


[I.0. WOCTAKOBMY
BCE CUMMOHNN
K.Ml. KOHAPALIWH

CDh1

Cumdonusa N2 1, pa munop, cou. 10

1. L Allegretto. Allegronontroppo . . . . . . . o o v i it i i e 8.47
2. ILAIIEZIO . . . o o e e e 4.42
3. HLLeNtO . . . v vttt et e e e e e e e e e e 9.02
4. IV.Allegromolto . . . . . . . . . o e e 9.37
5. Cumdbonnsa N2 2 «Okmaoépro», Cu Makop,cou. 14 . . .. .. ... . ... 16.48
6. Cumdonmns N2 3 «Ilepeomaiickas», Mu-6emosnb Maxkop, cod. 20 . . . . . 26.18

Obuiee spems 38yuanus: 75.23

3amnmch 1972 1.

3ByKopeskuccepsl: B. AuToHeHKo (1-4), A. I'pocmaH (5), IT. KongpaimH (6)
ABTOpnI TekcTa: A. Be3pimenckuii (5), C. KupcaHoB (6)

TocymapcTBeHHas akajieMiuyeckas XopoBas Karesna

Xopmeiictep — A. I0pioB (5, 6)

CumdoHnueckuit oprkectp MoCKOBCKOI GpuIapMOHUM

Hupwmxkep — K. Kongpammua

CD2

Cumdonmst N2 4, 1o MuHOp, cou. 43

1. I Allegrettopocomoderato. . . . . .. ... ...t iv ... 25.41
2. IL.Moderatoconmoto . . . . . v v v v v i e e e e e e e e e e 8.23
3. IILLargo . . .o vt it e e e e e e e e 25.59
4. «Oxkmabpe», cumdonmyeckas mosma, cod. 131. . . . .. .. ... ... .. 12.40

Obuyee spems 38yuanusi: 72.46

3anuce: 1962 (1-3), 1967 (4) rT.

3Bykopesxuccepsl: H. llltunsmad (1-3), A. T'pocmas (4)
Cumdbonnueckuit oprectp MocKOBCKO GhmIapMOHUN
HOuipmxep — K. KoHgpamma

OMITRI SHOSTAKOVICH
COMPLETE SYMPHONIES
KIRILL KONDRASHIN

CD1

Symphony No. 1 in F minor, Op. 10

1. L Allegretto. Allegronontroppo . . . . . . . v v v v ittt 8.47
2. ILAlegro . . . . . . e e 4.42
3. TILLENtO . v vt vttt e e e e e e e e e e e e e e 9.02
4, IV.Allegromolto . .. ... ... ... .. . .. . . e 9.37
5. Symphony No. 2 in B major, Op. 14, To October . . . . .. ......... 16.48
6. Symphony No. 3 in E flat major, Op. 20, The FirstofMay . . . . . ... .. 26.18

Total time: 75.23

Recorded in 1972.

Sound engineers: V. Antonenko (1-4), A. Grossman (5), P. Kondrashin (6)
Verses by: A. Bezymensky (5), S. Kirsanov (6)

Russian State Choral Chapel

Choir master Alexander Yurlov (5, 6)

Moscow Philharmonic Symphony Orchestra

Conductor Kirill Kondrashin

CD2

Symphony No. 4 in C minor, Op. 43

1. I Allegrettopocomoderato. . . . . .. .. ...ttt 25.41
2. Il.Moderato CONMmMOtO . . . . . v v v v vt e et e e e e e e e 8.23
3. IILLArgo. . . . o vt e e e e e e e e e e e 25.59
4. October, symphonic poem,Op. 131 . . .. ... ... .. .. ... ...... 12.40

Total time: 72.46

Recorded in 1962 (1-3), 1967 (4).

Sound engineers: N. Stilman (1-3), A. Grossman (4)
Moscow Philharmonic Symphony Orchestra
Conductor Kirill Kondrashin



[I.0. WOCTAKOBMY
BCE CUMMOHNN
K.Ml. KOHAPALIWH

CD3

Cumdbonus N2 5, pe MmuHop, cou. 47

1. LModerato . . .. ..ot e e
2. ILAIlegretto . . . . . . i i ittt e e e e e e
3. TILLArgo. . . . . oo e e e e e e e e e e e e e e e e e e e e
4. IV.Allegronontroppo . . . . v v v v it i i e e e e e e
Cumdonmnst N2 6, cu MUHOD, cou. 54

5. LLargo . . . . i e e e e e e e e e
6. ILAIEGIO . . . . o e e e e e e e
7. HLPresto . . . ... . . e
Obuiee 8pems 38yuarus: 68.30

3amnmch 1967 1.

3Bykopeskuccepsl: V. Benpuniies (1-4), A. Tpocmas (5-7)
CumdboHnueckuit oprkectp MoCKOBCKOI GuIapMOHUN
Hupwmxkep — K. Kongpammua

CD4

Cumdbonns N2 7 «/IenuHzpadckas», J1o Mmaskop, cod. 60

1. LAllegretto . . . . . . . . i i e
2. II. Moderato (poco allegretto)
3. HLAdagio. . . . ..ot e e e e e
4. IV.Allegronontroppo . . . . .« v v v v it i e e e e e e e
Obuyee spems 38yuarus: 71.10

3ammch 1975 1.

3ByKopeskuccep: I1. Kongpaimx

Cumdbonnueckuit opkectp MocKoOBCKo GhmiapMOHUN
Ivipmkep — K. KoHgpamma

OMITRI SHOSTAKOVICH
COMPLETE SYMPHONIES
KIRILL KONDRASHIN

CD3

Symphony No. 5 in D minor, Op. 47

1. LModerato . . . . .ot it i e e e e e 13.38
2. ILAlegretto . ... ... . . e 5.17
3. HLLargo. . . . vttt e e e e e e e e e 12.10
4, IV.Allegronontroppo . . . . . . . o i it e e 10.50
Symphony No. 6 in B minor, Op. 54

5. LLargo . .. . e e e 13.29
6. ILAllegro . . .. ... . e e 6.10
7. HLPIesto . . . vttt e e e e e e e e e 6.52
Total time: 68.30

Recorded in 1967.

Sound engineers: 1. Veprintsev (1-4), A. Grossman (5-7)

Moscow Philharmonic Symphony Orchestra

Conductor Kirill Kondrashin

CDh4

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

1. LAllegretto . . . . . .. . o it i e e 26.28
2. II.Moderato (poco allegretto). . . . . ... ...t 10.33
3. MLAdagio. ... .. ... e e e e e 16.40
4, IV.Allegronontroppo . . . . .« v o v v i e e e 17.25

Total time: 71.10

Recorded in 1975.

Sound engineer: P. Kondrashin

Moscow Philharmonic Symphony Orchestra
Conductor Kirill Kondrashin



[I.0. WOCTAKOBMY
BCE CUMMOHNN
K.Ml. KOHAPALIWH

CD5

Cumdbonus N2 8, 1o MuHOp, COU. 65

1. LAdagio. . ... ... .. e e 23.58
2. ILAIlegretto. . . . . . o i i e e e e e e 5.44
3. IILAllegronontroppo. . . . v v v v i e i e e e e e e e e e e e 6.03
4, IV Larg0. . . v v ot e e e e e e e e e e e e e e e e e 8.28
5. V.Allegretto . . ... . . . . . e e 12.16
6. «Haod PoduHoii Haweli conHye cusiem», KaHtata, cou.90 . . . . . ... .. 12.10

Obuiee 8pems 38yuanus: 68.42

3ammce 1967 1.

3ByKopexuccepbl: A. I'pocmad (1-5), 1. TakauH (6)
AsTop Tekcra: E. [lonMaToBCKMii (6)

Xop MayibunKOB MOCKOBCKOTO XOPOBOTO yumuina (6)
TocymapcTBeHHas akajieMiuyeckast XopoBasi Karesia
Xopmeiictep — A. I0pios (5, 6)

Cumdonnueckuit opkecTp MoCKOBCKOJ (hMIapMOHUA
Hupwxkep — K. Kongpammya

OMITRI SHOSTAKOVICH
COMPLETE SYMPHONIES
KIRILL KONDRASHIN

CD5

Symphony No. 8 in C minor, Op. 65

1. LAdagio. . ... ... . e 23.58
2. ILAlegretto. . . . . . . . o e e e e 5.44
3. I AIlegronontroppo. . . v v v v v i i i e e e e e e e e e e e e e 6.03
4, IV.LArg0. . . o i e e e e e e e e e e e e e e e 8.28
5. V.Allegretto. . . . . . . . e e e e 12.16
6. The Sun Shines on Our Motherland, cantata,Op.90 . . . . ... ... ... 12.10

Total time: 68.42

Recorded in 1967.

Sound engineers: A. Grossman (1-5), D. Gakhlin (6)
Verses by Ye. Dolmatovsky (6)

Boys’ Choir of the Moscow Choral College

Russian State Choral Chapel

Choir master Alexander Yurlov (6)

Moscow Philharmonic Symphony Orchestra
Conductor Kirill Kondrashin



[I.0. WOCTAKOBMY
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K.Ml. KOHAPALIWH

Ché6

Cumdbonnsa N2 9, Mu-6emMmoib Maskop, cod. 70

1. LAlegro. . .. .o e e e e e 5.00
2. ILModerato. . . . . . o it e e e e e e 6.46
3. TILPresto . . . v vttt e e e e e e e e e 2.45
4, IV LArg0 . . ¢ v e i i e e e e e e e e e 3.06
5. V.Allegretto. . . . . . . o i e e 6.37
Cumdonus N2 10, Mu MUHOD, cou. 93

6. LModerato . . . .. . .. . . e e 21.24
7. ILAIeZro . . .. . . . e e e 4.09
8. IILAllegretto . . . . . . . . o i i it e e e e e e e 12.04
9. IV.Andante.Allegro . . . . . ... .. . ... 11.22

Obuiee 8pems 38yuanus: 73.18

3ammchk: 1965 (1-5), 1973 (6-9) rT.

