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MOMAHH CEBACTbAH BAX

12 K/IABHUPHbLIX KOHUEPTOB

Ouck 1

Konmept N2 1 g5t hopTenmnaHo ¢ opkecTpoM pe MuHop, BWV 1052

1 LAlegro . . . ... . e e e e 7.40
2 ILLAdagio. . . . . . . . . e e e e 7.15
3 ILAIegro . . . . . . . i e e e e e 7.56
Koniept N2 2 st popTenmano ¢ opkectpom Mu maskop, BWV 1053

4 L(Allegro) . . . . . . . o e 8.06
5 ILSiciliano. . . . ... ... . . . . e 6.23
6 IILAllegro . . . . . . . o i i i e 6.33
Kouuept N2 3 g5t dopTenmnaHo ¢ opkectpom Pe maskop, BWV 1054

7 L(Allegro) . . . . . . . . e e e e 7.56
8 II.Adagioepianosempre. . . ... .. ... ... ... 7.11
9 IILAIleGro . . . . . o o i it i e e e e 3.20

Oo61mee Bpems: 62.21

TaTtbsiHa HukonaeBa, popmenuaxo
JIUTOBCKMIT KAMEPHBIIT OPKECTP
Hupwxep — Caymtoc COHIEKNUC

JOHANN SEBASTIAN BACH
TWELVE KEYBOARD CONCERTOS

Disc 1

Keyboard Concerto No. 1 in D minor, BWV 1052

1 LAllegro . . . . . . . o e e e
2 ILAdagio. . . ... ... .. e
3 IILAIeGro . . . . o o o i it e e e e e e
Keyboard Concerto No. 2 in E major, BWV 1053

4 L(Allegro) . . . . . i e e e e e
5 1ILSiciliano. . . .. ... ... . . . e
6 IILAllegro . . . ... . . i e
Keyboard Concerto No. 3 in D major, BWV 1054

7 L(Allegro) . . . . . . o e e e e
8 [II.Adagioepianosempre. . . .. . . ... ...
9 IILAIlegro . . . . .. . . i i e e e e e e e

Total time: 62.21
Tatiana Nikolayeva, piano

Lithuanian Chamber Orchestra
Conductor — Saulius Sondeckis



MOMAHH CEBACTbAH BAX

12 K/IABHUPHbLIX KOHUEPTOB

Huck 2

Konuept N2 4 g5t hpoprenmuaHo ¢ opkectpom JIst maskop, BWV 1055

1 LAlegro . . . ... . e e e e 4.21
2 IL.Larghetto . . . . . ... . . . i e 5.25
3 IIl.Allegromanontanto . . . . . ... ... ... ......... 4.18
Kouunept N2 5 g ¢poprennasno ¢ opkecrpom ¢pa muxop, BWV 1056

4 L(Allegro) . . . . . . . . e 3.18
5 ILLargo. . . . . o v i e e e e e e 3.01
6 IIl.Presto. . .. ... . . . . il 3.32
Kouuept N2 7 g5t hopTenmnaHo c OpKecTpoM coib MUHOp, BWV 1058

7 L(Allegro) . . . . . . . . e e e 4.07
8 ILAndante . . . .. ... .. .. it 6.54
9 IIILAllegroassai . . . ... ... .. innenen.. 4.01
Koniept N2 1 miist iByx dopTenmaHo ¢ OpKecTpom 10 MuHop, BWV 1060
10 LAllegro . . . . . . . o i e e e 4.41
11 IILAdagio. . . . . . . . e e e e e e e e 5.15
12 TILAllegro . . . . . . . . o e e e 3.27
Konuept N2 2 miist nByx doprenmaso ¢ opkectpom o maskop, BWV 1061
13 L(Allegro) . . . . . . . . o i e e 6.30
14 1II.Adagioovvero.Largo. . . . . . . . . . . . i i 5.00
15 TILFUga. . . . . vttt e e e e e e e e e e e e e e e e e 5.17

Obiee Bpems: 69.13

TaTbsiHa Hukonaesa, popmenuaHo
Muxawun IletyxoB, popmenuano (10-15)
JIUTOBCKMIT KAaMEPHBIIT OPKECTP
HOupuxkep — Caymtoc COHIEIKNC

JOHANN SEBASTIAN BACH
TWELVE KEYBOARD CONCERTOS

Disc 2
Keyboard Concerto No. 4 in A major, BWV 1055

1 LAllegro . . . ... . . . . e
2 IL.Larghetto . .. ... ... ... . ... ... ...
3 III.Allegromanontanto . . . ... ... ...........

Keyboard Concerto No. 5 in F minor, BWV 1056

4 L(Allegro) . . . . . . . i i e e e e e
5 TLLargo. . . . oo v it e e e
6 IIl.Presto. . .. ... . . . . ittt

Keyboard Concerto No. 7 in G minor, BWV 1058

7 L(Allegro) . . . . . . . o i i i e
8 ILLAndante. . ... ... ... ...,
9 IILLAllegroassai . . . . . . o v v v v vt it e e

Concerto for Two Keyboards No. 1 in C minor, BWV 1060

10 LAllegro . . . . . . . . e
11 ILLAdagio. . . . . . . . . e
12 HOLAllegro . . . . . . . o ottt

Concerto for Two Keyboards No. 2 in C major, BWV 1061

13 L(Allegro) . . . . . . o i i e e e e
14 1I.Adagioovvero.Largo. . . . . . .. . . ... ..
15 TILFuga. . . . . o e e e e e e e e e e e e e e

Total time: 69.13

Tatiana Nikolayeva, piano
Mikhail Petukhov, piano (10-15)
Lithuanian Chamber Orchestra
Conductor — Saulius Sondeckis



