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Ounck 1

leopr ®ununn TenemaH

KaHoHMyeckas coHaTa ans ABYX CKpUMNoK
Conb maxop, TWV 40:118

1 ILVivace . ... .......... 1.12
2 Il.Adagio. . ............ 1.22
3 Ill.Allegro . . . ... ... .... 1.31

Xan-Mapm Jleknep
CoHata anga asyx ckpunok Conb Maxop,
cou.3N2 1

4 LLAllegro. ... .......... 2.42
5 Il.Allegromapoco . ....... 2.33
6 IllLAllegro . . .. ... ... ... 2.29

CoHata anga asyx ckpunok [1o Maxop,
coy.3 N2 3

7 |.Adagio-Vivace . .. ... ... 5.06
8 IlLAdagio. .. ........... 3.44
9 IllLAllegro . .. .......... 2.53

Obuee Bpems: 61.12

Jleonnp KoraH, ckpunka
Enusageta [unensc, ckpunka

MOCKOBCKMI KaMepHbIA OpKeCTp
Ouvpwxep - Pynonbd bapwan (13-15)

JxeH Uzau
CoHaTa ang AByX CKPUMOK N1 MMHOP
10 I. Poco lento. Maestoso — Allegro

11 Il. Allegretto poco lento. . . . . . 4.55
12 lll. Finale. Allegro vivo e con fuoco. .8.39
MoranH CebacTbsaH bax

KoHuepT ang oByx CKpMMOK, CTPYHHbIX

n 6acco KOHTUHYO pe MuHop, BWV 1043

13 1.Vivace . . ... ... ... ... 3.56
14 ll.Largomanontanto . ... .. 6.58
15 Il Allegro . . . . . ... .. ... 4.40

3Bykopexuccepsbl: AnekcaHap lpoccman (1-9), Uropb Benpuuues (10-12),

Hatan WtunbmaH (13-15)
PemacrtepuHr - Makcum MNunannos

Disc1

Georg Philipp Telemann

Canon-Sonata for two violins in G major,
TWV 40:118

1 LVivace . .. ... ........ 1.12
2 Il.Adagio. ............. 1.22
3 IlllLAllegro . . .. ......... 1.31

Jean-Marie Leclair
Sonata for two violins in G major, Op. 3
No.1

4 1.Allegro. . ... ......... 2.42
5 Il.Allegromapoco . ....... 2.33
6 IllLAllegro . . .. ... ... ... 2.29

Sonata for two violins in C major, Op. 3
No. 3

7 1.Adagio-Vivace . .. ... ... 5.06
8 IlLAdagio. . .. ... ....... 3.44
9 IllLAllegro . . ... ... ..... 2.53

Total time: 61.12

Leonid Kogan, violin
Elizaveta Gilels, violin

The Moscow Chamber Orchestra
Conductor - Rudolf Barshai (13-15)

Recorded in 1963 (1-12),1959 (13-15).

Eugéne Ysaye

Sonata for two violins in A minor

10 I. Poco lento. Maestoso — Allegro
fermo. . . .. ... ... 8.22

11 Il. Allegretto poco lento. . . . . . 4.55

12 1ll. Finale. Allegro vivo e con fuoco . 8.39

Johann Sebastian Bach

Concerto for two violins, strings and

basso continuo in D minor, BWV 1043

13 1.Vivace . .. ... .. ... ... 3.56
14 ll.Largomanontanto . ... .. 6.58
15 11l Allegro . . . . . ... ... .. 4.40

Sound engineers: Alexander Grossman (1-9), Igor Veprintsev (10-12),

Natan Shtilman (13-15)
Remastering - Maxim Pilipov



IOuck 2

MoraHHec bpamc

Conata ana ckpunkum u doprenmaHo N2 1
Conb Maxop, cou. 78

1 I.Vivacemanontroppo .. ..... 9.53
2 IlLAdagio ............... 6.49
3 lll.Allegro molto moderato . . . . . 8.31

Cepreii Mpokodbes
Conata ana ckpunkum u doprenmaHo N2 2
Pe maxop, cou. 94 bis

4 |.Moderato . ............. 721
5 Il.Scherzo.Presto. . . ... ... .. 443
6 Ill.Andante . . ............ 3.08
7 IV.Allegroconbrio. ... ... ... 7.26
MaHyanb ae Panbs

McnaHckas HapoaHas ctouTa (1926)
(obpaboTka o1 CKpUNKK 1 popTenmaHo
. KoxaHbckoro)

8 |.MaBputaHckaswanb. . . ... .. 2.02
9 Il.KonbibenbHas. . . .. ....... 2.04
10 ILMNechs . . . .. oo oo oo 143
11 IVMNono . .. ............. 1.08
12 VActypyaHa . . . ..o 2.08
13VILXota . .. ... oo 3.05

Obwwee Bpems: 78.12

Neonwna Koraw, ckpunka
Anppeit MbITHUK, popmenuaHo

Mapuo KacrenbHyoBo-Tegecko
14 KoHuepTHas TpaHCKpUMNLMS HA TEMbI
onepbl k. Poccunn «CeBnnbckui
LMPIONBHUK» 0191 CKPUMKM
n doprenunaHo (1943) . . . ... .. 5.06
MoraHHec bpamc
15 CkepLo 40 MMHOP NS CKPUMKK
n doprennaHo,WoO 2 . . . . .. .. 5.34
AHTOHUH [IBOp)KaK
16 HOmopecka,couy. 101 N2 7 (obpaboTka
A.Xendeua). . ... ... 3.24
Jronsur BaH betxoseH
17 Typeukuin MapLu U3 My3blkK K nbece
A. Koueby «AduHCKMe pa3BanmHbl»,

couy. 113 (0bpabotka J1. Ayapa) . . . 2.19
Aptyp beHpxamuH
18 «fmarickas pymba» (1938)

(obpabotka Y. Mpumpoy3a). . . . . . 1.38

3anuchb ¢ KoHuepTa B bonbliom 3ane MockoBckor KoHcepsaTopumn 7 anpens 1963 r.

PemactepuHr — EneHa bapbikuHa

Disc 2
Johannes Brahms
Violin Sonata No. 1 in G major,Op. 78

1 I.Vivacemanontroppo . ...... 9.53
2 IlLAdagio ............... 6.49
3 1ll.Allegro molto moderato . . . . . 8.31

Sergei Prokofiev
Violin Sonata No. 2 in D major, Op. 94 bis

4 |.Moderato . ............. 721
5 Il.Scherzo.Presto. . . ... ... .. 443
6 IlllLAndante . . ............ 3.08
7 IV.Allegroconbrio. ... ...... 7.26

Manuel de Falla
Suite Populaire Espagnole for violin and
piano (1926) (arranged by Paul Kochanski)

8 I.ElPanoMoruno. . ......... 2.02
9 llLNana . ............... 2.04
10 l.Cancién . .. ........... 1.43
11 IV.Polo. . .. ............. 1.08
12 V.Asturiana . . . ........... 2.08
13Vllota. . . .............. 3.05

Total time: 78.12

Leonid Kogan, violin
Andrei Mytnik, piano

Mario Castelnuovo-Tedesco
14 Concert Transcription for violin and
piano from Gioachino Rossini’s opera
The Barber of Seville (1943) . . . .. 5.06
Johannes Brahms
15 Scherzo in Cminor for violin
and pianoWoO 2. . . ... ... .. 5.34
Antonin Dvorak
16 Humoresque, Op. 101 No.7
(arranged by Jascha Heifetz). . . . . 3.24
Ludwig van Beethoven
17 Turkish March from the incidental
music to The Ruins of Athens for play
by August von Kotzebue, Op. 113
(arranged by Leopold Auer) . . . . . 2.19
Arthur Benjamin
18 Jamaican Rumba (1938)

(arranged by William Primrose). . . 1.38

Recorded at the Grand Hall of the Moscow Conservatory on April 7,1963.

