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“It is my task to modernize Russian art.”

Maria Yudina

interest in brand new music and firmly believed that she was the one who

must perform it. While still a conservatory student, she enthusiastically
played compositions of her fellow students at exams and concerts, transform-
ing their first creative experiences with the power of her talent. It is significant
that even her graduation program included a one-movement Piano Concerto by
Hermann Bieck, who also was a student of Leonid Nikolayev’s class. During the
first decade of her independent concert career, Yudina performed works by more
than twenty contemporary composers who were in her milieu, including Bik, Alex-
ander Krein, Yuri Shaporin, Maksimillian Steinberg, Mikhail Yudin, Nikolai Medt-
ner, Mikhail Gnessin, Joseph Schillinger, Lyubov Streicher, and Vladimir Shcher-
bachev. In subsequent years, the range of names was constantly expanding.
Let us also recall Valerian Bogdanov-Berezovsky whose works Yudina actively
promoted in the ‘40s and ‘50s.

From an early age, Maria Veniaminovna Yudina showed an active creative

In October 1961, Maria Yudina wrote to Arvo Part: “...to play, to play among and
for people — only with the language and tension of your era, and if they happen
to be your compatriots, it's even better.” Those were the years of the highest
passion for music of contemporary world. It was then and only then that Yudina,
a person of extremes, could express — in the same letter — a thought that felt al-
most seditious in her mouth, the mouth of the unsurpassed performer of the great
classics: “For me, all previous music, even the great music, is just a museum...”

This CD includes recordings of Maria Yudina’s performances of works by Russian
composers of the Soviet period — Sergey Prokofiev, Yuri Shaporin, Yuri Kochurov,
Georgy Sviridov, and Andrey Volkonsky. She had personal and creative friendly



contacts with each of them, particularly close ones with Prokofiev and Volkonsky.
In her boundless correspondence, we come across their names all the time. Yu-
dina eagerly discusses their compositions and shares her memories. Before us,
we see living images of the composers, the creators of new art.

PROKOFIEV

hey first met in 1933. She had been playing his works since 1926: Bal-

lade for cello and piano, and three Piano Sonatas — Nos. 3, 4, and 5. As

soon as she got acquainted with the music of Concerto No. 2, she, with

her typical obsession, started to work on it and performed it for the first
time in the USSR in November 1933. She did it in Kiev under the baton of Yasha
Horenstein. The Concerto became one of the staples of her repertoire, and she
kept performing it until the late ‘40s.

The first performance of the Concerto in Moscow took place
in March 1935 at the Column Hall of the House of
Unions. Leo Ginsburg was conducting. Prokof-
iev, who attended the performance, presented
Yudina with the printed edition of his Thing
in Itself, Op. 45A, with the inscription “To
Maria Veniaminovna in memory of her per-
formance of the 2nd Concerto. SPRKFV
April 12, 1935.” Recorded almost 30 years
later, in the 60-s, this piece opens the CD.
Here, Yudina speaks to the listener in the
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“language and tension of her era” so well understood by her, finding adequate
means of realization!

Yudina’s rendition amazes with the combination of Prokofiev’s energy, force and
sense of toccata painted in dark, thick colors with instant transitions to a light
coldish sound. It lacks the familiar charming melodies of Prokofiev: this is not the
lyricism of the 2nd Concerto. And what is especially touching is the fact that the
more modest and abstract the melodic pattern is, the more figurative and emo-
tionally filled it is in Yudina’s rendition.

In April 1937, Maria Yudina attended the Moscow premiere of the 2nd Symphonic
Suite from the ballet Romeo and Juliet (conducted by Eugen Szenkar). The mu-
sic deeply moved her. She felt its closeness to the original, to Shakespeare — she
had first-hand knowledge of the tragedy of separation in those terrible years.
Yudina turned to Prokofiev with a request to make a piano transcription of the
suite for her. The composer was the first performer of the suite. On March 19,
1938, at the Grand Hall of the Leningrad Philharmonic Society, Yudina performed
these five pieces out of ten in the suite reading the manuscript. They always were
part of her repertoire: ‘Juliet as a Young Girl,” ‘Montagues and Capulets,’ ‘Friar
Laurence,” ‘Dance of the Antilles’ Girls,” ‘Romeo and Juliet before Parting’. She
performed them for the last time on October 5, 1967 at the Tchaikovsky Hall.

As always, Yudina’s interpretation of the descriptive compositions and, moreover,
transcriptions, captivate us with the wealth of orchestral sound and graphic inton-
ing, thanks to which each character becomes visible, almost tangible. She plays
both pieces — ‘Montagues and Capulets’ and ‘Romeo and Juliet before Parting’ —
in an unexpectedly much slower tempo than we are used to when we listen to
orchestras and other performers and than it would be possible for a ballet perfor-
mance. But, as always, she convinces us unconditionally. At this pace, the heavy
tread of the chords in combination with the acute rhythm of the theme in the right



hand (Yudina plays almost 64th notes instead of 16th!) thickens and intensifies
the atmosphere of enmity and threat in ‘Montagues and Capulets’ to the utter-
most. And ‘Romeo and Juliet before Parting,” with its chaste and sad theme of
Juliet, sounds even calmer and more peaceful at the beginning. “The scene ends
with deadly numbness, the music oozes the chill of the crypt. Yudina’s deathly
staccato in the left hand and the monotonously repeating, inexorable, like the
march of time, motif in the right hand are particularly impressive... and the souls
of the lovers ascending to heaven...” (Viktor Derevyanko)

SHAPORIN

n the 1920s, when Shaporin was writing his Second Sonata, Yudina was a
I close friend of his, trusted in his talent, wanted to see him as a ‘second Mus-

sorgsky,” and supported him in the moments of creative doubts. The music of
the Sonata, permeated with inescapable sadness, immediately captured her. She
wrote to the composer in 1928: “Dear Shaporik /.../ Your dedication wasn’t a mis-
take — this is my sonata.” Yudina played the Sonata for the first time on January
27, 1929 at the Small Hall of the Leningrad Philharmonic Society. On February
12, she repeated it at the Small Hall of the Leningrad Conservatory, playing also
Mikhail Yudin’s Sonata.

