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MCKYCCTBO MAPUU IOANHON

Ho uepamo, uepams cpedu u 0

J1H00€li MOMCHO MOJIBKO A3bIKOM

U HanpsiyeHuem c0etl Inoxu.
Mapus Onnna

IlpencraBuTh McKyccTBO Mapuyu BenmammuHoBHbl IOpunHoit  (1899-1970)
BO BCeJi MMPOTe ee MMAHUCTUUECKOTO Hacleusl — OCHOBHAs 1Liesib Koyekuun. Ee
10 TIpaBy MOKHO Ha3BaTh YHUKAJIBHOI — U B TIOA00pe paHee He M3JIaHHBIX 3aIy-
ceit (Tpemoauu, cod. 11 CkpsibuHa, counHeHust AHIpess BoJKOHCKOro, AHTOHA
BeGepHa, KOHLIEpTHbIE 3amucu «XOpOLIO TeMIEPUPOBAHHOTO KiIaBMpa» bBaxa),
U B MPUCYTCTBUU PEKOCTEN Naxe sl KOIEKIMOHEePOB I0JMHCKOrO MCKYCCTBa
(B epByI0 Oouyepenb 3TO ee MHTepIperauuyu [lepBoro KoHuepra Ais dopremnmu-
aHo ¢ opkecTpom YaiikoBckoro, Bapuanmit Mouapra Ha Temy MeHyaTa JKana-Jlyn
Iionopa, «Bapmuauuit Ha pycckyio Temy» BetxoBena, counmHenuit K. Ceporuxoro,
K. lInmaHOBCKOTO...).

Bormpeky ycTosiBIIeMycst MHEHMIO 00 1136MpaTe/IbHOCTY perlepTyapHbIX IIPeATIo-
yteHmit FOAMHOI, KPyr KOMIIO3UTOPOB, UbK0 MY3bIKy OHa MCIIOJIHSUIA, ObLT upe3-
BbIUaiiHO MMPOK: OoT V.C. Baxa 1 ero mnpeauiecTBeHHMKOB 10 MY3bIKM aBaHTapja
XX Beka.

Bor smuib HekoTopble (akThl. Ha BBITYCKHOM COJBHOM KOHIIEpTe (110 OKOHYa-
Hyy IleTporpanckoii KoHcepBaTopuy 1o Kiaccy doprernmano y JI.B. Hukonaesa
B 1921 ropy; panee yumnach y B.H. [Ipo3nosa, A.H. Ecuniosoit, ®. M. BirymeHdenbaa)



I0nmHa nconmHMIa M36paHHble mpestroayy 1 Gyry 13 «Xopomo TeMIIepHpPOBAHHOTO
Ki1aBupa» Baxa, [Ipemoanio u byry pe MmuHop [masyHoBa, CoHaTy ¢ MuHOD JIncTa.
TTo3ke MuMaHMUCTKA HEOJHOKPATHO BKIIIOYAJIA 3TY COUMHEHMs B CBOM (DmIapMOHU-
yeckye KiaBupabeHnpl, a XTK Baxa ocTaBajcsl B ee periepTyape Ha IMPOTSDKEHUM
BCeit ee apTUCTHUUECKOIT ku3HM. OmHAKO TiepBble 3amcy I0aHOI 6bUTM OCYIIEeCT-
BJIEHBI TOJIBKO B KOHIle 1930-X rofioB, 1 Mbl, HABePHOE, HUKOIZIA He YC/IbILUM ee
uHTeprperaiuit @anrasun da muHop, [pemoauii, cou. 28 IlloneHa, CM-MUHOPHOI
Conatsl U «Ilo mpouteHuu danTe» Jlucra, CoHatsl da MmuHOp Bpamca, opraHHbIX
TPAHCKPUITLMIA U coumHeHuit by3onu, Bocbmoit conatsl IIpokodbesa... B 1920-
1930 rozpr Ha cieHax MoOCKBbI U JIeHMHTpasia B ee UCIIOTHEHUI COCTOSIVCDH TIpe-
Mbepbl counHeHuit W. lnnnnnrepa (B aHcambie ¢ A.KaMeHCKMM ¥ aBTOPOM),
Konuepta nyis1 doprernmano ¢ opkectpom . KieHeka, «Illectn mbec» u3 «My3bIKu
s oprenmnano», cou. 37 II. Xmumemura, [Taptutel mjisi GbopTenmaHo € OpKe-
crpoMm A. Kasesbl, poprenmaHHbIX mbec, cod. 11 u cou. 19 A. llIén6Gepra (Harom-
HMM, UTO I€pBOe KcIojHeHne B Poccun mbec [IénGepra, cod. 11 mpuHaIIEKAT
TTpokodbeBy); Mo MHULIMaTHBe OOMHOI HEOTHOKPATHO MUCITONMHSIAach «CBaeOKa»
CTpaBMHCKOTO — a6COMIOTHOTO KyMMpa MMaHNUCTKY (B TIepBOM ycronHeHuy 0nuHa
urpana B aHcamb6ie c I.IToroBbiM, A. Macnakosel, [I. [lloctakoBuuem). B 1935-m
IpoxkodseB nopapmi eif 9K3eMIULIp HOT «Bereit B ce6e», cod. 45, ¢ HaAMMChIO:
«Mapuu BeHuamuHo8He HA nNamsmb O ee UCNOJIHeHUu 2-20 KOHyepma». Jji1 Hac
OCTaHYTCS JiereHJaMu U BbICTyIieHMs1 JOAuHOI ¢ opKecTpoM 1oj, yIpasiieHueM
1. TopeH1TeiiHa, rae oHa coaupoBaia Bo Bropom koHuepre ITpokodnesa (B CCCP
MepBoe MCIIOJHEHME T0C/ie aBTOPCKOTO), MCIIOMHEHVE (GOPTENMaHHO! MapTuu
B «[Ipometee» CkpsiouHa (oupwkep — 3. Kymep), yuactue B cuMGbOHNYECKUX KOH-
ueprax mop ympasienuem [I. Mutpomynoca u I.CebactbsiHa, K. 3aHmepinHra,
I. llepxeHa... MbI MO’KeM JIVIIb M3YMJ/ISITECSI JIereHIApHBIM (DakToOM aHCcam6/1eBOro



BbicTyIUIeHMs FOmmHoit 1 COPPOHMIIKOTO — BBITYCKHMKOB Kiacca JI.B. Hukonaesa
B 1921 ronmy. B cocrosiBumiemcst B 1930 romy KoOHIepTe sipuajiiiye apTuUCTHUe-
CKJe aHTUIIO/bl SMOXM MCIIONHWIN Ha ABYX PosUIIX counHeHus lllymana, By3onu,
Je6roccit...

V MHOTMX TNMOKJIOHHMKOB MCIIOJTHUTENIbCKOTO MCKyccTBa uMsl OpmHOM yacto
accoummpyeTcsi ¢ My3bikoii XX Beka. To, 4To cpefyt Halllei MMaHUCTUUeCKO JIUThI
OHa 6bUIa MTPAKTUYECKU eIVHCTBEHHO, KTO 06PAIIaICs OCTOSIHHO M IIPUHLIAIN-
abHO K My3bIKe XX BeKa, — haKT, roBopsIILit 0 MHOTOM. «Mbl, cO8pemeHHble NUAHU-
cmot, cmoum neped 2parduo3Hsim Hoswiv mupom Hosoli my3viku, Hosoli muiciu, Hosoll
opmut, Hoswvix cmbicios, Hosbix cpedcme», — micaia oHa B 1961 roay B CBSI3 € TBOP-
YeCcTBOM KOMITO3UTOPOB COBpeMeHHOCTM. OHAKO HOBbIE MUPBI, MBICJIU ¥ CMbICJIbI
OHa CJIblIIaja, OTKpbIBasIa ISl CJIylIaTesei 1 B KJIacCUUeckoM pernepryape.

Tlo oTHOLIEHNIO K aKageMM3MpoBaHHO KynbType 1930-60-X rogoB MCKYCCTBO
OnuHOI BUAUTCS CerofHsl Kak CTOMYECKOoe MPOTUBOCTOsSIHME. KOHeuHO, MHTeN-
sextyanusm IOnmMHO He MOT He CMYIIATh ee KOJIJIer — ee Urpa yallle paclieHMBa-
JIach Kak «paccynoyHasi». Bmecte ¢ Tem IOnyHy ynpekanu B yTpaTe 4yBCTBa MepbI,
B TOM, UTO OHa Mrpaja «Iuiib cebs». Kak mucan I.M. Koran, «nuanusm FOOuroti
6L NUAHUBMOM KpatiHocmell; 3o10mas cepeduHa Ovlia eti He3Hakoma, 6osee mMmozo —
HeHasucmHa». C 3TUM TPYIHO He comacuUThesl. C TO3ULIMIT TPUBBIYHBIX KAHOHOB
UCTIOJIHUTENIbCTBA MCKYCCTBO IOmMHOI 6GbUIO [1€MICTBUTENBHO CBOEBOJIbHBIM,
¥ OTKa3 OT TPAJAUIIMOHHBIX TIPEICTAB/IEHMIT ObUT C €e CTOPOHBI AKTOM CO3HATE b~
HBIM, LIeJIeHaIIpaBIeHHbIM. BOT ee cyioBa: «MHbIM 8 UCKYCCMBe HPABUMCSl CeHMUMEH-
ManvsHOCM®, a 8 My3blke Hpasumcs, K02da uHmepnpemamop 6 c60em NPOHUKHOBEHUU
8271y0b He udem O0asblie NPUBbIUHOZ0. ... O cy0BeKmueu3me 6CNOMUHAIOM, K020a UCNoJ-
Humens Hapywaem “npasuna”. Ho amu mHumble “HapyuieHus” NoOUUHSIOMCs c8oell
svicueli 102UKe U 8 umoze COCMAgA0M CMpoLiHoe U cmpozoe XyooxcecmeeHHoe yeJioe.



... Koz0a macmep cmpemumcsa k svipasumensHocmu, mo He dymaem o “npasusibHo-
cmu’”, ... OH €800uUm 80e0UHO HecoeOUHUMOe, OH Jlenum, OH noduepKusaem npomu-
80peuUsoCMy oceewjeHus, u mem docmuzaemcs: 3adymaHHoe eo3delicmeue». Tak,
1o paccykaenuio IOmyHoit, My3bIKaHT «pazdusdaem yenu KaHOH08».

HecKkosbKO LITPUXOB K apTUCTUYECKOMY MOpTpeTy Mapuyu BeHaMHOBHBI.

