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Ludwig van Beethoven (1770 — 1827) sl
Piano Concerto No. 5 in E flat major, Op. 73 “Emperor”
1. Allegro 18.19
2. Adagio un poco mosso 6.51
3. Rondo. Allegro 9.16

Dmitry Shostakovich (1906 — 1975)
Prelude and Fugue in B flat minor, Op. 87 No. 16

Prelude 2.18

Fugue 6.52
Prelude and Fugue in D minor, Op. 87 No. 24

Prelude 2.57

Fugue 6.56

Witold Lutostawski (1913 = 1994)
Bukoliki (1952)

1. Allegro vivace 1.02
2. Allegretto sostenuto 0.50
3. Allegro molto 0.34
4, Andantino 113
5. Allegro marciale 1.2,

Kazimierz Serocki (1922 — 1981)

Suite of Preludes (1952)

1. Animato 1.19
2. Affetuoso 1.55



3. Agitato

4. Teneramente
5. Veloce

6. Capriccioso
7. Furioso

Frédéric Chopin (1810 - 1849)
Nocturne No. 20 in C sharp minor, Op. posth
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In September 1954, Maria Yudina went to Poland on a tour organized as part of
the Month of Polish=Soviet Friendship. Yudina, who was formally not allowed to
travel abroad, was “released” for the second and last time. That was preceded by
long uneasy months of waiting for the authorities’ verdict. And finally, what a joy!
“Everything / ... / was settled in the best way,” we read in one of her letters. Despite
a very busy concert schedule - she played twelve or thirteen concerts in three
weeks - Yudina managed to send brief postcards with views of Poland to her
friends, in which she shared her overwhelming enthusiasm, calling the trip a "fab-
ulously beautiful journey.” “Hello from the homeland of Copernicus!" Everything
is very interesting, beautiful, cordial!”, “Crowds at the concerts everywhere,” she
wrote,

After arriving in Poland, Yudina played in the cities of Katowice and Bytom on
September 10 and 11, performing Beethoven's Fifth Concerto with the Silesian
Philharmonic conducted by the prominent Czech conductor Vaclav Smetacek.

Incidentally, Yudina began her artistic career with Beethoven’s Fifth Concerto.
On August 10, 12 and 20, 1921, she performed it at the Grand Hall of the Petro-
grad Philharmonic Society under the baton of Emil Cooper. The concerto was an
integral part of her repertoire afterwards, becoming one of the recognized gems
of her performing art. Yudina played the Fifth Concerto for the last time on Feb-
ruary 24, 1963, at the House of Officers in the city of Khabarovsk with Roman
Matsov conducting. It was a sadly memorable journey, which had very tragic con-
sequences, After her recital with contemporary music in the Khabarovsk College
of Music, the teachers wrote a denunciation letter to the Ministry of Culture stating
that Yudina was promoting hostile, bourgeois music, As a result, she was prac-
tically excommunicated from concert activities for several years. “...l feel like a
hobbled horse, But at least it has a pasture,” she wrote in one of her letters.
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So, Katowice, September 10, 1954. Beethoven’s Fifth Concerto. It is impos-
sible not to say how we got hold of this recording. Alexei Lubimov has the floor:
“In September 2016, | seriously started looking for Yudina's possible surviving
recordings in Poland. Marcella Erigina and her husband Krzysztof Smerd, close
friends of mine and admirers of Maria Yudina, were able to not only receive the
catalog from the archives of the Polish Radio, but also to get it for us. Marcella
worked in Moscow at the Melodiya label from 1964 to 1973 and knew Yudina
personally. The story of how we got the license to release the recordings turned
out to be complicated. Friendly assistance was provided by Kacper Miklaszewski
and Bogna Kowalska of the Polish Radio. | express my deepest gratitude to all of
them.,”

Back to the music. It feels like Yudina's first E flat major peals, full of lively
trembling, sounding surprisingly clearly, easily and lightly, tear us off the ground.
And we remain at this spiritual height throughout the concerto. Conductor Vaclav
Smetacek also succumbs to the charm of the soloist’s personality: one cannot but
note the rare balance between the orchestra’s sound and the amazing sensitivity
to the soloist’s intentions. Her performance convinces everyone = both her listeners
and her partners - even if something seems unexpected and unusual. | mean the
instances when Yudina resorts to tempo rubato, achieving greater intonational ex-
pressiveness, discovering the bottomlessness of meanings... Can it be regarded
as a violation of the classical style? Let us recall the words of Anton Schindler, the
secretary of Beethoven, who said that everything he heard from Beethoven himself
was "free from all shackles of time, performed in tempo rubato in the true sense
of the word." Yudina always felt that “bed of granite,” as Romain Rolland put it, in
which the composer's ingenious creations flow, but that did not in any way limit
the flight of her inspiration. Her performance of the Fifth Concerto and other
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Beethoven's works captivates exactly with this combination of indomitable rhyth-
mic will and immediate (unlimited) freedom of expression.

Yudina played Beethoven’s Fifth Concerto in Poland twice more, on September
17 and 18, in £odz, with Polish conductor Witold Krzemienski. And in Lublin, on
September 24, she performed Mozart’s Concerto No.20 with conductor Olgierd
Straszynski. The only review that we managed to find concerns her interpretation of
the Mozart concerto. Stating that Yudina was “an outstanding pianistic personality,”
the Muzyka magazine (Nos. 11-12, 1954) noted the unprecedented enthusiasm of
the audience who admired the “noble, deep-felt interpretation” of the concerto, in
which “the logic of musical thinking matched passionate emotionality in harmony”.