Remastering - Elena Barykina



Anck 3
Bonbdraur Amapeit Mouapt
Tpuo ans doprenunaHo, ckpunku u suonoHyenn Conb maxop, KV 564

1 LAlegro. . . . . . . e
2 Ill.Andante con 6 variazioni. . . . . . . . ... ...
3 L Allegretto. . . . . . . . . e

Mopsur Ban beTxoseH
Tpuo pns doptenunaHo, ckpunku u BuonoHyenn Cu-6emMonb Maxop, cou. 97

4 LLAllegromoderato . . . . . . . . ...
5 1l.Scherzo.Allegro. . . . . . . . . . ..
6 Ill. Andante cantabile,maperbconmoto . . . .. ... ... .......
7 IV.Allegromoderato. . . . . ... . ... ... ...

O6uwee Bpems: 61.28
Jleonunp KoraH, ckpunka
Mctucnas PoctponoBuy, 8U0I0HYeNb

Smunb [unensc, popmenuaro

PemactepuHr — Makcum MNunannos

4.58

... 719

5.16

Disc 3
Wolfgang Amadeus Mozart
Piano Trio in G major, KV 564

1 LAllegro. . . . . . o e 4.58
2 Il.Andante con 6 variazioni. . . . . . . . .. ... 7.19
3 lLAllegretto. . . . . . . . . .. 5.16

Ludwig van Beethoven
Piano Trio in B flat major, Op. 97

4 1.Allegromoderato . . . . . . . . ... 12.48
5 1. Scherzo.Allegro. . . . . . . . . . . e 11.46
6 Ill. Andante cantabile,maperbconmoto . . . .. ... ... ... ...... 12.20
7 IV.Allegromoderato. . . . . . . . . .. ... 6.57

Total time: 61.28
Leonid Kogan, violin
Mstislav Rostropovich, cello

Emil Gilels, piano

Remastering - Maxim Pilipov



Ovck 4
Hukkono MaraHuHu
KoHuept N2 1 anga ckpunku ¢ opkectpom Pe maxop, couy. 6

1 LAlegromaestoso . . . . . . . . i it e e 22.42
2 1LAdagio. . . . .. 5.33
3 lll.Rondo.Allegro spirituoso . . . . . . . . . . . ... 9.25

AHpK BbéTaH
KoHuepT N2 5 ansa ckpunku ¢ OpkecTpoMm nst MUHOP, Cod. 37

4 1LAWlegronontroppo . . . . . o v it e e e e e e e 14.22
5 ILAdagio. . . . . . 4.00
6 lllLAllegroconfuoco . . . . . . . . . . ... .. 1.08

Obuwee Bpems: 57.20
JNeonnp KoraH, ckpunka

bonblwon cumdoHnyeckunii opkectp BcecorosHoro pagmo
Hupwxep - Bacunuii HebonbcuH (1-3)

[ocynapcTBeHHbIN akageMuueckuin cumdonunyeckuin opkectp CCCP
Oupwxep - Knupunn KonapawwH (4-6)

3anucm 1950 (1-3),1952 (4-6) rr.
3Bykopexuccepsl — HOpuii KokxasiH (4-6)
PemacrtepuHr — Makcum MNunannos

Disc 4
Niccolo Paganini
Violin Concerto No. 1 in D major, Op. 6

1 LAllegromaestoso . . . . . . . . . . e 22.42
2 1LAdagio. . . . . . 5.33
3 Ill.Rondo.Allegro spirituoso . . . . . . . . . . . ... 9.25

Henri Vieuxtemps
Violin Concerto No. 5 in A minor, Op. 37

4 1LAllegronontroppo . . . . . . . .. e e e e 14.22
5 ILAdagio. . . . . . e e 4.00
6 IllLAllegroconfuoco . . . .. .. . . . . ... .. 1.08

Total time: 57.20
Leonid Kogan, violin

The Moscow Radio Symphony Orchestra
Conductor - Vasily Nebolsin (1-3)

The USSR State Symphony Orchestra
Conductor - Kirill Kondrashin (4-6)

Recorded in 1950 (1-3),1952 (4-6).
Sound engineers - Yuri Kokzhayan (4-6)
Remastering - Maxim Pilipov



Ownck 5
Amutpuia LloctakoBuy
KoHuept N2 1 ong cKpunku ¢ OpKecTpom N MUHOP, couy. 99

1 L HokmopH.Moderato. . . . . . ... . . . ... . 11.09
2 Il.Ckepuo.Allegro. . . . . . . . . . e 6.13
3 lll.Naccakanbsa.Andante . . . . . .. .. ... ... ... 11.39
4 |V.bypnecka.Allegroconbrio. . . . ... .. ... ... . 442

Meuucnag BaiiH6epr
KoHuepT ons CKpUNKM C 0pKECTPOM COMb MUHOP, COY. 67

5 LAllegromolto . . . . . . . . . . . e 7.00
6 ILAllegretto . . . . . . . . . . . e 6.02
7 NMLAdagio . . ... 6.12
8 IV.Allegrorisoluto. . . . . . . . . ... 6.14

Obuiee Bpems: 59.45
Neonnp KoraH, ckpunka

CumdoHmyecknit opkectp MoCKOBCKOW rocyAapCTBEHHOW GUNapMOHUK
Oupwxep - Knupunn KongpawmH

3anucn 1961 .

3Bykopexuccep — HataH LTtunbmaH
PemactepuHr - Makcum MNununos

6

Disc 5
Dmitri Shostakovich
Violin Concerto No. 1 in A minor, Op. 99

1 LNocturne.Moderato. . . . . . . . . . ... 11.09
2 Il.Scherzo.Allegro. . . . . . . . . . . e 6.13
3 lll.Passacaglia.Andante . . .. ... ... .. ... . ... ... ... 11.39
4 IV.Burlesque.Allegroconbrio . . . ... .. ... ... .. ... ... 442
Mieczystaw Weinberg

Violin Concerto in G minor, Op. 67

5 LAllegromolto . . . . . . . . .. . . e 7.00
6 ILAllegretto . . . . . . . . . . . e 6.02
7 MLAdagio . . . . . 6.12
8 IV.Allegrorisoluto. . . . . . . . . .. 6.14

Total time: 59.45
Leonid Kogan, violin

The Moscow Philharmonic Orchestra
Conductor - Kirill Kondrashin

Recorded in 1961.
Sound engineer - Natan Shtilman
Remastering - Maxim Pilipov



«...MIH020a 7 daxe He 3Hato, KMO Xe u2paem, MOsl CKpUNKa uau s cam?
A au ueparo Ha CKpunke — uau oHa uepaem co MHol?.. Mos uepa mone-
K0 mozda Moxem docmuyb cosepuieHcmaa, ko20a s 3a6ydy, Ymo Mos
CKpUNKa — 8cez20 uib UHCMpyMeHm. Jluwib mo20da 803HUKAem HeKoe
Henosmopumoe eQUHCMB0; 1 HA3bI8AD 3MO COCMOSHUEe «Hepazoesb-
HOCMbIO»: K020a 51 3aX8AMbIBAKD CKPUNKY,  OHA MeHs), K020a 5 Qu3u-
yecku U OywesHo KaKk bbl C1U8Ar0CL 8Mecme C Helo. ... M 8 makue 4acsl
S NOHOCMbIO 0moaro cebs 80 81acmb Moell CKPUNKU U NOXUHA0
camsle npekpacHsie naoodbl...»

Neonunp KoraH

«TaK ewe HUKMO He U2pan Ha ckpunkels — 3T0 BOCK/IMLLAHWE BbIPBANOCh Y NPOC/IaB-
neHHoro MaTtpa XKaka Tubo, koraa 0T3ByYan NociefHUM akkopa, KoHuepTa MaraHuHu. Bl
crynneHue 27-netHero JleoHnaa KoraHa Ha duHanbHOM Type MexayHapoaHOro KOHKypca
koponesbl Ennsasetsl B bproccene B 1951 r. ctano He npocto «Hosol nobedoli cosemckoli
ucnonHUmMesnsckol wkonsl» (kak 06 atom nucanm B CCCP), 3o 6bin TpMyMd nonctuHe mu-
pOBOro 3Ha4yeHus. Ha My3bikanbHoM Onumne XX cToneTus B30LWNO HOBOE CBETUIO, Ybe
MM$ HaBCeraa OCTaHeTCs Cpeau BeNMyanlmx npeacTaBuTenein CKpUNUMYHOro MCKYCCTBa.