Subsequently, the paths of the two artists parted. But the music of the Sonata
always remained close to Yudina because of its ‘scale and unique and unrepeat-
able originality.” She found that her Sorrow was “close to Blok’s Sorrow /.../ Itis a
kind of our native Leningrad, mysterious fragment of crying and reflections on the
fate of Russia and our own — the personal fate of every one of us.” So she wrote
to the composer thirty years later, in January 1958, after the performance (which
she considered unsuccessful) of the Sonata at his recital.



Authenticity and unfading freshness of experiences are the virtues of the 1959
recording of the Sonata. Turmoil and tragedy permeate this interpretation. The
high degree of emotional stress is striking: as if those thirty years never existed!
Despite the extraordinary complexity and ‘anti-pianism,” as Yudina would say,
the texture of the Sonata, which she referred to as the score — “some fantastic
Auszug of some failed symphony,” — its performance captivates us with amazing
clarity, strictness of form and the highest technical and sound mastery.

KOCHUROV

udina counted Yuri Kochurov, as well as their teacher Vladimir Shcher-
Ybachev, as a Europeanized composer. She considered them like-minded

people and “closest associates in the field of new music.” After their pass-
ing in 1952, she felt orphaned. She saw the image of Kochurov in a romantic
halo: “Yurochka Kochurov is like several unforgettable moments in a quiet, silent
forest; Pasternak said: ‘Sunlit forest through’ (from the poem ‘Silence’). Both he
and his music (despite ‘traditionality’) radiated light and silence. In this sense, in
our memory, he was and is a deeply primordial Russian phenomenon.” (A Little
about the People of Leningrad. LBL. Page 101)

Yudina’s performance of Kochurov’s piano Adagio reveals some other aspects
of the composer’s personality, which could not but manifest themselves in the
Adagio. It is monumental, filled with solemn, sublime sadness of a strong, coura-
geous nature. This is exactly how Maria Yudina described this work: “It is pecu-
liar, sad and solemn, akin, without imitating the Adagio from Hammerklavier, to
Beethoven’s 29th Sonata.”

She played the Adagio for the first time in February 1944 at the Small Hall of the
Moscow Conservatory. Its latest known performance took place in June 1953 at



the Small Hall of the Leningrad Philharmonic Society. On both occasions, she
dedicated the programs to the Leningrad composers, whose music she often
performed — her close and beloved friends Valerian Bogdanov-Berezovsky, Orest
Yevlakhov, Vladimir Shcherbachev, Gavriil Popov, Sergey Prokofiev, and Dmitri
Shostakovich. One cannot help but regret that their compositions — apart from
Prokofiev and Shostakovich — were never recorded.

SVIRIDOV

udina became close to Georgy Sviridov at the end of the war, when she of-
Yten came to Leningrad and met with the composers hoping to find interest-

ing new works. Coincidentally, at the beginning of 1946, Sviridov finished
his Partita in F minor (this version of the work is known as ‘Partita No. 1, Op. 9,
Soviet Composer. 1947 — in contrast to the later, much more detailed version,
published by Muzyka in 1983). Having become acquainted with the music from
the manuscript, Yudina was immediately captivated by it. “It's not for nothing that
| adore Sviridov’s Partita so much,” she wrote to the composer Mikhail Matve-
yev. “It was definitely created for me — my dreams, my thoughts, my hopes, my
tears...” As soon as on April 2, 1947, Maria Yudina played the (still unpublished)
Partita for the first time at her recital at the Grand Hall of the Moscow Conser-
vatory. It was performed in the second part after Prokofiev's 8th Sonata. Due to
illness, Sviridov did not come to the premiere.

Remembering this work many years later in 1963, Yudina wrote to Pierre Souv-
chinsky: “/.../ The Partita was new and unexpected, and | played it with delight for
the first time then...” This delight and extraordinary enthusiasm can be heard on
the featured recording. The wealth of orchestral colors is striking, the dynamic —
and therefore emotional and semantic — range of utterance, utterance from the



first person, is amazing. All of Yudina is here indeed. This is a worthy monument
to the composer.

In subsequent years, Maria Yudina did not find genuine innovation in Sviridov’s
works, and her contacts with him, professional and friendly ones, practically dis-
continued. However, in her classes of chamber music and vocal accompani-
ment, Sviridov’s Trio and some of his romances sounded all the time.

VOLKONSKY.

udina got to know the young Andrey Volkonsky in 1956 or 1957 and with
Yher usual vigilance, discerning an extraordinary nature in him, she said:

“Gifted to the highest degree, a musician by God’s grace, his Suite of
Mirrors is a work of a genius...”

His Quintet was performed for the first time in the fall of 1957 at a concert of her
chamber class students. It was a real sensation! Yudina wrote: ‘The crowd was
huge, and Prince Volkonsky ‘himself’ — a direct descendant of the Decembrist —
was there, he had a number of encores, and | said a short afterword... Of course,
then, as always, /.../ they were ready to eat.” (From a letter to Vladimir Lublinsky.
December 8, 1957.)

