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“Marche composée pour S.A.I. Monseigneur le Grand Duc de
Russie” in B flat major for two clarinets, two horns and bassoon
(1787). Transcription in C major for two oboes, two horns

and bassoon

Mapr cu-6eMOoJTb MaKOD A1 JBYX KIAPHETOB, IBYX BAITOPH U
(parora, «<HarucaHHbpli 11 Ero IMnepaTopckoro BeicouecTsa
Benukoro kuasa» (1787). TpaHCKPUIILINA IO MAKOP

JUISL IBYX FOOOEB, IBYX BAITOPH U (DATOTA ....oovvuiiinieeannn [1:54]

“Sinfonie concertante composée pour Son Altesse Impériale
Madame la Grande Duchesse de Russie” in B flat major for
pianoforte, harp ad libitum, two violins, viola da gamba, bassoon
and cello (1790)

KonneprHas cuM@pOHUs CU-6€MOJIb MAXKOP /I MHaHOpOPTE, apdbl
ad libitum, IByX CKPHITOK, BUOJIBI 1a TaM6a, (parota 1 BUOJIOHYEITH,
«HanucanHas g Ee MnepaTopckoro BeicouecTsa Benmkon
KHATMHW> (1790)

Allegro maestoso
BILArgheIto ... ...
Allegretto ... ...

Three sonatas from the collection “Varie sonate di cembalo
scritte per Sua Altezza Imperiale Gran Duchessa di Russia”
Tpu coHaThl U3 COOPHHUKA «Pa3HbIE COHATBI VI KJIABECHHA,
HanucanHele 1A Ee Mmneparopckoro BeicouecTsa Benmkon
KHATUHI»>

“Sonata di cembalo” No.3 in F major
CoHata /i1t KIABECHHA N23 (DA MAMKOPD ..., [4:50]

€] “Sonata di cembalo” No.1 in B flat major
Conara ji1st K1aBeCHA Nel CH-6EMOIIb MAKOD ...vvvvvnnnnn.. [4:02]



“Sonata di cembalo” No.2 in C major
CoHarta /1151 K1aBeCHuHa Ne2 10 MaKOp

ANBGYO ... [6:15]
AGAGIO .. ... o [6:04]
BIRONAO. ANAantino ................ccccoooiiiiiiiiiiiiiiiiiiiiiii. [3:42]

“Quintetto composto per Sua Altezza Imperiale Gran Duchessa

di Russia” in C major for pianoforte, harp, violin, viola da gamba
and cello (1787)

KBUHTET 10 MaKOP Ul TMaHOMOPTE, Ap(bl, CKPUITKH, BUOJIBL J]a
ram6a 1 BUOJIOHYEH, «HATTUCAHHBIH /1 Ee FIMIIepaTopcKoro
BricouectBa Bennkon kuarunu» (1787)

Allegro moderato ...................ccciiiiiiiiiiiii [8:45]
Largbetfo ...... ... ... i [5:09]
AIBGIO ... i [3:06]

First movement of the vanished “Concerto di cembalo per
Sua Altezza Imperiale Gran Duchessa di Russia” in D major.
Reconstruction of orchestra parts by Pavel Serbin (2003)
[TepBast 9acThb yTpadeHHOro KOHIIEPTA U1 KIABECHHA PE MAKOP
<1 Ee MMniepaTopckoro BeicoyecTsa BemKoM KHATMHN».
PexoHcTpykims opkectposku ITasma Cep6una (2003)

AIBGIO ... oo [7:13]

Track 1 is a world premiere recording

Tracks 2-12 are premiere recodings on period instruments
Track 13 is a premiere recording of the full score version by
Pavel Serbin

Total
Time
[69:10]
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(tracks 2- 4, 10-13)
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1996 / after A. Stradivari, Italy, 1707
(track 13)

Dmitry Lepekhov 1st violin

Anonym, 18th century

(track 13)

Dmitry Sinkovsky 2nd violin

J.B. Schweizer, Germany, early 19th century
(tracks 2-4,13)

Natalia Kossareva 2nd violin

Anonym, Germany, 1791

(track 13)

OLGA MARTYNOVA

Nikolai Dolzhnikov 2nd violin
A. Danielo, Venice, Italy, 1704
(track 13)
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(track 13)
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(track 13)
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(tracks 2-4,10-12)
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E Pillement, Mirecourt,

France, 1795 /
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(track 13)



Jaroslav Kovaliov cello
V. Smirnov, Russia, Moscow 1993
(tracks 2-4,10-12)

Miroslav Maksimyuk double bass piccolo
Anonym, Germany, 19th century (#rack 13)

Andrei Piskunov oboe

G. Wolf, Kronach, Germany / after
J.E Grundmann, 1788

(track 1,13)

Philipp Nodel oboe

M & F Ponseele, Damme, Belgium,
2004 / after J.E Grundmann,

ca. 1775 (track 1,13)

Alexei Raiev natural horn
Patterson Hornwork, USA,

2002 / after A. Cortois, France, 1841
(tracks 1,13)

Alexander Andrusik natural horn
Patterson Hornworks, USA, 2002 / after
A. Cortois, France, 1841

(tracks 1,13)

Lisa Goldberg bassoon

Peter de Koningh, Netherlands, late 20th
centuty / after H. Grenser, Dresden, Germany;,
late 18th century (#racks 1-4)

Nina Gvamichava harp
20th century / after diatonic harp,
mid-18th century (tracks 2,4,10-12)

Olga Martynova harpsichord
Cembalobau Merzdorf, Germany,

1997 / after J. Ruckers, Antwerp, 1640
(track 13)

pianoforte ]J.C. Neupert GmbH & Co,
Bamberg-Niirnberg, Germany, 1979 / after
J.A. Stein, Germany, 1788 (tracks 2-12)



mitry Stepanovich Bortnyansky (1751-1825) returned
to Russia from ltaly in the spring of 1779, at the age of twenty- 6
eight. Many years earlier the young Imperial Court Chapel cho-
rister from far-away Glukhov had attracted the attention of emi-
nent composer Baldassare Galuppi, who served at the court of
Empress Catherine II. Studies commenced in St Petersburg were
further pursued in Venice, where the talented youth was sent by
Catherine on an annuity, at the recommendation of his mentor.
This ‘Italian apprenticeship’ lasted for ten years and produced ¢
several outstanding opera compositions (so far we only know of
three). Creonte, Alcide and Quinto Fabio were staged at the
illustrious theatres of Venice and Modena, winning the approval
of connoisseurs and spectators alike.

Bortnyansky faced his return to Russia with a mixture of joy |
and apprehension. From time to time he reread a letter from
‘director of court theatres and music’ Ivan Yelagin: ‘My dear ¢
Bortnyansky, ten years have passed since your departure for :




Italy... the time has come to return to your native land... bring-
ing all your compositions with you... I reiterate my request that
you set off without delay: firstly, you are urgently needed here
and secondly this will undoubtedly ensure your unfailing happi-
ness and enduring honour...” What awaited him in St
Petersburg? What was Yelagin referring to when he wrote of
urgent need and the ‘unfailing happiness’ that lay ahead? What
were the musical tastes of the court nowadays, which composers
were in fashion, how should he present himself and which com-
positions should he bring to the Empress?

Despite his anxiety Catherine II granted Bortnyansky a
favourable reception and was pleased by the compositions he
brought. But he could not count on a lofty post or commissions
for new operas: the famous Italian Giovanni Paisiello reigned
over the Imperial stage and each of his new opera compositions
was better than the last. Bortnyansky was appointed
Kapellmeister of the Court Choir, an encouraging start. From
then on his work was exclusively linked with the chapel, for
which he composed his splendid sacred concertos.