«Kaxemcs, 6ydmo cam lMazaHuHu Haxoodumcs Ha 3cmpade U u2paem cobCcmeeHHbl
KOHUepm...», — ncana yetblpe roga cnycts 3. XypaaH-MopaHx nocne BbICTyNieHuUs
ckpunaya B lNapwuxe. Jleonnaa KoraHa ewle He pas 6yayT cpaBHMBATb C BEMKUM UTa-
NbSHUEM — M0 HEeHOMEHaNbHOM TEXHUKE, OTHEHHO-BUPTYO3HOMY TeMNepaMeHTy, 0coboi
KMaHWaKaNbHOM» OAEPXKMMOCTU CKPUMKOM... HecnyyaiHo ckpunka KoraHa Bo3poxgaana
Ha KOHLLEPTHOW 3CTpaae nony3abbiTble couMHeHMs MaraHnHu, Gonee Toro, B €ro MCMOAHEHUM
OHM Npeobpaxkanuncb, HANONHAACh HECIbIXAHHOW Npexae rybuHOM, ApaMaTU3MOM, IpKO
BbIPXXEHHOM TeaTpasbHOCTbIO. A 3a rof, 0 KOHYMHBI apTUCT BOCCo3aan obpas MaraHuHu
Ha TeneskpaHe; 060MM apTMUCTaM BbII0 OTMNYLLEHO NATbAECAT BOCEMb JIET XXU3HM...

«3aHUMAMbCS HA CKPUNKe S CMas C08epPUIEHHO C1y4aliHo»... OLHAKO ye B AeTCKOM
BO3pacTe yHMKanbHas ogapeHHocCTb JleHn KoraHa He Morna ocTtatbcs He3aMeyeHHOM.
BHWMMaHMe 1 4yTKOCTb NPOSIBMA NEPBbIN yunTeNb B POAHOM [HenponeTpoBcke — @ununn
SIMNONbCKMIA; ManbyYMKa peKOMeHA0BaNM NokasaTb 3HaMeHUToMy npodeccopy MeTpy

Cronapckomy B Ogecce (3T0ro He NpOM30LLIO U3-33 BHE3ANHOM CMEPTH OTUA); Nocne
BbICTYMNNIEHUS HA KOHLLepTe B XapbKoBe 9-n1eTHero MysblkaHTa B3siu B LleHTpanbHyto
MY3bIKabHYHO LWKONY NpU MOCKOBCKOM KOHCEPBATOPUU, FAE €ro HaCTaBHMKOM CTan
Bblgatowmics negaror Abpam Unbuy AMnonbckuit.

B Bo3pacte 16 net, HakaHyHe Benukoi OTeyecTBeHHOM BOMHbI, JleoHna KoraH aebto-
TMpoBan ¢ CUMMOHNYECKMM OpPKeCTPOM B bosnblioM 3ane koHcepBaTopu. JIneHus u Ts-
roTbl BOEHHOTO Nepu1oaa, cBoicTBeHHoe KoraHy Y4yBCTBO XXMBOM CONPUYACTHOCTY BPEMEHM
3acTaBnanu paboTaTtb C YABOEHHOM CUNON. «Mbi He 3Hanu, K020 OH coboli npedcmasssiem, —
nucana MaTb CKpUNaya CtapLuen cectpe Ha GPOHT, — /100U 3HAKWUE 2080PSIM, YMO OH YHUKYM
8 NOJIHOM CMbIC/IE 3M020 C/108a». A BOT Kak OXapaKTepU30Bas €ro B NOC/IEBOEHHbIE FroAbl
npocnaBneHHbIn nuanuct [puropwii TH3bypr: «/lns e2o manaima Hem npezpad. loodyac
51 20Mo8 ynacme neped HUM Ha KOJIeHU, N004aC MHe KOXEMmCS, YMOo OH 0bsi80/».

B 1947 r.J1. KoraH 3aBoeBan nepsByl npemMuto Ha MexayHapoaHOM KOHKYpCe,
npuypoYeHHOM K MonogexHomy gectueanto B [pare; rog cnycrs 4OCPOYHO OKOHUMN
MoOCKOBCKYH KOHCEpBATOPWIO; MOCTYNUB B aCNMUPaHTYypy, Hayan paboTaTb Hag anccepra-
unen o leHpuke BeHssckoM. OLHAKO MaBHbIA UCNOAHWUTENBCKMI NOABUT TEX IET — NepBoe
B UCTOPUM HaLLeN CTpaHbl MCNONHeHWe Bcex 24 kanpucos MaraHMHU B OAHOM KOHLLepTe
(1949). K coxaneHwuto, 3TOT CyAbOOHOCHbIM KOHLEPT He bbli 3adMKCMPOBAH B 3aMMCH
(ckpvnay KaTeropuM4ecku 3anpeTus CTaBUTb MUKPOMOHDI).

TeM He MeHee B 3TOM e rogy KoraHa He LOMNYCTUAM K y4acTuio B MexayHapoLHOM
KoHKypce umenn A. Kybenuka B Mpare; 4eTbipbMs rofaMu paHee OH He Nonan B YUCNo
naypeatoB Bcecot3HOro KoOHKypca My3blKaHTOB-ucnonHutenei. OueBuaHo, rocyaap-
CTBEHHAs KaMMaHus «6opbbbl C KOCMOMOAUTUIMOMY, 3/10BELLEN TEHBKO OTNEYATABLLASACS
B cyabbax MHOrMX, He NpoLuia CTOpoHoii... Ho koraa koponeBa Ennsaeeta npurnacuna
MO/0AbIX COBETCKUX CKpUMayen Ha KOHKypC B bptoccens, a BnacTb TpeboBana oT HUX
«be3oroBopouHoi nobeppi», fasupg OncTpax HacTosn: [paH-Npu MOXeET 3aBOEBATb TO/BKO
Jleonnp KoraH.

B nepBble roabl KOHLEPTMPOBAHMS B pernepTyape HOro ckpunaya npeobnasanu
Npou3BeAEeHNS BUPTYO3HO-POMAHTUYECKOrO MAaHa. «Xomenocs bl yauje C1biiams 8 e20
ucnosnHeHuu KoHuepmesl Bsémara, neecel BeHsisckoeo, Capacame, llaeaHuHuU - 3mo 6b110
genukonenHo!l», — nucan Jasup OMcTpax; Ka3anocb, UMEHHO 3Ta My3blka NO-HACTOSLEMY



packpblna MHAMBUAYANbHbIM CTUNb ero Urpbl. Ho yxe K 25-neTHeMy BO3pacTy OH urpan
KoHuepTbl beTxoBeHa, MeHaenscoHa, bpamca, Yarkosckoro, [MasyHoOBa; U B TO e BPeMS
XMBO MHTEPECOBa/CS COBPEMEHHOW MY3bIKOW. IHTEpnpeTaumsa KoHuepTa XayaTypsHa
CTana OfHOWM U3 sipYaMLlUMX CTPAHUL, TBOpYeCKoi 6uorpadumn KoraHa; 3HaKOMCTBO C KOM-
Mo3UTOPOM MEPepOC/Io B CepAeyHYL0 ApYxDy. TBOpUECKne KOHTaKTbI CBA3bIBANM CKPUNAYa
¢ Meuncnasom BaiHbeprom, KapeHom XauaTtypsHom, [MaHuo BnagureposbiM, TUXOHOM
XpeHHMKOBbIM, DpaHKo MaHHWHO; ero MckyccTBo BAOXHOBAANO K. KapaeBa, A. babamkaHs-
Ha, /1. Knunnepa, A. XKonwmee, 3. leHncosa 1 MHorunx apyrux. Jleonma KoraH ctan nepsbiM
(v Ha ponrue roabl eAMHCTBEHHBIM!) CKPMNAYOM Hallewn CTPaHbl, UCMONHUBLLUMM KOHLEPT
AnbbaHa bepra; B nocneaHue rofbl XXM3HU HAAEANCs CbirpaTb KOHLEPT lNeHaepeLkoro.
[ns KoraHa nnannpoBsan Hanucatb Tpetui CKkpunuyHbIn KoHuepT AMutpuin LLloctakosuu...

