Johann Sebastian Bach (1685 - 1750)
Partita No. 4 in D major, BWV 828

1. Overture
2. Allemande
3. Courante
4. Aria

5. Sarabande
[6] 6.Menuet

7. Gigue

Chromatic Fantasia & Fugue in D minor, BWV 903
Fantasia
(el Fugue
Sonata No. 2 for Viola da Gamba and Harpsichord
in D major, BWV 1028

1. Adagio
2. Allegro
3. Andante
4. Allegro

Georg Friedrich Handel (1685 — 1759)
Chaconne in G major, HWV 435
Suite No. 3 in D minor, HWV 428

1. Prelude

2. Allegro (Fugue)

3. Allemande

4. Courante

5. Air con Variazioni

6. Presto

6. Presto (Encore)
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“My heart is full of music and song.

0 Leipzig, your praises have I long been singing!

For I have found a home here, and | swear by heaven
That here even my end of life repose

Heaven will provide for me.”

well be applied to Giinther Ramin, who devoted all his life to that city.

He was born in Karlsruhe in 1898, but already as a child moved to
Leipzig, where from the age of 11 he studied at the School of St Thomas
(Thomasschule) and sang in the church choir. That school, with its long
history, was filled with the memory of the great Bach and became a lifetime
project for Ramin, the source of his great love for Bach’s music and for
period music in general. At the end of the First World War Ramin volunteered
for the front, but was soon back at the School of St Thomas as an organist
and assistant to the cantor of the school, Karl Straube. Alongside his work
at the Thomasschule Ramin received various invitations from other places:

T hose words, written by the hand of Bach on one of the cantatas, could

from 1920 he held a teaching post at the Leipzig Conservatory and was an
organist of the Gewandhaus, and from 1922 directed the Leipzig student
choir. Later on he worked also as choirmaster of the Berlin Philharmonic
Choir, and professor at the Berlin Higher School of Music, but it was the
Thomasschule that remained his main place of employment. In 1939 he
took up the post of cantor (the twelfth in line after J.S. Bach) and spent the
hardest days of the war in this place of learning, striving to save the school
from destruction. After the war he remained in the newly formed German
Democratic Republic, retaining the post of cantor. In 1950 Gfinther Ramin
became president of the Bach Society and was awarded the GDR State
prize (second class). From 1949 he also held an honorary doctorate from
Leipzig University.

Giving concerts was of the utmost importance in Ramin’s life. Right up to
his death in 1956 he toured frequently, playing all kinds of organ and harp-
sichord music (recordings survive of him taking part in performances of
pieces by Reger and Brahms), but above all he was attracted to the music
of Bach and period music in general. This interest chimed in with the trend
in historically informed (authentic) performance that was emerging in the
middle of the twentieth century, but for Ramin it was in many ways of a
personal nature, considering that for a significant part of his life he performed
as an organist at church services, just as Bach did many years before. For
him the character and spirit of church music were inseparable from the
particular context of public worship.



As early as 1932 Ramin visited the Soviet Union, where he took partin a
concert conducted by Oskar

Fried, and was the soloist in Handel’s organ concerto. However, the real
triumph came with his visit in 1954.

The 1950s in the Soviet Union were a time of great enthusiasm for
period West-European music; it was a complex and multidimensional
process. In Western Europe at that time period music was actively introduced
into performance practices, with attempts made to use period instruments
in concerts and to establish ensembles specialising in performing period
music. In the Soviet Union however, the huge interest in period music was
significantly hampered by the absence of free communication with Western
musicians and the lack of information about musical life around the world.
And yet all these restrictions only aided in boosting the explosive growth of
interest in period music; perhaps in no other country in the world had this
interest become so insatiable and so productive, turning into a form of
protest against the bottled up atmosphere of those days. The arrival of
Ramin was a veritable breath of fresh air. He gave a number of concerts in
Moscow and Leningrad, playing mainly Bach: Cantata 140, the St. John
and the St. Matthew Passions and other compositions.

