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Teopueckas feaTensHocTe WoranwHa CeBacTeaHa Baxa (1685-1750) coctaemna uenyw
3NOXYy W ABMNACH BbICOYAMLIMM AOCTHXKEHWEM My3blKankHOro wckyccrsa. Hacnegue
KOMNO3WTOpa npegcraenseT coboi BoraTeiwyo COKPOBULLHWLY NPOM3BEAEHWA, 0TNK-
yanwmxes prunocodckoi ryBUHOA U 04YXOTBOPEHHOCTLI, WHPOYARILUM AWaNas3oHOM
XYAOKECTBEHHbLIX 06pa3os, BeCKOHEYHOR raMMoil YYBCTBOBAHMIA, XAHPOBLIM MHOM006-
pasunem 1 haKTypHLIMKU OTKPLITUAMK. BECLeHHEIR BKNaA BHEC Bax B OPraHHO-KNaBupHoe
WCKYCCTBO, NPeABOCXMTUBLLEE HACTYNNEHWUE 3pbl POPTENNEHO.

YoKe He OfHO NOKONEHWE MCNONHWTENeil U WCcCnefoBaTeneil BONHYET BOMPOC, ANA KaKUX
MHCTPYMEHTOB B NepBoid nonosuHe XVIIl BeKa Co3faBan KNasupHLIE COMMHEHWA reHrans-
HbliA HEMELKMIA KOMNO3WTOP. OTBETHTE Ha Hero ¢ aBCoNKTHOR TOYHOCTEID HE NPeaCTaBNA-
£TCA BO3MOMHbIM. YCTAHOBWTL YA8ETCS NMLLE TO, YTO Bax He COMMHAN MY3bIKY ANA PaHHWX
0bpasyos ¢hopTEnMaHo, HECOBEPLIEHCTBO KOTOPLIX HE BAOXHOBMAD ero. D4eBugHO, YTO
KOMNO3XTOPA HE YCTPauBani BCELEND W BOIMDXHOCTH COBPEMEHHLIX MY KNaBupoB. Kak
oTMeyaet K.A. MapTHHCEH, OAHUM U3 NIOBUMBIX 4OMALUIHMX MHCTPYMEeHTOB Baxa Bein Knasu-
Kopg: «bax npegno4mTan Mrpy “Ha atoMm, XoTa 1 GegHoM 3BYKaMK, HO BeCbMa rMBKOM B Ma-
NOM WHCTPYMEHTE", TaK KaK OH "yaoBHee BCEro ANA UHTEPNPETALMK TOHYAALWMX MbIChed"™.

MpK 0CMBICAEHWW TBOPYECTEA KOMNO3UTOPA B MY3bIKO3HAHWM CYLUECTBEHHOE BHUMaHWe
YAENANOCE BLIACHEHWID NPUHAANEXHOCTH COMMHEHWA «OPraHHOMY» MW (KNABUPHOMY»

T Map eH KA K avke dop Gy . DcHOBI KON GOPTENWAHHON WOk
// Boigamiumecs NMaHucTel-negarori o GoprennanHom nckycctee. M.-J1.: aMy3asikas, 1966. C. 188.

cTunio. ToukW 3peHKA, COMMACcHD KOTOPOH Bedyluee 3Ha4eHue B TBopyecTse Baxa oTeogu-
NOCh OPraHHOMY TUNY MbILLNEHWUA, NpUaepxUBanick AnsBept LUseiiyep, AHgpe Nuppo.
WHyio noauumio obosHaunna BaHga NaHAoBCKa, CUMTABLLAA KNABECWH B HawBonbluei
CTeneHu COOTBETCTBYIOWMM 334a4aM CTUNBHOW WMHTepnpeTalwWu BaxoBCKOW My3biKW.
TeOPHM KMHCTPYMEHTANBHOTO PAKTOPan MMEIOT OCHOBAHWA — (GaKTypa KNaBupHBIX COYN-
HEHW Baxa 06HapyKMBAET HaMepPeHWUs KOMNO3UTOpa HauyJlWuM 06pa3oM MCNonb3o-
BaTh NOTEHLWAN TOTD WA MHOTO MHCTPYMEHTA.

