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AHTOH I'prropseBud PyOMHINITE/IH — KOMIIO3UTOP U M€aror, MMaHuCT
U OUpVIKeD, 00IeCTBEHHBIN AesTenb U GuianTpor. «Laps ecex nuaHucmos»,
«(popmenuaHHblii 1€6», «gcecokpywaowuti matigpyn», «ypazav». OCHOBaTelb
rnepsoii B Poccuu KoHCcepBaTOpMM, OpraHm3aTop PyccKOro My3bpIiKaJabHOTO
0611IecTBa 1 COGCTBEHHOTO I[MK/IA MCTOPUYECKUX KOHIIEPTOB, OH CUUTA, UTO
«apmucm 6 ceoem uckyccmee 00JIHeH ymems 8ce» U «He JoJHeH usdbupams cebe
KaK #U3HEeHHOe Npu3eaHue moJibko 00uH pod <...> UCKyccmea».

Py6uHIITeltH BBEJ s)kaHP CMMGOHUY B PYCCKYIO MY3BIKY, HO He ero 3acayTu
BOILIY B McTOpMio. OGydyaBIIMiics 3a py6eskoM KOMIIO3UTOP BIIUTAI JIyUIlne
JOOCTVKEeHMS 3aTIaIHOEBPOIeCKOM My3bIKM ¥ TOHMMAaJ cCMMGOHMIO KaK Tpa-
OULMOHHBIN KaHp. C HUM He MOIJIM COTTIaCUThCS UleHbl «MOorydeil Kydkim»,
MPUBHECIIME B aKaJeMUUYeCKYI0 MYy3bIKy XapaKTepHble YepPThbl U IPUeMbl
pasBUTUS PyCCKOM HapomHo rmecHu. CiiaBbl CO3aTe sl IIepBOI PyCCKOM
cMbOHUY YAOCTOMIIUCH MOpPCKOit oduiiep Hukomnait Pumckuii-Kopcakos,
Ha IipeMbepe CBOero Npou3BeAeHNs BblllleIlIii Ha MTOKJIOHbI B BOEHHOM
CIOPTYKe, M XUMUK-OpraHuk Anekcanap bopoauu. OnHako KOHOpOHTALS
Py6uHIIITEelIHA, M3y4YaBIIEro TEOPUIO MYy3bIKM y ITpodeccuoHana 3urdpuaa
IleHa, 1 «<KyUYKUCTOB», He 3HABIIMX Ha3BaHMS aKKOPA 0B, BCKOpe ucueprana
cebs1. Eciiu B 1860-e rogbl 6aakmupeBIIbl TPUAYMbBIBAIN IUPEKTOPY TTEPBOIA
B Poccuut koHcepBaTopuu 06MAHbIE TTPO3BUIIA, TO MTO3KE TOBOPWIIM O HEM Kak
0 «Pybure munom» (Mycoprckuit), «do6pom manom u cumnamuyHom» (bamaxku-
peB). «[opsu 0o npesecmu, #ueotl U OMMeHHbLU XYyOOHCHUK», — Pe3IOMUPOBA
«MycopsiHMH», eKO€e ITepO KOTOPOTO B MHBIX CJIy4asiX He IIaiMI0 HUKOTO.

