! [ W ) w
f R W= § ! 4y =8

KOHLLEPTDI
ANA BUOJIOHYENU
C OPKECTPOM

NYUOKU BOKKEPUHU
OMUTPUWA KABANEBCKUU

DANIIL
SHAFRAN

CELLO CONCERTOS

LUIGI BOCCHERINI
DMITRI KABALEVSKY

o

MEAOAWNSI



OAHUU LWWAOPAH
KoHuepTbl AnA BUONOHYEM C OPKECTPOM

Nynaun bokkepunu (1743-1805)
KoHuepT ana BuonoH4enu ¢ opkectpoM N2 9 Cu-6eMonb Markop, G. 482
(pepakuma Opupapuxa [poTuMaxepa)

T LAlegromoderato. . .. ... .. ... . . ... ... 8.45
2 Il Adagio (NONtroppo). . . . . . . .. 6.26
3 llLRondo.Allegro . . .. ... ... 5.23

Omutpuii Kabanesckuii (1904-1987)
KoHuept ana suonoH4enu ¢ opkectpoM N® 2 go MuHop, cod. 77

4 | MoltosoStenuto . . . . . . . 11.58
5 AL Prestomarcato . . . ... .. .. 8.28
6 Il Andanteconmoto . . . . . ... 7.35

Obuee Bpema: 48.39

Hanumn WadpaH, suosoryers
CrmdoHMYecKnin opKecTp JIeHWMHIrpadCcKom rocynapCcTBEHHOM GUNapMOHK
Ovipuiepsl: Apeua AxcoHc (1-3), Omutpuin Kabanesckuit (4—6)

3anucu: 1966 (1-3), 1967 (4-6) rr.
3ByKoperkmccep — [eprapa Llec

DANIIL SHAFRAN
Cello Concertos

Luigi Boccherini (1743-1805)
Cello Concerto No. 9 in B flat major, G. 482
(edition by Friedrich Griitzmacher)

1 L Alegromoderato. . .. ....................
2 Il Adagio (nontroppo). . . ... ... ... ... ...
3 lllLRondo.Allegro ... ......... .. ... .. .....

Dmitri Kabalevsky (1904-1987)
Cello Concerto No. 2 in C minor, Op. 77

4 |.Moltosostenuto . . .. ... ... ..
5 Il.Prestomarcato . . ............. . ... . ....
6 lll.Andanteconmoto . . ... ... ... ... ... ... ..

Total time: 48.39

Daniil Shafran, cello
The Leningrad Philharmonic Symphaony Orchestra
Conductors: Arvids Jansons (1-3), Dmitri Kabalevsky (4—6)

Recorded in 1966 (1-3), 1967 (4—6).
Sound engineer — Gerhardt Tses
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Danuun bopucoeuy Lagpan (1923-1997) — opuH M3 Tex peHOMeHanbHbIX NpeacTaBuTeNeN
COBETCKOW UCMONMHUTENBCKON LWKOJIbI, BKNAZ KOTOPbIX B UCKYCCTBO HE NOAAAETCA 00bACHEHMIO
TEM WM UHBLIM BOCMUTAHWEM, BNUAHKUEM, 06CTOATENbCTBAMM Kapbepbl u np. Oner byraes, ca-
MblIil BAYMYMBBIA M3 UCCNEf0BaTeNeil TBOPYECTBA BbIGAMLLEr0CA BUONOHYENNUCTA, NUCaN, YTO
«e20 UCKYCCMeo — 3mo caMocmosmessHoe, abcomomHo opueuHansHoe u enyboko camobeimHoe
AB/IeHUe 8 0bnacmu MUpoBO20 BUOIOHYENILHO20 UCKYCCMBA U MY3bIKA/LHO20 UCNOJHUMENCmBa
8006ue». MHoroe U3 Toro, 4to 6b110 0TKpbITO LLadpaHoM, He 06BACHUMO MHAYE KaK 03apeHns-
MW, MPULWIEALWMMHI, NIPaBAaA, B X0 HaNPAKEHHOW, HEOTCTYNHOM paboTbl Haf HOTHLIMM TEKCTa-
Mu. B nctopuio apTicT Bowen B nepsyio 04epefib KaK MHTEPNPETaTop NOMHbIX LMKOB COHAT beT-
X0BeHa, clouT baxa, counHennin bpamca (BKntouas cobCcTBEHHOE NepenoXeHne «HeTbipex CTpormx
HanesoB»). [lporpamMma 3Toro anbboma BK/OYaeT [Ba COUMHEHNA, 3aHUMAIOLNX «Nepudepuio»
HacnepuA, HECMOTPA Ha TO, YTO KaK10€ U3 HUX N0-CBOEMY 3HaKOBO JN1A TBOpYECKo# buorpadum.

