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BAX U CKAPJIATTHA

VorauH Ce6actbsiH Bax n JlomeHnuko CKapnaTTu poauauch B 1685 romy,
OZIVIH B TIODMHICKOM AJji3eHaxe, Ipyroii B uTanbsiHcKoM Hearone. Ouu mpo-
SKMJIY IOBOJIBHO JIOJITe TI0 TEM BpeMeHaM, COBCeM PasHble XKM3HM U Icain
COBCEM pa3HyI0 My3bIKy. CKapjaaTTM MHOTrO JieT mpoBen B JluccaboHe
u Magpuie mpu JBOpe CBOel YUeHMIIbl, IOPTYTalIbCKOM MHGaHThI Mapuu
Marpmanenbl Bapbapel, cTaBieii cO BpeMeHeM MCITaHCKOM KOPOJIeBOiA.
Tpaguuuy HAPOIHOM MCIIAHCKOV MY3BIKM, B MEPBYI0 ouepenb (riaMeHKo,
NIPUYYIINBO IOTOJHMUAM €ro UTAIbSHCKYI0 LIKOMYy KoMmosuuuu. Bomee
MSITY COTEH COHAT (OpHUIMaTbHOE MX YUCIO ceituac — 555) myisg KaaBuII-
HbBIX UHCTPYMEHTOB, HAITMCAHHBIX MM B TOT I1€PUO/I, 3aHUMAIOT CaMOe BaXK-
HOe MeCTO B ero OGIIMPHOM Hacienuu (B KOTOPOM, CpPeny IpOYero, ecTb
u 15 ormep) U XOTSI XPOHOJIOIMYECKM MTPUHA/JIeXKAT 6apOUHOIL STIOXE, IIISIT
YK€ CKOpee B CTOPOHY KJIaCCUIIM3Ma.

D10 HeboblIMe, OTHOUACTHBIE, C BUIY ITPOCTbIe, HO HEBEPOSITHO Pa3HO-
obpasHble, CBeXMe, SIPKMe, UCKYCHO CAeTaHHbIE M YacTO OYeHb BUPTYO3-
Hble mbecbl. CaM CKapiIaTTy Ha3bIBAI UX «YIpaXHeHUsIMu» («Essercizi»),
uMest B BUAY UX yueBHbI XapakTep, M B MPeAUCIOBUM K MPVKU3HEHHOMY
usmannio 1738 roma mucan Tak: «He xay — 6yb ThI IUIETAHT Wy TIpodec-
CUOHAJ — B 9TUX KOMITO3MLIMSX ITyGOKOTO 3aMbIC/Ia; 9TO JIMIIb 3aTEMIMBast
MYy3bIKaJIbHAS IIYTKA, LIeIb KOTOPOJ — BOCIIUTATD B Tebe YBePEeHHOCTh B UTPe
Ha K1aByueM6aso. He KOpbICTHbIE HAMEPEHMSI M TLIeC/IaBye BhIHYAUIN MEeHS



Ory6IMKOBATh UX. BBITh MOXET, OHM GyayT Te6e MPUSTHBI, ¥ TOTJA ST OXOTHO
YIIOBJIETBOPIO HOBbIE MIPOCHOBI U MOCTAPAIOCh YTOAUTh Te6e COUMHEHUSIMU
enie 6osiee JIETKOTO ¥ pa3HOOOPasHOTO CcTuisl. ViTak, OAoiiau K 3TUM Mpo-
U3BEIEHNUSIM KaK YeJIOBEK, a He KaK KPUTUK, U Thl YBEIMUUIIIb CBOE YI,OBOJIb-
crBue. Bynb cuactims!»

Co6CTBEHHO, Ta «HACTOSIAS» COHATA, KOTOPYIO Mbl 3HaeM y laiigHa,
Mouaprta u bBeTxoBeHa, [eCTBUTENbHO elle He poawnack. COHAThI
CKapnaTT — 3TO caMoe AeTCTBO KJIaBUPHOI My3bIKH, ee UCTOKM, OKa3aBIine
GoJIbLIIOE BIMSIHME Ha BCE ee JaibHeliliee pasBuTye. Bimke K HalIMM UCTO-
pryecku MHGOPMIUPOBAHHBIM BpeMeHaM OHM BOIILIM B 30JI0TON perepryap
KJIaBecHHMCTOB. Ho Bcerma 6butM B IouyeTe U y MMaHKUCTOB. 3amucu ApTypo
BenenerTy Mukenaskenu, dmuis ['mnenbca, Bnagumupa f'oposuiia — 3Ha-
KOBBI€ ITyHKTbI (hOPTENMaHHO ncropmm XX Beka.

