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Papanx Kapaes — ojun
H3 BEAYIAX KOMIIO3HTOPOR
HOCTCOBETCKOTO
npoctpatcrsa. Kak-to
oTBevas na sorpoc: “Hro
eMY. peRIe BCero,
HEODXO/IMMO JUIA
TUIOJIO TROPHOI TROPUECKOMH
HPOIHTHPOBAIL:
“lonuag msonsnus.” A
nocie pobasuin: “A Boodine-
10, HAJLO XOPOIIO KHTD,
XOpPOIIO CMEATHLCAH, XOPOIIo
IHCATH MYIBIKY B XOpOIlIO
ymepern!”

K10 Gul compenanca?!

e

paboTh

Ou poamies 8 1943 rony B
baky. B 1966 rony sakomaun
Asepbaitjpkanckyio
TOCY/IAPCTREHIY IO
Koucepparopmio, B 1971
ACHHPAHTYPY 1O Ki1accy
KOMIOTHIIHH ¥ CBOETO OT1Ia,
K/IACCHKA COBETCKON MY3BIKH
Kapa Kapaena. Xponosiorns
€I0 TBOPUCCKHX IIOHCKOB
GoJiee MoX0XKa HA THIAYHYIO
aBaHTaPIHYIo
KapIHOTPaMMHOCTh, UeM Ha
KJIACCHYECKY IO
MOCTYHEHHOCTh.

HeoraaccHn3M 0 cepHiiHOCTD, NYARTIVIHIM H COHOPUKA,
KONIARHOCTE B MOAAIBHOCTL, HEOPOMAHTHKA 0 MYTAMHOCTh,
HOCTMOACPHEIM 0 kA3, eBponeiicKuil HACTPYMeHTAALELIH TeaTp 0
TeATP HHCTPYMEHTOB HANHORAILHBIX, KORIEN TYAJTBHOCT
WeKTpoRuKa... Bupodem, Bcé 710 me onpeae/ser coaepKanua u
CMBICIA ero KomnosaTopekore nekycerea, s ®K samno apyroe, a
HMEHHO — MAPKHPOBKA MY3BIKH H adCYPAHOCTH BCAKAX
KOMIOINTOPCKEX NPAKTHE, TexHoaorui n crmmctuk. lostomy B
€10 NPOH3BEACHHAY, 32 PEARNM HCKAKMEeHH M, TPYIHO BLUIEIATE
MY3LIKAILHBIE TEKCTH B CTPYKTYPHI, ofiialaimue cymecrsentoi
nHpopMAanIeil, B MYIBIKAIbLHbIE TEKCTHI 0 CTPYKTYPBI, TAKOH
undopmanueii ge obaanaomue. Hotomy ke on Jerxo pabotaer ¢
J00BIM MY33HAKOM, CTHIEM, TEXHO0THeH B 00paiom, ne
HCHLITHIBAS KOMIO3HTOPCKOTO KOMILIeKca JauKke TOIa, Kora

yacraoctn, lecaroil conarel A.Crpaduaa i HepeHHCTPYMERTOBKN

ads ancamoan coaucton «Oxnaanngy Allléudepra. Coitaéren
prevanienne, 4ro DK, caenys Jornke MApKEPOBKH MY ILIKATLHOTO
il abcypaAHOTo, ClIocobeH HepelporpaMMBEPOBATE HE TOJIBKO
OTAeAbHbIC KOMIIOTHITHONALIE CHZKETDLI H CXEMBI, HO H Helibie
KYJALTYPHO-HCTOPHYECKHE IIACTHI NOCPEACTBOM MOTPY/KEHNA UX B
coOBCTBENNRI MY IBIKATBHO-abCypARCTCRHl KonTHHYYM. OTTOrO0 B
OUIYILIENHE er0 MY3BIKH BeCbMa IIPOTHBOPEUHBOE, HOPOii
BiauMoHcKIMaonee. MokHO moxyMarh, 4T0 B gunaje CBOHX
HPOH3BeACHNI KOMIO3NTOD HHBEAHPYET H 1AaKe HIBJICKACT
MY3BLIKATLHY 0 HICH0, CIOBHO JKelafd Hepenncars Beé counnenie
sanoso. Moo npeicraBuTs, 4o B myibike ©K — kowuenunm,
06pa3sl, MBICAH H MYBCTBA HANPOTL HIVIOI0PHLL, TAK KAR He
COMepARAT HAKAKN) OK, BIpAZKeHii, IIAHOB, IHAMeHAI 0
KOHCTATANM.

