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H.C. BAX
Kanpuuuuo Ha oTbe3p Bo3niobnexHoro bpara
Cu-bemonb Marop, BWV 992

1

1. Aproso (MbCTVBLIE YroBOPbI ApY3eli

BO3/IEPHATLCA OT MYTELLECTBUA). . . . . . . . 1.48
2. Oyraro (0 pasnnyHbIX Kasycax, KoTopble MoryT
MPUKTIOYUTLCA C HUAM Ha YyMOuHe) . . . . . . 1.23

3. Adagiosissimo (Bceobuumit nnay apyseid) . . .2.37
4. Alla marcia (npuxomaT Zipy3bA 1, BALA, 410

HW4Ero He NOJENaTh, npolLatoTea ¢ Him) . . .0.32
5. Apws novranona. Allegropoco . . . . . .. 1.28
6. Dyra (B nopaKaHme PorKKY NoTanboHa) . 2.27

Kanpuuuno Mu markop «In Honorem Joh. Cristoph.
Bacchii», BWV993. .. ... ... ... .. 5.9

ToxKata MM MuHop, BWV 914, ... .. .. .. 445

[1BeHanuaTh MarneHbKYX penioaui

9

1. o mawop, BWV 924 . ... ... ... ... 2.28
2.[lomawop, BWV 939 . ... ... ... .. 057
3.00MuHop, BWV 999 ... 0.30
b Pemawop, BWY925 ... ... ... ... 109
o.pemuaHop, BWV926. . .. ... ... 1.03
6.peMaHop, BWV 940. . .. ... ... .. 059
7.MuMaHop, BWV 941 o 0.37

16 8. 0amamop, BWV927. . ... ... .... 0.38

17 9.0amamop, BWV928. .. .......... 1.10
18 10.comb MuHop, BWV 929 . . ... ... ... 051
19 11.comb MuHop, BWV 930 .. ... ... ... 149
20 12.nAMuHop, BWV 942, . ... ... ... .. 0.54

Llectb ManeHbKmx I'IpEJ'IK]ﬂMFl

21 1.[lomaKop, BWV933 . .. ... ... .. .. 127
22 2.pomaHop, BWV 934 ... 147
23 3.Pemawop,BWV936 ... ... ... .. 206
24 4pemuHop, BWV 935, .. ... 1.95
25 5. Mumawop, BWVO937. ... ... ... .. 1.34
26 6.mMvMaHop, BWV93B ... 1.96

0buiee Bpems: 45.59
Anekceii /liobuMoB, KnasecuH
3Januch 1985 ropa.

JIBykopermccep — Mrop BenpuHues
PemacrepuHr — Hapemna Pagyrvma

J.S. BACH

Capriccio on the departure of a beloved brother

in B flat major, BWV 992

1 1. Arioso (‘Friends Gather and Try to Dissuade

Him from Departing). . . ... ... ... 1.48
2 2.Fugato ('They Picture the Dangers Which May
BefallHim). ... ... ... ..... 1.23

3 3. Adagiosissimo (‘The Friends’ Lament) . 2.37
4. Alla marcia (‘Since He Cannot Be Dissuaded,
They Say Farewell’). . . .. ... ... .. 0.32

5 5. Aria of the Postilion. Allegro poco. . . . 1.28

6 6. Fugue (in Imitation of the Postilion’s
Hom) ............ ... .. ... 2.27

7 Capriccio in E major ‘In Honorem Joh. Cristaph.
Bacchii’, BNV993 . .. .. ... ... .. 555

8 Toccatain E minor, BWV 914, . . . . ... L.45

Twelve Little Preludes

9 1.Cmajor, BWV924 . ... ... ... 2.28
10 2.Cmajor, BWV939 .. .......... 0.57
11 3.Cminor, BWV999 . .. ... ... .. 0.30
12 4. Dmajor, BWV925 . . ... ... .. 1.09
13 5. Dminor, BWV926 .. .......... 1.03
T4 6.Dminor, BWV940 . .. ... ... .. 0.59

15 7.Eminor, BWV 94T . . ... ... .. .. 0.37
16 8.Fmajor, BWV 927 ... ... ... ... 0.38
17 9.Fmajor, BWV928 . .. ... ... ... 1.10
18 10.G minor, BWV 929 . ... ... .. .. 051
19 11.6 minor, BWV930 .. . ... ... .. 149
20 12 Aminor, BWV 942. . . ... ... ... 0.54
Six Little Preludes

21 1.Cmajor, BWV933 . ... ... ... .. 127
22 2.Cminor, BWV 934 . .. ... ... .. 147
23 3.Dmajor, BWV 936 .. ... ... .. 2.06
26 4 Dminor, BWV935 . ... ... ... .. 155
25 5. Emajor, BWV937 ... ... ... ... 1.34
26 6.Eminor, BWV938 .. ... ... .. 1.56

Total time: 45.59
Alexei Lubimov, harpsichord
Recorded in 1985.

Sound engineer — Igor Veprintsev
Remastering — Nadezhda Radugina

MEAOAWUSI



KRNABECUH LUYAHK, 1766 rOA.

