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«Bonvuioii macmep, 6oavuas
JIUYHOCMb, OONBUOTI MANAHN»
dmuco Bupcanamase

18 aBrycra 1978 roga B rasete «CoBeTcKas KyJbTypa» MOSIBUIACh CTaThsl «TamaHT
OTPOMHOIJ CUJIbI», IOCBSIILIEHHAs! MCIIOJIHUTEIbCKOM HesiTeabHOCT Mapum Uspa-
uneBHbI 'puHOepr. Bpoze 6b1, HUUEro HEOOBIYHOTO, HO BHMMATETbHOTO YMTATENS
MOIJIO YOUBUTD, UTO CPAaBHUTEIbHO HEGOIbINAs 3aMeTKa Oblla HalyucaHa TPeMs
aBropamu — l'eopruem CBUpUAOBBIM, TMXOHOM XpeHHUKOBBIM U CBSITOC/TIaBOM
PuxrtepoM. UTO ke MOIJIO CBECTM BMeCTe CTOJb AMaMeTPaIbHO MTPOTUBOIIOIOXK-
HBIX JIMYHOCTEN, KaK XpeHHUKOB U Puxtep? OTBET MpoCT — 3TO ObUIA HE PSII0-
Bas 3aMeTKa, 3TO 6bLT HeKpoJior. [1o HemucaHbIM 3aKOHAM OOIIEeCTBa pPa3BUTOTO
colManu3Ma, UCIIOTHUTEb CO 3BaHMeM «3acty>keHHbIit aptuct PCOCP» He umen
MOCMEPTHOTrO MpaBa Ha MosBIeHMe HEKPOIoTa HU B O HO IIeHTpalbHO rasere,
¥ TIOSIBUBIIASICSI HEOOJTBIIIAS 3aMeTKa — JaHb ITyOOKOTO YBASKEHMSI TAMSITY OIHOI
M3 CaMbIX 3HAUMTEIbHBIX MTMAaHUCTOK XX BeKa.

Mapusa UspanneBHa I'pun6epr pogunack 6 ceHtssops 1908 roma B Omecce —
ropojie, C MOJTHBIM ITPAaBOM 3aHMMAIOIIMM YHUKAIbHOE MECTO KOJIBIOEIN I1esI0ii
TUIeSIIBl BBIJAIOIINXCS COMMCTOB-MHCTPYMEHTAIMCTOB YIIEeAIIero Beka (OMWUIb
I'mnenbc, CsatocnaB Puxrtep, HaBup OiicTpax, Hatan MusbiiTelid, SIKoB 3ak
U MHOTMe Ipyrue).

I'maBa cemby, oter] Mycu I'puHOepr, 6611 B 6BITOBOM OTHOIIIEHWY TIOJTHBIM Hey-
JAauYHMKOM (He MMeJ HUKaKOi «3eMHOoi» mpodeccum, uspenka ImoapadbaThIBa
YpOKaMI ApeBHeeBPeiicKoro si3bika). Ho — 1o mMepe B3pocieHUS] M UHTENIEKTY-
aJIbHOTO co3peBaHMst — Mycst Bce 6osbliie cOmmsKanach ¢ HUM, M, OUEBUIHO, UTO
MHOTMe Yachl, IpoBefeHHbIe B 6ecenax, MOPOIUIN Ty YIIyOIeHHOCTh, OTCYTCTBUE
BHEITHEe 9K3abTaly 1 GuUaocoPUIHOCTD ee TOAX0a K UCIIOTHEHMIO IIeIeBPOB
My3bIkM XIX-XX BEeKOB, BOLIEIIMX B €€ pernepryap.

Opecca 1920-x romoB skmuia U Ablliana My3bIKOH, BIUIOTh 0 TOTO, YTO CYyIIle-
CTBOBAJ aHEKIOT: «Ecu no yauye Odeccol udem manviux, Uy Hez0 8 pyKe Hem CKpu-
NUYHO20 ymasapa, 3Hauum oH — NUAHUCM». TIpaKTUUECKM B KaXKIO0i ceMbe OGbLIOo

MMaHMHO. B cembe Mycu NMmaHMHO He ObLIO, M IeBOYKA BHAuaje 3aHMMAaIach
Ha MHCTPYMEHTe coceeii. BrociecTBuy MHCTPYMEHT ObUT PUOOPETEH B PE3YIb-
TaTe GJAarOTBOPUTEIBLHOrO cH60pa, OPraHM30BAaHHOIO MHTE/IMIeHLIMel ropoga
(8 1920-x rogax B Opeccy nmpuexanu MHOTME yUeHble, Bpaul, IPeICTaBUTENU I PyY-
IMX MHTEJ/UIEKTYaJbHbIX Ipodeccuii, cracaschb OT TOJIoOfa M paspyxXu IpaskaaH-
CKoIt BOViHBI). OGHAKO HEBO3MOXXHOCTb MOJHOIEHHOTO PaHHEro0 MY3bIKaJbHOTO
obpasoBauus (Mycst [pMHOGEPT IPUCTYIIMIIA K CEPhE3HBIM PETYISIPHBIM 3aHSITUSIM
B Bo3pacTe 10 j1eT) chirpajia CBOIO MONIOKUTEIbHYIO POJIb — yHepersa ee oT cobsas-
HOB BYHJIepKUH/ACTBA. HO C HauasoM pery/isipHbIX 3aHSITUIL ee pa3BUTHE MOILIO
CeMMMWIbHBIMMU 1IaTaMu, U Yepes [Ba rofia, B Bo3pacte 12 jieT, OHA yKe BbICTY-
Tajza c OpKeCcTpoM, UCIIONHSAS IIePBYI0 YacTh KOHLepTa I'pura (Zupmskuposai I'pu-
ropuii CTO/ISIPOB).

IMepBbiM yunTenem Mycu ['punabepr 6611 JaBua CamoiiioBua Ajicbepr, B FOHO-
CTU cTaskupoBaBmmiicst y Teomopa JlemeTuiikoro. OgHaKo, 6bICTPO B3SIB Y CBOETO
TepPBOro yYMUTeNs BCe, YTO MOTIJIA [aTh «IIKOa JIeMeTUIKoro», MMaHuCTKa BCe
OCTpee YyBCTBOBaja HACTOSITEJIbHYI0O HEOOXOAMMOCTDb pacIIMpeHus Kpyro3opa,
TOMCKa MHBIX, He 00513aTe/IbHO IMPOTUBOITIONIOXKHBIX, HO 00jiee COOTBETCTBO-
BaBIIMX €e BHYTPEHHEMY MMPY CIIOCO60B BbIpa>keHMSI MY3bIKaJIbHBIX MBIC/IET]
Y YyBCTB. 3HAUMTEIbHYIO POJIb B ee GOpMUPOBAHUM ChITpasIo 001IeHMe ¢ BepToii
MuxaitnoBHO# Peitur6anba. B Te rombl PeitHr6anby eile He uMesia TOI M3BECT-
HOCTM, KOTOPYIO OHAa MOJy4YMja Iocie mobembl ee yueHuKa IMuist [miienbca
Ha IlepBoM Bcecoio3HOM KOHKypCce MY3bIKAHTOB-UCIIOJHUTENEeH, OJHAKO ee
XYIOKeCTBEHHbIe U MeJaroruyeckyie MPUHIMUIIbI 6bUIY MOJHOCTHI0 ChOPMUPO-
BaBIIVMMCSI, €e KOHCYJIbTalUMM ObLIM MUCKIIOUUTEIHHO IIJIOMOTBOPHBI JIJISI pa3-
BUTHUS HauMHAaIOLei nmMaHmucTku. Mapunu Ipunubepr B IOAPOCTKOBOM BO3pacTe
OBV TIPUCYILIU Y TTOBBIIIEHHBIN MHTEPEC K OKPYXKAIOIIEMY MUPY, U HEKOTOPBIN
«JIyX MTPOTUBOPEUNSI», U CTpeMJIeHN e «II03HaThb Bce». VI B UTOTe melicTBUS BCeX,
IOPOJi pa3sHOHAIIPABJIEHHBIX BEKTOPOB €€ YBJIEUEHMIT, €€ MOKHO ObIJIO YBUIETD
B POIM aKKOMITAaHMATOpa AOMAIlHMX BOKaJIbHBIX BeU4epOB, KOHIEPTMeNcTepa
B YaCTHO CTYAUM TaHIIA U TIJIACTUKY, TMaHUCTA MY3bIKQJIbHOTO COITPOBOXKAEHMS

a BoicTyIUIeHMIT Codby MuxaitmoBHbl PeitHroanb (cectpbl BepTbhl MuXaitJioOBHBI)



C TaHIaMM B cTuiie Aiicemopsl JyHKaH (3TO COTPYAHMYECTBO MPOLOIKAIOCH
YyTh MeHee JIBYX JieT). bbuin Takke MepBbie OMbIThI B COUMHUTEIBCTBE (CTUXOB
Y MY3BIKM).

OpHaKo BOIPOC O MPOJO/DKEHUY TTOTHOLIEHHOTO MY3bIKaJIbHOTO 06Pa30BaHMUs
OKOHYATEIbHO PeIlleH TaK U He 6bLI, HaZo 6bII0 cooupaTtbesi B MockBy. Ha mepe-
€31, 06yCTPOICTBO U TIEPBOE BpeMs MMPOKMBAaHMS HY>KHbI ObUIM AeHbIU. B Ofecce
ObUIM OpPraHM30BaHBI IBa 6JIAaTOTBOPUTENbHBIX KOHIIEPTA, BECh CO0OP OT KOTOPHIX
(B OMHOM M3 HUX IIPUHSIT yUaCTHe COBCEM IOHbIN B Ty mopy OiicTpax) ObLT IIpegHa-
3HAueH )i oTuIaThl epee3na Mapun ['puH6epr B MOCKBY.

[MocTynMB cHauanaa Ha MY3bIKAIbHBIN pabdak mpy MOCKOBCKOI KOHCEPBATO-
puM, a Ha CJIeQYIONINIA TOM M B caMy KOHcepBaTopuio, Mapus ['puHOGepr crasia CcTy-
IeHTKoil Kinacca ®enmkca MuxaiimoBuda BaymeHdenbaa, MMaHuCTa U IUPOKepa,
MY3bIKaHTa C HEe3bIOJIEMbIM aBTOPUTETOM cpeay Kojuter. OMHaKO K TOMY MOMEHTY
OH 0BT cepbe3HO GOJIEH — IOUTM He paboTayny mpaBble pyKa M HOra, IMOKa3bl-
BaTh 32 MHCTPYMEHTOM OH yKe He MOT. Ho, 6yayuy My3bIKAHTOM MCKITIOUNTETHHO
pPa3sHOCTOPOHHMM, OH CBOMM yYeHMKaM IIPMUBUBA B HEKOTOPON CTeleHu OUPU-
SKePCKUIA, T.e. MHOTOILIAHOBBINM, AuQdepeHlpoOBaHHbI, Haske MU3O0IIPEeHHbI
B 3BYKOBOM OTHOILIEHUY MOAXOM, K MHCTPYMEHTY, Y 3TO He MOIJI0 He MMIOHUPO-
BaTh CTyJI€HTKe-IMMaHUCTKeE.

