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lazanuru XX eexa»... «My3biKaum, ... 001adarowuli camvim negyuum 38yKom cpeou
8cex CyWwecmeylowux UCnonHumeneli-cmpyHHUK08»... <«...e20 UCKYccmeo docmuzaem
2paHell c8epxsecmecmeeHH020»... TakuMy BOCTOPKEHHBIMM SIMTeTaMM BCTpeyasa
oTevyecTBeHHas1 U 3apyOekHast My3bIKalibHast KpuTuka Janumna Boprcosuua llad-
pana. Ero TBOpuecKuii myTb, IpOAo/DKaBILIMiics 60ree 60 JIeT, COCTaBUIT LIENTYIO STTOXY
B POCCHIICKOM ¥ MMPOBOM MCIIOTTHUTEIBCKOM MCKycCTBe XX Beka.

MysbikanbHoe gapoBanue llladpan yHactemoBan ot otia — B.C. Illadpana,
Gosee Tpex MECSITWIETWIT BO3IIAB/ISIBIIETO TPYITy BUOMOHUEIeH OpKecTpa
Jlenunrpapackoii dumapmonun. OTel| U CTal ero mepBbiM yuutenem. [Ipu Tom
YTO cepbe3HbIe 3aHSATHS GYOYIIero BMOMIOHYEIICTa HAualInCh JOBOJIBHO TO3HO,
B BOCeMb C TIOJIOBMHOIA JIeT, Y)ke B JeCsiTb OH Jiajl IepBblii COMbHBIN KOHIIEPT,
B OAVHHAJLATbh BBICTYNAA C OpKecTpoM. A B 1937 rI. ueTbIpHaALATUIETHUI
Ianwna ladpaH 3aBoeBat mepsylo MpemMuio Ha Bcecolo3HOM KOHKypCe CKpuIia-
yeil ¥ BUOJIOHYENNUCTOB B MOCKBe — CaMblii I0HBII yUYaCTHMK KOHKypCa MOKOPUI
SKIOpU CBOeli heHOMEeHaNIbHOM 0apeHHOCThI0. K TOMY BpeMeHu OH GbUT yUeHU-
KOM J,eTCKOJ IpyIIIbl py JIeHMHIPaACKOl KOHCePBATOPUMY, Ile 3aHMMaJICS IO,
PYKOBOZCTBOM 3aMeuaTesIbHOTO Iezmarora, mpodeccopa A.4. llltpumepa, y KOTO-
POTO OH yUMJICS BIUIOTh IO OKOHYaHMsI KoHcepBaTopuu B 1950 r. [Tocie KoHKypca
MY3bIKaHT ITOJTYYMJI B TIOAAPOK BUONIOHYEb, CAEaHHYI0 B MacTePCKO AHTOHMO
u Vleponuma Amaru B 1630 r., ¢ atum nHcrpymentom Janumn Mladpan He pac-
cTaBasICs 0 CaMOoit CMepTH.

B 1941 r. ladpan peuvt uat Ha GPOHT B COCTaBe HAPOJHOTO OTIOTYEHMS,
HO ero 3BakyupoBasu B HOBOCHMOUPCK, 1€ OH MPOLO/IDKMI aKTUBHYIO KOHIEPT-
HYIO 1eSITeNIbHOCTb. B 1943 1. MOI0[0Ji BMOIOHYENUCT nepeexan B MOCKBY U CTal



conuctom MockoBckoit hunapmonun. B 1949 r. lanumn llabpas onepskan modemy
Ha MexzyHaporHoM ¢ecTyBaie MOIOAEXKM U CTYLeHTOB B byznarermre, rox ciy-
cTs1 — Ha MeXXayHapoIHOM KOHKypce BuonoHuencros umenu I. Burana B IIpare
(B 060MX CITy4asix OH pas3aenI epByio npemuio ¢ McruciaBom PocTporioBuyem).

