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CTAHUC/IA

NOCAEOHM KOHLEPT

«...Kozda bl HauuHaeme uepame, bl HUUE20 HE MOXCEme CnPsImame.
ITomomy umo eawa uzpa — 3mo 3epkauo gawleti dyuu».
Cranucnas Heiirays

«..Bcem, komy nocuacmausunoce 6si8ams Ha KoHyepmax Cmanucnasa Heliea-
y3a, namsamua ux ocobas aypa. Ilamsmen pogHolii, cOepxaHHblli 2yJ1 nocmeneHHo 3a-
NONHAWE20Csl, 00bIUHO 3aMeMHEHH020 KOHYEepmMHO020 3ad. ... Lllenecm npozpammok,
06MeH peniukamu, npusemugsie KUKU, CKpun Kpeces — 8ce, Ka3aiocs 6bvl, Npusbly-
Hble U He3HauumeJslbHble Melouu, Conposoxcdarujue Hauano 16020 KoHyepma, me-
pAU €8010 00b10eHHOCMb U HANOJIHAIUCL KAKUM-TMO 2TYOOKUM CMbICTIOM, OUyUWeHUEeM
obujeli npuuacmHocmu Hekoemy mauHcmsy ...

OH 8b1X00UN HA ICMPAdy He CMPeMUMEIbHbIM U Y8EPEHHbIM ULA20M nobedume-
J151, @ 0OCIMOPOXCHOU U HECKOTIbKO OmpeuleHHOLl noxodKoli uenosexka, cocpedomoueHHO0z0
HA 8AX}CHOLL 0751 HEe20 MbICU, KOMOopas yce co3pend u 80m-eom ogopmumcs, Ho mpe-
6yemcsl euje 00HO ycunue, ymoObl He nomepsime ee U 8blpas3ums o 8celi NOJHOMOLI
3a0MceHHblil 8 Heli cmblca. E20 0671UK ObL1 OMMeueH neuamsio usbpaHHocmu, peokoii
0YX08HOlI Kpacomol: cmamuas uzypa 6 31e2aHmHoM 4epHOM 8e10POBOM KOCMIOME,
61azopodHoe, uymo cmyznoe, 6yOmo onaneHHoe “memHbIM NJameHeM”, Mem CamblM
ckpaburckum “flamme sombre”, cpasy 3anomuHaiouieecss aUYO C BbIPA3UMETbHbIM
npoguniem, 06pamneHHsIM Ms2Koli 80IHOLI cedoli ulegenopsl, NIABHO Huchadaroujetl
Ha 7106.

...BneuamneHue sHympeHHell 3HauUmMebHOCMU U CUbl (He ¢usuueckol, a dy-
X08HOIi) 30ecb napadokcanbHo coeUHSIOCh, C NOJChYOHO Yeadvleaemoli He3aujuLjeH-
HoCcmMbio, yA38UMOCMbI0, Xpynkocmoto (fragilite)...

CoepxcaHHblil NOKJIOH, ANJIOOUCMEHMBL U 60M — OH 3a posneMm. “Tyn 3amux”. Byo-
mo npucaywusascy Kk “zonocy usdaneka” (Stimme aus der Ferne) ezo 20108a cjiezka

CKJIOHSiem s K Kaasuamype. Yepe3 meHoeeHUe nyOIUKA 1Modce YCbIUWUM 3mu 38YKU,
nepedasaemoble UymKUMU NATbYAMU ApMUCMA...»

OTUM BOCIIOMMHaAHMEM My3bIKOBema Bopuca BopommuHa XxoueTcss HayaThb
ouepk o mocienHeM KoHiepre CraHuciaBa Hejtraysa, cocTOsIBIIEMCS 3a IIECTb
IHeit mo ero cMepti. O TOM, UTO 9TO BBICTYIUIEHME OyAeT MpoIlaHueM C ITy6Iin-
KOV, 3HaJIM TOJIBKO caMble GJIM3KMe; VHbIe TIOKIOHHUKM Y YUEHUKM TTPOIYCTUIN
KOHIIEepT, MPOXOIUBIINII B pa3rap KOHCEPBATOPCKOM ceccum — OHM ObLIM yBepe-
HBI, UTO He pas3 elle ycIbaT «erox» lllonena, CkpsiouHa, le6ioccu... Ho ocranach
JIUIIb 3aMMCh, 3adMKCHPOBaBIIas mocaeqHee hopTenmuaHHoe ¢10Bo Mactepa.

