FREDERIC CHOPIN
SERGEI DORENSKY



SERGEI
DORENSKY

R
MM
MU
\\\\\\\\\\\
W




Vms HapogHoro aptucrta PCOCP Cepres JleoHuposmua [lOpeHCKOTO, BHe
BCSIKOTO COMHEHVSI, XOPOIIO M3BECTHO JI060MY, KTO Maso-MaJubCKV NPUYACTeH
K BBICOKOMY MMPY K/IacCMuecKkoil My3bIKaabHOV KylbTypbl Kak B Poccuu, Tak
" Janexo 3a ee npegenamu. OIMH U3 CaMbIX BbIAOMINXCS GopTenmuaHHbIX Mefaro-
rOB COBPEMEHHOCTH, OH BOCTIMTAJI 1I€/I0€ CO3Be3/ue MPEeKPACHbIX MMAHUCTOB, Goee
160 pa3 CTAaHOBMBIUMXCS MOGEOUTENSIMU ¥ JlaypeaTaMM PasiUuHbIX, B TOM UUCIe
U CaMbIX ITPECTVKHBIX MEXAYHAPOIHBIX KOHKYPCOB.

TajfHOIUCh CEKPeTOB CTONb TPUYM(aTbHOrO MeJarorMyeckoro ycrexa BpsT,
I TIOAJaeTcsl BceobbeMtiomeli pacumMbpoBKe, HO PUCKHEM IPEAIIONOXUTh, UTO
OIHMM M3 CYIeCTBEHHBIX (aKTOPOB SIB/ISETCS 3[1eCh OTCYTCTBME Y JJOPEHCKOro
3TOLIEHTPUYECKOTO CTPeMJIEHUsST aBTOPUTAPHO <«KJIOHMPOBATb» B YUEHUKAX COO-
CTBEHHYI0 TBOPYECKyI0 MHIMBUAyaJbHOCTb. He MOTOMY /71 CTOMb pasuTEIbHO
He TIOXOXM APYT Ha Jpyra 3aMeuaTe/bHble NpeCTaBUTENN ero IKoabl Huxonaii
Jlyranckuii u Jenuc Manyes, [TaBen Hepcecbsin u AHppeii [Tncapes, Bagum Pynenko
u Anekcanp llltapkman, Onbra Kepu u Exatepuna Meuetnna?

[lymaeTcsl, HEMaJIOBaKHYIO POJIb UTPaeT M IOKOPSIIONIAs KOMMYHMKAGeIbHOCTb,
rio3BosistIonast Ceprero JIeOHUIOBIUUY He TONBKO CO3,aBaTh 0COGYI0 aTMOCdepy B CBOEM
KJ1acce, HO ¥ GbITh LIEHTPOM IIVPOKOTO APYKECKOTO KPyTra, OOBeNVHSIONIer0 MHOTMX
SIDKUX TIpeJicTaBUTesIel MCKYCCTBa, HAyKU, CIOPTa, MEAVIIMHBL. DTH 5Ke CBOJCTBA [TOMO-
raJiv ¥ TIOMOTal0T MY U B MCITOTHEHVM «Pa3HOTO0 poza» OQULIMATBHBIX POJIeii — MHOTHE
rozpl JIopeHCKuMit BO3IIaB/sul dopTenyaHHblil hakymbreT MOCKOBCKOI KOHCepBaTo-
pun, paboTa 1 MPORO/KAET PAGOTATD B SKIOPU MEKIYHAPOAHBIX KOHKYPCOB.

