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Wolfgang Amadeus Mozart (1756 — 1791)

CD 1[76.18]

Piano Sonata in C minor, KV 457
1. Allegro
2. Adagio
3. Molto allegro

Piano Sonata in D major, KV 284 (KV 205b)*
1. Allegro
2. Rondeau en Polonaise. Andante
3. Tema con variazioni

Piano Sonata in A minor, KV 310 (KV 300d)
1. Allegro maestoso
2. Andante cantabile con espressione
3. Presto

Piano Sonata in A major, KV 331 (KV 300i)
1. Tema con variazioni: Andante grazioso
2. Menuetto
3. Alla Turca: Allegretto

CD 2 [68.42]
Fantasia in D minor, KV 397 (KV 385g)
Fantasia in C minor, KV 475
Sonata for Violin and Piano in A major, KV 526*
1. Molto allegro
2. Andante
3. Presto
Concerto for Piano and Orchestra No. 23 in A major, KV 488
1. Allegro
2. Adagio
3. Allegro assai
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The USSR Symphony Orchestra (CD 2: [6]-[&])
Conductor Alexander Gauk (CD 2: [61-[2])
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“Only in Mozart is there a refuge from the storms...”
Pavel Florensky

Each time | listen to Maria Yudina playing, her interpretation comes as a
revelation that it is impossible to get used to. The impression she gives me is
as fresh and lively as her own deep immersion in the music she performs. This
force of the impact on the audience comes from Yudina’s strong belief that she is
only the mediator of Divine Truth captured in sound by the genius composer. This
idea has penetrated her from the early years. Still a young girl, Maria wrote in her
diary: “I know only one way to God: through art, (...) through one of its branches in
particular - Music”.

| have been equally stricken by Yudina’s interpretation of Schumann’s Fantasia
and Kreisleriana and by her rendition of Mozart's four Sonatas and two Fantasias.
These two recordings that | have not heard for many years were made in 1951 in
the Small Hall of the Moscow Conservatory. One could expect to hear a “completely
different” Yudina in Mozart and in Schumann. However, this doesn’t happen!
Yudina remains the same, the scale, the force, the impulsiveness, the intransigence
of her musical thought is unchanged...

Yudina did not attempt to achieve a “correct” interpretation of Mozart, one that
would correspond to the conception of historical accuracy and style. “Accuracy
doesn’t guarantee the vitality of a work of art, and sometimes even hinders it"-
writes Yudina in her article “Thoughts about musical performance”. She goes on:
“A professed subjectivity of thought confirms the plurality of reality, whereas the
pursuit of an objectively “correct” interpretation is metaphysical, not alive”.
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Plurality of reality! - this is indeed a key to understanding such a great artist as
Yudina was!

Mozart’s music incites Yudina to use a particular touché, very light and precise,
that allows an infinite variety of colour, feeling and meaning. One recalls her idea
that there is an optimal point on the fingertip that has to strike an optimal point on
the piano key in order to achieve the optimal sound. “Then and only then will the
Divine thought speak through a musician’s hands” - she wrote. When Yudina
touches the piano, she gives birth to a magic world, full of radiant overtones, of
pure, light sound, of flexible time and pulse, that is inherent to Mozart. Here we can
hear this Divine thought, we reach this “golden paradise lost by humanity”, of
which Florensky writes in his letter to Yudina. “Only in Mozart is there a refuge from
the storms” - he continues.

This CD is a live recording of a Mozart recital in the Small Hall of the Moscow
Conservatory on October 6th 1951.

Yudina opened the concert with the Sonata in C minor, KV 457. Her interpretation
recalls Hermann Abert’s characteristic: “The fatality in this sonata does not bend to
pleading or resistance.” The heroic pathos, the constant anxiety with which this
music flies to its end isn't disturbed by the finest details, the imploring pleas of the
intimate statement. Nothing can break the strong feeling of unity that this sonata
Cconveys.

