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Sergey Prokofiev (1892 - 1953)

Piano Concerto No. 3 in C major, op. 26
1. Andante - Allegro
2. Tema con variazioni
3. Allegro ma non troppo

Johannes Brahms (1833 — 1897)

Piano Concerto No. 2 in B flat major, op. 83
1. Allegro non troppo
2. Allegro appassionato
3. Andante
4. Allegretto grazioso

Van Cliburn, piano

All-Union Radio Symphony Orchestra
Conductor Gennady Rozhdestvensky

Live at Grand Hall of the Moscow Tchaikovsky Conservatory,
June 3,1960

Restoration & mastering: Elena Doinikova
Cover design: Maxim Kompaneets
Translation: Maria Lastochkina

Executive producer: Eugene Platonov
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ne can say Van Cliburn was a child of fortune: having started his musical

education at the age of three, at twelve he already gave his first concert with the
Houston Symphony Orchestra. Later on - between seventeen and twenty three - he
studied at the Juilliard School, the most prestigious in the USA, and moreover in the
class of renowned Rosina Lhevinne, who was taught by Vasily Safonov and continued
in the Russian pianistic tradition. She recollects her young student having an “amazing
instinct” for acquiring the characteristically ‘Russian,” touch, soft and deep, the
principles of legato, the rich timbre palette of the sound, and being “particularly
attentive to the nuances of the Russian musical phrasing.” While still at the Juilliard
School Cliburn became a winner of the prestigious Edgar Leventritt Competition
(1954), which led to him performing at the Carnegie Hall, playing Tchaikovsky’s First
Piano Concerto with an orchestra conducted by Dimitri Mitropoulos.

The real triumph however, came to the 23-year old pianist in Moscow. As jury
member Heinrich Neuhaus put it: “We were all captivated, taken in, fired up by Van
Cliburn. There was no room for disagreement - admiration before a brilliant talent
united us. It was a piece of genius”

Following his victory in the competition in Moscow Cliburn’s career is a soaring
success. The world leading label RCA Victor releases his recording of Tchaikovsky’s
First Piano Concerto, which goes platinum and wins a Grammy Award. He tours with
invariable sell-outs in the UK, Paris and Brussels. Sol Hurok, who organized concerts
and tours for Feodor Chaliapin, Arthur Rubinstein, Jascha Heifetz, David Oistrakh,
Sviatoslav Richter and Emil Gilels, becomes his impresario. Van Cliburn is in great
demand, and in the years following the Tchaikovsky competition he gives more than
150 concerts a year. He is a world famous star.

Alas, Cliburn’s star trajectory was like a comet - bright but short-lived: having
flashed across the artistic horizon after the legendary victory at the International
Tchaikovsky competition in 1958, it started to wane and even by the middle of the
1960s his performing style was regarded by the American press as “old-fashioned.”
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One of the critics remarked sarcastically that “Van Cliburn is faced with the almost im-
possible task of keeping up with his own glory.” Until the middle of the 1970s,
however, Cliburn continues with occasional concerts and CD releases. In 1978 he
almost completely stops appearing on stage.

