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ANDRE VOLKONSKY (1933 - 2008)
HARPSICHORD
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Johann Sebastian Bach (1685 - 1750)
French Suite No. 1 in D minor, BWV 812
1. Allemande
2. Courante
3. Sarabande
4. Menuet |
5. Menuet Il
6. Gigue
French Suite No. 2 in C minor, BWV 813
1. Allemande
2. Courante
3. Sarabande
4. Air
5. Menuet
6. Gigue
French Suite No. 3 in B minor, BWV 814
1. Allemande
2. Courante
3. Sarabande
4. Anglaise
5. Menuet
6. Gigue
French Suite No. 4 in E flat major, BWV 815
1. Allemande
2. Courante
3. Sarabande
4. Gavotte
5. Air
6. Gigue
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French Suite No. 5 in G major, BWV 816
1. Allemande
2. Courante
3. Sarabande
4. Gavotte
5. Bourree
6. Loure
7. Gigue

French Suite No. 6 in E major, BWV 817
. Allemande

. Courante

. Sarabande

. Gavotte

. Polonaise

. Menuet

. Bourree

. Gigue

André Volkonsky (1933 — 2008)

"Jeu a trois" for flute, violin and harpsichord (1962)
"Magam" for tar* and harpsichord (1974)
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Machiho Takahashi, flute (CD 2: )
Philipp Hirschhorn, violin (CD 2: )
Dariush Talai, tar (CD 2: )

Special thanks to Peeter Volkonsky, the son of André Volkonsky,
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Live in France, 1970s (Volkonsky)
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THE AVANTGARDE HARPSICHORDIST

A legendary person, composer, harpsichordist and enlightener, Prince Andrei (André - as he himself wrote
his name) Mikhailovich Volkonsky was born on February 14, 1933 in Geneva into the family of the descen-
dent of the old noble family, Mikhail Petrovich Volkonsky. Already at the age of 5 he started improvising
music.The pieces that were composed by him in childhood were heard by Sergei Rachmaninov. He studied
piano in Geneva and in Paris. In 1947 his family moved to the USSR. In 1950-54 Volkonsky studied com-
position at the Moscow Conservatory in the class of Yuri Shaporin. In the sinister environment of the anti-“for-
malism” struggle Volkonsky always moved against the current; he stidued essentially on his own, and learnt
only what he wanted to learn. In 1957 Volkonsky composed the piano piece “Musica Stricta”, a piece in-
novative in essence and realized in the avant-garde serial and dodecaphonic technique (compact disc SMC
CD 0118). This work and his subsequent compositions opened a new phase in the history of contemporary
Russian music, where Volkonsky was soon followed by a number of other talented composers - Edison
Denisov, Alfred Schnittke, Sofia Gubaidulina... The ideological censorship was, however, on the watch, and,
as the composer recalled: “For a few more years my music had been performed, but from 1962 | was com-
pletely forbidden.”

Being naturally incapable of adjusting himself to the Soviet doublethink, Volkonsky found another path
for himself - performing early music on the organ and the harpsichord. In this area he was also a pioneer. In
1959 Volkonsky played his first harpsichord recital, where he performed 17th and 18th century music. Con-
tinuing his in-depth studies of early music, Volkonsky found a group of singers, and created in 1965 the
“Madrigal” ensemble that performed music of the 14th-17th centuries. The ensemble and its artistic direc-
tor gave over a thousand concerts throughout the entire territory of the Soviet Union; this was a most inten-
sive performance, research and educational activity, which partially compensated Volkonsky for the boycott
of his own compositions.

The politics of repression and prohibition of his music compelled Volkonsky to emigrate - once again! -
first to Switzerland, and then to France. He performed as a harpsichordist and recorded Bach’s “Well Tem-
pered Clavier”. Disillusioned with the predominating stylistic trend of contemporary music in the West, he
wrote very little. In 1995 Volkonsky stopped performing, engaging in research in the area of historical tem-
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peraments and working as one of the curators of the “Belaieff Foundation”, created to support Russian com-
posers. He passed away in 2008 in Aix-en-Provence. The International harpsichord competition in Moscow
since 2010 is dedicated to his memory.

