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Enena O6pasijoBa 3HaKOMa MW/IJIMOHAM JII06MTe el My3bIKHM, IIPEXK/e BCero Kak
BBIJAIONIASICSI OnepHast meBuia XX Beka, OMCTaBLIasl B MMAPTUSIX PYCCKOTO, UTATb-
SIHCKOTO, ()paHIly3CKOro perepTyapa Ha Jy4ylMX ClieHaXx Mupa. Bmecre ¢ Tem He
MeHbllle BpeMeH! OHa OTJaBaja KOHLEPTHOM JesiTeIbHOCTHU.

Oco6oe mMecTo B periepTyape neBuibl 3aHuMana mysbika W.C. baxa u I.O. Ten-
nmens. PerynsipHo, Ha MpPOTSDKeHMM MHOruX jerT Enena OG6GpasmoBa BbICTyIaaa
¢ ucrosHeHueM apuit u3 «Cmpacmeti no Mamdero», «IlacxanvHoli opamopuu», Meccobl
CY MMHOD, OTZIe/IbHBIX KaHTaT baxa, apuit u3 onep «@nasuii» i «<Admem», 0paTOpUn
«Camcon», «Te Deum» Tenpens.

Elena Obraztsova is known to millions of music lovers primarily as an outstand-
ing operatic singer of the 20th century who starred in the parts of the Russian, Italian
and French repertoire on the world’s best stages. At the same time, she dedicated
as much of her time to concert activities.

The music of Johann Sebastian Bach and George Frideric Handel held a special
place in the singer’s repertoire. For many long years, Elena Obraztsova performed
arias from Bach’s St Matthew Passion, Easter Oratorio, Mass in B minor and some
of the composer’s cantatas, and arias from Handel’s operas Flavio and Admeto, orato-
rio Samson and Te Deum.



JIsT MeHsI oGpalileHre K COUMHeHMSIM 3TUX KOMIIO3UTOPOB — HAaCyILIHAs

TBOpYECKasi MOTPe6HOCTh. S He MpeACTaBsAi0 cebe apTUCTa, KOTOPBIi

MOT Obl TIPOMTYM MMUMO HMX. S| 3HAIO, KOHEUHO, UYTO €CTh 3HAMEHUThIe
MeBLbI, HE VCIOIHSIONIME 9TOM MY3bIKM, HO 3TO YK€ IPYyroi Bompoc. Ilponsseme-
Hust Baxa u TeHpens ocTaloTcst GyHIAMEHTOM TBOPYECKOTO PasBUTHS [IJisl MHOTUX
TTOKOJIEHMI1 TIeBI[OB, MMEHHO 371eCh OTTaYMBAETCsI, COBEPIIEHCTBYETCSI MaCTepPCTBO
HaCTOSIIIETO XyOOXKHUKA-MHTepIpeTaTopa. Kaskablit pas s OTKPHIBAIO B HEll HOBbIe
KpacoThI ¥ He TepecTar BOCXUIIATHCS ee COBEPIIeHCTBOM, ITYBMHOM ¥ BO3BbILIEH-
HOI KpacoToit.

KoHEeYHO, HEBO3MOKHO COCTaBMUTh CKOJIBKO-HUOYOb SICHOTO IIPeICTaBICHMS
o maciitabe TBopuecTBa baxa wiau TeHpesns, eciiM 3HATh TOAbKO Te COYMHEHUSI,
C KOTOPBIMM BBICTYIIaelb caM. MHe 3HAKOMbI IIPOM3BEIEHMsI, CO3MaHHble baxom
B pasHbIX JXaHpaX. JTO ero «bpandeHbypeckue KOHYepmobl» ¥ OPKECTPOBbIE CIOUTHI,
«Xopouio memnepupo8aHHsIli K1dsup» M KOHIEPTHI AJIs1 (GOPTENMaHo, CKPUIIMYHBIE
COHATHI U TMAPTUTHI ¥ BUOJOHYEIbHBIE CIOUTbI, OPTaHHbIE KOMIO3UIIMK, KAHTATHI,
He TOBOPS YK€ 0 MOHYMEHTaJIbHbIX 6aXOBCKMX TBOPEHMSIX, — «Cmpacmsx», Mecce,
«PoxcdecmeeHcKoll opamopuu», KaKIoe U3 KOTOPhIX MHE M3BECTHO, KaK MUHUMYM,
B TpeX-4YeThIpeX MCIIOTHUTEIbCKIX BapyaHTax.

Cnyirasi, Kak TPaKTYIOT My3bIKy Baxa KpymHeiiliiie apTUCTbl HAIllero BpeMeHH,
aHaIM3UPYS M COMOCTABIISAS UX XyOOKeCTBEHHBIE ITPOUTEHMS OMHMX U TeX JKe IPO-
U3BEIEHU, TUIIHKIT pa3 y6eskaaelibcsi B TOM, HACKOJIIbKO 00beMHO, 6e3rpaHnyHo,
HeMCUepIriaeMo TBOPUECTBO BEJIIMKOTO KOMITO3MTOpa. Jlaxke camasi BIOXHOBEHHAsI,
3aXBaThIBAIOIAS MHTEPIIPETALIVSI HE MOKET OXBATUTh IMOIMOHATBHYIO MHOTOC/ION -
HOCTb, MHOTOTPaHHOCTb 6aX0BCKMX KOMITIO3UIIMIL. B HMX BCerma eCTh MeCTO JIJIs TOTO,
YTOGBI TAMAHTIMBbI MY3bIKAHT CMOT CKa3aTh CBOE, HOBOE CJIOBO.

