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Tom 1
Cumdonua N2 1 pa MuHop, cou. 10

1

2
3
4

I Allegretto — Allegro NONtropPO . . . o v o v vt e 8.39
ILALEGrO . . ot e e 4.30
HLLENtO . o ot e e 10.23
IV. Allegro molto - Lento—Allegromolto . . . .. ... ... ... . 9.54

CumMdoHua N2 2 Cu Maop, cou. 14, «OKmabpio»
(cMM¢OHMYECKOE NMOCBALLIEHME C 3aKMI04MTebHBIM XOPOM Ha cnoBa A. BesbIMeHcKoro) . . . . . . 16.49

Cumdonua N° 3 Mu-6emonb Maxop, cou. 20, «Tepsomatickas» (Ha cnosa C. KupcaHosa) . . .

ObLuee Bpems: 76.38

I"ocynapcTBeHHbIN CUMOHUYECKMIA opKecTp MuHucTepeTBa KynbTypsl CCCP
Ovipmrkep — MeHHaoui PopectBeHcKuiA (1-4)

PecnybnvKaHcKan pycckas xopoas Kanenna, x/p Anekcanap 0pnos
CyMoHWUYEeCKMIA opKecTp MOCKOBCKOI FocyaapcTBeHHOM $rnapMoHMm
Oupwkep — Kvpunn Kongpatum (5, 6)

3anucu: 1984 (1-4), 1972 (5, 6) .
3ByKoperkuccepbl: C. MasyxuH (1-4), A. poccmaH (5, 6)
PemMacrepuHr — E. BapblkuHa

Volume 1

1

Symphony No. 1 in F minor, Op. 10
I Allegretto — AllegronoNtroppo . . . . . o v ot 8.39
LALEGrO . . o 4.30
HLLeNtO . o oo e 10.23
IV. Allegro molto — Lento—Allegromolto . . . .. .. ... ... . ... 9.54

2
3
4

Symphony No. 2 in B major, Op. 14, To October
(symphonic dedication with final chorus on A. Bezymensky ‘sverses) . . ... ............ 16.49

Symphony No. 3 in E-flat major, Op. 20, The First of May (verses by S. Kirsanov) . . . ... .. 26.19

Total time: 76.38

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

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

Recorded in 1984 (1-4), 1972 (5, 6).
Sound engineers: S. Pazukhin (1-4), A. Grossman (5, 6)
Remastering - E. Barykina



Tom 2
CuMdoHua N2 4 o MuHop, cou. 43

1 L Allegrettopocomoderato. . . . . .o vttt
2 1.Moderato conmoto. . . o v v vt
3 lILLargo. Allegro. . . ..o e

O6Luee BpeMs: 60.03

CvMdOHMYecKN opKecTp MOCKOBCKOI rocyaapcTBEHHOM GMUTapMOHMK
Oupwvirkep — Knpunn Kongpatumn

3anuce 1966 .
3ByKoperuccep — H. LLitunbMaH
PemactepuHr - E. bapbikuHa

.......... 8.21

Volume 2
Symphony No. 4 in C minor, Op. 43

1 L Allegrettopocomoderato. . . .. ...................
2 Il.Moderatoconmoto. . . . ... ..ot
3 lLLargo.Allegro. . . ... oo

Total time: 60.03

Moscow Philharmonic Orchestra
Conductor - Kirill Kondrashin

Recorded in 1966.
Sound engineer — N. Shtilman
Remastering - E. Barykina

.................... 8.21



Tom 3
CumMdoHua N2 5 pe MuHop, cou. 47

T LMOderato . . ..o o e 16.28
2 L ALegretto. . . . o e 5.10
3 L Largo . v o v e e e e 14.44
4 IV ALEgroNONIOPPO . & o v v e e 10.12

CuMdoHua N2 6 cu MuHop, cou. 54

DL Largo. v i e e e 16.00
6 L ALEgrO . . 5.52
T L Presto. . ..o 6.53

O6Luee BpeMs: 75.23

"ocynapcTBeHHbI akageMuyecKkuiA cumMoHndeckuin opkectp CCCP
[vpurkep — EBrenni CeetnaHos (1-4)

3acsyrKeHHbIN KonneKkTvB Poccum AkageMnieckunin CUMOHUYECKUI OpKeCTp
JleHWHrpafcKoM rocynapcTBeHHoM GunapMoHUm
[vipurkep — EBreHni MpasuHckui (5-7)

3anucu: 1977 r. (1-4), u3 bonbluoro 3ana MockoBcKom KoHcepBaTopum 27 aHBapsa 1972 1. (5-7)
3syKoperuccepbl: C. MasyxuH (1-4), N. BenpuHues (5-7)
PemactepuHr — M. MNununos

Volume 3

Symphony No. 5 in D minor, Op. 47

T LModerato . . .. o 16.28
2 dLAlegretto. . . o oo 5.10
3 L LArgo . . o e 14.44
4 IV ALEGro NONTIOPPO « & v v v e e e e e e e e 10.12

Symphony No. 6 in B minor, Op. 54

B L Largo. . .o 16.00
6 L ALEgro . . . 5.52
T L Presto. . ..ot 6.53

Total time: 75.23

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

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

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



Tom 4
CumMdonua N2 7 [lo Maop, cou. 60, «JleHuHzpadckas»

T LAlegretto . . . oo 25.48
2 Il.Moderato (poco Allegretto) . . . .. ..ot 10.05
3 ML AdagIo . . .o e 19.51
4 IV ALEgroNONIOPPO & & o v e e e e 19.09

O6Luee BpeMs: 75.08

"ocyaapcTBeHHbI cuMpoHMYecKmiA oprecTp CCCP
[vpurkep — EBrennn CeetnaHoB

3anuce 1968 .
3ByKoperuccep — A. 'poccMaH
PemactepuHr — M. MNununos

Volume 4

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

T LAlegretto . . . . oo 25.48
2 ll.Moderato (poco Allegretto) . . . . . . .o 10.05
3 LAAgIo . . o 19.51
4 IV ALEGroO NONTIOPPO « & v v v e et e e e e e e e 19.09

Total time: 75.08

The USSR State Symphony Orchestra
Conductor — Evgeny Svetlanov

Recorded in 1968.
Sound engineer — A. Grossman
Remastering — M. Pilipov



Tom 5 Volume 5

CumMdonua N2 8 no MuHop, cou. 65 Symphony No. 8 in C minor, Op. 65

T L. Adagio. Allegro nontroppo . . . . v vt i e e 2446 1 1. Adagio. Alegro NONtropPO . « .« « v v v v et e e e e e 24.46
2 L AUEGretto. . . . o et 6.09 2 L AUBGrEttO. . o v vt 6.09
3 L ALEgrO NON rOPPO « « v v v vt e e e e e e 6.18 3 L AUEGrO NONEIOPPO . « & v v et e e e e e e e 6.18
L IV Largo. . . oo e 9.46 L IV LArgo. . . oo 9.46
5 OV Alegretto. . . . o e e e 12.27 B OV Alegretto. . . . oo e 12.27
O6Luee BpeMs: 59.26 Total time: 59.26

3acsyrKeHHbIN KonneKkTvB Poccum AkageMnieckunin CUMOHUYECKUI OPKeCTp Leningrad Philharmonic Orchestra

JleHVHrpafcKol rocyaapcTBEHHOM UNapMOHUM Conductor — Yevgeny Mravinsky

[vipurkep — EBreHnin MpaBuHCKui

Recorded live at the Grand Hall of the Leningrad Philharmonic Society on February 25, 1961.
3anucb 13 Bonbluoro 3ana JleHnHrpaacKol dunapMoHum 25 despana 1961 . Sound engineer — N. Kustov
3ByKopermuccep — H. Kyctos



Tom 6
CuMdoHua N2 9 Mu-6emonb Maxxop, cou. 70

g~ W N -

L ALEgrO. . . ot e e e e 5.12
ILModerato . . . o ot e e e 7.32
I PrestO. . . v ot e e 3.00
IV argo . . v ot e e 4.05
Vo AEgretto. . . o ot e e 6.37

CumMdoHua N2 10 Mu MuHop, cou. 93

6 LModerato . .. ... 2252
/2 Y1 3.52
8 HLAlegretto . .. ..ot e 12.25
9 IV.Andante. Allegro . . . . .. e 13.04
O6Luee BpeMs: 79.01

["ocynapcTBeHHbI CUMOHMYECKMIA opKecTp MuHUcTepcTBa KynbTypsl CCCP
[vipmkep — MenHaouin PosaectBeHcKuiA (1-5)

3acsyrKeHHbIN KonneKTvB Poccun AkageMnieckuin CUMOHUYECKUI OPKeCTp
JleHWHrpafcKoM rocynapcTBeHHoM GunapMoHUm
[vpurkep — Opuin TeMmpKaHo. (6-9)

3anucu: 1983 r. (1-5), u3 bonbluoro 3ana MockoBCcKol KoHcepBaTopun 26 AHBapsa 1973 1. (6-9)
3ByKoperuccepbl: C. MasyxuH (1-5), M. KongpatumH (6-9)
PemactepuHr — M. MNununos

Volume 6

Symphony No. ¢ in E-flat major, Op. 70
LALBGro. . . o 5.12
[LModerato . . . . . .o 7.32
B Presto. . . oo 3.00
IV Largo . . o oot 4.05
Vo Alegretto. . . . o e e 6.37

g~ W NN =

Symphony No. 10 in E minor, Op. 93

6 LModerato . .. ... 2252
T AL ALEGrO . . . 3.52
8 HLAUlegretto . .. ..ot 12.25
9 IV.Andante. Allegro . . . . .. 13.04
Total time: 79.01

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

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

Recorded in 1983 (1-5), live at the Grand Hall of the Moscow Conservatory on January 26, 1973 (6-9).
Sound engineers: S. Pazukhin (1-5), P. Kondrashin (6-9)
Remastering — M. Pilipov



Tom 7
CuMdonua N2 11 conb MuHop, cou. 103, «1905 200»

1 L. «[esopyosas nmowjade». Adagio. . . . . .. ...
2 . «eeamoe aHeapa». Allegro. . . . . . . ...
3 Il «BedHaa naMame». Adagio . . . . ...
4 V. «Habam». Allegronontroppo . . . ... ot

CuMdoHua N2 12 pe MuHop, cou. 112, «1917 200»

5 . «PesosmoyuoHHbIli [lempozpad». Moderato. Allegro. . . . . .. .. ... ... ...
6 . «Paznue». Allegro. Adagio. . . . ... ... ..

O6Luee BpeMs: 70.57

"ocyaapcTBeHHbI cuMoHMYecKmiA oprecTp CCCP
[upurkep — KoHctanTuH MBaHoB (1-4)

CvMdOoHMYecKNi opKecTp MOCKOBCKOI rocyaapcTBEHHOM GUTapMOHMA
[vpurkep — Kupunn KongpatwmH (5, 6)

3anuen: 1965 (1-4), 1972 (5, 6) .
3ByKoperuccepbl: B. Ckobo (1-4), M. KongpatuuH (5, 6)
PeMactepuHr: H. Pagyruna (1-4), M. Mununos (5, 6)

.......... 9.09

12.26

Volume 7
Symphony No. 11 in G minor, Op. 103, The Year 1905

1 L. ThePalaceSquare.Adagio . . . ... ........ ...
2 I.The9"of January. Allegro . . . . .. o i i
3 lll.inMemoriam.Adagio . . .. .. ... .. ...
4 IV. The Tocsin. Allegronontroppo . . . .« v v v oo vt i e e e

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

5 | Revolutionary Petrograd. Moderato. Allegro. . . . .. .............
6 .Razliv.Allegro. Adagio . . . .. .. oo

Total time: 70.57

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

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

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

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

12.26



Tom 8

CuMdoHua N2 12 pe MuHop, cou. 112, «1917 200»

T L «Agpopar. Allegro . . . . . oo e 3.39
2 V. «3apa dyenosevecmaar. Allegro. Allegretto. . . . . ... .. 9.42

CuMdoHua N2 13 cu-6eMonb MuHOp anA 6aca, xopa 6acoe u opKecTpa, cou. 113, «babui Ap»
(Ha cTuxu EBreHma EBTyLLEHKO)

3 L«BabuliAp». Adagio. . . . . ..o e 13.40
4 AL «OMop». Allegretto . . . . . oo e 8.07
5 Il «BMaaasuHe». Adagio . . . . . oot e 10.48
6 IV «Cmpaxu». Largo. . . . o oo 9.48
7 V.«Kapeepar. Allegretto . . . . . ..o e 11.37

O6Luee BpeMs: 67.25

ApTyp iizeH, b6ac (3-7)

I"pynna 6acoB Pecry6nMKaHCKoW akafileMUYeCKoii pyccKoi XopoBoii Kanensbl, X/p Anekcangp tOpros (3-7)
CvMdOoHMYecKMi opKecTp MOCKOBCKOI rocyaapcTBEHHOM GUTapMOHMA

[vipurkep — Kupunn KongpalumH

3anmeu: 1972(1, 2), 1967 (3-7) rr.
3ByKoperuccepsl: M. KongpatwumH (1, 2), A. I'poceMaH (3-7)
PeMactepuHr — M. MNununos

Volume 8

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

T HLAUrora. AUEGro . . . o . o e e 3.39
2 V. The Dawn of Humanity. Allegro. Allegretto . . . . . . .. .. .ot e 9.42

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

3 LBabiYar.Adagio . . . . ... 13.40
4 AL Humour. Allegretto . . . . . . . oo 8.07
5 lLAttheStore. Adagio . . .. .. ...t 10.48
6 IV Fears.Largo. . . . oo 9.48
7 V.Career. Allegretto . . . . . . ottt 11.37

Total time: 67.25

Arthur Eisen, bass (3-7)

Bass group of the Russian Choral Chapel, choirmaster Alexander Yurlov (3-7)
Moscow Philharmonic Orchestra

Conductor - Kirill Kondrashin

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

Sound engineers: P. Kondrashin (1, 2), A. Grossman (3-7)
Remastering — M. Pilipov
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Tom 9
CumMdonua N2 14 gna conpaHo, 6aca U KaMepHOro opKecTpa, cou. 135

W g0~ U1l N WN —

9
10
11

«De profundis». Adagio (Depepuro Mapcua Jlopka, nepesog M. ToiHAHOBOM) . . . . . . . . . .. . .. 4.24
«ManazeHes». Allegretto (Pegepuro Mapcua Nopka, nepesog A. Mleneckyna) . . . . ... .o oo ... 2.16
«/Topenes». Allegro molto. Adagio (Mmitom AnonnuHep, nepeog M. KyamHosa) . . . . ... ... .. 7.39
«Camoybutiya». Adagio (MmitoM Anonnnuep, nepesog M. KyauHoBa) . . . . ... ..o oo v vt . 6.32
«Hauery». Allegretto (Mmitom AnonnuHep, nepeBog M. KyamHoBa). . . . . . ... ... ..o vt . 2.45
«Madam, nocmompume!» Adagio (MmitoM AnonnuHep, nepesog M. KyanHosa) . . . . . ... ... .. 1.47
«B miopome Carma». Adagio (MmitioM Anonnuuep, nepesog M. KyouHoBa). . . . ... oo oo v w . 8.41
«Omaem 3anopoXCCKUX Ka3aKOB KOHCMAHMUHONO/TLCKOMY cysimaty». Allegro

(MviioM AnonnuHep, NepeBoA M. KYAMHOBA) . . . . v v o v v i e e e e et e e e e 1.50
«0 [envsue, Jensvaua!» Andante (BunbrenbM KioxenbbeKep) . . . . o v oo oo o e i oo e 4,08
«Cmepmb nosma». Largo (ParHep Mapws Punbre, nepesog T.CunbMaH) .« . . . . o oo oo o e .. 441
3arsoqeHue. Moderato (PaiiHep Mapusa Punbke, nepesog T.CunbMaH) . . . . oo oo v v w 1.36

ObLuee BpeMs: 46.24

[anuHa BuwiHeBcKan, conpaHo
Mapk PeLueTuH, 6ac
MOCKOBCKMI KaMepHbI OpKecTp
Ovipmep — Pynonbd Bapluai

3anucb 13 Bonbluoro 3ana MocKoBCKo KoHcepBaTopuu 6 OKTABPA 1969 T.
3ByKoperuccep — A. poccMaH
PectaBpaums u peMactepuHr — E. bapbikuHa

Volume ¢
Symphony No. 14 for soprano, bass and a chamber orchestra, Op. 135
1 De Profundis. Adagio (Federico Garcia Lorca, Russian translation by I. Tynyanova) . . . . ... .. .. 4.24
2 Malagueria. Allegretto (Federico Garcia Lorca, Russian translation by A. Geleskul). . . . . . ... .. 2.16
3 LaLoreley. Allegro molto. Adagio (Guillaume Apollinaire, Russian translation by M. Kudinov) . . . .7.39
4 Le Suicidé. Adagio (Guillaume Apollinaire, Russian translation by M. Kudinov) . ... ......... 6.32
5  Les Attentives | (On Watch). Allegretto (Guillaume Apollinaire, Russian translation by M. Kudinov) . . . 2.45
6 Les Attentives Il (Madam, Look!) Adagio (Guillaume Apollinaire, Russian translation by M. Kudinov) . . 1.47
7  Ala Santé. Adagio (Guillaume Apollinaire, Russian translation by M. Kudinov) . . ........... 8.41
8 Réponse des cosaques zaporogues au sultan de Constantinople. Allegro

(Guillaume Apollinaire, Russian translationby M. Kudinov) . . . . . ... ... .. ... ....... 1.50
9  Oh, Delvig, Delvig! Andante (Wilhelm Kiichelbecker) . . . . . ... ... .. . 4.08
10 Der Tod des Dichters. Largo (Rainer Maria Rilke, Russian translation by T. Silman) . . . .. .. .. .. 4.4
11 SchluBsttick. Moderato (Rainer Maria Rilke, Russian translation by T.Silman). . . . ... ....... 1.36

Total time: 46.24

Galina Vishnevskaya, soprano
Mark Reshetin, bass

Moscow Chamber Orchestra
Conductor — Rudolf Barshai

Recorded live at the Grand Hall of the Moscow Conservatory on October 6, 1969.
Sound engineer — A. Grossman
Restoration and remastering — E. Barykina
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Tom 10
Cumdonua N2 15 Jla markop, cou. 141

T LAlegretto . . . o e 7.51
2 JLAAgIo. . . o e 15.49
3 ILAUegretto . . . .o e 3.57
4 IV Adagio. Alegretto . . . . ..o e 14.30
ObLuee BpeMs: 42.22

BonbLuoi cMboHMYecknin opecTp LieHTpanbHoro TeneeuaeHus 1 BcecolosHoro paano
Oupwvirkep — Makeum LLocTtakosud

3anueb 1972
PemactepuHr — M. MNununos

Volume 10

Symphony No. 15 in A major, Op. 141

T LAULBGretto . . . .ottt 7.51
2 HLAAgIo. . . ot 15.49
3 L AUlegretto . . . oo 3.57
4 IV.Adagio. Allegretto . . . .. ..o e 14.30
Total time: 42.22

Moscow Radio Symphony Orchestra
Conductor — Maxim Shostakovich

Recorded in 1972.
Remastering — M. Pilipov
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BopuyectBo [OMutpuma LLloctakoBuya (1906—1975) — My3biKkanbHas neto-
MWCb 3Mnoxu. B ero Mysbike Mbl CBILLIMM TO, YTO BOJSIHOBAO YMbI U OyLLIN
MUNMOHOB Niogent. MatHaguate cMMoHUA 3aduKCUpoBanM He ToJb-
KO 3BOJIIOLMI0O FeHMANIbHOrO My3blKaHTa — KaK byaTo Becb XX BeK C ero
BE/IMKMMUN OTKPLITUAMU U MOTPACEHUAMMU, NPOFPECcCOM M KatacTpodamy ObILLnT
B MX MapTuTypax. M eLle 0onro 3TM yHMKanbHble JOKYMEHTbI YeN0BEYECKOro AyXa
byOyT pacckasbiBaTb HaM O CBOEM BpeMEHM, Bbi3blBaTb OypHble TeopeTUyeckue
N 3CTeTUYeCKMe OUCKYCCMM, OaBaThb MOBOL K CaMbIM pasHbIM MHTEpPrpeTaLmaM,
BHYLLATb BOCXULLIEHWNE UM PE3KOE OTTOPHEHWE, HO HE OCTaBAT PaBHOLYLLUHbLIMM.