Bax — Hemocsiraemast BepIiMHAa HEMEIKOro 6apokko. OH BeIMK BO BCEX
CYIIeCTBOBABILMX B €r0 3TOXY YKaHpaX (KpoMe OIepHOro, oriep OH He Mucal).
Ho penurno3Hasi 0CHOBa ero My3bIKH, €€ CITY>KEHUE — 3TO TIEPBOE, O UeM CTOUT
TOBOPUTH U UTO NIOMEIAeT ee B KAKOe-TO COBepPLIeHHO OTAe/IbHOe, BHEBpe-
MeHHOe u3MepeHye. OgHa M3 MaTpuI] €ro TBOPYECTBa — IMPOTECTaHTCKUIL
XOpaJi, B KOTOPOM MCITOJTHSIFOLIMIACS BCEI OBIIMHOI JIAKOHUYHBIA OIHOIO-
JIOCHBIN HalleB Hepas3pbhIBHO CBSI3aH C I[€PKOBHBIM TEKCTOM HAa HEMEI[KOM
s13bIKe. B My3bike Baxa xopas ucronb3yeTcs U co cyioBaMu 1 6e3. OqHaKo AJis
HEro ¥ ero COBPEMEHHIMKOB TY CJIOBA OCTaBaJIMCh C/IBIIIHBI U B 6eccioBec-
HBIX MHCTPYMEHTATbHbIX 06pabOTKAaX.



[Ipo 3TO He CTOUT 3a6bIBaTh, 3HAKOMSICH C AVCKOM [lomHbl OCEeTUHCKOIA,
KOTOPBIii BbI Iep>kKuTe B pyKax. OH COCTOUT U3 XOPOILO M3BECTHBIX COUMHE-
HUIt OBYX, HUKOTTA He BCTPEeUaBIINXCSI B PeaibHOM SKM3HU KOMIIO3UTOPOB-
poBecHUKOB. OHU IPYT APYTY YOAMBUTEIbHBIM 00pa3oM He MPOTMUBOpPeYar.
[Iatp xnaBuUpHBIX coHAT CKapnaTTM (OLHA MMeeT IO[3arol0oBOK «ApUS»)
U [eBSITh COYMHeHMIi baxa pa3HbIX >KaHPOB (TPAHCKPUIILMM €ro XOpo-
BbIX, OPraHHbBIX U aHCaMOJIEBbIX PabOT, a TaKke KIaBUPHBI UTalbIHCKMIT
KOHLlepT) OYe€Hb BAYMYMBO II€peMeIlaHbl OJi MAaKCUMMa/IbHO HeCIIel-
HOTO M COCPeJOTOUYEHHOI0 pasroBopa O KaKMX-TO CaMbIX Ba)KHBIX Bellax.
«JTO MOJi IPOTECT MPOTUB HbIHELTHEro BpeMeH!, B KOTOPOM HeBO3MOKHO
HUYEro ycleThb, — TOBOPUT MMAHMUCTKA. — JTa Me[JjJeHHasl MOCTyIb BaXkKHa,
4yTO6BI C COGOI [TOTOBOPUTD>.