Ist meHst Mmysbika baxa u TeHmesnst He My3eit, He JOKYMEHT JaBHO MUHYBIIE
9TIOXM, TIPOGYKIAIONINIT YMCTO aKkajemMuueckuii naTepec. OHa obpailieHa K Ham,
HaIllMM COBPeMEHHMKaM, OHa KMBET, TPEIleNleT, OHa HallOeHa QYIIeBHBIM TeIIoM,
OHa obpaileHa K CaMOMY YMCTOMY, BO3BBIIIEHHOMY B UeJIOBEKe ¥ MPU3bIBAET HAC
6BITh MyZIpee, CTPOXKE K cebe.

Enena O6pasyosa

y treatment of these composers’ works is a compelling creative need. I
can’t imagine an artist who could pass them by. Of course, I know that
there are famous singers who don’t perform this music, but it’s a differ-
ent question. The works of Bach and Handel remain a foundation of artistic growth
for many generations of singers. They help a true interpreting artist improve and per-
fect his or her performing skills. I discover something new and beautiful in them each
and every time, and I can’t stop admiring their perfection, depth and sublime beauty.

Of course, you can’t form a clear idea of the scale of Bach’s and Handel’s body
of work if you know only the pieces you perform. I'm familiar with the works Bach
created in different genres. These are his Brandenburg Concertos and orchestral
suites, the Well-Tempered Clavier and piano concertos, violin sonatas and partitas,
cello suites, organ compositions, cantatas, not to mention Bach’s monumental cre-
ations such as the Passion, the Mass and the Easter Oratorio, — I'm familiar with three
or four performing versions of each of them.

When I listen to how the biggest artists of our time interpret Bach’s music, when
I analyze and compare their artistic renditions of the same works, I get added evi-
dence that the great composer’s oeuvre is so extensive, boundless and inexhaustible.
Even the most inspired and thrilling interpretations are unable to embrace the mul-
tiple emotional layers and facets of Bach’s compositions. They always hold a place for
a talented musician to say a new word of his own.

I don’t think that Bach’s and Handel’s music is a museum, a document of the
long-gone era that evokes a purely academic interest. It appeals to us, our contem-
poraries, it lives and pulsates, it is suffused with soulful warmth, it appeals to the
purest and loftiest things a human possesses, and urges us to be wiser and stricter
to ourselves.

Elena Obraztsova



Horanu Ce6actbsiH Bax (1685-1750)

Apus anbra «Qui sedes» (Mecca cu MuHOp, BWV 232)

Mecca cu MMHOp co3[aBasiach BaxoM Ha MPOTSKEHMM MHOTUMX JIeT, HauMHas
c 1724 ropa. IlocnegHyue MONpPaBKy B MapTUTYPy KOMIIO3UTOP BHOCUJI BIUIOTh 1O
1750 ropma. 3To TpaHAMO3HOE MPOU3BEIEHME TTOCBSIEHO CAKCOHCKOMY KyphIOpCTy
Opunpuxy Asrycty. Apust «Qui sedes» UCIIONHSIeTCSI BO BTOpOt yacTu Meccsl «Gloriax.

Cudsuwjuti odecHyro Omya — nomunyti Hac.
Apus anbTa «Agnus Dei» (Mecca cu MmuHOp, BWV 232)

Aeney Boxcuti, Komopulii Gepem Ha cebs epexu Mupa, nomMunyii Hac.

Apus «Saget, saget mir geschwinde» («IlacxanvHas opamopusi», BWV 249)

«[lacxanvuas opamopus» Oblia BIEpBbie MCIOMHEHA B 1725 romy. ABTOPCTBO
TeKCTa IPUINCHIBAIOT TI06MMOMY Mb6peTTcTy Baxa moaty [lukaHnepy (Hacrosuiee
umst — Kpuctuan Opugpux Xeupuiu, 1700-1764). IIpousseseHne 60sbiie HATOMM-
HaeT IMPUIECKYI0 KaHTaTy KPYIHOi popmMbl. OMHAKO B KBapTETe COMMCTOB BCe-TaKM
Mpe/CTaBIeHbl YeTbipe 6ubeiickux reposi: Cumon IIETp (TeHop), amocton MoaHH
(6ac), Mapus Marmanuua (anbT) 1 MaTh MlakoBa (COTIpaHo).

Cxaxcume, ckajcume, MHe cKopell,
Craxcume, 20e Hatimu Hucyca mHe,
Bo3ntobneHHo20 dywiu moeti?
Tpudu, npudu u obotimu meHs,
ITomomy umo cepdye moe 6e3 Tebs
Ocupomeno 6 2ope.

TlepeBon Muxamia ITanieHKo

Johann Sebastian Bach (1685-1750)

Qui sedes, an alto aria from Mass in B minor, BWV 232

Bach began to write his Mass in B minor in 1724 and completed it many years
later. The composer continued to revise it until 1750. This grandiose work was
dedicated to Augustus III, Elector of Saxony. The aria Qui sedes comes from Gloria,
the second movement of the Mass.

Qui sedes ad dexteram Patris, miserere nobis.
Agnus Dei, an alto aria from Mass in B minor, BWV 232

Agnus Dei, qui tollis peccata mundi, miserere nobis.

Saget, saget mir geschwinde, an aria from Easter Oratorio, BWV 249

The first performance of the Easter Oratorio took place in 1725. The text was
arguably written by Bach’s favourite librettist Christian Friedrich Henrici a.k.a.
Picander (1700-1764). The piece is more like a large-scale secular cantata. However,
it has four biblical heroes — Simon Peter (tenor), John the Apostle (bass), Maria Mag-
dalene (alto) and Mary Jacobe (soprano).

