


SHOSTAKOVICH

Ouck 1

Amutpuit LloctakoBuy
M3 umkna «24 npentoguu n dyru», coy. 87

1

2
3
4
5
6
7
8
9
1

NZLOMAKOD © v v v e e e e e e e e e e e e e e e e e e 448
NZ4 MUMUHOD . . o o o e e e e e e e e e e 8.23
N2 5 PeMaxop. . . . . . e 3.01
NZ6CUMUHOP. . . o o o e e e e e e e e e e 5.09
N28 ha-OME3 MUHOD . . . . . . . o o 8.24
N2 12 CONMb-OME3 MUHOPD. . .« . v v v e e e e e e e e e e e e e 7.38
N2 13 Da-AME3 MAKOP &+ v o v v e e e e e e e e e e e e e 7.44
N2 14 MU-BEMOMB MUHOD . .« « v v e e e e e e e e e e e e e 741
N2 16 CM-BEMOMIE MUHOD . . . o v v o e e e e e e e e e 11.45
ONZ20 MO MUHOD . . . o o e e e e e e e e e e e e e e 10.35

Obuwee Bpems: 75.17

Omutpuin Woctakosuy, popmenuaHo

PemactepuHr — Makcum lMununos

Disc 1

Dmitri Shostakovich
From The 24 Preludes and Fugues, Op. 87

1

3
4
5
6
7
8
9
1

No.linCmajor. . . ... .. . e 448
No.4inEminor. . . ... ... . ... .. . . 8.23
No.5inDmajor. . . ... .. . . e 3.01
No.6inBminor. . . . ... ... . ... . . 5.09
No.8 inFsharpminor . ... ... ... ... .. ... . ... . ... ... 8.24
No.12 inGsharpminor. . . . . . . . . . . .. . . .. e 7.38
No.13inFsharpmajor. . . . . . . .. ... . .. .. . 744
No.14 inEflatminor. . . . . . . . . . ... . .. .. 741
No.16inBflatminor. . . . ... ... ... .. ... .. ... ........ 11.45
ONo.20inCminor . . . . . . . . e 10.35

Total time: 75.17

Dmitri Shostakovich, piano

Remastering — Maxim Pilipov
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Ouck 2

Amutpuit LloctakoBuy
M3 umkna «24 npentoguu n dyru», coy. 87

1 N222conbMuHOp. . . . .. ... 7.01
2 Ne23Mamaxop. . ........ 6.11
3 N224pemuHop. . . ... ... 11.38
«[leTckas TeTpamb», coy. 69
4 1.Mapw . ............. 0.24
5 2.Banbc . ... 0.24
6 S5.[pycTHag ckaska. . .. ... .. 1.13
7 4.Becenasickaska. . ... .... 0.30
8 3.MemBeab. . . . . ... ... .. 0.41
9 6.3aBogHas Kykma. . . . ... .. 0.37
10 7. lleHb poxaeHus . . . . . . . .. 0.46
«Tpu paHTaCTUUECKMX TaHLa®, cou. 5
11 1. Allegretto . . . . ... ... .. 0.54
12 2.Andantino. . ... ....... 1.12
13 3. Allegretto . . . . ... ..... 0.54
14 Monbka 13 6aneta «3010TOM BEK»,
COM.22 . . o oo 141
M3 umkna «24 npentoguux», cod. 34
15 N2 14 Mu-6emMonb MUHOD . . . . . 1.54
16 N2 15 Pe-6emonb Maxop . . . . . 0.50
17 N2 24 peMuHOp . . . . . . . . .. 0.56
18 N2 8 dba-pne3 MuHop . . . . . .. 0.47
19 N2 17 Nla-6emonb Maxop . . . . . 1.23
20 N2 18 damMuHOp. . . . . . .. .. 0.45
21 N2 19 Mu-6emonb Maxop. . . . . 1.24
3

KoHuepT ansg doptenmaHo c OpkecTpom
N2 1 no MuHop, cou. 35

22 I.Allegretto . . . ... .. .... 5.55
23 1l.lento . ... ... ... 6.57
24 |ll.Moderato. . . . ... ..... 1.33
25 IV.Allegroconbrio . . . ... .. 5.58

KoHuepT ansg doptenmaHo c OpkecTpom
N2 2 ®a maxop, coy. 102

26 lLAllegro. . . . .......... 6.08
27 Il.Andante . . . . ... ...... 5.10
28 lll.Allegro . . . ... ... .... 4.53

Obuiee Bpems: 78.52

Omutpun Loctakosuy, popmenuaHo
Nocnd BonoBHuk, mpyba (22-25)
CumdoHnyeckunin opkectp Mockosckon
rocyfapcTBeHHOW GpUNapMoHum
IOunpwxep - Camymnn Camocyp, (22-25)
bonblon cumdoHmnyecknin opkecTp
LleHTpanbHOro TeneBmaeHNs 1
Bcecoto3Horo paguo

Oupwxep - Anekcanap layk (26-28)

3anucu: 1947 (4-21),

13 bonbluoro 3ana MocKoBCKOM
KoHcepBaTopuu 27 Hos6ps 1957 r.
(22-25),1956 1. (26-28)
PemactepuHr - Makcum MNunannos

Disc 2

Dmitri Shostakovich
From The 24 Preludes and Fugues, Op. 87

1 No.22inGminor. . ....... 7.01
2 No.23inFmajor .. ....... 6.11
3 No.24inDminor. ....... 11.38
Children’s Notebook, Op. 69

4 1.March.............. 0.24
5 2. Waltz. . . ............ 0.24
6 5.SadTale. . ........... 1.13
7 4.MerryTale. . ... ....... 0.30
8 3.TheBear............. 0.41
9 6.The Clockwork Doll. . . . . .. 0.37
10 7.Birthday . . . ... ... .... 0.46
Three Fantastic Dances, Op. 5

11 1. Allegretto . . . . .. ... ... 0.54
12 2.Andantino. . . . ... ..... 1.12
13 3. Allegretto . . . . . ... .... 0.54
14 Polka from the ballet

The Golden Age,Op.22 . . ... ... 141
From The 24 Preludes, Op. 34

15 No.14 in E flat minor. . . . . .. 1.54
16 No.15in D flat major. . . . . .. 0.50
17 No.24inD minor . . . . ... .. 0.56
18 No.8 in F sharp minor . . . . .. 0.47
19 No.17 inAflat major . . . . . .. 1.23
20 No.18 in Fminor . . . . ... .. 0.45
21 No.19in E flat major. . . . . .. 1.24

Piano Concerto No. 1 in C minor, Op. 35

22 I Allegretto . . . ... ... ... 5.55
23 1l.lento . ... ... 6.57
24 [ll.Moderato. . . . ... ..... 1.33
25 IV.Allegroconbrio . . . ... .. 5.58

Piano Concerto No. 2 in F major, Op. 102

26 ILAllegro. . . ... ... ... .. 6.08
27 ll.LAndante . . . ... ....... 5.10
28 Ill.Allegro . . . .. ... ... .. 4.53
Total time: 78.52

Dmitri Shostakovich, piano

losif Volovnik, trumpet (22-25)

The Moscow Philharmonic Orchestra
Conductor - Samuil Samosud (22-25)
The Moscow Radio Symphony Orchestra
Conductor - Alexander Gauk (26-28)

Recorded in 1947 (4-21),

at the Grand Hall of the Moscow
Conservatory on November 27,
1957 (22-25),1956 (26-28).
Remastering - Maxim Pilipov
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Ouck 3

Amutpuii LLloctakoBuy
CoHata ong BuonoH4enu u GoprenmaHo pe MUHop, cod. 40
1 LAlegronontroppo . . . . . . . i e

2 ALAlegro. . . . . e
3 LLArgo . . . o e
4 IVAegro . . . . . e
Conata ong ckpunku n doprtenuaHo, coy. 134

5 LAndante . . . . ..
6 ILAllegretto . . . . . . . . . . e
7 HLLargo . . . . e

8 KoHuepTnHO ang agyx poprennaHo,cod.94. . . . . . .. L L.
Obuee Bpemsa: 61.57

Hanunmn Wadpan, suonoryens (1-4)
Hasnp Oncrtpax, ckpunka (5-7)
Makcum Woctakosuy, popmenuaHo (8)
Omutpun Woctakosuy, popmenuaHo