B TeueHmne Bcei xxun3Hu obpawancs KoraH u k uckyccrey W.C. baxa, npoiga gonruii
MyTb OT UCMONIHEHNS OTAENbHbIX YACTEN CHOMT U NAPTUT [0 MACLUTABHbIX UCMONHUTENBCKMUX
umknoB. C rogamu ero Bce 6onee npuBneKanu CoHaTbl U KamepHble aHcambin beTxoseHa,
Mouapta, bpamca; peneptyap pacwumpsncs counmHeruamm Busanbam, @paHka, lpura, Pax-
MaHMHOBA... HO «BMPTYO3Hasn» My3bika NO-MpeXHeMy 0CTaBaNacCb B €ro UCNONHUTENBCKOM
apceHane,a 4yacTb MPOrpaMMbl KXA0ro KoHLepTa bblna 0TAaHA CKPUMMUYHBIM MUHUATIOPAM.

06 3TOM caM cKpumnay roBopun C KMOPOM: «MHe xo4yemcs 803Hazpadums nybauKy
30 me My4eHUs], Komopeie OHU 00bIYHO BbIHOCSM 8 KOHUepme». Ho 3a WwyTKow 6bina cKkpbITa
cepbe3Has 3afa4a — KoraH 6bin yOexaeH, UTo «1erkuiis xaHp MUHUATIOPbl COAEPXUT B cebe
TO, «4M0 HE0BX00UMO 0151 COBEPUIEHHOU CKPUNUYHOCMU», U MOTOMY [O/KEH OCTaBaTbCs He-
OTbEMIEMOM YACTbO penepTyapa 1tboro «cepbe3Horo» ckpunaya. bonee Toro, yepes Bup-
TYO3HYH COCTaBNSIHOLLYH MOXHO MOHSTb CyTb UCMOMHUTENBCKOTO MCKyccTBa JleoHnaa KoraHa.

XIX Bek BblABMHYN ABA NPOTUBOMOMIOXHBIX TUMA UCMOMHUTENLCKOM BUPTYO3HOCTMU.
MMepBbiit — 3n0ynoTpebneHne BHELWHUMM AaHHbIMU, CAMOLOB/IEOLLAN TEXHUYHOCTb, PAcCyn-
TaHHAs Ha MrHOBEHHbIN 3 deKT. Bropoi — packpbiTe COBCTBEHHOW UHAMBUAYANbHOCTH
yepes UCMNONHUTENBCTBO, TO €CTb CBOEr0 POAa «COTBOPYECTBO» C KOMMO3UTOPOM, NpH
3TOM — NPOAYMAHHOCTb Manenwnx aeTtanei, 06pazHo-3MOLMOHANBHOE HAMOHEHNE KaXK-
[,0ro TEXHUYECKOro npuema. 3To U ecTb NOAJMHHOE BOMJIOLEHUE BUPTYO3HOIO apTUCTU3-
Ma, NpeacTaBneHHoe umeHamu Jlucra, MNaraHuHn, Kpeicnepa, loposuua... Takum cerogns,
¢ BbicoTbl XX| cToneTus, BoIrngamT uckycctao JSleonnaa KoraHa.

bax, Mouaprt, BoéTaH, Kpericnep, LLloctakoBmY — 4To Bbl HM 3ByYano nog, ero nanb-
Lamu, Mbl 6e30WMH0YHO Y3HAEM KOTaHOBCKYH MaHepy «CKPUMUYHOIO BbICKA3blBAHUSY.
Mo meTkoMy onpenenenuto A. XauatypsiHa, KoraH «...ymeem ciywames gpemMsi U CAbiidms
8peMs, 3N0XY, MbICIUMb 21ybOKO U 0pUUHAIbHO». EMY HE HY)XHO MOAEPHU3UPOBATb MY3bIKY
npoLnoro (Kpeao apTMcTa — MakCMManbHO CefoBaTb aBTOPCKOMY OPUIMHANY), HO MOLLHAS
CUNA UCMOJNTHUTENBCKOW BOMM, SMOLMOHANbHAS 3apSKEHHOCTb HACTONbKO OBNAAEBAOT
Cnywarenem, 4To TOT rOTOB NOBEPUTb — TOJIBKO TaK M HMKAK MHAYe JO/MKHA 3By4aTb 3Ta
My3blka 38ecb 1 cenyac. C TeyeHmem BpemeHun KoraH MeHsn Noaxoa K Npou3BeneHuto,
NopoW cepbe3HO NepecMaTpuBan TPAaKTOBKY — KaX40e HOBOE MCMOIHEHWE 3aHOBO ne-
PEeXMBANOCh, KBbICTPAUBANOCh» BHYTPEHHUM CJTyXOM. [10TOMY OH U NpeanoYuTan XmByHo
BCTpeYy CO C/yLIATeNsIMM KKOHCEPBMPOBAHHOW» paboTe B CTyaUMN.

«4 8ce20a nopamancs e2o cmpemaeHuto 6e3 KoHUa NPodoaHaMb COBEPLIEHCMB08AMb
€800 u2py, - BcnoMuHan o Jleonnae KoraHe GppaHLy3CKMIM CKPUNUYHBIN SKCNEPT ITbeH
Batno. - 3mo cmpemneHue noddepxusano 8 Hem NoCMosIHHOE Yy8cmao becnokolicmea, npuda-
gasuiee €20 My3bIKanbHOMY UCNOSHEHUIO yOUBUMEbHYI NOOAUHHOCMb». ITY KNOAIMHHOCTbY,
KoTopo¥ KoraH nogumHAn Bce HaXoAMBLUMECS B apCEHANe CPeLCTBA — COBEPLUEHHYH TEXHUKY,
NereHAapHbIV HACbILWEHHBIN 3BYK «BapuTOHaNbHOrO TeMbpay, MacTepCcTBO BbICTPAUBaHMS
Apamatypruu, 6e3ynpeyHoe 4yBCTBO CTUNS — NPEKPACcHO oxapakTepu3oBan Mcaak CrepH:
«KoeaH... meopum My3biKy Ha CKpUNKe, a He u2paem Ha Heli».

B HacTosWeM M3gaHMK npeacTaBneHbl CTyAWMHbIE U KOHLEPTHbIE 3anuck JleoHnaa
Korana 1950-x - Hauyana 1960-x rr. U gaxe Takon «cpe3» ero UCNOSHUTENbCKOMO UCKYCCTBA,
OrpaHUYeHHbI BpEMEHHbIMU PaMKaMM U HEe OTpaXkatoLLmnii bonee NO3AHUX CTYAUAHbIX paboT
(koHuepTbI ¢ [aBnoM KoraHom, aHcambnesble coHaThl beTxoBeHa 1 bpamca ¢ HuHon Korah,
H6axoBckuii unkn ¢ Kapnom Puxtepom), AaeT WMpokoe npeacTaBieHne 0 MHOroobpasum
CTUNEBbIX M XXaHPOBbIX MPEANOYTEHNIA OOHOIO U3 KPYMHENLLMX cKkpunaden XX Beka.