[IpencraButens auHacTuu Heiiray3oB, NMpeeMHMK CBOErO BEJMKOrO OTIiA
B UCIIOJTHUTENbCTBE U Mefaroruke — tak BocrpuHumano CraHucnaBa Heliraysa
60/bIMHCTBO. CaM OH He MBICJIMII ce0sl BHE CeMeifHOl TpaauLiuM; HauaB pabo-
TaTh aCCUCTEHTOM B Kiacce I'eHpuxa Heiiraysa, «Cracuk» (Kak JII0O0BHO Ha3bl-
BaJIM €ro JOMaIllHMe ¥ YYeHUKN) IOCTOSTHHO CChUTAJICS Ha OTIIA M B JajbHEIeM
PETYJIIPHO ITPOBOIWIT Beuepa ero MaMsITi, JEMOHCTPUPYS CTYIeHTaM peJKye 3a-
mcy. TIo ero co6CTBeHHOMY NPU3HAHMIO, «OHAUANY OMel He CIULKOM-MO 8epu
8 Moe apmucmuueckoe 6ydyujee. Ho, npucmompesuucs Ko MHe 00Ha»cdvl HA 00HOM
U3 cmyodeHuecKux eeuepos, U3MeHUI, 8UOUMO, C80e MHEHUE — 80 BCAKOM Cyude, 8351
K cebe 8 Kacc. Y Hezo Oblia Macca y4eHUKo8, OH 8cezda bl KpatiHe nepezpyiceH neda-
202uueckoti pabomoti. [TomH0, MHe uauie NPuxooUIoCy CIywams opyaux, uem uzpamso
camomy — ouepeds He doxoound...»

U B TO ke BpeMs 6bIJI0 ObI BeJiuaiiiieii HeclipaBeIIMBOCTbIO BUAETH (U CJIbI-
maThb!) B HEM JIUIIB «IIPOJoJKaTess». O TOM, HACKOJIBKO SIPKOJ MMaHUCTUYECKOM
VHIVBUIYAIbHOCTHIO 00/1agan CTaHucIaB, elle Oyayun CTyAeHTOM MOCKOBCKOIi
KOHCepBaTOpUM, CBUIETEIbCTBOBAIIO OTOOPOUHOE IMPOCTYIIMBaHME Ha IepBblii
Moc/jieBOeHHbIM KOHKYpC uMeHu . llloneHa B Bapiuasy (1949) — mo pelieHuto
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KOMMCCUU OH JTOJKEH GBI BO3ITIABUTH COBETCKYIO Jie/Ieraluio MMaHuCTOB (B 1MO-
CJleHUIt MOMEHT eMy He pa3pelluyiyv Bble3] U3-3a «HelpaBUIbHO» hammann).
HeyuacTue B KOHKYPCHBIX GaTanusix He oMeinano CranuciaBy Heiiraysy HaitTu
CBOIO ayIUTOPUIO; «JIUIIHNUI OMIETUK» Mepel ero KOHIepTaMy CIIpaIiyBajyi 3a-
JOJITO 0 BXOJa B 3a/1. Ero mpociasiieHHbI yueHUK Bnagumup KpaiiHeB mucait:
«3a e20 uzpoti ecezda uy8cmeosaiocy Uumo-mo 060bUloe U 3HAUUMENbHOE, KAKOe-MO
02pPOMHOE HanpsieHue poMaHmu3ma, 6Csl 6HYMPEHHSISL POMAHMUUECKas Kyavmypa
3M020 MY3bIKAHMA HEOOBIUHO20 NPOUCXOHOEHUS U CYObObL».

