KEYBOARD TRANSCRIPTIONS
BYJ.S. BACH

A brief excursion into the history of
music will make us remember that there
were lute transcriptions of the choirs by
Adrian Willaert (1490-1562) already in
the middle of the 16th century, and a lit-
tle later Vincenzo Galilei (1533-1591)
created a transcription of the madrigal by
Giovanni Palestrina (1525-1594) for the
same instrument.

These early transcription practices
clearly show the educational tendency of
the authors, as the lute was a popular in-
strument for chamber music making in
everyday life, and it was lute arrange-
ments that made many solo and choral
vocal works available to amateurs.

At the beginning of the 18th century,
excerpts from opera and oratorio works
by Georg Friedrich Hindel were used as
material for the still imperfect keyboard
transcriptions by the English organist
W. Babell (1690-1723) .

However, among all composers the
first place in the number of transcrip-
tions of his own and others’ pieces should
still be given to Johann Sebastian Bach.
He has about five hundred of such ar-
rangements. As for transcriptions of his
own compositions for different instru-
ments, a motivation for their appearance
was certainly not a desire to popularize
his compositions, but, for the most part, a
very concrete (and often urgent!) need to
provide a soloist or ensemble with mate-
rial for public performance. The compos-
er did not have time to create a new work,
and then there was no other way out but
to hastily construct a transcription of
some of his own, already existing compo-
sitions. Transcriptions of other people’s
pieces were a different matter.

At the heart of the very idea of tran-
scribing works originally created for
voice, choir or orchestra for one keyboard
instrument is a desire to make this music
relatively easy to perform and widely

RJIABUPHDBIE TPAHCRPUITIINN
. C. BAXA

Rparruii skckype B MCTOPUIO MY3BIKH 3a-
CTaBUT HAC BCIIOMHUTBH, 4TO YK€ B cepejuHe
XVI crosietusi BO3HUKAJM TPAHCKPUITITUK JIJI5T
motan xopoB Apmpuana Bmmmapra (1490-
1562), a mHecronbro noszke Bunuento [Nann-
aen (1533-1591) cosman mjast Toro ke WH-
CTPYMeHTa TpPaHCKPUIINio Majpurana [[so-
Banuu [amecrpunst (1525-1594).

B stux paHHUX TPAHCKPUIITOPCKUX OTIbI-
Tax SICHO MPOCTYIAeT MPOCBETUTEbCKAST TeH-
MeHIUs aBTOPOB: JIOTHs BeJib ObLIa pacipo-
CTPaHEHHBIM B ObITY HHCTPYMEHTOM KaMepHO-
ro MY3UIHPOBAHUS, 1 WMEHHO JIIOTHEBbIE Tie-
peNIOsKeHUs JieJlajil IOCTYIHBIMU JTIOOUTeJ M
MHOTHE BOKAJTbHbIE COJIbHbIE 1 XOPOBbIE TIPO-
N3BEJIeHUS.

B wauanme XVIII croserust oTpuiBKU 13
OTIEPHBIX U OPATOPUAJbHBIX TPOU3BEIeHNUIT
leopra @puppuxa ermens mocayRuam Mmare-
puajoM JiJisi HECOBEpIIeHHbIX elle KIaBup-
HBIX TPAHCKPUIINI aHTJIMHCKOrOo opraHucTa
B. Batenna (1690-1723) '

Onmnaro mepBoe MecTo 10 KOJUYEeCTBY
TPAHCKPUIIIINIT CBOUX M UY3KUX TBOPEeHUIl cpe-
M BCeX KOMIIO3UTOPOB CJEyeT Bce ke OTBe-
ctu Moranny Cebacthsany bBaxy. Takux obpa-
OOTOK y HEro HaCUUTHIBAETCS OKOJIO ISATHCOT.
Yro racaercst nmepesioykeHii cCOOCTBEHHBIX CO-
YUHEHWH JJIsi Pa3HbIX WHCTPYMEHTOB, TO TI0-
OyfMTeTbHON TPUYMHON WX BO3HUKHOBEHMS
SBJSIIOCH, KOHEYHO, He CTpeMJeHne K TOIy-
JAAPU3AIUN CBOWX COUMHEHMIl, a, OOoJbIIIed
4acThi0, COBEPIIEHHO KOHKpeTHas (M dYacro
cpouHasi!) HeOOXOMMMOCTh aTh COJMCTY WJIN
ancaMmO0JII0 Marepuas JJist MyOJmIHOTO MCTIO -
HeHus. Bpemenn s co3maHms HOBOTO TIPO-
M3BeJleHNSI KOMITO3UTOP He MMeJ — 1 TOT/ia He
OBLTIO IPYTOTO BHIXOJIa, KPOME CITeTTHOTO KOH-
CTPYNPOBAHUS TPAHCKPUIIIIUN KAKOTO-11100
cOOCTBEHHOTO, YiKe CYIeCTBYIONIEero CoYnmHe-
Hus. Jlpyroe meno — TpaHCKpPUNIMU YYKHIX
nbec.

B ocnoBe camoii ujen mepenoskeHus mpo-
M3BeJleHNIl, CO3aHHBIX B OpPUTUHAJE JIJIS T0-
J0ca, Xopa WJIN OPKeCTPa, Ha ONH KJIABUII-
HBIIl WHCTPYMEHT JIeKNAT CTPeMJIeHne CiesaTh

"' Published in London in four parts in 1710-1725. Re-
produced in volume 48 of the complete collection of
works by G. F. Héndel, edited by F. Chrysander.
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known. This motivating reason unites
such different phenomena in the history
of transcription as lute transcriptions of
the 16th century, works by J. S. Bach in
this area and, let us say, piano arrange-
ments by Franz Liszt and later masters of
the XIX-XX centuries.

Indeed, a piece of music that original-
ly requires a large ensemble of perform-
ers is made available to one performer,
thanks to the transcription for an all-
purpose keyboard instrument.

The cycle of Bach’s keyboard tran-
scriptions of concertos by the old masters
was published in the 1850s by the famous
German theorist Siegfried Dehn.

In the middle of the 19th century,
these Bach arrangements were regarded
as the “exercises” of the great master in
the new Italian concerto style, since An-
tonio Vivaldi was considered the only au-
thor of all the concertos. This opinion
was shared even by Johann Forkel — the
first biographer of J. S. Bach — as well as
Siegfried Dehn and Philipp Spitta after
him. This hypothesis, however, had to be
abandoned when it was discovered that
the works of other Italian and German
masters served as material for the Bach’s
transcriptions.

Whose works did J. S. Bach value so
much that he decided to make their key-
board transcriptions?

First of all, these are the concertos by
A. Vivaldi (1680-1743). There are six of
them in this collection: No. 1 — Concerto
grosso, op. III No. 7; No. 2 — Concerto
grosso, op. VII No. 2; No. 4 — Concerto
grosso, op. IV No. 6; No. 5 — Concerto
grosso, op. 111 No. 12; No. 7 — Concerto
grosso, op. III No. 3; No. 9 — Concerto
grosso, op. IV No. 1. Then, three concer-
tos by Prince Johann Ernst von Sachsen-
Weimar, who died at the age of nineteen
(1715) (J. S. Bach was in the service of
his uncle when he was in Weimar in
1708-1717): these are Nos. 11, 13 and
16 — from the collection published in
1718 by Georg Telemann and entitled
“Concerts a un Violon concertant, deux
Violons, un Taille, et Clavecin ou Basse
de Viole...” One concerto here represents
Benedetto Marcello (1686-1739) (No. 3):

ATy MY3BIKY CPABHUTENHHO JTETKO MCITOTHITMO
7 IMITPOKO PACTIPOCTPAHEHHOM. ITa ToOyRIa-
101(asg TpUYnHa oOLeANHAT TaKnme pasHbie
ABJCGHUA B UCTOPUN TPAHCKPUTITINN, KAK JIOT-
HeBble nepesoskennss X VI croserus, paborst
. C. baxa B aroit obnact u, ckaskem, gopre-
nuanusie 0bpaborkn Mepentia JIlncra n mosp-
ueiimux macrepoB XI1X-XX cromeruii.

B camom pesie, MmysbikasibHas mbeca, Tpe-
Oyrotiass B OpUrHHajie OOJLITOTO COCTaBA MC-
MOJTHUTE e, Oaarofaps TPAHCKPUTIINN IS
YHUBEPCATHHOTO KJIABUIITHOTO WHCTPYMEHTA,
JieJIaeTcst IOCTYHOM O{HOMY MCITOJTHUTEIIO.

[lukn 6GaxoBCKUX KJAABUPHBIX  TpaH-
CKPUTIIATT KOHIEPTOB CTAPBIX MAaCTePOB ObLLT
omybaMKOBaH B nmATHREecATHIX rogax XIX cro-
JeTUA WU3BECTHBIM HEMEIKUM TeOPeTUROM
Surgpugom [lerom.

B cepepune X1X Beka atu 6axoBcKue 00-
paboTKM paccMaTpUBAINChH KaK <«yIpaskie-
HUST» TeHUATBLHOTO MacTepa B HOBOM MTAJTbsIH-
CKOM KOHIIEPTHOM CTHJIe, TOCKOJbKY CUnTa-
JIOCh, UTO eIMHCTBEHHBIM aBTOPOM BCEX KOH-
1epros sBassercss Anronno Busaiban. Takoro
MHEHUST TTPUIePIKUBAJICSA elle TepBbiil O1o-
rpadg M. C. Baxa Woranu @opresnn, a mocie
wero 3urppug Jlen wu @Ouannn  Hlnwrra.
C oroit THMIIOTE30i TPUIILIOCH, OHAKO, pac-
CTaThCs, KOTa OOHAPYIKIIOCH, YTO Marepua-
JoM Jiist Tpanckpuninii baxa mocayskuin co-
YUHeHWSA U JPYTUX UTATbAHCKAX U HeMeIKIX
MacTepoB.

UbuMu ke  TPOM3BENCHUSMU  YBJICKCS
M. C. Bax HacTtoabKO, 4TO Pemimi cieaarh nx
TPAHCKPUIIITAN JIJIs KIaBupa?