For the Russian public Ramin’s concerts were a true revelation. The
Thomanerchor, which he brought with him was striking in not being a pro-
fessional choir in the usual sense: it was made up not of professional
singers with trained voices, but of ordinary children, making music in an

extraordinarily well-coordinated ensemble. The sound of fresh boyish
voices in the austere music of Bach came across as something unparalleled.
There is a multitude of comments and recollections surviving to this day: “It
was so lovely when seven boys - 4 sopranos and 3 altos - were singing a
duet from a cantata to the accompaniment of the cembalo (an old type of
piano) played by their conductor Ramin, and the cello. They flocked
around him with their music sheets in such a homely way, and sounded
like cherubs.” (Anatoli Alexandrov); “...in the packed out Philharmonic
Hall we listened to the St. John Passion. After lunch the boys with their
wonderful pure voices were singing German folksongs from the rooftop of
their hotel, while on the street the people passing by stopped and
applauded.” (Max Steenbeck).

“My performance of Bach in Moscow received so much praise, and | was
deeply touched,” wrote Giinther Ramin with typical German reserve in a
letter to Maria Yudina on 28 June 1954. In fact Ramin’s performances were
something more than a triumphant success - they became the turning point
in the history of Russian performance art and mostly due to a concert given
on 19 July 1954 in the Small Hall of the Moscow Conservatory. This was a
‘concert-presentation’ of the harpsichord - the first of its kind in the Soviet
Union after the war - where Ramin demonstrated how highly versatile this
instrument can be. The audience was particularly impressed with an
extended (lasting around 15 minutes) improvisation on three themes
suggested by the listeners - this was a complete breakthrough in the art of



performance. The impact of that concert was tremendous - it has, for
example, inspired Andrei Volkonsky to turn to the harpsichord.

From the present point of view, Ramin’s interpretations correspond very
little with the definition of “authentic performance” - on the contrary, they
rather reflect the late romantic tendencies. But his playing was “authentic”
in spirit, because it presented an approach essentially belonging to the mu-
sicians of Bach’s era - playing on the instrument freely, irrespective of the
environment (whether in a church, a musical salon or a concert hall) and
the size of the audience (a few people or a large crowd), when all the
attention of the performer is focused not on the outward effect of the piece
or finger technique, but on the creation and gradual germinating of the
polyphonic composition that is alive here and now, under the fingers of the
harpsichordist. Ramin’s playing is notable for its extraordinary freshness,
sincerity and freedom; to quote from Valerian Bogdanov-Berezovsky, “his
performance was naturally improvisational.”

Assol Mitina, Andrey Dashunin

«Cepaue MOE MoIHO My3bIK1 U [IECHY.

0, Jlesinyur, cnaBy TBOKO A 11010 y#e JaBHO!
[lotomy yT0 51 HaLwén 34€echk JOM U KISHYCb HE6OM,
Y10 1 MOKOM B KOHLE MOEH HN3HN

Heb60 yrotoBUT MHe 34€Ch».

TM C10Ba, HanuWcaHHble pyKol baxa Ha 0AHOW M3 KaHTaT, MOMXHO

Ob110 Obl OTHeCTH K oHTepy PamMuHy, NOCBATUBLIEMY 3TOMY rOpPOAY

BCHO *M3Hb. OH poaunncs B Kapncpya B 1898 roay, HO e B I€TCKOM
BO3pacTe OKasancs B Jlennuure, rae ¢ 11 net yumnca B wKosne cB. Pombl
(Tomactuyne) 1 nen B xope LepKBK. I1a IWKOMa C e€ 1aBHEN UCTOPUEN, OBE-
fiHHaA NamaTbio 0 BeNMKom baxe, ctana and PamuHa maBHbIM AENOM €ro
*n3Hu. OTcloga OH BbIHEC OFPOMHYIO OG0B K My3blKe baxa 1 K CTapuHHO
My3blke BOOOLIE. B KOHLE nepBoM MMPOBOM BOWHbI PamuH otnpaBuics
[106POBO/bLEM HAa GPOHT, HO BCKOPe OH BepHyca B LLUkony cB. ®ombl Ha
JO/IKHOCTb OpraHMCTa M MOMOLLHMKA KaHTopa wWwkonbl Kapna LUtpay6e.
MapannensHo ¢ pabotoi B Tomacluyne PamuH noayyan pasinyHole npuma-
weHua B apyrvie mecta: ¢ 1920 roga oH 3aHMMan AOMKHOCTL NpenogaBaress



