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3 axBapa 1991 roga, MockBa, bonbLuolt 3an KoHcepBaTopuu. o4 HapacTalLLMe anaoaUCMeHThI 3ana U
opKecTpa leHHaauit PorJecTBEHCKMIA BEIXOAMT K pamne W, No3[paBuB cnywateneit ¢ HobIM rofoM, Haum-
HaeT CBOIO peYb.... C M3BMHeHMIA. Tak bbin AaH cTapT fogy Mpokodbesa.

N My3blKaHTBI, M CNyLaTenu efBa Nv NpeacTaBnAnM cebe, Ha NOPOre KakUX MOTPACEHWIN HAXOAMTCA
CTpaHa, B Kotopylo MpoKodbeB BepHyncA 55 neT Hasap. Ho My3bika Mpokodbesa — «peBoOOLIMOHEPa» U
«byTyprCTay, eLLe NPY HU3HW CTABLUETO KNACCUKOM XX CTONETUA, Ka3anock, bbina yauBUTENbHO CO3BYYHA
BpeMeHU nepemeH. ITOT KOHLIEPT, B KOTOPOM 3BYYan TaKol pasHblil, 3HAKOMbIN 1 He3HaKoMbli [pokodbeB,
3aNOMHUACA Ha fonrue rogel. Ho ero poHorpamma 30 neT nbiaunack B apxvBax.

B rog 130-netua co aHA pomaerun Ceprea [pokodbeBa n 90-netua co gHA pomaeHuA TeHHagwA
PorpaecTaeHckoro «OupMa Menoaus» Bnepsble Ny6AMKYET B LIMOPOBOM dopMaTe 3anuch 3TOM0 KOHLEepTa -
0QHOr0 M3 APYANLLMX COBBITUI YXOAALLIEN IMOXM.

Lobpbiit Beyep, AOpOrue ClyLIaTeNy, JOPOrie 3pUTENH, JOPOTHe «abOHEMEHTOEPHATENMY, MOCKBUYM U
FOCTM CTONMUBI, COrpamaaHe, NoAaaHHbIe MHOCTPaHHbIX rocynapcT!

A 04eHb X4y M3BUHUTLCA Nepe/] BaMu CErofiHA, NOCKOMbKY BaM NMPUAETCA MPOCTyLLATh HECKOMBKO «04eHb
NMoXux» Npon3BefeHui KoMnoautopa Cepres Mpokodbesa, 100-neTHe o AHA POMOEHNA KOTOPOTO OTMEYaeT
B 3TOM rofy Becb Mup. MoyeMy, cpocuTe Bbl, 3TV Mpon3Bedenus («Pycckan ysepTiopar, BTopas cuMdoHms,
BTopoit KOHLEPT AnA GOPTENMAHO C OPKECTPOM, GparMeHTI 13 6aneTa «Pomeo u [ynbeTTar) nnoxu? Motomy,
YTO MMEHHO TaK W Kya XyHe OHM Oblf OLEHEHbI KpUTUKAMM — CBIATETENAMM UX NEPBHIX UCTIONHEHWH,

Hy, BOT BO3bMeM TaKoe Npou3BefieHue, Kak «Pycckan ysepTiopar [1]. He ycnena oHa nNpo3syYaTh, Kak B
BLIXOAMBLLEN B To BpemA B Mockse «Pabouyelt raseTe» NoABMAack peLieH3na (Npasfa, B JaHHOM C/y4ae, 370
04eHb TaK KaK-TO AEMMKATHO U CThIANMBO) 63 MOAMMCH: 3TaKUIA KPUTUK-aHOHUM. OH CYMTEET, YTO 3TOMY
COYMHEHMI0 CBOMCTBEHHA «Hapoyumas becnpedMemHoCMb U NOBEPXHOCMHOCMb» W YTO B 3TOM COUMHEHMM
HUKaKMX, COBCTBEHHO FOBOPS, MPUBNEKATENbHbIX MOMOMMUTENBHBIX KAYECTB, K COMANEHMI0, He HabmioaaeTcA.

BTopoi KoHUEPT AnA GOpTenMaHo C OPKECTPOM MO CBUAETENbCTBY MHOMMX 04EBMALEB, HE KPUTMKOB
(TaKUX 04eBMOLEB — «MOANEBAM» KOMMO3UTOPY)... OH BAKMCTATENbHO Chirpan 3T0T KoHUepT B 1913 rogy B
COAPYHHECTBe C AupuKepoM AnekcaHapoM MeTpoBuyeM AcnaHoBbiM B Manoseke. ... [y6nuKa cosepLleHHo
HeWCTOBCTBOBaNa MOCNe OKOHYaHWA MCMONHeHWA BTOporo KoHLepTa, NpoTecTyA MPOTMB YCMbILLAHHOMO!
A HeKoTOpble, Habonee BOCTIPUMMUMBLIE TIOAM, KMAANUCH B NPOLIECCE UCMONHEHWA K ABEpAM, yberan Ha
nocneaHui yxofawwmid 8 Metepbypr noesf, BO3MYLLAACh yCbilaHHLIM. [TpokodbeB, Habioaas 3TUx fioaen,
a TaKMe BLIKPUKM U3 3aNa, HanpaBeHHbIE B €ro afpec, He 04eHb Niobe3Hble, NPAMO CKaMKeM, Chirpan YeTbipe
nbeckl Ha buc, 0aHy 3a Apyroi. M yem bonbLue ycMAMBaCA CBUCT, TeM OH bonblue Urpan brcos. PacckasbiBaioT,
YTO Yepe3 HeCKO/bKO IHEel Noc/e MCNoaHeHUA BToporo dopTenuaHHOro KoHLepTa OH 6bin B KaKoM-To canoHe
B CaHKT-lNeTepbypre, W K HeMy MOLOLIEN HEKU BNECTALMI oduLIep, KOTOPLI CKA3an, YTO OH b Ha 3TOM
KoHLiepTe B [1aBNOBCKe 1 POBHBIM CYETOM HUYEro He MoHAN. Ha uTo MpoKodbes oTBETUN: «Hy Ymo Kce, Maso
JIU KoMy npodaiom busiemsly. TaK BOT, BbIXOAWNA B TO BpeMA raseta «HoBoe BpeMmsi», YepHOCOTEHHAA ra3eTa,
KoTOpaA UMena B pAJaX CBOMX COTPYOHMKOB LUTATHOrO My3bIKanbHOro Kputuka Muxauna Muxainosuya
/BaHoBa. OH NOCTOAHHO MeyaTan peLeH3ny Ha CaMblX TanaHTMBbIX PYCCKUX KOMMO3UTOPOB, COBEPLUEHHO
YHWUTOMaA 1X 33 NPOdHENPUroaHOCTb, 6e34aPHOCTb U HEMOHATHOCTb LUMPOKWM MaccaM. CaMoe CTpaLLHOe,
YTO 3TOT KPUTWK BbIN elLe 1 KOMNO3WTOP (3TO ONacHellee coveTaHue B JaHHOM Cryyael)... 3ToT KpUTHK
Hanucan o BropoM KoHuepTe [MpokodbeBa, KOTOPbIA Bbl CErOAHA yCbIlWTe, crefylollee: «HoHyepm
20cnoouHa [poKodbeaa npedcmassisem coboli NomoK MymHol 2pA3HoU 8o0uybl. CHIAOkIBaemCA BneyamyieHue,
4Ymo NUAHUCM, aBmop, 20cNOAUH [TPOKOPLES, COBCMBEHHO 2080pA, 30 POATIEM HUYE20 U He 0enia, KaK MOJIBHO
CMPAXUBAST NbITb...»

