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YaitHuK
(CeropmHsi — 0 ITPOLIIOM)

My3bIKa ¥ COpeBHOBaHMe — /iBe Belllyl HeCOBMecTHble. [OHKa 3a mpemMusiMu
BOCIIMTBIBAeT B HAC Te KauecTBa, KOTOpbIe HEOOXOAMMBI CIOPTCMEHY, HO
COBEepILEeHHO He HY)XHbI My3bIKaHTY, ¥ OTK/II0UaeT BCE TBOPUECKOe, OCMBIC/IEHHOe
un nuuHoe. Korma roHka 3akaHUMBaeTCsl, OHa BCE PaBHO IPOAO/DKAETCS IO
MHepLUM, a My3bIKa BOCIPMHMMAETCS! MCK/IIOUMTENIbHO KaK IulaljapM st
OBICTPBIX JBVSKEHMI MTATBLIAMMU U COMYTCTBYIOMIMX STUM ABVKEHUSIM IMOLIMIA.

3aboneBaHyeM, KOTOPOE Ha3bIBAETCS «MTPA HA KOHKYPCaX» 51 B MOJIOLOCTH, KaK
TIOJIOKEHO, Gosest. Virpait st v Ha KOHKypce YaiikoBCKOTO (My3bIKAHThI HA3BIBAIOT €T0
«YariHuk») B 1986 rogy. MeHs Torga He IpONyCTWIN Ha TPETUIA TYP U aivi IPEMUIO
3a JIyylllee MCIIOJHeHMe My3bIKM YaiiKoBCKOTO Ha KOHKypce uMeHM UaiiKoBCKOTO.
Ceiltyac, KOT/Ia C TeX Iop MPOLIJIO yKe MHOTO KM3Hel, MHe 3aX0Te/I0Ch OITISIHYThCS
Ha3aJ, ¥ NpeIoKUTD BallleMy BHMMaHUIO 3Ty apXUBHYIO 3aIMCh.

BerxoBeH. TpeTbst yacTh (Bapuanmu) u3 30-71 coHaThl. B 3TOi1 My3bike MHe
CIBILIAINCh OT3BYKM DPAsHBIX JIPYIMX MYy3bIK, KOTOpble GbLIM HE TONbKO [0
BerxoBeHa, HO u mocie. Hanpumep, Ilaxens6enp, Ckapnatrtu, Tennens, TainH,
IomneH, ly6ept, 'pur, Bpamc, 1, KOHEYHO, — B IOCTAeJHE Bapualuu Iepeq,
BO3BPATOM K TeMe — MOsi Tio6uMasi rpymrna Yes.

JKenmasi mporeMOHCTPUPOBaTh CBOE OTHOLIEHME K TOMY, YTO Ha IE€PBOM
Type 00s13aTelbHO HALO WIPATh ISTIONBI, I ChIrpaJ [Ba 3TioHa 0e3 May3bl:
CKpSIGMHIIIONIEH.

Ha xonkypce YaliKOBCKOrO HaJ0 MIrpaThb MY3bIKy YaiiKOBCKOro. A BOT Kak
pa3 ¢ 3TOi My3bIKOJ MOM OTHOILIEHMS CKJIaAbIBaINCh OYeHb HenpocTo. Korpa

s1 6bUI MaJIeHbKMM, y Hac GbUIa Jjaua B TpexX cTaHumsx ot KinHa, rme Korma-Tto
sk TIétp Wnbuu. CrioBocodeTaHue «IoMMmyseit YaiKOBCKOTO» S YCIIBILIAI
¥ 3alIOMHMII ellle B COBCeM MJIaZileHuyecKoM Bo3spacte. C jaueit y MeHsI CBSI3aHO
oueHb MHoroe. I BrepBble IIPUOBUI TyZla B BO3pacTe BOCbMM MecslieB 1 yepes
HEeCKOJIbKO A Heli «1o1en». B npsiMoM cmbicite. [Ipeofonen paccTosiHue IpUMepHO
B [IBa C [10JIOBMHOI MeTpa, epeIBUrasch C IOMOLIbIO HOT. IMeHHO TaM, Ha 3Toii
aye, MaMa y4msa MeHsl, Halpumep, BUAETb KPacoTy MPUPOJBL. A IOTOM, KOrga
HayaJnuCh MOM B3aMMOOTHOLIEHMSI C MY3bIKOJ, MHe KYNWIM Ha Jady MUaHUHO
«KpacHbli1 OKTSIOPb», YTOOBI s1 TAM MOT 3aHMMAaThCsL. Y, Kak, HaBepHOe, Y KaXKIOoro
COBETCKOT'O «MY3bIKaJbHOTO» peGeHKa — PSIIOM CO CMePTeNbHBIM 3aHYICTBOM
raMM ¥ I3TIONOB BO3HUMK «[IeTCKuii aapb0M», KOTOPbIi MaMa ymena Kak-TO
TaK OOGBSACHSTH, UTO BCE 9TO Cpa3y CTAaHOBWJIOCh HEOTHEMJIEMOJ YaCThI0 MOEit
COGCTBEHHO XM3HM. IIOTOM MOSIBUINCH HEKOTOpbIE APYrye COYMHEHMSI 3TOrOo
aBTOpa. V1 — BOT 3TOT caMblii «IOMMYy3eii», KyJja Mbl HEOTHOKPATHO e3[VIN.
B o6111em, YaitkoBCKOTO T JIIOOWIT.