[Tpesxme Bcero — 1o Komieprol A. Bu-
Basbau (1680-1743). Ux miecth B 9TOM CO-
opanumn: Noe 1 — Concerto grosso, cou. 111 Ne 7;
Ne 2 — Concerto grosso, cou. VII No 2; Ne 4 —
Concerto grosso, cou. IV Ne 6; Ne 5 — Concer-
to grosso, cou. IIT Ne 12; Noe 7 — Concerto
grosso, cou. I1I Ne 3; Ne 9 — Concerto grosso,
cou. IV Ne 1. 3arem Tpu KoHIepTa ymepiiero B
neBATHAAIATIIIETHEM Bo3pacre (17195) repiio-
ra WMoramma Ipucra ¢ou Carcen-Beiimap
(y ero msimm U. C. Bax cocrosan ma cay:rOe B
obiTHOCTH cBOIO B Beiimape B 1708—1717 rr.):
10 — NeNo 11, 13 u 16 — u3 cOopHmMKa, U3HaH-
woro B 1718 r. Tleoprom Tenemanom 1o
naszsanneM «Concerts a un Violon concertant,
deux Violons, un Taille, et Clavecin ou Basse
de Viole...». OnHuM KOHIlePTOM IIpeJicTaBlieH
3nech Dbenemerro Mapuemno  (1686—-1739)



Concerto for oboe and orchestra in the
original; and one — G. Telemann (1681-
1767) (No. 14): Concerto for violin and
orchestra in the original. The authorship
of five concertos (Nos. 6, 8, 10, 12, 15)
has not yet been exactly ascertained.

For what reason did J. S. Bach do
such a great work, creating sixteen con-
certo transcriptions (in addition, he tran-
scribed five concertos by A. Vivaldi and
Johann Ernst for organ)?

Apparently, such an expansion of
repertoire of both clavierists and organ-
ists was perfectly in spirit of musical
practice of the Bach era.

Indeed, a contemporary of J. S. Bach,
his friend and colleague in the city of
Weimar, Johann Gottfried Walther
(1684—1748) — the author of the famous
encyclopedic Dictionary of Music — also
was the author of a number of excellent
organ transcriptions of several violin
concertos by his contemporaries: Tomaso
Albinoni (1671-1750), G. Torelli (died
in 1708) and others. J. S. Bach became so
“into the taste” of the new concerto style
that he managed to part with it only by
creating his own clavier “Italian Concer-
to” (1735) — the crown of the entire fruit-
ful branch of this brilliant genre.

These transcriptions by J. S. Bach are
of considerable interest in many ways.

The pianistic concert practice of the
20th century was also influenced by the
vagaries of fashion. As far back as thirty
years ago, transcriptions were included
in the repertoire of most pianists, and the
Soviet musicologist A. Alshvang could
rightly write: “Bach’s organ works in
Busoni’s transcription are performed by
the overwhelming majority of pianists
around the world. It is safe to say that in
the 20th century these transcriptions
serve to popularize Bach’s work to a
greater extent than keyboard works of the
great composer, which are very often
supplanted by transcriptions.” !

The picture changed dramatically af-
ter the Second World War. They stopped
playing the transcriptions, which were

(Ne 3): B opurnmase — Hommepr pgsa robos ¢
oprecrpom — um omauM (Ne 14) T'. Teneman
(1681-1767): B opurmnaine — HRoumepr s
CKPUIIKU ¢ OPKeCTPOM. ABTOPCTBO TISITU KOH-
meproB (NeNe 6, 8, 10, 12, 15) — moka TouHo
He YCTaHOBJIEHO.

Jlst wero sxe Bce-tarkm M. C. Bax npouns-
BeJI TAKYI0 OOJIBITYI0 padoTy, CO3/IaB TIecTHA-
IIATh KOHIEPTHBIX TPAHCKPUNIMI (Kpome
TOTO, JIJIsI OpraHa MM TepesiosKeHbl MATh KOH-
neproB A. Busaabnu u Moranna dpucra)?

[To-Bummmomy, momoOHOE paciinpene
periepryapa # KJIaBUPHCTOB, W OPraHUCTOB
OBIJIO  COBEPIIEHHO B JIyXe MY3bIKaJIbHOI
HpPaRTUKN 0QXOBCKOI SIIOXH.

B camowm pene, cospemennur . C. bBaxa,
ero Jpyr u KoJulera 1o ropopy Beiimapy
Woraun 'ordpupn Banbrep (1684—-1748), aB-
TOP M3BECTHOTO AHIMKIOTeAndeckoro Mysbr-
KaJTbHOTO CJIOBaps, TaK/Ke SIBUJCS aBTOPOM
psifia TTPeKPaCHBIX OPTaHHBIX TPAHCKPUIIIIIIT
HECKOJTbRIX CKPUIMYHBIX KOHIEPTOB CBOMX
cospemenuuroB: Tomazo Anpburonn (1671—
1750), JI:x. Topennu (ymep B 1708 1.) u npy-
rux. M. C. Bax HacToNbKo BOIIET «BO BKYC»
HOBOTO KOHIIEPTHOTO CTWUJISI, YTO CYMeJ pac-
CTaThCs ¢ HUM, JUIIH CO3/[aB CBOI COOCTBEH-
HBIT RJIaBUPHBIN «VTanbaHCKRUIT KOHIEPT»
(1735) — BeHery Beelt TIOIOHOCHOI BETBU 3TO-
10 GJIMCTaTeIBHOTO JKaHpa.

Hacrosime tpanckpunmun M. C. baxa
MPeJICTABISAIOT cOOOT 3HAUNTETHHBIN MHTEPec
BO MHOTUX OTHOIIEHUSIX.

[TmanmcTmyeckas ROHIEPTHAS TTPAKTHKA
XX cromerumst Takyke IHe m3beskaza BO3Jell-
CTBUS Rampmu3oB Mobl. Eie tpujamars et To-
My Haszaj TPAHCKPUIINH BXOJNIN B perep-
Tyap OOJBITNHCTBA MUAHNCTOB, M COBETCKUII
MY3bIKOBe A. AJLIIBAHT MOT CITPABEJINBO
nucars: «Opramusie mpomssBesenus baxa B
TpAaHCKPUTIINN By30Hn MCHOMHAIOTCA TTO/IaB-
JAAIOMNM  OOJABIIIHCTBOM TNAHNCTOB  BCETO
mupa. MosKHO ¢ yBepeHHOCThIO cKa3aTh, 4TO B
XX Beke 9TH TepesosKeHns CIay;KaT MOIYJIs-
pusannu 6aXoBCKOTO TBOpYECTBA B OOJbLIIEN
CTeTeH !, YeM KJIaBUPHbLIE COUMHENS BeJIMKO-
r0 KOMIIO3WTOPa, OYeHbh YacTO BBITECHsIEMBble
TPAHCKPUIIIUAMEI» ',

[Tocne Bropoit MmupoBoii BOMHBI KapTuHa
pesko rnepemMeHuIach. TpaHCKPUIIIUE UTPATh

U'A. Alshvang. School of piano transcription by G. M.

Kogan. “Soviet Music”, 1938, No. 8, p. 90.

VA, Aapwanr. [Ikona Qoprenuantoii TpaHcKpumLnm
I'. M. Horana. «Cosercras mysnika», 1938, Ne 8, crp. 90.



expelled from the concert stage in the
name of “pure”, “original” Bach.

It is curious that this disdainful view
of performance of piano transcriptions of
organ and orchestral works by J. S. Bach,
quite widely-spread among pianists in
recent years (especially in the West), is
subject to devastating criticism from...
Bach himself. Indeed, these custodians of
“original” Bach, these puritans, who ter-
rifiedly reject the transcriptions by Bu-
soni, Liszt, Reger (in recent decades, in
the programs of foreign pianists there are
almost no such combinations as “Bach —
Busoni” or “Bach — Liszt”), are — accord-
ing to the French proverb — “more royal-
ists than the king himself.”

Using the orchestral works by his
[talian and German predecessors and
contemporaries and transcribing them for
keyboard, J. S. Bach did it with visible
pleasure, putting into transcriptions all
the amazing skill of harpsichordist and
organist. Concert significance of these
pieces is very big, and here J. S. Bach
acts as a direct predecessor of the 19th
century  enlightener-transcriptors -
F. Liszt, F. Busoni and others. Like
them, Bach strove to expand the reper-
toire of performers by introducing won-
derful works by various authors into eve-
ryday life. Creating keyboard and strictly
organ arrangements, Bach, by his exam-
ple, showed many contemporaries and
young musicians how one should do it
and what a great and useful school a pro-
cess of constructing a transcription is for
a composer and performer.

But besides the concert significance,
Bach undoubtedly had in mind the peda-
gogical importance of these arrange-
ments. The fact is that in the 18th centu-
ry there was no special instructive key-
board literature in the sense in which we
find it in the next 19th century in the
field of piano pedagogy.

Works by Bach and Handel, Rameau
and Couperin, Telemann and Krebs and
all the other masters of this era are excel-
lent, highly artistic examples intended
for concert practice and, at the same
time, first-class pedagogical material, on
which many generations of keyboardists

nepectan, OHM ObLINM M3THAHBI ¢ KOHIEPTHOT
ACTPAJIBI BO MMSI «UHCTOTO», «OPUTUHAIHHOTO»
baxa.

JI1060IBITHO, YTO TOT IOBOJBHO PACIIPO-
CTPAHEHHBIN Cpefy THAHWCTOB B HeAaBHUE
rojibl  (0coOeHHO Ha 3anajie) IpeHeOpesru-
TeJILHBII B3MVIsAJ Ha UciogHeHne goprernnan-
HBIX TPAHCKPUIIINIT OPTAHHBIX 1 OPKECTPOBBIX
counnenunii M. C. Baxa mnopsepraercss yHu-
YTOKAIOIEN KPUTUKE €O CTOPOHBI... CAMOTO
baxa. Ilouctune, sTm XpaHuTeln <«OPUTHU-
HasibHOTO» Dbaxa, T mypurane, B yyKace OT-
Bepraiomue Tpanckpuninuu bysonu, Jlumcra,
Perepa (B mocnepnme pnecAatuietusi B 1Ipo-
rpaMMax 3apyOesKHbIX ITHAHMCTOB IMOYTU He
BerpedaioTesi coueranus: « bax — Bysonn» nnn
«bax — Jlucr»), owraspiBawTCA — CIaemys
(ppaHIy3cKoil TOCTOBUIE — «DOJTBINE POSIN-
CTaMU’, YeM CaM KOPOJIb».