3Bykopeskuccepsl: A. T'pocman (1-5), IT. Kougpammt (6-9)
0. HexmromoB, pazom (4-5)

CumdboHnueckuit oprkectp MoCKOBCKOI GpuIapMOHUN
Hupwmxkep — K. Kongpammua

P

OMITRI SHOSTAKOVICH
COMPLETE SYMPHONIES
KIRILL KONDRASHIN

CDé6

Symphony No. 9 in E flat major, Op. 70

1. LAIlegro. . . . . e e e e e 5.00
2. ILModerato. . . . . . v i e e e 6.46
3. HLPresto . . ..ot i i e e e e e e e e e e 2.45
4, IV.LArg0. . o v v o i e e e e e e e e e e e 3.06
5. V.AIlegretto. . . . . . . e e e e e 6.37
Symphony No. 10 in E minor, Op. 93

6. LModerato . . . . .o v i i e e e e 21.24
7. ILAIleGro . . . . . o e e 4.09
8. IILAllegretto . . . . . . . . i it e e e e e e e e e e e 12.04
9. IV.Andante.Allegro . . . . . . . . . . . i 11.22

Total time: 73.18

Recorded in 1965 (1-5), 1973 (6-9).

Sound engineers: A. Grossman (1-5), P. Kondrashin (6-9)
Yuri Nekludov, bassoon (4-5)

Moscow Philharmonic Symphony Orchestra

Conductor Kirill Kondrashin



[I.0. WOCTAKOBMY
BCE CUMMOHNN
K.Ml. KOHAPALIWH

CD7

Cumdonus N2 11 «1905 200», conb MUHOp, cod. 103

1. «/lgopyosas niowade». Adagio . . . ... ... ...
2. «/lessamoe siHgaps». Adagio
3. «BeuHasnamame».Adagio. . . . ... ... e
4. «Hab6am». Allegro non troppo-Allegro—Adagio—Allegro
Obuiee 8pems 38yuanus: 53.56

3ammce 1973 1.

3ByKopeskuccep: 0. KoxkasH

CumdboHnuecknit oprkectp MOCKOBCKOI (rtapMOHUI
Hupwxkep — K. Kongpamimx

CD8

Cumdonms N2 12 «1917 200», namamu B. 1. J/leHuHa, pe MUHOD, cod. 112
«PesonoyuonHwlii [Tempoepad». Moderato. Allegro . . . . ... ... ....
«Pasnue». Allegro.Adagio . . . . .. ... ... . . .. ...
«Aspopa». Llistesso tempo. Allegro. . . . .. .................
«3aps uenoseuecmear. Listesso tempo. Allegretto . . . . .. ... .. ...
«Kasznb Cmenana Pasuna», nosma njist 6aca, CMeIIaHHOTO Xopa
MOpPKeCTPa,cou. 119 . . . . . . . . e
Obuyee spems 38yuanus: 64.29

_U‘l»-lkLNNr—l

3ammch: 1972 (1-4), 1965 (5) rT.

3Bykopeskuccepsr: [1. KongpammH (1-4), A. I'pocman (5)
Astop Tekcra: E. EBTy1ieHko (5)

B. I'pomapckuit, 6ac (5)

TocymapcTBeHHAs aKaileMUUecKkast XopoBasi Karesuia
Xopmeiictep — A. I0pioB (5, 6)

CumdoHnuecknit oprkectp MoCKOBCKOI GuIapMOHUM
Hupwkep — K. Kongpamix

OMITRI SHOSTAKOVICH
COMPLETE SYMPHONIES
KIRILL KONDRASHIN

CD7

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

1. The Palace Square.Adagio. . . . ... ... ... iiineininnin.. 12.32
2. The9thofJanuary.Adagio. . . . ... ... ... . ... 17.30
3. Eternal Memory.Adagio . . ... ... .. ... ... 10.29
4. Tocsin. Allegro non troppo-Allegro-Adagio-Allegro . . . . .. ........ 13.22

Total time: 53.56

Recorded in 1973.

Sound engineer: Yu. Kokzhayan

Moscow Philharmonic Symphony Orchestra
Conductor Kirill Kondrashin

CD8

Symphony No. 12 in D minor Op. 112, The Year of 1917, in memory of V.I. Lenin

1. I Revolutionary Petrograd. Moderato.Allegro . . . . . ... .......... 12.50
2. 1L Razliv (The Flood). Allegro. Adagio . . .................... 10.33
3. I “Aurora.” Listesso tempo.Allegro . . . . . .. ... .. .. ........ 3.39
4. IV. The Dawn of Humanity. Listesso tempo. Allegretto. . . . ... ... ... 9.43
5. The Execution of Stepan Razin, poem for bass, mixed choir

and orchestra, Op. 119. . . . . . . . . . . .. . e 27.38
Total time: 64.29

Recorded in 1972 (1-4), 1965 (5).

Sound engineers: P. Kondrashin (1-4), A. Grossman (5)
Verses by Ye. Yevtushenko (5)

Vitaly Gromadsky, bass (5)

Russian State Choral Chapel

Choir master Alexander Yurlov (5)

Moscow Philharmonic Symphony Orchestra
Conductor Kirill Kondrashin
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CD9

Cumdbonnus N2 13 «babuii Ap», cu-6eMosb MUHOP, cod. 113, myst comucta 6aca,

xopa 6acoB ¥ cuMGbOHUYECKOTO OpKeCcTpa

1. «Babuiidp». Adagio. . . . . . . .. ... 13.43
2. «fOmop». Allegretto . . . . . . . . . i e 8.09
3. «Bmazasune». Adagio . . ... .. ... 10.48
4, «Cmpaxu». Largo . . . .« o o i e e e e e e e e e e e e e e e e e 9.48
5. «Kapwvepa». Allegretto . . . . .. . . .. i e 11.37

Obuiee spems 3g8yuarus: 54.09

3ammch 1967 1.

3ByKopeskuccep: A. 'pocmaH

Asrop Tekcra: E. EBTy11eHKO

A. DiiseH, 6ac

I'pyrima 6acoB I'ocygapcTBEHHO aKaIeMIUeCKOoii XOpOBOJi KaIlebl
Xopmerictep — A. I0prios

Cumdonnueckuit opkecTp MoCKOBCKOI (hMIapMOHUA

Hupwxkep — K. Kongpammua

OMITRI SHOSTAKOVICH
COMPLETE SYMPHONIES
KIRILL KONDRASHIN

CD9
Symphony No. 13 in B flat minor, for bass soloist, choir of basses and symphony
orchestra, Op. 113, Babi Yar

1. BabiYar.Adagio . .. ... ... ... 13.43
2. Humour. Allegretto. . . . . . . . . . o i i e e e 8.09
3. IntheStore.Adagio. . . .. .. .. .. . ... 10.48
4, Fears.Largo . . . . . . . i e e e e e e e e e e e e e 9.48
5. Career.Allegretto. . . . . . . . . i e e 11.37

Total time: 54.09

Recorded in 1967.

Sound engineer: A. Grossman

Verses by Ye. Yevtushenko

Artur Eizen, bass

Bass Group of the Russian State Choral Chapel
Choir master Alexander Yurlov

Moscow Philharmonic Symphony Orchestra
Conductor Kirill Kondrashin



[I.0. WOCTAKOBMY
BCE CUMMOHNN
K.Ml. KOHAPALIWH

CD10

Cumdbonns N2 14 ny1g corpaHo, 6aca ¥ KaMepHOTO OPKecTpa, cou. 135

1. «DeProfundis». Adagio. . . . . ... ... ... 4.51
2. «ManaeeHobsr. Allegretto . . . . . . . .. .. e 2.39
3.  «/lopenes». Allegromolto.Adagio . ....................... 8.41
4. «Camoybuiiya».Adagio . ... .. ... ... .. 6.29
5. «Haueky». Allegretto . . . . . . . . . . . i e e 3.18
6. «Madam,nocmompume!» Adagio . . ... ... ... L o 2.02
7. «Bmwopeme Canmar.Adagio . ....... ... .. .. ... 8.44
8. «Omeem 3anopoxicKux Ka3akoe KOHCMaHMuUHONoNbckomy cyrmary». Allegro 1.52
9. «O, Jdenvsue, lenvsue!»Andante . . . ... ... ... . ... ... .. 4.14
10. «Cmepmenosma». Larg0. . . . . . . v v v i i e e e e e e e e 4.36
11. «3akniouerues. Moderato . . . . . . . . . . . i i e 1.10

Obuiee 8pems 38yuanus: 48.45

3ammnch 1974 .

3Bykopeskuccep: [1. Kongpanmx

Astopsl TekcToB: @.T. Jlopka (riepeBop — U. TeiHSIHOBA, 1; A. Teneckyn, 2),

I. Anonuuep (epeson — M. KynuHosa, 3-8), B. Kioxenboexep (9), P.M. Pubke
(nepesop, — T. CunbmaH, 10-11)

E. LlenoBanbHUK, conpaxo (2—6,10-11)

E. Hecrepenko, 6ac (1, 3,6-9, 11)

AHCaMO6JTb CONMMCTOB CUMQPOHNYECKOTO OpKecTpa MOCKOBCKOI (GrIapMOHUN
Oupukep — K. Kongpaumu

OMITRI SHOSTAKOVICH
COMPLETE SYMPHONIES
KIRILL KONDRASHIN

Cch10

0 0N o =

—_
o

Symphony No. 14 for soprano, bass and chamber orchestra, Op. 135
De Profundis. Adagio . . . . . ... ... .. e 4.51
Malagueria. Allegretto . . . . . . . . . . . e e 2.39
Loreley. Allegromolto.Adagio . . ........................ 8.41
Le Suicidé. Adagio. . . . . . . .. . .. 6.29
Les Attentives (On Watch). Allegretto. . . . .. ... .. .. ... ....... 3.18
Les Attentives II (Madam, Look). Adagio . . ... ................ 2.02
Ala Santé (In Prison). Adagio . . . . . . .o v it 8.44
Réponse des Cosaques Zaporogues au Sultan de Constantinople. Allegro . . . 1.52
O, Delvig, Delvig! Andante . . . . .. ... ... ... ... iieeen.. 4.14
. Der Tod des Dichters (The Death of the Poet).Largo . . . . ... ........ 4.36
SchlufSstiick (Conclusion). Moderato . . . ... ... ... ........... 1.10

11.

Total time: 48.45

Recorded in 1974.

