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JIEOHUJ] KOTAH
HEN3JTAHHOE ®OHOI'PA®UYECKOE HACJIEAUE

Jwck 1
Horaun Ceb6acTtbsid bax
KoH11epT /151 CKpUITKY, CTPYHHBIX U 6acco KOHTMHYO N2 2 Mu makop, BWV 1042

1 LAIegro . .. .. . i e e e e e e e e 8.25
2 ILLAdagio . . . ... . . e 7.07
3 IILAIeZroassai . . . . . . v v v v ittt et e e e e e e e e e e e 3.22

JIronBur Ban berxoBeH
KoH1iepT a5t ckpunku ¢ opkecTpoM Pe maskop, cou. 61

4 L Allegromanontroppo. . . .« v v v v v v vt e e e e e e e 24.06
5 ILLarghetto . . . . .. . . . . it i e e 9.36
6 III.Rondo.Allegro . . . . . . . . . i i it i i e e e it 9.22

Ob61iee Bpems: 62.02

Juck 2
Horannec bpamc
Konuept gst ckpunku ¢ opkectpom Pe maxkop, cod. 77

1 L AIegronontroppo . . . . v v v v i i i e e e e e e e e e 21.25
2 ILAdagio . . ... .. . e e 9.20
3 III. Allegro giocoso, ma non troppovivace . . . . ... ... ... .... 7.58
buc: ®@pur, Kpeiiciep

4 PoHIMHO HaTeMy BeTXOBEHA . . . . . . . . . . o v v v v v v v v v v v .. 3.17

O6iee Bpems: 42.01

Juck 3
Omvutpwuii lloctTakoBu
KoH11epT n/1s1 CKpuIiky ¢ opkecTpom N2 1 j1s1 MuHOp, cod. 77

1 LHokTiopH.Moderato . . . . . . . . v v v v e 10.05
2 IL.Crepmo.Allegro . . . . . . . . . i e e 6.15
3 IIl.ITaccakamusg.Andante . . . ... ...... ... ..o eonun... 11.13
4 IV.Bypnecka. Allegroconbrio—Presto . . ... ... ... ........ 5.06

AHTOHMO BuBanban
KoHILIepT [j1s1 CKPUIIKY, CTPYHHBIX ¥ 6aCCO KOHTUHYO COJTb MUHOD,
cou. 12 N2 1, RV 317

5 LAIegro . . . . . . e e e e e e e 4.40
6 ILLArgo . . . . o i i i i e e e e e e e 5.05
7 ILAIeGro . ... . . . e e e e e e e e e 3.44

O6bmree BpeMsi: 46.11

Jleonupn KoraH, CKpurika
TocymapcTBeHHBIN akageMuueckuii cumdonmdyeckuii opkectp CCCP
Oupwmxkep — IlaBen Koran

3amucu ¢ KOHIepToB B bonbiiiom 3ae MOCKOBCKOI KOHCcepBaTopuyu 1 Mapra
1977 roma (muckm 1, 2) u 10 suBaps 1978 roga (Auck 3).

3ByKopexuccep — 3aBapn laxHazapsH

Pemactepunr — Enexa bapsikiiHa



LEONID KOGAN

URINEREES[BERASSEE i1

LEONID KOGAN
UNRELEASED PHONOGRAPHIC LEGACY

CD1
Johann Sebastian Bach
Violin Concerto No. 2 in E major, BWV 1042

1 LAIegro . .. .. . i e e e e e e e e 8.25
2 ILLAdagio . . . ... . . e 7.07
3 IILAIeZroassai . . . . . . v v v v ittt et e e e e e e e e e e e 3.22

Ludwig van Beethoven
Violin Concerto in D major, Op. 61

4 L Allegromanontroppo . . . . v v v v vttt e e e e 24.06
5 ILLarghetto . . .. .. . . . . ittt e e 9.36
6 III.Rondo.Allegro . . . . . . . . . ittt it e e it e 9.22

Total time: 62.02

CD2
Johannes Brahms
Violin Concerto in D major, Op. 77

1 L Allegronontroppo . . . . v v v v i i i i e e e e e e e 21.25
2 ILAdagio . . ... .. . e e 9.20
3 III. Allegro giocoso, ma non troppo vivace . . . . . .. ... ... .... 7.58
Encore: Fritz Kreisler

4 Rondino on a Theme of Beethoven . . . . . ... ... ... ........ 3.17

Total time: 42.01

CD3
Dmitri Shostakovich
Violin Concerto No. 1 in A minor, Op. 77

1 L Nocturne.Moderato . . . . . . . . v v v i v i i e e e 10.05
2 1II.Scherzo.Allegro . . . . . . . . . . . . i e 6.15
3 IIl.Passacaglia.Andante . ......................... 11.13
4 IV.Burlesque. Allegroconbrio—Presto . . . . .. ... ... ....... 5.06
Antonio Vivaldi

Violin Concerto in G minor, Op. 12 No. 1, RV 317

5 LAIHegro . . . . . . e e e e e e 4.40
6 ILLArgo . . . . i i i i e e e e 5.05
7 ML ALeGro. . . . . . o e e e e e e e e e e 3.44

Total time: 46.11

Leonid Kogan, violin
The USSR State Academic Symphony Orchestra
Conductor — Pavel Kogan

Recorded at the Grand Hall of the Moscow Conservatory, on March 1, 1977 (CDs 1, 2),
January 10, 1978 (CD 3).

