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Ouck 1
KoHuept Pe marap, BWV 972
(no KoHyepmy AHmoHuo Busanedu, RV 230)

1 [Allegro]. .. ........... 2.15
2 Llarghetto............. 3.08
3 Allegro . ............. 2.31

KoHuept Conb maxop, BWV 973
(no KoHuepmy AHmoHuo Busansdu RV 299)

4 [Allegro]. . ............ 2.38
5 Adagio............... 2.04
6 Allegro .............. 2.38

KoHuepT pe MuHop, BWV 974
(no KoHuepmy AneccaHopo Mapuyesnso

S5.2799)

7 Andante.............. 2.44
8 Adagio............... 3.31
9 Presto............... 414

KoHuepT conb MuHop, BWV 975
(no KoHuepmy AHmoruo Busanedu, RV 316)

10 [Allegro]. . . ........... 3.29
MMlargo . . ............. 3.52
12 Giga:Presto. . . . ........ 2.04

KoHuepT [lo Marop, BWV 976
(no KoHuepmy AHmoruo Busanedu, RV 265)

13 [Allegro]. . .. .......... 3.51
T4 largo . . ... ... ... ... 3.14
15 Allegro . . ............ 3.20

KoHuept [o Markop, BWV 977

(UCMOYHUK Heu3secmeH)

16 [Allegro]. . . ........... 2.44
17 Adagio. . .. ........... 1.44
18G6ga................ 2.33

KoHuept ®a marop, BWV 978
(no KoHuepmy AHmoruo Busanedu, RV 310)

19 Allegro . ... .......... 2.34
20 Largo ... ... 2.36
21 Allegro . . ............ 2.35

KoHuepT cvt MuHop, BWV 979
(no KoHuyepmy AsmoHuo Busarnedu, RV 813)

22 [Adagio]-Allegro-Adagio. . . . . 2.29
23 Allegro-[Grave]. . . .. ... .. 3.16
24 Andante-Adagio . . . ... ... 2.35
25 Allegro .. ... 3.26

Obulee Bpemn: 72.16

Ouck 2
Koxuept Conb Markop, BWV 980
(no KoHyepmy AHmoHuo Busansdu, RV 381)

1 Allegro .............. 3.37
2 Largo . ........ .. ..., 4.00
3 Alegro .............. 415

KoHuepT oo MuHop, BWV 981
(no Koryepmy benedemmo Mapuensio,
S.C788)

4 Adagio............... 214
5 Vivace............... 1.55
6 Adagio: Staccato . . . ... ... 2.54
7 Prestissimo. . .......... 437

KoHuept Cu-6emonb, Marop BWV 982
(no KoHyepmy MozanHa 3pHema, coy. 1 N2 1)

8 [Allegro]. ............. 2.23
9 Adagio—[Allegro]. . . ... ... 3.43
10 Allegro ... ........... 2.08
KoHuepT conb MuHop, BWV 983
(ucmoYHUK Heu3gecmeH)

11 [Allegro]. . .. .......... 3.18
12 Adagio. . .. ........... 252
13 Allegro . . ............ 235

KoHuept [o Maop, BWV 984

(no KoHuepmy MoaaHHa 3pHema)

14 [Allegro]. . ... ....... .. 3.00
15 Adagio e affettuoso . . . . . .. 2.15
16 Allegroassai . . .. ....... 3.12

KoHuepT conb MuHop, BWV 985
(no KoHyepmy eopea @ununna Tenemaxa,
TWV51:gl)

17 [Allegro]. . . .. ......... 2.45
18 Adagio. . . ............ 2.32
19 Allegro .. ............ 232
KoHuept Conb Marop, BWV 986
(ucmOoYHUK Heu3secmeH)

20 [Allegra]. . ... ......... 213
21 Adagio. . . ............ 1.23
22 Allegro ... ... ... 1.37

KoHuepT pe MmHop, BWV 987
(no KoHuyepmy MozanHa 3pHema, coy. 1 N2 4)
23 [Grave]-[Presto]-[Grave]-

Presto—Grave. . . .. ... ... 2.12
24 [Allegro]. . . ... ... ... 2.34
25 Adagio—Vivace . . ... ..... 1.51

Obulee Bpemn: 68.47
KoHcTaHTWH BonocTHoB, opaaH
3ByKoperkmccep — [puropuin Bacunbes

3anucaHo 9-12 aBrycra 2021 .
B TaBpuyeckoM fBopLie, CaHKT-lleTepbypr.
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Disc 1
Concerto in D Major, BWV 972
(after Antonio Vivaldi, RV 230)

1 [Allegro]. .. ........... 2.15
2 Llarghetto............. 3.08
3 Allegro . ............. 2.31

Concerto in G Major, BWV 973
(after Antonio Vivaldi, RV 299)

4 [Allegro]. . ............ 2.38
5 Adagio............... 2.04
6 Allegro .............. 2.38

Concerto in D Minor, BWV 974
(after Alessandro Marcello, 5.7799)

7 Andante.............. 244
8 Adagio............... 3.31
9 Presto............... 414

Concerto in G Minor, BWV 975
(after Antonio Vivaldi, RV 316)

10 [Allegro]. . .. .......... 3.29
MMlargo . . ... .......... 3.52
12 Giga:Presto. . . . ........ 2.04

Concerto in C Major, BWV 976
(after Antonio Vivaldi, RV 265)

13 [Allegro]. . .. .......... 3.51
T4 largo . .. ............ 3.14
15 Allegro . .. ........... 3.20

Concerto in C Major, BWV 977
(source unidentified)

16 [Allegro]. . . ...........
17 Adagio. . .. ...........
18Giga................
Concerto in F Major, BWV 978
(after Antonio Vivaldi, RV 310)

19 Allegro . ... ..........
20 Largo ... ...
21 Allegro . ... ... ... ...
Concerto in B Minor, BWV 979
(after Antonio Vivaldi RV 813)

22 [Adagio]-Allegro-Adagio. . . . .
23 Allegro-[Grave]. . . .. ... ..
24 Andante-Adagio . . .. ... ..
25 Allegro . . ...

Total time: 72.16

Disc 2
Concerto in G Major, BWV 980
(after Antonio Vivaldi, RV 381)

1T Alegro .............. 337
2 Largo . ............ .. 4.00
3 Alegro .............. 415

Concerto in C Minor, BWV 981
(after Benedetto Marcello, S5.C788)

4 Adagio............... 214
5 Vivace. ... ........... 1.55
6 Adagio: Staccato . . . ... ... 2.54
7 Prestissimo. . .......... 437

Concerto in B-Flat Major, mamop BWV 982
(after Johann Ernst, Op.1 No.1)

8 [Allegro]. ............. 2.23
9 Adagio—[Allegro]. . . ... ... 3.43
10 Allegro . .. ........... 2.08
Concerto in G Minor, BWV 983

(source unidentified)

11 [Allegro]. . .. .......... 3.18
12 Adagio. . . ............ 252
13 Allegro ... ........... 2.35
Concerto in C Major, BWV 984

(after Johann Ernst)

14 [Allegro]. . . .. ......... 3.00
15 Adagio e affettuoso . . . . . .. 2.15

16 Allegroassai . . .. ....... 3:12

Concerto in G Minor, BWV 985
(after Georg Philipp Telemann, TWV 51: g1)

17 [Allegro]. . . .. ......... 2.45
18 Adagio. . . ............ 2.32
19 Allegro .. ............ 2.32
Concerto in G Major, BWV 986

(source unidentified)

20 [Allegra]. . ... ...... ... 213
21 Adagio. . . ......... ... 1.23
22 Allegro . .. ... ... 1.37

Concerto in D Minor, BWV 987
(after Johann Ernst, Op. 1 No. 4)
23 [Grave]-[Presto]-[Grave]—

Presto—Grave. . . ... .. ... 2.12
24 [Allegrol. . ... ... ... .. 2.34
25 Adagio—Vivace . . . ....... 1.51

Total time: 68.47
Konstantin Volostnov, organ
Sound engineer — Grigory Vassiliev

Recorded on August 9-12, 2021
at the Tauride Palace, St. Petersburg.
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Cover of the manuscript of “Twelve Concertos by Vivaldi for organ transcribed by J.S. Bach” made by Johann Bernhard Bach.
Staatsbibliothek zu Berlin — PreuBischer Kulturbesitz, Musikabteilung mit Mendelssohn-Archiv
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MoranH CebacTbaAH Bax obpalllancA K COYMHEHMAM OpYrix KOMMO3UTOPOB Ha BCEM MpoTA-
¥EHUW CBOErD TBOPYECTBA. 3T0 ObINO ECTECTBEHHLIM MPOLIECCOM, BarKHBIM [ANA 3HAKOMCTBA
C My3bIKO/ KOMJIer, OCBOEHMA HOBOMO M COBEPLLEHCTBOBAHWA COOCTBEHHOMO KOMMO3UTOPCKOMO
MacTepcTea. Cpeay ANMMHHOMO CMMCKA COYMHEHMIA, KoTopble bax MCnonHAn 1, npu Heobxoau-
MOCTM, apaHHKM1POBa, 3Ha4MTENbHOE MECTO 3aHMMasa My3blKa UTANbAHCKMX KOMMNO3UTOPOB —
K. B. Manectpunbl, A. Bvanbam n 1. b. Nepronesu.

[nAa baxa MecToM morpy:eHnA B UTANbAHCKYI0 My3blKarbHYI0 KynbTypy cTan Beimap, roe
OH CAYXKW MPUW FepLorckoM [ABOpe B Ka4ecTBe NMPUABOPHOIO OPraH1CTa U KaMep-My3blKaHTa
¢ 1708 no 1717 rop. Y npaesero repuora Bunsrensma 3pHcta CakceH-BeliMapcKoro 6bin nne-
MAHHWK, MoranH 3pHeT (1696—1715). lOHbIR NpUHL CTPACTHO YBAIEKACA My3bIKOM M NMpeBoC-
XO[HO Urpan Ha cKpunKe. Ero yumTeneM no Teopum My3blku 1 Urpe Ha KnaBupe bl ropoACcKoi
opranmct WoranH otdpua BanbTep (poactBeHHMK baxa mo MaTepuHCKOM NnHUK), @ B Oanb-
HEMLIeM — 3HaMeHUTbLIA TEOPeTWK, aBTOp MEpPBOM HEMELIKOM My3blKabHOW 3HLMKMIOMeamH
«My3bIKanbHbIi nexkcukoH» (Musicalisches Lexicon, 1732).

