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TeopyecTBo AMUTpna LocTakoBmua (1906-1975) — My3blkasibHasA S1eTo-
MMCb 3MoXN. B ero MysbIke Mbl C/IbILLMM TO, YTO BOSTHOBA/10 YMbI 1 AyLLN MW/1-
JINOHOB JHQOEIA. A THaaUaTL CUMQOHUEA 3aIMKCUPOBasIN He TOSTbKO 3BOSTHOLIMIKO
reHVa/IbHOro My3blkaHTa — Kak Oy/ITo BeCb XX BeK C ero Be/IMKUMU OTKPbITU-
AMWN M NOTPSCEHMSIMI, MPOrPECcCOM M KaTacTpodamMm ObILLUT B MX NapTUTypax.
W eLle [oNro st yHUKasbHble A0KYMEHTbI Hes10BEHECKOIro Ayxa OyayT paccka-
3bIBaTb HaM 0 CBOEM BpeMEHW, BbBbIBATL OypHbIE TEOPETUYECKME U ACTETUNYE-
CKMe ANCKYCCUW, JaBaTb MOBOA, K CaMbIM pa3HbIM MHTeprpeTaumsm, BHyLATb
BOCXULLEHNE WM Pe3K0oe OTTOPXKEHME, HO He OCTaBAT PaBHOAYLLHbLIMU.

MopobHo bBeTxoBeHy, LlocTakoBuy m3berasi camMoroBTOROB; Oyayun
B MOCTOSAHHOM TBOPYECKOM MOWUCKE, OH HEPeAKO V3yM/ISU1 AgKe CBOUX MpUBEpP-
YKEHLEB YMNOPHBIM HeXeslaHeM MO TV NPoTopeHHbIMUY Aoporamu. Tak, BTopas
CUM{OHNA Kasasiacb MOSHOA MPOTUBOMNONOKHOCTBIO [MepBoiA, Lectas 6buia
COBEPLLUEHHO He MoxoXa Ha TpUyMGasibHO NPUHATYIO [MSTY0, COBCEM MO-VHOMY,
HeXxenn «JTeHNHrpaackasy, packpbiBasia TeMy BoL/HbI BocbMasi... 3pmmas, novTun
«0Csi3aeMasl» MPOrpaMMHOCTb CMEHs/1aCb  (MI0CONCKOIA  0606LLIEHHOCTbIO;
C HEBEPOSATHOIA UYTKOCTbIO MepedaBast OyX «KOSUIEKTUBHBIX MEPEXNBAHUIAY,
LLlocTakoBMY C TOI/ Xe 3aXBaTbIBAOLLEIA CWIOIA OOHaXKaeT nepes, C/ylaresiemM
«CYOBEKTVBHBIA BHYTPEHHUEA MUP MbIC/IALLET0 1 CTPaJatoLLEro XyA0KHVKA. ..

ViIMeHHO moaTomy Kaxaast HoBas cuMgoHMs LLlocTakoBmMya CTaHOBWIACh
3aMETHbIM SB/IEHNEM My3bIKA/IbHOA U KYJI5TYPHOIA YXM3HU CTpaHbl. Cpasy
nocs1e UCMOSTHEHUS U MBS IMKALIMM CUM(POHU BXOLW N B perepTyap KpyrHeiA-
LUMX OUPVKEPOB CBOEr0 BpeMeHW. PasinuHble (Mopoia 40 NPOTMBOMOSI0XKHO-
CTW) NHTEpNpeTaLMn CBUAETE/ILCTBOBA/IM O CWIbHEALLEM 3MOLMOHA/IbHOM
BO3MEACTBUM, KOTOPOE HEBOSIbHO 3aCTaB/Is/10 UCTIONTHUTENA MPOnycKaTb 3Ty
My3bIKy «4epe3 cebsi». MHorosieTHee, /lyboKoe MOrpy>KeHMe B TBOPYECTBO



LLlocTakoBMYa poXaas10 Y BbIAAOLLMXCA MY3bIKAHTOB ee SIMYHOCTHOE NOHVMa-
HVe, aHas10rMyHoe «cBoeMy» baxy, MouapTy, LLoneHy. W cerogHAa, Kak 1 nosi-
BeKa Ha3az, Mbl MOXKEM YC/IbILLATH O4EHb «pa3Horo» LLloctakoBmya. OTcyTCTBYE
VCTIOSTHUTE/ILCKUX  CTaHAapTOB TOSIbKO MOATBEPKAAET aKTYaslbHOCTb 3TOMA
My3bIKU, KOTOPOEA HUKOIAA He MPO3UT CTaTb «My3eiAHbIM 3KCMOHATOMY.

V3paHve coaepxmT CTyM/HbE Y KOHLIEPTHBIE 3arnmcy CUMAgoH1IA MUTpuUA
LLlocTakoBMYa, OCYLLECTB/IEHHbIE BUOHEALMMM MacTepamMn COBETCKOMA AMpPU-
YKEPCKOIA LLKO/bL He npeTeHays Ha NMoHLEA 0XBaT (PEHOMEHa, KOTOpbIM B OTe-
YECTBEHHOIA Ky/ibType XX Beka SB/sU1aCb XM3Hb CUMGOHNYECKOLA My3bIKA
LLlocTakoBuya (MOYKHO BCMOMHUTB 0 APKMX UHTeprpeTaupmsax AnekcaHapa ayka,
Kapna 9nvacbepra, HataHa Pax/mHa, 0 npouTeHun LLiocTakoBrya HalMMm COB-
pemeHHVKamy - Bnagyvmpom ®enoceesbiv, AvuTtprem KuraeHko, S4yapaom
CepoBbIM, He roeopsi 06 yC/ibILLaHHBIX B MOCKBE 1 BbBbIBaBLUMX B CBOE BpEMS
ropsauvie Cropbl BbETYIVIEHUSAX C cumMdoHMaMK  LlocTakoBuya JleoHapaa
BepHcTataHa 1 Mepbepta thoH KapasHa), aTta nogbopka npeg/iaraeT LUMPOKYHO
M/ MTPRY APKNX UHOVBUAOYa IbHOCTelA. OHaKo NPy BCeX pas/inumsx Mx 0obeam-
HAET 0AHO — CTPOroe MNoAYMHeHVIeE aBTOPCKOMY 3aMbIC/Ty, CTPEM/IEHNE [0OHECTU
[0 CryuLRTe A BCe SIBHbIE Y TalHbE 06pa3HO-CMbIC/I0BbIE LUMGPbI My3bIKM.

MouTN COpOKasIeTHSA Apy>6a CBA3blBa/la KOMMO3MTOpa C EBreHvem
MpaBUHCKMM. MoriofpiA Avipydkep, TONbKO HeaBHO BO3M/IaBMBLLMIA MpO-
C/IABNEHHBIA KOSVIEKTVB JIEHVUHIPaACKOIA (DU1apMOHUM, PeLLMSICA UCMOSTHUTL
npembepy MAToIA CUMAOHUK, U ee TPUYMd 0603HaYMT HOBYHO BEXY B TBOp-
YeCKOM MyTW KoMMo3uTopa U avpwkepa. OTHbIHE Mysblka LLlocTakoBuua
OyOET COMpPOBOXKAATb BCHO AMPVDKEPCKYHO AeATesIbHOCTb  MpaBMHCKONO.



«...MHe KpoBHO G/I13K0 BCE, YTO MM CO34aHO0, BCE, YTO MM OTPaXKEHO B CUMAO-
HUAX... B Mype ero My3blki 1 HaXOXKy TO, YTO MepeXxdial cam», — NpU3HaBasics
anpwmxep. PyckoBaHHOIA 4711 MpaBMHCKOIO 6biia U npembepa LLecToiA, cTtorb
HEOXXMAAHHO MPO3ByYaBLLELA MoC/1e MPeALLECTBYHOLLENO CUMMOHNYECKONO
LUMK/Ia; HO MacTepcTBO U Cu1a YoexaeHHOCTV avpvdkepa rnoMorsiv npeoaosieTb
KMHEpLMIO HeoBepus». EMy ke ByaeT noceseHa BocbMas — camast MacLUTab-
Hast U3 cumgoHnA LocTakoBrnya. C He MEHBLUMM YCNEXOM MPOAVPVKMPOBaB
[JessToiA, JecsToiA, [BeHaLATOIA 1 NEHVHIPaACKOIA MpemMbepoia MaTHaauaToiA
CUM®(OHNUN, 0COBEHHO YacTo AUpPUXKEP Bo3BpaLLisIca K MHToiA 1 BocbMOIA.

«Ha npoTsHKEHUM MHOTMX N1eT OH (hOPMMPOBa/T M COROAT HEMOBTOPUMLIEA
CTWb WCMO/THUTESIBCKOIO  MICKYCCTBA JIEHVHIPaACKX (ITaPMOHUCTOB, — MCa/1
LLlocTakoBWY, — CTWb CTROTMIA, BIVMEBLEA FBIpQOHLIA, U KIAHLLMPACT BHELLF
H/X 3(DhEKTOB, HO MPOHVIKHYTBLIA GO/blLMM  BHYTPEHHUM  TeMrepaMeHTOM.
HenpeB30IAOEHHBIA  UCMOSTHUTE b K/TaCCUYECKOA N POMABHTUYECKOLA  My3bIKU,
MpaBUHCKWIA OLLLyLLIaT B CUMOHMSIX LLocTakoBMYa BbCLLMIA CUHTES 3MOLMIOHAS Tb-
HOr0 U paumoHasIbHOI0 Hauas, OTKPBLITOCTU YYBCTBA U [/ TyOVHbI STUHECKOIA Mb /TN,

B cepeanHe 1940-X IT. KOMMO3UTOP OKOHYaTesIbHO Mepecenwics B CTO-
Jvdy; B MockKBe OAHUM U3 BeAylLUMX WCMO/HATENEIA ero My3blKM Ha Mpo-
TSOKEHWN MHOMMX JeT ocTaBasicd KoOHCTaHTWH VBaHOB, ABa AecATWIETUA
BO3I/1AB/BLMIA  [0CYIAPCTBEHHBIA aKaAEMUYECKUIA CUMOHNYECKNIA OPKECTP
CCCP. Y6exkaeHHbIA NpuBeEPKEHEL], My3bIKasibHOIA Kracckin, K VIBaHOB yaersin
60/1bLLI0E BH/MaHME COBPEMEHHOIA My3bIKe, BK/IHOHasi B CBOM MPOrpaMMbl MHOIO-
UMC/IEHHbIE CouMHEeHUA MSICKOBCKOro, LLlocTakoBuYa, MpokothbeBa, XavaTypsiHa,
rmepa 1 apyrmx KOMMo3WUTOPOB, KOTOpble MHTEPMPETUPOBA/T B AyXe MNpeem-
CTBEHHOCTU KJ/IaCCMHECKVM Tpaaumam. Jupvdkep OCyLLECTBWIT MOCKOBCKYHO



npembepy [peHaauaToiA cMGOoHWI, MoA, ero yrpas/ieHEM BriepBbIie MPo3ByYyasl
PSAA, ApYrX CUMAOHNYECKNX W KaHTaTHbIX CoMMHEHMIA LLocTakoBmya. B cBoem
npoyTeHnn OayHHaALATOLA cMdoHM K IBaHOB CTaBUT Ha NepBbIA M/1aH 3pU-
MOCTb  My3bIKa/TbHO-XY/JOKECTBEHHOIA  (PPECKM, BOCCO3JAIOLLIEIA  Tparn4ecKyto
KapTUHY «KpPOBABOI0 BOCKPECEHbS»; aKLIEHTVPYS aKTUBHO—FeponYecKme, OeiAcT-
BEHHb e My3bIKa/TbHb e 00pasbl, ANPYDKEP TPAKTYET ee KaK «CUMQIOHMIO 60pbOb1».

Havboriee sipkve nHTeprnpeTaumn cumgoHniA LocTakoBrnya B MockBe CBS-
3aHbl ¢ nveHeM Kupwina KoHgpallmvHa, Bo3r/iaByBLLENO B Havasie 1960-X IT.
OpKecTp MOCKOBCKOIA (hWU/TapMOHU 1 MPEBPATMBLLENO €ro N3 «Psia0BOro» Kosi-
NeKTVBa «B QOyH V3 JIYHLLMX OPKECTPOBbIX aHEAMOeIA He To/bKo COBETCKOro
Cotosa, Ho 1 Beero Mmmpa» (LLiocTakoBuy). EMy Mbl 06s13aHbI 1 MpeMbepamMn Hanbo-
J1ee «OCTPbIX» CUMGOHNIA LLiocTakoBMYa — YeTBepToiA, 6osiee 25 SET NPorieXaBLLEI
BCTO/Ie KOMIMO31TOPA, V1 eapa M3bexaBLLeiA 3arnpeTa TpuUHaaLATOIA, KOTOPYHO 0TKa-
3a/1Cb VICTONHATBL ApyTive Avpvokepbl. «LLikona LLiocTakoBrYa» Bbuia BOKHEALLIM
aTanom v /11 (hopMm1poBaHNS apTUCTUYECKOIA 3pesiocTy camoro KoHapatumHa —
Mo ero npusHaHWio, paboTa Hag, MepBoiA cMGOHMEIA OTKpbUIa eMy MNpoGsieMy
«BapVIaHTHOCTI» AVPVDKEPCKOIA MHTEPMPETALIMM, a B MPOLIECCE PENETULIMOHHOI
MoAroToBKM YeTBEPTOIA OH OKOHYaTesIbHO CHOPMMPOBaUT CBOIA «accoupaTmB-
HbE METO/, paboTbl, KOTOPbIiA Tak MomMorast eMy rpm 06LLEeHNN ¢ My3bIKaHTaMn
1 N0o3BO/1SU1 CO3aBaTh 60r1ee spKve, BbINMYK/IbE MHTEPNpeETaLyn.

MepBbIA COBETCKMIA  AVPYDKEP,  VCMIONHVBLLMIA - LMK cuvidoHniA - Marepa,
KoHAapaLLMH He MO He YyBCTBOBATb «Ma/1IEPOBCKOA» HOTKM LLlocTakoBuYa, ero npo-
MOBEAHMYECKOr0 Magioca M TParm4ecKoiA OCTPOTbI «IJ1aca BOTMKOLLEIO B MYyCTbIHEY,
BOMVIOLLIEHHOIO B MPOTECKHYHO (hopMy. Bripodem, B paBHOEA Mepe y[gBa/Ch eMy
N «[/1BKATHOCT» PaHHUX XO0POBbIX CUMKOHMIA, TPebyHoLLIgA OT VCTIOSHATES 1 COBCEM



[Opyroro, «KpyrHOro» LUTpUXa, WU KMHeMaTorpamuHocTb [JgeHaaLipTotd. O6riaaps
MHOIO/IETHEIA MPaKTUKOIA onepHoro avpvokepa, K KoHapaumH Grectsle Braaen
BCEM apCEHasIOM My3bIKa/TbHO—VCTIOSTHUTESILCKOrO  anrapaTa. /1 motomy BriosiHe
3aKOHOMEPHOIA CTas1a ero paboTa Haz, CTOPUYECKY MEPBOIA 3arChbHO MOJTHOMO LKA
cMoHMIA LLocTakoBmYa, 0CYLLECTBIEHHOA UM B 1970-72 IT. V1 NoOb ITOXV/BLLELA €110
MHOIro/1eTHeE Morpy>XeHvie B My3bIKy reH/as 1bHOro CoBpeMEHHMKa 1 ApyTa.

EBreHnia CBeT/1aHOB BbIABVHYJICA B psj, BeAyLLMX AUPDKEPOB HaLLeLA
CTpaHbl BO BTOPOA MosioBuHe 1960-X IT., BO3r/aBMB [0CYOapCTBEHHBLIA
aKa[EMNYECKNIA CUMGOHUNYECKNEA opkecTp CCCP. «3roxy CeeTsiaHoBa»
CBA3bIBAIOT, Mpexae BCero, C WHTeprpeTaumsiMm PYyCCKOA K/1aCCUYECKOI
My3bIKM; OAHaKO OH aKKoMmnaHupoBas1 M. PocTporoBu4y Ha rpembepe
MepBOro BWOMOHYESIBHOIO KOHLepTa LllocTakoBu4a, BrepsBble WCMOSHW
«CM(OHNYECKYIO Mpe/iioamiio» NamMATU repoeB  CTa/IMHIPaaCKOA OUTBb;
C TeyeHVeM BpeMeHW Bce 60siblle couMHEHMIA LLlocTakoBMYa CTaHOBU/IUCH
OpraHMYHOA YacTblo penepTyapa Be/IMKOro Avpuxkepa. VIMEHHO cBeT/1aHoB-
CKasa HTepnpeTauuns «/TeHUHIPaacKoiA» CUMMBOHMK 3aC/Ty>K1a Hanb0oTbLLYHO
MonyJsIAPHOCTb Yy 0TEYECTBEHHOIO C/yLLaTes1s; C 3aXBaTbIBaOLLEIA CWIOLA OH
passopayvBaeT repes HamMy ee MOHYMEHTa/IbHOe FepoMKOo-Tparmyeckoe
MosI0THO... He MeHee ybeauTenbHa ero TpakToBKa [MSTolA; HeoXXuaaHHas
Ha NepBbIA B3r/154, SMOLMOHa/IbHAA COEPXXaHHOCTb HEKOTOPbIX 3MNn3040B
TO/IbKO MOAYEPKUBAET MOLUHBLIA AVHAMU3M [/UTeSIbHbIX «T0SIEMA» HarHe-
TaHWA 3HEepPruu, NpUBOAALLMX K OC/EMUTESIbHBIM BCrbILLKAM  Ky/IbMUHa-
A [Ba spyaiawmx umkia LloctakoBmya 3By4aT ¢ npucywym CeeTsiaHoBY
CUM®{OHMYECKNM Pa3MaxoMm, 3MOLIMOHA/TbHLIM HaKasloM U SIPKOIA YoexaeH-
HOCTbIO AVPYKEPCKOLA BOSIN.
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«$1 UCMbITHIBAKO BCErdg 0OHO M TO Xe YyBCTBO Moc/ie UCMO/HEHVSI CUMIOHWIEA
LLlocTakoBWMYa: Ta, KOTOPYHO UIMPas CEroaHs, KaXKeTC MHe JiyULLEL, — MpU3Ha-
Basic FeHHaamiA PoxxaecTBeHCKNIA. Ewle B 1950-€ IT. MOSI0A0IA Anpkep—CTa-
»kep BobLLIoro TeaTpa 06paTu Ha cebst BHUMaHWE Kak SpKUA MHTeprpeTaTop
My3bIK/ XX BeKa. Mo/ WHHBIA VcKaTe b 1 NPOCBETUTES b, OCYLLIECTBUBLLMEA 3a
CBOHO 60-/IETHIOHO TBOPYECKYHO XKW3Hb COTHU POCCUEACKUX U MUPOBBLIX MpemMbep,
I POXOECTBEHCKUNIA C HOHOCTU UCMbITbIBa/1 0C060e TArOTEHVE K TBOPYECTBY
BE/IMKOI0 CTapLlero CoBpeMeHHWKa. briarogaps emy MHorvie rosty3abbimbie
counHeHuA LLlocTakoBmYa 06pesiv BTopoe poXaeHMe U MPOYHO BOLLIN B Ky/lb-
TYPHbIA KOHTEKCT COBPEMEHHOC T (orepbl «Hoc» 1 «rpokim», 6asieTHbIE CHOUTbI,
My3bIKa K CMEeKTaK/19M N KMHodmibMam). C co3gaHHbIM MM CUMMOHNYECKNM
opkecTpoM MwuHucTepcTBa Ky/isTypbl CCCP 1 npy yyacTum Opyrux Kosi-
NEKTVBOB VPVXKEP VCTMOSTHWIT U 3aruncasl BCe OPKECTPOBble U TeaTpasibHble
counHeHus LLiocTakoBmya. B HTepnpeTaumm I PoxaecTBEHCKOro 060CTPEHHO-
XapakTepHasa TeaTpasIbHOCTb, OPraHUYHO NPUCYLLAs TBOPYECTBY KOMIMO3UTOpA,
COYETaeTCH C MPOCTPAHCTBEHHOIA MHOMOMEPHOCTBIO MapTUTYPbI, pesibetHbIM
KKOHCTPYKTMBU3MOM» (hopMbl. Kakoi/ 6b1 onyc LLlocTakoBuya HU MCMONHAS
ONpVKep — «1erKyto» 3CTPaaHyHo MosibKy WM MacLLTabHbILA CUM(OHNYECKUIA
LMK, B HelA BCer g OLLYLLIae TCS YKUBOE AbIXaHue 3roXu.

B TeueHe psga neTy LLlocTakoBmYa 6pas YPoKU MHCTPYMEHTOBKM Py fobg
Bapwaita. My3bIKaHT YHVBEPCA/IbHOIN0 Aap0BaHMsI — KOHLEPTUPYHOLLMIA asb-
TUCT, KAVIEPHBLIA 11 CUMPOHUNYECKUEA AMpUXKep, co3aaTesib Nepsoro B COBETCKOM
Coro3e KaMepHOro OpKecTpa, OH OCYLLEeCTBW1 0[00peHHY0 aBTOPOM OpPKeCT-
poByO pefakumio BocbMoro keapTeTa («KamepHas cumdoHUs», cod. 110a).
JMprkepCcKo-MpocBeTUTENBCKaA AeATeNTbHOCTL bapluas BAOXHOBMUIA MHOMX



KOMMO31TOPOB, /19 MOCKOBCKOI0 KamepHOro opkectpa LLlocTakoBuy ocyLue-
CTBW1 OPKECTPOBbIE pefaKLMN HECKOSTbKMX BOKa/TbHbIX LIMK/I0B, He 6e3 B/ns-
HUA Baplwas Bo3HMK U 3aMblicen YeTbIPHaALATOIA CUMGOHN /19 HE0ObIYHOI0
cocTtaBa. C 60/1bLLUMM ycrnexom BapLuaid AvpyxmMpoBas NpeMbePoiA CUMpOHNN
B JleHnHrpage n MockBe (B U3[aHUW MpeacTas/ieHa 3anmcb MOCKOBCKOIMO
ncnosiHeHus). BocxuieHve LllocTakoBuya BbBbIBa/1la M paboTa Aupudkepa
C CUM(OHNYECKMM OPKECTPOM; B Ja/TbHEALLEM BapLLaiia oCyLLECTBI/T 3apy6ex-
HyI0 npembepy TpUHAALATOA CUMQOHUM, B 1990—€ IT. 3anmcas1 KOMIUIeKT CUM-
thoHniA LLlocTakoBMYa € OPKeCTPoM 3anaiHOrepMaHCKOro paamo.

