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Paul Hindemith (1895 - 1963)

Sonata for Flute and Piano (1936)
1. Heiter bewegt
2. Sehr langsam
3. Sehr lebhaft — Marsch

Sonata for Viola and Piano in F major, op. 11 No. 4 (1919)
1. Fantasie. Ruhig
2. Thema mit Variationen. Ruhig und einfach wie ein Volkslied
3. Finale. Sehr lebhaft
Sonata for Double-Bass and Piano (1949)
1. Allegretto
2. Scherzo. Allegro assai
3. Molto Adagio — Recitativo — Lied. Allegretto grazioso
Sonata for Trombone and Piano (1941)
1. Allegro moderato maestoso -
2. Allegretto grazioso -
3. Lied des Raufbolds (Swashbuckler’s Song). Allegro pesante -
3. Allegro moderato maestoso
Sonata for Horn and Piano (1939)
1. MaRig bewegt
2. Ruhig bewegt
3. Lebhaft

Maria Yudina, piano
Naum Zaidel, flute (A-[3])
Feodor Druzhinin, viola ([2]-[5])

Studio recordings of 1959 - 1965

Vitaly Buyanovsky, horn ([£2]-[1e])
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Rodion Azarkhin, double-bass ((7]-[2])
Grigory Khersonsky, trombone ([zo-[z3))

t was back in the middle of the 1920s that Maria Yudina became interested in

Paul Hindemith and his music. From her early years to the end of her life she was
inspired by an overpowering fascination with everything new in art and a great
enthusiasm for contemporary music. Having started her performing career after
graduating from the Leningrad Conservatory in 1921, she soon gained a reputation
for being an outstanding musician with a unique identity. The conceptual core of her
personality as an interpreter was remarkably pronounced, manifesting itself not only
in her singular and sometimes unexpected decisions over the performance, but
equally in the boldness and originality of her repertoire, which always included
along with classical works the latest pieces by Russian and Western composers.
She considered it to be her foremost duty to promote contemporary foreign music in
Russia, and always dreamed of showing abroad “the best we have to offer.” Writing
back in 1928 to the Director of the Ithma Concert Agency Paul Bechert, she says:
“...while we here eagerly follow everything new on your side, a lot of our outstanding
achievements do not unfortunately reach you!” In the same letter she writes at
length about her own repertoire preferences, to which she remained faithful in the
years to come, and mentions, of course, Hindemith: “First of all - Bach, second - all
sorts of polyphony from Buxtehude to Krenek and Hindemith, through all its varieties
such as Franck, Reger, Glazunov, Taneyev).

Yudina recalls that back then she was “the first and only one to play a lot of
Hindemith in concerts in Leningrad and Moscow.” We find in her repertoire the song
cycle The Life of Mary, based on poems by Rainer Maria Rilke, performed with Vera
Pavlovskaya-Borovik, and the Violin Sonata Op. 11 No. 1, played with Julius Eidlin
(both performances given at the end of 1928). And of course in 1927, when Paul
Hindemith came to Leningrad on tour with the Amar Quartet, she simply had to
meet the composer she revered! She played Piano Music Op. 37, Part 1 for him,
and he told her that “bei uns (with us) nobody has ever played this cycle the way
you do and never will!” Yudina also included that piece in the programme of her first
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Moscow concert in 1929. It is interesting that many years later, in 1980 the
German musicologist Hans Heinz Stuckenschmidt, on hearing a recording of Yudina
playing Hindemith’s Piano Sonata No. 3, also sensed something special in her inter-
pretation and pointed out one of the key elements in her performing art - the
sound. He wrote: “Maria Yudina invented, as if specifically for this piece, a kind of
short yet animated touché which insightfully penetrates to the heart of the music of
Hindemith [Italics mine - M.D.].”

