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Johann Sebastian Bach (1685 — 1750)

The Well-Tempered Clavier, Volume Il
Preludes and Fugues, BWV 870 — 893
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Prelude and Fugue No. 1

in C major, BWV 870
Prelude................... 2.55
Fugue . ................... 1.24

Prelude and Fugue No. 2

in C minor, BWV 871
Prelude................... 2.09
Fugue .................... 2.22

Prelude and Fugue No. 3

in C sharp major, BWV 872
Prelude................... 1.28
Fugue . ................... 1.55

Prelude and Fugue No. 4

in C sharp minor, BWV 873
Prelude................... 4.56
Fugue . ................... 1.58

Prelude and Fugue No. 5

in D major, BWV 874
Prelude................... 4.39
Fugue.................... 2.47

Prelude and Fugue No. 6

in D minor, BWV 875
Prelude................... 1.28
Fugue .................... 2.08

Prelude and Fugue No. 7

in E flat major, BWV 876
Prelude................... 2.19
Fugue . ................... 1.54
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Prelude and Fugue No. 8

in D sharp minor, BWV 877
Prelude................... 511
Fugue .................... 4.00

Prelude and Fugue No. 9

in E major, BWV 878
Prelude................... 3.08
Fugue .................... 2.28

Prelude and Fugue No. 10

in E minor, BWV 879
Prelude................... 3.50
Fugue .................... 2.58

Prelude and Fugue No. 11

in F major, BWV 880
Prelude................... 2.02
Fugue .................... 1.31

Prelude and Fugue No. 12

in F minor, BWV 881
Prelude................... 3.39
Fugue .................... 1.43

Prelude and Fugue No. 13

in F sharp major, BWV 882
Prelude................... 3.01
Fugue .................... 2.38

Prelude and Fugue No. 14

in F sharp minor, BWV 883
Prelude................... 2.53
FUgUE . ..o 5.11
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Prelude and Fugue No. 15

in G major, BWV 884
Prelude................... 2.05
Fugue.................... 1.17

Prelude and Fugue No. 16

in G minor, BWV 885
Prelude................... 4.14
Fugue . ................... 3.44

Prelude and Fugue No. 17

in A flat major, BWV 886
Prelude................... 3.52
Fugue . ................... 3.11

Prelude and Fugue No. 18

in G sharp minor, BWV 887
Prelude................... 3.25
Fugue . ................... 3.46

Prelude and Fugue No. 19

in A major, BWV 888
Prelude................... 1.35
Fugue . ................... 1.36

Prelude and Fugue No. 20

in A minor, BWV 889
Prelude................... 5.13
Fugue .................... 2.06

Maria Yudina, piano
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Prelude and Fugue No. 21
in B flat major, BWV 890
Prelude ................... 7.32
Fugue .................... 2.15
Prelude and Fugue No. 22
in B flat minor, BWV 891
Prelude ................... 1.57
Fugue .................... 3.47
Prelude and Fugue No. 23
in B major, BWV 892
Prelude ................... 1.54
Fugue .................... 4.23
Prelude and Fugue No. 24
in B minor, BWV 893

Prelude ................... 2.33
Fugue ........... ... ...... 2.04
Bonus:
Toccata
in C minor, BWV 911 ........ 9.47

Prelude No. 14

in F sharp minor, BWV 883 .. .2.29

Studio recordings of 1953, 1955-1957 and 1936 (Bonus)

Previously unreleased recordings from the State Fund of Television and Radio
Programs (Preludes and Fugues Nos. 13, 14, 16 — 20, 22 — 24). The recordings from
gramophone records Gramplasttrest 4192-4195, 78 rpm, Moscow, 1936, from Sound
Archive of the Moscow Conservatory (Toccata in C minor and Prelude in F sharp minor)
are published in a new, improved restoration.

Sound restoration: Elena Sych. Design: Alexey Gnisyuk

Executive producer: Eugene Platonov

© & ® 2022 The Moscow Tchaikovsky Conservatory. All rights reserved



MARIA YUDINA. BACH. WTC VOL. 2

“...the center of all highest secrets
and the discoveries of art in general, Columbus,
Newton, Nicholas the Wonderworker, Apostle, -

he is , Johann Sebastian Bach.”

Maria Yudina

ver her long and extraordinarily eventful career of a concert pianist,
OMaria Veniaminovna Yudina created many masterpieces that have

firmly established her name in the history of world performing arts.
Among them, her interpretations of the J.S. Bach clavier works hold pride of
place. Two monumental creations of the German genius majestically frame
her artistic path. These are forty-eight Preludes and Fugues of the Well-Tem-
pered Clavier, which Yudina prepared by the time of her graduation from the
conservatory, and the Goldberg Variations that she first performed on Octo-
ber 15, 1967 at the Tchaikovsky Concert Hall and soon put on record shortly
before her death.

The element of polyphony attracted Yudina from an early age. Plunging
into the study of polyphonic works of all eras, from Sweelinck and his school,
Heinrich Schitz, through Reger and Franck, through Taneyev and Glazun-
ov, she reached the twentieth century — to Krenek and Hindemith. And, of
course, Bach was always her number one. Already in her young years, Yu-
dina seriously analyzed cantatas, chorales, Passions, and masses. At one
time, she was an enthusiastic choir singer. As she wrote in 1922 to Leonid
Nikolayev, “I wanted to get closer to the secret of choral music.” So, gradually
discovering some stable symbols of Bach’s musical language, she began to
perceive the master’s music in the context of Christian culture. Later, influ-
enced by Bolestaw Jaworski, Yudina found her own concept of the Preludes



and Fugues from the WTC that was based on the Gospel parallels. She left
notes related to all the Preludes and Fugues of the first volume. Unfortunate-
ly, as it appears from her letters, the clues to the second volume over which
she seriously worked remain unknown.