JleAnuurcKoi KoHcepBaTopuu M opraHucTa leBaHaxaysa, ¢ 1922 roga
BO3MaBns1 JIENNLUICKUIM CTyAEHYEeCKUI Xop. N03AHEE OH TaKKe BbIMOHSN
byHKLMM XopMelicTepa bepnnHcKoro GrnapMoOHMYECKOro xopa 1 npodeccopa
bepanHcKoM Boicwel WwKosbl My3blkM. Ho MMeHHO Tomacluyne octaBanach
aBHbIM MecToM ero pabotbl. B 1939 rogy oH 3aHsi1 LOMKHOCTb KaHTopa
(nBeHamuarthiv no cyety, nocse W. C. baxa). B aTom y4ue6HOM 3aBEAEHUM OH
MPOBEN Camble TPYAHbIE AHW BOMHbI, CTPEMSCH CMACTM LWKOAY OT paspyLUEHKs.
lMocne BOMHLI OH OCTaBajCA BO BHOBb 06pa3oBaHHOM rocysapctse [P,
COXpaHMB 3a €c0060¥ nocT KaHntopa. B 1950 roay MoHTep PamuH BO3maBwun
baxoBcKoe 06uecTBo. Toraa ke emy 6blia npucyxaeHa focyaapCTBeHHas
npemus [P BTopon ctenenn. C 1949 roga PaMuH Takike Obli NOYETHLIM
JOKTOPOM JIEMNLMICKOro yHMBEPCHUTETA.

BbicTyrneHus B KoHLepTax COCTaBASIN BaHEWNLLYIO YacTb K13HU PamuHa.
Bnnotb 10 cmeptv (1956) OH MHOMO racTPOAMPOBAJ, UCMOHSAA Pa3HO06-
pasHyl0 OpraHHyl0 U KNaBECHHHYK My3blKy (COXpPaHWAWUCH 3anuCu C ero
yyactMem npousBefeHuii Perepa, bpamca), Ho 60/bLue BCEro ero npueieKana
My3blka baxa v B006Le CTapuHHas My3blka. ITOT UHTEPEC Obll CO3BYYEH
3apozaBLLemMycs B cepeanHe XX BeKa TEeYEHMI0 MCTOPMYECKOIO (aYTEHTUYHORO)
MCMONHUTENbCTBA, HO A1l PaMUHa HOCWMA BO MHOMOM JIMYHBIV XapaKtep —
Befb 3HAYUTENbHYIO YaCTb KM3HM OH BbINOJHAN QYHKLMM OpraHucTa, co-
NPOBOX/ABLIET0 LIEPKOBHbIE CAYMObI, KaK U bax 3a MHOro neT 40 TOro.
XapaKTep 1 HaCTpOeHWe LIePKOBHOW My3blkM OH BCErAa BOCMPUHKUMAN B
HepaspbIBHOM CBA3M C KOHKPETHBIMM YCNOBUSMU 6OFOCNYHKEHUS.
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Eweé B Hosbpe 1932 roga Pamuu no6uiBan B CoBetckom Cotose, rae
yyactBoBa/ B KoHuUepTe nog ynpaeneHuem Ockapa ®puga v MCNOAHAN
napTuio opraHa B OpraHHoM KoHuepTe fenaens. Ho nogaMHHbIM TpMyM$om
ctan npuesa lNoHtepa PamuHa B 1954 roay.

