


«OH 0603#can CKpunky Kaxk npouseedeHue UcKyccmea u Kak npedmem, u3 Komo-
020 MOMHO U367€eKamy makue Kpacuevle uapyroujue 38yku. Y MmeHs Hascez0a
0Cmasnocy, 8 namsamu e20 AUYo ¢ NOy-yaslOKol, Koe0a OH MONbLKO 6pan uHcmpy-
MeHm 8 C80U PyKU U YmO-mo nokaswvlean... Ckpunka 6si1a uacmelo e20 ¢usuue-
CK020 CYujecmeosanusi — OH 000}#aJl c80e Yy8CMao Co8epuleHcmea 6a1adeHus 3Mmum
UHCMPYMEHMOM».

Tak 3akaHuUMBaeT BOCIIOMMHAHMS O cBoeM yumrtene — JJaBupe OiicTpaxe —
ckpuriau u nejaror Bukrop JlaHueHKo. Ha Hammx rimasax CMeHMUI0Ch HECKObKO
ITOKOJIEHNI MCIIOMHNUTENel (Cpeiu KOTOPBIX eCTh, 6e3yCJIOBHO, U BBIIAIOLIVECS
MYy3BIKAHTbI); MBI MOXeM — KaK GYATO 00BbEeKTVBHO — OLIEHUTb MY3bIKaJIbHOE
MCKYCCTBO y3Ke «IIPOLIIOTo» IJIs1 Hac XX CToneTusl, BeJb GOJIbIIMHCTBO 3amyceit
«BEJIMKUX», K3 HAMEHUTBIX» U «IIPOCTaB/I€HHbIX» cxpnnaqeﬁ JOCTYIIHBI OJ1s1 CBO-
60HOTO MPOCIYIINBaHMs B 11060e Bpemsi! Ho u ceromus umst JaBuma OiicTpaxa,
cepJie KOTOPOTO OCTAHOBMIOCH 24 OKTSOpst 1974 ropa, Ha ClIeAyOIINii IeHb
rocJie IepBoro U3 ceMyM 3aIUIaHMPOBaHHBIX KOHLEPTOB B AMCTepJlaMe, OT3bI-
BaeTCcs B Ayllle YyTKOrO caymaress... Tak 3By4yaT B IaMsITH YyeJ0BeyecTBa JIMLIb
MMeHa U36paHHbIX — «cuacmausyes npazoHsix» (IIyIIKUH).

«IJapb JlaBuI», <KOPOJIb CKPUTIAUE i», «BeJIMUANIINi 3 BeJIMKUX CKpUITaveit
COBPEMEHHOCTH» — TOH00HbIe aubupambsl pactodanuch OiicTpaxy €O cTpa-
Hu1 raseT B Bene, ITapuske, Bproccene, Bepnune, Ipare, Jlonmoxe, Holo-Mopke.
[Ty6auke EBporbl 1 AMepuKyM GbUIO C KEM CPaBHUBATDb — €CJIU [Jisi COBETCKOTO
crymarens npuesnst Merynu MenyxuHa, Mcaaka CTepHa GbLIM CYaCTIMBBIMM
MCKJIIOUEHUSIMM, TO OCTAJbHOJ MMP He 3HaJl «KeJle3HOTO 3aHaBeca»; KOH-
LlepTHbIE 3a/bl €BPONeNCKMUX CTOMNL, U TopoaoB CIIA moMHMIN BBICTYIIEHUS
M3TPOB CKPUIIMYHOTO MCKycCTBa. «Olicmpax eenuk He nomomy, 4mo OH 8up-
myo3 — OH NOONUHHbLLL, 00yX0MB0PeHHbILi MY3bIKAHM», — TIMCAJIA TIPECCa BO BPeMS



ero nepsoro npuesna B CIIA B 1955 rogy. A Bengp ne6ioT B KapHeru-xosie
eMy NPUILJIOCh UTPATh B OJMH JeHb C BbICTYIUIeHMsIMM HaTaHa MuibiuTteiiHa
u My SnbMaHa; B apyrom 3ane Hrio-Vopka gaBan koHuepT Mosed Curern.