Pycckasg nuaHucTHMUeckas KylabTypa 3Hajaa MHOXKECTBO «ILOMEeHUCTOBY. JIo-
60Bb K Illoneny nepenanace CTaHMUCIABY OT ero otuuma — Bopuca IlacrepHaka.
[MTonbCKMI T€HMI GBI AJISI TI09TA ITOKIOHHMKOM JKM3HU B UCKYCCTBe» («Onsme
Ilonen He uwem 6v1200...»); B HEOTOEIMMOV OT MYy3bIKM X3Hy CranuciaBa Heii-
ray3sa lllorneH 3aHMMaJT UCKIIOUNTETbHOE MECTO.

Bo Berymenum Kk mybamkaimm acce I[actepHaka o [llonexne Cranucinas Heit-
rays Imcaja o0 ero My3sbike (a Takoke o Moraprte u mosgHem betxoBene): «/Hozda,
K020a cryulaeuls mux agmopos 8 XopouleM UCNOJHeHUU, Kaxcemcs, 6y0mo csiuiuiis
He 38YKU pOsIs, d ¥UB0li 20710C OYUIU, NPeUCnoiHeHHbll 8eauKoili do6pomsl u 006U K
J100SM U Hcu3Hu». TOMBKO «8eauuatiias UCKpeHHOCmy U Cmpacmas 81i001eHHOCMb
8 MY3bIKY, — CAUTAI OH, — CNOCOOHA 02paoums ... om manetiweli panviu UHMoOHayuUU
U NOMOYb UCNOJIHUMENI0 Halimu npasdy, ecmecmeeHHOCMb U Mepy c80000b! Nposi8-
JieHust cgoezo “a”...». OH 6bu1 yoexkneH: «IlloneH, Kak HUKMOo 0py2oil, uyecmeumesneH
K Mepe 2moti 1068U U UCKpeHHOCMU U mpe6yem 8 pabome mozo Xapa u mozo dyxos-
H020 HanpsixeHusl, KOmopble Mol HA3bl6aAeM B00XHOBEHUEM...»

WHTeprpeTaTopsl 1 UCCaeA0BaTe M TBopuecTsa IlloneHa Hepeako mpubera-
IOT K MTPOTPAaMMHBIM TOJKOBAHUSM €r0 IIPOM3BeleHMit, OTTaIKUBASICh OT COObI-
TUITHBIX peauit Win JUTepaTypHO-TIO3ITUUYECKMUX 06pa3oB; He ObLT UyXKI, 107006-

HBbIM aHajorusm u Hejirays-crapimit. CTaHMC/IaB He MCIIO/Ib30Bal 3TOT IIPUEM
B IeIarormuyecKux eJjsx 1 He HYKIajICs B HeM Kak MCITOJHUTe/Ib. EMy, BhIpociie-
My B IIO3TUUYECKOI aTMmocdepe goma B IlepeneskKiMHO, OTKPhIBAIACh CYTh IIOIE-
HOBCKOJ1 MY3bIKM KaK BOIUIOIIEHME «UVMCTOJ [T033MM» — TOJA, UTO I10 €ro Ke CJI0BAM
«cocmasisiem 21asHy CywHoOCmMs [UCKyccmadaj, e2o npejiecme, €20 nagoc...» i oBe-
CTBYET «0 Kpacome Mupa u uesnoseueckoli dyuil, 0 8sicome noMbIC106 U ycmpeMaeHUtl
MBICTU, 0 CUACMbe U MPAZUUHOCMU HU3HU» KaK TaKOBOJA.

Taxk Hekorga lllorneH BIOXNUI
JKuBoe uyno

®oJ1bBapKOB, ITApKOB, POII, MOTJ
B cBOM 3TIOMBI.

TpakTOBKY ueTBepTOii 6aiasl [llormeHa OTHOCAT K BBICIIMM MCITOTHUTEb-
CKUM JocTikeHussMm Heliraysa-ceiHa. OfHAaKO B CBOI TOCJAeSHUI KOHIIEPT OH
BKJTIOUMJT BCe (popTernmaHHble 6aiaabl KOMITO3UTOpa. VCITOMHUTEN, PeITUBIIN -
€Cs Ha 9TOT II1ar, JOJIKHbBI IIPeskIe BCero BhICTPOUTD ApaMaTyprui0 MaKpOIMKIIa:
C IPYTO¥i CTOPOHBI, IIpee/ibHast BBIPA3UTEbHOCTb, UHTEHCUBHOCTb MY3bIKaJIbHO-
TO Pa3sBUTUS, CBOVICTBEHHAS KaKOOJi U3 MIOMEHOBCKMUX 6ajIIajl, TauT OMacHOCTDb
SMOIMOHA/IbHON Meperpy3Ku CIymiaTess.