A MOKHO YCILINATE B €10 COTHHEHNNX TAKOE KOJHYECTBO
HeOIHOIHAMHOCTEH, HAPALIEIeH, CMBICI0B Hl KOHTERCTOB, 110
Kkamercd, OyITo pevs WIET He 00 OANOM, HO 0 HECKOILKAX aABTOpax
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OJIHOBPEMEHHO,

Ozmaxaet, korsa DK crnpocum, 1To oH JyMaeT 0 TAKOM HEOXHO3HAYHOM
HEePHOJIe HeIOBEHECKOH KH3HH, KaK BOIPACT MEAILY TPH/IIATEIO H COPOKA, OH
BHOBE YIITEJ OT OTBETAa H MIOBTOPHII KEM-TO H KOIZa-TO yiKe ckazannoe: “JIto
nojgoca Tenn. .. [paxoaures crapers. XoTs 910 # NPOTHROECTECTREHHD ..

3neck, 0/1HaKO, €CTh B UEM COMHEBATLCS, TAK KAK TPH H3 YeTBIPEX

NPEJICTARJIEHHBIX Ha TOM JIHCKE counnenui — Conara juis JIBYX HCIOMHHTENCH, k

Tristessa | 1 «1791» — panmcausi DK kak pa3 B IepHoj Me#1y TPHALIATEIO B
copoka. B nepnoi ToTajisHOIO rocio/IcTBa B COBETCKOM HCKYCCTRE
CONMAIACTHYECKOTO PealiH3Ma, 0/IHONAPTHHHOIO JMKTATa W eH3ypel. B nepuos
HEeVKOCHHTEILHOMH aHTaKHPOBAHHOCTH RIACTRIO BCAKOTO, GOJIBIIOTO HIN MaJIOro.
XYJI0KeCTREHHOTO TajlanTa. B rnepnoj cHibHeHIIero HAeoIorHIecKoro
TIPECCHHTA CO CTOPOHE! O(HIIHATLHBIX FOCYIaPCTBEHHBIX CTPYKTYD. BOT B 010T-
10 nepuox MK u numer My3sIKY, OTIHUHYIO 0T 0GIIEnpHEsTOH, B KopHe He
COOTBETCTBYIOIYIO pacXoskell KOMIIO3HTOPCKOH Tpajuiiin M npaktike. [Ipasja,
TIPe/ICTAB/IATE €10 B BH/IE HENPHKPLITOIO OMIOHEHTA CHCTEMBI, AHCCH/ICHTa I
PAIHKAIBHONO ONIO3HIHOHEpa, Os10 Ob1 npeyBenngeHueM. [Ipocto on ymen B

THHO0BIX CHTYAlLHAX OCTaBaTbCA CaMHM coboit, COXpaHAd BHYTPCHHIOK CHOﬁUJ’ly H

1IPABO XY/10KECTBEHHOTO BLIOOPA, OBLI HEIIOBEKOM, HE3ABHCHMO OT BCETO MeCTHO
BBITOJIHAKIIMM CBOH JI01" M HCKPEHHE TIPEIAHHBIM CBOCMY MY 3BIKAILHOMY
pemeciy. Ero jieBuzom Brosne Mormm Gbl GBITH C/I0Ba: KOMIIOIHTOPCTBO — 310
JIeJ10, H He BaXKHO, HYKHO OHO KOMY-TO WM HeT... H HekycecTso jumst Hero Beio
JKH3HB €CTh 10J1e OHTBEI XY/IOKECTBEHHBIX. a4 He MOJHTHYCCKHX HICOTOTHIA, HIKO
M TpaauLHid.

