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B nmonckax CoBepuIeHCTBa

OH Bcerza 611 epdeKIMOHUCTOM, STOT YHUKAIbHBIN 110 CBOEI JapOBUTOCTU
aJIbTHUCT, COMNCT, aHCAMOJINCT, AMpIKeD, My3bIKaHT Pynonbsd Bapurait. C I0HbIX 7T,
B3SIB B PyKM CMBIUOK, OH HEYKJIOHHO ¥ HEyTOMMMO 111eJT K O HOJ Lie/Iy — CO3/1aBaTh
MY3bIKY B TOM UZ€aJIbHOM, COBEPLIEHHOM BIJie, B KOEM OHa 3Byvasia B ero Ipef-
CTaBJIeHUM, B €T0 CO3HaHMM, B €r0 MBIC/ISIX. [IOTOM CMBIYOK CMEHUT AUPUKEPCKast
T1aJ104Ka, HO 11e/Ib OCTAHeTCS IIPesKHeN.

OH yunsics y 3aMeyaTe/bHOro ckpumaya 1 neparora JIbsa lleiiTinHa, yueHuka
nere”gapHoro Jleoronbaa Ayapa, «0TLa» pOCCUIICKO CKPUITMYHOI IIKObL. VI3 Kiacca
LleitTiviHa BBILLIM TaKue OrecTsIye BUPTY03bl, Kak Bopuc (Bycst) Tonbaiureiid, lanuHa
Bapunosa, Camymn ®ypep, Bopuc Benenbkuii u gpyrue. BoamoxkHo, Pynonbda Bapuras
TaKKe OXMIajIa Kapbepa KOHIIePTUPYIOIIEro CKpUIaya, HO OH BIIIOOMIICS B KBAPTETHOE
UCKYCCTBO. 1 3TO HanpaBmiIo ero 1o MHOMY ITyTI: MeuTasi UTpaTh B CTPYHHOM KBapTeTe,
OH B3I B pyKM asibT. MOCKOBCKYIO KOHCepBaTopuio Pynonbd Bapinait 3akaHuMBa yxe
Kak aabTyCT. Ha 3TOM nmompuie ero HacTaBHMKOM ObII OCHOBATENb COBETCKO albTOBOI
wkonbl Bagym BacuinbeBru BopycoBcknii. MOKHO € ITOTHBIM IPABOM YTBEPXKI,ATh, UYTO
BopucoBckuit, a 3a HUM 1 Bapinait, 6sU1v OGHMMM 13 IepPBOITPOXO/IIEB Ha MyTY anbTa
KaK COMMPYIOLIETO MHCTPYMEHTa Ha GOoJblie KOHIePTHbIe TOIMOCTKM. B nanbHelimem
Bapiuaii-anpTucT urpaa B aHCaMOJISIX € TAKMMU TIPOC/IaBI€HHBIMU My3bIKAHTAMU, KaK
Casrocnas Puxrep, Jasug Orictpax, Mctucias Poctponiosuy, Jleonnp Koran, Merynu
MewnyxuH... Ho ceppiie ero 65u10 OTIaHO CTPYHHOMY KBapTeTy. Bmecte co cBoeit
nepBoit JkeHoit HuHoit JIbBoBHOIT Bapiait u ckpunayom PoctrciaBom Jy6UHCKUM
OH CO3/1aJI CBOJI IepBbIit KBAPTET, I1ie 3a My/IbT BYMOJIOHYENCTA CeJl He KTO MHOM,
kak Mcrucnas Poctponiosuu. IIpaBza, ToNbKO Ha MepBble 1Ba Mecsua. Ero cmeHnn
3amMeyvaTeIbHbI BIOIOHUEMVCT ¥ aHcaMbiyct BaentuH BepmyHckuit. U kBapreT

B JaJIbHEIIEM IIPOCTaBMIICS Y3Ke TIo1, MMeHeM KBaprera Boponyna. Ho Pynoneda
Bapurast Tam yske He 65U10. Ellle paHbIite OH MIPUCOEIVHMIICS K JPYTOMY 3aMeyaTesTb-
HOMY aHCcamOJIi0, KBapTeTy MMeHy YaiilkoBCKOTO, IZie MaepoM 61 heHOMeHanbHbI
ckpunay Onman CuTkoBenkuit. YBbl, y4aCTHMKM 3TOTO KBapTeTa pacCcTaauch He3a-
JIOJITO J10 TIpeKAeBpeMeHHOro yxoaa u3 skusHu I0nmana CUTKOBeLKoro (OH ymep
OT paka Ha 33 rofiy >XmM3HM), OCTaBMB HAM B HACJIeICTBO 3aMeyaTe/IbHble IPUMepPbI
KBapTeTHOro Macrepcrsa. KcraTy, MMEHHO B COCTaBe 9TOro KBapTeTa Bapuiait urpan
Ha JIByX TIOXOPOHHBIX IlepeMoHusix 5 mapra 1953 ropa: Nocuda Cramua u Cepres
[IpoxrodneBa, mepeesskast B KapeTe CKOPOJ MOMOIIH, 60 TOIBKO TaK MOXKHO GBLIO
repeBATaThCS C OIHOTO MeCTa Ha APyroe B TOT JeHb B Mockse. [TapasuienbHO OH
TIPOA0/IKAJ CBOIO COMbHYIO Kapbepy albTUCTa, UTPpast Ha TPeKPacHOM MHCTPYMeHTe
pa6oTsl CTpagyBapy, KOTOPbIii paHblile IPYHA/JIeXKa/ IIPOC/IABIeHHOMY CKpUIIauy
AHpu BréTaHy. DTOT anbT B pykax bapiiias 3By4nT cerofiHsi B IpeKpacHbIX 3aMMCsIX
Baxa u Xungemura.

B 1955 romy Pynonbd Bopucosuy Bapiiaii mpuiiien K cO3JaHni0 CBOETo IJTaBHOTO
MY3BIKaJIbHOTO JIeTUIIA B XKM3HM — MOCKOBCKOIO KaMEPHOTO OPKECTPa.

KoH1emniyst HOBOro opkecTpa yyke CyIecTBOBaJIa B €r0 CO3HaHWM, OH YoKe CJIbIIal
€ro ujieasbHOe 3BydaHye. MHOTO JIeT CIyCTsl OMH U3 MY3bIKaHTOB 3TOTO OPKeCTpa,
dneiiTuct Haym 3aiizenb, B CBOeM 3CCe-BOCIIOMUHAHUY O JTIOGMMOM KOJITIEKTUBE
nmcain: «bydyuu npekpacteim anemucmom u uneHom Keapmema umeru Bopoduna
6 nepgom cocmase, Pyoons Bapwati nepeHec npuHyunst K8apmemHozo My3uyuposaHus
8 Mockosckuti kamepHalti opkecmp. Kaxcdoiil deHb oH dasan nokazamesvHole ypoKu Uzpbl
8 opKecmpe He demsm U He CYOEHMAM, HO CLOXCUBUUMCS MY3bIKAHIMAM, KOMOopble yUu-
JIUCh Y pasHblX npodeccopos. E20 3adaua 3axnouanace 8 mom, umobsl ceecmu K 00HOMY
3HAMEeHamenio pasHvle MaHepsl U361eUeHUst 36yKd, HAXCUMA U CKOPOCMU CMbIUKA, MY3bl-
KanbHoe MblULIeHUe U BKYCbl Kax0020 uHOusudyyma». Tombko bapiiaii ¢ ero haHaTUIHOM



y6eXXIeHHOCTBIO, XapM3MOJi ¥ YeTKVM BUI€HVIeM Pe3y/IbTaTa MOT ZOGUTHCS CTOMb
II0Pa3uTeIbHOIO MacTePCTBA, KOIA OPKeCTP 3BYUMT KaK eAVHbIN opranusm. s
MePBOKIACCHBIX MY3bIKAHTOB, COGPABIIMXCST B 9TOM KOJUIEKTHBE, TOTPE6OBAIOCH
I0/ITOfia MTOATOTOBKM JI0 IepBoro KoHuepra B ucropun MKO.

Bapiuait 6pan ypoku AUPYKMPOBAHMUS Y OLHOTO 13 JIYUIIUX Tearoros — Miibu
Anexcanzposyuya MycuHa. MacTepcTBO KOMITIO3MULIMY U OPKECTPOBKY OH OTTauMBall
¢ momo1pio camoro [Imutpus llloctakoBKuya, KOTOPBIii CTAJI OGHUM M3 Hauboee
SIPOCTHBIX ITOKJIOHHMKOB HOBOTO OPKeCTpa 1 ero aupikepa. llloctakoBmy He pa3 Ha3bl-
Bas MKO Bennuaiumm KaMepHbIM OPKECTPOM B MUPE, AJIs1 KOTOPOTO XapaKTePHbIM
SIBIISIETCST «e0UHCMBO UCMOPUU U CO8PEMEHHOCMU: He UCKAXAsl meKcma u dyxa CmapuHHot
MY3bIKU, apmucmel desiaom ee CO8peMeHHOL U 10HOL 07151 Hawux caywameneli». Kak akry-
aJIbHO 3BYYMT TOJ06HOe Kpemo B Haiiu auu! [Ipoussenenms [1épcenna, [lepromesn,
Kopemnnu, Baxa, Busanbay, l'enpenst 1 cerogHs Ha 3anmcsix MOCKOBCKOro KaMepHOTO
opkecrpa ¢ Pynonbhom Bapiiaem 3BydaT CBEKO U PaZOCTHO, TOTHOCTHIO COOTBETCTBYS
CTUJIIO U BpeMeHU co3JjaHusl. 1, KOHEeUHO 3Xe, Be/IMKOJIeITHbIe TPUMepbl BEHCKO Kiac-
cvku v poMmaHTVKM: TaiinH, Monapt, beTxoeH, [IIy6epT. M3 KOropThl KOMITIO3UTOPOB
XX Beka B perieptyape MKO 3Byuanu U. CtpaBunckuii, I1. Xungemurt, b. bapTok,
A. Bepr, M. Baitu6epr, I. CBupuzos, b. YaiikoBckuit, [I. [lloctakoBuY 1 A. JIOKIIH.
JIBa nocieqHMX 66111 0co6eHHO 6mm3kM Pynonbdy Bapiato u 1o gyxy, 1 1o cepaiy,
U TI0 MY3bIKe, ChITPaB HEOIIEHMMYIO POJIb B €r0 KOJIOCCATBbHOI 110 06beMy ¥ 3HAUMMO-
cTH paboTe HAJl OPKECTPOBBIM Tepenokennem «Mckyccrsa dyru» U.C. Baxa, - Tpyx,
KOTOPOMY, B 00111eM, 6bL11 oTHaHbl 20 jieT 5ku3Hu. Ho 06 3TOM 4yTh 1MO33Ke.