(based on Yuri Kholopov's article)

Itis amazing, for one who is listening today to recordings of Volkonsky’s harpsichord performances from
the1960s and 1970s, how radically different they are from the style of the pioneers in this area, Wanda
Landowska, Ralph Kirkpatrick and others, as well as from the present-day performers on historical instru-
ments. It seems that a person is sitting at the harpsichord, who plays the instrument wonderfully, but who
has looked at 17th and 18th century music with an absolutely fresh, personal eye, bypassing the barriers
of “historical” styles and the rules of ornamentation and articulation, altering often even the genre of the
piece he performs to suit his very subjective and very convincing point of view. Where does the boldness, orig-
inality and profound scope of Volkonsky’s interpretations come from? | shall quote a passage from Elena Du-
binets’ book “Prince André Volkonsky. The Score of his Life”:

Q: “In the recording of the “Well-Tempered Clavier” you are presenting yourself as a composer, as if you
wrote yourself the music you are performing.”

A: “Yes, | agree. | must tell you something rather immodest. It seems to me that all the music that has
been written that | like was composed by me. | play it as | would my own compositions. The critics have
found this quite shocking.”

Q: “Why had you turned to early music?”

A: “Because | did not like the Soviet regime - would this kind of answer suit you? All my life was a protest
against the Soviet regime. Dodecaphony also served this means, although not exclusively. It was not a po-
litical action, it was a musical act.”

Of course, these utterances do contain a certain amount of social protest, stemming from the condi-
tions of the Soviet pressure of those years. But the most important thing was that Volkonsky created - both
in his compositions of the1960s and in his performance on the harpsichord - true masterpieces; he stud-
ied serial systems - and wrote music permeated with mystery, denuded passion and beauty; he studied
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early music - and realized on the harpsichord the celebrated compositions by Bach, the French harpsi-
chordists, the English virginalists, Frescobaldi, as if they sounded for the first time ever... In the 1960s and
1970s, when the “authentic” models of harpsichords and the copies of the original instruments had not
yet come into widespread use (in the USSR they were entirely unavailable), and the few harpsichordists who
were active then (of which Volkonsky had been the first, having given his first solo recital in 1959) used in-
struments from East Germany with pedal stops and an unvaried sound, the sole means of expression that
were available being the change of stops (like in organ) and agogics. Not only did Volkonsky achieve great
mastery of these means, but he was also a rebel against the rules, a “troublemaker,” an inventor full of fan-
tasy (this also applies to his interpretations of organ music, released in the series “A Thousand Years of
Music” by the “Melodiya” label), who used the timbres of the different stops as instruments of a small or-
chestra, who liked to juxtapose the extreme, contrasting sounds of the 4-foot and 16-foot stops. He explored
all the possible combinations of the four stops of the harpsichord, and of their lute modifications. As far as
agogics is concerned - i.e. phrasing, the choice and the fluidity of the tempos, the freedom of dealing with
the temporal aspect of music - he was an unsurpassed master, responding sensitively to the musical syn-
tax that he cherished the most, as if “composing” the composition anew. The scale of temporal extensions,
his diction of the musical phrases had very little to do with Baroque rhetorics and affects, it was rather a
peculiar variety of the very flexible late Romantic utterance in the spirit of magic imperiousness of
Furtwangler or Mengelberg - a performance-action corresponding to the greatness of the performed music
(listen, for instance, to the Sarabande from the First French Suite). A lot can be said about his remarkable
sense of humor, dancelike whimsicality, teasing accents that brought a distinctive character and psycho-
logical dimension to his performance (i.e. in the Gavotte and Minuet from the Fourth Suite)! But the chief
feature of his performing style, as it seems to me, was the plasticity of musical gesture, his sense of the
phrasing, his care for the melodic intonation, his musical breath, full of variety and freedom, as well as his
stops that remind us to a great extent of the fermatas in his serial compositions “Mirror Suite” and “Lamen-
tations of Shchaza.” As musical journalist Solomon Volkov observed sagaciously in the 1970s, “his com-
plex style of performance, which combined dialectically elevated sadness with eccentricity, wisdom and an
ironical smile, constructive calculation with unexpected sensitivity, presents an example of a genuinely cre-
ative interpretation of permanent values of the past through the prism of the present.”
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In the West Volkonsky could not join the trend of “historical performance,” believing that only the in-
strument can be authentic, and that adherence to the rules found in theoretical treatises binds the individ-
uality of both the composer and the performer. “I came to the definitive conclusion that one should not play
what is written in the score. Now | think rather that the performer must play what is not written there.” The
freshness, refinement, and charm of Volkonsky’s performances, so different from the style of the “authentic
performers,” however shocking they may seem to the purists, come through to us in his recording of the Six
French Suites by J.S. Bach, released for the first time.

