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®doprenuanHoe Tpuo N2 2 My MUHOP (B yeThIpex yacTsax: Andante — Mode-
rato, Allegro con brio, Largo, Allegretto), cou. 67, [llocTakoBMY TOCBATUT HaMSTU
ViBana VBanoBmua CoJiepTUHCKOTO, CBOero Grmiskaiiiiero apyra. Ho coobiiast 8 mexabpst
1943 roma W.[1. [MMKMaHy 0 Ha4aTOi HOBOI paboTe, OH TOTO ellle He 3Ha1. Komriosutop
He IpefIioiarasl, YTO HOBBIN OIMyC MPOJO/DKUT OTeUeCTBEHHYIO TPAAULIMIO «IIaMSITHBIX»
Tpuo (Bcien 3a Tpuo «ITamamu 8enukozo xydoxcHuka» T1.A. YaiikoBCKOTO U «Anezuieckum
mpuo» C.B. PaxmanmuoBa namsitu I1.M. YaiikoBCKOTO) ¥ TMONOJHUT BCEMMUPHBIN CBOZ,
counHeHuit «In memoriam». Yepes ueTbIpe [IHS TI0CTe BHe3arHoi cvepTu ComepTuH-
ckoro (11 despans 1944 roga) IllocTakoBUY, OTTYIIE€HHbIV YTPATO, 3aBEPLUIAT ICKU3bI
M IapTUTYPY I 9acTy, mpocTaBuT B mapTutype gaty «15 I 1944 / MockBa», HauHeT Habpa-
CbIBaTh U TIEPEMMCHIBATL Habeso Il 4acTh 1 OTIOKUT HAa HECKOIBbKO MecsiieB. JIUiib BO
BTOPOI1 ITooByMHe sieTa 1944 rona B VIBaHOBO, OIIPaBMBIINCD OT ITOTPSICEHVST, OH 06peTeT
BTOpOe JIbIXaHMe U cTpeMuTenbHO gomuiieT II yacte (4 aBrycra), a 13 aBrycra mnocra-
BUT JJATy ¥ POCITICH B KOHIIE BCEJI MAPTUTYPBI. B roToByI0 pyKkomuch (yke post factum!)
IITocTakoBMY BHECET MOCBsIIeHe U HasdBaHue «Tpuo 071s posiisl, CKPUNKU U 8UONOHUENU»
(pasHuLa B LIBETe YepHW/, KOTOPbIMM IMCal KOMIIO3UTOP, He OCTaBJIsieT COMHEHMi
MMEHHO B TaKOil IOC/Ie0BAaTeNbHOCTU: HOTHBIN TeKcT, odopmieHue). OTCyTCTBUe
ropsiAKoBOro N2 2 He CTOMb YK YOMBUTENbHO, XOTS ele B 1923 roxy oHblit MuTs locta-
KOBUMY COUMHMUI mepBoe Tpro 10 MUHOD, TIOCBSITUB €ro BO3/iio6neHHoi TaHe [MMBeHKO.
CKa/IpIBa€TCSI BIIeYAT/IEHNEe, UTO KOMITO3UTOD, 3aII0NHSIST TUTY/IbHBII JIVICT, 1160 32651
0 CBOeM 00asITeTbHOM, HO He3PeJioM MepBEeHIIe, 1160 CO3HATETbHO IUCTaHIIMPOBAJICS OT
Hero, YToObl OTHATh IIPMOPUTET HOBOMY TPMO Kak IepBOMY ¥ eIMHCTBeHHOMY. Heciry-
YaifHO TIOf, TAKMM 3Ke Ha3BaHueM — mpocto Tpuo Ge3 Homepa — LL0CTaKOBIY BKITIOUVT
COUMHEeHMe B O[IMH 13 JIOMAIIHMX OITyCHMKOB (IIpaBJia, He OKOHYATENbHbIN, II031Hee OH
BCe JKe MpUberHeT K HyMeparuni).
B My3bIKaHTCKOJ Cpeie BIOCJIENCTBMY TOBOPWIM, YTO B HAyaJabHBIX (iaskome-
Tax BMOJIOHYEIM B CyMPayHO-COCPEOTOUEHHOJ C TaHLeBaJbHO-MATeTUYeCKUMU
Bcrieckamu [ yactu (Andante — Moderato) IlloctakoBuY sIKOObI OTpasun MaHepy Coi-
)  JIePTMHCKOTO HACBUCTBIBATH B ITay3ax MEX/Y pasroBopamu (06 3TOM M3BECTHO 13 BOC-
MIOMVHAHMI BUOJIOHYeNCTa 1 My3bikoBena b.B. [lo6poxoToBa). OmHAKO MOATBEPAUTD
9Ty MO3TUYHYIO TMIIOTe3y BPSIZ, M YAACTCS: CyAs Mo pyKkomumcsM, llloctakoBuu mycan
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UYMCTOBYIO MAPTUTYPy TPMO MOYTH MapasuIesIbHO C 9CKM3aMM, ¥ 3TO O3HAUaeT, 4YTO OH
yCIIes1 BHECTH B Hee MOCBUCThIBaoIIye (IaskoIeTsl O KOHUMHBI IpyTa.

Cectpa Co/miepTMHCKOTO, HATIPOTHUB, HAXOIM/IA My3bIKAIbHbII TOPTPET Gpata B 6r1e-
CTSIILe}i, CTPeMUTENbHOM Ha IrpaHM BO3MOXKHOTO, MapasokcanbHoii 11 yactu. IIpu Beeii
MICUXOJIOTUYECKOl OMPaBAAHHOCTY TAKOTO AOMYLIEHMSI CTOUT BCe K€ 3aMeTUTb, UTO
B aBTOPCKOJi MapTUType 3TOI 4YacTy M3HAYaJbHO YKa3aH BIIOJTHE YMepeHHbI TeMIl —
Allegro non troppo, KOTOPbIit IIPETePITUT CYLIeCTBEHHOe YCKOPeHue (0 MCKPOMETHOTO
Allegro con brio) TobKO BO BpeMsI IIePBBIX PEIeTHIINII COUMHEHNSI.

