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«Tak ewe HUKMO He Uzpan Ha CKpunKke»
JKak Tu6o

«/leoHud KozaH meopum My3uiKy
Ha CKpunke, a He uzpaem Ha Heti»
Ucaak CrepH

K 100-netutwo co gua poxaeHus Jleounaa Korana «®upma Menogusi»
npeacrapiseT B iMdppoBom GopmaTe 26 BbITycKOB «IIoTHOTO cOGpaHMs
3amuceii» BeJIMKOT0 POCCUIICKOTO CKpuUIlaya.

Cosmanme obmmpHoii guckorpadum Jleonnaa bopucosmua Korana (1924—
1982) B Hamelt cTpaHe Hauanoch B 1945 romy ¢ 3anucu «3Toga B Gopme
Basibca» Cen-Canca — M3an. B Te BpemeHa urpa GpuKCUpoBasach HEIIOCPeI-
CTBEHHO Ha BOCKOBOM JIMCKe, Ha TOH(GMIbMe ¥ MarHUTHO¥ jeHTe. [IoHavary
B OCHOBHOM 3TO ObIJIM KOHIIEPTHBIE IThEChI; C paclIMpeHeM perepTryapa
B (DOH[, paivo CTa/IM MTOCTYIIATh 3aMCY KAMEPHBIX ITPOU3BEAEHMI, B 4aCT-
HOCTM, COHAT JJIsI CKpUnKu U poprenmano I'pura (1947), Be6epa (1948),
BetxoBeHa 1 Baxa (1950), l'aiimHa u Mouapra (1950, 1951) B ucromHeHUM
Jleonnpga Korana u I'puropust 'mH36ypra.

Wnes usmanus «IlosHOTO coGpaHus 3amnucein» «dupmoit Menogus»
C 11eJIbI0 COXpPaHeHMsI lieHHEeIIero Hacjaeans BbIAaroIIerocss apTmucTa OTHO-
cutest K 1982 rogy. B pa3inuHbIX KOJUTEKUIMSIX, XPAaHWINIIAX M GOHIAX OBLIO
BBISIBJIEHO O0jiee 850 MCTOYHMKOB, comepkamiux cBbiiie 150 nmponussene-
Huii. [IepBbiii 13 3ayMaHHbBIX 32 CIBOEHHBIX KOMIIJIEKTOB IPAMIIJIACTUHOK
Bbimies B 1987 ropgy. K 1992 ropy 66110 M31aHO 26 BBIITYCKOB, 3aTEM ITPOEKT
OB TPOIO/KEH «PYCCKMUM IMICKOM».

CrnemyeT OTMETUTD YCJIOBHBIN XapakTep ¢popmynnpoBku «IlomHoe cobpa-
HMe 3amnuceli»: OHA OTpaXkasa JUIlb HaMepeHMe COCPeOTOUUTD I[IeHHbIE
MaTepuasbl B eIMHOM McTouHMKe. Cioga He BOIIM MHOI'Me 3aIliCH, B TOM
yncie aHcambieBbie — ¢ Pynonbdom Bapiraem, EnvsaBeToii I'nenbc, dMu-
jniem I'mnenbcom, Hunoit Koras, [TaBnom Koranom, asugom OiicTpaxoMm,
Uropem OrvicTtpaxom, McTtuciaBoMm PocTtpornoBuuem. Paa mHTeprnipera-
uuit Korana 6b11 cOXpaHeH JIJisl IOTOMKOB 3apy6eskHbiMu pupmamu Angel
Records, Le Chant Du Monde, Columbia, Ariola. ITonxast nuckorpacdust Korana
Ha JaHHbII MOMEHT OTCYTCTBYeT, 1 3a7laya ee CO3JaHMS ITpeCcTaB/sieTCs
CJIO’KHO, TaK KaK ITOMMMO apxMBOB «Menoguu» 1 ['TP® ecTb 1 YacTHbIE
apXMBbI, B TOM UMC/Ie 3apyOesKHbIe.

K 95-netuto co gust poxxgenust Korana «Menoaus» rpeacTaBuaa KOM-
IUIEKT 3amuceii u3 ST AUCKOB, OTPa3sUBILNIA IIMPOKMIA AMaNa30H pernep-
Tyapa: ot I[larauunau, Beétana, Mzau mo I[Ipokodnesa, lllocTakoBnuua,
Baitn6epra. Takke cioga BOILIM 3annucu oy3ToB ¢ EnxmsaBeTtoit ['menbce
U TpUO B cocTase ¢ Immiem ['mienbcom u MctuciaBom PocTponnoBryem.
Ha ogHOM 13 3TUX OMCKOB 1LIeJIMKOM MpeAcTaBleH KOHIepT U3 boabIiioro
3a71a MOCKOBCKO#1 KOHCEpBATOPUM, CbITPAHHBI BMeCTe C MHOTOJIETHUM
rnmapTHepom apTucTta AHapeeM MbITHUMKOM 7 anipens 1963 rona.

«30J10Tas KOJJIeKLMSI», IIOJTHOCThIO BOCITPOMU3BOAAIIAS comepKaHue
26 KOMILIeKTOB «IT0JIHOro co6paHusi», MPU3BaHa CIIOCOOCTBOBATH CO3/a-
HUIO Y COBPEMEHHBIX CJTyIIATeJIei MpeicTaBaeHns 06 Tarax TBOPYECKOTO
CTAHOBJIEHUS apTUCTA. 3[1eCh IIPOCIeKMBAETCS MYTh OT pAaHHUX 3aMuUcein
IO TIOCJIeTHEro BbICTYIJIEHMSI CKpUIadya Ha 3CTpajie — C KpynHeRmnumu
OpKecTpaMM Moj, yIipaBjieHeM Bblfawommxcs aupykepos (Pymonbd Bap-
mait, Anekcanap I'ayk, Bnagumup HertsipeHko, ApHosabn Kair, [Tasen Koras,
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Kupunn Kougpammu, Bacunmit He6onbscus, Camynn Camocyn, EBrennii
CsetrnaHoB, l'eHHamuii PosxkmecTBeHckuit, 3geHexk Xanabana, Apam Xaua-
TypsiH, Kapn dnmacbepr). MHOTMe U3 COUYMHEHUI MCITOJHEHBI ¢ aKKOM-
IMaHeMeHTOM 3aMeuaTe/IbHbIX MMaHUCTOB: ApHoabaa Kamiana, AGpama
Makaposa, AHugpes MeiTHUKa, Hayma Banbrepa, EkaTepuunl ®ykc, Bia-
numupa SImmnonbckoro. B ancam6bie ¢ I'puropmuem I'mu36yprom, TaTbs-
Hoii Tonbadap6, Huuoit Korad, Kapiom PuxTtepom chIrpaHbl U 3aITMCaHbI
LIMKJIbI coHAT Baxa, llly6epra, I'pura, Bpamca, conatsl Moiiapra, Be6epa,
IlITpayca, [TpokodbeBa.

B npennaraemom umsgaHuu npencTaBieHbl COUMHEHUS CAMbIX pa3-
HBIX KaHPOB. ['0JI0OC CKPUIIKM COJIO MBI YCIBIINM B YakoHe 13 [TapTUThI
pe muHOp 1 B CoHaTe 00 Maxkop baxa u B mectu kanpucax (N2N? 4, 6, 7,
9, 21, 24) ITarauuHN.

CnaBa KoraHa kak MacTepa MOHyYMeHTaIbHOW (OpMbI TTOATBEPKAEHA
3[1eCh TAKMMMU COUMHEHMSIMM, KaK KOHIepThl BuBanbau (Comp MUHOD),
Baxa (11 MyHODP U M1 Maykop), Momapra (N2 3 u N2 5), BerxoBeHa, [lara-
uuuu (N2 1), MengenbcoHa, Beétana (N2 5), Bpamca, YaitkoBckoro, IIpo-
kodweBa (N2 2), bepra, XauatypsiHa, [lloctakoBuua (N2 1), Baitn6epra,
«McnaHckas cumbonusi» Jlano.

[Ipu 3TOM OH MOKOpSIET MMUPOTON U CTUIEBOV MHOTOTPAHHOCTBIO MUHU -
aTIop: 9TO KaK OPUTMHAJIbHbIE IThEChI PYCCKUX U 3apyOeKHBIX KOMIIO3UTO-
POB, TaK U MOMNY/SIpHbIE TPAaHCKpUMLUM Ayspa, besekupckoro, Buabrenbmu,
Nsan, Noaxuma, Kounana, Kpeiiciepa, Mapcuka, [Ipumpoysa, PognoHoBa,
®nemra, Xeiidena, IInmbanucra.

«MHe KaskeTcsl, CTUIb TpaHCKpUniuit Xeidelia, Kak 1 BeCb ero UCION-
HUTEJIbCKUI 001K, ObIM 0CO6eHHO 613K KoraHy, a B I0oHbIE TOZbI €TI0

CTaHOBJIEHMSI KaK CKpUIlIaua BUPTYy03a-pPOMAHTHMKA OH, OyIyuM BbIIAI0-
HIMMCS TIpeICTaBUTeeM COBETCKOM CKPUITUMUHOM IIKOJIbI, UCITBITAT CUTbHOE
1 6J1arOTBOPHOE BJIMSIHME OIPOMHO apTUCTUUYECKOI TMYHOCTU CTAPIIETO
U SIpyaniiero rnpencTaBUTeNs PYCCKOM CKPUIIMYHONM MIKOJIbI — Sim Xeit-
dena», — ormeuan Urops OiicTpax.