Four years later Bortnyansky was given an additional post as
Kapellmeister with the ‘minor court’ of heir to the throne Grand
Duke Pavel Petrovich and his consort the Grand Duchess Maria
Feodorovna, who became a veritable guardian angel for the
composer. Bortnyansky was charged with writing music for
‘special occasions’ including the Grand Duke’s military amuse-
ments, as well as arranging concerts and giving harpsichord
lessons to the Grand Duchess. At the same time he continued
composing choral works, one of his duties as Kapellmeister.
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Contemporaries recorded how Bortnyansky was in constant
transit between St Petersburg and the remote residences of the
Grand Duke and Duchess at Pavlovsk and Gatchina, often com-
pleting compositions on the way.

The ‘minor court’” was particularly fond of staging amateur
theatre productions: entertainments ‘a la mode’ and music-mak-
ing were a natural outcome of the European-style education
enjoyed by Pavel Petrovich and his consort. Maria Feodorovna
played the harpsichord and harp and many of the ladies at court
such as Catherine Nelidova and Eugenia Smirnaya, former stu-
dents of the Smolny Institute in St Petersburg, were accom-
plished musicians. Music lovers of the haut monde would per-
form musical interludes, pastorals and ‘rhapsodies with verses’.
Here at Pavlovsk and Gatchina Bortnyansky wrote three comic
operas (Le Féte du Seigneur, Le Faucon and Le Fils-Rival) .
whose musical content and melodic charm surpassed many
popular French examples of the genre. According to Prince Ivan
Dolgoruky, a participant in these diversions played by titled
‘actors’, the performances ‘produced an extraordinary effect on
spectators: the splendid stage decorations, sumptuous costumes,
exquisite music and the compelling intrigues of the opera plots
held the audience spellbound’. Bortnyansky’s delightful music
undoubtedly dominated these productions. ‘On the surface his
music seems designed to embellish ‘hours of leisure, pleasure
and peace’. At a deeper level, ‘as in the prose of Karamzin, a
new... subtle, laconic and clearly native musical language
emerged’, writes Boris Dobrokhotov, a well-known musicologist
who has specialised in the work of Dmitry Bortnyansky.




The composer created the Quintet for pianoforte, harp, vio-
lin, viola da gamba and cello (1787) and the Sinfonia concer-
tante (1790) for this music-making at the ‘minor court’, dedicat-
ing both to the Grand Duchess. Such ensembles provide reliable
information on which instruments were played in the Imperial
household. These superb compositions well-suited for ensemble
performance were played on summer evenings at Pavlovsk and
Gatchina. Bortnyansky wrote a collection of harpsichord pieces
including eight sonatas, a concerto, a quartet and yet another
quintet, all with a harpsichord part especially for Maria
Feodorovna.

But the storm clouds gradually gathered over Pavlovsk as poli-
tical differences between the ‘minor’ and ‘major’ courts came to
the fore. Musical entertainments were now a thing of the past
and the aristocratic theatre troupe was dispersed as many of the
participants were expelled from court. Bortnyansky’s commis-
sions for new operas and symphonies ceased.

In 1796 the composer’s fate took a new turn. Five days after
Paul I was crowned emperor he appointed Bortnyansky as direc-
tor of the court chapel, effectively the head of Russia’s most
important choir. For the rest of his life Bortnyansky concen-
trated on sacred choral works. His contemporaries called him the
‘Orpheus of the River Neva’ and compared his choral concertos
with the singing of angelic choirs ascending from earth to heav-
en. Bortnyansky wrote scarcely any secular compositions. His
lofty administrative post allowed him to put his theories on the
ideal organisation of the court chapel into practice. While solving
many financial and even everyday problems, Bortnyansky sensi-




bly tried to organise the choristers’ general education so they
could easily change profession when their voices ‘broke’.

But naturally his main professional concern was the human
voice. ‘Truly, it is a long time since I heard such sweet har-
monies: what tender voices and what music!” reminisced Ivan
Dolgoruky in his memoirs. At public concerts the chapel per-
formed major vocal and symphonic works, from Joseph
Haydn’s Creation to Luigi Cherubini’s Requiem. In 1816
Bortnyansky was appointed as censor of sacred music.

Dmitry Bortnyansky lived to an advanced age and was highly
respected by his contemporaries. A friend of Derzhavin,
Kheraskov and Zhukovsky, he received a warm welcome at the
salons of eminent aristocrats. An astute connoisseur of fine art,
owner of a superb picture gallery and unofficial painting consul-
tant for the Imperial court, Bortnyansky was made an honourable
member of the Academy of Arts without going through the usual
procedures. He died in 1825 at the age of 74, acclaimed not
only as an accepted master of Orthodox music, but also as
enlightener and public figure.

However, Bortnyansky’s musical heritage suffered a difficult
fate. After the composer’s death his widow Anna Ivanovna
donated what remained of his legacy to the chapel for safe-
keeping — engraved boards for the sacred concertos and manu-
scripts of his secular compositions. According to the inventory
this was considerable: ‘5 Italian operas, 30 Russian, French and
[talian arias and duets, 16 Russian and Italian choruses, 61 vari-
ous works including overtures, concertos, sonatas, marches,
sacred pieces and music for pianoforte, harp and other instru-




ments.” All these compositions were duly accepted and ‘stored
in a special place set aside for them’. Unfortunately there was no
precise enumeration of his oeuvre.

Although Bortnyansky’s choral works were performed and
frequently republished after his death, occupying pride of place
in Russian sacred music, the secular opera and instrumental
compositions were quickly forgotten. They were only recovered
from oblivion in 1901, for celebrations to mark the 150th
anniversary of the composer’s birth. Manuscripts of
Bortnyansky’s early works were discovered in the chapel’s
archives and exhibited to the public. Among the manuscripts
were the operas Alcide, Quinto Fabio, Le Faucon and Le Fils-
Rival, as well as a collection of keyboard pieces dedicated to
Maria Feodorovna. Eminent musical historian Nikolay Findeizen
described these finds in an article entitled ‘Bortnyansky’s
Youthful Works’ which ends with the following lines:
‘Bortnyansky’s talent easily mastered both the style of church
liturgy and that of contemporary operas and chamber music. His
secular works ...are still unfamiliar, not only to the general pub-
lic, but even to musical scholars. Most of the composer’s oeuvre
is in the form of autographic manuscripts preserved at the Court
Chapel Library, with the exception of the Quintet and
Symphony (at the Public Library).” The author requested that the
court chapel publish the material at its disposal, but to no avail.

Bortnyansky’s secular compositions were again a focus of
attention some fifty years later. By this time many had been lost.
After 1917 the chapel archives had been dispersed and the
materials distributed to various other repositories. Fortunately a




few of Bortnyansky's works were found, although the majority
disappeared without trace, including the collection dedicated to
the Grand Duchess. The search continues to this day.

This recording features secular compositions Bortnyansky
wrote in the 1780s for the ‘minor court” of Grand Duke Pavel
Petrovich and his consort the Grand Duchess Maria
Feodorovna. Although this is only a fraction of Bortnyansky’s
instrumental oeuvre, these surviving works — the Sinfonia con-
certante, the Quintet, three Harpsichord Sonatas and a March —
give some idea of the composer’s outstanding talent and skill. As
one scholar observed, ‘Bortnyansky’s music is a manifestation of
the self-assured, hedonistic epoch of Catherine, the age of the
dandy’.

“Marche composée pour S.A.I. Monseigneur le Grand
Duc de Russie” (1787)

The Gatchina March was composed for the Grand Duke Pavel
Petrovich and evidently intended to accompany his military exer-
cises there. It was written for a wind ensemble of two clarinets,
two horns and a bassoon. This is the first recording of the work,
performed in a historically faithful transcription for two oboes,
two horns and bassoon according to a manuscript preserved in
the Russian National Library.