III yactp (Largo) — CKOPOHbIN 14, «TUXas KyIbMUHALMS» [MKIA, HAMMCAHHAS
B xapaxrepHoM 114 [lloctakoByya, M3I06/IeHHOM MM JKaHpe raccakami, 6e3 rmepepsisa
nepexoguT B ¢uHan (Allegretto) — Tparnyeckuii arnodeos, MPOHMULATETBHO Ha3BaHHbIN
COBpeMeHHMKAMI «/IsIcKoli cmepmu». B ¢yHase Briepsble B TBopuectBe LllocTakoByya (1
OueHb MOILITHO) TPOSIBU/IACH TTO/Ty3alpeTHasI B CTaIMHCKOI Poccuy «eBpeiickasi Temar. Tpu
TeMbl [V yacTy OTChUIAIOT CTYLIATeNsl K eBPeiicKOoi TPaAULVM KIe3MepCKOro My3UIMpO-
BaHVs1 — IaHb aBTOpa cBoeMy rorubiemy B 1941 rony yueHnky Bennamuny Onejinmvany,
a TaKke BCeMy eBPejiCKOMY HapoLly M ero Ky/bType, IOCIe0BaTeIbHO YHIUUYTOXKAeMbIM
tammcTamu B TO[bI BOWHBI (TIOCTIEBOEHHYIO «00pb0Y € KOCMONOAUMUZMOM» B COOCTBEHHOIA
crpaHe lllocTakoBuY Bpsifi 1 MOT NpeaBuaeTs). Hap 3aBepuieHyem orepsl dnejinivaHa
«Crpunka Pomwuns0a» KOMITO3UTOP paboTan mapauiensHo ¢ [ yactbio Tpuo, 3aKOHUMB
MHCTPYMEHTOBKY 5 deBpasst 1944 ropa, 3a nsiTh Heli 1o cvepTty ComnepTuHekoro. C 3Toro
MOMEHTa eBPeficKuit hoMbKIOP (M IMpe — eBpeiickast TPobIeMaTIKa) 3aiiMeT B My3bIKe
IllocTakoBMYa OFHO M3 MaruCTPaJbHbIX MOMOKeHWiA. Tak Mau uHaue, 3aByaJlMpOBaHHO
MJIN OTKPOBEHHO, 3lIEMEHTbI eBPeiickoro (osbKIopa BOMAYT B «HEOKOHUEHHYI0 COHamy»
U1t CKpUIIKU U doprenano (1945) 1, COOTBETCTBEHHO, B «CumoHuueckuli gppazmerm
1945 200a», nyist koroporo IllocTakoBUY MO3aMMCTBYET TeMy U3 «HeoKoHUeHHOU coHamabl,
B [TepBbIif KOHLIEPT [71sI CKPUITKY € OpKecTpoM (1947-1948), B BoKaIbHBI LMK «H3 eapeli-
cKoll HapooHoil noasuu» (1948), B UetBepThiit kBapTeT (1949), B monmmMbOHNIECKI UK
«/Isadyams uemsipe npemoduu u gyzu» (1950-1951), 8 Jecsatyio cumdonnio (1953, B Hee
B M3MEHEHHOM BuZie GyeT BKIoueHa Tema 13 «HeokoHueHHol coHambi» 1 «CumepoHuue- 3
CK020 (hpazmenma), a Take B IPYIUX COUMHEeHMsIX. Bo II wactu aBTOGMOrpadyeckoro
Bocbmoro kBapreta (1960) lloctakoBuy npouuTupyet TpeTbio TeMy IV uactu Tpuo.
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BoeHHBII1 KOHTEKCT COUMHeHMs], BbICOUaiINIii rpalyC SMOLMIOHAIbHOM HaIpsKeH-
HOCTH, 060CTpeHHas1, Ha MaHep HeJJaBHO 3aKOHYeHHOJ BocbMoit cumdonym, KOHTpacT-
HOCTb €T0 YacTeit (IPUMTyLIeHHAsI IMPUKA, SMATAKHBIN GyPIecK, TpaypHast 31ernMuHOCTb,
IIOBeZIeHHOe 0 Ipefena 9KCTaTUIecKoe OTJYasiHye), TparequitHblii madoc, «eBpeiickast
TeMa» — BCe 9TO CIPaBeAIMBO MO3BOIWJIO COBpeMEeHHMKAaM YCIbIaTh B Tpuo HeuTo
Hecou3Mepumo Gosbliee, 4eM BhIpaskeHye IMIHOTO Topsl.

B 1946 romy Tpuo Mu MUHOD, COY. 67, 6bUT0 OTMeueHO CTaTMHCKOI Mpemiueit, Ho
TONBKO I crenenu.

@dopTenuaHHblii KBUHTET COb MMHOP, COY. 57 (B ISATM YACTSIX), HAMMCAH
B 1940 romy. 310 nocsienHee KpynHoe rpoussenenye llloctakoBnya npeBOEHHOTO Iepy-
0fia U TIEPBOE, B KOTOPOM KOMITO3UTOP 06PATMIICS K MISITUYACTHOM CTPYKTYpe (B GvsKaii-
mee pecsrmieTye 11I0cTakoBMY YCIEIHO NMPUMEHUT UIe0 MATMYacTHOCTM B BocbMoii
(1943) u Hesroit (1945) cumdonusix, B Tperbem kapreTe (1946) u oruactu B [Teppom
CKpUITMYHOM KoHIIepTe (1948).

IllocTakoBMY He CKPbIBAJ OT Jpy3eii, uTo uaes ¢oprenuanHoro KeuHTeta (BMeCTO
o4yepeHOro BTOpOro CTpyHHOro KBapTeTa) CIPOBOLMPOBAHA JKeaHueM CaMOMy IIpy-
HMMAaTh y4acTe B KOHIIePTHBIX MCIIOJHEHMSIX CBOEeJi My3bIKM B KauecTBe MMaHMCTA.
He yckioueHo, 4To 3TO yKeJlaHMe CKa3aaoch ¥ Ha CKOPOCTY couMHeHus1. COrnmacHo aBTop-
cKoii omete B 3cku3e [ uactu kpunreta («16 VII-16 VII 1940») oHa 6bl1a HauaTa 1 3aKOH-
YyeHa B O[IVH JIeHb, XOTsI 3aMbICell, [I0 CBUAIETENbCTBY KOMITO3MTOPA, BOSHVK TPeMsI IHSIMU
paHee. [Ipyrue 5CK13bl He AATMPOBaHbl, BKIOYast 3cku3bl IV 1 V yacreii, KOTOpble J0i-
roe BpeMsl CUMTAINChH YTPaueHHBIMM U GBI 06HapyKeHbI MHOIO B 2004 romy B Mysee
umeny M.U. Tnunku. Tem He MeHee CPOKV paboThI yrazbiBatoTcst u3 micem [llocTakoBuya
K Bacymo IlInpuHcKoMy, OfIHOMY 13 OCHOBaTesell M MOCTOSTHHOMY y4acTHUKY Ksap-
TeTa uMeHu beTxoBeHa (BTOpast CKPUIIKA): K 6 aBIyCcTa GbUIV TOTOBBI TIEPBBIE IBE YaCTy
¥ HavaTta TpeTbsl, K 11 ceHTSOps 6bUIa 3aBepireHa dKCro3uiys ¢yHama. 14 ceHTIOPs
IlocTakoByMY AONMILET HAYMCTO BCIO IAPTUTYPY ¥ IPOCTaBUT B Hell aTy.

CrumicTuky KBMHTeTa npesionpesieNiiiy TeHAeHIMM, HAMEeTHBIIMECS] B JOBOEHHOM

4 CCCP B cthepe kyabTypbl. Jpamatuutbie cobbiTust 1936 rofga — peqakiiOHHAsT CTaThst
«Cymbyp emecmo my3blKu» B Tasete «[Ipasda» v HauaBIIasiCsl «00pb0a ¢ GopManu3mMom»,
Ha JeCATUIeTHs] TIpepBaBliie CIeHNYECKyIo JKU3Hb onepbl «/ledu Makbem MuyeHckozo
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ye30a» 1 BpeMeHHO TpeBpaTuBinye IllocTakoBMYa B M3ros — BHIHYAWIM KOMIIO3UTOPA
JCKAaTh «HOBbIe ITYyTM», YTO IPEAIONArajo IpPUBHECEHVE B MY3bIKY ONTUMMUCTHIYE-
CKOTO HACTPOSI, YIIPOIIeHNe MY3bIKATbHOTO SI3bIKA (M71s1 GOJMbIIel JOCTYITHOCTI), OTIOPY
Ha GONbKIODP (IIPeMMYIECTBEHHO PYCCKYIO JTMPUYECKYIO IIeCHIO) ¥ Ha KIaccuyeckyie
06pasiipl mponuioro. OrynTebHbI yerex [TsaToit cumbonmu (1937) 1, Kak CieAcTBIE,
peabwiuTaIysl ee aBToOpa CO CTOPOHBI BiacTy IHO3Bo/mwmM lllocTakoBUYy BepHYTHCS
B COHM BeJylMX KOMIIO3MTOPOB CTPAHbI M OTYACTM BOCCTAHOBUTD AYylLIEBHOE U TBOD-
yeckoe paBHOBecyue. He yoyBUTeNBHO, YTO MOC/IenoBaBIMit Hocae [IsToit cumdonmm
KpoxoTHblii IlepBbiit kBapreT (1938), Ha3biBaeMblii aBTOPOM «BECEHHMM», IPOHM3AH
CBET/IBIMY HACTPOEHVISIMM ¥ IEMOHCTPYPYET MOUTH HAPOUMUTYIO 6€CKOHGIMKTHOCTb.

@opTenuaHHblii KBUHTET TAKOKe PUHSITO CYUTATh OJHUM U3 CaMbIX TaDMOHUYHBIX
IIpOM3BeIeHNi KOMIIO3TOPA, OPTaHMIHO COYETAIOMIMM KIACCUYECKYIO SICHOCTb (OPMBI
U COflepsKaHMsl, IMIIeHHbIM HaJpbIBa, TPareAuitHOCTH, TaliHbIX MOATEKCTOB M CKPBITBIX
CMBICJIOB. BepOSTHO, MMEHHO 3T HeCOMHEHHbIe B I71a3ax UMHOBHMKOB OT JMICKYCCTBa
JIOCTOMHCTBA COUMHEHMSI ChITpa IVIaBHYIO PO/b B MPUCYXIOeHuy aBTopy B 1941 rogy
CranmHckoit mpemun I creneHn.