OcTaeTcst 3araikoii YHUKAIbHBINA CIUIAB 1OUHCKOU MOHYMEHMANbHOU Mdac-
wmabHOCMU U IAKOHU3MA 8bipasumensHolx cpedcme. OIMHAKO, CIyLIast IeIeBpbl ee
VICTIOJTHUTEIbCKOTO MCKYCCTBa, Mbl YOEXKIAeMCsl, UTO STOT JIAKOHU3M HE TOJIbKO
He TIPOTMBOPEUUT apTUCTUUYECKOMY UYBCTBY MOHYMEHTATbHOTO, HO CTAaHOBUTCS
HeIpeJIoXKHBIM YCJI0BMEM ero 3BYKOBOTO BOILIOLIEHNSI. 3HAUUTEIbHOCTD U JIaKO-
HIU3M B MCIIOJTHUTENbCKON KOHIemuu HOmuHOi — MOHATHS aMOWBaJeHTHbIE,
Benb Graromapsi SKOHOMUM (TIOPO¥i ke CKYIOCTH) UCIIONHUTENbCKUX CPENCTB
ee MHTepIpeTalyy Kak pa3 1 HecyT B cebe TO, UTo OHa cama (hopmyaupoBaia Kak
«OeCKOHeUH Y0 HazpyHeHHOCMb, KaK Y 3pen020 n100d, 3Ha4UmensHOCMy Kaxooti Homo!
U nayswt».

CJIOBHO YeKaHKa CJIOB B «CyXOM» aKyCTMUYECKOM ITPOCTPAHCTBE — B TaKO¥ 3BY-
KOBOJi atMocdepe KpUCTAUIU3YIOTCS MCIIOTHUTENbCKME KOHLEMIUUM MHOTUX
npemouit «XOpoIIio TeMIIepMpoBaHHOTO KiIaBMpa» baxa (4acTo y Hee 3Byua-
IYX B MOJUEPKHYTO MOHOXPOMHO AMHaMMUeCcKoil manautpe), coHat Mouapra,
pannero berxoBena, skcmpomtoB lllyGepra; mpeoGiagaHie MUAHUCTUIECKOM
OTTOYEHHOCTH, OYIb TO GapOYHAsi TOKKATHOCTb, MACCAsKHBIE «POCCHIMN» KJIac-
CULIMCTCKOTO, JIM60 IIYGePTOBCKOTO MMCbMa BOCIHPUHMMAIOTCSI COBEPIIEHHO
OPraHNMYHO B CUCTEMe BbIPA3UTETbHBIX CPEACTB MMEHHO HOJMHCKOTO MCIOTHU-
TEJIbCKOTO CTWISI. BmecTe ¢ TeM 3GbdeKThl IMraHTCKMX 3BYKOBBIX ITPOIIOPINIL
¥ 00bEMOB, CJIOBHO BBIBOASIIMX MY3bIKY B HOBbIe Mepbl MaciiTaba, MpuaalT
MPOYTEHUSIM «XPOMAaTUYEeCKOi (aHTasuu U (Gyru», JTUCTOBCKUM COUYMHEHUSIM,



CBSI3aHHBIM C MY3bIKOI1 Baxa, 0coOblif TOHYC (110 ee ONpelesieHNI0) «3HaAUUMOCmu
8vickasbieanust». Ho uto xapaktepHo, 0nyHa 1 31ech mpe6piBaeT B paMKax MHTeJ-
JIEKTYaJIbHOV CAMOJVICLATUIMHBI ¥ aDTUCTUYECKOTO ACKEeTU3MA.

Cpeny My3bIKaHTOB cepeiHbl XX BeKa Mbl TYT e/lBa JIM HaliieM aHaJo-
TUIO — ee HAaIO 6bUIO ObI UCKATh B JPEBHEPYCCKOM I[€PKOBHOM MEHMHU, KOTOPOE,
cioBami [1aBia GIoOpeHCKOro, «ydusumesnsHo Kak npodyxdaem kacanue Beunocmu».
@uocod roBoput He 06 aGCTPAKTHOI BEYHOCTM, HO O TOI, UTO «8OCNPUHUMA-
emcs 8 Hekomopoti 6e0HOCMU 3eMHbIMU COKposuLamu». KOTVHA TTy6OKO UTHIa VIMSI
u counHeHus: ®nopeHckoro. HeynyBuTenbHO, YTO MMEHHO TaKasl acKeTuyeckas
6eTHOCTh CBOJCTBEHHA U IOJIMHCKOV 9KCIIPECCHU. ACKETM3M ee MMaHUCTUIECKIX
cpencTB 6eCKOMIIPOMMCCHO OTPUIIAET TO, YTO OTPULIAET APEBHEPYCCKOe TIeHNe —
a MMeHHO (110 OIOPEeHCKOMY) «002amcmaeo 38yKos, 2071008, 001aueHull», 160 Koraa
TaKoe TMpesibliaioiiee GOraTCTBO BCTYMAeT B CBOM IpaBa, «HACMYyndaem 3eMHOe,
u Beurocms yxo0um u3 oyuiu».

3HAYMUT JIM ITO, YTO MHTeprperanyyu IOOMHON CBOGOAHBI OT Apamarvsma?
Koneuno, HeT. Ho TOJIBKO 3TO 0c00btil Opamamu3sm. YMeCTHa 3[eCh ellle OfHa rapa-
nenb — rpaduka B. A. @aBopckoro, KoTopyio 0ayHa BbICOKO LeHwa: «B dpamamu3sme
€20 IUCN08 Hem HUue20 My4umensHoeo, Cy0opoHHO20 ... MO Opamamusm MyxcecmeeH-
Hotll. ... Kozda paccmampusarom npouseederust Bradumupa AHOpeesuua, mo npasuibHo
8UOIM 8 HUX Cuy 0000WeHuUsl, He NPOCMO 3pumenvHoe gneuanmJeHue om npedmemos,
HO U NoHUMaHue ux cyujHocmu. Co3HamensHwuiii 0mkaz om wino30pHozo npagoonodoous
noseonsn Oagopckomy, 8KIUAS 8 CB0U AUCMbL WUPOKULL KpY2 A6J1eHULL, BCKPbIBAMb UX
8HYMpeHHUe 3aKoHoMepHocmuU U cesa3u. To e u 8 UuHmepnpemamopckoM UcKyccmee».
IleiicTBUTENBHO, «cUia 0000ujeHus» paBHO3HauHa y IOmMHOM [apy OCMBICJIEHMS
MYy3bIKaJIbHOTO TIPOM3BEe/IeHNS C BBICOTBI S1TMYECKOIO CBETa.

OTKas OT YyBCTBEHHOJ KpacoTbl 3ByKa KOMIIEHCUPYETCS  JPYyIUMM



BbIPa3UTeIbHBIMM CPEICTBAMM. DTO XapaKTepHeIIIast SHepeust pumma — To pa3mMe-
TaBILErocsl, Kak ObI COLIEIIEro C 0Ceji My3bIKaTbHOTO IIPOCTPAHCTBA M BpeMeHI,
TO OTUETVIMBO MYJIbCUPYIOLIET0, OPraHM3yIoLero.

B unTepmnperanusix KOpnHO (0CO6€HHO — COUMHEHMIT KPYIHbIX (GOopM) ueT-
Kasi KOHCTPYKTMBHOCTb O€peT BepxX HaJ MPeCOBYThIM <«MMIPECCHOHU3MOM»
YYBCTB U «TE€KYUECTbI0» (POPMBI. ITOMY OHA MTPOTUBOIIOCTABIISIIA IPUHIIUIT APXU-
MeKMoHUUecko20 civluiaHust. IIpakTUyecky BO BCEX ee MPOUTEHUSIX TPUCYTCTBYET
TO, UYTO B apXUTEKTYpe MMEHYeTCS «WazoM KOHCmpYKyuu»: «dmo u onopa, u cye-
nieHue, u Kpenielue, U pummuueckas eouHuyd, u pasgumue 80 8pemMeHu U Nnpo-
cmpaucmee...», — KOMMeHTHpoBana lOgyHa. Y NMaHuCTKM 3TO, KakK IpaBUIoO,
IMHAMUYECKN Y PUTMUYECKY TIOAUEePKHYThIe «OMOPbI» U «apKu». Mbl CJIBILINM UX
u B akcnpomrtax llly6epra, 1 B coHaTax Mouapra, 11, KOHeUHO, B cOHaTax beTxoBeHa
cou. 106 1 cou. 111 (McTUHHbBIE IOAMHCKMeE 1IefieBPbI B IIpe/ijlaraeMoM KOMIUIEKTe),
rze Takue GopMOoCTpOUTEeIbHbIE OCTOBBI 0GYCIOBIEHbI CMBICTIOBOI ApaMaTypruei
6eTXOBEHCKMX KOJIOCCOB. TaK CIBILIMTCS U «apXUTEKTypa» FOIMHOI, Iie KOHCTPYK-
TUBHasE MOHYMEHTAJIbHOCTb 3BYKOBBIX IIPOIIOPLMII OIpesiessieT BHYTPEHHIO
Heo6XOAVMOCTb BCEro MaTepyaa, BRIPACTAIOLIero O CUMBOIA KOCMUYIECKY BeU-
HBIX TaDMOHMM ¥ MOPSifIKA.

Ho, noxkayii, camasi penbedHasi albTepHaTVBa 3BYKOBOMY aCKeTM3MY B I103-
TuKe KOmmHoI — 9T0 ee GoraTeitiast UHMOHAYUOHHAs IKCnpeccusHocmy. Vnest acke-
TUYECKOTO GECCTPACTHsI 3[1eCh KaK Obl CTPEMUTCSI OTIPOBEPTHYThH Ce0st — KaKIbIM
«HEOXXMIAHHBIM» TOBOPOTOM (pasbl, CJIOBHO 3TO SIPKME CIIOJIOXM, 03apsIIoLiye 3BY-
KOBbIe aGpUCHI (KaK, HATpuMep, B 6aXOBCKMX «XpomaTuueckoii hanTasum u dyre»,
B [I0Ia4ax TeM B ¢yrax no-ame3 MuHOp, Pe maskop, Mu maskop, B [Ipentogyn u dyre
Mu-6emosb MuHOp 13 I Toma XTK). YacTo BO3HMKAET OIIyIeHNe, YTO MHTOHA-
LIMOHHAs1 KCIIPeCccHsi BIACTHO BTOPraeTcsl B MEPHOCTb My3bIKaJbHOTO BPeMeHH,