K uncny npom3BegeHuii, B KOTOPLIX NPOABNAETCA «OPraHHasny» CTUAUCTMKA 0BLIMHO
OTHOCAT «XpOMaTHYecKyld GaHTasuio W dyry» pe MUHOP, COXPAHWBLUIYIOCA B MHOrO-
YWUCNEHHbIX PYKOMUCHBIX BapMaHTax GaxoBckoro M nocnebaxoBckoro nepuoga. OKoH-
yatensHas pegakuyus Beina co3pnaHa KOMMO3WTOPOM B NEANLMICKUIA NEpUOL MU3HK.
HaseaHwe «Xpomatuyeckas daHTasuan NPUHAANEXano CcoBpeMeHHWKam baxa.
«l. BIONOB CYWTAET, YTO 3arcNOBOK NbECHI BO3HMK KaK OTPaMEHME XPOMaTUHECKWUX
BOCXOAALMX X0A0B B Teme dyru; A. KOpTo ¥e HaibleaeT Kogy PaHTainu TEM 3epHOM,
W3 KOTOPOTD BBIPOCND HA3BAHME COMUHEHMARY,

«OpraHHas» TpakToBKa HepeAko npuobpeTana B WHTEpNpeTaLun KNaBUPHOW My3bi-
KW Baxa 3HAYeHWE XapakTepHOol YepTel My3blKaNnbHOrO CTUAS 3noxu. CTpemneHue
npugaTe GaxoBCKOMY M3NOMKEHWIO (NbILLHOE BbIPAXEHWe ANA NPUBNKEHUA TUNUYHO
KNaBeCWHHO GaKTypbl NbeCkl K XapakTepy GoPTenMaHHO TPAHCKPUNLMKM OPraHHOro
npoun3eefeHusy nNpocnexueaeTca B Tpex obpaboTkax «XpoMaTUYecKoi daHTasuu u
dyruy Bblgaowmxca nuaHucTos XIX-XX sekos — I. Bionoea, ©. Bysoxu, A.W. 3unoTw.
OpHako kak oTMevaet /1.E. PoitamaH, «ofpalyeHine B 0praHHyio Bepy» B 3TOM COYMHE-
HWW OTHIOAL He cnocoBeTeyeT oBoraleHunio 3eyyalyero obpasa: «3eck AONXKHa MATH
peds 0 BonbWKX ABYMaHyanbHblX Yembano (HepegKo C NegankHoi KNaswaTypoii),

? Poitaman J1.E. Npegucnosue [/ Xpomatvueckan dantasns 1 dyra 4na GopTentaHo.
M.: «My3eikan, 1967.C. 3.



AnA KoTopbix Bax NpegHa3Hayan BCe CBOW KPYNHbIE KOHLEPTHOro NNaHa KNaeupHble
npou3BefeHna»’,

Bonbluike KnaseckHbl (4eMBano) U MUHWMATIOPHBIE KNABUKOPABI MMENM, KaK Npasuno,
He OfiMH, a ABa MaHyana, 0TAMuYaloLMecs Apyr oT Apyra no cune 3By4aHus, 4To Gbino
3aMMCTBOBAHO M3 OPraHHOM MexaHukw, oBnagailuei oT 0gHOA 40 NATH MaHyankHbIX
W negankHoit Knaeuatypamu. Kaxgol yemBaneHoii Knasnatype Buinv NpUAAHE! pa3NKY-
HblE pericTpul. KOHUEpTHLIE KNaBecuHb! 0Bnagany perucTpamu YABOEHWI 1 Apucnoco-
BNeHUAMY, UIMEHAIOLY MU TeMBPankHYI0 OKPACKy 3BYKa.

«OpraHHoe hopTenMaHos NPeacTaBneHo TPaHCKPUNLMAMK XopaneHoi npenioguu «Nun
komm, der Heiden Heiland» conb mutop . By3oHu 1 Naccakanum u dyru 4o mutop T Kary-
apa. MonHoTa W NEBYYas NPOTSIKEHHOCTE TOHOB, MHTEHCHBHBIE AMHAMWUYECKWE KOHTPACTbI,
aKTypa, BOCCO3AAI0LAN B COMETAHMM C CMCTEMOI Nefani3aLuy COBPEMEHHOro poans ba-
COBbIE 0N0CA NeAaNtHOM KNaBWaTypbl OpraHa, BAOXHOBNSIOT UCNONHUTENA Ha NOWCK KONo-
PUCTUHECKWUX PECYPCOB, BONNOLUAILWLMX aTMOC(ePY 3BYYAHWUA rPaHAMO3HOMD MHCTPYMEeHTA.