B 1713 roay npwHy MoranH 3pHcT BepHyncA B BelMap n3 HupgepnaHgos, oTKyda npuees
LieNnyo HOTHYIO KOJTNEKLMIO UTAMbAHCKMX My3bIKasbHbIX COUMHEHWI. Buaumo oHa v nocnysunia
OCHOBHbIM MCTOYHMKOM ANA TPAHCKPMMLMIA, KoTopble bax co3man Bckope, B 1713-1714 rogax.
Bcero BerMMapCcKMx TpaHCKpMNUMA ABaauaTh ABe: NATb 4n1A opraHa (BWV 592-596) n cem-
HaauaTb AnA KnasecuHa (BWVY 972-987, BWV 592a). B Biae aBTorpada coxpaHmnack TofbKo
0[Ha OpraHHasA TPaHCKPMNLMA KoHLepTa pe MuHop no A. Busanbam (BWV 596). Bce octanbHble
nepenoxexna baxa Aownm 4o Halwmx JHeR B BUAE PYKOMMCHBIX KOMWIA, CO3AaHHbIX Nepenmc-
YMKaMM 13 6aX0BCKOrO OKpyHeHuA. Cpeam 3TUX UCTOYHMKOB Hambosee 3HaYMMbIM CHUTaETCH
PYKOMWCHBIA 3K3eMMN/IAP, CAENaHHbIA MAeMAHHMKOM KoMnosuTopa MoraHHoM bepHxapaom
Baxom 13 3nseHaxa (1676—1749), kotopeit B 1715 rogy nocetun BeiMap 1 Toraa, BEPOATHO,
nepenumcan TpaHCKpUNUMK [01A opraHa W KnaeecuHa (BWV 592, 972-982). [aHHbIi cHOpHUK
XpaHuTca B bepnmHckomn brubnuoteke nog wmudpom D-B Mus.ms. Bach P 280.

LleHTpanbHoe MecTo cpefy UTanbAHCKMX 00pa3LoB 3aH1MalT AecATb KOHLEePTOB AHTOHMO
BuBanbam: nATb COUMHEHMIA 3 CO0pHMKa «[apMoHMYecKoe BOoxHoBeHMe (L'estro armonico,
Op. 3, 1711), a TaKKe NATb KOHLEPTOB, NPMBE3eHHbLIX B BeMap B BMOE PYKOMMUCHBIX KOMMWIA.
BrnpoueM, no3gHee, yxKe B Jlennuurckuin nepuog, bax BHoBb 06paTnCA K 3TOMy 0Mnycy — KOH-
uepT AnA yvetblpex ckpunok (RV 580) ctan KoHUepToM AnA YeTbipex knaswpos (BWV 1065,
okono 1730 roga). HoTHeIM M3patenb 3TbeH Pore, 3aMeTUB BCe BO3paCTaloLLyIlo NOMYNAPHOCTb
WHCTPYMEHTaNbHOM My3blkM BuBanbau, npoduHaHcypoan v onybamMkoBan AaHHbIN chop-
HVK B AMCTep[iame, 1 3Ta KOMMEKUMA KOHLEPTOB Ha HECKOSbKO JECATUAETUIA CTana 0gHOM
13 camblx NonynApHbIX Bo Bcew EBpone. [1Ba KoHuepTa BrBanbaw, ¢ KotopbiMy bax no3Hako-
MW/ICA B BMAE PYKOMMCHBIX KOMWIA (CTanm TpaHckpunumamm BWV 975, 980), B ganbHewlem
TaKKe bbinv onybnmKoBaHbl B n3aatenscTae Porke B cbopHuKe «[Tpuyydan (La Stravaganza,
Op. 4, 1714). Bcero B KnaBupHoM BapuaHTe bax 0bpaboTan ceMb KoHLIEpTOB BrBanbam.

HacToALLee n3aaHve NOCBALLIEHO BEMAPCKMM NepenoeHnam (BWY 972-987), MaHyanbHbIM
MbecaM, HanucaHHbIM baxoM anA knasecvHa. 3amMeTHo, YTo ANA Co30aHMA TpaHCKpUNuUmi bax
B OCHOBHOM 0T6MPan KOHLEPTbI HOBOIO TUMA, KIIYEBYI0 Poslb B GOPMMPOBAHMM KOTOPLIX OTBO-
BAT UMeHHO BrBanbay. 310 COMbHBIN KOHLEPT B TPEXHACTHOM LMKITE, C YepeJ0BaHNEM YacTew
B [yxe «bbICTPO-MeaneHH0-6bICTPO». KpaliHue YacTy Takoro KoHLepTa HammcaHbl B pUTYpHESb-
HO (opMe, 0CHOBaHbI Ha YepeaoBaHmMK tutti 1 solo, 1, HaKOHeL, ConMpYloLLMe Pasaensl B HMX
Heobbl4YalHO pa3BuThI.

B 10 e BpemdA cpeau 06pa3LoB [AN1A BEMMAPCKMX TPAHCKPUMLMIA BCTPEYAKOTCA M KOMMO-
31umMM bonee paHHEro TWMa, KOTopble MPOLOMKAIOT TpaauLUMio 60MbLIMX KoHLEepTOB (concerti
grossi) ApkaHaweno Kopenmm — ¢ UMKNOM 13 YeTblpex M bofee YacTeid, vx YepenoBaHUeM
B [yXe «Me[sIeHHO-BbICTpO» (M TaK [anee), U COMOCTABMIEHWMEM BHYTPM KoHLepTHbIX allegro
rpynnbl CONMCTOB (concertino) ¢ ocTanbHLIM aHcaMbreM (ripieno). Cpeay KoHLEPTOB B NOA06HOM
POfe BCTPEYAETCA COUMHEHVe, KOTOPoe J0Aroe BpeMA npunucbiBanock [rky3enne Topennw,
a Ha CamMoM fiefle ABMAETCA OHMM M3 CaMblX paHHWX KoHLepToB Busanbau (RV 813 —BWV 979).



| bAX
16 BEUMAPCKUX

KOHIIEPTOB

BACH
16 WEIMAR
CONCERTOS

370 MHOrOYaCcTHbIA KoHLEpPT (TeMMNoBOe 0603Ha4YeHME MEHAETCA CEMb pa3), HOBOE aBTOPCTBO
KoToporo yctaHoun ®eaepuko Mapua Capaeniin, UTanbAHCKWIA My3biKoBed v OAMH U3 aBTo-
POB MOC/EHEr0 M3[aHUA Katanora couuHeHuin Busanbam (Ryom, Peter, Sardelli, Federico
Maria. Antonio Vivaldi: Thematisch-systematisches Verzeichnis seiner Werke (RV). Zweite,
Uberarbeitete Auflage von F. M. Sardelli. Wiesbaden: Breitkopf & Hartel, 2018).

[nA aByx TpaHCKpUNLMIA MOZENAMM NOCAYHUN KOHLEPTLI BEHELIMAHCKMX COBPEMEHHWKOB
BuBanbaw, bpatbes Mapyenno — Aneccangpo (1673-1747) n benegetto (1686—1739). KoHuept
AnA roboa AneccaHapo Mapyenno, no-B1MAMMOMY, €ro Camoe M3BECTHOE COYMHEHME: MenaH-
XONMYEeCKan BTOpad YacTb C Menoaven conupytotlero robos (BWV 974) MoMeT HamoMHUTb
Largo 13 baxoBcKoro KoHuepta BWV 1056. OpkectpoBan KoMnosunumsa beHenetto Mapuenno
(BWV 981) kK MoMeHTy nonafaHusa Ha «pabounin cton» baxa ye 6bina onybnmKoBaHa B ero
cbopHuKe «[IBeHaauath KoHuepToB» (12 Concerti a cinque, Op. 1, Beneuwn, 1708). [daHHbii
KOHLepT aTparkaeT bonee paHHee pa3BUTYE HaHpa 1 No Gopme OMMpaeTCcA Ha TUM LEpPKOBHOM
CoHaThl (Sonata da chiesa): ¢ YeTblpex4acTHbIM LIMKIOM, MeANEHHBIM BCTYNEHWEM 1 nondo-
HuyeckM Allegro (Bo BTopoit YacTw).

HapAgy ¢ wTanbAHLAMM B YMCMO TPAHCKPUMLMIA KOHLEPTOB MOManu M HEMELIKME aBTOpbI:
['eopr Oununn TenemaH, a TakMKe CaM NPUHL, 3pPHCT — TaNaHTIMBENLLNIA NPeLCTaBUTENb aBry-
cTenLen damnanm. K MoMeHTY co3faHmA TPAHCKpUNLm bax 1 TenemaH yrKe Benu OpyHecKy
nepenucky, 04HUM U3 PaHHWX CBUOETENLCTB KOTOPOM Nocyuio co3gaHue baxom B 1709 rogy
KOnWm KoHuepTa TeneMaHa AnA ABYX CKPMMOK coto. B To Bpems, Korda bax ciyun B BeMape,
TenemaH pabotan B Jin3eHaxe (pogHoM ropofe baxa). Tam K 1712 rofy oH Hanvcan ABaauaTh
CEMb KOHLIEPTOB [1A PasfivyHbIX MHCTPYMEHTOB COMo. BepoATHo, TeneMaH [daxe onepeawn
baxa B 0CBOEHWM UTAMbAHCKOrO KOHLIEPTHOMO CTUNA — 0 ToM, YTo bax yxe nucan B Berimape
COOCTBEHHBIE KOHLIEPTBI, HA [1aHHbI MOMEHT CYLLECTBYIOT MULLIb NPEANOSOHEHUS.