B cooTBeTCTBUM C 3amauamy BpeMeHU (M BHyTpeHHeii moTpe6HocThio) IllocTako-
BuY obpaTmicsi B KBUHTeTe K PasmMIHBIM SKaHPOBBIM CX€MaM «CTApOTO» MY3bIKasIb-
HOTO MCKYCCTBA: OT 6APOYHOTO0 MUHU-LIMK/A «ITpesonvst u ¢yra» (I yacTs. [Ipemonus.
Lento - Poco piu mosso; II yactp. ®yra. Lento) ¥ MHCTPYMEHTAIbHO MeIJIEHHOM
apuu Ha basso continuo (IV yacts. UHTepMmerrio. Lento) 10 raii1THOBCKO-6e TXOBEHCKOi
ckepuosHocty 1 nactopanbHocTi (III wacTh. Crepuo. Allegretto; V yacTs. OuHasI.
Allegretto). [[Be mepBbie 1 ABe MOCIEIHNME YaCTY 06PA3yIOT KpaiiHue pasmesbl HUKIIa;
DOJIb CpefiHei KOHTPACTHO YacT BBIIIOHSIET GPaBypHOE IOMOPUCTIYECKOe «6eTXOBEeH-
ckoe» Ckep1io0.

B nepBom Masiom 1mkie (B nombonnyeckux [pemonyu u ®yre) Hanbosee MOTHO
BbIPaKeHO PaIMIOHAIbHO-MHTE/UIEKTYaIbHOE Hauasio. DTo crporue dunocodckme pasay-
MbsI B KOHTPACTHOM, HO He KOH(IVMKTHOM COITPMKOCHOBEHWM C JIMPUIECKUM IyBCTBOM.
3amiaBHbli Tesuc [Ipemoamn, OTChIIAIONIMIT K BHICOKOM 0OpasHocT Baxa u TeHpens, 5
JlaeT MMITY/IbC K JajabHeleMy pasBuTuio. Bropas tema Ipemonyy (Tema BMOIOHYENN),
a TIOTOM M TuXasl, 3aTaeHHasl TeMa Pyry (C a1eMeHTaMM PyCCKO¥ MeceHHOCTH) MoCTe-
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MeHHO CMSITYAIOT rpaduyeckyio CTPOrocTb (HakTypbl M OTKPHIBAIOT BO3MOKHOCTHU ISt
ele 6osee TIOTHOTO ¥ TYGOKOTO CMHTE3a «06BEKTHBHOTO» U «CyOBeKTVBHOTO». Hemb3st
MOMYTHO HE OTMETUTD JIFOOOIBITHYIO TEKCTOMOTUUECKYIO feTasib. COIACHO TEMIIOBOMY
0003HaUeHMIO B 3CKM3e — penkuil caydaii, Korga llocTakoBud pemmur yKasaTh TEMIT
Ha caMo¥t paHHeit ctaguy paboTsl — Oyra M3HauaIbHO 6bUTa 3ayMaHa B Temiie Moderato,
Py KOTOPOM IeceHHble UCTOKM Dyry, BeposiTHO, TPOCTYIIaIN ellje oTueTBee. OqHaKo
IllocTakoBMY BCe ke MO3[Hee «3aMelInI» HellpyuHyxkaeHHoe Moderato o cTaTMYHOrO
Adagio (B mo3zHeNIIVX M3IAHVSIX CTOUT KOMITPOMYCCHBII TeMn Lento, OTKPHUCTaIN30-
BaBILNIICST, BEPOSITHO, B ITPOLIECCe VCTIOMTHUTETbCKO IPAKTUKIN).

[Tocsie OCTPOYMHOTO, C HEOXMIAHHBIMM «MCIaHu3MaMu» CKeplio, JMIIEHHOTO
Kakoi 6l TO HU OGbUTO MH(MDEPHATHLHOCTY U CMbICTIOBOI aMOMBATIEHTHOCTH, TIPUCYIIINX
cumbonmyeckuM ckepro IlocrakoBuya, ciemyet mmpyko-¢dunocodcekoe «simpo» KeuH-
TeTa — VIHTEpMellll0, B KOTOPOM IIPeTBOPEHbI OPUTMHAIBHO TPAKTOBAHHbBIE TIPUHIIUIIBI
Bapumalii Ha basso ostinato. Pa3BuTiie IByX TeM (JIMPUUECKOI «GapOUHO-PYCCKOI» TIaB-
HOJ1 M 3KCIIPeCCUBHO-OTpPelIeHHO} 0604HOI1, 000rallleHHOI B IIpoliecce pa3BepThIBa-
HYISI KPUCTAIbHO-3BOHKMMM CKPUIIMYHBIMM (IaskoneTamMy) MPUMBOIUT K IKCTATIUECKO
KynbMuHaivu. Ho oHa paccemBaetcst mpu mepexoze (6e3 mepepbiBa) K OMTUMUCTHAY-
HoMy ®MHaITy, B KOTOPOM B TPAIVILINN «BEHCKMX KJIACCHKOB» MPOVICXOAMUT PACTBOpEHVIe
«CyObeKTVMBHBIX» HACTPOEHUII B TaHILIeBaJIbHO-IIACTOPAIbHBIX 00pa3ax «0OGbeKTYBHOIO»
MIOTOKA JKM3HU (CTOUT OTMETUTD, YTO U B 3TOi 4acTy IllocTakoBUY M3MeHWI IlepBOHa-
YyasIbHbII TEMII, HO Y3Ke B CTOPOHY yckopenusi: Moderato poco Allegretto 6110 M3MeHeHO
Ha Allegretto). B IByxX IMIaBHBIX TeMax (yHaIa MeTbKAIOT OTTOMOCKM TeM ¥ My3bIKaTbHbIX
06pa30B TMPEABIAYIIIX YacTelt, M30IIPeHHOe TeMaTUIeCKOe Pa3BUTHE VICTANBAET B U3bI-
CKaHHOM 3BYYaHMM KOZIbIL.

Cam IllocTakoBuy OLieHWI 3Ty paboTy Kak TBOPYECKYIO yaauy. Bo Bcsikom ciydae,
Cpasy 1o OKOHYaHMM SCKMU3HOI paboThI B rucbMe ot 11 ceHTss6pst 1940 roma oH co CBOJA-
CTBEHHOI1 eMy CIep’KaHHOCThIO Kak 6bI BCKOJIb3b COOOUIMT LIIMpUHCKOMY, UTO «10 Xapax-
mepy K8UHMeM pe3Ko OMIUUAemcs 0m K8apmema» vi 4To «K8UHIMem cepbe3Hee U Kak 6yomo

6  2yOdie Keapmemar.
Onvea [queoHcKas
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Anekceit Topubonp — mMa-
HUCT, MY3bIK&IbHBI  JesiTeb,
3acay)KeHHbli  aprucr  Pocomn. |
KoHuepTupyer B rmaBHbIX uutap-
MOHMUecKMx 3anax Poccuy, eBpo-
nefickux crpaHax, CIIA u SInonun,
3aMMChIBAETCS HA Pa/iXo, BBITYCTU
20 KOMIIaKT-AMCKOB, TPUHMMAET
yuacTye B KPYIHeIIX POCCUICKIX
M MEXIYHApOOHBIX MY3bIKAIbHbBIX
decruBansx.

BeicTymieHnsi nmmMaHuUCTa, Ipyu-
3HAHHOTO BBIFAIOIIMMCS MacTEPOM KaMepHOTro aHcambiist, mpoxoamiu B Konceprrebay
(Amcrepnam), Burmop-xosie (JIonmoH), Bepmnckoit dumapmonnn, leBanaxayce (JIeir-
uur), Konueprxayce (Bena), Kenneny-1ieHTpe (BalmHrToH).