B 1880 romy PyGMHIIITEIH IO, BAMSHUEM MEeTePOYPrCKOT0 My3bIKaJlb-
HOTO KpykKa nuiiet [IaTyo cuMdOHMIO ¢ OITOPOii Ha HAPOIHbIN Tema-
TU3M, 332 UTO OHa I1OJTy4YnsIa Ha3BaHue «PyCcCKoii». B 3TO BpeMsi KOMIIO3UTOPD
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TSDKEJIO TepeskuBall 3arpet cBoel ornepsl «Kyrer KamaimiHMKOB», CHATOM
C periepryapa MapmumnHCKOro TeaTpa Ioc/ie OByX IpencrasieHuii. Heynaua
He BbI3BajIa TBOPUYECKOTO MOTYaHusI PyOuHIIITeliHA, HO, HAIIPOTUB, BHIHY-
IUJIa ero C HeoObIYATHO MHTEeHCUBHOCTHIO IPUHSITHCS 3a eno. Hag HOBbIM
Mpou3BeleHeM KOMITO3UTOP paboTan B MaJeHbKO KOMHATKe, pacIo-
JIO)KEHHOJi Ha caMOM BepXy BOCbMMYTO/IbHO 6amHu. B 1874 romy apTuct
npuobpen B IleTeprode oM c cazom 1 BbIOpas cebe camoe yeIMHEHHOe
roMelleHue 1151 paboThl. B ero kabMHeT Besla BUTas epeBsiHHAs JIeCTHUIIA,
MacTepa BCTpeuasa 06CTaHOBKA, IMILIeHHAs! POCKOILN: YePHbBIN posiib «bek-
Kep», CTOJ, TJIeTeHOE KPecsio, HeCKOJIbKO CTY/IbeB, AMBAaH, KHMKHAS M1OKa
Y YTPaTUBILMIA SIPKOCTD KOBeP. VI3 OKOH KOMIIO3UTOP BUIET POBHYIO ITOBEPX-
HOCTb @MHCKOTO 3a/1MBa; OTKPBITOE OKHO HAIOJITO CTAJIO ISl HETO CII0CO60M
co3epliaHus IPUPOIbI, HACTAKIEHWS ee KpacoTo. banskue noam yrpekann
3aTBOPHMKA B OTCYTCTBMM MHTEPECA K IIPOTy/IKaM, HO UMEHHO B TUILIM Kabu-
HeTa PyOuHIITelH cO35aBajl CBOYM IVIaBHbIE COUMHEHMSI.

CospgaBas Pycckyto cuMdoHmio, PyouHIIITeTH OTHOCWIICS K (OTTBKIOPY Kak
€BpOITeiicKM 06pa30BaHHbBIV My3bIKaHT, TOCTUTIINI IPEMYIPOCTY KOHTpa-
MMyHKTa. B HayajbHBIX TAKTaX KOMIIO3UTOP (aKTUYECKU IUTUPYET IIPOJIOT
K «bopucy l'omyHoBy» Mycoprckoro, HO pa3BMBaeT TeMy Ha 3alaJHblil MaHep;
PYCCKYI0O MeJIOAMIO BO BTOPOIT YaCTU KJIaJleT B OCHOBY YUeHOTO (pyraro;
B HapOJHbIe HaMeBbl BKAKYAET XpOMaTUUECKMe XO/Ibl, HECBOVICTBEHHbIE
pycckomy donbkaopy. B kpaitHuX paspaenax ckepio (BTOpasi 4acTb) BBO-
IUT KOHTPACTHBI HAUTPBIII TATAPCKOTO MPOUCXOXKAEHMS, KOTOPbIN OH
TIOJIyYMJT OT TIposkuBaBieil B Kppimy cectpbl Codbu I'puropbeBHbI. ITom06-
HOe obpalleHKe C HAPOJHBIM MaTEPUAIIOM He MOIJIO U30eKaTh CypOBOit
OLIEHKM PelleH3eHTOB, UAeiHO 6M3KuX «Moryueil Kyuke». My3bIKaJbHbIe

0603peBaTesy He KaJIey BbIPAsKEHMIT B OMMCAHUM «TICEBIOPYCCKOTO» CTUIIS
cuMmdoHMUM, «6€3BKYCHOTO» (Sic!) cormocTaBieHus MPOTSIKHOM U TUISICOBOI
TeCHY B MepBOJi YaCTH.