Let us now return to that far away 1960, when Cliburn visited Moscow on tour. The
performance he gave at the Grand Hall of the Conservatory together with conductor
Gennady Rozhdestvensky brought the house down. And that was not only due to
Cliburn’s performing style being unmistakably recognizable in its particular flexibility
of intonation, the passionate impetuosity of the musical narrative, and the noble
beauty of the sound. It was also because concertos by Brahms and Prokofiev were
played together, creating an intrigue: there was some risk of conflict between the
meditative thoughtfulness of the Brahms, even more so the structural precision of the
Prokofiev, and the ‘born romantic’ (as the critics commonly call it) style of playing. Yet
in Cliburn’s interpretation this contradiction turned out to be an illusion: it was the
same sincerity, the same artistic virtuosity of unaffected feeling, the same Cliburn. It
could have been about these interpretations that Heinrich Neuhaus was writing, when
he listed ‘endearing naivety’ (sic!) among the qualities of Cliburn’s artistic personality:
“Adding to it everything that was there for the untrained eye to see, or rather for the
untrained ear to hear in his playing: the expressiveness, the warm-heartedness, the
immense pianistic ability, the utmost power and the gentle and soulful sound... The
clarity and plasticity of the phrasing, the superb polyphony, the sense of the whole - it
is impossible to mention all that makes it a delight to listen to Cliburn.” It occurs to me
(and I think this is not just my personal impression) that he is a truly brilliant disciple
of Rachmaninov, having from his childhood experienced all the charm and demonic
influence of the great Russian pianist playing. It seems quite natural for Cliburn to
have succeeded Rachmaninov in this way. As for his notion of pianism, no one can
express it better than Cliburn himself: “In great music there is a mass of notes on
paper, but when you begin to play, it becomes clear that all the markings are an
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illusion. For instance, when the score says ‘pianissimo’, it does not mean that you
have to play pianissimo. There must be an illusion of pianissimo. There must be
sound, and you have to, as it were, get inside it, draw the sound out of the keys and
create music from it.” And he continues: “For me the most important instrument is the
human voice. And it is from singing that instrumentalists learn how to breathe, how to
express their emotions.” We can see that Van Cliburn’s artistic credo remains
unchanged in the interpretations presented on this CD.

Worth a special mention is the debut of an artistic partnership between Cliburn
and Rozhdestvensky, the 29-year-old conductor, who headed the All Union Radio and
Central Television Symphony Orchestra in 1961. In the interpretation of the Brahms
Concerto the initiative belongs to the soloist, and as a rule it is Cliburn who sets the
tempi in their flexibility and inspired unpredictability; it is he who seems to be leading
the orchestra. In the Prokofiev score however, artistic parity of pianist and conductor
is prevalent. The great artistic result in both interpretations is indisputable and today
we are in fact, witnessing a historic document of lasting significance. Considering the
numerous existing interpretations of Brahms’ Second Piano Concerto, and Prokofiev's
own performance of his Third Concerto in 1932 (conducted by Piero Coppola), the
Cliburn-Rozhdestvensky live recording of 1960 can be regarded as exemplary and its
release as a landmark event in the history of recording.

Vladimir Tchinaev






OXHO CKasaTtb, BaH KnanbepH 6bin 6anoBHeM cyab6bl. HauyaB 3aHumatbcs

My3bIKOV C TPEX JIET, B IBEHAALATL OH YiKe Aan NepBbli KOHLEPT B CONPOBOXAEHWN
XbIOCTOHCKOIO CMMQOHNYECKOTO OpPKecTpa. 3ateM - ¢ 17 Ao 23 et - rofpbl y4eHus B
[KyNbApACKOW WKone, camor asToputeTHoi B CLUA, npuyém B Knacce 3HaMEHUTOM
Po3uHbl JIeBMHON, HacnefHULE PYCCKOW MUAHWUCTUYECKOM LWIKOMbI, BOCMMUTAHHMLbI
Knacca Bacunua CadoHoBa. 10 €€ BOCMOMUHAHMAM, IOHbIN YYEHWK 061afan «yauBu-
TE/bHbIM MHCTUHKTOM» B BOCMPUATUM XapPaKTEPHO «PYCCKOrO», MAFKOMO U My6OoKOro
Tyle, MPUHLMNOB Mrpbl legato, Goratod TeMOPOBOM pacLBETKM 3BYKa; OH «TOHKO
BHWKaJ/1 B 0CO6EHHOCTU PYCCKOM My3blKanbHOM Gpasbi». ELLE 6yayyun yHeHUKoM [xynb-
APACKON WKonbl, KnanbepH nobeautesb NPeCTUHOTO amepuKaHcKoro KoHkypca
umeHn darapa JleeHtputta (1954). B kayectBe naypeata KnaibepH BbiCTynaer B
KapHeru-xonne ¢ lepBbiM KOHLEpTOM YalKoBCKOr0, OpKeCTp BO3maBasn MmMutpuoc
Murtponynoc.