pacimpsieT ero, yrogo6isisich 0paToOpCKOMY IIpyeMy IUITepoosl. JexiamMmaioHHast
BBIPA3UTETbHOCTD SIBHO YKa3bIBaeT Ha O6IIYIO TPUPOJLY MCIIOTHUTETbCKOTO MCKYC-
crBa IOnyHOI ¢ pUTOpMYECKMMIM 3aKOHaMM TIOCTPOEHMSI OPaTOPCKOI peun.
CrieniManbHO 37,€Ch HafIo CKa3aTb O CBOeOOPA3HOM IIpeIOMIeHUY IIPUHIUIIA
BBIPA3UTEIbHOCTH, 110 CYTH, He MMEIOLIero HUYero o6Iero ¢ pacxoXuM MOHSI-
TeM 3Toro tepmuHa. I[lo ybexxpenmio HOouHoOM, «Hawa, my3sikanmos, 3adaua
ecmb nobyxdeHue cyuiamens K uzeecmHoil dyxo8Holi HANPABIEHHOCMU, U 8 IIMOM
CMbICTIe CONPUKOCHOBEHUE C MY3bIKOL — MONUOK K HOB0MY NOHUMAHUK PeanbHO-
cmu». DTOMY OHa IIPOTUBOIIOCTABIISIA GaHATBHYIO «271d0KOCMb, OKPY2JI0CMb, C1d-
HEHHOCMb — He yelbHocmb, Hem! — a nonpocmy npuuecaHHocme. Ho kak maxoe
dasnexko om enasHozo, Mozo, 4mo MH020, MH020 daswiuii mHe Bonecnae Jleononvdosuu
SB0pcKull NPOHUYAMENBHO UMEHOBAN “00YyX0MBOPEeHHOCMbI0 CUMBOAUKU ”». FOmMHa
KOMMEHTVPYET MbIC/b SIBOPCKOTO: «My3biKa 6edb He Konupyem amoyuto, He “yoea-
usaem” ee, OHa (Kax HeKuli cCuMB0.) yKasvleaem Ha Hee! ... UcmuHHblli 600XHOBEHHbLI
apmucm He nodpaxjxcaem IMoyul, a MeOPuUm ee CUM80J, U €20 IMOYUOHANLHOCID
ecmo, 8 CywHOCMU, Npuem cuUM8oauueckoli goipasumensHocmu». CO6CTBEHHO, Uzest
CUMBOJIMYECKO} BbIpasuTenbHOCTY s IOnuHO yHMBepcanabHa U MOgYMHEHa
HeM3MEeHHOI! IIe/IV 80CX0XM(0eHUsl, ycmpeMieHUs: K BLICOKOMY LIeHTPY, B KOTOPOM
cobupaeTcst — Kak B (OKyce — MY3bIKaTbHO-CMbICIOBOE IIPOCTPAHCTBO. DTOT
nipueM y KOnMHOI OCTOSIHEH: MbI BCTPETUM €ro U B MHTepIIpeTaryu 6axoBCKOi
®aHTasum u3 «Xpomaruyeckoii panrasumu u Gyru», rge opraHu3ymouye My3bl-
KaJbHOE BpeMsl JMHUM-KACKA[bl, CIOBHO YCTPEMJIEHHbIeé B GECKOHEYHOCTb,
03apsIIoTCs TIpeeNIbHO pesibe(HBIMM IKCIIPECCUBHBIMY TAPMOHMUECKVMY Bep-
TUKAISIMM; TOT JK€ TIPUeM HAIlOMHUT O cebe B GJIYKZalomeii IOMKOCTM TeMa-
Tm3Ma «IItnnsr», «Koposel», «IIpuHueccel bann» nukna >Konuse «MaHa», Mbl
YCJIBIIIMM €T0 ¥ BO BTOPO# 4acTy GETXOBEHCKOI 32-i1 COHATBI, T/ie IIOCTPOEHMS



6eTXOBEHCKOI (OpManbHOM KOHCTPYKILMM HATIOTHSIOTCS MO-IOJMHCKMA OCO-
60¥i AMHAMMUYHOI LIEHTPOCTPEMUTETBHOCTHIO... I B KOHIIe KOHIIOB MbI TIOHM-
MaeM, UTO 3TO He IMPOCTO MPU3HAK MCIIOJHUTE/bCKOTO TEXHNYECKOTOo IIpuema,
HO HeyTo 6ojiee 3HAUMMOE, KOHIEMIMOHHO BaXXHOE: npeodosiens, NOOHIMbCs,
socnapums, o6pecmu. [IoToMy MOMEHT HOCTUTHYTO 1ieu st Y0muHoit Beerma
Ba)KHee Criaja.

«CUMBOIMYECKast BHIPA3UTETbHOCTh» €€ UIPBI — ITO NYJbC U HU3Hb MY3bIKATBHOL
opmbl. [IBVIKYIIASICS OMyXOTBOPEHHAsE apXUTEKTYPa, BHICTPOEHHAs U3 CJIOB, (pas,
TIpeIOsKeHMiA, — oHa y I0mHoi 6yKBalbHO 3pUMa. 30aHus YCTPEMIEHHOTO yXa —
9TO Beb U CJIOXKHENIINE CIIeTeHUsT CTPYKTYpbI «[Ipenmonum u dyru» [masyHoBa,
M KIACCUIVCTCKM CTpojiHble Allegro m ¢uHampHble uyacty 5-it u 12-it coHaT
BerxoBeHa, conat MouapTa; 9To, HakKOHell, KOHTeHMalIbHO NpernoaanHast I0auHoi
aKcrpeccus 29-it conatsl Berxosena. JleTanbHoe 1is K0mmMHO HeOOX0AMMO JIUIITh
MIOCTOJIbKY, TIOCKOJIbKY OHO SIBJISIETCST OTGIECKOM 06BHEKTUBHBIX MOHYMEHTATbHBIX
MIPOIOPIINIA, yTBEPKAEHMEM Ha/l-BPEMEHHBIX Ha/l-11€PCOHAbHBIX BEJIMUMH.

Ilp TOM, YTO NMAHUCTUYECKMIT Touepk IOmuHOI 6e301M60YHO Y3Ha-
BaeM, YOUBISIET ee Aap NMPOHMKHOBEHMSI B Pa3Hble My3bIKaJTbHble CMBICTBL. BOT
XOTs1 6bI ee MHTepIpeTanyuyu counHeHni kKonua XIX win panHero XX Beka, Kak
OHAa rOBOPWIIA, «NPOUjaHUs ¢ INOXOL Hauana Hauiezo cmoiemusi». Conara Jle6roccu
(B aHcamb6ie c H.IIlaxoBcKoi), MOCTpOeHHas Ha M3BICKAHHBIX KOHTPACTaxX
HaCTPOEHMIT OT MeOUTATUBHOCTY, CTATUYHOCTU IO MOTOPHOCTH, 3aTEINBOI
UTPBI PUTMOB, TIPK 3TOM 6Goratast TeMGPOBOCTh B KPACOUHO-TIACTEIbHBIX TOHAX,
GTy>KIalolye TapMOHUN-GIMKY — IyX HEYJIOBUMOCTH, KaK B HOUHBIX Ieji3axax-
BUIEHUSX; U PSIIOM — CYMPauyHOCTh, YYBCTBO OCTaBJIEHHOCTM M MeEJIaHXOJINY-
HOCTU B «[lokKenTeBUIMX CTpaHMUIAX» paHHero MsCKOBCKOro; 3To u Bapmauum,
TIpentonyy repBbIxX o1rycoB [IIMMaHOBCKOTO ¢ UX ITepeMeHUMBOCTbI0 HACTPOEHMIA,
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rMOKOI arormMKoil 4yacTeix ritenuto, accellerando, Bipouem, nmogaHHbIX IOpnHOM
B CIeP)KaHHOI MaHepe, ¢ SICHO¥ JIOTMKOJi TeMaTnueckoii paboTtel. Ho gaske B TaKOM
KOHTeKCcTe QoprenyaHHble MUHMATIOPs! Mycoprckoro B npouteHuu HOmyHOi
6yaTO 060C06/IEHbI CBOEI MCKPEHHEI, IIOUTV HaMBHOI BbIPA3UTETbHOCTHIO. UTO
9TO? COUYBCTBME, BepHee — CO-UY8CMB08AHUE XU3HEHHBIM KOJJIM3USIM, OTPaskeH-
HbIM MyCOprckumM? BCe Ta K€ «CUMBOIMU3ALMsT» GOV UeTI0BEYEeCKOTO OBITHS?..

Ee opHa rpaHb uckycctBa KOmmHOI packpbIBaeTCs B MHTEPIIPeTAlMsIX aHCaMb-
JIeBO# My3bIKY XX BeKa, IPe/ICTaBIeHHbIX B JAHHOM KOJUTeKLMN. B nonekadoHHBIX
Tepnkux co3Byunsix Cemnrera CTpaBMHCKOTO, B aCMMMETPUYHBIX — OCTPOYTOJIb-
HBIX, KYOMCTUIECKVX — ITPOIIOPIMSIX €ro Ke JBYXPOSUIbHOM «LIMPKOBOI MONBKI»,
B 3 deKTHO-3aKMUraTeNIbHOM, YEeTKO PUTMOBAHHOM BUPTYO3HOCTM «Bapmanuit
Ha Temy [laranuuu» JloTocaasckoro I0ayHa 1 ee mapTHepbI BOCCO3/AI0T YpOaHU-
cTUYecKyio popmyiy «6ypu u HaTucKar. [lepen Hamu IOgyHa — He TOMBKO 6@30TKa3-
HBIIi ¥ YyTKUIT aHCAMOJIVCT, HO U MBICJIUTEIb, IPEKPACHO 3HAIOIINI XapaKTepHbie
cBoiicTBa MojepHu3Ma snoxu 1930-60-x romos..

B koHueptHoMm wucronHenuu 1961 roma Musica stricta. Fantasia ricercata
BonkoHckoro IOpyuHa (aBTOp MOCBATMII COUMHEHMeE ejf) Ipernofana KOHIeN-
LMIO He B IyaHTMIMCTMYECKO) MaHepe (KaK MCIIOJNHSI CaM aBTOP), & B CBOEV],
XapaKTepPHO IOAMHCKOM — C IOJYEPKHYTO) MHTOHALMOHHON ¥ (pas3supoBOd-
HOJi 9KCIIpeccyueif, ¢ 0COObIM CBOJCTBOM BBIPAa3UTENbHOM IO3TMU3ALMUU 3BYKO-
BbIX abcTpakumii. TOT Ke MPUHIUIT Mbl YCIBIIIMM M B OTBJI€YEHHBIX 3BYKOBBIX
KOHCTPYKIMSIX TPOKO(GbeBCKoit «Bemu B cebe», cou. 45 N21; UMEHHO TaK 3BY-
yaT y Hee u Bapuauumu, cou. 27 BebGepHa, rae momekadoHHO-cepuitHas TeXHUKa
BOCIIPMHMMAETCS] HAMY JIMIIb KaK MTOBOZ, AJISI CYObeKTUBHOTO BbICKA3bIBAHVS TEX
«HOBbIX MbICTIEL» U «HOBbIX CMbIC/I08», KOTOPbIe I0nMHa, Kak Mbl IOMHMM, aCCOLIM-
upoBaja ¢ My3bikoit XX Beka. ITo cioBamM BOJIKOHCKOTO, «8 ee ucnojHeHuu 0vlia
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KaKas-mo cu/d, Heeeposimuas sHepausl, peoxas ybexcoeHHocms ... OHa ymena ybesxc-
dame! ... Bo3MOX(HO, ee “3aHOCUN0” HA CYeHe, HO UMEHHO CYOBeKmuUBU3M ee UCNOIHe-
HUSl 51 YeHU1 0COOEHHO BbICOKO».