VicTopmA MHCTPYMEHTa, KOTOPbIM Bbl YCALILUMTE Ha 3TOM AWCKE, HaumMHaeTcA B JIOHOOHe,
B MacTepckon bypkata Lyau (1702-1773). Mactep poawmnca B LLseruapuu, LLBanaeHe
(kaHTOH [napyc) B 3HaTHOW LUBEMLAPCKOM ceMbe. Ero UMA Ha poauHe 3By4ano Kak byp-
xapAaT Yyawn. B 16-netHeM Bo3pacTe M3-3a PENUIMO3HBLIX FOHEHWI OH Nepeexan B AHMMI0
1 Hayan pabotaTb noamacTepbeM epMaHa Tabens, Boixoaua 3 MonnaHamm. Camblin paH-
HWI 13 COXPaHMBLLIMXCA KNaBecuHoB paboTel Lyau natmpyetca 1729 rogoM. MHCTpyMeHTbI
LLyav npuobpetanu ero 6onbluoi apyr . O. Tenpgens, 1. Taina (npuobpen gsa Knase-
CWHa MacTepa), OpedepuKk NpUHL Y3IbCKMIM, Npycckni Koponb ®puapux || Benvkmi, Koto-
PbI KYMW HECKOMBKO MHCTPYMEHTOB, aBCTPMIMCKaA apurepuornHa Mapua Tepesus, yelt
KNnaBeCuH Ternepb HaXOAWUTCA B KOMMeKUMK bpioccenbckon KoHcepsatopuu. B.A. Mouapt
B JEBATWNIETHEM BO3pacTe Urpas Ha AByXMaHyanbHOM MHCTpymeHTe byprata Lyaw, korga
B mione 1765 roaa 6ein B JloHaoHe. B 1770-e roabl MHCTPYMEHTBI MacTepa 3KCMOPTUMPOBa-
nuce B Poccuio.

VicTopma MHCTpyMeHTa 13 Konnekummn Mysea nmenn [ninHkm Takosa: Opuapux Benvkmi
3aKasan B 1766 rogy ABa HoBbIX KnaBecuHa LLyam 3 JlonaoHa, ncnonb3ya cBA3W Mexay
bpaTbaAMM — Kapnom Oununnom 3maxyanem baxoM, Kotopeii Torga yxe 30 ¢ AnWHKUM neT
/YW NPUABOPHBIM KNaBECUMHUCTOM W aKKOMMaHWMaTOpPOM KOPOAA — U MAAALUMM ChIHOM,
JloHpoHcknM baxom, VMoraHHoM KpucTnaHoM, KOTopbii yiKe B 3T0 BpeMA NPOCbia YyTb /it
He CaMblM M3BECTHLIM OMepHbLIM KOMNO3KTOPOM B JloHaoHe. Meway bpaTbAMM Bcerfa bbina
cBA3b, M MacTepckan Lyan cHavana otnpasuna MoranHy KpuctuaHy ABa MHCTpyMeHTa
c HoMepamu 511 1 512, 1 BcKope oHK bBbiAv NepenpasneHbl B CaH-Cycy, B HOBbIV NETHWIA
nBopel Opuapuxa Benvkoro (Neues Palais, Sanssouci), rie 1 octaBanmch NoYTH CTO CEMb-
necAat net. MoranH Kpuctmnan nrpan Ha Hux B JlonaoHe, Ho B [Totcaame, B CaH-Cycu Ha Hmx
Urpan v co3aaBan CBou KnaBupHble npov3seaeHna Kapn Ouamnn ImMaHyane.