B pesynbraTe 1mecTHaAaTh TPEKOB CKJIAbIBAIOTCS B €JIHOE COUMHEeHe
C TOHYAlIe gpamaTypruei ¥ CTPOTUM TOHJIbHBIM IJIAHOM, COTKaHHbBIM
B OCHOBHOM 13 MMHOPOB. B KayecTBe OI103HaBaTeNbHbIX MasiKOB pacCcTaB-
JIEHbI HECKOJIbKO 3HaMEeHUTBhIX GAXOBCKUX XOPaJIbHBIX 00pabOTOK, COBEp-
LIeHHO JIMIIeHHBIX TYT CBOero opraHHoro nadoca. B vauane — Nun komm,
der Heiden Heiland («Ipsimyu, CriacuTenb HapomoB») u Jesus bleibet meine
Freude («Vlucyc — BCerpjamiHsis MoOsl PajocTh»). B TOuke 3070TOro ceye-
Hus — Ich ruf zu dir («K Te6e, T'ocrionu, B3biBato») u Wachtet auf, ruft uns die
Stimme («IIpo6ynuce, ronoc Hac 30BeT»). Y HakoHell, moxbopka (uHaIb-
HbIX y6aIOKMBAIONIMX HOMEPOB MPUBOAUT K TUXOMY MakOPHOMY CIIOKO¥-
CTBUIO I CMMPEHMUIO TIOCIeHel TPaHCKPUIILIMK U3 CBETCKOV «OXOTHUYbe



KaHTaTbl» — Schafe konnen sicher weiden («OBIbI MOT'YT 6€30IT1aCHO ITACTUCH»).
W NOHSATHO, YTO 3TOT CMUPEHHBII MaXkop yKe 3HaeT 0 My3bike ApBo IIspra,
Banentnna CwibBecTpoBa M AHTOHa bararoBa, ¢ KoTopoit OceTMHCKas
oueHb IpykHa. VI po ee mpoekT «KosbiGenbHbIe» AJis IeTell U B3POCI/IbIX ee
Bax u CkapiaTTy TOXe 3HAIOT. «[Ipy BbIGOPe MY3BIKM SI OPMEHTUPOBAIACh
Ha TO, UTO JINYHO MeHS JepKUT U yTemaeT. U emie 1 MHOTO JIeT YChITIIsIIA
CBOMX JieTelt 1ojl KaHTaThl baxa».

ExamepuHna bupioxosa

ITOJINHA OCETHMHCKAS4

YHUKaNbHOCTD UCKyccTBa [TonmHbl OCEeTMHCKOV B TOM, UYTO OHO YHUBEP-
canpHO. Llenntenu kavecrsa GoprenmaHHON UIPhl HAMIYT B HEM MpUMep
6recTsiieii BUPTYO3HOCTHM, PABHO IPOSIBIISIIONIEN ce6sl M B CIOXKHEMIINX
COJIbHBIX COYMHEHMUSIX, M B OOTATHIX MBIIIHbIX TAPTUTYPAX AJisT HGOPTENaHO
¢ opkectpoM. Te, KoMy gopora B My3bIKaHTe [yIla, IPOHMKHOBEHHOCTb,
He MOTYT He yBJIeUbCsI B3BOJTHOBAHHBIM, TO HEXKHBIM, TO TPDEBO>KHBIM PacCKa-
30M O IIPUKJIIOYEHMSIX ITOM IyIIY, BEIDAXKEHHBIX 3ByKaMu. VIHTe lIeKTyaslbl
C yBJIeUE€HNEM GYHYT C/IeAUTh 3a M3bICKAHHBIM M 4YaCTO IMapaJgoOKCa/IbHbIM
IIOCTPOEHMEeM ee KOHIIePTHBIX TPOrPaMM, 3a [lepeKIMIYKaMy pa3HbIX TPON3-
BeJleHM1, A1aJI0TOoM KOMIIO3UTOPOB Uepe3 BeKa U CTpaHbl, KOTOPbIi ycTpa-
MBaeT MCIIOTHUTEIbHMUIA. HaKoHell, 37eraHTHOCTb, OrPOMHOe obasiHue,



ClLieHM4YecKasi Xxapu3ma IOKOPSIIOT B paBHOI cTeneHy BceX. COBOKYITHOCTb
3TUX CBOMCTB HmenaeT [TomnHy OCeTUHCKYI0 OOHMUM U3 HECOMHEHHBIX JInJie-
POB CBOEr0 MOKOIEeHNSI IMAaHNUCTOB.

