The First International Tchaikovsky Competition

NEW RESTORATION AND REMASTERING 3 CD Set



SMCCD 0247
ADD/MONO CD1TT:51.37

1

i B

b B &

2 2 I T

el

Round |

Johann Sebastian Bach (1685 — 1750)
Prelude and Fugue No. 22 in B flat minor
from “The Well-Tempered Clavier”, Vol. |, BWV 867:
Prelude . . . . . . . . . . 3.14

Wolfgang Amadeus Mozart (1756 — 1791)
Piano Sonata in C major, KV 330

1.Allegromoderato. . . . . . . . .. ... 4.48
2.Andantecantabile . . . .. ... ..o 4.33
3. Allegretto. . . . . . 4.08
Frédéric Chopin (1810 — 1849)
Etude inAminor,op .25No. 11 . . . . . .. ... ... L. 3.40

Franz Liszt (1811 — 1886)
“Mazeppa” (from Etudes d’exécution transcendante, S. 139 No. 4) . . 8.37

Alexander Scriabin (1872 — 1915)

Etude in D sharp minor,0op. 8 No. 12 . . . . . . ... .. ... ... 2.43
Sergey Rachmaninov (1873 — 1943)

Etude in E flat minor,op.39No. 5. . . . . . . ... ... ... ... 4.53
Pyotr Tchaikovsky (1840 — 1893)

Théme original et variations in F major, op. 19No.6 . . . . . . . .. 11.11

Van Cliburn, piano
Live at Grand Hall of the Moscow Tchaikovsky Conservatory, April 2, 1958
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Sergey Taneyev (1856 — 1915)
Prelude and Fugue in G sharp minor, op. 29
Prelude . . . . . . . . .. 3.59

Pyotr Tchaikovsky (1840 — 1893)
From Grand Piano Sonata in G major, op. 37 No. 1:
1. Moderatoerisoluto. . . . . . . . ... .. ... . ... ... .. 14.22
Samuel Barber (1910 — 1981)
From Piano Sonata, op. 26:

4. Fugue . . .. 4.36
Frédéric Chopin (1810 — 1849)
Fantaisie in Fminor,op. 49 . . . . . . .. ... .. ... 12.30
Franz Liszt (1811 — 1886)
Hungarian Rhapsody No. 12 in C sharp minor, S. 244 . . . . . . .. 9.44

Van Cliburn, piano
Live at Grand Hall of the Moscow Tchaikovsky Conservatory, April 7, 1958
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Pyotr Tchaikovsky (1840 — 1893)
Piano Concerto No. 1 in B flat minor, op. 23

1. Andante non troppo e molto maestoso — Allegro con spirito. . . .19.47
2. Andantino semplice — Prestissimo —Tempo | . . . . . . ... .. 6.34
3.Allegroconfuoco . . . ... ... 6.42
Dmitry Kabalevsky (1904 — 1987)
Rondo . . . . . . . . ... 5.34

Sergey Rachmaninov (1873 — 1943)
Piano Concerto No. 3 in D minor, op. 30

1.Allegromanontanto. . . . . . . ... ... ... ... 16.26
2. Intermezzo: Adagio. . . . . . ..o 10.01
3. Finale:Allabreve. . . . . . .. .. ... oo oL 14.06

Van Cliburn, piano
The Moscow Philharmonic Orchestra
Conductor Kirill Kondrashin
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“A piece of genius”
Heinrich Neuhaus

“With my eyes closed, | was hearing the
young Rachmaninov

and reliving those moving experiences of
days long gone”

Alexander Goldenweiser

Van Cliburn’s victory at the First International Tchaikovsky Competition in
1958 marked his rise to stardom: in the following years the American pia-
nist enjoyed an extraordinarily swift and successful career. Tours in the USA
and Europe with sell-out concerts, LP albums released by RCA Victor and
breaking all records in the history of bestselling classical music; a prestigious
Grammy Award (1958) for his recording of Tchaikovsky’s First Piano Concer-
to with the RCA orchestra; a series of tours in the USSR between 1958 and
1972 — these are only some facts of Cliburn’s post-competition furore and
the list can go on. In Russia Van Cliburn found fame as a legendary pianist
of the time and acquired millions of admirers during the Khrushchev Thaw.

So what were the ingredients of that fame?