MOMAHH CEBACTbAH BAX

12 K/IABHUPHbLIX KOHUEPTOB

JOHANN SEBASTIAN BACH
TWELVE KEYBOARD CONCERTOS

Juck 3

Koniept N2 3 mjis 1Byx opTenmaHo ¢ OpKecTpom 10 MuHOp, BWV 1062

1 L(Allegro) . . . . . . . i i i e e e e e 3.32
2 ILAndante . . . ... .. ... it 6.18
3 IILLAllegroassai . . . ... . ... iiinen.. 4.19
Koniept N2 1 11 Tpex dhopTenmaHo ¢ OpkecTpoM pe MuHop, BWV 1063

4 L.(Allegro) . . . . . . i i e e e e e e e 5.08
5 1ILLAllaSiciliana . . .. ... ... ... .. ..., 5.28
6 IILAllegro . . . . . . . o i i i e 4.49
Koniept N2 2 niist Tpex doprenmaHo ¢ opkectpom JIo maskop, BWV 1064

7 LAllegro . . . . . . . . . e e e e 5.51
8 IILAdagio. . . . . .. . . . . . e 6.18
9 TILAIleGro . . . . . o o ittt e e e 4.26

KoH1iept aj1s1 yeTbipex GopTernmaHo ¢ OpKecTpom Jist MuHop, BWV 1065
(o A. BuBanban)

10 L(Allegro) . . . . . . . o i i e e e e 3.54
11 TLLArgo. . . . o v v e e e e e e e e e e e e e 2.50
12 TILAllegro . . . . . . . . o e e e e 3.40

Oobmee Bpems: 56.38

TaTtbsiHa Hukonaesa, popmenuaxo

Muxaun [leTyxoB, hpopmenuaro

MapuHa EBceeBa, popmenuaro (4-6, 10-12)
Cepreit CeHKOB, popmenuaHo (7-12)
JIUTOBCKUIT KAMEPHBII OPKeCTP

HOupuxep — Caymtoc COHIEIKNUC

Disc 3

Concerto for Two Keyboards No. 3 in C minor, BWV 1062

1 L(Allegro) . . . . . . . . e 3.32
2 ILAndante . . . .. ... .. ..t 6.18
3 IILLAllegroassai . . . . .. v v v v vt e e 4.19
Concerto for Three Keyboards No. 1 in D minor, BWV 1063

4 L(Allegro) . . . . . i e e e e e 5.08
5 1IILAllaSiciliana . .. ... ... ... ..., 5.28
6 IILAIeZro . . . . . . o i et e e e e 4.49
Concerto for Three Keyboards No. 2 in C major, BWV 1064

7 LAllegro . . . . . . o e 5.51
8 ILLAdagio. . . ... ... .. e 6.18
9 TILAIeGro . . . . . . . o e e 4.26

Concerto for Four Keyboards in A minor, BWV 1065
(after Antonio Vivaldi)

10 L(Allegro) . . . . . . v i i i e e e e e 3.54
11 TLLArg0. . . v v v e e e e e e e e e e e e e e e 2.50
12 HLAIlegro . . . . . . oo e e e e e e e 3.40

Total time: 56.38

Tatiana Nikolayeva, piano

Mikhail Petukhov, piano

Marina Yevseyeva, piano (4-6, 10-12)
Sergei Senkov, piano (7-12)
Lithuanian Chamber Orchestra
Conductor — Saulius Sondeckis



MOMAHH CEBACTbAH BAX

12 K/IABHUPHbLIX KOHUEPTOB

TBopuectBo HMoranHa CebacThsiHa baxa OTKpbUIO HOBYIO CTpPaHUILY
B MCTOPUM KIABUPHOI MY3bIKU. B 910Xy 6apOKKO KJIaBeCuH CTaja Herpe-
MeHHbIM aTPUOYTOM aHCaMOIeBOTO M OPKEeCTPOBOTO MY3MUIIMPOBaHUS,
HO JIMIIb KaK 00/IMTaTHBIN «1[MppOBaHHbIN 6ac» (basso continuo), ieMmeH-
TUPYIOLINI 3ByYaHUe PUTMO-TapMOHUYECKOM «CeTKOM» U IULIb U3peKa,
Ha 13rubax Gopmbl, MOJAIINI rOIOC 3BOHKOI POCCHITIbIO MMITPOBM3A-
1uit. Ho umeHHO Bax nep3Hy/ mepecMoTpeTh MIab/0H 3ByUaHMsl, BbIABU-
HYB KJIaBUIIIHBI MHCTPYMEHT, BCe elle YCTYIarIuii 1o cuie ancambsie-
BOJ Macce, Ha «IlepefoBYI0» MMO3ULIMIO CONMUCTa. BipoueMm, 1 OH mpuilesn
K 3TOMY [1aJIeKO He cpasy.

B Beiimapckue roapl (1708—-1717) bax cepbe3HO OCBaMBaJs KaaBuUp: meaan
repenoXkeHuss CKPUIMUYHBIX KOHLIEpTOB AHTOHMO BuBanpam, msydan
TBOpPUYECTBO (paHIly3CKMUX KIaBeCHMHUCTOB (B 3TOM eMy romorana 6ora-
Tasi MpUABOpPHasi 6M6AMOTEKa M MHOTOUMC/IeHHbIe HOThI, IIPVBe3eHHbIe
u3 Uranunu ceiHOM repuora CakceH-Belimapckoro MloraHHOM JpHCTOM).
B Kérene (1717-1723) nmpoucxoauia pabora Hajd COMbHBIMM IIUKIAMU —
CIOMTAaMM U IIepBbIM TOMOM «XOpOIIO TeMIIepPMPOBAHHOTO KJaBUpa».
HoBble BepuiyHbI KIaBUPHOM MY3bIKM MOSBMINCH B Jlelniure, rae bax,
MOMMMO OO/IKHOCTU KaHTOpa 1epksu cB. ®omel, ¢ 1729 roma pykoBo-
IUJI YHUBEPCUTETCKUMM KPY)XKKOM MYy3bIKaHTOB-M06uTeneit «Collegium
musicum». OHM [aBaayu peryaspHble KOHIePThl B MOMYISIPHOV Cpeau
ropoxkaH kodeiiHe llummepmana; B aduirax MOKHO BCTPETUTb YITIOMMHA-
HMe O KJIaBecuHe, «n0006H020 KOmopomy 30eCb HUK020a euje He CblUanu».
s 3TUX KOHIIEPTOB, & TAKKe, BEPOSITHO, /11 MCIIOJTHEHMST B TOMAITHUX
YCIOBUSIX, B TeueHMe 1730—1745-x 6bIIM COUMHEHBI CEMb KOHIIEPTOB JIJISI



MOMAHH CEBACTbAH BAX

12 K/IABHUPHbLIX KOHUEPTOB

KJIaBMpa C OPKeCTPOM, TpU KOHIlepTa IS IBYX, IBa JJISI TPeX U OIVH JJIst
YeThIpex KJIaBUPOB C OPKECTPOM.