TBopuecTBO — 1M, Kak roBopuiia cama I0nnHa, «6uyscmeosaHue» — eCThb «Ucmo-
KoBaMuUe HU3HEHHbIX sie/ieHull». VIMeHHO 3[ech PacKpbIBAeTCsl BayKHeNIii, eciin
He LIeHTpaJIbHbII IPUHIMII XYA0KHMUecKoi1 Bepbl 0anHOI. Ene B 1926 rogy oHa
neknapupoBasa cBoe credo: «Hado Hayuums cyuiamenst akmusHOMY 80CNPUSIMUI —
Hado, umobbl u y Hezo pabomana panmasus, umobsl pacluuGpPossiéana “usmeHeHue
00pasos”, ... 8vi3eame caywamens c1edogams 3a co6oio no “xopudopy” nonsmul,
00pasos, yesvlx NAacmos Kyasmypsl U Mupa — 60m 06 amom s meumaro». Takosa 1esb
¥ ITyTeBOAHAsI 3Be3/1a Ha MPOTSDKeHMM BCETO ee TBOPUECKOro MyTu. iMeHHO B amom
ee MacCMOHAPHbIN MPU3BIB K CJIYIIATENIO: TIOHSATh UCKYCCTBO, IPUPO.Y, ObITHE, BCe
YCTpOeHVe MUPO3TAHMSI KaK JYX08HOe ycmpeMaeHUe 86bICb. B TaKOM — 11ealbHOM —
MpeoOpaskeHNY 3eMHbIX HECOBEPIUIEHCTB TOTI0CA IMYHOCTHOTO U BHEIIEePCOHATb-
HOTO CTaHOBSITCS BEJIMYMHAMM TOKIECTBEHHBIMMU.

[la, ee 3ByKOBbIE CYIMBOJIBI OBITHSI MOTYT Ka3aThCsI I€/ICTBUTEIBHO YMO3PUTEIb-
HbIMM. HO HaJlo yTOUHUTD: 5TO UMEHHO YMO3PUMENbHAS IKCNPECCUst — NbLIKOe Uy6-
CMeo 3pawjezo yma.

Hesamonro no yxoma u3 skusHu l0nmHa omnpepensina: «Hy#HO autls NOMHUMb
0 8bl00pe passeduHsoweMy 0yXy aHAIU3A NPOMuUBONoCcMas/iime dyx cuHmesa, pac-
nady uckyccmea Ha snemeHmol — YeJI0CMHOCMe. B UCNOTHEHUU MOXCHO NPOCMO Oblme
HCUBBIM, €CTNECTNBEHHBIM, JIOUUHBIM — 8Ce N0 0MOeILHOCU, N0 JIeEMEHMAM. A MOXCHO,
U0 OIM JHU3HU, C8010 MbILCTIb OMKPUCIMAIU308aMb 8 MAKUE YeN0CnHble (POpMbL, Umo
OHU 6Ydym Bblpaxcams cymy U CMblCIl co8pemeHHocmu. Haue npubnusiceHue K nocmu-
JHCEHUI0 MY3bIKATILHOZ0 NPOU36edeHUsl 6eCKOHEUHO...»

Bnadumup YuHaes
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THE ART OF MARIA YUDINA

But playing, playing among and
for people, is only possible with
the language and tension of your
own era.

Maria Yudina

The main purpose of this collection is to present the art of Maria Veniaminovna
Yudina (1899-1970) in the entire breadth of her pianistic legacy. It can rightly be
described as unique thanks to the selection of previously unreleased recordings
(Scriabin’s Preludes, Op. 11, compositions by Andrei Volkonsky and Anton
Webern, the live recordings of Bach’s Well-Tempered Clavier) and the presence
of recordings that even the collectors of Yudina’s art might find rare (these are,
first of all, her interpretations of Tchaikovsky’s First Piano Concerto, Mozart’s
Variations on a Minuet by Jean-Louis Duport, Beethoven’s Variations on a Russian
Theme, and works by Kazimierz Serocki and Karol Szymanowski).

Contrary to the well-established opinion about the selectivity of Yudina’s
repertoire preferences, the circle of composers whose music she performed was
extremely wide: from J.S. Bach and his predecessors to twentieth century avant-
garde music.

Here are some facts. At her graduation solo concert in 1921 (she studied
piano at the Petrograd Conservatory under Leonid Nikolayev; she had also been
a student of Vladimir Drozdov, Anna Yesipova and Felix Blumenfeld), Yudina
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performed selected preludes and fugues from Bach’s Well-Tempered Clavier,
Glazunov’s Prelude and Fugue in D minor and Liszt’s Sonata in B minor. Later
on, the pianist repeatedly included these compositions in her philharmonic
Klavierabenden; Bach’s Well-Tempered Clavier stayed with her throughout her
artistic career. However, Yudina made her first recordings in the late 1930s, and
we will probably never a have a chance to hear her interpretations of Chopin’s
Fantasy in F Minor and Preludes, Op. 28, Liszt’s Sonata in B minor and After
a Reading of Dante, Brahms’s Sonatas in F minor, Busoni’s organ transcriptions
and pieces, and Prokofiev’s Eighth Sonata... In the 1920s and 1930s, in Moscow
and Leningrad, she premiered the works by Joseph Schillinger (playing together
with Alexander Kamensky and the composer), Ernst Krenek’s Piano Concerto, six
pieces from Paul Hindemith’s Klaviermusik, Op. 37, Alfredo Casella’s Partita for
piano and orchestra, and Arnold Schoenberg’s piano pieces, Op. 11 and Op. 19
(we remind that it was Prokofiev who premiered Schoenberg’s Op. 11 in Russia).
On her own responsibility, Yudina repeatedly played Stravinsky’s Wedding — the
composer was an absolute idol for the pianist (on the first occasion, Yudina played
it together with Gavriil Popov, Alla Maslakovets and Dmitri Shostakovich). In 1935,
Sergei Prokofiev presented her with a copy of Things in Themselves, Op. 45, with
the inscription: “To Maria Veniaminovna in memory of her performance of the 2nd
Concerto”. Her performances with the orchestra conducted by Jascha Horenstein
when she played solo in Prokofiev’s Second Concerto (in the USSR, it was the first
performance of the work after the composer’s one), her piano part in Scriabin’s
Prometheus (conducted by Emil Cooper), and her participation in the symphony
concerts conducted by Dimitri Mitropoulos, Georges Sébastian, Kurt Sanderling
and Hermann Scherchen will also remain legends for us. We can only marvel at
the fact that Maria Yudina and Vladimir Sofronitsky, two graduates of Leonid
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Nikolayev’s class of 1921, played a joint concert in 1930. The most irreconcilable
artistic antipodes of the age performed Schumann, Busoni and Debussy on two
pianos.

Many fans of the performing arts associate Yudina’s name with twentieth
century music. The fact that she was practically the only one among our pianistic
elite who turned to twentieth century music constantly and as a matter of
principal speaks volumes. “We, contemporary pianists, are facing the enormous New
World of New Music, New Thought, New Form, New Meanings and New Means,” she
wrote in 1961 speaking about contemporary composers’ works. However, the new
worlds, thoughts and meanings that she heard and discovered for the listeners
also lied in the classical repertoire.

When it comes to the academicized culture of the period between 1930s and
1960s, Yudina’s art is seen today as a stoic confrontation. Of course, Yudina’s
intellectualism could not help but embarrass her peers, and her playing was
often regarded as “rational”. At the same time, Yudina was reproached for losing
her sense of proportion, for the fact that she played “only herself”. As Grigory
Kogan wrote, “Yudina’s pianism was a pianism of extremes; she was unfamiliar with
the golden mean, moreover, she hated it”. This is hard to disagree with. From the
standpoint of the customary canons of performance, Yudina’s art was truly self-
willed, and the rejection of traditional notions was a conscious, purposeful act on
her part. Here’s what she once said: “Some like sentimentality in art, and in music
they like it when an interpreter does not go further than usual in his insight. ... They
think of subjectivism when an interpreter violates the “rules”. But these imaginary
“Violations” are subject to their highest logic and, as a result, constitute a harmonious
and strict artistic whole. ... When a master strives for expressiveness, he does not
think about “correctness”, ... he brings together incompatible things, he sculpts,

16



he emphasizes the inconsistency of lighting, and thus he achieves the intended effect”.
This is how, according to Yudina, a musician “breaks the chains of canons”.

A few touches to the artistic portrait of Maria Yudina.

The unique fusion of Yudina’s monumental scale and laconism of expressive
means remains a mystery. However, as we listen to the masterpieces of her
performing art, we get convinced that this laconism not only does not contradict
the artistic sense of monumental things, but becomes an indispensable condition
for its realization in sound. Significance and laconicism in Yudina’s performance
concept are ambivalent concepts. Thanks to economical (and at times even stingy)
performance means, her interpretations carry in themselves what she formulated
as “infinite loading, like a ripe fruit, significance of each note and pause”.

As if chasing words in a “dry” acoustic space - this is the right acoustic
atmosphere for crystallizing the performing concepts of many of the preludes
from Bach’s Well-Tempered Clavier (she often interpreted them in a pointedly
monochromatic dynamic gamut), Mozart’s sonatas, early Beethoven and
Schubert’s impromptus; the predominance of the characteristic pianistic polish,
be it the baroque toccata style or the scattered passages of the classicist or
Schubert’s manner, is perceived quite organically in the system of expressive
means of Yudina’s personal performing style. At the same time, the effects of
gigantic sound proportions and volumes, as if bringing music into new measures
of scale, add a special tone, as she put it, of “significance of utterance” to the
renditions of the Chromatic Fantasy and Fugue, and to Liszt’s pieces associated
with Bach’s music. Tellingly, Yudina stays in the framework of intellectual self-
discipline and artistic asceticism here as well.

