно буду писать музыку -- держа перо в зубах". Шнитке во многом является продолжателем Шостаковича. И в этом своём упорстве -- тоже.

Удивительно Шнитке чувствует природу инструментов. Исполнитель его музыки ощущает себя актером, получившим шекспировскую роль. Особенно это касается струнных, которые в музыкальном сознании Шнитке доминируют. Может быть, в этом сказывается еврейский элемент в душе Шнитке? Во всяком случае, композитор дает струнным выразить необычайно широкий диапазон эмоций. Поэтому так важен в творчестве Шнитке жанр струнного квартета. Он их написал четыре, в каждом запечатлев существенную грань своего творчества: в 1966-ом, 1980-ом, 1983-м и 1989-ом годах. Каждое из этих сочинений -- манифест момента. Подобным образом использовали струнный квартет Бетховен, Барток, Шостакович.

Феномен Шнитке, о котором я говорил, был бы невозможен без его работы в кино. В те годы, когда сочинения Шнитке редко звучали в советских концертных залах, музыка для фильмов служила не только отдушиной, но и лабораторией: так композитор мог экспериментировать с новыми идеями и приёмами. С некоторы​ми из кинорежиссёров у Шнитке сложились особенно тесные взаимоотношения, -- например, с Ларисой Шепитько. Эта русская красавица поставила фильмы, вошедшие в золотой фонд русского кинематографа 70-х годов: "Ты и я", "Восхождение", "Прощание". Музыку к ним написал Шнитке. Шепитько поги​бла в автомобильной катастрофе, когда ей был 41 год. Её памяти Шнитке посвятил струнный квартет ¹2. Здесь можно услышать отзвуки величавых древнерусских песнопений. В этой музыке выражена любовь Шнитке к России, её природе и людям.

Хотя между квартетами ¹1 и ¹2 пролегло расстояние в 14 лет, их можно читать как главы одной книги. В первом квартете Шнитке, по тем временам, вызывающе нон-конформен в своем последовательном использовании серийной техники. Это -- манифест Шнитке-авангардиста. Не зря партийные чиновники сразу объявили эту музыку "антисоветской". Шнитке, напротив, объяснял, что ему в этом квартете хотелось передать процесс творчества. В кульминации там всё внезапно распадается, чтобы в конце вернуться к начальной строгой серии из две​надцати звуков. Прыжок ко Второму квартету грандиозен -- не только временной, но и стилистический. А выглядит он абсолютно естественно. Как заметил Давид Харрингтон: "Ты закрываешь последнюю страницу предыдущего квартета, откры​ваешь первую страницу следующего -- и понимаешь, что именно эта музыка должна была появиться". Как хрупкий мостик между первыми двумя квартетами воспринимается "Канон памяти Стравинского", в котором Шнитке воздал омаж одному из своих любимых мастеров.

Центральная идея струнного квартета ¹3 -- карнавал музыкальных цитат, знаменующий новый период в творчестве Шнитке: "полистилистический". Здесь Шнитке с этим не вполне согласен. Он настаивает на роли интуиции, когда ком​позитор не пишет музыку, а как бы "записывает" её, словно расшифровывая уже существующую партитуру. В этот момент, по словам Шнитке, композитор под​ключается к какому-то чудесному источнику вдохновения. Вот почему -- добавляет Шнитке -- каждое великое произведение кажется слушателям давно знакомым: они его уже "знают", ибо оно существовало "всегда".

Ювелирная, тщательная, самоотверженная работа самого Шнитке над свои​ми опусами -- и эта почти наивная вера в Божественное вдохновение: нет ли здесь противоречия? Один из самых интеллектуальных композиторов нашего времени всю жизнь напряженно стремится к тому, чтобы стать сосудом, через который пройдет музыка, ниспосланная свыше. Удалось ли это ему -- судить нам, слушателям. Но, устраиваясь поудобнее в кресла перед прослушиванием музыки Шнитке, сможем ли мы забыть о трагических обстоятельствах его биографии?

Я вспоминаю Шнитке в его московской квартире. Это было в конце 1975 года, незадолго до моего отъезда на Запад. Я зашёл попрощаться, уверенный в том, что покидаю Россию навсегда. Посидели, выпили. Поначалу грустный, Шнитке постепенно разошёлся, повеселел. Таким он мне и запомнился: с рюмкой в руке, хохочущим над новейшим московским политическим анекдотом.

Соломон Волков
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Opera in two acts. Libretto by Victor Erofeyev.

Rotterdam Philarmonic Orchestra / Mstislav Rostropovich (cellist, pianist, conductor).

Cast:

Я / I ---------- Dale Duesing [bar]; Romain Bischoff [bar]

Жена / Wife ----- Teresa Ringholz [sopr]

Вова / Vova ----- Howard Haskin [tenor]

Сторож / Guard ---- Leonid Zimnenko [bass]

Марсель Пруст / Marcel Proust ------- Robin Leggate [bar]

with Vocal Ensemble.

SYNOPSIS

Life with an Idiot is a strange story. The text is divided into two parts: in the first act we see how "Vova becomes me"; and in the second act how "I become him". The story is starkly realistic, but the way it relates to "reality" is extremely problematic. In itself, the story is simple enough.

"I" has problems at his work. The chorus sings: "You're wrecking the plan for me! I don't have any intention of being kicked out of the party because of you!"

In the end he is punished. His friends, how​ever, are surprised at how lightly he gets off. And so is he: he has to take an idiot into his home.

"I" sets off to choose one. His wife stays at home because the car has broken down. "I" arrives at the appointed place at half-past nine in the morning. The guard tells him that it's closed. However, for a litre of vodka he is al​lowed inside and, there, in a cellar-like space illuminated in red are about a hundred lunatics. "I" chooses Vova.

"Vova was pacing around the room, his arms twisted behind his back and all ruffled: five steps forwards -- a sharp about turn on his heel, five steps back -- and another turn. He was wearing worn-out slippers and therefore he was shuffling his feet, but he had a watch and tie, and his small neat beard, in conjunction with his small moustache, gave him the appearance of a lecturer in a provincial institute of higher education who had recently passed his half cen​tury."

The choice turns out to be a painful mistake. "I" had hoped for a thinker with whom he could have profound discussions, but Vova cannot utter a word, only: "Ekh". From the beginning "I"'s wife won't have anything to do with Vova. At first everything goes alright. Although Vova says nothing, he behaves well. But one day everything changes.

"Vova is sitting on the kitchen floor in a large pool of milk, surrounded by food he has thrown out of the fridge: one minute he's biting off a lump of cheese, the next he's shoving his hand into a jar of vegetable salad, then he crunches a wafer, and then he fancies some sausage..."

There is no stopping him now. Vova tears up books; relieves himself in the middle of the room. "I" and his wife declare war on him. They retreat to a second room. Vova takes absolutely no notice and walks around the room with nothing on.

"Then something extraordinary happened: a gigantic purple-veined worm twitched on his scorched autumn grass."

"I"'s wife falls for Vova and they retreat to the second room. And they both turn against "I". "I"'s wife becomes pregnant.

"It's uncanny that I've got pregnant. The thing is that Vova has his own proclivities. I respected them and, I won't deny it, bent over backwards to meet them... But pregnancy you see was totally out of the question!"

"I"'s wife has an abortion. Vova is disap​pointed and transfers his sexual attentions to "I". Having overcome his repugnance, "I" gives himself to Vova, and they retreat to the second room:

"We lived in a state of harmony, tenderness and voluptuousness, giving each other modest presents: sweets, balloons, flowers and beautiful kisses -- as a son lives with a father, when they are poets. By God's grace, there was no happier in the whole wide world than us."

"I'"s wife tries to starve them out. She wants Vova back and presents him with a choice: he must decide between her or her husband. She promises Vova a son, but her husband says ht already is Vova's son. His wife ridicules him. And then:

"For a second or so I lost faith in myself, in Vova's and my mutual love... It was a second ot unexpected weakness. Vova spotted it and grew sad."

Vova kills "I"'s wife and absconds. "I" reports to the guard and is admitted to the lunatic asylum.

LIFE WITH AN IDIOT

The text and its author

Born in Moscow in 1947, Victor Erofeyev has emerged with startling suddenness from the shadows of Soviet literature. The librettist of Life with an Idiot (an adaptation of his own original short story of the same name) spent much of his childhood and adolescence in the West, where his father was a high-ranking diplomat and, for a time, Joseph Stalin's official interpreter, and there is no doubt that this experience heightened Erofeyev's awareness of literary realities and of the conditions which obtained in his native Russia. On completing his studies, he was appointed to the staff of Moscow's Gorky Institute for World Literature. While his official writings on Russian literature concentrated on Gogol, Dostoyevsky and au​thors of the 1920s such as Isaac Babel, Andrey Platonov and Mikhail Bulgakov (most of whom were banned at this time), he was developing an unofficial interest in Joyce, the French existentialists and the Marquis de Sade.

In 1979 he and a number of other young writers conceived the idea of a yearbook, en​titled Metropol (never published in Russia), which they intended as a forum for uncensored literature. The result was instant dismissal from his post and, at the same time, expulsion from the Russian Writers' Union, so that he was able to publish only very few of his scholarly writ​ings on literature during the following years, and it was not until 1989 and the period of glasnost that Victor Erofeyev, too, was rehabilitated and his writings published. His novel Russian Beauty, which had been written in 1980-82, and an anthology of short stories from the 1980s were both published in 1990 and brought him immediate international acclaim. Both volumes have subsequently been translated into twenty languages.

Victor Erofeyev currently holds appoint​ments as guest professor of Slavonic and Ro​mance studies at several North American universities and writes regularly for New York's leading review journals. He has done his native Russia a great service not only as one of the key figures of a new generation of writers but also through his recent appointment as editor of the first complete Russian edition of Nabokov's writings. How are we to explain Erofeyev's suc​cess as a novelist and short-story writer? What he has in mind is, in his own words, "an alternative literature which plays with words, an autonomous verbal art". This was something which, after years of cultural spoon-feeding, was immediately appreciated in Russia, where no fewer than 100,000 copies of his first novel were sold in only two days. Erofeyev uses sardonic wit and what he calls a "strategy of exposure" to tackle the subject of female erot​icism -- hitherto regarded as taboo in Russia -- and he does so, moreover, on a number of different levels, including the use of technical jargon and highbrow literary allusions, as well as philosophical and satirical digressions. His short story, Life with an Idiot, was written in 1980 and, as such, predates Russian Beauty. It remained unpublished and unpublishable at the time: with Erofeyev languishing in obscurity, few people in Russia suspected the literary critic's literary importance at this period. In 1982 he began to read his short stories to a circle of close friends, often in their kitchens, where "many listeners would sit on the draining-board". When Gorbachev came to power in 1985, Erofeyev was finally allowed to give public readings of his writings in libraries and clubs, although the ban on their publication remained as before. One of these readings was attended by Alfred Schnittke, who quickly sensed the potential of Life with an Idiot as the basis for an opera libretto.

Erofeyev's highly original story, with its com​plex cross-cutting techniques, narrative intru​sions, filmic approach to its subject and sudden shifts of perspective, tells of a married couple who, as an absurd punishment, have to accept an idiot into their lives. Their choice falls on one Vova (significantly, Lenin's nickname), who undermines and destroys their lives and, as a result of bestial sexual and murderous prac​tices, finally drives them to madness and death. Almost immediately after its publication this absurd and shocking parable was subjected to a whole range of different interpretations. Was it, for example, a malicious rejoinder to Dostoyev​sky's novel? Or was Erofeyev harking back to a much older Russian tradition of the absurd as practised by Gogol, Daniil Kharms and Boris Pilnyak? Was the story merely an expose of themes which had hitherto been taboo in Soviet literature? Or was it a schizophrenic theatre of the mind without any reflective basis, a playful literary stratagem on the part of a Kafkaesque narrator? Was it aimed at those mad dictators who have taken over, perverted and destroyed the lives of whole nations (Erofeyev defines politics as "an affair of and for idiots")? Or was it a brilliant game with forms and aesthetic contents? This latter interpretation receives some support from Ulf Heise's sensitive review in the Chemnitzer Tageblatt: "Every orgy is followed by a period of philo​sophical reflection, every example of freaked-out or deviant behaviour gives way to a mature display of intellectual profundity."

The Moscow conductor Gennady Rozhdestvensky confirmed Schnittke's impression, and the painter and stage-designer Ilya Kabakov (a mutual friend of Erofeyev and Schnittke) con​tributed to the project. But the initial impetus came from Mstislav Rostropovich, who had just given the premiere of Schnittke's Second Cello Concerto in Switzerland: he provided an intro​duction to one of the world's leading opera houses, Amsterdam's Muziektheater, and, while Erofeyev was turning his short story into a libretto and Schnittke was starting his sketches tor the opera, he persuaded the bril​liant head of the Moscow Chamber Theatre, Boris Pokrovsky, to produce the finished work, thereby completing a team which Erofeyev himself compared to that of the Ballets Russes (Stravinsky, Diaghilev, Bakst, Nijinsky and Balanchine).

A few days before the premiere, Erofeyev told Willem Bruls how he himself interpreted the work's key figure: "Vova, the idiot in Life with an Idiot, is fairly mad, but it's as a result of his madness that he attracts people, who be​come enmeshed in the toils of his own world and who then behave differently themselves. Of course, it's also an allegory of Soviet society under Communism, but at the same time it's a general, existential problem.

At the end of the story the idiot simply runs away. He disappears, but he's done everything that he could do, everything he wanted to do, and he's the winner. He's simply done his job -- murdering and destroying everything. But it was the people themselves who took him in. Each person chooses his or her own idiot, here and everywhere else. We've all got our aggres​sive instincts, which are never far beneath the surface.

In Life with an Idiot we are in fact looking for a new culture -- not by changing people (as Com​munism did) but by creating conditions which will allow Russian people to lead normal lives once again and become normal people from a social point of view. It's a mixture of tragedy and comedy. As a result of absurd policies and a bad social system we've lost all feeling for reality in Russia. We don't know where reality begins and where it ends. That's something we want to find out with this work.

We can't live without idiots. Either he stays or we exchange him for another one. Just as the guards outside Lenin's Tomb are replaced every two hours. Maybe the next one will be less aggressive, less destructive than Vova, but I don't think he's disappeared for good. I'm no pessimist, but the idiot is our reality, our condition humaine."

The composer and his opera

Alfred Schnittke had known Erofeyev for many years and was familiar with a number of the writer's works. Indeed, there are certain striking parallels between the two men's lives. Both lived in Moscow, both found their careers impeded on the grounds that they were dissidents. Schnittke, too, was prevented from travelling and from having his works performed and had difficulty obtaining and publishing music. In this, he had much in common not only with Rostropovich, who had to leave the Soviet Union in 1978, but also with another dissident, the painter Ilya Kabakov. Schnittke, too, was hap​py to be able to work together with old friends in an atmosphere of new-found freedom.

Schnittke has now come to be regarded as one of the great musical figures of the late twentieth century. This position of pre-emi​nence he owes above all to a compositional method notable for its polystylistic approach, with a wide-ranging use of past and present styles which, completely divorced from any chronological categorisation, are combined in a whole variety of different ways: some appear in their original form, others are adapted or distorted, yet others are precisely reproduced or caricatured. Sometimes the intention is serious, sometimes ironic. Different styles may create a collage effect or provide a sense of contrast, functioning as a unifying link or serving as a divisive element. The fact that Schnittke has discovered and developed his own musical language and that these complex processes of stylistic confrontation and interpenetration have emerged from this language has lent not only his overall oeuvre but each of his in​dividual works an exceptional breadth and depth.

It is clear from Schnittke's origins that sever​al culture groups overlap in his thinking and character ("I feel myself to be German, Russian and Jewish, I can see my religious beliefs as Catholic, Jewish or Orthodox"). He was born in 1934 in the central Russian town of Engels. His mother was a teacher from the German-speaking Volga Republic, while his father was a Jewish journalist of Russian extraction who had been born in Frankfurt am Main. No one in the family had ever shown an aptitude for music and his own interest did not develop until 1946, when he was in Vienna and was presented with an accordeon. Soon after that he started taking piano lessons and made his first attempts at composition. He moved to Moscow in 1948 and trained as chorus master before enrolling at the Moscow Conservatory, where he remained from 1953 to 1958, studying composition and counterpoint with Yevgeny Golubev and instrumentation with Nikolay Rakov. From 1962 to 1972 he taught at the Conservatory and since 1972 has worked as a free-lance composer, publishing numerous musicological works on contemporary com​posers and the problems of contemporary music and experimenting with various types of modern compositional technique. His sense of poetic vision and unprecedented fund of stylistic experience (he has written the music for more than sixty films) led him to adopt polystylistic principles. Since 1989 Schnittke -- currently the most widely performed living European composer -- has taught classes in composition at Hamburg's Hochschule fur Musik und Theater. He has been living in Hamburg since 1990.

It was probably around 1985 that Schnittke heard Erofeyev read his story in Moscow and told friends of its suitability as the basis for an opera, although years were to pass before the idea had fully matured and demanded realisa​tion. Meanwhile publishers and fellow compos​ers, including Luigi Nono, were regularly regaled with accounts of Erofeyev's absurd novella. At some stage Erofeyev himself learn​ed of Schnittke's plans and began working up the narrative as an opera libretto. Schnittke had just begun work on his Faust opera when, to his surprise, he received news of the Amsterdam commission which Rostropovich had set in train. He had no alternative but to break off work on Faust and take the new subject in hand.

He began with the vocal score, which oc​cupied him during the winter of 1990/91. In the process the libretto underwent extensive changes: following discussions with Erofeyev the text was reduced by about a third, several marginal episodes falling victim to this tighten​ing-up operation. (Among the scenes cut were all those involving an imaginary director and a foreign diplomat, Craig Benson, whom the story's narrator finally manages to meet, but only after he, too, has already been reduced to idiocy.) On completing the short score in the early summer of 1991, Schnittke began work on writing out the full score. He had almost finished the first act when he suffered a second severe stroke, which prevented him from working for three months. It was something of a miracle that, nursed back to health by German doctors and by a doctor friend from Moscow who had hurried to his bedside, he was able to begin work on the second act in early October. A race against time followed: while the com​poser was completing the fair copy of the full score (a task made more onerous by writing difficulties brought on by his illness), his son Andrey (himself a musician with several film scores to his credit) and the Hamburg-based composer Wolfgang Nicklaus worked feverishly on the piano reduction, which was sent piece​-meal, by international courier, to singers in Moscow, New York, Cologne and Rotterdam (all of whom had long since started rehearsing their parts), as well as to the conductor in Paris and the producer in Moscow. The hard work paid off and the opera received its first per​formance in Amsterdam on April 13, 1992.

Erofeyev has summed up his view of Schnittke and his music as follows: "Schnittke influenced me more than any other writer could have done. Simply the way in which he abandoned avant-garde music -- which had begun to bore him -- impressed me deeply. He was one of the first to find a 'post-modernist' style in his works. What I mean by this is not Western European post-modernism, since his works are in any case post-Soviet. His collage technique, his polystylistic approach and the various levels within his music (as well as in this particular opera) can be found in my own work in a very specific way."

Anyone wanting to examine the polyglot characteristics of Schnittke's style in greater detail will find in this score a cornucopia of quotations, apparent quotations, self-quota​tions and echoes of other composers. The quo​tations stretch from Bach's St Matthew Passion to Mussorgsky, Chopin, Mahler and, time and again, Shostakovich, whose early opera The Nose -- another tragicomedy using equally multi-layered stylistic material -- seems a direct forerunner of Schnittke's own opera. Alongside the Internationale we hear not only the workers' anthem, Brothers, to the Sun, to Freedom, but also folkloristic elements such as the Song of Lake Baikal, A Birch was Standing in a Field, O Tannenbaum (more familiar to English listeners as The Red Flag) and the wonderful 1930s' tango, I'm Terribly Sorry. There are also exam​ples of Schnittke's well-known predilection for quoting from his own works, with passages from pieces ranging from Moz-Art to Peer Gynt. Not only the fact that Schnittke engages in these serious and curious echoes and allusions but, more especially, the place and circumstances of their reappearance attest to a potential for wit and irony that would have made Shostakovich either blanch with horror or welcome Schnitt​ke with open arms. We shall never know which. (Perhaps for good reason, the two com​posers rarely met while Shostakovich was alive.)

Schnittke, too, spoke about his opera in public, both in an interview and in a lecture delivered in Amsterdam's Sweelinck Conserv​atory two days before the premiere. Among the comments he had to make on the work were the following: "I've been writing music for more than forty years, but I'd never written an opera. However, I'd always dreamt of doing so. The fact that this opera has now come to fruition is a source of immense joy for me. It marks a new stage in my life, a stage which is full of new plans and new challenges.

Life with an Idiot is about something which is totally absurd but at the same time totally serious and also naive. The simultaneous interaction of two entities -- seriousness and frivolity -- seems to me to be extremely im​portant.

On the other hand, one can also imagine the opera as the story of three characters involved in various relationships with each other. There are extremely banal and apparently ordinary events but also completely unexpected ones --everything, in short, that is part of life. I'm eager to see how it will all come together, when it comes together and whether it comes to​gether. Certainly, it's not just about Com​munism. The opera has not just a local signif​icance (for Russia), but rather a universal one. For there are two aspects bound up with all these situations: the irrational directly controls the rational, the logical construction.

This leaves quite a lot of possibilities open for the performers -- for the production, as well as for the singers. In any event, other inter​pretations are bound to discover the same irrational and destructive nuances in the work and add others to them. Life with an Idiot is not a self-contained narrative but an open-ended one: although the material has a beginning, it does not have an end. And clearly there is no end in sight, at least in the foreseeable future."

---- Jurgen Kochel
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16 декабря 2002 Родиону Щедрину ис​полнится 70 лет. Приуро​ченный к этой дате фести​валь его музыки «Автопорт​рет», устроенный агентст​вом «Краутерконцерт», длится полдекабря и пред​ставляет образцы чуть ли не всех жанров и стилей, в ко​торых Щедрин работал. Получив великолепное музыкальное образование в Мос​ковской консерватории у пианиста Якова Флиера и композитора Юрия Шапо​рина, Щедрин стал статус​ным советским композито​ром и в то же время прослыл чуть ли не авангардистом.
Он награжден высшими орденами и госпремиями, долгое время занимал пост председателя правления Со​юза композиторов РСФСР, был депутатом Верховного Совета РСФСР, написал ора​торию «Ленин в сердце на​родном». В то же время Щед​рина любила интеллигенция - за остроумные композиции на модные в 60-е годы темы джаза, масштабные симфо​нии и кантаты, где он впе​чатляюще применял фольк​лорные мотивы и развивал музыкальные идеи Стравин​ского, Прокофьева, Шостако​вича, а также за блестящие театральные работы. Его оперой «Не только любовь» открылся в 1972 году знаме​нитый Камерный театр Бо​риса Покровского. А фантас​магорические «Мертвые ду​ши» Щедрина, поставленные Покровским в Большом теат​ре в 1977 году, стали одной из вершин советской оперы второй половины XX века.
Композитор давно и ус​пешно работает в Европе, чуть ли не каждый год уст​раивает премьеры своих но​вых сочинений. Некоторые, как, например, недавно на​писанная опера по мотивам набоковской «Лолиты», вы​зывают настоящий ажио​таж. Но самой известной работой Щедрина, как ни за​бавно это прозвучит, оказа​лась «Кармен-сюита» транскрипция, хоть и очень эффектная, оперы Бизе «Кармен», которую компо​зитор сделал для одноактно​го балета с участием своей жены Майи Плисецкой.
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Pierrot lunaire, Op. 21
The art of every age contains a few works that we all must confront. Some are seminal, some culminatory, and some—like Pierrot lunaire— demand our response because of their inner strength, as well as the his​torical moment that they reflect. Although Schoenberg himself, after he had developed the twelve-tone system, was to give up the contextual atonality of Pierrot and his other compositions from the same period, they must all be considered crucial as specific steps toward the general​ity of the twelve-tone system.
Not only must every literate listener know Pierrot lunaire and come to terms with it; every composer must deal with it. Indeed, since it was written no composer has escaped its reckoning. Stravinsky recalled hearing an early performance and called it "the most prescient confron​tation in my life"; many others might echo his response.
How best should a listener today approach Pierrot? One way is internally—that is, by dealing with the work's moment-by-moment con​tinuity, the shifting complex of pitch and rhythmic relations, the play of instrumental sonorities, and the progress of the text. Another is externally—the over-all shape of the piece, the balance of its three parts, the permutation of the instrumental combinations throughout it, and the form of the text itself.
In considering Pierrot from the inside, we are met with many obsta​cles. For it sums up, indeed exhausts, Schoenberg's attempts to replace the pitch-organizing system of tonality with a contextual approach-that is, each work built from its own unique autonomous structural prin​ciple. For this reason, the way the notes move from moment to moment is sometimes hard to follow. This is only natural, because at the time of its composition Schoenberg himself was searching, and hence many of the local decisions in Pierrot were obviously made intuitively, ad hoc. Thus it is impossible for the mind to draw from the work's unfolding a sense of general law or pattern being observed, as one can when listen​ing to tonal or twelve-tone music. Even though the phrase-shapes and other gestural entities in the work help to draw notes together, one can never know what will happen next—there is no principle by which the ear can predict. This is what still makes Pierrot, after sixty years, new, abrasive, exciting, and even frightening. Yet, though unpredictable, it never seems arbitrary. In reality, Schoenberg's seemingly intuitive pitch choices are actually the result of a process of numerous elisions of the more slowly-paced relations expressed in previous music, here com​pressed to enormous density. However, this elliptical process is too intense and strenuous to be used in the creation of the whole music of a composer's life, for as a device or technique it is not capable of relaxation—the same rapid rate of unfolding persists throughout. Indeed, if the work's thirty-five minutes were not divided among so many separate numbers, this harmonic density might become problematic. But its time is broken up, thus relieving by external means the intense internal compression.
Considering Pierrot externally—which is by no means to suggest superficially—we must realize that one of its most important aspects is in its unique marriage of text and tone, its dependence on word in a way unprecedented in tonal music. This relation manifests itself in many ways, but most striking is the very means by which the text is projected—Schoenberg's famous "invention," Sprechstimme (a pitched declamation, of an intensity almost verging on song). I suspect that beyond any practical concern (including the relatively greater ease of speaking as opposed to singing, and the potentially swifter delivery of the text), beyond any desire (never very strong in Schoenberg anyway) to be "modern," lay a notion of a new means of fusing words and music, of bringing speech and song into closer harmony, by creating a vocal projection half spoken and half sung. His success in this direction can be seen in the fact that Pierrot, although not Schoenberg's last work before the years-long silence in which he conceived the twelve-tone system, may be called the most complete. It is that because its form—directly dependent on the shape of the text—is so clear in the large.
The succession of Pierrot's twenty-one numbers and their ordering in three parts are discussed in my translating colleague's notes, and I will not rehearse them here. What was specifically important to Schoenberg was the decision to create a work of so many short numbers: his musical speech at the time would have rendered virtually impossible the creation of a large, continuous form. At this compositional stage, the use of a repetitive poetic form (the rondeau) multiplied over and over clearly pro​vided him with a sense of stability and security, despite the variety of ways in which he treated the individual rondeaux, for his mind could thus grasp entire the unfolding of each short movement. And as these short movements served to clarify the problems of composing for him, so do they serve the same function for us in listening; they can be grasped in their entirety, remembered, and retained in the hearer's mind to form building-blocks of the larger continuity that is the work as a whole.
I have not tried to describe the complex compositional devices used in Pierrot, although a deeper understanding of the work does require at least an awareness of its various contrapuntal operations. For present purposes, I have felt it more important to attempt to establish a basic approach to the work, for its abruptions still make it difficult; even at this late date, listening to it occasionally reminds one of attempts to befriend a porcupine. It is also true, of course, that much of the sonic surface of the piece nowadays provides the listener with a rather conventional impres​sion, and it is easy to see in Pierrot Wagnerian, not to mention Mahlerian, gestures and phrase-shapes. Moreover, after the twelve-tone system had become established in Schoenberg's mind, the expressionistic rhet​oric of the earlier compositions, including Pierrot, tended to remain in the surface of his music, although his success in mastering basic structural questions now enabled him to conceive and execute large continuous
forms.

 — CHARLES WUORINEN

Arnold Schoenberg wrote Pierrot Lunaire in 1912 at the request of the actress Albertine Zehme, whose acquaintance the composer had made shortly after he moved from Vienna to Berlin in 1911. As usual, Schoenberg wrote with incredible speed: all but two of the pieces were composed between March 12 and May 30, and fourteen of them re​quired no more than a single day each for completion. The actress had originally wanted only a piano accompaniment to her recitation; Schoenberg extracted permission to use the other instruments one by one. Thus economic considerations played a significant role in the form​ation of the ensemble that lends Pierrot its remarkable timbral profile.
The first performance took place on October 16, 1912, in a small theater in Berlin. Frau Zehme recited in a Columbine costume, while Schoenberg conducted the musicians behind a transparent scrim.
Schoenberg gave an important key to his attitude towards the texts in his foreword to the published score, when he wrote: "In this work, the performers at no time have the task of shaping the mood ana character of the individual pieces according to the meaning of the
words, but rather according to the music. To whatever extent the com​poser felt a tone-pictorial representation of the actions and feelings indicated in the text to be important, it is simply to be found in the music. Where the performer does not find such representation, he should refrain from adding anything that the composer did not want. In this instance he would not be adding, but rather detracting."