During her studying at the conservatory, her performances of Bach
admired not only her fellow students but her professors as well. So, Dmitri
Shostakovich, who attended Nikolayev's class along with Maria Yudina, re-
called the professor’s words: “Just listen to how she plays the four-voice
Fugues, each voice has its own timbre... | listened and, indeed, each voice
had its own timbre, although it seemed impossible theoretically. Maria Veni-
aminovna was an amazing Bach performer.” And he added: “When | studied
with Nikolayev, Yudina was one of my idols” (D. Shostakovich. Memoirs. —
Maria Veniaminovna Yudina — 1978. Soviet Komposer. Page 39, 41).

In May 1922, precisely a year after the graduation from the conservato-
ry, Yudina played two recitals at the Grand and Small halls of the Petrograd
Conservatory. Her program was titled “An Evening of Preludes and Fugues
for Piano.” Along with works by Pachelbel, Handel, Franck, Reger, Taneyeyv,
and Glazunov, she performed 12 Preludes and Fugues from the WTC.

The young pianist’s first appearances with Bach programs made her
a confident master who created her own performing style. Evgeny Braudo
wrote that Yudina’'s Bach “becomes close and understandable to the modern
listener first of all as a master of the living motion of voices.” In 1928, she
made a striking confession in a letter to Yuri Shaporin: “I can easily move
in polyphony only!” And it was precisely that living, spiritualized, visible, and
audible motion that made the audience feel a “full ‘removal’ from today’s real-
ity, a ‘rapture to heaven’,” wrote Boris Udintsev, a literary critic and friend, in
1945, after her Bach recital.



The two CDs we present to the admirers of Maria Yudina’s art are of par-
ticular value: for the first time they feature studio recordings of all twenty-four
Preludes and Fugues from the second volume of the Well-Tempered Clavier.
Ten of them are released for the first time. In 2004, Vista Vera released only
fourteen of them. It is interesting to note that Yudina, who had an extensive
and diverse Bach repertoire (not only solo), and constantly, throughout her
life, included individual Preludes and Fugues from the WTC in her programs,
only once announced two recitals fully devoted to the Well-Tempered Cla-
vier. The recitals were held at the Small Hall of the Moscow Conservatory
on November 4 and December 4, 1950. But she didn’t perform all forty-eight
Preludes and Fugues even then (the available recordings of those recitals:
Melodiya M10 46439 00. A set of four CDs).

The history of the released records is extremely interesting and peculiar.
They saw the light of day within four years, in small portions: in 1953 and from
1955 to 1957. Now it is difficult to explain why that sequence was so bizarre.
Why was it impossible to record the entire cycle within one year or even sev-
eral months? For example: in 1953, only five Preludes and Fugues were re-
corded: Nos 3 and 5 in January, No. 2 in April, No. 4 in May, and No. 1 in July.
The largest number — ten Preludes and Fugues — was recorded by Yudina
in 1956 from April to December. Among them are the last, concluding ones:
Nos 20, 22, 23, and 24. That year, she wrote in a letter to Olga and Sergei
Trubachev: “I am recording Bach’s second volume, | think a lot about it, | read
a lot, but I'm in no hurry — the responsibility is so big.” And then, in a letter to
Vladimir Lublinsky: “...I need to meet with Isai Braudo, to play Bach to him in
a real way, for this is a grandiose recording (12 Pr. and Fugues of Vol. II),”
and then she adds: “an enormous amount of money = debts, the Monu-
ment” (highlighted by me — M.D.). Alas, that motif — the harmonization of the
“sublime and earthly,” the “repayment of debts and preparation for Eternity” —



was there in her life and letters more and more often and louder over the
years. Yudina believed that “trials of life are food for an artist.”

Back to our CD. Despite all of the above, it is amazing that the entire
cycle, as we listen to it, is perceived as an integral, monumental work and
sounds like a single stream of consciousness. The listener gets involved in
a continuous musical process. Thanks to the surprisingly “lively interaction
of the voices” it seems that the music is born here and now. Interestingly
enough, Yudina, an artist of “extremes”, who loves to “carve an image, cause
two blocks, two images to collide, as if they are sculpted from opposites”
(Grigory Kogan), almost completely refuses contrasts and uses a minimum
of expressive means without changing either the internal state, or tempos, or,
and especially, the dynamics, or the nature of articulation (perhaps with the
exception of the first two Preludes and Fugues, the C major and the C minor
ones). She interprets each Prelude and Fugue as a whole that doesn’t con-
tain a conflict and doesn’t need opposition. Even in cases where Bach has a
repetition sign in some of the Preludes, Yudina returns without changing any-
thing, remaining in the monochrome palette. One can’t help but wonder about
the secret of the extraordinary attractiveness of her performance. Perhaps
that is precisely in the fact that she, as a person, is present here in a minimal
amount and, bowing her head before the greatness of the genius, gives in to
his will and takes part in the act of creation of the Bach universe! The origins
of her conquering power, her convincing obsession with motion, her passion
for mobile, forward-flying tempos become understandable. For example, we
hear it in Prelude No. 18 in G sharp minor and No. 21 in B flat major where
both parts are repeated. Carried away with the continuity of motion, she pre-
serves the clear feeling of the pulse and plays even faster each time! And this
raises no protest!



