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SAMUIL FEINBERG (1890 - 1962)
JOHANN SEBASTIAN BACH (1685 - 1750)

Sinfonia No. 9 in F minor, BWV 795
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Choral Prelude in C minor “Wer nur den lieben Gott 1Rt walten”, BWV 647
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Choral Prelude in A major “Allein Gott in der Hoh’ sei Ehr’”, BWV 662 (Version 1)
Choral Prelude in A major “Allein Gott in der Hoh’ sei Ehr’”, BWV 662 (Version 2)
Choral Prelude in G major “Allein Gott in der Hoh' sei Ehr’”, BWV 663
Choral Prelude in G major “Allein Gott in der Hoh' sei Ehr’”, BWV 711
Fugue in A minor, BWV 944

Recordings from Samuil Feinberg'’s private archive
Recorded in 1929 (CD 4:[15]); 1938 (CD 4:[¢]); 1946 (C
22.09.1952 (CD 4:[16]); 1950s (CDs 1 — 3; CD 4:[1] 5]
Sound Restoration: Elena Sych, Vera Parfyonova
Engineer: Igor Solovyov

Mastering: Elena Sych
Executive Producer: Eugene Platonov

[19].(20); 1962 (7). [&5])

We would like to express our special gratitude to pianist Victor Bunin for his generous donation

to the Moscow Conservatory of Samuil Feinberg's private audio archive
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FEINBERG AT REHEARSAL IN GRAND HALL
OF Moscow CONSERVATORY (1940s)



ALEXANDER
GOLDENWEISER,

SAMUIL FEINBERG

(LOWER ROW: FROM LEFT TO RIGHT)
GRIGORY GINZBURG,
VASSILY NECHAEV

(UPPER ROW: FROM LEFT TO RIGHT)



SAMUIL FEINBERG WITH HIS STUDENTS:
LYUDMILA ROSCHINA, ZINAIDA IGNATIEVA, VLADIMIR KASATKIN



SAMUIL FEINBERG
IN THE CONSERVATORY'S CLASS
No. 28

IN FRONT OF Moscow
CONSERVATORY



WITH BROTHER LEONID FEINBERG (1960S)



The musical legacy of Samuil Evgenyevich Feinberg presents an out-
standing phenomenon in the art of music in the world. He was a com-
poser with an original world of ideas and images who achieved an
immense perfection of performance skill, a pedagogue who established
his own original school of performers and brought up a large quantity of
wonderful musicians, a musicologist and researcher who summarized his
experience in books and articles containing the most valuable thoughts
about musical art.

Samuil Evgenyevich Feinberg was born on May 26 (14) 1890 in
Odessa. His bright musical capabilities were discovered at an early age.
The first teacher to recognize the musical talent of his pupil, to arouse his
love for classical music and to support his aspiration towards composing
was Alexander Feodorovich Jensen (prior to him Feinberg studied with his
sister’s teacher, Sofia Abramovna Gurevich). In 1904 with Jensen’s bless-
ing Feinberg began his studies in Alexander Goldenweiser’s class at the
Philharmonic Society, and a year later transferred together with his
teacher to the Moscow Conservatory. Already immediately after his grad-
uation from the Conservatory in 1911, the young musician attracted at-
tention toward himself with the grandiosity of the goals he set before
himself and the breadth of his musical interests. This could be already
inferred by the list of compositions included in his graduation program:
Handel’s Concerto, Mozart’s Adagio, Cesar Franck’s Prelude, Chorale and
Fugue and Rachmaninov’s Third Piano Concerto written shortly before.
Moreover, in addition to his main program he presented to the examina-
tion committee both volumes of J. S. Bach’s Well-Tempered Clavier.

Subsequently, throughout his entire life Feinberg preserved his titanic
scope of mastering the piano repertoire. In the 1920s he performed dur-
ing the course of two recitals all ten piano sonatas by Scriabin and, to-
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gether with Moscow Conservatory professor Boris Sibor, all of Beethoven’s
sonatas for violin and piano. His repertoire included all the major com-
positions of Bach, Beethoven, Chopin, Schumann, Liszt and Scriabin, as
well as many works of Tchaikovsky, Rachmaninov, Medtner and other
composers.

The programs of Feinberg’'s performances frequently included
Beethoven’s Fourth and Fifth Piano Concertos, Scriabin’s Concerto, Rach-
maninov’s Third Concerto, Prokofiev’s First and Third Concertos and his
own Piano Concertos. He performed in concerts together with such con-
ductors as Alexander Gauk, Emil Kuper, Alexander Orlov and Nikolai
Anosov, and also conductors touring from other countries, including Franz
Stidri and Albert Coates.

He always popularized contemporary Russian music, frequently pre-
senting himself as the first performer of many compositions by Prokofiev,
Myaskovsky, Anatoly Alexandrov and other Russian composers. In 1926
he presented the USSR premiéere of Prokofiev’s Third Piano Concerto.

Feinberg’s role as a promoter of contemporary Russian piano music
had been generally acknowledged. Myaskovsky’s published correspon-
dence with Prokofiev includes a significant statement made by
Myaskovsky about the forthcoming performance of Prokofiev’s Fifth Piano
Sonata: “It will receive recognition in our country as soon as it receives a
performance by Feinberg”.

Here is one of the pianist’'s concert programs from those years:
Myaskovsky, Sonata No. 2; Alexandrov, Sonata No. 3; Prokofiev, Sonata
No. 4; Scriabin, Sonata No. 5; Feinberg, Sonata No. 6.

Starting from his earliest oeuvres, Feinberg’s own musical composi-
tions attracted the attention of musicians in Russia and abroad. The
renowned American musicologist Carl Angel, when speaking of a large

15



group of Russian composers who had developed Scriabin’s musical
legacy, stated: “The most original phenomenon in this group is the music
of Samuil Feinberg. He has an immense talent. It is even possible that he
is a genius. His two Fantasies for piano present a concertized extract of a
profoundly musical soul... the modernity of his music does not hang in
the air without foundation, but rests upon a firm stone...” /Musical Quar-
terly, New York, 1925/.

Samuil Feinberg found his own original style, having trodden upon the
path of intensification and complication of musical fabric, revealing new
sounds and virtuosic possibilities of the piano. Almost all of his music was
written for the instrument: 12 Sonatas, 2 Fantasies, 2 Suites and 3 Piano
Concertos (the Second was awarded the State Premium of the USSR). His
other compositions include a Violin Sonata, various transcriptions and
over 50 songs. In 1925 Feinberg performed his Sixth Sonata with great
success at a contemporary music festival in Venice. Critics wrote about
him that he was “one of the most outstanding musicians of modern
times.”

In his book “Piano Performance as an Art,” when discussing the back-
grounds of contemporary Russian piano performance, Samuil Evgenye-
vich Feinberg accentuates its extremely valuable and unique qualities:
“The traditions of our school of piano performance have been created,
first of all, by the greatest Russian composers who were also performers.
It suffices to cite such names as Balakirev, Lyadov, Rachmaninov and Scri-
abin, Medtner, Prokofiev, Shostakovich, and we can see clearly that all
the fundamental achievements pass along stages of succession from one
important composer-performer to another. And particulally the pianist who
is also a remarkable composer displays a special responsiveness and will
be capable of raising his style of performance up to a high perfection”.
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These words of Samuil Evgenyevich Feinberg present the key towards
understanding the nature of his own style of performance. The breath of
horizons of this composer and thinker permitted Feinberg to ascend in
the role of a performer as well to those heights from which all bound-
aries, perspectives and hidden depths of a work of art are revealed
much more fully. He was endowed with a special ability to animate a
composition with its crucial idea, its main mood, as the result of which
itacquired an inimitable character. Hence, Feinberg’s performance can-
not be confused with anyone else’s. And although the strong personal-
ity of the philosopher-creator could be heard in every note played by him,
this not only does not contradict the personal musical style and se-
mantics of the composition he performs, but conveys it a special vivid
trepidation of genuine life.

From his earliest days until the very end of his life the music of J.S. Bach
was a constant companion for Feinberg. The pianist’s repertoire included
almost all the clavier compositions by the great composer: Feinberg’s
transcriptions of Bach’s organ compositions are well-known.

The “museum-like tendencies of preservation” in performance of
Bach were unacceptable for Feinberg. He presented an approach dif-
ferent to that of the followers of a stylized manner aspiring to come
closer to a harpsichord sound — a type of interpretation which brought
out to the full all the best qualities of the contemporary piano. In his per-
formance Bach is presented to the listener, first of all, as an artist with
an immense range of thoughts, feelings and experiences, profoundly
human, devoid of any trace of asceticism.

“Feinberg performs Bach in such a way, as if he creates this music
together with the composer. He plays in such a way as if he traces the
entire contrapuntal fabric of the music with a plume. All the voice-lead-
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ing in his performance is so clear and natural, that there is not a single
moment where it would not find its final completion,” as Moscow
Conservatory professor V.V. Nechayev wrote (“Sovetsky muzykant”,
November 20, 1950).

