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Prelude and Fugue No. 1 in C major, BWV 846
Prelude . . . . . . . . . .
Fugue . . . . . .

Sviatoslav Richter, piano, rec. in 1962

Prelude and Fugue No. 2 in C minor, BWV 847

Prelude . . . . . . . . .

(4] Fugue . . . . .
Prelude and Fugue No. 3 in C sharp major, BWV 848

Prelude . . . . . . . . . . . .

(6] Fugue . . . . .

Tatiana Nikolaeva, piano, rec. in 1956
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Fugue . . . . . . e
Prelude and Fugue No. 5 in D major, BWV 850

(9] Prelude . . . . . . . . .
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Prelude and Fugue No. 6 in D minor, BWV 851
Prelude . . . . . . . ... .. ...
Fugue . . . . . . . e

Maria Yudina, piano, rec. in 1951

Prelude and Fugue No. 7 in E flat major, BWV 852
Prelude . . . . . . . . .. ...
Fugue . . . . . . . e

Sviatoslav Richter, piano, rec. in 1962

Prelude and Fugue No. 8 in E flat minor, BWV 853
Prelude . . . . . . . . . . ...
Fugue . . . . . . . e

Yakov Flier, piano, rec. in 1958

Prelude and Fugue No. 9 in E major, BWV 854
Prelude . . . . . . . . . . ..
Fugue . . . . . . e
Prelude and Fugue No. 10 in E minor, BWV 855
Prelude . . . . . . . . . . ...
Fugue . . . . . . e

Samuil Feinberg, piano, rec. in 1950’s

Prelude and Fugue No. 11 in F major, BWV 856

Prelude . . . . . . . . . . ..

Fugue . . . . . .
Prelude and Fugue No. 12 in F minor, BWV 857

Prelude . . . . . . . . . . ...

Fugue . . . . . . .
Sviatoslav Richter, piano, rec. in 1951
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Prelude and Fugue No. 15 in G major, BWV 860
Prelude . . . . . . . . . .
(6]  Fugue. . . . . . . v i
Heinrich Neuhaus, piano, rec. in 1951
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Fugue. . . . . . . .
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Heinrich Neuhaus, piano, rec. in 1951
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Prelude. . . . . . . . . . . ..
Fugue. . . . . . e e
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Prelude . . . . . . . . . . e e e
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Samuil Feinberg, piano, rec. in 1950’s
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The archived recordings on this CD
are unique in their own way. Produced
mainly in the 1950s-1960s, they are
an audio document of an epoch now
commonly referred to as the time
of officialdom art, when creativity
was strictly subject to ideological
censorship and anything outside the
rigid framework of the artistic culture of
the so called Soviet Empire style was
considered to be ‘alien’, even if it meant
‘writing off’ timeless masterpieces of
universal importance. However, this
was not always the case — at least not
with regard to the Russian musical
performing art of that period.

Of all the forms of art, music remained
perhaps (if inclined to do so) the only
spiritual territory where ideological
clichés did not apply, simply because
the language of music has this
fortunate quality of being so universal
and all-embracing as to express that
which does not depend upon incidental
historical circumstances but rises
above them. And if this is so, Bach’s
music, like no other, symbolizes

such noble independence from the
constraints of time and place.

Yet the place — namely Moscow in the
middle of the twentieth century — has
its impact in a very different sense and
it shows in the recordings of The Well-
Tempered Clavier that you are about
to hear.

It is a rare opportunity to learn
about the Russian school of piano
performance through listening
to its most outstanding - and
very differentl — representatives.
Particularly so considering that what
they are playing is sometimes hastily
dismissed as not being characteristic
of the national pianistic tradition. That
tradition is usually associated with the
following key features: the cultivation
of the ‘singing’ piano; the prevalence
of the melodic line in its richly nuanced
intonation; the special attention to
the colouristic patterns of the sound;
and, finally, the concept of expressive
performing, where the personal and the
psychological take precedence over
the structural and the formal — hence



our piano school being often described
as ‘romantic. The abovementioned
features are, of course, to various
extents present in the interpretations
brought together on this CD, but it
becomes clear in listening to Bach that
the Russian art of piano performance
is by no means limited to those stylistic
clichés. And at this point it is worth
remembering one more dictum of the
Russian piano school, namely that a
performance is artistic only if it has a
precious combination of the objective
respect for the historical roots of the
style of a particular musical piece
and the subjective ‘co-authorship’
of feeling your own way through it
when performing. It is telling though
how personal takes and renderings
of Bach’s legacy are sometimes so
different as to make us reconsider the
tradition itself as well as its principles.
In any case, there is much to be
learned from the experience of the
Russian pianists of the mid-twentieth
century.