As is well known, Bach gave no indications of tempo or dynamic. Our
only guide therefore lies in his metric notation. If you use your listening and
performing experience and take a closer look at the score, you can see that
Yudina sometimes greatly deviates from Bach'’s instructions. Let's take Pre-
lude No. 8 in D sharp minor. Recorded with sixteenths at 4/4, it sounds molto
moderato with her, slow and melodious. And the eighth of the Fugue turn out
to be quite mobile, making the nature of the theme more declamatory. The
other way we hear in Prelude No. 11 in F major: the calm eighths at 3/2 flow
like a light and rapid stream so that the triolet sixteenth of the Fugue (at 6/16)
remain in an almost the same tempo. Although the Fugues captivates with
its liveliness and some extraordinary childlike agility, the expected contrast is
nowhere to be found!

It should not go unspoken that Yudina, who loves slow tempos so much
when she can surrender to philosophical meditations, avoids them where you
most likely expect them when she plays Bach. She plays two Fugues of a
typically chorale nature — No. 7 in E major and No. 9 — in a very mobile, in-
ternally collected, strict, and slowly, step by step. This is rather a procession
than a solemn chorale. It would be appropriate to say that Yudina, whose rep-
ertoire included a lot of arrangements of the Bach organ works, goes beyond
the sound of the clavier in the final bars of these two Fugues, resorting to sol-
emn double organ basses. We will hear similar organ doubling in the endings
of some other Preludes and Fugues.

And one more point. Yudina would not be herself if she had not found
it possible to stretch the thread from Bach into the twentieth century, to hear
his predictions. When she plays, or rather, proclaims the first four quarters
of the theme of Fugue No. 20 in A major and then continues it with a sharp,
strong-willed staccato, one cannot help but hear Shostakovich or Schoen-



berg in them... And this is not the only example. According to her, “great art is
Eternal, it invariably and inevitably gives a projection into the future.”

The last track on this CD is the earliest of Yudina's surviving recordings.
It is a 1936 studio recording of the Toccata in C minor and the Prelude in F
sharp minor from the second volume of the WTC (these recordings were re-
leased on shellac in 1936 and 1938, and then on CD by Vista Vera in 2015,
Volume 18). This is a unique opportunity for us to compare these interpreta-
tions with the two concert performances of the Toccata, recorded in Leipzig
and Moscow fourteen years later (see “Maria Yudina Plays Bach 1950/1956.”
© & ® 2020 The Moscow Tchaikovsky Conservatory). As for the interpretation
of the Prelude, apart from the 1950 Leipzig recording, we also have here the
1956 recording made twenty years later.

Year 1936. Yudina has been on stage for only fifteen years, but she is
already a mature and recognized artist. Both of the early interpretations of
the Toccata and the Prelude amaze us with her liberal approach to tempo (as
she plays Bach!), which leads to the light, almost romantic rubato, the natural
consequence of which is a completely different sensation of time and rhythm
and dynamic flexibility of intonation.

The Toccata carries us aways with a spontaneous stream of the rap-
id introduction. Then it is the mobile, gently and flexibly modulated Adagio
and the active and fast Fugue. In the theme of the Fugue, Yudina uses an
extremely sharp, light and energetic staccato: a stroke that we almost never
meet in her rendition of Bach. We should note another point about Yudina's
performance of Bach’s quick, “motoric” works. Striving for a distant and high
goal and carrying the listener with her (let's recall the “rapture to heaven”),
she accelerates the tempo in a steady and uncontained way, but without los-
ing the accurately calculated sense of pulse.



Yudina’s interpretation of the Prelude in F sharp minor is not what we
can expect. First of all and again, it is the tempo, the motion! As for timing,
Yudina plays it almost twice as fast as she did in Leipzig in 1950. Here, we
have a very long, flexibly modulated, rhythmically liberated, and straightfor-
ward phrase. From the second bar, we get unconditionally imbued with the
performer’s idea, realizing that this is not a difficult ascent, but residence on
the heights of the Bach spirit.

Let's repeat along with the grateful listener: it is a “full ‘removal’ from
today’s reality, a ‘rapture to heaven'.”

In conclusion, we should note the enormous, difficult and wonderful
work done by restorer Elena Sych, who was able to present the recordings
of varying quality made over the years, on different pianos, and with different
sound engineers as one whole.

Marina Drozdova
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MAPUA IOOUHA. BAX. 2-1 Tom XTK.

«...CpPefoTovne Bcex BblCOYaMLLMX TalH

1 OTKPbITUI UCKyccTBa BoobLe, Konymo,
HbtoToH, Hukonan YygoTtsoped, Anocton,-
oH, NoraHH CebacTtbsaH bax».

M.B.KOguHa.

a CBOK J0Nryk, HeobblYaHO HACHILLEHHYK TBOPYECKYH >KU3Hb KOH-

ueptupyowenn nuaHuctkm Mapusi BeHnamunHoBHa HOgumHa cosgana

Hemarno LiefeBpoB, KOTOPble MPOYHO BOLUN B UCTOPUIO MUPOBOTO UC-
NMONMHUTENBLCKOrO UCKyccTBa. M cpeam HUX O4HO M3 NepBbiX MeCT 3aHMMatoT
e€ VHTepnpeTauun knaBupHbIX coumHeHn U.C. baxa. [1Ba MOHyMeHTanb-
HbIX TBOPEHNS HEMELIKOTO reHNs1 BENMYEeCTBEHHO 0OPaMIISOT €€ TBOPYECKMI
nyTb. 370 48 Mpentognin n dyr «XopoLo TemnepupoBaHHoro Knaeupa», Ko-
Topble KOauHa NpuroToBuUa K OKOHYaHWIO kKoHcepBaTopun, n «Ffoneabepr-sa-
puaummy», BnepBble UCMOSIHEHHbIE €0 He3adosro A0 KOHYMHBLI, 15 okTa6ps
1967 roga B KoHUEpPTHOM 3are MMeHn YarikoBCKOro M BCKOpPE 3anuMCaHHbIe
Ha NNacTUHKy.