KoHliepT 151 ueTbIpex KJIaBUPOB C opkecTpoM Jjsg MuHop (BWV 1065)
TpeaCcTaBisieT coOO TepenokeHre KOHIepTa BuBambau Ojisi 4eTbIpex
ckpurok ¢ opkecrpom (RV 580). KoHuepTsl Ajist ofHOTO KiaaBecuHa N2 3
Pe maskop (BWV 1054) u N2 7 conb muHop (BWV 1058) saBisitoTcs nepe-
paboTkaMu HamMcaHHbIX B KéTeHe CKpUIMUYHBIX KOHIepTOB BWV 1042
n BWV 1041, xoHuepT AJis ABYX KiaaBeCMHOB A0 MuHOp (BWV 1062) —
IBOMHOTO CKPUIIMYHOTO KOHIepTa BWV 1043; He Boumenmmuii B HaH-
HbI/ KOMIIJIEKT KOHIEPT JJIs KIaBecuHa U ABYX dieiT ¢ opkectpom N2 6
®a masxkop (BWV 1057) — He uTO MHOe, KaK Bepcusi bpanmeHOyprckoro
KoHIepTa N2 4 (BWV 1049).

Cy11ecTBYIOT TIpeaIoNOKeHMsI, YTO U OCTajJbHble KJIaBMPHbIe KOHLEPTHI
B OpUTrMHase ObUIM HamMCaHbl IJIs1 APYTUMX MHCTPYMEHTOB, HO IIO3XKe
nepepaboranbpl camuM baxom. Tak, Hambosiee IOMY/ISIPHBIN KOHIEPT
N2 1 pe munop (BWV 1052) nmpemHasHavascs Ajs1 OpraHa, KOHIepThl N2 2
Mu maxkop (BWV 1053) 1 N2 4 JIst maskop (BWV 1055) — ajist conupyiomiero
ro6osi; B KOHIlepTe IJ1s1 ABYX KiIaBMUpoB 10 MuHOp (BWV 1060), BeposiTHO,
M3HAYaJbHO COMMPOBAJIM CKPUITKA ¥ TOO0I1, a KOHILIEPT JJISI TPeX KJIaBUPOB
o maxkop (BWV 1064), BO3MOXHO, IlepeAeiaH 13 TPOMHOTO CKPUIIMYHOTO.

EmVHCTBEHHBIM OPpUTMHAIbHBIM «KJIaBUPHBIM» COUMHEHMEM SIBJISIETCS, 10
BCe1 BepOSITHOCTU, KOHIEPT [IJISl ABYX KIaBUPOB 10 MuHOpP (BWV 1060) —
Cynsl TIO TJaBEHCTBY KJIABUPHBIX MapTuii (BO BTOPOV YacTU OPKeCTp

¥ BOBCE MOJTYMT) U CYILIECTBYIOIEl aBTOPCKOI Bepcum OJIsl IBYX KJIaBU-
pOB COJIO.

My3bIKy KJIaBUPHBIX KOHIIEPTOB MOXXHO HaiiTU U B Gojiee paHHUX Liep-
KOBHBIX KaHTaTax (mepBble ABe 4acTu KoHIepTa N2 1 B KauecTBe «CUM-
dboHMM» 1 xopa B KaHTate N2 146, buHanbHas — B «CMMGOHMM» KAHTAThI
N2 188; mepBast 1 BTOpast yacTu KoHiepTa N2 2 — Kak «CMMQOHUSI» U apus
KaHTaThl N2 169, ero ¢puHanm — «cuMmboHmMs» KaHTaThl N2 49; MemyieHHas
yacTh KoHIepTa N2 5 — «cumdoHMsI» KaHTaThl N2 156 ¢ conmmpyommum
roboem).

TpyZHO He COIIACUTBCS C yTBepkaeHuem Omorpada Baxa AnpbGepra
[lIBejiniepa: «B cywHocmu, 8ce npousdsedenus baxa co3daHsl 0ns udeaib-
H020 UHCMpYMeHma, 3auMcmeyluwjezo om KIABUWHbIX 603MOXCHOCMU
nonugoHuueckoll uepsl, a om cmpyHHslX 8ce npeuMywecmeda 6 u3siedeHuul
38yKka». B mo6om crydae, B 06paboTKax, OCYIIeCTBIEHHBIX IJIs1 COOCTBEH-
HOTO MCIIOJIHEeHMS (B KOHIepTax AJjisl IBYX U 6Gosiee KIaBUPOB — BeEpPO-
SITHO, C YYaCTHeM YUYeHUKOB UiIu fneTelt), bax HazenseT conbHble NapTUn
criendUUecKuM KJIaBMPHBIM 3BYYaHMEM, M3MEHSISI He TOJIbKO BHEIIHMIA
06K — 0COOEHHO SIPKO 3TO MPOSBUIOCH B KPATHNUX YaCTSIX BUBATbAVEB-
CKOTO KOHIIepTa, B 06paboTKe baxa mosyunBuimx ropasao 6osee CTpOTHii,
YpaBHOBEIIIEHHbII XapaKTep.