Yudina heard the piano suite Musica Stricta (Fantasia Ricercata), which Volkon-
sky later dedicated to her, for the first time in 1957 at the celebration in honor of
the painter Fonvizin, where the composer played his new work. “...It is written
‘according to the system of the late Schoenberg’i.e. ‘dodecaphonic’ music, or ‘se-
rial,” she writes in one of her letters. “Nobody understood anything, but because
of it the success was overwhelming.” (Life is Full of Meaning. P. 441. P. 480)
Yudina perceived the music of the suite as long-awaited, as written specially for
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her. Apparently, Yudina received the score from the composer sometime at the
end of 1960. She writes to him: “Dear, my very dear Andrey Mikhailovich: Don’t
be angry with me for disappearing with your wonderful manuscript! | wanted to
invite you when | learn it.” And then: “’Serial’ music can’t wait, it rushes swiftly into
infinity — and | inevitably and catastrophically lag behind, coping for the time being
/...l with the ‘neoclassical period’ /.../ and gradually studying you and Webern.” (It
Is Joyful to Be in Art Together. P. 286. P. 413)

Yudina performed Musica Stricta for the first time in Moscow on May 6, 1961 at
the concert hall of the Gnessins Institute. That was a real treat! First, Yudina,
fulfilling her cherished dream, and Volkonsky played two Bach fugues from The
Art of the Fugue in the composer’s version for two keyboards. Then they did the
Hindemith Sonata for two pianos. The Suite concluded the first part of the concert
and was played twice! Often resorting to such repetitions, Yudina wanted the
listeners to have the opportunity to understand a completely new composition
better and enjoy it as much as she did. In the second part, Bartok’s grandiose
Sonata for two pianos and percussion was performed.

On May 11 and 12, the Leningrad premiere of Volkonsky’s suite took place at the
concert hall near the Finland Station and at the House of Composers.

| had a chance to participate in Marina Yudina’s recitals on several occasions,
performing with her the Sonatas by Hindemith and Stravinsky for two pianos.
She always played Volkonsky from the score, and | turned the pages. And it was
an incomparable pleasure every time: looking at the score and clearly seeing
the serial, abstract structure of the musical text, | heard its realization in sound.
It was amazing in terms of intonational wealth, variety of colors and meanings
(polyphony of timbres, rhythms and states, so to say), and | saw those magical
hands. Yudina even managed to make the numerous and rather long pauses
sound. Performing serial music, she would keep her expressive manner of inton-
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ing, which seemed to contradict the objectivity of the series structure. We hear all
this on the recording made at the Scriabin Museum recital. And even the grand
piano that is by no means perfectly tuned cannot spoil the impression. It was not
for nothing that Volkonsky, who particularly highly appreciated the subjectivity of
Yudina’s musical statements, said that “there was some kind of strength, incred-
ible energy, rare conviction in her performance...” In support of this, let us recall
a real story told by the composer. One day Yudina was performing his Musica
Stricta, and played three forte instead of three pianos in one place. “At first | was
terrified. But after listening to the recording several times, | decided it was good
too.” And he added: “She knew how to convince!”

In conclusion, let us say that every contact with Maria Veniaminovna Yudina’s
performing art promises us, listeners and professional performing musicians
alike, discoveries, convinces us that her unfading interpretations are still ex-
tremely relevant today, at the beginning of the third decade of the 21st century,
and they are yet to be completely unraveled.

Marina Drozdova
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«OcospemeHUmMb pyccKoe UCKYCcCmaeo — Mosi 3adaqay.
M.B. FOduHa.

KTVUBHBIA, TBOPYECKMI UHTEPEC K HOBOM, TOMbKO YTO HanmcaHHON My3blke

1 TBEépAasi yBEPEHHOCTb, YTO UMEHHO OHa AOIKHA UCMOMHSTL €€, OTNu-

yanum Mapuio BeHnamuHoBHy KOouHy ¢ paHHux net. Ewé yyacb B KOH-
cepBaToOpun, OHa C YBIEYEHNEM urparna Ha dKk3ameHax M KOHLepTax COMMHEHNsI
CBOMX COYYEHVKOB, NMpeobpaxas VX nepBble TBOPYECKME OMbIThl CUMON CBOEro
TanaHTa. XapakTepHo, 4TO Aaxe B CBOK AWUMNIIOMHYK MPOrpamMmmy OHa BKIHOYM-
na ofHoyacTHbIM dhopTenuaHHbli koHuepT MepmaHa buka, Takke yumBLIErocs
B knacce J1.B. HukonaeBa. Yxe B TeyeHMe MepBOro AeCATUNETUS CamMoCTOsi-
TernbHOW KOHLEepPTHOW aeatenbHocTu KOgMHa ncnonHuna coumHeHust 6onee yem
20-T COBpPEMEHHbIX KOMMO3WTOPOB, BXOAMBLUMX B €€ OKPYXeHWe, cpean Ko-
Topbix: I. Buk, A. Kpenn, tO. WanopuH, M. WTrenHbepr, M. KOguH, H. MeTHep,
M. MHecuH, W. Wunnuxrep, 1. WTpeiixep, B. Lep6ayés. M B nocneaytoLme rogbl
KPYr MMEH NOCTOsIHHO paclumpsncs. Hasosém ewé n B.M. borgaHosa-bepesos-
CKOro, YbM counHeHns KOgmHa ocobeHHO akTMBHO nponaraHavpoBana B 40-e u
50- roabl.