The exact number of Yudina's recitals in Poland could not be established. On
September 13, in Warsaw, along with Mikhail Waiman, she participated in a gala
dedicated to the opening of the Month of Polish-Soviet Friendship. The program
is unknown. On September 16, she played in Bialystok, and on September 20,
in Katowice in presence of Smetacek. Many years later, recalling his impression,
he called Yudina a “poetess of the piano.” That evening she played Brahms’ Sonata
in D minor with Mikhail Waiman, Shostakovich's Sonata No. 2, Bach’s Prelude and
Fugue in A minor transcribed by Liszt, Schubert's Sonata in B flat major, and
Prokofiev’s Suite from the ballet Romeo and Juliet and Visions fugitives. No record-
ings of these performances have been found to date. But we managed to find a
recording of two Preludes and Fugues by Shostakovich made on September 28,
1954 in the studio of the Warsaw Radio. This find is truly priceless as this is the
only evidence of Yudina's performance of the legendary cycle, which she fearlessly
defended from the attacks of numerous critics in May 1951. She was among those
few daredevils who expressed high opinion of the genius’s new creation. This fact
did not make her own life any easier,



Oddly enough, of the 24 Preludes and Fugues, Yudina played only three. Now,
thanks to the Polish recording, we know two of them = b-moll and
d-moll. The third one has never been found.

In Maria Yudina's opinion, Shostakovich was a creator on a “universal scale,
range and significance,” who carried “a generalized prototype of all mankind in
his heart and intellect / ... / he is to face Eternity.” Listening to the amazing music
of Shostakovich’s Prelude and Fugue in B flat minor, we involuntarily recall Yudina’s
words. And gradually, only after making all the way through the rhythmic meta-
morphoses of the prelude, we feel that we are entering into Eternity too. | inten-
tionally do not say that we are listening to Yudina's interpretation because her
presence here is minimal: she only accurately reproduces the brilliant text, adding
almost nothing from herself (just the ritardandi at the end of each theme), The
gloomy theme of the prelude, at times illuminated with wonderful tonal deviations,
was written by Shostakovich with whole quarter notes in Andante time. In accor-
dance with the composer’s metronome, it sounds lively, remaining unchanged
during the repeats. But the composer seems to put it onto a “chariot” every time -
an accompaniment that moves faster and faster: first with eighth notes, then with
triplets and, finally, with sixteenths notes... And here we are, together with the
composer and the performer, facing Eternity, in the Fugue, which is performed by
Yudina, despite the severity of the form, like a momentary improvisation, a quiet
and peaceful conversation of three like-minded celestial beings.

The Prelude in D minor introduces us to a completely different world. Here,
Yudina is severe and adamant, her tread is heavy and unhurried. She follows the
composer's dynamic directions - F- FF- FFF, which imply a high internal intensity
of the statement. But now, the theme of the fugue appears in the prelude (the only
case in all the preludes), and Yudina returns to the state of philosophical reflection
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of the B flat minor cycle, remaining in it and in the exposition of the fugue. No
sooner than the alarming second theme appears, a very gradual, long escalation
of tension begins: constant modulations, acceleration of the tempo, a heavier tex—
ture and, finally, the simultaneous sound of all the registers = grandiose tutti...
And then we experience Yudina, a herald and passionate preacher.

Apart from the concerts, three weeks spent in Poland were filled with meetings
with Polish musicians, with whom she stayed on friendly terms afterwards. They
were conductors and, of course, composers. Moscow immediately got to know
some of them and their works. A little more than a month has passed, and Yudina
is already considering the program of a concert in memory of Boleslav Yavorsky at
the Scriabin Museum: “l would like to play Chopin a little (a few Preludes) on
November 26, and the beautiful variations of Lutostawski with Yuri Ponizovkin
on two pianos, and perform the quartet for four violins by Grazyna Bacewicz, which
our students played so well on the radio." In another letter, we read that
Lutostawski presented her with “this opus,” that is, Variations on a Theme by
Paganini, and she speaks of him as the “leading” Polish composer.

Therefore, we decided to include Yudina’s previously unreleased recordings of
these composers’ works. These are Witold Lutostawski’s Bukoliki and Kazimierz
Serocki’s Suite of Preludes. Both works were written in 1952.

The recording of the cycle Bukoliki was made in 1955 in Moscow studio of the
State Committee for Television and Radio for foreign broadcasts. Five whimsical
and diverse miniatures, “visions fugitives,” inspired by Virgil’s bucolic cycle, are
based on folk tunes of Poland’s Kurpian region. They were created in the initial
period of Lutostawski’s fascination with new composing techniques. Yudina plays
the pieces in a graphically accurately manner, almost visually revealing - thanks to
the amazing variety of strokes, timbres and the sense of general pulse - rhythmic
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unpredictability, divergence, and asymmetry of time. In this respect, the fifth and
last piece sounds especially convincing and vivid. The composer designated its
tempo as Allegro marciale. Although the rhythmic signature of this “march” is con-
stantly changing = 5/4, 3/4, 3/8, and less often 2/4, and the boundaries of the
motifs in the parts of the right and left hands often do not coincide, the performer
maintains the rigor of the constant pulse. Yudina creates a completely different,
charming atmosphere of transparent lyricism in the second and fourth pieces.

