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KOHLLEPTbI [UTEPA IWPCA

W BEHIIXAMMRA BPUTTERA

Iuck 1

Teupu Ilépcesn (o6paboTka B. Bpurrena)

1« nstmatoce Gexcams om myK Ji066u» U3 cemu-omnepnl «Koponesa utoetiyes», Z. 630 . . . . . . 2.20
2 «HexHee po3» 13 My3bIKK K Ipame «[lagcaHuti, npedamens poduHsl», Z.585. . . . . . .. . .. 2.55
3 «Hem munozo» ©3 My3bIKM K CIIEKTAKITIO «Ynpaeasii xceHoll, 3agedu cee yxeHny», Z.587 . . . . . 0.45
4 «Myxc co30aH 05 HceHvl» U3 MY3BIKHU K CITEKTAKIII0 «PUKMueHsIli Opak», Z.605 . . . . . . . . . 1.10
5 «Bodpcmeywouwjuli nacmoips» (YTpeHHU rtUMH), Z. 198 (1. V. @ymepa) . . . o . . o .o L 5.09

B o6pa6oTtke Benmkamuuaa Bpurrena:
Hapopnbie necHu, ToMm 1. BputaHckue ocTpoBa

6 Ne 1 «Cannu I'apdenc» (Mprnaunckas mecHs) (o V. Medirca) . . . . oo oo oo i e i 2.26
7 N2 3 «Kpacasuuk zpag Mopeii» (IUOTMAHACKASI TTECHST) .« « « « « « vt v v e v vt e e e e e e e e s 2.16
HapopgHbie necHu, ToM 3. BputaHCcKue ocTpoBa

8 N2 3 «Munas Ilonnu Onueep» (CTapyHHAS QHITIMACKASI TIECHST) « « v v v v v v v v v v v v o o 2.24
Hapopubie necuu, ToM 5. Bpuranckue ocrpoBa

9 N2 3 «JIUuHKOIbHWUPCKULL OPAKOHBEP» (AHITIMMCKASI TIECHST). « « « « v v v v v e e e e e e e e s 2.12
®paHni Lly6ept

10 «To6onsimcmeo» us uykia «I[Ipekpacras menavHuuuxa», D. 795 N2 6 (ci1. B. Miomiepa) . . . . . 4.09
11 «BecHoli»,D. 882 (. 3. LIYIBIIE) . . . . v v v vt e e e e e e e e e e e e e e e e e e 4.21
12 «Ilecus apgpucmar»,D. 478 (. WI.TETE). . . . . . . . . i it e e 4.15
13 «IlecHs Had 8odoli». Bapkapoina, cod. 72, D. 774 (cn. JI. llITonmb6epra) . . . . o v v v v v v v v n 3.31
14 «Houb u 2pe3wbi», cou. 43 N2 2, D. 827 (cn. M.K. pon Kommmua) . . . . . . .o oo oo L. 4.05
15 «lony6uras nouma» u3 uukia «/Iebeduras necHs», D. 957 N2 14 (cn. U.T. 3eiigns). . . . . . . . 3.38

O6iuee Bpemsi: 45.45

Iurep [Mupc, meHop
Benmkamuu BputrteH, popmenuaro

3amuch ¢ KoHIepTa B bonbirom 3aie JleHnHrpaackoit humapmonnm 17 mapra 1963 1.

Juck 2
BeHpkaMuH BpurTeH
«3umHue cnosa», cod. 52 (ctvxu u 6annanst T. Xapan)

1 1.Ha CKIOHE HOSIOPBCKOTO [THST. & « « v & v v v e v e e e e et e e e e e e e e e e e et e e 1.39
2 2.IlomHoub B noe3ze bonpmioii 3anagHoit foporu (IlyTeniecTByomuii MaabunK) . . . . . . . 4.03
3 3.I0THUKA ¥ PEOEHOK (CATHPA) . « « v v v v v e e v e e e e e e e e e e e e e e e e 1.59
4 4. MaseHbKUM CTAPBIM CTOMMK « « v v v v v v e e e e e e e e e e e e e e e e e e e e e e e e 1.22
5 5.IloxopoHbl XopMeiicTepa (PACCKA3 TEHOPA) .« « « v v v v v v v vt v e e e e e e e e e e e e s 3.38
6  6.Topapbie mieBUbI (IPO3MADI, 3TOTUKN M COMOBBM) . « « v v v v v v e v e e e e e e e e e e e 1.07
7 7.Ha Bok3asne (KaTOPKHMK ¥ MQJIBUMK CO CKPUIIKOM) . « « « v v v v v v v vt e e e e e e e e et 2.25
ST T (o187 8 5 (o Tod; (<ID )  07 (X 3.36
9 «CmpaHcmeys, 1 yousns/icsi», CTapyHHAS aHIVIUICKAsT POKIeCTBEHCKAs MTeCHS

(06paBOTKA B. BPUTTEHA) .« « « & v v v v v e e e e e e e e e e e e e e e e e e e e 4.01
Hapopnbie necau. Tom 3. BputaHcKue ocTpoBa
10 N2 1 «Kpecmpsauckuii mansuuk» (B. lllunm, o6pa6oTka B. Bpurrena) . . .. . ... .. ... .. 2.07
CeMb COHeTOB MuKenaHaXeno, coy. 22
11 1.CoHeT XVI . . o o e e e e e e e e e 2.02
12 2.CoHeT XXXI . . o o o i e e e e e e e e e e e 1.30
13 3. CO0HET XXX, & v it o e e e e e e e e e e e e e e e e e e e e e e 3.12
14 4.CoHeTLV . . . . o e e 1.52
15 5.CoHeT XXXVIIL . . . . o e e e e e e 1.59
16 6.CoHeT XXXIL. . . . . o o e e e e e 1.22
17 7.CoHeT XXIV . . . o e e e e e 4.50

