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«4 cyea ceoux cywameneti... Cmpemaocs K 3momy»
Ovintpuii lllocTakoBUY

]_H OCTaKOBMY He 00jafan SpKMM TaJIaHTOM OpaTopa, He ObUT BbIAAIO-
MIVMCSI MY3bIKQJIbHBIM KPUTUKOM — 00 3TOM OH CaM HEOZHOKPATHO I'0-
BOPMJI B CBOMX BBICTYIIeHMSIX. He Bce, UTO eMy IPUXOAUIOCH TPOU3HOCUTD C BbI-
COKUX TPMOYH U Tepel, MUKPOGOHOM, OTPAKAIO JUUHYIO MTO3ULINIO (PAaBHO Kak
U TIOATIMCAHHbIE er0 MMeHeM TeuaTHble BbICKA3bIBAHUS) — MOJIOXKEHUE «I1epPBO-
ro kommosutopa CCCP» rmopoit 060paunBaoCch HEMOCUILHBIM IPY30M, KOTOPBIA
TIPUXOAMIOCH B3BAIMBATD HA Ce6sI; B TAKMX CJTYUasSX OCTPOBOM JTYXOBHO UMCTOTBI
0CTaBaIach TOIBKO My3bIKa. Tem 60siee 1eHHBI /1T HAC T€ COXPaHMBIINECS BBICTY-
IUIeHMsI, 6ecebl M MHTEPBBIO, B KOTOPHIX IIl0CTaKOBMY MPECTAET IT0-HACTOSIIEMY
MCKPEHHUM U IMpaBauBbIM. IIpocTbie, maske 0ObIeHHBIE CIOBA, UCHEIIPEHHAST Me-
SKIOMETBSIMU, GBICTPAst ¥ HEPBHAsI, «Ha MOBBIIIEHHBIX TOHAX», PEUb — 9TU 3aMUCU
I00ABISIIOT HEOPOCKME, HO HeEOOBIKHOBEHHO BasKHbIE UEPTOUKM K MTOPTPETY €ro
CJIOKHOM M MHOTOTPAHHOI JIMYHOCTY, B MYy3bIKE U CyAbOe KOTOPOJi OTpas3miach
Tparuveckas rimyouHa SToxmu.

«Bcsi cmpaHa 3amonkaem. Ha ynuyax npuocmaHasaugaemcs dguxcerue. B uem
deno? T'ogopum JleHunzpad. T'onoc, xopowo uzeecmHulii kaxcoomy pycckomy. M ums,
moxce usgecmHoe gcemy mupy, — Imumpuii [llocmakosuu». Tak CBUIETENIbCTBYET
(dbpaHIy3CcKMii KYpHAIUCT U mucaTenb-anTudammcr JKad-Pumap Biok, Koto-
pblit B roabl BTOpoii MupoBoOi BOVHBI Belaa n3 MOCKBBI OJISI OKKYITMPOBAHHOM
dpaHLUN.

Tak 17 centsiops 1941 roma ciymiana CTpaHa 3HAMEHUTYIO peub JIMUTpUS
[MloctakoBuua u3 JlenuHrpaaa. [losxkasmyit, 3T0 KpaTKoe BBICTYTJIEHME JTy4llle BCe-
ro OoTpaskaeT BHyTpeHHMiI o6muk IlloctakoBuua. CKYIIBIMM CJIOBAMM, TOJIOCOM,
JIUIIIEHHBIM KaKoi ObI TO HM OBLJIO OPAaTOPCKOI MeomeKIaMalyy, OH «I10-IeJIo0-
BOMY» COOOIIIAeT O CBOEM HOBOM COYMHEHMM, KOTOPOE CITYCTS TOf, OOJIeTUT BeCh
MUP U BCKOJIBIXHET CepAlia MUUIMOHOB JIIOLeil, TOBOPUT O SKM3HU CBOMX KOJIJIET
B JIECHMHTpaJle, B Te€ HU YK€ 3aXaTOM B 0/I0KaIHOe Koblio. ITo MeTKoMy 3ame-
YaHUIO JiereHaapHoi Onbru Beprrosbil, BCIO 6/10KaAy CTYKUBIIEI HA IEHUHTPAT -
CKOM pajJiio, B €r0 peub Hejb3sl ObII0 MOOABUTb «HU 00HOL NagoCHOl cmpoKu».
Ona BcrmoMmmHaua, u4To [locTakoBUY «2080pul ¢ GONBUUM BHYMPEHHUM 80JIHEHUEM,
20J10C €20 38yuan Uyme CyX08aimo, HO OGbL1 UemoK u abcontomHo cnokoeH». B ToT ke

Beuep OH UTpaJl JeHMHTPAACKMM My3bIKaHTaM 3aKOHUeHHbIe JIBe yacTu CemabMoit
cumdoHuUN...

Ipyrue TipeficTaBlieHHbIe BBICTYIVIEHMSI KOMIIO3UTOPA OTHOCSITCSI K MUPHO-
MY BpeMeHM.

OIHMM U3 MHTEpECHEeNIMX (POHOLOKYMEHTOB CBOE 3ITOXM SIBJISIETCS U 3a-
(ukcupoBaHHOE Ha IUIEHKY BBICTYIIEHMEe Ha MosomeskHoi cekuyuu Coro3a KOM-
rmo3utopoB CCCP. «...CosHo cHosa 004U 8UOUUIL €20 maM, 8 HaweM CMmapom
30aHuu Coto3a Ha Gvisuieli mpemveli Muycckoli yauye — IuiieT My3bikoBeq JInaHa
TeHMHA, — 0XCUBJIEHHO20, paAJYIOU|e20Csl 8eCHE, NOIHO20 HeuCcmpeoumoil meopueckoii
CUTbl, OUeHb 0aeK0z0 ewje om cmapocmu uenogekd. Buduws, kak ¢ HacnaxoeHuem
3amsizueaemcs oH nanupocoli (“Paspewume, s NOKYPIO 8Ce-MAKU HEMHOMCKO”; JIe2KUl
mpeck echulxHysuwleli cnuuku). A 21agHoe — U 3mo yxce 6e3 8CAKUX WLIH03UL, N0 8blpa-
JKEHUI N03Ma “namamu nO8MOPHO20 KUHO” — CIIbIUULLL €20 HCUBOLI 20/10C. B cyujHo-
cmu Geceda ¢ MONOOENHbI0 — CPA3Y HECKOILKO PaA32080P08, U 8Ce 8AXCHbL 00UHAKOEO |[...]

TopasumenvHa ama 6eceda no macuimabHoCMu NOCMAsIeHHbIX 80NPOCO8, Npe-
0e/bHOLl UCKPEeHHOCMU MOHA. A 8cezo-mo U 0bL10 3acedaHue meopueckoli ceccuu! U
8 2Mux, U 80 8cex Opyzux OMHOWeEHUAX 6eceda ¢ Mo00ex b0 N0doOHa c80e00Pa3HO-
My agmonopmpemy: 30ecb No0blMoxiceHbl, 3aKOHUEHHO CHOPMYIUPOBAHbL BaXcHeliulue
ona llocmakoguua noHsmusi, Kpumepuu, Mepsl Icmemuueckoll u epaxioanckoll yeH-
HOCMU meopuecko20 mpyoax.

ITouyBCTBOBAB bIxaHMe «OTTenenn», [[locTakoBUY € paloCTbI0 OTKIMKHYJICS
Ha JKeJlaHMe MOJIOABIX KOJIIET ITOTOBOPUTH O HACYIIHBIX MTPo6eMax KOMITO3UTOP-
CKOTO TBOPUYECTBA — 6€3 Ka3eHHBIX IMITAMIIOB M MEPTBbIX UIE0JIOTUUYECKUX TOTM.
[MTonroma Ha3az, OH ITepeXXUI CMEePTh SKeHbI U ellle J0JIT0 He MOT OTTPaBUThCS OT 3TO-
ro yJiapa; HO 3[leCh, IOCpeAu MOJIOAEX! OH U BIIpaBAy KaskeTcs ITOMOJIOAEBIIMM.

Haumnas ¢ 1949 roma IllocTakoBUY YacTO BbIe3sKas 3a py6eX, MpeacTaBJIsis
Cosetckuit Coio3 B 0QUITMATbHBIX AeIeraiusaX. B Takux cayJasix eMy yalie Ipuxo-
JIWIOCh BBICKA3bIBATh MTO3UIIMIO TOCYAAPCTBA, HEXKETU TOBOPUTH OT CBOETO MMEeHM.
Ho coBcem mubiM npefcraBait lllocTakoBuY Ha MY3bIKAIbHBIX (DeCTUBAISIX — TaM,
roe «6e3 MPOTOKOJMa» M I[€H3YpPhl MOT PajloBaTbCs OOMIEHMIO C MHOCTPaHHBIMMU
KOJIJleraMi ¥ 3HaKOMCTBY C HOBbIMM COUMHEHUSIMU.

dectuBaib «Bapuiasckas oceHv», OCHOBaHHbBIN B 1956 T., cTal OMHMUM U3 KPYII-
HeMIMX MexXIyHapoaHbIX GOPYMOB COBpeMeHHO My3bIKN. [IJIsI CTpaH «ColuaIn-
CTMYECKOTO JIarepsi» OH ObLI, IO CYyTH, IVMHCTBEHHBIM OCTPOBKOM MY3bIKAJIbHOI
CBOOOMBI, KyIa MPOHMKAIM HOBMHKM 3aIlaJHOEBPOIEIICKOTO M aMepPUKaHCKOTO
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MY3bIKQJIbHOTO aBaHTapfa. HemaBHO 3aKOHYMB IIE€pPBbII BUOJIOHYEIbHBIN KOH-
uept, lllocTrakoBuY moceTmsn «Bapuiascky oceHv» B 1959 1. ¢ 0COOBIM UYBCTBOM:
OH He 3a6bUT 0 CBOMX ITOJIbCKMX KOPHSIX (€r0 Mpaje[ Mo OTIIOBCKOI JIMHUM ObLT
BbICJIaH B CMOMPH 3a yyacTue B BapiiaBckoM Bocctauuy 1830 r.). B 1927 1. oH Kak
MMMAHNUCT yJ4acTBOBaI B I MekayHapoaHoM KOHKypce umenu @. IlloneHa, roe 6601
yIocToeH nmouetHoro gumiomMa. [is llloctakoBuya Bapiasa 6b11a ropoioM SIpRUX
IOHOLIeCKMX BIleUaT/IeHUi, HaJeXn M pa3odyapoBaHMii, TOPOLOM, OKPYKEHHBIM
B BOCIIOMMHAHMSIX POMaHTUYECKMM OPEOJIOM.

NHTepBbI0, JaHHOE M3BECTHOMY ITOJIBCKOMY KOMIIO3UTOPY U MY3BIKOBE-
Iy, mpodeccopy BapiraBckoit KOHCepBATOPMM U IJIABHOMY peHaKTOPy sKypHaia
«Muzyka» Burtonbay Pymn3smMHbCKOMY, MHTEPECHO MOAPOOHOI OIeHKON «Bapuas-
CKOli 0ceHu»; OHA Cepbe3HO OTIMYAIACh OT OGULMATBHOI «pelieH3MMu» Ha dhecTu-
BaJIb, OITYOIMKOBAHHO 3a mopamnuchio lllocTakoBuya B HOSI6PHCKOM HOMEpE Kyp-
Hasa «Cogemckas My3uiKa».

B 1962 r. My3bIKa/IbHAs YaCTh KpyTHeiiniero B EBpore dauubyprckoro dectn-
BaJIs GbLTa ITOJTHOCTDIO TIOCBAIIEHA TBopuecTBY IMuTpus [llocTrakoByuya (Takoit Mo-
HorpadMuecKuii moaxom 6bUT B TO BpeMs Tpaauiuei dectuBais). HoBbIi Xymoske-
CTBEHHbIN PyKOBOAMTENb (heCTUBAISI, CTPACTHBIN JTI00MUTeTb MY3bIKM JIOPA, [KOPIK
XapBy[ IMYHO e301 B MOCKBY, UTOOBI TPUITIACUTH KOMITO3UTOPA B IMIOTIAHICKYIO
cronuily. B TeueHue Tpex Hemenb B DOMHOYpre UCTIOMHSIIUCDH 1IeCTh CUMQOHMIT (B
TOM UIC/Ie, HeIJaBHO «peabuIuTupoBaHHass» YeTBeprast), BOCEMb KBAPTETOB, peIakK-
umst «XosauHuwuHsl» Mycoprckoro, caenanHas [lloctakoBuuem, M MHOTO APYTUX ITPO-
M3BelleHNii (BK/IIOUasi paHHMeE OIYChl, KOTOPbIe caM aBTOP He CJIbIIIAJ y’Ke MHOTO
IecsITUIeTUI).

BepnyBumncek B MockBy, lllocTakoBUY ¢ HENOAAEIbHOM UCKPEHHOCTBIO IIPU-
3HaBaJICS: CJIyIIaHMe TAaKOrO KOJMMYeCTBa CBOEN MY3bIKM OKa3ajaoCh JJIs1 HETO Ts-
>KeJIbIM UCTIBITaHMeM. BriepBbie B KM3HM Mepel HUM pa3BepHyJach CBOEro pofa
AHTOJIOTUSI COOCTBEHHOT'O TBOPYECTBA, 3aCTABMB MHOTO€ ITEPEXKUTH 3aHOBO, IT0-HO-
BOMY B3IVISIHYTb Ha MHbIe COUMHEeHMSI. He Bce MCIIOMHEHMS TIOTHOCTBIO Y OBJIETBO-
PUJIM ero; HO IJIABHO MPUYMHOI MepeXkuBaHMit 6bII0 COOCTBEHHOE TBOPUECTBO:
COMHEHMSI, BOCIIPUMET JIY 3apyOEXKHbIN CIyIIaTeNb TO, YTO OH HAIMMCAI AJIS CO-
BCEM WHOIT TyOINKHU, OT30BETCS JIX B CEPAIIAX My3bIKa, COUMHEHHAS B APYTUE Bpe-
MeHa... C 0Tpamoii BCIIOMMHAT KOMIIO3UTOP O 3HAKOMCTBe ¢ orepoit [IpokodreBa
«Hzpok»; a caMbIM paJIOCTHBIM BIleUaT/ieH/eM CTajia BCTpeua C Kojuieroit — beH-
I>KaMMHOM BpuTTeHOM, KOTOPBIi IpousBes ocoboe BrieuataeHue Ha [lloctakoBu-

Ya pa3HOCTOPOHHOCTBIO KOMITO3UTOPCKOTO, AUPVKEPCKOTO U MCIIOTHUTENIBCKOTO
TaJaHTOB. DTO 3HAKOMCTBO IT033Ke MePEPOCIo B MUCKPEHHIOIO IPYKOY.