Ctuxumsa nonudoHumn nputarnesana KoguHy ¢ paHHux net. Morpyxasicb B
n3yyeHne nonudOHNYECKNX COYMHEHMUIN BCeX 30X, oT CBEnvHKa v ero LUKo-
nbl, MeHpuxa LLoTua, Yepes Perepa, ®paHka, yepe3 TaHeeBa u [MasyHoBa
oHa goxoguna go XX Beka — Ao KuweHeka n XuHgemuta. U, koHe4HO, Ha nep-
BOM MecTe Bcerga crtoan bax. Yxe B toHble rogbl KOgnHa cepb€3Ho aHanmsu-
poBana kaHTaTbl, xopanbl, «CTpactu» u meccbl. OQHO BPEMS C YBIIEYEHNEM
nena B xope. Kak nucana oHa B 1922 rogy J1.B. HukonaeBy: «XoTenock 6biTb
6nmke K TaliHe XOpOBOW My3blkv». Tak, MOCTENEeHHO OTKPblBasi HeKoTopble
YCTONYMBbIE CMMBOSbI My3bIKarnbHOrO A3blka baxa, oHa cTana BocnpuHMMaTb
My3blKy MacTepa B KOHTEKCTE XPUCTUAHCKOWN KynbTypbl. [o3gHee, nog Bnvsi-
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Huem B.J1. ABopckoro, KOamHa Halwwna cobCcTBEHHY KoHUenumio Mpentogmi
1 dyr n3 XTK, ocHOBaHHYt0 Ha eBaHrenbckmx napannensx. CoxpaHunuce eé
3aMeTKu, OTHOCSLMeCs KO BceM npentoamsam u cdpyram 1-ro Toma. Pasragku
2-ToMa, Haj KOTOpPbIMU OHa, Kak crnegyeT U3 e€ nucemM, CepbE3HO PasMblLL-
nsna, K coxaneHuto, octTanucb He3aMKCUPOBAHHBIMU.

Ye B KOHcepBaTopckue rofabl ucrnonHeHve KOavHon Bbaxa Bbi3biBa-
N0 BOCXMLUEHWE He TOMbKO y eé Opy3en-CTYAEeHTOB, HO U Y npodeccopos.
0.0. WocTtakoBuy, yunBlimncs ¢ Mapuen BeHnamumHoBHOM B knacce y Huko-
naesa, BcrnomuHan, kak JleoHng Bnagumuposuy roBopun emy: «Tbl nocny-
LaK, KaKk oHa YeTbIPexronocHble yrv UrpaeT, Kaxabli ronoc MMeeT CBOW
Tembp... A cnywan, 4eNCcTBUTENbHO, KaXabIvi ronoc uMen ceon Tembp, xoTs
TEOopeTMYeckn 3TO Kas3anocb HEBO3MOXHbIM. Baxa Mapusi BeHnamvHoBHa
urpana yaueutenbHo». W noGaensn: «kOguHa B rogpl 3aHaTuin y Hukonae-
Ba Oblna Anst MeHss ogHUM 13 KymnpoBy (LLlocmakosuy. [. BocriomMuHaHus.
B kHuee: Mapusi BeHuamuHogeHa FHOOuHa. 1978. Cosemckulli KOMIo3umop.
Cmp. 39, 41).

B mae 1922 ropa — poBHO Yepes rof nocre OKOHYaHWsi KoHcepBaTo-
pun — KOgmHa ceirpana gBa kKoHuepTta B bonbwom n Manowm 3anax lMetpo-
rpagckon KoHcepsaTopum. MporpamMma HasbiBanachk «Bedep dopTenmaHHbIx
npentogun n cyr». Hapsigy ¢ counHernusimm Maxens6ens v Nrengens, ®paHka
n Perepa, TaHeeBa u MasyHoBa, obpaboTkamu opraHHbIX codMHeHu baxa
oHa ucnonHuna u 12 Mpentogun n dyr ns XTK.

MepBble xe BbICTYNNeHNS MOMOAOW NMaHUCTKN C Gax0BCKMMM Nporpam-
MaMu OTKPbINW B HEW YBEPEHHOTO MacTepa, CO3AatoLLero CBoW CTUMb UCNos-
HeHus. EBreHun Bpaygo nucan, uto bax B uHTepnpertaumax KOgmHom «cta-
HOBUTCSA ONMU3KMM W MOHSATHLIM COBPEMEHHOMY CryLUaTento paHbLue BCero
Kak MacTep XMBOro ABWMXEHWS ronocosy. [opaxaeT npusHaHue, caenaHHoe
eto B 1928 rogy B nucbme Kk HOpuio LWanopuHy: «S nerko mory gsuratbcs
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nuwb B nonudoHum»! N MMEeHHO 3TO XMnBOe, OAYXOTBOPEHHOE, BUAMMOE U
CrbIWUMMOe ABWMXEHWEe 3acTaBrsno novyBCTBOBaTb NPUCYTCTBYOLIMX B 3ane
«...NnonHoe “BbiBefeHMe” N3 CerogHsilLHEen, peanbHOW OeWCTBUTENbHOCTY,
“BocxuLleHne” BBbICbY, — Tak nucan KoguHow B 1945 rogy nocne 6axoBckoro
KOHUepTa eé apyr, nutepatyposea b.[0. YanHues.

