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[uck 1. KOHUEPTbI o194 OPTAHA

KoHuept nga munop, BWV 593

1 Allegro. . ... ... ... 03.37

2 Adagio. ....... ... ... ... 03.13

3 Allegro. . . ... 03.41
KoHuepT Conb Maxkop, BWV 592

4 [Vivace] ... ... . 02.58

5 Grave. . . ..o 02.09

6 Presto . ... ... ... . 01.39
KoHuepT o maxop, BWV 595

7 [Allegro] . . . .. ... ... 03.31
KoHuepT pe muHop, BWV 596

8 Allegro-Grave-Fuga . . .. ... ...... 04.13

9 largoespiccato. . .. ... ... .. ..., 02.22

10[Allegro] . . . . . o o oo i 02.42
®daHTasus (koHuept) Conb Maxop, BWV 571

11[Allegro] . . . . . . o o o 03.03

12Adagio. .. ... .. ... ... ..., 01.55

13 Allegro. . . . . . ... .. 01.46
KoHueprt [lo maxop, BWV 594

14 [Allegro] . . . . . o o oo 06.07

15 Recitativ.Adagio. . . ... ... ....... 02.44

16 Allegro. . . . . .. ... 07.27

Obuwee Bpems: 53.17

KoHcTaHnTuH BonocTHos, opear

Oumck 2. COHATbI 119 OPTAHA

Conara N2 1 Mu-6emonb maxop, BWV 525

1 [Allegro] . . . . ... ... .. 02.46

2 Adagio. ...... ... .. .. 07.16

3 Allegro. . . . ... 03.32
CoHaTta N2 2 no MnHop, BWV 526

4 Vivace . . ... ..o 03.39

5 Largo. . . ... ... 03.23

6 Allegro. . ... ... .. ... ... .. ... 03.48
CoHara N2 3 pe MuHop, BWV 527

7 Andante . .. ... ......... .. ... 04.38

8 Adagioedolce. . . ... ... ... 06.18

9 Vivace . . . . ... oo 03.44
Conara N2 4 mu muHop, BWV 528

10 Adagio-Vivace . .. ... .......... 02.33

11 Andante . . .. ... .. ... ..., . 04.33

12 Unpocoallegro. . . .. ... ... ..... 02.15
CoHarta N2 5 lo maxxop, BWV 529

13 Allegro. . . .. ... ... . ... 04.36

14largo. . . . . ... 05.10

15Allegro. . . . . .. ... .. 03.26
CoHata N2 6 Conb Mmaxkop, BWV 530

l6Vivace . ... .. .. .. e 03.42

17 lente. . . . . . . L 07.16

18 Allegro. . . . .. ... ... ... ... ... 03.17

O6wwee Bpemsi: 76.03

Oumck 3. TOKKATbI 19 OPTAHA

TokkaTta u ¢yra pe MuHop, BWV 565

1 Toccata. .. ... .. ... ... ....... 02.21

2 Fugue . ... ... ... 05.26
Tokkara (npentogus) Mu maxop, BWV 566

3 [Prelude]. . .. ... .. ... ... .. ... 02.00

4 JFuguell. ... ... ... ........ 03.52

5 [Interlude]. . ... ... . ... ... 00.38

6 [Fuguell] . ... ... ... . ... ... 02.59
Tokkara u ¢yra da maxop, BWV 540

7 Toccata. . . . ... ... 07.32

8 Fugue . ... ... .. ... ... ... 05.04
TokkaTa [lo maxkop, BWV 564

9 Toccata. . . . ... ... 05.09

10Adagio. . .. .... ... ... ... ..., 03.52

11 Fugue . . ... ... . . ... 04.20
TokkaTa u ¢yra pe MuHop, BWV 538

12 Toccata. . . . . . . ... 04.26

13Fugue . .. ... .. .. ... 07.00

O6wwee Bpems: 54.47



Disc 1. ORGAN CONCERTOS

Concerto in A minor, BWV 593
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Concerto in G major, BWV 592

[Vivace] . . .. ..o

Grave. . . . ...

Presto . . ... ... ... ... ... ...

Concerto in C major, BWV 595

[Allegro] . . . . . . ... .o

Concerto in D minor, BWV 596

8 Allegro-Grave-Fuga . . ... ... .....

9 largoespiccato. . .. ... ... .. ....

10[Allegro] . . . . . v o o v i
Fantasia (Concerto) in G major, BWV 571

11 [Allegro] . . . . . . o oo i

12 Adagio . . . ... ... ...

13 Allegro. . . . . . .. ...
Concerto in C major, BWV 594

14 [Allegro] . . . . . o o oo

15 Recitativ.Adagio. . . ... ... .......

16 Allegro. . . . . . ...

oy U1 p

~

Total time: 53.17

Konstantin Volostnov, organ

Disc 2. ORGAN SONATAS

Sonata No. 1 in E-flat major, BWV 525

1 [Allegro] . . . . . . .o o 02.46

2 Adagio.......... ... ... .. ... 07.16

3 Allegro. . . ... 03.32
Sonata No. 2 in C minor, BWV 526

4 Vivace . . ... ... .. e 03.39

5 Largo. ... ... ... 03.23

6 Allegro. . ... ... ... .. .. ... ... 03.48
Sonata No. 3 in D minor, BWV 527

7 Andante . . ... ... ... ... ... . 04.38

8 Adagioedolce. . . ... ... ... ... 06.18

9 Vivace . . . ... ... ... . oo 03.44

Sonata No. 4 in E minor,BWV 528

10 Adagio-Vivace . .. ... .. ........ 02.33

11 Andante . . .. ... ... .......... 04.33

12 Unpocoallegro. . . . ... ... ...... 02.15
Sonata No. 5 in C major, BWV 529

13 Allegro. . . . . . ... .. 04.36

l4largo. . . . . . ... 05.10

15Allegro. . . .. .. 03.26
Sonata No. 6 in G major, BWV 530

l6Vivace . ... .. ... . . 03.42

17Llente. . . . . . ... 07.16

18 Allegro. . . . . . ... ... . ..., 03.17

Total time: 76.03

Disc 3. ORGAN TOCCATAS

Toccata and fugue in D minor, BWV 565
Toccata. . . . ... ... oL
Fugue
Toccata (Prelude) in E major, BWV 566
[Prelude]. . . . . . ... ...
[Fugue l]. . . ... .o
[Interlude] . . . ... ... ... .......
[Fugue I1]
Toccata and fugue in F major, BWV 540
7 Toccata. . . ... ... ... ...
8 Fugue

Toccata in C major, BWV 564
9 Toccata. . . ... ... L
10Adagio. . ... ................
11 Fugue . . ... ... ... ...

Toccata and fugue in D minor, BWV 538
12 Toccata. . . . . ... ... ...
13 Fugue
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Total time: 54.47



yHMKaﬂbHOCTb Bcero Hacneams MoraHHa CebactbsHa baxa (1685-1750) u B
TOM 4YMC/ie ero OpPraHHOM My3blKM 3aK/IHOYAETCS, C OAHOM CTOPOHbI, B YHU-
BEpPCaNlbHOCTM, MHOFOMEPHOCTU XYAOXECTBEHHbIX MAen, M30bpeTaTeNbHOCTU KOM-
MO3UTOPCKMX MNPUEMOB, HEMOCPEACTBEHHOCTU BbIPAXEHUS MY3bIKANIbHOM MbICH,
C ApYroi — B 3a0CTPEHHOM YyBCTBE CMeuM@PUKM MHCTPYMEHTA U Bblpa3UTENbHOCTH
MHTOHaumn. bax obnagan nouctMHe 6e3rpaHMyYHON aHTa3neN, OH C YOUBUTENbHOM
NEerkocTbio afanTMpoBa, HanpuMep, CKPUMUYHbIA MaTepuan Afs UCNOHEHUS Ha Kna-
BMILHOM WHCTPYMEHTEe M HaobopoT, HUCKONBbKO He Tepsis Npu 3TOM B OPraHUYHOCTM
U penbe@HOCTU MY3bIKK.

BaxoBckue opraHHble TOKKaTbl, TPMO-COHATbI U KOHLEePTbl — BCE MO-CBOEMY CBS-
3aHbl C MHCTPYMEHTANbHbIMU XaHPaMW KakK KaMepHOro, Tak U OpKecTpoBOro Tuna.
M ecnn B TokkaTax bax BecbMa cBoboAEH B MCMOMb30BAHUMU MHCTPYMEHTANbHbIX NPU-
€MOB, TO COHATbl U KOHLLepTbl BYKBaNbHO OMMUPAOTCS Ha HUX.