3anucu: 1946 (1-4),1958 (8) rr.
3anucb coenaHa B kBapTupe LLloctakoBuya B gekabpe 1968 r. (5-7)
PemacrtepuHr — Makcum MNunnnos

Disc 3

Dmitri Shostakovich
Cello Sonata in D minor, Op. 40

1 LAllegronontroppo . . . . . . . . . e 8.39
2 ALAlegro. . . . . e 3.28
3 OHLLArgo . . . o e 8.52
4 IVAWegro . . . . o o e 4.09
Violin Sonata, Op. 134

5 LAndante . . . . . 9.48
6 ILAllegretto . . . . . . . . . . e 6.24
7 HLLargo . . . o o e 12.29
8 Concertino for two pianos,0Op.94 . . . . . . . . ... ... ... ... 8.02

Total time: 61.57

Daniil Shafran, cello (1-4)
David Oistrakh, violin (5-7)
Maxim Shostakovich, piano (8)
Dmitri Shostakovich, piano

Recorded in 1946 (1-4),1958 (8).
Recorded in Shostakovich’s apartment on December, 1968 (5-7).
Remastering — Maxim Pilipov
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Ouck 4

Amutpuii LLloctakoBuy
Tpuo N2 2 ong ckpunku, BUONOHYeNn n GopTenMaHo MM MUHOP, COY. 67

1 LLAndante-Moderato. . . . . . . . . . ... 7.26
2 IlLAllegroconbrio. . . . . . . . . e 2.38
3 LLArgo . . . o e 442
4 IV Allegretto. . . . . . . e 10.16
KBuHTET ANt hopTenmnaHo, ABYX CKPUMOK, anbTa U BUOOHYENU COMlb MUHOP, COY. 57

5 1. Prelude.Lento - Poco pilimoss0. . . . . . . . . . it 3.38
6 Il.Fugue.Adagio. . . . . . . . ... 10.29
7 lll.Scherzo.Allegretto. . . . . . . . . . . . .. .. 3.06
8 IV.Intermezzo.lento . . . . . . . . ... ... 6.25
9 V.Finale.Allegretto . . . . . . . . . . . . ... 5.55

Obuiee Bpems: 54.41

Tpekn 1-4:

Hasnp Onctpax, ckpunka

Munow Capno, 8uosoH4ensb
Omutpuin Woctakosuu, popmenuaro

Tpekun 5-9:

Omutpuin Woctakosuu, popmenuaro
KBapteT nmeHun betxoBeHa:

Omutpuin LbiraHoBs, nepseas ckpunka
Bacunuin Wunpwunckuin emopas ckpunka
Bagomm bopucosckui, anem

Ceprew WUnpUHCKNIA, BUOIOHYENL

3anucn: 1947 (1-4),1955 (5-9) rr.
3Bykopexuccep — AnekcaHap poccmaH (5-9)
PemactepuHr - Hagexpa PagyruHa

Disc 4

Dmitri Shostakovich
Piano Trio No. 2 in E minor, Op. 67

1 LLAndante-Moderato. . . . . . . . . . ... 7.26
2 lLAllegroconbrio. . . . . . . . . e 2.38
3 HLLArgo . . . e e 442
4 IV.Allegretto. . . . . . . . e 10.16
Piano Quintet in G minor, Op. 57

5 1. Prelude.Lento - Poco pilimosso. . . . . . . . . . i 3.38
6 |Il.Fugue.Adagio. . . . . . . . ... 10.29
7 lll.Scherzo.Allegretto. . . . . . . . . . . . ... 3.06
8 IV.Intermezzo.lento . . . . . . . ... ... 6.25
9 V.Finale.Allegretto . . . . . . . . . . . . ... 5.55

Total time: 54.41

Tracks 1-4:

David Qistrakh, violin
Milo$ Sadlo, cello

Dmitri Shostakovich, piano

Tracks 5-9:

Dmitri Shostakovich, piano
Beethoven Quartet:
Dmitri Tsyganov, violin |
Vasily Shirinsky, violin Il
Vadim Borisovsky, viola
Sergei Shirinsky, cello

Recorded in 1947 (1-4),1955 (5-9).
Sound engineer — Alexander Grossman (5-9)
Remastering - Nadezhda Radugina
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Ouck 5

Amutpuii LLloctakoBuy
«/13 eBpencKoit HapoOAHOW NO33MU», BOKAJIbHbIM LMK NS CONPAHO, KOHTPANLTO U
TEeHOpa B CONPOBOXAEHUMU dopTenmaHo, cod. 79

1 «[lnay 06 ymepwem mnageHue» (nepesof T. CneHAMApOBOM) . . . . . . . . . 2.52
2 «3abotnmBble MaMa M TeTa» (nepeBof A.Thobbl) . . . . . . .. .. ... ... 1.57
3 «KonblbenbHas» (nepeBoa B. 3BArMHUEBOM) . . . . . . . . . . . ... ... 3.25
4 «[Mepen ponrov pasnykon» (nepeeof A.ThobBbl) . . . . v v v v v v o o vt oL 2.50
5 «[lpepoctepexenue» (nepesog H.YwakoBa) . . . . . . ... ... .. .... 1.11
6 «bpoweHHbi oTeu» (nepesog C.Mapwaka). . . . . .. ... ... ... ... 2.12
7 «[lecHs o Hyxae» (cn. b. lWadwupa, nepeson b.CemeHoBa) . . . . . . ... .. 1.27
8 «3uma» (nepesog b.CeMeHOBa) . . . . . . . .. ... 3.12
9 «Xopowas xu3Hb» (nepesog C.OneHpepa) . . . . . . . . . . ... ... 1.34
10 «[MecHsa pesywku» (nepesof C.OneHaepa) . . . . . . . v o v v v v v v v .. 2.38
11 «Cyactbe» (nepesop J1.Oamray) . . . . . . . . ... 1.32
CumdoHmsa N2 10 mu MUHOPp, co4. 93 (aBTOpCKOe nepenoxeHue ans AByx GopTennaHo)
12 I.Moderato. . . . . . . . e e 21.08
13 01LALlegro. . . . . . e e 3.48
14 1L Allegretto. . . . . . . . . e 12.04
15 IV.Andante —Allegro . . . . . . . . . . . 10.40

Obuwee Bpems: 72.40

Huna Jopnwmak, conparo (1-11)

3apa OonyxaHoBa, koHmpansmo (1-11)
Anekcernt MacneHHukoB, meHop (1-11)
Meuncnae BaltHbepr, popmenuaro (12-15)
Omutpuin Woctakosuy, popmenuaHo

3anucn: 1956 (1-11),1954 (12-15) rr.
PemactepuHr — EneHa bapbikuHa

Disc 5

Dmitri Shostakovich
From Jewish Folk Poetry,a song cycle for soprano, contralto, tenor and piano, Op. 79

1 Lament for a Dead Infant (Russian translation by T. Spendiarova) . . . . .. .. 2.52
2 The Solicitous Mother and Aunt (Russian translation by A.Globa) . . . . .. .. 1.57
3 Lullaby (Russian translation by V.Zvyagintseva) . . ... ... ... ...... 3.25
4 Before a Long Separation (Russian translation by A.Globa). . . . ... ... .. 2.50
5 Warning (Russian translation by N.Ushakov) . . . . .. ... ... ... .... 1.11
6 The Abandoned Father (Russian translation by S.Marshak). . . . .. ... ... 2.12
7 Song of Want (text by B. Shafir, Russian translation by B. Semyonov) . . . . .. 1.27
8 Winter (Russian translation by B.Semyonov) . . . . . .. ... ... ...... 3.12
9 A Good Life (Russian translation by S.Olender) . . . . . . ... ... ... ... 1.34
10 Song of the Young Girl (Russian translation by S.Olender) . . . . . . ... ... 2.38
11 Good Fortune (Russian translation by L.Dligach) . . . . . ... ... ...... 1.32
Symphony No. 10 in E minor, Op. 93 (an arrangement for two pianos)