Bce 3TO Tak, HO MPUXOOUTCS C COXKaJeHMEeM KOHCTaTMPOBATh, UTO B MOC/IEHEe
BpeMsl HEeCKOJIbKO 3a6bIT apTucTMUeckuit o6mmk JlopeHckoro. OTYacTyi «BMHOBAT»
B 3TOM U caM rpodeccop, He pa3 MyOIMYHO 3asIBIISIBILINIA, UTO MMEHHO B ITeIaroruke OH
Halllell MCTVHHOe TIPM3BaHye, OTOLBUTasl TeM CaMbIM Ha BTOPOJT IVIAaH COGCTBEHHBIE

MCIIOJTHUTENBCKYE CBepiueHyst. [I06aBUM CIofia ¥ TpUBMATbHOE HallOMMHAHME O Hey-
MOJIVIMOM 6ere BpeMeHy, OPOIVBIIEM 3a TOJbl, ITPOIIEALIVe C TOTO MOMEHTa, KOrna
Cepreit [IopeHCKMIt BBIHYKIEH GbIT 110 COCTOSIHUIO 3[J0POBbsI TIOKMHYTh KOHLIEPTHYIO
3CTpazy, HOBbIe BKYCHI M HOBBIX repoeB. K ToMy ke ero 3amyceit caesaHo GbIIO, YBbI,
COBCEM HEMHOTO ¥ GOJBLIMHCTBO M3 HUX JIO CUX ITOD He TTepen3faHo Ha KOMITaKT-IMC-
kax. TeM oTpajiHee TIOSIBJIEHNE 3TOTO COGPAHMST M3GPAHHBIX MIOMEHOBCKUX Ma3ypoK,
SIBJISTIOILETOCST HEOTheMIEMO BasKHOI YacThbIo Gorareiiiieit poOHOTeKM 3ammceli mpous-
BeJleHMIt OJIbCKOT0 IeHMs1, CO3AaHHO 0TeuecTBeHHbIMM MacTepaMu.

Bpems paciisera Tananrta Ceprest JJopeHCKOro (a BMecTe ¢ HUM M MHOTUX Jpy-
I'MX TPeKpacHbIX MIAHNUCTOB ero IMokoneHus: — Inmeba Axcenbponma, AneKkcaHzapa
BbaxuneBa, Jlazapst Bepmana, JIpBa Bnacenko, Bepsl l'opHOcTaeBoit, Bemnbl [JaBumo-
Buuy, EBrennst Manuuuna, Cranucinasa Heiiraysa, TatbsiHbl HukonaeBoit, IMuTpus
IManepHo, Hayma IllTapkmaHa, Muxauna BockpeceHnckoro, Imutpusi bamkuposa)
ObLIO COBEPIIEHHO YHUKATbHBIM B UCTOPUYU COBETCKOTO (POPTEMMAHHOTO UCITOMHY-
TEeNIbCTBA. B MOMHOM paciiBeTe TBOPUECKUX CMJI ObUIM TaKue BETUKUE XYLOKHUKMY,
Kak Bragumup Codponnmixuit u Mapust I0guHa, Kopuben crenymomero moxkosue-
Hust — I'puropmit I'nus6ypr, Mapus I'pun6epr, SIkoB 3ak, JleB O60puH, SIkoB dnuep;
MOIIHO pa3BOpauMBaINCh apTUCTHUeCKue «oxuccen» Imuis ['mnenbca u CBATOC-
naBa Puxrepa. Takas HeGbIBaJas KOropTa CJIOKMIAChb BO MHOTOM U «Giaromapsi»
MCTOPUYECKUM peanysiM, He TO3BOMSIBLUIMM TaJaHTaM CBOGOLHO PacCeuBaThCs MO
3eMHBIM IPOCTOpaM. BrimcaTbcsl B 3TO CO3Be3ye, IONTYYNUTh IIPaBo roj0ca Ha TOM
MUPILIECTBE U30PAHHBIX MOKHO GbLTIO JINIIIb HA/IeIEHHOMY MCTUHHBIM JapOBaHUEM.
KoneuHo, 1 TOrza yxe IPOITYCKOM Ha KOHIIEPTHYIO 3CTPaZly CTaHOBMIICS KOHKYpPC-
HBII yCIleX, HO He CTOUT 3a0bIBaTh, YTO B T€ TOAbI KOHKYPCOB GBUIO, B CPAaBHEHUM
C HallYIMM SHSIMY, MY3€PHO MaJjo, 8 BOT LOOGBITbIe HA HUX IPEMMUM 3HAUMIN KyZa
6orple, 4YeM Ternepb.