Inst locTakoBUYa aBTOpUTET Bapiiiast 6611 6€3yrpeveH 1 HeIoKoIebum ere
€O BpeMeH COBMECTHOTO My3ULIMPOBaHMSI C IEPBBIM KBaPTETOM. AHITIMIACKMIT KPUTUK
MapTuH AHZIepCOH OIMChIBAeT Kypbe3s, Korna Ha pertetuiyy KeuuTera lllocTakoBuya,
I7ie aBTOP MCIOMHSUT POpTeNnMaHHYIo apTuio, bapiaii 66T CTONb yBIeUeH, YTO

BCTYIIMJI HECKOJIBKO To33ke. [[locTakoBNY 6bUT HACTONBKO BOCXMIIeH 3¢ deKToM, UTO
BHEC COOTBETCTBYIOLIee M3MeHeHMe B MapTuTypy. Bnocnencrsum bapiuaii opkecTpo-
BaJl 3HaMeHuThblii 8-71 kBapTeT lllocTakoBuya «IIaMsTV )XKepTB BOVHbI», KOTOPBIN
BOIIIeJT B MMPOBYIO MY3bIKaJIbHYI0 COKPOBUIIHUILY KaK CAMOCTOSITeNIbHAs CUMGbOHMS
IIJIs1 KaMepHOTo opkecTpa, cod. 110a (Bcero bapiuaii B pa3Hoe BpeMsi cliesian opKe-
cTpoBKM IsITH KBapTeToB IllocTakoByya: NeN? 1, 3, 4, 8 u 10, a Taxke ABYX KBapTeTOB
BetxoBeHa, [lepBoro kBaprera YaiikoBckoro, Broporo bopoauna u kBapreta PaBernsi).
B 1969 ropy Imutpuit ImutpueBuy otgan MKO u Bapiiato mpembepy cBoeit reHu-
anbHO 14-11 cumboHMM [1s coTIpaHo, 6aca ¥ CTPYHHOT'O OpKecTpa C yoapHbIMH,
nocBsieHHoN benmkamuuy Bpurteny. Ene ogHoit Bexoit B pa6ore MKO u Bapias
CTaJIa 3armch IMKIa Beex cuMboHMit MolapTa, rjie CKpyIy/ie3HO BBIOTHSUICH aBTOP-
CKMe YKa3aHMs 110 OTHOILIEHMIO K Perpyu3aM, 4To 6bII0 BHICOKO OLIEHEHO 3amaiHoi
MYy3bIKaJbHOM KPUTUKOIL. TakyM ke HeCOMHEHHBIM YCIIeXOM CTaJla U 3aMMCh BCeX
cumdonnit BerxoseHa.

B nyare ¢ JaBuzpom Oiictpaxom bapiraii 3ammcan 3HaMeHUTYI0 «CruMQoHNI0
KoHuepTaHTe» MoliapTa, a Bo BpeMs nepsoro Busuta MKO B Bennko6puTaHmio
B 1962 romy oH BHOBb 3amucai 3To counHeHue ¢ Meryny MenyxuHbIM. [To Mepe Toro
Kak pociia craBa ¥ npyu3sHaHye MoCKOBCKOTo KaMepHOro oprectpa, Pynonsg Bapmait
BCe MeHblIIe BBICTYIIaI KaK COMUCT-anbTUCT. ONHMM 13 MOC/IeJHUX COUMHEeHWA, 3arm-
CaHHBIX MM B KauecTBe CONMUCTa, 6pi1a cumdonms FekTopa Bepiosa ¢ comMpyonmm
anbToM «I'aponbp B Vitanuu», rae MOCKOBCKMM KaMepHbIM OPKeCTPOM AUPIDKUPYeT
Hasup OjicTpax.

20 net pa6oran Pynonbd Bapirait Hag opkectpoBkoii «Mckyccrsa ¢yrm» MoranHa
CebacrbsiHa baxa, mocieqHuM 1 Hauboliee CI0KHBIM ITPOM3BEeHVIEM 3TOTO FeHMalTb-
HOTO KOMIIO3MTOPa. DTO CBOETO POJja My3bIKa/lIbHOE 0 BeJJeH} e NTOTOB BCEel XKU3HU
Baxa, KoTopoe OH, y>Ke GyLydy CJIeTTbIM, IVKTOBAJI CBOEMY 3sITI0. ChIH KOMITO3UTOPA,



Kapn ®ummnn dOmaHya/1b, 3a1mMcan o, MaHyckpuntoM «Mckycersa dyrim», 4To ero
oTell, CKOHYaICSI BO BpeMs paboThI Haf, 910 (yroii — Tam, re B HOTHOM J3/IOKe-
Huu 3aumdposano ero ums B-A-C-H. BOKpyT co3/1aHMst 5TOr0 MOHYMEHTaIbHOTO
COUMHEHUST, U3bICKAHHOTO TPYMepa COUTHSI JIOTUKYU U TBOPYECKOi haHTa3mu, Cylie-
CTBYeT HeMaJlo MpefaHuil u iereH . Hem3BecTHO Jaxe ik KAKOrO MHCTPYMeHTa
OHO 6bL10 HamucaHo. Pynonbg Bapiiait perm co3faTh CBOI0 OPKECTPOBYIO BEPCHUIO
«MckycerBa dyruy». Hekym Tpurrepom mocIykuia BCTpeda ¢ TereHIapHOi MIaHMUCTKOM
Mapueit BennamuHoBHo#1 F0nyHOi, BeTpeua, 0 KoTopoii Pymonbd Bapirait pacckasain
B MHTEPBBIO CBOEMY POLCTBEHHUKY, AekcaHpy bapmato: «3mo 6oi10 8 50-e 200!
O0Hax vl 1 cmoto ¢ epynnoti moux npusimereii 60 deope MocKo8cKoli KoHcepsamopuu,
okoso0 namsamuuka Yatikosckomy. Zleeps omkpoieaemcs, evixodum KouHa. A oHa 8cezda
xoduna ¢ nankoil... [lodowna Ko MHe, MKHYA NANKOU MeHs 8 2pydb u 208opum: “Pydux!
Bat 3Haeme, umo Bbt donxcHbl cOenams? Imo Bawia 06a3aHHocms, Baw done, Bawa
Mmuccus — uHcmpymenmosams «HMckyccmeo ¢yau»!” ITogeprynace u yuina. s npuwien
domoti, omkpwLn Baxa u max yenexcs amoti panmacmuueckoti, 6e300HHOL My3bIKOLL, Mo
yaHce 0CMaHo8umMbCs He Moz u pabomato Hao Heti do cux nop». [Ipa yenoBexa IoMoramm
Bapiaio B ero pa6ote Hap, «VickyccTtBoM dyri». IlepBbiit — 310 Asercanzp JIOKIINH,
TaJIAHTIMBENIINI KOMITO3UTOP C TPArnveckoii CyabOoit, COUMHEHMsT KOTOPOro Pymonbd
Bapiuaii BClo CBOIO >XM3Hb BK/IIOYaJl B periepTyap CBOMX KOHLIEPTOB C OpKecTpamu
PpasHbIX cTpaH. «f npuxodun K JIOKWuUHy, NoKasslean emy KycKu pabomst, OH cMomper,
4Mo-mo Kpumukosasi, umo-mo npuHumas. 5 yxooun, nepedenviéan, uien oanvuie, OHs
uepes 08a 8HOBb NPUHOCUIL €My, OH 2080put: “O, 3Mo UHMepPecHo, 3mMo Mo, umo Hado!”»
Kcratu, umenno Mapus BeunamuuoBHa IOayuHa ykasana bapiiaro Ha AnekcaHapa
JIoK1IMHA KaK OFJHOTO U3 caMbIX KPYIHbIX B CoBeTckoM Col03€e 3HaTOKOB TBOPYECTBa
T'ycraBa Manepa. BTopoii uelioBek, KOTOPBIit oz aepskan bapiias B 3Toit pabote, GbIT
ImMutpuit Imutpuesnd lllocTakoBud. «3Hatime, — ToBopui oH Bapuiato, — y Bac 6ydem

MHO20 Kpumuxos. ITpouty Bac, HUKozda HUK020 He crywatime, Huuezo He nepedessl-
saiime, udume cgoum nymem... dosepsiime ceoemy 6HympeHHeMy uyecmey, ece y Bac
nonyuaemcs HOpmansHo». lllocTakoBMY MPUCYTCTBOBAJ M Ha IIpeMbepe «VcKyccTBa
¢yrn» B Borbuiom 3ae MockoBcKoit KoHcepBaTopyu B 70-e roxsl. [Toce KoHLIepTa
oH nogoten kK Pynonbdy Bapuiato 1 ckasan: «4 ygepeH, umo Bbl Oadice He oco3Haeme,
umo Bot clenanu!».

