Moscow Conservatory PREVIOUSLY

UNRELEASED
RECORDS RECORDINGS

WILHELM

STROSS
CHAMBER ORCHESTRA

2

Telemann

W.F. Bach

J.C. Bach
C.Ph.E. Bach

LIVE IN SMALL
AND GRAND HALLS
OF THE Moscow
TCHAIKOVSKY
CONSERVATORY

SEPTEMBER 11 AND 12,
1955




WILHELM STROSS CHAMBER ORCHESTRA SileeD @i

ADD/MONO
Rudolf Metzmacher, cello ([1]-[7], [13-[15]) TT: 69.09
Georg Philipp Telemann (1681 - 1767)

Suite for Viola da gamba, Strings & basso continuo in D major, TWV 55:D6

1. Ouverture 5.58

2. La Trompette 1.33

3. Sarabande 4.27

[4] 4. Rondeau 1.01

5. Bourrée 1.59

[6] 6. Courante 6.22

7. Gigue 1.53
Wilhelm Friedemann Bach (1710 — 1784)

Sinfonia ("Adagio and Fugue") in D minor, F. 65 (BR C7)
1. Adagio 4.22
[s]  2.Fugue 5.35

Johann Christian Bach (1735 - 1782)
Quintet for Flute, Oboe, Violin, Viola, Violoncello & basso continuo in D major,
op.11 No. 6, WB75

1. Allegro 5.45
2. Andantino 352
3. Allegro assai 3.27

Carl Philipp Emanuel Bach (1714 - 1788)

Concerto for Violoncello, Strings & basso continuo in A minor, Wq.170, H. 432

1. Allegro assai 10.09
2. Andante 6.04
3. Allegro assai 6.51

Live in Small Hall of the Moscow Tchaikovsky Conservatory, September 11, 1955 ([1]-[7])
Live in Grand Hall of the Moscow Tchaikovsky Conservatory September 12, 1955 ([8]-[15))

© & (® 2015 The Moscow Tchaikovsky Conservatory. All Rights Reserved

2

Precisely 60 years have passed after that memorable moment when in 1955 Wilhelm Stross chamber or-
chestra came to Moscow. The historical significance of his concerts is immense - after all, this was the first
performance of the chamber orchestra in the Soviet Union. It was not attended by loud promotion, but had
an immense resonance, and obtained the significance of an important milestone in the history of Russian
music.

Itis known that the art of performance in the USSR had achieved significant peaks of perfection; how-
ever, this pertained only to separate domains of music. It did not apply to the music of the Baroque pe-
riod - on the contrary, it seemed to be “suspicious” from the point of view of ideology, since it was in one
way or other connected with religious perceptions. This was also enhanced by the fact that he intricate art
counterpoint in Baroque music hardly fit the official conceptions of Soviet art as of being monumental,
massive, large-scale and heroic.

It could not be said that there was no interest at all towards early music in the Soviet Union, but it was
dealt with exclusively by enthusiast, whose job was, in addition, hampered by the informational blockade.
This is how Rudolf Barhai remembers about this: “You will, in all possibility, find this hard to believe: of the
immense musical legacy of Vivaldi, only three or four concertos were known in Russia up to the mid 20th
century. Early music, in particular, Handel, Bach, and onwards, up to Mozart, were played by large instru-
mental ensembles, ordinary orchestras - there were no chamber orchestras in Russia. <...> In his book
about Bach, Albert Schweitzer writes that when Bach’s E major Concerto, that ingenious composition, is
played by a large ensemble, and the second movement, the Adagio, is dragged by twelve cellos and half a
dozen double-basses, he has the wish to run out of the hall in terror. But the audience has got used to this.”