1950-€ roabl B COBETCKOM COLO3€e CTaau BpeMeHeM 6YpHOIo MHTepeca K
CTAPWHHOM 3anaiHOEBPONENCKOM My3bIKe. 3TO Gblsl CI0KHbIA MHOFOTPaHHbIN
npouecc. B 3anagHoi EBpone B 310 BpeMs NPOMCXOAUT aKTUBHOE BHEAPEHNE
CTapPUHHON My3bIKM B UCTIONHUTENLCKYIO MPAKTUKY, MMEIOT MECTO MOMbITKK
BBECTM B KOHLEPTHYIO NPAKTUKY CTapUHHblE WHCTPYMEHTbl U CO3AaTb
aHcamo6nu, cneunanmsnpylowmecs Ha WCNOAHEHUN CTAPUHHOWM MY3bIKM.
OpaHako B COBETCKOM CO03€ rpOMaHbIN UHTEPEC K CTaPUHHOM MY3blKE BO
MHOTOM CAEPMMBa/ICA OTCYTCTBUEM CBOOOAHOMO 06LEHUS C 3anafHbIMK
My3blKaHTaMK, OrpaHUYEHHOCTbI0 MHGOPMaLMU O MUPOBOM My3blKanbHOM
M3HW. BnipoyeMm, BCe 3TW OrpaHn4eHNs TONbKO CNOCOBCTBOBA/IN B3PbIBHOMY
POCTy MHTEpPeca K CTapMHHOM My3blKe; MOXET OblTb, HU B OQHOM CTpaHe
MUpa 3TOT UHTEPEC HE Obl TaKUM KaAHbIM U TaKUM MAOAOTBOPHBIM — OH
CTan CBOEro poja NpPOTeCTOM MPOTUB 3aKOHCEPBMPOBAHHOM atMochepsbl
TOro BpemeHu. Mpuesa PamMuHa CTan HaCToSWMM MOTKOM CBEMKETO BO3AyXa.
OH pan uenbii psa KoHLepToB B MocKBe U JIeHWHrpaae, rae UCMONHAINCH
mMaBHbIM 06pa3omM npowusseaeHus baxa: Kantata N2 140, "Crpactu no
MoanHy", "Crpactv no Matdero" v apyrie COMMHEHNS.

KoHuepTbl PaMuHa cTann HacTosiwmM OTKPOBEHUEM [1S1 OTEYECTBEHHOM
ny6anKu. MpuBe3EHHbIA UM ToMaHepxop nopaman Tem, YTo He Obln Npo-
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deccuoHanbHbIM XOPOBLIM KOMIEKTUBOM B MPUBLIYHOM MOHUMAHMUMU.
Ero coctaBnsinn He npodeccroHanbHble NeBLb C NOCTaBAEHHbIMU FOI0CaMK,
a 00blYyHble AETW, My3ULMpYIOLME B HEOObIYAHO ClaKeHHOM aHcambne.
3By4aH1e CBEXMX Ma/Ib4YMLLIECKMX FONIOCOB B CTPOrOM My3bike baxa kasanocb
YeM-TO YHWKanbHbIM. COXPaHUNOCb MHOMECTBO BbiCKa3blBaHWI M BOCMO-
MWUHaHUI: «Q4YeHb ObII0 YIOTHO, KOra CEMEPO ManbyuKoB — 4 COMnpaHo
3 anbta — nesu fyaT U3 KaHTaTbl N04 aKKOMNaHeMEHT 4embano (CTapuMHHOE
dopTennaHo), Ha KOTOPOM Urpas UX AMPUKEP [tOHTEP PaMUH, M BUONOHYENN.
OHv TaK Nno-foMallHemy rpynnMpoBaCb OKONO HEr0 CO CBOMMM HOTaMK U
3BYYaNM, Kak aHreso4km» (AH. AneKcaHapoB); «B NEPENONHEHHOM A0 OTKasa
3ane dpunapMoHumn mbl caywanu «Ctpactu no MoanHy». lNocne 06eaa Masnb-
YWLLKM C MX YyAECHBIMM YUCTBIMM FOI0CaMK PacneBany Ha KpbiLle FOCTUHHULLbI
HEMELKMEe HapOAHbIE MECHM, Ha YIuue OCTaHaBAMBAAUCh MPOXOXUE W
annoguposanu» (M. LteeH6eK).