Cpeoy mviedabl TaTaHT/MBLIX OVPVKEPOB, MosABMBLUMXCA B 1960-e IT.
B poaHom LlocTakoBuuy JleHMHrpaae, Bblaersiiack gurypa HOpma Temump-
KaHoBa. BbINycKHWK 3HameHUTOro ksacca . MycuHa, no eguHoAyLIHOMY
PELLIEHUIO XKIOpU OH Obl1 yAocToeH | npemun Ha BTopom Bcecoto3HOM KOH-
Kypce AupwbkepoB (npeacedateniem >kwopyn 6bin K KoHgpawwmH)., 12 ner
Komia TeMmpKaHoB pyKoBoAW JSieHUHIpaackum FATOB vm. Kuposa (HbiHe
MapumHCKMiA TeaTtp), a ¢ 1988 I. cTas1 NpeeMHNKOM MpaBUHCKOIO Ha MocTy
PYKOBOAMTENS  3aC/Ty)KEHHOI0  KOJvieKTviBa  Pecnyb/imky  AKaeMUYECKOro
CUM(OHNYECKOr0 OpKecTpa JIeHVMHrpaackoii (HbiHe CaHKT-IleTepOyprcKotA)
tdmnapmoHnn. CerogHst KO. TeMMPKaHOB SIB/ISIETCA KPyNHELLMM MpeacTaBu-
Tenem neTepbyprckoiA AVPWKEPCKOIA LLKOMbI, MPU3HAHHLIM WHTEPrpeTaTo-
poM My3bikM LLocTakoBmya. KoHuepTHas 3anmncb JecsToia cuMgoHMN Oblia
caenaHa B nepuog, paboTbl TeMUPKaHOBa CO BTOPbIM CUM(OHUYECKUM KOJT-
JIEKTVBOM JIEHUHIPaaCKoIA (hniapMoHn (BbBLMIA 0pKECTP JIEHVUHIPaACKoro
PaguokomuTeTa, UCMO/HVBLMIA  CeabMyt0  CUM(OHMIO B 6/10KaaHOM
NeHnHrpage). APXUTEKTOHUKY [ecaToii - Moxa/yiA, CaMoIA - «/INHHOLA



y LLocTakoBMYa — OUpvdKep co34a1 Ha KOHTPacTHOMA ApaMaTypruv BHY TPEHHE
3aMKHYTbIX YaCTelA; C pyroiA CTOPOHbI, MOAYEPKHYTO BblAeleHHas MOHOrpamMma
(DSCH) npeBpallaeTca B CBOEr0 pofa «Xopasi», CKPErvISoLLMIA aHTUHOMM IO
«eAVHCTBA 1 60pbObI MPOTUBOMOSIOKHOCTEIA» BHY TPEHHEI0 MMpa XyA0KHVKA.

CaM KOMMO3UTOP B HOHOCTU 3aHUMA/ICH OMPYOKMPOBAHMEM Y MPOC/IaB/IeH-
Horo H. Marsibko (KOTOpbIA OCYLLECTBWI MpemMbepy ero MepBoia cMdoHUN).
EOMHCTBEHHBIA pa3 OH BbETYNWI B po/Iv AMpvbKepa Ha (PecTvBasie CBOEiA My3bIKU
B FopbkoM (HbHe HpkHMIA HoBropoa) B 1962 I (Ha TOM ke KOHLIEpTe Ae6oTpoBasl
B posm aypvokepa M. PocTporoBmy). HecMoTpst Ha yaguHb A «ae6ioT», LLocTakoBmy
0TKa3a/1Ic 0T O bHELLMX TMOMbITOK OVPVDKMPOBAHUA — MPOrpeccupyoLLas
60/1e3Hb PYKV/ BbHY/AW1A €0 MPeKpaTUTb U NMNaHUCTUYECKUE BbCTYTUIEHNS.

KToMy BpeMeHU APYIKEPCKYHO CreLmasibHOCTb M36pasl CbiH KOMMO3UTOopa
Makcnm LocTakoBuY. CeMbsi FOTOBWIA EMY Kapbepy NUaHnCTa, HO eLLe BAET-
CTBe, No6bIBaB Ha perneTuumax E. MpaB1UHCKOro, OH TBepAo peLuns cTarb A1pu-
»kepom. OKOHUMB MOCKOBCKYO KOHCEPBATOPUIO, e OH 3aHMMasICA B Kriacce
A Tayka (nepsoro aupwkepa [ocopkectpa CCCP) un I. PoXOecTBEHCKOrO,
Makcum LLocTakoBmy paboTas acCMCTEHTOM B BeAyLLyX opKecTpax MOCKBbI.
Ero cob6cTBeHHbIA Ag60T cocTosisica B 1965 1. B JleHUHIrpage — opKecTp mniap-
MOHWW MCMOSTHW MO, ro yrpassieHem JecaTyto CUMGOHNIO. «OH oppeHHbILA
AVpokep. TO nepsoe 1 6e30LLIMO0YHOE OLLYLLIEHVE, — OMCLIBaUT CBOW BrievaTsie-
HUS My3bIKa/TbHbIA KpUTUK J1. HTeme. — OH XXMBET BMy3blKe, OH CTPEMUTCSA
BHMKHYTb B KKOpEA €€ 0TTEHOK, MO/ACKa3aTh... apTUCTaM OpKecTpa BepHbEA
CMbL1 MNapPTUTYPbI, 3aXBaTUTb VX CBOSIA SMOLIOHA TbHOCTHIOY.

MepBbIM KPYMNHbLIM A0CTXKEHMEM MOJI040M0 AMpukepa CTasia MUpo-
Bas npemMbepa rnocsieaHein cMM@oHUM oTua ¢ BosblumMM CUMGOHNYECKUM



OpKecTpoM LleHTpasibHOro TeneBuaeHUs v BcecotosHoro pagvo B 1972 .
B MockBe, CTaBLUasA cOObITVEM MMPOBOI0 3HaYeHUs (Mo3XKe OH OCYLLECTBW/I
3apy6eXxXHyH0 NpemMbepy cMMGOHUN B JToHAOHE). 3anmncb CUMGOHUN, caeMaH-
Hasa cpasy rocsie UCTOPUYECKOIA MpeMbepbl, He yTpaTwia akTyas/lbHOCTU U B
HalWn OHW; rybokas 1 yoeauTesibHas TpakToBka Makcmma LLlocTakoBuya
Mo3BOJIAET MOCTaBUTL €e B OAUH PS4, C JyUlLIMMU UHTeprpeTaumsiMmn 3Toro
«CMM{OHNYECKOr0 3aBeLlaHns» AmuTpusa LocTakoBuya.

MepBas cmMmdoHMA (ha MUHOpP, cod. 10) Gbuia AUMSIOMHOA paboToi
19-71eTHEro BbIMYCKHMKA KOMMO3UTOPCKOro daKysibTeTa JIEHVMHIpaacKoiA
KoHcepBaTopn. OAHaKo TpUyMGas/ibHBbIMA Yycrnex npeMbepbl U Konye-
CTBO MOC/IeAYOWMX UCTIOSTHEHUEA KPacHOpPeYMBO roBOpPUIA O MOL/IMHHOM
MacwTabe fapoBaHUA aBTopa WM 3acTaBUIM 3a0bITb 06 «y4yebHOA» npu-
Haa/1IeXXHOCTU cUM(OHUM, a nma LLlocTakoBMYya 3a3By4dasio B O4HOM psiay
C KpYMHELLMMM KOMIMO31TOopaMu CTapoiA 1 HoBOA Poccmn.

3amMeTHOe M BrosIHE 06BACHMMOE /19 HOHOr0 aBTopa B/VSHWE CTap-
LWNX coBpeMeHHNKOB — CTpaBUHCKOro, NMpokogbeBa, CkpsabuHa (B Oa/1b-
HELLEM He CBOMCTBEHHbIe LLoCTakoBUYY «CKPSAGUHM3MbI» KPUTUKU
Haxo4uNV B TPETLEIA, MEYIEHHOIA YacTN) — He MeLLaeT Y)ke C NepBbIX Tak-
TOB CMM®(OHUWN Y3HaBaTb HEMOBTOPUMBLIIA aBTOPCKUIA mnovepK. K cambiv
APKMM 0CO6EHHOCTAM [MepBOiA CUM{POHNN MOXHO OTHECTU TUMUYHYHO O/
LLlocTakoBMYa rpoTECKOBOCTb, 06paLLeHne K COBPEMEHHbLIM eMy ObITOBbIM
>XaHpaMm (OCHOBHble TeMbl MEPBOIA 4acTn, LUMPKOBOIA rasion B Ckepupo);
B (hMHas1e cMMMOHNIN Hambosee SPKO NPOSIB/ISIET cebsl «KUHeMaTorpamy-—
HOCTb» — OLLYYLLIEHMNE PaCcKaApOBKW, UIJTIOCTPALMN CTPEMUTESTIbHO CMEHSI0-

LLMX ApYT Apyra KMHO3MN30/0B.
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BTopasa n TpeTbsa CMM(OHUM — NPOU3BEAEHNS, HarnMCaHHbIe «Ha C/Tyqai
1 Hanbosiee TECHO CBsi3aHHbIE C 00LLIECTBEHHOLA aTMoctepota CoBeTcKoiA Poccum
KOHL@a 1920-X IT. BTopas, «[locBsileHne OKTs6pto» (Cr maxkop, cou. 14), 6bria
3aKoH4YeHa B 1927 r. n npuypodveHa K 10-1etrio OKTSOPLCKOA PeBosItoLMN,
TpeTbs, «NepBomaiicKkas» (Mn—-6emosib Maxop, cod. 20), — ABa roda CcrycTs,
B «I0f, BE&/WIKOIO MNepesioMay». B 06erx cMMMOHUAX UCM0/1b30BaHbI CONMCTbI U XOP
(BTopasi HanmncaHa Ha TekcT A. be3bIMeHCKoro, «llepBoMatAcKas» — Ha C/ioBa
C. KnpcaHoBa), 4To NpUG/IKaET MX K XXaHpY KaHTaTbl; 00 beONHSET X U CBO-
60Hasn ogHo4acTHas hopma.

Cam LLlocTakoBMY He 0THOCW/1 3TV CUM(IOHUM K JTyULLIMM CBOUM Mpov3Be-
JeHvaM. Tem He MeHee OHM NpeACTaBsIAat0T 60/1bLLOA MHTEpeC Kak HernocpeacT-
BEHHOE OTpaXeHMe [yxa 3TOro C/IOKHOro BpeMeHW, HYyBCTBa PeBOSTHOLVIOHHOIO
nopbIBa, NepeaaHHOro ¢ HernoAAe TIbHOEA UCKPEHHOCTLHO (B Te rogpl LLiocTakoByy,
6e3yC/10BHO, COYYBCTBOBaUT KOMMYHUCTUYECKOIA wmaeosormm). Ecrm BTopyto
CUMMOHWUIO OT/IMYaeT aBaHrapaHbIA, MNpeaesibHO C/IOKHBIEA  My3bIKa/TbHbIA
A3bIK, TO TPETbSA B CBOEIA KPACOYHOIA MNJ1aKaTHOCTM BOCCO34aeT aTMocepy mac-
COBbIX MECEH 1 MapLLELA MNEPBOMALACKNX AEMOHCTPALMEA — HEM3MEHHOI0 aTpu-
6yTa COBETCKOI0 CTPOsi BI/10Thb A0 KOHLIA 1980-X IT.

[y6okniA - Bogopasfes1 NPoXoauT MexXay MpeallecTBYHOWVMA  COUMHe-
HMAMM N YeTBeEPTOA cumdoHMeA (10 MUHOP, cod. 43), paboTa Hag, KOTopoia
npoxoamna B 1935-36 . Cam LLocTakoBnY Broc/1eAcTBUM MPU3HaBasics, UTo
LIEHUT ee BblLLe 60s1ee MOMy/IsSpHbIX U NPU3HaHHbLIX LLUKMPOKOEA MyG/IMKOIA nocsie-
OYHOLLIX COHUNHEHMIA.

UeTBepTasd CUM(OHUA CTasla MepBbIM COYMHEHMEM, My3bIKOIA N CaMoiA
Cyap00iA CBoeIA 0TpasvBLUMM Tpareauto TeopyecTsa LLocTakoBuya — Tpareamo
JIMHOCTW, MoAAB/SEMOIA TOTa/MTapHbIM FocyJapcTBOM. Ee co3gaHme coBnasio



C TpryMasIbHOA NPeMbepoiA onepbl «/leay Mak6eT MUgHCKoroyesaag», KOTopyto
e4MHOAYLLIHO MPU3Ha/IN HOBOIA CTPAHMLIEIA B UCTOPUN COBETCKOIO My3bIKa/1b-
Horo Teatpa. OHaKO ycrex CMEHW/ICS 06BMHEHWEM B (hopMasinime, Tpas/reii
CO CTOPOHbI 0L IbHBIX OPraHoB, MPUHYAUTESIbHOIO NPU3bIBa «MOKAATHCS».
«BMeCTO MokasiHWs, — BcroMmyHasl LLlocTakoBuY, — A mcart YeTBepTyto cmMdo-
HWIO». B0 04eEBMAQHO, YTO OHA pa3desIT yyacTb «/leay Mak6eT». Mocsie reHe-
pasIbHOIA peneTuLmMn CUMMOHNU aBTOp CaM CHSU1 ee C UCMosTHEHUSA. MpemMbepa
UeTBepToi/A cocTosi/1acb b 25 fieT cnycTs, B 1961 r., nof ynpas/ieHVEM
Kupwna KoHgpaluvHa.

Be3yc/io0BHO, oaHa M3 caMblIX «CyObeKTUBHbLIX», YeTBepTas 04HOBPEMEHHO
CTa/ia CamMoiA «MasiepoBCKOA» CUM(IOHVEIA LLlocTakoBuYa. Tparmyeckast aKc-
MPeCcCUBHOCTb My3bIKa/IbHOIMO S3blKa, OCTPOEe 0CO3HaHue 0AMHOoYecTBa JINY-
HOCTU, VOYLLEIA «MPOTUB TEYeHUs», FPOTECKOBOE MpesioM/IeHe CTPadaHNIA
yepes LLYTOBCKYI FpUMacy — 3T YepTbl TBOPHECKOIA HaTypbl Masiepa okasa-
JWMCb KaK Hukorga 6:mskm LLocTakoBuyy Tex JET. [/Ty60KasA CyObeKTMBHOCTL
3aMbIC/1a 0Tpa3ulacb M Ha BHELLHEIA KOHCTPYKLUUW CUMGOHUW: Moc/1e Me/1eH-
HOIA, HaCbILLEHHOIA COObITUSMW COHATHOIA YacTu criedyeT HebosbLLoe CKepLo.
"paHAMO3HaA TPETbA YacTb HE UMEET aHas10roB B CMMGOHMYECKOM TBOPHECTBE
LLlocTakoBMYa: HauMHasACb TpaypHbIM MapLleM, OHa pa3BMBaeTCs MoAo6HO
CBOOOAHOMY BapUaLIM'OHHOMY LMKITy, 3aBepLLUasiCb MPOTSHKEHHOIA KOOpIA-YTa—
caHvieM. Tornbko MAaTHaauaTas cMMQoHUsS ByAeT UMETL NMoA0OHOE OKOHYaHMe.

CoBceM apyryto cyapby mmena MaTtass cMMGoHna (pe MUHop, cod. 47).
Ee npembepa B 1937 1. BJleHVHrpage nog yrnpasseHnem EBreHnss MpaBMHCKOIO
MOC/Ty)KN1a Havas1oM MHOMOSIeTHEA APy Obl aBTopa C BbAAIOLLIMMCA OUpUXKe-
pomM - B GyayLlemM nepBbIM UCTIOSTHATESIEM MHOIMMX €ro COMMHEHWIA. besoro-
BOPOYHbIEA YCrieX CoBMasl ¢ 0hMLMasIbHbIM MpU3HaHveM — LLiocTakoBUY Mosyums
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«MPOLLIEHME», a HOBasA CUMMOHUS C OMTUMUCTUYECKUM (IMHAUTOM OKasaslacb
npviemsieMa B paMKax UAeos10rn CoLMa/IMCTUYECKOIO peasin3mMa.

W cerogHs MATan cMMgoHUA BOCNIPUHMMAETCH Kak 04HO 13 CaMbIX 06beK-
TUBHbIX, K/1acCMYeCKNX (B LUMPOKOM MOHUMAaHUKW 3TOr0 C/10Ba) COUMHEHWIA
LLlocTakoBmya. Oropa Ha TPEXBEKOBOE pa3BUTHE EBPOMEIACKOIA My3bIKN — OT
Baxa oo Marnepa - codeTaeTcs B HeiA C HAOVBUAYya bHbIM 3aMbIC/I0M CUMAO-
HUYECKOIA ApaMaTyprv; MOMeHTbI NpeaesibHOro HanpshKeHus — ¢ anNn3ogamm
YOVBUTESILHOIO MOKOA WM (hU10COICKOro  camoyr/TybsieHNst; CTpeMUTeSIbHoe
ApamMaTunyeckoe pasBuUTME — C 6Ge3yrpeqHOIA JIOMMKOA O0OLLELA KOHCTPYKUMM
M OTAE/bHbIX 3/1EMEHTOB.

Cam LLiocTakoBuY orpeaeivi BHY TPEHHIOK TeMY CUMMOHUMN KaK «CTaHOB-
JIeHVie JIMYHOCTUY, CTPEMWICA «MOKa3aTh, Kak vepes psf, Tparnyeckux KOHJYMK-
TOB, MyTeM 6/ BLLDIA BHYTPEHHEIA MyLLEBHOIA 60pb0bl Y TBEPXXAAETCA OMTUMM3M
KaK MMpOBO33peHME». OCHOBHOIA 3Tan «BHYTPEHHELA AyLLEBHOLA 60pbbbi» Mpounc-
XOOUT B MEPBOIA YacTun (OHa HarnvcaHa B He0ObIYHO Me/1eHHOM /159 COHATHOIo
/UIerpo Temrie), roe C BbICBOOOXKAEHNEM «TeMbl 3/1a» KOHG/IMKT O0CTUraeT
KPUTUYECKOA TOYKW, YTOObI OTCTYMUTL Ha BPEMS B MevasibHOM, WHTUMHO-
JINPUNYECKOM OKOHYaHUW, HO MO-MHOMY O0TPasUTbLCA B OYpsIeCKHOM, MasiepoB—
CKOM no ayxy Ckepuo. Ho He 0TKpbITas 6opb0a, a npeaesibHasA NMorpy>keHHOCTb
B cebsl, OCMbIC/IEHME BHYTPEHHMX NPOTUBOPEUNIA B MeO/IEHHOIA YacTu NpUBO-
VT K CTPEMMTENIbHOMY, Moc/ieAHEMY 3Tarly «CTaHOB/1eHUs» B (nHare. B aTom
KOHTEKCTEe COBEpLUEHHO eCTECTBEHHOIA (a BOBCE HE MAE0/I0MrMYECKMM KOMIPO-
MUMCCOM, KaK Ka3as10Cb MHOIMIM) Bb I/ a/T TpUyM(basibHas pa3Bsi3Ka rnocrieHein
yacTn — nNobeaa Hazg cO6CTBEHHLIMM COMHEHUSIMA 1 CTPaxaMy BbICBOOOXKAAET
[YyXOBHbIe CWbl, MO3B0/1SIA 0CTaBaTbCs CaMMM COB0IA B CaMbIX C/IOKHbIX, ake
TparnyecKmnx cUTyaLmsix.



LLlecTas cmmdoHms (Cv1 MUHOP, cod. 54), 3aKOHYeHHas U BrepBble UCMO/THEH-
Has B 1939 r., CTa/la HEOXXNOAHHOCTBIO Aaxke A/ nounTaresein LLocTakoBuya.
OT Hero »>Oa/M COUMHEHUS B yXe FepoMKo—Tparnyeckoro uyikia MAToia, Tem
60/1ee, YTO KOMMO3MTOP COOOLLMIT O TUlaHax HOBOIA BOKa/TbHO—XOPOBOLA CUMO-
HUM NamsT B.. JleHnHa. HoByto Yke CUMGOHMIO — C O4YEHb Mea/IEHHOIA MEPBOIA
YacTbto, CKepLIO N OXXUBJIEHHBIM (OMHA/IOM — KPUTUKN Ha3Ba/ TN «CVMOHIVEIA 6e3
ro10Bb K, aBTOPY MNpefyiarasiv JOCOMUHUTD «HEHarncaHHyHo» MePBYHO YaCTb...

Mocrie  «6Ge30roBOPOYHON0  ONTUMM3Ma»  MPEALLECTBYIOLEIA  cMMGO-
HUN BOOXHOBEHWME KOMIMO3UTOPa CHOBAa MOrPYXXaeTcs Br/lyob COOCTBEHHOIO
CO3HaHUSA — BOT K/IHOM K pa3rafke OTKPbIBaOLLEro cCUMGoHWMIO Largo, passep-
ThIBaOLLErocs Mo Crvipas/iv, Kak HarpsbkeHHbIA «raMieTOBCKULA»  MOHO/IOT .
CWIbHELLMM KOHTPacToM 3ByunT rocsieayrowlee Allegro — ctpemuTesbHbIA
6er ero MOTVBOB C/I0BHO He [aeT BO3MOXXHOCTM OCTaHOBKE M OCMbIC/IEHUIO.
®rHaNIbHOEe Presto 3By4MT HenoAaesibHOI XKU3HEPaLO0CTHOCTLIO 1 ONMTUMUN3-
MOM, HO y)ke 6e3 Tshkes1oro nagoca npeaecTBYHOLEIA CMMMBOHNN, KaK OyaTo
rnepes, HaM BK/IIOHWIN «MNPa3aHNYHO—OYHUYHYO» KUHOXPOHUKY 1930-X IT.
Bnpoyem, HaMepeHHass acMMETpPUS, HE0ObIYHOE CoMeTaHMe YaCTelA Jal0T BO3-
MOYXHOCTb CaMbIM Pa3/INYHbIM MHTeprpeTaumsaM CUMQOHNN — OT «KasielAnoc-
KOrMa XM3HW» A0 Tparnyeckoro ABoeMbIC/NS.