.

Bropan cumdormA MpokodbeBa counnAnacs B 1924 rogy 1 repeoie Hbi1a UCMONHEHA B CRIEAYIOLLEM,
25-M, B Tapue nod ynpaenexneM aupurepa Cepres AnekcaHapoBuya KyceBULKOro, KOTOPOMY OHa W
noceALLeHa. A cunTalo 3Ty CUMGOHMIO NyuLLel cpeau NPOKOGLEBCKMX, HapAdy ¢ MATOR. A MOMET ObITb 1
He «Hapagy» ¢ [1ATOM, a NpoCTO NyyLLed. ... Ycnex npuLlen K Heit faneko He cpasy. Ha npoTameHum bonee
yeM 30 neT, MUHYBLUMX CO [HA NAPUKCKON NpeMbepbl, UCNONHEHUA BTopoi cuMdOHUM ObINM eAMHUYHBIMK,

(-

MEAOAUSI



COBEPLUEHHO CyYalHbIMM, MM30AMYECKUMM. ... TombKo MWlWb B 1960-X rogax oHa BHOBb MpMBMEKNa
BHUMaHMe OWpPUHKepoB, b11arofaps TOMY, YTo ee 3anucan Ha NiacTUHKY, ObICTPO PasoLUeALLYIoCca B MUpe,
OpKecTp nof ynpasnexuemM aupuepa LWapna Bpioka, cTpacTHoro nounTatens Mpokodbesa.

ok

A [0BOMBHO MHOrO [MPUHKMPOBAN 3Ty CUMGOHMIO W TOKE 3amucbiBai €e Ha MAACTWHKW, W Bcerna
C PafoCTbio YyBCTBOBAJI, YTO OHa HE TOMbKO He OCTABMAET CYLLIATENA PABHOMYLLHBIM, HO BbI3bIBAET OypHYI0
peaKLmio. MHe KareTCA, KaK A YyBCTBYIO MO NpeblAyLLIMM UCMIONHEHUAM, BYPHYIO PEAKLIMIO MOMIOHMUTENBHOO
XapaKTepa, ABHO MpeBbiLLaloLLyl0 6ypHOe HeMpUATHE, KOTOPOE TOMEe UMEETCH. ... Celtyac NouTH HEeBO3MOMHO
cebe npeaCTaBUTb, YTO KaKMX-HWUOYOb ABAALATb NeT TOMy Ha3ad NPUXOOMIOCh MpWUAaraTh 3Ha4YMTENbHbIE
YCUAWA, 4TOObI, KaK Tenepb rOBOPUTCA, «MpobUTby ee UCTIONHEHWE W 3anick 3Tol cMpoHuM MMpoKodbesa.
.. Tlocne HecKOMbKUX MepBbIX PeneTUMid, A MoMHIo, B 60-x rogax, No HacToATeNbHOMY TpeboBaHMio
00LLIECTBEHHOCTY BbINI0 CO3BaHO 0bLLIEe CoBpaHMe OPKECTPA, Ha KOTOPOM TOBKO YTO MOCTYMMUBLLIA B OPKECTP
(370 6bin BonbLLON CUMBOHMYECKNIt 0pKecTp Bcecoo3Horo paamo v TeNneBuaeHUA) Ype3BhivaitHo OdapeHHbI
Y TaNaHTMBLIA Ye0BEK, KOHTPAbacUCT No GamMunum TyLLMH CKa3an cneayioLee: «5 KaK M0G0 KOMMYHLCM,
MOSTBKO Ym0 NOCMYNUBLULG 8 0PKECMP, A KAMe20pUYeCKU B03paicalo NPOMUB NOTIUMUKU 27108H020 AUpPUICEPa. ...
OH 30cmaB/IAem Hac uepame Kaxyio-mo... ‘dodexarodoHuro’! [Tosmomy npotuy NpU3Bame €20 K NOPAGKY».

.

B My3biKoBeUECKO NITEpaType YacTo CChINATCA Ha NuceMo Mpokodbesa Bnagumupy Bnagumuposidy
[lepraHoBCKOMY Mo MoBoY NpeMbepbl BTopoit cuMdoHmi B Mapiike, roe YepHbiM No 6enoMy HanucaHo: «Hu 8, Hu
100U 8 Hell HU4e20 He NOHAL. ... TIPUHATO [iyMaTb, C IErkoi NoJaum NporpeCCUBHbIX My3bIKAHTOB, YTO 3TV COBA
aBTOPa OTHOCATCA K NPOM3BEAEHMI0. A A TTY6OKO YBEPEH, YTO 3TO OTHOCUTCA HE K MPOM3BEAEHMIO, @ K UCTIONHEHHIO.,
TaK Kak coBepLUEHHO HEMBICTIMO NPEAMONOMMTE, YTOOBI KOMMO3MTOP TaKOro MacLUTaba Kak MpoKodbes, HUYero
He MOHAN B CBOEM COBCTBEHHOM COUMHEHIH, HAf, KOTOPLIM OH CKPYMYNe3HO paboTan eBATb MECALEB.