One wonders how it is, but in Cliburn’s performing art back then, the music
by Russian composers sounds as if it were free of any geographic, stylis-
tic or conceptual barriers. Is this a matter of our contemporary’s individual
artistic ‘self’ aligning with the world of feelings experienced by Tchaikovsky,
Taneev and Rachmaninov? Or is it a special kind of training oriented towards
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emotional colouring and style, the very pianistic ‘recipe of Russianness’?
Perhaps in the case of Cliburn it can be accurately described as a fortunate
blending of both.

While studying at the Juilliard School, in the class of renowned Rosina
Lhévinne, the pupil of Vasily Safonov, Cliburn receives the 'trade secrets’
of the Russian piano school. Lhévinne recalled Cliburn having an “amazing
instinct” for the characteristically ‘Russian,’ soft and deep touch, the princi-
ples of playing legato and non legato, the rich timbre palette of the sound,
and “entering deeply into the nuances of Russian musical phrasing.” This
was, in fact, what Rosina Lhévinne taught Cliburn. It is difficult not to no-
tice the characteristically Russian qualities of Cliburn’s pianism when we
hear his competition performances of the Prelude and Fugue for piano in
G-sharp minor, op. 29 by Taneev, Theme original et variations, op. 19 and
the first movement of the Piano Sonata in G major, op. 37 by Tchaikovsky,
or Etude-Tableaux, op. 39 No. 5 by Rachmaninov. Cliburn himself said: “For
me the most important instrument is the human voice. And it is from singing
that instrumentalists learn how to breathe, how to express their emotions.”
If we remember, making the instrument ‘sing’ was pretty much at the core of
the Russian piano school.

Also, immediately our attention during the first and especially the second
round is drawn to the wonderful cantilena and the expressive intonation. You
can hear them in the Bach, Mozart, Liszt and Chopin. And yet it remains a
mystery how this inimitable air of nostalgic feelings, the characteristically
Russian melancholy in the interpretations of Taneev, Rachmaninov and es-
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pecially Tchaikovsky made their way into the playing of a 27-year old musi-
cian.

According to the characteristic given by the jury member Heinrich Neuhaus,
Cliburn’s playing was captivating in its “expressiveness, warm-heartedness,
the immense pianistic ability, the utmost power and the gentle and soulful
sound [...] The clarity and plasticity of the phrasing, the superb polyphony,
the sense of the whole — it is impossible to mention all that makes it a delight
to listen to Cliburn.” It occurs to me (and I think this is not just my personal
impression) that he is nothing short of a brilliant disciple of Rachmaninoyv,
having from his childhood experienced all the charm and truly demonic influ-
ence of the great Russian pianist playing.”

At the same time Cliburn’s performance of the Chopin’s Fantaisie in F minor
in the second round appeared to many members of the jury as the most
controversial. If Neuhaus observed in the interpretation of the Fantaisie “an
amazing sense of form, a wonderful juxtaposition of ‘heaven’ and ‘earth,’
Svyatoslav Richter maintained (and not only in connection with Chopin) that
“Cliburn should be seen as part of that category of aspiring artists, who are
playing ‘their own selves’ rather than what the composer intended and re-
corded in the score. A sense of style, so important quality to an artist, was
absent.” Perhaps, when Cliburn performs Bach’s Prelude and Fugue from
Volume | of the Well-Tempered Clavier or Mozart’s Piano Sonata in C major,
KV 330, we have to agree, although the natural flow of feeling still wins us



over, even if, as modern champions of the purity of historical styles would put
it, “they don’t play like that anymore.”

Disputes over the subjective and the objective in the art of performing contin-
ue to this day, but Cliburn’s performance in the third round together with the
conductor Kirill Kondrashin was sensational even for those who opposed the
‘born romantic’ (a characteristic used by critics and observers at the compe-
tition). In Cliburn’s interpretation of the Third Concerto of Rachmaninov and
the First Concerto of Tchaikovsky the conflict between ‘subjective’ and ‘ob-
jective’ turns out to be imaginary. The brilliant artistry of authentic feelings,
the remarkable dramatic balance between the large-scale — almost perva-
sive — lines and the details most delicately nuanced in intonation, the pro-ac-
tiveness of the shifting, purposeful tempi, as if called to life by the fire of
inspiration, — all in all, the highest pianistic skill reaching absolute perfection.
Sixty years on, together with the audience of far-away 1958, we can hold
our breath and experience the birth of a legend, as if the performances of
Van Cliburn in the three rounds of the First Tchaikovsky International Com-
petition were taking place today.