Hapopnbie necau. Tom 1. BputaHckue ocTpoBa

18 N2 6 «Jw I'poys», Basuiickast HapofHas mecHs (06paboTka b. Bpurrena) . . ... ... ... 2.58
Hapopgnbie necau. Tom 2. @panumusa

19 N2 4 «Koposb co ceumoti ckauem», ppaHiry3ckast HapomHasi ecHs (o6pa6oTka b. Bpurrena) . . 2.24

O6iiee Bpems: 48.15

Iurep [Mupc, meHop
Benmkamuu BputreH, popmenuaro

3ammcu: ¢ KoHnepra B Bonbuiom 3aie JleHnHrpaackon pumapmonun 17 mapra 1963 r. (1-10),
28 mapra 1966 1. (11-19)



PETER PEARS & BENJAMIN BRITTEN

IN CONCERTS

Disc 1
Henry Purcell (arranged by B. Britten)
1 I attempt from Love’s sickness to fly in vain from semi-opera The Indian Queen,Z.630 . . . . . 2.20
2 Sweeter than roses, fragment from incidental music of Pausanius,

the Betrayer of his country,Z.585. . . . . . . . e 2.55
3 There’s not a swain fragment from incidental music for Rule a wife and have a wife, Z. 587. . . 0.45

Man is for the woman made, fragment from incidental music for The Mock Marriage, Z. 605 . . 1.10
5  Thou wakeful shepherd (a morning hymn), Z. 198 (William Fuller) . . . . . ... ... .. ... 5.09

Arranged by Benjamin Britten:
Folksong arrangements: Volume I. British Isles

6 No. 1 The Sally Gardens, Irish tune (William Butler Yeats). . . . . .. .. ... ... ... ... 2.26
7 No. 3 The Bonny Earl O’Moray, Scottishtune . . . . . .. ... ... ... ... ... ...... 2.16
Folksong arrangements: Volume III. British Isles

8 No. 3 Sweet Polly Oliver, Old Englishtune . . . . . .. ... ... ... ... ... ... ..... 2.24
Folksong arrangements: Volume V. British Isles

9 No. 3 The Lincolnshire Poacher,Englishtune . . . . . ... ... ... ... ... ... ..... 2.12

Franz Schubert
10 Der Neugierige (The Inquirer) from Die schéne Miillerin (The Fair Maid of the Mill) D. 795 No. 6

(Wilhelm Miiller) . . . . . . . . e e e e e 4.09
11 Im Friihlig (In spring), D.882 (Ernst Schulze) . . . . . . .. . ... ... ... . . ..., 4.21
12 Gesdnge des Harfners (The Songs of the Harpist), Op. 12, D. 478 (Johann Goethe) . . .. . .. 4.15
13 Auf dem Wasser zu singen (To sing on the water), Op. 72, D. 774 (Friedrich Leopold Stolberg). . 3.31
14 Nacht und trdume (Night and Dreams), Op. 43 No. 2, D. 827 (Matthédus von Collin). . . . . . . 4.05
15 Die Taubenpost (The pigeon post) from Der Schwanengesang (Swan Song),

D.957 No. 14 (Johann Gabriel Seidl). . . . . . . . ... ... .. 3.38

Total time: 45.45

Peter Pears, tenor
Benjamin Britten, piano

Recorded live at the Grand Hall of the Leningrad Philharmonic Society on March 17, 1963.

Disc 2
Benjamin Britten
Winter words, vocal cycle, Op. 52 (lyrics and ballads of Thomas Hardy)

O 00 1 O U1 W WD

I'wonder as I wander, old English Christmas carol (arranged by B. Britten) . . . ... ... ..
Folksong arrangements: Volume III. British Isles

10 No. 1 The plough boy (William Shield, arranged by B. Britten). . . . . ... ... ... .....
Benjamin Britten

Seven Sonnets of Michelangelo, Op. 22

11 L.Sonnet XVI. . . . . . o e e
12 2.Sonnet XXXI. . . . . oo e
13 3.S0nnet XXX . . . o o e e e e
14 4.SonnetLV . . . . .. e
15 5.80nnet XXXVIIT. . . o .ot e e e e e e e e e e
16 6.Sonnet XXXII . . . . . o oo e
17 7.Sonnet XX IV . . o . o e
Folksong arrangements: Volume I. British Isles

18 No. 6 The Ash Grove, Welsh folk tune (arranged by B. Britten). . . . . .. ... ... ... ...
Folksong arrangements: Volume II. France

19 Leroi s’en va-t’en chasse (The King is gone a-hunting), French folk song

(arranged by B. Britten) . . . . . . . ... e e e

Total time: 48.15

Peter Pears, tenor
Benjamin Britten, piano

Recorded live at the Grand Hall of the Leningrad Philharmonic Society
on March 17, 1963 (1-10), on March 28, 1966 (11-19).

