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Johann Sebastian Bach (1685-1750)
Sonata No. 2 for Violin and Harpsichord in A major, BWV 1015
T 2.53
2 AHIEGIO @SS@I . v vttt 2.59
3.ANdaNtE UN POCO . . . oot e 3.09
4 Presto .. 4.24
Maurice Ravel (1875-1937)
Sonata No. 2 for Violin and Piano in G major, M. 77
T Allegretto . . ..o 7.47
2.Blues. Moderato . ....... ... .. 4.56
3. Perpetuum mobile. Allegro . .. ... 3.46
Ludwig van Beethoven (1770-1827)
Sonata No. 7 for Piano and Violin in C minor, Op. 30 No. 2
T.AIlEgro CON DO . . oo 7.29
2.Adagiocantabile . .. ... 9.36
3.8Scherzo. Allegro . . ... 3.1
4. Finale. Allegro . . . . oo 4.56
Johannes Brahms (1833-1897)
Sonata No. 1 for Piano and Violin in G major, Op. 78
1.Vivace manontroppo . . . ..ottt 9.47
2 AdagIO . o 7.29
3. Allegromolto moderato . . . ... ... 7.34
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dorovich Oistrakh (30.09.1908-24.10.1974) that have been restored by the Sound Re-
cording Center of the Moscow Tchaikovsky Conservatory. Oistrakh’s name is rightfully
one of the symbols of violin art of the 20th century.

This CD continues the series of previously unreleased concert recordings by David Fe-

Music was his meaning and way of life. He was always convinced that music provides an ex-
ample of how relations between individuals, peoples and nations should be built. Also, he was
one of the few musicians whom the Soviet government trusted to represent the USSR on for-
eign tours.

In addition to solo playing, David Oistrakh was an excellent ensemble partner, remarkable con-
ductor, talented publicist and unique teacher who established his own violin school.

The violinist won four competitions (in 1930 — first prize at the All-Ukrainian Violin Competition
in Kharkov; in 1935 — first prize at the Second All-Union Competition in Leningrad and second
prize at the Wieniawski Competition and, finally, in 1937 — the triumphant victory at the Eugéne
Ysaye Competition in Brussels, after which the whole world opened up before him).

David Oistrakh was People’s Artist of the USSR, a laureate of the Lenin and State Prizes, hon-
orary member of the Society of Teachers of String Instruments in Japan, the National Acade-
my of St Cecilia in Rome, the Eugéne Ysaye Society in Brussels, the German Academy of Arts
in Berlin, Royal Academy of Music in London, the Society of Friends of Music in Vienna, the
American Academy of Arts and Sciences, Doctor of Music at Cambridge University, honorary
professor of a number of conservatories in Europe, and jury member of numerous competi-
tions both at home and abroad.

The art of Davis Oistrakh influenced all subsequent generations of violinists, and his unique re-
cordings invariably remain a living landmark for all time.

This CD features the recital that took place in Turin on April 5, 1965, with Frida Bauer, an ac-
companist and sonata partner of Oistrakh from 1960 until the end of his life.



During that period, Oistrakh already paid almost as much attention to sonata recitals as to solo
violin performances. The quality of ensemble with a pianist was of great importance to him.
Frida Bauer was surprisingly in tune with him in this respect. Many reviewers admired her art,
noting that Bauer “chastely hides poetry under confident technique” (Yuzefovich V. David Ois-
trakh. Life. Creativity. Personality. Contacts. St. Petersburg: N.I. Novikov Publishing House,
2017, p. 265). The American critic Louis Biancolli even called the pianist “the queen of today’s
accompanists” (Yuzefovich V. David Oistrakh. Life. Creativity. Personality. Contacts. St. Pe-
tersburg: N.I. Novikov Publishing House, 2017, p. 265).