[TpenmocnenHsis cuMdoHust PyouHIITeTHA e/iCTBUTEIBHO MOXKET ITOKa-
3aThCS CTyIIATENI0 6J1eTHOBATOI M0 CTUJTIO, Jaske HeCAMOCTOSITE/TbHOIA.
3aBoeBaB MpU3HaHME KaK MMAHUCT U AUPMKep, PyOuHIITElH, OIHAKO,
He BBIJeJISIICS Cpefy COBpeMEeHHMKOB HOBATOPCKUM CTUIEM B KOMITO3M-
I[MU: OH OBLT CKOpee MpOoIo/KaTeIeM TPaAUIMii, UeM X HUCIIpOBeprarTe-
seM. CiymiaTeny BUAE/IN B HEM JOCTOMHOTO IpeeMHMKa beTxoBeHa, caM OH
MBbICII cebst My3bIKa/IbHBIM HacsiemHuKoM Illybeprta u IlloneHa, a coBpe-
MEHHYI0 eMy MY3bIKY CPAaBHUBAJI C SIPKUM JIEKTPUYECKMUM CBETOM, He 1a0-
UMM HaCTOSILIErO OTHS. B OTBeT Ha yIpeKky B OTCYTCTBUM KOMIIO3UTOPCKOI
MHIVBUIYAJTbHOCTY MY3bIKaHT BO3PasKasl, UTO Ha 001I[Me YePThl My3bIKaJIb-
HOTO CTUJISI «<HAJ0 CMOMpems KAk Ha CIy4atiHoCmb, KaK Ha mo, 4mo 08a 4eso-
geka mMozym noxodums opyz Ha 0pyaa, 808ce Npu 3mMom He 6yoyuu 8 podcmee».
He Bce mpousBeneHust PyouHIITEiHA BOIIUIM B MUPOBOJ periepryap. Pa3-
MBIIIISISE O TIPUPOAE MY3bIKAIbHOTO MCKYCCTBA, KOMITO3UTOP BBIZEJSI ABa
TUTIA XYAOXKHUKOB: OJTHU BCIO )KM3Hb COBEPIEHCTBYIOT eMHCTBEHHOE MPO-
M3BeIeHMe, IpyTie CO30al0T MHOXECTBO paboT, nanekux ot uaeasna. Cebs
OH OTHOCUJI K OCJIEAHUM. B CIICOK eT0o Mpou3BeeHN i BXOISIT TPUHAAIIATh
orep, MSITh OPaTOPUIA, IecTb CUM@POHMIA, TIATh GOPTEIMaHHBIX KOHIIEPTOB,
60s1ee COTHY pPOMaHCOB, HECKOJIBKO COHAT, KaMepHast My3bIka; Ko He 6e3
MPOHUY 3aMETUJI, UTO «N00 MsAMECMbI0 COHUHEHULI PyouHwmetina eHymcs
NOJIKU MY3bIKAIbHBIX MA2A3UHOB».

Ho He GyzmeM CTOJIb CTPOTH K Kiaccuky XIX Beka. B my3bike PyouH-
urreiiHa, u B [IToit cuMdoOHMM B YaCTHOCTH, TIPUBJIEKaeT IMpeX/ae BCero