1. Atday-close in November. . . . . . . . . . . it e e e e
2. Midnight on the Great Western (The Journeying Boy). . . . . . . . . . oo i i v it
3. Wagtail and Baby (A SALITe). . . . . . . . o o i i e e e e e e e e e e e
4. Thelittleoldtable . . . . . . .. . . . e
5. The Choirmaster’s Burial (The tenor man’s story). . . . . . . . . v o v vt v v v i i e v oo
6. Proud Songsters (thrushes, finches and nightingales) . . . . . . . . ... ... ... .......
7. At the Railway Station, Upway (The convict and the boy with the violin). . . . . . .. ... ...
8.Before Life and After. . . . . . . . . . e e e e



KOHLLEPTbI [UTEPA IWPCA

W BEHIIXAMMRA BPUTTERA

«4 nonazaio, Umo KyJ1bMUHayus, 8sICULAs MOYKA COBEPUIEHCMEA. ..
3M0 Kpacueo nowwjuli ueioeeueckuti 20710¢».
benpykamuu BputreH

ITpuesp benmxamuua bpurrena u [Iurepa Iupca B CoBercknii Cow3 CTasl sSpyaii-
MM COObITHEM AJi BceX. My3bIKaHThI BBICTYIIWIM He TOIbKO Ha (ecTMBase aH-
IJINICKOM My3bIKM B MOCKBe, HO 1 Ha KOHLiepTax B bosbiiiom 3ajie JIeHMHrpacKom
umapmonnu B 1963 u B 1966 romax.

Hapspny ¢ Uropem CTpaBMHCKMM, MOCETUBIIMM POOMHY B rof cBoero 80-ymeTus,
BpuTTeH cTan KpyImHenmm eBpOoIieiCK/M KOMITO3UTOPOM, KOTOPBIi eIlje HEOIHO-
KpaTHO npuesskain B Coros.

[Tocte dheHomeHanbHOrO yerexa omepbl «[Iutep I'paiime» (1945), 3a KOTOpPOIt MO-
crenoBay «ITyTeBOAUTEND IT0 OPKECTPY», IeTCKast onepa «MajeHbKIi1 TpyOoUmCT»,
Tparuueckast ppecka «BOeHHOTO peKBMEMa», €r0 ¢JlaBa powia Mo 00e CTOPOHBI
ATNMaHTMKM; OCHOBaHHbBIN UM (ecTuBaIb B phIbaIikoii AepeByike Onmgbopo crajt
SIBJIEHMEM BCEeBPOIIeiiCKOro MaciiTaba.

«...OH noJoH xu3Hu, — ican o benmkamuHe BpuUTTeHe ero cCooTeuecTBEeHHUK U KO-
niera Maiikn TunneTt.— Ha cepom poHe 6onblieli uacmu co8pemeHHOL My3biKU e20 NPo-
uszeedeHus custiiom. Ima #uU3HeHHOCMb 8cezda npuHaonexum oyoyujemy...». IMUTpuit
[llocTakoBMY HasbiBald BputTeHa «...seauuatiuum KOMNO3UMOPOM, KOMOPO20 MHe
nocuacmauuI0CL 3HamMv»; UX 3HaAKOMCTBO, cocTosiBlieecsi B AHIIuM B 1960 rogy,
BBUIMJIOCH B IJTYOOKYIO CEPIIEUHYIO IPY3KOY.

Ho c1oskHO cKa3aTh, Kakoii cTana 6b1 cyab6a BputTeHa, ecyiu 661 He BeTpeua ¢ [Tnre-
pom ITupcom.

B 1936 rony [Tupc 6611 HAUMHAOIIVIM aPTUCTOM; BITPOYEM, 32 TIeYamMy 26-JIETHETO
BBIITYCKHMKAa KOpOJEBCKOTO MY3BIK&IbHOTO KOJ/UIEAKa ObUla MPAKTUKA OpPTaHu-
CTa, mefarora, pykKOBOJUTENISI MIKOJILHOTO XOpa. BbIxozel u3 ceMbu, Te JTH00UIn
U TIOHMMaJIX MY3bIKY (OTel] IeJl B XOpe, MaTh Urpaia Ha (OPTenuaHo, aaas GbL1
OPTaHMCTOM U OUPUKepOM-To6uTenem), Iutep Iupc He cpasy MPUIIET K TEHUIO
KaK IJITaBHOMY JieJTy SKM3HU. B rop 3HakKOMCTBa ¢ BpUTTEHOM OH CTan y4aCTHUKOM
BOKaJIbHOTO aHcambsisi «HoBble aHITIMIICKME TIeBIbI», MCIIOMHSBIIETO0 MY3bIKY €JT-
3aBeTMHCKO 31ox1. Monomoit KOMITO3UTOp, KOTOPOTO BIOXHOBJISIIA aHITIMICKas
CTapuHa, 6bIT 0OUAPOBAH I'OJIOCOM IIEBIIA.

