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Robert Schumann (1810 - 1856)

Kreisleriana, op. 16

. AuRerst bewegt

. Sehr innig und nicht zu rasch
. Sehr aufgeregt

. Sehr langsam

. Sehr lebhaft

. Sehr langsam

. Sehr rash

. Schnell und spielend

Des Abends, op. 12 No. 1
Vogel als Prophet, op. 82 No. 7
Fantasie, op. 17
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1. Durchaus phantastisch und leidenschaftlich vorzutragen

2. MaRig. Durchaus energisch
3. Langsam getragen. Durchweg leise zu halten

Maria Yudina, piano
Live at Small Hall of the Moscow Tchaikovsky Conservatory,
June 10, 1951
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“...sometimes | carried in thought the lives of men, so different, sad, solemn
or forgotten; the mountain peaks and the sky full of stars. And the 3rd movement
of Schumann’s Fantasia ... initially carried the title “Crown of Stars”

Maria Yudina

he release of this CD is without any exaggeration an important event for both the

professional musicians and the loving audience of Maria Yudina’s art. It is a
unique archive recording of the concert she gave on the 10th on July 1951 in the
Small Hall of the Moscow conservatory. It is an all-Schumann recital where she
performed the Fantasia and the Kreisleriana. Until now, we only knew Yudina’s
recording of the Fantasiestiicke, op.12 and the unequalled prophetic interpretation
of “Vogel als Prophet” from the Waldszenen. But we know she played the Etudes
Symphoniques, the Davidsbuindlertdnze, the 3rd Sonata and the Piano Concerto.
Those who were not lucky enough to have heard these compositions live (the last
time Yudina performed the Fantasia was in 1955 and the Kreisleriana in 1966) were
left to jealously read the letters and articles of the happy witnesses. Whether ecstatic
or critical, they attest to the eccentricity of Yudina’s interpretations that always gave
contradictory impressions and incited passionate discussions. It is no surprise that
today this recording strikes us, induces reflection and opens new horizons.

This unique tape was left for almost 70 years in the archives of the conservatory.
Only recently was it discovered by the sound engineers and masterfully restored,
despite the poor equipment and long years of storage. When we first approached
these tapes in the 1970’s, the deplorable quality of the original recording, the
noise, the gaps made any thought of a release impossible. The idea to return to an
almost forgotten phonogram belongs to Alexei Lubimov, an exceptional musician
and a true lover of Yudina’'s art. We already owe him several “archeological”
discoveries, for example Yudina’s performance at the 1950 Leipzig Bach festival,
and her Polish tour in 1954.



When we read the chronograph of Yudina’s concerts, we can't help noticing that
she played Schumann much more rarely than Bach, Mozart, Beethoven or Schubert.
We only count about a dozen performances of the Fantasia (the first one in 1922)
and Kreisleriana (the firstin 1924). The Kreisleriana was on the program of Yudina’s
first recital in Moscow in 1929.

According to the archives, the 1951 concert was the second and last time she
included both pieces in the same program. The first occurred at the very beginning
of her career in 1924 in Leningrad. The second part of the 1924 recital was
dedicated to Medtner's Forgotten Melodies. We know that Karatygin, a famous
music critic, was quite enthusiastic about Medtner but much less satisfied by
Yudina's Kreisleriana. “Why these constant strong accents, why this rushing and
twitching in some episodes?” - he wrote in the “Life of Art” magazine. The pianist
Alexei Bykov, who was Yudina’s student in the 1920’s at the Leningrad Conservatory
recalled that many musicians were left perplexed: “Why does she play Kreisleriana
like this?!” Her interpretation of this piece was met with incomprehension during her
entire life. However, there were also those who understood and accepted these
extremes. Among them was Nikolay Dadiani, a Georgian pianist, who in 1960 wrote
in a letter to Yudina: “The first movement of the Kreisleriana (she played it as an
encore - M.D.), where after the rash “fortissimo" comes your articulate “pianissimo"
that brings out the harmonic modulations! | can swear! To hear it again is worth a
lifetime.”