[IpaBpa, kKak OHa Mucana B OLHOM M3 CBOMX muceM, «y Denukca yi maxas
cucmema: He8axcHO Nvecy 3aKOHUUMb — B8A}CHO HAOpAmb U3 Hee CKOJIbKO MOMCHO
Mamepuana, a nomom nepetimu k opyzoii. Omuwinugoska — 3mo yxce caedyowas
cmadus, omHocsauascs He K yueHuuecmey». ®enukc BaymeHdenbn croHUamCsS
21 suBaps 1931 ropma, u B Mmapte Mapust I'puH6Gepr nmepenuia B kiaace KoHcTaHTHHA
HuxomnaeBuua UrymHoBa. Ceiiuac CJIOKHO cebe MpefCcTaBUTh, TIOUEMY ObLIT CIe/aH
MMEHHO TaKoi BbIGOD (B TO BpeMs B KOHCepBaTOpuM npenonasaiu lenpux Heii-
rays, Anekcaunap lonbgenBeiisep, Camymn ®eitabepr), na u cama Mapust Mspau-
JIEBHA B CBOMX MHTEPBbBIO B MOCIENYIOIIME TOABI 3aTPYIHSIACH €r0 OOBSICHUTD.
C onHOJi CTOPOHBI, BCE, BpOJiEe Obl, IOTMYHO — VITYMHOB YK€ B T€ TOfbI CUMTAIICS
OOHMM M3 TMaTPUapXxOB PYCCKOM MMaHUCTUUECKON LIKOIbl, HENPEB30iAeHHbIM
muHTeprupetaTopoM llloneHa, YaifkoBCKOTO U APYTMX POMAHTUKOB, ITpodeccopom,

BOCITUTaBIIMM MobenuTens [lepBoro KOHKypca mmaHuctoB umenu IlllomeHa —
JIbBa O6opuHa wu T.n. Ho ciemyeT mpUHSTH BO BHMMaHMeE XapaKTep UM 0COOeH-
HOCTY MUPOBOCIPUSITUS 24-7IeTHEI CTYIEHTKU. A B 3TOM OTHOIIEHUU BCE OBLIO
He COBCeM 00BIYHO. PoOyBIIMCh B KpaiiHe 6eqHOM ceMbe, C IeTCTBA MMO3HAB BCe
TATOTHI HEYCTPOEHHOTO ObITa, Mapusi IpuHbepr He Morjaa He IPUBETCTBOBATH
MIPOBO3IJIallaBIINECS, @ YaCTO M HaCaXAABIIKECs B TO BpeMsI Measbl TIOCTPOEHUS
«HOBOTO MUpa»: BceobIlee PaBEHCTBO, OTPUIIAHNE, HEPEOKO TOTAIbHOE, BCETO,
YTO GBIIO paHee, «UCKOPEHUM Nepedumxu npouliozo», U Mpou. B Mupe My3bIku
TTOJIHBIM XOJIOM IIJIO HacakmeHue uaeanoB PAIIMa. Mycs I'punbGepr He ocTaiach
B CTOPOHE OT BCETO MPOUCXOSIIIETO.

liutata n3 ee mucbma JIngum MyxapMHCKONM (My3bIKOBe[, Ioapyra Mapum
T'punbepr): «Kakum OoceH Obimb co8peMeHHblll uenosex? ...CoepemeHHblll ueno-
8eK dosviceH O0blmb 0e3XAN0CMeH K HecogpeMeHHbIM Jitodsam. K uepmy cesimole dend,
Onazouecmue, dobpodemenu, CAmMoomeepiHeHHOCMs U npouue zadocmu! Ham HyxcHol
JIH0OU C SICHBIM, HUBBIM U 27IYOOKUM YMOM, C cepoueM, OmKpPbslmsiM Ol 00UleCmeeHHO-
nose3Hwix 0es U 3aKkpblmsim 0Jisl HACMHbIX, 8 Yulepb 00ulecmeeHHbIM... “Pegonioyus —
8UXPb, 0MOpaAcslealoOWUL 8cex, KMo eli Conpomuensemcs, unu Kmo He c Heto”. C1abbvim
Hem Mmecma 30ecd! ...Kak s pada, umo npowno epemsi poMaHmuku, ociaonswouiel
dyuty u Hanpsiearoueli Hepgol. “Cepoye Hawe — 6apaban!”- ckazan MaskoscKuti».

MO3KHO MPEeATIONOXKUTD, YTO, YACTUUHO BOTUIONIAS B SKM3Hb MTOJOOHBIE UIEAITBI,
Mapust I'puuGepr B 1929 romy BbIlIUIa 3aMY3K 3a CTYIEHTa BOKAJTbHOTO (aKyIbTeTa
KoHcepBaTtopuu Ilerpa TuxoHoBmua Kupuueka (BbIXOALia M3 CEMbU LIAXTEPOB)
M BBICTYIIaJIa B KaueCTBe ero akKoMIaHMaTopa BIUIOTh Ho 1935 roma (3aMeTum
B CKOOKax, uTo Kupuuek B OCHOBHOM CTaJl M3BECTEH KaK MCIIOJIHUTEb TECEH,
Takux Kak «IlecHS o dekucrax», «Mapil COBETCKMX TaHKUCTOB», «DUSKYIbTYp-
Has 60eBas recHs», «B koMMmyHM3M Benukuii CTaqmH Hac BeneT»). Ho 66110 6bl
GOJbIION OUIMOGKOIM CBECTM IHEPTeTUKY MOJIOJOCTHU, CTPEMJIEHME K PEealbHOMY
IeVICTBUIO, MPeoOpPa30BAHUIO AEMCTBUTEIbHOCTH, MPUCYIIME MMUPOOIIYIIEHNIO
I'puuGepr B Te rofpl, K IPUMUTUBHOMY C/1€I0BAHMIO HACAKIABIIMMCS JIO3YHTaM.
B mucbMax K CBOMM Jpy3bSiIM OHa HEOLHOKPATHO MOAUEpKUBAsa: «s UY8CMEYH

’ MH020 meopyecKux Cuji, HO HUKAK He UCnoJib3yrl0 Ux, OHU Jiexcam 20e-mo anICKO,



u 8 3mom eude npedcmassOm Kaxk 0sl HU 071 Uez0 U HUKOMY HEHYHCHYIO U3TUUIHION
msiecmo». TeM He MeHee My3bIKaJIbHOE COBEPILEHCTBOBAHME 1IJIO CBOUM IIyTEM,
MaJjIo O6IIETr0 UMEIOIIUM C AEKIAaPUPOBAHHBIMU BhIIIE «IIEHHOCTSIMW»: «...Heparo
xopanel u ¢ysu — He 6ce, monvko opeaHHsle, Bmopoii koHyepm PaxmauuHosa,
conamy “Ilo npoumeruu Jaume”...». PerynspHoe o61ieHne ¢ ITyMHOBBIM He MOTIJIO
He OTPasuUTbCS HA MMPOBO33pEHUM MUAHUCTKU. [la ¥ caMo 3TO MMUPOBO33peHue
HeJb3s1 ObUIO CUMTATh CHOPMMUPOBABIIMMCS: B YaCTHOCTHU, ['puHGepr momyunia
BBITOBOD, OObSIBJIEHHBI B ITPMKa3e 10 KOHCEPBATOPMM 3a MPOBA/IEHHbIN 9K3aMeH
10 MapKCU3MYy-JIEHUHU3MY, YTO MIPUBEIO K HEBO3MOKHOCTU MOMYYUTh AUILIIOM
006 OKOHYaHUYM KOHCepBaTOpuy 6e3 rmepecaayy 370MOTYIHOTO SK3aMeHa. [Iuriom
OBLT ITOTyY€H, HO JIMIIb CITYCTSI TO[I.

Mapus I'puabepr 3akoHUMIA Kypc 00ydueHMss B MOCKOBCKOJ KOHCEPBATOPUM
BecHON 1932 rona, UCIIOIHMB Ha BBIITYCKHOM 3K3aMeHe Bropoii koHuepr Pax-
MaHMHOBA (IT0 KIaccubUKAIMM TeX THel — SMUTPaHTa, YyTh JIM He IIpemaTesis
Popunel). B suBape 1933 roga nuaHucTka nocrynuia B IlIkomy BbeICIIero xymo-
>KeCTBEHHOTO MacTepcTBa Mpu MOCKOBCKOI KOHCepBaTOpPUM (aHa/IOT COBpeMeH-
HOJ aCIMpaHTyphl) 10 Kaaccy UryMHOBa, KOTOPYIO OKOHYMIA jJeTomM 1935 ropa.
B 3Ty romibl MpOM30IILIM 3HAKOBbIE 715 ee Guorpaduu cobbiTus: Mapust I'puabepr
MPUHMMAJA yJacTue BO BCeCcO3HBIX KOHKYPCAaX MY3bIKAHTOB-UCIIOTHUTENEIA.
Ha INepBom koHKypce (1933) oHa He BOIJIA B UMCJIO JIaypeaToB, YAOCTOUBIINCH
JIUIIb TTOYETHOTO OT3bIBAa M AUIIOMA 32 aKKOMIIaHeMeHT Kupuueky, HO MCKIIIO-
YNTETbHO BAKHBIM [JiI IOHUMMAaHMSI €€ Xy[IOKeCTBEHHOV BOMIOLIVM U MHUAHU-
CTUYECKON OJapeHHOCTH TMPECTABISIETCS OTOOP MbeC, COCTABMUBIINX MPOTPAMMY
BBICTYIIEHMsI. DTO, B YacCTHOCTM, ObLIM coHata N2 29, Op. 106 BerxoBeHa
(Hammerklavier) u Bonbliasi koHIiepTHas daHTa3uss Ha TeMbl onepbl Moliapra
«JIon XXyan» JIucta. O6a pousBeqeHus U3BECTHBI CBOEH VCKITIOUMUTEIbHOIM CIOXK-
HOCTbIO ¥ IMaHUCTUUECKH, U C TOUKY 3peHUS TOCTpoeHust GopMbl TPOU3BEIeHNS],
PaCKPBITUSI BHYTPEHHETO CofepskaHus (0COGEHHO 3TO OTHOCUTCS K coHaTe beTxo-
BeHa). TeM He MeHee MMaHUCTKA pelInach Ha Takoi UCIOTHUTENbCKUI TOLBUT.
Vuactue Bo Bropom Bcecorosnom koHKypce (1935) 66110 6071ee yerneiHbiM, ['prH-
6epr Mojyuusa BTOPYIO IIPEMMUIO.

B 1936 romy Mapwust ['puHGepr BbIIIIA 3aMY3K BO BTOPOI1 pa3 3a IOJIbCKOTO MT03Ta,
KOMMYHMcTa-sMurpanta CranmcnaBa Puuapgosmua Cranme. OH ObLT cTapiie ee
Ha 11 yeT. 910 6L YeI0BEK cO CHOPMUPOBABIIENCS CUCTEMOI B3IJISIIOB, UeJIOBEK
[Ty6OKOI MHTEJUINTEHTHOCTY U BBICOKOI Ky/bTyphI. [IocIe 3HAKOMCTBA C HUM BCe
TIOUCKM ce6st B 00ILEeCTBe U KU3HU ObLIM OTOPOIIEHDI, 1IeJIX U 3aJauy, CTOSIBIINE
repeq; MCITOMTHUTENbHUIIEI, CTaIM el SICHbI, OHA oOpesia IyIIeBHOe paBHOBECHeE
U, TI0 CYTH, C ITOTO MOMEHTA HavajICs IMyTh BOCXOskAeHMss Mapuu I'puHO6epr K Bep-
IIMHAM UCTIOTHUTENbCKOTO UCKYCCTBA, CBUAETENSIMI Yero CTAINU ThICSYM CTyIla-
Tesieit ee KOHIEPTOB 3a 6osiee yueM 40 JIeT UCITOMTHUTENTbCKOI TesITeTbHOCTH!.

BecHoii 1937 rogma Mapust I'pun6epr 6bpl71a 0TOOpaHa B KaUeCTBE MEPBOT0O KaH-
IupaTa Ha noesnky B BapmaBy Ha Tpetuit MexXmyHapOomHbI KOHKYPC TMaHUCTOB
umenu @. lllonena. IToe3aka He COCTOsIaCh — OHA kaana pebeHka. Bpak co Crange
npoayiuics Hemonro — B 1937 rogy CraHge 6bI1 apecToBaH, 1-ro okTsa6ps 1937 roma
CYZIMM ¥ B TOT 3Xe IeHb PacCTPesIsiH (OH ObUT TOCMEPTHO peabuanuTPOBaH BoeHHOI
Kosterueit BepxosHoro cyma CCCP 5 Host6pst 1955 roma). Ho 6ema HuKOra He MMpu-
XOIMT ofHa. B Hauane 1938 roga B 3acrenkax HKB]I cruuys u ee ortell. Mapust 6b11a
yBOJIeHa U3 mTaTa MOCKOBCKO# dumapMoHuu. MaTh U cecTpa, JTUIIMBIIUCH TTOJ-
nepxkku B Onecce, mepeexanu K Heit B MockBy. Ho 1 3To He Bce, MPUXOAWIN U 3a HEA.
Mo 3akoHaM Toro BpeMeHnu Mapwust ['puHOepr, Kak skeHa Bpara Hapoja ¥ Jo4ub Bpara
Hapopa, NoKHA Obly1a 6BITH COC/IaHA, a peGEHOK TIOMEIIEH B CIIelUaTbHbIN MHTEp-
HaT [ JeTeli Bparos Hapopa. Criacaa uyMcTas CTydyaifHOCTh — IpulleAlnne 3a Helt
corpyguuky HKB]I 6bIny 03afavyeHbl HaIUMYMEeM MIIafieHIla, 0 KOTOpOM B opiepe
He 6bITI0 HM ¢J10Ba, [pMHGEPT B TOT MOMEHT apecToBaHa He 6b1/1a, a 3aTeM JeJ10 KaK-TO
COLIJIO Ha HeT. I3BeCTHO TOMBKO, UYTO OHA HY Ha CEKYHAY He ITOBepuia B BUHOBHOCTD
MY>Ka, XOTSI 9TO CTOWJIO i JOJITMX YaCOB MyUMUTENbHbBIX Pa3MbIIJIEHUI (BCIIOMHUM
6e30rOBOPOYHOE MPUHSTHE eif JJO3YHIOB MOCTPOEeHMS] HOBOTO MUpA), OHA IMcaia
CranmyHy. ApXMBBI 3aKpBITHI, UTO ObUIO B 3TOM IMCbMe, Mbl He y3HAaeM HMKOT[A.
Mapust ['puH6epr ocTanach oHa ¢ MaJIEHbKUM pe6eHKOM U OBYMS MKIMBEHIAMM
Ha pykax. Tak Kak ee My ObUI apecTOBaH, OJHA U3 IBYX 3aHMMAEeMbIX UMM KOM-
Hart Obl71a oToOpaHa. M B ocTaBIleiicss KOMHATe OHa Kijia BMeCTe ¢ TOUYKOi, MaMoii

0 cecrpoii 15 ner.