A totally different situation was present in Western European musical practice. The contradiction of the
“traditional” musical interpretation - with its massive ensembles of performers, heavyweight tempos and
pompous characters - and its real place in the Baroque period had already been realized. Gradually the in-
terest began to emerge towards reviving the historically accurate character of performance of early music.
Attempts had been made to bring original instruments into concert practice and to create ensembles that
specialized in performing early music. These included the chamber ensemble of Casadessus in Paris
(established on the basis of the Paris-based “Society for Early Instruments”), Edwin Fischer's chamber
ensemble in Berlin, Paul Sacher's chamber orchestra in Basel and Adolph Busch’s chamber orchestra.
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That same period witnessed the creation of schools of performance of early music and establishment
of collections of music manuscripts and instruments, etc., and the attention of the general public gradually
started to be drawn to all of this. Likewise, the artistic personality of Stross developed itself within the con-
text of early music.

Wilhelm Stross (1907-1966) studied violin with Bram Eldering and Carl Flesch, and also studied con-
ducting with Hermann Abendroth. He was an outstanding violinist, who received recognition as a performer
of classical chamber music, as well as a first-rate ensemble performer (for example, he was part of Elly
Ney'’s piano trio, together with cellist Ludwig Hoelscher, and also played in a duo with Chilean pianist Clau-
dio Arrau). An important role in his life was played by his role as the concertmaster in Edwin Fischer's or-
chestra in the early 1930s. The experience he obtained from this work was subsequently conducive to his
founding of his own chamber orchestra. In 1934 Stross was invited to the position of the Munich Musik
Hochschule, and this city became the main place of his habitation up to the end of his life. There he founded
the famous Stross String Quartet, which also included second violinist Anton Huber, violist Valentin Haertl
and Rudolf Metzmacher, the latter of which must be mentioned separately.

Rudolf Metzmacher (1906-2004) was one of the most famous of Stross’ associates. A pupil of Julius
Klengel, he perfected his musical skills with Hans Munch-Holland, Diran Alexanjan and Hugo Becker. Upon
completion of his studies, he worked at the Stettin Orchestra, and then at the Munich Philharmonic Or-
chestra, at the Hamburg Opera and at the Bayreuth Festival orchestra. In addition, he taught in Frankfurt,
Hannover, Lubeck and Braunschweig. The cellist gave relatively few solo recitals, however, he possessed a
remarkable technique and a refined sense of taste. His obituary at the “Neue Musikzeitung” includes the
following phrase: “his playing was characterized by a great amount of humaneness, which is a distinguish-
ing feature for great art.” Metzmacher obtained the fame of a marvelous concertmaster of his group, and it
was not perchance that he was invited to perform in orchestras particularly in this role. He obtained his ut-
most renown for playing in the Stross String Quartet and his performances at Stross’ chamber orchestra.

The Chamber Orchestra was founded in 1941 on the foundation of Stross’ string quartet. This orches-
tra revived the Baroque manner of performing music in ensemble without a conductor, but under the guid-
ance of the concertmaster of the first violins - Stross himself. Together with his string quartet and chamber
orchestra Stross went on numerous tours into many European countries, to Asia, the Middle East and the
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USSR. To present-day ears the style of the orchestra’s playing seems in many ways to be traditional, not pos-
sessing those specific traits that would characterize the performances of later early music ensembles.
Nonetheless, it is distinguished by a principally new approach towards the orchestra, not as a heavyweight
massive, but as an expanded chamber ensemble, in which each instrument possesses its own timbre and
“character,” while each performer feels himself as a soloist among equals. This is what seemed to be par-
ticularly unusual in a revolutionary way and substantially distinguished the sound of this orchestra from the
sound palette customary for the audiences of that time. This is the testimony of violinist and conductor Lev
Markiz: “In the fall of 1955 Wilhelm Stross chamber orchestra came to Moscow from West Germany. Now
| understand that this was an ensemble of good quality, which followed the tradition that was established
in Germany in the 19th century. Nonetheless, Stross created a great impression - first of all, with his per-
formance of Bach and Vivaldi. The format itself of the orchestra was new, as it was comprised of 16-18 string
instruments, the sound of which differed in principle from the massive group of such orchestras as the
State Orchestra.” Gennady Rozhdestvensky wrote in much greater detail about it in his review, in particu-
lar, noting “the unusually intricately developed feeling of style of the compositions performed. Most likely,
the similar feeling of amazement and satisfaction is felt by a lover of paintings, when his gaze is presented
with a painting or ancient fresco, after colors accidentally applied to it, alien to the spirit of the initial con-
ception are taken away from it.”