«Oxapakmepu3zosame 2eHuti Jasuda Olicmpaxa mpyoHo, HACMOIbKO €20 JUU-
HOCMb — 060N6WI020 UenogeKa U 00NbWI020 MY3bIKAHMA — MHO202PAHHA», — TIPU-
3HABaJICA [VIaBHbI qupmxkep Ounamenbduiickoro opkectpa I0mkun OpmaHan.
06 9TO0it MHOTOIPAHHOCTY BCIIOMUHAJ ¥ PYKOBOJOUTENb OpKecTpa ['eBaHaxay3a
Kypt Masyp, st kotoporo OjicTpax «6sL1 u Hagcezda ocmancs udeanom My3ol-
Kawma u yenoseka». «Oticmpax u ckpunka, Oticmpax u My3slka — 3mu NOHAMus
cmanu HepaspuléHol», — Tycan B Hekposiore [Imutpuit lllocTakoBuy, «o6si3aH-
Hbll» JaBuay OjicTpaxy IpemMbepamMy BCeX CBOMX CKPUIIMYHBIX COUMHEHMIA.

Eure c panHeit ioHOCcTH OficTpax — cTyAeHT OfeccKkoro My3bIKajJbHO-Apama-
TUYECKOT0 MHCTUTYTA 10 Kiaccy Ilerpa CTONSIPCKOro — MMes B perepTyapHOM
Garaske MacimTabHble KOHIEPTHbIe MPOM3BeLeHMss KoMmo3utopoB XIX Beka.
Ho uckyiieHHass MOCKOBCKasl Mmy6ymka KoHua 1920-x — Havana 1930-X rogos
BOCIIPMHMMAJIa MOJIOAOTO CKpuIada, CKopee, Kak Macrepa Manoil Gopmsl,
TOHKOT'O, M3SIIIHOTO MHTepIpeTaTopa BMPTYO3HbIX MUHMATIOP. JInmbs mobena
Ha KOHKypce MMeHM BeHsBckoro B Bapmase (1935) u TpuymdanbHblii ycrex
Ha cocTsisanuu B Bpioccene (1937) 3acraBuan npusHaTh B OiicTpaxe mOAJIMH-
HOTO, 3peJIoro MacTepa, JOCTOMHOIO IpeeMHMKa BeIMKUX CKpuraveit Havaaa
XX Beka.

Mysbika Moranna Ce6acTbsiHa Baxa cOmpoBOXZala apTUCTa C IEePBbIX
1IaroB B MCIOJHUTENbCKOM MckyccTBe. C KOHUepTOM s MUHOp (BWV 1041)
Iasup OvicTpax me6GTHpPOBan Ha GOJBLION 3CTpaze, B TOP)KECTBEHHOM KOH-
1epre, MOCBsIeHHOM 106uner0 Crosnsipckoro (1923), 3acayskuMB TOXBaly yuu-
Tenst. Korga B HOsi6pe 1945 roma W. MeHYXMH TpuiieTesll B IOCAEBOEHHYIO

MoCKBY, TO COBMeCTHOE MCIIOJIHEHMe KOHLlepTa pe MMHOp IJIsI ABYX CKpMU-
ok (BWV 1043) crasio HauaaoM MCKpPEHHel APYKObl BEIMKMUX MY3bIKAHTOB.
B panpHejtmem nmaptHepoM OiicTpaxa B IBOTHOM KOHIepTe baxa cTan ero cbiH
HWropsp — cemeliHblii gyaT OjicTpaxoB urpan ero B Mockse, JIOHIOHe U JPYTUX
ropozax. B 1950 rogy JaBun OiicTpax BMecCTe C KPYIHEHIIMMY TTPeLCTaBUTe-
JISMM COBETCKOT'O MY3bIKQJIbHOTO MCKYCCTBA MPUHSJI yUacTye B TOPKECTBEHHbIX
MeponpusITHsSIX 1o ciaydyaio 200-1eTHero o6unes co s poxaenus 1.C. baxa
B Jleimnuure.

Btopoit xoHUepT Mu maxxop (BWV 1042) 3Byuan B ucnonHenuu Oiictpaxa
B 'epmanun u CIIIA, HO B ITO3[IHMe TOZbl OH MPeATIOUNTAN UIPATh MTePBbIN KOH-
uepT. ViIMeHHO OH CTal CMMBOJMYECKMM 3aBeplIeHNMeM MCIOJIHUTEeIbCKOTO
nytu OiicTpaxa — B deBpane 1975 rosa 3ariaHMpPOBAHHBINM B aMCTEPIaMCKOM
Koniieptre6ay KOHIIEPT MPOILeT B TAMSITh BEJIMKOTO aPTUCTA, HA KOTOPOM KOH-
uept baxa /151 MMHOD MCIIOMHUI OOMH U3 JTy4IIUX yueHMKoB Oiictpaxa — Oner
KaraH...