The studio recordings of the five chamber sonatas by Paul Hindemith, performed
by Maria Yudina and her younger colleagues and presented on this CD, were made
in 1959-1965. It was a blessed time, when after a gap of nearly thirty years the
barriers dividing Russia from the rest of the world came down, and cultural links with
the West started slowly to revive. Yudina was back in touch (mainly by correspondence)
with musicians all over the world and her professional contacts expanded. It was the
music of Hindemith - her beloved “Hindemitik” - gushing powerfully into her life as
a pianist that marked a welcome new period in her work, a time of eagerly studying
and actively promoting contemporary Western music. One after another there
appeared in her repertoire new pieces both by old acquaintances like Krenek,
Hindemith and Stravinsky (Hindemith most of all) and those whose music she had
never played before - Barber, Berg, Webern, Honegger and many others. The
chamber music class that she taught at the Gnessin Institute also provided material
for her programmes. Concert followed upon concert, and yet she craved for more! In
a letter of 1961 to Andrey Volkonsky she admits with regret: “l am lagging inevitably,
disastrously behind, coping for the time being, as far as my energy allows, with the
“neoclassical period,” playing this and that relentlessly.” And she so much wanted
also to master the complexities of twelve-tone serialism!

In Hindemith she was attracted not only by the neoclassicism, but also by the
wealth of music for all kinds of chamber ensembles, where solo parts were given to
such “non-solo” instruments as the double-bass, French horn and trombone.
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Chamber music making always strongly appealed to her: it offered unlimited
repertoire possibilities, but most importantly the joy of working together, the
“common cause” around which her life revolved. “To play Hindemith is an intellectual
delight,” - she wrote, deep into rehearsing with her younger colleagues, who were
already well known in the world of music: Naum Zaidel (flute), Fyodor Druzhinin
(viola), Rodion Azarkhin (double-bass), Grigory Hersonsky (trombone) and Vitaly
Buyanovsky (French horn). For each of them it was a great honour to be able to play
with such a legendary musician. This is how Fyodor Druzhinin remembers working
with Yudina: “I had been spoilt by those accompanying me, by the priority given to
my viola, my own will, and all the rest of it that comes with being a soloist. Maria Ve-
niaminovna rooted that out without mercy, forcing me to think like a pianist.[...] “Do
you mean | am here just to provide an accompaniment for you? [...] Do you think,
Fedya, that Hindemith was wrong when he put fff in the score for the piano and only
fforviola?” And she would play triple forte, repeating over and over: “the will of the
composer is sacrosanct.” Without in the least suppressing the initiative of her fellow
musicians, but on the contrary inspiring and firing everyone up with her enthusiasm,
Yudina opened up new horizons for them, encouraging their own discoveries. And
they worked wonders!

When listening to the recordings of the sonatas, one gets the impression that the
interpretation comes from a single performer: so clear is the absolute unity of
purpose, that is felt above all in the treatment of the sound. The sound becomes
essential. If in the earliest piece, the viola sonata of 1919, we are carried away by
the emotional romanticism of timbre, the presence of mystery (first movement) and
the long fascinating echo, the later sonatas (the one for the double-bass was written
in 1949!) manifest a different, ascetic concept of sound (remember the words of
Stuckenschmidt quoted above!). The character of the sound, the nuances of
intonation, the clear baroque articulation, - all this helps in revealing the essential,
emotional core of the musical narrative. The structure of the musical phrase, the

5



outlines of form are experienced not only through hearing, but become almost
tangible, visible. The richness of timbre palette is striking, with its predominantly
light, delicate, radiant shades, which tum out to be within range of instruments like
the French horn, double-bass and trombone. Worth noting also is the ongoing
dialogue between the members of the duet, even a sort of theatricality.

All these nuances of the interpretations ultimately sharpen the listener's
perception, making us feel as if we are among the performers. That is why even to
this day, more than half a century later, the audience experiences not only the
‘intellectual delight’ that Yudina spoke of, but also a spiritual delight, and can
therefore say with her: “Great art is everlasting, permanent, and inevitably projects
into the future.”

The five chamber sonatas on this CD span a thirty-year period of the composer's
work. The Viola Sonata Op.11 no. 4 was written in 1919, the Double-bass Sonata in
1949. In between came the Sonata for Flute in 1936, for the French Horn in 1939,
and for the Trombone in 1941.

