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he Prelude and Fugue in G minor, BWV 535 is apparently a revised version of the early

cycle created by Johann Sebastian Bach after he entered into creative maturity. Therefore,

the thematic material that was known from the time of his predecessors, who were masters
of the north German school, the principles of its presentation in organ texture and even the struc-
ture of the whole (with the quasi-improvisational section at the end of the fugue that throws an
arch to the prelude) unfold on the basis of a single metro-rhythmic pulse, following the laws of
Bach’s typical dynamic dramatic concept.

The genre of chorale arrangement was central for the Lutheran composers, and Bach was
one of them. Each arrangement was based on canonized chants: a chorale and its musical in-
terpretation (general mood or emphasis on the semantic meaning of a separate stanza or even
a word) was part of the composer’s creative task. “Schmiicke dich, o liebe Seele” (“Adorn your-
self, O dear soul”) is a detailed musical poem from the number of the Leipzig chorales, which
combine in a surprisingly harmonious manner chaste mysticism of church tunes with sincerity
and warmth of a lyrical feeling thus anticipating the era of romanticism.

Schumann wrote about this Bach piece in a letter to Mendelssohn: “You yourself confessed
to me that if life were to deprive you of hope and faith, this one chorale would bring it all back
again to you”.

Schmiicke dich, o liebe Seele,
laR die dunkle Stindenhohle,
komm ans helle Licht gegangen,
fange herrlich an zu prangen!

Denn der Herr voll Heil und Gnaden
will dich jetzt zu Gaste laden;

der den Himmel kann verwalten,
will jetzt Herberg in dir halten.
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The musical symbolism, already declared in the theme that includes a rhetorical figure re-
peated thrice - a graphic representation of the cross, testifies to the “passion” content of Pas-
sacaglia, BWV 582, associated with the events of the Saviour's last days on earth, Calvary and
the crucifixion:

The neat structure of the form is based on numerical symbolism: in the first section (the pas-
sacaglia proper - variations on an invariable bass theme) - 21 (3 7) statements of the theme,
with the same number in circulation - 12 statements of the theme - in the second section
(a double fugue, in which the theme of passacaglia is divided into two parts that have a contra-
puntal link and sound now in simultaneity).

)
¢

T

"

Ffertr ot TE e

The instrumental transcriptions of works were not something exceptional in the Baroque era.
So, Bach made several organ and clavier arrangements of instrumental concertos by Antonio
Vivaldi, Alessandro Marcello and others. Transcriptions of his own pieces were not infrequent
t0o. An aria from a sonata could be easily turned into a part of a violin sonata, or a fragment of
a cantata into an organ chorale prelude, as in the famous “Wachet auf, ruft uns die Stimme”
(“Wake up, the voice calls us”) filled with signal intonations that urge us to be awake.

Wachet auf, ruft uns die Stimme
Der Wdchter sehr hoch auf der Zinne,
Wach auf du Stadt Jerusalem!
Mitternacht heilt diese Stunde!
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Sie rufen uns mit hellem Munde:

Wo seid ihr klugen Jungfrauen?

Wohl auf, der Brautigam kommt,
Steht auf, die Lampen nehmt!
Alleluja!

Macht euch bereit zur Hochzeitsfreud;
Ihr miisset ihm entgegengehen!

Zion hort die Wéchter singen,

Das Herz tut ihr vor Freuden springen,
Sie wachet und steht eilend auf.

Ihr Freund kommt vom Himmel prachtig,

Von Gnaden stark, von Wahrheit méchtig;

Ihr Licht wird hell, ihr Stern geht auf.
Nun komm, du werte Kron,

Herr Jesu, Gottes Sohn!

Hosianna!

Wir folgen all zum Freudensaal

Und halten mit das Abendmahl.

Herzlich tut mich verlangen
nach einem selgen End,
weil ich hier bin umfangen
mit Triibsal und Elend.
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Ich hab Lust abzuscheiden

von dieser argen Welt,

sehn mich nach ewgen Freuden:
0 Jesu, komm nur bald.

The Prelude and Fugue in B minor BWV 544 also comes from the Leipzig period. The
B minor key is one of the most tragic for the composer; it is the key of his High Mass and the aria
“Erbarme dich” from St Matthew Passion, which tells of repentance that followed Peter's abdi-
cation.

The expressive pitch of the Prelude determines the initial thematic element based on the
rhetorical figures tirata (arrow) - an imperative scale-wise descent, and suspiratio (sigh) -
sorrowful second intonations. The intense emotional tone is conditioned by the predominance
of reduced harmonies, constant syncopation and a dotted rhythm, which often corresponds to
the moment of the Flagellation of Christ in Bach's cantatas with scenes from the Bible.

The outlines of the fugue theme are a graphic image of Calvary:

The melodic line of this theme, rhythmically straightened, unfolds conjunctly and gradually,
smoothly returning to its starting point like the rhetorical figure circulatio (the Latin for circle as
a symbol of eternity). The culmination of the fugue is the final three-time statement of the theme
in the lower voice, built as a grand ascent - the prophecy about the Resurrection of Christ.

