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LEV OBORIN (1907-1974)

PIANO

Franz Schubert (1797-1828)
Piano Sonata in B fl at major, D. 960

1. Molto moderato 12.44
2. Andante sostenuto 8.17
3. Scherzo (Allegro vivace

con delicatezza) 3.18
4. Allegro ma non troppo 7.14

Robert Schumann (1810-1856)
Symphonic Etudes, op. 13

Thema. Andante 1.27
Etude | (Variation I). Un poco piu vivo 1.12
Etude Il (Variation Il) 2.49
Etude llI. Vivace 1.07
Etude IV (Variation IIl) 0.49
Etude V (Variation IV). Vivacissimo 0.34
Etude VI (Variation V). Agitato 0.41

Etude VII (Variation VI). Allegro molto  0.41
Etude VIII (Variation VII). Andante 1.15
Etude IX. Presto possibile 0.35
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Etude X (Variation VIII). Allegro 0.36
Etude XI (Variation IX).

Andante con espressione 2.14

Etude XII. Finale. Allegro brillante 5.22

Frédéric Chopin (1810-1849)
12 Preludes, op. 28

Ne1 in C major

N2 in A minor

N°3in G major

N24 in E minor

N25 in D major

N26 in B minor

N7 in A major

N8 in F sharp minor

N29 in E major

N210 in C sharp minor

Ne11 in B major

N212 in G sharp minor

Mazurka in C sharp minor, op.50 No.3
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Heinrich Neuhaus wrote about the school of Lev Nikolayevich Oborin: “I especially vaslue
that this school never aspires towards demonstration of technique “an sich” (by itself), to-
wards brilliance and virtuosic fi reworks as the highest achievement of piano performance,
that the outward “material” side of performance does not overshadow the music and its mean-
ing, but only enables its greater manifestation. Here music is placed fi rst in importance”.
These words provide the best possible characteristics for the pianistic credo of Lev Oborin
himself.

“Light and harmonious” is how the performing art of young Lev Oborin was characterized
by his legendary teacher Konstantin Igumnov. From the earliest years of Oborin’s perform-
ances critics took special notice that “his performance is permeated with light”, that “artistic
integrity provides for an organic substance of his harmonious individuality” (A. Alschwang); and
later, already in the 1960s peopled mentioned the “luminosity” and “polished piano tech-
nique” (Ya. Flier), the “special light tones” (Ya. Milstein) with which Oborin’s performing art was
permeated; “His playing is harmonious, clear, full of commonsense, logical coherence and
permeated by an unfeigned sincerity and warmth” (also Milstein). The historical distance did
not affect in the least the essence of these perspicacious evaluations. And, moreover, through
the stratum of time, through the change of artistic generations and artistic tendencies the
ethos of Oborin’s performance only clarified, having become for us an absolute and indu-
bitable greatness.

Lev Oborin’s artistry is classic by defi nition. The harmony of the will of thought and feel-
ing, the balance of the means from the dynamic and tempo architectonics of the whole to the
precisely given intonations, the balance of the large-scale logical constructions of form and of
the perfectly detailed work - all of these undoubtedly present signs of Apollonian Classicism.
However, the noble features of Oborin’s mastery is certainly not limited merely to logical co-
herence, a well-composed beauty of thought and an unfailing feeling of measure in every-
thing. Here the nature of expressivity itself is endowed with a noble attribute - in Oborin’s case
it is a golden synthesis of the brilliant, willful ardor with the delicate, vulnerable sensitivities.
One cannot avoid mentioning his energy of tempos (in the Molto Moderato of Schubert’s



Sonata, for instance, or in Schumann’s Etudes); this energy is precisely what holds power
over the musical process, organizes it, endows the musical thought with an imperative com-
pleteness. However, there is also a sense of tenderness and frailness, as well as Oborin’s char-
acteristic keenness towards the elusive movements of the escaping feeling, albeit the fl awless
clarity of the phrase construction is remarkable here as well (in Chopin’s Mazurkas and Prel-
udes).