B oktabpe 1961 roga Mapusa BennamuHoBHa HOguHa nwucana A. [spty:
«... Urpatb, Urpatb cpegu U Ans nogeit — MOXHO TOMBKO A3bIKOM U Hanpsbke-
HMeM CBOEN 3MOXW, N eCr 3TO TBOM COOTEHECTBEHHUKN — TO €L nyYlie». JTo
ObIny rogbl HaMBbLICLLErO YBREYEHUSI COBPEMEHHOM MUPOBOWN MYy3blkoW. IMEHHO
Torga u Tonbko Toraa KoguHa, YenoBek KpalHOCTEN, MOrna BbiCKa3aTb — B 9TOM
e MMcCbMe — MbICMb, KOTOpas B €€ ycTax, ycTax HenpeB30WAEHHOW UCMOMHU-
TenbHULIbI BEMWKMX KNAaCCUKOB, 3BYYMT MOYTU KPaMOnow: «Bcsi MpexHss my3abika
ANA MEHS NNLLb My3ei, AaXe Benvkas...».
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B npepnaraembiil Auck BoOwAM 3anucy ucronHeHun M.B. KOguHON coumHeHui
pycckux komnosmtopoB coBeTckoro nepuopa — C.C. lMpokodbesa, HO.A. LWano-
puviHa, t0.A. Kouyposa, I.B. Ceupungosa n A.M. BorkoHckoro. C KaxabIM 13 H/X eé
cBsi3blBana nuM4yHas u TBopyeckas apyxba, ocobeHHo TecHast — ¢ [pokodbeBbIM
1 BonkoHckuM. B eé 6e36pexHon nepenncke NOCTOSHHO BCTPEYalTCa UX UMe-
Ha, KOamHa ropsiio 06CyxgaeT ux COMMHEHUs, AeNUTCa BOCNOMUHaHusAMU. [MNepen
HaMu NpeacTaoT XuBble 06pasbl KOMNO3MTOPOB — TBOPLIOB HOBOIO UCKYCCTBA.

NMPOKO®bLEB

nyHas Bctpeya c¢ C.C. MNpokodbeBbiM cocTosinack B 1933 rogy. Ero coum-

HEHUS CTanu NosiBMATLCA B €€ KOHLEPTHbIX NporpaMMax eLwé ¢ 1926 roga:

Bannaga ons BnonoH4yenu u ooptenuaHo u Tpu popTenmaHHbIX COHaTbI:
NeNe 3, 4 n 5. EABa NO3HAKOMUBLLUCL C MYy3bIKOW 2-r0 KOHLEpTa, OHa, C Npucy-
eV el O4epPXUMOCTbIO, CTana Hag HUM pabotatb M yxe B Hosbpe 1933 ropa
koHUepT Brnepsble B CCCP npo3syyan B €€ ncnonHeHun. 31o 6bino B Kuese. 3a
OVpWKEpPCKnM nynstom Awa MopeHwTerH. KoHuepT NpoYHO BOLWEN B €€ penep-
Tyap ¥ UcnomnHsncs et Ao koHua 40-x rogos.

BTopas — mockoBckas — npeMbepa coctosanack B mapte 1935 roga B KonoHHom
3ane [loma coto3oB. [upwxuposan Jleo MMH36ypr. MNpucyTcTBOBaBLUNIA HA KOH-
uepte MpokodbeB nogapun KOQuHOM HOTbI CBOETO COYMMHEHUS «Bellb B cebex
Op. 45A c Hagnucbto: «Mapumn BeHnaMrMHOBHE Ha NamsiTb O €€ UCMOSTHEHNUU 2-T0
koHuepTa. CMNPK®B 12 anpens 1935 r.» VIMEHHO 3TO COYMHEHME, 3anncaHHoe
6e3 manoro 30 net cnycTs, B 60-e roabl, U OTKpbIBAET Hall Anck. 3aeck KOauHa
rOBOPUT CO CryLIaTENeM XOPOLLO MOHATHBIM €l «SA3bIKOM U HanpsikeHMeM CBOEeN
3MoXuU», Haxoas afekBaTHble cpeacTBa BonnoLeHus!
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B nepepave KOguHom nopaxaeT coveTaHue NPOKObEBCKOWM 3HEPriu, Hamnopa,
OLLYLLIeHNS1 TOKKaTHOCTM, OKPaLLEHHbIX B TEMHbIE, NyCTble TOHa C MTHOBEHHbIMU
nepekslo4YeHNsIMN B CBETIIOE XONOAHOBaTOE 3ByYaHue. 34eCb HET NMpUBbIYHOIO
npokodbeBckoro obasTenbHOro MenoamMama: 310 He nupuka 2-ro koHuepta. U
4YTO OCOBEHHO TpOraeT: YeM CKPOMHee U abCTpaKTHee MEeNOANYECKUA PUCYHOK,
Tem Gornee 06pa3HO 1 SMOLIMOHATBHO HAMOMHEHO OH 3BYYNT 3Aechb y KOanHoM.

B anpene 1937 r. Mapusi BeHnammHoBHa NpucyTCcTBOBana Ha MOCKOBCKOW npe-
Mbepe 2-1 cumdoHnyeckor coutbl n3 baneta «Pomeo n [xynbetta» (avpu-
xép 3. CeHkap). Mysbika rny6oko B3BOMHOBana €€, oHa NodyBcTBOBarna B Hel
Onn3oCcTb K NMepBOMCTOYHUKY, K LLlekcnupy, ycnblwana ctonb 6rnmskyto en B Te
CTpaluHble rogbl Tpareauto pasnyku. Torga KOguHa n obpatunacsk k MNpokodbesy
¢ npocbbor co3gatb Ans Heé opTenmaHHy TPaHCKPUNUUIO clouTbl. MepBbim
ncnonHuTenem ctoutebl 6bin asTop. A 19 mapta 1938 roga B bonbliom 3ane Jle-
HUHrpagckon chunapmonumn KOguHa ncnonHuna no pykonucu 3Tn MATb Nbec u3
[ecsaTu, Boleawurx B clouTy. MIMeHHo oHu Bcerga 6binv B eé penepTyape: Oxy-
nbetTa-gesoyvka, MoHTekkn n Kanynettn, lNMatep JlopeHuo, TaHew AHTURLCKUX
Aesyliek, Pomeo n [xynbetTa nepeq pasnykon. B nocnegHun pas oHn npo3ssy-
Yanu 5 okTs6ps 1967 roga B 3ane YankoBckoro.