[Tonbaysich OpKECTPOBBIMEH TBOPEHUSAMHU
CBOMX WUTANbAHCKUX U HEMEIKUX TIpeJiie-
CTBOHHUKOB M COBPEMEHHUKOB U TIePEKJIAJbI-
Bast ux jns winasupa, M. C. Bax meman s1o ¢
BUIUMBIM YIOBOJIbCTBUEM, BRIAJILIBAS B TPAH-
CKPUIIIUU BCE WIYMUTENHHOE MAacTepCTBO
KJIaBecuHucTa u opranucra. Konreprroe 3Ha-
yeHMe HTUX TheC BeChbMa BeJIIMKO, W 3J1eCh
M. C. Bax BwicTymaer B pojii mMpsAMOro mpej-
IMECTBeHHNUKA  TPAHCKPHUIITOPORB-TTPOCBETUTE-
neit XIX cronetrust — @. Jlucra, ®. Byzonu u
npyrux. KRax m onm, Bax crpemuics paciinu-
puUTH perepryap MCHOJHUTENel, BBeJisi B 001-
XOJ, TIPeKPAcHbIe COYMHEHUS Pa3IUUHBIX aB-
topoB. Co3yaBast KIaBUPHBIE U YUCTO OpPraH-
Hble o0paborku, Bax cBoum mpumepom moKa-
3BIBAJI MHOTUM COBPEMEHHUKAM W MOJIOJBIM
MY3BIKAHTAM, KaK 3TO HAJ0 JeJaTh W KaKoi
0OJILIMTON M IOJEe3HON IMIKOJOH ABISACTCS IS
KOMTIO3UTOPA W MCIIOJHUTENST CAMBIH TTPOTIece
KOHCTPYUPOBAHUS TPAHCKPUTITAN.

Ho wpome wonrmepraoro smavenmns, bax
OeccTioOpHO UMeJl B BHJY W IeJarornyeckyio
Ba3KHOCTH 3TUX 00paborok. [leso B TOoM, 4TO B
XVIII crosernn He cyIiecTBOBAIO CleIuab-
HOW WHCTPYKTUBHONW KIABUPHON JTUTEPaTyphI
B TOM TOHUMAaHWH, B KAKOM MBI BCTpeUaeM ee B
caenyioniem XIX cromernm B cdepe dopre-
MUAHHON TeJJaTOTUK.

Counnenusi baxa u I'enpens;, Pamo u Ky-
nepena, Teremana u HpebGca m Bcex mpyrux
MacTepoB JIAHHOI ATIOXN — HTO B O{HO U TO JKe
BpeMsi TIPeKpPacHble BBICOKOXYIOKECTBEHHBIO
00pasiibl, TpefHa3HauYeHHbBIe JIJIsI KOHIePTHO-



were educated.

This situation is reflected, by the
way, in the title of many collections of
keyboard pieces, widespread in the 17th-
18th centuries: “Clavieriibung”.

Here the verb “iiben” — “to exercise”
— is interpreted not in the modern nar-
rowly technical sense, but in the high
sense of comprehending the utmost artis-
tic laws of mastery.

This collection and others like it are
conceived not at all as purely practical
technical exercises, but as a collection of
examples that presuppose an intensive
artistic growth of a performer, an educa-
tion of a master artist in him. Therefore,
“Clavieriibung” should be translated:
“the school of keyboard art”, and not “the
exercise for clavier”. This will be the ex-
act translation of the meaning, not a let-
ter of a term.

Already since the end of the 17th cen-
tury, similar collections of various pieces
have appeared. Let us call the “Neue Cla-
vieriibung” (in two parts, 1689, 1692) by
the predecessor of J. S. Bach in the posi-
tion of cantor at the St. Thomas Church
in Leipzig, Johann Kuhnau (1660-1722).
Also interesting is the two-part
“Clavieribung” collection (1746) by one
of the best students of J. S. Bach, the or-
ganist J. L.. Krebs (1713-1780).

The pieces that Bach included in the
four parts of his “Clavieriibung” are now
an indispensable part of concert reper-
toire of any serious Bach player: for a pi-
anist, these will be the Italian Concerto,
French Overture, Goldberg Variations,
etc.; for an organist — the big prelude and
fugue Es-dur and the choral arrange-
ments, which were later included in vol-
umes VI and VII of the complete edition
of organ works. But J. S. Bach, in addi-
tion to concert goals, set educational
tasks for young keyboardists (and not
only in artistic, but also in a special
technical sense), providing them with the
best examples of his — and not only his —
work; that is why (and this, perhaps, was
one of the main motivating reasons) Bach
was so eagerly and enthusiastically en-
gaged in creation of numerous various
transcriptions. Solving a variety of artic-

rO MY3UIUPOBAHUS 1, ¢ IPYTOI CTOPOHBI, TTep-
BOKJIACCHBIII TIearOTMuecKUil Marepumaj, Ha
KOTOPOM BOCHUTBIBAJINCH MHOTHE MOKOJEHUS
KJIABUPUCTOB.

Takoe T1o0MKEeHNE OTPAYKEHO, MEFKILY
npounM, B pacrpocrpaneniom B XVII-XVIII
CTOJIETUSIX HA3BAHUM MHOTUX COOPHUKOB KJIa-
BupHbIX 1bec: «Clavieriibung».

3nech rmaron «liben» — «ympaskuATHCS> —
TPaKTyeTcss He B  COBPEMEHHOM  Y3KO-
TEXHUYECKOM CMbICJE, & B BBICOKOM CMbICJIE
MOCTUIKEHWST BBICIITNX XY/IOKECTBEHHBIX 3aKO-
HOB MacTepcTBa.

JToT COOPHUK 1 eMy MOOOHBIe 3ayMaHbI
OTHIOJIb HE KaK cyrybo NpakTuvyecKie TeXHM!-
YecKme yrIpaskHeHUs, a Kak cobpamme odbpas-
I[OB, TPEJIOIAraloNinX MWHTEHCUBHBIN XYI0-
JKECTBEHHBIII POCT MCIIOJHUTE 5T, BOCHIUTAHIEe
B HeM  XymoskHuka-macrepa. lloaromy
«Clavieriibung» cinemyer nepesojauthb: «[llkomna
KJIABUPHOTO MCKYCCTBa», a He «yIlpaskHeHme
IJIST KAaBupa». 1o u Oyner TOUHBIM TepeBo-
TIOM CMBbICJIa, a He OYKBBI TEPMUHA.

Yixe ¢ korrma XVII croserus nmosasiastiores
nojobHble cobpannsa pas3judyHbiXx nbec. Hazo-
Bem «Neue Clavieriibung» (B aByx uwacrsax,
1689, 1692) npenmiecrsennura M. C. Baxa B
nomuoctn kaurtopa Tomac-kupxe B Jleitmiu-
re Moranna Rynay (1660—1722). Nurepecen
rakike u jByxdactueiii coopuuk «Clavier-
iibung» (1746) opmoro u3 Ny4nnx yueHUKOB
N. C. Baxa, opranucra W. JI. Kpebca (1713—
1780).

[Ibecwr, BRIIOUeHHBIe baxom B ueThipe ya-
cru cBoero «Clavieriibung», cocraBistior HbiHe
HeMpeMeHHYI0 9acTh KOHTIEPTHOTO perepryapa
BCAKOTO Cephe3Horo Oaxmera: s MHAHHCTa
aro Oynyr Uranbsuckuii konmepr, Opanirys-
cras yBepriopa, l'onbadepr-Bapuarnum u T. 1.;
IJIsT opranucra — OOJbIas mpeatofns u @yra
Es-dur u xopanbubie 00padboTKu, BOIIeAIINE B
paanmenmteMm B VI m VII roma moamoro msga-
nust opranubix counuaenuii. Ho M. C. bax,
KpoMe Tiesiell KOHT[ePTHBIX, CTaBUJ Mepeyi MO-
JOJBIMI  KJIABUPUCTAMU W 3aJa4M BOCIIHUTA-
TeJIbHbIe (M He TOTHLRO B XYJ0KECTBEHHOM, HO
1 B CIEMUATBHO-TEXHIYECKOM TLIaHe), TIPejio-
CTABJISIST UM JIydIline oOpasiibl CBOETO — W He
TOJABLKO CBOETO — TBOPYECTBA; BOT TMouYeMy (U
HTO, BO3MOKIIO, OLIJIa OMHOW M3 TIABHLIX I10-
OypurenbHbIX npuunn) Bax ¢ Takoil oxoroil n
YBJICUEHHOCTHIO 3aHUMAJICS CO3J[aHUeM MHO-
TOYMCACHHBIX Pa3HOOOPA3HBIX TPAHCKPUII-



ulatory, agogical, register and other
tasks, a young performer acquired a nec-
essary perfection of skill, working on the
material of high-class musical composi-
tions.

In those very rare cases when J. S.
Bach wanted to write a purely technical
exercise to develop this or that technical
skill — he called such a piece by the Latin
word Exercitium; such is, for example,
Pedal-Exercitium — a pedal organ study
for development of an organist’s foot
technique (published in volume IX of the
complete works for organ); and some-
times Bach limited himself to a title di-
rectly indicating the topic of the tech-
nical task for this exercise. Here one can
point to Applicatio C-dur — the exercise
for development of complex cases of fin-
gering (fingers passing over and under
each other on legato), written down in
the Notebook for Wilhelm Friedemann
Bach.

As we have seen, J. S. Bach chose a
number of concertos by the Italian and
German composers for his keyboard tran-
scriptions. Concerti grossi were one of
the main and favorite forms in the in-
strumental music of his time. Concerti
grossi were written for orchestra with
one, two or three soloists. The most char-
acteristic technique in the works of this
genre was a periodic alternation of full
orchestra episodes (tutti) with episodes
of solo character (solo), where solo in-
struments sounded. When transferring
the orchestral score to a keyboard in-
strument, a similar effect of contrasting a
sonority of the entire mass of the orches-
tra to an expressive playing of one or sev-
eral soloists could be achieved by con-
trasting alternation of manuals (key-
boards for hands on the harpsichord and
organ); in such cases J. S. Bach often re-
sorted to instructions “piano” and “forte”
in the scores of his transcriptions.

In clavier-organ compositions, the
word “forte” written by J. S. Bach in full,
indicates the composer’s requirement to
perform this episode on the lower (full-
sounding) manual of the harpsichord
(clavicembalo) or on the organ’s Haupt-
werk (this manual on the three-manual

nuii. Pasperas caMmble pa3imvHble apTURY-
JANMOHHBIE, arormvyeckine, pPeTUCTPOBbIE W
MHbIe 33/[aHNsT, MOJIOIOT UCIIOJIHUTEIb TPH00-
peraj, paboras Ha Marepuajie My3bIKaJlbHbIX
NPOU3BeIeHNIT BBICOKOTO Kiacca, HeoOXou-
MYIO OTTOYE€HHOCTh MacTepCcTBa.