It was historically determined that
recordings of The Well-Tempered

Clavier made by the majority of the
musicians represented on this CD were
hard to come by up until the 1990s. For
the international audience it was due in
the first place to the ‘closed off’ nature
of most things happening behind the
iron curtain in the Soviet society and
culture — and they included some
extraordinary and exceptional events.

Naturally this ‘shut off’ had affected the
art processes, which have undergone
their own inner evolution: excluded
from the world artistic context, it
evolved with an inimitable character
all of its own. Today it is clear that the
art of interpreting Bach’s legacy shown
by the Soviet pianists secured them
the rightful place in the worldwide
clavier bachiana along with Wanda
Landowska, Edwin Fischer, Walter
Gieseking, Rosalyn Tureck, Friedrich
Gulda and Glenn Gould.

Heinrich NEUHAUS (1883-1964) is
rightly considered to be one of the
father figures of the Moscow pianistic
tradition. His concept of performance
is reflected not only in concert and



teaching (and as a teacher he was
among those with indisputable
authority), but also in his writings, which
remain relevant to this day. One of the
main aesthetic principles observed by
Neuhaus — a piano capable of ‘singing’
like a human voice — can be traced in
all interpretations done by him, be it the
music of Chopin, Scriabin, Beethoven
or Bach. It gives his performances this
authentically natural feel brought about
by a completely coherent utterance,
pliant and ‘breathing’ musical phrasing,
flowing melodic voices where intoning
is of the highest importance, — all that
comes with the notion of the ‘singing’
piano which now has a somewhat
nostalgic ring to it.

Samuil FEINBERG (1890-1962), apart
from his performing career, worked
in composition and piano teaching,
authoring a number of books and
multiple articles on the theory and
practice of the art of performing. He
took a critical view of the so called
‘stylistic mimicry’, himself preferring
to stick to a more straightforward and
objective idea of ‘style’, and had no

time for any displays of ‘formalism’
(counting Ferruccio Busoni as one of
the ‘formalists’). This showed in his
own manner of playing with its unfailing
sense of proportion and precise means
of expression coupled with attention to
detail. His interpretations are sensitive
to the history of style and at the same
time have a personal — intimate
rather than public — and refined taste.
Whatever the style of music Feinberg
turned to, his playing was marked by
restrained emotion and an amazing
standard of sound.

Maria YUDINA (1899-1970) was
one of the non-conforming artists.
Her performance style, as well as her
overall philosophical and aesthetical
views on the nature of creativity were
very often at loggerheads with the
established norms, which provoked a
strong reaction in academic musical
circles, causing a rejection of her art.
Unlike many of her contemporaries,
Yudina was critical of the ‘romantic’
treatment of the piano and it showed in
her repertoire preferences: she would
hardly ever play Chopin and Liszt, but



performed many works by twentieth
century composers. The music of
Bach, which she admired all her life,
has a special place in her legacy.
Yudina’s immediately recognisable
hand (the extremely prominent
articulation, the expressiveness of
narration, the fervent grandeur of her
musical ‘speech’) gives the preludes
and fugues a subjectively powerful
character, where the asceticism and
meaningfulness of thought combine to
form an integral artistic whole.

Yakov FLIER (1912-1977), as a
representative of the later generation
of the Soviet pianists, was ably
following and  developing the
principles set by his predecessors.
The core of his repertoire consisted
of works by Romantic composers
which would bring into full force the
attributes of his artistic nature: the
dazzling temperament, the lyricism,
the virtuoso scope. In the classical
realm Flier remained (as is evident
in his performance of a prelude and
a fugue on this CD) a ‘romantic’, in

full command of every nuance of the
amazingly supple clavier.

Tatiana NIKOLAEVA (1924-1993)
was, like Flier, a professor at the
Moscow conservatory, also writing
symphony, chamber and piano music
and leading a busy concert life. The
breadth of her repertoire that included
music of almost every period from
Scarlatti to Shostakovich, testifies to
the extraordinary artistic abilities of this
pianist. Nikolaeva’s art is distinguished
by the certainty of artistic intention and
its distinctive implementation. In her
interpretations the objective manner
of presentation is coupled with the
expressive character detail of the
musical imagery. In 1950 Nikolaeva
won First Prize at the international
competition in Leipzig dedicated to
Bach.