XapakTepHo yactoe obpanienme KoraHa K skaHpaM pOMaHTUYECKUX
Bapuauuit, @aHTasuu, IO3MbI, parcoauu. IMIpoBu3alMOHHOCTb, CBO-
60712 BbICKa3bIBaHMSI, BUPTYO3HbIN 61€CK, MATUTPA CMbICJIOB U TTAJIUTpPa
KpacoK,— BCe 3TU UCIIOJTHUTENIbCKIE KaueCTBa POLCTBEHHbI U CO3BYUYHBI
TaKUM COUMHEHMSIM, KaK cepus BapuaLuit Ha ornepHbie TeMbl [laraHnHY,
«DaycT» u «OpUrnHaJbHas TemMa C BapuaumsiMmm» BeHsIBCKOTO, «LIpIraH-
ckue HaneBbl» 1 «KapmeH» CapacaTe (KoraH MCIOJMHSI TAKXKe U BEePCUIO
Bakcmana), mosmbl Mi3anu u llloccoHa, «Iipiranka» PaBesnst u «Bapgap»
BnagurepoBa. BoT Kak OH caM BbICKa3bIBaJICSI 00 3TOM: «M eciu roBo-
pUTh 0 paHTa3MSIX, KOTOpPbIe HAIMCAHBI IJIST CKPUITKYM HA OIIEPHbBIE TEMBbI
(manpumep, ®antasus CapacaTte Ha TeMbl onepsl buse “Kapmen” nan
BensBckoro Ha TembI omepbl ['yHO “@aycT”), TO 3TO y3Ke, KaK MHe KaskeTcs,
YMCTO TeaTpaabHble COUMHEHMS. U BOT s CTapascs BCe 3TO yU4eCThb U Tepe-
HeCTHU Ha MY3bIKY, MCITO/Ib3YsI M MOM TeaTpaJibHble BIieuaTaeHus. [loMHIO,
KaK MHe TTonaach IIAaCTUHKA C 3ancbio @aHTas3um IJIs1 CKPUIIKM C OpKe-
crpom buse-Bakcmana “Kapmen” B ucrnosiHenun Smm Xeiidena. Hot
He ObLJIO, a CHITPATh 3TO MPOM3BEIEHME OUEHb XOTENOCh. S JOJIKeH ObIT
ChITpaTh ero obs3aTenbHO! MHOTO pa3 CIyliast IIacTUHKY, 3aMucai ¢ Hee
HOTbI. MHe TIOMOTIJIM 3aTeM cIenaTh MapTUTypy. U 5 3amucan 3TO COUM-
HeHMe, ChITPaJI ero ¢ opKecTpoM. [lo3aHee, KOrAa S MOAYYMII HOTBI, OKa-
3aJI0Ch, UTO OIIMOOK He ObLIO!».
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UcnonHuTENbCKOE UCKYCCTBO APTUCTA — OJTHA U3 BEPIIMH MUPOBOIT
MY3bIKaJbHOM TpaaUIUK TIPOUIJIOTO Beka. Ero yHuMKanbHOe TBOpUYeCcKoe
Haglenye COXpaHMIIO Marnyeckyro CUIy BO3AeCTBUSA A0 HaluuX ITHei. Bemn-
KOMY CKpUIIauy IOCBSIIIIeHbI HECKOJIBKO MOHOTrpaduit 1 ¢puibmoB («Mrpaet
Jleounp, Koraun», «Iloptpet Jleonuga Korana», «Ckpurika Jleonuga Korana»,
«Jleonnn Koran. HermoBTOpUMBIii»); COOBITHEM CTAJIO €T0 yUacTye B Teje-
dunbme «Hukkomo ITarannam». B 2023 romy 66110 OMy6IMKOBAHO 3ITUCTO-
JnspHOe Hacteaue ckpurava («Jleounna KoraH. ITncbma).

HauaB CKpUIIMYHBIN ITYTh C MIECTU JIET M0, pYKOBOACTBOM DuiuIimna
leHpuxoBu4ya AMITI0IBCKOTO B JIHeIIporieTpoBCcke, ¢ 1934 roga JleoHuUp,
3aHMMasicst B Ocoboit JeTcKoii rpyrie npyu MOCKOBCKOV KOHCEPBATOPUM
y 3HaMeHuTOoro npodeccopa Abpama Mnbuua SIMIonbckoro. Yske Torga ero
urpa npmBeKana ipKoi BUPTYO3HOCTbIO, 60TaThIMM KpacKaMy 3BYyUYaHUS
MHCTPYMEHTA, HE3aBUCUMOCTBHIO MHCTPYMEHTAJIbHO-XYL0KECTBEHHOT'O
MBIIIJIEHUSI.

B mecTHaAIaTh JIeT CKpUITAd Je6I0TUPOBAJ ¢ CMM(OHMYECKUM OpKe-
cTpoM MOCKOBCKO hmmapMoOHMM 1o, yripaBiaeHuem Jleo I'mu36ypra B Bosb-
1IOM 3aJjie KOHCepBaTopuu, ucronHuB Koniepr bpamca. K aTomy ke BpemMeHn
(ntoHBb 1941) oTHOCUTCS U epBasi rpaMm3anucb — Bapuanuu [laranuan
Ha Temy u3s onepsnl Poccuuu «Mowuceit B Erunrte». B rogbl BOMHBI, HAX0-
JISICh CO IIIKOJION B 9BaKyaluu B [IeH3e, OH UTpaJl B TOCIIUTAJISIX, Y4aCTBO-
BaJI B KOHIIEPTax, COOP OT KOTOPBIX MOCTYIIaT B POHI 060pOHBI; B 1942-M
rogy ¢ opkecTpom Bosbiioro Teatpa nop yrpasiaeHnem Bacuimst He60mb-
cuHa ucrnonuma B KyitosieBe KoHLepThI [71a3yHoBa, MsIcCKOBCKOro, Xava-
TypsiHa, @anTasuio Capacarte Ha TeMbl U3 onepsl buse «Kapmen». [Ins 3Tux
KOHLIePTOB eMy IpenocTtaBuiau cKpunky Crpagusapu u3 ['ocynapcreeH-

Hoi1 koyutekiyyu CCCP. B 1943-1948 rogax KoraH ObUI TMI€POM CUIbHET-
I1ero KOHCePBAaTOPCKOro Kiaacca SIMmonbckoro, B 1953-M OKOHUMI Y HETO
aclyMpaHTypy.

bynyum ctymeHTOM KOHCepBaTopuu, B 1944 rony Jleouup KoraH cran
comcToM MOCKOBCKOI humapMoHny, a B 1947-m — nmobenurenem MexxayHa-
POIHOTO KOHKypca dhecTuBassi MOJIOLEKM U CTYAeHTOB B [Ipare, c KOTOpbIM
CBSI3aH ero MepBblii OIBIT COTPYAHMUYECTBA C KOMIIO3UTOPAaMU (32 OTpeAaK-
TUPOBAHHYIO U UCTIOTHEHHYIO MM Ha KOHKypce CKpUIIMYHYI0 cOHATy KapeHa
XauaTypsiHa ee aBTOP TaKkyKe IMOTYYMII TIePBYIO ITpeMuio). Bo BpeMst paboThl
Han CoHaTo cocTosiiach repsas Bctpeua Korana ¢ IImutpuem llloctako-
BUYEM, YYEHMKOM KOTOPOTO 66T XauaTypsiH.

Jletom 1949 ronma Bo BpeMms 6ecen ¢ MouceeM BaiitH6eprom BO3HUK
COBMeCTHbI 3ambices1 COHaTUHBI 7151 CKpUITKY U dopTenuaHo. KomrosuTop
BcrioMuHas: «Korma s ycbliian ero urpy, To 6611 06pafgoBaH COBIageHEM
HAaIIMX MBICJIEN, XOTS O XapakTepe My3bIky COHATMHBI MbI C HUM He 0OMOJIBY-
JIVCh HY OMHUM ¢JIOBOM. O TAKOM MCIIOJTHEHUY MOKHO OBIJIO TOJTBKO MEUTATh.
<...>Tlocne TakMX BCTPEY XOTENOCh €llle U elle MUCATh CKPUITMYHYIO MY3bIKY.
ATO CTaI0 MOeJi TBOPUECKOI TOTPEOHOCTDI0. Tak poamics CKpUnuHbIi KoH-
1IepT, KOTOPBI S MUCaJT C MBICIBIO O JleoHMIe Korane u mocBITUI emy. <...>
U coumHeHMe cO30,aBaJIOCh HE TOIBKO C “NPULIEIOM~ Ha 3BYKOBbI€, KOJIOPU-
CTUYeCKye KaueCTBa, BIaieH/ie MHCTPYMEHTOM, HO ¥ Ha MUMITPOBM3aI[MIOHHOE
Hayvaso, mpucyiiee urpe Korana, rmy6MHHbIe KauecTBa My3bIikaHTa. He 3Hato,
YIa70Ch JI MHE 3TO OCYLI€CTBUTD, HO HAMTU JIYUILEeTrO UCIIOJTHUTEST KOH-
1epTa 6bUI0 HEBO3MOXKHO. Bo BpeMsI mpeiBapUTENIbHBIX PEIIeTUIMIi ObLIIN
BbIBepeHbI BCe LITPUXM, YCTAHOBJIEHbI TeMITbl. ETo paHTacTMueckoe ucmom-
HeHMe abCOMIOTHO OTBEYaa0 MOeMY 3aMbICITY».
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1949 rop 61 OTMEUYEH 3HAUYMMBIM COOBITMEM B MCIIOIHUTEIbCKOMI
SKM3HM CKpunada: mpo3Byvyain 24 karnpuca [laraHMHM HA OMHOM Beuepe
B Majiom 3ajie KoHcepBaTopuu, a B 1950-m, Briepsbie B CCCP — Ilep-
BbIV KOHLepT [laraHmMHM B opurnHaje ¢ kageHuuein IMmuiasa Cops ¢ opke-
cTpoM Bcecoro3Horo paauo 1moj ynpapiaenmem Bacunmst He6onbcrHa
B KosionHomM 3asie [loma Cot030B. [Ipu 3TOM, Kak BCIIOMMHAET A04Yb CKPU-
nava HuHa KoraH, «ero kappepa ckjiaJblBajacb HEIIPOCTO, TIOHAYAITy ero
HMKYZa He BbIITycKayiM. Ho moTom cityumiaach 3HaMeHUTas UCTOPUSI, KOraa
KoposieBa Enmn3aBeta Hanucana nucbMo CTanuHy, YTO OHA obpalaeTcs
K [eHepanuccumycy 1 IpOCUT “NPUCTATh Jeeraiuio COBeTCKUX CKPU-
rmavei Ha KOHKYPC MOEro MMeHU, KOTOPbI/i Mbl BHOBb BO30OOHOBJISIEM
rocsie BOViHbI . Mama ctasa naypeatom B Bproccene B 1937 rogy, a 3TOT
KOHKYpC npoBoamiau B 1951-m. VI KoposieBa monpocusia, YToObI B SKIOpU
ot CCCP obs13aTenbHo 6611 JaBug OicTpax». Ha MesxamyHapogHOM KOH-
Kypce cKpuriaueit MmMeHM 6e1bIniickoit KoposeBsl Enm3aBeTsl B Bproc-
cesie B 1951 roxy KoraH 3aBoeBaii repByIo MpeMuio U BosbInyio 30710Tyi0
Meganb. OH IpakTUYeCKN BO3POANI TOTHA Ha 3cTpaje [I9Teiii KOHIepT
Anpu BbéTaHa: MHTEepIipeTanus 6p171a 0c060 OTMeueHa sKopu. BeicTyrie-
HMe 27-JIeTHero ckpuiiaua Ha @uHasibHOM Type (c IIepBbIM KOHIIEPTOM
[TaraHuMHM B aBTOPCKOJ pefakiini) cTaao TpuyMdbOoM MOUCTIHE MUPOBOTO
3HaueHus1. EMy arionvpoBasnu CcTos.

B 1952 rony Jleouun bopucoBuy Hauas rpernogaBaTb B MOCKOBCKOJ
KOHCepBaTOpuu Ha Kadeape A6pama SImmonbckoro (¢ 1963-ro npodec-
cop, ¢ 1969-ro 3aBemoBas Kadenpoit). Cpean ero yueHMKOB BajieHTUH
Kyxk, Bnagucnas Uronuuckuii, Unbs Kanep, Auapeitn Kopcakos, Cepreii
KpaBueHko, MpuHa MenBenesa, Buxropusa Mynnosa, Mloko CaTo, dmyapn,

TameBocsH, V3abens ®nopu, Matomn ®ynsukasa, AHapea lllecrakoBa, Hana
dmBunu. Takke oH mpoBogua 3aHITUS B KépTuc-uHcTutyTe (Puiamens-
(ust), Ha TeTHUX MY3bIKAJIbHBIX Kypcax B Oxpune (fOrocnasus), Huiiie
(®panuus), Cuene (Uranus).