OCHOBHOI1 «6JIOK» IpeICTaBAeHHbIX Ha IMCKe peueit OTHOCUTCS K 1970-M ro-
aM — 3aBepIlIeHuIO Xu3HeHHOoro mytu Imutpus llocrakoBuya. U B TBOpuecTse,
¥ B MBIC/ISIX OH BCe yaliie 06palaeTcs K MpouuiomMy, K BOCIIOMMHAHMSIM O BCTpeuax
C IOpOTUMM eMY JIIOIbMMA.

B HeGombiiom pacckase «Mosi pa6oma 8 KuHO» OH BKpaTile OvepuuBa-
eT TIOYTU TIOTYBEKOBOM OIBIT paboThl C KMHeMaTorpadom, TOBOPUT O BakK-
HOI pony, KOTOPyH WrpaeT B €ero JesSTeTbHOCTM TBOpPYECKOe B3aMMO-
Ie/iCTBME C 9TUM MCKYCCTBOM; O paboTe C BBIHAIOIIMMUCS PEKMCCEPAMNA.
B rom samvcu mHTepBbio Ha sKpaHbl CCCP Beimen ¢uabM «Koposis Jlup», BTOpas
nociie «lamaemar» skpanusaums Illekcnupa, ocymiecTsiaeHHas I'puropuem KosuH-
IIEBBIM BMECTE C AABHUM APYroM M copaTHuKoM IlloctakoBuuyeM. Briepenu 6w11m
HOBbIE COBMECTHBIE IIJIAHBI — B YaCTHOCTM, SKpaHmsaius «IIlemepbypzcKux nose-
cmeii» Torons. Ho «Koponto Jupy» CyskaeHOo ObIIO CTaTh IOCIeqHEel KMHOPaboTOli
KOMITIO3UTOPA...

OueHb KpaTKMM ObUT TIepyoy, coTpymunuecTsa llloctakoBmya ¢ reHueM oTeye-
CTBeHHOro Tearpa BceBonomom Meitepxonbnom. Ho 3Tu HeCKobKo MmecsieB 1928 1.,
KOT/Ia IOHBIV KOMIIO3UTOP XU/ B KBapTHUPEe pekuccepa, OCTaBWIM HeU3IaANMbIi
cten, B popMypoBaHMM €ro IMYHOCTY U TBOPUECKOTo cTuJIst. [llocTakoBUY pasmesisit
He BCe 3CTeTUYeCKye MPUHINIIBI Meiiepxosbaa, HO BakHee ObLT caM ero OO/INK ue-
JIOBEKa M TBOPIIA, MOIIHbIN ITOTOK MCXOAMBIIIEN OT HETO TBOPUECKOI SHEPTeTUKIN;
TIOJTHAS, IO M3HEMOXKEHMSI, CAMOOTHAYa, Pa3HOCTOPOHHSIS ¥ MHOTOIIAHOBAS pabo-
Ta HaJ, KasKIbIM HOBBIM CITIEKTaKJ/ISIM, BeJInyaiiiiasi OTBeTCTBEHHOCTb 3a MaJieiilIyio
IeTallb, 32 JTF0OOI WITPUX... «MHe X0meJocs 6blmb HA HE20 NOXOHCUM», — TTPU3HABAJICS
KOMITO3UTOP. «Peabunutanysi» MMeHu U Haciemust Meitepxonba, CTaBIIero OgHOI
M3 KEPTB CTAIMHCKUX perpeccuit, HeobbIuaitHoO pamoBaia [lloctakoBMya, KOTOPBIi
HacTauBajJ HA BO30OHOBIEHUY OJHOTO M3 €r0 MOCTeTHUX CIIeKTaKIel — «[Tukosoii
dambl», B CBOE BpeMsI BbI3BaBIIIEl ropsTuyie CIIOphI.

[TpencraBieHHOE 3[I€Ch MHTEPBbIO HUKOIMA HE ITyOIMKOBAJIOCh B IOTHOM
Bue, ero ¢parMeHThl ObUIM HalleuaTaHbl B XXypHase «Cosemckas my3vika» (1974
N¢ 3) cpemu mpyrux Imy6amuKanuii, mocBsIeHHbIX Meitepxonbay. OHO MMeeT 0Co-
OyI0 IIEHHOCTh ellle U MOTOMY, UTo cobecemHukoM IllocTakoBuya 6bUT pexkuccep
u cueHapuct Jleonnp BapnaxoBckuil — Hay4YHbIN COTPYOHUK TeaTpa Meliepxonbaa
B 1930-e rr., TOCBITUBIIMIT MeliepXxonbay HeMaa0 CTpaHULL B CBOel KHure «Ha-



I OBOPrI1I™T

TITOCT AKOBIIT™TL

ontodenus. Ananus. Onsim». B 1936 1. BapraxoBcKuii ObUT apecToBaH u mpoBen 17
qetT B I'VJIATe. ManoussecteH ¢akT, UTO MeuToit Meiiepxonbaa 6bljia IOCTAHOB-
Ka «/ledu Mak6em MueHckoz0 ye30a»; CKYTIO, HO BbIPa3sUTEIbHO 3BYUMT paccKas
BapmaxoBCKOTo 0 ero ImnocjaenHel BCTpeue C peskuccepom B AeHb apecta. OmHaKo
Haubosee SIPKO XapakTepusyeT Meliepxosbaa SMM307, C TOKapoM B €r0 KBapTupe;
BBI3BaB [TOXKAPHBIX, PEXKMCCEDP MTEPBBIM IEJIOM OPOCUIICS CITacaTh MarKy C PyKOI-
csamu llocrakoBuya...

B 1973 1. KOMIIO3UTOp TMpeANpPUHSII TOC/iefHee 3arpaHUUHOe MyTellecTBHe.
W3 auum, roe eMmy Oblia BpydyeHa mpemusi ¢oHma COHHUHTA, OH OTIIPABUIICS
B 'aBp, oTKyza temnoxon, «Muxaun /lepmonmoe» goctasui ero B CIIA. TpeTss o
cueTy rmoesgka B AMepuKy 6bl1a cBsi3aHa ¢ BpyuenneM lllocTakoBudy 3BaHUS I10-
yeTHOTO Ipodeccopa CeBepo-3anagHOro yHUBEpCUTETA B DBeHCTOHe (6113 Ynka-
ro). Ha TopskecTBeHHOI LIepeMoHMM 3ByUaia «I[Ipa3oHuuHas yeepmopa». Bo BpeMst
Toe3AKM KOMITO3UTOD Mpolien o6cieqoBanue B 60bHMIIE B BalllMHITOHE; OfHAa-
KO HaJlesKIbl HA aMEePUKAHCKYI0 MeIUIIMHY He ONPaBaaIuCh — Bpauu MPU3HAINCH
H.A. llocTakoBMY, UTO 6€CCYIIBHBI ITOMOYb €€ MYXKY...

JTO 6BUT TIEPUOJ, «Pa3PSIAKM» B OTHOIIEHUSIX IBYX BEIMKUX JepsKaB IOCiIe
Busura pykosoautensi CCCP JI. BpexkHesa B CIIIA. B oTKpBIBLIENCS TEPCIIEKTUBE
TJIOOOTBOPHOTO KYJIbTYPHOTO COTPYAHMUUECTBA MeXAy cTpaHamu Bu3uT lllocTako-
BMYAa BbI3BaJl HEOBIBAJIbIN MHTEpPEC B CAMBIX Pa3IMUYHBIX KPyTrax aMepUKaHCKOTO
obmectBa. O6a MHTEPBbIO, B3sAThIE Y KoMITo3uTopa B CIIIA, comepskaT eHHeIm1e
npusHaHus. Bonee kpatkoe, samucaHHoe B Hplo-Jlopke ¢ yyacTueM MCKYCCTBO-
BeJa, crenuaaucTa o KMHOMy3bike Poitana bpayHa, MHTepeCHO BOCIIOMMHAHM-
sIMJ O HEOKOHUYEHHOI1 o1epe «HMzpoku» (IllocTakoBUY IPOLIUTUPOBAJL €e B AJIbTO-
BOJi COHATe), MPOHMYHBIM OTBETOM Ha BOIIPOC 00 MCITOb30BAaHUM MHCTPYMEHTA
B TIPOIeCce COUMHEHUS («pabomaro 2071080l, a He pyKamu»), MEUTaAMU O HEOCY-
IIECTBJIEHHOM «KMHOOTIIEepe», KOTopasl JaBasia Obl KOMIIO3UTOPY Oe3rpaHNUHbIE
BO3MOKHOCTHU 151 TBOpUecKoii (paHTasuu. CablHO, Kak HepBHMYaeT IllocTtako-
BUY IOCJIE «HEYOOOHOTO» BOMPOCA O BO3MOXKHBIX IMPEISITCTBUSIX B UCIIOTHEHUN
ero counHeHnuit B CCCP...

CBoeo6pa3sHbIM 3CTeTHUeCKMM 3aBemianueM IllocTakoBMUa MOXKHO Ha3BaTh
45-MyHyTHYIO 6eceny B cTyauy UMKarckoro TejaeBuaeHMs, KOTOPYIO Bes mpodec-
cop Teopun Kommnosuuuu CeBepo-3amafHOTO YHUBEPCUTETA U MY3bIKAJIbHBIN
KOHCY/IbTaHT UmKarckoro cum@OHMYECKOTo opKecTpa AapoH IlapcoHc. ITO MH-

TePBBLIO «YHUKAJILHO NO IAKOHUYHOCIMU U OMZPAHEHHOCMU 8bIPANEHHbIX 6 HeM 8aH-
Helllux cocmasasowux u3HeHHo20 kpedo xyooxHuka» (JI. TeHnHa).

PasnuuHble BOMPOCHI, Kacarliyecs, B OCHOBHOM, MOCIeOHUX CUMGOHMUIA
(BOKaJIbHOTO 3JIEMEHTa M I0J00pa CTUXOTBOpeHMii B UeThIpHAAIATOM cCUMOOHMH,
LIMTUPOBAHMS «9YKOV» MY3BIKM M HaJMuMy IIporpamMmMsl B II9THaAnaToi, 3Haue-
HMSI HAUMOHAIbHBIX U (GOTBKIOPHBIX 57IEMEHTOB), HEBOJIBHO CBOASITCS K IJIABHOIA
npo6sieMe — TaifHe TBOPUYECKOTO Mpoliecca. M 3mech KOMIIO3UTOP OKa3asICs YAUBU-
TeJIbHO HEMHOTOC/IOBEH: OH COBEPIIEHHO He MOT OObSICHUTD, [IOUEMY OH HATIICa
MY3bIKY TaK, a He MHavye. CBOM cOOCTBeHHbBIE pelleHNs] HEBO3MOXHO 000CHOBATh
paIMOHAIBHBIM aHAIM30M — JIMIIb COCJIATHCSI HA YYBCTBO «OCTPOI HEOOXOOMMO-
CTV» CHeNaTh BCe MMEHHO TaK, Kak cienaHo. Bymnyun yBepeH B )KM3HECTIOCOOHOCTY
cMGbOHUYECKOTO XKaHpPa, KaK U BCeX IPYTUX POMIOB aKaJeMUyecKoi My3bIKU, OH
CMYIIIeH BOIIPOCOM O cBoeit «posu 6 XX eexke» — «Ecnu Kakoti-mo ced ocmaHemcs
om moeti My3biKu, 1 6Y0y, KOHEYHO, CHACMIUB...». [IJI Hero IepBeiilliee 3HAYEHNE
MMeeT YYBCTBO KOHTAKTa C ayauTopueii — «4 ciyza céoux cayuiameneii».

T 6e3bICKyCHbIE OTKPOBEHMSI KOMIIO3UTOPA, 3aJ0/T0 O CMEPTU CTABIIETO
JKVUBBIM KJIACCYKOM, BbI3BajIM B OLHOM M3 MHTEPBLIOEPOB «0CHPOEe Uy8CMeo menjio-
Mol u gocxuujeHus». To 9yBCTBO, C KOTOPBIM OTIMCaI BHeNTHMIt 06imK [llocTakoBuua
EBrennii EBTyI1€HKO B MOCBSILIEHHOM €My CTUXOTBOPEHUN:

...Ha cuiene
CTOMT OUYKACTbIN YeJI0BEK — He OOr.
HenoBKOCTh — B MaJIbIIEB CYAOPOXKHON CIIETIKe
W B rajicTyKe, TOpualieM Kak-To BOOK.
HenoBKo OH CTOUT, AbIllIa HEPOBHO.
Kak manbumk, B3I/Is1/1, HETOBKO OITyCTUII.
U Ki1aHgeTcs TosKe Tak HeJIOBKO.
He nayumsics. DTum mobemmi.
Bopuc Mykocerii
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M3 BBICTVYIIJIEHUS 11O PAOVO.JIEHUHTPAI, 16 CEHTABPS 1941
8 Yac TomMy Hasaz, g 3aKOHUMI IIAPTUTYPY ABYX YacTeil 601b1IIoro cumpoHmnye-
CKOro couuHeHus. Eciu 3To couMHeHMe MHe yHacTcsl HammucaTh XOPOIo, YAaCTCs
3akoHunTh III n IV yacTu, Torma MOXKHO OymeT Ha3BaTh 3TO counmHeHue CembMOii
cumMboHuMeii. i yero s coob1ar 06 3ToM? JIj1st TOro 4To6bl paguoCTyIIaTe Iy, KO-
TOpbIe CAYIIAOT MeHS ceifyac, 3HaJlu, YTO XXM3Hb HaIllero ropojia uaeT HOpMaJlbHO,
BCe MbI HeceM ceityac cBoio 60eByI0 BaxTy. COBETCKME MY3bIKaHThI — MOM TOPOTMeE
Y MHOTOUYMCJIEHHbIE COPATHUKMU 10 OPYKUIO, MOU APY3bsl, TIOMHUTE, UTO Cceifuac Ha-
11eMy MCKYCCTBY I'PO3UT BeJIMKasi OMacHOCTb. byfieM ke 3aiiuiiaTh Hally My3bIKY.
BymeMm ke 4eCTHO ¥ caMOOTBEP;KEHHO paboTaTh.

by BBICTVYIIVIEHHME HA COBPAHHNU MOJ]'O,ILE)KHOI‘/'I CEKIIU

COH3A KOMIIO3UTOPOB CCCP, MAU 1955 TT.