B ucnonnenuu Cranuciasa Heliraysa 4nMcTo nMaHUCTUUECKIME 3aJa4M, CTOb
co6a3sHUTeIbHbIE IJIT apTUCTUYECKOTO CaMOJII00MsI, Kak OYATO UTHOPUPYIOTCS.
YeTKOCTb «IIPOM3HECEHUST» IpaMaTUUeCKUX SMU30[0B, aKypHbIi 6y1ecK JIupuye-
CKOJi CKepII03HOCTH, CBOGOIHOE TIapeHKue MeJIOAMM Ha BojHax rubato — 06 sTom
MbI He ycIleBaeM 3ayMaThbCs, CIyIasi CKBO3HOe ITOBeCTBOBAaHME «0 CHACMbe U mpa-
2UYHOCMU HU3HU», BMECTe C aBTOPOM (M UCIIOJTHUTEJIEM) IIPeOoIeBast «MsHKUll
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Nnymo NO3HAHUSA» OT MHOTOCOCTABHO ParcoaAMYHOCTH ITepBOii 6asIaibl, uepes 1mo-
JIIPHYIO HEpa3peluMOCTb BTOPOIA, TPOKMBaHME TOTHOKPOBHOM pagoCcTy ObITHUS
TpeTbeil K 00beKTUBHOMY IPUHSITHUIO HEM36eKHOCTH B ITOC/IeTHEI.

Emre 6ojiee CMMBOJIMYHBIM ObUIO BK/IIOUEHME B MporpaMmy TpeTbeit coHa-
Tbl. OHa comnpoBoxaana CraHucaaBa Heliraysa ¢ nmepBbIX 1IaroB apTUCTUUYECKOTO
nmyTu. Korma oH chirpaj ee Ha MPOCTYIIMBAHUM K IIOTTIEHOBCKOMY KOHKYPCY, MHe-
Hye 6bUIO e AMHOIYIIHBIM — TPYAHO ObIIO BOOOPA3UTh Jyulliee ucromHeHne! Heii-
rays BO3Bpaliajcs K Heii IOCTOSTHHO; BEUHO HEYIOBJIETBOPEHHBIV OO0, HACTOI-
YMBO MCKAJI HOBbIE pellleHMs Ha ITyTU K HeJloCsraeMoMy Uaeany.

IMuaauct Muxaui JIMICKUIA BCIIOMMHA O «NPOH3UMEJIbHO-8000Y1LE8 IEHHOLI
ammocegepe», KOTOpasi HATIOHSIa KOHIIEPTHBIN 3aj1 KaKablii pas, korga CrtaHuc-
naB Heijirays uCHosHsT 3Ty COHATYy. «...Kasanocs, neped Hamu npoxooum uejoge-
UecKas #U3Hb, NOJHAs cmpadaHuii, 60pv0Obl U Npo3peHuti. Bcakuii pas 3mo 6bL10 Kak
6y0mo enepevle U 8CAKULI pa3 nuaHucm (co30asanoces sneuamsiexue, 6yomo umeHHO
OH — “2epoil” coHamel) umen noucmuHe mpuympanvHouili ycnex. Tym u my3vika, u ee
UCNOJIHUMEND, U CYWamens 6bL1uU 8 NOJTHOM CO2/IACUL».