Sviatoslav RICHTER (1915-
1997) as a young man studied with
Neuhaus, but that is but a formal
sign of succession (which the famous
professor of the Moscow conservatory
himself admitted).  Richter’s art



is an embodiment of the highest
achievement in the art of musical
performance of the twentieth century.
His interpretation of The Well-
tempered Clavier is, according to
critics the world over, the pinnacle of
contemporary pianistic performance.
Complete clarity, laconism, generosity
and ‘neutrality’ — all add up to create
Richter’s formula of expressive means.
In addition, his renditions have the
greatest force of cathartic impact. In
this particular respect Richter’s art
is in its essence reaching beyond
the bounds of any school, tendency
or trend. His performances are an
absolute, a place where the personal
and the objectively present are united
and the historically precise notion of
‘style’ is sublimated into the universal
category of ‘spirit’.

Text by Vladimir Chinaev

Translation: Maria Lastochkina

Ha Hawem pwncke npepnctaBneHbl B
onpenenéHHoOM CMbIC/e YHUKalbHble
apxvBHble 3anucu. OcyllecTBNEHHbIE
npeumyLectTseHHo B 50 — 60 roapl XX
Beka, OHV ABMAIOTCA CerogHA 3By4a-
LM OOKYMEHTOM 3MOXM, O KOTOpOWN
NMPVHATO Tenepb roBOpUTb Kak O Bpe-
MeHW 0hNLMO3HOro UCKYCCTBA, Koraa
TBOPYECTBO MNOAYUMHANOCH >KECTKUM
pamMkam UOevHoOW LeH3ypbl, N Xy#oXe-
CTBEHHaA KynbTypa Tak Ha3biBaeMoro
COBETCKOro amnupa cumtana «uy-
XXUM>» BCE, 4TO HE BNUCbIBAIOCH B 3TU
pamKku, gaxe ecnnm «Mno Ty CTOPOHY»
COBETCKOM WOEeO0sIornMn OKasblBanCh
NamATHWKN obLLeyenoBeyecKoro,
BHEBPEMEHHOro 3HayeHunAa. OpHako
3TO Aaneko He Tak — BO BCAKOM Ciy-
Yyae, ecnm peyvb UOET O PYCCKOM My-
3bIKa/IbHO-MCMON—HUTENBCKOM UCKYC-
CTBE TOW Nopbl.

M3 Bcex BMAOB MCKYCCTBA WMMEHHO
My3blkallbHOe TBOPYECTBO OCTaBa-
NI0Cb (ecnn OHO 3TOro XOTeno), no-

Xanyn, eOMHCTBEHHOW  OyXOBHOW
TeppuTtopven, roe unaeonorndeckue
wramnbl  6espencrtsoBanu.  [love-

my? lMoTomy 4TO €€ A3blk obnapaeT



CYaCTNMBbIM CBOMCTBOM: OH CJIMLUKOM
06O00LWEH, CAWLWIKOM YHUBEpcasneH U
BOJSIEH BblpaXkaTb TO, YTO He 3aBUCUT
OT CNny4yariHbIX UCTOPUYECKUX OBCTOA-
TeNbCTB, YTO MOAHUMAETCA HaA HUMWN.
Ecnmn at0 Tak, To My3blka baxa, kak
HVYKakaA apyraf, CMMBONU3UpyeT Ta-
KYI0 BO3BbILLEHHYIO HE3aBMCUMOCTb OT
KOHKPETHbIX MecTa 1 BPEMEHW.

Bnpoyem, kak MOXHO CyauTb Mo npea-
CTaBJ1IeHHbIM 34€eCb 3anmncAm <<XOpOLIJO
TeMNepupoBaHHOIO KnaBupa», «Me-
CTO» — a UMeHHo MockBa cepenunHbl
XX Beka — BC& e 0aét o cebe 3HaTb.
Ho Tonbko coBceM B Opyrom CMmbicne.