I'eopruii CBUpH10B

Pomancwvi
U necHu

caMo03a0BeHHasl YBJI€UeHHOCTh KOMIIO3UTOPA, €r0 Bepa B CUITy MCKYCCTBA,
CIIoCco6HOT0 M3MeHUTh MUp. Kazanock, OH HMUEM He MHTepPeCcoBasICs, KpOMe
uckyccrsa. Hukonait Pumckuii-KopcakoB BCIIOMMHAI O HEM, KakK O YeJIOBeKe,
CITIOCOOHOM ITPOITYCTUTD KOHEI] CBETAa, €C/IM Ha IMIOIUTPE ero POSIS HaXO[M -
nach MHTepecHast dyra: «...OH, HagepHoe, He MPOHYJICS Obl C Mecma u moJibKo
paccesHHo 803pasu Osl: “3Har, Xopowo, celiuac, datime monvKo OKOHUUMb ».
CaMoe COKpOBEHHOE U oporoe PyOMHINITENH SIpPOCTHO 3aIuIIa OT JII0e,
CUMTABIIMX MY3BIKY pa3BjieueHeM U IIPUSITHBIM BPeMSIIPEeIPOBOXKIEHNEM.
CaMOOTBepP>)KeHHOCTb YeJl0oBeKa, Ha3bIBaBIIIero cCaMbIM OJIM3KMUM APYTroM
Ye/IoBeKa UHCTPYMEHTAIbHYI0 MY3bIKY, HE MOKET He TIOKOPSITh.
HecmoTps Ha cTOb pe3kue CyXKIeHUsl, BbBICKa3aHHBIE B aJipec CBOein
MY3bIKM, PyOUHIIITETH HEOJHOKPATHO BKIIOYAJ «Pycckyio cum@oHmio»
B IPOTpaMMbl CBOMX AVPUKEPCKUX BBICTYILIeHMI. [Tocie meTepOyprckoii
TpeMbePbI aBTOP UCTIONMHSI ITpon3sBeneHue B Koponesckom Teatpe «KoBeHT-
lapoen», nenmnuurckom ['eBaHaxay3e, Mapv>kCKOM 3ajie Jpapa, Ha KOHIIEePT-
HbIX TUTomaaKax bepnuna, KénpHa. B 1885 rogy cumdonmeit nyupkupoBat
T'aHc ¢oH BrooB, MpMOBIBILNMIL B CTOMITY 110 IIPUTJIAIIIEHNIO PycCKOTO My3bI-
KaJIbHOTO 06111ecTBa. YeThbIpe rofia CITyCTs Ha IMpa3gHUYHOM KOHIIEpTe 10 CITy-
Yalo MATUIECITUIETHETO I06MIesT TBOPUECKOI IeSITeIbHOCTY PyOuHIIITETHA
[Taras cumdonHus npo3Bydasa rnog ynpasieHuem [letpa YaitkoBCKOro.
Bynyun KOHIIEPTUPYIOIIMM ITMaHUCTOM U AUPUKEPOM, PyOuHIIITETH
MPUBETCTBOBAJ BO3MOKHOCTb MHTEPIIpeTalii, COTBOPUYECTBA VCIIOIHM-
Tesst M KoMro3uTopa. OH He comIammascs ¢ GIM3KUMU APY3bIMU YIIEeIIINX
13 >XKM3HU KOMIIO3UTOPOB, KOTOPbIE C/bIIIAIN TPOM3BeIeHNS B UCIIOTHEHUN
CaMoro aBTOPa, a IOTOMY YIIPSIMO BO3paXkai IMPOTMUB HOBOJ TpakTOBKM. Kak
KOMITO3UTOP, OHAKO, PyOuHIIITEliH TPpe6oBal HEYKOCHUTEIbHOTO C/Ie0BaHMS
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COOCTBEHHBIM YKAa3aHMSIM U B IIYTKY IIpeJjiaraji IpecieoBaTh HApyIInuTe-
Jievi aBTOPCKO¥ BOMM B CyIeOHOM TTOPSIIKe («3auem opuchpydeHyus He pac-
npocmpaxeHa u Ha 80npocsl 00 uckyccmee?»). Ero cobCTBEHHYIO OVPYKEPCKYIO
MaHepy OT/IMUYajia TOUHasI Iepemaya IeJIoro IMpy He3HAUUTEIbHO ITpopa-
60TKe yacTHOCTeii. OpKecTp, 110 ero MHEHMIO, He IO/DKEeH COCTOSITh 13 BbIIA0-
IIMXCST MY3BIKAHTOB, «Be/IUKUX APMUCMOB», HO TOJDKEH Kak Obl «<npedcmasnsime
€06010 OYK8bL, KOMOopble COCMAsgiom c1080 “apmucm”». PyTUHHBIM OPKeCTPO-
BBIM peneTUIsIM PyOUHIITEH MPeouYnTal BAOXHOBEHHOE TBOPUECTBO
Ha CIleHe, TTI03TOMY He BCera IoABepras IeTaau JOJKHO OTIesKe.

B Hame Bpems IIaTast ciM@OHMS CYIIECTBYET B HECKOJIbKMX 3aIMCSX,
13 KOTOPBIX Hanbojee yIauHbIM HPeACTaBISIeTCSI MCIIOJTHEHME COBET-
CKoro aupuskepa BajmeHTuHa 3BepeBa. Ero TpakTOBKa OTIMYAETCS 0COOBIM