TpeTbsl coHaTa IEeMOHCTPUPYET, HACKOJbKO MapajlokcaabHO (Ha MepBbIit
B3IVISiZ]!) TBOpUecKas 9BOJIOLMSI TeHUSI MOXeT OTHa/IMThCS OT KM3HEHHBIX pea-
JIUit; eciv GOHOM IS MPavyHOTO Tparusma BTopoit coHaThI 6bUT OOVH U3 CAMBbIX
CYACTIUBBIX MepuomoB xkusuu llloreHa, To B rof paboThl Haf TpeTheil Ha HEro
06pyILIMBaeTCs Uepea TSsKeIbIX UCIIbITaHuIt. VI TeM He MeHee B ITOC/IeJHEM Mac-
IITAaOHOM COuMHeHUM st poprenuano lllomneH cJIOBHO BOCIapseT HAJl TOTOKOM
SKU3HU, HATIOTHSIS MY3bIKY OLYIIEHNEM <«8eUUUs U HeczubaemMocmu Hesio8euecko-
20 dyxa» (CranmuciaB Heiirays). U 1o oT3bpIBaM cJIyliaTesieil, OHa HUKOT/IA He 3BY-
yajia y Hero Tak riyooKo U MPOHUKHOBEHHO, KaK B TY, ITOC/IEIHIOI0 BCTPEYY C ITy-
OJIMKOIA.

[Mporpammy 3aBepiranu «KosbibeabHast» U «bapkaposa» —1Be MUHUATIOPSI,
BOJIEN aBTOpa MpeoOpakeHHble 0 MacIITaboB SMUUYECKUX M03M. «B “KosbiGesb-
Hotl”, — muiet l'eHpux Heiirays (Myiagunii), — Hac ouapossléaem norwujee, noaynpo-
3pauHoe, moHuatiie yoéarkusaioujee 3syuarue Des-dur’neix sapuayuil, a ¢ “bapka-
pone” — He CMOJIbKO “6cnjiecku 800bl”, CKOJILKO 8bICOUALIUAA NPOCMOMA (pasuposKi,
noumu 8030ywiHbsle mpeu, HanpsixeHHelwas Ky1bMUuHayus u pedko Kem 3ameuaemas
“eonpocumensHocms” 1€60i1 pyKU HA (oHe Nepenusarnuyuxcsa naccaxceti npasoii».

[Ty6nuka monro He ornyckana CtaHuciaBa Heiiraysa — BIipoueMm, Ha €ro BbI-
CTYIUIEHUSIX TaK ObLIO IMOUTK BCerma. «BMchl» MPOMAIbHOTO KOHIIEPTA, KaK Oy/I-
TO, HAIIOMMHAJM O IPYTUX perepTyapHbIX MpUCTpacTusIx aptucta (PaxmMaHMHOB,
Ieb6roccy, CKpsiOH); BOPOUYEM, ¥ B HMX Ha MEPBbIii IUIaH BBIIIEJ «IIOIEHOBCKUI»
BEKTOP MO3HEPOMaHTUUYECKOI MY3bIKM XX CTOETHUS. ..

Ha Bompoc cBoeit (GpaHITy3CKOI YIeHUIIBI BpIKUT AHKEpep O JII0OMMOM
ctuxorBopeHun, Ctanuciaas Helirays npounTupoBasl MMyIMIKMHCKMAE CTPOKN:

51 He x0Uy, O IPYTU, yMUPATH,
S KUTH X0Uy, YTOO MBICUTH U CTPALATh...

«Bce ezo O6ypu u dpamsl 6nu3Ko Kacawomcs Hac,— mucan o Illomene IlacTep-

Hak, — OHU M02ym CIYHUMbCS 8 8eK ycesle3Hblx 0opoez U menezpaga». Tak M UCKYCCTBO

Heijiraysa-cpIHa, mepamiero CBOMM IIyTeM — MCKYCCTBO BOJIHYIOLIEe, MbIC/SILEE,

CTpajaloliiee — XUBET AJIs1 HAC U CEeTOOHS B COXPAaHUBIINXCS TPAHCASIIMOHHbBIX 3a-
MUCSX.

Bopuc Myxkoceti
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THE CLAST RECITAL

“...When you start playing, you can’t hide anything. Because your playing is
a mirror of your soul.”
Stanislav Neuhaus

“... Everyone who was lucky enough to be at Stanislav Neuhaus’s recitals
remembers their special aura. The even, restrained rumble of a usually darkened
room gradually filled by the audience is memorable. ... The rustle of playbills,
exchange of remarks, friendly nods, creaking chairs — as it may seem, all familiar
and insignificant little things that accompany the beginning of any recital would lose
their routine and get filled with some deep meaning, a sense of common involvement
in some sacrament. ...