MpoKodbEB AOATO W YMOPHO TPYAMACA HAA NapTUTypoi BTopoit cuMboHMM. B npoliecce counHeHMA oH
coobLLan MAckoBCKoMY 06 OKOHYaHMM 3CKU30B: «Tocse 3n1eliLuel Bo3HU Y MeHA @ 2/1ybuHe AU ecmb Hadeucaa,
4YMo Yepe3 HeCKO/bKO Jiem BApy2 BbIACHUMCA, Ym0 CUMPOHUS U B0BCe NOPAA0YHAA U daxce cmpoliHas Geub.

*kk

Hukonai Akoenesny MAckoBcKuit Hanucan MpoKodbeBy B CBA3M C UCMONHEHWEM ero BTopoit cuMpoHmMu
B Mapuie: «A noHAN 00HO - CUMPOHUS OKA3AACH He NO PPAHUY3CKUM 3ybaM (U Jicesyokam?), u, 8udumo, daem
Bac marozo, Karol Bbl, HagepHoe, U ecmb 8 nosHoU 2nybuHe U WwupuHe Bawed cywHocmu. A nodo3peaaro, 4mo
20e-Hubydb 8 dpyaom Mecme, a He 8 [apuice, Bawa cumporus bydem sy4uie noHAMA. MHe Kadicemcs, Ymo 3mo
3aMe4amestbHaA CUMPOHUA, Ho el npudemcA Heomopoe epema npobusams cebe dopoay K npusHanuio. OHa
C/IULUKOM 3HQYUMESTbHA U 8 MO Jice BPeMA IMOYUOHATBHO CMPOo2a».

C Moeil TOYKM 3peHuA, Becb CekpeT BTopoit CUMOOHMM 3aKniovaeTcA B MpUHUMNE eJMHCTBa
NPOTUBOMONOKHOCTEN. [IBYXYACTHBIN LIMKA NOCTPOEH TakuM 06pa3oM, YT APYAMLLIMA BHELLHMI KOHTPaCT
MEMY YacTAMM COCYLLECTBYeT C CUNbHEMLed WHTOHALMOHHOM 06LIHOCTLIO, MpUYeM O06LIHOCTL 3Ta
LOCTUMHYTa MPOCTEALUMM B3aUMOAEMCTBMEM [BYX 3MEMEHTAapHbIX MY3blKanbHbLIX CUMBOMOB — ABYX
TPE3BYUMIA: MaKOPHOT0 M MUHOPHOT0. MaropHOe Tpe3Byume CUMBOAM3UPYET Cob0it NepBYio YaCcTb CUMBOHNMY,
MWHOPHOe - BTOPYI0. TOHaMbHaA W, YTO CaMoe MNaBHOE, CaMoe BamHOe, 3MOLMOHANbHAA MHTEPNONALMA
(B3aUMONPOHUKHOBEHME IMOLIWIA), NPOMCXOAALLAA B PA3BUTUM CUMOOHMYECKOrO MpoLiecca, npuaaeT Bropoi
cMGOHMM 0cobylo cuny Bo3geicTeuA. MepBan YacTb — 3T0 MPOCTO TPUYMP KaKOro-To APOCTHOrO Maropa,
MOMET ObITb, Aare TEMHOI 0, eCTOKOr0 Maropa (MpUX0JMT B roNoBY TaKan accoLMaLyA, Kak KapTuHa Pepuxa
«KoHb CcYacTbA», KOTOPLIN Pa3pLIBAET U3HYTPM NEPBOOLITHLIE KaMeHHble rMbIOb). Bo BTOpO YacTu Mamop
KaK TaKoBOW - PeSKMIA roCTb, OH NWLLL BPEMA 0T BPEMEHM MPOCBEYMBAET CKBO3b CYMPaYHLIE Ty4M MUHOPA.
MHorpa 6necHeT, KaK BCMoAoX, B NNACOBO Bapy1aLmu, HO OH, 3TOT MaOp, BCEraa NOLUMHEH MUHOPY, NPUYEM
MUHOPY 0YeHb NO-Pa3HOMy OKPALLEHHOMY: TO NacTOpanbHOMY, «ALOBCKOMY», TO YNbIGAIOLLIEMYCA MUHOPY,
TO OTYAAHHO-MAACOBOMY, @ TO M KAKOMY-TO MUHOPY TaKOMY «OMHO3aBPUYECKOMY», «JOMUCTOPUHECKOMY.
CnblLLEH 34eCh 1 MUHOP TPUYMdanbHO-TParM4eCKuit, KOTOPLIN CPOAHM My3bike MoHTeKKM U3 6aneTa «PoMeo
v [ynbeTTar, GparMeHTL U3 KOTOPOTO TOME MPO3BYYaT B CErOfHALLHEN NporpaMMe.

370, KCTaT CKasaTb, MEMAY HaMu roBops, HaneT oyeHb «nNoxoi». Mo LenoMy pAmy «06bEKTUBHBIXY
MPUYMH eMy 0TKA3anUCh NPefoCTaBUTb 1A NPEMbEPL CBOM CLEHS! JIeHUHTpaACcKMiA TeaTp onepsl 1 baneTa
nmeHn CM. KupoBa 1 MockoBcKuit bonbLuoit TeaTp. Cpeam NpuumH GUrypupoBana 1 «HeTaHLeBanbHOCTby
My3bIKW, YTO MOPOAMNO TOTAA B XOpeorpaduueckux Kpyrax, CPeaM MpWL M HpeLoB OOHECTBEHHON
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Tepncuxopbl, Takolt Kanambyp: «Hem nosecmu nevaseHee Ha caeme, Yem My3ika [IpoKodwesa 8 banemes. Tak
uTO «baneTuK» - Tak cebe, «nnoxoit» 6anet. BoT u npuwnock eMy Bnepeble NpeacTaTs nepef 3pUTenamu
W CRyLUATENAMM B YEXOCN0BALIKOM ropofe bpHo B mocTaHoBKe baneTmelicTepa McoTsl Mo ynpasneHuem
Avpyepa ApHonbau. Mo-BUOUMOMY, 3TV N0 06Nafan 04eHb «MA0XMM» BRYCOM.