WecTtb coHat (BWV 525-530) cobctBeHHOPY4YHO 0bbeanHeHHble baxoM B enun-
Hyl0 TeTpanb, CO34aBaNUCh, NO-BUAUMOMY, B TOM YuCie U OS89 OUAAKTUYECKUX Lenen.
CywecTtByeT ABa NEPBOUCTOYHMKA: aBTOrpad KOMMO3MTOpa M ero CNMCOK-KOMUS, Bbl-
MOMHEHHBIN ero cbiIHoM — Bunbrensmom @puaemanom (1710-1784) u BTopoin cynpy-
rov — AHHon MarganeHor (1701-1760), koTopbI Takxe COAepXXWUT MpaBkM CaMoro
baxa. BpeMsa HanncaHus coHat npubaunsutenbHo 1723-1730 rr., Takoi pasbpoc oby-
CNOBJIEH TEM, YTO HEKOTOPbIE U3 YaCTel NOSBASANCH paHee 3TOro nepuoaa B BUAE OT-
[LeNbHbIX Nbec, a TaKXKe UCNOAb30BanCbh baxoM B Apyrnx COMMHEHUAX A1 PAa3NUYHbIX
cocTtaBoB. Tak, Hanpumep, nepsas 4yactb M3 CoHaTbl pe MuHop (BWV 527) cywectsoBa-
Na KaK OTAenbHas MHCTPYMEHTaNnbHas nbeca, a nepeas 4actb CoHaTbl MU MUHOP GUry-
pupyeT B KayecTBe OPKeCTpOBOro 3nu3ona B kaHTaTe «Die Himmel erzdhlen die Ehre
Gottes», BWV 76 («Hebeca nponoBenytoT cnaBy boxuio»). B uenom npu HanmcaHum
OpraHHbIX COHAT bax opMeHTMpOBancs UMEHHO Ha MHCTPYMEHTaNbHO-aHcambneBble
NpuHLMNbI n3noxeHus. OTcoga npeaenbHas BUPTYO3HOCTb 3TOM My3biKU: BUTMEBATbIE
U MPUXOTINBbLIE IMHUM KAXKA0T0 rof0cCa, HENPUHYXAEHHO UCTIONHAEMbIe OTAENIbHbIMU
COMIUCTAMMU, B 3TUX KTPUO-COHATAX» CTAHOBSATCS UCMbITAHWUEM U TEXHWUKMU, U TOHKOCTH
MY3bIKasIbHOrO BKyCa OpraHucTa.

OpraHHble KOHUepTbl baxa — 3To 0cobbIi pa3gen ero TBOPYECTBa, NOSBAEHUE
KoToporo 6bi10 06yc/IoBNEHO 3HAaKOMCTBOM baxa € UTanbSHCKOM My3bIKOM BO Bpems
cnyx6bl npu repuorckom asope B Berimape (1708-1717). Oka3ano BausiHMe u conpm-
KOCHOBEHME C NepenoXeHUIMU MHCTPYMEHTANbHbIX KOHLLePTOB 419 OpraHa, uTo 66110
BECOMOW YacTbio TBOPYECTBA ABOPOAHOro 6pata baxa — opraHucra u KOMno3uTopa
WNoraHHa lotdpupa Banbtepa (1684 -1748),3aHMMaBLIero B TO BpeMs NOCT OpraHuncTa
B ropoackon uepksu Berimapa. HacneoHbin npuHu MoranH pHcT IV CakceH-Benmap-
ckui (1696-1715) 6bin BecbMa OfapeH M COYMHAN MY3bIKY, U KOHLepTel BWV 592
n BWV 595 aensitotca 06paboTkoi COYMHEHUI 3TOro Monoaoro asTopa. LleHtpanbHoe
e MeCTO 3aHMMaloT TPAaHCKPUNLUMK KoHLepToB Bueanbam, TBOpyecTBo KoToporo bax
rnyboKo M BHUMATENbHO M3yyan. MHTepecHOo, YTO B YMCIIO MepenoXeHHbIX Ang op-
raHa KOHLepTOB Monan M OAMH M3 CaMbiX 6ONbLIMX U HEOBbIYHbIX — Pe Maxop ans
CKPUMKK C OpPKeCcTpOM, M3BECTHbIN eule Kak «Benukuin Moron» («ll Grosso Mogul»,
RV 208). McTopus ero co3paHus oTcbIaeT HAC K NPOByXaatoLLeMYCS UHTEPeCy eBpo-
nenueB K OPUEHTaNbHOCTH, YEMY B AHHOM C/ly4ae cnocobCTBOBaNM akTUBHbIE U pas-
BETB/IEHHbIE TOProBble U KYNbTypHble CBA3u BeHeuuu, ropoaa, rae Bueanbam nposen
60bLUYI0 YaCTb XM3HW. HeTpyaHO nNpeactaBuTb, CKOMb ryboKoe BrevatneHne Mornm
Npou3BecTU HeobblYHbIE, CMeNble MU HOBAaTOPCKME FapMOHMYECKMUEe MpUeMbl, UCNONb-
30BaHHbIe «PbDKMM abbaTomM» B CBOMX COUYMHEHMSIX M OCOBEHHO B 3TOM KOHLepTe
(6axoBckas TpaHCKpUNUMa HanmcaHa B Jo Mmaxope, BWV 594). KoHuepTHag no ¢opme
u no pyxy ®antasua Conb Maxxop, BWV 571 (no 1707 rona), npMHaaneXxHoCTb KOTOPOU
6axoBCKOMY nepy B KakOM-TO MOMEHT 0CNapuBanach, UCMOMb3yeT CaMOCTOSATENbHbIN
MaTepuan, OHa TakXke BOLL/A B Halle U3aHue.

[0BOPS O TPAHCKPUMNUMSX, HE CTOMUT 3abbiBaTb O Cyw,ecTBOBaHMM ewe 16 kna-
BECMHHbIX 06paboTOK, caenaHHbix baxom Ha ocHoBe KOHLepToB Buanbau, AneccaH-
apo u beHepetto Mapyenno, TeneMaHa U npuHua JpHcTa. OgHAKO OpraHHble Bep-
CUU 3aTparuBaloT ele OAMH BaXKHbIM AN pa3BUTUS OPraHHOro MCKYCCTBA B LLEIOM
acnekT: MpMcnocobieHHOCTb 3TOr0 MHCTPYMEHTA, BBMAY CBOero Macwraba v nonmdo-
HUYECKOM pa3BMTOCTU, K BOCMPOU3BELEHMIO OPKECTPOBOro Matepuana. [lo3xe, yxe
B XIX Beke 3TO KayeCTBO OpraHa CTaHEeT K/KYEBbIM B KOHLEMUUWU Pa3BUTUS UHCTPY-