The creative collaboration of these two unique musicians began with a performance in Co-
penhagen on March 1, 1960, for which they had to prepare in a very short time — they had
just three rehearsals. As Frida Bauer later recalled, “Oistrakh’s unexpected proposal made me
worry a lot... In just two or three hours, thanks to his great sense of tact and rare pedagogical
abilities, Oistrakh managed to understand everything that was required of me ... throughout
the entire program. ... My doubts (why did | agree to play with such a huge artist?) immediately
dissipated. | got a boost for my independent work. The Copenhagen concert was a great suc-
cess, very even, smooth, confident. They asked us after it, “How long have you been playing
together?” David Fedorovich was pleased, he praised me very much, not realizing only one
thing — he was to “blame” for the success of his new accompanist...” (Yuzefovich V. David Ois-
trakh. Life. Creativity. Personality. Contacts. St. Petersburg: N.I. Novikov Publishing House,
2017, p. 264).

A wonderful beginning had a surprisingly fruitful continuation. Their duet became one of the
references in the 20th century as evidenced by numerous studio and broadcast recordings of
works by Bach, Mozart, Beethoven, Schubert, Debussy, Ravel, Bartok, Janacek, Prokofiev,
and Shostakovich. The vast majority of them were violin sonatas.

This concert in Turin was precisely one of the sonata recitals with four of the most frequent-
ly performed masterpieces from the musicians’ repertoire. It is a classic triad of composers —
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Bach-Beethoven-Brahms — who were often combined in one program, with an addition of
Ravel's Sonata No. 2. Thus, one chamber recital comprised all three key composing centu-
ries — the 18th, 19th and 20th.

By that point, after five years of its existence, the ensemble of David Oistrakh and Frida Bau-
er had practically reached its artistic maturity, not only in terms of instrumental teamwork, but
mainly in terms of unity of artistic approaches.

Oistrakh was an unusually sensitive ensemble player and immediately responded to all the nu-
ances of his partners’ interpretation. According to Frida Bauer, “in order to get better acquaint-
ed with how he ‘got used to play,’ | listened to his recordings with Yampolsky and Oborin, and,
to my surprise, | was convinced that David Fedorovich played with me in a different way... |
even found myself doing something differently on stage. David Fedorovich immediately picked
it up, so it sounded natural” (Frida Bauer. [David Oistrakh] // D.F. Oistrakh. Memoirs. Articles.
Interviews. Letters. M.: Music, 1978. P. 57-58).

An example of this kind can be heard on two recordings of the Finale of Ravel’s Sonata No. 2.
In the featured version of April 5, 1965, the pianist began to play the opening phrases at a rath-
er active pace. Three years later, on May 26, 1968, at the concert in Vienna (the recording of
that concert was released on SMCCD 0338-0339 of the same project of the Moscow Conser-
vatory), she played the same measures in a noticeably more restrained manner. In both cases,
Oistrakh was on the same wavelength with Frida Bauer.

What makes this release particularly valuable is that it captures the live concert reality itself.
Especially when it comes to a personality of David Oistrakh’s scale.

Pavel Sedov,

violinist, Ph.D. in Art History



peanaraeMblii BHUMaHWUIO Criyllateneit AMCK NPOAOMKaeT CEepulo OTPecTaBpUPOBaHHbIX

LleHTpom 3Byko3anucu MOCKOBCKOWM rocyaapCTBEHHOW KoHcepBatopumn uMm. .M. Yaiikos-

CKOro 1 paHee He M3OaBaBLUMXCA KOHLEpTHbIX 3anucen daesmpa ®épopoBunya Onctpaxa
(30.09.1908 — 24.10.1974). Ero nmsa no npasy CTano OAHUM 13 CUMBOSIOB CKPUMMYHOTO UCKYCCTBa
XX Beka.

My3bika 6bina Ans Hero cMbicrioM 1 06pa3om xm3Hn. OH Bcerga Obin yoexaéH, Yto Mysbika faéT
npumep TOro, Kak AOMKHbI CTPOUTLCA OTHOLLEHUSI MEXAY NI0AbMU, HAapoAaMu 1 cTpaHaMmn 1 Obin
OfHVM U3 TEX HEMHOTUX MY3blKaHTOB, KOTOPbIM COBETCKOE MPaBUTENBLCTBO AOBEPSAIO NPEACcTaB-
natbe CCCP Ha 3apy6exHbIX racTponsix.