Equally great is Feinberg’s contribution to Russia’s Beethoveniana,
his cycles of concerts in which he played numerous times all 32 sonatas
of the great composer present vivid events of the musical life in our
country. In his rendition of Beethoven Samuil Feinberg placed at the
focus of his attention the central idea and the dramaturgy. Without fet-
tering his fantasy by the frameworks of “preservation tendencies” here
as well, he individualized vividly the imagery system in each sonata, em-
phasizing the contrasts, Beethoven’s beloved accents, dialogues and
other examples of “ingenuous strangeness,” bringing out the orches-
tral qualities inherent in Beethoven'’s style. He gave special attention to
construction of form, being firmly convinced that “particularly in the
sonata form Beethoven was successful in creating ingenuous compo-
sitions, possibly, the greatest among all musical works.” Of all the
Romanticist composers Feinberg had a special affinity to Schumann.
The pianist was able to penetrate into the “inviolable sanctuary” of the
inwardly contradicting, contrasting and psychologically complex creative
world of the composer.

“An interpreter of Schumann’s music,” Feinberg writes, “must be able
to combine in his playing the utmost virtuosity with a heartfelt lyricism.
He must master both the rigid metrical constructions and the most intri-
cate, willful fluctuations of rhythm. He must alternately submit to the con-
crete logic of the statement of the music and, at other times, find within
his soul a special individual resonator in order to catch the scarcely reach-
ing “sound from afar”.
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During the last years of his life, Feinberg was forced by ill health to
cease from performing in public (his final concert at the Grand Hall of
the Moscow Conservatory took place on April 3, 1956), but his stu-
dents, as well as all those people who attended or were present during
his lectures at the class No. 28 of the Moscow Conservatory, remember
with what perfection Samuil Evgenyevich Feinberg played up until his
very last days! (The last recordings of Bach’s music were made by
Feinberg a month prior to his death, which took place on October 22,
1962.)

His memory was remarkable, and the impression was created that he
could play everything and always, as if he always “held in his fingers” his
grandiose repertoire. Each lesson was a festivity, his class always carried
the special, exalted atmosphere of sacred service to art, and each per-
son perceived his participation in it.

Some impressions could be received about the remarkable profundity
and sharpness of thought and about Feinberg’s immense erudition by
reading his book “Piano Performance as a Form of Art” which is unique
in its profundity and delicateness of observations and breadth of sum-
marizations. Many of its positions illuminate the most difficult problems
of musical art (particulally, the art of performance), disclose new hori-
zons and paths of musical thought.

Samuil Evgenyevich's rare personal qualities were in his crystal
honesty, nobleness, magnanimity, modesty and kindness, which
earned him the love and respect of everybody whom he knew. The
ease in communication, gentleness and the entire charming image
of his teacher attracted young people to him and aroused their
trust and ardent wish to aspire to the heights of the art chosen by
them.
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Feinberg’s performing art presented on the recordings has aroused
great interest both in our country and throughout the whole world. More-
over, this interest continues to rise.

Feinberg’s own musical compositions also continue to arouse in-
creasing attention. We wish to express the hope that this tendency
would develop, and that the musical legacy of this remarkable musician
would in due time assume the position rightfully belonging to it on the
concert stage, along with the music of our outstanding masters.

* %k Xk

From his earliest days and up to the end of his life, for Feinberg the
music of J.S. Bach remained a domain of immutable interest. His per-
formance debut which took place in February 1914 in Moscow at the
concert hall of the Synod College (presently, the Rachmaninov Hall of
the Moscow Conservatory) included the performances of both volumes
of the “Well-Tempered Clavier.” Subsequently, during the course of his
long concert life and career Feinberg frequently performed the “Well-
Tempered Clavier” as well as most of Bach’s clavier compositions.
Shortly before his death, Samuil Evgenyevich recorded all 48 Preludes
and Fugues of Bach’s “Well-Tempered Clavier,” having thrown an arch
from his performance debut towards the peak of his mastery of per-
formance. Many musicians and music lovers in the world reacted to this
event with favor.

“Feinberg’s performance of the ‘Well-Tempered Clavier'... belongs to
the most wonderful examples of playing the piano. His rendition is
very lively and youthful, with a gentle, lyrical tinge... What piano
artistry, what a sharp sense of color and dynamics!” (“Musical America,”
1961).

20



The well-known cultural activist of East Germany, A. Kurella called the
recording of the “Well-Tempered Clavier” “among the most important
artistic events of 1961.”

* X x

The problem of the style of performance of Bach’s compositions has
had a long history: disputes about how Bach’s music should be performed
and how the composer himself played his music have not ceased up to
the present day and, most likely, shall never cease. Some performers in
their search of a maximal approach to the style of the epoch make use of
register principles of controlling the sound, similarly to the style of organ
and clavier. They try to achieve a flawless evenness of sound within the
frameworks of one episode and momentous change of sound upon the
transfer to the next episode, full of metrical precision, frequently rejecting
the use of pedals and bringing out voices.

Others consider that early music must be performed on traditional in-
struments and study the testimonies of contemporaries about the pecu-
liarities of the performing arts of that time.

Feinberg poses the question a different way: “How would the ingenu-
ous composer himself make use of the capabilities of the contemporary
piano? Itis quite likely that having familiarized with the features of our in-
struments, the composer of the “Well-Tempered Clavier” would not ap-
prove in the least of the restorative-museum tendencies.” While still
acknowledging the appropriateness of these tendencies and the aptness
of application of “ornamental” interpretation of toccata-like pieces or
episodes of pieces, and expressing fascination with separate cases of
success on the part of outstanding performers along this path (such as,
for instance, Wanda Landowska), Feinberg, nonetheless decisively argues
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in favor of a fully vital method of rendition of Bach, a method which would
use to the full capacity of the richest capabilities of the contemporary
piano — its force of sound, suppleness and expressivity of dynamics.

Feinberg was able to achieve the utmost expressivity along this path.
He managed to convey the speech-like expression of Bach’s music by
means of the most intricate nuances of dynamics and timbre which
tinge not only each voice and each phrase, but at times even each note.

The immense rhythmic freedom (especially in the interpretations of
the cadenzas) had been substantiated by Feinberg on the account of its
exclusive expressivity, as well as the lack of any convincing arguments
that Bach had never made use of this type of expression. At that, Fein-
berg emphasized that the “fully vital,” highly expressive style of per-
formance of Bach’s music requires a special type of artistic tact, the
ability to hold on within the frameworks permitted by taste and style,
that the performance of Bach’s polyphony, first of all, presents a system
of the most refined tinges. He himself, indeed, possessed this arsenal
of means perfectly: more than anybody else, he could endow the music
with “special features” by means of detail — whether it was character-
istic modulation, stroke, dynamic within a phrase or nuance within mo-
tion. The peculiarity of these always “extremely expressive” details
presents one of the main reasons why Feinberg’s performance cannot
be mistaken for anybody else’s.

Feinberg’s breaches of established canons in his musical interpreta-
tions of Bach at times aroused a great amount of criticism from the ad-
herents to the “conventional laws.” His performances have appealed
more to the subtle connoisseur and the unprejudiced amateur than to the
moderate adherent to tradition. This has been a well-known sign of inno-
vative art, but the future always belongs to it, as well. Feinberg’s pro-
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foundly spiritual and vivid performing art bears evidence to this, as it not
only does not age with time, but on the contrary becomes younger and
fresher in our days.

Victor Bunin

k ko ok

The recordings of Samuil Evgenyevich Feinberg have long since be-
come an essential part of the precious assets of the art of piano per-
formance. Possessing an immense repertoire, which included practically
all of the classics from Russia and Western Europe, the works of his in-
genuous contemporaries and his own compositions and transcriptions,
recognized by Scriabin himself as the most qualified performer of his
music, a most refined interpreter of the music of Schumann, Chopin, Liszt,
Beethoven and many others, Feinberg was the first pianist in Russia to
perform and then to record all 48 Preludes and Fugues of Bach's “Well-
Tempered Clavier.” Against the background of this veritably boundless
breadth of Feinberg’s talent, we must admit with a sense of disappoint-
ment that only a small part of his overall performances had been pre-
served in recordings. However, each new publication of yet unknown
pages of his phonographic heritage seems all the more precious.

The present edition is a unique one of its kind. It is not often that the lis-
teners are presented with the possibility to penetrate into the performer’s
artistic laboratory, into his “sanctum sanctorum.” The recordings of the
great performers of past and present have revealed to us, as a rule, in
their best examples, the results of balanced emotions and even-tempered
feelings, if they have been carried out in recording studios, or an imprinted
moment of a flash of poetic inspiration, an infused monologue of an artist
in front of an auditorium of listeners, if the recording was made during a
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concert. Both cases, each in its own way, have revealed to us the per-
former’s inner world, but have still carried in themselves the imprint of ei-
ther a painstaking, sometimes very ardent self-control, or a fleeting mood
of the performer, the influence of the audience, the general atmosphere
of the concert, etc. This is why recordings of the same performer made in
studios and in concert halls are so different from each other, the differ-
ence also applying to their artistic merit. Vivid examples of this statement
could be presented by a comparative analysis of “live” and studio record-
ings of such leading figures of Russian piano performance as Vliadimir
Sofronitsky and Grigory Ginsburg.

