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Johann Sebastian Bach (1685 - 1750)

Toccata in C minor, BWV 911
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Prelude and Fugue No. 9 in E major, WTC Il, BWV 878
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Prelude
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Prelude and Fugue No 18 in G sharp minor, WTC I, BWV 887
Prelude
Fugue
Prelude and Fugue No 22 in B flat minor, WTC |, BWV 867
Prelude
Fugue
Concerto No. 1 for Piano and Orchestra in D minor, BWV 1052
1. Allegro
2. Adagio
3. Allegro
Toccata in C minor, BWV 911
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So, the time for miraculous discoveries in Maria Yudina’s performing legacy con-
tinues, gaining strength, and the evidence is this CD dedicated to the keyboard
compositions of Johann Sebastian Bach performed by her. All the recordings ex-
cept the D minor concerto are published for the first time ever. By luckily coinci-
dence, the disc comes out on the eve of a remarkable occasion, the 270th
anniversary of the death of the great cantor, and includes a previously unreleased
unique recording of Yudina’s performance at the Bach anniversary celebrations
seventy years ago, on July 29, 1950, in Leipzig. It was a big concert of famous So-
viet musicians, including Mstislav Rostropovich, Maria Yudina, Zara Dolukhanova,
and Dmitri Shostakovich. Kirill Kondrashin, Karl Eliasberg, Tatiana Nikolayeva (al-
ready a winner of the Bach Piano Competition), Isai Braudo, and Pavel Serebryakov
were the other members of the Soviet cultural delegation. For Maria Yudina, it was
her first time abroad out of two.

The honor of finding this invaluable recording belongs to pianist Alexei Lubi-
mov, who admits that he owes a lot to Yudina in his career. Here's what he tells
about it.

“In 2016, once again leafing through Maria Yudina’s epistolary legacy so tho-
roughly and carefully published by Anatoly Kuznetsov, and tormented by the tho-
ught no films with her play were preserved or even ever made, | suddenly felt
something like a shot of intuition, which immediately turned into confidence. If
her letters, programs and posters of her tours, recordings of the recitals in Moscow
and Kiev have survived, then why the recordings of her performances in two co-
untries where Yudina was allowed to perform haven’t: in East Germany in 1950
and in Poland in 1954. After all, those were important events both culturally and
politically: in 1950, the 200th anniversary of Bach’s death, which was marked on
a solemn and grand scale; in 1954, the Month of Polish-Soviet Friendship held in
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many cities of Poland with the participation of the best Soviet artists. At that time,
Yudina was not that disgraced and ideologically persecuted artist as the ideological
machine made her during the years of the warlike confrontation with the e Western
avant-garde. By 1950, Yudina was considered a recognized interpreter of Bach,
and her membership in the large delegation of performers, composers, and mu-
sicologists was supposed to show the “superiority” of the Soviet performers of
Bach even to their German peers. On July 28, among numerous German and fore-
ign participants in that grand event, they attended the solemn laying of a gigantic
wreath on Bach’s grave in St. Thomas Church. And the next day, July 29, 1950, at
the Schauspiel, the gala concert of Soviet artists named “The World Honors Bach”
was held with Rostropovich and Yudina performing in the first part.

“Did the German radio and cinema capture the event? Earlier, when working on
his film about Yudina, director Yakov Nazarov inquired the German film archives
about it. The answer was always the same: “Yudina is out of documentary filming.”
Well, how about any radio recordings? | wrote to Jan Brachmann, a journalist for
the Frankfurter Allgemeine Zeitung, who | knew, and asked him to send an inquiry
to the DeutschlandRadio archive. The very next day, an answer came with a catalog
of Yudina’s recordings, in which | immediately saw that Leipzig concert with a
complete recording of Maria Yudina’s program: Toccata in C minor, four Preludes
and Fugues from the WTC, and Sarabande from the English Suite in G minor as an
encore! (unfortunately, only a fragment from Sarabande was preserved).

“Getting the recording was a matter of mere formality and friendly help. Mo-
reover, after a renewed request for the newsreels of the Bach event, | received
three links to their digitized copies. On one of them, we can see Yudina for three
seconds! She stands in the second row when they lay the wreath, motionless, as if
immersed in prayer. It was said she went all the way to Bach’s grave barefoot -
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this is how great was the meaning of the pilgrimage to the creator of immortal
music who she idolized!”