She also played (with Grigory Khersonsky) Serocki’s Sonatina for trombone
and piano and Suite of Preludes. Unfortunately, she never played the piano
sonata he sent her by mail in September 1957. We find the first mention of the
Suite in her letter of May 2, 1958: “In a few days, | am going to record my dear
Pole’s preludes.” The recording was successful, which we learn about from her
August letter: she is already concerned about the distribution of the “fee for Se-
rocki.” Yudina played three preludes from the cycle in her Tchaikovsky Hall recital
on April 3, 1959, combining them with Chopin’s 24 Preludes. That was the first
time when Serocki’s Preludes were performed in the USSR. In his letter dated
February 20, 1960, almost a year later, the composer thanks Yudina for sending
him the concert program. He managed to hear the performance of his preludes
on the radio. "It was extraordinary!" he exclaims.

Yudina’s reading of Serocki’s Preludes is extraordinary indeed. First of all, the
sound itself is striking - unmistakably accurate, clear, chastely clean, almost with-
out overtones. She found a very special touch on the keyboard: everything is at
her fingertips: steel fingers of a weightless hand. Prelude No. 2 is enchanting,
evoking muffled associations with Scriabin, but devoid of Scriabin's languor. No.
4 brings us to a mythic world of a “pointillistic” prelude, where every sound is a
priceless diamond. The quick preludes cannot but excite. Everything about them
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is permeated with motion: this is a rapid stream of sixteenth notes covering the
entire keyboard; this is a spontaneous, miraculous whirlwind.

This CD contains another surprise, a truly priceless one: Yudina performs
Chopin’s posthumous Nocturne in C sharp minor. Here is what Alexei Lubimov
writes about it:

“We do not have a single recording of Chopin made by Maria Yudina, with the
exception of this Nocturne attributed to her. This recording was uploaded ten years
ago by Sergei Kasian, a user of the website for rarity lovers named Rare Classical
Music, who received it, in his turn, from a colleague, This chain now makes it im-
possible to track the exact origin of the recording, but the performing style says
it's none other than Maria Yudina. This recording from a concert in the mid-1950s
(most likely an encore) could survive as a fragment of the lost broadcast in Poland.
The performance is solid and graphic, without the slightest touch of sensitivity or
reverie, and meets all the attributes of Yudina's performing style.”

Marina Drozdova

Marcella Erigina (1935-2017) was a Moldavian=Russian=Polish musicol-
ogist, editor, lecturer, teacher and expert of Orthodox liturgical chant.
She was a friend of Yudina's, and all her life was an admirer of her
artistry as a performer and of her remarkable personality.

Marcella Erigina discovered these Yudina recordings at the Polish Radio,
and assisted us in obtaining them. May her memory be Blessed!

10



Bcer—nﬂﬁpe 1954 ropa H0auHa Boiexana B lMonbly Ha racTponun, OpraHM30BaHHble
B pamMkax MecAYHMKa yKpenneHus noNbCKO—-COBETCKOW Apyx6bl. Bropon u no-
CneaHu pa3 Hesble3gHy Mapuio BeHMaMUHOBHY «BbIMyCTUAU» 3a pybex! ITomy
npeALIecTBOBANN AONTNE, TPEBOXHbIE MeCALbl: NYCTAT = He NycTAT. ¥ HakoHel, =
0, pafocTs! = «BCE /.../ onpeaenunocs Haunyywmm 0bpasom», = YATAEM B OZIHOM U3
eé nuceM, HecMOTp#A Ha OYEeHb HAMPAXKEHHBIM KOHLUEPTHbIN rpaduKk - 32 TPW HeAenu
OHa gana 12-13 koHuepToB - Mapus BeHWaMUHOBHA yCneBaeT OTCbiNaTh APY3bAM
KOPOTEHbKWUE OTKPLITKM C BuAaMu 0NbLIK, B KOTOPbLIX AENUTCA NepenoaHABLINM eé
BOCTOProM, Ha3blBas Noe3aKy «CKa3o4HO-NpPeKpacHbIM NyTewecTeuemM», «[1p1MBeT Bam
C poauHsl KonepHuka! Bce ouyeHb MHTEPECHO, KPACUMBO, PaAYLLIHO!», «HApOAY Be3ae
MOMHO Ha KOHLepTax», = NWLIeT OHa.

Mpunetes B Monbly, KDanHa yxe 10-ro u 11-ro ceHTa6pa BLICTYNMNA B ropoaax
KaToBuue v bbiToM, ucnonHas 5-i koHuepT beTxoseHa ¢ opkecTpoM Cunesckon u-
NapMOHWUKU NOJ ynpagneHnem BUAHOM0 Yellckoro gupuxképa Baunasa Cmertayeka.

