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Ch1 [53.32]
Franz Schubert (1797-1828)
Sonata for Piano and Violin in A major, op. posth. 162 D 574
1 AIEgro MOErato . . . ..ottt et e e e e 8.26
2. SChEerzo. Presto. . . ..ot 4.27
SLANANTINO . .o 4.17
A AIIBOIO VIVACE . . oottt et e e e e 5.35
César Franck (1822-1890)
Sonata for Violin and Piano in A major, FWV 8
1. Allegretto ben moderato .. ... .. it 6.56
2 AIIBGIO . o 8.37
3. Recitativo-Fantasia. Ben moderato. . . ... 7.53
4, Allegretto POCO MOSSO. . . v v ottt ettt e e et e e e 7.17
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Johannes Brahms (1833-1897)
Sonata No. 3 for Piano and Violin in D minor, Op. 108

L AIBGIO . o o 8.33
2. AdAgIO . . 5.10
3.Un poco presto @ Con Sentimento . . .. ..ottt e 3.04
A Presto agifalto . . ... v ot 6.05

Ludwig van Beethoven (1770-1827)
Sonata No. 6 for Piano and Violin in A major, Op. 30 No. 1

2. Adagio MOItO ESPIrESSIVO . . . . oottt et e e 7.48
Sonata No. 5 for Piano and Violin in F major, Op. 24 “Frihlingssonate”
3.Scherzo. Allegro molto . . .. ..ot 1.53

Johannes Brahms (1833-1897)
Scherzo in C minor (the 3rd movement of the Sonata “Frei, Aber Einsam” for Violin
and Piano composed by R. Schumann, A. Dietrich and J. Brahms, WoO posth. 2) .. ... .. 6.28
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ovich Oistrakh (30.09.1908 — 24.10.1974) restored by the Center for Sound Recording of
the Moscow Tchaikovsky Conservatory. His name has rightfully become one of the sym-
bols of violin art of the 20th century.

This CD continues the series of previously unreleased concert recordings of David Fyodor-

Music was his meaning and way of life. He was always convinced that music provided an exam-
ple of how relations between people, nations and countries should be built. He was also one of
the few musicians whom the Soviet government trusted to represent the USSR on foreign tours.

In addition to solo performance, Oistrakh was an excellent ensemble player, wonderful conduc-
tor, talented publicist and unique teacher who established his own violin school.

Oistrakh was a winner of four competitions (in 1930 — first prize at the All-Ukrainian violin com-
petition in Kharkov; in 1935 — first prize at the Second All-Union Competition in Leningrad and
second prize at the Wieniawski Competition and, finally, in 1937 — the triumphant victory at the
Eugéne Ysaye Competition in Brussels, after which the whole world opened up to him).

Oistrakh was People’s Artist of the USSR, Laureate of the Lenin and State Prizes, an honorary
member of the String Teachers Association in Japan, the National Academy of Santa Cecilia in
Rome, the Eugéne Ysaye Society in Brussels, the German Academy of Arts in Berlin, the Roy-
al Academy of Music in London, the Society of Friends of Music in Vienna, and the American
Academy of Arts and Sciences, Doctor of Music at the University of Cambridge, honorary pro-
fessor at a number of European conservatories, and a judge at numerous domestic and interna-
tional competitions.

The art of David Oistrakh influenced all subsequent generations of violinists. Thanks to his
unique recordings, he remains an invariably living reference point for all times.

This CD features the joint performance of David Oistrakh and Sviatoslav Richter that took place
at the Grand Opéra in Paris on December 4, 1968.

Both legendary artists knew each other for almost thirty years before their duet took place on
stage. One of the main reasons for that was Oistrakh’s special attitude towards the established



traditions of that time, according to which the moral principles of fidelity in human relations were
literally transferred in the minds of people to interpersonal relations in art.

According to this approach, playing with someone other than your regular partner was not wel-
comed and was psychologically equated to cheating. Only exceptional circumstances could jus-
tify such a step.

Oistrakh was an example when it came to following these canons. As long as he played with
Lev Oborin and Sviatoslav Knushevitsky (until 1963), he did not consider it possible to perform
with any other pianists and cellists. Oistrakh made only three exceptions to the rule. So, at the
Prague Spring Festival in 1947, he performed the Shostakovich Trio with Milo§ Sadlo and the
composer, and at the festival in Prades in 1961 and 1966, he played in an ensemble with Pablo
Casals and Julius Ketchen.