12 1.Moderato. . . . . . .. 21.08
13 1LALegro. . . . . e 3.48
14 1L Allegretto. . . . . . . . . . e 12.04
15 IV.Andante —Allegro . . . . . . . . . . . e 10.40

Total time: 72.40

Nina Dorliak, soprano (1-11)

Zara Dolukhanova, contralto (1-11)
Aleksei Maslennikov, tenor (1-11)
Mieczystaw Weinberg, piano (12-15)
Dmitri Shostakovich, piano

Recorded in 1956 (1-11),1954 (12-15).
Remastering - Elena Barykina
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LUOCTAKOBMY-MNMAHUCT

B 1923 ropy, ee 10 Hauaia paboThl Haf cBoeli [TepBoit cuMmboHmeit — Gymytieit
IOUIUIOMHO paboToii 1o Kiaccy kommosuiyu — lllocTakoBud OKOHYMIT JIEHMHTPAZICKYIO
KOHCEPBATOPUIO KaK MuaHuCT. Ero rmegarorom 6bU1 BeAyIMiT KOHCEPBATOPCKMIA ITPO-
teccop Jleonun Hukomnaes — B He[laBHeM ITPOILJIOM YUUTeTb TAKUX 3HAMEHUTOCTEI!,
kak Mapus Onmua u Bnagumup Codponutikuii. Ha BeimyckHoM 9k3aMeHe [llocTakoBmy
VICIIOJTHWJI OLHO U3 TPYAHENIIMX TPOM3BeAeHNI MMPOBOrO MMaHUCTUUECKOTO perep-
Tyapa — [IBaanaTh JeBITYI0 COHaTy beTxoBeHa. B TeueHNe HeCKONbKIX JIeT MOJIOLOM
[IlocTakOBMY LOCTATOYHO YCIELIHO KOHIePTUPOBAJ B KaUeCTBe MHTepIIpeTaTopa
He TOJIbKO CBOE¥, HO U Uy>K0it My3bIKK. B uacTHOCTH, B dheBpasie 1925 roga oH gan
B Masiom 3ajie JIeHMHTPaICKOM (GMIapMOHMM COJIbHBIN KOHIIEPT U3 TTPOU3BeIeHN
Jlucta, metrom 1926 roga B XapbkoBe (ToraariHeri cronuiie YkpauHckoii CCP) ceirpan
¢ oprectpoM IlepBbIit hopTenuaHHbIi KOHIEPT YalfkOBCKOTO, a B IeKabpe TOTO Ke
rofia UCIIOJTHMJI OJIHY U3 YeTbipeX (opTenmMaHHbIX TapTUil B POCCUIICKOI IIpeMbepe
«CBagebKkm», cocTosiBIeics B Bosbiiom 3aie JIeHUMHTPaICKO# umapMoHUN.

BepumnHoit naHucTYeCcKoi Kapbepsl lllocTakoBMYa CTAI0 BLICTYIUIEHME
Ha MesknyHapongHOM KOHKypce uMmenu llloneHa B Bapiase (ssHBapb—@eBpasb
1927 roga). Kak n3BeCTHO, 3TOT KOHKYPC — TIepBOe MacIITaOHOe MeKIyHAPOTHOe
MepOonpusiTHe TaKoro poja nocie IlepBoii MUPOBOi BOJHBI — 03HAMEHOBAJICS TPU-
yMdOoM pyccKoii COBETCKOI MMaHUCTUUECKOI IKOJIbI: BBICIIYIO HArPaly 3aBOeBaj
JleB O60puH, ofHy 13 npemuii — ['puropuii Tuu36ypr. lllocTakoBuY 13-3a HETOMO-
raHMs BBICTYIIMII HYDKE CBOMX BO3MOYKHOCTEN U YOOCTOWIICS [IOYETHOTO AUILJIOMA.
[Tocse koHKypca lllocTakoBMY KOHIEPTUPOBA B [10JIbllle, VICTIONHSISI TAKKe U C06-
CTBEHHYIO MY3bIKY, 3aTeM OH 1 OG0pUH BbIeXaju Ha TacTpoJiu B lepmMaHuio, rae
[llocTakOBMY-KOMITO3UTOP K TOMY BPEMEHMU y3Ke Hauaj MpruobpeTaTh HEKOTOPYIO
M3BECTHOCTD. [TIaBHBIM pernepTyapHbIM «XUTOM» lIlocTakOBMUYa-NTMaHUCTA B TOT
nepuop, 6bu1a ogHouacTHas [lepBast coHaTa (1926) — ueTBepTh Yaca HarIOPUCTOIA,
MeCTaMM arpecCUBHOIA, pe3KO TMCCOHAHTHOM MY3bIKY C HEOOIBIIVM «OCTPOBKOM>»
MupuKy 6vKe K KoHIny. lllocTakoBMY peryssipHO UTPa M COBCEM PaHHUIA, TOUTH
nmetckuii (1922 ropa), najieko He CTO/Ib «aBaHTapAHbBIV», HO Y)Ke BITOJIHE 3peJlblii
10 MUCbMY TPUNITUX «DaHTACTUUECKUX TAHIIEBY.

3anmcer urpbl Monogoro lllocrakoBuya He cyuiectByeT. O ero nMaHusme OBaj-
LIaThIX F'OJJOB MOYKHO CyJMUTbh I10 BOCIIOMMHAaHMSIM U3BeCTHOrO Aupuskepa Hukomnas
ManbpKo — IepBOro MCIOJIHUTENS HeCKOMbKMX paHHMUX naptutyp lloctakoBuya.
ITo cnoBam MaibKo, urpa llloctakoBuya Ha popTennaHo

<...> 0oJiblue yousasnd, uem 80CxXuwand <...> Y Hezo 6bliu (peHOMeHAIbHble
CNnocoGHOCMU K uepe Ha popmentuaHo, HO 8 Mo e 8pems IMu Coco6HOCMU He ObLIU
8N0JIHe NUaHucmuueckumu. JosxceH 020860pumacsi: s civixan uepy lllocmakosuua,
K020a oH 6bL1 cO8CEM MOJI00bIM, NPUMePHO do dsadyamu 08yx Jiem, U He 3HAl0,
umo cma’ioCb NOMoOM C €20 uzpoli. B me epemeHa s Cvllan e2zo MHOXECME0
pas — cblan, Kaxk oH Uepasi c8ou COUUHEHUS. U Uyxcue, Ha Namsamy U NO HOMam,
no Homam 0n18 popmenuaHo u no napmumype, 3HAKOMble COUUHEHUS U HE3HAKO-
Mble, JlezKue U oueHb mpyoHsle.

BneuamneHue 61710 8ce20a 00uHaKos8o: dJisl Hezo Kaasuamypa He npedcmasnsna
HUKAKux 3ampyoHeHuUll, Nasysl KAKUM-1MO UYy0OM 8ce 8blUzPbl8all, 8CHOJY nocne-
sanu. Fcnonxerue um ezo Ilepeoii coHamsl 8cezda 8vi3s18an0 youeeHue. 5 cuumarn
My COHamy He8vINOJHUMOL 011 NUAHUCMA, U, 8epOsIMHO, MOe 8neuamseHue
HeOe30cHosamesibHO. Koeda s nokaswelean uHoCmpaHyam, 2acmpoiepam-my3sol-
kaumam, [llocmakosuua u npocus ezo Cvlepams coHamy, 3pgexm 6viean ecezoa
00uH u mom e — usymienue: «Kak on amo denaem?!».

E20 uepy 5 6ol He Ha3san apmucmuuHoli. B Hell He ObL10 0c0001i 8blpa3UMens-
Hocmu, He 6bl10 M020 apmMuUCMuU4ecko20 Hepsa, Kaxkoii Ovieaem 8 uzpe 6OJIbULUX
apmucmosg-ucnosiHumeneii. Bo 8cakom ciyuae, 80 8pems uzpsl OH NOKA3bl8AT
MY3bIKY, a He UChOoJIHeHUe. <...> B o6ujem, 3mo 0blia KOMNO3UMOpCKas uzpda,
HO JaJieKko He 8CIKUli KoMno3umop mak uepaem. [llocmaxkosuy 8 3mom cmoice
0bL1 mozda uckaueHuem cpedu KOMNo3umopos. <...>

Oouaxo mexHuuecku uepy Illocmakosuua Hesb3s ObL10 HA38AMb KOMNO3U-
mopckoii. OH 6L 8UPMY03 <...>.