C cepenauHbl NATUAECITHIX TOAOB HAUA/INCh TACTPOJIM HE TOIbKO B TOPO-
Iax CTpaHbl, HO U 3a pyoeskom: @paniys, Bennkobpurauus, Utanus, CIIA,
Kanapa, fdronus, JlatuHckass AMepuka, ABctpanusi. B cesone 1956/1957
B Bonbiom 3ayie MOCKOBCKO# KOHCEpBAaTOPUM ObII OCYIIECTB/IEH I'PAH-
IVO3HBIN LUK «VIcTOpUYeCKMe CKPUIIMYHbIE KOHIEPThI», BRIKOUMUBIIUI
BOCEMHAaJIIaTh COUMHEHMI: OT BuBanbau go [TpokodbreBa. ITO cOObITHE
CTaJI0 MPOAO/KEHMEM 3aMeuaTenbHOM Tpaguiiny JlaBuaa OricTpaxa («Pas-
BUTME CKPUIIMYHOIO KOHIepTa», 1946—1947). OmHMM U3 STAITHBIX IJIsT CeOsI
Koran Ha3biBas Beuep B boJblIOM 3ajie KOHCEPBATOPUM, COCTOSIBILINIACS
3 okTs16pst 1953 roma, rae chirpas TpU CKPUIIMYHBIX KOHIlepTa: TpeTuit
Mouapra, [Tl B€Tana u Bpamca. 3mech yMeCTHO NPOO/IKUTh CITUCOK
MasCTpo, C KOTOpbIMU cOTpyaHMYaAI Koran: OTTo AKKepMaH, I>koH bap-
6uposm, lapnab Bpirok, JlopnH Maasens, Iumutpuit Mutpomyioc, [Teep
MomnTté, EBrennii MpasuHckuii, lllapaps Mionii, KOmkua Opmanan, @puil
Paitnep, Hatan Paxnuu, Koucrautun CunbBectpu, I>kopask Camt... MHO-
rve 3alMCy cie/laHbl HEIOCPeICTBEHHO B KOHIIEPTHBIX 3aJ1aX, UTO Mpef -
CTaBJISIET OCOOYIO IIEHHOCTb.

C 1958 rona Jleonnp Koran BXoAau/1 B COCTaB XKiopy MeXXayHapoaHOTO
KOHKypca ckpunaueit umenu I1. . Yajikosckoro B Mockse (B 1978 rony
BO3IJIaBJIsI KIOpU VI KOHKypCa).

B 1966 rony c opkecTpoM nof ynpasiieHueMm ['eHHagus PoxkaecTBeH-
CKOTO B Halllell CTpaHe COCTos/Iach peMbepa CKPUNIMYHOTO KOHLepTa
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Bepra. TarbsHa l'aiigaMmoBuy mucaaa 06 3TOM COOBITUM: «Marust UCKycC-
ctBa Korana! O Heli HeM3MeHHO JiyMaellib, BCTIOMMHAs OJHY 3 MHOTOYMC-
JIEHHBIX TIpeMbep apTucta — ucrnosHeHme uM Konuepra Anb6ana bBepra.
[Tpa3gHMYHO B3BOJHOBaHHAs aTMocdepa 1apuia B 3TOT Beuep B bosb-
1IIOM 3aJjie KOHCepBaTOPUM, 40 OTKAa3a MepernoJHeHHOM CTyIIaTeasIMu.
<...> U BoT Ha 3cTpaze Jleonun KoraH. OH Bbllie/l HA HEe, KaK BbIXOA U
B TeueHMe BCeli XXM3HM Ha 3CTPajibl KPYITHENIIMX KOHIIEPTHBIX 3a7I0B MUpa:
COCpeIOTOUEeHHO-CAepP>KaHHO, BHEeIlIHe CIIOKOHO. BcemM cBOUM CyI1eCTBOM
MOTPYKEHHBbI B MUP MY3bIKU, MUD, PACKPBITH KOTOPbIN MIPU3BIBAJ €r0
BBICOKWI TOJIT TBOPUYECTBAY».

B mectumecsteie rogsl KoraH ctan jaypeaTom JIEeHMHCKOM ITpeMuUn
(1965), obmagarenem rmouetHoro 3Banus Hapoguoro aptucra CCCP (1966),
a nozgHee — [loueTHBIM akameMMKOM HallMOHaIbHOV UTANbSHCKOM aKa-
memun «Canrta-Yeumans» (1982). B aToT nepuomd ero poMaHTUUECKUIA,
SMOLIMOHAJIbHBIN, OJIECTSAIINI MCIIOMHUTEIbCKIIT CTUIbL COUeTaeTCs C IIO0-
JIMHHO IJTyOMHO XyI05KeCTBEHHBIX KOHIIEIIINIA, a perepTryap oTpaskaeT
HEBEPOSITHO MMPOKNI M Pa3HOOOPA3HBIN TIACT CKPUITMUHO JIUTEepa-
TYpPbI — OT CTAPUHHOM MY3bIKM IO COBPEMEHHOIA.

CoTpygHMYasi ¢ KOMIIO3UTOpPaMM B TIPOIiecce CO3aHNUs HOBBIX CKPU-
MMUYHBbIX COUMHEHU U 3aTeM UCITONMHSS UX, JleoHM T BopucoBuy, momo6HO
Hasuny ®émopoBuuy OiicTpaxy, OCYIeCTBUII BaXKHeIyi0 Muccuio. Ero
MUCITIOTHUTEIbCKIME BO3SMOKHOCTY CTYKUJIM MOIITHBIM MMITY/IbCOM JJI5I CO3-
IaHUS MY3BIKM M pacKpbITUS MOTEHIMaaa CKPUIIKM KaK MHCTPYMEHTa,
CITOCOGHOTO 3arOBOPUTD CJIOKHBIM ¥ MHOTO3HAUHBIM COBPEMEHHBIM SI3bI-
koM. Jleouuga KoraHa MOXKHO CUUTATh BAOXHOBUTE/NEM M BO MHOTOM
COaBTOPOM (IIOMMMO Ha3BaHHbBIX paHee COUMHEHMIT) ITOCBSILEHHBIX eMY
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U BIIepBbIe MM UCIIOJTHEHHBIX KOHIepTOB Kapa Kapaesa, JIbBa KHurimepa,
PeBong BynuHa, TuxoHa XpeHHIKOBa, KoHiepTa-parncognuu Apama Xaua-
TypsiHa, [IapTUTBI OJ151 CKPUIIKU U KaMepHOTOo opkecTpa u COHATHI IJisd
CKPUIIKU COJIO DAMCcOoHa JleHMCOBa, a TaKKe BCeX CKPUTIMYHBIX COUMHEHUI
®paHko ManHuHO 1 Bupmxxunno Moptapu. IIpu 3TOM cpeny cKkpurauei
XX Beka Jleouua KoraH okasajcs Hamboiee yoeguTeabHbIM MHTEPIIPE-
TaTOPOM MY3bIKM [JaraHMHM — 110 €ro CJI0BaM, «T€HUaJIbHO OJapEeHHOI0
Yesi0BeKa, KOTOPBINM MPOM3Bea PEBOMIOLMIO B UTPe HA CKpUIIKe». ICIToi-
HUTEJIbCKOEe MCKyccTBO [larannHM JleoHna bopucoBuY cuntans HegoCs -
raemMbIM MaeaaoM U, Ur'pasi IIOYTU BCE €ero COUMHeHMSsT (MHOTME BIlepBbie
B Hallleit cTpaHe), B KaKI0M HaX0M/I «<HEBEPOSITHYIO Xy10XeCTBEeHHYIO
CUJTY ¥l CKPUIIMYHBINM TaJaHT».

O ctune urpsl Korana u ero sBoJlI MM, O XapakTepe MHTepHpeTa-
LM U CITOCOOGHOCTY YYBCTBOBATH HOBbIE TEHIEHIIMM VCIIOTHUTETbCKOTO
MCKYCCTBA MOXHO CKa3aTh MHOTO€. TOT akT, YTO OH ObIT BBIAAIOIIVIMCS
BUPTYO30M, IJI51 KOTOPOTO HE CYIeCTBOBAJIO IPaHULL B IIPEOSOIeHUN TeX-
HUYECKUX TPYAHOCTEN, BOIIE B MCTOPUIO by1aromapsi O4eBUAIIaM, 3BY-
KO3aIuCsIMm, pelleH3UsIM, BOCTIOMMHAaHUSIM. ETO0 BUPTYO3HOCTh CIy>Kujia
CpeACTBOM [JIs peasin3alu TBOpPUECKUX HaMepeHNI1, BCerqa OCHOBaHHBIX
Ha IIyOOKOM TTOCTVDKEHUM CTUJIE : 9T10X, HAIMOHAIbHBIX IKOJI M MHIN-
BUIyaJIbHBIX KOMIIO3UTOPCKMX. B 9TOM cMbIC/Ie OH Bcerga 6blI COaBTO-
POM KaXKA0r0 UCIIOJIHSAEMOTO IIPOU3BEIEHNS.

I[To cnoBam BanenTtnHa KataeBa, KoraH «olryian My3bIKy BO BCeX BUIaX
MCKYCCTBAa: B I033UM, B ApaMe, B SKUBOIIUCH, B CKYJIBIITYPE, B ApXUTEKTYPE».
Ucxops 13 3TOro, acCoMaTUBHBbIE TIPU3HAKU APYIUX BULOB UCKYCCTBA
OH BUEJ U BOIJIOIIAJ B )KMBOM 3ByuYaHUM. TeaTpanbHOCTD, ApaMaTH3a-
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1IMsI, TNIACTUYHOCTD 3BYKa 000TaIay CKPUITMYHbBIN CTUJTb, CIIOCOOCTBYS
CO3JaHUI0 MHAUBUAYAJTbHBIX MPOCTPAHCTBEHHO-BPEMEHHBIX pellleHun.
B aTOM, BEpOSITHO, OIMH 13 CEKPETOB MOT'YUero BO3/1eiiCTBUS ero UCIoJ-
HUTE/IbCKOTO TBOpUYECTBA Ha CJIyIIaTess.