“Sinfonie concertante composée pour Son Altesse
Impériale Madame la Grande Duchesse de Russie” (1790)

One of the best Russian instrumental compositions from the
pre-Glinka period, a splendid work noted for the festive quality




of sound and innovative timbre. The title ‘Sinfonia concertante’
stresses the work’s unusual designation, since it was accepted
practice in contemporary terminology to use the Italian word
‘sinfonia’ for the overture to an opera. This Sinfonia was written
for seven instruments: two violins, viola da gamba, cello, bas-
soon, harp and pianoforte organisé — a modification of the
pianoforte with organ registers and bellows to produce wind
pressure. Bortnyansky makes splendid use of all the means avail-
able in such an ensemble. The Sinfonia consists of three move-
ments. First comes the Allegro maestoso, a swift-moving sonata
allegro. This is followed by the Larghetto, a melodic siciliana,
and finally the Allegretto, an animated rondo.

Three sonatas from the collection “Varie sonate di cembalo
scritte per Sua Altezza Imperiale Gran Duchessa di Russia”

The three works have been preserved from a lost sonata col-
lection written for the Grand Duchess Maria Feodorovna.
Bortnyansky had to bear in mind the technical limitations of his
pupil when writing these pieces. The sonatas are notable for
lightness and grace of manner, as well as their easy accessibility.
In style they resemble early sonatas by Mozart or the youngest of
Bach'’s sons, Johann Christian. The Sonata in C major (published
in 1903) has three movements, the others one single movement.

“Quintetto composto per Sua Altezza Imperiale Gran Du-
chessa di Russia” (1787)

This is the first surviving Bortnyansky opus for chamber
ensemble. The Quintet for pianoforte, harp, violin, viola da




gamba and cello enchants the listener with its rich thematic
material and ingenuous ensemble writing. In character it is the
most ‘Mozartian’ of Bortnyansky’s works. The composition is no
less intriguing than a drama for the stage, while the interplay and
competition between different instruments are reminiscent of a :
concerto. A leading role is played by the pianoforte. The Quintet
has three movements: the Allegro moderato, a sonata allegro
without development; the Larghetto comprising a tender and
melodious duet for violin and pianoforte supported by other
instruments; and the Allegro, a dashing tarantella.

First movement of the vanished “Concerto di cembalo per
Sua Altezza Imperiale Gran Duchessa di Russia”

The manuscript was found by Ukrainian scholar Mikhail
Stepanenko in the Bibliothéque Nationale de France (Paris) and
published in his orchestration in Kiev. A new orchestration was
devised by Pavel Serbyn in 2003 for the typical Bortnyansky
orchestra with oboes and horns, according to the composer’s
original keyboard reduction.

Natalia Rhyzhkouva, translation by Patricia Donegan




ecHovt 1779 r. npaguatusocbmmnetumit [murpuit Cre-
naHoBuy BopTtHsaHckmit (1751-1825) posppainasics u3 Utamn
B Poccuio. MHoro siet Hasap toHbit niesunii [IpuasopHoit Ka-
TesuUThl, BbIXO/eLl 13 Aasiekoro [JiyxoBa, obpatit Ha cebst BHU-
MaHMe 3HaMeHUTOro Komrosutopa banbaaccape lanymmm, co-
CTOSIBIIIEI'O Ha MPUABOPHONM cnyxkbe y mMriepaTpulibl Exatepu-
bl [I. 3aHsTus, HavaTbie B [TeTepbypre, 3aTeM MPOAO/IKMINCH
B Benelmn, Kyma 1o pekoOMeHAalMyM CBOEro HacTaBHMKa Ta-
JIaHT/IBBIN IoHOMIA 6bUT oTnpassieH Ekatepunoii Il B kauecTse
«rleHcnoHepa». «VTanbsiHCKast CTaXKMPOBKa» PaCcTsAHYJIach Ha Lie-
JIBIX [ecsITb JIeT U ToJyuiia BecTsiee 3aBeplleHne B Co3/aa-
HUM HEeCKOJIbKMX Orep (HaM IMoKa M3BeCTHbI TOJIbKO Tpu). «Kpe-
oHT, «“Ankum 1 «Keuat Pabui» 6bUIM MOCTaB/ICHbl Ha CLIGHAX
M3BeCTHBIX TeaTpos Benerwn 1 MogeHs! 1 3aciy:kmm ogobpe-
HMe 3HATOKOB U 3pUTeJIeit.
Boapparatbes BopTHsiHCKOMY GbIIO 1 PafloCTHO, U TPEBOXK-
HO. Bpems ot Bpemenn oH riepeuntsiBas micbMo Mpana Enarn-
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Ha, «IMPEeKTopa Haj MNPUABOPHBIMM TeaTpaMy M MY3bIKOIO»
Jocrioguy BoprasiHckuit! Kak yxke gecsts et npouwio 6uiTHO-
ctv Baweit B Mitasmu... To Teriepb BpeMst BO3BPATUTLCS BaM B
OTEYECTRBO... B3sIB C COBOIO BCe Balllyi COUMHEHMS. ... BaC [IOBTO-
PUTe/IbHO MpOLY, HeMedsis HUCKOJIbKO, CIofla exaTb; MepBoe,
YTO B BaC HaCTOUT HYXKIa; BTOPOE, UTO CUe TOCIYKUT KO BCe-
rAaliHeMy M HerpeMeHHOMY BallleMy CUaCTMIO M K OCHOBaHUIO
yectu Baruert naBceraa...»

Yro xkaet ero B [letepbypre? O Kakoil HACTOSITEIBHON HYXK-
[ie B HeM U ero «HerpeMeHHOM cuactvy et Enarun? Kakopbt
ceityac BKYCbl ABOPa, KakKue KOMITO3UTOPbI B MOZe, Kak Jiyulle
roka3saTb cebst 1 Kakye COUMHEHVs! [TPeroHeCTy UMrieparpuLe?

Bonpern comuenmsm, Exkarepuna Il mpuHsiia ero 6maroc-
KJIOHHO. Ho Ha BBICOKYIO JO/IXKHOCTD U OINepHble 3aKa3bl Heue-
ro 6bUI0 pacCUMTBIBATb: Ha MPUABOPHON CLIGHe Li@apwi 3HaMe-
HUTbIA utanbsaHel [k. [lausuenno, counmHsiBumit mis npu-
[ABOPHOM TPYIIIbI OAHY ONepy J1ydliie Apyroit. BopTHAHCKMI rmo-
JIYUMI1 JOJIKHOCTD «KarlesibMericTepa MPUABOPHOrO XOpa», uTo
[U1s1 Hadasta 6bU10 coBceM Herioxo. OTHbIHe ¢ XopoM Karesibt
OyzmeT cBsizaHa BCS ero [AaJlbHelllasi AesiTe/IbHOCTD, [Ulsl TOro
XOpa OH CO3[acT CBOU BeJIVKOJIEIHbIE AYXOBHbIe KOHLIEPTHI.

A cniycts vetbipe roga BopTHsHCKMIM BbUT Ha3HaUeH OOHO-
BpPeMeHHO U MPUABOPHBIM KarleJIbMecTepoM «Masloro» ABopa
HacsieHMKa, Besmkoro Kusizst [laena [letposuya, u ero cynpy-
I'1, BeJIMKOM KHArMHU Mapun @enopoBHbl, CTapiieit BOUCTUHY
aHre/IOM-XpaHUTesIeM KOMITO3UTOpPa.