Sound engineer — Edvard Shakhnazarian

Remastering — Elena Barykina
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«CKOJ1bKO 80CNOMUHAHULL C8S13AHO0 Yy MeHsL ¢ Boaswuum
3anom KoHcepsamopuu! 30ecwy s ciyuian gsloaroujuxcs
apmucmos, u c08emcKux, U UHOCMpaHHsIXx. IIomMHI0
KOHYepmbl, Ha KOMOPbIX 8bICMYNAU HaWuU Mo00ble
CKpunauu u NUAHUCMul, NOOHABUILE COBEMCKOE
MY3bIKAIbHOE UCKYCCIMB0 HA 2POMAOHYI0 8bICOMY
U npoHeculue ezo No 3apyoexHbIM CMPaAHAM, NOMHIO
80CMOPHCEHHYIO 6CMPEUY UX MOCK8UUAMU»

Jleounn Koran

2024 rom o3HaMmeHoBaH 100-/1eTreM CO THS POXKXIOEHMSI HAPOAHOTO apTUCTa
CCCP Jleonnna bopucosuua Korana (1924-1982) — jiereHmapHOTO mpeacTa-
BUTEJISI PYCCKOV CKPUITMYHOI IIIKOJIBI, KyMMpPa MHOI'MX ITOKOJIEHMI ITpodec-
CMOHAJIbHBIX MY3bIKAHTOB U CTyliaTesneii. Ero yHukanabHbie MCTIOTHUTENbCKIE
MHTepIpeTaluy OCTAINUCh B TaMSTI COBPEMEHHMKOB 1 COXPaHEHbI B MHO-
TOUMCIEHHBIX 3BYKO3aIUCSX.

Hauaso co3manus auckorpadmm cKpuiiaua oTHOCUTCS K 1945 roay, Korga
OH, CTYIEHT Kj1acca mpodeccopa A6pama SIMITOIBCKOTO B KOHCEPBATOPUH,
Y3Ke SIBJISICS CONUMCTOM MocKoBcKo¥ dhumnapMoHuu. [loHayaay B OCHOBHOM
9TO ObUIM KOHIIEPTHBIE ITheChI, 3aTEM ¥ KaMepHbIe ITPOU3BEAEHMSI — COHATBI
It ckpunku u poprenmano I'pura, Be6epa, betxoBeHa u baxa, l'aiigHa
1 Moriapra, UCrIoJTHeHHbIe B aHcambOiie ¢ ['puropuem ['MH36yprom.

B 1987 rony «®upma Menoausi» Havana usnasath ceputo «JIeonun Koras,
cKpuIika. IToHOe co6paHme 3ammceit». V3 32 3agyMaHHbIX CIBOEHHBIX KOM-
TJIEKTOB TUIACTUMHOK K 1992 romy 66110 BRITYLIEHO 26, 3aTeM MPOEKT ObLT
MPoJoikKeH «PyCcCcKUM AUCKOM».
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K 95-netuto co nus poxkmenust Korana «Menoausi» mpeAcTaBuia HOBBI
100MIeJIHbIN KOMIIJIEKT U3 IISITU OIMCKOB, a K 100-y1eTuio 6b11a Mpose-
IleHa MacIITabHast pecTaBpanys 26 BoIMYCKOB «[I0JIHOTO cOOpaHMsT 3amm-
ceit Jleonnaa KoraHa», KoTopbie ObIM BIIEPBbIE U3TaHbI B IIM(PPOBOM
dbopmare.

HacTosiinit KOMIUIEKT 3 TPeX KOMITaKT-IMCKOB IIPeCTaB/IsIeT COO0ii
paHee He M3TaHHbIe 3aMMCK KOHIIEPTOB, ChIrpaHHbIX KoraHoM Ha mpoc/iaB-
JIeHHOI1 cueHe bosnbioro 3ama MoCKOBCKOM KOHcepBaTopuu ¢ I'ocymap-
cTBeHHBIM cuMponmueckum opkecrpom CCCP mop yripaBineHuem Ilasia
KoraHa. OTu maTepuanbl B3SThI 13 apxuBa «Memoamn».

Ha muckax 1 u 2 BrepBble U3OAKOTCS 3allMCU C KOHIlepTa 1 Mapra
1977 ropa, roe 6bBLIM MCIIOJIHEHBI CKpUIIMYHbIEe KOHIIepThl baxa (KoH-
epT N2 2 Mu maxkop, BWV 1042) berxoBeHa (KoHiepT Pe maxkop, cou. 61)
u bpamca (Konuept Pe maskop, cou. 77). [luck 3 BKIIIOUaeT paHee He U3[IaH-
Hble 3alMucyu CKpUnmuuHbIX KOHIepToB IlloctakoBuua (Konueprt N9 1
JIst MUMHOD, cou. 77) u Busansau (KoHuept conb MuHOp, RV 317), chirpaH-
HbIxX 10 suBapst 1978 roma (B omuiH Beuep co Bropoii cumdonmeit Bpamca).