Oborin’s rendition of Chopin presents a special page of his artistic biography. The case
lies not in the well-known fact of the young pianist’s triumph at the First International Frédéric
Chopin Competition in 1927, at which Szymanowski exclaimed: “A phenomenon! It is not a
sin to worship him, since he creates beauty”. Much more signifi cant for us today is the refl
ection on Chopin’s music by Oborin himself: “From intuition | passed towards serious analy-
sis, self-analysis. (...) | was gradually captivated by Chopin for the rest of my life. His music
became a necessity. It became necessary not only for concerts, | (...) felt the need to play it
for myself, to converse with Chopin”. Herein lies the key towards understanding the pianist's
artistic position.

Self-analysis, a need to converse... Do no these words explain many features in Oborin’s
performing image, moreover, not only in his renditions of Chopin? The “imperceptibility” of the
expressive means of his piano performance, the emotional self-discipline, the lack of a
flamboyant showiness and of any attributes whatsoever of the outward, the fl ashy, the ego-
centric - do these not present those very signs of that very artistic need towards the intimate
utterance, which has always been present in the Russian performance tradition? One need
only remember Nikolay Medtner's performances of his own works, Igumnov’s renditions of
Tchaikovsky’s music and one must listen attentively to Oborin’s interpretations of Chopin and
Schubert in order to understand the profound, innate liaison of Oborin’s performance with
this tradition. For just like for his great predecessors, the foundations of the ethical principle
and the artistic imperative of Oborin lie in the elevated simplicity of utterance.

The recording of the recital given by L.V. Oborin, dated at the latest onNovember 13, 1950,
unfortunately, was not fully preserved up to our days, and suffered considerable damage from



time. It contains technical defects, which would be impossible to dispose of without artistic
losses (a distortion of the inimitable timbral color of the sound of Oborin’s piano, his remark-
able touch...). The restorers of the priceless historical document aspired to leave in inviola-
bility the wonderful aura of Oborin’s live performance, to leave in its original form the
characteristic features of his performance style, which, notwithstanding the destructive effect
of time and of circumstances, continue to captivate the listener even in such an imperfect
recording made over a half a century ago.

Professor Vladimir Chinayev
Translated by Anton Rovner

0 wrone JlbBa Hukonaesuya O6opwHa I.I. Herrays nucan: « A 0CO6EHHO LieHI0, 4TO 3Ta
LIKO/Ia He CTPEMMTCA HUKOIAA K NOKa3y TEXHUKK «an sich» (camoii no cebe), K 6aecKy 1 BUp-
TYO3HbIM QerepBepKam KaK BbICLIEMY AOCTUEHMIO MMAaHW3Ma, YTO BHELWHAS «MaTepuab-
Hasi» CTOPOHA UCMOHEHMSA He 3aC/IOHSAET MYy3bIKM U €€ CMbICAA, HO TOJbKO CMOCOGCTBYET MX
BbISIBIEHMIO. 34€Cb My3blKa Ha NEPBOM MecTe». ITU CI0Ba KaK Heb3s 60nee TOYHO XapaK-
TEPU3YIOT U NMaHucTyeckoe credo camoro J1.H. O6opuHa.

«CBET/bIM, FAPMOHWYHBIM» Ha3blBaa UCKYCCTBO MOA0A0r0 JIbBa 060pHHa €ro nereHaap-
HbI yuutenb K.H. UrymHoB. Elle B paHHWe rofbl KOHLEPTHbIX BbICTynneHnin 060puHa otme-
Yanu, YTo «ero UCMONHMTENLCTBO MOMHO CBETa», YTO «L|eIbHOCTb COCTABISIET OPraHNYeCcKoe
CBOWCTBO €ro rapMOHUYHON UHAMBKAYANbHOCTW» (A. ANbLIBAHT); M NO3MKE, ye B 60-€ rogpl,
FOBOPWIN O «1y4e3apHOCTU» U «OTWANPOBAHHOM NMuaHusme» (1. danep), 06 «0CoObIX CBET-
NIbIX TOHax» (f. MunbLUTENH) , B KOTOPbIE BbIN0 OKPaLLEHO 060PUHCKOE UCKYCCTBO; «Ero urpa
rapMOHWYHa, ICHa, NOHA 34PaBOro CMbICAA, NOTMYECKOW CTPOMHOCTH, MPOHUKHYTA HEMOA-
[eNbHON UCKPEHHOCTbIO M TEN0TOM» (OH Xe). UcTopuyecKas AUCTaHLMA HUKaK He NoBAMsNa