DTy 1Ba KOMITO3UTOPA GBUIYU B TOH WIIV MHOJ CTENeHN MHULVIATOPaMy APYToii
3MOXaJIbHOM paboThl Pymonbda bopucosnya Bapiiast — 3aBepiieHyst HEOKOHUEHHO
Hecsroit cumonmu 'ycraBa Masepa. JIOKIIMH, Kak yyKe ObIJIO CKa3aHO, OIeCTSIIImit
3HATOK TBOPYECTBA BEIMKOT0 aBCTPUIALIA, ITOCTABM/ KaK-TO IJIACTUHKY C 3aMMChI0
10-71 cumdoHMY B Bepcyym aHIMIMIICKOTO MY3bIKOBesia 11 Komrio3utopa Jepyuka Kyka
(Deryck Cooke). Brieuatienue, o ciosam bapiuasi, 6su10 orpomubiM. Ho 1 otyiieHue,
uT0 KyK He 10 KOHLIa IIPOHMKCS JYXOM My3bIKM Masepa. 3T0O 4yBCTBO YKPeIMIOCh,
korga Pynonbd Bopucosuu mpunec llocTakoBuuy 3aBepiiieHue nociennei dyru,
TOJi CaMOVi, TIe MPUCYTCTBYET HOTHAsi MOHOrpamma B-A-C-H, u3 «MckycerBa hyrm».
Opo6puB mapTutypy, IMutpuit IMutpueBud ckasai: «Ecms euje 00HO couuHeHue,
Komopoe 3xdem ceoezo 3asepuienust. lecamas cumporus Manepar». Pymonbod Bapmaii
ucronHwu 3aBemanye [llocrakoByya, HO 6BUIO0 3TO B APYTOe BpeMsl, B APYTOM MecTe,
B JPYTO¥i KM3HMU.

C 1967 roma Pynonb¢ Bapiait Hauan AMpysk1poBaTh U APYTMMM KONIEKTUBAMM
u BMecTe ¢ Kupumiom KoHpanHbIM cTal poroBeJHUKOM My3biky I'ycraBa Manepa
B CoBerckom Coro3e. Tem He MeHee Ha IPUMVIAIIEHNUST CO CTOPOHbI 3aPyOEKHBIX OpKe-
CTPOB BCECMIIbHBIN [OCKOHIIEPT 0OBIYHO OTBEYA OTKa3aMH, Jaske He CTaBsI CaMOro
Pynonbta BopucoBuya B 13BeCTHOCTb, 000CHOBBIBASI 3TO KOJIOCCATBHOM 3aHITOCTHIO
MY HalyMaHHBIM HeJJOMOTaHMeM Aupyskepa. VIHorma mpoucxoguiayu UCTUHHbIE
Kypbe3bl. 3HAMEHUTBIN aHITINIICKUI MMIIpecapno BuxkTop Xoxaysep pacckasbiBas



MHe, Kak OH npuracui Pymonbda BopucoBuya gupuskmupoBath B JIOHAOHE. B
COT/IaCOBaHbI JAThl KOHIIEPTOB, 3aKa3aH 3aJl, OTIIeuaTaHbl AU 1 TPOJAHbI OMIIETHI.
U B caMOM IpefiZiBepum racTpoieii emy coobuim 3 TockoHuepTa, yto bapiiaii mpu-
exaTh He CMOJKeT, 3a60stes1. BUKTOp 1 ero skeHa JIniaH CpOUHO BbiieTes i B MOCKBY,
TPeBOXKACh, B IIEPBYIO OUepefib, O 30,0POBbe AMPYIKEPA, C KOTOPBIM UX CBSI3bIBAIN
U Ipy>KecKye OTHOIIeHNs. VI HalluIy ero B ITOJHOM 3/IpaByM, PENeTUPYIOIM CO CBOUM
OPKECTPOM 1 He BeJAIOLIM eIle O CBOEM «60bHOM» cOCTOSTHMM. Torma OHY CHOBa
06paTuICh B MUHUCTEPCTBO KYJIbTYPBI B TIOJTHOI YBEPEHHOCTH, YTO TEIEPh UM
He OTKasKyT, Ha UTO IMOJTYYMIU JOBOIbHO HEJIBYCMBICIEHHBIN OTBeT: «Ham nyuwe
3Hame, 300pos oH unu GoneH!» BriBamy cryyau, Kormga ero aetuiie, MKO, ormpas-
JISUTA B 3apYOeXXHOe TYpHe C APYTUM AupuskepoM. CBOero amorest 3T MbITapCTBa
IOCTUIIM B KOHIle 60-x — Hauase 70-X rofioB, KOrJa, HeCMOTPSI Ha 3aperucTpupo-
BaHHbII1 B SIMOHMY GPaK, BIAaCTV OTKa3bIBanuch Biryckatb B CCCP ero skeHy-SITTOHKY
Tepyko Copa ¢ MajeHbKMM CbIHOM 110 MMeHM Takemmn-Caia. Korga ke HakoHel,
MX BIYCTUIM B MOCKBY, TO M3J€BaTeIbCTBA JOLUIN [0 TOTO, YTO TepyKo, HeCMOTpPS
Ha ouLMaNbHBINi CTATYC, HE pa3pelraay, Kak MHOCTPaHKe, e3IUThb ¢ Pymoabhom
Ha racTpoJIn, BBICESUIM U3 TOCTUHUIIBI, BCSTYECKN TTPETSITCTBOBAIN HOPMaJIbHOM
cemeltHO )XM3HU. B KoHIle KOH1I0B TepyKo He Bblepskaia 1 ¢ MaieHbKMUM Taken
BepHYIach B SIMOHNIO.

B cepenune 70-x Pynonbd Bapiiait 3as8mi unHOBHMKAM 13 [OCKOHIEPTA, UTO
OH TIOTYYM/T IPUTTIATIIeHe TOPaboTaTh rof 3a py6eskoM. EMy G110 OTBEUEHO, UTO OH
MOJKeT OTIIPaBJISIThCSI XOTh Ha TOJl, XOTb HaBceraa. B 1976 rogy oH amurpuposan
B U3panib, rae cpasy ke BO3MIaBu/I VI3panibcKuii KaMepHbIi aHCaMOb/Ib U PACIIIPUT
€r'o COCTaB JJ0 KaMepHOro opKectpa. [Tocie meproa MHTEHCUBHBIX PETIETULINA, yike
o[, HasBaHueM M3panibCKuii KaMepHbIit OPKECTD, HOBbIN KOJUIEKTUB TPUyMMaTbHO
HayvaJl peryyisipHO BBICTYTATh Ha MOAMOCTKaX Tesb-ABUBCKOIO My3esl MCKYCCTB.

Ho B CCCP ocranach rpaskmaHckast skeHa Pynonbda BopucoBuya, Monogast TalaHT/IMBast
K/IaBeCMHMCTKA 1 opranucrka Enena PackoBa, ydeHu1a IByX 3HaMEHUTBIX IIe[jaroroB
SIkoBa MumbinTeiita u Jleonuza Poitsmana. [Ba rofa mpomosskanack 6opb6a Pymomnbda
Bapiiiast 3a BbIe3/1 JKeHbl, ¥ TOJIbKO C HACTOMUMBO# IIOMOII[BIO IBYX ObIBIINX [7IAB TOCY-
napcts, longel Meup u Buinu Bpanpra, ata snomnest 3akoHUM/Iach yCIenHo, 1 JleHa
PackoBa npucoequHUIACh K MYKY. Sl IOMHIO ee 1puesy B Vi3paniib, MOMHIO ¥ TIOUTH
IYCTYIO Te/b-aBUBCKYIO KBapTUpy,  Pynonbda Bopucosuya, BI06IEHHO MISIISIIET0
Ha [PMEeXaBIIYIO KeHY, M Pa3rOBOPBI O TOM, UTO Tellepb HeoOXOAMMO IPUOOPeCT
KJIaBeCuH IS 3aHSTHi toma. Pynonbd Bapimait pykoBomy V3panibCKiuM KaMepHBIM
opkectpoMm 1o 1981 rozma, 060raTuB €ro perepryap cambiM IIUPOKUM CIIEKTPOM
MY3bIKM Pa3HbIX 30X OT GAPOKKO /10 HALIMX COBPEMEHHMKOB, BKJIIOUAsT MOJIOIbIX
M3PAMITBCKUX KOMITO3UTOPOB U, KOHEUHO ke, [llocTakoBumua, Baitubepra u JIokiimHa.

EBporieiickoe mpu3HaHMe Takke He 3acTaBuiIo cebst knathb. C 1982 mo 1988 rombt
Pynonbo Bapiuait padotan ¢ BopumyTckum cumboHMUeCKM opkecTpoM (Bournemouth
Symphony Orchestra), c 1981-ro B TeueHMe Tpex JeT PyKOBOAVIT CMMDOHNIECKUM
opkectpoM Bankysepa (Vancouver Symphony Orchestra), 661 rocTb-gUpysKepoM
JlonpoHckoit dunapmonnu (London Philharmonic Orchestra) u HaumoHanbHOTroO
opkectpa ®panunn (Orchestre National de France), BbicTyras ¢ JIOHGOHCKUM CYM-
dhounuecknm (London Symphony Orchestra) u KoposeBckum cumMmdoHnyeCcKUmM
(Royal Philharmonic) opkecrpamu. OH 3amycas Bech UMK U3 15 cumdonnit IMuTpust
IllocraxkoBuya ¢ KénbHckum oprectpom WDR (3amagHorepmMaHCcKoro paano), 3a KOTo-
DBbIii TOTYy4YMII CaMble BOCTOPSKeHHbIE OTK/IMKM €BPOIIeiCKOi MYy3bIKaIbHO KPUTUKMY,
OLIeHVBIIIE}T TTyOOKWIA TIOAXOM, YOeAUTeTbHOCTD MHTEPIIPETALN Y G/IeCTsIIiee UCIIOoN-
HeHue My3bikM [lloctakoBuya. «B gsiclueli cmeneHu cepve3Hstii nooxod Bapwas nuwen
8HeulHez0 Gniecka u nokasHozo enamypa. OH Hu 8 Koeli Mepe He si8/1siemcst npedcmasuime-
siem “nokonerus [icem”, Komopoie NOCMOSHHO HOCAMCS N0 MUPY, OUPUMUPYS. HACKOPO



n0020moeneHHbIMU Npozpammamu. Mimsa Bapuias o3nauaem macmepckyo peanu3ayuio
8071U KOMNO3UMOPA; NPUHYUNUATLHDLI CMOPOHHUK UX Udell, OH Nocesaujaem ceoio JiezeH-
dapHyio cnocobHOCcb Bbicmpo adanmuposamsy 38yuaHue 0pkecmpa K c60UM KOHYenyusim
€ 00HOUI eJUHCMBEHHOUL Yeblo: docmudieHUs ICHOCMU U cOCPedomOUeHHOCMU», — TICATT
HeMenkuit Kputuk Bepup @oiixTHep (Bernd Feuchtner).