[MocTuras CylHOCTh CKPUIIMUHOTO MHCTPYMeHTann3Ma, Koran otMme-
Yyaj, YTo Kaxkaoe IMpou3BeeHNe CO3/1aBaioCh KOMIO3UTOPaMU B pacueTe
Ha orpeneyeHHblT 9QdeKT. «Tpe6oBasoch 06s13aTETbHO BbI3BATh BOCTOPT
y6MKM, ¥ 9TO TpeboBaHMe aBTOP CKPUIIMUYHOIO OIyca HeIIpeMeHHO
MMeJl B BULY, BeJlb OH ObIJI B JAHHOM CJTyJae IepBbIM 3aMHTEPECOBAHHBIM
muioM! <...> Yike beTX0oBeH, KOTOPBII MOHMMAJ ¥ 3HAJI CKPUIIKY, IUCAl
IIJIST Hee, MOXKHO CKa3aTh, “HEeYJ00HO”. TO OTHOCUTCS U K €ro KOHIIEPTY,
U K cOHaTaM, KBapTteTaM. UTo yX TyT roBopuTh o llly6epre, lllymaHe min
Bpamce! B 11060M 13 mpMHAAJIEXAIIMX MM CKPUIIMYHBIX OITYCOB SI MOT ObI
yKa3aTh HEMAaJIO MEeCT, KOTOPbIe MHCTPYMEHTAINCTY TaK COOIa3HUTEIbHO
6b1I0 OBI “OTPEAAKTUPOBATE ».

JKuBoe mckycctBo Jleounga Korana o61amano HeBepOSITHOM CUITION
MarHeTtusma. Kakapiii ero BbIXO/ Ha CIIeHY ObLJI JIOTMYHBIM ITPOIOJIKe -
HMEM rpaHAMO3HOTO CIIEeHNYeCKOro AeCTBa; C APYTOil CTOPOHBI — CJIOBHO
eIMHCTBEHHOI BO3MOXXHOCTbIO CKOHIIEHTPMPOBATh U II0Ka3aTh BECh TBOP-
YeCKuii MoTeHIMaa apTucta. BupTyo3Hoe MacTepCTBO COUETANOCh C HEO-
OBIKHOBEHHBIM 10 KPacoTe, MY>KECTBEHHBIM TOHOM CKPUITIKI; OTPOMHas
VICITIOJTHUTEJIbCKAST BOJISI — C TICMXOJIOTMYECKOI IJTyOMHO MHTEpIIpeTall UM,

Urops OvicTpax BCrioMuHaN: «5 BCerga MpuUCTaJbHO CJIeauI 3a U3Me-
HeHyeM ctwist urpsl Jleouuaa Korana. Eciv BHavasie 9To ObUT SIpUaiiImii
BUPTYO3-pPOMaHTUK, TO BO BTOPOI MOJOBMHE CBOETO TBOPUYECKOTO MyTU
B €T0 MHTepIpeTanuu MposiBUIOCh M OKPEIlIo Bbicinee ¢pumocodckroe
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HaAvaJio, JOCTYITHOE He KaKIOMY MY3bIKaHTY, YTBEPAMUIACh OTPEIIEHHOCTh
OT BCEro He3HAUUTEbHOTO, BTOPOCTENeHHOTO0. MI3MeHMINCh M BUPTYO3HbIE
CpencTBa, OH Kak 6bI CMEHWJI POMAaHTUYECKYIO MTaJIMTPY KPacoK Ha 6oee
CKYIIbIe BbIpA3UTeJIbHbIE PellleHNsI, HO ITyDOKO U peibe(pHO BhICBEUMBA-
I0lIMe caMoe TaBHOe — GuytocodcKoe My3bIKaJIbHOE cofepykanue. I 6b
3[leCb TOBOPWJI O KaUeCTBEHHOM CKauKe B eT0 CTUJIEe».

ITo cmoBam Huubl KoraH, «OTely >KMUJT TOIBKO CKPUIIKOI. <...> [laxke ecin
OH UTpaJl KOHLEPT B MaJ€eHbKOM IOpOJKe, KOHLEPT, O KOTOPOM HUKTO
He Y3HaeT U He 3aMeTUT, OH BCeraa Aepskas MaaHKy. Bce roBopsT, UTo OH
MHOTO 3aHUMAaJICS — HelpaB/a, OH IPOCTO XXMUJI CO CKPUIIKOIA. SI HuKorga
He Bujena, 4YToObl ara 4To-To MeJjaeHHO yumi. Eciu y Hero, Kak y BCsI-
KOTO >KMBOTO YeJI0OBeKa, YTO-TO He MOay4anoch, OH MPOCTO MEHSIJ alllljiy-
KaTypy U MoA0Mpat ee Tak, 4ToObI hpasbl ObUIM “roBOpsiiNe” — s OT HEero
cTapasach IepeHsTh 3TO, XOTS Ha posijie TeXHOIorus nHasi. Ero BUpTyo03-
HOCTb — OH TakKMM POAMJICSI U MHOTO 3aHMMaJCs B feTcTBe. Korga mama
nepeexas B MOCKBY, TO BAPYT MOHSIJ, YTO 3/1€Ch BCe MO-APYTrOMYy, CTaa
3aHMMATBCS U CeaaT KOJIOCCATbHbBIN PbIBOK».

Ob6magast yHMKaJbHBIM JaPOM XY 0KECTBEHHOTO ITepeBOIUIONIeHNS,
KoraH onuieTBOpMJI B CBOUX MHTEPIIPETALIMSIX ITOUCTUHE 6e3TpaHmUY-
HYIO MaJUTpy 06pa3oB u smMoLuit. Kak BUPTY03, XyIOKHUK, MbICTUTEb
OH mIpeoosen pyoesk XX Beka, Mopaskast He TOJIbKO COBEPIIEHCTBOM CKPU-
MMMYHOM UTPBI, HO U MYIPOCTHIO, ITyOMHOJ MIPOHUKHOBEHMS B CMBbICII
My3bIKM. ET0 MCKYyCCTBO — MCKYCCTBO Ha Bce BpeMeHa. OHO CTa/io CUM-
BOJIOM BBICIINX AOCTMKEHMIT KAK COBETCKOI'0, TaK ¥ MMPOBOT'O CKPUITNY-
HOT'O MCIIOJTHUTE/IbCTBA.

Enena Cagorosa
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Jleonun KoraH u 3ByKO3anuchb

Iuckorpadus Jleounaa KoraHa HaCUMTBIBAET JIECSITKY 3amyceii, CaeaHHbIX
Ha Bcecoros3HoI cTyauu rpaM3anmcy, otom Ha «Menogumy». CKpuriad ¢ nep-
BbIX [IJIACTMHOK BOIIIEJT B UMCJIO JIIOOMMBIX 1 YaCTO 3aIMChIBAEMbIX aPTUCTOB.
HOupekrop BcecorsHoit cTynun rpamsanucyu bopuc Bnagyumupckuin mmcan
Jleouuay Korany 30 nekabps 1958-ro: «YBaxkaemblit Jleounn bopucosuu!
KosnekTns Bcecoro3Hol CTyauM TpaM3aliiicy cepeqHo Mo3ApaBiseT Bac
¢ HoBbiM 1959 rogom u skeytaeT 3M0pOBbsI U YCIIEXOB B Balllei AesTeTbHOCTM.
Hameemcst, 4TO B HOBOM IOy Halll TBOPUYECKUIT KOHTAKT OyeT ele 6oiiee
TECHBIM U TIJIOAOTBOPHbBIM».

[MTnactuHKkY KoraHa MHOTOKpaTHO Ilepeun3aaBaalch yoke Ipy KU3HMA,
TUPAKUPOBAINCH 3arpaHUYHBIMU yupMamu. HeIHeIHMI1 CTyIIaTesnb MMeeT
BO3MOXXHOCTb He MPOCTO YC/IbIIIATh UTPY BEJIMKOTO apTUCTA, HO M ITPOAHAIN-
3MPOBaTh, KAK MEHSIJICS €r0 MOIX0M K MHTEPIIPETALIM IJIaBHBIX CKPUITMYHbBIX
onycoB (KoH1epTOB beTxoBeHa, bpamca, lllocTakoBMYa): OH BO3Bpallaacs
K HUM HeCKOJIBKO pa3, C pa3HbIMU JUPUKEPAMMU.

Ero cwiH, [TaBen KoraH, pacckasbiBajl, UTO eMy J0OBEIOCh aKKOMITaHUPO-
BaTh OTIy KoHllepT beTxoBeHa B 1974 rony. «rpain oH ero yacto u B CCCP,
" 32 pyOeskoM 1 BCeraa, Kak B IIEPBbIi pa3 — ¢ 61arorOBeHNEM U TPEITETOM.
Konuept BeTxoBeHa 6bUT OCIETHMM ITPOM3BENEHIEM, KOTOPOE OTEll ChITpast
B cBoeit sku3Hu (15 mekabps 1982 ropa). OTo 6610 B BeHe... [Ij1s1 TOTO YTOGBI
TMOHSITh 3BOIOLMIO €ro TPaKTOBKY KoHIlepTa, IOCTaTOYHO COMMOCTAaBUTh
PaHHIOIO 3aMMCh 3TOTO COUMHEHMS ¢ Aupmskepom CUIbBECTPU U OPKECTPOM
[TapusKCKOIT KOHCEpPBATOPUMU C mocaenHel 3anmcbo 1980 roma co MHOIA,
MesKIy KOTOPbIMM JIEXKUT IIOUTY YeTBEePTh BeKa... C/Iyliasi paHHIOI0 3aMiCh
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KoHn1uiepra, copenanuyioo ¢ CUabBeCTPH, 51 MOPAKAKCh YyJEeCHON MHCTPY-
MEeHTaJIbHOCTU, 3BYKY, UHTYUTUBHOMY ITIOCTPOeHMIO dpasbl, OUTYIIeHIIO
cTuiist. Y MeHsT BO3HMKAeT BreuaTeHle yero-To “XpycTajabHOT0”, YUCTOTO
U HepocsAaraeMoro. Ho B mocienHe 3anmcy MeHs IPUTITUBAeT MyAPOCThb
MHTepIpeTalumn».

BcriomuHas niepuopg nepep 3anmcbio Koniepra berxosena B 1980 rogy,
[TaBen KoraH cBUOeTeNbCTBYET: «BbIJIO JIeTO, HAUaI0 aBIyCTa, Mbl SKUJIU
Ha gave. OTel rTOTOBWICS K 3TO¥ 3aIMCH, OH KakK O6bI 3aHOBO 3HAKOMMJICS
C MY3bIKOJ, BBITPBIBAJICSI B Hee, Oy/ITO MepBbIit pa3 B sKM3HU. B 3anncu
1980 roma mMeHs ropaxkaroT BTopast yacTb 1 huHaj. Bes “3o/morast TkaHb”
BO BTOpO# yactu KoH1lepTa 6b11a UM TpaKTOBaHa MO-MHOMY, UeM paHblIle.
B ero 3ammcu oHa ctaja 6oj1ee yriry0aeHHOI, 3HAUMUTEIbHOI. B Heil mposiB-
JISIeTCSI 3PeJIOCTh MBIC/IM U YyBCTBA apTUCTA, TIPOLIeJIIero yepe3 ropHuIo
XU3HU. B hmHame TeMIT oTaiMuaeTcs oT 60iee paHHUX Bepcuit cepskaHHO-
CTBIO, UTO BBIJIEJISIET U MOJYEPKUBAET KAHPOBYIO CITEIM(MUKY MY3bIKN.

