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MEAOAUNS




ANTON BATAGOV BACH




Tom 1
HoranH Cebacthsia bax
[Taptuta N2 4 pe maxxop, BWV 828

1 VBEPTIODA « v v v v e e e e e e e e e e e e e e e e e e e e e e e e 10.31
2 ATTIEMAHIA . . o v o o o o e e e e e e e e e e e e e e e 14.26
3 KYPaHTA . . v v vt et e e e e e e e e e e e e e e e e e 07.43
N )/ 03.47
5 CapabaHIA . . . o v v v e e e e e e e e e 07.49
6 MEHYOT . & v v vt e e e e e e e e e e e e e e e e e e e e e e e e e 02.42
T KUTA . . e e e e 05.13
8 Jesus bleibet meine Freude (Uucyce, ynoBaHue moe) 13 KauTtaTsl «Herz und Mund
und Tat und Leben» («Cepaiie u ycTa, U JesTHUS, Y KU3Hb»), BWV 147. . . . . 13.06
O61iee Bpemsi: 65.24
Tom 2

Horanu CebacTesiu bax
[TaptuTa N2 6 My MmuHop, BWV 830

1 0] 2 < - 16.03
2 AMIEMAHIA . v v v o e e e e e e e e e e e e e e e e e 05.13
3 KypaHTa . ... .. e 09.19
N o) 7 03.15
5 CapabaHIA . . . & v v v e e e e e e e e e e e 10.12
6 BTEMIIETABOTA . . « v v o v e e et e e e e e e e e e e e e e e e e e e e 03.46
T KUTA . .o e 14.15
Ooree Bpemsi: 62.08

AHTOH Bararos, popmenuaro

p>

MEAOAWUS

CD1
Johann Sebastian Bach

Partita No. 4 in D major, BWV 828
1 OUVEItUIE . . . .t i e i e e e e e e e e e e e e 10.31
2 Allemande . . . .. ... e 14.26
3 Courante . . . . . . i it e e e e e e e e e e e 07.43
. N o T 03.47
5 Sarabande . . . . . ... e 07.49
6 Menuet. ... ... .. e e e e e 02.42
7 GIgUE . . e e e e 05.13
8 Jesus bleibet meine Freude (Jesus, Joy of Man’s Desiring) from cantata Herz und Mund

und Tat und Leben (Heart and Mouth and Deed and Life), BWV 147 . . . . . .. 13.06
Total time: 65.24
CD2
Johann Sebastian Bach

Partita No. 6 in E minor, BWV 830
1 TocCata . . . . . i e e e e e e e e e e 16.03
2 Allemande . . . . . . .. e 05.13
3 CorTeNte . . . o i e e e e e e e e e e e 09.19
- N | 03.15
5 Sarabande . . . ... ... e 10.12
6 Tempodigavotta . . ... ... ...ttt 03.46
T GIgUE . o o e e e e 14.15

Total time: 62.08

Anton Batagov, piano






Sl cMOTp10 B HOTBI, HA KOTOPBIX HanMcaHo Bach. 5 He 3Hat0, Kak bax xoTen
9TO CJIbIIIATL. Bpsip v Mbl uMeeM npaBo B XXI BeKe TOBOPUTD, UTO Mbl 3Ha-
eM, Kak HaJio urpatb baxa B «ayTeHTMUYHOI» MaHepe. [IpITaThcs BOCCO30ATh
TOT CTWJIb UTPBI, KOTOPbIIT Mbl HUKOTZA HEe CJBILIAIN, TT0b3YSICh MY3bIKO-
BeIUEeCKMMM MCCIeIOBAHUSIMMU, — TIPUSITHBI camoo6MaH. ITosToMy 51 He
MPETEHIYI0 Ha MCTOPUYECKYIO IOCTOBEPHOCTb. MHe XOueTcs, ocTaBasicCh
TaM, IJe S eCTh — 3[1eCh U ceifuyac — MoCTapaThbCs YCIsllidms TO, YTO JABHO
y3Ke 06eCCMBICTIMIOCh B 6€CKOHEYHOM ITOTOKE ITOTpebIeHNs.

MOo>KHO BO3pasuTh: 3TO AaBHO caenasn [meHH 'ynba. Jla, meiicTBUTENbHO.
Ho I'ynbg ymep B 1982 rony, a 3a 3T0 BpeMsI MUP U3MEHUJICS.