In the present edition we are dealing with a very special case. The
recordings of Samuil Evgenyevich Feinberg released here, made entirely
“for his own use,” to being intended for publication, disclose to us the
inner world of the outstanding performer, a personality of an immense
cultural scale, not tied during the time of the performance by any frame-
works or conditions.

Professor Zinnaida Ignatyeva, one of the last students of the great mu-
sician, remembered that Samuil Evgenyevich liked to play in his class to
his students the compositions they were learning, as well as those se-
mantically connected with them. The impression from such spontaneous
“concerts” was so strong that when Feinberg finished his performance
the students’ consciousness returned with great difficulty to the 28th
class of the Conservatory from those ethereal, divine heights to which his
teacher’s performance lifted him. And Feinberg, concealing his smile,
used to say following his playing in class: “But you should not play like
that — or else you will be severely attacked!”

It remained a remarkable fact that these priceless “home” recordings
have been preserved up to the present, if one is to realize the ardor with
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which Samuil Evgenyevich had destroyed all of his archives, especially
those where his name was mentioned favorably or the innermost process
of his creativity was opened to a foreign gaze. Although at times hope-
lessly damaged by the hand of time or the technical flaws of the sound
recording technique of those days, they have still revealed to us numer-
ous new touches to the portrait of the musician’s personality.

The audio fund of the Moscow Conservatory has carefully preserved
these phonograms, and in 2010 it was replenished by new recordings
from Feinberg’s home archive donated to the Conservatory by his student,
researcher and promoter of his musical legacy, Victor Bunin. This circum-
stance greatly aided the release of the present recording.

Research of Feinberg’s recordings in the archive of the Moscow Con-
servatory has led to an unexpected discovery. It turned out that along
with the well-known, almost hackneyed recording of Bach’s “Well-Tem-
pered Clavier” released on LP records and reissued on CD’s, another
one exists, albeit, not complete in its capacity (the second half of Book
I is missing). These were the recordings of the so-called “run-throughs”
or recording “tests” frequently made just before going to the Radio
Committee Building for “official” sessions of gramophone recordings.
Some of the recordings were made in the Small Hall of the Conserva-
tory on the equipment and tapes of the Conservatory, while others were
made there likewise, but on the tape recorder of “Comrade Feinberg”
himself, as was written on one of the boxes, and some of them were
carried out in the small Conservatory studio which was devoid of any
acoustics whatsoever and sometimes at his home on Miusskaya street,
about which Samuil Evgenyevich announced himself on a microphone
prior to recording the music, in addition, giving the exact date of the
recording.
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According to Feinberg’s student, Professor Lyudmila Roshchina, on
Sundays Samuil Evgenyevich used to go up the stairs to the Small Hall of
the Conservatory with a small briefcase in his hand, in the company of his
brother, artist Leonid Evgenyevich Feinberg, where he was greeted by
Mstislav Petrovich Kovalyov, who worked as a sound engineer in the Con-
servatory’s recording studio during those years. At that time recording stu-
dio was situated in a miniscule room next to the Small Hall’s balcony —
presently it is the room for the hall attendants — the microphone was
brought from there, the recording equipment was turned on and Samuil
Evgenyevich started to play. Practically all the Preludes and Fugues were
recorded at one shot without any repetition, with the exception of the D-
major Prelude from Book | which Samuil Evgenyevich recorded two or
three times.

The quality of these recordings varies considerably. Those carried out
at the Conservatory were, due to the shortage of materials, frequently
made on tapes that had been used several times prior to that. In addi-
tion, the reel usually consisted of pieces of tape of various types glued to-
gether, which resulted in various extraneous noises which could be heard
on the recordings, whereas the poorly attached head for erasing the
sounds recorded prior to that had also left distinctly audible remnants of
previous recordings. Thus, on some of the Preludes and Fugues sounds
of a violin or an unidentified vocalist could be discerned audibly through
the piano sound. Among the “nonmusical” sounds appearing on the do-
mestic recordings, one could hear creaking of floor-boards, voices of other
people in the apartment, etc. The lack of proper acoustics, the imperfec-
tion of technique and the not always properly tuned piano also made
themselves be heard... However, usually all of these hindrances are
swiftly dissipated a minute later, and the listener’s consciousness, car-
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ried up by the flight of the performer’s spirit, begins literally to soar over
all these mundane imperfections.

We shall leave beyond the scope of this article the detailed compara-
tive analysis of the performing interpretations of the Preludes and Fugues
of the Well-Tempered Clavier — the “official” and the “home” versions —
since this must be a subject of a separate research article. Only one thing
remains extremely clear — that any kind of “petrified quality” of interpre-
tation or mummification of images was absolutely foreign to Feinberg.
These recordings are so unlike each other in their character of perform-
ance interpretation that the impression sometimes arises that they had
been carried out by two different musicians. The sense of absolute artis-
tic freedom, the finesse and naturalness of utterance and the “full-blood-
edness” of the style is what the “domestic” version of the performance is
distinguished with. The sensation arises that the music is being created
precisely “here” and “now!”

The restoration of these recordings lasted for over a year. Several small
fragments of the recording of the Well-Tempered Clavier turned out to be
hopelessly damaged. The hopes for a relatively easy recovery of the lost
material by means of “insertions” from the “official” version were com-
pletely foregone, when it became necessary to compare these versions lit-
erarily measure by measure. They turned out to be quite incompatible
with each other in their sounds, tempo and inner moods. What remained
was to deposit them down the waste disposal, yet at the end the restor-
ers of the recording studio laboratory of the Moscow Conservatory have
been successful in achieving the impossible. Having demonstrated mir-
acles of professionalism and inventiveness, they did everything to leave
these recordings in this edition and to preserve the integrity of their per-
ception.

27



The fourth compact disc of the present edition forms a sort of “com-
pensation” to the listeners for the absence of the “domestic” recording of
the of the second half of Book | of the Well-Tempered Clavier, which has
not been preserved up to our days, containing some veritable rarities of
Feinberg’s discography. For the first time the recording from his home
archive of five Three-Part Inventions (Sinfonias), the D-major Toccata and
the Fugue in A-minor, with Feinberg's magnificent arpeggiation of the Fan-
tasia preceding it, written out by Bach in chords. This edition also includes
restored recordings from 78 RPM records containing priceless gems from
Feinberg’s audio heritage — the Bourrée from the Second English Suite
(recorded in 1938), the First Partita in B-flat major (recorded in 1946) and
one of his first recordings — transcription of choral prelude “Ach bleib’ bei
uns, Herr Jesu Christ” (recorded in 1929). This edition also contains the
first complete compilation of all of Feinberg’s recordings of his own tran-
scriptions of Bach’s Chorale Preludes, which present the highest speci-
men of Feinberg’'s art of piano transcription as well as examples of
absolute masterpieces of his performances.

Eugene Platonov,
Audio Lab at Moscow Conservatory

Translation: Anton Rovner
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TeopyectBo Camymna EBreHbeBmya PenHbepra — Bblaatoleecs 8-
JIEHVWE B MMPOBOM MY3blKaJIbHOM UCKYCCTBE. JTO Obl/l KOMMO3MTOP C Cca-
MOOGbLITHbBIM MWPOM MAEN U 06pPas30B, MUAHMUCT, LOCTUIUMW BEPLUMH
MCMOMHUTENIbCKOrO MacTepcTBa, neagaror, CO34aBLUMi CBOK OpUTrMHab-
HYIO LLIKOJY M BOCMUTaBLUMIKA OFPOMHOE KOIMYECTBO MPEKPaCHbIX My3bl-
KaHTOB, y4€HbIN-UccneaoBaTesb, 06006LWKUBLUNMIA CBOM OMNbIT B KHUrax u
CTaTbsX, COAEPHKALLNX LleHHENLINE MbIC/IU O My3blKa/lbHOM UCKYCCTBE.

C. E. ®enHbepr poamncs 14 (26) mas 1890 roaa B Ogecce. OH paHo
0OHaPYXWJ APKME My3blKasibHble CNOCOBHOCTHU. [epBbIM yuuTeNnem, oue-
HUBLUMM MY3blKaJibHOE JapoBaHWe CBOEro y4eHuKa, NpobyanBLIMM ero
JIIO60Bb K KJ1aCCUYECKOM MY3blKe U NOLLEPKABLUMM €ro CTpeMIeHne K
COYMHUTENBLCTBY, 6bI1 A. ®. NeHceH (po Hero C. E. ®enHbepr 3aHnMmarncs
y yuntenbHuubl cectpbl — C. A. [ypeBuny). B 1904 roay, ¢ 6n1arocnoBeHus
NeHceHa, PeinH6epr noctynun B Knacc A. b. fonbaeHBen3sepa B Punap-
MOHMIO M FOf CNYCTS NepeLles BMecTe co CBOMM NPodeccopoM B KOH-
cepBaTopuio. YKe npu OKOHYaHMM MOCKOBCKOM KOHCepBaTopuu B
1911 rogy MOno4oM My3blKaHT 06paTui Ha cebs BHUMaHWe rpaHanO3HO-
CTblO CTaBSALIMXCS UM 3a[ay U LUIMPOTOM My3blKallbHbIX MHTEpecoB. 06
3TOM FOBOPUT Y}Ke camo NnepeyncrieHme NPpon3BeaeHn, BXOAUBLLWX B ero
avnaoMHyto nporpammy: KoHuept leHaens, Agaxkmo Mouaprta, MNpentogms,
xopan v ¢yra PpaHka, He3a40/1ro A0 3TOro HanMCcaHHbIM PaxMaHMHOBbLIM
Tpetunit KoHLEepT. Kpome Toro, CBepx OCHOBHOM NMporpaMmmbl OH nNpeacra-
BW/ 3K3aMeHaLMOHHOM KOMUCCUKM 06a TOMa «XOPOLIO TEMMNEPUPOBAaH-
Horo Knasupa» M. C. baxa.