B rex jke BecbMa peRUX cJydasx, KOTya
M. C. Bax xoren 3amnmucarh YNCTO TEXHUYECKOE
yHpaskHeHue Jijisi BbIpaboTKU TOTO MU WHOTO
TEXHUYECKOTO HABBIKA — OH HA3BIBAJ TOJ100-
HYI0 Ihecy JIATUHCKUM cJioBoM KExercitium;
TakoB, Hampumep, Pedal-Exercitium - me-
NaJbHbI OpraHHbINA JTION JIJiA PA3BUTHUSA TeX-
HUKI HOT OpraHucra (omyoJnKOBaHHBIN B TO-
me X mosHOro cobpanusi COUMHEHUI JTIsT Op-
rana); maorga ske bax orpanmumBalics 3a-
TOJIOBKOM, TIPSIMO YKa3bIBAIOIMM Ha TeMy
TeXHUUYECKOTO 33/]JaHNs IAaHHOTO YIPayKHeHUS.
3nech MoykHO yKasarh Ha Applicatio C-dur —
yHpaskHeHue JIJIsi PAa3BUTHUS CJIOKHBIX CIyYaeB
aNMIMKATYPhl  (TIOAKIAbIBAHIE W Teperya-
IbIBaHMe TanbleB Ha legato), 3ammcanHbIX B
Horuoit rterpagm  Buabsrenbma @Ppupemana
baxa.

Rax mbr yske supenu, M. C. Bax Bwiopan
VIS CBOMX KJIABUPHBIX TePesosReHmil  Psj
KOHTIEPTOB MTAJTbAHCKNX W HEMeI[KIX KOMIIO-
3UTOPOB. B MHCTpYMEHTaAbHON MY3BbIKE ero
Bpemenu Concerti grossi siBIsAANCH OHOU 13
OCHOBHBIX 1 u3mo0ireHHbXx gopm. Concerti
grossi nmucannch JJisi OpKecTpa n OJHOTO, IBYX
nan tpex coxncroB. Hambomee xaparTepHBIM
pPUeMOM B ITPOM3BeJIeHUSAX ITOTO sKaHpa ObLIO0
nepuoimieckoe yepeoBanie dIIM30/I0B 00IIe-
oprecTpoBHIX (tutti) ¢ dmmM3omaMU COJHLHOTO
xapakrepa (solo), Tme 3Bydasm coaupyromniume
nncrpymentsl. [lpn mepemecennn oprectpo-
BOIl TapTUTYPHl Ha KJIABUIIHBI WHCTPYMEHT
mooOHbIT  3PPerT  NPOTHBOTIOCTABIEHMS
3BYYHOCTH Bcell Macchl OpKecTpa BBIpas3u-
TeJAbHON WTpe OfHOTO WIN HeCKOJTLKNX COJM-
CTOB MOT JIOCTHTATLCS KOHTPACTHBIM UYepeso-
BaHmeM MaHyasloB (KJIaBUATyp s PYR Ha
yeM0aJI0 M Ha oprame); B HOTHOM TEKCTe CBONX
rpanckpunnuii M. C. Bax yacro npuberan B
HOMOOHBIX CIydasgX K yKazammsaM: piano u
forte.

B kaaBUpHO-OPraHHbIX COUMHEHUAX CJIO-
Bo forte, mammcammoe WM. C. Baxom moxamo-
CTHI0, YKa3bIBaeT Ha TPEOOBaHIE KOMITO3UTOPA
MCIIOTHATL JAHHBIN DTN30]] HA HUKHEM (T10JI-
HO3BYYHOM) MaHyaJie KJIaBecnHa (RIaBUUYEM-
oamo) nam ma Hauptwerk’e oprame (ator ma-



organs of the Baroque era could have
been the first, counting from below, or
the second). Accordingly, the word piano,
written out in full, indicated that a harp-
sichordist should switch to the upper
(quieter) manual of the harpsichord, and
the organist — to Oberwerk, Brustwerk or
Riickpositiv (these are the names of or-
gan manuals weaker in sound than
Hauptwerk). Forte and piano — the oppo-
sition of sonorities of different manuals
on the cembalo and organ, as well as tutti
and solo in 18th century orchestral piec-
es — should not be understood as a primi-
tive indication of “quiet” and “loud”
playing. The registers assigned to each
manual of the musical instrument consti-
tute in total a special ensemble and can
be used by a keyboardist either one by
one, or in separate combinations, or, fi-
nally, all together. Therefore, sometimes,
if all the registers are turned on, sonority
of a “quiet” manual may seem louder
than the sound of a “loud” manual, if on-
ly one or two of its registers are turned
on. These manuals received their charac-
teristics — forte and piano — on the condi-
tion of comparing sonority of the entire
ensemble of registers of both keyboards.
Therefore, a pianist, playing Bach’s tran-
scriptions, provided with such instruc-
tions, is free to determine a degree of dy-
namic contrast basing on the free flight
of his imagination, drawing for him one
or another possible and appropriate reg-
istration of a given episode. Certainly,
the beloved in orchestral and instrumen-
tal music of the era “echo” effect — a rep-
etition of a musical phrase at a different
dynamic level that creates an illusion
of distance — and thus, a sound perspec-
tive — should be applied in the appropri-
ate places with sufficient vividness.

In the composer’s practice of J. S.
Bach, we find the use of the term “cla-
vier” in two meanings: both as a collec-
tive name for all keyboard instruments,
including the organ (which, in general, is
characteristic for the 16—-18th centuries),
and as a designation exclusively for the
group of keyboard-string instruments.

The broad understanding of the word
“clavier” as the universality of keyboard

HyaJsl Ha TPeXMaHyaJ bHBIX OpraHax sMmoxu Oa-
POKKO MOT OBbITh TePBBIM, CUUTAs CHUBY, WK
BTOpbiM). COOTBETCTBEHHO, CJIOBO Piano, BbI-
NUCAHHOe TIOJHOCThIO, YKa3bIBAJIO HA TO, YTO
KJIaBeCUHUCTY HAJIJIesKUT IepeiiTi Ha BepXHU
(bostee TXMIT) MaHyaad KIaBecHHa, a OPraHu-
cry — w#a Oberwerk, Brustwerk wumm
Riickpositiv (takoBbl HazBamus Oomee caadbIX
o 3pyuanuto, uem Hauptwerk manyasnos op-
rana). Forte m piano — mpormBomnocraBieHmne
3BYYHOCTEIl Pa3HBIX MaHYyaJIOB Ha yemMbano u
oprame, Takyke Kark u tutti m solo B op-
KectpoBbix Tmibecax XVIII cronetuss — He
MOJRHBI TOHUMATHCSI KaK MPUMUTHBHOE YKa-
3aHMe Ha «TUXYIO» U «IPOMKY0» urpy. Pern-
CTPBI, NMPUIAHHBIE KAKRIOMY MaHyanay yemOa-
JI0, COCTABJISIIOT B COBOKYITHOCTH OCOObBIl aH-
caM0Jib 1 MOTYT OBITh MCIOJb30BAHBI KIABU-
pucToM nubo 1moovepesHo, JUOO B OTIEIbHBIX
couetanusx, nubo, HarkoHer, Bce Bmecre. llo-
ATOMY WHOTIA HA <«THXOM» MaHyase, ecln
BRJIIOUEHBI BCE PErUCTPHI, 3BYYHOCTH MOKET
MOKA3aThCA IPoOMYe, YeM 3ByUaHUe «TPOMKO-
ro» MaHyasja, ecjii Ha HeM BKJIIOUEeH BCETo
oauu wiu jBa perucrpa. CBOIO Xapakrepu-
ctury — forte m piano — a1 MaHyasbl MOJTy-
YUJN PH YCJTOBUH CPABHEHUS 3BYUHOCTH BCe-
ro ancam0/s perucTpoB M TOM, M APYTrON Kia-
Buatypbl. llosromy numanmer, urpas 6axoB-
CKUe TPAHCKPUIIINY, CHAOKEHHbIe TTO00HBI-
MU YKa3aHWUSAMU, BOJEH OIPEEJsATH CTeleHb
MMHAMUYECKOTO KOHTpacTa, WCXO[s U3 CBO-
OOJIHOTO TIOJIeTA CBOEro BOOOpasKeHUS, PUCY-
IOI[ero0  eMy Ty W WHYI0O BO3MOMKHYIO U
YMECTHYIO PEeTHCTPOBKY JAHHOTO HIU30Ja.
Roneuno, no6uMBITT B OpPKECTPOBOW W WH-
CTPYMEHTAILHON MY3bIKe 3110oX" 3P PERT «aX0»
— TIOBTOpeHWe MY3LIKaIbHOW (pasbl Ha APY-
TOM JIMHAMUYECKOM YPOBHE, CO3JaioIeM WUJ-
J03UT0 OTHATEHHOCTH, & TeM CAMBIM — 3BYKO-
BOI TEPCIEKTUBDI, — IOJYREH OBITH MPUMeHeH
B COOTBETCTBYIOIIUX MECTAX JOCTATOYHO Pesh-
ewo.

B rommnosuropcroii npaktuke V. C. Baxa
MBI BCTpedaeM MpHMeHeHWe TepMUHA <«KJIa-
BUP» B IBYX 3HAUEHUSAX: U KaK codnparenbHoe
HazBaHmWe I BCeX KIABUIMTHBIX MHCTPYMEH-
TOB, BRJIIOYAs W opran (4To, BOOOIIE, Xapak-
repro s XVI-XVIII cronerwit), m kax 0060-
3HAUYEHNEe MCKIIOYNTeNHHO TPYIIbl KIABUII-
HO-CTPYHHBIX MHCTPYMEHTOR.

[Muporoe moHMMaHWe CJIOBA <«KIABHP»,
KaKk BCEOONHOCTH KJIABUITHBIX MY3bIKaIbHBIX



musical instruments is most vividly illus-
trated by J. S. Bach’s famous “Cla-
vieribung” collections (four parts), pub-
lished during his lifetime, where the
third part consists mainly of organ piec-
es, among which there are, however, four
“duets”, whose harpsichord-clavichord
nature is beyond doubt.