B 1959 r. [I. llladpaH cTan mepBbIM COBETCKMM MYy3bIKAHTOM, M36PaHHBIM
IoueTHBIM aKafeMMKOM BceMMpHOI akageMuu My3bIKaHTOB B PuMe. MTanbsaH-
cKkue raseTsl mucanu, uto llladpan Brucan 3010TYI0 CTPAHUILY B JIETOMUCH PrM-
CKO¥1 (hmapMOHMN.

TpygHO Ha3BaTb CTPaHy, I7ie He racTPOIMPOBAJ STOT BbINAIOMMIICS apTUCT.
VIHTEHCUBHOCTb KOHLIEPTHO HesITeTbHOCTM OH COYeTas C OOUIMPHBIM, TOCTO-
SIHHO TIOIOJIHSIEMBbIM pernepTyapoM. Jlaxke cpely BMOJIIOHYETbHON KIACCUKU
MadpaH HaxomuI pefKue Moay3abbiThie couMHeHUs (KOHLEepTh! K. /laBbiioBa,
nbecs! [I. TTonmepa); ocyiecTBII MHOKECTBO BMOJIOHYEIbHBIX TPAHCKPUIILII
(cxkpunuyuHoit conatel C. ®paHka 1 anbToBoi coHaTsl [I. [llocTakoBMUa, HOKTIOP-
HoB @. llloneHa, «Yemoipex cmpoaux Hanesoé» V1. Bpamca, «Cioumeot 6 cmapuHHoOM
cmune» A. lllHMTKe); o6pamjagcsi K MacIITAGHBIM VCIIOTHUTETbCKUM LVKIaM
(BmonoHuenbHbIe coHaThl U clouTbl U.C. Baxa, conatsl JI. BaH BeTxoBena). Oco-
60e mMecTo B perepryape llladpana saHuMana My3blka COBpEMEHHBIX OTeue-
CTBEHHBIX KOMIIO3UTOPOB: OH OJHUM M3 IE€PBbIX CTal PEryaspHO UCIIONHSThH
conaty [I. llloctakoBuya 1 B 1946 T. OCYIIECTBIJI €€ MIePBYIO 3aM1UCh B aHCaMbJie
¢ aBTopoMm; B 1960 T. me60THPOBaT B HbIO-ITOPKCKOM KapHeru-xosie cOHaToM
M. Baita6epra («9kcmpaopouHapHo My3siKaneH U MexHUUecKu cO8epuleHeH», —
mycan TOrja O BUOJOHYENNCTe BUIHBIN aMepUKaHCKUI KPUTHUK). P npouns-
BefleHMit Obl HamucaH crenyanbHo As lladpaHa M BO3HMK B TBOPYECKOM
COaBTOPCTBE C HUM.



[Tpu pa6ote B crymuu 3Bykosamucu Hauvnn [ladpaH, kak mpaBuio, «CyMMu-
POBaJI» Ha IUIACTVHKE MHOTOJIETHWI OITBIT PaGOTHI C COYMHEHMEM, 3aIlMChIBAs €er0
IIo0CJiIe MHOTOUMC/II€HHBIX KOHLEPTHBIX ucnonHenuii. 1 B 1o ke BpeMsl HUKOTaa
He OCTaHaBJIMBAJICS HA NOCTUTHYTOM — 3all}Ch HE CTAHOBWJIACH JJISI HETO «...MmeM
npedenom, Komopelii 66! Xomenocy 3aukcuposams HageuHo. C meueHuem pemeHuU, —
npusHasancs lladpaH, - mHo20e MeHsemcs, MHOz0e uzpaemcs uHaue; 8edv cama
CYUHOCMb MY3bIKU 8 e NOCMOSIHHOM U 8e4HOM dusceHuu». Hanbonee MHTEHCUBHOM
CTYOUITHOM paboToit apTucta ormeueHbl 1970-80-e rr. Ero mociegHuit KOHLEPT
B Mockse cocTosizicsl B BonbIiom 3aie KoHcepBaTopuu B 1992 1., HO U B Ioc/IeiHNe
TOIbI JKU3HY OH PEryIsipHO JaBajl MacTep-Kaaccsl B Poccyn 1 3a pyGeskoMm.