One of the common traits of these 1951 recordings (both Schumann and
Mozart) are the unexpectedly fast tempi - an urge to rush forward in all movements.
It can even come by as shocking, at first, but the next moment we are conquered
by Yudina’s conviction and only admiration remains.
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This is exactly what happens when we listen to the Sonata in D Major, KV 284.
The tempo! The obsession with movement! And at the same time, a striking,
almost impossible, clarity and finesse in the line of the 16th notes. The Alberti
basses, the “accompaniment”, acquire a special meaning. Their active, clear pulse
conveys a new character to the themes. The 2nd movement also sounds a little
faster than would be expected. In the 3rd movement, the variations, one of
Yudina’s favourite genres, the audience can fully appreciate the infinite fantasy of
the pianist. One could imagine to be holding a magic ball that changes colour and
pattern at each different angle.

The Sonata in A minor, KV 310 strikes us, from the first bars, with an exceptional
energy, an impetuous, unbending tempo, a truly symphonic scale. The chords in
the left hand play an unexpectedly important role: their insistent, highly emotional
pulse draws our attention even more than the theme of the right hand. The storm of
the first Allegro gives place to a flexible, luminous and light Andante. The anxiety
and agitation come back in the Finale. The pianist seems to be drawn, inexorably,
into this unresting turmoil. A short moment of peace, the A major pastoral episode,
gives way to obsessive movement.

The Sonata in A Major, KV 331 transports us into a totally different world. Here
allis light and air, we are captured by the finesse of nuances and touché and by an
unbelievable mindfulness and carefulness of interpretation. Yudina’s Finale, the
famous Rondo alla Turca, sounds gentle and easy, almost child-like.

The 1951 concert ended with the two famous Fantasias - in D minor, KV 397
and in C minor, KV 475. They open the second CD.

In Yudina’s interpretation the Fantasia in D minor becomes a “monumental
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dramatic Mass for piano, close in spirit to the Requiem, composed in the same
key”. These words of the composer Sergey Slonimsky describe very well her
reading of this piece and the idea that inspired her. Yudina’s students recall the
“synopsis” of this Fantasia that she shared with them. “The introduction has to be
dark, dimly lit, static. The high vaults of a gothic cathedral, the stained glass
windows, a mystic atmosphere that inspires reverence... In the corner, in the dark,
the shape of a woman is kneeling in prayer before the Crucifixion. (...) Then come
the bars of deepest grief, the tears of anguish. And now - a ray of the sun that
shines through the stained glass and lights up the cathedral. The face that turns to
the sunlight is still covered in tears, but it shines already with an inner joy, it
responds to the sun with a weak smile, it returns to life”.

However, when we listen to Yudina’s vision of the Fantasia, we realise that
Music can not be limited to the fixed sense of words, its variety of meaning is so
much richer and more eloquent.

This semantic infinity is most tangible in Yudina’s interpretation the Fantasia in
C minor. The imagination of the artist flies freely, following the improvisatory, un-
predictable form. Mozart is here a pioneer, a romantic, which allows Yudina to treat
melody with a chopinesque approach, to use rubato and pedal in a romantic way.
Her dynamic palette is extremely rich, extending from the subtlest pianissimo to
the passion of an orchestral tutti (in the Allegro). Without any doubt, Beethoven’s
spirit dwells in this Fantasia. The last passages, bold and bright, anticipate
Beethoven’s Third concerto.

| believe that here lies Yudina’s artistic credo: “Great Art is eternal, unfailing and
inevitably projects into the Future”.