From the second half of the 16th cen-
tury, a remark “for organ or harpsichord”
was very common on the covers of key-
board pieces. Let us recall, for example,
“Canzoni alla francese” by Andrea Gabri-
eli (1510-1586), many works by Giro-
lamo Frescobaldi (1583-1643), fugues
and concertos by G. F. Handel. Examples
can be multiplied indefinitely. Though
J. S. Bach did not use this remark, it was
often implied. The term “manualiter”,
found in most manuscripts of Bach’s
keyboard toccatas, completely for noth-
ing throws some researchers into confu-
sion (see G. Keller. Foreword to his edi-
tion of keyboard Toccatas by J. S. Bach):
this indication, which Bach really used
only in compositions for organ (it means
that this place should be played on organ
manuals, without the use of a foot, pedal
keyboard), only proves that keyboard
toccatas were often performed by the au-
thor on the organ as well — and this op-
portunity is also provided by the compos-
er to all lovers of his music!

The existing tradition of leaving the
choice to the performer of keyboard com-
positions — whether to play a given piece
on the cembalo (clavicembalo), on the
clavichord, on the spinet, on the harpsi-
chord, on the organ or (somewhat later)
on the piano — was reflected, for example,
in the title of one of the earliest editions
of J. S. Bach’s “Well-Tempered Clavier”.
On the title page of this volume, sold in a
Moscow music store in 1794, we read:
“...Bach (Jean Sebastian) 24 preludes et
24 fugues... pour le Clavecin, L’Orgue, ou
le Fortepiano...” (“...Bach (Johann Se-
bastian) 24 preludes and 24 fugues... for
harpsichord, organ or piano...”

This document is of greal interest as
it refers to one of the earliest editions of
one of the volumes of "The Well-
Tempered Clavier". But in addition, the
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MHCTPYMEHTOB, Haubojee spKO WJLITIOCTPUPY-
ercst y V. C. Baxa ero 3HaMe@HUTHIMU, BBIIIE]-
mumMu  1pu sku3Hn  coopuukamu  «Clavier-
tibung» (4erbipe yactu), rjie TpeThs YACTh CO-
CTOUT, I''IaBHBIM O6p330M, "3 OpraHHbIX IIbec,
Cpeim KOTOPBIX BCTPEUAIOTCsI, OJ[HAKO, YeThipe
«IyaTa», Ubsl  RJIABECUHHO-KJIABUROPIHAs
NPUPOJIa He BhI3bIBaeT COMHEHMII.

Co Bropoii nmonoBuubl XVI cronernii pe-
MapKa: «IJisg opraHa mim uyemMOaso» Oblaa
OYeHb pacipocTpaHeHa Ha 0OJOYKKAX KIaBUP-
HbIX nbhec. Bemomumm, nanpumep, «Canzoni
alla francese» Amnnmpea [labpuwenn (1510—
1586), wmmHorme coumnenus Jlxmupomsamo
Opecrobanban (1583-1643), pyru n koHIep-
o1 . @. Tenmens (1685-1759). Ilpumepn
MO}KHO  YMHOKaTh [0  OECKOHEYHOCTH.
WM. C. Baxowm sta pemapKa XoTs U He MTPUMeHs -
Jach, HO HepeIKo mojppasymenanach. Berpe-
YAIOINIICA B OOTBINNHCTBE PYKOTICeI HaxoB-

CRUX KJIaBUPHBIX TOKKAT TepMUH
«manualiter» coBepiienHo HanpacHo MOBep-
raeT B HeJOyMeHUe HEKOTOPBIX Hccle-

nosaresieit (cum. I'. Kemep. Ilpenucnosue K ero
penaxiuu Torkar M. C. Baxa pns knasupa);
ATO yKazanue, KotopbhiM bax moabsoBanics
MeNCTBUTENLHO TOJILKO B COUMHEHUSAX [ Op-
raHa (OHO O3HAYAET, YTO UTPATh AHHOE MECTO
caeflyeT Ha MaHyajaax opraHa, 0e3 mpumeHe-
HIST HOYKHOUM, TTeJlaIbHOT KIaBUATYPHI), IOKa-
3BIBAET TOJILKO, UTO KJIABUPHBIE TOKKATHI UC-
MOJIHSAJNCH aBTOPOM HEPeKo W Ha OpraHe —
M HTa BO3MOKHOCTH TTPE0CTaBIEHA KOMIIO3M-
TOPOM U BCEM JIIOOUTENISIM ero My3biKu!

CyrmecTBoBaBIass TPAMIAS  OCTABIATH
MpaBo BBIOOPA MCTOJHUTENTO RIABUPHBIX CO-
YUHEHWH — ¢hITPaTh JIM JJAHHYIO TIhecy Ha KJa-
BecwHe (KiaBmueMbasio), Ha RIABUROpP/E, Ha
crnmHeTe, HA raprcuxopye, Ha oprane unn (He-
CROJIBKO TO033Ke) Ha oprernmano — OTpasu-
Jlach, HATTPUMeEp, B 3aIJIABUN OJJHOTO M3 CAMBIX
paHHUX U3AaHUN « XOPOIIO TeMIIePUpPOBAHHO-
ro wiaasupa» M. C. baxa. Ha turysiabaom nucre
ATOTO TOMA, ITPOJIABABIIETOCS B MOCKOBCKOI
My3bIKaJIbHOI JaBke B 1794 romy, umraem:
«...Bach (Jean Sebastian) 24 preludes et
24 fugues... pour le Clavecin, L’Orgue, ou le
Fortepiano...» («...bax (Moramn Cebacrmamn)
24 npemogun u 24 Qyru... AAs KiaBecwHa,
oprana win (hopTernuano...»

Jlanublii TOKYMEHT TIpeficraBsier co0O0il
OOJLITON WHTEpec, MOCKOALKY pedh B HeM
nmer 06 OHOM M3 CAMBIX PAHHNX M3TAHUT Of-



indication “for harpsichord, organ or pi-
ano” on the title page is of particular im-
portance. At least four conclusions follow
from this fact: first, this remark means
that a performance of clavichord-
harpsichord pieces on the piano was al-
ready quite common by that time; second,
that piano became a full-fledged member
of a family called the collective name
“clavier instruments”; third, that a per-
formance of clavier compositions on the
organ ad libitum was common for the
considered era; finally, fourth, how close
the community between all keyboard in-
struments was .

Whatever the disputes between Bach
scholars, for which keyboard instrument
the French Suites or Inventions, the Ital-
ian Concerto or the Partitas were written,
only one thing is unquestionable: all
keyboard compositions by J. S. Bach were
written not for piano. And, generally
speaking, any performance of a Bach’s
keyboard piece on a modern piano is al-
ready a transcription, no matter how we
adhere to the author’s musical notation.
A sound outfit in which a performer can
“dress” the same Italian Concerto, play-
ing it on a two-manual cembalo or on a
modern concert “Steinway” will be com-
pletely different, especially in timbre and
dynamic relations, no matter how much a
pianist tries to bring his sound closer to
the characteristic “rattling” sound of the
harpsichord.

One has to accept this and not close
his eyes from tender emotion, listening to
a pianist, who pressed the left pedal for
the entire piece, resolutely took his foot
off the right pedal, playing the barely au-
dible pianissimo using two or three “ter-
race-like” dynamic oppositions. Any pia-
nist who is practically familiar with the
cembalo will say that all this is not at all
like the harpsichord sound, which (on the
concert cembalo) is very impressive in
power, always shrouded in a slightly
“humming cloud” due to the lack of
dampers and — thanks to the skillful

HOTO M3 TOMOB «XOPOII0 TeMIIEPUPOBAHHOTO
rkiasupa». Ho kpome toro, ocoboe 3HaueHme
nMeeT yRazamme Ha TUTYALHOM JUCTe <«
KIaBecuHa, oprana uianm Qoprenumano». M3
aTOrO (haKTa BBITERAIOT, 110 KpailHeill Mepe, ye-
ThIpe BBIBOJIA: BO-TIEPBBIX, HTA peMapKa o3Ha-
YaeT, UTO MCIOJTHEeHNEe HA (POPTENAHO KIABM-
KOP/IHO-KJIaBECUHHBIX 1TheC K TOMY BpeMeHNn
OBLIIO yJKe BIIOJIHE OOBIYHBIM SABICHUEM, BO-
BTOPBIX, — 4TO (DOPTEINAHO CTATIO TIOJHOMPAB-
HBIM UYJIEHOM CeMeliCcTBA, MMEHYIOIEeToCs CcO-
OMpaTeNbHBIM Ha3BAHMEM <«KJIABUPHbLIE WH-
CTPYMEHTHI», B-TPETLUX, YTO HMCTOJHEHe
KIaBUpHBIX counnenunii ad libitum m na op-
rafne — ObITO OOBIYHBIM JIJIAA PACCMATPUBAEMOIT
DIIOXW, HAKOHEI[, B-4eTBEPTHIX, — KaK TecHa
OblIa OOTITHOCTDL MEKY BCEMU KJIABHUITTHBIMU
HHCTPyMeHTaMu ',

Rakue Obl Hu BeuCh CTIIOPHI MEMKY WMC-
caeloBaTensaMu-6axoBeaMm, Ji Kakoro us3
KJIABUITHBIX WHCTPYMeHTOB Hanucanbl Opan-
imysckue ciontol wian Wusenruu, Wranbsn-
ckuii koumepr wiam llapruter — 6eccropho
JUTIL  OfHO: BCEe KJIABUPHBIE COUMHOHUS
M. C. Baxa manucanbl He s Qoprennano.
N, B cymnoctn, gi060e ucnonHeHne RIaBUP-
HOUl Tibechl Baxa Ha coBpementom Qoprernna-
HO eCTh yyKe TPAHCKPHUIIIHUSA, KaK ObI Mbl TOUHO
He MPUJEPKUBATUCH ABTOPCKOW HOTHOM 3aITi-
ci. 3BYKOBOU HAPSA/, B KOTOPBIN HCTIOJTHUTEb
MOSKET «0fieTh» TOT ke MTtambsanckuii KoHIepT,
urpast ero Ha JABYXMaHYyaJbHOM ueM0ano muian
JKe Ha COBPEMEHHOM KOHIIePTHOM «Stein-
way» — OyjeT coBepIIeHHO pPas3jinueH, 0coOOeH-
HO B TeMOPOBOM ¥ TUHAMUYECKOM OTHOIITEHN-
AX, CKOJTbRO OBl MIAHNCT HU TBITAJICS TPUOIT-
3UTHh CBOIO 3BYYHOCTH K XapaKTepHOMY «Opsi-
MAIOTIEeMy» 3BYUYaHITO RIaBECHHA.

