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CD1[51.17]
Ludwig van Beethoven (1770 - 1827)

Piano Sonata No. 17 in D minor, Op. 31 No. 2
1. Largo - Allegro
2. Adagio
3. Allegretto
Piano Sonata No. 26 in E flat major, Op. 81a “Les adieux”
1. Das Lebewohl: Adagio - Allegro
2. Abwesenheit: Andante espressivo -
3. Das Wiedersehn: Vivacissimamente

Sonata No. 32 in C minor, Op. 111

1. Maestoso. Allegro con brio ed appassionato
2. Arietta. Adagio molto semplice e cantabile

CD 2 [50.37]
Johannes Brahms (1833 - 1896)

Sonata No. 3in F minor, Op. 5
1. Allegro maestoso
2. Andante espressivo
3. Scherzo. Allegro energico
4. Intermezzo. Ruckblick. Andante molto
5. Finale. Allegro moderato ma rubato

Johann Sebastian Bach (1685-1750) — Franz Liszt (1811-1886)

Organ Prelude and Fugue in A minor, BWV 543
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Johann Sebastian Bach (1685-1750)

From Italian Concerto in F major, BWV 971
2. Andante

Johannes Brahms (1833 - 1896)
Waltz in A flat major, Op. 39 No. 15

Sergey Prokofiev (1891 — 1953)

From Romeo and Juliet, 10 pieces for piano, Op. 75:
[e] 4. “Juliet as a Young Girl”

Maria Yudina, piano

Live at the Hall of Columns of the Unions House, Moscow
(former Hall of Columns of the Moscow Noble Assembly), October 20, 1954

Previously unreleased recordings from the fund of the State Committee
for Television and Radio: (CD 1:[1]-[6])

Restoration and mastering: Tamara Badeyan, Elena Sych
Design: Maxim Kompaneets
Executive producer: Eugene Platonov

© & ® 2020 Moscow Tchaikovsky Conservatory. All rights reserved
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Every time we listen to the art and performance of Maria Yudina, we
are impelled to make reflections, discoveries, to follow “a particular
spiritual direction,” and we start to perceive (using her words) that “con-
tact with music gives impulse to a new understanding of reality.”

Maria Yudina’s followers are by now used to the fact that each new
release of her recordings in these anniversary years 2019 and 2020 (120
years from the date of the pianist’s birth and 50years from the date of
her death) contains extraordinary surprises, and prompts new discover-
ies. This particular CD is a unique phonographic document, Yudina’s
recital at the Hall of Columns on October 20, 1954. In 1995, M-Classic
Records released only the second half of the recital and the encores. This
disc presents us with the discovery of the whole recital, a wonderful sur-
prise if we bear in mind that until recently the recording of the first half
of the concert was considered lost. We owe this discovery to Alexei Lu-
bimov who unearthed the recording in the Archives of the State Commit-
tee for Television and Radio.

The first part of the recital comprised two Beethoven Sonatas - No. 17
and No. 26; second part opened by the Sonata No. 32.

It is well-known that Beethoven’s music was a fundamental tenet of
Yudina’s repertoire. Over the course of her artistic career spread over
nearly half a century, she performed twenty-four of his sonatas, the
Fourth and Fifth concertos (she apparently also played the First and Third,
if only rarely), the Choral Fantasy for piano, chorus and orchestra, and
several of his variation cycles. Here in her interpretation of Beethoven’s
music, she discerned the complex figure of a suffering, tormented soul,
merging with its sorrows and joys. At times she would suddenly feel in-
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adequate in the face of the unattainable grandeur of Beethoven’s genius;
as in 1923, when Yudina wrote to Maximilian Steinberg: "I am shunning
Beethoven, | still don’t have the courage to play him - | can gaze at the
stars and planets, but | am dazzled by the Sun, and thus blinded, cannot
and dare not play him.” Such moments of insecurity alternated with a
passionate desire to grasp the essence of Beethoven's music and unravel
its secrets.

This very sense of discovery, of being witness to the formation of an
interpretation is evident in Yudina’s performance of the 17the and 26th
sonatas. Many things in these interpretations will amaze and surprise us.
First and foremost, the tempi, the unexpectedly fast tempi in the fast
movements, born of the pianist’s inexorable volcanic energy. In this only
Walter Gieseking in his recordings of 1931 and 1939 could compete with
her; while his tempi are almost faster, yet they are more uniform, and his
playing shows amazing refinement, sense of clarity and harmoniousness
of the whole and in the details of the slow movements. Listening to Yu-
dina, one involuntary associates with her Schumann interpretations of
those years; for instance her recording of Kreisleriana from 1951. After
all, her Beethoven playing in the early 1950s, sees a rejection of poised
classicality, and instead follows the path of Schumann’s Florestan, an im-
petuous, self-willed rebel.