Cnywarenb nmeeT peaKylo BO3MOX-
HOCTb MO3HaKOMUTLCA C MOCKOBCKOWM
opTENMaHHON LIKOMOW B nuue eé
cambIx APKUx npepctasutenen. Oco-
6EeHHO MHTEPECHO TO, YTO 3TO 3HAKOM-
CTBO OCYLECTBNAETCA Ha Marepuane
[OCTaTOMHO (Kak mHorga mMocneLHo
CYMTAIOT) «He nokasaTenbHOM» [OnfA
TPaguuMn  PyCcCKOW MUAHUCTUYECKOWN
wkonbl. E€ Hambonee obwwme xapak-
TepHbIe YepTbl NPUHATO hopMyIMpo-
BaTb TaK: KY/IbTUBMPOBaHME «MO0-

1

wero» copTenuaHo, npeobnapaHue
MEeNnoAnYeckor nMHUM BO BceM 60-
raTcTBe €€ WHTOHAUMOHHOW HIoaHCu-
POBKW, MNOOYEPKHYTOE BHUMaHuWe K
KOMOPUCTMYECKOWN pacLBeTKe 3ByKa,
HaKoHeL, — naen BblpasnTeNbHOro nc-
NOSTHEHWUA, B KOTOPOM JINYHOCTHO-MNCU-
XOnorm4yeckoe Havano npeobnagaet
Hap, KOHCTPYKTUBHO-hopmasibHbIM. He
CNnyya’iHO pyCCKylo  hopTenuaHHyto
LUKOMY YacTO Ha3blBaAIOT «POMaHTUYe-
CKOM». YMOMAHYTbIE YepTbl B TeX Unu
WHbIX NPOMOPLMAX, KOHEYHO, MPUCYyT-
CTBYIOT M B Aa@HHbIX MHTeprpeTaumnsax.
Tem He meHee, cnywanA Baxa, MOXHO
yb6eanTbCA, 4YTO pycckoe dhopTenuaH-
HOE WCKYCCTBO HWKAK He OorpaHuyn-
BaeTCA TOMIbKO YTO NepeyvmcrieHHbIMU
cTunesBbiMM Knuwe. W 3pecb Hapo
BCMOMHWTbL O €Wé OJHOM «Mpasune»
3TOW LWWIKOMbI: MUCMOSIHEHWE TOrpa AB-
NAeTCA XyOOXEeCTBEHHbIM, Korga B
HEM MpUCYTCTBYET 30JI0TOM CUHTES3
06BEKTMBHOIO UCTOPUYECKOTO Mue-
TeTa nepepn CTUEM NPOM3BEAEHNA U
CyOBbEKTMBHOrO — «COaBTOPCKOro» —
YyBCTBOBAHWA WCMNOSIHUTENEM 3TOro
cTunA. Hackonbko Takon CUHTE3 [o-
CTUraeTcA KaxpAablM WHTepnpeTaro-



poM npenioguin u cyr, 3ByYalmx Ha
Hawewm gucke, cyanTb cnywaTtento. Ho
nokasaTesibHO, YTO VMHAMBUAYasIbHbIE
MaHepbl NMOHUMaHUA U TPaKTOBKK 6a-
XOBCKOr0O HacfieamA HacTONbKO NOpow
oTNMyaloTCA Apyr OT Apyra, 4To 3a-
CTaB/AKT MO-HOBOMY MOCTaBUTb BO-
npoc Kak O CaMOW LIKOne, Tak 1 0 eé
«0bAsaTenbHbIX» nNpuHUMnax. Bo Bca-
KOM cny4ae, onbIT PYCCKUX NMaHNCTOB
BeCbMa MOYYUTENEH U UHTEPECEH.

McTopuyeckn Cnoxmnocb Tak, 4YTO
3anncyn «XopoLo TemMneprMpoBaHHOroO
Knasvpa» B WCMOSMIHEHUU OOMbLUNH-
CTBa My3blKaHTOB, NPeACcTaBfIeHHbIX
Ha CD, npakTuyecku He W3BECTHbI
LUIMPOKOMY  Kpyry npodpeccrnoHanos
HMn B Poccun, HM Tem 6onee 3a eé
npegenamu. Yto KacaetcA 3apybex-
HOro cnywartena, 370 6biN0 CBA3aHO
npexpe BCEro C TPYAHOOOCTYMHO-
CTblO MHOFOrO W MHOFOro M3 Toro, 4YTo
CKpbIBanoCb 3a 3aHaBECOM COBETCKO-
ro «3akpblToro» obuiecTsa, B KOTO-
pOM — TEM He MeHee — MPOVCXOAMN
COb6bITUA APKME N MO-CBOEMY WCKIIIO-
YnUTenNbHbIe.

