FOREWORD

Max Reger (full name Johann

Baptist Maximilian Reger) is one of
the greatest German composers of the
late XIX — early XX century. He was
born on March 19, 1873 in a Bavarian
village in the family of a schoolteach-
er. In 1874, the family moved to the
small town of Weiden. The boy got his
initial musical education by his moth-
er and father, and then he became the
pupil of the local organist Adalbert
Lindner, who taught him to play the
organ and the piano. To the years of
his youth belong his first works -
romances, small piano pieces. In 1890,
Reger went to study with the famous
theorist Hugo Riemann in Sonder-
shausen, and the next year, he fol-
lowed his teacher to Wiesbaden. While
studying at the conservatory, he
worked there as an assistant teacher
in theory and piano classes. At the
same time, he started to perform at
concerts as a pianist and organist.
Later on, Reger's activities took place
in Munich (1901-1907), in Leipzig
(1907-1911), where he taught at the
Conservatory and performed duties of
a “university music director”, in
(1911-1914),

conducted the orchestra (while still

Meiningen where he
teaching at the Leipzig Conservatory).
In 1914, after a nervous disease, Re-
ger stopped his performing activities
and, having reduced teaching to a
minimum, devoted all his time to crea-
tive work. In 1915 he settled in Jena.
Reger died on May 10, 1916 in Leip-

zig.

ITPENVICJIOBUE

Maxc Perep (mommoe wuMsa
HWoramn Bantuct Maxcumuanaua Perep)
— OAVWH "3 KPYIHEHUIIUX HEMEeIKuX
KOMIIOBUTOPOB KoHHa XIX — mnHauama
XX Berka. O pommica 19 mapra 1873
roga B 0OaBapcKoOUl [epeBHE B CeMbe
MIKOJbHOTO yuuTteasa. B 1874 romy ce-
Mbs Ilepecesinjiach B HeOOJBIIONH TOPOJ
Betizen. IlepBomauaibHOE MYS3BIKAJIL-
Hoe 00paszoBaHMWE MAaJbUUK IOJYUYUJ Y
MaTepu M y OTIIA, 3aTE€M €ro OTIaJIu
MECTHOMY  OpraHucty Apanpbepry
JluaaHEPY, KOTOPBIN 00ydYas ero urpe
Ha oprade um Qoprenmano. K 1oHoIme-
CKUM T'OJlaM OTHOCSTCS €ro IIePBBLIE CO-
YMHEeHUS — POMAHCBI, HeOOJbIIINIe
doprenuanusie nbeckl. B 1890 romy
Perep emeT yuuThCA K IPOCJIABJIEHHOMY
Teopetuky I'yro Pumany B 3oH-
Iepcxays3eH, a Ha CJHeAYIOIIUI Tojn me-
peesiKaeT CJEIOM 3a CBOUM yUHTeJIeM B
Bucbagen. OmHoBpemeHHO ¢ yueboil B
KOHCEPBATOPUU OH BBINOJHSAET TaM JKe
00A3aHHOCTU IIOMOIIIHMKA YUYUTENS IO
KJlaccaM Teopum u (oprenuaHo. B aTo
JKe BpeMs HAYMHAIOTCSI U ero KOHIIEpT-
HbI€ BBICTYILJIEHHUS B KauecTBe ITMAHU-
cTa U opraHucra. B masbHelilieM TBOD-
yecKas IeATeJbHOCThL Perepa mpoTeka-
er B Miouxerne (1901—1907), B Jleiin-
nure (1907—1911), raoe ou mpemozaer
B KOHCEPBATOPUU U BLIIOJHAET 00s-
3aHHOCTU «YHUBEPCUTETCKOTO My-
3UKAUPEKTOpa», B Meiinnarene
(1911—1914), roe OH PYKOBOAUT OP-
KecTpoM (He oCTaBJfAs IIpelofaBaHUe B
Jlefiniurckoil KoHcepBaTtopuu). B 1914
roAy Iocje HepBHOTO 3aboJsieBanusa Pe-
rep OTXOAUT OT AKTUBHON WCIIOJIHU-
TeJILCKOM HeATEeJbHOCTH U, COKPATUB
IO MUHMMYyMa IIpemojaBaHUe, BCE CBOe
BpeMs MOCBAIaeT TBopuecTBy. B 1915
roxy oH mocenuica B Meme. Ymep Pe-
rep 10 maa 1916 roga B Jlewnmure.



Reger's legacy is amazingly large —
he’s an author of 146 opuses, most of
which are big compositions or cycles
of pieces. Apart from opera, there
seems to be no such a genre that he
had not touched. Such an amount of
work seems incomprehensible even if
one constantly remembers about the
working capacity and discipline of this
composer (after all, Reger’s entire
creative biography took only a little
more than 25 years!). Literally Mo-
zart's ease of writing inherent to Re-
ger is striking as well. It is known,
for example, that the score of the
huge final fugue in “Variations on a
Theme by Hiller” — 56 pages — he
wrote without a single blot during one
Sunday, the first movement of the d-
moll quartet was written overnight.