© Taxk, coBerBenno, n KnBET, paboTaet 1 TBOpUeckH cosunaet. Kamensen ocodo

Bounee He pasbpaceiBas. HO H 0cobO HE cnﬁupasi. Xots My3bika PK HBIHYC 3BYUHT HA MHOIHX
YBAKACMEIX MEHYHAPOIHBIX (PECTHBAIAX, OHA HIPACTCA PA3IMIHBIMH BEAYIIHMH
MY3IBIKRIEHBIME KOJUICKTHBAMM H MAaCTEPaMH, CaM OH 3aCe/laeT B JIOCTOHHBIX KIOPH
JOCTORHBIX KOMIIO3UTOPCKHX KOHKYPCOB H HOCHT HOYETHOE 3BalHe 3aciy KCHHOTO JIeHTels
nekycers, C 1966 npenojaér koMnosuiio B Azepbail/pranckoit rocyrapersentoi
KOHCEPBATOPMH, 4 B HOC/E/HHE HECKOILKO JIeT ARIACTCA Takke npodeccopom
koncepsatopuii Mocksnl 1 Kasarun. Ha Bonpoc ke, Kak OH cuuTaet, J00nIeA M 4ero-Hudy/b
B JKHIHH, HECKPOMHO OTBEHAeT TT0-T0 10 (01K 3HaKkoMoe: “EciIu B N3HN 4TO-TO XOpoliee
CIeITAL, TO TOJIBLKO TOIIA, Korla Bnodisics.”

COHATA JLISL JIBYX HCITOTHHTEJTEH (1976 12)
N.N.
(/1Ba POSIA, IPENAPHPOBAHAKIA POsIIL, Kookoia, BuOpaton. Marautodoitas JeHTa)

TIponseesienne GRUI0 HAIHCAHO I8 H B PACUETE Ha HCIOIHUTEIBCKHE KAUeCTRA JIBYX
azepbait/pkancknx nuanncros: Jixaxanrupa Kapaera n Axuda Adnyinaesa. Bor, uro cxazan
B OJIHOM M3 CBOMX HHTEPBBIO camM Komiozutop: «Ilncanack yra Conara /UIst IBYX HCTHHHEIX
NpodeCcCHONAM0B, MY3BIKATLHEIT HHTEILICKT KOTOPRIX BhbIIE RCSAKHX HOXBAI.

UeThipéxdacTHblil UK ¢ HCMOIL30BaHHeM CePHITHOM H allearopHyeckod Texnnku. Bee
wacTH Menoansotes Ges nepepuisa. [eoGprHOe HECIEIOBAHNE, TIOTPYKEHHE B 3BYKOBYIO
aypy MOCPeICTROM MEIHTALNH, YITTYOIEHHOIO co3eplialius, JUIMTETLHOTO Pa3BEPTHIBANNA 1
BCIYHIMBanMA B 00eprona. MUp CTaTHUECKOH, HEIPOMKOH MY ShIKH, I7le Ka#IbIH 3BYK
CTAHOBHTCA HE TOJNLKO PAOCHOBOH PHTMA, JIMHAMHKH, TeMOpa. apHKY/IAUMA. Y]erTa, HO 1
HajleseTes HEKMM cyOCTaHIHaIbHBIM 3HATCHHEM.

My anikansHoe Pa3BHTAC NOHHMACTCH aBTOPOM He Kak JHHNs, opma min
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HPOCTPAHCTBeHHAN HEPCHCKTHBA, HO KAK HeCHeITHANA Yepeia PALIHTHBIX 3BYKOBBIX
to4ek. B neproii 4acrn — 370 HyAHTHIH3M 3aBHCAIINAX H HA BO 9T0 He
paipemalmAxcs TOHOB, BO BTOPOH Npo3paiAbie AKKOPILI, HCTANBAIONINE B MOTYAHIN
H THIIHHE, B TPeTheil — Hanbo/1e¢ KOHTPACTHOI —~ OIHHOKHE H HH K KOMY He
obpaménnbiec mononoru. H, nakonen, B punaie — crpannslii Temip npenapapoBanHoro
posiiisa o TaiiHa MY3BIKAILHOI 210N «S HOMHIO MYIHOE MTHOBEHBLEY.
E.llIsapna ecth «CKAlKA 0 HOTEPAWHAOM BPeMERI».
¥ @d.Kapaepa — CoHaTa 0 BpeMeHH 3acTBIBHIEM.