B nepByIo «60/1b1IyI0» KOHI[EPTHYIO IIPOTPaMMYy, KOTOPYIO 25-1eTHmit laBuz,
OiicTpax mpencTaBMI MOCKOBCKOV my6iuke B 1933 romy, BOLUIM KOHIIEPThI
Mouapra, Menzgenbcona u YaiikoBckoro. Ho moHamo6mioch Bpemsi — obora-
meHue perepryapa KoHueptamu IIpokodbeBa, MsckoBckoro, XayaTypsiHa,
CYpOBbI€ BOEHHbIE TOJbI — UYTOOBI COMHEUHAsT KU3HEPaJOCTHOCTh, TPOHUKHO-
BEHHBIIl JMPU3M, SIpKasl TeaTpaJbHOCTb MOLAPTOBCKMX KOHLIEPTOB, CO3JaH-
HBIX B PAJOCTHBI, elle He OMpayeHHbIl HeCUaCThsIMU 3a/IbLIGYPICKHUIL TIEPUO],
o6pena B OjicTpaxe MMO-HACTOSIILEMY I'TYGOKOTO MHTEPIIPETATODA.

" MouapT CHOBa 3a3Bydas — B LIMK/Ie «PasBuTye CKPUIIMYHOTO KOHIIEpTa»
(1946-47), B KOHIIEPTaX U CTYOUIHBIX 3amUcsIX 1950-X TOIOB — M COMPOBOXKIAI
CKpuUIlaya [0 MOCJIeOHUX JIeT XU3HU. [IOCTOSHHO OGHOBJISAS pernepTyap IMpo-



U3BEIEHMSIMY COBETCKMX ¥ 3apyOeKHbIX KOMIIO3UTOPOB, OiicTpax HaXOIWII
HOBBIE KPAaCKM M B MOLIAPTOBCKMX KOHIIepTax. 8 dheBpasst 1963 roga B Bosbiuiom
3a71e MOCKOBCKOJI KOHCEpPBAaTOpMM OH COeAVHMII B MporpammMe MouapTa ¢ KOH-
uepramyu Bpamca u CTpaBuHCKOTO — npuueM CTpaBMHCKMIA, KaK M KOHLEPT
Cu-6emoisb Maxkop, KV 207, 3By4an B ero MCIIOJHEHUY BIIEPBbIE, 3TA «KUBASI»
3aMMCh U MpeJCcTaB/lIeHa Ha IJCKe.

Kak anpTuct (Mrpy Ha anbpTe mpernojaBajg cBouM yudeHukam IlI. Crossp-
ckmit) OjicTpax HEOJHOKPAaTHO MCMOMHST KoHuepTHyo cumdonmio MorapTa
(B aHcambiax c¢ U. MenyxuubiM, U. OjicTpaxoM), KakK OUPUXKEDP OCYIIECTBUI
3aMMCh TSITM KOHUEpTOB ¢ yuyactuem O.KaraHa M «COMHMTENIBHOTO» Cefib-
MOTO KOHIIepTa (ero aBTOPCTBO [I0 CMX IOP OCIapMBaeTCs UCCIef0BaTeNIsIMM)
B ucrnosHeHuu M. @uxrtenrosnbia. OgHO 13 BepIIMH UCIIOTHUTEIbCKOTO TBOP-
YyecTBa apTUCTa MpMU3HAHA GepIMHCKAas 3aMUCh MATH MOIIAPTOBCKUX KOHIEP-
TOB (1970-71), B KOTOpOJi OficTpax BBHICTYNNJI B KaUueCTBe CONNCTa U AupusKepa.
Crnyuast ee, TPyZHO He COIJIACUTBCS C yTBepKmeHueM B. Pa6es: «...Oticmpax-
ckpunau u Oticmpax-Oupuxcep He npocmo “cocywjecmeyrom”, a 63aumHo donos-
HAIoM 00uH 0py2020 — 08e opMbl packpsimus eOuHoli OyX08Holl cyuyHocmu, Kakoti
67151emcst BHympeHHUl mMup xyooxcHuxa!»

3a 40 ner Oasuny OjicTpaxy JOBeNOCh BBICTYNATh C MHOTOUYMCIEHHBIMU
OpKecTpaMM U JAy4IIMMM Jupuskepamyu Mupa. Ho cpeiy oTeuecTBEHHBIX Mas-
CTpO Hambosee MIOAOTBOPHBI GbIIM TBOPUECKMEe KOHTAKThI ¢ Kupnumiom Ko-
IpaimmHbIM U Pynonbdom Bapiraem.

