dnnnynipnt £ wdtbwdbsd unbnbwgnpénnp,
gluwgtp U unynpbtgtp Upwlhg:
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KOMITAS BIOGRAPHY

Soghomon Soghomonian (Komitas) was born on
September 26th, 1869 in Goudina, Kiotahia. He lost
his mother during his first year of life and was left
under the care of his father and grandmother. His
mother and father were both gifted vocalists and
Soghomon inherited that gift. While still very young,
he joined the local church school and at the age of
seven he was sent to a parish school. In 1880, he
wenl to Boursa to continue his education but sadly,
the death of his father just four months later forced
Soghomon to return home to live with his uncle.

During that period, the world in general was
erratic and Armenian life was particularly unstable.
After being compelled to forget the great old legends
of Armenian antiquity there remained no uniform
practice of singing within the Armenian Church;
every chorister, each of them volunteers and princi-
pally from the east, would sing the melodies whim-
sically, in a rather improvisatory fashion.

Etchmiadzin's Catholicos, concerned over the
fate of the holy music, invited a master musicolo-
gist from Istanbul, Nikoghos Tashjian, to record
everything he heard in the churches in a volume of
over a thousand pages. The patriarch then reques-
ted students from every town and village to be
brought to Etchmiadzin to learn and then to teach
that music in their own local Church bringing a con-
sistency throughout the Liturgy. At the same time,
Boursa's religious leader, Father Kevork Tertzag-
ian, went to Etchmiadzin to accept the rank of
Bishop and, in accordance with his own order, he
was to take with him a pupil. On September 15th,
1881, in a chance draw among 20 orphans in
Boursa, Soghomon won.

When Soghomon answered the Catholicos' one
or two questions in Turkish rather than in Armenian,
His Eminence reprimanded him asking, "Why did
you not answer in Armenian?” "I've come to learn,”
answered Soghomon quite boldly, and added, "but |
can sing in Armenian."And the youngster began to
sing the "Joyous Light." And so, in a hall filled with
frankincense... it was as the hushed lyre awakening
from the ages; those witnessing were shaken, and
as shaken was the old Catholicos. His face was
adorned with the jewels of age and wisdom, and
tears flowed from his eyes onto the while of his
beard.

Thus, Komitas' admission into Etchmiadzin,
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Soghomon had truly captured the attention of
both the congregation and his classmates with his
special gift. In fact, he was so advanced that he was
soon dubbed "the academy's first student-musician,”
and they lovingly nick-named him the "note-
ster’(note-a-jee). During Epiphany, Soghomon was
invited by one of his classmates to go to a village.
Upen his arrival, a song being sung from the stables
immediately captivated him. Even the biggest fires
are roused by small sparks, and the very first spark
of the soul of the "note-a-jee" was begun with that
song. An extraordinary stirring passed through his
veins. From then on, he took to writing down those
folk songs he heard, and thus collected the first vol-
ume. During the years to come, according to docu-
mented letters, he collected approximately four thou-
sand songs but the actual fate of all those songs is
still an unanswered question.

1890 he was ordained deacon. In 1892, the
young boy who, 10 years earlier had entered the
academy a Turkish-speaking novice, had now
become the academy's music teacher. And in 1894,
through Father Khrimian's arrangements, he was
ordained monk and on that day, his birth name of
Soghomon was changed.

Komitas was born.

And within a mere five months, he accepted the
rank of Vartabed; Komitas Vartabed.

For a brief period, Komitas studied with Gara-
Mourzah, and then with Magar Yegmalian. However,
he was not completely satisfied; he wanted to leamn
much more. Father Khrimian, who had always been
there to deliver Komitas from any tight circum-
stances and who had played the role of emotional
benefactor in Komitas's life, appealed to the very
wealthy petroleum financier, Mantashian. He recom-
mended that Komitas be sent to Berlin to receive a
higher education.

Komitas's education, which had begun in
Etchmiadzin, was now to be fully developed in the
country of Beethoven and Wagner under the capa-
ble and good-natured supervision of Richard
Schmidt. In school, Komitas advanced and learned
the German language so quickly that, within a short
period of time, he was given a position as sight-read-
ing teacher of the state conservatory. He also grew
te become the object of amazement among the
heads of the music world with his lectures on
Armenian music in Berlin and Paris.

After returning to Etchmiadzin in September,

4 ;
www.naregatsi.org



1899, he was once again given a job as the acade-
my's music teacher. During that period, by forming
his own choir, he not only gave brilliance to the
music of the churches, but he also continued to be
invited to give singing recitals in Tiflis, Baku and var-
ious other places. But these also became opportuni-
ties for certain jealous conservatives to create obsta-
cles in order to impede Komitas in bringing his holy
music to the stage. Again, Khrimian was there to
defend Komitas whenever quiet opposition persist-
ed, inside and outside the envious members of the
brotherhood.

Unsettled by all this, he left for Paris in the
autumn of 1906, and there he was surrounded by
people who understood him and appreciated his
work. Unfortunately, the Armenian community in
Paris was unable to continue to support him. They
were unwilling to give Komitas even a small salary
working as a head clerk. Disappointed and disheart-
ened, Komitas returned to Etchmiadzin in 1907 and
plunged into his work. Unfortunately, nearly a month
after he had retumed, his dear friend and protector,
Father Khrimian, passed away. Now, all the internal
controversies and insults against Komitas had no
restraint nor anyone to repel them. Once again,
embittered and despondent, he went to Istanbul in
the autumn of 1910. There the youth flocked around
him. Within the settled boundaries of the politically
free society, he was able to organize a 300 voice
choir and with his recitals, he astonished not only the
Armenians but also the capital's European and
Turkish officials, as well as those in lzmir and in
Egypt. Tragically though, the Istanbul that once had
brought him up to Olympian heights, would throw him
into the Turk-made Tartarusian abyss of darkness.

April 24, 1915 came: The Armenian Genocide.
Hundreds of Armenian intellectuals, including
Komitas, were arrested, killed or exiled. During the
course of his exile, Komitas became so stressed at
witnessing the ravages of the genocide around him
that, as he returned from Ayash, the Turkish city
where he had been, he was never to be the same
again. For the next 20 years, cut off entirely from the
outside world in a Paris hospital, he retreated into
the veiled world of his own mind; forgetting song,
music and his closest friends. He lived amidst shad-
ows where he withered until October 21, 1935, when
at last, he passed into peaceful etemnity. ..

Hagop Asadourian
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nwuhut Qppgnpjwup Uyt £ Synudphnud (Qwjwu-

nwl): Gpbp nwpbliwlhg vyubl E nw2bwdnup bw-
gkl Uygplwywl Yyppenipntbl unwgbp £ Whunepywlh
Gpwdunwywl nupngnud® Wibw Qnchwpjwuh nuuwpw-
Unud, www unynpb] £ Yynudphh Ywpw-Unipqugh wuygwu
Epwd2unwlwl nuunuwbwpwlnud® Unw Uwbnpuwlh nuuw-
pwunwd: YunithGinbe unynpl £ Gpuiwuh Yndhunwuh wl-
Jwl wbwnwlwlb ynuubpguinnphwih nu2bwdnipwihl
pwdunwd, phul wybih n' bwbe wuyhpwunnopwynud®
wnnd. Nnptpn Cnigupnyh nuuwpwlnud:

FPwquUwphd hwdtpgqutpnd hwunbu t GYGE wnwpptp
EplpuGpnud” wpdwlwbwny Gpwdh2nubph o hwunhuw-
nbubtph pwpép guwhwwnwywlpl:

Lw nwuwlwl Epwdnnipjwup gnugwhtn qpwnymud £
bwEL pnyinpughb Gpudnnpjwl neunuduwuhpnipjwdp:
npnupjwdp nuunudbwuhpty £ Yndhnwuh Be PGQw Pwp-
wnyh untndbwagnponienlubtpp GL npwbg Yuwwnwpdwl
dwdwlbwl wwhwywub, $nyppwihb  Gpwd2nnipjwl
wnwldbwhwwnnipntblbpp:

Wu dwjbwujwwnwynud qbunbnywd “Yndhuwuh
uinbkndwagnpdnipnibuGpp Ywuwwpbp £ jnupndh, huplw-
nhw® Jhwdwdwbwly thnpatpnd hbwpwynphl swih hwyw-
tnwphd Juw Yndhunwuh pninp gnugnedubphle:

usine Grigoryan was born in Gyumri (Armenia).

She slarted to play the piano when she was
three years old. Her music studies started at the
music school of Akhuryan, in the class of Anna
Juharyan, then continued in the Kara-Murza Music
College of Gyumri, in the class of Ada Sanoyan.
Lusine then studied in Yerevan State Komitas
Conservatory, Department of Piano, and later, com-
pleted her graduate studies (aspirantura) under Prof.

Robert Shugarov.

Her solo concerts on the stages of different coun-
tries have always brought her high praise from both

musicians and the general public.

Parallel to classical music, Lusine Grigoryan also
studies folk music. She has thoroughly researched
the works of Komitas and Bela Barték, and while per-
forming them, has been true to the specifics of folk

music.

