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SOUNDS OF

Alfred Schnittke  
Sonata No. 1 for Violin and Piano (1963)

1.  Andante    2:25
2.  Allegretto   5:18
3.  Largo    4:22
4.  Allegro Scherzando    5:09
 

Joseph Achron
5.  Hebrew Melody, Op. 33     6:03
6.  Hebrew Lullaby, Op. 35, No. 2   3:13

Dmitri Shostakovich  
 Sonata for Violin and Piano, Op. 134

7.  Andante    11:01
8.  Allegretto    7:00
9.  Largo - Andante   15:07
 

Arvo Pärt
10.  Spiegel im Spiegel    8:40
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Yevgeny Kutik

Hailed for his dazzling command of the violin and its repertoire, as well as 
a communicative immediacy that harkens back to the legendary Romantic 
masters, Russian-American violinist Yevgeny Kutik has become a highly sought-
after artist on the concert stage worldwide

Since fi rst making his professional debut with Keith Lockhart and the Boston 
Pops in 2003 as the 1st Prize recipient of the Boston Symphony Orchestra 
Young Artists Competition, Yevgeny has gone on to make orchestral debuts 
in cities around the world, including the Norddeutsche Philharmonie Rostock, 
WDR Rundfunkorchester Köln, Tokyo Vivaldi Ensemble, Bozeman Symphony 
Orchestra, East Texas Symphony, New York City’s Riverside Symphony, 
Tanglewood Music Center Orchestra and a return to the Boston Pops. Important 
recital appearances have included the Dame Myra Hess Series (Chicago), The 
Phillips Collection Series and Embassy Series (Washington, D.C.), National 
Arts Club (NYC), Ludwigsburger Schlossfestspiele (Germany) and Lobkowicz 
Collections at the Lobkowicz Palace (Prague). 

Of his New York City orchestral debut, The New York Times wrote that his violin 
projected “an old-fashioned rhapsodic style, which was magnifi ed by his rich, 
sweet tone,” while his premiere of the violin concerto Versus by Ron Ford with 
the Tanglewood Music Center Orchestra received praise from both The New 
York Times and The Boston Globe. In 2006, Yevgeny was named the recipient of 
a Salon de Virtuosi Grant as well as the Tanglewood Music Center Jules Reiner 
Violin Prize.

Yevgeny continues his close association with the Jewish Federations of North 
America Speaker’s Bureau, performing throughout the United States to raise 
awareness and promote the assistance of refugees from around the world, a 
cause to which he is particularly dedicated.

A native of Minsk, Belarus, Yevgeny Kutik immigrated to the United States 
at age fi ve. Shortly thereafter, he began violin lessons with his mother, Alla 
Zernitskaya, and continued with the late Zinaida Gilels. Other principal teachers 
have included Shirley Givens, Roman Totenberg and Donald Weilerstein. Mr. 
Kutik holds a bachelor’s degree (cum laude) from Boston University and a 
master’s degree from the New England Conservatory in Boston where he 
makes his home

www.yevgenykutik.com

Timothy Bozarth   piano

Since being named a Beethoven Fellow of the American Pianist Association, 
Timothy Bozarth has performed around the globe as soloist and collaborative 
pianist, being heard in many of the world’s greatest concert halls. 
Performances by Timothy Bozarth have been praised by Ongaku No Tomo 
(“supple and warm, refl ecting a noble atmosphere...”), The Washington Post 
(“stunning... brilliant...”), The Boston Globe (“lurid color and visceral energy...”), 
and The Boston Herald (“boldness and daring, precision and passion... a blaze 
of glory, a triumphant performance...”).

Born in Abilene, Texas, constantly moving as a youth and fi nally settling in the 
small, remote town of Valdez, Alaska, Timothy Bozarth was an autodidact as a 
musician and did not give his fi rst public piano performance until after entering 
college. This did not prevent him from earning music degrees and an Artist 
Diploma at the Cleveland Institute of Music, studying with Paul Schenly. Further 
piano studies were with Vitya Vronsky Babin and Jerome Lowenthal.

In addition to being a Beethoven Fellow, Timothy Bozarth is a prizewinner 
of the Robert Casadesus and San Antonio Competitions. At the Casadesus 
International Piano Competition, he was awarded the S.A.C.E.M. prize for best 
performance of a work by a 20th-century French composer.

Timothy Bozarth is an avid collector of Japanese woodblock prints and when 
in Tokyo he will disappear into the nearest antique shop if given the slightest 
opportunity. He lives in Brookline, Massachusetts with his wife Miki and 
daughter Ai.