ALLA «NOSTALGIA» (1989 1)
(kaMepHbIil KOHIEPT VI BOCHME HECTPYMEHTAJNCTOR)
namsitn Aaapes Taprosckoro.

YeThIpEXuacTHBII KOHIEPT — 0IHO U3 HEMHOTHX Npompeiennii PK, noeTpoenapix
Ha JOCTATOMHO KOHTPACTHOM HPOTHBONOCTABICHNA 00pa3i08, HACTPocHuil n Muiciheii. B
ocHoBe ero GopMEI — TPHTOHOBEIN NHTEPBAJ, HO-PATHOMY HHTEPIPETHPYEMbIii B
kaaoii n3 gacreii. Ecain B mepnoil, cepniinoe passurne TpHTOROBOI HHTOHANINR

APAGAHAEHO K 3BYHAHRIO TOCTENeNNo 3aPOkIAIONIErocsH TPAyYPHoOTo Xopaja, 10 Bo
BTOPOi, ABHIKEHHE JAMeL/INETCA, 3JaMUPACT B KAKOM-TO HpeauyBcTBui. O1#aKko BMecTo
0RHAAEMOI'0 BCINIECKA WIH HOPLIBA — HHBEANPOBAHNE TPHTOHA B LN TEIBHBIX I
rpasno3Ab6IX apuepkno. Hakonen Gunan, Kak 0 NOJ0REHO BCAKOMY KIACCHIECKOMY
MY3bIRAILHOMY pRHATY, 0600 MaeT B CYMMUDPYET, NOABOIHY HTOTH H OKONYATELHO
sapepimaet. Tak nuoria cO/IGKAOTCsH MEPOBOIIPEHISN H JIONN, TAK HHOLIA HAXOAAT s
cebn HewTo 00IIee PA3HBbIC XVIOAHUKHE — KOMIIO3ATOP M KuAopexknccép. H conmxanrcs,
HAXOAAT e B PAJOCTH HIIA Me1ann, J00BA HIR 3a00Te, 2 B HeKoeM 001IeM co3epianng
o BCTYHIRBAHAN,

«1791» (1983 1)

(cepenajia 18 MAA0T0 CHMQPOHNTECKOro OpKRecTPa)
L NIPETIO/IHSL. Paypy AbayiiaeBy

IL. PYTA. Axndy Adayaesy

HI. XOPAL Oaery ®enbiepy

IV. TOCT.TIO/HS. Paypy AGay

Cepenaga «1791%» — papuant pansei Cepenanpr 5 npoeruies ¢ Monaprom Ha Kapiosom
mocty 8 [pare” juis Golmmoro cAMQOIHIECKOTO OpKecTpa. ITHM, BWIMMO, TIPEIONpE/IEIIcHo U
HCTIOMb30RaNHAeE B Kpainux sactax - [Ipemonnn u Hoctmonnu — MotaptoBckoi Lacrimosa, 1
Tparnueckoro Xopana B cepesiie, 1 BOCHPOHIBEIENHE B cTPYKType «1791%» kinaccuaeckol
HeTHIPEXIACTHON MoenH. CRAZE ¢ MY3IBIKANLHON HCTOpHeit, TPa/HIHeH KIACCHIMIMA — O1HA U3
CyIMecTReHHBIX cocTapmiiomux counnenns MK, W U1 koMIoINTOpa BAKHO NOKA3aTh He TOALKO
MIOTOSPYCHOCTS MY3HIKATRHONH HCTOPHH, HO BLIABHTE Hel TO, 910 eMy HauGosee 6HIKO U
Aoporo. Koporio 0cHOBHYIO MBICIb, HACK, KOHLEHIHIO «179 1) MoKHO ehOpMyIHpOBATE TaKKM
OOPA3OM: MY3hIKAILHAA HCTOPHS ABIACTCH CYMMOH HEH3MCHHEIX CAMHMIL, KOK/IaA H3 KOTOPBIX,
B3ATAd OTJC/IBHO, COJCPKAT BCE HC(!’GXDJIHM()ﬁ JUIA HHIIHBHII.)FH.JII:HOﬁ KDM‘IIO?HTD{JCKOﬁ C)’ﬂbﬁh{.
Jlpyras cocrapiomas CepeHaiibl 0CMBICICHHE NPONLIONO W COBPEMEHHOTO KAK C/IHHOTO
MY3BIKAABHOI'O 1HEJOT0. H B n1OM KOHTEKCTE JUIA DK uer B MY3BIKE HH ITPOIILIOTO, HH
HACTOATIET0, HU OVYINETO, 4 €CTh NOCTOSHHRIE JIBIKCHAA U 0OMICHHS PazHoo0paIHEX
MY3BIKATILHEIX MaTepHATIOR.