«Omo 0bl1 My3bIKAHM, C KOMOPO2O MOXCHO 6blno 6bl Hanucams nopmpem He
MOILKO UCMUHHO020 hemepOypecko20 UHMeIU2eHMa Ul nocieoHez20 pomMaHmuxa,
HO U “mpydozonuKka” @ camom Jyuuiem cmuiciie CJi08a — 4esosek, 6YK8aipHo “npu-
KOBAHHBILI” K BUOJIOHUENU U He npedcmaessewuli ceoell HusHu 6e3 nocmosiHHoz0
o0ujeHus: ¢ My3siKoli», — ican B Hekposore o [lanune [llappane My3bIKaabHBIN
sKypHa/mcT A. BapradTuk.

Hponsseuenm{ JUIs1 BUOJIOHYE/IM 3aHMMAwT BUAHOE MeEeCTO B KaMepHO-
MHCTpyMeHTasbHOM Hacienuu VoranHa CebactbsiHa Baxa. OHM GbUIM CO3TAHbI
B TeueHue 1717-1723 T, B iepuog, cyk6bl B I. KETeHe, yCI0BMSI KOTOPOIi CrIoco6-
CTBOBAJIM paciBeTy 6aX0BCKOr0 TBOPYECTBA MMEHHO B MHCTPYMEHTAIbHBIX SKaH-
pax. B 3T 5ke rombI U3 oz, epa baxa BO3HUKI/IM CKPUITMYHbIE COHATDI Y TTAPTUTHI,
«AHenutickue» v «dPpanyy3ckue» KIaBUPHBIE CIONTDI, TIEPBBII TOM «X0pouwlo mem-
nepupos8aHHozo knasupa... Ho 6osnbliiie Bcero KETEHCKMI KHSI3b JIeOmob i, 106
BMOJTY ja raMmba (6apOvHbIii BADMAHT BUOTIOHYEIIN), Ha KOTOPOIi C YIOBOIBCTBUEM



UIrpaj; BO3MOXHO, IJIS COBMECTHOTO My3ULIMPOBAHMSI CO CBOMM BBICOKMM IIOKPO-
BuTeneM bax Hamycan aHcam6JieBble COHATBI [/ BUOMIOHYENM C KIABECUHOM.

OpHaxo IllecTs CIOMT [J151 BUOJIOHYEIM COJIO e/iBa JiM MpeHa3Havyanuch baxom
LIS TIOOUTETbCKOTO VICIIOMHEHYSI; UX M CETOLHSI HAa3bIBAIOT «8bICULUM NPOOHBIM
KamHem Ons 1106020 8uUONOHUeUCma». Macitad TpygHOCTe! BUPTYO3HO-TEXHU-
YECKOTro U XyOOXKeCTBEHHOrO IyIaHa, KOTOPbIe CTaBUT Bax nepen MCIoJIHNUTeneM,
OTOABUHY/ MX LIMPOKOE PACHpOCTpaHeHMe Gojiee YeM Ha IMONTOPA CTONETHSI
(0COGEHHO BBbIJENSIeTCS] IIecTasl CIOMTA, HAIlMCAHHASI [T YCOBEepIIeHCTBOBAH-
HOTO MSATUCTPYHHOTO MHCTPYMEHTA U Tpebylolas 1aske OT COBPEMEHHOTO BUO-
JIOHUYEJICTA TIOUCTMHE YHUKAIbHBIX BO3MOKHOCTe). Tonbko B Havase XX Beka,
6maronaps I1a6mo Kasanbcy, BuonoHYeIbHbIe CIOMTHI Baxa MPOYHO BOILIM B KOH-
LIepTHBII periepTyap.