MogobHo BetxoBeHy, LLlocTakoBuy nsberan caMonoBTOpoOB; byay4n B NocTo-
AHHOM TBOPYECKOM MOWUCKE, OH HepedKo U3YMIIAN Lare CBOUX MPUBEPHEHLIEB
YNOPHbIM HeXeNaHWeM UATU NPOTOPeHHbIMK Aoporamu. Tak, Bropaa cumdboHuma
Kasanacb NosHOM MpoTuBononoxHocTbio [Nepsoil, Llectas 6blna coBepLUEHHO
He MoxorKa Ha TpuyMdanbHo NpuHATYIO ATy, coBceM No-uHOMy, Hexenu «/le-
HUH2padcKaa», pacKpblBana TeMy BOMHbI BocbMas... 3puMan, noytn «ocA3aemMan»
NPOrpaMMHOCTb CMeHANnacb GuNocodpckon 0606LLEHHOCTBIO; C HEBEepOATHOM
UYTKOCTbIO NepenaBas ayX «KOJINTEKTUBHbIX NepersuBaHniiy, LLloctakoBud ¢ Tol e
3axBaTbIBalOLLLEN CUTOM 0BHaXKaeT nepes cryLuaTenieM «Cy6beKTUBHbIM» BHYTPeH-
HUI MUP MBICTIALLLErO U CTPaAaloLLIEr0 XYOOKHMKA. ..

NMeHHO no3ToMy Karkgaa HoBas cuM¢oHuAa LllocTakoBuuya cTaHoBWnach
3aMeTHbIM ABJIEHWEM My3bIKaNIbHOM W KYJIbTYPHOWM KM3HWM cTpaHbl. Cpasy no-
cfie UCMOMHEHUs U Ny6aMKaLMM cMMGOHUM BXOOMNW B penepTyap KpyrnHenLmx
OVpUHKepoB CBoero BpeMeHW. PasnuuHble (nopol 0o NpoOTMBOMOMOMKHOCTM) UH-
TepripeTaumm CBUAETENBLCTBOBANN O CUSTbHEMLLEM 3MOLMOHANIbHOM BO3AENCTBUM,
KOTOpPOE HEBOJSIbHO 3acTaBfIANIO WCMOSIHUTENA MPOMYCKaTb 3Ty My3blKy «4epes

ceba». MHoroneTHee, rnybokoe norpyxeHue B TBopyecTBo LLlocTakoBuuya po-
¥OAN0 y BbIOAILIUXCA MYy3bIKAQHTOB €€ JIMYHOCTHOE MOHMMaHWe, aHanornyHoe
«cBoeMy» baxy, MouapTy, LLoneHy. U cerogHA, Kak 1 nonBeKa Hasag, Mbl MOXEM
yCnbILWaTh 04YeHb «pa3sHorox» LlloctakoBuya. OTCyTCTBUE UCMONHUTENBCKUX CTaH-
[0apToB TOJIbKO MOATBEPHKOAET aKTyalbHOCTb 3TOM My3bIKKW, KOTOPOW HUKOIOA He
FPO3UT CTaTb «My3€MHbIM 3KCMIOHATOM».

N3paHne cogepruT cTyauiiHble U KOHLLEPTHbIE 3anncu cuMdoHmin Omutpua LLo-
CTaKOBWYa, OCYLLECTBIEHHbIE BUOHENLLMMU MacTepaMm COBETCKON AMPUHKEPCKOM
LWKonbl. He npeTeHayA Ha NOMHbLIN 0XBaT peHOMEHA, KOTOPbIM B OTEYECTBEHHOM
KynbType XX BeKa ABNANach HMu3Hb CUMpOoHNYecKon My3biku LLiocTakoBrYa (MoK-
HO BCMOMHUTb 0 APKUX UHTepnpeTaumnax Anexkcangpa layka, Kapna 3nunacbepra,
HataHa PaxnuHa, o npoyteHum LLlocTakoBuYa HalLMMK coBpeMeHHWKamMn — Bna-
anmmpom DepoceesbiM, [OMutpnem KutaeHko, 3gyapaom CepoBbiM, He roBopA
06 ycnblwaHHbIX B MocKBe M Bbi3bIBaBLUMX B CBOE BPEMA FopsaYMe Crnopbl BbICTy-
nneHnax ¢ cumponmnamm Loctakoeuya JleoHapaa BepHcrtaiHa u Mepbepta ¢oH
KapanHa), ata nogbopKka npegnaraet LUMPOKYI0 NAnUTPy APKUX MHOMBUAYANbHO-
cteit. OgHaKo Npu Bcex pasnnumax Ux o6beauHAET 0OHO — CTpOroe nogYuHeHue
aBTOPCKOMY 3aMbIC/y, CTPEMIIEHME OOHECTU OO0 CNyLlaTenA BCe ABHbIE U TaliHble
06pa3HO-CMbIC/IOBbIE LIMPPLI My3bIKK.

1020
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O4TU COpOKaneTHAs ApysKba cBA3blBana Komnosutopa ¢ EBreHuem

MpaBuHcKMM. Monogon OupurKep, TONbKO HeOABHO BO3rNaBUBLLNIA

MpociaBfieHHbIA KonneKTMB JleHWMHrpaackoi $unapMoHUK, peLunsics

MCNONHUTL NpeMbepy MaTon cuMboHnK, 1 ee TpuyMd 0603HaUM HOBYIO
BEXY B TBOpPYECKOM MyTW KOMMo3uTopa M aupurkepa. OTHbiHE My3bika LllocTa-
KoBWYa 6yOeT COMPOBOMOATL BCIO OMPUMEPCKYI0 OeATeNlbHOCTb MpaBuHCKOoro.
«...MHe KposHo 671u3K0 Bce, YUMo UM c030aHO, BCe, YMO UM 0MPANCeHo 8 cuM@o-
HUAX... B Mupe e20 My3bIKu A HaX0XCy Mo, YMO nepexcusl camM», — NPU3HaBasnca
avpwvikep. PuckoBaHHon ana MpaeuHcKoro 6bina u npeMbepa LLlectoi, ctonb He-
OXKMOaHHO NpO3BYyYaBLLEN Nocsie NpeLLecTBYOLLEr0 CUMGOHNYECKOIO LIMKNE; HO
MacTepCcTBO U cuna ybexaeHHOCTU AupUMKepa NoMOrn NpeoaosieTs «MHepLmio
HepnoBepus». EMy e 6yneT nocesLLeHa BocbMas — camas MaclutabHan us cumdo-
Hun LLloctakoBmya. C He MeHbLUMM ycrexoM npoaupurkmnposas [esAton, decaTton,
[lBeHaLaTon 1 NeHNHIrpaacKom npemMbepont MAaTHaguaTon cuM@oHmm, ocobeHHo
4acTo OupurKep Bo3Bpallanca K Naton n BocbMon.

«Ha npomsaxceHuu mMHoz2ux nem oH ¢opMupoBan u co3das HenosmMopumbill
CMUJ/Ib UCNOSTHUME/IbCKO20 UCKYCCMBA JIeHUH2PpadCKUX GuaapMoHUCMoG, — Nu-
can WocTakoBuy, — cmuss cmpoaud, sesu4assit, 651a20p00HsiIl, Hyxcoaowudca
BHEWHUX 3¢Permos, HO NPOHUKHYMbIU 60/16WUM BHYMPEHHUM meMnepameH-
mom». HenpeB30onaeHHbIN UCMONHUTESb KNAacCUYECKOM U POMaHTUYECKOMN MY3bIKHU,
MpaBuHcKMI owwywan B cuMdoHmax LLlocTakoBuya BeiCLUMIA CUHTE3 SMOLMOHASb-
HOr0 M paLMOoHanbHOro Havas, OTKPLITOCTM YyBCTBA U FNYOUHbI STUHMECKON MbICI.

B cepeauHe 1940-x rr. KOMMO3UTOP OKOHYaTESILHO Nepecenuscsa B CTONULY;
B MocKBe 0gHUM M3 BedyLUMX UCTIOSTHUTENEN ero My3blKM Ha MPOTAMKEHUM MHO-

rux net octaBancA KoHctaHTuH WMBaHOB, OBa JecATUNETUA BO3rNaBAABLUMMA
"ocynapcTBeHHbIN akageMmyeckmit cuMboHnyecknii opkectp CCCP. YoeraeHHbIN
npuBepHeHeL, My3blKanbHoM Knaccuku, K. MBaHoB yaoensn 6onblioe BHUMaHWe
COBpEMEHHOM My3blKe, BK/I0YaA B CBOW NPOrpaMMbl MHOFOYUCIEHHBIE COYMHEHUA
MsnckoBsckoro, LoctakoBuya, MNpokodbeBa, XayatypaHa, Nuapa u Opyrux Kom-
Mo3uTOpOB, KOTOPbIe UHTEPMNPETMPOBAN B OyXe NPeeMCTBEHHOCTU KN1aCCUYECKNM
TpagmumaM. Oupukep ocyLLecTBUM MOCKOBCKYIO npeMbepy [BeHaguaTon cuM-
¢$oHWM, Nof ero ynpasieHWEM BrepBble Npo3ByYan pag OpyrMx CUMOHUYECKUX
W KaHTaTHbIX coumHeHun LLloctakoBnya. B cBoeM npoyteHun OguMHHaOLATON CUM-
¢oHuM K. MBaHOB cTaBUT Ha NepBbIN MaH 3pMMOCTb My3bIKasIbHO-XYL0KeCTBEHHOM
¢dpeckn, Bocco3daloLLEN TPAarMYeCKyl0 KapTUHY «KPOBABOIO BOCKPECEHbA»; aK-
LLleHTUPYA aKTUBHO-reponyecKkue, feNCcTBeHHbIe My3blKasibHble 06pasbl, QUpuKep
TPaKTYeT ee KaKk «CUMPOHUI0 60pbObI».

Haunbonee Apkue nHtepnpetaummn cumdoHui LloctakoBrya B MocKBe cBA3aHbI
c uMeHeM Kupunna Kongpawuna, Bo3rnasumsLuero B Havane 1960-x rr. oprectp
MocKoBCKoM UIapMoOHUM U MpPeBPaTUBLLErD €ro U3 «PAQOBOro» KOJIJIEKTUBA
«B 00UH U3 JTy4UIUX opKecmpossix aHcambieli He mosibko Cosemcrozo Coio3a, Ho
u scezo Mupa» (LLloctakouy). EMy Mbl 06A3aHbI M peMbepaMm Hanbosee «oCTPbIX»
cuMooHuii LLloctakoBmya — YeTBepTon, 6onee 25 net nponeraBLLUel B CTONE KOM-
nosuTopa, U enBa m3berasluen 3anpeta TpuvHAOLATOM, KOTOpYK OTKasanucb
WCMONHATL Apyrue aupuepbl. «LKkona LLlocmaKkosu4a» 6bina BarHENLLUM 3Ta-
noMm 1 ana ¢opMUpoBaHMA apTUCTUYECKON 3peniocTn camoro KoHgpalumnHa — no
ero npusHaHuio, pabota Hag lNepBoi cMMdoHUEN OTKpbIIa eMy npobnemy «Ba-
PUaHTHOCTU» OUPWUMKEPCKOM WHTEprpeTauun, a B npolecce peneTULMOHHOM
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NoAroToBKM YeTBEpTOM OH OKOHYaTeNbHO CPOPMUPOBAN CBOM «acCOLMATUBHbLIN»
MeToq paboTbl, KOTOPbIV TaK NOMorasn emy npu 06LLEeHUU C My3bIKaHTaMK1 1 MO3BO-
nAn cosnaBaTb 6osiee ApKUE, BbINYKIble UHTEPMPETaLUN.

MepBbli COBETCKUIN OMPUMKEP, UCTIONHMBLUMIA UMKN cuMboHuin Manepa, KoH-
OpallMH He MOr He 4yBCTBOBaTb «MasiepoBCcKoM» HoOTKM LloctakoBuuya, ero
nponoBegHMYecKoro nadoca M Tparmyeckom OCTPOTblI «2/10Ca  Bonuujez0
8 nycmelHe», BOM/OLLEHHOro B rpoTeckHylo ¢opMy. BrnpoueM, B paBHon Mepe
yOaBanucb €My U «MJIaKaTHOCTb» PaHHMX XOPOBLIX CMMGOHWI, Tpebyiollaa oT
UCMONHUTENA COBCEM [pYroro, «KpyrmHOro» LUTPMXa, U KUHeMaTorpaguyHocTb
[eeHaguaTon. 0bnagas MHoroneTHeN NpPaKkTUKOM onepHoro aupuxkepa, K. KoH-
OpalmnH 6nectawe Bnafen BCeM apceHanoM My3blKasibHO-UCMONHUTENBCKOMO
annaparta. Ml notoMy BnosnHe 3aKOHOMEPHOK cTana ero paboTta Haf UCTOPUYECKM
nepBOM 3anuchbio MOJIHOrO LMKNa cuMdoHmi LLlocTakoBmnYa, ocyLLLeCTBIEHHON UM
B 1970-72 rr. v NOObITOMBLLEN €r0 MHOIOJIETHEE MOrPYHEHUE B MY3bIKY FeHU-
aNbHOr0 COBPEMEHHWKA W1 Apyra.

EereHuit CeeTnaHoB BbIOBMHYNICA B pAfg BedylUMX OMPUMKEPOB Hallen
CTpaHbl Bo BTOpon nonoBuHe 1960-x rr., Bo3rnasme ["ocyaapCcTBeHHbIM aKage-
MUYecKUn cuMdoHmndecknin opkectp CCCP. «3noxy CeemsaHosa» CBA3bLIBAIOT,
npeae BCero, ¢ UHTeprnpeTaLMAMN PYCCKON KacCUYECKON My3blKW; OOHaKO OH
arkKkomnaHunpoBan M. PoctponoBuyy Ha npeMbepe [epBoro BUOSOHYENBHOMO KOH-
uepta LLocTtakoBuya, BnepBble UcnonHun «CuM@oHuYecKylo npenoduto» NaMATK
repoeB CTanuHrpaacKon 6UTBbI; C TeYEHNEM BpeMeHW Bce 6osblue COYMHEHUN
LlocTakoBWYa CTaHOBUANCL OPraHUYHOM YacTbio penepTyapa BeNIMKOro AnupuKepa.
MMeHHO cBeTNaHOBCKasA UHTepnpeTauma «/TeHuH2padcKol» CUMPOHUM 3acCTTyHK-

na HanbonbLLy NOoNyNAPHOCTb y 0TEYeCTBEHHOMO CNyLLATEeNS; C 3aXBaTbiBaloLLe
CUSION OH pa3BoOpaYMBaET Meped HaMU ee MOHYMEHTANIbHOe MepoMKo-Tparnye-
CKoe NonoTHo... He MeHee ybeauTenbHa ero TpakToBKa [1AToW; HeoKuOaHHas
Ha MepBbI B3rNAL 3MOLMOHANbHAA COEPHaHHOCTb HEKOTOPbLIX 3MM3040B TOJIbKO
NoAYepKMBAET MOLLHBLIA OMHAMU3M OSIUTENbHBIX «MOJIEM» HarHeTaHWA SHEPIUM,
NpUBOAALLMX K OCNTENUTENBHBIM BCMbILLKaM KynbMUHaUmiA. [1Ba ApYaniLmx LMKNa
LLlocTakoBm4a 3By4aT ¢ npucywimm CeeTnaHoBy CMMGOHUYECKUM pa3MaxoM, IMO-
LMOHasIbHBIM HaKasioM U ApKoM yberaeHHOCTHI0 AUPUMKEPCKOM BOSN.