It is interesting to note that Yudina, in surrendering to an uncon-
strained flight into the void in the third movement of Sonata No. 17,
makes us believe that the sonata does not end, but comes to a stop! It
seems that the slow movements and slow sections of these sonatas are
sacrificed to this mood, a compressed perception of time. In the second
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movement of the 26th Sonata Yudina dispenses with the habitual sense
of languor and expectation, making it sound like an intermezzo. At the
same time, one notes the amazing depth and heartfelt expression of Yu-
dina’s “speaking” sound in the slow movements of both sonatas. The dy-
namic wealth of intonation in the recitatives of the 17th Sonata seems
rare and scarcely credible.

We find surprising words somewhere in Yudina’s scratch notes:
“Beethoven wrote for all humanity and carried in him not only that, but
the whole cosmos.” The sensation of a cosmic, universal scale pervades
Yudina’s interpretation of his last sonata, No. 32. It embodies the pi-
anist’s insightful religious and philosophical concept. The very first
brief tragic exclamations of the introduction (Maestoso) and the sub-
sequent repercussions that she plays in a sublime and submissive way
carry us into a world where the ever-restless human soul finds no
peace. Allegro con brio has an intensely dynamic pattern and pro-
gresses at an unusually swift and indomitable pace. The storm sud-
denly abates only at the very end, and the coda is amazingly peaceful,
and the sounds are almost tangibly free from the strictly prescribed
shackles of time. An extremely important moment comes in Yudina’s
interpretation - a transition to a different reality: from the unexpected,
all-enveloping silence, there comes a simple and artless theme of
Arietta. Yudina plays it with a completely detached sound, in some kind
of light yet unstoppable motion - it is the key to the amazing integrity
of the second movement of the sonata. In Yudina’s understanding,
staying in a different, genuine reality is the substance of the concluding
movement of Beethoven’s last sonata. And she manages to implement
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this reality. It comes to us in the sound of the trills in the high register,
the trills, which she likened to the “golden background in old Russian
painting - in an icon - detachment, delimitation from earthly being”
(from Yudina’s letter to Mikhail Bakhtin). Here, she strongly polemi-
cized with Thomas Mann, rejecting his interpretation of this movement
in Doctor Faustus, considering it helpless and ornate (only later she
found out that Mann used Adorno’s thoughts). “Why did Beethoven
write no third movement?” Answering this question, she recalled the
dialogue of Plato’s Phaedo where Socrates discusses the life of the soul
after death and rejoices at the impending demise, which frees his soul
from worldly vanities. She also remembered the final terza rima of
Paradiso, the last part of Dante’s Divine Comedy, where the vigour, em-
braced and blinded by the High Light, failed the lofty fantasy and ...
saw what it was seeking for:

But now was turning my desire and my will,
Even as wheel that equally is moved,
The Love which moves the sun and the other stars.

Arguing with Thomas Mann’s Adorno, Maria Yudina said, “...Everything
is said in it (in the sonata - MD) on the earth, and the action is transferred
to another reality” (M. Yudina. From a letter to M. Bakhtin). This is how
high and open her concept was. Yudina believed in eternal life, and she
saw the future heavenly world both in prayers and in her contacts with
the great works of art. And she was the one who was granted revelations
in music. Her performance of Beethoven’s last sonata is one of them.
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Brahms occupied a significant place in Yudina’s.repertoire. She played
all three piano sonatas, Variations on a Theme by Handel, the First Con-
certo, a number of ensemble works, a lot of intermezzos, capriccios, etc.
One cannot fail to mention her most interesting and in-depth article “The
Six Intermezzos of Brahms.”

The recording of Brahms’ Sonata No. 3 featured on the CD is unique
because it is the only surviving evidence of Yudina’s reading of this
grandiose work, reminiscent of a monumental symphony for a big ro-
mantic orchestra. With her unmistakable sense of form and ability to ac-
curately hear the orchestral sound and wisely organize a complex musical
material, Yudina overcomes the inconvenience and some congestion of
the non-piano texture, and creates an interpretation that amazes with its
wealth of images, variety of colors, and somewhat otherworldly virtuosity.
The first movement is played on a truly symphonic scale. The second
one - Andante espressivo - sounds like a stunning contrast. The per-
former finds a surprisingly gentle and spectral sound, the silvery color of
which captivates and mesmerizes. The landscape described in the epi-
graph to this movement becomes almost visible: evening twilight, two
loving hearts illuminated by moonlight... The clumsy grace of Scherzo is
followed by the magical sound pattern of Intermezzo, and then Finale
with its alarming rhythm invades. Always perceived with unflagging in-
terest, this performance is exceptionally solid and truly romantic.