Braromapst MMHMMAaIM3My Mbl OTKPBUIM JJIs1 ce0sl Marui0 BHEBPEMEHHbIX
MeIUTATUBHBIX COCTOSTHUI. [locTMOe@pHUCTCKII TTOAX0, PaAVKaIbHO U3Me-
HWI Hallle OTHOIIIEHME K TOMY, UTO Takoe aBTop. COBpeMeHHas KylbTypa — 3TO
MHTEeJJIEKTYaJIbHAs UTPa 110 HOBBIM ITpaBUJIaM; 3TO I1a3J1, COCTOSIIINIA U3 LIUTAT
U CTWJIMCTUYECKUX 3epKajl. Mbl 3a ITociieqHme NecsTUIeTHSI HAyYWINCh C1ef0-
BaTh 3TUM IPAaBWIaM U 3aIIOMHWIN UMEHA [IePBOMPOXOLIEB. Mbl IPUBBIKIIN,
YTO eC/IM Mbl CJIBIIIMM HEYTO, 3ByYalllee MOUYTH KaK CTapMHHA MYy3bIKa, — 3Ha-
unT, 3T0 HaitmaH. Kauatomiyecss MMHOpPHbIE TePIMY 1 BOTHOOOpa3HbIe rmacca-
sku — 970 [macc. BocmomuHaHus 0 paHHed monmdoHuy — 370 [TprT.

UTo KacaeTcs MCIIOMHEHMUS KIAaCCUMYECKO MY3bIKM, TO 3TOT KOHBE-
ep MpoAoKaeT UCIIPaBHO QYHKIIMOHMPOBATh. Mbl BBIXOIMM Ha CIIeHY BO
(pakax u u3BIEKaeM U3 My3bIKaJbHbIX MHCTPYMEHTOB BCE Te ke Iociie-
JIOBaTeIbHOCTU HOT, HanMcaHHble B XIX Beke 1 B Havane XX, UMUTUPYS
«KJIACCUYECKMe» U «POMaHTUYECKMe» 3MoIuu. Kakoe OTHOIIEHME MMe-
€T 3TO SIBJIeHMe K COBpeMeHHO ku3Hu? Hukakoro. MoxkeM /i MbI ceiidac
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MEAOAUS

IBIIIaTh TEM BO3IyXOM, KOTOPBIM AbIIIaaM B Te BpemeHa? He moxkeM. Mbl
SKMBEM B 3T10XY KOHAULIMOHEPOB.

A Mup B LIeJIOM NPeBPaTWICSI B HEIIPEPBIBHBIN ITpoliecc MOTpebieHusl.
Mys3bika cTana 3ByKoBbIMM 000siMu. OHa 3BYyYuT Be3ne. Ee HUKTO yke He
3aMeuvaer, Jaxke eCIM OHa 3BYYUT I'POMKO. DTU KoebaHMs BO3ayxa COBpe-
MeHHOe yXO IpMpaBHMBaeT K TuliMHe. COPOK JieT Ha3aJ JIaU CaIUINCh
y cebst moMa ¥ Cryiiaiu riacTuHku. Ceifuac oM HaCTOMbKO 3aHSITI MHO-
>KECTBOM JieJl, YTO He MOTYT M03BOJUTh cebe MPOBeCT! 4Yac, MPOCTO CUJS
M cayniasi My3bIKy. 3@ 3TOT 4ac MOXKHO OTBETUTb Ha JECSITKU e-MeiyioB
M COODOIIeHMIA, TOTOBOPUTH OFHOBPEMEHHO CO MHOTMMM JIIOIbMU C TTIOMO-
IbI0 Pa3IMYHBIX MeCCEeH/KePOB, 000enaTh, CoenaTh MOKYIKMA B MHTEP-
HeT-MarasyHe, y3HaTb HOBOCTU, TPOCMOTPETb OMP3KeBYIO CBOAKY M ITPOTHO3
TIOTO/TbI, 3aKa3aTh OMJIET Ha CAaMOJIET, — ¥ TIPY 3TOM HU Ha CEKYHAY He ITOKU-
HYTb (eiicoyka. M, e ¢IyliaTh B MalllMHe, MOKHO 3a 9TO BpeMsI IIpo-
exaTb Kak MMHMMYM KWIOMeTpoB 60. Mbl OKOHUYATeNbHO Pa3yuyMIACh
KOHIIEHTpUPOBaThcsl. Eciu 661 Bax BCE 3TO yBUAEN, 1a ellle eMy IMOKa3aau
ObI COBPeMeHHbII1 peKJIaMHbIii POJTMK MM BUIEOK/INUII, OH ObI TOLyMal, YTO
okasascs B any. A I'ynbg mogymai 6bl, YTO OH B TICUXYIIIKE.