Ipeskme Bcero, KOHEYHO, MHE HaIO MO6IarogapuThb, YTO BbI MHE MPeHOCTa-
BWIK 3Ty TPUOYHY IIJIs1 6ecel ¥ TTOAeNTHCSI C BAMM LEJIBIM PSITIOM MBbIC/TEI, KOTO-
pble BOJTHYIOT HAIlTy My3bIKQJIbHYIO OOIIIECTBEHHOCTD, ¥ B YaCTHOCTM, MEHSI 1 Bac. 5
MMeJT BO3MOKHOCTD ITOOBIBATH HA BAIIMX COOPAHUSX Y3Ke HECKOIBKO Pa3 M OCTAJICS
OueHb JOBOJIEH, IOTOMY UTO OHM MPOXOJST OUeHb aKTUBHO, MHTEPECHO, C IUCKYC-
cueit. TIpocIyiMBaioTCs HOBble coumHeHMs. Takoe o6IneHe KOMIIO3UTOPOB APYT
C IPYTOM KpaitHe M0JIe3HO JIJisi pOCTa KOMIIO3UTOPOB, AJ151 UX Pa3BUTHUS, IJIs1 TBOP-
YeCKOVi aKTUBHOCTH.

S uyBCTBYIO ce6S1 B HEKOTOPOM 3aTPyIHEHNM, [IOTOMY YTO S He JIEKTOP, U 3a-
paHee MpOIly MeHS U3BUHUTb, IOTOMY UTO Y HEKOTODPBIX TOBapUIlieit, 1O BCeil Be-
POSITHOCTHU, MIOSIBUTCSI YYBCTBO pa30uyapoBaHMs OT CeromHsIIHe BcTpeunt. [TosTo-
MY IIpOITy MeHSI U3BUHUTb.

Korpma mMbI cOBETOBAJIUCH, KaK 3TY BCTpeuy MPOBECTU, BOSHUK HEKOTOPBIN P
BOIIPOCOB, O KOTOPBIX S ceifuac MmoroBopio.

[Mpomenmmii HeKOTOPOE BpeMs Ha3as, rieHyM npasieHns: Cor3a COBETCKUX
KOMIIO3UTOPOB, TTOCBSIIEHHBIN CUMOOHNYECKOV MY3bIKe, BBI3BAJT Y MY3bIKaJIb-
HOJ 00IIEeCTBEHHOCTM 1IeJIbIi psif, OTKIMKOB. Ho U B mucKyccuu mo o6CyskaeHunIo
MpOIIeAIIero IJIeHyMa, M B TTeUaTy ObLT 1e/IbIi psiZl BICKA3bIBAHMIT TAKOTO poja.
YT0 6BIJIO MCIIOTHEHO HECKOIBKO CMMQOHMIA, M UTO Y BCEX ITUX CUMQOHMI 6bIIN
Tioxye GuHaIbl, HeyIauHble WX MEHee yIauHble, YeM IepBble IBe VI TPU Ya-
cT. VI BOT TyT BO3HMKAET BOIPOC: BO-TIEPBbIX, TAK JIM 3TO, & BO-BTOPHIX, UTO TAKOE
uHan cumbonum.

[To sTOoMy MOBOAY S BCIIOMHWJI TaKOl aHEKAOT, KOTOPbIVi MHe MPUXOAWIOCH
CTBIIATh. [IBa BBIAIOIMXCS KOMITO3MTOPa, Bpamc u BpykHep, 6butM IPYT ¢ APyromM
B OU€Hb IJIOXUX OTHOIIeHUSX. [IpyT ¢ IpyrOM He BCTpeuasucCh, APYT Apyra oueHb He
JI06M. Y BOT KaK-TO OMHAKIBI CyAb0a BCe-TaKy CBeIa UX JIUIIOM K JIAILY, M M ITPU-
IUIOCh HAauaTh pa3roBop. bpykHep ckasan Bpamcy: «YBaskaeMblii MasCTpPO, YKaCHO
TPYIHO HaIMCATh XOPOIlee ajakmo K cuMpoHuM». A Kak pa3 y BpykHepa agaxkuo
K cuMboHMM Hambosee cuibHas yacThb. Ha uTo BpaMc eMy OTBETIWI: «A TTO-MOEMY,
MasCTpo, TOpas3fo TPyAHee HaIMCaTh BCIO CUMQOHMIO XOPOIIei, YTo6bI BCe YacTu
ObUTM XOPOIIIY, He TOJIBKO afaskuo».

MHe Toyke KaXKeTCs, YTO CMMQOHMSI BCS JOKHA ObITH XOPOIIa: 1 riepBast 4acTh,
Y BTOPast, ¥ TPETHS, Y TTOC/IEOHSIS YacTh. Bce 4acTy JOKHBI ObITH XOPOIIN, BCE YaCTH
JIOJIKHBI ObITH YOEIUTENTbHBI.

Bot, ckakem, B O4eHb TaJaHTAMBOM CcUMGOHUM TaKTaKUIIBUIU TTOCTETHSIS
YacTh YCTyTMaeT MepBbIM YacTsIM, HeCOMHEHHO. Ho 3aTO B OUeHb TaTaHT/IMBOM CUM-
(oumerTe Boprca YaitKoBCKOT0 OC/IEIHSIS YaCTh OTHIOAb HE YCTYIIAET IPEeIbIIyINM
1, TI0-MOeMY, OUeHb-0ueHb XOPOoIlia 1 OTJIMYHO 3aBepIiiaeT 3TO caMoe ITpou3BeieHIe.

BoT nHOrma B CTyIeHYeCKOM OOIIeCTBe MOXKHO ObIIO CTOMIKHYTHCSI C Pa3rOBO-
poMm o rpobieme ¢uHasa. Kak duHa mokeH 3aBepiiaTh IMKI Y IIOYeMY ITOPOii 5TO
He ToayJaeTcsl. Bormpoc oueHb CJIOKHBIN, ¥ S He 6epych Ha HErO MCUepITbIBAIOIIE OT-
BeTUTb. TYT MOTYT OBITh ¥ IPUUYMHBI BHELITHETO MOopsiaKka. Harpumep, 4To y KOMITO-
3UTOPAa XBAaTWIO CWJI Ha TepBbie UaCTH, a YK ITOC/IeIHIO YacTb OH JOTMCHIBAJ uepe3
cuiry. Ho 310, 51 mymarto, Hey6enuTebHbIi OTBET. §I TyMaro, YTO 3TO 3aBUCUT OT TOTO,
YTO TOT WM MHOI KOMIIO3UTOD, B TOM UMC/Ie M OYeHb AAPOBUTHIA, IpUMep yemMy
OTtap TakTaKUIIBWIM, HEIOCTATOYHO MPOIYyMas OOIIYI0 MAENHO-XYI0KECTBEHHYIO
KOHIIEIIIIMIO CBOEro CMM(pOHUYECKOTO ITPOU3BEHeHMsT U, TaKUM 06pa3oM, IToTepIIe
HEKOTOPYIO Heyauy. Sl OTHIOAb He CUMTal0, YTO (MHAJT TaM TaK IJI0X, YTO OH ITOPTUT
BCIO CMMGbOHMIO, U 3Ty CMMQOHMIO CJIeAyeT CUUTATh IEJIMKOM HeymauyHoi. BoT MHe
JIlyMaeTcsl, UTO TaKoe «HeIoAyMbIBaHMe» KOHIIEMIM BCero Mpou3BeeHNs ToMellia-
710 TakTaKUIIBWIN.

B unHTepecHoi1 1 TanmanTaMBO cuMmdboHmum KapeHna XauaTypsiHa, I yske BbICKa-
3bIBaJI CBOe MHeHMe. C Moeit TOUKM 3peHust, TakKe caabeiiiieii yacThio SIBISIeTCS T10-
C/IemHSIS, S TOTAA IBITAJICS 000CHOBATh CBOIO MbIC/Ib. MHe KakeTcsl, uTo Kapen Xaua-
TYPSIH TYT TOXXe He JOyMaJl YTO-TO J0 KOHIIA.

S ouens 060 Bropyto cumdonmnio Apama XavaTypsiHa. SI cuMTar 3TO OT-
JIVUYHBIM, TaJIAHTAMBBIM, OU€Hb MHTEPECHBIM, U He3aCTy’KeHHO DeIKO MCIIONHSI-
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eMbIM IIpou3BefeHMeM. [JJaBHO 51 He MMeJl YIOBOIbCTBUS €r0 CIbIIaTh. Tam Toxe
MOC/eNHSIST 4acTh CMMGOHUM, MHE KaKeTCsl, 3HAUUTENbHO YCTYIMaeT Ipelblry-
myM. I He 6ecenoBan ¢ ApamoM VTbMUOM T10 3TOMY ITOBOMY, He CIIPAIIMBaJI, O-
yeMy Tak BbIILIO. U g Tymaro, He Bcerga KOMITIO3UTOP MOXeT CKa3aTh, I0YEMY Y
Hero 3TO BBIILJIO JIyYIlle, a 3TO BIILIO Xy>ke. HO MHe mymaeTcs, yTo Apam Xaua-
TYpSIH Pelln B TIOCIeIHEN YacTyu clenaTh TaKOoW SMWIOT ¥ OTBETUTh Ha BCE BO-
MPOCHI, HEe TOJIBKO CTOSIIIME B TIEPBBIX TPEX YACTSIX ITOM CMMQOHMM, HO U BOOOIIE
Ha BCe >XKM3HEHHbIe BOIPOCHI OTBETUTb OYEHb ONTUMMUCTUYHO, YCIOBHO BbIpaxka-
siChb. TIoTOMY 4TO, KOHEUHO, HeJTb3sT Ha3BaTh MY3bIKY ero ¢puHajaa nevaabHoii. Ho
CTaTUYHO, BOT OH CTaTMYHO OTBeTM/I. BOT M3 cuMbOHMYECKO ApaMaTyprum,
KOTOpasi HaJIuM4yeCcTBOBala B ero MpenbiIyliMX 4YacTsaX, OH YOAPWUIICS B CTATUKY.
U aT0, MHe 10Ka3aI0Ch, UCTIOPTUJIO €r0 TIOCIEeIHIO0 YaCTh.

MHe KaskeTcsl, UTO BCSIKOe ITpou3BeieHe KPYITHOii GopMbl, a OTIeIbHAs YacTh
cuM@OHMYECKOTO TTPOM3BENeHMsS — 3TO TOXKe IMpOoM3BeleHMre KPYIHO (OpMBI,
CKakeM, MJIM COHATHOE aJUIerpo, VI CKepIIo, VI afakuo, Miau GMHAT KPYITHOI
(opmbI, Bce-Taky JOKHO MMETD B cebe KaKoe-TO My3bIKaJIbHO-IpaMaTypruueckoe
passutue. U CTOSITb B OGHOM HaCTPOEHUM U BCe BpeMsI TaK JEePKaThCsl — ITO OUEHD
TpynHo. S He cumraio, yTo duHan YerBeproit cumdboHMM YaltkOBCKOTO SIBJISIETCS
JIYUIIVM €ero TipousBeneHmeM. OIHAKO 5 JO/DKEH CKa3aTh, UTO GbLIO ObI, €C/IM BOT
TaK OH U 1e ObI OT Havaja U A0 KOHIIA, BOT TaK BOT JKMBO U BECEJIO, OYEHD SIPKO
¥ AVMHAMUYHO, ¥ YTOO He BOpBajiach TeMa CyIbObl, KaK OHA Ha3bIBaeTcs Y YaiikoB-
cKoro B ero micbMe hoH Mekk. VI mostromy duHan YeTBepToit cuMdOHMM Upe3BbI-
YyaifHO yOeskaaeT, Ype3BbIUaifHO IEeVCTBYeT Ha CIyIIATeNs M Ype3BbIUaiiHO yoemm-
TelbHO 3aBeplIaeT ApaMaTypruto Bceit YeTBepToit cuMmbOHUN.

Takue ke yIpeKku pasgaBaiuch U B ampec moeit decsitoit cumboHUM, KOTO-
pbIe I cuuTar0 abCOMOTHO CITPABEIMBBIMU. XOTSI MHE KasKeTCSI, UTO I[UKI-TO, B 06-
1eMm, 3aBepuiaetcs. Ho, HeCOMHEHHO, TaM UTO-TO MHE He yIaJlocCh. 5 gymaro, 4to
He yIajaoch, IVIABHBIM 06pa30M, HaliTM KaKyIO-TO KOHTPACTHYIO TEMY IMIMPOKOTO
MeJIOIMYECKOro AbixaHus. B ¢puHane moeir [TecsaToii cuMbOHMM BCe KaKas-TO Oe-
TOTHS, Kakue-To Geraiolye TeMbl. Ceifyac, KOHEUHO, y3Ke MOCT(aKTyM, s BUSKY, UTO
HY)XHa OblIa Kakas-TO OGOJbIIIast, MIMPOKas TeMA, Te-TO B CepeArHe WK K KOHITY
cMbOHUN.