KoHI1epT 111 CKpUIIKU, CTPYHHBIX U 6acco KOHTUHYO N2 2 Mu maskop,
BWYV 1042, Moranna CebactbsiHa baxa BXOAUT B OCHOBHO (hOHJ, COBpe-
MEHHOI'0 CKpUIIMYHOTIO0 periepryapa. [Ipomomkas u pa3sBuBast TpaguLiuio
BuBanbay, bax BOIJIOTMII B CKPUIIMYHBIX KOHLIEPTAaX HOBbII MHCTPYMEH-
TJIbHBIN CTUJIb, OTINYAIOLIUIICS SIPKOJ KOHLIEPTHOM TPAKTOBKOM CKPUIIKU
KaK y4aCTHMKA HEOOIbIIOr0 aHCaMOJIsi: TIPM 3TOM, HECMOTPS Ha KaMep-
HbII COCTaB, IMTyOMHA XY0KECTBEHHOM MBIC/IM M KOHIEMIIVM CO3IaI0T
omyiieHue cMMQGOHUYHOCTY MYy3bIKaJAbHOTO Pa3BUTHSI.

OtHomreHne KoraHa K My3bIKe reHMsI 6apOKKO OTPaskeHO B €ro CJIOBax:
«EC/u BBIZIENISITh B periepTyape MOM MPUBSI3aHHOCTH, s ObI HA3BaJI B IIEPBYIO
odepenb Ba MUMEeHM, BO MHOTOM MoJspHble — bax u [Taranuau. C uMeHeM
baxa [1ijisi MeHs CBSI3aHbI caMble IOPOrvie My3bIKaJibHble BOCTIOMMHAHMS.
1o BOJVIHBI 51 BIIepBbIe IIPMHUMAJ y4acTue B UCTIOTHEHUM CU-MUHOPHOM
Mecceol baxa B bosbiiioM 3aie KOHCEpBATOPUM. S UTpasl COJIbHYIO MaPTUI0
ckpuriku. Ha MeHst 9Ta My3bIKa IpoK3Be/ia Takoe O60IbIIoe BIIievyaTIeHne,
yTo bax ocrasics B MoeM cepalie, Kak TOBOPUTCSI, HA BCIO XXKU3Hb. <...> bax —
9TO CMHTE3 MYIPOCTH, YeJIOBEUHOCTU U KaKO¥i-TO BCeOObeMITIONIei My3bI-
KaJbHOCTM, €C/IM MOYXKHO Tak CKa3aTb. Ero mpomsBeneHus BCeraa, Ha Bcex
JTalax My3bIKaJbHO KOHIIEPTHOM XXM3HM COBpEMEHHBI. Y baxa Mbl MOXXeM
HaTV COYMHEHMSI, KOTOPbIE ¥ CETOIHS ellie TPeOYIOT 60JbIIO0N pacumdpoBKI
U UCCTIeJ0BaHMsl, TaK KaK OHM OY€Hb CJIOXKHBI M [0 TapMOHUU, U TI0 MeJIO-
IMUeCKOi CTPYKTYpe, 1 110 o6pa3am».

KoH1iepT aJ11 CKpUIIKM ¢ opKecTpoM Pe maskop, cou. 61, JlionBura BaH
BerxoBeHa (rocssinieH Ctedany hoH BpeifHMHTY) — OfgHa U3 BePIINH MUPO-
BOW CKPUMMYHOM TUTEePaTypbl, OH HanucaH B 1806 rofy, B «3pebiii» mepuop,
TBOpYECTBa KOMITO3UTOpa. KoOMIo3muTop npencraBuil HOBYIO KOHLEILUIO
>KaHpa, OoNpenennB 3aBUCUMMOCTb BO3MOKHOCTE MHCTPYMEHTAa OT MYy3bl-
KaJIbHOTO CoAepsKaHMs MOMJIMHHOM Guiocodckoit rmyouHbl. CumMmdoHn-
yecKoe MbIIIJIEHe aBTOpa OTPa3maoCh HA MHCTPYMEHTOBKe, TeMOPOBOii
BbIPA3UTEIbHOCTH, YBEIMUEHUM OPKECTPOBOTO COCTaBa, CMM(OHMU3aALUU
dakTypsl. VicTopust co3ganusi KoHliepra cBsizaHa C MMeHeM M3BeCTHOIO
ckpunava-supryosa @panna Kiemenra. [Ipu xusHu beTxoBeHa KOHLEPT
He TMOTYYMJT TOJDKHOTO MTPY3HAHMS U BIIepBbIe ObLT M3/IaH ITOTHOCTHIO TOTBKO
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B 1861 romy. [ToBOpOTHBIVi MOMEHT B CIIEHMUECKOI KU3HU COUMHEHMS CBSI3aH
¢ Boéra"om, ucronHuBIIMM ero B 1834 romy B BeHe ¢ 60/IbIINM YCIIEXOM.