«Moé vcnonHeHue baxa B MOCKBe HalLio Tak MHOTO MoXBai 1 3T0 MeHs
CepaeyHo B3BOJHOBAN0O» — C HEMELKOM CAEPKaHHOCTbIO nucan loHTep
PamuH B nucbme K M. B. H0aunHoii ot 28 nioHs 1954 roga. B aevicTBUTENbHOCTH
BbICTYM/IEHMS PaMKHa CTann 4em-To 60bLIMM, YeM NPOCTO TPUYMbabHbIN
YCMEX — OHW CTaaW NOBOPOTHOM TOYKOW AN MCTOPUM OTEYECTBEHHOIO MC-
MONHUTENbCTBA. TO NPOM30LLI0 BO MHOrOM 6aarogapst KoHuepty 19 nioHs
1954 ropa B Manom 3ane MOCKOBCKOM KOHCEPBATOPUMW. 3TO OblN «KOH-
LlepT-Npe3eHTaLus» KiaBecuMHa, nepebii B cBoeM poae B CCCP nocne
BOMHbI. PaMWH noKasan Ype3BblyaiiHO pasHo06pa3Hble BOSMOXKHOCTH Kna-
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BecuHa. Ocoboe BmeyamieHWe Ha chaylwatenen npoussena AanTeNbHas
(oKono 15 MMHYT) MMNPOBM3ALMS HA TPU NMPEJIOKEHHbIE ChylaTeNsiMu
TEMbl — 3T0 CTaA0 NO-HACTOSALEMY HOBbIM CIOBOM /151 UCMOJHUTENbCKOMO
UCKyccTBa. BneyatieHne oT KoHLepTa Obl10 KOA0CCanbHbIM, B YAaCTHOCTH
MMEHHO 0TCoAa HauYMHaEeTCA NyTb K KnaBecuHy A. BosKoHCKoro.
McnonHuTeNbCK1e TPAKTOBKM PaMMHa C HbIHELWHEN TOYKM 3PEHMUS MI0XO0
COOTBETCTBYIOT ONPEAENEHMNIO «@yTEHTUYHOO UCMONHUTENLCTBA»; HA0BOPOT,
OHW CKOpee OTpaaloT Mo3AHepOMaHTUYECKWe TeHaeHuun. Ho ero urpa
6bla «ayTeHTUYHOW» MO AyXy, MOTOMY YTO OTpaKana TOT NOAX0Z, KOTOPbIM No
CYTH 6blN CBOWCTBEHEH My3blKaHTaM 6ax0BCKOM 3M0OXM — CBO6GOAHAA WUrpa
Ha WHCTPYMEHTE, HE3aBUCHUMO OT atMoCchepbl (LLEPKOBb, CaNoOH MW KOH-
LLePTHbIM 3a11), OT KONMYeCTBa Ny6IMKKM (HECKOJIbKO YeN0BEK UK OrpOMHas
TONNa), Korga BCE BHUMaHWe WUCMOMHUTENS HanpaBieHO HE Ha BHELWHWN
3G dEKT OT NPOM3BEAEHMS, M HE Ha Na/bLEBYIO TEXHUKY, @ Ha 3apOKAEHNE
1 NocTeneHHoe npopacTaHue NoMGOHNYECKOro NPOM3BEAEHUS, KUBYLLEMO
npsiMO 34€eCb, NOA NanbLaMu KnaBecuHuUcTa. Mrpa PamuHa otinyaetcs He-
06bl4arHOV CBEKECTbI0, UICKPEHHOCTBIO M CBOOO/OM, NO/Ib3YACh BbIPAXKEHUEM
B. M. borgaHoBa-bepe3oBCKOro, MOXHO CKasatb, YTo "urpa ero 6biaa no

npupoae MnNpoBmn3aLlMOHHON .

A. MutuHa, A. [latuyHuH
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NoraHH Ceb6acTtbsiH bax (1685 — 1750)
MNMaptuta N2 4 Pe maxop, BWV 828

1. Overture
2. Allemande
3. Courante
(4] 4. Aria
5. Sarabande
[6] 6.Menuet
7.Gigue
XpomaTuyeckas daHTasusa u dyra pe muHop, BWV 903
Fantasia
(el  Fugue
CoHarta N2 2 ang BMoJibl Aa ramba 1 KnaBecuHa
Pe maxop, BWV 1028
1. Adagio
2. Allegro
3. Andante
4. Allegro

lfeopr ®puppux lreHpenb (1685 — 1759)
YakoHa Conb maxkop, HWV 435
Cionta N2 3 pe muHop, HWV 428

1. Prelude

2. Allegro (Fugue)

3. Allemande

4. Courante

5. Air con Variazioni

6. Presto

6. Presto (Encore)
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MoHTep PamuH, KnaBecuH
bepHapp MNoHTep, B1ONa Aa ramba (m-m)

3anuchb ¢ KoHuepTta B Manom 3ane MOCKOBCKOM rocyaapCTBEHHOW
KoHcepsaTopum um. .. Yaikosckoro, 19 uioHa 1954 roaa
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