YacT cOTMHEHM NOCBSIIEHE ABTOPOM KOLIETaM, TaK WM HHaue NPHHAMABIINM yIacTHe B
NpeMREPHOM HCHIOTHEHHH — pInképy P.AGyaesy, komnosutopy . Qenbiepy, MHAHHCTY
A Abnynnaesy.

TRISTESSAT (1982r)

OTILY, YIHTEHO, IpYTy
(13t KaMEPHOTO OpPKECTPa)

IIpousreenue Hpe/BapseT MoCkiIeHne i nopzaronorok «Tpoitamaas cumdoums». o
AHANOTHM ¢ cHM(POHICH TEHHAILHOTO Kiacenka, B Tristessa | My3BIKAHTEL 10 X0y HCTIOTHCHUS
TNOKHAAIOT CIEHY.
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«KOJUIEKTHBA B KOIEKTHBRE» - Ancambisd conucror, nonke baKaPA-Ancambns (ba - baky.
Ka — @ Kapaes, xynoxecTBeHHIH pykoBoauTens, PA - Pay(p Abayiwiaen, rnasueii tupuxep).
Ocnory penepryapa Kamepnoro opkectpa - baKaPA-Ancamfins — cocrapnsia My3sika
XX Bexa: Y. Aiipza, M.CrpaBunckoro, A.lllentepra, A.Bebepua. B Jliotocnasexoro,
JlJIurern, C.bycorry, poccniickux komnozutopos Pllleapuna, A lllnurke, D Jlenncora,
P.Jlenenena. C.I'ybGaitnynnnoi, azepSaiiikancknx apropor X. Mupia-3ane, O.Memn3epa,
Pl acanopoil, H.I'ajukubexona, .I'ycedinosa, 3.Maxpajosa. KOWICKTHB BLICTY A HE TOIBKO B
Baky, 1o ¢ ycnexosm racrponauposai i B ropojgax CCCP - B Mockse, Aiima-Ara, JIbpoBe # 3a
pybexom, B [Tseiinapun u l'epmannn.
B 1986 1. P.AGayiunaes yecte ¢ @ Kapaeseim cranoeutes oprauuiaroposm | @ecrupans
«My1snika XX Beka». Hocsintero ums Kapa Kapaesa. B konneprax Mecrusans (11— 1988 ¢,
I - 1990 r.) npHusIH VHacTHE TAKHE BRITAIOMHECS MY3LIKanThl, Kak A Jlidnumor, JI. Mcakaie,
TI'punaenko, A Kopcakor, O.Kpbica, U Monurerta, M.1lekapekui, 1. [1neeGeprep (Ilsefinapus)
B 1991-1997 rr. - PAGaynnaes naxonures B Typunn, sanumas B 1991-1994 rr. noct ['maBnoro
JupHkepa, B 1994-1997 11. - auprikepa AHKapcKoro teatpa onepbl 0 Oanera. ITocne
Bo3BpaiicHus B baky B 1998 roiay BHoBL BozmiaBaset Azepdaii/uKaHCKHHE rocylapeTRCHHEIH
cumornteckuii oprectp BM.Y3.laknberora.