NeBAarbiii koHuepT Jlynaru bokkepunu (1743—1805) noasuncs B peneptyape LadpaHa B oguH u3 gpa-
MaTU4HbIX MOMEHTOB W3HM, KOrfa, nocne [obpoBONBHOMO yX0fa B ononuexue, oceHblo 1941 roga
MY3bIKaHT bl 0T03BaH U3 apMuK 1 BbiBe3eH B HoBocnbupck. TaM, Ha cLieHe GunapMoHuu, OH BNiepBble
WUCMOJHMN Ha Nyb/MKe 3T0 CoKHeLee couMHenme. Ha BCIo OCTaBLUYHOCA ¥U3Hb OHO CBA3aNOCh ANA
Hero ¢ 06CTOATENbCTBAMY «MPEMbEpbI».

CaM KoHuepT uMeeT HeobbluHyto cyabby. Hanucan oH Ha pybeke 1760—1770-x, KaK pa3 B MOMEHT
BCTYNNEHMA BOKKEpUHM Ha NPUABOPHYID [LOMKHOCTL B Mafipuae, W HblHE CYUTAETCA JYULIMM U3
ABEHAfLaTV ONycoB KOMNO3uTopa B *KaHpe. Kasyc, 0aHaKo, B TOM, Y4T0 UCTIONHAETCA Yalle BCero
He aBTOpCKas Bepcus, a cBoboaHas nepepabotka Opuapuxa protumaxepa (1832—-1903), coznaHHas
B 1895 roay. CrpeMaAcb npuaaTth COUMHEHUIO NPEAKNACCMYECKOW 3N0XM BUA, KOTOPbIA CONbHbIE
KOHLEpTbl Npuobpenu cnycTa cToneTMe, HEMeLKMIA Konnera bokKepuHu nepeMoHTMpOBan Gpopmy
COYMHEHMSA, COCTAaBMB «KOHCMEKT» BCEr0 Haubonee APKOro M CNOXKHOIO, YTO BHECEHO MacTepoM
XVIIl BeKa B MCKyCCTBO BUOMOHYENbHON Urpbl. Pagu 3Toro opuruHanbHas MeaneHHas (BTopas)
yacTb 6bina NONHOCTBLI 3aMeHeHa COOTBETCTBYIOLLEN YacTbio U3 KoHuepTa N2 7, a B nepsoe Allegro
1 ¢puHanbHoe Rondo MHKpPYCTMPOBaHLI BUPTYO3HbIE GparMeHThl n3 KoHuepToB N2 4 n 5. llonHocTbio
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CaMOCTOATENbHO, B TPaAMLUMAX POMAHTUYECKOTO MCKYCCTBA, [ploTUMaxep COYMHMN KafieHUMM,
OnMpanch Ha «CUMQOHNYECKME» NPUHLIUMBI, BOWELNE B LUIMPOKMIA 06MX0[ C Nerkoi pyku bet-
X0BeHa. B3aMeH ucXo/iHo NpefinonaraBLInXcA HEBONbILMX NACcCaKHbIX BCTABOK, B KpaiHue YacTu
6binv BCTPOEHbI 3aMETHbIE COMbHbIE 3NU30[bl pa3paboTOYHOr0 XapaKTepa C MCNoJb30BaHUeM HOK-
KepuHMEBCKOro TeMaTnamMa. HecMoTpA Ha To, YTo B CBOE BpeMA KOMNO3nuUMA noaobHoro pasmaxa
POAMTLCA HE MOT/a, MUCTU(UKALMEN OHA HE CYMTABTCA U PaCCMATPUBAETCA KaK «MOCT» MEMAY
Pa3NNYHbLIMN CTUNAMM U MaHEPAMMU.