Bo Bropoii nonosuHe 1940-x romos K. KoHapamiuz, Torga eije AuUpUXKeEp
Bospiroro Teatpa, Hayaa peryyasipHO BBICTYNATh € CUMGOHUYECKMMM KOJIIEeK-
TMBaMM, a ¢ 1956 rofa MoTHOCTHIO TTOCBSITHII Ce0sI KOHLIEPTHOM 1€ TeTbHOCTH.
MHoOro/IeTHSS ONlepHas MpaKTMKa Clesiana ero HelpeB30JiJeHHbIM [TIapTHEPOM

B OPKeCTPOBBIX KOHIIepTax — KoHgpammH 06/1a5an yMmeHyeM 9yBCTBOBATD COTM-
CTa, YJIaBJIMBaTh €r0 TeMIIOBbIe, 06Pa3HO-3MOLMOHATbHbIE MMITYJIbChI (HECITY-
YaliiHO OH MOTOM AMPMKMPOBaa Ha TpeTbeM Type I[lepBoro MexayHapogHOTO
KoHKypca uMmeHy I1. V. YalikoBCKOr0 y MMaHUCTOB ¥ OTIIPABUIICS B raCTPOJIbHOE
TypHe BMecTe ¢ nobeautenem — Banom KinaitbepHom).

NmenHo ¢ Kupumiom Konapammuaeim OicTpax MpoBes rpaHAMO3HbBIN UK
«Pa3BuTHe CKPUIIMYHOIO KOHLEpPTa», [103Ke BBICTYIaa C HUM Ha BceMupHOM
decTuBase MONIOLEXM M CTYHEHTOB B bynamemrte, MCHOMHSUI M 3aIMCBIBA
non ynpasieHueM KonppammHa KoHUeptel baxa, Mouapra, MeHnenbcoHa,
Bpamca, YaitkoBckoro, [IBopxkaka, Jlamo, I'masyHoBa, CrpaBuHcKoro, IIpo-
kodbeBa u lllocrakoBuya. Bosrnasue B 1960 romy cumdbOHMYECKUT OPKeCTP
MoCKOBCKOIi huIapMoHUH, IUPUsKep peryasipHo npuriaman Jasuna Oiictpaxa
K y4acTuio B KoHIeprax. CuHTes «ratio» 1 «emotio» — CTpOroit MpogyMaHHOCTU
KaX/0¥i MHTepIpeTalyu U B4OXHOBEHHOTO SMOIMOHAIILHOTO [TOPbIBA B UCIIOJ-
HEeHUY — ObUI MPUCYIL 0600MM My3bIKaHTaM; MMeHHO y Kongpaumua OiicTpax,
110 COGCTBEHHOMY MPU3HAHUIO, YUMIICS «CITYLHIAHMIO» OPKECTPOBOII MTAPTUTYPhI
B IIepMOJ;, OCBOEHUSI IMPIDKEPCKOi mpodeccun.

CoBMmecTHble BbIcTyIIeHUs! [laBupa Ojictpaxa ¢ Pymonbdom Bapriaem
TaKke Havyanuch B KoHIe 1940-x romoB. HemaBHMIT BBIMYCKHMK MOCKOBCKO
KOHCepBaTOpMM IO KJIAacCy ajabTa C MIOTEHLMAJIOM BbIAAIOIIEerocsl MCIIOMHUTeS,
Bapiuait oTnaBas MHOTO CUJT aHCAaMOJIeBOIt UTPe, YIaCTBOBAJ B KOHIIEPTAX TPUO
II. Oiictpaxa, JI. O6opuHa u C. KHyLmIeBUIIKOrO, B CO3JaHUU CTPYHHBIX KBap-
TeTOB UMeHM Bopoauua u umenu YaitkoBckoro. B ancamb6iie ¢ Bapuiaem 6b11a
ucrnosiHeHa 1 3anucana Konnepraas cumbonust MouapTta (u3gana «Menoaueit»
B 2019 rony, B 106M/Iei/fHOM KOMIUIEKTE, MOCBAIEHHOM P. Bapiiaio), a 3ammch
Bapuas cumdonnu Bepnnosa «[aposba B UTamuu» 0jist aiabTa ¢ OPKECTPOM IO,



yrpasnenuem Oiictpaxa-gupikepa (1964) u cerogHst ocTaeTcsl OLHOM U3 JTyd-
MIMX MHTePIIpeTaluii 3TOr0 COUMHEHMS.