[anbHelwan cynbba MHCTPYMEHTOB CKnafdbiBanack Tak. Mo [AaHHbIM, 0ny6nMKoBaHHbIM
B HEMELIKWX UCTOUHMKAX, MHCTPYMEHThI Haxoamnmcb B CaH-Cycn fo 1943 roga, notom cnefpl vx
Ha TPV rofia NOTEPANMCE: MOMKET BbiTb, OHM ObII KyAa-To 3BaKYMPOBAHbI, — CEAYAC MOMHO NWLLIb
CTpomTb Npegnonoxenua. Ho nocne BorHel N°511 nonan B BeHCKMIA My3ein MCTOpWK MUCKYCCTB,
a N®512 nonan B CCCP u 6bin npuobpeteH My3eeM nmeHm kKM B 1946 rogy oT YacTHoro
nvua. [naeHoe, YT0 MHCTPYMEHT YbMMK-TO 3ab0TAMBBLIMK pyKaMu bbin focTaBneH B Mocksy.
B 1960-1970-e roasl EkatepuHa HukonaeBHa AnekceeBa, AMPEKTOP My3eA, HEOXOTHO MOKa3bl-
Barna KnaBecwH: OH bbin NepeMeLLeHHOM LieHHOCTbio. Celtvac MecToHaxoMaeH e MHCTPYMeHTa
LLIMPOKO U3BECTHO, OH HAXOLWTCA B MOCTOAHHOM 3KCNO3WLMM My3e. VIHCTpYMeHT nocne nocTynne-
HWA B My3ell HaX0AMICA B Hepaboyem COCTOAHMM, HO BO3MOXKHOCTb pecTaBpaLmy bbina o4eBmnaHa
1 3aMaH4vBa: KnaBecuH LLyan 6bin eQMHCTBEHHBIM OpUMMHaNbHBIM MHCTPYMeHToM XVIII BeKa
B MoCKBe, 11 €ro 3HaueHre 1A UCNONHEHUA My3blki 6apoKKo bbino HeocnopuMo. B 1984 ropy
A 06PaTUNCA K TOMBKO YTO 3aHABLLIEMY MOCT AMPeKTopa My3eA AHApelo AnekcaHapoBuyy Maka-
POBY, KOTOPbIV O4YEHb 3aMHTEPECOBAsCA BO3MOMHOCTLI0 BO3POMKAEHWA KNaBecyHa 1 dan fobpo,
BbIAENMB AeHbIN Ha pectaBpaumio. Mbl BINMCaNK CTPYHbI M3 UCTOPUYECKMX CMIIABOB HeNes3a,
Medu 1 NaTyHU (Takue CTPYHbI W Tenepb NPOM3BOAATCA ANA NOA/IMHHBIX CTapblX MHCTPYMEHTOB
W UX KOMWiA) Ha u3BecTHon dupme Wittmayer B 3anagHoi 'epMaHuK, a Takwe MaTepuan oA
MEKTPOB — AENPUH — NOBCEMECTHO CMYXKALLMMA afieKBaTHOM 3aMEHOM IOMKOMY MTUYLEMY Mepy;
MOTy4MIM M MHOrOYMCIIEHHbIE COBETHI MO pecTaBpaLnoHHoMy npoueccy. B 1980-e roael B Mockse
elLie HUKTO He 3aHMMancA NpoeccMoHanbHOM pecTaBpauMelt KNaBecuHOB, M Mbl 0bpaTUAMCh
K Be/MKoNenHoMmy QopTenyaHHoMy MacTepy Bnagmmupy Wnbmudy onocosy, BHIMOMHMBLLEMY
paboTy NpodeccioHanbHo 1 TwatenbHo. K BecHe 1985-ro pecTaBpauwma bbia 3aKoHYeHa, A Mpo-
BEJ1 MPe3eHTaLVI0 KNaBECUHA W KOHLIEPT B 3a/e My3es, NoCIie Yero 3anvcan AaHHyo NporpaMmy
I.C. baxa ana «Menogum». KoHeuHo, My3bika baxa 3ToMy aHrmiAcKoMy MHCTpyMeHTy 1766 ropa
He veanbHO COOTBETCTBYET UCTOPUYECKM (COuMHEHWA [eHaena nm ceiHosel baxa nogoLunm ool
60nbLLE), 0HAKO OHA Ha HEM MPEKPACHO 3BYYMT — MHCTPYMEHT 04eHb HOraTbIv Mo 3BYKY.



KnaeecuHbl LLlyam Toro BpeMeHW 0TAMYanmCh 0T 1x cOBpaTLEB B KOHTUHEHTaNLHOM EBpone
paCLLMPeHHbIM Arana3oHoM B 5 C MO0BUHOM OKTaB — 0T [0 KOHTpoKTaBbl 40 Da 3-eit OKTaBbI.
370 HAaBOAMT Ha MbICTb, YTO UCMOHUTENL MOr 6aCcoBY0 IMHWIO UIPaTh C OKTaBHLIMM YBOE-
HWAMM, KaK Ha opraHe; Takoe MOHYMEHTasIbHOE 3ByYaHu1e bbiNo CBOMCTBOM My3blKu [eHaens,
B 4yacTHoCTW. [OMMMO Tpex OCHOBHbIX PErMCTPOB KMABECMH WMMEET [Ba OOMOSHUTENbHBIX
TeMbpa — NIOTHEBbIA M «Ha3anbHbIA» (MM HaroToBbLIN): NOCAEAHWIA BOCIPOM3BOAMUTCA MpK
MOMOLUM [OMOJIHUTENBHOMO, YETBEPTOMO pAdA MEXaHWKKM, B KOTOPOM MEKTPbI 3aLMMNbIBAT
CTPYHbI Ha 5—6 CaHTUMETPOB BAMKE K KOMKaM, YeM 0CHOBHOM PEruCTp; 3T0 JaeT 04eHb CBOe-
00pa3HbIiA, HECKOMBKO FHycaBbi Tembp. Kpome Toro, ectb machine stop — nenans, cpasy
BK/1I0YAI0LLAA KOMOMHALMIO perncTpoB tutti, 6e3 py4YHoro ynpaBneHuA.

WHcTpyMeHT 0bnafaeT odeHb 60raTbiM, COYHBIM, HEKOMIOYMM 3BYKOM, 3TO MHCTPYMEHT
C 60MbLUMM BHYTPEHHMM PE30HAHCOM, B HEM OTCYTCTBYIOT YETKOCTb M ACHOCTb $paHLYy3CKOro
1 0COBEHHO WTabAHCKOrO KNaBECMHOB. TaKoe YCTPOMCTBO M 3BYKOBLIE KPUTEPUM FOBOPAT
0 NPUBNMHKEHMM OPYroro Maeana — MArKOTO M HECKOJIbKO MaTOBOMO 3ByKa paHHMX GopTenu-
aHo, 06pa3Libl KOTOPbIX YKe Ha4anu CTPOUTLCA B PasHbIX CTPaHaX.