KynbTnBaLMA UTanbAHCKOro KoHLEepTa B BeliMape 3amMeTHa He TOMbKO Mo ToMy GaKTy, YTO MPUHL
MpWBE3 Ty KOMNEKLWII0 COYMHEHWI 1 BUOMMO NOMpocvi baxa 1x apaHHmpoBaTh, HO M N0 ApyrMm,

He MeHee BarKHbIM Mpu13HaKaMm. [pUHLL IpHCT CaM COUMHAN CKPUMMYHBIE KOHLIEPTHI B UTaNbAHCKOM
CTWNe, He4apOM ero Ha3blBau «TIOPMHICKMM BrBanbau». B cBeTe yero, N0BOAOM AN1A NOABAEHWA
TPAHCKPMMLMIA MO0 BbITh W HKefaHWe MPMHLA KaK MOXHO CKOpee MO3HaKOMMUTLCA C UX My3bl-
KarbHbIM YCTPOMCTBOM, YTO ropasfo yaobHee B ABYPY4YHOM BapuaHTe, Herenu B naptutype. Cob-
CTBEHHOPYYHO CO3[1aHHbIX KoHLIEpTOB MoraHHa 3pHcTa bbino, No MeHbLLEN Mepe, [IEBATb, He CYMTaR
TeX, HeHalaeHHbIX, Ha KOTOPbIX MPEeSMONOMHMTENBHO OCHOBaHbI TpaHCKpunumm BWV 977, 983, 986:
LLeCTb KoHuepToB onybnukosan nocmeptHo Meopr Ouaunn Tenemad (Op. 1, 1718), ocTansHble
06Hapy*<eHbl B BILE PYKONMCEN. TakmuM 06pa3oM onpefieneHHo TPU CoumMHeHUs JpHCTa W nped-
MOMOMUTENBHO eLLe TPU MOMOMHUAM KonneKLvio 6axoBcKMx 06paboTok. HecMoTpA Ha oHOCTb
aBTOPa, a TaKKe, BUAMMO, y4ebHbIA NoBog, HnarofapA KOTopoMy BO3HUKMM CKPUMUYHBIE KOH-
LiepTbl 3PHCTa, B HWX 3aMeTeH 6OMbLUOM BKYC W pa3Ho0bpasvie My3blKarbHbIX MAEN U NPUEMOB,
KOTOpbIe MPUHL, CTPEMUTENBHO MbITaNCA 0CBOMTb. B ero COuMHEHMAX 3aMeTHbI M YepTbl BUBANbaM-
EBCKWX KOHLLEPTOB, 1 MHOMO4aCTHBIX COUMHEHII C aniio3vel Ha Kopennw, cpedu KoTopbix KoHLEepT
(Op. 1 N@ 4), 3aBepLualoLLmii BeCb AL TpaHCKpunumin (BWV 987), KoTopoMy MHOroKpaTHaA CMeHa
TEMMa U XapaKTepa NpyaaeT YepTbl PaHTa3MIMHOCTM M MMNPOBU3aLMOHHOCTY. Bbe3BpemMeHHan KoH-
YMHa MPUHLA B [eBATHAALATUNETHEM BO3pacTe OCTaB/AET SLLb AOrafku O TeX BbICOTaX, KOTOpbIX
MOr 6bl 4OCTUYb €10 He3aypAOHbIN TanaHT.

Cpeau opyrvx CBMAETENbCTB UTANBAHCKOM «3KCMaHCUMM» — eLle 0fHa rpynna TpaHCKpun-
LM KOHLIEPTOB, NOArOTOB/IEHHAA ANA MpUHUA ero yunTenem MoraHHoM [Motdpmaom Banb-
TepoM. HaKoHel, Mo KOCBEHHBIM MPK3HAKaM MOMHO MOHATb, yto B 1713 (1714) rogy wna
NOArOTOBKA K WX KOHLEPTHOMY McrofHeHuio: B KpacHoM fBopue (Rotes Schloss) B Beit-
Mape bbin 06yCTPOEH KabUHET A1A XPaHEHWA HOT, TOrA e U3roTOBUIM W Nepensien Konuu
Pa3nnYHbIX My3bIKanbHbIX NPoM3BeAeHWA. BepoAaTHo, B ToM e KpacHOM ABopLe BrepBble
¥ NPO3BYYaNy KNaBeCUMHHbIE TPAHCKPUMLMM: apaHHKMPOBKM [1S1A 0praHa, CKopee BCero, Hbinu
1CNosHeHbl N03aHee, Korda BecHow 1714 rofa 3aBepLuniachk pectaBpaLmna opraHa Bo ABOp-
L{OBOM YaCOBHe.
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TpaHckpunumm baxa, BoWeALMe B HacTosALlee W3AaHWe, NpeACTaBnAT CobOM COMbHblE
Nbecbl ANA KnaBupa (KNaBMLLHOMO WMHCTPYMeHTa). KomMno3uTop ocTaBuA (GopMy KOHLEpTOB
W UX OTAENbHBIX YacTei B HEMPUKOCHOBEHHOCTW. VI3MEHEHWA KOCHYMNC, MaBHLIM 06pa3oM,
daKTypbl, HEpeAKO 3aTparmBany Menoanyeckme 0bopoThl 1 MeHee YacTo rapMoHuio. U xoTa
Npeobpa3oBaHWA MHCTPYMEHTANbHLIX FOMI0COB B MEPBYI0 04epeflb OblM Bbi3BaHbI CMEHOM
WHCTpyMeHTa, paboTta baxa Haf MenoaMYeCcK M IMHWAMM OTpa3nia 1 ero CobCTBEHHbIE Npef-
CTaB/EHMA 0 KOMMO3WUMK. 3aecb Havbosnee 3aMeTHO ycuneHne MoNMPOHUYECKOr0 Hadana
MO CPaBHEHWIO C UTANbAHCKMMM 0bpa3uamMu. Hanpymep, ans neBoi pyku bax BMecTo npocToro
aKKOPA0BOro COMPOBOXAEHNA MENOAMM B MAPTVM NMPaBOA PYKM YacTo COMMHAET MOSHOLIEHHbI
KOHTPaNYyHKTVPYIOLLMIA FONI0C C UCMONb30BaHNEM MONMPOHNYECKON TEXHUKN — BECKOHEYHBIX
KaHOHOB M MMWTaUMIA. B Menoamyeckmx 0bopoTax KOHLEPTOB Mo BuBanbay Take 3amMeTHo,
yTo bax ybupaeT MHOrOKpaTHOe, CTaTMYHOE MOBTOPEHWE OJHOTUMHOM GUIypbl M MENOOUYECKH
06HOBIIAET KaMJoe 13 ee NpoBeeHni (KaK B KoHuepTe BWV 972 —RV 230, Il u., 1. 28-30).

Ecrm TpaHckpmnumm BWV 592-596 MOXKHO MCMOMHUTL MCKMKOYUTENBHO Ha OpraHe, M3-3a
napTn obauratHon nemanu (Mbecbl ¢ Nedanbio wnw pedaliter), To MHEHWA OTHOCWTENBHO
VHCTPYMEHTa, ANA KOTOPOro BbiM HanMcaHbl «KNaBeCUHHbIE» TpaHcKpunummn BWY 972-987,
pacxofATcA. 3T «MaHyarbHble» Mbeckl (manualiter) BNoMHe NpUroaHLI ANA UCMOSHEHNA Kak
Ha KNnaBecuHe, TaK 1 Ha opraHe 6e3 MCMoMb30BaHKA HOMHOM Nedanu. Mo npreMam AaHHble
TPaHCKPUNLWMW CKOpEee OTHOCATCA K KNaBECUHHBIM — 0COBEHHO EC/IM CPaBHUTHL [Ba NEPEesoe-
HWA 0QIHOTO 1 TOrO e KoHLiepTa MoraHHa 3pHcta (c nepanbio, BWV 592; 6e3 nepanu, BWV 5923,
7mbo NepByto YacTb opraHHoro KoHuepta BWV 595 ¢ ee e KnaBecuHHo Bepcvein BWV 984).
BmecTe ¢ TeM M3BECTHO, YTO 0CO60M CTPOroCTM OTHOCUTEIBHO BbIGOpa MHCTPYMEHTA B TO BPEMA
ellle He CyLLeCTBOBaNO, M COYMHEHMA ONA KNaBMpa MCMONHWTENb (KOTOPLIA He Bbii TOMBKO
«OPraHUCTOM» WK TONBKO «KNABECMHUCTOM», @ CKOPEe «KMaBMPUCTOM») Urpan Ha ToM Tune
WHCTPYMEHTA, KOTOPbIM BbiN eMy [OCTYNEH. B 4acTHOCTY, YNOMSAHYTHIM paHee MaHYCKPMNT C Kna-
BECMHHBIMU 1 O[HOWM OpraHHOW TPaHCKpUMUMeR, Co3AaHHbIA MoraHHoM bepHxapaoM baxom,

VIMEET HECKOJBKO TUTYIBbHBIX IMCTOB, A0baBNeHHbIX boee NO3OHUMI BNAAebLIaMM PYKOMUCH.
Ha 0aHOM 13 3TWX JIMCTOB YKa3aHo, YTO KoHLepThl bbinv nepenoeHsl baxom ana opraxa (“fiir
die Orgel eingerichtet”), 4o MoeT CBMAETENLCTBOBATL 06 YHMBEPCANBHOM MCMONHUTENBCKOM
MpaKTVKe B OTHOLLEHWM 3TWUX COYMHEHUIA.