The next tracks prepare a rare gift for the listener: the Violin Sonata KV 526 in
A Major with Maria Kozolupova. In a letter to her close friend Vladimir Lublinsky
Yudina mentions a studio recording of this sonata, made soon after a live
performance in the Small Hall on the 13th of October 1951. Alas, the recording
did not pass the approval committee under the leadership of Alexander Goldenweiser.
With her usual bitter sense of humour Yudina writes: “...Goldenweiser's gang
voted down our ideal recording of Mozart's sonata with Kozolupova. Instead of 4,5
{thousand} we only got 700 rubles each... how many plans did we have for this
money!... well, this is all forgotten now...”. This recording was thought to have
been lost until, most recently, Alexei Lubimov discovered it in the archives of the
Minsk radio. | shared the news with Margarita Grossman, a close friend of Maria
Yudina, an excellent violinist who played in the best orchestras and also worked in
Yudina’s chamber music class. Margarita recalled immediately having played
this sonata in Yudina’s class and quoted her words on the finale: “Don't forget!
Mozart was an opera composer. All the themes here belong to
different operatic characters, try to feel it! This is a fool’s theme! Try to play it this
way”.
The second CD finishes with the well-known, legendary recording of the Piano
Concerto No. 23 in A Major, KV 488, recognised as one of Yudina’s chefs-
d'oeuvres.
Marina Drozdova

«TonbKo B Mouaprte 3awymta or bypb...»
MaBen ®nopeHcKui

ch(mﬁ pas, Koraa a ciywato Maputo BeHnamuHoBHy FOAMHy, Ansi MeHs MHOTOE B €€
MCMOSIHEHUU OKa3blBAETCS HOBbIM, U A 0CO3HAl0, YTO MPUBbIKHYTb K YC/bILAHHbBIM
OTKPOBEHMSIM HEBO3MOXKHO. CBEXECTb MOEr0 BOCMPUATUS MPSMO MPONOpLMOHaNbHa
ry61HE NOrPYKEHNS apTUCTKU B UCMONHAEMYIO MY3bIKY, CTENEHU €€ CANAHNUS C HEW, ro-
psYen yoeraEHHOCTM B TOM, YTO OHA - JIULb NPOBOAHMK GOXKECTBEHHOM UCTUHLI, NO-
3HaHHOM M BblPaEeHHOW B 3BYKaX reHWanbHbIM KOMMNO3UTOPOM. Befb et yie 3HaKoM
3TOT NyTb: €LLE B paHHew oHOCTM Mapycs 3anucana B CBOEM AHEBHUKE: «§1 3HAI0 nLb
OAMH NyTb K bory: 4epes UCKYCCTBO, ... YePEe3 OfHY BETBb €r0 — My3blKy».

BOT TONIbKO YTO MEHsI MOpa3wan AaBHO HE CbliaHHbIe, MOYTU 3a0bITble IAUHCKUE
nHTepnpeTauun ®aHrasum u «Kpercnepuarbl» LLymaHa. A ceiivac TOYHO TaK e yauBUAK
¥ MIEHWIM XOPOLLO MHE M3BECTHbIE 3anucy YeTbipéx CoHat v AByx PaHTasuii Mouapra,
caenaHHble B Tom ke 1951 rogy B Manom 3ane MocKoBCKOM koHcepBaTopuu! BnosHe
€CTECTBEHHO 6blNI0 Obl OXKMAATH, YTO Ceaytolen Moei dpasoit byaet: «3aeck, B Mo-
Lapte, nepes Hamu coBeplieHHo apyras KO0auHa...» n T.4. Ho - HeT! K0auHa ocTtanach
NpexHei, TaKOM Xe, KaK B BEMKOM pomaHTuKe LymaHe! ToT e macwrab, 6ypHbli
MopbIB, Ta e CTPEMUTENbHOCTb, 6ECKOMNPOMMUCCHOCTb, AaXe 06PEYEHHOCTb. ..

l0anHa He cTpemunack co3aatb «mpaBuabHOro» MolapTa, YCI0BHO COOTBETCTBYHO-
LWero cymMMe npeacTaBAeHnUi 0 ero MCTOPMYECKOM anoxe. ««[paBUAbHOCTb» BOBCE HE
06€eCcneYnBaeT KM3HEHHOCTU TBOPEHMS, @ YaCTO MPOTUBOPEYUT e, - pa3BuBaeT 0anHa
naeto MN.A. dropeHCKoro B cBOeW cTaTbe «MbICAKU 0 My3blKaNbHOM UCMONHUTENLCTBEY. —
MHMMas CyGbeKTUBHOCTb MbILLIEHNS YTBEPHKAAET PeanbHy0 MHOKECTBEHHOCTb AECTBU-
TENbHOCTH, B TO BPEMS KaK CTPEMJIEHWE K €MHCTBEHHO BO3MOXHOM, «PaBUIbHOM» TPaK-
TOBKE - Cyry60 MEpTBEHHO, MeTapn3nN4YHO». MHOKECTBEHHOCTb AENCTBUTENBHOCTU! - BOT
TA€ KNKY K MOHWMaHWI0 TBOPYECTBA TaKMX HEOPAMHAPHBIX XYAOXKHWUKOB, KaKUM bblia
H0puHa!