Among the musicians of the mid-twentieth century, we can hardly find
an analogy - actually, we should be looking for it in Old Russian church singing,
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which, in the words of Pavel Florensky, “awakens the touch of Eternity in an amazing
way”. The philosopher does not speak about some abstract eternity, but of the one
that is “perceived in certain poverty as earthly treasures.” Yudina deeply revered
Fr. Florensky and his writings. It is not surprising that this kind of ascetic poverty
is also characteristic of Yudina’s expression. The asceticism of her pianistic means
uncompromisingly denies what Old Russian singing does — namely, according to
Florensky, “the wealth of sounds, voices, vestments”, for when this tempting wealth
comes into its own, “the mundane comes, and Eternity leaves the soul”.

Does it mean that Yudina’s interpretations are free from drama? Of course
not. However, this is a special kind of drama. Another parallel is appropriate
here - Vladimir Favorsky’s graphic works that Yudina appreciated so much:
“There is nothing painful, convulsive in the drama of his sheets ... This is a manly
drama. ... When they look at Vladimir Andreyevich’s works, they correctly see the
power of generalization in them, not just a visual impression of objects, but also an
understanding of their essence. Conscious rejection of illusory credibility allowed
Favorsky, as he includes a wide range of phenomena in his sheets, to reveal their
internal laws and connections. The same is true about interpretive art”. Indeed, for
Yudina, the “power of generalization” is equivalent to the gift of comprehension of
a piece of music from the height of epic light.

The rejection of sensual beauty of sound is compensated by other expressive
means. This is the most characteristic energy of rhythm - it is at times scattered
as if it descends from the axes of musical space and time, or clearly pulsates and
streamlines.

In Yudina’s interpretations (especially when she interprets large-scale pieces),
clear constructiveness prevails over the notorious “impressionism” of the senses
and “fluidity” of the form, to which she opposed the principle of architectonic
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hearing. Almost all of her readings have what they call in architecture a “structure
step”. “This is a pillar, and a clutch, and a fastener, and a rhythmic unit, and
development in time and space...”, Yudina commented. With her, it is, as a rule,
dynamically and rhythmically emphasized “pillars” and “arches”. We hear them
in Schubert’s impromptus, in Mozart’s sonatas, and, of course, in Beethoven’s
sonatas, Opp. 106 and 111 (Yudina’s true masterpieces in this collection), where
such form-building frames are conditioned by the semantic drama of Beethoven’s
colossi. This is how we hear Yudina’s “architecture”, where the structural
monumentality of sound proportions determines the inner necessity of the entire
material that grows up to the symbol of cosmically eternal harmony and order.
But perhaps the most prominent alternative to the sound asceticism in
Yudina’s poetics is her wealthy intonational expressiveness. Here, the idea of
ascetic dispassionateness seems to be seeking to disprove itself — with every
“unexpected” turn of the phrase, just like bright flashes illuminating the sound
outlines (as it is, for example, in Bach’s Chromatic Fantasy and Fugue, in the
presentation of the themes in the C sharp minor, D major and E major fugues, in
the Prelude and Fugue in E flat minor from the first volume of the Well-Tempered
Clavier). Tt often feels like intonational expression imperiously intrudes into
regularity of musical time, expands it, becoming similar to the rhetorical device of
hyperbole. The declamatory expressiveness clearly indicates the general nature of
Yudina’s performing art with rhetorical laws of construction of oratorical speech.
The peculiar refraction of the principle of expressiveness, which, in fact, has
nothing to do with the common concept of this term, deserves a special mention.
According to Yudina, “our, musicians’, task is to encourage the listener to have
a certain spiritual orientation, and in this sense contact with music is an impetus to
a new understanding of reality”. She opposed it to banal “smoothness, roundness,
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congruence — no, not integrity! — but, simply speaking, polish. But how far it is from the
main thing, from what Boleslav Leopoldovich Yavorsky, who gave me so much, astutely
called “spirituality of symbolism”. Yudina comments on Yavorsky’s thought: “Music
does not copy an emotion, does not “double” it, it (as a certain symbol) points to it!
... A true inspired artist does not imitate an emotion, but creates its symbol, and his
emotionality is, in essence, a device of symbolic expressiveness”. As a matter of fact,
for Yudina, the idea of symbolic expressiveness is universal and subordinated to
the unchanging goal of ascent, striving towards a high center, where the musical
and semantic space conglomerates like in a focus. This is a constant device with
Yudina: we will see it in her interpretation of Bach’s Fantasy from the Chromatic
Fantasy and Fugue, where the endless, cascading lines, which sound as if they
streamline time, are lit up with extremely vivid expressive harmonic verticals; the
same device is in place in the wandering fragility of the lines of L’Oiseau, La Vache
and La Princesse de Bali from André Jolivet’s Mana; we will hear it again in the
second movement of Beethoven’s 32nd Sonata, where Yudina fills the parts of the
Beethoven formal structure with special dynamic centripetence in her peculiar
way... And in the end, we understand that this is not just a sign of the performer’s
technique, but something more meaningful and conceptually important: to
overcome, to rise, to soar, to gain. Therefore, Yudina believes that the moment
when the goal is reached is always more important than declination.

The “symbolic expressiveness” of her playing is the pulse and life of a musical
form. Yudina’s moving, inspired architecture, built of words, phrases and
sentences, is literally visible. The buildings of the striving spirit are, after all,
intricate combinations of the structure of Glazunov’s Preludes and Fugues,
Beethoven’s classicistically orderly Allegro and final movements of Beethoven’s
fifth and twelfth sonatas, and Mozart’s sonatas; this is, finally, the expressiveness
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of Beethoven’s twenty-ninth Sonata rendered by Yudina so congenially. For
Yudina, minute things are necessary only to the extent that they are a reflection
of objective monumental proportions, an assertion of supra-temporal supra-
personal values.

Given that Yudina’s pianistic manner is unmistakably recognizable, her gift of
insight into different musical meanings is amazing. Let’s take her interpretation
of the pieces from the late nineteenth or early twentieth century, for instance, that
“farewell to the era of the beginning of our century”, as she said. Debussy’s Sonata
(performed together with Natalia Shakhovskaya), built on exquisite contrasts of
moods, from meditativeness, static to motoric, an intricate play of rhythms, with
a rich timbre palette of colourful pastel shades, wandering glaring harmonies —
the spirit of elusiveness, as in night phantom landscapes; and next to it is the
gloominess, the sense of abandonment and melancholy in Myaskovsky’s Yellowed
Pages; these are also the Variations, 9 preludes of Szymanowski’s first opuses
with their fickle moods and flexible agogics of frequent ritenuti and accellerandi,
however, rendered by Yudina in a restrained fashion, with a clear logic of the
thematic work. But even in this context, Mussorgsky’s piano miniatures as read
by Yudina seem isolated because of their sincere, almost naive expressiveness.
What is it? Sympathy, or rather, co-feeling for the life collisions reflected by
Mussorgsky? Is it the same “symbolization” of the pain of human existence?

Another facet of Yudina’s art is revealed in the interpretations of twentieth
century ensemble music featured in this collection. In the dodecaphonic
astringent consonances of Stravinsky’s Septet, in the asymmetrical — acute-angled
and cubistic — proportions of his two-piano Circus Polka, in the inflammatory and
clearly rhythmed virtuosity of Lutostawski’s Variations on a Theme of Paganini,
Yudina and her partners recreate the urban formula of “Sturm und Drang”. And
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now we see Yudina as not just a faultless and sensitive ensemble member, but also
a thinker who knows perfectly well the characteristic properties of modernism of
the period from 1930s to the 1960s.

In her 1961 concert performance of Volkonsky’s Musica stricta. Fantasia
ricercata (the composer dedicated the piece to her), Yudina did not present
the concept in a pointillistic manner (as the composer did it), but did it in her
characteristic way — with emphasized intonational and phrasing expressiveness,
with a special property of expressive poetization of sound abstracts. We will hear
the same principle in the abstract sound constructions of Prokofiev’s Things in
Themselves, Op. 45; this is how she plays Webern’s Variations, Op. 27, where the
dodecaphonic serial technique is perceived by us only as a pretext for subjective
expression of the “new thoughts” and “new meanings” that Yudina, as we recall,
associated with avant-garde music. According to Volkonsky, “there was some
kind of power, incredible energy and rare conviction in her performance ... She knew
how to convince! ... Perhaps, she could go over the limits on stage, but what I valued
especially highly was the subjectivity of her performance”.

Creativity, or, as Yudina used to say, “getting into the spirit” is “an interpretation
of life phenomena”. This is where the most important, if not central, principle of
Yudina’s artistic faith lies. Back in 1926, she declared her credo: “We need to teach
the listener how to perceive actively — we need to have his imagination working so it
could decipher “changing images”, ... call the listener to follow us down the “corridor”
of notions, images, whole strata of culture and the world - this is what I'm dreaming
of”. That was the goal and the guiding star throughout her artistic path. This is
her passionate appeal to the listener: to understand art, nature, being, the entire
structure of the universe as a spiritual aspiration upwards, as an ascent to the
all-inclusive single cosmic center. In such an ideal transformation of earthly
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imperfections, the poles of personal and the supra-personal become identical
values.

Indeed, her sound symbols of being may seem quite speculative. But we have
to clarify: it is precisely speculative expression — an ardent feeling of a seeing mind.

Shortly before she died, Yudina defined: “We just need to remember about the
choice, to oppose the spirit of synthesis to the disintegrating spirit of analysis, integrity
to decomposition of art to elements. As we perform, we can simply be alive, natural,
logical - all separately, element by element. Or, talking about life, we can crystallize
his thought into such integral forms that they will express the essence and meaning of
modernity. Our approach to comprehending a musical work is endless...”