The Book of the Hanging Gardens, Op. 15
When Arnold Schoenberg composed Das Buch derhangenden Garten in 1908, something very different replaced the innocence that had been the touching hallmark of most of the verse set by Schubert, Schumann, Loewe, Brahms, and Wolf in the great century of the German art song. While we never have cause to suspect Goethe's young lovers of any peculiar mischief as they sit by the sea or wander the meadows, no one can say exactly what, in the way of action, goes on in the poems of Stefan George that Schoenberg chose to set here. Their "line" is as slip​pery, inward-curling, evasive, as in the best of Art Nouveau and its Ger​man and Austrian equivalent, Jugendstil. George, for all his classicistic posing, now looks to us very much a part of that hothouse movement marking so much of the art and design of his time. But Schoenberg too was touched by it, though soon he would move in a very different direc​tion. The particular love poems he set here happen to be the only ones the poet Stefan George ever addressed to a woman (the future wife of Richard Dehmel, author of the poem mirrored in Schoenberg's Verklarte Nacht). It was certainly not by chance that Schoenberg chose to com​pose these most ambiguous of poems in his own most ambiguous period when he was hovering between two techniques, two styles, two eras—though between the writing of the poems and of the music there had intervened the momentous explosion of Expressionism, which goaded the composer to burrow for deeper, more secret meanings.
Schoenberg had already set poems by Stefan George, in the final two movements of his Second String Quartet, Op. 10, in which a soprano joins the string players. There, for poems that speak of "feeling a breath wafted from other worlds," of being "dissolved into music," the com​poser wrote music of truly historical moment, marked by "the first instance ever of consciously suspended tonality" (Leibowitz). That sus​pension was fully consonant with George's insistence that a poem is "not the reproduction of a thought but of a mood... an impression." Sig​nificantly, Schoenberg himself has written of his own amazement when he first discovered that he had no idea whatsoever of what was going on in the texts of several favorite Schubert Lieder, and then that it really made no difference, that what mattered was the purely intuitive identifi​cation with the poem—based often on no more than its first words-experienced initially by the composer and then by the listener. This, he said, was the case too with his own settings of Stefan George. He had understood them, he found, "from their sound alone, with a complete​ness scarcely possible even after the most careful analysis and synthe​sis." If this is true (and the music is here to bear him out), then it is because the essential components of these songs—sentiment, person​ality, setting, action (there is no innocence)—are in the fullest measure Schoenberg's own creation.
George tells us almost nothing factual about the two people involved, or who their "watchers" might be. Nor can we easily visualize an ambi​ance that encompasses marble baroque fountains, painted flagstoned halls, storks and ponds, parching desert, hammocks and rowboats, grim city walls, Northern garden flowers, and tropical palms. Neither do we grasp the nature of the relationship of the two protagonists, though their coming together appears no less tragic than their eventual separation. Yet we no longer need to know. Schubert's "landscapes" were those of his poets, were "real," however infused with his own elation or misery they might be. Schoenberg's are his own. His personages exist, torment each other, separate or are separated, in a purely psychological land​scape where the topography of the soul does not at all match that of the visible world we know. This perhaps explains why he chose these partic​ular poems for a work in which, as he has written, he knowingly took the decisive step toward an expressive and formal ideal that had been tempting him onward for years: a conscious break with every last ves​tige of an old aesthetic.
The break is evident not so much in the free, impassioned, anti-lyrical treatment of the vocal line—the roots of that development lie in Wagner—as in the fact that here, as in no previous vocal music, the lines of voice and piano never coincide except for the briefest of agreements, nor are they even related through echo and imitation as in almost all previous songs. Not that they are in conflict. There is a dialectical interac​tion of dramatic emotion in which each makes the other more meaning​ful. Emotional as the singer's part may be, the piano rips away veils and layers of consciousness with Freudian insistence, to lay bare those even deeper inner implications in the poems that Schoenberg grasped with such remarkable intuition.
The composer's organizing technique is still primarily subjective (his first attempts at serialism would come only around 1920). For the most part, small motival elements charged with a tremendous quantum of potential energy are fractured, fissioned, exploded, metamorphosed in shape and meaning, re-composed, always in response to the secret impulsions of the text. Each song in the cycle is almost unbearably con​centrated in means and meanings. They are not linked by formal devices, yet make up an emotional whole whose ultimate significance is expressed in the singer's last words and the lengthy piano postlude. It is as if, in each of the fifteen pieces, Schoenberg had had to face up to the desperate task of creating anew not only his musical language but, with equally revolutionary vision, the elements of sentiment, personality, setting, and action which, no matter how transformed in German song from Schubert to Wolf and even Strauss, had continued to be essential. The travail involved in generating this super-saturation of psychological and emotional import—a ne plus ultra of content that virtually ravages the form—possibly explains why (with a single exception a quarter of a cen​tury later) Schoenberg was to produce nothing more in that most inti​mate of all musical genres—the art song for solo voice and piano. His only other vocal cycle, Pierrot lunaire, would require an instrumental ensemble to bring out the expressionist irony—self-caricature, psycho​logical aggression—of a very different kind of poetry.
-- ROBERT ERICH WOLF
Одним из основателей новой музыки был Арнольд Шёнберг. Жил он сначала в Вене, потом в Берлине, потом в Америке. Начал он как романтический композитор, последователь Брамса, чуть позже стал также последователем Вагнера. Потом постепенно перешёл к декадентской тематике, стал писать музыку на стихи Рихарда Демеля, Стефана Георге. Он постепенно набрёл на новый язык, который совершенно не соответствует какой-то традиционной тональ​ности и традиционной гармонии, и после выхода к новой гармонии он нашёл и новый ритм, и новый тембр, и с помощью этих новых средств он подошёл к передаче новых состояний. Это тесно пере​плеталось с тем, что делал экспрессионизм в живописи, литературе, театре.

Шёнберг считается главным создателем этого направления в музыке, хотя нельзя этот шаблон так же легко применить к музыке, как к живописи. Нельзя свести Шёнберга к одному экспрессионизму.

Один из надежных ориентиров в повороте Шёнберга к новому языку заключался в том, что он стремился найти (то, что свойствен​но экспрессионизму) новые средства для выражения новых состо​яний, которые нельзя было выразить традиционным в музыке минор​ным и мажорным диапазоном, в котором категорически определе​но, что мажор — это музыка весёлая, минор — это грустная, трагичес​кая музыка. А помимо того есть всякого рода промежуточные состо​яния.

В его Вторм струнном квартете передаётся как раз тот момент, когда он при создании этой новой музыки подошёл к выражению этих новых состояний. Характерно, что эта пьеса и не ве​сёлая, и не жизнерадостная, какими обычно бывают такого рода сочинения, а очень загадочная, мистическая и действительно новая по состоянию и выражению, хотя состояние, выраженное в этой части, очень условно можно определить как просветление, а временами — даже экстаз.

После этого Шёнберг написал несколько сочинений в экспрес​сионистском стиле. В основном это были сочинения 10-х годов — имен​но в них были выражены состояния, которые нельзя было свести к полярности мажора или минора. Это были либо декадентские поту​сторонние состояния, которые в это время пытались выразить и литература, и живопись, и театр — сложная гамма новых чувств и переживаний, в значительной степени определивших внутренний мир человека XX века, дав ему иной по сравнению с человеком XIX века внутренний опыт. Либо это были сильные волевые приемы экс​прессионистской музыки.

Интересно сопоставить Шёнберга и его современника – русского художника Василия Кандинского. Я недавно приобрёл выпущенное на русском языке издание экспрессионистического альманаха Синий всадник, который вышел в 1912 году в Берлине. Кандинский был его редактором. В нем помимо статей Шёнберга напечатана и статья Кандинского. У Кандинского там встречается весьма интерес​ная мысль. Он говорит, что традиционное искусство более бук​вально описывает состояния, скажем, весело-грустно. И формула для традиционного искусства 1+1=2. А формула для нового экспрес​сионистического искусства 1-1=2, т.е. Кандинский говорит этим, что искусство не должно буквально следовать тексту и смыслу и соответ​ствовать буквальным состояниям: весело-грустно, напряжение-раз​рядка. Оно должно идти своим путем, и какими-то таинственными духовными связями оно ещё глубже охватит реальность. И формула для нового экспрессионистского искусства XX века: 1-1=2 наиболее полно выражает эту не связанную с обычной логикой задачу нового искусства.

Шёнберг писал в этом же сборнике в своей статье «Отношение к тексту», что если буквально следовать тексту, то произведение теряет свою подлинную связь с музыкой и просто становится эпичным. Надо помнить, что он писал это после того как сложи​лись музыкальные стили Брамса и Вагнера, у которых — особенно в музыке последнего – текст и даже каждое слово буквально цити​руется, описывается музыкой. Если у Вагнера в операх на сцену выходит персонаж, то сразу же начинает звучать его тема. А Шёнберг считал, что если писать музыку, оттолкнувшись от текста, то проявятся более глубинные связи, которые не так уж буквально связаны с текстом, но в каком-то более глубоком смысле ещё более следуют ему. И он делился своим впечатлением, что когца он писал романс и, оттол​кнувшись от первых строчек стихотворения, начал писать музыку, сле​дуя чисто музыкальному развитию, то оказалось, что он глубже схватил состояние, выраженное в стихотворении, чем если бы он каждое слово описывал буквально: если там были птицы, то пели бы птицы, если водопад, то шумел бы водопад.

Нужно очень внимательно слушать Шёнберга, чтобы постичь сложнейшую гамму состояний, выраженную этим композитором-новатором.

Другие представители этого движения, такие, как например, Александр Скрябин, прошли, можно сказать, сходный путь (хотя многие считают Скрябина символистом, нежели экспрессионистом). У Скрябина, как известно, была непосредственная связь с мисти​цизмом, со сложными и интересными идеями Блаватской и с восточными, индийскими и другими источниками. В конце жизни он начал писать новую музыку, которая не укладывалась в минорно-мажорный контраст. За этим стояла та же самая мотивация — стрем​ление преодолеть традиционно освоенные, известные формы выраже​ния и выразить более высокие, более смелые и труднодостижимые состояния. [...]

---- Антон Ровнер, «Музыка и состояния», 1999

	Arnold SCHOENBERG
	Verklarte Nacht / Streichtrio
	1982
	46:30
	performed by La Salle Quartet

Вторая серийность. (Лилеев, ‘Play’)

Австрийский композитор Арнольд Шёнберг начинал как более-менее талантливый последователь Брамса и Вагнера. Но в 1923-1924 году он создал (точнее, усовершенство​вал) систему сочинения музыки из 12-ти нот. Эта система более известна как сериализм. Или серийная музыка. Классическая форма сериализма — додекафония — больше напоминает математику, чем творческий процесс. Музыка строго под​чиняется заданной последовательности (се​рии) высоты нот, а в ряде случаев и других элементов — ритмического рисунка, дли​тельностей нот и так далее. Результат под​мены творческого вдохновения математи​ческой формулой — совершенно неслыхан​ные (или, что ближе к истине, не восприни​маемые как музыка в привычном понима​нии) произведения. Образцом серийной му​зыки является Сюита Шёнберга для форте​пиано „Опус 25" (1925). В нём впервые ме​тод „композиции 12-ти нот" был воплощён в классической форме Барочной сюиты. Шёнберг был достаточно оригинальным че​ловеком. Самовлюблённым до крайности. Он любил повторять: „Ну кому-то же надо было быть Шёнбергом", имея в виду, что кто-то должен был придумать и воплотить в жизнь додекафонию. Его дочь вспоминает, что как-то раз показала записку отца графо​логу. Графолог воскликнул: „Этот человек считает себя не меньше, чем китайским им​ператором!" Интересно, что Шёнберга да​же не смутил этот отзыв — он только уточ​нил, на самом ли деле графолог счёл его лич​ностью уровня китайского императора. 

Серийность стала основой для творчества многих композиторов, в пер​вую очередь, его учеников Албана Берга и Антона Веберна. Метод 12-нотной компози​ции использовали Стравинский, Далапиккола, Лутиенс, Серл и многие другие. Арнольд Шёнберг не был обделён талантом, и каким-то образом ему удавалось благода​ря (или вопреки?) своему методу сочинять интересную и талантливую музыку. Но его последователи восприняли серийность как „альфа и омега", „начало и конец" всего и вся. И академическая музыка после Шёнбер​га кардинально изменилась. Традиционное творчество не приветствовалось музыкаль​ными критиками. Основной вектор разви​тия сместился с творческого вдохновения в сторону „метода", „закона" — серийности, затем минимализма, затем чего-то еще... Ра​зум победил чувства, математика — твор​чество. Академическая музыка XX века ста​ла уделом узкого круга посвящённых и, по​хоже, навсегда потеряла связь с массовым слушателем. Музыкальный мир наполнился огромным количеством откровенно невос​требованных слушателем произведений, концертные залы пустели — публика не понимала новых опусов, а вскоре вообще по​теряла интерес к современной академиче​ской музыке.

Всё это могло бы быть обычным (хотя и, ес​тественно, упрощённым) экскурсом в музыкальную историю, если бы события тех дав​них лет не напоминали чем-то день сегодняшний. Музыканты получили в своё рас​поряжение множество новых технологичных методов сочинения музыки. Они уже есть, и историю не повернёшь вспять. Но что будет дальше? Вновь, как и 75 лет назад, век​тор развития раздвоился и пока не склонил​ся ни в ту, ни в другую сторону. Одни пробу​ют приспособить новые технологии к тра​диции, высечь из них искру чувства или хотя бы эмоций. Другие возводят технологич​ность в ранг творческого метода, приучают слушателя к мысли, что жёстко заданный ритм, предельная ритмическая правиль​ность, бесконечно повторяющийся одинако​вый рисунок ударных или сочетание из двух-трёх нот сами по себе что-то значат. Всё меньше и меньше в музыке становится эле​мента „гениальной" случайности, всё мень​ше и меньше она напоминает нечто, сделан​ное человеком, и всё больше — нечто, сде​ланное механизмом. Машиной. Быть может, и в качестве слушателей такой музыки долж​ны выступать машины? Или люди с мышле​нием машины?

В сущности, перед человеком всегда стояла эта проблема. Что важнее? Творческое нача​ло или закон? Дух или буква? Чув​ства или разум? Творческая индивидуальность или технология? Сегодня эта проблема актуальна не только в музыке. За последние сто лет техно​логия навсегда вошла в человеческую жизнь, и само человеческое существование уже не​мыслимо без нее. Каким будет это существо​вание через десять или двадцать лет? Разда​ются голоса, что человек в своей основе ме​няется под влиянием технологий. Меняются вечные ценности, казавшиеся незыблемыми законы и понятия... И это действительно про​исходит. Каков будет выбор? Технократиче​ское общество, подчинённое новому поряд​ку и живущее по новым законам? Или же тех​нологии останутся только способом, который позволит сделать традиционную и привыч​ную всем жизнь чуть проще и интереснее? [«проще и интереснее?» -- звучит не логично; скорее, можно было бы сказать: проще но интенсивнее. Что же касается «вечных ценностей» -- то давно пора бы им поменяться: их мир был миром беспрестанных жестоких и безумных войн и воинствующих предрассудков. Если человечество благодаря чему бы то ни было прекратит это варварское существование, то большое спасибо, будь это технологии или просто разум. А устраивать бесконечные дилеммы «чувство или разум» и т.д., -- совершенно по-детски и не плодотворно; хорошим был бы, однако, девиз: синтезируй и властвуй. (>S<)]

	Arnold SCHOENBERG
	Choral Works
	1993
	57:05
	label: Arte Nova

The complete choral works of the (still?) embarrassing composer on one CD – performed by one of the first choirs in Europe: Sudfunk-Chor Stuttgart; Rupert Huber, conductor.

Opuses #28, 27, 35, 49.

Unlike his famous pupils Anton Webern and Alban Berg, Arnold Schonberg does not employ the perspective of the purely structural aspect. For him, vocal art is the art of translating from the meaning of the word to the meaningless aura of sound and its various formal structures.

	Franz SCHUBERT
	Death and The Maiden
	1982
	47:28
	label: Deutsche Grammophon

performed by Amadeus Quartet
The original performance featured in Roman Polanski’s ‘Death and The Maiden’

String Quartet in D minor, D 810 – Death and The Maiden (Der Tod und das Madchen):

1. Allegro

2. Andante con moto

3. Scherzo: Allegro molto

4. Presto

Quartet Movement in C minor, D 703:

5. Allegro assai

On a stormy night, in a secluded beach house, in an unnamed country, a chance encounter irrevocably shat​ters the lives of three people. Roman Polanski's film DEATH AND THE MAIDEN is an intense psychological thriller about a woman who has suffered unspeakable horror in her past, and who, fifteen years later, be​lieves she has finally found the man responsible. This powerful drama of revenge and redemption, in which Schubert's string quartet Death and the Maiden plays a pivotal role, is based on the internationally acclaimed stage success by Ariel Dorfman. Set in "a country that is probably Chile but could be any country that has given itself a democratic government just after a long period of dictatorship", DEATH AND THE MAIDEN is a provocative blend of action and ideals.

The performance of Schubert's masterpiece featured in the film is this classic recording made in 1981 by the Amadeus Quartet, one of the outstanding string quartets of this century. Founded in London in 1947 by three young refugees from Vienna -- violinists Norbert Brainin and Siegmund Nissel, and the violist Peter Schidlof -- and one native Englishman -- the cellist Martin Lovett -- the ensemble performed to extraordinary international acclaim for four decades with the same members until Schidlof's death in 1987 forced them to disband.

THE QUARTETS

The String Quartet in D Minor is one of Schubert's most frequently performed works and one of the great monuments of the quartet repertoire. It takes its nick​name -- 'Death and the Maiden" ("Der Tod und das Madchen") -- from the title of an earlier Schubert song that serves as the theme for a set of variations, the quartet's second movement. In the song, the terror-stricken maiden begs Death to pass her by. Death remains inexorable, but consoles her with the words: "I am not rough, you shall sleep gently in my arms." In March 1824, the month in which he composed the quartet, Schubert wrote to a friend: "Imagine a man whose health will never be right again, and who, in sheer despair over this, even makes things worse and worse, instead of better. Imagine a man, I say, whose most brilliant hopes have perished, to whom the felici​ty of love and friendship have nothing to offer but pain." The music reflects his state of mind: each of its four movements communicates anguish, soul-sickness, terror, sombre resignation and hopeless yearning. The quartet was first performed by and for friends, at the home of a Viennese court singer in February 1826, but it was not published during Schubert's lifetime.
The Quarfettsatz (Quartet movement) in C minor, com​posed in December 1820, is generally regarded as the stepping-stone between Schubert's disciplined, student efforts and the masterpieces he composed in his last few years. A fragment of an Andante movement, in A flat, survives as proof that the Quartettsatz, like the "Unfinished" Symphony, was not conceived as an enti​ty in itself, but this perfectly polished and proportioned music is no less complete for that.

	Robert SCHUMANN
	"Kreisleriana / Wieck-Variations / Toccata"
	2003
	61:02
	label: Sony Music (France)

Vladimir Horowitz – piano

"For the virtuoso, musical works are in facts nothing but tragic and moving materializations of his emotions : he is called upon to make them speak, weep, sing and sigh, to re-create them in accordance with his own consciousness. In this way, like the composer, is a creator, for he must have within himself those pas​sions that he wishes to bring so intensely to life."
-- Franz Liszt

The Kreisleriana is Schumann's self-portrait in tone. And what a self-portrait! It is at least three persons in one : Johannes Kreisler, Clara Wieck and Schumann himself. Schumann's rich mind and emotions were nourished by many loves. The greatest of these was she whose music he incorporated into his own - his adored Clara Wieck. In 1838, only two years before their marriage, Clara was the fist to learn of the completion of a new work, the Kreisleriana, which Schumann had composed in a sudden burst of inspiration. Officially, of course, Kreisleriana was a" portrait - or, rather, eight sketches - of a fictional character, Kapellmeister Kreisler, a half-mad conductor-composer and the most famous literary creation of E.T.A. Hoffmann. Kreisleriana was Hoffmann's title for a group of short stories, anec​dotes and musical criticism loosely linked by the fictitious Kreisler. First published in 1813, these were so successful that a second collection followed quickly. Some year later, there appeared a series of fragments from Kreisler's "biography" embedded within the framework of a wildly grotesque Hoffmann novel called Growler the Cat's Philosophy of Life Together with Fragments of the biography of Kapellmeister Johannes Kreisler from Random Sheets of Printer's Waste. The fictional author of this volume, Kater Murr (Growler the Cat), is a caricature of the German petit bour​geois. "Ah, Clara!" exclaimed Robert Schumann in an ecstatic letter of April 1838, "how full of music I am now, and such lovely melodies all the time! - Just think, since my last letter I have finished a whole booklet, a whole booklet of new things! - I'm going to call it Kreisleriana; in it, you and a theme of yours [ein Gedanke von Dir] play the principal role. I want to dedicate it to you - yes, to you, and no one else! -You will smile such a gentle smile when you recognize yourself in it." (It is odd that Clara's thematic contribution to Kreisleriana does not seem to have been pointed out before, but Schumann's phrase "ein Gedanke von dir" admits of no other interpretation.) We do not know which of Clara's themes Schumann used. Presumably he trans​formed and interwove it with themes of his own (as he had done with Clara's 'motto theme' in his Davidsbundlertanze). The Kreisleriana came to Schumann with bewil​dering speed. In his diary, under May 3, we read, "Three wonderful spring days spent waiting for a letter [presumably from Clara] — and then did the Kreisleriana in four days. Whole new worlds are opening up to me." How did Clara react to the turbulent masterpiece in which she played "the principle role" ? "Do play my Kreisleriana now and then", Schumann begged her the following year. "A really wild love, as wild as can be, is in some of the movements - your life and mine, and many a flash of you eyes. My scenes of Childhood are the opposite: gentle and tender and happy, like our future." And the Kreisleriana must have seemed to Clara a touch too wild. Schumann's disappoint​ment may explain why he did not dedicate the Kreisleriana to her, as he had originally planned, but "To his friend, Frederic Chopin". The wildness so crucial in Kreisleriana seems to have been beyond the Clara's scope. The Clara who played the "principle role" in Kreisleriana was a figment of Schumann's imagination, a facet of his own personal​ity.
To round out the picture of Clara in the Kreisleriana, Mr. Horowitz supplemented it on this disc with Schumann's Variations on a theme by Clara Wieck (the slow move​ment of his F minor sonata, Op. 14). Late in the year (1836) when he composed the Sonata, it dawned on Robert that he had long been in love with Clara. Clara was then barely sixteen, but she may well have been younger when she composed the tiny, 12-bar Andantino (24 bars with repeats). It has the wistful, serious character of the wild Clara, who, at thirteen, had fallen in love with her 21-year old friend, "Herr Schumann". In only four variations, Schumann develops Clara's theme from child to young adult, so to speak. The first two variations, demure and charming, might almost have been com​posed by the teenage Clara herself. The restrained agitation of Variation No. 3, with its delicate, displaced rhythmic patterns, demonstrates considerable subtle maturity. Variation 4 is an outburst of adult passion, of yearning intensity that borders on the Tristanesque. And only a great artist could have imagined the masterly simplicity of Schumann's closing bars.

At the recording session of the Arabeske, Thomas Frost, the producer, questioned Horowitz regarding the three occurrences of the opening section which, though identi​cal, he played differently each time. Was this planned or did it occur at the spur of the moment? He explained that he had planned it generally, but not specifically ; that he wanted to play differently each time but that the exact realisation would be left to the spur of the moment. He said, "The Arabeske is a reminiscence... a musical watercolour. I know the colour of each section, but the exact shade is better left to inspiration of the moment. You know, there is always a gap between intention and realisation. Even with the best intentions, realisation cannot quite come up to it. But the most important thing is to have a very clear intention. There is a German word 'Auffassung' — it can only be inadequately translated by 'conception' - that is the most important thing. To have 'Auffassung' is to have a conception of the spirit of the music. I can play anything which I feel. Something I don't feel, I don't understand, I cannot play. You see, playing the piano is a combination of Brain, Heart and Means. And all three should be even. If one falls short of the others, the music suffers. Without Brains, you are a fiasco. Without Means, you are an amateur. Without Heart, you are a machine. It has its dan​gers, this occupation."

	Robert SCHUMANN
	"Kinderszenen / Fantasie Op. 17 / Arabeske"
	2003
	58:00
	label: Sony Music (France)

Vladimir Horowitz – piano

The lively entertaining and often wistful comments on the music he played proved Vladimir Horowitz to be an artist who was as stimu​lating verbally as he was pianistically. For his second recital on Columbia Records, he chose a program which is, in his own words, "inti​mate, lyrical, and tender - a soothing program. There is a lot of singing -except for the Toccata of course - there is no singing there", he added, with a smile. "Eloquent, yes, but not singing!". The program shows two opposite sides of Schumann. "In the Toccata [re-issued under SMK 90443], we have the Schumann, who was, all through his life, preoccupied with a pianistic virtuosity which he himself never attained. In the Kinderszenen, on the other hand, we have Schumann the poet. The last little piece, 'The Poet Speaks' [Der Dichter spricht], is an epilogue which sums up the whole work. And it is really the motto for the whole work. It is Schumann, the poet, speaking." Horowitz jokingly expressed fear that some listeners might fall asleep during the very suggestive "Child Falling Asleep" [Kind im Einschlummern], but he added quickly, "the Toccata will wake them up!" Returning to the Kinderszenen he said, "you know, of course, that he wrote them for his wife Clara, and before they had children. They may look simple on the page, but each is an incredible masterpiece." And, as a gentle reminder to anyone who might think that slow, lyrical music is easy to play, he related the following incident which is supposed to have taken place in the famous piano class of Theodore Leschetizky in Vienna. It seems that a young virtuoso came to town and upon being asked to play for the class, stunned everyone with a phenomenal display of virtuosity. The most difficult music seemed to flow effortlessly from his fingers. He kept this up for quite some time without as much as a drop of perspiration on his brow. When he had fin​ished the astonishing performance, someone wistfully asked him that he play a simple piece by Schumann, such a Traumerei. Obligingly, the young virtu​oso complied. After four bars he was perspiring profusely!

At the recording session of the Arabeske, Thomas Frost, the producer, questioned Horowitz regarding the three occurrences of the opening section which, though identical, he played differently each time. Was this planned or did it occur at the spur of the moment ? He explained that he had planned it generally, but not specifically; that he wanted to play differently each time but that the exact realisation would be left to the spur of the moment. He said, "The Arabeske is a reminiscence... a musical watercolour. I know the colour of each section, but the exact shade is better left to inspiration of the moment. You know, there is always a gap between intention and realisation. Even with the best intentions, realisation cannot quite come up to it. But the most important thing is to have a very clear intention. There is a German word 'Auffassung' - it can only be inadequately translated by 'conception' - that is the most important thing. To have 'Auffassung' is to have a conception of the spirit of the music. I can play anything which I feel. Something I don't feel, I don't understand, I cannot play. You see, playing the piano is a combination of Brain, Heart and Means. And all three should be even. If one falls short of the others, the music suffers. Without Brains, you are a fiasco. Without Means, you are an amateur. Without Heart, you are a machine. It has its dan​gers, this occupation."

	SEQUENTIAE
	Gregorian Chant
	1982
	47:31
	perf. Capella Antiqua, Munchen

	SEQUENTIAE
	English Songs Of The Middle Ages
	1988
	59:47
	label: Harmonia Mundi

voices;   instruments: two 5-string fiddles, 14-string harp, 21-string harp, symphonia.

  The repertoire of songs in English from the 12th to the early 14th centuries is surprisingly small. We know that much music composed to English texts is lost to us (due to the oral mode of vernacular song transmission), and must therefore content ourselves with the less  than two dozen pieces, some in fragmentary form, which have survived in a variety of manuscript sources, including a saint’s life, a book of miscellaneous religious writings, and even the revese side of a papal bull. Unfortunately, there exist no large manuscript collections of english song comparable to the chansonniers of the Troubadours and Trouveres, since the courtly, literate, —  and therefore written —  tradition in England before Chaucer’s time was largely French. Anglo-Norman song was the fashion amongst the aristocracy, and those pieces with English texts which found their way into writing came for the most part from a religious-scholastic millieu, such as the Franciscans, in which English was prevalent.  

  Having a satisfactory basic text for a poem beings a long process of interiorizing every aspect of the poet’s art, from the acoustical properties of the language (vowel and consonant sounds, rhyme, inner rhyme, alliteration, etc.) to comprehending the sense of specific word choices and rhetorical devices. As this process continues, the singer realizes that a given edition is often at odds with the text as found in the musical source, which can be unclear or even garbled. Since our principle has been to depart from the musical source as little as possible, we have chosen the manuscript version when a text editor has made changes which would necessitate modification of the musical setting. In general, we have assumed that a written musical source is not an Urtext of a song, but rather a written documentation — however incomplete — of some stage in the song’s active life. A manuscript may represent a remembered performance, dictated or otherwise transmitted to a scribe, or it might have a more direct connection with the singer himself, or a musician from the original singer’s tradition. The subject of rhythm in medieval song has generated much partisan discussion. Given that the notation of these pieces is often rhythmically ambiguous and open to various interpretations, we have tried to avoid a dogmatic approach in favour of an evaluation of each individual song.

   Decisions about the use (or non use) of instrumental accompaniment were also made according to the character and structure of each song. An accompaniment may consist of a simple drone, or it may employ the more complex techniques of heterophony, mirroring and commentary, but in all cases the melodic vocabulary of the instrumental part is derived from the songs themselves or other pieces from English sources of the period. For St. Godric’s song (№1) in praise of St. Nicholas, the simple melody has been amplified through techniques of polyphonic vocal elaboration which would have beeen part of an oral tradition in medieval clerical circles. — Benjamin Bagby.

   Notes on instrumental music. The definition of an ‘insrumental’ style is a long process and is possible only through a close study of the vocal repertoire. The existing instrumental pieces (...) give us some information about forms and melodic structure, but they are very few and diverse, and do not permit us to rebuild a tradition of instrumental playing using only those sources. From literary sources we know that vocal music was played on instruments, but we have little information about how the material was used in an instrumental performance. Given the specific possibilities of each instrument and the fact that a large part of the instrumental music served as dance music, it seems likely that the medieval instrumentalist would re-arrange the material freely and add to known melodies.

For the pieces on this record we have made use of simple dance forms such as the rondeau (№3), estampie (№5), and more complex lai (№13). The instrumental arrangements were made by Margriet Tindermans, using melodic material from the vocal pieces whose titles they bear. Sometimes melodies from related songs were added; at other times we made and improvised new melodies while staying as close as possible to the original material. — Margriet Tindermans.

	Dmitri SHOSTAKOVICH
	24 Preludes and Fugues, op. 87
	
	60:40 74:44
	label: ECM

performed by Keith Jarrett

CD 1: P&F #1-12

CD 2: P&F #13-24

	SIBELIUS 
	Violin Concerto
	
	31:00
	

	SONATAS FOR VIOLIN AND PIANO
Julie Steinberg, Piano
David Abel, Violin
	Debussy, Bartok, Brahms, Satoh
	1988
	58:27
	label: Wilson Audiophile Definitive Recording (California)

Julie Steinberg [p]; David Abel [violin].

Brahms - Sonata No. 1 in G Major Op. 78
1. Vivace ma non troppo ................... 1 0:42
2. Adagio ................................... 8:41
3. Allegro molto moderate................... 8:46
Debussy - Sonata for Violin and Piano
4. Allegro vivo............................... 4:24
5. Intermede (fantastique et Leger) .......... 3:57
6. Finale .................................... 4:21
Bartok
7. Rumanian Folk Dances................... 5:29
Satoh
8. Birds In Warped Time II................. 11:18
TECHNICAL/LISTENING NOTES
Chamber music is meant to be performed and enjoyed in a relatively small room, as opposed to an expansive concert hall. Therefore, the perspective of this recording is close...as though the artists are creating the music in your listening room.
The musical instruments used in this recording dreof superbquality, complementing the talents of the artists, and enhancing the color and expressiveness of the literature. The piano is a 9 foot Hamburg Steinway model D concert grand, selected for its almost magical harmonic warmth and eveness of tone. The Hamburg Steinway is Ms. Steinberg's chosen instrument. The violin is a Guarnerius, built in Cremona, Italy in 1719. The Guarnerius sings with speed, focus, and sweetness.
A spaced-pair of Schoeps microphones, driving a vacuum tube line-level amplifier, are used to capture a naturally open, and dynamically accurate sonic presentation.
The analog recording was made at 30 inches per second on Wilson Audio's exclusive Ultramaster TM Recorder, built by John Curl. Transfer to digital was performed using the JVC-900 Recorder. All primarysignal path cabling was designed by Bruce Brisson.
The sonic image of the violin should originate just to the right of the inside edge of the left speaker. The overall tonal balance of this recording reflects the recording site (Mills College Concert Hall), the instruments and the recording approach, being slightly warm and never strident.
Produced by David A. Wilson and Sheryl Lee Wilson
Recorded by David A. Wilson
Digital Transfer by Bruce Leek
Hamburg Steinway Provided by Pro Piano
Recorded at Mills College Concert Hall

	Igor STRAVINSKY
	“Le Sacre du Printemps”, “Le Roi des Etoiles”, “Petrouchka”
	1972,77
	75:44
	La Sacre..., Le Roi...: Boston Symphony Orch.