C »TUM HAJIO CMUPUTHCA W HEe 3aKPHIBATH
rjaza  oT  yMUWJIEHWs, CJOyIias THaHucra,
HasRaBIEr0 HA BCIO MHECY JEBYIO Mealb, pe-
MATETLHO CHSBINETO HOTY ¢ TTPaBOil IMeau,
UTpaToIero Ha elle CIBIITHOM pianissimo c
MpuMeHeHHeM JIBYX-TPeX «TeppacoodpasHbIx»
MUHAMUYECKUX TIPOTUBOMOCTaBIeHMit. Bes-
KU THAHUCT, 3HAROMBIT MTPAKTUYECKH ¢ YeM-
0as0, CRasKeT, 4T0 Bce HTO HUYYTh He MOXO0Ke
Ha KJIaBeCUHHOe 3ByYaHme, KOTopoe (Ha KOH-
MEepPTHLIX YeM0asio) BechMa BHYIIHUTENHHO TI0

" Announcements for sale of the Bach’s collection were
placed in the newspaper “Moskovskie vedomosti” twice
in 1794: “Different izvestia” of No. 16, February 23, p.
389; of No. 66, August 19, p. 1309.

! O6wasrenns o mpogake GaXOBCKOTO COOPHEKA OBLLII
nmomerensl B rasere «MockosBckue Begomoctu» 3a 1794
roj iBasKbl: « Pasmbie uzBectusi» ® No 16 or 23 despass,
crp. 389; k Ne 66 or 19 asrycra, crp. 1309.



change of manuals and registers — capa-
ble not only of oppositions, but also of
rather subtle dynamic transitions.

It is known that those examples of pi-
ano that J. S. Bach had an opportunity to
see and try, he definitely did not like.
These, indeed, were crude and imperfect
instruments that could not be compared
with clavichord and harpsichord, which
then reached their zenith. In any case,
Bach did not feel the future in the con-
temporary piano instruments and simply
turned his back on them. It is quite pos-
sible that the brilliant imagination of the
great cantor dreamed of an “instrument
of the future” that would combine the
subtlety and exquisite expressiveness of a
clavichord, the ringing silvery of a harp-
sichord and the power and dynamic varie-
ty of an organ...

It is also quite possible that a modern
piano would meet these requirements of
J. S. Bach himself. The famous biog-
rapher of the composer F. Spitta writes
about this, followed by J. Milstein '

However, we, unlike the above-
mentioned researchers, will not delve in-
to the area of surmises and assumptions.
A proven fact is the tradition of perfor-
mance that arose after the death of J. S.
Bach and handed the piano, which by
that time had become a magnificent in-
strument, the palm among all keyboard
instruments, on which the works of the
great composer, written for clavier, have
since been played.

But, sometimes, Bach did not want to
leave a performer with the right to choose
one or another keyboard instrument, but
deliberately addressed his pieces to the
keyboard-string group. We are faced with
such a case when opening this collection
of transcriptions.

We are convinced of this conclusion
by the fact that sixteen keyboard concer-
tos were combined in one cycle, and four
organ concertos in the other, to which the
fifth, previously attributed to Wilhelm
Friedemann Bach, was added relatively
recently. Transcriptions, made by J. S.

MOIIM, M3-3a OTCYTCTBUsI JeMI(epoB Bcerma
OKYTaHO CJIeTKa «TYJSANINM 00JakoM», 1, OJ1a-
rojiapst yMeJioii cMeHe MaHyaJioB 1 Perucrpos,
CIIOCOOHO He TOJbKO K ITPOTUBOIIOCTABIEHUSIM,
HO M K JIOBOJBbHO TOHKUM JIMHAMUYECKUM I1e-
pexojiam.

N3Bectro, uto e 06pasipl (poprennarno,
rkoropeie M. C. Bax nmes BO3MOKHOCTH BUIEThH
1 011 pobOBaTh, €MY OIIPeJieJIeHHO He TIOHPaBU-
JAUCh. IJTO, JIeCTBUTETLHO, ObLIN TpyOble U
HECOBepIIeHHbIe MHCTPYMEHTBI, KOTOpbie He
MOIJIM WJTH HU B KaKOe CPaBHEHUE ¢ TOCTHT-
NIMMU TOTJ[A CBOETO 3eHUTA KJIABUKOPJAMU U
KiaBecunamu. Bo Besikom ciyuae, B coBpe-
MEHHBbIX eMy (opTenaHHbIX WHCTPYMeHTaX
bax ne mouyBcTBOBasM OyAyIEro u mompocty
OTBepHYJICsI OT HUX. BrogHe Bo3MojkHO, 4TO
reHHaJIbHON (paHTa3UM BEJMKOrO KaHTOpa u
MepeNuics <«MHCTPYMEeHT OyayIiero», KOTO-
pBIiT coeimHs ObI TOHKOCTh W M3bICKAHHYIO
BBIPA3UTEIbHOCTh KJIABUKOP/IOB, 3BOHKYIO ce-
peOpucTocTh 4eM0OaI0 ¢ MOIILIO U JIMHAMIYe-
CKIM pazHooOpasmeM oprasa...

BriostHe BO3MOKHO TaK:;Ke, 4TO COBpeMeH-
Hoe ¢oprenmano oTBeTns0 ObI ATUM TpebdoBa-
nusim M. C. Baxa. O6 atom iyt n3BecTHbIi
ouorpad rommosuropa @. I[llmurra, a 3a HuM
u S Musibmireiin '

OmHaro MBI, B OTJIMYME OT YIHOMSHYTBHIX
uccaeoBaresieil, ne oymnem yrayonsarbes B 00-
JacTh JOTAJIOK ! TpearnonroKennii. Jlokasan-
HBIM (DAKTOM SIBJISIETCS TPAIAUINAS MCIIOTHE-
HUs, Bo3HUKINasA yske nocae cmeptu M. C. Ba-
Xa " BpyumBINas oprenmaHo, cTaBiIieMy K
TOMY BPeMEeHMT BeJNKOJIITTHBIM HHCTPYMEHTOM,
HajJbMy HepBeHCTBA Cpel BCeX KIaBHUITHBIX
MHCTPYMEHTOB, Ha KOTOPBIX ¢ TeX MOp 3BYydYar
MPON3BeeHNs BEJIMKOTO KOMITO3UTOPA, HATIN-
Cammble [T KIaBUpa.

Ho, nrorga, Bax me xores ocTaBifATh 3a
NCIOJIHNUTeIeM IpaBa BEIOOpPA TOTO MW WHOTO
KJIABUIIHOTO WHCTPYMEHTa, a CO3HaTeIbHO
ajipecoBas CBOM Thechl MMEHHO KJIABUIIHO-
crpynnoii rpynie. G TakuM cIydaeM MBI CTas-
KIBaeMcs, OTKPBIBasi AAHHBIN COOPHUK TpaH-
CKPUTIITIH.

B srom BBIBOfe mac ybeskmaer dakrr co-
eIHEeHNsI B OfMH MK TIECTHAIATH KJa-
BUPHBIX KOHIEPTOB, M B JPYrOil — dYeThIpex
OPraHHBIX KOHIEPTOB, K KOTOPHIM CpPaBHU-

. Milstein. The Well-Tempered Clavier by J. S. Bach
and the specifics of its performance. Moscow, 1967,
p- 96.

"A. Muasireitn. Xopomo TeMiepupoBamibiii KIaBIp
. C. baxa n ocobenmocrn ero ucrnonanennst. M., 1967,
crp. 26.
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Bach for organ, are written down by him
in a triple-staff presentation (with a sep-
arate staff for the pedal part played on
the foot keyboard); in some places the
names of organ registers and manuals are
indicated. Moreover, a transcription of
concerto G-dur by Johann Ernst von
Sachsen-Weimar (No. 1 among the set of
organ transcriptions by J. S. Bach in
Volume VIII of his organ works) exists in
two author’s versions: for organ and for
keyboard-string instruments (the clavier
itself). A comparison of similar passages
in these two arrangements gives a very
illustrative picture of the transcriptor’s
different approach to the use of sound
qualities of the organ and harpsichord.

Bach returned twice to the first
movement of Johann Ernst von Sachsen-
Weimar’s concerto (No. 13 in this collec-
tion); in the first version, the composer
transcribed it for organ (and wrote it
down in a triple-staff presentation, usual
for organ). In this form, this arrange-
ment was included in volume VIII of the
complete collection of organ works by
J. S. Bach as No. 4 in a set of organ con-
certos. After that, J. S. Bach returned to
the original and transcribed all three
movements for keyboard-string instru-
ments.

According to the witty expression of
A. Schnabel, musicians of the romantic
school considered the great J. S. Bach
“either as a cathedral or as an inkwell.”
Indeed, a desire to interpret all of Bach’s
music and the music of his contemporar-
ies based on the massive and multi-
layered organ sounding, often gave rise
to such interpretations that are far from
the genuine Bach style, such as, for ex-
ample, the Egon Petri’s edition of the
“French Suites”, where the transparent,
delicate, clavichord texture of charming
dances completely disappeared under the
weight of numerous heavy doublings,
added chords, abundantly applied pedal,
etc. On the other hand, the academically
restrained, objectively dispassionate
manner of performing the works by J. S.
Bach and, in general, composers of the
XVII-XVIII centuries was quiet wide-
spread.

13

TeJILHO HeTaBHO MPUCOEMHUICH TATHI, pa-
Hee mpunuckiBasmniics Bunbreibmy Dpu-
nemany baxy. Tpanckpuriuu, crejaHHbie
M. C. Baxom pis oprama, 3anmucanbl UM B
TPEXCTPOUYHOM  UM3JOKeHuu (€ OTeJIbHOI
CTPOKOU [JIsi TefaJibHOU TapTum, UCIOJ-
HSOIEICS Ha HOMKHOU KJIaBuarype); Koe-Tje
yKa3aHbl Ha3BaHUs OPraHHBIX PErUCTPOB U
MaHyasoB. BosbIie Toro, TpaHCKPUIIIUA KOH-
mepra Moranna Ipucra gpon Carcen-Beiimap
G-dur (Ne 1 cpemm cepum OpraHHBIX TpaH-
cxpurnimii U. C. baxa B rome VIII ero opram-
HbIX COYMHEHMIl) CYIecTBYeT B JIBYX aBTOp-
CKUX BapuaHTax: JIJisi opraHa u s KJIaBUII-
HO-CTPYHHBIX ~ MHCTPYMEHTOB  (COOCTBEHHO
knasupa). CpaBHeHme aHATOTUUYHBIX MECT B
ATUX JIBYX 00paboTKaXx /laeT 0OueHb MOYUNTeh-
HYI0 KapTUHY PpPasandyHOTO IOJX0/la TpaH-
CKPUITOpPa K HMCIOIb30BAHNIO 3BYKOBBIX Ka-
YecTB Oprata m KJIaBecuHa.