So, how was the Soviet pianist received in the great J.S. Bach’s homeland? We
learn about it from the reviews in German newspapers of those days. So far, we
have found some reviews of Yudina's recital in Berlin that took place immediately
after the Leipzig one, on July 30 at the Marble Hall of the House of Culture of the
Soviet Union and drew a wide resonance in the press. “The crowd was so big that,
despite the fact that the radiance of the summer Sunday beckoned to the streets
/ ... [, the Yellow Hall also had to join” (“Tagliche Rundschau”, August 1). Apart
from Bach (the Italian Concerto not featured on the disc was also performed), she
played Beethoven’s 32 Variations and the first movement of Appassionata, and
Brahms’ Intermezzo in C sharp minor. The success was immense and a “stormy
reception” expected the performer everywhere: “A real flurry of admiration forced
the pianist to perform one encore after another, which made the program twice
as long.” Speaking about Yudina’s performance of Bach’s compositions, the re-
viewers noted: “accuracy of touch, transparency, in which the polyphonic structure
shows through, the luster of the passages, marked by evenness and clear separa-
tion of sounds” (Tagliche Rundschau, August 1, 1950). They especially emphasized
the “uncompromising immersion in Bach’s spiritual world,” the striking intensity,
with which Yudina reveals his image, “always remaining a conscientious interpreter
of the great master’s powerful and once again captivating ideas” (“Nachtexpress”,
August 1).

We must give credit to the German critics for their accuracy and sensitive un-
derstanding of Yudina’s personality as a performer. Indeed, she is an ardent and
passionate artist, an artist of “extremes” (according to Grigory Kogan), who at
times shocks with her bold, unconventional readings of classical works, who re-
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veals other sides to her talent when she performs Bach: utter asceticism in cho-
osing expressive means, elevated detachment. Surrendering to the will of the Ge-
nius, she makes her presence minimal as a character, and allowing the music pass
through herself, she lets it pour out onto the keyboard. This involuntarily captiva-
tes and imperiously rivets the listener. | recall the words of Igor Belza: “When she
played, the word “performance” did not seem quite appropriate. Rather, it was an
action.”

Let us turn to Toccata in C minor, which opened Yudina’s performance that
memorable evening. The scale of its reading is enormous, where the whole “form
is very tense, based on extreme contrasts of tempo and sound” (Alexei Lubimov).
After a fast-flying, spontaneous introduction, a long Adagio sets in, the chorale
that Yudina plays with an even, detached sound, with practically no nuances. At
the same time, each of the three voices has its own timbre. She plays incredibly
slowly, closer to Largo. If you have not seen the sheet music, you might think that
the music is written in quarter notes, not eighth ones. With apparent immobility,
the movement of thought and spirit is conquering. The performer’s internal energy
is so great that the listener involuntarily finds himself involved in this action. And
now the fugue sets in, and the motion takes on quite real parameters: a fast, con-
stantly increasing tempo, but with a clearly palpable pulse (!), the performer’s light
and flowing sixteenth notes are miraculous, and her indomitable striving to move
on is amazing. Yudina plays this Toccata from the version by Egon Petri in the fa-
mous Busoni Edition. In the bass and cadenza passages, Petri offers octave do-
ublings and adds powerful vertical structures. Thus, Yudina creates an illusion of
organ sound, achieving an extraordinary scale of utterance.

This is also how Yudina appears in the Preludes and Fugues: she is no creator,
she only attends to, contemplates and communicates the great music with reve-
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rence and enthusiasm. And again, we hear very prompt tempos, light touches, and
endless motion, a kind of perpetuum mobile. In this regard, | would especially like
to note the rapidly passing Prelude in G sharp minor from the second volume of
the WTC with its captivating repeats of each period! Yudina’s ability to extract such
diverse timbres is amazing. It makes the polyphonic structure come to life and
speak! In the interweaving of three voices of the Prelude in E major (Vol. 2), a lively
conversation of angels is clearly audible.

The Prelude and Fugue in B flat minor from Vol. 1 was the last piece of the re-
cital. It is known that Maria Yudina spent a lot of time trying to find some stable
symbols of Bach's musical language. Under the influence of Boleslav Yavorsky and,
possibly, the book of Albert Schweitzer, she found her own concept of the Preludes
and Fugues from the first volume of the WTC based on evangelical parallels. Yudina
associated the B flat content of the minor cycle with the Shroud. Her performance
is imbued with sublime sorrow, inescapable sadness, and a sense of eternity. In
eternity, time does not flow the way it does on the earth. Therefore, the lengthy
and complex cycle is perceived in one breath.