McnonHeHne nepeoro KoHuepta Hukkono MaraHuHu — cBoeobpasHbii UTOr MHOTO-
neTHel paboTbl CKpMNaya Hag TBOPYECTBOM KKOPOS CKPUMKU», 3aBEPLUAIOLLMIA NepBbIit
3Tan ero ucnonHuTenbckoro nytu. e B koHue 1930-x rr. KoraH, yBneyeHHbI TBOPYECTBOM
MaraHnHuW, 06Hapyxun B 6MbAnoTeke MOCKOBCKOM KOHCEPBATOPUM peayaliliee nepBoe
u3LaHue KoHLUepTa, npeacTaBnstoLLee coboi aBTOPCKYO peaakuumio (Kak NpaBumiio, ckpunayu
urpanu NOCMepTHyH pefakumio Bunbrenbmun). OHa cTaBuna nepep, toHOLWeN HEBEPOSITHO



CNOXHBIE 33,344 — K TOMY Xe, OH lo/KeH Bbln cTaTh Nepeonpoxoauem. Ho sipkoe aMmouu-
OHaNIbHOE «MPOXWMBAHWE» 3TOM My3blkM, 6e30WMOB0YHOE NOHMMaHWe ee CTUNS COeNanu Bce
TPYAHOCTU NPECAONUMbIMU — «KoHUepm cpasy cman 015 MeHs CBOUM. 5 NOHSIA, MO He Mo2y
UMb 6e3 3moli My3biKU, N0JIHOU 3Hep2auU, 61a2opodCcmeaa, KpacoyHoOCMu».

lNepBoe ncnonHexnue koHuepta KoraHoM B ManoM 3ane MoCKOBCKOW KOHCEPBATO-
pun B 1941 r., npn BCEM ero WyMHOM ycnexe, 0CTaIoCb COObITUEM KKOHCEPBATOPCKOro»
3HaveHus. JeBaTb net cnycta KoraH ceirpan KoHuepT MNaraHuHu (Bkntouas MacwtabHyto
n TpyaHenwyto kageHumto A. Cope) c opkectpom Bcecoto3HOro paguo nog ynpaeneHueM
B. He6onbcnHa B KonoHHoM 3ane [Joma cOK030B; MCMONHEHME TPAHCIMPOBAAM MO paamo.
«HeseposmHebili 61eck u 8UpmMyo3Hoe CO8EPUIEHCMBO €20 U2pbl 0CMAsusIo He3abbieaeMoe
eneyamseHue, — cBupeTenocTsoBan B. [puropbes. - [10d06H020 ucnonHeHus He 6bi10
8 Hawel cmpaHe Hu 00, HU NOC/Ie 3Mo20 8bICMYNJIEHUS».

KoHuepT MaraHnHu KoraH BKAKOYMA B NPOrpaMMy TpETbErO Typa bptoccenbCckoro
COCTA3aHMS; B KaYecTBe 06513aTeNbHOro NPOU3BEAEHNS HAYaIbHOTO Typa B Hee BXOAMI
Matbih KoHUEpT AHpu BbéTaHa. 3TO ipKoe, HANONHEHHOE TEXHUYECKUMU TPYAHOCTAMM
COYMHEHMWe oTpaxkaeT Haubonee xapakTepHble YepTbl MHAMBUAYANbHOCTM 6eNbr1iiCKoro
MacTepa, nepes KoTopbIM NpeknoHAnnch M. Moaxum u J1. Ayap. MicnonHeHue 310ro KoHLepTa
B bptoccene - Ha poauHe BbéTaHa — Hanarano ocobyto OTBETCTBEHHOCTb, HO MHTEPMPETaLyS
J1. KoraHa nokopwuna B3biCKaTeIbHOE XIOPU U BbIABMHYNA ero B 6e3yc/oBHble Nnaepbl.

MepBbI cKpUNMYHbIN KoHLepT OMuTpus LoctakoBuya JleoHna Koran npuuuncnsn
K NPOU3BEAEHUNAM, KOTOpbIEe «3acmassiom 61a20208elHO CKIOHUMbCA Neped HUMU,
8bI3b18AIOM CMPEMIEHUE NOCMUYb UX 80 8cell 2/1ybuHe, NOOHSMbCS 8 CBOEM UCNOJIHe-
Huu 0o aemopa». Bnepsble ncnonHeHHoi B 1955 r. Jasnaom ONCTpaxom, KOHUEepT
Npou3Ben Ha Hero HeusrnaguMmoe BreyatneHune. Ero cobctBeHHas ncnonHuTenbCckas
TPaKTOBKA Bbl3peBasia NOCTENEHHO M 0Ka3aiacb COBEPLUEHHO MHOW, HO Bblna Npu3HaHa
aBTOPOM. «K02aH Ccblepan €20 HeOXUOAHHO UHaye.., bosiee Opamamu3suposaro, — Npu3Han
LocTtakoBuu. — OH gpye 8bl0en1s1 KOHMPACMHOCMb 06pa3os...». Cam KoraH npeactasnsan
cebe conepxaHue KOHLEpTa Kak paanKanbHY NOAsSpU3aLmIo ABMKYLWKX cun: «...Caem
U MbMQ... 3710 Nnbimaemcs 8ce cMMe U yHUYmoxume. C HUM pa3gopaqusaemcs Xecmokas
6opsba. M 8 npowinom u celivac. “Yepes mepHuu k 38e30am” — Opy2020 nymu Hem u 8 Mupe,
U 8 cepoue Kaxdo20 Yyenosekax.

C apyrom LLocTakoBuua, koMnosuTopoM Meuncnasom BaliHbeprom, JleoHn KoraH
nosHakomuncs B koHue 1940-x rr. OH ctan nepBbiM ncnonHutenem ero COHaTUHbI 4Ns
CKpUNKMU.

«Kozda 5 ycnsiwan e2o uzpy, - BCNOMUHAN KOMMO3UTOP, — Mo Obl1 06padosaH coena-
OeHueM HaWux Meicaell, xoms 0 xapakmepe My3bIKU Mbl C HUM He 06MOIBU/UCH HU 00HUM
c108oM. O Makom UCNONHeHUU MOXHO 6b110 MoJibko Meumame». C 3TUX NOP CKpMNaY cTan
6n13kmMM gpyrom BaitHbepra, a CouMHEeHME CKPUNMUUYHOM MY3bIKM NMPEBPATUAOCH B «M8op-
yeckyto nompebHocmo». « Tak poousCca CKpUNUYHeIl KOHUepm, Komopeil 5 NUCAN C MbIC/bIO
0 JleoHude Koeare u noceamun emy. 8 cmpemusics Hanucames e20 maxkum, 4mobsi 0H omaee-
Yas meopyecKkoMy oBJILKY My3bIKAHMA... COYUHEHUe c030a8aa0Ck He MOJIbKO € npuyesom”
Ha 38yK08ble, KOJIopuCmu4eckue Kayecmaa, 81a0eHue UHCMpYMeHmomM, Ho U Ha UMNposu-
3aUUoHHoe Hayano, npucyujee uepe Koaaxa... He 3Haro, ydanoce u MHe 3mo oCywecmsums,
HO Halimu sy4uwe20 ucnosHumerns 0bl10 He803MOXHO... E20 paHmacmuyeckoe ucnosHeHue
abconmHo 0meeqano Moemy 3amblCy».

SIpKO BbIPAXKEHHBIN KKOHLLEPTHbIW» XapaKTep Urpbl, CKYbNTYpHas «PPeckoBOCTbY
B MHTEpMpeTaLmMsax MacWTabHbIX KOHLEPTHO-CUMMOHUYECKUX NONOTEH — 3TU 0COBEH-
HocTu ctunst J1. KoraHa noCTosiHHO NoaYepKMBanmCb OTEHECTBEHHBIMU U 3apy6exHbIMU
peueH3zeHTamu. COBCEM UHbIMU TpaHIMKU 0O0pPAUMBASICS €0 TaNaHT B KAMEPHOM MYy-
3uumpoBaHuu. Ewe 6yayun yuennkom LML, KoraH opraHnsoBan CTpyHHbIM KBapTeT -
BO BpeMs BOMHbl TaKMM aHcambieM 6bii0 yao6Hee BbICTYNaTb B rOCNUTANSX (B HErO
Bxoaunu H0. Cutkoseukui, P. lybuHckuii u 4. CnobopkuH). B Havane 1950-x rr. ntobutenm
MY3bIKM CTANN CBUMAETENSMU POXKAEHUS HOBOrO KAMEPHOro aHcambns: Tpuo JleoHuaa
KoraHa, OmMunsa Tnenbca u Mctucnaea PoctponoBurya, 06pa3oBaHHOE MO UHULMATUBE
NMUaHUCTA, NPOCYLWLECTBOBANO HEAOJMO — CJIMILKOM HEMOXOXMMU APYT HAa Apyra Oblau
€ro YY4aCTHUKM, K TOMY XKe KXKAbIA U3 HUX NPOAOSIKAN MHTEHCUBHYIO CONTbHYHO Kapbepy.
OpHako 3a HebONbLWOM CPOK 3TOT 3aMeyaTeNbHbI aHCaMbib MOMYYMUN BCECOHO3HYIO
W3BECTHOCTb, €r0 3aMMCK 3aneyatnent yauBmTebHO rAPMOHUYHYIO UFPY TPEX BEIUKMUX
MY3bIKaHTOB, CNOCOBHbIX CAEPXKUBATH CBOM TEMMNEPAMEHT U MHAMBUAYANIbHOE CbllLaHKe
npou3BeneHus — BO UMsi My3bIKu.