HecoMHeHHo, UCNONHEHWE KNAaBUPHBIX COMWHEHWI Baxa Ha dopTenWaHo ¢ opueHTalyne
Ha 3BYKOBLIE BO3MOKHOCTH KaKOro-NMBo OAHOMD MHCTPYMEHTa 3HAUMTENBHO YMEHbLIW-
no Bbl TBOPYECKWE JOCTIKEHWS BENUKOTD KOMMO3WTOPa, NOCKONLKY B €10 COYMHEHWAX
BONMNOLLEH YHUBEPCANbHBIA KNABMPHbIA CTUNb, 0BOrALYEHHbIA 3NeMEHTaMW OpPraHHoro,
BOKaNbHO-XOPOBOTO MCKYCCTBA, OPKECTPOBOTD NUCLMA.

PacnpocTpaHeHHon apTUCTMYECKO MPaKTUKo B BaX0BCKYI0 3N0Xy BbINO MCNOAHATE CO-
UMHEHUA, MEHAS WHCTDYMEHTaNbHBIE COCTABbI, UFPaTh BOKANLHbIE NbEChl HA PA3NUUHBIX
MHCTPYMEHTaX, @ MHCTPYMEHTaNbHbIE COMMHEHMA NOATEKCOBLIBATL U NETb. B KNaBMPHBIX
NEPenoXeHUAX COMMHEHHOMO ANS APYFMX MHCTPYMEHTOB MAW roNoCa AONYCKANUCH UMNPOBN-

* Ibidem.C. 4.

3aLMOHHbIE M3MEHEHUA TEKCTE, HEOAHO3HAYHO PACLUIMGPOBLIBANUCE YKpaLLeH!s. MocKonb-
Ky Npaso BLIGOPA MHCTPYMEHTa NPEAOCTABNANDCE UCTIONHWTENIO, TeMBPOBOe BONNOLLEHWE
W PEFACTPOBKA B NbeCax MOMMM 3Ha4YUTeNbHO BApLMPOBATLEA. Bax 6bin BbIAAKLLMMCA MaCTe-
DOM CO3[aHWA TPAHCKPUNLMWIA Kak COBCTBEHHBIX COYMHEHMIA, TaK M My3bIKU 4DYTIX BTOPOB,
nepexknagkiBan Ans KNaBupa CKPUNWYHbIE KOHLEDThI UTaNbAHCKAX MACTEPOB.

CoBpeMEHHBIA POSANE — MHOMOrONOCHBIA NOKLWMA MHCTPYMEHT, CNOCOBHBIH «0BLEANHATE
T0, YTO WCNONHAETCH MHOTMMIA FONOCAMUY® — OTCYTCTBOBAN B 3NOXY OPraHHO-KNaBUPHO-
0 WCKYCCTBa, HO Obin BO3MOXHO BoOBpaxaeMeuiM. B My3bike Baxa MOMHO OBHaDYKWUTb
NpUMERBI NPEACNBILAHWA 3BYKOBLIX XapPaKTEPUCTUK BYAYLLEro «KOPONs» UHCTDYMEHTOB.
B Ka4ecTee 0fHOM0 W3 MHOrOYNCNEHHBIX 06Pa3L0B AOCTATOYHO YNIOMAHYTL YHUBEPCANb-
HYI0 TPAKTOBKY KNaBupa B «TansAHCKOM KOHLEPTEY, B GaKTYpe KOTOPOro oBbeguHAlTCA
NapTK CONWUCTa N OPKECTpa.

TeKcTbl NPOM3BEARHMWIA, COAEPKALLIME YPe3BLIYAHO pefikie AparoleHHbIe aBTopckue
YKa3aHus, NOATBEPKAAIOT, HTO KOMNO3MTOPOM NPeAycMaTpuBanoch W3MEeHeHWe ycno-
BUIl MCNONHEHMA. TOT QaKT, 4TO My3bkIKa CO3AABANACK HE ANA KAKOro-nnBo KOHKPETHOro
WHCTPYMEHT3, 3 BbiNa aapecoBaHa cNyXoBoMy BOOBPaXEHWIO UCNONHUTENe, BblgBura-
T nepey COBPEMeHHBIM NWAHWUCTOM 33434y MHTYMTUBHOrD NOCTHKEHUA ocobeHHocTel
BOCMPUATUA W CAYXOBLIX NPEACTABNEHMIA NpoLWefei 3noXK.

MoliHoe BAWSHWE Ha 3BONIOLMIO hOPTENMaHHOTD MCKYCCTBa, KOTOPOR OKa3ani KoHuen-
TyanbHbie HopMbl, BULb! NONMdOHUK, hakTypHbIe NPUHLMNLI, pa3paboTaHHbIe B OpraH-
HO-KNaBMPHOM TBOpYecTee Baxa, o6HapykuBaeT ceba B COYMHEHMAX, W3GPaHHbIX AnA
HACTOALLEro AWCKA.

Onbra KpacHoroposa

% Maprunced KA. Ibid.