Anexceli JTiobumos

Kanpuyuuo Cu-6eMonb Maxkop

CounHeHne BO3HMKNO, cKopee Bcero, B 1705 rogy, Ha 4TO yKa3blBaeT 3anuCb CTapluero
6bpaTa baxa MoranHa Kpuctoda. KpynHeiwuin 6axoseq XIX Beka ®. LLUnuTTa npeanonoxmn,
4TO afpecaToM COYMHEHUA ABAAETCA ele oamH bpaT baxa, MoranH Akob, robowucT, ywea-
wwi B 1704 rogy cnysunTb B WBEACKYI0 apMuio. Ha 3T0 yKa3biBaeT 1 OpUrMHanbHoe uta-
NIbAHCKOE Ha3BaHWE COYMHEHMA, U BOEHHble TEMbl U 3ByKoMoApaaHuA. Ho B mocnenHee
BpeMA NoABMANCL M Apyrie TONKOBaHMA (HanpyMep, Ha paccTaBaHWe CO CBOWMM [pYyroM
l'eoproM 3pIMaHOM, KOTOPOro OH Ha3blBajl CBOMM bpaToMm, Bo Bpems nepeesfa v3 Opapyda
B JltoHebypr).

Kanpuyumo 310, Kak ¥ nonaraeTcA 3TOMy ¥aHpy, MHorovacTHoe. Bcero vacTew LuecTb.
B nepBoi Yactvt «m306pareHbl pasHble MPUKIIOYEHKA, KOTOPble MOTYT CAYUYUTBCA Ha YyH-
brHe». BcAa Menoawma YacTv nocTpoeHa Ha 3ByKax NOYTOBOMO POMKKa. Bropas yacTb, cnegyto-
Lwan 6e3 nepepbiBa, 310 dyra («obLLaA cKopbb Apy3eit»), OTKPbIBAKOLLAA NyTb Ga-MUHOPHOM
naccakasnbe, NoCTPOEHHOM Ha 6acoBoi NMHWMKM-«Kanobex» (lamento), NpeaBoCxMLLaIOLLEN
3HaMeHWTHI Xop 13 [1BeHaLaTo KaHTaThl, CTaBLwMi npoobpasom Crucifixus 13 Beicokoit
Meccbl. 3T0 — «/py3bA COOUPAIOTCA OTOBCIOAY, KOrAa MOHMMAIOT, YTO 0TbE3A HensbereH,
v npoaiTcAr. [lATaA yacTb — «ApuA nouTanboHa», BHOBb BBOAALLAA 3BYKOMOAparKaHue
MOYTOBOMY POMKKY, M, HAKOHeL, — LUeCcTad 4acTb, OC/IENUTENbHARA, TEXHUYECKU BMPTY03-
HaA pyra Ha TeMy NOYTOBOrO POMKKA, B KOTOPOM KOHTPANYHKTOM 3By4aT Menoaunn n3 «Apum
noyTanboHay.

Kanpu4uno Mu maxkop

Koraa baxy 6ei10 9 net, ymepna ero MaTb, v ero B3An K cebe Ha BocnuTaHWe bpat MoraHH
Kpuctod, wmBwuin B ropode Opapyde. B 15-netHeM Bo3pacTe bax yeswaeT B JlioHe-
bypr Ha y4eby B WwKofy cB. Muxasna. OgHako bax Bce-Taku NOTOM BO3BpALLaeTcA HeHa-
aonro B Opapyd, Aarke ecnv NoBoAoM 6bIo TobKO 3abpaTb Koe-Kakue Belw. Kanpuayuno
Mu Maop, BWV 993, nmeeT noasaronoBok «B YecTb MoraHHa Kpuctoda baxa Opapyd-
CKOro» W, MO BCEM BEPOATHOCTY, ObINO MOCBALLEHO CTapLieMy bpaTy B 3HaK bnarogapHo-
CTv 33 OMeKy ¥ NonyveHHoe My3blkarbHoe obpasoBaHue. He cnedyet HagenAatb Kanpuyuyno
BYKBasbHLIM CMBICIOM 3TOr0 C/10Ba (‘MpMX0Th' MK ‘daHTasmA’), 310, CKopee, ANIMHHaA Gyra,
B cTune ®peckobanbaw. Onpeaenerue, BulasrHyToe OypeThepom B 1690 roay, 3aeck bonee
YMECTHO: «Kanpmyumo — 370 NpoM3BedeHWA My3blkK, M033UM UMW HMBOMKUCHK, B KOTOPbIX
Ccuna BoobpaxKeHNs BaxkHee cobniofeHWA NpaBun UCKyccTBa». KoHeuHo, 3eck HepocTaeT
TOr0 HEBEPOATHOQ YYBCTBA ABMMKEHNMA, C KOTOPLIM Mbl BCTPEYaEMCA B ero Mo3aHMX (yrax,
HO W 3T0 paHHee NPOM3BEAEHNE HE NULLIEHO CBOEro 04apoBaHuA.