MEHTa, HO onpefeneHHble NPeanocCbisIKM AN 3TOFO CKNAAbIBAKOTCA YXKE BO BPEMEHaA
baxa v B ero TBopuecTBe. [NoaTBEPXKAEHMEM TOMY MOXKET NOCNYXUTb M TokkaTa [lo Ma-
xop, BWV 564, HanucaHHas Kak pa3 B nepuopn 3HakomcTBa baxa ¢ TBopuecTBom uta-
NbSIHLEB, COCTOALLAN M3 TPeX YacTen, rae BTopas — ALaxuo — npakTuyecku BykBanbHo
BOCMPOU3BOAMUT CTUSIUCTUKY MEAJIEHHBIX YacTel MHCTPYMEHTAJIbHbIX KOHLEPTOB.
ToKKaTbl 1 TOKKaTbl U QYru, TPAAULMOHHO OTHOCALWMECS K CBOBOAHbIM (hopMaM,
B TBOpYecTBe baxa BonnowatTcs BecbMa pasHOOOpa3HO, HO NOYTU BCE OHM B TOM
WU UHOW CTEMEHW COAEPXKAT 3/IEMEHTbI, CBUAETENbCTBYHOLWME O BAUSIHUU UHCTPYMEH-
TanbHOM MY3biKuW. [10XaNyn, B HAMMEHbLLEN CTeMEHU 3TO BbipaXKeHO B TokkaTte (apyroe
n3BecTtHoe HasBaHue [pentogus n ¢yra) Mu maxop, BWV 566 (ok. 1707 roga). He-
0CMnopuM TOT (aKT, YTO 3Ta Nbeca, CO34aHHAS B paHHMIA Nepuos TBOPYECTBa, OTPaXana
TPagULMK YXKEe YXOAALLEN CeBEPO-HEMELLKOM LWKoNbI. [1py 3TOM gpaMaTtypruyeckas 3a-
BEPLIEHHOCTb M TOHa/IbHAs 3aMKHYTOCTb TPEX U3 YeTbIPEX €€ Pa3fenoB LEMOHCTPUPY-
€T YK€ IBOJIOLMI0 CTAPOro XaHpa B CTOPOHY MX Bonbliei QYyHKUMOHANbHOW HE3aBU-
cuMocTu. Npu 3TOM NPOTSXKEHHbIE Pa3aesibl, NOJIHOCTbI UCYEPMbIBAKOLWME CKPOMHbIM
TEMATUYECKUIA MOTEHUMAN, BECbMAa OAHOPOAHbI MO W3NOXEHUIO, BBMAY Yero, B CO-
YeTaHWW C NOABWMXHBIM TEMMOM, CO34Al0T OLYLLEHNE HENPEPbLIBHOW OCTUHATHOCTH,
BMNOCNEACTBMM CTaBLWEN HEOTbEMNEMOM Bblpa3nTENbHOM YepToi 6axoBCKOM TOKKAThI.
B TO Xe BpeMs 3Ta OCTMHATHOCTb — OCHOBA 3P(HEKTHON BUPTYO3HOCTU ObICTPbIX Ya-
CTeN UTaNbsSHCKOro KoHuepTa. [1oao6HbIM NpueM U3NoXeHUs (KOHeYHO, MOMUMO rap-
MOHMYECKOM M3oLWpeHHoCTH) bax no3pgHee yepnaeT Npu HEMOCPELCTBEHHOM 3Ha-
KOMCTBE C My3blkoW BuBanbau, Mapuenno u ap. Ocobbit MHTEpeC C TOYKU 3peHUs
BAUSIHUS UHCTPYMEHTANbHOMO CTUAS MMUCbMA MNPeACcTaBNsieT 3HaMeHuTas TokkaTa pe
MuHop, BWV 565 (BeposTtHee no 1708 ropa). Ee HeTMNMYHOCTb Ha hoHe obuiel cTunu-
CTUKM OpraHHOro TBopyecTBa baxa Takxe Bbi3biBasa HEKOTOPblE COMHEHMS B aBTOp-
ctBe. O6bSICHEHNEM TOMY, OAHAKO, MOXET NMOCIYXUTb NPEANON0XKEHUE, YTO 3Ta Camas
nonynspHas opraHHasg noeca asnseTcs 06paboTKoM HEU3BECTHOM CKPUMUYHOM NbECHI,
0 MPUHALNEXHOCTU MU HEMPUHALIEXHOCTM BAXOBCKOMY NEPY KOTOPOM CYyANUTb Kpawi-
He CNoXHO. HoO MMEHHO rMnoTeTUYeCKUiA CTPYHHbIW reHe3uc Matepuana u cnocobex
ONpaBAaTb €r0 CEPbe3Hble OTNYUS, XOTS KOPraHHOCTb» 3TOM TOKKATbI, €e uaeanbHas
NpMCNOCO6IEHHOCTb A1 UCNONHEHUS HA NIOMMOM UHCTPYMeHTe baxa COMHeHwuI Tak-

e He BbI3bIBatT. TokkaTbl U Gyru ®a maxop, BWV 540 (npepnonoxuTenbHo ok. 1716
rofa) U pe muHop, BWV 538 («popuiickas», npubnusutensHo mexay 1716 n 1732!
rogaMmn) Cxoxu no koHuenumn. Co6CTBEHHO TOKKATbI B KaXXA0M M3 3TUX LIMK/IOB U €CTb
SpYailLMii NpuMep BeCbMa NPOrpeccMBHONO KOHLEPTHOIO BMPTYO3HOrO CTUAS B Op-
raHHoi My3sbike (stylus concertato; 3aecb cnpaBeanneo 6ynet 0TMETUTb, YTO B N0A06-
HoM kntoye bax cospan, Hanpumep, Mpentoguio u dyry Conb Maxop, BWV 541, cxoxue
4yepTbl UMET Pyru conb MUHOp, BWV 542 u na muHop, BWV 543). ®yru xe, Haobo-
pOT, BHELWHe BblAepXaHbl B Ayxe nonvdoHUM yweawmx oHen, o0bpalleHHon K anoxe
CTPOroro CTuAs, Npu 3TOM ApamaTyprus ux pasButus rosoput o chopMMpoBaBLLIEMCS
3penoMm CTUNEe reHus.

KoHcmaHmuH BonocmHos
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OPTAH «PORTHAN» EBAHIEJINYECKO-JIIOTEPAHCKOM LIEPKBU
CBATOW MAPUU B CAHKT-NETEPBYPIE

5 nekabpsa 2010 roga - 3HaMeHaTeNbHas 4aTa, HE TONbKO A1 NpuxoxaH EsaHre-
NMYecko-nTepaHckon Lepkeu CBSToM Mapuu, HO M ANs BCex OpraHUCToB M NtobuTe-
new opraHHon My3biku MeTepbypra u Poccun B LenoMm: B LLepKBU, NOC/IE AeCATUNETUI
nepepbiBa CHOBA 3a3By4yan opraH! MIHCTPYMEHT, NOCTPOEHHbIN (UHCKOM OpraHoCTpou-
TenbHou dupmon «Martti Porthan» B Tpaamuumn nosgHero 6apokko (MpOTOTUNOM Mo-
cnyxun opraH mactepa lotdpuaa 3unbbepMaHHa, yCTaHOBNEHHbIM B HEMELLKOM ropoje
Monuny B 1737 ropy), SIBNSIETCA NOKa €AMHCTBEHHBIM B CBOEM pOAE MpeacTaBuUTENeM
«UCTOpUYEcKoro opraHoctpoeHus» B CaHkT-lMetepbypre.

LiepkoBb CBATOM Mapwuu, 0OMH U3 HEMHOMMX XPaMOB, KOTOPbIM MOCYACT/IMBUIOCH
nepexuTb HeNpocTble BpeMeHa. LlepkoBb, nocTpoeHHas no npoekTy apxutekTopa . Ma-
yNbCOHa B LEHTpe ropoaa, Ha bonbwoi KoHtoweHHoM ynuue, 6bina oceaweHa B 1805
roay v sensnacb Jlomom Mmonutebl go 1938 roga. 3atem LepkoBb Obina 3akpbiTa, 34aHUe
MCNonb30BaNoCh Kak obuwexutne, a ¢ 1970 ropa B Heit pasmectunca [lom npupopabl.
K cuactblo, B Havane 1990-x ronos LepkoBb BO3BpaTMAM Npuxoay. bnarogaps nomouum
MHOTMX NPUXOAOB W opraHusaumin duHnaHamum, uepkosb CeaTol Mapum 6bina oTpe-
CTaBpupoBaHa v BHoBb ocBaweHa B 2002 roay.

MNepBblt opraH LepkBu, NocTpoeHHbin MactepoM C.I1. Tanom u3 ropoga Tapry,
numen 15 peructpos 1 611 yctaHoeneH B 1805 roay. B 1876 rogy y npuxona nossunach
BO3MOXHOCTb NMOCTPOUTb HOBbIA MHCTPYMEHT — OpraH Obl1 3aKa3aH Ha pupme «3ayap»
M HacuuTbiBan 36 pernctpos. B 1936 roay 3TOT MHCTPYMEHT PEKOHCTpYMpOBana U pac-
wupuna ao 46 pernctpos duHckas dupma «KaHracanar.

To, uto B KadeppanbHom cobope Llepkeu UHrpum oomkeH HaxoLuTbCS AOCTOM-
HbIA OpraH, 6bI10 OYEBMAHO C MOMEHTa Hayana pecrtaBpauun xpama Ceaton Mapuw.
Ho cepbesHble warn B 3TOM HanpasieHuu ctanu npeanpuHumatbes ¢ 2004 ropa, Kor-
Aa duHckon opranmsaumen «Finn Church Aid» 6bin opraHmsoBaH Komutet no ctpou-
TeNbCTBY OpraHa noj, pykoBoAacTBoM enuckona Epma Jlaynas. Bo mHorom 6naropaps
CaMoOoTBEPXEHHOM paboTe 3TOro YenoBeka B TeYeHue psaa et cobmupanucb cpencTsa
AN CTPOUTENBCTBA HOBOTO OpraHa, 60bLUYH YaCTb KOTOPbIX MOXEPTBOBAM Pa3/IMUHbIe

npuxoabl OuHnsHAMK. Takke cBOK NenTy BHeCIM MUHWUCTEPCTBO 06pa3oBaHust OuH-
NAHAMM, YaCTHbIE UL U HEKOTOpble poCccuiickune GuUpMmbl.