JIVIiom 1IOIeHOBCKOTO KOHKYpCa ObIT BOCIIpMHAT [llocTakoBMYEM KaK Heyaoava.
OnHUM U3 ee CJIe[ICTBUI CTaIO TO, yTO [llocTakoBUY — BOOﬁHJ,e TOBOPs1, HOBOJIbHO «BCE-
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SITHBIT» B CMBIC/IE My3bIKIbHBIX BKYCOB, — OTHbIHE HEB3/TI0OWT My3bIKY [llomneHa. Bbuto
" IpyToe, 6oJiee cepbe3Hoe CIeCTBIE: Mocie KOHKypca [[IocTakoB1Y OrpaHUYII CBOIO
JesITeJIbHOCTh KOHILIEPTUPYIOLIETO MMAaHMUCTA UCTIOTHEHVIEM COOCTBEHHO MY3bIKH.

B TeueHMe cenyomux MOMIyTOPa AeCITUNETHI, Oy YN, TO-BUAUMOMY, B CTa-
6GWJIbHO BBICOKOI MMAHUCTUYECKOI opMe, OH aKTVBHO COUMHSIT My3bIKY JIJISI T10-
TTOJTHEHVISI COOCTBEHHOTO COJILHOTO 1 KAMEPHOTO perepTyapa. 3a 3TO BpeMst U3-TI0],
ero repa BbIIUIM [IBa LIMKJIA MUHUATIOP — 9KCTpaBaraHnTHbie «Abopusmbl» (1927)
u [IBanuaTh 4yeTbipe Npeaoin BO BCeX MaXKOPHBIX M MMHOPHBIX TOHAJIbHOCTSIX
(1933). [TocnenHuit LMK IOCTPOEH 110 TOMY XXKe MpuHLuITY, yTo 1 [Ipentogun Ilo-
MeHa 1 CBOe0oOPa3HO BhIpakaeT oTHoIIeHNMe [IlocTakoBUUa K MOABCKOMY KITACCUKY:
3[,eCb KaXkKJast OTAEe/IbHO B35Tas Ibeca MaKCMMa/IbHO He I10X0Ka Ha CBOJ aHaJior
13 LIOIIEHOBCKOTO OITyCa I10 BCeM ITOAA0IIMMCS COIIOCTaBIeHNIO ITapaMeTpaMm —
dbopwme, bakrype, Temiry, Macurtady, IMHAMUYECKOMY ITPOQUIIIO.

[anee, B pacueTe Ha COGCTBEHHbBIE TMAHUCTUIECKYIE BO3MOKHOCTY [locTakoBUY
COUYMHIJI JIBA COJIbHBIX OIyca KPYIHO¥ popMbl — [1epBblit KOHLIEPT A1t GopTenaHo
¢ oprectpom (KoHuepT a1 hopTenuaHo u Tpyobl CO CTPYHHBIM OpKecTpoMm, 1933)
1 Bropyio dhopTenmannayio coHaTy (1943). B KoHiiepTe sSIpKo BbIpaskeH XapaKTepHbIi
st monoporo HlocTakoBuua 371eMeHT IPOTEeCKHOTO I0MOpPa; My3bIKa HacChIlleHa
MMapoOJAMITHO NePeO0CMbICIEHHBIMM [IUTATaMU U3 BCEBO3MOKHBIX UCTOYHUKOB —
ot lajigHa 1 BeTxoBeHa 10 0J1eCcCKOit «6aTHOM» eceHKN. Bosee cephe3Has HOTa
3aTparuBaeTCs BO BTOPOJi YaCTy — MeIJIEHHOM BaJjibCe, MeCTaMy OTIa/IeHHO Halo-
MMHaMIeM cpefHioo yacTb KoHuepTa cosnb Mmaxkop Pasesns (1931). Bropasi conara,
nocBsieHHast mamsatv Jleonuaa HukomaeBa, 3HauMTeIbHO MacliTabHee TlepBoit
¥ BMeCTe C TeM «yMepeHHee» ee 10 MY3bIKaJlbHOMY SI3BIKY.

ITUM >Xe NTepUOJOM AaTUPOBaHbI TPYU KPYITHBIX KAMEPHBIX IIPOM3BELEeHMS C yua-
ctueM ¢opremnuano — CoHara st BuosaoHuenu u poprenmano (1934), Ksunrer gjis
doptenmnano u ctpyHHbIX (1940) 1 Tpuo g1 hopTenmaHo, CKPUIIKM Y BUOTOHYEIN
(1944). YeTsipexuacTHast COHATa — OJHO M3 CAMbBIX MEJIOJUYHBIX 1 «6€CKOHMINUKT-
HBIX», OTHOCUTEHHO CIIOKOIHBIX 110 001ieMy TOHY counHeHuit [llocTakoBmYa; cpeu
ee TeMaTUUeCKUX Meit 0C0O6eHHO IIpuMeyaTe/ieH BhIMIOTHEeHHbI B pUTMe raBoTa
(cTapMHHOTO IBYI0JILHOTO TaHIa) pedpeH GpuHaIbHOTO poHAO, rie [llocTakoBuy

BCe JXe He yIepKMBaeTCs OT HECKOIbKYUX I'POTEeCKHO-UPOHNYECKUX ITPUXOB. [TaTn-
yacTHbBIV KBUHTET 10 CyLIeCTBY CBOOO/IEH OT TaKUX MITPUXOB; MOHYMEHTAJIbHBIN,
MOJXXHO CKa3aTh MOYTU CUMGOHUYECKUIT TT0 CBOMM MaciTabaM, OH OTKPbIBAETCS
IpamaTuueckoii [Ipentonyeii, 3a KOTOPOi1 CyIeyIOT HanpsikeHHas dyra, HalIOPUCTOe
Cxep110, BO3BBIIIEHHOE VIHTEpMELILIO M pa3pellarolinii Bce IPOTUBOpeYns NacTo-
panbHbIil @uHai. B yeTblpexyacTHOM Tpuo, TOCBSIIEHHOM ITaMSTY JIyUlllero gpyra
[MlocTrakoBuya, My3bikoBeia iBaHa Co/l/IepTUHCKOTO, LEHTP TSHKECTU IPUXOAUTCS
Ha MaciTabHbI GMHA, TOCTPOEHHbI HA HECKOIbKUX TeMaX SIPKO BbIPAXKeHHOTO
©BPeiiCKOro (K/1e3MepCKOro) Xapakrepa; X UCII0Ib30BaHMe 30eCh BOCIIPUHMMATCS
KaK CMMBOJIMYECKast JaHb TIAMSITU He CTOJIbKO COJITIEPTUHCKOTO, CKOJTBKO CAMOOBIT-
HOJ1 BOCTOUHOEBPOIIeliCKO eBpeiiCKOi KyAbTYpPbl, YHUUTOKEHHOM TUTIepOBLaMIA.
BriocsienctBum rmaBHas Tema ¢unana Tpuo nepekoueBasa B 3HAMeHUThIN Bocbmoii
kBaprteT lllocTakoBMUa, MPSIMO MOCBSIIEHHbIN «kepTBaM (al3ma 1 BOVHbI».