We also included a broadcast recording of the D minor concerto performed by
Yudina at the Grand Hall of the Moscow Conservatory with the All-Union Radio
Orchestra conducted by Kurt Sanderling on October 8, 1956. This recording had
been released only once on Firma Melodiya vinyl LP in 1985. The rare coincidence
of the two big artists’ performing intentions is striking! Yudina naturally integrates
into a strict rhythmic tread and severe timbre colors of the small orchestral intro-
duction, becoming another instrument of the orchestra. So it should be, this is
how Bach conceived it: after all, this is not a romantic concerto with a reigning so-
loist. Such “subordination” does not in the least prevent her from expressing her-
self. On the contrary, she drew inspiration from this interlocution of the equals.
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No wonder she, who loved chamber music so much, said: "Being in the art together
is a joy!" This unity is felt in the second movement of the concerto, the perfor-
mance of which leaves a particularly deep impression. It sounds sublime and de-
tached. Its meaning is inexhaustible. This is a confession, this is a prayer. This is
a procession of worshipers. This is what the basso ostinato in the orchestra speaks
about. Perhaps this is a procession of admirers of the great Bach to his grave - the
path that Maria Yudina walked barefoot...

Toccata in C minor concludes the release once again, but now it is a later live
recording made in Moscow at the concert at the Grand Hall of the Conservatory
on November 23 of the same year of Bach’s anniversary. The concert program
was mixed: Bach was performed after Myaskovsky and before Mozart. It is ex-
tremely interesting to compare these two interpretations created in different cir-
cumstances. Thanks to the wonderful acoustics of the Grand Hall, the Toccata
sounds a little different: dazzlingly bright and spectacular! The breathtaking im-
provisational flow in the introduction and the indomitable onward motion in the
fugues are even more impressive. A surprise awaits us in Adagio: the tempo here
is much more active, the timbre is clear and clean, and the interweaving of voices
is captivating. But we do not hear that prayerful state that Yudina was possessed
with there, on the holy land of Bach, where her performance was a secret act of
spiritual worship of the Great Genius. This rendition is less personal and more
eternal. So, let us repeat along with Yudina: “Coming nearer to comprehend a
musical work is infinite...”

Marina Drozdova



M. Yudina (in the 2-nd row)
attends the laying of
a wreath on Bach's grave
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Bach Archiv Leipzig, coll. Heyde
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The inscription to
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MTaK, nopa YyAecCHbIX OTKPbLITUIA B UCMONHATENbCKOM Hacneamnn Mapun BeHna-
MUHOBHbI HOANHOW NPOAOMXAETCS, Habupas cuny, U CBUAETENLCTBO TOMY -
npeanaraemblil BaleMy BHUMAHWUIO AWCK, MOCBALLEHHBIN KNABUPHBIM COYMHEHNSM
N.C. baxa B eé ncnosHeHuu. Bce 3anucu, KpoMe pe-MUHOPHOTO KOHLLEepTa nybam-
KyHTCA BriepBble. [10 CYacTANBOMY CTEYEHMIO 0OCTOATENbCTB ANCK BLIXOAUT B NPEeA-
ABepuK 3ameyatenbHon fathl, 270-1€Tns CO AHA CMEPTU BEIMKOrO KaHTopa M
BK/Il0YaeT B Cebs BnepBble Nyb6ANKYeMYH YHUKA/IbHYIO 3anuUChb BbICTYNIeHUs K0an-
HOW Ha BaxoBCKMX HbOUNenHbIX TopxecTBax 70 neT ToMy Haszaz, 29-ro wions
1950 roga B Jlenuure. 3To 6bi1 HONLLION KOHLEPT NPOCIABAEHHbIX COBETCKUX
My3bIKAaHTOB, B KOTOPOM MpuHuMManu ydactue Mctucnae Poctponosuy, Mapus
l0auHa, 3apa lonyxaHoBsa, Amutpuii LLocTakosumy. B nenerauuio neatenei copet-
CKOW KynbTypbl BXoAMAM ewé Knpunn KoHapawuH, Kapn 3nuacbepr, TatbsHa Hu-
KonaeBa (yxe CTaBLuas saypeaTtoM 6axoBCKOro KOHKypca nuaHucTos), Mcait bpayao,
Masen Cepebpsakos. [Ana Mapun BeHMaMUHOBHbI 3TO bbisi €6 NepBbIl - U3 ABYX B €€
XW3HU! - Bble3s, 3a pybex!

YecTb HAX0XAEHMs 3TOW BeCLeHHOM 3anncyu NPUHALNEXNT MUAHUCTY AeKcero
J1lobMMOBY, KOTOPBI/A CamM MPU3HAET, YTO BO MHOTOM B CBOEM TBOPYECTBE 0bS3aH
l0AMHON. BOT Y4TO OH pacckasbiBaeT 06 3TOM.