Bo BTopoit nonoBsuHe XX Beka, ¢ BO3pacTaHMEM MHTEPeCa K YPTEeKCTaM U MOLNNHHBIM CTapUHHLIM
apTedaKTaM, KOHLEPT 6bi1 BO3POXKAEH M B NEPBOHAYaNbHOM BUAE N0 COXPAaHMBLLEMYCA MaHy-
ckpunTy. 3anucv Mopuca ¥enppona, o-Mo-Ma v apyrux 4alT BO3MOXHOCTL 3HAKOMCTBA U CpaB-
HEHWA C «POMaHTU4ecKoi» Bepcueit. WcnonHenune [laHuuna LadpaHa 3aHuMaeT cBoeobpasHyio
NPOMEXYTOUHYI0 HULWY. C 04HOI CTOPOHBI, HAMBMAYANbHOCTL ApTUCTA BO BCEX €€ MPOABNEHNAX
NpUHagnexana poMaHTUYECKOM 3CTETUKE U He MOrNa He OTKMKHYTLCA Ha Npu3blBLI peakTopa XIX
BeKa, 0boralLasn v feTanusupys ero yKasaHusa B HAMEYEHHOM HanpaBieHNK; 3T0 0COBEHHO 3aMETHO
B KapeHuuax. C apyroii — uHctpymenT 1630 ropa, Ha KoTopom urpan LWadpaH, npuaasan camo-
My 3BYYaHUI0 HEKOTOPYI HECNNOTHYI0 YTOHYEHHOCTb, @ IMOLUAM ITUKETHYID «NPUMYLPEHHOCTbY.
OrpoMHbIit AMana3oH BO3MOXHOCTEW, 3an0MKeHHbIA [ploTUMaxepoM, peanu3oBaH y MCNOHU-
TENA KaK bbl B JONONHUTENBHOA, PETPOCNEKTUBHOMA NPOEKLMM: 0T aKcnpeccun XX cTonetns —
Yepe3 B3BOJIHOBAHHOCTb POMAHTU3Ma — K BblfiepHKaHHbIM adperTaM bapoKKo.

Bropoii KoHuepT fo MuHop, cou. 77 IMutpus bopucosuya Kabanesckoro (1904—1987) ¢ noceAwe-
HueM [laHunny Lladpany, HanucaHHbIA M MCNoNHeHHBIN B 1964-M, BeHYan TBOpUYECKOE COTPYAHMYE-
CTBO, HauaBLweecs ewwe B 1950-x. llomuMo «nuoHepcKoro» KoHuepta N2 1 (cou. 49, 1949), Ladpan
WUCTOMHAN BCE KaMepHbIe 0nychbl KOMNO3UTOpa — «MaxopHO-MUHOPHbIE 3TIOfbI A BUOIOHYENH
cono», coy. 68 (1961), Conarty, cou. 71 (1962), «PoHgo namaty lpokogbesay, cou. 79 (1965). Crano
Tpaguumei, 4To OH NPUHNMAN [eATeNbHOE yyacTve B CaMOM NPOLECCEe COUMHEHMSA, PelaKTMpoBan
CO/bHbIE NapTHK, NOACKa3biBai KOMNO3NTOPY HEKOTOpble NPOPECCUOHANbHBIE PELIEHNA W JaKe

[0COYMHAN OTAENbHbIE MECTa, UCX0[A U3 COBCTBEHHBIX BO3MOMHOCTEH. Hecnyqaﬁl-lo TaK 3Ha4yun-
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TEe/bHbl, CIOMHbI U HANONHEHHbI KaIEHLUMK B 3aKJIOYEHUAX KarK 40N U3 YacTen KOHLepTa: aBTop-
CKuWe rojioca KoMno3utopa 1 uHTepnpeTaTopa 3iecb cnneTanucb HepasaennmMmo.