J.S. Bach’s music captured Maria Yudina’s imagination when she was
very young. Apart from his clavier works, she enthusiastically studied
his instrumental pieces, as well as cantatas, and once even took part,
as a chorister, in the performance of St. Matthew Passion. Bach’s two
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monumental creations majestically frame Yudina’s artistic career. These
are 48 Preludes and Fugues of The Well-Tempered Clavier, which she
prepared for her conservatory graduation, and the Goldberg Variations,
she performed and recorded for the first time three years before her
passing.

Yudina enjoyed playing Bach’s works in the most diverse programs of
her concerts, assigning them the role of a kind of ethical center as she
believed that his music “organizes a human personality within the for-
mula: “let us turn our hearts upward.” She often performed the organ
works arranged by Ferruccio Busoni or transcribed by Franz Liszt. Even
in the years of apprenticeship, Maria Yudina enthusiastically attended the
organ class and, until the end of her days, retained a very special attitude
to this instrument and more than once dreamed of returning to it. Playing
organ compositions on the piano, she undoubtedly revealed their essence
not only as a musician who deeply understood Bach's music, but also as
an organist. In her interpretations, we hear breathing and the scale of the
organ. They reach the sound colors that seem inaccessible to the piano.
Her performance is completely alien to the pompous virtuosic manner,
which the “magnificent” texture of the organ transcriptions often eggs
pianists to.

Pianist and musicologist Konstantin Adzhemov, who was a host of
musical programs for many years, once wrote: “When Yudina played mas-
terpieces in our programs such as the second movement of the /talian
Concerto, a rich timbre palette of sound conquered even the people who
were far from the piano art.” Indeed, it is impossible to stay unmoved
when you listen to this sad monologue, which, however, does not cause
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a feeling of hopelessness as Yudina illuminates the minor melody with
wonderful light of peace.

Listening to Yudina perform Brahms’ popular Waltz in A flat major,
one is amazed at the limitless transformations the artist who had just
thrilled us with the power of intellect and the strength of temperament.
There is so much subtle grace in her rhythm, so much plastique and flex-
ibility in her intonations. How easily she conveys the aroma and charm of
the waltzing old Vienna.

And another small masterpiece is Prokofiev's Juliet as a Young Girl
from the suite Romeo and Juliet. It is interesting to recall that it was Maria
Yudina who gave the composer, with whom she had long-standing
friendship, the idea of making piano versions of some of the numbers
from the ballet. Her repertoire included five pieces from this cycle that
she performed for the last time at the Tchaikovsky Hall on October 15,
1967. Everything is amazing about Yudina’s rendition of this marvelous
piece: an unusually light, volant, as if defying gravity, and surprisingly
melodious sound, fluent, warm, touching intonation, a wealth of dynamic
nuances, colorful pedalization... Happily combined, they open the won-
derful world of Prokofiev to us, they make the adorable image of Juliet, a
naive girl seized with the thrill of first love, visible.

All this was created by the hands of the wise and kind artist - the mag-
ical hands of Maria Yudina.

Marina Drozdova
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axzas BCTpeya C MCNOSHUTENbCKUM UCKYCCTBOM Mapun BeHnamnHoBHbI
I0AVHOM NOBYXAAET HAC K Pa3MbILLIEHNSM, OTKPBITUSM, <K U3BECTHOM

[lYXOBHOMN HanpaBNeHHOCTU, ¥ Mbl HAYNHAEM OCOBEHHO OCTPO OLLYLATD,
YTO CMbICN «COMPUKOCHOBEHMS C MY3bIKOW — TONYOK K HOBOMY MOHUMAHMIO
peanbHocT» (M.B. l0amnHa).

MoKMOHHMKM UCKycCcTBA Mapun BeHnamMuHoBHbI OAMHO y)xe NPUBbIKIM
K TOMY, YTO KaXAbl HOBbIV ANCK C 3aMUCAMM €€ UCMOMHEHWSA, BbIXOAALLNIA
B 3T tobunenHble roabl - 2019 n 2020 - 120 neT co AHA POXAEHUS U
50 IeT CO AHA CMEPTU MUAHUCTKN - COAELPXUT B cebe HeObbIKHOBEHHbI
Clopnpw3, NOBOA, A1 OTKPbITUIA. BOT 1 HA AAHHOM AWCKE NPeACTaBIeH YHU-
KanbHbI HOHOLOKYMEHT - KoHLepT M.B. I0anHON B KonoHHOM 3ane [oma
Coto308 20 okTs6psa 1954 roga. B 1995 roay dupma M-Classic Records
onybnukoBana nulb 2-e OTAeNeHNe KoHLepTa 1 buckl. Clopnpus 3akto-
YaeTcs B TOM, YTO Ha 3TOM Auncke nybnukyTcs oba oTAeneHns KoHuepTa!
A BeZlb A0 HELABHErO BPEMEHM 3anN1Ch MEPBOrO OTAENEHMUS CYUMTaNaCh yTe-
psHHOW! DTON HaxoAKoW Mbl 0653aHbl Anekceto JIlobMMOBY, KOTOPbINA «pac—
Konan» 3anucb B poHzax Foctenepaano...