Towards the mid 1950s the immense need on the part of the art of performance in Russia arose to-
wards a new qualitative breakthrough towards previously undeveloped areas of music. The performance
of Stross chamber orchestra not only changed cardinally the perception of the early music that was already
known, but opened the way towards an immense stratum of music that was unknown at that time. Leonid
Gakkel writes: “I believe that I will not be mistaken if | say that Stross opened up for us the institution of
chamber orchestras, which after the war became an essential part of the artistic life of the West.” Par-
ticularly due to the influence of the performances of Stross orchestra in the fall of 1955, the Moscow
Chamber Orchestra was founded, being the first chamber orchestra in the country, which opened to the
Soviet audiences an entire stratum of repertoire that was virtually unknown previously. The initiators of its
founding were Andrei Volkonsky and Rudolf Barshai, the latter having been the director of the orchestra
from 1956 to 1977.



Thereby, the beginning was set down. Subsequently, other similar music ensembles went on tours to the
Soviet Union, first of all the “Virtuosi of Rome” from Italy (in 1961) - which served as an example for the
founding of the ensemble “Virtuosi of Moscow” - followed by the “Clarion” ensemble from the USA (in 1963)
and the “Pro Musica” ensemble from the USA (in 1964) - the visit of the latter of which initiated the cre-
ation of the “Madrigal” ensemble - and others.

Another very important result of these concerts was that the “new” expressive means of chamber or-
chestras attracted the close attention of composers, especially young ones who were just beginning to em-
bark on their creative path, and impelled them to master a hitherto entirely unknown area of music - thereby
Stross’ visit carried an indirect relation to the future flourish of composers of the Second Avant-garde trend.

Altogether in 1955 six concerts of Stross chamber orchestra took place in the USSR, the success of
which was so great that upon the request of Tikhon Khrennikov the musicians were invited to give an addi-
tional concert for a select audience in the concert hall of the Composers’ Union Building. Recordings of
those memorable concerts were made by the Audio Laboratory of the Moscow Conservatory. Considerably
later part of these recordings was released by the “Melodiya” record firm onto the record “Wilhelm Stross
chamber orchestra in Moscow” in 1983. Its program included Bach’s Brandenburg Concertos No.4 and 6,
as well as his unfinished Fugue from “Der Kunst die Fuge.”

In addition, in 1984 and 1986 two more records were released with recordings made with the partici-
pation of the Stross String Quartet, which included the chamber music of Beethoven, Boccherini and Schu-
bert (the German archival recordings from 1942 and 1943). Other recordings with the participation of
ensembles founded and directed by this remarkable musician were unknown to the audiences of this coun-
try. However, in Western European countries Stross chamber orchestra had very few recordings, in com-
parison with his string quartet ensemble. For this reason the recordings of Stross chamber orchestra from
his Moscow concerts released for the first time, which were included into the program of this compact disc,
are especially valuable.

Andrei Dashunin, Assol Mitina
Translation: Anton Rovner

PoBHO 60 neT npoLwno ¢ Toro NamaTHOro MoMeHTa, Korga B 1955 rogy B MOCKBY np1esikan KaMepHbIi op-
Kectp Bunbrenbma LUtpocca. UcTopuyeckoe 3Ha4eHne ero KOHLEepPTOB OFPOMHO — Befib 3T0 6b110 NepBoe
BbICTyNNEHMEe KaMepHoro opkectpa B CoBetckom Coto3e. OHO He CONPOBOKAANO0CH LWYMHOM peKnamof,
HO MMeNo 60/bLWON Pe3oHaHC, M NPUOBPEN0 3HAYEHME BaXHOM MCTOPUYECKON BEXM B UCTOPUM OTEYe-
CTBEHHOW My3bIKK.