M3 oByx npeacTaBneHHbix Ha avcke nbec — «MoHTekkn 1 Kanynettu» n «Pomeo
n [xynbeTTa nepen pasnykoi» — nepsasi nybnukyetcs Bnepsble. Kak Bcerga B
MHTepnpeTaumn KOQuHOM NporpaMMHbIX COYMHEHUI U, Tem Gornee, TpaHCKpun-
LU nneHsieT 60oraTcTBO OPKECTPOBOrO 3BYYaHWs!, BbINyKNOE WMHTOHMPOBAaHMWE,
Gnarogapsi KOTOpbIM Kaxdbli 06pa3 CTaHOBUTCA 3pUMbIM, MOYTU OCS3aEMbIM.
O6Ge nbecbl OHa UrpaeT HeOXMAAHHO 3HAYUTENbHO MedfieHHee, YeM Mbl Npu-
BbIKINW CrbllaTb B OPKECTpe W y APYrUX UCMOMNHUTENEN, n YeM 3T0 6bino Obl
BO3MOXXHO ANs nriacTuyeckoro BonnoweHust. Ho, kak Bcerga, oHa 6e30roBopoy-
HO ybexpaeT. B aTom Temne Tskénasi MOCTynb akkOpAOB B codeTaHun ¢ 060-
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CTPEHHBIM PUTMOM TEMbI B MNpaBol pyke (BMecTo 16-x KOguHa urpaet egga nu
He 64-e!) MakcMmanbHO Crylaet u ycunuBaeT aTtMocdepy Bpaxabl, yrpo3bl B
«MoHTekkun n Kanynettuy. A nbeca «Pomeo n [xyneeTTa nepes pasnykony», c eé
LienoMyapeHHON 1 nevarnbHo TemMon [xKynbeTThl, 3By4nT B Ha4yane ewé bonee
CMOKOMHO U yMUPOTBOPEHHO. «CLeHa 3akaH4MBaeTCs CMepTerNlbHbIM OLeneHe-
HMeM, OT My3blkv BeeT xonogom cknena. OcobeHHoe BnevyatneHme npon3BoauT
FOAVHCKOE MepPTBEHHOE CTakKkaTo B NEBOW PyKE Y MOHOTOHHO MOBTOPSIHOLLMIACS,
HeyMOnuMbIf, Kak Xo4 BPEMEHW, MOTVB B NPaBoy pyKe... U BbICOKO B HeOO BO3-
HOCATCH AyLUN BMOONEHHBIX ...» (B. [JepessHko)

LWAMOPUH

20-e rogbl — BpeMsi co3nanunsa Bropoii CoHatbl — KOgmHa 6bina ceasaHa ¢

LLlanopuHbIM TecHon apyx6oi, Bepura B ero TanaHT, XoTerna BuaeTb B HEM

«BTOporo Mycoprckoroy, nogaepxusana B MUHYTbl TBOPHECKUX COMHEHUIA.
Mysbika CoHaTbl, NpOHU3aHHas Hen3ObIBHOW Mevanblo, cpasy 3axBaTuna eé.
OHa nucana komnosutopy B 1928 roay: «Munein LWanopuk! /.../ Tl gercTBUTEnNb-
HO He olmnbCs B MOCBSALLEHUN — 3TO MOsI coHaTay. Bnepsblie KOguHa cbirpana
CoHarty 27-ro siHBaps 1929 roga B Manom 3ane JleHuHrpagckon ounapMoHumm.
A 12 ceBpans nostopuna €€ B Manom 3ane JIeHWHrpaackom KoHcepBaTopuu,
cbirpaB eLwé u coHaty M. KOguHa.

Bnocneactsum nyTm ABYX XyAOXHMKOB pasolunvce. Ho mysbika CoHaTbl Bcerga
ocTaBanacsk 6nuska KOgmHon cBouM «macluTabom 1 HEMOBTOPUMBIM U HE MOBTO-
puBLMMCS cBoeobpa3snem». OHa Haxoguna, 4to eé [lMevanb «6nuska Meyanu
Bnoka /.../ 3To — HEKMIN — HaLL NEHMHIPaACKMIA, 3araflouHbIA hparMeHT U nnaya
N pa3mMblwnenns o cyabbax Poccun v cBoel cOBCTBEHHON — NUYHOW CyabObI
Kaxxgoro n3 Hacy. Tak nucana oHa komnosuTopy cnyctsa 30 net, B sHBape 1958
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roga nocrne ucnonHeHns CoHaTbl (KOTOpoe OHa c4yuTana Heyﬂ,aLIHblM) Ha ero
TBOPYECKOM Be4epe.

Cnywas 3anucb CoHaTbl, caenanHyto B 1959 roaly, Henb3si He OLLyTUTb NOANUH-
HOCTb U HEYBSIIaEMYIO CBEXECTb NEPEXMBaHUIA, YCIbIlaTh CMATEHWUE U Tparuaw,
KOTOPbIMW MPOHUKHYTA 3Ta MHTepnpeTauust. [llopaxaeT BbiCOKas CTeneHb dMOLU-
OHarnbHOro HanpspkeHus: kak 6yaTo 6bl He 6bino atux 30-Tv net! HecmoTpsi Ha
HeobblyaliHyH CIOXXHOCTb U «aHTU-OPTENNAHHOCTbY — Kak rosopuna KoguHa —
dakTypbl CoHaTbl, KOTOPYIO OHa Ha3blBaeT NapTUTYPON — «HEKUI dhaHTacTuye-
CKUI aycLyr HEKOeW HecoCTOSBLUENCH CUMMOHUNY — €€ UCMONHEHNe NneHseT
YAMBUTENBHOWM SCHOCTHIO U CTPOTrOCTbI0 (POPMbI U BbICOYANLLNM TEXHUYECKUM 1
3BYKOBbIM MaCcTEPCTBOM.

