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Sl cMOTpIO B HOTBI, Ha KOTOPbIX HamucaHo Bach. §I He 3Harw, Kak Bax xoren
9TO CJIBILIATE. Bpsin nu Mbl umeeM mpaBo B XXI Beke rOBOPUTh, YTO MbI 3HaeM,
Kak Hamo urpaTh Baxa B «ayTeHTMUHOI» MmaHepe. IIpITaTbCcsi BOCCO3ZATh TOT
CTUJIb UTPBI, KOTOprﬁ MbI HUKOTZIa He CJIbIIIAJIN, ITOJIb3YACh MY3bIKOBEOUECKMMMN
UCCIeOBAHMUSIMM, — TIPUSATHBIN camoo6maH. [103TOMy 51 He MTPeTeHIyI0 Ha UCTO-
PUYECKYIO JOCTOBEPHOCTh. MHe X0UeTCsl, 0CTaBasiCh TaM, IJie 51 eCThb — 3[,eChb U Ceil-
Yac — OCTapaThCs YCIbluams TO, YTO SABHO yke 00eCCMBICTUIOCh B 6eCKOHEYHOM
MTOTOKE MOTPEBIEHNSI.

MosKHO BO3pasuThb: 3TO AaBHO caenan ImenH 'ynba. [da, neiictBurenbHo. Ho
T'ynpn ymep B 1982 romy, a 3a 3T0 BpeMsi MUp U3MEHWICS.

Enaronaps[ MMHUMAJIM3MY MbI OTKPBUIN [JIS CEGH Marvio BHEBPEMEHHbBIX
MeAUTATUBHBIX COCTOSIHMIA. [TOCTMOA@PHMUCTCKII TOAXO0M, pafyKaJIbHO M3MEeHUT
Hallle OTHOILeHMe K TOMY, YTO Takoe aBTop. CoBpeMeHHasi KyJIbTypa — 9TO MHTeN-
JIeKTyaJIbHasl UT'Pa 110 HOBBIM IIPaBMJIaM; 3TO I1a3J1, COCTOSILIMIA U3 LIUTAT U CTUIIU-
CTUYECKMX 3epKas. Mbl 3a MocieAHMe IeCSITUIETUS HayuYMIUCh C1e0BaTh 3TUM
MpaBwiaM M 3alIOMHWIM VIMEHAa MepBOMPOXOoA1eB. Mbl IPUBBIK/IN, YTO €CIU MbI
CJIBIIIMM HEYTO, 3Byvalllee MOUTHM Kak CTapMHHAs My3bIKa, — 3HAUMT, 3T0 HaiimaH.
Kauaromyecss MMHOpPHBIE TepLMU ¥ BOTHOOGpasHble maccaxku — 3To [acc. Bocro-
MUMHaHMS 0 paHHe nonudoHuy — 7o IIIpT.

Yro KacaeTcst MCTIOMHEeHMSI KJ1acCUUeCKoi My3bIKHM, TO TOT KOHBeliep pozoi-
3KaeT MCIpaBHO GYHKIMOHMPOBATh. Mbl BLIXOAMM Ha ClLeHY BO (hpakax u ussie-
KaeM M3 MY3bIKaJbHbIX MHCTPYMEHTOB BCE Te K€ I0C/IeJ0BaTelIbHOCTU HOT,
HamycaHHble B XIX Beke 1 B Hayasie XX, UMUTHUPYSI «KJIacCUUECKMe» Y «POMaHTH-
yeckue» aMo1nyu. Kakoe OTHOIIEHVE VIMeeT 3TO SIBJIeHNe K COBPeMEeHHO KU3HU?
Hukaxoro. MoskeM /i1 MbI ceifyac JbIIaTh TEM BO3LyXOM, KOTOPBIM JIbIIIAIN B Te
BpemeHa? He moskeM. Mbl 5kMBeM B 31TOXY KOHIMLIMOHEPOB.