“Jeu a trois,” a mobile-form piece* for flute, violin and harpsichord (1962). The score as such does not
exist, while the parts contain phrases of various lengths that can be combined in 12 different ways, so that,
following the chosen route, the composition can last from three minutes to three hours. The first performance
took place in the Small Hall of the Moscow Conservatory in Volkonsky's recital with the participation of Nahum
Zaidel, flute and Lev Markiz, violin.

“Magam” (“Mugham”) for tar* and harpsichord (1974). From the book by Elena Dubinets: “When a
festival was organized for me in La Rochelle in 1975, | heard for the first time all the compositions that | had
written without any hope of seeing them performed. In addition to that, | was asked to write a new compo-
sition specifically for this festival. So | decided to set up a meeting between the West and the East and to
determine whether a European musician can hold a dialogue with another culture. This tarist was found for
my purposes in Iran, and he did not speak any language except Persian, and could not read Western musi-
cal notation (...). The tarist lived at my place for three weeks, and we played together from morning until
evening, until we came to a total understanding. There are moments of improvisation, but everything was de-
cided upon beforehand. It can be perceived that this was done (...) on the basis of a very concise form.”

Q:“Were you pleased with this experience?”

A:“Generally speaking, yes. But | have decided that such an experiment should not be repeated, and the
idea itself presented itself to me as a false one. We should not promote globalization.”

Alexei Lubimov

* Tar - a Persian, Azerbaijani, Armenian and Tajik plucked string instrument.
* Mobile structure - a musical form consisting of a set of fragments combined in a free or prescribed order.
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ABAHTAPAUCT KTIABECUHA

YenoseK-nereHaa, KOMNO3uUTop, KNaBeCUHUCT, NPOCBETUTENb, KHA3b AHApen MuxainoBuy BonKoOHCKUI
poauncs 14 despana 1933 r. B eHeBe, B ceMbe NOTOMKa ApeBHEro ABOPSHCKOro poga Muxauna fet-
poBuya BonkoHcKoro. AHApPeN yike B 5 1eT HaYan MMNPOBMU3NPOBaTb My3blKy. COMMHEHHbIE UM elle B
netcTBe nbeckl cablwan C.B. PaxmaHWHOB. Yuunca urpe Ha posne B HeHese u B Mapuwe. B 1947 .
cembsi nepeexana B CCCP B 1950-54 rr. AHapein BoNKOHCKUI yunncs B MOCKOBCKOM KOHCEpPBATOpUK,
B Knacce komnosuuuu H0.A. LianopuHa. B xyTKoM 06¢TaHOBKe 60pbObI C «hOpManM3MomM» BOAKOHCKMI
CTOMKO WeN NPOTUB TEYEHUS; YYMCS OH, NO CYTH, caM — ToMy, YeMy xoten. B 1957 r. BonKOHCKUI €03-
Aan doprennanHyio nbecy «Musica stricta» («Ctporas Mysblka»), C HOBaTOPCKUM COAEPKAHUEM, My3bl-
Ka/lbHO BOM/IOWEHHBIM B @aBaHrapAHOM CepuitHO-A0AeKapOHHOM TEXHUKE KOMMO3ULMK (KOMNAKT-ANUCK
SMC CD 0118). 3T1M 1 ApYrMMK NOCNELYIOWNMU COYMHEHNUAMU BONKOHCKUI OTKPbIN HOBBIV 3Tan B UC-
TOPWUM COBPEMEHHOM PYCCKOW MY3blKM, 3@ HUM NOCNEA0BaNU U Apyrie TanaHTiMBble KOMNO3UTOPbI -
3ancoH [enuco, Anbdpen LLUHnTke, Codba My6aiaynuHa... Ho naeonornieckne 3anpetsl cpabotanu,
KOMMO3UTOP BCMOMUHAN: «ElLe HECKONBKO NIET MEHS NPOJO/IKaIN UCNOMHATL, HO ¢ 1962 roga f 6bi
OKOHYaTENbHO 3anpeLyeH».