Her interpretation of Komitas' works is unique,
original, and at the same time, faithful - to the most

possible extent - to Komitas' instructions.
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LEpwdwlwl

nhwmwup hwy wypnpbupn-

bwy Gpwd2innuzjwb ugnclbl
E: Lw hwy dnnndpnh wwundnypywl
dtGp dnunp £ gnpdt| pppbL wgqqu-
bt Gpwdpnwywl wpdbunp jgb-
nuqwlgywd  ghnwly, pwquw?-
unph bBpwdphyn G JEdwuinwnuilin
Yndwnghwnp, dwbwwwph £ hwp-
pGlL huluwlwl dnnnyprwljuwb-waqg-
gwjhlt nuponuejwl hwdwp B
Gnwunniu gnponitbbnupinlt Swiyw-
161 PG npwbu hpwwwpwlwhinu,
pL" npwbu nuunudbwuhpnn, wq-
qugpwqbinn, Yuwwnwpnn, fuwqu-
gbwn Gu Jwbwywnd:

Undpwnwul wnwghll Ep, np wp-
huwwnb £ ghunwlwl hhdpGph Jpw
nutl hw) Bpwd2innipjwl nwunud-
Lwuhpnipynilp: Lpw nwunubwuh-
pnenibbGpp LwBe Lpwbwlwihg
wywln B Jhpwgguw)ht Epwd;-
uniniEjwl pnynpned:

Swywih E np hp pwqmd gnp-
gbphg pwwn phy pwl b Jbg hwub:
Unpbi E Lwkt Upw «Uun» owb-
pwl: Pwgh wyn’ Upw gnpdnluting-
@inLul plpwgt| £ 2w dwlp wuwj-
Jwlulbpnud, wupundbe unpwywd b
bEnt| uwywub] $huwbuwlwl wewly-
gnipjwb huwbgwpnn hwugwdwlp
E Gnip bwGe wjl, np 4Gnph nwl E
ntbbgty Jhwjl  wpwlwl  thnpp
Yuwaquhp Gpgswpuncdp, G hwéwhu hp
unbndwgnpbdnientlbpp hwpdw-
nEgnt| £ wju Gpgjwiudphl: Gpugby
E wnmwpptp gnpdhputp nibBbw] B
qpwnyti| bwbe gnpshpwhlu Bpwd;-
mnLRjwdp:

Gpp thnpp tnwphpnud hp pulyt-
nne htwn wnwehlt wuquwd glnwd £
Uh hwjwlwl gynn Gu punud huwyg
gtngywlwl tpgtipp, wyn opdwlihg
nwnbnd £ wqquihb Gpuwdunne-
pjwb uhpwhwp Gu J66 bdhpjuwg:

Wju dwjbwuluwywnwlynud qb-
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nbnywd Bu Upw nubwdnupwipu®
dtiq hwjinbph unGndwagnponip)nil-
LUGEpp (pwgwnnippwdp nuuwlinnu-
Ywl wwphubph gnpdtiph), Gu np-
wbugh wdbih wwpq nuwpwlbd
wju uinbndwagnpdnipinilutpp, Jte
GU pGpnwd hug hp” UGS YwpwbGunp®
LUndhunwup fjunupkpn.

«Utup gph Gup web] wju Gnw-
bwybtpp hwy gbneniyh pGpwlhgu
wbdwdp wjuwtu, hujwbu BEpgnud
GU gjnunGpnud: wbwlypne dwdw-
bwl hng wmwpwup, np wwhblup
hupunipnyt plwynpneyntl nLUG-
gnn G gnun wqquihb apnad Lpnn
hw) gnunuijwb GnwbwlyuEph nélu
nt nghl: WYydd vnwihu Gup dh pwluh
Ldney Jhuyl dnnndprwlwl Gnw-
Lwlutbphg: Fwyg Gpgbipp nynupwg-
UGt hwdwp YwpBuinp nuunbghlp
husg hug gnpouwlwl pwlGp wub).

w) Iwy dnnnypnuwlywl Gpwd;-
nntjwl Jep 262l nu wdwlwlyl
hpwpnig wulwpe Bu. nwuwnh win
Epgbpl wuybine £ hGnGleiny pw-
nGphu G fuwqtph dpw npywd bhp-
Gppu G ng G wpbudnyjwb Gpud)-
innEjwb 2GE2;nwlwl opGlplGphl:

p) MEwnp £ junwpb] ubpon Y-
wnd, pupniy, huwnwn, wqnne, b
dwjbip wnwbg vwhBEgubnus:

adwy pluupe hwiwpwbm ginenly Gpgbph:

Qph wowy B nuwbulGg
Yndhunwu <wprpuw o
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3np tpg

pwlp hw) dnnnypnwywl Gpgbph J2wynuwlubp BU' gp-

wé 1911@.-hu” Uughwjh Nuwge Yngned (Lw Uwlph Uk-
nnig), nup “nUhnwup upé dwdwbwynyd deyubp Ep hwlquwnp:
Uin Gpg-whbubbpp htnhbwlyp unbkndt) £ Jhwdwdwlwly Gpyno
Juwuwpnnuiwl bwywwnwynd' npybu quuwdniph Lwgwly-
gnipjwdp deubpgtp, Gu npwbu nu2bwdnipwht whGulbp: Np-
whu nuw2bwdnipwiht whtu' Jh thnpp thnfuynid £ junwpuw
punypp: QUuywd wju whbubbpp dwywiny thnpp Gu, vwyuwl
Yuwwwpdwl hwdwp 2wwn pwpn Gu, pwugh unwpnnhg ww-
hwlgnd BU dwyp wunhéwl nRwnpneenll: Wumkn jnupw-
pwlgjnip 2uiphfu, jnupwpwugnip 262w, thqw 2wwm Yupbunp E,
npnyhbnbe upwlg 6hpn hwbguwynpbip L wpnwhwynkp Jh-
wjb Yuw 62gnphn wwinybpp: Ywbp thndhu puywGpne hwdwp
hwplywdnp £ pwy nuunudbwuhpty hwy $nynpwipl Gpudunne-
@intup:

phuwy, wnwpehlt whtup Unyl «Gu wnghy Gd» UG-

LEpgl £ Ywwnwpdwbl punypp' simplice. wwpgq, wb-
ybEnd, pwlywl, Jhwdhw, ywpqwdhwn, Yndhnwuh funupkb-
pny' bt wnwgwywl, pwlgh Gpgp Gpgnud £ Uh npp wnghly,
npp ng hwyp ndup, ng dwyp: Lw EpgGny nhunud £ punuejw-
up" uwphg dwqgnn wptithl, pwphg Yubignn Yupwyhl, hptl
dh jup (uGp) vwl, np (wywbw upnh jwpBl (YGppp): Wu-
pwll wpunwhwjnbint hwdwp Yuwptenp £ hgubtph 6hown
hwuqwynpnwdp, npp Yuw hwnwiwbph qgugnnnipnilp:
bul 6hun wEnwhqughwl Yuw vwptphg GYynn Gpwdaunnt-
pjwl EdLEYwnp:

Gnpypnpn whtup' «Epynud Gu»

Stunip, guwywaghl, (2unwghl, dolente

Ujuwntn gwyu wpunwhwjnGine hwdwp 2wwn punpn? G wnk-
Unuinnubpp’ npdwé tnwlinp Jtpgh Unnwih Jpw, pugwbu Lbwk
dwfiu aGnph YpYunipynibp, hwpg-wwwnwuppwbh dbuny, npp
Yupotu hwumwwnnud £ Epdmud Bd, Epygned:

Gppnpn whbup' «Snll wph»

Allegretto non troppo

Swabwy G wbhwbgunnipintl Yuw: «Wdwk)] w, &nu gh
quwih, dpubty w, tnml gh gwih»: Yhbp Yuwlgned E juppl, ghzpl
wh nt quhund m ndjwpnipjwdp £ wlugunud, dhugbe jwpp
nntl puinbw:
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2nppnpn whbup' «Qnupwlp hwg GU pEpned»

Allegretto semplice, tempo rubato

Stdwl wquwwn k£, hniquniup B wpunwhwjnnod, nupwpuncpincl b
hwwpunnipnil: Unghyp gnipwl hwg £ wwlnwd hp uhpwd jwphl:
Lnphg nhdnwl E punipjwlp, np hwyptpp pbr wutl, jwphu hny
wltl, pujwbu Lwbl pwpwly pwdh thgh, htwnb £ hwypbpp bwluhy
wlkl:

Gnwadwjb whtu k, jpwgnighg «wpdwquwlpnn» nwpaduwdplubpny,
npp punipjwl wpdwqwlpl £ wnglw nupwhunpyuwlp b wghu:

3pugbpnpn whbup® «Lnwubiwlyp vwph tnwlhus

Comodo, wlpnwwy, hwlghuwn, uhpunngnp

Lnwlwlyp vwph wmwyhb £, huy wnghyp vywumd £ pp
qhuynn jwphl: 3wjwgpp qgnud £ uwphl, wpgniupny ghp
gnmud nuphp (Wwunnifun) juphu: Wu gnpédp (wjb dwjbwdw-
Juw| b wwpnibwlynwd: Pwquuinbuwly nhpdhywl, (hqulkpp,
(lEquunnbbipp, nhuwdhywl’ wju wdtlp uhpwwningnp punype Ll

. hwnnpnnuw! JEnGnnue: Mwhywé pwubpp vwihu U wjl hi-

nniubph qqugnnnipniup, npuntin Swnwnwd £ ghudnpp: buy
Jdhghl dwjup hwnwiwlp Gu whupneeinll £ wpunwhwjonnd:

dkgkpnpn whtu' «Eu gh2tip, (mubiwy gh2tp»

Nobite, wqlynippudp, hiywpunnypyudp

Uw JEnudhy, thphYy uhpn fununnywlneegnib £, Ge hug-np ntn Jn-
qulwl wwpuwnpwuph pwlbwake £ hhytgunud.