B BYX4aCTHOM COUYMHEHM ECTb PACLLIMPEHHBIE AMM30/bl ¥ HEKOTOPbIE MOAYNALMM B 04EHD
bonblUOM AN TOro BpeMeHW AMana3oHe yhaaneHHblX TOHanbHoCTel (HampuMep, pe-aves
MuHop). [pon3BeaeHVe 3aBepLLAETCA HEOMKMOAHHO 6PaBYPHBIM MaccaXKeM, C HECKOMbKIMM
KOBApHbIMM CKaYKaMy B NIEBOM PyKe, KOTOpble WMCMOMHUTL 6bIM0 Obl 3HAUMTENBHO Nerye
Ha nefanbHOM KnaeecuHe. Monogoi bax, 6e3ycnoBHo, CTpeMUNCA NpoM3BECTU BrevaTe-
HMe BCEMM BO3MOXHbIMM cnocobamu. Y Hero 6bif OTKPBITLIV YM, CMefble aMBMLIMK, BbICOKWA
VIHTENNEKT, BPOMKOEHHbIE JAapOBaHUA M HeobblaliHaA paboTocnocobHocTb. Koraa noswe ero
CMPOCU/N O CEKpeTe ero ycnexa, OH NPOCTO 0TBETU: «MHe MpMLLNOCL MHOMO TpyanTLEA. ToT,
KTO BY[ET CTOMb e YCepaeH, N0BbETCA TOro He yerexa.

TokkaTta MU MUHOP

CeMb TOKKAT «Ha MaHyanax» (MrpaeMbix TONbKO pykamu, 6e3 nefanu) NpuHaanexar K paH-
HWM Mpomn3BeeHnAM baxa 1 ABHO MEepEeKMKAIOTCA C CEeBEPOrepMaHCKOM LLIKOMON KNaBuLL-
HbIX VHCTPYMEHTOB, A€ OH BOCMWTHIBANCA. TOKKaTa MW MUHOP ABAAETCA CaMOM KOpOTKOW
W3 HWX V1 IMEET YETKYI0 CTPYKTYPY M3 YeTbIpex YacTei, ABe U3 KOTopbix — dyri, KoTopble bonee
VN MeHee NMNaBHO NepeTeKaloT Apyr B Apyra, Kak 310 6bi10 NPUHATO B KNABULLHON My3biKe
XVII Beka.

ToKkKaTa 3aKkaH4MBaeTCA BTOpOWA, bosiee BUPTYO3HOM W bnecTALein dyroi, KoTopas UMeeT
CU/bHOE CXOACTBO C aHOHUMHBIM MPOM3BedeHMEM, HaxofALleMcA B bubnunoteke Heanonm-
TaHCKOM KoHcepBaTtopuu. 310 CO3AaeT My3blkoBeaM AuneMMy. XotA bax yacto genan apaH-
¥KUPOBKM UTaNbAHCKMX KOHLIEPTOB, a TaKHe MHOMAA 3a1MCTBOBas TeMy Gyrvt y UTanbAHLEB, OH
HWKOrda He KonupoBan Gyry LenmkoM. Ho, MoxKeT BbiTb, Bee 6bino HaobopoT, ¥ aHOHUMHBIN
WTanbAHeL, cKonupoBan Gyry baxa, uan — B KpaiHeM cnyyae — oba KoMNo3WTopa co3dant
CBOM MPOM3BELEHNA Ha OCHOBE ApPYroro, BMOCNEACTBUW YTepAHHOro, opuruHana. CKopee
BCET0, Mbl HUKOIa He Y3HaeM, KaK bbl1o Ha camoM fene. Kctath, Bepeua Gyrm baxa «ydiues,
HO 3T0 BPAL W YAUBUTENBHO, eCAI PeYb UAET 0 HEMPEB30MAEHHOM MacTepe dyru.




[BeHaguaTtb ManeHbKUX npentoaun

COOpHMKM  KOPOTKUX KNaBMpHbIX npenioauii MoranHa CebactbAHa baxa cywecTsyioT
¢ XVIII Bexa. OgHaro «[lBeHadLaTb ManeHbKVX Npeniogui» NpeactaBnaioT cobon cbopHUK
XIX BeKa, U3BneyeHHbI U3 ABYX pyKonucen: KnaBupHoM KHuweuku Bunbrensma OpuaeMana
Baxa 1 coctaBHoM pykonueu (koHoniota) P 804 (13secTHom Kak Konnekuma KennHepa) bep-
NVHCKOW rocygapcTBeHHom bnbnmotekm. B 0bomx 1CToUHMKax coaeprKaTca AeCATKU Npou3Be-
AEHUI Pa3NNYHbIX KOMMO3WUTOPOB, 3aMMCaHHbIX HECKOMBKMMM U3BECTHBIMU 1 HEU3BECTHBIMM
nucuamu. [MpepnonaraeTcA, YTo AaToM CO3AaHUA Mpow3BefeHnn n3 cbopHuKka «[lBeHan-
LaTW MaMeHbKMX Npentoamii» ABnAeTcA nepsad nofoeuHa 1720-x rogos, To ecTb mepvog
6onee nNo3aHUX NeT Hu3Hu baxa B KéTeHe 1 ero nepebix NeT B Jlednuure, rae OH CTan KaH-
TopoM Lepkau CB. ®ombl B 1723 roay. [laTMpoBKa HEKOTOPLIX MPENtoaMiA OTHOCUTCA Aare
K 1726-1727 rogam. B anBape 1720 ropaa bax Havan «KnaBupHYyI0 KHUMKeuYRy» ONA CBOEro
cTapLuero cbiHa BunbrensMa Opupaemana, KoTopomy B T0 BpeMA b0 AeBATH feT. YeTBepTan
v [ecATan Npeioanm, Kak Tenepb YTBEPHAAETCA, HanucaHbl He baxoM: 0fiHy W3 HWX Hanu-
can ero CbiH, Apyran — dparmMeHT counHenua [otdpuaa LWTénbuena. A nocnegHAA npenioana
B OpUriHane BoobLLe HanMcaHa AnA MoTHU.