Pavegh dapxodos

baKaPA - Ancambib
Myzadrdap Aramanm-3ane - duieita/ansroBas dreita
Oxrait Acanos - robol/anrmitcknil pokox
Oxrait Barupon - Gac kirapner
Onbxan Pycramos - patropha
Jleonn bapuirak - ckpuika
Jlwasnn Jixadapos - ainst
Az babaer - BHOIOHYCITE



parver:

Faradj Karaev is one of the leading composers of the post Soviet era. Once. answering the
question: “What 1s the most necessary thing for fruitful creative work?" - he quoted: “Com-
plete isolation.” Then added: “Well, in general one should live a good life, have a good
laugh, write good music and die a good death!”

Who would doubt?!

Born in 1943 in Baku, in 1966 he graduated from the Azerbaijan State Conservatoire. In
1971 he carned a Masters degree in composition under his [ather, Kara Karaev a classic
figure in Soviet music. The chronology of his creative works resembles more the typical
avant-guard cardiogram than a classical gradual growth. Neoclassics and serial music, poin-
tillism and sonore. collages and modality, neoromanticism and mugam, postmodernism and
jazz. European instrumental theatre and a theatre of folk instruments, conceptualism and
electronic music... However. none of this exemplifies the essence and meaning of his com-
positional art. It is more important for F.K. to mark music and absurdity than to demonstrate
any compositional practice, technology or style. That’s why it is very difficult (with rare ex-
ception) to single out of his works musical texts or structures with substantial information
and musical texts and structures without them. For the same reason he casily operates

within any musical sign, style, technology or image, he does not feel any composer’s com-
plexes even when he finds himself in strange musical territory.

It is proved by his successful experiments in orchestrating, for example, the Tenth sonata
by A.Scryabin or reorchestrating “Erwartung” by A. Schinberg for an ensemble of soloists.

Following the logic of marking music and absurdity, F.K. seems to be able to restructure
not only certain compositional plots and schemes, but whole cultural-historical layers by put-
ting them into his own musically-absurd continuum. In this way his music produces very
contradicting and even mutually exclusive impressions. One might feel that by the end of
his compositions the author dissolves and even takes away the musical idea of the entire
piece, as if he wanted to rewrite it anew. It may seem that all concepts, images. thoughts
and feelings of F.K.’s music are only illusions, because they do not have any meanings, ex-
pressions, planes, mass or assertions,

At the same time in his music one may hear numerous meanings, parallels, senses and
contexts so that it feels like many composers sound together at the same time.

Once F.K. was asked about an ambiguous period of his life between thirty and forty, and
once again he avoided a direct answer, repeating someone else’s words: “This is a shadowing
line...One has to get older though it looks unnatural...”

Here, however, there is some room for doubt, since three out of four compositions intro-
duced on this disk — Sonata for Two Players, Tristessa I and “1791 - were written just at the
period between thirty and forty. This was the period of total rule of social realism in Soviet
art, one party dictatorship and censorship. This was the period of rigorous engagement of any
artistic talent, large or small, by the state. It was the period of the strongest ideological pres -
sure by official state structures. It was just this period when F.K. was writing so differently
from conventional music. and totally opposed to the accepted composing tradition and practice.
To picture him as an ardent opponent to the Soviet system. a dissident or a radical opposi-
tionist would be a bit of an exaggeration, but he could always keep his integrity intact. saving
his inner freedom and right to artistic choice in any situation. He was a person who did his
duty and was sincerely committed to his musical craft. His motto could be: “Composing
music is a job and it doesn’t matter if anybody needs this job or not”. Art for him has always
been a field of artistic battles, not the battles of political ideologies, schools or traditions.

That is how he lives, works and creates. He has not scattered many stones, but has not
gathered many either. Today F.K.’s music is heard at various international festivals. Many
leading music groups and famous performers play it, and he judges at many esteemed compo-
sing competitions and has the title of Honored Artist. Since 1966 he has been teaching a
class on composition at the Azerbaijan State Conservatoire and for the last several years has
been a professor of Conservatoires in Moscow and Kazan. When questioned whether he
believes that he has succeeded in anything, he answers improperly, something that sounds
very familiar: “If I've done anything good in my life, then only when I fell in love.”