The highest achievement of musical art — the creative activity of Johann Sebastian Bach
(1685-1750) represents an entire epoch. Bach's heritage is a rich treasury of compositions
characterized by philosophical depth and spirituality, the widest spectrum of artistic
images, an infinite range of feelings, genre diversity and textural discoveries. Bach made
an invaluable contribution to the field of organ and clavier art, which foreshadowed the
advent of the era of the piano.

More than one generation of performers and researchers have been asked which
instruments the genius German composer wrote clavier pieces for in the first half of the
18" century. It is not possible to answer this question with absolute precision. The only fact
that can be identified is that Bach did not compose music for early examples of the piano,
the imperfections of which had not inspire him. It is obvious that the composer was not
entirely satisfied with the possibilities of his contemporary claviers either. As K. Martinsen
notes, one of Bach's favorite home instruments was the clavichord: ‘Bach preferred to play
"on this, though poor in sounds, but very flexible instrument”, as it is “most convenient for
interpreting the subtlest thoughts" .

5 Martinsen K.A. To the methodology of piano teaching. Fundamentals of the German Piano School.
Outstanding Pianists — Pedagogues about Piano Art. Moscow, "Music', 1966. P. 188 [In Russian].

In analyzing the composer's art, musicology has focused much attention on clarifying
the belonging of pieces to the ‘organ’ or ‘clavier’ style. Albert Schweitzer and André Pirro
took the point of view that the organ type of thought played a dominant role in Bach’s
compositions. A different opinion was expressed by Wanda Landowska, who considered
the harpsichord the most favorable for the stylistic interpretation of Bach's music. The
‘instrumental factor' theories have grounds — the texture of Bach's clavier pleces reveals
the composer’s intentions to use the potential of instruments in the best possible way.

Among the clavier masterpieces where 'organ stylistic' is mentioned is usually the Chromatic
Fantasia and Fugue in D minor, which has survived in numerous manuscript versions from
the Bach and post-Bach periods. The final version was created by the composer during the
Leipzig period of his life. The title ‘Chromatic Fantasia’ belonged to Bach's contemporaries.
'H. Billow believes that the title of the piece arose as a reflection of the chromatic ascending
passages In the fugue theme; A. Cortot, on the other hand, calls the coda of the Fantasia the
grain out of which the title of the composition grew®.

The ‘organ treatment' often acquired in the interpretation of Bach's clavier music the
significance of a characteristic feature of the musical style of the epoch. The desire to
give Bach's texture ‘a lush expression, to bring the typically harpsichord-like texture of
the piece closer to the character of a piano transcription of an organ composition’ can be
traced in three arrangements of the Chromatic Fantasia and Fugue by outstanding pianists
of the 19'""-20" centuries — H. Biilow, F. Busoni and A. Ziloti. However, as L. Roizman notes,
the 'conversion to an organ faith’ in this composition by no means enriches the sonorous
imagery: 'Here it should be a case of grand two-manual cembalos (often with pedal
keyboards), for which Bach intended all his concert clavier pieces to be performed™.

& Roizman L.E. Preface. Chromatic Fantasy and Fugue for Plano. Moscow, "Music', 1967.P.3
[In Russian].
7 Ibid. P. 4.



Large harpsichords (cembalo) and miniature clavichords had, as a rule, two manuals,
differing in sound intensity, which was borrowed from organ mechanics, possessing
from one to five manual and pedal keyboards. Each of the manual keyboards was given
a different register.

‘Organ Piano’ is presented in transcriptions of the Choral Prelude 'Nun komm, der Heiden
Heiland' in G minor by F. Busoni and Passacaglia and Fugue in C minor by G. Catoire. The
fullness and singing extension of tones, intense dynamic contrasts and textural solutions
combined with the pedal system of the contemporary Grand Piano, recreating the bass
voices of the organ’s pedal keyboard, inspire the performer to search for colorful resources
that embody the atmosphere of the grandiose instrument's sound.

Undoubtedly, the performance of Bach's clavier composition on the piano with a focus
on the sound possibilities of any single instrument would significantly diminish the great
composer's creative achievements, since his works embody a universal clavier style
enriched with elements of organ, vocal and choral art and orchestral writing.

A general artistic practice of Bach's epoch was to perform compositions changing
instruments, to play vocal pleces on varlous Instruments, and to compose text for
instrumental pieces and sing. In clavier transcriptions of compositions created for
other instruments or voice, improvisation modifications of the text were allowed, and
ornaments were interpreted ambiguously. Because the choice of instrument belonged to
the performer, the timbre incarnation and register of the pieces varied considerably. Bach
was outstanding at creating transcriptions of his own compositions and the music of other
authors, he arranged violin concertos by Italian masters for the clavier.