C 1989 roga oH SIBISIETCST MHUIIMATOPOM ¥ My3bIKaIbHBIM PYKOBOIMTEIEM MHOTMX
MPOEKTOB, CBSI3aHHBIX C TBOPUECTBOM BbIJAIOIETOCSI POCCUIACKOTO KomImo3uTopa Jleo-
Hypa [lecaTHMKOBA. 3aIlVICAHHBIA TMOJ, PYKOBOACTBOM Asiekcest Topmbomst cayHOTpeK
JI. [ecataukoBa K ¢uabmy «Mockea» ymoctoeH rpaH-mipu [V BcemupHoro GueHHame
B Bonwne (2002).

B 2009-2010rr. moarotoBu1 1 mposes 30 TeneBMU3MOHHBIX IPOrpaMM B paMKax LMK/
ITsToro kaHana «Hous Ha ITamom» («Houw. 38yk. Iopubons»). C 2004 o 2007 IT. pyKOBOZMI
@ecruBanem uckycers B Kocromykiite (Kapenust). B 2008 rogy cran MHULIMAaTOPOM U Xy[,0-
SKECTBEHHBIM DPYKOBOZMTENIEM IBYX (ecTuBaneli KaMepHOi My3bIKM: JIeBUTAaHOBCKOTO
My3bIKaJbHOTO (ecTuBas B Ilnéce u poccuiicko-hMHCKOro My3bIKalIbHO-TIO3TUYECKOTO
tdectuBans «B cmopony BuiGopza». B paszHble TOIpI BBICTYIIAT MHUIMATOPOM MOHOIpa-
tduuecknx dectusaneit I1. Yaitkockoro, SI. Cubennyca, [I. lllocrakoBuya, b. Bpurrena
B Mockse 1 [TeTep6Gypre.

Anexceit Topu6omb SIBISETCS EPBbIM UCIIOTHUTEIEM MHOTMX COUMHEHMU COBpe- 7
MEeHHBIX KOMIIO3UTOPOB, COTPYAHMYAET C MacTepamMmy AjnekcanipoM YaitkoBckum, I'eop-
ruem Ileneuncom, Bragumupom MaptbiHoBbIM, ['Meii Kanueny, Opuem KpacaBuubiM 1 ¢
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HOBBIM IIOKO/IeHVeM KoMno3uTopos: ITaBnom KapmaHoBbiM, Bragumupom PanHeBbIM,
Anexceem Ajirn, CepreeM AXYHOBBIM.

IMnanuct cotpypHuyaet ¢ bonbimm Tearpom Pocenmyt, MapumnHCKUM TeaTpoM, Ajek-
CaH[IPMHCKVM TeaTpoM, [lepMcKuM TeaTpoM orepsl 1 6anera, Tearpom Hanwii, TeaTpom
«Macmepckas Ilempa @omenko», IHcTuTyTOM MMeHM I'éte, VIHCTUTYTOM PUHISTHANM
B Cankr-ITetep6ypre, Bpuranckum coBetom, DoHmom Mukasna TapuBepayeBa, PoHIOM
Ivianbl BuiiiHeBoit.

Unbss Wodd pommics B 1966 romy B JleHUH-
rpaze B ceMbe CKpuraya opkectpa MpasuHckoro. Bo
Bpemsi o6yuenuss B CaHKT-IleTepGyprckoit KOHCep-
Baropun (1984-1990) cocrosin B kinaccax E.A. Koma-
poBoit 1 B.IO. OBuapeka 1 mposiBu/I cebst KaK 3peblit
MY3bIKQHT CO CJIOKVMBILMMCS] TEXHUYECKMM apCeHanIoM
¥ My3bIKQHTCKMM MMPOBO33pEHMEM.

HesaypsimHasi ~ uenoBeyeckass — MHIOVBUIYaslb-
HOCTb ¥ My3bIKaJbHAass MOOWMIBHOCTh TPUBIEKAIOT
K mmuHoct U. Vodda He TonmbKO crymarerneii, HO
M COBPEMEHHBIX TeTepOyprckMx KOMITO3UTOPOB.
Cotpygunuan ¢ b. Tumenko, C. Cronumckum, I. Kopu-
mapom, JI. IecsTHukoBbiM, H. XpyIieBoii, KOoTopbie
3a4acTylo JIOBEPS/IM eMy I1epBOe MCIIOJHeHVe Hallu-
CaHHBIX MU IPOM3BEIeHMIA.

Kak comyct ¥ aHcamOIMCT BBICTYIIAM BO MHOTMX
cTpaHax EBpormbl 1 B AMepuKe € TaKMMM BbIJAIOLIN-
MMUCS My3blkaHTaMu, Kak M. Aprepmux, M. SIHCOHC,
10. Temupkanos, B. Teprues, C. Craanep, A. Pyous,
H. T'yrmas, 10. Munkuc u op.

8 U. Vodd obrmamaeT orpoOMHBIM perepTyapom, OH MUCIIONHSIET MPOU3BeIeHMsT BCeX
Haubosee 3HAYMTENbHBIX ABTOPOB B VICTOPMM MY3bIKM, MVICABIINX JJISI CKPUITKU — OT
W.C. Baxa 1o JI. Bepucraiina. Cran obmagatesieM CIeIanbHOTO TIPKU3a HA KOHKypCe
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ARD B MiouxeHe (I'epmaHusi) 1 nepBoii mpemun Ha KOHKypce uM. k. Buortu B Bep-
veun (Utanus).

C 1998 roma pyKOBOAUT KaMepHBIM OpKecTpoM «/Jueepmucmermy». KoHLiepTbI OpKe-
CTpa BKJIIOYAIOT IIPOM3BEIeHNsI TpeX CToneTuit — oT Busanpayu u Baxa o MapTbiHOBa
u Yarmaa. Takas MpoTa perepryapa M 340poBast «BCESIHOCTb» aHCAMOIIST CHUCKATN
3aC/Ty>KEHHBII YCITeX Y POCCUIICKOI, EBPOTIEICKO, STTOHCKOI 1 aMePUKAHCKOM MTyOIMKIA.

[ToMMMO UCTIOMHUTENbCKOI esitenpHOCTY U Vlodd Benet kiacc ckpuriky B CaHKT-
[TeTep6yprcKoit KOHCEPBATOPWN, SIBISIETCS TOLIEHTOM.

B 2002 romy U. Viodd 6t ymocToeH 3Bauust 3aciyskeHHbI apTuct Poccun, B 2013
roxy — ITpemy npaBuTenscTBa CaHKT-IleTep6ypra. SIB/sieTcs: oYeTHBIM WieHOM CaHKT-
[TeTep6yprckoro GpumapMoOHNUECKOTO OBIIeCTBa.

Jiugusa KoBanenko pomuiack B HoBocubup-
cke, okoHumta CaHKT-IleTepOyprckyo KOHCepBa-
Toputo (rmpoceccopa E.A. Komaposa, A.J0. IOpees,
M.X. TanTtBapr). Jlaypear IX Bcepoccuitickoro KoH-
Kypca cKpuiaueii, AUIZIOMaHT MexXayHapogHOro
koHkypca um. I.J. IocrakoBnua B [aHHOBepe
(cnenyasbHBINA PU3 3a Jyulllee UCIIOTHeHe Coun-
"enys [1.[1. HlocrakoBuya).

JI. KoBaneHKO BeleT aKTMBHYIO KOHLEpT-
HYI0 [IeSTeJbHOCTb, BBICTYIIA€T C  COJbHBIMU
¥ KamMepHbIMM TIporpamMmamyu B ropogax Poccum
(Camape, Bomrorpane, KpacHosipcke, Kucmosop-
cke, CaparoBe, ApxaHreibCKe U 1p.), a TaKke
B 3amax Caskr-Ilerep6byprckoii  ¢umapMoHm
ym. I.[0. llloctakoBuya ¥ Ha APYTMX KOHLIEPTHBIX
riomanxax [lerep6ypra.