R nepsoit vactu kourepra Moranna 9pu-
cra gpon Carcen-Beiimap (N 13 B aTOM cHOp-
nuke) bax Bospparmaics ABajKAbI; B MePBOM
BapuanTe KOMIIO3UTOP MePeOKII ee sl Op-
rama (1 3ammucan B TPeXCTPOTHOM M3I03KeHNT,
obbIYHOM JiIs1 oprana). B takom Buje sra 00-
paborka Bomia B VIII Tom mosoro cobpamnus
opranubix counnennit M. C. Baxa mop Ne 4 B
cepun oprauubix Koumepron. [lorom U. C. bax
BEPHYJICS K OPUTHHAIY U CJesial TPaHCKPUII-
U0 YKe BCeX TpexX vacTeil I KJIaBUIIHO-
CTPYHHBIX HHCTPYMEHTOB.

[To ocrpoymnomy Beipaskenuio A. lllnade-
Jist, MY3BIKAHTBI POMAHTHYECKOTO HAIlpaBJe-
nus paccemarpuBasu Beiaukoro M. C. baxa
«mb0 Kar KadenpanbHblii cobop, AMO0 KAk
YepHWIbHUITY». [leificTBuTeIbHO, cTpemienue
BCIO DAXOBCKYIO MY3bIKY U MY3BIKY €r0 COBpe-
MEHHUKOB TPAKTOBATH, NCXOJISI 13 MACCUBHOTO
M MHOTOCJOWHOTO OPTaHHOTO 3BYYaHUs, T10-
POJKIIATIO HEePEeKO TaKue Jajekne OT MOJIIH-
HOTO 0AaxOBCKOTO CTUJIsSI TOJTKOBAHUSA, Kak,
narnpumep, pepaxiumio Jrona llerpu «Dpan-
IY3CKUX CIOUT», TJe Ipo3padHas, askypHas,
KIaBUKopAaHas  akrtypa  0dapoBaTeNbHBIX
TAHIEB COBEPINEHHO WucYe3aqa IMoj] TPy30M
MHOTOYNCJICHHBIX TSKEIBIX YABOCHUI, TPU-
OGaBJIEHHBIX AKKOPOB, OOMILHO MPOCTABICH-
Hoit negasu u 1. . G 1pyroit cTOpoHbI BechMa
pacrpocTpaHeHa OblIa aKaJeMUvYecKn Ccliep-
sRamHasg, OoOBeKTHBHO OeccTpacTHas Mamepa
ncenonuenus counuenunn M. C. Baxa u, Boo0O-
e, kommosuropos X VII-XVIII crosiermii.



Meanwhile, as the same A. Schnabel
said, “Bach was a living person, who
loved to wander through the woods and
sing and listen to birds — just like all
other people...”!

A performer of these transcriptions
can easily avoid both of the dangers indi-
cated by Schnabel; here J. S. Bach him-
self comes to the rescue, having made
these transcriptions so carefully and
transparently, while creating a graph-
ically clear, almost fragile texture that
does not at all resemble the mighty Pleno
of a cathedral organ. On the other hand,
springy dance rhythms of the active and
expressive lyrics of the slow movements
of the concertos suggest an emotionally
colored, diverse, vivid performance: after
all, this music was selected, transcribed
for clavierists and recommended by the
immortal Johann Sebastian Bach!

The witty expression of A. Schnabel
receives an unexpected sympathetic ap-
preciation by J. S. Bach himself. Sixteen
Bach’s transcriptions clearly demon-
strate how the composer imagined the
style of keyboard arrangements of works
by the old masters. These elegant tran-
scriptions are equally devoid of pompous
decorative elements that are almost ob-
ligatory for most transcriptors of the
19th century (“cathedral”!) and asceti-
cally objective, scholastically honest
transfer of the author’s writing to a piano
double-staff (“inkwell”!).

This edition is based on a text pre-
pared for publication by the famous Ger-
man musicologist Arnold Schering.

In this edition, the score is not over-
loaded with a large number of designa-
tions. Transcriptor’s instructions are al-
ways specified. The dynamic “grading”
characteristic for the clavier-organ
thinking of the 16th—18th centuries
should in no way be perceived by modern
pianists as a dogma; skillfully conveyed
escalation and decay of intonational ten-
sions within a musical phrase (and some-
times a whole period) will make a per-
formance full-blooded, bring the music of

A Meray TeM, KaKk TOBOPUJI TOT jKe
A. Hlnabean, «bax OblL1 KUBOI YeNOBeK,
JNIOOUBINNIT CIOHATHCS 110 JiecaM U TeTh, |
CJIYIIaTh MTHUI[, — COBCEM KaK BCe JpyTue Jo-
nm...» "

Wcnonuurento  JaHHbIX  TPAHCKPUIIII
MOJKHO JIeTKO M30erHyTh 00eux, yKaszaHHBIX
A. IITuabenem, onacuocreil; 3mech Ha IIOMOLIL
npuxoautr cam WM. C. Bax, cpenasmuii atn
TPAHCKPUIIMYU CTOThL OEPeskKHO U TTPO3PAUuHO,
cO3J1aB 1pu 3TOM rpaduuecKku siCHYIO, MOYTH
XPYHRYI0 ParTypy, HUYYTh He HAlOMHUHAI0-
mmyio moryuee Pleno coboproro oprana. 3arto
yIpyTHUe TaHIeBaJbHbIe PUTMbI TOIBUKHBIX 1
BbIpa3UTeIbHASI JUPUKA MEJJIEHHBIX dacreil
KOHIIEPTOB  IIPEJIIIOJAraloT  AMOIMOHATbBHO
OKpallleHHOe pa3HoXapaKTepHoe, spKoe Wuc-
HOJIHeHWE: BeJlb MY3bIKY 9Ty 0TOOpal, 1epe-
JORII JIISE KJIABUPHUCTOB U PEROMEHJIOBA
oecemeprubiit Morann Cebacrhsin bax!

Ocrpoymnuoe cpasuenue A. [llnabesns mo-
Jyd4aeT HeOKUMAHHYI0 COUYBCTBEHHYIO OIlCH-
Ky camoro WM. C. Baxa. Illecrnagmars 6axon-
CKUX TPAHCKPUIINA HAMIAIHO JIeMOHCTPU-
PYIOT, KaKUM TIPeJCTaBJIsAT cede KOMIIO3UTOP
CTUJIh KJIABUPHBIX 00PabOTOK TPOU3BEIEHU I
CTaphIX MacTepoB. ITU MBSATIHbLIE TepPesoyKe-
HIUS B PABHON CTENEeHU JIMIIEHbI TTOMIIE3HO
NEeKOPATUBHBIX DJIEMEHTOB, TOUYTH 00s3aTelb-
HBIX JIJIs OOJBITUHCTBA TpaHCKpuTopos XIX
cronetuss («kadeapanbubiii cobop»!) m acke-
TUYECKN 00beKTUBHOTO, IIKOJIAPCKN YeCTHOTO
nepeHeceHst aBTOPCKON 3amnucu Ha Qoprernu-
AHHBIN JIBYXCTPOUHBIN HOTOHOCET] («UepPHUIb-
Huia»!).

B ocuHoBy pmannoii myOoauKamuu moJOKeH
TEKCT, TOATOTOBJICHHBIN K TIeYaTH M3BECTHBIM
HeMeIKIM My3bikoBeoM Aprosbaom [lepun-
TOM.

B nacrosimeii pegakium HOTHBII TEKCT He
meperpysked OOJLITNM KOJIMYECTBOM 0003HA-
qeHWI. YKa3aHus TPAHCKPUTITOPA BCETIA OTO-
BOpeHbI. [lmHaMumueckas «CTYIeHYaTOCTD»,
XaparTepHas [ KJIaBUPHO-OPTaHHOTO MBITII-
nenns XVI-XVIII cronernii nu B Karoit cre-
MeHN He JIOKHA BOCTPUHUMATLCH COBpe-
MEHHBIMU MHAHUCTAMU KaK MOTMA; YMEJO Te-
pellannble HaTHeTaHWe W CIaji WHTOHAT[MOH-
HBIX HANIPS;REHN BHYTPH MY3BIKAIbHON (ppa-
3Bl (& MHOTJIA U 1[eJI0T0 ITepruoja) Ceaaior uc-

! Artur Schnabel. My Life and Music. Edited and with an
introduction by Edward Crankshaw. Longmans, Ply-
mouth, [1961], p. 169.

" Artur Schnabel. My Life and Music. Edited and with an
introduction by Edward Crankshaw. Longmans, Ply-
mouth, [1961], p. 169.
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distant eras closer to our world-view,
shake off the “dust of centuries” from it.
This inner dynamization of musical fab-
ric has, certainly, nothing to do with the
“sensitive” crescendo and diminuendo, to
which the editors of the 19th century
were so generous in relation to works of
the old masters.

For compositions of the 16th—18th
centuries, it was quite natural (both on
harpsichord and on organ) to include oc-
tave doubling registers in a number of ep-
isodes — without any special indication of
this in the score. Therefore, a modern pia-
nist will not in the least violate the style if
he resorts to octave doublings in some ca-
dences, for example, in a bass voice. It is
also natural to add an octave in the lower
voice in ostinato accompaniment figures
in slow movements of the concertos.

Some ornaments are deciphered by
the editor in references. The rest should
be performed, guided by the famous
“Ornaments transcription table” by J. S.
Bach (reproduced in many editions).

It is very important to bear in mind
that Italian verbal designations placed at
the beginning of each movement of any
concerto are not tempo indications, as we
are accustomed to in music of the 19th
and 20th centuries; in the 17th-18th cen-
turies, the same terms had a different
meaning: they did not denote a degree of
speed (tempo), but a character, an emo-
tional content of the work. For example,
“Allegro” meant “cheerful”, not “fast” at
all; “Adagio” — “calm”, not “slow” at all '.

Therefore, when Héndel at the begin-
ning of the first movement of his sixth
organ-clavier concerto writes “Allegro
andante”, it is not a slip of the pen and
not a combination of two mutually exclu-
sive tempo indications. It was an emo-
tional program that had to be understood:
“cheerful, at a calm walking pace.” And
Giuseppe Tartini, when he prescribed to

MOJIHeHYE TTOJHOKPOBHBIM, MPUOJIU3AT MYy3bI-
KY JIAJIeKUX HTI0X K HAITeMY MHPOOIITYIIEeHUTO,
CTPSXHYT € Hee <«IIbLTh BEKOB». JTa BHYT-
PeHHSS IUHAMMU3AINS MY3bIKQJIBHON TKAHU
He NMeeT, pa3yMeeTcsi, HI4ero o0IIero ¢ «4yB-
crBureabubiMn» crescendo n diminuendo, #Ha
KOTOPBIe Tak IeAphl Obin pemartopbl XIX
CTOJIETUsI TIO OTHOINEHUI0 K IIPOU3BEIeHMAM
CTapbhIX MacTepoB.