W panee, B Te4eHne BCeN CBOEN XU3HM DenHOepr coXpaHsan TUTaHu-
YecKur macluTab ocBoeHus GopTennaHHoOro peneptyapa. B 20-x rogax
OH MUCNOJSIHUA B ABYX KoHLepTax Bce 10 coHaT CkpsabuHa, BMecTe ¢ npo-
dpeccopom MocKkoBcKorn KoHcepBatopun b. O. Cnéopom — BCe COHaThI
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beTtxoBeHa ans CKpUnku 1 poprenmaHo. OH HEOAHOKPATHO AaBan LMKIIbI
KOHLIEPTOB M3 Bcex 32-X popTennaHHbix coHaT beTtxoBeHa. B ero pe-
nepTyap BXOAWIM BCE OCHOBHbIE CO4MHEHUS baxa, beTxoBeHa, LLloneHa,
LLymaHa, Jlucta, CKpsaburHa, MHOrMe co4MHeHns YarnkoBcKoro, PaxmaHu-
HoBa, MeTHepa v Apyrnx KOMMNO3MTOPOB.

B nporpammbl cBOMX BbICTYNAEHMA C OpKecTpoM PenHbepr 4yacTo
BKtoYan 4-n n 5-n KoHUepTbl beTxoBeHa, KoHUePT CKkpsabuHa, 3-M KOH-
uept PaxmaHuHoBa, 1-11 1 3-i NpokodpbeBa, CBOM COOCTBEHHbIE KOH-
LepTbl. Ero naptHepaMun B cMMGOHUYECKMX KOHLIEPTAX OblIM ANPUIKEPDI
A.Tayk, 3. Kynep, H. lonoBaHoB, A. OpnoB, H. AHOCOB, 3 3apybeXKHbIX ra-
ctponepoB . Ltnapwu, A. Koyrc.

OH nocnepoBatefibHO NponaraHAnMpoBas COBETCKYIO MY3blKy, YacTo
ABNASCb MEPBbIM MCMOJHUTENIEM MHOIMX COYMHEHUM [poKkodbeBa,
MsacKkoBcKkoro, AH. AnekcaHapoBa M Apyrux COBETCKMX KOMMNO3UTOPOB.
B 1926 roay B ero ucrnonHeHnu snepsble B CCCP npo3Byyan 3- KOH-
Lept MNpokodbeBa.

Ponb ®enHbepra Kak nponaraHancra COBPEMEHHON OTEHECTBEHHOM
dopTennaHHoOn My3bIKK Gblia 06LLENPU3HaHHON. B onyb6nnKoBaHHOM ne-
penncke MackoBcKoro ¢ [MpoKodbeBbIM €CTb 3HaMeHaTe/IbHOE BbICKa-
3blBaHWe Hnkonas dkoBnesnya MACKOBCKOro Mo NoBoAy NpeAcTosLLero
ncnonHeHus 5-1n coHatbl [pokodbeBa: «Y HAac OHa NOy4MT CBOE NPU3Ha-
HWE, KaK TOJIbKO €€ UCMONHUT DenHbepr».

BOT 0aHa 13 KOHLEPTHbIX MporpamMm NMaHucTa Tex 1eT: MACKOBCKUMA —
CoHata N2 2; AnekcaHapoB — CoHata N2 3; NpokodpbeB — CoHaTta N2 4;
CKpsibuH — CoHaTa N2 5; ®enHbepr — CoHaTa N2 6.

YKe nepBble COOCTBEHHbIE COYMHEHUA DenHbepra NPpUBEKIN BHU-
MaHMe KaK OTEYECTBEHHbIX, TaK U 3apyberKHbIX My3blKaHTOB. BUAHbIV
aMepuKaHCKMM My3blkoBea Kapn SHaxKen, roBopsi 0 60/blWON rpynne
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COBETCKMX KOMMO3MTOPOB, pa3BuMBatowWwmx Hacneane CKpsibuHa, yKasbl-
Bas: «<Hanbonee nHaMBMAyanbHoe SBMEHME B 3TOM Nnesae — TBOpYECT-
Bo Camynna ®enHbepra. Y Hero moliHoe aapoBaHue. Bo3mMoXKHO,0H
naxke reHnaneH. Ero e daHtasnm ansg GoptenmaHo — KOHLLEHTPMPO-
BaHHbIM 9KCTPAKT rMy6OKO My3blKanibHOW AylWK... COBPEMEHHOCTb €0
MY3bIKW HE noBucaeT 6e3 onopbl B BO34yXe, a MOKOUTCS Ha NMPOYHOM
KaMHe...» /Musical Quarterly, New York, 1925/.

C. E. ®enHbepr Hallen cBOM onpeaeneHHbIN, CaMOobbITHbIV CTUb, UAS
no nNyTu yraybseHus, YCIOXKHEHUA My3blKallbHOM TKaHW, OTKpbiBas
HOBblE 3BYKOBbIE M BUPTYO3HblE BO3MOXKHOCTM dopTennaHo. Popre-
NMMaHo MOCBALLEHO MOYTU BCE ero TBop4YecTBO: 12 coHar, 2 daHTasuu,
2 ctonThbl, 3 KOHLEepTa (2- yaoctoeH focynapctBeHHow npemun CCCP).
Cpean ApyrMx COMMHEHUM — CKPUMMYHAs COHaTa, pa3nuyHblie obpa-
60TKM, 60nee 50 pomaHcoB. B 1925 roay ®enH6epr ¢ TpuyMPpom nurpaet
cBoto LLlectyio coHaty Ha decTnBane CoOBpeEMEHHOM My3blKKU B BeHeLnu.
O HeM MULYT Kak 06 «0IHOM M3 CaMbIX BblAalOLIMXCA My3blKaHTOB COB-
PEMEHHOCTU».

B KHure «[lMaHnM3M KaK MCKYCCTBO», FOBOPS O KOPHSX COBETCKOIO Nua-
Hu3Ma, Camyun EBreHbeBuy PenHbepr ykasbiBaeT Ha Ype3BblHanMHO
LIEHHYIO ero ocob6eHHOCTb: «TpaAuLMK Hallero NaHM3ma co3aaHbl B
NnepBylo o4epeb KPYNHENLWMMU PYCCKUMMU KOMMNO3UTOPAMU-UCMOHU-
Tensamu. [loctatoyHO Ha3BaTb TakMe MMEHa, Kak banakupes, Jlanos,
PaxmaHuHoB 1 CKkpsi6uH, MeTHep, NpokodbeB, LLlocTakoBKY, — U Mbl
SICHO YBUAMM, YTO BCE OCHOBHbIE AOCTUKEHNUS NOYT NO NPEEMCTBEHHbIM
CcTagusimM, OT OAHOIO KPYMHEWLEro NnMaHMCTa-KoMNo3nTopa K Apyromy.
N MMEHHO TOT NMaHMCT, KOTOPbIK OAHOBPEMEHHO SBJISETCH U 3aMeya-
TeIbHbIM KOMMO3UTOPOM, MPOABUT OCOBYIO HYTKOCTb M BYAET CNOCOOEH
NOAHSATb CTU/Ib UCMONHEHUS 10 BbICOKOIO COBEPLUEHCTBAN.
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31 cnoBa Camymna EBreHbeBmYa AatoT KIOY M K MOHUMaHMIO Npu-
pofbl ero CO6CTBEHHOI0 UCMOJIHUTENBCKOro cTuns. LLnpoTta ropnsoHTa
KOMMNO3MTOpa-mblcamMTens nossonsna denHbéepry 1 B poau nHTepnpe-
TaTopa NoAHATLCA A0 BbICOThI, C KOTOPOKW ropasfo NoJIHEE OTKPbIBAKOTCA
BCE rpaHu, pakypcCbl U CKPbITble ryObuHbl Npon3BeaeHns. OH obnagan
0COObIM YMEHNEM OyXOTBOPUTb COYMHEHME FMaBHOM MAEEN, OCHOBHbIM
HacTpoeHueM, 6narofaps 4eMy OHO NpuobpeTano HEMOBTOPUMBIN Xa-
pakTtep. Urpy PenHbepra noaToMy Heb3s ChyTaTb HWU C KAKOW ApYyromn.
M xoTa MolHas TMYHOCTb TBOpLAa-duaocoda CiblliHa 3a Kax4on Cbl-
rPaHHOM UM HOTOWM, 3TO HE TOJIbKO HE MPOTUBOPEYUT aBTOPCKOMY CTUIIIO
U CMbICNy NPOU3BEAEHUS, HO COOBLLIAET EMY OCOOEHHbIN, }XMBOW TPENET
NMOLJIMHHOW XU3HM.