«N°Y £ nbub’ uhpwéd jwpp dnnwliw

MY dnnwlw® Gpyne wipny Ynipwbiws:

Ljuntin Gpbunud £, Yndwnghwninp Yndhuinwuh debnupyniup b yb-
hnipyniup: Ng Uh wytinpn hnyq, ng Uh Yhpp, wj wqupy, dtnd, funhnilu
Gu hwwpw JenGnh® nuinanpnywéd p-ny G pp-ny: Lw Jupwbwnnpbl £
gnijg iyt hwy wqqghl punpn? quuyywédnipgniup b yEhnepyniup:

3nptpnpn whtu' «@nup Yni g YEphl uwpbl»

P nwppGpnue)ncl djnwe yhbubtph, wjunbn wyth gwypnniu b
Unyl denbnnut mwpptpnuyniup’ npuybu Jeubpg e npwbiu nu-
Lbwdnipw)hb whtu: Npwtu Jeubpg puntpwgpyué t allegro mod-
erato, v wybih Unipp, vwhni, JEnd: buly npwbu nubwdnipuw-
jhu whbu, puntpwgpywd t allegrezza, energio, nupwifu, fulinnil,
Gnwlnnil:

«@mp Gni qu ybppl vwnbl,

Uwpli npnptl,

Up pwihh dwpdwn pwpbl,

bwip-lwpe dnpwitls.

Wunbn wpnbl wwwnybpymd ne punipwgnpynud £ punepinill
wdpnngnipjwdp, Gu wju wnhpnd JGup Jbiy wuquwd Giu hhonud
Gup UGS YUndhwwuh funupbpp. «Uhph'p punipgnip, undnph’p
Upwlhg dwbwit) Ywlpps:
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U2n 2npnp
(Uwjh, gninbwjh, pdpniyh nGny)

U.Z_'ﬂ 2npnpp»  dnnnypnwywl wwpwht punwpawly
« nbuwpwl £ mwppbp punyeph pwnyugnighsuGpny:
Poinp Uyneebphg Bpumed £, np «Upn 2npaphu»  Yndhunwul
wnwbdbwlyh nbn b gk

Undhunwuph ghunwiwl dwpwbgnuentup Jywpnud £, np bw
ntwh wpdbunl nuuGp wwundwlwl Jninbgnud: 1906-1907 @R,
Jwdppmd nmwydwé hnnpduobbpnud 6o hwjnwgpGpnud wju
wwpl wbdwbdwsd £ «wppowhlys, «hhbwdnipgs, cwyulinu-
Juwl», hugl wdbih hEnwppppwliwl £ pwpdund uw: Yndh-
mwul wyn unbGnbwgnpdnuenibbbpp punupwanpt] £ npwGu
2w hhu® hwywbwpwnp htpwlunuwlwl optphg wwhwwlywd
wjun:

w) Cwpwl-Allegro vivace

Wju hwuindwédp wwnpnnubphu hpwdhpned £ 2pewb ugudb-
(Nt Yndhunwut wju hwnjwst wujwut)p £ elwuwbgwg»:
Uyudmud £ gninbugh nut pdpniyh hugnednd, npp dnnndpnhl
Juwugnud £ wwph: Wunbn Guu dhwju inGpuwnnp é2gphin b
dJwupwypyhw puptnpgtiny Yuwnbih b unwlwg gnpohpltph
ahzwn hUugnnnuentbp puizbwdnph Ypuw:

p} Dwln wwp-Largo

Uw pnib pnpnpb B, wdpnngnupjwl giluwynp pwdhlp, npp
punipwapduwd b «yuuwptu Uzn U, Ywpwwybn niunwglwgne-
pjwl: Iwlnhuwydnp wwp Jp, qpGeE Ypnuwlwl Lywpwqgpn:
2wl Yuwpbl pnpnpp Jhwupl, wyp, Yhu, 8Gp, dwlndly. wluwh-
Jwl pninpwwwp Jdpb £, GppGdu Epyne-BpEp hwpnup hnghny
Yugudwdsd: dpnyp pwuh dp hwpdwsbtpt hbnn® wwpnnuGpp
apswliwyp dGuwglbint hpwyhpnn gnuebwl Yulhuh Gnwbwlyu
opnpb, GL pnpnpuwyp uwnwbh et nu 2wn hwdp 2uwpdnudny
Jdp... Pninp wunup, np ywphu Ydwubwyghl, fjunphu hwdh2umw-
Ynipjwl Jp Jbg unigyuwé Ypypl. pnpnpp wbdwjl, pwngn ne Sw-
pw2nip hnequnibpnyd Jp ghbndguwd, Ymibyunpbl JGinnpl, np
onhu JGg YEphwpwaghb hp gwdwaghl wbnznipnibp: Wu wywpp
wEwp b pww hhlu pyw, 2wwn hwywbwpwnp Juwgnpn dp hGpw-
Lnuwlwl 2npwlh, nbuwly Jdp Jhuphpwlwl wwnp® h wywwhy
wwrnwwb Quinduwdh dps:

Lnyl pwduph hwwnywsdhu U yEpwptpnwd hEnbyw tnnnBpp’
«UGnr Gpwdzinnipnilp phy Up YEp{wpt pp pwpdnudp, funcuw-
thnely dwhw Jdp ympugot, hGnn bunptl yhjbw hp Gpwgnil
funyudwlp JdGex»:
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q) fenbngh-Andante capriccioso _

Uju wwpp pGiwwwnp £, nuuinh J6é nkp Gu juwnnud d6npbph
wnpdnudutpp: Ywwnwpdwl hwdwp pudwlwihb nddwp £ unw-
Yuwwnwinnlbph BL 262mnbph hwpwpbpwygnypnip, npb unGndnud
E hGwnwppphp nhrpUhy wwwlytp: Uhghl Jwup (cantabile) hhyGg-
Lind E nunBpnud Jend pwdnig opnpynn gnpBLp hwulybpp, npp
2w Udwl E hwy wnghlutph Lwqwlh Gnépl:

n) Ynfu-Allegro gioioso

Uluynud £ pupniuyph Bpyni-Bpbp hwpdwény, npp Yupdbu huwyg-

nwpwpnud £ Epyne uiphGubph dpgnuejwb Jwuhl: Ynpup hhl hw)-
Ywlwl wdwunnyr £ hwwpltph, fjubgnypubph dwdwbwly Gph-
nwuwpnubpp Ynhu U pnuty’ gnyg nwiny hpklug nudp: Uw, hhwp-
Y&, unphpnwlwlwb punye muh. 4nfuh dwdwbwly ng J64L hpw-
ynitup gntblGp hwnrtine: Wn wywndtweny £ Jwpwnwlwl 2nilst hp
inknp qhebp £ wybih nuppwh, juunwlwihb punyehl: buly Yunpg
unwywwnwnnutpp hpwpwihnptl pdpnlyh nwwynpnopyni B

uwnGnonud:

&) Enswph-Allegro vivace

QUujwd Yndpinwub wju wwpwwbuwyp sh LRG|, pwjg 2wnd-
Jwl nbuwyny vw Ldwl E Unzh-Uwuniduh Lpwlwynp «Bnjwph-
hu»: U wwpp Unphg yGpwlwlqunud £ wwpnn hwbpoip)wu
Grnwlnp, nphUu hwenpnnud £ énép® Ynbwinpwuwn uinbndtiny:

q) Oné-Andante sostenuto

Wu wwpp Yndpunwup punipwagnpt) £ bwbl «bwqwup» pwnny: Uw
wwpnn hnd pwqunipntbhg wnwbdbwgwd gbnwuh wneyw Lwg-
wwpl £: Nhpdhy wywunybpl wpnwhwjpnnd £ wnplyw hnegdniupl no
wunphuwdénuyentlp: Wju ubpblbpwuphg L Lwqwlphg pnppnpywd’

unphg uluynid £ nnnudwpnulg wwnp, npp Yngdnud £ &np:

t) bn2-Allegro ma non froppo

6n2° UWpwbwynud b ghbwwwp: Uw qEupny wwn k. Gpb qtup
syw, wwyw’ Ynwwny (denbwihwywn), Gpptdl b qEUup fuwnwgubp
thnfuwnhUunud BU unuly Swidh wyny: Uju wywpwwnbuwyp bdwl E
aedBp-yGph»-hu, vwlwjt wybGh Jwpunw2niby pbnye nlbh: Gn2hl
hwenpnnn yepghu tnwynbpp dwnwjnud Bu npwytu Jepewpwl:

L‘i nuUpunwul wju uinbndwgnpénypniunud untndt| E dnnnyp-
nuwiywl Jenbnnt jnupwnbuwly (wnwihu bepnuwlbwyned

(hwpdnuhquwghw), Uppnpbl Yephdwumwynpb), gt £ nuwbwdnt-
pwihu 2wpwnpwluph huplwwhy dbtkp: Uw dnnnypnwywl gnp-
Ghpwjhb Gpwdunnipjwl JGe G wwpwhb wpdbunh wuwwpk-
qnud funznp &dGeh B junnugdwoph Jh uinbndwgnpdnipnil E:
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Uwllwlwl bjwqlbp
Swulkpynt yhtu' dnnnypnwywl pEdwutpny

u:u thngnhy whBultph 2wppp Yn-
Jhwwup gnip £ Y. Minpunud wwy-

nwd nwppbn nmwphubphu: Lw Jhown
gwlblywghb, £t uwwnbnét hwjlhwlwl
Gpwd2unnwlng. nuwbwdnip nuuwywl-
nEithu dnonypnwiywl Gpwd2nwlywl
Uy UEpgpwyGne Lywwwlyny uinkn-
onid £ hp «dwllwywl UJwqlbp»-p,
npnughg wnwjdd, gwynp, hwjnbwptp-
Juwé E dhwjb nmwubdbg bdnep: Wu wh-
Bulbpp 2w nuungnnuiwb G, npwb-
gnid Jwl vwhnu wuwnhGuw GL unw-
Yuwuwnn, wonwih jpupwnbuwly gnpéw-
dnipincl, wnihdnl pwquuwéwjuniejwl
wwhbp GL dguinud £ wnwgwgunud unw-
Lwint gniubn Gu wnBdppwihu hugniu-
utGp: IGvnwppppwlwb £ wju dhwunp, np
dwbpwjhb wnbuwyny Yndhunwuh «Uwb-
yuwlwl Ldwglubphl» Udwl pwl, Unyl
dwlwlwlywhwwnywdnwd Gr wybih ni,
hpwlwbwgpt, £ hnibgwpwgh nwuw-
Ywl Yndwynghwnp BEw Fwpunnyp: Uh-
wjl ph, wihunu, YUndhnwup sh hwugnbg
hhJdungpu hpwliwbwglb, hp wju wp-
huwwnwupp: Fwgnud uwlgqwpnn hwb-
gwdwlpltp BU Enby:

Utq 2wwn phg pwlwyny udne £ hw-
ub|: IwdtGbwjunGwu, npwlp dnnnynpnw-
Ywl nGnd gpwd pwpdpwpdtp whbu-
uGp Bl

14 ;
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3np ywn _

«dnnnypnulwl wwpl wpnwhwyunnd E jnupw-
pwlgnip vh wqgh punpn? qbbkpp, Jwlwywln
thwnpl ni pwnwpwppnipjwl wumhtwlp, Jwpnpne
uEpphlp»:

Undhwnwu

L'm.lhml.uuh nwbwdnipwihlb hwpnuh untndw-
gnponupgntluGph Jbp giluwynp intbnp qpw-
ntgunwd BU wwpbpp® «U2n Snpnp» BL «3np wwpe:
tvnpu nuunwbwuhptind dnnnypnuywl Epgunpytu-
inp’ bw Jhwdwdwbwly 2w nupg G htnGunnuywl
adtuny nuunuwbwuhpty £ bwb wwpwpybunp, jpuppwg-
nti Gu gnigwnpt £ wqgujpb wdbbwhwwnywbwlwl
wwpbph funpengpwdhwb: Yndhunwup hwunwinkg
wyl hpnnnupgnibp, np wWwpbpgbpl nu wwpbnuwbwly-
Utpu NGl UwGe patl Wwphg wulwju, hupunupnyl
wndtp' npwybu gnun Bpuwdnwlwl pykp:

ndhinwuhg wnwe, hwj dnnnupnuwywl wwpbnuw-

bwylbpp nwbwdnipwiht gnpdh YGpwdkint
thnpdbp wpb Ep Lhynnwynu Shgpwljwlp, vwluwil bpw
dawynuduGpnud wybpwl £ fjunpp ¢h nputenpytp hwylyw-
Yuwlp. bpw whtubbpp Ypnud BU punhwlnep wpblGywl
Gpwlg: Yndhunwuh «MwpBpp» hw) wwpwiht Gpwd)-
wnnipntup bEpYuwjwgptghl unbndwagnpowwl Jh bnp
Jwywpnwyny, npntn dnnnypnwlywl Jentnhu Jtp E
pwpapwlnwd pp $npypnpuwyhb bwhiwwmhwhg, hwpunw-
Lnuwd wpunwhwjmiwwl Unp hwunlwlh2UuEpny, BL hup-
bwwnhy Junwhnugywd unbndbwgnpdénupjwl hhdp t
nuwnuncd:

Jju «Mwptpp» pnunb pupnulGpueywl G JGd guwhw-

nmwlph wpdwbwgwl wpunwuwhdwlund: Y6nGlu
nwwgpnipjwl thngynud npwlg Yuwwnwpnudng hwuntu Glwy
Pnwlupwgh nu2Lwywhwnp Go yndynghunnp, @wphgh Ynbubp-
Juwuwnppwih wypndbunp Lwqup Lepl:

pynt wugwd Yndhunwup thnpdbp £ wnwwgnpt
«Mwpbpp», vwyw)l hpbwbuvwlywl dhengutp
fqunuGint Wwwnbwnny wjlu gh hwennyt: Uhwyu Yndh-
twuh hhuwlnwuwing hGwnn, Epp hhdwunnipyniup
Swlpwgb) Ep, unbndybg «Ynupunwu dwpnwwbnh pw-

15 ;
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pEywdutpnt hwbbdbwhnwp», nph Gowbnnt swlpk-
pnd, «Qunphhy wwpnb W, Wntwujwlh Ughpwunyne-
Rjwl», 1925p. @wnphqnud hpwunwpwyytghlt Ynuhunw-
uh «Mwptpp»: Vwlwju win hpwunwpwynipjwl Jdty
wwntpp pUYny yGgu thu, G Ywjhl 2w Yphwywlltn.
Jh 2wpp wwptphg htnhbwyh Yuwnwpnnwwl Uznid-
ubpt wuhpwywghnptl nnupu Ehu hwuydwéd: Wnweghl
nwwgnpnipjwl Ut wwpbpt nllbb hGwnGyw] hEppw-
Ywlne)nip®

Enwlgh- EpbGuwliwy

Mlwph-Cnipqw

Vwpwih-Cnwpyw

Cnizhyp-Hwnwppwwwnh

BbGwn-wnwg-Ywpling

cnpnp-Ywnlny:

ju bt hEunwguw vnwwgpnipntbubpnud «Uzn

cnpnpp» Gt «Uwbnwyh» wwpbnwlwy-
utpp pwgwywynuw BL: Ibwpwynp £ npwlg plwg-
pEpp Upnw wwnbph puwgpGphg n 6L hwubp Qw-
phgh Yndhunwujwl hwbébwhudphl: Iuwpwynp £
Lbwbt, np hwudbwhudph dtnph nwy tnwd dtnwg-
pGpnwd Bnkp BU «Upn Snpnph» B «Uwlnwzwlhs»
wwpbnwbwyutph bnmptpp, pw)g dwdwbwyhl
§EU Uywwnyty, hwjnbh nwpabi: dGpghl twphuk-
nhu Wuphihwuhg ptpdwd Wniptpnud hwjnlwptp-
ynw t «Uzn Cnpnpp», npU wawldhl, huplnupngl
unbndwagnpdnipyntl £ wwpwjht dwupnwd: bul
MNnpbpp Upwjwuh swuptph 2unphpy hwjnuwpGp-
Unuw b «Uwlnuawlyh» wwpp, npb wnwghl wbgwd
nwwagpytg Nnptpe Upwjwuh «Yndhunwus dnnn-
Jwénith 6-pn hwwnnpnud 1982pR.-hl: Uwlwjlu nbn
2win U Ynpwd unbndwagnpdnipinlulEpp, npnlp
$huwluwywl Jhgngutip sihubint Wywwnéwnny ;6u
nwwagpytl, gnyt G Ynptp Bu: Gupwnpynud £, np
wwnpbphg Gnbp £ bwbt «Uniunudpwpr» wWwpp, npp
hpwwnwyynd £ Yndhunwuh gpnupniutph JGy:

hug yGpetpu hwjinlp £ EnGp Yndpunwuh 46g ww-

pp: Gu wu dwjbwulwdwnwynud UEpYwjwgpby
GJ hwynbwptpwd pninp np wwnbpp: Nuwnuwbwuhpt-
tind Yndhwnwuh gpnupgmllpp’ hwunwwbu bwJdwyut-
pp’ ninnywd «Mwptbph» wnwght Ywuwwpnn Snzwlhy
Pwpwjwlhl, npnbn bw Lwpwgpnd £ wyn wwpbpp
punypep 6L ywuwpnnuywl nép, thnpat] 6J hbwpwyn-
phu jwih hwpwquun Juw] wyn bznwubppl:
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wptpnud» hEnhuwyp gnigwptpt| £ nwabwdnepp

« jnipwnbuwly hugbgubint Jh wnwldUwhwnndy
Jwpwtunnuniu: Yndwnghghnu hbwpuBph jnipwhwnyne-
pjwdp 6L wuhwunwwlwgwd YEpwwpwjunipjwdp Yndh-
nwup «Mwpbpp» hwj wqguwhb Gpwdannipjwl GL GLpnwjw-
Ywl Gpwdannipjwl Jdbe Ununp gnpétght npwbu Unpwpw-
puwlywl Gpbunype: bptug pnwlnwlw)hl, dGiwjhl ne ndw-
Ywl wnwbdbwhwwnynipinlblbpny npwlp Jwubwyhgp
nwnpdwl nwpwulygpeh Bipnwwywl nwbwdnipwihl gpw-
Ywlnipjwl JBg (MGpynwup, Nwyb, Pwpuny...) dSwywwd
wjb wpngtuhl, nph Enieynill Ep wpbudunjwl Gpwdaunne-
pjwl UGp wpbLGiph hugnibuGp pEpGip, gnuquywl nyinp

ubpdnuébp:

rnwnbnhn wnwehl Ywwwpnwhg hGunn $pwlbivhw-
« ywl, pyGgwpwlwl nu phighwlwl Gpwdnwlwl
wwppbpwlwbutGpnud npwlg Jwupl npwunwwbl wn pwl E
anpyt: Swwydnpnipynibl wjlpwl gnpkn £ Gnk, np npn? Gpw-
dhawn-pUbwnwuwnutp, nY nwbwdniph bjwgp WBNY, Wwnyt-
pwgnt Gu bwbl hwj dnnnypnwywl wwptph funptngpw dhwl
Gt hhwguniupny wpwnwhwjnytp npwug Jwupl: «Mwpbpp» fun-
pniEjwUp pbyw Gl 6L hp hwuntunud wpunwhwjnyb) £ «Mercure
musical»-h tnboptu Lnth Lwintwt® hEnwquwnud Yinn d6pnLuh-

h Lpwlwynp YELuwghpp:

(nwnbnnl.u» wnwbdbwhwwiny E 262vvwnpnueiniup
« (npnup GppGulu wlunynp, wpwg Gl pwqUwnbuwly Bl),
wpwnhyniywghwl, Ywwmwpdwbl gnignuubph JwUpwdJdwulbip,
npnup wjb dwdwbwy wntbn thu gununud wpbwnwbipnwwywl Un-
nwgniu Yndwnghwnpubph (oppuwy® W. Snuptpgh) GpytGpnud: Un-
Unpwlwl «UEpnw2bwywihu» wbnwihg pwgh hinhuwlh LznwuG-
nnud Jwb bwBe gnun «inBdppwjpb» wEnwih gnpdwddwl nbwpbp:
Stdwtpp Ywwnwpynuwd Bl GlUGInY YEpwwpw)hb punyphg® wju Yuwd

wjl gwihny wquwn, rubato:

Uwlnwyh (Mwnwp2wuwwunh)

Qwuthh nény

Ywlwgh Jbbwwwp E Uwlnpwly pwnl wjunbn Yung
wuntb £ UGbwwwptphg wdbbwwwpq Gu Unupp wyuwpu E: Uo-
Jwéd b «pdpniyh nényd»: Qwpu d6npl wdpnnendhl wpunwhwi-
wnnud £ pdpniyh qgugnnnipiniup’ wmwpptp rhpuhly wwunys-
nny, GppGdu pdpniyp hwlnbu £ quihu Jebwlywg $pwgny,
htnn wpnwhwjnhs Yepwny (rnwd £ Lpw Junwnpdwl G pd-
pniyh wjuwhuh nwppbpwyywsd, huplncpnyl Jwulbwlygne-
RINLUL wn wwpbnwlbwypl wwihu b wnwbdbwhwnnly wp-
nwhwjnjwywunyeinib 6L pwgwehy hupbwwnhwnipnil:
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Gpwlugh (GpELiwlh)

Luh G pwnh nény

«Gnwlghlu» Yuwd «Nwughu» hwjjulywl dnanypnwywl Yu-
Lwgh JELwwwp £ gpwndwd dnnnypnwlwl Yuwnwpnowdhg: Wju
wWwpbnwlwyp gpwnt] 6L «Nwbgh» b wbjwbt] bwil Lhiynnw-
jnu Shgpwlywlp, vwlug wn gpwenwdubpp d6rbwpyytp Bu
Jhdjwlghg wulwhu: Wu Epyne Jenknnt gpwnnudutpp bdwl B,
pwig 2w nwppbp BU unwpnnuywl nény, jbwjwéd Gpyniul
£l gpywéd BU «pwnh nény»: 3w) dnnnypnuywl wwpbnwbwyuk-
nh Gpynt ghinwyutph® Lhynnuw)nu Shgpwjwuh Gu Yndhunwuh
swlpbpny Ukq Gu hwub «Gpwlghh» Gpynt nwppbpwy: I6nw-
guynud nuphz YndwnghwnnpuEp Gu wunpunwpawl wju JGnk-
nntl, ogunwgnpdtighl tnwpptp dGlepny L gnpdhpwynpdwdp,
LwBL nwppEp uwnwpnnuywl nény:

«Gpwligh» wwnnud hunwly hugnnnujwl 2unphhy Yndhuw-
up Ywpnnuwgtb) £ hwubk] wju pwupl, np uyqehg Jhugbe ytpp ph-
Jwlb wnwyg £ nwlnud nluhunbuny® Gpynt oyunwdw tnwpwbnipjwl
Ypuw, L tnwhu jnupophuwly JEGuwpwbnyeynil: Ywwnwpnnwywl
nGp punipwgpt) b «Lwqwuh» pwend, huy Gpypnpn dwjlp
(Ywpd, Yupney whgghwwnnuGph wtu) ennumd £ pwnh nww-
Unpnepinil: huly nhpdp Swnwjnwd tUwbl npwbu Gpudannyzjwl
wnihpnuhqughwih Jphgng: Yndhunwul wbpundte wlnpuwnwp-
46| b wyu Jenbnnib Gu wpbp mwpptpn dhindhnpunwggnluup. gptg £
«Gpwughh» Jph pwuh nwppbpwly, 6o pnpnp wppbpwiutpl £
gEnwpybunwlwl hupbunipnyb wpdtp ntbbl: Qujbwuywywnw-
Ynud LEpYuwjwgyuéd £ yEppbwlwl tnwppbpwyp:

Mbwpeh (Gnaguw)

fdwnh b nwhh nény, Gt

Uwpwih (Gni2quw)

YWuthh nény

«MbwphU» Snpdw hwy dnnnypnuwywl wwp £ wju-
wntGn bepyuwjwgwsd £ dwnwpwwwunnud hUgwd nwp-
pEpwyny: 3wjtpbu hbwgnyl nitbwpe Ywd hnctbwp pwnl
wqawhb nwpptp pwppwnbbpmd nmwppep £ hugnud®
ntbwp, hntbbwy, wbbwy B wyb: Mtbwp wynnh dwnh
wlywbnudu £ 3wibpp yuwlwlg hwwfu dwnh wuntulk-
pny £ Bu ynsEl: Uw B juwlwgh wwp £ «Mbwph» B
«dwpwih» wwpbpp uwnwpdnud Bl attacca. upwlip UGy
dhwulnpynit B Yuwgdnud, nphu hwenpnnud £ (nuuw-
ynn, wwdwn «Gnzhyplus: «Ntbwph» e «Jwpwih» wyw-
nEpnud wwnuqubtpp hGiph nu hwnwiwlph qqugnnnt-
pintl GU hwpnugnud. uwpé wWwmqubbpp Gpwdunne-
Pjwlup Jwpnywiht funuwlygnipjwl punype Gu nwihu:
Wju wwpbpp hwipGuh punwejwdp 2Lsnn, hw) gineynihn
hnyqbpl nu wwypnudubp nlubgnn plwpwywl wwen-
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yGpubp Gu: Gpbt «MUwph» wwpp puntpwgpdus t*
«lwqwbh GL vwhnibyr, www, «Jwpwihu» punipwgp-
Juwé E' «hujwpunn Gu gwijwpnibs»: Gunbn denknhu £
wyGh funhntb G thhpunthwjwywb punye ncuh: Snp-
Ghpwynpdwl gbnGghy nuonud £ iyt Yndhunwup
«Uwpwihh» Jhght dwunwd, npuntbn wwhywdé pwup
nnnLyp nwdu £, huy dhght dwjup nwihh nuuwyn-
pncpinLl £ hwnnpnnud: Wju wywph wpawl ywindnnw-
Yuwlnipintup hwlwnpniintt £ unbndnud «Nlbwph»
wwph hGw:

Gnihyh (Mwnwpwwwwnh)

fdwnh G nuwithh nény

Wu wwpp dnnndpnh JGg hwjnbh £ «Gnuzhyh
wnpugh» wuntuny: 3wy gbnegnly wwnp B JBY Yuwd Bp-
Yynt hngnt hwdwp: Funtpwapyuwd £ «w?2funyd G bw-
gniy»: Mwpp punypb wytGth 62gphn twpne hwdwp
Unuhunwul oguwgnpét) £ wpunwhwjnhs wjluhup
pwntn, hlgwhuhp BU* pupztiny, thwjthw)tiny, wnit-
gntl, qbGth)ninny, 2w Jdendnpbu Ge Ljwgnil, B
wjlb: Ubntnht wywdw hphpbgund £ |GnLwjhu Iw-
Jjwumnwlh pUunueyniup. wnwght nmwlnGpnud JGnG-
nhb Yunétu uwnhg uwp £ wbglnud: Uyu wywpl ncuh
nipwfu, Jupnwn punye, npp updtu «Mibwph» G
«Jwpwih» wwpbph hwhwnpniwb 2wpnibwynt-

pinLul E:

36w nL wnwy (MYwpln)

@nnh G pUpnLyh nény

«3bn nL wnwe», «Snpnpy GL «U2n Gnpnpe wwnb-
pp Yyhywywl, ywundnquywl punyph wwptp Gu, G
funpp wywbnwywunupjwdp ubpunnptl wnbgdnud Gl
Uhdjwlg hGwn: GpGpl £ nnwdwpnyuwlg Ywd juwnb
fjudpwuwwptp Bu: «36n nL wnwpp» puntpwgnlwd E
«ybh GL bwquwlhe: WYth pungbddwd 2E2nwnpnupincl
nituh, £ wyGh £ qguih pdpncyh nGp: Mwpb wnbwywl
Gu 4Gh punyph £, pwjg JhGibnyl dwdwlwly JEnd Gu
unitpp wppGp nluh: Mwpb pp J6e pungpynud £ LwbGe
punipjwl dwjlbpp, npp Jhghl Jwunud wybih hunwly
E (uGih nwnunw® 2unphhy pwihwlghly Swynnipugh,
hhabgunwd £ oph Ywengubp Ywd priuh dwjubn: Uu
pupznipjwlp hwlwnpynid £ wnbwlwl dEntnhl, npp
UnUpmnwup punipwgpt) b «dhwihwn G hgnp» pwnk-
pny: dtpgnud JEnbnhl wunhdwlwpwp hGnwbnud b
GL wpbdwgwlpmd® pnnubind JuwnUewlwlniejwl
nwwynpnepynil:
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&npnp (Mwpln)