VimenHo 3amnuch Kasasbca, ¢ kotopoit Jauuni [adpaH mo3HaKOMMIICS 1OCie
BOJIHBI, TepeBepHYJIa ero MpeacTaBieHye 0 6aX0BCKOi My3bike. K ToMy BpeMeHN
MOJIOLOJ BMOJNIOHYENNCT yKe MMea MeXIyHapoAaHoe MpHu3HaHue, C yCIIeXOM
MCIIONTHSUT KJIaCCUYeCKUil ¥ COBPEMEHHBIN pernepTyap, HO, Kak M GONbIIMHCTBO
BMOJIOHUE/IMCTOB CBOETO BPEMEeHM, OTHOCUJICS K CloMTaM baxa Kak K «MHCTpyK-
TUBHBIM» courHeHusiM. Ero co6cTBeHHast «gopora K baxy» 3aHsia 6omee Tpex
LIeCSITUIETUI — OT VCIIOJTHEHWSI OTEIbHBIX YaCTeli COHAT U CIOUT B TIePUOJ, yIeObl
B KOHCEPBAaTOPUM K LEIbIM MPOU3BELEHMSIM, KOHIEPTHBIM LKiIaM 1960-x rr.
¥ HaKOHell, K TIOJTHOV rpaM3ariucy BcexX CIOUT, coelaHHO} B mepuopn ¢ 1969 no
1974 rr. IlepBBIM 13 COBETCKMX BUOMOHUeMcTOB Januui [lladbpan umen B perep-
Tyape BCe BMOJIOHYe/IbHOe Hacjenue baxa; ero MHTepnpeTauysi CONbHBIX CIOUT
CTasla OAHOWM U3 MPU3HAHHBIX BEePIIMH MY3bIKaIbHO-UCIIOTHUTENBCKOTO UCKYC-
CTBa MMHYBILETO CTOJIETHSI.



BHeuIHe BMOJIOHYeIbHbIE CIOMTHI Baxa ceqyoT OfHOI cxeme LIecTU4acTHOM
KOMITO3ULIMM (BCTYIIMTENIbHAS Mpeoys, 3a KOTOPOi claefyeT psifi onpesieneH-
HbIX TaHIIEeBaJbHBIX MIbeC), OMHAKO KaXK 0} M3 HMUX CBOVICTBEHHbI MHAVBUIYAIIb-
Hble yepThl. TOH 3a7aeT Mpesoinsl, Olpeesiolias OCHOBHOM XapakTep CIOUTbI
B LIeJIOM — JIMpUYeckasi, KaHTMUJIeHHasl BO BTOPOJA, ITOJHAs MMIIPOBM3alIOHHOM
TaTeTUKY B YeTBEPTOI 1 SMMUeCKM Pa3BePThIBAIOIIASICS B ITOCAeTHEN.

VcnonHeHne My3biky baxa M0O3BOJIsIET OXBATUTh B TIOTHOM 00beMe BCe TPaHu
macrepcrBa llladpana. BuomoHuemcT MHOro jer paboran Haj IITPUXaMU
M MeTbYAIIMMM HIOAHCAMY VCIIOMIHEHUST GaXOBCKMUX CIOUT, HEe YO OBJIE€TBOPUB-
LIMCh HU OFHOI M3 CYILIECTBYIOIIMX B €r0 BPeMs UCIIONHUTENbCKUX PeaKLnii,
HO (aKTMIeCKy CO3/aB CBOIO COOCTBeHHYIO. CTUIMCTIYECKasT YMCTOTa CoYeTa-
eTcsl B 9TOJ 3alMCH C SKMBOJ, He «My3eifHOV» 5MOLIMOHAIbHOCTBIO, TOAJIMHHO
«COB8peMEHHbIM apmucmuueckum memnepamenmom» (A. VMBamkuH). CBoiicTBeH-
HBIi1 VICIIOMTHUTENIO 61arOpOSHBIN apTUCTU3M OPIraHMYHO OOBeIVHSIeT MacITad
11eJI0TO C OTTOYEHHOI, CKPYITy/lIe3HOIi Ilepeadeii Kakgoii geTanin.