Vladimir Chinayev
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Auck 1
Norann CebacTbsaH bax
«Xopowio memnepuposarHuili knasup», Tom |

Vooo~NOUTNWwWN =

10
"
12
13
14
15
16
17

Mpentoaus n dyra N2 1 Jo maskop, BWV 846 . . . ... .. ... ... . ..... 4.08
Mpentoauna n dpyra N2 2 po MuHop, BWV 847 . . . . .. ... .. ... ... .. 3.23
Mpentoguna n dpyra N2 3 Jo-ames maxkop, BWV 848 . . . .. ... ... ... ... 3.31
Mpentoaus un pyra N2 4 no-gues MuHop, BWV 849. . . . . ... . ... .. ... ... 8.06
Mpentoamna n pyra N2 5 Pe maskop, BWV 850 . . . ... ... ... .. ... ...... 3.04
Mpentoguna n dpyra N2 6 pe muHop, BWV 851, . . . . .. ... .. ... ... ... 3.29
Mpentoans Mn-6emonb MuHop 1 dyra pe-aves muHop N2 8, BWV 853 . . . .. .. 9.34
Mpentoamna n pyra N2 9 Mumaxop, BWV 854. . . . .. ... .. ... .. ...... 2.56
Mpentoguna n dyra N2 10 v MmuHop, BWV 855, . . . . . ... .. ... . ... 3.41
Mpentoauns n pyra N2 11 Pa maxop, BWV 856. . . . . . ... ... ... . ..... 2.07
Mpentoamnsa n dyra N2 12 da muHop, BWV 857. . . . .. ... ... .. . . ... 7.07
®yra N2 17 Jla-6emonb maxop, BWV 862. . . . ... ... ... ... ... ...... 2.31
Mpentoauns n pyra N2 18 conb-gmnes MuHop, BWV 863. . . . . . . ... ... ... .. 5.04
Mpentonunsa n dyra (pparmert) N2 19 Jla maxop, BWV 864 . . . . .. .. .. ... .. 2.29
Mpentogunsa n dpyra N2 21 Cu-6emonsb maxop, BWV 866 . . . .. ... ......... 3.09
Mpentoauns n dyra N2 22 cu-6emons MuHop, BWV 867 . . . . . . ... .. ... ... 6.34
Mpentonuns n dpyra (pparmeHt) N2 24 cv MuHop, BWV 869 . . . .. . .. .. ... .. 7.05

O6uwee sBpems: 78.09

Mapus FOnumHa, popmenuaHo

3anucu ¢ koHuepTos B Manom 3ane MockoBckol koHcepBaTopum 4 Hoabps,
4 pekabpsa 1950 .
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Awuck 2
WMorann CebactbsaH bax
«Xopowo memnepuposarHbii knasup», Tom ||

Vo~NoLphrwWN =

Mpentogusa n dpyra N2 1 [Jo maxkop, BWV 870 . . .. .. ... ... .. ... .. .... 3.51
Mpentogua n dpyra N2 2 po MuHop, BWV 871. . . . . ... ... o oL 3.42
Mpentogunsa n dpyra N2 3 fo-ames maxxop, BWV 872 . . . .. ... ... .. ...... 2.48
Mpentoaus un pyra N2 4 no-gues muHop, BWV 873. . . . . . ... .. ... .. ... 5.28
Mpentoaunsa n pyra N2 5 Pe maxkop, BWV 874 . . .. ... .. .. ... .. ...... 5.54
Mpentoguna n dpyra N2 6 pe muHop, BWV 875 . . . . ... .. .. ... .. ... .. 2.59
Mpentoaus n pyra N2 7 Mu-6emons maskop, BWV 876 . . .. ... ... ... ... 3.46
Mpentoauns n pyra N2 8 pe-anes muHop, BWV 877. . . . .. ... .. .. ... ... 7.24
Mpentoguna n pyra N 9 Mumaxop, BWV878. . . . ... .. ... ... ...... 4.39
Mpentogunsa n dpyra N2 10 mut MuHop, BWV 879. . . . .. ... ..o . L. 4.22
Mpentoauna n pyra N2 12 da MuHop, BWV 881. . . . ... .. ... ... ... ... 4.03
Mpentoguna n dpyra N2 13 Pa-gues makop, BWV 882. . . . . ... .. ... ... ... 5.27
Mpentoaus un pyra N2 14 dpa-ames muHop, BWV 883 . . . . ... . ... .. ... ... 5.54
Mpentoaunsa n pyra N2 15 Conb Maskop, BWV 884 . . . . . .. ... .. ... ... ... 3.18
Mpentoguna n dpyra N2 16 conb muHop, BWV 885 . . . . . .. ... ... ... ... .. 4.27
Mpentoaus u dyra (bparmenTt) N2 18 conb-ames muHop, BWV 887 . . . . .. .. .. 6.18

O6uwee Bpems: 74.29

Mapus KOawnHa, popmenuaro

3anucu ¢ KoHuepTos B Manom 3ane MockoBcKkol koHcepBaTopum 4 Hosbps,
4 pexabps 1950 r.
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Amck 3
WMorann CebacTbsaH Bax
«Xopowio memnepupoeaHHbiii knasup», Tom ||

1 Mpentoaunsa n pyra N2 20 ns muHop, BWV 889 . .. .. ... ... ... .. ...
2 Tpentoguna n pyra N2 23 Cu maxkop, BWV 892 . . . .. ... ... ... .....
3 TMpenogua un dpyra N2 24 c muHop, BWV 893, . . . .. ... ... ... .. ...
4 Xpomatuueckas dpaHTasus u dyra pe MuHop, BWV 903 . . . ... .. ... ...

WNorann CebacTbsaH bax - Pepenu Jlucr

5  Tpentogunsa n dyra na MuHop ans opraHa (BWV 543),S.462/1 . . .. ... ...

®Pepeny, Jlucr

6 Bapuauuu Ha Temy kaHTaThl M. C.Baxa,S.180 . . . . .. ... . L L

Anexcanap lnasyHos

7  TMpentopuna n dyra pe MUHOP,CO4. 62 . . . . . oo ittt

BOHYC
WNorann CebacTbsaH bax
8 Mpentoaus u dyra N2 18 conb-anes muHop, BWV 887

(«Xopowo memnepuposarHubili knaeup»,Tom ). ... ... oL L.

O6uwee spems: 71.17
Mapus KOpumHa, popmenuaro

3anucu c koHuepTos B Manom 3ane MockoBckol KoHcepBaTopum 4 Hos6ps,
4 pekabps 1950 r. (1-3); 1948 (4, 5),1950 (6),1951 (7), 1956 (8) rr.

4.39

L.03.2

11.19
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Ouck 4
Bonbdranr Amagein Mouapt
Conara N2 6 gnsa doprenmaro Pe maxop, K. 284

1 LAWegro. . . . oo
2 Il.Rondeau en polonaise. Andante. . . ... ... ... . o
3 Ill.Themaconvariazioni. Andante. . . . . ... ........ ... ... .. ...
Conara N2 11 gns doprenuano J1a maxop, K. 331

4 |.Thema con variazioni. Andante grazioso . . . . .. ... ...t ..
5 ILMenuetto —Trio. . . oo vt
6 Il Allaturca. Allegretto . . . . . . .. ...

7  [essaTb Bapraumii Ha Temy MeHyaTa XK.-J1. [ionopa Pe maxop, K.573 . . . . . ..

Jopsur BaH berxoseH
8  [lBeHapuaTb BapuaLuii Ha TeMy PyCCKOro TaHua u3 6aneta «/lecHas desywika»

M. Bpanuukoro Mla makop, WoO 71 . . . .. ... . . . i
9  32Bapuaumn po MuHOp, WoO 80. . . . . . . . ...

O6uwee Bpems: 73.45
Mapus KOguHa, popmenuaro

3anucu: 1963 (1-6),1948 (7),1961 (8),1954 (9) rr.
3sykopexuccep - Banentun Ckobno
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Auck 5
Niopsur BaH betxoseH
Conara N2 5 no MuHop, cou. 10 N2 1

1
2
3

l.Allegromoltoeconbrio. . . .. ... ... .. ... L
ILAdagiomolto . . . ... .
Il Finale. Prestissimo. . . . . .. . .

CoHara N2 12 J1a-6emonb Maxkop, cou. 26

4
5
6
7

l.Andante convariazioni. . . . . ... e
I.Scherzo. Allegro molto. Trio . . . . . ..o i
I11. Marcia funebre sulla morte d’'un Eroe. Maestosoandante . . . .. ........
IVLALlEZro . . o o

Conara N2 27 My MuHOp, cou. 90

8
9

I. Mit lebhaftigkeit und durchaus mit Empfindung und Ausdruck. . . ... ... ..
I1. Nicht zu geschwind und sehr singbar vorgetragen . . . .. .............

Conara N2 28 J1s maxop, cou. 101

10
1l
12
13

|. Etwas lebhaft und mit der innigsten Empfindung. Allegretto, ma non troppo . .
Il. Lebhaft. Marschmassig. VivaceallaMarcia . . . .. ... ... ... ... .. ..
I11. Langsam und sehnsuchtsvoll. Adagio, ma non troppo, con affetto . . . .. . ..
IV. Geschwind, doch nicht zu sehr, und mit Entschlossenheit. Allegro . . . . . ..

O6uwee Bpems: 68.57

Mapus KOauHa, popmenuaro

3anucu: 1950 (1-3),1958 (4-7,10-13),1961 (8,9) rr.
3sykopexuccepsi: Jasua laknvn (1-3), Hatan Wrunbman (4-13)

713
.2.31
746
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Dvnck 6
Niopsur BaH BetxoseH
Conara N2 29 Cu-6emonb Maxop, «Xammepknaaup», cou. 106

1 LAWegro. . .. oo
2 Il.Scherzo.Assaivivace .. .............. ... ... .. .. ...
3 Ill. Adagio sostenuto. Appassionato e con molto sentimento. . . . . . .

4 IV.Largo. Allegro risoluto. Fuga a tre voci, con alcuna licenze . . . . . ..

Conara N2 32 go muHop, cou. 111

5 I.Maestoso. Allegro con brio ed appassionato . . ... ...........
6 Il Arietta. Adagio molto, semplice e cantabile . . ... ...........

O6uwee Bpems: 61.02
Mapus KOawnHa, popmenuaHo

3anucn 1952 (1-4),1958 (5, 6) rr.
3syKopexwccepbl: HataH LWtunbman (1-4), Bacunuin ®epynos (5, 6)
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Ovck 7
®paHu Wy6ept
YeTbipe akcnpomTa, cou. 90

1 NeTpoMuHOp . .. ... oo
2 N22Mu-6eMONbMAKOP . . v o v v e
3 N23Conb-6eMONMbMAXKOP « « . v v v e
4 N24J19-6eMOMb MAXOP. . . o o v v

SKkenpomTbl, cou. 142

5 NeldamuHop . .. ... .
6 N22J19-6eMONMb MAXKOP. . . o v v o vv e
7 N23Cu-6eMOMbMakKOP. . . v o v
8 N24daMUHOP . . . o oot

®paHuy Lyb6ept - Pepeny, [lucr

9  «Ymopa», S.560N4 . ..o

O6uee Bpems: 64.17
Mapus KOpwmHa, popmenuaHo

3anvcn 1964 r.