JI. KoBasleHKO TIOCTOSIHHO  TaCTpPOIUpPYyeT 9
KaK COMMCTKA, a TaKe KaK yJaCTHMIA aHCaMOIIs
«St. Petersburg Chamber Soloists» B crpaHax EBpOIIbI:
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Benbrum, ®panuym, Uranmu, Mcnanuy, lepmannmy, a Taicke B Sinonnm, Kutae, Bpasumnn.
JI. KoBasieHKO SIB/ISIEeTCS] KOHLIEPTMENCTepOM CTPYHHOTO aHCaMOMs «/[usepmucmeHnt».

Ipeniogaet B CaHkT-IleTepOyprckoit KOHCePBATOPUIA.

B mociienHee BpeMst KOHLIEPTUPYET HE TOMBKO KaK CKPUIIayKa, HO M KaK albTUCTKA
B Pa3MUHbIX KAMEPHBIX COCTABaX C TaKMMM My3bikaHTamu, kKak C. Cramiep, V. Viodd,

W. Vpwbsim, A. Maccapckunii, A. Baxib, @. ®uope, M. Bpynesno, C. Keesa u ap.

Anppeii JloraayH Hayal 3aHMMAThCS UCTION-
HUTEIbCKON [eATeNbHOCTBIO, OYAydM CTYZEHTOM
CaHkr-IleTepbyprckoii KOHCEpBATOpUMM B Kiacce
npod. F0.M. Kpamaposa. [Tocsie ero KOHUMHBI [1PO-
IO/DKMII OOyYeHye ¥ TIPOLIeN KypC acIypaHTyphbl
1071, pykoBozcTBOM 11pod. B.U. Cromuesa.

C 1986 1o 1995 rop 6bIT yYaCTHUKOM KBapTeTa
«Cankm-ITemepOype», B COCTaBe KOTOPOTO CTaJ Jiay-
peatom III Bcecoro3HOro KOHKypca CTPYHHBIX KBap-
TeToB (BopoHesx, 1986 r., I mpemust) 1 HECKOIbKUX
mexayHapopubix: uM. [, llocrakoBuya (CaHKT-
Tletep6ypr, 1987 r., Il mpemust u CrenMaIbHbBIA
Ipy3 3a JIy4yllee VCIOJIHeHMe 00s3aTeTbHOr0
npousBeneHust), MeXIyHapOOHOTO  KOHKypca
KaMepHbIX aHcambneit Min-On B Tokuo (1989 r.,
cepebpsiHasi Memaab ¥ CrelMaabHas MPeMusi),
MeskoyHapoOgHOTO KOHKypca KaMepHBIX aHCaMO-
neit M. Butropuo I'ym Bo @nopenumn (1989 r.,

IpaH-TIPY ¥ IBE CIeLIaNbHbIX IIpeMuit), MeKIyHapoIHOTO KOHKYpCa KaMepHOi My3bIKM

B Menn6ypHe (1991 r., I mpemust u [pan-mipn).

C 1995 roga — KOHIIEPTMEJCTEDP TPYIIIbI aJbTOB 3aCTy;KEHHOTO KOIeKTVBa Poc-
cun Akazemuyeckoro cumdonnueckoro opkecrpa Caukr-IleTepOyprekoit humapMonyn
um. .11 ocrakoByuya. C 3TUM KOJUIEKTVBOM, & TAKoKe IPYTUMM POCCUIICKUMM U 3apy-
GEKHBIMM OPKECTPaMM BBICTYTIAET KaK COMUCT C TAKUMM IMPIKepami, Kak H. Aiekcees,
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A. Imutpues, 0. Cumonos, C. Cramnep, JI. Kpemep, I. Anb6pexr, I1. Kotia, [Ik. Ca66a-
TuHH, 1. JInce, A. Tanu, P. Tpopu, A. HescoHe u 1p.

ViensieT cepbe3HOe BHMMAaHME KaMepHOMY MYy3ULMPOBAHMIO, BBICTYIIASI C COHAT-
HBIMM BeuepaMy M yJacTBYsSI B Pas/IMIHBIX MHCTPYMEHTAIbHBIX aHcaMOmsix. Ero mapr-
Hepsl — T. Hukonaesa, A. TaBpwios, E. lladpan, T. Ouanep, I1. Eropos, H. Jlyranckmii,
JI. Bepiuuckas, JI. AmbapiymsiH, M. TantBapr, C. Impiienko, Y. Modd, C. JleBUTHH,
A.Kuszes, A. Pynun, H. I'yrmaH, C. Pongyrus, Ksapret um. C. TaneeBa, «/Iapk-kéapmemy,
I[Turcoyprekoe GopTrenvaHHOe TPMO Y MHOTHE P.

Kaxk comuct v aHcaM6/IMCT racTpoIpoBai B ropomax Poccrn 1 3a pyGeskom.

C 1986 ropma mpernopaer B CaHKT-IleTepOyprckoii KoHcepBaTOpuu. B Hacrosinee
BpeMsi — npodeccop Kadenpsl CKPUIIKM U ajabra. HeomHOKpAaTHO MPOBOAMI MacTep-
xnaccel B Poccuy m 3a pybexxom. Ipexncrasism CaHKT-IleTep6ypr Ha OHSIX KY/IbTYpPbI
B Musaze u BysHoc-Alipece.

B 2003 romy Ykazom mpe3ugeHTa Poccuiickoit @enepauym Joraguny Aungpeio Cep-
reeByYy IPUCBOEHO [TOYETHOe 3BaHMe «3acmy)kKeHHblii apTucT Poceuiickoit ®eneparym».

Anekceit Maccapckuii pogwicsi B 1965 romy B ceMbe My3bIKAHTOB. OKOHYMI
JleHMHTpaJCKyI0 KOHCepBaTopuio B 1990 romy Io CrienuanbHOCTM «BMOJIOHYENb». Bo
Bpemst 06yuenust Ha 2 Kypce (1987) romy cran saypeatom MeskmyHApOLHOTO KOHKypCa
BIOJIOHYENNCTOB B MapkHoiikupxeHe (TepmaHus), ocie yero Hayaun akTMBHYIO KOHLIEP-
THO-VCIIOJTHATEJIbCKYIO AeSITeIbHOCTb.

BocriuraHHMK BbIgaoIerocs MysbikaHTa u nezarora A.IT. Hukutusa, oH yHacneno-
BaJI JydIlive TPAaUIUK BCeMUPHO MPU3HAHHOI [leTep6yprekoii BUOTOHUETbHO IITKOJBI.
Vuace Ha 5 Kypce (1990), cran maypeatom MeskayHapooHOrO KOHKYPCa BYOTOHYEVCTOB
B Benrpage (fOrocnasus). B Tom ke rony npunsit yyactue B IX MesxayHapogHOM KOH-
Kkypce M. IT.1. YaitkoBckoro B MOCKBe, T/ie TaKksKe CTasl JIaypeaToM.

A. Maccapckuii akTUBHO KOHIIEPTUPYET KaK COMMCT M aHCaMOMMUCT ¥ € GOMbIIM
YCIIeXOM BBICTYIIAeT B JIYULINX 3amax Poccyy 1 3a py6eskoM; 06/1a1ast OrpOMHBIM periep-
TyapoM, OTIMYAeTCsl SIPKOJ TalaHTIMBOI MHTepIpeTalyeii, BbIpa3sUTelIbHbIM 3BYKOM 11
¥ GIyICTATeNBHON TeXHYMKOI1. Maccapckuit IPYHMMAET yJacTyie B KOHLEPTHBIX IIPOrpaMm-
Max pasinyHbIX GectuBaneii SInonun, Amepuku, F0xHoit Kopeu, ®panimm, ABCTpun,
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llIBejinapuy, Tepmanmm, Wrammy, OuHASHINUY,
[Monbim, JInteel, Janun.

B pasHble TOIpbI €ro mapTHepaMu GbUTN U3BECT-
Hejimme IuMpyskepsl, Takue Kak U. MycuH, B. Yep-
HymieHko, M. fIuconc, C. Conpenxkuc, 10. Jomapkoc,
M. IlloctakoBuy, T. MbiH6aeB, @. MaHcypos, P. Map-
ThIHOB, A. Kai, K. Ap6ersin, A. Bopeiiko, B. 3uBa u ap.
[MaprHepamu A. MaccapcKoro B aHCaMOIAX ObLIM
TaKkye BbIAAIOIIMECS] MY3bIKAHTbI COBPEMEHHOCTH,
Kak M. Aprepux, 3. Bpow, JI. Ucakanze, II. MuHI,
C. Cragnep, A. PynyH.