U BOT moaToMy ceitdyac xoueTcsl UTpaTh baxa Tak, YTOObI 3TU 3BYKM He
IIPOMEJIbKHY/IM MUMO, KaK MeJIbKaeT BCE, YTO OKpyyKaeT Hac. KaxkapIit amm-
30/, B My3bIKe baxa MOBTOpsieTCsl ABaXKIbI, U S1 UTPAI0 KaXkKAblil pa3 B pas-
HBIX TE€MIIaX, C Pa3HOI apTUKYISIMeN, Kak Obl paccMaTpuBasi OOMH U TOT
K€ KPUCTa/I C Pa3HbIX CTOPOH, NPOXKMUBAsI ONHY XU3Hb PAa3HbIMU IYTSI-
Mu. TeMIIbl B OCHOBHOM MeJjIeHHbIe, HO JIeI0 Jake He B Temmax. Kaxablii
3BYK BO3HMKAET CIIOHTAaHHO, KaK OY/ITO 9TO MMITPOBM3ALIMSI, OOHAPYKMBasI
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B cebe IpPyTyi0 BbIPA3UTENIbHOCTb, IPYTOil CMBICI, KaK OXMBAIOT JeTa-
JI U300paskeHMsT IO, YBEIMUMTEIbHBIM CTEKJIOM. DTO MeAUTATUBHO-CO-
CpeoTOYEeHHOe COCTOSIHME KMBET B CBOEM COOCTBEHHOM HeJIMHETHOM
BpeMeHU. Bpemsi — oTHocuTenbHass BenuuuHa. He 006s13aTesibHO OBIThH
OIHIITEITHOM WJIM JIETATh Ha JaJieKue 3Be3[bl, YTOObI YOeIUTHCS B STOM.
He 06s13aTenbHO ObITH OYAAMIICKMM MOHAXOM, YTOOBI OCO3HATh, UYTO BCE
HallM KOHIEeNUMM YCJIOBHBI M MyCThl. Tak uaM mHave, B My3bike baxa
COAEeP>KUTCS BeCh Halll MOCTMOJIEpHM3M, BeChb Halll MMHMMaIN3M, a TaK-
Ke IkKa3, pOK ¥ MHOTO€ JIpyroe.

WHTepecHO, 4yTO My3biKa [IapTUT He MMeeT MPaKTUYeCKM HUKAKOI CBSI3U
C «TaHIeBaJbHBIMM» Ha3BaHMSIMM yacTeil. bax BOCMOIb30Ba/ICS TIPUBBIY-
HOJ J1s1 TOTO BpemMeHM (OpMO¥t — CIOUTON M3 TaHIIEB — M HATIOJHWI 3Ty
(opmy coBepilileHHO APYTUM cofepskaHueM. Mu-muHopHas [Tapturta — 3To
camble Hacrosiue «CTpacTu», TOJIbKO 6e3 CI0B. Pe-maskopHasi — MucTe-
pus PoxxnmectBa XpuctoBa. A Mexay aTMMU OBYMsI [lapTutamm MHe moKa-
3aJ10Ch YMEeCTHbBIM ChIrpaTh Xopai «Jesus bleibet meine Freude» («ucyce,
yroBaHue moe») u3 kaHTtatbl «Herz und Mund und Tat und Leben» («Cepz-
1le ¥ ycTa, U OessHusl, U XXusHb»). OH CTAHOBUTCS IIEHTPOM 3TOI IByxX4a-
COBOJ1 ITPOTPAMMBbI, U YKe HeT HEOOXOIMMOCTY OOBSICHSITh, O UeM BCE 3TO.
Benp Kaxkmass HOTa, KaXKmasi MHTOHALMS, KaXKObI/i aKKoOphd, My3biku baxa
HecCyT B cebe Ty MpaBAy, PSIOM C KOTOPOi BCE OCTA/IbHOE — HECYIIeCTBEH-
HO, IT03TOMY 3BYUMUT OHa 6€CKOMITPOMMCCHO U IOpOJi Iaske 6GecIIoiagHo,
HECMOTPS Ha OCTIeNMUTENbHYI0 KpacoTy. HeT Takoro myTu K CBeTy, KOTOPbIit
He mposerasn 6s1 yepe3 l'onrody. 5 He 3HAK, CMOTY JiU SI TIepenaTh XOTSI ObI
MaJIEHbKYIO YaCThb 3TOV 6aX0BCKO¥ mpaBbl. Bpsim in. Ho s mocrapaiocs.
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MEAOAUS