Saget, saget mir geschwinde,
Saget, wo ich Jesum finde,
Welchen meine Seele liebt!

Komm doch, komm, umfasse mich;
Denn mein Herz ist ohne dich
Ganz verwaiset und betriibt.



Apus «Schlage doch, gewiinschte Stunde» (Kantrara, BWV 53)

Kanrata, BWV 53, 6puta Hancana B 1730 rogy Ha KaHOHMYECKUit 6ubeiickumit
TekcT. OHa MOSIBW/IACh B MOMEHT yCyryOneHus: B CaKCOHMM JTOTMAaTUUYECKOro Ive-
TU3Ma — PeIUTMO3HOTO XPUCTUAHCKOTO TeYeHMsl, HalIpaBJIeHHOro K IIePBOOCHOBAM
arroCTONbCKOTO GOTOCTY>KeHMsI BO MM Heyracumoro OrHst Csitoro Jlyxa M MCKyT-
TeJIbHOM, XepTBeHHO# KpoBu Uncyca Xpucta. B XIX Beke rmy6aMvHOe UCTIOTHEHMe
KanraTb, BWV 53, 6but0 3ampemneHo. LlepkoBb ycMaTpuBajia B Heil BOCIIEBaHME
06IyMaHHOTO CTPeMJIEHVSI XPUCTUAHMHA K CAMOYOUIICTBY.

XpucTruaHCKMe My3bIKOBEZbl ¥ COBPEMEHHBbIE JICCIeoBaTen UCKIouaoT KaH-
Taty, BWV 53, 3 crincka courHeHmit Baxa 1 mpuImchIBalOT ee aBTOPCTBO KOMITO3M-
Topy l'eopry Menbxuopy Xodhdmany.

TIpoGeli e, enaHHslli uac,

IIpudu xce, npekpacHolii OeHs!

Cotidume, aHzenvl, KO MHe,

Omeopume MHe HebecHble T1yed,

Umobsi ckopee yeudems MHe moezo Hucyca

B padocmHom nokoe oyuiu!

S weaxcdy aceli 21yOuHoli Moezo cepdyd,
Kozda uacosas cmpenka 3asepwum ceoti Xo0.

IlepeBon Muxamia ITamieHKo

Schlage doch, gewiinschte Stunde, an aria from Cantata, BWV 53

Cantata, BWV 53 was written in 1730 to a canonical biblical text. It appeared
when Saxony was seeing the aggravation of dogmatic pietism, a religious Christian
movement directed towards the fundamental principles of apostolic worship in the
name of the Unquenchable Fire of Holy Spirit and substitutionary, sacrificial blood
of Christ. The cantata was prohibited in the 19th century since the church interpreted
it as glorification of a Christian’s deliberate aspiration for suicide.

The Christian musicologists and contemporary researchers exclude Cantata,
BWV 53, from the list of Bach’s works and attribute it to Georg Melchior Hoffmann.

Schlage doch, gewiinschte Stunde,
Brich doch an, du schéner Tag!
Kommt, ihr Engel, auf mich zu,
Offnet mir die Himmelsauen,
Meinen Jesum bald zu schauen

In vergniigter Seelenruh’!

Ich begehr’ von Herzensgrunde
Nur den letzten Zeigerschlag!
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Apus anbta «Erbarme dich, mein Gott» («<Cmpacmu no Mamdgeto», BWV 244)

Tekct «Cmpacmeti no Mamdero» 6bl1 HamucaH [IMKaHIEpOM IIOA, Herocpen-
CTBEHHBIM PYKOBOACTBOM CaMOTO KOMIIO3UTOPA, KOTOPBIi COCTAaBUI IOJPOO-
HbIi IIaH npousBefeHust. [loaTuueckoit 0cCHOBOI «Cmpacmeti» TOCTY>KUIU [1aBbl
u3 EBaHTens, B KOTOPBIX OMUCHIBAIOTCS MOCIeqHMEe THM Mucyca niepeq Ka3Hbio, ero
cTpagaHust u cmepTh. IlepBoe ucnonHeHne «Cmpacmeti no Mamger» COCTOSIOCHh
B CTpacTtHylo naTHuiy 15 anpens 1729 rona.

«Cmpacmu no Mamder» — KpyIiHeiilllee ¥ camoe 3HAUUTeIbHOe U3 JOLIeIIINX
IIo Hac TBopeHuit baxa. OHO cocTOUT M3 78 HOMEPOB: XOPOBbIX, COJBHBIX U PEUUTA-
TUBHBIX, 00beIMHEHHbIX B [[BE YaCTH, COCTABJISIIONINE CEMb Pa3/IeoB.

Apus anvra «Erbarme dich, mein Gott» («Cmusnytics, moii Boxce», N2 47), 3Byunt
BO BTODPOJt YaCTy MPOMU3BeIeHus Toc/ie IpaMaTUyecKoit cLeHbl oTpeyeHus Iletpa.
Ee NMpOHMKHOBEHHASI MEJIOAMS BbIPACTAET U3 3aKITIOUUTENbHOM Gpasbl peunuTaTnBa
EBanrenucra «Und weinete bitterlich!» («1 nnakan 2opvko!»). Tlo akcIipeccuu u mpas-
JIVBOCTY BOTUIOIIEHMSI Y€IOBEUECKOTO CTPaZaHus 3Ta apusl MPUHAIJIEKUT K CAMbIM
MOTPSICAIONIVIM CTPAHMIIAM GaXOBCKOI MY3bIKH.