My3bIKaHT C YCIIEXOM MCIIOMHSIET KaK KIaccu-
YecKMii, Tak M COBPeMEeHHbIi perepryap, COTPYA-
HMYAJ C TAKMMM BBIZAOMIMMMCS KOMIIO3UTOPaMM,
Kak Apanos, Cronumckuii, LipiToBuy, [leHmeperikuii
u Ip.

C 1990 roma A. Maccapckuii BefieT Crieluab-

HBII Kiacc BuonoHuenu B CaHKT-IleTepOyprckoii KoHcepBaTopuy. MHOIVE U3 €ro CTy-
NIeHTOB, ellle y4ach B KOHCePBATOPUH, CTa/IM JlaypeaTaMy MeXIyHapOIHbIX KOHKYPCOB.
B 2004 rony A. MaccapckoMy ITPYCBOEHO TIOUETHOe 3BaHMe «3aCTysKeHHbI apTUCT

Poccuiickoit ®enepanym».
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Shostakovich will dedicate his Piano trio No. 2 in E minor (in four movements -
Andante - Moderato, Allegro con brio, Largo, Allegretto), Op. 67, to the memory
of Ivan Sollertinsky, one of his closest friends. But he didn’t know that when he informed
Isaak Glikman on 8 December 1943 about a new work he had just begun. The composer did
not suppose that his new opus would continue the domestic tradition of “memorial” trios
(following Tchaikovsky’s trio In Memory of a Great Artist and Rachmaninoff’s Elegiac Trio
in memory of Tchaikovsky) and supplement the world’s vault of in memoriam works. Four
days after Sollertinsky’s sudden passing (11 February 1944), Shostakovich, stunned by the
loss, will finish the sketches and the score of the first movement and indicate the date
in the score “15 II 1944 / Moscow”, start to outline and make a fair copy of the second
movement, and then put it off for a few months. Only in the second half of the summer
of 1944, in Ivanovo, after he recovers from the shock, he will fetch his second wind and
promptly finish the second movement (4 August), and put the date and signature at the
end of the whole score on 13 August. Shostakovich will include the dedication and title
Trio for piano, violin and cello in the ready script, already post factum! (different color of the
ink used by the composer casts no doubt on the sequence — first the sheet music, then
the execution). The absence of the ordinal No. 2 is not that surprising although Shostako-
vich composed his first trio, a in C minor one, when he was young dedicating it to his sweet-
heart Tanya Glivenko. When the composer was filling in the title sheet, it looks like he
either forgot about his fascinating yet immature firstborn, or conscientiously distanced
himself from it granting the priority to the new trio as his first and only one. It is no coin-
cidence that Shostakovich included the piece in one of the home lists of opuses under
the same name - just a trio without a number (although it wasn’t the final name as he
subsequently resorted to numeration).

Musicians later speculated that Shostakovich presumably captured Sollertinsky’s
manner of whistling in pauses between talking (the fact known from the cellist and musi-
cologist Boris Dobrokhotov’s memoirs) in the initial cello flageolets of the gloomy and con-
centrated First Movement (Andante — Moderato) with its dramatic dance surges. However,
this poetical hypothesis can hardly be confirmed - judging by the manuscripts, Shosta-
kovich was writing a clean script of the Trio almost at the same time with the sketches.
It means that he had time to include the whistling flageolets before his friend’s decease.
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Sollertinsky’s sister, on the contrary, found her brother’s portrait in a brilliant, despera-
tely impetuous and paradoxical Second Movement. Given the psychological justifiability
of such an assumption, we still should note that the composer’s script originally indicated
quite a moderate tempo of the movement — Allegro non troppo that will later be accelera-
ted (to the flashing Allegro con brio) only during the first rehearsals of the piece.

The Third Movement (Largo), a mournful lamentation, a “quiet culmination” of the
cycle written in Shostakovich’s distinctive and favorite genre of passacaglia, turns
without a pause into the finale (Allegretto), a tragic apotheosis so shrewdly named by
the contemporaries a “dance of death.” The finale is where the half-forbidden in Stalinist
Russia “Jewish theme” appears for the first time (and so powerfully) in Shostakovich’s
music. Three themes of the fourth movement refer to the Jewish tradition of klezmer
music-making — the composer’s homage to Veniamin Fleischman, one of his students who
was killed in 1941, and all the Jewish people and their culture so consistently destroyed
by the Nazi during the war (Shostakovich could hardly foresee the post-war “struggle with
cosmopolitism” in his home country). The composer worked on finishing Fleischman’s
opera Rothschild’s Violin at the same time with the first movement of the Trio and com-
pleted the instrumentation on 5 February 1944, five days before Sollertinsky’s passing.
From that moment on, Jewish folklore (and even broader, the Jewish agenda) will hold
one of the major positions in Shostakovich’s music. One way or another, disguised or not,
elements of Jewish folklore will be a part of the Unfinished Sonata for violin and piano
(1945) and, correspondingly, the Symphonic Fragment of 1945, for which Shostakovich will
borrow the theme from the Unfinished Sonata, the First Concerto for violin and orchestra
(1947-1948), the vocal cycle From Jewish Folk Poetry (1948), the Fourth Quartet (1949),
the polyphonic cycle 24 Preludes and Fugues (1950-1951), the Tenth Symphony (1953,
the theme from the Unfinished Sonata and the Symphonic Fragment will be included there
in a modified form), and a number of other works. In the second movement of the auto-
biographic Eighth Quartet (1960), Shostakovich will cite the third theme from the fourth
movement of the Trio.

The war context of the piece, the highest degree of emotional tension, an aggravated,
like in the recently finished Eighth Symphony, contrast of its movements (subdued lyricism,
startling burlesque, mournful melancholy, ecstatic despair pushed to the limit), a tragic
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message, and the Jewish theme — all that rightfully allowed the contemporaries to hear
in the Trio something incommensurably bigger than an expression of personal grief.

In 1946, the Trio in E minor, Op. 67, was awarded the Stalin Prize, though of the second
degree.

The Piano Quintet in G minor, Op. 57 (in five movements) was written in 1940. It is
Shostakovich’s last large-scale piece of the pre-war period and the first where the composer
turned to a five-movement structure (in the coming decade, Shostakovich will success-
fully apply the idea of five movements in the Eighth (1943) and Ninth (1945) symphonies,
the Third Quartet (1946) and partly in the First Violin Concerto (1948)).

Shostakovich didn’t hide from his friends the fact that the idea of writing the piano
quintet (instead of the next, second string quartet) was provoked by desire to be directly
involved in performance of his music as a pianist. It is not improbable that that desire
affected the pace of composing. According to Shostakovich’s mark on the sketch of the
first movement of the Quintet (“16 VII-16 VII 1940”), it was started and finished within
one day, although the composer came up with the concept three days earlier as he stated.
The other sketches are not dated, including those of the fourth and fifth movements, which
were considered lost for a long time and found by me at the Glinka Museum in 2004. Nev-
ertheless, we can guess the dates reading Shostakovich’s letters to Vassily Shirinsky, one
of the founders and constant member of the Beethoven Quartet (second violin): the first
two movements were finished and the third one was started by 6 August, and the exposi-
tion of the finale was completed by 11 September. Shostakovich will finish a clean copy
of the entire score and put the date on 14 September.