B npouecce paboTbl KomuTeTa No CTpouTeNbCTBY OpraHa M3 pasfiMuHbIX, Npea-
NOXEHHbIX OPraHOCTpOUTENbHbIMM (GUPMaMK BapuaHTOB, B pe3ynbrate AuTeNb-
HbIX 0OCY>XaeHMI Obln BbIOpaH MNPOEKT (GUHCKOM OPraHOCTPOUTENbHOM (GUPMbI
nog, pykoeoactBoM Mapttu lMoptaHa. @upma, obpaszosaswasnca B 1986 roay, ABa
ropa 6asvpoBanacb B KaHracana v 3ateM nepeexana B TepBaKoOCKW, rae HaxoamT-
CS N0 CerofHsWHUM OeHb. MHTepecHO otMeTuTtb, Yto 90% 3nemeHTOB, MCNONb3ye-
MbIX B CTPOMTENbCTBE MHCTPYMEHTOB, M3rOTaB/MBAETCS HEMOCPEACTBEHHO Ha dupMe.
B TeueHnmn bonee uem 20 net cneumanusaumern GUpMbl SBNSETCS CTPOUTENBLCTBO Opra-
HOB B Pa3/IMYHbIX UCTOPUYECKMUX CTUASX. ITO O3HAYAET, 4To BbIGOp perncrpos, Cnoco-
6bl CTPOWUTENLCTBA M MaTepuanbl, BHELWHWUIA BUA, HACTPOMKA, XapaKTepHble YepTbl UH-
CTPYMEHTOB COOTBETCTBYHOLLMX 3MOX TWATENbHO M3Y4aloTCs U NPETBOPSIOTCS B XKMU3Hb
B HOBOM WMHCTPYMEHTE, KOTOPbI COOTBETCTBYET TOMY MJIU MHOMY UCTOPUYECKOMY TUMY.
B TeueHne MHorux net Mapttu lNopTaH U ero COTpyaHUKM M3yYanu 3HAMEHUTbIE UCTO-
puU4eckMe MHCTPYMEHTbl B Pa3fNyHbIX €BPOMNENCKMX CTpaHax. Takxke Mpou3BOASTCS
McCnenoBaHKs, KacaloWwmecs pasfiMyHbiX BOMNPOCOB OpraHoCTpoeHus: 6onblwas pabora
npoBefeHa Mo U3yYeHWI0 CMIABOB, NpefHa3HaYeHHbIX ANs u3rotosneHus Tpyb. Ha ce-
rOAHAWHMI aeHb dupMolt noctpoeHo 6onee 40 opraHoB, OCYLLECTBNEHA pecTaBpaLms
MHOTUX, B TOM YAC/IE POMAHTUYECKUX UHCTPYMEHTOB.

OpraH uepkBu Ceatort Mapuu 6bin roto netom 2009 roga, Ho B CaHkT-letep-
6ypr MHCTpyMeHT npubbin nmnwb 15 mapTta 2010 roga B cONpoBOXAEHUM MUNULLENCKOTO
3cKopTa.

Mpu BbIBOpe npoTOTMNA He MOCNESHIOK pOfb CbIrPano M TO, YTO MHTepbep
Friedenskirche MNoHuua yamMeuTenbHbIM 06pa3oM HAaNOMWUHAET UHTEpbEp Lepkeu CBs-
Tor Mapwuu CankT-lNeTepbypra.

OpraH uepkeu CBaToNM Mapum He 9BNSETCH TOYHOM KONWEN MHCTPYMEHTa ropoaa
MoHML, OH B3AT 32 ocHOBY. HOBbI opraH coyeTaeT B cebe YepTbl paHHEro U NO3AHero
3TanoB TBopyecTBa [oTPpuaa 3unbbepMaHHa. M3BeCTHO, YTO OpraHoCTpoUTENU 6paTbs
3unbbepMaHHbl yunancb Bo MpaHumm, 4to, 6e3yCcIoBHO, HANIOXMUIO OTNEYaToOK Ha TBOP-
YecTBO KaXKAoro u3 Hux (B b6onbluen cteneHn AHgpeaca). Mo Bo3spalleHun B fepMma-



Huto ToTdpuma, TakKe TeCHO coTpyaHMyaBwmi ¢ MoraHHom CebactbsaHOM baxom, npus-
Hec B CBOM UHCTPYMEHTbI, HANpUMep, LLMPOKOMEH3YPHYI0 Tepumio, ppaHuysckuin Nasat,
dpaHuy3ckue a3biuku. Mo3gHee Tepumsa npuobpena NpUHUMNANbHYIO MEH3YPY, A3bI4KK
cTanu 6onee «HeMeLkuMu». B oprane MoHuua HabnopakoTcs 3TM 6onee no3gHMe BAK-
SHUS, HO B opraHe uepksu CBaTo Mapuu o6beguHUNUCH ABa CTUNS — QPaHLy3CKuUi
U HeMeLKWI. Pa3mMepbl MaHyanbHbIX U NEAANbHON KNAaBMATYp UAEHTUYHbI OpUTUHANY.
OtcytcrBue HuxkHero Cis (kak B neganu, Tak U Ha MaHyanax) 0bycioBneHO BHYTPeHHeMN
CMMMeTpUEN, BIMSIOLLEN, B TOM YMcie, Ha BHelWHUI Bua, dacaga. OpraH 3By4YuT Ha non-
TOHA BbIWE MPUHATOrO (T.H. XOPTOH), HO €ro TeMnepaums «KKOMNPOMMUCCHAN», NOITOMY
BO3MOXHO MCMOMb30BaTh BCE TOHANIbHOCTU, KOTOPbIE BCE-TAKWU COXPAHUAU UHOUBUAY-
anbHble YepTbl. MI3MeHeHMs B AMCNO3MLMIO NPUBHECEHbI 418 TOro, 4ToObl paclumMpuThb
penepTyapHble BO3MOXHOCTU.

OcBsweHne MHCTPyMeHTa coctosnocb Ha [lpasgHuyHoM BorocnyxeHun 5 pe-
kabps 2010 roza.

InasHeili opeaHucm yepksu Cesmol Mapuu
MapuHa Bsiizs

Opranuct KonctaHtuH BonoctHoB popunca B Mockese B 1979 roagy. Ha opraxe
Hayan 3aHumatbecs B 11 net y Mapuu MotawHukoson (OMLL N2 1 umenn C.C. MNpoko-
¢dbeBa). C 1994 no 1999 roabl yunnca B AKaAEMMYECKOM MY3bIKAIbBHOM YYuAMLLE NpU
MOoCKOBCKOM rocyaapCcTBeHHOM koHcepBaTtopum umenu MN.M. Yaikosckoro (knaccol pop-
TenuaHo 1 opraHa A.M. LLimutoga). B 2004 roay okoH4Mn MOCKOBCKYH KOHCEpBATOpUIO,
roe ero negaroramu 6oiam goueHT Kopuit MapTbiHoB (hopTenuaHo, knaBecuH), npodec-
cop Anekcen lNapwuH (opran), npodeccop Anekcen JTlobuMoB (kamepHbI aHCaMbAb).
B 2007 ropy KoHctaHTMH BonoctHoB okoHuun acnupanTypy MIK umenu MN.A. Yarikos-
CKOro nog, pykooactsom npodeccopa Hatanum lypeeBoit u Beicluyto WKony My3bIku
B r. LUTyTtrapte (fepmaHuns) nog pykoBoaCcTBOM npodeccopa gokropa Jlogrepa J/lomaHHa.
B 2013 roay ctan nepBbiM B uctopumn Bbicwer wkonbl My3biku LLTyTrapta acnupaH-
TOM-OPraHWUCTOM, MOYYMBLIMM AUMJIOM «C OT/IMUUEMY.

B 2008 rony KoHcTtaHTuH BonoctHOB cTan nobepuTenem cpasy ABYX MexayHapona-
HbIX KOHKYpcOB: uMenu 3.0. Banbkepa B ropose Lpambepre (fepMaHus) u KOHKypca
umeHn A.®.Teanke B MocCkBe, rie OH 3aBOEBAJT TakKXKe MPEMUI0 «3a SydLlee UCNONHEHUE
COUYMHEHMI OTEYECTBEHHbIX ABTOPOBY.