B o6sizanHocm [1.C. BOpPTHSIHCKOrO BXOAWIO COUMHSITD My-
3bIKY «Ha C/lyyai», B TOM UMC/Ie /ISl BOGHHBIX 3a0aB BEJIMKOro




KH$13sl, YCTpaMBaTb KOHLICPTDI, JaBaTh YPOKMU UrPbl Ha KJIaBMpe
BeJIVKOM KHSArMHe. B To XKe BpeMst OH He OCTaBJIsUT U CBOEro I0-
cta B Kanese, npogosmkas co3gapaTb XOPOBble MPOU3BeeHsl.
Kak BcrioMmHamm ero coBpeMeHHMKM, KOMIIO3UTOP [MOCTOSIHHO
kypcupoBan mexay [lerepByprom, INMaBnosckom nwm [atun-
HOI — OTAaJIeHHbIMU Pe3neHLIMSAMY BeJIMKOKHSI)KeCKOM UeThl,
3a4acTyIO [OMMChIBAst B YTV CPOUHbBIC [TAPTUTYPbI.

OCHOBHBIM YBJIGUEHMEM «MaJIOro» ABOpa ObUiM JIOBUTE b-
CKMe TeaTpaJibHble [IOCTAHOBKM — «3abaBbl [10 MOJe» U MY3ULA-
poBaHMe, YeMy Croco6CTBOBa/IM U BOCIIATAHHDBIA B eBpOIiei-
ckoM ayxe [Tapen [letpoBuuy, 1 ero cynpyra. Cama Mapust De-
[OPOBHA Urpasla Ha KiaBecuHe U apde, MHOrMe NPUABOPHbIC
[ambl ObUIM XOPOLIMMIM My3bIKaHTIIaMM. BermkoceeTckue Jio-
OUTeNnM pasbirpblBa/IM MHTEPMeany, MacTopasi, «Parcoany
KyIuleTaMmy.

3neco, B [Tapnoscke u [atunne, BopTHAHCKMIT Harcat Tpu
koMuueckre oriepsl (d Ipazasectso ceHbopar, «Corom un «CblH-
COIMNEPHMK»), KOTOPbIe IO KayeCTBY MY3bIKM M MesIoANYeCckoMY
0BasgHMIO TIPEBOCXOAWIM MHOIME TMOMNyJIsipHble (PpaHLy3CKie
0BpasLbl.

[TocTaHOBKM, B KOTOPBIX MPVHUMAaIM YUacTiie TUTYIOBaHHbIe
«@KTepbl», IO CJIOBaM OHOr'O U3 YUYAaCTHMKOB IpeCTaBJIeHMs],
kHs13s1 VBaHa [JonropykoBa, «pou3eesiv Ha TeaTpe 0CobeHHoe
[eliCTBM/e: BesIMKOJIeNve [AeKopaLwmii, 60orarcTsBo KOCTIOMOB,
MMPeBOCXOAHAast My3blKa, 3aMaHUMBbI CK/Tajl MHTPUTY B Orlepe —
BCe IUICHSUIO U B30D, U C/YX, U YYBCTBA 3pUTeJIei».

Bocxurnrenbhast My3bika BOpTHSIHCKOrO, HeCOMHEHHO, BbI-
Jla TJIAaBHOM XYAOXKeCTBeHHOM LIeHHOCTbIO 3TUX IMOCTAaHOBOK.




«To BHemwHOCTM My3blKa ero CJIOBHO JIMIIb IIpM3BaHa YKpa-
aTh «4Yachbl IPOXJIaj, Becesbs U nokos». Ho B Heit, «kak 1 B
npo3e Kapamauna, ckiagpiBasach HOBasi, ... TOHKasi, JIaKO-
HUYHAs U sICHast POAHasi My3blKaslbHasi peub», IMMcajl U3BeCT-
Hblli MY3bIKOBe[, MCC/IefoBaTesib TBOPUYECTBA KOMIIO3UTOPA
B. [lo6poxoTos.

[ MysuLIMpOBaHMsT «MaJIoro» ABopa BopTHSHCKMIT co3aaeT
Keunrer anst poprenvano, apdbl, CKPUMKM, BUOJIBI Aa Framba 1
BuosioHuesm (1787) n «Konuepthyio» cumdonmio (1790), mo-
CBALIAs VX BEJIVKOM KHAMHE.

o cocraBam aTrx aHcambrieit MOXKHO 6e30INMBOYHO CYaUTD
O TOM, Ha KakuX MHCTPYMEHTax Mrpai BO ABOpLe. 3ameua-
TesibHble 0 My3blke, yaobHble A/ aHCcaMbIeBOro MCIOJHe-
HUS, 9TU COUMHeHus 3pyuau B [laBnoBcke u [atumHe netHu-
My Beuepamu. [nsg Mapum PepopoBHbl BopTHAHCKMIT coun-
HIWT COOPHMK Tbec 1S YeMbasio, BKIIOYABIINI BOCEMb COHAT,
KOHLIePT, a TakKKe KBapTeT U ellle OAMH KBUHTeT C MapTuen
K/IaBecrHa.

[TocrenenHo, onHako, Hazd [laB/OBCKOM CrycTwmich Tyum:
MOJIUTUUECKME PAa3HOIJIaCUsl «GOJIBIIOrO» U «Maloro» ABOPOB
cTayim KoM 3aMeTHbiMy. OTOLUIM B NpoLUIoe My3blKaslb-
Hble pa3BJieueHNs], Pacrajicsi TeaTp BbICOKOPOMAHBIX aKTEpPOB
MHOT'Me 13 HUX OKa3aJIMCh YaasleHHbIMK OT ABopa. Hoebix onep
1 cuMdOHMIT KOMITO3UTOPY GoJIblie He 3aKa3blBasIy.

A B 1796 r. cyapba [1.C. BopTHAHCKOrO BHOBb IE€peMeHu-
nack. CraB umriepatopoM, [laeen | Ha naTvit geHb cBoero Bo-
Li@apeHusi Ha3HauWwl KOMITO3uTopa mupektopoM [IpraBopHoii
Karlesuibl, [IOCTaBUB ero BO IJlaBe OCHOBHOI'O TEBUeCKOro Y-




pexaennst Poccun. C aToro BpemMenn 1 1o KOHLIAa CBOEI *KU3HU
BopTHSHCKMIT LIe/IMKOM COCPeaoTOUWICS Ha AYXOBHOI XOpO-
Bo1 My3bike. CoBpemenHrKY HasbiBasm ero «Opdeem peru He-
BbD 11 CPABHMBaJ/IM XOPOBbIe KOHLIEPTbl BOpTHSIHCKOrO ¢ reHn-
eM XOpa aHreJsioB, BO3HOCSIIMMCSI OT 3em/n K HeBecam. Ceer-
CKMX COUMHEHUI OH IMOYTY He MHcaJl.

BbicoRMiT aaMMHUCTPATUBHDIN TTOCT [TO3BOJIMII €My BOIUIOTUTD
CBOM Mpe/cTaB/IeHns1 06 MAea/IbHOM OPraHM3aLM TaKoro TBOP-
Yeckoro opraHuama, KakmMm Gbuta [IpuaBopHasi rnepueckasi Ka-
rnesvta. Pellas MHOXKeCTBO (DMHAHCOBBIX U Aake ObITOBBIX
BOMPOCOB, DOpTHSHCKMIT cTapasicss pa3yMHO OpraHU30BaTb
obiee obpasopaHe MeBurx, YTobbl Mpy “criafgeHnu ¢ rosoca’
OHM MOIJIM JIETKO TIOMEHSITb MPodeccuio.

Ho rnaBHoi1 3a60T01 GbUT, KOHEUHO, BOKaUL. «H JaBHO He CIbI-
XaJI TakoOW CJIaZIKOVi FapMOHUM: KaKye HerkHble rosioca, — BCIIOo-
MMHaJT B CBOMX Memyapax V.M. [donropykuii, — kakast My3bikal»
Ha ny6nmuHbix KoHUepTax Karmesuibl MCMOMHSMCh KpyIiHeii-
e MpOU3BeAeHUs] BOKaJIbHO-CUM(MOHMYECKOrO KaHpa, OT
«Cotpopenus mupa» M. Taitana no «Pekeremar J1. Kepybunm.
B 1816 r. Ha [1. BopTHsIHCKOrO 6GbUM BO3/I0KeHbI 06513aHHOC-
TV LIeH30pa AYXKOBHO MY3bIKM.