Bo Bpemst 3ammicy oTel; BHOBb ITPOIEMOHCTPMPOBAI HEBEPOSITHYIO Tpe6o-
BaTebHOCTH K cebe. Yke 6bL1 3ammcaH Bech KoHIlepT, 3ByKoomepaTop mobsa-
rofapuii OpKecTp, COMUCTa, AUPVKepa, BCe pa3onumch nomoii. Ho, Xxopoiio
3Has OTIIa, 5 MMOHSIJI, YTO OH He COBCeM A0BoOJieH. Ha ciemytonnii meHb
S TOYYBCTBOBAJ HEPBO3HOCTH B €ro nmoBeaeHnu. OH MocuuTa, uTo He BCe
CBOM TBOpUYECKME BO3MOKHOCTH M 3aMbIC/IbI CMOT peain30BaTh B huHaie
Konriepra. 1 ¢ KaskabpIM 4acoOM 3TO MyUYMJIO €ro Bce 6osbliie 1 6osbiie. Bee 910
BBIIMJIOCH B TO, UTO OH IIPMHSII TBEpPA0E pellieHNe: rnepemnucatb GuHaa B TOM
KJII0Ue, Kak cebe ero npeacrasisl. OTell 6b1 HEITPEKIOHEH: “ITy 3aluCh
s He BbInyIny”. YTo ke ero He ygoBieTBOpuio? OH IOHSII, YTO HEO6XO-
IVMO ellle B 6OJbIIIei CTereHy M3MEeHUTD ICUXOIOTMYecKkuit 06pa3 puHama
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10 OTHOIIIEHUIO K TTIEPBBIM YaCTSIM, JIJIsI 3TOTO HY>)KHO YCUMJIUTh B HEM TaH-
1eBaIbHbIN xapakTep. KoHiept beTxoBeHa ObLI ITOC/IEIHUM COUMHEHMEM,
KOTOpPO€e MHe JOBEJIOCh ChIrPaTh C OTLIOM B MOCKBe B KOHIIe ce30Ha 1981 roma
¢ opkecTpoM MOCKOBCKO¥ hmapMOHUM».

B nuickorpaduu (1997), BeinyiieHHO KeH30 AMO, SITTOHCKMM TTOUYMTaTe-
neMm Jleouupa Korana, u yrouneHHoi1 [Ixxynneem Mapyo B 2024 rony, 3Ha-
yuTCs 6oee NBYX mecsaTKOB 3amnuceit Konmepra betxoBeHa.

ITepBas coenana B 1957 romy ¢ T'ocopkectpom CCCP mof yrpaBiaeHeM
Kupumna KongpammnHa, Bropast — B utoHe 1957-ro B 3ae Barpam c opke-
ctpoM IlapMsKCKOI KOHCepBAaTOPpUM MO yIIpaBjieHMeM AHApe BaHngep-
HOTa, cyiemyioniast — ¢ KoHuepTa B Typune B 1959 rogy ¢ CumdoHnIecKumM
opkecTpoM WTanbsiHCKOTO paauo 1op yripasieHneM Pynonbda Kemrte, ere
omHa B TOM ke 1959-M — BHOBbB ¢ opkecTpoM [TapiskCKoil KOHCepBATOPUM,
HO ¢ KoHcTaHnTMHOM CMIbBECTPH 32 MY/IBTOM. JTa IJIACTUHKA-PEKOPACMEH
T0JIb30Ba/IaCh OTPOMHBIM yCIIEXOM ¥ Obl/Ia M3JaHa U Iepen3saaHa B o01eit
croskHocTy 30 pas: B ABcTpanuu, Benmukobpurauum, lepmannn, Utanum,
Kopee, ®panuum, AmnoHUN...

Bo Bpemst amepuKaHCKOTo TypHe B 1960 romy 3To counHeHMe 6bUIO 3arm-
CaHO IBaKIbl — Ha KOHIIEPTax ¢ BocTOHCKMM cMMGOHNYECKUM OPKECTPOM
u lllapnem Mionmem, ¢ Hpio-JMloprckum GpumapMOHMYeCKUM OPKeCTPOM
u XaHcom Pocbaymom. B 1962-m — ¢ Bepnuuckoit lllTaaTckanenioi mog,
yripaByieHuem Yapab3za Makkeppaca U ¢ opkecTpoM MoCKOBCKO¥ (uap-
MoHMM BHOBB ¢ Kupwmimom Konapammaeim (Takxke live-3anmcu). Ha neiibne
Musica Records BbITyIlieHa 3amMch 6€TXOBEHCKOTO KOHIepTa ¢ Pynonbdom
bapmiaem n ®ecTUBaJILHBIM OPKECTPOM, caenaHHas B 1960-e, B 1966 rony
Koran 3ammcan ero ¢ 'ocopkectpom CCCP niox ynnpaBnenueMm Esrenust CBeT-
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JIaHOBA Ha «MeJiofun», a 3aTeM IJIaCTMHKA BhIXOAWIa Ha 3amaze B 1968 rogy
Ha sieit6nax Eurodisc v Le Chant Du Monde.

V3paBanuch «kuBble 3anucu» KoHliepra beTxoBeHa B MHTepIIpeTalumn
Jleonnpa Korana ¢ Anb6eprom I'epbepTom 1 HEAIOJUTAHCKUM OPKECTPOM
«Aneccangpo Ckapnattu» (1967), c EBrennem CeTsiaHOBBIM U ['0cOpKe-
crpoM CCCP u3 Tokmo (1968), mocMepTHO BbIXOAMIA 3aIMCh C KOHIlepTa
B BosbIiiom 3ae MocKOBCKOJi KoHcepBaTopuu 27 nekabpst 1970 roma c I'eH-
HagueM PoxxnectBeHCKMM U Bonbiim cum@oHnveckm opkecTpom Beeco-
103HOro paauo. B 1971 rony Koniept betxoBeHa 6b11 ucrioaHeH Koranom
B 3asie AkageMmuu JIucra ¢ MukiionieM Ipaenn 3a IUPUKEPCKUM ITyJIbTOM
1 opkecTpoM Bymanemtckoit dunapmonnu, B 1972 rogy — B llITyTrapre,
rae Korany akkommnanupoBan AuTtan Jopatu u CuMmboHNYeCKIii OpKeCTp
paayo Ityrrapra. by n3gansi live-3ammcy, kKak u ¢ ractposneit B 1976 romy
B Ounagenbdun, roe I0mkmua Opmanny ¢ GunagenbduiicKum opKeCcTpoM
aKKOMITaHMPOBaJ 6eTxoBeHCKMit ommyc Korany.

ApXuBHBIE 3aMMCY OOHAPYKMBAIOTCS BIIJIOTh 10 CETOAHSIIIHETO THS:
B 2017 romy 65U BbIMYIIeH KOMITAKT-OUCK ¢ ucronHeHueM KoHiepra beTtxo-
BeHa B 1977 romy ¢ HoBbIM dummapmoHmdyeckum opkectpom Pagyo ®panimm
U IMpUKepoM dMMaHya/ieM KpuBrHOM, M31aHbI U KMBbIE 3alIMCK C KOHIIEP-
ToB 1980 roga — c 'ep6eprom BiomcTenToM 1 cM(pOHUYECKUM OPKECTPOM
[lIsegckoro pagyo B CTokronbMe, ¢ ITaBmom Koranom u 'ocopkectpom CCCP
B bosnbiiom 3a7ie MOCKOBCKOI KOHCEPBATOPMM. DTOT IepeueHb KpoMe IIpo-
yero JaeT MpeacTaBjieHe o TOM Ipoyaiiiieii reorpaduy racTposeit M Kpyre
MY3bIKAaHTOB — JIYYLIIMX B CBOEM BpeMeH!, C KOTopbiMU JleoHuay Korany
MOCYACTIMBUIOCH COTPYAHMUATD. JlaeKo He KaskKIbll/i COBETCKUIT apTUCT
MOT [TOXBaCTaThCs TAKUM MOPTQono, Ho ¢ KoraHoM xoTenu urpath Bce!

CoxpaHUANCh NMChbMA, B KOTOPbIX MHOTME BbIIAIOIIMECS apTUCThI ITpef -
Jlarajii emy ceiaTh C HUMM coBMecTHbIe 3anucu. Ckpunau l'eHpuk lllepuHr
mcas: «5 Bac oueHb YaCTO BCIIOMMHAIO ¥ OB ObI CYACT/IMB CHITPATh C BAMU
KOHLepThl baxa u BuBansau u [3anmcats| Ha 1tacTuHKe RCA B EBporne
mwii B CoemmHeHHbIX IlITaTax AMepuKy BO BpeMsI Balllero npeobIBaHMs
B 3TUX CcTpaHax» (mucbmo oT 21 aBrycra 1959 rona). Buononuennct ITosnb
TopTenbe MpM3HaBajCsa B mucbMe OT 17 ceHTs6pst 1960 ropa: «/IBa 3apy-
OesKHBIX CKpUIIaya, OAVH U3 KOTOPBIX OUeHb M3BECTHBIN apTHUCT, PeJIo-
SKUJIM MHe 3amucaTh JIBoiiHo# KoH1epT Bpamca, omuna — njis Pathé Marconi
(koTOpBIi 00beauHsIeT KoMmnauuu His Master’s Voice, Columbia v Pathé),
npyroit — nnst Mercury Records (Classical Recording Division), HO s 6bI XOTeJl
cheaTh TaKo¥ OIMCK MMeHHO ¢ BaMu». [Iupiskep KOmskua OpmaHay ymo-
JIsuT: «[lajiTe MHe 3HaTbh, CMOXeTe Ji Bbl UCTTOMHUTDL KoHLiepT N2 1 [Tara-
HUHMU, LIeJIMKOM B TpeX 4acTsx, 1 3anucatb KoHiiept N2 1 1 KoHuept N2 2
¢ Hamu 24 okTsI6ps B dunamenbbun. S moHMMal, 94To 6bUIO CoTIalieHye
Mexmy Bamu u Columbia Records, HO, BEpOSITHO, BbI IaBaJIN IPYTYIO TIPO-
rpammy muctepy FOpoKky, korga oH 6611 B Poccunt. Ect BO3MOKHO, TTPUIIUTATE
MHe TejlerpaMMy U TOJIbKO TToATBepauTe: “/IBa ITaraHMHM oKeit”» (M1MCbMO
ot 12 anpesns 1966). Ha ymomsinytoii Columbia 6siu 3armicanbl Koriept N2 1
IMaraanum u «Mcnanckast cumgonus» Jlano ¢ opkectpom ITapiKCKoi KOH-
cepBatopuu nupukepom llapnem bpiokom (1955) u ¢ Kupmmiom Koup-
pamuHbIM 1 JIoHIOHCKMUM opkecTpoM «DPumapmouns» (1959). Ha pupme
Eurodisc oIy IllecTb COHAT JJ1s1 CKPUITKY M 006/IMTraTHOTO yeMmbasio baxa,
3arMCcaHHbli ¢ KnaBecuHucToM Kapnom Puxtepom B 1972 romy. Cam Koran
BCIIOMMHAJI, YTO «3TO OblJIa OUE€Hb MHTEpEeCHas!, 3aXBaThIBalolast paboTa.
MpbI Hanwu B Baxe, OnaTh-Tak, HOBbIE I'PAHM €T0 TeHMATbHOI CITOCOOHOCTH
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Ty60KO BOTUIONIATh MBIC/IM M UYBCTBA YesTOBeKa. Mbl O4eHb MHOTO paboTasin
IJISI TOTO, UTOOBI BBISIBUTH BCE AETAJIN, BCE MHTEPECYIOI e HaC HOBBIE XY 0-
>KeCTBeHHbIe MOMEHTHI B €r0 CKpUIIMYHBIX COHaTax. He 3Hato, yaanoch in
HaM BCe Ha CTO IMPOLIeHTOB, HO Mbl HACTONYMBO CTPEMMIIUCH K 3TOMY».