K xoniry 1938 roma uepena katacTpod cTajga IMOHEMHOTY 3aKaHUYMBAThCS,
OCEHbIO ee BOCCTAHOBWIM HA paboTe B puIapMOHUM, XOTSI [TIOHAYATY OHA BBICTY-
TaJia JUIIb B COOPHBIX KOHIIEPTAX M B KAUeCTBEe aKKOMIIaHKaTopa. Tparnueckue
COGBITHS TEX JIET HE OCTAINCH 6e3 mociencTuit. Mapus I'puHGepr B I71a3ax yrpas-
JIEHLIEB OT MY3bIKM HaBCETA OCTAJIaCh «HE Halllei», MaprmHaaoM, He MMeIOIM
IpaBa M BO3MOKHOCTU IOCTPOUTH CBOIO KM3Hb U Kapbepy, KakK 3TO Aealiu ee
coOpaThs 10 UCIIOTHUTETBLCKOMY 1exy. 1 aTo TeM 6oJiee CTpaHHO, Beb, HAIIPU-
Mep, Y PuxTtepa 6611 permpeccupoBaH OTell, & MaTb SMUTPUpoOBaia B [epmaHuMio
BMeCTe C OTCTynaBmnMu u3 Ofecchl HeMelKMMMU BOiicKaMu; B ceMbe ['miienbca
OB perpeccupoBaH OAMH U3 CHIHOBEN OTIIAa OT IIepBoro 6paka...

[Mociie Havana Benukoit OTeuecTBeHHO BOViHbI Mapust [puHOepr 3BaKyu-
poBajiach BMecTe ¢ ceMbeit B CBepaoBck. Tam oHa pa6oTaia B GUIapMOHUMU
¥ B MY3BIKQJIbHOM yumniie. OmsaTh ykacatomasi 6eJHOCTb, KYIIUTb MPOIYKThI
Ha pbIHKe HepeanbHO. Mapus I'punabepr Gepercs 3a a00ble My3bIKaJIbHbIE
moapaboTKM, BIUIOTh O MUTPbl HA JUTABpax (MMHMMAJIbHBIN OMIBIT B MOM06-
HOTO pOJa MCIIOJIHUTENbCTBE OHa Ionyuymia eme B Opecce). [TomyunB BbI30B,
B MapTe 1943 rona BepHy/iach B MOCKBY, cemMbs ocTanach B CBepA0BCcKe (HbIHE
EkaTepunH6ypr). Hauanuce BbICTYIUIEHUS HA paauo (MIPOAO/IKABIIMECS BILUIOTh
o 1950-x rofioB), mOCTeNleHHO pa3BopauMBagach KOHIEPTHAS AeSITeTbHOCTbD.

OpHOJ M3 KyAbMMHALIMI ee MCIIOJIHUTENbCKOM Kapbepbl B Te TOAbl CTaJo
MUCIIOJIHeHMe TOJIbKO UTO HalMCaHHbIX Npentoanuit u ¢yr llloctakoBuya Ha KOH-
1epre B MajioM 3ajie KOHCEPBATOPUM B MPUCYTCTBMM aBTOpa (27 CeHTAODPS
1952 rogpa). Ilepen Tem KOHIIePTOM OHAa Aaske OTKa3ajach IpelBapuUTEIbHO
MOKa3aTh CBOW0 TPakToBKy IllocrakoBuuy (6ymyuu abGCOMIOTHO YBEPEHHOI
B MPaBWJIbHOCTU TOTO, YTO [€JaeT), U TEM He MeHee 3ac/yXuaa ero MojHoe
omo6peHne. B ToM ke romy oHa GbTa BbIABUMHYTA Ha CTaJIMHCKYIO MTPEMMUIO.
Wrpana nepen KomuteToM 1o NpeMusiMm 3aMedaTelbHO, HO KJIefiMO «He Halla»
cmenano cBoe meno — npemuio He ganu. [lloctakoBuy xyomnotan 06 opraHmu3sa-
LIMM ee KOHLIepTOB Ha pecTtuBaiie «IIpaxkckas BeCHa» — eii He pa3peliyi Bble3]
B KauecTBe COJMCTKM, ¥ OHA IoIayia Ha ¢heCcTUBaIb B paHre akKKOMITaHMATOpa
monopoi ckpunauku Hennm IIKOMBHMKOBOJ, a y’)Ke Ha MeCTe OpPTaHMU3aTOpPbI

(ecTtuBasss cymeny yCTpOUTh U COIbHbIE BBICTYTIIeHMSI. OTHAKO YaCThb XJIOIOT
[locTtakoBuya (rmpyu noagepskke ['miaenbca) ypeHUasach ycrnexom — B 1952 rogy
I'puHGepr mosyunaa IByXKOMHATHYIO KBapTUPY B BBICOTHOM AoMe Ha KoTesb-
HUYeCcKoi HabepexkHO MOCKBBI-peKu. DTO ObLJIO CPOIHU Uydy — CBOSI KBap-
THpa B CTAIMHCKONM BBICOTKE [IJIS1 apTUCTOB!

IlepBoe MOC/TIEBOEHHOE HecsaTuiaeTne s Mapuu TpuHbGepr — rmepuof,
HEYKJIOHHOTI'O BOCXOXIEeHMS K BepIIMHAM MacTepCTBa, paclIMpeHMs perepTy-
apa, OKOHYATeJIbHOTO (OPMUPOBAHMS UCIIOTHUTEIBCKOTO 06MKa. Ho, oka3bI-
BaeTCs, UCTIbITAHMUS ee BOIU He 3aKOHYMIIUCh.

B koHIe 1954 roma oHa Havajia TepsITh 3peHMeE, M TOJIBKO B Hauasie 1955 roga
eli ToCTaBUAM AMArHo3 — KUCTa TOJOBHOTO Mo3ra. [Ipu coperictBuu HuHBI
JIbBOBHBI [lop/iMak OHAa KOHCYJbTUPOBAJACh Y BBIIAIONIETOCSI HEMpPOXUpypra
TOro BpeMeHu — Bopuca I'puropbeBuua EropoBa, OH B3SJICS CIeaTh HEOOX0aM -
MYIO IIpM TAKOM JIMar{o3e oreparnio. Puck 6p11 orpomen. TpenaHalys yepena
M COOTBETCTBYIOWIAS oTepalus 6pu1u ciesanbl B Mae 1955 roma u mpouwiu 6ma-
ronony4yHo, Mapus M3panineBHa Hauasia BOCCTAHABIMBATbCS.

ITepBoe BHICTYIUIEHNE TTOC/IE H0/I€3HU COCTOSIOCHh B MajioMm 3aje KOHCepBa-
Topuu 19 ceHTs6pst 1955 roma B IeHb OTKPBITUS ce30HA. KoHIepT 6bL1 cOOp-
HbIii, B HeM NIpuHsIU yyactue JIvutpuii lloctrakoBuu u JleB O6opuH. Mapus
I'puHGepr BMecTe C KBapTeTOM MMeHM BopomuHa ucronHuaa «DopesieH-
kBuHTET» lllybepra. B suBape 1958 roga oHa permia OTMETUTb CBOE UyIeCcHOe
BO3BpallleHMe Ha CLieHy 00uIeiiHbIM KOHIepToM (50-71eTue co OHS poXkIe-
HUS U 25-y1eTne TBOpUeckoi mesrtenbHOCTH). KoHIepT cocrosuicst 25 sHBaps
1958 roma. B compoBoxkgeHuu I'ocymapCTBEHHOTO CUM@OHMUYECKOTO OpKe-
ctpa CCCP (mupwkep Kapn dnmnacbepr) MMaHMCTKA UCIOTHMWIA Ga-MMUHOPHbBIN
KOHIepT baxa, TpeTuit KOHLepT beTXOBeHa U TpeTuit KOHLepT PaxMaHMHOBA.
Bce mpoiio Ha pefKOCTh yAayHO (LMTAaTa M3 ee MMUChbMa K OMM3KOMY OpPYTy
Atsuxy Unrepy: «<Hauameo ¢ mozo, umo 610 nepenoiHeHo, Ounemast Chpawusanu
y Manexca u'y Hukumckux gopom. B enaszax 610 uepHo, kozda 5 8vluiia acmpady.
B nepsom omoenernuu uzpana koHyepmest Baxa (f-moll) u Bemxosena (N 3) — amo

B npowno xopowo.



B anmpaxkme Hauanu Hecmu yeemsl, NpUHecaU 24 KOp3uHsl U yCMAaHoguIu no ecell
wupuHe acmpadel Blonvwozo] 3ana. TTy6auka ecmana, kak 00uH uenosex. S 0owHa
Ob1a pasdsueams 6emKu cupeHu, umobsl KiaHamoecs. Qupekyus Bfonsuiozo] 3ana
2080pum, YUMo HUK020a He udesia CMonwbKo... 3amo s 860 8Mopom omaoeyeHuu 8vldana
3-ii PaxmaruHosa! Cama uyscmeosana, umo co MHoti 3mo pedko Ovieaem! A umo kaca-
emcs My3bIKaHmMos, Mo éce omyneu u 2080psm, Umo enepesle Cblam makxotl KoH-
uepm, umo OH, MOJI, NOJIyuUl Co8epuleHHO HO8oe 3eyuaHue. Hy, nocie amoeo 0bL10
yecmeosanue. S nonyuuna oxono 200 menezpamm u nucem, HeKOMopovle 04eHb Mpo-
2ameJibHble, HEKOMOpble HEOHUIAHHO mensivle om Jtodell, Komopwix s MeHblle 8¢e20
Moena 6vt n0do3pesams 8 Makom omHouleHuu x cebe. Hy, amo coxpanumcs... Mexcdy
npouum, cpedu 8vicmynyieHuti ece ommemunu cnosea Hoxeneca, Komopwlii 2080pu
0UueHb 20pAU0 U Opocus nemapdy, ynoMsiHys 0 Hadexcoe, umo s Npocaasio cosgfemckoe]
UCKYCCMBO maxice U 3a pybexoM... U, npedcmaswime, mMoezo JUpekmopa (Mocko8cKoli
punapmonuu) benoyepkosckozo, KOmMopwlii ckasan 6e3 6YyMaxku oueHs Xopouiue 1eno-
seueckue cnosa. Ho, koneuHo, 6onee 8cezo Bol nomepsiiu, He YCbluide Moez0 omeein-
Ho2o cnosda... IIpedcmasvme, umo 8ecv 3an 6vll OueHb 0080JIEH, UMO He Kpuudanu
“epomue” u umo npo napmuio U npasumMenbCMeo He O6bL10, a NPO Haule cosfemckoe]
UCKyccmeo u Hawty Hetipoxupypeuto — 6bi10». (POHOTpaMMa 3TOTO BBICTYIUIEHUSI
TOJIHOCTBIO BKJIIOUEHA B HACTOsIIIee U3IaHue).

B cents6pe 1959 roga Mapus I'puHOepr Hauaja IpernomaBaTebCKyI0 Jesi-
TeIbHOCTh B ['OCymapcTBEHHOM MY3bIKa/IbHO-T1€/IaroTMUYeCKOM MHCTUTYTe UMEHU
T'necuubix (¢ 1970 roga — npodeccop), B oKTsI6pe 1961 roga eii 6bUTO MPUCBOEHO
3BaHMe 3acry>keHHON apTuctku PCOCP. Bosee BBICOKMX 3BaHMIA OHa OO KOHIIA
SKM3HM TaK U He Moay4ua.

IToCTOSIHHO HaKaruIMBasl perepTyap, OHa Kak Obl MCITOABO/Ib Hauajia MOAXOOUTh
K IJTaBHOMY JIeJTy CBO€e¥ SKM3HM — UCTIOIHEHMIO Beex 32 coHaT beTxoBeHa. U 29 okTsI-
Opst 1968 roma oHa chirpajia IepBblii U3 BOCbMY KOHIIEPTOB 3TOTO IMKJIa. Bckope
MIOC/IeNOBaIM M OCTaJbHbIE KOHIEPTHI, M 2 Mas 1969 roma LMK/ ObUI 3aBepIIeH.
3HayeHMe 3TOr0 COOBITUSI HEBO3MOYKHO IepeolleHUTh — Ha TOT MOMEHT MCITOJ-
HUTeJIEei, OCUIUBIINX TAKOi TPy, MOKHO ObUIO ITepecunTaTh 0 MajbliaM OIHOI’

3aJI KOHCEpBATOPUM OB MTPEAOCTABIEH IMMAHMCTKe BCETO OAVH pa3 (IJIsl 3aKITIo-
YUTETBHOTO BBICTYIUIEHMS), OCTA/IbHBIE KOHIIEPTHI Ipoxomwin 6o B Mamom
3aste, 160 B KOHIIEPTHOM 3aJie MHCTUTYTA MMeHU I'HecuHbIX. LIk 6bUT 3ammcan
Ha GhupMe «Mesoayisi», Bce GOHOrPaMMBbI BKITIOUEHBI B HACTOSIIIIEE U3MaHME.