OpraHn4yecKn HecnoCOoGHbIV K COBETCKOMY ABOEMbICANIO, BONKOHCKUI Hawen ans ce6s ewe oanH
NyTb - UCMOJHUTENBCTBO CTAPUHHOM MY3bIKM Ha OpraHe v knaBecuHe. W B 31oi 06n1acTv OH ABWACSA Nep-
BOOTKpbIBaTeNemM. B 1959 r. coctosancs nepsbii B CCCP conbHbIM KnaBecMHHbIN Bevep AHapes Bon-
KOHCKOTO0, MOCBALEHHbIN My3blke 17-18 BeKoB. Mpogonkas MHTEHCUBHO U3y4aTb CTAPUHHYHD My3bIKY,
BOAKOHCKMIA MweT neBLOB 1 B 1965 . co3naet aHcambib «Magpuran», ans UCNONHEHUs My3blkn 14-
17 BekoB. AHCamb/ib W ero pyKOBOAWTENDb Aanu ThICAYM KOHLEPTOB Ha TeppuUTopuK BCero CoBETCKOro
Coto3a, 310 ObiNa rMraHTCKas UCMONHUTENbCKAs, UCCNEA0BaTENbCKAs U NPOCBETUTENbCKAs AesTeNb-
HOCTb, OTYaCTM KOMMNEHCHUPOBaBLIAs caMOMy BONKOHCKOMY OTCYTCTBME UCMOAHEHNI €r0 COYUHEHWA.

MNonnTKa roHeHUi 1 3anpeToB BbiHyaWNa BonkoHcKoro B 1973 1. aMurpupoBaTh - BHOBb! - CHavana
B LLIeiLapuio, 3atem Bo ®paHuuio. OH BbICTYNAET C KNaBECUHHBIMU KOHLEPTaMU, CO3AET HEOObLIOM
aHcam6sb «Hoc Opus», 3an1cbIBAET «XOPOLLIO TEMNEPUPOBAHHBIV KnaBup» baxa. Pazo4apoBaHHbIN roc-
NOACTBYKOLWMMMU Ha 3anaae CTUNEBbLIMU HanpaBaeHUsMU, nuweT Mano. Mocne 1995 r. BonKoHCKMI

60”blue He BbICTYNaeT, 3aHUMAETCA UCCAE[0BaHNUSMMU B 0611aCTH UCTOPUYECKUX TEMNEPaLIMIA U paboTas
O[JHUM M3 KypaTopoB «bensieBcKoro GpoHAa», MOMOraBLIero POCCUACKUM Komnodutopam. OH ymep B
2008 roay B 9Kc-aH-MpoaHce. Mposoaswuiics ¢ 2010 r. MexayHapOoAHbIA KOHKYPC KNaBECUHUCTOB B
MocKBe HOCHT ero ums.