B 1986 rony Enena u Pynonbd Bapuiait mocemmmcs B LBeiinapun, rae 8 1999 rogy
IBaJlATh MIBEILIapCKUX My3bIKAHTOB OCHOBaMM «Pynonbd Bapmait Kamepara»
(Camerata Rudolf Barshai), u oH, ecTecTBeHHO, 6bUI IPUIIALIEH CTATh BO IJIaBe
9TOTO aHCaMOIsI.

B M3yMuUTENIbHO TOHKOA, Hh110c0(hCKOI U MACTeTbHO BBITMCAHHOI IeMKATHO
kucTbio KuHoneHTe Onera Jopmana «HoTay, e Xn3HeHHOe [TOBeCTBOBaHMe repe-
MeXKaeTcsl [ITyGOKMMY Pa3MbIIUIEHVSIMY Y OLIeHKaMMU, I7ie 3TOT pacckas yepenyeTcst
¢ macropanbHbiMu neitzaxkamu lBeitapun, Pynonsd Bopucosuu Bapiiait roBopur,
YTO B €r0 TBOPUECTBE GbUIM [BE BEPIIMHBI: OpKecTpoBKa «KckyccrBa dyrm» Baxa
U 3aBepleHne HeokKoHYeHHo decsitoit cumbonvn ['ycrasa Manepa. Kaskpoe u3 atux
COYMHEHMI CUMBOIM3MPYET IBA TIepMofia B )KU3HM bapias — coBeTCKumit 1 3apyoex-
HBI/A, XOTSI OH ¥ COBEPIIEHCTBOBA CBOIO OPKeCTPOBKY «VcKyccTBa yrm» elje MHOTO
JneT. M 1o Mepe 1OBeCTBOBAHMSI BCe SIBCTBEHHEe BbIPVCOBBIBAETCS TBOPYECKIIA Iy Th
K 9TOJ1 enyHCcTBeHHO BepHOit HOTE, KOTOpas A4 Apyrux 3ByYUT HECOMHEHHBIM AMC-
COHAHCOM, HO [7151 Bapiiiasi CTaHOBUTCSI HATSIHYTOM NPY)XKMHOIA, LIeHTPOM HaIPSDKeHMs,
KyJbMMHALMe, TPeByIolieli rapMOHMYECKOTO pas3perienst. HACKOTbKO CMMBOIUYHO,
uTO 1y Baxa, a 3atem 1 y Manepa Pynonbd Bapiuait He UHTYUTUBHO, He 110 HAUTHIO,
a 1eieycTpeMJIEHHO ¥ OCO3HAHHO HAaXOUT 3Ty CTPAHHYI0, U, Ka3aJI0Ch, HEJIOTUYHYIO,
HOTY B rapTuType. VI Bce CTaHOBUTCSI CTPOIHO U MTOHSATHO.

Yro ke Kacaetcs Jecsitoit cumdoHnm Manepa, To 06paTuMCs K pacckasy
camoro Pynonsda Bopucosnua: «Ilepgoe, umo s coenan, yexas 3a epavuyy — cma

uckame manyckpunm Jecamoti cumporuu. OH o6Hapyxcuncs é KoneHeazene y 00H020
damckozo Komno3umopa, yueHuka Anvoana bepza. 5I Ha KoneHax ymoasn damos 3my
napmumypy Xoms Ha HeCKONbKO uacos! OH 0MKa3bl8aNCs, MOMUBUPYST MeM, YUMo
2mo ceade6HbIli N00apok ez2o xeHol, OecyeHHas eeujb. Ho uepe3 Hekomopoe epems
OH npuuwies Ha KOHYepm, 2de s dupuxcuposan Jessmoti cumeponueti Manepa. Ha moe
cuacmoe, emy NOHPABUNOCL UCNONHEHUE, U OH C02JIACUIC 0amb MHe napmumypy
Ha 00Hy Houb. 5 noexan Ha paouo, 20e cdenanu Konui. 30ecs S A0IHEH 3amMemums, 4mo
Xoms MHe He 8ce Hpasumcs 8 pedaxkyuu Jepuxa Kyka, Hado omdamo emy doiHoe:
OH npodenan KonoccanvHyio pabomy, pacuiugposas 3anucu Manepa, uHozda noumu
Heuumaemole. 18 nem s 060ympl8an c8oli 6apuanm 3asepuieHus, cedys 3asemam
Ilocmaxkosuua: couuHsms My3bIKY 8 20108€, d He 3a POsiieM U He 3d cMOonoM. M moneko
K020a napmumypa cmana scHd, st NPUCMynu K 3anucu U nompamus Ha 3mo euje dea
200a. Ona ony6nukosaa 6 senckom usdamenscmee “Universal”. Dmo Gblia 6016uasn
paboma, 6edv HU 00HA Uacmy cumpoHuU He ObL1a 3AKOHUEHA, U3 Yemblpex uacmeti
mMosbko 00Ha uHcmpymernmogara. Kpynuetiwuti 8 mupe cneyuanucm no Maznepy,
ussecmHblii aHenutickuti myssikosed pronamar Kapp (Jonathan Carr), npuwen Ha npe-
Mmbepy 80 @panKkgypme u nociie KoHyepma nodowen Ko MHe u ckasau: “Haxkoxey-mo
Mol umeem [ecsmyrw Manepa!” Mbl nomom HACMONBKO NOOPYHCUNUCH C HUM, UMO
OH NPUCIan MHe 8 0ap HANUCaHHy um buozpaguro Manepa. dma npemvepa boviia
6 2001 200y, 51 uzpan c opkecmpom “Monodas Hemeykas Gunapmonus” (Junge Deutsche
Philharmonie). @eHomeHabHbLl 0pKecmp! 3anucy Hawezo koHYyepma 8o Pparkpypme
8bLULIA HA NIACMUHKAX U JucKax». IHTepeCcHO OTMeTUTh, 4To [decsaras Manepa
BBIIIUIA B OHOM ajibboMe c ero IlaToii cumdonmeii. B cBoem o630pe 3amnmuceit
cumboHMit Manepa oguH 13 KOMIIETEHTHEMIINX aHIIUIACKUX KPUTUKOB TOHM
IOyrran (Tony Duggan) niucan: «Eciu ésl nokynaeme moJisko 00Hy HO8YH 3anuch
cumonuti Manepa 6 3mom 200y, y6edumecs, 4mo 3mo UMeHHO ma, 2de dupuxcupyem



Pydonvg bapwaii! Bepcuu cumgonuti Manepa makozo Kanubpa nosiensiomcst 04eHs
pedko. dmo ayuwas 3anuce [Iamoti cum@oHuu, 8viwuedulas 8 nocieoHee 8pems». 3aTem
Touwu [lyrran mogpo6Ho pasbupaeT Kaxayko 4acts [lecsitoit cumdonmnm Ha sTOM
JIMCKe, BBICOKO OlLleHMBast heHOMeHaIbHblii Tpy[, Pymonbda Bapiias, ucrnonHeHme
OpKeCTpa M KauecTBO 3aIMCH, 3aKaHYMBasI peLieH3UI0 Takoii ppaszoit: «/Iyuwas
IMamas cumeporus Manepa 6 3anucu cetiuac, emecme ¢ Jlecamoti — ucmuHHslti K1ao.
He ynycmume Manepa Pydonsha Bapuias».

Pynonbd Bapiiait TpuymbanbHO BEPHYJICS ke B HOBYIO Poccuio. 13 ampenst
1993 ropna, criyctst moutu 16 neT nociie oTbeszna, OH JUPUKUPOBa JIeBsToi cuMm-
doumeit l'ycraBa Manepa ¢ opkecTpoM MOCKOBCKOTO pajino. B ToM ke rony Bapiuait
InupyskupoBai «TopxkecTBeHHOM Meccoit» (Missa Solemnis) ¢ PHO 1 xopom nmMeHn
CaemrHukoBa. 29 mast 2002 roza B Bonbiiom 3aie MOCKOBCKOJ KOHCepBaTOPUM B paM-
kax IV MexxnyHaponHoii KoHpepeHuuu «Corpotusierue B ['YJIATe» B UCIIOTHEHUU
BCO umenn I1.U. YaitkoBcKoro mof yrnpasieHueMm Pynonboa bapuras mpossyuan
«PexBuem» Anekcanapa Jlokunna. bapiiaii, crieniaabHO pUIeTeBIINIA Ha 9Ty
IIpeMbepy, cKasasl, 4To CTaBUT AjyiekcaHzapa JIOKIMHA B OOVH PS¢ KPYITHEAIIMMMI
komnosutopamu XX Beka — B. Baprokom, 1. CrpaBunckum, [I. [llocTakoBuyem.
Boun 1 gpyrue KoHLepThl U B Poccuu, 1 B OPYIUX CTPaHaX, MEHSJIMCh OPKeCTPHI,
MeHSITVCh ITPOrPaMMbl, HO OCTaBa/INCh [Be TI00VMbIe TaPTUTYPBI, B KOTOPbIe ObLIN
BIIOKEHBI U YM 1 ceppie: «VckycerBo dyru» UoranHa Cebactbsina Baxa u Jecsitas
cumbonus I'ycraBa Manepa.