«fA ucneimeigalo 8ce20a 00HO U MO Xce YYyBCMBO NOC/e UCNOJIHeHUA
cumgoHul Lllocmakoasu4a: ma, Komopylo U2pas Ce200HA, KaxXcemcsa MHe Jiy4-
weli», — npusHaeanca FeHHapgun PoxkpectBeHcKui. Ewte B 1950-e rr. Monogon
AnpurKep-cTaxep bonbluoro Teatpa obpatmn Ha cebA BHUMaHWE KaK APKUWA
WHTepnpeTaTop My3blku XX BeKa. [1oafIMHHBIN UCKaTesNlb U NPOCBETUTENb, OCYLLIe-
CTBMBLUMM 3a CBOK 60-N1€THIO TBOPYECKYIO HN3Hb COTHWU POCCUMCKUX U MUPOBbIX
npembep, . PoXOECTBEHCKMI C IOHOCTU UCTbITEIBAN 0coboe TAroTEHME K TBOpYe-
CTBY BEJIMKOIO CTapLuero coBpeMeHHWKa. bnarogaps eMy MHorve nonysabbiTble
coumHeHuA LLloctakoBrya obpenn BTOpoe poXKAeHWE U MPOYHO BOLUIM B Kyb-
TYPHBIA KOHTEKCT coBpeMeHHOCTU (onepbl «Hoc» u «M2poKu», BaneTHble COUTLI,
My3blKa K CMeKTaKNAM 1 KuHodunbmam). C co3gaHHbIM UM CUM@OHMYECKMM op-
KecTpoM MuHuctepctBa Kynbtypel CCCP v mpu yvactum Opyrux KONSEKTUBOB
OVIPUXKEP WCTONHUI U 3anucan BCe OpPKeCTpPOoBble U TeaTpasibHble COYMHEHUA
LocTakoBuya. B uHTepnpetaummn . PorkaectBeHCKoro 060cTpeHHO-XapaKTep-
HafA TeaTpanbHOCTb, OPraHUYHO NPUCYLLAA TBOPYECTBY KOMMO3UTOPA, COYETaeTCA
C NPOCTPAHCTBEHHON MHOMOMEPHOCTBIO NAPTUTYPbI, PeNbedHbIM «KOHCTPYKTUBK3-
MOM» ¢opMbl. Kakoi 6bl onyc LLlocTakoBMYa HU UCMONHAN OUPUMKEP — «ErKyio»
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3CTPafHYI0 NOJSIbKY UM MacCLUTabHbIA CUMPOHUYECKUIA LMK, B Hell BCeraa oLy-
LLLAETCA ¥KMBOE ObIXaHME 3MOXM.

B TeueHune paga net y LLoctakoBuya 6pan ypoKu MHCTpyMeHTOBKM Pyponbd
Bapwai. My3blKaHT yHMBepcanbHOr0 [OapOBaHWA — KOHLEPTUPYIOLLMIA anb-
TUCT, KAMEPHBIN U CUMPOHUYECKUI OMpUKep, co3faTenb nepeoro B COBETCKOM
Colo3e KaMepHOro OpKecTpa, OH OCyLLecTBU/ OJ0OPEHHYI0 aBTOPOM OpKeCT-
poBylo pedaKkumio BocbMoro KeapTteTta («KamepHas cum@oHus», cou.110a).
[upurepcKo-npocBeTUTENbCKaA AeATeNlbHOCTb bapluaa BOOXHOBMNA MHOMMX
KOMNo3MTOpoB, AnA MocKoBcKoro KamepHoro opkectpa LloctakoBuu ocylue-
CTBWJT OPKECTPOBbIE peaaKLMM HECKONbKUX BOKASIbHbLIX LIMKIIOB, He 63 BNUAHMA
BapLuan Bo3HMK 1 3aMbicen YeTbipHagLaTor cuMboHUM AnA HeobbIYHOMO COCTaBa.
C 6onblumM ycnexom bapluai gupurkmposan npeMbeport cMMoHUN B J1eHWH-
rpage v Mockse (B M3gaHUM NpeacTaBneHa 3anucb MOCKOBCKOIO UCTIONTHEHUA).
Bocxuwenuve LoctakoBuya Bbi3biBana U pabota avpuKepa ¢ CUMPOHUYECKUM
OpKecTpoM; B AanbHenweM baplual ocyliecTBun 3apyberHyio npembepy Tpu-
Haguaton cumdonun, B 1990-e rr. 3anmcan Komnsekt cumpoHuin LLloctakoBuya
C OpKecTpoM 3anafHorepMaHcKoro paguo.

Cpeon nneAgbl TanaHTAMBLIX OMpUKepoB, nosasmeLunxcA B 1960-e rr. B pogHOM
LLlocTakoBuuy JleHuHrpage, Bolgensnace ¢urypa lOpua TeMupKaHoBa. BbinyckHUK
3HaMeHuToro Knacca . MycuHa, no eguHoayLLHOMY peLLeHUMIo *Iiopy OH bbin yaocTo-
eH | npeMuun Ha Bropom Bcecoto3HoM KOHKypce OvpuUHepoB (NpedcenaresneM Hiopu
6bin K. KoHgpalwwmh). 12 net Opuii TeMrpKaHoB pyKoBoaun NeHMHrpagckum FATOB
nM. KnpoBa (HbiHe MapumnHckui Teatp), a ¢ 1988 r. ctan npeeMHMKoM MpaBWHCKoro

Ha nocTy pyKoBoauTens 3acnyxeHHoro Konnektuea Pecnybnukm Akagemmyeckoro
cuMdoHMYecKoro opKectpa JleHnHrpagackon (HeiHe CaHKkT-MeTepbyprckon) ¢u-
napMoHun. CerogHA 0. TeMMpKaHOB ABNAETCA KPYMHEMLUUM nNpeacTaBUTEsIEM
neTepbyprcKov AUPUHKEPCKON LLKOSIbI, MPU3HAHHBIM MHTEPRPEeTaTopoM My3biku LLo-
cTaKkoBu4a. KoHuepTtHaaA 3anuck Jecator cuMdoHum bbina caenaHa B nepuo paboTbl
TeMupKaHOBa co BTOPbIM CUMGOHUYECKMM KOTEKTUBOM J1eHUHrpaacKomn gpunapMo-
HuM (6bIBLUMIA OpKecTp JleHWHrpaackoro PagnokoMuTeTa, ncnonHmeLLniA CegbMyio
cuMboHMio B 6noKkagHoM JleHWHrpage). ApxuTeKToHuRy [lecATon — noxanyn, ca-
MOW «JIM4HOM» y LLlocTakoBMYa — OupuKep co3gan Ha KOHTPacTHOM ApamaTyprum
BHYTPEHHe 3aMKHYTbIX YacTew; C ApYro CTOPOHbI, MOAYEPKHYTO BblAeNeHHaA MOHO-
rpamma (DSCH) npeBpaLLaeTca B CBOEro poda «Xopas», CKpenialLLMn aHTUHOMMIO
«eduHcmaa u bopbbbl npomuaonosioxcHocmeUli» BHYTPEHHE0 MUPA XYOOMHHUKA.

CaM KOMMOo3UTOp B OHOCTW 3aHUMAJICA OUPUHKUPOBAHWEM Y NPOCNAB/IEHHOM O
H. ManbKo (KoTopbliii ocyLecTBun npeMbepy ero MNepsoi cuMpoHum). EQMHCTBEH-
HbI Pa3 OH BbLICTYNWS B POnv AnpuKepa Ha pecTtuBarne cBoein My3biKu B [TOpbKOM
(HbiHe HukHMI Hosropog) B 1962 . (Ha TOM e KoHuepTe oebiotvpoBan B ponu
avpurkepa M. Poctponosud). HecMoTps Ha yaayuHbl «geboT», LLlocTakoBuY oTKa-
3acA OT AasbHeMLWMX NOMbITOK OUPUHKMPOBAHWA — Nporpeccupytowan 6onesHb
PYKW BblHYAM1a €ro NpeKpaTnTb U NMaHUCTUYECKME BbICTYMNEHNUA.

K ToMy BpeMeHW OupUMKepCKylo creuuanbHOCTb M36pan CbiH KOMMo3uTopa
Makcum LloctakoBuy. CeMbA roToBUSIa €My Kapbepy MMaHUCTA, HO elle
B AeTcTBe, NobbiBaB Ha penetnumax E. MpaBuWHCKoro, oH TBepao peLunn ctaTb
avpuikepoM. OKoHUYMB MOCKOBCKYI0 KOHCEepBaTOpUIO, FAe OH 3aHUMAarCA B Knacce
A. TayKa (nepeoro aupuepa Nocoprectpa CCCP) n . PoxpecTBeHcKoro, Makcum
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LLlocTakoBW4 paboTan accMcTeHTOM B BeAyLLMX opKkecTpax Mockeel. Ero cobcTeeH-
HbIi OebioT coctoanca B 1965 r. B JleHMHrpage — opKecTp puUnapMoHUM UCMOSHUA
nog, ero ynpaesneHveM JecaTyio cuMdoHuio. «OH odapeHHbIl dupuxcep. Imo nep-
soe u besowubo4Hoe owyujeHue, — ONUCbIBaN CBOW BrevaTieHusa My3blKasbHbIV
KPUTUK J1. 3HTenuc. — OH Jcusem 8 My3biKe, OH CMPeMUmMCcA BHUKHYMb 8 Kaxcdbll
ee 0mmeHOK, N00CKA3aMe ... GpMUCMaM 0pKecmpa BepHbIl CMbIC/I NapMUMypeb,
3axe8amume ux ceoel 3MOYUOHA/TbHOCMbIOY.

MepBbiM KPYMHbIM OOCTUMKEHMEM MOSIOOOr0 OMpUMKepa cTana MupoBas npe-
Mbepa nocnegHen cMMOOHMM oTua C BonbluMM CUMPOHUYECKUM OpPKECTpOM
LleHTpanbHoro Teneemaenua n BcecotosHoro paguo B 1972 r. B MockBe, cTaBLuan
CoObITUEM MUPOBOrO 3HayeHUs (MO3'Ke OH OCYLLLeCTBUN 3apyberHyio npembepy
cvMboHMK B JloHOoHe). 3anucb cMPOoHUM, caenaHHan cpasy Nocsie UCTOPUYECKOM
npeMbepbl, He YTpaTUIa akTyanbHOCTU U B HalLW OHW; ryboKana u ybeautesibHan
TpaKToBKa MakcnMa LLlocTakoBrya no3BosiAeT MOCTaBUTb €€ B 0AMH PAL C JyYLLIMU
WHTEpRpeTaLmaMKN 3TOro «CMMPOHNYeCKoro 3aBeLanmsa» OMutpua LLlocTtakoBuua.

1040

epeaa cum¢ponua (ba MuHop, cod. 10) 6bina gunIoMHon paboTon

19-neTHero BbINyCKHUKa KOMMO3UTOPCKOro ¢arynbTeTa JIeHUMHrpaaCKoM

KoHcepBaTopuu. OiHaKo TpuyMdanbHbIN ycrex NnpemMbepbl U KOSIMYECTBO

nocneayoLMX UCMNOSHEHWI KpaCHOPEYMBO FOBOPWN O MOLJIMHHOM Mac-
Wwrabe gapoBaHUA aBTopa M 3acTaBUIM 3a6biTb 06 «y4ebHOM» NpPUHAONEHKHOCTM
cuMdoHumM, a uma LLloctakoBrYa 3a3By4ano B 04HOM pAAY C KPYMHENLWMMU KOM-
nosuTopamm ctapon 1 Hosol Poccun.

3aMeTHoe U BriosiHe 06bACHMMOE AN I0HOM0 aBTOpa BMAHME CTapLUMX CO-
BpeMeHHUKOB — CtpaBuHcKoro, lNpoko¢beBa, CKpsabuHa (B OanbHenlleMm He
cBoMcTBeHHble LLlocTakoBMUy «CKPABUHU3MbI» KPUTUKM HaxoOunu B TPeTbew,
MeZNeHHOMN YacTu) — He MeLLIAeT yrKe C NepBbIX TaKTOB CUM(OHWUM y3HaBaTb Herno-
BTOPWMbIV aBTOPCKMI NnoyepK. K caMbIM ApKMM ocobeHHoCTAM [epBo cuMboHMM
MOMKHO OTHeCTU Tunu4dHyto anA LLloctakoBnya rpoTeckoBoCTb, 0bpalLieHne K co-
BPEMEHHbIM eMy ObITOBbIM ¥aHpaM (OCHOBHble TeMbl MepBOM 4acTW, LIMPKOBOM
ranon B Ckepuo); B duHane cuMdpoHmnm Hambonee ApKo npoasnAeT ceba «KuHe-
MaTorpaduyHOCTb» — OLLYLLeHWe PpacKafpoBKW, WMIOCTPaLMM CTPEMUTENbHO
CMeHALMX OpYr Apyra KMHO3MM3040B.

Bmopasa v Tpemea cum$oHuUu — NPpon3BefeHUA, HaMUCaHHbIE «HA CryYan»
W Hanbonee TeCHO cBA3aHHble ¢ obLecTBeHHoM atMocdepoit CoseTcrol Poccum
KoHua 1920-x rr. Bropas, «lMoceaujeHue Okmabpio» (Cn Maxkop, cou. 14), 6bina
3aKoH4YeHa B 1927 r. v npuypodeHa K 10-netuio OKTAbpbCcKon peBoniouun, TpeTbs,
«lepsomaiickaa» (Mu-6emonb Markop, cou. 20), — oBa rofa cnycTa, B «200 ce-
JIUKo20 nepesioMa». B 06enx cuMpoHUAX 1Ucnonb3oBaHbl CoNUcTbl U xop (BTopas
HanucaHa Ha TeKcT A. besbiMeHcKoro, «/lepsomatickas» —Ha cnoBa C. KnupcaHoBa),
YTO NPUBSIMIKAET UX K ¥aHpPY KaHTaTbl; 06beanHAET UX M cBO6OAHaA ogHOYaCcTHaA
dopma.

Cam LLloctakoBKY He OTHOCK 3TN CUMPOHUM K NYHLLIMM CBOUM MpOU3BEdeHU-
AM. TeM He MeHee OHW NpPeACTaBNAT HONbLLIOW MHTEPEC Kak HenocpeacTBeHHoe
oTparkeHwWe Oyxa 3TOro C/I0MHOr0 BPeMeHM, YyBCTBa PEBOSIIOLMOHHOMO NOpbIBa,
nepefaHHoro ¢ HeroaaesbHOM UCKPEHHOCTbIo (B Te roabl LLoctakosuy, 6e3yc-
NOBHO, COYYBCTBOBaJT KOMMYHWUCTUYECKOW naeonorum). Ecnu Bropyio cMdoHuio
OT/IMYaeT aBaHrapHbIN, NPefenbHO CIOMHbBIN My3bIKasbHbIN A3bIK, TO TpeTbA
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B CBOEM Kpaco4HOW My1akaTHOCTU BOCCO3aeT aTMocdepy MaccoBbIX MECEH U Map-
LUer NepBOMAaNCKUX OEMOHCTPALMM — HEU3MEHHOro aTpmbyTa COBETCKOr0 CTPOA
BM10Tb 0 KoHua 1980-x rr.

Fny6oKuin Bogopasaen NpoxoauT Mexady NpealecTBylowMMU COMMHEHUAMM
1 Yemaeepmol cumoHuelii (5o M1Hop, cod. 43), paboTa Hag KOTOpOM Npoxoamna
B 1935-36 rr. Cam LLlocTakoBMY BnocneacTsmMm Npu3sHaBasce, YTo LEHUT ee Bbille
bonee NonynApHbIX U MPU3HAHHBIX LUMPOKOM MyBAMKON NocneayoLwmx CoYmHe-
HUI.

YeTtBepTasa cMMOHMA cTana nepebiM COMMHEHNEM, My3bIKOM U camoi cyabbom
CBOEN 0TpasuBLUWM Tpareaumio TBopyecTBa LLlocTakoBuYa — Tpareguio MYHOCTH,
nonaBnAeMomn ToTamMTapHbIM rocynapcteoM. Ee cosgaHue coBnano c tpuyméans-
Hol NpeMbepo onepsbl «/Tedu Makbem MuyeHcKoz0 ye30a», KOTopylo eAUHOOYLLHO
NpW3HanNM HOBOWM CTPaHULLEN B UCTOPMM COBETCKOMO My3blKasibHOro Teatpa. OgHaKo
ycrnex CMeHuncA 06BUHeHVEM B popManm3me, TpaBen Co CTOPOHbI 0GULLMANBbHBIX
OpraHoB, NPUHYAUTESNBHOMO MPU3bIBa «MOKaATLCA». «BMecmo noKasHuA, — BCMo-
mMuHan LWocTakoBu4, — A nucan Yemaeepmyio cumpoHuio». Bbino oveBmaHo, YTo
OHa pasgenut y4vactb «/ledu Makbem». MNMocne reHepanbHoN peneTuLumn cumdo-
HMM aBTOP CaM CHAN ee ¢ ucnosiHeHUA. [peMbepa YeTBepTol cocToANnack NuULLb 25
net cnycta, B 1961 r., nog ynpaenexmeM Kupunna KoHgpalumHa.

Be3ycnoBHo, oHa M3 caMbIX «CyObeKTUBHbIX», YeTBepTas ofHOBPEMEHHO
cTana camov «ManepoBCKoM» cuMopoHuen LLlocTakoBuya. Tparmyeckas aKcnpec-
CUMBHOCTb My3bIKaNIbHOr0 A3blKa, OCTPOE O0CO3HaHWe OOMHOYECTBA JIMYHOCTH,
nayLemn «npoT1B TEYEHUAY, TPOTECKOBOE NPEeNIoMIEHNe CTpadaHU Yepes LLYTOoB-
CKYI0 rpuMacy — 3Tu YepTbl TBOPYECKOW HaTypbl Manepa okasanuck Kak HUKorga
6nmnsku LoctakoBuuy Tex net. Mny6oKaa cy6beKTUBHOCTb 3aMblciia 0Tpasuiach

M Ha BHELUHeM KOHCTPYKLMU CUMGOHMM: Noce MedneHHOM, HackILLEeHHOW Cobbl-
TUAMKU COHATHOM YacTu cnedyeT Hebonbluoe CKepuo. paHaMO3HaA TpeTbA YacTb
He MMeeT aHanoros B cMMdoHM4YeckoM TBopyecTse LLlocTakoBMYa: HauMHasCh Tpa-
YPHbIM MapLueM, OHa pa3BuBaeTcA NofobHO CBO6OAHOMY BapUaLMOHHOMY LIMKITY,
3aBepLUanCh MPOTAMEHHON KopoM-yracaHueM. Tonbko MATHaguatas cuMdoHUs
6yneT nMeTb NogobHoe OKoHYaHMe.