Mpennaraemble  nouynTaTensam MCMOSHUTENbCKOTO  TBOpYeCTBa
M.B. KOguHow OBa gucka MMeET 0COOyH LEHHOCTb: B HWUX BNepBble Mpea-
CTaBMeHbl CTyAMMHbIE 3anucu Bcex 24-x MNpentoguii u gyr 2-ro Toma Xopo-
wo TemnepupoBaHHoro Knaeupa. [ecatb U3 HUX MyOGnukytoTCs BnepBble.
B 2004 rogy cdupma Vista Vera onybnukoBana nuwb 14 npentoguin n gyr.
MHTepecHo oTMeTuTb, YTo KOauHa, BnagesLwas 6oratbiM 1 pasHoOO6pasHbIM
(He TonbKo cornbHbIM) BaxoBCkuM penepTyapoMm, MOCTOSIHHO, Ha NPOTSHKe-
HWUM BCEN XXM3HW BKIOYaBLLIAsA B CBOM Nporpammbl otaenbHble MNpentogum un
dyrn n3 XTK, nuwb ogHaxabl 06bsiBUNa ABa KOHLEpPTa, NporpamMmma KOTopbIX
6bina nocesiLeHa Tonbko Xopolo TemneprpoBaHHomy Knasupy! KoHuepThbl
npoxogunun B Manom 3ane MockoBCkon KoHcepBaTopun 4-ro Hosbpst U 4-ro
nekabps 1950 roga. Ho u Torga He 6binn ucnonHeHsl Bce 48 Mpentoanii 1
dyr (3anucu amux koHuepmos onybnukosaHbl: Memnodus M10 46439 00.
Komnnekm u3 4-x nnacmuHoKk).

Mctopusi nybnukyembix 3anucert YpesBblyaiHO WMHTEPEeCcHa U CBOEO-
6pasHa. OHWM MpoMcxoaunu B TeYeHue YeTbIpEX NeT, ManbiMu NopLMAMU:
1953, 1955-1957 1. Ceyac Ham TpyaHO OObACHUTL, YeM Obif BbI3BaH CTOMb
npuyyanuBbI nopsaok 3anucen! MNModyemy Henb3sa BbINO 3anuMcaTth BEChb LMKN
B TE€YeHMe OOHOro roga WNnv Jaxe HecKoNbkux mecsaues? [nsa npumepa: B
1953 rogy 6bIno 3anuncaHo Bcero nATb MNpentoguii n dyr: B siHBape NeNe 3
n 5, B anpene — Ne2, B mae — Ne4 n B nione Ne1. Camoe 6onbluoe Konuye-
ctBo — 10 npentoguin n ¢pyr! — Geino 3anucaHo KOguHow B 1956 rogy ¢ anpensi
no aekabpb. Cpean HUX — nocnegHue, 3asepatowime: NeNe 20,22, 23 n 24.
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B atom rogy B nuckme k Onbre MaenosHe u Cepreto 3ocumoBundy Tpybaués-
bIM OHa nNucana: «4 3anuceiBato |l-n Tom baxa, MHOro gymato Hag HUM, MHO-
ro YuTalo, HO He cnelly — oveHb bonbLuasi OTBETCTBEHHOCTbY. W Torga xe —
B.C. NobnuHckomy: «...MHe Heobxoaumo BcTpeTuTbes ¢ U.A. Bpayao, no-Ha-
cTosilemy nourpate eMy baxa, nbo ato rpaHamnosHas 3anucb (12 Mp. n dyr Il
Toma) — fobaBnsieT OHa — rPaHANO3HbIe AeHbIU = gonru, [NaMATHUKY (Bbl-
aeneHo mHoto — M. [1.). YBbl, 3TOT MOTUB — COMMKXEHUE «BO3BbILUEHHOTO U
3eMHOro», «BO3BpaT AOMIOB M NoArotoBka K BeyHocTn» — ¢ rogamu BCE valle
1 FPOMYEe 3BYYUT B €€ XU3HM 1 nnucbMax... Cama Mapusa BeHnamymHoBHa cym-
Tana, YTo «KMU3HEHHbIe UCTbITaHNSA — 3TO NULLA AN XyAOXKHUKa».