BbI ceiiuac MoskeTe 3a0aTh pe30OHHBIN BOIMIPOC, Pa3 YK 1 CaM BIKY HEJIOCTaTOK
nocnemHeit yactu decsaroit cumbonmm. Cienyer v mepenenaTh ero Wiy HammyucaThb
HOBBIN (bMHAJ WK, KaK IPUHSITO Y HAC ceifyac roBOPUTh, KAKOe-TO OUYeHb YK 6e3-

HaJeXHOoe 3aMevaHye — HaJo
eme mopaboTraTh Hamd 3TUM
counHeHyueM. Begpb sT0 3ame-
YyaHMe Bcerga HaBOaUT Ha Iie-
YaJbHYI0 MbICJIb — @ UTO TaM
paboratb? B upeane, a1 my-
Malo, KOHEUHO, CJIEOBAJIO ObI
MHeE 3aHSITbCSI TUM JIeJIOM, U,
MOJKET, Take ST KOTma-HuoyIb
u 3arimycb. Ho He ceitvac.
Ceriuac y MeHS 3TO yXe Ie-
pexuto. Kak-To MHe KpaiiHe
TPYIHO GbIBaeT BO3BpAIlaTh-
Cs K CBOMM CTapbIM COUYMHE-
HUSIM Ha TpeaMeT MX YCO-
BepIIeHCTBOBaHMS. bonblioe
TIO’KeJIaHMe K BaM, YTOOBI BbI
KpPUTHUYECKOe OTHOIeHUe K
CBOMM COUYMHEHMUSIM, a TaKKe
MHOJT pa3 HeoOXOIMMOCTb UX
COBEPIIIEHCTBOBATh ITPETBO-
pSIIU B 3KMU3Hb, B OTJINUME OT
MeHs. §I moKa He MOry Bam
CKa3aTb, UTO Y MeHS ObUIO
BOT TaKoe COYMHEeHMe Ha-
MMCAHO IIIOXO, IIOTOM $I €ro
YCOBEPIIEHCTBOBAA, U OHO
crano mayumie. Iloka TO, 4TO
O6bII0 HAIMCAHO IUIOXO, TaK
M octajoch 1oxo. [loatomy
Hal0 BO3BpAIATbCS U KpU-
TUYECKU TTepecMaTpUBaTh CBOU MPOIIIbIe COUMHEHMSI.

Hac Bcex Bceryia oueHb MHTepecyeT BOIPOC MPOrpaMMHOCTY B My3bike. Be/ib
MporpaMMHasi My3bIKa MHTePecoBajia U BeJIMKUX KJIACCMKOB IMPOILIOro. JIUCT mu-
CaJl MHOTO IIPOTrpaMMHOI My3bIku, YalikoBcKuii, Pumckuii-KopcakoB mmcany mpo-

C U.A. lloctakoBuu 1 M.C. Baitu6eprom B bBosbiiiom 3aje
MOCKOBCKO1 KOHCEPBATOPMM HA pereTuium 15 cumdoHmn.
1972 rog,.
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IrpaMMHYIO MY3bIKYy M MHOTMe ApyTrye BeJiMKye KOMIIO3UTOPbI npouioro. Ho TyT s
CUMTal0, YTO HAallla MMPOTpaMMHas My3bIKa JO/DKHA PasBUBATHCS, M OUEHb ObIBAET
XOPOIIIO, KOTa KOMITO3UTOP GepeT JIJisi CBOEro Mpou3BeeHMs KaKyi-TO ITPorpaM-
my. CKaxkeM, TUTepaTypHOe NIPOU3BeAeHNe VIM TeMa JINTePaTypHOro mpou3Bene-
HusI, Kak 6pan YaiikoBckuit «Pomeo u IkynbeTTy», Pumckuii-Kopcakos «Illexepasa-
Iy» ¥ T.I. MHe KaXeTcsl, YTO 3T aBTOPbI OUeHb IMTYOOKO MPOHUKAIM B CAMYIO CYTh
CIOKeTOB, Ha KOTOpble OHM MMCAM CBOM TMpOM3BeAeHMsI. A MHOTA, MHe KaskeTcs,
ObIBaeT TaK, UTO KOMITO3UTOP OepeT KaKye-TO BHEIIHVE CTOPOHBI JIUTEPATyPHOTO
TIPOU3BEIEHNS ¥ CTapaeTCs M300pasUThb MX B My3bIKe. TO, IIO-MOEMY, TEPIIAT He-
yoauy. BHenIHWi1 cloKeT Toke 6paTh MHTepecHO. Hampumep, v Puxappa IllTpayca
B €I'0 BEJIMKOJIEITHOM CMMMOHMYECKOi To3Me « Tuiib YIIeHIIIIUTeTb» €CTh BCE, BKITIO-
yasi JOBObHO HATYPaTMUCTIUECKOe 306paskeHMe noseleHus. Ho, Kpome MOIMBITOK
u306paskeHss TaKMX Bellleif, TaM eCTh 06Ias OueHb XOopolias uues, 1 6raromaps
9TOMY IIPOLIAEeNIb U300paskeHMe ITUX BOT KOHKPETHBIX BeIlei C ITOJTHBIM CTapaHu-
€M M HaTypaICTUUECKUMMY TTOIPOGHOCTSIMMU.

MHoOro pasroBOpoB ¥ CIIOPOB Y HAc ObIBA€T O HAPOAHOCTYU B My3bike. 1 ObI-
BaeT TaK, YTO HAPOAHOWM CUUTAETCS Ta MY3bIKa, Tie UCIOAb3yeTCsl HapoLHas TeMa.
U pycckas My3bika — Ta, TOe UCIIONb3YeTCsl pyccKas TeMa, a YKpauHcKas — Ta, rae
UCIOb3yeTCsl YKpanHCcKasi HapoAHas recHs. S mpuaep>kuBaloch APYyroii MO3ULInA.
S BcsueckM 3a TO, YTOOBI MCIONIb30BATh HApOMHbBIE MEeCHU. VI mpumep IMpoIuio-
rO MOKAa3bIBAeT, UTO 3TO BCEraa CIYKUT YKpallleHMeM Npou3BefeHus. BcrmoMHUM
Ty ke YeTBepTyio cumboHMio YaiKOBCKOTO, BCIIOMHUM «MTaabsHCKOE KaIlpud-
yo» YaiikoBckoro, Bropyio cum@onnio YaiikoBCKOTo, UCITAHCKME ITPOU3BEIEHMS
ek, «YBepTIOPY HA TpU PycCKue TeMbl» banakupeBa. OTO BCe yKpallajo 3TU
TIpOM3BeIeHNs], HO, IyMaeTCsl, He TOJMBKO 3TO OOCTOSITEILCTBO, UTO aBTOP B3sT Ha-
POIHYIO IIEeCHIO, CHEeNal0 3TO MpPOM3BeleHMe HapOHBIM. Bo-nepBbix, HaponHas
TEeCHSI B 9TUX MPOU3BEIEeHNUSIX 3BYUUT JUHAMUYECKY, OHA BXOAUT BCEM CBOUM CYy-
IeCTBOM B TKaHb MY3bIKQJIbHOTO Mpou3BeldeHus. M s cumMtaro, YTO UCIOIb30Ba-
HMe HapOJHbIX ITeCeH I0JIe3HO U KpaliHe yKpallaeT My3bIKaJIbHble IIPOU3BeIeHVs.
Ho s gymato, uTo He SIBJISIeTCS HEITPaBUIbHBIM U JIPYTO¥ MYTh ONIpeAeseHNs] Hapoz-
HocTu. B «VBane CycaHuHe» [IMHKY S He TIPUIIOMHIO, €CTh JIX TIOAJIMHHAsT HapoJ-
Hasl TIeCHsI, KOTopas Tepeliyia B mapTuTypy. M nmonpekaTs o 3TOMy ciyJaio «/BaHa
CycaHuHa» B HEHapOTHOCTM, MHE KaskeTcsl, ObIIO Obl aBCOMIOTHO 6eCCMBICIEHHO.
Ho Bcst TemaTmka My3bIkM [TIMHKYM Tak TECHO CBSI3aHa C PYCCKO TEeCHel, C PyCCKUM
HapoJIOM, YTO BOCIIPMHMMAETCS], KaK COCTaBJIeHHAsi Ha PYCCKOI HApOLHOI IeCHe,

Ha PyCCKOl HapOMHO My3bIKe. BbIBaeT U Tak, UTo GepeTcsl HapomHast IeCcHs, a Co-
YyHEeHMe He JleJIaeTcsl HAapoAHbIM. Y TOro ke CTpaBMHCKOTO He OUH TaKOii CiayJaii
OBbLT B €T0 TBOPUECKOI! MMPaKTHKE.

Ceifyac MOXKHO € 6OJTBIIOI PAgOCTbI0 3aMETUTh, YTO AaKTUBU3UPYETCS CO3a-
HJe OTlep Ha COBPeMeHHbIe COBETCKME CIOKeThbl. MOKET OBITh, M B3SIThIe M3 HAIIIE
UCTOPUMU, HO BCe-TakMu, C MOeli TOUKY 3peHMsI, COBpeMeHHOCTb HY>KHO BOCIIPUHMU-
MaTbh He TOJbKO KaK CerOmHSIIHMIA neHb, 1955 roa, a TyT u rpaskgaHcKasi BOiiHa,
u OkTsi6pbckast peBomouyst 1917 roma, TyT u Benmkas OTevecTBeHHas BOJHA.
Sl ¢ ymoBOJBCTBMEM KOHCTATUPYIO, UTO B 3TOV 067aCTV MMEIOTCSI HECOMHEHHbIE
ymaun. HampymMep, TOTOBSIIASICS K ITOCTAaHOBKe B Bosbiiom Teatpe onepa Kaba-
neBckoro «Hukura BepmyHuH». TyT, KOHEYHO, OUeHb MHOTO JO/DKHBI IIOMOTaTh
KOMITO3UTOpPaM M TeaTpbl, KOTOpble GEpPYyT 3TU MPOU3BEIEHUS AJISI TIOCTAHOBKY,
U peXuccepbl, KOTOpble UX CTAaBIT. MHe NpUXOAUIOCh BUIETh, KaK U3JIUITHUIA
HaTypaJiM3M MOPOI MeIllaJ XOpOIleMy BOIUIOIIEHUI0 YOAuHbIX aBTOPCKUX 3a-
MbICJIOB. HemaBHO B JIEHMHTPAZCKOM OIEPHOM TeaTpe 6blIa IMTOCTAHOBKA OIEPHI
[TporodbeBa «BoitHa 1 Mup». [IpousBeneHne Ha UCTOPUIECKYIO TEMY, OU€Hb HaC
BOJIHYIOIIYIO, OYeHb MHTEPECHYI0, MaTpMoTHudecKyw. Paccumrana omepa 6buia
Ha JIBa Beuepa, a ceifuac oHa nepejeiaHa Ha ofuH Beuep. CoenaHa, Ha MO¥ B3IIs,
Xopoliasl pefakius, HO MPOIaJ0 TakKe M MHOTO XOpolileii My3biku. S gasxke my-
Malo, a He TIOCTaBUTh JIM ee B ABa Beuepa. Bemp «Kosbiio HuGemyHros» BarHepa
MOYKHO OBIJIO TIOCTaBUTD B UEThIPE Beuepa.