Despite the fact that even Sergey Prokofiev wanted to hear Oistrakh and Richter play togeth-
er, their first joint performance took place only fourteen years after his death, on July 2, 1967, at
La Grange de Meslay in France. They performed Schubert's Sonata in A major, Brahms’s Third
Sonata, and Franck’s Sonata. Then they repeated the program in Lyon.

This CD features their third joint performance of that sonata recital that took place in the follow-
ing year 1968 in Paris. This record convinces better than any words how completely unproduc-
tive it is to transfer the moral principles of social relations into the sphere of art in a literal and
straightforward manner.

When a combination of new partners on stage has a creative purpose, it is in fact not betrayal,
but an amazing opportunity for the birth of new artistic meanings, just like artists blending col-
ors on canvas or perfumers creating new aromas in a unique way. Thanks to the stage collabo-
ration between Oistrakh and Richter, the masterpieces of the three great romanticists revealed
new unique colors and shades.

At first, the audience was wary of them playing together. Each had too much personality, so
it was impossible to expect absolute unity of styles from the two. However, this was precise-
ly what defined their duet. It is no coincidence that Gennady Rozhdestvensky in his interview



for the documentary film David Oistrakh directed by Viktor Yuzefovich (Film 4: “Meetings”) de-
scribed their artistic union as a rare case of a phenomenon that not only summed up the com-
ponents, but also enhanced the artistic value of the result.

Indeed, even if we compare at least the interpretations of the Schubert Sonata made by the vi-
olinist with Frieda Bauer (presented in this project in two versions), with Paul Badura-Skoda,
and with Richter, it is quite obvious that the joint performance of two equally great interpreters,
who Oistrakh and Richter undoubtedly were, led to the birth of a new artistic meaning thanks to
nothing but the unique synthesis of their artistic views.

Their duet is characterized by real creative synergy (that is, the reinforcing effect of the inter-
action of two or more factors, in which their joint action significantly exceeds the simple sum of
the actions of each of them), which in fact is the property of a true ensemble. As for the greater
or lesser similarity of the partners’ performing styles, it relates to a fundamental property of art
such as the variant multiplicity of approaches and meanings. Here, one hundred percent coinci-
dence cannot and should not be an end in itself. If there is no synthesis as synergy, no amount
of formal “loyalty” to a partner will help create any valuable interpretation.

In the case of Oistrakh and Richter, we have a happy example of artistic collaboration, which,
despite its very short period of time, became so artistically significant that it is no longer possi-
ble to imagine performing art without it.

Pavel Sedov, violinist, Ph.D. in Art History



peqnaraembll BHUMaHUIO criyluaTtenei AUCK NPOOOMKaEeT CEpUo OTpecTaBpUpOBaHHbIX

LleHTpom 3BYyko3anucy MocKoBCKOWM rocyaapCcTBeHHoOW koHcepBaTtopum uM. .. Yarikos-

CKOrO 1 paHee He n3fgaBaBLUMXCHA KOHLEPTHLIX 3anucen dasuaa ®époposnya Onictpaxa
(30.09.1908 — 24.10.1974). Ero nmsa no npasy CTano OgHWM 13 CUMBOJIOB CKPUMUYHOIO MCKYC-
ctBa XX Beka.

My3sbika 6bina ans Hero cMbICrioMm U obpasom xu3Hn. OH Bcerga 6bin yoexaeH, Y4To My3blka
OaéT npumMep TOro, Kak AOSMKHbI CTPOUTBCA OTHOLLEHWS MeXAy NoAbMU, Hapodamu 1 cTpaHa-
MU 1 BbIN OAHUM U3 TEX HEMHOIMMX MY3bIKaHTOB, KOTOPbIM COBETCKOE NPaBUTENbLCTBO AOBEPSANO
npegctaenaTe CCCP Ha 3apybexHbIx racTponsx.