lllecTb ManeHbKMX npenioauii

B otnnume ot «[IBeHaaLaTV ManeHbKUX Npenioanii», Mbl CbILLMM B «LLlecT ManeHbKmx npe-
nioanax» cobcTBeHHo baxa B aHpe MuHMaTiopbl. OH nncan mx anA ceba. Y Komnoawtopa,
[O/HKHO BbITb, BCErda nof pyKon MMenoch MHOMECTBO HEBOMBLLIMX M NPOCTLIX Mbec, MPMBLIYKA
pacKNafbiBaTb MX TaM M CAM M0 [10MY KaK UCTOYHMK BOOXHOBEHWA 1A Pa3NMyHbIX gen. 3T1oT
COOPHMK 13 LLIECTM NpentoauniA ABNAETCA NOKa3aTeNbHbIM NPUMEPOM. XOTA Mbl M He HaxoamuM
06LLIero M3daHMA B HOTHbIX MCTOYHMKaX BpeMeH baxa, ynoMuHaHue «llectn npenoguin ona
HaYMHAIOLLIMX KNaBECMHWCTOBY B Hacneaum cbiHa baxa Kapna ®ununna 3manyana s 1790 roay
YKa3bIBaeT Ha UX eNHCTBO.

Y oHoro 13 nocnegHmx yqeHnkoB baxa, MoranHa Kpuctana Kuntrena (1732-1809), ectb
PYKOMMCHAA KOMWA TEX XKe LLIECTU NPEMOAMIA «aNA HAYMHAIOLLIMX KNAaBECUMHMCTOBY. 04eBMOHO,
COOPHUK CIy*KUM y4ebHbIM MaTeprarnoM Ana y4eHrKoB baxa. 310 BeIMMAOMT NPaKTUYECKM Kak
MOAr0TOBKa K «XOPOLLO TEMMEPUPOBaHHOMY KnaBupy» C npentoamen [Jo Mamop v MUHOP,
Pe Marop 1 MUHOP, M1 MarKop 1 MUHOP.

B 3toM cbopHMKe 1Mcnonb3yloTcA YeTbipe pasHblx pa3mepa (MeTpa) U pa3fiMyHbIe TUMbI CTU-
e, TaK, B YaCTHOCTM, UTaNbAHCKAA TpMo-coHata, BWV 936, ¢ xapaKkTepHbIMK OBYMA Menoau-
YECKUMM IMHMAMM Haf «LLaralLmMM» 6acoM. B To e BpemA TaKoro Tvna Nbeckl ABNAINTCA
MCTOYHMKOM OnA co3aaHnA baxoM cBowx Bonee KpynHbIX Npou3sedeHnin. Hanpumep, Mpe-
nioana o muHop, BWVY 934, ABHO ABNAETCA OBOMHWKOM KypaHTbl M3 OPaHLy3CKOM CIOMTHI
C TEMM e 3Hakamu npwm Knioye, BWV 813. Tak, oHa cTana yacTblo ClouUTbl 1 0HOBPEMEHHO
YacTbto COOPHMKa Nbec HapAAdy C NATLIO APYrMMM Pa3HOMIAHOBBIMU MUHMATIOPaMM.

Ha naHHoit 3anmcun Anekceit JiobrMoB M3MeHMN NPUBbIYHBIA NOPAOOK CleaoBaHMA npe-
NIOAWIA, PacnofoKmMB UX B COOTBETCTBUM CO 3BYKOPAAOM OT 3BYKa «/[0» — KaKk 3T0 CAENaHo,
HanpuMep, B «XOpOLLIO TEMMEPUPOBAHHOM KlaBMpe» (CM. BbILLE).

doy. ®edop CogppoHos
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TSCHUDI HARPSICHORD, 1766.

The history of the instrument that you will hear on this album began in London, in the workshop
of Burkat Tschudi (1702—1773). The maker was born in Schwanden in the canton of Glarus,
Switzerland, into a noble Swiss family. In his homeland, his name sounded like Burkhardt
Tschudi. He moved to England at the age of sixteen because of religious persecution and began
working as an apprentice to Hermann Tabel, a native of Holland. The earliest surviving Tschudi
harpsichord dates back to 1729. The Tschudi instruments were purchased by his big friend
George Frideric Handel, Joseph Haydn, who bought two of the maker’s harpsichords, Frederick,
Prince of Wales, Frederick the Great, king of Prussia, who bought several instruments, and Maria
Theresa, Archduchess of Austria, whose harpsichord is now in the collection of the Brussels
Conservatory. At the age of nine, W. A. Mozart played a two-manual Burkat Tschudi instrument
when he was in London in July 1765. In the 1770s, the maker's instruments were exported to
Russia.

