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«Kaxkmoe Bpemst uiet cBoero berxoseHa u cBoero Illybepra»
Enuzasema JleoHckas

Enu3zaBera JleoHckast pogwiachk B 1945 rogy B Tounucu (ee cembsi Obiia
sBakyMpoBaHa u3 Opecchl B Havasie BOIHBI). MaTh Oymyieii MMaHUCTKHA,
KOTZA-TO MeuTaBIlasi MOCBATUTH cebsi My3bIKe, paHO 3aMeTuU/Ia OapeH-
HOCTb JJ0YepU U CcIelasia BCe AJ1s1 pa3sBUTUS ee TajaHTa. B Bo3pacre 11 et
EnusaBeTa BIiepBbie BBICTYIIMIIA C OPKECTPOM, B 13 J1eT fajia COMbHBI KOH-
uept. B 1964 rogy 18-neTHSS MMaHMCTKA Ofepkajia CBOIO MEPBYI0 nmobemy,
MOJIYYUB «30/10TO» Ha III MexXxayHapoIHOM KOHKypce uMeHU [IK. DHeCKy
B Byxapecre. [lepes KOHKYpCOM OHa MPOCTyIIMBaaach y npodeccopa sIkoBa
MwuibIITeiiHa, KOTOPBI 6e3 KoyiebaHMit B35 ee B CBOI KOHCEPBATOPCKMUIL
KJ1acc. Boigaommxcsi My3bIKaHT, U3-3a 601e3HM PYKU BbIHYKAEHHbIN T10JI-
HOCTBIO TIOCBSITUTH CeOsl TeJlarorKe, OH Cpa3y paclio3Ha/l He3aypsiaHbIi
tanaHT EnnsaBeTsl JleoHckoii. «OHa 8ce desaem 00bIKHOBEHHO, HO 8bIX00UM
y Hee HeoObIKHOBEHHO», — TINCAJI OH TT03Ke O CBOe¥ ObIBIIIEl yUeHUIIE.

bynyum cryneHTRO MOCKOBCKOM KOHCepBaTOpMM, JIeoHCKas cTasa jaype-
aToM elle ABYX MEXIYHapOLHbBIX COCTA3aHMIi: KOHKypca Mapreput JIOHT
B ITapmske (1965) u koukypca Koponesbl EnmuzaBetsl B Bproccene (1968).
Ho rnmaBHOe coObITME, BO MHOTOM ONpelenuBIlee NaabHeINii TBOpUe-
CKUI MyTh IMAHUCTKU, TIPOU3O0III0 BHE KOHCEPBATOPCKMX CTeH. baaropa-
ps MyKky, ckpunauy Osery Karany, Enmusaseta JleoHcKas 03HaKOMUIIACh
co CesiTocsiaBoM PuxTepom 1 cKOpo BoIIA B GIVKHMIE KPYT TeHUATBHOTO
my3bikaHTa. C Hauasna 1970-X rogoB HavyaauCh UX COBMECTHbIE BBICTYILJIE-
HMS, MOJIOZIasl apTUCTKA HepeJiKo moMorana Puxrepy Ha peneTUusx, Ipo-
UrpbIBas MapTUIO OpKecTpa Ha BTOPOM GOpTenuaHo.

«BHauane 5 co cnenoii eepoli npusina ece, o uem Cgssmocnas Teogunosuu 20-
80pUJI U KAK OH Uzpai, — Tipu3HaBanach JIeoHcKas, — HACMOIbKO 3Mo 0bL10
00HO3HauHO ybedumenvHo». BMecTe oHM ucnoiaHAT Andante con variazioni
Po6epra IllymaHa, yeThipexpyuHble COHAThI Bonbdranra Amamest Momap-
Ta, IBYXPOSUTbHBIV KOHIIepT ®paHcuca ITysneHKka, TpPaHCKPUIIIIUM MOILIap-
TOBCKMX COHAT DnaBapa ['pura. HacTynmuT HOBOe CToJieTHe, HO ee TOo-TIpex-
HeMy OyIyT Ha3bIBaTb «NOJHOMOUHOLU npedcmasumenvHuyeli Cesmocnasa
Puxmepa» Ha COBpeMEeHHOI CLiEHe, CJIBILIATh B €€ UTPe «Be1UUeCn8eHH bl
dyx puxmeposckoli anoxu» (AHactacusi PaxmanoBa, Deutsche Welle, 2009).
Korga aprucrka npumet pelreHue nMokMHYTb CoBeTckuili Cow3, TO peKo-
MeHgalus PuxTepa oTKpoeT eit ABepu 3ana «Morapreym» B 3anbloypre.
C Toro namsTHOro KoHLepra 1979 rofa Hauanach HOBasi CTpaHULLA B apTU-
cTuueckoit cynbbe EnnsaBeTs JIEOHCKOIA.