M3BeCTHO, 4TO MCnoNHUTENLCKOE MCKYccTBO B CCCP K cepeanHe XX BEKa JOCTUMO 3HAYUTENbHBIX
BbICOT; OJHAKO 3T0 Kacanoch NNLb OTAENbHbIX 061acTel My3blkU. My3blka 3n0xu 6apoKKO K HUM He OT-
HOCWNach — HaNPOTUB, OHa Ka3anach AEONOTMYECKM «N0A03PUTENBHOM», MOCKObKY OblNa TaK AW HaYe
CBfi3aHa C peurMo3HbIMN NPeAcTaBAEHUAMI. 3TOMY CMOCO6GCTBOBANO eLLe 1 TO, YTO TOHKOE NOANGDOHM-
4eCKOE UCKYCCTBO GapOYHOM My3bIKM MI0X0 BNMCHIBANOCH B NPEACTaBAEHUS O COBETCKOM UCKYCCTBE KaK
06 MCKyCCTBE MOHYMEHTaIlbHOM, MACCUBHOM, MacLUTabHOM, FepOMYECKOM.

Henb3s cKasatb, YT06bl MHTEPECA K CTAPMHHOM My3blKe B COBETCKOM CO03€ He 6bl10 BOBCE, HO pa-
60Ta C Heil CTaHOBMNACh UCKIIOYUTENBHO [EIOM 3HTY3MacToB, KOTOPOE NOMUMO BCErO NPOYero 3atpys-
HAN0Cb MHPOPMALMOHHOI 610Kazoi. BoT kak BcnomuHaeT 06 atom Pyaonbd bapwaii: «<HaBepHoe, Bam
6y/eT TPYAHO MOBEPUTb: M3 OTPOMHOI0 Hacneans Buanban 4O cepeanHbl ABaALAToro Beka B Poccun
3Ha/In TPM Win YeTbipe KoHuepTa. CTapuHHyIo My3blKy, B YacTHOCTH [enzens, baxa v ganbie o Mouapra
BHIIOYUTENIbHO, UIPan B0/IbIIMMM COCTaBaMM, 0ObIKHOBEHHLIMM OPKECTPaMM — KaMEePHbIX OPKECTPOB B
Poccum He 6b110. <...> B KH1re 0 baxe Anbbepr LLIBedLep NULIET, 4To KOrka MU-MaxopHbIA KOHLEPT baxa,
370 reHuasbHenlIee TBOPEHHNE, NIPatoT BO/IbLIMM COCTaBOM U BTOPYIO YaCTb, aAaxmo, HaYMHalT pasBo-
3UTb ABEHaAUaTb BMOIOHYENEN U MOJAIKMHBI KOHTPAbacos, emMy XO4eTcs B yxace bexarb u3 3ana. Co-
BEPLIEHHO TO4YHO. HO ny6nKa npuBbIKIa».

CoBceM MHasi cuTyalus Gbina B 3anagHOEBPONENCKON My3blKanbHOM NpaKTUKe. Yie 6bi10 0CO3HAHO
NPOTMBOPEYME «TPaANULNOHHON» TPAKTOBKM CTAPUHHOM My3blKM — C MaCLUTaGHbIMKU UCTIONHUTENBCKUMM CO-
CTaBamMu, TAKENOBECHBIMM TEMMAMM 1 NOMNE3HbIMU XapaKTepaMu — U e€ peanbHOro ObITOBAaHMS B 3MOXY
6apoKKo. [ocTeneHHo Havan NosBAATLCA UHTEPEC K BO3POKAEHUIO UCTOPUYECKM JOCTOBEPHOIO XapaK-
Tepa UCMOHEHHs CTaPUHHOM My3blKW. MEIOT MECTO NOMbITKU BBECTU B KOHLIEPTHYIO NPAKTUKY CTaPUHHbIE
MHCTPYMEHTbI M CO3AaTb aHCamb/u, CNeLnanuanpyoLmnecs Ha UCNOIHEHUM CTaPUHHOM My3blku: Kamep-
HbIl aHcam6nb Kasagestoca B [apuske (Ha 0CHOBe NapuiKcKoro «061ecTBa CTapUHHbIX MHCTPYMEHTOBY),
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KamepHbiii aHcambnb 9aBuHa ®uwepa B bepnnHe, KamepHbii opkectp Maynsa 3axepa B basene, Ka-
MepHbI opKkecTp Afonbda bywa. B 3T10T e Neproj HauMHatoT CO34aBaTbCA WKOAbI CTAPUHHOM MY3bIKH,
€06MPAIOTCS KOVIEKLMM HOTHBIX MaHYCKPUMTOB, MHCTPYMEHTOB U T. fi. U KO BCEMY 3TOMY NOCTENEHHO NPK-
BJIEKAETCSA BHUMaHWeE WHUPOKOM Ny6anKK. B KOHTEKCTE MHTEpeca K CTapuHHOW My3blKE pa3BuBanach 1
TBOpYECKas M4HOCTb LLTpocca.

