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Hduck 1
«Mmnepampuya cpedu ckan», CIOUTA AJISI OPKeCTpa U3 MY3bIKU K ITbece
CeH->Kopska ge Byanbe, H 60a

1 1.0XOTa VUMIIEPATPHIIBL « « & v v v v v v e v e e e e e et e e e e e e e e e e e e e e e 2.33
2 2.CHerBPUMeE . . . . . . e 2.30
G JRC TR0 1 7o < - P 3.13
4 4. JIBOPHUOBBIM CAZL - « « v v v v v o e e e e e e e e e e e e e e e e e e e e e e e 3.21
Lo TR0 55 7 4.02
6 «®Dedpax», crouTa U3 My3bIKM K Tparemuu Fabpmase I’ AHHYHIIVO AJis 8 SKEHCKUX TOJIOCOB
mopkecTpa, Hbla . . . . . . o e e e e e e e e e e 23.07
7 «Mononapmuma» nnsioprkectpa, H204. . . . . . . ... ... ... o ... 12.07
8 «Jlemuss nacmopanv», cuMmbOHMYECKas IT09Ma A1t opkectpa, H31 . . . . ... .. 8.44
9 HokTiopH g5t cuMboHMYeckoro oprectpa, H102 . . . . . ... .. ... ... ... 7.39
10 Tlpemonus K «bype» Yunbsama llekcrimpa, H48a . . . . . . . .. .. ... ... ... 6.15

O6iiee Bpemsi: 73.40

TocymapcTBeHHbIN akamemMuueckuit cumbonnueckuit opkectp CCCP (1-5)
TocynapcTBeHHbI cuMbOHMYeCKMiT opkecTp MuHKcTepcTBa KyabTypbl CCCP (6-10)
HOupuxep — l'enHagnit PoxxaecTBeHCKMit

Anekcanpp Cynreins, ckpunka (6)

Osnbra MHOXMHA, aibm (6)

I'pynina anbToB ['OCymapCcTBEHHOrO KaMepHOTO Xopa MuHuMcTepcTBa KyabTypbl CCCP
XynoykeCTBeHHBI pyKoBoguTenb — Bamepuii [TonsitHckumit (6)

3anucu: ¢ KoHuepTa u3 bonbioro 3aia MOCKOBCKOJ KOHCEPBATOPUM 6 UIOHS
1976 1. (1-5), 21 mapTta 1989 1. (10); 1986 (6), 1985 (7-9) rT.
3Bykopeskuccepsl: Mrops Benpuniies (1-5, 10), CeBepun Iazyxus (6-9)

Juck 2
1 «Ilacuguk 231», cumdonnueckoe gmkerme N2 1L, H53 . . . .. ... ... ... ..

2 «Pez6u», cumponmyeckoe apmkenme N2 2, H 67
Cumdonns N2 1, H 75
3 1. Allegro marcato
4 TLAdagio . . . . oot e e e e e e
5 TILPresto . . . . o v v it e e e e e e e e e e e e e e e
Cumdbonus N2 2 11t CTpyHHOTO opKecTpa u Tpyo6s (ad libitum), H 153

6 1. Molto moderato
7 ILLAdagiomesto . . . . . . . i i i i i e e e e e e e e e e

8 IIL.Vivace, NONtroPPO . . « v v v v o i e e e e e e e e e e e e e e e e e e e
Cumdonus N2 5 Di tre re (c Tpems pe), H 202

9 I Grave
10 II. Allegretto
11 III. Allegro marcato

O6iee Bpems: 87.08

TocymapcTBeHHbIN cuMdoHNYecKkuii opkecTp Munucrepcrsa KynbTypbl CCCP
Hupwmkep — l'enHaauii PoskgecTBeHCKM

Bnaagumup Ilyimkapes, mpyoa (8)

3ammcu: 1985 (1-5), 1987 (6-8), 1986 (9-11) rr.
3ByKopeskuccepsl: CeBepuH [MasyxuH (1-5, 9-11), rops BenpuHiies (6-8)



Disc 1
L’impératrice aux rochers (The Empress of the Rocks), orchestral suite from incidental music
for the play by Saint-Georges de Bouhélier, H 60a

1 1.TheEmperor’sHunt. . . . . . . . . .. . .. ittt it e 2.33
2 2.SnowinRome . . . . . .. e e 2.30
3 3.TheThunderstorm. . . . . . . . . o i i i ittt e e e e et et e 3.13
4 4.TheGarden. . . . . . . v i it i it e e e e e e e e e 3.21
5 5 The OrgY . . v v vt e e e e e e e e e e e e e e e e e e 4.02
6 Phaedre, incidental music for eight female vocalists and orchestra for the tragedy

by Gabriele D’Annunzio, H61a . . . . . . . .. .. .. e 23.07
7 Monopartita, H204 . . . . . . . e e e e 12.07
8 Pastorale d’été (Summer Pastoral), a symphonic poem for orchestra, H31 . . . . . . 8.44
9 Nocturne for symphony orchestra, H102 . . . . . .. ... ... ... .. ...... 7.39
10 Prelude for The Tempest, a play by William Shakespeare, H48a. . . . .. ... ... 6.15

Total time: 73.40

The USSR State Academic Symphony Orchestra (1-5)
The USSR Ministry of Culture Symphony Orchestra (6—10)
Conductor - Gennady Rozhdestvensky

Alexander Suptel, violin (6)
Olga Mnozhina, viola (6)
Alto group of the USSR State Chamber Choir, artistic director — Valery Polyansky (6)

Recorded live at the Grand Hall of the Moscow Conservatory on June 6, 1976 (1-5),
March 21, 1989 (10); in 1986 (6), 1985 (7-9).
Sound engineers: Igor Veprintsev (1-5, 10), Severin Pazukhin (6-9)
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Disc 2

1 Pacific 231, Symphonic Movement No. 1,H53 . . ... ... ... .......... 7.26
2 Rugby, Symphonic Movement No.2,H67 . . . . .. ... .. ... .. ........ 8.44
Symphony No. 1,H 75

3 LAIlegromarcato . . . . . v v v v i it e e e e e e e e e e e e e e 6.43
4 TLAdagio . . . v ot e e e e e e e e 8.12
5 TILPresto . . . . o v v it e e e e e e e e e e e e e e e 7.47
Symphony No. 2 for strings and trumpet (ad libitum), H 153

6 LMoltomoderato . . . . . . . . . . i i i e e e e e 9.45
7 ILLAdagiomesto . . . . . . . . i i i i e e e e e e e e e e 8.45
8 IIL.Vivace, NONtropPo. . . v v v v v i e e e e e e e e e e e e e e e e e e e e 5.41
Symphony No. 5 (Di tre re), H 202

9 LGrave . . . . o i i e e e e e e e e 7.48
10 ILAIlegretto . . . . . o v v i e e e e e e e e e e e e e e 9.54
11 ML Allegromarcato . . . . . . v v v vttt e e e e e e e e e e e e e e e e 6.17

Total time: 87.08

The USSR Ministry of Culture Symphony Orchestra
Conductor — Gennady Rozhdestvensky
Vladimir Pushkarev, trumpet (8)

Recorded in 1985 (1-5), 1987 (6-8), 1986 (9-11).
Sound engineers: Severin Pazukhin (1-5, 9-11), Igor Veprintsev (6—8)


https://www.allmusic.com/composition/phaedre-incidental-music-for-8-female-vocalists-orchestra-h-61-mc0002380533
https://www.allmusic.com/composition/phaedre-incidental-music-for-8-female-vocalists-orchestra-h-61-mc0002380533
https://en.wikipedia.org/wiki/William_Shakespeare
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«Mysbixa — zeomempusi, 08UMNCYWASICS 60 BPEMEHU»
Aprtiop OHerrep

«Apmyp 6bL1 npekpaceH Kaxk 0eHv, yMeH Kak O0vsigos, — BcriomimHana OHerrepa
ero npyr u Kojutera o «['pymre lllectu», Kommnosutop JXepmen Taiidep. — Heo-
ObIKHOBEHHOE CnoKolicmaue U YpagHoseweHHOCmy ucxodunu om ez2o cyujecmea. Jo6-
poma u cKkpoOMHOCMb CONPOBOHIANU €20 8ce20a U 8 200bl C1a8bl, U HECMOMPS HA MO,
umo 200bl cmpadaHuli USMEHUNU e20 8HEWHOCMb, 1 XOUY COXPaHUMb 8 namsamu npe-
KpacHoe cMmeroujeecst 1UYo OHeli e2o Mosiodocmu».