In Reger's music, despite the
complexity and overloading of a lan-
guage of many works, it is easy to feel
connections with a number of previous
German composers, and especially
with J.S.Bach. Polyphony permeates
Reger's work. Literally all of his large
compositions end with a fugue, which
for him was a natural individual form
of a musical message. “For Reger, po-
lyphony is not a musical-mathematical
fun,” wrote Russian critic V.
Karatygin, “but is the same indispen-
sable form of musical thinking itself,
like the time and space are for our or-
dinary thoughts”. But Reger’s polyph-
ony is not Bach’s stylistic imitation,
his harmonic and melodic language is
saturated with chromatics, alterations,
in which the influence of Liszt and
Wagner, and the subsequent complica-

tion of romantic harmony is clearly

TBopueckoe Hacaenue Perepa
mopaskaeT CBOMMHU MacIiITabaMu — ero
nepy npuHanige:xkar 146 omycoB, U3 Ko-
TOPBIX OOJIBIIIAA YACTh — KPYIIHBIE CO-
YMHEHUA WU IUKJILI IIbec. Kpome
oIepbl, IO-BUAMMOMY, HET TaKOI'o
JKaHpa, KOTOPOTO0 He KOCHYJIOCHh OBbI ero
mepo. Taxoii o0beM KaXeTcd HeIOCTH-
JKMMBIM, €CJIU Ja)Xe U IOMHUTDL IIOCTO-
AHHO O pPadOoTOCHOCOOHOCTH M OUCIIH-
IIJINHE 3TOTO KOMIIo3uTopa (Bedb BecCh
TBOPUYECKUII IIyTh Perepa 3ammMaeT He-
mHoruM OoJiee 25 set!). Ilopasurenbua
u mpucyinas Perepy OyKBaJbHO MOILap-
TOBCKas JIETKOCThL IHcbMa. l3BecTHO,
HAIIpUMep, YTO IIapTUTYPy OTrPOMHOM
3aKJIIOUNTeJbHON (yru B «Bapuanuax
Ha Temy I'mamepa»—56 crpaHUI—OH
HamucaJg 06e3 eIWHOI NMOMapKHW B Teue-
HHEe OJHOr0 BOCKPECHOIr'0 IHsS, IepBas
yacTh KBaprera d-moll O0plia HanmucaHa
3a OJIHY HOUb.

B myswike Perepa, HecMoTpsa Ha
VCJIOKHEHHOCTh U IIePerpyKeHHOCTD
sI3bIKa MHOTHMX IIPOM3BEIEeHUM, JEerKo
MOJKHO OIIYTUTDL CBSA3U C IIEJBIM PAIOM
MPEeINeCTBYOIMINX HEeMEeIKHX KOMIIO-
3UTOPOB, U B IEpPBYIO ouepemb C
N.C.Baxom. IToaudouns TPOHU3BLIBAET
TBOpuecTBO Perepa. ByKBaJbHO Bce ero
KPYIIHbIe COUMHEHUS 3aBepIIarTcsa ¢y-
roii, KoTopas [Jd Hero ObLIa ecTe-
CTBEHHOM WHAWMBUAYAJIbHOU (QOpMOii
MY3BIKAJIbHOTO BBICKA3bIBaHUA. <«
Perepa monmudoHuA He €CTb MY3bIKaJlb-
HO-MaTeMaTuueckasd 3abaBa,— Imcas
pycckuii xputuk B. Kaparoirua,— Ho
eCTh TaKas JKe HempeMeHHasd (opma
caMOro MY3BbIKAJbHOTO  MBIIIJIEHHU,
KaKOBOI JJisl OOBIYHBIX HAIIIUX MBICJIEH
SIBJISIETCA BpeMs M IIPOCTpPaHCTBO». Ho
perepoBckas MTOAUMPOHUA — BSTO He
CTUJIMCTAYECKOe Ioapakanme baxy,
TapMOHUYECKUH U MEJOAUYECKUHN A3BIK
Y Hero HAachbIll[eH XPOMAaTHUKOU, aJjbTe-
panuaMu, B KOTOPBIX SCHO OIIyIIaeTcs
Bausuue Jlucra, Barmepa, mocienyio-



felt.
works reflects the “confusion of con-

And the world of images of his

sciousness” of the artist at the turn of
centuries, - along with lyrical soulful-
ness or purely German heaviness, we
hear in his works echoes of unsteady,
uncertain moods, some amazing tran-
sitions that seem illogical. "Sometimes
and at first
like
are also not

his music is strange

glance confused and messy,
dreams”. Such images
they

been in the music of

completely new: have already
a number of
German composers, Schumann first of
all. In many of Reger's works, the
lush, sensual harmonic outfit conflicts
with the complexity of a polyphonic
texture, consisting of the simultane-
ous combination of several independ-
ent, elegantly designed lines. The den-
sity of the texture sometimes deprives
his writings of the immediacy of im-
pression, giving them the cold charac-
ter of intellectualism and rationality.
Thus, Reger, seeking to enrich the
texture as much as possible, ultimate-
ly impoverishes his music.