Vladimir Tchinaev









«fABneHne reHnanbHoe»
I.r. Hevrays

<<33KprB rnasa, A cnblwan moaogoro Pax-
MaHMHOBA, BHOBb Nepe>XnB BOJIHytOWne
Bne4yartneHnAa aBHO MUHYBLLUUX nHen»

A.b. MlonbaeHBenzep

Mobepa Bana KnaibepHa Ha [NepBOM MexOyHapoOoHOM KOHKypce ume-
Hu M.N. Yankosckoro B 1958 rogy ctana nonA amepukaHCKOro nuaHucta
3Be3foHocHoN. B nocnepytowme rogbl kapbepa KnanbepHa cknapbisa-
€TCA Ha penkocTb CTpeMuTenbHo n ycnewHo. TypHe B CLUA n Espone
C aHWIaroBbIMM KOHUepTamun, ansbombl LP Ha cdupme RCA Victor, 6bto-
e BCE pekopapbl B UCTOPUMN 6ECTCEeNepoB KNacCMYeCcKon My3biku, npe-
cTvxkHaA npemunAa «pammu» (1958) 3a 3anmchb lMepsoro gopTenMaHHOro
KoHuepTa Yarikosckoro ¢ opkectpom RCA, yepena ractponen B8 CCCP B
1958-1972 rr... — BOT ganeko He nonHaA hakTonorna nocreKOHKYPCHO-
ro coypopa KnanbepHa, unn Bana KnubepHa. VimeHHO Tak durypmposana
pycuduumMpoBaHHanA TPaHCKPUNUUA ero UMeHN 1 haMuinm B KOHKYPCHOM
6ykneTte, MIMEHHO Tak 3Bann ero MUI/IMOHHbIE NoYMTaTENN BPEMEH «Xpy-
weésckon ottenenm». N nmeHHo y Hac B Poccun BaH KnanbepH cHuckan
CnaBy NlereHgapHoro NMaHMcTa anoxu.

B yem e cocTaBnaowme 3Ton cnasbl?

YOnBUTENbHO, HO B UCMONHUTENLCKOM WUCKyccTBe KnanbepHa Tex net
My3blka PYCCKUX KOMMO3MTOPOB 3BY4UT Kak Obl 6e3 nperpag — reorpa-

(*)I/HECKVIX, CTUNCTUYECKNX, KOHLEMUMOHHbIX. YTO 3TO — coBnageHue
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NepcoHasibHOro apTUCTUYECKOrO «A» Hallero COBPEMEHHMKA U Mypa YyB-
cTBOBaHW YamkoBckoro, TaHeeBa, PaxmaHuHoBa? Ocobana wkona ma-
CTepcTBa, OPMEHTUPOBAHHAA Ha 3MOLIMOHasIbHYIO OKpalleHHOCTb U CTU-
JINCTUKY, camy MMaHUCTUYECKYD «(POPMYSly PyccKocTu»? HaBepHoe, B
cnyvae KnanbepHa BepHO 6b1s10 Obl CKa3aTb O CHACT/IMBOM CUHTE3€e TOro
W opyroro.