B 2009 ropy coctosnace TpuyMdanbHas nobesa KoHcraHTMHa BonoctHoBa
Ha 25-mM MexpayHaponHoM koHkypce B CeHT-OnbaHce (BennkobputaHus), roe oH no-
NIY4UN He TONbKO | MpemMuto, HO TakXkKe M NpM3 «3a Nyywee UCcnonHeHne baxaw, npus
ny6nnKKM U Npus «3a nyyliee NpeMbepHoe UCMOTHEHUE counHeHus IxoHa KackeHay.

KoHCcTaHTMH BonocTHOB — y4acTHWMK MHOMMX dectuBaneit B Poccun m 3a pybexom,
cpeam Hux «Mockosckas oceHb» (2000-2015), MockoBcknit MexxayHapOAHbIi opraH-
HbI dpectnsanb (2001-2010), «Kpemnb My3sbikanbHbIn» (2008), MexayHapoaHbie op-
raHHble dectnsanu Bo ®paHuum (B ToM uncne B Laprtpe), lepmannm, Ucnanum, Benu-
Kobputanuu, Kanaze v ap. B nepuon ¢ 2012 no 2015 roabl ABaXKAbl UCMOMHUA LMK
U3 BCeX opraHHbix counHerui W.C. baxa (15 nporpamm).

IOuckorpadumsa ucnonHutens HacumtbiBaeT 10 nsganui, B Tom yncne: «CoBpeMeH-
Has opraHHasi My3blka KOMMNO3MTOPOB-NpenoAaBaTenei MOCKOBCKOW KOHCEPBATOPUM»,
MOHOrpauyecKkuit AUCK CO BCEMM OpraHHbIMKM coHaTaMu ®. MeHaenbcoHa, ANCK, 3anu-
CaHHbIM Ha opraHe KadeppanbHoro katonuyeckoro cobopa B Mockse, Pycckas opraH-
Has My3blka (OpraH Puxckoro Jomckoro cob6opa), OpraH MoCKOBCKOrO MeXayHapoa-
Horo Joma My3biku.



J.S.BACH

ORGAN CONCERTOS, SONATAS AND TOCCATAS

MmeeT 3anucu Ha paguo mn TB.

C 2005 no 2006 rombl 3aHMMan NOCT Xy[O0XecTBEHHOro pykosogutens Mene-
panbHoi dunapMoHun Kaekasckmx MuHepansHbix Boa. C 2012 ropa asnseTcsa xypoxe-
CTBEHHbIM pykoBoauTenem MexayHapoaHoro dpectnang «Oprax MJ1HOC B LlapuubiHo».

KoHcTanTMH BonoctHoB BeiCTyman nop pykoBoacTBoM Bnagumupa HOposckoro,
Kenta HaraHo,Anekcangpa JlasapeBa, Bnagumupa AwwkeHasun, Muxauna NnetHésa u ap.

C 2010 ropa npenogaet B MOCKOBCKOM rocyiapCTBEHHOM KOHCEPBATOPUN MMEHMU
IN.1. Yankosckoro.

KoHcTaHTUMH BonoctHoB
Konstantin Volostnov



ohann Sebastian Bach’s (1685-1750) musical heritage is unique. His organ

works are a major part of it. His uniqueness is manifest in the great range and
depths of all his creative ideas; in the ingenious ways he explores new techniques
for composition; in the uninhibited immediacy with which he conveys his musical
thought processes and in his truly universal approach; as also, in the exquisite appre-
ciation and acute sensibility he brings to the nature of each instrument and the way
the intonation of each has of itself something unique do contribute.

Bach was endowed with a truly boundless imagination: there is, as just one ex-
ample, the amazing ease with which he translates music for the violin into the lan-
guage of the keyboard and vice versa without ever losing any of the original character
or impetus of the music itself. In fact, Bach’s organ Toccatas, Sonatas and Concertos
are all, in their own individual ways, associated with instrumental genres, whether
they be chamber or orchestral ones: so, whereas in the Toccatas Bach made very free
use of instrumental techniques, he came quite literally to rely on them in his Sonatas
and Concertos.

Apparently Bach himself decided to collect his Six Sonatas (BWV 525-530) into
a single volume and probably also had a didactic purpose in mind. Two sources for this
exist: his autograph on the actual original, as well as some editing by him found on
a copy made by his son, Wilhelm Friedemann (1710-1784) and his second wife, Anna
Magdalena (1701-1760).

The Six Sonatas were composed from about 1710 to 1730. This extended period
of time can perhaps best be explained by the fact that various parts of the Sonatas
had already made earlier appearances as separate pieces or had been used by Bach
in works written for other instruments: thus we find the first part of the D minor Sona-
ta (BWV 527) had previously been written as an instrumental piece and the first part
of the E minor Sonata (BWV 527) had featured as an orchestral episode in the Cantata
Die Himmel Erzdhlen Die Ehre Gottes, BWV 76 (Heaven preaches the glory of God). The
writing these Sonatas for the organ Bach tended, on the whole, to adhere to the prin-
ciples underlying the composition of instrumental ensembles. This of course brought
about that utmost degree of virtuosity which inheres in Bach’s compositions: the or-
nate and whimsical lines of each voice, so freely performed by each soloist in the

trio-sonata ensemble, were to become the test of the technical skill and musical sub-
tlety, the style and taste of just one single performer at the organ.

The Organ Concertos by Bach are a special component of his creative output:
they are largely accounted for by his regular exposure to the influence of Italian music
while in service at the ducal court of Weimar (1708-1717). His cousin, the composer
and organist Johann Gottfried Walther (1684-1748) was organist at the Weimar Town
Church at that time, so Bach was also influenced by easy access to his cousin’s primary
work, that of rearranging orchestral Concerts for the organ. Crown Prince Johann Ernst
Of Saxe-Weimar (1696-1715) was himself very gifted musically and in his short life
composed some works which Bach then processed to become his Concertos, BWV 592
and BWV 595. It is however his transcriptions of Vivaldi’s Concertos which take pride
of place. He studied these with profound care and in great detail and it is interesting
to note that he chose to re-work one of the biggest of Vivaldi’s works, the quite un-
usual D major Concerto for violin and orchestra known as the Grand Moghul (Il Grosso
Mogul, RV 208). As Vivaldi lived in Venice for most of his life,and so was close to that
city’s trade and cultural ties with the East, this Concerto had chimed into Europe’s bur-
geoning interest in all things oriental. It is not difficult therefore to imagine the great
impact the Red Priest’s bold and innovative harmonic techniques will have had on
Bach’s writing, and especially so in what was to become his own Concerto, the Tran-
scription (of it) in C major, BWV 594.Also in this CD is the Fantasy in G major,BWV 571,
which is concerto-like both in form and spirit but has at times been disputed as Bach’s
work. The material on which this is based can also be found here.

While on the subject of transcriptions we should note that Bach had also tran-
scribed, for the harpsichord, 16 Concertos by composers such as Vivaldi, Alessandro
and Benedetto Marcello, Telemann and the aforementioned Prince Ernst. It was, how-
ever, his organ versions which were to have a profound effect on the way organ music
would develop: the scale and polyphonic possibilities of the instrument made it very
suitable for adapting orchestral material. Although it was not until the nineteenth
century, that this potential of the instrument became a key concept in the evolution
of the organ, certain prerequisites for this were already in play in Bach’s work and time.
Thus, his Toccata in C major, BWV 564, fits just exactly into the time of his exposure



to Italian music: it is composed of three parts, the second of which, the Adagio, emu-
lates the slow part of instrumental concertos in every respect.

Toccatas and Toccatas and Fugues were traditionally treated as free forms, but
they became ever more varied in Bach’s creative mind, and almost all contain ele-
ments which indicate the influence of instrumental music. The Toccata which is also
known as Prelude and Fugue in E major, BWV 566 (circa 1707), is perhaps an ex-
ception to all this. Created during Bach’s early period it still conforms to the tradi-
tions of the outgoing North German school, at the same time, the play of dramatic
principles in it and the tonal segregation of three of its four sections, clearly de-
monstrates the move from the old genre into a form where each part is expressive of a
newly acquired independence. The longest sections of this Toccata had come to ex-
haust the limited potential of this theme but fortunately, as he then turned to repeti-
tion and fast tempos, this also provided a sense of continuous rhythmic ostinato: and
this, in fact, was to become the essential expressive feature of Bach’s Toccata style. He
would also come to discover in the concertos of Italian composers a technique, which
converged with his own use of ostinato: that of creating the fast movements with their
virtuosic effect. He also imbibed from the Italians their harmonic sophistication.