Bo3spatuaAcs ko BTopoit cmdoHUm, Xo4y CKasaTb, YTO B KyNbMMHALMW BTOPOW YacTu, Bbl 3T0 ACHO
ycnbiwuTe, Mpokodbes 6poCaeT MOA KOMecHWUy TpUyMdanbHO-TParMYeCKOro MUHOPA MOLLHEMLLMA,
«NATU3aPAAHBINY MAKOPHBIN CHAPAL (MaMOPHYI0 «aTOMHYI0 paKeTy»!), COCTOALLMIA U3 NATM 0AHOBPEMEHHO
3ByYaLliMX MarOpHbIX TPe3BY4Mit. B pesynsraTe Yero npomMcxoamuT B3aUMOYHUUTOKEHUE MarOpa U MUHOPa
Y MOSHOE UCYE3HOBEHME W3 My3bIKabHOM TKaHW TEPLOBOM0 TOHA — eMHCTBEHHOMO APYaMLLEro Npu3Haka
NafioBOr0 HAK/OHEHWA Maropa UM MiHOPa. [TOBTOPEHME e B KOHLE YacTu TeMbl BapUaLMOHHOMO LMKNa -
TUXO€, YMUPOTBOPEHHOE BOCMIOMUHAHME O TEME - YHe He BOCTIPUHUMAETCA KaK CUMGOHMYECKoe AeiCTBMe.
[pama oKkoH4eHa. Mbl cribilumM nocnecnosue, 1 MpoKodbes Kak bbl BO3OBMraeT B NOCNeOHUX ABYX TaKTax
CUMGOHWM NAMATHUK MOrMBLLEMY Fepolo, NaMATHUK, NOCTPOEHHBIM 13 TPEX MUHOPHBIX TPE3BYUUIA,

[enHadud PoxcdecmaeHckul
(U3 BCMYNUMETBHO20 C/10BA NEPEd KOHYEPMOM)

[1] «Pycckan yBepTiopa» 6bifia counHeHa no 3aKasy Bcecolo3Horo paauo v Bnepsbie UcronHeHa B 1936
rogy. OnuH u3 nepsbix onycos MpoKodbeBa, HaNUCaHHbLIA MO BO3BPALLEHUM Ha pofuHY nocne noyti 20 net
CTPaHCTBWA, UMeNn ANA Hero 3HakoBblil xapakTep. OH paboTan Hag yBepTiopolt ofHOBPeMeHHo ¢ «Pomeo
W [IKyNbeTTOM» U ABHO PACCUUTHLIBAN Ha HONLLLOW yCnex — KOTOPOro, 0OAHaKo, He cayyunock. B nocneaymolume
roasl «PyccKan yBepTiopa» Yalle UcnonHanack 3a pybewom, yem 8 CCCP (Mpum. - b. Mykoced).

leHHaguit PoxpectBeHckuit (1931-2018) - oouH M3 BbIGAIOLLMXCA AUPUMEPOB COBPEMEHHOCTH,
BeMKMI Ma3cTpo, yA0CTOEHHbIN BCEX BO3MOMHBIX Harpag 1 noyecTeid. B ero peneptyape 6bino 6onee
2000 coumnHeHuit, u3 kotopbix okono 500 - poccuitckue npembeptl, 6onee 300 - MupoBble. A no KoanyecTsy
3anucelt emy He 6610 paBHbIX B MUpe: B poHOTeKe PompaecTseHcKoro okono 800 HavMeHoBaHW.

BnaropogHoe 6€30roBOpPOYHOE  C/yMEHMe My3blKe Bcerfa 6bl10 rMaBHLIM  AnA  TeHHaguA
PoaecTBeHCcKoro. BocnuThIBAACh B CeMbe M3BECTHBIX MY3bIKAHTOB — POCCUICKOr0 AvpuKepa HuKonas
AHocoBa 1 nesuubl Hatanum PoxaecTBEHCKOM, — OH Ha4an 3aHUMaTbCA My3bIKOW C LecTu net. OKoHumun
LleHTpanbHylo My3blKanbHylo LUKOAY NPU KOHCEPBAaTOPUM KaK NuaHucT no knaccy JIH. 06opuHa,
B 1950 rogy K HeMy ‘e MOCTYNMA B KOHCEPBATOPMIO W MapannenbHO 3aHUMancA AUPUMMHMPOBaHWEM
nof pyKoBOACTBOM OTLL.

B 20-neTHeM Bo3pacTe PomaecTBEHCKMI BrepBble BCTan 3a MynbT OpkecTpa bomblioro Teatpa.
Byayuu elue CTY[EHTOM KOHCEPBATOPUM, OH AUPUKMPOBaN baneToM YaitkoBckoro «CnALLan Kpacasuuar
6e3 naptutypsl! JanbHedllan apTUCTUYECKaA MMU3Hb POMOECTBEHCKOrO Ha MPOTAMEHMM MHOMMX
neT bbina cBA3aHa ¢ bonbliMM TeaTpoM, rae oH paboTan cHavana 6anetHsiM (1951-1960), onepHbIM
(1978-1983), 3ateM rnaBHbIM gupuepoM (1965-1970), a ¢ ceHtabpa 2000-ro no uioHb 2001 roga
3aHWUMan NoCT FNaBHOrO IMPUKEPA U XYA0KECTBEHHOr0 pyKoBoaMTeNaA bonbLoro Teatpa. OH nocTasun
MHOMECTBO CNEKTaKNeN, CTaBLUMX BNOCAEACTBUM «30/10TOM KOANEKLMEN» NPOCNABAEHHOT0 KONMEKTUBA.
Bnepsbie Ha cueHe FABTa B ero nocTaHoBKe Npo3Byyanu onepsl «4enoBeyeckuit ronoc» Mynetxa (1965),
«CoH B NeTHIO Hoyb» bputTeHa (1965), bbina ocyllecTeneHa MupoBan npeMbepa onepsl Mpokodbesa
«MrpoK» BO BTOPOW aBTOPCKOWM pefiaKLnu.