«B 2016 roay, B KOTOPbIN pa3 NepenncTbiBas INUCTONSPHOE Hacneane Mapum
BeHuaMnHOBHbI KOAMHON, Tak NoAPO6HO 1 3a60T/IMBO U3AaHHOE A.M. Ky3HeLLoBbIM,
1 My4asaCb MbICISAMW O HUKOTAA He CAeNAHHBIX NN HECOXPAHMBLUMXCA KMHOCbEMKAX
BEJIMKOMN MUAHUCTKM, 5 BHE3AMHO NOYYBCTBOBA/I CIOBHO YKOJ UHTYULMU, TYT XKe npe-
BPATUBLUENCA B yBEPEHHOCTb. ECIM COXpaHMANCh €€ MUcbMa, MPOrpamMmsbl U aduLum
eé racTponen, 3anucu ¢ KoHLepToB B Mockee 1 Kuese, To NoYemy He MOFyT COXpa-
HUTbCS 3aNNUCK BLICTYMIEHWIA W B TeX ABYX CTpaHax, Kyaa K0anHy seinyctuau: 8 AP
8 1950 r. u B Monbluy B 1954 r.? BeAb 3T0 ObIN BaXXHbIE B KYNbTYPHO-MOANTUYECKOM
cMbicne cobbiTus: B 1950 r. - npasgHoBaHune 200-netus co AHA cMepTu baxa
B Jle/inuunre, oTMeyaBLleecs TOPXKECTBEHHO W C bonblwMM pa3Maxom; B 1954 r. -

12

MeCAYHMK MObCKO-COBETCKON ApPYXObl, MPOXOAMBILWIA BO MHOrMX ropopax
Monblwy € yyacTem NyylIMX COBETCKUX apTUCTOB. B 3To Bpems tOauHa He 6bina
ewé cTob OnasabHOM M MAENHO FOHUMOI apTUCTKOW, Kakoil eé caenana Uaeono-
rmyeckas MawHa B rozbl BOMHCTBEHHOMO NPOTMBOCTOSHMSA C aBaHrapAHbIM 3ana-
nom. K 1950 roay HOamHa uncamnace npusHaHHbIM UHTEpNpeTaTopoM baxa, u
BKJIIOYEHME eé B 6ONbLIYIO AeneraLmio UCNONHUTENER, KOMNO3UTOPOB, My3bIKOBE—
[LOB [LO/IKHO 6bINO MOKa3aTb «MPeBOCXOACTBO» COBETCKUX MCnonaHuTenen baxa
[axe nepes, HeMeLKUMU Kosleramu. 28 nions, B YACIe MHOTUX HEMELKMX 1 3a-
PYBEXHBIX YYaCTHUKOB 3TOMO FPAaHAMO3HOrO COObITUA, OHW MPUCYTCTBOBAIN Ha
TOPXXECTBEHHOM BO3/0XEHWUW FUrAHTCKOrO BEHKA Ha Moruny baxa y Lepksu cB.
dombl. A Ha cnegyowmii geHb, 29 nons 1950 roaa, B 3ane Schauspielhaus cocto-
ANCS TOPXKECTBEHHBIN KOHLLEPT COBETCKMX apTUCTOB "Mup yecTByeT baxa", B nepeom
oTAeneHnn kotoporo Beictynanu M.J1. Poctponoguy u M.B. t0auHa.

Heyxenu 310 cobbiTue He UKCUPOBAOCh HEMELKUM pasuo U KUHO? Benb u
paHee, B CBA3M C paboToil Haz dunbMoM o K0auHoM, pexnccép ko Hazapos 3a-
npawmean HemeLkue KuHoapxuebl! OTBeT bbin Bceraa: «0AMHA He YNCANTCA B L0-
KyMeHTaNlbHbIX CbEéMKax». Hy, a paguosanucu? § Hanucan Moemy 3HaKOMOMY
XYPHTUCTY B «dpaHKdypTep AnbremaiHe» AHy BpaxmaHHy ¢ npocbboil 3anpocuTb
apxue DeutschlandsRadio. bykBanbHO Ha cieaytoWwmnin AeHb NPUXOANUT OTBET C Ka-
TQ/I0rOM IAVHCKMX 3anuCen, B KOTOPOM fi Cpasy BUXY 3TOT IENMNLMUICKNIA KOHLEPT
C MOHOW 3anmucbio NporpamMmbl Mapuu BeHnamunHOBHbI: TOKKaTa LO-MUHOP, Ye-
Thipe Mpentoaumn u byru u3 XTK u Ha buc CapabaHaa U3 AHFMIACKON CIOUTBI CONb
MuHop! (K coxaneHuto, OT Noc/ieLHeN COXPaHWICA Nnlb GparMeHT.)