B cnepyroiiem rogy COCTOSIZIOCh UX IE€PBOE COBMECTHOE BBICTYIUIEHME, TTONOKUB-
Iiee HAYaJIO YHUKAIbHOMY Iyist XX CTONeTHs] aHCaMbIeBOMY ITapTHEPCTBY. «[010C
Iupca,— nuiet Jlrommuia KoBHALKAsI, — NPespamuiics 8 8aMcHEUWUll UMNyasC meop-
ueckozo npoyecca Bpummena, nodcosnamensHo pykosoousuiezo €20 meopuecKumu
3ampicnamur». st Tlupca 6bUTM HAIMMCAHbI BOKAJIbHbIE VKBl BpUTTEHA; MMEHHO
OH TIOficKa3aj eMy omepHbIit 3ambicen «[IuTepa ['paiiMcar, Ha TipeMbepe KOTOPOTO
VICTIOJTHWJT 3aIVIaBHYIO MapTuio; B pacuete Ha [Turepa [Tnpca 6bIIM HAIIMCAHBI U T10-
CIelyIole onepbl KOMIIO3UTOpa — BIUIOTh A0 nocienHei («Cmepts B BeHerumy,
1973). «Ymo cdenan s, umoObl 3acAYH UMb 803MONCHOCMb NUCAMb 0JIs1 MAK020 apmu-
cma u uenoeexa?»,— MUIIET MeBly BpuTTeH B JHU MNOATOTOBKU €€ MpPeMbepPhL. Yske
IOC/Ie CMEPTM KOMITO3UTOpa ITpc oTBaskMIICsS Ha TIpusHaHue: «OH 106U MOli 20710C
U JII0OU MEHS...».



KOHLLEPTbI [UTEPA IWPCA

W BEHIIXAMMRA BPUTTERA

TToskasyit, HauboMee SIpKO JapoBaHue Inpca, ero CKIOHHOCTD K «I0BEJIMPHOIT» paboTe
Haj, OTTeHKaMM, 0co60e BHMMaHMe K IIPOM3HECEHNIO CJIOB PACKPhUIOCh B KAMEPHOIA
My3bike. BMmecTe ¢ BpUTTeHOM OH MCIOHSIT BOKAAbHbIE COUYMHEHUS APYTUX aHT/INIA-
CKUX aBTOPOB, HApOIHbIE TIeCHM, KaMepHYI0 TupuKky llly6epra, lllymana, Bpamca.

«[Tumep ITupc u benorcamun Bpummer — 3mo eduHoe yesoe, Hepazodenumvlii aHcamons
20/10ca u (popmenuaro,— mucaa oy BreyaTIeHMEM OT MOCKOBCKOTO KOHIIEPTA 3a-
MeuartesbHas reBuiia Hatanbst PoskgecTBeHcKast.— /18a 60buiux xXy0OxCHUKA 00UHa-
K080 NoHUMaiom u nepedarom 3amoicell..., UX UCNOJIHEHUe HOCUm Xxapakmep moHuati-
weti uMnposu3ayuu, Kaxemcs, 4mo mom uiu UHOL 0mmeHoK poxcdaemcs 30ecw e,
Ha acmpade...». 3aTIUCK C KOHLIEPTOB B BosbiioM 3aie JIeHMHTpaackoi gumapmo-
HUM, cocToSBIIMXCsT 17 mapTa 1963-ro u 28 mapra 1966 roga, 6111 OITy6IMKOBAHbI
Ha IBYX IUTACTMHKAaX (B cepum «Ha KOHIIepTaxX BbIAAIONIMXCS MacTepoB») B 1985 romy.
«Memnoausi» BIepBbIe IIEPEU3IaeT UX B COBpeMEeHHOM IMdpoBoM dhopmare.

VckylieHHbIe OXOTHMKM IO MY3bIKaJbHbIX HOBMHOK Y)Ke ObIM 3HAKOMBI C MC-
kycctBoM [Iutepa IMupca mo rpamsanucu omnepsl «[lutep I'patimc», HO «KuUBas»
BCTpeua C MeBIIOM ITPeB301IIa Bce OXKUIaHus. «To, umo Mol ycasiuianu, 6sL10 nouc-
muHe NpeKpacHviM, — YUTaeM MbI Ha CTpaHUIIAX XXypHasia «My3bIKaabHas XKU3Hb»
(N2 6/1963).- ¥V Iupca 6onvluoli, 8bipasumensHbili 20710C, 38yK, UCNOSHEHHbLL Msi2-
KOCmu u meniomel, npuobpemaem speMeHamu 2ycmyr, meMHyi0 OKpacky, uHozoa
CMAHOBUMCS JIe2KUM U NPO3pauHbiM, HEOObMALIHO 2UOKUM... BokaibHas mexHuka
ITupca senuxonenHa, ymo noomeepioaemcs... 6aecmaujum UCNOJIHEHUEM Yeemu-
cmolx Konopamyp 6 necusix I[1épcenna. Forte y gokanucma eécez0a nonHO38y4UHO U 3/14-
cmuuHo, 6e3 NpU3HAaKa Kakozo-aubo HanpsieHus. CuibHoe gneuamieHue 0Cmaeis-
em make ez0 Msizkoe mezza voce U cmpysaujeecs, 3amuparoujee, HexcHo-68030ywHoe

piano. Apmucm npeeocxodHo nepedaem Kpacomy wiupokozo0 pacnesd, CrmpacmHoli
KaHmuexsl. MHmepnpemauyus necet Illybepma... no-Hacmoswemy 3axeamuja ciy-
wameneti».