3a bonee YeM MOMYBEKOBYIO TBOPYECKYIO [EATENbHOCT POMIECTBEHCKHUI BbIN TaKMKe XYOOMECTBEHHbIM
PYKOBOAMTENEM W FNaBHbIM AMPUKEPOM BonbLoro cMoHUYeckoro oprecTpa LieHTpansHoro TenesmuaeHua
v BeecotosHoro pagwo (1961-1974), ¢ KOTOpbIM ChIrpan OrpoOMHOe KONMYECTBO NPeMbEp PEAKO MCMONHAEMON
My3bIKM, BCErfa TPaHCAMPOBABLUMXCA B MPAMOM 3dupe; [0CYAapCTBEHHOMO CUMQOHMYECKOTO OpKecTpa
MuHmucTepcTBa KynbTypsl CCCP (1982-1992), ¢ KoTopbiM 6bIMM CO3AaHbI YHUKAMbHEIE MOHOrpaduyecKme
KOHLEPTHLIE NPOrpaMMbl W BBINYLLEHb! 3anucy Beex cumdoHuii bpykHepa, Manepa, Mas3yHosa u LocTakosuya.
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POMOECTBEHCKMI ObIN TaKe My3blKaNbHbIM pyKOBOAMTENEM MOCKOBCKOTO KaMepHOro My3blKanbHOro
Teartpa (1974-1985), rae B coTpyAHM4eCTBe C pexuccepom bopucoM MoKpoBCKNM bbinM Bo3podeHs! onepsl «<Hoc»
LLlocTakosiHa 1 «Toxor aeHuA noBeckl» CTpaBuHCKOro. MascTpo paboTan npaKTU4eCKM CO BCEMM 3HaMEHWTLIMM
OpKeCTpaMu Mupa, b6l rNaBHLIM AupKHepoM CTOKMONBMCKOrO CUMOOHUYECKOTO OPKECTpPa, PyKOBOAMA
opkecTpamm BBC B JloHzoHe, BeHCKIM CUMAOHIMHECKIM 0pKECTPOM, TOKUIACKUM OpKecTpOM «MoMiypuy.

C 1974 roga PoxaecTBeHCKui npenofasan B MOCKOBCKOM KOHCEpBaTOpUK, MHOTWE ero TanaHTauBbIe
YYEHMKM TaKKe CHUCKanW cebe cnaBy Ha AVPUKEPCKOM MOMpHLLE.

MoyeTHbIN uneH LUIBeAcKOM KOPONEBCKOWM aKkafeMuu U AHFIMIACKOM KOPONEeBCKOM aKageMuu
My3biKK (c 1975 rofia), naypear MHOMKeCTBA POCCUICKNX M MHOCTPaHHbIX Npemuit: B 1970 roay emy bbina
npucysaeHa JleHHCKan npemua 3a paboTy Hag 6anetoM Apama XayatypaHa «Cnaptak», B 1976 rogy
npuceoeHo 3BaHue Hapoanbit aptuct CCCP. Oupuwep HarpawaeH bonrapckum opgeHom Kupunna
n Medoaua, dpaHuy3sckium OpaeHoM MoyeTHoro JlernoHa, opaeHoM «3a 3acnyru nepeg OTeqecTBOM
| cTenenn (2017), 33 BKNaA B pa3suTMe My3blKanbHOM KynbTypel ANOHWM OH cTan kaBanepoM OpaeHa
BocxogALlero Connua (2001).

Obnagan He3aypAaHbIM NUTEPATYPHLIM AApoM, POOECTBEHCKUA HEepeaKo BHICTYNan neped CBOUMM
KOHLIEPTaMM C MOACHEHWAMM K WCMONMHAEMbIM MporpaMmaM, KoTopsle cobpaHbl B KHUre «[lpeambynbi»
(HaumHan ¢ 1974 roaa). OH aBTOP KHU O My3bIKE W AUPUKEPCKOM UCKYCCTBE «[JMpuiepcKan annnnKkatypa,
«MbICAn 0 My3bIKe», «TpeyronbHUKMY,

(OpaHLUy3CcKuit cKpunay, KuHematorpaduct u nucatens bpyHo MoHceHHoH (co3paTtens TeneduasbmoB
o [asupe OicTpaxe, Weryam MeHyxuHe u CeAToCnaBe PuxTepe), Ha NpOTAMEHWM Tpuauath et
BOCXMLL@BLUMIACA TBOPYECTBOM POMAECTBEHCKOr0, CHAN GWAbMBI 0 CBOEM KyMupe: «POMAeCTBEHCKUN
AVPUKUMPYET “MepTebIMK ayLuamu’s U «TeHHa it PoxaeCTBEHCKUI, Npodeccua — AUPUHKEp OPKECTPay.

PenepTyap, NPakTUYeCKM He 3HAIOLLMIA CTUAEBBIX 1 XPOHOMOMMYECKUX MPaHNL, FpaHaMO3HbIA CIMCOK
ChirpaHHbIX NPeMbEp, UCMOMHCKAA CUNa YOe AEHUA B UHTEPNPETaLMM NPOU3BEAEHUI CaMbX Pa3NNYHBIX
YKaHPOB, MOPa3unTeNbHAA IPYAMLIMA, YyTKOE YYBCTBO TeaTpafibHOCTU He TOAbKO MPW UCMOAHEHUN Omep
1 HaneToB, HO W KOHLEPTHBIX NPOrPaMM 3aKPenuau 3a POMIECTBEHCKUM XapaKTePUCTURY AMpUMHepa-