A MMUp B LEJIOM TMpPeBPaTMJICSI B HENPEPBIBHBIN IPOLECC MOTPe6IeHNS.
MysbIka cTaja 3ByKOBbIMM 000siMu. OHa 3ByuuT Be3ne. Ee HMKTO yKe He 3aMe-
YyaeT, JaXke eCIy OHa 3BYYMT IPOMKO. DTU KoleGaHus BO3AyXa COBPEMEHHOe YXO
rpupaBHMUBaeT K TuLIHe. COPOK JIeT Ha3aj OO CaiuInCh y cebst JomMa U Ciy-
manu raacTuHku. Ceityac IO HACTONBKO 3aHSIThl MHOXKECTBOM [IeNl, YTO He
MOTYT MO3BOJUTDb cebe MPOBECTH Yac, MPOCTO CUIS U CIIyIIast My3bIKY. 3@ 3TOT
yac MOKHO OTBETUTh Ha JECATKM e-MEIIOB U COOOGINEHN, TIOTOBOPUTh OIHO-
BPEMEHHO CO MHOTMMM JIFOZbMU C ITOMOIIIbIO Pa3IMYHBIX MECCEH/IKEPOB, MT000e-
aTh, cAenaTh MOKYIKM B MHTepPHEeT-MarasyuHe, y3HaTb HOBOCTM, ITPOCMOTDPETh
GUPXKEBYIO CBOIKY ¥ IPOTHO3 ITOTOAbI, 3aKa3aTh GUJIET HA CAMOJIET, — U TIPU 3TOM
HU Ha CeKYHJy He TIOKMHYTb (eiicoyka. Mnu, ecnu cIymaTs B MaliyHe, MOKHO 3a
3TO BpeMsI [TpoexaTh KaK MUHUMYM KWIOMETPOB 60. Mbl OKOHYATETbHO Pa3ydn-
JIVICh KOHIIeHTpUpoBaThes. Ecm 661 Bax BCE 3T0 yBUAET, 1a elle eMy TOKa3au 6bl
COBPEMEHHbI PeKIaMHBII POMIVK WY BUAEOKIINUIL, OH ObI OLYMAJI, YTO OKA3aJICs
B any. A T'yyibz iomymait 6bl, UTO OH B IICUXYIIIKE.

U BOT mO3TOMY Ceifyac XoueTcsl urpaTh baxa Tak, 4TOObI 3TM 3BYKM He IPO-
MeJbKHY/IM MMMO, KaK MeJibKaeT BCE, UTO OKpykaeT Hac. Kaxpplii smmsorn
B My3bIke Baxa MOBTOpsieTCs JBasKAbI, M 51 UTPAI0 KaK[Iblil pa3 B pasHbIX TeM-
1ax, C pasHoit apTUKyJsiIMet, Kak 6bl paccMaTpMBasl OAMH M TOT JKe KPUCTal
C pa3HbIX CTOPOH, MPOKUBAS OFHY XXMU3Hb PA3HBIMU MYTSIMU. TeMITbl B OCHOBHOM
MeJJIeHHble, HO JIe/I0 Jaxke He B TeMmaX. KaxJplit 3ByK BO3HMKAeT CIIOHTaHHO,
Kak 6yoTO 5TO MMIPOBMU3AIVsl, 0GHAPYKMBAast B ce6e APYTYIO BHIPA3UTENbHOCTb,
IPYTO¥i CMBIC/, KaK OXKMBAIOT AEeTaau M306paskeHMsl MOJ] YBEIMUUTETbHBIM CTe-
KJIOM. DTO MEAUTATUBHO-COCPEJOTOUEHHOE COCTOSTHME SKMBET B CBOEM COGCTBEH-
HOM HEJIMHETHOM BpeMeHM. BpeMst — oTHOCUTebHAas BenmnuyHa. He 06s3aTenbHO
ObITh DIHIITETHOM WJIM JIETATh HA JajieKue 3Be3Ibl, YTOObI YOeOUThCS B STOM.






He o6s13aTenbHO OBITH GYAOMIICKMM MOHAXOM, YTOOBI OCO3HATH, YTO BCe HAILIN
KOHIIeIIVY YCIOBHBI M ITyCThI. Tak My MHave, B My3bike baxa comepykuTcsI BeCh
Hall MOCTMOAEPHM3M, BeCbhb Halll MMHMMA/IN3M, a TaKXKe [3Ka3, POK M MHOTroe
npyroe.