[1.C. BopTHSHCKMIT POKWIT AOITYIO KM3HDb, MOJb3YsICh Or-
POMHBIM YBakeHreM coBpeMeHHMKOB. [pyr ['.P. [lepxkaBuHa,
M.M. Xepackopa, B.A. 2KykoBckoro, oH 6bUT xKelaHHbIM TOC-
TeM B CaJIOHaX M3BECTHDbIX ABOPSIHCKUX damummit. TOHKMit 3Ha-
TOK U306pa3nTesIbHBIX UCKYCCTB, 061afaTesib MPeKpacHoil Kap-
TUHHOII rajsiepey, HeohMLMaIbHDBI KOHCY/IBTAHT ABOPa [0 BO-
rpocaMm KMBOICY, DOPTHSAHCKMIA ObUT MPUHAT B TOYETHbIE




wieHbl AKageMuy XyaoxKecTs fake 6e3 o6bIYHOrO [l 3TOrO
nipoLieaypsl 3assienusa. OH ymep B 1825 r. B Bospacre 74 rner,
OCTaBMB TOC/Ie cebsi c/laBy He TOJIbKO TMPU3HAHHOTO MacTepa
[PABOC/IaBHOM My3bIKM, HO MPOCBETUTEsIS U OBLIECTBEHHOTO
[esiTeis.

OmHaro cympba My3bIKa/IbHOIO Hacsjeamss DBopTHSHCKOro
OKasasiachb HeripocTtoit. [locsie cMepTy KoMIIO3MUTOpa ero BAoBa
AnHa VBaHOBHa nepenana Ha xpaHenue B Karesuy ocrabiiee-
Cs1 Hacslelie — rpaBMPOBaHHbIe HOTHBIE JOCKM AYXOBHBIX KOH-
LIEPTOB U PYKOTMCH CBETCKUX COUMHEHMUIA.

Mo peecTpy ux 6bUTO0 HeMasIO: «OTep UTATMAHCKMX — 5, apuit
U [YSTOB POCCUICKMX, (PPaHLY3CKMUX U UTabIHCKMX — 30, xo-
POB POCCUMCKUX U UTAIBbSIHCKUX — 16, yBepTIOp, KOHLIEPTOB,
COHAT, Maplleil ¥ pa3HbIX COUMHEHUN Ul OYXOBOW MY3bIKM,
doprernuaH, apdbl 1 MPOUNX MHCTPYMEHTOB — 61». Bee coun-
HeHVst GbUIM TIPUHATBI U «TI0JI0XKEHbl B MPUCOTOBJIGHHOE [UIsl
OHBIX MecTo». K coxkasieHnio, TOuHble Ha3BaHUsl TPOV3BeIeHMI
yKasaHbl He GbUIN.

Ho ecnm xoposble npouseeneHnsi BOPTHAHCKOTO MCIIOJHS-
JICb M MHOTOKPATHO Iepen3aaBa/MCh TOC/ie ero CMepTH, Oc-
TaBasiCb YKpallleHVeM PYCCKOV IYXOBHOM MY3bIKM, TO CBETCKME
ero COUMHeHMs — OTIepHbIe U MHCTPYMEHTa/IbHbIe — BbUTY 3a6bi-
ThbI BCKOPE I0C/Ie ero KOHUMHBI.

O Hux BcriomMHWwM Tosibko B 1901 1. BO BpeMst TOpzKecTs 1o
cyyato cronsTuaecsTwiets co aHs poxaerust [1.C. BoptHsH-
ckoro. Toraa B Kariesute 6b11 06Hapy»KeHb! PYKOIIMCH ero paH-
HMX COUMHEHMII 1 YCTpoeHa MX BbiCTaBKa. B uncre pykormceit
6bUn onepbl «Ankum 1 «KeuHT Pabuir, «Corom u «CbiH-CO-




MepHrK», COOPHMK KIABMPHBIX [MPOM3BEEHN, TMOCBSILEHHbIN
Mapun PegoporHe.

K s™uM Haxomkam 6bula obpallieHa CTaTbs U3BECTHOTO UCTO-
pvka My3biku H.D. Punpeiizera «OHolueckre rponseeeHmnst
BopTHsHCcKoro», KoTopast 3aBepliiayiach CIeAyIoLMI CTPOKaMU
«TanmaHT BOPTHSHCKOTO C JIerKOCTbIO B1ajes 1 CTWIEeM LiepKOB-
HOI'O IeHusl, U CTWIeM COBPEeMeHHOM eMy oOriepbl U KaMepHOM
My3bIkM. CBeTcKre npousBeaeHnst BOpTHSHCKOro ... ocTaloTcs
HEM3BECTHBIMIM HE TOJIbKO MYOJIMKe, HO [axke MY3bIKaJIbHbIM UC-
cnegoBartesiiM.  BoJIBIIMHCTBO IPOM3BeeHUI KOMITO3UTOPaA
HaXOAWUTCS B aBTorpadHbIX PYKOMUCSX B 6GubinoTeke
[MpraBopHoit [TeBueckoit Karesubr. ApTop npusbiBan [ leBuec-
KYIO Karesuty OrnyO/IMKOBaTh MMEIoIIMeCst B ee pacriopsizKeHnn
MaTepuasibl, OAHaKO — 6e3pe3ysibTaTHO.

O CBeTCKMX COUMHEHMsIX BDOPTHSIHCKOrO BHOBbL 3arOBOPWIN
CIYCTS ellle MoJsiBeka. MHOroe K aToMy BpeMeHM OKa3asloch YT-
pauennbiM. Apxus Karesust ociie 1917 r. 661 pachopmupo-
BaH, a ero MaTepuasibl [10 YaCTsIM [lepeaHbl B pa3Hble XpaHWwIn-
mwa. HexkoTtopble npouseseaenns BopTHsSHCKOrO, K cuacTbio, Obl-
JIV HalzeHbl, HO GoJibliasi UX YacTb BeccrieHo 1ucyesna.

B sToM anbBGoMe mpepacrapiieHbl cBeTCKMe counHeHust bopt-
HSIHCKOT'O, HarcaHHble uM B 80-e rr. XVIII B. ans «Masoro aso-
pa», Bermroro kHsi3st [laBna [lerpoBuua u Be/mKOM KHSAMMHU
Mapun PepoporHbl. ITa /milb HeGObIast YacTb MHCTPYMEH-
Ta/IbHOrO TBOpYecTBa DOPTHIHCKOrO AaeT BO3MOMXKHOCTb OLie-
HUTb He3aypsiAHbIA Ta/laHT Y MacTepCcTBO KoMrioduTopa. «B my-
3blke BOPTHSIHCKOrO 3arevartsieH YBepeHHbIn B cebe, refoHnc-
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TUYHDBIA U LIeroyieBaTbli EKaTep]/IH]/IH BeK», — OTMeYaJIn MCCJie-
AOBaTesi ero TBopyecTsBa.

Mapw cu-6emonb Maxop gas geyx KJAapHemos, geyx
sanmopH u ¢azoma, «HanucamHwiii gas Ezo Mmnepamopckozo
Buicouecmaa Beaukozo kHasa» (1787)

«aTUMHCKWIP» Mapill [TpeHa3HauasICs], BUAUMO, /Il BOGHHBIX
YIrIpaxkHeHi1 Be/MKOro KHs3s B [atunHe. OH counHeH s aH-
caMbJ1s YXOBbIX. DTO MepBas 3ar1ch [MPOM3BeIeHNsl, KOTOPOe
VICTIOJIHSIeTCSl B MCTOPUUCCKM KOPPEKTHONM TPaHCKPUIILAM 1St
BYX ro6oeB, ABYX BAJITOPH U ¢arora.