TpyaHO Ha3BaTb MHOE My3bIKasIbHOE MPoU3BeaeHME, CaMo 3BYy4YaHME KOTO-
poro CTasio CUMBOJIOM KPYTHEIALLEIA BO/HbI XX BeKa, HEMPUMMPUMOIA 60pLObI
¢ thawumamom. MepBas vacTb CeapMoia cMqoHmn (o Madkop, cod. 60, «rocBs-
waeTca ropody JleHHrpaay»), 6bria HanmcaHa «ro ropsadvM criedam» JieToMm
1941 r. (XOTA 3HAMEHUTBIIA «ANM30/, HALLECTBUS», M0 HEKOTOPbIM CBEAEHVSIM,
y>Ke CyLLEeCTBOBa/1, HO OpraHMYHO BOLLIEST B CUM()OHMIO), BTOPas U TPETbA Bbun
3aKOHYEeHbI B CEHTAOPE, BY)ke 0CaKAeHHOM JIeHNHIpaae, (VHasT — B 3BaKyauu,
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B Kyl /obLLEBE (HbIHE Camapa). B 3Tom ropoae B MapTe 1942 r. cumdoHMS Briep-
BbEe Mpo3BYyYas1a B UCMOsTIHeHNM opkecTpa bonblioro Teatpa CCCP nog ynpas-
neHnem Camyunnia Camocyaa. Beckope oHa 6buia mcnosiHeHa B MocKkBe, 3aTem
HOTbI GbVIM CaMOsIETOM MepenpaB/ieHbl B G/10K3OHbINA JleHMHrpag, B Tom ke
rogy CeabMas CUMQOHMA MCMoNHsTack B Hbto-Mopke, nosxe - B JIoHAOHe
1 ByaHoc-AiApece...

BOT Kak cam aBTop OnmcbIBas1 coAeprkaHMe CUMMOHUN: «OKCMO3ULS MEPBOLA
YacTW ... 3TO MPOCTasi, MUPHAsA »XN3Hb, KAKOIA [0 BOVHLI KWIN ThICAUN JIEHNH-
MPaaCK/X OMO/MEHLEB, BECH MOpo4, BCA Halla CTpaHa. ... B MUPHYHO XM3Hb 3TUX
JYWQPIABpPbIBAETCA Bol/HA. A HE CTPEMSTHOCh K HATYPasTUCTUHECKOMY M300paXKEHUIO
BOL/Hb | M300paXKEHWIO J1513ra OPYXKUS, paspbiBa CHapsaoB M T. M5 cTapatoch nepe-
[atb 06pa3 BoHbI AMOLUMOHaA/IbHO.... Penpmsa — TpaypHbIiA MapLl W, BepHeE,
PEKBVEM 0 XKEPTBaX BOMHbL... Kak MHE Hy»XHbl ObVM C/10Ba A/H 3TOro anusoa!
Ho HAroe a1 X He Mor HalATW.... [Tlocrie pekBreMa WUAET elle 6ariee TparvdecKmii
auzod,  ...B Hem oresbiMaTepy W ke YyBCTBO, KOra CKopob Tak Be/ka,
UTO IE3Y)KE HEOCTaeTCA. ATU ABaSMPUHECKUX (hpar MeHTa NPUBOAAT K3aK/1to-
YEHVIKO MEPBOIA YaCTU, K arnoeody XU3HW, CoNHUA. B caMoM KOHLIE ONSATh BO3HW-
KaeT OTAA/IEHHbIA FPOX0T, HaNMOMVHAKOLLMEA 0 TOM, UTO BOL/HA MPOA0SKAETCS.

BTopas v TpeTbsA YacTu CUMQOHUN He CBA3aHbI KaKOLA-/00 MPOrpaMMOiA.
OHV npeaHasHaYeHbl, YTOObI C/TY)KUTb JWPUHECKOIA paspsiaKoiA. BTopas 4vacTb
CUMMOHMN — 0YEHb JTMPUHECKOE CKEpL... BOCTIOMUHAHUA 0 KaKNX-TO MPUSTHBIX
CoObITUAX, 0 PAAOCTHBLIX ANM304aX. Bce 3T0 NOAEpHYTO [bMKOA JEFKOIA FpyCTU
N MeYTaTesIbHOCTU— TpeTbsl YacTb — MaTeTUyeckoe aaakmo, ApamaTude-
CKAALIEHTP MpoV3BeaeHS.

B03MOXHO, 06pa3bl TPeTLEIA HacTu ObU HaBesHbI LLlocTakoBu4iy namsi-
TblO 0 POAHOM JleHVHIrpaae. PrHas1 aBTOp XapaKTepr3oBasl O4HVM C/10BOM —



«robesa». Ho B Hem, npexkae BCEro, OLLYyLLAeTCHA Tshkesias, MyudmTesibHas
60pbb6a, MacLTabbl KOTOPOIA B TO BpeEMsi Masio KTO Mor cebe npeacTaBUTb.

Tpareamo BoMAHbI pacKpbIBaeT 1 BocbMasi cuMgoHUA (40 MMHOP, cou. 65),
3aKOHYeHHas B 1943 I. 1 BrnepBble Npo3By4asLuas B MocKBe rog, yrnpassieHemM
E. MpaBuHcKoro (emy cMmgoHMSA 1 nocesilleHa). Ha aToT pa3 LlocTakoBuu
BO34EPKA/ICA  OT MPOrpaMMHOCTM W TVIAKaTHOMA  OOKYMEHTa/IMCTUKN
«JTeHVHIPaaCKoOA» CUMQIOHNMN, PaBHO KakK M OT TOPXECTBEHHOIo «arogeosa
nobeabr (opruUmanibHaa KpUTMKa pyrasia HoBoe counHeHue LLlocTakoBuya 3a
neccummnam). Ho eaga /i Mbl 3a BCHO MCTOPUKO My3bIKM HaLAOEM COMMHEHNME,
rae ¢ TakoiA I/TlyONHOIA N 3MOLIMOHa/IbHOCTBLIO Gblia Obl pacKpbITa Tpareams
BOHBL.

«MHe X0Tenoch ... BoCCO34aTh KapTUHY YLLEBHOA YXU3HWN YesioBeka, OrJsiy-
LLEHHO0 MMraHTCKMM MOJ10TOM BOHbL. pacckas3aTb O ero TpeBorax, 0 ero
CTpagaHusX, 0 ero My>XecTBe M0 ero pagocTu, — nucasi LoctakoBuy. — Mpyyem
BCE MCUXMYECKME OBVDKEHUSI HEBOSTbHO MpurobpeTasin 0cobyto OTHET/INBOCTb
M gpamMaTusM... OTOT 4esioBeK... MAET K rnobeae yepe3 MyumTesibHblE Wbk
TaHUs 1 KaTacTpodbl. OH MHOIo pa3 NagaeT McHoBa BcTaeT.... Camo coboia
pasyMeeTCsl, UTO ero NyTb He YCesiH po3amMn 1 eMy He CONyTCTBYIOT Bece/be
6apabaHLLVKN...»

B BocbM0iA CMM(OHMIM aBTOpP NOAHUMAETCA HaL, KOHKPETUKOIA N306padka-
eMbIX COObIMUIA, 0606LLaA BOMAHY M arpeccuo Kak abcosioTHoe 3710, KOTopoe
He A0/HKHO NOBTOPUTLCSA. HET 34eCb M KapTUH 60pb0Obl, COMPOTUBIEHUA — 37Ty
BbIHOCUTCA OyXOBHbIIA, HPAaBCTBEHHBIA MPUIOBOP, YTO TOSIbKO 3a0CTPSET Tpa-
rMYECKUIA Nadoc 3T My3bIKI.

MAaTyacTHast CTPyKTypa CUMGOHUM HeobblvHa. AKLEHT ApamaTude-
CKOr0 KOH(/IMKTa MepeHoCUTCH C MepBOA YacTu (34eCb 3TO pa3BepHyToe
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tunocohckoe Adagio) B cepeamHy. BTopas vacTb Lukia, Allegretto, cBoero
poaa «TOPXKECTBO 3/1a», C/TYXKUT MOAroToBKOIA K CKepLo. Ero 6e30cTaHOBOYHBLIA
OCTUHATHBIA PUTM BOCMPUHMMAETCH KaK 4Yy[0BULLHAA «TOKKaTa CMepTu,
B LIEHTPE KOTOPOIA 3BYUMT KaBa/IEPUIACKMIA Mapll (Kak TyT He BCMOMHUTb
MOC/IEAHIO YacTb «leceH M M/IicoK cMepTu» Mycoprckoro). bes nepepbiBa oHa
rnepexoauT B YETBEPTYIO YacTb — Me[/1eHHY0 [Naccakasimio, B KOTOPOIA aBTop
MonbITasIcA M300pa3nTb «PbIJAIOLMEA XOp». 3MOLIMOHA/IbHOE MOTPSCEHME,
MCMbITbIBaEMoe C/lyLLaTesieM 0T TpeX CpedHUX YacTelA, UCKTIYaeT BO3MOXK-
HOCTb FepoMKO—-OMTUMUCTMYECKOIO (PHasta. lMocsieqHAs YacTb — 3TO TUXoe
MpocBeTsIeHVe, 6/1aroaThb XeslaHHOr 0, BbICTPa4aHHOI0 MOKOSA Y TULLMHBI.

Pa6oTy Haa JesAaToi cmgoHrei (Mn-6emorib Maxkop, cod. 70) LLlocTako-
BMY Hadas1 B siHBape 1945 r., HO 3aTeM HaZo/ro npepBasl, BEPHYBLUMCH K HelA
Y>Ke Mocsie OKOHYaHMS Bo/HbL Ha npembepe HOBOro COMMHEHMS, COCTOSIBLLIELACA
B Hos16pe 1945 r. B JleHVHIrpage, Te, KT0 OK14a /M YC/bILLaTb MOHYMEHTa/TbHYHO
«CUMGOHMIO Mobeabk, ObIM pa3oyapoBaHbl. [Mpo3ByYaia JIMPMKO—CKepPLIO3Has
CUMGIOHUS, OTAE/bHBbE ApaMaTuyecKme CTpaHULb! KOTOPOIA TOSTbKO OTTEHS /I
VICKPSILLLYHOCS CBET/IbIM, A00POAYLLHLIM FOMOPOM MYy3bIKY.

KomnosuTop AelAcTBUTE IbHO HAMEpPEBasICA caesiaTh JeBATyro npocsiasrie-
HVieM obesbl, JIOrMYeCKUM 3aBepLUeHVEM Tpraabl «BOEHHbLIX» CUMGOHUIAL.
Ho 4T0-TO 3acTaBW/10 €ro U3MEHUTb NepPBOHaYa/IbHLILA 3aMbices. BO3MOXHO,
OH OLLY TV CBOKO HECTOCOOHOCTb MCKPEHHE BbICKa3aTbCA B AyXe TeHAEHLIMO03-
HOIro CT&/IMHCKOIro MOHYMeHTasM3Ma (MogobHo Mysbike K vbMy «[ageHve
BeprnnHa»). Ho, ckopee BCero, YyTK/IA XyA0KHUK OLLY TW MOTPEOHOCTb OKPY-
YKaoLWMX JIQORIA «B3O0XHYTb C 0OsierveHremM», Korga npocras, Aobpas LyTKa
Hy>XHee MobeaHbIX MapLLeiA. He NoTOMY s OrpOMHbLIEA yCrex nvesl rnocTas-
JEHHBIA B TOM XXe rofly B bosibLLomM TeaTpe 6anieT MNpokodbeBa «30/1yLLIKa»?



«Ha/BHBILA HEOKTACCUL3M» MEPBOIA HacTU CUMM(OHUM BbIBbIBAET accoLn-
aunn ¢ «Knaccmueckotd» cmmgoHmnela MNpokogbeBa 1, 0T4HacTH, ¢ YeTBepToii
Manepa. HEKOTOPbIM KOHTPacTOM K HelA 3ByuuT BTOpasd 4YacTb, MOAEPHY-
Toe rMneyasibHOA AbIMKOA Moderato, 4To6bl CHOBa CMEHUTLCA PafoCTHLIM
«perpetuum mobile» mManeHbKoro Presto. YeTBepTast YacTb — AMHCTBEHHaS,
CBSA3aHHas C TparnyecKymM 0T3BYKOM BpeMeHW, HO 1 OHa 6e3 nepepbisa nepe-
XoANT B A06POAYLLIHO—KOMUYECKUIA (Han.

Oecataa cumdpoHma (M1 MUHOpP, cod. 93) BO3HMK/IA CrYCTS BOCEMb
JIeT nocne cBoei/ npeallecTBeHHUUbI. To, 4To LLocTakoBUY CTO/IBKO JIET He
obpallascs K cBoeMy JSIlo6MMOMY >KaHpy, He ObU10 C/TyHalAHOCTLIO. 3T roapl
M3BECTHbI, KaK camMoe YepHoe BpPeMsi COBETCKOI0 UCKYCCTBa, 6e3)Kas/lI0CTHOIro
rOHEHNS B/IaCTU Ha CaMbIX Ta/TaHT/IMBbIX McaTesieid, No3ToB M KOMMO3UTO-
pOB, Ory/lbHbIX 0OBUHEHMIA B (hopMasiN3Me N KOCMOMOSINTU3ME, GeCKOHeY-
HbIX COOPaHUIA N «TBOPHECKUX OMCKYCCUIAY, Ha KOTOPbIX LLlocTakoBWY, Hapsay
C ApyrMK, 6b11 BbIHY)KAEH MPOUN3HOCUTL «MOKasiHHbIe» peun. Emy npuxoau-
J10Cb NMUcaTb My3blKy K 04MO03HbIM (hU/IbMaM M NpasgHUYHbIE KaHTaTbl, Npo-
CaB/IABLUME «CHACT/INBYHO XKM3Hb COBETCKUX JIQORIAD. .

He cryyalAHo 1 To, 4TO K HernocpeacTBEHHOMY COYMHEHMIO JecaToiA CUM-
thoHUM LLocTakoBnY nMpucTynui B MapTe 1953 . — MoyTr cpasy nocsie n3Bec-
TMA 0 cMepTn CtaymHa. OguH M3 HEMHOIMX, KOMMO3UTOP YBUAOEN B 3TOM
COObITUM HaeXay Ha Jslydlliee W, NMoYyBCTBOBaB BbICBOOOXAEHME TBOPYECKMX
cun, 6bICTPO 3aKOHYMIT HOBOE Mpov3BeaeHME.

MepBas YacTb, HanucaHHas B XapakTepHom /1A LLlocTakoBnya HeTopo-
naveom Temrie Moderato, npeacTaBrisieT COO0IA MevasibHoe, HarpsbkeHHoe
pasgoymbe. BTopas 4acTb — «3/10e» CKepLo, B KOTOPOM, M0 0T3biBaM 6/IN3KMX,
PacKpbITO UCTUHHOE OTHOoLWeHMe LLocTakoBnya K CTa/mHM3MY. BrepBble
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B CUMOHNYECKOM >aHpe B TpeTbelA YacTu LocTakoBuy, nogo6Ho U.C. baxy
1 P. LLymaHy, 1CMNo/1b30BasT CBOK «My3bIKa/TbHYHO MOAMUCH» — MOHOIpamMmMy
DSCH (pe, Mu-6emorib, a0, cv). OHa e 0CTaB/ISIET 3a COO0IA MocsieHee C/10BO
B CBETJIOM, YKU3HEPaLOCTHOM (huHas1e, B KOTOPOM E. MpaBUHCKMIA yerbiwarn
«T0/THOE C/SHE CYOBEKTUBHOIMO 11 00 bEKTUBHOIMO».

OauHHaguaTada cumgoHUs «1905 rogy» (conb MUHop, cod. 103), HanmcaH-
Hasl B 1957 I., COCTaB/ISET MEPBYIO YacTb «PEBOSIHOLIMIOHHOIO AVNTUXa». B Hela
KOMMO3UTOP CHOBa 06paTWU/ICA K «KMHEMATOrpauyecKoiA» NporpaMmMHOCTM,
Kesiasi 3areyars/ieTb OCHOBHble COObITUSA MEPBOIA PYCCKOA PeBOSIOLMN U ee
Havasta - «KpoBaBOro BOCKpeCeHbs» 9 AHBaps, KaTacTpoU4ecKn U3MEHUB-
LLIEro XoZ, pycckoii nctopum (no cemMeiiHbIM npefaHnsm, B 3TOM LLECTBUM K
3MHeMy [ABOpLY Y4acTBOBa/1 OTeL, KOMMO3UTOpa, YyAO0M CraclUMEACA OT
paccTpesia). Kakaaa 4yaCTb MMEET 3arosioBoK, HO MMeHHOo BTopasa («JdeBaToe
AHBaps») MpeACTaB/IieT COOG0LA CBOEro poda «A0KYMEHTas/IbHYH JIeTOMNMUCh»
rpoucxoasLlero (nepsas YacTb, «/BopLIOBasA M10LLpaE», BOCTIPUHNMAETCH KakK
BCTYIVieHVe K HelA). [Be rocsiegHne vactu («BeuHasa namsaTb» U «HabaT»)
MMetoT 60s1ee 0606LLIEHHBIA XapaKTep.

B cumoHmnn LLocTakoBUY UMTUPYET PEBOSIIOLIMOHHBbIE MECHN U COOCT-
BeHHble «JecATb X0poBbIX MO3M Ha CTUXM PEBO/IFOLMOHHBIX MO3TOB» /15 Xopa
a capella (coy. 88), MHOrMe 13 KOTOpbIX MOCBALLEHbI CoObITMAM 1905 roga.

CreneHb 3MOLMOHA/IBHOIO BO3AECIACTBUS  ITOIA My3blKM  M03BOSISET
BOCMNPUHMMAaTb ee ropasfo Luvpe 3a0aHHOIA MporpaMmMbl U KOHKPETHOIo
NCTOPMNYECKOI0 COObITUSA. LLIocTakoBMY U 34eCb PACKPbIBAET Tpareauiio Yersio-
BEYECKOA JINYHOCTW, OKa3aBLLELACA Mepeq, SIMLOM arpeccMBHONO 3/1a, HO He
C/IOMJIEHHOIO M. PaccTpes MUPHbIX AeMOHCTPaHTOB BCerga ocTaeTcs nup-
pOBOLA MOGEAPIA. ..



JABeHaauaTtas cumMmgoHUa «1917 rogy» (pe MmyHop, cod. 112), NnocBsALEHHasA
navsaTy B.W. JleHnHa, 6bria 3akoH4YeHa B 1961 r. He ycTyrnas npefLlecTBeH-
HYLIe B My3blKaslbHOM MacTepCTBe, OHa BCe Xe HOCUT XapaKTep TBOPYECKOro
Komnpomucca. Ecrm B mooaple rogpl LLiocTakoBMY MOI UCKPeHHE 064yMbIBaTb
3aMbICes1 «IEHNHCKOLA» CUM(IOHMW, TO Tenepb peyb Mors1a UATU 0 COUNMHEHUN,
HarnmMcaHHOM NoA 60/1bLUIMM AaB/IEHNEM Ha «HOBOOOPAaLLEHHOI0» YsleHa KOM-
MYHUCTUYECKOIA NapTum (rogom paHee LLlocTakoBUYa (hakTUYECKM 3aCTaB N
BCTYnTb B KINCC). Hanbonee macliTabHa nepBast YacTb CUMGOHNN — HETOPO-
NMBo pa3BepThiBatoLlleecs Moderato, ero TemaTuam Jsier B 0CHOBY BCEro npo-
n3BeaeHusA. Cam aBTop cumTan Gosiee yaaBLIELACS BTOPYHO YacTb («PaznivB»),
NpeAacTaB/IStoLLYO COB0EA, N0 MHEHUIO M. CabUHVHOIA, «MHTE/UIeKTYa/In3Mpo-—-
BaHHB I MeiA3aKk». TpeTbs YacTb («ABpopar») A0BOSIbHO WUTKOCTPATUBHA, (IHasT
(«3apsa yenoBeyecTBa») cam LLlocTakoBUY He cunTas yaauHbIM — BUAMMO, eMy
CTOW/I0 HEMA/10r0 TPYJA My3bIKaslbHOE OMmcaHne «CHacT/IMBOro OyayLLero.

TpuHaguaTyto cuMpoHuio (cu-6emosib MUHOp, cod. 113) A9 6aca, MyXk-
CKOIr0 X0pa 1 OpKecTpa, HanncaHHy1o B 1962 . Ha cTnxu EBreHns EBTyLLIEHKO,
MOXXHO Ha3BaTb «JeTuLleM oTTenenu». M B TO >ke Bpema OHa noctaswia
LLlocTakoBMYa B MOYTU «OUCCUOEHTCKOE» MosoXkeHve. Euwle 1o npemMbepbl Npu-
XO4WSIN N3BECTUSA 0 HEAOBOSILCTBE CUM(OHMELA CO CTOPOHbI BIIECTELA, COCTO-
UTCA S NpemMbepa 6bU10 HEM3BECTHO A0 roc/ieaHei1 MUHYTbIl. OHa npouwia
¢ Tpnymdom (nog ynpasneHnem K KoHapalimHa), ogHaKo CoOBETCKas rnpecca
oboLusia ee ynopHbIM Mos1HaHMeM. ocsie HECKOSTbKMX UICTIONTHEHMIA B ApYTX
ropogax Ha CUMMOHUIO OblU1 HA/IOKEH HErsIaCHbIMA 3amnpeT, MpeoaosieHHbIIA
TOMbKO K cepemHe 1980-X IT.