Bopuc Myxkoceti



“Paganini of the 20th century”... “A musician ... who possesses the most melodious
sound among the living performers on stringed instruments”... “His art achieves the verge
of supernatural”... These are some of the enthusiastic epithets from Russian and foreign
musical critics praising Daniil Borisovich Shafran. His artistic path of over 60 years
made up a whole era in Russian and world performing art of the 20th century.

Shafran inherited his musical talent from his father, Boris Shafran, who headed
the cello group of the Leningrad Philharmonic Society for three decades and was
his son’s first teacher. Even though the future cellist began to take lessons rather
late, at the age of eight and a half, he gave his first solo concert when he was ten
years old, and appeared with an orchestra when he was eleven. In 1937, the then
fourteen-year-old Daniil Shafran won his first prize at the All-Union Violin
and Cello Competition in Moscow — the youngest contestant simply conquered
the judges with his phenomenal talent. By that time he was a pupil of the children
group run by the Leningrad Philharmonic Society where he studied with remark-
able teacher and professor of conservatory Alexander Shtrimer. The latter guided
him until Shafran’s graduation from the conservatory in 1950. After the competi-
tion, the cellist was awarded a magnificent cello by Antonio and Girolamo Amati
(1630). Daniil Shafran never parted with the instrument since then.

In 1941, Shafran made up his mind to join the people’s volunteer corps but
was evacuated to Novosibirsk where he continued his concert activity. In 1943,
the young cellist moved to Moscow and became a soloist at the Moscow Philhar-
monic Society. In 1949, Daniil Shafran won the competition of the World Festival
of Youth and Students in Budapest, and a year later the Hanus Wihan Contest
in Prague (he shared the first prize with Mstislav Rostropovich in both cases).



In 1959, Shafran became the first Soviet musician to be elected an honorary
member of the International Artistic Academy in Rome. The Italian newspapers
wrote that Shafran added a golden page to the chronicles of the Roman Philhar-
monic Academy.

It is difficult to name a country where the outstanding artist did not perform.
Despite his busy concert schedule his already extensive repertoire was con-
stantly growing. Shafran managed to find rare and half-forgotten compositions
even among cello classics (Karl Davydov’s concertos, David Popper’s pieces). He
made a great number of cello transcriptions (Franck’s violin sonata, Shostakov-
ich’s viola sonata, Chopin’s nocturnes, Brahms’s Four Serious Songs, Schnittke’s
Suite in the Old Style). He addressed large-scale cello cycles as well (J.S. Bach’s
cello sonatas and suites, Beethoven’s sonatas). Music of contemporary Russian
composers held a special place in Shafran’s repertoire — he was one of the first to
perform regularly Shostakovich’s sonata and recorded it for the first time jointly
with the composer in 1946; in 1960, he debuted at Carnegie Hall in New York
with Mieczystaw Weinberg’s sonata (“The extraordinary ear and technical perfec-
tion”, wrote a reputable American critic about the cellist). A number of works
were written specially for Shafran or emerged in artistic collaboration with him.

When Daniil Shafran worked in a recording studio, he, as a rule, “summed up”
his long experience of playing a piece and recorded it after numerous concert
performances. At the same time, he was not the one who was satisfied with what
had already been achieved. He didn’t believe in recording as a “limit to be cap-
tured for posterity”. “As time goes by, many things change, many things are played
differently”, he admitted. “The essence of music is in its constant and perpetual
motion”.



The 1970s and 1980s were the decades when the musician was particularly
active in studio. His last concert in Moscow took place in 1992 at the Grand Hall
of the Moscow Conservatory, but he also gave master classes both in Russia and
overseas in the closing years of his life.

“He was a musician who could be a model for a portrait of not just a true member
of Petersburg intelligentsia or the last romantic, but also a workaholic in the highest
sense of the word — an artist who was literally “chained” to the cello and who never
imagined a life without permanent communication with music”, musical journalist
Artyom Vargaftik wrote about Daniil Shafran in the obituary.