Sound engineer: P. Kondrashin

Verses by: Federico Garcia Lorca, translated by I. Tynianova (1), A. Geleskul (2);
Guillaume Apollinaire, translated by M. Kudinov (3-8); Wilhelm Kiichelbecker (9);
Rainer Maria Rilke, translated by T. Silman (10, 11)

Yevgenia Tselovalnik, soprano (2-6, 10, 11)

Yevgeny Nesterenko, bass (1, 3, 6-9, 11)

Ensemble of Soloists of the Moscow Philharmonic Symphony Orchestra
Conductor Kirill Kondrashin
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CDh11

Cumdonns N2 15, JIs maxkop, cou. 141

1. LAllegretto . . . . . . . o i i e e e e e 7.07
2. ILAdagio . ... ... e e 13.47
3. IILAIlegretto . . . . . . i i e e e e 4.24
4. IV.Adagio.Allegretto . . .. . ... . .. ittt 15.19
Konuiepr a5 ckpunku ¢ opkecrpom N2 2, no-nues3 MuHop, cou. 129

5. LModerato . . . . . ot it e e e 12.40
6. ILAdagio . . ... ... . .. e 8.49
7. IIILAdagio.Allegro . . . . . . . . . . . e 8.06

Obuiee spems 3gyuarus: 70.20

3amuck: 1974 (1-4), 1967 (5-7) rT.

3Bykopexxuccepsl: I1. Kougpamms (1-4), A. Tpocmas (5-7)
I. Ojictpax, ckpunka (5-7)

CumdoHnueckuit oprkectp MoCKOBCKOI (hriapMoOHNM
Hupwxkep — K. Kongpammua

P

OMITRI SHOSTAKOVICH
COMPLETE SYMPHONIES
KIRILL KONDRASHIN

CDh11

Symphony No. 15 in A major, Op. 141

1. LAIlegretto . . . . . v it e e e e e e e e e e e e 7.07
2. ILAdAgio . . ... e 13.47
3. IILAIlegretto . . . . . . v ittt e e e e e e e e e e e 4.24
4. IV.Adagio.Allegretto . . ... ... ... .. ... 15.19
Concerto for violin and orchestra No. 2 in C sharp minor, Op. 129

5. LModerato . . . .. .ot i i e e e e e 12.40
6. ILLAdagio .. ... ... ... i e 8.49
7. III.Adagio.Allegro . . . . . . . . . . e 8.06

Total time: 70.20

Recorded in 1974 (1-4), 1967 (5-7).

Sound engineers: P. Kondrashin (1-4), A. Grossman (5-7)
David Oistrakh, violin (5-7)

Moscow Philharmonic Symphony Orchestra

Conductor Kirill Kondrashin



O.0. HMIOCTAKOBHY (1906-1975)

TBopuectBo IOmutpus IllocTakoBuua 6Ge3 MpeyBeauMueHMs] MOXKHO Ha3BaTh
MY3bIKQJIbHOI JIETOMUCHIO 3TOXU. B ero mMy3bike Mbl OIIyl[aeM TO, YTO BOJIHO-
BaJIO YMbI U AYIIM MWJJIMOHOB Jtofeii. IIaTHaamath cuMmdbonunit 3aukcupoBamm
He TOJIbKO 3BOJIIOLIMIO TeHMATbHOrO0 MY3bIKaHTa — Kak 6yaTo Bech XX BeK C ero
BEJIMKUMM OTKPBITUSIMMU U TIOTPSICEHUSIMM, HEObIBAIbIM IIPOTPECCOM ¥ CTpall-
HBIMM KaTacTpodaMy ObIIIUAT B UX MAPTUTYpPaX.

U eme monro sTu moTpsicaioliye AOKYMEHThbI YeIOBeYecKoro Ayxa 6yayT pac-
CKa3bIBaTh HAM O CBOEM BpeMeHM, BbI3bIBATh OypHbIE TEOPeTUYECKME U ICTETHUYE-
CKMe OUCKyCCUM; 6YAYT AaBaTh MOBOJ K CAMBIM Pa3HbIM MHTEpIIpeTalysiM, BHY-
11aTh BOCXMILEHME UM PE3KOe OTTOPKEHME, HO He OCTaBSIT PaBHOAYUIHBIX.

ITepsas cum@ponus (ba MmuHop, cou. 10) 6bL71a AUIIOMHOI paboToit 19-1eTHEro
BBIITYCKHMKA KOMITO3UTOPCKOrO (akyapTeTa JIEHMHIPAACKOV KOHCEPBATOPUMN.
OpHako TpMyMbaabHbIN yCIIeX MPeMbepbl ¥ KOJUUECTBO MOCAEAYIOMINX MUCITON-
HEHUIT KpacHOPEeUMBO TOBOPWIM O TMOMJMHHOM MaciuTabe JapoBaHMSI aBTOpa
U 3aCTaBUIM 3a0bITh 06 «yue6HOL» IPUHAAJIEKHOCTU cuMboHuu, a ums llloctako-
BUUA 3a3BYYaJIO B OHOM PSIAY C KPYITHENIIMMM KOMIO3UTOPAMU CTapOii M HOBOM
Poccun.

3aMeTHOe ¥ BIIOJIHE OOBSICHMMOE IJIsl IOHOTO aBTOpa BIMSIHME CTapIInX
coBpeMeHHUKOB — CTpaBuHCKOro, IIpokodbeBa, CkpsiouMHA (B HaJbHEIIEM
He cBoJicTBeHHbIe [II0CTaKOBUYY «CKPAOUHU3MbL» KPUTUKM HaXOIOUIN B TPEThEI,
MeJlJIeHHO 4acTi) — He MelllaeT yke C IepBbIX TaKTOB CMMGbOHKUY y3HABATh HEIlo-
BTOPUMBbIiT aBTOPCKMIT ITouepk. K caMbIM IpKuM ocob6eHHOCTSIM Ilep8oti cumpoHuu
MOXXHO OTHecTM TununyHylo Ajsi lllocTakoBuuya rpoTeCKOBOCTb, UCIIOIb30BaHME
COBPEMEHHBIX €My ObITOBBIX, SCTPAIHbIX KaHPOB: MHOTME (parMeHThbI IepBOii
YacTu, IMPKOBOI Tajon B CKeplio, a TakKe «KUHeMamozpapuuHocmo» — olryiieHne



OT MY3bIKM KaK CBO€ro poJa packaJpOBKHY, WIIIOCTPaLVIY CTPEMUTENIBHO CMEHSII0-
IMUX OPYT Apyra KWHO3MMU3040B (TTOCAeqHSIS YacTh).

Bmopas u Tpemus cumgoHuu — ipou3sBeneHIs, HAMICAHHbIE «HA C1y4ati» Y Hau-
Gosiee TECHO CBsI3aHHbIE C OOIIECTBEHHON aTMocdepoii CoBeTckoit Poccuy KoHIa
1920-x rr. Bmopas, «I[locesauwerue Okmsaodpio» (Cu Maxkop, cou. 14), 6buTa 3aKOHUEeHa
B 1927 1. u mpuypoueHa K 10-neTuio OKTI6pbCKOIi peBosioiu, Tpemows, «I[lepgomati-
ckas» (Mu-6emonb Maxkop, cod. 20),— aBa roma CITyCTS, B «200 8e1UK020 Nepeomar»
(Cranuh). B 06erx cuM(OHMSIX MUCITOMb30BaHbI COMCTHI U XOp (Bmopas HamyicaHa
Ha TekcT A. BespiMeHcKoro, «[Iepgomatickas» — Ha cioBa C. KupcaHoBa), UTo Ipuoin-
KaeT MX K JKaHPy KaHTaThl; 00beIUHSIET UX U CBOOOIHAS OMHOYACTHAs popMa.

Cam IllocTakoBMY He OTHOCWI 3TV CUMGOHUM K JYYIIMM CBOUM IIPOM3Be-
neHusiM. TeM He MeHee, OHU IPEICTABJSIOT OOJIBINON MHTEpeC KaK Herocpe[-
CTBEHHOE OTpaskeHue Ayxa 3TOTO CJIOXKHOTO BpeMeH!, UyBCTBa PEBOIOIMOHHOTO
MOpbIBa, IepeJaHHOTO C HeloAAe/IbHO UCKPEHHOCThI0 (B Te rofbl lllocTakoBuY,
6e3yC/IOBHO, COUYYBCTBOBAJ PEBOIOLIMOHHO-KOMMYHMUCTUYECKOM WAEOIOTUN).
Ecnu Bmopyio cum@oHuo OTANYaeT «agaHzapoiHblii», IPeeIbHO CIOKHbBI My3bl-
KaJIbHBIN SI3bIK, TO Tpemss: B CBOEM KPaCOYHOI MJIaKaTHOCTM BOCCO3/IaeT aTMOC-
(bepy MaccoBbIX TleceH ¥ Mapiiieit TepBOMaiCKMUX IeMOHCTpalnii — HeM3MeHHOTO
aTpubyTa COBETCKOTO CTPOSI BILIOTh 10 KOHIA 1980-X IT.

[y60KMiT TBOpUYECKMUIT BOHOpasmen IMPOXOOUT MEXKIY IpeniIecTBYIOUMMU
counHeHusiMu U Yemeepmolii cumgoHueli (1o MUHOP, cou. 43), paboTa HaJ KOTO-
poit mpoxonmia B 1935-36 rr. Cam IllocTakoBMY BITOCIEACTBUM ITPU3HABAJICS, UTO
LIEHUT ee BhIlle 60J1ee MOMYISIPHBIX U IIPU3HAHHBIX IMPOKOI MyOIMKOI IToC/Iemy-
IOIIUX COUMHEHUIA.