Petrouchka: London Symphony Orch.

В «Петрушке» Стравинский с захватывающим бле​ском и фантазией сочетает характерные черты русского фольклора с залихватской музыкой ярмарочных плясок. Это подобно некоему пёстрому звуковому ковру, в котором волшебно переплетаются беззаботные народные песни и плясовые ритмы. Вместе с тем в этой музыке есть отго​лоски существования какого-то другого тёмного и таин​ственного мира.

--- Леопольд Стоковский

	Igor STRAVINSKY
	The Soldier’s Tale
	1996
	62:54
	perf.: London Festival Orchestra; Jason O’Mara, narrator.

НАСТОЯЩИЙ СТРАВИНСКИЙ

В 1962 году великий русский композитор Игорь Стравинский отпраздновал свое 80-летие - не только премьерой грандиозного музыкального представления «Потоп» в американском Сиэтле, но и первой за почти полвека поездкой на родину - в Москву и Ленинград.
В тот год артистические круги тешили себя надеждами, что железный занавес или уже рухнул, или вот-вот рухнет. В сентябре с уличных плакатов на москвичей смотрели «Строители» Фернана Леже - в столице проходила персональная выставка этого французского художника, весьма далекого от соцреализма. Кроме Стравинского, у нас побывали и другие наши соотечественники: «Король свинга» кларнетист Бенни Гудмен, чьи родители до приезда в Америку жили в еврейском гетто в городе Белая Церковь, и Джордж Баланчин (старший брат советского композитора Андрея Баланчивадзе) с труппой «Нью-Йорк Сити балет». Труппа Баланчина, которая среди прочего должна бьша показывать балет Стравинского «Агон», высаживалась в столичном аэропорту, когда сам композитор еще был в Москве. Один только вид танцовщиц, одетых на сцене не в пачки или хитоны времен Мариуса Петипа, а в современные, почти спортивные костюмы шокировал не меньше, чем хореография Баланчина и додекафон-ная партитура «Агона». Звонкие вступительные фанфары к «Агону» позднее стали позывными русскоязычной радиостанции «Голос Америки», и в течение последующей четверти века будут отлично слышны сквозь рев советских глушилок.
Впрочем, конец хрущевской оттепели был уже близок: затравили Пастернака, выстроили Берлинскую стену, расстреляли рабочую демонстрацию в Новочеркасске. Да и Стравинский с женой художницей Верой де Боссе и дирижером-ассистентом Робертом Крафтом приехали к нам, как оказалось, буквально накануне пресловутого карибского кризиса...
«Вы не можете себе представить, как я сегодня счастлив!» - воскликнул маэстро после исполнения на бис своей оркестровки «Эй, ухнем». Впрочем, услышать эти слова могли лишь счастливчики, попавшие на концерт. В день продажи билетов у Ленинградской филармонии уже в 8 утра выстроилась пятитысячная очередь.
Шли на Стравинского, не написавшего - в отличие от Прокофьева или тем более Шостаковича - ни одной популярной мелодии, элитарного музыканта, который не был на родине почти полвека, которого с 40-х годов не играли и не издавали. Естественно, очереди перед филармониями были чем-то большим, чем просто признанием таланта живого классика, ученика самого Римского-Корсакова, друга Пикассо и Бальмонта, Дебюсси и Ромена Ролана. Большим, чем уважение к человеку, который, по его собственным словам, «был рожден во времена причинности детерминизма, а дожил до теории вероятности и случайности».
Было во всем этом такое же отчаянное, хоть и пассивное, стремление заглянуть за «железный занавес», в чем-то, я думаю, сходное по внутренним мотивировкам и с нарождавшимся самиздатом, и с первыми пленками Окуджавы и Высоцкого, и даже с выступлениями рабочих в Новочеркасске. Просто желание самим разобраться во всем - и уверенность в том, что это возможно.
Но настоящего Стравинского у нас как не узнали тогда (исполнялись лишь сочинения, которые не противоречили идеологии Союза советских композиторов), так не знают и до сих пор (большинство наших музыкантов даже не подозревают о том, что тот же «Потоп» - это нечто вроде средневековой мистерии). Из четырех томов «Диалогов» Стравинского и Крафта на русском доступен только один. Оно и понятно: композитор не принял ни большевизма, ни партийных методов руководства искусством. Его неприятие коммунизма было даже острее набоковского. Следуя логике «враг моего врага - мой друг», Стравинский как-то заявил: «Я сам фашист». Но сказано это было только однажды на приеме у Муссолини. С тех пор, особенно после прихода к власти Гитлера, композитор этого уже никогда не повторял, а Муссолини вообще стал для него символом безвкусицы.
Раньше Стравинский пугал своим антикоммунизмом, теперь - в соответствии с новыми доктринами - экуменизмом. Во многих публикациях даже не упоминается о том, что когда-то он легко приспособил собственное хоровое сочинение на слова православного «Отче наш» к католическому тексту Pater Noster. Неужели настоящего Стравинского на его родине так никогда и не узнают?

-- Дмитрий Ухов

	Igor STRAVINSKY
	Les Noces (The Wedding)
	1994
	54:15
	label: Elektra Nonesuch

“The Wedding” and Russian village wedding songs performed by Pokrovsky Ensemble with: Tatyana Kazanskaya, Mikhail Korzin [violins]; Alexander Danilov [vargan]; Sergey Zhirkov [gusly]; Victor Shubinsky [perc]; Katerina Zorina [village lamenter]; Ramiz Akhundov [rehearsal pianist]; Tatiana Smyslova [choirmaster].

 Director: Dmitri Pokrovsky.

1. Play, Skomoroshek

2. River

3. Trumpet

4. – 7. Igor Stravinsky ‘Les Noces’

8. Cosmas and Demian

9. The Drinker

10. Green Forest

11. God Bless, Jesus

12. My White Peas

13. Steambath

14. Berry

15. Black Beaver

16. In The House

17. Bunny With Short Legs

18. The Bed

19. Birch Tree

THE WEDDING

The Russian wedding ceremony (svadba) is a complicated and often lengthy ritual. The wedding songs on this recording are presented in a sequence typical of a real wedding ritual. Each of the songs has been included because it offers specific similarities or contrasts to the melodies and texts that Stravinsky used in Les Noces. Dmitri Pokrovsky and members of his ensemble learned these songs from village singers and reproduce them here in their tradition​al performance style. The following wedding description has been compiled from numerous expeditions of Dmitri Pokrovsky and his Ensemble. In Southern and Western Russia the wedding ritual consists of three main sections: matchmaking, the engagement and the wed​ding ceremony.

Matchmaking is the most private part of the wedding ritual. Revered older men (svaty) begin the negotiations for the groom on an appoined evening in the house of the bride. The matchmaking delegation poses as hunters or merchants and attempts to exchange pleas​antries with the father of the bride or the master of the house. The master of the house accuses them of being thieves and tries to force the delegation from his house. The match is recognized when the master of the house gives the svaty bread and the svaty give the master vodka. At no time is the match spoken of directly.

The engagement is called Propoy which comes from the word propivat, literally meaning to "squander on drink." The father of the bride drinks a glass in a symbolic gesture to demon​strate his agreement with the match. Details of the wedding are discussed, people are assigned roles and the first wedding songs, "Cosmas and Demian" and "Propoinick" ("The Drinker") are sung as a type of communal blessing. The main goal of the Russian wedding is acceptance by the whole community. "The Drinker" offers a lively teasing narrative sung to the father of the bride.

The bride then begins her lament, which from the engagement to the church ceremony can last as long as two weeks. The sound of the lament is loud, exaggerated, and weepy. These laments are performed by the bride or by specially invited lamenters. The laments have vari​ous texts but are mostly farewells to the bride's family.

The podruzhki or maiden friends of the bride sing songs to accompany or frame the bride's lament.

The night before the wedding ceremony the bride and groom are ritually cleansed in steam-baths or small cabins outside the main house. The washing is believed to offer protection against the evil eye.

On the day of the ceremony, the bride's laments have reached a feverish pitch. According to tradition, the bride will leave her family forever to become a member of her groom's clan. While the bride is lamenting and her friends sing songs like "Trumpet," "Green Forest" or "River," Svashenka, the braid destroyer, unplaits the bride's single braid and removes the scar​let ribbon from her hair. The scarlet ribbon and single braid are symbols of virginity. Friends of the bride's family try to calm the bride and reassure her by singing songs such as "Play Skomoroshek" and "Steambath."

Preparations at the groom's house on the morning of the ceremony resembles an army preparing for battle. The groom and his friends and relatives are all named for characters in Russian royalty. Druzhka, the groom's best man, organizes the groom's army of young men to sing blessings like "God Bless, Jesus." Next, the wedding train is organized to travel to the house of the bride. The train is a series of carriages organized strictly according to hierarchy. There is much singing, dancing, and drinking during the journey. "In the House," is a typical song sung by the relatives of the groom as a type of wedding march. When the train arrives at the bride's yard, the gates are locked, and protected by a group of young men with sticks. Peace talks begin with Druzhka as the main negotiator. If Druzhka is successful the gates will be opened for a toll of vodka and jokes. However, on one expedition the Pokrovsky Ensemble saw a yard devastated by a wedding battle.

After the groom is inside the bride's yard, songs like "Berry" are sung as the bride and groom meet. The couple are then seated together on a fur coat at the "honored place." The guests eat, drink, and sing songs ike "Black Beaver" to the father of the bride urging him to prepare a sumptuous wedding feast. The parents of the bride and groom bless the young cou​ple with bread, salt and the family icon. The wedding party departs for the church. The par​ents of the bride and groom are not allowed to go to the church ceremony. (Stravinsky was aware of this tradition, for he closes the third tableau with the two mothers crying alone.)

The church wedding ceremony is called "The Coronation" because the bride and groom stand underneath crowns. After the ceremony, the guests travel to the house of the groom. The groom's mother and father, holding bread and salt, meet the newlyweds. The guests sing songs such as "My White Peas" to the mother of the groom. Presents and songs are sung as the bride and groom are again seated in the honored place. Each character in the wedding has a specific song sung to him at this time. For example "Bunny with Short Legs" is sung to the bride. A married couple warms up the bed for the newlyeds and Druzhka negotiates the return of the bed to the bride and groom wih alcohol. If the groom is impotent, Druzhka will person​ally replace him. Guests shout encouragements and various obscenities as the bride and groom leave for the bed. "The Bed" is sung at this moment.

	TAN DUN
	Ghost Opera
	1997
	35:46
	label: Nonesuch Records

performed by Kronos Quartet (см. тж. в разделе ‘Alternative’) and Wu Man [pipa]. 

	TAN DUN
	TAN  DUN & 

YO-YO  MA: Symphony 1997 -- Heaven, Earth, Mankind
	1997
	72:07
	label: Sony  http://www.sony.com 

For Cello Solo, Bianzhong, Children's Chorus and Orchestra.

Periodically the earth surrenders one of her secret treasures. In the summer of 1978, excavations at the tomb of Marquis Yi of Zeng, in Hubei province, uncovered 65 bronze bells, known collectively as a bianzhong and used for ritual and ceremonial occasions, which had been buried since 433 BC. Tan Dun's Symphony 1997, commissioned to commemorate the reunification of Hong Kong with China, features this legendary bianzhong in a dramatic montage that captures the panorama of human history and the longings of our spirit.

DREAM CIRCLE AND REUNIFICATION ...

By Tan Dun

1. Three Interviews

Yo-Yo told me, smiling, one day in Tanglewood: "Vibrating bianzhong, singing with the sound of 2400 years ago. That's my deepest dream."

"When we so carefully opened the tomb, my body was shaking. My eyes were wet. I couldn't believe the huge set of bianzhong standing in front of us, waiting for us for 2400 years. Delivered from another world of which we know nothing." (Tong Zhong Liang, Bianzhong scholar)

"One day a guy really shocked me. Alter hearing the bianzhong in the muse​um, he shouted crazily, "Long Live Music, Long Live Music, Long Live Music." I went over and asked him his name: Luciano Pavarotti." (Shu Zhi Mei, director of Hubei Museum)

2. Old Bells and Innocent Voices

Listen to the innocent voices ol these Hong Kong children. They're the future of Hong Kong. In this piece I pair them with the bianzhong, the voice of China. They are bridged by the cello, a storyteller. Everything has a past and a future. As a composer, when I hear these innocent children's voices, I feel they are chanting the past. When I listen to the sound of the bianzhong, I sense it is singing the song of the future. Maybe there really is no distinc​tion between the past and future -- everything is a circle.

3. Opera in Temple Street

There's a tradition in Hong Kong's Temple Street -- in the evening many street opera companies sing and perform their sadness and happiness in the road. These people carry the soul of Hong Kong, they sing its stories. I stop in Temple Street at least once whenever I'm in Hong Kong. But last time, to my great surprise, I found only one company playing there. Where were the others? The tradition is dying, as it is everywhere in the world. So I recorded the sound of Temple Street, and used it together with the cello solo in Symphony 1997. I hope this will not he the last opera of Temple Street.

Twenty-four hundred years ago, the people of the Zhou dynasty buried the bianzhong -- never imagining that the bells would be played again, all these years later, to make the music for Reunification. Twenty-four hundred years from now, I hope people can still hear the street opera in Temple Street. I wonder whether they will be able to comprehend us. Has anything on earth never died? Except music, what else?

4. Reunincation

Every artist searches, everyday, to discover the unity of the eternal and external. In my opera Marco Polo I imagined Mahler and Li Po talking together, in their "Song of the Earth." In Li Po's poetry and Mahler's music, we hear not only the love of earth, but also the sound of heaven and the song of mankind. Li Po thought that heaven, earth, and mankind were symbiotic, that everything in the world was one. Our ancestors thought true concor​dance was the perfect unification of heaven, earth, and mankind. I believe Li Po and Mahler thought so, and Beethoven and Schiller too.

I. HEAVEN

Tan Dun begins witn the haunting voice of the solo cello: an ancient spirit that has witnessed and meditated deeply upon the turbulent past. Children's voices, angelic and pure, join the cello's voice of fate, which foresees the future and unities all. We remember that war and peace have been our eternal companions.

Sonorous rumbling, regal chiming, crystalline tinkling: the bianzhong's grandeur rises from earth's grave. Melodic intervals of a perfect fifth form a recurring motto.

Syllables of yearning and praying ("Wu"), primitive cries of exertion ("Hei ho hei"), joy ("Ha"): these empty words, seemingly meaningless, express the fullness of life.

"Jasmine Flower", a revered Chinese lovesong and further immortalized in Puccini's Turandot, offers fragrant blossoms to one's sweetheart. This folksong links the heavens and the bianzhong's underground tomb through its simplicity:

Such a beautiful jasmine flower,*

Branches full oi sweet white buds,

Every one loves their beauty.

I will gather some and offer them

To the one I love,

Jasmine flower, jasmine flower. 

In the exuberant Dragon Dance, large, colorful paper serpents snake through crowded streets at Chinese New Year's; the sensuous Phoenix, with flowing melodies and harp cascades presents the yin to Dragon Dance's vig​orous yang. Together the heaven-dwelling, life-giving dragon (a symbol of the Emperor) and the Phoenix bird (his Empress) symbolize good luck. In Jubilation strands of Beethoven's "Ode to Joy" and a raucous Chinese folk-song gradually blend into a collage of celebratory songs and traditions.

The Empress in Opera in Temple Street, accepting fate, poignantly sings farewell to the Emperor.

II. HEARTH

In this independent concerto for bianzhong, cello solo and orchestra, entitled Yi, Tan creates music more abstract and typical of his art. Responding to the Yi-Ching's teaching that change is continual, Tan conceived a series of Yi concerti as a way of balancing the visible (that which already exists) and the invisible (that which has not yet come to be); each concerto superim​poses a new work for solo instrument on his pre-existing Yi for orchestra. (Yi is actually a rurther development of Yi  for cello and orchestra.) Musical materials are not mixed haphazardly: Tan discovers relationships or similari​ties between the elements and then weaves them together into a new entity.

A variety of mallets and brushes displays the bianzhong's nuanced tonal shadings as crisp, snappy rhythms reveal its technical abilities; the cello's obbligato borrows performing techniques from the Erhu and Mongolian fid​dle. Passages of tolling bells frame the work's central section, in which the voice of nature sings with carefully sculpted sounds alternately peaceful and magical, dance-like, or dark and foreboding. Water, Fire and Metal signify that equilibrium is necessary between nature and the elements.

III. MANKIND

A vignette, adapted from a recent film soundtrack composed by Tan Dun, commemorates those who fought and suffered in wars, especially the Opium War and World War II. 

In Lullaby a lamenting parent sings to his child:

Don't cry Nanjing, my baby.*

See all the boats sailing on the swiftly flowing Yangtze.

Give her a kiss if you meet the Moon;

Send him your regards if you see the Sun.

Song of Peace blossoms with joyous melodies, although wartime's drums are not yet far in the past; children's voices, optimistic but worldwise, look to the future. Written in the spirit of Li Po and recalling Schiller's text to "Ode to Joy," Tan's culminating anthem seeks the reunification of nature and soul in an enduring, harmonious world order.

Heaven, Earth, and all Mankind,*

Listen!

The bells which no longer sound "farewell" knock at spring's door,

The wind of winter past blows the bugle of jubilation,

The drum, no longer announcing war, plays with everlasting harmony,

The mother, no longer crying, sings of joyous peace. 

Ah! Heaven, Earth, and Mankind are symbiotic. 

Everything in the world is one.

                      ----— Mary Lou Humphrey

TAN DUN

Composer/conductor Tan Dun was born in 1957 in Hunan, China. After planting rice for two years during the Cultural Revolution, Tan worked as an arranger and a fiddle-player in a Beijing opera troupe. At the age of nine​teen, he heard Beethoven's Fifth Symphony for the first time and dreamt of becoming a composer. One year later, Tan was admitted to the Central Conservatory in Beijing, where he studied with Li Ying Hai and Zhao Xin Dao. In 1986 a fellowship at Columbia University brought him to New York City, where he completed the doctoral program in music composition. Since then, Tan has lived in New York City.

Tan Dun s works have been penormed by the London Simonietta, BBC Symphony, Arditti String Quartet, Kroumata, Contrechamps (Geneva), Los Angeles New Music Group, Ensemble Modern, Nieuw Ensemble, and China Philharmonic. His Ghost Opera for the Kronos Quartet (см.) has toured worldwide, as has Marco Polo, commissioned by the Edinburgh Festival and premiered in 1996 at the Munich Biennale, with subsequent performances at the Holland Festival, the Hong Kong Festival, and scheduled performances at New York City Opera. The noted German magazine Oper named Tan composer of the year for Marco Polo.
As a conductor, Tan Dun is known for programming distinctive and com​pelling twentieth-century works, and his recent appointment as Resident Composer/ Conductor with the BBC Scottish Symphony gives him a platform for this work. Tan has recently conducted the London Sinfonietta, the Tokyo Symphony's Fiftieth Anniversary concert, the Chamber Music Society ol Lincoln Center, the Munich Chamber Symphony, the London Philharmonic Orchestra, the Los Angeles Philharmonic, Orchestre National de France, and the BBC Scottish Symphony Orchestra at the Proms in London.

In 1993 Tan became the youngest composer to win the prestigious Suntory Prize Commission from Toru Takemitsu, and in 1994 Hans Werner Henze invited him to serve on the jury for the International Music Theatre Awards. In 1996, Tan received the City ol Toronto — Glenn Gould International Protege Award in Canada. His works have been selected for major festivals around the world and have been the subject of television and film documentaries by Finnish (featuring Lutoslawski and Tan) and Danish Television (featuring Adams, Lachenmann, Tan and Vries) and the BBC (Tan's orchestral and experimental works). In additional to classical composi​tions, Tan is known for his experimental projects, such as music for ceramics, for water, for paper, for stones; he often collaborates with visual and perfor​mance artists, choreographers, theater and film directors. Tan Dun is an exclusive artist with Sony Classical, and his music is published exclusively by G. Schirmer.

THE BELLS OF MARQUIS YI:  astonishing music from a Vanished era

In the summer of 1978, in China's Hubei Province, archaeologists discovered a Warring States period (475-221 B.C.) tomb. The tomb, which dates back more than 2,400 years, belonged to a high-ranking noble, Marquis Yi, of a small kingdom called Zeng. Yi's tomb housed 125 well-preserved musical instruments, from a stunning 25-string zither to dozens of flutes, pipes, drums, and a fully intact set of 65 bronze bells hanging in three rows on an elaborately carved L-shaped frame. The bells, decorated in gold inlay with images of dragons, beasts and flowers, still flitter after 24 centuries of entombment. It was an astonishing discovery that challenged the history of music theory. For this set of tuned bells, known collectively as a bianzhong, spanned an immense five-octave range, with each bell capable of sounding two pitches. Because they are designed to perform a twelve-tone chromatic scale (almost even-tempered) within each of its live octaves (an achievement previously thought not to have developed for centuries), Yi's bells can perform Chinese and Western music, both ancient and modern. Inscriptions on each bell provide valuable insight into the principles of early Chinese music.

Though not the oldest bells unearthed in China, Yi's bianzhong are unique in their craftsmanship and remarkable preservation. Their intricate con​struction, precision casting and complex acoustics have also challenged histo​rians previous belief that science, astronomy and acoustics in early China derived from Babylonia. Yi's tomb suggests earlier and perhaps different origins for Chinese civilization.

Musicologists posit that it took five people to play the 65 bells. Three musicians would hold a pair of T-shaped wooden mallets and strike the smaller bells, while two other musicians, each holding a seven-foot wooden stick, would strike the larger bells. Playing the instrument, either alone or in an orchestra, thus required considerable skill and collaborative effort. Archaeologists believe that Yi's orchestra was all female. Lying near the instruments are painted coffins holding the bodies of 21 young women ranging in age from 13 to 25, probably musicians and dancers buried alive after their master's death.

Though no music from Yi's era exists, composers have pieced together possible melodies by consulting surviving traditional zither music, as well as folk tunes from remote parts of China and rhythms and dialects from the Hubei Province. After 2,400 years of silence, Yi's bells ring again, carrying across the centuries the sounds from a vanished era.

------- Andrew Gyory and Mary Lou Humphrey
[интервью газете «Коммерсантъ» после выступления в Мариинке]

— Вы написали американские «Страсти» исходя из того, что Америка — плавильный тигель (melting pot) разных культур и традиций?

— Америка — мультикультур​ная страна. Я китаец. Но я дав​но живу в Штатах. В Америке нет старых традиций, только новая, и это мультикультурализм. В ряду четырех авторов «Страстей» я пишу по-англий​ски, но это английский как все​мирный язык.

— А как сочетаются христиан​ство и буддизм?

— Сначала я пытался понять, что такое человек с буддис​тской точки зрения. Потом я пы​тался понять это с христианской точки зрения. И обнаружил, что в том, что касается человека, буддизм и христианство сходны. Например, вода равно важна в обеих религиях. Это символ рождения, крещения, обновле​ния, воскрешения. Затем. Баховские «Страсти» — не только о Иисусе Христе, они обо всех людях. В своих «Страстях» я пы​таюсь обнаружить то, что близ​ко всему человечеству. ...Для меня самое важное — делать музыку для людей, о людях. А не о том, на что люди обращают слишком много внимания, тональная или атональная это музыка, Восток или Запад, высокая культура или низкая. Все эти вещи более не имеют значе​ния. Сейчас единственно важ​ное — личность.

— Вы написали «Водяные страсти», в другом сочинении используете керамику.

— То, что я делаю,— результат только моего личного опыта. Я вырос на рисовых полях. Сам сделал множество музыкальных инструментов. Я пишу для сим​фонического оркестра, но мно​го занимался и эксперименталь​ной музыкой, театром и танцем. Весь этот опыт — моя жизнь. Но это не есть рецепт для всех и каждого. Раньше все следовали одной школе, например школе Шёнберга. И в Москве, и в Пе​кине все писали серийную му​зыку. Не думаю, что это воз​можно в XXI веке. Я считаю, что главными тенденциями будут индивидуализация и глобализа​ция, хотя это, казалось бы, про​тивоположности .

— Киномузыку вы рассматрива​ете наравне с другими жанрами?

— Киномузыка для меня — это десерт. Мое главное блюдо — концертная музыка. Десерт нео​бязателен, хотя временами я очень его люблю. Я делаю но​вый фильм раз в два года. У ме​ня множество предложений, но я берусь только за фильмы, ко​торые делают мои друзья. Меня интересует только художествен​ная сторона киноиндустрии. Я очень опасаюсь голливудской культуры. И считаю, что худо​жественного результата можно достичь, только работая с близ​кими тебе людьми.

Пришедшие в Мариинский театр обыч​ным фестивальным вечером увидели и услышали нечто доселе небывалое на мариинской сцене. В больших чашах плескалась вода, она была не только главным визуальным объектом и всеобъ​емлющим символом, но и основным му​зыкальным инструментом «Водяных страстей по Матфею» знаменитого аме​риканского композитора Тан Дуна.

Тан Дун (Tan Dun) родился в 1957 году в Китае. Во время культурной революции два года работал на рисовых полях. Затем — в Пекинской опере. В 19 лет, услышав впервые Пятую симфонию Бетхове​на, решил стать композитором. Окончил Пекинскую консерваторию. С 1986 года живет в Нью-Йорке, где закончил Колумбийский университет. Автор нес​кольких симфоний (в том числе «Небеса. Земля. Чело​вечество», 1997; «Миллениум», 2000) и опер («Опера-призрак» для Кронос-квартета, 1995; «Марко Поло», 1996, по заказу Эдинбургского фестиваля). Широко ис​полняется в Европе и Америке. Как дирижер известен яркими программами музыки XX века. Обладатель «Оскара-2001» за музыку к фильму «Крадущийся тигр, прячущийся дракон» (Crouching Tiger, Hidden Dragon).

В квартете композиторов из разных частей света, которым штутгартская Баховская акаде​мия заказала «Страсти-2000», Тан Дун пред​ставлял Америку. Этот выбор предопределил судьбу американских «Страстей»: они говорят на интернациональном языке с восточным ак​центом и исповедуют объединенную христианско-буддистcкую веру.

Тан Дун предлагает глобальный синтез, пос​кольку убеждён, что прежние оппозиции исче​зают. Восток и Запад объединяются в его сочи​нениях так же естественно, как эксперимен​тальное и традиционное, элитарное и популярное: никакого столкновения, вызова или эффекта контраста. Здесь авангардная инстру​ментальная техника, монгольское обертоновое пение и всплески воды — не представите​ли разных традиций, но равноправные вырази​тельные средства, слова единого языка.

Результат — музыка выдающейся красоты, которая получает должную визуальную опра​ву в простом, но эффектном шоу: по-голли​вудски прекрасные певица и скрипачка, риту​альный танец ударника, священнодействия композитора-дирижера, брызги воды. Когда участники склонились к чашам для финаль​ного священнодействия и лучи прожекторов выхватили из темноты только мерцание воды в прозрачных сосудах и лица, сияющие приз​рачным отраженным светом, показалось, что ты на мгновение попал внутрь какого-нибудь фильма Гринуэя.

Тан Дуну аплодировали стоя, долго и вос​торженно. Для многих явилось открытием, что современная музыка может быть так позитивна и так неотразимо привлекательна.

--- Коммерсантъ

	The  TEREM  Quartet
	Terem
	1992
	38:45
	label: RealWorld Rec. 

Russian folk  + 

	The  TEREM  Quartet
	Classical
	1994
	44:54
	label: RealWorld Rec.

	The  TEREM  Quartet
	1000th Concert (Live)
	1994
	64:30
	label: Womad / Real World (EMI Virgin)

Andrei Konstantinov [soprano domra]; Igor Ponomarenko [alto domra]; Andrei Smirnov [bayan accordion]; Mikhail Dziudze [double-bass balalaika].

1. OGINSKY’S POLONESE (I.Ponomarenko)

 THE SEASONS (I.Ponomarenko):

2. WINTER MORNING

3. SPRING DAY

4. SUMMER EVENING

5. AUTUMNAL NIGHT

6. FUR ELISE (L.Beethoven)

7. FUNERAL MARCH (I.Ponomarenko)

8. CONCERTO GROSSO G-MOLL (N.Budashkin)

10. ORPHAN'S WALTZ (I.Ponomarenko)

11. CHARDASH (Monti)

12. PADESPAN (A.Tsigankov)

13. KOROBEINIKI (Russian Traditional)

Этот диск -- запись тысячного концерта ансамбля "Терем-квартет" в Большом Зале Государственной академической Капеллы имени М.И.Глинки 13 января 1994 года. Прекрасный строгий зал Капеллы заранее настраивает на серьёзный лад. На концерте 13 января строгость была, но не та, что синоним суровости, но -- строгость вкуса. Самый взыскательный вкус, самые высокие профессиональные критерии (а им "Терем-квартет" всегда соответствовал) вовсе не противоречат юмору, остроумию, свежести и изяществу музыкальной мысли.

"Терем-квартет" -- это, конечно-же, театр. Но театр особенный. В аудиозаписи Вы не увидите, разумеется, выразительной игры, мимики музыкантов, меняющихся мизансцен. Но Вы всё это услышите. Исполнитель и инструмент живут так слитно, что вместо человеческого голоса мы слышим музыкальную фразу -- не менее, а может и более, внятную, "говорящую", чем реплика актёров театра драматического. Смех во время музыки -- вещь редкая в солидном академическом зале, однако сами убедитесь, что слушая, например, очаровательную шалость, которая учинена с бетховенской "К Элизе", не смеяться невозможно. Так же, как невозможно остаться "холодным" к простодушному и трогательному "Сиротскому вальсу". Что же за музыку играет "Терем-квартет"? Свою? Чужую? Правильнее было бы сказать "свою чужую". Артисты фактически создали новый стиль музицирования, находящийся на грани между авторством и исполнительством. Традиционный фольклор, как правило, не предполагает интерпретаций известных классических тем. "Терем-квартет" вступает с ними в своего рода диалог, усложняя музыкальные взаимоотношения. В этом, кажется, одна из причин успеха ансамбля у самой разной публики. Так называемая "фольклорная музыка" оказывается интересна не только любителям "чистого", классического фольклора, или, наоборот, приверженцам авангардных экспериментов, основанных на нём, но и всем остальным слушателям. За тысячу концертов музыканты сыгрались так, что их слаженность, идеальное партнёрство становится источником дополнительного удовольствия, доставляемого высоким артистизмом. Теперь публика концерта в Большом Зале Государственной академической Капеллы Санкт-Петербурга, разделит это удовольствие с Вами.