Jleonupg bopucoBuY BCnoMmHai: «4 ¢ caMoro meTcrBa rnocruraji berxo-
BEHa, OH ObLJI BCerga co MHOJ. B Kaxkoii 6eTXOBeHCKOI hpase, B KasKI0il
HOTe 3a/I0KeH ITyOOKMIT CMBIC/, M HeJIb3s BBITY Ha CLIeHY U IIPOCTO
XOPOIIIO ChIrPaTh Ha CKpunke. Heo6xoauMo, KOHEUHO, BJIaieTh 60Jib-
MM TEXHUYECKMM MaCTepPCTBOM, HO HEOOXOIMMO TaKKe KaskKIbIM TaK-
TOM HECTU XY O0XeCTBEHHBI 06pa3, CTPEMUTHCS PACKPBITh aBTOPCKYIO
MbIC/Ib. TOrma MOCT MeKIy UCIIOJTHUTENIEM U ITyOIMKOM TOTOB».

Ocoboe mecTo B psIay My3bIKadbHBIX IiegeBpoB XIX Beka 3aHMMAaeT
KoH1epT a1 cKpunku ¢ opkecrpom Pe maskop, cou. 77, MoranHeca
bpamca, HanucaHHbI B 1878 romy, B ogHO BpeMs ¢ KoHllepTom YaiikoB-
CKOTO ¥ B 30JI0TO MTepUOZ, CO3TaHNS 3aI1aJHOEBPOIEICKOTO CKPUTIMYHOTO
peniepTyapa. I3HavyanbHO 3alyMaHHbIN B YEThIPEX YACTSIX, OH CUHTE3UPO-
BaJI IPU3HAKY KJIACCUUECKOi OPMBbI M MPUHIMUITBI KOMITO3UIIUM, CBOVA-
CTBEHHbIE COUMHEHMSIM 3ITOXY POMAHTM3Ma, CTaJl CBOe0Opa3HbIM UTOTOM
cumboHmM3anyu xxanpa. [Iporecc co3maHmst 3TOro nMpou3sBeeHus — oopaser]
TBOPYECKOT'0 COAPYKeCTBA KOMIIO3UTOPA, He BJIaZIeI0Lero MHCTPYMEHTOM,
1 BbIjaoerocs ucrnonHuTtens. Tak, npyr Bpamca ckpumnau Hosed Hoa-
XM BHEC 3HauUuTe/IbHbIe KOPPEKTUBbI B COIbHYIO ¥ OPKECTPOBYIO MapTUu,
HaIucasn KaJeHLMIo, IIOMYJISIPHYIO U B Hallle BpeMms. [Ipembepa cocTosiach
1 auBaps 1879 ropa B Jleitriuure. Convposan Moaxum, oprkectpom ['eBaH -
xay3a AUPUKMUPOBAJI aBTOP.

VIMeHHO ¢ 3TM counHeHMeM, ¢ focynapcTBeHHbIM CMM(POHNYECKUM OpKe-
ctpom CCCP mnop ynpasnenuem Jleo I'mu36ypra, Jleouna Korad BriepBbie

BbICTYNIUJI B bombiiiom 3ae koHcepBaTopuu B Mapte 1941 roga. [Tasen Koran
BcriomuHaeT: «C KoHiuieprom Bpamca 6b11a cBsi3aHa BCS €10 TBOpUECKast SKU3Hb
6osee copoka jeT. Sl TOMHIO JIUIIIb OAVH IepuoI, KOTIa OH He urpan bpamca
TPU-YEThIPe rofia, 6bUIO 3TO B CEMUIECSTHIX rofax. [loueMy 3To CIy4mioch —
He 3Hato. Ha nmpoTsskeHuy sku3Hu uHTeprpertaius Koniepra bpamca Takske
npuob6peTtasna HoBble uepThl. Eciiu B Mosonble rofsl (Kak u B Koniepre ber-
XOBEeHa) Mopakaiu MHTeHCUBHOCTb 3ByUYaHMsl, eCTeCTBEHHOe TIPUPOJHOe
noctpoeHue ¢pasbl, TO B IIOCAeAHEN MHTepIIpeTaln, KOTOPYIO, K CosKase-
HUIO, HAM He CYKA€HO ObLJI0 3aMncaTh, IPUTITUBAIO Apyroe. MHOroe cTajao
ropaszo KpyIHee, MacliTabHee, mocTpoeHne hbopMbl 0Ka3anioch 6osee 1esib-
HBIM. <...> B moc/ieiHeit MHTepIIpeTauun yCUINBAIUCH TaKMe YepThl, KaK
IpaMaTudecKkast yCTPeMJIEHHOCTbD, ITbUIKOCTb, XyI0KeCTBeHHOe “ropeHne”
" YBJIEUEeHHOCTb, COUeTaBIIMECS CO CBOMCTBEHHO OTITY ITyOOKO 1 UMCTO
MYZIpPOCTbIO, CTaBIIIel 1 0COOEHHO 3aMETHOVA. <...> Boo6I1ie, MHEe KaXKeTcs, TBOP-
YeCTBO OTIIa 6bIJIO OUEeHb CO3BYUHO CTUIIIO0 Bpamcar.