Let us now consider how Yudina’s contemporaries received her interpretation of
the Fantasia. The first testimony relates to the 1920’s. Ariadna Birmak, a pianist
and professor of the Leningrad Conservatory, once Yudina’s fellow-student in the
studio of Yesipova, wrote: “For her it was a time of bold experiments (the 1920’s),
original interpretations, some of which were successful, and others failed. | remember
her playing Schumann’s Fantasia, where everything was reversed. Where Schumann
wrote forte she played piano, and vice-versa. Many musicians were confused, but
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Professor Nikolaev said: “Marusia is always searching. | do hope she’ll find what she
looks for one day.” Surprisingly - or not? - we can hear all this in the 1951
recordings, 30 years later! All the dynamics are reversed, the tempi are fast and
agitated, the contrasts are overmarked. Some episodes are repeated, although not
marked so by Schumann, and the other way round. And most striking of all - the
rubato in the last movement of the Kreisleriana, this fascinating lagging, these
delays on the inexorable way to disappearing.

Another rapturous account of Yudina’s performance of the Fantasia in the late
1920's belongs to her cousin, the conductor Gavriil Yudin. He marked above all “the
incredible width, {...} the noble force of the Spirit, that remind one of Beethoven.
The Fantasia was a powerful affirmation of the greatness of human spirit, even
before we heard the theme, from the very first bars, where the listener was
overwhelmed by the cascade of 16th notes. It conquered us with this strong
conviction (and, as a natural consequence, the persuasiveness), so typical of
Yudina, in the inexorable power of the statement “Durch alle Téne tonet”, “sounds in
all the sounds” (the motto Schumann left in the manuscript, from a poem of
F. Schlegel).

Konstantin Adjemov, leaves a similar account in his recollections of Yudina
playing the Fantasia in radio broadcasts during the years of war. She played “in one
breath, with an almost demonic elan, only just restrained by her will...”. She
convinced the audience by her own strong conviction, and she still convinces us in
the 21 century.

Both the enthusiastic and the doubtful critics share the same feeling of surprise,
of astonishment. Both are stricken by their experience of listening to Yudina’s per-
formance. But while the conservative ear doesn’t accept this experience, for others
it is a positive one. They believe that Yudina takes an equal part in the creation with
the composer. They understand that the range of possible interpretations only
widens along with historical distance.



“Vogel all Prophet” from the Waldszenen, is without any doubt a chef-d’oeuvre.
Yudina breaks with many clichés about what is schumanesque - the extravagant
pedalling, a specifically fine, discreet touché and graphic, precise phrasing seem
to bring us into the world of Prokofiev and even Webern.

In this Schumann recital Yudina, a true romantic and a modernist of the 20th
century at the same time, creates new connections, inspires new means of expression
and deceives conventional expectations, but stays faithful to the Spirit of Music all
the while.

Marina Drozdova
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«...MHOIJa BCTaBau nepes BHyTPEHHUM B30POM UHbIE CyAb0bl JIK[CKHUE,
neyasbHble, TOPKECTBEHHbIE WM GE3BECTHbIE; FOPHBIE LENU U HEOO B 3BE3/aX.
A 1peTbs YacTb PaHtasum LllymaHa ... nepBoHa4asbHO Hocuna

Ha3BaHue «3BE3AHbII BEHeL.

M.B. OauHa

He 6yaeT npeyBennMyeHnem cKkasatb, YTO BbIXO, B CBET HACTOSILLENO AUCKA CTaHET
MOAMHHBIM CO6bITUEM, KaK Ans NPOEeCCHOHaNbHbIX My3bIKAHTOB, TaK WM Ans
NobuTenen U LEeHUTENe MCNONHUTENbCKOrO MCcKyccTBa Mapuu BeHWamuHOBHBbI
H0anHon. lMepen Hamu apxvBHas - eAMHCTBEHHasA! - 3anuCb COLHOIO KOHLEpPTa
nMaHucTKK, coctosBeroca 10 mions 1951 roga B Manom 3ane MoCKOBCKOM KOH-
CepBaTopuK, B KOTOPOM OHa MCMONHWAA ABa KPynHbIX counHenus P. LllymaHa -
«KpeticnepuaHy» n ®antasuio. B nporpammy nepBoro o1aeneH1s KOHLepTa BXOAWIH
TaKiKe Tpu Nbecbl U3 0p.12, «Bewas ntmua» u «Apabecku», HO, K COXKaNEHUIO, Ha