®nnh, pdpnyh G nuithh nény

Ewhlwlwl, Jhywlwl, hbpnuwywl punyph wwp £
punipwanyws Jeh, htpnuwluwl: bugybu hwunwnmd £
UnUhwnwup, wju wwpp Ywphuh hwjuiywl wdwbnuwywl
wwp £ Wunbn guhwquwlg 2rw)p b Yndhnwuh Ynnuhg
dtntnhh Ywunwpnnwywl nép punipwagpnn Lznwdubpp:
Anwlip (hnypu wuwinybpnud G unbndwqnpdnipjwl puny-
pp Gt ywwnwpnnhg wwhwlgnud pwpdwd nwnpnuintl,
pwlgh, tpt Uhus hhdw wwphg wwp Yuwd Jwuhg dwu tp
thnthnfuynwd JEntnhlu, www wjunbn wyn hwjywnpnt-
pjntblibpp 2w wytih hwéwhwyh Gu: 36Lg wju Wwn-
gwnny £ Yndhunwup Unnnwubph nwly hGwnbyw] Ywpgh
uznudltip £ wptp. «hwjthwgbing, pauying, pdplting, nuw-
thhu dwwnub)ny, wpdwquwbptiny», Jud wubup, ybptih
dwjup punipwgpywéd £ «hGpnuwpwp G Yehwldunptus,
hulj Uhghl dwjlp® «dtndhy Bu uynun», Go wju qbntghy
hwlwnpnieinibb pupwund £ wwhywd pwuh hhdw pw,
npp anugntyh nwdt B Quwbu dentnhl uygpenud hugnud £
htnyhg. hwnwn, funuwygwlwl punye ntuh, huy pGEUw-
jhu bwbwlynn Bupwawjup qnuyg dwjbbph Jhebic Gplfun-
untpeintl £ uintnénud, wubu wwwnwuppwlmd G «ywpty-
gnud» Eutntinnil: Wu inGuwpwp hupdbu wwnytipnud E
Eplynt wikhGp dtpnlune UEnupYy, fuwnwn G hngbwwpwp
qpnygp, npp quwny wytph dninbunud, inbuwluBih £ nwn-
unud: Wu pbdwl hugnud £ owppbp nbghunpubipnud G
quuwiny pwpdwlnd k, nphg htiinn uuynud £ pall wwpp’
rUpytind, pruldtind, danwlwl:

AwpLUwdnipp hugnnnipiniup nwrunud £ wybih hwgb-
gwd, Yupdtu gnpdhpwiht wbuwdpy b ulunud bwqgby:

Wyu wwpl hp JE9 wwpnibwymd Ewnwppbp hnugquiwu
qgugnnnipntliltn, npp qgugnudubinh htintn L

Nwpp qtnupdbunwlwl pwpap wpdwlpp £ UGpyw-
jwgunuwl pE npwtu gnun dnnnyppwlwl uinbndwgnnont-
pinll, pE npubu Yndwynghwnnph pwpdpwywng Junwdb-
(wytpw® hp pwgquwnbuwy wpnwhwjnawywunigjwdp tio
hGwnwppphp (nudnudutnny: Uinbndwagnpdnceiniul hp nhp-
dhywyny, wnihdnupwyny, hwpdnuhwyny nt unnigywd-
pny, hhpwh, Jdh ginihugnpong L
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Snnhy

anhun» gnpywd £ 1915p., hpwuwpwydt) £ wdk-
« phywhw) Jwunepnd:

«Snnhyh» Jenbnwywl ghdép hhobgunud £ UwliwhhUp
YwiEnpgp: Funtpwgpywd £ «hwbnwpunply» pwnny, npu wp-
nGu huly hupbhb 2w fununit £ «Snnhy», chwlnupomhys:
Wyu thnppply uinbndwagnpdnceniul hp Jtg wdihndinud £ JGé
hdwuw, npp fjunphGpne wnhp £ wnwhu...

Lniuhlul Qphgnpmwl
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Introduction

Komitas is the pillar of Armenian
professional music. He began his
journey in the history of the Armenian
people as an unparalleled scholar,
multi-faceted musician, and a com-
poser of exceptional talent. He paved
the way for a genuine understanding
of Armenian folk music and worked
prolifically as a public figure, scholar,
ethnomusicologist, specialist and
decipherer of the khaz (Armenian
music notation system) as well as a
musical performer and pedagogue.

Komitas was the first person who
endeavored to put the study of
Armenian music on an academic
level. His studies and research also
represent an invaluable contribution
to the sphere of international ethno-
musicology.

Unfortunately, only fragments ol
his huge work, and only a relatively
small number of music pieces, have
reached us. His opera “Anush” is
considered lost. Moreover, his artistic
activity was carried out under very
harsh conditions, and he was con-
stantly in want of financial assistance.
Another limitation was the fact that
Komitas had only a small male choir
at his disposal, and was often forced
to adapt his works to suit this group.
He dreamed and hoped to own vari-
ous instruments, and to compose
and arrange instrumental music as
well.

From the very moment when, at a
young age, he first set foot into an
Armenian village and heard the folk
songs of the rural people, he fell in
love with national folk music and
became its most devoted protagonist

This CD contains all of Komitas'
published piano works (with the
exception of works from his student
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years). The following quote from the
great master himself best illustrates
these pieces:

“We have transcribed these
melodies directly from [what we have
heard from] the mouths of Armenian
villagers exactly in the way in which
they are sung in the villages. While
arranging the pieces for piano, we
have been careful to keep intact the
style and spirit of these Armenian folk
melodies, which have their own spe-
cific character and a purely national
imprint. Here we present only a few
samples of folk melodies. In order to
facilitate [the authentic performance
of] these songs, we deem important
to note the following:

In Armenian folk music, the
accented syllables of words do not
necessarily coincide with the musical
accent. Therefore, these songs
should be sung according to the
lyrics and notations on the scores
and notes, and not according to
accentuation rules followed in
Western musical practice.

[The pieces] must be performed
with a smooth legato, calmly, moving-
ly, and without slurring the voice”.

Hay Knar (Armenian Lyre),

an anthology of folk songs, lranscribed
and arranged for piano by

Rev. Father Komitas, Paris, 1907
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Yot Yerg - Seven Songs

hese seven pieces are arrangements of Armenian folk
songs, composed in 1911 on the British Isle of Wight,

where Komitas vacationed for a few days.

The composer has created these song-pieces simultane-
ously for two performance genres: as solo songs with piano
accompaniment, and as piano pieces. In the latter case, the
nature and style of performance varies a little. Although these
pieces are short in length, they are very difficult to perform,
because they require the performer’'s utmost attention and
awareness. Much depends on each articulation, each fingering,
each musical accent, and each slur (liga), since only through
their correct rhyming and expression can the genuine interpre-
tation of the melody as envisioned by the composer, be
revealed. And to thoroughly understand these details, a sub-
stantial study of Armenian musical folklore is necessary.

The first piece, “Yes Aghtchik Em", is the solo song “I Am [a]
Girl".

The nature of the performance is expressed as simplice; sim-
ple, sincere, natural, naive, candid, and according to Komitas’
words, also pleading, because the song is sung by an orphan
Armenian girl who has neither father nor mother. She sings and
with her song appeals to Nature — to the rising sun from behind the
mountains, to the partridge crying from the top of a boulder — to
give her a sweetheart, and thus heal the wounds of her heart. To
express all this, the correct rhyming of slurs is important, as it would
communicate the impression of sighs. Also, accurate pedalization
will give the impression of music coming from the mountains.

The second piece, “Ervum Em”, “I Am Burning, | Am
Consumed”, is described as sad, sorrowful, painful, dolente.

To express sorrow, the following details are essential: tenutos

on the last notes of the bar, as well as the repetition of the theme

by the left hand — like a question and its answer — which provides

the confirmation, “I am burning, | am consumed”.

The third piece is “Tun Ari”, “Come Home", defined as
allegro non troppo.

There is an atmosphere of anxiety and concern: “It's cloudy,
but no snow is falling. It is [already] dark, but [he] is not coming
home”. The woman is calling to her beloved, and spends the
night in great anxiety until her sweetheart returns home.
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The fourth piece, “Gutane Hat§ Em Berum”, “I| Am Bringing
Bread (food) to the Plowmen”, is specified allegretto simplice, tempo
rubatto.

The tempo here is free. It expresses an excited, moved emotional
state: one of happiness, gaiety, and pride. The girl is taking lunch to her
sweethean, who is busy plowing. Again, she appeals to Nature —ask-
ing for the birds to spread their wings and bring shade over her loved
one — and then for a sweet breeze to blow and the birds to lake a nap.

This is a polyphonic (three voices) piece, with complementary
“echoing” twists and turns that represent the echo of Nature to the call
of the girl and her happiness.

The fifth piece, “Lusnake Sari Takin", “The Moon [ls] Behind the
Mountain”, is defined comodo; with no haste, calm, and burning with love.

The moon is behind the mountain and the girl is waiting for her
sweetheart, a soldier. Her gaze lingers on the mountain. Then, with tears
in her eyes, she writes a letter to her beloved who is in a foreign land.
This wofk unfolds on a wide diapason. Due to the diverse rhythmic pat-
terns, slurs, legatos and dynamics, the melody “bums with love”. The
sustained bass notes give the sensation of the far and away, where the
soldier is on duty, and the middle voice expresses sighing and sadness.

The sixth piece, “Es Gisher, Lusnak Gisher”, “Tonight
There's A Full Moon", is defined as nobile; nobly, with pride.

This is a soft, lyrical declaration of love, and, in a way, a magical
incantation:

“Who has [ever] seen [that] the beloved one forgels [his love]?

[He] who forgets [let him be] blinded in both eyes”.

The greatness, grandeur, and majesty of Komitas the composer
is revealed here. There are no exiraneous emotions or passion, but
a noble, soft, mellow, smooth, pensive, and proud melody, flowing
with pianos (p) and pianissimos (pp). He has skillfully illustrated the
nobility and expressive reserve of the Armenian people.