KoHueprt g ckpunku ¢ opkectpom N2 1 i1 MuHOp, cod. 77, AMutpust
[IlocTakoBMYA — OMH M3 CAMbIX MACIITAOHBIX ¥ MOHYMEHTATbHBIX 00pa3Ii0B
>KaHpa, CO30aHHbIX B XX cTo/IeTHM. B HeM KOMITIO3UTOpP BIlepBbie UCII0Ib30-
Ban moHorpammy DSCH. ITpeMbepa counHeHMs, HAaNMCcaHHOTO B 1948 romy
C OpMeHTaLMei Ha UCTIOTHUTENbCKUM CTUIb [aBuna OiicTpaxa (KOHLepT
ObLT €My TOCBSIIIEH, KaK U BCE, HamucaHHoe IllocTakoBuYeM [IJis CKPUIIKHA),
COCTOSIJIaCh 3HAUMTEJIbHO Mo3aHee — 29 okTsa6ps 1955 roga B JIeHMHTpaje
(conuposan OricTpax, aupvskuposan EBrennit MpaBuHCKuii). YeTbipexJyacT-
HbII IIMKJI BKIIOUAEeT HACTOJIbKO MacCIITAaOHYI0 aBTOPCKYIO KaJleHIIMI0, YTO
€e MOYKHO CYMTATh CaMOCTOSITEIbHOM 4aCThl0, KOHLIEHTPUPYIOLLEN [JTABHYIO
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upeto aBTopa. [Tonsipasie 06passl akcrpeccun (HokTiopa — Creprio, ITacca-
Kanust — Bypriecka) 06MTaIOT B OTpPOMHOM CMM(OHMUECKOM MTPOCTPAHCTBE
MY3bIKaJIbHOM TKaHN.

O6patumcs K cioBam Jleounaa Korana: «$ Bcrpevasics ¢ IMUTpuem
IMutpueBnyeM MHOro pas. Urpan emy KoHLepT O TOrO, KaK BHIHECTU €T0
Ha 3cTpany. 5 [ymaro, YTO 3TO COYMHEHNE — OJHO U3 CaMbIX BbIIAIOIINXCS
He TONbKO B TBOpYecTBe lllocTakoBuya, HO 1 BOOOIIE B My3bIKe ABAAIIATOTO
BeKa. Ha Bcex KOHTMHeHTax 1 urpas KoHLepr, 1 OBCIOA4Y €My COITyTCTBOBA
rpoMajiHblii ycrex. Ho ocobeHHO 3Ta My3bIKa 6/113Ka U IIOHSITHA COBETCKUM
moasm». Takke MHTepecHbI (paKkThbl M3 BOCIIOMMHAHMIT BaiiHOepra o TBop-
YyeCcKOM OOIIeHUM CO CKpumnayoM. «Jleonua KoraH roToBwI 151 BBICTYTLIE-
Hus [TepBbiit KoH1EpT lllocTakoBMYa. 3TO OBIIO UPE3BLIUAITHO OTBETCTBEHHO
U CJIOKHO. Benb 10 aToro KoHuept urpan dasup OiicTpax, UCIIOIHEHME KOTO-
poro 661710 Kak 6bI aBTOPM30BAHO — Belb OH PabOTasT C KOMIIO3MTOPOM, TTOCBSI-
TUBIIMM eMy counHeHue. U 3ameuvarenbHo, uTo KoraH He moapaxas ero
TpakToBKe. C MOeii TOUKM 3peHusl, 6bII0 6OBITNM ITOABUIOM MHTEPIIPETH -
pPOBAaTh 3TOT KOHIIEPT He Tak, Kak npexronarai llloctakoBuy, a MpOI0KUTD
HOBbIE MYTU BOTLIOIIEeHMS 3amMbIcia. Y KoraHa KOHIepT 3ByUYUT BO MHOTOM
MO-MHOMY — MHAasl KOHIIETIIVsI, MHbIe TeMITbl. [lepe/ BBICTYTIZIEHMEM C OpKe-
cTpoMm Ha acrpaze Jleonns KoraH mornpocus MmeHst IpoperneTupoBaTh C HUM
JloMa KOHIIEePT. 3aTeM MbI chirpaiu ero Imutpuio lllocTakoBUYY, KOTOPBIA
ObLT OUEHb YAOBJIETBOPEH U TPOHYT UTpoii KoraHa, MpMHSIT ero KOHIIEIIINIO
KaK ecTeCTBEHHYIO U MMEIOIIyI0 ITPaBo Ha CyliecTBOBaHMe». [1o cioBam 61o-
rpada Jleonna KoraHa 1 aBTopa nocBsIlleHHbIX eMy MOHOrpaduii Bnagumupa
I'puropneBa, [llocTakoBMY cOGMpPAICS MUCATH AJIsT apTUcTa TpeTuit CKpUmmd-
HbII KOHLIEPT, OLHAKO He yCIIell.

Koniiepr coib muHop, RV 317 (cou. 12 N2 1), AHTOHMO BuBanbay — spruit
oGpaserr CTUISI BEIMKOTO KOMIIO3MTOPA, KOTOPBIi IO ITPaBy CYMTAETCS POLIO-
HavyaJbHMKOM COJIbHOTO MHCTPYMEHTaJIbHOTO KOHIIepTa. byayun ogHUM
13 GIeCTSIIMX BUPTYO30B CBOEr0 BpeMeHM, BuBaibay 6oJiee MOJT0OBUHbI
CBOMX MHOTOUYMCIEHHBIX TBOPEHUI HaIMCas A1 COMIUPYIOIel CKPUIIKU
c opkectpom. OH pa3paboTasa KOMITO3UIIMOHHbBIE, CTPYKTYPHbBIE 1 IpamMaTyp-
rMyeckye PUMHIIMITBI HOBOTO JXaHpa. «[J1aBHast ckpuika» (violino principale)
3[leCh UTPaeT POJIb COBEPIIEHHOTO OPKECTPOBOIO roji0ca U, SMM304UYEeCKU
BBICTYTIAsI B KAUeCTBe COTbHOTO MHCTPYMEHTAa MeKAy OPKeCTpPOBbIMM ¢par-
MeHTaMM, CJTYSKUT IJIaBHBIM CBSI3YIOIIMM (akTOpoM (GOpPMBI.