(no craree F0.H. XononoBa)

Cnywas cerofHs KnaBecuHHble 3anucu Anapes BonkoHckoro 1960-70-x roaos, nopaxaewbses Tomy,
KaK paAuKanbHO OHW OT/IMYAIOTCA W OT CTUASA NepBonpoxoaLeB BaHabl JlaHaoBcKoi, Panbda Kupknat-
pUKa U APYTUX, U OT HbIHELWHUX ayTEHTUCTOB. CIOBHO 3@ KNAaBECHH CEN YENOBEK, MPEKPACHO UrpatoWnii
Ha MHCTPYMEHTE, HO MOCMOTPEBLLMI Ha MY3blKy 17-18-BeKOB abCONOTHO CBEKMMU, «CBOUMM» [1a3am,
MUWHYS 6apbepbl «MCTOPUYECKMX» CTUNEN, NpaBKUAa UCMONHEHNUSI OPHAMEHTUKM W apTURYNALMK, Nepeae-
NIbIBaOLLMI faxKe KaHPOBYK OCHOBY Ha CBOM, O4eHb CyOGbEKTUBHbIN M 04eHb YoeauTeNbHbIN nag. OTkyaa
TaKas CMenoCTb, HECXOKECTb - U MyO6MHHAA MaclTabHOCTb MHTepNpeTaLmnii BoakoHcKkoro? Mpouutu-
pyt0 BOMPOCH! U OTBETHI U3 KHUTW Enenbl [lyouHel, «KHA3b AHAPEN BONKOHCKNIA. MapTutypa MusHmu»:

«B 3anucu «XTK» Bbl BbICTyNaeTe Kak KOMNO3MUTOP, Kak 6YATO Bbl CAMU COYUHUIN My3bIKY, KOTOPYIO
ncnonHseter. - «fla, 4 cormaceH. JJoNKeH CKa3aTb HECKPOMHYIO Bellb. MHe KaeTcsi, YTO BCHO MY3blKy,
KOTOpasi paHblue HanucaHa M Kotopas MHe HPaBWTCS, COYMHUN . fl ee Urpalo Kak CBOM COYMHEHMS.
970 CTpaLIHO WOKMPOBAN0 KPUTUKY».

U: «lloyemy Bbl 06paTMANCL K CTAPUHHON My3blKe?» — «[10TOMY YTO MHE He HpaBMIacb COBETCKas
BNIACTb — BaC YCTPOMT TaKOM OTBET? BCsi MOSA M3Hb Gbla NPOTECTOM NPOTUB COBETCKOM BAACTU. 3TOMY
chyxuna foaekadoHus, XoTs U He ToNbKO OHa. OHa He Gblla NONUTUYECKUM aKTOM, OHa Gblna My3bl-
Ka/lbHbIM IefCTBUEM.»

KoHeuHo, B 3TUX BblCKa3bIBaHUSIX CTb 40151 GPOHAEPCTBA B YCNOBUSX COBETCKOTO NPECCUHra TEX NIET.
Ho aeno B ToM, 4T0 BOAKOHCKMI co3paBan - v B KoMnosuuuax 1960-x rogos, U B K1aBECUHHOM UCNOJ-
HWUTENbCTBE - HACTOSLME LWEAEBPbl; OH U3y4an CEepUiiHbIE CUCTEMbI — M MUCaN My3biKy, MOMHYKD COKPO-
BEHHOCTW, 0GHAXEHHOW CTPACTHOCTW W KPacoTbl; U3y4an CTapPUHHYI0 My3blKY - U C/IOBHO BMEPBbLIE
BOMNOLAN Ha KNAaBECHHE XpecToMaTHitHble COMMHEHNS baxa, GpaHLy30B, aHMMUIACKUX BUPAHMHAUCTOB,
®peckobanbau... B 1960-70-e roapl, Koraa ele He BOWAW B 06MX04 «MCTOPUYECKUE» MOAENN KNaBECK-