Kaxk cam Jleonu Koran oTHOCHIICS K TTpo1ieccy 3ByKo3arnucu? I1o cioBam
ero nouepyu Hunsl Koran — «He m06mi». Ero cynpyra EnnsaBera I'mienbce
nocie cmeptu Jleonnaa boprcosuya oTMeTma B JHEBHMKAX: «3aTMCK BO3-
HUKaJIM OOJTbIIIElT YaCTbIO 110 MTPOChGaM 3aIMmMChIBAOIIVX DUPM MU TTO TIpel-
JIOKeHMSIM U TIpocb6aM aHcaMmb6mcToB. [Ipumep — ¢ [muanucrom] I'puroprem
I'mu36yprom. K cBomm 3anucsim [6bu1] uHepTeH. [lepBblie To/ibl COBMECTHOI
KM3HU MHe O0JIbIlle yIaBaioCh BOBJIEKATh €ro B 3aMyci, 0COOeHHO TOT/Aa,
KOTa JjoMa IMpY ero My3ULIMPOBAHMUM S CJIbIIIAJA, YTO 3TO HEOOXOAMMO
3aperucTpupoBaTh Ha MIACTUHKY. OpraHu3anyio 3anmceii oCymiecTBIsIa
s1. CoBceM He3a0/To 10 KoHuUMHbI [JleoHnaa Korana] 1o moeit mpocbbe —
" Iaske 60siee — HACTOSIHUIO, OH OCYIIeCTBIWII PECTaBpalyio CBOUX 3aImceii
npounsBeneHnii [laraHMHYU (OTCIYIIMBAI CBOU 3aMIUCU IJIST TIIIACTUHKU, KOTO-
pasi BBINIJIA B CBET IOC/IE €r0 YXOMa M3 KM3HU). A BeZlb CKOJIbKO TIPUIIIIIOCH
BBICJTYIIATh YKOPOB, UTO S OTHMMAIO0 Y HEro BpeMs 1 Telepb “Ha3jio MHe”
He 3aIuIIeT OCTaBIIMIACS UKA coHaT bpamca. Camas TocaegHsIs 3aIUCh,
coenanHas Ha ¢upMme “Menomus”,— CoHaTa bpamca N2 3».

BonbIiioit rpolieHT 3amnuceit 3a@uKcupoBan «kKuBoe» ucroaHeHue Jieo-
Huaa KoraHa ¢ KOHIIepTOB. B 3TOM 1X HeBepOosITHAS IIEeHHOCTb U MOITBEPIK-
JleHle BbICOYANIIero MaCcTepCcTBa, BeIb CPeay TaKuX ObIIM He TOJbKO
COUuMHEeHMSI KIacCuKoB — beTxoBeHa, Jlebroccu, [lloccoHa, HO ¥ MUPOBbIE
ImpeMbepbl COBpeMeHHbIX eMy KOMITO3UTOPOB — CKPUIIMUYHOIO KOHIlepTa
PeBonst byHuHa, ITapTuThl Oa1ucoHa [leHMCoBa, ChIrpaHHbIe Ha BbICOYali-

BOADbLLUOE
COBPAHME

3AMNMUCEN

11eM XyJ0>KeCTBEHHOM U TeXHMUEeCKOM ypoBHe. Jleonna Koran npuanpumnso
OTCJTYIIMBAJT «<3KMBbIE 3aMVCH», BCEIIa aBTOPU30BBIBAJT MX BBIITYCK — OH ObLT
HEM3MEHHO CTPOT K cebe, He TOIycKast BO3MOKHOCTM CHU3UTh IJIaHKY. BbITh
MOXXeT, CTPOKM, HallMcaHHble B 1964 TOly ero BepHOi CITyTHULIEN XXKU3HU
EnusaBeToii I'mienbc, TOUHEe BCETO PUCYIOT MOPTPET ITOT0 TeHMaIbHOTO
My3bIKaHTa: «JIEHSI BOMHYETCS pelIuTebHO Mepes KaXXIbIM KOHIIEPTOM.
Yro 3a yyacTb XyA0KHMKA. HO BeZlb eCTb apTUCTbI, KOTOpbIE HEe 3HAIOT 3TUX
omyuieHuii. OHM HEMHOTO CLIeNIaIUCh peMeCIeHHMKaMU B XOPOILLeM CMBbIC/Ie
10Ba. Y JIEHM KaXKIblil KOHLIEPT KaK IEePBbIi, i 3TO OIpee/iIO Hallly K3Hb.
4l crapanach BHYILATh, YTO OH HACTOJIBKO MHAVBUIYAJIEH B CBOMX KaueCTBax,
3BYKe, ITOCTpOeHMM Gpasbl, UTO yAAUHBIN MM MeHee KOHIIEPT He CKa3bl-
BaeTCs Ha ero 3Tux cBovicTBax. Ho Mou pasrosopsl BycTyro. Hu Ha oty
YCTYTIKY cebe, H/ Ha 10Ty 06MaHa-MoMeHbI MICTUHHOTO».

Eszcenus Kpusuuykas
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“No one has ever played
the violin like this before.”
Jacques Thibault

“Leonid Kogan doesn’t play
the violin, he creates music on it.”
Isaac Stern

On the occasion of the 100" anniversary of Leonid Kogan’s birth, Melodiya
presents 26 digital releases of “The Complete Recordings” of the great Russian
violinist.

The making of the extensive discography of Leonid Borisovich Kogan
(1924-1982) in this country began in 1945 with the recording of the Saint-
Saéns/Ysaye Etude en forme de valse. At that time, performances were recorded
directly on wax discs, sound film, and magnetic tape. Those were mostly
concert pieces at the beginning. As the repertoire expanded, the radio archives
began to receive recordings of chamber music, especially sonatas for violin
and piano by Grieg (1947), Weber (1948), Beethoven and Bach (1950), and
Haydn and Mozart (1950, 1951), performed by Leonid Kogan and Grigory
Ginzburg.

The idea of releasing “The Complete Recordings” by Melodiya to preserve
the valuable legacy of the outstanding artist dates back to 1982. Over
850 sources with more than 150 works were identified in various collections,
depositories, and archives. The first of the 32 planned double sets saw the
light of day in 1987. By 1992, 26 sets had been published, and the project
was then continued by Russian Disc.

It should be noted that the phrase “The Complete Recordings” is
tentative, reflecting only the intention to concentrate valuable material in
a single source. It does not include many recordings, including ensemble
recordings with Rudolf Barshai, Elisabeth Gilels, Emil Gilels, Nina Kogan,
Pavel Kogan, David Oistrakh, Igor Oistrakh, and Mstislav Rostropovich.
A number of Kogan’s interpretations have been preserved for posterity by
foreign companies — Angel Records, Le Chant du Monde, Columbia, and
Ariola. At present, there is no complete discography of Kogan. The task of
creating one is difficult, since there are private archives, including foreign
ones, in addition to the archives of Melodiya and the State Fund of Television
and Radio.

To mark the 95" anniversary of Kogan’s birth, Melodiya released a five-CD
set of recordings reflecting a wide range of repertoire — from Paganini,
Vieuxtemps, and Ysaye to Prokofiev, Shostakovich, and Weinberg. It also
included recordings of duets with Elisabeth Gilels and trios with Emil Gilels
and Mstislav Rostropovich. One of these CDs featured the entire concert in
the Grand Hall of the Moscow Conservatory on April 7, 1963, with the artist’s
longtime partner, Andrei Mytnik.

Fully reproducing the content of the 26 sets of “The Complete Recordings,”
“The Golden Collection” is intended to give the modern listener an idea of
the stages of the artist’s evolution. We can trace the violinist’s path from
his earliest recordings to his last appearance on stage — with some of the
world’s great orchestras under the baton of outstanding conductors Rudolf
Barshai, Alexander Gauk, Vladimir Degtyarenko, Arnold Katz, Pavel Kogan,
Kirill Kondrashin, Vasily Nebolsin, Samuil Samosud, Evgeny Svetlanov,
Gennady Rozhdestvensky, Zdenék Chalabala, Aram Khachaturian, and Karl
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Eliasberg. Many of the works were performed with the accompaniment of
remarkable pianists Arnold Kaplan, Abram Makarov, Andrei Mytnik, Naum
Walter, Ekaterina Fuchs, and Vladimir Yampolsky. Cycles of sonatas by Bach,
Schubert, Grieg, and Brahms, as well as sonatas by Mozart, Weber, Strauss,
and Prokofiev were played and recorded in ensembles with Grigory Ginzburg,
Tatiana Goldfarb, Nina Kogan, and Karl Richter.

This release features a wide variety of genres. The voice of the solo violin
can be heard in Bach’s “Chaconne” from the Partita in D minor and Sonata
in C major and in Paganini’s six caprices (Nos. 4, 6,7, 9, 21, and 24).

Kogan’s fame as a master of monumental form is confirmed here by such
works as concertos by Vivaldi (G minor), Bach (A minor and E major), Mozart
(Nos. 3 and 5), Beethoven, Paganini (No. 1), Mendelssohn, Vieuxtemps
(No. 5), Brahms, Tchaikovsky, Prokofiev (No. 2), Berg, Khachaturian,
Shostakovich (No. 1), Weinberg, and Lalo’s Symphonie espagnole.

At the same time, he conquers with the breadth and style versatility of his
miniatures: these are original pieces by Russian and foreign composers, as
well as popular transcriptions by Auer, Bezekirsky, Wilhelmj, Ysaye, Joachim,
Kocian, Kreisler, Marsick, Primrose, Rodionov, Flesch, Heifetz, and Zimbalist.

“It seems to me that the style of Heifetz’s transcriptions, as well as his
entire artistic image, was particularly close to Kogan, and in his young years of
formation as a romantic violin virtuoso, he, as an outstanding representative
of the Soviet violin school, was strongly and positively influenced by the
great artistic personality of Jascha Heifetz, the oldest and most prominent
representative of the Russian violin school,” Igor Oistrakh noted.