C toHbIX NeT A0 NoCcNeaHNX AHEN NOCTOAHHBbIM CNYTHUKOM PenHbepra
6bina Mmy3bika W. C. baxa. B penepTtyap MCNONHUTENS BXOAUIN MOYTH BCE
K/1aBUPHbIE COYMHEHUSA BEJIMKOTO KOMMO3UTOPA; LMPOKO M3BECTHbI
denHbeproBcKkne o6paboTKU ero opraHHbIX COYMHEHUN.

DenHbepry 6b1IM Yy bl «<MYy3€MHO-OXPaHUTENbHbIE» TEHAEHLMMU B UC-
nonHeHun baxa. CTopoOHHWKaM CTUIM30BaAHHOW MaHepbl, CTPEMSLLMMCS
NPUGJIN3UTLCA K 3BYYaHUIO KJlaBeCWUHa, OH MPOTUBOMNOCTaBUII MHTEP-
npeTauuio, MOTHOKPOBHO BbISBAIOLLYIO BCE Jly4lLMe KavyecTBa CoBpe-
MeHHoro d¢optenuaHo. bax B ero MCNOMHEHMM MNpeAcTaeT nepej
chylwarenem, npexae BCcero, Kak XyAOXHWK C OrPOMHbIM Anana3oHOM
MbIC/IEN, YYBCTB U NEPEXMBaHUM, INyOGOKO YETOBEYHbIN, TULIEHHbIN Ka-
KOro-1M60 HaMeKa Ha acKeTU3M.

«C. E. ®enHbepr ncnonHgaet baxa TaK, Kak 6yATO OH BMECTE C KOMMO-
3UTOPOM CO3AaeT 3Ty My3blKy. OH UrpaeT TaK, KaK 6yaTO NepoM Bblpu-
COBbIBa€eT BCKO MONMPOHUYECKYIO TKaHb. Bce ronocoseneHne B ero
MCMOJIHEHMU HACTOIbKO ACHO U eCTeCTBEHHO, YTO HET HX OJHOI0 MO-
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MeHTa, rae 6bl OHO He Haxo4W/10 CBOEr0 3aKOHYEHHOI 0 3aBEpPLIEHUS», —
nucan npodeccop MockoBcKon KoHcepBatopuu B. B. HevaeBs («CoBeT-
CKMIM My3bIKaHT», 20 HOos16psa 1950 r.).

Benuk Briiag C. E. PeiHb6epra B 0TEHECTBEHHYIO 6ETXOBEHMAHY: LIMKIIbI
KOHLEPTOB, B KOTOPbIX OH HEOAHOKPATHO MCMNOJMHSAN BCe 32 COHaThl
BE/IMKOr0 KOMMO3UTOpa, OblIM SAPKUMU COOBLITUAMU MY3blKaslbHOM
M3HW Hawen cTpaHbl. B cBoem npo4yteHnn berxoBeHa Camyun
EBreHbeBMY CTaBWA BO MaBy yrfia MaernHoe Havyano, agpamarypruio. He
CKOBbIBasi 1 3[eCb CBOK GaHTa3unio paMKaMu «OXPaHUTENbHbIX TEHAEH-
LIMA», OH IPKO MHOMBUAYaNM3MpoBan 06pa3HbIi CTPON KaxKAoW COHaThI,
nogyvyepKnBast KOHTPACTbl, U3NI0OGNEHHbIE 6ETXOBEHCKUE aKLUEeHThI, Aua-
JIOTW, «reHWanbHble CTPAHHOCTW», BbIBNSAS OPKECTPasbHOCTb, CBOM-
CTBEHHYIO OETXOBEHCKOMY cCTuato. Ocoboe BHUMaHWME OH yaensn
NOCTPOEHMIO POPMbI, CHMTas, YTO BETXOBEHY «<MMEHHO B COHATHOM popMme
y4anocb CO34atb reHuasnbHble NPOU3BeAEHUS, MOXKET OblTb, BE/MYanLne
cpeam Bcex My3blKasibHbIX KOMMO3ULMI». N3 KOMNO3UTOPOB-POMAHTUKOB
C. E. ®enHbepry 6b11 0c0O6eHHO 6/1M30K LLymaH. MNnaHncT cymen NpoHuK-
HYTb B «CBSiTasi CBATbIX» BHYTPEHHE NMPOTUBOPEYMBOIr0, KOHTPACTHOIO U
NMCUXOJIOTMYECKM CNOXHOIO TBOPHYECKOro MMpa KOMMNO3uTopa.

«MHTepnpeTatop LWymaHa, — nuwet denHbepr, — 4OMKEH CYMETb CO-
yeTaTb B CBOEN Urpe npeaesibHyl0 BUPTYOSHOCTb C MPOHWUKHOBEHHbBIM
IMPpU3MOoM. OH LOMKEH OCBOUTb U KECTKO METPUYECKME NOCTPOEHUSA U
YTOHYEHHENLNE, CBOEBOJIbHbIE KONlebaHUsA putma. OH JOKEH TO non-
HOCTbIO MOAYMHATLCA KOHKPETHOM NOrMKE U3MIOXKEHUS, TO HAXOAUTb B
CBOEW ayLie 0Co6bIn MHANMBUAYASIbHBIM PE30HaTOP, YTOObI Y10BUTL €4Ba
JOHOCSALMNCS «FON0C U3aaneKan.

B nocnenHue roapl *M3HM 601e3Hb 3acTaBuna PenHbepra npexkpa-
TUTb MYGJIMYHbIE BLICTYMIEHUSA (EF0 MOCNEAHUM KOHLLEPT B Bonbliom
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3ane MoCKOBCKOM KOHcepBaTopuu coctosncs 3 anpens 1956 roaa), HO
€ro y4eHUKKU 1 BCe Te, KTO OblBan Ha ero ypokax B 28-m Knacce Moc-
KOBCKOWM KOHCEPBATOPUMU, MOMHSAT, C KaKMM COBEPLUEHCTBOM uWrpan
Camyun EBreHbeBMY A0 nocneaHunx cesoux aHen! (MocnegHue 3anucu co-
4ynHeHun baxa 6binun caenaHbl Camynnom EBreHbeBMYeEM 3a mMecsl, 40
CMEepTH, HacTynuBLen 22 oKkTabpsa 1962 roaa).

Ero namstb 6bina nopasuTebHON, CO34aBanNoCh BneYyaTieHne, 41o
OH MOXET UrpaTb BCE U BCErAa, KaK €Cnu 6bl OH crneLmansbHo «aepxan B
nanbLax» BECb CBOW FpaHAMO3HbIM penepTyap. KaxablM ypoK 6bin
npasgHMKOM, B Knacce Bcerga 6bina oco6eHHasi, BO3BbIWEHHas aT-
Mocdepa CBSALLEHHOMO CYXKEHUSA MCKYCCTBY; KaXKAbli B 3TO BPEMS OLLLY-
Lan CBOIO COMPUYACTHOCTb EMY.

06 yanMBWTENBHOM TyOMHE M OCTPOTE MbICIM U 06 OFPOMHOW 3PYAK-
umMn denHbepra MOXKHO NOSy4UTb NPEACTABIEHNE, MPOYNTAB EF0 KHUTY
«[TMaHN3M KaK MCKYCCTBO», YHUKaJbHYIO MO ry6uHEe U TOHKOCTH Habto-
LeHUR, WwupoTte 0606weHnn. MHOrne ee rnoJioXeHus BnepBble ocBe-
AT CNIOXKHENIWME NPOoB6aEeMbl My3blKalbHOMO (M B YAaCTHOCTM UCMOJI-
HUTENbCKOr0) MCKYCCTBA, OTKPbIBAIOT HOBbIE FOPU3OHTLI M MYTU MY3bl-
Ka/lbHOM MbIC/N.

Pegkune yvenosedveckne KayectBa Camyuna EBreHbeBuya — Kpu-
CTa/lbHasi YeCTHOCTb, 61aropoACTBO, BENMKOAYLWNE, CKPOMHOCTb, 106-
poTa — CHUCKanu emy 1to60Bb 1 yBaXKEHWE BCEX, KTO ero 3Hasl. MNpocTtoTa
B 06LLEHNMN, MATKOCTb, BECb 06asATENbHbIM O6ANK YYUTENS NPUTATMBANK
K cebe MOJIOAEKb U Bbi3blBaju €€ AOBEPUE U rOpsYvee KenaHue crTpe-
MUTbCS K BbICOTaM M36PaHHOI0 MCKyCCTBa.