HeBo/sbHO BCMOMWHAETCA, YTO UMEHHO 5-M KOHUepTOoM beTxoseHa Mapwusa
BeHMaMMHOBHA HauYMHanNa CBOI apTucTuyeckyto aeatensHocTs! 10, 12 u 20 asrycra
1921 ropa oH npo3syyan B bonbwom 3ane Metporpaackon punapmoHuu, 3a an=
PUXKEPCKMM NynsTOM = IMunb Kynep. C Tex NOp KOHLEPT NpoYHO BOWEN B € pe-
nepTyap v CTan OAHOW W3 NPU3HAHHBIX XEMUYYXWH €€ UCMONHUTENbCKOrO TBOP-
yectea. B nocneaHmnin pa3 l0aunHa ceirpana 5-n koHuepT 24 despans 1963 roaa s
Nome Oduuepos ropoaa Xabaposcka. Aupwxurposan Poman Matcos. 370 bbina
neyasabHO NamMATHaA Nnoe3aka, MMeBLIaA BeCcbMa Tparuyeckue nocneacreuns. fNocne
eé KOHLLepTa C COBPEMEHHOMN My3bIKOWM megaroru xabapoBcKOro My3blKankHOMo
yYunuwia Hanucanm B MMHUCTEPCTBO KyNbTYpPbl NUCbMO=A0HOC O TOM, 4TO H0amnHa
nponaraHaupyet BpaxaebHyio, bypxyasHylo My3biky. B pe3ynbTate Ha HECKONBKO
neT oHa bbiNa NpakTUYECKW OTNYYEHA OT KOHLLEPTHOW AEATENbHOCTH, «...8 NOA00HA
CTPEHOXXEHHOMY KOHK. Ho y Toro ectb xoTa bbel nactbuwe...», - nucana oHa B
O4HOM K3 NUCeM.
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WUtak = Katosuue, 10 ceHTabps 1954 roaa. 5-i KoHuepT beTxoseHa. 3aeck HeNb3A
He CKa3aTb O TOM, Kakum 0bpa3om 3Ta 3anuch OKasanach B Halwmx pykax. Cnoso
Anekceto Jllobumoy: «B ceHTabpe 2016 roaa s Bcepb&3 3aHANCA NOUCKAMMW BO3MOX—
HbIX COXpaHuBlWKMxcA 3anucen K0auHown B Monbwe. Mown Bnuskue Apy3sa U NoYNTa-
Tenu Mapuu BeHMaMWHOBHbLI M3BECTHbLIN 3HATOK BU3AHTUUCKOrO W APEBHEPYCCKOro
LLEPKOBHOMO NeHWsA, HblHe nokonHas Mapuenna EpuruHa v eé cynpyr, aunnoMar—ne-
peeoauuk Kwuwrod Cmepa cMOrnu He TONbKO NONYYUTL KaTasnor U3 apxueos Mons-
CKOro paauo, Ho 1 fobuTbCa ero nonyyeHus ans Hac. Mapuyenna pabortana 8 Mockse
Ha upme «Menogua» 81964-73 rr., beina 3Hakoma u gpyxuna ¢ K0guHon, Ucropus
C MOMYYEHWEM NULEH3UW HA NYBAMKALMIO 3aNKUCein OKa3anack CNOXKHOW, [lpyKeckyio
NoMOLLb OKazanu coTpyaHukn Monsckoro Paauo Kaunep Muknawesckuid U borHa
Kosanbcka. Bcem UM Boipaxato camyio rnybokyio 6narogapHocTb».

BepHémca K My3bike. [lepsbiMu xe Mu=bemonb=MaxopHbIMKU packaTtamu, non-
HbIMMW XWBOrO TpeneTa, 3sydawmnmu y KDAMHON YAMBUTENLHO ACHO, NErKo U CBETNO,
OHa C/I0BHO OTPbIBAeT Hac OT 3emMnu! M Mbl 0OCTaéMCa Ha 3TOW YXOBHOM BbICOTE HA
NpOTAXEHUW BCero KoHuepTa. Aupwxép Baunas CmeTauek Toxe noanaércs obas-
HWIO TMYHOCTU NMUAHUCTKKU: HENb3A HEe OTMETWUTb PeAiKoe PaBHOBECHUE 3BYYaHUs Op-
KecTpa M nopasuTeNbHYI0 YYTKOCTb K HaMepeHWAM CONUCTKW. E€ mcnonHeHue
ybexpaeT Bcex — U CyllaTenen, u NapTHEPOB — AaXe eCM YTO-YTO U KaXKeTCa He-
OXUAAHHLIM, HEMPUBLIYHLIM, MMelo B BUAY Te MOMeHThI, rae l0auHa npuberaet k
tempo rubato, AobuBasch BONbLIEN UHTOHALMOHHOW BbIPA3UTENLHOCTH, OTKPbIBASA
6e340HHOCTb CMBIC/IOB... MOXHO M 3TO pacLLeHUBATL KaK HapylleHUe Knaccuye-
ckoro ctuna? BcnomHum cioea AHToHa LnHanepa, cekpetaps beTxoBeHa, KOTOPbIN
FOBOPWA, YTO BCE CbllUAHHOE UM Y CaMoro beTxoseHa bbino «cBOBOAHO OT BCAKUX
OKOB METpa, UCMONHANOCL tempo rubato B NOANMHHOM CMbLICNE 3TOr0 CN0Ba»!
l0aMHa Bceraa oulyllana «rpaHuTHoe pycno» (BbipaxeHue PomeHa Ponnaxa), no Ko-
TOPOMY «TeKyT» reHuasbHble TBOPEHMA KOMMO3UTOpa, M 3TO HUCKONLKO He
OrpaHu4yMBano nonérta eé BAOXHOBeHUA. IMEHHO 3TUM COYeTaHWEM HeYKpOTMMOW
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PUTMUYECKOWN BONM M HEnocpeacTBeHHOW (becnpeaensHon) ceoboa0M BbiCKa3blBa~
HWA NNEHAET eé MCNONHEHWE 5-r0 KoHLEepTa U Apyrux coMvHeHWn beTxoseHa