IMapmsk, pyoexx 1920-x rogoB. TpyaHO IpeacTaBUTh cebe Apyroe BpeMs U Me-
CTO CTOJIb OYPHOTO Pa3sBUTUSI MCKYCCTBA — MOSIBJIEHMS] HOBBIX ()OPM U SKaHPOB;
CITOPOB, JKapKUX IMCKYCCHIA U IIPOBOKAIIMOHHBIX MaHM(ECTOB; IIyMHBIX IIPEMbED,
rae TpuyMabl ¥ CKaHOAIbI IOPOI HEOTIMYMMBI IPYT OT Apyra... IMEeHHO 371ecCh,
cpenu OpyTUX, MOSIBsIeTCSI HOBoe uMs ApTiopa OHerrepa, KOTOPBIN C IePBBIX Ke
TIpOM3BeIeHNI 3asIB/IsIeT 0 ce6e HOBU3HOI MY3bIKaJIbHBIX 3aMbIC/IOB B COUETaHUMN
C «KJIACCUMYECKOI» IEeJIbHOCThIO (DOPM, MAacCTEPCTBOM KOHTPAITYHKTUUYECKOW OT-
IIeJIKY, BUPTYO3HBIM BJIaJIeHMEM JTI0ObIMM OPKECTPOBBIMU CPEICTBAMM.

Y4acTHUK COBMECTHBIX KOHIIePTOB U Ipou3sBeeHmnii «['pymribl lllectu», OHer-
rep HUKOI[A He TOCTYMNajcsi CBOMM TBOpuYeCcKMM Kpeno («d Hukozda He Kpuuan
“Oonoii Bazrepa”). YBjiedeHMe HOBBIMU UeIMM He TIO[BEPraso0 COMHEHUIO IIpe-
€MCTBEHHOCTb I[eMM MY3bIKaJIbHbIX TPAIUIIAIL — «0MMOPB8AHHBIL 0OM C80€20 CMB0J1a
nobez 3acsixaem Obicmpo». ABTOpY «KaHHBI A’ApK Ha KocTpe» u «Ilacudpuk 231»
ObLIM B PaBHOJ CTEIIEHM UYKIbI KaK MCKYCCTBEHHbIE JOTMAaThl KOMITO3MTOPCKOIA
TeXHUKU («H He NOJUMOHANUCTM, He AMOHANUCM, He J00eKA(OHUCM...»), TaK U aH-
TUPOMaHTUYECKMI 1MadoC «TOTAIBHOTO YIIPOIeHMsI», KOTOPOMY OTHABA/IM NaHb
Opuk Catu u XXaH KOKTO; paBHOAYIIHBIM OCTAaBJISIJIa €r0 M OTBJI€YEHHAs «UIrpa

B CTM/IM3aLMIO» 3aXBATUBILETO YMbl €BPOIEMICKMX MYy3bIKAHTOB HEOKIaCCULIU3-
Ma — «MIMEHHO 8 CONPUKOCHOBEHUU C HU3HBIO pACMeEMm U KPpenHem uckyccmeo».
«...06pasey evicokoll apmucmuueckoli yecmHocmu» Bupaen B OHerrepe ero co-
aBTop (omepa «OpyéHOK», onepeTTta «MantoTka KapauHanb»), koMmnosutop >Kax
Nbep. A 3HaMeHuTas ¢paHIily3CcKasi CKpUIIauKka, aBTop KHUTKU «Mou Opy3bsi — My-
3bIKaHTbI» JyeH XKypmaH-Mopask Ha3Baa OHerrepa «00HUM U3 HEMHOZUX co8pe-
MEHHbBIX KOMNO3UMOPO08, KOMOPbIM C80LICMBEEHHO UY8CME0 8e/IUYECNBEHH020.
Aptiop Onerrep poguicst B 1892 rogy B oceBuieii Bo dpaHIiy3ckoM 'aBpe
HIBeiIapckoit cembe. CucTeMaTMUeCKOe MY3bIKaJbHOE 06pasoBaHMe OymyIIuit
KOMIIO3UTOP IOayuynia B LII0OpMXCKOI KOHCEPBATOPUM, B TO BPEMSI €r0 CUMIIATUU
ObLIM Ha CTOpOHe HeMmelkoii My3biku (MoranH CebacTthsiH Bax, Puxapa Baruep,
Puxapn UlTpayc, Makc Perep). B 1911 rogy OHerrep nonain B [lapux, rae ero yun-
TensamMu B HaroHaabHOM KOHCEPBATOPUM CTAIM MPU3HAHHBIE MOTPhI (hpaHILy3-
cKkoMt my3bikM — AHApe JKemanbk (KOHTpamyHKT), lllapas-Mapu Bugop (komro-
3unusi), BeHcaH 0’9HAM (DUMPWOKMpPOBaHME). 3BYKOBas aypa MMIIPECCMOHU3MA,
IM0-pasHOMY pacKpbIBawoIIasicsl B TBopuectBe Mopuca Pasens u Kioma le6ioccu;
BCKOJIBIXHYBIIME IMAPVIKCKYI0 MyOIuKy «Pycckue ce30HbI» ¢ iropeM CTpaBMHCKUM
(3dexT oT mpeMbepsl «BecHbI CBSIIeHHOI» OHerrep mo3sxke CPaBHUT CO «B3PbI-
BOM aTOMHOJ 60MObI»); HAKOHEI], HOBbIe BESIHUS MOCJE€BOEHHBIX JIET (MIPeIMeT
OGYypHBIX 0OCY>KIEHMIT C TOBAPUIIEM TI0 KOHCEPBATOPUM, KOMITO3UTOPOM Jlapuy-
coMm Mwuiio) — BriepBbie YC/IbIIIaHHbIE aTOHA/TIbHbBIE OMyCchl ApHosbaa IlléH6epra;
9KCIIePUMEHTBI OYHTapsl OT My3bIKM Jpuka CaTy, MpuU3bIBAIOLIEro Mo, CBO CTST
«HOBBIX MOJIOJIbIX»; KHUTA-MaHudecT «IleTyx u apiekuu» JKana Kokro, crapiias
Hem1acHOM upeonorueit «llectepku». Bce 3TO HAIOXWIO OTIIEUYATOK Ha KOMIIO-
3UTOPCKYI0 MHAMBUAYaAbHOCTb OHerrepa, BIepBble MPOSBUBILYIOCS B 3KCIE€H-
TPUYHBIX TeaTPaIbHbIX omycax («HoBoOpauHbie Ha DiidesneBoii bamiHe», «KaTok»
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[Skating-ring]). Bnpouyem, yke B Te TOAbI aBTOP YETKO 0O03HAUMI TTPUOPUTETHI:
«5 He NOKJOHANCL HU ApMapKe, HU MIO3UK-XOJLTY, d HANpOmMue — cUMpoHuUuecKoli
U KaMEepPHOU MY3blKe 8 CaMblX CEPbE3HBIX U CYPOBbLIX €€ NPOSIBNEHUSIX».

IMopnuuHOe mpusHaHue MpuHecna OxHerrepy opatopusi «llapp [daBun»
(1924) — dbpanIiry3cKMii MacTep BO3POAM/ CTAPUHHBIN KaHP, CTABIIMIA TIABHBIM
BEKTOPOM €r0 TBOpYECKMX MOMUCKOB. B 3T ke rofbl My3a KOMIIO3UTOpPa PacKpbI-
BaeT cebsl ¥ B IPYTUX BaXKHBIX JIJISI HETO JKaHPOBBIX HAIIPaB/IeHUSIX.