A motom s cran B3pocieTb. Korga s JOCTUI TMHeNIXepCKOro Bo3pacra
¥ Hayaja MPOTEeCTOBATh MPOTUB BCEro, sl MEPBBIM LEIOM COPOCKMI C MapoXona
coBpeMeHHOCTM YailkoBCKOro. Been 3a HUM mosneTenu U Opyrue ero KOJUIerw,
HO MMeHHO YaiiKOBCKMIi Ka3aJicsi MHE OIUIOTOM BCEro TOrO, YTO MHeE YyXKIO.
51 «Hawen ce6si» B My3bike XX BeKa U y)Ke uepe3 Hee CTaJl MBITAThCS 0CO3HABATh
Koe-4To U3 npepnpigyiiero. Ho YaiikoBCKOro B CIMCKe pa3pellleHHbIX aBTOPOB He
6b110. EMy 6bIIO KaTeropnyecku He MecTo psimoM ¢ Meccuanom, CTpaBUHCKUM,
ITpokodbeBbiM, lllocTakoBuueM, XMHAEMUTOM, LIIHMTKe M APYTMMMU «MOUMMU»
romriosuTopamu. Hy a oToMm s IOCTYIM/I B KOHCEPBATOPUIO, U CTAJIO SICHO, UTO
MHe MpefCcTOMT TOTOBUTbCS K KOHKYPCY MMEHM 3TOro camoro YajiikoBCKOToO.



A wrpatb 4T0-1160, He olyIas My3biky Ha 100% cBoeii, st He Mor. UTo ke enaTh?
1 B KaKo-TO MOMEHT §I B3SUI ¥ IIOYEMY-TO IIO€Xal B «JOMMYy3€eii», B KOTOPOM
He 6bUT K TOMY BpeMeHM yke OYeHb JaBHO. BbUto ommymieHne, 6yaTo s mpuieTen
TyAa U3 OPYroi XXU3HU, U3 JPYTroro Mupa, Iae APYyroil s3bIK, Jpyryie 3aKOHbI, BCE
Ipyroe. 11 BOT, CTOIO ¥ MbITalOCh MbIC/IEHHO CMOHTMPOBATb «<KMHO», TO €CTb, TISAS
Ha JOPOKKM, IT0 KOTOPBIM Iy/sia YaiiKOBCKMIA, TOAIOKUTD 1107, 3TY KAPTUHKY €ro
My3bIKy. He nomy4aeTcsi. BXoXy B oM, CMOTPIO Ha €r0 pOsi/ib, €r0 AVPVKEPCKYI0
Majiouky, ero pykomucu. Huxakoro sddekra. Ilepexoky B Jpyryrd KOMHATY.
KpoBartsb, muikak, Xajart, Tarouku. X, Aymaio, Bpsiz, v [Iétp Wnbud 61 661 paj,
ecu Obl Y3HAJ, UTO KaXKAbIN J€Hb B €r0 IOM MPUXOOAT KaKue-TO UysKue JIIOAU
M CMOTPSIT Ha BCE 3TO.