Ina wommosunuit XVI-XVIIT cromermit
OBLIIO COBEPINEHHO eCTeCTBeHHO (1 Ha yemOa-
710, I HA OpraHe) BRJIOYEHUE B Psijie dIN30/0B
pPEerucTpoB OKTaBHBIX Y/IBOEHUII — 6e3 creru-
albHOTO yKa3aHWs Ha 3TO B HOTHOM TEKCTe.
[Tosromy 1 coBpeMeHHBII THAHUCT HIUCKOJIBKO
He TIOTPeINIUT MPOTUB CTUJISI, €CJM B HEKOTO-
PBIX KaJleHIUAX TPUOerHeT K OKTaBHBIM Y/IBO-
eHUsiM, Hanpumep, B 6acoBoMm rosoce. Ecre-
CTBEHHO TaK:;Kke NnpubaBiIeHre OKTABbI B HUK-
HEM ToJioce B MEJJIOHHBIX 4acTAX KOHIEPTOB
HA OCTHHATHBIX (PUTYPAX COTIPOBOKICHUS.

Heroropbie Menuambl paciiim@poBanbl pe-
MAKTOPOM B cHOCKax. OcranbHble Cleyer uc-
MOJIHATH, PYKOBOJACTBYsCH u3BecTHOW <«Tab-
nutieit pacimudposku yrpamenuii» V. C. ba-
Xa (BOCITPOM3BEIeHA BO MHOTUX U3[IAHUAX).

Bechbma BajkHO mMerTh B BHJY, UTO WTa-
JbSHCKUE CJOBECHbIe 0003HAUEHUS, CTOAIINE
B HauaJie K0 yactu J11000T0 KOHIepTa, He
ABJAIOTCS TEMIIOBBIMU YKA3aHUSAMUI, KaK MBI
npuBbiKIN B My3bike XIX-XX cronmernii; B
XVII-XVIII cronerusix Te ske TepMUHBI UMeEJIH
Apyroe 3HaUeHNE: OHU 0003HAYATN HE CTETIeHb
OBICTPOTHI  (TeMIT), a Xapakrep, DMOIMO-
HaJBHOE cofleprkanme mpousseenns. Hanpu-
mep, «allegro» o3mauamo «Beceno», a coBceM
He «ObIcTpo»; «adagio» — «IIOKOIHO», & COBCEM
He «MeJIenHo» .

[Tosromy, rorpa 'eryiens BHavaIe MepBO
4aCTH CBOETO IIMecTOTO OPTaHHO-KIABUPHOTO
rKoumepra numier: Allegro andante — 1o a10 He
OTIMCKA W He cOUeTanue JIBYX B3ANMHO UCKJITIO-
YATOMIUX JIPYT APYTa TEMIOBBIX YKa3aHUI. ITO
OblIa HMOTMOHANIBLHAS TMPOTpaMMa, KOTOPYIO
CJIeJIOBAJIO TTOHNMATD: «BECEJIO, B CIHOKOMHOM
nBmkenun 1mara». M [xxysenmne Taprunu, Ko-

! More on the meaning of Italian terms in keyboard mu-
sic of the 17th-18th centuries see: B. L. Yavorsky.
Bach’s suites for clavier. Moscow — Leningrad, 1947; L.
I. Roizman. Héndel’s works for clavier. Foreword for the
first volume of the anniversary edition — G. F. Héndel.
Selected keyboard works. Moscow, 1959.

! Tlogpobree o 3mauveHnnm HTATLAHCKHX TEPMIHOB B
rknasupuoit  myssike  XVII-XVIIL  croneruii  cwm.:
B. JI. flsopckmii. Ciourst Baxa pas waasupa. M.-JL.,
1947; JI. U. Poiizman. [lpoussenenus enmens pis wia-
Bupa. Beryn. craths K 1epBoMy ToMy 100uMI€iiHOTO n3ja-
aust — . @. lenpenn. N3bpanmbie KiIaBupHbie mMpon3-
Begenust. M., 1959.
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play Largo andante in his first violin so-
nata, did not mean tempo at all; he told a
performer that this music is character-
ized by “calm movement, breadth and
songfulness.” One should approach ver-
bal instructions in Bach’s transcriptions
in the same way.

Nevertheless, what should one follow
in choosing a tempo when playing works
by the old composers? Here, much atten-
tion should be paid to the author’s time
signature, which is prescribed in the
work. Shortly after the death of J. S.
Bach, Jean-Jacques Rousseau noted in
his Dictionnaire de la musique (Musical
Dictionary, 1767) that tempo is deter-
mined by the nature of the “fixation of
time”. Therefore, the finale, going in
12/8, is performed much more restrained
in tempo than if the author had put down
the 4/4 time signature. Likewise, the Al-
la breve signature suggests a higher tem-
po rate than 4/4 (but not twice as fast, as
Alla breve is understood today!) And
when, for example, J. Krebs writes the
24/16 time signature, he assumes a very
slow tempo, in which every sixteenth is
“worth its weight in gold!”

All the author’s slurs are preserved.
Added to them is the minimum number of
editor’s, put by analogy.

Fingering, hand distribution, dynam-
ic shades (except for those specifically
mentioned) — belong to the editor.

Ferruccio Busoni in his edition of the
first volume of the Well-Tempered Cla-
vier by J. S. Bach very convincingly
showed what an excellent school of pia-
nistic technique can be preludes and
fugues — these immortal pearls of the ar-
tistic fantasy of the brilliant composer. In
general, the same idea permeates the
transcriptor’s works by J. S. Bach him-
self. Let the repertoire of young pianists
be replenished not only with beautiful,
but also useful compositions by the old
masters that shone with dazzling light
from the touch of the great Bach’s hand!

L. Roizman

T7a TPeANuchiBal B CBoell TepBON CKpHU-
nuvHOI conare urparth Largo andantle, coBcem
He UMeJ B BUJY TeMIl; OH MHOJCKa3biBaJ WC-
MOJTHUTEJNI0, UTO 3TON MY3bIKe CBOWCTBEHHO
«CTIOKOIIHOe [IBUsKeHUe, IMUpoTa U paciies-
HOCTh». Tak ke HAIO MOAXOMUTH U K CJIOBEC-
HBIM  YKazaHusM B 0axoBCKUX  TpaH-
CKPUIIHAX.

A Bce-Taru, yeM ke PyKOBOJICTBOBATLCS B
BBIOOpE TemIa, urpasi Pou3BeJeHnsi CTapUH-
HBIX KOMTIO3UTOPOB? 3fiech OOJBITOe BHUMA-
HUEe Halo VYAeJIUTh aBTOPCKUM YKa3aHUAM
pa3Mepa, KaKoil INpejcaH B JaHHOM COYM-
nennn. fHan-fHax Pycco Bekope mociie cmep-
tm W. C. Baxa ormerur B cBoem Dictionnaire
de la musique (My3ssiKanbHbII CJIOBapPH,
1767), uro TeMm OmpemeNsaeTcs XapaKkTepoMm
«(purcamuu paszmepar. [losromy dunan, umy-
muit wa 12/8, wucnomHsercss 3HAYUTETHHO
cliepsKaHHee 10 TeMITy, 4eM ecJu Obl aBTop
npocraBusl B Hauasue pasmep 4/4. Touno rak
ske pasmep Alla breve nipeamonaraer 60JabITYIO
CROPOCTH TeMIia, 4eM 4/4 (HO He BIBOe ObICT-
pee, kak monumaior Alla breve B namu guu!).
A rorna, nanpumep, U. Kpebe nutmer pazmep
24/16, 10 oH TpeAroONaATAeT COBCEM MeJTeH-
HBIIT TEMI, B KOTOPOM KayKjas IIecTHa-
[IaTas — «Ha Bec 30J10Tax !

Bee aBropckue nurm coxpanennl. K Hum
nobaBJIeHO MUHUMAJIBHOE KOJMYECTBO PefaK-
TOPCKUX, TTPOCTABJIEHHBIX 10 AHATIOTUH.

Anmnmukarypa, pacupejenenue pyw, Jiu-
HAMUYeCKue OTTeHKN (KpoMe CIernuaabHo
OTOBOPEHHBIX) — MPUHAJIEIKAT PEARTOPY.

@®eppyuuo bBysonn B cBoell pegariun
MepBOT0 TOMa «XOPOIITO TeMIIEePUPOBAHHOTO
knasupa» M. C. Baxa ouenn ybemurenbHo 1mo-
Rasajl, KaKoW TpeKpacHo# IIMKOI0i THaHN-
CTUYECKON TeXHUKU MOTYT CTATh MPETIOAUN 1
(pyru — ot GeccMepTHBIE FREMUYRUHBI XY0-
JKeCTBEHHON (DaHTAa3uM TeHWATLHOTO KOM-
mosuTopa. B cylmiHOCTH Ta ke MBICTb TPOHN-
3BIBAET TPAHCKPUTITOPCKUE PadOThI  caMoTO
M. C. Baxa. Ilycrb ke pemepryap MOJOIBIX
MUAHUCTOB TIOMOJHUTCA He TOJHLKO TpeKpac-
HBIMH, HO 1 TIOJIE3HBIMYU COUNHEHUAMI CTAPBIX
MacTepoOB, 3aCUABIINX OCICTTUTELHBIM CBETOM
OT TPUKOCHOBEHN s pyKn Beankoro baxal

JI. Poiizman



1. Concerto
D-dur

A. Vivaldi
Op. 3, No. 7 Allegro
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1. Kounepr

pe MasKkop

A. BuBanwpanu
Cou. 3, Ne 7
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* Slurs of the original. Imply a legato perfor- * Jluru opurnnana. [lpemmonaraor nemnonHenme
mance, but with a slight accent on the first sound legato, HO ¢ JlerkuUM arkIEHTOM Ha MEPBbII 3BYK
of each quarter. RaUKION 4eTBEPTH.
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KoHel 03HaKOMUTEIBLHOIO (PparMeHTa.
[ IproOpecTr KHUTY MOYKHO
B MHTEPHET-Mara3suHe
«NEKTPOHHBIA YHUBEPCH
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