B nepsom oTaeneHnmn npo3sy4anu aBe coHaTbl beTxoBeHa: Ne 17 1 Ne 26,
a BTOpOe oTAeneHue oTkpbiBanoch CoHaTon Ne 32.

13BeCTHO, 4TO beTXOBEH ObiN OZHOM M3 OCHOB KACCUYECKOTO penep-
Tyapa l0anHon. Ha npoTsXeHnn CBOEN NOYTH MOYBEKOBOW apTUCTUYECKO
[LeATeNbHOCTU OHA Urpana ABajLaTh YeTbipe COHaThl, YeTBEPTLIN U MNATbIN
KoHLepTbl (MepBbiii U TPETUIA KOHLLEPTbI, MO HEKOTOPLIM CBEAEHUAM, TOXE
urpana, Ho pezko), daHtasuto Ana bopTennaHo, xopa U OPKecTpa, He-
CKOJIbKO LMKOB BapuaLmi. B 3Bykax 6eTX0BEHCKOW My3bIKM OHA yrafblBana
CNOXHBIA PUCYHOK XU3HU CTPKAYLLEFO U MATYLLErocs AyXa, B CBOUX UH-
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TepnpeTauuax CIMBANACh C HUM W B PaLOCTK, U B nevanu. bbisanyu MOMeHTbI,
KOrZa OHa BAPYr ollyliana CBOK C1aboCTb Nepes HEMOCTUXKMUMBIM Ben-
ynem 6eTXOBEHCKOro reHus. Tak, B 1923 roay H0anHa nucana M.O. LLTenH-
bepry: «5 oTKa3biBaloCb OT beTxoBeHa, 16O A eLé He CMeK ero Urpathb -
A M€ CMOTPeTb Ha 3BE3/bl U MaHeTbl, HO OT CoMHLA 5 C/IeNHY W B CIEMOM
COCTOSIHUM UrpaTb He MOry U He cMeto». MrHOBEHMA HepewmnTeNbHOCTH
CMEHSANNCh CTPACTHBIM KeaHUeM MOCTUYb CYLLHOCTb HETXOBEHCKOW My~
3bIKW, pa3rafaTb COKPbITbIE B HEW TaWHbl.

VIMEHHO 3TO OLLyLLeHM e MONCKA, OLLYLLEHIEe TOFO, YTO Mbl ABNSEMCA CBU-
[eTensMN CTAaHOBNEHUA WHTepnpeTaLuu, MOXeT BO3HUKHYTb, KOrAa Mbl
CNyllaem ucnosiHeHue OAMHON 3TUX ABYX COHAT, 17-i n 26-i. TyT MHOroe
YAVBAAET, MopaxaeT. Ml npexae BCero - TeMnbl, HEOXMAAHHO BbICTPbIE
TeMMbl B ObICTPbIX YACTAX, POXKAEHHbIE HEYEMHOW BYIKAHNYECKO SHEpruet
nuaHucTkn! ConepHuYath C Heil MOr Tosbko B. Tm3ekuHr (3anucm 1931,
1939 rr.), KOTOPbIA Urpan efiBa nn He bbicTpee, HO boee ypaBHOBELLEHHO,
C YAVBUTE/IbHO TOHKMM OLLYLLEHWNEM ACHON rapMOHUU LLeNIOro U AeTanen B
MeanieHHbIx YacTax! Korga cnywaeuws KOanHy, HEBONbHO BO3HUKAET acco-
umMaums c eé WyMaHOBCKUMU MHTeprpeTaunamMm Tex net. BcnomHum eé
«KpeiicnepuaHy» - 3anuck 1951 roga. Beab u B beTxoseHe Hayana 50-x,
OTKa3bIBaACh OT KNACCMYHOCTY 1 YPABHOBELLIEHHOCTH, OHA Wwa no nytu Ly-
MaHOBCKOro ®jopectaHa - NopbIBUCTOr0, CBOEBOSILHOr0 byHTaps. MHTe-
PECHO OTMETUTb, YTO, OTAABAACL ITOMY Ge3yAepHOMY MONETY B HUKyAA -
B 3-1 4yacTu coHaThl Ne 17 - H0aMHa 3acTaBiAET HAC NMOBEPUTh, UTO COHATA
He 3aKkaHyMBaeTcs, a npekpauwaetca! lymaeTcs, YTo U MeAJ/IeHHbIE YacTu 1
3MM30/bl B 3TUX COHATAX CTA/IM XEePTBAMU 3TOr0 HACTPOEHWNS, ITOFO YCKO-
PEHHOro nepexuBaHus BpeMeHun. Bo 2-1 yactu 26-1 COHaTbl HET NPUBbIY-
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HOW TOMUTENbHOCTM, OXMAaHUA. OHa 3BYYUT Kak MHTepMeLLo. B To xe
BPEMSA HeNb3s He OTMETUTb YAMBUTENIbHO MPOHUKHOBEHHBIN, FOBOPALLWIA
HOAMHCKNUM 3BYK B MeIJIEHHbIX YacTAX 0benx coHaTt. Peakoe, MoyTy Hempas-
fonoaobHoe AMHaMmnyeckoe 6oraTcTBO MHTOHALLMIA (B peunTaTUBaX COHATBI
Ne 171).