LLlecTHaguath «KNaBeCUMHHbIX» TPaHCKpunumin BWV 972-987 3anumcaHbl opraHnctoM KoH-
CTaHT1HOM BonocTHoBbIM Ha opraHe dupMbl Gerhard Grenzing (bapcenona, 2010) B TaBpuye-
ckoM aeopue CaHkT-lNeTepbypra. OpraH HaxoamTca B KynonsHoM 3ane ABopuUa, 0biafatLLem
MPEeKpacHOM aKyCTWKOM, UCTOpUA KOTOPOro bbiNa CBA3aHa C OpraHoM M3HavasbHO — MHCTPY-
MEHT, NPeanooMMTENbHO aHIMIMIACKOro MacTepa, pacrnonarancA TaM ¢ KoHua XVIII Beka,
cpa3y nocne 3aBepLUeHua cTponTenscTaa B 1789 roay. Takum 06pa3oM, Ha 3an1cu KOHLEPTbI
3By4ar B HaCTOALLLEM [BOpLIE, B TOM e CBETCKOM aTMoctepe, Kak 1 Bo BpeMeHa baxa. A 3By-
YaHWe «I0XKHOMO» rofioca 3TOro MCMaHO-HEMELKOro MHCTPYMEHTa TOHKO NepefaeT Tensble
¥ HEPEeOKO OMepHble MHTOHALMM UTANbAHCKUX KOMMO3WUTOPOB.

B cBOMX OpraHHbIX Nepenoennax BonocTHOB onmpaeTcA Ha OnbIT 6aX0BCKMX TPAHCKPUI-
UM ana opraHa (BWV 592-596), kotopble oH 3anucan B 2017 rogy (M3naHue «bax: opraH-
Hble KOHLEepTbl, COHaThl 1 TOKKaTbl», «DupMa MenoamaAx). Tyna BOLUNA OpraHHaA Bepcws
KoHuepTa Conb Marop npuHua 3pHcta (BWV 592), MMeHHO no3ToMy B HAcTOALLEM M3[a-
HWW ee KNaBeCWHHaA BepcuA (MNm ceMHaguaTan TpaHckpunuma, BWV 592a) He durypupyer.
BonoctHoB nobaBnAeT napTvio nefany B Cxoxen ¢ baxoM MaHepe — B Tex Ciyyasx, Koraa
B OpUrMHarbHbIX KOHLEPTHLIX BEPCUAX MIPaeT MofHaA rpynna continuo. B pAage cnydaes,
KaK, HanpuMep, B GunHane KoHuepTa no Bueanban conb MuHop, BWV 975, nepsas, cerogHsa
yTepAHHan, BepcuaA Kotoporo (RV 316) bbina B pacnopserun baxa, ucnonHuTenio notpe-
60Banoch AOMNOMHATL My3blKajlbHYI0 TKaHb CAMOCTOATENBHBIM 6aCOBLIM rOI0COM. B 3TOM e
KOHLIepTe Ha 6onee No3aHMe U NOAMAOHUYECKM COLEpHHaTe bHbIE 3aMeHEHbI OPKECTPOBLIE
PUTYPHENN B MeIIEHHOM YacTu, 4To, BEPOATHO, Npeanoyen bbl caenatb U caM bax, nmel oH
06HOBJEHHYI0 aBTOPCKYt0 Bepcuio. OnpeneneHHoro GakTypHOro HanosHeHWA noTpebosany
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dparMeHTbl, UCNOSHAEMbIE B OPKECTPOBLIX BEPCHAX COMMCTOM 1 Ipynnoii continuo, a y baxa
U3M0MEHHbIe [OBYXronocHo. OfHaKo, NMpu BCeX M3MEHEHWAX, MPU3BaHHbIX HafeMTb 3T0
cobpaHue KOHLEPTOB ONpefeneHHON «OPraHHOCTbI0, UCMOHUTESNb NPUHLMMMANBHO COXpa-
HAN NPVYEMBI, BO MHOTOM CBOWCTBEHHbIE KNABECUHHOW UIPE, YTO TaKHKe ecTECTBEHHO [N1A
baxoBCKOro Matepuana.

B uenoM nogobHan MaHepa bnue 104H0-eBpONecKoi bapoyHom TpagmLmu, ANA OpraHoB
KOTOPOW XapaKTepHa Ype3BblyaliHO pa3BMTan MaHyajbHas napTuis, a nefanb UCNosb3yeTcs
“3pe[iKa M CKopee BbINOHAET MOAYMHEHHYIO GYHKLUMIO. He cnyyaiHo pyYHble KnaBmaTypbl
Ha UTaNbAHCKMX UK McnaHcKkmx opraHax XVII-XVIII BeKoB B cuiy KOHCTPYKTUBHBIX 0CObEH-
HOCTEMN UX MeXaHWKM ropa3ao bonee YyTKME W NOAATIIMBbIE, HEXENN Ha HEMELKUX U dpaH-
Ly3CKMX obpasuax. [NoaTBepHaEHNEM TOMY MOTYT CAYXKUTb M HONMBLUMHCTBO MPUYECKMX
Me[NIEHHBIX YaCTeN, 1 MONETHO-YTOHYEHHbIE GUHaNbI KoHuepToB BWY 977 n BWV 983. Mpw
3TOM OTAE/bHbIe YaCTW LUMKNOB (HanpuMep, duHansl BWV 972 n 973) cbirpaHbl Bo dpaHLy3-
CKoi MaHepe Grand jeu, KOTOpYI0 OTAIMYAET rPOMKaA 3BYYHOCTb, OCHOBAHHAA Ha A3bIYKOBbIX
peructpax. MHTepnpeTaumnsa BonocTHoBa nepefaet bneck v pa3Hoobpa3ue HioaHcoB, bn3Kme
MCMOMHUTENbCKOM NPaKTUKe NO3HEro 6apoKKO — PaHHEro KNaccuumMama, Koraa COYMHEHUA
ANA CTPOroro LIepKOBHOMO MHCTPYMEHTA CTAHOBATCA BCe 60mee KOHLEPTHbIMU 1 bnecTALLe-
BMPTYO3HbIMU. BEpoATHO, MMEHHO B TaKO MaHepe Mrpanm 3TV TPaHCKPUNUMK U Mofioable
coBpeMeHHMKM baxa.

AtHa lTacmywrosa

16 WEIMAR
KOHIEPTOB  CONCERTOS

CONCERTO INDEX-TABLE

TABJIULIA KOHLIEPTOB
BWV Tonalty  Tonsiiy
972 D Major D Major
973 G Major G Major
974 D Minor D Minor
975 G Minor G Minor
976  CMajor E Major
977  CMajor
978  F Major G Major
979 BMinor D Minor
980 G Major B-flat Major
981  CMinor E Minor
982 B-flatMajor  B-flat Major
983 G Minor
984 C Major Unknown
985 G Minor G Minor
986 G Major
987 D Minor D Minor

Compaser Opus Namber
Antonio Vivaldi RV 230
Antonio Vivaldi RV 299
Alessandro Marcello S.Z799
Antonio Vivaldi RV 316
Antonio Vivaldi RV 265
Source Unidentified
Antonio Vivaldi RV 310
Antonio Vivaldi RV 813
Antonio Vivaldi RV 381
Benedetto Marcello S.C788
Johann Ernst Op. 1No. 1
Source Unidentified
Johann Ernst Unknown

Georg Philipp Telemann  TWV 51:g1

Source Unidentified

Johann Ernst

Op. 1 No. 4

Concerto Type

Violin Concerto
Violin Concerto
Oboe Concerto
Violin Concerto

Violin Concerto

Violin Concerto
Violin Concerto
Violin Concerto
Concerto Grosso

Violin Concerto

Unknown

Violin Concerto

Violin Concerto
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UCTOPUA OPTAHA B TABPUYECKOM ABOPLE

0fHO V3 BarKHEWMLLMX YNOMUHaHWIA 06 opraHe B 3aaHWMM KoHHOrBapAEencKoro 1oMa, a HelHe TaB-
puyeckoro asopua CaHkT-leTepbypra BcTpeyaeTca B «OnmcaHMM TopHeCTBa BbIBLUEND NO Ciy-
yato B3ATUA ropofa /3Mawvna B foMe reHepan-tensamapLuana kHasA [oTeMKuHa- TaBpruyecKoro,
6713 KoHHoW [Bapamm, B npucyTcTBUM uMnepaTpuubl Exatepuhel Il, 1791 roga 28 anpens»,
C03/1aHHOM PYCCKMM Mo3ToM 3roxw MpocBelleHuns faBpumnnoM [depaBuHbiM (1743-1816). Yike
BO BTOPOM ab3alle, YMTan BOCTOPHKEHHBIA PaccKa3 aBTOPa O POCKOLLHbIX MHTEpbepax [BOpLA
(apxutexTop MBaH Crapos (1745-1808)), cHapy*wv 0TAMYaBLUErOCA NOAYEPKHYTON CTPOrOCTbIO,
Mbl HaXO[UM CrieflytoLLme CoBa: «HaBepXy BKPYr BUCALLIME XOPbl C NEPUNaMK, KOTopble 06CTaB-
NeHbl OparoLeHHbIMA KUTAUCKMK COCYdaMK1, U C OBYMA Pa330/i04eHHbIMA BESIMKMMU Opra-
HaMW pasfenAioT BHAMaHWE 1 BOCTOPr ycyrybnaioT». Tak [lepsaBuH onmChbIBAET KyNosbHBbIN 3an
ABopua. 0TTyna e Mbl y3HaeM 0 3ByYalLieit Ha Mpa3aHecTBe My3blKe 1 06 y4acTWM B HeWi opraHa.
[o Hawwmx gHew He JOLLAM TOUHbIE MapaMeTPbl MHCTPYMEHTA UK [ae UHCTPYMEHTOB, C/IM Onu-
paTbCA Ha cnoBa [leprkaBuHa. B cyLLHOCTM, Mbl He MOXEM TOUHO CKa3aTb, ObIN v 3TO OAWH OpraH,
MoMeLLIeHHbI B 1Ba KOPMyCa, UMK Ha xopax ObiNo pacmofioreHo ABa MHCTpyMeHTa. B pasnny-
HbIX MCTOYHMKaX MOXHO BCTPETWTb MPEAMNOsOHEHNA O TOM, YTO MOABMBLUMIACA B TaBPUYECKOM
[BOPLIE Cpa3y M0 3aBepLUEHN ero CTPOUTENLCTBA OpraH, MOr MPUHAL/IeKaTb aHrIMACKON Tpa-
amumn. Ha 310 KOCBEHHO YKa3blBaloT aBa 0bcToATenbCTBa. B KoHue 70-x rogos XVIII cronetua
Yepes pyccKoe NOCONBCTBO B AHMMK MO BoNe MMMepaTpyLbl EkaTepuHsl BennKoi KoponescKomy
opraHHoMy Mactepy Camyanio [puHy (1740—1796) 3aKa3blBaeTcA opraH, 0 JanbHelLLen cyabbe
KOTOPOro AOCTOBEPHBIX CBUAETENLCTB He MMeeTCA. BMecTe ¢ TeM M3BECTHO, YTO B SETHEM [BOpLE
KHA3A puropuna MotémkuHa (1739-1791) pacnonaranca opraH, 06 3ToM CBMOETENLCTBYET OMK-
caHMe MacKapamda 1 bana, coctosBluerocs 25 uioHA 1779 roga. Takwe ecTb NpeanonomeHma,
4TO 3TOT MHCTPYMEHT BbiN NepeBe3eH B HOBLIN ABopeL (TaBpuyeckuit), nopapeHHbIn ExkatepuHoi
B 1783 rogy, 4To 0T4acTu 06BACHAET CTOMb CKOpOE MOABMEHWE TaM opraHa. C Apyrov CTOpOH,