OTnenbHo cnenyet ckasatb 06 aHcambne JleoHnpa KoraHa v Enusasetsl [unensc.
Cectpa 2muns lMnenbca, BocnutaHHMLa wkonbl 1. Cronapckoro u ctyaeHTka A. iMnonb-



ckoro, Ennsaseta lMnenbc nonyunna n3BecTHOCTb elle BO BTOpor nonosuHe 1930-x rr.,,
BbICTYNMB BHE KOHKypca Ha [lepBoM Bcecoto3HOM COCTA3aHUM My3bIKaHTOB-UCNONHUTENEN
(ev 6bin0 BCero 14 net). OHa 6bina yooctoeHa |l npemMun Ha cnegytowem BeecotosHom
KOHKypce 1 6poH30BOM Mefanu MexayHapoaHOro KOHKypca uMenu 3. M3au B bproccene
(TpaH-npu 6bin yooctoeH [. OnicTpax). «Y Hee ydusumensHoU Kpacomsi 38yK, CmuxuliHas
8UPMYO03HOCM®...»; «SIpKUll memnepameHm, eny6buHa, ... ECMeCm8eHHOCMb — U 8 MO He
8pems UCK/YUmMessHoe 8aadeHue UHCMpPYMeHmoM», — Tak OLeHuBanu urpy Envsasetoi
Munenbc peueHseHTbl. KOHasg ckpunayka npeTeHA0Bana Ha 61ecTaLyo CONbHYI0 Kapbepy,
HO, CTaB BepHOW cnyTHuuewn JleoHnaa KoraHa, MaTepblo ero TanaHTAmMBbIX geTten, Enmsa-
BeTa HeBONIbHO 06pekna cebs Ha To, YTOObI OCTaTbCs B TEHM cynpyra. TeM He MeHee caM
KoraH upe3BbIi4alfiHO BbICOKO OLLEHMBAN €€ TaNaHT; UX NepBoe COBMECTHOE BbICTYN/EHNE
cocrosnock B 1948 r. ([BoiHOM koHLEepT baxa), B AanbHeNLWeM OHM UCNOMHANMN M 3anucanm
MporpamMmMmy CKpUMMUHbIX Ay3TOB. [103e ceMelHbli CKpUNUYHbIM aHcambib oboraTuncs
eLLe OfHUM Y4aCTHUKOM (CbIHOM [1aBioM), 4N9 3TOro TPMO Bbin COUMHEH TPOMHOW KOHLEPT
UTanbSHCKMM Komno3utopoM ®. MaHHMHO. CoxpaHuBlumnecs 3anucu EnmsaseTsl Munensc
NO3BOJISIOT FOBOPUTL O HEM Kak 06 OAHOM M3 KpYNHENLWMX NpeacTaBUTeNbHUL, KLLKObI
Cronsipckoroy.

CB0e06pasHbIM «MUHKU-NOPTPETOM» KOraHa-uCNonHWTENS MOXHO HA3BaTb 3aMNUCh
ero KoHuepta 7 anpens 1963 r. B bonbLiom 3ane koHcepBaTopun. AHcambieBbli napTHep
CcKpunaya — 3ameyvaTeNibHbI KoHuepTMelcTep AHapen SlkoBneBuY MbITHUK, C KOTOPbIM
OH perynsipHo NOSIBAS/CS Ha KOHLePTHbIX NIOLAAKAX HA MPOTSKEHUM NOYTU ABYX AeCs-
TUNETUIA. «M3 gcex nuaHucmos, ¢ KomopsimMu 8bicmynan KozaH, — 3amevaet [. laparaH, -
noxanyd, moneko Huxe KozaH y0anoce 006Umscs mako20 2apMOHUYHO20 U 6e3ynpeyHo2o
aHcaméns, kakol 6bin ¢ A. MeimHukom». XapakTepHblit ang KoraHa KOHTpacT cTune
1 3Mn0ox (NOYTM HapouuTbit — bpamc u Mpokodbes!) coueTaeTcs ¢ HEOOLIYHOW NOrMKOM
MOCTPOEHMS NPOrpaMMbl: BHYTPEHHAS ApaMaTyprus KOHLEpPTa 3aMeTHa He Cpasy, Ho TeM
YOMBUTENbHEN NPOSICHAETCS K KOHLLY.

CympauHbin konoput MNepsoit coHaTbl bpamca, B caep>aHHOM neyanu KOTopown
3ak/oyeHa rnybokas ckopbb (coHaTa noceaweHa namsatu oHoro @. LymaHa - mnaa-
wero cbiHa Pobepta n Knapel LLymaH, ymepuero ot Tybepkynesa); U CBeTNas AMpuKa,
NpunNpaBneHHas KKOMYMMY» KOMOPOM cKepuo BTopoi coHaTbl [TpokodbeBa — ewwe oanH
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npuMep, HACKONbKO NO-pa3HOMY MOXET ObITb MCTONIKOBAHO OAHO NPOU3BEAEHME: B OPU-
rMHane HanucaHHas ans GnenTbl, CoHaTa 6bina obpaboTtaHa asTopom ana M. Oictpaxa,
Ho KoraH urpaert ee ropasgo 6onee «HepBHO», CTOBHO 0O6Haas OCTpble Yribl NPOKO-
dbeBckoi My3biku. OT MpokodbeBa BbICTPAaNBAETCS HUTb K TpaHCKpunumm apum @urapo
n3 «CesusbCko20 YUpPHLHUKA», caenaHHoi M. KactenbHyoBo-Tenecko no npocbbe fAwm
XeWdeua («McnaHckas HaGpoOHas coumax» 3By4UT MeXIY HUMU CBOEr0 pofia «3K30TUYe-
CKMM MHTEPMELLLO»), HO 1 3[eCb apTUCT He MAeT NPOTOPEHHOM AOPOrol CBOEro Kymupa:
cKkpunka Xevidela 3By4nT C CAPKACTUYECKOM OCTPOTOM, B TO BpeMs Kak KoraH BbicTpanBaeT
NPUYYLINBbINA KOHTPANYHKT 6y)dOHHOM KaHTUNEHbI-CKOPOroBOPKM PUrapo 1 rpoTeckHbiX
MaCoK, BbITNAbIBAKOLLMX U3 BCEX YrNoB GopTennaHHoi naptmu... CHoBa bpamc — Ha 3ToT
pa3 «BepTepUaHCKMIA», MOAUYEPKHYTO POMAHTUYECKMIA; 3TO CKepLo CYXUT NepexonoM
K «MWUHMWATIOPHOM» Y4aCT Nporpammbl. Psa, xapaktepHbix 6UCOB BeHYaeT «Smatickas pym-
6a». bpamMcoBckas «3akaTHas» Nevyanb U OrHEHHbIM BUXPb KPEOIbCKOTO TaHLA — TaKOBbI
0CeBble TOUYKM KOHLLepTa: HO He B TaKOM /i MHOroo6pa3uu npeacTaeT nepes HaMM cama
XMU3Hb? XOUYEeTCS 3aKOHYMTb CTPOKOM M3 BOCMOMUHAHMI MaHHWHO: «/leoHud KozaH 6bin
yesnoseKkoM, Komopelli He cmosibko Oyman o cebe, CkosbKO 06 uckyccmae. M denan oH 3mo
mak xe, Kak u xun: con allegriax.

bopuc Mykoceli



...Sometimes | wonder who plays, my violin or myself. Do I really play
the violin, or does it plays me? My playing can achieve perfection
only when | forget that my violin is just an instrument. Only then
some kind of unique unity appears; | call this state “inseparability”:
when | seize the violin, and it seizes me, when | sort of fade into it
physically and mentally... When it happens, | completely give in to
my violin and reap the most beautiful fruits...