51 cen B 3NMEKTPUYKY U IMoexan o6paTHo B MockBy. U BOT TYT OHO U Ciy-
ynnaock. He 3Hato nmovyemy. S BAPYT mouyBcTBOBasa YaiiKOBCKOTO Kak yeloBeka
MpesenbHO OLMHOKOTO, IIPefeNbHO 3aKPBITOrO U GecrpesebHO TOHKO Iepe-
KuBamwoulero Mup. Kak yenoseka, Aj19 KOTOPOro XU3Hb — 3TO, MpeXJe BCero,
HEBO3MOXXHOCTb CYacThsl. HeBO3MOKHOCTb IpeojosneTh IpaHMIbl — GyAb TO
TPAHUIBI COIMATBHBIX HOPM WM BpeMEeHHbie TPaHUIIbl, OTBEIEHHbIE UeoBe-
Ky B ero 3eMHOM Tpe6biBaHuu. I 0OJHOBPEMEHHO C 3TUM — OIlfyllleHne abco-
JIIOTHOJ rapMOHMM UM CKa304YHOI KpacoTbl, IOTOMY YTO Tparm3M HeBO3MOX-
HOCTY — 3TO TOJIKO Hallle JIMYHOE COCTOSIHME, KOTOPOe BCE PaBHO 3aKOHUMUTCS
C OKOHYaHMEM 3TOIi XKM3HU. BOT ceituac s1 mMbITalOCh BCE 3TO CHOPMYIUPOBATH,
a TOTZA OHO BO3HUKIIO, pasyMeeTcsi, 6€3 BCSIKUX CJIOB M PACCyKOEHUI, IIPOCTO
cpasy — pas ... " BOT.

ITporodbeBa s1 m06M1 Beerna. 51 fake He ITOHMMAI0, KakK MOXKHO He JTIOOUTh
TIpoxodbena!

Emle yuyach B 1IKose, s IPeATIOYNTasI €ro COHAThl Mpou3BeneHusiM MouaprTa,
BerxoBena, Illomena, Jlucra. I o6mskajicsi, KOrma CJIbIiajg, 4YTO, JecKaThb,
y IIpokodreBa «HeT smouuit». Yero taM Ipasja HeT — 3TO 60J€3HEHHOCTU
U mouuiocTu. I MMmeHHO IIO3TOMY TaM €CTb HACTOsllee YyBCTBO M HACTOSIIASA
kpacota. My3sbika [IpokodbeBa ienana co MHOM YTO-TO OUeHb BaKHOE, HAa KAKOM-
TO MMKpOypoBHe. OHa Ka3ajacb MHe MOJEe/bI0 TOTO MMUpa, Ije MHe XOTelOCh
6bI KUTh, €/ GBI MOXKHO ObUIO BbIGMpPATh. B 3TOM Mupe BCE OUEHb IIEJIbHO,
TaM HeT «6opbObI 106pa co 310M». Ckaska TaM He MeHee peajbHa, YeM PUTM
coBpeMeHHOro ropozia. CMeIIHoe cepbe3Ho, a cepbe3Hoe CMelTHo. PaspyieHne —
3T0 (opMa CO3MZAHMS, @ JKECTKOCTb TOUYHO TaK K€ COCTOMUT U3 JII0OBU, Kak
Y HESKHOCTb.

TarbsiHa IlerpoBHa HwukomaeBa pacckasbiBasa MHe, KaK OJHaXIbl OHa
npuexajia 3aHMMAaThCs K ee nejarory Anekcannpy bopucosuuy FonbieHBeiizepy
Ha Jauy, Ha Hukonmuy ropy: «.../ BOT MbI T03aHMMAaJIUCh U MOLUIU TYJISTD B JIEC.
A naBcrpeuy uaet Ipokodbes. On 06okan jiec! VI roBoput Ham: “TTouwtu Ko MHe,
. mym Hogylo coHamy Hanucan. [asatime s éam ee cvizpar”. VI oBen Hac K cebe.
Cen u cTam Urpath, U TaM MeJJIEHHAs! YacTh — KaK GyATO OGbI 9Ta My3bika cama
nipuiia u3 neca. v Cepreit CepreeBud crieinaabHO 3aAePXKMUBaJICS HA HEKOTOPBIX
aKKOpZax ¥ 060poTax, KOTOpble eMy OCOOEHHO HPaBMIIMCh, U, UIPasi, TOBOPUII:
“Bom ceiiuac... ciywatime, mym makoe JjiecHoe mecmo 6ydem... BOT ono! BOT! ...
cetiuac ewje pas... BOT!..” — oH O4eHb XOTeJI, YTOO6BI MbI TOYYBCTBOBAIM 3TO TaK,
KaK YyBCTBOBAJI OH CaM».