COXPaHWAMChb OMCMO3ULWM [IBYX MHCTPYMEHTOB, MpUcaHHble KH. [loTémkuny B 1789 rogy opra-
HoctpowTeneM u3 Pesena (TannuH) — MoranHom @puapuxom pebHepom (1731-1801), no3a-
Hee NpYeXaBLLUMM K KHA3t0 Ha cyby B CaHKT-TMeTepbypr. MpoeKT nepBoro opraHa ebHepa Ha 3
MaHyarna c nefjanbio 1 45 perncTpamy npegHasHa4vanca 4na 04HOM 13 Tak Ha3blBaEMbIX «MHOBEp-
YeCKMX» LIEPKBEN CTONMLbI, @ BTOPOTO, TaKHKe C 3 MaHyanaMm 1 nefarbio, Ho yre 60 permctpamm —
ANA ABopua. HeTpyaHO NpeanosiormTb, YTO MU M3BECTHOM HaX04UMBOCTM KHA3A, B €0 HOBOM
[I0Me MOTTIN OKa3aTbCA Cpasy W 06a 3TVX MHCTpyMeHTa. [NonoreHWe GaBopuTa MMMepaTpuLbl
obecneunBano KH. NMoTEMKIMHY KonoccanbHble npedepeHLmm, YTo, BNpoyeM, He 6e3 a4eBMIHOM
nonb3bl 4NA pasBUTUA UCKyCCTBa B Paccum, Mo3BONANO CNoiHa YOOBNETBOPATL €r0 UCKPEHHIOIO
CTPacTb K My3bIKe.

brmsocTb KHA3A Ekatepute |l cbirpana onpeseneHHyio posib v B falbHENLLEN MCTOPWK OpraHa
TaBpuyeckoro fBopua. Bsowenwmii Ha npecton B 1796 rogy umneparop lasen, »enan n3ba-
BMTBCA OT NI06bIX HanoMWHaHWiA 0 dasopute Matepw, B 1800 rogy nepefan opraH B Katonude-
CKYI0 LiepKoBb NMpy BopoHLoBCKoM ABOpLIE, CErofHA HasblBaloLLYoCA ManbTUIMCKOM Kamenmow.
Tam cTapvHHbI opraH mpocyiiecteoBan fo 1909 roga, Korda ero 3aMeHWM Ha HOBbIM MHCTPY-
MeHT GupMbl 3. O. BanbKepa.

Ha npotareHn bonee 200 net TaBpryeckuin ABOPEL, 0cTaBancA 6e3 CTofb MobrMbIX CBOMM
nepBbIM X03AMHOM OpraHHbIX 3BYKOB. HanonHmBLLMe 3TW iBa BeKa CObbITVA bbiBany BecbMa Apa-
MaTu4HbIMK. B neprog ¢ 1797 no 1801 rodbl Bo 4BOPLE pacronarancA KOHHOrBapAeMCKMIA NOSK
C Ka3apMaMm, KOHIOLLHEI 1 MaHeXeM B NapagHbIX 3anax, Ho yxKe nocne cMepty MNaena | 3aaHue
BO3BPALLIAETCA B YMCIO MMNEPATOPCKMX PE3VOEHLMI 1 HAUMHAETCA ero NOCTeneHHOe BOCCTAHOB-
nenvie. o Hauyana XX Beka TaBpUYeCKMIA [BOpEL, He UMEN CTPOro OMpeAeseHHoro HasHaqeHWs
1 UCNO/b30BasNCA MPeUMYLLECTBEHHO B KAYeCTBe MOCTEBOrO, a TaKe [/1A NpoBedeHA Hanos
W pa3nuyHbIX 0BLLECTBEHHBIX MeponpuATUIA. B 1906 rogy nocne yuperaeHua IocynapcTBeHHoOM
AyMbl Paccuiickon umnepun Lapb Hikonai |l nepefan 3gaque B ee nob3oBaHue. [apnaMerTa-
Py Haxoamnmcs 3aeck 1 nocie Mespanbckon pesonioumn 1917 roga, HO yrKe AOBO/BHO CKOPO
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YCTYMW/IN MECTO HKEeNatoLLIMM 06y4aThCA TOHKOCTAM NapTUIAHON aruTaLmm Bo Bcecol3HoM KoMMy-
HUCTUYECKOM CeflbCKOX03ANCTBEHHOM YHMBEPCUTETE. Ky3HMLa NapTUiHBIX KaapoB bbiNa 3aKpbiTa
B 1937 rogy. OaHaKo yre B 1944 onATb Bo306HOBMNA CBO paboTy, K 1956 rofy cTaB JleHnHrpaa-
CKOW BbICLLEIN NapTUIHOM LUKoNoK. B KoHue 1992 roaa, nocne pAna npeobpa3oBaHuii, Bbi3BaHHbIX
CMEHOM 0dULManbHOM MOEONOrM B CTpaHe, y4ebHoe 3aBefieHVe YCTYNaeT MecTo HOBOMY pac-
nopAauTento 3naHua MesknapiameHTckon Accambree rocyaapcTs — ydyactHmkoB CHIT. Ceroans
371eCb HaXoaMTCA LUTab-KBApTMpa OpraHW3aLMW, MPOXOOAT 3acefiaHnA M AMNIOMaTUyeckie
MEPOMNpPUATUA.

OpraHHo-My3bikarbHas UcTopua TaBpuyecKoro ABopLia Bo3obHoBmnack B 2009 roay bnaropaps
VHWLMATUBE W YCUITMAM KOHLIEPTHBIX MPpoatocepoB AnéHbl [1eTpoBoi — reHepanbHoro AMpeKTopa
000 «Kanenna “TaBpuyeckan”» 1 Enenbl [leMnaoBoi — reHepanbHOro Avpektopa MewayHapoa-
Horo bnarotBopuTenbHoro doHaa «[IpeBo wm3HWy». OWMHAHCOBYI0 MOLOEPHKY OKa3an XOiauHT
«Docarpo». KoHKypc Ha NOCTPOIKY opraHa BhiMrpana ucnaHckaa dupMa «[epxapa peHUmMH,
HaxofALlaAcA B npeaMecTbAx bapcenoHbl. B ¢espane 2010 roga bbinm HauaThl paboTsl, a yiKe
B AeKabpe roToBbIA opraH nepeee3nun B CaHkT-letepbypr. B depane 2011 roga coctoanack
MHayrypaumMA MHCTPYMEHTa, a TaKKe ero nepefada opraHv3atopamu npoexTa AnéHoii [NeTpoBoi
un EneHon [Jemmposoi B aap Poccuinckon Qeaepaumn. Hemanyio porb B ycnexe BO3POHKAEHNA
OpraHHbIX Tpaamumin TaBpryeckoro asopua coirpan u Cepre MypoHoB, ToraluHMi npeaceaa-
Tenb CoBeTa ®enepaumm v lMpeacenatens CoBeta MexnapnamMeHTcKon Accambnen rocynapers —
y4acTHMKOB CHI', K TOMy e — MCKPEHHWIA NoYMTaTeNb OPraHHOM My3bIKM.