BHMMAaHMEM K TpYIITe JepPeBIHHBIX TYXOBbIX MHCTPYMEHTOB. My3bIKaHT
OKOHYMJI JIeHMHT'PaJICKyI0 KOHCepBaTOpuio Kak deituct (knacc Mocuda
sIHyca) 1 IpoJoIKUI 06yueHue B KJlacce OrepHo-CUM(OHNUECKOTO AVPUKIA-
poBanus 0pust Temupkanosa. [TopaboTas cHavyasia B opkectpe JleHMHTpaz-
CKoro TeaTpa orepsl 1 6anera umenu C. M. Kuposa, a 3atem B [ocopkectpe
niop, ynpasieHueM EBrenust CBeTiaHOBa, BUPTYO3 U3YUMIT OPKECTD UBHYTPU.
B 1987 rony, korma Obliia caeaHa 3anuch, 3BepeB ObLI COMMCTOM U acCH-
creHTOM Bnagumupa ®@enoceeBa B bonbiioMm cuMbOHMUECKOM OpKeCTpe
LleHTpa/nbHOTO TeNleBUaAeHMS 1 Bcecor3Horo pagno. MascTpo, IMYHO IIPU-
IJIaCUBILNIL €T0 B KOJUIEKTUB, OT3bIBAJICS O HEM KaK 00 «uHmepecHetiwem
MY3blKAHMe», TIIaBHBIM IOCTOMHCTBOM KOTOPOTO ObLIa «XyJ0MeCm8eHHOCNb
UCNOJIHEHUS U UPe38bIUAliHO WUPOKAS WMPUX08dsl U 36YK08Asl NAIUmMpa».

B apxuBHOII 3anucy 3BepeB BBICTYIIAeT He TOJbKO B KaueCTBE PYKO-
BOAUTEJISI OPKECTPa, HO U B KauecTBe conucta: [Igras cogepXuT Hemano
(eitTOBBIX COMO, U €e BbIOOP KaskeTCsl HeCaydaiiHbIM. [Ipuiiach KCTaTu
0COOEHHOCTb OPKECTPOBKM ITPOM3BEIEHNS: B COCTaBe Majoro cuMgpoHnye-
CKOTO OpKecTpa PyOMHINITE!TH BbIZeisieT obasiTeTbHbIe KaMePHbIE aHCAMOJIH,
3Byuaniue 6e3 compoBoxkaeHus. TakoBo Hayayio cuMdOHMH, TOOOYHAs Tap-
TUS TIEPBOJ YaCTH, I7IaBHAS TeMa TpeTheii U T. 1. 3/1eCb 3BepeB MMes BO3-
MOSKHOCTb ITPUMMEHUTD BECh CBO¥ OTIBIT MY3UIIMPOBAaHMS B aHCcaMbJie, rae
OH Bcerga ObL IMIepOM: KBMHTET apTUCTOB opKecTpa KMpoBCKOTO Tea-
Tpa C ero yuactuem B 1966 rogy BbIUTpaj MPeCTWKHbIN MexkIyHapOoaHbIi
MY3bIKaJAbHBI KOHKYPC ARD B MioHXeHe. My3BIKaHT TaKXe y4aCcTBOBa
B ucnojgHeHny KBunrera PyouninreiiHa ajis ¢popremnmaHo, GaeiiThl, Kiaap-
HeTa, BAJITOPHBI U ¢arora.

Anuca HacubynuHa

BanenTun 3Bepes poauics B UumkeHTe (Kazaxcran). B 1960 romy
OKOHUMJI BopoHekcKoe My3bIKaabHOe yuniuile, B 1965 rony — JleHuH-
rpaZCcKylo rocygapCTBeHHYI0 KoHcepBaTopuio mMmeHu H. A. Pumckoro-
Kopcaxkosa no cneninanbHOocTU «@neiita» (kiacc Mocuda Sdnyca). Tam ke
B 1984 romy npoiiien Kypc onepHoO-cuM@OHMYECKOTO AMPUXKUPOBAHMS
y I0pus TemupkaHosa.

Jlaypeat Bcecor3HOro KOHKypca My3bIKaHTOB-UCIIOJHUTENel B JIeHUH-
rpaze (II mpemus, 1963), MexxayHapogHOT0 KOHKypca «IIpaxkckass BeCHa»
(I mpemus, 1968), MexxmyHapOgHOTI0 KOHKypca ¢uieiTuCcTOB B MIOHXeHe
(I mpemus, 1970). B cocTaBe IyxOBOr0o KBUMHTETA JIEHMHIPAACKOIO rocyaap-
CTBEHHOT'0 aKaJeMMUYeCKOTo TeaTpa ornepsl 1 6anera mmenu C. M. Kuposa
3aBoeBai I mpemuto Ha MexxgpyHapogHoM KOHKypce ARD B MionxeHe (1966).