McnonHutensckoe nckycctso C. E. PeriHbepra, 3aneyatieHHoe B ay-
AN03anncu, Bbl3blIBaeT OFPOMHbIN MHTEPEC Y Hac B CTpaHe U BO BCEM
mupe. [pryem 3T0T MHTEPEC BCE BO3pacTaeT.
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Bce 6onblie BO3pacTaeT UHTEPEC M K COOCTBEHHbLIM COYMHEHUAM
C. E. ®eiHbepra. Xo4eTca Bblpas3uTb HAAEHIY, YTO 3Ta TEHAEHLMUS ByaeT
pa3BMBaTbCSl, U KOMMNO3UTOPCKOE Hacneame 3aMedaTe/lbHOro My3blKaHTa
CO BPEMEHEM 3aMMET MO NpaBy NpUHagexallee eMy MECTO Ha KOH-
LIEPTHOM 3CTpPaAe HapaBHE C My3blKOM BbIAAIOLLMXCS HALLMX MaCTEPOB.

k ok ok

C 1oHbIX IET ¥ A0 nocnegHux agHen my3sblika W.C. baxa 6bl/1a HEM3MEH-
HbiM cnyTHUKOM C. E. ®enHbepra. Ero ncnonHUTeNbCKMM 4ebioToM, Co-
ctoaBlwumcsa B peBpane 1914 roga B MocKkse, B 3ane CuHoAanbHOro
yymnuuia (HblHe PaxMaHMHOBCKMI 3an MOCKOBCKOW KOHCEpPBATOPUK),
Obl/10 UCMOJIHEHWE ABYX TOMOB «XOPOLIO TEMNEPMPOBAHHOIO KNaBMpanr.
N pnanee, B TEYEHME [ONITON KOHLEPTHOM XU3HWU PenHOBepr HEOAHO-
KpaTHO Urpan Kak «XopoLlo TEMNEPUPOBaHHbIN KnaBup», Tak U 60/b-
LUMHCTBO APYrMX KNaBUPHbIX cOYMHeHUH baxa. Hesagonro 4o cmepTu
Camymn EBreHbeBMY OCYLLLECTBW FpaM3anncb Bcex 48-Mu npentiognn
dyr «Xopolo TeMnepmpoBaHHOro KnaBupa» baxa, NepeknHyB, TaKnUm
06pa3oM, apKy OT CBOEMO UCMONHUTENLCKOMO Ae6t0Ta K BEPLUMHE CBOEMO
MCMNONIHUTENBbCKOro MmactepcTBa. MupoBas My3blKanbHas 0OLECTBEH-
HOCTb C BOCTOProM OTO3BaflaCb Ha 3TO COBbITHE:

«McnonHeHne denH6epProm «XopoLwo TEMNEPUPOBAHHOIO KNaBu-
par... NPUHALJIEXUT K CaMbIM NMPEKPacHbIM 06pa3Lam Urpbl Ha pose.
Ero TpakToBKa ABNSETCH OYEHb XUBOW U MOJIOLOW, C MATKUM JIMpUYeE-
CKMM OTTEHKOM... Kakon nMaHn3m, Kakoe OCTPOEe YyBCTBO KOJIOpUTa U
OnHaMKUKKnb («My3blkanbHasa AMepuKar», 1961 r.).

M3BecTHbIN geaTenb Kynbtypbl [P, npodeccop A. Kypenna Ha3Ban
3anucb «XOpoLwo TEMMNEPUPOBAHHOIO KlaBupa» B «<HUCE BaXKHENLLNX
XYAOXECTBEHHbIX COObITMM 1961 roaa».
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[Mpo6nema cTUNA UCMOJIHEHUS COYMHEHUIM Baxa UMeeT JoNTy UCTo-
pUIO: CMOPbI, KaK HYXKHO UrpaTb baxa, Kak urpan cBot My3blKy CaM KOM-
NMO3UTOP, HE YTUXAtOT MO CEN AEHb, Aa, HABEPHOE, HE YTUXHYT HUKOrAa.
OZIHM UCMONHUTENN B MOMCKAX MaKCUManbHOI0O NPUBIMIKEHUSA K CTUIIO
3MOXM UCMOJIb3YIOT Ha POSE PETMCTPOBLIE MPUHLMMbI YNIPABAEHHUS 3BY-
KOM, CBOMCTBEHHbIE OpPraHHO-KNaBMpHOMY cTuIto. OHM cTapatoTcs [0-
O61TbCs 6€e3ynpeYyHor 3BYKOBOM POBHOCTH B NMpeaenax OAHOro ann3oaa
M MTHOBEHHOW CMEHbI 3BY4HOCTU MPW NEPEXOAE K APpYromy, MoaHOM Me-
TPMYECKON TOYHOCTHM, YaCcTO OTKa3blBalOTCS OT ynoTpebneHns neganu u
BblIENEHMWS FOI0COB.

[pyrue cYnTatoT, HTO CTaPUHHYIO MY3bIKY HYXHO MIpaTb Ha CTapPUHHbIX
WMHCTPYMEHTax, U3y4atoT CBUIETENbCTBA COBPEMEHHMKOB 06 0COGEHHO-
CTSIX UCMOJTHUTENIbCKOrO MCKYCCTBA TOFO BPEMEHMU.

denHbepr cTaBUT BONPOC No-MHOMY: «<KaKk ncnosib3oBan 6bl cam re-
HUWaNbHbIM KOMMO3UTOP AOCTOMHCTBA COBPEMEHHOIO poana? Boas-
MOYHO, 4YTO, O3HAKOMMWBLUMCb C OCOBGEHHOCTAMM HaALUUX WHCTPY-
MEHTOB, aBTOP «XOPOLIO TEMNEPUPOBAHHOIO KlaBuWpa» COBCEM He
ofo6pun 6bl pectaBpaLMOHHO-MY3€ENHbIX TEHAEHUMW». [Mpn3HaBas
BCE € NPaBOMEPHOCTb 3TUX TEHAEHLMN M YMECTHOCTb MPUMEHEHMUS
«OpHaMEHTa/lbHbIX» TPAKTOBOK 1711 TOKKATOOOGPa3HbIX NMbeC U 3MU30-
[10B, BOCTOpPrasicb OTAeNbHbIMW yaiayaMu BblAAOLINXCA UCMOIHUTENEN
Ha aToM nyTu (B. JlTaHaoBcKasn), PenHb6epr TeM HE MEHeE PeLLIUTENbHO
BbICTYNa€ET 3a MOJIHOXU3HEHHbIM METO TpaKToBKM baxa, metoa, B
NOJIHYIO CUTy UCMOMb3YIOWMN 6oraTeniime BO3MOXKXHOCTU COBPEMEH-
HOr0O POSiIS — ero 3BYKOBYIO MOLLb, TMOKOCTb U 3KCMPECCUIO ANHA-
MWKM.
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Ha atom nytn ®enHbepry yaanocb AOCTUTHYTb Npeae/bHON Bblpasu-
TENbHOCTU UCNONIHEHNUSA. EMY yaaeTcs Bbipa3uTb PeYEBYIO SKCMNPECCHIO
My3blK/ Bbaxa 3a cHeT ToHYanLW X TeMOPOBLIX U JMHAMUYECKUX HIOaH-
COB, OKpalUMBaIOLIMX HE TOJIbKO KaKAblM ronoc, Kaxayio dpasy, Ho
NMOPON IaXKe KarKayto HOTY.

bonblas putMmmnyecKkas cBoboaa (0CO6EHHO B TPAKTOBKAXxX KaaeHLUIM)
o60cHoBbIBanacb denHbeprom, BO-nNepBbIX, €e UCKIOYUTENbHOW Bbl-
pPa3unTeNIbHOCTbIO, @ BO-BTOPbIX, OTCYTCTBUMEM BECKUX OCHOBAHWMN CYU-
TaTb, YTO bax coBceM He Mob30Bancs aTMM POAOM 3Kcnpeccuu. Mpwm
aTom PenHbepr nog4yepKmUBa, YTo «MOTHOXKUBHEHHbIN», MOJIHbIA 3KC-
NpPeccuun CTunb UcnonHenma baxa Tpebyet 0co60ro TBOPHYECKOro TaKTa,
YMEHUS yOepaTbCsqd B pamMKax, AOMYCTUMbIX BKYCOM W CTU/IEM, YTO
ncnosiHeHue nonndoHmumn baxa — npexae BCero cucteMa ToHYarWmnx
OTTEHKOB. Ml OH BNlafilen 3TMM apCeHasioM CPeLCTB B COBEPLUEHCTBE: OH,
KaK HWKTO ApYyror, MOr npuAaTtb My3blKE «0COOble MPUMETLI» Yepes
netanb — 6yAb TO XapaKTepHasa Moaynsaums, WTPKUX, AMHaMUYECKUNA OT-
TEHOK BO dpas3e Mnu HoaHC B ABMKEHUW. B cBOeo6pa3nmn atux Bceraa
KpanHe Bblpa3uTesbHbIX JeTanen — ofAHa U3 MPUYKUH, NoYemy Urpy
denHbepra He cnyTaellb HYU C Kakou ApYroWn.

OtcytcTBME B MHTepnpeTaumsax PenHbepra NpuBbIYHbIX KAHOHOB
NopoK OTMNyrmBaso OT HEF0 PEBHUTENEN «MPOMUCHbIX 3aKOHOB». Ero nc-
NnosiHeHMe 60Jblue rOBOPUT TOHKOMY 3HATOKY M HenpeaybexaeHHoMy
JIIOOGUTENIO, YHEM YMEPEHHOMY MPUBEPKEHLLY TPAAULMKN. ITO — U3BECT-
Has NpMMeTa HOBATOPCKOro TBOPYECTBA, HO Byaylilee Bceraa npuHaa-
NIEXUT emy. [oaTBEPKAEHMEM ITOIO CAYKUT rNyO6OKO AYyXOBHOE, UBOE
nckycctBo deHb6epra, KOTOPOe He TONbKO HE CTapeeT, Ho, Ha060opPOT,
CTAHOBUTCH BCE CBEXEE N MOJIOXE B HalLe BpeMS.