KO4YYPOB

pusi Bnagumuposuda KouypoBa, kak u ero yuutens B.B. LLepbayéra,

OguHa oTHocuna K eBponensnpoBaHHbIM KOMMO3UTOpaM, cyuTana

CBOUMM €AVHOMBbILLMIEHHUKaMM 1 «BrivbxaniluMmy copaTHUKamu Ha HuBe
HOBOW My3blku». Nocne ux koHuuHbl B 1952 rogy oHa dyBcTBOBana cebsi ocu-
poTeBwen. Obpa3 KovypoBa Buaencs e B pomaHTuyeckom opeone: «kOpouka
KouvypoB nogobeH Heckonbkum HesabbiBaeMblM MTHOBEHUSAM B TUXOM, 6e3monB-
HOM necy; kak y lNacTepHaka ckasaHo: «[TpoHM3aH COMHUEM Nec HackBO3b» (U3
cmuxomeopeHusi « TuwuHa»). VI cam oH, 1 ero Mysbika (HECMOTPS Ha “Tpaaunum-
OHHOCTb “) M3ny4yanu cBeT U TULLNHY. B 3TOM cMbicne oH 6bin 1 ocTancs B Hallen
namsiTn rrny6oKo NCKOHHO PYCCKUM siBneHvneM. (HemHozo o ndsix JleHuHepada.
JIBJ1. Cmp.101)

McnonHenne KOguHon dpoptenmanHoro Adagio KodypoBa oTKpbIBaeT Ham 1 Apy-
rie CTOPOHbI XapakTepa KOMMO3nTopa, KOTOPble He MO He NPOABUTLCS UMEH-

17



Ho B Adagio. OHO MOHYMEHTarnbHO, HaNoONMHEHO TOPXKECTBEHHOMN, BO3BbILLEHHOW
nevanbto CUNbHOMW, MY>XeCTBEHHOW HaTypbl. IMeHHO Tak cama Mapus BeHnamu-
HOBHa XxapakTepu3oBana 3To counmHeHune: «OHO cBoeobpasHo, nevansHoO 1 Top-
)KECTBEHHO, poacTBeHHO 6e3 nogpaxatenbHocTn Adagio n3 «Hammerklaviery —
29-11 coHaTbl beTxoBeHay.

Bnepsble oHa cbirpana Adagio B dpespane 1944 roga B Manom 3ane MockoBcKow
KOHCepBaTopuu, a nocrnefHee U3 U3BECTHbIX UCMOMHEHU COCTOSNOCh B MIOHE
1953 ropa B Manowm 3ane JleHnHrpapckon dpunapmonumn. M oba pasa nporpamma
Obina NocBesiLeHa My3blke YacTO UCMOMHSIEMbIX €10 NEHUHIPaACKMX KOMMO3UTO-
poB — 6rnm3kmx 1 nbumeix apysen: B. borgaHoBa-bepesosckoro, O. EBnaxosa,
Bn. Wep6ayésa, I". Monosa, C. MNMpokodbesa, [l. LLlocTakoBuya. Henb3s He noxa-
neTb 0 TOM, YTO MX COMMHEHUsT — He cuuTast [pokodbeBa u LLocTakoBuya — Tak
HVKOrAa He Obinn 3anucaHsbl.

cBnPmnaoB

leoprnem Bacunbesniem CeupngoBbiM KOgmHa conmannach B KOHLE BOW-

Hbl, KOrAa oHa cTana 4acTo npueaxartb B JleHUHrpag, BcTpeyanach ¢ KoM-

no3nTopamun B HaAexae HaTy HOBble MHTEPeCHble CounHeHns. Kak pa3 B
Havane 1946 roga CerpraoB 3akoH4un cBoto MapTuTy da MyuHop (3TOT BapuaHT
CouvMHeHuns n3secteH kak «Maptuta Ne 1, Op. 9» , «Cos. Komnoautop». 1947 r. —
B OTnnyne ot Bonee No3gHero, 3HaunTenbHO Gonee pasBEPHYTOrO BapuaHTa,
onybnvkoBaHHoro msgatensctBoM «My3sbika» B 1983 r). [No3HakomuBLUMCE C
My3bIKkoi Mo pykonucu, KOguHa Bbina cpaldy nokopeHa ew. «Hepapom s Tak 60-
roteopto MapTuTy CBUpUAoOBa, — Nucana oHa Torga komnoauTtopy M. MaTeeesy. —
OHa TOYHO ANA MeHs COo3faHa — MOW MeuTbl, MOU AyMbl, MOU Hadexabl, MOu
cnesbl...». Yxe 2-ro anpens 1947 roga Mapus BeHnamvnHoBHa BnepBble urpana
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MapTuTy (ewé HemsgaHHy) B CBOEM KoHUepTe B Bonbluom 3ane MockoBckow
KoHcepBaTopun. OHa Npo3Byyana Bo BTOPOM oTAeneHuy nocne 8- coHatbl Npo-
KodbeBa. B cBA3n ¢ 6onesHbio CBUPUAOB He npuexarn Ha NpeMbepy.

BcnomMuHas 06 aTom coumHeHumn MHoro net cnycTs, B 1963 rogy, FOgnHa nucana
M.M. CyBunHckomy: «/.../ Maptuta Gbina HOBa N HEOXWAAHHA, A €€ C BOCTOp-
roM urpana BnepBble Toraa...». ATOT BOCTOPT 1 HEOBObIKHOBEHHAS YBMEYEHHOCTb
CrbILWHbI U B Npeanaraemoln 3anucu. MNopaxaeT 60ratcTBo OPKeCTPOBbIX KPACOK,
OVNHAMUYECKMIN — @ 3HAYUT, SMOLMOHASIbHbBIA Y CMbICIIOBOW — AMana3oH BbiCKa-
3bIBaHWsA, BbICKa3blBaHWs OT NepBoro nuua. [lencTeutensHo — 3gech Bes KogmHa.
OTO AOCTONMHBIN MAMATHUK KOMMO3UTOPY.