ViHTepecHO, UYTO My3bika [IapTUT He MMeeT MPaKTUUECKM HUKAKOM CBSA3U
C «TaHILIEBATbHBIMIU» HA3BAHMSIMU YacTeil. Bax BOCIIONb30BasICsT TPUBBIYHOMNM [jist
TOro BpeMeHu (HOPMOIl — CIOUTON U3 TaHIEB — M HAIMlOMHMUI 3Ty GOpMY COBep-
IIeHHO IPyrUM cofepkaHueM. Myu-myuHopHas IlapTura — 3T0 camMble HAaCTOSILIVe
«Crpactu», TonbKo 6e3 cIoB. Pe-maskopHast — mucrepust PoxknecrBa Xpucrosa.
A mexnpy stymy fByMms [TapTuTamMy MHe IOKa3aa0Ch YMECTHBIM CBHITPAaTh XOpas
«Jesus bleibet meine Freude» («Mucyce, ynosanue Moe») n3 KaHTaTsl «Herz und
Mund und Tat und Leben» («Cepaiie u ycTa, 1 IesiHUS, U KU3Hb»). OH CTAHOBUTCS
LEHTPOM 3TOJi [BYXUaCOBOI MPOTPAMMBbI, U ke HET HEOOXOAMMOCTHU OOBSICHSITD,
0 yeM BC€ 3T0. Beqp Kaskgast HOTa, Kaxkast MHTOHALVISI, K&Kl aKKOPJ, MY3bIKM
Baxa HecyT B ce6e Ty IpaBAy, PSIZOM C KOTOPOI BCE OCTAIbHOE — HECYIECTBEHHO,
[I03TOMY 3BYYMT OHa 6eCKOMITPOMMCCHO M TIOpOJi Jaske GecromasHo, HECMOTDS
Ha OC/IENUTENbHYIO KPacoTy. HeT Takoro myTy K CBeTY, KOTOPBII He IpoJiera 6bl
yepes l'onrody. §I He 3HAI0, CMOTY JIi SI ITIepenaTh XOTs 6bI MaJeHbKYIO YacThb 9TOM
6ax0BCKO¥ Mpasabl. Bpsig . Ho s mocrapaioch.

O6bIYHO, KOT/IA 5T BHIOMPAIO POSUTb [Is1 3aMUCH, MHE XOUYeTCsI, YTOOBI B Kask-
JIOM C/Ty4ae MHCTPYMEHT COOTBETCTBOBA TO 3BYKOBOI 3a/iaue, KOTOPAsi CTOUT
mepesio MHOI, 1 9Ta 3a[aya Bceraa pasHas. Moy anb60Mbl MOCTeIHMX JIET 3aIu-
caHbl Ha Steinway 1932 1 1959 roga u Fazioli. A 3Ty nporpaMmy s peln 3arnmu-
caTb Ha posute Bosendorfer, «cryuaiiHo» 06HapY>KEHHOM MHOIO B apTUCTUUYECKOM
ueHTpe Yamaha. Bosendorfer — HacTosiuit apucrokpar B Mmupe posuieii. OueHb

0COGEeHHbIN 3BYK, GJaropofHbIA M TIYOOKMI, AETaIUM3MPOBAHHBIA M KakK Obl
MHorocnoiiHbi. C 2008 roma crapejimasi aBcTpumiickass kommanusi Bosendorfer
MpUHAAIEKUT KoMnaHuyu Yamaha. 1 BOT 3BOHIO apT-nupekTopy Yamaha Artist
Services Moscow OxcaHe JIeBKO U CIIpalIMBalo, MOKHO JIM CAelaThb 9Ty 3alluCh
Ha 9ToM posisie. OHa roBopuT: «Mo>kHO. OH TOIBKO UTO IepeBe3eH B KyJAbTYPHbI
ueHTp 3UJI, ¥ TaM OH CTOUT B MaJIEeHbKOM 3aJie, TTie ero 6epeskHO oxXpaHsioT». U ata
3amuch GhUIA OPTaHM30BaHa HAa ITOM POsIIe B 3TOM 3aJle.