By the end of his life, Reger's
style becomes more balanced. His late
works — and first of all the orchestral
“Variations and Fugue on a Theme by
Mozart” — are characterized by classi-
cal clarity of form, simplicity of lan-
guage, refinement of instrumentation.
The economical use of means of ex-
pression, linearity of development in
this work illuminate the path leading
to the composers of the next genera-
tion — and first of all to Hindemith.

In the selection of piano genres,
the
Brahms (and further, Schumann) — he

Reger continues tradition of

Iiee ycJIO:KHEHWEe POMAaHTHUYECKON rap-
mouuu. I Mmup o06pasoB ero COUMHEHU
OTpaKaeT «CMATEHHOCTb CO3HAHUA»
XYIOKHUKA IIEePeJIOMHON JIOXH —
HapALY C JUPUYECKOU 3aAYIIEBHOCTBHIO
WJIX YNCTO HEMEIKON TAMeI0BeCHO-
CTBHIO, MBI CJBIIIIUM B €T0 ITPOU3BeEe-
HUSAX OTTOJIOCKM 3BLIOKMX, HeOoIIpemae-
JeHHBIX HACTPOEHUU, KaKHe-TO yIUBU-
TeJbHBLIE IepPexXOolbl, KayKyIluecs ajo-
ruuabiMi. «Ilopolo ero myswsika cTpaH-
HAa W Ha IEepBLIN B3TJIAL CIOyTaHA ©
OecropsmouHa, KakK CHbI». IlomoGHOTO
poma o0Opasbl TaK:Ke He ABJAIOTCA ao-
COJIIOTHO HOBBIMM: OHH YJKe BCTpedYa-
JUCh B MY3bIKe pPAda HEMEIIKUX KOMIIO-
3UTOPOB, U B mepByI0 ouepenb Illyma-
Ha. Bo mHOrmx mpousBemenusx Perepa
OBIIIHBIA, YYBCTBEHHBIN
CKUII HapAJI BCTYIaeT B IIPOTHUBOPEUUE
CO CJIOKHOCTBIO ITOJU(POHUUECKOH TKa-
HU, COCTOSINEN M3 OJHOBPEMEHHOTO CO-

rapMoHHnYe-

YeTaHUS HECKOJbKUX CaMOCTOATEb-
HBIX, M3ANIHO DPa3paboTaHHBIX JIWUHUM.
IIlnoTHOCTE, TKAHUM TOgUAC JIUIIAET €ro

COUMHEHUSA HEeIMOCPEeACTBEeHHOCT BO3-
IeHCcTBUSA, MPUAABAA UM XOJIOOHBIA Xa-
PaKTep HWHTEJLIEKTyaJausMa, paccynou-
"Hoctu. Takum obpasom, Perep, ctpe-
MsCh MAaKCHUMAJIBHO 000raTuTh (axTy-
Py, B KOHEYHOM cueTe OOeTHSET CBOIO

MY3BIKY.

K xoHmy XKM3HM MaHepa IHCbhMAa
Perepa cramoBuTca 06ojiee ypaBHOBe-
mieHHoM. Ero mosgHMM IIPOM3BEAEeHUSIM
— U B IIEPBYIO OUEpPeNb OPKECTPOBBIM
«Bapuamuam u ¢yre Ha Temy Momap-
Tay — MOPUCYIIM KJlaccuyecKad sc-
HOCTL (DOPMBI, IPOCTOTA $3BIKA, YTOH-
YEHHOCTb WHCTPYMEHTOBKHU. OKOHOMIS
CPeICTB, JUHEAPHOCTh PA3BUTUSA B 9TOM
Befly-
A K KOMIIOBUTOPAM CJIeAYIOIIEro

IIpOM3BEeJE€HNN OCBEIIamT IIyTh,

MOKOJIEHNS — U B IIEPBYIO ouepenb K
XUHIEeMUTY.



has several monumental variations cy-
cles, as well as many small “character-
istic” pieces combined into collections.
Reger does not have piano sonatas at
all (remember that Brahms has written
all his piano sonatas in the early
years, turning later to variations). It
is interesting to note that regarding
“Variations and Fugue on a Theme by
Beethoven” for two pianos, which is
one of the peaks of Reger's piano
work, the reviewer of the “Russian
Musical Newspaper” wrote directly
(they were performed by Reger to-
gether with A. Siloti in one of Peters-
burg concerts): “It can be said — with-
out much risk of making a mistake —
that since the time of Brahms' piano
compositions there hasn’t been such a
large and artistic work in this field in
Germany”.