HOB, KOMUMW NOANMHHBIX MHCTPYMEHTOB (M0 KpaiiHel mepe, B CCCP 0HM NOAHOCTbLI0 OTCYTCTBOBAN), U He-
MHOT1E KNaBeCMHNUCTLI (@ BONKOHCKWMIA 6b11 nepBbiM, AaBwKM B 1959 I. coMbHbIN KOHLEPT) N0/b30BaNUCh
MHCTpyMeHTammn 13 4P ¢ neganbHbiM ynpaBaeHUeM 1 O4HO06Pa3HbIM 3BYKOM, eAUHCTBEHHbIMU CPE-
CTBaMM BbIPa31TENbHOCTH GbiM PErUCTPOBKA (OPraHHOro T1na) 1 arornka. U B ToM 1 B Apyroi BonkoH-
CKMI HE TONBKO JOCTUT OFPOMHOI0 MacTepcTBa; OH bl 6yHTapeM NPOTUB NPaBuA, CMYTLAHOM, IMXUM Ha
BbIJYMKM M306peTaTenemM (3T0 OTHOCUTCS M K €ro OpraHHbIM MHTEPMPETaLMaM, BbiMyLWEHHbIM B CEPUM
«Tbicsya netT My3blku» GupMoit «<Menoausi»), NPUMEHUBILMM TEMOPbLI PEMUCTPOB KaK MHCTPYMEHTbI Ma-
JIEHbKOr0 OpKEeCTpa, JIOMBLIMM NPOTUBONOCTABAEHWE KPaiHMX, KOHTPACTHbIX 3BYYHOCTEN 4-X- W
16-1-yT0BOrO PErnCTPOB. B perncTpoBKax OH NoAb30BaNCH BCEMW BO3MOXKHBIMU KOMOUHALMAMM Ye-
TbIPEX PErUcTPOB, WX IOTHEBbIX MOAUGOUKALIMIA 1 CAMBIMU HEBEPOSTHBIMUA MUKCTAMMU. YTO e KacaeTtcs
arorMku - GpasunpoBKK, BbIGOpa 1 M’MOKOCTM TEMNOB, CBO60/bI 06paLLEHNS CO BDEMEHEM - 34€Chb OH Obi
HenpeB30MAEHHBIM MacTepOM, YYTKO pearvpyoLym Ha 04eHb BaxHble )15 HEr0 BEXU B TEKCTE, KaK Obl
«COYMHAWMM» GOPMY NbECH 3aHOBO. MaclTab BpeMeHHbIX PacTaKeK, AUKLMA NPOU3HECEHNS dpa3
MMenu Mano o6uwero ¢ 6apoyHON PUTOPUKON, addeKTamm; CKopee, 3T0 6bl1 CBOE0OPA3HbIN BapuaHT
04€eHb MMOBKOro NO3JHEPOMAHTUYECKOTO BbiCKa3blBaHUS B Ayxe Marnyeckoit BnacTHocTM PypTeeHmepa
1nn MeHrenb6epra - UCNONHEHWEe-aKLMs, COOTBETCTBYIOLLEE BEIMKOCTU UTPaeMoil My3blKK (nocayLanre,
Hanpumep, CapabaHay 13 1-i ®paHuy3CKOW ClouTbl). A ero 3amMeyateNbHOEe YyBCTBO OMOpA, TaHLe-
Ba/IbHOM NPUXOTIMBOCTH, APa3HALLME aKLEHTbI, NPUAAIOLME UCTIOHEHWIO XapaKTEPHOCTb, MCUXONOTMY-
HocTb ([aBOT M MeHyaT U3 4-ii ctoutbl)! Ho rnaBHOM Y4epTor ero MCMONHMTENLCKOrO CTUAS, KaK MHE
Kametcs, 6bi1a NnacTMKa My3blKanbHOrO ecTa, YyBCTBO (pasbl, B KOTOPOI 6biIN U HANPSHKEHHOE UHTO-
HUPOBaHWe, U AblXaHUe Pa3HON JNNHbI U NEPUOANYHOCTH, U OCTAHOBKM, CTO/b NOXOXKME Ha nay3bl-dep-
MaThl B €ro CEPUMHLIX COuMHEHUAX «ConTa 3epKaim» u «anobbl LWasbl». Kak npo3opavso 3ametwn B 70-e
rofbl My3blKabHblii ypHaauct ConoMOH BONKOB, «ero CNOMHbINA MCNONHUTENbCKNI CTUAb, AUANEKTUYE-
CKM 06bEAMHAIOLNIA BO3BBILEHHYIO [PYCTb U 9KCLEHTPUKY, MYAPOCTb U YCMELLKY, KOHCTPYKTUBHbIN pac-
YET U HEOXMAAHHYI0 YyBCTBUTENBHOCTb, NpeAcTaBnseT Co60M NpuUMEp NOAJIMHHO TBOPYECKOrO
NpenoMAEHUS HENPEXOAALLMX LIEHHOCTEN NPOLLIOro CKBO3b NPU3MY CETOAHSILIHEr0».