Johann Sebastian Bach’s cello works enjoy a high profile in his chamber
instrumental legacy. They were created between 1717 and 1723 when he served
in Kothen, in an atmosphere that let his work blossom in instrumental genres. In
the same years, Bach penned his violin sonatas and partitas, English and French
harpsichord suites, and the first volume of the Well-Tempered Clavier. But Leopold,
Price of Anhalt-Kéthen, was especially fond of the viola da gamba, a baroque version
of the cello, and played the instrument with pleasure. It could be that Bach wrote his
ensemble sonatas for cello and harpsichord for joint playing with his patron.

However, the Six Suites for Solo Cello were hardly written for amateur performances.
They are still known as “the highest touchstone for any cellist”. The scale of difficulty
devised by Bach in terms of virtuosic technique and artistry postponed the wide spread
occurrence of the piece for a century and a half (the sixth suite is particularly out of the
ordinary; it was written for the advanced five-string instrument and requires unique
abilities even from a contemporary cellist). Thanks to Pablo Casals, the Bach cello
suites entered the concert repertoire as late as in the early 20th century only.
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It was the Casals’s recording heard by Daniil Shafran after the war that overthrew
his views of Bach’s music. By the time the young cellist had been recognized interna-
tionally and successfully performed classical and contemporary works, but, as most
of the cellist of his time, he treated Bach’s suites as “instructive” pieces. His own
“road to Bach” had taken more than three decades - from playing some of the move-
ments of the sonatas and suites when he was a student of conservatory to the whole
pieces, concert cycles of the 1960s and, finally, recording of all the suites between
1969 and 1974. Daniil Shafran was the first Soviet cellist who had the entire Bach
cello legacy in his repertoire. His interpretations of the solo suites became one of the
recognized summits of musical performing art of the previous century.

Outwardly, the Bach cello suites follow the same pattern of a six-movement
composition (an introductory prelude followed by a number of certain dance
pieces). However, each has its own distinctive features. The prelude sets the pitch
and determines the basic nature of the entire suite — lyric and cantilena in the sec-
ond movement, full of improvisational histrionics in the fourth one, and epically
unfolding in the last.

Listening of Shafran’s recordings of Bach’s music allows comprehending all
sides of his mastery. The cellist worked on touches and the smallest details of per-
formance of the Bach suites as he was never satisfied with any of the existing ren-
ditions and actually created one of his own. Stylistic purity is combined here with
a living not “museum” emotion, a genuine “modern artistic temperament” (Alexan-
der Ivashkin). Noble artistry so characteristic for the performer seamlessly unites
the scale of the whole with fine and meticulous communication of every detail.

Boris Mukosey
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W.C. bax
LLlecTb ClOMT ANa BUONOHYENU CONO

Onck 1

Ciouta ans BuonoHyenu N2 1 Conb Maxop, BWV 1007

1 Prélude. . . . . .. 2.33
2 Allemande . . ..o 5.10
3 CoUrante . ..o e 2.22
4 Sarabande . . . ... 3.43
5 Menuet LI, . . . e 2.58
6 GIQUE. . . o e 1.45
Ciouta ans BuonoHyenu N2 2 pe muHop, BWV 1008

7 Prélude. . . ... 4.17
8 Allemande . . . . .. 4.24
9 Courante . . ... 2.08
10 Sarabande . . . . ... 6.34
11 Menuet LI, . . o e 3.16
12 GIQUE. o o e e 243
CronTa ans suonoHuyenu N2 4 Mu-6emonb Maxop, BWV 1010

13 Prélude. . . . . o o 4.42
14 Allemande . . . . . . L 4.00
15 Courante . . . . . oo e 4.33
16 Sarabande . . . . . ... 5.21
17 Bourrée LI . . o . o 5.40
18 GigQUE. . o o o e 2.34

O6wwee Bpems: 69.51
Lanuun Wadpan, suononyens
3anucun 1970 (1-6),1973 (7-12),1974 (13-18) rr.