«JleTHs11 mactopanb» (1920) — mepBoe opkecTpoBoe coumHeHne OHerrepa,
B KOTOPOM aBTOP 00peJ1 COBepIIeHHbIN 6ajaHC «coaepskaHus u GopMbl». [Tomo6HO
«[TocnernonygeHHOMY OTAObIXY (aBHa» JlebGroccy «JIeTHSISI acTopaab» MUMeeT I03-
TUYECKUI «IIePBOMCTOUYHUK» — CTUXOTBOpeHMe ApTiopa Pembo «3apsi». Bripouem,
MYy3bIKaJIbHBIN Meli3ak OHerrepa GiyoKe K SICHOV oyepueHHOCTM PaBesisi, Hexke-
JIV K pacIIbIBUATON 3bI6KOCTY paHHero [Ie6ioccy. HekoTophlie AeTanu BbI3bIBAIOT
B namsaTu «lllenect yseca» u3 TpeThbel 4aCTU BarHEPOBCKOW TETPAJIOTUM U AaKe
«C1ieHy y pyubsi» u3 «IlactopanbHoii» beTxoBeHa. HempuTssaTenbHasi Ha ep-
BbIIT B3IVISIZT TAPTUTYpa CTasIa KIacCUKOI GpaHITy3CcKoi cMM(MOHNIECKOI MY3bIKH,
HO B 3M0XY MY3BbIKaJIbHBIX KPAlHOCTEN, KOT[la SIPJABIK «TPaAULIMOHAINCTa» MOT
HaJIOJIT0 VICTIOPTUTH PEIyTalyio, OJ00HbI 1mar Tpe6oBan 60IbIION CMEeIOCTH
XYIOKHMKA, 0CO3HABIIETO BaYKHOCTb COOCTBEHHOTO ITYTH.

CoBepiieHHO MHOM xapakTep MMeeT «HOKTIOpH», HAMMCAHHbIN 16 neT ciy-
cTs1. 3m106/1eHHbI T OHErrepoM MpyeM OCTMHATHBIX GUTYypallnii CO34aeT CKPhITOe
HaIlpsbKeHMe, yCuIeHHoe TToAYepKHYTOM rpadUUYHOCThI0 MapTUTYPhI, 3dhdeKkTom
«3ByYalux mycTot». CpeqHuMIii pasien — CJIOBHO BbIpBaBIINeECS U3 IyOUH ¢aHTa-
3UU «HOYHbIE BUIEHUS» — IIPEIBOCXUIIAIOT cKep1io [IsiToil cumdoHmM; OHM Mcye-
3aI0T TaK ke BHe3arHOo, KakK U MOSBWIMCh, HO KakK TeHb [IeTpyIIkyu, HalIOMMUHAIOT
0 cebe B MOCJIEJHNX TAKTaX 3aTUXAIOIIEr0 HOYHOTO Teji3aska.

«dmom “napoeo3” meneps co ceucmom ob6sedem 8ecb Mup, nepeexas uepes
wew MHO2UX KOMNO3Umopos», — upoHnuHas noxsaja [IpokodneBa nbecsl «Ila-
cuduxk 231 (Cumdponnueckoe aBiskenue N2 1, 1923)» crana npopovyeckoir.
U ceromHs, mo4TH CTOJETUE CIYCTS, 3TA MY3bIKa OCTAeTCSl MOMY/ASpPHENIINM
cuMmboHMYeCcKUM «XUTOM» OHerrepa; ee BOCIpUSITHE KaK «MaHudecTa» My-
3bIKaJbHOIO KOHCTPYKTMBM3MaA (BOBCE He MMeBIleecs B BUAY aBTOPOM) OCTaB-
JISIeT B TeHM IOMAJIVHHbIE MYy3bIKaJbHbI€ JOCTOMHCTBA 3TOM MapTUTYPbl. ABTOD
CTPEMWICS He MMUTMPOBATh MapOBO3HBIN LIYM, HO «nepedams My3slKanbHbIMU
cpedcmeamu 3pumensHovle gneuamiaeHus u Qusuyeckoe HacaaxicoeHue OvblCMpbiM
deuceHuem».

«...PosHoe OvixaHue MauluHsl 8 COCMOSIHUU NOKOSL, YCUNEHUEe 3anycKd, Nocmenex-
HOe Hapacmauue cKopocmu, U, HaKOHelY, — COCMOSIHUE, KOMOPbIM NPOHUKHYM noe3o
8 300 moHH, nemauiuii 21y60Ko0li Houbk o ckopocmuto 120 Kunomempos 8 uac» — Ta-
KOBa CBOeo6pasHasi «IporpaMma» COUMHEHMS, COOTBETCTBYIONIAST KOHCTPYKTUB-
HOMY 3aMBbICITY: «...C030amo eneuamieHue Mamemamuiecku mouH020 pasHoMepHo-
20 YCKOPEeHUs pumma, 8 mo 8pems KaK memn, no Cymu, 3ameonsiemcs».

lopaszno meHee oueBMIHA MPOTPaMMHOCTh «CMMGOHUUECKOTO ABMIKe-
Hust N2 2» (1928), Ha3zBaHHOTO aBTOpOM «Perom». OmHaKO My3bIKa BTOPOTO
«CUMGOHNYECKOTO JBUKEHUSI» HEe COIEPKUT KaKUX-T1MO0 HAMEKOB Ha XapaKTep
u TipueMbl Urpbl. ITogo6Ho Ganety «Urpbl» ebioccu («CIosKeT» KOTOPOTo — Urpa
B TeHHUC), «Per6m» OHerrepa — IpMUMep «UMCTOI» My3bIKi. CJIOKHO IIPeICTaBUTh,
KaK 6b Mbl BOCIIPMHUMAY 3Ty MY3bIKY C IPYTMM Ha3BaHMeM (MU 6e3 Hero, Io-
n06HO «CuMGbOHNYECKOMY ABVOKEHMIO N2 3»); SICHO OJTHO — B 3TOI BUPTYO3HOIA,
OPUTMHAJIBHO TI0 3aMBICTY CMMGOHMYECKOM TAaPTUTYPE CO BCet «Cephe3HOCTHIO»
MY3bIKQJIbHBIX CPEACTB «80NJI0UWEeHA Oblowas uepe3 Kpatl #u3HepadocmHocms, yno-
eHue mos00ocmoto» (JInmus Pamnmonopr).
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«Mne nuuHo msxceneil ecezo daromcs npouzgedeHuUs: CUM@OHUUECKUX H(AHPOB. ..
OHU mpelylom eécecmopoHHez0 060ymbiearus. Ho... Kak monsko nepedo MHOW 0m-
Kpbleaemcs 603MONHOCMb UCX00UMBb U3 IUMEPAMYPHbBIX UNU 3PUMENbHO-HAASOHbIX
NOCBLIO0K, MOLl mpyd CMAHOBUMCS HAMHO20 Jiezue».

IpamaTuueckuii TeaTp connpoBoxaan OHerrepa Ha BCeM MPOTSDKEHUU TBOP-
yeckoro myTu. OHMM U3 MePBBIX TeaTPaJbHbIX OMBbITOB cTana «byps» llekcnupa
K MocTaHoBKe B TeaTpe «OmeoH» (1923) KOMMO3UTOP HamMcan CUMGOHNYECKYIO
[Tpentonuio u nBe necHu Apuans. «IIpemoausi» urpaeT poiab YBEPTIOPHI CIIEK-
TaKJ/IsI; B M300paskeHUM pa3OyIIeBaBIIeCsS CTUXUY, ITOJBIACTHONM 3aKIMHAHUSIM
mMoryuero mara IIpocrepo, MOKHO YC/bIIIATL OTTOJIOCKYM 3aXBaTbIBAIOLIEIO «I1a-
(oca ckopocTu» 13 HAIMMCAHHOTO B TOT Xe rof, «[lacuduk 231».

OpyH 13 caMbIX SIPKUX TeaTpalbHbIX 3aKa30B OHerrepy ucxoaua ot Uasl Py-
6uHIITEelH. Bhimaronascs IMYHOCTb, aKTPKCa M TAaHLIOBUIUIA, 3HAMEHUTAs CBO-
MMM 3KCLLEEHTPUYHBIMY BBIXOJKAMM, BIOXHOBI/ISVIA KOMIIO3UTOPOB, XYA,0KHUKOB,
6aseTMelicTepOB Ha IMPOW3BeNeHNsI, MHOTYE M3 KOTOPBIX BIVMCAHBI 30JI0THIMU
OyKBaMM B COKPOBUITHUITY MUPOBOTO UCKYCCTBA. B 1925 romy ee BHMMaHMe TIPU-
BJIeKJIa MUCTepys (QpaHIy3CKOTO Apamarypra-«Harypucta» Cen->Kopska me By-
anbe «MnepaTrpuna cpegy ckaa» (TJIaBHasi Te€POMHS — OKJIeBeTaHHAsI uMIepa-
Tpuua Puma, cociianHass My>keM U oJslyduBLIast oT boromarepu nap ucLeneHus).
PyounmTeiin npurnacuina Hukomnast BeHya B KauecTBe XYAOKHMKA-AEKOPaTopa,
KOTOPBIi 1 npenyioxkwi OHerrepy HanmyucaTb My3bIKy. [locTaHOBKa MUCTepUM CTa-
Jla OLHOJ U3 CaMbIX IBIIIHBIX ¥ BEIMYECTBEHHBIX NIPEMbED B Mapypkckoit I'panp
Ormepa; B Heil GbLIM 33J€iCTBOBAHbI OOJiee ABYXCOT YeJIOBEK: ApamMaTUUYECcKue
1 GaJeTHbIE apTUCTHI, MEBIIbI, aKPOOATHI, KOHITIEPbI, BCAAHUKM HA JIOMIAJSX.
Ho Hu nekopauyu beHya, HM pOCKOIIb TIOCTAHOBKY HE CIIac/Iy PACTSIHYTYIO U BbIC-
MPEeHHYI0 ApaMy; MOHMMAaBILKI LIEHHOCTb CBOEN MapTUTYPbl KOMIIO3UTOP CKOM-