MonyyeHune 3Tol 3anucy bbINO AENOM TEXHUKU U ApYXecKoi nomowun. bonee
TOro, Nocse BO306HOBNEHHOIO 3anpoca Ha KMHOXPOHUKN baxoBCKUX npa3aHecTs
A MOAYYMA 3 CCbIKM HA MX OLMPOBaHHbIE KOMIUU. B 0fHOW U3 HUX B TeYeHne TPEx
CEKYHZ MOXHO yBuaeTb F0ANHY! OHa CTOUT BO BTOPOM PALY B MOMEHT BO3/IOXKEHUSA
BEHKa, HEMOABWXHAsA U KaK bbl MOrpyXeHHas B MOAUTBY. [OBOPUAY, YTO OHA NPO-
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wa BeCb NyTb K Morune baxa 60CMKOM - HACTOLKO BENMKO BObINO Ans Heé 3Have-
HUe 3TOro NaNOMHUYeCTBA K HOroTBOPUMOMY eto TBOpLY beccMepTHOW My3biKu!»

Kak e BCTpeTunn Ha poauHe Bennkoro W.C. baxa coBeTckyto nuaHuUcTky? 06
3TOM Mbl Y3HAaeM U3 peLLeH3UN B HEMELKMX ra3eTax Tex AHen. Moka yaanock HanTy
OT3bIBbl TOJILKO O COIbHOM KOHLLepTe H0AnHON B bepauHe, COCTOABLIMMCSA Heno-
CpencTBeHHO nocne Jlenuurckoro: 30 utonsa B MpamopHom 3ane Jloma KynbTypsl
Cosetckoro Coto3a 1 Bbi3BaBLUEM DOMbLION Pe30HAHC B Npecce. «Hanble nybavku
6bin TaK BeNUK, - Mucana raseta «Tdgliche Rundschau» 1 aerycta 1950 r., - uTo,
HECMOTPS Ha TO, YTO CUAHWE JIETHErO BOCKPECEHbA MAHWIO0 Ha YAULY /.../, HYXHO
6b110 NpUCOeANHNUTL ewwé 1 KENTbIN 3a». 3ByYas He TOMbKO bax (MoMUMoO coum-
HEeHWM, NPeACTaBAEHHbIX HA AUCKe, Obin ewé 1 UTanbaHCKMIA KOHLLePT), HO 1 bet-
X0BeH - 32 Bapuauuu, l1-2 yacTb «AnnaccuoHatbl», U bpamc - uHTepmeLLO
A0-A1e3 MUHOpP. Ycnex Obin BeNUK, Be34e UCNOMHUTENbHULY 0Xuaan «bypHbIn
npnémy»: «HaCcTOAWMN WKBAN BOCXMILEHWUA BbIHYANA MUAHUCTKY UCMOHATL OAMNH
6u1C 3a Apyrum, 4To CAENANO0 MPOrpaMMy BABOE ANMHHEE 3amiaHpPoBaHHON». [o-
BOps 06 ncnonHeHuu KOAMHO COYMHeHMI baxa, peL,eH3eHTbl OTMEeYaNN: KTOYHOCTb
NPUKOCHOBEH WA, MPO3PAYHOCTb, B KOTOPOMW NPOABAAETCA MOAMGOHNYECKAA CTPYK-
Typa, 671eck naccaxemn, OTMEYEHHbIN POBHOCTbIO U ACHON Pa3AeNbHOCTbIO 3BYKOB»
(raseta «Tdgliche Rundschau» 1 aBrycta 1950 r.). OcobeHHO OHUM NoAYEpPKUBAIM
«beCKOMNPOMUCCHOE MOrpyXeHWe B AyXOBHbI MUP baxa», NOpPasuTeNbHYI0 UH-
TEHCUBHOCTb, C KOTOPOI K0AMHA pacKpblBaeT ero obpas, «Bceraa 0cTaBasch 406-
POCOBECTHBIM WHTEPMNPETATOPOM MOLLHBIX U 3aHOBO 3aXBaTbiBAlOWMX UAEN
BE/IMKOro MacTepa» (raseta «Nachtexpress», 1 aBrycra).