[ne-To B YepHOBbIX 3anuckax KOAMHOM Mbl HAXOAUM YAWUBUTENbHbIE
cnoBa: «beTX0BeH Nucan 417 BCEro YeN0BeYeCTBa M HOCKN B cebe He TOMbKO
TaKoBOE, HO U BeCb KOCMOC». OLLyLIEHUEM KOCMUYECKOrO, BCEIEHCKOro
MacwTaba NPOHMKHYTA AWHCKAs UHTeprpeTaLus ero TpuMALATL BTOPOH,
nocneaHen CoHathl. B Hell BonnoleHa ryboko npoayMaHHas peanrno3Ho-
dunocodbckan KOHLENUUA NUAHUCTKU. TepBble e KpaTkue Tparnyeckue
BO3rNachl MHTPOAYKUMUM (Maestoso) n cnepytolime 3a HAMM, 3ByYallmue y
HOAMHON BO3BbILLEHHO-CMUPEHHO, OTK/IMKMW, BBOAAT HAC B MUP, B KOTOPOM
MeYeTCs BEYHO HEeYCMOKOeHHas aywa yenoseka. Allegro con brio nrpaetcs
B HaMPSXXEHHON AMHAMUKE, B HEOObIYAWHO CTPEMUTENbHOM, HEYKPOTUMOM
LBVXEHWW. JILb B CAMOM KOHLLe byps HeoxuaaHHo yTuxaet n Coda 3ByunTt
nopasuTenbHO YMUPOTBOPEHHO, 3BYKU MOYTM OLLYTUMO OCBODOXAAIOTCA OT
CTPOro NpeAnucaHHbIX OKOB BpeMeHU. B uHTepnpeTauumn KOANHOM HacTy-
MaeT Ype3BbIYANHO BaXKHbIA MOMEHT — NPOUCXOANT NEPEXOL, B UHYIO peasib—
HOCTb: U3 HEOXWAAHHO HACTYMMBLLEN, OKYTABLUEW BCE TULLMHbI POXAAETCS
npoctas 1 6e3bickycHas Tema Ariett’sl. KOLMHA UrpaeT eé CoBEPLIEHHO OT-
pELIJéHHbIM 3BYKOM, B KAKOM-TO ﬂéFKOM, HO HEOCTAHOBUMOM [BUMXEHUUN —
OHO SBNSETCS 3a/10rOM NOPA3UTENbHON LLeSIbHOCTU BTOPOW YacTi COHATbI.
370 npebbiBaHMEe B MHOM, MOANMHHON PeaIbHOCTY U COCTABSET COLEPXKa-
HWe NocnefHen YacTh NociesHen coHaTthl beTxoBeHa B moHUMaHum H0au-
HoW. W en ypaétcs BOMMOTUTL 3Ty PeanbHOCTb, OHA ABAAETCA HaM B
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3BYYaHUU TPesien B BEPXHEM PErucTpe, Tpenen, KoTopble OHa yrnozobnana
«30/10TOMY (OHY B A PEBHEPYCCKOM XMBOMUCK — B UKOHE - OTPELIEHHOCTb,
OTrPaHWMYEHHOCTb OT 3eMHOro 6biTuaA». (M3 nucema HOauHoW baxTuHy).
34ech OHa pewunTenbHO nonemusnpoBana ¢ Tomacom MaHHOM, oTBepras
€ro TPaKTOBKY 3TOM YacTu B poMaHe «JlokTop daycTyc», cuutas eé becno-
MOLLHOW W BUTMEBATOM (NULLb NO3JHEE OHA Y3HaNa, YTo MaHH ncnosb3osan
MbICIM ALOPHO). «[loyemy oTCyTCTBYeT 3-1 YacTb B 3To CoHaTe?». OTBeYas
Ha 3TOT BOMPOC, OHA BCMOMUHANA Auanor lMnatoHa «PefoH», rae Cokpat
PaCcCy)KAAeT O XWU3HU AYLWMW NOCNE CMEPTU, PALYeTCA NPeACTOSALLEN KOH-
YMHe, KOTOpas 0CBOOOXAAET €ro AyLly OT 3€MHOM CyeTbl. BcnomMuHana oHa
W 3aKN0YUTENbHbIE TEPLMHBI MOCNEAHEN YacTh «boXeCTBEHHON KOMEeAUM»
JaHTe «Paii», rae «ayx, 06bATbIN M 0CNennEHHbIN BbicokuM CBETOM, U3HE-
MOT B BO3BbILLAIOLLEM B3N1ETE U ... YBULEN UCKOMOE:

Ho cTpacte 1 BOJIO MHE yXe CTpemuna,
Kak ecnu konecy AiaH pOoBHbIA X04,
Jlo608b, 4TO ABUNET ConHue u CBeTUA.

Cnops c Tomacom MaHHOM - AgopHo, Mapus BeHMamMMHOBHa roBopua:
«...Ha 3emne B Hell (B coHaTe - M./L.) BCE cka3aHo, 1 AeNCTBME NePEeHOCUTCS
B APYryto peanbHoCTb» (M. KOauHa. I3 nucema M. baxTuHy). BoT ckonb Bbi-
COKa M OTKpbITa bbiNa ee KoHuenuus. 0anMHA Bepuaa B BEYHYHO XU3Hb, 1
6yayLIUNA TOPHUIA MUP OTKPbIBAACA €M U B MOIUTBAX, U B COMPUKOCHOBE-
HUSAX C BEIUKUMU TBOPEHUAMM UCKYCCTBA. W eil camoii Bbinn AaHbl OTKPO-
BEHWSA B My3blke. OLLHO N3 HUX - UCMOSHEHUEe NocnesHel coHaTbl beTxo-
BEHa.
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3HauuTenbHOE MecTo B penepTtyape HOAMHON 3aHMMany NPou3BeaeHuUs
bpamca. OHa urpana Bce Tpu GopTennaHHble CoHaTbl, Bapuauum Ha Temy
FeHzens, MepBbii KOHLEPT, PAL aHCAMbEBbIX NPOWU3BELEHNI, MHOXECTBO
VHTEPMELLLLO, Kampuuumo v ap. Henb3s He ynoMAHYTb U ee MHTEPEeCHeLYo,
rnybodaniuyto ctaTbio «Llectb MHTEPMELLLO Bpamcar.

MpeacTaBneHHas Ha AWCKe 3anuch TpeTbel COHaTbl bpamca yHMKasbHa
y)Xe MOTOMY, YTO ABIAETCA eAUHCTBEHHbIM COXPAHMBLUIMMCA CBUAETENb—
CTBOM HOAMHCKOrO MPOYTEHNA 3TOFO FPAHAMO3HOrO COYMHEHMS, HAaMOMU-
HaKOLLEro MOHYMEHTa/IbHYH CUMGOHMIO AnS 6ObLIOr0 POMAHTUYECKOTO
opkectpa. C npucyumm en 6e301nb0YHbIM YYBCTBOM (GOPMbI, YMEHUEM
TOYHO CNbILIATL OPKECTPOBOE 3BYYAHME U My PO OPraHW30BbIBATH C/IOXKHbIN
My3blKaNlbHbI MaTepwuan, npeogonesaeT 0AMHA Heyn0b6CTBA U HEKOTOPYHO
neperpyxeHHoCTb HedopTenUaHHON haKTypbl U CO3/AET MHTEPMPETALMIO,
nopaxatlyto boratcteom 06pa3os, pa3HoobpasnemM Kpacok M Kako-To
HepyKOTBOPHOM BUPTYO3HOCTbIO. MepBas yacTb UrpaeTcs C NOAJANHHO CUM-
(hoHMYecknM pa3maxoMm. Bropas yactb - Andante espressivo - 3By4nT no-
TPACAIOWMM KOHTPAcTOM. McnonHWTenbHULA HAXOAWUT YAUBUTENbHO
HeXHOe, NpuU3payHoe 3ByYaHne, CepebpUCTbI KOIOPUT KOTOPOrO NAEHSAET,
3aBOPAXMBAET. MOYTU 3pUMbIM CTAHOBUTCS OMMUCAHHbIN B Anurpade K 3Ton
yacTy memsax: BeyepHue CymMepku, ABa NobAWMX cepALad, OCBELEHHbIE
JIYHHBIM CBETOM... 32 HeyK/loXel rpaunein Scherzo cnepyet BonwebHas
3BYKONWCH Intermezzo, n TPeBOXHbIM PUTMOM BTOpraeTcs Final. icnonHe-
HWe HeobblyalHO LLeIbHOe, UCTUHHO POMAHTUYECKOE, BOCMPUHUMAETCS C
HeocnabeBaloLLMM UHTEPECOM.