Notes by Yevgeny Kutik

When I was five years old, my family rejected the status quo of life in the 
Soviet Union and immigrated to the United States. Although I have few 
memories of the Soviet Union, I feel a profound connection with its history 
and culture. Partly, this is due to all I have gathered about my family’s life 
in Belarus, yet, maybe equally so, it is from the incredible Russian music I 
have heard and studied since I first picked up the violin. This music, much 
of which was written amidst the tremendous social upheavals of the 20th 
century, features prominently in the soundtrack to my personal, cultural 
and philosophical worldview. 

As a Jewish family living in the USSR, we faced the same pressure all 
Soviet Jews experienced, a pressure that unjustly permeated every aspect 
of life: life at school, life at work, public and private interaction, and the 
inability to openly practice our religion. Grievously, it was not just Jews 
that faced this pressure. A wide spectrum of religious, ethnic and social 
groups, artists, politicians and ordinary citizens suffered brutally for their 
beliefs in the former Soviet Union. It is the painful legacy of a country rich 
in culture and creativity, a country that throughout its history produced 
many incredible figures who have incalculably contributed to society. 

Each of the composers on this recording was affected by the darkness 
of Soviet and pre-Soviet repression. Joseph Achron was born into a very 
devout Jewish family in turn-of-the-century Russia, a time when anti-
Semitism was rampant and violent. Dmitri Shostakovich was for much of 
his life hounded by Stalin and his formalist Composers Union, which lived 
on long after Stalin’s death. Alfred Schnittke ran afoul of the Composers 
Union for his compositional style and musical experimentation, even 
resulting in blacklisting by Soviet authorities for numerous years. And Arvo 
Pärt, the latest of the group, was born in Estonia immediately prior to its 
occupation by the Soviet Union. Though Estonian, Pärt lived under the 
same frustrating Soviet bureaucracy that plagued the lives of Schnittke 
and Shostakovich. 

The works on this album were created during some of the darkest 
periods in these composers’ lives. However, no matter just how turbulent, 
resigned, even angry,  some of these scores may seem, they each convey 
an urgent sense of searching for faith – faith in God, faith in the human 
spirit, faith in art. It is with this unyielding faith that these composers had 
a powerful weapon against tyranny – defiance. 

When I first heard the music of Alfred Schnittke, I was both fascinated 
and puzzled. Schnittke is a bold experimenter, always pushing musical 
boundaries to the extreme, one of the very reasons he ran into trouble 
with the cultural authorities. His music pleads for maximum attention with 
unwavering expressivity. It explores qualities that are gritty, dissonant and 
perhaps even unly.

 
Schnittke was born to a German Jewish father and Christian Russian 
mother. The cultural and religious plurality in his upbringing contributed 
to his later development of ‘polystylism,’ a compositional technique which 
layers various elements, from different styles, on top of each other. This 
becomes particularly evident in his Sonata No. 1, written in 1963. 

Though ten years had passed since Stalin’s death, Russia was still reeling 
from his atrocious reign. Schnittke’s reaction to the turbulent times was 
to create a work that combines elements of seemingly incongruous 
styles. Jazz and rock ‘n’ roll influenced melodies coexist with baroque 
counterpoint and passacaglia. 12-tone melodic lines coexist with 
unashamed tonality. Above all, it is a work filled with fire and gravity. 
Although the brightest composition on this album, it is nonetheless an 
exploration through a dark void. However, even with this ominous cloud 
hanging overhead, Schnittke manages to push aside the iron curtain that 
smothered so many to let moments of resilient beauty shine in.

The two works by Joseph Achron that follow are structurally simple but 
radiate tremendous emotional depth. Achron dedicates the Hebrew Melody 
“To the memory of my father,” his first violin teacher and bridge into 
both music and Judaism. The Melody is based upon a traditional Jewish 
recitation Achron’s father often sang and Joseph copied down on paper. 
The Hebrew Lullaby has a simple melody which unfolds over an immovable 
‘A’ pedal tone in the piano bass. Achron composed these works as a part 
of the movement to create a traditional Jewish idiom in music, cultivated 
by the St. Petersburg Society for Jewish Folk Music, of which Achron was 
a member. Through these works, Achron conveys a beautiful sense of 
longing and pain. Around the beginning of the 20th century, Jews in Russia 
were frequently attacked in organized ‘pogroms’ aimed at eliminating their 
presence from local villages. It is a sad, long and complex history that 
words can only attempt to describe; however, it is the music itself which 
succeeds in telling this history and the deep inner faith of the Jewish people. 