	TURTLE ISLAND          String Quartet
	“Spider Dreams” (suite for jazz string orchestra; №1 - 7), “The Iron Fist Of Fashion” (composition for string quartet and big band; №8 - 9)
	1992 
	51:19
	label: Windham Hill

composed by David Balakrishnan

“The T.I.S.Q. is a unified voice that truly breaks new ground for all string players. Their voice is authentic and passionate, and is a reflection of some of the most creative music-making today” 

 --  Yo Yo Ma

	Galina USTVOLSKAYA ----- см. в секции 'Alternative'
	
	
	
	

	Edgar  VARESE -- см. в. 'Alternative' section
	
	
	
	

	Antonio VIVALDI    
	Concerti Per Liuto E Mandolino
	1993
	64:47
	Antonio VIVALDI -- см. тж.: VANESSA-MAE «The Original Four Seasons»; Jacques  LOUSSIER “The Original Four Seasons”; Lorenzo ARRUGA & Dave LOMBARDO “Vivaldi: The Meeting” – все см. ниже, в разделе этого файла ‘Современные арранжировки и обработки классической музыки’. Там же дополнительная информация о самом Вивальди.
Le Giardino Armonico

	Antonio VIVALDI    
	The Red Priest Il Prete Rosso (Il Giardino Armonico Play Vivaldi)
	1996
	76:13
	label: Teldec Classics (Warner)

"The peculiar characteristic of Vivaldi's music is, that it is wild and irregular." (John Hawkins, 1776)

"Vivaldi, who was also known as the Red Priest on account of his blazing hair, was not only a famous composer of concertos, but a virtuoso violinist as well. During his lifetime he earned a fortune, yet he died in poverty in Vienna as a result of his reckless lifestyle." (Pietro Gradenigo, after 1741)

Концерты Вивальди в исполнении ансамбля виртуозов.

	Antonio VIVALDI
	Yo-Yo MA:
"Vivaldi's Cello"
	2004
	67:46
	label: Sony www.sonyclassical.com
www.yo-yoma.com
Yo Yo Ma: baroque cello

The Amsterdam Baroque Orchestra / Ton Koopman: conductor, organ, harpsichord

Vivaldi's Cello gives listeners a chance to hear a different kind of Vivaldi. Some of the music on this disc was written by the composer to feature the cello of his day, but that's only half the story. Vivaldi's Cello couples those scores with music that Vivaldi originally intended for the violin, the viola d'amore or the human voice. Music that's now been transcribed for the cello.
When Vivaldi's name is mentioned, we naturally think of The Four Seasons; one inevitably follows the other. But as Vivaldi's Cello demonstrates, the composer's music goes well beyond that memorable depiction of spring turning into summer and so forth. In truth, most people know very little about this peerless and prolific composer of the Italian Baroque, whose inventive harmonies, memorable tunes and pure ebullience were unrivaled, if underappreciated, in his day. He was born in Venice in 1678 and later known as il prete rosso (the red priest) for his red hair and the taking of holy orders. After much success, he died impoverished, in Vienna in 1741, a victim of changing tastes.
Though essentially the same instrument as the one we know today, the cello played during Vivaldi's lifetime differed from its descendents in certain important details. So to properly convey the spirit of the Baroque era, only a Baroque cello will do — that is, an instrument configured to replicate what would have been played when this music was written. As Yo-Yo Ma himself puts it, "For this music to speak with its own voice, it was necessary to recover the nature of the instrument. The gut strings, the lack of an endpin and the less-arched bridge all contribute to its more muted and intimate nature."
For this album, Ma plays the 1712 Stradivarius cello that he had already appropriately altered for the two Simply Baroque recordings he made with Ton Koopman and the Amsterdam Baroque Orchestra. Ma also uses a Baroque bow, and he adopted the relative tuning (in which instruments are tuned only in relation to each other) employed by the orchestra. The Amsterdam Baroque Orchestra performs on period instruments and uses Baroque performance practices.
Securing the right instrument was essential, but the question of repertory also had to be addressed. Vivaldi wrote over 500 concertos, about twenty-five of them for cello, says Koopman. He and Ma settled on three, one of them for two cellos. The Cello Concerto in C Minor, with its dreamy introduction, contrasts nicely with the festive B-flat Major Concerto. And the furrowed-brow quality of the Concerto in G Minor for Two Cellos which opens this record, makes an ideal counterweight to both.
Yet Koopman and Ma wanted even greater variety for this album. Though the similarities among Vivaldi's many concertos have been overstated, the concertos for strings do have their limitations — the absence of woodwinds in the ensemble, for example. Koopman thought some arrangements of Vivaldi's other music might bridge the gap. "I wanted to make a more colorful recording," he says. His ideas may strike some as radical, but they aren't. "Nobody in Vivaldi's time would have problems with what I've done," says Koopman of his arrangements. "It was often done in those days, if there was an occasion to do so. Vivaldi himself would reuse some of his music and transpose it elsewhere, much more than I did."
And so the Concerto for Viola d'amore, Lute and Orchestra has been reworked by Koopman as a concerto for cello, organ, strings and basso continuo. "I also like the idea of playing with Yo-Yo not just as a continuo player, but also as a soloist," says Koopman, who handled the organ duties.
Six items on this recording are transcriptions of music originally written for the female voice, for which Vivaldi had great affection. The "Laudamus te" ("We praise you") is from the composer's extraordinary setting of the Gloria. The remaining five come from opera or oratorio. In La fida ninfa (The Faithful Nymph), "Dite oihme" is a soprano aria and "Cosi sugl' occhi miei" a quartet for three sopranos and alto. "Quanto magis generosa" was written for the title character of the oratorio Juditha triumphans, a mezzo-soprano, and "Noli, o cara, te adorantis" for an alto. Giustino, in which a peasant becomes an emperor, is the only complete opera to survive from Vivaldi's years in Rome. Its "La gloria del mio sangue" was written for a soprano. Whether sublimated carnal passions were in some way responsible for this music, we may never know, but it's not an entirely unreasonable question given Vivaldi's religious vows and the visceral sensuality of this music.
Be that as it may, Koopman says Vivaldi's scores were only slightly altered to give voice to the cello. "Vivaldi didn't write differently for a singer than instrumentally," says Koopman, "I maybe changed the ornamentation to make it more instrumental. I also looked for pieces for lower voices, so we could leave them in the same key."
Of course, any notion of this album ignoring what is now Vivaldi's most famous piece was out of the question. And so in a brief nod to the enduring popularity of The Four Seasons, Ma and Koopman play an arrangement of the throbbing Largo from the work's "Winter" Concerto. "In Vivaldi's slow movements, you can play with your heart," says Koopman. "The music feels at home."
- David Mermelstein

	Anton WEBERN
	Passacaglia, ...
	1974
	46:04
	label: Deutsche Grammophon.  Remaster.

perf.: Berliner Philharmoniker & Herbert von Karajan

1. Passacaglia for Orchestra op. 1

2. - 6. Five Movements op. 5

7. - 12. Six Pieces for Orchestra op. 6

13. - 14. Symphony op. 21

In 1908, following four years of study with Arnold Schoenberg, the 24-year-old Dr. phil. Anton von Webern wrote as his op. 1 the Passacaglia for Or​chestra. The theme is played pizzicato, unaccom​panied, by muted strings. Sehr massig (very mod​erate) in tempo, in 2/4 time, it consists of eight crot​chets (quarter-notes) separated by crotchet rests; after C sharp, B flat, A flat, F and E have been heard it returns by way of the dominant A to the original note D. This theme is transformed in 23 variations. Both the choice of form and the treat​ment of the thematic material go back to Brahms. In addition to influences of Wagner and Richard Strauss, the harmonic language of Schoenberg's Chamber Symphony is discernible. The bounds of tonality (principally D minor and, in the central sec​tion, D major) are observed, but even in the theme the A flat departs from the D minor scale in a way which has consequences throughout the work. This masterly composition serves to illustrate Webern's words: "The first principle for the presenta​tion of a musical idea is comprehensibility". In 1909, after the Stefan George Lieder op. 3 and op. 4 in which Webern followed Schoenberg in ab​andoning tonality, he wrote his first chamber work, the Five Movements for String Quartet op. 5, which he arranged for string orchestra 20 years later. They are tonally free, and belong to the cate​gory of ultra-brief pieces which Schoenberg had initiated in 1908 with some of his op. 15 Lieder. The first movement at once bears the hallmarks of Webern with its striking contrasts of tone production (alternation between pizzicato, col legno, and arco sul ponticello) and of dynamics (close proximity of fff and ppp). Almost all unvaried repetition is avoided, except in the ostinatos of the first movement, and the cello's 24 pizzicato C sharps at the beginning of the third movement, which slips swiftly by. The second movement, Sehr langsam (very slow), has about it a sense of dying; it con​sists of monologues for the viola, second and first violins, all muted and very quiet, supported by chordal pillars. Also sehr langsam is the fourth movement with its ghostly high tremolos sulponticello and the scarcely audible harmonics towards the end. The last movement begins rather more substantially, in zarter Bewegung (with gentle animation), with five-part chords above a cello melody, but it ends verloschend (dying away) in a broad tempo.

"To Arnold Schoenberg, my teacher and friend, with the greatest affection MCMIX" is the dedica​tion of the Six Pieces for Orchestra op. 6, which Schoenberg conducted for the first time on 31 March 1913 before a laughing and noisy audience in Vienna. Apart from the Passacaglia, op. 6 is the only work of Webern's for large orchestra. Like the quartet movements, these are very short. To​gether with the brevity of the music and its avoidance both of repetitions and of thematic working out, the formative function of the tone colours is striking.

If one associates the term symphony with the tra​dition of a substantial orchestral work in three or four movements, it is difficult to come to terms with Webern's op.21. This work, which dates from 1928, has only two brief movements, and is scored for clarinet, bass clarinet, two horns, harp and string quartet. Four years earlier, in the Drei Volkstexte op. 17, Webern adopted Schoenberg's twelve-note technique, which dominated all his music from then on. He preferred rows marked by parti​cular mirror and symmetrical relationships. In the Symphony the second half of the row is a mirror image of the first, the intervals being the same for​wards and backwards.

The first movement, Ruhig schreitend (calmly striding), is strictly canonic throughout, but at the same time it follows the basic features of first movement sonata form. Shifts of individual notes of the row to other octaves create wide intervals which make it difficult for the unprepared listener to feel that the notes are related; this formal prin​ciple, which goes back to Schoenberg's idea of "musical space", treats, for example, the minor third, major sixth and minor tenth as the same. We​bern also includes numerous rests, and isolates notes so that active listening is needed to perceive the connection between them. The predominantly "pointillistic" instrumentation creates a flowing succession of timbres reminiscent of the tone-col​our melodies of the Six Pieces op. 6.

The second movement, Sehr ruhig (very calm), is a theme with seven variations and a coda. Webern himself discussed this movement in a lecture giv​en on 2 September 1932, emphasizing the use of mirror forms of the row. "The retrograde form ap​pears at the beginning in the accompaniment to the theme. The melody of the first variation is a transposition of the row beginning on C. Its ac​companiment is a double canon . . . The fourth variation consists entirely of mirror images. This variation is itself the centre of the movement, and thereafter everything moves back towards the be​ginning. The entire movement thus represents a double canon in retrograde motion. " Webern then emphasized the fact that all these technical de​vices serve merely to create as many relationships as possible. He quoted the magic formula from Pompeii which reads the same forwards, back​wards, upwards and downwards:

S   A   T   O   R

A   R   E   P   O

T   E   N   E   T

O  P   E   R   A

R  O   T   A   S

On 2 August 1928 Webern gave up the attempt to write a third movement for this symphony, which he had already begun to sketch.

	Andrew Lloyd WEBBER
	Requiem
	1985
	45:50
	label: Decca (London)

Placido Domingo [tenor]; Sarah Brightman [soprano]; Paul Miles-Kingston [treble]; Winchester Cathedral Choir; English Chamber Orchestra; James Lancelot [organ].

	Kurt  WEILL
	Berliner Requiem; Four W. Whitman Songs; etc
	1991
	63:25
	Kurt  WEILL – см. тж. в исполнении Dagmar  KRAUSE (в ‘Alternative’); в исполнении Masabumi KIKUCHI / Gary PEACOCK / Paul MOTIAN (в ‘Jazz’);

inspired by Weill – см. тж.:  FRIGG "Brecht" (в 'Jazz')

	Kurt  WEILL
	Die Dreigroschenoper

(The Threepenny Opera)
	1990
	74:07
	label: Decca (England)

performed by Ute Lemper (см.) (Polly Peachum), Milva (Jenny), Rene Kollo (Mackie Messer), a.o.

A note on this recording.

The composer of The Threepenny Opera certainly deserves his reputation as one of the most original and versatile musicians of the twentieth century. Nevertheless it remains the case that when the pieces he wrote in collaboration with Bertolt Brecht are being discussed, the librettist's work is taken as the starting point. No one would dream of talking about Da Ponte -- Mozart or Hofmannsthal-Strauss, but when it comes to Brecht-Weill the name of the librettist is blithely put before (and implicitly above) that of the composer. This convention could do with some revision. The basis for a supposed school of performance of The Threepenny Opera, (one only recently questioned) has been the 1930 recording of excerpts conducted by Theo Mackeben and fea​turing some of the original cast. In it we can hear Erich Ponto, for example, happily delivering the songs in what amounts to rhythmic speech, and leaving the melody to the instrument doubling it in the band. The performance history of the piece has seen an ever-growing tendency to heightened and mannered speech to put across the text, at the expense of the music. The accepted style for the Brecht-Weill works has eventually come to be a sort of aggressive bellowing and whining. The most that can be said for this is that it turns Weill's music into an element of Brechtian 'alienation'. It might seem odd, against this background, to include artists known chiefly for their work in the 'classical' repertoire in our recording. We invited Rene Kollo to take the role of Macheath, knowing that the originator of this role, Harald Paulsen, came from the classical sphere, and aware of the demands which the part makes on the singer: since Paulsen's voice was easily able to carry the melody, Weill did not always bother to double it in the orchestra.

The role most associated with the husky timbre of a diseuse is that of Mrs Peachum. Using the same criteria as above we chose an operatic singer tor the role, and we feel that Helga Dernesch's performance of ‘The Ballad of Sexual Obsession’ shows that a trained and well-support​ed voice is as capable as any of putting across the song with all its nuances. The second act finale is for Macheath and Mrs Peachum, but in 1931, Brecht arbitrarily gave the second verse to Jenny, with no thought for what that demanded from the singer. If we can learn to forget the Berliner Ensemble style, with its shrill agit-prop social criticism, then they we will find that this number (especially when played at the correct speed) is most effective sung by two powerful and well supported voices.

It must be said that a casting policy that is too heavily weighted in favour of opera singers is equally far from fulfilling the requirements of the piece. Charles Adler made this mistake in the early 1950s when he cast Helge Roswaenge as the Ballad Singer and Alfred Jerger as Peachum in a studio recording of the music. Basically The Threepenny Opera was conceived for singing actors. Naturally this made great demands on the actors, but they proceeded to brush them aside, not just because of their training, but also because of the supposed primacy of Brecht's text, and took refuge in declamatory Sprechgesang. It is a reflection on the training of actors in the German speaking theatre that when we looked around tor suitable performers who could interpret their characters in song as much as in speech, we found that there was not a great deal of choice. Consequently we decided that Lucy's Aria, a paro​dy of an operatic aria, could not be abandoned to a singer with no voice or technique and be left to sound merely comical.

We have made some modifications to the score for our recording, but only in a very few places: Milva sings Jenny's part and we have left both her numbers (the ‘Ballad of Immoral Earnings’ and the 'Solomon Song') in their original keys; however, she sings the vocal line an octave lower than writ​ten by Weill. 'Pirate Jenny' by rights belongs to Polly, but soon after the premiere it became an unmovable part of Jenny's music and here we have given the song to both characters. Milva sings her version (transposed down a fourth) in Act Two. For Ute Lemper we have also transposed 'Pirate Jenny' and the 'Barbara Song' down a tone and a minor third respectively. One result of thinking of Weill's contribution to Brechtian theatre as little more than Gebrauchsmusik has been the compulsion to re-orchestrate the composer's work, often making fundamental and ill-considered alterations. Theo Mackeben, who conducted the premiere, was the first in a long line of well-meaning “arrangers”, and in the 1950s and 60s, when ‘Mack the Knife’ became a hit, it was normal practice to bring the music, as much as the text, up to date. John Mauceri has stuck to the score published by Universal Edition and made repeated reference to the available MS material. We selected the RIAS Sinfonietta on the premise that a superior dance band cannot do justice to Weill's score, despite its ironic references to the light music of the time. It is not our intention to present this recording under the doubtful description 'authentic'. No one specific style of performing Weill could be said to exist, and Brechtians would raise as many objections as musicologists; one side would have the score as their starting point while the other would be keen to preserve the familiar edge and proletarian inflections of Brecht performances. So that we could have The Threepenny Opera on a single disc or cassette we have radically shortened the spoken dialogue and replaced it with short passages to text linking the musical numbers (The 'risque' third verse of Mrs Peachum's second-act ‘Ballad of Sexual Obsession’ (cut shortly before the premiere) is missing here not on grounds of ‘decency’, but because of lack of space.) It must be stressed that The Threepenny Opera was written before Brecht arrived at the rules for his 'Epic Theatre' and that the version we know today, with its decidedly Marxist viewpoint and its social criticism, deviates widely from the 1928 original. What is most striking, perhaps, about the original is its humour: there is a strong feeling of humour and enjoyment in this irreverent, outrageous comedy, much of which was lost in the later Brecht style.

The basis for our recording was the libretto which Universal Edition brought out the same year as the premiere. As a result we have made the following alterations: the ‘Wedding Song’ is sung once only, since the repeats which are asked for, and any change in inflection which they have, are only effective in a performance on stage. For this reason too we have cut the entr'actes, most ot them repeats for orchestra of songs we have already heard, these are also there chiefly for dramatic reasons. Mrs Peachum sings the second part of ‘Peachum's Morning Hymn’ from the next room, as indicated in the Universal Edition score and we have put her ‘Ballad of Sexual Obsession’ back in the position it has in the sources. After the ‘Melodrama’ (accompanied by the tune of 'Hubsch als es wahrte'), 'Polly's Song' was reinstated and the 'Ballad of Immoral Earnings' and the 'Jealousy Duet' have had their third and second verses (respectively) restored Weill left 'Lucy's Ana' with only a piano accompaniment and we have used an orchestration by John Mauceri. Some of the Ballad Singer's linking passages between songs have been left in, but we have chosen not to round off the piece with a reprise of

‘The Ballad of Mack the Knife’. The well-known additional verses ('Und so kommt zum guten Ende', ‘Das nur er im Truben fische’ and 'Denn die einen sind im Dunkel') were written by Brecht in 1930 for Pabst's film version and really only make sense in the context of the film. In any case tho final chorale makes for a much more powerful finish to the piece.

	(Kurt  WEILL)
	The  YOUNG  GODS:

“Play Kurt WEILL”
	1995
	32:45
	label: Play It Again Sam Rec. / Interscope (New York)

The Young Gods are: Franz Muze, Use Drums, Al Comet.

Recorded in Zurich (Swiss).

These recordings are studio versions of songs performed by the Young Gods at the Kurt Weill tribute concert staged in Switzerland in September 1989, at the request of the Festival du Bois de la Batie (Geneva) and Fri-Son (Fribourg).

The seven interpretations featured represent but a fraction of Kurt Weill's diverse oeuvre. Weill was born in 1900 in Dessau, Germany and after a classical education became, alongside Paul Hindemith and Ernst Kreneck, one of the leading composers of the post-Wagnerian avant garde. Best known are his works in popular music and the theatre, both in Berlin (ie "The Threepenny Opera") and across the Atlantic on Broadway.

The Threepenny Opera remains the most celebrated collaboration between Weilt and lyricist Berthold Brecht. It proved an immediate success when first performed in 1928, at one point playing simultaneously in more than a hundred theatres across Europe. Despite boasting a social sensibility which reflected many pre-war German troubles it was also essentially entertaining -- an opera for beggars, in which the hero is a criminal and the leading lady a prostitute. It was also Weill's first step towards a form of theatre liberated from traditional dramatic conventions. And despite its' simplicity the music remained innova​tive, seducing and disturbing at the same time.

In 1933 Weill left Germany after his newest works (The Silver Lake, and The Rise and Fall of the City of Mahogany, another Brecht/Weill collaboration) outraged the Nazis. Hitler considered Weill, along with Albert Einstein and Thomas Mann, a dangerous enemy of the German people.

After two years in France Weill chose exile in the United States and became a prolific popular composer. Thus the stages of Broadway were graced with a whole series of "musicals", some political (Johnny Johnson), others pure comedy (Knickerbocker Holiday). Critics meanwhile accused him of selling out and spoke of the "two Weills", one composing serious music and the other composing light music. Nonetheless Kurt Weill strove tirelessly to break down musical barriers and elevate contemporary music onto a higher plane.

Kurt Weill once told and interviewer: "There is only good music and bad music."

1. Prologue :  Taken from the "Threepenny Opera" (1928), after John Gay's "Beggar's Opera". Lyrics by Berthold Brecht. Through this lament the singer expounds the central theme of the entire work: "You will now hear an opera for beggars" "Sie werden jetzt eine Oper fur Bettler horen..."

2. Salomon Song :   Again taken from "The Threepenny Opera". Here the pros​titute Jenny sings of the vanity of ambition and mankind's lust for glory. Salomon was doomed through his wisdom, Cleopatra by her beauty and Caesar by his audacity. Jenny and Mack are doomed in their passion.

3. Mackie Messer :   Another song from "The Threepenny Opera" and a lament in which the audience are invited to identify with the hero and his exploits. The shark shows his teeth, but Mack hides his knife.

4. Speak low :    Taken from "One Touch Of Venus" (1943), a musical comedy from Weill's Broadway period with lyrics by Ogden Nash. "Tomorrow is near, tomorrow is here, always too soon."

5. Alabama Song :   Taken from the opera "The Rise & Fall of the City of Mahogany" (1927-29) with lyrics by Berthold Brecht. Cer​tainly one of Weill's best known songs and sung by the prostitutes of Mahoganny (a town funded by a handful of outlaws which offers every pleasure money can buy) to attract custom. Covered by the Doors, among others.

6. Seerauber Jenny :  Taken from "The Threepenny Opera" and otherwise known as "Pirate Jenny" or "Dreams of a Kitchen Maid." Here Jenny, frustrated by her position as a dishwasher in a Turnbridge brothel, dreams of a warship -- complete with 8 sails and 50 guns -- that will sail into the port and kill everyone in sight. "And when your head will fall... I'll say "Hopla!"" Lotte Lenya's version is perhaps the most celebrated.

7. Ouverture
8. September Song : Taken from the musical comedy "Knickerbocker Holiday" (1938), with lyrics by Maxwell Anderson from his book. "And all these precious days..." Also covered by Lou Reed and Bing Crosby, amongst countless others.

->T.Mahal

	Kurt  WEILL
	September Songs – The Music of Kurt Weill
	1997
	68:59
	label: Sony Classical   www.sonyclassical.com 

1. Nick CAVE (with Spanish Fly and Kenny Wollesen): Mack The Knife

2. P.J.HARVEY: Ballad of the Soldier’s Wife

3. David JOHANSEN (with Ellen Shipley, Bob Dorough, Ralph Schuckett): Alabama Song

4. Teresa STRATAS (with Richard Woitach [p], Joseph Macerollo [accordion]): Youkali Tango

5. Elvis COSTELLO (with Brodsky String Quartet): Lost In The Stars

6. Lotte LENYA: Pirate Jenny

7. Charlie HADEN [b] (with Fred Hersh [p], Kurt WEILL [p,v]): Speak Low

8. THE PERSUASIONS: Oh, Heavenly Salvation

9. Betty CARTER: Lonely House

10. Teresa STRATAS (with Chamber Symphony): Surabaya-Johnny

11. Mary Margaret O’HARA: Furchte Dich Nicht

12. Lou REED: September Song

13. Bertolt BRECHT: Mack The Knife

14. William S. BURROUGHS (arr.: Anthony Coleman & Selfhaters Orchestra)

September Songs – The Music of Kurt Weill especially welcome addition to this ever-growing body of Weill recordings, as it features a rich array of interpretations proffered by such a stylistically diverse group of artists as Lou Reed, PJ Harvey, Nick Cave, William S. Burroughs, Teresa Stratas and others. But that was the greatness of the German-born composer, a classically-trained cantor’s son, who was a "serious" composer of the highest order, yet also ventured out and em​braced what a serious audience sometimes considered the "cheap music" of jazz and cabaret. As Weill himself once said, "Music is not bad just because it's popular," and sure enough, his remarkably broad output ranged from symphonies to popular songs. 

Indeed, his “lighter” fare from the musical theater has proven most enduring, as September Songs once again demonstrates – not that endurance mattered much to Weill. “To hell with posterity,” he railed. “I want to hear my music now while I’m alive!” Yet had he lived longer, he would have had it both ways, thanks to these new versions – which really only add extra life to songs that are as contemporary as they are classic. The performances themselves are the  product of an innovative film proiect conceived by Larry Weinstein, the director of numerous composer biographies and a founder of Rhombus Films, the performing arts film company responsible for the award-winning docudrama, Thirty-Two Short Films About Glenn Gould.

[...] The performances were filmed in a cavernous industrial warehouse in Toronto, on a set evoking the dark look and ominous mood of G. W. Pabst’s classic 1931 German expressionist film rendering of The Threepenny Opera – Weill’s most famous of seven collaborations with the politically and philosophically provocative playwright, Bertolt Brecht. After virtually changing the nature of the theater experience through his avant-garde association with Brecht, Weill fled Nazi Germany in 1933 and after two years in Paris, arrived in New York in 1935, later collaborating with American luminaries like Maxwell Anderson and Ogden Nash.

"Everything he wrote became in one way or another historic," said the critic and composer Virgil Thomson, calling Weill "probably the most original single workman in the whole musical theater during the last quarter century." Brecht's biting lyrics struck out at the pervasive decadence of Berlin society in the late 1920s and early 1930s (a prime example, from William S. Burroughs’s recitation of Three Penny's “What Keeps Mankind Alive?”: "For once you must try to face the facts: Mankind is kept alive by bestial acts.”). But Weill offset Brecht’s supreme cynicism with beautiful, poignant melodicism. In the film version of September Songs, their collaborations – and the later ones with American lyricists – are visually strik​ing: On "Alabama Song," for instance, David Johansen, Ellen Shipley, Ralph Schuckett and Bob Dorough are seen aboard a rumbling 1927 truck. Eivis Costello and The Brodsky Quartet ap​pear suitably surrounded by starry

lights on "Lost in the Stars". Opera soprano and longtime Weill proponent Teresa Stratas sings “Surabaya Johnny” all alone in a smoky after-hours nightclub. Lou Reed, reprising his rendition of Weill-Anderson's "September Song" from Willner's Lost in the Stars, is enveloped by symbolic fallen autumn leaves.

"Speak Low" carries a melancholic, Nash-penned theme similar to that of "September Song": “Speak low, when you speak love, our summer day withers away, too soon, too soon...”   But the persistent music (performed here by jazz bassist Charlie Haden) – achingly bittersweet, as is the lyric – is not at all devoid of the degree of hope that is ever-present in the work of Kurt Weill. “I have tried to find the purest expression in music for what I wanted to say,” said Weill. "I don't turn my back on what is unpleasant. I drink my fill of it because it is part and parcel of the age into which I was born, and it points the way to beauty – which blos​soms today as it has always done."

And so it is, again, on September Songs — The Music of Kurt Weill, an album which newly underscores the timeless beauty of an immortal composer.

	Kurt  WEILL
	The Seven Deadly Sins
	1998
	50:46
	label: BMG/RCA

#1-9: Kurt WEILL "The Seven Deadly Sins" (lyrics: Berrt Brecht)

#10-13: Kurt WEILL Songs

Performed by Marianne FAITHFULL with Vienna Radio Symphony Orchestra conducted by Dennis Russel Davies.

	John  WILLIAMS
	The Black Decameron  (The Guitar music of LEO BROUWER)
	1997
	60:42
	label: Sony Classical

John Williams  [guitar] with London Synfonietta & Steven Mercurio [conductor].

1.-7. Concerto de Toronto

8. Elogio de la danza

9.-11. El Decameron Negro

12. Hika: "In Memoriam Toru Takemitsu"

It was a great joy to compose Concerto de Toronto for John Williams (one of the few "champions" in guitar history); I remember how the sonorities, background material and structure of the piece came out little by little -- like a plant growing. I call the piece a long distance concerto! The material was sent to John by mail in pages which later became a unity: I imagine that trying to put these ideas in order was for him more like a puzzle than a piece of music.

In any case, for me it is one of my favourite pieces -- a lucky one which finds the best interpreters in John and the London Sinfonietta.

Thanks a lot for this lovely present.                  

--------- Leo Brouwer

Cutting the pages of Concerto de Toronto in order was eventually logical and very easy, but it was clear that the guitar part was very difficult! Lots of practice and the first performance with Leo himself conducting soon revealed that this was also musically the most challenging and rewarding, dynamic and beautiful of any guitar concerto I knew: I think of the emotional lyricism and sparkle of the Theme and Variations, the orchestral colour, rhythmic vitality and guitar writing throughout, and even the atmosphere created at the very opening of the work. In the Concerto and also in El Decameron negro I am particularly attracted to the African-Cuban inspiration in Leo's music, which we hear in the melody using the augmented fourth of the major scale and in the Yoruba rhythms, the Yoruba slaves from West Africa being an important part of Cuban culture. Thank you, Leo.

I am especially pleased that this recording is devoted solely to Brouwer's music. His most recent solo piece is in memory of his friend, the Japanese composer Toru Takemitsu: Hika was written for the guitarist Shin-ichi Fukuda, and I thank him for his generous permission for me to play it here.         

---------John WiIIiams

An astonishing fact to bear in mind when considering the enormous number of works for guitar by Leo Brouwer is that this represents only a small, however significant, proportion of this prolific composer's output. It is, indeed, appreciably dwarfed by an even greater number of orchestral, choral, vocal and chamber works in addition to no fewer than sixty film scores. It is all the more remarkable perhaps that he manages to sustain this formidable creative output while fulfilling a demanding role in Spain as musical director and conductor of the Orquesta de Cordoba.

He was born in Havana in 1939 and attributes his early fascination with music to two members of his family: his father, a biologist and amateur guitarist; and his grandfather Ernesto Lecuona, a professional musician and composer -- remembered nowadays mainly for his popular Malaguena. But it was his teacher, Isaac Nicola, who proved to be influential in directing him towards his original career as a guitarist. Brouwer acknowledges that it was he who was responsible for his initiation into the world of 16th- and 17th-century music, and also into the romantic repertoire for the instrument. However, having begun his exploration of guitar literature he soon became conscious of its limitations, particularly as far as 20th-century music was concerned; and this, coupled with his growing awareness of the music of Bartok and Stravinsky, convinced him that his true vocation was that of a composer. To this end he spent two brief periods of study in the United States, but he is essen​tially self-taught; his six months at the Juilliard School were mainly passed in its music library where he engaged in an intensive exploration of the large, all-embracing collection of scores that it housed. This quest for musical knowledge, and the resultant intimate acquaintance with many different styles of musical expression, has been a vital element in Brouwer's own composition, even though this is none the less imbued with its own unmistakable individuality.