TOHOBa U3 Hee cUMGbOHMUECKYIO CIOUTY. Ee cokpalieHHbIH, MpeicTaBIeHHbI

B 3anucu I'enHanus PoxXIecTBEeHCKOrOo BapMaHT COCTOMUT U3 IISITU KOHTPACTHBIX
HoMepoB. CIOUTY HAUMHAIOT TOpkecTBeHHbIe GaHbapbl «OXOTbl UMIIEPATPUIII»;
IIBe Tieji3askHble 3apucoBKU — «CHer B PumMe» ¢ 6;mramu apdbl 1 UeyiecTbl U rap-
MOHMYECKM M3bICKAHHBIN «/IBOPIIOBBIN Ca/i» — MPOTMUBOIIOCTABIEHbI PyrMpoOBaH-
HoVi «['po3e»; 3aBepllaeT CIOUTY ApaMaTU4eCcKuii pa3rys BapBapcKoii «Oprum»,
HaroMuHawIuMit 0 GuHase «BecHbI CBSIIEHHO».

Ot Unpl PyOMHINTEH UCXOOAWI M CAedyomuii 3aka3. Ee BpIOOp a1 Ha Tpa-
renuio «@empa» BBIIAIONIETOCS JeSTes] UTANbSHCKOM JuTepaTypbl ['abpusiie
I’AHHYHIIMO. ABTOp caM mnpuriaacun OHerrepa, KOTOPbIl OIUPVKUPOBAIT CBOEI
MY3BIKOJi Ha IpemMbepe B 1926 rogy B Pume. Autuunbiii Mmud (Pempa Bocbliana
CTPACTBI0 K NAaCbIHKY UIMOMNTY U, OTBEPTHYTAsSI UM, OKJIeBeTala ero repes Mmy>kem
TeseeM, CTaB IPMUUYACTHON K €r0 CMepPTH; HO BCKOpe oOMaH packpbliacs — Teseii
npokianHaeT ®enapy u o6pekaeT ee Ha TMOENTb) JOBOJILHO CAEPKAHHO TPAKTOBAH
IpaMaTyproM, B TTIO3HIE TO/ibl TBOPUYECTBA TATOTEBIINM K BBICOKOMY KJIaCCUIIU3-
My B ayxe YKana Pacuna. [[pama Takke He MMeJia ycIexa — b0 KyMUP PUMCKOM
60reMbl 1 PhILIAPh BOMHBI, I AHHYHIIMO CTPEMUTEIBHO TePSUT TOMYISIPHOCTD. Clo-
>KeT, paCKpbIBAIOLIMIi CaMble TEMHbIE CTOPOHBI YeJI0BeYeCKO HaTypbl, OTPa3mICs
B naptutype OHerrepa — ee CypOBbIit ApaMaTu3M IpeaBocxuiiaeT cuMdoHmnye-
CKHe U opaTopuasibHble mpousseneHus: 1930-40-x romoB..

«Knaccuueckoe genuuue, ... 2eHUAIbHASL U300pemamenbHOCMb, MyOpoCmb 8 6bl-
Oope cpedcme, Komopble N0360JI1U eMy NPUOEZHYMb K CAMbIM OMBAMNCHBIM ONbIMAM
6e3 pucka “nepezHymo naaky”»,— 3TU CBOJICTBA TBOPYECKOI HATYPbI, IIOJMEYEH-
Hble JKakom VbepoM, 1o3BOJISIOT BUAeTh B OHerrepe KpymHesiiero gpaHiry3cko-
ro cumdonmcra XX cToneTus. B 310Xy, Korjga MoIlb M03JHEPOMAHTUYECKOTO OP-
KecTpa yCTyrnaeT MeCcTo IIp03pavyHoii KaMepHOCTH 3By4aHus, a SMOLMOHATbHOMY
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HaKaay 3KCIpecCMoHM3Ma KOMITO3UTOPBI MPEeAIOUNTAIOT OTPEIIeHHOCTh palyo-
Ha/IbHBIX cxeM, OHerrep oCTaeTcs OJHUM M3 HEMHOTUX «pbIllapeit cuMbOHUM»
(Bopuc SIpycToBckuit) Bo hpaHIly3cKOit My3bIKe.

KoMmnosuTop 130MupaeT TpexyacTHYI0O MOMeNb HUKIA, B KaXKIOM M3 IISTU
COHATHO-CUM(OHMNYECKUX TPUIITUXOB IT0-CBOEMY pelliasi IIaBHYIO Ipo6iemMy —
eIVHCTBA IpaMaTypruueckoi unen, «gneuamsieHust abconomHo HenpepoleHoz0 No-
8ecmeosamusl», yCTpeMJIeHHOTO K (uHanbHOI yacTu. V36erasi mporpaMMHOCTH,
OHerrep ocTaeTcs BepeH «0eTXOBEHCKOMY» TIOHMMAaHMI0 CMM(OHNYECKOTO sKaHpa.

«[eHuanbHo OecnopAdouHas CUM@OHUA» — TaK KPYIIHbI HEMEeLKMIA My3bI-
KayibHbIM KpUTHUK 'aHc XarHi HITykKkeHIIMUAT oxapaktepu3oBan IlepByio cum-
tdoumio Onerrepa. Cumdonust counHsiiach B 1929-1930 rogsr mmo 3akasy Ceprest
KyceBuiikoro u 6b1a BriepBbie ucrosHeHa uMm B CIIIA B pamMKax mpasgHOBAHUS
50-netust BOCTOHCKOrO CMM(GOHUYECKOTO OpPKeCTpa.

OTMeueHHAas! COBPEMEHHUKOM «OeCIIOpSIIOYHOCTh» (CKaXKeM, OIIpeie/IeHHasT
IpaMaTypruueckas mectpora) CuMbOHMM, BO3MOXKHO, CBSI3aHA C €€ «IIePeXOTHO-
CTbI0» B TBOpUecTBe OHerrepa. C 0IHOV CTOPOHBI, OHA BOCIIPMHMMAETCSI KaK UTOT
cumboHmMyeckoro TBopuectBa 1920-x rofioB, ¢ APYyroii, CBUAETENbCTBYET O MOUC-
Ke 6oJiee IITyOOKMX ApaMaTUYeCKMX KOHIIEIIINIA, peaqy30BaHHbIX B ITO3THEMIINX
cUMGOHMSX.

TMoxkamyi1, cusibHee BCETO0 3TO MPOTUBOpEYNE OTPa3UIOCh B MacIITaGHOIA,
HACBII[EHHO/ MHTEHCMBHBIM pa3BUTHEM IiepBoit uvactu cumdbonum (Allegro
moderato), B KOTOpPOJi MO-TIPOKOGbEBCKM OOIpbie, SHEPTUUHbIE TEMbI YTOIAIOT
B KOHTPAITyHKTUYECKOI BSI3KOCTM OPKECTPoBOi (akTypbl. Tparmdyeckas TpaHC-
(opmanys raBHOM HAapTUM CMEHSIETCSI HEOKMUTaHHBIM (HO TUIIMYHBIM JIJIST CUM-
(onmueckoro moineHust OHerrepa) yracaHueM CHSTOM KyJIbMUHAIIUM, OCTABJISIS
3¢ deKT HeT0CKa3aHHOCTH.