B roabl yyeHua B [KynbApACKOW LIKOME, B Knacce 3HaMeHUTon Po3uHbI
JleBuHoM, BocnuTanHuupl Bacununa CadoHoBa, KnanbepH HacnenyeT «cek-
peTbl MacTepcTBa» PycCKon hopTenmaHHOM LWKOsbl. 1o BOCAOMUHAHNAM
NeBunHon, KnanbepH obnagan «yanBUTENbHBIM UHCTUHKTOM» B BOCMPUA-
TUU XapakKTepPHO «PYCCKOro», MArKoro 1 riny6okoro TyLe, MPUHLIMNOB Urpbl
legato vnn non legato, 6oratoi TeMOPOBOM pacLBETKN 3BYKa; OH «TOHKO
BHMKaN B 0COBEHHOCTU PYyCCKOWN My3blkanbHon cpasbl». COBCTBEHHO, 3TO-
My 1 ydnna KnanbepHa Po3uHa JleBuHa. TpygHO He 3aMeTUTb XapakTepHO
pycckune csorcTBa nnaHnama KnanbepHa, Korga Mbl CribILLUM €ro KOHKYpPC-
Hble ucnonHexua lpenoann n yru conb-ame3 muHop, op. 29 TaHeesa,
Tembl ¢ Bapnaunamm ®a maxop, op. 19, MNepBon 4YacTn HosbLUOi COHa-
Tbl, op. 37 YankoBckoro, drroga—kapTuHel, op. 39, Ne 5 PaxmaHuHOBa.
Cawm e KnanbepH rosopwn: «[NaBHbIi MHCTPYMEHT A1A MEHA — YenoBe-
Yeckui ronoc. Y UMEHHO y NeHNA My3bIKaHTbI-MHCTPYMEHTaNINCTbI y4aTcA
TOMY, KaK OblliaTh, Kak BblpaXkaTb CBOW YyBCTBa». ECnv BCMOMHUTB, BeOb
«MEeHNe» Ha UHCTPYMEHTE ABNAMOCh eBa /I HE OCHOBOW PyCCKOW chopTe-
NMUaHHOW LUKOJbI.

[a, uyTo npexne Bcero obpallaeT Ha cedbs BHUMaHME B UCTIONHEHUW Mep-

BOro U 0COBEHHO BTOPOro TypoB, 3TO 3amMe4aTesibHaA KaHTuneHa n UHTO-
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HauMOHHaA BblpasnTenbHOCTb. OHM chbiwHbl U B Baxe, n B MouapTe, u B
Ilncte, n B LWonere. UV Bcé e ocTtaéTcA 3aragkon: oTkyaa B urpe 27-net-
Hero My3blkaHTa 3Ta HenogpakaemaA HoCTanbrmyeckana AbiMKa YyBCTB,
XapaKTepHO pycckaA MenaHxonuA B NpodTeHnax TaHeesa, PaxmaHnHoBa
1 0CO6EHHO YamKoBCKOro?..

Mo xapakTepucTuke 4neHa xiopu eHpuxa Heriraysa, nrpa KnarnbepHa
nokKopAna «Bblpa3nTeNbHOCTbIO, CEPAEYHOCTbIO, FPaHANO3HbIM NMUAHUCTU-
YeCKUM MacTepCTBOM, NpenenibHOM MOLUHOCTBIO, a TakXXe MArKOCTbI U
3a[yLWeBHOCTbIO 3BYKa <...> FACHOCTb U MMacTUYHOCTbL (hpasbl, NpeBoc-
XogHasaA nonMgoHNA, YyBCTBO LENIoro — He nepedvecTb BCEro, YTo pagyet
B urpe KnubepHa. MHe npeacrtasnaeTca (M gymato, YTO 3TO HE TOSIbKO MOé
NINYHOE OLLYLLEeHNE), YTO OH — CaMblll HACTOALWMIA APKNIA NocrnegoBaTeb
PaxmaHnHOBa, MCNbITaBWKWIA C OETCKUX NET BCe 04apoBaHUe 1 NOUCTUHE
OEeMOHNYECcKOoe BIIUAHUE UTPbl BENIMKOMO PYCCKOro MMaHucTa».

BmecTe ¢ Tem ncnonHeHne KnaibepHom cha MMHOpHOM PaHTasum Lone-
Ha Ha BTOPOM Type nokKasasiocb MHOMMM YSIeHaM >XIopW Hanbonee AUCKYC-
CVOHHbIM. Ecnn Helirays otmevan B MHTeprnpeTauum daHtasnm «nsymu-
TenbHOEe YyBCTBO (POPMbI, YyAECHOE MPOTUBOMOCTAB/IEHNE «3EMHOr0» U
«HebecHoro»», To, N0 MHeHuto CBATOocNaBa PuxTepa (1 He TONbKO B CBA3M
¢ WoneHowm), «KnnbepHa cnenoBano OTHECTUM K TOW HauMHaloLen kaTe-
ropun apTUCTOB, KOTOPbIE UIPAKDT «cammx cebA», a He 3ambiCesl KOMMO-
31TOpa, BOMJIOWEHHBIN B HOTHOM TekcTe. He 6blfo cToNb BakHOro g
XyOOXXHMKa KadecTBa, Kak 4yBCTBO cTunA». [Noxanyn, korga KnanbepH
ucnonHaet lMNpentoanto n pyry b—moll nz 1-ro toma XTK baxa nnv CoHarty