3AMOLMOHa/TBEHOE U CMesioe CTUXOTBOPEHVE MO1040r0 noata «Babuia Ap»,
MOCBALLEHHOE paccTpesly eBpeeB B ceHTAGpe 1941 r. B KveBe 1 TOTa/1bHOMY
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3aMa/1uMBaHUIO 3TOA Tpareamm B CoBeTCKOM Coto3e, YB/IEK/10 KOMMO3UTOopa.
BOZHUKLLMIA 3aMblices/1 04HOYACTHOIo MpPoM3BEAEHUA Broc/1eAcTBAM 40M0s1-
HWICA OPYrMMU CTUXOTBOpeHUAMU EBTyLleHKo («HOmop», «B MarasvHe»,
«CTpaxu» n «Kapbepa»), PazHooOpa3Hble M0 COAEPKaHUIO U HaCTPOEHMUIO,
OHW (POpMasIbHO He CBA3aHbl C TEMATUKOIA MEPBOIA HaCcTU (TOSIbKO «CTpaxmy»
noYTY GyKBas1bHO BOCCO34a0T aTMocdepy TOTa/IbHOr0 y>Kaca rog, ndToiA cTa-
JINHCKOr0 Teppopa), HO B pasHbIX pakypcax pacKpbIBaOT MpobsieMy HpaBCT-
BEHHOIA YMCTOTbI Yes10BEKa, TBEPAOCTU AyXa B THKESbIX UCTIbITaHUSX.

Ewe 60nee Jaexoin 0T TPaOULMOHHOIA CUMMOHNYECKOIA (hopMbl OKasa-
nacb YeTblpHaguaTtas cum@oHma (cod. 135) g/ AByX COMMCTOB U Kamep-
HOro opKecTpa, HanmncaHHasd B 1969 r. Ha ctuxu O.I". Jlopku, I AnosisiviHepa,
B. Kioxenbbekepa n P.M. Purnbke.

Ee MOCKOBCKOIA MpemMbepoia AMPMXKMPoBas1 co3gaTesib nepsoro B CCCP
KamepHoro opkectpa Pyaonbd Bapuaid. ®akTUYecKu SB/ISSCb BOKa/IbHbIM
LUMK/IOM 1A conpaHo, 6aca M aHcambs1si CTPYHHbIX N YAapHbIX, CUM(OHUSA
COOTBETCTBYET >XaHpPY B TOM Xe CMbIC/1e, YTo U «lecHb 0 3emsie» Manepa —
KaK <«OKMBOE CTaHOBJIEHVE My3bIK/ Ha BEPLUMHAX MbI/IN N [YLLEBHOIA T/TyOVHb b
(B. AcathbeB). Bonbluee TBOpYeCcKoe poACTBO, 04HAKO, OLLYLIAeTCA C LMK/IOM
«lecHN © TVIECKN cMepTu»  MyCOprckoro, Haj, OPKEeCTPOBKOEA KOTOPOro
LLlocTakoBMY paboTas1 He3aao/Iro Ao aToro. Mo co6cTBEHHOMY MPU3HAHUIO
KOMMO3UTOpPa, Y HEro BO3HUK/IA UAEA «MPOAC/DKUTL N PacLLUMPUTb» 3TOT LIMKN.
ObpalleHVe K aBTopaM pasHbIX CTpaH, 3roxX M MNO3TUYECKUX HarpasB/ieHUIA
npu3BaHo MoAYepKHYTb 0006LLEHHOCTL naen CMepTwn, nepes KOTOpoiA OKa-
3bIBaKOTCA paBHbI BCe — siereHaapHas JSlopenesa v 6e3bIMsAHHbIE B/IOOSIEHHbIE,
apecTaHT M MoaT, camMoyomiiua U «vereHbKUIA congat». CriokHbIEA 1 ado-
PUCTUYHBIA My3bIK/TbHbIA A3bIK  CUMJIOHUW, COOTHOLLEHWE BOKasIbHOIMO



W VIHCTPYMEHTAa/TbHOI0 Hayas1 NpubivpkatoT ee K 6os1ee No3gHM BOKa/TbHbIM
UMKIam Ha cTuxm A. brnoka, M. LiBeTaeBoi/  MykenaHgykes1o.

MaTHaguaTas cmmdoHms (Jla maxkop, cod. 141) 6br1a 3aBeplieHa B 1971 r.
B aHBape 1972 r. cocTosis1ack npembepa B Mockse, BosbLLIM CUMJOHUYECKUM
opkecTpom LieHTpasibHOro TesnieBUaeHMA 1 Bcecoro3HOro paavio AUpvKMpoBasl
CbIH KomMno3uTopa Makcum LLlocTakoBuy.

3Han s aBTOp, YTO CMMMOHUA ByAeT nocrieaHelA? Mocsie Hee OH obpaLlasics
TO/TbKO K KAMEPHbIM COYMHEHUAM, B K&XXI0M 13 KOTOPbIX (MATHaALATBLIA KBap-
TET, a/15TOBas COHaTa, MUKESTaHMKESIOBCKMIA LMKIT) TaK WM MHaye BO3HUKas1a
Tema cmMepTu. MpeaesbHasa 0606LLEHHOCTb, aCKETU3M My3bIKa/IbHOro A3bIKa
W, C OPYroiA CTOPOHbI, «B3r/184, Ha3ady», NPOCBET/IEHHOE MPUMMPEHNE C HEDObI-
TVieM — BCe 3TO 00 beAUHSET rocsieaHe CounHeHUs LLocTakoBuya.

UeTblpexyacTHasA hopmMa CUMMOHUM C/I0BHO BO3BpALLIRET Hac K [aBHUM
Tpaaumsam. A «KapHaBasTbHbIA» XapakTep repsoro Allegretto («rpyLLedHbIA
MarasvH», (POpMy/IMPOBKa aBTopa) W, 0T4acTu, CKepLo HaroMmMHaT 0 CaMbIX
«KJ1ACCULIMCTCKNX» cMoHUAX LLlocTakoBmya — Mepsoia 1 JessAToiA. Ha apyrom
rostoce MATHAALATOIA — 334yMUMBO—CKOpPOHOe Adagio 1 (hrHa ¢ naccakas et
riocepegyiHe, B KOTOPOM MOCTEMNEHHO MPOCTYNaeT W, B KOHLE KOHLIOB, 3arosi-
HSIET BCe 3BYyYalllee MpocTPaHCTBO Xo4 BpemeHu, owwyLleHve BeuHocTw...

Mo cMdoHUM paccbinaHbl My3blKa/lbHble LIMTATLI N /K031 — OT ABHbIX,
HaMepeHHO BblaesIeHHbIX (Bpoae YBepPTHopbI K «Buibresisvy Tervios [IpK. POCCUHU
B | 4aCTU WM BarHepoBCKOIo JIeATMOTUBA Cyapbbl N3 «KorbLig H/GE TyHIoB»
B (mHase) Ao enga ynoBMbIX. OHM MOAYEPKUBAIOT UTOMOBbIA, MPOLLASIbHbLIA
XapakTep cumgoHMKM LLocTakoBUYa, C yX040M KOTOPOro 3aBepLunsiachb Liesias
3Mnoxa M1UPOBOIA aKaEMNYECKOIA My3bIKU.

Bopwuc Mykoceli
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FanvHa BuwHesckas, Amutpuii LoctakoBuy
1 Mapk PeLueTuH Ha MOCKOBCKOI npembepe
CumdoHnn Ne 14,1969 .

Galina Vishnevskaya, Dmitri Shostakovich,
Mark Reshetin on the Moscow premiere
of Symphony No. 14,1969



F'eHHaauiAi POXXOEeCTBEHCKUIA
n Amutpuia LWocTakoBuy, 1974 T.

Gennady Rozhdestvensky
and Dmitri Shostakovich, 1974












tOpuii TemupkaHos, 1973 T.
Yuri Temirkanov, 1973

Knpnnn KoHgpawwmH, 1959 r.
Kirill Kondrashin, 1959






KoHcTaHTUH VBaHoB, 1963 .
Konstantin Ivanov, 1963






IBlm V"






EBreHuin CeetnaHoB
n Amutpuin LWocTtakoBmy, 1966 .

Evgeny Svetlanov
and Dmitri Shostakovich, 1966
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EsreHnin MpasuHckuin n Amutpuii LWoctakosny, 1961 .
Yevgeny Mravinsky and Dmitri Shostakovich, 1961












OmuTpuin LLloctakoBmy
n Makcum LocTtakoBuY, 1974 .

Dmitri Shostakovich
and Maxim Shostakovich, 1974
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Dmitri Shostakovich’s (1906-1975) oeuvre is a musical chronicle of the era.
We hear in his music something that perturbed minds and souls of millions
of people. His fifteen symphonies captured not only the evolution of the genius
of music. They are as if the entire 20thcentury with all its great discoveries and
ordeals, progress and disasters breathes in their scores. These are unique docu-
ments of human spirit that will stay with us for good to tell us about their time,
to stir heated theoretical and aesthetic disputes, to give us a reason for very
different interpretations, and to command our admiration or sharp rejection.
Whatever the case may be, they will never find an indifferent listener.

Just as Beethoven did, Shostakovich avoided self-repetitions; living
in constant creative pursuit, he often amazed even his adherents with his
persistent reluctance to keep to the beaten track. So, the Second Symphony
seemed to. be the direct opposite of the First; the Sixth completely differed
from the acclaimed Fifth; the Eighth, in comparison with the Leningrad Sym-
phony, told the story of the war in a different key. The visible, almost tangible
programmes were followed by philosophical generalization. Shostakovich,
who rendered the spirit of “collective experience” with unbelievable sensi-
tiveness, was able to expose a “subjective” inner world of the thinking and
suffering artist with an equally captivating force.

That was the reason why Shostakovich’s every new symphony was a signi-
ficant phenomenon on the country’s musical and cultural scene. Immediately
after their performance and publication, the symphonies entered the repertoire
of the best conductors of the time. Their different, at times opposite, interpreta-
tions testified to a strong emotional impact the symphonic works had on them,
making a performer involuntarily let the music through his or her self. Immer-
sing deep and long in Shostakovich’s music awakened in the outstanding musi-



cians their intimate comprehension of the composer’sworks, which was similar
to their comprehension of Bach, Mozart or Chopin. And today, just as it was half
a century ago, we have an opportunity to hear a very “different” Shostakovich.
The absence of any performing standards only confirms that this music remains
relevant and will hardly ever be in danger of becoming a museum piece.

This set offers studio and live recordings of Dmitri Shostakovich’s sym-
phonies made by the eminent masters of the Soviet conducting school. With-
out claiming to cover the whole phenomenon of the life of Shostakovich’s
symphonic music in domestic culture of the 20th century (one may recollect
the bright interpretations of Alexander Gauk, Karl Eliasberg and Natan Rakhlin,
he readings of our contemporaries - Vladimir Fedoseyev, Dmitri Kitayenko
and Eduard Serov, needless to mention the Moscow performances of Shostako-
vich’ssymphonies by Leonard Bernstein and Herbert von Karajan which caused
heated arguments in their time), this collection offers a broad palette of bright
individualities. However, given all the differences, they have one thing in com-
mon - strict conformance with the composer’s concepts and desire to bring all
explicit and secret figurative and semantic codes of the music to the listener.

Almost a forty-year friendship tied the composer and Yevgeny Mravin-
sky. Then a young conductor, who had just become the leader of the cele-
brated orchestra of the Leningrad Philharmonic Society, decided to perform
the premiere of the Fifth Symphony, and its triumph set up a new landmark
in the composer’s and conductor’s careers. From then on, Shostakovich’s
music ran all through Mravinsky’s conducting activities. “..This relationship
with everything he created, with everything he reflected in his symphonies is

41



42

in my blood... In the world ofhis music, | find what | have experienced,” the con-
ductor admitted.

Owing to Mravinsky’s mastery in many respects, the Sixth Symphony,
which was so very different from the previous Fifth, overcame the “inertia
of distrust.” The Eighth, the largest of all Shostakovich’s symphonies, was
dedicated to the conductor. Mravinsky, who conducted the Ninth, Tenth and
Twelfth with as much success, returned to the Fifth and Eighth especially often.

“He has been shaping and creating the unique performing style ofthe Leningrad
philharmonic musicians for many years,” Shostakovich wrote. “1t’s a strict, stately
and noble style, which is alien to external effects but filled with a great internal
temperament.” Mravinsky, an unsurpassed performer of classical and romantic
music, sensed in Shostakovich’s symphonies the highest synthesis of emotional
and rational elements, openness of feeling and depth of ethical thought.

In the mid-1940s, the composer settled in Moscow for good. In Moscow,
Konstantin lvanov, who headed the USSR State Academic Symphony Orchestra,
remained one of the leading performers of his music for many years. A confirmed
devotee of classical music, Ivanov also gave much attention to contemporary mu-
sic, including numerous works by Myaskovsky, Shostakovich, Prokofiev, Khacha-
turian, Gliere and other composers who he interpreted in the vein of continuity
of the classical traditions. The conductor realized the Moscow premiere
of the Twelfth Symphony and was the first to conduct a number of Shostakovich’s
other symphonic and cantata pieces. In his reading of the Eleventh Symphony,
Ivanov had in the foreground the visibleness of the musical artistic fresco that
reproduced atragic picture of Bloody Sunday. Highlighting the active, heroic and
effective musical imagery, the conductor rendered it as a “symphony of struggle.”



The brightest interpretations of Shostakovich’s symphonies in Moscowwere
associated with Kirill Kondrashin who headed the Moscow Philharmonic Or-
chestra in the early 1960s and turned it from an “ordinary” orchestra into ‘one
ofthe best orchestral ensembles of not only the Soviet Union but ofthe whole world,”
according to Shostakovich. We are obliged to Kondrashin for the premieres
of Shostakovich’s “sharpest” symphonies - the Fourth, which lay in the com-
poser’s desk for more than 25 years and was nearly banned, and the Thirteenth,
which was rejected by some other conductors. “The School of Shostakovich™ was
avery important stage of Kondrashin’s artistic growth. As he admitted, the work
on the First Symphony opened his mind to the problem of variances in interpreta-
tion among conductors, and while he rehearsed the Fourth, he finally established
his “associative” method which was so helpful for communicating with the mu-
sicians and allowed to come up with brighter and more graphic interpretations.

Kondrashin, the first Soviet conductor to perform the cycle of Mahler’'s sym-
phonies, couldn’t help sensing that Mahler-esque note in Shostakovich’s music
and that predicatory message and tragic poignancy of the “voice crying in the wil-
demess” realized in a grotesque form. However, he handled equally well the pla-
card style ofthe early choral symphonies, which demanded completely different,
“large” strokes, and the cinematic nature of the Twelfth. An experienced operatic
conductor, Kondrashin was well aware of the entire wealth of the music perfor-
ming apparatus, and his work on the historic first recording of the complete cycle
of Shostakovich’s symphonies in 1970to 1972 was only appropriate and summed
up his long-term immersion in the music of his great contemporary and friend.

Evgeny Svetlanov entered the rank of the leading domestic conductors
in the second half ofthe 1960s after he was appointed chief conductor of the USSR
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State Academic Symphony Orchestra. The “Svetlanov era” is associated first of all
with interpretations of Russian classical music. However, he accompanied Mstislav
Rostropovich at the premiere of Shostakovich’s Cello ConcertoNo. 1andwas the first
performer of the Symphonic Prelude written in memory of the heroes of the battle
of Stalingrad. The great conductor eventually had quite anumber of Shostakovich’s
works in his repertoire. It was Svetlanov’s interpretation of the Leningrad Sym-
phony that became sovery popularwith listeners in the USSR - he unfolds its monu-
mental heroic and tragic canvas before us with a captivating force. His rendition
ofthe Fifth is not less convincing. Emotional restraint of some of the bits that may
seemunexpected at first sight only highlights the powerful dynamism ofthe lengthy
“fields” of energy injection, which lead to the blinding flashes of the climax. Both
of Shostakovich'’s brilliant cycles sound with true Svetlanov’s verve, emotional
tension and striking conviction of the conductor’s power.

“1 always have the same feeling after playing Shostakovich’s symphonies: the one
| played today seems the best to me,” admitted Gennady Rozhdestvensky. In
the 1950s, then a young intern conductor of the Bolshoi Theatre attracted at-
tention as a talented interpreter of 20th century music. A genuine explorer and
educator, who has performed hundreds of Russian and world premieres over his
60-year career, Rozhdestvensky felt inclined for his older contemporary’s music
since he was young. Many of Shostakovich’s half-forgotten works were reborn
thanks to Rozhdestvensky and are now integral parts of the modem cultural
context (the operas Nose and Gamblers, ballet suites and music for theatre and
motion pictures). Rozhdestvensky performed and recorded all Shostakovich’s
orchestral and theatre works jointly with the Symphony Orchestra of the USSR
Ministry of Culture founded by him and with other orchestras. Rozhdestvensky’s



interpretations combine acutely character theatricality, which is the composer’s
organically distinctive feature, with spatial multidimensionality of the score
and vivid “constructivism” of the form. Whichever of Shostakovich’s opuses
the conductor would perform, a “lightweight” polka or a large-scale symphonic
cycle, they always breathe and live the life of their epoch.

Rudolf Barshai took instrumentation lessons from Shostakovich for seve-
ral years. A musician of diverse talents — a performing violist, chamber and
symphonic conductor, and founder of the first chamber orchestra in the Soviet
Union - he realized the orchestral version of the Eighth Quartet (Chamber Sym-
phony, Op. 110a) approved by the composer. Barshai’s conducting and educatio-
nal activities inspired many composers. Shostakovich made orchestral versions
of several vocal cycles for the Moscow Chamber Orchestra. The concept
ofthe Fourteenth Symphony for an unusual line—up emerged not without Barshai’s
influence. The conductor successfully premiered the symphony in Leningrad and
Moscow (this set includes the Moscow performance). Shostakovich also admired
Barshai’s work with symphony orchestras. So, the conductor realized a foreign
premiere of the Thirteenth Symphony and in the 1990s recorded a set of Shosta-
kovich’s symphonies with the West German Radio Symphony Orchestra.

The personality of Yuri Temirkanov stood out among the constellation
oftalented conductors who emerged in the 1960s in Leningrad, Shostakovich’s
home town. A graduate of the famous class of llya Musin, he was awarded
the first prize at the Second All-Union Conductors Competition by unanimous
decision of the judges (the panel was chaired by Kirill Kondrashin). Yuri Temir-
kanov headed the Kirov State Academic Theatre of Opera and Ballet (now
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the Mariinsky Theatre) in Leningrad for twelve years, and in 1988 succeeded
to Mravinsky as leader of the Academic Symphony Orchestra of the Lenin-
grad (now St. Petersburg) Philharmonic Society. Today, Temirkanov is one
of the greatest representatives of the St. Petersburg conducting school
and a recognized interpreter of Shostakovich’s music. The live recording
of the Tenth Symphony was made when Temirkanov worked with another
orchestra of the Leningrad Philharmonic Society (the former Leningrad Radio
Committee Orchestra that performed the Seventh Symphony in beleaguered
Leningrad). The conductor created the architectonics of the Tenth, arguably
the most “personal” of all Shostakovich’s symphonies, on a contrasting dra-
matic concept of internally closed movements. On the other hand, an explicit-
Iy highlighted monogram (D-S-C—H) transforms into a sort of a “chorale” that

strengthens the antinomy of “unity and struggle of opposites” of the compo-
ser’s inner world.

The composer studied conducting when he was young under the fa-
mous Nikolai Malko who premiered Shostakovich’s First Symphony. The only
time Shostakovich performed as a conductor was at the festival of his mu-
sic in Gorky (now Nizhny Novgorod) in 1962 (Mstislav Rostropovich also
debuted as a conductor at the same concert). In spite of a successful debut,
Shostakovich refused any further attempts to conduct, and had to quit piano
performances as well because of the progressing hand disease.

By that time, the composer’'s son Maxim Shostakovich chose to be
a conductor. The family thought he would enter on a piano career, but he
firmly decided to become a conductor after he visited Mravinsky’s rehearsals
when he was a young boy. After graduating from the Moscow Conservato-



ry where he studied under Alexander Gauk, the first conductor of the USSR
State Orchestra, and Gennady Rozhdestvensky, Maxim Shostakovich was
an assistant in Moscow’s leading orchestras. His debut took place in 1965,
in Leningrad, when the Philharmonic Orchestra performed the Tenth Sym-
phony. ‘He is a gifted conductor. I1t's my first and accurate feeling,” music cri-
tic Leonid Entelis described his impressions. ‘He lives in music, he strives for
grasping its every nuance, for prompting... the artists of the orchestra the right
sense ofthe score, for captivating them with his emotionality.”

The world premiere of his father’s last symphony performed in 1972,
in Moscow with the Big Symphony Orchestra of Television and All-Union
Radio was the young conductor’s first major accomplishment and an event
of global significance (later on he realized the foreign premiere of the sym-
phony in London). The recording of the symphony made right after the his-
toric premiere still sounds relevant. Maxim Shostakovich’s in-depth and
convincing interpretation allows putting it among the best renditions of this
symphonic testament by Dmitri Shostakovich.

The Symphony No. 1 in F minor, Op. 10, was a graduation piece
of the 19-year-old student of the Leningrad Conservatory’s composition
department. However, a triumphant premiere and the number of its subse-
quent performances were clear evidence of atrue scale of the composer’s gift
and made everyone forget about its educational purpose. So, Shostakovich’s
name entered the number of the biggest composers of old and new Russia.

The influence of senior contemporaries on the young composer was no-
ticeable and quite explicable. Those were Stravinsky, Prokofiev and Scriabin
(the critics later found the so-called Scriabinisms untypical of Shostakovich
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in the third, slow movement). However, it was not an obstacle for recognizing
the composer’sunique style from the very first bars of the symphony. Among
the brightest peculiarities of Symphony No. 1 are Shostakovich’s characte-
ristic grotesgue, the use of contemporary everyday variety genres (the main
themes of the first movement and the circus gallop in Scherzo) and cinematic
gualities in the finale of the symphony as if the music is split into scenes and
illustrates a swift motion picture sequence.