Reger's large piano works im-
pose enormous demands on the per-
former’s technical abilities, but, in
addition to purely virtuoso difficul-
ties, Reger’s texture has special fea-
tures already mentioned by us — it is
unusually dense, viscous, polyphonic.
To some extent, it can be likened to an
organ texture, which, when performed
in the corresponding register, turns
into a colorful and multifaceted musi-
cal picture. A pianist — whose in-
strument doesn’t have any organ reg-
isters — needs to have a skilful tech-
nique, primarily of a coloristic nature,
to unload the Reger’s texture. He
must have the ability to wvary the
strength and color of the sound signif-
icantly — even within a small dynamic
range — in order to be able to balance
each vertical, individualize each sound
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B Bnibope :kauHpoB QopTemuaH-
HOTO TBOpuYecTBa Perep mpomoixaer
Tpagunuu Bpamca (u mamee — Illyma-
HA) — eMy IIPUHAIJIEKUT HECKOJILKO
MOHYMEHTAJIbHBIX BapUAaIMOHHBIX
IUKJOB, a TaKyKe MHOKECTBO MEeJIKHX
«XapaKTepHBIX» IIbEC, O0bEIMHEHHBIX B
coopuuku. PoprenmaHHLIX coHAT y Pe-
repa HET COBCEM (BCIIOMHUM, YTO U Y
Bpamca Bce (oprenmaHHBIE COHATEHI
HAIMCAHbl B PAHHUI IIePHOJ TBOpUE-
CTBa, YCTYIUB BIIOCJIEICTBUM MECTO Ba-
puanusam). HMHTepecHO OTMETUTH, UTO
mo moBoay «Bapmarnuit u pyru Ha TEMY
BerxoBena» mma aByx (hopTemnmano,
KOTOpBIE ABJSIOTCA ONHON 13 BEPIINH
doprenmmanHOoro TBOpUecTBa Perepa,
pelieHdeHT «PyccKoil MYy3bIKaJbLHOM
raseTbl» IPAMO mucaj (OHM OBIIM HC-
TOJHEHBI Perepom COBMECTHO c
A.3usot B OZHOM 13 IETepPOYPrcKUX
KOHIIepTOB): «MOKHO CcKasaThb, — 0e3
oco0oro puCcKa OIMuOUTHBCI, — UTO CO
BpeMeHU (OPTEMUAHHLIX KOMIIO3UITHIT
Bpamca B T'epMaHuu He IIOABIAJIOCH
CTOJIb KPYIIHOTO ¥ XYyIOXKECTBEHHOTO
CO3IAaHUA B 9TOM 00JaCTU».

Kpynubie ¢oprenunaHHbie IIPO-
usBefenusa Perepa mIpeabaBISIOT I'PO-
MaZHbIe TpPeOOBaHUA K TEeXHUUYECKUM
pecypcaM WHCIIOJHUTENsS, HO, IIOMHMO
YHCTO BUPTYO3HBIX CJIOMKHOCTEH, (ak-
Type Perepa mpucyimu ocobble, yiKe
YIIOMUHAaBIIIKECA HaMU 4YepThbl, — OHA
HeOoOBIUaWHO IIJIOTHAS, BA3KAasd, IIOJU-
¢douusupoBanHasi. Ee B KakKo#-To cre-
meHru MOJKHO VIOZOOUTL OpPramHOMN
dbaxType, KoTopas MpU WMCIOIHEHUU B
COOTBETCTBYIOIIElI PETrUCTPOBKE IIpe-
BpalllaeTcs B KPaCOUYHYI0 M MHOTOILIA-
HOBYIO MY3BIKAJIbHYIO KapTtuny. Ilua-
HUCTY — HWHCTPYMEHT KOTOPOTO JIUIIeH
OpPTaHHBIX PETHMCTPOB — MJIA PasTPy3KH
perepoBcKoii TKaHU TpedyeTcs rpoMaj-
HOe MAaCTepCTBO, B IIEPBYIO Oouepelb KO-
JopucTHUecKoro xapakxrtepa. OH moJ-
JKeH BJIaJleThb CIIOCOOHOCTHIO 3HAUHU-



entering it. He must hear a sound per-
spective in order to use whole sound
complexes for “colouring” the sound,
making him “stereophonic”.