BoT y:xe 6071ee copoka JieT MMaHMUCTKa JXUBET B BeHe, T/ie BriepBbie BbICTY-
mia B 1974 rogy. OHa JaeT KOHIEPThI B CAMbIX MTPECTVMKHBIX 3a/IaX MMPa,
BbicTynaetT ¢ Hplo-Vopkckum dunapmonmdeckum, Jloc-AHAKeIeCCKUM,
KnmuBnenackum, JlJougoHckum, Yerickum 1 PorTepmaMckuM huiapMOHU-
YeCKMMM OpKecTpamu, opkectpamu bepnmHckoit dunapmonnm, Lopux-
ckuM Tonxamie u Jleinurckum ['eBaHgxayc-OpKeCcTpoM, HalimoHaabHbIM
opkectpom @paHiun 1 oprectpom ae Ilapu, amcrepmamckum KoHcepTre-
6ay, a Takke ¢ opkectpamu 'ambyprckoro, KéapHCcKOro M MIOHXEHCKOTO
panuo.

Enusaseta JleoHckas urpasa rof yrnpasiaennem Kypra 3aumepnunra, Kypra
Masypa, dnusary Mu6ana, Kpucroda dmenbaxa, Mapuca SIHcoHca, Bragu-
mupa Amkenasu, I0pust Temupkanosa, ITaaso Spsu, Kpucroda don JoHa-



HbU; CPeIV ee aHCaMOJIeBBIX MAPTHEPOB KBAapTeT MMeHu bopoayHa, KBap-
TeT MMeHu Anbb6aHa Bepra, «I'BapHepu-KBapTeT», «DMEpPCOH-KBAPTET»,
BeHckuit pumapMoOHMUYECKIIT KAMepHbI aHcaMOJib, eBUIlbI MapbsiHa JIvi-
roBIek, Bpururra ®accbeHmep U MHOTHE OpyTHe.

Ee crynuitHbie 3amucu oTMedeHbl nipemusimu Caecilia Prize (boprennaH-
Hble coHaTbl MoranHeca Bpamca, 1990), Diapason d’Or (coHata ®epeHiia
JIucra, 1990), Midem Classical Award (koH1epTbI 1Jis1 hopTenmaHo Dennk-
ca MenpenbcoHa-bapronban, 2006) u Opus Klassik (conatst Po6epta Illy-
MaHa, 2020). B 2006 rony EnnzaBeta JleoHcKast 6b11a yOOCTOEHA aBCTPUIA-
ckoro Opgena ITouyeTta «3a HayKy U UCKYCCTBO» | cTereHN.

B o6mmpHOM periepryape EnmsaBeTsl JIeOHCKOI, OXBaThIBaoIeM GopTe-
MMaHHYIO COJbHYIO M aHCAaMOJIeBYIO MY3bIKY TPeX CTOMeTUM, COUMHEHUSIM
@panna Illybepra npuHamiIeskuT ocoboe mecto. B 2015 rogy mmuaHmucTKa
MpoBeJia B aBCTPUIICKOM CTOMMIIE LMK/ U3 HIECTU KOHIIEPTOB, B KOTOPOM
Mpo3By4Ya/in Bce (popTenmaHHble COHAThI KOMIIO3UTOPA, & B TeUeHMe I0-
CIeqyIOIINX TPeX JIeT OCYIIeCTBMIA UX CTYAUIHYIO 3amuch. My3bike Ily-
6epTa 6bl1a IMOCBSIIIIEHA M caMasi TiepBasi ee IIaCTMHKA, BbIMTyIeHHast pup-
Mot «Menonusi» B 1972 romy.