His works to date fall into three distinct creative periods: the first, from the mid-1950s to the mid-1960s, when his music was mainly nationalist in character, often containing African-Cuban elements. An example is the last of his guitar works from this period, Elogio de la danza, one of his most frequently played compositions. Then followed an extended foray into avant-garde territory which saw the creation of Canticum and La espiral eterna, and which concluded with Suonare a due and his first guitar concerto as well as the orchestral La tradicion se rompe.
Since then his language has undergone a process of simplification, and this has resulted in what he has described as "a sort of neo-Romanticism", though he has also shown an interest in the minimalist school, which is exemplified in his Cancion de Gesta. Originally written for wind band and subsequently transcribed for full orchestra, this, like many of his works, retains some elements of a previously employed style -- in this case aleatoric. Cuban landscape with rumba, also minimalist, is another work found in more than one version. It was written for the Dutch flautist Frans Bruggen for performance with his flute ensemble, but subsequently the composer arranged it for guitar and tape, and then produced yet another version for guitar ensemble.

Apart from this transference from one medium to another there are many instances of cross-fertilisation in Brouwer's music, and numerous examples are to be found in the four selected and played here by his long-time friend and colleague John Williams. These span three decades -- the earliest, Elogio de la danza, dating from 1964, and the latest, In Memoriam Toru Takemitsu, from 1996. Both of the others belong to the 1980s. El Decameron negro (1981) was inspired by the writings of the anthropologist Leo Frobenius, who published a collection of African folk-tales that had been passed down orally from one generation to the next. These often resemble the stories of Boccaccio, and the evocative titles -- The harp of the warrior; The lovers' flight through the valley of echoes; and Ballad of the damsel in love -- are admirably captured in Brouwer's music.

Concerto de Toronto (1987) is the fourth of the composer's six guitar concertos, though he has also written a number of other works for guitar and orchestra, not​ably Tres danzas concertantes, Retrats Catalans, and a brilliantly scored version of movements from Iberia by Albeniz. Even though the fourth concerto is separated from Elogio de la danza by more than twenty years, both works share common features apart from their rhythmic energy. For instance, two specific intervals influence much of their musical development, namely the minor third and the major seventh. In the concerto the appearance of the latter on the timpani during the introduction to the first movement strikes a rather mysterious, even ominous note, whereas in the second movement it is transformed into the gentle, lyrical theme which generates four variations, alternately fast and slow. Other Brouwer fingerprints are also prominent in this work, among them a swirling canonic figure in the strings that is present in both the first and third movements. Those familiar with his tribute to the Beatles (From Yesterday to Penny Lane) will recognise this, though its origin can be traced much further back to his Wind Quintet. In the last movement of the concerto the repetitive rhythmic figure familiar from the last movement of El Decameron negro puts in a prominent appearance, though here again its actual origin is in the Yoruba-influenced rhythm of a much earlier work, the Pieza sin titulo of 1956. And for reference to his more aleatoric moments there is no need to look further than the wind cascades in the concerto's opening bars. 

---------- Gareth Walters
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	Georg Friedrich Handel 

Christoph Willibald Gluck
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Claudio Monteverdi

Georg Philipp Telemann
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perfomed by

JOCHEN KOWALSKI

AXEL KOHLER 

DEREK LEE RAGIN 

DAVID CORDIER 

ALAINE ZAEPPFFEL DOMINIQUE VISSE 

RENE JACOBS 

JEAN NIROUET 

RALPH POPKEN 

KAI WESSEL

Происхождение кастратного пения теряется во тьме времён.

Несомненно одно -- уже в 3 веке в Риме оно было достаточно популярно. Однако самое широкое распространение кастратное пение получило в 16 - 18 веках. Это была особая категория певцов, выступавших в католических храмах и оперных театрах того времени. Название их происходит от итальянского castrati, а также evirati, восходящих к латинским castro - оскопляю, evero - кастрирую.

Вследствие произведенной в раннем детстве операции певцы в зрелом возрасте сохраняли детский по высоте (сопрано или меццо-сопрано) и по тембру голос, отличавшийся вместе с тем силой и продолжительностью звучания, свойственными голосу взрослого мужчины. Это позволяло кастратам исполнять высокие, в том числе и женские партии, выводить сложные виртуозные пассажи и долгие выдержанные звуки -- messa di voce, характерные для итальянского bel canto. Широкое использование кастратного пения определялось особенностями католического богослужения и, в частности, пения, в котором было запрещено участие женщин.

В 17 - 18 веках они приобретают важнейшее значени в опере, разумеется, итальянской. В это время они пользуются ошеломляющим успехом у публики. Певцы-мужчины почти перестают привлекаться для исполнения высоких партий в операх-сериа. Зачастую с кастратами не могут конкурировать и женские голоса -- общеизвестно, что нередко женщины исполняли мужские роли на сцене того времени. А. Бернакки, Г. Пакьяротти, Карло Броски, прозванный Фаринелли -- вот истинные кумиры публики. Красота, магнетическая сила и мягкость скопческого пения загипнотизировали Европу. Однако, в 19 - 20 веах кастратное пение практически исчезает с оперной сцены. И казалось, что после смерти в 1922 году великого А. Морески из Сикстинской Капеллы мир никогда не услышит ничего подобного.

Возрождение кастратного пения начинается после второй мировой войны сначала в Италии а затем в Германии. И в настоящее время оно занимает дасточно устойчивое положение на оперной сцене Старого света.

	Thosand Years Of Music
	I - VI
	
	
	6 LPs
perf: А. Волконский  &  “Мадригал”


Современные арранжировки и обработки классической музыки

Uri CAINE – см. в разделе 'Alternative'

	The ALL STAR PERCUSSION ENSEMBLE
	
	1991
	42:26
	label: Essex Entertainment (USA)

1. Bizet: Carmen Fantasy

2. Beethoven: Scherzo, from Symphony #9

3. Pachelbel: Canon in D

4. Berlioz: March to the Scaffold, from Symphonie fantastique

Arranged and conducted by Harold Farberman. 

Percussion instruments have only recently become the last members of the symphonic family to be used fully and sensitively by composers, long after strings, woodwinds and brasses have been effectively exploited. Creative interest in the symphonic percussion section began in earnest in the late 1940s and has not yet abated, with rather impressive musical results thus far achieved. It is safe to say that the skillful use of a liberated percussion section has changed the very sound of contemporary symphonic music.

The percussion orchestra has within itself an astonishing sound spectrum, with both pitched and non-pitched instruments. It can produce both the highest and lowest of pitched sounds, the loudest and softest of sonorities, and a range of pure sounds of differing characteristics unequalled by any other section of the orchestra. While the percussion ensemble is a stimulating medium for composers to explore, it is also a sound source that, because of the very nature of its particular strength and character, can easily outwear its welcome. It must therefore be treated with special consideration and care.

The four composers whose works I have adapted to create this program are all quite different from each other; yet, I have approached them as a single musical organism, with the hope that, even after transfer to the same sound source, they would co-exist with each other without giving up or cancelling out any of their respective original characteristics of style, color or content.

Beethoven: Scherzo from the Ninth Symphony

This is the most conservatively — I might say most  "classically"— restructured of all the pieces here recorded. Relatively few, and very basic, percussion instruments are employed in this transcription. In the original work instrumental color is subordinate to development and structure, and the percussion scoring faithfully reflects this fact. Here, once a percussion instrument has been assigned the material of a given instrument in the original scoring (e.g. xylophone for violin 1, or wood block for horn pedal), that representation remains constant throughout the entire section of the work, even though it might be felt that the overall sound would be enhanced by the addition of a fresh percussion sonority. In this sense, the metallic instruments (glockenspiel, vibraphone, triangle, cymbal) are used in the section just before the recapitulation chiefly to clarify Beethoven's structure rather than as a purely coloristic device.

Instrumentation in (8 parts): xylophone/ xylophone, glockenspiel/ suspended cymbal and vibraphone/ tambourine, 4 wood blocks (high-low), 2 mounted castanets, glockenspiel/ marimba/ 3 snare drums (high-low), 4 temple blocks, small triangle, bongos, tambourine/ timpani/ anvils, gourd, maracas, claves, tambourine, antique cymbals, gong, tam-tam.

Pachelbel: Canon in D

This work, composed much earlier than the Beethoven, lends itself naturally to a larger percussion palette because of its canonic nature. In order to clarify the texture, I wrote for various instrumental blocks, in differing spaces — principally groups of glockenspiels, groups of vibraphones, groups of xylophones — generally left to right across the stage. Andrew Kazdin, recording producer, recognized this concept in the score and devised a recording plan that captured the idea stereophonically. This arrangement moves from the highest, brightest register of the ensemble (high-pitched metals) to the very bottom and darkest range (timpani, tam-tam, etc.), in the concluding section prior to the final D major flourish.

Instrumentation: timpani, marimba, glockenspiels, vibraphones, xylophones, snare drums, triangles, bell tree, suspended cymbals, gongs, maracas, claves, castanents, sleighbells, bongos, tambourine, cabasa, wood blocks, temple blocks, antique cymbals, tam-tam, chimes.

Berlioz: March to the Scaffold (from Symphonie fantastique)

Pace Hector! I have added a new beginning and an ending to this dramatic and instrumentally colorful movement, which allows for a far greater instrumental flexibility than the preceding works. Color is here an indispensable element, just as in Berlioz's original. In addition to extra instruments not heard in Beethoven and Pachelbel, conventional sound sources are altered to produce new sonorities (e.g. cymbal played with a bass bow, "bending" notes on the vibraphone, etc.).

Instrumentation: timpani, vibra-slap, marimba, suspended cymbals (bowed), wind machine, gongs, tam-tam, ship's bell, sizzle cymbal, bass drum with cymbals, glockenspiels, vibraphone, chime, slap-stick, xylophones, bongos, snare drums, tambourine, roto-toms, wood blocks, metal pipes, tenor drum, hand cymbals.

Bizet: Carmen Fantasy

Here I have tried to create a shifting, more or less "operatic" series of pieces with a large international assortment of percussion instruments: standard Western, Oriental, Latin and some old African instruments newly discovered by many American percussion ensembles. The sequence of pieces in this Fantasy (which does not follow the order of the opera) runs:

Introduction (newly composed)

Habanera

Entr'acte to Act IV
Entr'acte to Act II
Gypsy Dance

Entr'acte to Act III

Seguidilla

Toreador Song

Finale (with new coda).

Among the special instruments and effects employed here should be mentioned the waterphone and tuned gongs (Finale), African thumb piano (Act IV Entr'acte), lion's roar (Seguidilla), chimes played with triangle beaters (Act IV Entr'acte), hand-clapping and foot-stamping (Gypsy Dance).

Instrumentation: timpani, gourd, cowbells (tuned and untuned), tambourines, triangles, castanets, temple blocks, wood blocks, antique cymbals, chimes, marimba, xylophones, glockenspiels, vibraphone, kalimba (African thumb piano), bamboo rattle, slap-stick, sleighbells, cabasa, gongs, snare drums, tenor drums, timbales, bongos, roto-drums, Chinese glissando cymbals, sizzle cymbal, suspended cymbals, maracas, vibra-slap, metal castanents, bell tree, wind chimes, claws, waterphone, rute (birch twig, on bass drum), anvils, tuned Thai gongs, African log drums, lion's roar, tam-tam.

A final word must be added here about the people who brought to life what I had written. Having been a percussionist myself, I knew exactly the kind of performers I needed: seasoned professionals capable of a one-time-for-recording performance. Eight players performed each of the works recorded here: this in itself attests to their virtuosity, for the newly published versions call for ten players to cover the same material. All eight were superb, all-stars in the best sense. (A special thanks to Bob Ayers and Adrian Wilcox for filling in for 2 percussionists during the last 26 seconds of the Carmen Fantasy.)

	Danney  ALKANA
	Rock The Bach
	1999
	43:17
	label: Four Winds Entertainment (IL, USA)

Produced by Danney Alkana & Lee Smith

Producer's Notes

In December of 1997, I'm driving down Cahuenga Blvd. in Studio City, California on the way to a recording session, when I punch into the Mark and Brian show on KLOS. They are about to do an old-fashioned style radio drama of  "A Christmas Carol" with a great cast, including Mark Hamill as Scrooge. To entertain the live audience at the show, a rock band cranks up as they go into a commercial break, playing an instrumental that's familiar but strange -- it's Bach! All I can think offs I've got to do an album like this, but who can possibly pull it off? Six months later back in Chicago, an old friend, Kevin Dulaney tells me a demo tape is on the way from a Southern California guitarist named Danney Alkana. I'm really impressed with Danney's playing on the tape, and give him a call. He tells me he loves Jeff Beck, Eric Clapton, and Jimi Hendrix, but he mainly listens to classical music. I about fall off my chair.

I have come to discover that Danney is an extraordinary talent. The former music major's ability is such that he simply listens to a recording of Beethoven, and plays all of the instruments without the score. Its all in his head and his fingers. After eight months of working on the album, I can only look back and say that I'm very blessed to have hooked up with Danney. Is there any question that this was meant to be?

---- Lee Smith
Personal Notes
Many years ago, while I was visiting a friend, I happened to hear music coming from his eldest sister's room that would make a dramatic change in my life. At the time, I was about 16 years old and had been very much into playing the drums for the previous four years. I loved groups such as the Jimi Hendrix Experience, Cream, Led Zeppelin, Deep Purple, and Jethro Tull. But when I heard this music coming from the room, I had the burning desire to learn how to play guitar. I asked my friend "Who is that?" "Its the Jeff Beck Truth album," he replied. That week, I got my first guitar.

Most of my adolescent years were spent practicing and playing the piano too. I loved playing and listening to the great composers, mainly from the Baroque era. My favorites were Bach, Vivaldi, Handel, and Mozart. I also had a fondness for Renaissance and Gypsy music (and still do).

Seven years of study and hard practice had passed when I got my first break in the music business. I had the opportunity of meeting B.B.Dickerson, the bass player from the group War, who promised to come see me play at a local club. As promised, he came. A week later, I signed a management contract, and started recording. My group was called Alkana, and the album was well received on a local level in San Bernadino County, selling 30,000 copies. Unfortunately, a dispute between management and the record company would end my hopes of an international release. Finding myself without record company support, I decided to start over again.

I moved away, and played in many different bands, looking for the right players to start something new. I was touring nationally, as well as playing around the Orange County and LA. night club scene. Finally, I met a very talented drummer/song writer and we put together a band called Excalibur with the best musicians we could find. I felt that with our talent and neo-classical rock sound, we were as good as anybody out there, world class. We began writing songs, and made a demo tape. It was very strong. Our demo got interest from three different companies. This was great news! But the great news was short lived, when our drummer/co-founder decided to quit. Being too embarrassed to contact the record companies and tell them that the group was breaking up, I came to the decision to give up music entirely. If the best thing I ever did wasn't going to work, I thought, nothing would. That was December of 1981. I put down the guitar for good.

Fast forward fourteen years. While working part-time in a music store, I met a guitar player from a popular local heavy metal band, and we became friends. He wanted to hear me play from day one, so after continued hounding, I gave in and grabbed a guitar and played some of my "stuff" for him. We started jammin' together just for fun. Now I wondered, what do I do with this guitar? Feeling good about playing again, I started getting up at 4 a.m. every day to practice for a couple of hours before work. After six months, I started writing songs. They flowed quickly, and I found myself making a demo tape. This time, I played all the instruments myself—no more headaches and limits from others. After finishing the recording, I called a friend, who advised me to send the tape to Four Winds Entertainment.

A month or so passed by, when I received a phone call from Lee Smith, President of Four Winds. After a short conversation, he asked me if I would like to do a special project. Not even asking what the project was, I quickly replied "Sure!" He then asked me "Do I hear a Baroque influence in your music?" I replied "Yes, I love music from the Baroque period." Lee then asked the question "Would you like to make a rock'n'roll album using classical works? Take Bach, and rock it up?" Little did Lee know that it had always been a dream of mine. I never had the guts to make a demo of such in fear that I would be laughed at by the record companies. But I always thought it could be very cool and progressive. And you know what? It is very cool!

For the classical purist, I would like you to know that I truly mean no disrespect by playing music by some of the great​est composers the world has ever known! My intentions are to promote the Masters to a listener who may never have been exposed to classical music otherwise.

For the rocker, my greatest desire and hope is that you wear out this CD, experiencing many hours of enjoyment, and perhaps wanting to hear more. If so, I will be there.

---- Danney Alkana

	Lorenzo ARRUGA & Dave LOMBARDO
	Vivaldi: The Meeting
	1999
	35:33
	L. Arruga [conductor]; D. Lombardo (см. тж. с FANTOMAS в разделе ‘Alternative’) [d, perc]; L. Avanzi [oboe]; M. Scappini [fl]; O. Dantone [harpsichord]; C. Garnini [organ, k]; C. Calvi [contralto]; P. Quagliata [soprano].

Исполняются отрывки из произведений Вивальди в арранжировках L.A. & D.L.

ANTONIO VIVALDI

Antonio Vivaldi would be 321 years old; not bad for one of the most evocative composers even today. But in 1741 when he died, his fame was not as widespread as it is now. In those days music was very popular but little attention was given to the composers. In Venice he was called the Red Priest because he had red hair and because he was, in his own way, a priest. There were those who questioned his loyalty to the holy church by murmuring that in those times a cassock was welcome in important milieus: aristocratic salons, important meetings, the right cultural circles and maybe even into secret bedrooms. In any case he certainly recited prayers daily like good priests. It was with a prayerbook in hand that he met Italy's best-known playwright, Carlo Goldoni, a fellow Venetian. What a scene it was. Goldoni was little more than a boy when he was despatched to the already famous opera composer to help him arrange the libretto (the text to which an opera is set). "I found him", he later wrote in his Memoires, "surrounded by sheets of music and holding a prayerbook. (...) Ah ha, they tell me that you are the one responsibfe for the improvements in the opera La Griselda?...". Vivaldi continued to mix frenzied and brisk gestures and parts of the conversation with prayers from his praverbook, "Domine ad adjuvandum... Ah here it is. Did you see this? It is a moving and engaging scene. The author of the libretto put a haunting Aria here but Miss Giraud (Vivaldi's favourite student), who will be singing it, would prefer a livelier piece of music with more life and emotion. I don't know, with fractured dialogue, heavy sighs, passions...". There was no way that Goldoni could object. While the Red Priest paced back and forth reciting psalms and hymns, the young playwright quickly began to show what he was worth. "Vivaldi read it", concludes Goldoni. "looked up, read it again and errupted into cries of joy, called for Miss Giraud who was in the next room, embraced me and swore he would never again ask for any other poet but me".

Miss Giraud very often lived with Vivaldi. To those who were shocked by this he would reply that she was his nurse, there to look after the Maestro's blessed tight chest. He suffered from bronchial asthma. Once, the bishop of Ferrara denounced this scandalous behaviour and prevented the couple from attending an opera. It was 1737 and Vivaldi did not yet have a large following. Those in power did not trust him because in his operas Vivaldi would often extol the virtues of liberty. Today it is difficult to understand why, in those days, operas were so socially important. But the theater was at the center of social life and noble families who owned opera stalls listened to operas over and over again, one evening after another, with their guests. Not only was Vivaldi a great opera composer but he was also an expert at restoring opera productions. His work includes almost 98 titles: both original scores and librettos adapted to previously composed music. He personally supervised the performances and was also an impresario during the concert tours. He would earn, he would lose, he would argue, he would spend. Above all he was a believer. As a young man he was responsible for teaching the violin at the Picta conservatory, one of those music schools which took in orphans and illegitimate or abandoned children who were often sick, fragile and confused. Vivaldi became the head maestro, the musical director of this conservatory for girls. And little by little he began to compose music specifically tailored to their abilities, exalting them and creating his now mythical concerts.

Miss Cecchina, Miss Irene and all the others became formidable soloists and hundreds of scores were written. But still today the notes that flow from the virtuosity and sound of the violin, the pining and joyful quivering of the mandolin, the mysterious rumbling of the bassoon, the low or bold loping of the flute and the sound of the oboe rattling bones and thoughts sound like they were only created today but, at the same time, they evoke images of a dazzling, magical, nostalgic and ravishing Venice. Which Venice was it? It was, in fact, the same one as always; a city of canals, calles (narrow streets), campielli (small city squares) and bridges. Venice was not as built-up as today. It was greener and more colorful. Gardens were reflected in the water and hanging branches seemed to bow down to the boats which glided by silently. It was the Venice of paintings; of Longhi's neat and spacious interiors, of Guardi's walls that seemed to touch each other, of Tiepolo's bright and luminous clouds and of the blueness of Canaletto's skies. Whoever has visited Venice will remember sounds which are evocative of ancient ones, such as the rustling of silk clothes, the more muffled sound of the poor, the clatter of clogs of ordinary girls going to and from and, always, the mewing of cats and the splashing of gondolas in the water and silences. It was a fascinating city, at the beginning of its decadence.

	Uri  CAINE
	Gustav MAHLER / Uri CAINE:

“Urlicht / Primal Light”
	1997
	72:49
	Down Beat 48th Annual Critics Poll: Electric Keyboards Of The Year TWDR (2000)
Uri  CAINE - см. полностью список его CD в 'Alternative'

label: Winter & Winter

All songs arranged and adapted by Uri Cane.

Uri Caine [p]; Arto Lindsay (см.) [v]; Dean Bowman [v]; Dave Douglas (см. в “Jazz’; тж. с: John Zorn, Masada) [tp]; Don Byron (см. в “Jazz’) [cl]; Dave Binney [s s]; Josh Roseman (см. в  ‘Jazz’) [trb]; Mark Feldman [vln]; Larry Gold [cello]; Danny Blume [g, el]; Michael Formanek [b]; Joey Baron (см. в  ‘Jazz’) [d]; Aaron Bensoussan [cantor and hand drums]; DJ Olive [turntables].

Большинство участников присутствуют так же в проектах John ZORN’а (MASADA и. др.) и его лэйблов, тж. с Vinicius CANTUÁRIA
Ури Кейн — мухыкант по мировоззрению и подготовке совершенно современный. Имея образование классического пианиста, зна​менитых учителей, беспредельный исполнительский аппарат и любознательность челове​ка эпохи постмодерна, он производит продук​цию, очень для такого набора характерную. То есть весьма экстравертную, эффектную и виртуозную музыку, крайне насыщенную гармо​нически, часто атональную, полиритмическую и исключительно изобретательную. В отличие от многих современников, однако, Кейн не боит​ся чисто жанровых выступлений.

--- Play
1. Symphony #5 – Funeral March

2. The Drummer Boy – from “The Boy’s Magic Horn”

3. Now Will The Sun Rise As Brightly – from “Songs of The Death of Children”

4. I Often Think They Have Merely Gone Out! – from “Songs of The Death of Children”

5. Symphony #1 “Titan” -- #3rd movement

6. Symphony #2 “Resurrection” -- Primal Light

7. I Went Out This Morning Over The Countryside – from “Songs of A Wayfarer”; Symphony #2 “Resurrection” – Andante Moderato

8. Symphony #5 – Adagietto

9. The Drunkard In Spring – from “The Song of The Earth”

10. Who Thought Up This Song – from “The Boy’s Magic Horn”

11. The Farewell – from “The Song of The Earth”

	Uri  CAINE
	Uri Caine / Gustav Mahler:

"Dark Flames"
	2003
	77:03
	label: Winter & Winter

Uri Caine [p]; Ralph Alessi [tp]; Don Byron (см. в 'Jazz') [cl]; David Gilmore [g]; Mark Feldman [vln]; Bao-Li Zhang [erhu]; Yi Zhou [pipa]; Sisi Chen [yangquin]; Tao Chen [dizi]; Michael Formanek (см. в 'Jazz') [b]; dj Olive [turntables, electronics]; Jim Black (см. в 'Jazz') [d]; Kettwiger Bach Chor [v] with Wolfgang Klasener [conductor]; 

voices: Aaron Bensoussan, Sadiq Bey, Sepp Bierbichler, Julie Patton, Barbara Walker.

	Uri  CAINE
	Wagner e Venezia
	1997
	55:27
	label: Winter & Winter

Mark Feldman – 1st violin

Joyce Hamman – 2nd violin

Eric Friedlander (см.) – violoncello

Drew Gress – ac. bass

Uri Caine – piano

Dominic Cortese – accordion

1. Libestod (Tristan und Isolde)

2. Ouverture (Tanhauser)

3. Ouverture (Lohengrinn, 3 Akt)

4. Prelude (Tristan und Isolde)

5. Ouverture (Die Meistersinger von Nurnberg)

6. Der Ritt der Walkuren

7. Ouverture (Lohengrinn, 1 Akt)

	Uri  CAINE
	Robert Schumann: Love Fugue
	2000
	65:25
	label: Winter & Winter

Klavierquartett Es-Dur, op. 47 (by Robert Schumann)

Federica Valli – Forte Piano

Stefano Barneschi – Violin

Marco Bianchi – Viola

Paolo Beschi – Cello

Dichterliebe, op. 48 (after Robert Schumann)
Uri Caine – Piano

David Gilmore – Guitar

Mark Ledford & David Moss (см.) – Vocals

Shulamith Wechter Caine & Julie Patton – Poets

Mariko Takahashi – Narration 

	Uri  CAINE
	The Goldberg Variations
	2000
	76:26 77:29
	label: Winter & Winter

Aria and 70 Variations for various ensembles adapted, arranged and composed by Uri Caine after Johann Sebastian Bach.

Lyrics by Sadyq Bei (см. тж. с Don BYRON в 'Jazz'), Barbara Walker, Tracie Morris, Marco Bermudes.

Uri Caine – Silbermann forte piano, harpsichord, Hammond organ, k

David Moss (см.), Vinicius Cantuaria (см. в 'Latina'), Dean Bowman, Barbara Walker – v

Ralph Alessi – tp

Don Byron (см.) – cl

Paul Plunkett – baroque tp

Josh Roseman (см. в 'Jazz') – trb

Bob Stewart – tuba

Cordula Breuer – soprano & alto recorder

Greg Osby – a s

Liz Alessi - bassoon

Drew Gress – b

Reggie Washington – el b

Ralph Peterson - d

Milton Cardona – perc

Kettwiger Bach Ensemble

Quartetto Italiano di Viole da Gamba

Koln String Quartet

a.o. (strings)

CD II #4, 6, 25 recorded and produced by DJ Olive

CD I #6, CD II #29 recorded and produced by DJ Logic

CD I #10, 25, CD II #23 recorded and produced by Boomish

	CLASSIC  GOES  VOICES
	New Classic Rock-Sound
	1994
	53:58
	conductor: Don Romano; production + sound design: Romano Bais

1. G. Verdi 'Der Troubadur'

2. G. Rossini 'Il Barbiere Di Siviglia'

3. G. Puccini 'La Boheme'

4. C. Orff 'Carmina Burana'

5. R. Leoncavallo 'I Pagliacci'

6. G. Puccini 'Madame Butterfly'

7. C.M. Von Weber 'Preziosa'

8. G. Rossini ' Il Barbiere Di Siviglia'

9. W.A. Mozart 'Die Zauberflote'

10. G. Verdi 'Aida'

11. C.W. Gluck 'Alceste'

	Don  DORSEY
	Beethoven Or Bust
	1988
	50:25
	label: Telarc

Don Dorsey [synthesizer] plays Beethoven 

1. "Rage Over a Lost Penny" Rondo a Capriccio in G major Op. 129 [6:13]

2.-4. Mixed Bagatelles [6:52]

5.-7. "Moonlight" Sonata [14:52]

8. Various Variations (from 15 "Eroica" Variations, Op. 35) [6:30] 

9. Presto from Sonata No. 6 [3:49] 

10. Six Ecossaises [2:17] 

11. Fur Elise (Albumblatt) [2:50]

12. Scherzo: Allegretto vivace from Sonata No. 18 ("Western") [4:35] 

13. Ode to Ludwig (based on Ode to Joy from Symphony No. 9) [1:37]
Ludwig van Beethoven (1770-1827) was often referred to by his contemporaries as the greatest living composer. Like Mozart, Beethoven displayed prodigious musical talents from a very early age. He eventually mastered a number of instruments including the violin, viola and organ. However, it was as a pianist that Beethoven initially gained recogni​tion. By contemporary accounts he was, without qualification, the greatest piano virtuoso of his era. Technique aside, Beethoven possessed a talent which has a special relevance to the music making ofourown time. His skills as an improviserwere seemingly limitless. To the delight of his Viennese audiences, the composer always reserved a portion of his concerts for an extended feat of his improvisational skill.

Beethoven's personal life was far from successful. His many romantic liaisons all culminated in heartbreak. Much to Beethoven's regret, he was to remain single until his death. Far more devastating was Beethoven's tragic deafness. The condition first ap​peared when the composer was in his early thirties and became progressively worse throughout his life. Beethoven documented his sorrow in countless diary entries and letters:

"Thou mayst no longer be a man, not for thyself, only for others, for thee there is no longer happiness except in thyself, in thy art—0 god, give me strength to conquer myself, nothing must chain me to life:' (May 13,1813)

Despite or perhaps because of Beethoven's personal afflictions, his legacy to western music is unique. Beethoven inherited the stylistic mantle of Mozart and Haydn and transformed it into a highly individual art. He literally stretched the bounds of the Vien​nese classical school to its outer limits, ushering in a new artistic sensibility which came to be called Romanticism. In Beethoven's hands the symphony and piano sonata, forms cultivated by Mozart and Haydn, took on expressive dimensions hitherto untapped.

In several respects Beethoven might be considered the first modern composer. Not con​tent with exclusive aristocratic appreciation of his music, Beethoven was directly respon​sible for the organization of concerts open to the public, thereby reaching the broadest possible audience. His obsession with the emotive possibilities of music dominated 19th century composition and is very much an aesthetic facet of our own epoch.

It was Beethoven who seriously explored the potential of the piano as an i nstrument in its own right, not as an adjunct to the harpsichord. Throughout Beethoven's career the piano dominated. In addition to the famous piano sonatas, Beethoven composed a voluminous amount of music for the instrument.

The Bagatelles are short, character pieces, written with a definite mood. Translating from the French "to trifle," these pieces are often short in duration and usually, but not ex​clusively, light-hearted in tone. Beethoven composed three sets of bagatelles in all: Opus 33 (1799-1802), Opus 119 (1820-1822) and Opus 126 (1823). The ever popular "Fur Elise" (1808-1810) is subtitled a bagatelle, although it is not part of the three published sets. Ironically, the title represents a misreading on behalf of Beethoven's publisher. The com​poser had actually written "Fur Therese" in his typically illegible scrawl, the dedication referring to Therese Malfatti, one of the composer's many inaccessible lady-loves.

The Rondo a Capriccio in G major, Opus 129 has the humorous subtitle, "Rage Over A Lost Penny" It was most probably written early in Beethoven's career around 1795, but not published until 1828, the year after the corn poser's death. Legend has it that the publisher was alluding to Beethoven's less than ideal virtues as a housekeeper. The music was thought to suggest the irascible composer angrily scrounging through the clutter of his lodgings in search of a lost coin.

The French term Ecossaise translates to "Scottish." The name refers to a type of country dance of questionable origin. One theory states that this energetic dance was derived from an ancient Scottish dance while another suggests it was merely a French impres​sion of how a Scottish dance should sound. Nevertheless, the ecossaise was so popular that it became quite the vogue in the sophisticated ballrooms of 18th century Paris. Always intrigued by dance forms, Beethoven published this set of Six Ecossaises in 1823.