Korga Pynonbd Bapurait co3gan MockoBCKuit KaMmepHblii oprecTp (1956) —
nepBsiit B CCCP Ko/IeKTUB MoJ06HOr0 pojia — CBexkeCTh pelepTyapa U Opu-
I'MHAJIBHOCTD 3BYYaHMS IIPUBJIEK/IA K HEMY JIyULIMX UCIIOJTHUTENeli-CONMUCTOB.
B pemepTyape HOBOTO OpKecTpa My3biKa GAPOKKO ¥ BEHCKOI KJIACCUUeCKOoit
LIKOJIBI COCeaCcTBOBaNa ¢ aBTopamu XX Beka, HO u bax, u BuBanbau, u laiigx
3BYYa/IM B €T0 MHTEPIIPETALMSIX KUBO U «COBPEMEHHO» (O «€MHCTBE UCTOPUM
¥ COBPeMEHHOCTM» KaK BasKHejillleM MCIIOMHUTeNbCKOM KauecTBe MKO mucan
IllocTakoBMY). YOMBUTEIBHO IJIACTUYHO U B TO Xe BpeMst 06beMHO BeJl Bapiiait
KOHTPAITyHKTUYeCKOe KPY)XeBO 6aXOBCKMX KOHLIEPTOB, COeIMHMBIIUX B cebe
Hacje/iyie MTAAbsIHCKON BUPTYO3HOJ TpaauLIMM, MOAMGPOHMYECKYI0 Hachl-
IIEHHOCTh HEeMeIIKOJi IIKOJIbI U XapakTepHbie s baxa «mpo3peHus» B Gymy-
1ee — PUTMUYECKUI «HEPB» ¥ 3a4aTKM MOTMBHO-TEMATUYECKOI Pa3paboTKu
KJIaCcCUIIM3Ma.

VOUBUTENbHO, HO WCIIOJHUTENb «BGOJBIIOr0» POMaHTUYECKOTO CKjaja
Hasup OiicTpax HaxOOUT HOBOe, KaMepHOe 3By4aHMe, B3ayMOJIe/CTBYSI C KOJI-
JIEKTUBOM HeoObIyHOTO 1yt Hero (opmara. «Caywas MockoscKuli KamepHblli
opkecmp, — mucan gupwkep u neparor JI. T'mH36ypr, - @ocnpuHumaews noo-
JIUHHOE M8OpHeCcmB0 NPeKPACHbIX MY3bIKAHMO8, 00BedUuHeHHbIX edUuHoll Xxydo-
HeCMBeHHOU HanpaeieHHoCmylo». [IyX TBOPUYECKOi CBOGOMbI MY3UIMPOBAHUS
BIIOXHOBJISUT BEJIMKOTO CKpMIava, mpugasan ero urpe ¢ MKO oco6blit amorumo-
HaJIbHBII MAapM; OH He TI06JIeK U CerOIHS.

3amucu JaBmpa Oiictpaxa mopn yrpasieHuem Kupwina KonpapammHa
u Pypnonbda Bapiuas no-npexxHeMy COCTaBISIIOT OGHY M3 SIPKUX CTPaHMUL] 30J10-
Toro (oHAA OTeYeCTBEHHOTO MY3BIKATbHO-VCIIONIHUTENbCKOTO MCKYCCTBA.

Ha mepBbIit B3I/IsI1, pasnuyHble 10 CTUINCTUKE, OHM 06beIMHEHBI TOJ Heyso-
BMMO1, HO TIepeJalolIeiics CAyIaTe 0 J60BbI0 K My3bIKe, K CKPUITMYHO
UTpe, KOTOPYIO TaK MeTKO OXapakTepusosail B OjicTpaxe ero BelIMKuii Kojuiera
Ucaak CTepH: «...0H meopum My3slKy, U3NUBANUYIOCS 8 OeCKOHEUHOM NOMmokKe
Kpacomsl u uzsujecmear.

Bopuc Myxkoceti



“He adored the violin as a work of art and as an object from which he could
extract those beautiful bewitching sounds. I forever remembered his face with a half-
smile, when he just took the instrument in his hands and showed something... The
violin was part of his physical existence — he adored his sense of perfect mastery of
the instrument”.

This is how the violinist and teacher Viktor Danchenko concludes his memo-
ries of his teacher, David Oistrakh. Several generations of performers (with some
undoubtedly outstanding musicians among them) came and went before our
eyes. As if objectively, we are able to evaluate the musical art of the now “past”
twentieth century because most of the recordings made by the great, famous and
celebrated violinists are available for free listening at any time. But even today
the name of David Oistrakh, whose heart stopped on October 24, 1974, the day
after the first of the seven scheduled recitals in Amsterdam, strikes a chord with
the sensitive listener causing inexplicable trepidation, a feeling of delight and
admiration. This is how the names of the chosen ones resonate in the memory of
mankind - “happy idle people” (Pushkin).