[TepBbie opuinanbHble 3anucu lllocTakoBuUa-nuaHUCTa MOSIBUJIUCH IOUTH
cpasy mnocJie BoiHbI. He Bce 13 uycia yIIOMSHYTBIX OITyCOB YBEKOBEUYEHBI B aB-
TOPCKUX 3anucsax. He cyiectByeT aBTOpCKMX Bepcuii [lepsoii M Bropoit coHar,
«AdopusmMoB», nosHoro 1uukia IIpemtoauit. C npyroit cTopoHbl, BuonoHueIbHY0
coHary, KsuuTtet 1 Tpuo lllocTakoBMY 3amucas 10 MeHblIel Mepe 110 [Ba pasa,
C pa3HBIMU MMAPTHEPAMU. DTHU Ke TIPOU3BeieHMsI, 0c060eHHO Tp1o, OH CPABHUTETHHO
YaCTO MCTIOMHSI B KOHIIepTax. OmHaKo 110 MeHblei Mepe ¢ Hayana 1950-x ero ¢op-
TelnuaHHasi TEXHUKA Havasia 1aBaTh COOM; STOT MPOIIECC 3HAUUTEbHO YCKOPUIICS
CO BTOPOJ MOJIOBMHBI AECATUIIETHSI, KOTIa Y HETO Havya/Iy MPOSBISTHCS CUMIITOMBI
HEeM3JIeunMOii 60JIe3HU JBUraTEeIbHOTO aNapaTta, OJHUM U3 CUMIITOMOB KOTOPOI
6bUTM HeTpeKpalawuyecs 601 B IPaBoii (a MO3HEE U B JIEBOIT) PYKe.

C60pHUK ABanLaTH YeThipex [Ipesmoanii U Gyr Bo BCeX MasKOPHBIX I MUHOP-
HBIX TOHAIbHOCTSIX (1950-1951) IllocTakoBUY mucat yke He [yis ce6st. Vimest Takoro
noM$OHNYECKOTo CO6paHNsl, BOCXOIIAst K 6ax0BCKOMY «XOPOIIO TEMITePUPO-
BaHHOMY KJIaBUPY», BO3HMK/IA Y lllocTakoBMYa MOA, BIIeYaTAeH/eM OT JIeMAMIUTCKIX
TOPYKECTB B UECTh JBYXCOTIETUS CO IHS cMepTu Baxa, kyma [llocTakoBMY GbIT PU-
I71allleH B KaueCTBe WieHa KIOpM KOHKYpCa MOJIOABIX MY3bIKaHTOB-UCIIOJHUTEIEN,
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a TaKkKe TI0J] BIIeYaTJIeHEM OT UTPhI TOOeANTEIbLHUIIBI TOTO KOHKYPCa TaThsHbI
Hukosnaesoii (1924-1993). KoHeuHo, muaHucTrueckas Texunka IlllocrakoBuua 6bu1a
BITOJTHE JIOCTATOYHOIA JJIS1 TOTO, YTOOBI TPEJICTABUTD STU TTbeChl Ha coopaHuyu B Coro3e
KOMIIO3UTOPOB, UTO OH cJiesias BecHoit 1951 rona, BbI3BaB HEOTHO3HAYHYIO PeaKInio
cobpaBIIMXCs — He Oy/ieM 3a6bIBaTh, UTO Ha IBOPE CTOSUIA BpaskAeOHast JII060MY
CBOGOTHOMY TBOPUYECTBY 3110Xa IMO3HEr0 cTamHu3ma, [IocTakoBUY HAXOIMIICS TIO],
MOI03PEHNEM KaK «(DOPMAJTUCT», U TIeJIbI PSI ero TPOU3BeIeHN 1 6bUT HACUITbCTBEH-
HO M3THaH U3 perepryapa COBETCKMUX OPKeCTPOB U ONEePHBIX TeaTpoB. K cuacToio,
cranuuuctam u3 Cor3a KOMIIO3UTOPOB He yaanoch 3anpeTuTs [Ipemtonuu u dyru,
u B KoHIIe 1952 roga TaTbssHa HuKosaeBa BriepBblie UCIOMHMIA BeCh UMK B Maiom
3asie JleHuHrpaackoi ¢pumapmonun. Eie 10 3TOT0 HEKOTOpble mpeatogun u Qyru
BOILUIM B periepTyap APYTMX MMaHUCTOB, HO caM IllocTakoBMY HMKOTA He UTPaj BeCh
LIMKJT TyOJIMYHO — OYeBUIHO, 9Ta 3a/1aua YoKe HaXOIM/Iach Ha IPaHM ero TeXHUUeCKUX
1 pusmyeckmx BO3MOKHOCTe. KOMITO3MUTOP MCIIOMHSL U 3aI1Cal TOJbKO OT/e/IbHbIe
[Mpemonyu v pyru. O6 OTHOM U3 €T0 UCTIOTHEHWI, COCTOSIBIIEMCS HA TOPSKECTBEHHOM
Beuepe B UeCTb IPUCYKIEHMST KOMIIO3UTOPY CTelleHy IToYeTHOro gokTopa Oxcdop-
CKOTro YHMBepcuTeTa B 1958 romy, coxpaHuIcs BbIpasUTeIbHbIN pacckas mmpodeccopa
9TOTO YHUBEPCUTETA, U3BECTHOTO MCcTOpuKa 1 dhunocoda Mcaiiu Bepauua:

<...> 5 ckasan LIfocmakosuuy], umo 8ce 6vLnu 6l Cuacmaugsl, eciu 0ot OH U Cam
colepan umo-Hu6yds. He 2080pst HU €108a, OH N0OOWLEN K POSUTIO U Cbl2paJl NPeJoouto
u ¢y2y — 00Hy u3 dsadyamu uemolpex, COUUHEHHbIX UM no npumepy baxa, — maxk
8e/1UKO0JIeNHO, C MAKOUi 2TyOUHOT U CMPAacmoio, U Cama éeuib 0Ka3anacs HacnoyasKo
80CXUMUMETIbHOLL, HACMOJILKO Cepbe3HOll, OpUUHATbHOLI U He3a0bl8aemoti, umo
ITynenx [svidarowuiics ppaHyy3ckuti Komnosumop, yoocmoeHHslil nouemHoti cme-
neHu odHospemeHHo ¢ lllocmakosuuem —JI. A.] co éceli cgoeli My3viKoli cpazy cowien
Ha Hem. <...> Bo epems ueput uyo I1I. cosepuieHHO npeobpasuiocs; 0m cKko8aHHOCMU
<...> He 0cmasocs U cneda, BMecmo 31mozo nosi8UNOCy 8vlpaxceHue nompscaroujeti
yeneycmpemaeHHoCmu u 600xHo8eHusl. MHe Kaxemcsi, Uumo max mo2/u evleisi0ems
komnosumopel XIX eexa, uzpas ceoio my3wixy. Ho He dymato, umo maxue auya 4acmo
eécmpeuaiomcs Ha 3anade ¢ XX cmosemuu.

Jroxa «oTTemnenn», Hauapiascs mociae cmeptu Cranuna (5 mapra 1953 rona),
B MYy3bIKe CMMBOJIMYECKM OTKPbLIaCh MOHYMeHTaIbHOI [ecsiToit cumdoHueii
MlocrakoBuya. Kak cropoHHuky llocTakoBu4a, Tak 1 €ero NIpOTUMBHUKY U3 YA
OPTOLOKCOB-CTIMHUCTOB BOCIIPUHSIIM €€ KaK BbI3bIBAIOILEe CMeJbIil MHAMBULYA-
mucTuyeckuit MaHMbecT (OAMH U3 CaMbIX HEITPUMUPUMBIX KpUTUKOB LllocTakoBrya
B CBSI3U C Heli Heomo6pUTeIbHO, HO He 6e3 0OCHOBaHMIT 3aMeTw: «[Ipon3BemeHus
[[LIocTakoBMYa] HepeJKO MPOHMUKHYTHI KAKMMM-TO 3araJOuYHbIMU Y HETIOHSTHBIMU
HETOCBSIIEHHBIM CJIYIIATE/SIM acconpanyusiMuy). Hammane y cumboHum aBTo610-
rpaduueckoro MoATeKCTa YOOCTOBEPSIeTCSI TeM, UTO B ee IBYX MOC/IeJTHUX YaCTsIX
IIMPOKO UCITOIb30BAH MOTUB «pe—MMI-0eMOJIb—/I0—Ci», B HEMELIKOI TPaHCKPUTIITUU
D[E]SCH - moHnorpamma nHuunanos lllocrakosuua (D[mitrij] Sch[ostakowitsch]).
MHOrokpaTHOe HaCTOUMBOE YTBEPXKAEHME 9TOr0 MOTMBA Ha MOCIeJHMX CTPaHULAX
¢buHana BOCIIPMHUMAETCS KaK KeCT TOPsKeCTBa XYINO0KHIMKA, COXPAHMUBIIIETO CBOe
«$1» B OTUasSIHHOM IIPOTMBOCTOSIHUM PEXMUMY Hacuus U npomussosia. CoxpaHuiaach
cmenaHHas B Hauane 1954 rona, Bckope mociie rpemMbepbl cuMbOHNUY, 3aIUCh ee
MCIIOTHeHUS Ha (popTennaHo B YeThIpe PyKH, Iie IapTHepOM aBTOPA BbICTyIIAeT
ero 6;M3KMit gpyr, KoMmro3utop Meuncias Baitu6epr (1919-1996).