The Piano Sonatas of Beethoven represent one of the true landmarks of music history. Beginning with Sonata No. 1 in 1796 and concluding with Sonata No. 32 in 1822, Beethoven composed a string of masterpieces, broad in range and profound in expres​sion. Many of the sonatas bear nicknames devised by Beethoven himself or by his many associates. One such case in point is the famous Sonata No. 14 of 1801, "Moonlight" Its first movement was likened to a boat floating langorously in the moonlight on Lake Lucerne, Switzerland.

Using Beethoven's penchant for extra-musical references as his cue, Don Dorsey has un​covered a program of quite another sort in Piano Sonata No. 18, Op. 31, Mvt. 2, marked Scherzo: Allegretto vivace; Don suggests it could be the type of music which might ac​company a silent film. The film, to be specific, is a vintage western complete with a showdown and dramatic exchange of gunfire!

[...] Beethoven, the man and the composer, has so become a fixture of our cultural heritage that it is rare to encounter a puzzled stare upon mention of his name. Throughout his career Beethoven was always the experimenter and innovator, always tackling new heights in his art. It is with that in mind that we present this recording.

—Alien Cohen
A CONVERSATION WITH DON DORSEY
Alien Cohen: Can you explain how you are able to produce such vivid, tactile and spatial ef​fects with your synthesizers? It seems possible to reach out and grab the sounds.

Don Dorsey: It's a combination of recording techniques and my sound selection/program​ming philosophy.

There are three specific techniques that I use in the recording process that contribute to the qualities you mentioned. First, I don't record anything in mono. Every "sound" or part has multiple components, which are spread across a stereo field. These different com​ponents may have different attacks, tone qualities, or tuning, or they may be slightly time shifted from each other.

Second, all time shift or tuning effects are done inside the synthesizers or sequencers, and the signals godirectly to digital tape from the synthesizers to maintain the integrity of the waveforms.

Third, I use little reverberation. Much of the produced music we hear has reverb added to make it sound deeper and larger, as if it were in a great space or hall. I don't add much, if any, reverb. I prefer to have my music take on the characteristics of your listening room and become much more real to you, the listener. Overall, I'm not nearly so concerned with predetermining exactly what you will hear in your home as I am with the idea that it just be good wherever you hear it. For me, half of the fun is hearing how the sound changes from one playback system and listening environment to another. Every room and pair of speakers sounds different anyway, so why try to fight it by adding lots of reverb.

On the sound selection and programming side, I very rarely use commonly heard syn​thesized sounds. To interpret the music in a dignified (but fun) way, I select sounds that are familiar in quality. I have no interest in trying to synthesize orduplicate a piano sound, but I am very interested in sounds that can convey the spirit of a keyboard performance.

I also have great affinity for sharp(transient) sounds. The clarity and definition of this type of sound is striking. Because synthesizers are not colored by acoustics, much more musical detail is discernable. This is also magnified by the incredible amount of control I have, first over the shaping of the sound, and then over the articulation both during and after a performance.

AC.; Can you explain what you mean by "during and after" a performance?

D2 : I always start by actually performing the music- It's essential to do this in order to cap​ture the energy and spirit of a piece. The keyboard performance is recorded on the digital sequencer in my Synclavier, which stores all of the key depressions, velocities, pedal changes and so forth in digital data form. To re-create the performance, the sequencer plays back the data via MIDI* to whatever other synthesizers I select, substituting the in​formation for my performance. It's like the ultimate player-piano.

Now, after l have a good performance recorded Jean "cheat" a little. I can go into this data and correct any fluffs. I can edit any note length or velocity, move pedal controls around, add a tiny hesitation, or even change keys if I so desire. This allows me to polish a piece to achieve a sort of super-human performance, one which would be nearly impossible for anyone to create in real-time, especially mef It's akin to the technique of editing multiple takes together on tape to achieve a better overall result, but it's all done with data manipulation before recording.

A.C.: Do you perform at the actual tempos we hear?

D2: Mostly, yes. For some of the more adventureous pieces like the "Rage Over a Lost Pen​ny," I reduce the tempo slightly for accuracy. If I try to play too fast, there are likely to be more notes that need to be corrected (which is time consuming and tedious, and to be avoided). It is a compromise, however, because it is very difficult to capture the right per​formance feeling at a slower tempo.

A.C.: So you have control over the qualities of the sounds and over the note characteristics to whatever degree you choose?

D2: Yes. Almost to the point of distraction. It may be difficult for many people to realize the significance of an extra millisecond here or there. Even if these individual milliseconds of time aren't directly detectable, they have a combined effect that is undeniable. But each decision to add a few milliseconds here or there, and the time required to actually add them and evaluate the result becomes lengthy, and that is another reason why it is easier to perform the music the way I want it to begin with, and then do minor polishing.

For example, in "Fur Elise,’' I spent quite a bit of time fussing with milliseconds and velocities in the familiar half-step eighth note figure so that it could "float" between 3/4 and 6/8 time. To the casual listener, it sounds like the whole piece is in 6/8, but if you happen to be in the right frame of mind, that idea pops into 3/4 for one bar each time it appears. Without the subtle alterations, it just sat there in 6/8.

A.C.: Some composers are relying more and more on electronically generated music, causing many musicians to express concern over the possibility of being supplanted by synthesizers. Do you forsee a day when musicians will become obselete?

D2: Don't be silly. If musicians become obsolete, then who will play the synthesizers?

But really, my feeling is that the synthesizers were created to do things that instruments can't. As long as that is how they are used, no one (except other synthesizer players) has anything to worry about. Until a violin gets a ten octave range, filters, sequencers and things like that, it won't be able to do the things that I can do with an electronic keyboard. And conversely, no keyboard can extract all the subtleties of a violin, and to even come close takes a tremendous amount of effort which might be better spent doing something that hasn't been done before.

But, there are those people who insist on really trying to "be" violins with their keyboard. When I first worked with synthesizers, that's what everybody asked me to do. At the time, creating a similar tone by ear from oscillators and filters was a major task. Now the technology exists to analyze a violin sound and have a computer re- create it synthetically, or to actually take digital recordings (samples) of violins and play them from a keyboard. There is a great temptation for people with these sophisticated devices to produce "substi-toot" tracks, as I call them.

Another undesirable side effect is that before too long, musically untrained individuals could lose the ability to distinguish between "real" and "substi-toot" music, not because it is really a close imitation, but because they will be hearing so much of it. Because of the economics of the recording industry, people tend to say, "Oh, that's very close and it's cheaper, so we'll use it"

But, there is an upside to all of this. Many projects which would never have been produced because of great expense, can now be done inexpensively. Young composers and ar​rangers are able to test, hear and produce ideas which they would otherwise have been unable to afford.

In the long run, I believe, the problems will work themselves out. We may have to go through a period of time where samplers and synthesizers are doing a lot of the work that "real" musicians did. After we get through this period of time, the real instruments will be rediscovered, and sound new and different again. Eventually, I think, all instruments, acoustic or electronic, will co-exist happily. After all, we live in an exciting time and are ge​nuinely fascinated by what our technological development has been able to accomplish. You can't really blame people for wanting to fool around with these new toys.

AC.; How did you decide on Beethoven as the follow-up to BACHBUSTERS?

D2: I've always been fascinated with order — science, mathematics, mechanical things and very practical studies in general. I think that is oneof the reasons Bach's music is built into my soul, if you will. Beethoven presented a very different challenge — that of real emotion. One of the things that drew me to it was that it is so different from Bach. For me, Bach and Beethoven are opposite ends of the musical spectrum (keeping in mind, of course, that the musical spectrum has at least 17 ends)!

One of the other things that is built into my soul is a fascination with the relationships bet​ween sound and visuals. When I hearagood piece of music, I see pictures in my mind, and I am particularly taken whenever I find visual and sonic or musical elements put together in a very effective way. A good movie score melds with the picture to become a single emo​tional experience.

Beethoven's melodies are rife with emotional experiences, with visual implications. Some references are specific, such as the "Moonlight" Sonata or "Pastoral" Symphony. Others may exist only in my imagination, but here are some of them for your consideration and amusement.

A.C.: So you feel Beethoven had a western scenario in mind when he composed Sonata #18?

D2: On the original manuscript, in the lower right-hand corner of the third page is written "mit schutzen", or "with shooting". (It's in my handwriting, but it's there!)

A.C.: Hmm. You have certainly succeeded in capturing a spirit of frustration in "Rage Over a Lost Penny"

D2: I guess a penny was worth quite a bit more then.

A.C.: Some purists will have problems with your addition of drums.
D2: What better way to vent frustration than to beat on something? But, I should also add that even though the drum sounds often contain sampled elements, I am not putting a drummer out of work. I play drums too, so I'm only guilty of replacing myself!

Наверное, этот тонкий китч на темы известных эпизодов из произведений Бетховена не обязательно должен служить для того, чтобы слушать раскрыв рот. В качестве фоновой -- сия музыка великолепна – создаёт весёлое и благожелательное настроение.

Аналогичный прикольный проект обработанной для электроники классики см. ниже: TOMITA “Pictures At An Exhibition”. 

	Chris  HINZE
	Sketches And Variations On Bach
	1987
	61:26
	Original archives recordings 1974-1976, Vol. II.

C.H. [fl], featuring Louis van Dijk and Jan Goudswaard.

	Bill LASWELL
	Operazone:

The Redesign
	2000
	51:25
	Bill Laswell – construction, production. Alan Douglas – conception, production.

With: Material String Orchestra; Karl Berger [string and horn arrangements, k]; Graham Haynes (см.) [cornet, fl h]; Byard Lancaster [t s]; Marc Helias (см.) [ac b]; Becky Friend [C-flute, alto flute]; Diva Goodfriend [alto flute, bass flute]; Mark Taylor [fr horn]; Vincent Chancey [fr horn]; Krystof Witek [vln]; Hector Falcon [vln]; Denise Still Well [vln, viola]; Ralph Farris [vln, viola]; Garo Yellin [cello].

1. L’ELISIR D’AMORE: Una Futiva Lagrima (Donizetti)

2. LA TRAVIATA: Love Theme (Verdi)

3. SAMSON & DALILA: Mon Coeur S’Ouvre A Ta Voix (Saint Saens)

4. TURANDOT: Nessun Dorma (Puccini)

5. LA TRAVIATA: Prelude (Verdi)

6. LA FORZA DEL DESTINO: Overture (Verdi)

7. TOSCA: E Lucevan Le Stelle (Puccini)

8. TOSCA SECOND ACT: Orchestral Background (Puccini)

9. Reprise

	Jacques  LOUSSIER
	The Newest Play Bach In Digital Recording
	1984
	72:34
	label: Start Rec. (England) / King Rec. (Japan) Paddle Wheel

Jaques Loussier [p]; Vincent Charbonnier [b]; Andre Arpino [d].

	Jacques  LOUSSIER
	Bach To Bach
	1988
	43:09
	Live in Japan 1986

Jacques Loussier [p] – With the enormous talent and extraordinary virtuosity he is the trio’s composer and conductor. Without any visible effort whatsoever he shapes everything in the most natural way and in perfect symbiosis with the music of Bach. Loussier was born in Angers in 1934. He started piano lessons at the age of ten and at sixteen he entered the Paris Conservatoire studying under Ives Nat. [...] His affinity with the music of J.S.Bach gradually revealed itself as he became seduced by its richness and improvisational possibilities. He adapted it to suit his own rhythmic requirements and overlaid the purity and strictness of Bach’s music with his own sensual touch. In 1959 he formed the Trio Play Bach: fifteen years of tours followed, along with the sales of six million records. Together with his trio he communicated his passion to a whole generation at home and abroad: a phenomenon was created which had an enduring impact on contemporary musical life.

Vincent Charbonnier [b] – A bassist who achieved the Premier Prix at the Conservatoire of Paris and studied classical music with Jaques Cazauran. He is recognised as a new, brilliant talent and his technique and skill in both jazz and and classical music earned him his place inside the Jacques Loussier Trio.

Andre Arpino [d] – Possesses a stature achieved through forty years spent with music at its most diverse: he knew how to compose with moods and characters as diverse as Sammy Davis and Charles Aznavour. His quiet strength, controlled technique and total self-confidence allows him to enter the sphere of super natural swing.

	Jacques  LOUSSIER
	The Greatest Bach
	1988
	60:05
	состав как выше ( + только на этом CD участвует [tp] )

	Jacques  LOUSSIER
	The Best Of Bach
	1993
	58:41
	состав как выше

	Jacques  LOUSSIER
	Play Bach 93 - Les Nouveaux Themes
	1993
	51:15
	состав как выше.
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	Jacques  LOUSSIER
	Play Bach 2000   [2CD]
	1995
	46:21 53:02
	состав как выше

	Jacques  LOUSSIER
	Plays Bach
	1996
	69:02
	label: Telarc.      состав как выше

Many jazz pianists over the years have tried their hand at "swinging the classics." The Harlern "stride" players of the 1920s and 1930s loved theworks of the great composers, and Fats Waller and James P. Johnson would throw in a little piece of Bach or Beethoven to their rent-party performances, just as middle-of-the-road radio stations today are wont to include Handel's Water Music or Bach's Sheep May Safely Graze in their playlists. With Fats, it went both ways, and as well as recording his versions of the classics for radio tran​scription services, he loved to interpret his own pieces in classical style, like his celebrated 1941 Honeysuckle Rose (a la Bach, Beethoven. Brahms, and Waller). Art Tatum caught the habit, and lightly jazzed up the works of many composers, including Massenet and Dvorak, and, so naturally, his modern jazz disciple Bud Powell did the same thing for Blue Note in the 1950s with Bud on Bach. Bach has always had a particular fascination for jazz players. Maybe this is because of the similarities between Bach's wonderful continuo lines and the function of the jazz rhythm section; maybe it's because Bach himself was a great improviser, and something of that skill lingers in his melodic lines; or maybe it's because his mastery of counterpoint has all the hallmarks of the best jazz collective improvisation. Nevertheless, since Waller's Bach Up To Me in 1936. and Benny Goodman's 1938 big-band recording of Alee Templeton's Bach Goes to Town in 1938. Bach has had a special place in the affections of the jazz-playing community. Templeton's composition also brought jazz onto the program of many classical concerts. His gentle fugue was a party piece for performers like harpsichordist George Malcolm, who paid it the sincerest tribute of all by writing his own jazzy sequel, Mr. Malcolm Goes to Town, and issuing it back to back on a seven-inch EP, just as a young French pianist called Jacques Loussier was beginning his own experiments with jazz and Bach in the late 1950s. Loussier is the man who has brought Bach and jazz together better and for longer than anyone in history. His original Play Bach Trio, which he founded in 1959 and which sold over six million albums until it broke up in 1978. was one of the icons of 1960s popular music, reaching a public that had no other interest in jazz but which responded to Loussier's familiar themes in a chamber jazz setting just as enthusiastically as it did to the gentle counterpoint of the Modern Jazz Quartet. Loussier launched a musical trend that was widely imitated (among others by that great Gallic institution the Swingle Singers, founded in 1963) but which was never surpassed. "All my life, I wanted to mix jazz and the classics," says Loussier, "You'll see from my many albums and my compositions for soloists and orchestra how I've tried. Also, I love Pink Floyd, the Beatles, and other groups, and in my work today you'll hear something of their influence as well. Before I founded the new Play Bach Trio in 1985, I spent several years in the country in Provence, operating a recording studio where I encountered musicians like Pink Floyd, Sting, and Eiton John, while researching how the technology of synthesizers could bring something new to all kinds of music. In my violin concerto, or the new piano concerto on which I'm now working, you'll hear how I bring to the orchestra sounds you simply can't get from a normal orchestra. I love new atmospheres and new sounds." This album opens with Loussier's new trio playing Fugue No. 5 in D Major, one of the pieces from the "Forty-eight" that was the closing track on his very first album back in 1959. Listeners who know his earlier work will be surprised how much his approach has changed over the years. Instead of the brittle hard-edged sound of his original keyboard attack, Loussier's own touch is now softer and more flexible, but just as capable of opening up to full force as it once was. as he shows within a few measures. Says Jacques: "I think I'm improving in my improvisations. My new trio gives me so many different options. The original group was very much a jazz trio, but now we have other influences which allow us to work together in different ways, with so much more freedom. Vincent Charbonnier, for instance, is such a virtuoso bassist, he's capable of playing any kind of music. He's worked with Boulez, he's played in symphony orchestras, and any night he's not working, you'll find him playing in a jazz club somewhere. Andre Arpino is also a fantastic musician, and between us we now have a wider stylistic palette than ever before. That's why when you hear the Italian Concerto you'll hear almost no changes to the first movement from my original jazz conception of the piece, but there have been real changes, real evolutions in the way we approach the second and third movements. To some extent that's because of the way in which the structure of Bach's original opens itself up for improvisation, but it's also because of the different way we work together." The third movement is now resolutely marked "presto," whereas in Loussier's original it was just coyly marked "finale." It is here in this headlong scorching performance that Loussier defines his art at its very best. in his twinkling negotiation of Bach's original lines with underlying alterations in tone from Arpino, before Charbonnier's bass forsakes Bach's lines for walking basslines and the trio launches into straight-ahead jazz. Charbonnier's bass has a prominent role in the Pastorafe in С Minor, once a vehicle for Loussier's experiments with jazz on the organ, but now a sparkling bass feature. The Air on a G String is Loussier's best-known arrangement. Its very fame means that (like all successful popular tunes) Loussier cannot vary the piece much from performance to performance. By contrast, his arrangement of the Toccata and Fugue in D Minor has plenty of opportunity to allow improvisation, and performances vary greatly from one to another. The version here is another perfect example of Loussier's art, with moments for all the trio to display their skills and examples of the rhythmic variety that has grown into their performances from the years of working together. The rock-inflected Gavotte in D Major leads by way of some gentle Caribbean rhythms into the grand finale, the longest individual work on the album, the Concerto in D Minor. Here is a synthesis of all his current approaches to this music: respect for Bach, improvisation, rock and jazz rhythms, solos all round, variations in tempo — and Loussier even introduces the idea of a piano cadenza between movements as another example of "classical" thinking influencing the shape and style of his jazz performances. The new Play Bach Trio is clearly alive, vibrant, and well on this evidence, and Loussier more than just a jazz player who "swings the classics." He proves here, as he has for the best part of four decades, that he has genuinely created something of his own. To "creer des oeuvres," to create new works is, he says, his purpose. In this marriage of jazz and the classics, as in all the best marriages, there is something old, something new, something borrowed, and some​thing blue. — Alyn Shipton (Alyn Shipton is an English jazz writer and critic whose work appears regularly in 'Gramophone' and on ВВС radio. Jazz piano is one of his particular interests, and he has published biographies of Fats Waller and Bud Powell.)

	Jacques  LOUSSIER
	Antonio Vivaldi: The Four Seasons
	1997
	58:05
	label: Telarc

"When I do an arrangement," says Loussier. "1 look at the music and decide what part is going to be played in a classical style, which part as jazz improvisation, and which will be the appropriate places for free cadenzas for the bass or the piano. Vivaldi's music is very different from Bach's, not least because of the difference in structure. In Bach, the theme often resembles the kind of thirty-two measure sequence familiar to jazz musicians, and the underlying harmonies are very strong. But Vivaldi is different. His themes are closer to the strong melodies you find in popular music, and many pieces he wrote are, effectively, songs. Unlike Bach, who develops a harmonic idea, for much of the time Vivaldi repeats a single theme but alters the tone color, using the string orchestra to achieve this. This is what gives The Four Seasons its special atmosphere.

"If you play this music with a jazz trio, you are approaching string music with an essentially percussive sound. You can't hold or sustain the sounds as you do with strings. So 1 have had to try and achieve different 'lighting' effects, using the bass and the drums, to represent the changes in color in Vivaldi's original. It is essential to capture the sparkling nature of his music, but 1 also want to interpret Vivaldi in the spirit of the twenty-first century, using his orchestral writing as a jumping-off point. 1 feel the time is right to do this, since my own playing, writing, and improvising has continually been developing over the years, and whereas before I was not ready to tackle composers other than Bach, 1 feel now is the time to achieve something very interesting with the music of Vivaldi."

Loussier feels that he should retain the clarity of the original, and pay respect to it, but that his combination of jazz feeling and compositional skills will bring different shapes and colors into his interpretation. He also believes that Vivaldi's ability to encapsulate the feel of the changing seasons in the four concerti that make up the set is little short of miraculous.  [...]

	Jacques  LOUSSIER
	SATIE: Gymnopedies, Gnossiennes
	1998
	51:33
	label: Telarc.

Jacques Loussier [p]; Benoit Dunoyer de Segonzac [b]; Andre Arpino [d].

Compositions of Jacques Loussier on Themes of Erik Satie.

The works of the French fin-de-siecle composer Erik Satie have long held a fascination for musicians in almost all fields. His little set of Gymnopedies has appeared more than once in soundtracks of films by Louis Malle, in rock treatments by Blood, Sweat and Tears, and in crossover jazz and classical settings by James Galway and Cleo Laine. These dances (inspired both by the classical Greek anapafe, in which young men danced in formal movements based on wrestling and boxing, and by Flaubert's vivid evocation of ancient Carthage in Safammbo are among Satie's earliest works, and also his best-known. But what is the secret of their enduring appeal? And what led one of France's leading pianists, famed for his jazz interpretations of baroque composers like Bach and Vivaldi, to try his hand at exploring Satie's music in a jazz context? Jacques Loussier says, "I was attracted both by the qualities of surrealism in Satie's music and by the great purity of sound in these piano pieces. In their original form they create an esoteric atmosphere, and I have chosen to extend this, investigating their meditative aspects, researching what they have to say about our inner selves. There's no room in these pieces for any kind of display of planistic technique such as you might find in my interpretations of Bach or Vivaldi. Instead, I'm taking a completely contrasting approach and looking deep into the music." To those who know Loussier only from his Play Bach discs, this may seem a startling departure. Yet for much of his career. Loussier has explored a wide range of musical territory, both as composer and pianist, and in his own works such as Pulsions, or his Mass for the 21st Century, there are strong pointers to his interest in Satie. Such indicators exist also in his enthusiasm for the jazz pianists John Lewis and Keith Jarrett, both of whom have explored the ideas of modes, repetitive motifs, and minimal texture that are such an integral part of Satie's innovatory writing. No jazz pianist has yet gone as far as Loussier does on this recording in exploring the meditative and improvisatory possibilities in Satie's music. Even more remarkably, Loussier conducts his exploration within the standard instrumentation of the jazz trio without, for example, resorting to the Japanese and Balinese trappings of Tony Scott's famous Music for Zen Meditation [см.]. Erik Satie (1866-1925) is a controversial figure in French music, for a long time perceived as little more than a stylistic bridge between the work of Chabrier and Satie's friend, Debussy. Yet since the publication of Alan M. Gillmor's critical biography of Satie in 1988, it has become more and more apparent that such a perception will not do. Satie may not have followed the conventional career of a great composer in terms of his wayward and dissolute life, and he significantly failed to shine as a pianist during his checkered years at the Paris Conservatoire from 1879 to 1886. Yet he developed a sound world of his own that owed nothing to the predominant Wagnerian esthetics of the period, and which triggered a new line of musical development that can be traced directly through Debussy and Ravel via Milhaud to the works of John Cage, Steve Reich, and Philip Glass. It was a supreme paradox that a man whose musical thinking was so neat and tidy should live much of his life amid the chaos of fin-de-siecle Montmartre, with its bizarre nightlife, bohemian freedom, and host of illicit pleasures. On the other hand, it was precisely his immersion in the exotic atmosphere of Montmartre that made it possible for Satie to create such ground-breaking music, free from many of the conventions that bound the thinking of his contemporaries. Not only was Satie a musical innovator, but he became deeply involved in the revolution in all the arts that was taking place in Paris at the dawn of our century, befriending Cocteau and Brancusi, and collaborating with Picasso on the ballet Parade, where the painter's designs and extraordinary costumes matched a score that adds typewriters and sirens to the instruments of the orchestra. Such surreal thinking had its origins in Satie's Gnossiennes, the first of his works in which he included witty and eccentric comments on the piano score. In due course, this led into an almost Dadaistic subtext to every piece, but between 1889 and 1897, when all six Gnossiennes were written, Satie restricted himself to such comments as "sans orgueil" or "ouvrez la tete" — "don't be proud" or "think freely." It is clear that in his interpretations, Jacques Loussier has taken Satie's slightly surreat instructions to heart. The disc starts with the first of Jacques Loussier's own variations on Gymnopedie No. 1. The original was written in 1888, by which time Satie was already adopting such odd conventions as writing without bar-lines to divide the measures. Nine years later, Debussy produced his famous orchestral version of the piece. For this disc, Loussier elected to compose his own set of variations on the first Gymnopedie, rather than work through all three of Satie's original dances which are fundamentally similar in structure and content. This first variation keeps close to the familiar simple pastoral theme with its repeated modal lines. In the second Gymnopedie variation, the trio injects jazz feeling into a more up-tempo, repetitive, circular theme, but the piece again dramatically captures the meditative atmosphere of Satie's work. The piano and the bass of the trio's newest recruit, Benoit Dunoyer de Segonzac, trade phrases towards the end: the bass takes on the melodic motion, allowing Loussier to fragment his piano line towards the fade.

The first of the six heard here, Gnossienne No. 3 (which was famously orchestrated by Poulenc in 1939) is built on whole-tone and oriental scales — the piano overlays scalar figures over a repeated modal underlying pattern, and the whole piece contains a sense of suspension from reality. The bass patterns of the rock era underpin the opening of the next piece, but as in the original score of Gnossienne No. 6, the piano motif is repeated in different keys and levels. Loussier's performance leaves space for the bass to take over before it merges back into patterns. The piano re-enters with a low-key sense of drama, progressively built up by Andre Arpino's brushwork. Gnossienne No. 2 opens with the bass playing the simple melody and retains a dark feeling with the bass featured prominently throughout. The third variation on Gymnopedie brings the listener back to the clear, unadorned landscape of the opening track. Loussier introduces short, almost skittish, improvisatory ideas, and as with his Bach playing, it is hard to tell where Satie ends and Loussier begins. Anyone familiar with the original Gnossienne No. 4 will immediately recognize the extended left-hand arpeggios of the original with the melodic line intact and the bass emphasizing the descending minor chord structure before the trio moves into a freer section with some piano improvisation over attenuated arpeggios. Arpino's drum solo brilliantly maintains the prevailing mood until the piano re-enters. Gnossienne No. 5 was actually the first of this series to be written, with its complex thirty-second note flourishes. Satie's biographer, Alan Gillmor, wrote: "It has its parallel in the collage techniques of the cubists, whereby bits and pieces of familiar material are juxtaposed in new and fresh relationships." The jazzy section that follows the bass solo in Loussier's reinterpretation is just such a collage — Loussier abandoning his usual headlong drive for something altogether more impressionistic — and this is the word that best describes the return to the opening theme. Gymnopedie variation four returns to the earlier contemplative mood before a more overt rhythmic content enters in Gnossienne No. 1, a subtle drum backbeat and updated bassline producing a very contemporary sounding trio performance. In the closing Pas a pas, a Loussier original played just as a piano solo, Loussier demonstrates his supreme keyboard artistry, and carefully positions his own creative imagination midway between the two parallel twentieth-century traditions that grew from the 1890s: jazz and the modernism pioneered by Erik Satie. — Alyn Shipton Jazz critic for the London Times and presenter of jazz programs for ВВС Radio.

	Jacques  LOUSSIER
	Ravel's Bolero
	1999
	51:55 52:32
	label: Telarc (Ohio, USA)

Jacques Loussier [p]; Benoit Dunoyer de Segonzac [b]; Andre Arpino [d].

Because so much of his career has involved the jazz interpretation of baroque music, and (in his Play Bach Trio) specifically that of J. S. Bach, it is easy to forget that Jacques Loussier is himself very much a part of French musical life. Not only is he a distinguished composer, with a mass, several concerti, and a number of film scores to his credit, but as an instrumentalist he trained at the Paris Conservatoire. His teacher there, Yves Nat, was a man who had been celebrated by Saint-Saens and Faure, and became a protege of Debussy. Indeed it was Debussy who launched Nat's international career in 1909. With such a direct lineage to the generation of Impressionist composers, it seems amazing that Loussier has not been drawn to investigate their work before.

For years, Loussier refused to make overtly commercial albums in which he expanded his scope beyond Bach simply to produce "swing" versions of the classics. In his 1997 arrangement of Vivaldi's Four Seasons, Loussier unlocked a new vein of creativity and self-discovery, in which he looked for a deeper level of exploration altogether. Having followed up this excursion into the Italian baroque with a look at the founding father of French minimalism, Erik Satie, this present album explores Loussier's very personal connections to the work of French Impressionists. It covers two very different aspects of Impressionism: a new interpretation of Bolero by Maurice Ravel (1875-1937) and seven short compositions by Loussier that were inspired by Monet's paintings of water-lilies or "nympheas."

"The first piece on the disc, Bolero, presents many of the same musical problems I confronted in The Four Seasons," says Loussier. "For a start, it's so well-known that whatever I do I can't forget or avoid the original. It has an immediate international significance, by which I mean that audiences all over the world recognize it at once, and welcome the piece into concert programs. So the challenge was to do something different, bring something original to Ravel, but to arrive at an end result where I had, you might say, altered the recipe, but preserved the flavor."

Every percussionist will tell you that the most significant feature of Ravel's original composition was the repeated snare drum rhythm that recurs relentlessly throughout the piece. This kind of repetition had been a major compositional device in much of Ravel's writing since his 1892 setting of Verlaine's Le ciel est, pardessus le toit. He explored the hypnotic effect of rhythmic or tonal repetition in several other pieces, but nowhere more than in his "Spanish" works, of which one of the most influential was his Habanera of 1895, a form to which he returned in his Rhapsodic espagnole in 1907. Bolero is a late example of his experiments with the device, written in 1928 at the behest of the dancer Ida Rubinstein, who wanted a short Spanish ballet.

In Jacques Loussier's version, the snare rhythm does not appear until fairly late in the piece. Instead, the hypnotic rhythmic pattern begins on the cymbal. Even when the cymbal moves to an offbeat in the first jazz section of the piece, the inexorable underlying pulse is preserved. Loussier's opening phrasing uses some dramatic intervals in its voicing, but quickly introduces some jazz-inspired flurries, before opening up over a walking bass into a fully fledged jazz solo. Yet Loussier is too wily a soloist and too respectful of Ravel to alter the character of the piece too much: he continues a slow build, and even at the height of his solo the phrasing still hints at Ravel's melodic contours.

Ravel was a master of orchestration, able to infuse instrumental color into works originally conceived just for piano, such as Moussorgsky's Pictures at an Exhibition. Here Loussier reverses the process, and captures the essence of Ravel's orchestral coloration in his powerful piano phrasing — both before and after Andre Arpino's dramatic percussion solo, with its tuned tom-tom interjections.