The Toccata in D minor, BWV 565, is of particular interest with regard to the ef-
fect of instrumental music on Bach’s composition.As it is unlikely to have been written
before 1708, doubts have been raised about its attribution to Bach: it is stylistically
not at all typical of Bach’s way of composing for the organ. An explanation might be
that this extremely popular organ piece is actually the transcription of an unknown
violin piece. However, the viability of this so-called “source” and whether it was a com-
position by Bach or someone else is difficult to establish. It is very unlike Bach’s other
works, but one thing is certain: its definite “organicity”, by which | mean that it is ideally
fitted for performance on the organ, Bach’s favourite instrument.

Two Toccata and Fugues (“polyphonic cycles” is the usual term for this combi-
nation), the F major, BWV 540 (circa 1726), and the D minor, BWV 538 (the Dorian
somewhere between 1716 and 1730!), are very alike in concept. Both Toccatas give us
Bach’s “stylus concertato”, the progressive and very brightest virtuosic style introduced
by him into organ music.

It is appropriate to mention here that the Prelude and Fugue in G major, BWV

541, and the Fugue in A minor, BWV 543, were in fact written in a similar vein. Unlike

the Toccatas, however, Bach’s fugues persisted with the older polyphonic style related

to the era of strict counterpoint. What becomes more pronounced in these fugues is

the introduction of new dramatic principles which, as they developed, give us what we
now recognise and value as the fully formed and mature style of Bach’s genius.

Konstantin Volostnov

THE PORTHAN ORGAN OF ST. MARIA EVANGELICAL LUTHERAN CATHEDRAL,
ST. PETERSBURG

St. Maria Evangelical Lutheran Cathedral in St. Petersburg, also known as the
Cathedral of Ingria, is one of few churches to survive troubled times. Built in the city
centre by G. Poulson, the architect, early in the 19t century, it was consecrated in 1805,
and survived as a church till 1938 when it became first a hostel and then, from 1970,
the so-called House of Nature. Early in the 1990s the church was given back to its par-
ish. Thanks to help given by many parishes and organisations in Finland, its restoration
was completed by 2002 and it was then re-consecrated. The creation of a suitable
organ, a subject already much discussed, then became the focus of attention.

In 2004, the Finnish organisation “Finn Church Aid” formed a Committee, to be
led by Bishop Jerma Laulei and charged with deciding on and commissioning an organ
which would worthily take its place in the restored church. It would be replacing two
previous organs: the first with just 15 stops was built by Master S.P. Tal from the Tartu
city and installed in 1805, the second with 36 stops was entrusted to the organ-build-
ing company W. Sauer in 1876. In 1938 the instrument was further reconstructed and
enlarged to 46 stops by the Finnish company Kangasala.

Due largely to the unstinting effort of the Bishop, the funds for this project were
raised by various parishes in Finland and there were also donations by private individ-
uals and some Russian firms.



The “organ construction committee” eventually decided, that of all the options
available, it was the Finnish firm, Martti Porthan, founded in 1986, at Kangasala and
two years later relocated to Tervakoski, who would be given the contract. The obvious
appeal was that the company had for twenty years been building organs to repli-
cate the respective styles of different historical eras. Martti Porthan and his staff had
gone to study famous historical instruments in a number of European countries. Of
all items needed by them for the construction of such authentic “historical” organs,
90% are manufactured by the firm itself. This means that for a Martti Porthan organ,
all characteristic features were carefully researched and true to the historical practic-
es used in the prototype original: every single stop, each material used, all methods
of construction, every detail of appearance and of tuning as well as choice of alloys
for the pipes are authentic. The company had already built more than 40 organs and
restored many more, including romantic-style instruments.

In the summer of 2009 the organ was ready and tested at its company site but it
was not until March 15,2010 that it arrived, with a police escort, in St. Petersburg. It is
even now the only representative of historical organ building in that city.

The Porthan Organ of St. Maria Cathedral was built to accord with the traditions
of the late Baroque, but it is not completely modelled on its prototype, the Gottfried
Silbermann organ in the Ponitz Friedenskirche (1737,11/27).

In fact it combines features of both the early and later stages of Gottfried Sil-
bermann’s work. It is also a happy coincidence that the interior of St. Maria Evangel-
ical Lutheran Cathedral is very similar to that of the Ponitz church. Gottfried and his
brother Andreas had studied organ building in France and this, as well as Gottfried’s
close collaboration with J.S. Bach, on his return to Germany, had an effect on the or-
gans built: thus we find Nasard, reeds and wide-measured Terz to be French, while
subsequently the Terz was transformed to the Prinzipal measure and the reeds also
became more German. In the Ponitz organ these later influences are quite evident,
whereas in St. Petersburg the French and German styles are quite definitely combined.
The compass (C-d™) of the manuals and pedal (C-d’) are the same in both organs,
and the absence of the lower Cis, both in the pedal and on the manuals, is due to the
internal symmetry, which in turn affects,among other things, the appearance of the fa-

cade.The sound of the organ is half a tone higher than the modern tuning and accords
with the older “Horton” standard. But the older type of temperament has been partly
adapted to accommodate the individual traits of all tonalities.

Further changes in the specification of the the Porthan Organ of St. Maria Ca-
thedral were introduced by Martti Porthan in order to expand the repertoire potential.

The Porthan Organ of St. Maria Cathedral was inaugurated at the Festive Di-
vine Service of December 5, 2010, which makes this date a landmark day not only
for the parishioners of the St. Maria Evangelical Lutheran Cathedral, but also for all
organists and lovers of organ music in St. Petersburg and Russia.

Marina Vyaizya
The chief organist of St. Maria Evangelical Lutheran Cathedral



Konstantin Volostnov is a concert organist: he lives in Moscow, the city in which
he was born in 1979 and in which he now teaches at the Moscow State Tchaikovsky
Conservatory.

His organ studies began in 1991 in Maria Potashnikova’s class at the Sergei
Prokofiev Music School and, from 1994 till 1999, continued at the Academic Music
College of the Moscow State Tchaikovsky Conservatory where he was Alexei Shmitov’s
pupil for piano and organ.

In 2004, he graduated from the Moscow State Tchaikovsky Conservatory, having
studied organ with Professor Alexei Parshin, and piano with Yuri Martynov. He then
undertook three years as a post-graduate student in the organ class of Professor Na-
talia Gureeva. He combined this with journeys to the Stuttgart Staatliche Hochschule
fur Musik & DK to attend lessons with Professor Dr. Ludger Lohmann. His first diploma
from that German institution coincided, in 2007, with the award of his postgraduate
degree from the Moscow State Tchaikovsky Conservatory.

His final examination, as solo and soloist with orchestra, took place in October
2013: he was awarded the Post-graduate Diploma “With Distinction; the very first (and
so far only time) this citation has been accorded to a postgraduate from and by the
eminent Stuttgart Hochschule fir Musik.

Konstantin Volostnov won, in 2008, the First Prize at the Schramberg E.F. Wal-
cker Competition in Germany, as also the First Prize at the A.F. Goedicke Competition
in Moscow. In 2009 he went on to win, quite sensationally, the St. Albans International
Organ competition: not only did he win First Prize, but he also received the Peter Hur-
ford Prize for the best performance of the Bach work, the John Casken Prize for best
premiere performance of Sacrificium and the Audience Prize.

He has made a number of CDs: one of the first was the 2004 recording of con-
temporary organ music by staff composers at the Moscow Conservatory, followed
in 2006, by the music of Mendelssohn, Great Organ works in 2006 and 2013 and
others. Highlighted is the 2013 recording at the monumental historic Organ in Riga
Cathedral and, more recently,the 2016 first ever solo recording of the enormous organ
at the Moscow International Performing Arts Centre, the House of Music. He has also
been featured on Russian TV and in radio broadcasts in Russia, England and USA.

Konstantin took up the post of Artistic Director of the Federal Philharmonic so-
ciety of the Caucasian Mineral Waters Region for the years 2005 and 2006. More re-
cently, in 2012, he founded, with the support of the Ministry of Culture of the Russian
Federation, the annual International Festival “Organ Plus” in Tsaritsyno - the most
beautiful of Moscow palaces. He directed the Festival and took part in it himself. He
has always been keen to join in public events when time and his travel as a concert
organist permit: viz. his regular participation from 2001 to 2015 in the contemporary
music festival Moscow Autumn,as also,from 2001 to 2013,in the Moscow International
Organ Festival.