The Symphonies No. 2 and No. 5 are works composed ““for the occasion”
and most closely connected with the social atmosphere of Soviet Russia
of the late 1920s. No. 2 in B major, Op. 14, was finished in 1927 and subtitled
To October to mark the 10th anniversary of the October Revolution. No. 3
in E-flat major, Op. 20, subtitled The First of May was composed two years
later in the ‘year of a great turn” according to Stalin. Both of the sympho-
nies incorporated soloists and choir (the Second Symphony was composed to a
poem by Alexander Bezymensky, and the Third used a text by Semyon Kirsa-
nov), which created an affinity between them and the genre of cantata. A free
one-movement format is a common feature for the two symphonies.

Shostakovich did not rank these symphonies among his best works.
Nevertheless, they are of interest as immediate reflection of the spirit of that
complicated time and a sensation of “revolutionary” impulse rendered with
genuine sincerity (Shostakovich was in sympathy with the communist revo-
lutionary ideology in those years). While Symphony No. 2 is notable for its
“avant-garde” and extremely complex musical language, the Third recreates
the atmosphere of mass singing and May Day marches, customary attributes
of the Soviet order until the late 1980s, with the entire palette of poster co-
lours.



There is a great creative divide between the previous works and the Sym-
phony No. 4 in C minor, Op. 43. Shostakovich worked on it in 1935 and 1936.
He later admitted that he valued it much higher that some of his more popu-
lar and widely “recognized” later compositions.

The Fourth Symphony became Shostakovich’s first work, the music and
destiny of which reflected the composer’sartistic tragedy, a tragedy of an in-
dividual suppressed by the totalitarian state. It was created at the time
when the opera Lady Macbeth of the Mtsensk District was triumphantly pre-
miered and universally recognized as a new page in Soviet music theatre.
However, the success turned into accusation of “formalism,” persecution of
the authorities and a call for voluntary repentance. ‘1 was composing
the Fourth instead of repenting,” Shostakovich remembered. It was obvious it
would suffer the fate of Lady Macbeth. After a dress rehearsal of the sympho-
ny, the authorwithdrew it. Symphony No. 4 was premiered twenty-five years
later in 1961 and was conducted by Kirill Kondrashin.

Being of the most “subjective” symphonies, No. 4 became at the same
time one of Shostakovich’s most Mahler-influenced ones. The features
of Mahler’s creative nature such as tragic expressiveness of the music lan-
guage, acute awareness of loneliness of an individuality going against
the stream, and grotesque refraction of suffering through a jester’s face
tuned out to be so relevant for Shostakovich in those years. A deeply subjec-
tive concept influenced an outward structure of the symphony: a slow and
eventful sonata movement is followed with a short Scherzo. A grand third
movement knows no analogues in Shostakovich’s symphonic music: be-
ginning with a funeral march, it develops as a free variation cycle ending
in alengthy fading coda. Only Symphony No. 15will have a similar ending.
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The Symphony No. 5 in D minor, Op. 47, had a completely different fate.
Its premiere, which took place in 1937 in Leningrad and was led by Yev-
geny Mravinsky, was a beginning of the composer’s long friendship with
the prominent conductor who was then a future first performer of many
of the composer’s works. An unconditional success of the symphony con-
curred with an official recognition - Shostakovich received “absolution,” and
the new symphony with its optimistic finale was found acceptable within
the ideology of the Soviet regime.

Today the Fifth Symphony is also perceived as one of Shostakovich’s most
objective and classical (in broad understanding of the word) compositions.
It at the same time rests on the centuries-old development of European mu-
sic — from Bach to Mahler - and an individual concept of symphonic drama-
turgy; moments of ultimate tension combine with fragments of surprising
calm and philosophical self-absorption; a rapid dramatic development com-
bines with the logic of the whole structure and its separate elements.

Shostakovich defined an internal theme of the symphony as ‘making of
a personality,” sought to “show how optimism asserts itself as a world view
through a number of tragic conflicts, [by way of] a big spiritual struggle.”
The main phase of “spiritual struggle within” takes place in the first move-
ment (its tempo is uncommonly slow for sonata allegro) where the internal
conflict reaches its critical mass when the “theme of evil” is released, then
retreats for awhile in a sad and lyrically intimate ending, but later returns in
a ifferent way in a burlesque, Mahler-influenced Scherzo. However, it is not
an open struggle but ultimate self-absorption and comprehension of internal
conflicts in the slow movement that lead to a brisk final phase of ‘personality
making” in the finale. A triumphal outcome (hot an ideological compromise



as many believed) of the last movement seems perfectly natural in this con-
text. The victory over personal doubts and fears liberates spiritual power and
allows an individual to be his/her own self in the most complicated or even
tragic situations.

The Symphony No. 6 in Bminor, Op. 54, completed and premiered in 1939
became somewhat of a surprise even for Shostakovich’s admirers. They ex-
pected a work in the vein of a heroic and tragic cycle of the Fifth, the more
so because the composer had announced his plans of a new vocal and choral
symphony in memory of Vladimir Lenin.

Critics dubbed the new symphony, which had avery slow first movement,
a scherzo and a lively finale, a “symphony without a head” and suggested that
the composer complete an “uncomposed” first movement.

Living in eternal creative pursuit, Shostakovich could not allow keeping
to the beaten track to an already subjugated peak. After the “unconditional
optimism” of the Fifth Symphony, the composer’s inspiration revisited
the depth of self-consciousness. This is a key to Largo which opens the sym-
phony. It unfolds in a spiral motion like Hamlet’s intense monologue. Alleg-
ro that follows is a strong contrast - it seems that a rapid race of its motifs
leaves no room for stopping and respite. Presto in the finale is truly cheerful
and optimistic but lacks a heavy emotion of the previous symphony; it feels
like we watch a festive/everyday newsreel from the 1930s. However, delibe-
rate asymmetry and an unusual combination of the movements let us inter-
pret the symphony in different ways, from a “contrasting panorama of life”
to tragic doublethink.

It is difficult to name another musical composition the sounds of which
became a symbol of the biggest war of the 20thcentury and at the same time
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uncompromising struggle against fascism. The first movement of the Sym-
phony No. 7 in C major, Op. 60, dedicated to the city of Leningrad, was com-
posed “hot on the trail” in summer of 1941 (although the famous “invasion”
theme had arguably existed and became an organic part of the symphony).

The second and third movements were completed in already beleaguered
Leningrad, and the finale was finished in Kuibyshev (now Samara) where
the composer was evacuated. The symphony was premiered in that city
in March 1942 by the USSR Bolshoi Theatre Orchestra led by Samuil Samo-
sud. Soon it was performed in Moscow, and then the sheet music was taken
by plane to besieged Leningrad. The Seventh Symphonywas performed in New
York and then in London and Buenos Aires later the same year.

The author described the content of the symphony as follows: “The expo-
sition of the first movement... is a simple, peaceful life that hundreds of Lenin-
grad citizen soldiers, the entire city and the entire country lived before the war.
... The war stormed into the life of these people. | do not aspire for naturalistic
depiction of the war, depiction of clanking arms, shell bursts etc. | try to convey
the image of war emotionally. ... The reprise is a funeral march or, to be more
precise, a requiem for the victims ofwar. ... How badly | needed words for that
fragment! But they were nowhere to find.... After the requiem, there is another,
even more tragic fragment. ...it has tears of the mothers, or even a feeling when
the griefis so great that they run out of tears. These two lyrical fragments lead
to the conclusion of the first movement, to an apotheosis of life and sunshine.
In the very end, remote roaring reappears reminding us that the war still goes on.”

“The second and third movements ofthe symphony are not linked with a prog-
ram. They are intended to be a lyrical interspacing. The second movement of
the symphony is a very lyrical scherzo... remembrance ofsome happy events and



joyful episodes. All this is covered with a haze of light sadness and dreaminess.
... The third movement is an emotional adagio, a dramatic centre ofthe piece.”

Perhaps, the images ofthe third movementwere inspired by Shostakovich’s
native Leningrad. The author depicted the finale with one word - *victory.”
But first of all it is about a severe and painful struggle the scale of which was
barely imaginable at that time.

The Symphony No. 8 in C minor, Op. 65, also uncovers the tragedy of war.
It was finished in 1943 and premiered in Moscow with Yevgeny Mravinsky
conducting (also, it was dedicated to him). Shostakovich again avoided
self-repetition - the Eighth lacks either a program or poster documentation
ofthe previous symphony. It has no triumphal “apotheosis ofvictory” as well
(the official criticism railed at Shostakovich’s new work for pessimism). But
we are hardly able to find a piece in history of music that would demonstrate
the tragedy of war with as much depth and emotion.

Shostakovich wrote: ‘1 wanted ...to reproduce a picture of spiritual life of
an individual stunned with agigantic hammer ofwar... to tell about his anxieties
and suffering, courage andjoys. In doing so, all psychic motions would uninten-
tionally become especially distinctive and dramatic. ... This individual... goes
to the victory through agonizing trials and catastrophes. He falls many times and
rises again.... It goes without saying that his path is not covered with roses and
no cheerful drummers accompany him...”

In his Eighth Symphony, the composer rises above the specifics of depicted
events generalizing the war and aggression as absolute evil that must ne-
ver be repeated. There are no pictures of struggle and resistance here as the
composer passes a spiritual and moral sentence on evil, which only makes
the tragic impulse of the music more acute.
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A five-movement structure of the symphony is unusual. The emphasis
of adramatic conflict transfers from the first movement (here, it is an exten-
sive philosophical Adagio) to the middle. Allegretto, the second movement
of the cycle and a sort of a “triumph of evil,” makes us ready for Scherzo - its
unceasing ostinato rhythm is perceived as a monstrous “toccata of death”
with a cavalry march in the centre (we cannot help recollecting the last
part from Mussorgsky’s Songs and Dances of Death). It transforms without
an interval into the fourth movement, a slow passacaglia where the com-
poser wanted to depict a “weeping choir.” The emotional shock the listener
experienced after the three middle movements excludes any possibility of
a “heroically optimistic” finale. The last movement is quiet enlightenment,
bliss of getting something desired, of peace and silence achieved through
much suffering.

Shostakovich began his work on his Symphony No. 9 in E-flat major,
Op. 70, in early January 1945, but then interrupted it for a long time and re-
turned to it only after the war.

At the premiere of the new piece which took place in November 1945
in Leningrad, those who expected to hear a monumental “symphony of vic-
tory” were disappointed. They heard a lyrical scherzo symphony with some
dramatic pages which only shaded the music filled with sparkling and
good-natured humour.

The composer had really intended to make No. 9 an apotheosis of victory,
a logical completion of the triad of “war” symphonies. But something made
him radically change the original idea. Perhaps, he sensed some disabili-
ty of sincere expression in the vein of tendentious Stalinist monumentalism
(similar to the music for a film called The Fall ofBerlin). Most apparently, a sen-



sitive artist felt the people’s need for a sigh of relief, when a simple and kind
joke was needed more than victory marches. Was it also a reason for a huge
success of Prokofiev’sballet Cinderella staged at the Bolshoi the same year?

“Naive neoclassicism” of the first movement of the symphony brings asso-
ciations with Prokofiev’s Classical Symphony and partly with Mahler’s Fourth.
The second movement sounds somewhat contrasting — Moderato with a haze
ofmelancholy. Then it turns into a joyful perpetuum mobile of a small Presto.
The fourth movement is the only one connected with a tragic echo of the
time, but it transforms without stopping into a good-natured comic finale.

The Symphony No. 10 in E minor, Op. 93, was created eight years after
the previous one. It was no mere chance that Shostakovich had not turned
to his favorite genre for so long. Those years are known as the blackest time
for Soviet art, ruthless persecution of the most talented writers, poets and
composers by the authorities, accusations of “formalism” and *“cosmopoli-
tism,” endless meetings and “creative discussions” where Shostakovich had
to deliver ‘penitential” speeches. He had to compose music for odious films
and festive cantatas glorifying the “happy life ofthe Soviet people.”

It is no coincidence that Shostakovich began to compose the Tenth Sym-
phony in March 1953, almost right after the news of Stalin’s death. One of
the few, the composer saw hope for better in that event and, feeling creative-
ly liberated, quickly finished the new work.

The first movement written in Shostakovich’s characteristically delibe-
rate Moderato is a sad and strained reflection. The second one is an “angry”
Scherzo that captured Shostakovich’s actual attitude to Stalinism, as his
family and friends said. In the third movement, Shostakovich for the first
time in the symphonic genre used his “musical signature” - the mono-
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gram DSCH (D, E-flat, C, B natural) - as Bach and Schumann did. It also has
the lastword in the light and vivacious finale that was “a complete coalescence
ofsubjective and objective”to Mravinsky.

The Symphony No. 11 in G minor, Op. 103, subtitled The Year 1905 was
composed in 1957 and made the first part ofthe “revolutionary diptych” oftwo
symphonies. The composer revisits a ‘“cinematographic” program wishing
to depict the major events of the first Russian revolution and its onset -
Bloody Sunday of 9th January, which changed the course of Russia’s history
so disastrously (according to the family legend, the composer’s father was
one of those marching to the Winter Palace and avoided execution by a mi-
racle). Each movement has a title, but only the second one, The 9thofJanuary,
is a “documentary” of the events (the first movement titled The Palace Square
seems to be an introduction to the second one). The last two movements,
Eternal Memory and Tocsin, are of more generalized nature.

In his symphony, Shostakovich quotes revolutionary songs and his own
Ten Choral Poems on Texts by Revolutionary Poets for chorus a capella, Op. 88,
many of which were dedicated to the event.

The degree of emotional impact of this music allows perceiving it much
broader than it was set by the program and historic event in question. Shostako-
vich again unveils a tragic story of aman before aggressive evil that fails to crush
him. Shooting of peaceful demonstrators always remains a pyrrhic victory.

The Symphony No. 12 in D minor, Op. 112, subtitled The Year 1917 and
dedicated to memory of Vladimir Lenin was finished in 1961. Not being in-
ferior to the previous symphony in terms of mastery and logic of symphonic
development, it is nonetheless considered a creative compromise. If Shosta-
kovich could sincerely think over an idea of a Leninist Symphony when he



was young, now we can only speak of a work “for the occasion” composed
under big pressure on a “newly converted” member of the Communist Party
(Shostakovich was actually forced to join the Communist Party of the Soviet
Union a year earlier). The first movement of the symphony is a large-scale
one - a slowly unfolding Moderato with atheme that makes a basis of the sub-
sequent movements. The composer thought that the second movement (Razliv)
was the best, and according to Marina Sabinina was “asortofan intellectualized
landscape.” The third movement (Aurora) is quite illustrative. As to the finale,
The Dawn of Humanity, Shostakovich did not find it successful. Probably, it
took him a lot of effort to describe a “happy future” musically.

The Symphony No. 13 in B-flat minor, Op. 113, for bass, male choir and
orchestra composed in 1962 to poems by Yevgeny Yevtushenko can be called
a “brainchild ofthe thaw.” At the same time, it put Shostakovich in an almost
dissident position. Even before the premiere, there was news of the autho-
rities displeased with the symphony, so the fate of the first performance was
uncertain until the last moment. The premiere led by Kirill Kondrashin was
a triumph, but the Soviet press passed it over in silence. After a few per-
formances in other cities, the symphony was secretly banned. This ban was
lifted only by the mid-1980s.

The composerwas carried awaywith an emotional and bold poemBabi Yar
by Yevgeny Yevtushenko. The then young poet dedicated it to the shooting
of Jews in Kiev in September 1941 and total suppression of the tragedy in
the Soviet Union. The initial concept of a one-movement composition was
later complimented with other Yevtushenko’s poems (Humour, In the Shop,
Fears and Career). Diverse in content and moods, they are formally not linked
with a tragic topic of the first part (only Fears almost literally reproduces
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the atmosphere of total horror under the heel of Stalinist terror), but from
different perspectives uncover the problem of human moral purity, resolute-
ness of spirit in the time of hard trials.

The Symphony No. 14, Op. 135, for two soloists and chamber orchestra
was even farther from a traditional symphonic format. It was set on poems
by Federico Garcia Lorca, Guillaume Apollinaire, Wilhelm Kuchelbecker and
Rainer Maria Rilke.

Its Moscow premiere was conducted by Rudolf Barshai who formed
the first Soviet chamber orchestra. Being formally a vocal cycle for soprano,
bass and ensemble of stringed and percussion instruments, the symphony
corresponds to the genre in the same sense as Mahler’s Song of the Earth -
as “living formation of music on heights of thought and spiritual depth” (Boris
Asafiev). However, there is more creative affinity with Mussorgsky’sSongs and
Dances ofDeath, the orchestration of which Shostakovich worked on shortly
before. As the composer admitted, he came up with an idea of ‘“continuing
and extending” the cycle. A setting of poems by the authors of different
countries, periods and poetic schools is intended to emphasize the generality
of the theme of Life and Death before which everyone is equal - the legen-
dary Loreley and nameless lovers, a prisoner and a poet, a suicide and “a little
soldier.” A complicated and aphoristic language of the symphony, the cor-
relation of its vocal and instrumental elements make it closer to Shostako-
vich'’s later vocal cycles on verses by Alexander Blok, Marina Tsvetayeva and
Michelangelo.

The SymphonyNo. 15in Amajor, Op. 141, was completed in 1971. At the pre-
miere in Moscow in January of the following year, the composer’s son Maxim
Shostakovich conducted the Moscow Radio Symphony Orchestra.



Did the composer know that it was his last symphony? After it, he worked
on chamber pieces only, but each of them (Quartet No. 15, Viola Sonata, Mi-
chelangelo cycle) had athought of death in one way or another. Shostakovich’s
last compositions are united in their ultimate generalization, asceticism
of the musical language, retrospective lookback and enlightened conciliation
with nonexistence.

A four-movement format of the symphony returns us to old traditions,
and a carnival nature of the first Allegretto (“a toyshop” according to Dmitri
Shostakovich) and partly Scherzo reminds us of Shostakovich’s most “classi-
cist” symphonies - the First and Ninth.

The other pole of the Fifteenth has a pensive and mournful Adagio
and a finale with a passacaglia in the middle, where the course of Time or
the sense of Eternity gradually shows through and eventually fills the whole
vibrating space.

Musical quotations and allusions are cast like small beads all over
the symphony. Some ofthem are obvious and deliberate like Rossini’s William
Tell Overture in the first movement or Wagner’s grief leitmotif from TheRing
ofthe Nibelung in the finale, while the others are almost inaudible. They un-
derline the final and farewell nature of Shostakovich’s symphony because
his passing probably concluded a very important phase in the development

of the world’s academic music.
Boris Mukosey
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CumdoHuna Ne 2 «OKTAGpIo»
(cnoea AnekcaHapa be3bIMeHCKoro)

MbI LW, MbI NPOCUIN PaboTbl N XNe6Ga,
Cepaua 6bUm cKaTbl TUCKAMU TOCKU.
3aBoAcKme Tpybbl TAHYINCS K HEDY,
Kak pyKu, 6eccuribHble CKaTb KyJlaKu.

CTpaluHo 6bU10 UMSA HaLLINX TEHET:
MovaHbe, cTpagaHbe, rHeT.

Ho rpomye opyamii BopBa/IUCb B MO/THaHbE
CnoBa HalLEelA CKopbu, €/10Ba HaLLX MyK.
O, JleHyH! Tl BbIKOBas1 BOSTHO CTPadaHbS,
Thbl BbIKOBaU1 BOSIHO MO30/IUCTLIX PYK.

MbI MOHSAAW, JIEHWH, YTO Halla cyabba
HocuT nmst: 6opbba.

Bopbba! Thbl Bena Hac K rnocsieAHeMy G0t0.
Bopb6a! Tbigaia Ham nobeay Tpyada.

W 31014 Nobeap! Hag, THETOM U TbMOKO
HWKTO He OTHUMET Y Hac HUKOr Ja.

MycTb KKOpIA B 60pbbe ByaeT Mosiof, U Xpabp:

Beap nmsa nobeap! — OKTAGPD!



Symphony No. 2 To October
(verses by Alexander Bezymensky)

We were on our way, we asked for work and bread,
Our hearts were gripped in avice of sorrow.
Factory stacks stretched up to the sky,

Like arms, too weak to clench their fists.

Our snares had a horrible name:
Silence, suffering, oppression.

But louder than guns, breaking the silence,

The words of our sorrow, the words of our torture.
Oh, Lenin! You forged the will of the suffering,
You forged the will of the toil-hardened hands.

Lenin, we see our destiny now
It’s name is struggle.

Struggle! You led us to the final battle.
Struggle! You gave the triumph of labour.
And no one will ever take it away from us
This victory over oppression and darkness.

Let everyone in struggle be young and brave:
For the victory’s name is October!
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OKTA6pb! — 3TO CO/THLA XKesTaHHOI 0 BECTHUK.
OKTSA6pb! — 3T0 B0/ BOCCTaBLUMX BEKOB.
OKTSA6pb! — 3TO TPy, 3TO PafAoCTb M MECHS.
OKTS6pb! — 3TO cHacTbE MO N CTaHKOB.

BoT 3HamM#, BOT MMS XMBbIX MOKOSIEHUIAL
OKTA6pb, KoMMyHa 1 JIeHUH.

CumdoHumsa Ne 3 «NepBomaiickas»
(Ha ctnxun CemeHa KunpcaHoBa)

B nepsoe lNepBoe mas
BpoLueH B 6bL10e 6/1ecK.
Vickpy B OroHb pasayBsas,
Nnama NoKpbIsI10 Seca.

YXO0M MOHUKLUKNX eS10K
BcnywivBanucs neca

B IOHbIX eLLle MaeBOK
LLlopoxwu, rosioca...

LLlopoxwu, ronoca -
MNepBasa nonoca Mas,
OrHamu 6broLLero
Byayluemy B rnasa.



October! - is a herald of the welcome sun.
October! - is awill of the uprising ages.
October! - is labour, it’s joy and a song.
October! - is happiness of fields and lathes.

Here's the banner, here’sthe name of the living generations
October, the Commune, Lenin.

Symphony No. 3First ofMay
(verses by Semyon Kirsanov)

On the first May Day

The shine was cast into the past.
The flame covered the forests,
Farming the sparkle in fire.