C—dur, KV 330 MouapTa, ¢ 3TMM Henb3A He cornacuTbeA. XOTA eCTECTBEH-
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Hoe OBWKeHne YyBcTBa y KnanbepHa nogkynaeT u 34ecb, NyCcTb gaxe
(kaK cKaXkyT coOBpeMEHHble NMOBOPHUKN YNCTOTbI MCTOPUYECKNX CTUNEN)
«CEerofHA Tak He urparT».

YT0 X, Cropbl 0 CY6LEKTUBHOM U OOBEKTMBHOM B UCMOSTHUTENBCKOM UC-
KyCCTBE MpOoAo/mKalTcA 1 NoHbiHe. OgHako BeicTynneHve KnanbepHa Ha
TpeTbeM Type B 6€3yKOPU3HEHHOM ANPUKEPCKOM aHcambne ¢ Kupunnom
KoHapawmHbiM 6bI710, MOXHO cKasaTb, CEHCaLUWOHHbIM faxe AOnA Tex,
KTO npuvHagnexan K Onno3vuuoHepamM «MpUPOXKOAEHHOr0 POMaHTUKa»
(xapakTepucTuka KpUTUKOB 1 HabnopgaTenen KoHkypca). B nHtepnpeta-
unn KnanbepHom TpeTbero KoHuepTa PaxmaHuHosa v [lepBoro KoHuepTa
YankoBCKOro nNpoTMBOpeYnE MeXAY «CYyObeKTUBHbLIM» U «06BbEKTUBHBIM»
okasblBaeTCA  BENNYMHON MHUMOW. APKUI apTUCTU3M HenoanesnbHbIX
YyBCTBOBaHWUN, 3amMeyvaTenbHbIi ApamaTtypruyeckuin 6anaHc mexxay 60rb-
LMW — eBa JIN HE CKBO3HbIMU — KPYMHbIMU JIMHUAMWU U TOHYaNLLIEN WH-
TOHAUMOHHOW HIOAHCUMPOBKOWN [AeTanein, WHUUMATMBHOCTb MOABUMXHbIX,
LeneycTpemsnéHHbIX TeMMOB, C/IOBHO BbI3BaHHbIX K YXU3HU MblSIOM BAOXHO-
BEHWA, B LESIOM Xe — BbICLUee MMaHUCTUYECKOEe MacTepcTBO, AOCTUrLLEe
A6contoTa.

60 net cnycTA, BMecTe co cnywartenaMmu ganékoro 1958-ro Mbl MOXeM,
3aTavB ObIXaHune, NepexxvTb POXAEHWe NereHabl, COBHO BbICTYNNIEHNA
Bana KnarbepHa Ha Tpéx Typax [MepBoro Me>kayHapogHOro KOoHKypca
vMeHn M./, YalikoBCKOro NponcxoaAaT CerogHa.

Bnagnmup YnHaes
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WoraHH Ce6acTtbAH bax (1685 — 1750)

Mpentogma n cpyra Ne 22 cu-6emonb MUHOP

13 «XOpOoLLO TeMMNEepUpoBaHHOro knasupa», T.1, BWV 867:
llpentoana . . . . . . . 3.14
Qyra . .. 3.47

Bonbdranr Amagen Mouapt (1756 — 1791)

CoHata ana cdopTtenuado o maxop, KV 330:

1.Allegromoderato. . . . . . . . .. ... 4.48
2.Andantecantabile . . . ... ... .o 4.33
3. Allegretto. . . . . .. 4.08
®puaepuk WoneH (1810 — 1849)
oToa nAMUHop, op. 25 Ne 11 . . . . L L L 3.40

®paHy Jluct (1811 — 1886)
OTioa «Masena»

(SToabl BbICLIEro UCMOMHUTENLCKOro MacTepctea, S. 139 Ne 4). . . 8.37
AnekcaHpp Hukonaesuy CKkpA6uH (1872 — 1915)