Urak, nionp 1986 roma. Mue 20 net. I cuky Ha cueHe Bosbiioro sana
KOHCEpPBATOPUM, BBITIOJTHAK «YIIPA)KHEHUS C YATHUKOM» U UILYy JIeKapCTBO OT
«KOHKYPCHOTO MuaHm3Ma». Ha MoeM BooGpaxkaeMoM 3HaMeHM HamycaHa ¢pasa,



KOTOPYIO CcKasan Korga-To [eHH [ynba: «McnonHeHue — 3mo He COpeéHOB8AHUE,
a nob6osHoe npuknwueHue» (A performance is not a contest but a love affair).
A B utone 2016 roza s CVKY BMECTe CO 3ByKOpeskuccepoM AHacTacueii Pbi6akoBoii
B (GaHTaCTMIECKO} CTYOMM MaCTepVHIa, KOTOpasi HAXOOUTCS TIPSIMO 3a CLIEHOI
Bonbiroro 3ana KOHCEpBAaTOPUH, Ie BCE 3TO U MPOUCXOAWIIO. 3alMCH IIPEKpacHO
COXPaHWWINCh, ¥ MBI CJIBIILIMM He TOJIBKO UIPY Ha posiie, HO U aTMocdepy 3TOro
3asa 30 JieT Ha3aj, KOraa He 6bUI0 MOOMIBHBIX Telne(OHOB, a KAl TOpas’fo
pexxe, ueM cejtuac. [IpaBzia, y KOro-To cpaboTajo 4To-TO BpOAie OYAMIbHMKA — KaK
6yznTo oH moaxBaTui MOTHB 13 CoHaThl [[pokodbeBa, TOUHO MOMAaB B TOHATbHOCTh
¥ 06aBMB K 3TOI FeHUATbHOM My3bIKe ellle OAUH YPOBEHb CMbIC/IA.

Bripouem, B 3ajie He TOJIBKO JIIOIM, HO ¥ KAKUM-TO 06pa3oM 3aeTeBLINii Tyaa
BOpoGeii. Ero ronoc 0co6eHHO XOPOILIO CiblieH B «SIHBape» YaiikoBCKOTO, U OH
HMYYTb He MeHee BaXXeH, YeM Te HOTbI, KOTopble Hanucas [1éTp Vnbuy. Biaromaps
3TOMY BOPOGBIO 3aIVCh IIPEBPAIaeTCsl B COBEPLIEHHO APYTOii sKaHp. 51 ;ymalo, 9To
TaKyI0 MHTepIpeTanuio YaiikoBCKOTo BIIOIHE 0m06puiiu 6b1 U Keitmsk, 1 Meccuas,
u KypéxmH — Kaxzplii mo-cBoemy. Jla u YaitkoBckuit 661 ono6pmi. Ero my3sbike
TeCHO B IIOMeIIeHNSIX, OTPAaHMYEHHBIX PYKOTBOPHBIMM CTeHaMM, U Bopobeit
HAMOMHWI Ham 06 3ToMm. IIpy 9TOM y Hero 6bUTO0 GeccriopHOoe MPeUMYIEeCcTBO
nepej, HaMJM, yYaCTHMKaMy KOHKypca: OH OblT cBoGomeH. IIpuieTesn, BHICTYIINI
B Bonbiiom 3ane KoHcepBaTOpuM, CBsi3aB siHBapb 1876 roja c uioHeM 1986-ro
u uionem 2016-ro — u yneren. [JaHHas 3amyuch MyGIUKYETCSI C €ro Ji00e3HOro
paspenieHus..

AB2016




Tchainik
(Today about the past)

Music and competition are incompatible things. Pursuit of awards fosters
athletic qualities a musician doesn’t need at all, and turns off the creative,
the meaningful, the personal. When pursuit is over, it still goes on under its
own inertia, and music is perceived as a platform for fast finger movements and
emotions that accompany those movements.

Competitive pianism is an illness that I, too, suffered from in younger years.
In 1986 I played at the Tchaikovsky Competition (musicians call it “Tchainik” —
the Russian word for teapot). I was not admitted to the final round but got a prize
for best performance of Tchaikovsky’s music at the competition named after
Tchaikovsky. Now, many lives after that moment, I feel like looking back and
bringing this archival recording to your attention.

Beethoven. The third movement (variations) from the 30" Sonata. In
that music I heard echoes of various other musics that existed not only before
Beethoven but also after him. For instance, Pachelbel, Scarlatti, Handel, Haydn,
Chopin, Schubert, Grieg, Brahms and, of course, in the last variation before
the reprise of the theme, my favourite band: Yes.

Wishing to demonstrate my attitude toward the fact that the program
of the first round must include etudes, I played two etudes without a pause —
Scriabinchopin.