be3ycnoBHO, B 3TO 3anucu 26-JeTHEeN apTUCTKMY BeCbMa OLTYTUMO BJIV-
SIHME PUXTEPOBCKOI aypbl. B KOHIle KOHIIOB, UMEHHO PuxTep BepHYI
Ha «BBICOKYIO» KOHI[EPTHYIO 3CTpaay Iry6epTOBCKIE COHATHI, PACKPBIB 3Ty
MY3bIKY BO BCeli ee HeucuepriaeMoii riryouHe. C Apyroi CTOPOHbI, OH He 06-
pamasicss K BbIOpaHHOI JIeoHCKOi 6obinoit coHate JIga masxkop (D. 959)

HM B KOHIepTaxX, HU B CTyAUM 3BYKO3amucu. B aHHOTaMM K IJIaCTUHKE
SIkoB MUJIBILITEIH OTMETWJI CBOVICTBEHHBIE €11 «MY3bIKANbHbIU UHMEILNIeKM,
uygcmeo Mepol, IMOYUOHAILHYI) 2APMOHUUHOCMb» — KaueCTBa, KOTOpPbIe
«NnpesocXodHO CO0OMEemcmayiom cmuiio uyoepmosckoti My3viKu».

W3 Tpex GONMBIINX COHAT, CO3AaHHbIX IIlyGepTOM B MOCAETHMIA TOM, SKU3HM,
coHaTa JIsi MaxXop HauMeHee M3BeCTHa. BO3MOXHO, ITpuUYMHA B TOM, UYTO
B Heli KyJa SIBCTBeHHee, UeM B CO3JaBaBIIMXCS OJHOBPEMEHHO COHaTax
1o muHop (D. 958) u Cu-6emoinb maxkop (D. 960), oTpaxkaeTcst HOBaTOPCTBO
MYy3bIKQJIbHOTO MbIlieHus Illybepra, MucTudeckasi 3araJjouHOCTb €ro
«TociegHero nepuona». Cobmwoaasi BHeLIHME PpaMKU MPUBBIYHBIX (GopM,
OH (bakTHUeCKM MOPbIBAET C BEHCKO-KIACCMYECKUM MbIIIJIeHeM — 32 BU-
OMMbIMM KOHTYpamMy IPOCTYMAIOT YepThl HOBOTO U, B KAKOW-TO Mepe, TaK
M He peaJM30BaHHOTO A0 KOHIIA MYy3bIK&JIbHOTO MaKpokocMma. «MHozue
€20 0COOEHHOCMU. .. UCKYULam 8000paxceHue; molcauu e08a HAMEUEHHbIX UM
Mblceti xouemcst pazsums», — MACAJ O TIOCTeIHUX IITyOePTOBCKMX ITPOU3Be-
nenusx Po6epr lllymaH.

Tak, MacIITabHbIN 1 BeJIMUeCTBEHHbIV 00K ITIAaBHO TeMbI KaK OyATO 3a-
naeT TOH nepBoro Allegro, HO B masibHeIIeM 3ByKOBOM ITOTOKE <...MblC/lb
KomMno3umopa meuem om CmpaHuyst K cmpauye éce oanvuie u oanvuie» (Ily-
MaH), HaHM3bIBAsI POCCHIIb HOBBIX MOTUBOB ¥ CJIOBHO 3a0bIBasi O CTPOroit
joruke pasputus. C elne 60bIIeli HACTOMUYMBOCTHIO BO3BPAIaeTCsl TeMa
B perpu3e, YTOOBI B ITOCIEAHMX TaKTaX YaCTU UCTasTh B pianissimo, ocTas-
JISISI HAC ¢ YyBCTBOM HepasragaHHoCTH. CTO/Ib HeOObIUHASI KOHIIOBKA rOTO-
BUT K BocIpusThio Andantino; ero moHauajy CKpoMHOe 3By4aHMe JIMIIIb