Ha CyTb 3TUX MPOHMLIATENbHbIX XapaKTEPUCTUK. Y 6onee TOro — CKBO3b TOJILLY BPEMEHH, CKBO3b
CMEHbI TBOPYECKMX MOKONEHUI M aPTUCTUYECKMX TEHAEHLMI 3TOC MCKyccTBa O60PMHA TONBKO
JINLWLb NPOSICHWUNCSA, CTaB U1t HAC BEMYUHON HECOMHEHHOK, aBCOMIOTHON.

Aptnctnam J1.H. O6opuHa KnaccuyeH no onpeaeneHuio. fApMoHNUS MbICIUTENLHOM BOU
1 YyBCTBA, ypaBHOBELIEHHOCTb CPEACTB OT AMHAMUYECKON U TEMNOBOM apPXMUTEKTOHMKM LIE0ro
[0 TOYHO NOAAHHOW MHTOHALMK, cOanaHCMPOBAHHOCTb KPYMHOMACWTabHbIX IOrMYECKUX MO-
CTPOEHUN GpOPMbI 1 COBEPLIEHHOW AeTabHOM paboThl - TyT 6€3YCNOBHbI 3HaKW KNaCcCULMCT-
CKoro anoioHMsma. Ho 671aropoactBo  060PMHCKOTO MacTepcTBa, KOHEYHO, He
OrpaHUYMBaETCS TOMMYECKOM ICHOCTbIO, CTPOMHOM KPacoToM MbICAK M 6€30TKa3HbIM YyB-
CTBOM Mepbl BO BCeM. biaropogHa Ty cama npupoga BeipasutenbHoCTU - y 060prHa 310 30-
NIOTOM CUHTE3 IPKOr0 BOIEBOIO Mbljla M TOHKMX PaHUMbIX YyBCTBOBAHMI. KaK TyT He CKa3aTb
0 ero aHepruv TemnoB (B Molto moderato wy6epToBCKOM COHaTbl, HaNpUMep, WK B Lyma-
HOBCKMX 3TtoAax); Beb MMEHHO 3Ta 3HEPrus BAACTHA Haf My3blKa/lbHbIM MPOLLECCOM, Opra-
HU3YeT ero, NPUAAEeT My3blKaabHOWM MbICIM UMMEPATUBHYIO 3aBEPLIEHHOCTb. HO psaoM K
HEXHOCTb, U XPYNKOCTb, M - XapaKTepHeWLlas 060pPUHCKas YyTKOCTb K HEYNOBUMbIM [BUMKE-
HUAM YCKOb3atoLLEro YyBCTBa, X0TS 6€3yKOPM3HEHHAsA ACHOCTb CTPOEHMs dpa3 nopasu-
TesibHa 1 34€eCh (B WoneHoBCKMX Ma3sypke, Mpentoausx).