The way he stepped onto the stage was not a swift and confident step of a winner,
but of a man with cautious and somewhat detached gait, focused on a thought that
was important to him, had matured and was about to take shape, but there had to be
one more effort not to lose it and express the meaning embedded in it in its entirety.
The way he looked was hallmarked with elitism and rare spiritual beauty: a stately
figure in an elegant black velour suit, a noble, slightly swarthy, as if scorched by
a ‘dark flame,’ that very Scriabin ‘flamme somber,” immediately memorable face with
an expressive profile framed by a soft wave of gray hair falling smoothly over the
forehead.

... Here, the impression of inner significance and strength (spiritual, not physical)
paradoxically coexisted with hidden insecurity, vulnerability, fragilité...

A restrained bow, applause, and now he is at the piano. ‘Rumble ceased.’ As if
he was listening to ‘a voice from afar’ (Stimme aus der Ferne), his head leans slightly
towards the keyboard. In a moment, the audience would also hear these sounds
transmitted by the artist’s sensitive fingers...”

With this recollection of musicologist Boris Borodin, I would like to begin my
essay on Stanislav Neuhaus’s last recital that took place six days before he died.
Only the closest ones knew — that performance would be his farewell. Some fans
and students missed the recital that took place in the midst of the conservatory
exams - they were sure they would have more than one chance to hear his Chopin,
Scriabin and Debussy... What we all have now is the recording of the Master’s last
piano word.

The majority perceived Stanislav Neuhaus as one of the Neuhaus dynasty,
a successor of his great father in terms of performing and teaching. He did not
think of himself outside the family tradition. Stasik, as his family and students
lovingly called him, started to work as an assistant in the class of Heinrich
Neuhaus, constantly referred to his father and later regularly hosted recitals in his
honor, presenting his rare recordings to the students. As Stanislav admitted, ‘At
first, my father did not really believe in my artistic future. But, when he took a closer
look at me at one of the student concerts, he apparently changed his mind — anyway, he
took me to his class. He had a lot of students, and he was always extremely overloaded
with teaching activities. I remember I had to listen to others more often than to play
myself — my turn did not come...”

At the same time, it would be the greatest injustice to see (and hear!)
just a “successor” in him. The qualifying audition for the first post-war Chopin
Competition in Warsaw (1949) testified to how bright Stanislav’s pianistic
personality was when he was still a student at the Moscow Conservatory. As
the board decided, he was to lead the Soviet delegation of pianists (eventually,
he was not allowed to go there because of his “wrong” last name). The lack of
appearances at competitions did not prevent Stanislav Neuhaus from finding his
audience - people asked for an extra ticket in front of concert venues long before
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the beginning of his recitals. As his illustrious student Vladimir Krainev wrote,
“There was always something big and significant behind his playing, some kind of huge
tension of romanticism, the whole inner romantic culture of this musician of unusual
origin and destiny.”

Russian pianistic culture has known many Chopinists. Love for Chopin was
passed on to Stanislav from his stepfather, Boris Pasternak. For the latter, the Polish
genius was “an admirer of life in art” (“Chopin again not looking for benefits...”).
In the life of Stanislav Neuhaus, inseparable from music, Chopin occupied an
exceptional place.

In the introduction to the publication of Pasternak’s essay on Chopin, Stanislav
Neuhaus wrote about his music (as well as about Mozart and late Beethoven):
“Sometimes, when you listen to these composers in good performance, it seems as if you
hear not the piano playing, but the living voice of the soul, full of great kindness and love
for people and life.” He believed that only “the greatest sincerity and passionate love
for music are able to protect ... from the slightest false intonation and help a performer
find the truth, naturalness, and measure of freedom of manifestation of his self.” He
was convinced that “like no one else, Chopin is sensitive to the measure of this love
and sincerity and, in his work, requires the heat and the spiritual tension that we call
inspiration...”