Byoe munocmus, moti boe,

B cnesax moe monenve!
Iocmompu,

Jlnumcs 8 cepdye nped Toboli
Topokuti nnau.

ITepeBon Muxania CarnnoHoBa

Erbarme dich, mein Gott, an alto aria from St Matthew Passion, BWV 244

The text of St Matthew Passion was written by Picander under direct guidance of the
composer who had elaborated a detailed plan of the piece. The chapters from the Gospel
describing Christ’s last days before the execution, his suffering and death were a poetic
basis for the Passion. The work was premiered on Good Friday, 15 April 1729.

St Matthew Passion is the largest and most significant of Bach’s surviving works.
It consists of 78 numbers: choral, solo and recitative ones combined in two parts
constituting seven sections.

The alto aria Erbarme dich, mein Gott, No. 47, is in the second part of the work
and follows a dramatic scene of Peter’s Denial. Its moving melody grows out of the
concluding phrase of the Evangelist’s recitative Und weinete bitterlich! (And wept most
bitterly!). Speaking about the expression and truthfulness of the depicted human suf-
fering, this aria is among the most staggering pages of Bach’s music.

Erbarme dich, mein Gott,
um meiner Zahren willen!
Schaue hier, Herz und Auge
weint vor dir bitterlich.
Erberme dich, mein Gott.

11
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Teopr ®puapux l'enpens (1685-1759)
Apwms «Dignare, Domine» («Dettingen Te Deum», HWV 283)

«Te Deum» Pe Mmaskop Ha TekcT ruMHa CB. AMBpocust Menyonanckoro «Tebe Boza
xeanum» HamycaH leHpmeneM B 1743 rony B o3HaMeHOBaHMe IT0Genbl GPUTAHCKOM
apMmy IoJ, KoMaHioBaHueM Kopoisi I'eopra II Haz dpaHIy3cKyMM BOJiCKamMy B 6UTBe
npu JertuHrene (HyokHsst @paHKOHMS).

TopykecTBEHHBI I'MMH ObUT 3aKa3aH ['eHIeN0 KO JHIO 6/1arornoayyHoro BO3Bpa-
LIeHMsI KOpoJisi B AHIVIMIO M BIIEPBbIe MCIIONHEH 27 HOsI0ps 1743 roga B KoposeBckoit
kanesnse CeHT-IIkeiimckoro aABopia B JIoHAoHe B npucyTcTBum l'eopra II.

«Dettingen Te Deum» He XpUCTUAHCKUIA TUMH B CTPOTOM CMBbIC/IE CJIOBA, HO IPaHAM-
03HOe MpociaBieHne BoiHbl. [[pon3sBeneHne BKI0YaeT B ce6st 18 KOPOTKUX COMbHBIX
(abTOBBIX, 6APUTOHOBBIX, GACOBBIX) ¥ XOPOBBIX HOMEPOB, B OCHOBHOM GJIECTSIIETO
BOEHHOT0 Xapakrepa.

Cnodobu Hac, Focnodu, npoxcums deHb 6e3 epexa,
Cmunytica Had Hamu, Tocnodu,

Cmunytics Had Hamu.

la 6ydem xcanocms Teos K Ham

ma xce, umo u Hauta Hadexcoa Ha Te6s.

IlepeBon Muxawnia IlameHko

Georg Friedrich Handel (1685-1759)
Dignare, o Domine, an aria from Dettingen Te Deum, HWV 283

Handel wrote Te Deum in D major to Saint Ambrose’s text Te Deum Laudamus (We
Praise You God) in 1743 in celebration of the victory of the British army under the com-
mand of King George II over the French army at the Battle of Dettingen in Lower Franconia.

The composer was commissioned to write a stately hymn for the day of the king’s
happy return to England. The work was performed for the first time on 27 November
1743 in the Chapel Royal St James’s Palace, London, in the presence of George II.

In a strict sense, Dettingen Te Deum is not a Christian hymn but a magnificent
apotheosis of war. The piece includes 18 short solo (alto, baritone and bass) and choral
numbers mostly of a brilliant military nature.

Dignare, Domine, die isto sine peccato,
Miserere nostri, Domine,

Miserere nostri.

Fiat misericordia tua super nos,
quemadmodum speravimus in te.

13



Apust Muxu «Return, oh God of Hosts!» (opaTopust «CamcoH», HWV 57)

Oparopus HanucaHa B 1742 roany u BriepBble ucronHeHa 18 despans 1743 roga
B JIongoHe B TeaTpe KoBeHT-T'apzaeH. Jin6perto Hbio6epa FaMuibTOHA 110 Tpareauu
aHruiickoro mosta XVII Beka [Ixkona MusbroHa «CamcoH — 6opey» (1671). B ocHoBe
croxketa 6ubeiickast MCTOPYSI O repoe M3pamIbcKoro Hapozja CaMcOHe, KOTOPOro
npenana Bparam GuimMcTUMISIHKA Janua.

OcHOBHas ujesi OpaTOpuM — TOTOBHOCTD YesIoBeKa K KepTBEHHOMY IOJBUTY —
PacKphIBaeTCsl B KOHGIMKTHOM MPOTUBOIIOCTABIEHUY TIOAaBI€HHBIX TOPEM M3pa-
WIBTSIH M TOPKECTBYIOIIMX QWINCTUMIISH. B uncie neiicTBYIOLMX UL, OPaTOPUN
npyr CamcoHa — Muxa.