The uniqueness of the Regers’
piano compositions gave rise — at the
beginning of the 20th century — to a
whole galaxy of pianists — Reger’s
works’ performers. These are, first of
all, his friends: pianist Frieda Kwast-
Hodapp (1880-1949) — a piano concer-
to was dedicated to her — and the fa-
mous propagandist of the Regers’
compositions, according to contempo-
raries, was undoubtedly their author.
“If they argued ardently about Reger
the composer, then Max Reger the pi-
anist was indisputable”, W. Niemann
wrote. As a pianist, Reger performed
throughout his life. There’s a very in-
teresting letter dated February 15,
1893 to Lindner, referring to the very
beginning of Reger’s pianistic activity
— the years of study in Wiesbaden:
“Yes, my Bach transcriptions are ex-
tremely complicated, and doctor Carl
Fuchs, a titanic pianist, nearly broke
his hands playing them; but I can play
them and have already played one of
them at the Conservatory. Next time
(March 6th) I will play another prel-
ude and fugue (D-dur) at a concert in
the Casino Hall. Next Monday I have
to play Beethoven’s G-dur Concerto
(No. 4); then, as
nounced, I

I’ve already an-
would perform - in
Tonkunstlerverein in 4 weeks — new
Brahms’ piano pieces, op.116 and 117;
all this by heart. I also plan to play
Brahms' Concerto B-dur this summer,
C-moll then
“Kreisleriana”, “Carnival”, “Symphon-

Beethoven’s Concerto,

TEJbHOTO  BapbUPOBAHUS  CUJIBI U
OKpPacK! 3BYKa — [Jake B IIpelesax
HeOOJIBLIIIOTO0 AUHAMUYECKOrO IHalaso-
Ha, — UTOOBI CyMeTh cOAJIaHCHPOBATL
KayXIyI0 BEPTUKANb, WHIWUBUIYAJIU3U-
poBATHL KaMKIBIA B3BYK, BXOOAIINI B
Hee. OH mOJIKeH CJIBINIATH 3BYKOBYIO
IIePCHEeKTUBY, YTOOBLI MCIIOJIb30BAThH IIe-
Jble 3BYKOBBIE KOMILJIEKCHI B POJIH
«IIOAKPACKH» 3By4YaHUA, «CTepPeoOHU-
3UPOBAThH» €ro.

CBoeoOpasue perepoBCcKuX Qop-
TeMUaHHBIX COUMHEHUU IIOPOANJIO — B
Havasie XX BeKa — IeJyIO ILJIeAny IIU-
aHNCTOB — wHcIoJgHuTener Perepa. 9to,
B IIEPBYIO ouepelb, €ro APy3bs: IIna-
Huctka Ppuga Ksacr-T'oganm (1880—
1949) — eit ObLI mOCBAIIEH (opTenua-
HHBIN KOHIIEPT — ¥ M3BECTHBIN MIpoIIa-
TaHINCT PErepoBCKUX COUMHEHUH, II0
CBHUETEJILCTBY COBPEMEHHUKOB, OBLI,
0e3 coMHeHUdA, UX aBTOp. «HaCKOIBKO
TOpPAYO CIIOPUJIN o) Perepe-
KOMIIO3UTOPE, HACTOJIBKO HEOCIIOPU-
MbIM OblT Maxc Perep-mmanumcr», —
nucan B.Human. B KauecTBe nmmaHmcra
Perep BhICTyIIAnm Ha IPOTSKEHUUN BCel
cBoeill xus3HU. COXpaHUIOCHL OUEHb JIIO-
6ombITHOE mHCchMO OT 15 deBpanma 1893
roga K JIuHAHEpY, OTHOCHAIeecA K ca-
MOMY Hauajly MOTHAHUCTUYECKOH mes-
TeJbHOCTH Perepa — emné B Iepuom
o0yuenusi B Bucbanene: «Ila, uepTOB-
CKU TPYAHBI MOUM OaxoOBCKUe 00padoT-
Ku, tak urto Aa-p Kapa ®Pyrc, KoJoc-
CaJIbHBINI MUAHUCT, HeJABHO IIepeioMaJl
HA HUX BCe PYKHU; HO S ’Ke BeIb MOTY
WX UrpaTh MU HUCIOJIHAI yiKe ONHY U3
Hux B KoncepsaTopumu. B ciexyromiuii
pas (6 mapTa) a Oyny UrpaTh eIé OgHY
npeaoauo u ¢yry (D-dur) Ha KoHIIEp-
Te B 3ajme Kasuuo. B Oyxymiuii moHe-
IeJbHUK A moKeH urparh G-dur’Hbii
koHIiepT (Ne4) BerxoBeHa; 3aTeM A yiKe
00bABUI  OJIA
Tonkunstlerverein uepes 4 Hemenu —
HOBEIe (hopTemmanHble Ibeckl Bpamca,

HNCIIOJITHEHU A — B



ic Etudes”, some intermezzo by Schu-
mann, a whole bunch of Chopin’s
works, two Brahms’ rhapsodies, and
so on. So, I entered the path of a pia-
nist. Of course, the composition is
basic. As a pianist, I really need to
achieve one thing - namely, iron
calmness on the stage...”.