B nepBoM oTzeneHun KoHuUepTra 1963 roma npo3Bydanu apuu u necau I'enpum Ilép-
cesuia B pefakuyy BpurreHa, ero 06paboTKM aHIIMIICKMX HAPOOHBIX TIECEH, a TAKKe
necuu ®panua llly6epra. EqMHCTBEHHBIN reHMi aHITMIICKOI MY3bIKM Ha ITPOTSDKE-
HUU IBYX BEeKOB, [1épcesst Hepenko cTaHOBWICS A5l BpUTTeHa MCTOUHMKOM TBOP-
YeCKUX MMITY/IbCOB. JlajleKuii OT UIeasioB «ayTeHTUYHOCTI», BpUTTEH MpumaeT ero
MY3bIKe SIPKO SMOLIMOHAIbHYIO TPAKTOBKY. ET0 akkoMIaHeMeHT 3BYyUUT «110-Gdop-
TelVaHHOMY» [10JTHOKPOBHO, IIPM 3TOM IOJUYEPKMBas [JIaBEHCTBO I1eBYECKOi Me-
JIOOVIY, TO T10-6apOYHOMY OpHaMeHTabHO, TO BbIPA3UTENbHO JIeK/IaMallMOHHOM,
Kak B «YTpeHHeM I'VIMHe», KOTOPBIN I10 Cyujle BlleyaT/ieHys HallOMUHaeT ApaMaTu-
YyecKyue peuynTaTyBbI repoeB onepsl «IngoHa U JHel».

Emie Gosbiile MacTepcTBO BpuTTeHa MposSIBMIOCh B apaHKMPOBKAX (OMBKIOPHBIX
MeJIOANIA (OHM 3aBepIIaI M BTOPbIE «aBTOPCKME» OTHEIEHMsI 060MX KOHILIEPTOB —
UX 3By4YaHue Mocjie My3bIki BpuUTTeHa CIOBHO MOAYEPKUBATIO DYHIAMEHTATBHYIO
CBSI3b €T0 TBOPYECTBA C HAIMOHAIbHBIM TEPBOUCTOUHUKOM). OTOGPaHHbIE /IS
IIepBOTo KOHIIEPTa MEeCHY CIOKMINCh B CBOETO POZA CIOUTY, OObeIMHEHHYIO Kpa-
COYHOI TEPIKOCTHIO U, OMHOBPEMEHHO, CEPIIEYHO TTPOCTOTOM MY3bIKATLHOTO BbI-
cKa3bIBaHMs1. TpereTHasi, <ITyMaHOBCKas» JTMPUKa UPIAHACKON MeCHU CMEeHsIach
3MMYECKOI CYpPOBOCTBIO IIOTIAHMCKOM Gatafgsl; 6oapslil, B myxe BépHca, 1oMop
«Mwmoii TTormn» — GecriabanrHoi ynanbio «bpakoHbepa u3 JIMHKOMBHIIMPA», B KO-
TOPO# KOMIIO3UTOP MaCTEPCKM COEAMHMI MapIeBOCTh MaTPOCCKUX TTECEH C PUT-
MUYECKUM ITY/THCOM CTapUHHOM SKUTHA.
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U Bce ke 60bIlle BCEIO MOCKOBCKAS M JIEHMHTPA/ICKAsT ITyO/IMKa JKAaIa TPAaKTOBKY
neceH [lly6epTa — aHcam6sib [Tupca v BpuTTEeHA MOy CIaBY BbIITAIOIIMXCS MHTEP-
npetaTopoB Hemellkoit Lied (ux 3amucu «I[IpekpacHO MeTbHUUUXU» U «3UMHET0
IyTW» U CETOLHSI, TTOJIBEKA CITYCTSI, CTOSIT B OLHOM PSIAY C TYYIIMMU UCTIOTHEHUSIMU
IIy6epTOBCKUX IIUK/IOB). XOPOIIO 3HAKOMbIE BOKa/IbHbIE MIeAeBpbl («bapkaposnar,
«JTI060TIBITCTBOY, «TOMy6MHas TouTa», «[lecHb apducrar) 6yaTO paCKPbUIACH MEPE],
CTylaTensiMy 3aHOBO, B TOM «eAVHCTBE MBICJIM M YyBCTBa», KOTOPBII BCerga Ciy-
KU UaeanoM Jjis meBla M KoMmnosutopa. Kak BcnommuHana H. PoskmecTBeHcKast:
«f uHoz0a nosuna cebst Ha MoOM, YUMo CLYW A0 MonbKo opmenuaHo — max 3axeamolea-
ouje, no-0pKkecmposomy 8bINyKJI0 U 8bipasumensHo uzpan bpummen. A kakoe nuauc-
cumo y Iupca 8 uybepmosckoti necHe “Houw u 2pesvt”!».

Bo BTOpOM OTAENneHNnM IeHMHTPaZCKUX KOHIIEPTOB IPO3BYYasu BOKaIbHbIE LIVIKIIbI
Bpurrena. 28 mapra 1966 roma Baten 3a «/I1060Bbi0 1103Ta» [llymaHa 6bUIM MCIION-
HeHbl «CeMb coHeTOB Mukenanmxkeno» (1940). [MocsseHusie Ilupcy, oHM cranu
TEePBbIM COYMHEHMEM, HANMCAHHBIM B pacueTe Ha MCIOMHUTEIbCKOE MCKYCCTBO
Ipyra. IHTepec K MO3TMYeCKOMY TBOpUeCTBY MuKenaHIKeI0 ByoHapoTT po6y-
Iun 'y Bpurrena moat Xpio OfeH; 1Mo co6CTBEHHOMY ITPU3HAHMIO, BpuTTEH «coBep-
IIIEHHO 00e3yMeJI» OT CTPACTHOI M SKCITPECCUBHOI TT033UM, BHIXOSIIEN 3a PAMKA
acreTuku PeHeccaHca. BripoueMm, KoMno3uTopa B IepByl0 ouepelb MIPUBJIEKIIA -
puUYecKasi MCIIOBeIaTbHOCTb, TyOMHA YYBCTB, HEXXEJTU TPArudeckast OCTpoTa MUKe-
JIAH[KEJIOBCKUX CTUXOB. PYCcKOBaHHAs Mes MONOXKUTh Ha My3bIKY OPUTMHAJIbHbIN
UTATbSHCKUIA TEKCT COHETOB OTPA3MUIACh B CBOEOOPA3HOM MPEIOMIIEHUN UTAITbSTH-
CKOTO «OeTbKaHTO», KOTOPBIii oGyamI Kputuka AHtyaHa ['onea Ha3BaTh BpurreHa
«umanesiHyem cpedu aHenuuam». «CeMb COHETOB» TTOMYUM/IU BCeoObIlee MpU3HAHUE,
1 opy3bs BputTeHa, u mpodeccruoHaibHble KPYTU OTMETU/IY B HUX TIOIJIMHHYIO 3pe-