3Bykopexwuccepsl: [. Faknuu (1-6), t0. KokxkasH (7-18)
Pemacrepunr - M. Tununos



Anck 2
Ciouta ans BuonoHyenu N2 3 [lo maxxop, BWV 1009

1 Prélude. . . . . . . 4.03
2 Allemande . . ... 3.27
3 CoUraNte . . oL . e e 2.59
4 Sarabande . . .. ... 5.05
5 Bourrée LIl . . .. e 3.32
6 GIQUE . . . o 242
Ciouta ans BuonoHvenn N2 5 no muHop, BWV 1011

7 Prélude. . . .. 8.00
8 Allemande . . . . .. e 712
9 QOUraNte . . . . L 211
10 Sarabande . . . . ... 3.44
11 Gavotte L1, . . . . . e 5.01
12 GIQUE. . o v e e e 3.06
CrouTa ans suonoHuyenu N2 6 Pe maxop, BWV 1012

13 Prélude. . . . . o o 4.52
14 Allemande . . . . . .. 5.45
15 Courante . . . . . o 3.24
16 Sarabande . . . . . . 3.37
17 Gavotte LI, . . o o 3.59
18 GigUe. . . o e 4.01

O6wee Bpems: 77.49

Lanunun Wadpan, suononyens

3anucn 1969 (1-6),1973 (7-12),1974 (13-18) rr.
3Bykopexwuccepsl: [I. FaknuH (1-6), K0. KokxasH (7-18)
PemactepuHr - M. Mununos



Johann Sebastian Bach
Six suites for cello solo

Disc 1

Cello Suite No. 1 G major, BWV 1007

1 Prélude. . . . . .. 2.33
2 Allemande . . ..o 5.10
3 CoUrante . ..o e 2.22
4 Sarabande . . . . ... 3.43
5 Menuet LI, . . . e 2.58
6 GIQUE. . . o e 1.45
Cello Suite No.2 D minor, BWV 1008

7 Prélude. . . . .. 4.17
8 Allemande . . . . .. 4.24
9 Courante . . ... 2.08
10 Sarabande . . . . .. 6.34
11 Menuet LI, . . e 3.16
12 GIQUE. . o o e e 243
Cello Suite No. 4 E flat major, BWV 1010

13 Prélude. . . . . o o 4.42
14 Allemande . . . . . . L 4.00
15 Courante . . . . . ot e 4.33
16 Sarabande . . . . . .. 5.21
17 Bourrée LI, . . o . 5.40
18 GigQUE. . o o o e 2.34

Total time: 69.51
Daniil Shafran, cello
Recorded in 1970 (1-6),1973 (7-12),1974 (13-18).

Sound engineers: D. Gaklin (1-6), Yu. Kokzhayan (7-18)
Remastering - M. Pilipov



Disc 2
Cello Suite No. 3 C major, BWV 1009

1 Prélude. . . . . .. 4.03
Allemande . . . . . .. 3.27
3 CoUraNte . . oL . e e 2.59
4 Sarabande . . .. ... 5.05
5 Bourrée LIl . . .. e 3.32
6 GIQUE . . . o 242
Cello Suite No.5 C minor, BWV 1011
7 Prélude. . . .. 8.00
8 Allemande . . . . .. e 712
9 QOUraNte . . . . L 211
10 Sarabande . . . . ... 3.44
11 Gavotte L1, . . . . . e 5.01
12 GIQUE. . o v e e e 3.06
Cello Suite No. 6 D major, BWV 1012
13 Prélude. . . . . o o 4.52
14 Allemande . . . . . .. 5.45
15 Courante . . . . . o 3.24
16 Sarabande . . . . . . 3.37
17 Gavotte LI, . . o o 3.59
18 GigUe. . . o e 4.01

Total time: 77.49

Daniil Shafran, cello

Recorded in 1969 (1-6),1973 (7-12),1974 (13-18).
Sound engineers: D. Gaklin (1-6), Yu. Kokzhayan (7-18)
Remastering - M. Pilipov
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