MNEHKE COXPaAHWIMCh LWL [BE Nbeckl - «Beyepom» u «Bewas nmua». HanomHio,
4TO [0 CEro JHA M3 BCEro LWyMaHOBCKOro peneptyapa t0auHoi Ham 66110 M3BECTHO
NWWb 3aMeyaTeNlbHOe UCMONHEHNE UMKNa «PaHTacTUYeckue Nbechbl», op. 12 u He-
NpeB30MAEHHOE, MPOPOYECKOe MpoyTeHne «Belen nmuubl» M3 «JIECHBIX CLEH».
A B eé peneptyape 6buin elwé n CuMPOHUYECKMe aTiobl, 1 TaHLb! JaBuac6oHANEPOB,
CoHatra N° 3 da muHop v KoHuept. TeM, KOMy He JOBENOCb NO6LIBaTb Ha 3TOM
KOHLLepTe WAM YCAbIWaTh 3TM COMMHEHUS B MPEeAblayline Uau nocaeaytolme rofbl
(PaHTa3ua nposByyana B mocneaHun pa3 B 1955 rogy, a «KpewcnepuaHa» B
1966), ocTaBanoCh JMib C 3aBUCTbI YMTATb OT3bIBbI, ME/IbKaBLUME B BOCIOMUHAHHMAX,
NUCbMax WU CTaTbsiX COBPEMEHHMKOB. BOCTOPHEHHbIE U KPUTUYECKUE, OHU CBUAE-
TeNbCTBOBA/IM O HEOPAMHAPHOCTM M WOKUPYIOLLEN HEOMUAAHHOCTU IOAUHCKUX UH-
TepnpeTauun, Bbi3bIBaBLUMX BCErga NpOTMBOPEUMBbLIE OLEHKM U CTPACTHbIE CMOPbI.
HeyauBuTeNbHO, YTO U HAC, CErOAHAWHKX caylaTenen 3101 YHUKaJbHOW 3anucy,
HEMOBTOPUMbIA MUP OAMHCKON GaHTa3nn He 0CTaBASIET PaBHOAYILHLIMM, NO6YHAAET
K pasMblLWIeHUAM, OTKPbIBasA HOBblE FOPU30HTbI.

MoyTn 70 neT 3ta yHMKanbHas MIEHKa xpaHuiach B GOHOTEKE KOHCEPBATOPUM U
NWWb HeAaBHO GblNa OTAAHA B PYKM UCKYCHBIX MAaCTEPOB-PECTaBPATOPOB, KOTOPbLIM
YAan0Cb COBEPLINTb NOATMHHOE YyA0 - BO3POANT 3aMuCh, CAENAHHYIO B Te AaNéKue
BPEMEHa Ha HECOBEPLLIEHHOM annapatype, He U36eKaBLLY Pa3pyLUTENbHOM BO3-
[NeficTBMA BpeMeHH. B nnayeBHOM, KatacTPOHUYECKOM COCTOSHWUM MNEHKMU MHE [10-
BeNocb ybeanTbes ewe B cepeanHe 70-x rogos npouwsioro Beka (!!!), Korga Ton1bKo
HaYMHAIMCb MOMCKU HEW3AaHHbIX IOAMHCKKX 3annCen 1 nepensnaHve CoXpaHMUBLLMXCS.
YBbi! LLymbl, XpUMbl, MHOrOYMUCAEHHbIE YTpaThl — a TOrAa NPOLWO AWlb YETBEPTb
BEKa C MOMeHTa 3anucu! - 3acTaBuiIM Hac, He 6e3 COMXaneHus, 0TKasaTbCa OT
MbICAIM O Ny6auKauuun. Naes BHOBb 06pATUTLCA K YiKE MOYTM 3a06bITOMY AOKYMEHTY
NPUHAANEXUT NoYUTaTeNtO UCKYCcCTBA KDAMHON, 3aMeyaTelbHOMY MUAHUCTY U My3bl-
KanbHOMy Jesdtento Anekceto bopucosuuy Jllo6umoBy. OH yxe coBepwmn psg
6ECLEHHbIX «apXeoN0rMyeckmnx» packomnok nogobHOro poaa, Hanas, B YacTHOCTH,



3anucH AUHCKMX BbicTynneHui 1950 roga B Jlennuure Ha 6ax0BCKMX TOPKECTBAX,
a TaKKe e€ KOHL,epToB BO BpeMs ractponen B MNonbuwe B 1954 rogy.