B 1998-2005 rogax — nmpodeccop CeyabCKOTO apT-lieHTpa B Pecrrybimke
Kopest. B 2005-2011 rogax — mpernomaBaTesib Kadeqpsl JepeBSIHHbBIX TYXO0-
BBIX ¥ YOAPHBIX MHCTPYMEHTOB MOCKOBCKOI TOCyIapCTBEHHO KOHCepBa-
topuu umenu I1. M. YaiikoBckoro, ¢ 2009 roma — crapiuimii mpenogaBaTeb.

Bonbinoit cumdoHnueckuii opkectp LleHTpasIbHOTO TeleBUaEHUS
u Bcecoro3Horo paamo, HbiHe Bosbiioii cuMdOoHMYeCKMit OpKeCcTp MUMeHU
[1.U. YarikoBckoro, ocHoBaH B 1930 roay. Ero rmaBHbIMY IMpPUKepaMu B pa3-
Hoe BpeMs 01 Antekcauap OpnoB, Hukonaii 'onoBaHoB, Anekcanap l'ayk,
lennanuii PoxxmecrBeHckuii. C 1974 roma mo HacTosuee BpeMsi XyIoxKe-
CTBEHHBIM PYKOBOJMTEIEM OpKecTpa sBiseTcs Bnagumup denocees, BO3-
IaBJISTIOINI KOJUTEKTUB Oosiee momyBeKa. B 1993 romy opkecTpy MpucBOeHO
umst TTetpa YaiikoBckoro. B suBape 2025 roga no npuriaiieHnto Bnagyumupa
®enoceesa maBHbIM Aupmkepom BCO cranm ApceHTnit TKaueHKO.



Anton Grigoryevich Rubinstein was a composer, teacher, pianist,
conductor, public figure, and philanthropist. He was known as “the king of
all pianists,” “the lion of the piano,” “the all-crushing typhoon,” and “the
hurricane.” The founder of Russia’s first conservatory and organizer of the
Russian Musical Society and his own series of historic concerts, he believed
that “an artist must be able to do everything in his art” and “should not
choose only one kind [...] of art as his calling in life.”

Rubinstein introduced the symphony genre to Russian music, but it was
not his outstanding service that made history. As a composer who studied
abroad, he absorbed the best achievements of Western European music and
saw the symphony as a traditional genre. However, the members of The Five,
who introduced features and techniques from the development of Russian
folk song into classical music, disagreed with him. The credit for creating the
first Russian symphony belongs to naval officer Nikolai Rimsky-Korsakov,
who took his bows at the premiere of his work in a military frock coat, and
to organic chemist Alexander Borodin. The Five refused to recognize the
musician who signed his name in German as a Russian composer. César
Cui asserted that “considering both the form and content of his works, he
[Rubinstein] should be classified as a Western, not a Russian, composer.” The
verdict of Vladimir Stasov, the mind behind The Five, was categorical: “There
is as much ‘Russian’ here as there could be in any random composition by
any foreigner addressing a Russian theme.”

In 1880, under the influence of the St.Petersburg musical circle, Rubinstein
wrote his Fifth Symphony. It drew on folk themes and earned the moniker
“Russian.” At the time, the composer was deeply distressed by the ban of
his opera The Merchant Kalashnikov, which was removed from the Mariinsky

» «

AHmMOoH PybuHwmetix
Bepnun, emopas nonosuHa XIX eeka

Anton Rubinstein
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Theater’s repertoire after only two performances. However, this failure did
not lead Rubinstein to stop composing. On the contrary, it encouraged him
to work with even more intensity. He worked on the new composition in
a small room at the top of an octagonal tower. In 1874, the artist purchased
a house with a garden in Peterhof and chose the most secluded room as his
workspace. A spiral wooden staircase led up to his study. Upon entering, the
master was greeted by a setting devoid of luxury: a black Becker grand piano,
a table, a wicker armchair, several chairs, a sofa, a bookshelf, and a faded
carpet. From the windows, the composer could gaze out onto the flat expanse
of the Gulf of Finland. An open window became his way of contemplating
nature and enjoying its beauty. Those close to him reproached the recluse
for his lack of interest in going for walks, but in the quiet solitude of his
study, Rubinstein created his major works.