Coscem gapyrylo cyopby umena llamas cum@oHua (pe MuHop, cod. 47).
Ee npembepa B 1937 r. B JleHnHrpage noa ynpaeneHneM EBreHnsa MpaBuHcKoro
MOCY*KU1a HAa4aIoM MHOIOJIeTHeN ApY*Obl aBTOPa C BbIAAOLLUMCA OUPUHKEPOM —
B OyayLieM nepBbIM UCMOMHWUTENEM MHOTMX ero CoYMHeHWn. be3oroBopouHbIN
ycnex coBnan ¢ opuumManbHbIM NpusHaHWeM — LLloctakoBUY Nonyymn «npoLieHmes,
a HoBaA CUMPOHMA C ONTUMUCTUHECKMM GUHANOM OKasanacb nNpuemMsieMa B pam-
Kax MOeonornum coumanmcTUYecKoro peanumsma.

N ceropHa MNATasa cMMPOHMA BOCMPUHMMAETCA KaK OOHO M3 CaMbIX 06BEK-
TUBHbIX, KNacCU4eckux (B LUMPOKOM MOHUMAHUM 3TOFO CHOBA) COYMHEHWUM
LLlocTtakoBmya. Onopa Ha TpexBeKoBOEe pasBUTME eBPOMNeNCKON My3blKK — 0T baxa
0o Manepa — co4etaeTca B HEM C MHOMBMOYaANbHLIM 3aMbIC/IOM CUMQOHMYECKOM
JpamaTtyprum; MOMEHTbI NpefenbHOro HanpAMKEeHUA — C 3ANN304aMn YaOUBUTE Tb-
HOro MoKoA U ¢punocopcKoro caMmoyrnybneHus; cTpeMUTeNbHOe ApaMaTuieckoe
pasBuTUE — C 6e3ynNpeYHon TOrMKon 06LLEeN KOHCTPYKLUMM U OTAENbHBIX 3/1eMeH-
TOB.

Cam LLlocTakoBrY onpefenunn BHYTPEHHIO TeMy CUMOHWUM KaK «CMaHoG/1eHue
JIU4HOCMU», CTPEMUIICA «NOKA3aMb, KaK Yepe3 pA0 mpaau4ecKux KOHPIUKMOG,
nymem 6onbwol 8HympeHHel dyuiedHol bopsbbl ymeepicdaemca onmumu3m
KaK Mupogo33peHue». OCHOBHOM 3Tan «BHympeHHel oywiesHol 60pbbbl» Npounc-
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X0OMT B NepBoi YacTu (OHa HanMcaHa B HEOObIYHO MeAneHHOM ONA COHATHOro
annerpo Temre), rae ¢ BbiICBOOOKAEHNEM «meMbl 3/1a» KOHGSIMKT [OCTUraeT Kpu-
TUYECKOM TOYKM, YTOObI OTCTYNWUTL Ha BpeMs B NevasibHoOM, UHTUMHO-JIMPUYECKOM
OKOHYaHWK, HO MO-MHOMY OTPa3uTLCA B bypieCKHOM, ManiepoBCKOM Mo ayxy Ckep-
uo. Ho He oTKpbiTaa 6opbba, a npefenbHas NorpyHKeHHoCTb B cebd, oCcMbIciieHne
BHYTPEHHUX MPOTUBOPEYMI B MefJIEHHOM 4acTu NPUBOOUT K CTPEMUTENBHOMY,
rocnedHeMy 3Tany «CmaHos/eHUs» B ¢uHane. B 3ToM KoOHTeKCTe coBepLueH-
HO ecTecTBeHHOM (a BOBCE HE WOE0NOrMYECKMM KOMMPOMMUCCOM, KaK Ka3asocb
MHOIMM) BbIFNAQUT TpuyMdanbHasa pasBA3Ka nocnedHen Yact — nobena Hapg cob-
CTBEHHbIMU COMHEHWUAMM U CTPaxaMu BbICBOOOXaeT OyXOBHbIE CUJIbl, NO3BOSAA
0CTaBaTLCA CaMUM CODBOW B CaMblX CIIOMKHBIX, [arKe Tparnyeckux cUTyaumax.

Lecmasa cum¢oHnus (cv MUHOP, coY. 54), 3aKOHYEHHanA 1 BrepBble UCTIONTHEH-
HaAa B 1939 r., cTana HeoMMOaHHOCTbIO Oaxe OsAa noduTtatenen LLloctakoBuya.
OT Hero ¥aanu CoOYMHeHUA B yxe repouKo-TparMyeckoro Lukna MNatown, Tem 6o-
nee, YTO KOMMO3UTOP COOB6LLMA O MyaHax HOBOW BOKasibHO-XOPOBOW CUMGOHUM
namATtn B.A. JlennHa. HoByto e cMM$OHMIO — C 04eHb MeJSIeHHOM NepBoM YacTbio,
CKepLLO 1 0XKMBNEHHBLIM GUHANOM — KPUTUMKU Ha3Banu «cuMmgoHuel be3 20/108bi»,
aBTOpY Npegarajam 40COYUHUTb «HEHaMNMCaHHYo» NepByio YacTb...

Mocne «6e30roBOPOYHOro ONTUMM3Ma» NpeaLecTByioLEen CUMPOHUN BOOX-
HOBeHWe KOMMO3UTopa CHOBa Norpy*aeTcABriybbcob6CTBEHHOM0 CO3HaHWMA—BOT
KoY K pasragKe oTKpbiBaloLero cuMeoHuto Largo, passepTbiBaloLLLErocsA Mo
CNUpanu, Kak HanpArKeHHbIN «raMaeTOBCKUM» MOHoMOr. CUNbHENLINM KOH-
TpacToM 3By4uT nocnegyiouwee Allegro — cTpeMuTenbHbIn 6er ero MOTUBOB
C/IOBHO He JaeT BO3MOMHOCTM OCTaHOBKe W ocMbicrieHuio. GuHanbHoe Presto
3BYYUT HemnoaaenbHOM HN3HEPAOOCTHOCTLIO M ONTUMU3MOM, HO yrKe 6e3 TAe-

noro nadoca npegLlectsyioLlen cMMPoHMM, KaKk byaTo nepeq HaMu BRIOYUIU
«Npa3gHUYHO-6YOHUYHYIO» KMHOXPOHWMKY 1930-x rr. BnpoyeM, HamepeHHas
acMMMeTpUs, HeobblYHOE CoYeTaHMe YacTen aloT BO3MOMKHOCTb CaMbIM pasfiny-
HbIM MHTEpMpeTaLMaAM CUMGOHMM — OT «KasleMgoCKomNa H1U3HW» [0 TparMyeckoro
OBOEMbICUA.

TpyoHo HasBaTb MHOe My3blKajibHoe NpPoM3BedeHME, CaMo 3BYyYaHWe KOTO-
poro CTasio CMMBOJSIOM KpyrHeuwen BoMHbl XX BeKa, HenpuMupuMmon 6opb6bl
¢ ¢awmsmom. Nepean yacte CedoMoli cumgoHuu ([o Mamop, cou. 60, «nocesa-
wjaemca 20pody JleHuHzpady»), bbina HanMcaHa «Mo ropAYMM criedaM» JeToM
1941 r. (xoTA 3HaMeHUTbIN «3NU300 HAWECMBUS», N0 HEKOTOPbIM CBeAEeHUAM,
yHe CyLLecTBOBaJI, HO OpraHMYHO BOLUeN B CUMGOHWUIO), BTOPas U TpeTbA Bbinu
3aKOHYeHbI B CEHTABpPE, B yXe ocawaeHHoOM JleHnHrpage, puHan — B 3BaKyaLmu,
B Kylbbiwese (HbiHe CaMapa). B aToM ropoge B MapTe 1942 r. cuMpoHUA BrepBble
npo3ByYana B UcrnosiHeHnn opkectpa bonbloro Teatpa CCCP nog ynpasneHveM
Camyuna Camocyna. Bckope oHa 6bina ucroniHeHa B MocKBe, 3aTeM HOTbl Obiu
CaMoJIeTOM nepenpassieHbl B 611okagHbI JleHuHrpag. B Tom e rogy CegbMas
cumdoHmMa ucnonHanack B Helo-Mopke, noswe - B JloHaoHe v BysHoc-Alipece...

BoT Kak cam aBTop onuceiBan cofepaHue cuMdoHuu: «3Kkcno3uyus nepsoll
4acmu ... 3MO NPOCMAA, MUPHAA JCU3Hb, KAKOU 00 BOUHbLI JMCU/IU MbICAYU Jie-
HUH2PpadCKUX 0NoJslHeHYes, Becb 20p00, BCA HaWA CMPAHA. ... B MupHyo icu3He
smux /model 8pbiBaemMCcA BOUHA. A He cmpeMIioc K HaMypauCmu4yecKoMy U3o-
bpaxceHulo BOUHbI, U306paNCeHUI0 JIA32a OPYAHCUA, pa3pbIBa CHAPAGOG U m. n.
A cmapatoce nepedame 06pa3 BoliHbI IMOYUOHA/ILHO. ... Penpu3a — mpaypHbil
Mapw usiu, BepHee, peKaueM 0 iepmaax GolHsl. ... KaK MHe HyJicHbl beinu cro-
8a 0717 3moao 3nu300a! Ho Huz0e A ux He Moz Halmu. ... [locne peksuema udem
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ewje bosiee mpaauyeckul 3nu300. ... B Hem cie3sl Mamepu unu daxce 4yscmao,
Ko20a cKopbb MaK BesluKa, YmMo crie3 yxce He ocmaemcA. Imu 08a JIUPUYECKUX
¢paameHma npusoOAM K 3aK/II0YEHUI0 NepBol Yacmu, K anoQeosy HCU3HU, COJTH-
ya. B camoM KoHUye onAme Bo3HUKaem omaoasieHHbIl 2poxom, HaNnoMUHauwul
0 MoM, YMo BoUHa npodosincaemcs.

Bmopas u mpemesa yacmu cuM@oHUU He cBA3aHbl KakoU-1ubo npoepammod.
OHU npedHasHa4eHbl, Ymobsl ciyxcumes nupudeckol paspAadkol. Bmopas yacme
CUM@OHUU — 0YeHb JIUPUHeCKoe CKepyo... BOCNOMUHAHUA 0 KaKUX-MO NPUAMHbLIX
cobsimusx, 0 padocmHsix 3nu30dax. Bce amo nodepHymo dbiMKoU le2Kol 2pycmu
U MedmameJsibHocmu. ... TpemeA 4acme — namemudecKoe adaxcuo, dpamamuye-
CKul yeHmMp npou3eedeHusA».

Bo3MokHO, 06pa3bl TpeTben YacTu 6biin HaBesAHb! LLlocTakoBuyy naMATbio 0
ponHoM JleHuHrpage. ®vHan aBToOp XapaKkTepM30Bas 04HWUM CII0BOM — «nobedan.
Ho B HeM, npexae Bcero, oLLyLLAeTCA TAXKeNan, MyuuTenbHaA 6opbba, MacLTabbl
KOTOpPOW B TO BpeMs Maso KTo Mor cebe nNpeacTaBuTh.

Tpareguio BoMHbI pacKpbiBaeT U BocoMaa cuM@oHua (00 MUHOpP, Co4. 65),
3aKoHYeHHaA B 1943 r. u BnepBble Npo3By4YaBlad B MockBe nog ynpasneHueM
E. MpaBuHcKoro (eMy cumdoHMA M noceALleHa). Ha atoT pas Loctakoeny Bo3-
JepKarncaA oT NPorpaMMHOCTU M NI1aKaTHOM JOKYMEHTANUCTUKN «/leHuH2padcKol»
CUMGOHMM, PABHO KaK M OT TOPHECTBEHHOr 0 «anodeosa nobenpl» (oduumanbHas
KPUTWKa pyrana HoBoe counHeHue LLloctakoBuya 3a neccummnam). Ho egga v Mol
3a BCIO UCTOPUIO MY3bIKWU HalNOeM COUMHeHWe, rae C Takow raybuHon 1 aMoumo-
HaNbHOCTbIO bbl1a Bbl packpbiTa Tpareana BOMHbI.

«MHe xomesoce ... Bocco30ame KapmMuHy OYyWeBHOU HCU3HU Yes108eKa, 02/1y-
WeHHO020 2U2aHMCKUM MOJI0MOM GOUHbI... PACCKA3amb 0 e20 Mpesoaax, 0 e20

cmpadaHusAx, 0 e2o Myxcecmase U o e2o padocmu, — nucan LWoctakosuu. — [puyem
BCe ncuxudecKue 0BUXICEHUA HEBOJIbHO npuobpemarsnu ocobylo omyemsiusocme
u dpamamusM... 3mom 4esioBeK... udem K nobede Yepe3 My4umesibHble UCnbI-
maHusa u Kamacmpogel. OH MHo20 pa3 nadaem u cHogda acmaem. ... Camo cobol
pasymeemcs, Ymo e20 Nymeb He ycesAH po3aMu U eMy He conymcmaylom secerible
bapabaHWuKu...»

B BocbMoit cMdpoHum aBTop NoAHUMAETCA Haf KOHKPETUKOWN M306parkaeMbix
cobbITWIM, 0606L1,aA BOMHY W arpeccuio Kak abcontoTHoe 3510, KOTOPOe HEe JOJTHK-
HO noBTOpUTLCA. HeT 3aecb U KapTUH 60pbbbl, CONPOTUBNEHWA — 31Ty BbIHOCUTCA
OYXOBHbIW, HPaBCTBEHHLIM MPUIrOBOP, YTO TOSILKO 3a0CTPAET TparMyeckun nadpoc
3TOM My3bIKW.

MATMYacTHaA CTPYKTYpa CUMPOHUM HEObbIYHA. AKLIEHT ApaMaTUYeCKOro KOH-
¢NMKTa nepeHocuTCcA C MepBOM 4YacTu (34ecb 3To pasBepHyToe dunocodpcKoe
Adagio) B cepeauHy. Bropas yactb umkna, Allegretto, cBoero poga «TopecTBo
31a», CYHUT NoaroToBKoi K CKepLo. Ero 6e30CTaHOBOYHbIN OCTUHATHLIA PUTM
BOCMPUHMMAETCA KaK Yy[0BMULLHAA «TOKKaTa CMEPTU», B LLIEHTPE KOTOPOW 3BY4nUT
KaBasiepUMCKUA MapLU (KaK TyT He BCMOMHUTL NocnefHion YacTtb «leceH u nisAcoK
cmepmu» Mycoprckoro). bes nepepbiBa oHa NepexoauT B YETBEPTYIO YacTb — Mef-
neHHyto MNaccakanuio, B KOTOPOW aBTOP NOMbITANCA N306pa3UTb «pblOAIOLLIIA XOp».
3MoumMoHanbHoe NoTpACEHNe, UCTLITEIBAEMOE CITyLLIaTesIeM OT TPeX CPefHUX Ya-
CTEeN, UCKII0YaET BO3MOKHOCTb MrepOMKO-0NTUMUCTUYeCKOro dpuHana. MNocnegHas
4acTb — 3TO TUXOE NPOCBeTNIeHNe, bnaroaatb *enaHHoro, BbICTPAAaHHOI0 MOKOA
N TULLIMHBI.

Paboty Hag [Jesamol cumponuel (Mu-6eMonb Marop, cod. 70) LLoctako-
BMY Hayan B AHBape 1945 r., HO 3aTeM HaOoMro npepBsasi, BEPHYBLUUCL K HeN
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y¥Ke Mocne oKOHYaHUA BOMHLL. Ha npeMbepe HOBOro COYMHEHWA, COCTOABLLENCA
B Hosibpe 1945 r. B JleHnHrpage, Te, KTO OXMUOANM YC/bILWATh MOHYMEHTASIbHYIO
«cMdoHMIo nobefpl», bbINM pasodapoBaHbl. [po3Byvana NMPUKO-CKepPLLO3Has
cMMOHUA, OTAENbHble ApaMaTUYeCKMNe CTPaHWLLbI KOTOPOW TOSIbKO OTTEHANM UC-
KpALLYlOCA CBET/IbIM, [06POAYLLIHBIM IOMOPOM MY3bIKY.

KoMnosutop gencreuTensHo HaMepeBanca caenatb [eBATyio NpocsiaBieHUeM
nobenbl, TOrMYECKUM 3aBepLLEHNEM TpUaLbl «<BOEHHbIX» CUMOHMIA. Ho 4TO-TO 3a-
CTaBUJI0 ero U3MeHUTb NepBOHaYasibHbIN 3ambicen. Bo3MOXKHO, OH OLLYTU CBOIO
HeCrnocobHOCTb UCKPEHHEe BbICKa3aTbCA B AyXe TeHAEHLMO3HOr0 CTajIMHCKOro
MOHyMeHTanm3mMa (nogobHo Mysbike K dunbMy «fladeHue bepnuHa»). Ho, ckopee
BCEro, YyTKUM XyOOMHUK OLLYTU NOTPEBHOCTL OKPYHKAOLLMX S0 Aeln «B300XHYMb
¢ obneayeHueM», Korga npoctas, [obpas LUyTKa HyxHee nobedHbiX MapLUen.
He noToMy nn orpoMHebI ycrnex MMen NocTaB/ieHHbIN B TOM e rody B bonbliom
Teatpe 6anet [MpokodbeBa «3o/1ywKa»?

«HaueHsIU HeoKnaccuyu3m» NepBomn 4acT cMMGOHMM Bbi3bIBaeT accoLmaLmm
¢ «Knaccuyeckoli» cumdoHuent MNMpokodbesa K, oTyacTu, ¢ YetsepTtoit Manepa. He-
KOTOPbIM KOHTPACTOM K Heil 3ByYMT BTOPaA 4acTb, MOAEPHYTOE NeyasibHoM AbIMKOM
Moderato, 4To6bl CHOBa CMEHUTBLCA PaAOCTHBIM «perpetuum mobile» ManeHbKoro
Presto. YeTBepTanA yacTb — eQNHCTBEHHAA, CBA3AHHAA C TPArMYecKnM OT3BYKOM
BPEMeHMU, HO M oHa 6e3 nepepbiBa NepexoauT B oOPOoAYLLIHO-KOMUYECKUIA dUHa.