Robert Schumann wrote his Six Fugues on B.A.C.H., op. 60, as well as Sketches, op. 58,
and Studies in Canon Form, op. 56, for the pedal piano. Back in 1800, Johann Gottlieb Wagner
in Dresden tried to expand the capabilities of the piano by adding a pedal keyboard to it to be
able to play with feet. However, the new instrument was never widely used.
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The Prelude and Fugue in G Minor is an early piece by Johannes Brahms. It amazes with
perfection of the whole, where the drama of the content is combined with laconism of the form
(Brahms went very far from it in his mature period). Among everything else, the cycle had an in-
structive purpose - to study the laws of organ writing. Brahms took the cycles written by Bach
and his predecessors, the north German masters, as examples. As for the Prelude and Fugue
in G minor, we may assume with a great deal of confidence that Bach’s Prelude and Fugue
in G minor BWV 535 was a concrete model.

The Eleven Chorale Preludes, op. 122, is the last opus published in 1902 posthumously.
This cycle, a sort of spiritual testament of the composer, was created in 1896, after Clara Schu-
mann’s death - “the only person | truly loved” as Brahms admitted to his friends on the day of
her funeral. “His music brings peace, which is tamed anxiety.” The words said by Franz Grasberger,
a Brahms researcher, might be the best way to convey the mood of these concise and very emo-
tionally concentrated miniatures.

0 Gott, du frommer Gott
Du Brunnquell guter Gaben,
Ohn' den nichts ist, was ist,
Von dem wir alles haben:
Gesunden Leib gib mir,

Und dal in solchem Leib
Ein" unverletzte Seel'

Und rein Gewilen bleib'

The triumphant march “Nun danket alle Gott” (“Now thank we all our God”) by the German
romantic composer Siegfried Karg-Elert was written on the theme of the jubilant, solemn choral:
“Now thank we all our God, with heart and hands and voices, who wondrous things has done, in
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whom this world rejoices; who from our mothers’ arms has blessed us on our way with countless
gifts of love, and still is ours today”.

In the nineteenth century, the revival and popularization of Bach’s music began thanks to
the active work of Felix Mendelssohn, who organized, for the first time after the great composer's
death, the performance of St Matthew Passion, a grand oratorio for soloists, choir and orchestra.
Among the Romantic composers, Mendelssohn was one of the few, in whose oeuvre organ works
held a high position. So, he created Six Sonatas, op. 65, Preludes and Fugues, op. 37, and
a number of other pieces.

“He is the Mozart of the nineteenth century, the most illuminating of musicians, who sees
more clearly than others through the contradictions of our era and is the first to reconcile them”,
said Robert Schumann. Mendelssohn’s enthusiastic and bright world perception, artlessness
and warmth of lyrical utterance combined with classical orderliness of the form, balance of emo-
tions and harmony - even in dramatic images! - were realized in the works created for the “king
of instruments”.

Mendelssohn’s 6 Sonatas, op. 65, are the first examples of organ romantic sonata. This is
where the composer relies on the genres and forms that were typical of the Lutheran organ tra-
dition, the internal development of which is determined by the laws of romantic drama. So,
Mendelssohn introduces the melody of the chorale “Was mein Gott will, das g'scheh allzeit”
(“What my God wants, may it always happen”) in the extremely polyphonized musical texture of
the first movement of Sonata No. 1 in F minor, thus creating an affinity between the poem and
the genre of chorale arrangement presented and experienced by the romantic composer.

César Franck is rightly recognized as an outstanding reformer of nineteenth-century French
organ music. His twelve pieces “for the big organ” created between 1860 and 1890, including
three chorales, FWV 38 to 40, are majestic canvases that became heralds of a new style - organ
symphonism. Only with its name of the Chorale in A minor reminds of the old genre, while it is
essentially a large-scale symphonic poem based on the principles of contrast drama, figurative
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transformation of themes and realization of extreme emotional states. From 1859 until his death,
Franck was an organist at the church of Sainte-Clotilde, where Liszt heard his improvisations one
day. Vincent d’Indy, a disciple of Franck, recalled: “Liszt left the church sincerely agitated and
admired... “These masterpieces belong next to the masterpieces of Sebastian Bach”, he ex-
claimed”.

Franz Liszt’s piano prelude “Weinen, Klagen, Sorgen, Zagen” (“Weeping, crying, sorrow,
sighing”) of 1859 can be considered his first turn to J.S. Bach’s cantata of the same name. In
1862, after the death of his daughter Blandine, Liszt created piano variations on the same theme,
and a year later an organ version of the piece. This is probably one of the most spontaneous de-
piction of human suffering in music, of all its stages - sorrow, streams of tears, violent torments,
paroxysms of despair... The piece ends in cathartic serenity - there comes the theme of the
chorale “Was Gott tut, ist wohlgetan” (“What God does, that is done well”), which signifies rec-
onciliation and tranquility of the soul.

Transcriptions of other composers’ pieces hold a special place among Liszt’s organ works.
Probably, Liszt's purpose was not only to popularize the originals, but also to study the organ
composition techniques,. Incidentally, it is confirmed by the fact that almost all of the transcrip-
tions belong to the same period, from 1860 to 1865. Among them is a gem of Bach's lyrical
music: the famous Adagio from the Fourth Sonata for violin and harpsichord in C minor, BWV
1017. The small conclusion of the piece in the chorale texture is missing in the original - it is
Liszt's epilogue that reveals the spiritual and symbolic plan of the piece, which is present even
in Bach’s works written in chamber style and having no applied - directly ecclesiastical - pur-
pose.