[TonuHa Havasa UrpaTh Ha posiie B BO3pacTe ISITU JIeT, a B LIECTb YXKe
Iayia CBOJI IepBbIii COMbHBIN KOHILEPT B 3asie BUIbHIOCCKOI (DrtapMoHUNA.
B BoceMb COCTOSIICS 1€6I0T MMAHUCTKM C OPKECTPOM — C KaMepHbIM OpKe-
ctpom JInTBel mon yrpasienueMm Caymoca COHAeLKMCa OHa MCIIOJHWIA
Konuepr pe muuop Baxa. 3akoHuwmsia mKomy-iuiein npu [leTepOyprckoit
KOHCepBAaTOPMH, a 3aTeM U caMy KOHCepPBATOPMIO — B Kiacce MapuHsl Bonbd,
MpoLLIa aCCUCTEHTYPY-CTaXMPOBKY B MOCKOBCKOJ KOHCEpPBAaTOPUM Y IIPO-
deccopa Bepsl TopHOCTaeBOI1.

[Monuua BbIcTymana ¢ opkectpom MapumHckoro Teatpa, MusicAeterna,
ToKMIICKMM (MIAPMOHUYECKUM OPKECTPOM, 3aCTy>KeHHbIM KOJUIEKTMBOM
pecny6nuky AkajieMuueckum cumMmboHnYeckuM opkectpoM IleTep6yprekoit
unapmonun, l'ocymapcTBeHHBIM aKaJeMUYeCKUM CUMGPOHUYECKUM OpKe-
crpom uMenu E.@. CBemianoBa. Cpesiy ee CLieHMUECKUX ITapTHEPOB — IUPU-
>xeppl Teomop Kypenrswuc, Jlopan Iletiokepap, Tyran CoxueB, AnekcaHIp
CnamkoBckuit, Bacuamit Cunaiickumit, Aumpeit Bopeiiko, Tepm Anb6pexT,
SAu-ITackans Toprenbe. Ee urpy my6inka cibiiaga B CaMbIX MPECTVKHbBIX
3ayax — Bonbom 1 Manom MockoBcKoii KoHcepBaTopuu 1 I[leTep6yprekoit
dbunapmonun, Benckom — MiosukdepaiiH, J10HZOHCKOM  Bapbukah,
KonneptHoM 3ane MapumHCcKOro TeaTtpa, 3anax Puma, Muiana, BapiiaBsl,
CaH-®panuucko, bproccensi, IMOHUM 1 MHOTUX APYTHUX.



[InaHucTKa MpUHMMAJIa y4acTie BO MHOTUX (DecTUBaISIX, Cpeiyi KOTOPBIX
«JlekabpbcKue Beuepar, «KKpeleHmo», «3Be3pl Ha Baiikane», «TeppuTopusi»,
IsaruneBckuit dectuBanb, «JIMKM COBPEMEHHOTO IMAHM3Ma», «3Be3Zbl
6e/bIX HOYe».

[Monuua OceTuHCKas — IaypeaT MOJIOAEKHO rpeMunm «Tpuymd».

[InaHMCcTKa Hamucana aBroouorpaduueckyio KHUry «IIpoimnaii, rpycThb!»,
CTaBIIYIO GECTCETIEPOM.

B cBou conmbHbIe TporpaMmbl [ToiyHa OceTHMHCKAS TOUTH BCETIa BKIOUaeT
COUMHEHMS KOMITI03UTOPOB KOoHIla XX-XXI BB., 4aCcTO CTaJKUBas X C KjIac-
cuKkoii. «CoBpeMeHHas My3bIKa, — IT0JlaraeT OHa, — He TOJAbKO MPOAOJDKAeT
MY3BIKY cTapyio. OHa ellje ¥ IOMOraeT OTKPBIBATh B CTAPOI1 My3bIKE CMbIC/IBI
M KpacoTy, CTepTble NeCATWIeTUSIMM CJIeTIOr0 MY3eJHOrO ITOKJIOHEHMSI
Y MEXaHMYECKOTO, YacTO 6e3yIIHOTO UCTIONHE NS ». OCeTUHCKAsI — IPUBEP-
SKeHel ¥ TOMyJIIpu3aTop KOMIIO3UTOPOB-COBPEMEHHMKOB IMOCTaBaHTap/-
Horo HampasieHusi: B. CunbBectpoBa, JI. [ecsTHukoBa, B. MapTbiHOBa,
I1. Kapmanosga, I. [Tenenyca. Ee MCKycCTBO BBICOKO OLI@eHMBAIOT B3bICKATe/b-
Hble My3bIKaJIbHble KDUTUKY aBTOPUTETHBIX U3TAHUIA.