Listening to the Fifth Symphony, one can understand why the
St.Petersburg critics were dissatisfied. The opening bars are actually a quote
from the prologue of Mussorgsky’s Boris Godunov, but the theme develops
in a Western manner. In the second movement, he uses a Russian melody
as the basis for a fugato. However, the folk tunes include chromatic turns
that are not typical of Russian folklore. In the extreme sections, the scherzo
(the second movement) introduces a contrasting melody of Tatar origin
that he learned from his sister, Sofia Grigoryevna, who lived in Crimea.
This treatment of folk material could not escape the harsh criticism of
the reviewers who were ideologically aligned with The Five. The music
critics spared no expressions in describing the “pseudo-Russian” style of
the symphony and the “tasteless” juxtaposition of a drawn-out song and
a dance song in the first movement.

Rubinstein’s penultimate symphony may indeed strike listeners as rather
lackluster in style and even lacking in originality. Having won acclaim
as a pianist and conductor, Rubinstein, however, was not known for his
innovative compositional style among his contemporaries. He was more
a continuer of tradition, rather than a subversive. While listeners saw him as
a worthy successor to Beethoven, he considered himself the musical heir to
Schubert and Chopin, and compared contemporary music to a bright electric
light that produces no real fire. In response to criticism about his lack of
individuality as a composer, the musician retorted that the similarities of
his musical style “should be viewed as coincidental, as if two people could
resemble each other without being related at all.”

Not all of Rubinstein’s works have made it into the world repertoire.
Reflecting on the nature of musical art, the composer distinguished between
two types of artists: those who spend their lives perfecting a single work
and those who create numerous works that are far from ideal. He considered
himself to be one of the latter kind. His oeuvre includes thirteen operas, five
oratorios, six symphonies, five piano concertos, over a hundred romances,
several sonatas, and chamber music. Cui, not without irony, noted that “the
shelves of music stores groan under the weight of Rubinstein’s compositions.”

But let us not be so harsh on this 19th-century classic. The most appealing
aspect about Rubinstein’s music, and the Fifth Symphony in particular, is
the composer’s selfless passion for art and his belief in its power to change
the world. He seemed to be interested in nothing but art. Nikolai Rimsky-
Korsakov remembered him as a man capable of missing the end of the world
if an interesting fugue was on his music desk: “He probably wouldn’t have
moved and would only have absentmindedly retorted, ‘I know, fine, right now,
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just let me finish.”” Rubinstein fiercely defended what was most intimate and
precious from those who saw it as an entertainment and pleasant pastime.
The dedication of a man who called instrumental music man’s closest friend
is captivating.

Despite the harsh criticism of his music, Rubinstein repeatedly included
the Russian Symphony in his conducting programs. After the St.Petersburg
premiere, the composer took the work to the Royal Opera House in London,
the Gewandhaus in Leipzig, the Salle Erard in Paris, and concert venues in
Berlin and Cologne. In 1885, the symphony was conducted by Hans von
Biilow, who came to the capital at the invitation of the Russian Musical
Society. Four years later, at a gala concert celebrating the fiftieth anniversary
of Rubinstein’s career, the Fifth Symphony was performed under the baton
of Pyotr Tchaikovsky.

As a concert pianist and conductor, Rubinstein welcomed the opportunity
for interpretation, a co-creation between the performer and the composer.
He disagreed with close friends of deceased composers who had heard their
works performed by the composers themselves and therefore stubbornly
opposed new interpretations. However, as a composer, Rubinstein required
strict adherence to his own instructions and jokingly suggested prosecuting
those who disregarded the composer’s wishes (“Why isn’t law applied
to matters of art?”). His conducting style was distinguished by a precise
rendition of the whole with minimal attention to detail. In his opinion, an
orchestra should not consist of outstanding musicians, “great artists,” but
rather “represent the letters that make up the word ‘artist.”” Rubinstein
preferred inspired creativity onstage to routine orchestral rehearsals, and
therefore did not always polish details to perfection.