The contemporary piano, a multi-voiced instrument capable of 'uniting what is sung by
many volces", was absent in the organ-klavier epoch, but was perhaps imagined. In Bach's

B Martinsen K.A. Ibid.

music, one can find examples of premonitions of the sound characteristics of the future
'king' of instruments. As one of numerous examples, it suffices to mention the universal
interpretation of the clavier in the Italian Concerto, where the texture unites the part of
soloist and orchestra.

The texts of the compositions, containing extremely rare and precious author's instructions,
indirectly confirm that the composer envisaged a change in performance conditions.
The fact that the music was not created for any particular instrument, but was addressed
to the hearing imagination of the performers raises the task of the contemporary pianist
to intuitively comprehension the peculiarities of perception of the past epoch.

The powerful influence on the evolution of piano art that conceptual forms, types of
polyphony, and textural principles developed in Bach's organ and clavier compositions is
revealed in the works selected for this disc.

Olga Krasnogorova



0/1bTA KPACHOTOPOBA

My3bikaneHoe 0Bpa3oBaHue nonyyuna B HUKEropoAckoi rocyfapcTBeHHON KoH-
CepeaTopui MMeHn M. TNMHKK No knaccy cneywaneHoro dopTenvando npodeccopa
0.C. BuHorpapoBoil (y4eHuus! K.H. UrymHosa u 5.B. @nunepa). Ha npodeccnoHansHoe
CTaHOBNEHWE OKa3ano BNMAHWE TRopuyeckoe oblieHne ¢ komnoauTopamu B.C. leue-
neskiM, A.A. HecTepossim, 10.B. HukonaessiM.

B KOHUEPTHBIX NporpaMmax McnonHana codywHeHwa W.C. Baxa, B.A. MouapTa,
N.Betxoeexa, N.W. Yaiikoeckoro, C.W. Taveesa, A.H. CkpabuHa, C.B. PaxmaHuHoBa,
H.f. Mackoeckoro, C.C. Npokodibesa, @. byaonn, [.0. Woctakosuya, K. LWTokxay-
3eHa, N.0. CtpasuHckoro, W, Ycreonsckoi, P.K. WegpuHa. NMpuHumana yyactue
B MEXAyHapoaHex dectueanax «MNpoctpadcTeo CTpaeuHckoros, «0T MogepHa
K dyTypramyn, «Mamati Hukonas MeTtposan, «3anevatnedHeli anreny (k wbuneio
P.K. WegpuHa) U ap. 3Ha4UNTENbHOE BHUMaHWE YAENSET NPeACTABNeHNID Cnywa-
TENLCKOA ayaAMTOPUM PEAKo 3BYYaWMX UNK 3abbiTelx WeleBpos dopTennaHHoro
MCKYCCTBA, HOBOIW GOPTENMAHHON MY3bIKW, B TOM YMCNe NPOM3BELEHWA 4na ge-
TR W IHOWecTBa.

WNayueHue GpopTenMaHHoro MCKYCCTBa BTOPOI NONOBWHBLI XX-XX| BeKa CTano LeHT-
panbHOi TeMol HaydHblX NyBAWMKaLMi, aBTOPCKUX 0Bpa3oBaTenbHeIX NPOrpaMm,
NEKUMii, MacTep-KNaccos, AOKNAA0B HA MEXAYHAPOAHBIX KOHhEPEHLMAX.

o 2018 paboTana B Ka4yecTBe NPOPEKTOPA NO Pa3BUTHIO U 3aBefyiowero kadea-
poit HuKeropodckoit KoHcepeaTopuu. B HacToAWee BpeMA — NepBbIiA NPOPeKTop-
npopekTop no y4eBHo-BocnuTaTensHoi paboTe M paseuTuio, 3aBegyllas
Kadeapoid dopTenuado AxageMmuu XOpoBoro wckycctea wMenw B.C. Monosa,
KaHAMAAT MCKYCCTBOBEAEHWA, npodeccop. YneH POCCHIACKOrO My3biKankHOro
€033, YNeH YueHoro coseta MemopraneHoro My3ea A.H. CkpaBuHa.

OLGA KRASNOGOROVA

Dlga Krasnogorova received her musical education at the Glinka Niznhy Novgorod
State Conservatory (piano class of professor 0. Vinogradova — pupil of K. Ilgumnov and
Y. Flier). Professional growth was Influenced by creative interaction with composers
B. Getselev, A. Nesterov, Y. Nikolaev.
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