Ceituac 51 6bl ere XoTeNl 3aTPOHYTh BOIIPOC HACYET KOMITO3UTOPCKOTO TPYAA.
berno 51 y>ke 3aTparuBai 3TOT BOIIPOC: HACUET KPUTUUECKOTO OTHOLIEHUS K CBOEMY
TBOPYECTBY, HACYET TOTO, UTOOBI CAENIATh BCe, UTOOBI COUMHEHME TOCTUIIO Hau-
BBICIIIETO YPOBHSI, K KAKOMY CTPEMMTCS 3TOT aBTOp. TYT cyiemoBasio 6b TOBOPUTD
0 KyJbType KOMIO3UTOPCKOTO TpyAa. O TOM, UTO COUMHEHUE MY3bIKU — 3TO He
JIeTKOe pa3BjieueHue, a UTO 3TO TPY[, OUeHb CEPbe3HbBIN U TaXKe TsDKeNbl Tpya,. S
3HAI0, MHOTVIE€ KOMITO3UTOPBI IUIIYT OYeHb JIETKO, OU€Hb OBICTPO U MAJIO 3ayMbI-
BaTCS. B pe3ynbraTe nomy4arTcsl MPou3BeeHns] HefOCTaTOYHO COBepIIeHHbIE.
MHe Ka)keTCsl, UYTO TYT JO/DKHO ObITh Pa3sBUTO MOJABMKHMUECKOE UYBCTBO KOMITO-
3UTOpA K CBOejt pabote. Pa6oTa mo/kKHA ObITh OUeHb YECTHOI, OUeHb IIPOgyMaH-
HOJI ¥ OYeHb CTapaTeabHOM. HemaBHO KO MHe 00paTUINCh C TPOChOO0Ii HATIMCATh
MY3bIKYy K OZHOI KMHOKapTuHe. $I cocnancs Ha HeBO3MOXXHOCTb 3TUM 3aHSIThCS
BBUAY OTCYTCTBMS BpeMeHU. Ha UTO mpeacTaBuTenb 3TOM KMHOOPTaHU3aLUN CO-
BEpIIEHHO Cepbe3HO CKa3a, YTO Mbl BaM B 3TOM OTHOLIEHUM TOMOXEM U pas3-
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IPY3MM BacC OT BCEro JIMIIHEro. ATo cracubo, s AyMajl, YTO OHM OCBOGOISAT MEHS
OT MOeJi TeKymieit paboThl MM CMOIYT YBE3TH MeHs Ha 6eper Mopsi U CO3IaTh
yCI0BMS 1151 paGoThl. A OKa3bIBaeTCsl, OH TOBOPUT, UTO BbI ITMIIMTE TOJBKO TEMBI,
a Mbl BaM IOA0epeM XOpOIIMX IMOMOIIHMKOB. OHM BaM ¥ aKKOMITAaHEMEHT Ha-
IIMINYT, ¥ OPKECTPYIOT BCe KaK I10JIaraeTcs, a Bbl TOJIBKO PYKOBOLMTE U [aBaiiTe
TeMbl. [OBOPMIO CO MHOI 0dMIIMaIbHOE JUII0 OPTaHM3alINM, CO3Aal0lIelt Xymo-
>KecTBeHHbIe MpousBemenms. OKa3bIBaeTCs, TaM CYIIECTBYET Jaske Takasl IIpak-
TUKA, U OEeMCTBATEIBHO HEKOTOPble KOMIIO3UTOPbI JUIIbL HAMETKM HEeKOTOpPbIE
[leJ1aloT, a [IOTOM TaM YKe Iejiasi apMusl BCeM STUM 3aHuMaeTcs. Jlaxke Tak U ro-
BODSIT, Mbl BAM CKOJIOTMM Opuramy, 1 Bce 6ymeT B Mopsigke. ITO BeCbMa HeCo-
JIMIIHO, U 5 Jaske cKasaja 6bl BpegHo. Takast IpaKTUKa IPUHOCUT Bpe[l, XOTS, KaK
IIOTOM MHeE YIaJIoCh BBISICHUTh, OHA He OUeHb YacTa, HO, K COKaJeHMI0, GbIBaeT.
9TO COBEpLIEHHO HEeNOIYCTMMOE OTHOIIEHMEe KOMIIO3UMTOpa K CBOEMY TBOpYe-
CTBY, TO, UYTO Ha3bIBAETCS CJIOBOM OYE€Hb I'PYObIM, BOIIEIIINM Y HAC B OBIT, 1 KO-
TOpOoe € GOJIBLION JIEFKOCThIO IPOM3HOCUTCH HAIIMMMU KOMIIO3MTOPAMM, — 3TO
xantypa. ['pyboe 1 coBepilleHHO MMPaBUIbHOE CJIOBO, KOTOPOE YaCTeHbKO y Hac
B Ky/Iyapax IIPOM3HOCUTCS 6€3 TOro HeroJoBaHus, KOTOPOe 3TO CJIOBO, IT0-MOEMY,
IIOJIKHO BbI3bIBaTh. Ha/leroch, UTO BCe MPUCYTCTBYIONIME IOHMMAIOT, O YeM UAET
pedb. DTO HEUECTHOE, Ae/ITUYeCKOe OTHOIIEHNE K CBOeMY TBOpUYeCTBY. OTHOLIeHe
Takoe, UTO MHe OblI TTojierdye paboTaTh, U, TeM He MeHee, I1060sibille 3apaboTaTh.
Kax To/IbKO KOMIIO3UTOP BCTal Ha TaKOii IIYTh U KaK TOJIbKO OH CIIOKOITHO IIPOM3-
HOCUT CJIOBO XaJITypa, CTAHOBUTCSI OUeHb GECIIOKOIHO 38 TAKOTO KOMIIO3MTOPA.
IToToMy 4TO, MOXKET 6bITh, HECKOJIBKO CTAPOMO/IHO 3TO CJIOBO 3BYUMT, HO OTHOIIIE-
HlMe K CBOEMY TBOPYECTBY Y KaKIOr0 KOMITO3UTOPA, XYIOXKHMKA, [I03Ta, JO/IKHO
OBITh phIlapckoe. IIpeskie BCero, 3T0 HEYECTHO B OTHOIIEHMY HAPOAA, KOTOPOMY
«CIIYCKaTh» CO3HATEIbHO HeI0OPOKaUeCTBeHHYIO IPOAYKINMIO. M, KOHEUHO, Jaxke
B OTHOIIEHMM CaMoro cebst 3TO MMOAyJYaeTcs KpajiHe HeuecTHO. Most TouKa 3pe-
HIsI, Ia ¥ BCE MY3bIKAHTBI TAK CUMTAIOT, YTO KOMIIO3UTOP JO/DKEH caM paboTaTh
HaJl CBOMM COuMHeHMeM. EcTecTBeHHO, COBEThI TOBApUIIEi, KOJIJIET, CIIylIaTeein
KpajiHe I10JIe3HbI ¥ KpaifHe He0OXOMMMO K HUMM IIPUCIYIIMBATLCI. A BOT €CJIA BbI
[IMIIeTe IPaBYIO PYKY, a JIEBYIO HAHMMAETE, [IJIs1 TOTO YTOORI ee I1Ccajl KTO-TO IPy-
OJf, TO 3TO He SIBJSIeTCSI TOBAPMIIECKOI IIOMOIIbIO. A eC/Iy ellle Bbl IMIIeTe My-
3BIKY, @ KTO-TO €e OPKeCTPYyeT, TO 3TO TOXKe HMKaKasi He TOBapUIeCcKast [IOMOIIlb.
A 3TO OIMH U3 CaMbIX SIPKUX U Jaske OTBPAaTUTEIbHbIX IIPMMEPOB SKCITyaTal[MK
YeJI0BeKa YeI0BEKOM.

BbI 3HaeTe, Hallla My3bIKa/lbHas k13Hb B CoBeTckoMm Colo3e KpaiiHe 6oraTa,
KpajfHe MHTepecHa, BbI3bIBA€T MHOTO BOIpocoB. Cymp0a IMOmaBISgIONIero umciia
MIPUCYTCTBYIOMINX 3[1€Ch MOJIOMBIX JIIOfIei, KOTOpbIe TOJTbKO HAUMHAIOT CBO TBOP-
YeCKUi MyTh, TOKE MMEET MHOTO BOIPOCOB, BOMHYIOUIMX MbIcielt u T.1. Ha Bce
OYeHb TPYAHO OTBETUTb, TEM 0OJiee UTO M camMa Hallla JXKM3Hb My3bIKaJbHasl Ta-
Kasl, YTO YYTh JIM He KaXKAblii leHb BO3HMKAIOT M HOBbIE TIPOMU3BeleHUsI, U HOBbIE
po6IeMBI.

BOT TYyT HaXOAUTCSI MHOTO KOMIIO3UTOPOB, U 5 He Oymy M3BMHSATBHCS, €C/IU
ITOBTOPIOCH, IIOTOMY UTO S JIIOOTI0O 3TY MBIC/Ib ITOBTOPSITD, ST MIOCTAPalOCh OUYEHb
KOPOTKO CKa3aTh, YTO MOJi GOJIBIIIOI COBET U KeJlaHNe TeM, KTO paboTaeT B KOH-
cepBaTopuu, Tpe6boBaTh, UTOOBI 3TO OBLJIO BBEIEHO B BUAEe 00s3aTeIbHbBIX 3aHS-
TUIA, BBIYUUTHCS UTPATh HA POSIIE B JOCTATOUYHOI CTEIIeHY COBEPIIEHCTBA, UTOOBI
BbI BCE YMeJIM UTpaTh Ha Posiie B IBE U B UeThIpe PYKU, UTOOBI yMeIU CBOOOITHO
pasoupaThCcs B MApTUTYpPE M MOIIM U3Y4YaTh KaK MOXKHO OOJbIlIe My3bIKaJIbHBIX
Mpou3BeNeHNii, HeM3BEeCTHBIX BaM paHee. V3yuaTh, 3TO He 3HAUUT IPOUTPATh
OIIVH Pa3oK U MepeitTu K crenytomiemy. [Touemy? CoIrpaTh, MOXKET ObITh, IBA-TPU
pasa, eci MPOU3BeIeHME 3aMHTepecyeT. M cTapaThcst 00s13aTeIbHO ITPOHUKHYTD
B C€KpeThl TBOPUYECTBA HAILIMX BEIUKUX ITPeIIIeCTBEHHMKOB — PYCCKMUX KIaCCUKOB,
MHOCTPaHHbIX KIacCUKOB. O653aTeTbHO CTAPAThCS IPOHMKATD B 9TU CEKPETHI.

VHorma MHe IIPUXOAUTCS CIbIIIATh CO CTOPOHBI MOJIOABIX KOMIIO3UTOPOB, YTO
Ha 3TO IIPUXOJUTCS TPATUTh CJIMIIIKOM MHOTO BpeMeHM. He jtyyiiie jin, BMECTO TOTO
YTOOBI M3YUYNTh KaKOe-TO paHee BaM HEM3BECTHOE COUYMHEHME, CAaMOMY UTO-JIU-
60 COYMHUTh. DTO, KOHEUHO, MbICJIb HempaBwibHas. M Kak HU IapagoKCaabHO
9TO 3BYYMT, HO UeM OOJIbIlle KOMIIO3UTOP 3HAET MY3bIKM, TEM OPUTMHAIbHEE €TO
coO6cTBeHHAs My3bIKa. BbUT Takoi Cyiydait, UTO OOMH KOMITO3UTOP TOKa3aja cBoe
COUMHEHNe, U ero YIIPeKHYJIU B TOM, UTO OHO MOXOXKe Ha OJHO BeChbMa M3BEeCTHOe
KJIaccuueckoe IpousBenenye. Ha 4To 3TOT KOMIIO3UTOP, IIPUHSIB 3TO 3a CEpPbe3-
HBII YIIPeK, YTo, He Aait 60T, MOAYMAIOT, YTO OH CIIEP 3TO CaMOe IPOM3BeIeHMeE.
OH BCTaJI M KPUKHYJ, UTO SI B XXM3HM HUKOT/IA He C/IBIIIA 3TO IIpoM3BeaeHme. XOTs
KOMITO3UTOP OB AOCTATOUHO B3POC/IbIi, JOCTATOUHO I'PAMOTHBIN U MOTYUMUBIINIA
o6pa3oBaHMe B KOHCepBATOpUM. U BOT, BUAMUTE, ITOyUAETCS aHEKIOT, a 3Hait Gbl
OH 3TO TIpou3BeneHne beTxoBeHa, MOXeT ObITh, OH KaK-TO MHAue Hamucaj, 4To-
ObI 9TO He ObIIO0 MTOX0sKe. OPUTMHAIBHOCTD CJIEAYET IOHUMATD B 60j1ee cepbe3HOM
CMBICJIE 3TOTO CJIOBA. B 6osiee cepbe3HOM, a HE B CMbIC/Ie 3aMIMCTBOBAaHMS Y KIac-
CUKOB, Y BBIIAIOIINXCSI KOMIIO3MUTOPOB TE€X WJIM MHBIX IIPUEMOB MJIM CEKPETOB X
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TBOpYecTBa. Halo, KOHEUHO, 3aMMMCTBOBATh, HE CIIMCBHIBASI CTPAHUIIbI MU TaKThI
U3 9TUX IIPOU3BEAEHNIA, a ITTYOOKO IMPOITYCTUTD Uepe3 CBOIO MeJIbHUILY, YePe3 CBOU
MbIC/M. U BOT Tak M3y4aTb MY3bIKY.

Ha KOHIIepT KasKAbli JeHb XOAUTb HEBO3MOXKHO. XOTSI S C IPUCKOpOeM 3ame-
4alo, UTo $1, )KUBS B JOBOJIbHO-TaKM TPYAHBIX YCJIOBUSIX, YUaCh, 51 YUMUJICS B KOHCEP-
BaTopuy ¢ 1919 o 1925 roxpl. 3T0 6bUIM TSKEJbIE TOAbI B JIEHMHTpajie B TO BpeMs.
TpamBay He XOOWIM U BCSIKOe TaKoe. A Mbl 6erajy Ha KOHIEPThI, Ha PeleTUIINN
B ropaszo 6oJIbIlIeM KOMMUYECTBE, UeM 3TO JelaeTe Bbl. S MPUXOXKY HA peleTUIINN
B bosb1110¥i 3a1 KoHCepBaTOpMM WK B 3a1 YaifKOBCKOTO 1 HUKOT'O M3 BacC He BILKY.
Bor, roBopsrT, He myckatoT. Torga Toxe He Imyckanu. bomee TOro, Torga BbIXOOWI
Iupyokep AMwtb Kyrep, Torga 6bUT Takoi, M eCIM BCTpeuasl KOro-TO U3 IOCTO-
POHHMX, TaK OH CTy4Yas CBOEJ BOJIIEOHOI MaJ0uKOii ¥ TOBOPUJI, UTOOBI HUKOTO
He ObUT0. VI BBIXOOMIM MOJIOLIIbI M MOJIOAMIIBI, HAC BBITOHSIIN, @ Mbl CHOBA IIpH-
6erajy. Tak YTO 3TO HEHOPMAaJIbHO, YTO CTYZEHTOB KOHCEPBATOPMM He MYCKAIOT
Ha peneTulyy. 3To, KOHEYHO, HEHOPMAaJTbHO. 1, MOKeT ObITb, HY;KHO ITPOCTO MPO-
HUKHYTh HA PENeTUIINIO, CIIPSITAThCS TaM Tae-HuUOyab. Mbl, KOTIa YIWINCh, M Ha
KOHIIepThbI Xommau. Hy, Ha pereTurium TPymHO, MOKET ObITh, TAM HapOLy Maso,
3aMeTHO cpa3y. Ho y>k Ha KOHILIepT 3alilieM MPOCKOUUTb MM B OINEPHBI TeaTp —
9TO TMPOCTO 00s13aTeIbHO. MBI 3TO HIenanu 06s3aTebHo. U S mepecMoTpen u Iie-
peciyiian My3bIKM B T€ TOAbI CTOJIBKO, YTO BO BCe TTOC/IEIYIONIME TObI S MEHbIIe
cbiman. M s mryboKo yOeXkIeH, UTO MHE 3TO IMPUHECIO OY€Hb OOJBIIYIO MOMb3Y.
Ho Ha KOHIIepThI KaKIbIii JeHb CKaskeM, HeBO3MOKHO. Ho rmourpats y cebst joma...
Bor penxo ucnonusiorces: cumbonnu lllymana u Illybepra, K coxxanenuio. Kpome
IBYX, OCTaJbHbIE PEIKO MCITONHSIOTCSA. IToueMy ObI He B3SITh MApPTUTYPy U IIO-
UTpaTh B YeTbipe pyku. HelmpusTHOe U Tskesloe BreyaTieHUe MPOU3BOIAT ... 5
He TOBOPIO O CIYIIATEJSX, S TOBOPI0 O CAMUX UTPOKAaX B UeThIpe PyKu, KOTOpbIe
IUIOXO YMTAIOT HOTHI C JIUCTA, Y HUX HET TEXHUKU, MOXKET, HOTbI-TO eIlle U YuTa-
10T, HO TEeXHMKM HUKaKoii HeT. OHM HAUMHAIOT UTPaTh, a S HUUYETro He pasbdepy.
A Kaxkmoe BITeyaT/IeHVME OT MY3BIKM TO/DKHO OBITh 3CTETUUECKUM, OHO JOJKHO
MMPOM3BOIUTH XOpolllee BIieuaTieHue. EIM KOBBIPATHCS U ITyTaTh, OMIMOATHCS. ..
51 maske B KOHCEpBATOPMM KOT/IA YUMIICS, CIaBal 9K3aMeH M0 YTeHMIO ¢ iucTa. 1 mo-
nasiach Ham Bropas cumbonmst Bpamca — ceirpaTh B UeTbIpe pyku. Torma Tam yumi-
Cs1 CTYIEHT, K COXXaJIeHI10, TIOKOIHbI, KOMITO3UTOP, TPeKPacHbIi My3bIKaHT, OUeHb
06pa3oBaHHbIN My3bIKaHT, HuKomait AnekcanapoBud ManaxoBcKuit. BOT HaM ¢ HUM
MOIAaJIOCh UTPaTh B UeThIpe PYKM — eMy ITpaBasi pyka, MHe — jieBasi, [ipaBasi CTOpOHa