E1re omHMM BaskHBIM COOBITUMEM «OTTEMEN» B My3bIKe CTaJIa 3a03/1a1ast Tipe-
Mbepa BOKaJIbHOTO LyKia lllocTakoBmua «/3 eBpeiicKoil HapOgHO ITO33UM» [IJIST
COTIPaHO, MEIII0-COMpaHo, TeHopa 1 GhopTennaHo, courHeHHOTo B 1948 romy. Ctu-
XOTBOPEHUSI, TTOJIOYKEHHBIE B OCHOBY TIEPBBIX BOCbMU TIE€CEH I[MKJIA, PUCYIOT OBIT
>KUTeel JOPeBOMIOLVOHHOM YepThl OCEAJIOCTH, TOTAA KaK B IOCTeIHUX TPeX MeCHSIX
BOCIIEBAETCS «XOPOILasi SKU3Hb» eBpeeB IPU COBETCKOIt BaacTu. HecmoTpst Ha McKyc-
CTBEHHO NPUEIaHHYI0 ONTUMUCTUYECKYIO KOHIIOBKY, MCIIOJIHEHME LIMKIIA IIPY XKU3HU
CranyuHa 0Ka3aa0Ch HeBO3MOXKHBIM BBUIY PE3KOT0 POCTa I04,0(PO6CKIX TeHoeHIIMii
B noiutuke COBETCKOro roCcynapcTBa. BriepBoie IMKII TPO3ByYas TOIbKO B Havase
1955 roga B Manowm 3ase JIeHMHTpaiCcKo humapMOHMM; BOKa/IbHbIE TAPTUM UCTION-
Hwi HuHa [lopnuak, 3apa [lonyxaHoBa u Anekceii MacJieHHMKOB, aKKOMITaHMPOBAJT
aBTOp. HeMHOTO BpeMeHM CITyCTS MK/T ObUT 3aMMCaH 3TUM Ke COCTaBOM B CTYIVM.

B cepenune 1950-x romos [llocTakoBUY HaMMcasa aABa MIPOV3BeAeHNUS JIJIsT
yue6HOTO penepryapa — KoHueptuHo ajst AByX GoprenuaHo (1953) u Bropoii KoH-

9 SHMOSTAKOVICH



SHOSTAKOVICH

LepT 11t popTenuaHo ¢ opkectpoM (1957). Vx rmaBHBIM «aJipecaToM» U ITepBbIM
ucnonHuTeneM cran cbiH llloctakoBuua Makcum (p. 1938) — B TO Bpems y4eHUK
LIMII, BriocienCcTBUM U3BECTHBIN OUPUsKeD. SICHO, UTO 110 TeXHUKE U MY3bIKajlb-
HOMY MaTepuany 3TU IPpOU3BeLeHMsI OTHOCUTEIBHO IIPOCTDI, ¥ UX UCIIOJHEeHMe
He cocTtaBiisiio ajist lllocTakoBuyua 0co60ii CJIOKHOCTH JIaske B TO BPeMSI, KOT/Ia €ro
TeXHUYECKUIT arrapaT ObUT yke He Ha MpeskHeit BbicoTe. KoHuiepTuHo [IlocTakoBuy
3amycas B aHcaMbiie ¢ CbIHOM, @ BTOpOit KOHIIEPT — B KAYECTBE COTNCTA.

B nociegumit pas lllocTakoBUY-MTMAaHKUCT TyOIMYHO BHICTYIWII B Mae 1966 ronia
B Masnowm 3ane JleHunrpaznckoit punapmonmu. OH akkommnanuposai Esrenuio He-
CTepPEeHKO B IIpeMbepe IBYX CBOUX He CIMIIKOM 3HaUUTe/IbHbIX BOKAJIbHbBIX OITYCOB.
Ho ero ob1ieHMe ¢ MHCTPYMEHTOM, eCTeCTBEHHO, PO O/IKMUIOCH U TIOCJIe 3TOTO
co6brTys. [IpyskuBimii ¢ llloctakoBuyem rmosibckuit kommnosutop Kummrod Meiiep
BCITOMMHAJI 00 OHOM 13 CBOMX BM3UTOB K HEMY B KOHIle 1960-x:

Paseosop Hauasncs ¢ BemxogeHa. <...> — Kak 5 106110 Bonwwiyio ¢yey [cou. 133
0711 cmpyHHo20 Keapmema —JI. A.]! — eHe3anHo 3azopencs oH. — /lagatime cvlepaem
FBonvuuyr gyey.

On nodowten x wikagy, docman napmumypy U 6pyuus ee MHe.

— Bel 6ydeme uepame Ha 00HOM posiie Napmuto nepeoli CKpunku u anivmd,
a s Ha dpyeom — napmuio 6mopoti CKpunku U 6U0JI0HYeU.

— A Kak Mol pasdenum Homol? — CNPOCU 51, 8UOSL MOJILKO 0OHY napmumypy.
IHlocmaxosuu Maxuys pyKkoii:

— EpyHda, ceizpaio Ha namsame!

H xoms 3mo 38yuum Henpasdonodo6Ho, LLlocmakosut, Komopomy 8 mo epemsi 6bi10
yoHce mpyoHo uzpams Ha posiiie, He MOJbKO Cblepan obe napmuu keapmema bemxosena
0e3ynpeuHo 8 MexHUYeckoM OMHOWEeHUU, HO U HU pa3y He owubcst, om Hauana 0o KOHYa
UCNOJIHUG NO NAMAMU 3MO UCKAIOUUMENbHO CI0XCHOe npoussederue!

Tem ke mepuogOM IaTUpoOBaHa NMpuBaTHas 3anuch COHATHI 11 CKPUIIKU
u dhopTennaHo, couMHeHHO B 1968 rony K mectuaecsituietuio Jasuna OiicTpaxa.

3amuce 6buta coenaHa B kBaptupe llloctakoBuua B fekabpe 1968-ro, He3am0/r0
10 TIYGJIMYHOM MpeMbephl TPOU3BEIeHNSI B MHTEPIIPeTall/ YHUKATbHOTO Ty9Ta
Oiictpaxa u CBsiTocmaBa PuxTepa. Kak v MOUTH BCS OCTAIbHAS TTO3HSIS My3bIKa
IllocTakoByuyua, CKpUITMYHAS COHATA BbiZiepskaHa MPEeMMYIIeCTBEHHO B MPauHbIX
TOHAX, JIMIIIeHA IPKUX BHENTHNUX 9(h(}HEKTOB 1 BMeCTe C TeM Upe3BbIUaifHO TPpyaHA
IU1s1 vicronHeHus. EAHCTBeHHas aBTopckas 3amich COHaThl HeCOBEpIleHHa (KCTa-
TH, B Hauasie 3-i MUHYTbI TIePBO¥t YaCTH CIIBIITHBI YAapbl MasTHUKA, OTGMBAIONIETO
10 yacoB), HO B KaUeCTBe MCTOPMUECKOTO CBUIETEILCTBA OHA MPEJICTaB/IsIeT 3Ha-
YUTETbHYIO IIeHHOCTh. My3bikoBen CBeT/iaHa [TeTyxoBa MUIIET O Helt:

<...> Ha 00Wuti MOHYC uzpbl NOBAUSIO (Pu3UUecKoe HedoMOo2aHue KOMNo3umopad,
0 uem cam oH 3amemun [8 nucsme M. JI. Tnukmany]: «Jlezkue mecma s uzpai xopo-
o, mpyoHwle ckepHo». COepHaHHOCMb, OUHAMUUECKAS POBHOCINb, HEZPOMKOCHDb
(opmenuarHoli napmuu 6e3yc108HO OMPAZUTUCL HA HACIMPOEHUU CKPUNUYHOLL
Jla u ycnosust nposedeHust 3anucu, 03MOXCHO, He N0380JIUIU COelamb ee He CIMOJIbKO
KauecmeeHHee, CKOJIbKO akycmuuecKu OJiuxce K cCayuamertio.