1

.................. 735

4.23

7.06
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DOvck 8
Mogpect Mycoprckuii
1 «Pazdymee» («/lucmok uz ano6oma)

(1880). . . ... 4.31
2  «Cne3a»(1880). . .......... 3.07
3 «dyma»(1865) .. .......... 4.54

4 Ckepuo po-aues muHop (1858) . . 5.30
Hukonait Mackosckui

MS umkKna <<I70)l<enmeewue cCmpaHuypl,

ceMb Hezamelinuabix eeuwuy,

ons popmenuaHo», cou. 31

5 1Andante............... 2.14
6 2.Un poco sostenuto malinconico

e abbandonamente . ... ... .. 1.30
7  3.Andante cantabile. . . ... ... 0.58
8 6.Vivo-largo ............ 2.40
9 7.Moderato . . ............ 2.19

Kaponb LLinumaHoBsckuin
10  Bapwuauum cu-6emonb MUHOP,

cow3 .. 10.47
[esatb npentoauin, cou. 1
M NelLCummHop ... ......... 1.58
12 Ne2.Pemurop . .. ......... 2.47
13 N23.Pe-6emMonb MaXop. . . . . ... 115
14 N24.Cu-6emonb MUHOP . . . . . . 1.41
15 Ne5.PemuHop . ........... 123
16 Ne6./lamuHop. . . .. ... .. 1.46
17 Ne7.JoMuHop. ........... 2.45
18  N28.Mu-6emonb MUHOp . . . . . . 2.04
19 N29.Cu-6emonb MUHOP . . . . . . 213

32

AHTOH BebepH
Bapwauuu, cou. 27

20 l.Sehrmaéssig. . ........... 2.08
21 Il.Sehrschnell . .. ......... 0.34
22 |ll.Ruhig fliessend. . . . ... ... 3.44

Anppeit BonkoHckuin
23 Musica stricta. Fantasia

ricercata,cou. 1. . . ... ... ... 7.20
Ceprew NMpokodbes
24 «Bewu e cebe»,cou. 45N 1 . . .. 6.23
O6uwee Bpema: 76.45
Mapus KOpwmHa, popmenuaHo

3anucu ¢ KoHLEepToB B My3see

um. A. CkpsbuHa B 1961 . (20-23);

1949 (1-3),1950 (4), 1956 (10-19),

1964 (24) rr.

3sykopexwuccepbl: Bacunuin ®enynos (10-19),
Banentun Ckobno (24)



Ovck 9

Knop LOe6roccu

CoHarta ans BuonoHuyenu n poprenvaHo
pe MuHop, CD 144; L.135

1 |. Mponor. Lent, sostenuto

emoltorisoluto . ... ....... 535
2 Il.CepeHapa. Modérément

animé. . ... ... 3.40
3 1lll.®unan. Animé, léger

etnerveux. . ............. 4.09

Ceprei Mpokodbes
CoHara ans dneiTbl n popTenuaHo, cou. 94

4 1.Moderato . ............. 8.02
5 Il.Scherzo.Presto . . .. ...... 4.43
6 IllLAndante . . ............ 3.43
7 IV.Allegroconbrio ... ...... 6.38

CoHaTa 4519 BUONOHYeNM U GopTenmaHo
[Jo maxop, cou. 119

8 I.Andantegrave . .......... 1.41
9 Il.Moderato. .. ........... 4.23
10 Ill. Allegro ma non troppo.. . . . . 748

Kasumexx Cepoukuin
CoHatuHa ansi rpoM6oHa

n doprenuano (1954)

M LAllegro................ 229
12 IlLAndante. . .. ........... 2.42
13 Illl.Allegro-Vivo . .. ....... 233

Uropb CrpaBuHckmia

14 «Uupkoeas nonexa» (1942) . . . . . 4.05

Butonbp, JTioTocnaeckuii

15 Bapwauuu Ha TeMmy [MaraHuHun ans asyx
doprenmaro (1941). . . .. ... .. 539

O6uee Bpems: 78.01

Mapus KOpuHa, popmenuaro

Hatanusa LWaxosckas, euononuesns (1-3)
Haym 3aigens, pretima (4-7)

INes Eerpados, euonorvens (8-10)
[puropuin XepcoHckuin, mpomboH (11-13)
Mapus Opozgosa, popmenuaro (14)
HOpwit MonunzoskuH, popmenuaro (15)

3anucu: 1961 (1-3),1963 (4-7), 1966 (8-10),
1969 (11-13),1964 (15) rr.
3sykopexuccepsbl: CesepuH MasyxuH
(1-3), Banentun Ckobno (4-7),

leoprun Oyaxesunu (15)
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Auck 10

Anekcanap CkpabuH

N36paHHbie npentoamm, cou. 11

1 Ne2namuHop ... ... ... 2.00
2 Ne4MUMUMHOp . . . .. ... 2.04
3 Ne5Pemawop ............ 1.42
4 Ne9Mumaxop. ........... 1.28
5 N210 gpo-aves MuHOp. . . . . . .. 1.24
6 N2 13 Conb-6eMonb MaXop. . . . . 1.33
7 N215Pe-6emonb Maxop . . . ... 1.57
8 N216 cu-6eMonb MUHOp . . . . . . 215
9 N217 Nla-6emonb Maxop . . . . . . 0.58
10 Ne22conbMuHOp . . . ... .. .. 1.10
Anppe YXonuse

YeTbipe nbechl n3 umkna «Mara» (1935)

M M«lmuya» . .. ........... 2.51
12 1l «MpuHuecca banux». . . . . . .. 4.20
13 IV.«Koza» . .............. 2.46
14 V.«Kopoea» . ............. 1.52

WUropb CrpaBuHckmin

CenTeT ons KNapHeTa, BanTopHbl, paroTa,
d)opTenMaHo, CKpUMKKn, anbTa

v BuonoHyenu (1953)

15 L o 3.24
16 Il.Passacaglia. ............ 520
17 HL.Gigue. . .............. 3.23

34

BOHYC

Mérp Yarkosckuin

KoHuepT ana poprenvarHo

c opkectpom N2 1 cu-6emonb MuHop, cou. 23
18 |. Allegro non troppo e molto

maestoso. . . .. ... ... .. 19.38
19 Il. Andantino semplice . . . . . .. 6.03
20 Ill.Allegroconfuoco . . . ... .. 6.04

O6uwee Bpems: 72.23

Mapwus KOpuHa, popmenuaro

Nus Menuk-MypagasH, ckpunka (15-17)
Wropbe MankuH, anem (15-17)

Anexkceit Ecunos, euononuens (15-17)
Banepuit Bespyuenko, knaprem (15-17)
BuTanuit ByaHoeckui, eanmopHa (15-17)
Ceprewt KpacasuH, pazom (15-17)
[ocynapcTBeHHbIN cMdOHUYECKIin
opkectp YCCP

Oupwxep - Hatan Paxnux (18-20)

3anucu: 1952 (1-10), 1964 (11-14),

1962 (15-17) rr.; ¢ koHuepTa B KonoHHoM
3ane uMeru H. /lbiceHko B Kuese

4 anpens 1954 r. (18-20)



Disc 1
Johann Sebastian Bach
The Well-Tempered Clavier, Book |

Voo~~~ WN

Prelude and Fugue No.1in Cmajor, BWV846. ... ..... ... ... ... ......... 4.08
Prelude and Fugue No.2in Cminor, BWV847. . . .. ... ... .. ... .......... 323
Prelude and Fugue No.3 in Csharp major, BWV 848. . . .. ... ... ... ... ........ 3.31
Prelude and Fugue No.4 in C sharp minor, BWV 849 ... ... ... ... ... ....... 8.06
Prelude and Fugue No.5in D major, BWV850. . . . ....... ... ... ........ 3.04
Prelude and Fugue No.6in D minor, BWV851. . .. ... ... .. ... 329
Prelude in E flat minor and Fugue in D sharp minor No.8,BWV 853. . .. ... ... ... 9.34
Prelude and Fugue No.9in Emajor, BWV854. . . ... ... ... ... ... ....... 2.56
Prelude and Fugue No.10in E minor, BWV 855 . . ... .. ... ... ... ... ... .. 341
Prelude and Fugue No.11in F major, BWV856 . ......................... 2,07
Prelude and Fugue No.12 in Fminor,BWV 857 . . ... ... ... ... ... ... ... 7.07
Fugue No.17in A flat major, BWV 862 . . . . ... ... .. . 2.31
Prelude and Fugue No.18 in G sharp minor, BWV863. . . .. ................. 5.04
Prelude and Fugue (fragment) No.19 in A major,BWV 864 . .. ... ... ......... 229
Prelude and Fugue No.21in B flat major, BWV866. . . ... .................. 3.09
Prelude and Fugue No.22 in B flat minor, BWV 867 . ... ................... 6.34
Prelude and Fugue (fragment) No.24 in B minor, BWV 869 ... ................ 7.05

Total time: 78.09

Maria Yudina, piano

Recorded live at the Small Hall of the Moscow Conservatory on November 4, December 4,1950.



Disc 2
Johann Sebastian Bach
The Well-Tempered Clavier, Book I

Prelude and Fugue No.1in Cmajor, BWV870. . .. ......... ... ... ... ..... 3.51
Prelude and Fugue No.2inCminor, BWV871. . . ... ... ... .. ... ... 342
Prelude and Fugue No.3 in C sharp major, BWV872. . ... ......... ... ... ... 248
Prelude and Fugue No.4 in Csharp minor, BWV873. . ... .................. 5.28
Prelude and Fugue No.5in D major, BWV874. . . .. ...... ... . ............ 5.54
Prelude and Fugue No.6 inD minor, BWV 875 . ... ... .. .. ... ... ..... 2.59
Prelude and Fugue No.7 in E flat major, BWV876 ... ....... ... ... ....... 3.46
Prelude and Fugue No. 8 in D sharp minor, BWV 877 .. ... ... ... ........... 724
Prelude and Fugue No.9in Emajor, BWV878. . . ... ....... .. ... ......... 439
Prelude and Fugue No.10in Eminor,BWV 879 . . . .. ... ... ... ... ....... 422
Prelude and Fugue No.12in Fminor,BWV 881 . . .. ...................... 4.03
Prelude and Fugue No.13 in F sharp major, BWV 882 . . ... ... ... ........... 5.27
Prelude and Fugue No.14 in F sharp minor, BWV883 . ... .................. 5.54
Prelude and Fugue No.15in Gmajor, BWV884. . .. ... ... ... ... ... ... .... 3.18
Prelude and Fugue No.16 in G minor, BWV885. . . .. ... ... .. ... .. ... ... 427
Prelude and Fugue (fragment) No.18 in G sharp minor, BWV 887 . ... ......... .. 6.18

Total time: 74.29

Maria Yudina, piano

Recorded live at the Small Hall of the Moscow Conservatory on November 4, December 4,1950.
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Disc 3
Johann Sebastian Bach

1 Prelude and Fugue No.20 in Aminor, BWV 889 ... ... ... ... ... ... ... ... 6.46
2 Prelude and Fugue No.23 in Bmajor, BWV 892. . . ... ... ... ... ... ... ... 439
3 Prelude and Fugue No.24 in Bminor,BWV893. . . .. ... ... ... ... ... ..... 3.21
4 Chromatic Fantasia and Fugue in D minor, BWV903. . . . .. .. ... ... ......... 11.19
Johann Sebastian Bach - Franz Liszt