Buktop byHuH
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3anucmn Camyuna EBreHbeBuya PerHbepra gaBHO CTanv HEOTbEM-
NeMon 4acTblo 30/10TOro poHaa GopTENUAHHOIO UCMONHUTENBCKOIO
ncKycctBa. O6nagaBLUMK KOOCCabHBIM penepTyapoMm, BKIOYaBLLUM
B ce651 MPaKTUYECKM BCIO PYCCKYIO M 3apyBOErKHYIO KIacCuKy, Mpon3Be-
[EeHUS CBOMX reHnasibHbIX COBPEMEHHUKOB U COGCTBEHHbIE COYMHEHMUS
W TPAHCKPUNLMK, MPU3HAHHbIA CaMUM aBTOPOM JIy4LWUWA MCNOSTHUTENb
CKPABGUHCKOM MY3bIKW, TOHYaWLWIKWIK MHTEPNPETATOp My3blkK LLlymaHa,
LLoneHa, Jlnucta, betxoBeHa 1 MH. apyrux. PenHéepr nepsbiM B Poccun
WCMOMHKUA, a 3aTeM M 3anucan Bce 48 npentognm n eyr «XopoLo Temne-
puvpoBaHHOro KnaBupa» baxa. Ha ¢poHe 3Ton NonctuHe 6e3rpaHUyHOm
LWMPOTbI TanaHTa PenH6epra NPUXOANUTCS C rOpeYbio 0CO3HaBaTb, CKOJlb
Masjias YacTb ero TBOpYecTBa 6blila 3adUKCMpoBaHa B ayano3anucu.
Tem 60s1€€ LiEHHbIM NpeAcTaBAseTca Kaxaasa nybaMkaums elle Hems-
BECTHbIX CTPaHUL, ero GoHorpadry4ecKoro Hacneaus.

[aHHoe n3gaHune ABASETCH YHUKaNbHbIM B CBOEM poje. He Tak Yyacto
cnywartensm npefocTaBasieTcs BO3MOXHOCTb MPOHUKHYTb B TBOPYECKYHO
nabopaTopuio UCMOMHUTENS, B €ro «CBATaa CBATbIX». 3anncu BEIUKUX
NCNOJSIHUTENEN NMPOLLIOIO U COBPEMEHHOCTU ABASIOT HAM, KaK NpaBuio,
B CBOMX JlydlIMx obpasuax, nnoj B3BELWEHHbIX 3MOLMI U ypaBHOBE-
LUEHHbIX YYBCTB, €C/IM PeYb MAET O CTYAMMHbIX 3aNUCsX, UK 3aneyar-
NEHHOE MFHOBEHbE NO3TUYECKOr0o 03aPEHNUs, BAOXHOBEHHbI MOHOOT
apTvicTa nepej chnylatenbCKon ayauTopuen, ecim 3anucb caenaHa Bo
Bpems KoHuepTa. N ToT 1 Apyron BapuaHT No-CBOEMY pacKpblBaeT Ans
Hac BHYTPEHHWN MUP UCNOTHUTENS, HO BCE e HeceT Ha cebe oTneyaToK
NGO TWATENbHOr0, MHOIAA OY4EHb MPUCTPACTHOrO CAMOKOHTPOAS, IGO0
MWMOJSIETHOTO HACTPOEHWUS UCMOHWUTENS, BAUSHUS NYOAWKK, 06LLEN
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atMocdepbl KoHLepPTa U T.M. [103TOMy TaK pa3HATCHA CTYAUMHbBIE U KUBbIE
3anucu 0HOro M TOrO e UCMONHUTENS, B TOM YMC/IEe U MO CBOUM XyAO-
ECTBEHHbIM JOCTOMHCTBAM. APKMMU NpUMEPaMM 3TOr0 YTBEPKAEHUS
MOXET CNYXWUTb CPABHUTENbHbIW aHaNNU3 KUBbIX» U CTYAUWHbIX 3aMu-
Cen TaKnx KopudpeeB 0Te4EeCTBEHHOI0 GOPTENMAHHOIO NCKYCCTBA, KaK
B. B. CoppoHnLKui u [p. P. [MH36YpT.

B HacTosLEM N3aaHNK Mbl UMEEM A1E€/1I0 C COBEPLUIEHHO 0COBLIM CAy-
yaem. CaenaHHble «ans cebs», He NpeanonaraBlIMecs K M3aaHuio, ny6-
JINKyemble HbiHe 3anuck Camymna EBreHbeBMYa OTKPbIBAKOT A1 Hac
BHYTPEHHWM MUP BblAAOLWErocs UCNOMAHUTENS, TMYHOCTU OFPOMHOIO
KyNbTypHOro maclitaba, He CBA3aHHOI0 B MOMEHT UCMOSHEHUA HUKA-
KMMW paMKaMu U YCIOBHOCTAMM.

Mo BocnomunHaHusam npodeccopa 3. A. UIrHaTbeBOW, OAHOM M3 MO-
CNedHuX yYeHuLl BeNUKoro myablkaHTa, Camymn EBreHbeBuY no6un
Urpatb B Klacce CBOMM Y4EHMKAM M3y4aeMble UMW MPOU3BELEHMUS, UK
6/1M3K0 CBSA3aHHbIE C HUMW MO CMbICNy. BneyatneHne ot Takux CnoH-
TaHHbIX «<KOHLLEPTOB» 6bII0 HACTOIbKO CUJIbHbBIM, YTO MO OKOHYaHWKU UC-
NOJIHEHMS CO3HaHMWE yYeHMKa C TPyAOM BO3Bpallanocb B 28 Kiacc
KOHCepBaTopuu U3 Tex 3a061ayHbIX, 6OXECTBEHHbIX BbICOT, Kyaa YBO-
W0 ero ucnosHeHue yuutens. A Camymnn EBreHbeBumY, npsya yabloKy,
rOBOPWJI: «HO TaK UrpaTb HENb3s, — a TO 3apyratoT!»

HeBepoATHbIM aBnAseTcsa GaKT, YTO 3TU 6eCLEeHHble «JoMallHUe»
3anncu CoOXpPaHUINChb A0 HaLWKUX AHEN — y4UTbIBAs Ty OAE€PKMMOCTb, C
KoTtopon Camymn EBreHbeBMY YHUUTOXKasl BCE CBOW apXMBbl, 0COGEHHO
Te, rae Xota 6bl 6/1aroCKJIOHHO YNIOMUHANOCh €M0 UMS, UK NMPUOTKPbI-
BaJica NOCTOPOHHEMY B3MNA/ly COKPOBEHHbIM NPOLIECC Er0 TBOPYECT-
Ba. Noayac 6e3HafeXHO MCMOPYEHHbIE BAWSAHUEM BPEMEHU WU
TEXHMYECKUM HECOBEPLLIEHCTBOM TOrAallHEN 3BYKO3aNMUChIBalOLLEN
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TEXHUKW, OHWU SBASAIOT HAM HOBbIE LUTPUXM K MOPTPETY IMYHOCTU MY-
3blKaHTa.

AyanocdoHa MOCKOBCKOM KOHCEpBATOPUK BEPEKHO XPAHUT 3TU dO-
HorpaMmbl, @ B 2010 rogy OH NOMNOMHWICA HOBbIMMW 3anucamMu n3 o-
MawHero apxusa C. E. PenHbepra, nepeaHHbIMM KOHCEPBATOPUN Er0
YYEHUKOM, wWccnegoBatesieM WM nponaraHAMCTOM €ero TBOP4YecCTBa
B. B. ByHVHbBIM. 3TO 06CTOATENLCTBO BO MHOIOM MOCMNOCO6CTBOBASIO Bbl-
XOAy B CBET HACTOSLLErO U34aHus.

M3yyeHune 3anuncen PenHbepra B apxnee MOCKOBCKOM KOHCEPBAaTO-
PUKN NPUBENO K HEOXMAAHHOMY OTKPbITUIO. BbISCHWAOCH, YTO Hapaady ¢
06LLLEN3BECTHOM, YXKE NOYTU XpecToMaTuHon 3anucbto XTK bBaxa, us-
JaHHOMW Ha MnacTUHKax M Nepen3gaHHOM Ha KOMMNaKT-AMCKax — cylue-
CTBYET €lle 04Ha, NpaBaa He B MOJIHOM 06beMe (OTCYTCTBYET BTOpas
nonoBmHa 1-ro Toma). 370 3annUcu TaK Ha3blIBaEMBbIX «POrOHOB» UM UC-
NOSIHUTENbCKME «MNPO6bI», cAeNaHHble, 3a4acTyl0 HemocpeacTBEHHO
nepen TeM, Kak oTnpaBuTbCA B 3gaHue PagnokoMmuteTa ans «oduLm-
anbHOM» ceccum rpam3anunucu. Hekotopble 3anncu 6bIn caenaHbl B
Manom 3ane KoHcepBaTopuK Ha annapaTtype M MnjieHKe KoOHcepBaTo-
pUKW, HEKOTOpPble TaM e, HO Ha MarHUMTopoHe camMoro «ToBapulia
®denHbeprar», Kak yka3aHO Ha OAHOM M3 KOPOBOK, HEKOTOpPblE B Ma-
JIEHbKOW KOHCEPBATOPCKOM CTYAUM, TNILEHHON KaKon 6bl TO HX BbINIO
aKyCTUKM, a MHoraa U goMa Ha MuryccKom, 0 YEM nepe 3anmncbio My3blKK
Camyunn EBreHbeBuMY caM 06bABNSET B MUKPODOH, Ha3biBas Mpu 3TOM
TOYHYIO AaTy 3amnucu.