BepHucy, I'ocnodb xo03s1e6 amoti 3emu!
Y3pu cnyzy Ceoezo 6 zope,

E20 msxkue cmpadanus — pacniama,
Ho 0a He ckaxcym mozo HegepHble.

[lepeBon Muxawnia ITameHko

Return, O God of Hosts!, Micha’s aria from oratorio Samson, HWV 57

The oratorio was written in 1742 and premiered on 18 February 1743 at Cov-
ent Garden in London. Newburgh Hamilton’s libretto was based on the 17th century
English poet John Milton’s drama Samson Agonistes (1671), a biblical story of Samson,
a hero of the ancient Israelites who was betrayed by Dalilah of the Philistines.

The basic idea behind the oratorio, which is a man’s readiness to accomplish
a sacrificial feat, is shown in a contrasting opposition between the grief-stricken Isra-
elites and the exultant Philistines. Micah, a friend to Samson, is one of the characters
of the oratorio.

Return, O God of hosts! Behold
Thy servant in distress,

His mighty griefs redress,

Nor by the heathen be it told.

15



Apusa Agmera «Cangio d’aspetto»
(omepa «Admem, yape @eccanuu», HWV 22)

JIubpetro — aganranys mu6perTo OpTeH3uo Maypo «Ansyecma» (1681). IlepBoe
VICTIOJIHEHMe oTepbl cocTosioch 31 sHBapsi 1727 roma B KoposieBckom TeaTpe Xeii-
mapkert B JIOHIOHe.

CmeHuna ceotl Uk
JHcecmoxas cyovoa,

u 8 moelti 2pyou
3aH080 poxcdaemcs
padocmp Ko 8cemy.
Bonvuie He uyscmeyto
601U U MYK.

Tenepe dyuwia mMos
8HO8b JIUKYeN.

IlepeBon Muxawnia IlameHko

16

Cangio d’aspetto, Admeto’s aria
from opera Admeto, re di Tessaglia (Admetus, King of Thessaly), HWV 22

The libretto was an adaptation of Ortensio Mauro’s L’Alceste (1681). The premiere
took place at the King’s Theatre in the Haymarket in London, on 31 January 1727.

Cangio d’aspetto
Il crudo fato,

E nel mio petto

E gia rinato

Tutto il piacer.

Io piti non sento
Pene e tormento
Or che il mio seno
Torna a goder.

17
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Apus ®nasus «Chi puo mirare»
(onepa «®nasuti, Kopoib 1aHzob6apdos», HWV 16)

Jinbperto — Hukona ®dpanuecko Xaitm (1723). [lepBoe UCIIONHEHME OIEPHI
cocTosioch 14 mast 1723 roma B KoponeBckoM TeaTpe XeiimapkeT B JIOHLOHe.

Kmo mosxem nuyespems
u He n1l06UMB

nodo6Hyio kpacomy?
Boz nobeu

8 Moem cepdye

yxce 0aem o cebe 3HAMb.

IlepeBon Muxamia ITamieHKo

Chi puo mirare, Flavio’s aria
from opera Flavio, re de’Longobardi (Flavio, King of the Lombards), HWV 16

The libretto was written by Nicola Francesco Haym (1723). The premiere took
place at the King’s Theatre in the Haymarket on 14 May 1723.

Chi pu6 mirare
e non amare
tanta belta?

Il dio d’amore
gia nel mio core
sentir si fa!

19
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Aneccanapo Crpagenia (1639-1682)
Apus «Pieta, Signore»

ITo JaHHBIM MYy3bIK&TBHO-IHLMKIIONENMYecKoro ciosapsi I'yro Pumana (Rie-
mann Musiklexikon, cokpauenHo RML, 1882) aBropcTBo CTpajesibl He OATBEP3K-
neHo. Tak Has3pIBaeMasl «LepKOBHasi apusi» «Pieta, Signore» 1o BCeii BEPOSITHOCTYU
HanycaHa komnosutopom Jlyu Hunepmeitepom (1802-1861) — ocHoBaTesnem ITapmxk-
CKOTO MHCTUTYTa L[ePKOBHOM MY3bIKM, HOCSIIETO ero umMs. Hunepmeiiep 611 aBTO-
pOM OpraHHbIX U (GOpPTENMaHHBIX beC, POMaHCOB M HECKOJbKUX OIep, B 4ucie
KOTOpBIX ornepa «Stradella» (1837).

Tocnodu, cxcanscs HA00 MHOU Karwumcs,
Tocnodu, cxcanvca,

ecnu docmuerem Tebs mMos Monumea.

He nokapati mens zvegom Teoum,

HO He mak cmpozo, HO MUIOCMUBO
€00J1a20801U 832/ISIHYMb HA MEHSL.

He donycmu, umo6g! 8 ady

6bL1 NpedaH s 6eUHOMY NaaMeHU
Teoez0 2Hesa.

FBoxce senukuii, 0a Huxkoz0a

He 6ydy npedaH eeuHoMy NiameHu
Teoezo 2Hesa!

Cxcanwcs, Tocnodu,

Tocnodu, cxanscs HA00 MHOU KAWUMCs,
ecnu docmuerem Tebs mMos Monumea.

He mak ¢cmp020, HO MUIOCMUBO
€00.1a20801U 832/I51HYMb,

Tocnodu, co61azosou 832155HyMb HA MeHs1!