A Teniepb camoe 1aBHoe. [les10 B TOM, YTO Ha TOM MecTe, e B 1930-e rombl 6b11
noctpoeH JIK 3WJI, paHblile HaXoAM/ICS HEKPONoab CMMOHOBA MOHACThIpsi. MoHa-
CThIpb 6bUT OCHOBaH B XIV Beke yueHMKoM mipi. Ceprust PamoHexxckoro cBT. demo-
pom. IIpy coBeTCKO# BAACTY YHUUTOXMIM Y MOHACTBIPh (OCTajach TONBKO OYeHb
MaJIeHbKasl YacTh), ¥ KJIaA0uILe, e ObUIY IIOXOPOHEHbI 03T BeHeBUTMHOB, Muca-
Tesb AKCaKoOB, KOMIO3UTOD AJisiobeB, KotekuuoHep BaxpymmH, asaas [TymkuHa
H. IIymKuH ¥ MHOTOYMC/IEHHbIEe TPeCTaBUTeNN PYCCKUX IBOPSHCKMX bamummii.
KoMMYHMCTBI YOMBaIU He TOMBKO SKMBBIX, HO M MEPTBBIX, & HAWITYYIIM QyHIaMeH-
TOM JJI51 IPOJIETAPCKO¥ KYJIBTYPBI, KaK U3BECTHO, CIY>KUIM YHUUTOKEHHBIE CBSTHIHU.

SI 3HAT MCTOPUIO 3TOTO MOHACTBIps U JIK 3WJI, HO Korma rpuexasn Tyha U CTasl
urpats... CHayasa MHe BOOGIIe TT0Ka3a10Ch, 9YTO UIPATh I TAM IIPOCTO HE CMOTY.
Tam MOYKHO MM MOTYaThb, MY MOMUTHCSI. HO ITOTOM S TOYYBCTBOBAJI, UTO My3bIKa
Baxa — 9T0 TOT BMJ, MO/TUaHMs / MOIUTBBI, KOTOPBI, BO3MOXKHO, YMECTeH B 3TO
CUTYaIK, a B KAKOM-TO CMbIC/IE Iake HeOOXOIUM.

Taxkoit TpyIHOIt 3ammcy y MeHsT He 6bUT0 HUKOrAa. Kasanock, 4To Kakaast Hota
BOMpAeT B cebst BCE 3TO, ¥ 3TU COBBITUSI TPOUCXOIST MPSIMO ceftyac. Sl MOHUMAI0, YTO
ec/y ObI ST 3aIMCBIBAJT 3TO, HATIPUMED, B BosbLIoM 3a/ie KOHCepBaTOpuM (a MBI pac-
CMaTPUBAIV TAKOJ BAPMAHT) MY eC/TM ObI 3TOT CAMBIIA POSUIb CTOSIT B APYTOM MeCTe,
51 6b1 uTpas uHave. Ho, 6e3yc/IOBHO, 3TO O/KHO GbIIIO CTYYMTHCSI MMEHHO TaM.
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U ellle OH CIOKET, CBSI3AHHBIN C 3TOI 3aIMCHIO.

Kaxxmplit pa3 BO BpeMsl CTYAMITHOI paGoThI s 61arogapio MOEro y4mress,
BbIJa01erocs 3Bykopexuccepa CeBepuHa BacunbeBuua Ila3dyxuHa, 3a TO, 4TO
s CTA He TOJIbKO MY3BIKAHTOM, HO M 3BYKOpexkuccepoM. 5 Bcerga oyeHb Tpe-
6oBaTesieH K 3BYKY, MO3TOMY BaskHO OOCYXIATh BCE CO 3BYKOPEXKMCCEPAMM
Ha OJHOM sI3bIKe, YTOObI BMECTe HATU NmpaBuabHOe peieHue. Takue cl1oBa,
HampuMep, Kak «paszbém XLR», «[OpOT KOMIIpeccopa» WU «KapAMOUIHbIA
MMKPOQOH» — 3TO JJIsI MEHSI TaKOit 5ke POIHOII SI3BIK, KaK «(da-6exkap», «allegro»
uu «crescendo».