From this letter it is clear that,
regardless of the shortcomings that
Reger himself is aware of (lack of
freedom), he is already at this time
(judging by the repertoire) fully
armed with pianistic skills. Moreover,
the choice of the authors is also char-
acteristic of Reger — again Bach and
romantics Schumann, Brahms. Even
among the Beethoven concertos in his
repertoire there is the most romantic,
the Fourth.

In order to make it easier for
readers to get closer to the style of
Reger’s music and, ultimately, to
shorten the path leading to its per-
formance, we find it useful to get to
know with Reger’s perfoming manner
according to statements of critics, his
contemporaries. Already mentioned by
us W. Niemann in his book “Masters
of the Piano” wrote: “When a power-
ful and stocky maestro sat at the pi-
ano, judging by his looks they already
expected a rough and harsh playing,
like the piano play of some inborn
German organist. And how different
was the very first sound taken by
him! Of course, Reger played the
piano like he would play the organ, in
other words, to some extent he used
his “registers” and most willingly
changed them from steel fortissimo to
muted, shaded or whistling piano or

op.116 u 117; Bce »TO
IIpenmosiararo eie STHUM JI€TOM CbIT-
pats B-dur’mmiii Koumepr Bpamca, c-
moll’uprii BerxoBena, 3arem <«Kpeiic-
Jepuany», «KapuHasaa», «Cumdonunue-
CKHe OTIOAbl», psan uarepmerno IIly-
MaHa, Ieayilo Kyuy npousBeneHuir Illo-
mmeHa, ABe parcoauu Bpamca m Tak ma-
aee. tak, g BCTynuJI Ha OyTh MHUAHU-

HAW3yCTh.

cTa. Pa3YMeeTCH, KOMIIO3HUIINA — OC-
HoBHOe. Kak IIMaHUCTy MHE€ O4Y€Hb
HYXHO AJOCTHUTHYTHh OOHOI'O — a MMEH-

HO, JKeJIe3HOI'0 CIIOKOMCTBUSA HA 3CTpa-
b1 (T

W3 sToro mmchbMa BUIHO, UTO,
HE3aBUCHUMO OT HEJOCTATKOB, KOTOPHIE
cosHaeT u caMm Perep (oTcyTcTBHE CBO-
60ObBI), OH yKe B 9TO BpeMs (Cymsa IIO
perepTyapy) CTOMT BO BCEOPY:KHUU IHa-
HHCTHUYECKOTO MacTepcTBa. Kpome TO-
ro, xapaxkTepeH ajsa Perepa um BBIOOD
aBTOPOB — HeM3MeHHBINM Bax u poman-
muku — Illyman, Bpamc. [aske 13 Oer-
XOBEHCKUX KOHIIEPTOB B €T0 pelepTya-
pe HauboJsiee POMAaHTUYHBLIN — YeTBep-
TBIH.

g Toro, 4ToOLI OOGJIETYUTH UM-
TaTeJaAM NPUOJMIKEHNe K CTHJI0 pere-
POBCKOII MY3BLIKH M, B KOHEUHOM CUETe,
VKOPOTHUTH IIyTh, BEAYIIUHN K €e HCIIOJ-
HEHUIO, HaM IIPeACTaBISIETCA TMOJIe3-
HBIM O3HAKOMUTBLCSA II0 BBLICKA3LIBAHMU-
M KPUTUKOB — €r0 COBPEMEHHUKOB —
C OCOOEHHOCTAMM HCIOJHUTEILCKOI'O
uckyccrsa Perepa. VYiKe yIoMHHaB-
muiica Hamu B. HumaH B cBoeill KHUTe
«Macrepa @¢oprenuamno» nwurier: «Ko-
rma MOTyUYHiI W KOPEHACTBIA MAasCTpO
cammicsa 3a pOsJb, TO yKe IO BHEITHe-
My BUAY OKHIAJIN TpyboBaToii m pes-
KO uTpbl — IIOMO0HON (hopTenramHon
Urpe KakKoro-HuOyAb MIPUPOIKIECHHOTO
HEeMeIIKOro opranmcrta. HacKoIbKO Ke
WHBIM OKAasajicsd VyiKe IIepBbI B3BYK,
B3aTeiii um! Pasymeercsa, Perep um ma
posyie urpalx Kak OyITO Ha oprase,



pianissimo. The reasonable intermedi-
ate shades of sense and sound were
completely absent. But how organ-like
did he play the piano! His play was a
direct reconstruction — the creative
process of an outstanding personality;
I would like to estimate this play not
so much from the piano and technical
points of view, as from human and
musical ones. He forgot the audience,
the hall and himself, plunging entirely
into the depths of the music that he
performed. As a pianist, he was ultra-
romantic and even Bach did he play
romantically softly, wvaguely, in a
modern way, with a mood, beautifully,
but spontaneously spreading out and
absolutely not in the Bach style. Play-
ing the pieces of a romantic nature
and, quite particularly, when perform-
ing his own works, he, in contrast to
what was said above, came to be one
of the most amazing and subtlest po-
ets of sound and mood in the whole
history of the piano performing. His