To6emoHOCHO Tpoias cocTtsasanust B Ilombiie M Bpaswmuu, JJopeHCKMit
MOTYyYMJ1 TIPMBMJIETHIO HAuaTh KOHIIEPTHYIO [1eSTelbHOCTb, HO HUKaKyue NpeMumn
M peraauu He yhepykaau Obl ero Ha CleHe NO6GPBIX UeTbIpe AecaTuaeTus, eciu 6
CIylniaTenassm He 6])[}'[8 VMHTEepeCHa apTUCTUUYeCKass MHOUBUAYA/TIbHOCTb MY3bIKaHTa.
A Beb MMEHHO Tak OHO ¥ 6GbUIO — Ny6GIMKa JMI06MIA CIYLIATh €ro JMIIEHHbI
Kakoro-ambo HaMeKa Ha I3TOLEHTPMUUYECKOe CaMOM60BaHKMe, aBTOPUTAPHYIO
Ha3UJaTeJbHOCTh MMAHUCTUYECKUI rosoc. VI 3TO B 30Xy BCEINOIVIOLIA0IIEro
MKGbOTBOPYECTBA, BO3/IAraBIIero Ha KYMUPOB e[[Ba M He «IIPOPOYECKYI0» MUCCHUIO,
BUJIEBILETO B HUX HeGOKMTeIel, JaleKo OTCTOSIIIX OT HOPM ITOBCEHEBHOCTM.

SIBCTBEHHO CaMOOBITHBIN MCIOMHUTENbCKUI TMOoYepK JOPEHCKOro CBSI3aH
C MCKYCCTBOM €ro JiereHapHoro yuntens ['puropus Pomanosuua ['1H36ypra. [Toxka-
JIyit, TONBKO cejfyac HacTymaeT IOpa OCO3HAHMSI MOATMHHOTO Bennuust Gurypbl
I'mH36ypra, majeko He CIOJHA pa3rafiaHHO M OLIEHEHHOJ COBpPeMeHHMKaMMy,
KOTOpbIE He Bcerga ymenu 3a (acafoM OCTemUTeTbHOIO MAcTepCTBa, HEKOTOPOii
COepskaHHOCTY BHEIIHEN MOBafKM Pas3iMuUTh MOLJIVMHHYIO TT033UI0 U ITyOUHHYIO
coZlepKaTeIbHOCTb. [JOPEHCKOTO POSHUT C €ro YUUTeeM U YYBCTBO MEDBI, U BbICO-
KM XyO,0>KeCTBEHHBII BKYC, ¥ TIOCBSIIEHHOCTb B Maruio 3ByKOM3BIeUeHMs.

KouneptHsle mporpammsl Ceprest JJOpeHCKOTO BKIIOYAIN B ce6st TPOV3BeeHNsT
CaMbIX pasHbIX KOMIIO3UTOPOB. 3/iecb 1 beTXoBeH (cpeay Mpouero, O4Ha U3 CaMbIX
€CTeCTBEHHBIX M YOemuTeNbHbIX MHTeprpeTaumit coHatsl, cod. 110), u IllymaH,
n JIuct, n YaiikoBckuii, 1 PaxmMaHMHOB, 1 My3bIKa XX BeKa, B TOM UMc/ie BllepBble
MM VCTIO/THEHHBII B Poccuy 1 OIyGIMKOBAHHBIN B €0 UCTIOMHUTENbCKOI PeaKiun
koHuept C. Bap6epa.