Momumo conbHoro ucnonHuTenscTsa fasug PEnoposny Obin BeNMKoNenHbIM aHcambnmcTom, 3a-
MeyaTenbHbIM OUPUKEPOM, TanaHTIMBLIM NyONULMCTOM U YHMKaNbHbIM NeAarorom, CO3f4aBLUUM
CBOI CKPUMUYHYIO LLKOSY.

OincTpax — naypeat 4eTblpéx koHkypcoB (1930 r. — nepBasi npemusi Ha BceykpanHCKoM KOHKypce
ckpunaden B Xapbkose; 1935 1. — nepBas npemus Ha Bropom Bcecoto3HoM KoHKypce B JleHuHrpa-
[e v BTopas npemus Ha KOHKypce uM. BeHsiBckoro u, HakoHel, B 1937 1. — TpuymdansHas nobena
Ha KoHKypce uM. 3. M3an B Bptoccene, nocne KoTopor eMy OTKPbINCS BECb MUP).

Haeug ®énoposuy — HapoaHbii aptuct CCCP, Naypeart JleHuHckon 1 [ocyaapCTBEHHOW NpeMuin,
NoyéeTHbIN yneH ObLecTBa yunTenemn Ha CTPYHHbIX MHCTpymeHTax (Anonus), akagemum Santa
Cecilia (Pum), ObwecTtBa OxeHa M3an (bptoccensb), Hemeukon akagemun uckyccts (bepnuH),
KoponeBckow akagemun my3blkn (JloHaoH), «ObliectBa apy3en Mmy3blku» (BeHa), AMepukaHckomn
aKaZeMmmn UCKYCCTB U HayK, JOKTOP My3blkn KemMOpumKcKkoro yHuBepeuteTa, NoYeTHbIM npodec-
cop Lenoro psga koHcepeaTopuii EBponbl, YneH Xiopy MHOXECTBa KOHKYPCOB B HalLen cTpaHe u
3a pybexxom.

Wckyccteo [.4. Onctpaxa okasano BrvsiHAE Ha BCe MocreayloLlimMe NMOoKOMeHUst ckpunaden v B
CBOWX YHUKarbHbIX 3anMcsX OH OCTaéTCst HEM3MEHHO XXMBbIM OPUEHTUPOM Ha BCE BpeMeHa.

Ha atom agucke npegcTtaBneH KOHLUeEpPT, cocTosiBumica B TypuHe 5 anpens 1965 roga, ¢ ®pugon

Bayap - akkomnaHnaTopoMm u coHaTHbIM napTHépom [daBnaa ®Pénoposuya ¢ 1960 roga u A0 KOH-
Lia ero >XU3Hw.



B atoT nepuop OWicTpax yxe yaensin COHaTHbIM Bevepam MpakTUYeCKU CTOSbKO XKe BHUMaHWuS,
CKOMbKO U CONbHbIM CKPUMUYHBIM BbICTYNNeHUsM. OrpoMHOE 3Ha4eHue Af1si HEro UMeno kade-
CTBO aHcambns ¢ nuaHucTom. Ppuga MocmdoBHa B 3TOM OTHOLLEHMM BbiNa yauBUTENBHO eMy CO-
3By4Ha. E€ nckyccTBom BOCTOpranuchk MHOTME peLeH3eHTbl, oTMedas, Yto y bayap «nop yBepeH-
HOW TEXHUKOW LIeNOMYAPEHHO CKpbiBaeTcs noasvsa» (Lum. no: KO3egposuy B. [asud Olcmpax.
XKusHb. Teopyecmeo. JluyuHocmb. Becmpeyu. C-16.: MsGamernscmeo um. H./. Hosukoea. 2017. C.
265.). A amepukaHckuii KpUTKK Jlyn BeaHkonnv gaxe HasBan MMaHUCTKY «KOPOMEBOW HbIHELLHMX
akkomnaHuaTtopoB» (Lum. no: KO3egposuy B. [Jasud Olcmpax. Ku3Hb. Teopyecmso. JluyHoCcmb.
Bcmpeuyu. C-I16.: sdamenscmeo um. H.W. Hosukosa. 2017. C. 265.).