The Prelude and Fugue on B.A.C.H. is Liszt's most famous organ composition. The musical
monogram of the greatest genius’s name as a theme was used in the organ works of the classi-
cists Justin Knecht and Christian Heinrich Rinck. The romanticists Robert Schumann and Max
Reger paid tribute to J.S. Bach too. This tradition is still alive in our days. As for Liszt, he dedicated
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the cycle to his pupil Alexander Winterberger (1834 - 1914) and intended it for the opening of
the organ in Merseburg in 1855. However, he did not finish the piece by the appointed time,
and it was premiered a year later. In 1870, Liszt created the second edition of the work and its
piano version at about the same time. The name of Bach served as just a musical theme of the
work, which even in form was closer to Liszt's symphonic poems than to classical cycle. Its fig-
urative sphere is of course a totally Liszt element: sky and earth, chaos and cosmos, heaven and
hell - and all this fits into one human heart through which, as Heinrich Heine put it, “the great
world-wound passed”.
Elena Tsybko
Ph.D. in History of Arts

The Moscow State Tchaikovsky Conservatory thanks Natalia Malina, an Honoured Cultural
Worker and head of the conservatory’s organ workshop, Andrei Shatalov, an organ builder, Elena
Skuzovatova, director of the Krasnogorsk Children's Choir School "Alye Parusa”, llya Rezayev,
a soloist of the Vyatka Philharmonic Society, Irina Shilyaeva, a musicologist, and the organists -
Ph.D. in History of Arts Elena Tsybko, Ekaterina Spirkina and Marina Badmayeva, for their assis-
tance in the preparation of this release.

==
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pentoamns u ¢yra conb muHop BWV 535 sgnsieTcs, no Bce BUAMMOCTH, nepepaboT-
KOV HOHOWeCKOro LuKkna, ocywectBnéHHoM U.C. baxom, yxe BCTYNUBLWMM B NOpPY
TBOPYECKOV 3penoctu. [103TOMy 3HAKOMbIN eLilé N0 NPOU3BEAEHUAM €ro npejLle-
CTBEHHMKOB - MacTepOB CEBEPOHEMELKON WKOMbI - TEMATUYECKUI MaTepuan, NPUHLUNGI
€ro U3NI0KeHNs B OpraHHOM daKType 1 Aaxe CTPYKTypa Lenoro (C 3aBepliatowmm dyry quasi-
MMMPOBM3aLMOHHLIM Pa3fenoM, NepekuabiBatoLLM apKy K Npenionn) pa3sopaynBaloTcs
Ha OCHOBE €IMHOr0 METPOPUTMUYECKOrO Ny/ibca, Cieays 3aKoHaM TUMUYHO 6aXOBCKOM Au-
HaMWYHOW ApaMaTypruu.
aHp xopanbHoi 06paboTKM 3aHUMan LeHTpanbHoe MeCTo B TBOPYECTBE KOMMO3MUTO-
POB-Nt0TEPAH, K KOTOPLIM NpUHazNexan u bax. B 0CHOBE Kama0M U3 HUX - KAHOHU3UPOBaH-
HO€e MecHOMeHue: xopan, My3blkaabHOE TONKOBaHWE KOTOPOro (06lee HaCTPOeHWe WK
AKLEHT Ha CMbIC/IOBOM 3HaYeHWUM OTAENbHOM CTPOdbLI UM Aame CNoBa) BXOAWO B TBOPYE-
CKyto 3agavy komnosutopa. «Schmiicke dich, o liebe Seele» - pa3BépHyTas My3bikanbHas

noama 13 yucna «J1einuuUrcK1x Xopanos», B KOTOPbIX LiENOMYAPEHHAsA MUCTUKA LIEPKOBHbIX
HaneBoB yAWBUTE/IbHO FAPMOHUYHO COYETAETCS C MCKPEHHOCTbIO M TEMIOTOM IMPUYECKOrD
4yBCTBa, NPEABOCXMLLAIOWMMM 3MOXY POMaHT3Ma.

06 atoit nbece baxa LLlymaH nucan MeHAenbCoHy: «Kak Tel cam MHE MPU3HaBasCs, eCu
JKM3Hb OTHUMET y Te6si HaZexay M Bepy, T0 0A1H TOJIbKO 3TOT XOpas CHOBA BEPHET 1X Te6e».

Schmiicke dich, o liebe Seele

[ywa B0o3nt061eHHas, 06neKknchb Kpacoii!
OcTaBu MpaK nyTen rpexoBHbIX,
CusiHbeM Heba 03apuChb,

Jlysamun pagocti AyxoBHOM!

Mo MMNOCTM Hen3peyeHHo

focnoab 30BET Te6s — nam!
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O6uTens naposas, Topel BeceneHHo
B Te6e xenaet CBOV NpuIOT HalTy.