HoBbil, BaALATNYETHIPEXPErUCTPOBLIA MHCTPYMEHT Ype3BbIHaHO YOA4YHO BMMCANCA B BEU-
KOMEMHY0 aKyCTVKY W UHTEPbLEP UCTOPUHECKOTO 3ana. byay4m pa3paboTaHHbIM B [1yXe TaK HasbiBa-
EMbIX «IOHHO-EBPOMEVICKNX» TPAAMLIMI, OpraH Mo CBOEN 3BYKOBOMW W apXUTEKTYPHOI KOHLIEMLWK
MOeanbHo [ONOHAET YOPaHCTBO KynoNbHOMO 3ana, ABMAACL ero 3aMeTHbIM, 1, BMECTE C TeM,
NENMKATHBIM aKLIEHTOM. Xy[OMHECTBEHHAA KOHLIENLWA, Hanbonee 6nm3Kan ¢paHLy3CKOMY Kiaccu-
4eCKoMy opraHy 3roxu 6apoKKo, NofAepHaHa TEXHOMOMMYECKMMM PeLLeHMAMK. B cooTBETCTBIM

C TpeboBaHWAMY 0XPaHbl MAMATHWUKOB KOPMYC OpraHa He JOHeH bbin MPeBOCX0auTb [BYX METPOB
(0T cTeHbI) B FybUHY 1 LLUECTU B BbICOTY, 0HAKO LUMPOKaA MeH3ypa (auaMeTp) Tpyb no3sonAet
WHCTPYMeHTy 6e3 Tpyda HamofHATb BHYLUMTEbHOE MPOCTPaHCTBO, B BLICOTY COCTaB/AIOLLEe
24 MeTpa. MexaHvKa paccumTaHa v U3roToBfieHa B CTUAE W C MPUMEHEHWEM TEXHOMOMWIA CTapUH-
HbIX MaCTepOB, a COYeTaHMe [OBOJILHO HM3KOMO [1ABAEHUA, ayTEHTUYHOM TemnepaLmn 1 NerKom
NOAaTIMBOM TPaKTYpbl (CBA3L KNABMLLM C KManaHoM) AeNaeT MHCTPYMEHT 04YeHb XOPOLLO MOfX0-
AALmM ana My3biku XVII Beka.

KoHcmarmu+ BoiiocmHoa
Asmop brnazodapum AnéHy [lemposy 3a noMoujb 8 N0O20MOBKe CMambL.

KoxctanTud BonocthoB (p. 1979) — poccuiickuin opraHmcT, npenoaasatesib MOCKOBCKOM KoH-
CepBaTopuu 1 pAAA MeMOYHAPOHBIX aKafeMUI, UNEH HIOpW 0praHHbIX KOHKYPCOB W OCHOBATESb
HECKOJIbKMX GECTUBANbHbIX MPOEKTOB.

3anneyamun KoHcTaHTVHa BonocTHoBa nepBan npeMmaA Ha CTaperiLLieM KoHKypce B CeHT-OnbaHce
(Benmrkobputanua, 2009), roe oH TakKe 3aBoeBaN TPY CMeLmarbHbIX MpK3a, B TOM YMCHe 3a fy4llee
vcronHeHne My3bikm W, C. baxa, nepsble npemMum Ha Konkypce 3. 0. Banbkepa B LLpambepre (Mep-
maHuA, 2008) 1 Ha KoHKypce nMermn A. l'emke B Mockee (2008). B 2013 rogy KoHctaHTvH BonocT-
HOB CTan NepBbIM B MCTOpUKM BhicLuen wKonbl My3biku LLITyTrapta opraHucToM-acnmpaHTomM,
MoMy4MBLUMM AMNJIOM C oTamumeM. Ero obyuenue B LUTytrapTe Hauanocs B 2005 rogy (knacc
npodeccopa, foKTopa UcKyccTBoBeaeHUA Jliogrepa JloMaHKa), Ao storo KoHctaHTvH BonocTHoB
OKOH4M MOCKOBCKYI0 KOHCEPBATOpUIO MO ABYM CMELMaIbHOCTAM — OpraH, a Take GopTenuaHo
Y UCTOPUYECKIE KNaBMLLHbIE MHCTPYMEHTHI (Knacc dopTenuaHo npodeccopa I0pua MapTbiHoBa,
Knacc opraHa npogeccopa Anekces llapLumnHa). HeoleHUMbIN BKNag B ero npodeccuoHansHoe
CTaHOB/IEHME BHEC POCCUMCKUI OPraHnCT 1 NuanucT Anexcen LLmuTos.
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eorpaduA KOHLEPTHbIX BbICTYNEHUI KoHcTaHTMHa BonocTHoBa oxBaThiBaeT Bennkobputa-
Huo, Pacewio, LiBenuapwio, Mcnanmio, Asctpuio, I'epMaHmio, OpaHumio, Hugepnanasi, MonbLuy,
CLUA, KaHagy v gpyrue cTpaHbl. KoHCTaHTH BonoCTHOB BbICTYNan Ha KpyMHEMLLMX MexayHa-
pofdHbIX GectmBanax B XapneMe (Huaepnaasl), LWapTpe (OpaHuma) Cent-OnbaHce (Benuko-
6puTaHmA) 1 faMunbToHe (KaHaaa). OH BbICTyNan ¢ BeAyLUMMM OPKecTpaMu — OCOpPKeCTPOM
Poccum, HaumoHanbHsIM GriapMoHUYeckuM opkecTpoM Poccum, POCCUMIACKMM HauMOHanbHEIM
OpKeCTPOM Mof PYKOBOACTBOM TaKMX AMPUHKepoB Kak Bnaaummp Awikenasw, Wapnb [iotya,
Mwuxann NnetHEB, KeHT HaraHo, HaH-Kpuctod CnvHosw, Xosapa IMpuddurtc. B 2015 rogy nog
pykoBoAcTBoM AnexcaHapa JlasapeBa KoHCTaHTMH BonocTHOB MCMOAHMA POCCUIACKYIO Mpe-
Mbepy TpeTben cumdoHum Hkonaa KopHoopda, He3aaonro 4o 3T0ro nod pykoBoacTeoM Bna-
avmMupa t0poBcKoro coctoanack npeMbepa «peasapuTenbHoro fercTea» CKpabuHa-HeMTyHa.
Cpeau cueHMYecKMx napTHepoB KoHcTaHTVMHa BonocTHoBa KpynHenwwimne xopbl Poccum — oc-
xop vMetn A.B. CBelHWMKOBa, AKaoeMuyecKkuin 6onbLLoi Xxop «MacTepa XopoBOro MeHus»,
["ocynapcTBeHHaA xopoBaA Kanenna uMenn t0pnoBa, conmctel TatbAHa prHaeHKo, AneKcaHap
PyouH, Bnanummp BaiikoB 1 ExatepuHa ['y6aHoBa, a TaKMe M3BECTHbIE POCCUICKME aKTepbI:
Imutpuin Hazapos, Cepreit YoHmwawmnm, Oanmmn Crpaxos. CBOM COYMHEHMA eMy MOCBALLAM
MHOIVe KoMro3uTopel, cpeaum Hux [asma Momnnep (CLUA), Mpuna [y6rosa n Anekceit LLimu-
08B (Poccus).

[uckorpaduA My3blkaHTa HacuMTbIBaET 16 M3AaHUI, Cpeay KOTOpbIX BOKC CO BCEMM OpraH-
HbIMW TOKKaTaMK, KoHLepTaMu 1 coHatamu W.C. baxa, cTaBLmi 0AHUM M3 NiOepoB NPOCyLLK-
BaHMI B KNaccuM4ecKoM Katanore «OupMbl Menofuax, a Takwe 3anvcy Ha opraHax MockoBcKoro
MerayHapoaHoro [loma Mysblki, Purkckoro [loMckoro cobopa n MHCTpyMeHTe KaBaie-Kona
B bosbLLIOM 3ane MOCKOBCKOM KOHCEPBATOPUK.

CBoto Muccmio B 06M1acTu opraHHoro UcKyccTea KoHcTaHTWH BonocTHOB BUAWT B PEBHOCTHOM
MPOZBUHKEHNI KNACCUYECKUX TPaOWULIMA Ha BOSTHE JOCTUMKEHWA 1 BO3MOXKHOCTEN UCMONHUTESb-
CKoro mcKyccTea XXI BeKa.
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Johann Sebastian Bach turned to other composers’ works throughout his life. It was a natural
process, an important one for getting to know his peers’ music, mastering new things, and improving
own composing skills. Among the lengthy list of works that Bach performed and, if necessary,
arranged, a significant place was occupied by the music of the Italian composers Giovanni Pierluigi
da Palestrina, Antonio Vivaldi, and Giovanni Battista Pergolesi.

For Bach, Weimar, where he served at the ducal court as organist and chamber composer
from 1708 to 1717, became a place of immersion in Italian musical culture. The reigning Duke
Wilhelm Ernst of Saxe-Weimar had a nephew, Johann Ernst (1696—1715). The young prince was
passionate about music and played the violin superbly. His teacher in music theory and clavier was
the city organist Johann Gottfried Walther, Bach’s cousin on the maternal side who later became
a famous theoretician and wrote the first German musical encyclopedia Musicalisches Lexicon
published in 1732.

In 1713, Prince Johann Ernst returned to Weimar from the Netherlands with a whole music
collection of Italian works. Apparently, it was the main source for the transcriptions that Bach created
shortly afterward, in 1713 and 1714. There are twenty-two Weimar transcriptions in total: five for the
organ (BWV 592 to 596) and seventeen for the harpsichord (BWV 972 to 987 and BWV 592a). Only
one organ transcription of the D minor concerto by Vivaldi (BWV 596) has survived as an autograph.
The rest of the Bach transcriptions have survived in the form of handwritten copies created by the
scribes from Bach's circle. Among these sources, the most significant is the handwritten copy made
by the composer’s nephew Johann Bernhard Bach of Eisenach (1676—1749) who visited Weimar in
1715 and then probably copied the transcriptions for the organ and harpsichord (BWV 592 and 972 to
982). This collection is kept in the Berlin State Library under the shelf mark D-B Mus. ms. Bach P 280.

Ten concertos by Antonio Vivaldi are central to the Italian transcriptions: five works from the
collection L'estro armanico (The Harmonic Inspiration), Op. 3, 1711, and five concertos brought to
Weimar in the form of handwritten copies. However, later, already in his Leipzig period, Bach revisited
one more piece — the concerto for four violins (RV 580) became a concerto for four claviers (BWV

1065, circa 1730). Noting the growing popularity of Vivaldi's instrumental music, the music publisher
Estienne Roger financed and released this collection in Amsterdam. This set of concertos was one
of the most popular across Europe for several decades. Two Vivaldi concertos, which Bach got to
know in the form of handwritten copies (they are transcriptions BWV 975 and 980), were later also
published by Roger in the collection La Stravaganza (Op. 4, 1714). In total, Bach transcribed seven
Vivaldi concertos as clavier versions.