5-11 KoHuepT beTxoseHa H0auHa cbirpana B Monble ewé asaxasl, 17 u 18 cen-
T86ps, B JlofA3M C NonbCKUM aAnpuxépom Butonbaom KxemeHbckum, A B JliobnuHe
24 ceHTabpa oHa ucnonHuna 20-n koHuepT Mouapta ¢ aupuxépom Onbrepaom
CrpalwmnHbCKuM, EAMHCTBEHHAA peLeH3us, MONaBLLas B NMose Halero 3peHus, KacaeTcs
UMEHHO eé uHTepnpeTauMn MouapToBckoro KoHuepTa. Kputuk xypHana «Muzyka»
(Nel1-12, 1954), Ha3biBas HOauHY «BbIAAKWENCS NMAHWCTUYECKOW UHAWBNAYANb—
HOCTbIO», OTMEYAN HebbIBaNbI SHTY3MA3M CylaTeNnen, BOCXMILEHHBIX «6naropoaHou,
rnyboKo NpoYyBCTBOBAHHOW MHTEPripeTaLMen» KOHLLEPTA, B KOTOPOW «10ruka My3bl-
KaNnbHOro MbllUNEHUA rapMOHWMYHO 0BBeAUMHANACH CO CTPACTHOW 3MOLMOHANIBHOCTBIO.

ToYyHOE KONUYECTBO COMbHbIX BLICTYNNEHUN K0AuHOM B Monblue He yaanochk ycTa-
HOBUTb. 13 ceHTabpsa B Bapwage Bmecte ¢ Muxaunom BaimaHom oHa yyacTeoBana B
TOPXECTBEHHOM Beyepe, NOCBALLEHHOM OTKPBITUIO MECAYHUKA NOSbCKO=COBETCKOM
Apyx6sl. Mporpamma HeunszsecTHa. 16 ceHTAbpA COCTOANCA KOHLUEPT B benoctoke, a
20-ro - B KaTtosuue, rae npucytcteosan B, CmeTayek. MHOro neT cnycTs, BCNOMUHAA
0 CBOEM BnevaTneHuu, oH Haszean KauHy «no3Teccoit GopTenuaHo». B ToT Bevep
OHa urpana ¢ Muxauwnom Baumarnom coHaty bpamca d-moll, a 8 consHOM OTAENEHMM =
2-10 coHaty LocTakoBuya, opraHHyio npenoauio u tyry a-moll baxa g obpabotke
Jlucta, conaty Wybepta B-dur, Ciouty u3 baneta «Pomeo u [xynsetra» MNpokodbesa
n ero xe «MUMONETHOCTU. 3annUCK 3TUX BLICTYNNEHWUIM A0 CEro BpeMeHU He 0bHa=
pykeHbl, Ho yaanock HanTu 3anuck asyx Mpenoaun u dyr Woctakosuya, caenad-
Hyl0 28 ceHTabpa 1954 roaa B cTyauu Bapwasckoro Paavo. Haxoaka noucTuHe
becueHHa, TaK KaK 3TO eAMHCTBEHHOE CBWAETENbCTBO MPUKOCHOBEHUSA HOAUHON K
NereHAapHoOMy LIMKNY, KOTOPbIA OHa BeccTpalHo 3awmilana ot Hanagok MHOro-
YWUCNEeHHbIX KpuTUKOB B Mae 1951 roaa. OHa bbina cpeay Tex HEMHOTUX CMeNnbya-
KOB, AABLIWMX CaMYH BbICOKYH OL,eHKY HOBOMY TBOPEHWIO reHWanbHOro KOMNo3u-
TOpa, 3a YTO TOXe NpeTepnena Hemano HeB3rog...
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Kak HU cTpaHHo, u3 24-x Mpentoauia u dyr KDanHa urpana scero Tpu! Teneps,
bnaropapsa NoAbCKOW 3anncK, HaMm U3BECTHbI Age - b-moll u d-moll. TpeTblo Tak
He yAan0Ch YCTaHOBUT. ..