0 «naccuMoHHOM» copepaHun Maccakanum BWV 582, cBszaHHOM C COOLITUAMM MO-
cnepHux AHei Cnacutens Ha 3emne, fonrodsbl M KPECTHbIX MyK, CBUAETENLCTBYET My3blKaslb-
Has CMMBONMKA, 3asiB/IEHHAs yiKe B CaMOM TeMe, BK/KOYAKOWEN TPUMK AL NOBTOPEHHYIO
pUTOpUYECKY0 GUrypy - rpaduyeckoe M3obpameHne KpecTa:

CTpoiiHas KOHCTPYKLMA GOpPMbI ONMMPAETCA B CBOEH OCHOBE Ha YMCIOBYH CMMBOMKY:
B NepBOM pa3sjesne (COBCTBEHHO naccakanus - Bapualum Ha HeU3MEHHY0 6acoByto Temy) -
21 (3x7) npoBeAeH1e TeMbI, TO e YAC0 B 06palleHnn - 12 npoBeeHni TeMbl - BO BTOPOM
paszene (ABOMHas ¢yra, B KOTOPOW TeMa naccaKkanauu AeNUTCA Ha [BE YacTW, COeAnHAI0-
LIMeCs KOHTPaNYHKTUYECKHM U 3ByYaluue Tenepb B OfHOBPEMEHHOCTH).
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MHCTpyMeHTabHble NePeNoXeHNst COYMHEHUI He ABASNNCH YEM-TO UCKIIOYUTENbHBIM B
anoxy 6apokko. Camomy baxy NpUHaANEKUT HECKOBKO OpraHHbIX M KNaBUPHbIX 06paboToK
MHCTPYMEHTa/bHbIX KOHLEPTOB A. BuBanbau, A. Mapyenno 1 pyrix aBTopos. Hepeaku B ero
TBOPYECTBE M aBTOTPAHCKPUMNLMK - apusi U3 COHATLI JIErKO NPeBpalianach B 4acTb CKPUNUY-
HOW COHaTbl, @ PparMeHT KaHTaTbl - B OPraHHyI0 XOpaabHylo NPEANI0, KaK B 3HAMEHUTOM
«Wachet auf, ruft uns die Stimme», npoHM3aHHO CUrHaNbHBIMK MHTOHALMAMM, NPU3bI-
BaloWMMM 60APCTBOBAT.
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Wachet auf ruft uns die Stimme
B3oweawn Ha KpoBsAio,

CTpax HouM B3bIBAET:

«[TpocHUCD, CBATLIN ropog Mepycanum!
Mpo6un Yac NOAHOYHBI,

BCTaBaiiTe, BCTaBaure,

pasymHble eBbl!» — B3bIBAET OH K HUM.
«Y 6113Ko HeHnx Baw,

HaBcTpeuyy cnewwure,

CBETUNbHUK 3airuTe, Hac fonoc 30BET!

Beab 310 CbiH Boxui,
McnonHeHHbIn Mpasabl,
CssiToii bnarogatn —

OH ¢ He6a rpsigét!»

Ha 3emit0 HUCLWeAWWHI,
TBOPLOM HUCNOCNAHHbIN!
Cnewwure, cnewute Ha cBafebHbIA nup!
CKopeii NpobyxaaiTech,
Hac ronoc c3biBaer,
Mpo6un Yac wenaHHbIN —
Jnkyet Becb Mup!

Herzlich tut mich verlangen
B cepaeyHoii pafoctv cTaxa
nocneAH1N Yyac 3eMHOro 6bITnA,
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Kak s uamyueH, s ctpagat. ..
PaccTtatbCsl ¢ MUPOM Xamay .
Monto 0 pagocT HeGecHoiA,

MHe onocTbinen Mup 3eMHOM.
MCTOYHMK BEYHOrO GnameHCTBa,
Hucyc, Kk Tebe cTpematoch Aywoii!

Mpentoaus n ¢pyra cu muHop BWV 544 Takike npuHagnexar nennuurckomy nepuogy.
TOHaNbHOCTb CU MUHOP - OAHA W3 CaMblX TPArMYECKMX ANS KOMNO3WUTOPa, 3T0 TOHabHOCTb
ero BbicoKkow mecchbl, apuun «Erbarme dich» n3 «Ctpacteii no Mardeto», pacckasblBatollen o
pacKasiHuu, NocnefoBaBLlLEM 3a OTpeyeHueM [leTpa.

IKCMpeccuBHbIN cTpow lMpenioaun onpefensiet HavyanbHbli TEMATUYECKUIA 3NIEMEHT, B
OCHOBE KOTOPOro putopuyeckune durypsl tirata (ctpena) - umnepatMeHoe raMmoobpasHoe
HUCXOXKAEHWE, U suspiratio (B340X) - FOPECTHbIE CEKYHA0BbIE MHTOHALMK. HanpsKEHHbIN
3MOLMOHaNbHbIA TOHYC 06YCNOBAEH NPeobaagaHnemM YMEHbLEHHbBIX FrapMOHUIA, NOCTOSHHBIM
CMHKONMPOBAHMEM, NYHKTUPHBIM PUTMOM, KOTOPLIM B KaHTaTax baxa Ha EBaHrenbckue cio-
KETbl YacTO COOTBETCTBYET MOMEHTY GUYeBaHMs XpucTa.