The history of the instrument from the collection of the Glinka Museum is as follows:
using the contacts between the brothers — Carl Philipp Emmanuel Bach, who had been a court
harpsichordist and accompanist to the king for more than thirty years, and the youngest son,
Johann Christian, the London Bach, who was known by the time as nearly the most famous opera
composer in London, Frederick the Great ordered two new Tschudi harpsichords from London
in 1766. The brothers always kept in touch with one another, and Tschudi's workshop first sent
two instruments numbered 511 and 512 to Johann Christian, and soon they were transported to
Sanssouci, a new summer palace of Frederick the Great (Neues Palais, Sanssouci), where they
remained for almost one hundred and seventy years. Johann Christian played them in London,
and Carl Philipp Emmanuel played them and created his clavier works in Potsdam, at Sanssouci.

The further fate of the instruments was as follows. According to the information from
German sources, the instruments remained at Sanssouci until 1943. Afterwards their trail was




lost for three years — we can only guess if they were transported to another place. However,
after the war, No. 511 ended up in the Museum of Art History in Vienna, and No. 512 made its way
to the USSR and was purchased by the Glinka Museum in 1946 from a private person. It is good
to know that the instrument was delivered to the museum by someone who cared about it. In the
1960s and 1970s, Ekaterina Alexeyeva, then the director of the museum, was reluctant to show
the harpsichord. Today the instrument is part of the museum’s permanent exhibition. When
the instrument arrived at the museum, it was inoperative, but the possibility of restoration was
obvious and tempting: the Tschudi harpsichord was the only original 18th century instrument
in Moscow, and its importance for Baroque music performances was undeniable. In 1984,
| turned to the newly appointed museum director, Andrei Makarov, who was very interested
in the possibility of reviving the harpsichord and gave the go-ahead by allocating funds for
restoration. We commissioned strings made from period alloys of iron, copper and brass
(such strings have been used for genuine old instruments and their copies) from the famous
Wittmayer company in West Germany, as well as delrin, a material for plectrums that serves
everywhere as an adequate replacement for the brittle bird feather; we also received numerous
tips concerning the restoration process. In the 1980s, there was no one in Moscow who had ever
been professionally involved in restoration of harpsichords, so we turned to the magnificent
piano maker Vladimir Golosov, who performed his work so expertly and carefully. By the spring
of 1985, the restoration was completed, and | held a presentation of the harpsichord and played it
in the auditorium of the museum. Afterwards | recorded this J. S. Bach program for Melodiya. Of
course, histarically, Bach's music is not a perfect match for this English instrument of 1766 (the
works of Handel or Bach's sons would be more suitable), but it sounds great on it — the sound
of the instrument is quite abundant.

Thanks to their extended range of five and a half octaves — from C of the contraoctave
to F of the third octave — the Tschudi harpsichords of that time differed from their counterparts
in continental Europe. This suggests that a performer could play the bass line with octave

duplications, as it is done with the organ; such a monumental sound was a property of Handel's
music in particular. In addition to the three main registers, the harpsichord has two additional
timbres — lute and ‘nasal’ (or bassoon). The latter is reproduced with the help of an additional,
fourth row of mechanics, in which the plectrums pluck the strings 5 or 6 centimeters closer to
the pegs than the main register; this gives a very peculiar, somewhat nasal timbre. In addition,
there is a machine stop, a pedal that immediately turns on a combination of tutti registers,
without manual control.

The instrument has a very rich, juicy, thorn-less sound. It is an instrument with a great
internal resonance, it lacks the legibility and clarity of the French and especially the Italian
harpsichords. Such a design and sound criteria are indicative of the approach to another ideal —
the soft and somewhat opaque sound of early pianos, the examples of which had been built in
different countries.

Alexei Lubimov

Capriccio in B flat major

As the note of Bach's older brather Johann Christoph indicates, the piece was mast likely written
in 1705. Philipp Spitta, the greatest Bach scholar of the nineteenth century, suggested that
the addressee of the work was another brother of Bach, Johann Jacob, an oboist who left to
serve in the Swedish army in 1704. The original Italian title of the work, the military themes and
onomatopoeia are also indicative. However, we have recently seen some other interpretations
(for example, the parting with his friend Georg Erdmann, whom he called his brother, when Bach
was leaving Ohrdruf for Liineburg).

As the genre obligates, the Capriccio has several movements. There are six in total. The
first one “depicts various adventures that can happen in a foreign land”. The whole melody of
the movement is based on the sounds of the post horn. The second movement, which follows
without interruption, is a fugue (‘the friends’ lament”), opens the way for the F minor passacaglia



built on the bass ‘lamento’ line, which anticipates the famous chorus from the Twelfth Cantata,
a prototype of Crucifixus from the High Mass. This is “friends gather from everywhere when
they understand that departure is inevitable and say goodbye”. The fifth movement is Aria of the
Postilion reintroducing the onomatopoeia of the post horn, and, finally, the sixth movement —
a dazzling, technically virtuosic fugue on the theme of the post horn with the melodies from Aria
of the Postilion sounding as a counterpoint.