JIOCTb aBTOpA. «Takas KamepHAass 80KAIbHASL MY3blKA NOSI6SLeMCsl 6 AH2/IUU 8nepéble
nocne XVII eeka»,— nyican cpasy Mmocjie J0HAOHCKO MpeMbepbl My3bIKaIbHbIV KPU-
TUK SaBaph CakBui-Becr.

Ha niepBom JIeHMHTpaicCKOM KOHIIepTe BpuTTeH 1 [T1pc MCTIOMHMUIIV BOKQTbHBII IIVKIT
«3uMHMe coBax (1953), mpuHazIeXamuii K MocIeBOeHHOMY ITepUOoAY TBOPYEeCTBa
KOMITO31TOpa. 3aKOHYEHHBII BCKOPe Toc/ie orepsl «[JiopuaHa», OH HamucaH Ha Off -
HOVIMEHHBII TTOCMEPTHBIN COOPHMK cTMXOTBOpeHuit Tomaca Xapau (1840-1928),
KPYITHEMIIETr0 TPeACTaBUTENST aHIIMIICKOM JTUTEPaTypbl BUKTOPUAHCKON 3IOXM.
OTo6paHHbIE KOMIIO3UTOPOM CTUXU 00BbemMHSET GMIoCOPCKOe OCMbICTIEHNE ObI-
THUSI, aHTaTOHU3M KM3HU Y CMEPTU, HAUBHOM UMCTOTBI IOHOCTY U TSKEJIBIX CTPaa-
HMIA, KOTOpbIe HACTUTAIOT YeloBeKa BC/Ie], 3a «POKIeHNeM CO3HaHMS» — TTIOHMMa-
HMEM HepaspeIvMOCTH TPOTUBOPEUNIi MUPa (3TY MbIC/Ib YTBEPKAAET MOCIETHSIS
4acTb «JJ0 ¥ mocse Ku3Hu» — revajbHO OTCTPAHEHHbIN SIIWJIOT UMKIIA). YKe B Mep-
BOJ1 MecHe BO3HMKAeT 00pa3 HEBMHHOTO MaJIbuMKa, UIPAIOIIEro MOJ, OChITaBII-
MMCS KJleHaMM B HOSIOPbCKMII IeHb; 3aTeM MbI BCTPEUaeM €ero IyTellecTBYIOIMM
B HEM3BECTHOCTD B «IIOJITHOUHOM IT0€37ie», HAOMIOAA0IIYM 3a [TOBeIeHMeM IITUYUKMA,
He 6os1eiics BOJIKA, HO Y/IETAIOIIel OT «IKeHTIbMeHa», IPUHOCIIVM [Toc/IeIHee
yTellleHMe OCY;KAEHHOMY KaTOPSKHUKY UTPOI HA CKPUIIKE... «3UMHME CJIOBA», IMIy-
60KO JIMYHOCTHOE ITPOU3BEeAEeHMe, CTaIU elle 6oee 6aM3KY BpUTTEeHy Ha CKIOHE
seT — B 1974 ropny, nmocie mpocayliMBaHus 3anucy B ucronHenuu [Mupca, oH nu-
can meBLy: «4 MobKo Umo CAywal mpaHcaayuio 3anucu “3uMHUX C108”, U UeCmHO
2060ps, Mol enuuatiuiUli apmucm u3 Ko20a-1ubo cyujecmeosasuiux — Kamcoolli HIOAHC,
MOHKOCMb U HUK020a HEM Nepexcumos; Smu 8eiuKkue C108d, maxkue neudaivHoie u Mmy-
dpule, co30aHHble 0711 M02o 60x#eCmBeHH020 38YKa, KOMOPbIM Mol 00/1adaelils, NOJIHOZO,
HO 8ce2da OKpauieHHO20 0715 C/108 U MY3bIKU...».

Bopuc Mykoceii
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“The acme of perfection in the art, in music and the art,
is a human voice singing beautifully beautiful music”.
Benjamin Britten

The arrival of Benjamin Britten and Peter Pears to the Soviet Union was the brightest
event of not only the English music festival held within the walls of the Moscow
Conservatory in the spring of 1963. Along with Igor Stravinsky, who visited his
homeland in the year of his 80th birthday, Britten was one of the most significant
composers of the post-war world. After the phenomenal success of the opera Peter
Grimes (1945), which was followed by The Young Person’s Guide to the Orchestra,
the children’s opera The Little Sweep, and the tragic fresco of The War Requiem,
his fame was growing on both sides of the Atlantic. The festival he founded in the
Aldeburgh area of Suffolk became a European phenomenon.