BceM nepeuncnenHbIM counHeHnAM 1960-x npucyLl «CYpOBbIA CTUb» — Yy bl OTKPLITON Nn-
PUKM, MYKECTBEHHBINA, 0T4acTH rpyboBaThiid. OH BoobLe XapakTepeH ana Kabanesckoro B TOT ne-
P10, OKa3aBLUMIACA BO MHOTOM MTOrOBbIM [1/1f1 BCEN €r0 KOMNO3WUTOPCKOM AeATENbHOCTH. [NaBHbINA
KaMepToH 3Tux neT — «PekBueM» Ha cTuxu Pobeprta Poxpectsenckoro (1962) ¢ noceAweHneM
«TeM, KT0 norub B 6opbbe ¢ hawm3mMomM». XoTA COAEpKaHNe BUONOHYENbHOTO0 KOHLIEPTA HECOMHEH-
HO LUMPE KOHKPETHOM NpOrpaMMbl, «BOEHHBIN CNEA» B HEM YCMOTPETb COBCEM HECTOMKHO.

TpexyacTHaA KOMNO3MUMA CTPOMUTCA N0 NOTUKE CHOPPEanUCTUYECKNX HaNNbIBOB-PEMUHNCLEHLMIA.
OcHoBHoit MaTep1an — paccyauTeNbHbIE CEKYHAO0BBIE Wark, «<MOTMB NaMATW», NOCTENEHHO pas-
pacTaloLumiica, nepexoAALmiA B OTTEHKM BO3/1aca, CTOHa, Nnayva. B Kpyr 3Tux MHTOHauuin Menoau-
YecKas MbIC/b HEOTBA3HO BO3BPALLAETCA HA MPOTAKEHNM BCETO LIMKNA, OHAKO YIKE B LEHTpab-
HOM 3MN30/1€ BO3HMKAET NPOTMBONONOMKHAA MAEA — TOKKATHBIA «MOTUB NPOTECTa» C [ABUKEHUEM
no Tpe3syumio. B nepBoii yacTv oH nogaBnAeTCA CTUXWEN pa3MbILLIEHUA, HO BO BTOPOi 6anaHc
CUN MEHAETCA Ha CBOI MPOTMBOMOJIOMHOCTb, Mbl OKA3bIBAEMCA LIEIMKOM BO BRACTU [ENCTBUA.
IMoUMOHaNbHBIA NOTOK BOBNEKAET B CE0A OTIONOCKW KPUKOB U CTEHAHUH, «HannbIB» npuobpetaet
MHOrONNaHOBOCTb KMHEMATOrpaduyeckod naHopambl. MaccoBas cleHa — nnaHeTapHoro Mac-
wraba, Kabanesckuit npunaet My3bike Presto sHauenue «Dies irae XX cToneTus», nogHuMance, bes
MpeyBeNMYeHus, [0 TpareauitHo BbicoTbl WepeBpos lpokodbesa u LoctakoBuya.

B ¢uHane, 0603HavaloweM HOBbI B3rNAL N3 ONTUMUCTUHECKONO «CEFOAHA» B ANEKO He 3a-
bbIToe «BYEpa», KOMNO3UTOP BO3BPALLAETCA K HECMELWHOMY TEMMY W HacTONYMBO OCBETNAET
KONOPUT — BMECTO MpayHeiLmMX TOHANbHOCTEH C MHOXECTBOM beMoneit npu Kiioye ABMraeT-
cA K yucToMy 1o Maxopy. 0gHaKo 40 NOSHOr0 YMUPOTBOPEHUA [aNEKo, U bbloTcA, bbloTCA fpyr
0 [ipyra no-npexHeMy MOTMBbI NaMATU M npoTecTa. NTOr HpaBCTBEHHOIO «CIHOMKETa» LUKNA
MOHO nepefaTb CNOBaMU U3BECTHOM necHu B. BeicouKoro:
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«He yxHem yxce bporeboliHbi,

He bbime noxopoHotli nod deepe,

U Kaxcemea — 8ce Max CNOKOLIHO,
Hezde packpsimeca menepe...