Konstantin Volostnov works with leading conductors such as Kent Nagano, Vla-
dimir Ashkenazy, Mikhail Pletnev and Vladimir Jurowski. He travels widely to give con-
certs throughout Russia, Kazakhstan, the EU, UK, USA and Canada. He is particularly
happy to have, from 2013 to 2016, performed all the organ works of Bach twice over:
as concurrent cycles in Moscow, and on the “Bach-organ” of St. Maria Evangelical Lu-
theran Cathedral in St. Petersburg.



ohann Sebastian Bachin (1685-1750) koko savelperinndn ja siten myos ur-
kumusiikin ainutlaatuisuus ilmenee niin taiteellisten ideoiden moniulotteisu-
dessa, savellystekniikan neroudessa, ilmaisun valittomyydessa ja universaaliudessa

kuin my0s soittimen perusteellisessa tuntemuksessa ja vivahteikkaissa intonaatioissa.

Bachin mielikuvitus oli rajaton. Han sovitti yllattavan helposti esimerkiksi viululle tar-
koitettua musiikkia kosketinsoittimille ja painvastoin sdilyttden musiikin dynamiikan
ja kohokohdat.

Bachin uruille saveltamat toccatat, triosonaatit ja konsertot ovat kaikki omalla
tavallaan yhteydessa seka kamari- etta orkesterimusiikkiin. Jos toccatoissa han kayt-
tikin instrumentaalimusiikin tekniikoita vapaasti, rakentuvat sonaatit ja konsertot ky-
seisten tekniikkojen varaan.

Bach itse yhdisti kuusi sonaattia (BWV 525-530) nuottivihkoksi, joka oletet-
tavasti luotiin my0s didaktisia tarkoituksia varten. Primdarilahteita on kaksi: Bachin
oma kasikirjoitus seka hanen poikansa Wilhelm Friedemannin (1710-1784) ja toi-
sen vaimonsa Anna Magdalenan (1701-1760) tekema nuotinnos, joka sisaltaa Bachin
omakatisia korjauksia. Sonaatit on savelletty oletettavasti vuosina 1723-1730, silla
Bach oli saveltanyt monet sonaattien osista jo aikaisemmin eri kokoonpanoille. Esi-
merkiksi d-molli-sonaatin (BWV 527) ensimmainen osa sisaltyy orkesterikantaattiin

"Die Himmel erzahlen die Ehre Gottes” BWV 76 ("Taivaat ylistavat Jumalan kunniaa”).

Saveltdessadn sonaatteja uruille Bach noudatti soitinyhtye-esityksen periaatteita. Ta-
han perustuu musiikin virtuoosimaisuus: danten koristeellinen ja monimuotoinen lin-
ja, jonka solistit tuottavat ndissa triosonaateissa, haastaa seka soittimen etta urkurin
tyylillisen vivahteikkuuden.

Bachin urkukonsertot muodostavat oman luovan jaksonsa hanen tuotannos-
saan. Bach sai vaikutteita italialaisesta musiikista tyoskennellessaan herttua Johann
Gottfried Walterin hovissa Weimarissa (1708-1717). Bachin serkku Johann Gottfried
Walther (1684-1748) toimi urkurina Weimarin kaupungin kirkossa. Soitinmusiikin

sovittaminen uruille oli olennainen osa hdnen tyotaan, ja teki vaikutuksen Bachiin.
Sachsen-Weimarin kruununprinssi Johann Ernst IV (1696-1715) oli lahjakas saveltdja.

Konsertot BWV 592 ja BWV 595 ovat sovituksia kyseisen saveltajanuorukaisen teok-
sista. Padpaino on Vivaldin konserttojen sovituksissa. Bach tutki Vivaldin musiikkia

paljon ja syvallisesti. Huomionarvoista on se, etta konserttosovitusten joukossa on
myds erds suurimmista ja epatavallisimmista, D-duuri-konsertto viululle ja orkeste-
rille, joka tunnetaan nimella "Ll Grosso Mogul”, RV 208. Konserton syntyminen heijas-
taa Euroopassa herannytta kiinnostusta itamaisuutta kohtaan, silla Venetsialla, missa
Vivaldi asui padosan elamastaan, oli laajat kauppa- ja kulttuurisuhteet. On helppo
kuvitella, miten syvan vaikutuksen "punatukkaisen apotin” teoksissaan kayttamat ja
erityisesti tassa konsertossa esiintyvat rohkeat, epatavalliset ja kekseliaat harmoniset
menetelmat tekivat Bachiin (Bachin sovitus on C-duurissa, BWV 594). Konserttomuo-
toisessa G-duuri- fantasiassa BWV 571 (savelletty ennen vuotta 1707), jonka jossain
vaiheessa on kyseenlaistettu lukeutuvan Bachin tuotannoksi, kaytetadn itsenadista ai-
neistoa, ja se sisaltyy myos albumiimme.

Puhuttaessa sovituksista ei pida unohtaa 16 klaveerisovitusta, jotka Bach teki Vi-
valdin,Alessandro ja Benedetto Marcellon, Prinssi Ernestin ja Telemannin konserttojen
pohjalta. Urkusovitukset kuvastavat yhta urkumusiikin kehityksen aspektia: urkujen
sopeutumiskykya orkesteriaineiston soittamiseen niiden koon ja polyfonisen kehitty-
neisyytensa ansioista. Mydhemmin 1800-luvulla tdmad urkujen ominaisuus muodos-
tui avaintekijaksi soittimen kehityksessa, mutta joitakin edellytyksia on aistittavissa
jo Bachin savellyksissa. Esimerkkina mainittakoon toccata D-duuri BWV 564, joka on
savelletty juuri siihen aikaan, kun Bach tutustui italialaiseen taiteeseen. Toccata on
kolmiosainen. Toinen osa - adagio - toistaa melkein kirjaimellisesti instrumentaali-
konserttojen hitaiden osien tyylia.

Muodoltaan vapaiksi katsottavia toccatoja sekd toccatoja ja fuugia on Bachin
savelteosten joukossa laaja muodollinen kirjo, mutta melkein aina niissa on havait-
tavissa instrumentaalimusiikin vaikutuksesta syntyneita elementtejd. Vahiten tama
ilmio nakyy E-duuri-toccatassa (preludi ja fuuga) BWV 566 (noin vuodelta 1707). Tama
varhaiskaudella luotu savellys heijasteli jo vaistyvaa pohjoissaksalaista traditiota.
Dramaturginen taydellisyys ja tonaalinen eristyneisyys, jotka esiintyvat samanaikai-
sesti kolmessa teoksen neljasta osasta, kertovat vanhan tyylin kehittymisesta kohti
funktionaalista riippumattomuutta. Ndissa laajoissa osissa ammennetaan teemojen
vaatimattomasta kokonaisuudesta kaikki irti, ja ilmeisen yhdenmukainen esitystapa
yhdistettynd eloisaan tempoon synnyttaa aistimuksen jatkuvasta ostinatosta, josta
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myOohemmin tuli erottamaton osa Bachin toccatoja. Samanaikaisesti tdma ostinato
toimii pohjana italialaisten konserttojen nopeiden osien virtuositeetille. Samankal-
taista savellystapaa (hienostuneiden harmonioiden ohella) Bach hyddyntaa myohem-
min tutustuessaan Vivaldin, Marcellon ym. musiikkiin. Erityisen mielenkiintoinen tdsta
nakokulmasta on instrumentaalityylin vaikutus kuuluisaan d-molli-toccataan BWV
565 (savelletty luultavasti ennen vuotta 1708). Sen epatavallisuus suhteessa Bachin
muihin teoksiin on herattanyt epdilyja saveltajasta. Kaiken taustalla voi piilla se, etta
tama Bachin suosituin urkukappale on sovitus jostakin tuntemattomasta viulukap-
paleesta, ja on hyvin vaikea padtelld onko kyseinen savellys loppujen lopuksi Bachin
kasialaa. On mahdollista, etta kyseinen teos on alun pitdaen savelletty jousisoittimille,
mika selittad sen erikoislaatuisuuden suhteessa muihin teoksiin, vaikkakin toccatan ‘ \ / 1
"urkumaisuus” ja sen ihanteellinen esitettavyys Bachin lempisoittimella, uruilla, on ‘ e |
kiistaton. Toccatat ja fuugat F-duurissa BWV 540 (savelletty luultavasti ennen vuotta == Il \ MHHHH. 220 S ,MIIM””
1716) ja d-mollissa BWV 538 (doorinen, sivelletty arviolta vuosien 1716 ja 1732 vilil- _— EEELLEHTT I ‘f\| : 144 M MTHE T
la) ovat konseptiltaan samanlaiset. Juurikin toccatat ovat parhaita esimerkkeja urku- = ' I ‘ H j”m”'"”
musiikin edistyksellisesta ja mestarillisesta konserttotyylista (stylus concertato, jonka : :
yhteydessa on mainittava, etta samaan tyyliin Bach savelsi esimerkiksi preludin ja
fuugan G-duurissa BWV 541, ja samanlaisia piirteita ilmentaa myos fuuga a-mollissa
BWV 543). Fuugat henkivat tata vastoin polyfonisuudellaan menneiden aikojen tyy-
lid ja edustavat muodollisen kurinalaisuuden jaksoa. Niiden kehittelyn dramaattisuus
kertoo sdveltdjaneron tyylin saavuttaneen kypsan ilmimuotonsa.