Ha 3anaze BOKOHCKHMIA He CMOT MPUMKHYTb K ABMKEHUIO «<MCTOPUYECKOTO UCMONHUTENbCTBAY, CYUTas,
Y4TO @YTEHTUYHbIM ABASIETCS TOJbKO MHCTPYMEHT, YTO COONI0AEHIUE NPaBUA U3 TEOPETUHECKNMX TPAKTaTOB CKO-

BbIBAET }XMBYI0 MHAMBUAYANLHOCTb U aBTOPA, M UCMONHUTENS. «f OKOHYATENbHO NPULLEN K BbIBOAY, YTO
He/b3f Urpathb TO, YTO HaMUcaHo. Tenepb A CKOPEE AyMato, YTO UCTOHUTENb JOMKEH UIPaTh TO, YTO HE Ha-
nncaHo». B TOM, 4TO CTOMb Aanekune OT «ayTeHTUCTOB» 3annuck BOAKOHCKOrO, Mpu BCEM MX «BO3MYTUTESb-
HOM» [191 NpPUCTOB CBOBOAOMBICNM, MOTYT ObITb TAKUMMW CBEXMMM, NPOAYMaHHBIMU 1 3aXBaTbIBaIOWMMM,
yoexnaatotr Hac 3anucu LLlectn ®paHuy3ackux ctout U.C. baxa, ny6nuKkyemble BNepBsbIe.

«MUrpa BTpoem», Mo6UNbL* Ans GpeiTbl, CKPUNKKU M KnaBecuHa (1962). MapTuTypbl Kak TaKOBOM HET,
B NapTUAX 415 KaX0ro MHCTPyMEHTa Gppa3bl Pa3HOM AIMHbI MOTYT COYEeTaTbCs APYr ¢ Apyrom B 12 pas-
HbIX BapuaHTax, CornacHo Bbl6paHHOMY «MapLupyTy», NPOU3BEAEHUE MOXET JIUTLCA 1 TPU MUHYTHI, U TPH
yaca. [lepBoe ucnonHeHne coctoanocb B Manom 3ane MOCKOBCKOM KOHCEPBATOPUM B COIbHOM KOH-
Lepte AHapes BonkoHckoro, npu yqactun Hayma 3angens (dnenra) v JisBa Mapkusa (CKpUnKa).

«Myram» ans Tapa* v knasecuHa (1974). U3 KHuru Enexbl y6uHell: «Korga MHe ycTpounmn dpectu-
Ba/b B Jla-Powensb B 1975 rogy, Tam Cbirpanu BCe, YTO § nUCan A0 3T0r0 «B CTOM» U HE CAbllan B UC-
nonHeHWn. Kpome T0ro, MeHs NONPOCMAM HanucaTb HOBOE COYMHEHWE CMeLManbHO AN 3TOro
dectmang. W q pewnn nonpo6osatb ycTpouTh BCTpeyy 3anaga ¢ BoCTOKOM M NOCMOTPETb, CMOKET Jin
My3bIKaHT-eBpONeeL, NPOBECTU ANUANOr C APYro KynbTypoii. MHe Hawnw atoro Tapucta B MpaHe, OH Hu
Ha KaKOM A13blKe, KPOME NEPCHUACKOro, He FOBOPUA W HOT He 3Han.(...) TapuCT W y MEHS TPU Hepenu,
1 Mbl C yTpa /10 BEYepa Urpaiu, Noka He A0CTUIN JOTOBOPEHHOCTU. TaM eCTb MOMEHTbI UMNPOBU3aLMH,
HO BCE 0blNI0 06rOBOPEHO. B My3bIKE CLIWHO, YTO 3TO (...) HA OCHOBE 04YeHb YeTKoM GopMbl». - «OcTa-
JIUCb N Bbl OBONbHLI 3TUM ONbITOM?» — «B 06wWeM, Aa. Ho g pewwnn, 41o Takoe 60sblie NOBTOPATL
Henb3s, U cama Waes MHe nokasanach NOKHOW. He Hafo ycTpauBaTh mMobanusaLnio.»