The stylistics of the Quintet was predetermined by the tendencies that started to show
in the sphere of culture of the pre-war USSR. The dramatic events of 1936 — the editorial
“Muddle Instead of Music” in the Pravda newspaper and the emerging “struggle with forma-
lism” that interrupted the stage life of the opera Lady Macbeth of the Mtsensk District for
decades and turned Shostakovich to a temporary pariah - forced the composer to seek after
“new ways” which presupposed optimism in music, a simplified musical language (for bet-
ter accessibility), reliance on folklore (mainly Russian lyric songs) and classical standards 15
of the past. The overwhelming success of the Fifth Symphony (1937) and, in the wake of it,
rehabilitation of its composer by the authorities allowed Shostakovich’s comeback to the
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realm of the nation’s leading composers and partial recovery of his mental and creative
equilibrium. Not surprisingly, the tiny First Quartet (1938) that followed the Fifth Sym-
phony and named by the composer a “springtime” one was filled with bright moods and
demonstrated a nearly deliberate absence of conflict.

The Piano Quintet is also commonly considered to be one of the composer’s most
harmonious works where classical clarity of the form is combined with a substance devoid
of anguish, tragic elements, covert underlying messages and concealed senses. Perhaps,
those were the undisputable merits that, in the opinion of the art functionaries, played an
important part in awarding the composer the Stalin Prize of the first degree in 1941.

In line with the tasks of the time (and his inner demand), Shostakovich turned in his
Quintet to different genre patterns of “old” music art - from a baroque “prelude and fugue”
mini-cycle (First Movement, Prelude: Lento — Poco piu mosso; Second Movement,
Fugue: Lento) and instrumental slow basso continuo aria (Fourth Movement, Inter-
mezzo: Lento) to scherzo-ism and pastorale-ism of Haydn and Beethoven (Third Move-
ment, Scherzo: Allegretto; Fifth Movement, Finale: Allegretto). The first two and
last two movements form extreme sections of the cycle, while a bravura and humorous
Beethoven-esque Scherzo plays the part of a middle contrasting movement.

A rational and intellectual element is most fully expressed in the first small cycle (the
polyphonic Prelude and Fugue). This is strict philosophizing versus a contrasting, not con-
flicting, lyrical feeling. The title thesis of the Prelude that refers us to the high figurative-
ness of Bach and Handel gives impulse to further development. The second movement
of the Prelude (the cello theme) and then a quiet, suppressed theme of the Fugue (with
Russian song elements) gradually soften the graphic strictness of the texture and allow
possibilities for an even more complete and deeper synthesis of objective and subjective.
At the same time, we can’t help but note one interesting textual detail. In accordance with
the tempo mark in the sketch — there were only a few occasions when Shostakovich decided
to specify the tempo at a very early stage of work — the Fugue initially had a Moderato
tempo, when the song roots of the Fugue were even more apparent. However, Shostakovich
later slowed a laid-back Moderato down to a static Adagio (the late editions indicate a com-
promise Lento, a tempo that presumably crystallized in the process of performing practice).
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A witty Scherzo with its unexpected hispanicisms and absence of infernality of any
sort and semantic ambivalence so characteristic for Shostakovich’s symphonic scherzos is
followed by Intermezzo, a lyrical and philosophic core of the Quintet, where the peculiarly
interpreted principles of the basso ostinato variations are implemented. The development
of two themes (the main, lyrical “Russian baroque” theme and an expressively aloof side
one enriched in the process of unfolding with crystal clear violin flageolets) leads to an
ecstatic climax. However, it dissipates as it transforms, without a pause, into an optimistic
Finale where “subjective” moods dissolve into danceable pastoral images of an “objective”
stream of life, like it’s done in terms of the “Viennese classics” (it should be noted that
Shostakovich changed the initial tempo in this movement too, now accelerating it — Mod-
erato poco Allegretto was changed into Allegretto). Echoes of the themes and musical
images from the previous movements flicker in the two main themes of the finale, and
the ingenious thematic development wears itself out in sophisticated sounds of the coda.

Shostakovich thought the work was as an artistic success. In any case, as soon as he
finished the sketches, in his letter to Shirinsky of 11 September 1940 he sort of casu-
ally mentioned with his characteristic restraint that “quintet sharply differs from quartet
by nature” and that “quintet is more serious and kind of deeper than quartet.”

Olga Digonskaya

Alexey Goribol is a pianist, cultural figure and Honoured Artist of Russia. He has per-
formed at the major philharmonic venues of Russia, European countries, USA and Japan,
recorded for the radio, released 20 CDs and taken part in the largest Russian and foreign
music festivals.

The pianist has been recognized as an outstanding master of chamber ensemble and
played at the Concertgebouw in Amsterdam, the Wigmore Hall in London, the Berliner
Philharmonie, the Gewandhaus in Leipzig, the Konzerthaus in Vienna, and the John F. Ken-
nedy Center for the Performing Arts in Washington.

Since 1989 Goribol has been an initiator and musical director of many projects linked
with the music by the outstanding Russian composer Leonid Desyatnikov. Desyatnikov’s 47
score for the film Moscow recorded under the leadership of Alexey Goribol was awarded
a grand prix of the 6" International Film and Media Music Biennale in Bonn in 2002.

2451-booklet.indd 17 16.09.16 13:14



18

2451-booklet.indd 18

In 2009 and 2010, Goribol pre-
pared and hosted thirty TV pro-
grammes as part of Channel Five’s
cycle Night on the Fifth (Night. Sound.
Goribol). From 2004 to 2007, he led
the Arts Festival in Kostomuksha,
Karelia. In 2008, he was an initia-
tor and was artistic director of two
chamber music festivals - the Levitan
Music Festival in Plyos and the Rus-
sian-Finnish Music and Poetry Fes-
tival Towards Vyborg. Goribol also
initiated in different years a number of monographic festivals dedicated to Pyotr Tchaikovsky,
Jean Sibelius, Dmitri Shostakovich and Benjamin Britten in Moscow and St. Petersburg.

Alexey Goribol has been the first performer of many works by contemporary compo-
sers, collaborating with masters such as Alexander Tchaikovsky, Georgs Pelécis, Vladimir
Martynov, Giya Kancheli, Yuri Krasavin and composers of a younger generation — Pavel
Karmanov, Vladimir Rannev, Alexey Aigui and Sergei Akhunov.

Alexey Goribol has collaborated with the Bolshoi Theatre of Russia, the Mariin-
sky Theatre, the Alexandrovsky Theatre, the Perm Opera and Ballet Theatre, the The-
atre of Nations, the Pyotr Fomenko Workshop Theatre, the Goethe Institute, the Institute
of Finland in St. Petersburg, the British Council, the Mikael Tariverdiev Foundation and
the Diana Vishneva Foundation.

Ilya Ioff was born in 1966 in Leningrad to a family of the violinist of Mravinsky’s
orchestra. When he studies at the St. Petersburg Conservatory, he attended classes of pro-
fessors Elena Komarova and Vladimir Ovcharek and proved to be a mature musician with
a fully formed wealth of technique and musical mindset.

Ioff’s outstanding personality and musical mobility attract not only listeners but also
contemporary St. Petersburg composers. He has collaborated with Boris Tishchenko, Sergei
Slonimsky, Grigory Korchmar, Leonid Desyatnikov and Nastasia Khrushcheva who often
trusted the first performance of their works to Ioff.
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As a soloist and ensemble member, Ioff has per-
formed in many countries of Europe and in America
with outstanding musicians such as Martha Argerich,
Mariss Jansons, Yuri Temirkanov, Valery Gergiev, Sergei
Stadler, Alexander Rudin, Natalia Gutman, Yulian Milkis
and others.

Ilya Ioff’s repertoire is truly enormous. He plays
works by all most significant composers in the his-
tory of music who wrote for the violin — from J.S. Bach
to Leonard Bernstein. He received a special prize of the
ARD Music Competition in Munich, Germany, and
the first prize of the Viotti International Music Competi-
tion in Vercelli, Italy.

He has led the chamber orchestra Divertissement
since 1998. The orchestra’s concerts include works from
three centuries, from Vivaldi and Bach to Martynov and
Chaplin. Such a range and sound “pantophagy” of the
orchestra have won well-deserved fame with the Rus-
sian, European, Japanese and American audiences.

Apart from the performing activities, Ilya Ioff leads a violin class at the St. Petersburg
Conservatory being an associate professor.

Toff was awarded the title of Honoured Artist of Russia in 2002, and received the Prize
of the Government of St. Petersburg in 2013. He is an honorary member of the St. Peters-
burg Philharmonic Society.