All participants must play works of Tchaikovsky at the Tchaikovsky
Competition. And that was exactly the music [ was not on easy terms with. When
I was a young boy, we had a dacha (a vacation home) three stations away from
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the town of Klin where Pyotr Ilyich had lived. I heard and memorized the word
“Tchaikovsky housemuseum” when I was in my babyhood. Many important things
were associated with the dacha. I first arrived there at the age of eight months and
started walking a few days after — quite literally. I walked a distance of about two
and a half meters on my two legs. It was there, at the dacha, where my mother
taught me to see the beauty of nature. And then, when I began my relationship
with music, a Krasny Oktyabr’ (Red October) upright piano was purchased and
brought to the dacha so I could practice there. And, as was likely the case with
any Soviet child with musical inclinations, amidst a row of fatally boring scales
and etudes, there came the Tchaikovsky’s Children’s Album. My mom was able
to somehow explain this music so that it immediately became an integral part
of my life. Some of the composer’s other works came later. And then there was
the “housemuseum,” where we went on a number of occasions. In short, I loved
Tchaikovsky.

Then I started to grow up. When I entered my teens and started to protest
against everything, Tchaikovsky was the first thing I threw overboard from the ship
of modernity. His colleagues and contemporaries went overboard right after him,
but it was Tchaikovsky in particular who seemed to be the responsible party for all
things alien. I had “found myself” in 20* century music, and through it tried to find
my way to music of the past. However, Tchaikovsky was not on the list of approved
composers. He was strictly denied any place next to Messiaen, Stravinsky,
Prokofiev, Shostakovich, Hindemith, Schnittke and other composers “of mine.”
Then I entered the conservatory and it dawned on me that [ would have to prepare
for a competition named after that very same Tchaikovsky. I was unable to play
anything without feeling it was 100 per cent mine. What could I do? At a certain
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moment for some reason I went to the “housemuseum,” where I hadn’t been for
a long time. I felt as if I had arrived there from another life, from another world
where they speak a different language and have different laws, where everything
is different. So there was—1I stood there trying to edit a “film” in my mind, gazing
at the paths Tchaikovsky used to walk along, dubbing his music to the picture like
a soundtrack. All in vain. I entered the house, looked at his grand piano, his baton,
his manuscripts. No effect. I moved to another room. A bed, a jacket, a dressing
gown and slippers. Eh, I thought, Pyotr Ilyich would hardly be pleased to know that
strangers come to his house every day and look at all his things.

I took a train back to Moscow. And then it happened. I don’t know why.
I suddenly felt Tchaikovsky as an extremely lonely and extremely closed person
who had an infinitely subtle perception of the world; as a man to whom life was,
first of all, an impossibility of happiness, an impossibility to overcome borders, be
it the borders of social norms or temporal borders assigned to a man during his
earthly existence. And at the same time, he had a sensation of absolute harmony
and fabulous beauty because the tragedy of impossibility is just our personal
condition that will end as soon as this life ends. Now I'm trying to formulate all
this, but at that moment it of course appeared without any words and reasoning,
just all at once, out of the blue.

I always loved Prokofiev. I don’t even understand how one can dislike
Prokofiev.

When I was a schoolboy, I preferred his sonatas to the works of Mozart,
Beethoven, Chopin, Liszt, and many others. It hurt me to hear someone say that
Prokofiev had “no emotions.” What he really lacks is morbidness and banality.
That’s why he has really deep emotions and really powerful beauty. Prokofiev’s
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music did something important to me at a certain microlevel. It seemed to be
a model of the world where I wanted to live in if I could choose. Everything in that
world is so integral, void of conflict between good and evil. That fairy-tale world
is no less “realistic” than the pulse of a modern city. What’s funny is serious, and
what’s serious is funny. Destruction is a form of creation, and harshness consists
of as much love as tenderness does.

Tatiana Petrovna Nikolayeva told me how she once came to her teacher
Alexander Borisovich Goldenweiser’s dacha at Nikolina Gora. “...The lesson was
over and we went to the forest — and ran into Prokofiev. She adored the forest!
And he said, ‘Let’s go to my place, I've written a new sonata. Let me play it for you,’
and he led us to his place. He sat down and started to play, and the slow movement
sounded as if that music itself came from the forest. Sergei Sergeyevich made
deliberate stops at some of the chords and sequences he particularly liked and
said as he was playing, And now... listen, this is the forest spot... HERE it is! HERE!
... once again now... HERE!..” He wanted us to feel it like he did.”