Hazo oTAaTh AOMKHOE HEMELLKMM KPUTHUKAM B UX TOYHOM U YyTKOM MOHUMAHWN
AnyHocth H0avHo-ucnonHuTensa! JelCTBUTENbHO, OHA - XYAOXHUK MbIAKUA U
CTPACTHbIN, XYA0XHUK «KpanHoCTen» (Mo BbipaxeHuto .M. KoraHa), Wokupyowmi
noAYac CBOMM CMENbIM, HETPAAMULMOHHBIM MPOYTEHUEM KNACCUKM, UCTONHSAA baxa
06HapYXMBAET M UHble FPaHW CBOErO TalaHTa: NpejesibHbI aCKeTU3M B Bbibope
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BblPa3uTesbHbIX CPeACTB, BO3BbILIEHHYK OTCTPAHEHHOCTb. OHA MUHMMANbHO NPU-
CYTCTBYET Kak CyObeKT, 0TAaBasCh Ha BO/ItO [eHWs 1, Mponyckas My3blKy Yepes cebs,
[AET el «M3UTbCA» Ha KNaBUATypy. DTO HEBOJIbHO 3aBOPAXMBAET C/ywaTens,
BNIACTHO MPUKOBbIBAET K cebe. BcnomuHaroTcs cnoea U.9. ban3bl: «Koraa oHa ur-
pana, TO C0BO «MCMOJIHEHWE» Ka3aloCh Jaxe He BMonHe moaxoasawum. Ckopee
3TO 6bINO LE/CTBOY.

Obpatumcs k TokkaTe A0 MUHOP, KOTopol FOAMHA OTKpPbINA CBOE BbICTYM/IEHME
B TOT NamMATHOM Beyep. [paHAMO3€eH MaclTab eé npouTeHus, rae Bca «popma o4yeHb
HanmpsXeHa, OCHOBaHA Ha 3KCTPeMasbHbIX KOHTpAcTax Temna v 3Byka» (A. Jliobu-
MOB). Mocne BLICTPO NponeTaKoLLEN, CTUXUIAHOW UHTPOAYKLWM HACTYMaeT AO/roe
Adagio, xopan, kotopbit Mapus BeHMaMMHOBHA UrpaeT POBHbIM, OTPELIEHHBIM 3BY—
KOM, NPaKTUYeCKM Be3 HI0aHCOB. [Py 3TOM KaxAbli U3 TPEX rONOCOB UMEET CBOA
TeMbp. MrpaeT HeBepOATHO MeasieHHO, banxe Kk Largo. Ecin He cMOTpeTb B HOTBI,
TO MOXHO NOJAYMaTb, YTO My3blKa HanncaHa YeTBepTAMM, a He BOCbMbIMU. [Mpyn Ka-
KYLLEACS HEMOABUKHOCTY MOKOPSET ABWXEHWE MbICIU, AyXa. BHYTPeHHSA 3Heprus
UCNONHUTENA CTONb BeNNKA, YTO Y CAylwaTens HeBOJbHO BO3HUKAET OlLyllieHue
MPUYACTHOCTM, BOBJIEYEHHOCTM B 3TO AeNCTBO. M BOT HauMHaeTcs ¢dyra, B KOTOPOi
LBUXEHNE NPUOBPETAET BMNOJHE PeasibHbIe MAapaMeTpbl: ObICTPbINA, MOCTOAHHO yBe-
JINYUBAIOLLMIACA TEMM, HO C ACHO OLLyTUMbIM BueHuem nynbca (1), abcontoTHas He-
PYKOTBOPHOCTb JIEFKMX, CTPYALLMXCA WeCTHAALATbIX N HEYKPOTUMOE CTpemsieHne
ncnonHutens snepép! K0AnHa urpaet 3Ty TokKaTy no peaakuwu droHa Metpu, B
13BecTHoM “Busoni Edition”. B 6acax n KaaeHUMOHHbIX naccaxax eTpu npeana-
raeT OKTaBHble YBOEHUS, L0OABNSET MOLLHbIE FAPMOHNYECKME BEPTUKANN. TaKnM
obpa3zom H0anHa Co3AaET UAMHO3MI0 OPraHHOMO 3ByYaHUs, LOCTUras HeobblYanHOro
MaclTaba BblCKa3blBaHMS.