Bunbrenbm Wtpocc (1907-1966), 06y4aBLINACH UCKYCCTBY CKPUMWYHOM Urpbl y Bpama 3nbaepuHra
1 Kapna ®newwa, yunncs Takxe AMpux1poBanuio y fepmara A6eHapoTa. OH 6bin BbIAAIOWMMCS CKPUNAYoM,
C MO/I0AbIX IET 3aBOEBABLUMM NPU3HAHKE KaK UCMONHUTENb KNACCUYECKON KaMEePHOM My3bIKK, a TaKIKe Kak
NEepBOKNACCHbIM aHCaMBAUCT (B YaCTHOCTH, OH BXOAWN B cOCTaB dhopTenraHHoro Tpuo Iniun Hevi BMecTe
C BMONOHYeMcToM JlioaBMroM XENbLuepoM, a TaKiKe BbiCTynan B iyate ¢ YMAMACKUM nuaHuctom Knayauo
Appay). BaHyto posib Chirpana B ero 13Hu paboTa B Ka4eCTBe KOHLEPTMelicTepa B OpKecTpe 3aBuHa du-
wepa B Hayane 1930-x rofos. [1oay4eHHbIA ONbIT B Ja/bHENLEM OH NPUMEHW NPU CO3AaHUKU COBCTBEH-
HOro KamepHoro opkectpa. B 1934 roay LLItpocc 6bin npumalwéH Ha LOMKHOCTb Npodeccopa MIOHXEHCKOM
BbiCLen WKonbl My3blKK, 1 3TOT FOPOA A0 KOHLLA }W3HW CTai OCHOBHbLIM MECTOM ero nNpedbiBaHus. TaM ke
OH c0371an 3HaMeHuTbIN LLITpocc-KBapTeT, Kyaa BXOAWIM TaKKe BTOPON CKpunay AHTOH Xy6ep, anbtucT Ba-
JIEHTUH XepTib 1 BUONOHYENUCT Pygonbd MeTumaxep, 0 KOTOPOM CTOMT CKasaTb OTAENbHO.

Pyponbd Metumaxep (1906-2004) 6611 0AHUM M3 Hanbonee 3aMeTHbIX CNOABMKHUKOB LLTpocca.
Yuenuk tOnuyca Knenrens, oH coBeplueHcTBoBancsa y fanca MioHxa-XonnaHaa, lpaHa AnekcaHsHa 1
Xyro bekkepa. lNo 3aBeplueHnn y4€6bl pabotan B LLUTETTMHCKOM OpKecTpe, 3aTeM B MiOHXEHCKOM dunap-
MOHUYECKOM OpKeCTpe, B [aMbyprcKoi onepe 1 B opkectpe barpoitckoro dectueans. Kpome toro, oH
npenogasan Bo PpaHkdypte, laHHOBepe, Jliobeke 1 bpayHiwBelire. BUOAOHYEANCT AaBan CPaBHUTENbHO
HEMHOr0 COMbHbIX BbICTYMIEHUI, HO 06/1a4aN NPEKPACHO TEXHUKON 1 BENMKOAEMHBIM YyBCTBOM CTUIS.
B Hekponore «Neue Musikzeitung» ectb dpasa: «ero urpe bbiia npucyla 60/blias YeI0BE€YHOCTb, OT/IHN-
yaroLyas BeIMKoe NCKycCTBO». MeTLmaxep UMen CnaBy NPEKPacHOro KOHLEepPTMECcTepa CBOEN rpynmbl, He
C/ly4alHO ero YacTo NpUraLlany B OPKECTPbI UIMEHHO B 3TOM KayecTBe. HanboblLyio e N3BECTHOCTb EMY
npuHecna pa6ora B LLITpocc-KBapTeTe W BbICTyNEHUS B KaMepHOM opKecTpe LUTtpocca.