Mysbika Mouapta Bbi3biBaeT y K0anMHOM NOTPE6GHOCTb B COBEPLIEHHO 0CO60M NpH-
KOCHOBEHMM K MHCTPYMEHTY, NEFKOM M TOYHOM, pOKAaloLemM 6€CKOHEYHOE KOAUYEeCTBO
TOHYaMLWKUX OTTEHKOB CMbIC/IOB, rpajaLui Kpacok M COCTOSIHUI. BenomuHatotes eé
C/0Ba 0 TOM, YTO B KOHYMKE Najblia eCTb HEKas ONTMMasbHas TOYKa, KOTopas npu Co-
MPUKOCHOBEHMM C TaKOM e e[MHCTBEHHO TOYKOW Ha KnaBulie POXAaeT UCKOMOE
3By4aHue. «ToNbKO Torga 1 6yaeT roBOPUTbL YEPEe3 PYKM My3blKaHTa Bhicwwee Havyano», -
nucana oHa. Korga t0anHa nprKacaertcs K posiio, HauMHaeTCs BONWEOCTBO 3BYKONUCH,
BO3HMKaIOT 06ePTOHbI, OPMUPYIOLLME MMEHHO MOLLIAPTOBCKOE 3BYKOBOE NMPOCTPAHCTBO,
MOJIHOE YUCTBIX, CBET/IbIX, MEPLAIOLLMX 3By4aHWIi, NPOCTPAHCTBO, B KOTOPOM MybCHUPYOT
rMéKue, NnactMyHble TeMno-putMbl! U mbl outyuiaem ato Beicliee Havano, Mbl nonagaem
B «30J/10TOM, YTEPSIHHBIM YEJI0BEYECTBOM Paii», 0 KOTOPOM nucan PropeHcKuii B nucbme
K K0auHoi. «Tonbko B MouapTe 3awuTta ot 6ypb», - 406aBAsN OH. B €€ nHTepnpetaumsx
BCS }M3Hb [EHNS (M KOMNO3UTOPA, U UCTIONHWUTENS), C IMYHBIMM TPAreausiMu1, CHeAato-
MM YyBCTBOM OAMHOYECTBA, a B Yacbl TBOPYECTBA CMOCOOHOM0 NOAHMMATLCA B Gecnpe-
JieNIbHble BbICH FOPHUX MUPOB.

Ha gucke npeacraBieHa 3anuch ¢ KoHuepTta B Manom 3ane MOCKOBCKOM KOHCEp-
BaTOPUM, KOTOPBIV cocTosics 6 oKkTsopa 1951 roga v 6bi1 NOCBALEH GOpTENUaHHbIM
COYMHeHusm Mouapra.

OTkpbiBWwas nporpammy CoHata Ao MuHop, KV 457 3Byuut y HOAMHOW KaK HEeKUi
MOHOJIUT, B KOTOPOM M TOHYaMILIWE AeTaAW MHTEPNPETALUM, NPOH3UTENbHbIE MHTOHALUK
MOJb6bI, HEMCTPEeOKUMAas NOTPEOHOCTb B COKPOBEHHbIX BbICKA3bIBAHUSX HE HapyLaoT
olLyleHust Lenoro. FocnoAcTBYIOT ApaMaTMYECKMUI HaKan, FepoOMYECKMii nadoc 1 NocTo-
fHHas TpeBora. Bcsi My3blka ¢ KaKOW-TO 06PEYEHHOCTbI0 HECETCS K KOHLY. HOanHcKoe
npoyTeHne 3101 CoHaTbl OTBEYAET XapaKTepUCTHUKE, KOTOPYIO Aan COYMHEHMIO [epMmaH
Abeprt: «PatanbHblii MUP 3TOV COHATbl HE YCTyNaeT HU MONbOE, HYA COMPOTUBEHMIOY.