Btopas, meaneHHast yacth (Adagio) uMeeT CUMMETPUUYHYIO KOHCTPYKIIMIO:
MIITh TEMATUYECKUX TM30/I0B, CJIETYSI IPYT 3a IPYTOM, IIOBTOPSIIOTCSI B 0OpaTHOM
ropsiake. Hambosiee 3HaUMTebHbIE [TO MY3bIKE KpaiiHye pas/iesibl HalyCaHbl B CTa-
PUHHOIT popMe raccakaaunu (Bapuaiyu Ha HeM3MeHHO MTOBTOPSIIOIINIACS 6ac), BCIO
YacTh 00bEIMHSIET HY pa3y He HapylIaeMblii pUTM MeIJIEHHOTO IIeCTBUS.

[Mocnemusis yactsb (Presto) coequHsieT uepThl 06061Iao0IIero GpuHama u ckep-
110. KoMImosuTop 3amyckaeT BCe HOBBbI€ Te€MbI B KM3HEPaAOCTHBIN KPYrOBOPOT
IBUKEHMSI, HO eT0 UTOTOM CTaHOBUTCS Koza (Andante tranquillo), 3aBepialorias
cMGbOHUIO0 YMUPOTBOPEHHOI MTACTOPAJIBIO.

Korma BoiiHa BTOpr/iach Ha Tepputopuo @paHimm, MBeapckoe NoagaH-
CTBO 03B0JIsIO OHErrepy yexaThb B CTPaHy, NOAAEPXKUBAIOILYIO HEITpaauUTeT cpe-
IY TToJIbIXarolelt EBporbl; HO KOMIIO3UTOP pelna ocTaTbes B [lapuke, pa3menms
TATOTHI OKKYIIALIVY C COOTeuecTBeHHMKamMu. OH BCTyruiI B HarmoHanbHbIM PpOHT
(dbpanmysckoro ConpoTuiienus, a B KoHile 1941 roma 3akoHUMI Bropyro cum-
¢doHMIO 1 CTPYHHBIX C TPYOOIt — IpUaiIMii My3bIKaJIbHBIA TOKYMEHT 3TIOXM,
CcaMylo 3HaUMTEeJbHYIO «CMM@OHMIO O BoliHe U Mupe» (SIpyCTOBCKMIT) B 3amagHO-
€BPOIIeliCKOl My3bIKe.

[MpousBeneHMe Aj151 CTPYHHBIX MHCTPYMEHTOB ellie B 1936 romy 3aka3zan OHer-
repy IIBeiIapcKuit MelieHaT u qupuskep ITaynb 3axep K 106mieio basenbckoro Ka-
MepHOTo opKecTpa. PaboTa mpoaBuransach MeJyiIeHHO U ObUIa NIPUOCTAHOBJIEHA;
VIMEHHO BOEHHbIe COOBITHSI OKOHUATENIbHO CHOPMIUPOBAIN 3aMbICeT CUM(POHUMN.
VuacTtue OHerrepa B 100M/IeiiHOM MOIIAPTOBCKOM KOHTpecce B BeHe, BOCIIpUHSITOE
MHOTMMU KaK aKT KOJUT1abopallMoOHM3Ma, CKOpee BCET0, ObLIO JIUIIb MTOBOJOM JIJISI
nepenaun 3axepy GoOTOKONMM MapTUTYPhI cuMboHnu. BTropast cumboHus Briep-
Bble Mpo3Byuasa B basene B 1942 romdy, 3areM Obuta McIionaHeHa B [lapuske o
ynpasieHuem llapns MioHia B pamKkax rnpasgHoBanus 50-netust OHerrepa.
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Pabora Haj MepBOil YacThi0 CTOMJIA KOMIIO3UTOPY HauOOJBIIEro Tpynaa
B CTPEMJIEHUU «npudams el cucamyr u cmpozyo gopmy 6e3 ociadneHus 6HympeH-
Hell HanpsiceHHocmu». TeMa BCTYIVIEHUS COYeTaeT IKCIIPECCUBHOCTb XpOMaTHU4ie-
CKOTO0 XOpaJia U BbIPa3UTEe/bHBI PEUUTATUB aJIbTOB; €ro MPOTUBOCTOSIHYE C Apa-
MaTuyeckoi Temoit Allegro mponomskaeTcss Ha BceM MPOTSDKeHUM YacTH.

Adagio mesto — cpemoTouMe TparMyeckoii o6pasHoctu cumbonuu. C Hee
KOMITO3UTOp Havasl paboTy HaJl OKOHUATeNbHOI pelakumeit uukia. «Kozda s e2o
yeaviwan, — Bcriommuuan OHerrep, — 0HO NPou36eso Ha MeHst 0080/1b6HO MpAuHoe ghe-
uamiueHue; Mecmamu OHO Ka3anocs daxce omuasiHHsiM». OHerrep CHOBa IIpUMeHSIeT
CBOOOIHO TPaKTOBaHHYIO (DOPMY Maccakaauy, Ha STOT pa3 IMOTHOCTbIO COOTBET-
CTBYIOILIYIO 3aMBICTTY.

IToce BTOpOJ YacTM OCOOEHHO SIPKO BBIAEJSIETCS IOJIETHOe Hadaio ¢u-
HasnibHOTO Vivace non troppo. ETo pa3BuTHe HEYKJIOHHO YCTpeMJsieTcsl K KoJie —
3aKOHOMEPHOMY (TIpY BCEl HEOKMIAHHOCTM) BCTYIUIEHUIO COIMPYIOIIE TPYOBbI.
DTOT 3BYKOBOI CMMBOJ GBI 6€30IIMO0YHO «ITPOYUTAH» MAPUKCKOM ITyOIUKOI:
«ITodo6HO momy, Kak Kozda-mo 80 epems ucnonueHus ITamoti cumporuu bemxosexa
cmapwlli HANOJOHOBCKULI COI0aM 80CKAUKHYA: “Imo umnepamop!” — meneps, npu
3aKJIIOUUMeNbHbIX 38YKAX mpy0sl, N0 3aJ1y NPOULTO 08UMCEHUE U Cyulamesiu 8380JIHO-
ganHo 3awenmanu: “ITo6eda!”» (J1. Panmomnoprt).

Iaras cumbonus («Cumbonus c Tpems Pe», 1950) — mocyienHee KpyImHoe
opkecTpoBoe courHenue OHerrepa. CaMm KOMITO3UTOP ObUT YOEXIEH, UTO CBOIO
TOYKY B 3TOM >KaHpe OH MOCTaBWJI KaMepHOl YeTBepToii, mocBseHHO [1ayiio
3axepy («basenvckue y0080abcmaust», 1946), BIOXHOBIEHHOV OKpeCTHOCTSIMU Ba-
3eJ151 U «HanoJiHeHHoli dyxom Iationa u Moyapma» (110 MPU3HAHMIO KOMIIO3UTOPA).
Ho nocnepnuee coBo OHerrepa-cuMGOHMUCTA OKa3aI0Ch MHbBIM.

«Y MeHa cmpawiHas 6ecCOHHUUA, — PacCKasbiBaJl OH B MHTEPBbIO. — Umobbl
NPOZHAMb MOU YHCACHBlE MbICU, S UX 3ANUCbI8AI0 HA OyMaAze, OHU BbLIUIUCL 8 P50
ICKU308, U3 KOMOPbIX 51 CMO2 coenams yeayo cum@oHuto». TlocmeqHmue Tonbl XXU3HU
Onerrepa oBesIHbI CJIaBOI U MpU3HAHMEM — KOMIIO3UTOpa NMpuHUMaloT Bo dpaH-
y3CKy10 AkagemMuto 1 HarpaxzgaoT OpaeHom [ToueTHOro JlermoHa; yHUBEPCUTET
[[lopuxa mpuUcy>kxmaeT eMy MOYETHYIO CTelleHb MOKTOpa My3biku. OJHAKO KOM-
TO3UTOP He CKpbIBaeT MPAuyHOTO B3IJIsIIa Ha Ipoucxopsiiee: «5 — cmapolii nec-
cumucm. 5 dymaro, umo eceti Hawlell Kyibmype — 8cem UCKyccmeam, u hpexcde 8cezo
MY3bIKe — CyH0eHO 8CKOpe ucue3Hympb». BeCcItokoicTBO 3a Oyaylee My3bIKY COeIV-
HSUTOCh C TPEBOTO¥1 32 CYyIb0Y BCETO UeI0BEYEeCTBa, CTPAXOM Iepe]l pa3BopaunBa-
IOIeIICSI XOOAHOM BOMHOI, yTPO30Ji aTOMHOTO allOKaJIUIICHCA.