KoHTypbl Tembl dyru - rpaduyeckoe nsobpaxenne fonrodol:

Menoauyeckas NMHUS 3TON TEMbI, PUTMUYECKM BbINPAMAEHHASA, Pa3BEPTLIBAETCS NOCTY-
NEHHO Y NOCTENEHHO, NNaBHO BO3BPALLasCh K MCXOAHOM TOYKE NOA06HO PUTOPUYECKON GU-
rype circulatio (nat. Kpyr - cumMBon Be4yHoCTH). KynbMUHauua Gyrn - 3akiouutensHoe
TPEXKPATHOE NPOBEAEHME TEMbI B HUMKHEM r0/10Ce, BLICTPDOEHHOE KaK rPaHAMO03HOE BOCXOK-
[leH1e - NpopoYecTBO 0 BoCKpewweHnn XpucTa.
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LWecTtb ¢yr Ha uma BACH, op. 60, Take Kak cKu3bl, 0p. 58 v Mbeckbl B KAHOHUMYECKOM
dopwe, op. 56, npeaHa3HayveHbl Po6eprom Lymanom ans neganbHoro doprenmaro. Ewe B
1800 rogy MoranH fotanb BarHep B [lpesaeHe nbiTancs paclumputb BOSMOXKHOCTU GopTe-
nuaHo, 206aBNAs K HEMY NeJanbHY0 KNaBuatypy - Ans Urpbl HOramMu, OAHAKO HOBBIW WUH-
CTPYMEHT TaK M He NONYYMN WHMPOKOIO PacnpoCTpaHeHus.

Mpentoauns 1 dyra conb MUHOP - paHHee counHeHne WoranHeca bpamca. B HéM nopa-
KaeT COBEPLIEHCTBO LieI0ro, B KOTOPOM pamaTu3M COAepHaH1s CoYeTaeTcs C TaKOHU3MOM
dopmbl (0T Yero B 3penbiid nepuog TBOpYecTBa bpamc oTowén BecbMa Aaneko). 30T UMK
C03/1aBancs, B TOM YUCNEe U B UHCTPYKTUBHBIX LIENAX - NS U3Yy4eHWUs 3aKOHOMEPHOCTEN op-
raHHoro nucbma. O6pasuamu bpamcy ciyxuin nonupoHnyYeckue uukbl baxa u ero npea-
LIECTBEHHWUKOB - CEBEPOHEMELIKMX MacTepoB, NPUYEM B OTHOLWeEHUM Mpentognu u dyrv conb
MUHOP MOXHO C 60/1bLUOV A0NeN yBEPEHHOCTM NPEANON0KMUTL CYLLECTBOBAHUE KOHKPETHOM
mogenu - Mpentoanu n dyrv conb muHop BWV 535 W. C. baxa.

OAMHHaAUaTb XOpanbHbIX Npentoanii, op. 122 - nocnefHuii onyc, ony6aMKOBaHHbIN
8 1902 roagy, nocMepTHO. 3TOT LMKA, CBOEr0 POAa «AyXOBHOE 3aBellaHne» KOMNo3nTopa,
6bin co3paH B 1896 rogy, nocne cmeptn Knapsl LWymaH - «eJMHCTBEHHOIO YenoBeKa,
KOTOPOTro Mo-HacToAleMy Nl06UN», KaK Npu3HaBancs bpamc B AeHb NOXOPOH CBOEMY
npyry. «<Ero mysblka HECET MOKOW, KOTOPbIA €CTb YKPOWEHHOE 6eCnOKOMCTBO», - CN0Ba
®paHua pacbeprepa, ucciepoBatens TeopyecTBa bpamca, MOXeT 6biTb, Ny4lle BCEro
nepejatT HaCTPOEHME 3TUX TaKOHUYHBIX U 04eHb AIMOLMOHANbHO KOHLEHTPUPOBAHHbIX
MWUHKWaTIOP.

0 Gott, du frommer Gott

0, lTocnoab Beebnarui!

Tbl — UCTOYHMK AapoB,

KaK HUYTOXHO 3eMHO€E UMEHbE!
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Mownun n3baeneHbe 6eCCMEPTHON ayle,
W teny nogaii ucueneHbe!

TpuymbanbHbiit mapw «Nun danket alle Gott» Hemelkoro KoMno3utopa-poMaHTUKa
3urdpupa Kapr-dnepra HanucaH Ha TEMY IMKYIOLLErO, TOPKECTBEHHOIO Xopana: «Bo36na-
rogapum Bce [ocnoga! Bcem cepauem, u yctamu, v JESHUAMU PYK Halmx, M60 HUCnocaan
OH Benmkyto Gnarogats Ham u Bo Bce npegessl. OH, KTO HaM B yTpo6Ge MaTepuHCKOM U1 ¢ ca-
MOro MiaAeH4Y€ecTBa CTo/IbKO 6/1ar COTBOPW M MPOAO/IKAET Hac MMM 04apATb».

B XIX cTonetnn Gnaroaaps akTMBHOM AesitenbHocTy @enukca MeHngenbcoHa, opraHun30-
BaBLUEro BrepBble Nocne cMepTi baxa MCNONHEHWE FPaHANO3HO OpaToOpUK ANS CONMUCTOB,
Xopa u opkecTpa «CtpacTv no Matdeto», Ha4anocb BO3POKAEHWE U NONYNApU3aLmUa My3blKK1
BEJIMKOro Komno3utopa. Cpean KoMNo3UTopPOB-POMaHTUKOB MEHAENLCOH - OAMH U3 HEMHO-
r1X, B YbEM TBOPYECTBE OPraHHbIe COYMHEHNS 3aHUMAIOT 3HaunTeNbHOE MeCTo. UM co3aaHbl
LecTb CoHat, op. 65, npentoann 1 dyru, op. 37 1 OTAENbHbIE NbECHI.