Marina Drozdova

MMH, JINYHOCTb M My3blKa Mayns XvHaemuta npusnexkavn BHuManue Mapuu Be-
HWamuHoBHbI H0anHoM ewé B cepeanHe 20-x rogoB XX Beka. Heoponumas
TAra KO BCEMY HOBOMY B UCKYCCTBE, FOPAYUI MHTEPEC K COBPEMEHHOW MY3bIKe OT-
Nnyanu €€ C 1oHbIX JIET U 0 KOHLA AHEN. HayaB UCMONHUTENLCKYIO AeATebHOCTb
nocne OKOHYaHus JIeHUHrpaacKkon KoHcepeaTopun B 1921 roay, oHa 6bICTPO 3a-
BO€EBaJla C/laBy BblJAlOLErocs My3blKaHTa-UCNONHUTENS, 061a4aBLIETO CBOWUM, HU
Ha KOro He MOXOXMM, MLOM. Heobbl4aiHO APKO BbICTYNan KOHLUENTyanbHbIW, UH-
TEepNPETaTOPCKMIA CTEPHEHD €6 IMYHOCTH, CKa3bIBaBLUMIACS He TOJIbKO B CBOE0OPa3uH,
nofyYac HeOXMAAHHOCTU UCMOAHUTENBCKUX PELLEHWI, HO U, B HE MEHbLLEN CTENEHH,
B CMEN0CTU, OPUTMHANBHOCTU penepTyapa, B KOTOPOM Hapsiay C KNacCMKOM BCeraa
NPUCYTCTBOBA/IN HOBEMLINE COYMHEHUSI OTEYECTBEHHbIX M 3anafHblX KOMNO3UTOPOB.
MponaraHaupoBaTb MX My3blKy OHa CyuTana CBOMM MEpPBEMWMM AOATOM, a Ha
3anaje Bcerja MeyTtana cbirpatb «BCE, 4T0 eCTb Y Hac nyywero». Ewe B 1928 rogy
B NMUCbME K AMPEKTOPY KOHLIEPTHOrO areHTcTBa Ithma Maynto bexepty oHa nucana:
«... B TO BpeMs KaK Mbl 34€Cb C }aHOCTbIO C/IeAMM 3a BCEM HOBbIM Y Bac, MHoroe
BblAAKOIEECH U3 HaLIMX JOCTUIKEHWN, K COXaneHuto, o Bac He goxoaut!». B atom
e NUCbMe OHa NOAPO6HO MULIET 0 CBOMX penepTyapHbIX MPUCTPACTMSAX, KOTOPbIM
OCTaBanacb BepHa M BMOCNEACTBUM, U, KOHEYHO, Ha3blBaeT XuHaemuta. «[TyHKT
1-11 - bax. MyHKT 2-¥ - Besikasa nonndoHus (ot byketexyae Ao KweHeka n muaemuta
/TaK B pyKkonucu/, yepe3 Bce e€ Buabl, Hanpumep, PpaHk, Perep, MasyHos,
TaHeeB)».

lOaMHa BCMOMMHAET, YTO B Te rofbl OHa «...BMEPBbIE W MOYTW OAHA MHOMO
urpana XvHzaemurta B KoHueptax B JleHuHrpage v Mockse». B eé penepryape mbl
BUAMM BOKaJIbHbIM LMK Ha CTUXM P.-M. Punbke «KnusHb Mapuu», KOTOpbIi OHa UC-
noaHWNa ¢ nesuuein B. MaBnoBckon-bopoBuk B KoHUe 1928 roga, U CKPUNUYHYHO
coHarty, op. 11 N2 1, cbirpaHHyto Torga e BmecTe ¢ t0.U. InannHeiM. CoBeplueHHO
€CTECTBEHHO, 4TO, Koraa B 1927 rogy Maynb XMHAEMUT racTponupoBan B JIeHUHrpaze
C KBapTeToM «AMap-XWHAEMUT», OHA HE MOIIa He BCTPETUTHCS C MOYUTAEMbIM