TBOpYECKOE COAPYXECTBO STUX ABYX YHUKamNbHbIX My3blKaHTOB Hadarnoch C BbicTynneHus B Ko-
neHrareHe 1 mapta 1960 roga, nogroToBka K KOTOPOMY MPOXOAMIa B O4eHb CxaTble CPOKM (BCero
3a Tpu peneTnumn). Kak BcnomuHana snocneactsum cama dpuga bayap: «HeoxumaaHHoe npea-
noxeHve OncTpaxa 3acTaBuUIo MeEHS HEMarno nepeBosiHOBaTLCSA... 3a Kakne-To gBa-Tpu Yaca On-
cTpax cymen 6rnarogapst OrpoOMHOMY TakTy ¥ peakoMy neaarorn4eckoMy MacTepcTBy AaTb MOHATb
BCe, 4YTO TpeboBanocb OT MeHs.... BO BCeN nporpamme. ... Mo COMHeHus (3a4em s cornacunach
urpatb C TakvuM rpoMagHbIM apTMCTOM?) TOTHAC Xe pacceanucb. A nonyyuna 3apag Ans caMocTo-
AaTenbHow paboTbl. KoHuepT B KoneHrareHe npowwén ¢ 60onbLIMM yCrnexom, O4eHb CNOKOWHO, mMag-
KO, yBepeHHo. [ocne Hero Hac cnpalumnBanu: “Ckonbko BpeMeHu Bbl urpaete Bmecte?” laBng dé-
[0poBWY Obin JOBOMEH, O4EHb MEHSI XBarnuI, He NOHMMas NULLb OOHOMO — YTO “BMHOBAT” B ycnexe
CBOEro HOBOrO KOHLUepTMelcTepa 6bin rmaBHbIM 06pa3om oH cam...» (Lum. no: FO3eghosuy B.
Hasud Olicmpax. XKusHb. Teopyecmeo. JludyHocmb. Bempeyu. C-l16.: 30amenscmeo um. H.U.
Hosukosa. 2017. C. 264.).

3ameyarenbHOe Havarno nomnyyMno yamBuTenbHO NoAoTBOPHOE npogoskeHne. VIx ayat ctan oa-
HWUM 13 3TanoHHbIX B XX BEKe, 0 YeM CBUAETENLCTBYIOT MHOTOUYUCIIEHHbIE CTYAUNHBIE U TPaHCNs-
LMOHHbIe 3anmcy counHeHmnin baxa, Mouapta, betxoeeHa, LLybepTa, Oebioccu, PaBens, Baptoka,
Anaveka, Mpokodbesa, LLoctakoBuya. MNogaBnstoliee GONbLIMHCTBO CPEAN HUX — CKPUMMUYHbIE
coHarTbl.



[aHHbIN KoHUepT B TypuHe Kak pa3 1 cTan O4HMM M3 COHATHbIX BEYEPOB, Ha KOTOPOM MPO3ByYa-
NV YeTbipe 13 Hanboree UCMOMHSEMbIX LUEAEBPOB, BXOAMBLUMX B penepTyap My3blkaHTOB. OTO
Knaccuyeckas Tpuaga KOMMo3WTOpOB, 4YacTo obbeauHsieMbix B ogHon nporpamme (bax-Betxo-
BeH-Bpawmc), k koTopbim fobasneHa ewé Bropasi coHata PaBens. Takum obpa3om, B O4HOM ka-
MepHOM BeYepe Obinn 0XBayeHbl BCe Tpy KItodeBbix koMmnosmTopckux Beka — XVIII, XIX n XX.

K aTOMy MOMEHTY 3a NATb NeT CBOEero cyllecTeoBaHnA aHcambnb [asuaa OvicTpaxa u ®puasl ba-
y3p NPaKTUYECKM AOCTUM CBOEI TBOPYECKOW 3PeriocTi He TOMbKO B CMbICTE MHCTPYMEHTanbHOM
CbIrPaHHOCTK, HO FMaBHbIM 06pa3oM B OTHOLLEHUW EANHCTBA XYAOXKECTBEHHOMO NoaXoda.