3a mpoleqe IOcae OKOHYAHMS BOJHBI IBA C HEOONMBIIUM IeCSITUIETHS
Mapus I'puH6epr o6be3amia ¢ KoHlleptamu MHorue ropoga CCCP, HeogHOKPaTHO
BbIe3XaJla Ha TaCTpPoau B CTpaHbl BOCTOUYHOV EBpormbl. KoHIepTsl mpoxomuian
C TIOUCTUHE MAMSITMHCKUM YCIIeXOM, HO YacTO COMPOBOXAAIUCh HEYMECTHbIMU
CJIOKHOCTSIMM U TIperioHaMy. Hampumep, 1Sl TOro, 4TOOBI 3amucaTh B BapiaBe
TUIaCTUHKY-MWHbOH, TPUIIIJIOCH XXAAaTh pa3penieHus M3 MOCKBbI, a Be[b peub Iia
o iactuHke Ha 20 MUHYT!

Ha konuepts! B 3anagHyio EBporry I'puHbepr Bble3skasia BCEro /1Ba pasa, Bec-
HoJt 1967 1 1968 romoB, 06a pasa B Fomanio. Yerex 61 OrpOMHBIM, ITpecca 130-
OuIoBajia SMUTETaMM «TPAHIMO3HO!» U «olenomMsonie!». Ho — onsTh rpumMaca
cyab0bl. 3a 06a moceneHust AMcrepaama Mapust Tpun6epr cbirpana Bcero oy (1)
CONbHBIN KOHIIEPT, TaK ¥ OCTaBILMIICS eIMHCTBEHHBIM B ee O6uorpadum KiaBup-
abenpom B 3anagHoit EBpore. ITocse conbHOro KOHIIepTa B AMcTepamMe COBETCKOe
IUIUIOMaTUYeCcKoe BeOMCTBO, BBUY TOTO, UTO OTKPOBEHHO IE€MOHCTPUpPYyEMOE
6e3pasnuune K BbICTYIIEHUSIM ['puHGEPT CTajao MPOCTO HEMPUIMYHBIM, 3aTESJIO
JIeTKUI y>KMH B niocosnbeTBe. [1o Tany nocie yxkuHa Mapus M3panieBHa JOKHA
6bL1a HeMHOTO ourpaTh. Ho Bo BpeMs yskMHa OHA HEHAO/ITO MTOTepsiyia CO3HAHME.
BricTyIuieHME 6bIJI0 OTMEHEHO.

Bckope, netom 1969 roga, Mapus I'puHGepr nepexxmuiia TSDKeJblil cepaeyuHblii
MIPUCTYII, M OYepeIHbIe TacTpou B ToymaHayy 6bUTM OTMEHEHBI. [IpyTuX MOMBITOK
MpeJCTaBUTh €e MCKYCCTBO C/IyIIATeNsIM 3a rpaHulleii TOCKOHIIepT He Mpenpu-
HMMaJI, HeCMOTPS Ha TO, YTO 'pyHOepr BK/IOYaIa B TPOrpaMMy He ITPOU3BeAeHNS
€BPOIENCKNX KJIACCUKOB, KOTOPBIX JKOaia MyoamKa, a My3bIKy COBETCKMX KOMITO-
3UTOPOB, Hanpumep, TpeTbio coHaTy MeunciaBa BaitH6epra.

IMocnenume ropsl ku3HM Mapuu V3panieBHBI ObIIM OMpadyeHbl HEYKIOHHO
YXY[AIIABIIMMCS CAMOYYBCTBMEM, U XOTSI OHA YMEHbIITUIIa MHTEHCUMBHOCTb KOHIIEPT-

pyki. Ho 1 3mech He 0601LI0Ch Ge3 MoxKM merTs. [Ist 9tux koHieptos Bomburoit B Hoit mesiTenbHOCTH, BBICTYIUIOHNS JaBaIACh €if ¢ BCe GOMBLIMM TpyIoM: «Ha amu



KOHUepmbl NpUXo0sim menepsv camole 8epHble MOU cayuiamenu; 000l U3 IMux KOH-
Uepmog Moxem 0Ka3amucsi NOCIeOHUM, U, €CU 51 Cbl2parn HeyoauHo... Oma Mulcib
CMaHo8umcs 0711 MeHs1 HeBbIHOCUMBIM 2py30m». TaMm, Te 9TO ObUIO YMECTHO, OHA
Hayasla UrpaTh Mo HoTaMm. IlocsieqHuit B ee >KM3HU KOHLEPT COCTOSIICS 22 STHBaps
1978 roga B bonbiiom 3a1e MockoBCcKoit KoHcepBaTopuu (MoiapT, MeHIenbCoH).
B Havate uoJisl, BO BpEMS JIETHETO OTAbIXA B DCTOHMM, €f CTAJIO TJIOXO, B 6ecco3-
HaTeJIbHOM COCTOSIHMM OHa ObliIa focTaBeHa B Ta/uIMHH, e CKoHYaIach 14 uioss.
Mapust spaunesHa I'punbepr mokoutcs Ha KyHiieBckoM Kiaaabuiie MOCKBBI.

WckycctBo Mapum TI'puH6Gepr HeBO3MOKHO OXapaKTepu30BaTh KpaTKo,
B Ka)K[IOe MCIIOJTHEHHOEe IpOM3BeIeHMe OHA, KaK M JII060i 6obIIoi Macrep,
MPUBHOCKJIA YTO-TO HEYJIOBMMO CBOe, IIPU 3TOM HEYKJIOHHO OCTaBasiCh BepHa
cTwito aBTopa. CoBepllieHHO eCTeCTBEHHO, UTO ee perepTryapHble Mpexno-
YTeHUS] MEHSUINCh 0 Mepe HAKOIUIeHUS SKM3HEHHOTO U IpodeccruoHasIb-
HOro ombITa. B 1930-e romsl, BO BpeMs 06yuyeHMs] B KOHCEPBATOPUM U B TTEPUO]T,
MocJie ee OKOHYaHMSI, 3aMeTHOEe MeCTO B ee pernepTyape 3aHUMMaJIu MMbeChl BUP-
TYO3HOTO XapakTepa (Tuna 12 BeHrepCKo} parncoauu win VICIaHCKO parco-
gunu Jlucra, KOTOpPOIl OHA 4YacTO 3aBepliaja TOPKeCTBEHHbIe KOHIIEPTHI,
MIPUYpPOUEHHbIEe K KaKMM-JIMO0 3HAKOBBIM COOBITUSIM, K MIPUMEPY, VICITOITHSIIA
ee Ha 3aKJIIOUMTETbHOM KOHIlepTe jaypeaToB BToporo Bcecowo3HOTO KOH-
Kypca). BupTyosHblii anmapaT nMaHuCTKU copMmpoBascs paHo, GakTUdecKku
eme B Opmecce, KauecTBO ee MuaHM3Ma ObLIO GesympeuHo. YacTo mpu UCHOM-
HEHUMU €I0 IbeC TPAHCUEHAEHTHOI CIOXHOCTU («IoH XKyaHn» Mouapra-Jlucra)
ee MacTepCTBO CPAaBHUBAIY C MacTepcTBOM I'puropus ['MH36ypra, Mpy3HAHHOTO
B Te TOJbl MHTEPIIPETATOpa CAOXKHENIINX B TEXHMUECKOM OTHOIIEHUMU IIbeC.
Ho yke Torma mposiBUJIOCh TITOTEHME K TIpou3BeneHusIM beTxoBeHa, Mouapra,
Bpamca, Illy6epta, KOTOpble BIIOCIEACTBUM COCTABMIM OCHOBY €€ OIPOMHOTO
penepryapa.

[MogaMHHBIN paciBET UCIIOTHUTEIbCKO JesiTeibHOCTM Mapuu ['puH6epr mpu-
11eJICsl Ha MOoCeBOeHHbIe Tofbl. IMeHHO Kak pes3y/ibTaT IMpee/ibHOTO HaIpske-
HMSI BCEX CWJI, BOJIM, SKMU3HECTOMKOCTH, €€ VICKYCCTBO 06peno pyHIaMeHTaIbHbIE

OCHOBBI, OCTaBIIMECS HEM3MEHHBIMY Ha MMPOTSIKEHMM BCETO TBOPUECKOTO MyTY —
TIyOUHY MBICTY, OCTPOTY M 3PEJIOCTh UYBCTBA, 6;1aTOPOJICTBO U BEIUUME.

B 3T0i1 3aMeTKe HET HEOOXOMMOCTY PACCMAaTPUBATh OCOOEHHOCTHU TPAKTOBOK
Mapueit TpuHOGEPT OTOENbHBIX MPOU3BENEHUIT ee perepTyapa, OTMETUM JIUIIIb
HEKOTOpbIe CBOEOOPa3HbIe MOMEHTHI. IIpesk/ie BCETo, 3TO UCKIIOUUTENbHAS pa3-
HOCTOPOHHOCTb €€ XYIOKECTBEHHBIX MHTEPECOB. YUUTHIBAS, UTO My3bika Ber-
XOBEHA SIBJISIACh, MO CYTU, OCHOBOII ee perepTyapa, KpUTHKA TEX JIET CPasy Ke
TIpUKJIENa K Heit SpIbIK «6eTXOBeHMCTKU». Ho — ee cob6cTBeHHbIe C10Ba: «You-
sumesnbHas eeujb — 5 0055161510 6EMX0BEHCKYI0 NPozpammy, 3a1 NOJOH U 8eNUKO-
JIENHO npuHumaem kaxcooe npoussederue. Ho Ha “6uc” a uepaio Illy6epma. U som
MoJIbko mym nybauka HauuHaem cxodums ¢ yma u He omnyckaem MeHs ¢ 3cmpaobl.
U max npoucxodum kaxowili paz». Vinu u3 BocriomuHauuit Cepresi SIKOBEHKO
(BCe COXpaHMBINMECS X COBMeCTHbIe ¢ ['pMHOepr 3amicy BKIOYEHbI B HACTOS-
mee u3gaHMe) — B apTUCTMUECKOI KOMHATE IT0C/Ie VCIIOMHEHMS IIy6epTOBCKO
MIPOTPAMMBI: «...80pYy2 2POMKO NPO38YUd HECKOJIbKO CKpUNYyuuii 2010¢C My3blk08€0a
u kpumuka Jasuda Abpamosuua Pabunosuua (6ydyuu 60nbHbIM U noumu cogep-
WeHHO CenbiM, OH CMapaics He NPonycKkamos HU 00HO20 KOHUepmd NUAHUCMKU):
“Ilokaxcume MHe mozo uduoma, Komopewliii nepgsim 3aseun, umo Mapus Ipunbepez
npexcde 8cezo 6emxogeHucmial” — cnosa amu GvLIU UM NOUMU 8bIKPUKHYMbL 8 NOJIe-
Muueckom 3anane. M nocne gwldepicanHoli nayssl npodomxcan: “OH neped eamu.
Amom uduom — a”».

SlcHO, UTO TIpUBeIEeHHbIe BbIlIe CJIOBa M camoit 'puubepr, u PabuHoBMUa
HM B KaKOJl CTelleHu He O3HAvaloT, yto Mapusi M3pauneBHa ObLIa MCKIIOYM-
TEJbHO «IIy6epTHaHKoi». Ee My3bIKaJbHbBI KPyro3op O6bLT HE0O03PUMO LIMpe,
3HaHMe ¥ IOHMMaHMe MYy3bIKM — 3HAUMTEeTbHO [y0ske. HeMasiblit MHTEepec Mpe/-
CTaBJSIOT ee TPAaKTOBKM MajJOM3BECTHBIX CTpaHMUIl (HOPTENMaHHOI KIaCCUKMU,
Hanpumep, «KapTuHok PeitHa» Buse wim cioutsl «13 BpemeH Fonbabepra» I'pura.
HecTaHmapTHOCTb CUTYal[MK C VICTIOTHEHUEM ITOJO0HBIX PEIKOCTEN OMUCHIBAET
OHa caMma: «B nepesie nocnegoentsle 2006l cuumanocs, umo odHotl 3anucu “Kpetiye-
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posoli conamst” unu “JIyHHOI” 8nosHe 00CMAMOoOUHO, U 3anucel8ams 00HO U MO e

B dsansr unu mpusdsr — Henymnas pockows. Mue ckasanu: “Xomume, Mapus



H3paunesta, umo-Hubyos 3anucamos — slyuume mo, 4mo HUKmMo He uepaem”. A 8edo
MHe 0blL710 yce 3a copok. Umo b0 desiams ? Bulyuusana mo, 4mo npocuau, U 3anucol-
8a/id, HO He Uzpama e 8ce IMo 68 KOHUepmax...». HecMOTpst Ha He COBCEM JIECTHbIIA
OT3bIB caMoii I'pMH6Gepr 0 MOJmOGHBIX ITPOU3BEOEHMSIX, ICHO, YTO B MUCIIOJHEHUN
JI000r0 APYroro GOJBLIOT0 MacTepa Mbl MX IPOCTO He YCIABIIMUM. DTU (GOHO-
rpaMMbl, paBHO KaK ¥ HEKOTOpbIE Apyrue perepryapHbie peaKOCTH, IIPeACcTaB-
JIeHbI B HACTOSIIIEM U3LAHUMN.