O6 uHTepIIpeTalMM MY3bIKM BEJIMKOTO UTAIbSIHCKOTO MascTpo Jleo-
HugoM bopucosuuem BcmomuHaeT ITaBen KoraH: « “CKy/lIbITYPHOCTBIO”
TPaKTOBKM MOpaXkajau MeHs KOHIepThl BuBaibayu. Bo BTOpPbIX 4acCTIX OH
no6uBasCcst 6yKBaJIbHO BEPIIMHHOV KPAaCcOThI 3ByUaHMsl. B cO/ib-MUHOpHOM
KOHIIepTe 51 3aMupa’, KOraa OH UCIOJHSI BTOPYIO YaCTh YAMBUTEIbHBIM
3BYKOM, IIMPOKUM 6enbKaHTO. OH 06/1aan yMeHueM YKpYITHUTD Gpopmy.
[ecSITUMMHYTHBIV KOHIIEPT Y HETO ITpMobpeTasn 3HaueHne 60IbIIOro, Mac-
MITAOGHOTO COUYMHEHMSI».

[TpOmOKUTH 3TO BhICKA3bIBAHME MOKHO CYXKIeHMEM O Macuimabe
MoltuneHus Jleounaa KoraHa Kak 0 Kito4eBoM ¢GhaKTope ero BOCXOKIeHUS
Ha MY3bIKaJIbHbIN OMMMII. ITO HAILJIO OTPAKEHME U B CTUJIEBO IMHUM, 060-
3HAQUEHHOJ B HaCTOsIeM u3naHuumn: BuBanbsanu — bax — betxoBeH — bpamc —
[MloctakoBUY. Apecysi COBpeMeHHOMY CTyIIIaTelo paHee He U3TaHHble 3alcu
KOHIIEPTOB BEIMKMUX KOMITO3UTOPOB, Mbl COXPaHsIeM IIeHHbIe MCTIOTHUTEb-
CKMe TpaauLuy 3M0XY pacliBeTa PycCKOi CKPUITMYHO HMIKOJIbI.

Enena Cagorosa
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“How many memories the Grand Hall of the Conservatory
brings back! There I listened to outstanding artists, both
Soviet and foreign. I remember the concerts of our young
violinists and pianists, who raised the Soviet musical art to
a tremendous height and carried it to foreign countries, and
I remember the enthusiastic welcome they received from
Muscovites.”

Leonid Kogan

The year 2024 marks the 100" anniversary of the birth of Leonid
Borisovich Kogan (1924-1982), People’s Artist of the USSR, a legendary
representative of the Russian violin school and idol of many generations
of professional musicians and listeners. His unique interpretations have
remained in the memory of his contemporaries and are preserved in
numerous recordings.

The beginning of the violinist’s discography dates back to 1945, when
he was still a student of Professor Abram Yampolsky at the Moscow
Conservatory and already a soloist with the Moscow Philharmonic Society.
At first, these were mainly concert pieces, then chamber music — sonatas
for violin and piano by Grieg, Weber, Beethoven, ].S. Bach, Haydn, and
Mozart, performed in an ensemble with Grigory Ginzburg.

In 1987, Firma Melodiya began to release the series “Leonid Kogan,
Violin. The Complete Recordings.” By 1992, 26 of 32 planned dual sets had
been released, and then the project was continued by the Russian Disc label.

For the 95" anniversary of Kogan’s birth, Melodiya released a new
five-CD anniversary set, while for the 100" anniversary, the 26 releases
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of “The Complete Recordings” were extensively restored and came out as
digital recordings for the first time.

This set of three CDs presents previously unreleased recordings of
concertos performed by Kogan on the illustrious stage of the Grand Hall of
the Moscow Conservatory with the USSR State Symphony Orchestra under
the baton of Pavel Kogan. The material comes from the vaults of Melodiya.

CDs 1 and 2 present, for the first time, recordings of violin concertos
by Bach (Concerto No. 2 in E major, BWV 1042), Beethoven (Concerto in D
major, Op. 61), and Brahms (Concerto in D major, Op. 77) made on March 1,
1977. CD 3 includes previously unreleased recordings of violin concertos by
Shostakovich (Concerto No. 1 in A minor, Op. 77) and Vivaldi (Concerto in
G minor, RV 317) played on January 10, 1978 (the same night as Brahms’s
Second Symphony).

Johann Sebastian Bach’s Concerto No. 2 in E major for violin, strings and
basso continuo (BWV 1042) is a staple of the modern violin repertoire.
Continuing and developing the tradition of Antonio Vivaldi, Bach’s violin
concertos embodied a new instrumental style characterized by a vibrant
concert interpretation of the violin as a member of a small ensemble; at the
same time, despite the chamber lineup, the depth of artistic thought and
concept create a sense of symphonic musical development.