JI71s1 3amMCy TIPesK/e BCEro BaskKeH BbIOOP MUKPO(OHOB. 3BYKOpeXuMccep AHa-
cracust JlykuHa cripocuia MeHsi: «Kak Jo/kHa 3By4yaTh 9Ta 3alucChb?»

SI mombITasICS HATYU KaKue-TO CJI0Ba, HO He CMOT.

Torpa oHa mpezyiokuia: «JlaBaii s IpUHeCy HeCKOJIBKO Iap pa3HbIX MUKPOQO-
HOB, ThI IOUTPAEIlb Ha 3TOM POsIIe, MbI TOCTYLIae€M, CDABHUM U BbIGEpeM».

Pasymeetcs, 3T0 6GbUIa TPAaBUIbHAS UTIESI.

U Bort, crout ec MukpodoHoB: Neumann, Schoeps, Sennheiser, DPA. Briia
BO3MOYKHOCTD BBIOPATh M3 CAMBIX JIyYLIMX MUPOBBIX MOJEJEl, ONTYMAIbHBIX 110
BCceM IapamMeTpaM ajis 3anucy posuis. I Hactsa roBoput: «Ceituac elje npuener
OIVH YeJIOBEK U MpUHeceT poccuiickue Mukpodousl Elation. I ux Bupena B Jloc-
Anpskenece. [To-moeMy, oueHb 30pOBO 3ByUar. [laBait Toke MompoGyem».

51 cusky urpato, Hacts 3anucbiBaet. IIoToM 30BeT MeHSI B aninapaTHYIO IOCTY-
IaTh.

S cnymaro. HacTs mepekiodaeT JOPOSKKY, UTOOBI sl CPABHMI, KaK 3ByUUT OTHO
¥ TO JKe, 3aIVICAaHHOe PAa3HbIMM ITapaMy MUKPOGOHOB. U BAPYT...

— VX TbI, @ 3TO 4TO? BOT 3TO MMEHHO TO, YTO HYKHO!

- A 910 Kaxk pas Elation.
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YV MeHs1 He 6bIJIO HY CeKYHIbI COMHEHMI 1 Konebaumit. Mbl BbiGpanu Elation.
He 6Gyny roBOpMTh HMYEro IUIOXOTO IIPO OCTalbHble BCEMMPHO 3HAMEHMUTHIE
MMKPO(OHBI: OHM 3By4yaT IMpekpacHo. HO 3TM OTIMYAIOTCA MPUHIUIIUAIBHO.
ABCOIOTHO SKUBO# 3BYK, TEIUIbIN, JBIMIAIINI, — €CIM YTOIHO, «QHAJIOTOBbII». DTH
MMKPOGhOHBI 3ByYaT Tak, Kak GYATO 3TO BOOOIE He 3amuCh, a MPOCTO CUIUIID
M C/TyIIAelib JXUBOM MHCTPyMeHT. CorlacuTech, HEMIPUBBIYHO BUIETh HA TAaKOM
nmesaiice Hanmuch Made in Russia.

AHnmoH bamazos
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Bosendorfer - crapeitmmit aBcTpumiickuit  GoprenuaHHblii  GpeHI, Bemy-
1t cBOI0 ucTopuio ¢ 1828 roma 1 1o npaBy CUMTAIOLIUIACS YaCThIO aBCTPUICKOTO
HaLMOHAJIbHOTO Ky/IbTYPHOT'O HaC/lIeAusl.

VHUKaIbHOCTh posuisi Bosendorfer 3akimiouaeTcst mpesxkze BCEro B 6epeskHOM
COXpaHEeHMM TPafULUil ero COo3maHMsl, 3aJ0KEHHBIX ellle ero OCHOBATelIsIMU —
Urnauom u JiopBurom Bésenmopdep. Kaxkpplii MHCTPYMEHT — IUIOR, VHIU-
BUIYaJIbHOTO TBOpYECTBA MAaCTepOB, BJIALEIOUIMX YHUKAJIbHBIMM CeKpeTaMu,
rnepearoIMMUCS U3 MOKOJIEHNsT B TIOKOJIeHNe, OT MacTepa K macrepy. IIporecc
«TBOpeHMsI» posuisi Bosendorfer MOSKHO CpaBHUTB C CO3JaHMEM CKPUIIKY VIV IIPO-
u3BeneHus uckyccrsa. Kakoe-m60 MexaHNUeckoe BMEIIaTelbCTBO VICKIIOUEHO.
Kasxzplii posiib HETIOBTOPUM.