“King David,” “the king of violinists,” and “the greatest of the great violinists
of our time” were the praises the newspapers in Vienna, Paris, Brussels, Berlin,
Prague, London and New York lavished upon Oistrakh. The audiences in Europe
and America did have a chance to compare. If the visits of Yehudi Menuhin and
Isaac Stern were nothing but happy exceptions to the Soviet listeners, the rest of
the world did not actually know what the Iron Curtain was. The concert halls of
the European capitals and American cities remembered the performances of the
great masters of the violin art. “Oistrakh is great not because he is a virtuoso, but
because he is a genuine, inspired musician,” the press wrote during his first visit to
the United States in 1955. Incidentally, he had to make his debut at Carnegie Hall
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on the same day when Nathan Milstein and Mischa Elman played their recitals.
Joseph Szigeti was performing at another venue in New York.

“It is difficult to describe the genius of David Oistrakh. Apart from being a great
man and a great musician, he is such a many-sided personality,” Eugene Ormandy,
the long-time music director of the Philadelphia Orchestra, admitted. Kurt Masur,
the Kapellmeister of the Leipzig Gewandhaus Orchestra, for whom Oistrakh “was
and always remained the ideal of a musician and a man,” also remembered about
his many-sided personality. “Oistrakh and the violin, Oistrakh and music — these
things have become inextricable,” Dmitri Shostakovich, who felt “obliged” to David
Oistrakh for the premieres of all his violin pieces, wrote in an obituary.

When Oistrakh was a young student at the Odessa Music and Drama Institute
and studied with Pyotr Stolyarsky, he already had a number of large-scale con-
certos written by nineteenth century composers in his repertoire. However, the
sophisticated Moscow audience of the late 1920s and the early 1930s perceived
the young violinist as a master of small forms, as a refined and elegant interpreter
of exquisite miniatures. Only his victory at the Wieniawski Competition in War-
saw in 1935 and triumphal success at the competition in Brussels in 1937 made
them recognize a true and mature master in Oistrakh, a worthy successor to the
great violinists of the early twentieth century.

The music of Johann Sebastian Bach accompanied the artist from the first
steps of his performing career. With the concerto in A minor (BWV 1041), David
Oistrakh made his debut on the big stage in the Gala concert dedicated to Stolyar-
sky’s anniversary in 1923 and earned the teacher’s praise. When Yehudi Menuhin
arrived in the post-war Moscow in November 1945, their joint performance of the
concerto in D minor for two violins (BWV 1043) signified the beginning of a sin-
cere friendship between the two great musicians. Subsequently, Oistrakh played
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the Bach double concert with his son Igor — the Oistrakh family duo played it in
Moscow, London and other cities. In 1950, David Oistrakh, together with some
luminaries of the Soviet musical art, took part in celebration of J.S. Bach’s 200th
anniversary in Leipzig.

The second concerto in E major (BWV 1042) was performed by Oistrakh in
Germany and the USA, but he preferred to play the first one in later years. It
became a symbolic conclusion of Oistrakh’s performing career - in February 1975,
the recital he had scheduled to play at the Concertgebau in Amsterdam became an
evening consecrated to the memory of the great artist. Oleg Kagan, one of Oistra-
kh’s best students, performed Bach’s concerto in A minor.

The first “big” concert program that then the 25-year-old David Oistrakh
presented to the Moscow audience in 1933 included concertos by Mozart, Men-
delssohn and Tchaikovsky. But it took time — and the concertos by Prokofiev,
Myaskovsky and Khachaturian, and the harsh war years — until that sunny cheer-
fulness, heartfelt lyricism, and vivid theatricality of the Mozart concertos created
during the joyful Salzburg period that did not know the future misfortunes found
a truly profound interpreter in Oistrakh.

And Mozart sounded again - in the cycle “Evolution of Violin Concerto” (1946
and 1947), in the concerts and studio recordings of the 1950s — and accompanied
the violinist until his last years. Constantly expanding his repertoire with the
works by Soviet and foreign composers, Oistrakh kept finding new colors in the
Mozart concertos. On February 8, 1963, playing at the Grand Hall of the Moscow
Conservatory, he combined the Mozart program with concertos by Brahms and
Stravinsky — and that was the day when he played Stravinsky, as well as the B flat
major concerto, KV 207, for the first time. This live performance is featured on
the album.
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As a violist (Pyotr Stolyarsky also taught viola to his students), Oistrakh
repeatedly performed Mozart’s Concert Symphony (together with Yehudi Menu-
hin and Igor Oistrakh); as a conductor, he recorded five concertos with Oleg Kagan;
the “doubtful” seventh concerto (its authorship is still disputed by researchers)
was performed by Mikhail Fichtenholtz. The Berlin recordings of five Mozart con-
certos made in 1970 and 1971, on which Oistrakh acted as both a soloist and con-
ductor, was recognized as one of the peaks of the artist’s career. Listening to it, it
is difficult to disagree with what violinist and musicologist Vladimir Rabei said:
“...Oistrakh as a violinist and Oistrakh as a conductor not only “coexist,” but mutually
complement each other — two forms of revealing a single spiritual essence, which is
the artist’s inner world”.