Kogan’s attitude toward the music of the Baroque genius is reflected in
his words: “If I were to single out my affections in the repertoire, I would
first say two names that are in many ways polar opposites — Bach and
Paganini. The name of Bach is connected with my most beautiful musical
memories. Before the war, I participated for the first time in a performance

of Bach’s Mass in B minor in the Grand Hall of the Conservatory. I played
the solo violin part. This music made such an impression on me that Bach
remained in my heart, as they say, for life. [...] Bach is a synthesis of wisdom,
humanity, and a kind of comprehensive musicality, if I may say so. His works
are always contemporary, at all stages of musical concert life. In Bach we
find works that even today require a great deal of deciphering and research,
because they are very complex in terms of harmony, melodic structure,
and imagery.”

Ludwig van Beethoven’s Violin Concerto in D major, Op. 61 (dedicated
to Stephan von Breuning) is one of the pinnacle works of violin literature.
It was written in 1806, during the composer’s “mature” period. Beethoven
introduced a new concept of the genre, defining the dependence of the
instrument’s capabilities on musical content of genuine philosophical
depth. The composer’s symphonic thinking was reflected in the
instrumentation, the expression of timbre, the increase in orchestration,
and the symphonization of texture. The story of how the Concerto was
created is connected with the name of the famous virtuoso violinist Franz
Clement. It was not properly recognized during Beethoven’s lifetime and
was not published in its entirety until 1861. A turning point in the work’s
stage life is associated with Henri Vieuxtemps, who performed it to great
acclaim in Vienna in 1834.

Leonid Kogan recalled: “I have been comprehending Beethoven since
I was a child. He’s always been with me. Every phrase, every note of
Beethoven has a deep meaning, and you cannot hit the stage and just
play the violin well. Of course it’s necessary to have great technical skill,
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but it’s also necessary to convey an artistic image with every measure, to
strive to reveal the composer’s thought. Then we have a bridge between
the performer and the audience.”
Among the musical masterpieces of the 19" century, Johannes Brahms’s
Violin Concerto in D major, Op. 77, holds a special place. It was written
in 1878, at the same time as the Tchaikovsky Concerto and during the
golden age of the Western European violin repertoire. Originally conceived
in four movements, it synthesized the characteristics of classical form and
the compositional principles typical of works of the Romantic period, and
became a peculiar result of the symphonization of the genre. The process
of its creation is an example of collaboration between a composer who does
not play the instrument and an outstanding performer. For example, Joseph
Joachim, a violinist and friend of Brahms, made significant adjustments to
the solo and orchestral parts and wrote the cadenza that is still popular
today. The premiere took place in Leipzig on January 1, 1879. Joachim was
the soloist and the Gewandhausorchester was conducted by the composer.
It was the work that Leonid Kogan first performed with the USSR State
Symphony Orchestra conducted by Leo Ginzburg in the Grand Hall of the
Conservatory in March 1941. Pavel Kogan recalls: “His whole artistic life of
more than forty years was connected with the Brahms Concerto. I remember
only one period when he did not play Brahms for three or four years, and that
was in the seventies. I don’t know why that happened. The interpretation
of the Brahms Concerto also took on new characteristics throughout his
life. In my younger years (the same goes for the Beethoven Concerto), I was
struck by theintensity of the sound and the natural construction of the
phrases, while the last interpretation, which we unfortunately could not

record, had something else that was attractive. Many things became much
bigger, more ambitious, the structure of the form was more integral. [...] The
last interpretation amplified characteristics such as dramatic aspiration,
fervor, artistic enthusiasm and passion, combined with the deep and pure
wisdom inherent in my father, which was particularly noticeable. [...] In
general, it seems to me that my father’s work was very much in tune with
Brahms’s style.”

Dmitri Shostakovich’s Violin Concerto No. 1 in A minor, Op. 77, is one
of the largest and most monumental examples of the genre created in the
20t century. The composer used the DSCH monogram for the first time.
Written in 1948 with David Oistrakh in mind (the Concerto was dedicated to
him, as was everything Shostakovich wrote for the violin), it was premiered
much later, on October 29, 1955, in Leningrad (with Oistrakh as soloist and
Yevgeny Mravinsky as conductor). The four-movement piece includes the
composer’s large-scale cadenza, which can be considered an independent
movement and concentrates the composer’s main idea. Polar images of
expression (Nocturne — Scherzo, Passacaglia — Burlesque) inhabit the
vast symphonic space of the musical fabric.