VIMeHHO YHMKaJbHOCTb ¥ HEMIOBTOPMMOCTb 3By4aHusl posiieit Bosendorfer
MpuBJIeKaga U MPOAO/DKAET IMPUBJIEKATh CaMbIX BBIAAIIMXCS MCIIOMHUTENeN
¥ KOMIIO3UTOPOB. Ha 3TMX MHCTpyMeHTax CO3[4aBaayu CBOM GecCMepTHbIe MpOo-
nsBegennsi ®epenu Jivct, AHTOHMH JIBopkak 1 Puxapp Barnep. Cpeny mokiaoH-
HMKOB postieit Bosendorfer — umnepatop ®paunn Mocud I u PoHanbn Peiiras,
Jleonapn, BepucraitH u Mcrtucnas Poctpornosuy, Xoce Kappepac u Ilmacmumo
Iomuuro, Ockap ITnutepcon u Topu Amoc, @pank CuHaTtpa u CTUHT.

C 2008 roma crapMHHBIN aBCTPUIICKMIL OpeHT, IPeACTaBIsIeT B Mype KOPIIOo-
pauyst Yamaha Music, koTopast npy3BaHa COXpPaHMUTb ¥ IPMYMHOXUTH Goree 4emM
180-neTHMe TpasMuMM MPOU3BOACTBA (hopTenmmaHo, SIBJISIOLIErOCs] CUMBOJIOM
BeJIMKOJ eBPOIIeiiCKOli My3bIKaJIbHOJ Ky/IbTYpPBI.

OxcaHa Jlesko,
apm-dupekmop Yamaha Artist Services Moscow
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I am looking at the score bearing the name of Bach. I don’t know how Bach
would like it to be played. I doubt we 21t century musicians can claim we know
how to play Bach in an authentic manner. An attempt to recreate a playing style,
which we never heard, by studying musicological texts is just a pleasant self-
deception. That’s why I don’t seek historical authenticity. I want to stay where
I am - here and now - and try to actually hear the sounds, which have lost their
meaning in the endless stream of consumption.

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

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

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

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

That’s why Id like to play Bach now in such a way that these sounds don’t
pass by like anything we hear today. Each section of his music should be repeated
twice, and I play them in different tempos with different articulation, as if con-
templating a crystal from different points of view, or living a life twice choosing
different scenarios. The tempos are mostly slow, but it’s not about the tempos per
se. Every sound appears spontaneously, as though it was an improvisation, and
reveals another meaning, another kind of expressiveness. It’s like zooming in on
apicture to see every detail in high resolution. This meditative concentration has
its inner non-linear flow of time. Time is a relative thing. It is not necessary to be
Einstein or an astronaut going to the final frontier to see that this is true. You
don’t have to be a Buddhist monk to realize that all our concepts are relative and
empty. Anyway, it’s clear that Bach’s music contains all of our post-modernism,
all of our minimalism, as well as jazz, rock, and many other styles.

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

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

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

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

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

And one more story related to this recording.

Every time I work in a recording or mixing studio, I thank my teacher Severin
Vasilievich Pazukhin, an outstanding audio engineer. Thanks to him, I became
not only a musician, but also an audio engineer, too. I'm always very demanding
when it comes to sound, therefore it’s important to discuss everything and be
on the same page with an audio engineer to find the right approach together.
Words like “XLR connector,” “compressor threshold” or “cardioid microphone”
are as much my mother tongue as “F natural,” “allegro” or “crescendo.”
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The choice of microphones is of primary importance for recording. Recor-
ding engineer Anastasia Lukina asked me, “How should it sound?”

I tried to find some words, but I couldn’t.

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

That was the right idea indeed.

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

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

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

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

“That’s Elation.”

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

Anton Batagov
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Bosendorfer is a famous piano brand dating back to 1828 and rightfully con-
sidered a part of the Austrian national cultural heritage.