...AHann3upys oauHckue 3anucu 1951 roga (LymaH, Mouapr), Helb3s He oTMe-
TUTb OfHY 06LLY0 0COOEHHOCTb: NOTPEBHOCTL UCMONHUTENBHULBI B HEOXMAAHHO ObICT-
pbIX, CTPEMUTE/bHbIX TEMNAX - BHE 3aBUCMMOCTH OT 06LLEN0 CMbICIOBOr0 KOHTEKCTA.
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B nepBoe MrHOBEHWE 3TO MOKET JaKe WOKUPOBATb, HO YXE B CIEAYHOLLYI0 CEKYHAY, MO-
KOPEHHbIE OANHCKOW YOEeXAEHHOCTbIO B CBOEM NPaBOTE, Mbl C BOCXULLEHWEM BHUMAEM.

MMEeHHO 3T0 NPOMCXOAMUT C Hamu, Koraa Mbl ciywaem CoHaty Pe maxop, KV 284.
Temn! OgepxumocTb ABMeHWeM! MNopakaeT HenpaBaonofo6Has - MPU TaKOM TeMMe -
13bICKaHHAs ICHOCTb M TOHKOCTb MHTOHMPOBAHMA WecTHaauatbix! Ocoboe 3HayeHune
nprobpeTaeT «akKoMNaHeMeHT» — anbbepT1eBbl 6ackl! Mx akTMBHasA, AMHAMUYHAsA Ny/b-
cauusi NnpuaaéT TeMaM HOBbIE OTTEHKM CMbICNOB. YyTb GbICTPEE, YEM MOKHO OMUAAT,
3BYYUT U 2-1 YacTb. 3-9 YaCTb HanMcaHa B opme Bapuallnii - aHpe, 0CO6EHHO Nt06U-
MOM MUAHUCTKON. 3[ecb €€ XyaoKecTBeHHas haHTa3us NOUCTUHE HE UMEET Npesena.
Kaxetcs, 4o y Hac B pyKax BO/IWEGHbIN Wap, B KOTOPOM NpW MaseilleM NoBOpoTe BO3-
HUKAIOT BCE HOBbIE, MPUXOTAMBbIE, PA3HO06PA3HO OKPALLEHHbIE Y30pbl.

CoHarta 515t MuHop, KV 310 ¢ nepBbIX e TaKTOB OLIENIOMASET HEOObIYaHBIM Hano-
pOM, CTPEMUTENbHBIM, HENPEPEKAEMbIM TEMMOM, NOAMHHO CUMGMOHUYECKMM pa3Ma-
XoM. U 3aecb HeoxuaaHHas posib OTBOAUTCS «COMPOBOXAEHUIO» - aKKOpAaM B IEBOV
PyKe: MX HacToM4MBasl, NOAYEPKHYTO 3MOLMOHaNbHAs NyAbCaLMs CTaBUT X €fBa SN He
B OJMH CMbIC/I0BOM psAA ¢ Temoin! My3bika nepBOM YacTu MPOHOCKUTCA Nepes Hamu,
CJ/I0BHO BUXPb, OCTaB/sAs CMSTEHME B AylUe, KOTOPOE PacCemMBaeTCs NPy 3ByKax CBETION,
MNACTUYHOW, HE3aMYTHEHHOW BTOPOW YacTu. [yx cmaTeHMs Bo3Bpallaetcsi B PuHane.
CraapbiBaeTCA OlLyLeHUe, YTO UCMOMHUTENb He NPUHAANERUT Ce6e, HaXOASACh BO BNACTH
3TOM MATYLLENCS HEYCMOKOEHHOCTH, OTAABasACh CTUXMIMHO BO3HUKLLIEMY HELEHOMY TeMMy.
MrHoBeHHast 0CTaHOBKa - 04apoBaTe/ibHasi, CEpebpHCTO 3Byyallas N-Max)opHas «na-
CTOpasib» - ¥ BHOBb OAEPHKMUMOCTb ABUKEHUEM.