B dbopmupoBanumu obmmpHoro ¢oHorpadmueckoro Hactenuss Mapumu ['puH-
6epr ecTh ellle OAMH HEOOBIYHbII MOMEHT. Peub MOiJET O CaMOM 3HAUMUTENb-
HOM €ero pasfesie — 3anmcy Bcex coHaT berxoBeHa. OmuchbiBaeT A1isuk VHrep:
«dmo kacaemcs 6emxo08eHCKUX COHAM, MO, KAK 2Adcum HAapodHas nocaosuyd,—
He Obimb 6bl cCUacmoio, da Hecuacmoe nomoeso. Moes amoti 3anucu 3apoduiacs 0asHo,
HO OHa maxk Ovl U He 0CYyuecmeaunace, eciu 6vl He 00HO 8ecbMa npo3auueckoe 06cmo-
amenvcmeo: 8 1964 200y pupma “Menodus” pe3ko yMeHblUAd 20HOPAP UCNOJIHU-
meneil 3a ux 3anucu, U mozoa éce, Kaxk 208apusaiu 8 CMapuHy 8 pycckom meampe,
“nepsole croxnemst” — T'unensc, Puxmep u dpyeue nepecmanu 3anucsl8amscsi y HAc
(OHU MO2nU n03807UMb 2MO0 cebe 8 Nt060ii Opyz0li cmpaHe, umo u denaiu 6e3 8CAKUX
npenox; 8 uacmuocmu, I'unensc no3oHee u npednpuHsl 3anucy mex e 6eMx08eHCKUX
coHam e I'epmaHuu, Komopyio oH, npasda, He ycnea 3asepuiums). Mapus Ipuxbepe
He Moznia cebe N036801UMb Makoii pockowu... Bom 8 amoii cumyayuu gaxmuueckozo
boiixoma “Menoduu” psadom ucnoaHumerneti pupma eoneii-Hegoseli pewiunacs nped-
noxcums Mapuu I'punbepez coenamos makyio 3anucse. [lomuio, kak Mapus M3paunesHa
20eapusana, upoHuuecku yasi6ascs: “Ha cmapocmu nem s cmana wmpetikbpexe-
DPOM, HO oCyxcOeHue KOJLez MeHsl He 80JIHYyem. [Ipyzoii makoti 603MOMCHOCMU Y MeHS
He Oydem, a mo, umo 3aniamsam zpowu, — nycme 6ydem mak”».

B sakiioueHue cienyeT ellle pa3 BBIOEIUTb T€ CTOPOHBI MUCIIOTHUTEIbCKOTO
o61mka Mapuu I'puH6epr, KOTOpble CHUCKAIY €1 OTPOMHYIO JII0O0Bb C/TyIlIaTesieii
¥ TIOCTaBWIA B OJMH PsIZT C CAMBIMM BBITAIOUIMMUCS MTaHucTaMu XX Beka.

W3 cratbu SIkoBa MusnbiurteitHa: «Kozda 2 6 no3dHue 200vi ciywan I'purbepe,
Yy MeHsl 8cez0a 803HUKAIO OWyujeHue ee JUUHOCMU, eclu Yy200Ho,— ee Ouozpaguu,
ee NpouL1020, ee HU3HU 8 UCKYcCmee, HanNpasaeHHol npexcde 6cezo K momy, 4mo0sl

cmams camoli coboil, 8vipasums cebs ¢ Hauboabuleli noaHomoil... Ipunbepe cmo-
7100y 6bl1a nuaHucmkoli gunocogckozo cknada. OHa ecezda omauUYHO CO3HABANA,
umo denana. Uepana sicHo, 060ymanto, hoduepkHymo onpedeneHHo... Ee ucnoiverue
0bL710 NPOHU3AHO 3axeamsleaiowjeli BHympeHHeti cunoti, 00pa3HOCMbio, a ee OMULIU-
(osaHHoe MaAcmepcmeo s8s10Ch JULUb HENOCPeOCTN8EHHbIM U3NUSHUEM MO CUbL.
C 200amu 6ce sicHee CMaHoBUJIOCh, YMO PAYUOHATIbHOE HAUaIo OblLI0 COzpemo y Hee
UCKPEHHUM UY8CIMB0M, NpUiem Uy8CmeoM COePHAHHbIM, noduac cypossvim. OHa pedko
nepexnecmeléana uepe3 kpati. Hanpomus, ¢ nhepeozo e3z1s10a daxye Mo0210 NoKd-
3ambpcs, UMo OHA uepdem U3NUUIHE CNOKOLHO, KaK Obl 0m mpempezo aAuyd, C108HO
nogecmeys o0 uem-mo, ee HenocpedcmeeHHo He kacaroujemcs. Ho Ha camom deie oHa
8cs1 OblL1a 8 UCNOIHSIEMOM, 6€3 0cmamKax».

U u3 crateu Jleonuma Fakkens: «Mzpa Mapuu VzpaunesHs! 6b11a NPOH3UMENbHO
npasdusa u emecme ¢ mem ymewawwa. Eli omkpsimo 6onvue eauwezo (uHozda —
Heusmepumo 60Jibllie), HO OHa Gepexcem 8ac, OHA MyOpo omOupaem Hy»#cHoe, 8aHc-
Hoe... ee Uzpa — peusb mamepu — mamepu gceaHarowetl, 1oo6saujeti». CripaBeIMBOCTb
9TUX CJIOB CTAHOBUTCSI 0COOEHHO SICHOJ ITPY IMPOCTYIIMBAHMM TIOCTeTHUX 3aTICeii
I'punOGEpT.

«ITo cosepuieHcmay c8oezo UCKyccmaa, 602amcmey penepmyapa, APKO blparceH-
HOMY UHOUBUAYANbHOMY NOUepKy U Opy2UuM 3amMeuamesbHbiM Kauecmaeam ce0ezo 0apo-
8aHUSL OHA, HECOMHEHHO, OOHHA BblMb NPUUUCAEHA K JIyHWUM NUAHUCMKAM Haulell
cmpaHul u Hautlezo epemerHu» (l'enpux Heiirays).

IpencraBasieMoe CAyHIATENSIM IMMOJTHOe cobpaHue 3armceii Mapuu M3panieBHbI
I'punbepr 13 poHoTeku hupmbl «Menoausi» pa3gesaeHo Ha YeThIpe yacTu. [lepBblii,
¥ CaMblil 3HAUMTETbHBIN pas3aest, chopMUPOBaH U3 3aIMCel, BLITTOTHEHHBIX B CTY-
musix BececorosHoro pagno u dupmsl «Menogus» B 1940-1970-x rogax. IToMumo
1MK/aa 32 coHaT beTxoBeHa, HEOOHOKPATHO M3aBaBIIerocs Kak Ha JOJITOUTPalo-
MYX TUIACTMHKAX, TaK M Ha KOMITaKT-IMCKaX, B HETO BKJIIOUEHBI KaK 6ojee paH-
HMe 3aICY HEKOTOPbIX COHAT, Tak U 6ojiee mo3mHye. Kak y BCSIKOTO TBOPYECKOTO
YyeyioBeKa, ee MHTepIpeTalu MEeHsUIMCh C TeUeHeM BpeMeHU, OHA YaCTO MUCIbI-

' ThIBaJla COMHEHMS, IIPUCYIINE UCTUHHOMY XYIO0)KHUKY (BHJIOTI: 10 TOro, 4To, I10 ee



CJiOBaM, y Hee OBLIIO TI0 JABE PA3JIMUYHbIE€ TDAKTOBKM MHOI'MX COHAT, M OHA 3aTPya-

HsIJTach BBIOPATH JIyUlllyio). TeM ITo3HaBaTe/IbHee CpaBHEHMe 3aIicel, TaTMPOBaH-
HBbIX pasauMyHbIMM romamu. KpaijtHe BaskHBIM pasfiesioM SIBJISIETCS Iy6epTOBCKast
yacTh (poHOrpamMM, BK/IIOUAsl COCTaBIEHHYIO eii caMOil CIOUTY U3 BaJIbCOB, JIEH]I-
JIEPOB ¥ HEMEIKMX TaHIeB. [IpocTo 06sI3aHbl MPUBJIE€Yb BHUMaHUE CITYLIATENS
pernepTyapHble «GUKOBMHKM», O KOTOPBIX 1IJIa peyb Bbllle (MMHMATIOPHI I')payHa,
Kopennu-Togosckoro, TenemaHa, buse u Ap.) U npousBegeHUss KOMIIO3UTOPOB,
He BXOIMBIIMX B OCHOBY ee peniepryapa (ciouta l'enpesns). Mapus ['pun6epr 6bi1a
CO3HaTeIbHBIM MPOIAaraHAMCTOM MYy3bIKM CBOMX COBPEMEHHUKOB (KOMITO3UTOPOB
CCCP, B nepByI0 ouepenb), HO 3Ta 3HAUUTE/IbHAS YaCTb ee pernepryapa, K Coxa-
JeHuio, 6bUTa 3amyucaHa JIMIIb YaCTUYHO. 3HAUMTEeNeH M0 06beMy GJIOK 3arceii
COUMHEHMN HeMel KX poMaHTUKOB (bpamc, lllymaH, MeHzenbCOH), IporpaMmma
n3 nnpousBenenuii lllomeHa.

BTopoit pa3men mpeacTaBiseT 3amMCy KOHIEPTOB i (opTenuaHo ¢ opke-
CTPOM, TAaK’Ke BBITIOJTHEHHbIE B CTYAMSX Bcecoro3HOro panyo v hbupmbl «Meronns».
Kaxk 6bUT0 yKa3aHO BbIIIe, peliepTyapHast MOJINTHKA 3BYKO3aMUChIBAIOIIE MHITY-
crpuu B 6piBiieM CCCP uacTo ¢dopMupoBanach He Ha OCHOBE XyIOKECTBEHHOI
3HAUMMOCTM (OHOTpaMM, a 6a3upoBaach Ha Topasmo 6ojee YTUIUTAPHBIX CO06-
PaKeHUSIX — HeAOIyIIeHVs TOBTOPOB 3aMMCU OJHOTO U TOTO JXe MPOU3BeIeHUs
HECKOJIbKMMY UCITOTHUTEISIMU, HAJIMUMST CBOOOTHO TIEHKM U TTpod. OUeBUIHO,
YTO OpPraHM30BaTh 3aMMCh KaKUX-IMOO pemepTyapHbIX PemKocTeii B aHcaMbiie
C TIOJTHOLIEHHBIM CUMQPOHNYECKMM OPKECTPOM ObIIO HEBO3MOXKHO. HO TeM 1eH-
Hee JIJIs1 CJTyIIaTe el CerOHSIIIHEro THS MPeiCTaBIeHHbIe B 3TOM pa3zesie GoHOo-
rpaMMbl — 3HAUMTEIbHbIE, 06bEMHbIE TTPOU3BeNeHMS, M36aBIeHHbIE TIPU 3aTINCH
B CTyIUM OT HEMMHYEMbIX HAK/IaI0K, BOSHUKAIOIINX MPU KOHIIEPTHOM MCIION-
HeHUM. IIpMueM, OUeBMIHO, UTO MPU HAIUUMM BO3MOKHOCTM BbiOOpa Mapus
TpuHGepr B MepBYIO OUYepelb OCTAHABIMBAIACH HA KEMUYXMHAX CBOETO perep-
Tyapa — KoHLlepTax baxa, betxoBeHa, Bpamca. MOXHO OTMETUTbD, UTO ¢ha-MUHOP-
HbIN KOHIepT baxa «compoBOXAan» ee BCe MOCJIeBOeHHbIe TOMibl, UCIIOIHSIA OHA
€ro 4acTo (BIJIOTb A0 «JOMallHero UCTIOTHeHUsI» B KBapTupe CBsTociaBa Puxrepa
C ero yyactueM (3a opkecTp)). B HeKOTOpoit cTeneHn HeOKUAAHHBIM SIBJISIETCS TOT

(axT, yTO MMaHKCTKa 3amucasna «PaHTas3nio Ha TeMbl PI6MHMHA» APEHCKOTO, TTPU-
yeM ABaXKAbl, Tpu yuyactuu gupmskepoB Cammia Camocyzna (OpuUrMHaabHas IJI€HKA,
BeposITHO, yTpaueHa) u Ceprest LiBeiidens (creHndeckuit mceBgounm — Cepreii
lF'opuakoB). TpakTOBKa BBITIOJTHEHA B HE COBCEM CBOVICTBEHHOM XY/I0’KECTBEHHOMY
Mupy I'puHOGepr 60bIIOM POMAHTUUECKOM CTUiIEe. TakKe MCKIIOUMTETbHO BasK-
HOI1 SIBJISIETCS 3aMCh BTOPOTO KOHIlepTa YaliKOBCKOTO (HECMOTPSI Ha ee TeXHUYe-
CKOe HeCOBEepILIEeHCTBO). B TpaKTOBKe 3TOT0 KOHIIEPTA OYEeBUIHO MOJUEPKUBAHNE
pPamoCTy XXU3HU, aKIeHT CAe/laH Ha ONMTUMUCTUUECKUT XapaKkTep MY3bIKH, TIpa3z-
HUYHOEe HAaCTPOeHMe BCeX YacTell.