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

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

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

Oxana Levko,
Yamaha Artist Services Moscow, artistic director
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CD1
Horauu Ce6actbsin Bax
IMapTtuta N2 4 pe maxkop, BWV 828

1 VBEPTIOPA . & v v o v i e e e e e e e e e e e e e e e e e e e 10.31

2 ATJIEMAHIA . « v v v v e e e e e e e e e e e e e e e e e e e 14.26

3 KYPaHTaA . . . oottt e e e e e e e e e e e 07.43

4 ADUST . .o e e e e e e e 03.47

5 CapalbaHIA. .« « ¢ v it e e e e e e e e e e e e e e 07.49

6 MEHYOIT. . . o v ot e e e e e e e e e e e e e e e e e e e 02.42

T OOKUTA . . oot e e e 05.13 AntoH Bararos, ¢gopmenuaro

8 Jesus bleibet meine Freude (Mucyce, ynoBanme moe) u3 Kautatsl «<Herz und Mund

und Tat und Leben» («Ceppalie u ycTa, 1 TesSTHUS, Y KU3Hb»), BWV 147 . . . . . 13.06 3armcaHo B 3a1e KOHCTPYKTOD, Ky/IbTypHbIHA 1eHTp 3WJ1, MockBa, B sekabpe 2016 roga

Posuts: Bosendorfer 225

O6uiee Bpemsi: 65.24 Muxkpodonsr: Elation km901
HacTtpoiika 1 MHTOHMPOBKA posiisi: Anekceit llly6uu u Hukomait TaBpuioB

CD 2 3ByKOpesuccep (3anmuch, MOHTaX, CBeleHe, MacTepuHr): AHactacust JlykuHa

HorauH Ce6actbsin bax

IMaptura N2 6 My MuHop, BWV 830 Koopnuuartop npoekra: Kapuua A6pamsiH

1 TOKKATA « v o v v o vt e e e e e e e e e e e e e e e e e e e e e e 16.03 Boimyckatomiuit pegaktop: [Tonnua Jo6pbInikMHa

2 AJJIEMAHIA . . . v v v e e e e e e e e e e e e e e e e e e e 05.13 In3aiin: I'puropmii XXykos

3 KYPAHTA . . . oot 09.19 ®oTo Ha 06/10KKe U B Gykiere: Aimca HapeMoHTTH

4 ADPUSI . . L e e e 03.15 @oro Ha 0610XKe OykieTa: JInaHa JJapeHcKast

5 CapalbaHAA. . « ¢ v vt e e e e e e e e e e e 10.12

6 BTEMIETABOTA . . . o . v v v et e et et e e e et e e e e e 03.46 Cracn60: OkcaHe JleBko (Yamaha Artist Services Moscow), Anekcanzpy Llpaiibmany u

T OOKUTA . o vt e e e e e e e e e e e e e 14.15 Muxanny CrenaHoBy (1a6opatopust Elation), Enere Mycaesnsis, Anekcaunpy Konocosy,
Mapune Bespykosoii, Imutputo MacisikoBy, Tennapuio [Tanuy, AHTOHY BymmHckomy,

O61ee Bpems: 62.08 Iuane TopoBoit
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CD1
Johann Sebastian Bach

1
2
3
4
5
6
7
8

Partita No. 4 in D major, BWV 828

OUVEITUI . . . o o o e e e e e e e e e e e e e e e e e e e e 10.31
Allemande . . .. ... e 14.26
Courante . . . ... .ottt e e e e e 07.43
ATIa . . e e e e 03.47
Sarabande . . . .. ... 07.49
Menuet . . . . 02.42
GIgUE . . . e 05.13
Jesus bleibet meine Freude (Jesus, Joy of Man’s Desiring) from cantata Herz und Mund
und Tat und Leben (Heart and Mouth and Deed and Life), BWV 147. . . . .. ... .. 13.06

Total time: 65.24

CD2
Johann Sebastian Bach

~N O UL RN

Partita No. 6 in E minor, BWV 830

Toccata . . . . 16.03
Allemande . . .. ... 05.13
[070) 5 1<) < 09.19
Al . 03.15
Sarabande . . . . ... e 10.12
Tempodigavotta . . ... ... ...t 03.46
GIgUE . . ot e 14.15

Total time: 62.08
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