OH y1uen 13 JX13HU B NIBeiiliapckom ropoge basene 2 Host6pst 2010 ropa, ypo-
SKeHeLl CTaHMI[bI JIAGMHCKas1, ChIH eBpesi-KOMMMBOSDKEPA 1 MepBOit KpacaBUIIbI ITOM
CTaHMIIBI, JOUEPYU KA3aIIKOr0 aTaMaHa-Cyo60THIKA, BeTUKWIi AUpIoKep 1 My3bIKaHT
Pynonbd Bopucony Bapiuaii.

Hoccu Tasop

«®ypma Menonusi» HEOIHOKPATHO 06pamaaach K MCIIOTHUTEILCKOMY Hacye-
nuio Pynonbda Bapiuas. Bbuii n3gaHbl 3anMcy MpousBeieHunit Busanban, baxa,
Mouapra, Baitn6epra, JIOKIIMHA; KpyIHejiias «cobHas» pabota Bapiast — «Tapoib,
B Mtanun» Bepnnosa; HaCTOSILIMM ITOJAPKOM [IJIsI MeJIOMaHOB CTalo U3JaHue
3anucanHbix B CCCP BocbMu cumdbonmii BeTxoBeHa.

Ha sror pas, ormeuas 95-neTHuit 10611 CO THS POKIEHMS BhIAAIONIETOCs
MYy3bIKaHTa, BCSI JKM3Hb KOTOPOTO GbUIa OTMEeUeHa HelpepPbIBHBIM BHYTPEHHUM
TTOMCKOM, «MeJTofyist» TIpeCTaBIsIeT YHUKaIbHbIe (DOHOMOKYMeHTHI 1954—1972 romos.
Bosbirast Mx 4acTh He Iepen3aBaaach SecsTKU JIET, ZaBHO cTaB poHorpadmaeckoit
penKOCTbIO Ha BUHMIIE. Psift 3amyiceit M3B/IeUeH U3 apXMBHOTO HEOBITHS U U3/1aH
priepsble (CoHaTa [/1s1 CTpyHHbIX [Ik. Poccuuy, ITaBana u Yakona I [1épceinna).
ITpu sTOM Kak[as U3 MpeJCTaBIeHHbIX 3/1eCb MHTepIIpeTaLnii, KOHLEPTHBIX 1IN
CTYIOUITHBIX, COCTABJIS/Ia BAXKHYIO BeXy TBOpUeckoro nmytu Pynonbsda Bapias.
Be3ycnoBHOIT «KyTbMUHALIME » U3TAHUS cTaIa 3amnch «MckyccrBa dyrm» MoranHa
CebacThsiHa Baxa B opkecTpoBoii pemakiuu P. Bapiias. Pa6oty Haj ocjieqHUM
COUYMHEHMEM BeIMKOro KaHTopa, 3aBepIINTb KOTopoe baxy nmomeniana cMepThb,
MOJIOZIO} MY3BIKAQHT Hauasl 1o MHunmatuse Mapum I0nyHoit. B cBoe Bpems ucron-
HeHue 6aX0BCKO [TapTUTHI pe MMHOP CTaJI0 KyJIbMUHAIIIOHHON TOUKOI B COTbHOI
kapbepe Bapas. [ToctossHHO 3Bydasna My3bika baxa u B pereptyape MoCKOBCKOTO
KaMepHOTo opKecTpa (Tak, uMeHHO TpeTnit BpaHneHOYpPrcKuit KOHLEPT CTaj Ipo-
M3BeIeHMeM, C KOTOPHIM «GapiiiaeBIibl» TOMYIMIM 60eBOe KpelleHe: OH ITPO3ByJa
B IIepBOM, elle HeobuimanbHoM BbicTyuieHun MKO). Hag «MckyccTBoM dbyrim»
Bapiait Tpyauicst 6osiee ABaLLATY JIET, CIIPABEIMBO CUMUTAS ITY PAGOTY OGHUM
13 JIaBHBIX JOCTUKEeHMI cBoel xku3Hu. [Toce co3nanmst MOCKOBCKOTO KaMepHOro
OpKecTpa OH peske 6pasl B pyKM CMbIUOK; TeM GoJiee 3HAUMMbIMM COOBITUSIMM GBI
COBMECTHbIE BBICTYII/IEHNS C BeIMYANIIMM COBETCKMM CKPUIIAuOM 3110XU — JlaBuiom



Oiictpaxom. TBopuecTBo B.A. MouapTa Bcera HaxoIMUI0Ch B LIeHTpe BHUMAaHUS
COJIBHBIX, AHCAaMOJIEBBIX M IMPVKePCKMX MHTepecoB bapiiast; mpencrnonHeHHbIi
COTTHEYHO1 pagocTy JuBepTycMeHT Pe Maskop [1sl CTPYHHBIX CTasI OfHMM 13 1061 -
MBbIX ITy6/IMKO# «XUTOB» MOCKOBCKOTO KaMepHOT0 opKecTpa. Pymonbd Bapuiaii cran
IepBbIM COBETCKIMM MCIIOIHUTe/IeM KaMepHbIX courHeHuit iropsi CtpaBMHCKOTO
B [TOCIEBOEHHYIO 3110XY. «’KMBbI€» UCIIONIHEHMS] KOHIIEPTOB MaTpuapxa My3bIK1
XX Beka, Kak u 3anuch Trauermusik [layns XuHgemMuTa, packpbIBaioT IPYTYIO TPaHb
€ro TaJlaHTa — BbIIAOIIEroCsl MHTEepPIIpeTaTopa COBPeMEHHOM MY3bIKN.

JlocTykeHMs Ha MOIPULIAX COMMCTA U AMPUKepa HeBOJIbHO OCTaBWIN B TEHU
«KBapTeTHYI0» CTPAHMILy UCTIONIHUTENbCKOI fesiTenibHOCTM Bapuias. Mexny tem,
VIMEHHO 9Ta 0671aCTh My3bIKY BI€KJIa €T ellle CO CTyIeHIeCKyX JieT. CUMBOIMYHO, YTO
OfIHA 13 CaMbIX PAHHMX COXPaHMBIIMXCS B hoHAax «Menonum» 3amnuceit Pynonbda
Bapuras (1954 ron) — urpa B cocrae KBaprera nmeHu YaitkoBCKOTO BMeCTe C BbIJa-
1o1myMcs My3bikaHToM HOnmanom CUTKoBelKUM. B ux ucrnonHenny 3spyunt TpeTuit
kBapreT Imutpus llloctakoBuya.

B cynb6e Pynonbda Bapiias inaHocTb 1 TBOpuecTBO IllocTakoBuya ocTa-
BUJIM HEU3ITIaAMMblii ciefl. YyeHuk [loctakoBuya 1o MHCTpyMeHTOBKe, Bapiiait
Jlal HOBYIO XXM3Hb He TOJbKO ero BocbMOMy KBapTeTy; ero OpKeCTpPOBbIe BepCun
«MumonertHocteit» Cepres I[IpokodbeBa nprobpesnyt 60bLIYI0 TOMYISIPHOCTD,
HO Ha KOMITAKT-AMCKaxX U3a0TCs BIiepBble. HeoleHMY10 MOpaIbHYIO ITOAeP3KKY
oxasan emy IllocTakoBud B Tpyze Haf «VIcKyccTBOM (yTi»; ¢ 671aroc/IOBeHNs CBOETO
yuuTesst Hauan bapurait paboty u Haz okoHuaHueM [lecstoit cumbonuu Masepa,
KOTODYIO 3aBepIINI Y)Ke B CTIeyIOIIMii IepPUOJ, CBOE KU3HU.

In Search for Perfection

He was always a perfectionist, this violist, the truly unique talent, soloist,
ensemble performer, conductor and musician Rudolf Barshai. From an early age,
when he took a bow in his hands, he steadily and tirelessly pursued one goal - to
create music in that ideal, perfect form, in which it sounded in his mind, in his
perception and in his thoughts. Then the bow will be replaced with a conductor’s
baton, but the goals will remain the same.

He was taught by the remarkable violinist and teacher Lev Zeitlin, a student of
the legendary Leopold Auer, the ‘father’ of the Russian violin school. Zeitlin’s class
could boast a number of brilliant virtuosos such as Boris (Busya) Goldstein, Galina
Barinova, Samuel Furer, Boris Belenky and others. Perhaps the career of concert
violinist awaited Rudolph Barshai too, but he fell in love with the art of quartet
and thus he was guided in a different direction: dreaming of playing in a string
quartet, he picked up the viola.