O0Haxko 6 Heli ocmanucy CMpyKMypHas 0muemaueocims u 0mcymcmaue Imo-
UUOHAIbHBIX HAZHEMAHUL, 8 NPUHYUNE CBOLICMBEHHble NUAHUCINUYECKOMY CIUITIO
asmopa Conamot. Konmpacm mexcdy X0J100H08aAMbIMU 0OMMeHKAMU €20 UCNOTIHE-
HUSL U 8bIPA3UMENLHOCMbI0 OUHAMUUECKUX HIOAHCO08 CKPUNUYHOZ0 20710CA c030aem
napadokcansHoe oujyujeHue 080liCMBeHHOCMU CIOMEMH020 NPOCMPAHCMEA MOl
MY3bIKU — 00HOBPEMEHHO NPOCMO20 U CTIOHCHO20, CYUeCMBYIOWe20 8 PA3HbIX U3-
MepEeHUSX, KOHCIAHMHO20 U U3MEHAIOWe20Cs.

Cyps 1o BceMy, Ha CeTOHSIIHMI IeHb aHHAs «IOMAIlHSISI» 3alUCh — CaMblil
TO3IHUIL U3 BCeX U3BECTHBIX TOKYMEHTOB, 3amevaTieBunX nckyccTso llocTtako-
BMYA-TIIMaHUCTA.

Jleson AKonsH
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SHOSTAKOVICH AS A PIANIST

In 1923, before starting the work on the First Symphony, which became the
composer’s future composition class thesis, Shostakovich graduated from the
Leningrad Conservatory as a pianist. He was taught by the leading conservatory
Professor Leonid Nikolayev, who had tutored celebrated pianists such as Maria
Yudina and Vladimir Sofronitsky. For his final exam, Shostakovich chose to perform
one of the most difficult works in the entire piano repertoire — Beethoven’s twenty-
ninth Sonata. Young Shostakovich was a successful concert performer for several
years interpreting not only his own music but other composers’ works as well. In
particular, in February 1925, he played a recital at the Small Hall of the Leningrad
Philharmonic Society, which consisted of Liszt’s works; in the summer of 1926, in
Kharkov (then the capital of the Ukrainian SSR), he played Tchaikovsky’s First Piano
Concerto; and in December of the same year, he performed one of four piano parts
at the Russian premiere of Stravinsky’s Les Noces at the Grand Hall of the Leningrad
Philharmonic Society.

The pinnacle of Shostakovich’s pianistic career was his performance at the
International Chopin Competition in Warsaw (January and February 1927). As it is
known, the competition — the first large-scale international event of the kind after
the First World War — was marked by the triumph of the Russian/Soviet piano school
when Lev Oborin won the highest award and Grigory Ginzburg received one of the
prizes. Shostakovich, who did not feel quite well at the time, performed below his
potential and was awarded an honorary diploma. After the competition, Shostakov-
ich gave a number of concerts in Poland, performing his own music among other
works, and then he and Oborin went on a German tour where Shostakovich had
begun to gain some fame as a composer. The major “hit” of Shostakovich’s piano
repertoire in those days was the one-movement First Sonata (1926) — a quarter of
an hour of assertive, sometimes aggressive and sharply dissonant music with an
“islet” of lyricism closer to the end. Shostakovich also regularly played his triptych
Fantastic Dances, a very early, almost childish piece (1922), not that “avant-garde”,
but already a mature work in terms of composition.

There are no recordings of young Shostakovich’s performances. We can judge
about his pianism of the 1920s by the recollections of the famous conductor Nikolai
Malko, the first performer of a number of Shostakovich’s early scores. According
to Malko, Shostakovich’s piano playing was

<...> surprising rather than admirable <...> He had a phenomenal talent for
piano playing, but that talent was not totally pianistic at the same time. I must
make a reservation: I heard Shostakovich play when he was very young, younger
than twenty-two, maybe, and I don’t know what happened to his playing next. In
those days, I heard him many times — I heard him play his own compositions and
others’ ones, from memory and from music, from music for the piano and from
the score, familiar compositions and unfamiliar ones, easy and very difficult ones.

The impression was always the same: for him, the keyboard was not a problem,
by some miracle his fingers could play anything and kept pace all the time. His
performance of his First Sonata always raised eyebrows. I thought the sonata was
unplayable for a pianist, and my impression might not be unreasonable. When I
showed Shostakovich to foreigners, guest musicians, and asked him to play the
sonata, the effect was always the same — astonishment: “How does he do it?!”

I'would not say his playing was artistic. It lacked special expressiveness, that
artistic nerve, which can be found when big artists play. In any case, when he
played, he showed music not performance. <...> In general, it was a composer’s
playing, but not every composer plays like that. In this respect, Shostakovich
was an exception among composers. <...>

However, Shostakovich’s playing could not be called a composer’s playing
technically. He was a virtuoso <...>.

Shostakovich took the Chopin Competition diploma as a failure. One of the
consequences was that Shostakovich, who generally was rather “omnivorous” in
terms of musical tastes, took a dislike to Chopin’s music from then on. However,
there was another and a more serious consequence: after the contest, Shostakovich
limited his activities as a concert pianist to his own music.
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Over the next decade and a half, apparently staying on the top of his pianistic
form, he actively composed music to supplement his own solo and chamber
repertoire. That was a period when he wrote two cycles of miniatures — the
extravagant Aphorisms (1927) and Twenty-Four Preludes in all major and minor
keys (1933). The latter was built on the same principle as Chopin’s Preludes and
expressed Shostakovich’s attitude to the Polish classic in a peculiar way: by all
comparable parameters like the form, texture, tempo, scale and dynamic profile,
every single piece was nothing like its counterpart from Chopin’s opus.

Next, with his own pianistic abilities in mind, Shostakovich composed two
large solo opuses — First Piano Concerto (Concerto for piano, trumpet and string
orchestra, 1933) and Second Piano Sonata (1943). The element of grotesque hu-
mour, so typical of young Shostakovich, is pronounced in the Concerto; the music
is filled with parodically rethought quotes from various sources — from Haydn and
Beethoven to an Odessa rogue song. A more serious note is touched upon in the
second movement — a slow waltz, which at times distantly resembles the middle
movement of Ravel’s Concerto in G major (1931). The Second Sonata, written in
memory of Leonid Nikolayev, is much larger than the First, and “more moderate”
in terms of musical language at the same time.

Three major chamber works with the piano — Sonata for cello and piano (1934),
Quintet for piano and strings (1940) and Trio for piano, violin and cello (1944) - date
back to the same period. The four-movement Sonata is one of Shostakovich’s most
melodious and “conflict-free” works with a relatively calm overall tone; among its
thematic ideas, the refrain of the final rondo performed in the rhythm of the gavotte
(an old duple dance), is particularly noteworthy. However, Shostakovich cannot keep
from several grotesque ironic strokes. The five-movement Quintet is essentially free
of such strokes; monumental, almost symphonic in scale, it opens with the dramatic
Prelude, followed by the intense Fugue, energetic Scherzo, sublime Intermezzo and
pastoral Finale, which resolves all the contradictions. In the four-movement Trio
dedicated to memory of Shostakovich’s best friend, musicologist Ivan Sollertinsky,
the centre of gravity falls on the large-scale finale, which is built on several themes
of a distinctly Jewish (Klezmer) nature; their presence here is perceived as a symbolic

tribute not so much to Sollertinsky as to the distinctive Eastern European Jewish
culture destroyed by the Nazis. The main theme of the Trio’s finale subsequently
emerged in Shostakovich’s famous Eighth Quartet, which was a direct dedication
to the “victims of fascism and war”.