The Chopin interpreters and researchers often resort to descriptive
interpretations of his works, starting from eventual realities or literary and poetic
images; Neuhaus Sr. was not alien to such analogies. Stanislav neither used this
method for teaching purposes nor needed it as a performer. He, who grew up
in a poetic atmosphere of the home in Peredelkino, discovered the essence of
Chopin’s music as an embodiment of “pure poetry” — that very poetry, in his own
words, that “constitutes the main essence [of art], its charm, its pathos...” and tells

“about the beauty of the world and of the human soul, about the eminence of intentions
and aspirations of thought, about the happiness and tragedy of life” as such.

Thus Chopin once infused

With the living wonder

Of estates, parks, groves, graves
His etudes.

The interpretation of Chopin’s Ballade No. 4 is considered to be the highest
achievement of Stanislav Neuhaus. However, his last recital included all of the
composer’s piano ballades. The performers who decide to take this step must
first of all build a dramatic concept of the macrocycle. Otherwise, the ultimate
expressiveness, the intensity of musical development, inherent in each of the
Chopin ballades, conceals the danger of the listener’s emotional overload.

Handled by Stanislav Neuhaus, the purely pianistic tasks, so tempting for
artistic vanity, seem to be ignored. The clarity of the “pronunciation” of dramatic
sections, the delicate brilliance of lyrical scherzo, the free soaring of the melody
on the waves of rubato — we do not have time to think about it as we listen to
the prevailing story “about the happiness and tragedy of life” and walk, together
with the composer (and the performer), the “hard path of knowledge” from the
multi-component rhapsody of the first ballade, through the polar insolubility of
the second, the experience of full-blooded joy of being of the third, to the objective
acceptance of inevitability in the last.

The fact that he had Sonata No. 3 on the program is even more symbolic. It
accompanied Stanislav Neuhaus from the first steps of his artistic career. When he
played it at the audition for the Chopin Competition, the opinion was unanimous -
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a better performance was hard to imagine! Neuhaus kept returning to it time and
again. Ever dissatisfied with himself, he persistently sought new solutions on the
way to the unattainable ideal.

Pianist Mikhail Lidsky recalled the “piercingly inspired atmosphere” that filled
the room every time Stanislav Neuhaus performed this sonata. “.. It seemed that
a human life was passing before us, full of suffering, struggle and insights. Each time it
was like the first time, and each time the pianist (he made an impression of the ‘hero’
of the sonata) had a truly triumphant success. Here, the music, and its performer, and
the listener were in perfect harmony.”

Sonata No. 3 demonstrates how paradoxically (at first sight!) the creative
evolution of a genius can move away from the realities of life; while one of
Chopin’s happiest periods was a backdrop for the gloomy tragedy of Sonata
No. 2, a series of difficult trials fell upon him in the year when he worked on
Sonata No. 3. Nevertheless, in his last large-scale piano piece, Chopin seems to soar
above the stream of life, filling the music with a sense of “greatness and inflexibility
of the human spirit” (Stanislav Neuhaus). According to the listeners, it had never
been as profound and moving as it was at that last meeting with the audience.

The program ended with Berceuse and Barcarolle, two miniatures taken by
the composer’s will to the level of epic poems. “In Berceuse,” writes Heinrich
Neuhaus Jr., “we are fascinated by the singing, translucent, subtly lulling sound of the
Des-dur variations, and in Barcarolle, it is not so much the ‘splashes of water’ as the
highest simplicity of phrasing, almost airy trills, the intense climax and rarely noticed
‘questioning’ of the left hand against the background of the iridescent passages of the
right hand.”

The audience gave Stanislav Neuhaus a big round of applause, which was
almost always the case with his performances. The encores of the farewell recital

seemed to remind of the artist’s other repertoire preferences — Rachmaninoff,
Debussy, Scriabin. However, they again had the Chopin vector of the late Romantic
music of the 20th century at the fore...

When asked by his French student Brigitte Engerer about his favorite poem,
Stanislav Neuhaus quoted Pushkin’s lines:

I don’t want, oh friends, to die,
I'want to live in order to think and suffer...

“All his storms and dramas touch us closely, they are capable of taking place
in the age of the railways and the telegraph,” Pasternak wrote about Chopin. So is
the art of Neuhaus the son, who went his own way - the exciting, thinking, and
suffering art — lives for us today on the surviving broadcast recordings.

Boris Mukosey
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