CoBceM B MHOV MWp Mbl nonagaem, ciywas Conary J1a maxop, KV 331. 3aeck Bcé
COTKaHO M3 CBETa M BO3AyXa, CyX MIEHSET TOHYaWWas urpa KpacoK 1 peakas bepex-
HOCTb MCNONHEHWS. [10-AETCKM NPOCTO, IETKO U HEMPUHYKAEHHO UrpaeT K0auHa u GuHan
3101 CoHatbl, 3HameHuToe PoHpo alla turca.

B 3aBepLieHny nporpamMmmbl Npo3Byyany 06e ®aHrasum - pe MuHop, KV 397 u go
muHop, KV 475. UMu HaunHaeTcs BTOPOW AWCK.
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Pe-muHopHas PaHta3us 3ByumT y KOAMHOM KaK «<MOHYMeHTaNlbHas ApaMaTuyecKas
mecca ans oprennaHo, 6an3Kkas no Ayxy MoLapToBCKOMY «PeKBMEMY», HAMMCAHHOMY
B TOW e TOHaNbHOCTU». ITW NpeKpacHble cnoBa komnosutopa Cepres CIOHUMCKOO
Ha PeaKOoCTb TOYHO XapaKTepU3YIOT KAMHCKYIO MHTEPNPETaLIMIO U COBNAAAIOT C TeM 06-
pa3oM, KOTOpbI BAOXHOBASAA CaMy UCMONHUTENbHULY. U3BeCTHO, 4To Mapus BeHwa-
MWHOBHA JeNunach C y4eHUKaMu CBOEro poja NporpamMMOi 3T0ro coYMHeHus. OHa
rosopwuna: «BcrynneHune LOMKHO ObITb MPaYHbIM, TYCKI0 OCBELWEHHBIM, CTaTUYHbIM. Bbl-
COKME CBOAbl FOTMYECKOrO Xpama, LBETHbIE BUTPAKM, CyMpaK, MUCTUYECKas aTMo-
cdepa, Bbi3biBaKLUas Tpenet. B TemHoTe, B yry, nepes Pacnsatmem CKIOHWnach
CKOp6Has weHcKas ¢urypa. (...) Janee - TakTbl ry604anWen TOCKM U cKop6u. Bot
CNé3bl, JIbOLMECS U3 a3. A BOT - COJNHEYHbIN Nyd, 6/1ECHYBIUWI CKBO3b LBETHbIE
CTEK/1a M OCBETUBLLMIA TEMHbIE CBOAbI Xpama. HHeHCKoe 1L, 06epHYBLIEECS K COTHEY-
HOMY Nlydy, 3a/IMTO C/ie3aMu, HO OHO YKe CBETUTCSA PafjoCTblo, OHO OTBEYAET CNnaboi
YAbIOKOM COJHLY, OHO BOCMPSNO K KNU3HM».

...1 BCE-TaKM, Kak HM NPeKpacHo AMHCKoe BuaeHUe ®aHTasnu, Koraa cylaellb
€€ UCMOJIHEHME, 0CO6EHHO ACHO NOHMMAaELLb, YTO My3blKa He MOXET CPaBHUTLCA B CTOM-
KOCTW 3HaYeHWI CO CNIOBaMM, €€ CMbIC/I0Bast BAPUMAHTHOCTb HAMHOIO 6oraye W 3By4nUT
AN5 Hac KpacHOpeYnBee BCAKKX CIIOB.