“He is full of life”, Michael Tippett, a fellow English composer wrote about Benjamin
Britten. “Against the gray background of most of modern music, his works shine. This
vitality always belongs to the future”.

Dmitri Shostakovich called Britten “the greatest composer I've been lucky to know”. Their
acquaintance, which took place in England in 1960, developed into a cordial friendship.

But it’s hard to say what Britten’s fate would have been if it had not been for his
life-defining meeting with Peter Pears.

In 1936, Pears was an aspiring singer. However, the 26-year-old graduate of the
Royal College of Music had practiced as an organist, teacher and leader of a school

choir. Coming from a family where they loved and understood music (an engineer
by profession, his father sang in a choir, his mother played the piano, and his uncle
was an organist and amateur conductor), Peter Pears did not immediately come
to singing as his all in all. In the year of his acquaintance with Britten, he became
a member of the vocal ensemble New English Singers, performing music of the
Elizabethan era. The young composer, who was inspired by the English antiquity,
was fascinated by the singer’s voice.

Their first joint performance took place in the following year and marked the
beginning of an ensemble partnership that was unique for the 20th century.

“Pears’s voice became the most important impulse of Britten’s creative process, which
subconsciously guided his creative intentions”, musicologist Lyudmila Kovnatskaya
writes.

Britten’s vocal cycles were written for Pears. It was Pears who suggested to the
composer the operatic concept of Peter Grimes, at the premiere of which he
performed the title part. With Peter Pears in mind, the composer’s subsequent
operas were written, including the last one, Death in Venice (1973).

“What have I done to deserve such an artist and man to write for?” Britten wrote
to the singer before the premiere. After the composer’s death, Pears admitted:
“He loved my voice and loved me”.

Pears’s talent with his penchant for very elaborate work on nuances, his special
attention to the pronunciation of words and declamatory expressiveness was
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perhaps most vividly revealed in chamber music. Together with Britten, he
performed vocal pieces by other English composers, folk songs, and chamber works
by Schubert, Schumann and Brahms.

“Peter Pears and Benjamin Britten are a single whole, an inseparable ensemble of voice
and piano”, wrote the remarkable singer Natalia Rozhdestvenskaya impressed by
their Moscow recital. “Both great artists equally understand and convey the idea ...
their performance is like the finest improvisation. It seems that this or that shade is
born right here on the stage”.

They appeared before the listeners in Moscow and Leningrad in 1963 and 1966.
The recordings of their recitals at the Grand Hall of the Leningrad Philharmonic
Society, which took place on March 17, 1963 and March 28, 1966 were released
as a double LP in 1985 as part of the series “Outstanding Masters’ Recitals”.
Now, thirty-five years later, Melodiya re-releases the recordings, now digitally
remastered, for the first time.

Some sophisticated lovers of new music had been familiar with Peter Pears’s
recording of Peter Grimes. However, the actual meeting with the singer surpassed
all expectations.

“What we heard was truly wonderful”, Musical Life magazine wrote (No. 6/1963).
“Pears has a big, expressive voice. Full of softness and warmth, his sound sometimes
acquires a thick, dark color, or sometimes it becomes light and transparent, unusually
flexible... Pears’s vocal technique is excellent, which is confirmed by his brilliant
performance of the flowery coloratura in the Purcell’s songs. The vocalist’s forte is

always full and elastic, without any sign of any tension. His soft mezza voce and flowing,
sinking, soft and airy piano also leaves a strong impression. The artist perfectly conveys
the beauty of a wide chant, a passionate cantilena. His interpretation of Schubert’s
songs ... really captivated the listeners”.

The first part of the 1963 performance featured Britten’s arrangements of Henry
Purcell’s arias and songs, English traditional songs, and Franz Schubert’s songs.
The only genius of English music for two centuries, Purcell often was a source
of creative impulses for Britten (he wrote his own version of the opera Dido and
Aeneas). Far from the ideals of “authenticity”, Britten gives his music a brightly
emotional interpretation. His accompaniment sounds full-blooded “like a piano”
while emphasizing the supremacy of the singer’s melody, which is sometimes
ornamental a la baroque or expressively declamatory, as in A Morning Hymn, which,
by the power of impression, resembles Aeneas’s dramatic recitative that completes
the second act of Dido.

Britten’s mastery was even more evident in the arrangements of folk melodies
(they completed the second parts of both recitals that featured the composer’s own
works — after Britten’s music their sound seemed to emphasize the fundamental
connection of his works with the national primary source). The songs selected for
the first recital formed a kind of suite united by colorful astringency and, at the
same time, heartfelt simplicity of musical expression. The quivering Schumann-
like lyricism of an Irish song was followed by the epic severity of a Scottish ballad;
the cheerful, in the spirit of Burns, humor of Sweet Polly Oliver was followed by the
reckless prowess of The Lincolnshire Poacher with its skillful combination of the
march vigor of the shanties with the rhythmic pulse of a good old jig.
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And yet, the audiences in Moscow and Leningrad waited for their interpretation of
Schubert’ssongs mostofall -Pearsand Brittenwereknownasoutstandinginterpreters
of the German Lied (their recordings of Die schone Miillerin and Winterreise are still,
half a century later, on a par with the best performances of the Schubert cycles).
The well-known vocal masterpieces — Barcarolle, Der Neugierige, Die Taubenpost,
Harfenspieler — seemed to be new discoveries to the audience, forming the “unity of
thought and feeling”, an eternal ideal for the singer and the composer. According to
Natalia Rozhdestvenskaya, “I sometimes caught myself at listening only to the piano —
Britten’s playing was so captivating, as graphic and expressive as an orchestra. And
what a pianissimo Pears showed in Schubert’s Nacht und Traume”.