Hecamaa cum¢ponua (M1 MyHOPp, cod. 93) BO3HMKNA CNYCTA BOCEMb JIeT Mo-
cne ceoen npefulectseHHMUbI. To, Yto LLlocTakoBUY CTONBKO NeT He obpallanca
K CBOEMYy JI06MMOMY ¥KaHpy, He Obi0 Cy4anHOCTbIo. 3TW rodbl U3BECTHbI, KaK
camoe YepHoe BpeMA COBETCKOI0 MCKYCCTBA, 6e3KanocTHOro roHeHWA BnacTu
Ha CaMbIX TanaHTMBbIX NCaTenen, No3ToB U KOMMO3UTOPOB, Ory/bHbIX 06BUHE-

HUI B popManunsMe U KOCMOMOIUTU3ME, BECKOHEYHbIX COBPaHUIN U «TBOPYECKMX
LAMCKYCCUI», Ha KoTopblx LLloctakoBuy, HapAady ¢ ApyrMMu, 6bin BbIHYKOEH Npo-
W3HOCUTb «MOKasAHHbIE» peyn. EMy npuxogmnocb nucatb My3blKy K OOWUO3HBIM
¢unbMaM 1 npasgHUYHbIE KaHTaTbl, NPOCNABNABLUME «CYACMJIUBYIO HCU3Hb CO-
B8emcKux siooel»...

He cnyyaiHo 1 To, 4To K HenocpeACTBEHHOMY COYMHeHMIo [ecATon cMMdoHUK
LWocTtakoBmy npuctynun B Mapte 1953 r. — moytu cpasy nocne M3BeCTUA O CMep-
™1 CtanuHa. OauH U3 HEMHOMMX, KOMMO3UTOP YBUAEN B 3TOM COOLITUM Hageway
Ha Nny4Llee W, NOYyBCTBOBAB BbICBOOOXKAEHME TBOPYECKMX CUJT, BBICTPO 3aKOHUMN
HOBOE MNpon3BeLeHUE.

MepBaa 4acTb, HanucaHHaA B xapaKTepHoM anA LlloctakoBu4a HeToponiu-
BOM TeMne Moderato, npeactaBnsAeT cobon nevansHoe, HanNpPAXKEHHOe pasayMbe.
BTopas YacTb — «310e» CKepLo, B KOTOPOM, MO OT3blBaM 6JIM3KMUX, PACKPbLITO UC-
TUHHOe oTHowleHue LLloctakoBuya K ctanuHusMy. Bnepsble B cMMpOHMYECKOM
¥aHpe B TpeTbel YacTu LLocTtakosuy, nogo6bHo W.C. Baxy u P. LLlyMaHy, ncnonb3so-
BaJ1 CBOIO «My3blKasibHYy0 Noanmcb» — MoHorpamMMmy DSCH (pe, Mu-6eMons, o, cm).
OHa ke ocTaBnseT 3a cobow nocnegHee CrI0BO B CBET/IOM, HMU3HEPAJOCTHOM PU-
Hane, B KoTopoM E. MpaBWHCKUI ycnibillan «noJsiHoe CruAHUe cybbeKkmusHo20
U 06beKmuBHo20».

OduHHadyamas cuM¢oHusa «1905 200» (conb MuHop, cod. 103), HanucaH-
HaAa B 1957 r., cocTaBnAeT NepByl0 YacTb «PesoIoYUOHH020 dunmuxa». B Hel
KOMMO3MUTOP CHOBa 00paTUNICA K «KMHeMaTorpaduyeckor» NpPOrpaMMHOCTY,
¥Kenan 3ane4vaTnieTb OCHOBHbIE COOLITUA MEPBOM PYCCKOM PeBOIOLMMN U ee Hava-
na - «Kposasozo sockpeceHbA» 9 AHBAPA, KAaTaCTPOPUUECKN U3MEHUBLLETO X0[
PycCKoM uctopum (Mo ceMenHbIM NpeaaHuaM, B 3TOM LLECTBUM K 3UMHEMY OBOpLY
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y4acTBOBas OTel, KOMMO3UTopa, Yy4OM CMacLUMIcA oT paccTpena). Karaas vactb
MMeeT 3aroJioBOK, HO UMeHHO BTopad («[esamoe AHBApA») NpencTaBnAeT co-
6ol cBoero pofa «OOKyMeHTanbHYI0 IETONUCb» NpoucxoasLlero (Nepeasa vacTb,
«[Jsopyosasa nioujadeb», BOCMPUHUMAETCA KaK BCTyrMyieHWe K Hen). [1Be nocnen-
HUe YacTu («BevHas namamoe» U «Habam») nMetoT 6onee 0606LLLEHHBIN XapaKTep.

B cumdoHmm LLlocTakoBMY LUUTUPYET PEBOSIIOLMOHHbIE MECHU U COBCTBEHHbIE
«[JecAmb XopoBbIx N03M HA CMUXU PeBoJToYUOHHbIX N03Moa» AnsA xopa a capella
(cou. 88), MHOIMe 13 KOTOPbLIX NocBALLEeHbI cobbITMAM 1905 roaa.

CreneHb 3MOLMOHANBLHOI0 BO3OEMCTBUA 3TOM My3bIKM MO3BOJIAET BOCMPUHU-
MaTb ee ropasfo LUMpe 3a[aHHOM MpOrpamMbl U KOHKPETHOIO MUCTOPUYECKOIO
cobbiTuA. LLlocTakoBMY M 30eCb pacKpbiBaeT Tpareamio YenoBeYecKom MYHOCTH,
OKa3aBLUeWCcA nepeg, INLLOM arpeccMBHOIO 313, HO He C/TOMAIEHHOr 0 UM. PaccTtpen
MUPHBIX [eMOHCTPaHTOB BCEraa ocTaeTcA NMppoBor nobenoi...

Heenadyaman cumgoHua «1917 209» (pe MuHop, cou. 112), nocBALLeHHanA
namatu B.U. JleHnHa, 6bina 3akoH4eHa B 1961 r. He ycTynas npefllectBeHHULLE
B My3blKaJIbHOM MacTepCTBE, OHA BCE e HOCUT XapaKTep TBOPYECKOr0 KOMMpO-
Mucca. Ecnn B Monogple rogbl LLloctakoBuY Mor UCKpeHHe 064yMbIBaTh 3aMbICen
«JIEHUHCKOM» CUMPOHUM, TO Temnepb peyb Moria UATU 0 COYMHEHUN, HAaNUCaHHOM
nog 60/bWIMM [aBfeHWEM Ha «HOBOOOPALLEHHOI0» YJieHa KOMMYHUCTUYECKON
napTum (ronoM paHee LlloctakoBnya daktnyeckm 3actasunu setynutb B KICC).
Hanbonee macwrabHa nepsad 4acTb CUMPOHUM — HETOPOM/IMBO pa3BepThIBalo-
weeca Moderato, ero TemMaTi3M fier B 0OCHOBY BCero npoussegeHus. Cam aBTop
cuutan 6onee ynasLlencA BTOpY 4YacTb («Pa3sus»), NpeactaBnAioLLylo cobon,
no MHeHuio M. CabuHWHOW, «UHMes/IeKmMyasu3upoBaHHsIU nedsaxc». TpeTbA
yacTb («Aspopa») [OBOSIBHO UANIOCTPaTUBHA, dunHanN («3apA YesroBe4yecmaa») caM

LLlocTakoBWY He cyMTan yaayHbIM — BUOMMO, EMY CTOMSI0 HEMasoro Tpyaa Mysbl-
KaslbHOe OnMcaHue «CYacTIMBOro byayLuero.

Tpunadyamyro cumponuro (cu-6emMonb MuHop, cod. 113) ans 6aca, MyrcKoro
X0pa W opKecTpa, HanmcaHHyo B 1962 r. Ha ctuxu EBreHnA EBTYLLEHKO, MOXHO
Ha3BaTb «demuujeM ommenesu». U B To e BpeMsA oHa noctasuna LLloctakoBnya
B MOYTU «OMCCUOEHTCKOE» NMosoxKeHue. Ele 1o npemMbepbl NPUXOAUSIM U3BECTUSA
0 HeOBOJIbCTBE CUM(POHMEN CO CTOPOHBI BNAcTei, COCTOMTCA NW NpemMbepa bbino
Heun3BecTHO [0 nocnenHen MUHyTLl. OHa npowna ¢ TpuyMdom (nog ynpaeneHu-
eM K. KoHgpaluvHa), ogHako coBeTcKasA npecca 060LUna ee ynopHbIM MOSTYaHKUEM.
Mocre HeCKOMBKMX UCMONMHEHUIA B APYrUX ropofax Ha cUMGOHMIO Bbi HanoXeH
HernacHbli 3anpeT, NPeoaoeHHbIN TONbKO K cepeanHe 1980-x rr.

3MoumoHanbHoe U CMenoe CTUXOTBOpeHWe Monogoro noata «babul Ap»,
nocBALLEHHOe paccTpeny eBpeeB B ceHTAbpe 1941 r. B Kuese 1 ToTanbHOMY 3aMan-
umBaHuto aTom Tparegum B CoBeTckomM Colo3e, yB/IEKI0 KOMNO3uTopa. Bo3HuKLwnm
3aMbICeNT O[HOYACTHOro0 MNpouM3BedeHUA BMOCNEACTBAM [OOMOSHUACA ApYruMu
CTUXOTBOPeHUAMK EBTyLIeHKo («fOMop», «B mazasuHe», «Cmpaxu» n «Kapoepa»).
Pa3HoobpasHble Mo cofepaHuio M HacTpoeHUto, oHWM $OpMarnbHO He CBA3aHbI
C TeMaTUKOW MnepBoM YacTu (TonbKo «Cmpaxu» no4vTM ByKBaNbHO BOCCO3AaloT
aTMocdepy ToTanbHOro y¥aca nog nATON CTa/IMHCKOro TeppPopa), HO B Pa3HbIX pa-
Kypcax pacKpbIBatoT NpobemMy HpaBCTBEHHO YMCTOThI HYeNloBEKa, TBEPOOCTU AyXa
B TAMESIbIX UCTBITAHUAX.

Ewe 6onee ganexkoi ot TpaguMUMOHHOM cuM@oHMYecKon GopMbl OKasanacb
YemoipHadyamaa cumgoHua (cod. 135) onAa OBYX COMMCTOB U KaMepHOro
OpKecTpa, HanucaHHanA B 1969 r. Ha ctuxm O.I". JTopku, . AnonnuHepa, B. Kioxens-
6erepa u P.M. Punbke.
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Ee MockoBcKoM npeMbepon avpurkupoBan cosgatens nepsoro B CCCP Ka-
MepHoro opKectpa Pynonbd Bapiuan. QakTuiecku ABNAACH BOKASIbHBIM LIUKIIOM
OnA conpaHo, 6aca U aHcaMmbns CTPYHHbIX U yOapHbIX, CUMGOHUS COOTBETCTBYET
¥aHpy B TOM e cMbicrie, YTo U «[lecHb 0 3emsie» Manepa — Kak «Jcugoe cma-
HOBJIeHUe MY3bIKU Ha 8epWUHax Mbiciu u oywesHol aaybuHel» (B. Acadbes).
Bonbluee TBopYecKkoe poAcTBO, 04HAKO, OLLYLLIAETCA C LMKIOM «[TecHU u nyIACKU
cMepmu» Mycoprckoro, Ha opKecTpoBKow KoToporo LLloctakoBuy pabotan He-
3ag0nro 8o 3toro. Mo co6CcTBEHHOMY NMPU3HAHUIO KOMMO3MUTOPA, Y HEro BO3HUKNA
naen «npodosicume U pacwupume» 3ToT LK. ObpalleHne K aBTopaM pasHbiX
CTPaH, 3MN0X 1 NO3TUYECKUX HarpaBeHWI NPM3BaHo NoAYePKHYTb 0606LLEHHOCTb
uaeun CMepTH, Nepes KOTOPOW OKa3bIBAKOTCA paBHbI Bce — JflereHpapHan Jlopenen
1 6e3bIMAHHbIE BMIO6NEHHbIE, apecTaHT M No3T, caMoybuiua u «MasieHbKul cosl-
damy». CnoHbIN 1 adOpPUCTUYHBIA MY3bIKabHbIA A3bIK CUMPOHUKU, COOTHOLLIEHUE
BOKaNbHOIO M MHCTPYMEHTaNIbHOMO Havan npubnuaioT ee K bonee No3gHUM Bo-
KanbHbIM LMKNaM Ha ctuxu A. bnoka, M. LiBeTaeBoi n MukenaHa<eso.

Mamnadyamana cumgoHua (J1a Marop, cod. 141) 6bina 3aBepieHa B 1971 r.
B AHBape 1972 r. coctoAnack npeMbepa B MockBe, BonbLUMM cMMpOHUYECKMM Op-
KecTpoM LleHTpanbHoro TenesngeHus u BcecolosHoro pagmo OMpUKUPOBan CbiH
Komro3utopa Makcum LLlocTtakoBmy.

3Han nu aBTop, YTO cMMdoHMA byaeT nocnedHen? MNocne Hee oH obpaltanca
TOJIbKO K KAMEPHBbIM COMMHEHUAM, B KarKOOM M3 KOTopbIX (MATHaQUAThIA KBapTeT,
anbToOBaA COHaTa, MUKeNaHOMKEeNOBCKUI LUMKI) Tak UM MHa4Ye BO3HWKana teMa
cmepTu. MNpepensHasa 0606LLEeHHOCTb, aCKETU3M My3bIKaIbHOI 0 A3blKa 1, C ApYrow
CTOPOHbI, «B3rNAL4 Ha3ag», NPOCBET/IEHHOE MPUMUPEHME C HebbITUEM — BCe 3TO
o06beauHaeT nocneaHue coumMHeHna LloctakoBuya.

YeTbipexyacTtHasa ¢opMa cMM@OHMU CTOBHO BO3BpALLAET Hac K OaBHWUM Tpa-
OMumMAM. A «KapHaBanbHbI» xapakTtep nepBoro Allegretto («uepyweyHoil
Maz2a3uH», OpMyNUpPOBKa aBTopa) W, oTyacTW, CKepLo HamoMMHalT 0 caMblX
«HnaccuumcTckux» cumpoHmnax Loctakoenya — MNepeon 1 desAtoin. Ha apyrom
nontoce MNaTHaguaTon — 3agyMynBo-cKopbHoe Adagio n duHan ¢ naccakanven
nocepevHe, B KOTOPOM MOCTEMEHHO MPOCTYNAET W, B KOHLLE KOHLLOB, 3aroJiHAeT
BCe 3ByYalLiee NPOCTPaHCTBO xof BpemeHn, owwyuieHne BevHoctu...

Mo cuMpoHUM paccbinaHbl My3blKanbHbIe LUTaTbl U ansilo3mMmM — OT ABHbIX, Ha-
MepeHHO BblfeneHHbIX (Bpoae yBepTiopbl K «Busseenomy Tensmo» . PoccuHu
B | YacTu Mnm BarHePoBCKOO NIEMTMOTUBA Cyabbbl U3 «Kosbya HubesnyH208» B Hu-
Hane) 0o eaBa ynoBuMbIX. OHM NO4YEPKUBAIOT UTOMOBLIN, MPOLLLASBbHBIN XapaKTep
cuMdoHum LLlocTakoBuYa, € yX040M KOTOPOro 3aBepLUMSIach Lienian anoxa MmMpo-
BOM aKaeMUYECKON MY3bIKMN.

Gopuc Mykocel
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mitri Shostakovich's (1906—1975) oeuvre is a musical chronicle of the

era. We hear in his music something that perturbed minds and souls

of millions of people. His fifteen symphonies captured not only the evo-

lution of the genius of music. They are as if the entire 20" century with
all its great discoveries and ordeals, progress and disasters breathes in their
scores. These are unique documents of human spirit that will stay with us for good
to tell us about their time, to stir heated theoretical and aesthetic disputes, to give
us a reason for very different interpretations, and to command our admiration or
sharp rejection. Whatever the case may be, they will never find an indifferent lis-
tener.

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

That was the reason why Shostakovich's every new symphony was a significant
phenomenon on the country’s musical and cultural scene. Immediately after their
performance and publication, the symphonies entered the repertoire of the best
conductors of the time. Their different, at times opposite, interpretations testified

to a strong emotional impact the symphonic works had on them, making a per-
former involuntarily let the music through his or her self. Immersing deep and
long in Shostakovich’s music awakened in the outstanding musicians their inti-
mate comprehension of the composer’s works, which was similar to their com-
prehension of Bach, Mozart or Chopin. And today, just as it was half a century
ago, we have an opportunity to hear a very “different” Shostakovich. The absence
of any performing standards only confirms that this music remains relevant and
will hardly ever be in danger of becoming a museum piece.

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

|OA0)
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Imost a forty-year friendship tied the composer and Yevgeny Mravin-
sky. Then a young conductor, who had just become the leader of the
celebrated orchestra of the Leningrad Philharmonic Society, decided
to perform the premiere of the Fifth Symphony, and its triumph set
up a new landmark in the composer’s and conductor’s careers. From then on,
Shostakovich’s music ran all through Mravinsky's conducting activities. “..This
relationship with everything he created, with everything he reflected in his sym-

phonies is in my blood... In the world of his music, | find what | have experienced,”

the conductor admitted.

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

“He has been shaping and creating the unique performing style of the Leningrad
philharmonic musicians for many years,” Shostakovich wrote. “It’s a strict, stately
and noble style, which is alien to external effects but filled with a great internal
temperament.” Mravinsky, an unsurpassed performer of classical and romantic
music, sensed in Shostakovich’s symphonies the highest synthesis of emotional
and rational elements, openness of feeling and depth of ethical thought.

In the mid-1940s, the composer settled in Moscow for good. In Moscow, Kons-
tantin Ivanov, who headed the USSR State Academic Symphony Orchestra, re-
mained one of the leading performers of his music for many years. A confirmed

devotee of classical music, Ivanov also gave much attention to contemporary mu-
sic, including numerous works by Myaskovsky, Shostakovich, Prokofiev, Khacha-
turian, Gliere and other composers who he interpreted in the vein of continuity
of the classical traditions. The conductor realized the Moscow premiere
of the Twelfth Symphony and was the first to conduct a number of Shostakovich’s
other symphonic and cantata pieces. In his reading of the Eleventh Symphony,
Ivanov had in the foreground the visibleness of the musical artistic fresco that
reproduced a tragic picture of Bloody Sunday. Highlighting the active, heroic and
effective musical imagery, the conductor rendered it as a “symphony of struggle.”