MMeHHo 3Ty 6ecnpefenbHOCTb HENb3s HE OLWYTUTb B HOAMHCKOM WUCMONHEHWN [10-
MWUHOPHOM PaHTa3un! TBopyecKoe BoOoGpaxeHne CBOOOAHO NapuT, NobywaaeMoe MM-
NPOBM3aLMOHHOM, HeMpeAcKasyemoi Gopmoi counHeHus. 3nece Mouapt - HoBatop,
MouapT - poMaHT1K, 4To no3sonsieT KOAMHOM MCNoab30BaTh M rubato, 1 NOYTH Wone-
HOBCKO€ MHTOHWPOBAHWE MENOAWM, U POMAHTUYECKYIO Nefanb. YAMBUTENBHO AUHAMM-
4yeckoe 60ratcTBO €€ 3BYKOBOM ManWUTPbl: OT TOHYAMLWEro pianissimo A0 CTPaCTHbIX
nopbIBOB 0pKecTpoBoro tutti (B Allegro). HecomHeHHO - ayx beTxoBeHa peet Hag PaH-
Tasuen! MoaTBepKAEHUE TOMY - 3aKNIOUYUTENbHbIE, CTDEMUTEIbHO B3NETaloLLIMe BBEPX
[l0-MWUHOPHbIE Maccaxu, npejcKasbiBatowme Tpetnin GoprenuaHHbIi KoHLEepT beTxo-
BeHa, 3Byyalumre y FOAMHOM SIPKO M AEP3KO - KaK CTPesbl, NyLeHHble B Byayliee.
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[ymato, B 3TOM U 3aK4anoch ucnonHutensckoe Credo Mapuu BeHnaMnHOBHBI
tOanHoN. [locTato4HO BCNOMHUTL €€ CNoBa: «BemKoe MCKYCCTBO BeYHO, HeM3MEHHO m
HeN36eXHO JaET NpoeKuuio B byayuieen.

Cnywarenen npegfiaraemblx AMCKOB OXMAAET PEAKMIA NOAAPOK: 3anNnCb UCTIONHEHUS
t0anHoi n MapuHoii Kosonynosoi ckpunuyHoit CoHatel Mouapta Ne 17 Jls maxop,
KV 526. O Ttom, yto CoHata, Npo3By4aBllasi B COBMECTHOM KOHLEPTE My3blKAHTOB
13 okta6pa 1951 roga B ToM e Manom 3ane KOHcepBaTopum, Obina UMK BCKOPE 3a-
nucaHa, Mbl y3Haém 13 nucbma K0anHon cesoemy 6aunskomy apyry B.C. Jlo6aMHCKOMY OT
1 HOsI6PSA TOro e roga. Yebl! 3anuch He NpoLuna NPUMEMHYI KOMMCCHIO, KOTOPYH BO3-
rmaeasa Toraa A.b. fonbaeHBeli3ep. Co CBOWCTBEHHLIM €1 OMOPOM, OKPalLEHHbIM Kan-
nen neyvanu, t0auHa nuwer: «... [onbAeHBeW3epOBCKasn Waika NpoBaauna Hauy c
K030/1ynMHOM HaKOHEL, COCTOSBLUYIOCS MAEabHYIO (BblAENEHO MHOW - M./l.) 3anuchb co-
HaTbl Mouapta 1 BMecTo 4 ¥2 Mbl nony4unan no 700 p... Ha HUX CTONLKO GblN0 NOCTPOEHO
nNaHoB... Hy, a1 yxe 3a6bina 06 atoMm...». Cneabl 3anncu 40 HejlaBHEro BPEMEHU CYUTa-
NUCb notepsiHHbIMU. EE 06Hapymwun Anekceit Jlio6umoB B doHoTeke MuHckoro (!!1)
paavno. 1 He Morna He NOAENNUTLCS 3TOM pafocTbio ¢ Mapraputoi [pocecmaH, 6AU3KUM
apyrom Mapuu BeHMaMUHOBHbI, 3aMeyaTeslbHOM CKPUMavyKoM, UrpaBLei B JlyyLmnX
HalMX OpKecTpax 1 napannenbHo, ¢ 1952 roga paboTaBLuei WINOCTPATOPOM B Kiacce
H0auHON. Hn ceryHabl He 3aayMbiBasiCh, TaK, Kak 6yATo 310 6bi10 BYepa, MaprapuTa cka-
3ana MHe: «0, Aa, 9 Kak pa3 Torga urpana aty CoHaty! ficHO nomHI0, Kak Mapus Benua-
MWHOBHa roBopwia Ham B CBA3M ¢ ®uHanom: «He 3abbiBaite! MouapT Beab 6bin
OMEPHBIM KOMMNO3UTOPOM. 3A€eCh BCE TEMbl XapaKTePU3YIOT PasHbIX ONEPHbIX NEPCOHa-
e, cTapanTech NOYyBCTBOBATL ATO. .. A BOT 3Ta TemMa - 310 Aypak! Bot 1aK u urpatre...»