Momumo conbHoro ucnonHutenscTea dasng PéaopoBuy Gbin BENUKOMENHLIM aHCamMbrMcTom,
3ameyaTernbHbIM ANPUKEPOM, TanaHTMBbLIM NyGNMUMCTOM M YHMKarbHBIM Negarorom, co3nas-
LLMM CBOIO CKPUMMUYHYHO LLKOIY.

OncTpax — naypeat 4eTblpéx koHkypcoB (1930 r. — nepBas npemusi Ha BceykpamHCKOM KOH-
Kypce ckpunadyen B Xapbkose; 1935 r. — nepBas npemus Ha Bropom Bceco3Hom kOHKypce B
JleHunHrpage n BTOopas npemus Ha KoHKypce uM. BeHsBckoro u, HakoHeu, B 1937 . — Tpuym-
danbHaa nobega Ha koHkypce um. 3. M3am B Bproccene, nocne KOTOpon emMy OTKpbINICS BECb
Mup).

Oasng ®époposuy — HapoaHbii aptuct CCCP, Jlaypeat JleHuHckon n FocynapcTBeHHON npe-
MUR, NOYETHLIN YneH OB6LecTBa yunTeNen Ha CTPYHHbIX UHCTPyMeHTax (AnoHus), akagemun
Santa Cecilia (Pum), ObwectBa OxeHa Usanm (Bbptoccenb), Hemeukon akagemmm MCKyccTB
(BepnuH), Koponesckon akagemum My3bikn (JloHooH), «O6LiectBa apysen my3blku» (BeHa),
AMepurKaHCKoW akageMun UCKYCCTB U HayK, JOKTOp My3blkn KemBpuaxckoro yHMBepcuTeTa, no-
YETHBIM Npodbeccop Lenoro psaa KoHcepsaTopuii EBponbl, YieH Xopy MHOXeCTBa KOHKYpCOB
B Hallen cTpaHe u 3a pybexom.

Uckyccteo [.®. Ownctpaxa okasano BMMSHWME Ha BCe MOCrneayloLlmne NoKoIeHnst ckpunaden m
B CBOMX YHUKAIbHbIX 3aMN1CAX OH OCTaéTCsl HEM3MEHHO XUBbIM OPUEHTMPOM Ha BCE BPEMEHA.

Ha atom gucke npeacrtaeneH koHuUepT, coctosiBwmiica B Mapwxke B Grand Opéra 4 nekabps
1968 roga B aHcambne co CesitocnaBoM Puxtepom.
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Oba nereHgapHbIX apTucta ObININ 3HAKOMBbI Apyr ¢ ApyroM noyYTu Tpuauarb neT, npexae 4em
COCTOANCA UX Oy3aT Ha CUeHe. n OLI,HOI;I 13 maBHbIX NPUYNH TOMY ObINo 0coboe OTHOLLEHNE
OﬁCTpaxa K TéM YCTOABLUMMCA Ha TOT MOMEHT Tpaguumnam, CornacHO KOTOPbIM HPaBCTBEHHbIE
NpUHUMNbI BEPHOCTU B YerioBe4eCKMX OTHOLUEeHUAX 6y|<Baano nepeHocunncb B CoO3HaHMK nio-
/:Le|7| N Ha MEXIMTNMYHOCTHbIE OTHOLLEHUA B UCKYCCTBE.

CornacHo TaKoOMy noaxoagy urpatb € KeEM-TO, KpOM€e CBOEro noCTtoAHHOro napTHépa, He npuBeT-
CTBOBAJ1IOCb U NMCUXONOrn4eckn npupaBsHMBanoCb K M3MeHe. ﬂ,OJ'I)KHbI ObINN CIOXUTBCS Kakne-
nnb0o NCKNYNTENBHBbIE OOCTOATENBLCTBRA, KOTOpblE MOImMun Obl onpaeaatb nogo6HbIN Lwar.

Haeng ®énopoBuy 6bin obpasLom cnegoBaHMs 3TUM KaHoHaM. [Jo Tex nop, noka OH urpasn co
JlbBom O6opuHbIM U CeATocnaBom KHyleBuukum (4o 1963 r.), oH cuntan HEBO3MOXHbLIM Ais
cebs BbICTynaTb C Kakumu Obl TO HM ObINO APYrMMU NMAHUCTaMK U BUONOHYenMcTamu. M3 aToro
npasuna OwcTpax caenan Tonbko TpW uckntodeHusi. Ha dectuane «lMpaxckan BecHa» 1947
roga oH ucnonuun tpuo [. WocTtakouya ¢ Munowem Cagno v astopom, a B 1961 1 1966 ro-
nax Ha cdectmBane B Mpage wrpan B aHcambne ¢ Mabno Kasanbcom n [xynuycom KetyeHom.