OG6bIYHO, KOTHAa S BbIOMpAIO pOSUIb NIJIS 3aIlyiCy, MHE XOUueTcs, 4To-
6bI B KQXXIOM C/Tyyae MHCTPYMEHT COOTBETCTBOBAJ TOW 3BYKOBOIi 3a/iaye,
KOTOpast CTOUT Tepeo MHOJ, M 3Ta 3a/ada Bcerga pasHasi. Mou ajqb60MbI
MocJIefHUX JieT 3amucanbl Ha Steinway 1932 u 1959 ropa u Fazioli. A aty
IporpaMMy S pemmi 3amucaTh Ha posuie Bosendorfer, «cyuaiiHo» 0O6Ha-
pPY’keHHOM MHOIO B apTUCTHU4YeCckoM IieHTpe Yamaha. Bosendorfer — HacTo-
SINIUI apUCTOKpaT B Mupe posiyieit. OueHb 0COOEHHbBIN 3BYK, 6J1arOPOIHbII
" TyOOKMIA, MeTaau3upoOBaHHbI 1 Kak 661 MHOrocioiHbIi. C 2008 roma
cTapeiiias aBcTpuiickasi komnanus Bosendorfer mpuHamjiesxuT Komia-
Huyu Yamaha. 1 BoT 3BOHIO apT-aupeKkTopy Yamaha Artist Services Moscow
OxcaHe JIeBKO M CHpaliMBar, MOKHO JIM CAENAThb 3Ty 3aIllUCh Ha 3TOM
posiie. OHa TOBOPUT: «M0oXKHO. OH TOJBKO UTO TepeBe3€eH B Ky/JIbTYyPHBII
1eHTp 3UJI, 1 TaM OH CTOUT B MaJIeHbKOM 3aJie, Tlie ero 6epeskHO OXpaHs-
10T». U 9Ta 3ammch 6plyIa OpraHM30BaHa Ha 3TOM POsiyie B 3TOM 3ajie.

A Temepb caMoe IJaBHOe. /lejio B TOM, UTO HA TOM MecTe, rae B 1930-e
rogbl 6611 1ocTpoeHd [IK 3WJI, paHbllle HaXoauICcsl HeKporioiab CMMOHOBa
MOHAaCThIpsI. MoOHAcThIpb ObLT OcHOBaH B XIV Beke yueHukom mpm. Cep-
rus PamoHexckoro cBT. @emopom. IIpy COBETCKOM BJIACTU YHUUTOXUINU
¥ MOHACTBIPb (0CTaIaCh TOJIbKO OUeHb MajleHbKasl YacCTh), U KJIaa0ullle, rae
OBLIM TTOXOPOHEHBI MO3T BeHeBUTHHOB, MucaTe/b AKCAKOB, KOMIIO3UTOP
Ans6weB, komtekinonep baxpymmH, gsaas ITymrkuaa H. ITymkud u MHOTO-
YlCIeHHbIe TTPeACTaBUTENN PYCCKUX ABOPSIHCKUX amMminit. KOMMYHUCTbI
youBaaM He TOJNBKO JXUBBIX, HO ¥ MEPTBbIX, & HAWIYUIIUM (QyHIaMEHTOM
IIJIST TIPOJIeTAapCKOM KyAbTYPbl, KaK M3BECTHO, CIYKWUJIM YHUUTOKEHHbIE
CBSITBIHM.
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4 3Han ucroputo atroro moHacteips u [IK 3WJI, HO Korfia mpuexarsn Tyaa
u cTtan urparth... CHavyajga MHe BOOOIe MOKa3ajoCh, UTO UIPaTh SI TaM
IIPOCTO He cMory. TaM MOKHO MJIM MOJT4YaTh, UM MOJUTbHCSI. Ho mmoToMm
s1 TOYYBCTBOBAJI, UTO My3biKa baxa — 3TO TOT BUA, MOTYaHUS / MOJIUTBBI,
KOTOPbI, BO3MOKHO, YMECTEeH B 3TOi CUTyalui, a B KAKOM-TO CMbICJIe
Iaske HeoOXOomMM.