IMocnegunit Tpuntux OHerrepa — «3aseulaHue XyOOXCHUKA, UCNUBUIE20 Ually
cmpadawuti, 8bInaABWUX HA 00JII0 €20 NOKOJIEHUS, CO3HAIOUWez0 8Cio NoSIHomy 6ed, 2po-
3AWUX noKoneHusMm 6yoywum», — mumet Jlirogmmna Muxeesa. [10/13aroJI0BOK «CUM-
douus ¢ Tpems Pe» ykasbIBaeT Ha CMMBOJIMYECKYIO JeTaIb — MMapTUTYpPa Kaskmoii
YacTU OKaHUMBAETCS TIIYXMM «pe» JIUTAaBP, MOAUEepPKUBast 6eCIpOCBETHOCTD STOTO
cM(bOHMYECKOTO IPopoYecTBa.

MpayuHast TOp>KeCTBeHHOCTb OTKPBIBAIOIINX MePBYI0 4acTh (Grave) akkopaoB
rmogo6Ha OpraHy, BHe3alHO OIJIaCMBIIEMY HOUHbIE CBOAbI TOTHMYECKOTO cOOOpa.
K 3T07i TeMe MbIC/Ib KOMIO3UTOPA BO3BPAIllaeTCsl TOCTOSTHHO — CKBO3b CTPACTHYIO
MOJIbOY IepeBSIHHBIX AYXOBBIX, IPMU3bIBHBII KUY TPYO.

BTopast wacTb — penkuit nys OHerrepa mpMMep pa3BepHYTOTro cuMdoHMUYe-
CKOTo cKep110. My3bIka OCHOBHOTO paszena (Allegretto) BoccosmaeT o6pa3bl Mpad-
HOVi (paHTaCTUKYM — U3JIOMaHHbIE, YIJIOBATbIE XUTPOCILUIETEHUSI MOTUBOB, pe3Kue
rapMOHMYECKME «BCKPUKM» HAa (OHE HABSIBUMBONM TPEXIOIbHOCTU 3aCTaBJISIIOT
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BCIIOMHUTDb aHaJIOTMUHBIE CTpaHuUIbl cuMdoHmit Masnepa u IllocrakoBuya. Uepe-
IOYIOMINIICS ¢ HUM 3TM30], TpaypHOro IecTBus (Addgio) TPOAOIKaeT CKOPOHYIO
MaTeTUKy MepBOoii YacTH, yCUJIMBASI ee IOBTOPSIONMMCS KOHTpacToM ¢ Allegretto.

WroroBast yactb cumboHmuueckoit Tpareguu (Allegro marcato) mogumMHeHa
eIMHOMY PUTMMYECKOMY MOTOKY. B HampskeHHOl CXBaTKe MeJbKalT repou-
yeckue daHdbapbl, KPUKM OTUYASHUS, TTOPOIi CKBO3b UepHbIe TyUM ITPOPBIBAETCS
JIy4 HaJeXIbl — Iupuyeckas Meaoays MPoKoro abixaHusi. Ho ouepenHas BoimHa
KyJIbMUHAIMM TIPUBOIUT K CPBIBY; yracaiolasi myJibcamys MeIu 06pbIBaeTCs, I0-
JIOOHO ymapy Iajava, 3aBepIIalIIuM «pe». «Ima cyposds My3vlKa He ocmasisem
HUKAK020 Mecma 0Jis1 Hadex#(0bl», — KOHCTaTUpyeT el JKypaaH-MopaHk.

O6pa3HO-3MOIMOHAIbHYIO JTUHMIO [IsT0i cuMmboHMM TTpomoskaeT «MOHO-
nmaptuta» (1951). HazBaHue packpbIBaeT CyTh 3aMbIc/ia — OGpalleHye K CTapyH-
HOJi CIOMTHO¥ (opMe Py MOHOJIUTHOM €IVHCTBE KOMITO3UIIUN.

[Mpou3BeneHMe MPUYPOUEHO K [OOMIENHBIM TopkecTBaM B Iliopuxe
(600-nmetuio BcTyruienust ropoaa B IlIBeitiiapckyro KoHdemepaiyio). OmHaKo 6051b-
IIMHCTBO CJTyIIATeseli 00eCKypakuyl TEMHBI KOJIOPUT 3TOM aCKeTUYHOI MapTu-
Typbl. KOMMEHTUPYS «IIPOH3UTE/bHbIE IMCCOHAHCHI» Hauaga «MOHOMapTUTHI»,
obo3pesarenb Zuricher Tagesanzeiger myican: «OuesuoHo, KOMNO3UMOp CMOMpum
MpauHo 8 6ydyujee u He oxcudaem om nocnedyrouux 600 1em HuHezo Xopoulezo».

Mysbika ApTiopa OHerrepa 3ByJasa B Halllelt cTpaHe ¢ cepeanHbl 1920-x ro-
IoB. Korma B 1928 romy dbpaHITy3cKuit KOMITO3UTOp Iipuexan Ha racTposu B CCCP,
pSIZI, eT0 TPOoU3BeeHUIi OBUT XOPOIIO U3BeCTeH My6yke MOCKBbI U JIeHMHTpaa.
Bo BTOpOIi MOJIOBUHE CJIEYIOMIETO AECITUIETUS COBPEMEHHAs 3apyOeskHast My-
3bIKa MTOYTM ITOJIHOCTBIO MCY€e3/1a U3 COBETCKOTO KOHLIEPTHOTO penieptyapa. CUTy-
aLys U3MeHMUIach K pyoesky 1950—1960-x, Korga courtHenust OHerrepa BepHYINUCh
B pernepTyap COBETCKMX MY3bIKAaHTOB. B 1965 romy Beimamomuiicss GpaHIy3cKui

IVpVsKeD, IePBbIN UCTIOTHUTEb MHOTUX ITpou3BeneHuit OHerrepa, [lllapibp MioHII
ucnoaHmwi B Mockse Bropyio cumdbonuio ¢ l'ocygapcTBeHHbIM CUMGOHUUECKUM
opkectpom CCCP.
leHManbpHBII OUPVOKEP-UCCIENOBaTeNlb, NOMJIVHHBIA 3SHTY3MacT MYy3bIKU
XX cronetus leHHaauit POKIeCTBEHCKMIT OTKPBII OTeUeCTBEHHOI My6nnKe Iie-
JIble TUIACThl MY3BbIKJIbHOTO McKyccTBa. Emle B 1976 romy nop ero yrnpaBlieHUEM
T'ACO CCCP ucnonnuna ciouty OHerrepa u3 My3bIKM K fipame «VMmmiepatputia cpe-
Iu ckay». B 1985-1989 ronpl B ero MOCKOBCKMX KOHIepTax ¢ CuM@oHnueckum
opkecTpoM Munuctepcrsa KyabTypbl CCCP mpo3ByJain, a mossxke 0bLIM U3gaHbl
Ha IUIACTUMHKAX, CMMGOHUM, OPKECTPOBBIE MbEeChl U TeaTpaabHasl My3bika ¢paH-
IIy3CKOTO aBTOpa; Ipu 3TOM Iipenoaust K «bype», ciouta K Tparemumn «®demnpa»,
«HokTiopH» 1 «MoHOMnapTuTa» 661 3anucanbl Briepsbie B CCCP.
Bopuc Myxkoceti



“Music is geometry in time.”
Arthur Honegger

“Arthur was as beautiful as the day, as smart as the devil,” recalled a friend and
fellow member of Honegger in the Groupe des Six, composer Germaine Tailleferre.
“His being oozed unusual calmness and poise. Kindness and modesty accompanied
him always and in the years of glory, and although the years of suffering changed his
appearance, [ want to keep in memory the beautiful laughing face of the days of his youth.”

Paris, turn of the 1920s. It is difficult to imagine another time and place for
such a rapid development of arts — the emerging new forms and genres; disputes,
heated discussions and provocative manifestos, sensational premieres, triumphs
and controversies that are sometimes indistinguishable from each other. There,
among others, the new name Arthur Honegger appears and, from the very first
works, wins a reputation with the novelty of musical ideas combined with the
“classical” integrity of forms, the mastery of contrapuntal finishing, and virtuosic
skills in handling any orchestral means.