Rudolf Barshai graduated from the Moscow Conservatory already as a violist.
In that walk of life, he was tutored by the founder of the Soviet viola school Vadim
Borisovsky. It can rightfully be stated that Borisovsky, and Barshai after him, were
among the pioneers on the path of the viola as a solo instrument on large concert
stages. Subsequently, Barshai as a violist played together with famous musicians
such as Sviatoslav Richter, David Oistrakh, Mstislav Rostropovich, Leonid Kogan and
Yehudi Menuhin. However, his heart belonged to string quartet. Together with his first
wife Nina Barshai and violinist Rostislav Dubinsky he formed his first quartet. None
other than Mstislav Rostropovich played the cello, though for the first two months
only. He was replaced by the wonderful cellist and ensemble musician Valentin
Berlinsky. The foursome later became famous as The Borodin Quartet. But Rudolf



Barshai was no longer there. Even earlier, he joined another remarkable ensemble,
The Tchaikovsky Quartet, led by the phenomenal violinist Yulian Sitkovetsky. Alas,
the members of this quartet broke up shortly before Sitkovetsky’s premature passing
(he died of cancer at the age of 33), leaving us a legacy of remarkable examples of
quartet mastery. By the way, when Barshai was a member of the quartet, he played
at two funeral ceremonies on March 5, 1953, the ones for Joseph Stalin and Sergei
Prokofiev, moving around the city in an ambulance because that was the only way
to get from one place to another that day in Moscow. At the same time, he continued
his solo career as a violist, playing the excellent Stradivarius instrument that earlier
belonged to the famous violinist Henri Vieuxtemps. That viola in Barshai’s hands
can be heard today on the beautiful recordings of Bach and Hindemith.

In 1955, Rudolf Barshai came to the creation of the major musical brainchild
of his life - the Moscow Chamber Orchestra.

He had been nurturing the concept of the new orchestra in his mind; he had
heard that perfect sound. Many years later, one of the orchestra’s musicians, flutist
Naum Seidel, wrote in his memorial essay about his favorite orchestra: “Being a great
violist and member of the first lineup of The Borodin Quartet, Rudolf Barshai transferred
the principles of quartet music to the Moscow Chamber Orchestra. Every day he gave
us demonstration lessons, telling us how to play in an orchestra although we weren’t
children or students, but established musicians who studied with different professors.
His task was to reduce to one denominator the different manners of phonation, bow
pressure and speed, musical thinking, and tastes of each individual”. Only Barshai,
with his fanatical conviction, charisma and clear vision of the result, could achieve
that amazing mastery when the orchestra sounds like a single organism. For the
first-class musicians gathered in this orchestra, it took half a year of practicing
before the MCO played its first concert.

Barshai took conducting lessons from one of the best teachers, Ilya Musin. He
honed his composition and orchestration skills with the help of none other than
Dmitri Shostakovich, who became one of the most ardent admirers of the new
orchestra and its conductor. Shostakovich repeatedly called the MCO the greatest
chamber orchestra in the world, stating that it was characterized by “the unity of
history and modernity: without distorting the text and spirit of old music, the artists
make it modern and young for our listeners”. How relevant this credo is for today! The
works of Purcell, Pergolesi, Corelli, Bach, Vivaldi and Handel recorded by the Moscow
Chamber Orchestra and Rudolf Barshai still sound fresh and joyful, fully consistent
with the style and the time of their creation. And, of course, the magnificent examples
written by the Viennese classics and in the age of romanticism — Haydn, Mozart,
Beethoven and Schubert. As for the cohort of the twentieth century composers, the
MCO’s repertoire comprised Stravinsky, Hindemith, Bartdok, Berg, Weinberg, Sviridov,
Boris Tchaikovsky, Shostakovich and Lokshin. The latter two were especially close
to Rudolf Barshai in spirit, heart and music, and played an invaluable role in his
colossal, in terms of both scope and significance, work on the orchestral arrangement
of ].S. Bach’s The Art of Fugue, a work to which he gave a total of twenty years of
his life. More about it a bit later on.

For Shostakovich, Barshai’s authority was impeccable and unshakable from the
time of their joint involvement in the first quartet. The British critic Martin Anderson
describes a curious incident when Barshai misjudged an entry and came in a fraction
too late at the rehearsal of Shostakovich’s Piano Quintet with the composer playing
the piano part. Shostakovich was so delighted with the effect that he accordingly
amended the score. Subsequently, Barshai orchestrated Shostakovich’s famous String
Quartet No. 8 dedicated “to the victims of fascism and the war”, which entered the
world music treasury as an independent symphony for chamber orchestra, Op. 110a



(in all, Barshai made orchestrations of five Shostakovich quartets at different times:
Nos. 1, 3,4, 8 and 10, as well as two Beethoven quartets, Tchaikovsky’s First Quartet,
Borodin’s Second and Ravel’s quartet). In 1969, Shostakovich let the MCO and Barshai
premiere his brilliant Fourteenth Symphony for soprano, bass and string orchestra
with percussion dedicated to Benjamin Britten. Another milestone in the work of
the MCO and Barshai was the recording of the series of all Mozart symphonies
with them rigorously following all the composer’s guidance to the reprises, which
was highly appreciated by Western music critics. The recording of all Beethoven
symphonies was also an undeniable success.

Barshai recorded Mozart’s famous Sinfonia Concertante in a duet with David
Oistrakh, and during the first visit of the MCO to Great Britain in 1962, he re-recorded
the piece with Yehudi Menuhin. As the fame and recognition of the Moscow Chamber
Orchestra grew, Rudolf Barshai appeared less and less as a solo violist. One of the
last works he recorded as a soloist was Harold in Italy, Hector Berlioz’s symphony
with the solo viola, with David Oistrakh conducting the Moscow Chamber Orchestra.

Rudolf Barshai worked for twenty years on the orchestration of ].S. Bach’s The Art
of Fugue, the great composer’s last and most complicated work. This is a kind of
musical result of Bach’s entire life, which he, already being blind, dictated to his
son-in-law. The composer’s son, Carl Philipp Emanuel, wrote under the manuscript
of The Art of Fugue, right where his name B-A-C-H is encrypted in the musical
notation, that his father died while working on this fugue. There are many legends
around the creation of this monumental composition, an exquisite example of the
interplay of logic and creative imagination. It is not even known what instrument
it was written for. Rudolf Barshai decided to create his own orchestral version of
The Art of Fugue. His meeting with the legendary pianist Maria Yudina was a certain
trigger, the meeting about which Rudolf Barshai spoke in an interview with his

relative, Alexander Barshai: “It was in the ‘50s. One day I was standing with a group
of pals outside the Moscow Conservatory, near the Tchaikovsky monument. The door
opened, and Yudina came out. And she always had a walking cane with her... She came
up to me, poked the cane into my chest and said: “Rudik! Do you know what you must
do? It’s your obligation, your duty, your mission — to instrument The Art of Fugue! She
turned and left. I came home, opened Bach and got so carried away by this fantastic,
bottomless music that I couldn’t stop. I still keep working on it”. Two people assisted
Barshai in his work on The Art of Fugue. One was Alexander Lokshin, a very talented
composer whose fate was so tragic and whose works Rudolf Barshai had in the
repertoire of his concerts with orchestras of different countries all his life. “I would
come to Lokshin and show him bits of my work. He would look, criticize something,
accept something. I would leave, remake, go on, bring it back to him two days later,
and he would say: “Oh, this is interesting, this is what we need!” By the way, it was
Maria Yudina who prompted Barshai to take notice of Alexander Lokshin as one of
the biggest connoisseur of Gustav Mahler in the Soviet Union. The other person
who supported Barshai in this work was Dmitri Shostakovich. “Be aware that you
will face much criticism”, he told Barshai. “Never listen to anyone please, don’t remake
anything, go your own way ... trust your inner feeling, everything works out well for you”.
Shostakovich was present at the premiere of The Art of Fugue at the Grand Hall of
the Moscow Conservatory in the 1970s. After the concert, he came up to Rudolf
Barshai and said: “I’'m sure you don’t even realize what you’ve done!”

These two composers, to a greater or lesser extent, initiated another Rudolf
Barshai’s seminal work — the completion of Gustav Mahler’s unfinished Tenth
Symphony. Lokshin, as already mentioned, was a brilliant connoisseur of the great
Austrian’s music and once put on a record with the Tenth Symphony in the version
of the English musicologist and composer Deryck Cooke. According to Barshai, the



impression was immense. However, he felt that Cooke was not completely imbued
with the spirit of Mahler’s music. That feeling got even stronger when Rudolf
Barshai brought the ending of the last fugue to Shostakovich. It was the fugue with
the B-A-C-H musical monogram from The Art of Fugue. Having endorsed the score,
Shostakovich said: “There’s another piece that is waiting to be completed. Mahler’s
Tenth Symphony”. Rudolf Barshai fulfilled Shostakovich’s wish, but it was another
time, another place, another life.

In 1967, Rudolf Barshai began conducting other orchestras and, along with
Kirill Kondrashin, became a preacher of Gustav Mahler’s music in the Soviet Union.
Nevertheless, the omnipotent Gosconcert, the state agency that was, among other
things, in charge of cultural exchange between the USSR and foreign states usually
rejected invitations from foreign orchestras, without even notifying Rudolf Bar-
shai, justifying the fact with the conductor’s busy schedule or farfetched malaise.
Ridiculous things happened sometimes. So, the famous English promoter Victor
Hochhauser once told me a story of how he invited Rudolf Barshai to conduct
in London. The dates of the concerts were agreed, the venue was booked, the
posters were printed, and the tickets were sold. On the eve of the tour, Gosconcert
informed Hochhauser that Barshai was unable to come due to illness. Victor and
his wife Lilian, who were on friendly terms with Barshai, urgently flew to Moscow,
worrying, first of all, about the conductor’s health. They found him as sound as a
bell, rehearsing with his orchestra and unaware of his ‘sick’ condition. Then they
again addressed the Ministry of Culture in full confidence that their request wouldn’t
be turned down. The reply was rather unequivocal: “We should know better whether
he is well or sick!” There were times when his brainchild, the MCO, went on a tour
abroad with some other conductor. This ordeal reached its apogee in the late 1960s
and early 1970s, when, despite the marriage registered in Japan, the authorities
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refused to let his Japanese wife Teruko Soda and their young son Takeshi-Sasha
into the USSR. When they finally arrived in Moscow, the humiliation reached the
point when Teruko, despite her official status, was not allowed, as a foreigner, to
go on tour with Rudolf, and was kicked out of the hotel. The authorities seemed
to put every obstacles in the way of the couple’s normal family life. In the long
run, Teruko thought she’d had enough and returned to Japan with little Takeshi.