Ho nognHHbIN TpUymd 23 netHero nuaHucTa coctosuica B Mockse. o onpeaenequio
uneHa xtopu leHpuxa Heltraysa: «Hac Bcex nneHwn, 3axeatvi, 3axer BaH KnubepH.
TyT He 6bl10 MecTa pa3HoYTEHUAM. Hac cnnoTwn BOCTOPr Nepes ApKUM TanaHToM. ...
SIBNIEHWE reHWnanbHoe».

ocne nobeasl Ha MOCKOBCKOM KOHKypce Kapbepa KnanbepHa CknaabliBaeTcsi Ha
PeaKoCTb CTPEMUTENLHO M yCnewwHo. Beaywas B Mupe komnanus RCA Victor Bbinyckaet
ero anbbom ¢ 3anucbto lepBoro GpoprenMaHHOr0 KoHuepTa YaiKoBCKOr0, KOTOPbIW
CTan MIatMHOBbIM U 6blN1 YAO0CTOEH «[PamMMu». MpKU HEM3MEHHbIX aHLWIarax NpoxXoasT
ractponv B AHmuu, Mapuxe, bptoccene... Ero umnpecapuo craHosutca Con KOpok,
OpraHu3aTop KOHLEePTHbIX aHTpenpu3 1 ractponen ®éaopa LLansanuHa, Aptypa Py6uH-
wrenHa u Awn Xendeua, asug Onctpaxa, CesatocnaBa Puxtepa, Imuns Mnenbca...
BaH KnaibepH BocTpeb6oBaH, B MOCNEKOHKYPCHbIE BPEMEHA OH AaéT 6onee
150 KoHLepToB B rof. OH 3Be3a MMPOBOro MacluTaba.

QpHaKo ApKUIM W Heponrwii cnepd 38esabl KnainbepHa nofgo6eH KoMeTe: BCMbIXHYB
Ha apTUCTMYECKOM He6GOCKIOHe Mocse JiereHaapHon nobedbl Ha MexayHapoaHOM

KOHKypce umenm I.1. Yaikosckoro B 1958 rogy, 3Be3ana KnaitbepHa Havyana yracarb,
¥ yie B cepeauHe 1960 x ero MCNONHUTENBCKUIA CTWb PACLEHUBANCS aMePUKaHCKOM
MPECCOoVi KaK «CTapoOMO/HbIN»; He 6e3 capKa3Ma OfiMH U3 KPUTUKOB 3aMeTUA, YTO «BaH
KnanbepH cTouT nepes noytv HepaspewnMmon 3ajaden — yrHatbCs 3a COOCTBEHHOW
cnaBoii». TeM He MeHee, 0o cepeantbl 1970-x rono KnaibepH elle npogomkaer
13peaKa KOHLEPTUPOBaTb, AeNaTb 3anucu Ha AucKax. B 1978 M oH npaKTMyecku non-
HOCTbIO NPeKpaLLaeT KOHLEPTHYO AeATENbHOCTb.