IlepeBon Muxamia IlamieHKo

Alessandro Stradella (1639-1682)
Pieta, Signore, an aria

According to Hugo Riemann’s encyclopedia Riemann Musiklexikon (abbre-
viated as RML, 1882), Stradella’s authorship is uncertain. Pieta, Signore, the so-
called “church aria”, was most likely composed by Louis Niedermeyer (1802-1861),
the founder of the Ecole Choron, a school for church music in Paris, which is now
named after him. Niedermeyer wrote pieces for organ and piano, romances and a few
operas, including Stradella (1837).

Pieta, Signore, di me dolente!
Signor, pieta!

Se a te giunge il mio pregar,
non mi punisca il tuo, rigor.
Meno severi, clementi ognora,
volgi i tuoi sguardi sopra di me!

Non fia mai che nell’inferno
sia dannato, nel fuoco eterno
dal tuo rigor.

Gran Dio, giammai

sia dannato, nel fuoco eterno
dal tuo rigor.

Pieta, Signore,

Signor, pieta di me dolente:

se a te giunge il mio pregare.
Meno severi, clementi ognora,
volgi i tuoi sguardi,

deh, volgi squardi su me Signor.
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Anonbsd SIkoBireBud Bpyk (p. 1931) — XyAoskeCTBEHHbI pyKOBOAUTEb U JUPHU-
skep KamepHoro aHcam6iist conmmcToB opkectpa Bosmbmioro Teatrpa CCCP. OKoOHYMIT
IMII mmenu I'mecunsix (kinacc E.®. 'HecuHOI) M MOCKOBCKYI0 KOHCEpPBAaTOPUIO
(knacc A.U. Immonbckoro). B 1946-1951 rr. — KoHIepTMeiicTep opkecTpa bosbioro
tearpa CCCP, ¢ 1951 mo 1978 rr. — ckpuray B AHcam6iie ckpuraueit Bosbiioro Tea-
Tpa oy ynpasnenueM I0. PeentoBinya. B 1964 r. opranmsoBan KamepHbIit aHcaMOiTb
conmucToB opkectpa Bosbiioro teatpa (KamepHblii opkecTp Bosbuioro rteatpa),
C KOTOPBIM OCYIIECTBMJI MHOXECTBO 3alyceil ¢ BeAyLMMM conucrtamu Bosbioro,
cpenu kKoTopsix B. JleBko, Y. Apxumnosa, E. O6pasiioa, E. HecrepeHko u ap.

C 1980 r. Amonb®d Bpyk skuBet 1 pabotaet B Kamubopuuu (CILIA).

Auncam6sb ckpunaueit Bonpmoro rearpa CCCP - nepBblit ¥ eJMHCTBEHHbI
B CCCP knaccuueckuit mpodeccroHanbHblii aHcaM6b U3 17 ckpuraueit, MrpaBIinii
B COIIPOBOKIEHNUM pOsuIsl, 6e3 nupuskepa 1 6e3 HOT.

Co3zarenb U Xy[OKeCTBEHHbBII PYKOBOAUTETb aHCAMO/IST — HAPOLHbIA apTUCT
PCOCP, 3acnykeHHblit gesitenb uckyccTB PCOCP HOmmit MapkoBuu PeeHTOBMY
(1914-1982). BeimyckHMK TaM60BCKOTO MY3bIKalIbHOTO MHCTUTYTA (KiIacc M.H. PeeH-
ToBnya) HOmuit PeentoBuu B 1931-1935 IT. cOBepIiIeHCTBOBaACS B MOCKOBCKOI
KoHcepBaTopuu y A6pama SImmnosbckoro. C 1931 r. — apTucr, a ¢ 1952 r. — KOHLIepT-
MejicTep opkecTpa Bosbioro TeaTtpa.

3a BpeMst cBoero cymiecTBoBaHusi ¢ 1955 mo 1984 rr. AHcambib cKpumaueit
Bonbuioro Tearpa man Gosiee ABYX THICSY KOHIIEPTOB BO MHormx ropopax CCCP,
B 20 cTpaHax MUpa, BLICTYIIAT HA PaJUO U TeJIeBUAeHUY, yYaCTBOBA B 03ByUMBaHUU
KUHODUIBMOB.

Jlyumme coBeTckue komnosutopsl P. llenpuH, A. XauaTypsiH, E. CBeTyIaHOB,
I. PoxxpectBeHckuit, I. 3a6opos, JI. ®eiirun, A. T'ypdunkenb, M. Uynaku mucamn
MY3bIKY ¥ CO3[aBajii apaHXXMPOBKY KJIACCUYECKUX TIPOU3BEIeHMII CIIeIaTbHO JJIst
9TOTO KOJIEKTMBA. BBICOKYIO OIIEHKY XY[IOKeCTBEHHBIM IOCTOMHCTBAM aHCaMOJIs
nmasamu JI. lloctakoBuy, T. Joxkmmniep, 1. OiicTpax.

Baxa HukomnaeBuu YauaBa (1933-2011) — rpysMHCKUIT U POCCUICKMIT Nua-
HUCT, MYy3bIKaJbHbBI/ TIefaror, KoHliepTMeiicrep. OKOHUMI TOMIMCCKYIO KOH-
cepBaropuio (1962). B 1962-1977 rr. npernogasaji TaM ke KOHLiepTMelicTepckoe
MCKYCCTBO, II03/THEE — KAMEPHOE TTeHMe ¥ KaMepHbIit aHcaM6J1b. C 1977 1. o npuria-
urenuio Enenst O6pasiioBoit mepeexan B MOCKBY 1 Ha MPOTsskeHuu 30 €T SIBMSIICS
ee 6eccMeHHbIM KoHlepTMeiictepoM. C 1977 o 2009 rr. ipernogaBan B MOCKOBCKO
KoHcepBaTtopumu, ¢ 1994 — mpodeccop, ¢ 2000 - 3aBenymwoumit Kadbeapoit KOHLEPT-
MeCTepPCKOro MCKYCCTBA.