It is this process of pianistic coloration that continues into the second section of the disc — the seven "Nympheas." The painter Claude Monet (1840-1926) moved to his garden at Giverny in 1883, where he set about the two projects that were to dominate his last years as a painter. The first project was the organization of his output into a series of related paintings, where the minute alterations in color and lighting as the hours, months, and seasons passed were documented in groups of paintings, such as his series of Haystacks (1891) or Rouen Cathedral (1894). The second project was the creation of a water garden, an oasis of tranquility, in which Monet diverted the Epte river through a series of pools, rivulets, and larger ponds, around which he grew water lilies, irises, and willow trees. Much of his twentieth-century work combined these two projects, so that his final paintings are powerful, emotional explorations of the abstraction of light and color in the plants and pools of his beloved garden.

At the end of World War I, Monet undertook to donate of a series of such paintings to the French nation, and these were eventually installed in the spring of 1927, a few months after his death, in the lower gallery of the Orangerie at the Tuileries gardens in Paris. It is these massive paintings of water-lilies that have inspired Loussier's sequence of new pieces, which combine Impressionism, musical color, and the nuances of jazz into a fascinating collage.

"I feel naked against the force of nature when I see Monet's 'Nympheas'," says Loussier. "These pictures have all the perfume and beauty of nature. I have traveled to see the original gardens, and I have approached what I saw on canvas and at Giverny in the spirit of the Impressionists. By this I mean both the Impressionist painters, and also the composers Debussy and Ravel, whose work I have studied in depth."

It would be a mistake to think of Impressionism as lacking in power and dynamism. The alternation between classicism and strong rhythms in the second piece, or the powerful drums in the third, are perfectly in place in Loussier's concept of musical Impressionism, even if it is the gentler images that remain in the mind: the watery rills of the opening piece, or the contemplative solo piano of the fourth. What Loussier has achieved here is a fascinating new direction for his work that continues to explore his French heritage and the common ground between the classical and jazz traditions.

— Alyn Shipton
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Jacques Loussier [p]; Benoit Dunover de Segonzac [b]; Andre Arpino [d].

«...Дебюсси обнаруживает тенденцию к выискиванию странного. В его произведениях много преувеличенного чувства колорита... и неопределённого импрессионизма — одного из самых опасных врагов правды». Так оцени​вали первые работы своего выпускника педагоги французской Академии изящных искусств. В раздражённом тоне этого и других нелестных для Дебюсси высказываний есть доля правды. Его музыка дейст​вительно «странная» — она не вписывается в рамки какого-то одного стиля академической музыки, и, возмож​но, даже вообще находится за границами академической музыки.
Стиль Дебюсси ещё при его жизни определяли как «музыкальный импрессионизм». Но сам Дебюсси импрессионистом себя не считал: «Я пытаюсь найти новые реальности. Дураки называют это импрессионизмом.»

«... Новый диск французского пианиста Жака Люсье, имя которого уже давно связывают с лейблом Telarc. На сей раз Люсье играет Дебюсси. Трепетная экспрессия этого джазового пианиста, а также исключительно аккуратное отношение к музыкальному материалу позволило положить на полотно джазовых синкоп такие, на первый взгляд, полярные жанры, как классика барокко (Бах, Вивальди) и минимализм Эрика Сати. Подобные опыты ставились многими музыкантами, но настолько органично сплавить разные стили до Жака Люсье удавалось только ансамблю The Modern Jazz Quartet. Жак Люсье доказал, что музыка в целом едина, и для настоящего мастера не существует формальных жанровых границ. Ни в малейшей степени не принизив величия классики, Жак Люсье создал интереснейший музыкальный сплав, не привязанный к какому-то определённому времени и стилю.» -- Легионер
“Жак Лусье с успехом продолжает осваивать классическое музыкальное наследие. Еще в 60-х годах серия «Jacques Loussier Trio Plays Bach» прославила его как лучшего и вполне самобыт​ного джазового интерпретатора музыки И.С.Ба​ха. В 90-х годах он выпустил новые альбомы, посвящённые творчеству Баха, Вивальди, Равеля, Сати, и вот теперь — Клода Дебюсси. Сейчас в трио Жака Лусье играют Бенуа Дунойе де Сегонзак на басу и Андре Арпино на бараба​нах. Музыка по-прежнему одинаково привлекает как эстетов, так и самых обычных слушателей. Интерпретации классики — больная тема, породившая множество малоинтересных опусов и откровенных спекуляций. На этом фоне все альбомы Жака Лусье выделяются действительно уважительным отношением к оригиналу, легко узнаваемым собственным стилем и в то же время их просто приятно послушать. Возможно, по этой причине его альбомы продаются огромными (для джазовой музыки) тиражами. 

Сам Жак Лусье так отзывается по поводу своей новой работы. «Это был очень естественный отклик на красоту его музыки. Я очень уважаю и люблю его музыку и звук, и красота гармонии взволновала меня, когда я пытался переложить его произведения в рамки джазового трио. Мой учитель знал Дебюсси очень хорошо, учился у него, но это на самом деле никак не повлияло на моё решение записать его музыку. Это был ис​ключительно личный выбор.»”   --- Play
1
Clair de lune [7:59]

2
Prélude à l'après-midi d'un faune [10:42]

3
Arabesque (from Deux Arabesques) [6:18]

4
La Fille aux cheveux de lin (from Préludes Book l) [4:39]

5
L'isle joieuse [6:00]

6
Rêverie [5:05]

7
La Cathédrale engloutie (from Préludes Book l) [6:18]

8
Syrinx [3:54]


Composed by Claude Debussy. Arranged and published by Jacques Loussier

In 1997 Jacques Loussier made a decisive move away from his work of the previous four decades by creating a Jazz Interpretation of the music of Antonio Vivaldi. Up to that point in his career -- aside from a successful parallel occupation as a composer -- he had focused on the music of J. S. Bach, continuing to develop massively popular versions of pieces like the "Air on a G String" or the Italian Concerto, which he had begun doing In 1959 with his original Play Bach Trio.

His recording of Vivaldi's Four Seasons (Telarc CD-83417) opened up new ways for his trio to combine jazz improvisation with the classical repertoire. It used timbre and tone color, plus a variety of rhythmic backdrops, to approach music that lacked the obvious structural and harmonic parallels with jazz offered by Bach. As a consequence, Loussier felt that his current trio was now ready to undertake regular performances of music with a very different character, and his subsequent projects have explored the compositions of Erik Satie (Telarc CD-83431) and Maurice Ravel (Telarc CD-83466).

It was inevitable that after investigating these two great French composers, Loussier would turn to their contemporary, Debussy: there is a close connection between the work of all three musicians. For a start, Debussy himself produced an orchestrated version of his friend Satie's minimalist "Gymnopedies" in 1896, the very same work that Loussier himself was drawn to just over a century later.

Debussy's relationship with Ravel was complex. Ravel clearly admired Debussy, saying that it was not until he heard "Prelude a l'apres-midi d'un faune" that he understood what real music was. Yet there was professional jealousy, as Ravel believed that Debussy had used ideas from his "Habanera" in a later piece called "La Soiree dans Grenade," and Debussy countered by accusing Ravel of shameless Americanism, rather than following more Gallic instincts. There was a resultant coolness between the two composers, but between them they created a body of work that both consolidated ways of using impressionism in composition, and -- as Pierre Boulez has pointed out -- awakened a spirit of modernism in French music just as Baudelaire had done in French poetry.

I suggested to Jacques that there was another, more personal reason why he might have been drawn to the work of Debussy, since Jacques's own professor at the Paris Conservatoire, Yves Nat, had himself been a protege of the composer who in 1909 helped launch Nat's career. But Jacques denies any such concept of apostolic succession, and tells me it was the music itself that inspired him: "It was a simple reaction to the beauty of his music. I admire and love this music, and the sound, the beauty of the harmonies attracted me to exploring whether I could interpret it with the trio. My teacher knew Debussy very well, having been taught by him, but that really had nothing to do with my decision to record this music. That was an entirely personal choice."

Loussier continues: "Everybody knows a piece like 'Prelude a I'apres-midi d'un faune', especially its famous slow introduction with its haunting melody for the flute, so the challenge for the trio is to match the same atmosphere created by the orchestra and to follow that very familiar opening with some appropriate improvisation. I had to work hard to find a suitable place to position the improvisation within the overall structure of the piece, where our ideas would blend with the concept of the original composition. To tackle the atmosphere, I had to think hard about what to play on the piano -- you simply can't physically play all the notes that are written for the orchestra -- and I had to find other ways of creating the tonal effects. So, for example, soon after the opening I decided to replace the arpeggios that are normally played by the harp, and give these as rhythmic figures to the drummer, Andre Arpino, who plays them on his cymbals. That creates a comparable impression, and we also use the combination of the double bass and piano to reinterpret some of the orchestral colors."

What Loussier has achieved takes us back to the inspiration of the piece, a poem by Mallarme, which Debussy dramatized by using perpetual slight variations on his melodic material to symbolize the dreams of the faun, just as we all have recurrent thoughts in our own dreams. Loussier's piano voicing is somehow reminiscent of the sounds of flutes, cor anglais, and horns, and Arpinos triangle refers back to the antique cymbals prescribed by Debussy in the original orchestration.

Debussy's music origlnally written for the keyboard requires a very different technique from the baroque repertoire with which Loussier is more usually associated, and I wondered if tackling a piece as well known as "Clair de lune" made Loussier think particularly about his touch. "Well," he says, "I always have to adapt my way of playing according to the kind of music. You're right that the piano music of Debussy involves a very different technique from Bach, and I think I've adapted to an appropriate feeling for this impressionist's style."

Contemporary accounts tell us of Debussy's own approach to the piano. "He cradled it, talked softly to it, like a rider to his horse, a shepherd to his flock, or a thresher to his oxen," says one witness to a recital in the 1890s, and this tenderness comes across in Loussier's approach. A good example is "Arabesque," one of the earliest pieces by the composer to make an impression on the public, and in which Loussier's keyboard approach creates a luminous, transparent quality, as he also does in the unaccompanied opening to "Reverie," which also dates from the 1890s. "Arabesque," like "Clair de lune" also has a beautifully played upper register bass solo, showing how swiftly the trio can transfer the melodic emphasis of a piece from one member to another.

Loussier creates a very different feeling in "La Fille aux cheveux de lin," where he subtly introduces a gentle gospel rhythm. This is far from inappropriate, because in the last two decades of his life, Debussy was also fascinated with African-American music and composed his own cakewalk in imitation of the popular style that led up to jazz itself. But Loussier believes that Debussy's main influence on jazz has been his harmonic language, the impressionistic chords that so fascinated musicians from pioneers like Bix Beiderbecke to modern players like Bill Evans. I suggested to Jacques that Debussy's fascination with jaunty American rhythms combines with his ability to create pictures in sound in a piece like"L'lsle joyeuse," which was inspired by Watteau's famous painting "L’Embarquement pour Cythere."

"In a piece like L'isle joyeuse," Loussier reflects, "which was written in 1904, a couple of years before the "'Golliwogg's Cakewalk," I have not tried to develop the ragtimey rhythms of that period, but instead I've put in a section of fully fledged jazz improvisations that use Debussy's harmonies as a starting point. In this album, I am playing music that dates from 1888 to late in Debussy's career, around 1913. And although in the beginning I think some of his piano works are easier, his works get more ecaborate and difficult over time, which is a challenge for any pianist; the real pleasure comes from his harmonic language, which does not change."

He continues: "I particularly like his atmospheric or pictorial pieces, and none more so than "La Cathedrale engloutie." There, I've created a double atmosphere of darkness and underwater feelings. I've changed the approach to darkness by using the lowest range of the double bass to create an impression of being in the twilight depths. This and the use of percussion are a good example of the way that -- since working together with the members of the current trio, Andre Arpino and Benoit Dunoyer de Segonzac -- we've developed ways of thinking and working together so that we're almost like a single solo instrument. In other words, our trio is almost like a living organism that plays the three instruments together like a single person. This cohesion has helped us explore Debussy's music with a great sense of common purpose, and I think the results are one of my favorites out of the many, many albums I have made over the years."

---- Alyn Shipton (Jazz critic for The Times of London and presenter of BBC Radio jazz programs).

АМЕРИКАНСКИЙ ЛЕЙБЛ "TELARC" "ЗАЦЕПИЛ" ПИАНИСТА ЖАКА ЛУССЬЕ, КАК И МНОГИХ ДРУГИХ ДЖАЗОВЫХ И ОКОЛОДЖАЗОВЫХ МУЗЫКАНТОВ, В НАЧАЛЕ 90-Х ГОДОВ. ПРОДЮСЕРАМИ ДВИГАЛА ИДЕЯ ВОЗРОЖДЕНИЯ ДЖАЗА КОНЦА 50-Х, И НА ДЕЛЕ ОНА ОКАЗАЛАСЬ ОЧЕНЬ НЕПЛОХА. МАСТЕРСТВО ИМЕНИТЫЕ ДЖАЗМЕНЫ С ГОДАМИ НЕ РАСТЕРЯЛИ, КОЕ У КОГО ДАЖЕ ПОЯВИЛИСЬ НОВЫЕ МУЗЫКАЛЬНЫЕ ИДЕИ. А ДАЖЕ ЕСЛИ И НЕТ — ГРОМКИЕ ИМЕНА И ВЕЛИКОЛЕПНОЕ КАЧЕСТВО ЗВУЧАНИЯ ВСЕХ ВЫПУЩЕННЫХ НА "TELARC" ДИСКОВ С ЛИХВОЙ ИСКУПИЛИ ЭТОТ НЕДОСТАТОК. ДЭЙВ БРУБЕК, МОНТИ АЛЕКСАНДЕР, РЭЙ БРАУН, МАККОЙ ТАЙНЕР И МНОГИЕ ДРУГИЕ СМОГЛИ ПРОДОЛЖИТЬ СВОЮ КАРЬЕРУ В ЗВУКОЗАПИСИ. ОДНАКО ПОСТАВИТЬ В ЭТОТ ЖЕ РЯД ИМЯ ЖАКА ЛУССЬЕ, ПОЖАЛУЙ, НЕВОЗМОЖНО. ТАК КАК ОН ПО-ПРЕЖНЕМУ НЕ ВПИСЫВАЕТСЯ НИ В ДЖАЗОВЫЕ, НИ В КЛАССИЧЕСКИЕ, НИ В КАКИЕ-ЛИБО ДРУГИЕ РАМКИ.

Жак Луссье видимо, до конца жизни обречён на роль "белой вороны", или лучше сказать — изгоя. Так бы​ло в 60-х годах, когда вышли пять альбомов серии "Jacques Loussier Trio Play Bach", мгно​венно ставшие популярными сначала на ро​дине артиста — во Франции, а затем и во всём мире. Так было в период поисков и экс​периментов 70-80-х годов. Так продолжает​ся и по сей день. Джазмены (в особенности джазовые критики) отрицают его принад​лежность к джазовой музыке — имени Жака Луссье не найти ни в одной американской джазовой энциклопедии. Любители класси​ки при упоминании Жака Луссье обычно лишь презрительно фыркают. Для популяр​ной музыки он слишком сложен и элитарен. Несмотря на миллионные тиражи альбомов и всемирную популярность, Жаку Луссье не нашлось места ни в одном из стилей или на​правлений музыки: в первую очередь, благодаря музыкальным критикам. Даже орга​низаторы московских гастролей Jacques Loussier Trio не нашли ничего лучше, как по​местить на концертной афише подзаголовок "Изысканный китч" — определение, подхо​дящее Жаку Луссье и его музыке не более, чем какое-либо другое. Другой вопрос — на​шел ли сам Луссье своё место в музыке?
Попытка провести хоть какие-то коррект​ные аналогии тому, что делает трио Жака Луссье, приводят нас к творчеству именитых классических музыкантов начала века - Хейфица, Крейслера, Сарасате. Они тоже пред​почитали глубине трактовки излишнюю сен​тиментальность и надрыв, мало обращали внимания на изначальный смысл исполняе​мого произведения, да и на сам нотный текст. Можно также вспомнить обычных та​пёров — многие из них были прекрасными музыкантами с неудачно сложившейся судь​бой. С первыми Жака Луссье роднит слиш​ком вольное обращение с классикой, со вто​рыми — как ни странно — столь же сложная и противоречивая судьба и затянувшиеся творческие метания.
В 13 лет Жак Луссье уже прекрасно играет на гармонике. В 15 лет он продолжает обу​чение музыке по классу фортепиано у Ива Ната в Парижской консерватории. Но тем​перамент Жмака Луссье мало подходил для консерваторских занятий, и в 18 лет он бро​сает учёбу. Начиная с 18 лет, Жак непрерывно занимается тем, что обычно называют "поиски самого себя" — и поиски эти не закончились по сей день. С 1952 по 1960 год он посетил 32 страны мира — Куба, Иран, Бразилия, Израиль, Соединенные Штаты сме​няли друг друга, как картинки в калейдоско​пе. Жак играл в цыганском оркестре кабаре "Монсиньор", зарабатывая себе на жизнь. Он был известным аккомпаниатором, высту​пая с концертами и записывая пластинки с такими звёздами французской эстрады, как Катрин Саваж, Жаклин Франсуа, Лео Ферре. Вершиной его аккомпаниаторской деятель​ности стало долгое и плодотворное сотруд​ничество с Шарлем Азнавуром, благодаря которому Жак Луссье и приобрёл наконец-таки должную репутацию во Франции. Ре​путацию прекрасного аккомпаниатора и та​лантливого пианиста. При этом ещё не упо​мянуты работа в Телерадиокомпании Алжи​ра, запись "Rapsody In Blue" Гершвина и ещё много-много всякого разного.
Естественно, что столь разноцветная творческая биография (и география) не могла не отразиться на манере фортепианной иг​ры Жака Луссье, странным образом соеди​нившей в себе профессионализм и строгость академического стиля, цыганскую разухаби​стость, эстрадную лёгкость, не говоря уже о многочисленных наслоени​ях музыкальных культур, с которыми Жак по знакомился во время своих путешествий.
Первый альбом серии "Jacques Loussier Trio Play Bach, Vol. 1" вышел в 1959 году на леибле "Deсca" Ои был записан вместе с басистом Пьером Мишло и барабанщиком Кристианом Гарро: оба числились среди лучших джазмеиов Парижа. Для Жака Луссье запись произведений Баха в джазовой манере тогда была не более чем очередным экспериментом, попыткой сделать что-то такое, чего он раньше не делал. Однако именно этой записи, сделан​ной под сильным влиянием обработки Первой части баховского Кон​церта ре минор знаменитым гитаристом Джанго Рейнхартом, суж​дено было стать судьбоносной для Жака. Пластинка мгновенно ста​ла популярной сначала во Франции, затем — в Германии, затем — и в других странах. Судьба поставила жирную точку в творческих метаниях музыканта — отныне для всего мира он стал исполните​лем музыки Баха в джазовой манере. Луссье попытался было сде​лать вид, что ничего не произошло — уже в 1960 году он занялся совершенно другими делами: писал аранжировки для молодых французских бит-групп, одновременно сочинил музыку для театраль​ной постановки "Франк V" и самолично исполнял её в театре. Но с судьбой спорить было бесполезно. Вскоре была записана "Jacques Loussier Trio Play Bach, Vol. 2" и так далее вплоть до "Vol. 5", вышед​шей в 1965 году. Все пять частей серии раскупались, как пирожки на ярмарке, "Vol.4" даже получила титул лучшей пластинки Франции 1963 года. Состав трио и стиль игры оставались неизменными, ме​нялись только сами произведения Баха. Да ещё Луссье иногда пред​почитал роялю орган. Трио гастролировало по всему миру, пластин​ки издавались и переиздавались, успех был налицо. Лишь Америка, страна, для которой джаз стал не только символом национальной культуры, но и фактически американской классической музыкой, оставалась ко всему этому безучастной. Играя Баха, адаптируя его к формату джазового трио, Жак Луссье очень мало импровизировал. Из-за этого трио Жака Луссье в Соединенных Штатах никогда не вос​принимали всерьёз и не считали джазом. "Элитарное" искусство, каким стал джаз в 60-е годы, требовало прежде всего самовыраже​ния, демонстрации и даже навязывания публике собственной творческой индивидуальности. Быть может, консерваторские заня​тия не позволяли Луссье радикально корёжить гениальную музыку. Или, напротив, Луссье словно прятался за музыкой Баха, способной на любые метаморфозы. Как бы там ни было, но попытка сохра​нить разумный баланс между джазом и классикой, хотя и понрави​лась слушателям, сточки зрения музыкальных критиков казалась про​явлением желания усидеть на двух стульях. В 1965 году Луссье ре​шил было покончить с формулой "Jacques Loussier Trio Play Bach" — чтобы опять начать с нуля и возобновить свои метания. Но оказа​лось, что в ином качестве его уже никто всерьёз не воспринимает. Луссье сочинял музыку для театра и кино, построил прекрасную сту​дию (где, в частности, были записаны фрагменты альбома "The Wall" Pink Floyd), экспериментировал с электроникой, искал новые фор​мы в симфонической музыке, занимался ещё множеством самых разных дел — но для публики всё равно оставался и остаётся испол​нителем Баха. Академические музыканты по сей день считают Жака Луссье шутом, джазмены попросту не приняли его в свои ряды, а для популярных жанров он оказался слишком сложным. Даже сам себе Жак Луссье не угодил — не он выбрал себе дорогу, а публика приняла его в одной определённой роли. Впрочем, публика редко ошибается — она не знает стилевых различий и не озабочена про​блемой "форматов".

В новой серии альбомов творческая манера Луссье и его трио претерпела мало из​менений. Разве что задиристость и настоящий свинг 60-х уступили место вдумчивости и строгости.

Есть такая старая формула жизни: каждый должен делать не то, что ему хочется, а то, что у него лучше всего получается. Лучше всего у Луссье получается играть классику в джазовой манере. И похоже, он наконец-таки искренне полюбил это занятие.

--- Play

	Jacques  LOUSSIER
	HANDEL: Water music & Royal Fireworks
	2002
	54:25
	label: Telarc

Jacques Loussier [p]; Benoit Dunover de Segonzac [b]; Andre Arpino [d].

	Ray  MANZAREK
	Carmina Burana
	1983
	40:08
	Arr. By Philip Glass

	The  Kazu  MATSUI  Project
	Tribal Mozart
	1997
	45:00
	Keiko Matsui [ac piano]; Kazu Matsui [shakuhachi (bamboo flute)]; Derek Nakamoto [k, perc].

Music inspired from the compositions by A. Mozart.

  «Mr. Mozart, I knew you were a great writer. But I admit that I was not really a listener of classical music. That is the reason why I was thinking about this project for a long time. I wanted to enjoy your spirits in many different ways. I hope you don’t mind this one. And you know? We have felt, we touched your soul doing so. Thank you very much for the great treasures.»  -- Kazu.

Музыку Кейко Мацуи, японской пианистки-вундеркинда, часто называют элегантной. А что у слова "элегантный" неиз​бежно есть двусмысленный оттенок — так это в данном случае проблема коллег Кейко по жанру. Которые делают похожие вещи не в силу душевной потребности, а в силу ду​шевной анемии. Дьявольская разница, пусть и не сразу выплывающая наружу.

Кейко Мацуи вообще аккуратно говорит на чужом языке: как турист в каком-ни​будь Лондоне. Прозу назывет "литера​турой" и так и объясняет: я, мол, написала пьесу Night Hawk's Dream по мотивам ли​тературы великого японского писателя Кенжи Миязавы. Помимо литературы Миязавы, источниками вдохновения для своей музы​ки она называет полную луну, океан, высо​кий прилив, духи японских святынь, время и историю. Благодарит мужа и дочерей за вдохновение. Подобные тексты обычно про​износят какие-нибудь с ног до головы синие рэпперы на церемонии вручения им наград за вклад в дело мира. Правда, те ещё Иисуса благодарят. Но у японцев с Иисусом не та​кие интимные отношения.

Собственно, Кейко и вундеркинд — не​множко не в самом понятном для нас смыс​ле этого слова. Она училась игре на форте​пиано с пяти лет — так, насколько можно судить, в Японии детей всему отдают учить​ся именно в этом возрасте. Даже поверье та​кое есть, что ребёнок, которого отправят учиться чему-либо первого июня в тот год, когда ему исполнится пять, будет занимать​ся этим всю жизнь. В школе любимыми ком​позиторами Кейко были Стиви Уандер, Рах​манинов и Сибелиус — точно в таком вот порядке. Музыке она обучалась по програм​ме, поддерживаемой музыкальным фондом Yamaha, и поскольку была лучшей студент​кой, по завершении программы получила право записаться с помощью мощностей Yamaha. Более всего это напоминает вос​хождение по корпоративной лестнице в ка​ком-нибудь концерне по производству элек​троники, и то, что впоследствии Кейко Ма​цуи стала самой популярной женщиной-джазовым исполнителем в мире, в эту схему впи​сывается идеально. Квалифицированные азиатские специалисты ценятся в первую очередь именно в Америке.

Всё это сказано совсем не для того, чтобы кого-то в чем-то унизить. Просто постоянно упускается из виду, что восточный человек, делающий карьеру на Западе, будет следо​вать одним и тем же канонам при изготов​лении любой продукции. Кейко Мацуи, иг​рающая респектабельный smooth jazz, многими поклонниками чистоты жанра низ​водимый обзывательствами "полирован​ный", "коммерческий" и "примитивный", в сравнении с джазом "нормальным", не подчиняется меркам, которые подходят ар​тисту, скажем, американскому. То, что вер​но для Кении Джи или Fourplay, к ней не под​ходит. Там, где Кении Джи совершенно очевидным образом упрощает, подчищает и попросту привирает, Кейко Мацуи действи​тельно слышит, мыслит и играет на полном серьёзе. Даже если выглядит это совершен​но одного порядка вещами. Там, где экзаль​тированные в лучах софитов певицы R&B вы​дают стандартный набор того, что, по их мнению, "принято" думать — мол, спасибо Богу, Маме и Великому Продюсеру, — Кей​ко Мацуи говорит то, что действительно ду​мает — даже если результат звучит крайне схоже.

Только уяснив для себя эту разницу, не видную взглядом неподготовленным, воз​можно начать правильным образом воспри​нимать её пьесы — музыку действительно красивую, предельно простую, совершенно не виртуозную. И лишенную особого показ​ного блеска и беды всех коммерчески успеш​ных инструментальных жанров, а именно — перепродюсирования. Продюсер, муж Кей​ко — Казу Мацуи, делает для неё большую работу: аккуратно расставляет все эти лупы, грувы и сэмплы, перемежая их живыми инструментами, с тем расчетом, чтобы музы​ка, сохранив весь свой лоск, не выглядела высокотехнологичной. У неё другое предна​значение.

 --- Play

	The  Kazu  MATSUI  Project
	Tribal Schubert
	1999
	43:01
	label: Countdown / Unity (CA, USA)

Keiko Matsui [ac piano]; Kazu Matsui [shakuhachi (bamboo flute)]; Hajime Hyakokku [k].

Please visit Keiko and Kazu Matsui website at: www.keikomatsui.com   for our newsletters and tour schedule.

"Dear Mr. Schubert.

Thank you very much for the great melodies.

I heard your music when I was in Junior high school. It is very common in Japan to play your music at lunch time in school. I understand why they chose your music after we have completed this project. You are very sincere person and it shows in your music.

Sincerity is the most important things for school children to learn. It is the base of communication. That is why they chose your music (I think).

It is a very nice experience to spend time with you. You have been very accommodating person throughout the making of this album. You made us polite and at the same time adventurous. My wife, Keiko, enjoyed so much  playing your melodies and flew away from your hands.

At the end of mixing session, we said to each other: "He is back!" 

Thanks again.

Sincerely, Kazu Matsui

This album is dedicated to the teachers of public schools in the world. 

	NOVUM  GAUDIUM  &  Nusrat Fateh Ali KHAN
	Oriente / Occidente (Gregorian Chant and Qawwali music)
	1994
	66:08
	label: Materiali Sonori, 1997.

Nusrat Fateh Ali Khan [v]; Rochat Ali Khan [v]; Farrukh Fateh Ali Khan [harmonium, v]; Dildar Khan [tablas]; Mohammad Naqibi Shamasuddin [v]; Coro Novum Gaudium (vocal ensemble); instrumental ensemble: Pier Luigi Abbate [ghironda, salterio]; Sergio Lella [sordone]; Gianni De Gennaro [viella].

1. Dio Incontra L’Uomo                                 33:35

2. Oriente / Occidente (with Ali Khan)          32:33

  Proof of an extraordinary concert held in the cathedral of Bari for Time Zones Festival in the edition dedicated to the VIIIth centenary of the birth of Frederick II of Swabia, a great authority on the arts, both of the Western world and the Eastern one, and in his own way one who caused different cultures to mingle. Grgorian chant and Qawwali music were face to face (and in ‘dialogue’ with each other). Apparently distant modes of expression, but with the same popular roots. Excerpts from the gospel according to St. Luke and St. Matthew, two lieder by Hildegard Von Bingen, a long chant which interweaves Nusrat’s incredible voice with the soloists of the Novum Gaudium, a concluding melody of the Pakistan tradition. A chance for men and women to come closer through song and their communication with God. A prayer for unity among people.

	PILGRIMAGE
	9 Songs Of Ecstasy
	1997
	52:39
	label: Point

Rec. in London (live voc.) and NY.

Producers: Philip Glass, Kurt Munkacsi, Rory Johnston, Simon Cloquet & Eric Calvi [+ comp.&arr.].

Vocals: Philip Pickett & New London Consort with Catherine Bott.

Musicians: Simon Cloquet [k, p]; Eric Calvi [g]; Chris Minh Doky [b]; Phil Manzanera [el g]; Ben Neill [mutant trumpet]; Maria Kitsopoulos [cello]; Sandy Park [violin]; Glen Velez [perc]; Bashiri Johnson [perc].

Campus Stella / Field Of Stars ............... 5’ 12’’

Through The Seas Of Life ...................... 4’ 55’’

Pilgrimage ................................................ 4’ 23’’

Land Of Ecstasy ...................................... 5’ 19’’

Rain Or Shine .......................................... 5’ 20’’

Ceremony ................................................. 3’ 43’’

Dark Skies ................................................. 6’ 45’’

Iberia ......................................................... 5’ 48’’

Path To The Invisible ............................... 7’ 41’’

  «Everyone sojourning in the flesh is passing through this earth to a mysterious state of future bliss... The Pilgrim’s progress is toward no earthy destination.»

Cм. тж. выше подобный продакшн Philip’а  Glass’а на тему средневековой европейской музыки: Manzarek ‘Carmina Burana’.

	SCHMUSE CLASSICS
	[2 CD set]
	1994
	58:45 48:22
	Josef Arenz spielt die Hits der grossen Meister (Beethoven, Brahms, Chopin, Mozart, Schubert, Schumann, Bach, Liszt). Arrangeur und Interpret: Josef Arenz.

  Превосходные обработки (для клавишных a la оркестр) дествительно популярнейших произведений классики.

	Klaus  SCHULZE
	Goes Classic
	1994
	78:25
	Smetana, Schubert, Brahms, von Weber, Grieg, Beethoven, Saint-Saens, Rimsky-Korssakoff.