KamepHblii oprecTp 6611 0cHoBaH LUtpoccom B 1941 rogy Ha ocHoBe LUTpocc-KkBapteTa. B Hem Gbina
BO3POXeHa 6apoyHas MaHepa UCMOAHEHUs My3blKM aHcambnem 6e3 AMpUKEPa, HO MOA PYKOBOACTBOM
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KOHLepTMeiicTepa NepBbix CKPUMOK — camoro LLTpocca. BmecTe ¢ KBapTeTOM M KaMEpPHbIM OPKECTPOM
LLiTpocc coBepLUMa MHOKECTBO racTPO/IbHLIX NOE3A0K BO MHOTME EBPONENCKMIA CTpaHbl, a TakKe B A3uio,
Ha 611KHWIA BocTtok 1 B CCCP. Ha cerogHsiuHuiA ciyx MaHepa Urpbl OPKECTpa KameTcs BO MHOTOM Tpa-
JVUMOHHOM, B HEW HET Tex cneuuduyeckux 0CO6EHHOCTEN, KOTopble GyAyT CBOMCTBEHHBI 60/1€€ NO3AHUM
aHCamBNsM CTapMHHOM My3blKW. OfIHAKO €ro OTIMYaEeT MPUHLMNKUAALHO HOBbIV NOAXO0A K OPKECTPY HE KaK
K TAIKENOBECHOMY MaCCHBY, @ KaK K pacliMpeHHOMY KaMepHOMY aHCaMOJlio, T KamzAblii MHCTPYMEHT
06nafiaeT CBOMM TEMOPOM M «XapaKTePOM», @ Kazblil UCMIOAHUTENb YYBCTBYET CE6S CONMCTOM Cpeau
paBHbIX. UMEHHO 370 B TO BpeMsl Ka3anoch PEBOMIOLMOHHO HEOObIYHBIM M CYLLECTBEHHO OTIMYaN0 3By4a-
HU1eE 3TOro OPKECTPa OT NPUBBIYHOM TOFAALIHWM CAYWATENSM 3BYKOBOM KapTHbI. BOT CBUAETENLCTBO CKPU-
naya M aupwépa JibBa Mapkusa: «OceHbto 1955 roga B MockBy npuexan KamMepHbl¥i OpKeCTp
Bunbrenbma LUiTpocca u3 3anagHon [epmanmu. Tenepb s MOHUMarK, 9T0 3T0 ObUT BMOIHE JOOPOTHLINA aH-
cam6/ib, Cie40BaBLLMI Tpaanumnm, yieepansLuerics B [epmanmnm B XIX Bexe. OgHako LLtpocc npon3ssén or-
POMHOE BneyamieHne — npexzae BCero ucronHeHnem baxa u Buanban. HoBbim 6Gbi1 cam ¢popmar
opKecTpa: 16-18 CTpyHHbIX, 3By4aH1e KOTOPbIX MPUHLMIMANLHO OTIMYAA0Ch OT MaCCHBHbIX Py TOro
e locopkectpar. bonee nogpo6HO 06 3TOM nucan leHHaauin PoxaecTBEHCKWI B CBOEN peLeH3uu, B
YaCTHOCTW OTMeYas «Heobbl4alHO TOHKO Pa3BMTOE YyBCTBO CTWIS MCMOJIHAEMbIX MPOU3BEAEHMI. Bepo-
SITHO, TAKOE JE YyBCTBO U3YM/IEHHS U Y[IOB/IETBOPEHNS UCTbITHIBAET IOOUTENb KUBOMMCH, KOIZa €r0 B30py
NpeACTaB/SeTcs KapTuHa Win CTapuHHasi POCMMCh MOC/E TOro, Kak C HEE CHATbI Cly4anHO HaHECEHHbIE
KDacKu, Yywzble AyXy nepBOHa4abHOro 3ambicaar.