Britten’s vocal cycles were performed in the second part of the Leningrad recitals. On
March 28, 1966, following Schumann’s Dichterliebe, they performed Seven Sonnets of
Michelangelo. Finished in the United States in 1940 and dedicated to Pears, Britten’s
Sonnets were the first piece written with the friend’s singing talent in mind. The
interestin Michelangelo Buonarotti’s poetrywas awakened in Britten by Wystan Hugh
Auden, a poet and elder friend. As Britten admitted, he was completely distraught
with the passionate and expressive poetry that went beyond the aesthetics of the
Renaissance. However, with his cycle, the composer realized a lyrical confession,
the depth of feeling rather than the tragic acuteness of Michelangelo’s poems
(years later, it echoed in Dmitri Shostakovich’s last vocal cycle). The risky idea of
putting the original Italian text of the sonnets to music (incidentally, Britten had
written a vocal cycle based on French poems by Arthur Rimbaud) was reflected in
the peculiar refraction of the Italian bel canto, which prompted the French critic
Antoine Goléa to call Britten an “Ttalian among the English”. The Seven Sonnets were
universally recognized, and Britten’s friends and professional circles alike discerned

the composer’s true maturity in them. Immediately after the London premiere,
music critic Edward Sackville-West wrote that this was the first time when such
a remarkable piece of vocal chamber music was born in England since the 17th
century.

At their first recitals both in Moscow and Leningrad, Britten and Pears performed
the vocal cycle Winter Words, which belongs to the composer’s post-war period.
Completed in 1953, shortly after the opera Gloriana, it was based on the posthumous
collection of poems of the same name by Thomas Hardy (1840-1928), a leading
representative of English literature of the Victorian era. The poems selected
by the composer are united by a philosophical understanding of being and the
place of man in it, the antagonism of life and death, the naive purity of youth and
severe suffering that follows the “birth of consciousness” — an understanding of
the insoluble contradictions of the surrounding world. The last song, Before Life
and After, is dedicated to this idea — a sadly detached epilogue of the cycle, with
arecurrent image of an innocent boy playing under shedding maples on a November
day, or traveling into the unknown on a midnight train, or observing the behavior
of a bird that is not afraid of a wild beast but flies away from a “gentleman”, or
bringing the last consolation to the convict by playing the violin. A deeply intimate
work, Winter Words became even closer to Britten in his declining years. So, in 1974,
after listening to the recording made by Pears, he wrote to the singer: “I have just
listened to a re-broadcast of Winter Words and honestly, you are the greatest artist that
ever was — every nuance, subtle and never over-done — those great words, so sad and
wise, painted for one, that heavenly sound you make, full but always colored for words
and music”.

Boris Mukosey



po>

MEAOAWUS

PYKOBOZIUTE/IN NPOEKTA: AHLIPEV KPUMEBCKHAA,

KAPUHA ABPAMAH

PEMACTEPUHI — ENEHA BAPbIKMHA

BbIMYCKAIOLLV/ PEAKTOP — NMOJIHA I0BPLILLIKMHA

[IU3AVH — TPUTOPYUIA HYKOB

MEPEBON — HUKOMAI KY3HEL0B

LIMOPOBOE W3AHME: IMUTPHI MACNAKOB, POMAH TOMJIAHKIUH

PROJECT SUPERVISOR — ANDREY KRICHEVSKIY

LABEL MANAGER — KARINA ABRAMYAN

REMASTERING — ELENA BARYKINA

EXECUTIVE EDITOR — POLINA DOBRYSHKINA

DESIGN — GRIGORY ZHUKOV

TRANSLATION — NIKOLAI KUZNETSOV

DIGITAL RELEASE: DMITRY MASLYAKOV, ROMAN TOMLYANKIN

: 8

LICENCES FUR PUBLIC PERFORMANCE OR BROADCASTING MAY BE OBTAINED FROM JSC FIRMA MELODIYA», KARAMYSHEVSKAYA NABEREZHNAYA 44, MOSCOW, RUSSIA, 123423, INFO@MELODY.SU.

MEL CO 0674
® A0 OUPMA MENOAINA, 2021. 123423, MOCKBA, KAPAMBILLIEBCKAA HABEPEMHAA, [1. 44, INFO@MELODY.SU
BHWMAHMWE! BCE NPABA 3ALLIWLLIEHI. BOCNPOU3BEAEHUE (KONUPOBAHWE), CAYA B MPOKAT, NYBIMYHOE UCNONHEHUE
W NEPEJAYA B 30UP BE3 PA3PELUEHWA NPABOOBALATENA 3ANPELLEHDI.

WARNING ALL RIGHTS RESERVED. UNAUTHORISED COPYING, REPRODUCTION, HIRING, LENDING, PUBLIC PERFORMANCE AND BROADCASTING PROHIBITED.

IN THE UNITED STATES OF AMERICA UNAUTHORISED REPRODUCTION OF THIS RECORDING IS PROHIBITED BY FEDERAL LAW AND SUBJECT TO CRIMINAL PROSECUTION.

. . . . /FIRMAMELODIYA

WWW.MELODY.SU


https://www.facebook.com/firmamelodiya/
https://www.instagram.com/firmamelodiya/
https://twitter.com/firmamelodiya
http://melody.su
https://vk.com/firmamelodiya