In the middle of the 1970s, Rudolf Barshai informed the Gosconcert officials
that he received an invitation to work abroad for a year. They told him that he could
go for a year or for good. In 1976, he emigrated to Israel, where he immediately
took charge of the Israeli Chamber Ensemble and expanded its lineup to a chamber
orchestra. After a period of intensive rehearsals, already named the Israeli Chamber
Orchestra, the new formation began its successful regular performances on the stage
of the Tel Aviv Museum of Art. However, Barshai’s common-law wife, the young
and talented harpsichordist and organist Elena Raskova, a student of two famous
teachers Yakov Milstein and Leonid Roisman, still stayed in the USSR. Rudolf
Barshai struggled for his wife’s coming for two years, and only with the persistent
help of two former heads of states, Golda Meir and Willy Brandt, that struggle
ended in success, and Elena eventually reunited with her husband. I remember
her arrival in Israel, that almost empty Tel Aviv apartment, Rudolf Barshai with
that loving look in his eyes, and the two talking about buying a harpsichord for
home practicing. Rudolf Barshai led the Israeli Chamber Orchestra until 1981,
enriching its repertoire with a wide range of music of different ages, from baroque
to contemporary, including pieces by young Israeli composers and, of course,
Shostakovich, Weinberg and Lokshin.

It didn’t take long to see the European recognition. From 1982 to 1988, Rudolf
Barshai worked with the Bournemouth Symphony Orchestra; from 1981, for three



years, he led the Vancouver Symphony Orchestra. He was a guest conductor of the
London Philharmonic Orchestra and the Orchestre National de France, performed
with the London Symphony and the Royal Philharmonic. He recorded the entire
series of Dmitri Shostakovich’s fifteen symphonies with the WDR Symphony
Orchestra Cologne, for which he received rave reviews from European music
critics who noted his profound approach, convincing interpretation and brilliant
performance of Shostakovich’s music. “Barshai’s extremely serious approach is
devoid of outward brilliance and ostentatious glamor. He is in no way one of the jet
generation, those who are galloping around the world, conducting their hastily prepared
programs. The name Barshai means a masterful realization of the composers’ will;
a principled supporter of their ideas, he devotes his legendary ability to quickly adapt
the sound of the orchestra to his concepts with one single goal — to achieve clarity and
concentration”, wrote German critic Bernd Feuchtner.

In 1986, Elena and Rudolf Barshai settled in Switzerland, where twenty Swiss
musicians established the Camerata Rudolf Barshai in 1999, and he was naturally
invited to take the lead.

In Oleg Dorman’s amazingly delicate, philosophical film The Note, painted
with a hair pencil in pastel shades, in which the life story is interspersed with deep
reflection and assessment, and alternates with pastoral landscapes of Switzerland,
Rudolf Barshai says that there were two peaks in his work — the orchestration of
Bach’s The Art of Fugue, and the completion of Gustav Mahler’s unfinished Tenth
Symphony. Each of these works symbolizes two periods in Barshai’s life — the Soviet
one and the one abroad, although he perfected his orchestration of The Art of Fugue
for many more years. And as the story unfolds, the artistic path to that only true
NOTE appears more and more clearly. It may sound like an undoubted dissonance
for the others, but for Barshai it becomes a stretched spring, a center of tension,
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a culmination that requires harmonious resolution. How symbolic that, first in
Bach and then in Mahler, Rudolf Barshai not intuitively, not instinctively, but
purposefully and consciously finds that strange and, as it seemed, illogical note.
And everything becomes harmonious and clear.

As for Mahler’s Tenth Symphony, let’s turn to what Rudolf Barshai said: “The
first thing I did when I found myself abroad was look for the manuscript of the Tenth
Symphony. I found it in Copenhagen with one Danish composer, a student of Alban Berg.
I begged him on my knees to give the score to me for at least a few hours! He refused,
saying that it was his wife’s wedding present, a priceless thing. But after a while he
came to the concert where I conducted Mahler’s Ninth Symphony. Fortunately for me,
he liked the performance and agreed to give me the score for one night. I got to the
radio station, where they made a copy. Here I should note that although I don’t like
everything about Deryck Cooke’s version, I must give credit to him: he did a tremendous
job deciphering Mahler’s notes, sometimes almost unreadable. It took me eighteen years
to come up with my version of the ending, following Shostakovich’s precepts: compose
music in your head, not at the piano or at the table. And only when the score was clear,
I started to write it down and spent another two years to do it. It was published by
Universal in Vienna. It was a big work, because not a single movement of the symphony
was finished, and just one movement out of four was instrumented. Jonathan Carr,
the biggest Mahler expert in the world, the famous British musicologist, came to the
premiere in Frankfurt and after the concert came up to me and said: “Finally we have
the Mahler Tenth!” We made friends with him to the extent that he sent me his Mahler
biography as a gift. That premiere took place in 2001. I played with the Junge Deutsche
Philharmonie. A phenomenal orchestra! The recording of our concert in Frankfurt
was released on record and CD”. Tt is interesting to note that Mahler’s Tenth was
there on the same album next to his Fifth Symphony. In his review of Mahler’s



symphonies, Tony Duggan, one of the most competent British critics, wrote:
“If you buy only one new Mahler recording this year make sure it’s this one. Versions
of Mahler symphonies of this calibre arrive very seldom. It is the finest recording of
the Fifth Symphony currently available”. Then, Tony Duggan analyzes in detail each
movement of the Tenth Symphony, praising Rudolf Barshai’s phenomenal work,
the orchestra’s performance, and the quality of the recording, and finishes his
review with the words: “The best Mahler Fifth on record is now coupled with a Tenth
to treasure. Barshai’s Mahler is not to be missed”.

Rudolf Barshai enjoyed a triumphant return to the new Russia. On April 13,
1993, almost sixteen years after leaving the country, he conducted the Moscow
Radio Orchestra performing Gustav Mahler’s Ninth Symphony. In the same year,
Barshai conducted the Missa Solemnis with the Russian National Orchestra and the
Sveshnikov Choir. On May 29, 2002, at the Grand Hall of the Moscow Conservatory,
Rudolf Barshai and the Tchaikovsky Symphony Orchestra performed Alexander
Lokshin’s Requiem as part of the IV International Conference Resistance in the
Gulag. Barshai, who specially flew to the premiere, said that he placed Alexander
Lokshin on a par with the greatest composers of the twentieth century — Béla
Bartok, Igor Stravinsky and Dmitri Shostakovich. There were other concerts in
Russia and some other countries with different orchestras and programs, but two
favorite scores remained, in which Barshai invested his mind and heart — The Art
of Fugue by Johann Sebastian Bach and the Tenth Symphony by Gustav Mahler.

He, Rudolf Borisovich Barshai, the great conductor and musician, a native of
the village of Labinskaya, a son of a Jewish traveling salesman and the prettiest
girl of the village who was a daughter of a Cossack Sabbatarian ataman, died in
the Swiss city of Basel on November 2, 2010.

Yossi Tavor
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Firma Melodiya has repeatedly turned to Rudolf Barshai’s performing legacy.
So, the label released his recordings of the works by Vivaldi, Bach, Mozart, Weinberg
and Lokshin; Harold in Italy by Berlioz that was Barshai’s biggest “solo” work; and
the release of eight Beethoven symphonies recorded in the USSR was a true gift
for music lovers.

And now, celebrating the 95th anniversary of the outstanding musician,
whose entire life was a continuous internal search, Melodiya presents unique audio
documents recorded between 1954 and 1972. Most of them have not been re-released
for decades and are now phonographic rarities that can be found only on vinyl.
A number of recordings like Rossini’s String Sonata and Purcell’s Pavane and Chaconne
were retrieved from archival non-existence and are now released for the first time.

At the same time, each of the interpretations featured here, concert or studio
ones, was an important milestone on Rudolf Barshai’s artistic path.

The undoubted culmination of the release is the recording of Johann Sebastian
Bach’s The Art of Fugue in Barshai’s orchestral version. The young musician’s work
on Bach’s last piece that remained unfinished because of the great cantor’s death
was prompted by the pianist Maria Yudina. There was a time when the performance
of Bach’s Partita in D minor was the culmination point in Barshai’s solo career.
The Moscow Chamber Orchestra always had Bach’s music in its repertoire too. So,
Brandenburg Concerto No. 3 was the work with which Barshai’s orchestra made
their combat debut: they played it at their first and unofficial performance. Barshai
worked on The Art of Fugue for more than twenty years, rightly considering this
piece one of the major achievements of his life.

After the foundation of the Moscow Chamber Orchestra, he picked up a bow
less frequently, which makes his joint appearances with David Oistrakh, the greatest
Soviet violinist of the time, even more significant.



W.A. Mozart’s music was always the centre of Barshai’s solo, ensemble and
conducting interests. The Divertimento in D major for strings, a piece filled with
sunny joy, was one of the Moscow Chamber Orchestra’s hits so much loved by the
audiences.

In the post-war period, Rudolf Barshai was the first Soviet performer of Igor
Stravinsky’s chamber works. The live performances of the twentieth century music
patriarch’s concertos, as well as the recording of Paul Hindemith’s Trauermusik,
reveal another facet of his talent — an outstanding interpreter of contemporary music.

Barshai’s achievements as a solo performer and conductor involuntarily left
the quartet page of his performing activities in the shadow. Meanwhile, this area of
music attracted him since his student days. It is symbolic that one of Rudolf Barshai’s
earliest recordings in the Melodiya collection (made in 1954) is his performance as
a member of the Tchaikovsky Quartet along with the outstanding musician Yulian
Sitkovetsky. They performed Dmitri Shostakovich’s Quartet No. 3.