asTopom! Npwu BCTpeye oHa cbirpana emy «Myabiky Ans doprennaHo», op. 37 N 1,
M OH CaM CKasan e, «41o bei uns (y Hac) HUKTO CEro LMKNa TaK He urpan u He
cbirpaem! 310 counHeHue KOauMHa BKIOYMIA U B NPOrpamMMmy CBOEro Le6iTHOro
KoHuepta B Mockse B 1929 rogy. MHTEpecHO, 4T0 MHOro NeT cnycTs, B 1980 rogy,
HemeLKnuin My3bikoBea X.-X. LUTYKKeHWMMAT, yCNbiaB AUHCKYI0 3anuch TpeTben
bopTenuaHHoM coHaTbl XMHAEMUTA, TOXE NOYYBCTBOBAN HEYTO 0COOEHHOE B €€ MH-
TepnpetaumMn U 6e30Wn604HO OTMETWI OAMH M3 [aBHbLIX, CMbICI006Pa3yoWmX
KOMMOHEHTOB €€ UCMONHUTENLCKOTO UCKycCcTBa - 3BYK! OH nucan: «Mapus t0auHa
KaK OyATo cneyynanbHO AN1S 3TOro Npou3BeaeHUs n3obpena pa3HOBUAHOCTb CyXOro,
HO NPWUTOM OZYXOTBOPEHHOTO yaapa, KOTOPbIM MPO30P/IMBO POHMKAET B CYLHOCTb
My3bIk1 XuHgemuTar. (Kypcus Mot - M./L.)

lpeactaBneHHbIe Ha AUCKe CTyAMMHbIE 3anucK NATM KaMepHbiX coHat layns
XuHaemuta B McnosHeHnn Mapuun K0auHow 1 e€é Monofblx NapTHEPOB CAeNaHbl B
1959-1965 roaax. 310 6bIIO CYACTIMBOE BpPeMsi, Koraa nocne noytn 30-netHero
nepepbiBa OTKPLIIMCL 3aC/OHbl, OTAENABLIME Hally CTpaHy OT BHEWHEro Mupa, u
CTaNu NOHEMHOTY OXMBaTb KyNbTYPHbIE KOHTaKTbl ¢ 3anagom. Bospoannnch 1 pac-
WWPUAKCH TBOPYECKME, MaBHbIM 06Pa30M AMUCTONAPHbLIE, KOHTaKTbl KOAMHON C
My3blKaHTamu Bcero mmpa. UMeHHO ¢ My3biku XMHAEMUTa, JaBHO 060KaeMOro et
«XMHAEMWUTMKE», MOLLHBIM MOTOKOM X/bIHYBLIEN B MW3Hb MUAHUCTKK, Hayanacb
HOBas, }enaHHas 3pa B €€ TBOPYECTBE - 3pa YBNEYEHHOrO M3y4eHUs U aKTUBHOM
nponaraHabl COBPEMEHHOM 3anaaHoi My3biku. OAHO 3a ApyruM B €€ peneptyape
NOSIBASNINCL U HOBblE COYMHEHMSI CTapblX 3HaKoMmLUeB - KweHeka, XuHaemuta u
CTpaBMHCKOrO (OTMEYY, YTO KOIMYECTBEHHO COYMHEHMA XMHAEMUTa Npeobnaaanu),
1 npexae He ucnonHsemblx eto bap6epa, bepra, BebepHa, OHerrepa U MHOMMX
apyrvx. O6orawanucb NporpaMmbl M B Kiacce KaMepHOro aHcambns, KOTopbii
l0anHa Bena B UHcTUTyTEe MM. THecuHbIX. KoHLepT cneaosan 3a KoHueptom! Ho en
Kasanocb 310 HefocTaTo4HbIM! B nucbme K A. BonkoHckomy ot ... 1961 roga oHa ¢
COXaJleHneM MNpu3HaBanachb: «... 1 HEM30EKHO U KatacTpoduyecku oTcTalo,

YNpaB/isiiCb, MOKAMECT, CKOJIbKO XBaTaeT CWJl, — C «<HEOKIACCUYECKUM NEPUOLOM»,
Urpato pasHoe TaKoe «M B XBOCT, M B FPUBY». A €M TaK XOTeN0oCb MOCTUYb eLlE W
CNOXHOCTU [0AeKadOHHOro, CEPUMHOIo nucbmal