A participant in joint concerts and works of the Groupe des Six, Honegger
never compromised his creative credo (“I never shouted ‘down with Wagner’”).
His passion for new ideas did not question the continuity of the chain of musical
traditions — “a shoot torn off from its trunk dries up quickly.” The author of Jeanne
d’Arc au biicher and Pacific 231 was equally alien to the artificial tenets of composing
technique (“I'm not a polytonalist, not an atonalist, not a dodecaphonist”) and the
anti-romantic affectedness of “total simplification,” to which Erik Satie and
Jean Cocteau paid a tribute; he was also underwhelmed by the abstract “game of
stylization” that captured the minds of European musicians of neoclassicism —
“Art grows and strengthens in contact with life.”
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Composer Jacques Ibert, with whom Honegger co-wrote the opera LAiglon
and operetta Les petites cardinal, saw in Honegger “a model of high artistic honesty.”
Héléne Jourdan-Morhange, a famous French violinist and author of the book My
Friends Are Musicians, said that Honegger was “one of the few modern composers
who have a sense of the majestic.”

Arthur Honegger was born in 1892 to a Swiss family settled in Le Havre,
France. The rising composer received a systematic musical education at the Zurich
Conservatory, and at that time he felt drawn to German music (Johann Sebastian
Bach, Richard Wagner, Richard Strauss, Max Reger). In 1911, Honegger came to
Paris, where the recognized masters of French music André Gedalge (counterpoint),
Charles-Marie Widor (composition), and Vincent d’Indy (conducting) were his
teachers at the National Conservatory. The sound aura of impressionism revealed
so differently in the works of Maurice Ravel and Claude Debussy, the Russian
Seasons with Igor Stravinsky that stirred up the Parisian public (Honegger would
later compare the effect of the premiere of The Rite of Spring with an explosion of
an atomic bomb), and, finally, the new trends of the post-war years (the subject of
heated discussions with his conservatory mate and composer Darius Milhaud) —
the atonal opuses of Arnold Schoenberg heard for the first time, the experiments
of the music rebel Erik Satie who called “the new young” to join his league, the
manifesto book The Rooster and the Harlequin by Jean Cocteau that became the
unspoken ideology of Les Six — all this left an imprint on Honegger’s personality
as a composer, which first manifested itself in the eccentric theatrical opuses
Les maries de la Tour Eifel and Skating Rink. However, already in those years, the
composer clearly outlined his priorities: “I don’t worship either the fair or the music
hall, but, on the contrary, I do worship symphonic and chamber music in its most
serious and severe manifestations.”



The oratorio Le roi David (1924) brought true recognition to Honegger. The
French master revived the old genre, which became the main vector of his artistic
search. In the same years, the composer fulfilled himself in other genres that were
important to him.

Pastorale d’été (1920) is Honegger’s first orchestral work, in which he
found a perfect balance of “substance and form.” Like Debussy’s Prélude a ’apreés-
midi d’un faune, Pastorale d’¢été has a poetic “primary source,” which is Arthur
Rimbaud’s poem “Aube.” However, Honegger’s musical landscape is closer to
the clear outline of Ravel than to the vague fluctuation of Debussy’s early music.
Some details bring to mind the “Rustle of the Forest” from the third part of the
Wagner tetralogy and even the “Scene by the Stream” from Beethoven’s Pastoral
Symphony. Unpretentious at first glance, the score became a classical piece of
French symphonic music, but in the time of musical extremes, when the label
“traditionalist” could ruin a reputation for a long time, such a step required much
courage from an artist who realized the importance of his own path.

Written sixteen years later, Nocturne has a completely different character.
Honegger’s favorite method of ostinato figurations creates a hidden tension
enhanced by the emphasized graphic quality of the score, the effect of “sounding
voids.” As if “night visions” coming from the depths of fantasy, the middle section
anticipates the scherzo of the Fifth Symphony. They disappear as suddenly as they
appeared, but like the shadow of Petrushka, they remind of themselves in the last
bars of the fading night landscape.

“This ‘steam locomotive’ will now whistle around the whole world, crossing the
necks of many composers,” Prokofiev’s ironic praise of Pacific 231 (Mouvement
symphonique No. 1, 1923) became prophetic. Today, almost a century later,
this music remains Honegger’s most popular symphonic hit; its perception
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as a “manifesto” of musical constructivism (which was not at all meant by the
composer) leaves the true musical merits of this score in the shade. The composer
did not seek to achieve the imitation of the noises of a locomotive, but “rather the
translation of a visual impression and of the physical enjoyment through a musical
construction.”

“...The calm respiration of the machine at rest, the effort of the start, a gradual
increase in speed, ultimately attaining the lyrical stage, the pathos of a train 300 tons in
weight launched in the dark of night at 120 kilometers an hour” is a kind of “program”
of the piece corresponding to the constructive idea: “giving the impression of
a mathematical acceleration of rhythm, while the movement itself slowed.”

The descriptive nature of Mouvement symphonique No. 2 (1928)
titled Rugby by the composer is much less obvious. However, the music of the
second “symphonic movement” does not contain any allusions to the nature
and techniques of the game. Like Debussy’s ballet Jeux (its subject is a game of
tennis), Honegger’s Rugby is an example of “pure” music. It is difficult to imagine
how we would perceive this music with a different name (or without it, like some
“symphonic movement No. 3”). One thing is certain: this virtuosic, original
symphonic score, with all the “seriousness” of musical means, “depicts overflowing
cheerfulness, ecstasy of youth” (Lydia Rappoport).

“Personally, the works of symphonic genres are the most difficult for me ... they
require comprehensive consideration. But ... as soon as there is an opportunity to
proceed from literary or visual premises, my work gets much easier.”

Drama theater accompanied Honegger throughout his career. One of the
first theatrical experiences was Shakespeare’s The Tempest staged at the Odeon
in 1923, for which the composer wrote a symphonic Prelude and two songs of
Ariel. The Prelude plays the part of the performance’s overture; in the depiction



of the raging elements dependent on the spells of the mighty magician Prospero,
one can hear echoes of the breathtaking “pathos of speed” from Pacific 231
written in the same year.

One of the significant theatrical commissions for Honegger came from Ida
Rubinstein. The eccentric and outstanding woman inspired composers, painters
and choreographers, many of whom are among the greats of world arts. In 1925, her
attention was drawn to the mystery play LImpératrice aux rochers (The Empress
of the Rock) by the French “naturist” playwright Saint-Georges de Bouhélier (the
main character is the slandered Empress of Rome who was exiled by her husband
and received a gift of healing from the Mother of God). Rubinstein invited Nicholas
Benois as a set designer, and he was the one who suggested that Honegger write
the score. The production of the play was one of the most magnificent and majestic
premieres at the Paris Grand Opera. It involved more than two hundred people -
drama and ballet artists, singers, acrobats, jugglers, riders on horses. But neither
Benois’s scenery nor the opulence of the staging saved the lengthy and pompous
drama. Realizing the value of his score, the composer compiled a symphonic suite
from it. Its abbreviated version performed by Gennady Rozhdestvensky consists of
five contrasting numbers. The suite opens with the solemn fanfare of “Hunt of the
Empress.” Two landscape sketches “Snow in Rome” with glimpses of the harp and
celesta, and the harmoniously refined “Palace Garden” are opposed to the fugal
“Thunderstorm.” The dramatic revelry of the barbarian “Orgy,” reminiscent of the
finale of The Rite of Spring, concludes the suite.

The next commission also came from Ida Rubinstein. She chose the tragedy
Fedra (Phaedre) by the outstanding figure of Italian literature Gabriele d’Annunzio.
The author himself invited Honegger, and the composer conducted at the premiere
in 1926 in Rome. The ancient myth (Fedra conceived passion for her stepson
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Ippolito and, rejected by him, slandered him before her husband Teseo, causing his
death; but soon the deceit was revealed — Teseo cursed Fedra and doomed her to
death) is rather restrainedly interpreted by the playwright, who in the later years
gravitated towards high classicism in the spirit of Jean Racine. The play was not
a success — d’Annunzio, the former idol of the Roman bohemia and a knight of war,
was rapidly losing popularity. The Honegger score captures the plot, which reveals
the darkest sides of human nature - its harsh drama anticipates the symphonic
and oratorio works of the 1930s and 1940s.

“Classical greatness, ... brilliant ingenuity, wisdom in choosing means that
allowed him to resort to the most courageous experiments without the risk of going too
far.” The properties of the creative nature noticed by Jacques Ibert make it possible
to see in Honegger the greatest French symphonist of the twentieth century. In
the era when the power of late romantic orchestra gives way to a transparent
chamber sound, when composers prefer the detachment of rational schemes to the
emotional intensity of expressionism, Honegger remains one of the few “knights
of symphony” (Boris Yarustovsky) in French music.