Mapus BeHnamnHoBHa Buaena 8 LLloctakosuye TBOpLLA «BCEMUPHOr0 AUanasoHa,
MaclwTaba M 3HaYeHMA», HECYLLEro «B CBOEM Cepale U MHTennekTe obobLEHHBIR
MPOTOTWN BCEro YenoBeyecTsa /.../ OH - npea nuuomM BeynocTu». Cnywas yameu-
TenbHy My3biky Mpenwoaun u dyru b-moll lWocTtakoBuya, Mbl HEBONBHO BCMOMMU—
HaeM 3Tu cnoea K0anHon. M nocTeneHHo, TONLKO NPoNAA BeCh NyTb PUTMUYECKUX
MeTamop03 Npentoanu, YyBCTBYEM, YTO M Mbl BCTyrnaeM B BeyHOCT, Sl HaMepeHHO
He roBOPIO, YTO Mbl CrylaeM uHTepnpetaumo KOANHOW, TaK Kak eé npucyTcTaue
3/16Cb MUHUMANbHO: OHA /MWL TOYHO BOCMPOWU3BOANT MeHUANbHbIA TEKCT, NOYTH
Hu4ero He aobaenas ot cebsa (nuws ritardandi B KOHLE KaX/10r0 NPOBEAEHUs TEMbI)!
CympayHas Tema npentoauu, NpoCBeTnseMas Ha MrHOBEHUA YyAeCHbIMA TOHaNb—
HbIMW OTKNOHEHWAMM, 3anucaHa LLlocTakoBnyeM LenbiMy HOTAMW U YETBEPTAMMU B
Temne Andante. B COOTBETCTBMM C aBTOPCKUM METPOHOMOM OHA 3BYYUT NOZABUXKHO,
0CTaBaACb HEM3MEHHOW NpU NOBTOpeHUAX. Ho Kaxabii pa3 aBTop Kak bbl «Boapy-
KaeT» e€ Ha «KoNnecHWuy» - CONPOBOXAEHMWe, KOTopoe ABMXKeTCA BCE BoicTpee:
CHayana BOCbMbIMM, 3aTEM TPUONAMMU U, HAKOHEL,, WeCTHAALATLIMK... U BOT Mbl =
BMECTe C aBTOPOM U UCMOJIHUTENEM — Nepej NuLoM BeyHocTn, B dyre, KoTopas, He-
CMOTPA Ha CTPOrocTs (hopMbl, 3By4uT y KDAMHOW Kak CMIOMUHYTHAA MMNPOBKU3ALMSA,
TUXUIA, MUPHBIA PA3roBop TPEX HeboXWTenei - e AMHOMbILNEHHUKOB.

lpenioagna d-moll BBOAWT HAC COBCEM B Apyrow mup. 3aeck 0auHa cyposa u
HeMpeKNoHHA, eé NoCTynb TAXena u Hetoponauea. OHa cnegyeT AUHAMUYECKUM
yKazaHuaM asTopa - F - FF - FFF, KOTOpble NoApa3yMeBatoT BbICOKUA BHYTPEHHUN
Hakan BbiCKa3biBaHMA! Ho BOT B npentoanuv noasnsercs temMa gyru (e AMHCTBEHHLIN
cnyyai u3 Bcex npenoauin!), u Mapus BeHnaMuHOBHa BO3BPALLAETCA B COCTOAHME
dunocodckoro pazaymes b-mol/’-Horo uukna, ocTagasch B HEM U B IKCMO3ULUM
tbyru. U nuws € nosgneHnemM TPEBOXKHON BTOPON TeMbl HAYMHAGTCA OYEHb NOCTe-
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neHHoe, A0/Nroe HarHeTaHWe HanpAXeHWA: NOCTOAHHbIE MOAYAALWMK, YCKOpeH#ue
TeMna, yTaxeneHue (hakTypsl, HAKOHeL, OAHOBPEMEHHOE 3By4aHWE BCEX PEerncr—
POB — rpaHAMoO3Hoe tutti... N Mbl y3Haém KDAnHY - rnawaras v CTPacTHOro npo-
noseaHMKa. ..

Tpu Hepenu, npoeeéHHbIe B MNonblue, BbinK 3aN0NHEHbI HE TONbKO KOHLEpTaM#,
HO W TBOPYECKWMM BCTPEYAMM C MOALCKUMWU My3bIKaHTaMU, APYKECKUE KOHTAKThI C
KOTOPbIMU NOAAEPKWUBANUCE B NOCNeAYIOWMe roAbl. 3TO BbiNM AUPUKEDB! U, KO=
HEYHO, KOMNO3UTOPbI. IMeHa HEKOTOPbIX M3 HUX M X COMMHEHUA Ha4Yann cpasy xe
3By4atb B Mockee, Mpowno HemHorum bonblwe mecaua, a K0auHa yxe obaymbisaer
nporpammy koHuepTa namatu b.J1. fisopckoro B My3ee CkpsbuHa: «<MHe bbl x0Ten0Ch
26-ro Xl nourpars /.../ HemHoro lllonexa (Heckonbko Mpentoani) n Ha 2-x poaAnax
npekpacHole Bapvauumn Jliotocnagckoro ¢ KOpuem MNOHU30BKUHBIM, U UCNONHUTD
KBapTeT AN 4=x ckpunok 'paxuHsl balesuny, 4TO BENIMKONENHO Urpann HaLWK CTy=-
[EHTbI N0 paauno». B Apyrom nucsme yutaem, 4to JITOCNABCKUNA NOAAPUN el «Celt
onyc», T.e. «Bapnauumn Ha Temy laraHMHM», 1 rOBOPUT O HEM KAk O «Beayluem»
NOMbCKOM KOMMO3UTOpE.

Mo3TOMYy Mbl U pelwunu BKAOYMTL B 3TOT AUCK HUKOrAa npexae He W3aasag-
Wuecs IANHCKUE 3anUCK COYMHEHUN ITUX KOMNO3UMTOPOB. JTO «bykonuku» Bu-
TonsAa Jliotocnasckoro U «Ciouta npenoanii» Kazumexka Cepoukoro. Oba counte-
HWA Hanucadsl B 1952 roay.