Bce MHCTpyMeHTaIbHbIe KOHLIEPTHI Baxa MMEIOT TpexyacTHOe CTpOeHMe
10 TPaAUIIMOHHO cXeMe «ObICTpO—MeAIeHHO—ObIcTpo». Hambonee mac-
MITaGHbI MEepPBbIe YaCTH; B MMHOPHBIX I[MKJIAX OHM BbIIEpKaHbI B IyXe



MOMAHH CEBACTbAH BAX

12 K/IABHUPHbLIX KOHUEPTOB

cIep>kKaHHOM CypOBOCTM, B MasKOPHBIX ITpeo61agaioT Mpa3JHMYHbIE TOHA.
®uHaMbHbIE YACTM HAMMCAHBI B 60Iee CTPEMUTEIbHBIX TEMIIAX, HEPEIKO
MMeEIOT XapaKTepHble XaHPOBO-TaHIleBa/ibHbIe YepThl ((prHaAIbI KOHIIEP-
ToB N2 2 1 N2 5 — macnbe, N2 4 — rmoyioHe3a, N2 7 — skuru, @mHag KOHIepTa
N2 1 gais ABYX KJIaBUPOB — Oyppe; u3 o6IIero psaa BoiaensieTcs: GuHat
JI0-Ma’kKOPHOT'O KOHIIEpTa JJIS IBYX KIaBUPOB, IPeCTaBISIONINIA COOO0I
CTPOTYI0 4YeTbIpexrosiocHyio ¢yry). IleHTpanbHble MeJAjieHHbIEe YaCTU
Hauboee pa3Hoo6pa3HbI 1o popme, hakType U CKIAILy My3bIKM — UCITON-
HeHHbIe CKOpOU maccakanuu (B KoHmepTtax NeN2 1 u 3), apus (N2 4) unun
IysT (KoHuepT N2 2 gjig Tpex KiaBupoB) Lamento, anernyeckas Cuumin-
aHa (N2 2); cpegHMe 4aCT MUHOPHBIX LIMKJIOB HECYT XapaKTep CBETI0i
3ayMUYMBOCTM JIMOO U3SILHOM acTOpaJIn.

JKaHp K/IaBUMPHOTrO KOHIIEepTa IOJyYMJI AajbHeilllee pa3sBUTHE B TBOP-
YyeCKMX MCKAHMUSIX CbIHOBei Baxa, 4TOObI OTKPUCTA/IM30BAThCSI B TBO-
pPeHMSIX BEHCKMX KJIAaCCUKOB, MOTYYMBIIMX B CBOE pacropsikeHue 6osee
60raThlii OTTEHKAMM U CUJION 3BYYaHMUSI «MOJIOTOYKOBBIN KaaBup». Bo3-
poxkmeHue 6ax0BCKO My3bIKM ¢ 1830-X rof1oB BhI3BAJIO MHTEPEC U K KjIa-
BUPHBIM KOHIIEPTaM, KOTOpbIe BXOISIT B perepryap KpyImHeNInx nua-
HuctoB snoxu (®. MenpenbcoHna, @. Jiucra, Y. Momesneca, K. lllymaH,
U. bpamca).

[TocnemHue mosiBeKa 6ojiee MPUBBIYHBIM CTAJI0 BO3BpAIlleHNe K «ayTeH-
TUYHOMY» 3BYYaHMIO KJIAaBECHHA U KaMepPHOMY COCTaBy OPKECTPOBOTO
COIMPOBOKAEHMS ; HEPEIKO MOXKHO YCIBIIIATh M PEKOHCTPYKIIMY TIPEAIIo-
JlaraeMbIX «IIePBOHAYAIbHBIX» BEPCUIi IJIsT CKPUIIKYU U TO00S.

«KoposneBa yr» — Tak OKpecTU/IM pelieH3eHTbl 26-1eTHI00 TaTbsaHy
HukonaeBy, mpeACcTaBUBIIYIO Ha BbIOOD skiopu [lepBoro mMeskayHapop-
Horo kKoHkypca uMmenu U.C. Baxa B Jleiinuure Bce 48 mnpentoauit u ¢yr
13 «XOpOoUIO TeMIIePMPOBAHHOTO KaaBupa» (heHoOMeHalbHasl My3bIKaJlb-
Has MaMsITh ObLIA OTIMUUTENHHBIM CBOMCTBOM MUAHUCTKU — €e perep-
Tyap HaCUMTHIBAJI MSIThECST HOPTENMaHHbIX KOHIIEPTOB U 60iee ThICSYn
COMBHBIX M aHCaMOJIeBbIX Mpou3BemeHuit). Emie Oyayum CTyOeHTKOI
MoOCKOBCKOJ KOHCepBaTopuu, oHa B 1945 rony ozepskasia mobeny Ha «BHY-
TPeHHeM» KOHKypCe Ha JIyulllee UCIIOJTHEHMe MY3bIkU Anekcanapa Crpsi-
6uHa, B 1947 rogy 3aBoeBasa II mpemuio Ha coctsa3anum [lepBoro Bce-
MMPHOTO hecTUBaISI MOJIOIEXM U CTyaeHTOB B [Ipare. Ho mmeHHO mmobema
Ha 6aXOBCKOM KOHKYypCe, BIiepBblie ImpoireaiiemM B rom 200-JIeTust co THs
CMepTH JIEHTIIIUTCKOTO KaHTOPa, OIpenenia Cyaboy U «JIMHUIO SKU3HU»
BBIJAIOIIENCS TMAHUCTKU.