Ecnn nocmotpetb xpoHorpad KoHueptoB Mapuu BeHMaMUHOBHBI, HeNb3s He
3amMeTuTb, YTo LymaHa urpana oHa HecpaBHEHHO pexe, Yem, Hanpumep, baxa,
Mouaprta, betxoBeHa wiu LLy6epta. MoxHO HacuuTatb HEMHOMMM 6Gonee fecsTka
UCNOJHEHNH PaHTa3nK 1 CTONbKO e «KpercnepuaHbl» 3a BCHO TBOPYECKYHO HU3Hb.
®anTasusa Bowna B eé penepryap B 1922 rogy. «KpercnepuaHy» oHa Hadana
urpate B 1924 rogy. B 1929 rogy Brioyuna eé B nporpaMmy CBOEro NepBoro
KoHLepTa B Mockse

CornacHo coxpaHuBLIMMCS AOKyMeHTaM «Kpercnepuany» 1 ®antasuio H0auHa
BKAOYMIA B 0AHY nporpamMmy 1951 roga Bcero BTOPO M NOCAEAHWI Pa3 B KU3HHM!
BnepBsble oHa no3Bonuia ce6e TaKoe COYETaHWE B CaMOM Hayasie TBOPYECKOM
Kapbepbl B IEHUHIPaACKOM KoHLepTe 26 deBpana 1924 roga. Bropoe otaenesue
6b110 NOCBALLEHO «3abbITbiM MOTUBaM» MeTHepa. MHTepecHo, YTO yiKe Toraa us-
BECTHbIA KPUTUK KapaTbirvH, NOCBATMB BOCTOPKEHHbIE CTPOKU OAUHCKON UHTEP-
npeTawmm «3abbiTblx MOTMBOB», FOPa3a0 MeHbLLE Obl YA0BNETBOPEH €€ TPAKTOBKOM
«KpeticnepuaHbl». «3a4eM 3T NOMUHYTHbIE PE3KUE MOAYEPKUBAHUSA, K YeMY 3Ta
TOPOIVIMBOCTb M KAKasi-To MOYTU CySOPOKHAsA 38EPraHHOCTb HEKOTOPBIX 3MU3040B?»,
- 1cas OH B XypHase «*KM3Hb UCKyccTBa». A NUaHUCT ANeKcen bbIKOB, YYMBLUMIACS
y l0auHoi B 20-x rogax B NEHWHrPaACKOW KOHCepBaTOpPWUW, BMNOCIEACTBUM
BCMOMWHaJ1, YTO MHOTME My3blKaHTbl HejloyMeBanu Toraa: «...HEMOHATHO, MOYeEMy
l0anHa Tak wurpaert... «KpelicnepuaHy»! HenoHMmaHue e€ MpOYTEHUS 3TOrO
COYMHEHUs (PaHTasuIo yalle NpuHUManu 6onee 671aroCKIOHHO) CONPOBOXAAN0
H0anHy BCIO %M3Hb. XOTA, KOHEYHO, ObII0 HEManO TeX, KTO B Pa3HbIe FOfbl MOHUMaN
U NPUHUMaN 3TM HEOXMAAHHble KpahnHOCTW. Cpean HUX HA30BY rPY3UHCKOMO
nuanucta Hukonas [aanaHu, Kotopbli nucan ek B 1960 roay, nocne oaHOro m3
KOHLUepToB B Tomnucu: «A nepsasi GaHTasus u3 «KpencnepuaHbl» (KOTOpPYIO OHa
cbirpana Ha bis - M.[1.), rae nocne CTpeMUTENBHOMO «dopTUCCUMO» CredyeT Bawe

YEKaHHOe «IMaHUCCUMO», OTTEHAIOWEE rapMOHUYeckue nepenusbl! KnsHycb!
CTOMT LIEHOI0 HU3HM elE pa3 yCNbiXaTb 3TO».