HecmoTtpss Ha TO, 4To ycnblwaTte OncTtpaxa n Puxtepa BmecTte xoTen ewé C. Mpokodbes,
MX nepBoe COBMECTHOE BbICTYMNSIEHWE COCTOSANOCh NULb Yepe3 14 neT nocne ero cmeptu —
2 wionst 1967 roga Bo ®paHumu B 3ane Grange de Meslay. Torga 6binm ncnonHeHsl CoHata
A-dur Wy6epTa, TpeTbsi coHaTa bpamca n CoHata PpaHka. A 3atem aTa nporpamma 6Obina no-
BTOpeHa B JInoHe.

Ha naHHoM avcke npeacTaBreHo TPETbe UX BbICTYMINEHWE C 3TUM COHATHbIM BEYepOoM B criedy-
towem 1968-m rogy B Mapwxe. W ata 3anuch nydile BCAKMX CNOB yOexXaaeT B TOM, YTO COBEp-
LLUEHHO HEeMpOAYKTUBHO NEPEHOCUTH HPABCTBEHHbIE MPUHLMIBI COLMAnbHbIX OTHOLLEHUIA B coe-
py uckycctBa BykBanbHO U NPSIMOMUHENHO.

CoueTaHne HOBbIX NApTHEPOB Ha CLEHEe, ecrnv OHO MmeeT TBOPYECKYH Uenb, Ha caMmoM fene
ABMSETCH He M3MeHOW, a y,D,VIBVITeJ'IbHOVI BO3MOXXHOCTbIO POXAOEHUA HOBbIX XYOO0XECTBEHHbIX
CMbICroB, NofobHO TOMY, KaK XyOOXHUKN HENOBTOPUMbIM 06pa3omM coveTaroT Kpacku Ha XorcTe
1Unn napgomepbl Co34aloT HOBble apomaThbl. IMEHHO Takve HoBble YHUKalnbHbI€ KpaCcku 1 OT-



TEHKM OTKPbINUCh B LeAeBpax TPEX BENMKMX POMaHTUKOB Griarogapsi BCTpeye Ha cueHe [laBuaa
depoposunya n Ceatocnasa Teodunosuya.

MoHayany ny6rnvka C HAaCTOPOXXEHHOCTBLIO MPUHSANA UX COBMECTHOE My3uuupoBaHue. Cnuw-
KOM SIPKOW MHAMBUAYANbHOCTLIO OblN KaXabl U3 HUX U HEBO3MOXHO ObINIO OXuaaTb OT 3TOro
aHcambns abconTHOrO eQUHCTBA UCMOSTHUTENBCKMX CTUNEn. Ho MMeHHO B 3TOM M OKasanacb
rnaBHas 3Ha4YMMOCTb MX AyaTa. He cniyyanHo I PoxxaecTBeHCKUA B CBOEM MHTEPBbLIO AN AOKY-
MeHTaneHoro dunbma B. FO3edosuua «asug Onictpax» (Punbm 4eTBEPThIN: «BCcTpeun») oxa-
pakTepn3oBan Mx TBOPYECKMI COK3 KaK pedkui criyvan SBNeHusi, He TONbKO CyMMUPYHOLLEro
cnaraemMble, HO YCMNUBAIOLLEro XyA0XKEeCTBEHHYIO LIeHHOCTb pesynbraTta.

[encTBuTenbHO, Aaxe ecnu cpaBHUTL XOTs Obl HTepnpetaumto CoHartbl LLy6epTta, cospaHHyto
ckpunadom ¢ Ppugon bayap (NpeacTtaBneHHyo B HacTOsILLIEM MPOEKTe B ABYX BapuaHTax), Ty
e CoHaTy B aHcambne c Maynem bagypon-Ckonon u ero xe ¢ Puxtepom, TO COBEPLLUEHHO
04YEBUIHO, YTO COBMECTHOE MCTMOSIHEHME TaKkuX OBYX PaBHOBENMKMX MacTepOB-MHTEpNpeTaTo-
pOB, KakUMW, HECOMHEHHO, 6binu ONcTpax u Puxtep, NpMBENO K POXAEHUIO HOBOIO XyOoXe-
CTBEHHOIO CMbICIa MMEHHO Briarofaps YHUKanbHOMY CUHTE3Y MX TBOPYECKUX B3rMsAO0B.