VposkeHka ropoma besxkuiia BpsiHckoit o6mactu, TatbsiHa HukonmaeBa
pociia B ceMbe, Te JIIo0WIn My3bIKY (OTell, arTeKapb Mo mpodeccuu, 6buT
CKPUITAYOM ¥ BMOJIOHYEIMCTOM-ITIO0UTENIeM, MaTh — MpodeccruoHaIb-
HOJ MMAHMUCTKOM, OTKPBIBIIIEN B TOPOJie MEPBYI0 MY3bIKAJIbHYIO IIKOJY;
OHa ¥ CTajia MepBON yunuTeabHuUllel aodepu). B 13 jet oHa mocTynmia
B lleHTpanbHYI0 MY3bIKQJIbHYIO IIKOIY ITPU MOCKOBCKOJ KOHCEPBATOPUN
B KJacc mpodeccopa AnekcaHapa [onbaeHBeiizepa, y KOTOPOTO MPOLOI-
KujIa 00y4yeHre B KOHCepBATOPUU. YUUTEIb OTMEeYaJl «MOHK0e NPOHUKHO-
8eHUe 8 3aMblcesl U CMUb... 6e3yKOPUIHEHHbLI 8KYC, NPeKPACHOe Kauecmeo
(opmenuaHHo20 38yKa» CBOel CTymeHTKM. Ilapa/yieibHO OHa IPOXO-
nuia obyuyeHue Ha KOMITO3UTOPCKOM ¢aKyibTeTe B Kiaccax Buccapuona



MOMAHH CEBACTbAH BAX

12 K/IABHUPHbLIX KOHUEPTOB

[lle6anmua u EBrenus Tomy6eBa; ee OUIJIOMHAsl pabora (KOHLIEPT IS
dboprennano c opkectpom) 6su1a yoocTroeHa B 1951 rogy l'ocymapcTBeH-
Hoi1 (CtanuHckoin) npemun I crennenu. Ums TaTbsiHbl HUKOMa€BOI BbIrpa-
BUPOBAHO Ha AOCKe royeTa MOCKOBCKOV KOHCEPBATOPUU CPpeau OPYyTUX
obnaparesneit BonbIIoi 30/10TOM MeIain.

C Havana 1950-x TaTbsiHa HuKo/MaeBa akKTMBHO TacTpOAMPOBaja B Hallleit
CTpaHe M 3a pPyOeXOM; ee KOHILIEPTbI MPOXOAWIM B CTpaHax EBporbl,
Asuu, CeBepHoit u IOxxHOM AMepuku, B ropomax ABcTpannuu u Hosoi
3enanguu; ¢ 1959 roma Havasach ee IperoaBaTe/bCcKasl JesITeTbHOCTb.
B 1956 rogy oHa ¢ GOMBLINM YCIIEXOM MCITOTHSIZIA MOLIAPTOBCKYIO IIPO-
rpaMMmy Ha ¢ectuBasie B 3anbpLoypre; B 1971-m Obla yaocToeHa mpe-
Muu MexxayHapogHoro obiiectBa Pobepra lllymaHa; BriepBbie B Halleii
cTpaHe ucnomHwia Tpetuit doprenmaHHbIi KoHLEpT Benbl baproka,
Kanpuuuno g poprenmnano ¢ opkectpom Hropst CTpaBMHCKOIO, KOH-
uepT aJist oprenuaHo ¢ opkectpoM N2 3 Hukosnast MeTHepa, COHaTy AHpU
HroTuiie, «ieBOpy4YHbIi» KOHIepT Puxapna llTpayca; ocyuecTBmuia npe-
Mbepbl MMOCBSLIEeHHBIX el «CnaBgHCKOro KoHuepra» bopuca JISTomwmnH-
cKoro, KoH1lepToB EBrenns l'omy6eBa u AHapest diimasi, COHaTbl AHATO-
Jus AjlekcaHApOBa.

B KoHLIepTHOI mesTenbHOCTM TaThsiHa HUKOaeBa oTaaBasia npearnoure-
HMe IUKINYEeCKUM TPOorpaMMaMm, OOBSICHSISI 3TO «B03MOMHOCMbI) NPO-
HUKHYM®b 8 MUP KOMNO3umopa, 06ssime €20 yeaukom...» OMHUM U3 WIEHOB
KIOPY JIEMITIUTCKOTO KOHKYpca 6611 [IMutpuii [llocTakoBUY; Tpe6GbIBaHME
B 6aXOBCKOI1 aype BIOXHOBWJIO €ro Ha MPOAO/KeHMEe MONMbOHNIECKO

tpaguuyuu. Ho mmeHHO O6maromapst ycuiamsiMm TaTbsiHbl HuKosaeBoii
«24 nipentoauu u Qyru», MOABEPrHYBIIMECS] Pa3rPOMHOI KPUTUKE «KOJI-
ser» o Coro3y KOMITO3UTOPOB, 0OPeIM KOHIIEPTHYIO XU3Hb. BriepBbie
oHa ucnonHwia uuki llocrakoBuua B 1952 rogy 1 3aTeM TPVOKIbI 3aMM-
ChbIBajIa €ro Ha IJIACTMHKM; 3Ta My3bIKa MPO3ByYaJia U Ha ee mocjeqHeM
KoHIIepTe 13 Hos16pst 1993 roma B CaH-PpaHIINCKO...

B ce3oHe 1963/1964 TatbsiHa HukonaeBa ucnomHmiaa B MockBe 32 COHATbI
JlronBura BaH beTxoBeHa (3TOT LMK ObUI OBTOPEH €10 IBa AeCSITUIeTUS
crryctst — 8 KoHepToB 1984 roma B BosbIlioM 3aj1e KOHCEpPBATOPUM ObLIN
3alMcaHbl Ha IJIEHKY, HO He U3JaHbl B CBOE BPeMS U TOJIbKO HeIAaBHO
oryonukoBaHbl «Menonueii»). K ToMy BpemMeHM ee UCIIOJTHUTEIbCKOe
MacTepCTBO LOCTUIJIO MOAJAMHHON 3penocTu. «...CuibHas, eéneuamisiio-
Was uCnoNHUMenbCcKas UHOUBUJYanbHOCMb, 8 Uzpe KOmopoli 8bICOKAsL KYJlb-
mypa u mouHoe Macmepcmeo Couemarmcs co c8006000l u apmucmu4Ho-
cmoio XydoxecmeeHH020 8blpaxceHusl», — mucan o HukomaeBoit B 1964 rogy
ucTopuk GoprennanHoro uckyccrsa I'puropuii Koras.