TTOCTEITIEHHO Pa3BepThIBAETCSI BO BCEIl SMOIMOHAILHON ITyouHe. Ha Bceii
YaCTY JIEXKUT OTITEUATOK CAePKaHHOM CKOpOM, B KOTOPYIO «uU3pedKda 8mopea-
tomcs 6osee peskue nopuies» (Illyman). Ho askypHoe, ITOUTH HEBECOMOE U351~
mectBO CKeplio CHOBA [IePEeHOCUT HaC B MUP CBeT/IbIX I'pe3. OCHOBHAS TeMa
¢umuanpHOrO POHIO, 3aMMCTBOBAHHAS 13 paHHEN COHATHI, [IEPEeOCMbIC/IEHa
B IIECEHHO-TMPUYECKOM KTIoue ; HaberaroIye opoi TeH! MPavyHbIX CO3BY-
YUI1 TOJIBKO MOAUEPKUBAIOT €€ CBET/IOe HacTpoeHue. I BHOBB IpefoCTaBUM
a1oBo lllymany: «...3akaxHuusaem oH 600po, Jiezko U NPueemJiueo, CJI08HO 3a8-
mpa xce moxcem Hauams 8ce cHosa. Ho cydvba pewuna unaue. Co cnoKotiHbIM
830pPOM M0O2 OH 8CMpemums NOCe0Hee MZHOBEHbE.

3anuch COHATHI AOTIONHEHA ABYMSI HeOObIIMMM TTbecaMi, TaKKe CO3/1aH-
HpiMu Illy6epTom B mowtemumii ron kusHu. HaumBHast nupuka Allegretto
no muHop (D. 915) — cepmeunbIit My3bikanbHbIl TpuBeT Llly6epTa «Iopo-
roMmy Ipyry Baibxepy» (Kak HarmicaHo B aBTorpade), ioHole, Apykoa ¢ Ko-
TOPBIM O3apsijia ero KM3HEeHHbI 3aKaT. IKCIIPOMT JIsi-6eMoib Maskop, 3a-
Bepiiaronmii ormyc 90 — BeJIMKOIEITHbIN pUMep «OTpaHKu» (popTenaHHOM

MMHMATIOPBI, B KOTOPOi CMeHa HaCTPOEHMIi TaK IMO-ITyOePTOBCKM CMSTYe-
Ha CBETOTEHBbIO Majkopa ¥ MMHOPA — KaK B ObICTPOTEUHOJ KU3HU, «20e pd-
00CMb U neuaib maxk nepeMeHUUssl U NOPo Mak noxoxcu opyz Ha opyaa, a éce
gmecme — mak HegvlpasuMo NPeKpacHo...» (Imurpuit biaroi).

«S uyscmayr, umo 8 Kakoli-mo cmeneHu npukocHy1acs K LLlybepmy, Ho 3a 3mum
euje oueHv GosbUILE CIOU, KAK NPU pACKONKax» — Tak roBopuia EnnsaBera
JIeoHCKast 0 CBOeM MCITOJIHEHUM 1y6epToBCcKuX coHaT B 2015 romy. C Te-
YyeHMeM BpeMeHU MeHSIeTCsl ee VCIIOMIHUTeTbCKUI CTU/b: 6osiee OTUeTN-
BbIMM CTAHOBSITCS IeTa/Iu, HeYJIOBMMbIe aKLeHTbl 000TallaloT MPUBbIYHOE
HOBBIMM KpacKamu. [ImacTtuHKa, 3anmucanHas B 1971 rogy (Ioutu mojaBeka
Hasaj!), crajia MepBbIM IIarOM apTUCTKM Ha ee 60mbiioM ImyTH K lly6epry.
Ho kak He momMepKk/ia ee MHAVMBUAYAIbHOCTb Ha (DOHE PUXTEPOBCKOTO Mac-
mTaba, Tak U JOCTUKEHUS TIOCTeIHMX JIeT He YMaJISIOT paHHUX 3amuceii
EnuszaBeTsl JIeOHCKOI, B KOTOPBIX OHA yKe MpeACTaeT 3peibiM MacTEPOM.
MacTepoM, yoeauTebHO PacKpbIBIIMM 00pa3HbIii MUP CTOJIb PEAKO 3BY-
yarei nryoepToBCKOI COHATBHI.