Shostakovich’s personality and work left an indelible mark on the fate of Rudolf
Barshai. As one of Shostakovich’s instrumentation students, Barshai gave a new
life not only to his Quartet No. 8. So, his once so popular orchestral versions of
Sergei Prokofiev’s Visions are now released on CD for the first time. Shostakovich
lent invaluable moral support when Barshai worked on The Art of Fugue. With the
blessing of his teacher, Barshai began to work on the ending of Mahler’s Tenth
Symphony and completed it already in the next period of his life.
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Inek 1
Horans Ce6acTbsiH Bax
TTaptuTa N2 2 pe MuHOp AJ1s1 cKpunku cono, BWV 1004

1 LAMIEMAHIA . . . o v e e e e e e e e e e e e e e e e e e 6.21
2 ILKYPAHTA . . .ot e e e e e e e e e e 2.52
3 MLCAPAGAHMA . . . v et e e e e e e e e e e e e e e 5.15
4 TVOKUMTA. . . oo e e e e 4.03
5 VLUAKOHA . & .ot et e e e e e e e e e e e e e 17.08

Anpu I'ocras Kaszage3sioc
KoHuepr st anbTa ¢ opkecTpoM ¢ MUHOD B cTue I. . Tenpens (1924)

6 LAllegromoderato. . . . . . .. ...t 6.16
7 ILAndante manontroppo . . . . .o oot i e e e e 4.57
8 ILAIlegromolto. . . . . oottt 4.53

IMayns XmHaeMmur
TpaypHast My3bIKa IJIs aJ1bTa U CTPYHHOTO opkecTpa (1936)

9 LLaN@SaML. . . o v ot e e e e e e e e e 3.17
10 ILRuhigbewegt . . . .. ... ... i 0.53
11 ILLebhaft . ... ... . . . . 1.17
12 1IV. Choral Fiir deinen Thron tret ich hiermit — Sehr langsam . . . . . .. .. ... .. 2.15

O6ree Bpemsi: 59.34

Pynonsd Bapmait, anem
MocKoBCKMit KaMepHbIii opkecTp (6-12)

3ammcn 1955 (1-4), 1960 (5), 1959 (6-8), 1958 (9-12) rr.
3Bykopeskuccepsl: JaBua laxins (1-4), Anexcanap I'poceman (6-8),
Harau lItuabmaH (5, 9-12)

Pemacrepunr — Hapexzaa Pagyruna



ek 2

Bonbdranr Amageit Monapt

KoHueptHast cvuMbOHYS IJ1s1 CKDUITIKY 1 aJIbTa € OpKecTpoM Mu-6emMornb Maxkop, K. 364

1 L AIEZromaestos0. . . . . v vt vt e et e e e e e 12.57
2 ILAndante . .. .... ... . ... 12.04
3 TILPIesto . ..o oottt e 5.58

JOmvurpuii lllocrakoByy
Ksapret N 3 1151 ABYX CKPUIIOK, a/1bTa ¥ BUOIOHYea da Maxop, cou. 73

4 LAIegretto . . . . o o vt e e 6.58
5 ILModerato CONMOLO . . . v v v v v ittt e e e e 4.53
6 IILAllegronontroppo. . . . . v v v v ittt e e e e e 4.07
7 IVLAdAgio. . . . . o 5.50
8  V.MOderato. . . . .. vt vttt e e 9.19

OGee Bpemsi: 62.11

JHasup OjicTpax, ckpunka

Pynonbd Bapurait, anem
MOCKOBCKMIT KaMepHbIii OpKeCcTp
Iupwskep — Pynonsd Bapaii (1-3)

Ksapret nmenn YaiikoBckoro (4-8)
0nan CUTKOBeLIKMIA, nepeast ckpunka
AwnroH lllapoes, 8mopas ckpunka
Pynonsd Bapruait, anvm

SIkoB CT06OKMH, BUONIOHUENb

3arven: 1959 (1-3), 1954 (4-8) r.

3Bykopeskuccep — Haran lltuapman (1-3)
Pemacrepunr — Hanexxna Pamyruya
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Juck 3

Tenpu Iépcenn

TlaBaHa 1 YaxkoHa co/ib MMHOD

1 TlaBaHa,Z.752 .. ......... 2.37
2  YakoHa,Z.730 . ........... 7.49
J>koakkuHO Poccuamn

Conara N2 3 1j1s1 CTpyHHBIX [10 Maskop

(1804)

3 LAllegro. .............. 5.54
4 ILAndante ............. 3.49
5 IIl.Moderato . ........... 3.00
Bonbdranr Amageit Monapr
JuseptucmenT Pe maskop, K. 136

6 LAllegro............... 3.43
7 ILAndante ............. 5.00
8 ILPresto .............. 2.53

Horauu Ce6actbsan Bax
BpauneH6yprekuit koHuept N2 3
Comnb maskop, BWV 1048

9 Lo 6.18
10 IL.Adagio . ............. 0.23
11 ML Allegro. . ... ......... 5.27

Hrops CTpaByHCKMIt
KoHLepT 1151 CTPYHHOTO OpKecTpa
Pe masxop, «basensckuti» (1946)

12 LVivace............... 5.40
13 II. Arioso. Andantino. . . . . . .. 2.19
14 1II.Rondo.Allegro . . .. ... .. 3.29

KoHuepr a1 KaMepHOro opkecTpa
Mu-6emoib Maskop, «Iambapmon-OKc»

(1938)
15 ILTempogiusto. . ......... 5.22
16 II.Allegretto . ........... 5.01
17 NL.Conmoto . ........... 5.56

O6iiee Bpems: 74.46

MOCKOBCKMIT KaMepHbIii OpKeCcTp
Iupwskep — Pynonsd Bapaii

3amicy ¢ KoHIepToB 4 mapTta 1962 1. (1-5),
26 HOsIGPsT 1962 1. (6-8),

21 pekabpst 1972 1. (9-17)
3sykopeskuccepsl: Haran llItunbma (1-5),
Wrops Benpuuues (1-8),

Padwk Parumos (9-17)

PemactepuHr - Enena bapbikuHa



Juck 4

Horauu Ce6acTosau Bax

«Hckyccmeo gyzu», BWV 1080

Pepaxuyist 1 MHCTPyMeHTOBKa Pynonbda Bapiias (paHHsIs Bepeyst)

1 Contrapunctus 1 . . . . . o vt i e e e e
2 ContrapunCtuS 2 . . . . v vttt e e e e e e e e
3 ContraDUNCLUS 3 . . . o v vttt e e e e e e e
4 ContrapuncCtusS4 . . . . v vt e e e e e e e e
5 Canon per Augmentationem in ContrarioMotu . . . . .. ..............
6 Contrapunctus 5 . . . . o vt
7  Contrapunctus 6,a 4, in Stile francese. . . . . ... ..... ... ... ... ...
8  Contrapunctus 7, a 4, per Augment[ationem] et Diminut[ionem]. . . . . . ... ..
9 CanonallaOttava . ... ...... ... ...ttt
10 Contrapunctus 8,8 3. . . . v v ittt e e e e e e e
11 Contrapunctus 9,a4,allaDuodecima . . . . . ... ..................
12 Canon alla Decima. ContrapuntoallaTerza. . . . . . ... ... ... .......
13 Contrapunctus 10,a4,allaDecima. . . . . .. ... ... ...
14 Contrapunctus 11,24 . . . . . .o o

OGiee Bpemst: 58.44

Muxann MyHTSIH, K1a6ecuH
MOoCKOBCKMIi KaMepHBIii OpKeCcTp
Iupwskep — Pynonbd Bapiaii
3ammcp 1971 T.

3ByKopeskuccepsl: Anekcanzap ['poccvan 1 Bacunnit AHTOHEHKO
Pemactepuur — Makcum ITunumnos
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Inck 5

HoranH Ce6acTbsiH Bax

«Hckyccmeo gyau», BWV 1080

Pepaxuyst 1 MHCTPyMeHTOBKa Pynonbda
Bapuras (paHHsIS Bepcyst)

1

0O~ UlL I

Canon alla Duodecima in Contrapunto
allaQuinta . ............ 2.25
Contrapunctus 12,a 4, rectus. . . 2.58
Contrapunctus 12, a 4, inversus. . 2.57
Contrapunctus [13],a 3, rectus . . 2.22
Contrapunctus [13],a 3, inversus. 2.22

Fugaa2.Clav. ........... 2.14
Alio modo.Fugaa2.Clav. .... 213
Fugaa3Soggetti. ......... 16.53

Cepreii IIpokodbeB
«Mumonemuocmu», 15 mbec u3 cod. 22
WHcrpymeHTOBKa Pynonboa bapmas

9

10
11
12
13
14
15

I.Lentamente. . . ... ...... 1.21
II.Andante . ............ 1.29
III. Allegretto . . . .. ....... 1.01
IV.Animato. . . .......... 0.57
V. Molto giocoso . . . .. ... .. 0.22
VI.Coneleganza . . . ....... 0.30
VIII.Comodo . . . ......... 1.18

16 IX. Allegretto tranquillo. . . . . .
17 X.Ridicolosamente. . . . ... ..
18 XI.Convivacita. . .........
19 XII. Assaimoderato . . ......
20 XIIIL Allegretto . . . .. ......
21 XIV.Feroce . ............
22 XV.Inquieto. ............
23 XVIL.Dolente . ...........

O61ree Bpemsi: 50.32

Muxann MyHTsH, k1asecuH (1-8)
MOCKOBCKMIT KAMePHBIV OPKeCTp
Iupwskep — Pynonbd Bapurait

3ammcn: 1971 (1-8), 1962 (9-23) .
3ByKOpexMccepbl: AlleKCaHAp
Tpocecman u Bacunnii AHTOHeHKO (1-8),
Wropsw Benpunies (9-23)

Pemacrepunr - Makeum ITnnnmnos
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