BACH | SCARLATTI

Johann Sebastian Bach and Domenico Scarlatti were born in 1685, the
former in Thuringian Eisenach, the latter in Naples, Italy. They lived quite
long for those times yet completely different lives and wrote completely
different music.

Scarlatti spent many years in Lisbon and Madrid at the court of his
student, the Portuguese Infanta Maria Magdalena Barbara, who eventually
became the Spanish queen. The traditions of Spanish folk music, primarily
flamenco, fancifully complemented his Italian school of composition. More
than five hundred sonatas (their current official number is 555) for keyboard
instruments written by him in that period loom large in his extensive
legacy (among other things, it comprises fifteen operas) and, although they
chronologically belong to the Baroque age, they sound like an anticipation
of classicism.

These are small, one-movement, seemingly simple, but incredibly diverse,
fresh, bright, skillful and often very virtuosic pieces. Scarlatti called them
“Essercizi” (“exercises”), referring to their educational nature. In the preface
to the lifetime edition of 1738, he wrote: “Do not expect —whether you are
an amateur or a professional — a deep idea in these compositions; this is just
an intricate musical joke, the purpose of which is to build up your confidence
in playing the clavicembalo. It was not selfish intentions and vanity that forced
me to publish them. Perhaps you will find them pleasing, and then I will gladly



satisfy new requests and try to please you with compositions of an even easier
and more diverse style. So, approach these works as a person not as a critic, and
your pleasure will grow. Be happy!”

Actually, that “real” sort of sonata that we know from Haydn, Mozart and
Beethoven, had not yet been born. Scarlatti’s sonatas are the very infancy
of clavier music, its origins that had a great influence on all its further
development. Just before our historically informed times, they entered the
golden repertoire of harpsichordists. However, they have always been well-
liked by pianists. The recordings of Arturo Benedetti Michelangeli, Emil Gilels
and Vladimir Horowitz are landmarks of the 20th century piano history.

Bach is an unattainable peak of German baroque. He is great in all the
genres that existed in his age (except for opera, as he wrote no operas). But the
religious foundation of his music and its ministration is the first thing that is
worth talking about and that places it into a certain completely individual,
timeless dimension. One of the matrices of his music is the Protestant
chorale, in which a laconic one-voice tune sung by the entire community is
inextricably linked with a church text in German. In Bach’s music, the chorale
is used with and without words. However, for him and his contemporaries,
these words remained audible in wordless instrumental arrangements.

This is what we should not forget about when we listen to this album
recorded by Polina Osetinskaya. It consists of well-known compositions of
two coeval composers who never met in real life. They miraculously do not
contradict each other. Scarlatti’s five clavier sonatas (one of them is subtitled

10



Aria) and the nine Bach works of various genres (transcriptions of his choral,
organ and ensemble works, as well as the clavier Italian Concerto) are very
thoughtfully mixed for the most unhurried and focused conversation about
some most important things. “This is my protest against the present time,
when you have no time for anything at all”, the pianist says. “This slow pace is
important to talk to yourself”.

As a result, sixteen tracks become a single composition with its exquisite
drama and strict tonal plan mostly woven from minors. A number of the
well-known Bach choral arrangements, completely devoid of their organ
histrionics here, are placed as identification beacons. In the beginning, it is
Nun komm der Heiden Heiland (Saviour of the Nations, Come) and Jesus bleibet
meine Freude (Jesu, Joy of Man’s Desiring). Ich ruf zu dir, Herr Jesu Christ (I Call
to You, Lord Jesus Christ) and Wachtet auf, ruft uns die Stiemme (Awake, the Voice
Is Calling Us) are at the point of the golden section. And lastly, the selection
of the final lulling numbers leads to a quiet major peace and humility of the
last transcription from the secular “Hunting Cantata” — Schafe kdnnen sicher
weiden (Sheep May Safely Graze). It is clear that this humble major already
knows about the music of Arvo Pirt, Valentin Silvestrov and Anton Batagov,
which Osetinskaya is on friendly terms with. And her Bach and Scarlatti also
know about her project Lullabies for children and adults. “When choosing
music, I was guided by what holds and comforts me personally. And I lulled my
kids to sleep to Bach’s cantatas for many years”.