«310 MowapT AeBATHaAUATOro CToNeTHsI, — ckasan o0 Hém Pobepr LLymaH, - cambiii cBeT-
JIbIA My3blKa/bHbIV TanaHT, KOTOPbINA SICHee BCEX MOCTMIaeT NPOTMBOPEYUS 3M0OXU U J1ydlue
BCex npumupsieT ux». CBOMCTBEHHbIE 061Ky MeHAeNbCOHa BOCTOPKEHHOE U CBETI0E MUPO-
BOCNPUATUE, BE3bICKYCHOCTb U TENN0Ta IMPUYECKOrO BbICKAa3biBAHWA B COYETAHUN C Knac-
CMYECKOW CTPOMHOCTbIO (GOPMbl, YPAaBHOBELWEHHOCTb 3MOLMA, FrapMOHMA - Jaxe B
ApamaTnyeckux obpasax! - HaxoAaT CBOE BOMNOLLEHME U B TPOM3BEAEHUAX, CO3AAHHbIX ANs
«KOPO/I MHCTPYMEHTOB».

6 coHaT MeHaenbcoHa, op. 65 - nepBble 06pasLbl OpraHHOM POMAHTUYECKO COHaTbI.
B HWUX KOMNO3UTOP ONMPAETCH Ha TUNMUYHbIE ANS NKOTEPAHCKOW OPraHHOM TPaAULMK KaHPbI
1 GOpMbl, BHYTPEHHEE PA3BUTUE KOTOPbLIX ONPESENsIOT 3aKOHbI POMaHTUYECKON Jpamartyp-
rmun. Tak, B npesesbHO NOMMGOHM3UPOBAHHYIO My3blKalbHY0 TKaHb 1-i yacTn CoHaTbl
N2 1 ¢pa muHop MeHaenbcoH BBOAUT Menoauio xopana «Was mein Gott will, das g'scheh
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allzeit» («4ero locnogab xenaeT, T0 BCeraa 1 6bIBAa€T»), YTO POAHWUT 3Ty ApPAaMaTUHECKY0 N03MY
C XaHPOM xopanbHoi 06paboTKK, NpeacTaBNEHHON U NPOYYBCTBOBAHHOM KOMNO3UTOPOM-
POMaHTUKOM.

Ce3ap ®@paHK no npasy NpKU3HaH Bblgatowmmcs pedopmatopom GpaHLy3CKON OpraHHON
My3blKK XIX BeKa. Ero 12 nbec «ns 601bWOro opraHa», cosgaHHble ¢ 1860 no 1890 rogbl
(B TOM 4ucne «Tpu xopana» FWV 38-40), - BesiyecTBEHHbIE NONOTHA, CTaBLUNE NPOBO3BECT-
HUKaMM1 HOBOTO CTW/ISt — OPraHHOro cMMGOHM3Ma. Xopasn il MUHOP Wb CBOMM Ha3BaHUEM
HanoOMMWHaeT 0 CTaPMHHOM KaHpe, a MO CYLECTBY ABASAETCA MAcCWTabHON CUMOOHUYECKON
NO3MOK, B OCHOBE KOTOPOM — MPUHLMMbI KOHTPACTHOW ApaMaTtypruun, obpasHas TpaHcdop-
Mauus Tem, BOMNOWEHWE KpalHUX AMOLMOHaNbHbIX cocTosHmuid. C 1859 roga u fo camoin
CMepTH PpaHK Cywun opraHncTom Lepkeu CeH-Knotunba, rae oaHamabl ero MMNpoBU3aLMn
ycnblwan Jiuct. YdeHnk ®dpaHka BeHcaH A'3HAM BCnoMUHan: «JIUCT BbIEN U3 LIEPKBM UC-
KPEeHHe B3BOJIHOBaHHbIN M BOCXUILEHHBIN. .. “OTUM Wweaespam npejHa3Ha4yeHo MeCTo PSAoM
¢ weaespamm CebactbsiHa baxa!” — BOCKINKHYN OH».

NepsbiM 06palieHnem ®eperua Jiucta Kk Teme KaHtatbl U.C. baxa «Weinen, Klagen...»
(«Cnésbl, B340XM...») MOXKHO CYUATATb OAHOMMEHHYIO Npentoauto Ans gpoprennaHo (1859).
B 1862 rogy, nocne cmeptn fovepu baaHauHbl, JICT co3agan Bapuaumu ana ¢oprenmaHo
Ha Ty Xe Temy, a rojoM MO3¥e - OPraHHyl0 BEPCUI0 COYMHEHUA. ITO, HABEPHOE, OAHO U3
CaMblX HEMOCPEACTBEHHbIX BOMJIOWUIEHMIA B MYy3bIKE YeJI0BEYECKOr0 CTPaJaHus, BCEX €ro CTy-
neHeii: nevyanu, NOTOKOB CNE3, HEUCTOBbLIX MYK, NAPOKCU3MOB OTHasHKSA... 3aKaHuYMBaeTCA
nbeca KatapCMYyecKMM NpOCBETNeHUEM - 3BY4UT TeMa xopana «Was Gott tut, ist wohl getan»
(«Y710 lOCMOAL TBOPUT, TOMY M HAZIEKUT ObITb»), KOTOPAS 3HAMEHYET NPUMUPEHNE, YCNOKOE-
HUe, 06PETEHHbIE AYLION.