Bce ke I7IaBHOJ TeMOi MCIIOMHMUTENbCKOrO TBopuectBa Ceprest [JopeHCKOro
crana ¢dopremvanHas mMy3bika ®penepuka [lonena. CoHara cu-6eMonb MUHOD,
Gaytazipl, CKepIO, MOJMOHE3Bl, BATbChI, TIONBI, HOKTIOPHBI — B IIPOUYTEHWUM 3TUX

COKPOBEHHBIX IlIeIeBPOB LIONEHOBCKOJ M033MM OH JOCTUIal BBICOKOJ KPacOTbI
u BbIpasuTeabHOCTU. HO ecTh OfiHa 3amoBeqHast 06/1acTh, 0COGEHHO 6/1M3Kas gylie
apTucTa — 3TO Masypku. MOKHO ObITb GONBIIMM, JaXe BEIMKUM IMAHUCTOM,
6J]MCTaTEJIbH0 VICITIO/IHSITh prﬂHe]ZmMe OITyCbI, B TOM UMC/ie U IIOII€HOBCKME, 1 OCe-
KaTbCs Ha ero Ma3ypKax, OTCTYIaTh MepeJi 3TUMMU, Ha TePBbIi B3IV KasKyLIMMUCS
He CTOJb YK 3aMbICJIOBAaTbIMM MUHMATIOpaMU. B TOM-TO 1 Jie10, YTO MPOCTOTA UX
06MaHuMBa 1 1O CYTM CBOEJi SIBJISIOT OHY 3alevyaTieHHYI0 B 3ByKaX, 061aueHHYIO
B TaHL|€BAJIbHO-PUTMMYECKIE OlesTHMSI KPATKYH0, HO BCEOXBATHYIO SHIVKIIONEINIO
IIBVDKEHMIA YesloBeuecKoii Tymm.

Cepreit JopeHckuit 3ammcan Masypku. B ToHuajilieM «Ipou3HeCeHUM» ITUX
IIbeC NpYBIEKaeT OTCYTCTBYE J1060BOJ NeKIapaTMBHOCTY — BOT, IeCKaTh, Ma3ypka
JVpuYecKas M rmedanbHas, a BOT — (GOIbKIOPHO-5KaHpOBas U Gompas. B kaskmyio
U3 HUX OH C YAMBUTEIbHOI OPraHMYHOCTBIO BIUIETAeT caMble pa3Hble 3BYKOBbIE
006pasbl, CKIafbIBaoLIMecs: B 6e3L0HHYI0 MHOTOMEPHOCTh. MacTepcku Biajeer OH
M CeKpeTaMM TPeXJOMbHO PUTMUKY, HUTTE, 1aKe B PAMKaX OLHOI Mbeckl, He 000-
pauyBaolleiics Ha30IMBOJI MOHOTOHHOCTBIO. HaKkoHell, Helb3sl He YIOMSIHYTb
M O TIOPa3UTeIbHOM MCKYCCTBE 3BYKOBOJ CBETOTEHM, KOT/Ia U3PSIIHO yaleHHas OT
MIpeKpacHO MOoLIel MeIoaMY, MCIIONHEeHHas TUIIAIIMM MaHUCCUMO, 1eBasi pykKa
He TepsieT HM OJHOJ rapMOHMYeCcKoi, MomudOHNIeCKOl, pUTMIUYECKON AeTasn.
IMoxkanyit, *ME@HHO Ma3ypKM SIBJSIIOTCSI Te€M OEeTeKTOPOM, TO OKOHUYaTeNbHO
MHCTaHIIMe, KOTOpas JaeT MPaBo 3BaThCS MIOMEHVCTOM.

Cepreit JIopeHCKNI1, HECOMHEHHO, IIOTEHUCT, U IOTEHUCT MePBOCTATeHbIN.
3anuch 3Ta — JIyyliee TOMY JIoKa3aTeabCTBO. HblHe, KOrja MOMNeHUCThI TOUTH YKe
U TIepeBeNCh, IEHHOCTh 3TOT0 JOKYMEHTa BO3pOC/ia MHOTOKPATHO.