U Bce Ke TJIaBHBIM MasIKOM U BEPIINHO, «KOHCTAHTOM» ee MMaHuCTuIe-
CKOI1 esSTeJbHOCTM ocTaBasics bax. «Becv ee uchoiHumenvsckuli apceHan
cnocobcmayem 2ny6oKOMY NOCMuxdceHUuil0 6axo8cKux meopeHull, — mucasia
My3bIkoBe MipuHa YanaeBa,— MaHepa 36yKou3e1eueHusl, HemKkocmo U pas-
HOOOpasue wmpuxd, siCHOCMb NoJUuGoHUU, YMeHUe nepedams JuHamuue-
CKUe HapacmaHus, 4y6cmeo memna, a 27aéH0e — MYMECMBEHHAsl U 80Jie-
gas maHepa uzpsi». Co BpemeHeM TaTbsiHa HukomaeBa BK/IIOUM/IA B CBOM
penepTyap Bce KjiIaBMpHOe TBopuecTBO baxa. B cesone 1975/1976 BmecTte



MOMAHH CEBACTbAH BAX

12 K/IABHUPHbLIX KOHUEPTOB

co ceouMu ydyeHukamu Muxamiaom IletyxoBsiM, MapuHoit EBceeBoii,
Cepreem CeHKOBBIM ¥ JIUTOBCKMM KaMepPHBIM OPKECTPOM IIO[I yIpaBJie-
Huem Cayitoca Conpenxuca TatbsiHa Hukosaesa ocyiiectsuia B MOCKBe
LMK U3 12 KIaBUPHBIX KOHIIEPTOB baxa A1 0OMHOTO, ABYX, TPEX U UeThI-
pex KJIaBUPOB C OPKECTPOM. «...B Hem caunuce mou ucnonHumensckue
u nedazozuueckue 3amblcbl»,— MpU3HABaATIACh MMAHMUCTKA. ITOT KOHIIEPT-
HbIV MK TIPO3BYUUT B ee MHTepIpeTaluyuu 1eankomM 13 pa3, HO UMeHHO
TepBoe MCIONHEeHMe CTaJI0 OOHUM M3 SpYaiIIMX COOBITUII MYy3bIKajb-
HOI Xu3sHu MockBbl 1970-x romoB ¥ ObLIO 3aIMCaHO HA IUIACTUHKI.
B kaxkmom KoHuepTe TaTbsiHa HukonaeBa «...Haxoduna uHousuodyanwvHolie
Kpacku, moHKue zpadayuu, 80cco30as 8 umoze 2paHou03Hy My3blKAIbHYO
naHopamy, NOJIHYI0 8eauuusl, NPOHUKHOBEHHOU JUPUUHOCMU, IHEP2UU, HU3-
Heymeepxcdatowezo nagpoca» (1. Yanaena).

Vuenuk TarpsaHbl Hukonaesoit Hukomnait JlyraHCkuii BCIIOMMHAET O MST-
KOM, «TeIJIOM» 3BYKe M OOMJIbHOI Temaanu3aluyu Kak Haubornee SIpKUX
OTJIMYUTENIbHBIX UYepTax ee MMaHu3Ma, UAYIIUX OT Tpamuiuu AJek-
caHapa 3wiotu (yuurtens AnekcaHpapa lonbaeHBelizepa); 0 «uapyroujem
38yke» HUKOMaeBOI, KOTOPBIN «ACCOYUUPOBAICS C HUBOU NoIMuueckoll
peuvlo unu Kaaccuueckum onepHsim belcanto»,— roBopun Muxaun Ilety-
x0B. OHa He pasfessiia MO3UIUU «ayTeHTU3Ma», UCIIOBeAYys] MCKOHHYIO
npupony ¢oprenuanHoro 3Byka B Illonene n Baxe, CkpsiouHe u [Tpoko-
dneBe. B To ke BpeMs ee MHTepHpeTalus gajieKka OT MMIIPOBU3aLMMIOHHO-
pomaHTHM3upoBaHHOro baxa Camymia ®eitHb6epra, paBHO Kak U OT KpU-
CTaJIbHOM «TOpHel» oTpelieHHOCTM CBsToCiaBa Puxrtepa. He TOnbKO
B 6aX0BCKOJ MOAMQPOHNUY, HO U B 3BYKOBOM ITOTOKEe KOHLIEPTHOI (OPMbI

MMMAaHUCTKAa BEPHO ONIyIIaeT 0ajaHC <«BEPTUKAIU» U <«TOPU3OHTAIN,
HAITO/THSISI 3BYKOBOJ 00BE€MHOCTbIO PUTMMUYECKMIT TOK Allegri 1 packpbI-
Basi XOpaJIbHYIO CYIIHOCTbh MeJIJIEHHBIX YacTeii.

BapuaHTHOCTh 3ByYaHMsI GaXOBCKOI MY3BIKM, IIPEAYCMOTPEHHAS CaMUM
aBTOPOM, yXe He YOMBJSET Hac IOCIe TOro, KaK ABafLaThlii BeK cAemnasn
HOPMOJ MHOXeCTBEHHOCTb MHTepIipeTaiuii. B 3ToM MHOKeCTBe 3aImcu
Bbaxa B ucrionHenmn TaTbsiHbl HMKO/TaeBOI BBIAESIOTCS BOIUIOILEHMEM
JYYIIMX KaueCTB PycCKoii ¢GopTenmuaHHO Tpaauluu — 1, OMHOBPEMEHHO,
CTpeMJIeHMeM K BHeBpeMeHHOMY abCoIoTy, CMHTe3y hopMbl U comepska-
HUSL. «K020a, ... UCnonHeHHas 21y6oK020 CMUpeHUsl U mpenemHozo 80cmopeaa, —
BcriommHan Muxaun IleTyxoB,— uepana [oHa] Cuyunuany u3 E-dur’mozo
KOHYepma, Ml 4y8cmeosanu, 4mo oHa yoocmauseaidacs 8 mom MoMeHm Hau-
gvlcuiezo dapa... Camo 8pemst 0CMaHasAUBANOCs M020a».