M JieBast CTOPOHA. I YMTaa HOTHI TOTAA JOBOJIBHO TIPUIMYHO, 8 BOT MalaxoBCKuit
YMUTAT HOTBI TI0X0. TOKe IPUIMYHO, HO TOpa3ao Xyke MeHs. U Bce y HaC mMyTaioCh,
He O4YeHb XOPOIII0 BbIXoaMI0. [Tourpanu HeMHOKKO, Anekcanap KoHCTaHTMHOBUY
[Ma3yHoBCKasaa—g0BO/bHO.TIOTOM ClTpoCciil MeHSsI, 3HaeTe 1M Bbl TO IPOM3BeieHe.
S ckasan — HeT. [ToTom cripocun ManaxoBCKOro, 3HAeT JiM OH 3TO IPOu3BeIeHNe.
OH oTBeTWI — HeT. VI OH ¢ 6OIBIIMM IOMOPOM M CapKa3MOM CKa3asl, KaKMe JKe Bbl
CYaCT/IMBbIe, KAaK BAM MHOT'O BaM ITPeACTOUT Y3HATh eIlle XOPOIINX ITPOMU3BeIeHMA!
W BOT 3TM JIOBa, KOTOPbIE S YC/IbIIIAA B Bo3pacTe 14 win 15 jieT, Kak-To cpasy Ha-
CTPOWIN MeHS Ha TO, UTO IMPOMU3BEeIeHMI XOPOIINX Macca, M HY>)KHO UX BCSIUECKNU
u3y4aTh. S yumwics 1mo GopTenMaHo ¥ HAyIWICS UTpaTh Ha (GopTenmaHo B TaKoii
CTeTeH!, UTO AJIsI MEHSI He COCTaBJIS/IO OCOOBIX TPYOHOCTE YMTATH C JIUCTa. VI BceM
BaM COBETYIO 3TOT IIpeIMET, KOTOPbI/i MHOTHE ITpe3upaloT, TaK Ha3bIBaeMOe 00sI3a-
TelbHOe opTenuaHo. MoxeT ObITh, OH HeMHTepecHO BemeTcs. Ho aTo Heo6xomu-
MO. ITO JIOJIKHO BXOAUTD B €XKeJHEBHYIO [TPOrpaMMy 3aHSITUI KaXKI0T0 KOMIIO3M-
Topa. EskefHeBHO Ha/l0 3aHMMATbCSI UTEHMEM C JIMCTA U COBEPIIeHCTBOBATh CBOIO
dbopTenmaHHyI0 TEXHUKY.

TyT moiayT y>ke Aena Takue JudHble. MeHs 4acTo CIIpalliMBaiu U CIpaliuBaioT
HacyeT OTHOIIEHMS] K MOUM ITPOU3BEIEHMSIM, B YaCTHOCTHU, cuM@oHnIeckuM. MHe
Ka)KeTCsI, UTO OTBET, KOTOPBI MHe TOTrJa IMPUXOAWIOCH aBaTh, U TOT, KOTOPDIN S
ceifyac Xouy JaTh, XOTS U MapagoKcaabHO OyIeT 3BydaTh, HO, TEM He MeHee, mpa-
BWIbHO. DTO KaK B PyCCKO¥ MOCIOBUIIE: «[IUTSI XOTh KPUBO, & OTILY ¥ MaTepyu MUJIO».
HecmoTpst Ha TO, UTO B CBOMX COUMHEHMSX Y BUIUIITD PSIT HELOCTATKOB, VX JIIOOWIIID.
U g B 9TOM UeCTHO MpU3HAIOCh. VI MHe KaXkeTCsI, UTO eC/iM He JII0OUTb CBOK COb-
CTBEHHYIO paboTy, To 6e3 JII00BM K CBOei paboTe 1 6e3 JT100BY K pe3yIbTaTaM CBOei
paboThI (3TO BeIb HE MCKIIOYAET KPUTUUECKOTO OTHOIIEHMST) HMYEro He BhIET.
U nostomy s Gymy, IOKaIyii, IIpaB CO CBOEH TOUKY 3PEHMSI, €CIM CKasKy, UTO ITOUTH
KO BCEM CBOVMM COUMHEHMVSIM ST OTHOIIYCh, B 0OIIEM, XOPOIIIO. XOTs OTINYHO pa36u-
paloch B UX HEeOOCTATKax U BMKY HEJOCTATKM M OUeHb 3HAUUTEIbHbIe, M OUeHb Ce-
pbe3Hble. MHe KaXXeTcsl, YTO TOT KOMIIO3UTOP, KOTOPbIi IepecTaHeT BUAETh B CBOUX
MTPOM3BENEHNSIX HEJOCTATKM, OCTAHOBUTCSI Ha MECTe, aJIbIIle He MOIET 1 BOOOIIe
He 6ymeT mMcaTh HOBBIX ITPOM3BemeHMit. TeTe cripalyBaim, Kakoe U3 CBOMX IIPOU3-
BeJleHMit Bbl CUuMTaeTe cambIM Jaydim. Ha uto TeTe oTBeyasn — s1 3TO pousBeie-
HMe ellle He Hamucal. O4eHb MTPaBUIIbHBIN U YAVBUTEIbHO MYPbIi1 OTBET, KOTOPBIN
MMEHHO TaK ¥ ¢JIef0Bajio IPOKOMMEHTUPOBATh. [IeiCTBUTENbHO, €C/TY KOMIIO3UTOPD
CKasKeT, BOT 3TO ITPOU3BEEHNME — ITO CAMOe JIyulliee, UTo 51 Harucasl, Jajblie OH M-
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caTb He 6ymeTr. CaMOBJIOGIEHHOCTh HUUETO HE MOKET MUMETh OOLIETO C JTF0O0BBIO K
cBOeMy TBOpuecTBY. CaMOyBepEHHOCTb He SIBJISIET HUYETO OOIIETO C YBEPEHHOCThIO
B CBOMX Cujax. A 63 yBepeHHOCTM B CBOMX CUJIaX TOKe HMYETro He BhlimeT. Iy 3TO-
T'O MbI ¥ YIMMCSI, YTOOBI HAIIIM CYJTBI GBIV B HAIIIEM PACTIOPSTKEHUY, M YTOOBI MBI,
TIPUCTYIIAs K TOV WJIM UHOI paboTe, 9yBCTBOBAIM YBEPEHHOCTh B CBOMX CUJIaX. BoT
TaK S OTHOIIYCh K MOJABJISIIONIEMY OOJIBIIMHCTBY CBOMX CUM(OHMYECKMX, KaMep-
HBIX Y MIPOYMX ITPOU3BENEHNI, KOTOPBIE S MMCAJT, 32 UCKITIOUEHNEM, MOXKET ObITh,
abCOMIOTHO HEYTAYHBIX.

Kak-H1OyIb MOKHO OyIeT BCTPETUTHCS C BAMM ellle pa3 U IOTOBOPUTH yKe
0 caMoM cebe, UTO TOKE MHOT/AA ObIBAET OUEeHb ITOJIE3HO.

§I 6b1 XOTEJ ellle HECKOTBKO CIOB CKa3aTh O KAMEPHOV My3bIKe, KOTOPas 3a I10-
c/eHee BpeMsl y HaC HEMHOKKO Majio aKTUBU3UPYyeTcsl. KOMITO3UTOPBI Majio M-
IIyT KBAPTEThI, CKpUITMYHbIE COHATBI, BUOIOHUEIbHbBIE, TOUTH HE MUIIYT JJIsI TyXO0-
BbIX MHCTPYMEHTOB: I1sI GJ1eiiThl, TO60SI, TPYObI, KIIAPHETA, BANITOPHBI 1 T.JT. B aTOM
OTHOIIEHNUY MbI YPE3BBIUATHO OTCTAIM OT KJIACCUKOB, KOTOPBIE IMCAJIV U 1T BaJI-
TOPHBI, ¥ IJI TPOMOOHA, 1 11 haroTa. [IoMMMO TOTO, UTO STO ITOJIE3HO /IS CAMO-
ro KOMITO3UTOPA, 9TO eIle ¥ perepTyapHblii TONO, yueOHO-perepTyapHbIii TOJO].
Hamo yuuth QueiiTucta, a U3 COBETCKOJ MYy3bIKM CPaBHUTEIbHO MaJI0 MMEETCS.
J 3aMeyaro, UTO 3a MOC/IeJHEE BPEMS Y MOJIOABIX KOMITO3UTOPOB U Y KOMITO3UTO-
POB CpelHero BO3pacTa Majo MOSBUIOCH, CKaXKeM, KBAPTETHBIX IMPOU3BEIEHUIA.
CnemyeT BCSTUECKM ITOOLIPSITh KOoMITo3uTopa Bopuca YaifkoBCKOTO, KOTOPbIi Ha-
mcaa HelaBHO TPUO, HAMMCAI KBapTeT; KOMIIO3MUTOpa BaltH6Gepra, HammcaBIe-
'O MIPEBOCXOIHYIO BEJIMKOMETHYIO [ISTYI0 CKPUIIMYHYIO COHATY. A BOT OCTa/IbHbIE
KOMITO3UTOPBI MUIITYT MajI0 KAMEPHOM MYy3bIKM, M YEM 3TO BBI3BAHO, SI HE 3HAIO.
Iymaro, HeMayio pojib UTPAeT HeyJayHo MocTaBaeHHas 1 y Hac B Coro3e, 1 y Hac
B GMIapMOHMUSIX, TIPOIAraH/ia COBETCKOV My3biKM. TYT Hally KOHIIEPTHBIE Op-
raams3anuy 1 Haim MochopT, B KOTOPBIX Jaske eCTh 9TOT OTHEN MpOoMaraHabl Co-
BETCKOJ MY3bIKM, paboTaloT II0X0. VI 0cO6eHHO B 06/1aCTM KaMepHOV MY3BIKMU.
MoskeT ObITh, 3TO 3aCTABJSIET MOJIOIbIX KOMIIO3UTOPOB MEHbIIe MHTEPEeCOBAThCS
IAHHBIM BUIOM TBOpYeCTBa. [JTyGOKO OMIMOOUYHO ObUIO ObI CUMTATD, UTO SMOIUU
U KPYT UJieii B KAMEPHOII My3bIKE CKPOMHeEe. A TYT Belb MOXHO €Ille Ha3BaTh Psif,
Mpou3BeJieHnIT — KBapTeThl BeTxoBeHa, KBapTeThl YaitkoBCKOT0, Tpro YailKoBCKO-
r0, KBapTeThl BopoayHa, MHOTHME IPYyTrye TPOMU3BeIeHNs OTPOMHOI CUJIbI BO3IETi-
CTBYSI, TOBOPSIIIVE UCKIIOUUTENIBHO I'POMKUM roj0coM. OTBIEKAThCS OT Kamep-
HOJt MY3bIKM OTHIOZb HE CIeYeT.