B nocnepytowme rogsl Mapusi BeHmamnHoBHa He Haxoguna B TBopyecTBe CBU-
pvaoBa MOAMMHHOTO HOBATOPCTBA M KOHTaKTbl C HUM — NpoddeccroHarbHbIe 1
OpY>XecKune npakTu4eckn npekpatunmcs. Ho B eé knaccax kamepHoro aHcamoéns
1 KOHLIepTMEeCTepCcKoro MacTepcTBa NocTOsIHHO 3Byyarno Tpmo Cerpuaosa v Lie-
bl Psif €ro POMaHCoB.

BOJIKOHCKUN

AvHa y3Hana monogoro AHgpes BonkoHckoro B 1956-1957 ropax u ¢

npucyLlen en 30pKOCTbIO, pa3rnsageB B HEM He3aypsigHY0 HaTypy, ro-

BOpWa 0 HEM: «OAapéH B BbICLLEN CTENEHU, My3bIKaHT BoXben Muno-
cTbto, “CtonTta 3epkan” — COMMHEHNEe abCoMOTHO reHNarnbHoe. .. »

Yxe oceHblo 1957 roga Ha KOHLepTe eé CTyAeHTOB KaMepHOro Knacca Bnepsble
nposByyan ero «KsuHTeT». 310 GbINa HacTosAwasa ceHcaumsa! Mapusa Bennamu-
HOBHa nucana: «bbINno BUAUMO-HEBUAUMO Hapoay, Obin «cam» KHA3b BonkoH-
CKWI — NPsSIMOI NOTOMOK AekabpucTa, ero BeCbMa Bbl3biBanu, NOTOM U 1 FOBOPU-
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na kpaTkoe nocrniecrnosue... Pasymeercsi — notom, kak Bceraa -/.../ rotoBbl 6binu
cbecTby. ( U3 nucbma k B.C. JlobnuHckomy. 8.12.1957)

doprenunaHHyto clonTy «Musica Stricta». Fantasia ricercata, kotopyto BonkoHckuin
BroCneacTBuM NnocBATUT e, KOamHa Bnepsble yenbiwana B 1957 rogy Ha YyecTBo-
BaHUN XyAoxHMKa POHBU3MHA, rAe KOMMO3UTOP urpan CBOE HOBOE COYMHEHME.
«...OTOo HanucaHo “no cucteme nosaHero LeHbepra” T.e. “nogekadoHHas” My3bl-
Ka, Unu uHave “cepuiHasn”, — YaTaeM Mbl B O4HOM M3 €€ nucem. — HUKTO Huyero
He MOHsIN, HO ycnex Obin GeLleHblil, UMEHHO NO3TOMY». (PKU3Hb r0/1Ha cMbicra.
1. 441. c. 480) KOgnHa BOCMpMHSANIA My3bIKy CIOUTbI Kak AaBHO OXMAAEMYH0, Kak bl
cneumnansHO Ans Heé HanucaHHyto. o Bcel BMAMMOCTH, HOThI OT aBTopa Mapus
BeHnamunHoBHa nonyunna rae-Tto B koHue 1960 roga. OHa nuwet emy: «[Joporon,
BecbMa goporon AHgpent Muxannosuy! He cepauTtecb Ha MeHsi 32 MOE NCYE3HO-
BeHue ¢ Bawel 3amevatensHon pykonuceto! A xotena Bac npurnacuts, korga s
eé Bblyyy». W panee: «“cepuiiHas” Mysblka He XOET, CTPEMUTENbHO HECETCS B
6EeCKOHEYHOCTb, — U A HEM3BEXHO M KaTacTpodUyecku OTCTal, ynpaBnsAschb Mo-
kamecT /.../ ¢ “Heoknaccuyeckum nepurogom” /.../ n nocteneHHo nayyato Bac n Be-
©epHay. ( B uckyccmee padocmHo 6bimb emecme. [1. 286. c. 413) .

Bnepsble ctouta «Musica Stricta» npo3yvana B ncrnonHeHum KognHon B Mockse 6
masi 1961 roga B KoHUepTHOM 3ane NHctutyTta nm. M’HecuHbIx. MNoncTrHe — 310 Obin
KoHUepT-npa3sgHuk! B Havyane koHuepTta Mapusa BeHnamuHoBHa, OCyLLECTBUB CBOIO
3aBETHYI0 MeuTy, cbirpana Bmecte ¢ BonkoHckum ase dyru baxa us «Mckyccrea
dyrn» B aBTOPCKOM Bepcun Ans 2-x knaBupoB. 3atem npossyyana CoHata XuH-
Aemuta ansa 2-x cdoptenmano (1942 r.) A Ciouta 3aBepLuana nepsoe otaeneHve
KOHLepTa 1 6bina cbirpaHa Asaxabl! Hepegko npuberas k Takum nostopam, Kogu-
Ha xoTena, 4Ytobbl crywaTeny UMen BO3MOXHOCTb My6xe NMOHATb COBEPLUEHHO
HOBOE [N HUX COYMHEHME U CMOINW pasfenvTb ¢ Hell eé BocTopr. Bo BTopom oT-
aeneHumn 6bina ucnonHeHa rpaHanosHas CoHarta baptoka ans 2-x doprenuaHo ¢
YAAPHBIMU.
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A 11 1 12 mas cocTosinacb neHvHrpaackasi npemoepa Crontbl BOonkOHCKOro: B KOH-
LepTHoM 3ane y ®uHNsHACKoro Bok3ana v B [Jome KOMMo3nTOpOB.