Yemeepmas cuM@oHMS cTasa IIepBoii, My3bIKOI 1 caMo¥i Cyab0oIt cBOei oTpas-
uBIIei Tpareauio TBopUecTBa [llocTakoBMUa — Tparequio JMUHOCTH, ITOaBAsIe MOt

TOTAJIUTAPHBIM TOCymapcTBOM. Ee courHeHMe coBIaso ¢ TpUyMbaabHOI IIpeMbe-
poit orepsl «/Iedu Maxkb6em MuyeHckozo ye3da», KOTOPYIO eIMHOOYIIHO TIPU3HAIN
HOBOJ CTpaHMIIeli COBETCKOTO MY3bIKaJbHOTO Tearpa. OJHAKO ycrnex CMeHWICS
06BUHEHMEM B popMain3Me, TpaBJieii CO CTOPOHbBI OPUIIMATbHBIX OPTaHOB, IIPU-
HYAUTEJIbHOTO TIPU3BIBA «NOKAsIMbCs». «Bmecmo nokasHus,— BcmomuHan Ilocra-
KOBUY,— 2 hucan Yemeepmyrw cumgpoHuio». BbIIo oueBUIHO, YTO OHA pa3IenuT
yuacTb «/Iedu MakGem». Tlociie reHepaabHOM permeTuuu cMMGOHMUM aBTOP caM
CHSIT ee ¢ ucroiaHeHus. [Ipembepa Yemeepmolii cocTosiiach Juilb 25 JieT CITycCTs,
B 1961 r. mox ynpasnenuem Kupnmiia KonppammnHa.

Be3ycIoBHO, ofHA U3 CaMbIX «Cy6BeKmusHulx», Yemeepmas OTHOBpEeMEHHO
craja camoit «maneposckotli» cumbonmeii lllocrakoBuua. Tparuueckasi sKCIIpec-
CMBHOCTb MY3bIKQJIbHOTO $I3bIKa, OCTPO€E CO3HAHME OLMHOYECTBA TUUYHOCTU, ULY-
et «npomue meueHus», TPOTECKOBOE TpeoMJIeHMe CTpPafaHuii yepe3 LIyTOB-
CKYI0 TpMMacy — 3TU YepTbl TBOPUECKOi HaTypbl Majiepa okasajuchb Kak HMKOTAA
6musku IlloctakoBuuy Tex jeT. [mybokast cyObeKTMBHOCTh 3aMbIC/Ia OTPa3uiiach
M Ha BHEIIHEN KOHCTPYKUMM CMMGOHNM: TTOC/Ie MeIIEHHO, HACBIIEHHOI COOBI-
TUSIMM COHATHO yacTu cienyeT Hebonbinoe Ckepio. I'paHaMO3HAasT TPEeThS YacThb
He MMeeT aHaJoroB B cuM@oHuUeckomM TBopuecTBe IllocTakoBMua: HAUMHASCH
TpaypHbIM MapllleM, OHa Pa3BMBAETCS MOAOOGHO CBOGOTHOMY BapMalMOHHOMY
LIMKJTY, 3aBePILasiCh IPOTSKEHHOI Komoii-yracanueM. Tonbko IlamHaduamas cum-
(oHus 6ymeT UMeTh MOTOOHOe OKOHYAHMeE.

CosceM npyryio cyan0y nmena Iamas cumgponus (pe MmuHop, cod. 47). Ee mpe-
Mmbepa B 1937 1. B JleHuHrpaze mnog, ynpasneHueM EBreHust MpaBMHCKOTO OCTy-
KMjla HavyajJoM MHOTOJIETHE! ApPYKObI aBTOpa C BBIAAIOMIVIMCS OMPYDKEPOM —
B OymyIieM MepBbIM MCIIOTHMUTEIEM MHOTUX €ro COYMHEeHUH. Be30roBopouHbIii
ycrex coBraji ¢ obuiMaibHbIM Ipu3HaHueM — [IIocTaKOBWY MTOMYUMIT «<NPOUjEHUE»,



a HoBast cMMGbOHMSI C ONITUMUCTUYECKUM DUHAIOM OKa3aiach IpyuemMmieMa B paM-
Kax UAe0JIOTUY COLMATUCTUIECKOTO peannusma.

U ceropus Ilamas cum@oHus BOCIIPUHMMAETCS KaK OJHO U3 CAMbIX 0O0bEKTUB-
HBIX, KJIACCUYECKUX (B LIMPOKOM MOHMMAaHMUU 3TOro caoBa) coumHeHmii Illocra-
koBuya. Omopa Ha TpexXBeKOBOe pa3BUTHME eBPOIeifCcKoit My3biku — OT bBaxa
Io Masepa — codyeTaeTcsl B Heil ¢ MHAMBUIYAJIbHBIM 3aMbICJIOM CUMOOHMYE-
CKOJt ApamMaTypruu; MOMEHTbI IIpeJleJIbHOTO HaMPSIsKeHUs — C 3NMU30JaMu YOUBU-
TEJBHOr0 IMOKOSI ¥ (GMUIOCOPCKOrO CaMOYITyOJIeHNs; CTPeMUTEbHOE JpaMaTu-
YyecKoe pas3BUTHE — C Oe3YIIPEUHOI JJOTUKOM 00IIeli KOHCTPYKIMM U OTHEIbHbIX
3JIeMEHTOB.

Cam [locTakoBuY OIpenenna BHYTPEHHIO TeMy CMMMOHUYM KaK «CmaHosJie-
HUe JIUYHOCMU», CTPEMWIICS «NOKA3aMb, KAK uepe3 psi0 mpazuueckux KOHGaukmos,
nymem 6onbioli eHympeHHeli dyuiesHoli 60pbbbl ymeepicdaemcs: onmuMu3aM Kax
Mupogo33peHue». OCHOBHOI 3Tall «8HympeHHeli dyuieeHoli 60pb0Obl» TIPOUCKXOIUT
B MepBOIf yacTy (OHA HAIMCAHA B HEOOBIYHO MEAJIEHHOM JIJII COHATHOTO aJlie-
I'PO TEMIIE), THE C BHICBOOOXKIEHUEM «MeMbl 3/1d» BHYTPEHHUI KOHQIMKT JOCTU-
raeT KPUTUUECKOI TOUKM, YTOOBI OTCTYIIUTh HA BPEMSI B IT€YAIbHOM, MHTUMHO- -
JUPUYECKOM OKOHUAHUY, HO IIO-MHOMY OTPa3UThCS B 6YpIeCKHOM, MaJIepOBCKOM
o nyxy Ckeprio. Ho He oTkpbITast 60pb0a, a mpeaeabHast OTPY>KEHHOCTD B cebs,
OCMbIC/IEHVie BHYTPEHHUX TIPOTUBOPEUMil B MeJJIeHHO YacTy MPUBOAUT K CTpe-
MUTEIbHOMY, IMOCIeIHEeMY 3Tamy «CMmaHosjeHusl» B duHame. B 3ToM KOHTeK-
CTe COBEPIIEeHHO eCTeCTBEHHOI (a BOBCE He UIEOJOTMUECKUMM KOMIIPOMMUCCOM,
KaK Ka3aJioCb MHOTMM) BBIIJIIAUT TpuyMdbaibHasi pa3Bsi3Ka IOC/IeHel yacTu —
robema HajJ COGCTBEHHBIMY COMHEHMSIMU UM CTpaxaMy BbICBOOOXKIAET TyXOBHbBIE
CUJIBI, TIO3BOJISISE OCTAaBAaThCS CaMUM CO0O0Ji B CAMBIX CJIOKHBIX, JaXke TPparmueckux
CUTYaIUSIX.

Illecmas cumdgonusa (cui MUHOp, co4. 54), 3aKOHUEHHAas] ¥ BIIePBbIe MCIIOJ-
HeHHas B 1939 r., cTana HeOXUAAHHOCTbIO Jaxke IJis1 mounTaTtesnei llloctakoBuya.
OT Hero XJajau COUMHEHMS B JyXe repoMKO-Tparmueckoro mukia Ilasmoii — tTem
6oiee, YTO KOMITO3UTOP COOGIIMII O IJITaHAX HOBOW BOKaJbHO-XOPOBOI cM(O-
Huy namsitu B.U. Jlenuna. HoBylo ke cuM@oOHMIO — C OUeHb MeJlJIeHHO TepBoit
4yacTbio, CKepIo U OKMBAEHHBIM (GUHATOM — KPUTUKM Ha3BalIu «cUMpoHueli 6e3
20J108bl», ABTOPY MIpeJiaraau JOCOUMHUTD «<HeHANUCAHHYIO» TIEPBYIO UaCThb...

HaxomuBImiicsl B MOCTOSIHHOM TBOpUeckoM moucke IllocTakoBuY He MOT cebe
TO3BOJIUTD JIETKOTO IMYTU TI0 MPOTOPEHHOI Iopore K y>Ke MpOoiiIeHHOM BepIlHe.
TMoce «6e302080pouHoz0 onmumusma» ITamoti BIOXHOBEHYE KOMIIO3UTOpPA CHOBA
MOrpy>kaeTcsl BITyOb COGCTBEHHOTO CO3HAHMS — BOT K/IIOYW K Pasragke OTKPbIBA-
fomero cumdoHuio Largo, pasBepThIBAIONIErOCS IO CIMpaaM, KakK HalpssKeH-
HBIN «2amiemoscKuli» MOHOJOT. CUJIbHEMIIMM KOHTPACTOM 3BYUYUT MOC/IeAyIollee
Allegro — cTpeMuUTeTbHbBIN GEr ero MOTMBOB CJIOBHO He 1aeT BO3MOXKXHOCTH K OCTa-
HOBKe U nepeppiiike. ®yHanibHOE Presto 3ByUynUT HeNOALe/bHOI KM3HEPagOCTHO-
CTBIO ¥ OTITUMM3MOM — HO y3ke 6e3 Tskesoro nadoca npepiiectsyoieit cumdo-
HMM; Kak OY[TO Tepen HaMU BRIIOUWIN «NPa30HUUHO-0YOHUUHYI0» KMHOXPOHUKY
1930-x rr. Bmpouem, HaMepeHHas] acCMMMETPUsI, HEOObIYHOE COUYeTaHMe JacTei
JaeT BO3MOKHOCTb K CAMBIM Pa3jIMYHBIM MHTEPIIPETAUMUIM CUMMPOHUY — OT «KOH-
Mpacmuoti NaHOPambl #U3HU» 00 TPATrNUeCKOTO TBOEeMBbIC/IHSI.