SONATA FOR TWO PLAYERS. (1976)
N.N.
(For two pianos, prepared piano, bells; vibraphone and tape)

This composition was written for two Azeri pianists having in mind their performing skills:
Djakhanguir Karaev and Akif Abdullaev. In one of his mterviews the composer said: “This
Sonata was written for two exceptional performers, whose musical intellect is beyong any
possible praise”.

This is a four-part cycle with serial and aleatorique techniques. All parts are played non-stop.
We have an unusual investigation, a submersion into the aura of sounds by means of medita-
tion, of thorough contemplation, of prolong unfolding and listening to overtones, This isa
world of static, quiet music, where every sound becomes not only a fundamental basis for
rhythm, dynamics, timbre, articulation, effect, but also obtains some substantial meaning.

The author understands the development not m a form of a line or space perspective, but as
a slow sequence of sounding points. There 15 pointillism of suspending, not developing tones
in the first part, and in the second there are transparent accords. which are melting in silence
and quietness, the third part 1s the most contrasting, there are lonely. unaddressed mono-
logues. And finally in the end there appears a strange tone of the prepared piano and a musi-
cal mystery of the allusion I do remember a wonderful moment”.

E. Schvarts wrote “A fairytale of wasted time”;
F. Karaev wrote a Sonata of frozen time.

ALLA “NOSTALGIA” (1981)
(Chamber concerto for eight instrumentalists in memory of Andrey Tarkovskiy)

The four-part concerto is one of very few compositions by F.K., which is built on contras-
ting counter position of the images. moods and thoughts. In the basis of its form there is a
threetone interval, which is differently interpreted in each of the parts. If in the first part serial
development of three-tone intonation approximates the sound of a gradually arising mournful
choral. then in the second, the movement gets slow, then freezes still in some anticipation.
However instead of the expected burst or explosion there comes smoothing out of the three-
tone into a long and grand arpeggio. Finally comes the end. as it should be mn any classical
composition that generalizes, summarizes, brings out the results and com pletes. That 1s

N

the way haw different people and ideologies are sometimes brought together, that is the way
how different artist find something in common, like a compose and a film director. They are
brought together not by joy or sorrow. nor by love and concern, but by some common
contemplation and listening.

*1791" (1983)

(Serenade for small symphony orchestra)
1. PRELUDE. (to Rauf Abdullaev)

II. FUGUE. (1o Akil Abdullaev)

1. CHORAL. (to Oleg Felzer)

IV. POSTLUDE. (to Rauf Abdullaev)

Serenade 17917 is a variant of early Serenade “I Bade Farewell to Mozart on the Karloy
Bridge m Prague” for a full symphony orchestra. This probably accounts for usage in the
extreme parts of it - Prelude and Postlude- of Mozart’s “Lachrymose”, and for a tragic Choral
in the middle, and for reproducing in the structure of “1701" ¢classic fore-part model. The bond
with musical history and classical tradition is one of the indicative futures of FK.’s
compositions. For the composer, it is not so important to reveal many layers of musical history
as to show what the dearest to his heart is. In short the main thought. the idea and the concept
0l 17917 could be formulated as following: musical history is the sum of constant units, each
of them if taken separately contains everything necessary for an individual composer’s career.
Another constituent of the Serenade 1s an attempt to comprehend the pastand the
contemporary as a whole musicale oneness, In this contest F.K. doesn’t find in music the past,
the present or the future, but he looks for constant movement and interaction of various
musical materials.

The parts of the composition are dedicated to the author’s colleagues, who to different extend
participated in the first night performance — the conductor, R, Abdullaev, the composer
O.Felzer, the pianist A. Abdullaev,

TRISTESSA I (1982)
(to father, teacher, friend)

The composition is introduced by the dedication and subtitle “Farewell Symphony ™,
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Following the analogy of the genius classic the musicians in Tristessa [ are leaving the stage
as the sonata proceeds.