MHe He pas npuxoaunock y4acTBoBaTb B MOAOOHBIX Mporpammax, ucnonHsas ¢ Ma-
puen BeHnammHoBHon CoHaTbl XuHaemuTa n CTpaBUHCKOro Anst 2-x oopTenuaHo.
BonkoHckoro oHa Bcerga urpana no Hotam, a s nepesBopavmBana CcTpanHuupbl. U
Kaxablii pa3 nony4ana HYW C YeM He CPaBHUMOE HacnaxaeHwe: rmsaas B HOTbl U
SICHO BUASA CEPUINHYI0, aBCTPaKTHYIO CTPYKTYPY My3blkanbHOro TEKCTa, S Crbllana
YAVBUTENbHOE NO MHTOHALMOHHOMY BoraTcTBy, pa3Hoobpa3uio Kpacok 1 CMbICIIOB
3BYKOBOE BOMoLeHne (kak 6ol — monmoHnio TembpoB, PUTMOB U COCTOSHUIA) 1
Buaena atv BonwebHble pyku. KOOMHOM yaaBanock 3acTaBuTb 3ByYaTb AaXe MHO-
rOYVCreHHble U AOBOMbHO AONrMe naysbl. VICMOMHAA CepuiiHylo My3biKy, OHa He
N3MeHsina CBOeN IKCNPEeCCUBHOW MaHepe MHTOHNPOBAHUS, KOTopasi, kasanoch Obl,
npoTmBopeynna o6bEKTUBHOCTU CTPYKTYpbl cepun. Bce 3To Mbl crnbilumMm B 3anvcu
C koHUepTa B my3ee CkpsbuHa. M gaxe oTHIOAb He naeanbHO HaCTPOEHHBIN POsinb
He MOXeT UCnopTuTb BrievatneHus. Hegapom cam BonkoHCKuiA, KOTOPbI 0COBeH-
HO BbICOKO LIEHWIN MMEHHO CyObEeKTUBM3M My3blkanbHbIX BbickasbliBaHu KOanHON,
rOBOPWI, 4TO «B €€ UCMONHeHuK Bbina kakas-To cuna, HeBeposiTHas SHeprus, pes-
kas ybexpgéHHocTb...» B noaTeBepxaeHne 3TOMy BCMOMHMM peanbHbI 3nv3of,
pacckasaHHbI camum Komnosutopom. OgHaxabl KOguHa ceirpana B 0O4HOM MecTe
ero «Musica Stricta» BMecTo Tpéx piano Tpu forte. «[MoHavany s 6bin B yxace. Ho,
npocnyLlaB HECKOMNbKO pa3 3anucb, peLuuns, 4YTo Tak Toxe xopolo». W fobasun:
«OHa ymena ybexgats!»

B 3aknioueHune ckaxem, YTO Kaxgoe MPUKOCHOBEHWE K MCMONHUTENIbCKOMY UCKYC-
ctBy Mapun BeHnamuHoBHbI FOOUHOWM CynuT HaMm — v cnywaTensm, u npodeccu-
OHanbHbIM My3blKaHTaM-UCMONHUTENAM — OTKPbITUSA, yOexaaeT B TOM, YTO €€ He-
yBsiJaeMble MHTeprpeTaummn n cenyac, B Hadane Tpetbero gecsatunetna XXI seka
YpesBblYaNHO akTyarnbHbl U eLLé A0 KOHLa He pasrafaHbl.

M.A. [Ipo3dosa
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Cepre# NMpokodben (1891-1953)
Bewb B cebe, nbeca ansa goprenvaHo, Op. 45 A:

Allegromoderato . . ...t 6.31
10 nbec ansa doprenmMaHo
13 6aneta «Pomeo u [xynbettar, Op. 75:

6. MoHTekkM M KanyneTTu™. . ... ... ... 4:57

10. Pomeo v [kynbeTTa nepes pasnykom . . . .o ov v v e e e e, 8:52

HOpun WanopuH (1887-1966)
CoHata gnsa cdoprennano Ne 2 da-gues muHop, Op. 7

1. Allegro agitato. Allatoccata . . . ... 9.17
2. Andante. Molto liricocondolore. . ........................ 8.13
3. Finale. Moderatoassai. . . . ......... i 3.24

Feoprun Ceupupos (1915-1998)
Maptuta Ne 1 dpa muHop, Op. 9 (1-g pedakyus)*

1. Mpentoana. Moderato . ........... .. .. 3.44
2. Mapw. Tempodimarcia. . . ......... ... 1.30
3. TpaypHas My3blka. Adagio. . ... 2.32
4. KaHoH. Allegrorisoluto . . . . ... i 1.07
5.PeuntatvB. Largo. . . ... .. 2.19
6 . Onunor. Molto sostenuto. . . ........ ... . 3.34

Opui Kouypos (1907-1952)
Apaxuo Conb Maxop, Op. 5% .. ... ... .. . 9.33
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AHppen BonkoHckun (1933-2008)
Musica Stricta (Fantasia ricercata) ana doptenvaHo (1957)

L.ANdantino. . ... 2.08
2 Allegretto . ... 0.55
3.Lentorubato. . .. ... 2.23
4 AEgroMarcato .. ...t 2.12

* nybnukyemcs snepssie

Mapusa KOguHa, chopTenmaHo

3anucy 1964 r. ([1]), 1952 . ([3]), 1959 1. ([4] - [&]), 1961 . ([13])
CTtyaniHble 3anvcu 13 apxmea Foctenepaanodonaia

1947 r. ([7] - [12]), 1950 . ([2])

3anuce ¢ koHuepTa B Mysee A.H. CkpsibuHa B 1961 r. ([14] - [17])

PectaBpauusi n macteputr: Enena Cbiy
OwnzanH: Makcum KomnaHeel
McnonHutenbHbI npoatocep: EBrenni MNnatoHos

© & ® 2021 MockoBckasi rocyaapcTBeHHast
KoHcepsatopus M. N./. Yarikosckoro
Bce npaBa 3aLumiLeHbl

23



Georgy Sviridov

L0 Ve S

Yury Kochurov

Yury Shaporin

" ‘

Q %

Andrey Volkonsky