The first official recordings of Shostakovich as a pianist appeared almost
immediately after the war. Not all of those opuses were perpetuated in the
composer’s notes. There are no original versions of the First and Second Sonatas,
Aphorisms and the full cycle of Preludes. On the other hand, Shostakovich recorded
his Cello Sonata, Quintet and Trio at least twice with different partners. He
performed these works in concerts relatively often, especially the Trio. However,
since the early 1950s at least, his piano technique began to falter; the process
accelerated significantly in the second half of the decade, when symptoms of an
incurable musculoskeletal disease began to show, and incessant pain in his right
hand (and later in his left one) was one of the symptoms.

The collection of twenty-four Preludes and Fugues in all major and minor
keys (1950-1951) was not meant to be played by Shostakovich himself. The idea
of writing this polyphonic collection went back to Bach’s Well-Tempered Clavier.
Shostakovich came up with the idea under the impression of the Leipzig celebrations
commemorating the 200th anniversary of Bach’s death, where Shostakovich was
a judge of the competition of young performing musicians, as well as under the
impression of the performance of Tatiana Nikolayeva (1924-1993), who won the
competition. Of course, Shostakovich’s pianistic technique was adequate enough
to present these pieces at a meeting of the Union of Composers, which he did in
the spring of 1951 and provoked an ambiguous response of those in attendance -
let’s not forget those were the times of late Stalinism and hostility to freedom
of creativity of any kind. Shostakovich was under suspicion as a “formalist”,
and a number of his works had been forcibly expelled from the repertoire of the
Soviet orchestras and opera houses. Fortunately, the Stalinists from the Union of
Composers did not succeed in banning the Preludes and Fugues, and at the end of
1952, Tatiana Nikolayeva performed the whole cycle for the first time at the Small
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Hall of the Leningrad Philharmonic Society. Even before that, some of the Preludes
and Fugues entered the repertoire of other pianists, but Shostakovich never played
the entire cycle publicly - obviously, the task was already on the verge of his technical
and physical capabilities. The composer performed and recorded only selected
Preludes and Fugues. The renowned historian, philosopher and Oxford Professor
Isaiah Berlin told an expressive story of Shostakovich’s performance at the gala
evening when the composer was awarded an honorary degree of Doctor of Music
from the University of Oxford in 1958:

<...>Isaid to S. [Shostakovich] that everyone would be delighted if he too played
a little. Without a word he went to the piano and played a prelude and fugue — one
of the twenty-four he has composed like Bach — with such magnificence, such
depth and passion, the work itself was so marvellous, so serious and so original
and unforgettable, that everything by Poulenc (the outstanding French composer
who received the honorary degree at the same event — L. A.) flew through the win-
dow and could not be recaptured. <...> While playing, S.’s face really had become
transformed, the shyness <...> had gone, and a look of tremendous intensity and
indeed inspiration appeared; I imagine that is how nineteenth-century composers
may have looked like when they played. But I do not think it has been seen much
in the Western world in the twentieth.

In music, the age of “Thaw”, which began after Stalin’s death (5 March 1953),
symbolically opened with Shostakovich’s monumental Tenth Symphony. Shosta-
kovich’s supporters and his opponents from among the orthodox Stalinists alike
perceived it as a provocatively bold individualistic manifesto [one of Shostakovich’s
most irreconcilable critics remarked disapprovingly, but not without reason: “The
works [of Shostakovich] are often imbued with some mysterious associations that are
incomprehensible to the uninitiated listeners”]. The symphony’s autobiographical
overtones are ascertained by the fact that its last two movements widely use the
“re-mi flat-do-si” motif, or D[E]SCH in the German transcription, - the monogram
of Shostakovich’s initials (D[mitrij] Sch[ostakowitsch]). The repeated and insistent

assertion of this motif on the last pages of the finale is perceived as a gesture of
the triumphant artist who saved face in his desperate opposition to the regime of
violence and arbitrary rule. The recording of the symphony on the piano four hands
made in early 1954, shortly after the premiere, has survived. The composer plays
with Mieczystaw Weinberg (1919-1996), a fellow composer and a close friend.

Another important event of the “Thaw” period in music was the belated
premiere of Shostakovich’s vocal cycle From Jewish Folk Poetry for soprano, mezzo-
soprano, tenor and piano, which was composed in 1948. The poems used as the
basis for the first eight songs of the cycle depict the life of the inhabitants of the
pre-revolutionary Jewish Pale, whereas the last three songs are a picture of the Jews’
“good life” under Soviet rule. Despite the artificially attached optimistic ending,
the performance of the cycle was not possible when Stalin was still around due
to the sharp increase in anti-Semitic tendencies in the policy of the Soviet state.
The cycle was performed for the first time as late as in early 1955 at the Small Hall
of the Leningrad Philharmonic Society; the vocal parts were performed by Nina
Dorliak, Zara Dolukhanova and Alexei Maslennikov with the composer playing
the piano. A little later, the same line-up entered the studio to record the cycle.

In the mid-1950s, Shostakovich wrote two pieces for the educational repertoire —
Concertino for two pianos (1953) and Second Concerto for Piano and Orchestra (1957).
Shostakovich’s son Maxim (b. 1938), who was then a pupil of the Central Music School
and later became a famous conductor, was the main “addressee” and first performer
of these pieces. It is obvious that the works are relatively simple in terms of technique
and musical material, and they were not particularly difficult for Shostakovich to play
even when his technical apparatus was no longer at the former height. Shostakovich
recorded the Concertino with his son, and the Second Concerto as a soloist.

Shostakovich’s last public performance as a pianist took place in May 1966
at the Small Hall of the Leningrad Philharmonic Society. He accompanied Evgeny
Nesterenko at the premiere of his two, not very significant vocal opuses. Naturally,
it was not the last time when he communicated with the instrument. The Polish
composer Krzysztof Meyer, who was friends with Shostakovich, recalls one of his
visits to his place in the late 1960s:
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We started talking about Beethoven. <...> “I like the Grosse Fuge [Op. 133 for
string quartet — L. A.] a lot.” Suddenly he got excited. “Let’s play the Grosse Fuge.”
He went to the closet, took out the score, and handed it to me.
“You’ll play the parts of the first violin and viola on one piano and I’ll play the
parts of the second violin and cello on the other.”
“And how will we split the notes?” I asked, seeing that there was only one score.
Shostakovich waved this objection aside.
“Never mind, I’ll play by heart!”

However, the recording preserved the structural clarity and lack of emotional
tensions that were in fact characteristic of the pianistic style of the author of the
Sonata. The contrast between the coldish hues of his performance and the expres-
siveness of the dynamic nuances of the violin voice creates a paradoxical sense of
duality of the narrative space of this music —both simple and complex, existing in
different dimensions, constant and changing.

For now, this “home” recording is apparently the latest of all known documents

And though it may seem incredible, Shostakovich, who at that time found it that captured the art of Shostakovich as a pianist.

difficult to play the piano, not only played both parts quite efficiently in terms of
technique, but also didn’t make a single mistake, performing the whole of this
complex piece from memory!

The private recording of the Sonata for violin and piano, composed in 1968
for the sixtieth anniversary of David Oistrakh, dates back to the same period. The
recording was made in Shostakovich’s apartment in December 1968, shortly before
the public premiere of the piece by the unique duet of Oistrakh and Sviatoslav Rich-
ter. Like most of Shostakovich’s late pieces, the Violin Sonata is tinged with gloomy
colours, devoid of bright external effects and, at the same time, extremely difficult
to perform. Although the only recording of the Sonata made by the composer is
imperfect [by the way, in the beginning of the third minute of the first movement,
we can hear a clock striking ten], it is quite valuable as historical evidence. Musi-
cologist Svetlana Petukhova writes:

<...> the composer’s physical indisposition affected the general tone of his per-
formance, and he noted [in a letter to Isaac Glikman]: “I played the easy bits well,
but the difficult ones were bad”. The restraint, dynamic evenness and quietness of
the piano part certainly influenced the mood of the violin part. And the conditions
in which the recording was made were such that they did not allow making it not
only much better, but also acoustically closer to the listener.

Levon Akopian
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