Bopuc Myxkoceti



JOHANN SEBASTIAN BACH

TWELVE KEYBOARD CONCERTOS

The work of Johann Sebastian Bach opened a new page in the history
of clavier music. In the Baroque era, the harpsichord became an
indispensable attribute of ensemble and orchestral music-making, but
only as an obbligato basso cifrato (basso continuo) that cemented the
sound with a rhythmic and harmonic “grid” and only occasionally, on the
bends of the form, gave voice as a sonorous smattering of improvisations.
But it was Bach who dared to reconsider the sound pattern and put the
keyboard instrument, which is still inferior in strength to the ensemble
mass, to the forefront position of a soloist. However, it took him quite
a while to do it.

In the Weimar years, from 1708 to 1717, Bach was mastering the clavier
in earnest: he made transcriptions of Antonio Vivaldi’s violin concertos,
studied the works of French harpsichordists (the extensive court library
and a great deal of sheet music brought from Italy by Johann Ernst, the
son of the Duke of Saxe-Weimar, were particularly helpful). In Kothen,
from 1717 to 1723, he worked on solo cycles — suites and the first volume
of the Well-Tempered Clavier. The new heights of clavier music appeared
in Leipzig, where Bach, in addition to the position of cantor of St. Thomas
Church, directed the Collegium Musicum, a university circle of amateur
musicians. They regularly played at the popular Zimmermann coffee
house and their bills mentioned the harpsichord that was “nothing like
you have heard before here”. For those concerts, and probably also for home
performances, Bach wrote seven concertos for clavier and orchestra, three
concertos for two, two for three, and one for four claviers and orchestra
between the 1730s and 1745.

The concerto for four claviers and orchestra in A minor (BWV 1065) is an
adaptation of Vivaldi’s concerto for four violins and orchestra (RV 580). The
concertos for one harpsichord, No. 3 in D major (BWV 1054) and No. 7 in
G minor (BWV 1058), are arrangements of the violin concertos BWV 1042
and BWV 1041 written in Kothen, and the concerto for two harpsichords in
Cminor (BWV 1062) is an arrangement of double violin concerto BWV 1043;
the concerto for harpsichord and two flutes and orchestra, No. 6 in F major
(BWV 1057), which is left outside this set, is nothing more than a version of
Brandenburg Concerto No. 4 (BWV 1049).

The rest of the clavier concertos were arguably written for other
instruments, but later reworked by Bach himself. So, concerto No. 1 in
D minor (BWV 1052), the most popular of them, was intended for organ,
concertos No. 2 in E major (BWV 1053) and No. 4 in A major (BWV 1055) for
solo oboe; the concerto for two claviers in C minor (BWV 1060) originally
had the violin and oboe as solo instruments, and the concerto for three
claviers in C major (BWV 1064) was probably remade from a triple violin
concerto.

In all likelihood, the concerto for two claviers in C minor (BWV 1060) is
the only original “clavier” work, judging by the dominance of the clavier
parts (in the second movement, the orchestra is completely silent) and the
existing composer’s version for two solo claviers.

The music of the clavier concertos can also be found in the earlier church
cantatas (the first two movements of Concerto No. 1 in the “symphony”
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and chorus in Cantata No. 146, the final movement in the “symphony”
of Cantata No. 188; the first and second movements of Concerto No. 2 as
the “symphony” and aria of Cantata No. 169, its finale is the “symphony” of
Cantata No. 49; the slow movement of Concerto No. 5 is the “symphony” of
Cantata No. 156 with a solo oboe).

It is difficult to disagree with the statement of Bach’s biographer Albert
Schweitzer: “In essence, all of the Bach works were created for an ideal
instrument, which borrows from the keyboard instruments the possibilities
of polyphonic playing, and from the strings all the advantages of sound
production”. In any case, in the adaptations made for his own performances
(in the concertos for two or more claviers, probably with the participation
of students or children), Bach endowed the solo parts with a specific clavier
sound, changing not only the exterior — this was especially pronounced
in the extreme movements of the Vivaldi concerto, which, in Bach’s
arrangement, received a much more strict, balanced temper.

All of the Bach instrumental concertos have a three-movement structure
within the traditional fast-slow-fast pattern. The first movements are the
largest; in the minor cycles, they are reservedly severe, in the major ones,
festive colors prevail. The final movements have faster paces and are often
given characteristic genre dance features (the passepied for the finales of
concertos No. 2 and No. 5, the polonaise for No. 4, the jig for No. 7, the
burrée for the finale of concerto No. 1 for two claviers; the finale of the
Concerto in C major for two claviers, which is a strict four-movement
fugue, stands out). The central slow movements are the most varied in

form, texture and composition, and include passacaglias filled with sorrow
(concertos Nos. 1 and 3), an aria (No. 4) or a Lamento duet (No. 2 for three
claviers), an elegiac Siciliana (No. 2); the middle movements of the minor
cycles are lightly pensive or elegantly pastoral.

The genre of clavier concerto was further developed in the creative quests
of J.S. Bach’s sons and crystallized in the works of the Viennese classics,
who had at their disposal the hammer clavier, an instrument with a greater
palette of shades and power of sound. The revival of Bach’s music from
the 1830s aroused interest in his clavier concertos and they entered the
repertoire of the greatest pianists of the era, including Felix Mendelssohn,
Franz Liszt, Ignaz Moscheles, Clara Schumann, and Johannes Brahms.

For the last half century, it has become more common to return to
the “authentic” sound of the harpsichord and chamber orchestral
accompaniment. It is not uncommon to hear reconstructions of the alleged
“original” versions for violin and oboe.
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“The Queen of Fugues” - this is how the reviewers dubbed the 26-year-
old Tatiana Nikolayeva, who presented all 48 preludes and fugues from
The Well-Tempered Clavier to the judges of the First International Bach
Competition in Leipzig (phenomenal musical memory was one of the pianist’s
distinctive features — her repertoire consisted of fifty piano concertos and
over a thousand solo and ensemble pieces). While a student at the Moscow
Conservatory, she won the “internal” competition for the best performance
of Alexander Scriabin’s music in 1945. In 1947, she received the second
prize at the competition of the First World Festival of Youth and Students
in Prague. But it was her victory at the Bach Competition, which took place
for the first time in the year of the 200th anniversary of the Leipzig cantor’s
death, that determined the outstanding pianist’s fate and lifeline.