The brightest interpretations of Shostakovich's symphonies in Moscow were
associated with Kirill Kondrashin who headed the Moscow Philharmonic Orches-
train the early 1960s and turned it from an “ordinary” orchestrainto “one of the best
orchestral ensembles of not only the Soviet Union but of the whole world, " accord-
ing to Shostakovich. We are obliged to Kondrashin for the premieres of Shosta-
kovich's “sharpest” symphonies — the Fourth, which lay in the composer’s desk for
more than 25 years and was nearly banned, and the Thirteenth, which was rejec-
ted by some other conductors. “The School of Shostakovich” was a very important
stage of Kondrashin’s artistic growth. As he admitted, the work on the First Sym-
phony opened his mind to the problem of variances in interpretation among con-
ductors, and while he rehearsed the Fourth, he finally established his “associative”
method which was so helpful for communicating with the musicians and allowed
to come up with brighter and more graphic interpretations.

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

Evgeny Svetlanov entered the rank of the leading domestic conductors
in the second half of the 1960s after he was appointed chief conductor of the USSR
State Academic Symphony Orchestra. The “Svetlanov era” is associated first of all
with interpretations of Russian classical music. However, he accompanied Mstislav
Rostropovich at the premiere of Shostakovich's Cello Concerto No. 1 and was thefirst
performer of the Symphonic Prelude written in memory of the heroes of the battle
of Stalingrad. The great conductor eventually had quite a number of Shostakovich'’s
worksinhis repertoire. It was Svetlanov’s interpretation of the Leningrad Symphony
that became so very popular with listeners in the USSR - he unfolds its monu-
mental heroic and tragic canvas before us with a captivating force. His rendition
of the Fifthis not less convincing. Emotional restraint of some of the bits that may
seem unexpected at first sight only highlights the powerful dynamism of the lengthy
“fields” of energy injection, which lead to the blinding flashes of the climax. Both
of Shostakovich'’s brilliant cycles sound with true Svetlanov’s verve, emotional
tension and striking conviction of the conductor’s power.

‘I always have the same feeling dfter playing Shostakovich’s symphonies:
the one | played today seems the best to me,” admitted Gennady Rozhdestven-
sky. In the 1950s, then a young intern conductor of the Bolshoi Theatre attracted
attention as a talented interpreter of 20" century music. A genuine explorer and
educator, who has performed hundreds of Russian and world premieres over his
60-year career, Rozhdestvensky felt inclined for his older contemporary’s music
since he was young. Many of Shostakovich’s half-forgotten works were reborn
thanks to Rozhdestvensky and are now integral parts of the modern cultural
context (the operas Nose and Gamblers, ballet suites and music for theatre and
motion pictures). Rozhdestvensky performed and recorded all Shostakovich’s
orchestral and theatre works jointly with the Symphony Orchestra of the USSR
Ministry of Culture founded by him and with other orchestras. Rozhdestvensky's
interpretations combine acutely character theatricality, which is the composer’s
organically distinctive feature, with spatial multidimensionality of the score and
vivid “constructivism” of the form. Whichever of Shostakovich’s opuses the con-
ductor would perform, a “lightweight” polka or a large-scale symphonic cycle, they
always breathe and live the life of their epoch.

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

The personality of Yuri Temirkanov stood out among the constellation
of talented conductors who emerged in the 1960s in Leningrad, Shostako-
vich's home town. A graduate of the famous class of Ilya Musin, he was awar-
ded the first prize at the Second All-Union Conductors Competition by unani-
mous decision of the judges (the panel was chaired by Kirill Kondrashin). Yuri
Temirkanov headed the Kirov State Academic Theatre of Opera and Ballet (now
the Mariinsky Theatre) in Leningrad for twelve years, and in 1988 succeeded
to Mravinsky as leader of the Academic Symphony Orchestra of the Leningrad (now
St. Petersburg) Philharmonic Society. Today, Temirkanov is one of the greatest
representatives of the St. Petersburg conducting school and a recognized inter-
preter of Shostakovich’s music. The live recording of the Tenth Symphony was
made when Temirkanov worked with another orchestra of the Leningrad Philhar-
monic Society (the former Leningrad Radio Committee Orchestra that performed
the Seventh Symphony in beleaguered Leningrad). The conductor created the ar-
chitectonics of the Tenth, arguably the most “personal” of all Shostakovich's sym-
phonies, on a contrasting dramatic concept of internally closed movements. On

the other hand, an explicitly highlighted monogram (D-S-C-H) transforms into
a sort of a “chorale” that strengthens the antinomy of “unity and struggle of oppo-
sites” of the composer’s inner world.

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

By that time, the composer’s son Maxim Shostakovich chose to be a con-
ductor. The family thought he would enter on a piano career, but he firmly de-
cided to become a conductor after he visited Mravinsky’s rehearsals when he was
a young boy. After graduating from the Moscow Conservatory where he studied
under Alexander Gauk, the first conductor of the USSR State Orchestra, and Gen-
nady Rozhdestvensky, Maxim Shostakovich was an assistant in Moscow's lead-
ing orchestras. His debut took place in 1965, in Leningrad, when the Philharmonic
Orchestra performed the Tenth Symphony. “He is a gifted conductor. It's my first and
accurate feeling,” music critic Leonid Entelis described his impressions. “He lives
in music, he strives for grasping its every nuance, for prompting ... the artists of the
orchestra the right sense of the score, for captivating them with his emotionality.”

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

|OA0)

he Symphony No. 1 in F minor, Op. 10, was a graduation piece

of the 19-year-old student of the Leningrad Conservatory's compo-

sition department. However, a triumphant premiere and the number

of its subsequent performances were clear evidence of a true scale
of the composer’s gift and made everyone forget about its educational purpose.
So, Shostakovich’s name entered the number of the biggest composers of old and
new Russia.

The influence of senior contemporaries on the young composer was no-
ticeable and quite explicable. Those were Stravinsky, Prokofiev and Scriabin
(the critics later found the so-called Scriabinisms untypical of Shostakovich
in the third, slow movement). However, it was not an obstacle for recognizing
the composer’s unique style from the very first bars of the symphony. Among
the brightest peculiarities of Symphony No. 1 are Shostakovich's characteristic
grotesque, the use of contemporary everyday variety genres (the main themes
of the first movement and the circus gallop in Scherzo) and cinematic qualities

in the finale of the symphony as if the music is split into scenes and illustrates
a swift motion picture sequence.

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

Shostakovich did not rank these symphonies among his best works. Never-
theless, they are of interest as immediate reflection of the spirit of that com-
plicated time and a sensation of “revolutionary” impulse rendered with genu-
ine sincerity (Shostakovich was in sympathy with the communist revolutionary
ideology in those years). While Symphony No. 2 is notable for its “avant-garde”
and extremely complex musical language, the Third recreates the atmosphere
of mass singing and May Day marches, customary attributes of the Soviet order
until the late 1980s, with the entire palette of poster colours.

There is a great creative divide between the previous works and
the Symphony No. 4 in C minor, Op. 43. Shostakovich worked on it in 1935 and
1936. He later admitted that he valued it much higher that some of his more
popular and widely “recognized” later compositions.
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The Fourth Symphony became Shostakovich's first work, the music and
destiny of which reflected the composer’s artistic tragedy, a tragedy of an in-
dividual suppressed by the totalitarian state. It was created at the time
when the opera Lady Macbeth of the Mtsensk District was triumphantly pre-
miered and universally recognized as a new page in Soviet music theatre.
However, the success turned into accusation of “formalism,” persecution of
the authorities and a call for voluntary repentance. “/ was composing the Fourth
instead of repenting,” Shostakovich remembered. It was obvious it would suffer
the fate of Lady Macbeth. After a dress rehearsal of the symphony, the author-
withdrew it. Symphony No. 4 was premiered twenty-five years later in 1961 and
was conducted by Kirill Kondrashin.

Being of the most “subjective” symphonies, No. 4 became at the same
time one of Shostakovich’'s most Mahler-influenced ones. The features
of Mahler’s creative nature such as tragic expressiveness of the music language,
acute awareness of loneliness of an individuality going against the stream, and
grotesque refraction of suffering through a jester’s face tuned out to be so rele-
vant for Shostakovich in those years. A deeply subjective concept influenced an
outward structure of the symphony: a slow and eventful sonata movement is
followed with a short Scherzo. A grand third movement knows no analogues
in Shostakovich’s symphonic music: beginning with a funeral march, it develops
as a free variation cycle ending in a lengthy fading coda. Only Symphony No. 15
will have a similar ending.

The Symphony No. 5 in D minor, Op. 47, had a completely different fate. Its
premiere, which took place in 1937 in Leningrad and was led by Yevgeny Mravin-

sky, was a beginning of the composer’s long friendship with the prominent con-
ductor who was then a future first performer of many of the composer’s works.
An unconditional success of the symphony concurred with an official recogni-
tion — Shostakovich received “absolution,” and the new symphony with its opti-
mistic finale was found acceptable within the ideology of the Soviet regime.

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

Shostakovich defined an internal theme of the symphony as ‘mak-
ing of a personality,” sought to “show how optimism asserts itself as a world
view through a number of tragic conflicts, [by way of] a big spiritual struggle.”
The main phase of “spiritual struggle within” takes place in the first move-
ment (its tempo is uncommonly slow for sonata allegro) where the internal
conflict reaches its critical mass when the “theme of evil” is released, then
retreats for a while in a sad and lyrically intimate ending, but later returns in
a ifferent way in a burlesque, Mahler-influenced Scherzo. However, it is not an
open struggle but ultimate self-absorption and comprehension of internal con-
flicts in the slow movement that lead to a brisk final phase of “personality making”
in the finale. A triumphal outcome (not an ideological compromise as many be-
lieved) of the last movement seems perfectly natural in this context. The victory
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over personal doubts and fears liberates spiritual power and allows an individual
to be his/her own self in the most complicated or even tragic situations.

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

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

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

It is difficult to name another musical composition the sounds of which became
a symbol of the biggest war of the 20'" century and at the same time uncompro-
mising struggle against fascism. The first movement of the Symphony No. 7

in C major, Op. 60, dedicated to the city of Leningrad, was composed “hot on
the trail” in summer of 1941 (although the famous “invasion” theme had arguably
existed and became an organic part of the symphony).

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

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

“The second and third movements of the symphony are not linked with a prog-
ram. They are intended to be a lyrical interspacing. The second movement of
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the symphony is a very lyrical scherzo ... remembrance of some happy events and
joyful episodes. All this is covered with a haze of light sadness and dreaminess. ...
The third movement is an emotional adagio, a dramatic centre of the piece.”

Perhaps, the images of the third movement were inspired by Shostako-
vich's native Leningrad. The author depicted the finale with one word - “victory.”
But first of all it is about a severe and painful struggle the scale of which was
barely imaginable at that time.

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

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

In his Eighth Symphony, the composer rises above the specifics of depicted
events generalizing the war and aggression as absolute evil that must never be

repeated. There are no pictures of struggle and resistance here as the composer
passes a spiritual and moral sentence on evil, which only makes the tragic im-
pulse of the music more acute.

A five-movement structure of the symphony is unusual. The emphasis
of a dramatic conflict transfers from the first movement (here, it is an exten-
sive philosophical Adagio) to the middle. Allegretto, the second movement
of the cycle and a sort of a “triumph of evil,” makes us ready for Scherzo - its
unceasing ostinato rhythm is perceived as a monstrous “toccata of death”
with a cavalry march in the centre (we cannot help recollecting the last
part from Mussorgsky's Songs and Dances of Death). It transforms without
an interval into the fourth movement, a slow passacaglia where the composer
wanted to depict a “weeping choir.” The emotional shock the listener experienced
after the three middle movements excludes any possibility of a “heroically opti-
mistic” finale. The last movement is quiet enlightenment, bliss of getting some-
thing desired, of peace and silence achieved through much suffering.

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

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

The composer had really intended to make No. 9 an apotheosis of victory,
a logical completion of the triad of “war” symphonies. But something made him
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radically change the original idea. Perhaps, he sensed some disability of sincere
expression in the vein of tendentious Stalinist monumentalism (similar to the
music for a film called The Fall of Berlin). Most apparently, a sensitive artist felt
the people’s need for a sigh of relief, when a simple and kind joke was needed
more than victory marches. Was it also a reason for a huge success of Proko-
fiev's ballet Cinderella staged at the Bolshoi the same year?

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

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

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

The first movement written in Shostakovich's characteristically deliberate
Moderato is a sad and strained reflection. The second one is an “angry” Scher-
zo that captured Shostakovich’s actual attitude to Stalinism, as his family and
friends said. In the third movement, Shostakovich for the first time in the sym-
phonic genre used his “musical signature” — the monogram DSCH (D, E-flat, C,
B natural) — as Bach and Schumann did. It also has the last word in the light
and vivacious finale that was “a complete coalescence of subjective and objective”
to Mravinsky.

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

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

The degree of emotionalimpact of this music allows perceiving it much broad-
er than it was set by the program and historic event in question. Shostakovich

32



again unveils a tragic story of a man before aggressive evil that fails to crush
him. Shooting of peaceful demonstrators always remains a pyrrhic victory.

The Symphony No. 12 in D minor, Op. 112, subtitled The Year 1917 and
dedicated to memory of Vladimir Lenin was finished in 1961. Not being inferi-
or to the previous symphony in terms of mastery and logic of symphonic de-
velopment, it is nonetheless considered a creative compromise. If Shosta-
kovich could sincerely think over an idea of a Leninist Symphony when he
was young, now we can only speak of a work “for the occasion” composed
under big pressure on a “newly converted” member of the Communist Party
(Shostakovich was actually forced to join the Communist Party of the Soviet
Union a year earlier). The first movement of the symphony is a large-scale
one - a slowly unfolding Moderato with a theme that makes a basis of the sub-
sequent movements. The composer thought that the second movement (Razliv)
was the best, and according to Marina Sabinina was “a sort of an intellectualized
landscape.” The third movement (Aurora) is quite illustrative. As to the finale,
The Dawn of Humanity, Shostakovich did not find it successful. Probably, it took
him a lot of effort to describe a “happy future” musically.

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

mances in other cities, the symphony was secretly banned. This ban was lifted
only by the mid-1980s.

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

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

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

The Symphony No. 15 in A major, Op. 141, was completed in 1971. At the pre-
miere in Moscow in January of the following year, the composer’s son Maxim
Shostakovich conducted the Moscow Radio Symphony Orchestra.

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

A four-movement format of the symphony returns us to old traditions, and
a carnival nature of the first Allegretto (“a toyshop” according to Dmitri Shosta-
kovich) and partly Scherzo reminds us of Shostakovich's most “classicist” sym-
phonies - the First and Ninth.

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

Musical quotations and allusions are cast like small beads all over the sym-
phony. Some of them are obvious and deliberate like Rossini’'s William Tell Over-

ture in the first movement or Wagner's grief leitmotif from The Ring of the Ni-
belung in the finale, while the others are almost inaudible. They underline the final
and farewell nature of Shostakovich's symphony because his passing probably
concluded a very important phase in the development of the world’s academic
music.

Boris Mukosey

OO
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lanvHa BuwHesckaa, Omutpui LoctakoBu4 M Mapk PelueTvH Ha MocKkoBcKol npembepe Cumdorum N2 14, 1969 1.

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




"eHHaou PoxaecTBeHCKUM
n Omutpuit Loctakosuy, 1974 T.

Gennady Rozhdestvensky
and Dmitri Shostakovich, 1974
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lOpwin TeMupraHos, 1973 r.

Yuri Temirkanov, 1973
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Kirill Kondrashin, 1959
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KoHcTaHTuH MBaHoB, 1963 T.

Konstantin Ivanov, 1963
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EsreHuin CeetnaHos n Omutpui Loctakosuy, 1966 .

Evgeny Svetlanov and Dmitri Shostakovich, 1966
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EBreHuin MpasuHckuin u OMutpuin Loctakosuy, 1961 1.

Yevgeny Mravinsky and Dmitri Shostakovich, 1961
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[Omutpun LLloctakoBmy n Makeum LLloctakosuy, 1974 .

Dmitri Shostakovich and Maxim Shostakovich, 1974




CumdonHua N2 2 «Okmabpro»
(cnosa AnekcaHgpa be3sbiMeHCKOro)

MbI LK, Mbl ipocunu paboTbl U xneba,
CepAua 6b1Im cKaTbl TUCKaMM TOCKM.
3aBopckue Tpybbl TAHYNNCA K Heby,
KaK pyKku, beccunbHble CxaTb Kynaku.

CTpaLLHo 6bI10 MMA HALLMX TEHET:
MonuaHbe, cTpaaHbe, MHeT.

Ho rpomuye opyawuii BopBanmch B MOST4aHbe
CnoBa Haluel cKkopbu, CrioBa HaLLMX MyK.
0, JleHuH! Tl BbIKOBaN BOJIO CTPadaHbA,
Tbl BbIKOBas BOJIO MO30JIUCTBIX PYK.

Mbl noHAnK, JleHunH, 4to Hawa cyabba
Hocut nma: 6opbba.

Bopbba! Tbl Bena Hac K nocnegHeMy 6oto.
Bopbba! Tol gana Ham nobeay Tpyaa.

W 3Tor nobenkl Hag rHETOM U TbMOI0
HWKTO He OTHUMET y Hac HMKorda.

MMycTb KaabI B 6opbbe byaeT Monon u xpabp:

Beab nma nobenbl — OKTAGPD!

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

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

Like arms, too weak to clench their fists.

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

But louder than guns, breaking the silence,

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

You forged the will of the toil-hardened hands.

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

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

Let everyone in struggle be young and brave:
For the victory's name is October!
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0I-(TF|6pb! — 3TO COJIHUa ¥eJ1aHHOIo BeCTHUK.

OKTABpL! — 3TO BONA BOCCTABLLMX BEKOB.
OKTAGpPbL! — 3TO0 TPYL, 3TO Pa4OCTb U MECHS.
OKTABPbL! — 3TO CcHacTbe NoJEN U CTaHKOB.

BoT 3HaMs, BOT MMSA HUBbIX MOKOJIEHUI:
OKTABPb, KOMMyHa 1 J1eHuH.

CumdoHusa N2 3 «llepeomalickan»
(Ha cTnxun CemeHa KupcaHoea)

B nepBoe NepBoe Man
BpoLwueH B 6binoe bneck.
Wckpy B oroHb pasgysas,
lNnama nokpbino neca.