Bopuc Myxkoceti



“Every time is looking for its Beethoven and its Schubert”.
Elisabeth Leonskaja

Elisabeth Leonskaja was born in 1945 in Tbilisi (her family was evacu-
ated from Odessa at the beginning of the war). The mother of the fu-
ture pianist, who once dreamed of devoting herself to music, noticed
her daughter’s talent early and did everything she could to develop the
girl’s talent. At the age of eleven, Elisabeth performed with an orchestra
for the first time, and at the age of thirteen, she gave a recital. In 1964,
the eighteen-year-old pianist won her first victory, receiving the “gold”
at the 3rd George Enescu International Competition in Bucharest. Be-
fore the competition, she auditioned with Professor Yakov Milstein, who
without hesitation took her to his conservatory class. The outstanding
musician, who had to devote himself entirely to teaching due to hand
disease, immediately recognized Leonskaja’s remarkable talent. “She
does everything in the usual way, but the result is extraordinary,” he wrote
later about his former student.

When a student at the Moscow Conservatory, Leonskaja received prizes
of two more international competitions — the Marguerite Long Compe-
tition in Paris in 1965 and the Queen Elisabeth Competition in Brus-
sels in 1968. But the main event, which largely determined the further
artistic path of the pianist, took place outside the conservatory walls.
Thanks to her husband, violinist Oleg Kagan, Elisabeth Leonskaja met
Sviatoslav Richter and soon entered the great musician’s inner circle.
In the early 1970s, they started their joint performances, and the young
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artist often helped Richter at rehearsals, playing the orchestral part on
the other piano.

“At first, I accepted everything that Sviatoslav Teofilovich spoke about and
how he played with blind faith,” Leonskaja admitted, “he was so unambig-
uously convincing”. Together they performed Robert Schumann’s Andan-
te con variazioni, Wolfgang Amadeus Mozart’s four-hand sonatas, Fran-
cis Poulenc’s two-piano concerto, and Edvard Grieg’s transcriptions of
Mozart’s sonatas. When the new century came, they still called her “the
plenipotentiary representative of Sviatoslav Richter” on the modern stage
and heard “the majestic spirit of the Richter era” in her performance (An-
astasia Rakhmanova, Deutsche Welle, 2009). When the artist decided to
leave the Soviet Union, Richter’s reference opened the doors of the Mo-
zarteum in Salzburg to her. With that memorable concert of 1979, Elis-
abeth Leonskaja turned a new page of her artistic life.

The pianist has resided in Vienna for more than forty years now. She
performed there for the first time in 1974. She has appeared at some of
the world’s most prestigious venues with the philharmonic orchestras
of New York, Los Angeles, Cleveland, London and Berlin, the Tonhalle
Orchester Zurich, the Leipzig Gewandhaus Orchestra, the Orchestre
national de France and the Orchestre de Paris, the Amsterdam Con-
certgebouworkest, the Czech and Rotterdam philharmonics, and the
orchestras of Hamburg, Cologne and Munich radio. Elisabeth Leonska-
ja has played under the batons of Kurt Sanderling, Kurt Masur, Eliahu
Inbal, Christoph Eschenbach, Mariss Jansons, Vladimir Ashkenazy, Yuri



Temirkanov, Paavo Jarvi, and Christoph von Dohndnyi. Among her en-
semble partners are the Borodin Quartet, the Alban Berg Quartett, the
Guarneri Quartet, the Emerson String Quartet, the Vienna Philharmon-
ic Chamber Ensemble, singers Marjana Lipovsek, Brigitte Fassbaender,
and many others.

Her studio recordings have won the Caecilia Prize (Johannes Brahms pi-
ano sonatas, 1990), Diapason d’Or (Franz Liszt sonata, 1990), MIDEM
Classical Award (Felix Mendelssohn-Bartholdy piano concertos, 2006),
and Opus Klassik (Robert Schumann sonatas, 2020). In 2006, Elisabeth
Leonskaja was awarded the Austrian Cross of Honor for Science and Art,
1st Class.