nHTennekTyana. OTaaBas [OMKHOE PYCCKOM W 3apybemHon Knaccuke, TeHHaguit Hukonaesud Bcerga
BbiN BEMKONENHBIM WHTEPNPETAaTOpOM HOBOM My3blku - 0T [lpokodbeBa Ao LHutKe. OH Bowen
B MCTOPWIO KaK OAMH W3 [MPUHKEpPOB-HOBATOPOB, NPOMAraHAMCTOB COBPEMEHHOM My3biKM. MaacTpo
6bin nepBbIM McnonHuTenem npowssedeHnit LLocTakosuya, MpokodbeBa. MMog ero ynpasneHreMm
npo3By4any nNpeMbepbl NPOM3BEAEHNUI KPYNHENLWNX KOMMNO3UTOPOB COBPEMeHHOCTY: wnas, LLeapuHa,
CnoHumckoro, TybanaynnHoi, Tulienko, Kanyenu, LWHuTKe, [leHUCOBa, MHOrME U3 KOTOPLIX MOCBATUNM
eMy CBOM COYMHeHWA. OCTpoe OLLyLieHWe 0COBEHHOCTEN COBPEMEHHOrO MY3KanbHOM0 MbILLEHMA
BbIN0  OTAMYMTENBHOM 4epToW 3TOro MacTepa. HeyTonuman M0603HATENLHOCTb My3blKaHTa, ero
BbICOYaMLLan TpeboBaTeNbHOCTb K KAYecTBy WCMONMHEHWA, ¢aHTacTMyecKan paboTocrnocobHOCTb,
a TaKke CMocobHOCTb MIHOBEHHO CXBaThliBaTb W MepedaBaTb OPKECTPY CyTb NbOro HoBOro
CTUAA, NOpa3uTeNbHaA BNEYATAMTENLHOCTL W MOCTOAHHAA BMIOONEHHOCT B COYMHEHWA, KOTOpbIE
OH WCMOMHAM, - BCe 3TV KayecCTBAa MO3BOAAKT OTHECTW K OWUPUHKEPY BEPOMKT, KOTOPbI B OQHOM
M3 MHTEPBbIO OH «BbIHEC» Ceprelo MpoKodbeBY: «...CBEPX2LHUATEHD.

My3bika poKoGbeBa - OAMH M3 BaMHEALMX NEMTMOTMBOB TBOpYECKoM 6buorpaduu leHHaams
PorpaectBeHckoro. OH ¢ 4eTCTBa 60roTBOPMA KOMMO3WTOPA M [are FrOpANUCA TEM, YTO MMEN BHeLUHee
cx0acTBo ¢ MonoabiM Cepreem [MpokodbeBbiM. banet «3onyliKa» ObI1 AUNNOMHOM pPaboTol MONO4Oro
OVPUIKEPa, @ 3anuch CIOMTHI M3 3TOro GaneTa - MepBoi NnacTuHKoM PompectseHckoro. B 1959 roay
noA ynpasneHueM 28-neTHero MascTpo B JleHuHrpage cocToAnack npeMbepa YeTBepToro KoHuepTa
AnA GopTenuaHo ¢ opKecTpoM. B JanbHeiweM aupuiep nepsbiM B MUpe 3anucan banetsl Mpokodbesa
«Ha [Henpe» v «bnyaHbii cbiHx, BEPHYN Ha cLeHy opKecTpoBble ClouThl «1941 rogs, «CHbl» 1 «CuMdOHM-
YecKaA MecHb», UCMOMHUM W 3anucan BCe COYMHEHWA KOMMO3MTOpa: CUMOOHWM, Omepsl, OpaTopwy,
CIOWTbI, TeaTpasbHYI0 My3blKY, MHCTPYMEHTaMbHbIE KOHLEPTHI. TlocneaHwit obunel, Kotopblit eHHaawit
PopecTBeHcKuin 0TMeuan B bonbLioM Teatpe (85 net B 2016 rofy), bbin TakKe oTMeyeH MpoKodbeBbIM —
B O[JHOM U3 OTAENEHUI BbIN UCMONHEH TPETUI aKT U3 onepsl «CemeH KoTKoy.
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January 3, 1991, Moscow, Grand Hall of the Conservatory. To the growing applause of the audience and
the orchestra, Gennady Rozhdestvensky goes to the footlights and, having wished the audience a happy new
year, begins his speech ... with an apology. This is how the Year of Prokofiev was launched.

The musicians and listeners could hardly imagine the shocks that the country, to which Prokofiev returned
55 years before that, was about to experience. But the music of Prokofiev, a “revolutionary” and a “futurist’,
who became a classic of the 20th century during his lifetime, seemed to be surprisingly in tune with the time
of change. That concert with such a different Prokofiev, both familiar and unfamiliar, was remembered for
many years. However, its recording has been gathering dust in the archives for thirty years.

In the year of the 130th anniversary of Sergei Prokofiev's birth and the 90th anniversary of Gennady
Rozhdestvensky's birth, Firma Melodiya releases for the first time a digitally remastered recording of that
concert, one of the brightest events of the passing era.

Good evening, dear listeners, dear viewers, dear “subscription holders’, Muscovites and guests of the
capital, fellow citizens, and citizens of foreign states!

| would very much like to apologize to you today because you'll have to listen to several “very bad"
pieces by the composer Sergei Prokofiev, whose 100th birthday the whole world is celebrating this year.
Why, you may ask, are these pieces - Russian Overture, Second Symphony, Second Concerto for Piano and
Orchestra, excerpts from the ballet Romeo and Juliet - bad? Because this is exactly how, and even much
worse, they were accepted by critics who witnessed their first performances.

Well, let's take a piece like Russian Overture [1]. Before it was performed, there was an unsigned
review in the Rabochaya Gazeta, a newspaper they had at that time in Moscow, but in this case, the
review was somewhat delicate and bashful, written by some sort of anonymous critic. He believed that
the piece was “deliberately pointless and superficial” and, to his regret, actually lacked any attractive
positive qualities.

According to numerous eyewitnesses, notcritics (who were like “yes-men”to the composer), he brilliantly
played the Second Piano Concerto in 1913 in collaboration with conductor Alexander Aslanov in Pavlovsk.

.. After they finished playing the Second Concerto, the audience went on the rampage protesting against
what they had heard! And some, the most susceptible ones, even rushed to the door as they were still
performing, running away to catch the last train for St. Petersburg, indignant at what they heard. Observing
these people, as well as, frankly speaking, the not-that-courteous shouts from the audience directed at
him, Prokofiev played four encores, one after another. The louder the whistling was getting, the more
encores he was playing. He says that a few days after the performance of the Second Piano Concerto,
he was in a salon in St. Petersburg, and a brilliant officer approached him and said that he was at that
concert in Pavlovsk and didn't understand anything at all. And Prokofiev replied: “Well, you never know
who they sell tickets to”. So, there was the Novoye Vremya newspaper at that time, a Black-Hundred one,
which had among its staff a music critic named Mikhail Ivanov. He always published reviews on the
most talented Russian composers, completely destroying them for their incompetence, mediocrity and
incomprehensibility to the broad masses. The worst thing was that the critic was also a composer - this
is the most dangerous combination in this case! The critic wrote about Prokofiev's Second Concerto, the
one you're about to hear tonight, as follows: “The concerto of Mr. Prokofiev is a stream of turbid dirty water.
I'am falling under the impression that the pianist, the composer, Mr. Prokofiev was, in fact, doing nothing at
the piano but shaking off the dust..”