For 40 years, David Oistrakh had an opportunity to perform with numerous
orchestras and the world’s best conductors. But among the domestic maestros,
he enjoyed the most fruitful artistic contacts with Kirill Kondrashin and Rudolf
Barshai.

In the second half of the 1940s, Kirill Kondrashin, then the conductor of the
Bolshoi Theatre, began to regularly perform with symphony orchestras. From
1956, he devoted himself completely to concert activities. Many years of opera
practice made him an unsurpassed partner in orchestra concerts - Kondrashin
had an ability to feel a soloist, to capture his/her tempo and figurative emotional
impulses (it is no coincidence that Kondrashin conducted for the pianists during
the third round of the First International Tchaikovsky Competition and went on
tour together with the winner, Van Cliburn).

Kirill Kondrashin was the one with whom Oistrakh implemented the grand
cycle “Evolution of Violin Concerto”. They later performed at the World Festival
of Youth and Students in Budapest, performed and recorded concertos by Bach,
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Mozart, Mendelssohn, Brahms, Tchaikovsky, Dvorék, Lalo, Glazunov, Stravinsky,
Prokofiev and Shostakovich. After taking the helm of the Moscow Philharmonic
Symphony Orchestra in 1960, Kondrashin regularly invited David Oistrakh to
participate in his concerts. The synthesis of “ratio” and “emotio” - strict reason-
ing of each interpretation and inspired emotional impulse in performance — was
inherent in both musicians. As Oistrakh admitted, when he studied conducting,
he learned how to “listen” to an orchestra score from Kondrashin.

David Oistrakh and Rudolf Barshai began to perform together also in the late
1940s. The recent viola graduate of the Moscow Conservatory and promising per-
former, Barshai devoted much of his energy to ensemble playing, participated in
concerts of the trios of David Oistrakh, Lev Oborin and Sergei Knushevitsky, and
in the formation of the string quartets named after Borodin and Tchaikovsky. With
Barshai, Oistrakh performed and recorded Mozart’s Concert Symphony (released
by Melodiya in 2019 as part of the anniversary set dedicated to Barshai), and Bar-
shai’s recording of Berlioz’s Harold in Italy for viola and orchestra conducted by
Oistrakh (1964) still remains one of the best interpretations of this work.

‘When Rudolf Barshai founded the Moscow Chamber Orchestra in 1956, the
first Soviet orchestra of the kind, the freshness of its repertoire and the original-
ity of its sound attracted the best soloists to it. The new orchestra’s repertoire
comprised the music of Baroque and the Viennese classical schools coexisting
with twentieth century composers. Bach, Vivaldi and Haydn sounded lively and
“modern” in his interpretations (Shostakovich wrote about the “unity of history
and modernity” as the most important performing quality of the MCO). The way
Barshai wove the contrapuntal lace of the Bach concertos was amazingly flexi-
ble and at the same time texturized, and that was the music that combined the
legacy of the Italian virtuosic tradition with the polyphonic richness of the Ger-
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man school and Bach’s “insights” into the future - the rhythmic “nerve” and the
sprouts of motive and thematic development of classicism.

Surprisingly, David Oistrakh, with his disposition towards romanticism,
found a new, chamber sound, interacting with the kind of orchestra that he was
not accustomed to. “When you listen to the Moscow Chamber Orchestra,” wrote
conductor and teacher Leo Ginzburg, “you perceive genuine creativity of the won-
derful musicians united by the same artistic orientation”. The spirit of creative free-
dom of music playing inspired the great violinist and added a special emotional
charm to his performances with the MCO. This charm still stays on.

The recordings of David Oistrakh with Kirill Kondrashin and Rudolf Barshai
are still one of the brightest pages in the golden fund of the Russian musical per-
forming art. At first glance, different in style, they are united by that elusive, but
communicable love for music and violin playing, which was so aptly described by
Oistrakh’s great fellow violinist Isaac Stern: “..he creates music that pours out like
an endless stream of beauty and grace”.