Kogan’s frequent recourse to the genres of romantic variation, fantasy,
poem, and rhapsody is characteristic. The improvisatory element,

the freedom of expression, the virtuoso brilliance, and the palette of meanings
and colors — all these performance qualities are related to and consistent
with such works as the series of variations on operatic themes by Paganini,
Wieniawski’s Faust and Theme original varié, Sarasate’s Zigeunerweisen and
Carmen (Kogan also performed the Waxman version), poems by Ysaye and
Chausson, Ravel’s Tzigane, and Vladigerov’s Vardar. As he put it: “And if we
talk about fantasies written for the violin on operatic themes (for example,
Sarasate’s Fantasia on Bizet’s Carmen or Wieniawski’s one on the themes of
Gounod’s Faust), then these are already, it seems to me, purely theatrical
works. And so I tried to take all that into account and translate it into music,
using my theatrical impressions as well. I remember coming across a record
of the Bizet/Waxman Carmen Fantasia for violin and orchestra, played by
Jascha Heifetz. There was no sheet music, but I really wanted to play this
piece. I had to play it by all means! I listened to the record many times and
wrote down the music. Then they helped me make a score. And I recorded
the piece and played it with the orchestra. Later, when I got hold of the sheet
music, I found out that I hadn’t made any mistakes.”

The artist’s performing art is one of the pinnacles of the world’s musical
tradition of the 20" century. His unique artistic legacy has retained its magical
power of influence to this day. The great violinist is the subject of several
monographs and films (Leonid Kogan Plays, A Portrait of Leonid Kogan, Leonid
Kogan, The Inimitable); his participation in the TV film Niccolo Paganini was
an event. In 2023, a collection of the violinist’s letters was published (Leonid
Kogan. Letters).

He began his violin journey at the age of six under the guidance of Philip
Yampolsky in Dnepropetrovsk (now Dnipro, Ukraine). From 1934, Leonid
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studied in the special children’s group of the Moscow Conservatory with
the famous Professor Abram Yampolsky. Even then, his playing was known
for its brilliant virtuosity, the richness of the instrument’s timbre, and the
independence of his instrumental and artistic thinking.

At the age of sixteen, the violinist made his debut with the Moscow
Philharmonic Symphony Orchestra under Leo Ginzburg in the Grand Hall
of the Conservatory, playing the Brahms Concerto. His first gramophone
recording, which was Paganini’s Variations on a Theme from Rossini’s Moses
in Egypt, was made around the same time, in June 1941. Evacuated with the
school to Penza during the war years, he played in hospitals and took part in
concerts, the proceeds of which went to the defense fund. In 1942, he played
concertos by Glazunov, Myaskovsky, and Khachaturian, as well as Sarasate’s
Fantasia on Bizet’s Carmen in Kuibyshev (now Samara) with the orchestra
of the Bolshoi Theater under Vasily Nebolsin. For these concerts, he was
provided with a Stradivarius violin from the USSR State Collection. Kogan
was the top student of Yampolsky’s strongest conservatory class from 1943
to 1948 and completed his postgraduate studies in 1953.

In 1944, while still a student at the Conservatory, Leonid Kogan
became a soloist with the Moscow Philharmonic Society. In 1947, he won
the International Competition of the Festival of Youth and Students in
Prague, where he gained his first experience of working with composers
(Karen Khachaturian’s Violin Sonata, which he edited and performed at the
competition, also won first prize). While working on the sonata, Kogan had
his first meeting with Dmitri Shostakovich, who was Khachaturian’s teacher.

In the summer of 1949, as a result of conversations with Moisei Weinberg,
a joint idea for a sonatina for violin and piano emerged. The composer recalled:

“When I heard him play, I was delighted at the coincidence of our thoughts,
although he and I had not spoken a single word about the nature of the
sonatina’s music. One could only dream of such a performance. [...] After
such encounters, I wanted to write more and more violin music. It became
my creative need. Thus, was born the Violin Concerto, which I wrote with
Leonid Kogan in mind and dedicated to him. [...] The work was created not
only with the tonal and coloristic qualities and mastery of the instrument in
mind, but also with the improvisational element inherent in Kogan’s playing
and the musician’s profound qualities. I don’t know if I succeeded, but it was
impossible to find a better performer for the Concerto. During the preliminary
rehearsals, all the strokes were adjusted, and the tempos were set. His fantastic
performance was absolutely in line with my concept.”

The year 1949 was marked by a significant event in the violinist’s career:
Paganini’s 24 Caprices were performed at a recital in the Small Hall of the
Conservatory. In 1950, for the first time in the USSR, he played the original
version of Paganini’s First Concerto with the Emile Sauret cadenza with the
All-Union Radio Orchestra conducted by Vasily Nebolsin in the Column Hall of
the House of Unions. At the same time, as the violinist’s daughter Nina Kogan
recalls, “his career was not easy as at first he was not allowed to go anywhere.
But then came the famous story when Queen Elisabeth [of Belgium] wrote
a letter to [Joseph] Stalin saying that she was appealing to the Generalissimo,
asking him to send a delegation of Soviet violinists to the competition named
after her, which they were resuming after the war. My mother won the prize
in Brussels in 1937, and this competition was held in 1951. And the queen
asked that David Oistrakh from the USSR be on the jury. The 1951 Queen
Elisabeth International Violin Competition in Brussels brought Kogan first
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prize and the Grand Gold Medal. He even resurrected the Fifth Concerto by
Vieuxtemps on stage: the interpretation was especially praised by the jury.
The 27-year-old violinist’s performance in the final round (with the composer’s
version of Paganini’s First Concerto) was a triumph of truly global significance.
He received a standing ovation.”

In 1952, Kogan began teaching at the Moscow Conservatory in Abram
Yampolsky’s department (as professor from 1962 and as the head of the
department from 1969). Among his students were Valentin Zhuk, Vladislav
Igolinsky, Ilya Kaler, Andrei Korsakov, Sergei Kravchenko, Irina Medvedeva,
Victoria Mullova, Yoko Sato, Edward Tadevosyan, Isabelle Flory, Mayumi
Fujikawa, Andrea Shestakova, and Nana Yashvili. He also taught at the Curtis
Institute of Music in Philadelphia, the summer music courses in Ohrid, former
Yugoslavia, Nice, France, and Siena, Italy.

From the mid-fifties, he began to tour not only in the cities of the
country, but also abroad — in France, Great Britain, Italy, the USA, Canada,
Japan, Latin America, and Australia. In the 1956/57 season, he played the
enormous series Historical Violin Concertos in the Grand Hall of the Moscow
Conservatory, including eighteen works from Vivaldi to Prokofiev. The event
was a continuation of the remarkable tradition of David Oistrakh (Development
of the Violin Concerto, 1946 and 1947). Kogan called the recital in the Grand
Hall of the Conservatory on October 3, 1953 one of his milestones, when
he played three violin concertos — Mozart’s Third, Vieuxtemps’s Fifth, and
Brahms. It would be appropriate to continue the list of maestros with whom
Kogan collaborated: Otto Ackermann, John Barbirolli, Charles Bruck, Lorin
Maazel, Dimitri Mitropoulos, Pierre Monteux, Yevgeny Mravinsky, Charles
Munch, Eugene Ormandy, Fritz Reiner, Nathan Rakhlin, Constantin Silvestri,

George Szell, and others. Many of the recordings were made live, which makes
them especially valuable.

In 1958, Leonid Kogan became a member of the jury of the International
Tchaikovsky Violin Competition in Moscow (he headed the jury of the
6" competition in 1978).

In 1966, Berg’s Violin Concerto was premiered in this country with the
orchestra conducted by Gennady Rozhdestvensky. Tatiana Gaidamovich wrote
about the event: “The magic of Kogan’s art! One always thinks of it when
recalling one of the artist’s numerous premieres — his performance of Alban
Berg’s Concerto. The atmosphere in the packed Grand Hall of the Conservatory
that evening was festive and exciting. [...] And there was Leonid Kogan on
the stage. He took to it as he had done all his life on the stages of the world’s
greatest concert halls: concentrated and restrained, outwardly calm. His whole
being immersed in the world of music, the world that his high artistic duty
called him to reveal.”

In the 1960s, Kogan was awarded the Lenin Prize (1965), the honorary title
of People’s Artist of the USSR (1966), and later became an honorary member
of the National Academy of Santa Cecilia (1982). At that time, his romantic,
emotional, and brilliant style of playing was combined with a real depth of
artistic concepts, and his repertoire reflected an incredibly broad and diverse
stratum of violin literature — from early music to contemporary works.

Like David Oistrakh, Leonid Kogan fulfilled a crucial mission by collaborating
with composers in the process of creating and then performing new violin
works. His performance skills served as a powerful impetus for music-making
and for unlocking the potential of the violin as an instrument capable of
speaking a complex and multifaceted modern language. Kogan can be
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considered the inspiration and in many ways the co-author (in addition to the
works already mentioned) of the concertos by Gara Garayev, Lev Knipper, Revol
Bunin, and Tikhon Khrennikov, of Aram Khachaturian’s Concerto Rhapsody
and Edison Denisov’s Partita for Violin and Chamber Orchestra and Sonata
for Solo Violin; and of all the violin works by Franco Mannino and Virgilio
Mortari that were dedicated to him and premiered by him. Among 20 century
violinists, Leonid Kogan was the most convincing interpreter of Paganini’s
music — in his words, “a genius who revolutionized violin playing.” Kogan
considered Paganini’s art of performance to be an unattainable ideal. He, who
played almost all of his works (many of them for the first time in this country),
found “incredible artistic power and violin talent” in each of them.

Much can be said about Kogan’s playing style and its evolution, the nature
of his interpretations, and his ability to sense new trends in the performing
arts. The fact that he was an outstanding virtuoso who knew no bounds
in overcoming technical difficulties has gone down in history thanks to
eyewitnesses, recordings, reviews, and memoirs. His virtuosity was a means
to realize his creative intentions, always based on a deep understanding of
styles, epochs, national schools, and individual composers. In this sense,
he was always a co-author of each composer whose works he performed.

According to the writer Valentin Katayev, Kogan “felt music in all kinds
of art: poetry, drama, painting, sculpture, architecture.” On this basis,
he saw and realized the associative features of other art forms in living
sound. Theatricality, dramatization, plasticity of sound enriched the violin
style and contributed to the creation of individual spatial and temporal
solutions. This is probably one of the secrets of the powerful effect of his
performance on the listener.

Understanding the essence of violin instrumentalism, Kogan noted that
each work was created by composers with a view to a certain effect. “It was
imperative to arouse the public’s delight, and a composer of a violin opus
had this requirement in mind, because he was the first person concerned
in this case! [...] Beethoven, who understood and knew the violin, wrote
for it, one might say, in an ‘inconvenient’ way. This is true of his Concerto,
sonatas, and quartets. Not to mention Schubert, Schumann, or Brahms!
I could point out many bits and pieces in any of their violin works that an
instrumentalist would be tempted to ‘edit.””

Leonid Kogan’s living art had an incredible magnetic power. Each of
his appearances on stage was a logical continuation of the immense stage
action. On the other hand, it was as if it was the only opportunity to
concentrate and show the full artistic potential of the artist. His virtuosity
was combined with an unusually beautiful, masculine sound of the
violin and his tremendous will to perform with psychologically deep
interpretation.