TpeTwuit pasgen rpemnjaraeMoro coopaHus oO0beOUHSIET BCe COXPAHUBIINECS
B apxuBe (pupmbl «Menonysi» ¢hOHOTpaMMbl KOHIIEPTHBIX BBICTYILIeHUIT Mapuu
VspauneBHbl I'puHbepr. O6beM €ro CpaBHUTEIBHO HEBEINK, HO XyIOKeCTBEH-
Has [IeHHOCTH ero GeccriopHa. IIpeskie BCero ciefyetT OTMETUTH 3amvcu [lepBoro
u IlaToro KoHllepTOB beTxoOBeHa, KOTOpbIe, BKYIIe CO CTYAUMHBIMU 3anucsimu BTo-
poro, TpeTbero 1 YeTBepPTOTr0O, COCTABJISIOT MOTHBIN LUK/ OETXOBEHCKUX KOHIIEp-
TOB, UTO JeJia/l JaJeKO He KaXK[blil MCIIOJHUTE/b, TaK, HallpuMep, MPU3HAHHbI
«beTXoBeHUCT» PuxTep urpan tonbKo IlepBoiit 1 Tpetuit (1 HeGONMbIIOE POHMAO
st hopTrenuaHo ¢ opkecTpoMm). Kak yrmoMsiHyTO Bblllie, TOTHOCTHIO ITpeicTaBIeHa
IporpaMma 00uIeitHoro KoHiepra (25 sasaps 1958), roe 0co6eHHO BbIIE/ISeTCS
Tpetuii KoH1lepT PaxmaHnHoBa. ®anTtasust pa muHop IllybepTa B mepeokeHun
I'puHGepr — eAMHCTBEHHAsA COXpaHUBIIAsACS GOHOrpaMmMa aBTOPCKOTO (B IOHMU-
MaHMM aBTOPA TPAHCKPUIILIVN) UCTIOTHEHUS STOTO pou3BeneHus. COXxpaHUBIIU-
ecsl B 3alIMCY COBMECTHbIEe KOHIIEPTHbIE BBICTYIUIEHMS CO CBOeii fouepbio Hukoi
3a6aBHMKOBOJI — (oHOrpaduUecKue peaKoCTH, OHM, B YACTHOCTM, OTPasKaioT
crpemiienye ['prHOGEPT K paCIIMPEHNUIO PAMOK CTaHIAPTHOTO KOHIIEPTHOTO perep-
Tyapa (Belb, K IpUMeDPY, ITOsIBJIeHNe Ha aduilie KOHIIEPTa COHATHI XMHAEMUTA IS
(dhopTenmaHo B UeThIpe PyKY WK IIepeIosKeHMST MSICKOBCKOTO My3bIKM [TpokodbeBa
K CITEKTaKI0 «ETUIeTcKme HouM» — GOJbIIast peqKOCTh). BasKHOI IS «IIOTpysKe-
HUSI» B Xy OKeCTBEHHbIN Mup I'puHbepr siByiseTcs 3amich ot 20 arnpenst 1965 romga
(mporpamma u3 npousBeneHuii betxosena). K aToMy MCIIOTHEHMIO MOXKHO B MOJI-
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Mamepu — mamepu ece3Haroujeti, no0sueti»). HeBO3MOXHO 060#TM BHUMaHUEM
IIBe TocaenHre (GoOHOTpaMMBbl pasjena — KOHLepT u3 npoussenennii Illy6epra,
3aBepIUIMBLINIICS MCTIOTHEHMEM «Ha 61IC» CIOUTHI BaJIbCOB, JIEHIJIEPOB 1 HEMELIKMUX
TaHIIeB, COCTaBAeHHOIi camoit Mapueii I'punbOepr 1 KoHuepT 5 despans 1976 ropa,
MporpamMma KOTOPOro 6bljia TIOTHOCTHIO MOCBSIIeHa (POpTenaHHbIM TPAaHCKPUIT-
UMM (MOXKHO TIPeIIIONIOKUTh, UYTO, TIOMMUMO OUYEBUIHON CKIOHHOCTU I'puHbOepr
K UCITOJTHEHUIO (M CO3JaHUIO COOCTBEHHBIX) ITepeoskeHUI, MMeJl MeCTO ¥ HEKOTO-
Ppblii ToJieMr4Yeckuit akiieHT — K 1976 romy nepeyioxkeHus JIJisl POSIIst CTaIu MUcue-
3aTh M3 pelnepTyapa NMaHUCTOB, BIIOJHE BO3MOKHO, MO BiAMsHMEM Puxrepa,
OTPULIABLIETO UX LIEHHOCTb M HEOGHOKPATHO 3TO AEeK/IapypOBaBIIETo).
[MocnemHmii, YeTBEPTHIN pas3mest MOJMHOro cobpaHus samyceir Mapuu I'pun6epr
"3 apxXMBOB GuUpPMbI «Menonus» TOCBSAIIEH peakuM (HOHOrpaMMaM, 3arleyaT/ieB-
MM ee yJyacTMe B PasIMYHbIX aHCAaMOJIAX C IIporpaMMaMyl KaMepHOV MY3bIKU.
Bce ati 3amcu — oHorpaduueckme penkocTu. B rmepByio ouepens ciaemyeT oopa-
TUTb BHUMAaHMe Ha eMHCTBEHHYIO COXPaHMBINYIOCS (JOHOTpaMMYy B Ay3Te C Bbia-
IOMMMCS poccuitckuM BuonmoHuemicToMm Jauumiaom [MlabparHom. Hukakux mpyrmx

3ammceit ancam6sst ['puaGepr-Iladpan B poccuiickux apXuBax He CyIiecTByeT. Takke
He CyIIeCTBYET COBMECTHBIX 3amceit [puHbepr ¢ KaMepHBIMY aHCAMOISIMU TTIOMUMO
IByx (oHOrpaMM, 3arevyaTieBUIMX TBOpUYeCckoe COTpynHMYecTBO Mapumu Uspawm-
JIeBHBI C YYaCTHMKAaMM KBapTeTa MMeHM beTXxoBeHa M KBapTETOM COJIMCTOB OpKe-
ctpa Bonbioro TeaTpa. K cuacTpio, COXpaHMIMCh HEKOTOPBIE 3aIMCH, BBITIOTHEHHbIE
Mapueit I'punbepr 1 nuaHuctkoi Hukoit 3a6aBHMKOBOIA. [IJis COBMECTHBIX BBICTY-
IUIeHui ¢ Helt Mapus Mi3pamnieBHa Harycaia HECKOIbKO MepeioskeHui (B OCHOBHOM,
npousBeneHunit Monapra). Heckonbko 0COOGHSIKOM CTOUT €OVHCTBEHHAS BBITTOTHEH-
Has Ha ctyguu «Menomum» COBMeCTHas 3armuch ¢ 6apuronom CepreeM SIKOBEHKO.
AHcamO651b ¢ HUM copMMUpOBaAJICS B MOCIegHMe TOabl Xu3HM ['prH6epr. HecmoTtps
Ha yXy/AllaBiieecs: 300poBbe, OHa 3aMeTHO IOIOIHK/IA CBOJt perepTyap, UCIIOTHUB
COBMECTHO C SIKOBEHKO VKN «3uMHMI myTh» [llybepTa, ki meceH Mycoprckoro
«bes conHuar, BTOpy1o kaptuHy 13 «CKyIoro peiapsi» PaxmaHuHOBa, pyrue mpo-
M3BeIeHNs. Bcero MMy OGbUIO MOATOTOBJIEHO IIECTh KOHIIEPTHBIX MPOrPaMM, YacCTb
MIPOTrPaMMbl COBpEMEHHO My3bIKM TIPe/ICTaB/IeHa B HACTOSIIEM COOPaHWM.

AHndpeli MupowHukos



“A great master, a great
personality, a great talent”
Eliso Virsaladze

On August 18, 1978, the Soviet Culture newspaper had a feature titled “A Talent of
Enormous Power,” which was dedicated to the performing career of Maria Grinberg.
It seems to be nothing unusual, but an attentive reader could be confused by the
fact that a relatively small piece was written by three authors — Georgy Sviridov,
Tikhon Khrennikov, and Sviatoslav Richter. What on earth could bring together
Khrennikov and Richter, two diametrical opposites? The answer is simple — that
was no ordinary feature, it was an obituary. According to the unwritten laws of the
society of developed socialism, a performer with the Honored Artist of the RSFSR
title did not have the posthumous right to be mentioned in an obituary in any of
the central newspapers, and that small paragraph was a tribute to one of the most
significant pianists of the 20th century.

Maria Israilevna Grinberg was born on September 6, 1908 in Odessa, a city that
is rightfully considered the cradle of a whole galaxy of outstanding instrumental
soloists of the previous century — Emil Gilels, Sviatoslav Richter, David Oistrakh,
Nathan Milstein, and Yakov Zak, to name but a few.

The head of the family, Moussya Grinberg’s father, was a complete failure in
everyday life — he had no “earthly” profession and occasionally made some money
as a Hebrew teacher. However, as Moussya grew older and matured intellectually,
she became closer to him. The numerous hours spent in conversations with
him could give rise to that depth, lack of external exaltation, and even some
philosophical approach to the performance of the masterpieces of the 19th and
20th centuries that were in her repertoire.

Odessa of the 1920s lived and breathed music to the point where such a joke
was common: if you see a boy walking down an Odessa street without a violin case
in his hand, then he is a pianist. Almost every family had a piano. Moussya’s family

bought her a piano later, as a result of a charitable fund-raising organized by the
city’s intelligentsia (in the 1920s, many scientists, doctors, and representatives
of other intellectual professions came to Odessa to escape the hunger and
devastation of the civil war). However, the fact that a full-fledged early musical
education was impossible — Moussya Grinberg began to take regular lessons in
earnest at the age of ten — was actually a positive thing as she was saved from the
temptations of a child prodigy. But as soon as she began taking regular lessons,
her development advanced in leaps and bounds, and two years later, at the age of
twelve, she performed the first movement of the Grieg concerto with an orchestra
conducted by Grigory Stolyarov.

David Eisberg was Moussya Grinberg’s first teacher. In the days of his youth,
he was trained by Teodor Leszetycki. However, after she quickly took everything
that the “Leszetycki school” could offer, the pianist felt the urgent need to expand
her horizons, to search for other, not necessarily opposite ways of expressing the
musical thoughts and feelings that were more in line with her inner world. Her
personal contact with Berta Reingbald played a significant part in her formation. In
those years, Reingbald did not yet have the all-Union fame that she received after
the victory of her student Gilels at the First All-Union Competition of Performing
Musicians, but her artistic and teaching principles were already in place, and her
consultations were exceptionally fruitful for the aspiring pianist’s development.
In her teens, Maria Grinberg had an increased interest in the world around her
combined with a certain spirit of contradiction and the desire to know everything.
As a result of the action of all, sometimes multidirectional vectors of her interests,
she could be seen as an accompanist at home vocal recitals, as a concertmaster in
a private dance studio, a pianist accompanying the performances of Berta’s sister,
Sofia Reingbald, who danced in the vein of Isadora Duncan (that collaboration
lasted a little less than two years). There were also the first experiments in writing
poetry and music.

However, the question of continuing a full-fledged musical education was
not finally resolved, it was necessary to go to Moscow. Moving and settling takes

did not have one, and the girl initially learned on her neighbors’ instrument. They Il money. In order to help Maria raise money for moving, settling, and living in the



beginning, two charity concerts were organized in Odessa (Oistrakh, who was very
young at that time, took part in one of them), the entire proceeds from which were
to pay for the relocation of Maria Grinberg to Moscow.

First, entering the music workers’ faculty of the Moscow Conservatory and
a year later the conservatory itself, Maria Grinberg became a student in the class
of Felix Blumenfeld, a pianist and conductor who had unshakable authority
with his colleagues. However, by that time he was seriously ill — his right arm
and leg almost did not work, so he could no longer play the instrument. After all,
being an exceptionally versatile musician, he instilled in his students, to some
extent, a conducting, which means multifaceted, differentiated, even sonically
sophisticated, approach to the instrument, and this could not but impress the
young pianist.

As she wrote in one of her letters: “Felix’s system is as follows: it doesn’t matter
if you don’t finish a piece — it’s important to collect as much material from it as
possible, and then you move on to another. Polishing is the next stage unrelated
to apprenticeship.”