Leonid Kogan

“Nobody has played the violin like this!” exclaimed the celebrated master Jacques
Thibaud after the last chord of the Paganini concerto faded. The twenty-seven-year-old
Leonid Kogan’s performance at the final round of the Queen Elisabeth International
Competition in Brussels in 1951 was not just a “new victory of the Soviet performing
school”(as they used to put it in the USSR), it was a triumph on a truly global scale. A new
star ascended to the musical summit of the twentieth century, and his name remained
among the greatest representatives of the violin art for good.

“It feels like Paganini himself is on the stage and playing his own concerto’, wrote the
French violinist Héléne Jourdan-Morhange four years after Kogan’s performance in Paris.
Leonid Kogan was often compared with the great Italian afterwards when they spoke about
his phenomenal technique, fiery virtuoso temperament and special “manic” obsession with
the violin... It is no coincidence that Kogan’s violin revived Paganini’s half-forgotten works
on the concert stage. Performed by Kogan, they gained previously unheard depth, drama
and pronounced theatricalism. A year before the violinist’s death, he re-created the image
of Paganini on the TV screen; both artists were given fifty-eight years to live...

‘I began to take violin lessons quite by chance”. However, even at an early age,
Kogan’s unique gift could not go unnoticed. Philip Yampolsky, the first teacher in his
native city of Dnepropetrovsk, showed much attention and consideration. The boy was
recommended to the famous Professor Pyotr Stolyarsky in Odessa (it did not actually
happen because of Kogan’s father’s sudden death). After performing at a concert in
Kharkov, the nine-year-old musician was admitted to the Central Music School of the
Moscow Conservatory where he was taught by the outstanding Abram Yampolsky.

At the age of sixteen, on the eve of the Great Patriotic War, Leonid Kogan made
his debut with a symphony orchestra at the Grand Hall of the Moscow Conservatory.
The hardships of the war period combined with Kogan’s inherent sense of involvement
forced him to redouble his efforts. “We didn’t know who he was,” the violinist’s mother
wrote to her elder sister who was on the front-line. “The people who know him say he
is unique in every sense of the word”. This is how the famous pianist Grigory Ginsburg
described Kogan after the war: “There are no batrriers for his talent. Sometimes | am ready
to fall on my knees before him, sometimes he seems to be a devil’.

In 1947, Leonid Kogan won the first prize of the international competition timed
to the Youth Festival in Prague. A year later, he graduated from the Moscow Conser-
vatory ahead of time. He entered the graduate school and began to work on a thesis
on Henryk Wieniawski. However, his main performing feat in those years was when
he became the first domestic violinist to perform all twenty-four Paganini caprices
within one concert in 1949. Unfortunately, that landmark concert was not recorded
because the violinist categorically forbade microphones.

Nevertheless, in the same year, Kogan was not allowed to participate in the Jan
Kubelik Competition in Prague. Four years earlier, he was not among the prize-win-
ners of the All-Union Competition of Performing Musicians. Obviously, like an omi-
nous shadow, the state campaign that urged to “fight against cosmopolitanism” left
its trace on the fate of many, including Kogan. But when Queen Elisabeth invited
young Soviet violinists to the competition in Brussels, and the state authority de-
manded an “unconditional victory” from them, David Qistrakh insisted that only Leo-
nid Kogan was able to win the Grand Prix.

The young violinist’s repertoire in the first performing years mostly consisted
of romantic virtuosic works. “/ would like him to play Vieuxtemps’s concertos, pieces by
Wieniawski, Sarasate and Paganini more often - that was great!” David Oistrakh wrote.
It seemed to be the right music for his individual style of playing. But by the age of
twenty-five he had played concertos by Beethoven,Mendelssohn, Brahms, Tchaikovsky
and Glazunov. At the same time, he demonstrated a keen interest in modern music.
His interpretation of Khachaturian’s concerto became one of the brightest pages of
Kogan’s artistic biography. The acquaintance with the composer grew into a cordial



friendship. The violinist had close artistic contacts with Mieczystaw Weinberg, Karen
Khachaturian, Pancho Vladigerov, Tikhon Khrennikov and Franco Mannino. His art
inspired Kara Karayev, Arno Babajanian, Lev Knipper, André Jolivet, Edison Denisov
and many others. Leonid Kogan became the first (and the only one for many years)
violinist in this country to perform Alban Berg’s concerto. In the last years of his life,
he hoped to play Penderecki’s concerto. Dmitri Shostakovich had an idea of writing
his third violin concerto for Kogan.

Kogan was devoted to the art of J.S. Bach throughout his life and made a long
way from performing some parts of the suites and partitas to the large-scale cycles.
Over the years, he was increasingly attracted to the sonatas and chamber ensembles
by Beethoven, Mozart and Brahms. His repertoire comprised works by Vivaldi, Franck,
Grieg and Rachmaninoff. However, the “virtuosic” music still remained in his perform-
ing arsenal,and some part of each of his recitals was given to violin miniatures.

“I want to reward the audience for the torment they usually have to suffer during a
recital’, the violinist said jokingly. However, the joke concealed a serious task — Kogan
was convinced that the “light” genre of miniature contained “what was necessary
for perfect violinism” and therefore must remain an integral part of any “serious”
violinist’s repertoire. Moreover, the essence of Leonid Kogan’s performing art can be
comprehended through its virtuosic component.

The nineteenth century put forward two opposite types of performing virtuosity.
The first one is abuse of looks and self-sufficient technical skills meant for an instant
effect. The second is demonstration of one’s individuality through performance, that
is,a kind of “co-creation” with a composer, and at the same time, the smallest details
carefully designed, a figurative and emotional content of each technical devise. This
is a true embodiment of virtuosic artistry represented by the likes of Liszt, Paganini,
Kreisler and Horowitz. This is how the art of Leonid Kogan is viewed from the height
of the twenty-first century.

Bach, Mozart, Vieuxtemps, Kreisler, Shostakovich... No matter what sounded un-
der his fingers, we unmistakably recognize the Kogan style of “violin utterance” As
Aram Khachaturian aptly noted, Kogan “..knows how to listen to time and hear time, the
epoch, how to think deeply and in an original manner”. He does not need to modernize

the music of the past (the artist’s credo is to follow the original text as much as pos-
sible), but his powerful force of the performing will and his emotional charge seize
the listener to the extent when he is ready to believe that this music has to sound
here and now only this and not any other way. With the course of time, Kogan could
change his approach to a certain work and at times seriously revised his interpre-
tation - each new performance was re-experienced and “built” by means of internal
hearing. That is why he preferred a live meeting with the audience to “‘canned” work
in the studio.

“l was always amazed at his desire to endlessly improve his playing,” the French
violin expert Etienne Vatelot recalled. “That aspiration maintained his constant sense
of anxiety, which gave amazing authenticity to his musical performance’.

Kogan subordinated all the means in his arsenal - perfect technique, the leg-
endary rich sound of a “baritonal timbre”, the mastery of drama building and an im-
peccable sense of style —to this “authenticity”, which was perfectly described by Isaac
Stern: “Kogan creates music on the violin rather than plays it”.

This release includes Leonid Kogan’s studio and concert recordings made be-
tween the 1950s and the early 1960s. Even such a “profile” of his performing art lim-
ited by the time frames and not reflecting his later studio works (concerts with Pavel
Kogan, Beethoven’s and Brahms’s ensemble sonatas with Nina Kogan, Bach’s cycle
with Karl Richter) gives a wide idea of the variety of stylistic and genre preferences
of one of the greatest violinists of the twentieth century.