Pysum Aporosuu Ocmposckuti, npogeccop MK



The name of Sergei Dorensky, National Artist of Russia, is undoubtedly
well-known to anyone who has but a slightest connection with the sublime
world of the classical musical culture, both in Russia and far beyond. One of the
most outstanding piano teachers of our times, he fostered a whole constellation
of wonderful pianists, who became winners and awardees of various (including
the most prestigious) international contests over 160 times.

The secret code of such overwhelming pedagogical success can hardly be fully
deciphered. However, it is possible to assume that a key driver was the fact that
Dorensky was free of any authoritative egocentric urge to “clone” his own creative
self in his disciples. Could it be the reason why the prominent representatives
of his school - Nikolai Lugansky and Denis Matsuev, Pavel Nersessian and Andrey
Pisarev, Vadim Rudenko and Alexander Shtarkman, Olga Kern and Ekaterina
Mechetina - are so strikingly different from each other?

Captivating sociability also plays an important role, it enabled Sergei
Dorensky not only to create a remarkable atmosphere in his classroom, but also
to become the centre of a wide circle of friends, involving numerous prominent
artists, academicians, athletes and medical professionals. Moreover, these quali-
ties have always helped him in performing various official roles — for many years
Dorensky has been the head of the piano faculty at the Moscow Conservatory,
as well as a judge at international contests.

This being said, it should be observed, unfortunately, that Dorensky’s per-
forming achievements have recently been somewhat neglected. Partially,
professor himself is to “be blamed,” as he has repeatedly highlighted that it was
teaching where he had found his true realization, thus downgrading his own suc-
cess in performance. A trivial reference to the relentless flight of time can also

be made, for in the years since Sergei Dorensky had to leave the stage for health
reasons, new tastes and new celebrities emerged. Besides, regrettably, very few
his records were made, and most of them have not yet been converted to the CD
format. The more gratifying therefore is the release of this collection of selected
Chopin’s mazurkas, which is an indispensable part of a rich record library includ-
ing works by the Polish genius performed by Russian maestros.

The time when Sergei Dorensky’s talent flourished (along with many other
brilliant pianists of his generation - Gleb Axelrod, Alexander Bakhchiev, Lazar
Berman, Lev Vlassenko, Vera Gornostayeva, Bella Davidovich, Evgeny Malinin,
Stanislav Neuhaus, Tatiana Nikolayeva, Dmitry Paperno, Naum Shtarkman,
Mikhail Voskresensky, Dmitry Bashkirov) was a unique period in the history of the
Russian and, naturally, Soviet piano performance. It witnessed the full bloom
of such great artists as Vladimir Sofronitsky and Maria Yudina, as well as leading
figures of the next generation - Grigory Ginzburg, Maria Grinberg, Yakov Zak, Lev
Oborin, Yakov Flier; artistic “odysseys” of Emil Gilels and Sviatoslav Richter were
unfolding. This amazing cohort was formed largely due to the historical realia,
which prevented the talents from being scattered all over the world freely. To fit
into this constellation, to have one’s say at this feast of the elect one had to pos-
sess a true gift. Of course, back at the time contest success could already be a pass
to the concert stage, but it should be remembered that the number of contests
in those years was extremely small against our days, but the awards won meant
a lot more.

After victorious performances at the contests in Poland and Brazil, Doren-
sky received the privilege to begin his own concert activities, but no awards and
regalia would have secured his place on the stage for the whole four decades, if
the listeners had not been interested in the performer’s artistic character. And



that was what really happened - the audience loved listening to his piano voice
devoid of any trace of self-content narcissism or authoritarian instruction. And all
this happened in the era of overwhelming mythogenesis, intrusting the idols with
almost a prophetic mission, regarding them as the celestials far above the stan-
dards of everyday life.