Ho BepHémcs K Hawwemy Aucky. MopasuTenbHO TO, YTO, HECMOTPSA Ha
BCE BblleckasaHHOe, Npu NPOCyLIMBaHUN BECb LMK BOCNPUHMMAETCS Kak
LenbHoe, MOHYMeHTanbHOe Npou3BeaeHne, 3BYYNT Kak eaMHbIN NOTOK CO3Ha-
Hus. CnywaTenb okasblBaeTCsl BOBMIEYEHHBIM B HEMNPEPbLIBHbIV MYy3blKarbHbIN
npouecc. bnarogaps yovBUTENbHO «KUBOMY B3aWMOAEWCTBUIO TONIOCOB»
co3faéTcs BnevatneHune, YTo My3blka poxagaeTcs 3gechb U cenyac. Y BOT 4To
nHTEpecHo: KOauHa, XyOOXHUK «KpaWHOCTEN», KOoTopas NoOUT «BblcEKaTb
o6pas, crankueas ABe rMbibbl, ABa obpasa, kak GyaTo U3BasiHHbIE U3 MpPO-
TuBonosmkHocten» (M. KoraH), npakTuyeckn NoOnHOCTbIO OTKa3biBaeTcs OT
KOHTPAacTOB, WUCNOMb3yeT MUHMMYM BblpasuTENbHbIX CPEACTB, HE MEHSIS HU
BHYTPEHHEr0 COCTOSIHUSI, HA TEMIMOB, HN — OCOBEHHO! — AMHAMUKK, HX Xapak-
Tepa apTUKynsauMmM (noxanyi, 3a UCKIoYeHnemM AByX nepBbiX LuknoB — [o
mMaxop 1 oo MuHop). Kaxayto Mpentoguio n dyry oHa TpakTyeT Kak eguHoe
uernoe, He coaepxalliee KOHNMKTa, He Hyxaatoleecs B NPOTUBOMNOCTaBIe-
Hun. [daxe B Tex cnyyasix, korga y baxa B HEKOTOpbIX Npentoansax CTOUT 3HaK
nosTopeHus, KOguHa Bo3BpallaeTcs, He MEHSISi HUYEero, ocTaBasiCb B MOHO-
XPOMHOWN Nanutpe. HeBONbHO 3a4aéLbCs BONPOCOM: B YEM XK€ CEKPET HEeo-
Obl4aNHOW NPUTAraTENbHOCTU €€ UcnonHeHnst? MoxXeT ObiTb, UMEHHO B TOM,
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4YTO OHa cama — Kak CyObeKT — MPUCYTCTBYET 34eCb MUHUMAIIBHO W, CKIOHAS
ronoBy nepen Benuunem eHns, oTaaBasicb ero Bone, NPMHUMAaET yyacTue B
akTe TBOpeHus baxoBckow BceneHHow! CTaHOBSITCS MOHATHLIMU UCTOKU €€
nokopsitoLLen cunbl, eé ybexaarLlas OaepXUMOCTb ABMXEHMEM, yBNeYeH e
NOABWXHBIMUW, NETALLMMU BNepE Temnamu. ITO CrbilLHO, Hanpumep, B Mpe-
noamax Ne 18 conb-gnes muHop 1 Ne 21 Cu-6emonb maxop, rae noBTopsi-
toTcst oba KoneHa. YBnekasicb HENPEpbIBHOCTLIO ABWXEHWUS, OHa, COXpaHsis
SICHOE OLUyLLieHWe Nynbca, UrpaeT Kaxabin pas ewé un ewé Goictpee! U ato
He BbI3blBaeT nportectal

M3BecTHO, 4To Yy Baxa HeT TeMnoBbIX 0603Ha4YeHNIA, KakK, BNPOYEM, U An-
HamMnyecknx. EQMHCTBEHHbIN OPUEHTUP — 3TO MeTpudeckast 3anucb. M ecnu
npuvBreyb CBON CryLlaTenbCKUn U UCMONHUTENbCKUIA ONbIT, NOBHUMAaTeNlbHee
BIMSAETbCS B HOTHBIN TEKCT, TO MOXHO YBUAETb, YTO KOOMHa MHOraa cunbHO
OTCTynaeTt oT GaxoBckux ykasaHui. Bosbmém [MNpentognio Ne 8 pe-gues-mu-
Hop. 3anucaHHas 16-mu Ha 4/4, oHa 3ByunT y Heé molto moderato, meanex-
HO 1 pacneBHO. A BoCbMble ddyr 0kasbliBatoTCs [OBOSIbHO MOABUXHBIMU, Me-
HSS1 XapakTep TeMbl B CTOPOHY Gonbluen aeknamaumoHHocTn. B Mpentogmu
Ne 11 ®a-maxop — HaobOpOT: CNOKOWHbIE BOCbMbIE MpW pasmepe 3/2 cTpy-
aTcs y KOguHom nérknm, GbICTPBIM NMOTOKOM Tak, YTO TPUOTbHbIE LeCcTHaaLa-
Tble cpyru (pa3mep 6/16) ocTatoTca No4Tn B TOM xe Temne. W, xota dyra nne-
HSIET KMBOCTbIO M KAKON-TO HeobblYaliHOW 4EeTCKON Pe3BOCTbI0 — OXKNAAEMOro
KOHTpacTa Kak He bbiBaro!

Henb3s He ckasaTtb M 0 Tom, 4To KOamHa, koTopas Tak NobuT Meanex-
Hble TEeMMbI, KOrAa MOXHO OTAaTbCs hurnocodckMm pasgymbsam, B baxe ums-
OeraeT ux kak pa3 Tam, rge ux ckopee Bcero oxugaells! e dyrn tunmy-
HO xoparnbHoro cknaga — Ne 7 Mu-6emonb maxop 1 Ne 9 Mu-maxop — oHa
urpaeT BecbMa NoABWXHO, BHYTPEHHE cobpaHHO, CTPoro, LwaroM. 3To ckopee
LIeCTBME, YEM TOPXKECTBEHHbIN Xopan. Ml 30ecb yMeCcTHO ckasaTb O TOM, UTO
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HOgvHa, B penepTyape KOTOpoi Hemano ob6paboTok OpraHHbIX COYMHEHWN
Baxa, B 3aBepLuatoLLMx TakTax 3TUX ABYX Pyr BbIXOAWT 3a Npefenbl 3Byya-
HWIA Kknaeupa, npuberas K TOPXECTBEHHbIM YABOEHHbIM OpraHHbIM 6acam.
Mofo6Hble opraHHble YOBOEHUSI Mbl YCMbILLIMM B OKOHYaHUSIX L€ HEeCKOMb-
knx MNpentogunii n gyr.