The performance of Niccold Paganini’s first concerto is a peculiar result of many
years of work on the music composed by the “king of the violin”, which concluded the
first stage of Kogan’s performing career. Earlier, in the late 1930s, Kogan, fascinated
by Paganini’s works, found a very rare first (Paganini’s) edition of the concerto in the
library of the Moscow Conservatory (as a rule, violinists played A. Wilhelmj’s post-
humous version). It set the young man unbelievable tasks, and, in addition to that,
he had to become a pioneer. However, the highly emotional experience of playing
this music and unmistakable understanding of its style made all the difficulties sur-
mountable - “The concerto became mine instantly. | realized that | could not live without
this music filled with energy, nobility and colours’.



Despite the resounding success of Kogan’s first performance of the concerto at
the Small Hall of the Moscow Conservatory in 1941, it remained an event of “‘conser-
vatory” significance. Nine years later, Kogan played the Paganini concerto (including
the long and complicated Sauret cadenza) with the All-Union Radio Orchestra con-
ducted by Vasily Nebolsin at the Column Hall of the House of the Unions; the perfor-
mance was broadcast on the radio. “The incredible brilliance and virtuosic perfection
of his performance left an unforgettable impression,”Vladimir Grigoriev testified. “There
was not a performance like that in our country either before or after that’.

Kogan included the Paganini concerto in the program of the third round of the
Brussels competition; Henri Vieuxtemps’s fifth concerto was a compulsory piece of
the initial round. This composition filled with technical difficulties reflects the most
characteristic personality traits of the Belgian master who was admired by Joseph
Joachim and Leopold Auer. The performance of this concerto in Brussels, in Vieux-
temps’s home country, imposed a special responsibility, but Kogan’s interpretation
conquered the demanding judges and made him one of the undisputed leaders.

Leonid Kogan reckoned Dmitri Shostakovich’s first violin concerto among the
works that “make one bow reverently before them, cause a desire to comprehend their
depth entirely and make it to the top of the composer”. First performed in 1955 by
David Oistrakh, the concerto made an indelible impression on Kogan whose own
performing interpretation matured gradually and sounded completely different. Nev-
ertheless, it was acknowledged by the composer. “Kogan played it in an unexpectedly
different way..., more dramatically,” Shostakovich admitted. “He highlighted the contrast
of images more profoundly...” Kogan imagined the content of the concerto as radical
polarization of the driving forces: .. Light and darkness ... Evil is trying to crush and
destroy everything. There’s a brutal fight against it. Both in the past and now. Ad astra per
aspera - there is no other way in both the world and the heart of every person’.

Leonid Kogan met the composer Mieczystaw Weinberg, a friend of Shostakovich,
in the late 1940s. He became the first performer of his Sonatina for violin.

“When | heard him play, | was delighted to see how our thoughts coincided, al-
though we did not say a word about the nature of the music. | could only dream of such
a performance’, the composer recalled. From then on the violinist was a close friend

of Weinberg, for whom writing violin music became a “creative need”. “That’s how the
violin concerto was born, and | was writing it with Leonid Kogan in my mind, and then
dedicated it to him. | wanted to write it in a way that would correspond to the musician’s
artistic image... | was creating the composition not only “with an eye” on the sound and
coloristic qualities, proficiency in the instrument, but also on the improvisational principle
inherent in Kogan’s playing... | don’t know if | managed to do it, but it was impossible to
find a better performer... His fantastic performance was absolutely in line with my idea’”.

The pronounced “concerto” nature of playing and sculptural “fresco-ism” in the
interpretations of the large-scale concertos and symphonies are features of Leonid
Kogan’s style that were constantly emphasized by domestic and foreign reviewers.
Completely different sides to his talent were heard when he played chamber music.
When Kogan was a student of the Central Music School, he formed a string quartet
(with Yulian Sitkovetsky, Rostislav Dubinsky and Yakov Slobodkin). Such a lineup was
more convenient to perform at hospitals during the war. In the early 1950s, music
lovers witnessed the birth of a new chamber ensemble. The trio of Leonid Kogan,
Emil Gilels and Mstislav Rostropovich formed on the initiative of the pianist did not
last long - the members were too incompatible, and above all that, each of them
kept making an active solo career. However, in a short period of time, the remarkable
ensemble became famous nationwide, and their recordings captured a surprisingly
harmonious play of the three great musicians who were able to restrain their temper-
ament and individual hearing of the works in the name of Music.

The ensemble of Leonid Kogan and Elizaveta Gilels deserves a separate men-
tion. Elizaveta Gilels, Emil Gilels’s sister, a pupil of the Pyotr Stolyarsky school and a
student of Abram Yampolsky, rose to fame in the second half of the 1930s performing
as a non-contestant at the First All-Union Competition of Performing Musicians (she
was only fourteen years old). She was awarded the second prize at the next All-Union
Competition and the bronze medal of the Eugéne Ysaye International Competition
in Brussels (the Grand Prix went to David Oistrakh). “She had an amazingly beautiful
sound, elemental virtuosity ...”; “a bright temperament, depth, ... naturalness - and at the
same time, exceptional possession of the instrument’, reviewers wrote about Elizaveta
Gilels. The young violinist pretended to a brilliant solo career, but after she became



Leonid Kogan’s faithful companion and the mother of his talented children, she un-
wittingly condemned herself to remain in the shadow of her husband. Neverthe-
less, Kogan highly valued her talent. Their first joint performance took place in 1948
(Bach’s Double Concerto), and later they performed and recorded a program of violin
duets. Another member, their son Pavel, joined the family violin ensemble later. The
Italian composer Franco Mannino wrote his Triple Concerto for them. The surviving
recordings of Elizaveta Gilels allow us to speak of her as one of the brightest repre-
sentatives of the Stolyarsky school.

The recording of Kogan’s recital of 7 April 1963 at the Grand Hall of the Conser-
vatory can be called a mini-portrait of the performer. The violinist’s ensemble part-
ner is the wonderful accompanist Andrei Mytnik, with whom he regularly appeared
on concert stages for almost two decades. “Of all the pianists that Kogan performed
with, Nina Kogan was the one with whom he managed to achieve as harmonious and
flawless ensemble as he had with Andrei Mytnik,” noted musicologist Dina Daragan.
The contrast between styles and epochs (almost deliberate — Brahms and Prokofiev),
which was so typical of Kogan, is combined with unusual logic of the content of the
program: the internal drama of the concert is not immediately noticeable, the more
surprisingly clear it becomes by the end.

The gloomy flavour of Brahms’s First Sonata, the restrained sadness of which
contains deep mourning (the sonata is dedicated to the memory of the young Felix
Schumann, the youngest son of Robert and Clara Schumann, who died of tuberculo-
sis),and the light lyricism of Prokofiev’s Second Sonata seasoned with prickly humour
of the scherzo is another example of how the same work can be interpreted different-
ly. Prokofiev’s sonata originally written for the flute was rearranged by the composer
for David OQistrakh. Kogan plays it much more “nervously” as if exposing the sharp
corners of Prokofiev's music. From Prokofiev, the thread is extended to Figaro’s aria
from The Barber of Seville transcribed by Mario Castelnuovo-Tedesco at the request of
Jascha Heifetz (the Spanish Folk Suite between them sounds like some sort of “exotic
intermezzo”), but Kogan does not follow the trodden path of his idol. Heifetz’s violin
sounds sarcastic, while Kogan builds a whimsical counterpoint between Figaro’s buf-
foonish cantilena patter and the grotesque masks peeking around all corners of the

piano part. And then Brahms again - “Wertherian” this time, emphatically romantic.
This Scherzo is a transition to the “miniature” part of the program. Jamaican Rumba
crowns a number of typical encores. Brahms’s “sunset” sadness and a fiery whirlwind
of the Creole dance are the axial points of the recital. But isn’t life itself as diverse
as this? | would like to conclude with a line from Mannino’s memoirs: “Leonid Kogan
was a man who thought not so much about himself as about art. And he did it like he
lived: con allegria’.

Boris Mukosey
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