Ekaterina Biryukova
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POLINA OSETINSKAYA

The uniqueness of the Polina Osetinskaya’s art is in its versatility. The
connoisseurs of quality piano playing will find an example of brilliant virtuosity
that equally shows in the most difficult solo compositions and in rich and
magnificent scores for piano and orchestra. Those who value a musician’s soul
and feelings cannot but be carried away by an agitated, sometimes gentle,
sometimes disturbing story about the adventures of the soul expressed by
sounds. The lovers of intellectualism will be infatuated with the refined and
often paradoxical structure of her concert programmes, the roll calls of different
works, and the dialogue of composers through centuries and countries arranged
by the pianist. Finally, her elegance, immense charm and stage charisma conquer
everyone in equal measure. The combination of these properties makes Polina
Osetinskaya one of the undoubted leaders of her generation of pianists.

Polina started playing the piano at the age of five, and at six she gave her first
solo concert at the Vilnius Philharmonic Hall. When she was eight, the pianist
debuted with an orchestra — it was the Lithuanian Chamber Orchestra conducted
by Saulius Sondeckis, and she performed Bach’s Concerto in D minor. She
graduated from the lyceum school of the St. Petersburg Conservatory and then
the Conservatory where she studied with Marina Wolf, and later took an assistant
training course at the Moscow Conservatory with Professor Vera Gornostayeva.

Polina performed with the Mariinsky Theatre Orchestra, MusicAeterna,
the Tokyo Philharmonic, the Academic Symphony of the St.Petersburg
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Philharmonic Society and the Svetlanov State Academic Symphony. She
has collaborated with conductors Teodor Currentzis, Laurent Petitgirard,
Tugan Sokhiev, Alexander Sladkovsky, Vasily Sinaisky, Andrei Boreyko,
Gerd Albrecht and Yan Pascal Tortelier. She has performed at some of
the most prestigious halls such the Grand and Small Halls of the Moscow
Conservatory and the St. Petersburg Philharmonic Society, the Musikverein
in Vienna, the Barbican in London, the Concert Hall of the Mariinsky
Theatre, the venues of Rome, Milan, Warsaw, San Francisco, Brussels and
Japan, and many others.

The pianist has taken part in many festivals, including December Evenings,
Crescendo, Stars on Baikal, Territory, Diaghilev Festival, Faces of Modern
Pianism and The Stars of the White Nights. Polina Osetinskaya is a winner of
the Triumph youth prize.

The pianist wrote a best-selling autobiography titled Farewell to Sadness!

Polina Osetinskaya’s recitals almost always include works by composers
of the late 20th and 21st centuries, often performed next to classical pieces.
“Contemporary music not only continues old music”, the pianist says. “It also
helps to discover the meanings and beauty in the old music that were erased
by decades of blind museum worship and mechanical, often cold-hearted
performance”. Osetinskaya is a follower and promoter of contemporary post
avant-garde composers such as V. Silvestrov, L. Desyatnikov, V. Martynov,
P. Karmanov and G. Pelécis. Her art is highly acclaimed by the demanding
music critics of respected periodicals.
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HorauH Ce6actbsin bax

1 XopanbHas npemoaus Nun komm,
der Heiden Heiland, BWV 659
(TpaHcKkpunuus Bunbrenbma

Kemnda). . .. ........... 5.53
Jomennko CkapiaaTTi
2 Conara my MuHop,K.98 . . . .. .. 3.10

Horanu Ce6actbsaH bBax

3 Xopar Jesus bleibet meine Freude
n3 KauTaTsl Herz und Mund und Tat
und Leben, BWV 147 (TpaHCKpUIILVIsI

Bumbrensma Kemmnda). . . . ... .. 4.15
JomeHnnko CKapiaTTi
4 Conata cu MuHOp, K. 377. . . . . .. 4.29