large as well as one-sidedly developed

personality, the extraordinary energy
of his form-building will, the incom-
parable wealth of delicate mixed piano
colors gave his piano playing a very
much his own “Reger” character, but
it was the same style anywhere — in
Bach, in Beethoven and Schubert, in
Brahms and in Reger himself”. Here
one should, in particular, pay atten-
tion to the underlining of dynamic
contrasts — the comparisons (not only
of dynamics, but also of psychological
states in general), apparently, are
characteristic not only of his perform-
ing style, but also of his music in gen-
eral (contemporary critics noted "the

absence of transitional tones” in it).

WHaUe TOBOPsi, OH B KAKOI-TO CTeIeHU
MOJIL30BAJICA CBOUMMM <«PETHUCTPaMU» U
Hambojiee OXOTHO CMEHAJ UX OT CTalb-
HOro (hOPTHUCCHUMO K HIPUTJIYIIEeHHOMY,
3aTeHeHHOMY WJIN CBUCTAINEMY IIHAHO
WJIN ITAAHUCCUMO. 30POBBIE IIPOMENKY-
TOYHBIE OTTEHKHN YYBCTBA U 3BYKa IIOJI-
HOCTBIO OTcyTcTBOBasmu. HO Kak 1I0-
OpramHOMY OH wuTrpaj Ha (opTenuano!
Ero wmrpa Onlma HemocpeaCTBEHHBIM
BOCCO3JaHMEM — IIPOIIECCOM TBOpYEe-
CTBa BBIJAIOIIEHNCA JIMUHOCTHU; DTY UTPY
XOTeJIoCh OBLI OIIEHWBATH HE CTOJBKO C
(dopTenmanHO-TEXHUYECKOM, KaK C Ue-
JOBEUECKOI ¥ MY3BIKAJBHON TOUEK
speaus. OH 3a0bIBaJ IyOJUKY, 34l U
cebsA camMoro, IOTPYy:Kasch IEJIUKOM U
HOJIHOCThIO B TJIYyOMHBI TOH MY3BIKWU,
KoTopyio mcmosiHaa. Kak mmaHucT, OH
ObLI yJLTPAPOMAHTHK U Jgaxke baxa
Urpal POMAHTHUECKU pac-
IJILIBYATO, IIO-COBPEMEHHOMY, c
HaCTpPOeHMEeM, KpacuBO, HO Oecxapak-
TEPHO pacTeKasicb U COBEPIIEHHO He
mo-0axoBCKU. B 3agaHMSaX poMaHTHUe-
CKOTO XapakTepa M, COBEPIIEHHO OCO-
0eHHO, NPH MNCHOJHEHUU CBOUX COOD-
CTBEHHBIX IIPOMBBENEHUA OH — B IIPO-
THBOIIOJIOKHOCTb BLIMIECKA3AHHOMY —
CTAaHOBUJICS ONHUM W3 YIWBUTEIbHEI-
MINX ¥ TOHYAMIINX II09TOB 3BYyKa U
HACTPOEHU,
HAa3BaThb UCTOPUA (HOPTEIHNAHHOMN UT'PHI.
Ero cronp e KpymHas, CKOJIBKO U Of-
HOCTOPOHHE pasBuTrasa
HeoOBbIUaliHasA 9Heprus ero gopmoobpa-
3yIoIneil BoJiu, HeCpaBHEHHOe O60OraTCTBO
HEKHBIX CMEIIIaHHBIX KPAaCcOK B IIMAHO
nmpumaBaau ero (QOPTEeNIUaHHON wurpe
APKO BBIPAYKEHHLIA COOCTBEHHBIH «pe-
TepoBCKUIl» XapaxkTep, HO IIOBCIOLY 9TO
ObLJI OOMH W TOT Ke CTuJIb — B baxe, B
Berxosene u IllyGepre, B Bpamce u B
camoMm Perepe». 3mecn ciaexyer, B
YACTHOCTH, OOpPaATHUTh BHHUMAaHMNE HAa
noguepKuBaHWE AUHAMUYECKUX KOH-
TPaACTOB — COHOCTaBJIeHUA (HEe TOJBKO
INHAMUKYN, HO ¥ BOOOIE IICHXOJIOTHYE-

MATKO,

KaKoro TOJBKO MOMKET

JIMYHOCTB,



The subtle characterization of
the
Karatygin in the obituary mentioned

Reger pianist was given by

3

by us: “...There was no overwhelming

virtuosity in his play, but there was a
lot of inner warmth and poetry. Deli-
cate, elegant with a slightly noticeable
touch of preciosity, Reger's play Dbe-
came especially charming when he per-

formed his own compositions”.