My3bika W.C. baxa 3aBnagena BoobpaxkeHneM Mapuyu BeHUMaMUHOBHbI
elwg B toHble rofbl. OHa C yBneYeHneM nsyyana He TOMbKO KNaBupHble Mpo-
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N3BELEHUSA, HO W MHCTPYMEHTa/IbHble, @ TAKXe KaHTaTbl, OLHAXAbI Jaxe
MPUHANA Y4acTue - KaK XOpucTka - B ucnonHenum «Ctpacreit no Matdeto».
[1Ba MOHYMeHTaNbHbIX TBOPEHMS baxa BesMYeCTBEHHO 0OpPaMASIOT TBOpYE-
ckui nyThb K0AnHON. 370 48 npentoanii u Gyr «XopoLuo TeMnepupoBaHHOro
KNnaBupa», KOTOPblE OHA MPUFOTOBWA €LLE K OKOHYAHWI0 KOHCEPBATOPUH,
u Fonbabepr-eapuaLm, BNepBble UCMOMHEHHbIE U 3aMMCaHHble A1 FpaM-
MJACTUHKM BCEro 3a TPU roAa A0 KOHYMHBI.

Mpown3sesaeHns baxa K0auHa ntobuna BKIYaTh B CaMble pa3HOObpasHble
MporpamMmbl CBOMX KOHLLEPTOB, OTBOASA UM POJIb CBOE0HPA3HOMO ITUYECKOTO
LLeHTPa, TaK KaK CYMTaNa, YTO ero My3biKa «OPraHU3yeT YesoBeyecKyo 1ny-
HOCTb B (hOopMyne: «rope BO3ABUIHEM cepaLa» (0bpaTuM CepaLa BBbICh).
YacTto 310 6blBasIM OpraHHbie Npou3seaeHus B 0bpaboTke ®. by3oHu, B
TpaHckpunuum . Jincta. Ewé B roabl yueHnyectsa Mapumsa BeHnaMmHoBHa
C yB/IeYeHNEeM mocellana Kacc opraHa U A0 KOHLA LHei coxpaHana co-
BEpPLIEHHO 0CO60€e OTHOLIEHME K 3TOMY MHCTPYMEHTY, He pa3 MeyTasna Bep-
HYTbCA K Hemy. Mrpas opraHHble COYMHEHUSA HA posne, OHA, HECOMHEHHO,
pacKpbiBasia UX CYLLHOCTb HE TOMbKO KaK MY3bIKaHT, ryboKO MOCTUILLNIA
My3blKy baxa, HO 1 kak opraHucTKa. B e nHTepnpeTaLmm CbILWHBI AblXaHNe
1 MacwTab opraHa. OHa LOCTUraeT, Ka3aoCh Obl, HeLOCTYMHbIX POAIO 3BY-
KOBbIX KPACOK, €€ NCMOHEHNE COBEPLUEHHO YYXKA,0 BUPTYO3HO-MOMME3HOW
MaHepe, Ha KOTOPYIO 4acTO NPOBOLMPYET MUAHMCTOB «MbllHAA» PAKTYpa
OpraHHbIX TPAHCKPUMNLLWIA.

MuaHucT 1 My3blkoBea, KOHCTaHTUH XprUcTohopoBMY. ALKeMOB, ObIBLINIA
B TEYEHME MHOTUX NIeT BeAYLLMM My3blK/IbHbIX MepeAay, KaK-TO Hammcan:
«Korpa 0avHa vrpana B Hawmx nepefayax Takue CBOM LueseBpbl, Kak BTO-
pas yacTb MITabAHCKOrO KOHLLepTa, boratas TeMbpasbHas naiuTpa 3ByYa-
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HUA TOKOPANA AaXe CaMblX OTAANEHHbIX OT (OPTENMAHHOrO MCKYCCTBA
nofen». [1encTBuTeNnbHO, HEBO3MOXHO 6€3 BOHEHUA CIYLWIATb 3TOT NeYab-
HbIi MOHOJIOT, HE BbI3bIBAIOLLUIA, OAHAKO, OLLYLLeHUS 6e3bICX0AHOCTH, b0
MUHOpPHaA Menoans y KOANHOM 03apeHa YyAHbIM CBETOM MOKOA.

Cnywas B ucnonHeHuu K0anHOM nonynapHeii Banbc Jls-6emonb Maxop
Bpamca, nopaxaelbcs 6e3rpaHNYHOCTI BO3MOXHOCTEN MEPEeBONIOLLEHMS
ApPTUCTKM, TONIbKO YTO BOJIHOBABLLEW MOLLbIO UHTE/NIEKTA U CUSION TeMme-
pameHTa. CKOMbKO TOHYAWLWEN rpaLumu B pUTMe, MIACTUKM U TMOKOCTM B
MHTOHALMAX, KaK HEMPUHYXAEHHO NepeaéT oHa apoMaT U LWapM BanbCu-
pytoLLein cTapon BeHbl.