Anekceri JlobumoBs

*Tap - nepcuacKuiA, asepGaiKaHCKNii, apMAHCKUI, TAAKMKCKUIA CTPYHHBIN WHNKOBbBIA MHCTPYMEHT.
*Mo6unb - My3blkanbHas Gopma, cocToawan U3 psaa GparMeHToB, COYETaoLWmMXCa B CBO6OAHOM
WNW NPEANNCAHHOM NOpsAKe
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AHOPEN BONNKOHCKWUM (1933 - 2008)
KNABECHUH
cDh1

NoraHH Ce6acTtbsiH bax (1685 — 1750)
®dpaHuy3ckas cionta N2 1 pe muHop, BWV 812
1. Allemande
2. Courante
3. Sarabande
4. Menuet |
5. Menuet Il
6. Gigue
®dpaHuy3ckas cionta N2 2 1o muHop, BWV 813
1. Allemande
2. Courante
3. Sarabande
4. Air
5. Menuet
6. Gigue
®dpaHuy3ckas cionta N2 3 cu muHop, BWV 814
1. Allemande
2. Courante
3. Sarabande
4. Anglaise
5. Menuet
6. Gigue
dpaHuy3ckas ctonta N2 4 mu-6emonb maxkop, BWV 815
1. Allemande
2. Courante
3. Sarabande
4. Gavotte
5. Air
6. Gigue

SMC CD 0139-0140
ADD/STEREO

2 CDs SET
TT.120.38

66.42

4.11
2.23
4.02
3.49
4.17
3.05

2.04
4.11
1.41
1.05
3.14
3.47

2.44
2
A4
2
A4
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2.28
5.29
1.40
1.46
1.35
2.31
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CD2

®dpaHuy3ckas ctonta N2 5 conb maxop, BWV 816
1. Allemande
2. Courante
3. Sarabande
4. Gavotte
5. Bourree
6. Loure
7. Gigue

®dpaHuy3ckas ctonta N2 6 My maxop, BWV 817
. Allemande

. Courante

. Sarabande

. Gavotte

. Polonaise

. Menuet

. Bourree

. Gigue

AHpper BonkoHckui (1933 — 2008)

«rpa BTpoem» ans bnenTbl, CKPUMNKK U KnaBecuHa (1962)
«Myram» ans Tapa* u knaBsecuHa (1974)

O~NOURWN PP

Mauuxo Takaxawu, dneinra (CD 2: )

dununn XupLixopH, ckpunka (CD 2: )

[Aapuyw Tanau, Tap (CD 2: )

®oHorpaMmbl NpeAoCTaB/IeHbl CbIHOM KOMMo3uTopa Meatepom BoKoHCKUM
13 CBOEr0 J0MallHero apxvuea

3anucb 1970-x ropos (bax. ®paHLy3CKue CloUTbI)
3anuchb ¢ KoHuepTa Ha pecTtuBane B Jla-Powens (Ppanuus), 1975 (CD 2: [16], )

PectaBpauusa n MoHTax: EneHa Cbiy
ABTOp MAeu npoekTa: Anekcen Jllo6umoB
UcnonHuutenbHbiv npoatocep: EBrexuit MnatoHoB

© & ® 2013 MockoBcKas rocyaapcTBeHHas koHcepeatopus um. MN.1. Yarikosckoro. Bee npaBa 3aluuieHb.

53.56

3.08
1.41
4.46
0.57
1.38
2.51
SALE)

2.37
1.47
3.22
1.11
1.39
1.43
2.01
2.42

6.17

12.26