YXOM NOHWKLLKNX eNoK
BecnywmBanuce neca
B lo0HbIX eLLle MaeBOK
LLlopoxw, ronoca...

LLlopoxwu, ronoca -
lNepBas nonoca Mas,
OrHAMK bbloLero
Byoywemy B rnasa.

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

Here's the banner, here's the name of the living generations:

October, the Commune, Lenin.

Symphony No. 3 First of May
(verses by Semyon Kirsanov)

On the first May Day

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

With an ear of wilted firs

The forests listened to

The rustle and voices

Of then young May-Day rallies...

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

Into the future’s eyes.
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Hawwe lMepBoe Man

B noceucte nynb rops,
LLITbIK 1 HaraH ciumas,
BEpano aBopeu, Laps.

lNaBLwunin gBopeL, LapA —
370 ewwe 3apAa Mas,
Bnepen naywero,
CBeTOM 3HaMeH rops.

NepBoe ManA Halle —

B 6yoyuiee napyca —
B3Buno Hag MopeM naLueH
'ynkue Kopnyca.

HoBble Kopnyca —
HoBasa nonoca Mas
OrHAMm bbloLLero
Byaywiemy B rnasa.

D®abpuky 1 KONTOHUK,
MaicKuin B3MeTHeM napag.

3eMIio CoKMeM KoToHHaMM —

Hawwa npuwwna nopa.

Cnywainte, nponetapum,
Hawmx 3aBogoB peyb,

Our First of May

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

The tsar’s fallen palace -
Is only the dawn of May,
Going forward,

Burning in the light of the banners.

Our First of May -

Sails into the future —

Raised resonant buildings
Over the sea of ploughed fields.

New buildings -

A new strip of May
Throwing lights

Into the future’s eyes.

Factories and colonies,
Raise the May Day parade.

Let's squeeze the earth with columns

Our time has come.

Listen, proletarians,
To our factories’ speech,
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BaM, noaurasn ctapoe,
HoByto ABb 3arKeub.

ConHue 3HaMeH nogHUMasn,
MapLu, 3arpemm B yLUax.
Karkgoe lMNepBoe ManA —

K coupanusmy Lwar.

NepBoe MaA — war
C'KaBLUMX BUHTOBKY LLAXT.
B nnowaam, pesoniouus,
B6eit MUNAMOHHBIN Lar!

CumdoHua N2 13 «babui Ap»
(Ha cTnxun EBreHus EBTyLLEHKO)

1. BABUN AP

Hap BabbvM ApoM NaMATHUKOB HET.

KpyToit 06pbIB, Kak rpyboe Hagrpobbe.

MHe cTpaLuHo.
MHe cerogHaA cTofbKO J1eT,
KaK camMoMy eBpPeCKOMY Hapogay.

A TyT cTOM0, KaK 6YOTO Y KPUHMLI,
[atoLLielt Bepy B Halle 6paTCcTBO MHe.

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

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

Is a step to socialism.

First of May is a step
Of those who hold the rifle of mines.

Revolution, drive the step of millions
Into the squares!

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

1. BABI YAR

There are no monuments over Babi Yar.

The precipice looks like a rough gravestone.

I'm scared.
Today | am as old
As the Jewish people.

I'm standing here, imagining a well
That gives me faith in our brotherhood.
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30echb pycCKUe NexaT 1 YKpauHLbI,
JlexkaT c eBpeAMM B 0HOM 3eMJIe.

MHe KarkeTcs, uTto pendyc — 310 A.
MeLLaHCTBO — MO AOHOCUMK U CyabA.

Al 3a peLueTKoN.

A nonan B KonbLO.

3aTpaBneHHbIR,

ornJieBaHHbIN,

o6onraHHbIN.

M naMoukm ¢ 6proccenbCKMMmN 0bopKamu,
BM3Ka, 30HTaMM Tbl4yT MHe B JI1LIO.

MHe KarkeTcAa — A Manb4uK B benocToke.
KpoBb nbeTcA, pacTeKaAach Mo nosam.
BecunHCTBYI0T BOXAM TPAKTUPHOM CTOMKM
W NaxHyT BOAKOM C JIYKOM rorosiam.

A, canorom oTbpoLLeHHBIN, 6eccuneH.
HanpacHo A norpoMLLMKoB Mosio.

Mop rorot:

«ben npos, cnacam Poccuio!» —
nabasHuK n3buBaeT MaTb MoIO.

0, pycckuin Mor Hapog! —

A 3Hato — TbI

Mo cyLHOCTM MHTEpHALIMOHANEH.
Ho yacTo Te, YbM pyKM HEUMCTHI,

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

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

| am behind the bars.

| got into aring.

Intimidated,

defamed,

slandered.

And the ladies with Brussels frills,

poke their umbrellas into my face, screaming.

It seems to me I'm a boy in Biatystok.
Blood’s pouring, spreading about the floors.
The leaders of the tavern stand run riot

and smell vodka and onion half-and-half.

| am, thrown off with a boot, feeble.

| beg the pogrom-makers in vain.

To roars of laughter:

“Beat the Jews, save Russial” -

the shop owner beats up my mother.

Oh, my Russian people! -

| know - you are

International as a matter of fact.

But very often those with unclean hands,
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TBOWM YMCTEMLLIMM UMEHEM bpALLanu.

A 3Hato 0obpoTy TBOEW 3eM/U.

Kak nogno, 4to, 1 *KUIoYKoN He OPOrHyB,
aHTMCEMUTDI MbILLHO HapeKun cebn
«Coto30M pyccKoro Hapoda!

MHe KaeTca —

A — 370 AHHa ®paHK,
npo3spavHas,

KaK BETOYKa B anpere.

W a nobnio.

M MHe He Hapgo ¢pas.

Ho Hapgo,

yT06 OpYyr B Opyra Mbl CMOTPesIN.
Kak Mano Mo<HO BUOETH,
060HAT!

Henb3a HaM nUcTbeB

1 HeNb3A HaM Heba.

Ho Mo*HO o4eHb MHOI0 —
3TO HEHKHO

Opyr Apyra B TEMHOM KOMHaTe 06HATE.
Cioga ngyt?

He 6oitca — 370 rynbl
CaMOW BeCHbI —

OHa cloaa ugert.

Mom Ko MHe.

[lal MHe cKopee rybbl.

rattled your cleanest name.

| know the kindness of your soil.

How mean it is that, without wavering at all,

the anti-Semites pompously named themselves
the “Union of Russian people”!

It seems to me -

| am Anne Frank,

as lucid

as a tree branch in April.
And | love.

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

is to look into each other.
How little there’s to see,
and smell!

We can't have leaves

and we can't have the sky.
But we can do a lot -

it's holding tenderly

each other in a dark room.
Someone is coming?
Don't be afraid - this is rumble
of spring itself —

it's coming here.

Come to me.

Give me your lips quickly.
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JlomaioT aBepb?
HeT - 3710 Nnepoxon ...

Hap Babbmm ApoM LwenecTt gukux Tpas.

[epeBbA cMOTPAT rpo3Ho,
No-CyOemncKu.

Bce Monya 3gecb Kpyumr,

W, LMKy CHSAB,

A UyBCTBYIO,

KaK MeJIEHHO cefelo.

A aymato o nogsure Poccuuy,
@alum3My 3ac/IOHMBLLEN MYTb COHON.
[lo camMoi HaMKPOXOTHOM POCUHKM.
MHe 6n113KoM BCeto CyTbio M cyabbo.
HuuTo BO MHe npo 3To He 3abygeT!
«MHTepHaLMoHan» NycTb NpOrpemMur,
Korga HaBeKW NOXOPOHeH byneT
nocnegHWM Ha 3eMsie aHTUCEMMUT.

EBpelcKol KpoBU HET B KPOBU MOEW.
Ho HeHaBuMcTeH 3110601 3acKopy3noi
A BCEM aHTUCEMMWTAM, KaK eBpen,

W NOTOMY — A HACTOALLMIN PYCCKUM!

They are breaking the door?
No - it's drifting of ice...

Wild grass rustles over Babi Yar.

The trees look strictly,

like judges.

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

| feel,

how | slowly turn grey.

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

Nothing in me will forget about it!

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

is buried forever.

| have no Jewish blood in my blood.
But I'm hated by all anti-Semites
with their backward spite, like a Jew,
and therefore — | am true Russian!
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2. lOMOP

Llapwn, Koponu, nMmnepartopsl,
Bnactutenu Bcei 3emnum
KoMaHpoBanu napagamu,
Ho toMopoM — He Mornu.

B OBopLbl UMEHUTBIX 0C0b,

BCe [JHW BO3JIeMKalLLyX BbIXOJIeHHO,
ABnAncA bpogara 33on,

U HULLMIMU OHW BbIrNAOeNu.

B nomMax, roe xaHxa Hacneaun
CBOVMMMU HOraMM LLYMJbIMK,

Bcio nownoctb Xogxa HacpeoauH
Clumban, KaK LwaxMmartbl, LyTKaMM.

XoTenu ioMop KynuTb —

[la TonbKo ero He KynuLLb!
XoTenwu toMop youTb —

A toMop noKasblBasn KykuL!

BopoTbca ¢ HUM geno TpyaHoe.
Kasuunu ero 6e3 KoHua.

Ero ronoBa otpybneHHan
Kavanacbk Ha n1Ke cTpenbLa.
Ho nuwb ckoMopoLubM ynoqkm

2. HUMOUR

Tsars, kings, emperors,

Rulers of the entire earth
Commanded the parades,

But couldn’t cope with humour.

Aesop the wanderer appeared
in palaces of distinguished persons,

who spent their day reclining in luxury,

and made them look like beggars.

In the houses where the hypocrite
Left his traces of his puny feet,

Nasreddin Hodja knocked down all vulgarity

With his jokes as it was a chessman.

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

Wanted to kill humour -

And humour cocked a snook!

It's a difficult thing to fight it.
| was endlessly executed.
Its chopped off head

Was swinging on the shooter’s lance.

But as soon as the jesters’ pipes
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CBoM HauMHanu cKas

OH 3BOHKO Kpuyan:

«A TyTOUKM» —

W nnxo nyckanca B nnsAc.

B noTpenaHHOM KyLieM NanbTULLIKe,
lMoHypsACk U CIOBHO KasAChb,
MpecTynHUKOM NONUTUHECKUM

OH, NoMMaHHbIN, LLIeS Ha KasHb.

BceM BMOOM MOKOPHOCTL BbIKa3bIBas:
«["0TOB K HE3EMHOMY HUTbIO.

KaK BOpyr 13 nanbTULIKa BbiCKanb3blBan,
Pykoto Maxan ...

U TioTi0!

IOMop npATanu B Kamepel,

[a uepTa c oBa yganoce.

PeLueTku 1 cTeHbl KaMeHHble

OH Npoxoamn HacKBO3b.

OTKaLLMBAACh NPOCTYHEHO,

KaK pagoBov boel,

Laras OH YacTyLLUKOM-NPOCTYLLIKOM C BUHTOBKOM
Ha 3uMHMIA [IBopeL.

lNpuBbLIK OH K B3rnagaM CyMpayHbIM
Ho 370 eMy He BpeauT,
N caM Ha ceba c oMopoM

Began their tale

It shouted loudly:

“I'm here!” -

And swiftly threw itself into dancing.

In a frayed and short coat,

Downcast, as if repenting,

He, a political criminal,

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

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

And was gone!

They wanted to hide humour in cells,

Not bloody likely they did.

Bars and stone walls

He penetrated through them.

Clearing its throat in a hoarse voice.

as a private solder

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

It got used to gloomy looks

But it doesn't do it any harm,
And humour looks at itself
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IOMop nopoto rnaguT.
OH BeueH.
OH NOBOK U 1OPOK.

lNponpeT Yepes BCe, Yepes BCEX.

Wtak, na cnaeutca tomop!
OH — My*KeCTBEHHbIM YenoBeK.

3. BMATA3NHE

KTo B nnatke, a KTo B Nf1aTouKe,
HaK Ha NnoaBsur, KaKk Ha TpyQ,

B Mara3sumH noognHou4kKe

MOJ14a eHLMHbI nOyT.

0 6uaoHoB Mx bpALaHbe,
3BOH BYTbITIOK M KacTpionb!
lMaxHeT lyKoM, orypLamu,
naxHeT coycoM «Kabyrnb».

3A6Hy, [ONIO B Kaccy CTos,

HO MOKyOa ABUMHKYCh K Hel,

OT [AblXaHbA HEHLLMH CTONBKUX
B MarasuHe BCe Tense.

OHM TUXO NOAXHUMAAIOT —
6oru gobpble ceMbm,
1 B pyKax OHU CHUMaloT

With humour at times.

It's eternal.

It's agile and brisk.

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

It is a courageous man.

3. AT THE STORE

Some in shawls, some in kerchiefs,

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

quietly go to the shop.

0! The clanking of their milk cans,
ringing of their bottles and pans!
Smell of onions, cucumbers,
smell of Kabul sauce.

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

it's getting warm at the store

when so many women breathe.

They wait quietly —
good gods of the family,
and they squeeze their hard earned money
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AeHblr'n TpyaHble CBOWU.

370 eHLWwmHbI Poccuu.
370 Halua YecTb U cya,.
M 6eToH oHU Mecunu,
1 naxasnu, U Kocunu ...
Bce oHu nepeHocuny,
BCE OHW MepeHeCyT.

Bce Ha cBeTe UM nocunbHoO, —
CKOJIbKO CUJbl UM [aHo.

Nx 06cunTLIBaTL NOCTLIOHO.
Mx obBeLuMBaTb FpeLUHo.

W, B KapMaH nenbMeHW CyHyB,
A CMOTPI0, CYpOB U TUX,

Ha ycTarnble OT CYMOK

PYKM NpaBeHbIe UX.

4. CTPAXU

YMupatot B Poccum ctpaxm

CNOBHO MPU3PaKM NPEXHNUX NeT.
JIWb Ha nanepTy, Kak CTapyxw,

Koe-rfe eLLle NPOCAT Ha xneb.

in their hands.

These are women of Russia.

They are our hounour and judgement.

The mixed concrete,

and ploughed, and mowed ...
They stood everything,

they will stand everything.

Anything’s within their power, —
so much strength is given.

It's a shame to short-change them.

It's a sin to short-weight them.

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

at their righteous hands

so tired of carrying heavy bags.

4. FEARS

Fears are dying in Russia
like ghosts of the past years.

Only on the church porch, like old women,

they still beg here and there.
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A nx NoMHI0 Bo BNacTu 1 cune

npy 4BOPE TOPHECTBYIOLLIEN JTHKM.
Crpaxu Bclofy KaK TeHU CKONb3WNK,
MPOHMKaNM BO BCE TaXM.
[MoTnxoHbKY Nlogen npupyyanm

W Ha Bce Hanaranu nevatb:

raoe Mon4atb bbl —

Kpu4aTtb NpuyYanm,

n Monyathb —

roe 6bl Hao KpyyaThb.

370 cTano cerogHA OaneKuM.

[ae cTpaHHO 1 BCMOMHUTb Terepb.
TalHbI cTpax nepeg YbMM-TO [OHOCOM,
TanHbIn cTpax nepef CTYKOM B AABEpPb.

Hy a cTpax roBopuTb C MHOCTPaHLEM?
C MHOCTpPaHLEM-TO YTO, a C HKeHON?
Hy a cTpax 6e30T4YeTHbIN 0CTaTLCA
nocre MapLuen BOBOEM C TULLIMHON?

He 60AnMcb Mbl CTPOUTL B MeTENN,
yXoauTb Nof cHapAdamm B 6o,
HO 60ANUCL NOPOI0 CMepTeNbHO
pa3roBapuBaTh CaMu C CO60iA.

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

Fears slid everywhere like shadows,
penetrating into all floors.

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

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

It's a distant past now.

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

And that fear to speak to a foreigner?

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

Alone with silence after the marches?

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

but at times we had a deadly fear

to speak with ourselves.
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Hac He cbunu 1 He pactnunn,
1 He[lapoM celtyac Bo Bparax,
nobenmeLan ctpaxu Poccus,
eLLie 60MbLUMIA POXKOAET CTPaX.

CTanM HOBble BUXY, CBeT/eA:

CTPax HEUCKPEHHUM BbITb CO CTPaHOM,

CTpax HemnpaeOow YHU3WUTb Uaeu,
YTO ABNAITCA NpaBaon caMon!
cTpax dpaHbapuTb 40 ogypeHus,
CTpax YyrKue crioBa NoBTOPATb,
CTpaXx YHU3UTb ApYruX HeAOBEPLEM
1 Ype3MepHo cebe [oBeEPATD.

YMupatot B Poccum ctpaxw.

W Korga A nuLy 3TK CTPOKM

W MOpOK0 HEBOJILHO CrieLLy,

TO NWLLY UX B eONHCTBEHHOM CTpaxe,
YTO HE B NOJIHYIO CUITY MULLLY.

5. KAPBEPA

TBepaunu NacTbipu, YTo BpeeH
W HepasymeH [anunen,

HO, KaK MoKa3blBaeT BpeMs:

KTO Hepa3yMHEM, TOT YMHEN.

We were not beaten or corrupted,

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

in the enemies.

| see new fears happily:

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

the ideas that are the truth itself!

fear to fanfare until you're stupefied,
fear to repeat someone’s words,

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

Fears are dying in Russia.

And as I'm writing this verse

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

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

5. CAREER

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

the one who's insane is smarter.
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YueHbIn, cBEPCTHUK [anunes,
6bin Manunea He rnynee.

OH 3Han, 4To BepTUTCA 3eMJIA,
HO y Hero bbina cembA.

U oH, cagAck ¢ *eHoM B KapeTy,
CBepLUMB NpefaTenbCTBO CBOE,
cuuTan, vTo genaet Kapbepy,

a Mexay TeM rybun ee.

3a 0co3HaHue nnaHeTsbl

wen Manunen oamH Ha puUcCK.
W cTan BeNIMKMM oH ... BoT 310
A NOHMMaIo — KapbepucT!

WTaK, Oa 3gpaBcTBYeT Kapbepa,
Kora Kapbepa TaKoBa,

Kak y LLlekcrivpa v Mactepa,
"oMepa u ToncTtoro ... Jlbal

3ayeM Ux rpAasbio NoKpbiBann?
TanaHT — TanaHT, Kak HW Knenmu.
3abbITbl Te, KTO NPOKANHANM,

HO MOMHAT TeX, KOro KNAu.