5  Prelude and Fugue in A minor (BWV 543),S.462/1 . . . ... ... ... ... 9.53
Franz Liszt

6 VariationsonaThemeof J.S.Bach,S.180. . . .. ... ... ... ... .. .. ......... 16.20
Alexander Glazunov

7  Preludeand Fugue inDminor,Op.62 . .. ... .. .. .. ... .. 11.50
BONUS

Johann Sebastian Bach

8  Prelude and Fugue No.18 in G sharp minor, BWV887. . . ... ................. 7.05

Total time: 71.17
Maria Yudina, piano

Recorded live at the Small Hall of the Moscow Conservatory on November 4, December 4, 1950 (1-3);
1948 (4,5),1950 (6), 1951 (7),1956 (8).
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Disc 4
Wolfgang Amadeus Mozart
Piano Sonata No. 6 in D major, K. 284

1 LAWBZrO .« . 6.30
2 Il.Rondeau en polonaise. Andante . . . ....... ... 3.59
3 lll.Thema convariazioni. Andante. . . . ... ..ot 13.12
Piano Sonata No. 11 in A major, K. 331

4 . Thema con variazioni. Andante grazioso. . . . . .. ..o vt ii it 11.36
5 ILMenuetto=Trio . ... ... 503
6 Il Allaturca. Allegretto . . .. ... ... ... 316
7 9 Variations on a Minuet by Duport in D major, K.573. . .. .. ... ... ... ... 10.39

Ludwig van Beethoven
8 12 Variations on the Russian Dance from Das Waldmddchen

by Paul Wranitzky in Amajor, WoO 71 . . ... ... ... ... . . 932
9 32 VariationsinCminor, WoO 80 . . ... ... ... ... . . . ... 9.53
Total time: 73.45

Maria Yudina, piano

Recorded in 1963 (1-6),1948 (7),1961 (8), 1954 (9).
Sound engineer - Valentin Skoblo
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Disc 5
Ludwig van Beethoven
Piano Sonata No.5 in C minor, Op.10 No. 1

1 I.Allegromoltoeconbrio. ... ... .. .. 5.14
2 ILAdagiomolto. . . .. 8.23
3 JlL.Finale. Prestissimo. . . . . oo oot 4.50
Piano Sonata No. 12 in A flat major, Op. 26

4 lLAndante convariazioni. . . .. ... 713
5 1l.Scherzo.Allegromolto. Trio . . . . ... 2.31
6 lll.Marcia funebre sulla morte d’'un Eroe. Maestosoandante . ... ............. 746
T IVAUEGrO . .o 2.27
Piano Sonata No. 27 in E minor, Op. 90

8  |.Mit lebhaftigkeit und durchaus mit Empfindung und Ausdruck . . . .. .......... 6.05
9 1l.Nicht zu geschwind und sehr singbar vorgetragen. . . .. .................. 5.32
Piano Sonata No. 28 in A major, Op. 101

10  I. Etwas lebhaft und mit der innigsten Empfindung. Allegretto, ma non troppo . . . . . . 3.24
11 1l. Lebhaft. Marschmassig. VivaceallaMarcia. . . .. ... ... oL 535
12 1ll. Langsam und sehnsuchtsvoll. Adagio, ma non troppo, con affetto . . .. ... ... .. 2.47
13 IV.Geschwind, doch nicht zu sehr, und mit Entschlossenheit. Allegro . . . ... .... .. 7.02

Total time: 68.57
Maria Yudina, piano

Recorded in 1950 (1-3),1958 (4-7,10-13),1961 (8, 9).
Sound engineers: David Gaklin (1-3), Natan Shtilman (4-13)
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Disc 6
Ludwig van Beethoven
Piano Sonata No.29 in B flat major, Hammerklavier, Op. 106

1 LAWBZrO .« . 10.25
2 Il.Scherzo.Assaivivace. . . ... ... ... 2.39
3 ll. Adagio sostenuto. Appassionato e con molto sentimento . . . . ............. 1314
4 V. Largo. Allegro risoluto. Fuga a tre voci,con alcuna licenze . . .. ............. 11.54
Piano Sonata No. 32 in C minor, Op. 111

5 |.Maestoso. Allegro con brio ed appassionato . . . .. ... ... 9.07
6 Il. Arietta. Adagio molto, sempliceecantabile . . ... ....... ... ... ... .. 13.39

Total time: 61.02
Maria Yudina, piano

Recorded in 1952 (1-4),1958 (5, 6).
Sound engineers: Natan Shtilman (1-4), Vasily Fedulov (5, 6)
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Disc7
Franz Schubert

1 NolinCminor..........................
2 No.2inEflatmajor . ............ .. ... .....
3 No3dinGflatmajor.......................
4 No.4inAflatmajor. . ...........ooo...

5 NodlinFminor........... ... ... ... .....
6  No.2inAflatmajor . .. ...,
7 No.3inBflatmajor . ......................
8 NodinFminor.......... ... ... .. ........

9 AmMeer,S.560No.4. . ........ ... ... ......

Four Impromptus, Op. 90
Four Impromptus, Op. 142
Franz Schubert - Franz Liszt
Total time: 64.17

Maria Yudina, piano

Recorded in 1964.

...................... 5.51
...................... 7.06

...................... 736

...................... 735

4.23

...................... 743
...................... 7.20

11.53

4



Disc 8

Modest Mussorgsky

1 Meditation (Album Leaf) (1880). . . . 4.31
2 ATear(1880). ............... 3.07
3 Réverie(1865) .. ............. 4.54

4 Scherzo in C sharp minor (1858). . . 530
Nikolay Myaskovsky

From Yellowed Leaves

(7 Bagatelles for Piano), Op. 31

5 1Andante ................. 214
6 2. Un poco sostenuto malinconico

e abbandonamente. . . . ........ 1.30
7  3.Andante cantabile. . . ........ 0.58
8 6.Vivo-largo .............. 2.40
9 7.Moderato. . . ... 219

Karol Szymanowski
10 Variations in B flat minor,Op. 3. . . 10.47
9 Preludes, Op. 1

1M No.linBminor. . ............ 1.58
12 No.2 inDminor............. 247
13 No.3 inDflatmajor. . ......... 115
14 No.4 inBflatminor. . ......... 1.41
15 No.5inDminor............. 123
16 No.6 inAminor............. 146
17 No.7 inCminor . ............ 245
18 No.8 inEflatminor. . ......... 2.04
19 No.9 inBflatminor. . ......... 213

42

Anton Webern

Variations, Op. 27

20 1.Sehrmassig .. ............. 2.08
21 Il.Sehrschnell. . . ......... ... 0.34
22 lll.Ruhigfliessend . . ... ....... 344

Andrei Volkonsky
23 Musica stricta. Fantasia
ricercata,Op.11 .. ............ 720
Sergei Prokofiev
24 Things in Themselves,Op.45No.1 . .6.23

Total time: 76.45
Maria Yudina, piano

Recorded live at the Scriabin Memorial
Museum in 1961 (20-23); 1949 (1-3), 1950 (4),
1956 (10-19),1964 (24)
Sound engineers: Vasily Fedulov (10-19),
Valentin Skoblo (24)



Disc9

Claude Debussy

Cello Sonata in D minor, CD 144; L.135

1 . Prologue: Lent, sostenuto
emoltorisoluto. . .. .......... 535

2 1l.Sérénade: Modérément animé . . 3.40

3 lll.Final: Animé, léger et nerveux . . 4.09

Sergei Prokofiev

Flute Sonata, Op. 94

4  |.Moderato. . ............... 8.02

5 Il.Scherzo.Presto . ........... 443

6 lllLAndante ................ 343

7 IV.Allegroconbrio ........... 6.38

Cello Sonata in C major, Op. 119

8 | Andantegrave ............. 11.41

9 Il.Moderato . ............... 423

10  11l. Allegro, ma non troppo. . . . . . . 748

Kazimierz Serocki

Sonatina for trombone and piano (1954)

1M LAlegro .................. 2.29

12 IlLAndante. ................ 242

13 1. Allegro-Vivo . .. .......... 2.33

Igor Stravinsky

14 Circus Polka(1942) . . . ......... 4,05

Witold Lutostawski
15 Variations for two pianos on a Theme
by Paganini (1941). . . . ......... 5.39

Total time: 78.01

Maria Yudina, piano

Natalia Shakhovskaya, cello (1-3)
Nahum Saidel, flute (4-7)

Lev Evgrafov, cello (8-10)

Grigory Khersonsky, trombone (11-13)
Maria Drozdova, piano (14)

Yuri Ponizovkin, piano (15)

Recorded in 1961 (1-3),1963 (4-7),1966 (8-10),
1969 (11-13), 1964 (15)

Sound engineers: Severin Pazukhin (1-3),
Valentin Skoblo (4-7), Georgy Dudkevich (15)
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Disc 10
Alexander Scriabin
Selected Preludes, Op. 11

1 No.2inAminor .............. 2.00
2  No.4inEminor............... 2.04
3 No.5inDmajor. . .............. 1.42
4  No.9inEmajor............... 128
5 No.10inCsharpminor. .......... 124
6 No.13inGflatmajor ............ 133
7 No.15inDflatmajor . ........... 157
8 No.16inBflatminor .. .......... 215
9 No.17inAflatmajor. . .. ........ 0.58
10 No.22inGminor. . ............. 1.10
André Jolivet

4 pieces from the cycle Mana (1935)

1M IL.LOiseau. . ................. 2.51
12 Ill.La PrincessedeBali.......... 4.20
13 IV.LaChévre. .. .............. 246
14 V.LaVache................... 1.52
Igor Stravinsky

Septet for clarinet, horn, bassoon, piano, violin,
viola and cello (1953)

15 L o 3.24
16 Il.Passacaglia . ............... 520
17 NL.Gigue . ... 3.23
BONUS

Pyotr Tchaikovsky

Piano Concerto No.1in B flat minor, Op. 23

18 1. Allegro non troppo e molto maestoso19.38
19 Il.Andantino semplice . .. ....... 6.03
20 lll.Allegroconfuoco . .. ........ 6.04

Total time: 72.23

Maria Yudina, piano

Liya Melik-Muradian, violin (15-17)
Igor Malkin, viola (15-17)

Alexey Esipov, cello (15-17)

Valery Bezruchenko, clarinet (15-17)
Vitaly Buianovsky, horn (15-17)
Sergei Krasavin, bassoon (15-17)
Ukrainian State Symphony Orchestra
Conductor - Natan Rakhlin (18-20)

Recorded: 1952 (1-10), 1964 (11-14),1962 (15-17),
at the Lysenko Column Hall of Kiev Philharmonic
on April 4,1954 (18-20)
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