Hapogubiit aptuct I'pysun (1989), 3acimy>keHHbIi AesiTenb UCKYCCTB Poccumiickoit
®enepaunu (2006).

Braagumup TeogopoBuy CrimBaKoB (p. 1944) — BoIAAIOIINIACS CKPUTIAY U IUPU-
>xep, Haponublii aptuct CCCP (1989). OxkoHumna MOCKOBCKYIO KOHCEpPBAaTOPUIO
umennu I1.W. YaitkoBcKoro B kiacce npodeccopa 10.U. dukenesuya. [[o 1997 r. urpan
Ha cKpurke paboTel Mactepa ®panuecko [06eTTH, MOJAPEHHOI eMy SHKeneBUUYeM,
¢ 1997 r. urpaet Ha MHCTPYMeHTe paboThl AHTOHMO CTpaguBapu.

TocypapcTBeHHBII KaMepHBII OpKecTp <«Bupmyo3st Mockebl» CO30aH
B 1979 r. KaK aHCAaMO6JIb COJIMCTOB M KOHLIEPTMEHCTEPOB JYYIINX MOCKOBCKIX OpKe-
CTPOB, JIaypeaToB MeXAYHAPOIHbIX U BCEPOCCUICKMX KOHKYPCOB. Xy 0KeCTBEeHHbI
PYKOBOIMTED U [JIaBHbII Oupyskep opkecTpa — Bnanumup CrniMBakos.

OpxkecTp «Bupmyo3st Mockesl» BXOOUT B UUCIIO JYULIMX KAMEPHBIX OPKECTPOB
mupa. COTpyZHMYAeT C BBIJAIOIMMMUCS My3bIKaHTaMM, MHCTPYMEHTaIMCTaMM
¥ neBuaMu. OpKeCTPOM BBINMYLIEHO HECKOIbKO JeCSITKOB AVCKOB TIOf, BeOYyIIMMMU
MMPOBBIMY JIeii61amu.
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Adolf Bruk (born 1931) is an artistic director and conductor of the Ensemble
of Soloists of the USSR Bolshoi Theatre Orchestra. He finished the Gnessins Children’s
Music School (under Elena Gnessina) and graduated from the Moscow State Conser-
vatory (under Abram Yampolsky). Between 1946 and 1951, he was a concertmaster for
the USSR Bolshoi Theatre Orchestra, and between 1951 and 1978, a violinist in the
Bolshoi Theatre Ensemble of Violinists conducted by Yuly Reyentovich. In 1964, he
founded the Chamber Ensemble of Soloists of the Bolshoi Theatre Orchestra (the Bol-
shoi Theatre Chamber Orchestra) that made a lot of recordings featuring the leading
soloists of the Bolshoi such as Valentina Levko, Irina Arkhipova, Elena Obraztsova,
Evgeny Nesterenko and others.

Adolf Bruk has lived and worked in California, USA, since 1980.

The USSR Bolshoi Theatre Ensemble of Violinists was the first and only
Soviet classical professional ensemble of 17 violinists to play to the accompaniment
of the piano, without a conductor and without sheet music.

Yuly Reyentovich (1914-1982), a People’s Artist of the RSFSR and Honoured
Worker of Arts of the RSFSR, was a founder and artistic director of the ensemble. He
graduated from Tambov Music Institute (under Mark Reyentovich) and continued
his studies at the Moscow State Conservatory between 1931 and 1935 under Abram
Yampolsky. He was an artist and concertmaster of the Bolshoi Theatre from 1931 and
1952, respectively.

Throughout its existence between 1955 and 1984, the Bolshoi Theatre Ensemble
of Violinists played over two thousand concerts in many cities of the USSR and twenty
countries around the world, appeared on radio and TV and recorded film scores.

Some of the best Soviet composers such as Rodion Shchedrin, Aram Khachatu-
rian, Evgeny Svetlanov, Gennady Rozhdestvensky, Grigory Zaborov, Leonid Feigin,
Arkady Gurfinkel and Mikhail Chulaki wrote music and made arrangements of classi-
cal works specially for the ensemble. Dmitri Shostakovich, Timofei Dokschitzer and
David Oistrakh highly appraised the ensemble’s artistic merits.

Vazha Chachava (1933-2011) was a Georgian/Russian pianist, music teacher
and concertmaster. He graduated from the Tbilisi Conservatory in 1962. Between
1962 and 1967, he taught concermastership and, later, chamber singing and chamber
ensemble there. In 1977, Elena Obraztsova invited him to move to Moscow, and he
remained her permanent concertmaster for thirty years. Between 1977 and 2009, he
taught at the Moscow Conservatory where he was a professor from 1994 and headed
the concertmastership department from 2000.

Vazha Chachava became a People’s Artist of Georgia in 1989 and an Honoured
Worker of Arts of the Russian Federation in 2006.

Vladimir Spivakov (born 1944) is an outstanding violinist and conductor, and
a People’s Artist of the USSR (1989). He graduated from the Moscow State Tchai-
kovsky Conservatory where he studied under Professor Yuri Yankelevich. Until 1997,
he played a Francesco Gobetti violin, which was a present from Yankelevich. He has
played an Antonio Stradivari instrument since 1997.