TpyoHO Ha3BaTh MHOE My3bIKaJIbHOE TPON3BeeHIe, CaMO 3By4aHye KOTOPOTO
CTaJI0 CMUMBOJIOM KpyITHeliei BoiiHbl XX BeKa M, OMHOBPEMEHHO, HEIIPUMUPU-
Moi1 60pbObI ¢ dammusmoM. IlepBast yactb Cedemoii cumeoruu (Jo Maskop, CoU.
60, nocsswyaemcs 2opody JleHunzpady), 6pl71a HaIIMCAHA «10 20PSUUM C1edaM» JIETOM
1941 1. (XOTSI 3HAMEHWUTHI «3NU300 HAulecmeus», TI0 HEKOTOPbIM CBEIEHMUSIM,
YK€ CYIIeCTBOBaJI, HO OPTaHMYHO BOIIEJ B CMMQOHMIO), BTOPAsl U TPEThbSI ObLIU



3aKOHUEHBI B CEHTSIOPE, B Y3Ke ocakIeHHOM JIeHuHTpaze, GuHam — B 3BaKyaluu,
B Kyii6bimeBe (HpiHe Camapa). B aTom ropope B MapTe 1942 r. cuMmbOHMS BIIepBbIe
Npo3ByyYana B ucrnonHeHuu opkecrpa bosnbuoro Teatpa CCCP nop ynpaBieHueM
Camymna Camocyna. Bckope oHa 6bUTa McrosHeHa B MOCKBe, 3aTeéM HOTbI ObUIM
CaMOJIETOM TepernpaB/ieHbl B Oj0KaaHbIi JleHuHrpaa. B Tom ke romy Cedemas
cumponus ucrnonHanach B Heio-Mopke, mosxe — B JIonzone u Bysnoc-Ajipece...

BoT Kak caM aBTOp OMMCHIBAJ COfepskaHue CUMMPOHUN: «DKCIIO3UIIUS TIEPBO
YacTH ... 3TO NIPOCTasi, MUPHAsI >KU3Hb, KAKOi O BOVHBI XXKWJIN ThICSYM JIEHUHT AT, -
CKMX OTIOJTYEHIIEB, BeCh TOPO[I, BCS Hallla CTPaHa. ... B MUPHYIO XU3Hb 3TUX JTIOAEN
BpBIBAeTCS BOVHA. I HE CTPeMITIOCh K HATYPaIUCTUIECKOMY M300paskeHUI0 BOVi-
HbI, M300PaKEHNIO JII3ra OPYKMs, pa3pbiBa CHapsimoB U T.M. I cTapaioch mepe-
JaThb 06pa3 BOJMHBI SMOLIMOHAJIBHO. ... Perpusa — TpaypHbIii Mapill UM, BEPHeEE,
PeKBMEM O KepTBax BOJHBLI. ... Kak MHe HY>KHBI ObLIM CJI0BA JIJIST 3TOTO 3MmM30/a!l
Ho Hurme s ux He Mor HaiTH. ... [Tocie pekBueMa UIeT ele 60jiee Tparmueckui
SMM30[. ... B HeM — Jie3bl MaTepy WM Jaske YyBCTBO, KOTA CKOPOb Tak BeauKa,
YTO CJ1€3 y3Ke He OCTAeTCs. DTU ABa IMPUUECKUX (parMeHTa IIPUBOASIT K 3aK/Iove-
HUIO TIEPBOJ YacTH, K arodeo3y KM3HM, COTHIIA. B caMOM KOHIIe OTISITh BOSHUKAET
OTHa/IeHHbIN I'POXOT, HATIOMMHAIOIINUIA 0 TOM, UTO BOViHA PO OIKAETCS.

BTopast u TpeThbs yacTy cuM@OHMM He CBSI3aHbI KaKOii-11M60 mporpaMmmoii. OHu
TpeqHa3HavueHbl, UTOOBI CTYKUTH IMPUUECKOI pas3psiaKkoit. Bropas uacts cumdo-
HUY — OUYeHb JIMPUUECKOE CKEPIIO... BOCIIOMMHAHUS O KAKUX-TO MPUSITHBIX COOBI-
TUSIX, O PAJOCTHBIX 3MM30/laX. Bce 3TO MoAepHyTO IBIMKOI JIETKOV IPYCTU U Me4-
TaTeIbHOCTH. ... TpeThsl 4acTh — MaTeTUUeCKoe afaskuo, ApaMaTUUeCKuil IIeHTp
MIPOU3BEIEeHUSI».

B03MOXHO, 06pa3bl TPEThE UacTy HaBesSTHbI aMsIThIo 0 pogHoM IllocTakoBUYY
Jlenunrpae. ®uHaM aBTOP XapaKTepU30Bal OGHUM CIOBOM — «I1o6ena». Ho B Hem

TpeXkIe BCEro OUIYIIAeTCS TshKeas, MyuuTelbHas 60pbba, MacuITabbl KOTOPOI
B TO BpeMsI MaJjio KTO MOT cebe TpeCTaBUTb.

Tparenuio BOJHBI pacKpbiBaeT U Bocbmasn cumgonus (o MuUHOp, COY. 65),
3aKOHYeHHas1 B 1943 T. ¥ BiepBble MpO3ByUYaBIilass B MOCKBe IO[ YIIpaBIeHEM
E. MpaBuHckoro (emy cumdonust u mocssmieHna). Y cHoBa IllocrakoBuy m3be-
sKaJI CaMOIIOBTOpPEHMSI — B BocbMOli HET HY IIPOTPaMMHOCTH, HY TIJIAaKaTHOI TOKY-
MEHTAJTMCTUKM TIpeIIIecTBYIOIeil CMMGOHMM, HET U TOPKECTBEHHOTO «anodge-
03a nobedsl» (odulMaabHass KPUTHKA pyraja HoBoe counHeHue IllocTakoBuua
3a nmeccumusm). Ho efBa i Mbl 3a BCIO MCTOPUIO MY3bIKM HaiiieM COUMHEHMeE,
T7e C TaKOJ ITyOMHO M SMOLIMOHATBHOCTDIO 6bI/1a 6bI paCKPhITA TPareIus BOMHBI.

«MHe XO0Tesnocs ...
IIIEHHOTO TUTAHTCKMM MOJIOTOM BOJHBI... pacCKasaTh O €ro TPeBorax, 0 ero cTpa-
IaHUSIX, O er0 MYXecTBe U O ero pamoctu,— nucan IllocrakoBuu.— IIpuuem Bce
TICUXUYECKIe IBYKeHNS HEBOIbHO MPUOoGpeTany 0CO0YI0 OTYETIMBOCTD U Ipama-
TU3M... ITOT YeJIOBEK... UIET K Iobee yepes MyuUUTeIbHbIE VCIIBITAHMS U KaTa-
ctpodbl. OH MHOT'O pa3 MajgaeT ¥ CHOBA BCTaeT. ... CaMo co60ii pa3yMeeTcst, YTO ero
ITyTh He yCessH PO3aMU U €My He COITyTCTBYIOT BeceJible 6apabaHIUKNA...». B Bocb-
MoTi cumoHuu aBTOp MMOTHUMAETCST HaJ, KOHKPETUKOI 1300paskaeMbIX COOBITHIA,
006006111asT BOJIHY M arpeccuio Kak abCOIIOTHOE 3JI0, KOTOPOe He JTOJIKHO IOBTO-
puthbcst. Het 3mech 1 KapTuH 60pbObI, COTIPOTUBIEHNS — 3JTy BBIHOCUTCS AYXOB-
HbIii, HDABCTBEHHbIN IIPUTOBOP, UTO TOJBKO 3a0CTPSIET TParuveckuii rmacoc 3Toi
MY3bIKM.

[IsgTryacTHAS CTPYKTYpa cMM(POHUYM HEeOObIUHA. AKIIEHT APaMaTUIeCKOro KOH-
(dbnuKTa MepeHOCUTCS C MepBOil YacTu (3mech 3TO pasBepHyToe, (utocodckoe
Adagio) B cepenuny. Bropas uacTs 11mkia, Allegretto — cBoero poga «mopiecmso
3710» — CJTYSKUT TTOATOTOBKO# K CKepIio — ero 6€30CTaHOBOYHBI OCTMHATHBIN PUTM

BOCCO30aThb KapTUHY ,uymeBHoﬁ JKM3HM 4YeJIOBEKa, OITy-



BOCIIPMHMMAETCS] YyLOBULIHONM «MOKKamoll cMepmu», B IeHTpe KOTOPOil 3BYYUT
KaBajepuiCcKuit Mapil (Kak TyT He BCIIOMHUTD ITOCIEHION YacTh «IleceH u nus-
cok cmepmu» Mycoprckoro). bes nepepsiBa OHa NepexoIuT B YeTBEPTYIO YacCTb —
MeneHHyI0 [Taccakannio, B KOTOPOJi aBTOP IOIbITAICS M306pasuUTh «pbloaiuyul
X0p». DMOLIMOHAJIbHOE TOTPsICeHMe, UCIIBITBIBAEMOE CIylIaTe/eM OT TPeX Cpefl-
HUX YacTeif, UCKIIOUaeT BO3MOXKHOCTb Te€POUKO-ONTUMUCTUIECKOTO (uHasa.
[MocimegHss 4acTh — 3TO TUXOE ITPOCBeTIeHMe, 61aro1aTh KeJaHHOTO, BBICTPaAaH-
HOTO TTOKOSI ¥ TUIITMHBI.

Pa6ory Hag Jeeamoii cumgonueii (Mu-6emoinp Maskop, cod. 70) IllocTrakoBuy
Havas B sHBape 1945 r., HO 3aTeM HaIoJ/Iro IMpepBajl, BEpHYBIIMCH K HEJ yKe TTocyie
OKOHYaHMS BOVHBI. Ha IpemMbepe HOBOrO COUMHEHMSI, COCTOSIBIIENCS B HOSIOpe
1945 roga B JleHuHrpage, Te, KTO OKMUIAIU YCUIBIIIATh MOHYMEHTAIBHYIO «CUMpO-
HU0 nobedsl», GbLIM pa3ouapoBaHbl. IIpo3ByyYaia IMPUKO-CKePIO3HAsS cCUM@OHMSI,
OTHe/ibHbIe ApaMaTuueckue CTPaHMUIIbl KOTOPOJ TOMbKO OTTEHSIIU UCKPSILYIOCS
CBET/IBIM, TOOPOMYIITHBIM IOMOPOM MY3BIKY.