3aBepluaeTr JUCK XOpOWO M3BECTHas, MOXKHO CKasaTb, JereHjapHas, 3anuchb
KoHuepta N2 23 JIs mawop, KV 488. 310 - npu3HaHHbIN WweaeBp He TobKo KOAMHCKO
MouapT1aHbl, HO ¥ BCEro €€ MCMOMHUTENLCKOIO MCKYCCTBA.

M.A. lpo3aoBa
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Bonbdranr Amagein Mouapt (1756 — 1791)

CD 1[76.18]

CoHarta ana poprenunaHo Ao MuHop, KV 457
1. Allegro
2. Adagio
3. Molto allegro

CoHarta ana ¢poprtenunaHo Pe maxop, KV 284 (KV 205b)*
1. Allegro
2. Rondeau en Polonaise. Andante
3. Tema con variazioni

CoHarta ana poprenunaHo n1a muHop, KV 310 (KV 300d)
1. Allegro maestoso
2. Andante cantabile con espressione
3. Presto

CoHarta ana ¢poptenunaro J1a maxop, KV 331 (KV 300i)
1. Tema con variazioni: Andante grazioso
2. Menuetto
3. Alla Turca: Allegretto

CD 2 [68.42]

®daHTasna pe MmuHop, KV 397 (KV 385g)

®daHTasna 4o MuHop, KV 475

CoHaTa ans CKpunku u doptenunaro J1a maxop, KV 526*
1. Molto allegro
2. Andante
3. Presto

KoHuept N2 23 ansa dopTtenmaHo ¢ opkecTpom Jla maxkop, KV 488

1. Allegro
2. Adagio
3. Allegro assai
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SMC CD 0242-0243
ADD/MONO
TT: 145.00

6.38
5 55
4.30

6.03
3.26
12.56

6.58
8.01
2.44

10.43
5.12
3.08

5.42
10.42

8.16
14.17
6.26

9.49
6.55
6.33

Mapwusa K0auna, doprennaHo

MapwHa Ko3onynoga, ckpunka (CD 2: [31-[5])
focynapcTBeHHbIN cumdoHnyeckuin opkectp CCCP (CD 2: [61-[&])
Oupukép Anekcangp layk (CD 2: [61-[3])

*PaHee He U3aBaBLUMECH 3anvcu

3anuchb ¢ KoHLepToB B Manom 3ane MOCKOBCKOM rocyAapCTBEHHO KOHCepBaTopum
um. .M. Yaikosckoro 6 oktabpsa 1951 roga (CD 1:[11-[12; CD 2: [1],[2]),

13 okta6ps 1951 roga (CD 2:[31-[5])

CryauiiHas 3anuch B Mockse, 9 utons 1947 ropa (CD 2:[6]-[8])

PectaBpauus u mactepuHr: EneHa Cbiy

[uzaiti: Makcum Komnaxeel,

[lepeBon: Ennsasetra Munnep

WcnonHutenbHbIl npoAtocep: EBrennit NnatoHoB

© & ® 2019 MocKoBCKas rocyapcTBeHHas koHcepsaTopus uM. M.1. YaitKoscKoro.
Bce npaBa 3aLuuLeHbl
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