Onctpax 6bi1 HEOOLIKHOBEHHO YYTKUM aHCaAMOGMCTOM M HEMEOSIEHHO OTKIIMKarcs Ha BCe HIo-
aHcbl MHTepnpetauun naptHépoB. Mo BocnomuHaHuam Ppuabl MlocndoBHBI, «Ana TOro, YTobbI
nornyyile no3HakoMUTbCS C TeM, Kak OH “NpvBbIK Urpatb’, A npocnywana ero 3anucu ¢ B. Awm-
nonsckum un J1. O6opuHbIM 1, K CBOEMY yAMBIEHUIO, ybeaunack, 4To co MHon [dasug ®épopo-
BMY UrpaeT nHade... MiHorga y MeHst Ha cLeHe nony4yanoch BApYr Y4To-To no-gpyromy. fasung Pé-
[OpOBWY ceivac e MoAxBaTbiBar, M 3TO CTAHOBWOCH OpraHunyHbiM» (@puda bayap. [[dasud
Odcmpax] / O.®@. Oticmpax. BocrnomuHaHusi. Cmambu. WUHmepsbro. Mucbma. M.: «My3bikay,
1978. C. 57-58.).

VIMeHHO Takom npyvMep MOXHO ychbllwaTb B ABYyX 3anucsax PuHana Bropow coHaTbl PaBens. B
BapuaHTe 5 anpensa 1965 roga, npeacTaBreHHOM Ha AaHHOM AWCKe, MMaHWCTKa Havyana BCTynu-
TenbHble opasbl B JOCTATOMHO MOABWKHOM Temne. A crnycTs Tpu roga, 26 mast 1968 roga Ha KoH-
uepTe B BeHe (3anvcb gaHHoro koHuepTa onybnukoBaHa Ha gncke SMCCD 0338-0339 atoro xe
npoekta MOCKOBCKOI KOHCEpBAaTOpPUK) OHa Cbirpana Te e TaKTbl 3aMETHO caepXKaHHee. M B Tom,
1 B apyrom cnyyae Onctpax 6bin ¢ ®pugoit MlocndoBHOM Ha OAHOIN BOMHE.

Tem 1 ueHHa nybnukaums aToro ghoHorpacmyeckoro Matepuana, Yto Ha Hem 3admKCupoBaHa
camMa XwuBasi cueHudeckasi peanbHocTb. OcobeHHO, Korga Aeno kacaeTcs urypbl Takoro my3bi-
KaHTcKoro macwTtaba, kak [Jasug ®époposuy Oncrpax.

lMasen Cedos,
cKpunad, kaHOudam ucKyccmeogedeHust
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WoraHH CebacTbsiH Bax (1685-1750)
CoHata Ne 2 ans ckpunku u knaeecuHa J1s maxop, BWV 1015
T 2.53
2 AHIEGIO @SS@I . v vttt 2.59
3.ANdaNtE UN POCO . . . oot e 3.09
4 Presto .. 4.24
Mopuc PaBenb (1875-1937)
CoHata Ne 2 ansa ckpunkv u doptennaHo Conb maxop, M. 77
T Allegretto . . ..o 7.47
2.Blues. Moderato . ....... ... .. 4.56
3. Perpetuum mobile. Allegro . .. ... 3.46
IMopsur BaH BetxoseH (1770-1827)
CoHata Ne 7 ansa doprennaHo n ckpunku Ao muHop, Op. 30 No. 2
T.AIlEgro CON DO . . oo 7.29
2.Adagiocantabile . .. ... 9.36
3.8Scherzo. Allegro . . ... 3.1
4. Finale. Allegro . . . . oo 4.56
WoranHec Bpamc(1833—-1897)
Conara Ne 1 gns oopTenunaHo n ckpunkm Conb maxop, Op. 78
1.Vivace manontroppo . . . ..ottt 9.47
2 AdagIO . o 7.29
3. Allegromolto moderato . . . ... ... 7.34



Daeug Oncrpax, ckpunka
®pupa bayap, poprenmaHo

KoHuepT B TypuHe 5 anpensa 1965 roga

PectaBpauus: Enena Cobiy
[Oun3anH: Anekcen Munctok
VcnonHuTenbHbI npoatocep: EBreHnn MNnatoHos
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