Konuepmuas cumeonusg cu-6emMonb Maxop gias nuaHo-
¢opme, apgut ad libitum, geyx ckpunok, guosbl ga eamba,
¢azoma u euosoHuenu, «HanucavHas gas Ee Mmnepamop-
ckoz2o Buicouecmaa Beaukotl kHsizunu» (1790)

OpHo 13 NyuLnx MPoU3BeeHNi PYCCKO MHCTPYMEHTAIbHOI
MY3bIKM [OTJIMHKMHCKOTO Tepuofa, OT/Muaiolieecs: 61eckoM,
MPa3aHMYHOCTBIO 3BYYaHMsl, TeMBPOBOI 1306peTaTe/IbHOCThIO.
HaspaHre mnoauepKkMBaeT CaMOCTOSITEIbHOCTb IMPOU3BEeHNs,
160 B TPUHSITOM TOTAA WUTAIbSHCKOV TEPMUHOIOMUM C/IOBOM
«cumdoHms» obo3Havaslach orepHas yeepTiopa. CumdoHmst
Npe/iHa3HayeHa [JIsi cemMr MHCTPyMeHToB. Komrosurop Macrep-
CKM UCTIOJb3YeT CPe/ICTBA HaxOMBIIErOCsl B ero PaCTIOPsiKeHnN
aHcambrs1. [Iponspenenre cocrout m3 Tpex yacteit. [lepsas
Allegro maestoso — cTpeMuTesibHOE COHaTHOE a/UIerpo, BTOpast
Larghetto — nesyuast cuimmana, tpetbst Allegretto — oxuBIeH-
HOe POH[IO.




Tpu coHamut us cbopruka «PazHbie coHamul gas KAAGeCuHda,
HanucaHHvle gas Ee Mmnepamopckoeo Buicouecmaea Benu-
KOU KHS2UHU»

Tpu coxpanmBIuMecs riponsBeaeHust n3 cGoOpHMKa COHaT, HbIHE
yTpaueHHoro. Co3maBasi o™V mbecbl, DOPTHSHCKMIT OOMKeH
ObUT CUMTATBCH C TEXHMUECKUMM BO3MOMKHOCTSIMM CBOEI yue-
HuLpbl. COHaTbl OT/IMYAeT JIETKOCTb U UBSIECTBO PUCYHKA, [0-
CTYIHOCTb U3sioxeHust. [1o cTwno oHu GM3KM cOHaTaM paH-
Hero Mouapra wm miaguwero u3 coiHoBet Baxa — Moranha
Kpuctuana. [Jo-MaxkopHast coHaTa (Obuta ornybivkoBaHa B
1903 r.) TpexuactHa. [Ipyrue ase coHatsl (pa Maxkop u cu-6e-
MOJIb MakOp) OAHOUACTHBIE.

KeuHmem go maxcop gas nuaHogopme, apgul, ckpunku,
guosbl ga 2amba U BUOJIOHYEaU, «HanucaHHulli gas Ee
Hmnepamopckozo Buicouecmaa Beauxot kHsieuHu» (1787)

DTo MepBblt U3 [OLIEAUIMX A0 HAac KaMepHbIX aHcambrieii
BoptHsitckoro. KeuHrer mieHser 6oraTcTBoM TeMaTusma U
n3obpeTaTesbHOCTbIO aHcaMbrieBoro mvcbMa. [lo cBoemy Xa-
pakTepy aTO HanboJiee «MOLE@PTOBCKOe» MpousseneHre Bopr-
HsiHCKOro. Kommosumimss KeuHTeta yBriekaresibHa Kak Tear-
pasibHasi MUHTPUTra; B3aVIMOIGVICTBME U COpPeBHOBaHMEe MHCTPY-
MEHTOB TMPUOAIOT MYy3blke UepTbl KOHLIePTHOCTU. Beayuas
POJIb B MIPOU3BEeHUN TIPUHAAJICKUT dopTernaHo. B keuHTe-
Te Tpu yactu: Allegro moderato — coHaTHOe ayuterpo 6e3 pas-
pabotku, Larghetto — HexkHbIN 1 MeByumii AYsT CKPUIKY 1 Gop-
TenmaHo, TMO/AePKaHHbIA OCTa/JIbHBIMY MHCTPYMEHTaMMU;
Allegro — 6necrsulas TapaHTesUIa.




I'lepeas uacmu ympauenHoeo KoHuyepma gas knasecuHa pe ma-
sxnop «gas Ee imnepamopckoeo Buicouecmea Benukoti kHsi2uHu»
Pykormch HavigeHa B HaimonanbHom 6ubnvoreke PpaHimm
(TTapuk) yrpanHckuM uccrnegopatesieM M. CreriaHeHKo 1 n3aa-
Ha B Kuepe B ero opkectpoeke. HoBast opkecTpoBka caesnaHa
[Maeiom Cep6unbiM B 2003 T. 10 aBTOPCKOMY KJIaBUPHOMY 13-
JIOXKEHUIO B pacuere Ha TurmuHbli s [1. BopTHsaHCKoro co-
CTaB OpPKeCTpa C robosiMU 1 BaJITOPHAMI.

Hamanvsa Puixckosa




u printemps de 1779 Dmitri Bortnianski revenait de
I'ltalie en Russie. Bien des années, le jeune choriste de la 25
Chapelle Impériale, originaire de lointain Gloukhovo, a attiré
I'attention de Baldassare Galuppi, illustre compositeur, étant au
service dans la Cour de lI'impératrice Catherine II. Les études,
entamées a St-Pétersbourg, ont été poursuivies a Venise, ou,
recommandé par son précepteur, a été envoyée ce talentueux
gargon. Son “stage italien” a duré dix longues années et s'est ¢
achevé brillamment par la création de quelques opéras (il n'y en
a que trois, qui nous sont connus). “Créonte”, “Alcide” et
“Quinto Fabio” ont été montés sur les scénes des importants
théatres de Venise et de Modéne et ont mérité I'approbation des
connaisseurs et des spectateurs mélomanes.

En revenant, a présent, Bortnianski éprouvait a la fois deux
sentiments, de la joie et de 'angoisse. De temps en temps il reli-
sait la lettre d’'lvan Elaguine, “directeur de la musique et des
théatres de la Cour”: “Monsieur Bortnianski! Voila déja dix ans




de Votre séjour en ltalie ont passés... il est le temps pour Vous
d’étre de retour pour Votre Patrie... sans oublier de prendre
toutes vos ceuvres avec... J'insiste, que Vous partiez sans retard:
primo, parce que on y besoin de Vous; secondo, parce que Votre
arrivée servira a Votre infaillible et durable bonheur et con-
tribuera continuellement & Votre hommage ...”

Qu’est-ce qui 'attend a St-Pétersbourg? De quel besoin instant
en lui et de quel bonheur infaillible écrit Elaguine? Quels sont les
golts de la Cour, quels compositeurs sont a la mode? Comment
mieux se faire valoir? De quelles de ses compositions faut-il faire
le présent a I'impératrice?

Malgré ses doutes, Catherine Il I'a accueilli avec bienveillance:
les ceuvres offertes lui ont plu. Mais I'artiste ne pouvait prétendre 2 6
sur un poste important, ni aux commandes sur la composition des
opéras: G. Paisiello, illustre Italien, regnait sur la scéne de la Cour.
Bortnianski a regu le poste de “Kapellmeister”, directeur du chant
du cheoeur de la Cour; pour le début, cela n’était pas mal du tout.
Et depuis, toute sa future activité sera attachée au choeur de la
Chapelle Impériale, c’est pour ce choeur, qu’il créera ses mag-
nifiques concertos spirituels.