Prokofiev's Second Symphony was composed in 1924 and performed for the first time in the year that
followed, 1925, in Paris under the baton of Sergei Koussevitzky, to whom it was dedicated. | consider this
symphony to be the best of Prokofiev's symphonies along with the Fifth. Not “along” with the Fifth, maybe,
but simply the best. ... It didn't immediately get the success it deserved. For more than 30 years from the
day of the Paris premiere, the performances of the Second Symphony were only occasional, completely
incidental, from time to time. ... As late as in the 1960s, it attracted the attention of conductors again
thanks to the fact that it was recorded, and the record was quickly sold out in the world, by the orchestra
conducted by Charles Bruck, an ardent admirer of Prokofiev.
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| have conducted this symphony quite a lot and also recorded it, and | always felt with joy that it not only
leaves anyone unmoved, but also evokes a stormy response. It seems to me, and | feel it from the previous
performances, it's a stormy response of a positive kind that clearly exceeds the stormy rejection that also
happens to be. ... Now it is almost impossible to imagine that twenty years ago it required a significant effort
to, as they say now, struggle to perform and record this symphony by Prokofiev. ... | remember that in the 60s,
after the first few rehearsals, a general meeting of the orchestra was convened at the insistence of the public,
and an extremely gifted and talented person who had just entered the orchestra (it was the Grand Symphony
Orchestra of the All-Union Radio and Television), a double bass player whose last name was Gushchin, said:
"As a young communist who has just entered the orchestra, | strongly object to the chief conductor’s policy. ... He
makes us play some kind of ... ‘dodecacophony’! Therefore, | ask you to discipline him’.

Musicological studies often refer to Prokofiev's letter to Vladimir Derzhanovsky regarding the
premiere of the Second Symphony in Paris, where it's written in black and white: ‘Neither I, nor the
people understood anything about it". ... It's customary to think, thanks to some progressive musicians,
that these words are about the piece. But | am deeply convinced they are about the performance, not
the piece. Since it is completely unthinkable to assume that a composer of the Prokofiev scale didn't
understand anything about his own piece he scrupulously worked on for nine months.

Prokofiev worked on the score of the Second Symphony long and hard. In the process of composing,
he informed Myaskovsky about the completion of the sketches: “After that malicious fuss, there is a
hope in my heart that in a few years it will suddenly become clear that the symphony is quite a decent and
even harmonious thing".

Regarding the performance of the Second Symphony in Paris, Nikolai Myaskovsky wrote to
Prokofiev: “l understood one thing - the symphony wasn't a slice of a Frenchman's pie - and, apparently,
shows you the way you probably are, in full depth and breadth of your essence. | suspect that somewhere
else, notin Paris, your symphony will be better understood. It seems to me this is a remarkable symphony,

10

but ... it will have to fight its way to recognition for a while. It's too significant and, at the same time,
emotionally strict”.

From my point of view, the entire secret of the Second Symphony lies in the principle of the unity
of opposites. The two-movement cycle is built in a way that the bright external contrast between the
movements coexists with the strongest intonational commonality, and this commonality is achieved
through interaction of two elementary musical symbols - two triads, a major one and a minor one. The
major triad symbolizes the first movement of the symphony, while the minor one symbolizes the second.
The tonal and, most importantly, the main thing, emotional interpolation - interpenetration of emotions -
that occurs in the development of the symphonic process gives the Second Symphony a special force of
impact. The first movement is just a triumph of some violent major, maybe even a dark, cruel major - an
association that comes to mind is Roerich’s painting ‘Horse of Happiness”, which tears apart primitive
boulders from within. In the second movement, the major as such is a rare guest, it only shines from time
to time through the gloomy clouds of the minor. Sometimes it's like a flash in the dance variation, but this
major is always subordinate to the minor, and the minor is colored in different ways: at times it's pastoral,
Lyadov-like, then it smiles at the minor, which is at times desperately dancing, or at times even dinosauric,
prehistoric. Here we also have a triumphantly tragic minor, which is akin to the music of the Montagues
from the ballet Romeo and Juliet, fragments from which will also be performed tonight.

Itis, by the way, just between us, a very “bad” ballet. For a number of “objective” reasons, the Leningrad
Kirov Opera and Ballet Theatre and the Moscow Bolshoi Theatre refused to lend their stages for its
premiere. Among the reasons was a “non-danceable” nature of the music, which then gave rise to a pun in
choreographic circles, among the priestesses and priests of the divine Terpsichore: “For never was a story
of more woe than this of Prokofiev's ballet music”. So, this “little ballet” is so-so, a “bad” ballet. So it had to
appear for the first time before the audience and listeners in the Czechoslovak city of Brno, staged by the
choreographer Psota and conducted by Arnoldi. Apparently, those people had a very “bad” taste.

Back to the Second Symphony. | want to say you will clearly hear it at the culmination of the second
movement: Prokofiev throws a powerful, “five-shot” major projectile, consisting of five simultaneous major
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triads - a major “nuclear missile”! - under the chariot of the triumphantly tragic minor. As a result, the major
and the minor destroy each other - and completely disappear from the musical fabric of the third tone, the
only bright sign of the mode inclination of the major or the minor. The repetition of the theme of the variation
cycle at the end of the movement - a quiet, peaceful recollection of the theme - is no longer perceived as a
symphonic action. The drama'’s over. We hear an afterword, and Prokofiev sort of erects a monument to the
deceased hero in the last two bars of the symphony, a monument built of three minor triads.
Gennady Rozhdestvensky
(from the opening remarks before the concert)

[1] Russian Overture was commissioned by the All-Union Radio and first performed in 1936. One of Prokof-
iev's first opuses written upon his return to his homeland after almost 20 years of wandering, it was symbolic
work for him. He worked on the overture and Romeo and Juliet at the same time and clearly counted on great
success, which, however, he did not get. In subsequent years, Russian Overture was performed more often
abroad than in the former USSR. (Note by Boris Mukosey)
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Gennady Rozhdestvensky (1931-2018) is one of the best conductors of our time, a great Maestro
honoured with numerous awards titles. His repertoire consists of more than 2 000 works, of which 500
Russian premieres and over 300 world ones. He knows no rivals by the number of recordings: Rozhdest-
vensky's phonographic library includes about 800 titles.