B XuHaemute npuBnekan e€ He To/1bKO HEOKIACCUL3M, HO M 0OUANE COYMHEHWI
AN BCEBO3MOMXHbIX KAMEPHbIX COCTABOB, e CONMPOBANN U Tak1e «HE CONbHbIE»
MHCTPYMEHTbLI, KaK KOHTpabac, TpoM6OH, BanTtopHa! KamepHoe MmysuuupoBaHue
BCerfa HeooaMMo NPUTATMBAIO NMUAHUCTKY: 3[eCb U 6E36PEXHOCTb penepTyapa,
a - [MaBHOE - PafoCTb COBMECTHOrO TBOPYECTBA, «06Liee [eNno», KOTopoe U 6bino
N8 HEE€ caMbiM BaXHbIM B ¥M3HW. Urpatb XMHAEMUTA - «HAcNaKaeHue yma», -
MULLET OHa, YB/IEYEHHAA PENETULMOHHON PaboToM CO CBOMMM MOJIOLALIMU NapTHEPaMM,
ye Noay4MBLIMMU U3BECTHOCTb B My3blKasbHOM MUpe. 310 dnentuct Haym 3aiaens,
anbtiet ®énop JpyHuHKUH, KoHTpabacucT PoagnoH A3apxuH, TPOMOOHKUCT Mpuropui
XepCOHCKMI 1 BaNTOPHUCT Butanuii bysiHOBCKWIA. NS KaA0ro U3 HUX BO3MOXKHOCTb
Urpatb ¢ TakKUM NereHaapHbIM My3blKaHTOM - 6€CLIEHHbIA NOAAPOK CyabObl. BOT 4T0
BCMOMMWHaN 0 CBOMX BCTpeyax ¢ KoanHon Penop ApywuHuH: «A 6bin M36a10BaH ak-
KOMMNaHuaTtopamu, NPUOPUTETOM CBOETO asibra, CBOEW BOAM 1 TOMY NOAOGHLIMU aT-
pubytamu conucta. Mapua BeHnamnHOBHaA BbITpaBisina Mx U3 MeHs 6ecnoLajHo,
3acTaB/sAs MEHS MbIC/UTb KaK NuaHucTa. /.../ Bbl lymaete, yto f 6yay Bawmm ak-
KomnaHuatopom? /.../ Heywenu Bbl gymaete, ®eas, yto XuHaemut owwmbes,
Hanucas y doptenuaHo FFF, ay ansta ogHo...». U oHa urpana tpu ¢oprte, 4acto no-
BTOPSISi: «BOJISi aBTOPA CBSALLEHHa» !

HUCKONbKO He noAaBnss MHULMATMBLI NApPTHEPOB, HANPOTUB — BAOXHOBAAA W
3aparas Kamxaoro cBouM BocToproM, tOauHa OTKpbiBana nepes HUMU HOBblE
rOPU30HTbI, NOBYKAAsA Aenatb CO6CTBEHHbIE OTKPLITUS. M OHM TBOPWAK Yyfeca.

Korga cnywaelwb 3anucu COHaT, BO3HWKAET OLLyleHUe, YTO MHTepnpeTauus
co3AaHa KaK 6bl OAHUM McnonHuTENeM. Hanuuo abcontoTHOE AMHCTBO HAMEPEHWIA,
KOTOpPOe 06HapYKMBAETCA MPEXAE BCEr0 B OTHOLWEHWUMU K 3BYKY. 3BYK CTAHOBMUTCS
CMbICN006pasytolmm. Ecnm B camoii paHHer, anbtoBoi coHate (1919 r.), Hac 3a-