OTiog pe-gne3 MuHop, op. 8 Ne 12, . . . . . . . . Lo 2.43
Cepreit Bacunbesny PaxmaHuHos (1873 — 1943)

OTiog Mu-6emonb MMHOP, op. 39 Ne 5 . . . L L L L L 4.53
Mértp Unbuy YarikoBckuin (1840 — 1893)

Tema c Bapmaumamm da maxop, op. 19Ne6 . . . . . . . . . . . .. 11.11

BaH KnaibepH, chopTenmaHo
3anuck ¢ npocnywmsanna | Typa 1-ro MexkxayHapoaoHoOro KoOHkypca .
M.1N. Yarnkosckoro B bonblwom 3ane MockOBCKOW rocyjapCTBEHHOM KOH-
cepBaTopuu 2 anpenA 1958 roga

17



SMCCD 0248
ADD/MONO CD2TT: 49.24

1

B

TYPII

Cepreit UBaHOoBUY TaHeeB (1856 — 1915)

Mpentogoma v dyra conb-ames MMHop, op. 29
lMpenoana . . . . . . . . . . o e e 3.59
DYra . . . o e e e 4.11

Metp Unbuy YainkoBckun (1840 — 1893)

W3 BonbLon coHaTtbl anAa choptenvano Conb Mmaxkop, op. 37 Ne 1:
1.Moderatoerisoluto. . . . . . . .. .. ... 14.22

Coamioan bap6ep (1910 — 1981)

M3 CoHatbl oniA hopTennaHo, op. 26:

4. Fugue . . ... 4.36
®pupepuk LloneH (1810 — 1849)
®aHTasmA a MUHOP, 0p. 49 . . . . . .. L 12.30
®paHy Jluct (1811 — 1886)
BeHnrepckas pancogua Ne 12 go-ames muHop, S.244. . . . . . . . . 9.44

BaH KnanbepH, chopTenmaHo

3anucek ¢ npocaywmsanuAa Il Typa 1-ro MexxayHapo4HOro KOHKypca MM.
M.W. YarikoBckoro B bonbliom 3ane MocKoBCKOWM rocyaapCTBEHHOM
KoHcepBaTopun 7 anpena 1958 ropa
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MéTtp Unbuu Yankosckum (1840 — 1893)
KoHuepT Ne 1 oA popTennaHo ¢ opkecTpom, cn-6emonb MMHop, op. 23

1. Andante non troppo e molto maestoso — Allegro con spirito. . . .19.47
2. Andantino semplice — Prestissimo —Tempo | . . . . . . ... .. 6.34
3.Allegroconfuoco . . . .. .. ... 6.42
OmuTpun Bopucosuy Kabanesckuii (1904 — 1987)
PoHoo . . . . . . 5.34

Cepreit BacunbeBud PaxmaHuHoB (1873 — 1943)
KoHuepT Ne 3 oA hopTennaHo ¢ opkecTpom pe MuHop, op. 30

1.Allegromanontanto. . . . . . .. .. ... ... ... ... 16.26
2. Adagio. Intermezzo. . . . . .. ..o 10.01
3. Allabreve. . . . . .. 14.06

Ban KnanbepH, opTenmaHo
Akapemmnyeckunii cuMoHnYeckunin opkectp MoCKOBCKOW rocynapCTBeH-
HOW (bapmMoHMn
Ouvpumxép Kupunn KoHgpalumH
3anuck ¢ npocnywwmsanua Il Typa 1-ro MexxayHapoaHOro KoHkypca
nm. MN.N. Yankosckoro B BonbLiom 3ane MoCKOBCKOW rocynapCTBEHHOM
KoHcepsaTopuu 11 anpena 1958 roga
PecTtaBpauuva n mactepuHr: Enena [JonHukosa. QusanH: Makcvum KomnaHeel,
MepeBoa: Mapua JlactoukunHa. icnonHuTtenbHbin npoatocep: EBrennii MNnaTtoHos
®oTo 13 apxmsa Mysea um. H.I'. PybuHwTeriHa MOCKOBCKOW rocyapCTBEHHOW
KoHcepBaTopuu nm. MN.A. YarikoBckoro
© & ® 2018 MockoBckanA rocynapcTBeHHanA
KoHcepBaTtopua um. N.M. Yankosckoro. Bce npasa 3awuiLeHbl
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