Takom xe l0anHa npencTaér nepes Hamu B Mpentoauax u dyrax: oHa - He TBO-
peL, OHa N1LWb C NMOYTEHWEM U BOCTOPrOM BHUMAeT, co3epLaeT U nepeaéT Ham
reHWanbHyto My3biky. /I BHOBb - O4eHb MOABWXHbIE TeMMbl, TEFKOCTb MPUKOCHOBE-
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HUA N BeCKOHeYHOe ABWXKEHME - KaK HeKWII BeYHBbIN ABUraTesb. B 3Tol cBA3M 0co-
6eHHO XOueTcs OTMETUTb CTPEMUTEeNbHO MposeTalollyto [pentoanio conb-ames
MUHOpP 13 2-r0 ToMa XTK € e€ naeHUTeNbHO 3ByYalLMMU MOBTOPAMMW KAXAOr0 KO-
neHa! Mopaxaet 1 cnocobHocTb FOANHON U3BNEKATh CTONIb MHOFOOBOpPa3Hble TeM-
6pbl, bnarogaps yemy nonudoHuYeckas CTpyKTypa oxmuBaeT, roeoput! B nepe-
naeTeHnn TpEx ronocor Mpentoann Mu Maxop (2 T.) ABHO CAbILIHA XKBas beceaa
aHresos.

MocnenHei B 3TOM KoHLLepTe npo3Byyana Mpentoaus u gyra cu-6emons MUHOP
13 1-ro Toma. M3BecTHO, 4To Mapusa BeHMaMMHOBHA MHOMO Pa3MbILWAANA, NbITAACH
HalT HeKWe YCTONuMBbIE CUMBONbLI My3blKanbHOFO A3blka baxa. Moa BAUAHMEM
b.J1. iBOpCKOro 1, BO3MOXHO, KHUrK A. LLIBeiLiepa, oHa Halina COBCTBEHHYO KOH-
uenuuto Mpenoanii u dyr 1-ro Toma XTK, OCHOBaHHYH Ha €BaHreNbCKUX napai-
nenax. CopepxaHue cu-6emonb MUHOPHOro uUMkna Mapus BeHuamuHoBHa
accounupoBana ¢ [nawaHuuen. EE mcnonHeHuMe NPOHWUKHYTO BO3BbILEHHOM
CKOpP6bI0, HEN3ObIBHOW MEYaNbIO, OLLYLLLEHUEM BEYHOCTH. A B BEUHOCTU BPeMs TEYET
He 10 3eMHOMY. [103TOMY CIOXHBIN CBOEM MPOTAXEHHOCTbIO LMK/ BOCMIPUHUMAETCA
Ha OHOM [ibIXaHUN.

B 3TOT AMCK Mbl BKAIOYWIN TPAHCIALMOHHYIO 3aNnch pe-MUHopHOro KoHuepTa,
KoTopbli FOAMHA ncnonHuna B bonbliom 3ane MOCKOBCKOWM KOHCepPBATOPUI C Op-
KecTpoM Bcecolo3Horo paauo - nog, ynpaeneHnem Kypra 3aHaepnvHra 8 okTa6ps
1956 roga. 37a 3anuck Ny6aMKoBanach nLb OAHAKAbI, HA BUHWUNOBOW MIACTUHKE
¢dupmoit «Menoams» B 1985 roay. 3aech nopaxaeT pefkoe COBNAAEHWNE UCMON-
HUTENbCKUX HAMepeHU ABYX 6OMbLIMX XYAOXHUKOB! FOAMHA eCcTeCTBEHHO BCTpan-
BAETCS B CTPOTYW PUTMUYECKYID MOCTYNb U CYpOBYK TeMOpPasbHYl OKpacky
HeboNbLIOro OPKECTPOBOrO BCTYMNEHNS, CTAHOBACH €LLE OAHUM UHCTPYMEHTOM Op-
KecTpa. Tak 1 JLOMKHO BbITh, Tak 1 3alyMaHO baxom: Befb 3TO He POMAHTUYECKMN
KOHLEPT, rAae uaput connct! Takas «MOAYNHEHHOCTb» HUCKONBKO He MeLLaeT el
BblCKa3blBaTbCA. HanpoTue! - oHa Yepnana BAOXHOBEHME B 3TOM cobeces0BaHUM
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paBHbIX. HeaapoM oHa, Tak /0bUBWAA KaMepHOe My3ULMpPOBaHWe, FOBOPUAA:
«B 1ckyccTBe pagocTHO 6bITh BMeCTe»! 3TO €AMHCTBO OLLYLIAETCA W BO 2-if YacTu
KOHLLepTa, MCMOJIHEHWE KOTOPOI OCTaBASET 0COBEHHO ryboKoe BreyatneHue. OHa
3BYYUT BO3BbILIEHHO, OTPELEHHO. CMbIC/ ee HencyeprnaeM. ITO - UCMOBEAb, 3TO -
MONUTBA. ITO U WecTBUe MonALWMXcA. O6 3TOM roBOPUT HaM OCTMHATHbLIN bac B
opKecTpe. bbITb MOXET, 3TO WeCTBME NoYnUTaTeNEN BeNMKOro baxa k ero Morune -
nyTb, KOTOPbI Mapus BeHnammHoBHa NpoLuna 60CuKoMm. .