So, it’s June 1986. I'm twenty years old. I sit on the stage of the Grand Hall
of the conservatory, doing my “tchainik exercises” and looking for a medicine
that cures competitive pianism. My personal imaginary banner features a phrase
by Glenn Gould - “A performance is not a contest but a love affair.”

Now it’s July 2016, I'm sitting with sound engineer Anastasia Rybakova
in a fantastic mastering studio located right behind the stage of the Grand Hall
of the conservatory where this all happened. The recordings have been preserved
in perfect condition, and we hear not only the piano but also the atmosphere
of the audience thirty years back when there were no mobile phones, and people
coughed much more seldom than now. Nevertheless, something like an alarm
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watch rang once during the performance, and it took up the tune from Prokofiev’s
sonata perfectly in key, adding another level of meaning to that masterpiece.

However, not only were there people in the audience, but also a sparrow who
somehow managed to get in. Its voice is especially well-heard in Tchaikovsky’s
January, and it is no less important than the notes written by Pyotr Ilyich.
The recording gets transformed to a completely different genre thanks to that
sparrow. I guess that Cage, Messiaen and Kuryokhin would fully approve of such
a rendition of Tchaikovsky, each in his own way. And Tchaikovsky would, too. His
music does not fit in the venues bordered with man-made walls, and the sparrow
reminded us of that. At the same time that sparrow had an indisputable advantage
over us, the contestants — it was free. It flew in, performed at the Grand Hall of the
conservatory, connecting January 1876 with June 1986 and July 2016, and flew
away. This recording is published with its kind permission.

AB2016

Translated by Nikolai Kuznetsov and AB
Edited by Cazimir Liske
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AnTtoH Bataros
Konkypc umenn Yaiikosckoro 1986

MNetp YaitkoBckuin

1 OyMKa,cou.59 . . .o 9.10
Anekcanpp CkpsabuH

2 3moB,cod. 65 N2 L. 3.05
®pepepuk Lonex

3 Omopa®amaxop,cod. TON28. . . . . .. 241

Jopsur BaH beTxoseH

CoHarta ans doprenuaHo N2 30 Mu maxop, coy. 109

4 1ll. Gesangvoll mit innigster Empfindung . . . . . ... ... ... ... .. ... 12.59
Cepreit MpokodbeB

CoHata ans doptenuaHo N2 6 Jla maxop, cou. 82

5 LAllegromoderato . . . . . . . . . 8.38
6 ILAllegretto . . . . . . . e 5.11
7 lll.Tempodivalzerlentissimo . . . . .. .. ... .. ... 7.49
8 IV.Vivace. . . .. 7.08
MNetp YaitkoBckuit

9  fuBapb (Y kamenbka) u3 umkna «BpemeHa roga»,cod. 37 bisNel . . .. ... L. 5.55

Obuee Bpems: 62.43
AHTOH bararos, dpoprenuaHo

3anucu u3 bonbluoro 3ana MockoBCKOW KOHCepBaTOpUM,
KOHKypC umeHu .M. YaiikoBckoro, nioHb 1986 .

MactepuHr: AHacTacus PbibakoBa, cTyamns bonbluoro 3ana
MockoBckol koHcepBaTopuu, uonb 2016 .
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Anton Batagov
Tchaikovsky Competition 1986

Pyotr Tchaikovsky

1 Dumka, Op.59 . . . . . e 9.10
Alexander Scriabin

2 Etude,Op.65No.1 . . . . 3.05
Frédéric Chopin

3 Etudein Fmajor,Op.10N0.8 . . . . . . . .. .. . 241

Ludwig van Beethoven

Piano Sonata No. 30 in E major, Op. 109

4 1ll.Gesangvoll mit innigster Empfindung . . . . . ... ... ... ... .. ... 12.59
Sergei Prokofiev

Piano Sonata No. 6 in A major, Op. 82

5 LAllegromoderato . . . . . . . . . i 8.38
6 ILALegretto . . . . . . o e 5.11
7 lll.Tempo divalzerlentissimo . . . . .. . ... ... . .. . 7.49
8 IV.Vivace . . . . . 7.08
Pyotr Tchaikovsky

9  January (At the Fireside) from The Seasons,Op.37 bisNo.1 . . . . . ... ... .. 5.55

Total time: 62.43
Anton Batagov, piano

Recorded live at the Tchaikovsky Competition, the Grand Hall
of the Moscow Conservatory, June 1986.

Mastered by Anastasia Rybakova at the Grand Hall studios
of the Moscow Conservatory in July 2016.
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