[locMOTpKM, KaK e COBPEMEHHWKU OLEHUBANW HOAMHCKYIO MHTEPNpEeTaLmnio
®aHta3un? Camoe paHHee BnevaTieHne oTHOCUTCS K Havany 20-x rogos. MaHucTka
ApvagHa bupmak, npodeccop JIeHUHrpaaCKOM KOHCEpBATOpUM, y4MBlUAsCsA C
HOanHoM ewwé B knacce Ecunosoi, BcnomMuHana: «[ist Heé ato Bpems CMenbIx aep-
3aHui (1920-€ rogbl), OPUrMHaIbHBIX TDAKTOBOK, CPEAN KOTOPbIX BblIN U yaauu, 1
npOocYéThl. MMOMHI0.... urpana oHa ®aHtasuto LLlymaHa, n BCE Gbl10 UCNONHEHO B
3epKanbHOM oTpaxeHuu. Tam, rae B HoTax crosno forte, y Heé 6bl10 piano,
Hao60poT. MHOrMX My3bIKAHTOB YAMB/sAIA TaKas TPAKTOBKa, npodeccop e
HuKonaes ckasan: «Mapycs 1ieT v uuet. Hagetocb, Koraa-To BCE-TaKW HaMaET». -
YOMBUTENBHO - @, MOXET OblTb, COBCEM He YAMBWTENBHO? - 3TO e camoe Mbl
CNbIWMM B MPEACTaBAEHHbIX Ha AUCKe 3anucax 1 «KpeircnepuaHbl», 1 ®aHTasuu
(a Beab npowno 30 net!): roe forte - Tam piano! Temnbl - BO36YKAEHHbIE,
obicTpble! To e AMHaMMYeCKoe 3a0CTPEHME KOHTPACTOB. [0BTOPEHMSA 3NKU30/08,
He yKa3aHHble aBTOPOM, U HEMOBTOPEHME yKa3aHHbIX! M camoe yauMBUTENbHOE: B
nocnegHen nbece Kpercnepuansl N2 8, rae NOCTOSHHbIA PUTMUYECKUIA PUCYHOK,
Ka3anocb Obl, COBCEM He npeanonaraer CBOOOAHOIO 06palieHns CO BPEMEHEM
(rubato) - 3T NEHUTENbHbIE 3aAEPHKM, OCTAHOBKM B HEOCTAHOBMMOM CTPEMJIEHWM
K MCYE3HOBEHMIO!

Tenepb Mbl MOXEM pasfenuTb BOCXMLLEHME ABOKOPOAHOIO 6pata Mapuu Benna-
MMWHOBHbI, AMpuHEPa laBpunna AkosneBnya K0anMHa, BCNOMMUHABLLETO €€ UCTONHEHWE
®aHTasum B KoHue 20-x - Havane 30-x rogoB! OH 0CO6EHHO MOAYEPKMUBAN
«HEOObATHYIO WKMPb, /.../ TOPAYI0 MOLLb AyXa, 3aCTaBASAOLLY0 BCNOMHUTb BeTxoBeHa.
Moryuee yTBepHAEHNE BENNIMA YeI0BEYECKOrO Ayxa C-durHoi ®aHTasum HayMHaioch
eleé Ao nosiBNeHUs NepBOM TeMbI, C NEPBbIX e AByX TAKTOB, KOFAA Ha CaywaTens
06pywMBaNCA rPOMONOJOOHLIN KacKapj LeCTHaAuaTbiX, NOKOPABLWKUIA APOCTHOW,
CTOJ/Ib XapaKTePHOM A1s BCEro UcKkycctea Mapuu BeHWaMUHOBHbI YOEKAEHHOCTbIO



(M - KaK ecTeCTBEHHOE CneAcTBue - yoeauTeNnbHOCTbI) B HEMPepeKaemon cune
3T0ro 06palleHns K yenoseyectsy, atoro «Durch alle Tone tonet» - «CkBO3b BCe
3BYKM 3BY4uT» (13 cTUXoTBOpPEHus @. Lnerens. MoctasneHo LymaHom B KayecTse
MOTTO B pyKonucu ®aHTasuu). (BblaeneHo MHot - M./.)

OyeHb 61M3KME OLLYLLEHUA HaXOAMM Mbl B cnoBax K.X. AmxemoBa, JONrMe roapl
XPaHWBLLETO B NAMSATU OAUHCKOE MCnoiHeHWe PaHTas3nn B HOYHbIX paguonepeadax
BOEHHOro BpemeHu. OHa urpana «Ha eMHOM AblxaHuK, C HEKOeW LeMOHNYECKON
CTUXMIHOCTbIO, CAEPKMBAEMON BOJEN. ..», - FOBOPWI OH. [la, OHa yb6exaana cBoew
YOEXAEHHOCTLIO U NPOAOIKAET YOEwaAaTb U CEroAHs Hac, caywarenei 21-ro Beka.