With an ear of wilted firs

The forests listened to

The rustle and voices

Of then young May-Day rallies...

Rustle and voices -
The first strip of May,
Throwing lights

Into the future’s eyes.



Havvle NepBoe mas

B noceucTe rysib rops,
LLITLIK M HaraH okKmnmas,
bpasno geopeLy, Liaps.

MaBLMIA ABOpeLY, Lapst —
310 eLLe 3apa Mas,

Bnepen naywero,
CBeToM 3HamMeH rops.

MNepBoe Mas Halle —

B GyaylLee napyca -
B3Bwi0 Hag MopeM natleH
N'ynkve kopnyca.

HoBble Kopnyca -
Hosast nonoca Mas
OrHsiMu 6bHOLLIETO

By/aylLemy B F/iasa.

dabprKn 1 KOSIOHNN,
MaiAckia B3METHEM Napafl.
3eM/10 COKMEM KOSTOHHaMM
Hawua npyuwna nopa.

CryuweaiATe, NposieTapun,

Halumx 3aBofi0B peyb,






Our First of May

Burning in bullet whistling,
Gripping the bayonet and revolver,
Seized the tsar’s palace.

The tsar’s fallen palace -

Is only the dawn of May,

Going forward,

Burning in the light of the banners.

Our First of May -

Sails into the future -

Raised resonant buildings
Over the sea of ploughed fields.

New buildings -

A new strip of May
Throwing lights

Into the future’s eyes.

Factories and colonies,

Raise the May Day parade.

Let’s squeeze the earth with columns
Our time has come.

Listen, proletarians,
To our factories’ speech,






Bam, nomkumran crapoe,
HoBy!0 5Bb 3a>Keub.

CosHue 3HamMeH rnoaHnmas,
MapLu, 3arpemu ByLLaX.
Kaxxgoe Nepsoe mas —
Kcoupmanuamy Lar.

[epBoe Mas — Lwar
CKaBLUMX BUHTOBKY LLIBXT.
B niowpaaw, pesontouys,
BoelA MW U OHHBIA Luar!

CumpoHumsa Ne 13 «Babmia Ap»
(Ha cTvixu EBreHusi EBTYLLIEHKO)

1 BABU AP

Haz BabbyiMm ApoM MamMsATHUKOB HET.
KpyToi4 06pbIB, Kak rpyboe Haarpoobe.
MHe cTpaLlHo.

MHe cerofiHs CTO/IbKO JIET,

Kak caMOMYy eBpeiACKOMY Hapoy.

A TyT CTOt0, KaK ByAT0 Y KpUHULIbI,
Jatolei/ Bepy B Hallie 6paTCcTBO MHE.



You who set the past on fire
Will light up the new reality.

Raising the banners of sunshine,
March, thunder in our ears.
Every May Day

Is a step to socialism.

First of May is a step

Of those who hold the rifle of mines.
Revolution, drive the step of millions
Into the squares!

Symphony No. 13 Babi Yar
(verses by Yevgeny Yevtushenko)

1 BABI YAR

There are no monuments over Babi Yar.
The precipice looks like a rough gravestone.
I’m scared.

Today | am as old

As the Jewish people.

I’m standing here, imagining awell
That gives me faith in our brotherhood.



3Mechb PYCCKME JIEXAT U YKpavHLb,
JlexxaT ¢ eBpesiMu B 0AIHOMA 3eM/E.

MHe KaxxeTcs, uTo Adpeladyc - 3710 5.
MeLLaHCTBO — MOIA AOHOCUNK U Cyabsi.

1 3a peLLETKOIA.

£ nornasi B KOJ1bLIO.

3aTpaBrieHHbIIA,

OrvieBaHHbIA,

000/ TraHHbIIA.

W jamoukm ¢ 6proccesibCKMm 060pKamu,
BU3Ka, 30HTaMU TbMyT MHE B JIULIQ.

MHe KaXKeTca — A Ma/IbUMK B beslocToke.
KpoBb /1bETCH, pacTeKasch Mo rnosiam.
BeCUMHCTBYIOT BOXXAW TPAKTUPHOIA CTOAKA
M NaxHyT BOAKOIA C JTYKOM Morosiam.

1, canorom 0TOPOLLEHHLIIA, 6ECCUIIEH.
HanpacHo A NorpoMLMKOB MOSTHO.

Mop, rorot:

«BelKMO0B, criacaii Poccuiol» —

Naba3HVK N36MBaeT MaTb MOIO.

O, pyccK1iA Mo Hapoa! —
A 3Ha0 - Tbl
Mo CyLHOCTU MHTEPHaLMOHA IEH.



Russians lie here and Ukrainians too,
Lie here with Jews in the same soil.

It seems to me that Dreyfus is me.
Philistinism is my informer and judge.

I am behind the bars.

I gotinto aring.

Intimidated,

defamed,

slandered.

And the ladies with Brussels frills,

poke their umbrellas into my face, screaming.

It seems to me Pm a boy in Bialystok.
Blood’s pouring, spreading about the floors.
The leaders of the tavern stand run riot
and smell vodka and onion half-and-half.

I am, thrown off with a boot, feeble.

| beg the pogrom-makers in vain.

To roars of laughter:

“Beat the Jews, save Russial” -

the shop owner beats up my mother.

Oh, my Russian people! -
| know —you are
International as a matter of fact.
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Ho yacTo Te, UbM PYKN HEUUCTbI,

TBOUM YACTEMLLMM MMEHEM OpsLaIN.

A1 3Hat0 A06pPOTY TBOEIA 3EM/IN.

Kak rnogy1o, 4To, 1 >XWI0YKOIA He ApOorHyB,
aHTMCEMUTbI MbILLHO HapeKsIn cebs
«C0H30M pyCcCKOro Hapoaa»!

MHe KaxkeTca —

A — 3T0 AHHa ®PpaHK,
npospayHas,

Kak BeTO4YKa B aripesne.

W s no6nto.

N MHe He Hago hpas.

Ho Hano,

4yT06 OpYyr B Apyra Mbl CMOTPEsIN.
Kak Mas10 MOXXHO BUAOETD,
060HATD!

Henb3a Ham JINCTLEB

M HeNb3s Ham Heba.

Ho MOXXHO 04eHb MHOr0 -

3TO HEXHO

ApYyr Apyra B TEMHOIA KOMHaTe 00HATb.
Cropa noyt?

He 6oiAcsa — 3TO rysibl

CaMOLA BECHbI —

OHa croaa naer.

Non Ko MHe.



But very often those with unclean hands,
rattled your cleanest name.

I know the kindness ofyour soil.

How mean it is that, without wavering at all,
the anti-Semites pompously named themselves
the “Union of Russian people”!

It seems to me -

I am Anne Frank,

as lucid

as atree branch in April.

And | love.

And | don’t need any phrases.
What we need

is to look into each other.
How little there’sto see,

and smell!

We can’t have leaves

and we can’t have the sky.
Butwe can do alot -
it’sholding tenderly

each other in a dark room.
Someone is coming?

Don’t be afraid - this is rumble
of spring itself-

it’scoming here.

Come to me.
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L[ MHe cKopee rybbl.
JlomaroT aBepb?
HeT - aT0 Nnegoxon, ...

Hag, BabbyimM ApoMm LLEECT ANKMX Tpas.
JepeBba CMOTPAT FPO3HO,
Mo—CyAEIACKW.

Bce Mos14a 34eCb KpUUmnT,

W, LLIAMNKY CHSB,

A UyBCTBY!IO,

KaK Mef/1eHHO cefieto.

A aymaro o nogpure Poccuun,
daLn3my 3ac/I0HMBLLIEIA MyTb COO0IA.
[0 camoi HAMKPOXOTHOA POCUHKM.
MHe 6/I13K0IA BCEHD CyThHO 1 Cy/Ab00IA.
HwnuTo BO MHE NMpo 3To He 3abyaeT!
«MHTepHaLMoHas/1» MyCTb NPOrpeMnT,
KOrja HaBeKW MoxopoHeH OyaeT
roc/1IeHNIA Ha 3eMUie aHTUCEMUIT.

EBpelACKoI/ KPOBM HET B KPOBU MOEIA.
Ho HeHaBMCTeH 37100014 3aCKOpY3/10i1
s1 BCEM aHTUCEMMTAM, KaK eBpein,

M NOTOMY — 51 HACTOSILLAEA PYCCKUIA!



Give me your lips quickly.
They are breaking the door?
No - it’sdrifting of ice...

Wild grass rustles over Babi Yar.

The trees look strictly,

like judges.

Here everything cries in a silent way,
and with my hat off,

| feel,

how | slowly turn grey.

I am thinking about the feat of Russia
Who shielded the world from fascism.
She is so close to me in its essence and fate
Up to the tiniest dewdrop.

Nothing in me will forget about it!

Let “The Internationale” thunder,
when the last anti-Semite on earth

is buried forever.

I have no Jewish blood in my blood.
But I’m hated by all anti-Semites
with their backward spite, like a Jew,
and therefore — 1am true Russian!
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2.10MOP

Lapw, koponun, nmneparopbl,
Bractumrernn Boeia 3ewi
KomaHaoBas v napagamu,
Ho tomopom — He Mor/in.

B ABOpLIbI MMEHUTBLIX 0C00,

BCE AHW BO3/1EXALLUMX BbIXOSIEHHO,
ABSIAICA 6poaAra 330r,

W HALLIMMW OHW BbIr/ IS4/,

B gomax, rae XxaH»xa Hacrequwi
CBOVMIMN HOramMy LLYTU16IMUA,

Bcto nowwiocTb Xompka HacpegayH
Clumban, KaK LaxmaTbl, LY TKaM.

XoTenu roMop KyrTb —

JJa TO/MbKO ero He Kynuuib!
XoTtenu romop youTb —

A IOMOp MoKa3bIiBaU1 KyKuLL!

BopOTHLCA C HUM Ae/10 TPY/AHOE.
KasHum ero 6e3 KoHLa.

Ero rosioBa oTpy6sieHHas
Kauanacb Ha NMuke cTpesibLia.



2.HUMOUR

Tsars, kings, emperors,

Rulers of the entire earth
Commanded the parades,

But couldn’t cope with humour.

Aesop the wanderer appeared

in palaces of distinguished persons,
who spent their day reclining in luxury,
and made them look like beggars.

In the houses where the hypocrite

Left his traces of his puny feet,

Nasreddin Hodja knocked down all vulgarity
With his jokes as it was a chessman.

Wanted to buy some humour -
But you cant’sbuy it!

Wanted to kill humour -

And humour cocked a snook!

It’s a difficult thing to fight it.

I was endlessly executed.

Its chopped off head

Was swinging on the shooter’s lance.
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Ho b CKOMOPOLLILY AYA04KU
CBOI/l HAUMHA/ M CKa3

OH 3BOHKO Kpyyarsi:

« TYyTOUKU» —

W nnxo nyckascs B NVIAC.

B noTpenaHHOM KyLIeM NaSTbTULLIKE,
IMoHYpsACL U CMTOBHO KasAChb,
MpecTynHUKOM NOSINTUYECKUM

OH, NOIAMBHHBIIA, LLE/ Ha Ka3Hb.

Bcem B1OOM MOKOPHOCTL BbIKa3bIBa/T:
«[0TOB K HE3EMHOMY >XUTbLHO».

Kak BOpyr 13 NasibTULLIKA BbICKa/163bIBa/T,
Pykoto maxaun...

M TroTo!

FOMop NpAaTa v B Kamepbl,
Ja yepTa c ABa yaasioch.
PeLLeTK/ 1 CTeHbI KaMEHHbIe
OH npoxoams1 HaCKBO3b.
OTKaLIMBAsACHL MPOCTY>KEHO,
Kak psiaoBoiA 6oel,

Larasi OH YaCTYLLIKOMA—MPOCTYLLKOA C BUHTOBKOIA
Ha 3uvHMIA [BopeLl.

MpVBbLIK OH K B3r/150aM CyMpayHbIM
Ho aTo emy He BpeauT,



But as soon as the jesters’ pipes
Began their tale

It shouted loudly:

“I'm here!” -

And swiftly threw itself into dancing.

In a frayed and short coat,

Downcast, as if repenting,

He, a political criminal,

Was caught and taken to execution.
Demonstrating the air of obedience:
“I'm ready for heavenly living.”

But suddenly slipped out from the coat,
Waved its hand...

And was gone!

Theywanted to hide humour in cells,

Not bloody likely they did.

Bars and stone walls

He penetrated through them.

Clearing its throat in a hoarse voice,

as a private solder

he marched with acommon rhyme and a rifle
to the Winter Palace.

It got used to gloomy looks

But it doesn’t do it any harm,
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W cam Ha cebs ¢ roMopom
FOMOp Moporo I\auT.

OH BeyeH.

OH /10BOK U HOPOK.

MpoiAgeT vepes Bce, Yepes BCeX.
WTaK, da cnasutcsa tomop!

OH — My>XECTBEHHbILA YESI0BEK.

3. B MAI'ASVIHE

KT0 B rniatke, a KTo B N/1aTO4Ke,
KaK Ha MoABur, Kak Ha Tpy/,

B MarasviH rnoogmHouKe

MOJTHa XKEHLLIVHBI Y.

O 61AapHOB MX BpsILaHbLE,
3BOH OYTBLUI0K M1 KaCTPHO/Tb!
[NaxHET SIyKoMm, orypLiamu,
MaxHeT coycoM «Kabyrib».

396HY, OO0 B Kaccy CTos,

HO MOKyJa ABWKYCb K HelA,

OT AbIXaHbs1 YXEHLUMH CTOTbKUX
B MarasviHe BCe Terveii

OHM TUX0 MOMHKNOAOT —
60rv ao6pble cemMbi,



And humour looks at itself

With humour at times.

It’s eternal.

It’s agile and brisk.

It’ll go through anything, anyone.
So, glory to humour!

It is a courageous man.

3. AT THE STORE

Some in shawls, some in kerchiefs,

as if ready to commit a feat, or to labour
women, one by one,

quietly go to the shop.

O! The clanking of their milk cans,
ringing of their bottles and pans!
Smell of onions, cucumbers,

smell of Kabul sauce.

It’s cold when you queue before the cash desk,
and as | move to it,

it’'sgetting warm at the store

when so many women breathe.

Theywait quietly -
good gods of the family,



1 B pyKax OHW CXUMaOT
[OEHLIM TPyAHbIE CBOW.

3TO XeHWWHbI Poccuun.
3T0 Halla YecTb U cya,
W 6ETOH OHW MeCW/In,
M naxasin, 1 KOCWn ...
Bce oHM nepeHocunn,
BCE OHM MepPeHeCyT.

Bce Ha cBeTe M nocusibHo, —
CKOJIbKO CWbl UM [aHO.

VX 0b6cumTbIBaTL MOCTHIAHO.
VX o6BeLmMBaTh FpeLLHo.

W, B KapMaH resibMeHN CyHyB,
s1 CMOTPHO, CYPOB U TUX,

Ha ycTasible 0T CyMOK

PYyKM MnpaBegHble UIX.

4. CTPAXIN

YmMupatoT B Poccnn cTpaxu
C/OBHO MPU3paKkn NPexXHUX JeT.
JIVb Ha NanepTy, Kak CTapyxu,
Koe-Tr,e eLLle NpocAT Ha x/1ed.






and they squeeze their hard earned money
in their hands.

These are women of Russia.

They are our hounour and judgement.
The mixed concrete,

and ploughed, and mowed...

They stood everything,

they will stand everything.

Anything’swithin their power, -
so much strength is given.

It’s a shame to short-change them.
It’s a sin to short-weight them.

With meat dumplings in my pocket
| keep looking, stem and quiet,

at their righteous hands

so tired of carrying heavy bags.

4. FEARS

Fears are dying in Russia

like ghosts of the past years.

Only on the church porch, like old women,
they still beg here and there.
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A X MOMHIO BO B/1aCTU U cwe

npv ABope TOPXKECTBYIOLLIEIA JDK.
CTpaxm BCloAy KaK TeHU CKOSTb3UIIN,
MPOHUKaIN BO BCE 3TaXKM.
MOTUXOHBKY JHQOEA NpUpyYasin

M Ha BCe Haara/im nevars:

rae Monyatb bbl —

KpyuaTb npuyYan,

M MoSYaThb -

rae 6bl HaA0 KpUYaTb.

3T0 CTas10 CEroAHs AaNIEKVM.

Jaxe cTpaHHO 1 BCMIOMHUTD Terepb.
Tal/HbRA CTpax nepes, YsMM—To JOHOCOM,
TalHb A cTpax nepe,cTyKOM B ABEPb.

Hy a cTpax rosopuTb C MHOCTPaHLLEM?
C MHOCTPaHLEM—-TO YTO, a C >XEHOI?
Hy a cTpax 6e30THeTHbLIEA 0CTaThCA
rocsie MapLLeiA BABOEM C TULLIMHOIA?

He 60s/11Cb Mbl CTPOUTL B METE/N,
yXoOouTb MoA, CHapsigamu B 60iA,

HO 6O/ INCb MOPOKD CMEPTESTbHO
pasroBapmBaTb CaMu C COOOIA.



I remember them powerful and strong
at the court of the reigning lies.

Fears slid everywhere like shadows,
penetrating into all floors.

Little by little they trained the people
and attached their seal on everything:
they trained them to shout

when they were supposed to be silent,
and they trained them to keep silent,
when they were supposed to shout.

It’s a distant past now.

Even recalling that is strange.
Secret fear of someone’s squeal,
Secret fear of tap at the door.

And that fear to speak to a foreigner?

Not even a foreigner, to speak with the wife!
And that unconscious fear to be left

Alone with silence after the marches?

We weren't afraid to build in snow blizzards,
to leave for the combat under shells,

but at times we had a deadly fear

to speak with ourselves.
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Hac He couwm n He pacT/ivwn,
1 HelapoM CelAYac BO Bparax,
nobeayBLIasa cTpaxu Poccus,
eLLe 6arbLLMIA poXKaaeT CTpax.

CTpaxm HoBble BYDKY, CBET/IES:

CTpax HEUCKPEHHM ObITb CO CTPaHOIA,
CTpax HerpaBaoiA yHU3UTb UOEN,

YTO SB/ISKOTCS MPaBaoiA camoiA!

cTpax haHpapUTb A0 04ypeHus,

CTpax Yy>kve crioBa NoBTOPSITh,

CTpax YHU3UTb APYrX HeAO0BEPLEM

1 ype3mepHo cebe A0BEPATD.

YMupatoT B Poccmm cTpaxu.

M Korga s Ly 3Ty CTPOKU

M MOpPOo0 HEBOJTLHO CreLLly,

TO NULLY NX B ONHCTBEHHOM CTpaxe,
YTO He B MOSIHYI0 CWTY MULLLY.

5. KAPLEPA

TBepav M NacTbIpn, YTO BpeaeH
1 HepasyMeH Marmrein,

HO, KaK MoKa3bIBaeT BpeMsi:

KTO HEpa3yMHeiA, TOT yMHEA.



We were not beaten or corrupted,

and Russia who overcame all the fears
strikes an even bigger fear

in the enemies.

| see new fears happily:

fear to be insincere to the country,
fear to abase ideas with lies,

the ideas that are the truth itself!

fear to fanfare until you’re stupefied,
fear to repeat someone’swords,

fear to humble the others with distrust
and trust yourself excessively.

Fears are dying in Russia.

And as I’'m writing this verse

and unintentionally hurry at times,
I’m writing it with only one fear

that I’'m not writing it with all of my might.

5. CAREER

The pastors told us over and over again
that Galileo was harmful and insane,
but as the time tells:

the one who’s insane is smarter.
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YueHbliA, cBEPCTHUIK Marnres,
Ob11 Manesn He riyree.

OH 3HaU1, UTO BEPTUTCA 3EMJ14,
HO Y Hero 6buia ceMbsi.

W oH, cagsch ¢ >keHoA B KapeTy,
CBepLUVB MpeaaTesibCTBO CBoe,
CuUTas, YTO AE/AET Kapbepy,

a Mexay Tem ryourn ee.

3a 0co3HaHVe ryiaHeTbI

wen Marwrei/ 0OMH Ha pUCK.

W cTan Be/IMKUM OH ... BoT 310
A NOHMMAI0 — KapbepucT!

VTaK, Oa 34paBCTBYET Kapbepa,
KOrJa Kapbepa TakoBsa,

Kaky Lllekcrinpa v Mactepa,
"omepa v Toncroro... J/ieea!

3a4eM MX rpsasbio MoKpbIBaIN?
TanaHT — Ta/1aHT, Kak HU KNetAMA.
3a0bITbl Te, KTO NPOK/IMHAN,

HO MOMHSAT TeX, KOro K/sv.

Bce Te, KTO pBa/IMChb B CTpaTochepy,
Bpayu, YTo rmébsm oT Xosiep, —



A scholar, Galileo’s peer,

was as smart as Galileo.

He knew the earth was spinning
But he has a family.

And he, while getting into a carriage with his wife,
after committing his betrayal,

thought he was making a career,

but actually he was killing it.

Galileo was there alone

for the cognition of planet.
And he became a great one...
This iswhat | call a careerist!

So, ling live career,

when one is having a career

like Shakespeare’s one and Pasteur’s one,
Homer’s one and Tolstoy’sone... Leo!

Why did they trampled them in the mud?

Talent is talent, no matter how hard you brand it,
Those who cursed are forgotten now,

those who were cursed are still remembered.

All those who yearned for the stratosphere,
the doctors who died of choleras, -



BOT 3TV Ae/1a/ M Kapbepy!

A ¢ VX Kapbep 6epy npumep.
1 BEPIO B 1X CBATYIO BEPY.
VX Bepa — My>kecTBO Moe.

A nenao cebe Kapbepy

TeMm, YTo He Jesiato eel

CumoHna Ne 14

1 DE PROFUNDIS
(ctrxm depepuiko Mapcra Slopkun, nepesog, U. TbIHAHOBOIA)

CT0 ropsiyuo B/IH06/1EHHbIX
CHOM BEKOBbIM YCHY/ A
["Tly60KO Moz, Cyx0iA 3eM/1El0.
KpacHbIM MecKoM MOKPbIThI
Joporn AHaatycnn.