0co60e MeCTo B OpraHHOM TBOPYECTBE JIUCTa NPUHANEKNT TPAHCKPUMNLUAM COYUHEHNIA
APYrux KOMNo3uTopoB. BeposTHO, JIUCT Ayman He TObKO 0 NONyAsipu3aLumu OPUrMHaN0B, HO
1 U3y4an TakuM 06pa3oM 0COOEHHOCTU TEXHUKM OPraHHOM KOMNO3ULMM, YTO, KCTaTH, Noa-
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TBEPKAAETCA TEM, YTO NOYTH BCE NEPEIOKEHNS OTHOCATCS K 0aHOMY nepuogy (1860-1865).
B ux yncne - oHa U3 emuyKuH 6ax0BCKO TMPUKK: 3HaMmeHuToe Adagio 13 YeTBEpTON CO-
HaTbl AN CKPUMKK U KnaBecuHa A0 MuHop, BWV 1017. He6onbluoe 3aknoyeHne Nbechl B
X0opanbHOM GaKType OTCYTCTBYET B OPUrMHae - 3T0 IMCTOBCKOE NOCNECNOBUE, KOTOPOE Bbl-
ABASET LyXOBHO-CUMBONIMYECKUIA MN@H NbeChl, NPUCYTCTBYIOWMI Jaxe B COUMHEHMsX baxa,
npuUHaAneXallMx KaMepPHOMY CTUIIIO U HE MMEILLMX MPUKNAAHOTO - HENOCPEACTBEHHO Lep-
KOBHOTO - Ha3HaYeHus.

Mpentopus u dyra Ha Temy B.A.C.H. — camoe 3HaMeHWUTOE OpraHHoe CoYMHeHwe Jlucta.
Mcnonb3oBaHKe My3blKaabHOM MOHOTPaMMbl UMEHM BENMYANLLIEr0 FrEHUs B Ka4ECTBE TEMbI
BCTPEYAETCA Ye B OPraHHbIX KOMMNO3ULMAX KnaccuuucToB (KHexT, PUHK), AaHb NOYTEHMUS
W.C. baxy otganu pomantukm (LLymaH, Perep), U B HawWww iHW 3Ta TpaauLMs No-npexHemy
aKTyanbHa. JIMCT NOCBATUA 3TOT LKA Anekcanapy Buntep6eprepy (1834 - 1914), ceoemy
YYEHUKY, U NpeAHa3Hayan ero As OTKPbITUS opraHa B Mep3ebypre B 1855 rogy. OaHaKo K
Ha3Ha4eHHOMY CPOKY Mbeca He 6bla OKOHYeHa, U NepBoe UCMONHEHUE COCTOSAN0CH JINLLb
rog cnyctsi. B 1870 rogy KoMno3utop co3aan 2-t0 peaakLuio 3T0ro COYMHEHNS U NpUBAN3K-
Te/bHO B TO e BpeMs ero dopTenuaHHyto Bepcuio. Mms baxa nocnysuno b My3biKanbHow
TEMOW NPOU3BEAEHMS, KOTOPOE Aake no dopme bauke cCUMPOHNYECKUM noamam JlucTa, He-
KENM Knaccuyeckomy uukny. Ero o6pasHas cdepa - 310, KOHEUHO e, TOXeE LeMKOM U noA-
HOCTbIO IMCTOBCKAsA CTUXMA: HE6O M 3eMNs, XaoC U KOCMOC, paii v af, - v BCE 3T0 BMeLLaeTcs
B OJHY Yes0BEYeCKyI0 ylly, B KOTOPOM, no cnosam [ leiiHe, «npowna Bennkas MMpoBas
TpeLwuHanr.

KaHAwuAaT MCKyCCTBOBEAEHUS
E.H. Lpi6KO

CBOOO/HbIN M03TUYECKMI ePEBOA TEKCTOB X0pasioB
A.A. NapwwuHa
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MocKoBCKas rocyfapcTBeHHas KoHcepBatopus umenn I, M. Yaikosckoro 6narogaput
3aBefyloLLyl0 OpraHHOM MacTepCKoi KOHCEPBATOPUM 3aC/YIKEHHOTO PabOTHUKA Ky/bTypbl
Poccun Hatanbto BnagumupoBHy ManuHy, opraHHoro mactepa Anapes KoHCTaHTMHOBMYa
LLlatanoBa, aAupektopa KpacHoropckom [leTckoii XopoBow WKonbl «Anble napyca» Eneny len-
HazibeBHY Cky30BaToBy, conucta Batckon dunapmonnn Unbto Barndosuya Pusaesa, My3bl-
kosesy MpuHy MetposHy LUunsesy, opraHUCTOB KaHAuAata WUCKyccTBoBefeHus Eneny
HukonaeBHy Libi6Ko, EkaTepuHy AnekcaHapoBHy CnupkuHy u MapuHy CepreeBHy bagmaesy
3a COAENCTBME B NOATOTOBKE W3/jaHNA HacTosLwero anb6oma.
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CD 1:77.08
WUoranH CebacTbsH bax (1685 - 1750)
Mpentoausa u gyra conb MuHOp, BWV 535
Mpentoaus
dyra
Schmucke dich, o liebe Seele, BWV 654
MNaccakanus 4o muHop, BWV 582
Wachet auf, ruft uns die Stimme, BWV 645
Herzlich tut mich verlangen, BWV 727
Mpentoaua u gyra cv MuHop, BWV 544
Mpentoaus
®yra
PoGepr Lllyman (1810 - 1856)
®yra N 1 u3 umkna «lWectb ¢yr Ha Temy B.A.C.H», op. 60