3anuch umkna «bykonuku» beina npousseneHa 8 1955 roay 8 cryaum locrene-
pagno ANnA MHOCTPAHHOIO BewaHus, MATb NPUXOTANBLIX, Pa3HOXAPAKTEPHBIX MU-
HWaTIOP, «“MUMONETHOCTEW», BAOXHOBNEHHbIE ByKONNYeckuMm LuKnoMm Beprunus,
OCHOBaHbI Ha MOMBCKWX HAPOAHbIX MENOAUAX KyPnMUCKoro pernoHa. OHu co3pa-
BANIUCh B HAYa/IbHbIM Nepuoa yeneyeHua JIOTOCNABCKUM HOBbIMWM KOMMNO3UTOPCKUMU
TexHUKamu. 0auMHa urpaeT neecsl rpacuyeckn TOYHO, NOYTU 3PUMO BbIABAAA - Bna-
rofapsa YAMBUTENbHOMY pa3Hoobpasnio WTPUXOoB, TeMBPOB 1 oLLlylleHuUIo obuero
nynbca = PUTMUYECKYI HenpeACcKa3yemoCTb, HECOBNAAeHMe, aCCUMeTPUIO MeTpa.
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OcobeHHO ybeauTeslbHO W BbINYKNO B 3TOM OTHOLIEHWUW 3BYUYWT Y NUAHUCTKM NO=
cneaHas, natas neeca! Y astopa eé temn obosHaueH kak Allegro marciale. N He-
CMOTPA Ha TO, YTO PUTMUYECKUW METP 3ITOr0 «Maplua» NoCTOAHHO MeHseTca: 5/4,
3/4, 3/8 v pexe 2/4, a rpaH1LUbl MOTUBOB B NAPTUKU MPABOW W NEBOW PYKMW YacTo
He COBNAaAaloT, UCNONIHUTENbHULA COXPAHAET HEYMONUMOCTb MNOCTOAHHOMO NyNbCa.
CoBceM uHyl0, obasTensHylo atMochepy Npo3payHon nupuku co3past K0auHa Bo
2= n 4= nbecax.

W3 counneHunin Cepoukoro B eé peneptyape beinn CoHaTuHa ana TpomboHa u
chopTenuano (c Npuropuem XepcoHckum) n «Crouta npentoauin», CoHaty ans dop-
TennaHo, HOThl KOTOPOW OH NOCNaN el No nouTe B ceHTAbpe 1957 roaa, oHa, K co-
KaneHulo, Tak U He ceirpana. Mepeoe ynomuHaHue «ClOUTbI» Mbl HAXOAWM B eé
nuceme o1 2 Mas 1958 ropa: «Ha gHAX nuiy Moero 4opororo noaska, Nnpennauns.
3anuch yCnewHo cocToanack, 0 Y6M Mbl Y3HaéM W3 e€ aBryCTOBCKOro NucbMa: OHa
o3aboyeHa yxe pacnpeaeneHuem «roHopapa 3a Cepouxoro»! Tpu MNpentoaum 3Toro
uukna Mapusa BeHnaMnHOBHA Cbirpana B CBOEM CONbLHOM KOHLLEpTe B 3ane Yankos-
ckoro 3 anpens 1959 roaa, obseanHus nx ¢ 24 npenwauamu Llonexna. 31o boino
nepsoe ucnonHexve npentoani Cepoukoro 8 CCCP! B nucbme ot 20.02.1960 roaa -
noytu rod cnycra! - komno3sutop 6narogaput KOAMHY 3a NPUCNaHHYI0 NPOrPaAMMKY
KOHLepTa. EMy yaanocs ycnblllaTh €& MCNONHEHWE CBOUX Npentoani no paano, OH
BOCKNULLAET: «OHO BbI10 HEOBbIKHOBEHHbIM»!

WU pencreutensHo, Mpenoauun Cepoukoro 3sydar y OANHOW HEOBbIKHOBEHHO!
Mpexae BCero, NOpaxaeT camo 3By4aHue - be3ownboUHo TOYHOE, ACHOE, LenoMya—
PEHHO yucToe, nouTu 6e3 obepToHoB. Elo HaWaeHo cosepweHHO ocoboe npukoc—
HOBEHME K KiaBuaType: BCE HA KOHYMKAX nNasibLeB: CTanbHbIX NanbLes Mpu
HeBecoMoOW pyke! MneHUTeNbHO 3BYYUT npentoana Ne 2, Bbi3blBaOLLAA NPUTNYLLEH—
Hble accoumaumm co CkpAbUHBIM, HO NUILEHHAA CKpABUHCKOro ToMneHus. B cka-
304HO=-(aHTaCTUYECKMIA MUD Mbl NONagaeM B 4=i, «NyaHTUIMCTUYECKOW» Npento-
AU, TAE KAXAIN 3BYK = becLieHHbIn BpuannaHT. He MoryT He yBneyb BeicTpble npe—
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NOAMK, rae BCe NPOHU3AHO ABMXEHWEM: 3TO CTPEMUTENbHbIM NOTOK LWeCTHAALATbIX,
OXBaTbIBAIOLWLMA BCIO KNABMATYPY, 3TO — CTUXUNHBIA, HEPYKOTBOPHbLIN BUXPb!