Takoit TpynHOI 3amucu y MeHs1 He Gbulo HUKoOTrma. Kasamoch, UTO
Ka)kaast HoTa BOMpaeT B ce0s1 BCE 9TO, U 3TU COOBITUS IIPOMUCXOIST IIPSIMO
ceityac. 5l moHMMarw, 9YTO ec/iu ObI ST 3alMChIBAI 3TO, HAIpUMep, B Bosb-
IOM 3aJie KOHCepBaTOpuu (a Mbl pacCMaTpPUBAJIM TaKOW BapUaHT) UIU
ecau ObI TOT CaMblii POSUIb CTOSIT B IPYTOM MecTe, s ObI UTpasl MHave.
Ho, 6e3yc10BHO, 3TO JOKHO ObIIIO CTYUYUTHCSI MMEHHO TaM.

U elie OOMH CIOXKET, CBSI3aHHbIN C 3TOM 3aIUChIO.

Kaskgpblii pa3 Bo BpeMsl CTYyAMITHOI PabGOThI 1 6y1arogapio MOEro yum-
Tens, BbIAAerocs 3pykopexuccepa Cesepruna BacunbeBnua Ilasyxu-
Ha, 34 TO, UTO 5 CTAJl He TOJbKO MY3bIKAHTOM, HO U 3BYKOPEXMCCEPOM.
4 Bcerma oueHb TpebGoBaTeNeH K 3BYKY, II09TOMY BaskHO 06CYXIAaTh BCE
CO 3BYKOPEXMCCeEpaMM Ha OJTHOM SI3bIKe, YTOOBI BMECTe HAM TV ITPaBUIIb-
Hoe peleHue. Takue ¢10Ba, HaNIpUMep, Kak «pa3beéM XLR», «mopor Kom-
rpeccopa» UM «KapaAMOUIHbI MUKPOGOH» — 3TO IIJISI MEeHSI TaKoii ke
POMHOI A3BIK, KaK «(a-6ekap», «allegro» uam «crescendo».

I 3amucy Mpexkae BCEero BaskeH BbIOOP MMKPOGOHOB. 3BYKOpe-
xxuccep AHacracus JlykuHa cnpocuiia MeHs: «Kak TOoJbKHA 3By4daThb 3Ta
3ammch?»

Sl mombITasCsS HAalTU KaKye-TO CJI0Ba, HO He CMOT.



Torma oHa mpemyoxunaa: «JlaBail s MpMHECY HECKOIbKO Map Pa3HbIX
MUKPOGOHOB, Thl TTOMUrpaelllb Ha 3TOM posijie, Mbl MOCIyIIaeM, CPaBHUM
" BhIGEpeM».

Pasymeertcs, 9T0 GbuTa MpaBUIbHAS UIEs.

U Bort, crout jsiec mukpodoHoB: Neumann, Schoeps, Sennheiser, DPA.
Bbls1a BO3MOKHOCTD BBIOPATh M3 CAMBIX JIVUILIX MUPOBBIX MOIEJIei, OTITH-
MaJIbHBIX I10 BCeM ITapaMeTpam A1 3amvcu posiist. I Hacts roBopur: «Celi-
yac elle MpueneT OOMH YeJOBeK U IpUHEeCeT POCCUiiCKMe MUKPOGOHbI
Elation. 1 nx Bugena B Jloc-AHmkenece. [Io-moeMy, OueHb 3I0pOBO 3ByYar.
[aBait Toxxe morpooyem».

SI cky urparo, Hacts 3anmuchiBaeT. [IoTOM 30BeT MeHs B alllapaTHYIO
IMOC/TYIIATh.

A cnymaro. Hacta nepekioyaeT TOPOKKY, YTOOBI I CPABHWII, KaK 3BY-
YUT OHO U TO 3Ke, 3alMCaHHOe PasHbIMM ITapaMy MUKPODOHOB. VI BAPYT...

— VX TbI, @ 3TO 4TO? BOT 3TO MMEHHO TO, UTO HY>XHO!

— A 3T0 Kak pas Elation.