BeTBW 0/1B 3e/1eHbIX
KopaoBy 3ac/10HUN.

30€eCb M KPEeCTbI MNOCTaBAT,
UT06 1X He 3a0bU JIHOON.
CT0 ropsiyo B/0G/1EHHbIX
CHOM BEKOBbLIM YCHY/TA.



they made some kind of a career!

Their careers are examples for me to follow.

| believe in their holy faith,
Their faith is my courage.

I make my own career

by making none at all!

Symphony No. 14

1 DE PROFUNDIS
(by Federico Garcia Lorca)

A hundred passionate lovers
Fell asleep for ages

Deep down in dry soail.
Covered in red sand

Of the Andalusian road.

The branches of green olive trees
Hide the town of Cordoba.
Their crosses will be put here
Lest people forget them.

A hundred passionate lovers
Fell asleep for ages.
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2. MAJTAI'EHBA
(cTnxun deaepuiko Mapcuna JTlopku, nepeBoa A. eneckyna)

CwmepTb BOLWTA M LT U3 TaBEPHbI.
UepHble KOHU U TEMHbIE AyLLn

B yLLIeNbax rvrapbl 6poasT.
3anaxnn Conblo M XapKoiA KPOBbHO
CouBeTbs 3bI6V HEPBHOIA.

A CMepTb BCe BbIXOOUT U BXOOUT

M BCe He YIAOET U3 TaBEPHBI.

3. JIOPEJIEA
(ctvxu M'viova AnosvHepa, nepesog, M. KyanHosa)

K 6e/10Kypoia KosayHbe 13 MPUPEIAHCKOI0 Kpast
LLL My>K4MHb I TOSIMOEA, OT J1106BU yMUpast.

W Benen ee BbIBBATL €MUCKON Ha cyA,

Bce B OyLLie eMANpoLLas 3a ee KpacoTy.

«0O, cKaxku, Jlopenes, Ybl riasa Tak rnpeKpacHbl,
KT0 Tebs Hayun 3TVM Yapam OnacHbIM?»
«KN3Hb MHE B TAroCTb, ENUCKON, W NPOK/IAT MOIA B30P.
KT0 B3r/15iHY/1 Ha MeHS1, CBOIA Mpoyes npuroBsop.
O enuckon, B I/1a3ax MoMX rnsiams nox<apa,

Tak npegalATe OrHI0 3TU CTpallHbIe Yapbli!»
«Jlopenes, Noxxap TBOLA BCECWIEH: Beap S

Cam ToGoIA OKO/10BaH M Tebe He Cyabsi».



2. MALAGUENA
(by Federico Garcia Lorca)

Death entered and exited the tavern
Black hoses and dark souls

Roam in the gorges of the guitar.
Inflorescences of nervous ripples
Smell like salt and hot blood.

And death keeps exiting and entering
And never seems to leave the tavern.

3. LALORELEY
(by Guillaume Apollinaire)

Crowds of men who were dying from love

Were on their way to the fair haired sorceress of the Rhine land.
And the bishop ordered her to appear in court,
Secretly forgiving her for her beauty.

“Tell me, oh Lorely, whose eyes are so beautiful,
Who taught you these dangerous charms?”

“My life is a burden, Bishop, and my gaze is cursed.
The one who looks at me reads his sentence.

Oh Bishop, | have tongues of flame in my eyes,

So commit those horrible charms to the flames!”
“Loreley, your fire is almighty,

For | am bewitched and | can’ be your judge.”
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«3amosnuvTe, envckon! MNomonmTecs 1 BepbTeE:

370 BO/IA FocrogHs — NpeaaTb MeHs CMepTu.

Mo/ S10OMMb ILA Yexar, OH B Ja/1EKOIA CTpaHe,

Bce Tenepb MHe He MW/10, BCe Tenepb He Mo MHe.
Cepaue Tak MccTpagasioch, YTo A0/HKHA YMEPETD S.
Jake BO, MOIA BHYLLAGET MHE MbIC/IM 0 CMEPTM.
IMOIA SHOOMMLIEA Yexas, U € 3TOro AHS

CeeT MHe 6e/biA He MW, HOUb B AyLLIE Y MEHSI».

W Tpex pbiugpeii KikHy1 enmckon: «Ckopee
YBeauTe B I7yX0i/l MOHAaCTbIpb Jlopeneto.

Mpoub, 6e3ymHas J1op, Bos1ookast Jlop!

TbI MOHaXVHEIA CTaHeLb, U MOMEPKHET TBOIA B30p»
Tpoe pbiLgpeiA ¢ AeBoA Uy T No A0pore.

FOBOPUT OHa CTPaXHUKaM XMyPbIM 1 CTPOrM:
«Ha ckarie ToiA BbICOKOIA JabATe MHE NOCTOSATh,
UT06 yBUAOETL MDA 3aMOK MOr/1a 51 OnsiTh,

UT06 cBOE 0TpaXKEHbE A yBUAE 1A CHOBA,

Mepen, TeM Kak BOMATU B MOHaCTbIpb Balll CypoBbIiA»
BeTep /I0KOHbI CryTasl, U FOpUT ee B3r/154,
TWETHO cTpaxka KpnunT eia «Jloperes, Hasaa!»
«Ha n3nyurHy PeiAHa raps BbIN/1bIBaET,

B Hel/l cuauT MO JIHOOVIMBIIA, OH MEHS MPU3bIBAET.
Tak fierko Ha aylie, Tak Npo3payHa BosiHa...»

/1 ¢ BbIcOKOIA CKasbl B PeiAH ynasa oHa.

YB1OaB O0TpaXXeHHbIe B /18Oy MoToKa

CBOM pelAHCKME 04K, CBOIA COJTHEYHBLIIA JTOKOH.



“Quiet, Bishop! Pray and keep your faith:

Commit me to death as God wills.

My loved has left, he’sin a faraway land,

Life is no longer sweet, | see no reason to live.

My heart has seen so much suffering

That | feel like dying.

Even my appearance fills me with the thought of dying.
My loved one has left, and from that day on

I shunned the light of day with night settling in my soul.
And the Bishop summoned three knights:

“Take Loreley to a faraway convent now.

Out, insane Lore, ox—eyed Lore!

You’ll be a nun now, and your eyes will dim.”

The three knights and the maid are on their way.

She says to her sullen and strict guards:

“Let me stand on that high rock

Because | want to see my castle once again,

I want to see my reflection one last time,

Before | enter your severe convent.”

The wind is tangling her curls and her eyes are burning.
The guards yelled in vain “Get back, Loreley!”
“There’s a boat entering the bend of the Rhine

With my loved one in it, he is calling me.

| feel so relieved now, the waves are so clear...”

And she falls from the high rock into the Rhine.

She sees her Rhine eyes, her sunny curls

Reflected in the mirror-like surface of the stream.
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4. CAMOYB/MLIA
(cTvixmn M'iaovia AnonnviHepa, nepesod M. KyayHoBsa)

Tpy vwivm, A TPy Ha Morwie MoeiA 6e3 KpecTa.

Tpy K, YbtO MO3010TY XOSI04HbIE BETPbI CAYBaoT,

W vepHoe HebOo, NMPOMBLLUCH OOXKAEM, VX MOPOIA OMbIBAET,
W COBHO Y CKUMETPOB MPO3HBLIX, TOPXKECTBEHHA UX KpacoTa.
PacTeT 13 paHbl 0Ha, 1 KaK TO/TbKO 3aKaT 3arbU1aeT,
OKpOBaB/IEHHOIA KXKETCH CKOpOHasA s Ta.

Tpy vwmmn, WM TPy Ha Morwie MoeiA 6e3 KpecTa.

Tpy K, YbtO MO3010TY XOS104HbIE BETPbI CAYBatOT.
[pyraa n3 cepaua pacteT MOero, YTo Tak CW1bHO CTpadaeT
Ha noxxe 4epBMBOM; @ TPETbS KOPHAMM MHE POT paspbIBaeT.
OHM Ha Morwie MoeiA 04MHOKO pacTyT, 1 NnycTa

BoKpyT HMX 3eM/15, W, KaK XKWU3Hb MOS1, NMPOK/ISTa X KpacoTa.
Tpy vvn, A TP Ha Morwie Moeia 6e3 KpecTa ...

5. HAYEKY
(ctvixn Mvwiiomva AnonnvHepa, nepesog, M. KyanHosa)

B TpaHLUee OH YMpeT [0 HaCTyru1eHbs HOUW,

Mo MarieHbKMIA COMAAT, YelAYTOM/IEHHBIEA B3/,
V13-3a yKpbITUA crieawn Bce OHW NMoapss,

3a CraBoiA, YTO BI/IETETL YXKE HE XOUET.

CerogHsi OH YMpPET A0 HaCTyr/IeHbs HOUW,



4. LE SUISIDfi
(by Guillaume Apollinaire)

Three lilies, three lilies on my crossless grave.

Three lilies, and cold winds blow their gilding away,

And black skies pouring with rain wash them now and then,
Their beauty is as solemn as formidable scepters.

One grows from my wound, and as soon as the day dawns,
The sorrowful lily appears to be bleeding.

Three lilies, three lilies on my crossless grave.

Three lilies, and cold winds blow their gilding away.
Another grows from my heart that suffers so much

On my worm-eaten bed;

And the roots of the third tear my mouth.

There’s nothing growing on my grave but the lilies,

And the soil is empty around them,

Their beauty is cursed, and so is my life.

Three lilies, three lilies on my crossless grave...

5. ON WATCH
(by Guillaume Apollinaire)

He will die in the trenches before the night comes,
My little soldier, whose tired eyes

Watched from the shelter for all these days,

To catch the Glory that will never fly.

He’ll die today before the night comes,
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Mo MariEHBKMIA coNaaT, NHO0BHMK MOIA 1 OpaT.
/1 BOT NMO3TOMY X04Yy S CTaTb KPacuBOIA.

MycTb ApKUM (hakes1oM rpyb Y MeHs FopuT,
MycTb ONMasIT MOIA B3I/19/, 3aCHEXEHHbIE HYBbI.
MycTb MosicoM Morv VoA ByaeT CTaH 06BUT.

B KpoBOCMeELLIEHUU 1 B CMEPTU CTaTb KPacuBOIA
Xouy A /15 TOro, KTo J0/DKeH ObITb YOuT.

3aKaT KOpOBOO PEBET, MbUIA0T Po3bl.

W cHeA MTULEKO MOIA 3a4apoBaH B3I/ 154,

To npobun vac JIH06BU 1 Yac NINXOPaaKU MPO3HOIA,
To npobrnn CMePTU Yac, 1 HET MyTU Hasag.,
CerofHsi OH YMpET, KaK yMMpatoT po3bl,

MoiA MarieHbKUIEA conaaT, J1F060BHUK MDA U BpaT.

6. MAJAM, NMOCMOTPUTE!
(ctvxu M'viiova AnosunHepa, nepesog, M. KyanHosa)

Magam, nocmoTpuTe!

MNoTepsin Bbl YTO-TO...

MycTsaxku! 310 cepaue Moe.

Ckopee ero nogoepuTe.

3axo4y - oTAam. 3axouy —

3abepy ero cHoBa, NoBepbTE.

U A Xoxouy, xoxo4y

Haz, Mto6oBb1O, UTO CKOLLEHA CMEPTHIO.



My little soldier, my lover and my brother.

And that’swhy | want to be beautiful.

Let my chest bum like a bright torch,

Let snow covered fields singe my eyes.

Let the belt of graves twine around my stature.

To become beautiful in incest and in death

I want for the one who must be killed.

The dawn is filled with cow roar, the roses are in flames.
I’m gazing spellbound at a blue bird.

It is the hour of Love and it’sthe hour of menacing fever,
It is the hour of Death, and it’s the point of no return.
Today he’ll die, as roses do,

My little soldier, my lover and my brother.

6. MADAME, LOOK!
(by Guillaume Apollinaire)

Madame, look!

You lost something...

Never mind! It’s only my heart.

Do pick it up.

I’ll give it away if | want to.

I’ll reclaim it if | want to, believe me.
And | laugh and laugh

At the loves mown down by death.
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7.B THOPbME CAHT3
(cTtrxun Mmiiova AnosinHepa, nepesod, M. KyayHoea)

MeHs pa3genv aorosa,

Kora BBesin B TIOpbMY;

CyapboiA cpaxkeH 13-3a yr/a,
HWn3BeprHyT A BO TbMy.

MpoLLaiA, Bece/bIA X0poBO,.
MpoLLaiA, AEBAUMEA CMEX.

3aecb HaA0 MHOA MOMWTbHBIEA CBOA,
30ecb yMep A 19 BeeX.

HeT, 4 He TOT.

CoBceM He TOT, YTO npexae:
Tenepb A apecTaHT,

W BOT KOHEL, Haaexae.

B KakoIA-To siMe Kak MeaBeab

Xoxy Brnepea—-Hasag,

A Heb0... SlyuLle He CMOTPETb —

1 HeBy 34echb He pag.

B KaKoIA-TO iMe Kak MeaBe/ib

XoXKy Brepea—Hasag,

3a 4TOo Thbl NMeYasib MHe 3Ty NMpUHec?
CKaXXin, BCEMOMYLLIEA GOXKeE.

O oxanbea! B rriasax MoUX HETY Cries,
Ha MacKy /L0 Noxoxe.

Tb1 BUOWLLIb, CKOJTbKO HECHACTHbIX cepaeLy,



7. ALA SANTE/ AT THE SANTE PRISON
(by Guillaume Apollinaire)

They stripped me naked,

When | was taken to prison;

The fate struck me from round the comer,
And now I’'m plunged into the dark.
Farewell, my merry days.

Farewell, my laughing maids.

Here, this deadly vault around me.
Here, I’'m dead for everyone.

No, I’m not the man | used to be.

I’m nothing like | was before:

Now I’'m a prisoner,

And my hopes are gone.

I’'m like a bear in a pit,

Walking back and forth.

And that sky here... I’d rather never see it -
It doesn’t bring me joy.

I’m like abear in a pit,

Walking back and forth.

Oh Lord almighty, what have | done

To deserve so much sorrow?

Have mercy! My eyes are void of tears,
My face is like a mask.

Can you see how many wretched hearts
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Moa, cBOAOM THOPEMHbLIM 6beTcs!
CopBW >ke C MeHs1 TEPHOBLIEA BEHEL,
He To OH MHe B M03I' BOIMbLETCA.

JeHb kKoH4YWsIca. JTamna Hag, ro/10B0H
"opnT, OKpY>KeHHas TbVOIA.

Bce T1x0. Hac B kamepe To/1bKo ABoe:
A 1 paccy 10K MOIA.

8. OTBET 3AINOPOXXCKMX KA3SAKOB
KOHCTAHTUHOIMO/IbCKOMY CYNTTAHY
(ctvixn M'miAovia AnosnHepa, nepesog, M. KyamHosa)

Tbl MpecTyrHei/ BapaBBbI B CTO pas.

C Berib3eBys10M XXMBSA M0 COCEACTBY,

B camMbIX MeP3KMX rpexax Tbl Morpss.
HeuncToTamm BCKOPM/IEHHBIEA C AETCTBA,
3HalA: CBOA LWaballl Tbi cripaBuLLbL 6e3 Hac.
Pak npoTyxwmiA. CasloHMK 0T6pocCh!,
CKBEpPHBIIA COH, UYTO Heslb3A paccKasaTb,
OKPUBEBLLIEA, MHWOIA 1 GE3HOCHIIA,

TbI poguncs, Korga TBoS MaTb
M3BmBanacb B Kop4ax rnoHoca.

3o nanad Moaonbs, B3r/IsHN:

Becb Tbl B paHax, si3Bax 1 CTPYrbsiX.

38, KOOb Vb, PbU10 CBUHBLN,

MycTb Tebe Bce CHa00bA CKYTAT,

Y106 fieunn Tbi 60N154KU CBOW.



Are beating in the vaults of prison!

Take away this crown of thorns,

Or it will pierce my brain.

The day is done. The lamp above

Flickers enclosed with darkness.

All is quiet. There’s only two of us in this cell:
My reason and myself.

8. REPONSE DES COSAQUES ZAPOROGUES AU SULTAN
DE CONSTANTINOPLE/REPLY OF THE ZAPOROZHIAN COSSACKS
TO THE SULTAN OF CONSTANTINOPLE (by Guillaume Apollinaire)

You are aVvillain worse than Barabbas,
Living next door to Beelzebub,

You’re up to your ears in sin.

You, the one who eats nothing but filth,
Be warned: you’ll have your coven without us.
You rotten crayfish, scum of Salonika,
You’re a bad dream that cannot be told,
You're crooked, decayed and noseless,

You were bom when your mother

Was writhing in bad diarrhea.

Look, you wicked butcher of Podolia,
You’re covered in wounds, sores and scabs.
You’re a horse’s arse, you’re a pig’s snout,
You can use all your riches

But there’s no cure for your diseases.
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9.0 OE/BbBAI, OAETLBUI
(chparMeHTbI U3 CTUXOTBOPEHUS «[103TbI»
Buwibresibivia Kroxesibbexepa)

O Oeneur, Jenseur! YTo Harpaga
W pen BbICOKMX, 1 CTUXOB?
TanaHTy uTO 1 rae oTpaga

Cpeau 3/104€€B U I1yrnLoes?

B pyke cypoBoiAi tOBeHana
31104e9M rposHbIEA 61y CBUCTUT
W KpacKy MOHUT C UX JTaHAT.

W BMacTb TYpaHOB 3a4poXKasia.

O denbeur, Jenseur! YTo roHeHbLA?
BeccvepTirie paBHO yaern

W cvenbIx, BAOXHOBEHHBbIX Oef,

W cnagocTHOro necHoneHb4!

Tak He YMPEeT U HaLll Colo3,
CBOOOAHBIA, PaAOCTHBIA U ropapiiA!
W B cyacTbe, U B HeCHacTbe TBepaplii
Coto3 NModMUEB BEPHBLIX My3!



9. OH, DELVIG, DELVIG!
(fragments from the poem Poets
by Wilhelm Kuchelbecker)

Oh, Delvig, Delvig! What is the reward
For noble deeds and poems?

What kind of joy a talent brings
Among villains and fools?

The menacing whip whistles
In Juvenalis’s stem hand
Making their cheeks go pale
And the tyrants’ power quiver.

Oh, Delvig, Delvig! What is the price of persecution?
It brings immortality

And sweet poetic singing!

Thus our union is immortal,

Free, joyous and proud!

Firm in the time of happiness and sorrow

Aunion of the loyal muses’ favourites!



10. CMEPTb NO3TA
(cTvxu PaiiHepa Mapuu Puribke, nepesog, T. CusibMaH)

MoaT Gb11 MePTB. JILIO ero, XpaHsi

BCe Ty ke 6/1e4HOCTb, YTO-TO OTBEPrasio,
OHO KOrJa-To BCE 0 MUPE 3HaJ10,

HO 3TO 3HaHbe yracasio

1 BO3BpaLLas/10Ch B paBHOAYLULE OHS.
IAe M NOHATb, Kak A0s10r 3TOT MyTh;

0, MMp N OH — BCe BbU10 TaK e4VHO:
03epa W yLesbs, U paBHMHA

€ro /LA W COCTaB/ISU M CyTh.

1o ero v 6bU10 TeEM MPOCTOPOM,

YTO TAHETCA K HEMY M TLUETHO JIbHET, —
a 3Ta MacKa pobKasi yMpeT,

OTKPbLITO NpefoCTaB/IeHHas B3opam —
Ha T/iIeHbe 00peHEHHbIIA, HEXHBIIA MJ104,

11. 3AKJ/TKOYEHVIE
(cTnxun PataHepa Mapun Punbke, nepesog, T. CusibMaH)

BceBnacTHa cmMepTb.
OHa Ha cTpaxe
M B CHaCTbA Yvac.

B MU BbCLLEIA YKN3HM OHA B HAC CTPAXKAET, XKMBET U XXaxkaeT
M r/1a4eT B Hac.



10. DER TOD DES DICHTERS / DEATH OF A POET
(by Rainer Maria Rilke)

The poet’sdead. His face, keeping

The same paleness, rejected something,

It used to know all about the world,

But now that knowledge faded

And kept returning into the indifference of day.
Can they ever understand how long this way is;
Oh, he and the world were one:

The lakes and gorges and the valley

Were the essence of his face.

His face was the spaciousness

That reaches out and clings to him in vain, -
This timid mask will die,

Open for everyone to see -

A gentle fruit doomed to decay.

11. SCHLUSSSTUCK/ CONCLUSION
(by Rainer Maria Rilke)

Death conguers all.

It’s on the watch

Even in the hour of happiness.