The composer chooses a three-movement model for the cycle, with each of
the five sonata-symphonic triptychs solving the main problem - the unity of the
dramatic idea, “the impression of an absolutely continuous narrative,” striving for
the final movement - in its own way. Avoiding any descriptive features, Honegger
remains true to the Beethovenian understanding of the symphonic genre.

The German critic Hans Heinz Stuckenschmidt described Honegger’s
Symphony No. 1 as “brilliant disorder.” The symphony was commissioned by
Serge Koussevitzky, composed in 1929 and 1930, and first performed by him in
the United States as part of the celebration of the 50th anniversary of the Boston
Symphony Orchestra.



The “disorder” (say, a certain dramatic heterogeneity) of the symphony,
noted by the contemporary, might be linked with its “transitivity” in Honegger’s
music. On the one hand, it is perceived as a result of his symphonism of the 1920s.
On the other hand, it testifies to the search for deeper dramatic concepts realized
in later symphonies.

Perhaps this contradiction was most vividly reflected in the large-scale,
intensively developed first movement of the symphony (Allegro moderato),in which
Prokofiev-like brisk, energetic themes are buried in the contrapuntal viscosity
of the orchestral texture. The tragic transformation of the main movement is
replaced by the unexpected (yet typical of Honegger’s symphonic thinking) fading
of the climax, leaving the effect of understatement.

The second, slow movement (Adagio) has a symmetrical structure: five
thematic bits, following one after another, are repeated in reverse order. The most
musically significant extreme sections are written in the old form of the passacaglia
(variations on an invariably repeating bass). The whole movement is united by the
never broken rhythm of a slow procession.

The concluding movement (Presto) combines features of a generalizing finale
and a scherzo. The composer launches all new themes into a cheerful whirl, but
its outcome is the coda (Andante tranquillo) that concludes the symphony with
a peaceful pastoral.

When the war reached the French territory, Swiss citizenship allowed
Honegger to leave for the country that remained neutral in the midst of the
blazing Europe. However, the composer decided to stay in Paris, sharing the
hardships of the occupation with his compatriots. He joined the National Front
of the French Resistance and, at the end of 1941, completed Symphony No. 2
for strings and trumpet, one of the brightest musical documents of the era, the
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most significant “symphony about war and peace” (Yarustovsky) in Western
European music.

Back in 1936, the Swiss philanthropist and conductor Paul Sacher
commissioned Honegger to write a piece for string instruments for the anniversary
of the Basel Chamber Orchestra. The work progressed slowly and was suspended;
the events of the war finally shaped the idea of the symphony. Perceived by many
as an act of collaborationism, Honegger’s participation in the jubilee Mozart
congress in Vienna was most likely just an excuse for giving Sacher a photocopy
of the score of the symphony. The Second Symphony was first performed in Basel
in 1942 and then in Paris under the baton of Charles Munch as part of Honegger’s
50th birthday celebration.

The composer had a hard time working on the first movement as he tried to
“give it a concise and strict form without weakening the inner tension.” The opening
theme combines the expressiveness of a chromatic chant and the expressive
recitative of the violas; its confrontation with the dramatic Allegro theme continues
throughout the movement.

Adagio mesto is the center of the tragic imagery of the symphony. From it, the
composer began to work on the final edition of the cycle. “When I heard it, it made
a rather gloomy impression on me; at times it even seemed desperate,” Honegger
recalled. He again uses a freely interpreted form of the passacaglia, this time fully
consistent with the idea.

After the second movement, the soaring beginning of the final Vivace non
troppo sounds particularly vibrant. Its development is steadily directed towards the
coda - the natural (although unexpected) entry of the solo trumpet. This sound
symbol was unmistakably read by the Parisian public: “Just like an old Napoleonic
soldier who once exclaimed ‘This is the emperor!’ during the performance of Beethoven’s



Fifth Symphony, now, with the final sounds of the trumpet, a motion passed through the
audience and the listeners excitedly whispered ‘Victory!”” (Lydia Rappoport).

Symphony No. 5 (subtitled Di tre re (of the three Ds), 1950) is Honegger’s
last major orchestral work. The composer was convinced that he had drawn the
line under this genre with the chamber Fourth, dedicated to Paul Sacher (Deliciee
Basilienses, 1946), inspired by the environs of Basel and, according to the composer,
“filled with the spirit of Haydn and Mozart.” However, the final word of Honegger the
symphonist turned out to be different.

“I have terrible insomnia,” he said in an interview. “To drive my awful thoughts
away, I write them down on paper. They resulted in a series of sketches from which
I'was able to make a whole symphony.”

The last years of Honegger’s life were covered with glory and recognition —
the composer was admitted to the French Academy and awarded the Order of the
Legion of Honor; the University of Zurich awarded him an honorary Doctor of
Music degree. However, the composer did not hide a gloomy view on what was
happening: “I am an old pessimist. I think that our entire culture — all the arts, and
above all music - is destined to disappear soon.” His anxiety for the future of music
was combined with anxiety for the fate of all mankind, fear of the unfolding cold
war, the threat of an atomic apocalypse.

Honegger’s last triptych is “a testament of the artist who drank the cup of
suffering that befell his generation, who is aware of the fullness of the troubles that
threaten future generations,” writes Lyudmila Mikheyeva. The subtitle “of the three
Ds” indicates a symbolic detail - the score of each movement ends with a dull D of
the timpani, emphasizing the hopelessness of this symphonic prophecy.

The gloomy solemnity of the opening chords of the first movement (Grave)
is like an organ, the sound of which suddenly fills the night vaults of a Gothic
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cathedral. The composer’s thought constantly returns to this theme - through the
passionate entreaty of the woodwinds, through the invocative cry of the trumpets.

The second movement is an example of Honegger’s rare extended symphonic
scherzo. The music of the main section (Allegretto) recreates images of gloomy
fantasy — the broken, angular intricacies of the motifs, the sharp harmonic
“screams” against the background of the obtrusive ternary pattern make one
recall similar pages of the symphonies by Mahler and Shostakovich. The funeral
procession section (Adagio) that alternates with it continues the mournful pathos
of the first movement, reinforcing it with a repeated contrast with Allegretto.

The final movement of the symphonic tragedy (Allegro marcato) is subject to
a single rhythmic flow. Heroic fanfares and cries of despair flash through the tense
battle. Sometimes a ray of hope breaks through the black clouds - a lyrical melody
of wide breathing. But the next wave of climax leads to a breakdown; the fading
pulsation of the brass breaks off with the concluding D like an executioner’s blow.

“This harsh music leaves no room for hope,” Héléne Jourdan-Morhange states.

The figurative and emotional line of the Fifth Symphony is continued by
Monopartita (1951). The name reveals the essence of the idea — a turn to the old
suite form with a monolithic unity of the composition.

The work was dedicated to the anniversary celebrations in Zurich (the 600th
anniversary of the city’s entry into the Swiss Confederation). However, most of the
listeners were discouraged by the dark color of this ascetic score. Commenting on
the “piercing dissonances” at the beginning of Monopartita,a Zuricher Tagesanzeiger
reviewer wrote: “Obviously, the composer has a gloomy look into the future and does
not expect anything good from the next 600 years.”

The music of Arthur Honegger has been performed in our country since the
mid-1920s. When the French composer came to the USSR to perform in 1928,



a number of his works were well known to the audiences in Moscow and Leningrad.
In the second half of the following decade, modern foreign music almost completely
disappeared from the Soviet concert repertoire. The situation changed by the turn
of the 1950s when Honegger’s works returned to the repertoire of Soviet musicians.
In 1965, Charles Munch, an outstanding French conductor and the first performer
of many of Honegger’s works, presented the Second Symphony in Moscow with the
USSR State Symphony Orchestra.

Gennady Rozhdestvensky, a brilliant researcher conductor and true enthusiast
of the 20th century music, opened entire layers of musical art to the Russian
public. In 1976, under his baton, the USSR State Academic Symphony Orchestra
performed Honegger’s suite from the score for The Empress of the Rock. From 1985
to 1989, he and the Symphony Orchestra of the USSR Ministry of Culture performed
in Moscow, recorded and released the French composer’s symphonies, orchestral
pieces and theater music. Interestingly, the prelude to The Tempest, the suite to
Fedra, Nocturne, and Monopartita were recorded for the first time in the USSR.

Boris Mukosey
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