  The originality of classical music has deliberately been respected. At the same time, they have purposely avoided conventional, hackneyed ‘pop versions’ which simply add a percussion track to the main melody all squashed into three minutes. The aim was to maintain the serious character of the compositions, but to heighten listening pleasure by using modern technology. [...] Says Schulze: «I felt very drawn to the old composers and wanted to combine their music with my musical and technical experience. I am also aware of the fact that these recordings will not necessarily be appreciated by hard-core fans of classical music or listeners of electronic music. But, over the last 25 years I have grown accustomed to this type of resistance. And basically, I don’t need to apologise for my work in any case. Even so, I do have an apology for this particular project: classical music experts in particular should not forget that the children of today can gain access to beautiful old music via suitable technology and a contemporary approach. I myself have two boys aged 13 and 15, who – like all their friends – listen to the music of today, techno&trance; in other words electronic music.» «If we don’t try to find access to young people», Sir George Solti once said in an interview, «the whole classical system will disappear when the usual concert-goers have died.» Klaus Schulze is trying to build such a bridge with ‘Goes Classic’ – not as a saviour but as an epigone transporting – or, in this case, translating – creativity.

	The  STARLITE ROCK ORCHESTRA
	Classic Rock Violin
	1996
	61:07
	plays pieces by: Bach, Beethoven, Bizet, Mozart, Paganini, Handel, Rimski-Korsakov, Vivaldi, Pachelbel. Arranged by SRO.

	The SWINGLE SINGERS
	Around The World – An A Capella Folk Song Collection
	1991
	61:51
	label: Virgin Classics Limited (London)

The Swingle Singers:
Helen Massey                 Soprano I 

Deryn Edwards               Soprano II 

Linda Stevens                    Alto I 

Heather Cairncross                Alto II 

Andrew Busher                  Tenor I 

Jonathan Rathbone               Tenor II 

Ben Parry                       Bass I 

David Porter Thomas             Bass II
The Swingle Singers produce all the sounds heard on this recording. No instruments are used.

The Swingle Singers were founded in the early 1960s by Ward Swingle, an Ameri​can then living in Paris. 'Les Swingle Singers' quickly gained international recognition with a huge world-wide following and a reputation for musical agility and accuracy.

When this group disbanded in the early 1970s, Ward Swingle moved to England and formed a new group, Swingle II. His aim was to increase the repertoire to include not only jazz, but classical music and pop, a tradition which lives on in this album.

Ward Swingle retired in 1984 but the group continues to go from strength to strength, performing in the region of one hundred and fifty concerts a year all over the world.

[1] Cachapaya -- Peru (2:17) 

[2] Star of the County Down -- Ireland (2:32) 

[3] El Paisanito -- Argentina (3:39) 

[4] De Punta y Taco -- Chile (2:22) 

[5] The Ash Grove -- Wales (3:10) 

[6] David of the White Rock -- Wales (3:25) 

[7] The Drunken Sailor -- England (2:35) 

[8] Ciao Bella Ciao -- Italy (3:52) 

[9] L' Amour de moi -- France (3:12) 

[10] Country Dances -- USA (3:31) 

[11] Waltzing Matilda -- Australia (3:20) 

[12] Danny Boy -- Ireland (3:06)

[13] Charlie is My Darling -- Scotland (2:07) 

[14] Loch Lomond -- Scotland (3:56) 

[15] The Sally Gardens -- England (2:43) 

[16] Joshua Fought the Battle of Jericho -- Spiritual (3:00) 

[17] Viel Freuden mit sich bringet -- Germany (3:12) 

[18] Bushes and Briars -- England (2:52) 

[19] Sakkijarven Polka -- Finland (3:21) 

[20] Vem Kan Segla -- Sweden (2:57)

Musical Adviser: Ward Swingle
Tracks 2, 6, S, 13,15,17 and 18 arranged Parry;
tracks 3,4,9 and 10 arranged Swingle; 

5,7,11,12,14,16,19 and 20 arranged Rathbone; 

track 1 arranged Mealing

	The SWINGLE SINGERS
	A Capella Amadeus                  (A Mozart Celebration)
	1991
	53:24
	label: Virgin Classics Limited (London)

The Swingle Singers:
Helen Massey                 Soprano I 

Deryn Edwards               Soprano II 

Linda Stevens                    Alto I 

Heather Cairncross                Alto II 

Andrew Busher                  Tenor I 

Jonathan Rathbone               Tenor II 

Ben Parry                       Bass I 

David Porter Thomas             Bass II
The Swingle Singers produce all the sounds heard on this recording. No instruments are used.

Die Zauberflote — Overture (3:06) 

Symphony No.40:

I - Molto Allegro (4:01) 

II - Andante (2:55)

III - Minuetto Allegretto (1:50)

IV - Finale. Allegro assai (1:57)

Ave Verum Corpus (2:37)

String Quartet in G major — Finale (4:09) 

Cosi fan tutte — Un'aura amorosa (4:00)

Eine kleine Nachtmusik — Finale. Rondo (2:48)

Horn Concerto No.4 — Finale (3:19)

Don Giovanni — Canzonetta (2:02)

Cosi fan tutte — Terzettino (2:56)

Gigue (l:43)

Piano Concerto No. 21 — Andante (3:56)

Requiem—Hostias (2:16)

Requiem — Quam olim Abrahae (1:19)

Piano sonata in A major — Finale, Alla turca (2:09)

Fantasia in F minor and major (5:51)

Musical Adviser: Ward Swingle
Tracks 1, 6, 7, 11, 15, 16 and 18 arranged Parry; 

2-5, 8, 10, 12, 13, 14 and 17 Rathbone; 

9 arranged Swingle

A cappella Amadeus

Although Mozart only lived for thirty-five years his output was extraordinary, not only in quantity but in quality. To many people his music is perfect — not a note or rest out of place — nothing over-or understated.

He began composing with little piano pieces when he was five. He wrote his first violin sonata at the age of six, his first symphony at nine and his first opera at eleven. By twelve he had written his first concerto (for trumpet) and his first mass, at fourteen his first string quartet and by seventeen his first piano concerto.

Of course, much of his early music conforms to the structures and styles of the time and he was naturally influenced by older composers. But it was not long before his own ideas began to show through, and by the last ten years of his life his music was so forward-looking that it had thrown off many of the restraints of convention, to reveal a characteristic uniqueness; this, in spite of the fact that much of the music was written hurriedly in order to pay off debts.

In selecting music for this album an attempt has been made to concentrate on the best pieces from most of the important areas of his output. It is perhaps no surprise that in doing so, music from the

last ten years of his life has been chosen.

One of the earliest works on the album is the 'Alla turca' final movement of the Piano Sonata in A major, written in 1781. The Turkish style was very fashionable at that time and the vitality of the piece, with its imitation of cymbals and drums, makes it as popular today as it was then. Another of the earlier works is the last movement of the String Quartet in G major. This is one of a set of six string quartets dedicated to Haydn, who was a close friend of Mozart and a great influence on his music.

Eine kleine Nachtmusik was written for a small string ensemble. The Rondo ranks as one of Mozart's most popular pieces, and is here performed in classic Swingle style with 'bass and drum' accompaniment. Another very well-known and well-loved piece is the Andante from the Piano Concerto No. 21. This piano concerto — one of three written in 1785 — is significantly richer in harmony, melody and texture even than those of the previous year.

Another very popular concerto is the Horn Concerto No. 4 in E flat. This piece has always been associated with humour. How many horn players have performed it on a hose-pipe, kettle or even a watering-can? — and of course there is Flanders and Swann's hilarious patter-song version. Bearing in mind that Mozart himself was well-known for his impish sense of humour, the male singers of the group provide their own comical version of the final movement, complete with their own slightly up-dated cadenza.

Of all the symphonies the last three (Nos. 39, 40 & 41) are generally con​sidered to be his finest. Symphony No. 40 is one of only two Mozart symphonies written in a minor key (both this and the twenty-fifth are in G minor). Each of its four movements is outstanding in its own way and for this reason all four are included in this album, albeit in slightly abridged versions.

In total contrast to the symphony the Gigue, written for piano, is very short and far less well-known. It is reputed to be a tribute to Bach and is certainly written in the style of a fugue, albeit an informal one. Mozart's original could, arguably, be a sketch and in this version the implied harmonies have been thickened out in each repeat section and the original cross-rhythms exploited to the full. The arrangement of Un'aura amorosa, on the other hand, disregards Mozart's original harmonies, and demonstrates that this beautiful melody is as much at home with modern harmonisation as it is with the original orchestration. From the same opera (Cosi fan tutte) comes the Terzettino (trio) sung by the two heroines (Dorabella and Fiordiligi) and Don Alfonso, as they say goodbye to their loved ones as they depart for war — or so the girls think.

Don Giovanni is another of the three great operas written in collaboration with Da Ponte (Le nozze di Figaro being the third). The delightful Canzonetta is a serenade (with mandolin accompaniment) with which Don Giovanni woos yet another woman — an all too familiar pastime.

The album starts, aptly, with the Overture to Die Zauberflote, one of Mozart's final two operas, written some five months before his death. During this time his wife, Constanze, was pregnant and staying at the spa of Baden. Mozart visited her there in the summer of 1791 and befriended the choirmaster of the local church, for whom he wrote the beautiful motet Ave Verum Corpus. While at work on Die Zauberflote he received a commission to write a requiem, under conditions of secrecy. The Requiem was never finished, even though he worked feverishly at it in the last month of his life — reputedly believing it to be his own funeral mass. After his death in December 1791, the Requiem was completed by Mozart's friend and collaborator Sussmayr, though how much of the work is Mozart's and how much can be attributed to Sussmayr remains a matter for conjecture. Two movements, the Hostias and Quam olim Abrahae are performed here.

The album finishes with the Fantasia in F minor and major, one of two for mechanical organ, written about a year before Mozart's death. It is interesting to note that in this last year, Mozart began to compose pieces for less conventional instruments. In addition to the two works for mechanical organ, he wrote pieces for basset clarinet (a concerto — in fact his last instrumental composition), sleigh bells, glass harmonica and even two German dances for hurdy-gurdy. With this in mind one wonders what Mozart would have thought of a microphonic, a cappella vocal octet, or the kind of pieces it would have inspired. What is clear is that Mozart was no stickler for convention and was often caught on the wrong side of the self-appointed guardians of the musical establishment (a danger run by all musical innovators) and for this reason he might well have been excited by the adaptation of his music on this album, two hundred years after his death.

--- JONATHAN RATHBONE, 1991

	Isao TOMITA
	Mussorgsky:                          Pictures At An Exhibition
	1991
	37:14
	label: RCA Victor

Electronically created by Isao Tomita

Аналогичный прикольный проект обработанной для электроники классики см. Don DORSEY “Beethoven Or Bust”.

Promenade
1’31

The Gnome
3’14

Promenade
1’01

The Old Castle
5’19

Promenade
‘33

Tuileries  
‘54

Bydlo       
3’18

Promenade
‘57

Ballet of the Chicks in their Shells
1’06

The Two Jews
3’05

Limoges / Catacombs
3’52

Cum Mortuis in Lingua Mortua
2’10

Baba Yoga (Hut on Fowls' Legs)
3’44

Great Gate of Kiev 
6’21

	VANESSA - MAE
	The Violin Player
	1995
	51:07
	label: EMI (Japan)  + 2 bonus tracks only for Japan edition

Обработки произведений классической музыки.

  «Violin playing is a physical art with great traditions behind it. At its best, it conveys the qualities of beauty, strength and mystique. It can evoke emotions, create moods and stimulate human reaction. Of course, in the minds of some people, the music which I play on this album would hardly categorize me as a traditionalist practising an old art form! I have been asked if this is a ‘pop’ album or whether it is a statement about what constitutes new style classical music. I don’t believe that there is an answer or even the need for such a question. [...] So what I like, I will want to play. I have no wish to compartmentalise music. To me, music with its beauty, strength and mystique is for enjoying and for playing. This is the way of the violin player. I have had fun stretching myself and both my violins working on this album, and I hope that you will listen and enjoy.»  Vanessa-Mae.

	VANESSA - MAE
	Storm
	1997
	69:32
	label: EMI
Ванесса превратилась в то имя, которое не только освежило классику, но и принесло много интересной скрипичной му​зыки в прелестной обработке. Ванесса «вы​стрелила» своим стилем, и многие призаду​мались: «Бог ты мой! Почему же это был(а) не я?». Думаю, что современное поколение Ванесса может раздражать только одним — малым количеством ремиксов. Могу ещё до​бавить то, что её приняли и музыканты: известная скрипачка Елена Гасанова, говорила, что её стиль игры успокаи​вает музыкальный слух...

--- Play
Мама - китаянка, преподаватель игры на фортепиано, папа - уро​женец рабочих кварталов Сингапура без определенных занятий. Отчим - с ним повезло - лондонский клерк. Если бы не он, росла бы бедненькая Ванесса Мэй на постной тайваньской лапше и к восем​надцати выскочила бы замуж. Вместо этого в 4 года она получила английское гражданство и фамилию Николсон, а еще спустя год - первый урок игры на скрипке. Производить впечатление она умела уже тогда. Как только в доме появлялись посторонние люди, она вска​рабкивалась на стул и начинала играть на скрипке. Гости переставали жевать и превращались в одно большое ухо: пиликал ребенок бо​жественно.

В 10 лет Ванесса уже выступала в Лондонской филармонии, в 12 отпра​вилась в турне с ансамблем The London Mozart Players. Свое 18-летие она праздновала, принимая молочную ванну на крыше небоскрёба в Гонконге. Всё это время финансовые дела аккуратно вела её мама. Но девушка созрела. Сейчас Ванессе 23. Она сама ведёт все перегово​ры, связанные с гастрольными турами и студийными сессиями, сама подбирает репертуар и платья для своих концертов. Причёсывается и накладывает грим тоже сама, оставаясь, впрочем, такой же трога​тельной, как большинство девушек её возраста: читает Маркеса, слу​шает Малера, мечтает попасть на карнавал в Рио-де-Жанейро. Прав​да, всё ещё придает слишком много значения тому факту, что роди​лась в один день с Никколо Паганини, но с этим ничего уже не по​делаешь.

«Я хочу сделать для электроскрипки то же, что Хендрикс сделал для электрогитары», - сказала однажды Ванесса Мэй. Ванесса и её аттрак​цион - скрипичная классика, разогнавшаяся почти до состояния хард-кора, - беспроигрышный номер для эстрады конца 90-х. Впрочем, не в хардкоре дело. Любой концерт Ванессы Мэй - удовольствие не в последнюю очередь для глаз. Красивая музыка, прекрасная фигура, милое личико с раскосыми глазами, ямочки на щеках, голые руки, а в них - антикварная скрипка 1761 года за 150 тысяч фунтов стерлин​гов. Как пел Федор Чистяков, легкая эротика.

--- Афиша

	VANESSA - MAE
	The Original Four Seasons and The Devil’s Trill Sonata   (The Classical Album #3  --  The Italian Album)
	1998
	63:01
	The Original Four Seasons (Vivaldi, arr. by Vanessa-Mae / Pamela Nicholson)

The Devil’s Trill Sonata (Tartini, arr. by Vanessa-Mae / Pamela Nicholson)

Produced by Vanessa-Mae, Pamela Nicholson, Jaz Coleman

[...]

Extemporisation

Both Vivaldi's Four Seasons and Tartini's Devil's Trill Sonata have been dramatically embellished in a highly individual manner in the versions on this disc.

Extempore embellishment i.e. improvisation has been practised by generations of musicians in varying degrees and in different forms according to date, venue, individual preferences and national styles. Extempore embellishment of a melody in the time of Vivaldi and Tartini would have involved the performer in the free and usually spontaneous addition of melodic figures that were too variable to be indicated satisfactorily by notation or stereotyped ornamental signs. Sometimes, text indications were also deliberately omitted to allow freedom for the performer. Melodic embellishment was confined in theory, though not always in practice, to solo contexts or passages of ensemble music in which a solo texture prevails. An understanding of harmony as the basic foundations of the melody to be embellished was and remains a pre-requisite. Needless to say, composers who were themselves performers, with their thorough knowledge of the harmonic foundations of their own compositions were often the most adventurous and successful at applying extempore embellishment to their own works in performance. This ability and habit to extemporise also caused many different manuscript versions of the same works with different embellishments to be transcribed and passed down through the generations. National and individual approaches to extempore embellishment varied enormously and this is evident in the differences in the French, Italian and German preferred ornaments in the baroque era alone. Extempore elaborations were most prolific in slow movements, but they were by no means excluded from fast movements. It anything, they have been omitted from fast movements out of custom because of technical reasons. The faster the movement, the less time there is for more notes or combinations of notes, unless the performer is possessed of outstanding technique. Extempore embellishment is practised for three main reasons -- to add musical interest, to show individual style and to demonstrate unique prowess. Against a background of these three reasons, the cadenza in concertos developed from embellishing cadences in to a full-blown solo section of variable length and indefinite form. Tartini himself already stretched the ambit of a cadenza well beyond an elaborate cadence by writing of the 'cadenze artifiziali' as 'a flight of fancy'. He suggested that it was more a capriccio, than a cadence. A capriccio can be prolonged at will and can consist of separate parts, call on different sentiments and use different tempi. Still, in cadenzas, the ultimate product in the classical concerto of extempore embellishment, two cautionary remarks should always be considered: the writer Quantz proposes that 'a string player can make them as long as he likes, if he is rich enough in inventiveness" and 'reasonable brevity is more advantageous than vexing length', even though he applies the latter remark to wind players and singers. Cadenzas in both the Seasons and the Devil's Trill Sonata are also very individual creations.

In the Original Four Seasons on this disc, all the movements, fast and slow, have been embellished. The solo violin as well as the orchestra, all have their various opportunities to demonstrate independent ideas of the art of string-playing around the skeleton of the two works. Some of the embellishments take advantage of new techniques and standards of string-playing, and a fuller orchestration in both the Original Four Seasons and the Devil's Trill Sonata also creates a much wider range of dynamics for instruments that are different in many aspects from their ancestors of the Baroque era. Dimensions, material, use and experience are all different today and what would have been exciting extemporisation for players and audience alike centuries ago are merely historical notes now, following their mundane repetitions year in, year out, in concert performances and on recordings. The vitality of this music in Vivaldi's and Tartini's time stemmed in part from the unexpectedness of extemporisation. It is necessary to remember that this music was written to entertain, and extemporisation was encouraged to increase the entertainment value. It is refreshing for modern players to apply their own experience, technique and personality to this music, bringing back the surprise element of extemporisation to add a new level of attractiveness to music that has sadly become wallpaper music in its pattern of repeated performances that are almost identical.

	VOX
	Diadema
	1990
	51:55
	label: Erdenklang Musicverlag under license by Real Music (CA, USA)

Rec. in Munich, 1990

All music composed by Hildegard von Bingen (см. тж. выше).

Arranged by Vladimir Ivanoff. [Vladimir IVANOFF -- см. тж. 1) выше с проектом SARBAND;  2) L’ ORIENT IMAGINAIRE – ниже, следом; 3) YEHUDI (--в разделе ‘Asia’)]

Performed by VOX:

Rose Bihler-Shah, Cornelia Melian, Catherine Rey: Voices 

Fabio Accurso: Medieval flutes, percussion

Giuseppe Paolo Cecere: Medieval strings, organistrum, slide trumpet 

Alison Gangler: Shawms, WX7-MIDI wind controller 

Verena Guido: Medieval flutes 

Vladimir Ivanoff: Portative organ, percussion 

Kristian Wladimir Schultze: Fairlight series III, digital and analog synthesizers, computer programming and recording at his D.I. Musikstudio

The remarkable 12th century German mystic Hildegard von Bingen was an abbess, visionary, painter, healer and an advisor to popes and kings. She also composed profound and innovative religious music that gave voice to her extraordinary spiritual visions. On Diadema, the European group Vox imaginatively adapts Hildegard's compositions for contemporary audiences, featuring a virtuoso trio of female singers whose soaring voices are both powerful and ethereal. Many variations of ancient invocations and chants performed by groups such as Enigma, Deep Forest and The Benedictine Monks of Santo Domingo de Silos are taking the world by storm. These successful works have paved the way for the timely introduction of Vox. Then again, Hildegard probably predicted that.

Saint Hildegard von Bingen (born 1098 in Bemershiem /Bergen, near Alzey (Rhineland Palatinate), died 17th September, 1179 in Rupertsberg near Bingen) was a mystic and seer, an advis​er to popes, emperors and princes. She wrote numerous theological, scientific and medical works.

Since childhood she had been haunted by mystic visions, which she recorded in a series of writings and incorporated in her songs.

With their expanded tonal range, broadly vibrating melodies, the structure based upon a few melodic elements, Hildegard's songs form an integrated world of their own. Her language is marked by brilliant figurativeness and has the apocalyptic character of her visionary writings.

The melisma of the songs exceeds everything to which one is accustomed from the Gregorian chant: long, drawn-out melodic phrases frequently stride through an entire octave, Hildegard has a particular predilection for wide intervals, fourths and fifths, which she often uses as the opening interval, in many cases superimposed upon each other.

In the 15th section of the Scivia, a representation of harmonica caelestis (sphere harmony), she explains her musical activity:

"I then saw the brightest light in which I [...] heard various kinds of music, praising the joy of the saints, brave and steadfast on the path to truth. [...] And that sound, like the voice of the praising multitude, in lofty steps combining in harmony, spoke as follows [...]"

Hildegard uses the term "symphonia" to describe the heavenly harmony, the inner harmony of mankind, the harmony of the sounds produced by voices and instruments. The soul of man is meant to represent symphonia and harmonia within itself. Hildegard sees man in the wholeness of his nature, of his being, and therefore transfers to him analogous tonal and musical illusions.

When Hildegard was on her last journey, the monk Volmar, one of her secretaries, in a letter written about 1170 laments the absence of the abbess with the words:

"Where is the voice to this unheard melody ?"

This question was the reason for the foundation of Vox, a group with musicians from Germany, Italy and the USA, which exam​ines the significance for our age of ancient music.

Playing early music in a way called authentic performance prac​tice has in recent years been. occupying an ever larger role in our music life, but the quality of the authenticity is seldom questioned.

Three basic levels of authenticity can be defined:

-The attempt to reconstruct a concrete performance from times gone by, if possible in the corresponding spatial setting and with the original musical instruments. Realization of this idea faces lim​itations: neither the historical musicians nor the historical audi​ences exist today.

-The attempt to decipher the musical structure of historical compositions from the manuscript sources and to convey this to present-day listeners in a performance which is true to the original. Differences exist here due to our listening behavior, which has greatly changed since the Middle Ages. The same sequence of notes or the same sound is perceived by a present-day listener quite differently from was the case in the Middle Ages.

-The attempt to convey to the present-day listener similar impressions to those which Middle Ages listeners experienced when perceiving a certain word; that is to say, the performance media are adapted to present-day listening behavior. The performance of a piece by 7 or 8 musicians left the impression in the Middle Ages of powerful sonorous concentrations, but is regarded by the modern listener as chamber music if the formation is not altered.

The Vox ensembles interpretation of Hildegards songs is a per​formance with these three levels of authentic presentation of medieval music:

The intensive preoccupation with the writings in which Hildegard's songs have been handed down (Wiesbadener "Riesenkodex", Villarenser Kodex in Dendermonde) made it possi​ble to develop a vocal style true to the text, taking into account the specific vocal ornamentation formulae for Hildegard's music.

The accompaniments preludes and interludes of the medieval instruments (flutes, vielle portative, hurdy-gurdy, frame drums) accord with the performance customs during Hildegards time.

The Middle Ages understood music as a whole comprising three elements:

MlUSICA INSTRUMENTORUM:

The harmony of the instruments

MUSICA HUMANA:

The harmony between body and soul, singing

MUSICA MUNDANA:

The harmony of the elements of the spheres and of the seasons

While present-day man is acquainted with the first two ele​ments, also in their interaction, our senses can no longer grasp the function of "world music," the musica mundana. Middle Ages man experienced the meditative immersion in music always in the consciousness of the fateful participation of the celestial sphere. His sensitivity was integral - he heard what he felt, smelt and knew. As we are aware from various sources which have come down to us, he was often capable of perceiving with his senses as a shout the wide-open mouth of a stone demon statue above a church door.

Our hearing now is materialistic; we hear real acoustic events, and our consciousness adds to what is heard only few ideas from other perceptive or sensory sectors. As a result, at least one element of medieval music - musica mundana - remains for us a closed book.

This fact was the reason for Vox to go beyond the boundaries of conventional performance of medieval music to apply the means of our day and age, thus making it possible for present-day listeners to acquire more intensive access to music of the Middle Ages, to make this music more available to the senses, proceeding further than the purely exotic attraction.

The inclusion of computer acoustics, electronic sound spaces, live electronics and digital alienation possibilities is a symbol of musica mundana. It allows us to experience the visionary character of Hildegard's music and to interpret the apocalyptic content of her texts.

With the amalgamation of text-authentic vocal practice, Middle Ages instruments and the technical means of our age, we are painting for the present day our picture of the three-fold entirety of medieval music.

© 1990 Dr. Vladimir Ivanoff

	VOX
	From Spain To Spain
	1992
	54:05
	label: Si-Wan Records

Концепция проекта аналогична SARBAND (см. выше) -- "A musical journey through historical times and geographic spaces."

VOX instruments: Roman Bunka [ud, ac&el guitars]; Vladimir Ivanoff (см. тж. с проектом SARBAND в файле 'Eurofolk') [medieval organ, medieval and arab frame drums, santur, medieval lute, sampling modules, analog and digital synthesiserss]; Marika Falk [ethnic percussion: african and arab vase drums, latin and african percussion, water drums, berimbau]; Paolo Guiseppe Cicere [vielle, symphonya, al-anfir (medieval arab trumpet), shawm]; Walter Weh [fl, MIDI-saz]. VOX voices: Fadi El-Hage, Catherine Rey, Rose Bilher-Shah; + VOX choir.

All titles composed/arranged by Vladimir Ivanoff.

Texts by Ibn al-Vahib (1313-1375), Ibn Zuhr (1313-1398). Other texts and melodies based on Arab, Moroccan, Hebrew-Arab and Medieval (Cantigas) traditions.

	VOX
	Rodrigo  LEAO  & VOX  ENSEMBLE: “Theatrum”
	1996
	52:45
	label: Sony Classical

Rodrigo Leao [synth]; Margarida Araujo [viola]; Teresa Rombo [cello]; Antonio Martelo [vln]; Nuno Rodrigues [oboe, engl horn]; Jose Manuel David [fr horn]; Rini Luyki [accordion]; Paulo Marinho [Portuguese hornpipe]; Paulo Abelho, Tiago Lopez [perc]; Ana Sacramento, Joao Sebastiao, Ana Quintans [v]; + Ricercare choir.

1. In Memoriam

2. Odium

3. Nulla Vita

4. Dies Irae

5. O Corredor

6. Solitarium

7. Locus Secretus

8. Contra Mundum

9. Ruinas

10. Solve Me Lucto

11. O Novo Mundo
Синтетическая нео-классическая музыка, своего рода фьюжн с применением готики и фолка. Спекуляции на тему готического мракобесия отсутствуют. Но, при этом, супер-красивая музыка на этом CD нигде не позволит заскучать и не впадает в банальности. Проект вполне достоин внимания  любителей современной красивой и не-примитивной музыки.

	The  YOUNG  GODS
	Play Kurt WEILL
	1995
	32:45
	label: Play It Again Sam Rec. / Interscope (New York)

The Young Gods are: Franz Muze, Use Drums, Al Comet.

Recorded in Zurich (Swiss).

These recordings are studio versions of songs performed by the Young Gods at the Kurt Weill tribute concert staged in Switzerland in September 1989, at the request of the Festival du Bois de la Batie (Geneva) and Fri-Son (Fribourg).

The seven interpretations featured represent but a fraction of Kurt Weill's diverse oeuvre. Weill was born in 1900 in Dessau, Germany and after a classical education became, alongside Paul Hindemith and Ernst Kreneck, one of the leading composers of the post-Wagnerian avant garde. Best known are his works in popular music and the theatre, both in Berlin (ie "The Threepenny Opera") and across the Atlantic on Broadway.

The Threepenny Opera remains the most celebrated collaboration between Weilt and lyricist Berthold Brecht. It proved an immediate success when first performed in 1928, at one point playing simultaneously in more than a hundred theatres across Europe. Despite boasting a social sensibility which reflected many pre-war German troubles it was also essentially entertaining -- an opera for beggars, in which the hero is a criminal and the leading lady a prostitute. It was also Weill's first step towards a form of theatre liberated from traditional dramatic conventions. And despite its' simplicity the music remained innova​tive, seducing and disturbing at the same time.

In 1933 Weill left Germany after his newest works (The Silver Lake, and The Rise and Fall of the City of Mahogany, another Brecht/Weill collaboration) outraged the Nazis. Hitler considered Weill, along with Albert Einstein and Thomas Mann, a dangerous enemy of the German people.

After two years in France Weill chose exile in the United States and became a prolific popular composer. Thus the stages of Broadway were graced with a whole series of "musicals", some political (Johnny Johnson), others pure comedy (Knickerbocker Holiday). Critics meanwhile accused him of selling out and spoke of the "two Weills", one composing serious music and the other composing light music. Nonetheless Kurt Weill strove tirelessly to break down musical barriers and elevate contemporary music onto a higher plane.

Kurt Weill once told and interviewer: "There is only good music and bad music."

1. Prologue :  Taken from the "Threepenny Opera" (1928), after John Gay's "Beggar's Opera". Lyrics by Berthold Brecht. Through this lament the singer expounds the central theme of the entire work: "You will now hear an opera for beggars" "Sie werden jetzt eine Oper fur Bettler horen..."

2. Salomon Song :   Again taken from "The Threepenny Opera". Here the pros​titute Jenny sings of the vanity of ambition and mankind's lust for glory. Salomon was doomed through his wisdom, Cleopatra by her beauty and Caesar by his audacity. Jenny and Mack are doomed in their passion.

3. Mackie Messer :   Another song from "The Threepenny Opera" and a lament in which the audience are invited to identify with the hero and his exploits. The shark shows his teeth, but Mack hides his knife.

4. Speak low :    Taken from "One Touch Of Venus" (1943), a musical comedy from Weill's Broadway period with lyrics by Ogden Nash. "Tomorrow is near, tomorrow is here, always too soon."

5. Alabama Song :   Taken from the opera "The Rise & Fall of the City of Mahogany" (1927-29) with lyrics by Berthold Brecht. Cer​tainly one of Weill's best known songs and sung by the prostitutes of Mahoganny (a town funded by a handful of outlaws which offers every pleasure money can buy) to attract custom. Covered by the Doors, among others.

6. Seerauber Jenny :  Taken from "The Threepenny Opera" and otherwise known as "Pirate Jenny" or "Dreams of a Kitchen Maid." Here Jenny, frustrated by her position as a dishwasher in a Turnbridge brothel, dreams of a warship -- complete with 8 sails and 50 guns -- that will sail into the port and kill everyone in sight. "And when your head will fall... I'll say "Hopla!"" Lotte Lenya's version is perhaps the most celebrated.

7. Ouverture
8. September Song : Taken from the musical comedy "Knickerbocker Holiday" (1938), with lyrics by Maxwell Anderson from his book. "And all these precious days..." Also covered by Lou Reed and Bing Crosby, amongst countless others.