Halw AUCK COAepXUT ellé ouH CIopnpu3, NoucTuHe becueHHbIK: KOAUHa ucnon-
HAET cis—moll’-Hbii nocmepTHbIM HokTiopH LloneHa! BoT yTto nuweT 06 3TOM Anek-
cen Jiobumos:

«Mapua BeHuaMmuHOBHa urpana HemHorue npouseeaeHus LloneHa, ocobeHHo
BblAGNAS LMKN 24=X [1pentoauni, HO - yBbl = Mbl HE UM@eM HU OAHOW LONEHOBCKOU
3anucu Mapun BeHWaMMHOBHbI 32 UCKNKOYEHWEM 3TOr0, aTpMbyTMPOBAHHOIO e
HokTiopHa! 37a 3anuck beina seinoxeHa 10 net Tomy Hasaz nosb3osaTenem cauTta
nobutenen peakocten «Rare Classical Music» Cepreem KacbfHOM, NONYYUBIIWNM
€€, B CBOI OUYepesib, OT Konneru. B 3Toi uenu ceiyac HEBO3MOXKHO HalTU TOYHOE
NPOUCXOXKAEHUE 3aNUCK, UCNONHUTENLCKUIA NOYEPK KOTOPOW BbIAAET, HECOMHEHHO,
Mapwuio BeHnamuHosHy HOguHy. 3Ta 3anuce C KoHuepTa cepeauHbl 1950=-x roaos
(ckopee Bcero, «buc») MOrna COXPaHUTLCA Kak OCKOJIOK YTpadeHHOW TpaHCNAUMK
KoHuepTa B Monbwe. Teépaan, rpaduyHas urpa, bes manenwero Hanéra 4yyBCTBU-
TENbHOCTW WM MeuTaTenbHOCTW, COOTBETCTBYET BCEM MPU3HAKaM UCMONHUTENb—
ckoro ctuns K0auHon».

MapuHa [lpozgosa

Mapuyenna EpurunHa (1935-2017) - MonAaaeCcKO—pOCCUACKO-NONbCKUMA
My3blKOBEJ, PeAaKTop, NeKTop, Neaaror, UCCneaoBaTent NPaBoCciaBHOro
LLepPKOBHOrO neHua. boina apyxHa ¢ M.B. KDaAWHOW, BCHO XKU3Hb NPEKNO-
HAACH Nepea eé UCNONHUTENbCKUM UCKYCCTBOM M TMYHOCTBIO,

Mapuenna EpuruHa obHapyxuna sanucu K0anHo#R B MonbCKOM pagmno u
nomorna ux nonydeHur. Ceetnas en NamaTh!
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370 M3gaHKe NOoCBALEHO NnamaTu
Mapuennsl EpyurmuHon

Mopewur BaH BeTxoBeH (1770 — 1827) s

HoHuepT ansa ¢opTtennaHo ¢ opkectpom N2 5 Mu-6emons maxop, Tr73.20
Op. 73 <Mmnepatop»

1. Allegro 18.19
2. Adagio un poco mosso 6.51
3. Rondo. Allegro 9.16

AmuTtpun LloctakoBuY (1906 — 1975)
MNpenoaunsa u ¢pyra cu-6emonb muHop, Op. 87 N2 16

MMpenoans 2.18

®yra 6.52
Mpenoava u pyra pe muHop, Op. 87 N2 24

Mpenwoans 257

®yra 6.56

Butonbg JlloTocnaBCKUM (1913 — 1994)
Bykonuku (1952)

1. Allegro vivace 1.02
2. Allegretto sostenuto 0.50
3. Allegro molto 0.34
4. Andantino 113
5. Allegro marciale 1.21

Kazumexx Cepoukuu (1922 — 1981)

Croouta npenogum (1952)
1. Animato 1.19
2. Affetuoso 1.55
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3. Agitato

4. Teneramente
5. Veloce

6. Capriccioso
7. Furioso

dpuaepuk LloneH (1810 — 1849)
HokTiopH N2 20 go-grne3 muHop, Op. posth

Mapusa HOauHa, popTtenmaHo

CumMmdpoHM4ecKu opKkecTp Cunesckon dunapmMmoHuu [1]-[3])
Oupuxxép Baunas Cmetadek (T-[3))

CryauitHble 3anucu u3 apxuea MNonbcKoro paguo:

KatoBuue, 10 ceHtabpa 1954 . ([1]-[3]), Bapwaga, 28 ceHtabpa 1954 r. ([a]-[7]),
CrynvitHble 3anvcK U3 apxuea [ocTenepaguodoHia:

Mockea, 1955 r. ([&8]-12]), 1958 1. (E3-[3)).

3anuck ¢ KoHUEepPTa U3 YacTHOM Konnekuuu, cepearHa 1950-x rogos (a)),
npunucsieaetca Mapuu KOQUHONK.

PaHee He M3gaBaBlMecs sanucK: ([1]-[12, [20)

PecraBpauus U mactepuHr: Enena Cbiy

AunzaiH: Makcum KomnaHeel

McnonHutencHolid npoatocep: Esrenunid MnartoHos
MuuumaTop npoexTa: Anexcei J1lobUMMOB

bnarofapHoOCTE 3a NOMOLL B M3aHHK:
| Mapwenna Epurnna |, Kwinwrod Cvmepa, Kaunep Muknawesckus,
borHa KoeankcKa (llonsckoe Pagio), AHgpen AnonnoHos, Ceprei KackaH.

© & ® 2020 MocKoBCKAaR rocylapcTBEHHanA KoHcepBaTopua WM. .M. YakkoBcKoro
Bce npaBa 3auluiieHbl
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Viclav Smeticek, 1954
Baunas Cmetavek, 1954 .

Maria Yudina

Poland, 1954

Mapuna lOguHa

Monewa, 1954 r.
Dmitry Shostakovich
and Maria Yudina
Leipzig, 1950
Amurtpuii lWocrakoBu4
H Mapusa lOauHa

Ne#nuur, 1950 r,
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