Horannec Bpamc (1833 - 1897)

Mpentoana n ¢yra conb MuHop, WoO 10
Mpentogua
®yra

Herzlich tut mich verlangen, op. 122 No. 10

3urdpup Kapr-3nepr (1877 - 1933)
TpuymdansHbii maplw «Nun danket alle Gott»

Anekce# lMapuuH, opran
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SMC CD 0256-0257
DDD/STEREO
TT: 156.30

2.57
5.02
9.40
15.18
4.41
3.58

6.55
5.33

6.51

3.37
4.15
4.03

3.47

(6], 2], [8]

(]

o], [11]

ERRED|
Gl E

e]
7 E]

]
[i], [11]
(2], @]

WHcTpymeHTbI:

OpraH Aristide Cavaillé-Coll (1899). bonbLioit 321 MOCKOBCKO#M
rocyapCTBEHHO KOHcepBaTopun UMenu [1. W. YaiikoBcKoro

OpraH Alexander Schuke (1959). Manblit 3an MOCKOBCKO
roCyAapCTBEHHON KOHCepBaTopuu MMeHu T1. U. YaiikoBckoro

OpraH Hugo Mayer (1993). KoHLEPTHbIV 381 OpraHHOM U KamepHoM
My3bIKK BsTCKOM GpunapmoHun, Kupos, Poccus

OpraH Manfred Tonius (2009). KoHuepTHbIV 3an [LeTCKOM X0POBOA WKONbI
«Anble napyca», KpacHoropck, Poccus

B co3panumn CD ncnonb3oBaHbl 3anucu:

KoHuept 4 wionst 1997 roga. 3anuch 13 apxusa Anekces lNapluHa
KoHuept 10 Hos6ps 2017 roga. 3Bykopexuccép Muxaun Cnacckuit
KoHuept 13 nioHs 2017 roga. 3sykopexuncceép Muxann Cnacckuit
KoHuept 28 ntons 2000 roga. 3sykopexuccép Bnagumup Konuos
KoHuepT 4 okta6ps 2018 roaa. 3syKopexuccép Muxaun Cnacckuit
KoHuept 20 aHBapst 2018 roga. 3anuch 13 apxuBa Anekces MNapluHa
KoHuept 21 okta6psa 2018 roga. 3anuch U3 apxuBa Anekces lMaplmHa
KoHuept 13 dpespans 2012 roga. 3sykopexuccép Bnagumup Konuos
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CD 2:79.22 B coaganuu CD ucnonb30BaHbl 3aNUCH:

dennkc Menpgenbcon-bapronbam (1809 - 1847) [0-z]  KoHuepr 4 oktabps 2018 roga. 3sykopemmccép Muxann Cnaccruit
CoHata N2 1 da MUHOD, op. 65 [s], KoHuept 31 ntona 2005 roga. 3ByKopemucceép ImaHyanb AMTMaH

1. Allegro moderato e serioso 6.05
2. Adagio 3.14
3. Andante Recitativo 3.47 MacTepuHr: Muxann Cracckmii
4. Allegro assai vivace 3.29 Mepesoa; Hukonait KysHeuos
HoraHHec Bbpamc (1833 - 1897) [n3aiiH: Makceum KomnaHee,
Schmacke dich, o liebe Seele, op. 122 No. 5 251 McnonnuTenbHbI npoatocep: EBreHuid MnatoHos
[6] O Gott, du frommer Gott, op. 122 No. 7 5.14
Ce3ap ®pank (1822 - 1890)
Xopan N2 3 ns MuHop, FWV 40 14.39
®paHy Jiner (1811 - 1886)
Weinen, Klagen, Sorgen, Zagen, S. 673 19.40
(tpaHckpunuma Sinfonia u3 Kantatel N2 12 W.C. baxa, BWV 12)
[9] Adagio, S.661 (TpaHckpunuus Adagio U3 cKpunu4Hoii coHatsl N2 4 6.56
no muHop WU.C. baxa, BWV 1017)
Mpentogns 1 ¢yra Ha Temy B.A.C.H., S. 260/2 13.08

Anekce# Mapmu, opran

WHCTpyMenTbI:
[1-8] OpraH Aristide Cavaillé-Coll (1899). Bonblwoi 3an MocKoBCKo#
rocyAapCTBEHHOM KOHCEPBATOpUN UMeHM 1.1, YaliKoBCKoro
], OpraH J. Klais. 1978/1998/. KadeapanbHbiit cobop. Mpad,. ABCTpuA © & ® 2019 MocKoBCKas rocyaapcTeeHHas KoHcepsaTopus M. .M. HaitKosckoro. Bee npasa 3aluuiueHbi
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