B 3akmoueHme Mo3BoJI0 cebe ckasaTh ellle HeCKOJIbKO CJIOB 10 MIOBOAY MOe-
IO OTHOIIEHUS K KPUTHUKE, U KaK Obl MHE XOTeJIOCh, UTOObI K KPUTUKE OTHOCUJINCH
¥ MOJIOZIble KOMIIO3UTOPBI, ¥ BCE HAIIM KOMIIO3UTOPKI. SI He JOBOJIEH COCTOSTHUEM
MY3bIKaJIbHOV KPUTUKM, CYIIECTBYIOIIEN Y HaC Ha CETONHSIIHMIA AeHb. Hamo cka-
3aTh TaK, YTO HY;KHO OOVMSKATbCSI HE HA KPUTHMKY, @ HAa OTCYTCTBME KPUTUKU. OUeHb
TaccyBHA Y HacC MepuoanyvecKkas reuatb B BOIPOCAX MY3bIKATbHOV KPUTUKU. Mbl
TIOYTU HEe UNTAEM OT3bIBOB O HOBBIX MY3bIKa/IbHBIX TTPOM3BeAeHMSIX B HAILIMX Ta3e-
TaX. A KpUTKKA, IPUHIUIIMAIbHAS KPUTUKA, TPOdeCCHMOHATBHO KpemKast KpUTHUKA,
OHa ITPMHOCUT OU€Hb GOJIBIIYIO ITOJb3Y. He cpasy s K Takoi MbIc/u rpuies. Korga s
ObLT MOJIO, 51 ObI HE CKa3aJl, YTO GbUT HETEPIIUM K KPUTHKE, 3TO He COBCEM TO CJIOBO.
Ho Bo BcsIKOM cityvae, st He o6paliiayl BHMMAaHMS Ha KPUTUKY, He TPUCTYIINBAJICS K
KPUTUMYECKMM 3aMeUaHMsIM IT0 MOEMY afpecy, IIOOWII pacCcKasbiBaTh aHEKIOT, KOTO-
PpbIif MHE paccKa3bIBaI OOMH JEHMHIPAICKMIT My3bIKaHT. Ik06bI mpo Ceprest IBaHo-
Buua TaHeeBa, KOTOPbIN TOBOPUJI, UTO KPUTUKU 3TO Te, KOTOPbIE B CUITY KaKUX-JTU-
60 TPUYVH, IJTABHBIM 00pa3oM, B CMJTy OTCYTCTBMS TajlaHTa, He TIOMaIM B pas3psim,
KPUTUKYEMBIX. SIKOObI Tak roBopui TaHeeB. [lymaro, uto eciv TaHeeB Tak U cKa3ai,
TO BCSI €0 TBOpYECKasi, My3bIKaJIbHAsI ¥ OOIIEeCTBEHHAST ITPAKTUKA TOBOPUT O JIPY-
roM. A 6POCUTH TaKyI0 KOCTb MOJIOIOMY U€JIOBEKY C HEOKPEITIIMM MUPOBO33pEHM-
€M, C He3aKOHUEeHHbIM 006pa30BaHMeEM... I B KOHCEPBATOPMIO TTOCTYITNA, KOTIa MHe
6b110 13 j1eT. B To BpeMsI KOHCEPBATOPYSI, XOTS U CUMTAIACh YUeOHbIM 3aBeIeHN -
eM (BBICIIMM y4YeOHBIM 3aBeJeHMEeM OHA CTajia Ha3bIBATHCSI B COBETCKOE BpeMs),
TeM He MeHee, Ty[a MPUHMUMAM CTYAeHTOB 6e3 CIIpaBKu 00 OKOHYAHMY IIKOJbI. 1
HEBOCIIPUMMUYMBASI, VIV, BEpHEE, OUeHb BOCIIPUMMMYMBAS HATypa, KAKOBOI I GbLI
KOT/ia-TO, BOCIIPUMHMMAaJIa MHOTOe OUeHb Xopolilee, YTO MHe iaBajia KOHCepBaTOpusI
¥ MOM TIeJIaroru, K KOTOPBIM ST BCEIIa MCIIBIThIBAIO UYBCTBO OUEHb 6OJIBIIIOTO YBayKe-
Hus1. OMHAKO BpallleHle B pa3HbIX CpeflaX MPUBEJIO K TOMY, YTO OTHOCUJICSI K KPUTU-
Ke S OUeHb HETEPIIMMO M CUMUTAJI, UTO 51 CaM cebe BBICIINIA Cymbs. Y TPoIio HeMasio
BpeMeHM, KOT[Ia Y MeHsI OTHOIIIeHMe K KPUTUKE CTaJIo COBCEM MHBIM. S TOpsTyo BCeT-
Ja 6aromapro v 6bIBalo IMPU3HATENIEH 3a KPUTUMUECKME 3aMeUaHMSs 110 TIOBOTY MOMX
COUMHEeHMIi. 3aMeuaHus Bcerma, HeCOMHEHHO, TIPUHOCST MOJb3Y.

CBolo 11e/b AaTbHENIIYI0 B TeX roflaX, KOTopble MHe ellle IMOJI0KeHO MPOXXUTb,
KaKoii 51 BIKy? S cunTalo, UTO MHe XOTeJI0Ch Obl HammMcaTh KaK MOKHO 6OJIbIlle pas-
HOT'O pojla My3bIKaJIbHBIX TTPOMU3BeIeHNI BO CJIaBY Halllero Hapoa, BO CIaBy Hareit
BEJIMKOVM POAVHBI U BO C/IaBy Hallleil 3aMevaTe/bHOM IepesoBoii COBETCKO My3bl-
KaJIbHOM KYJIbTYPBbI.
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C pupwkepom H.C. PabrHOBMYEM BO BpeMs 3alMCHU My3bIKM K KUHOGMIbMY «[amier». 1964 rof.

«MOSI PABOTA B KUHO». PATIMOMHTEPBbBIO. 1971 T

MHe NpUIILIOCh HAMTMCATh MY3bIKY MTOUTU K TPUALIATU KMHOPWIbMamM. MHOTO
GecemoBaN, CLIOPWITU, OGTYMBIBAJIA MbI OT/IEIbHBIE CLIEHBI, STTU30bI U C APHINTA-
MOM, CTaBMBIIUM KapTUHBI «Ilompyru» u «30s1»; u ¢ KosuHIeBsiM u Tpaybeprom,
pexuccepamu KaptuH «Tpwnorus o Makcume», «OnHa», «IIuporos» n «benmH-
ckuit»; ¢ FOTKeBUUeM, ¢ KOTOPBIM 1 paboTan Hasl My3bIKOi K dmibMam «YenmoBek
C PY’KbeM» U «3J1aTble TOPbI»; C IPMJIEPOM, C KOTOPBIM 1 paboTan Haj KUHODWIIb-
Mamu «BcTpeunslit» 1 «Benukuii rpaxkIaHuH»; ¢ pexxuccepom JoBskeHKO — GuibM
«MuuypuH»; ¢ l'epacumMoBbIM — GuiabM «Mosofast rBapausi» U MHOTMMU OPYTUMU
pexuccepaMm.

ITO TeCHOe TBOPUYECKOE COAPYIKECTBO, HEM3MEHHO IIPUBOAMBIIIEE K TBOPUECKO-
My B3aMOITOHMMAaHMIO, ObUIO OMHOI 13 TeX 1IEHHOCTEN, KOTOpbIE ST TIOTy4alt OT pa-
60ThI B KMHO. U BITOJTHE €CTeCTBEHHO, UTO IIOMbI MOei paboThl B KMHO 6JIaTOTBOPHO
CKasaJIMCh ¥ Ha BCeii MOeii KOMIIO3UTOPCKOI paboTe. ITosIBIEHNIO psiIa MOMX COUM-
HeHMIT 1 00s13aH cBOei paboTe B KMHO. PaboTa Hag duibMoM «MUIypuH» MpUBEJIa
MeHS K HamucaHuio opatopuu «IlecHb 0 jiecax». B mporiecce paboThl HaJl, My3bIKOI
K MICTOPUKO-PEBOMIOLIMOHHBIM (MIbMaM 1 MHOTO ¥ BHMMATEILHO M3ydall PEBOJTIO-
LIMOHHbBIE TTIECHMU, Pe3Y/IbTATOM Yero SIBMINCh MOU JIecsITh TT09M IS XOpa Ha CTUXU
PEBOIOLIMOHHBIX MO3TOB KOHIIA XIX 1 Hauasma XX CTO/MeTusI. ITUM 51 XO4y HOATBEP-
IUTb CBOM CJIOBA O TOM, YTO TBOpYECKOe OOIIeHNe C pabOTHMKAMM KMHO U TeaTpa,
u pabora Haj KMHOMDWIBMaMy CITIOCOOCTBYIOT pa3HOOOPAa3UIO ¥ TBOPUECTBY KOMITO-
3UTOPA, [TOMOTal0T €My B €ro paboTe HaJl CO3JaHeM IPOU3BEIEHNMIT B MHBIX JKaHPAX.

PACCKA3 OB DIMHBYPI'CKOM MVY3bIKAJIBHOM ®ECTHUBAIJIE.
# COI03 KOMIIO3UTOPOB CCCP 15 OKTABPS 1962 T.

S xouy ¢ BamMM MOAENUTHCS CBOMMM BITEUATIEHUSIMM O HEZABHO IPOVCXO-
IuBImeM B auHOypre dectusaie. Vicropust pectuBans TakoBa: GecTuBalb 3TOT
CpaBHUTENIBHO MOI0A0V. OH HauaJl CBOEe eXXerofHoe CcyllecTBoBaHue ¢ 1947 roga.
KakmpIit ron, ObIBaeT MY3bIKaJbHbIN (ecTuBaab, KUHOPECTUBAIb, TeaTpalbHbIii
(decTmBab, hecTUBab IUTEPATYPDI, M306pa3UTeTbHbIX MCKYCCTB. Tak dhecTuBaIb
MIPOVICXOIMII €KETOIHO U 10 HbIHEIIHEro Trofia, ¥, HaJlo 1ojaraTh, 6yaeT Ipoxo-
IUTh U B CIegyoniye roabl. [IpyMepHO roga Tpyu TOMY Ha3al Xyo0KeCTBEHHBIM
pykoBoauTeneM ¢GheCTUBAIIS CTAT aHIJIMIICKII 00IIeCTBEHHBIN IesaTelb Jlopy, Xap-
Byq. Jlopny XapByny MpuIijia TaKOro poia MbICIb, YTOObI B MY3bIKQJIbHOI YaCTH
(decTmBas, 0 KOTOPOIt 1 U 6yOy BaM paccKas3bIBaTh, 3aHMMaJI Obl BeIylllee MeCTO
OIMH KOMITO3UTOP, KeJIaTeJIbHO COBpeMeHHbIi. Tak, B IPOLUIOM Tofy, 60JbIoe
MecTo decTuBass 6bUI0 OTHIAHO KOMITO3UTOPY ApHonbay IIéuGepry. [Tporpamma
JIeJIaeTCs TaK: B K&SKAOM WJTM TTOUTH B KaskKOM KOHIIEPTE UCIIOHSIETCST KaKoe-HMU-
6yab MpoM3BeleHNe, B IPOILIOM roAy 6b110 ApHosnbaa lIIEHGepra, B 9TOM rofy Ka-
Koe-HUOYIb MOe counHeHMe. 3apaHee U3BMHIOCH TTepes BaMM 3a TO, UTO S HUUETO
He 6ymy BaM paccKa3bIBaTh O IIPOMCXOMSIIEM MapaielbHO KMHOdecTuBase, -
TepaTypHoM (ecTtuBase, pecTuBase M300pa3sUTEIbHBIX UCKYCCTB, MO0 TIPU BCEM
SKeJIaHUY ST IMYHO He MOT IPMHYMATh TaM Jaske caMoe ITacCMBHOE yuacTue, XOTS
ObI B KQUeCTBe 3pUTeIs UK roceTuTens. He 6bI10 BpeMeHM.

Takoe mosoxkeHMe, KaK B IIPOILJIOM TOMY 3aHMMAaIM B MPOrpamMMax IIpo-
u3BeneHus: ApHonbaa Illénbepra, B 3TOM rogy 3aHMMaIM MOU COuMHeHMs. Mc-

13



I OBOPrI1I™T

TITOCT AKOBIIT™TL

TIOJIHEHO GBLI0 MHOTO MOUX COUMHeHwmit. [TlepeunucnsaTh s uX Bce He 6ymy. DTO
JauirHee. VIHorga ObIIO IO IBa M IO TPM KOHIIEPTa B IeHb, KOTJA 3ByYaly MOU
COuMHeHMsI. BoabmMMHCTBO MOUX cuM@OHMIT GbUIM MCITONHEHBI TaM, BCe KBap-
TeTbl. B KauecTBe UCIOTHUTENEe IPUHUMAIN YYacTUe PSI, UHTePeCHbIX U KBa-
JUGUIMPOBAHHBIX KOJIJIEKTUBOB. ITO U JIOHOOHCKMII CcUM@OHUYECKUIT Op-
KecTp, JlonmoHckast ¢umapmonusi, Illotnanackuit cum@oOHUYECKUIT OpKeCTp,
[Hotnanackast puaapmonusi, opkectp I[loabCKOro paguo, aHIIUICKUI KBapTeT
Allegri, ¥ HaKOHelI, caMoe TJIaBHOe, 3TO OJecTsas Iies a HalluX UCIIOTHUTE-
nei. U3 aupuxkepoB MHOCTPAHHBIX MHe OUeHb ITOHPABWJICS aMepUKaHCKUI Iu-
puxkep Jlopen Maa3senb. [lymaeTcss MHe, UTO GbIO ObI B BBICIIEI CTEMEHU WH-
TepeCHO, YTOObI HAIIM COBETCKME CIYIIATENN C HUM ITO3HAKOMWINCh. Bce mMon
COUMHEHMS ObLIM VCIIONHEHBI JTOCTATOYHO YIOBJIETBOPUTEIbLHO, U HEKOTOpbIE
JIaxe Xopoio. S He TOBOPIO O COBETCKUX apTuctax. Kpome asyx. lllectas cum-
(onms 1 Bocbmas cuMmbOHMS, UCITOTHEHME KOTOPBIX MeHS B 3HAUUTEIbHO CTe-
MeHy He ymoBjeTBOpuiao. Ecau Ha MoeM BeKy MHe MPeACTOUT ellle KaKoi-HU-
6ynb decTuBasb, TO 1 6yay TPebOBaTh MM IIPOCUTH OPTaHM3ATOPOB (GeCcTUBAIIS
clemyroniee, YTOObI He CTABUTh MEHS Tepef, cBepImBIMMcs pakrom. Bummumo,
B LESX pasyMHOM IKOHOMMM CpeACTB, KOJIEKTUBBI, 0COGEHHO Takue 60/b-
e, Kak cMMGOHMYECKMIT OPKECTP, KOTOPOMY, CKaskeM, HaJio BBICTYIIaTh B T10-
HeJleJbHUK, MPUObIBAT B DOMHOYPT B MTOHENETbHUK, YTPOM JIejiajl reHepaabHYI0
peneTuIio, BeuepoM — KOHIIepT. Y, mpuxofs Ha reHepaabHYI0 pereTUIInIo, UTo
ke s Mory cmenaTtb? Hy, HEMHOXKO MOAMPaBUTh. Tak HEMHOXKO S TTOAIPaBUII
[llectyro cuMmdoHMIO, KOTOPYIO Urpan lloTaaHaCKuiI OpKecTp M3 ropoga DOUH-
oypr mopn, ympasieHueM aupykepa Hopmana Jlenb Mapa, u Bocemyio cumdo-
HM1I0, KOTOPYIO urpan opkectp ITonbckoro paauo nop yrpasieHuem SIHa KpeHiia.
§I He cKaxky, 4YTO 3TO ObLJIO HEBHMMATEIbLHO BBIYUEHO, YTO BOOOIIE 3TO ObIIO He-
MOZITOTOBJIEHO, HO, IyMaeTCsl MHe, UTO MMeit I BO3SMOXHOCTb ITOCETUTh He OJHY
reHepaJbHYI0 PEIeTUINIO, 8, CKAXKEeM, XOTSI ObI IBE-TPU PEIMETUINN, ITO ObIIO ObI
3HAYMUTEJIbHO Jryuliie. Tem 6osiee UTO OpKeCTpbl KBATMGUIIVIPOBAHHbBIE U TUPVIKE -
pbI O apeHHbIE.