W ewwé ogmH momeHT. KOgmnHa He 6bina 6kl KOanHow, ecnn 6bl He Hawna
BO3MOXHbIM NPOTAHYTb HUTL OT Baxa B XX Bek, ycnbiwartb ero npegckasa-
Husa! Korga oHa urpaert, a TodHee ckasaTb — NPOBO3rnallaeT nepeblie YeTbipe
YeTBEPTU TeMbI Na-MuHopHon ®yrn Ne 20, a 3aTem nNpogornkaer eé ocTpbiM,
BONeBbIM staccato, Henb3s He ycnbiwaTh B Hux LoctakoBuya nnu LLEHGep-
ra... 1 aTo He eanMHCTBEHHbIN nNpumep. BecnomuHatotes eé cnosa: «Benukoe
ncKyccTBO BeyHo, HEM3MEHHO 1 Hen3bexxHO NaéT npoekuuto B byayuieen!

B 3aBeplueHVe gucka Mbl MOMELLAEM Camylo PaHHIO U3 COXpaHUB-
Lmxcs 3anuncen B auckorpadun KoguHon. 3T1o cTtyguinHasa 3anucb 1936 roga
TokkaTbl fo-MuHop v MNpentogun da-anes MmyuHop 13 2-ro Toma XTK (amu 3a-
nucu 6binu 8binyweHbl Ha nnacmuHkax 78 ob/muH e 1936 u 1938 2odax, a
3amem Ha CD ¢pupmoli Vista Vera e 2015 200y, mom 18). Mbl nmeem yHu-
KanbHYH BO3MOXHOCTb CPaBHUTb 3TV UHTEpNpeTaummn ¢ AByMs yxKe onyonu-
KOBaHHbIMW HaMMW KOHLEPTHbIMU ucnonHeHusimn TokkaTbl B 1950 roay, T.e.
14 net cnyctsq, B Jleinuure n Mockse (Cm. duck Maria Yudina plays Bach
1950/ 1956. © & ® 2020 Mockosckasi 2ocydapcmeeHHasi KOHCep8amopusi).
A wvHTepnpetauumio lNMpentogun — He Tombko C Jlevnuurckon 3anucero 1950
roga, Ho 1 C NpeAcTaBNeHHOM Ha HaweM aucke 3anucbio 1956 roga — 20 net
cnycts!

1936 roa. KOguHa Bcero 15 net Ha cueHe, HO OHa yxe 3penbii, 3aBoe-
BaBLUMI Npu3HaHne xynoxHuk. Obe paHHWe MHTepnpeTaumnm — kak TokkaTbl,
Tak v Mpentognn — npexze BCEro nopaxarT Hac cBoboaHbIM obpalleHneM ¢
Temnom (1 310 — B Baxe!), npuBoaaLLmMM K NETKOMY, NOYTU POMaHTUYECKOMY
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rubato, ecTecTBeHHbIM CrieAcTBMEM KOTOPOro fABndeTcA COoBepLUeHHO MHoe
owlyuieHme MeTpo-putMma n JuHaMmmyeckasa rMMOBKOCTb MHTOHALUN.

B TokkaTe Hac yBnekaeT CTUXUMHBLIN NOTOK CTPEMUTENbHO MponeTaro-
e MHTPOAYKUMM, 3aTeM 3BYYUT AOBOSIbHO MOABWXKHOE, MSIFKO U TMOKO WH-
ToHMpyemoe Adagio 1 o4eHb akTuBHas, bbicTpas dyra. B Teme dyrm KOgmHa
MCronb3yeT YpesBblYaiHO OCTPOE, CBETIOE U SHEprnyHoe staccato: LTpuX,
KOTOPbIA MMEHHO B Baxe Mbl NoYTU He BCTpeTUM Yy He€. OTMETUM eLé OfHYy
XapaKkTepHyl 0COBEHHOCTb HOAMHCKOTO MCMONHEHNSI BbICTPbIX, MOTOPHbBIX»
counHeHuit baxa. OHa HeyKINoHHO, HeyaepPXMUMO YCKOpPSIET TeMM, CTPEMSICb K
[anékon 1 BbICOKOW Lienu 1 yBrnekas cnylwartensi (BCIOMHUM «BOCXMLLEHME»
BBbICb!), HO NPY 3TOM He TePSIET TOYHO PACCUMTAHHOrO OLLyLLeHMs nynbcal

HeoxugaHHbIM Anst HAcC okasbliBaeTCs U oauHCKoe npovteHuve Mpento-
oun da-gmnes muHop. lNMpexae Bcero, 910 onsiTb — TeMmn, ABmxeHue! Ecnun
B3rMAHYTb Ha XpoHOMeTpax — KOanHa urpaet eé noytu BaBoe ObICTpee, Yem
B 1950 rogy B Jlennuure. 3aeck o4eHb ONMHHASA, TMOKO MHTOHMPYyEMas, puT-
MuYeckn cesobogHas, ycTpeMnéHHast Bnepén dpasa. Yke co BTOPOro Takta
Mbl 6E30rOBOPOYHO MPOHMKAEMCS UOEEN UCTIONHUTENS, MOHUMAs!, YTO 3TO He
TPYAHOE BOCXOXAEHUE, a yXKe — NpebbiBaHne Ha BbicOTax baxoBckoro gyxa.

[MoBTOpUM BMecTe C OnarogapHbIM crnywaTtenem: 3TO  «MOfHoe
“BblBegeHVe” N3 CerogHsILLHen, peanbHOW AeNCTBUTENBHOCTM, “BOCXULLIEHNE”
BBbICbY.