KoHeyHo, aTa «3aKpbITOCTb» HaNoXwu-
na CBOW OTNeyaToK W Ha TBOpYeckue
npoLecchbl, KOTOpPbIe, HECMOTPA HU Ha
4YTO, MMENN CBOK BHYTPEHHIOID 3BO-
NIOUMIO:  OKasaBLUMCb BHe 0O6LemMu-
pPOBOro TBOPYECKOro KOHTEKCTa, 3Ta
3BOJIIOLUMA OTMEYEeHa KakuM-TO OCO-
6bIM cBOEOOpa3neEM U HEMOBTOPUMO-
cTbto. CerogHa, Korga mMbl BOCCTaHaB-
IMBaeM pasopBaHHble CBA3W, MOXHO
yTBEPXAATb, YTO WCKYCCTBO WHTEp-
npetaumm 6axoBCKOro HacneguA co-
BETCKMMW MUaHUCTamyn 3aHnmMaeT [o-
CTOWHOE MeCTO B MUPOBOW K/1aBUPHOM
6axvaHe, MOMONHAA CMMUCOK TaKuX
MMEH, Kak BaHga JlaHpoBcka, OOBuH
®uwep, Bunbrensm Kemndp, ®punapmx
l'ynbpa, MnenH Mynga...

Fevpux [lycrtasoBuy HEWFAY3
(1883 — 1964) no npaBy OTHOCUTCA K
«KflacCukaM» MOCKOBCKOM MUaHUCTW-
YeCKOW LWKonbl. Ero ncnonHntensckas
KOHUEenuuA Hawna oTpaxeHne He
TONbKO B KOHLEPTHOM M neparoruye-
CKOW OeATeNbHOCTW (B MocnegHen oH
6blN1 OQHVM U3 HernpepeKkaeMbIX aBTo-
puUTETOB), HO U B NNTEPaTYPHbIX TPY-
[ax, He TepAloWmMX akTyanbHOCTN B



Hawwn gHW. OanH U3 rnaBHbIX 3CTETU-
Yeckux npuHumnos Hewraysa — chop-
TenuaHo, cnocobHoe «neTb» MNOA0OHO
4YenoBeYEeCKOMY TOonocy — MpOCexXu-
BaeTCA BO BCEX €ro MHTepnpeTauu-
AX, 6byob To My3blka baxa, bBertxose-
Ha, LloneHa nnun CkpAbuHa. MNoTtomy
€ero MCMoJIHeHVA BbI3bIBAIOT 4yBCTBO
HenoanenbLHon €CTEeCTBEHHOCTM.
Ab6contoTHaA  CBA3HOCTb  MpOU3He-
ceHuAa, rmbkme «pplwawme» gpasbl,
NJaBHOCTb MENOANYECKNX TOIOCOB,
B KOTOPbIX WHTOHMPOBaHWE wurpaeT
NepBOCTENEHHO BaXKHYIO poSib — BOT
cnaraemble 3TOW €CTECTBEHHOCTU,
3TOr0 CEerofHA y>e HOCTaNbrMyYecKoro
obpasa «notoLero» opTennaHo.

Camyun EsreHbesny ®OEWHBEPT
(1890 — 1962) NOMUMO MCMOMHUTESb-
CKOW peATenbHOCTU paboTan B obna-
CTV KOMMO3MuuM u hopTennaHHom
neparorukun. Ero nepy npuHagnexat
MHOrOYMCNEHHbIE CTaTby MO Teopuu
W NpakTUKe WCMOSIHUTENb-ICKOro WUC-
kycctBa. PenHbepr KpUTUYecku OT-
HOCUJICA K Tak Ha3blBAEMOMY «CTUMN-
3aTopcTBy», OTAABaA MnpeanoyTeHvne
6onee CTporomy un O6BEKTUBHOMY