Lidiya Kovalenko was born in Novosibirsk and graduated from the St. Petersburg
Conservatory (professors Elena Komarova, Alexander Yuriev and Mikhail Gantvarg). She
is a prize winner of the IX All-Russian Violin Competition and the International Shostako-
vich Competition in Hannover, Germany, where she received an award for best perfor-
mance of Shostakovich’s music. 19
Lidiya is an active concert performer playing solo and chamber programmes in the ci-
ties of Russia (Samara, Volgograd, Krasnoyarsk, Kislovodsk, Saratov, Arkhangelsk etc),

2451-booklet.indd 19 16.09.16 13:14



20

2451-booklet.indd 20

at the halls of the Shostakovich St. Petersburg Phil-
harmonic Society and other concert venues of St.
Petersburg. She is one of the city’s most notable
musicians.

The violinist has toured both as a soloist and
a member of the St. Petersburg Chamber Soloists
in the countries of Europe (Belgium, France, Italy,
Spain and Germany) and in Japan, China and Brazil.
She is also a concertmaster for the string ensemble
Divertissement and teaches at the St. Petersburg
Conservatory.

Lately she has performed not only as a violi-
nist but also as a violist in various chamber line-ups
with the likes of Sergei Stadler, Ilya Ioff, Igor Uriash,
Alexey Massarsky, Alexander Bachl, Francesco Fiore,
Mario Brunello, Silvia Chiesa and others.

Andrey Dogadin started his performing career
when he was a student of the St. Petersburg Conser-
vatory under professor Yuri Kramarov. After his passing, Dogadin continued his studies and
completed a post-graduate course under professor Vladimir Stopichev.

From 1986 to 1995, he was a member of the quartet St. Petersburg that won prizes
of the III All-Union Competition of String Quartets (Voronezh, 1986, the 1% prize) and
several international competitions — the Shostakovich Competition (St. Petersburg, 1986,
the 3" prize and a special prize for the best performance of an obligatory piece), the Min-on
International Competition of Chamber Ensembles in Tokyo (1989, a silver medal and a spe-
cial prize), the Vittorio Gui International Chamber Music Competition in Florence (1989,
Grand Prix and two special prizes), the International Chamber Music Competition in Mel-
bourne (1991, the 1% prize and Grand Prix).

Dogadin has been a concertmaster for the viola section of the Honoured Company
of Russia of the Academic Symphony Orchestra of the St. Petersburg Shostakovich Phil-
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harmonic Society since 1995. As a soloist, he has
performed with this and other Russian and foreign
orchestras conducted by Nikolai Alexeyev, Alexander
Dmitriyev, Yuri Simonov, Sergei Stadler, Leo Kramer,
Gerd Albrecht, Pawel Kotla, Giuseppe Sabbatini,
Dmitri Liss, Anu Tali, Robert Trory, Andris Nelsons
and others.

The musician devotes much attention to cham-
ber music playing sonata cycles and taking part
in various instrumental ensembles. He has been an
ensemble partner for Tatiana Nikolayeva, Andrey
Gavrilov, Elena Shafran, Tamara Fidler, Pavel
Yegorov, Nikolai Lugansky, Lyudmila Berlinskaya,
Levon Ambartsumian, Mikhail Gantvarg, Sergei Gir-
shenko, Ilya Ioff, Sergei Levitin, Alexander Knyazev,
Alexander Rudin, Natalia Gutman, Sergei Roldugin,
the Taneyev Quartet, the Lark Quartet, the Pittsburg
Piano Trio and many others.

Dogadin has toured in the cities of Russia and overseas as a soloist and ensemble
member.

He has taught at the St. Petersburg Conservatory since 1986. Today, he is a professor
of the violin and viola department. He has held masterclasses in Russian and abroad,
and represented St. Petersburg during the days of the city’s culture in Milan and Buenos
Aires.

In 2003, Andrey Dogadin was awarded the honorary title of Honoured Artist of the
Russian Federation by the Edict of the President of the Russian Federation.

Alexey Massarsky was born in 1965 to a family of musicians. He graduated from
the St. Petersburg Conservatory in 1990 where he majored in cello. When he was a se-  5¢
cond-year student in 1987, he received a prize of the International Cello Competition
in Markneukirchen, Germany. From that time on he has been an active concert performer.

2451-booklet.indd 21 16.09.16 13:15



22

2451-booklet.indd 22

A pupil of the outstanding musician and pro-
fessor Anatoly Nikitin, he inherited the best tradi-
tions of the universally recognized St. Petersburg
cello school. When he was in his fifth year in 1990,
he won a prize of the International cello Compe-
tition in Belgrade, former Yugoslavia. In the same
year, he took part in the IX Tchaikovsky Inter-
national Competition in Moscow, where he also
received a prize.

Massarsky is an active solo and ensemble per-
former having played at the best Russian and foreign
venues to great success. A possessor of an enormous
repertoire, he is known for his talented interpreta-
tions, expressive sound and brilliant technique. Mas-
sarsky has been a participant of festival programmes
in Japan, America, South Korea, France, Austria,
Switzerland, Germany, Italy, Finland, Poland, Lithu-
ania and Denmark.

He has collaborated with renowned conductors such as Ilya Mussin, Vladislav Cher-
nushenko, Mariss Jansons, Saulius Sondeckis, Juozas Domarkas, Maxim Shostakovich,
Timur Mynbayev, Fuat Mansurov, Ravil Martynov, Arnold Katz, Konstantin Orbelian,
Andrey Boreiko, Vladimir Ziva and others. Martha Argerich, Zakhar Bron, Liana Isakadze,
Shlomo Mintz, Sergei Stadler, Alexander Rudin and other outstanding musicians of today
have been Massarsky’s ensemble partners.

The musician is equally successful at performing both classical and contemporary
works and has collaborated with prominent composers, including Boris Arapov, Sergei
Slonimsky, Vladimir Tsytovich and Krzysztof Penderecki.

Massarsky has led a special cello class at the St. Petersburg Conservatory since 1990.
Many of his students became prize winners of international competitions when they stu-
died at the conservatory.

In 2004, Massarsky was given the title of Honoured Artist of Russin Federation.
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Ovutpuii llocTakoBua
Tpuo ISt CKPUTIKK, BUOJIOHYeNU U dhopTenaHo N2 2 My MUHOP, COY. 67

1 L. Andante—-Moderato . . . . .. .. . . it 7.35
2 ILAIleGronontroppo. . . . v v v v v v e e e e e e e e e 3.18
3 IILLArg0 . . v v o e e e e e e e e e e e e e e e 4.40
4 IV.Allegretto. . . . . . . . .. 11.45
KBMHTET [/ IBYX CKPUITOK, &TbTa, BUOJIOHYENN U GOPTENaHO COlMb MUHOD, COY. 57
5 1. Prelude.Lento - poco piumosso-Lento. . . . ... ............ 4.24
6 ILLFugue.Adagio. . . . . . . . . i i 11.12
7 L Scherzo.Allegretto . . . . . ... ... .. .. ... 3.57
8 IV.Intermezzo.Lento. . . . . . . . . . . . e 6.23
9 V.Finale.Allegretto. . . . . . ... .. ... . 7.05

O6ee Bpems: 60.25

Anekceit Topubons, popmenuaro
Unbs Nodd, ckpunka

Jnpus KosaneHko, ckpunka (5-9)
Auppeit loragus, anem (5-9)
Anekceii Maccapckuii, 6uonoHuens

3amch KBuHTETa TPOM3BEIeHa 10 M3HaHuI0 «[0CyIapCTBeHHOEe MY3bIKaIbHOE
U3JaTenbcTBO» 1956 roga

3anmch 2006 .
3ByKopexuccepsl: B. [InuHoB (1-4), A. BapamkuH (5-9)

PykoBoguTens npoekra — K. AGpaMsiH
Penaxrop — T. KazapHoBcKkas

Iu3aitx — . KpiokoB

MeHepnykep npoekrta — M. JIbirnHa
[TepeBop — H. Ky3Henos

B odopmienuu ncronbzosana kaptuHa A.H. Kosnosa «Moct uepes SIy3y», 1934.
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