Igor Oistrakh recalled: “I have always closely followed the changes in
Leonid Kogan’s style of playing. If at the beginning he was the most brilliant
romantic virtuoso, in the second half of his career his interpretations
manifested and strengthened a higher philosophical element, which is not
available to every musician, and detachment from everything insignificant
and secondary took over. His virtuoso means changed as well, as if he was
moving from the romantic palette of colors to more sparing expressive
solutions, but deeply and prominently emphasizing the most important
thing — the philosophical musical content. I would speak of a qualitative
breakthrough in his style.”
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According to Nina Kogan: “Father lived only for the violin. [...] Even if
he played a recital in a small town, a recital that no one would know about
or notice, he always set the bar high. Everybody says he practiced a lot —
that’s not true, he just lived with the violin. I never saw dad learn anything
slowly. If he couldn’t do something, like any other living person, he would
just change the fingering and make the phrases ‘speak’ — I tried to learn that
from him, even though the piano technology is different. His virtuosity —
he was born that way and practiced a lot as a child. When my father moved
to Moscow, he suddenly realized that everything was different here, he
started practicing and made a colossal leap.”

With his unique gift of artistic transformation, Leonid Kogan embodied
a truly limitless palette of images and emotions in his interpretations.
As a virtuoso, artist, and thinker, he transcended the boundaries of the
20™ century, impressing not only with the perfection of his violin playing,
but also with his wisdom and insight into the meaning of music. His art is
an art for all time. He has become a symbol of the highest achievements
of Soviet and world violin playing.

Elena Safonova
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Leonid Kogan and Sound Recording

Leonid Kogan’s discography includes dozens of recordings made at
the All-Union Recording Studio, then at Melodiya. From the very first
recordings, the violinist became one of the most popular and frequently
recorded artists. Boris Vladimirsky, director of the All-Union Recording
Studio, wrote to Leonid Kogan on December 30, 1958: “Dear Leonid
Borisovich, the staff of the All-Union Recording Studio cordially congratulates
you on the New Year 1959 and wishes you health and success in your work.
We hope that our creative contacts will be even closer and more fruitful in
the New Year.”

Kogan’s recordings were re-released many times during his lifetime and
have been reproduced by foreign labels. Today’s listener has the opportunity
not only to hear the great artist play, but also to analyze how his approach to
interpreting the great violin opuses — Beethoven, Brahms, and Shostakovich
concertos — changed as he revisited them several times with different
conductors.

His son, Pavel Kogan, said that he “had the opportunity to accompany his
father in the Beethoven Concerto in 1974. He played it often both in the USSR
and abroad, and always did it as if it were the first time — with awe and
trepidation. The Beethoven Concerto was the last piece my father played in
his life (on December 15, 1982). It was in Vienna... In order to understand
the evolution of his interpretation of the Concerto, it is enough to compare
the early recording of this work with conductor Silvestri and the orchestra
of the Paris Conservatory with the last 1980 recording with me, separated
by almost a quarter of a century... When I listen to the early recording of

the Concerto with Silvestri, I am struck by the marvelous instrumentation,
the sound, the intuitive structure of the phrases, the sense of style. I have
the impression of something crystal clear, pure, and unattainable. As for
the last recording, [ am drawn to the wisdom of the interpretation.”

Pavel Kogan recalls the time before the recording of the Beethoven Concerto
in 1980: “It was summer, the beginning of August, and we were living in our
country house. My father was preparing for the recording. It was as if he was
getting reacquainted with the music, getting into it as if for the first time in
his life. The second movement and the finale of the 1980 recording impress
me. The whole ‘golden texture’ in the second movement of the concerto was
interpreted by him in a different way than before. In his recording, it grew
deeper, more significant. It shows the maturity of thought and feeling of
the artist who has gone through the crucible of life. In the finale, the tempo is
more restrained than in the earlier versions, which highlights and emphasizes
the genre specificity of the music.

During the recording process, father once again demonstrated his incredibly
demanding nature. After the entire Concerto was recorded, the sound engineer
thanked the orchestra, the soloist, the conductor, and everyone went home.
Knowing my father well, I realized that he was not completely satisfied. The next
day I sensed nervousness in his demeanor. He felt that he had not been able to
realize all his creative possibilities and ideas in the finale of the Concerto. And it
tormented him more and more with each passing hour. All this led him to make
a firm decision: the finale has to be re-recorded the way he imagined it. Father
was adamant: ‘I will not release this recording.” What exactly was he unhappy
about? He realized that it was necessary to change the psychological image of
the finale even more in relation to the first movements, and to do this he had
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to strengthen the dance character of the finale. The Beethoven Concerto was
the last work I had the opportunity to play with my father in Moscow at the end
of the 1981 season with the Moscow Philharmonic Orchestra.”

The discography (1997) by Kenzo Amoh, a Japanese admirer of Leonid
Kogan, and refined by Junpei Maruo in 2024, lists more than two dozen
recordings of the Beethoven Concerto.

The first was made in 1957 with the USSR State Orchestra under Kirill
Kondrashin, the second — in June 1957 at the Salle Wagram with the Paris
Conservatory Orchestra under André Vandernoot, the next — at a concert
in Turin in 1959 with the Italian Radio Symphony Orchestra under Rudolf
Kempe, and another, a hugely successful one — in the same year 1959 again
with the Paris Conservatory Orchestra under Constantin Silvestri and it was
published and re-released a total of thirty times in Australia, Great Britain,
Germany, Italy, Korea, France, and Japan.

The work was recorded twice during the 1960 American tour — at
the concert with the Boston Symphony Orchestra and Charles Munch, and
with the New York Philharmonic and Hans Rosbaud. In 1962, it was recorded
live with the Berlin Staatskapelle under Charles Mackerras and again with
the Moscow Philharmonic Orchestra under Kirill Kondrashin. The 1960s
recording of the performance of the Beethoven Concerto with Rudolf Barshai
and the Festival Orchestra is available on Musica Records. In 1966, Kogan
recorded it with the USSR State Orchestra under Evgeny Svetlanov for Melodiya,
and the record was subsequently released in the West in 1968 on Eurodisc
and Chant du Monde.

There are live recordings of the Beethoven Concerto interpreted by Leonid
Kogan with Albert Herbert and the Naples Alessandro Scarlatti Orchestra

(1967) and with Evgeny Svetlanov and the USSR State Orchestra in Tokyo
(1968), as well as the posthumous recording of the concert at the Grand
Hall of the Moscow Conservatory on December 27, 1970 with Gennady
Rozhdestvensky and the Grand Symphony Orchestra of All-Union Radio.
In 1971, Kogan performed the Beethoven Concerto at the Liszt Academy Hall
in Budapest with Mikl6s Erdély and the Budapest Philharmonic Orchestra,
and in 1972 in Stuttgart, where Kogan was accompanied by Antal Dorati and
the Stuttgart Radio Symphony Orchestra. There is a live recording from 1976
in Philadelphia, where Kogan performed the Beethoven opus with Eugene
Ormandy and the Philadelphia Orchestra.

Archival recordings continue to be discovered. In 2017, for example, a CD
was released of the Beethoven Concerto performed in 1977 with the New
Philharmonic Orchestra of Radio France and conductor Emmanuel Krivine, as
well as live recordings made in 1980 with Herbert Blomstedt and the Swedish
Radio Symphony Orchestra in Stockholm, and with Pavel Kogan and the USSR
State Orchestra at the Grand Hall of the Moscow Conservatory. Among other
things, this list gives an idea of the vast geography of the tours and the range
of musicians — some of the best of their time — with whom Leonid Kogan
was fortunate enough to collaborate. Not every Soviet artist could boast such
a portfolio, but everyone wanted to play with Kogan!

There are letters from many prominent artists inviting him to record with
them. For example, violinist Henryk Szeryng wrote: “I remember you very
often and would be happy to play Bach and Vivaldi concertos with you and
record them on RCA in Europe or the United States of America during your
stay in these countries” (letter dated August 21, 1959). Cellist Paul Tortelier
acknowledged in a letter dated September 17, 1960: “Two foreign violinists,
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one of whom is a very famous artist, have offered me to record the Brahms
Double Concerto, one for Pathé Marconi (which combines His Master’s Voice,
Columbia, and Pathé) and the other for Mercury Records (Classical Recording
Division), but I would like to make such a record with you.” Conductor Eugene
Ormandy asked: “Let me know if you can perform Paganini’s Concerto No. 1
in its entirety in three movements and record Concerto No. 1 and Concerto
No. 2 with us in Philadelphia on October 24. I understand that there was an
agreement between you and Columbia Records, but you probably gave Mr. Hurok
a different program when he was in Russia. If possible, send me a telegram and
just confirm: “Two Paganinis okay’” (letter dated April 12, 1966).

Columbia Records also released Paganini’s Concerto No. 1 and Lalo’s
Spanish Symphony with the Paris Conservatory Orchestra conducted
by Charles Bruck (1955) and with Kirill Kondrashin and the London
Philharmonic Orchestra (1959). Eurodisc released Johann Sebastian Bach’s
Six Sonatas for violin and obbligato harpsichord recorded with harpsichordist
Karl Richter in 1972. Kogan recalled that “it was a very interesting, exciting
work. We found, once again, new facets of Bach’s brilliant ability to convey
deep human thoughts and feelings. We worked very hard to bring out all
the details, all the new artistic points of interest in his violin sonatas. I don’t
know if we succeeded one hundred percent, but we tried hard.”

How did Leonid Kogan feel about the recording process? According to
his daughter Nina Kogan, he “did not like it.” His wife Elizaveta Gilels noted
in her diaries after his death: “Recordings were mostly made at the request
of record companies or at the suggestion and request of ensemble players.
An example is the one with [pianist] Grigory Ginzburg. He was very reluctant
to record himself. In the first years of our life together, I was able to involve

him more in the recordings, especially when I heard him playing at home,
I thought it had to be recorded. I was the one who organized the recording
sessions. Shortly before [Leonid Kogan’s] death, at my request — and even
more at my insistence — he restored his recordings of Paganini’s works
(he listened to his recordings for the album that was released after his
death). And how many reproaches I had to hear. He would say that I was
taking up his time, and now he would not record the rest of the Brahms
sonata cycle just ‘to spite me.” The last recording for Melodiya was Brahms’s
Sonata No. 3.”
A large percentage of the recordings are Leonid Kogan’s live performances.
In addition to works by classics, such as Beethoven, Debussy, and Chausson,
they include world premieres by his contemporaries, such as Revol Bunin’s
Violin Concerto and Edison Denisov’s Partitas, played at the highest artistic
and technical level. Leonid Kogan listened carefully to his live recordings
and always approved their release — he was always strict with himself, not
allowing the possibility of lowering the bar. Perhaps the lines written by
his faithful companion Elizaveta Gilels in 1964 paint the most accurate
portrait of this brilliant musician: “Lyonya is nervous before every concert.
What a destiny for an artist. But there are artists who do not know these
feelings. They have become craftsmen in the best sense of the word. With
Lyonya, every performance is like the first, and that has defined our lives.
I tried to insinuate that he is so individual in his qualities, his sound and
his phrasing, that a successful or less successful recital does not affect these
qualities. But my words were in vain. Not one iota of conceding to himself,
not one iota of deceiving/substituting the true.”
Evgenia Krivitskaya
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