K cepeanHe 1950-x rofoB Ha3pena orpoMHasi NnoTpebHOCTb OTEHECTBEHHOTO MCMOHUTENBCTBA B HOBOM
Ka4yeCTBEHHOM NPOPbIBE K HEOCBOEHHbLIM 061acTAM My3blku. BicynieHne KamepHoro opkectpa LUtpocca
He NPOCTO KapAUHAIbHO U3MEHWNO NPEACTABEHNE 06 ye M3BECTHON CTAPUHHOM My3bIKE, HO OTKPBIIO NyTb
K OrPOMHEeNLWeMyY NacTy My3blKW Ha TOT MOMEHT HEW3BECTHON. JIeoHWA fakKenb nuweT: «/Jymaro, He oLu-
6ycb, CKa3aB, Y10 LLITpOCC OTKPLLT 4151 HAC MHCTUTYT KAMEPHBIX OPKECTPOB, CTaBLUMX MOCAE BOKHbI CyLLe-
CTBEHHOIA 4aCTbl0 AyX0BHOM ¥u3HW 3anaga». UMeHHO nog, BAMSIHUEM MOCKOBCKMX BbICTYMIEHNI OPKecTpa
LLitpocca oceHbio 1955 roga 6b11 co3naH MOCKOBCKMIA KaMepPHBIVi OPKECTP — NEePBbIN B CTPaHE, OTKPbIB-
LNV COBETCKOM MybaMKe LieNbli 1acT NPaKkTMYecKn HeM3BECTHOro peneptyapa. MHuumaTopamu ero cos-
[NaHus 6611 AHpei BonkoHcKui 1 Pynonbd bapLiait, Kotopbli Bo3maeasn opkectp ¢ 1956 go 1977 roga.
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Takum 06pa3oM, Hayaio 6bIN0 NONOXKeHO. Mo3aHee Npuesanu Apyrue KoNIeKTUBbLI NOA06HOI0 POAa,
B NepByto o4epesb «Buptyosbl Puma» 13 Utanum (1961 rog), no aHanormm ¢ KoTopbiMK1 6bi1 CO34aH aH-
cambab «Buptyosbl MockBbl», a 3aTeM aHcambnb «Knapuon» n3 CLUA (1963), aHcambab «Pro musica»
(CLLIA, 1964), npuesa KOTOPOro MHULMMPOBAN co3aaHne aHcamons «Magpuran» u ap.

Eweé ogHO 04eHb BaxHOE CNeACTBME 3TUX KOHLEPTOB 3aK/04an0Ch B TOM, Y4TO «HOBbIE» Bbpa3UTeNb-
Hble BO3MOXHOCTM KAMEPHOTO OPKECTpa NPUB/EKIN K Cebe NPUCTaNbHOE BHUMAHWE KOMMNO3UTOPOB, B
0C06EHHOCTM MONOABIX, TOJIbKO BCTYNABLUMX HA CBOM TBOPYECKHUIA NYTb, M NOBYANNN UX K OCBOEHWIO I0TONE
COBEPLIEHHO HEU3BECTHOM 061aCTH My3blkM — TeM cambiM npuess LLUTpocca MMen KOCBEHHOE OTHOLE-
Hue K Gyaylemy pacLBeTy TBOPYECTBa KOMMNO3UTOPOB BTOPOro aBaHrapaa.