MOHATUIO «CTUNA», U HEe NpUHMUMan
Kakunx-nnbo npoABneHnin «copmanns-
ma» (K «dopmanuctam» OH, B 4acT-
HocTu, npuuncnan ®. Bysonu). 310
onpenenAno ero CO6CTBEHHYI WuC-
MOMHUTENBCKYID MaHepy, B KOTOPOM
HEN3MEHHO MPUCYTCTBOBANIM YyBCTBO
Mepbl, TOYHOCTb  BbIPA3UTENbHbIX
CpPeacTs Mnpu NOAYEPKHYTOM BHUMA-
HUM K peTanaMm. Ero umHTepnpeta-
UMM npucyLla YyTKOCTb K CTUNEBOMY
NUCTOPU3MYy B COYE€TaHUW C WHOUBU-
AyanbHbIM — CKOpee KaMepHbIM, 4em
MaclTabHbIM — MO-CBOEMY W3bICKaH-
HbIM BKYCOM. K Kakum Obl CTUNAM HU
obpawanca ®erHbepr, ero nrpa 6eina
OTMeYeHa 3amevaTesibHOM KynbTypou
3BYyKa W COEP>KAHHOCTBIO YyBCTB.

Mapua BacunbeBHa IOANHA
(1899 — 1970) npuHapNexuT K 4nc-
ny  XYAOXHUKOB-HOHKOH(OPMUCTOB.
Eé ncnonHuTensckaAa maHepa, Kak u
dunococko-acTeTUHeCKMe  B3rna-
Abl HAa NpMpoay TBOpYecTBa B LIeSIOM,
4acTO WN Hanepekop YCTOABLUMMCA
TpaguumaAM, 4YTO MPOBOLMPOBANO B
aKagemMmn4eckonm MysblkanbHOW cpene
OCTPYIO peakumio HenpuaAtTuA eé uc-



KyccTBa. B oTnnume ot MHOrmMX cBOMX
coBpemMeHHuKoB, tOguHa KpuTude-
CKW OTHOCWMNAChb K «POMaHTUYECKOW»
TpakToBKe (hopTenuaHo, 4YTo OTpa-
Xanocb M Ha eé penepTyapHbIX BKY-
cax: OHa MpaKTU4YecKN He ncronHAna
LLloneHa u Jlncta, 3aTo urpana MHo-
XKECTBO COYMHEHWUI KOMMO3UTOPOB
XX Beka. Mysbika Baxa, nepen koTo-
pon OanHa npeknoHAnacb BCO CBOIO
>XW3Hb, 3aHMMaeT B €€ Hacneamm oco-
6oe mecTo. MomeHTanbHO y3HaBae-
MblIi novepk tOauHoNM (NpepenbHo pe-
nbecbHaA apTMKynAuMA, SKcnpeccua
noBecTBOBATENbHOrO npoLecca, nare-
TuU4yeckaA macwTabHOCTb €€ «peyn»)
HanonHAeT npenioann n dyrn cyobek-
TUBHbBIM W BACTHbIM XapakTepom, rae
ackeTM3M W CMbIC/IOBaA HarofHeH-
HOCTb MbIC/TN 06pasyloT HepPacTopPXu-
MO€ Xy[0XXeCTBEHHOe Lienoe.

Akos Bnapumuposuy OJINEP
(1912 - 1977), npepctaeBnAA cne-
pylolee MOKOMEeHNe COBETCKMX Mu-
aHWUCTOB, [OCTOMHO Mpojo/mkan u
pasBvMBan MPUHUMMNBI CBOWMX Npen-
wecTBeHHUKoB. OcHOBY penepTya-
pa dnvepa COCTaBAANN COYMHEHUA

pPOMaHTVKOB, rOe C Havbonbluen
MOMHOTOW pacKpbiBanNCb YepTbl €ro
apTMcTU3Ma: fApkKas TemrnepameHT-
HOCTb, IMPWU3M, BUPTYO3HbIA pa3max.
B knaccuyeckom peneptyape (0 Yém
CBUOETENbCTBYET U UCMOSIHEHUE Npe-
noamm n cpyrm Ha Hawewm gucke) dnu-
ep ocTaBasCA «POMaHTUKOM», Bnage-
IOLLMM BCEMU TOHKOCTAMM KamepHOro,
yOMBUTENBHO MOAATANBOro chopTenu-
aHo.