XBaTblBaeT B3BOJIHOBAHHAsA POMaHTMYHOCTb TEMOPa, NPUCYTCTBKE TakHbl (1 4.), 3a-
BOpaXMBatoLLee, AsLeecs nocne3syyume, 1o B 601ee no3aH1x coHatax (KoHTpabacoBas
HanucaHa B 1949 rogy) y ucnonHutenen SiBHO NpOCTyNaeT MHasA, acKeTMyecKas
KOHUENUMS 3BYKa (BCMOMHMM MpPUBEAEHHbIE Bblwe cnoBa LUTykkeHwmmnaral).
XapaKTep 3ByKa, 0CO6EHHOCTU MHTOHUPOBaHUS, ICHas 6apo4Has apTUKYNALUS N03-
BO/ISIHOT BbIIBUTb CMbIC/I0BOE, AMOLMOHAIbHOE AP0 My3blKa/bHOIO BbICKA3blBAHMS.
CrpykTypa ¢pasbl, rpaHuLbl GOPMbl CTAHOBSATCA MOYTU 0CA3AEMbIMU, BUAUMBIMMU,
BOCMPUHUMAIOTCS HE TONbKO cayxoMm. [opaxaer u TembpanbHoe 60raTcTBo ¢ npe-
06/1aaHNEM NETKNX, TOHKMX, CBETALLMXCS KPACOK, KOTOPbIE OKa3blBAKOTCA AOCTYMHbIMU
1 TaKUM MHCTPYMEHTaM, KaK BaliTopHa, KOHTpabac U TPOMOOH. Henb3s He 0TMETUTb
TaKke NOCTOSIHHBIN XUBOW ANMANOr MEKAY y4aCTHUKAMM [lyaTa, Aawe CBOEro poja
TeaTpanbHOCTb.

Bce 311 0C06eHHOCTU NPEACTaBAEHHbIX UHTEPNPETaLMMA NPEAEIbHO aKTUBUSUPYIOT
Hale caywartenbCKoe BOCMpUATUE, Aenas Hac Kak Obl Y4aCTHUKaMM UCMOAHEHUS.
MIMeHHO nNo3aToMy 1 cerofHsi, cnycTsi 601ee noayBeka, Mbl, CyLWATENN, UCTbITHIBAEM
He TOMbKO «HacnaxaeHne ymar», 0 KOTopom rosopuna KOAnHa, HO W HacnaxaeHve
nyxa. U moxem BMecTe C Hel CKasaTb: «BesmKoe UCKYCCTBO BeYHO, HEU3MEHHO U
Hen36exHOo AaéT NpoeKumto B byayuiee».

3ByyalliMe Ha AMCKe NATb KaMEpHbIX COHaT OxBaTbiBatoT 30-NeTHUI nepuog
TBOpYeCTBa koMnoautopa. AnbToBasi coHata 13 op. 11 N° 4 HanucaHa B 1919 roay,
KoHTpabacoBasi - B 1949 rogy. Mexay HuMu: coHata ansi dnentol - 1936 rog,
COHaTta Ans BantopHbl - 1939r. 1 coHata and Tpom6oHa - 1941 1.

M.A. [lpo3goBa
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Maynb Xungemut (1895 — 1963)

CoHata ans dnentbl n doprenmaro (1936)
1. Heiter bewegt
2. Sehr langsam
3. Sehr lebhaft — Marsch

CoHarta ans anbta 1 doptennaHo da maxop, op. 11 N2 4 (1919)
1. Fantasie. Ruhig
2. Thema mit Variationen. Ruhig und einfach wie ein Volkslied
3. Finale. Sehr lebhaft
CoHata ansa KoHTpabaca v doptennaHo (1949)
1. Allegretto
2. Scherzo. Allegro assai
3. Molto Adagio — Recitativo — Lied. Allegretto grazioso
CoHarta ana Tpom6oHa 1 poptenunaro (1941)
1. Allegro moderato maestoso -
2. Allegretto grazioso -
3. Lied des Raufbolds (Swashbuckler’s Song). Allegro pesante -
3. Allegro moderato maestoso
CoHarta ansa BantopHbl U poptennaHo (1939)
1. MaRig bewegt
2. Ruhig bewegt
3. Lebhaft

Mapwus K0auna, doprennaHo
Haym 3aiigens, dneiita (Z1-3])
®énop [ApyKUHUH, anbT ((4]-[6])

CryaniHble 3anvcn 1959 - 1965 rogos

© & ® 2018 MocKoBCKas rocyapcTBeHHas koHcepsaTopus uM. M.1. YaitKoscKoro.
Bce npaBa 3aLuuLeHbl
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PopmnoH A3apxuH, KoHTpabac ((71-[2])
Tpuropwmii XepcoHcKui, TPOMOOH ([10]-[13))
Butanuii BysiHoBCKwiA, BanTopHa ([24)-[16])