Along with large works, Reger
wrote many small pieces, combined in
cycles. In this collection, most of the
numbers are borrowed from such cy-
cles (in accordance with the pedagogi-
cal tasks, pieces of no higher than
medium level difficulty were selected).
Such cycles of miniatures continue the
line of similar cycles by Schumann
and Brahms, with their realistic ex-
pression of the most subtle movements
of a human soul. And in Reger’s piec-
es as well, one often hears a romantic
yearning, a restless question. For ex-
ample, in the “Elegy” (“Seven Fantas-
tic Pieces”) included in this collection,
the beginning simply textually coin-
cides (a tone below) with the begin-
ning of the first song from the Schu-
mann's cycle “The Poet's Love”. “Al-
bum Leaf” (“Ten Little Pieces”) is an
exquisite and poetic miniature that
revives the world of Brahms waltzes.
“It Was Once” (“Ten Little Pieces”)
also introduces us to the world of

Brahms' images — not only melodic
and harmonic turns, but also the
characteristic Brahmsian texture:

movement by parallel sixths, unfolded

figurations of accompaniment, and

complementary rhythms. Reger him-

10

CKUX COCTOSITHUH), IIO-BUAWMOMY, SB-
JISTIOTCA XapaKTePHLIMHU HE TOJBKO MIJIA
€r0 WCIIOJIHUTENbCKOTO CTUJSA, HO U
IJIsi BCeM ero MYy3BLIKH (COBpeMeHHBIE
eMy KPUTHUKHN OTMeYaJii B Hell «OTCyT-

CTBUE IIePEeXOaHBIX TOHOB»).

ToHKyI0O XapaKTepuCTHKY Pere-
py-muauucty gaj u KapaTbITMH B yIIO-
MUHABIIEMCS HaMK HeKpoJiore: «...B
ero wurpe He OBIJIO OIIEJIOMJISIONIEH
BUPTYO3HOCTH, HO OBLIO MHOI'O BHYT-
peHHel TemJoThl W I033uu. JleauKar-
Hasl, UBANIHAA C UYYTh 3aMETHBIM IIPH-
BKyCcOM MaHepHOCTH, urpa Perepa cra-
HOBUJIACh OCOOEHHO OOBOPOIKUTEIBLHOI,
KOrJa OH WCIIOJHSJI CBOM COOCTBEHHBIE
KOMITO3UIIUU » .

Hapsany ¢ kpymnHoii ¢popmoii, Pe-
rep HaOWcaJ MHOXKECTBO MEJKUX ITbec,
00beIMHEHHLIX B IIUKJLI. B HacTosIem
cOOpHUKEe 0O0JBLINIAasg YacTh HOMEPOB Kak
pas 3aMMCTBOBaHa M3 TaKUX IIUKJOB (B
COOTBETCTBUU C MEJATOTUYECKUMH 3a-
IayaMy OTOMPAJIMCh IheChl He BBIIIe
cpenHell TpymHOCTH). TaKme ITUKJIBI
MUHUATIOP IPOJOJIKAIOT JUHUIO aHaJo-
ruuabiX 1MukJaoB Illymana u Bpawmca, c
UX NpaBAUBOI mepemaueil TOHUANIIIMX
IOBIIKEHUN dYesioBeuecKouwn npymmum. WU B
mbecax Perepa dYacTo cJibIIaTcA po-
MaHTHUYEeCKOEe TOMJIeHUE, IMeMAMNINN BO-
npoc. Hanmpumep, B IpUBOAUMBIM HaMU
«JyIerum» daHTaCTUUECKUX
bec») HaAYaJo IIPOCTO TeKCTYaJIbHO
coBmagaeT (Ha TOH HMMKE) C HaAUYAJIOM
IepBOH IIeCHU U3 IMYMaHOBCKOTO ITHK-
aa «J[1000Bb 1mo3Ta». «JIMCTOK M3 ajb-
ooma» («J/lecaTh MaJIeHbKUX IILEC») —
M3bICKAHHASA M MO3TUYHASA MUHMATIOPA,
BO3POJKAAIONIas MHUP  OpPaMCOBCKHUX
BaJIbCOB. «IJTO OBLIO OmHAKIBI» («lle-
CATH MaJIeHbKUX IIbeC») TAKyKe BBOIUT
Hac B Mup obpasoB Bpamca — He TOJb-
KO MeJOAUUYECKUMHU U TapMOHUYECKUMU
obopoTaMu, HO TaKKe M XapaKTepHOi
OpaMCOBCKOIi (haKTypoil: [ABUIKEHUEM

(«Cemb
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