TarbAHa [MMetpoBHa HWUKOJIAEBA
(1924 — 1993), ABnAAck, kak 1 Onuep,
npodgeccopom MoCKOBCKOW KOHCepBa-
TOpWM, a TakKXe aBTOPOM CUMMOHM-
YeCcKMX, KamepHbIX U dopTennaHHbIX
COYMHEHWIN, Bena WMHTEHCUBHYIO KOH-
LuepTHyto geAtenbHocTb. LnpoTa pe-
nepTyapa, BKo4YasLlero B ceba npak-
Tnyeckn Bce anoxu oT Ckapnartti Ao
LocTakoBnya, cBMAeTenbCcTBOBaNA
0 HesaypAdHbIX apTUCTUYECKMX BO3-
MOXHOCTAX NuaHncTkn. Wckyccteo
Hukonaesol oTnn4aeTcA onpeaenén-
HOCTbIO  XYOOXECTBEHHOrO 3ambicria
N OTYET/IMBOCTBIO €ro BOMJIOWEHUSA.
B vHTepnpeTauuAax Hukonaeson 06b-
eKTMBHaA MaHepa nogayv marepvana



CcoYeTaeTcA C BbIPa3MTENbHON Xapak-
TEPHOM NPOPUCOBKOM My3bIKaslbHbIX
obpasoB. B 1950 rogy Ha MexayHa-
poOHOM KOHKypce B Jlennuure, nocea-
LWéHHoM TBoOpYecTBy Baxa, Hukonae-
Ba 6bina yaoctoeHa [Nepsoli npemun.

CsAatocnas Teodmnosuy PUXTEP
(1915 — 1997) B Mmonopble roabl y4ns-
cA y Henraysa, HO 3aT0 ckopee dop-
ManbHbIA NPU3HaK NPEEeMCTBEHHOCTU
(B 4ém npusHaBancA u cam npocnas-
NeHHbI  npodpeccop  MockoBckom
KoHcepBaTopumn). PuxTtep cBoum wuc-
KYyCCTBOM  ONMLETBOPAET  BbICLLEE
OOCTUXKEHME  MY3bIKasibHO-MUCMONHW-
Tenbckoro Teopyectsa XX Beka. Ero
WHTepnpeTauma «Xopowo Temne-
PVYPOBAHHOrO KNaBupa» MO MHEHMWIO
MUPOBOM KPUTUKU ABNAETCA OOHOWN
N3 BEPLNH MUNAHNCTUYECKON KYNbTy-

Pbl  COBPEMEHHOCTMW. COBepLIJeHHaFl
ACHOCTb, JlakOHU3M, 61aropoacTso,
<<Hel7ITpaanOCTb>> — TaKoBbl cnarae-

Mble PUXTEPOBCKON HOpMysbl Bblpa-
3uTenbHbIX cpeacts. Mpun 3ToM ero
npoYTeHna obnapalT Benuyanen
KaTapCM4eckom CUnoin BO3OENCTBUA.
B Takom CcBOEM KayecTBe WCKYCCTBO

Puxtepa no cytn yxe BbIXOOUT 3a
npepenbl LWKON, HanpasfeHW, TeH-
OeHunn. PUxTepoBCcKme NCMONHEHNA —
3TO abcontoT, rae NMYHOCTHOE N 06b-
eKTMBHO AaHHOe Hayana efviHbl, rae
WNCTOPMYECKN KOHKPETHOE MOHATME
«CTUNA» Mcye3aeT 3a YHMBEPCaNbHOM
KaTeropmen «ayxa».

Bnaanmnp YY1THAEB



SMC CD 0001-0002
ADD/MONO

2 CDs set

TT: 110.52

CD 1:55.16
Mpentoguna u dpyra Ne 1 fo maxop, BWV 846

Mpemoansa . . . . . . . o e

Dyra . . .
CsAtocnas Puxrep, ¢popTenunaHo, 3anuce 1962 r.
Mpentoana n dpyra Ne 2 o muHop, BWV 847

Mlpemoana . . . . . . . o e e

4] Dyra . . . . . e e
Mpentogua n dpyra Ne 3 Jo-anes maxop, BWV 848

Mlpemoansa . . . . . . . o e e

(6]  Dyra . . . . . . e e
TatbaHa Hukonaesa, ¢phoprennaHo, 3anuce 1956 r.
Mpentoana n cpyra Ne 4 no-anes muHop, BWV 849

lpemoana . . . . . . . . .

Dyra . . .
Mpentoguna u pyra Ne 5 Pe maxop, BWV 850

O  FIpenoams . . . . . o v o e e

DYra . . . . e

NoraHH Ceb6acTtbAH Bax (1685 — 1750)
«X0opoLIO TeMMEpPUPOBaHHbIN Knasnp», Tom |
Preludes and Fugues, BWV 846 — 869
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Mpentogua n cpyra Ne 6 pe MmmuHop, BWV 851
MMpenoana . . . . . . . o e e e e e
DYra . . . .o e e

Mapusa I0OguHa, poprennaHo, 3anucb 1951r.