This release is dedicated to the Weimar transcriptions (BWV 972 to 987) and manual pieces written
by Bach for the harpsichord. It is noticeable that for his transcriptions, Bach mainly selected concertos
of a new type, the key role in the formation of which was assigned to Vivaldi. That means a solo
concerto in a three-movement cycle, with alternating movements in the spirit of "fast-slow-fast."
The extreme movements of such a concerto are written in the ritournelle form and based on switching
between tutti and solo, and, finally, their solo sections are unusually developed.

At the same time, among the samples for the Weimar transcriptions, there are compasitions of
an earlier type, which continue the tradition of concerti grossi established by Arcangelo Corelli —
a cycle of four or more movements, their alternation in the spirit of "slow-fast" (and so on), and
juxtaposition of a group of soloists (concertino) and the rest of the ensemble (ripieno) within the
"concerto allegros.” Amang the concertos of this kind, there is a work that had long been attributed
to Giuseppe Torelli, but in fact, it is one of the earliest Vivaldi concertos (RV 813 — BWV 979). This
is a multi-movement concerto (the tempo mark changes seven times), the new authorship of
which was established by Federico Maria Sardelli, an Italian musicologist and one of the authors
of the latest edition of the Vivaldi Catalog (Ryom, Peter, Sardelli, Federico Maria. Antonio Vivaldi:
Thematisch-systematisches Verzeichnis seiner Werke (RV). Zweite, Uberarbeitete Auflage von
F.M. Sardelli. Wiesbaden: Breitkopf & Hartel, 2018).

For two of the transcriptions, the concertos of Vivaldi's Venetian contemporaries, the Marcello
brothers, Alessandro (1673-1747) and Benedetto (1686—1739), were the models. Alessandro
Marcello's concerto for oboe is probably his most famous work: the melancholic second movement
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with its melody of the solo oboe (BWV 974) may remind us of Largo from the Bach Concerto BWV
1056. By the time the archestral piece by Benedetto Marcello (BWV 981) got to Bach’s desk, it had
been published in the collection 12 Concerti a cinque, Op. 1, Venice, 1708. This concerto reflects the
earlier development of the genre, and its form is based on the type of the so-called church sonata
(sonata da chiesa): a four-movement cycle, a slow introduction, and a polyphonic Allegro (as a
second movement).

Along with the Italians, the transcriptions of the concertos included German composers: Georg
Philipp Telemann, as well as Prince Ernst, a very talented representative of the august family. By the
time the transcriptions were created, Bach and Telemann had been in friendly correspondence, one
of the earliest pieces of evidence of which was a copy of the Telemann concerto for two solo violins
created by Bach in 1709. While Bach was serving in Weimar, Telemann worked in Eisenach, Bach's
hometown. There, by 1712, he had written twenty-seven concertos for various solo instruments.
Perhaps Telemann even got ahead of Bach in mastering the Italian concerto style — at this point, we
can only assume that Bach was then writing his own concertos in Weimar.

The cultivation of Italian concerto in Weimar is noticeable not only by the fact that the prince
brought the collection of works there and apparently asked Bach to arange them but also by some
other, no less important signs. Prince Ernst composed his violin concertos in the Italian style. Not
without reason, they call him the "Thuringian Vivaldi." In light of this, the reason for the appearance of
the transcriptions could be the prince’s desire to get acquainted with their musical principles as soon
as possible, which is much more convenient in a two-handed version than in a score. There were at
least nine concertos created by Johann Ernst, not counting those not found, which the transcriptions
of BWV 977, 983, and 986 are supposedly based on: six concertos were published posthumously
by Georg Philipp Telemann (Op. 1, 1718), and the rest were found in the form of manuscripts. Thus,
three works by Ernst definitely and three more presumably replenished the collection of the Bach
transcriptions. Despite the composer’s young age, as well as, apparently, the educational reason for
writing Ernst’s violin concertos, they show a great taste and variety of musical ideas and techniques,
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which the prince was rapidly trying to master. His warks also show the features of the Vivaldi
concertos. The multi-mavement pieces are an allusion to Corelli, including the concerto (Op. 1 no.
4) that completes the entire series of transcriptions (BWV 987), the multiple changes of tempo and
character in which are signs of fantasy and improvisation. The untimely death of the prince at the
age of nineteen makes us only speculate about the heights that his extraordinary talent could reach.

Among other signs of the Italian "expansion” is another group of concerto transcriptions prepared
for the prince by his teacher Johann Gottfried Walther. Finally, by indirect indications, it can be
understood that in 1713 (1714) they were being prepared for concert performance: in the Rotes
Schloss in Weimar, a study was set up for storing sheet music; at the same time, copies of various
pieces of music were made and bound. Probably, the harpsichord transcriptions were performed for
the first time in the same Rotes Schloss: the arrangements for the organ were most likely performed
later when the restoration of the organ in the palace chapel was completed in the spring of 1714

The Bach transcriptions featured in this release are solo pieces for clavier (a keyboard instrument).
The composer kept the form of the concertos and their individual movements intact. The changes
mainly affected the texture, often the melodic figures, and less often the harmony. Although the
transformations of the soloists’ and orchestral parts were primarily caused by adjusting the original
material to an instrument of a different nature, Bach's work on the melodic lines reflected his ideas
about composing. Here, the strengthening of the polyphonic element is most noticeable in comparison
with the ltalian examples. For instance, for the left hand, instead of a simple chord accompaniment to
the melody in the right hand, Bach often composes a full-fledged counterpoint voice using polyphonic
technigues — perpetual canons and imitations. In the melodic turns of the Vivaldi concertos, it is also
noticeable that Bach remaves the multiple, static repeating of the homogeneous motive and modifies
its next appearing (as in BWV 972 — RV 230, Part Il, Vols. 28 to 30).

While the transcriptions of BWV 592 to 596 can be performed exclusively on the organ because
of the obligatory pedal part (a piece with the pedal or pedaliter), opinions differ regarding the
instrument for the "harpsichord" transcriptions of BWV 972 to 987. These "manual” pieces are quite

suitable for both the harpsichord and the organ without using the pedal. In terms of techniques,
these transcriptions are more likely harpsichord ones, especially if we compare two transcriptions
of the same Johann Ernst concerto (with the pedal, BWV 592; without it, BWV 5923, or the first
movement of the organ concerto BWV 595 with its harpsichord version BWV 984). At the same time,
itis known that at that time there was no particular strictness regarding the choice of instrument, and
a performer (who was a "keyboard player" rather than an "organist" or just a ‘harpsichordist’) played
the type of instrument that was available to him. In particular, the previously mentioned manuscript
with harpsichord transcriptions and an organ one created by Johann Bernhard Bach has several title
pages added by later owners of the manuscript. One of these sheets indicates that the concertos
were arranged by Bach for the organ (*fir die Orgel eingerichtet”), which may indicate a universal
performing practice in relation to these works.

Sixteen "harpsichord" transcriptions BWV 972 to 987 have been recorded by organist Konstantin
Volostnov on the Gerhard Grenzing organ (Barcelona, 2010) in the Tauride Palace in St. Petersburg.
The organ is located in the Domed Hall of the palace that boasts excellent acoustics. The history of the
hall was originally associated with the organ — an instrument, presumably built by an English maker,
was placed there in the late 18th century, immediately after the completion of its construction in
1789. Thus, the recorded concertos were performed in a real palace, in the same secular atmosphere
as in the time of Bach. And the sound of the "southern” voice of this Spanish-German instrument
subtly conveys the warm and often opera-like intonations of the Italian composers.

In his organ arrangements, Volostnov draws on the experience of the Bach transcriptions for the
organ (BWV 592 to 596), which he recorded in 2017 (the album Bach: Organ Concertos, Sonatas and
Toccatas released on Firma Melodiya). It includes the organ version of Prince Ernst's Concerto in G
major (BWV 592), which is why its harpsichord version (the seventeenth transcription, BWV 592a) is
out of this release. Volostnov adds the pedal part in a manner that is mostly similar to Bach — in the
cases when the full continuo group plays in the original concert versions. In a number of cases, such
as, for example, in the finale of the Vivaldi concerto in G minor, BWV 975, the first, now lost, version
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of which (RV 316) was at the disposal of Bach, the performer needed to supplement the musical
texture with an independent bass voice. In the same concerto, the orchestral ritournelles in the slow
movement are replaced by the later, polyphonically more meaningful ones, which Bach himself
would probably prefer to do if he had an updated composer's version. A certain texture additions
were needed for the fragments that should be performed by a soloist and the continuo group in the
orchestral versions, or by just two voices in the Bach version. However, with all the changes made to
endow this collection of concertos with a certain "organ-ness," the performer ultimately retains the
techniques that are in many respects characteristic of harpsichord playing, which is also natural for
the Bach material.

In general, such a manner is closer to the southern European baroque tradition, the organ music of
which is characterized by an extremely developed manual part, while the pedal is used occasionally
and rather plays a subordinate role. It is no coincidence that the keyboards on Italian or Spanish
organs of the 17th and 18th centuries, due to the specifics of their action, are much more responsive
and malleable than the German and even French ones. This is confirmed by most of the lyrical
slow movements and the soaring refined finales of the concertos BWV 977 and BWV 983. At the
same time, certain movements of the cycles (for example, the finales of BWV 972 and 973) are
played in the French Grand jeu manner, which is distinguished by a loud sonority based on the reed
stops. Volostnov's interpretation conveys the brilliance and diversity of nuances that are close to the
performing practice of the late Baroque and early classicism when compositions for the strict church
instrument become more and more suitable for concert playing and brilliantly virtuosic. Perhaps,
this is the manner that Bach's young contemporaries stuck to when they played these transcriptions.