I was about 13 years old when I first remember hearing the music of Dmitri 
Shostakovich. The Boston Symphony was rehearsing his Violin Concerto 
No. 1 at Tanglewood with soloist Maxim Vengerov. I remember vividly how 
exhilarated I was by this music. I did not discover the Shostakovich Violin 
Sonata until later in college. One of the first things that struck me was 
how similar, yet wildly different, the Sonata was from the first concerto. 
The Sonata was composed in 1968, towards the end of Shostakovich’s 
life, while he started work on the Concerto in 1947. The Violin Sonata is a 
monumental and challenging work that epitomizes the unbearable pressure 
and struggles Shostakovich endured while living in the Soviet Union. 

The first movement is sparse in texture, often times reversing the roles  
of the violin and piano – the piano frequently the single-voice instrument 

 
and the violin contributing the harmonies with double-stops and chords. 
The movement opens with a mysterious 12-tone melody climbing and 
descending the entire scope of the keyboard. The violin contrasts this with 
a heartfelt, pleading theme, the pitches spelling out Shostakovich’s initials 
(DSCH), a frequent internal monogram in his music. Later, rhythmically 
skewed hints of sarcastic, militaristic music evolve into an emotional Bach-
like chorale. The third major element of the first movement is ghostly and 
disorienting, chromatic, high soft notes, gently falling forward onto a deep 
harmonic cloud, created by the piano.

Whenever I listen to or play the second movement I think of one word 
– overwhelming. This is Shostakovich’s design: loud, outraged, fast and 
relentless. Common in his fast movements, there is no hiding that this is 
biting, sarcastic and angry music. This is the anger and frustration that 
Shostakovich, and so many others, held in their hearts, but could never 
openly express. 

The third movement is a gigantic passacaglia, an 11-bar harmonic theme 
repeated over and over in various manifestations. I am continually amazed 
by the variety of textures Shostakovich is able to create between the two 
instruments, pizzicato contrasts, barren harmonies and soundscapes and 
the thunder of two instruments pitted against each other. This movement is 
the musical equivalent of one’s thinking out loud, asking the most difficult, 
almost absurd, questions one could think of, and trying to find the answers 
to them in a way that pushes the listener’s mind to the extreme.

It is hard for anything to follow the monumental Shostakovich Sonata 
but Arvo Pärt’s Spiegel im Spiegel seems most appropriate. The piece 
begins where Shostakovich left off; after all emotion and power has been 
exhausted, and all that could be said has been said. Spiegel im Spiegel exists 
on a plain of mystical and spiritual calm, as does much of Arvo Pärt’s music. 

Pärt lived much of his life in the shadow of Soviet bureaucracy, quite 
similar to the experiences of Shostakovich and Schnittke. Spiegel im Spiegel 
is structurally simple, the notes and repeated patterns mirroring each other, 
much as the title “Mirror in the Mirror” suggests. But this piece creates an 
overwhelmingly gorgeous quality. It almost achieves the catharsis required 
to move past the Shostakovich Sonata. While exploring this piece, I felt as 
if I were observing life unfold, with no sense of judgment, through a silent 
window – it is meditative. Pärt continues to compose and commemorate 
the persecution suffered by so many Soviet citizens during the 20th century 
and as well speaking out against the injustice some continue to face in 
modern-day Russia. 
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This recording was made possible by the generous donations of many supporters via Kickstarter.com.  
In particular, I wish to acknowledge and thank:

Diamond Producer 
Marcy A. Epstein | Ferris-Burtis Music Foundation

Gold Producer 
Anonymous | Robert L. Beal

Silver Producer 
Ronald G. Casty | Michael and Linda Frieze | Igor Levin 
Alex and Joanna M. | Ellen and Stuart Masters | Roman Totenberg Sergey and Natalya Yantovsky 
Robert and Lynda Youmans | Alex and Alla Zernitskaya

And Special Thanks To… 
This project involved the efforts of many people who worked tirelessly to make it a success from start to finish. 
I am extraordinarily grateful to my pianist, Timothy Bozarth and my producer/engineer, Antonio Oliart Ros.  
Thank you also to Nate Bachhuber, Corey Hayes, Thomas F. Parker, Earl Rosen and Dinah Hoyle  
at Marquis Classics, Aaron Shadwell, Jay Youmans and WGBH Studios Boston.