Mpentoana n dpyra Ne 7 Mu-6emons maxkop, BWV 852
pernoana . . . . . . . . o e e e e e
DYra . . . .o e e

CeAtocnas Puxrep, ¢popTenuaHo, 3anuce 1962 r.

Mpentoana n dpyra Ne 8 mu-6emonb MuHop, BWV 853
TIpermoama . . . . . . . o o e e e
DYra . . . e
flkoB ®nuep, poprennaHo, 3anvcob 1958 r.

Mpentoguna n cpyra Ne 9 Mu maxkop, BWV 854
Mpenoana . . . . . . . e e e e
DYra . . . . e e e
Mpentogua n cpyra Ne 10 mn MmuHop, BWV 855
FIpernioama . . . . . . o e e e e e e e e
DYra . . . . e e

Camyun ®eviHbepr, ¢popTennaHo, 3anucb 1950-x r.r.

Mpentoguna u dpyra Ne 11 da maxxop, BWV 856
MMpenoana . . . . . . . . e e e e
DYra . . . . e e

Mpentogua n dpyra Ne 12 cha muHop, BWV 857
FIPErnioaMA . . . . . o e e e e e e e e e
DYra . . . . e e

Csarocnas Puxrep, ¢poptennaHo, 3anuce 1951r.
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CD 2:55.36
Mpentogua n dpyra Ne 13 da-gnes maxop, BWV 858

FIPeMOANA . . . . . . e e
DYra . .
Mpentogua n dpyra Ne 14 dha-anes muHop, BWV 859
FIPEMIOANMA . . . . . o o e e e e e e e
DYra . . .
Mpentogua n gyra Ne 15 Conb maxkop, BWV 860
Mlpermoana . . . . . . o o e
(6]  @Dyra . . . .
FeHpux Hevirays, ¢poptennaro, 3anmuce 1951 r.
Mpentogua n gyra Ne 16 conb mnHop, BWV 861
FIPEMIIOANMA . . . o . o o s e e e e e e e e
DYra . . .
Camyun ®eliH6epr, popTenunaHo, 3anucob 1950-x r.r.
Mpentogua n cpyra Ne 17 J1a-6emonb maxop, BWV 862
O TIpenoamsa . . . . . . e e e
DYra . . . e
Mpentogua n dpyra Ne 18 conb-pues mnHop, BWV 863
FIPEMIOANMA . . . . . o o e e e e e e e e
DYra . . . . e e
leHpux Hesirays, ¢poprenmnaHo, 3anucb 1951 r.
Mpentoguna u dpyra Ne 19 Jla maxkop, BWV 864
FIPemIoaMA . . . . . o e e
DYra . . . o e e
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Mpentoguna n dpyra Ne 20 nAa MuHop, BWV 865

lMpenoana . . . . . . . . . oo e
Dyra . . .o e

TarbAHa HukonaeBa, gpopTenunaHo, 3anuce 1956 r.

Mpentoauna n coyra Ne 21 Cu-6emons maxkop, BWV 866

lpenoana . . . . . . . . . o o e
DYra . . .. e

Mpentoguna u pyra Ne 22 cu-6emons MuHop, BWV 867

lMpenoana . . . . . . . . . o o e
Dyra . . .. e

Mpentoguna u dpyra Ne 23 Cn maxkop, BWV 868

Mpenoana . . . . . . . . o e e e
Dyra . . .o e

Camyun ®eviHbepr, ¢popTennaHo, 3anucb 1950-x r.r.

Mpentogua n cpyra Ne 24 cu mmuHop, BWV 869

lpenoana . . . . . . . . . o o e e
DYra . . .. e

TatbAaHa Hukonaesa, ¢hopTennaHo, 3anuce 1956 r.

PecTtaBpatopsbl: AnekcaHap byptmaH, EneHa Cobiy
VcnonHuteneHbIn npogtocep: Eerenunn MNMnatoHos
OunsainH: Anekceii MHncok

®DoTO apxmBHOW NAEHKN: AHTOH ByLuMHCKWUI

© & ® 1999, 2016 MockoBckasa rocygapcTBeHHas
KoHcepBaTopua uM. N.U. Yarikosckoro
Bce npasa 3aumiieHbl