YV MeHSI He ObUIO HM CEKYHAbl COMHEHMI M Kojebauuit. Mbl BbIOpasn
Elation. He 6yay TOBOPUTb HMYETO IIJIOXOTO IIPO OCTa/IbHbIE BCEMMPHO 3HA-
MeHUTble MUKPO(OHBI: OHYM 3ByUaT IpeKpacHo. Ho 3T oTinyaTcs mpuH-
LIMITMATbHO. AGCOMTIOTHO KMBOJM 3BYK, TEILIbIN, ObIIIAIINIA, — €C/IU YTOIHO,
«@HAJIOTOBBI». DTV MUKPO(OHBI 3ByUaT TaK, Kak O6yATO 3TO BOOOIIE He
3aMnycCh, @ MPOCTO CUAUIIDL U CJIyIIaelllb XUBOJ MHCTPyMeHT. COrslacuUTeCh,
HEIIPUBBIYHO BMUIETh HA TAKOM JieBaiice Haamch Made in Russia.

AnmoH bamazos
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MEAOAUS

Bosendorfer — crapeiimmii aBcTpuiickuii poprenvaHHbiii 6peH, Bemy-
LI CBOIO MCTOpUIO ¢ 1828 roma 1 1Mo nmpaBy CYUTAIOMINIACS YaCTbIO aBCTPUIA-
CKOT'O HalIM'OHAJILHOTO KYJIBTYPHOT'O Hac/Ienusl.

VHUKaNMbHOCTH posis Bosendorfer 3akmouaeTcs mpeskzie BCero B 6epex-
HOM COXpaHeHUM TPAAULINI ero CO3aHMsl, 3aJI0KEeHHBIX ellle ero OCHOBaTe-
vy — rnamiom u Jlironsurom bésenpopdep. Kaxkapiit MHCTPYMEHT — IO,
VHAVBUAYAJbHOTO TBOpYECTBAa MAacCTEPOB, BIAACIOIMX YHUKAIbHBIMMU
cekpeTaM, MepeJarIiMMUCS U3 MOKOJIeHNsI B MOKOJIeHMe, OT MacTepa K
Mmacrepy. [Iponecc «tBopeHus1» posisi Bosendorfer MOXXHO cpaBHUTB € CO3-
IOaHMeM CKPUIIKM WIM MPOU3BeIeHMs] UCKyccTBa. Kakoe-mnbo mexaHuue-
CKOe BMeNlaTeIbCTBO UCKIIYeHO. KaX bl posi/ib HEITIOBTOPUM.

MIMeHHO YHMKAJIbHOCTb ¥ HEIIOBTOPMMOCTb 3By4aHMs posiieit Bosendorfer
IIpUBJIeKaa U MPOAO/DKAeT MPUBJIEKATh CaMbIX BbIJAOIIMXCS UCIIOTHUTENeN
M KOMIIO3UTOPOB. Ha 3TMX MHCTpyMeHTax Co3[aBajiu CBOM 6eccMepTHbIe MPo-
n3BeneHus ®epenit Jiuct, AHTOHMH [IBopskak 1 Puxapg Barnep. Cpeny OK/IOH-
HUKOB posiieii Bosendorfer — mmmnepatop ®@pani; Mocud I u Ponanbn Pejiran,
JleoHapr bepHcraiin u Mcmucinas Pocrporniosuy, Xoce Kappepac u Ilnacumo
Homuuro, Ockap IIntepcon n Topu Amoc, @psHk CuHatpa u CTUHT.

C 2008 roma cTapyHHBI aBCTPUIICKMIT OpEHT TTPEICTABIISIET B MUPEe KOP-
nopanys Yamaha Music, koTopasi mpu3BaHa COXPaHUTb U MPUYMHOXKUTD
60mee uem 180-1eTHME TPaAULIVM IPOU3BOCTBA (POPTENMAHO, SIB/ISIONIEr0-
CS1 CMMBOJIOM BeJIMKOJ €BPOIIeiCKOI MYy3bIKaJIbHOM KY/IbTYPBI.

Oxcana Jlesxo,
apm-dupexmop Yamaha Artist Services Moscow
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I am looking at the score bearing the name of Bach. I don’t know how
Bach would like it to be played. I doubt we 215t century musicians can claim
we know how to play Bach in an authentic manner. An attempt to rec-
reate a playing style, which we never heard, by studying musicological
texts is just a pleasant self-deception. That’s why I don’t seek historical
authenticity. I want to stay where I am - here and now — and try to actu-
ally hear the sounds, which have lost their meaning in the endless stream
of consumption.

You may argue that Glenn Gould did this long ago. Yes, indeed. But Gould
died in 1982, and the world has changed quite a lot since then.