Mo BocnomuHaHmam yseHuubl C. E. denHbepra npodeccopa J1. B. Po-
LLMHOWM, MO BOCKPECEHbAM, C MOPTHENLYNKOM B PYKE, B CONPOBOXKAEHNHN
cBoero 6parta-xyaoxHuka JleoHnaa EBreHbeBnya PenHbepra, Camymn
EBreHbeBunY nogHMmMancsa B Manbiv 3an KOHCEPBATOPUHK, FAE ero BCTpe-
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Yyan paboTaBLlWKWK B Te rodbl TOHMENCTEPOM K KabuHeTe 3ByKO3anucu
KoHcepBaTopuu Mctucnas lNMetpoBuny KoBanes. KabuHeT 3ByKo3anucu
pacnonarancs Torja B KpoLeYHOM KOMHaTKe psLoM ¢ 6ankoHom Manoro
3afla — cemyac 3T0 KOMHaTKa AEXYPHbIX MO 3any — OTTyAa NPUHOCKJICS
MUKPOGDOH, BKItOYanach 3anucb, v Camymn EBreHbeBMY HaunHa Urpatb.
MpaKkTnyeckn Bce npentognun n Gyru Nnucaamcb ¢ 0OAQHOro pasa, 6e3 no-
BTOPOB, 3@ UCKJIIOYEHWEM PE-MaXKOPHOM NPENoann U3 NePBOro Toma,
KoTopyto Camymn EBreHbeBMUY 3anucan ABa Uaun Tpu pasa.

KadecTBO 3TMXx 3anncen pasninyHo. 3anucu, caenaHHble B KOHCEpP-
BaTOPUU, U3-3a HEXBATKU MaTepmnanoB 3a4acTyto Aenanncb Ha NAEHKe,
Y€ HECKONbKO pa3 ObIBLLEN B yNnoTpebneHMn. K TOMy e poJinK, Kak
NnpaBuI0, COCTOSA U3 CKNEEHHbIX KYCKOB MIEHOK pa3HbiX TUMOB, YTO
npuMbéaBaNo K 3anncy WymMbl Pa3HOro «lWyMOBOro» AOCTOMHCTBA, a
NJ0X0 NnpuieratoLwas roloBKa CTMpaHUs 3arnucu octasisna elle u oT-
YeT/IMBO ClbllMMbIE OCTaTKKU Npeablaylen 3anucu. Tak, Ha HEKOTOPbIX
npentoansax n dyrax MoXXHo pasfinynTb JOHOCSLIMECS CKBO3b POS/IbHOE
3BY4YaHWe rosioca CKPUMNKK UM HEBELOMOro BoKanucta. Cpeaun «Hemy-
3blKa/lbHbIX LYMOB», MPUCYTCTBYIOWMX Ha JOMALLHMX 3anucax — CKpU
NnosioBULL, ronoca 6anM3Kux U T. N. CKa3blBaeTCA U OTCYTCTBUE aKyCTUKM,
M HECOBEPLUEHCTBO TEXHMKM, N HE BCErAa TOYHO HACTPOEHHbIN POSiib...
Ho Bce 310 BApPYr pactBopsieTcs 6yKBaJbHO YEPES3 MUHYTY, U CO3HAHME
cnylwaTtens, yBleKkaemMoe BBbICb MOJIETOM Ayxa UCMOJIHUTENS, HAYNMHaeT
OYKBa/IbHO NapuUTb Haj BCEMU 3TUMU 3EMHbIMU HECOBEPLUEHCTBAMM.

OcTaBnsto 3a paMKamu 3TOM cTaTbW MOAPOOGHbLIA CPaBHUTENbHbIN
aHann3 UCNOJIHUTENIbCKMUX TPAKTOBOK npentoanin n ¢oyr XTK «oduumans-
HOW» U «JOMallLHEW» BEPCUIA — 3TO NPeaMET OTAE/IbHOM Hay4HOW CTaTbu.
MpeaenbHO SCHO NULlb 0AHO, YTo PenH6epry 6bia abCoMOTHO YyXKaa
BCSIKas «3aKOHCEPBUPOBAHHOCTb» TPAKTOBKKU, MyMUOUKaLIMA 06pa30B.
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3TW 3anMcKn HaACTOJIbKO HE MOXOXM APYr Ha Apyra no xapaKkTepy Ucnos-
HUTE/IbCKOM MHTEPMpeTaLMmn, YTO BOSHUKAET oLwyLleHne, ByaTo ux ae-
Nanu [Ba pasHblXx 4YenoBeKa. YyBCTBO abCOMOTHOM TBOPYECKOM
€cB006O/bl, YTOHYEHHOCTb U €CTECTBEHHOCTb BbICKa3blBaHMUS, «MOJIHO-
KPOBHOCTb» CTU/IS OT/IMYAET «4OMalLHIO0» BEPCUIO MCNONHEHNUSA. BO3HU-
KaeT ollyleHne, YTO U caMa My3blKa POXKAAeTca NPSMO «34eCb» U
«cenyac»!

PectaBpauus 3anucen anvnack 6onblie roga. HeckonbKo HEGOMb-
lwmnx dparmMeHToB 3anmcun XTK okazanncb 6e3HaeXXHO MCNOPYEHHbIMM.
Hapexabl Ha OTHOCUTENBHO JIEFKOE BOCCTaHOBJIEHWE YTPA4YEHHOIo Ma-
Tepuana nyrtem «BCTaBOK» U3 «0bULManbHON» BEPCUMN MONHOCTLIO PYX-
Hy/IM, 0OCOGEHHO KOrga 3T BEPCUM MPULLNOCL CpaBHMBaATb BYKBaNbHO
no TaKTy. HacTonbKo HecoYeTaeMbIMK MO 3BYKY, TEMIY, BHYTPEHHEMY CO-
CTOSIHUIO OHU OKa3anucb. OcTaBanoch NMLb OTNPaBUTbL 3T 3arnucK B
KOP3WHY, HO pecTaBpaTtopam JlabopaTtopuun 3ByKo3anucu MoCKOBCKOM
KOHCepBaTOPMK yaanochb caenatb HEBO3MOXHOE. [1posiBMB vyaeca npo-
deccnoHanmama n M306peTaTesibHOCTH, OHKU caenanun Bece, YTobbl OCTa-
BWUTb 3TW 3arucy B AAaHHOM M3LaHWM WU COXPaHUTb LLeSIOCTHOCTb WX
BOCMPUATUS.

YeTBepTbIN AUCK HACTOSALWEr0 M3AaHNS ABASETCA CBOEro poaa «KOM-
neHcauunen» cnywatensm 3a OTCYTCTBME HECOXPaHUBLUENCS A0 HaLIMX
[HEN «qoMallHen» 3anncu BTOPOW NONOBKUHLI NepBoro toma XTK u co-
[EPKUT HacTosLMe papuTeTbl B GenH6eproBCKomn agucKkorpadun. Briep-
Bbl€ M3 €ro JOMallHEro apxnsa Ny6MKyeTcs 3anmcb NATU TPEXTOTOCHbIX
MHBeHUMM (CuMdOHUI), pe-MaxKopHOM TOKKaTbl, 19-MUHOPHON Dyru ¢
BOCXWUTUTENIbHBIM NPeNioanpoBaHUEM BbiNMCaHHOM BaxoM akKopaamu
npeglecTaytollen en PaHtasmun. TakKe B U3haHue BOLLIN OTPECTABPU-
POBaHHbIE 3aMUCK C NMIACTUHOK 78 06/M: eMYYXWUH benHOEPrCKOro
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ayamoHacneaus — byppe u3 AHrmnnucKon ctoutbl N2 2 ng MuHop (3an.
1938 r.), MapTtuta N2 1 Cu-6emonb maxkop (3an. 1946 r.) 1 ogHa U3 ero
NepBbIX 3anuMcen — TpaHCKpUNLUmMs xopanbHon npentoaumn «Ach bleib’ bei
uns, Herr Jesu Christ» (3an. 1929 r.). Tak)ke BNepBble B 0AHOM U3OaHUK
cobpaHbl Bce 3anucaHHble Camynnom EBreHbeBMYEM COOCTBEHHbIE
06paboTKK XopanbHbIX Npentoann baxa — BbicoYanlimnn obpasel,
GenHbeprckoro Uckycctea GopTennaHHoOM TpaHCKPUNLUUKM U ero ab-
COJIIOTHbIW UCMOJTHUTENBCKUI LIEeAEBP.

EBrenHui lnatoHoB,
Jlabopatopus 3Byko3arnmcu MIMK
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