A native of Bezhitsa, Bryansk region, Tatiana Nikolayeva grew up in a family
of music lovers (her father, a pharmacist by profession, was an amateur
violinist and cellist; her mother was a professional pianist, who opened the
first music school in town; she was also her daughter’s first teacher). At the age
of 13, Tatiana entered the Central Music School of the Moscow Conservatory
to study with Professor Alexander Goldenweiser, who also taught her later
on at the conservatory. The professor noted the student’s “subtle insight into
the idea and style ... impeccable taste, excellent quality of the piano sound”. At
the same time, she studied at the composition department with Vissarion
Shebalin and Evgeny Golubev. Her graduation work (Concerto for Piano and
Orchestra) was awarded the State (Stalin) Prize of the 1st degree in 1951. The
name of Tatiana Nikolayeva is engraved on the board of honor of the Moscow
Conservatory among the other winners of the Grand Gold Medal.

Tatiana Nikolayeva actively toured in this country and abroad from the
early 1950s. She played in Europe, Asia, North and South America, Australia,
and New Zealand. In 1959, she began her teaching career. In 1956, she
successfully performed a Mozart program at the Salzburg Festival. In 1971,
she was awarded the prize of the Robert Schumann International Society.
She was the first in this country to perform the Third Piano Concerto by
Béla Bartok, Capriccio for Piano and Orchestra by Igor Stravinsky, Piano
Concerto No. 3 by Nikolai Medtner, the Sonata by Henri Dutilleux, and
the Piano Concerto for the Left Hand by Richard Strauss. She performed
the premieres of Boris Lyatoshinsky’s Slavic Concerto dedicated to her,
Evgeny Golubev’s and Andrei Eshpai’s concertos, and Anatoly Alexandrov’s
sonatas.

In her concert activities, Tatiana Nikolayeva preferred cyclic programs,
explaining this by “the opportunity to penetrate the composer’s world, to
embrace it entirely”. Dmitri Shostakovich was one of the judges of the
Leipzig competition. All that Bach aura inspired him to continue the
polyphonic tradition. His 24 Preludes and Fugues, which were subjected
to devastating criticism by his “colleagues” from the Union of Composers,
got a concert life thanks to the efforts of Tatiana Nikolayeva. She was the
first performer of the Shostakovich cycle in 1952 and then recorded it three
times. She performed this music at her last recital on November 13, 1993
in San Francisco.

In the season of 1963 and 1964, Tatiana Nikolayeva performed 32 sonatas
by Ludwig van Beethoven in Moscow (she repeated the cycle two decades
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later and recorded eight recitals at the Grand Hall of the Conservatory
in 1984; the recordings were recently released by Firma Melodiya for the
first time). By that time, her performing skills had reached true maturity.
“A strong, impressive performing individuality, who combines high culture of
playing and precise mastery with freedom and artistry of expression”, wrote
the piano art historian Grigory Kogan about Nikolayeva in 1964.

And yet, Bach remained the beacon and summit, the constant of her
pianistic career. “Her entire performing arsenal contributes to a deep
comprehension of Bach’s creations with the way she produces sound, with
the precision and diversity of her stroke, the clarity of polyphony, the ability
to convey dynamic rises, her sense of tempo, and most importantly, her
courageous and strong-willed manner of playing”, the musicologist Irina
Chalayeva said.

Over time, Tatiana Nikolayeva had all of Bach’s clavier works in her
repertoire. In 1975 and 1976, she and her students Mikhail Petukhov,
Marina Yevseyeva, Sergei Senkov and the Lithuanian Chamber Orchestra
led by Saulius Sondeckis performed a cycle of twelve Bach concertos for
one, two, three and four claviers in Moscow. “It merged my performing and
teaching ideas”, the pianist confessed. In all, she performed the whole
cycle thirteen times, but its premiere became one of the most memorable
events in Moscow’s musical life of the 1970s and was recorded. In each
concerto, Tatiana Nikolayeva “was able to find individual colors, subtle
gradations, eventually recreating a grandiose musical panorama full of
grandeur, heartfelt lyricism, energy, and life-affirming spirit” (I. Chalayeva).

Nikolai Lugansky, one of Tatiana Nikolayeva’s students, recalls the soft,
“warm” sound and abundant pedaling as the most distinctive features of
her pianism that came from the tradition of Alexander Siloti, Alexander
Goldenweiser’s teacher. Mikhail Petukhov spoke about Nikolayeva’s
“enchanting sound resembling a lively poetic language or classical operatic
belcanto”. She did not share the “authenticity” standpoint, confessing the
primordial nature of the piano sound in Chopin and Bach, Scriabin and
Prokofiev. At the same time, her interpretation is far from Samuel Feinberg’s
improvisational and romanticized Bach, as well as from Sviatoslav Richter’s
crystal-clear celestial detachment. Not only in Bach’s polyphony, but also in
the sound stream of the concert form, the pianist correctly feels the balance
of “vertical” and “horizontal”, filling the rhythmic current of Allegri with
sound dimensions and revealing the choral essence of the slow movements.

Envisaged by the composer, the variance of the sound of Bach’s music no
longer surprises us after the twentieth century made the multiplicity of
interpretations the norm. In this multitude, Tatiana Nikolayeva’s Bach
recordings are an essence of the best qualities of the Russian piano tradition
and, at the same time, an aspiration for a timeless absolute, a synthesis of form
and content.

“When, [...] full of deep humility and tremulous delight, she played the Siciliana
from the E major concerto, it felt like she was being honored with the highest gift at
that moment. [...] Time itself was standing still then”, recalled Mikhail Petukhov.

Boris Mukosey
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