Thanks to the minimalism, we discovered the magic of timeless med-
itative states. Post-modernist approach dramatically changed our under-
standing of the author’s role. Modern culture is an intellectual game played
by new rules. It is a puzzle that consists of quotations and stylistic mirrors.
Over the last decades, we have successfully learned these rules and memo-
rized the names of the pioneers. When we hear something that reminds us
of early music, we know that this is Michael Nyman. Music with swinging
minor thirds and wavelike passages is Philip Glass. A reminiscence of medi-
eval polyphony is Arvo Part.

As for performing classical music, it is a factory that is still functioning.
We come on stage wearing tuxedos and reproduce the sequences of notes
written by someone who lived in the 19t" century and in the early 20" century
over and over again, mimicking “classical” and “romantic” emotions. What
does this phenomenon have to do with modern life? Nothing at all. Can we
now breathe the 19* century air? No. We live in the era of air conditioning.

p>

MEAOAUS

The world as a whole has become a continuous process of consump-
tion. Music has become background noise. You can hear it everywhere,
but nobody notices, even when it is loud. These vibrations equal silence
to the modern person’s ear. Forty years ago, people sat down at home
and listened to a record. Today’s people are so busy with thousands
of extremely important things that they cannot afford to spend a whole
hour listening to music. While listening to music, you can answer doz-
ens of emails and messages, chat with people from all over the world
via various messengers, have lunch, shop online, watch the news and
the weather forecast, check stock market indexes, book plane tickets...
And do all of the above without leaving Facebook for a second. Or, if
listening to music in a car, we can cover at least 35 miles during this
hour... We have completely lost our ability to concentrate on anything.
If Bach could see all this, and then watched a modern TV commercial
or a music video, he would think he was in hell. Gould would think he
was in a mental asylum.

That’s why I’d like to play Bach now in such a way that these sounds
don’t pass by like anything we hear today. Each section of his music
should be repeated twice, and I play them in different tempos with dif-
ferent articulation, as if contemplating a crystal from different points
of view, or living a life twice choosing different scenarios. The tem-
pos are mostly slow, but it’s not about the tempos per se. Every sound
appears spontaneously, as though it was an improvisation, and reveals
another meaning, another kind of expressiveness. It’s like zooming
in on a picture to see every detail in high resolution. This meditative






concentration has its inner non-linear flow of time. Time is a relative
thing. It is not necessary to be Einstein or an astronaut going to the
final frontier to see that this is true. You don’t have to be a Buddhist
monk to realize that all our concepts are relative and empty. Anyway,
it’s clear that Bach’s music contains all of our post-modernism, all
of our minimalism, as well as jazz, rock, and many other styles.

A curious fact: the music of Partitas has almost nothing to do with
“dance” names of their movements. Bach chose the form commonly
used at the time — a dance suite — and filled it with completely different
content. The E minor Partita is like a Passion without words, and the D
major Partita is a mystery of Christmas. Between these two partitas, I
will play a choral Jesus bleibet meine Freude (Jesus, Joy of Man’s Desir-
ing) from cantata Herz und Mund und Tat und Leben (Heart and Mouth
and Deed and Life). It will be the centerpiece of this two-hour program,
and there is no need to explain what it is all about. Every note, every
intonation, every chord in Bach’s music convey the truth that makes
everything else insignificant. That’s why it sounds so uncompromis-
ing, sometimes even ruthless, while being so dazzlingly beautiful.
There is no path to light that would not go through Calvary. I don’t
know whether I will be able to convey at least a tiny part of this truth
of Bach’s. I doubt it. But I will try.

Every time I choose a piano for my recordings I want the instrument
to comply with the challenge I face in terms of sound, and it’s always
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a different challenge. My albums of the recent years were recorded on
1932 and 1959 Steinways, and a Fazioli. However, I decided to record
this program on the Bosendorfer that I had “accidentally” found at the
Yamaha Artist Services showroom. Bosendorfer is a true aristocrat
in the world of pianos. It has a very special sound, noble and deep,
detailed and kind of multilayered. Yamaha has owned the old Austri-
an brand Bosendorfer since 2008. So I called Oksana Levko, the artis-
tic director of Yamaha Artist Services Moscow, and asked her if I could
make this recording on that piano. She said, “You can. It has just been
moved to ZIL cultural centre, and there it stands in a small hall and
is taken good care of.” So it was arranged that the recording would be
done with that grand piano in that hall.