3aBepLuaeT Hal AUCK BHOBb TOKKaTa [0-MUHOP, HO YXe B HECKONbKo bonee
no3AHel 3anucu, caenaHHon B Mockee, € KoHuepTa B bonbliom 3ane KoHcepsaTo-
pun, cocTosBlemMcs 23 HoAbpA Toro xe tobuneitHoro 6axosckoro roga. Mpo-
rpaMma KoHLepTa cMellaHHas: bax 3Byunt nocne MsckoBckoro u nepes Mouap-
ToMm! CpaBHEHWE STUX ABYX MHTEPMPETALLMIN, CO3LaHHBIX B PA3/IMYHbIX 06CTOSTENb-
CTBaX, Ype3BblyaiHO MHTepecHo! B npekpacHom akycTuke bonbloro 3ana Tokkata
3BYYMT HECKOJIbKO MHAYe: 0C/IennUTesIbHO APKO, KOHLepTHO! Ewé bonee Bnevatnser
3aXBaTbiBAKOLWMA UMMPOBU3ALUOHHbIA MOTOK B MHTPOAYKLUW U HEYKPOTUMOE
cTpemneHue Bnepés B dyrax. Clopnpus Hac xaéT B Adagio: 3aeck ropaszo 6onee
MOABWKHBIA TEMM, ACHbIN, YACTbI TeMBP, NIeHUTeIbHOE NepensieTeHe ro0CoB.
Ho HeT TOro MOIMTBEHHOrO COCTOAHMS, KOTOpOe Bnazeno KOAMHON TaM, Ha CBATON
6axoBCKOI 3eMiie, rae eé UCNoHeHe BblIo COKPOBEHHBIM aKTOM LyXOBHOFO MO-
KNOHeHus Benukomy FeHunio. 34ech MeHblUe IMYHOTO, Honblue - BeYHOrO... [10BTO-
puM xe BMecTe ¢ H0auHoN: «Hawe NpubankeHne K NOCTUKEHMIO My3bIKalIbHOIO
npou3BeaeHns 6eCKOHEYHO...»

MapwuHa [ipo3aosa

17



SMC CD 0280

WoraHH Ce6acTbsit Bax (1685 — 1750) R
ToKKaTa 4o MuHop, BWV 911 10.32

YeTbipe npentoanmn n Gyrm n3 «XopoLLo TEMMNEPUPOBAHHOIO KnaBupanr:
Mpentoana n dyra N2 9 Mu maxkop, XTK II, BWV 878

lNpenoans 2.53

®yra 2.31
Mpentogua n dyra N2 14 da-gues muHop, XTK II, BWV 883

lpenoans 3.21

®yra 4.04
Mpentoama n dyra N2 18 conb-gnes muHop, XTK II, BWV 887

[e] lpenoauns 3.02

®yra 3.43
Mpentoana n edyra N2 22 cu-6emonb muHop, XTK |, BWV 867

lpentoans 3.36

(el ®yra 3.58

KoHuept N2 1 ang dopTennaHo ¢ OpKeECTPOM pe MUHop, BWV 1052

1. Allegro 8.53

2. Adagio 9.30

3. Allegro 7.54

ToKKaTa 1o MuHop, BWV 911 9.16

Mapusa lOguHa, doptenumaHo

bonblon cumdoHnyecknin opkectp BeecotosHoro Paamo ((1d —[13)
Ounpukép Kypt 3aHAEPAUHT ([10] - [12])
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3anucu ¢ KoHuepToB B Jlennuure 29 nional950 r. ([1]-[9)
v B bonbliom 3ane MOCKOBCKOM KOHCepBaTopun
8 OKTA6PSA 1956 I. ([20-[12)), 23 HOA6PA 1950 T. ([13))

PaHee He usgaBaBluMecs 3anucu: ([1]-[9], [13])

PectaBpauusa n mactepuHr: EneHa Cbiy

[Oun3zanH: Makcum KomnaHeel,

McnonHutenbHblv npoatocep: EBreHnm MNnatoHoB
MHuumnatop npoekra: Anekcei Jllo61MmoB

BnarogapHoCTb 3@ MOMOLLb B U3[aHWUM:
SAH BpaxmaH (FAZ), LLtepaH JlaHr (DeutschlandRadio),
labpuane Jlovinonbg n KatapuHa Paabe (Suhrkamp-Verlag)
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