Ho BepHémcs B ToT ganékuin 1960-i, koraa KnaibepH (unu, BaH KnubepH, Kak
€ro HasblBaAW MHOTOYUCNEHHbIE POCCUICKME MOYUTaTeNM) NMpUexan K Ham Ha
racTponu. BeiCTynneHne Ha clieHe bonbloro 3ana KOHCEPBATOPUU B AUPUIKEPCKOM
aHcambne ¢ [eHHagnem PoxaecTBEHCKMM npou3seno ¢ypop. M He TONbKO NoTomy,
4TO WMCMOJHUTENbCKMI 06AMK KnnbepHa 6bin 6€30WKN604HO y3HaBaeM B 0C0060M
WHTOHALMOHHOM MMOKOCTH, B NbUTKOW CTPEMMUTENBHOCTM MY3blKa/lbHOr0 NOBECTBOBAHMS,
B 61aropoAHOM KpacoTe 3ByKa. HO ewwé 1 notomy, YTO MCMOAHAAMCL KOHLEPTb
bpamca v lpoKkodbeBa, 1 3T0 MHTPUrOBaNO0: BPOAE Obl, PUCK NPOTUBOPEYUS MEXKIY
6pamMCOBCKOW pasfyMynBOM MbICIUTENBHOCTBIO, @ TEM 60N1ee NPOKOMLEBCKOM TOYHOM
KOHCTPYKTMBHOCTbIO M MaHEPOW MIPbl «MPUPOKAEHHOTO POMaHTUKa» (ObITylOWas Xa-
paKTepUCTUKa KpuTMKOB). Ho B uHTepnpeTauun KnalibepHa 310 npoTMBOpeyve
OKa3anoCb BEJIMYUHON MHUMOM. Ta e MCKPEHHOCTb, TOT e apTUCTU3M HEeNOAAEbHbIX
4yBCTBOBaHMWM, TOT ¥e KnubepH. CnoBHO 06 3TMX MHTepnpeTtauuax nucan leHpux
Helirays, Ha3biBas B COCTaBe KIMOEPHOBCKOM apTUCTUYECKOW IMYHOCTU «MOKOPSHOLLYHO
HauBHOCTb» (sic!): «K Hel Hago npubaBWTb BCE TO, YTO BUAHO HEBOOPYKEHHLIM
rNa3oM, BEPHee, C/bIWHO HEBOOPYKEHHBIM C/IyXOM B €ro MUrpe: Bblpas3uTenbHOCTb,
cepAeyHoCTb, rpaHAN03HOE NMMAHUCTUYECKOe MacTePCTBO, NPeAeNbHas MOWHOCTb,
a TaKiKe MArKOCTb U 3aAylEBHOCTb 3BYKA ... ICHOCTb M MAACTUYHOCTb Bpa3bl, Npe-
BOCX0AHas NoAW(OHMS, YyBCTBO LLENOM0 - He NepeyecTb BCEro, YTO pajyeT B Mrpe
KnnbepHa. MHe npeactaBasieTcs (M Aymato, YTO 3T0 HE TObKO MOE JIMYHOE OLLLIEHNE),
4TO OH - CaMbl HACTOSAWWMIA SPKWIA nocnefoBateib PaxmMaHWHOBA, UCMbITABLIUIA C



JETCKMX NeT BCE 04apOBaHWe U NOUCTUHE AEMOHUYECKOE BAUSHUE Urpbl BEAUKOMO
PYCCKOro nuaHucTar». KaxeTcs BNonHe eCTeCTBEHHOM 3Ta paxMaHWHOBCKas apTuCTu-
yecKas actadeTta B pykax KnanbepHa. Ho 0 ero nMaHMCTMYECKOW KOHLIENLMK JyyLue,
YeM roBOPUT OH CaM, He CKamellb: «B 60NbLOMA My3blKe HANUCAHO MHOTO HOT, HO
KOrla Tbl €€ HayMHaelWwb WCMONHATb, BbICHAETCS, YTO BCe 0603HAYeHUs - 310
unntosus. CKaxem, Koraa My3blKa roBOPUT «lMaHUCCUMO» — 3TO HE 3HAYMT, YTO HaJ0
urpatb nnaH1MccKumo. [JomkHa BO3HMKaTb WO3WS NMAHUCCUMO. [JoMKeH ObiTb 3BYK.
Bbl AO/MKHbI OKa3aTbCA KaK Obl BHYTPWM 3TOro 3ByKa. Hajo BbITalWMTb 3BYK W3
KnaBuaTypbl M co3A4aBaTb M3 HEro MysblKy». W ewe. «[naBHbIi MHCTPYMEHT ANA
MEHsl - 4YeNnoBeyecKuin ronoc. M MMEeHHO y NeHUst My3blKaHTbl-MHCTPYMEHTANNUCTDI
yyatcs TOMy, KaKk AbllaTb, KaK BblpaxaTb CBOM YyBCTBa». Mbl yoexaaemcs, Yto U B
NPEeACTaBNEHHbIX HA HaleM AUCKe WMHTepnpetauusax aptuctuyeckoe credo BaHa
Knai6epHa 0CTaéTcs HEM3MEHHBIM.