B 0cHOBe npuBeLEHHBIX MHOK BbICKA3blBAHWI My3bIKAHTOB Pa3HbIX MOKOJAEHWUH
JIEKWUT OJHO M TO e YYBCTBO: YAMBIEHWE OT HEOKMAAHHOCTU, HEOOLIYHOCTU YCAbI-
WwaHHoro. U e, n apyrue nopaxeHsl. Ho ogHK, 60/1€€ KOHCEPBATUBHBIE - CO 3HAKOM
MUHyC. [lpyrve - co 3Hakom mitoc. OHK BEpPWKU B €€ COaBTOPCTBO C KOMMO3UTOPOM
1 MOHUMaJIN, YTO «CMbICIOBOM AnanasoH» (K.B. 3eHKUH) uHTepnpeTaLmii Hen36emxHo
pacwupsaeTcs ¢ yBeaMYeHUEM UCTOPUYECKOW AUCTAHLMN.

Bot TyT yMECTHO CKa3aTb HECKOJIbKO C/0B O NPeACTaBAeHHON Ha AMCKE UHTEP-
npeTauum K0aMHOM nbeckl «Bewas ntuua» M3 LmMkna «J1ecHble CLEHbI», ABAAIOLLENcS
OIHAM M3 HECOMHEHHBIX UCMONHUTENbCKUX WEeAEeBPOB NMMAHUCTKK. M 3aech - BCE
KaK 6yAT10 NPOTUB «NpKBbIYHOTO» LLlymaHa. Ocobas, Heobbl4alHO To4Has, AUCKPETHaN
MaHepa 3ByKOM3BNeYeHus, rpaduyeckn Yétkas dpasupoBKa, CBOeobpasHas ne-
Janu3auus, - BCE ato no3sonset KanHoM npoeurpoBarb BEAMKOT0 POMaHTKa B
6ynywee. E€ «Bewas nmmua» 3By4uT NnpeackasaHvem 1 MpoKkodbeBa - ero IMPUYECKUE
CTPaHULbl, U Aaxe - CTPYKTYPHO - ... BebepHa.

WTaK, B 310 WyMaHOBCKOM nporpamMme, K0anMHa - BEYHbIA POMAHTUK, XyL0MHUK
NIBajLLATOro0 BeKa, Beka lNpokodbeBa, LlloctakoBuya, CTpaBUHCKOrO M BebepHa,
CTUpast rpaHuLbl BDEMEHW U YCIOBHbIE CTWIMCTUYECKME PaMKM, CO3AAET HOBbIE
(HOopMbI, 0CTaBasiCb BEPHOW BEYHOMY [iyXy My3bIKM.

M.A. [lpo3goBa
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Po6ept LlymaH (1810 — 1856) ARoNS
Kpewcnepuara, op. 16
1. AuRerst bewegt 2.32
2. Sehr innig und nicht zu rasch 8.52
3. Sehr aufgeregt 4.24
4. Sehr langsam 323
5. Sehr lebhaft 3.52
6. Sehr langsam 3.02
7.Sehr rash 52
8. Schnell und spielend 4.20
Bevepom, op. 12 N2 1 5.00
Bewas nt1ua, op. 82 N2 7 3.41
®daHTasusa, op. 17
1. Durchaus phantastisch und leidenschaftlich vorzutragen 11.38
2. MaRig. Durchaus energisch 7.42
3. Langsam getragen. Durchweg leise zu halten 752

Mapusa 0auna, poprennaHo

3anuch ¢ KoHuepta B Manom 3ane MOCKOBCKO rocyAapCTBEHHOM KOHCEpBaTOPUK
um. M.1. Yaikosckoro 10 uioHsa 1951 roaa

PectaBpauus 1 mactepuHr: Enena Cbiy

[u3aliH: Makcum Komnaxeel,

MepeBoa: Ennsaseta Munnep

McnonHutenbHbI npoatocep: EBreHunit MnatoHoB
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