And now I get to the main point. The place where ZIL cultural
centre was built in the 1930’s had earlier been the necropolis of the
Simonov Monastery. The monastery was established in the 14" centu-
ry by St. Feodor, a disciple of Venerable Sergius of Radonezh. During
the Soviet era, the monastery was destroyed (just a very small part
of it remained in place) as well as the cemetery where poet Venevitinov,
writer Aksakov, composer Alabiev, art collector Bakhrushin, a Push-
kin’s uncle, and numerous members of Russian noble families had been
buried. The communists killed not only the living, but the dead too,
with the destroyed sacred objects acting as the best kind of foundation
for the proletarian culture.

I had been aware of the history of that monastery and ZIL cultural
centre, but when I came there and started to play... At first it seemed
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to me I would simply be unable to play there at all. You can either keep
silent or pray there. But then I felt that Bach’s music was the kind
of silence/prayer that was possibly appropriate in that situation, and
even essential in a way.

I had never had a recording as difficult as this one. Every note
seemed to absorb all that, and it seemed that the events of the past
are taking place right now. Definitely, if I was recording it, for exam-
ple, at the Grand Hall of the Conservatory (we were considering that
option at some point), or if this very piano was someplace else, I would
have played differently. But of course it was destined to happen at that
very place.

And one more story related to this recording.

Every time [ work in a recording or mixing studio, I thank my teacher
Severin Vasilievich Pazukhin, an outstanding audio engineer. Thanks
to him, I became not only a musician, but also an audio engineer, too.
I’'m always very demanding when it comes to sound, therefore it’s
important to discuss everything and be on the same page with an audio
engineer to find the right approach together. Words like “XLR connec-
tor,” “compressor threshold” or “cardioid microphone” are as much my
mother tongue as “F natural,” “allegro” or “crescendo.”

The choice of microphones is of primary importance for record-
ing. Recording engineer Anastasia Lukina asked me, “How should it
sound?”
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I tried to find some words, but I couldn’t.

Then she suggested, “Let me bring a few pairs of different mics,
you’ll play this piano, we’ll listen, compare and choose.”

That was the right idea indeed.

And there we are, with a forest of microphones — Neumann, Scho-
eps, Sennheiser, DPA. We had a possibility to choose from the world’s
best models with optimal parameters for piano recording. And Nas-
tya says, “There’s a man coming with Russian Elation mics. I saw them
in Los Angeles. I think they sound great. Let’s try them too.”

So I’'m sitting and playing, Nastya is recording. Then she calls me
to the control room to listen.

I’m listening. Nastya is switching the tracks for me to compare
how the same thing recorded with different pair of mics sounds. And
suddenly...

“Wow, what’s this? This is exactly what I need!”

“That’s Elation.”

I didn’t give it a second thought. We chose Elation. I’'m not going
to badmouth the rest of the world famous mics; they are fine. But these
ones are fundamentally different. An absolutely natural sound, warm
and breathing — “analogue” if you please. These mics sound as if it
wasn’t a recording at all. They sound as if you were just sitting and lis-
tening to a live performance. It’s unusual to see the inscription Made
in Russia on a device like that. Don’t you agree?

Anton Batagov
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Bosendorfer is a famous piano brand dating back to 1828 and right-
fully considered a part of the Austrian national cultural heritage.

What makes Bosendorfer pianos so unique is first of all careful pres-
ervation of the traditions of the craft established by the founders -
Ignaz and Ludwig Bosendorfer. Each instrument is a fruit of personal
creativity of the craftsmen, who have unique secrets passed on from
generation to generation, from craftsman to craftsman. The process
of ‘creating’ a Bosendorfer piano can be compared to the making of a
violin or a work of art. Any mechanical interference is out of the ques-
tion. Each piano is unique.

It’s the unique and inimitable sound of the Bosendorfer grand pianos
that has attracted the greatest performers and composers. Franz Liszt,
Antonin Dvordk and Richard Wagner created their immortal works
on these instruments. Emperor Franz Joseph I, Ronald Reagan, Leon-
ard Bernstein, Mstislav Rostropovich, José Carreras, Placido Domin-
go, Oscar Peterson, Tori Amos, Frank Sinatra and Sting are just a few
names of those who enjoyed playing Bosendorfer pianos.

The centuries-old Austrian brand has been represented world-
wide by Yamaha Music since 2008. The company intends to preserve
and develop the more than 180-year-old traditions of piano crafting,
a symbol of the great European music culture.

Oxana Levko,
Yamaha Artist Services Moscow, artistic director
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