Ho 8ce-maku cnviwum Hepedko
Celiyac, Kak moeda:

“Tol b1 nowen ¢ HUM 8 passedky?
Hem unu da?"»

He KoHuMTCA BOWHa, MOKYAa *KWB MocnedHuiA conpar... Juepretuka Kabanesckoro-aupukepa
u LLapaHa-conucta, AOHOCMMAA [0 HAC 3BYKO3anMUCbio, NOATBEPHKAAET CaMble CMefble Npef-
NONOXEHUA OTHOCUTENBHO CKPbITbIX M ABHbIX CMBICTIOB My3biKM. IT0 HEOObIYHAA NnapHaA ucno-
BeJlb My3bIKaHTOB, NEPECEKAlOLLMX BaKHbIE BO3PACTHbIE U TBOPYECKME Pybexu, CTOALNX nepes
CMOKHBIM HPABCTBEHHBIM, XYAOMECTBEHHbIM BblbopoM Ha byaywee. Mlytu ux nocne 1968 rona
pa3oiiflyTcA, eUHOMBIC/IME COBMECTHON paboTbl 06epHeTCA nocneaHUM TpUyMAoM.

Anexcandp Haymos

‘¢

MEAOAUSI



Daniil Shafran (1923—-1997) was one of those phenomenal representatives of the Soviet performing
school, whose contribution to art cannot be explained by one or another upbringing, influence, career
circumstances, and so on. Oleg Bugayev, the most thoughtful of the researchers of the outstanding
cellist’s work, wrote that “his art is an independent, absolutely unique, and deeply original phenomenon
in the field of world cello art and musical performance in general.” Much of what was discovered by
Shafran can be explained by nothing but the insights that came, however, in the course of his intense
and relentless work on musical texts. The artist went down in history primarily as an interpreter of the
complete Beethoven sonatas, Bach suites, and Brahms works, including his own arrangement of the
Four Serious Songs. This album includes two pieces that occupy the “periphery” of his legacy despite
the fact that each of them is significant for his artistic biography in its own way.

Cello Concerto No. 9 by Luigi Boccherini (1743—1805) came into Shafran’s repertoire at one of the
dramatic moments of his life, when, after he volunteered to join the people’s corps, the musician
was recalled from the army and taken to Novosibirsk in the fall of 1941. There, on the stage of the
philharmonic hall, he performed this most complex work in public for the first time. He associated it
with the circumstances of the “premier” for the rest of his life.

The fortunes of the concerto itself are quite unusual. It was written in the late 1760s or early 1770s, at
the time of Boccherini's accession to a court position in Madrid, and is now considered the best of the
composer’s twelve opuses in the genre. However, it is not the composer’s version that is most often
performed, but a free adaptation by Friedrich Griitzmacher (1832—1903) created in 1895. In an effort to
make the work of the pre-classical era sound like solo concertos written a century later, Boccherini's
German peer remolded the work, compiling a “summary” of all the brightest and most complex things
that the 18th century master introduced into the art of cello. For these reasons, the original slow
(second) movement was completely replaced by the corresponding movement from Concerto No. 7, and
the virtuoso fragments from Concertos Nos. 4 and 5 were inlaid into the first Allegro and the final Rondo.
Following the tradition of romantic art, Griitzmacher composed the cadenzas completely independently,
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relying on the “symphonic” principles, which came into general use thanks to Beethoven'’s good graces.
Instead of the originally intended small passage inserts, noticeable solo bits of a developmental nature
were built into the extreme movements using Boccherini’s themes. Although a work of this magnitude
could not be born in those days, it is not considered a hoax but regarded as a “bridge” between different
styles and manners.