The seventh piece, “Jur Kuga Verin Saren”, “[The] Water [Stream]
Comes From The Mountain Top™.

As opposed to the other pieces, here the differences between the solo
song version and the piano version of the same melody are more obvious.
As a solo song, the melody is defined as allegro moderato and is more del-
icate, smoothly sliding, soft, velvety. But as a piano piece, it is specified as
allegrezza, energio; joyful, delightful, ardent.

“IThe] water [stream] comes from the mountain top,

And twisting around,

Falls from above the marble rocks,

Dripping drop by drop”.

Here, it is Nature that is illustrated, reminding us once more of the words
of the great Komitas: “Love Nature. Through it, leamn to know life”.
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Msho Shoror (Shoror of Mush)

ush is a town in Western (now occupied) Armenia.

Mush and the regions surrounding it, especially the
mountainous area of Sasun, are ancient cradles of Armenian
life and civilization.

“Shoror” in Armenian means sway-dance. “Msho Shoror”
presents a vast scene of folk dances with different components,
each one of a different nature. All the documents indicate that
“Msho Shoror” was of special importance and value to Komitas.

A scholastic study of Komitas' legacy shows that his
approach to art was steeped in a historical sensibility. In articles
published in the press during 1906-1907, and on the posters for
his concerts, this dance is described as “archaic, "ancient”, “tra-
ditional”, “ancestral”. All these adjectives make this music all
the more interesting. Komitas qualified "Msho Shoror” as very
old, probably a dance dating from Armenia’s pagan times.

Sharan (Series)

Allegro vivace

This part is an invitation to dancers to form a dance circle. Komitas
has called this part “prelude”, “overture”. It starts with the zurna and the
drum, and with cries, calls, and shouts, invites people to dance. Here,
too, to obtain the sonorily of different instruments on the piano, an accu-
rate and meticulous interpretation of the musical score is necessary.

Tsanr Par (Heavy, slow dance)

Largo

This is the main part of the cycle, the proper “shoror” itself, described
as follows: “They dance [this dance] when on pilgrimage to [the monastery
of] St. Karapet in Mush. [This is] a solemn, ceremonial, almost religious
dance. They all dance together: men, women, the elderly, and children.
This is an infinite round dance; sometimes two or three hundred people
take part. After a few beats of the drum that call the dancers to form the
circle, the zurna starts to play a swaying melody and to lead the dancers’
circle in a light and very muted motion... All those who dance seem to be
in a deep trance: speechless, and drunk with a sweet and noble emotion,
they all listen in silence to the melody, which stretches its doleful mellifiu-
ousness into the air. This must be a very old dance, most probably a rem-
nant of pagan times, some kind of mystic dance to praise a patron God".

The following words refer to the middle part of the same part: “At one
moment the music extends its motion, draws a faint, elusive smile, and
then falls back into its dreamy pensiveness”.
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Trnotsi (Leaping dance)

Andante capriccioso

This is a dance with stretched arms, so the movements of the
hands are most significant. In terms of performance, it is difficult to cor-
relate the staccatos and the musical accents that work to create an
interesting rhythmic pattern. The middle part (cantabile) reminds us of
the mellow swaying of ears of wheat under a soft breeze, a movement
that much resembles the graceful swaying dance of Armenian maidens.

Kokh (Wrestle)

Allegro gioioso

Kokh is Armenian traditional wrestling. This part starts with two-three
beats of the drum, which serves to announce a wrestling match between
two brave men. Kokh is an old Armenian custom: at parties and gather-
ings young men used to wrestle kokh, displaying their strength. This, of
course, is a symbolic demonstration of power, because during the kokh
none of the wrestlers has the right to win. This is why the martial, com-
bative temper cedes to a merry, comical mood. The short staccatos won-
derfully convey the impression of drumbeats.

Kotchari

Allegro vivace

Even though Komitas did not indicate the type of this dance, it is similar in
nature to the famous “Kotchan” of Mush-Sasun (a vigorous dance, in which
the dancers hold hands and dance shoulder to shoulder with their arms
stretched down). The dance revives the spiril of the dancers. Tjotj follows this
dance, creating a contrast.

Tjotj (Sway dance)

Andante sostenuto

Komitas describes this dance with the word “nazank”, or what can
best be described as graceful coyness. This is the solo dance of the
beautiful gil who, separated from the large crowd, glides with grace and
coyness. The rhythmic pattern expresses her emotions and bashfulness.
Inflamed by this display of coyness, Tjosh, the men’s dance, resumes.

Tjosh

Allegro ma non troppo

Tjosh is the dance of weapons. If there are no weapons, it is performed with
sticks and batons. Sometimes, the display of prowess with arms is replaced with
a mere clapping of the hands. This type of dance is similar to “Veri-veri”, but is
more combative and martial. The last bars following the Tjosh form the conclusion.

In this work, Komitas has created a unique harmonic scale of folk melody,
and has delicately (re)created new and original methods of piano composition
as a result. From the points of view of both folk instrumental music and choreo-
graphic art, “Msho Shoror” is a work of impressive form and structure.
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Pieces for children

Twelve pieces based on folk themes

omitas composed this series of
little pieces at different times dur-
ing his stay in Constantinople. He always
yearned to found an Armenian conserva-
tory. In order to incorporate folk music in
his lessons while teaching the piano,
Komitas composed his “Pieces for chil-
dren”. Unfortunately, only sixteen of
these compositions have been discov-
ered to date. :

These pieces are very instructive.
They contain smooth cantilena and stac-
caltos, original use of the pedal and poly-
phonic moments, and they incite the per-
former lo obtain colorful and timbrous
sounds. It's an interesting fact that a work
similar in genre to Komitas' “Pieces for
children” was composed, at about the
same time and later, by the Hungarian
classical composer Beéla Bartok.
Regrettably, Komitas did not have the
resources to bring these works to his
desired state of completion. Again, he
faced many obstacles that hindered his
work.

Only a small number of samples
exist. Nevertheless, these pieces, written
in the folkloric style, are of immense
value.
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Seven dances

“Folk dances express the specific traits
of each nation, especially its glory and the
extent to which its civilization is advanced,
and what is inside [the soul] of its people”.

Komitas

rmong the piano pieces of Komitas that are known to

this date, the dances — “Msho Shoror” and “Seven
Dances” — constitute the principal part. A thorough
researcher of folk songs, Komitas also systematically and
very seriously studied Armenian folk dance art, and mas-
tered ang demonstrated the distinctive traits particular to
the choreography of those dances. Komitas confirmed the
fact that the dance songs themselves are independent of
the dance and possess their own intrinsic musical value.

Befnre Komitas, Nikoghayos Tigranyan tried to
arrange Armenian folk dance tunes for the piano.
But his arrangements do not reflect as deeply their
Armenianness, and instead have a general oriental charac-
ter. Komitas' “Dances” have taken Armenian dance music
to a new level, where the folk melody rises from its folk pro-
totype, gains new characteristics of expression, and
becomes the basis of a work that is original and of ingen-
ious conception.

LT he Dances” received an extensively warm wel-

come and high praise abroad. Even before their

publication, the French pianist and composer Lazare Levy,
professor at the Conservatory of Paris, gave a performance
of this work.

wice, Komitas attempted to publish “The Dances”,

but was unsuccessful due to lack of finances. Only
after his ililness, when the disease was at an advanced
stage, was a committee formed called “Committee of
Friends of the Rev. Father Komitas". Their active efforts —
and a donation by A. Ghukassyan —resulted in the publica-
tion of Komitas’ “Dances” in Paris, in 1925.
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Hewever, in this edition the dances were six in
number and there were many errors: the notes
and remarks of the author for the performer for some of
the dances were unfairly omitted. In this edition, the
dances are ordered as follows:

Yerangi-Yerevana (Yerangi of Yerevan)
Unabi-Shushva (Unabi of Shushi)

Marali-Shushva (Marali of Shushi)
Shushiki-Vagharshapati (Shushiki of Vagharshapat)
Het-Araj-Karno (Het Araj of Karin)

Shoror-Karno (Shoror of Karin).

n this and later editions, “Msho Shoror" and the

dance tune "Manushaki” are missing. It is possible
that their manuscripts reached the Komitas Committee in
Paris later than those of the six above-mentioned dances.
It is also possible that they were in the possession of the
Committee along with other manuscripts, but were not sin-
gled out and discovered in time. Later, “Msho Shoror”, a
separate, complete and original work in the dance genre,
was found in material brought to Yerevan from Antelias,
Lebanon. Thanks to the efforts of Robert Atayan,
“Manushaki” was found and published for the first time in
1982, in the sixth volume of the anthology of Komitas' work
(compiled and edited by Atayan). But many works are still
considered lost — works that were not published because
of lack of financial resources, and were lost along the way.
It is assumed that among the dances was one called
“Nunufar” (white water lily), mentioned in Komitas’ writings.

ntil recently, six dances of Komitas were known. In
this recording, however, | have presented all eight

dances as presently discovered. | have studied Komitas'
writings, especially his letters to the first performer of “The
Dances”, Shushanik Babayan, where he describes the
nature and performance style of each dance, and | have
done my best to be true to these instructions.

n these dances, Komitas has exhibited a unique

mastery of the art of resounding out the piano: the art
of obtaining the sonority of different instruments from the
piano. The unique and original piano composition tech-
niques and the individualized characterization evident in
the “The Dances” brought great innovation not only to
Armenian national music, but European music as well.
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With their distinctive particularities in content, form, and
style, these compositions contributed to the process of
coloring the music of the West—in particular European
piano literature at the beginning of the 20th century
(Debussy, Ravel, Bartok)—with the sounds of the East,
and rural and folkloric themes.

uch praise was pubiisﬁed in French, Swiss and

Belgian musical .periodicals after the debut per-
formance of the “The Dances”. Indeed, they made such a
strong impression that some music critics have, by simply
hearing the piano music, envisioned the choreography of
Armenian dances and spoke of their great admiration.
Louis Lalois, director of the review “Mercure Musical” (later
the famous biographer of Claude Debussy) was also
deeply impressed and chronicled his appreciation of the

“The Dances" in his review.