Bcero B 1955 rogy B CCCP coctosnoch WecTb KOHLEPTOB KaMepHOro opkectpa LLtpocca, ycnex Ko-
TOPbIX 6bIN CTOb BE/MK, YTO N0 NPOCbOe T. XpeHHMKOBA My3bIKaHTbl OblIV NPUIALLEHb! AaTb 4OMNOIHN-
TeNbHbIA KOHLEPT 419 U36paHHOM ny6anKku B 3ae JloMa KOMNO3UTOPOB. 3anncy TeX NaMATHBIX KOHLEPTOB
6b111 cAenaHbl Jlabopatopueit 3Byko3anuck MOCKOBCKOM KOHCEPBATOPUU. 3HAUYUTENBHO NO3KE M NLLb
4aCTMYHO OHW OblIM MCMNOAB30BaHbI AN NNacTUHKKM «KamepHblii opkectp Bunbrenbma LWTtpocca B
Mockse», u3gaHHon ¢pupmoii «<Menogusi» B 1983 rogy. B e€ nporpammy Bownu bpaHaeHOYprckue KoH-
ueptbl N2 4 1 N2 6 baxa, 1 ero e HeokoH4YeHHas dyra 3 «Mckycctea dyru».

Kpome Toro, B 1984 1 1986 rogax BblLWAK B CBET eLWE ABe NIAaCTUHKM C 3an1CAMU, CAENaHHbIMU NpK
yyacTuu LLTpocc-KBapTeTa v BRIIOYMBLLME B CEOS KAMEPHYIO My3blKy beTxoBeHa, bokkepuhu u Ly6epta
(apxvBHble HemeLkue 3anucy 1942-1943-x rogos). [pyrve 3anucu ¢ y4acTMeM KONEKTUBOB 3TOr0 Be-
JIMKONENHOIO My3blKaHTa Obl OTEYECTBEHHOM NY6/IMKe Hen3BeCTHbI. OAHAKO M B 3anagHOEBPONENCKUX
CTpaHax KamepHbIi opkecTp LLITpocca, no cpaBHEHHIO € ero e KBapTeToM, 3anucbiBancs masno. loaromy
BrepBble Ny6a1Kyemble 3anucyu ¢ MOCKOBCKMX KOHLEPTOB KamMepHOro opkecTpa LLTpocca, Kotopele BOWwM
B NPOrpamMmy 3T0ro KOMNaKT-AUCKa, 0COGEHHO LiEHHbI.

AHapeii [aiwyruH, Acconb MutnHa
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KAMEPHbIXA OPKECTP BUJIbIEJIbMA LUTPOCCA  svccooies

ADD/MONO
Pyponbd MeTumaxep, Buonoyenb ([il-[7], [3-[5) TT: 69.09

leopr ®ununn Tenemax (1681 — 1767)

Ciouta ana Bnonbl aa ramba, CTpyHHbIX M 6acco KOHTMHYO Pe maxop, TWV 55:D6

1. Ouverture 5.58
2. La Trompette 1.33
3. Sarabande 4.27
4. Rondeau 1.01
5. Bourrée 1.59
[e] 6. Courante 6.22
7. Gigue 1.53

Bunbrenom ®pugeman bax (1710 — 1784)

Cumdonus ("Adagio and Fugue") pe muHop, F. 65 (BR C7)
1. Adagio 4.22
2. Fugue 6.5

UoraHH KpuctnaH bax (1735 - 1782)
KBUHTET Ans dnenTsl, 2-X CKPUMNOK, anbTa, BUONOHYENU U 6ACCO KOHTUHYO Pe Maxop,
op.11 No.6, W B75

[o] [o]

1. Allegro 5.45
2. Andantino 8i52)
3. Allegro assai 3.27

Kapn ®ununn dmaHyun bax (1714 - 1788)

KoHUepT An8 BUONIOHYENN, CTPYHHbLIX M 6@CCO KOHTUHYO ng MUHOp, Wq.170, H. 432

1. Allegro assai 10.09
2. Andante 6.04
3. Allegro assai 6.51

3anucu ¢ KoHuepToB B Manom 3ase MOCKOBCKOI rocyaapCTBEHHOW KOHCepBaTopun

um. MN.U. YankoBckoro 11 cenTa6pa 1955 r. ([1]-[7]) n Bonbwom 3ane MoCKOBCKOWM
rocyaapcTBeHHon KoHcepBaTopum uM. M.U. YainkoBckoro 12 ceHTa6psa 1955 r. ([8]-[15])
© & ® 2015 MocKoBCKas rocyaapcTBeHHas KoHcepBaTopus UM. 1.1, YaiikoBcKoro. Bee npaBa 3alwuiieHbl

11