Quatre ans aprés, Bortnianski sera nommé aussi
Kapellmeister de la “Petite Cour”, appartenant a I'héritier du
trone, le Grand Duc Pavel Petrovitch et & son épouse, la Grande
Duchesse Maria Fedorovna, qui est devenue a juste titre I'ange
gardien du compositeur.

Les fonctions de D. S. Bortnianski consistaient & composer la
musique “a l'occasion”, y compris pour les jeux de plaisance mil-

itaires du Grand Duc, a organiser des concerts, & donner des




lecons de clavecin a la Grande Duchesse. Cependant, il n’a pas
abandonné son poste du Directeur du chant a la Chapelle, con-
tinuant a créer des chorals.

L’engouement préféré de la “Petite Cour” était les représenta-
tions théatrales d’amateur — “divertissements a la mode” et de
faire de la musique; Pavel Petrovitch, élevé dans I'esprit
européen, et son epouse l'encourageaient. Maria Fedorovna,
elle-méme, jouait du clavecin et de la harpe, plusieurs dames de
cour, de méme, étaient des bonnes musiciennes, notamment, les
ex-éleves de I'Institut Smolny. Les amateurs aristocratiques met-
taient en scéne les intermédes, les pastorales, les “rapsodies aux
couplets”. Ici, & Pavlovsk et Gatchina, Bortnianski a créé trois
opéras (“La Féte du Signeur”, “Le Faucon”, “Le Fils-Rival”), par
la qualité de la musique et le charme mélodique ses opéras sur-
passaient les oeuvres analogues frangais. La musique séduisante
de Bortnianski était, sans aucun doute, la plus grande réussite de
la valeur artistique de ses spectacles. “En apparence, c’est
comme si cette musique serait destinée a accompagner “les
heures de la fraicheur, de la joie et de la détente”. Mais en elle,
aussi bien “comme en prose de Karamzine, naissait... le langage
musical national, fin, laconique et compréhensible”, — écrivait
Boris Dobrokhotov, musicologue connu, faisant les recherches
sur 'ceuvre du compositeur.

Pour linterprétation par les courtisans de la “Petite Cour”,
Bortnianski compose le Quintette pour piano, harpe, viole de
gambe et violoncelle (1787) et Sinfonie concertante (1790), les
dédiant a la Grande Duchesse. Regardant la composition des
ensembles, on peut juger immanquablement, de quels instru-




ments jouait-on dans le palais. Les soirées d’été, ces ceuvres,
magnifiques par leur musique, appropriées commodément a
I'exécution en ensemble défini, retentissaient a Pavlovsk et
Gatchina. Pour Maria Fedorovna Bortnianski a créé le recueil de
piéces pour clavecin (clavicymbalum), qui a inclus huit sonates,
un concerto, ainsi qu'un quatuor et encore un quintette avec la
partie de clavecin.

Pourtant, une atmospheére lourde se crée petit a petit autour
de Pavlovsk: les désaccords politiques entre la “Grande Cour” et
la “Petite Cour” sont devenus trop aigus. Les divertissements
musicaux sont restés dans le passé, le théatre des acteurs de la
haute société a été dissous: plusieurs parmi eux ont été éloignés
de la Cour. Le compositeur a été privé de commandes pour la
composition de nouveaux opéras et symphonies.

En 1796 une fois de plus, le destin de D. S. Bortnianski lui
rend un nouveau changement. L’empereur Paul I I'a désigné
Directeur de la Chapelle Impériale, le placant de cette maniére,
en téte de I'établissement choral supérieur de la Russie. Depuis
ce moment jusqu’au dernier jour de sa vie, Bortnianski, &me et
corps, se concentrait sur la musique chorale religieuse. Ses con-
temporains 'appelaient “Orphée de la Neva” et ils trouvaient ses
Concertos pour le choeur semblables aux chants des anges,
abandonnant la terre et s’élevant au ciel. Il ne composait presque
pas d’ceuvres profanes.

Le haut poste administratif lui a permis de réaliser ses concep-
tions sur I'organisation idéale de tel organisme qu’était la Chapelle
Impériale. Mais sa préoccupation principale professionnelle était,
bien-sir, le chant. “En vérité, depuis longtemps, je n’ai pas enten-




du de 'harmonie aussi délicieuse: quelles tendres voix, — se sou-
venait dans ses mémoires le prince lvan Dolgorouki, — quelle
musique!” A ses concerts publiques La Chapelle exécutait les
ceuvres les plus importantes du genre vocal-symphonique, a partir
de “La création du monde” de J. Haydn jusqu’au “Requiem” de L.
Cherubini. Depuis 1816 Bortnianski devait accomplir aussi le role
du censeur de la musique religieuse.

D. Bortnianski a vécu une longue vie, jouissant d'un énorme
respect de la part de ses contemporains. L'ami de Derjavine,
Kheraskov, Joukovski, il était toujours le bien-venu aux salons des
grandes familles nobles. Fin connaisseur des beaux-arts, pos-
sesseur d’une excellente galerie de tableaux, expert non-officiel
de la Cour sur les questions de la peinture, Bortnianski a été
nommé Membre d’honneur de I’Académie des Beaux-Arts. Il est
mort en 1825 a I'dge de 74 ans, restant dans les annales en tant
que une personnalité couverte de gloire, pas seulement comme
un maestro incontestable de la musique orthodoxe sacrée, mais
aussi comme le civilisateur et 'homme publique.

Par contre, le destin de son héritage musical était
malchanceux. Aprés la mort du musicien Anna Ivanovna, sa
veuve, a remis sa patrimoine a la Chapelle pour la conservation,
c’étaient des planches gravées des partitions des concertos
religieux et des manuscrits des ceuvres laiques. Selon la liste-
inventaire, ils étaient nombreux: “opéras italiens — 5, aires et
duos russes, frangais et italiens — 16... ouvertures, concertos,
sonates, marches, oeuvres spirituelles, piéces pour piano, harpe
et autres instruments — 61”. Touts les objets ont été recus et
“placés aux comptoirs préparés a ce propos”. Il est a regretter,




que les titres exactes des ceuvres n’ont pas été indiqués. Mais si
les ceuvres pour le cheoeur, composées par Bortnianski, ont été
beaucoup exécutées et rééditées plusieurs fois, déja aprés sa
mort, continuant a enrichir les fonds de la musique liturgique, ses
ceuvres profanes — opéras et musique instrumentale — ont été
oubliées peu aprés son déces.

On s’est souvenu d’eux seulement en 1901 au cours des fes-
tivités & l'occasion de 150-éme anniversaire de la naissance de
D. S. Bortnianski. Alors, dans les fonds de la Chapelle on a
découvert les manuscrits des oeuvres du jeune compositeur, leur
démonstration y a été organisée. Parmi les manuscrits retrouvés
étaient les opéras “Alcide”, “Quinto Fabio”, le recueil de pieces
de clavier, dédiées a Maria Fedorovna. “Les ceuvres de
Bortnianski-adolescent”, ainsi a été intitulé I'article, consacré a
ces trouvailles, écrit par Nicholas Findeizen, spécialiste connu en
histoire de la musique. L’article s’achevait par les paroles ci-
dessous: “Le talent de Bortnianski maitrisait avec la facilité
équivalente le style du chant religieux et le style de I'opéras et de
la musique de chambre de son temps. Les ceuvres profanes de
Bortnianski... restent inconnues pas seulement au large public,
mais méme aux analystes musicaux”. L’auteur s’est adressé a la
Chapelle avec la proposition de publier les matériaux, qui étaient
en sa possession, sans résultat d’ailleurs.