LlloneH O60puHa - 0cobas cTpaHuLa B ero TBOpYECKoH 6uorpadmu. [leno He B 06wens-
BECTHOM daKTe nobepbl HOro nuaHucTa Ha lNepsoM MexayHapogHOM KOHKYpce UMEHM
®. LoneHa B 1927 roay, korga K. LLIMMaHOBCKWUI BOCKNMKHYN: «®eHoMeH! EMy He rpeluHo
MOKIOHUTLCA, MO0 OH TBOPUT KpacoTy». HaMHOro 6oee 3Ha4MmMa Anis Hac CeroaHs pednex-
cusi Ha My3blKy LLloneHa camoro 060puHa: «OT MHTYMUMK 51 LWEN K CEPbE3HOMY aHanuay, ca-
MoOaHanunay. <...> MeHs LLloneH 3axBaTn MCMNOABONb M Ha BCIO XM3Hb. Ero My3bika CTana
Heo6xoaMMocTbl0. OHa HyxHa 6bl1a He TONbKO Ha KOHLepTax, A <...> owylian noTpe6HOCTb
urpatb cebe, 6ecesosatb ¢ LLloneHoM». 34eCh KN4 K NOHUMAHMIO XYLOXHUYECKOW NO3ULUK
nuaHucTa.

CamoaHanua, notpebHoCTb 6ecenoBaTh... He 06bACHAOT M 3TU C0Ba MHOMOe B UCMOJ-
HUTENbCKOM 06n1Ke O60pMHA, NPUYEM HE TONbKO B €ro WONEHOBCKUX MHTEPNPETALUAX?



«He3amMeTHOCTb» Bblpa3uTeNbHbIX CPEACTB ero NMaHu3Ma, 3MOLMOHaNbHas COOPaHHOCTb, OT-
CyTCTBME OPOCKOM 3QHEKTHOCTM M BOOOLLE KAKUX-TMBO aTpMOYTOB BHELWHEro, NOKa3Horo,
3rOLEHTPUYHOIO - HEe 3HAKW M 3TO TOW CaMOM apTUCTUYECKOW NOTPEOHOCTU B COKPOBEHHOM
BbICKa3blBaHWM, KOTOPAs MCKOHHO NPUCYLLA PyCCKOW MCNOAHWUTENbCKOM Tpaanuumun? Hano
JWLb BCMIOMHWUTL aBTOPCKMe ncnonHenns H.K. MeTHepa, UryMHOBCKME NPOUTEHUS MY3bIKKM
YaiiKoBCKOro, HaZlo BCAyLWaTLCs B 060PUHCKYIO MHTOHaLMIO B LLloneHe, LLy6epTte, 4To6bI Mo-
HATb MYBGOKYH, KPOBHYIO CBA3b UCKycCTBa 060pUHA C 310V Tpaauumen. N6o, Kak v ans ero
BEJIMKUX NPEALECTBEHHUKOB, OCHOBbI 3TUYECKOI0 NPUHLMNA U apTUCTUYECKOro MMNepaTvBa
060puHa - B BO3BbILWEHHOV NPOCTOTE BbICKA3bIBAHMS.

3anucb koHueprta J1.H. 06opuHa, satnpoBaHHas He nosaHee 13 Hos-6ps 1950 roga, K co-
KaNeHuo, COXpaHWIach He MOMHOCTbO. B Hel ecTb TeXHMYEeCKMe AedeKTbl, KOTOPbIE b0
Obl HEBO3MOXHO YCTPaHUTb 63 XyA0KECTBEHHbIX NOTEPD (MCKaKEHWe HenoBTOPUMON TeM-
OpanbHOM OKpaCcKK 3By4aHusa posna 060puHa, ero yAMBUTENLHOIO TyllE. ..). PectaBpatopbl
6€eCLEHHOr0 MCTOPUYECKOTO JOKYMEHTa CTaBUAM NEPES CO60M Lieb - OCTaBUTb B HEMPUKOC-
HOBEHHOCTW YAMBUTENbHYIO aypy HMBOTO McnonHeHns O60puHa, COXpaHUTb B NePBO3AaHHO-
CTU XapaKTepHble YepTbl €ro UCMONHUTENLCKOIO CTUASA, KOTOPbIE, HECMOTPSA Ha pa3pyLuu-
TeNbHYI0 PaboTy BPEMEHM U 06CTOATENLCTB, NO-NPEKHEMY MIEHSIOT AaXe B CTONb HECOBEP-
LWEHHOW 3anncu NoyBEKOBOM JABHOCTH.

Mpod. Bnagumup YnHaes