Bce Te, KT0 pBanuce B cTpatocdepy,

Bpa4u, 4YTo rménu ot xonep, -

A scholar, Galileo's peer,

was as smart as Galileo.

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

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

thought he was making a career,

but actually he was killing it.

Galileo was there alone

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

So, ling live career,

when one is having a career

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

Why did they trampled them in the mud?

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

those who were cursed are still remembered.

All those who yearned for the stratosphere,
the doctors who died of choleras, -
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BOT 3TV JeNnanu Kapbepy!

A c ux Kapbep bepy npuMep.
A Bepio B UX CBATYIO Bepy.
Nx Bepa — My»ecTBO Moe.

A nenaio cebe Kapbepy

TeM, YTo He genaio ee!

Cumdonusa N2 14

1. DE PROFUNDIS
(ctnxm ®epepuKo Mapcua Jlopku, nepesog U. ToiHAHOBOWN)

C1o ropA4o BnobeHHbIX
CHOM BEKOBbIM YCHYNU
"nyboKo nopg, cyxow 3eMrielo.
KpacHbIM necKoM NoKpbITbI
Hoporn AHganycun.

BeTBW 0511B 3en€eHbIX
KopaoBy 3acnoHunu.
3[4eCb UM KpecTbl MOCTaBAT,
Y106 1X He 3abbinu niogu.
Cro ropsa4o BriobeHHbIX
CHOM BEKOBbIM YCHYIIM.

they made some kind of a career!

Their careers are examples for me to follow.

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

by making none at all!

Symphony No. 14

1. DE PROFUNDIS
(by Federico Garcia Lorca)

A hundred passionate lovers
Fell asleep for ages

Deep down in dry soil.
Covered in red sand

Of the Andalusian road.

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

A hundred passionate lovers
Fell asleep for ages.
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2. MAJTATEHBA

(ctuxmn ®epepuKo Mapcua Jlopku, nepesog A. Neneckyna)

CMepTb BOLUMIA M YLUMA U3 TaBEPHBI.
YepHble KOHM U TEMHbIE QYLLK

B ywienbax rutapbl 6poaAr.
3anaxnu conbio U HapKon KPoBbIo
CouBeTbsA 3bI6W HEPBHOM.

A cMepTb BCe BbIXOAUT U BXOOUT

U Bce He ynaeT 13 TaBepHbI.

3. JIOPENEA
(ctnxum M'inoMa AnonnuHepa, nepesod M. KyauHosa)

K 6enoKypoi KonayHbe U3 NPUPENHCKOIro Kpas
LLInn My¥K4mHbI TONINOWR, OT NI06BM yMUpas.

W Benen ee BbI3BaThb eNUCKoN Ha cyA,

Bce B OyLue el npoLan 3a ee KpacoTy.

«0, ckarku, Jlopenes, YbM rnasa Tak NpeKpacHb!,
Kto Teba Hay4nn 3TmM Yapam onacHbIM?»

«HM3Hb MHe B TArOCTb, enncKon, u NPOKNAT MOW B30p.

Kto B3rnAHyn Ha MeHA, CBOWM Npoyen Npuroeop.
O enuncKon, B Fnasax Moux MnamaA noapa,

TaK npeawTe OrHIO 3TW CTPALLHbIE Yapbl!»
«JTopenes, noxkap TBOW BCECUEH: Bedb A

Cam Tob6oi oKongoBaH 1 Tebe He cyabs».
«3amonuute, enmckon! MNoMonuTeck U BepbTe:

2. MALAGUENA
(by Federico Garcia Lorca)

Death entered and exited the tavern
Black hoses and dark souls

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

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

3. LALORELEY
(by Guillaume Apollinaire)

Crowds of men who were dying from love

Were on their way to the fair haired sorceress of the Rhine land.

And the bishop ordered her to appear in court,
Secretly forgiving her for her beauty.

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

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

Oh Bishop, | have tongues of flame in my eyes,
So commit those horrible charms to the flames!”
“Loreley, your fire is almighty,

For | am bewitched and | can’ be your judge.”
“Quiet, Bishop! Pray and keep your faith:
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370 BONA rOCNOAHA — NpedaTh MeHA CMepTU.
Moli nio6buMbIN yexan, oH B [aneKon cTpaHe,
Bce Tenepb MHe He MMO, BCe TENepb He Mo MHe.

Cep,uu,e TaK UCCTpaAanoch, YTO AO0J1HA YMepeThb A.

[are B1 MoV BHyLLAET MHE MbIC/TU O CMEPTU.
Mot niobuMbIN yexar, U C 3Toro HA

CBeT MHe 6enbii He MU, HOYb B OyLLIE Y MEHS».
U Tpex pbiuapen KNMKHYN enuckon: «CKopee
YBenuTe B rNyxol MoHacTbIpb Jlopeneto.
Mpoub, 6e3ymHan Jlop, Bonookas Jlop!

Tbl MOHaXMHeW CTaHeLLb, M MOMEPKHET TBOM B30p».

Tpoe pbluaper ¢ geBor nayT no gopore.
["0BOPUT OHa CTParKHMKaM XMypbIM U CTPOMUM:
«Ha cKane ToM BbicOKOW AainTe MHe NoCTOATb,
Y706 YyBUOETL MO 3aMOK MO A OMATh,
Y706 CBOE OTparKeHbe A yBMAeNa CHOBa,

I'Iepen TEM KaK BOWTU B MOHaCTbIPpb BaLl CypOBbIﬁ».

BeTep noKoHbI cnyTan, v ropuT ee B3rNA4.
TweTHo cTparKa KpnumnT elt: «Jlopenes, Hasag!»
«Ha usnyunny PeiiHa nagbA BbIN/bIBaET,

B He# cuaut Mot Nlo6UMBIA, OH MeHA NpU3bLIBaeT.
Tak nerko Ha gylie, Tak Npo3payHa BoJHa...»

U ¢ BbicoKom cKanbl B PeliH ynana oHa.

YBMOaB oTpaXKeHHbIE B rNaam NoToKa

CBoW penHCKME 04K, CBOM CONTHEYHBIN JTIOKOH.

Commit me to death as God wills.

My loved has left, he's in a faraway land,

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

My heart has seen so much suffering

That | feel like dying.

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

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

“Take Loreley to a faraway convent now.

Out, insane Lore, ox-eyed Lore!

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

The three knights and the maid are on their way.

She says to her sullen and strict guards:

“Let me stand on that high rock

Because | want to see my castle once again,

| want to see my reflection one last time,

Before | enter your severe convent.”

The wind is tangling her curls and her eyes are burning.
The guards yelled in vain “Get back, Loreley!”

“There’s a boat entering the bend of the Rhine

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

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

And she falls from the high rock into the Rhine.

She sees her Rhine eyes, her sunny curls

Reflected in the mirror-like surface of the stream.
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4. CAMOYBUMLA
(ctuxum MNinoMa AnonnuHepa, nepesog M. KyavHosa)

Tpvt nnAnKM, NUNKUK TPU Ha Morune Moel 6e3 KpecTa.

Tpv nnnKK, Yblo NO30J10Ty X0N104HbIE BETPbI CAYBAlOT,

N yepHoe Hebo, NPONMBLUMCH JOMKAEM, UX MOPOV OMbIBAET,
M cnoBHO y CKMNETPOB MPO3HbIX, TOPHECTBEHHA UX KpacoTa.
PacTeT 13 paHbl 0fHa, M KaK TONbKO 3aKaT 3anbiiaeT,
OKpoBaBneHHON KareTcA cKopbHas nunus Ta.

Tpv nnAnKM, NUNKK TpU Ha Morune Moel 6e3 KpecTa.

Tpv nnnKK, Yblo NO30J10Ty X0N104HbIE BETPbI CAYBAlOT.
[pyrana n3 cepaua pacTeT Moero, YTo Tak CUbHO CTpagaeT
Ha noxe 4yepBMBOM; a TPETbA KOPHAMU MHE POT paspbIBaeT.
OHW Ha Morune Moel 0OMHOKO PacTyT, 1 NycTa

BOprr HUX 3eMNA, U, Kak 1U3Hb MOA, NMPOKJIATA UX KpacoTa.

Tpv MWK, INAMK TPY Ha MOTUITE Moel 6e3 KpecTa ...

5. HAYERY
(ctuxum MNitoMa AnonnuHepa, nepesog M. KyavHosa)

B TpaHLUee OH yMpET [0 HacTynsieHbA HO4MU,

Mow ManeHbKUn CoNaart, Yen yTOMIIEHHbIN B3rnAag
M3-3a yKpbITWA cnegun Bce gHM noapag

3a CnaBoM, YT B3/ETETh YrKe He X04eT.

CerofiHAl OH YMpET [0 HAaCTyreHbA HOYM,

Mol ManeHbKMi congar, lo60BHMK Mo 1 bpar.

M BOT N03TOMY X041y A CTaTb KPaCMBOW.

4. LE SUISIDE
(by Guillaume Apollinaire)

Three lilies, three lilies on my crossless grave.

Three lilies, and cold winds blow their gilding away,

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

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

Three lilies, three lilies on my crossless grave.

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

On my worm-eaten bed;

And the roots of the third tear my mouth.

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

And the soil is empty around them,

Their beauty is cursed, and so is my life.

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

5. ON WATCH
(by Guillaume Apollinaire)

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

Watched from the shelter for all these days,

To catch the Glory that will never fly.

He'll die today before the night comes,

60



lNycTb APKMM paKenioM rpydb Y MeHs FOpuT,
lNycTb onanuT Mol B3rnALg 3aCHEKEHHbIe HUBbI.
lMycTb NosicoM Morun Mol byaeT CTaH 06BuT.

B KpoBOCMeLLIEHNM 1 B CMEPTM CTaTb KpacuBOM
Xouy A 41A TOro, KTo J0JIHeH bbiTb YouT.

3aKaT KopoBOlo PeBET, NbIaloT Po3bl.

U cuHel nTmueto Mol 3a4apoBaH B3rnag.

To npobun Yac JTiobBM 1 Yac NIMXopagKu rpo3HON,
To npobun CMepTu Yac, 1 HeT NyTV Hasag,
CerofiHAl OH YMpET, KaK YMUPAIOT po3bl,

Mol ManeHbKui congar, lo60BHMK Mo 1 6par.

6. MAOAM, NOCMOTPUTE!
(ctnxu M'inoMa AnonnuHepa, nepesod M. KyaouHosa)

Magam, nocmoTpuTe!

MNoTepanu Bbl YTO-TO...

MycTakm! 310 cepaLe moe.

Cropee ero nogbepure.

3axou4y — oTAaM. 3axouy —

3abepy ero cHoBa, NoBepbTe.

M A xoxouy, xoxouy

Hap nio60BbI0, YTO CKOLLIEHA CMEPThIO.

My little soldier, my lover and my brother.

And that's why | want to be beautiful.

Let my chest burn like a bright torch,

Let snow covered fields singe my eyes.

Let the belt of graves twine around my stature.

To become beautiful in incest and in death

| want for the one who must be killed.

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

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

My little soldier, my lover and my brother.

6. MADAME, LOOK!
(by Guillaume Apollinaire)

Madame, look!

You lost something...

Never mind! It's only my heart.

Do pick it up.

I'll give it away if | want to.

I'l reclaim it if | want to, believe me.
And | laugh and laugh

At the loves mown down by death.
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7. B TIOPbME CAHT3

(ctuxum MNinoMa AnonnuHepa, nepesog M. KyavHosa)

MeHs pa3genu gorona,

Korna BBenu B TIOpbMYy;

Cynpbot cparkeH n3-3a yrna,
HuseeprHyT A BO TbMy.

lNpowan, Becesnbin xopoBoa,.
lNpoLuan, oeBnyniA CMex.

30eck Hago MHOM MOTUIbHBIN CBOA.
30ecb yMep A OnA BCeX.

HerT, A He TOT.

CoBceM He TOT, YTO Npexae:
Tenepb A apecTaHT,

M BOT KOHeL, Hagerae.

B KaKon-To AMe Kak MeaBenb

Xory Bnepen-Hasag.

A Hebo0 ... NlyyLLe He CMOTpeTb —

A Heby 30echb He paa.

B Kakoin-To AMe Kak MeaBedb

XorKy Bnepefn-Hasag,.

3a 4To Thbl NeYasnb MHe 3Ty NpuHec?
CKasu, BceMoryLuin 6orxe.

O crkanbca! B rnasax Moumx HeTy cnes,
Ha Macky n1uo noxore.

Tbl BUAMLLIb, CKONTBKO HECHaCTHbIX cepael,
Mog cBOAOM TIOPEMHBIM bbeTcA!

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

They stripped me naked,

When | was taken to prison;

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

Farewell, my laughing maids.

Here, this deadly vault around me.

Here, I'm dead for everyone.

No, I'm not the man | used to be.

I'm nothing like | was before:

Now I'm a prisoner,

And my hopes are gone.

I'm like a bear in a pit,

Walking back and forth.

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

I'm like a bear in a pit,

Walking back and forth.

Oh Lord almighty, what have | done

To deserve so much sorrow?

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

Can you see how many wretched hearts
Are beating in the vaults of prison!
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CopBM e € MEHA TEPHOBLIN BEHELL,
He To OH MHe B MO3r BoMbeTCA.

[eHb KoH4umnca. JlaMna Hapg rosoBolo
["opwuT, OKpYeHHaA TbMOM.

Bce T1xo. Hac B KaMepe TonbKo ABoe:
A v paccynoK Mo,

8. OTBET 3AMNOPOXCKNX KASAKOB
KOHCTAHTHOIMOJ1IbCKOMY CYJTTAHY
(ctuxu M'inoMa AnonnuHepa, nepesod M. KyaouHosa)

Tbl npectynHel Bapaesebl B cTO pas.

C Benb3eBynoM u1BA No COCeACTBY,

B caMbIx Mep3KuMx rpexax Tbl NOrpA3.
Heuncrotamn BCcKopMieHHbIV ¢ OeTCTBa,
3Hait: cBoM Wabalu Tl cripaBuLLb 6e3 Hac.
Pak npoTyxwwmii. CanoHuk otépochl,
CKBepHbI COH, YTO HEMb3A paccKasaTb,
OKpuBEBLUMIA, FTHUSIOM U 6E3HOCHIN,

Tbl poauncsa, Korga TBoA MaTb
M3BuBanack B Kop4yax noHoca.

3non nanady MNMopgonbA, B3rnsaHu:

Beck Tbl B paHax, A3Bax U CTPYMbAX.

3a KobbInbl, Pbifo CBUHBY,

lMycTb Tebe Bce cHagobbsA CRyNAT,

Y106 feunn Tbl 60NAYKM CBOU.

Take away this crown of thorns,

Or it will pierce my brain.

The day is done. The lamp above

Flickers enclosed with darkness.

Allis quiet. There's only two of us in this cell:
My reason and myself.

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

You are a villain worse than Barabbas,
Living next door to Beelzebub,

You're up to your ears in sin.

You, the one who eats nothing but filth,

Be warned: you'll have your coven without us.
You rotten crayfish, scum of Salonika,
You're a bad dream that cannot be told,
You're crooked, decayed and noseless,

You were born when your mother

Was writhing in bad diarrhea.

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

But there’s no cure for your diseases.
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9.0 AENLBUI, OENBLBAT!

(pparMeHTbI U3 cTUXOTBOPEHUA «[To3mbi»

Bunbrenbma Kioxenbbexepa)

0 Oenvsur, Oenesur! Yto Harpana
W nen BbICOKUX, U CTUXOB?
TanaHTy YTO U rOoe oTpana

Cpeav 3nofees v rnynuoB?

B pyke cypoBoi lOBeHana
3noaeAM rposHei 61y cBACTUT
M KpacKy FOHUT C UX NIaHUT.

M Bnactb TMpaHOB 3agporana.

O Oenbsur, Jenssur! Yto roHeHba?
BeccmepTue paBHo yoen

M cMenblx, BOOXHOBEHHbIX Oen,

M cnapgocTtHoro necHoneHbs!

TaK He yMpeT U1 HaLl coto3,
CB0b60AHbIN, PafoCTHLIV U FropabIi!
U B cyacTbe, 1 B HecyacTbe TBepbin
Coto3 nobuMLEB BepHbIX My3!

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

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

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

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

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

And sweet poetic singing!

Thus our union is immortal,

Free, joyous and proud!

Firm in the time of happiness and sorrow

A union of the loyal muses’ favourites!
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10. CMEPTb MO3TA
(ctnxm PaiHepa Mapun Punbke, nepesog T. CunbMaH)

Mo3T 66111 MepTB. JnLo ero, XpaHs

BCe Ty e 611eHOCTb, YTO-TO OTBEpraso,
OHO Korga-To Bce 0 MUpe 3Haro,

HO 3TO 3HaHbe yracano

W BO3BPAaLLLaNIOCh B paBHOAYLLbE OHA.
["Be “M NOHATb, KaK JoNOor 3TOT MyTh;

0, MM 1 OH — BCe 6bINo TaK eanHo:
03€epa W yLenbA, 1 paBHUHA

€ro nua 1 cocTaBnANu CyTb.

JImuo ero v 66110 TEM NPOCTOPOM,

YTO TAHETCA K HEMY U TLLETHO JIbHET, —
a 3Ta MackKa pobKas yMper,

OTKpbITO NMpeJocTaB/eHHaA B3opaM —
Ha TNeHbe 06peYeHHbIN, HEHHbIV NoA.

11. BAKJTIOMEHUNE
(ctnxu PanHepa Mapuun Puneke, nepesog T. CunbMaH)

BceBnactHa cMepTb.

OHa Ha cTpake

W B CHacTbA Yac.

B MUr BbICLLIEN HU3HU OHA B HAC CTPAXKAET, MMBET U HaKaeT —
W nnaveT B HaC.

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

The poet’s dead. His face, keeping

The same paleness, rejected something,

It used to know all about the world,

But now that knowledge faded

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

The lakes and gorges and the valley

Were the essence of his face.

His face was the spaciousness

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

Open for everyone to see -

A gentle fruit doomed to decay.

11. SCHLUSSSTUCK / CONCLUSION
(by Rainer Maria Rilke)

Death conquers all.
It's on the watch
Even in the hour of happiness.

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

And cries in us.
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