-]

Konstantin Volostnov
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EVANKELIS-LUTERILAISEN PYHAN MARIAN KIRKON URUT PIETARISSA

Joulukuun 5. pdiva 2010 oli merkkipdiva luterilaisen Pyhan Marian kirkon seura-
kuntalaisille, Pietarin ja koko Vendjan urkureille seka urkumusiikin ystaville. Kirkossa
soivat jalleen urut vuosikymmenten tauon jdlkeen. Mybdhdisbarokin tyylid edustavat
urut rakensi suomalainen Martti Porthanin urkurakentamo kdyttden esikuvanaan
saksalaisen urkurakentaja Gottfried Silbermannin Ponitzin kuntaan vuonna 1737
rakentamaa soitinta. Pyhan Marian kirkon urut ovat toistaiseksi ainoat historiallisen
tyylin mukaisesti rakennetut urut Pietarissa.

Pyhan Marian kirkko vihittiin kayttoon vuonna 1805, ja se oli seurakunnan
kaytossa vuoteen 1938 asti. Kirkkorakennus sailyi vaikeiden aikojen yli, joskin se to-
imi mm. asuntolana ja muutettiin vuonna 1970 luontotaloksi. Kirkkorakennuksen
suunnitteli arkkitehti Gottlieb Paulsen kaupungin keskustassa sijaitsevalle Suurelle
Tallikadulle.

Vuonna 1995 kirkko palautettiin vuonna 1990 uudelleen perustetulle seurakun-
nalle. Monien suomalaisten tahojen avulla Pyhdan Marian kirkko restauroitiin ja vihit-
tiin uudelleen kayttoon 2002.

Ensimmaiset 15-aanikertaiset urut rakensi tartolainen urkurakentaja S.P. Talom
vuonna 1805. Vuonna 1876 seurakunnalle tarjoutui mahdollisuus rakennuttaa 36-
dnikertaiset uudet urut saksalaisessa Zauerin urkurakentamossa. Vuonna 1936 urut
restauroi ja laajensi 46-danikertaisiksi suomalainen Kangasalan urkutehdas. Urut ka-
tosivat kirkon sulkemisen myota.

Jo restauroinnin alkuvaiheessa paatettiin, etta Pyhan Marian kirkkoon rakenne-
taan kunnon urut.Vuonna 2004 Kirkon Ulkomaanavun aloitteesta perustettiin urkujen
rakentamiseksi toimikunta, jonka johtajaksi nimettiin piispa Jorma Laulaja. Pitkalti ha-
nen ansiostaan Suomen seurakunnissa kerattiin useamman vuoden aikana kolehteja
urkujen rakentamiseksi. Avustusta hankkeelle saatiin myds Suomen Opetushallituk-
selta seka suomalaisilta yrityksilta ja yksittaisilta kansalaisilta.

Urkujen rakentajaksi valittiin vuonna 1986 perustettu Martti Porthanin urkura-
kentamo Tervakoskelta. Porthanin urkurakentamo on erikoistunut rakentamaan eri-
tyylisia historiallisia urkuja ja se on tutkinut vuosia tunnettuja historiallisia urkuja

Euroopan maissa. Historiallisella rakentamisella tarkoitetaan sitd, etta uutta soitinta
rakennettaessa perehdytadn huolellisesti siihen historialliseen kauteen, jonka tyylia
rakennettavat urut edustavat. Talla perusteella paatetadan myds urkujen aanikertojen
lukumaara, ulkoasu, rakennusmateriaalit ja tarvikkeet, viritys seka urkupillien metal-
liseokset ja valmistustekniikka. Tahan paivdaan mennessa yrityksessa on rakennettu
yhteensa 40 urut seka restauroitu useita mm. romantiikan aikaisia urkuja. Yritys val-
mistaa itse 90 % rakentamissaan uruissa kayttamistaan osista.

Pyhan Marian kirkon urut valmistuivat kesalla 2009, ja ne toimitettiin Pietariin
15. maaliskuuta 2010 miliisisaattueessa.

Pyhan Marian kirkon urut eivat ole Ponitzin urkujen tarkka kopio. Uudessa soit-
timessa on piirteita Silbermannin seka varhais- etta myohaiskaudelta. Silbermannin
urkujenrakentajaveljekset Andreas ja Gottfried opiskelivat Ranskassa, mista etenkin
Andreas omaksui vaikutteita tydhonsa. Palattuaan Saksaan Gottfried, joka teki myods
tiivista yhteistyota J.S. Bachin kanssa, toi soittimiinsa uusia ominaisuuksia, kuten suu-
rennettuihin tersseihin pohjautuvan virityksen, ranskalaisen Nasatin ja ranskalaiset
kielet. Myohemmin terssi sai perusskaalan ja kielet saksalaistuivat. Ponitzin uruissa
oli jo nahtdvissa ndita myohdisempia vaikutteita.

Pyhan Marian uruissa yhdistyvat keskenaan saksalainen ja ranskalainen tyyli.
Sormiot ja jalkio ovat kooltaan identtisia suhteessa esikuvaan. Matalimman cis-kos-
kettimen puuttuminen (seka jalkiosta etta sormioista) perustuu sisdiseen symmetriaan,
joka vaikuttaa myos urkujen ulkoasuun. Urkujen viritys on puoli askelta tavallista kor-
keampi (ns. kuoroddni), mutta temperointi perustuu kompromissiin, mika mahdollistaa
kaikkien savellajien kayton niiden ominaispiirteineen. Disposition muuttamisen tar-
koituksena oli laajentaa soittimen ohjelmistollisia mahdollisuuksia.

Marina Viisd
Pyhdn Marian kirkon pddurkuri



| Hauptwerk
Left side
Principal 8
Bordun 16’
Octava 4
Quinta 3’
Octava 2’
Mixtur 4x

Pedal
Left side
Subbass 16’

Octavbass 8’
Octavbass 4’
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THE PORTHAN ORGAN SPECIFICATION (2010)
ST. MARIA EVANGELICAL LUTHERAN CATHEDRAL, ST. PETERSBURG

Il Oberwerk
Right side Left side
Viola di Gamba 8’ Principal 8
Rohrflote 8 Gedackt &
Spitzflote 4 Rohrflote 4
Tertia Gemshorn 2’
Trompete 8 Quinta 1%’

Vox humana 8’

Right side
Posaunenbass 16’
Trompetenbass 8’

Pedalkoppel HW (windkoppel)
Manualschiebekoppel
Ventil

THE SILBERMANN ORGAN SPECIFICATION
FRIEDENSKIRCHE, PONITZ

Hauptwerk: Bordun 16/, Principal 8, Rohr-Flothe 8, Viol di Gamba 8, Octava 4, Spitz-Flothe 4, Quinta 3,

Octava 2, Tertia 1 3/5, Mixtur 4 fach, Cornett 3 fach

Oberwerk: Principal 8, Gedackt 8, Quintadehn 8’,Octava 4, Rohr-Fl6the 4, Nassat 3, Octava 2, Gemf3horn 2,
Sesquialtera 1 3/5’, Quinta 1 1/2’, Suffloeth 1’, Cymbeln 2 fach,Vox humana 8’

Pedal: Principal-Baf? 16’ Posaunen-Ba 16’ Octav-Baf} 8’

Nebenziige:

Tremulant im Hauptwerk, Schwebung im Oberwerk, Manualschiebekoppel, Pedalkoppel (seit 1884)
Calcantenglocke

].S.BACH

Right side
Octava 4
Quintaden &
Nasat 3’

Tertia

Cymbel 3x
Tremulant
(kanaltremulant)
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