The works of Franz Schubert take pride of place among Leonskaja’s ex-
tensive repertoire that covers solo and ensemble piano music of three
centuries. In 2015, the pianist performed in the Austrian capital a series
of six recitals performing the composer’s complete piano sonatas. Over
the next three years, she recorded them in the studio. Her very first re-
cord on Melodiya in 1971 was also dedicated to Schubert’s music.

Of course, the influence of Richter’s aura is very noticeable on the re-
cordings made by the then 26-year-old artist. In the long run, it was
Richter who brought the Schubert sonatas back to the “high” concert
stage, revealing all the inexhaustible depth of this music. On the other
hand, he never turned, either in concert or in the studio, to the Sonata
in A major (D.959), then selected by Leonskaja. The liner notes written
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by Yakov Milstein mentioned her characteristic “musical intellect, sense
of proportion, and emotional harmony” as qualities that “perfectly match
the style of Schubert’s music”.

Of the three large sonatas created by Schubert in the last year of his life,
the sonata in A major is the least known. The reason is perhaps that it
much more clearly than the neighboring sonatas in C minor (D.958) and
B flat major (D.960) reflects the innovation of Schubert’s musical think-
ing, the mystery of his “last period”. Observing the external framework
of the usual forms, he actually breaks up with the Viennese classical way
of thinking — behind the visible contours, we see visions of a new and,
to some extent, never fully realized musical macrocosm. “Many of its
features ... tempt my imagination; I want to develop thousands of his barely
outlined ideas,” wrote Robert Schumann about Schubert’s last works.

So, the large-scale and majestic main theme seems to set the tone for the
first Allegro, but in the further sound stream, the sonata ripples “along
from page as if without end” (Schumann), threading scattered new tunes
as if it forgets about the strict logic of development. The theme returns
in the reprise with even greater insistence just to melt into pianissimo
in the last bars of the movement, leaving us with a feeling of mystery.
Such an unusual ending prepares us for the perception of Andantino;
its initially modest sound only gradually unfolds to show us its entire
emotional depth. The whole movement bears the imprint of restrained
grief, into which “harsher impulses occasionally invade” (Schumann). But
the openwork, almost weightless elegance of the Scherzo takes us back



to the world of heartwarming day-dreams. The main theme of the final
Rondo, borrowed from an early sonata, is rethought in a songful key; the
occasional shadows of gloomy consonances only emphasize its bright
mood. And again let us give the floor to Schumann: “.. he finishes cheer-
fully, easily and affably, as if tomorrow he could start all over again. But
destiny had other plans. With a calm gaze, he could meet the last moment”.

The recording of the sonata is supplemented by two small pieces, also
created by the composer in the last year of his life. The naive lyricism
of Allegretto in C minor (D.915) is Schubert’s hearty musical greetings
to “Dear friend Walcher” (as written in the autograph), a young man
whose friendship illuminated the twilight of his life. The impromptu in
A-flat major, which concludes Opus 90, is an excellent example of the
“faceting” of a piano miniature, with the change of moods softened in
Schubert’s way by the chiaroscuro of major and minor - as in a fleeting
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life, “where joy and sadness are so changeable and sometimes so similar to
each other, but all together so inexpressibly beautiful...” (Dmitri Blagoy).

“I feel that, to some extent, I have connected with Schubert, but really large
layers are still underneath, like during excavations,” Elisabeth Leonskaja
said about her performance of the Schubert sonatas in 2015. Her per-
forming style has changed over time: details have become more distinct,
elusive accents have enriched the familiar with new colors. The album
recorded in 1971 (almost fifty years ago!) was the artist’s first step on
her long journey to Schubert. But just as her individuality did not fade
against the background of Richter’s genius, so the achievements of re-
cent years do not detract from Elisabeth Leonskaja’s early recordings,
on which she appears as an already mature master. The master who
convincingly revealed the imaginative world of such a rarely performed
Schubert sonata.

Boris Mukosei
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