Horanu Ce6actbsH Bax
VTanpstHCKMI KOHLIEPT J1/151 KlaBecyHa
®a maskop, BWV 971

5 L 4.01
6 ILAndante . .............. 6.39
7 HMLPresto................ 3.57
Homennko CkapiaTT

8 Conara cu muHOp,K.87 . ... ... 6.51

9 Conara pe muHop (Apus), K. 32 . . .3.34
HoranH CebacTbsiH Bax
10 XopansHas nipentopyst Ich ruf zu dir,
Herr Jesu Christ, BWV 639 (TpaHCKpUIILIsI
Bunbrensma Kemmnda). . . . .. . .. 3.52
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JlomeHuko CKapiaaTTi
11 Conata pe MuHOp, K. 141. . . . . .. 4.12
HWorauu Ce6actbsad Bax
12 XopanbHast ipemonyst Wachet auf,
ruft uns die Stimme, BWV 645. . . . . 5.21
13 Siciliano 13 conatsl st ieiiThi 1 6acco
KOHTMHYO, BWV 1031 (TpaHCKpuIumst
Bubrensma Kemmnda). . . . ... . . 4.44
14 TIpemoaus cu MmunOp, BWV 855
(TpaHCKpuUILys AjlekcaHgpa
123702 (07 ISR 3.22
15 Sicilienne 13 KoHIIEpTa [I/Is OpraHa
pe MyHOP, BWV 596 (TpaHCKpUIIys
Anexcangpa Tapo). . .. ....... 3.21
16 Schafe konnen sicher weiden
u3 «OxomHuuweti kaumamot», BWV 208
(TpaHcKkpurus OroHa [letpn). . . . 5.59

O6ree Bpems: 73.50

TMomua OceTuHCKasI, popmenuaro
3ammice: Cinelab studios, depanb 2019 .
3ByKopesxuccep — Muxann Criacckuii

AccucreHT 3ByKOpeskuccepa —
Imutpuit Kosanés



Johann Sebastian Bach
1 Chorale prelude Nun komm, der
Heiden Heiland, BWV 659 (transcription
by Wilhelm Kempff) . . . . ..... 5.53
Domenico Scarlatti
2 Keyboard Sonata in E minor, K. 98 . . 3.10
Johann Sebastian Bach
3 Chorale Jesus bleibet meine Freude
from Cantata Herz und Mund und Tat
und Leben, BWV 147 (transcription

by Wilhelm Kempff) . . . .. .... 4.15
Domenico Scarlatti
4 Keyboard Sonata in B minor,

K377 oo oo 4.29
Johann Sebastian Bach
Italian Concerto in F major, BWV 971
D 4.01
6 ILAndante . ............. 6.39
7 MLPresto............... 3.57

Domenico Scarlatti

8 Keyboard Sonata in B minor, K. 87 . . 6.51

9 Keyboard Sonata in D minor, K. 32. . 3.34

Johann Sebastian Bach

10 Chorale prelude Ich ruf zu dir, Herr Jesu
Christ, BWV 639 (piano transcription
by Wilhelm Kempff) . . . .. ....

Domenico Scarlatti

11 Keyboard Sonata in D minor, K. 141. . 4.12

3.52

Johann Sebastian Bach

12 Chorale prelude Wachet auf, ruft uns die
Stimme, BWV 645 (piano transcription
by Wilhelm Kempff) . . . ... ... 5.21

13 Siciliano from Flute Sonata, BWV 1031
(piano transcription by Wilhelm
Kempff) . . ..............

14 Prelude in B minor, BWV 855
(piano transcription by Alexander
Siloti)

15 Sicilienne from Organ Concerto
in D minor, BWV 596 (piano
transcription by Alexandre
Tharaud)

16 Schafe konnen sicher weiden
from Hunting Cantata, BWV 208 (piano
transcription by Egon Petri) . . . . 5.59

Total time: 73.50
Polina Osetinskaya, piano

Recorded at Cinelab studios

in February 2019.

Sound engineer — Mikhail Spassky
Assistant to sound engineer —
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