Three piano preludes lay in the basis of the composition- “a father. a teacher and a friend”
Kara Karev. In the beginning the conductor plays the Prelude gis moll, and the orchestra softly
catching up with the piano solo. The Prelude's musical material naturally intervenes with
unhurried, as if slow-motioned development of the orchestra. The more contrasting Prelude
A dur, that sounds in the middle of the moll, and the orchestra softly catching up with the
piano solo.

The Prelude's musical material naturally intervenes with unhurried, as if slow-motioned
development of the orchestra. The more contrasting Prelude A dur, that sounds in the middle
of the composition, is interrupted by sonore build up of the strings, and the playing conductor
is finally banished away by the orchestra. The peculiarity of the musical dramaturgy gives
lots of opportunities for paradoxical proportions and correlations: clarity of cited preludes
and chaos of orchestra voices, meditation and impulsivity, long line structures and abrupt
breakages, lyrics and shocks, instrumental theatre and a conventional one, live sounds and
mechanical ones. The latter becomes almost the main concept of Tristess L.

When musical sounds extinguish, when the last of the musicians leaves the stage. when the
audience freezes in suspense, when the conductor sitting alone on the empty stage is ready to
start playing with his hands are on the keys, then in the silence there starts Karaev’s Prelude:
Prelude cis moll. But it comes from a far, through a loud speaker. And it sounds like an old
record played on an old record player. What does it mean? Does it mean that art is ruled by
laws of nature, animate as well as mechanical? Or does it mean: “Yes, everything will come
back again, all be repeated and reproduced again, sometime™?

Rauf Abdullaev (1937) - Azeri conductor, National Artist of Azerbaijan, Azerbaijan
Government Prize-winner, professor.

1966-1984 — Principle conductor, Akhundova Azerbaijan State Theatre of Opera and Ballet.
From 1979, simultaneously — Principle Conductor of the chamber orchestra at the opera studio
of the Gadzhibekov State Conservatory (AGK), founded on the initiative of Kara Karaev.
This is the only ensemble in Azerbaijan whose repertoire is oriented towards “new” music.
From his appointment, Abdullaev occupied the post of Principle Conductor and Artistic
Director of the Gadzhibekov State Symphony Orchestra. The backbone of the AGK's
chamber orchestra merged with the State Symphonic Orchestra forming the basis for the “col-

lective within a collective™ — the Ensemble of Soloists, later to be known as BaKaRA En-
semble (Ba — Baku, Ka — Faradj Karaev, artistic director, and RA - Rauf Abdullaev, principle
conductor).

‘The basic repertoire of the BaKaRA Ensemble is music of the 20th Century, including works
by Ch.Ives, I.Stravinski, A Schoenberg, A.Webern, W.Lutoslavski, D.Ligeti, and S.Busotti, as
well as Russian composers R.Schedrin, A Schnittke, E.Denisov, R Ledenev, S.Gubaidulina, and
Azen composers Kh.Mirza-zade, O Felzer, R.Gasanova, I.Gadzhibekov, F.Guseinov and
Z.Fakhradov. The ensemble has performed not only in Azerbaijan, but also successfully toured
in cities of the USSR such as Moscow, Alma-Ata, and Lvov, and abroad in Switzerland and Ger-
many.

In 1986, Abdullaev together with Faradj Karaev organised the First Kara Karaev Festival of
20th Century Music. During the lifetime of the festival, many leading musicians have appeared.
including A.Liubimov, L.Isakadze, T.Grindenko, A Korsakov, I.Monigetti, M.Pekarski and
G.Schneeberger (Switzerland).

From 1991-1997. Abdullaev was located in Turkey, and held the post of Principle Conductor
of the Ankara Theatre of Opera and Ballet from 1991-1994. After his return to Baku in 1998, he
once again became the leader of the Gadzhibekov State Symphony Orchestra.

Rauf Farkhadov

'-"f, al niernte

BaKaRA - Ensemble
Muzaflar Agamali-zadeh - flute/alto Tute
Oktai Asadov - oboe/english horn
Oktai Bagirov - bass clarinet
Elkhan Rustamov - horn
Leonid Barshtak - violin
Dzhavid Dzhafarov - alto
Adil Babaev - cello