Leonid Kogan said: “I met Dmitri Dmitriyevich many times. I played
the Concerto for him before I took it to the stage. I think that this work is
one of the most outstanding not only in Shostakovich’s oeuvre, but also
in the music of the twentieth century in general. I’ve played the Concerto
on every continent, and everywhere it has been a resounding success. But
this music is especially close and understandable to the Soviet people.”
Facts from Moisei Weinberg’s memoirs about creative communication
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with the violinist are also interesting. “Leonid Kogan was preparing
Shostakovich’s First Concerto for performance. It was a very responsible
and complicated process. After all, the Concerto had previously been played
by David Oistrakh, whose performance was somehow authorized — after
all, he was working with the composer who had dedicated the work to him.
And it was remarkable that Kogan did not imitate his interpretation. From
my point of view, it was a great achievement to interpret the Concerto not
in the way Shostakovich had in mind, but to find new ways of realizing the
idea. Kogan’s version sounds different in many ways — a different concept,
different tempi. Before performing the Concerto on stage with the orchestra,
Leonid Kogan asked me to rehearse it with him at home. We then played it to
Dmitri Shostakovich, who was very pleased and touched by Kogan’s playing
and accepted his concept as natural and viable.” According to Vladimir
Grigoriev, Kogan’s biographer and author of monographs dedicated to him,
Shostakovich intended to write his Violin Concerto No. 3 for the artist, but
did not get around to it in his lifetime.

Antonio Vivaldi’s Concerto in G minor, RV 317 (Op. 12 No. 1), is a striking
example of the style of the great composer, who is rightly considered
the founder of the solo instrumental concerto. One of the most brilliant
virtuosos of his time, he wrote more than half of his numerous works for
solo violin and orchestra. He developed the compositional, structural, and
dramaturgical principles of the new genre. The violino principale plays
the role of the perfect orchestral voice here and, occasionally appearing
as a solo instrument between orchestral fragments, serves as the main
unifying factor of the form.

Pavel Kogan recalls his father’s interpretation of the great Italian maestro’s
music: “Vivaldi’s concertos amazed me with their ‘sculptural’ interpretation.
In the second movements, he literally achieved the highest beauty of sound.
In the G minor Concerto, my heart sank when he played the second movement
with an amazing sound, a broad bel canto. He had a gift for expanding the
form. With him, the ten-minute Concerto took on the meaning of a massive,
large-scale work.”

This statement can be continued with a judgment about the scale of
Leonid Kogan’s thinking as a key factor in his ascent to the musical Olympus.
This is also reflected in the stylistic range of this release — from Vivaldi
to Bach to Beethoven to Brahms to Shostakovich. By bringing previously
unreleased recordings of the concertos of the great composers to the modern
listener, we preserve the valuable performance traditions of the heyday of
the Russian violin school.

Elena Safonova



po>

MEAOAWUSI

PYKOBOJWTENN NPOEKTA:

AHIPEI KPUYEBCKUIA, KAPUHA ABPAMAH

BbINYCKAIOLUWE PEJAKTOPDI: TATbAHA KA3APHOBCKAS,, HATAIbAl CTOPYAK
[U3AVIHEP: TPUTOPYUI HKYKOB

KOPPEKTOPbI: MAPTAPUTA KPYTJI0BA, O/1brA MMAPAHUYEBA

MEPEBON: HUKOJAW KY3HELOB

LINOPOBOE U3[JAHWE: ANITA KOCTPIOKOBA, KPUCTUHA XPYCTAJIEBA,

10/ KAPABAHOBA, IMUTPUi1 MACNIAKOB

OOTOrPA®UM U3 NTAHHOTO APXMBA HUHbI KOTAH

PROJECT SUPERVISOR: ANDREY KRICHEVSKIY

LABEL MANAGER: KARINA ABRAMYAN

RELEASE EDITORS: TATIANA KAZARNOVSKAYA, NATALIA STORCHAK
DESIGNER: GRIGORI ZHUKOV

PROOFREADERS: MARGARITA KRUGLOVA, OLGA PARANICHEVA
TRANSLATION: NIKOLAI KUZNETSOV

DIGITAL RELEASE: ALLA KOSTRYUKOVA, KRISTINA KHRUSTALEVA,
JULIA KARABANOVA, DMITRY MASLYAKOV

PHOTOS FROM NINA KOGAN'S PERSONAL ARCHIVE

MEL CD 10 02712

® A0 «OMPMA MENIOQUA», 2024. 127055, . MOCKBA, YJ1. HOBOC/IOBOACKAA, 1. 73, CTP. 1, INFO@MELODY.SU
BHWMAHMWE! BCE NPABA 3ALLIWLLIEHI. BOCMPOU3BEAEHUE (KOMUPOBAHMWE), CIAYA B NMPOKAT, NYB/IMYHOE UCNONHEHUE
W NEPEMAYA B 30UP BE3 PA3PELLEHA NPABOOBNATATENA 3AMPELLIEHDI.

WARNING: ALL RIGHTS RESERVED. UNAUTHORISED COPYING, REPRODUCTION, HIRING, LENDING, PUBLIC PERFORMANCE AND BROADCASTING PROHIBITED.
LICENCES FOR PUBLIC PERFORMANCE OR BROADCASTING MAY BE OBTAINED FROM JSC «FIRMA MELODIYA», NOVOSLOBODSKAYA STREET 73, BUILDING 1, MOSCOW, 127005, RUSSIA, INFO@MELODY.SU.
IN THE UNITED STATES OF AMERICA UNAUTHORISED REPRODUCTION OF THIS RECORDING IS PRORIBITED BY FEDERAL LAW AND SUBJECT TO CRIMINAL PROSECUTION.

(% (2] rramesoom

MELODY.SU


http://melody.su
https://vk.com/firmamelodiya
https://t.me/firmamelodiya
https://ok.ru/firmamelodiya