The Moscow Virtuosi State Chamber Orchestra was founded in 1979 as an
ensemble of soloists and concertmasters from the best Moscow orchestras and prize-
winners of international and domestic competitions. The Moscow Virtuosi are led
by artistic director and principal conductor Vladimir Spivakov.

The Moscow Virtuosi is among the world’s best chamber orchestras. They have
collaborated with prominent musicians, instrumentalists and singers. The orchestra
has released dozens of albums on the world’s leading labels.
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Horauu Ce6acTbsaH Bax

1 «Qui sedes», apus anbTa U3 Meccbl ¢ MMHOP, BWV 232, . . . . ... ..

2 Apus anbra «Saget, saget mir geschwinde»

u3 «IlacxanvHoii opamopuu», BWV 249 . . . .. .. ... ... ......
3 Apus «Schlage doch, gewiinschte Stunde» u3 xkanTatsl, BWV 53 . . . . . .

T'eopr ®puapux l'engens

4 Apus «Dignare, o Domine» u3 kautatsl «Dettinger Te Deum», HWV 283 . . .

5  Apus Muxu «Return, oh God of Hosts!»

u3 opatopun «Camcon», HWV 57 . . . . . . ... ... ... ... . ...

6  Apus Anmera «Cangio d’aspetto»

u3 onepsl «Admem, yapv @eccanruu», HWV 22. . . . . . .. ... .. ...

7  Apus ®nasuo «Chi puod mirare»

u3 orepsl «@nasuo, KOpoasb 1aHz06apdos», HWV 16 . . . . ... ... ..

Aneccanapo Crpagesia

8  Apwus «Pieta, Signore» (06pa6oTka I. 3a60poBa) . . . . . . . . ... ...

Horaunu Ce6acTbsH Bax

9 Apus anbra «Agnus Dei» u3 Meccsl cut MyuHOp, BWV 232 . . . . ... ..
10 Apwus anbra «Erbarme dich» u3 «Cmpacmeti no Mameero», BWV 244 . . .

O61iee BpeMms: 67.19

Enena OGpasioBa, Meyyo-conpaHo

Tpexku 1-7:

KamepHbIit aHcaM0J/Ib COMUCTOB OpKecTpa Bosbioro tearpa CCCP
Iupuxep — Amonbd Bpyk

Tpek 8:

AHcam61b ckpunaueit Bosbuioro teatpa CCCP
Xy[IosKeCTBeHHbIN pykoBoguTenb — I0nuit PeeHToBNY
WpwHa 3aiitieBa, popmenuaHo

Tpexk 9:

Baska YauaBa, popmenuano

Tpek 10:

KamepHbliit oprectp «Bupmyo3ust Mockesl»

Iupwxkep — Bnagumup CiuBakos

Bnagumup CriMBakoB, CKpunka oo

3anmcn: 1975 r. (1-7), u3 Jomckoro cob6opa (Pura) B 1972 . (8), ¢ KOHIIEPTOB
B Bosbiiom 3ate MoCKOBCKO#t KoHcepBaTopun 26 nexabpst 1980 t. (9),

21 yiong 1980 1. (10)

3ByKopexkuccepsl: 3. lllaxnasapsH (1-7), B. ianos (9), 1. Benpuniies (10)
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Johann Sebastian Bach

1 Qui sedes, alto aria from Mass in B minor, BWV 232 . ... .......... 5.50
2 Saget, saget mir geschwinde,

alto aria from Easter Oratorio,BWV 249 . ... ... ... ... ....... 6.49
3 Schlage doch, gewiinschte Stunde, aria from Cantate, BWV 53 . . . ... ... 9.02
Georg Friedrich Handel
4 Dignare, 0 Domine, aria from Dettinger Te Deum, HWV 283 . . . . . . .. .. 2.56
5 Micha’s Aria Return, oh God of Hosts!

from oratorio Samson, HWV 57 . . . . ... ... .. ... ... .. ... .. 9.30
6 Admeto’s aria Cangio d’aspetto

from opera Admeto, re di Tessaglia, HWV 22 . . . . ... ... ... ..... 5.00
7  Flavio’s Aria Chi puo mirare

from opera Flavio, re de’Longobardi, HWV 16 . . . . . . ... ... ... ... 4.56
Alessandro Stradella
8  Aria Pieta, Signore (arranged by Grigory Zaborov). . . . . .. ... ... .. 8.39
Johann Sebastian Bach
9  Agnus Dei, alto aria from Mass in B minor, BWV 232 . .. ... ....... 8.50
10 Erbarme dich, alto aria from St Matthew Passion,BWV 244 . . ... ... .. 5.45

Total time: 67.19
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Elena Obraztsova, mezzo-soprano

Tracks 1-7:

Chamber Ensemble of Soloists of the Bolshoi Theatre Orchestra
Conductor — Adolf Bruk

Track 8:

The USSR Bolshoi Theatre Ensemble of Violinists
Artistic director — Yuli Reyentovich

Irina Zaytseva, piano

Track 9:

Vazha Chachava, piano

Track 10:

The Moscow Virtuosi Chamber Orchestra
Conductor - Vladimir Spivakov

Vladimir Spivakov, violin solo

Recorded in 1975 (1-7); at the Riga Dome Cathedral in 1972 (8), live at the Grand Hall of

the Moscow Conservatory on December 26, 1980 (9), on July 21, 1980 (10)
Sound engineers: E. Shakhnazaryan (1-7), V. Ivanov (9), I. Veprintsev (10).
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