Demi-siécle aprés, on a recommencé a parler des ceuvres pro-
fanes de Bortnianski. Beaucoup de manuscrits avaient été déja
perdus. Aprés 1917, les archives de la Chapelle ont été frac-
tionnées, ses matériaux ont été partagés entre de différents
dépodts. Les oceuvres choisies heureusement ont été retrouvées,




mais le grand nombre est disparu sans laisser de traces, y com-
pris le recueil dédié a la Grande Duchesse. Les recherches con-
tinuent aujourd’hui.

Cet album présente les ceuvres laiques de Bortnianski, com-
posées aux années 80 du XVIII siecle pour la “Petite Cour”. Ce
n’est qu'une petite partie de la musique instrumentale, créé par
Bortnianski. Mais ses ouvrages conservés donnent une possibil-
ité d’apprécier le talent peu ordinaire et la maitrise de I'artiste.
“Le siecle de Catherine”, slir en soi-méme, hédoniste et élégant,
s’est gravé dans la musique de Bortnianski“, — remarquaient les
analystes de son oeuvre.

“Marche composée pour S.A.I. Monseigneur le Grand
Duc de Russie” (1787)

La Marche “de Gatchina” a été composée pour Pavel
Petrovitch et a été destinée, évidemment, pour accompagner les
exercices militaires du Grand Duc & Gatchina. La Marche a été
créé pour l'exécution par l'ensemble d’instruments a vent: deux
clarinettes, deux cors et un basson. Clest le premier enre-
gistrement de cette ceuvre, exécutée en arrangement historique-
ment correct pour deux hautbois, deux cors et un basson.

“Sinfonie concertante composée pour Son Altesse
Impériale Madame la Grande Duchesse de Russie” (1790)

Une des meilleures ceuvres de la musique instrumentale de la
période d’avant Glinka, elle se distingue par le brillant, le carac-
tere de féte, l'ingéniosité des timbres. Intitulant son oeuvre




“Symphonie concertante” le compositeur voulait souligner son
caractére du genre indépendant, car la terminologie italienne
sous-entendait par le titre “sinfonie” I'ouverture de I'opéra.

La Symphonie doit étre exécutée par sept instruments: deux
violons, une viole de gambe, une violoncelle, un basson, une
harpe et un piano, dit “organisé” — une espéce particuliere du
piano avec des registres d’orgue et du soufflet pour faire circuler
de l'air. Le compositeur profite de tous les moyens et possibilités
de tel ensemble d’instruments. La Symphonie est composées de

trois mouvements. Le premier, Allegro maestoso, est un allegro §

de sonate impétueux, le second, Larghetto, est une sicilienne
meélodieuse et le troisieme, Allegretto, est un vif rondo.

Trois sonates de clavier provenant du recueil “Varie Sonate
di cembalo scritte per Sua Altezza Imperiale Gran Duchessa
di Russia”

Trois piéces conservées du recueil de sonates, (le recueil méme
est actuellement perdu), sont composées pour la Grande Duchesse
Maria Fedorovna. En créant ces piéces, Bortnianski devait pren-
dre en considération les capacités techniques de son éleve. Les
sonates se caractérisent par la délicatesse et la grace du dessin
musical, la simplicité de I'exécution. Leur style est proche aux
sonates du jeune Mozart ou Johann Christian Bach, le fils cadet de
Bach. La Sonate do majeur (publiée en 1903) est composée de
trois mouvements. Deux autres sont & un mouvement.

“Quintetto composto per Sua Altezza Imperiale Gran Du-
chessa di Russia” (1787)

=
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C’est le premier ensemble de la musique de chambre de &
Bortnianski, qui nous est parvenu. Le Quintette, formé de piano-
forte, harpe, violon, viole da gambe et violoncelle, nous captive
par sa richesse thématique et I'ingéniosité de I'écriture d’ensem-
ble. Par son caractére, parmi les ouvrages de Bortnianski, il est
le plus proche de Mozart. La composition du Quintette est atti-
rante comme l'intrigue d’un spectacle thééatral; I'interaction des &
instruments et leur opposition rajoutent a la musique les traits de
concert. Le rdle primordial est réservé au piano-forte. Le §
Quintette comprend trois mouvements: Allegro moderato est un =
allegro sans développement, Larghetto est un duo de violon et
de piano-forte, tendre et mélodique, soutenu par tous les instru-
ments, Allegro est une brillante tarentelle.

“Concerto di cembalo per Sua Altezza Imperiale Gran
Duchessa di Russia” — le premier mouvement (Allegro) du
Concerto ré majeur pour le clavecin, antérieurement perdu. Le
manuscrit a été retrouvé dans la Bibliotheque Nationale de
France (Paris) par M. Stépanenko, chercheur ukrainien, et a été
publié a Kiev avec l'orchestration de Stépanenko. La nouvelle
orchestration, suivant la partition autographe arrangée pour :
piano a été réalisée par Pavel Serbine. Il a pris en considération
la composition de I'orchestre, tipique pour D. Bortnianski, com- 2
prenant les hautbois et les cors.

Natalia Ryjkova, traduisé par Anna Fedorova |




ANDREI PISKUNOV ALEXEI RAIEV DMITRY SINKOVSKY

in early music. It is the only Russian orchestra that offers
a full range of period instruments.

The orchestra was founded in Moscow in 2003 with support
from Essential Music. Leading Pratum Integrum performers
also continue their solo careers in the authentic ensembles A la
Russe and Musica Petropolitana.

Pratum Integrum performs without a conductor or under the
direction of guest maestros. In recent seasons the orchestra has
derived great pleasure (as did the Moscow public) and valuable
experience from giving concerts with the world famous musi-
cians Sigiswald Kuijken (violin), Wieland Kuijken (viola da
gamba), Marcel Ponseele (oboe), Trevor Pinnock (harpsichord),

Pratum Integrum (“unmown meadow” in Latin) specialises



PHILIPP NODEL ALEXANDER ANDRUSIK LISA GOLDBERG

Ivan Monighetti (cello), Alfredo Bernardini (oboe), Paul Esswood
(countertenor) and the ensembles Bergen Barokk (Norway) and
Il Gardellino (Belgium).

Besides concert activity the orchestra is engaged in a research
programme. Thanks to Artistic Director Pavel Serbin the first
Russian symphony, Sinfonia in C major by Maxim Berezovsky,
and the first opera by Dmitry Bortnyansky, Creonte, have been
discovered. Many other pieces written by 18th century com-
posers have been reconstructed and performed in Russia for the
first time (Lully’s ballet music, Leclair’s violin concertos, Rosetti’s
symphonies, etc.).

Since 2003 Pratum Integrum has been recording albums of
18th century composers exclusively on the Caro Mitis label.
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RECORDING DETAILS

Microphones — Neumann km130
DPA (B & K) 4006 ; DPA (B & K) 4011
SCHOEPS mk2S ; SCHOEPS mk41

All the microphone buffer amplifiers and pre-amplifiers are Polyhymnia
International B.V. custom built.
DSD analogue to digital converter — Meitner design by EMM Labs.
Recording, editing and mixing on Pyramix system
by Merging Technologies.

Recording Producer — Michael Serebryanyi
Balance Engineer — Erdo Groot
Recording Engineer — Roger de Schot
Editor — Carl Schuurbier

Recorded: 15-23.10.2003 5th Studio of The Russian Television and Radio
Broadcasting Company (RTR) Moscow, Russia

® &0 2003 Essential Music, P. O. Box 89, Moscow;, 125252, Russia
®e® 2003 Mysbika Maccam, 125252, Poccnst, MOCKBa, a/4 89

www.caromitis.com www.essentialmusic.ru
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