Dorensky’s distinctive manner stems from the art of his legendary teacher
Grigory Ginzburg. It is likely that only now are we realizing the true greatness
of Ginzburg, who was far from being completely understood and appreciated
by his contemporaries. The facade of dazzling mastery and certain reserve in his
conduct sometimes prevented them from discerning the real poetry and profound
substance. Dorensky also shares with his teacher the sense of harmony, the exqui-
site artistic taste and the understanding of the sound magic.

Sergei Dorensky’s recital programmes featured a wide variety of works by dif-
ferent composers. They included Beethoven (inter alia, it is one of the most
natural and convincing interpretations of his Sonata, Op. 110), Schumann, Liszt,
Tchaikovsky, Rachmaninoff, 20"-century music, including the concerto by Samuel
Barber, performed for the first time in Russia and published in his interpretation.

However, the main subject of Sergei Dorensky’s performing art was piano
music by Frédéric Chopin. Sonata in B flat minor, ballades, scherzi, polonaises,
waltzes, études, nocturnes — his interpretation of these treasured masterpieces
of Chopin’s poetry reached the utmost beauty and expression. But there is
a secret area particularly close to the musician’s heart — the mazurkas. One can be
a prominent, even great pianist, marvelously performing the most difficult works,
including those by Chopin, but fail to cope with his mazurkas, retreat from these
seemingly uncomplicated miniatures. The thing is that their simplicity is decep-
tive: they are essentially a brief, but comprehensive encyclopedia of the secret
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workings of the human heart imprinted in sound, wrapped in the fabric of dance
and rhythm.

Sergei Dorensky recorded the mazurkas. The finest “pronunciation”
of these works attracts by a lack of straightforward bluntness - “say, this will be
a lyrical and moving mazurka, and this will be folk scenic and cheerful.” Each
of them amazingly organically incorporates most diverse sound images merging
in a fathomless multidimensionality. He has perfect command of the secrets
of the ternary meter, which nowhere, even within a single piece, turns into
annoying monotony. Finally, we should mention the outstanding art of sound
chiaroscuro, when the left hand, considerably remote from the fine melody, filled
with a quietest pianissimo, does not lose any detail of harmony, polyphony or
rhythm. Probably, the mazurkas are the detector, the final test for the right to be
called a Chopinist.

Sergei Dorensky is undoubtedly a Chopinist, and a first-class Chopinist. This
record is the best evidence of it. Nowadays, when Chopinists have become rare,
the value of this document has increased enormously.

Professor Ruvim Ostrovsky, Moscow Conservatory
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Frédéric Chopin / ®penepux lllonen (1810-1849)
Mazurkas / Ma3ypku

Disc 1/ Inck 1

OO N =

in C sharp minor, Op. 6 No. 2 / 1o-nue3 MuHOp, cO4. 6 N22 . . . . .. ... .. 2.35
in A minor, Op. 7 No. 2 /st MMHOp, CO4. 7 N2 2 . . . . . ... ... .. ..... 4.03
in B flat major, Op. 7 No. 1 / Cu-6emonp Maxkop,cod. 7N21 . . . .. ... ... 2.20
in A minor, Op.17 No.4 /11 MuHOp, cou. 17N24 . . . .. ... ... ...... 4.33
in C major, Op. 24 No. 2 /Jlo Maxkop,co4. 24 N2 2 . . . . ... ... ....... 2.02
in G minor, Op. 24 No. 1 / conb MMHOp, cO4. 24 N2 1. . . . . .. ... ... ... 3.36
in C minor, Op. 30 No. 1 /o muHOp, cou. 30N2 1. . . . . ... ... ... ... 1.44
in C sharp minor, Op. 30 No. 4/ no-aue3 MuHOp, cou.30N24 . . . . . ... .. 3.37
in G sharp minor, Op. 33 No. 1 / conb-aue3 MMHOpP, cou. 33 N2 1. . . ... ... 1.38
in D major, Op. 33 No. 2 /Pe maskop, cO4.33N22 . . . . ... .......... 2.21
. in E minor, Op. 41 No. 2 /My MuHOp, cOu. 41 N22. . . . . ... ... .. ..... 2.19
. in G minor, Op. 67 No. 2/ conb MMHOP, CO4. 67 N2 2. . . . . . . ... ... ... 1.50
in F minor, Op. 63 No. 2 /da MMHOpD,CO4. 63 N2 2 . . . . . ... ... ...... 1.42
in B minor, Op. 33 No.4 / c MMHODP, CO4. 33N24 . . . . . .. ... ....... 5.04
. in A minor, Op. 67 No.4 / 1t MUHODP, COU. 67 N4 . . . . . ... .. ... .... 2.54
in C minor, Op. 56 No. 3/ 5o MuHOp, cO4. 56 N2 3 . . . . . ... ... ...... 5.02