Boris Mukosey
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Anck 1

Worann CebactbsaH bax
KoHuepT Ang ckpunku, CTPYHHbIX M 6acco KoHTMHYO N2 1 ng MuHop, BWV 1041
|

e 4.08
2 dLARdante . ... 7.20
3 HLAWEgroassai . . . . v v v v it e 3.55
KoHuepT ans ckpunku, CTpyHHbIX 1 6acco KoHTMHYO N2 2 Mu maxop, BWV 1042
4 LAUEGro . . . oo 8.19
5 MLAdagio. . . ... 737
6 ILALWEgroassai . . . . . o vt i e e 3.04
KoHuepT Ang AByX CKpUNOK, CTPYHHbIX U 6acCo KOHTUHYO pe MuHop, BWV 1043
7o LVivace. . ..o 4.03
8 Il.Largo,manontanto . . . . .. . . .. ... 7.32
9 HLAWEgro . . . . o 4.54

O6wwee Bpems: 50.56

[aswua OicTpax, ckpunka

Uropb Oiictpax, ckpunka (7-9)
MOCKOBCKMI1 KaMepHbI OpKecTp
Lupwxep - Pyponbd bapuait
3anucn 1959 . (1-6)

3Bykopexuccep - AnekcaHap lpoccmaH
PemactepuHr — EneHa bapbikuHa
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Dunck 2

Bonbdranr AMaaeit Mouapt
KoHuept N2 1 ans ckpunku ¢ opkectpoM Cu-6emonb maxop, K. 207

1 LAllegromoderato . . . . . . . . v i it 7.23
2 MLAdagio. . . ... 750
3 dILPresto. . . ... 6.06
KoHuept N2 5 ans ckpunku ¢ opkectpom Jla maxop, K. 219

4 LAlegroaperto . . . . ... e 9.17
5 dLAdagio. . .. ... ... 10.44
6 Ill.LRondeau.Tempodimenuetto. . . . . .. ... ... ... 9.29
KoHuept N2 7 ons ckpunku ¢ opkectpom Pe maxop, K. 271a

7 LALegromaestoso . . . . . . i i 10.01
8 ILAndante . . . . . . 750
9  IlLRondo.Allegro . . . . . . . L 8.49

Obuee Bpems: 77.34

[asup OiicTpax, ckpunka

CuMboHMYeckuii opkecTp MOCKOBCKO# rocyaapcTBeHHoM dunapmonum (1-3)
BonbLwoit cumdoHmyeckuit opkectp BcecotosHoro paauo (4-6)
locynapcrBeHHbI akapaeMuyeckuin cumdonmnyeckuin opkectp CCCP (7-9)
[upwxep - Kupunn KoHapatimt

3anucu: ¢ koHuepta 1963 r. (1-3),1947 (4-6),1950 (7-9) rr.

PemactepwuHr - EneHa bapbikvuHa
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Disc 1

Johann Sebastian Bach
Violin Concerto No. 1 in A minor, BWV 1041

1 4.08
2 LARdante . ..o 7.20
3 HLAWEgroassai . . . . v o v v i e e 3.55
Violin Concerto No. 2 in E major, BWV 1042

4 LAUEgro . . . oo 8.19
5 ILAdagio. . . . .. 737
6 ILALWEgroassai . . . . . o vt i e 3.04
Concerto for two violins in D minor, BWV 1043

7o LVivace. . ..o 4.03
8 Il.Largo,manontanto . . . . . . . ... ... 7.32
9 HILAWEgro . . . . o e 4.54

Total time: 50.56

David Qistrakh, violin

Igor Oistrakh, violin (7-9)

The Moscow Chamber Orchestra
Conductor - Rudolf Barshai
Recorded in 1959 (1-6).

Sound engineer - Alexander Grossman
Remastering - Elena Barykina
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Disc 2

Wolfgang Amadeus Mozart
Violin Concerto No. 1 in B flat major, K. 207

1 LAllegromoderato . . . . . . . . v i it 7.23
2 MLAdagio. . . ... 7.50
3 dILPresto. . . ... 6.06
Violin Concerto No. 5 in A major, K. 219

4 LAlegroaperto . . . .. .. 9.17
5 MLAdagio. . . . .. 10.44
6 Ill.LRondeau.Tempodimenuetto. . . . . ... ... ... ... 9.29
Violin Concerto No. 7 in D major,K. 271a

7 LALegromaestoso . . . . . . i i 10.01
8 ILAndante . . . . .. 750
9  llLRondo.Allegro . . . . . . . L 8.49

Total time: 77.34

David Oistrakh, violin

The Moscow Philharmonic Orchestra (1-3)

The Moscow Radio Symphony Orchestra (4-6)

The USSR State Academic Symphony Orchestra (7-9)
Conductor - Kirill Kondrashin

Recorded live in 1963 (1-3),1947 (4-6),1950 (7-9).

Remastering - Elena Barykina
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