Noble unconditional service to music was always of prior importance for Gennady Rozhdestven-
sky. He started to learn music at the age of 6. He was born to a family of famous Russian musicians,
conductor Nikolai Anosov and singer Natalia Rozhdestvenskaya. After he finished the music school as
a pianist in class of Lev Oborin, he entered the conservatory in 1950 and at the same time practiced
conducting under his father's guidance.

At the age of twenty, Rozhdestvensky took the conductor's stand of the Bolshoi Theatre for the first
time. When he was a conservatory student, he conducted Tchaikovsky's ballet Sleeping Beauty without
the score! His further career was closely linked with the Bolshoi Theatre for many years where he
worked as a ballet conductor in 1951 to 1960 and an opera conductor in 1978 to 1983. In 1965 to 1970, he
was chief conductor of the Bolshoi Theatre. From September 2000 until June 2001, Rozhdestvensky held
the post of chief conductor and artistic director of the Bolshoi. He produced numerous performances
that entered the golden collection of the celebrated theatre. Francis Poulenc’s La Voix humaine and Ben-
jamin Britten's A Midsummer Night's Dream were staged by him in 1965 at the Bolshoi for the first time.
Rozhdestvensky was also in charge of the world premiere of Sergei Prokofiev's second version of his
opera The Gambler.

For more than half a century of creative activity Rozhdestvensky was also an artistic director and chief
conductor of the Moscow Radio Symphony Orchestra (1961-1974). With this orchestra he performed a huge
number of premieres of rarely music (were broadcast live on television). From 1988 to 1992 conductor worked
with the USSR Ministry of Culture Symphony Orchestra; with this collective he performed unique monographic
programs and made recordings of all symphonies by Bruckner, Mahler, Glazunov and Shostakovich.

Rozhdestvensky also headed the Moscow Chamber Musical Theatre (1974 to 1985) and in
collaboration with director Boris Pokrovsky revived Dmitri Shostakovich's opera The Nose and Igor
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Stravinsky's The Rake's Progress. The maestro has worked with almost all of the world famous
orchestras, was the chief conductor of Stockholm Symphony Orchestra and headed the BBC Orchestra
in London, the Vienna Symphony Orchestra and the Yomiuri Nippon Symphony Orchestra.

In 1976, Rozhdestvensky became Professor of the Moscow Conservatory. Many of his talented
students have become renowned conductors.

A'year earlier the maestro became an honorary member of the Royal Swedish Academy and the Royal
Academy of Music in the UK. He is a winner of many Russian and international prizes. In 1970, he received
the Lenin Prize for the work on Aram Khachaturian's ballet Spartacus. In 1976, he was awarded the title
of People's Artist of the USSR. The conductor has the Bulgarian Order of Cyril and Methodius, the French
Order of the Legion of Honour, the Russian Order for Service to the Fatherland of the 1th degree (2017) and
the Japanese Order of the Rising Sun for his contribution to the development of musical culture of Japan.

An owner of an outstanding a literary gift, Rozhdestvensky often performed as a narrator before
the programmers he performed. His speeches (since 1974) are collected in his book Preambles. He is
an author of a number of books on music and conducting art such as Conductor's Fingering, Thoughts
about Music and Triangles.

The French violinist, filmmaker and writer Bruno Monsaingeon, who made documentary films about
David Qistrakh, Yehudi Menuhin and Sviatoslav Richter and admired Rozhdestvensky's art for thirty years,
made films about his idol: Guennadi Roshdestvensky. The Dead Souls and Guennadi Roshdestvensky,
Conductor or Conjurer?

The repertoire that practically knows no stylistic and chronological limits, an enormous list of the
performed premieres, a titanic power of persuasion in interpreting the works in various genres, amazing
erudition, a delicate sense of theatricality not only in operas and ballet but also at concert programs are
the features of Rozhdestvensky, the intellectual conductor. Doing justice to Russian and world classical art,
he has always been a magnificent interpreter of new music, from Prokofiev to Schnittke. He went down
in history as a pioneering conductor and propagandist of contemporary music. The maestro was the first
to perform Shostakovich's and Prokofiev's works. He conducted the premieres of the works by Andrei
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Eshpai, Rodion Shchedrin, Sergei Slonimsky, Sofia Gubaidulina, Boris Tishchenko, Giya Kancheli, Alfred
Schnittke and Edison Denisov. Many of them dedicated their works to him. A keen feeling for peculiarities
of present day musical thinking was a distinctive feature of the master. His insatiable curiosity, ultimate
exactingness to the quality of performance, fantastic capacity for work and ability to grasp and transmit to
the orchestra the core of any new style, amazing susceptibility and permanent infatuation with the works
he performs are the qualities that allow us to refer to Rozhdestvensky the same verdict that he once
announced towards Sergei Prokofiev - “...super genius!”

Prokofiev's music is one of the most important leitmotifs in the artistic biography of conductor
Rozhdestvensky. He worshipped the composer since his childhood and even was proud of his likeness
with young Prokofiev. The ballet Cinderella was a diploma work of the young conductor, and the suite
from the ballet was his first recording. The premiere of Concerto No. 4 for piano and orchestra conducted
by 28-year-old maestro took place in 1959, in Leningrad. Later on, the conductor was the first to record
Prokofiev's ballets On the Dnieper and The Prodigal Son, returned the orchestral suites The Year 1941,
Dreams and Symphonic Song to the stage, performed and recorded all of the composer's works -
symphonies, operas, oratorios, suites, theatre music and instrumental concertos. The last anniversary
that Gennady Rozhdestvensky celebrated at the Bolshoi Theatre (85 years old in 2016) was also related
with the music of Prokofiev: in one of the sections of the concert the orchestra under his baton performed
3rd act from his opera Semyon Kotko.

Boris Mukosey
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