KoMIio3suTop aeiicTBUTEILHO HaMepeBascs caenaTh Jessamyo nmpocaaBaeHueM
11o06e/Ibl, IOTMUECKUM 3aBEPIIEHNEM TPUALbl «80eHHblx» cuM@onuit. Ho uTo-To
3aCTaBU/IO0 €ro B KOpHe M3MEeHUTh TepBOHAuaJbHbIM 3ambices. BO3MOXHO, OH
OIIIYTWJI CBOI0 HECITOCOOHOCTb MICKPEHHE BbICKA3aThCsS B IyXe TEHIEHIMO3HOTO
CTIMHCKOTO MOHYMEHTaaM3Ma (Togo6HO My3bike K Gwibmy «IladeHue bep-
auHa»). Ho, ckopee Bcero, UyTKMii XyIOXKHUK OIIYTWUII TOTPEOHOCTH OKPYKAIOIINX
nofelt «6300xHyMsb ¢ 06J1ezueHUeM», KOTIA IPOCTast, [oO6past IyTKa HyskHee 1mobex-
HbIX Mapiieii. He moTomy /i OTpPOMHBII yCITeX MMeJT TOCTAaBJIeHHbBIN B TOM Ke TOY
B Bonbiiom Teatpe 6anet «3onywxa» Ipokodbesa?

«Hauembili Heoknaccuyusm» 1epBoit 4acTu cMMAGOHUYM BbI3bIBAET acCOLMalUU
¢ «Knaccuueckoti» cumponneir IIpokodneBa u, oruactu, ¢ Yemsepmoii Masepa.

HekoTopbIM KOHTPacTOM K Helt 3ByUMT BTOpAasl 4acTh, MOAEpPHYTOe MedaabHO
IbIMKOii Moderato, yTo6bl CHOBa CMEHUTBLCS PaJOCTHBIM «perpetuum mobile»
MasieHbKoTo Presto. UeTBepTasi yacTb — eOMHCTBEHHAs], CBSI3aHHAsI C Tparuue-
CKMM OT3BYKOM BpeMeHM, HO U OHa 6e3 IepepbIBa MEePeXOauUT B JOOGPOTYITHO--
KoMMUeckuit puHat.

Hecamasn cumeponus (Mu MuHOp, cod. 93) BO3HUKIIA CITYCTS BOCEMb JIeT Iociie
cBoeit TpemiiecTBeHHMIIBI. To, uTo IIloCTaKOBMY CTONBKO JIeT He obpariaics
K CBOEMY JIIOOMMOMY SKaHpY, He ObUIO CJTy4aifHOCTbIO. DTU TOObI M3BECTHDI, KaK
caMoe YepHOe BpeMsl COBETCKOTO MCKYCCTBa, 0Ge3’KajJ0CTHOTO TOHEHMSI BJIACTU
Ha CaMbIX TaJIAHTMBBIX IMMMCATeEei, TIO3TOB M KOMIIO3UTOPOB, OTYJIbHBIX OOBU-
HeHMit B popManusMe 1 KOCMOIIOAUTHU3ME, 6eCKOHEUHbIX COOpaHuit u «maopue-
cKux duckyccuii», Ha KoTopbix IllocTakoBWY, HAPSITy C OPYTMMU, ObLT BBIHYXKIEH
TIPOU3HOCUTD «NOKASHHblE» Peur. EMY TpUXOAMIOCH TMCATh MY3bIKY K OJIMO3HBIM
dbmbMaM ¥ ITpasmHMYHbBIE KAHTATHI, ITPOC/IABIISIIONINE «CUACMIUBYIO HU3Hb COBEM -
cKux jitodeti» (OMHO U3 TaKUX COUMHEHMI — KaHTaTa «Haod poduHoii Hawueli conHue
cusem», cod. 90, Ha cioBa E. JforMaToBCKOTO, HamucaHHast B 1952 1., rpeacras-
JieHa B J@HHOM KOMILJIEKTE).

He ciyuaifHO ¥ TO, UTO K HEITOCPEICTBEHHOMY COUMHEHUIO Jecsamoti cumponuu
[MocTakoBMY MPUCTYIIVII B MapTe 1953 r.— MouTH cpasy Iocjie U3BECTUS O CMEpPTHU
Cramvua. OgyH U3 HEMHOIMX, KOMIIO3UTOP YBUOEN B 3TOM COOBITUM HAIEXKIY
Ha JIy4iiee U, IOYyBCTBOBAB BICBOOOKAEHME TBOPUECKUX CUIT, OBICTPO 3aKOHUMI
HOBOe MpoK3BeHeHue.

[lepBas yacTb, HamMcaHHAs B xapakrepHoM s lllocTakoBuYa HETOPOILIM-
BoM TemIite Moderato, mpeacraBisier co60ii mevaabHOE, HAMPSIKEHHOE pasmy-
Mbe. Bropast yacTh — «3710e» CKepIiio, B KOTOPOM, TI0 OT3bIBaM OJIM3KNUX, PACKPBITO
uctuHHoe orHomeHue lllocrakoBuua Kk CranuHy. B TpeTbelt yacTu — BHepBbIe



B cuMdonnueckom skaHpe - IllocrakoBud, rmomo6Ho U.C. Baxy u P. Illymawny,
MICIIONIb3YEeT CBOIO «MY3bIKANbHYH pochuch» — MoHorpammy DSCH (pe—Mu 6eMosb—
mo—cu). OHa ke ocTaB/sieT 3a co60it IMoc/IeqHee CI0BO B CBETIOM, JKM3HEPaIOCT-
HoM ¢uHane, B KoTopoMm E. MpaBUMHCKMIT YCIBIIIAI «NONHOE CUsHUE CYyOBeKmus-
HO020 U 00BeKMUBH020».

Odunnaduyamas cumeonusa «1905 200» (conb MUHOP, cod. 103), HamMcaHHAs
B 1957 1., cocTaBJIsIeT IEPBYIO YACTh «PeBoIYUOHH020 dunmuxa». B Heit KOMIO3M-
TOP CHOBA 00paIaeTcs K «kKUHeMamoezpaguueckoii» IIporpaMMHOCTH, sKeJIast 3are-
YyaTaeTh OCHOBHbIE COOBITUSI IIEPBOI PYCCKOV PEBOIOLNM U €e Havajaa — «Kpo-
808020 B0CKPECEHbs», KaTACTPOGUUECKM M3MEHMBIIETO XOI PYCCKOM MCTOPUMN.
Kaskmast uacTb MMeeT 3ar0/IOBOK, HO TOJIBKO BTOpast uacThb («Zlegsimoe ssHeaps») Ciry-
SKUT «00KYMEHMANbHOLL J1emonuceio» IPOUCXOASINEro (epBasi uacTb, «/Igopuosas
nioujads», BOCIIPUHMMAETCS KaK BCTYIUIEHME K Helt). [IBe mocyiequme yactu («Beu-
Has namsamo» u «Habam») uMeloT 60j1ee 0606IIEHHbIN XapaKTep.

B cumdonum IllocTakOBUY LUTUPYET PEBOIOLMOHHbIE IIECHU U COOCTBEHHbIE
«/lecamb xX0po8blX NO3M HA CMUXU PeBOTIIOUUOHHBIX N03Moe» (OJjisl Xopa a capella,
cou. 88), MHOTME 13 KOTOPBIX ITOCBSIIEHBI COOBITUSIM pyccKoii mctopum 1905 ropa.

CrereHb 3MOILMOHAJIBHOTO BO3JENCTBUSI 3TOM MY3BIKM IMO3BOJISIET BOCHPU-
HMMAaTh ee Topasfio Mupe 3aJaHHOM IPOrpaMMBbl ¥ KOHKPETHOTO MCTOPUUYECKOTO
co6brTHs. lllocTakOBMY ¥ 37€Ch PaCKphIBAeT TPareAyio YeI0BeuecKoii JIMUYHOCTH,
OKa3aBIlIeics Tepe IUIOM arpecCMBHOTO 314, HO He CJIOMJIEHHOTO M. Pacctpen
MMPHBIX J€MOHCTPAHTOB BCETAA OCTAETCSI MMPPOBOIL TOOEIOTA. ..

Heenaduamasn cumponua «1917 200» (pe MMUHOp, cou. 112), mocBsIIeHHAas
ramsitu B.U. JlennHa, 6buta 3akoHYeHa B 1961 r. He ycTynas mpeniiecTBeHHUIIE
B OTHOIIIEHMM MY3BIKQJbHOTO MAacTepCTBA U JIOTMKM CUM@OHMUUECKOTO pa3BU-
THUSI, OHA BCe ke HOCUT XapaKTep TBOPUECKOro Kommpomucca. Eciu B Mosofblie

rozs! [llocTakOBMY MOT MCKpPEHHE 0OyMbIBATb 3aMbICEJT «IEHUHCKOL» CUM(OHNMN,
TO TeIepb PeYb MOTJIA UITY O COUMHEHUM «HA C/IYUALll», HATIVICAHHOM ITOf, 60JTbIITUM
IaBJIEHNEM Ha «HO8000paujeHH020» UleHa KOMMYHMUCTUUYECKON MapTuu (TOmOM
paHee IllocTakoBuua dhakTuuecku 3actaBuian BeTynuTh B KITCC).

Haunbonee maciitabHa mepBas 4acTb CMM(OHUM — HETOPOIUIMBO pa3BepThI-
Bawieecs Moderato, ero TemaTu3M JISDKET B OCHOBY TOC/IeIyIOLUMX yacTeil. Cam
aBTOp cumTaja Haubosee ymasieiicss B cMMGOHUYM BTOPYIO YacThb («Pasiue»), mpe-
CTaBJISIIONIYIO c06071, Mo MHeHuI0 M. CaGUMHMHOM, «UHMEeLIeKMYanu3upo8aHHbii
netizaxc». TpeTbst 4acTh («A8popa») Haubolee MUTIOCTPaTUBHA, (GUHAT XKe caMm
[llocTakOBUY He CUUTAI YAAYHBIM — BUAMMO, €My CTOMJIO HEMAJIOTO TPy/ia My3bI-
KaJIbHOE ONMcaHue «3apu uenoeeuecmear.

bnuskoit o gyxy Zlsenadyamoti cuMboHUM cTana U cum@oOHUYIecKas moama
«OKma6épwv» (cou. 131), HanucauHas B 1967 T. K 50-71eTiio OKTI6PHCKOM PEBOITIO-
1yu. B Helt omyjaeTcs TOT sKe yX BbICOKOXYI0KeCTBEHHOT0 akafieMu3Ma, K KOTo-
pomy IllocTakoBuY rpuberas, He HaXOAsl BHYTPEHHUX TBOPUYECKUX MMITY/IbCOB.