Felix Blumenfeld died on January 21, 1931, and Maria Grinberg joined the
class of Konstantin Igumnov in March. Now it is difficult to say why she chose
to do so (at that time, Heinrich Neuhaus, Alexander Goldenweiser, and Samuil
Feinberg taught at the conservatory). In her interviews in subsequent years,
Grinberg also found it difficult to explain. On the one hand, everything seems to
be logical — in those years, Igumnov was considered one of the patriarchs of the
Russian pianistic school, an unsurpassed interpreter of Chopin, Tchaikovsky, and
other romanticists, a professor who had raised Lev Oborin, the winner of the First
Chopin Piano Competition, and so on. However, one should take into account the
nature and specifics of the 24-year-old student’s worldview. Things were not that
usual in that respect. Born into an extremely poor family, with her experience of
an unsettled life since she was a child, Maria Grinberg could not help but welcome
the ideals of the “new world” that were proclaimed and often implanted at that
time — universal equality, denial (often total) of everything that was before, “do

of ideals of the Russian Association of Proletarian Musicians was in full swing.
Moussya Grinberg was not immune to everything that was going on.

A quote from her letter to Lidia Mukharinskaya, a musicologist and friend:
“What should a modern person be like? ... A modern person should be ruthless
to non-modern people. Down with the holy deeds, piety, virtues, selflessness, and
other vile things! We need people with a clear, lively, and deep mind, with a heart
that is open to socially useful deeds and closed to private ones, to the detriment
of public ones ... “The revolution is a whirlwind that throws away everyone who
resists it, or who is not with it.” The weak don’t belong here! ... How glad I am that
the time of romanticism that weakens the soul and strains the nerves has passed.
‘Our heart is a drum!” said Mayakovsky.”

Somehow striving to live up to these ideals, Maria Grinberg married Peter
Kirichek in 1929. He was a student of the conservatory’s vocal faculty and
came from a family of miners. She was his accompanist until 1935 (we note in
parentheses that Kirichek was mainly known as a performer of songs like “Song of
the Chekists,” “March of the Soviet Tankmen,” “Martial Song of Athletes,” “Great
Stalin Leads Us into Communism,” etc.). But it would be a big mistake to reduce
the energy of youth, the desire for real action and transformation of reality that
were inherent in Grinberg’s worldview in those years to a primitive adherence to
the imposed slogans. In her letters to friends, she repeatedly emphasized: “I feel
a lot of creative force, but I don’t use it anyhow. It lies somewhere far away and
feels like a burden that serves no purpose for anyone or anything.” Nevertheless,
her musical improvement went its own way and had little in common with the
“values” declared above: “... I play chorales and fugues — not all, only the organ
ones, Rachmaninoff’s Second Concerto, the sonata After Reading Dante ...” Her
regular communication with Igumnov could not but influence the pianist’s
worldview. As for the worldview itself, it could not be considered mature: in
particular, Grinberg received a reprimand announced in the conservatory’s order
for failing the exam in Marxism-Leninism, which made it impossible to receive
a graduation diploma without retaking the ill-fated exam. The diploma was

away with vestiges of the past,” and so on. In the world of music, the implanting Il received, but only a year later.



Maria Grinberg completed her studies at the Moscow Conservatory in the spring
of 1932 after she performed Rachmaninoff’s Concerto No. 2 at the final exam
(according to the then existing classification, the composer was an emigrant, almost
a traitor to the Motherland). In January 1933, the pianist entered the School of
Higher Artistic Excellence of the Moscow Conservatory (similar to today’s graduate
school) to continue her studies with I[gumnov. She graduated from it in the summer
of 1935. Over those years, a number of significant events took place: Maria Grinberg
took part in the all-Union competitions of performing musicians. At the First
Competition in 1933, she won no prizes receiving just an honorable mention and
a diploma for her accompaniment to Kirichek, but the choice of the pieces that
made up the program of her performance is extremely important to understand
her artistic evolution and pianistic talent. Those were Beethoven’s Sonata No. 29,
Op. 106 (Hammerklavier) and Liszt’s Fantasy on Themes from Mozart’s Figaro and
Don Giovanni. Both works are well known for their exceptional complexity, both
pianistically and in terms of structure and inner content (it is particularly relevant
to the Beethoven sonata). Nevertheless, the young performer made up her mind to
accomplish such, to a certain extent, a feat. The participation in the Second All-
Union Competition in 1935 was more successful, Grinberg received the second prize.

In 1936, Maria Grinberg married a second time. Stanistaw Ryszard Stande was
a Polish poet and communist. He was eleven years older than her. Refined and
highly cultured, he was a man with a well-formed system of views. After she met
him, all her searches for her place in society and life were discarded. The goals
and objectives that the performer used to contravene were now clear. She gained
peace of mind and, in fact, from that point, Maria Grinberg started to ascend to the
heights of performing art. Her way up would be witnessed by many thousands of
listeners over her forty-year career.

In the spring of 1937, Maria Grinberg was the first choice for a trip to Warsaw to
take part in the Third International Chopin Piano Competition. The trip never took
place as she was expecting a baby. Her marriage with Stande, the last one in her life,
was not long. In 1937, her husband was arrested, tried on October 1, 1937, and shot

USSR Supreme Court on November 5, 1955). But bad luck comes in threes. In early
1938, her father disappeared in the dungeons of the NKVD. Maria was fired from the
staff of the Moscow Philharmonic Society. Left without support in Odessa, Maria’s
mother and sister moved to Moscow to live with her. As if that was not enough, the
secret police came for her. According to the canons of the time, Maria Grinberg, as
the wife of an enemy of the people and the daughter of an enemy of the people,
was to be exiled and her child was to be placed in a special boarding school for the
children of enemies of the people. She was saved by pure chance — the NKVD officers
who came after her were puzzled by the presence of the baby who was not specified
in the warrant, so Grinberg was not arrested at that time. The case somehow came
to naught. It is only known that she did not for a moment believe that her husband
was guilty, although it cost her many hours of painful reflection (let us recall her
unconditional acceptance of the slogans of the new world). She wrote to Stalin. The
archives are closed, so we will never know what was in that letter. Maria Grinberg was
left alone with a small child and two dependents. Since her husband was arrested,
one of the two rooms they occupied was taken. She lived with her daughter, mother,
and sister in the remaining room. And she did so for fifteen years.

By the end of 1938, the series of disasters gradually came to an end. In the fall,
she got her job with the Philharmonic Society back, although at first she performed
only in group concerts and as an accompanist. The tragic events of those years
were not left without consequences. In the eyes of the managers, Maria Grinberg
forever remained “not ours,” a marginalized person who did not have the right and
opportunity to build her life and career as some of her peers did. It is all the more
strange because, for example, Richter’s father was repressed and his mother fled to
Germany along with the German troops when they were retreating from Odessa;
one of the Gilels boys, the father’s son from his first marriage, was repressed too —
they all kept going somehow.

After World War II began, Maria Grinberg was evacuated with her family to
Sverdlovsk. There she worked at the Philharmonic Society and at a music school.
Horrendous poverty again — buying food at the market is unreal. Maria Grinberg

on the same day (he was posthumously rehabilitated by the Military Collegium of the I8 takes on any musical side jobs, including timpani playing (she had minimal



experience of that kind back in Odessa). After she received a call, she returned to
Moscow in March 1943, and her family remained in Sverdlovsk (now Yekaterinburg).
She began to perform on the radio (it continued until the 1950s) and gradually
unfold her concert career.

One of the culminations of her performing career in those years was the
performance of Shostakovich’s newly written preludes and fugues at the concert
that took place on September 27, 1952 at the Small Hall of the Conservatory in
the presence of the composer. Before the concert, she even refused to show her
interpretation to Shostakovich as she was absolutely confident that she did it the
right way. Nevertheless, the composer completely approved of it. In the same year,
she was nominated for the Stalin Prize. She played wonderfully before the Prize
Committee, but the “not ours” stigma did its part — they did not give her the prize.
Shostakovich hustled about organizing her recitals at the Prague Spring Festival —
she was not allowed to leave the country as a soloist and got to the festival as an
accompanist to young violinist Nelli Shkolnikova. Already in Prague, the festival
organizers managed to arrange her solo performances. However, Shostakovich’s
efforts (with the support of Gilels) were partly crowned with success. So, in 1952,
Grinberg became an owner of a two-room apartment in a high-rise building on
the Kotelnicheskaya Embankment of the Moscow River. It was like a miracle — an
apartment of her own in a Stalinist skyscraper for artists!

Maria Grinberg’s first post-war decade was a period of steady ascent to the
heights of her craft, expansion of the repertoire, and the final formation of the
performer’s artistic image. But as fate would have it, she was about to face new
trials.

In late 1954, she began to lose her sight. Numerous ophthalmologic
consultations did not make things clear. Early in 1955, she was diagnosed with
a brain cyst. With the assistance of singer Nina Dorliak, she consulted Boris
Yegorov, an outstanding neurosurgeon of the time, who undertook to perform
a surgery that was necessary for such a diagnosis. The risk was enormous. The
cranial trepanation and the corresponding surgery were performed in May 1955
to a positive result — Grinberg began to recover.

The first performance after the illness took place on the stage of the Small Hall
of the Conservatory on September 19, 1955, on the opening day of the season. It
was a combined concert with Dmitri Shostakovich and Lev Oborin. Jointly with
the Borodin Quartet, Maria Grinberg performed Schubert’s Trout Quintet. Later,
in January 1958, Grinberg decided to celebrate her miraculous return to the stage
with an anniversary concert (50th birthday and 25th anniversary of her career). The
recital took place on January 25, 1958. Accompanied by the USSR State Symphony
Orchestra under the baton of Karl Eliasberg, the pianist performed Bach’s Concerto
in F minor, Beethoven’s Concerto No. 3, and Rachmaninoff’s Concerto No. 3. The
recital was an extraordinary success.

This is what she wrote to her friend Aizik Inger: “To begin with, the place was
crowded. They asked for extra tickets at the Manége and at the Nikitsky Gates.
When I walked out on stage, I saw nothing but black. In the first part, I played
the concertos by Bach (F minor) and Beethoven (No. 3) — it went well. During the
intermission, they started to bring flowers — 24 baskets — and set them across the
entire width of the G[rand] Hall stage. The audience stood up as one. I had to move
the lilac branches apart to bow. The directorate of the G. Hall says they’d never
seen so many... Then I delivered Rachmaninoff’s Third in the second part! It felt
like something that had rarely happened to me! As for the musicians, everyone
is dumbfounded saying they heard such a concerto for the first time, they say it
was a completely new sound. Well, there was a celebration after that. I got about
200 telegrams and letters, some very touching, some unexpectedly warm, from
the people I'd least suspect of treating me that way. Well, that will stay... By the
way, among the speeches, everyone noted what Iokheles said, and he spoke very
passionately and threw down a firecracker saying that he hopes I will be glorifying
Soviet art abroad as well ... and fancy that my director (of the Moscow Philharmonic
Society), Belotserkovsky, said very good human words without a piece of paper. But,
of course, you lost most as you didn’t hear my response... Imagine that the whole
audience was very pleased, they didn’t shout ‘louder,” and I didn’t speak about the
party and the government, but I did about our Soviet art and our neurosurgery.”

I The recording of that performance is featured on the release in its entirety.



In September 1959, Maria Grinberg began teaching at the Gnessins State
Music Teachers Institute (she became a professor there in 1970). In October 1961,
she was awarded the title of Honored Artist of the RSFSR. She never received any
higher ranks afterwards.

Constantly accumulating her repertoire, she gradually began to approach the
major performing feat of her life, which was the performance of all thirty-two
Beethoven sonatas. On October 29, 1968, she played the first of eight recitals
of that series. Other concerts soon followed, and on May 2, 1969, the series was
completed. The significance of this event cannot be overestimated — at that
time, there was just a handful of performers who had accomplished this task.
But there is a fly in the ointment. For those recitals, the pianist was allowed to
play at the Grand Hall of the Conservatory only once, for the final performance.
The rest of them took place either at the Small Hall or at the Concert Hall of the
Gnessins Institute. (For comparison, when Tatiana Nikolaeyva played the same
program, all the recitals were held at the Great Hall). The series was recorded by
Firma Melodiya, and all the phonograms are now part of this release.

Over two-plus decades after the war, Maria Grinberg traveled with concerts
to many cities of the USSR, and repeatedly went on tour to the countries of the
Eastern bloc. Her recitals were a success on a truly Chaliapin scale. But often
those tours were accompanied by inappropriate difficulties and obstacles. For
example, in order to record an EP in Warsaw, she had to wait for permission from
Moscow — and that was just a twenty-minute record.

Grinberg went to play in Western Europe only twice, in the spring of 1967 and
1968, both times in Holland. The success was enormous, and the press abounded
with the epithets “grand” and “stunning.” But life seemed to have other plans
again. During her visits to Amsterdam, Maria Grinberg played only one recital
that remained her only klavierabend in Western Europe. And then clouds of
malaise began to gather over the artist’s head again. After the solo concert in
Amsterdam, the Soviet diplomatic department, being aware of the fact that
they had been ignoring Grinberg’s performances was simply indecent, arranged

the dinner, but she briefly, for a couple of minutes, fainted during the meal. The
performance was canceled.