Anexcandp Jle6edes. «<Micmopuueckue koHyepmol A. I. Pyburwmeltina». Kapukamypa 8 exceHedenbHOM
unntocmpuposaHHom xcypHane «Ockonku». Cankm-ITemep6ype, muno-numoepagus P. Ionuke, 1886

Alexander Lebedev. “Historical Concerts of Anton Rubinstein”.
Caricature in the weekly illustrated magazine Oskolki. St. Petersburg, typolithography by R. Golike, 1886




Several recordings of the Fifth Symphony exist today. The most successful
of these is that of Soviet conductor Valentin Zverev, whose interpretation is
distinguished by his particular attention to the woodwind section. Zverev
graduated from the Leningrad Conservatory as a flutist (class of Iosif Yanus)
and continued his studies in the opera and symphony conducting class of Yuri
Temirkanov. Working first with the orchestra of the Leningrad Kirov Opera and
Ballet Theater and then with the State Orchestra conducted by Evgeny Svetlanov,
the virtuoso learned the orchestra from the inside. In 1987, when the recording
was made, Zverev was a soloist and assistant to Vladimir Fedoseyev in the Grand
Symphony Orchestra of All-Union National Radio Service and Central Television
Networks. The maestro, who personally invited Zverev to join the collective,
described him as “a most interesting musician” whose main strengths were “the
artistry of his performance and an extremely broad palette of strokes and sounds.”

In the archival recording, Zverev not only conducts the orchestra, but also
performs as a soloist. The Fifth Symphony contains numerous flute solos, so
his selection seems intentional. The orchestration of the work is particularly
appropriate, as within the small symphony line-up, Rubinstein emphasizes
charming chamber ensembles played unaccompanied. These include the opening
of the symphony, the secondary theme of the first movement, the main theme
of the third movement, and so forth. Here, Zverev had the opportunity to put
all his experience into making music in an ensemble, where he had always been
a leader. The quintet of musicians from the Kirov Theater Orchestra, which
he was part of, won the prestigious ARD International Music Competition in
Munich in 1966. The musician also performed Rubinstein’s Quintet for piano,
flute, clarinet, French horn, and bassoon.

Alisa Nasibulina

Valentin Zverev was born in Chimkent, Kazakhstan. He graduated
from the Voronezh College of Music in 1960 and from the Leningrad State
Rimsky-Korsakov Conservatory in 1965, specializing in flute under the
guidance of Iosif Yanus. There, in 1984, he also completed a course in
opera and symphony conducting with Yuri Temirkanov.

He was a prize-winner of the All-Union Competition of Performing
Musicians in Leningrad (second prize, 1963), the Prague Spring
International Competition (first prize, 1968), and the International
Flute Competition in Munich (first prize, 1970). As a member of the
wind quintet of the Leningrad State Academic Kirov Opera and Ballet
Theater, he won first prize at the ARD International Music Competition
in Munich in 1966.

From 1998 to 2005, he was a professor at the Seoul Arts Center in
the Republic of Korea. From 2005 to 2011, he was a lecturer at the
Department of Woodwind and Percussion Instruments at the Moscow
State Tchaikovsky Conservatory. Since 2009, he was a senior lecturer.

Grand Symphony Orchestra of All-Union National Radio Service
and Central Television Networks, now the Tchaikovsky Grand Symphony
Orchestra, was founded in 1930. Throughout its history, its principal
conductors were Alexander Orlov, Nikolai Golovanov, Alexander Gauk,
and Gennady Rozhdestvensky. Since 1974, Vladimir Fedoseyev has been the
orchestra’s artistic director and led the collective for over half a century. In
1993, the orchestra received its current name in honor of Pyotr Tchaikovsky.
In January 2025, Arsenty Tkachenko was appointed the principal conductor
of the Grand Symphony Orchestra at the invitation of Vladimir Fedoseyev.
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