CneynanbHO Hafo CKasatb O Ae6HTHOM TBOPYECKOM anbsiHce KnanbepHa u
PoxpaecTBeHCKoro, 29 netHero AMpukepa, Bo3maBuBlLero CUMOOHUYECKUIA OPKECTP
LleHTpansHoro TeneBuaeHns U BeecotosHoro paano B 1961 rogy. B untepnpetaumu
6pamMCOBCKOI0 KOHLiepTa MHMLMaTMBa OTAaHa CONUCTY: Kak NMpaBwio, UMeHHO KnaibepH
33JaéT TemMnbl B MX TMOKOCTH, BLOXHOBEHHOW HENPECKa3yeMOCTH; KaKeTCs, UMEHHO
OH BefIET 3a C060M OpKeCTp. B NpoKOdLEBCKOM e 3BYKOBOW napTuType npeobnagaet
apTUCTUYECKUI NAPUTET NMAHUCTA N AUPUIKEPA. BbICOKWI XYLOKECTBEHHbIN pe3ynbTar
06€eunx NHTEPNPETaLMIA HEOCMOPUM, U, MO CYTW, CETOAHA Mbl ABISEMCSA CBUAETENAMMU
MCTOPUYECKOTO AOKYMEHTa HEMPEeXoAsllero 3HadyeHus. Mocie MHOTUX U MHOTUX
npoyteHnn BToporo KoHuepta bpamca, nocne aBTOPCKOTO MCMOAHEHWs TpeTbero
KoHuepTa B 1932 rogy (3a aupwképckum nynstom [bepo Konnona), KOHLEPTHYyHO
3anucb 1960 roga KnainbepHa PoxaeHCTBEHCKOTO MOKHO CHMTaTb 06pa3LoBOiA. Bbixog
B CBET AaHHOr0 AAMCKa — COObITWE B MCTOPUK Fpam3anicy.

Bnagnmmp YnHaes
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Cepreit Cepreesuy Mpokodbes (1892 — 1953) DO
KoHuepT N2 3 ana ¢poprenunaHo ¢ opkectpom 1o maxop, op. 26
1. Andante — Allegro 9.06
2. Tema con variazioni 9.03
3. Allegro ma non troppo 9.25
NoraHHec bpamc (1833 - 1897)
KoHuepT N2 2 ana dopTenuaHo c opkecTpom Cu-6emosnb Maxop, op. 83
1. Allegro non troppo 17.14
2. Allegro appassionato 8.20
3. Andante 12.37
4. Allegretto grazioso 8.47

BaH Knaunb6epH, poprenmaHo

CumdoHuyecKkuit opkectp BececorlosHoro paguo
Ouvpunxkép leHHaguh PoXkaecTBEeHCKUM

3anuchb ¢ KoHuepTa B Bosibliom 3ane MoCKOBCKOI rocyaapcTBEHHOW KOHCepBaTopum
um. MN.U. YakoBckoro 3 uoHsa 1960 roaa

PectaBpauus u mactepuHr: EneHa [lJoMHukoBa
[Aun3zanH: Makcum KomnaHeey,

MNepeBop: Mapus JlacToukuHa

UcnonHuTenbHbIn npogtocep: EBreHun NMnatoHos

© & ® 2018 MockoBcKasi rocyfapcTBeHHas KoHcepsatopust M. .M. YaikoBcKoro.
Bce npasa 3awmieHbl
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