Capriccio in E major

When Bach was nine years old, his mother died, and his brother Johann Christoph, who lived in
the city of Ohrdruf, took him into his house. At the age of fifteen, Bach left for Lineburg to study
at St. Michael's School. However, Bach did return to Ohrdruf for a short while, even if the reason
was only to pick up some things. The Capriccio in E major, BWV 993 is subtitled ‘In honorem
Johann Christoph Bacchii Ohrdrufiensis” and was most likely dedicated to his older brother
as a token of gratitude for his guardianship and musical education. Here, the word capriccio
should not be perceived literally — as a whim or fantasy. It is rather a long fugue, in the style of
Frescobaldi. The definition put forward by Furetiére in 1690 is more appropriate here: “Capriccios
are pieces of music, poetry or painting wherein the force of imagination has better success than
observation of the rules of art”. Of course, it lacks that incredible sense of direction that we
encounter in his later fugues, but this early work is not devoid of charm.

The two-movement piece contains extended episodes and some modulations in a range of
distant keys that was too large for the time (for example, D sharp minar). The piece ends with
an unexpectedly bravura passage with several insidious leaps in the left hand, which would
be much easier to perform on a pedal harpsichord. Young Bach certainly strove to impress
in every possible way. He had an open mind, bold ambitions, high intelligence, innate talents
and extraordinary efficiency. When later asked about the secret of his success, he simply
replied: “/ had to work hard. Anyone who is just as diligent will achieve the same success”.



Toccata in E minor

Seven toccatas ‘on manuals’ (played only with hands, without a pedal) are among the early
works of Bach and clearly correlate with the North German school of keyboard instruments that
brought him up. The Toccata in E minor is the shortest of them and has a clear structure of four
movements, two of which are fugues flowing more or less smoothly into one another, as was
the practice of 17th century keyboard music.

The toccata ends with anather, mare virtuosic and brilliant fugue, which bears a strong
resemblance to the anonymous work in the library of the Conservatory of Naples. This creates
a dilemma for musicologists. Although Bach often made arrangements of Italian concertos and
also sometimes borrowed a fugue theme from the ltalians, he never copied an entire fugue. Or it
was the other way around, and some anonymous ltalian copied the Bach fugue, or, in an extreme
case, both composers created their works on the basis of the other, subsequently lost original.
Most likely, we will never know how it actually was. By the way, Bach's version of the fugue is
‘better’, but it is hardly surprising when it comes to the unsurpassed master of fugue.

Twelve Little Preludes

The collections of short clavier preludes by Johann Sebastian Bach have existed since the 18th
century. However, the Twelve Little Preludes is a 19th century collection extracted from two
manuscripts: the Wilhelm Friedemann Bach keyboard book and the composite manuscript P
804 (known as the Kellner Collection) of the Berlin State Library. Both sources contain dozens
of works by various composers written down by multiple known and unknown scribes. It is
assumed that the time of creation of the works from the Twelve Little Preludes is the first half
of the 1720s, that is the period of the later years of Bach's life in Kéthen and his first years in
Leipzig, where he became cantor of St. Thomas Church in 1723. Some of the preludes even
date back to 1726 and 1727. In January 1720, Bach began his Clavier Booklet for his eldest son,
Wilhelm Friedemann, who was nine at the time. Arguably, Bach did not write the fourth and

tenth preludes: one of them was written by his son, and the other is a fragment of the work by
Gottfried Heinrich Stdlzel. And the last prelude was originally written for the lute.

Six Little Preludes

In contrast to the Twelve Little Preludes, the Six Little Preludes showcase Bach in the genre of
miniature. He wrote them for himself. It seems like the composer always had a lot of small
and simple pieces at hand and had a habit of placing them here and there around the house
as a source of inspiration for various activities. This collection of six preludes is a case in point.
Although we do not know if all of them were published in the same musical source during Bach's
lifetime, the mention of the Six Preludes for Beginners on the Keyboard in the legacy of Carl
Philipp Emmanuel in 1790 testifies to their unity.

Johann Christian Kittel (1732—1809), one of Bach's last students, copied the manuscript
of the same six preludes ‘for beginners on the keyboard'. Obviously, the collection served as
learning material for Bach's students. With a prelude in C major and minor, D major and minor,
and E major and minar, it almost seems to be a preparation for the Well-Tempered Clavier.

This collection also uses four different time signatures and various types of style, such as the
Italian trio sonata of BWV 936 with its characteristic two melody lines above a wandering bass.
At the same time, Bach used the source of this type of smaller piece for composing his larger
works. For instance, the Prelude in C minor, BWV 934 is clearly the twin of the courante from the
French suite in the same key signature, BWV 813. The former ended up in the suite and the latter
in this set, along with five other versatile little miniatures.

On this recording, Alexei Lubimov changes the usual order of the preludes, arranging them
in accordance with the scale from the sound ‘do’, as is done, for example, in the Well-Tempered
Clavier (see above).

Associate Professor Fyodor Sofronov
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