M ewé oanH ManeHbkuin Weaesp - nbeca Mpokodbesa «/KynbeTTa-ae-
BOYKa» U3 ClouTbl «Pomeo u [xynbeTta». MIHTEpecHO HamoOMHUTb, YTO
MMeHHO Mapus BeHnamMnHOBHA Nojana KOMNO3nUTOpY, C KOTOPbIM eé CBS-
3bIBaJ1a MHOTO/IETHAS ApY*0a, naeto caenats hopTenuaHHyto BepCuio paaa
HOMepoB 13 3Toro b6aneta. B ee peneptyape bbian MATb Nbec LMKAA, NO-
CeAHNI pa3 npo3syyaslune B 3ane YankoBckoro 15 okTs6psa 1967 roaa. B
I0JMHCKOM MPOUYTEHUN 3TOW AMBHOI MbEChl BCE MOPAXAET: HeobbluaHO
NErKNUM, NEeTALWMNI, Kak Obl U36eratoLLnii 3eMHOI0 NMPUTSKEHNSA, YANBUTENBHO
NeByYMii 3BYK, N1ACTUKA, TEMI0TA U TPOraTe/bHOCTb MHTOHALLMM, BOraTcTBO
AVNHAMUYECKUX HIOAHCOB, KPAcoyHas neganu3aums... Y4a4Ho CoeauHUB-
LWIMCb, OHU OTKPbIBAKOT HaM yAMBUTENbHbIM MUP MpokodbeBa, AenatoT 3pu-
MbIM MpenecTHbIn 06pa3 [KynbeTTbl, HAWBHOW AEBOYKM, OXBAYEHHOW
TPEneToM MepBoii 06BN.

Bcé 3To co34aHO pykamMu MyAporo M aobporo XymoxHuKa - BosLieb-
HbIMW pyKamn Mapuu BeHnamuHoBHbl FOaMHOW.

MapuHa Apo3gosa
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SMCCD 0244-0245

ADD/MONO
CD1[51.17] TT: 101.54
Jlioasur BaH beTxoBeH (1770 — 1827)
CoHata N2 17 pe muHop, Op. 31 N2 2
1. Largo - Allegro 6.50
2. Adagio B.ALE
3. Allegretto 5.02
CoHata N2 26 Mu-6emonb maxop, Op. 81a «[poltanbHasn»
1. Das Lebewohl: Adagio - Allegro 5.22
2. Abwesenheit: Andante espressivo - 2.25
3. Das Wiedersehn: Vivacissimamente 5.34
CoHata N2 32 go muHop, Op. 111
1. Maestoso. Allegro con brio ed appassionato 8.00
2. Arietta. Adagio molto semplice e cantabile 12.45
CD 2 [50.37]
MoxanHec Bpamc (1833 - 1896)
CoHaTta N2 3 da muHop, Op. 5
1. Allegro maestoso 8.42
2. Andante espressivo 8.21
3. Scherzo. Allegro energico 3.45
4. Intermezzo. Riickblick. Andante molto 2.32
5. Finale. Allegro moderato ma rubato 6.38

MoraHH Ce6acTtbsiH bax (1685-1750) — ®paHy, JIucT (1811-1886)

OpraHHas npentoausa n dyra ng MuHop, BWV 543 9.34
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NoraHH CebactbsiH bax (1685-1750)

UTanbsHCKMIM KoHLepT Pa maxop, BWV 971.:
2. Andante

MoxaHHec Bpamc (1833 — 1896)
Banbc J1s 6emonb Maxop, Op. 39 N2 15

Cepren CepreeBud lNpokodbeB (1891 - 1953)

«Pomeo v xynbetrar, gecatb nbec ang doprenunaHo, Op. 75:
(6] 4. [hKynbeTra-AeBOYKa

Mapwus OguHa, popTenmaHo

3anucb ¢ KoHuepTa B KonoHHom 3ane Joma Coio30B
(6bIBWKMIK KoNnoHHbIM 3an bnaropogHoro cobpaHums)
MockBa, 20 oKT6ps 1954 roaa.

PaHee He nagaBaBLluMecs 3anvcu na apxusa loctenepagnodoHaa: (CD 1:[1]{6])

PectaBpauua u mactepuHr: Tamapa bagesiH, EneHa Cbiy
[Oun3zaiH: Makcum KomnaHeel,
McnonHutenbHbi npoatocep: EBreHunn NnatoHos

© & ® 2020 MockoBcKas rocyaapcTBeHHas KoHcepsatopusi UM. MN.M. YaikoBckoro
Bce npaBa 3aluuLeHb
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