&

riginal and unique to the “Dances” are the accentua-
tion (the musical accents are sometimes unusual,
fast and varied), the articulation, and the detailing of perform-
ance instruction. These features were adopted by the most
modern western European contemporaries of Komitas (com-
posers such as Armnold Schoenberg) and were reflected in

their works.

n addition o the usual pedal “for harmony”, there are

cases, indicated by the composer, of purely “timbrous”
pedal use. The tempo of each work is selected according to
its nature, temperament, free to the proper extent, rubato.

Manushaki (Violet’s [dance] of
Vagharshapat (now Echmiadzin)

In the style of dap

(an Armenian folk tambourine without cymbals).

This is a solo dance for women. Violet here refers to the
female name rather than to the flower. This is the most simple and
the most delicate of solo dances. It bears the mention “in the style
of drums”. The part to be played by the left hand conveys entirely
the sensation of drums. With different rhythmic patterns, the drum
sometimes performs a solo phrase, then embraces an expressive
silence. During the performance of this dance, this original, differ-
entiated participation of the drums creates the specific, unique
expressiveness of this dance tune and its exceptional originality.
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Yerangi (of Yerevan)
In the style of nay and tar (the tar is an Armenian folk dou-
ble-stringed, long-necked lute, held on the chest when played)

“Yerangi” or “Rangi” is an Armenian solo folk dance for women,
transcribed from an original folk performance. This dance tune was
also transcribed and named “Rangi” by Nikoghayos Tigranyan, but
the two transcriptions, that of Komitas and that of Tigranyan, were
undertaken independently of each other. The two transcriptions of
this melody have similarities, however, although they are both writ-
ten “in the style of tar”, they differ much from each other in their per-
formance style. Thanks to the efforts of two experis of Armenian
folk dance tunes, Nikoghayos Tigranyan and Komitas, two versions
of “Yerangi” are now available. In later times, other composers also
turned to this melody, used it and made arrangements of it in differ-
ent forms and for different instruments, and also in different per-
formance styles.

Throughout the whole “Yerangi”, Komitas, through clear reso-
nance and sonority, carries the main theme in unison on a range of
two octaves and gives a unique interpretation to the melody. The
performance style is described "Nazani” — gracious and coy,
coquettish. The second voice, “short, sharp, like pizzicatos”, con-
veys the impression of tar music. The rhythm here is also a means
for polyphonization.

Komitas constantly reworked this melody and made various
changes in it. He wrote more than one version of “Yerangi" and all
versions have an artistic value of their own. This recording features
the final version.

Unabi (of Shushi)
In the style of tar and dap, and,
Marali (of Shushi)

In the style of tar

"Unabi” is a folk dance of the town of Shushi (Artsakh). The ver-
sion featured here was transcribed from a performance in
Vagharshapat. “Unabi” is the jujube (Chinese date, “unab” in
Armenian) tree. Naming female children after trees is quite common
among Armenians. “Unabi”, too, is a dance for women. “Unabi” and
“Marali” dances are performed attacca — without a break between
the two. They form one entity, followed by the bright, brilliant, radiant
“Shushiki”.

In “Unabi” and “Marali”, the musical rests convey the sensation of
sighs and gasps; the short rests make the music sound like human talk.
These two dances are lyric images impregnated with the nature of
Armenia and express the emotions and feelings of Armenian country-
women.

While “Unabi” is described as “gracious and slurring, flowing”,
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“Marali” is described as “proud and rolling, tumbling”. Here
the melody has an even more meditative and philosophi-
cal character. In the middle part of “Marali”, Komitas has
given a beautiful solution to the instrumentation issue: the
sustained bass notes of the left hand are the duduk's dam
(the duduk is a double-reed Armenian folk flute, with a
grave sound. The custom is to have one duduk play the
melody, and the other play the dam, usually a single-tone
in harmony with the first duduk), while the middle voice
conveys the impression of dap. The narrative prose of this
dance creates a contrast with “Unabi”.

Shushiki (of Vagharshapat)
In the style of tar and dap

This dance is also popularly known as “Shushik's

Trngi”. It is a folk dance for one or two dancers.

The dance is described as “lively and gracious”. To fur-
ther illustrate the character of this dance, Komitas used
very expressive terms, such as “fondly”, “cuddling”, “lov-
ingly”, “imbued”, “with a breeze”, “very softly and decreas-
ing”, etc. The melody inevitably brings to mind the moun-
tainous relief of Armenia, and in the first bars the melody
seems to move from one mountain to another. This dance
has a joyous, energetic, dynamic character, and seems to
be an extension of the contrast between “Unabi” and

“Marali”.

Het u Araj (of Karin)
In the style of horn and drums

“Het u Araj" (Back and forth), “Shoror” and “Msho Shoror” are lyri-
cal, narrative dances of Karin (Erzerum, now in occupied Western
Armenia, another cradle of Armenian civilization) and are closely
interrelated through a profound traditionalism. All three are group
dances for men or mixed groups. “Het u Araj" is described as “majes-
tic and gracious”. Its accentuation is more pronounced and the style
of drums is more obvious. The dance is virile and majestic, but also
contains soft, fine and delicate elements. The dance also contains
the sounds of Nature, more discernable in the middle section thanks
to a transparent texture, and reminds one of the sound of water
drops or bird twitters. All this tendemess contrasts with the virile
melody, described by Komitas as “august and puissant”. Towards the
end, the melody slowly deparls and echoes, leaving an impression
of primordiality.
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Shoror (of Karin)
In the style of horn, drums and dap

This is a dance of epic, lyrical and heroic character,
described by Komitas as “majestic, heroic”. As confirmed by
Komitas, “Shoror” is a traditional dance of the mountainous
region of Karin. In this melody, Komitas has been particularly
generous in his instructive notations and remarks for the per-
former. These remarks fully describe the nature of the music
and require the dedicated attention of the performer. If, in pre-
vious pieces, the melody changed from one dance to another
or from one part of the dance to another, in this dance, the con-
trasts are more frequent. This is why Komitas has made nota-
tions such as “fondly, cuddling, lovingly”, “blazing up”, “drum-
ming”, “like the dap”, "echoing”. For example, the higher voice
is described as “heroic and grand, magnanimous”, and the mid-
dle voice, “soft, tender”. This beautiful contrast between the
higher and middle voices is carried on the background of sus-
tained bass notes, which make the duduk’s dam.

The melody first resounds from a remote point. It is calm,
tranquil, and resembles a quiet conversation. The supporting
voice that mirrors the main theme creates a dialogue between
the two voices, as if answering the melody and “expressing
compassion” for it. This scene seems to picture the quiet, soft,
soul-stirring conversation of two gray-haired old men that grad-
ually moves closer to us, and nearly becomes visible. This
theme resounds in different registers, gradually gets more
refreshing and is followed by the proper dance its&lf — drum-
ming, decisive, enthusiastic, and blazing. The resonance of the
piano becomes more imbued, fuller, giving the impression that
an instrumental ensemble has begun to play. _

This dance involves different emotions, varied sensations: it
is a genuine cascade of feelings.

This dance is of an immense artistic value both as a folk
creation, and, with its varied expressiveness and interesting
solutions, as a reflection of the unique perspective and novel
approach of the composer. The rhythmic patterns, polyphony,
harmony, and structure of this dance make it a true masterpiece
of musical art.
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Toghik

(Small line, small verse) :

his tiny composition was written in 1915 and was
published in the Armenian American press.

The melodic line of “Toghik™ reminds us of the thresh-
ing song of Sanahin (a village in the province of Lori). The
description of “Toghik™ is quite eloguent: “Toghik, handar-
tik”, calm, quiet, tranquil. This short piece of work contains
much of significance and invites one to contemplation...

Lusine Grigoryan
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3np tpg - Seven Songs

Track 1 | Semplice

Track 2 |l Dolente

Track 3 11l Allegretto non troppo

Track 4 [V Allegretto Semplice, tempo rubato
Track 5 V Comodo

Track 6 VI Nobile

Track 7 VIl Allegrezzo energico

Track 8 Uzn 2npnp - Msho Shoror
Vwlljwlwl bjwqutp - Pieces for Children

Track 9 | Allegretto amabile
Track 10 Il Allegretto amabile
Track 11 1l Vivo

Track 12 IV Allegro moderato
Track 13 V Andantino

Track 14 VI Lento

Track 15 VIl Vivace

Track 16 VIII Moderato con giubilo
Track 17 I1X Con Alterazza

Track 18 X Calmo

Track 19 X| Moderato

Track 20 XlI Andantino con tenerezza

3np yuwp - Seven Dances

Track 21 Uwlnipwyh-Manushaki
Track 22 Gpwlgh-Yerangui
Track 23 Nibwpp-Unabi

Track 24 Uwpuwh-Marali

Track 25 Cni2hyh-Shushiki

Track 26 3bw nL wnwg-Het u araj
Track 27 &npnp-Shoror

Track 28 Snnhl-Toghik

Total:

1:12
1:12
0:59
0:42
1:15
1:01
0:25

8:19

0:31

0:33

0:24
1:18
0:48
0:48
0:48
1:27
0:36
0:36
1:01
1:06

2:44
3:11
1:44
1:83
1:19
3:00
4:39

0:44

44:08
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