Mx gyaTy npucylla HacTosiLas TBopyeckasi CUHepPrus (T. €. ycunmBaroLwmin acpdekT B3aumoaen-
cTBMSA OBYX unun 6onee akTopoB, NP KOTOPOM COBMECTHOE MX AeNCTBME CYLUECTBEHHO npe-
BOCXOAMT MPOCTYI0 CyMMY OENCTBUIA KaXKAoro U3 HMX), kotopasi COGCTBEHHO 1 SBMSETCS CBOM-
CTBOM HacTosiLLero aHcambns. A 66nbwas unu MeHbllas POACTBEHHOCTb WCMOMHUTENbCKUX
CTunen NapTHEPOB OTHOCUTCA yXKe K TakOMy pyHAaMeEHTanbHOMY CBOWCTBY MCKYCCTBa, KakK Ba-
pYaHTHas MHOXEeCTBEHHOCTb NMOAXOA0B U CMbICNOB. 34eCb CTONPOLEHTHOE COBNageHne He Mo-
XKeT 1 He JOMKHO ObiTb caMouenbo. Ecnu e HET MMEHHO CUMHTE3a Kak CMHeprum, To HUKakas
dopmarnbHas «BepHOCTbY» NapTHEPY He MOMOXET CO3A4aTb CKOMbKO-HWMOYAb LIEHHYI MHTepnpe-
Taumio.

B cnyyae Oiictpaxa n Puxtepa Mbl UMEEM CHACTNMBLIV NMPUMEP TBOPYECKOTO COTPYAHUYECTBA,
KOTOpOe, HECMOTPS1 Ha CBOW COBCEM KOPOTKUI OTPE30K BPEMEHW, CTario HacCTOMbKO XyOoXe-
CTBEHHO 3HaYMMbIM, YTO Ge3 Hero yxxe HEBO3MOXHO NPefcTaBUTb cebe MCMONHUTENbCKoe UC-
KyCCTBO.
lMasen Cedos, ckpuna4, kaHOuGam ucKyccmeosedeHus!
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WoraHHec Bpamc (1833-1897)
Conara Ne 3 ans doptenuaHo u ckpunkm pe muHop, Op. 108

L AIBGIO . o o 8.33
2. AdAgIO . . 5.10
3.Un poco presto @ Con Sentimento . . .. ..ottt e 3.04
A Presto agifalto . . ... v ot 6.05

NMiopsur BaH BetxoseH (1770-1827)
CoHata Ne 6 ansa doptenuaHo u ckpunku J1s maxop, Op. 30 No. 1

2. Adagio MOItO ESPIrESSIVO . . . . oottt et e e 7.48
Conara Ne 5 ansa optenunaHo u ckpunku ®a maxop, Op. 24 «BeceHHsaa»
3.Scherzo. Allegro molto . . .. ..ot 1.53

WoraHHec Bpamc (1833-1897)
Scherzo go muHop (TpeTbs YacTb coHaTthl “Frei, Aber Einsam” ons ckpunku
n dopTtenuaHo, HanmcarHon P. Lymanom, A. Autpuxom n . Bpamcom, WoO posth. 2). .. 6.28

Dasup Oncrpax, ckpunka
Cesatocnas Puxrtep, poptennaHo

3anuck ¢ koHuepTa B [MNapuxe 4 nekabpst 1968 rona

PectaBpauusi: EneHa Cbiy

WHxeHnep: Uropb ConoBbés

OwusaiiH: Anekcert Muctok

VcnonHuTenbHbI npoatocep: EBrenuii MnatoHos

© & ® 2024 MockoBckast rocyaapcTBeHHasi koHcepsaTtopus um. M./, YarikoBckoro
Bce npaBa 3alyuLyeHbl
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