B 3akntoueHne HeobxodMmo OTMETUTb Gonbluyt, CROXHY U 3ameva-
TenbHy MO CBOEMY pedynsTaTy paboTy pectaBpatopa EneHbl Cbiy, koTopasi
cMorna npeacTaBUTb O4EHb PasHble MO 3ByYaHUIO 3anucK, caenaHHble B pas-
Hble roflbl, Ha pa3HbIX POSAMsX, C Pa3HbIMU 3BYKOPEXWUCC pamu Kak eauHoe
Lenoe.

M.A. [po3sdosa
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WoraHH CebactbsH Bax (1685 — 1750)
“XopoLwuo TemnepupoBaHHbIv knasup”, Tom |l

Mpentogun n dyrn, BWV 870 — 893

1

Mpentoansa n dyra Ne 1
[o maxop, BWV 870
lMpemodus. . ............... 2.55
Dyea. ... 1.24
Mpentogusa n cdyra Ne 2
0o muHop, BWV 871
Mpenodus. . ............... 2.09
Dyaa. ... 2.22
Mpentogusa n dyra Ne 3
[o-anes maxop, BWV 872
lMpenwdus. .. .............. 1.28
Dyea. ... 1.55
Mpentogusa n dyra Ne 4
no-aves MuHop, BWV 873
Mpemodust. . ............... 4.56
Dyea......coiiiiii 1.58
Mpentognsa n dyra Ne 5
Pe maxop, BWV 874
lMpemodus. . ............... 4.39
Dyea. ... 2.47
Mpentogusa n dyra Ne 6
pe MuHop, BWV 875
lMpemodust. . ............... 1.28
Dyea. ... 2.08
Mpentogusa n dyra Ne 7
Mu-6emonb maxop, BWV 876
Mpemodust. . ............... 2.19
Dyea. ... 1.54
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TT: 78.40

Mpentognsa n dpyra Ne 8
pe-ove3 MuHop, BWV 877
lMpemodus. . ............... 511
Dyea......cocviiiiiiin 4.00
Mpentogus n dpyra Ne 9
Mwu maxop, BWV 878
Mpenwdust. . ............... 3.08
Dyza. ..., 2.28
Mpentogusa n dyra Ne 10
MW MuHOp, BWV 879
lMpemodusi. . ............... 3.50
Dyza. ..., 2.58
Mpentoans n dyra Ne 11
da maxop, BWV 880
Mpemodusi. . ............... 2.02
Dyea. ..., 1.31
Mpentognsa n dyra Ne 12
ta MuHop, BWV 881
lMpenwdust. .. .............. 3.39
Dyaa......cociiiiiii. 1.43
Mpentogns n dyra Ne 13
da-gues maxop, BWV 882
lMpenwdust. .. .............. 3.01
Dy2a. ... 2.38
Mpentogusa n dyra Ne 14
ha-anes muHop, BWV 883
Mpenodust. .. .............. 2.53
Dyea......ccciiiiiiii.. 5.11
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Mpentoauns n dyra Ne 15
Conb maxop, BWV 884
lMpemodus. . ............... 2.05
Dyea.......ccovviiii... 1.17
Mpentoamsa n cpyra Ne 16
conb MuHop, BWV 885
lMpemodus. . ............... 4.14
Dyea. ... 3.44
Mpentoams n cpyra Ne 17
Is-6emonb maxop, BWV 886
Mpenodus. . ............... 3.52
Dyea. ... 3.11
Mpentognsa n dyra Ne 18
conb-agnes MuHop, BWV 887
lMpendusi. .. .............. 3.25
Dyea. ... 3.46
Mpentoamsa n cpyra Ne 19
Jla maxop, BWV 888
Mpemodust. . ............... 1.35
Dyaa........coiiiiiiii. 1.36
Mpentoamsa n cpyra Ne 20
ns MuHop, BWV 889
Mpemodusi. . ............... 5.13
Dyaa ... 2.06

Mapwus KOauHa, hoprenmaHo
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Mpentoansa n dyra Ne 21

Cu-6emonb maxop, BWV 890
Mpemodusi . ................ 7.32
Dyea ... 2.15

Mpentogns n dyra Ne 22

cu-6emonb MuHop, BWV 891
lMpemodusi . ................ 1.57
Dyea ... 3.47

Mpentogns n dyra Ne 23

Cwu maxop, BWV 892
lMpenwdust . ................ 1.54
Dyea ... 4.23

Mpentogusa n dyra Ne 24

cn MuHop, BWV 893

lMpendusi . ................ 2.33
Dyea ... 2.04
Bbonyc:
TokkaTa
00 MuHop, BWV 911. . ... . ... 9.47

Mpentognsa Ne 14
¢a-aves mnHop, BWV 883. . ..2.29

CryauiiHble 3anvcy 1953, 1955-1957 n 1936 (BoHyc) ronos
3anuvcu 3 apxusa loctenepagunodoraa (Mpentogun n dpyrn NeNe 13, 14, 16-20, 22-24)

nybnukytoTcst Bnepsble. 3anncu ¢ rpamnnacTnHok Mpamnnactrpect 4192-4195, 78 06/MuH.,

Mocksa, 1936 r. 13 3BykoBoro apxuea MockoBcko koHcepBaTopun (TokkaTta fo-MUHOP U1
Mpentogns da-gues-mMuHop) Ny6rnmKyoTcs B HOBOW, Gonee COBEpLUEHHON pecTaBpaLum.

PectaBpatop: Enena Chbiy. [ln3aiH: Anekcew MHuciok
McnonHuTenbHbI npoatocep: EBreHnn MNnaTtoHos

© & ® 2022 MockoBckasi rocyaapcTBeHHas koHcepsaTopus um. MN.U. YaiikoBckoro

Bce npaBa 3awmiueHbl