Anna Pastushkova

BACH
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THE HISTORY OF THE TAURIDE PALACE ORGAN

One of the most impartant mentions of the organ in the building of the House of the Horse Guards, now
the Tauride Palace of St. Petersburg, is found in the “Description of the Celebration on the Occasion
of the Capture of Ismail in the House of Field Marshal General Prince Potemkin of Tauride, Near the
Horse Guards, in the Presence of Empress Catherine II, 1791, April 28" created by Gavriil Derzhavin
(1743-1816), a Russian poet of the Age of Enlightenment. As we read the author’s enthusiastic story
about the luxurious interiors of the palace (built by architect Ivan Starov (1745-1808)), the exterior of
which is known for its emphasized strictness, we find the following words in the second paragraph:
“Above, the choir galleries hanging around with railings, which are decorated with precious Chinese
vessels, and with two aureate grand organs share our attention and add to our delight.” This is how
Derzhavin describes the domed hall of the palace. The same source speaks about the music played
at the celebration and the participation of the organ in it. The exact parameters of the instrument, or
even the instruments, if we rely on Derzhavin's words, are now unknown. In fact, we cannot say for
sure whether it was one organ placed in two enclosures or two instruments located on the choir
galleries. Some sources suggest that the organ that appeared in the Tauride Palace immediately after
its construction was completed could belong to the English tradition. This is indirectly indicated by
two circumstances. In the late 1770s, at the behest of Empress Catherine the Great, via the Russian
embassy in England, the Royal Organ Builder Samuel Green (1740-1796) was commissioned to
build an organ, the further fate of which has no reliable evidence. At the same time, as evidenced
by the description of the masquerade and ball held on June 25, 1779, it is known that there was an
organ in the summer palace of Prince Grigory Potemkin (1739-1791). There are also suggestions
that this instrument was transported to the new (Tauride) palace donated by Catherine in 1783, which
partly explains the instant appearance of the organ there. On the other hand, we are aware of the
specifications of two instruments that Johann Friedrich Grabner (1731-1801), an organ builder from
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Reval (now Tallinn) who later came to St. Petersburg to serve for Prince Potemkin, sent ta the prince
in 1789. The project of the first of the Grabner organs with three manuals, a pedal and forty-five stops
was intended for one of the so-called "heterodox" churches of the capital, and the second, also with
three manuals and a pedal but with sixty stops, was to be placed in some palace. Knowing about the
prince’s notorious resourcefulness, it is not difficult to suppose that both of the instruments could
end up in his new home at once. The position of the empress’s minion gave Prince Potemkin colossal
preferences and made it possible to fully satisfy his sincere passion for music not without obvious
benefits for the development of art in Russia.

The nearness of the prince to Catherine Il played a certain part in the further history of the Tauride
Palace organ. Wishing to get rid of any reminders of his mother’s minion, Emperor Paul, who ascended
the throne in 1796, donated the organ to the Catholic church at the Vorontsov Palace, now the Maltese
Chapel, in 1800. Potemkin's Palace organ existed there until 1909 when it was replaced by a new
instrument built by E.F. Walcker & Cie.

For more than two hundred years, the Tauride Palace remained without the organ sounds loved
so much by its first owner. Some events that filled those two centuries were highly dramatic. From
1797 t0 1801, the palace housed a horse guards regiment with barracks, a stable, and a riding hall in
the ceremonial rooms, but after the death of Paul |, the building re-entered the number of imperial
residences and its gradual restoration began. Until the early 20th century, the Tauride Palace did not
have a strictly defined purpose and was used mainly as a guest house and also for balls and various
civic events. In 1906, after the establishment of the State Duma of the Russian Empire, Tsar Nicholas |l
placed the building at its service. For a while, the parliamentarians kept staying there after the February
Revolution of 1917, but soon enough they gave way to those who was eager to learn the intricacies of
party propaganda at the All-Union Communist Agricultural University. The source of party manpower
was shut down in 1937. However, it resumed its work in 1944 and became the Leningrad Higher
Party School by 1956. At the end of 1992, after a series of transformations caused by the change in
the country’s official ideology, the educational institution gave way to the new administration of the

building, now the Interparliamentary Assembly of the CIS Member States. Today, apart from being the
organization’s headquarters, the building is also a venue for meetings and diplomatic events.

The organ musical history of the Tauride Palace was resumed in 2009 thanks to the initiative and
efforts of classical concert producers Alyona Petrova, General Director of Tauride Capella LLC, and
Elena Demidova, General Director of the International Charitable Foundation “Tree of Life.” Financial
support was provided by PJSC PhosAgro. The tender for the construction of the organ was won by the
Spanish firm Gerhard Grenzing located on the outskirts of Barcelona. In February 2010, the work was
begun, and in December, the finished organ was transported to St. Petersburg. In February 2011, the
inauguration of the instrument took place, and Alyona Petrova and Elena Demidova, the organizers of
the project, donated it to the Russian Federation. Sergei Mironov, the then chairman of the Federation
Council, chairman of the Council of the Interparliamentary Assembly of the CIS Member States, and
a sincere admirer of organ music, also played a significant part in the successful revival of the organ
traditions of the Tauride Palace.

The new twenty-four-stop instrument fits extremely well into the magnificent acoustics and interior of
the historic hall. Designed in the spirit of the so-called southern European traditions, the organ, in terms of
its sound and architectural concept, ideally complements the decor of the domed hall being its noticeable
and, at the same time, delicate highlight. The artistic concept, which is close to the French classical organ
of the Baroque period, is supported by technological solutions. In accordance with the requirements to
preservation of monuments, the organ case should not exceed two meters (from the wall) in depth and
six meters in height. However, the large measure of the pipes allows the instrument to easily fill an
impressive space, which is 24 meters high. The console and action are designed and manufactured with
the style and technology of the old organ-builders in mind, and the combination of a fairly low wind
pressure, authentic temperament and light, pliable key action makes the instrument very well suited to
18th century music.

Konstantin Volostnov
The author thanks Alyona Petrova for her help in writing this article.
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Konstantin Volostnov (born in 1979) is a Russian organist, a professor at the Moscow
Conservatory and several international academies, a jury member of organ competitions and
a founder of various festival projects.

Konstantin Volostnov received the First prize at the oldest St Albans International Organ
Competition (United Kingdom, 2009), where he also won three special prizes, including the one
for the best performance of J.S. Bach's music, the First prizes at the E. F. Walker Competition in
Schramberg (Germany, 2008) and at the Goedicke Competition (Moscow, 2008).I1n 2013, Konstantin
Volostnov became the first organ graduate in the history of the Stuttgart Musikhochschule
to receive an honors diploma. His studies in Stuttgart with Ludger Lohmann began in 2005.
Before that Konstantin Volostnov graduated from the Moscow Conservatory where he majored
in organ with Prof. Alexei Parshin and piano and historical keyboard instruments with Prof. Yuri
Martynov. The Russian organist and pianist Alexei Shmitov made an invaluable contribution to
his professional development.

Konstantin Volostnov has performed in Great Britain, Russia, Switzerland, Spain, Austria,
Germany, France, the Netherlands, Poland, USA, Canada, and other countries. He has appeared
at the major international festivals like Haarlem (the Netherlands), Chartres (France), St Albans
(UK), and Hamilton (Canada). He has performed with some of the leading orchestras, such as
the State Orchestra of Russia, the National Philharmonic Orchestra of Russia, and the Russian
National Orchestra under the baton of Vladimir Ashkenazy, Charles Dutoit, Mikhail Pletnev, Kent
Nagano, Jean-Christophe Spinosi, and Howard Griffiths. In 2015, Konstantin Volostnov performed
the Russian premiere of Nikolai Korndorf's Third Symphony with conductor Alexander Lazarev.
Shortly before that, he premiered Scriabin/Nemtin's Preliminary Action with conductor Vladimir
Jurowski. Among Konstantin Volostnov's stage partners are some of the best choirs of Russia,
including the Sveshnikov Choir, the Academic Grand Choir Masters of Choral Singing, and the
Yurlov State Choral Capella, soloists Tatiana Grindenko, Alexander Rudin, Vladimir Baikov, and
Ekaterina Gubanova, as well as famous Russian actors Dmitri Nazarov, Sergey Chonishvili, and

Daniil Strakhov. Many composers, including David Gompper (USA), Irina Dubkova and Alexei
Shmitov (Russia), have dedicated their works to him.

The discography of Konstantin Volostnov includes 16 editions, among which are a triple CD of
Bach's complete toccatas, sonatas and concertos (one of the bestsellers of Melodiya classical
catalogue) and recordings of the organs at the Moscow International Performing Arts Center, Riga
Cathedral and the Cavaillé-Coll's organ at the Grand Hall of Moscow Tchaikovsky Conservatory.

Konstantin Volostnov sees his mission in the field of organ art in the zealous promotion of
classical traditions in the wake of the achievements and possibilities of the performing arts of
the 21st century.
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AUCNO3ULUA OPTAHA TABPUYECKOI0 ABOPLIA «EPXAPA MPEHLMUHI », 2010
SPECIFICATION OF THE TAURIDE PALACE ORGAN GERHARD GRENZING, 2010

Grand-Orgue (Il), C-g"" Pedal, C-f' Positif (1), C-g"
1. Bourdon 16’ 10. Soubasse 16’ 16. Bourdon 8’
2. Montre 8’ 11. Fl(te 8’ 17. Salicional (ab c®) 8’
3. FlGte a cheminée 8’ 12. Basse 8' (Ext. N2 10) 18. Prestant 4’
4. Prestant 4’ 13. Fllte &4’ 19. Flte douce 4’
5. Flute Ouverte &4 14. Basson 16" (Ext. N2 15) 20. Nazard 2 %'
6. Quarte 2’ 15. Trompette 8’ 21. Doublette 2'
7. Cornet (ab f°) V 22. Tierce 1%’
8. Plein Jeu 1%" IV 23. Larigot 1%’
9. Trompette 8’ 24. Cromorne 8
Tremblant
/11, 1/Ped, 11/Ped

Bronzeglockenrad
Temperament: Kellner
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