Soon, in the summer of 1969, Maria Grinberg suffered a severe heart attack,
and her next trip to Holland had to be canceled. The State Concert Association
did not make any other attempts to present her art to listeners abroad. However,
taking into account the formal attributes of the country of developed socialism,
she acted as its worthy representative — the program of the aforementioned
klavierabend in Holland did not include any favorite works from her repertoire.
Instead, she played Sonata No. 3 by Mieczystaw Weinberg, a Soviet composer.

The last years of Maria Grinberg’s life were overshadowed by a steadily
deteriorating state of health. Although she reduced her concert activity, she
found it increasingly difficult to perform. “The most faithful of my listeners
now come to these concerts; any of these concerts may be the last, and if I will
play poorly... This thought is like an unbearable burden to me,” she said. When
appropriate, she began to play from music. Her last recital took place on January
22,1978 at the Grand Hall of the Moscow Conservatory — she played Mozart and
Mendelssohn. At the beginning of July, during a summer vacation in Estonia, she
collapsed and was taken unconscious to Tallinn where she died on July 14. Maria
Israilevna Grinberg rests at the Kuntsevo Cemetery in Moscow.

Maria Grinberg’s art cannot be briefly described. Like any great master, she
brought something elusively of her own to each work she performed, while steadily
remaining true to the composers’ style. It is quite natural that her repertoire
preferences changed as she matured as a person and gained professional
experience. In the 1930s, when she studied at the conservatory and after the
graduation, her repertoire comprised pieces of a virtuoso nature like Liszt’s
Hungarian Rhapsody No. 12 or Spanish Rhapsody, which was one of her favorites.
She often played the latter at the end of gala concerts on occasion of some
significant events, like, for example, the final concert of the winners of the Second
All-Union Competition. The pianist’s virtuoso apparatus was formed early, in fact,
back in Odessa, and the quality of her pianism was impeccable. Often, when she

a light dinner for her at the embassy. Grinberg was supposed to play a little after IB performed pieces of transcendental complexity like Mozart/Liszt’s Don Giovanni,



they compared her skills with those of Grigory Ginsburg, who was a recognized
interpreter of the most technically complex pieces in those years. But even then,
she showed her predominant attraction to the works of Beethoven, Mozart, Brahms,
and Schubert, which later formed the basis of her extensive repertoire.

Maria Grinberg’s performing activity was in its prime in the post-war years. As
a result of the utmost exertion of all forces, will, and vitality, her art acquired the
fundamentals that remained unchanged throughout her entire career — depth of
thought, sharpness and maturity of feeling, nobility, and grandeur.

There is no need to speak about the specifics of Maria Grinberg’s interpretations
of certain works from her repertoire. We will only note some peculiar points. First
of all, it is the exceptional versatility of her artistic interests. Considering that
Beethoven’s music was, in fact, the basis of her repertoire, the critics of those
years immediately labeled her as a Beethovenist. But here are her own words: “An
amazing thing — I announce a Beethoven program, the place is crowded, and they
welcome each piece. And then I play Schubert for the encore. And then the audience
goes crazy and does not let me off the stage. It happens every time.” Or, the scene
in the artistic room, described by Sergei Yakovenko, after the performance of the
Schubert program (all the surviving recordings by Yakovenko and Grinberg are
featured on this release): “... Suddenly, we heard the loud and somewhat raspy
voice of musicologist and critic David Rabinovich (he was unwell and almost
blind, but tried not to miss out a single concert of the pianist): ‘Show me that
idiot who was the first to say that Maria Grinberg is primarily a Beethovenist!” He
had almost shouted out these words in a polemical fervor. And after a sustained
pause, he continued: ‘He is before you. That idiot is me.””

It is clear that the above words of both Grinberg and Rabinovich do not in any
way mean that she was exclusively a Schubertian. Her musical outlook was infinitely
broader, and her knowledge and understanding of music were much deeper. Her
interpretations of little-known pages of piano classics, such as Bizet’s Pictures from
the Rhine or Grieg’s Holberg Suite are of considerable interest. This is how she describes
the non-standard situation when she performed such rarities: “In the first post-war

was enough, and recording the same thing twice or thrice was an unnecessary luxury.
They told me: ‘Maria Israilevna, if you want to record something, learn something
that no one else plays.’ I was over forty. What could I do? I learned what they asked
and recorded it, but didn’t play all those things in concerts...” Despite Grinberg’s not
entirely flattering response regarding such works, it is clear that we simply will not
hear them performed by any other great master. These phonograms, as well as some
other repertoire rarities, are featured on this release.

There is another unusual point about the formation of Maria Grinberg’s
extensive phonographic legacy. We mean its most significant section — the
recordings of complete Beethoven sonatas. Aizik Inger describes: “As for the
Beethoven sonatas, the popular proverb goes like if it was not for bad luck there
would be no luck at all. The idea of this recording was born a long time ago, but
it would never have come true if not for one very prosaic circumstance: in 1964,
Firma Melodiya sharply reduced the performers’ fees for their recordings, and then
all the “first plots,” as they used to say in the old days in the Russian theater, such
as Gilels, Richter, and others, stopped recording in this country (they could do it
in any other country and did it without any obstacles; in particular, Gilels later
undertook the recording of the same Beethoven sonatas in Germany, which he,
however, never completed). Maria Grinberg could not afford such a luxury... In the
situation of an actual boycott of Melodiya by a number of performers, the company
willy-nilly decided to offer Maria Grinberg to make such a recording. I remember
how Maria Israilevna used to say, smiling ironically: ‘In my old age, I have become
a strikebreaker, but the condemnation of my colleagues does not bother me. [ won’t
have another opportunity like this, but if they pay pennies, so be it.””

In conclusion, we should once again single out the aspects of Maria Grinberg’s
performing art that earned her great love from the audience and put her on a par
with the most outstanding pianists of the 20th century.

From an article by Yakov Milstein: “When I listened to Grinberg in later years,
I always had a sense of her personality, if you please — her biography, her past, her
life in art aimed primarily at becoming herself, expressing herself as completely

years, they believed that one recording of the Kreutzer Sonata or the Moonlight Sonata W as possible... Grinberg was a pianist with a philosophical disposition ever since



she was young. She was always quite aware of what she was doing. Her playing
was clear, deliberately, definitely accentuated... It was permeated with an exciting
inner strength, imagery, and her polished craft was only a direct outpouring of
this strength. Over the years, it became clearer that her rational principle was
warmed by a sincere feeling, moreover, a restrained, sometimes harsh feeling. She
rarely overflowed. On the contrary, at first glance it might even seem that she
plays too calmly, as if in the third person, as if telling about something that does
not directly concern her. But in fact, all of her, without reservation, was in what
she performed.”

And from an article by Leonid Gakkel: “Maria Israilevna’s playing was piercingly
truthful and at the same time comforting. She knew more than us (sometimes
immeasurably more), but she protected us, wisely selecting what was necessary
and important ... her playing was like a mother speaking — an omniscient, loving
mother.” The fairness of these words is particularly clear when we listen to
Grinberg’s last recordings.

“In terms of perfection of her art, wealth of her repertoire, pronounced
individual style, and other remarkable qualities of her talent, she must
undoubtedly be ranked among the best pianists of this country and our time,”
said Heinrich Neuhaus.

The complete collection of Maria Israilevna Grinberg’s recordings from the
Melodiya record library is divided into four parts.

The first and most significant section comprises recordings made in the studios
of the All-Union Radio and Firma Melodiya between the 1940s and 1970s. In
addition to the series of thirty-two Beethoven sonatas, which has been repeatedly
published on LPs and CDs, it includes earlier and later recordings of some of the
sonatas. Like any creative person, she changed her interpretations over time and
often experienced the doubts inherent in a true artist (to the point that, according
to her, she had two different interpretations of many of the sonatas, so she found
it difficult to choose the best one). The more informative is the comparison of the

part, including a suite of waltzes, landlers, and German dances she compiled by
herself. The aforesaid repertoire “curiosities” (the miniatures by Graun, Corelli/
Godowsky, Telemann, Bizet, etc.) and works by the composers who were not part
of the basis of her repertoire (the Handel suite) are simply obliged to attract the
attention of the listener. Maria Grinberg was a conscious promoter of the music of
her contemporaries (composers of the USSR, in the first place), but this significant
part of her repertoire, unfortunately, was only partially recorded. The recordings
of the pieces by German romanticists, such as Brahms, Schumann, Mendelssohn,
as well as the Chopin works, are significant in terms of scope and content, and
properly represent the remarkable art of the pianist.

The second section presents recordings of piano concertos performed in
the studios of the All-Union Radio and Firma Melodiya. As mentioned above,
the repertoire policy of the recording industry in the former USSR often relied
on utilitarian considerations, such as preventing repeated recordings of the same
works by several performers, the availability of free tape, etc. rather than the artistic
significance of phonograms. Obviously, it was impossible to organize the recording
of any repertoire rarities with a full-fledged symphony orchestra. But this fact
makes the phonograms presented in this section even more valuable for today’s
listeners — these are studio recordings of the significant, large-scale works free
from the inevitable slips that occur during concert performance. Moreover, it is
obvious that Maria Grinberg picked up the gems of her repertoire when she was
given an opportunity — the concertos by Bach, Beethoven, Brahms. It can be noted
that the Bach Concerto in F minor accompanied her through the post-war years.
She often played it, even at Sviatoslav Richter’s home with him performing for
the orchestra. The fact that the pianist recorded Arensky’s Fantasy on Themes by
Ryabinin twice, with conductors Samuil Samosud (the original tape is probably
lost) and Sergei Zweifel (stage name Sergei Gorchakov), is unexpected to some
extent. Although technically imperfect, the recording of Tchaikovsky’s Concerto
No. 2 is also extremely important. The interpretation of this concerto obviously
emphasizes the joy of life, accentuates the optimistic nature of the music and

recordings made in different years. An extremely important section is the Schubert Il the festive mood of all the movements.



The third section of the collection brings together all the phonograms of
Maria Grinberg’s concert performances from the Melodiya archive. They are not
numerous, but their artistic value is undeniable. First of all, we should note the
recordings of Beethoven’s Concertos Nos 1 and 5, which, together with studio
recordings of Concertos Nos 2, 3, and 4, constitute a complete cycle of Beethoven
concertos (only a few performers managed to do the same, for example, Richter,
a recognized Beethovenist, played only Nos 1 and 3, as well as a small rondo for
piano). As mentioned above, the program of the anniversary concert of January
25, 1958 is presented in full with Rachmaninoff’s Concerto No. 3 standing out.
The recordings of the concert performances with Grinberg’s daughter Nika
Zabavnikova are phonographic rarities. In particular, they captured Grinberg’s
desire to expand the scope of the standard concert repertoire (after all, Hindemith’s
piano sonata four hands or Prokofiev’s arrangements of Myaskovsky’s music for
Egyptian Nights are rarely seen on concert bills). The recording of April 20, 1965 of
the Beethoven program is important for “immersion” in Grinberg’s artistic world.
The above words of Leonid Gakkel — “her playing was like a mother speaking —
an omniscient, loving mother” — can be fully attributed to this performance.
It is impossible to ignore the last two phonograms of the section — the Schubert
recital that ended with an encore performance of the suite of waltzes, landlers,
and German dances compiled by Maria Grinberg herself, and the recital of
February 5, 1976 that was completely dedicated to piano transcriptions (we may
assume, in addition to Grinberg’s obvious inclination to perform (and create her
own) transcriptions, there was also a certain polemical accent — by 1976, piano

transcriptions began to disappear from the pianists’ repertoire, quite possibly
under the influence of Richter’s opinion as he denied their value and repeatedly
declared it).

The fourth and last section of the complete collection of Maria Grinberg’s
recordings from the Melodiya archives is dedicated to rare phonograms that
captured her participation in various ensembles with chamber music programs.
All these recordings are phonographic rarities. First of all, we note the only
surviving phonogram recorded with the outstanding Russian cellist Daniil
Shafran. There are no other recordings of the Grinberg/Shafran ensemble in
the Russian archives. Also, there are no Grinberg’s recordings with chamber
ensembles except two phonograms that captured her collaboration with the
members of the Beethoven Quartet and the Quartet of Soloists of the USSR Bolshoi
Theater Orchestra. Fortunately, some of the recordings made by Maria Grinberg
and pianist Nika Zabavnikova have survived. For their joint performances, the
pianist wrote several transcriptions (of mostly Mozart’s works). The only joint
recording with baritone Sergei Yakovenko, made in the Melodiya studios, stands
somewhat apart. Their ensemble was formed in the last years of Grinberg’s life.
Despite her deteriorating health, she significantly expanded her repertoire by
performing Schubert’s cycle Winter Journey, Mussorgsky’s song cycle Sunless,
the second picture from Rachmaninoff’s The Miserly Knight, and other works,
together with Yakovenko. In total, they prepared six concert programs. A part of
their contemporary music program is featured on this release.

Andrei Miroshnikov
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