It thirsts for us in our highest hour, it lives and craves -

And cries in us.
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OMUTPUIA LLIOCTAKOBAY

Jnckl
CvmcpoHms Ne 1 ¢ha MyHop, cou. 10
1 LAllegretto - Allegro NON TrOPPO.....cceueruiriirie ettt sttt sttt sttt sbe bbb e b e e 8.39
2 TLAIIBGIO. ettt bbb e 4.30
|1 =T o 1 (o TSPV OOV PR VPR 10.23
4 N.Allegro molto - Lento - Allegro MOIT0.....ccoiiiriiiiiic e 9.54
5  CvimdioHms Ne 2 Cu meavkap, cod. 14, «OKTHOpHo»

(cuMdhoHMYeCKoe NOCBALLEHME C 3aK/THOUMTESBHBIM XOPOM Ha ¢ioBa A. Be3bIMEHCKOrO).......... 16.49
6  CumcoHms Ne 3 Min-6emorb Maxkop, cou. 20, «TlepBomMalickas» (Ha cnosa C. KupcaHoBa) . ... 26.19

O6LLee Bpems:; 76.38

[oCyAaPCTBEHHbIA CUMQIOHMUECKIA OpKecTP MuHIMCTepCTBa KyrbTypbl CCCP
Ovipvoxkep - TeHHaouin PoxxaecTBeHckuiA (1-4)

PecnybnmKaHcKas pycckas XopoBasi kanenna, X/p AnekcaHap tOpnos
CvimthoHnueckuiA opkecTp MOCKOBCKOI roCyAapCTBEHHONM (DTapMOHN
Oupwiep - Kupwn KoHpgpawmH (5,6)

3anmcun: 1984 (1-4), 1972 (5,6) .
3ykopexwuccepsbl: C. MasyxuH (1-4), A. FpoccMaH (5,6)
PemacrtepuHr- E bapbikuHa



Awuck 2
CvimdpoHmst Ne4 oo MmHop, cod. 43

1 L Allegretto POCO MOAEIALO. .......cciitirieitiiteiie ettt ettt ettt sbe e 25.42
2 1. MOOEIALO CONM MOTO...c.eitiieeiiete ettt ettt se bbbt n e sr et r e en e e ene e 821
3 L LANGO. ATTE OO ettt bbbt 25.57

O6LLiee Bpems: 60.03

CvM(hoHMYECKNA OpKecTP IMOCKOBCKOIA FOCY4apCTBEHHOMN (hapMOHUN
Oupwxep - Kupunn KongpatuvH

3anucb 1966 r
3Bykopexuccep - H. LmnbmaH
PemacTepuHr - E BapbiknHa
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[Junck 3
CumdpoHmst Ne 5 pe MyHop, cou. 47

1 L MOOBIALE. ...ttt 16.28
2 ILAIIEOIETLO. ...t bbb 5.10
R || Y o o S 14.44
O\ 1= Yo Tl 0o ] o] S SP 10.12
CumdhoHus Ne 6 e mmHop, cod. 54

LT N I Lo o PP PP 16.00
B TLATIEOIO. ... ettt bbb b bbbttt 5.52
T L PIESEO. ..t 6.53

O6Lee Bpems: 75.23

[oCyAaPCTBEHHBIA aKaEMUYECKUIA CUMAOHUYECKMIA opkecTp CCCP
[Ovpwkep - EBreHuin CeetniaHoB (1-4)

3acny>KeHHbIA KOMMEKTMB Poccun AKaaEMMYECKMIA CUMGIOHNHECKUIA OPKECTP
JleHVHrpaacKkoli rocyaapcTBEHHON (hiiapMOHUN
JOvipwxep - EBreHnii MpaBuHckuii (5-7)

3anmew: 1977 1. (1-4), v3 borbLuoro 3aa IMOCKOBCKOI KoHcepsaTopun 27 siHeapsa 1972 T. (5-7)
3Bykopexuccepbl: C. MasyxuH (1-4), W BenpuHues (5-7)
PemactepuHr - M lMunnnos



Avck 4
CvmcboHms Ne 7 [1o Mekap, cou. 60, «/leHrHrpasckas»

1 LAHEGIETLO ..o
2 1. Moderato (pOCO AllEQretto)........ccoeruererieieriereeieieie e
I L AAGIO i
O (VA | (=T T o T o 0 4 ] o] Lo S

O6Luee Bpems: 75.08

locynapcTBeHHbIA cmgoHuyeckuii opkectp CCCP
[Jvpwvoxep - EBrenunii CBeTniaHOB

3anuce 1968 .
3Bykopexwccep - A. FpoccviaH
PemactepuHr - M lMunnos
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Avck 5
CumdhoHus Ne 8 0 MUHOP, cou. 65

1 1. Adagio. Allegro NON trOPPO. ......veueeeeirtireeteee ettt 24.46
2 TLAIIEGIETLO. ...ttt bbbt 6.09
KN (10| [=To o T o g N A o] o] o TSSO ST ST STP SO OTU PR 6.18
N VA I o o S 9.46
IV 2| =T | (=1 o o ST 12.27
O6LLee Bpemst: 59.26

3aCNy>KeHHbIA KOMNeKTVB Poccun AKaaeMNYECKUIA CUMKOHYECKMNIA OPKECTP
JIeHVHrPaACKolA rocyAaPCTBEHHON (TaPMOHIN
Jvipvwkep - EBreHnii MpaBUHCKIA

3ByKopexwmceep - H. Kyctos



Avnck 6
CumchoHms Ne 9 Min-6emons Maxkop, cou. 70

L L ATIBOIO ettt bbbt b s 512
B | I |V o T 1= - (o SRR 7.32
D L PIESTO. ..o 3.00
N VA IR 1 oo BTSSP TP P PP PP T UPPSORPRP 4.05
YA | =To | £] 4 o JO TS US VRO 6.37

CumcpoHma Ne 10 M1 MrHOP, cou. 93

LI N\ (oo < - (o OSSR 22.52
AN 17 1= o USSP 352
N (1 1= =3 1 (o J OSSPSRV 12.25
9 IVANGANEE. AIIEGIO ...ttt bbb bbb 13.04

O6uwee Bpems: 79.01

[oCyapCTBEHHBIN CUM(OHMYECKIIA OpKecTp MuHmcTepeTea KyrbTypsl CCCP
Lupwkep - MeHHagyin PoxkaecteHckuia (1-5)

3acnyKeHHbIA KOMNekTB Poccun AKageMMUECKUIA CUM(OHUYECKUIA OPKECTP
JleHVHrpackoli rocyAapCTBEHHON (HIaPMOHN
Jvipvxep - HOpuii TemmpkaHos (6-9)

3anucu: 1983 r.(1-5), 13 bonbLoro 3ana IMOCKOBCKOI KoHcepeatopun 26 sHeapst 1973 1. (6-9)

3sykopexwicceps!: C. MasyxvH (1-5), M. KoHapaimH (6-9)
PemactepuHr - M lNwmnos
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Avek 7
CvmchoHmst Ne 11 conb MmHOp, cod. 103, «1905 rom»

1 1 «/B0opuoBast MIOWAAE». AQAQI0 . .....cciieee e

IV. «HabaT. Allegro non troppo

CumchoHms Ne 12 pe MyHOp, cou. 112, «1917rom»

5 1. «PeBomtouyoHHbIv MeTporpams. Moderato. AlIEgro.........ccvvevicevereveriseseeieas

6 Il«Pazwmp». Allegro.Adagio
O6Lee Bpemst: 70.57

['oCyaapCTBEHHBIA CUM(OHUYECKMIA opkecTp CCCP
Ounpwkep - KoHcTaHTVH VBaHoB (1-4)

C1MGOHUYECKIIA OpKecTP MOCKOBCKOW rocyAapCTBEHHON (hMapMOHMM
Ovipwxep - Kupunn KoHapawmH (5,6)

3anmem: 1965 (1-4), 1972 (5,6) .
3sykopexwiceepsl: B. Cko6o (1-4), M. KoHapalumH (5,6)
PemactepuHr: H. PagyruHa (1-4), M NMumwmnos (5,6)

2 1. «eBAT0e SHBAPS. AlIEGIO..uiiiiie e
3 Il «BeuHas MAaMITTE. AQAQIO ... cviieeereeieeeese e reees
4

...................... 9.09



Anck 8
CvimdpoHmst Ne 12 pe mmHop, cod. 112, «1917romy

1
2

11, «ABPOPAD. AT GO ...ttt bbb b ettt eb e bbb enas 3.39
IV. «3apst uenoseuecTBa». Allegro. AlIEGretto..........ccvciv e 9.42

CvimchoHmst Ne 13 ci6emorns MrHOP 415t 6aca, xopa 6acoB 1 OpKecTpa, cod. 113, «babuin Ap»
(Ha cTxu EBreHvs EBTYLLEHKO)

3

~N o o &

(RS a7 Y - Uo o BTSSR 13.40
IR0 Y o o RSN LT =) o SO 8.07
1. «B MAFABUHE. AQBGIO ... .eeueeieetei ettt sttt bbb e es e seeneeneas 10.48
IV, €CTPAXU. LBIGO. ...ttt sttt sttt et sb e ess b e b sre e seesbe e bennee 9.48
V. «Kapbepay. AlIEGIETEO.......ce et enes 11.37

O6uee Bpems: 67.25

ApTyp 3ii3eH, Bac (3-7)

Mpynna 6acoB Pecry6inMKaHCKO akaIeMYECKOIA PyCcCKOA XOpoBOiA Kanesbl,x/p AnekcaHap Hoprnos (3-7)
CviMAhoHMYECKMIA OpKecTp MOCKOBCKOW OCyAapCTBEHHON (hapMOHIN

Ounpwxep - Knpunn KoHgpalumH

3anmen: 1972 (1,2), 1967 (3-7) .
3Bykopexuccepsl: M. KoHapaimH (1,2), A. FpocemaH (3-7)
PemactepuHr - M Nvwmnos
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Juck 9
CumcioHmst Ne 14 anst conpaHo, 6aca 1 KamMepHOro OpKecTpa, cod. 135

1 «De profundis».Adag\o (Peaeprko lapcva Slopka, NepeBos V. ThIHAHOBOM). .....c.coveveeeeeeririeeenene 4.24
2 «MarareHbs». Allegretto (Pepnepuko Mapcra STopka, NepeBos,A. TENECKYNA). ....c.vvreirerereeieeene 2.16
3 «Jlopenes. Allegro molto. Adagio (Tuiiom AnonnmHep, nepesod, M KyANHOBA).........cccovvvveceenene. 7.39
4 «Camoybuiiua». Adagio (Tvom AnosnivHep, nepesog, M KYAMHOBA). .........ccvvvereeveicieneeieiee s 6.32
5  «Haueky». Allegretto (Tiom AnonnivHep, NepeBog M KYAUHOBA)...........ccvvvevevveievieiinieesieeaveneas 245
6 «Mamam, nocmoTpuTe!» Adagio (Muiiom AnonnmHep, nepeBos, M KyAMHOBA). ........cccvvveenereevennnes 147
7 «BTopbMe CaHTa». Adagio (Twviom AnonnHep, nepeBod, M KYAMHOBA)..........cocveveveieseeeeneenns 8.41
8 «OTBET 3aM0opOXKCKUX KA3aKOB KOHC TaH TUHOMO/LCKOMY Cy/TTaHy». Allegro
(Tviiom AnoryHep, NEPEBOA, M KYLMHOBA)......c..iviviieririerieiisieeisie sttt 150

9  «Ofenbsur,Jenseur!» Andante (BAMbresbM KIOXEMBOEKER). .....ccvriireriererieerieinieereee st 4.08
10 «CvepTb NosTax. Largo (Paiitep Mapusa Puribke, NepeBoA T. CUSTBMaAH)......c.vvveveeceinieirieneeaeas 4.41
11 3akmouenvie. Moderato (PaitHep Mapusi Punibke, NepPeBOA T. CUMBMAH).......ccciveiverierveieieasniannns 1.36

ObLLee Bpems:. 46:24

lanmHa BuLlHeBcKas, conpaHo
Mapk PeLueTH, 6ac
MOCKOBCKUiIN KaMEPHbIA OPKECTP

Jvipwkep - Pyponsth Bapruai
3anmcb 13 BonbLLoro 3aa MOCKOBCKOI KoHcepaatopum 6 oktsiops 1969 r

3Bykopexuccep - A poccviaH
Pectaspaums 1 pemactepuHr - E. bapbikuHa
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[Avck 10
CvimdpoHmst Ne 15 J1a maxkop, cod. 141

R BN | [=To =] 1 o F O TS OTSUSSOTTOT PO P PO PRT OO PPTPRPRTPPRTPRTOR 751
2 ILAGBGIO .ttt bbb e 15.49
I 117 Y| (=T £ 1 (o SOV USOVRURURURRN 3.57
4 IV ADAGIO. AHEGIETEO. ...cee ittt bbbt b 14.30

O6Luee Bpems: 42.22

BonbLuoit cumdoHmnyeckmii opkecTp LieHTpasnbHOro TenesmaeHns 1 BeecotosHoro paayo
Junpwnxep - Makcym LLoctakosuy

3anucs 1972 1.
PemactepuHr - M MNMununos
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DMITRI SHOSTAKOVICH

Ccb1
Symphony No. 1 in F minor, Op. 10
1 LAllegretto - AllEgro NON TrOPPO. ... e vereeteeeieiie ettt sttt e b et ebe e sbesbesbe e 8.39
P (7 1= o o OSSPSR 4.30
T (T =T o (o JO OO TO USSP UTRURPTURTON 10.23
4 IV.Allegro molto - Lento - Allegro MOIT0........coveriieiiieiie e 9.54
5  Symphony No. 2 in B major, Op. 14, To October

(symphonic dedication with final chorus on A. Bezymensky's VEIrSes)........cccvveveerreneerennnen. 16.49
6  Symphony No. 3 in E-flat major, Op. 20, The First of May (verses by S. Kirsanov)...........cc.cceue.... 26.19

Total time: 76.38

The USSR Ministry of Culture Symphony Orchestra
Conductor - Gennady Rozhdestvensky (1-4)

Russian State Choral Chapel, choirmaster Alexander Yurlov
Moscow Philharmonic Orchestra
Conductor - Kirill Kondrashin (5,6)

Recorded in 1984 (1-4), 1972 (5,6).
Sound engineers: S. Pazukhin (1-4), A. Grossman (5,6)
Remastering - E Barykina
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CD 2
Symphony No. 4 in C minor, Op. 43

1 LAIlegretto POCO MOUETALO. .......coviuireirireeiireeiesi ettt 2542
2 11 MOENALO CON MOTO...c vttt ettt ettt sb ettt nn e en e 821
B || I IV o I A 1= o o TSR PRORPI 25.57

Total time: 60.03

Moscow Philharmonic Orchestra
Conductor - Kirill Kondrashin

Recorded in 1966.
Sound engineer - N.Shtilman
Remastering - E. Barykina
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CD3
Symphony No. 5 in D minor, Op. 47

R V(06 (=T o ST PE TSP 16.28
N 1| [=T o ] £ (o T O TP TP RPTORRRTRON 5.10
R || - 1 o R PTRPSRP 14.44
O VA [ [=To | {0} 0o I 4 o] o] o 1o OO SOURTRO ST 10.12

Symphony No. 6 in B minor, Op. 54

L N IR 1 o o T PRSPPSO 16.00
ST 1A {1=T o o TSSOSO 5.52
A | =1 (o TP PP P OPRVRTOPRTR 6.53

Total time: 75.23

The USSR State Academic Symphony Orchestra
Conductor - Evgeny Svetlanov (1-4)

Leningrad Philharmonic Orchestra
Conductor - Yevgeny Mravinsky (5-7)

Recorded in 1977 (1-4), live at the Grand Hall of the Moscow Conservatory on January 27,1972 (5-7).
Sound engineers: S. Pazukhin (1-4), I.Veprintsev (5-7)
Remastering - M Pilipov



Ch4
Symphony No. 7 in C major, Op. 60, Leningrad

R NN | =T o = 1 (o T TS UTO VST POURURVRPRURN 25.48
2 . Moderato (POCO AHIEGIEELO).......e it 10.05
[ | (Yo - Vo o OSSOSO 19.51
O VY| F=To T o T qTo o 4 o o Lo USSR 19.09

Total time: 75.08

The USSR State Symphony Orchestra
Conductor - Evgeny Svetlanov

Recorded in 1968.
Sound engineer - A. Grossman
Remastering - M Pilipov
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CD5
Symphony No. 8 in C minor, Op. 65

IR Vo - 1o o I AY | [=To o 0o 1 (0] o] oo J RS TSSRSI 24.46
1T =] 1 (o T TP UPTSTURPRRO 6.09
I | T I=o o I g o g I o] o o Lo F O TR RO RS PRUPPUR USRI 6.18
L (VA IR o o T PP PR PRSPPI 9.46
VA Y | T =] 1 (o T USRS URRRPR 12.27

Total time: 59.26

Leningrad Philharmonic Orchestra
Conductor - Yevgeny Mravinsky

Recorded live at the Grand Hall of the Leningrad Philharmonic Society on February 25,1961.
Sound engineer - N. Kustov



CD 6
Symphony No. 9 in E-flat major, Op. 70

L LTI O et bbbttt b bt e 512
P | I |V o To L= - (o TSRS 7.32
I |1 o =1 {0 TSPV U R UPTPT PP URPPRIO 3.00
L VA IR o o PP PRR PR PR 4.05
B VL AIIEOIETEO. ..ttt bbb et 6.37

Symphony No. 10 in E minor, Op. 93

B L MOOBIALO.......c.veieeeiie ettt 22.52
T TLATIEOIO. .t bbb bbb bbb bbbttt 3.52
ST (17 1= =Y 1 (o J USRS 12.25
9 IV ANAANTE. ALIEOTO ..ttt bbbttt b b et nnea 13.04

Total time: 79.01

The USSR Ministry of Culture Symphony Orchestra
Conductor - Gennady Rozhdestvensky (1-5)

Leningrad Philharmonic Orchestra
Conductor - Yuri Temirkanov (6-9)

Recorded in 1983 (1-5), live at the Grand Hall of the Moscow Conservatory on January 26,1973 (6-9).
Sound engineers: S. Pazukhin (1-5), P. Kondrashin (6-9)
Remastering - M Pilipov
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CcD7
Symphony No. 11 in G minor, Op. 103, The Year 1905

1 1. The Palace SQUArE. AQAGI0.......ccuiieieiticie ettt ettt e bt b e et se et e e see e e 1111
2 11. The GNOTIANUAIYAW.BOXO. ... coveeeteriete sttt sb et sb e st sbe b 14.43
| T o AV =T o= Ao - Vo [ S 9.09

4 V. The Tocsin. AlIEGIrO NON TrOPPO...cui i ettt sttt sr et e e e e eneas 12.26

Symphony No. 12 in D minor, Op. 112, The Year 1917
5  I.Revolutionary Petrograd. Moderato. AlIEQIO.........cccvieiieierie e 12.50
6 TLRAZIV. Algro. AQAGIO ... c.eiiiee ettt ettt b e nae 10.34

Total time: 70.57

The USSR State Symphony Orchestra
Conductor - Konstantin Ivanov (1-4)

Moscow Philharmonic Orchestra
Conductor - Kirill Kondrashin (5,6)

Recorded in 1965 (1-4), 1972 (5,6).
Sound engineers: V.Skaoblo (1-4), P. Kondrashin (5,6)
Remastering: N. Radugina (1-4), M Pilipov (5,6)



CDh 8

Symphony No. 12 in D minor, Op. 112, The Year 1917

1 WAurora. AHEgrO......ccovciree e 339
2 V. The Dawn ofHumanity. Allegro. Allegretto. . . 9.42

Symphony No. 13 in B-flat minor for bass soloist, choir of basses and symphony orchestra, Op. 113, Babi Yar
(verses by Yevgeny Yevtushenko)

3 |.Babi Yar. Adagio . . . 13.40
4 Il Humour. Allegretto . 8.07
5 1At the Store. Adagio ,10.48
6 IV.Fears. Largo........... , 948
7 V.Career.Allegretto . . 11.37

Total time: 67.25

Arthur Eisen, bass (3-7)
Bass group of the Russian Choral Chapel, choirmaster Alexander Yurlov (3-7)

Moscow Philharmonic Orchestra
Conductor - Kirill Kondrashin

Recorded in 1972 (1,2), 1967 (3-7).

Sound engineers: P. Kondrashin (1,2), A. Grossman (3-7)
Remastering - M Pilipov
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CD9
Symphony No. 14 for soprano, bass and a chamber orchestra, Op. 135

1  De Profundis.Maq\o (Federico Garcia Lorca, Russian translation by . Tynyanova)....................... 424
2 Malaguena. Allegretto (Federico Garcia Lorca, Russian translation by A. Geleskul).............c.ccvn... 2.16
3 Laloreley. Allegro molto. Adagio (Guillaume Apollinaire, Russian translation by M Kudinov). . . 7.39
4 Le Suicide. Adagio (Guillaume Apollinaire, Russian translation by M Kudinov).............c.cccceveeene. 6.32
5 LesAttentives | (On Wetch). Allegretto (Guillaume Apollinaire, Russian translation by M Kudinov) . . 2.45
6 LesAttentives Il (Madam, Look!) Adagio (Guillaume Apollinaire, Russian translation by M Kudinov). . 1.47
7 AlaSante.Adagio (Guillaume Apollinaire,Russian translation by M.Kudinov)............ccccceeveuennen 841
8  Reponse des cosaques zaporogues au sultan de Constantinople. Allegro

(Guillaume Apollinaire, Russian translation by M KUudinov)...........ccocvveieiencneiencecinie e 1.50
9  Oh, Delvig}Delvig! Andante (Wilhelm Kuchelbecker).........ccovviiiiiiiiiiiiesie e 4.08
10 Der Tod des Dichters. Largo (Rainer Maria Rilke, Russian translation by T. Silman)........................ 441
11 Schlufistuck. Moderato (Rainer Maria Rilke, Russian translation by T. Silman)..........cccccceeveennen. 1.36

Total time: 46.24

Galina Vishnevskaya, soprano
Mark Reshetin, bass

Moscow Chamber Orchestra
Conductor - Rudolf Barshai

Recorded live at the Grand Hall of the Moscow Conservatory on the October 6,1969.
Sound engineer - A. Grossman
Restoration and remastering - E Barykina



ID 10
>ymphony No. 15 in A major, Op. 141

R YN 1 T=To T =) o (o OO UPOUSRRURR 751
I (7Y - Vo o TSSOSO U USRI 15.49
N1 1= o =] 1 (o TSRO UTO RPN 357
L VAo = o [T B AN 1 T=T o (=Y o (o T TSRS 14.30
otal time: 42.22

Moscow Radio Symphony Orchestra
lonductor - Maxim Shostakovich

Recorded in 1972.
Remastering - M Pilipov
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PykoBogutenu npoekta: AHgpein Kpnuesckuii, KapyuHa AbpamsH
PepakTopbl: MonvHa [o6pbiwKnHa, TatbsaHa KasapHoBckas
[Jw3aiin: Mpuropuii Xykos, nbgap Kprokos

KoppekTtopsbl: Anna bopucosa, Onbra MapaHnyesa

MepeBog - Hvkonaii KysHevLos

Project Supervisors: Andrey Krichevskiy, Karina Abramyan
Editors: Polina Dobryshkina, Tatiana Kazarnovskaya
Design: Grigory Zhukov, lldar Kryukov

Proofreaders: Alla Borisova, Olga Paranicheva
Translation - Nikolai Kuznetsov
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