Total time / O61iee Bpemsi: 47.28
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Disc 2 / Inck 2

OO N D

in E major, Op. 6 No. 3/ Mu maxkop, cou.6 N23 . . . . . ... ......... 1.50
in F minor, Op. 7 No.3/damuHop,cou. 7N23 . . . .. ... ... .. ..... 2.22
in C major, Op. 7 No.5/lo maxkop,cod. 7N25 . . . .. ... .......... 0.30
in B flat major, Op. 17 No. 1 / Cu-6emoinb Mmaxkop, cou. 17 N2 1. . . . . ... .. 2.03
in E minor, Op. 17 No. 2 /My MuHOp, cou. 17N22 . . . .. ... ... .... 1.49
in A flat major, Op. 17 No. 3 / JIs-6emonb Mmaskop, cou. 17N23. . . . . ... .. 3.52
in A flat major, Op. 24 No. 3 / JIa-6emMmoib Maxxop, cou. 24 N2 3. . . . . ... .. 2.10
in B flat minor, Op. 24 No. 4 / cu-6eM0/ib MUHOD, CO4. 24 N2 4. . . . . ... .. 4.28
in B minor, Op. 30 No. 2/ cu MuHOp, cO4. 30N 2 . . . . . ... ... .. .... 1.24
. in A flat major, Op. 41 No. 4 / JIa-6emonb Maxkop, cou. 41 N4 . . . ... ... 1.51
. in A flat major, Op. 50 No. 2 / JIs-6emoib Maskop, co4. 50 N2 2. . . .. ... .. 2.42
. in C sharp minor, Op. 50 No. 3 / no-nue3 muHOp, cou. 50 N2 3 . . . . . ... .. 4.32
. in C sharp minor, Op. 63 No. 3 / mo-nue3 MUHOp, COU. 63 N2 3 . . . . . ... .. 1.50
. in C major, Op. 67 No. 3/ To Maxkop, CO4. 67 N3 . . . . . . .. ... ... ... 1.23
. in A minor, Op. 68 No. 2 /1 MUHOP, COU. 68 N22 . . . . . ... ... .. .... 2.52
. in F major, Op. 68 No. 3/ ®a maxkop,cou. 68 N23 . . . . . . ... ... ..... 1.09
in F minor, Op. 68 No. 4 / da MyuHOp, CO4. 68 N2 4 . . . . . .. ... .. ..... 1.49

Total time / O61iee Bpemst: 38.45

Cepreit [lopeHckwmii, popmenuaro / Sergei Dorensky, piano

Recorded in 1974, 1979./ 3ariucu 1974, 1979 rr.
Sound engineer - I. Veprintsev / 3Bykopeskuccep — Y. BenpuHies

Editor - P. Dobryshkina / Pemakrop — I1. [JOOGpbILIKMHA
Remastering - N. Radugina / Pemacrtepuur — H. Pagyruna
Design — G. Zhukov / In3aiix - I'. )KykoB

Translation — I. Fomina / I[TepeBog, - V1. ®omuHa
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