Tpunaduamyio cumgonuro (cv-6eMob MUHOD, cod. 113) miist 6aca, My>kKCKOTO
XOpa U OpKeCTpa, HanmucaHHy B 1962 r. Ha ctuxu EBrenus EBTylIeHKO, MOKHO
Has3BaThb «demuujem ommeneau». I B To ke Bpemsi oHa nocraBwia IlloctakoBuua
B TIOUTH «duccudeHmckoe» 1monoxkeHue. Eie 10 mpeMbepbl MPUXOOUIN U3BECTUS
0 HeJOBOJILCTBe cUM(MOHMEN CO CTOPOHBI BIACTeH, CyibOa IePBOTO MUCITONHEHNS
OblJIa HEM3BECTHA JI0 MOCIeaHeli MUHYTHIL. IIpembepa (rtog yrpasienueM K. Kon-
IpalMHa) Ipouuia ¢ TpuyMdoM, OZHAKO COBETCKasI IIpecca 060IIa ee yIIOpHbIM
MoyuaHyeM. ITocie HeCKOMbKUX MUCITONIHEHMI B APYTMX TOPOAaX, Ha CUMOOHMIO
ObLT HAJIO’KEH HeINIaCHbBIN 3aIlpeT, Ipeodo/ieHHbIi TOIbKO K cepeayviHe 1980-x IT.

OMOIIMOHAIbHOE U CMeJIoe CTUXOTBOPEHMEe MOJomoro mosta «babuii Ap»,
MTOCBSIIIIEHHOE PacCTpesly eBpeeB B ceHTsA6pe 1941 r. B KueBe M TOTaIbHOMY



3aMaTuMBaHuIo 3TOM Tpareguy B CoBeTckoM Coro3e, yBIeK/I0 KOMIIo3uTopa. Bos-
HMKIIMI 3aMbICe/l OJHOYACTHOTO IPOM3BENEHMS] BIIOCJIENCTBUM I OIMOIHUICS
IPYTUMU CTUXOTBOpeHMsiMM EBTymieHKo («fOmop», «B maza3uue», «Cmpaxu»
u «Kapvepa»). PazHooOpa3Hble 10 COLEPsKaHMUIO ¥ HACTPOEHMIO, OHM (OpMaTbHO
He CBSI3aHbI C TParn4yeckoi TemMaTUKOI MepBoil yacTu (TonbKo «Cmpaxu» 1o4TU
OGYKBaJIbHO BOCCO3JAIOT aTMOCchepy KU3HU IO, MATOM CTAaIMHCKOTO Teppopa),
HO, C IPYTO¥i CTOPOHBI, B PA3HBIX paKypcax pacKpbIBaIOT MpobieMy HPaBCTBEHHOI
YUCTOTHI YeJI0OBEKA, TBEPAOCTU AyXa B TSDKEbIX UCIIBITAHUSX U Jaske B CMEPTHU.

VBiieyeHMe nos33ueit EBTylIeHKO IPUBEJIO K CO3AaHUIO ellle ONHOTO BOKaJbHO--
cMOOHMYECKOT0 NTpou3BeaeHns: — moambl «Kasne Cmenana Paszuna» (cou. 119).
Ona 6bu1a 3aKOHYeHA B 1964 1. KpuTuka Ha3bIBaia ee «meampansHoli cumgpoHueti»;
JpaMaTypruueckue IpueMbl M 00pas3HbIil CTPOJi O3MBI, ee TpaskaaHCKuii magoc
TT03BOJISIOT ITOCTaBUTDb €€ B OOMH PSif, C MO3THUMY CUMAGOHUUECKUMM IMKIaMM
[llocTakoBUYa.

Emie 6oee manexkoit OT TpaguIIMOHHON cuM@oOHMUYECKOil GOpPMbI OKasaiach
Yempipuaduamas cum@orus (cod. 135) njst IBYX COMMUCTOB ¥ KAMEPHOIO OpKe-
cTpa, HamucaHHas B 1969 r. Ha ctuxu @.T. Jlopku, I. AonnnHepa, B. Kioxenb6ekepa
u P.M. Punbke. [IpeMbepoit nupuskupoBai cosgatenb rnmepsoro B CCCP kamepHOro
opkecTpa — Pymonbd Bapmiaii.

@opMaIbHO TIpeACTaBIsIoNas co60ii BOKaJIbHBIN IMKI MjIsT COMpaHo, 6Gaca
M aHCaMOJIT CTPYHHBIX M YIAPHBIX, CUM(OHMS COOTBETCTBYET JKAaHPY B TOM JKe
cMbIciie, uTo U «IlecHb 0 3emne» Majiepa — Kak «KMBO€e CTAHOBJIEHVE MY3bIK/ Ha Bep-
IIYMHAX MBICTY U OYIIeBHO ImyouHbl» (Acadnes). Bobliiee TBOpUeCcKoe poaCTBO,
OHaKO, omymaercs ¢ «[lecHamu u nasckamu cmepmu» MyCOPrcKoro, HaJl OpKe-
CTPOBKOI KoTOpbIX IllocTakoBUY paboTaa HE3aJ0/TO 0 3TOr0. [T0 CO6CTBEHHOMY
TIPM3HAHUIO KOMIIO3UTOPA, Y HEr0 BO3HUKIIA UJiesl «npodosiHums U pacuiupumao»

9TOT MK/, O6paleHne K aBTOpaM pa3HbIX CTPAH, STI0X M ITO3TUYECKUX HaIIpaBJie-
HMIT IPM3BAHO MMOAYEPKHYTh 00001IeHHOCTb TeMaTuKY JKusHu u CmepTu, mepen
KOTOPOJi 0Ka3bIBAIOTCS PABHBI BCe — JieTeHAapHas Jlopenes u 6e3bIMSIHHbIE BITIO-
G1eHHbIe, aPECTAHT U ITO3T, CAMOYOUIAIIa U «MaJIeHbKMIA COIaT».

CnoskHblii M adOPUCTUUHBIN MY3bIKQJIbHBIN SI3bIK CMMGOHNUM, COOTHOIIIEHNE
BOKAQJIbHOTO ¥ MHCTPYMEHTAJIbHOTO HayaJ HpUOIIKAIOT ee K Oojee MO3THUM
BOKa/IbHBIM IIMKJIaM Ha cTuxu A. bioka, M. IIBeTaeBoi1 1 MUKenaHIKeI0.

Hapsiny ¢ cumboHMusIMM, B JTaHHOM KOMILIEeKTe TipefcTaBieH KoHuepm ons
cKpunku ¢ opkecmpom N2 2 (mo-nyue3 MUHOP, cod. 129), MOCBSIIeHHbII OTHOMY
u3 KpynHeimux ckpumnaveit XX Beka, apyry lllocrakoBuua — Jasungy OjicTpaxy.
ITpembepa KOHIIEpPTa cocTosuiach B 1967 r. (opkecTpoM MOCKOBCKOV duapmo-
Huu gupmkupoan K. Kouapamims). KoHIlepT akKyMyaupyeT XapakTepHble YepThl
nosaHero ctuisg IllocrakoBmuua. Kak 3HakuM aBTOpa M aApecaTa IOCBSIIEHMS,
B KOHIIepTe 3By4yaT MoHorpammbl llloctakoBuua u OjicTpaxa.

ITamunaduyamas cumeonus (JIss maxkop, cod. 141) 6pi1a 3aBepiieHa B 1971 .
Ha npembepHOM ucrionHeHuu B Mockse B ssHBape 1972 r. Bonmbuium cumboHmMye-
CKMM OpPKecTpoM Bcecowo3HOro paino JUPVKMPOBAI CbIH KOMITO3UTOpa, Makcum
[lTocTakoBUY.

3HaJI I aBTOP, UYTO cuMdoHUs Oymer rowtenHeii? [Tocie Hee oH obparaics
TOJIBKO K KAMEepPHBIM >KaHPaM, HO B K&KJIOM M3 COUMHEeHU (MISITHAALAThIN KBap-
TET, aJIbTOBAsl COHATa, MMUKENAHIKEJIOBCKMUI LUMKI) TaK WIM MHA4Ye BO3HUKAET
MBICJIb O cMepTH. [IpenmenbHast 0600IeHHOCTb, ACKETU3M MY3BIKATbHOTO SI3bIKA,
«832J110 Ha3ad», IPOCBETIEHHOE IIPUMUPEHME C HEOBITHEM — BCE 3TO OObEIVHSIET
nocnenaue counHeHus llloctakoBuya.

YeTbipexuacTHas Gopma cuMGOHMM CJIOBHO BO3BpaIlaeT HAC K JaBHMM Tpa-
IUIUSIM. A «kapHasdnwvHelii» xapakrep mepBoro Allegretto («mazaszuH uzpyuiex»,



nio onpegenenuto E. lonmHckoi) 1, otTyactu, CKepLio HAIIOMMHAIOT O CaMBbIX «KJ1dAC-
cuyucmckux» cumbonusix [llocrakoBuua — Ilepeoli u Jessimoii. Ha gpyrom moitoce
ITamuadyamoti — 3amymunBo-ckop6Hoe Adagio u duHan ¢ maccakanmeit mocepe-
JIV/He, B KOTOPOM IOCTEeNIeHHO MPOCTYIaeT U, B KOHIIE KOHLIOB, 3alIOTHSIET BCE 3BY-
yallee IMPOCTPAaHCTBO X07, BpemeHy, ouyiieHre Beunoctn...

[To cumdonnm «menkum 6ucepom» pacchlliaHbl My3bIKaIbHbIE IUTATHI U aJITIO-
31U — OT SIBHBIX, HAMEPEHHO C/IBIIIMUMBIX (BPOJEe YBEPTIOPHI K «Bunveensmy Tenno»
II>x. Poccyuu B [ yacTu MM BarHEPOBCKOT'O JIEMTMOTHUBA CyIbObI U3 «Kovya Hube-
JIyH208» B hMHAIE) N0 eBa YI0BUMBIX. OHM ITOUE€PKUBAIOT UTOTOBBIN, ITPOLIAITh-
HbIl xapakTep cumbonuu llloctakoBuya, ¢ yXO0A0M KOTOPOTO 3aBepUInIach Baxk-
Hejtmas dasa pa3sBUTUS MUPOBOJ aKaJeMMUUeCKOl MY3bIKM.