Inthe second half of the 20th century, with the growing interest in urtexts and authentic ancient artifacts,
the concerto was revived in its original form on the basis of the surviving manuscript. The recordings
of Maurice Gendron, Yo-Yo Ma, and others provide an opportunity to get acquainted and compare with
the “romantic” version. Daniil Shafran’s performance occupies a kind of intermediate niche. On the one
hand, the artist's personality, in all its manifestations, belonged to romantic aesthetics and could not
but respond to the calls of the 19th century editor, enriching and detailing his guidance in the intended
direction; it is especially noticeable in the cadenzas. On the other hand, the instrument of 1630 that
Shafran played gave some ethereal refinement to the sound and some etiquettical “powder” to the
emotions. The massive range of possibilities laid down by Griitzmacher is realized by the performer
as a sort of additional, retrospective projection: from the expression of the 20th century through the
excitement of Romanticism to the seasoned affects of the Baroque.

Written with a dedication to Daniil Shafran and performed in 1964, Concerto No. 2 in C minor, Op. 77, by
Dmitri Kabalevsky (1904—1987) crowned the artistic collaboration that began in the 1950s. In addition
to the “pioneering” Concerto No. 1, Op. 49 (1949), Shafran performed all of the composer’s chamber
opuses — Major-Minor Etudes for Selo Cello, Op. 68 (1961), Sonata, Op. 71(1962), and Rondo in Memory
of Prokofiev, Op. 79 (1965). His active involvement in the process of composing, editing solo parts,
suggesting some professional decisions to the composer, and even completing some things on the basis
of his own abilities became a tradition. It is no coincidence that the cadenzas in the conclusions of each
movement of the concerto are so significant, complex, and replete: the composer’s and the interpreter’s
voices form one inseparable whole.
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All of the aforementioned works of the 1960s belong to the so-called severe style, which is alien to
open lyricism, courageous, and somewhat tough. It was generally typical of Kabalevsky in that period,
which in many respects turned out to be the concluding one for his composing career. The Requiem
(1962) set to the verses of Robert Rozhdestvensky and dedicated to “those who died fighting against
fascism” was the master tuning fork of those years. Although the content of the cello concerto is
undoubtedly wider than a specific program, it is not difficult to see the “trace of the war” in it.

The three-movement composition is built on the logic of surrealistic inflowing reminiscences. The main
material comprises judicious second steps, a “memory motif,” gradually growing and stretching out
into something that very easily acquires shades of exclamation, groaning, and crying. The melodic
thought relentlessly returns into the circle of these intonations throughout the entire cycle. However,
already in the central bit, an opposite idea arises — the toccata “protest motif” moving along the triad.
It is suppressed by the element of reflection in the first movement, but the balance of forces changes
to its opposite in the second, and we find ourselves completely at the mercy of action. The emotional
flow draws in the echoes of screams and moans, and the “inflow” becomes as multidimensional as a
cinematic panorama. The mass scene is of a planetary scale. Kabalevsky gives the music of Presto the
significance of “Dies irae of the twentieth century,” rising, without exaggeration, to the tragic height of
the Prokofiev and Shostakovich masterpieces.

In the finale that denotes a new look from the optimistic “today” into the far from forgotten “yesterday,”
the composer returns to an unhurried tempo and persistently brightens the colors — instead of the
darkest keys with numerous flats, he moves to the pure C major. However, complete pacification is still
far away, and the motifs of memory and protest keep colliding. The outcome of the cycle’s moral “plot”
can be conveyed by the words of Vladimir Vysotsky's song:
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An armor-piercing one won't explode with a crash,
No “killed in the battle” notice under the door,
And everything seems so calm,

Nowhere to show one’s worth..

But still, we hear so often

Now as we used to do:

“Would you go reconnaissance with him?

Yes or no?”

A war is not over as long as the last soldier is alive... The vibes of Kabalevsky the conductor and Shafran
the soloist that we hear throughout the recording confirm the most daring assumptions about the hidden
and explicit meanings of the music. It is an uncommon confession of the two musicians who cross
important age and creative boundaries and face a difficult moral and artistic choice for the future. Their
paths would diverge after 1968, and this unanimity would be their final joint triumph.

Alexander Naumov
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