Bopuc Mykoceti

Kuipnnn Konppamma
Kirill Kondrashin




DMITRI SHOSTAKOVICH (1906-1975)

It wouldn’t be an overstatement to say that Dmitri Shostakovich’s works were
a musical chronicle of the era. His music has something that agitated minds and souls
of millions. His fifteen symphonies captured not only the evolution of the musical
genius. As it seems, the entire 20th century with its great discoveries and perturbations,
unprecedented progress and horrible catastrophes breathes in these scores.

These striking documents of human spirit will continue to tell us long stories
about their time causing heated theoretical and aesthetic discussions; they will be
giving us reasons for very diverse interpretations, inspiring admiration or sharp
rejection, but they will never leave their listeners emotionless.

The Symphony No. 1 in F minor, Op. 10, was a graduation piece of a 19-years-
old composition department student of the Leningrad Conservatory. However,
a triumphant premiere and the number of its subsequent performances were clear
evidence of a true scale of the author’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 a young author was noticeable 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 (many of the fragments of the first movement and a circus gallop in
Scherzo) and cinematic qualities as if the music is split into scenes and illustrates
a swift motion picture sequence (in the last movement).



The Symphonies No. 2 and No. 3 are pieces 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
for the 10th 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 year 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.

Shostakovichdidnotrankthese symphoniesamonghisbestworks.Nevertheless,
they are of interest as immediate reflection of the spirit of that complicated
time and a sensation of “revolutionary” impulse rendered with genuine sincerity
(Shostakovich was in sympathy with the communist revolutionary ideology in
those years). While Symphony No. 2 is distinguished with an “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
end of the 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.

The Fourth Symphonybecame Shostakovich’s first music and had a destinywhich
reflected the composer’s artistic tragedy, a tragedy of an individual suppressed by
the totalitarian state. It was created at the time when the opera Lady Macbeth of
the Mtsensk District was triumphantly premiered 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.
“I'was composing the Fourth instead of repenting,” Shostakovich remembered. It was
obvious it would suffer the same fate of Lady Macbeth. After a dress rehearsal
of the symphony, the author withdrew it. Symphony No. 4 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 relevant 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
Mravinsky, was a beginning of the author’s perennial friendship with
the prominent conductor, a future first performer of many of the composer’s
works. An unconditional success of the symphony concurred with an official
recognition — Shostakovich received “absolution,” and the new symphony with its
optimistic finale was found acceptable within the ideology of the Soviet regime.

Today the Fifth Symphonyis also taken as one of Shostakovich’s most objective
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 philosophical
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 “making
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 movement
(its tempo is uncommonly slow for sonata allegro) where the internal conflict
reaches its critical mass as the “theme of evil” is released, then retreats for
a while in a sad, and lyrically intimate ending but later returns in a different
way in a burlesque, Mahler-influenced Scherzo. But it is not an open struggle
but ultimate self-absorption and comprehension of internal conflicts 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 believed)
of the last movement seems perfectly natural in this context. The victory over
personal doubts and fears liberates spiritual power and allows being your own
self in the most complicated ort even tragic situations.

The Symphony No. 6 in B minor, Op. 54, completed and premiered in
1939 became 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.

Being in eternal creative search, 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 unfolds 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 sounds truly cheerfully and optimistic but lacks
a heavy emotion of the previous symphony; it feels like we watch a festive/
everyday 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.

Itisdifficult toname another music composition which sounds became a symbol
of the biggest war of the 20th century and at the same time uncompromising
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 so organically entered 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 Samosud. 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 in 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 citizen
soldiers, the entire city and the entire country lived before the war. ... The war



stormed into the life of these people. I do not aspire for naturalistic depiction of the
war, depiction of clanking arms, shell bursts, etc. I 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 I needed words for that fragment! But they were nowhere
to find. ... After the requiem, there is another even more tragic fragment. ...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 program.
They are intended to be a lyrical interspacing. The second movement of 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 the ones of
Shostakovich’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 conducting
(also, it was dedicated to him). Shostakovich again avoided self-repetition - the
Eighth lacks either a program or poster documentation of the previous symphony.
It has no a triumphal “apotheosis of victory” as well (the official criticism railed at
Shostakovich’s new work for pessimism). But we are hardly able to find a piece in
music history which would demonstrate the tragedy of war with as much depth
and emotion.

Shostakovich wrote: “T 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 unintentionally
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 cheerful drummers
accompany him...”

In his Eighth Symphony, the author 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 a tragic impulse 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 a minute
philosophical Adagio) to the middle. Allegretto, the second movement of the
cycle and a sort of “triumph of evil,” is preparation 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 author wanted to depict a “weeping
choir.” The emotional shock the listener had after the three middle movements
excludes any possibility of a “heroically optimistic” finale. The last movement is
quiet enlightenment, bliss of getting something 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 Leningrad, 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 his to
radically change the original idea. Perhaps, he sensed some disability of a 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 more necessary
than victory marches. Was it also a reason for a huge success of Prokofiev’s ballet
Cinderella staged in the same year at the Bolshoi?

“Naive neoclassicism” of the first movement of the symphony brings
associations 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 Soviet
arts, 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 “penitential” speeches.
He had to compose music for odious films and festive cantatas glorifying “happy

life of the Soviet people” (one of such works, the cantata The Sun Shines on Our
Motherland, Op. 90, set to verses by Yevgeny Dolmatovsky and composed in 1952
is included in this set).

It is also no coincidence that Shostakovich actually started to compose the
Tenth Symphony in March 1953, almost immediately after the news of Stalin’s
passing. One of the few, the composer took that event as hope for better, and
feeling creatively liberated, he finished the new work quickly.

The first movement is composed in Shostakovich’s typically deliberate tempo
of Moderato and presents sad and intense reflection. The second one is an “angry”
Scherzo, in which, according to his family, Shostakovich showed his true attitude
towards Stalin. In the third movement, Shostakovich uses his “musical signature”
in the vein of J. S. Bach and Schumann - the DSCH monogram (D-E flat—-C-B). It
also reserves the last word in a light and buoyant finale, in which Mravinsky heard
“complete confluence of subjective and objective.”

The Symphony No. 11 in G minor, Op. 103, subtitled The Year of 1905 was
composed in 1957 making 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,
which changed the course of Russia’s history so disastrously. Each movement has
a title, but only the second one The 9th of January is a “documentary chronicle”
of the events (the first movement titled The Palace Square seems more like 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 emotional impact of this music allows perceiving it much broader
than it was set by the program and historic event in question. Shostakovich again
unveils a tragic story of a man before aggressive evil that fails to crush him.
Shooting of peaceful demonstrators always stays a pyrrhic victory.

The Symphony No. 12 in D minor, Op. 112, subtitled The Year of 1917 and
dedicated to memory of Vladimir Lenin was finished in 1961. Not being inferior to
the previous symphony in terms of mastery and logic of symphonic development,
nonetheless it is considered a creative compromise. If Shostakovich 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
made 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 will make a basis of the subsequent 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 the most illustrative one. As to the finale, Shostakovich did
not find it successful. Probably, it took him a lot of effort to describe The Dawn of
Humanity in music.

The symphonic poem October, Op. 131, was spiritually close to the Twelfth. It
was composed in 1967 for the 50th anniversary of the October Revolution. It has
the same spirit of highly artistic academism Shostakovich resorted to when he
failed to find his internal creative urge.

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 authorities
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 performances 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 the young author dedicated 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 poems by
Yevtushenko (Humour, In the Store, Fears, Career). Diverse in content and moods,
they are formally not linked with a tragic topic of the first part (only Fears almost
literally reproduce the atmosphere under the heel of Stalinist terror), but uncover
the problem of moral purity and presence in the time of hard trials and even death.

Shostakovich’s ardour for Yevtushenko’s poetry led to creation of another
vocal and symphonic composition, a poem titled The Execution of Stepan Razin,
Op. 119. It was finished in 1964. The critics named it a “theatre symphony;” its
dramaturgic devices, figurative structure and civil message allow placing it in the
row with Shostakovich’s late symphonic cycles.

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 Federico
Garcia Lorca, Guillaume Apollinaire, Wilhelm Kiichelbecker and Rainer Maria
Rilke. Rudolf Barshai, a founder of the first Soviet chamber orchestra, became the
first performer.

Being formally a vocal cycle for soprano, bass and ensemble of stringed and
percussion instruments, the symphony corresponds to the genre in the same
sense as Mahler’s Song of the Earth — as “living formation of music on heights of



thought and spiritual depth” (Asafiev). However, there is more creative affinity
with Mussorgsky’s Songs and Dances of Death, the orchestration of which
Shostakovich worked on shortly before. As the composer admitted, he came
up with an idea of “continuing 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 complicated 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 poems by Alexander Blok, Marina Tsvetayeva and Michelangelo.

Along with the symphonies, this set includes the Violin Concerto No. 2 in
C sharp minor, Op. 129, dedicated to one of the greatest violinists of the 20th
century and a friend of the composer David Oistrakh. It was premiered in 1967 by
the Moscow Philharmonic Society Orchestra conducted by Kirill Kondrashin. The
concerto accumulates typical feature of Shostakovich’s late style. The monograms
of Shostakovich and Oistrakh sound in the concerto as signs of the author and
dedicatee.

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

Did the composer know that it was his last symphony? After it, he worked on
chamber pieces only, butin each of them (Quartet No. 15, Viola Sonata, Michelangelo
cycle) he had a thought of death in one way or another. Shostakovich’s last
compositions are united in their ultimate generalization, asceticism of the music
language, 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 Elena Dolinskaya)
and partly Scherzo reminds us of Shostakovich’s most “classicist” symphonies —
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
sense of Eternity gradually show through and eventually fills the whole vibrating
space.

Musical quotations and allusions are cast as small beads all over the symphony.
Some of them are obvious and deliberate like Rossini’s William Tell Overture in the
first movement or Wagner’s grief leitmotif from the The Ring of the Nibelung in the
finale, while the others are almost inaudible. They underline a 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 Mukosei
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