Sl ynauHo BcTast repeq CBepIIMBIIMMCS (DAKTOM MpU BCTPeUYe CO CTPYHHBIM
kBapTeToMm Allegri. Ha reHepa/ibHOI peneTuIiu s UX CIyIiaa, BeuepoM S CIyIiast
Ha KOHIIEpPTe — Bce 6bII0 XopoIno. OueHb MY3bIKaJIbHbIE JIIOM, OU€Hb ITOHMMAI0-
ne. M Kak-To 340pOBO OYeHb UTpaju. JJoCTaBWIN MHE MHOTO YIOBOIbCTBHMS.

Bbl 3BMHUTE, UTO 51 OUEHb MHOTO BPpEMEHM 3aHMMAal paccka3oM O CBOMX Iie-

pexkuBaHusix. Ho, moHuMaeTe, OHM Y MeHSI O4eHb CBexkU. M1 MHe KaskeTcsl, UTO, HaX0-
IISICh B KPYTY CBOUX JIPY3€i1, ST MOTY ObITh COBEPIIEHHO OTKPOBEHHBIM, ITPaBANBBIM
U TIOMIENTUTHCS C BAMM CBOMMM MBIC/ISIMM T10 3TOMY TTIOBOJY.

YTo ellie XOPOILIETo s BhIHEC U3 3TOro dectuBaisa? A Bot uto! UTo B TeueHue
TIPMMEPHO TpeX HeJlesb, T.e. CPOKa TOBOJBHO CKATOTO, S IIPOCTYIIAT G0TBITMHCTBO
MOMX COUMHEHMI. Sl HMKaK He MOTY XaJIOBaThCsSl Ha HEBHMMaHMe K MOUM COUMHe-
HUSIM Y ce6s Ha PofiyiHe — X 04eHb MHOT'O UT'PAIOT Y AVPUKEPDI, Y YaCTO UX, MOXET,
¥ He3aCTy;KkeHHO 4acTO CTaBsIT B ITporpaMmbl CUMGOHMUYECKUX Y KAMEPHBIX KOH-
1iepToB. Ho Bce 3TO MpoucxoAmio Ha pacCTOSTHUM HEKOTOPOTo BpeMeH!. B TeueHme
roza ObIIO0 UCTIOTHEHO CTONIBKO-TO, M CTOJIBKO-TO B TEUEHMM TTONTYTOAA. A TYT, B Te-
YyeHMe Tpex Hefellb Iiepes, MOMM MHCIIEKIIMOHHBIM B30POM IpOILLIa IIOYTH BCS MOST
MYy3bIKaJIbHas X13Hb. 1160 stopa XapBy#, opranu3atop GecTuBasis, UCTIONHSIT Taske
MOM COBCEM JIeTCKMe COUMHEHMUSI, BpoJie IBYX MbeC [Jisi CTPYHHOTO OKTeTa, KOTO-
pble ST He C/IBIIAJ ThICSUY JIET, ¥ IPOCTYIIaa C GOJIbIINUM JII0OO0MBITCTBOM, BIUIOTh
IO caMbIX TTocemuux (IBeHamarast cuMbOHUSI M BOCbMOIi KBapTET MPO3BYYAIN).
U noHMMaeTe, KaK 3TO MOJIe3HO JJis1 KoMIo3uTopa. M TyT cpasy Kak-To SICHO, UYTO He
BBIIIIJIO, UTO HEe HAZO ObLIO MMCATh TaK, & HagO ObUIO MMCATh MHaUe. I He TIoTepsiT
M CUMTAI0, YTO HEBO3MOKHO TIOTEPSITh KPUTHUUECKOe OTHOIIIeHMe K CBOeMY TBOpUe-
CTBY — TOTZIa ITepecTaHelb ObITh KOMIIO3UTOPOM, II€peCcTaHellb ObITh XyIOKHIKOM.
OTo uckIoueHo. OuryiieHne KPUTUKU, OIyIIeHNe CAMOKPUTUKU, KPUTHUUECKOe
OTHOIIIEHNE K CBOMM COOCTBEHHBIM IMPOU3BENEHUSIM — 3TO KpaiiHe Heo6Xommumo!
U 3T0 TpexHeenbHOe eXXeqHeBHOe 3HAKOMCTBO, CTyIlIaHbe CBOMX COUMHEHMI OUeHb
MHOTOMY MeHsI Hayumio. OHO ObIIIO MHE OUeHb I0JIe3HO. 3a 3Ty T0JTb3Y 51 IPUHOILY
61arogapHOCTh OpraHmM3aTopaM (GecTMBass U Iymalo, UTO B OymyIeM OIBIT IIPO-
mreiero pecTUBAaIS AJisk MeHsI OYyIeT OUeHb IT0Ie3HbIM.

HepBHast Harpy3ka 6bl1a OueHb 60sbInast. V160 Kaxaast BCTpeua CO CBOMM CO-
YMHEHMEM XOTs Obl eKeHEBHASI CTOUT GObINMX BOMHEeHM. Kaskablii JeHb BOTHO-
BaThCSl HA TeHepalbHOM pereTUIMy MU MPOCTO Ha pereTUiiny, Win Ha JHEBHOM
KOHIIEpTe (Y Hac MO TPU KOHIEPTa ObIBAJIO: YTPEHHMII, THEBHO, BEUEPHUIT) TO
CTOMJIO MHE OUeHb OOJBbIIMX BOMHEHMIA, 8 BMeCTe ¢ 3TUM UM KaKas-TO IOoTeps CHa,
IIYIIIEBHOTO TIOKOSI. Tak UTO 3TO ObUIa OTHIOAb HE YBECEINUTENbHAs T0e3/Ka, KaK
1 mpenmnonaran. S gymai, otdero 6bI He MoexaTh TaK MPUSITHO B DOUMHOYpT. S He
ObIBAJI TaM. A OKa3aJIoCh, UTO HAZ0 XOIUTDb €KeTHEBHO HA CBOM KOHIIEPTHI, U 3TO
OueHb TPyOHAs, OTBETCTBEHHeIas pabora. BoT MOV My3bIKaJbHbIE BIT€UATIEHNUS
o ectusase.
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S 6bI XOTe cKa3aThb O MOMX BIT€UAT/IEHMSIX I10 ITOBOJY COBPEMEHHBIX IPO-
M3BeJleHMI1, KOTOpble elle Mpo3Bydyasyu Ha decTuBase. ITO KaHTaTta «XUpo-
CUMMa» UTAJbSHCKOTO KoMmmosuTopa Jiymmku Houo. Jlyumku HoHO mpuObLT
B DOMHOYPT, ¥ IO €ro KOHIIEPTa Mbl C HUM BCTPETMINCh. ITO OUeHb HPUSITHBIMN,
OYeHb CUMITATUYHBIN, OUEHb CKPOMHBIV, CPABHUTEIbHO MOJIOJOI KOMIIO3UTOP.
[To BMAy eMy JIeT COPOK. Y HETO OUeHb CJIaBHASI CUMITaTUYHAs )KeHa, J0YKa ApHOJb-
na llléu6epra. Ouy mpuexaau Ha ¢hecTUBaIb, M 'y MeHs Oblia C HUM BCTpeda. Mbl
obenany BMecTe, OUeHb MUJIO TOBOPWIIN, OH BbICKA3bIBAJI PSIT MUHTEPECHBIX MY3bI-
KaJIbHBIX MBIC/IEH, C HEKOTOPBIMM MOSKHO OBbIIO COTTIACUTBCSI, C HEKOTOPBIMU HET,
HO €r0 COYMHEHMEe BbI3BAJIIO Y MeHS IOJHOe Hecornacue. Y Hero ecTh 3¢ deKTHbIe
3BYKOBBIE TOApakaTeibHbie MOMeHThI. Ho HeTy ¢opmbl. COUMHEHNE B BBICIIIEH
CTeleH pBaHoe. [IBa meB1ja MOKT: CONPAHO U TeHOp. BokanbHble MapTuM B BbIC-
1Ieji cTelieHy HeBbIpasuTeabHbIe. BripoueM, s1 He 6yay ero KpUTUKOBaTh. S mymaio,
YTO HaJI0 TOMPOCUTH HAIIy MHOCTPAHHYI0 KOMUCCUIO, YTOOBI OHA TOCTala IUia-
CTUHKY WJIM 3aIIMCh 3TOTO MPOM3BEAEHMS, KOTOPOe ObUIO ObI B BBICIIEl CTEIIEHU
TIOYYUTENbHO MOCYIIaTh. Kak GbIBaeT IUIOXO0, KOTHA XOPOIIO 3aAyMaHHOe COUM-
HeHMe (2 OH MHe TTOJpoGHO paccKka3aa BO BpeMs Halllel BCTpeun, Kak OH 3ayMal
HAIMCaTh CBOI0 OPATOPUIO «XMPOCUMAay, MOAPOOHO MHE PacCcKasbIBaa M 3aMHTe-
pecoBan MeHSI B BbICIIEN CTereHM). YBbl, MEHS KO0 TSDKeNIOe pa3oyapoBaHMeE.
Hainr coBetckuit kommnosuTop [IHMTKe Hanucan opaTopuio «Haracakm». SI He Mory
CpaBHMBATh 3TU ABa NMPOU3BeNeHUs ApyT ¢ Apyrom. [Ipoussenenue llIHUTKe Tpe-
KpacHO. EnMHCTBEeHHOE, UTO INIITHMI pa3 BbIpaskalo CBOe HeJOyMeHMe: I0YeMy ero
MHOTAA MCIOHSIOT MO paguo IO TpeTbel IMporpaMmme B Yac HOUM. ITO JOCTOMHO
YOVBIEHUS.

HexkoTopble BrieyaTieHuss 06 AHITIUK U O JIIOASX, C KOTOPBIMM TIPUXOAMIOCH
BCTPEYaThCS.

Jlopn XapByy ITpou3BesT Ha MeHsI IIPUSITHOE BrievaTieHue. Bcero ce6st otmaBan
ectuBasio. IMprucyTCTBOBAT Ha BCEX KOHIIEPTAX, BOTHOBAJICS, C MTAPTUTYPOI CH-
nen, cMoTtpes. YeloBeK MpUSITHBIN, BOCTIMTAHHbBIN. Y Mbl eMy miepefasiy nmpuralie-
Hue nocetuTh CoBeTckuit Coio3 ¢ ero cympyroit. UtTo6bl OH Ipuexas K HaM, ITOCMO-
Tpes ObI ¥ TTOOO0JIbIIIE TTO3HAKOMMJICS C Halllei My3bIKaIbHOM JKM3HbIO M C HAIIMMU
My3bikaHTaMu. KcraTit, oH ovH 13 Haubojiee OCBeIOMJIEHHBIX JIIOfeil B 001acTu
Halllell COBETCKOV My3bIKa/JIbHOM XM3HM. OH 3HaeT XOPOIIO HAIIMX UCIIOJTHUTEIE,
3HAET MHOTUX KOMITO3UTOPOB ¥ OU€Hb XOUET Yepe3 HEKOTOPOe BpeMsI CAeaTh de-
CTUBAJIb COBETCKOI MY3bIKM, Y)K€ He C OJHMM KOMIIO3UTOPOM, a 0TO6PATh TO MHO-

roe mpeKkpacHoe, YTO CO3[aHO HAIIMMM COBETCKMMM KOMIIO3UTOPaMM, 1 MIOKa3aTh
KOHKPETHO INOTAaHACKMUM CTyHIaTeNsIM, TTIOTOMY 4TO IAMHOYpr — 910 [lloTianmus.

B GymymieM romy OH opraHusyeT (ecTuBajb, MOCBSIIEHHBIN ITPOM3BeIe-
Husam bepnmosa u bensl baptoka. BynyT 3ByuaTh nmpou3BeneHMsI 3TUX BEIUKUX
KOMIIO3UTOPOB.

K coskanenuto, 6pu1a BCero JMIIb OfHA BcTpeua ¢ benmkamMuHom bputreHom,
orepy KoToporo «IIoBOopoT BUHTa», 1 He Oy[Iy M3jaraTh ee comepskaHue, KOTopoe
MHe TI0Ka3aJioCh He BMOJIHE SICHBIM, HO C TPeKPacHOi My3bIKO. JIOHIOHCKUIA
OTIEPHBIV TeaTp Mpuexay Ha racTpoay B SAMHOYPT, M 3Ta omepa Oblia MoKa3aHa.
Kcraty, 13 ractposnepoB s ObI ellle OTMETW/I IOTOCIABCKYIO Benrpaackyio omepy,
KoTopas nokasaya «Mrpoka» ITpokodbeBa. 5 ¢ 60IbIINM YIOBOIBCTBMEM CTYIIAIL.
1o monozoii [IpokodbeB, B BhICIIEl CTelleHM MHTepecHas U IpeKpacHasi My3bIKa.
S mymaro, 4TO y Hac TOXe Oy[eT IMOCTaBJIeHO 3TO Mpou3BedeHMe. DTOT JKe CaMblit
IOTOC/IaBCKUI TeaTp MoKasaa «XOBaHIIMHY» B MOl OpKeCTPOBOIl pelakIUM.

Bruia, K coxkaneHu10, JOBOJILHO KOPOTKas BcTpeva ¢ benmkammuHoMm bpurre-
HOM. YV Hero Tspkesiast 601e3Hb JIEBO PyKM, HA HEPBHOJ TIOYBE, OUYEHDb CEPhe3Hasl.
OH oueHb pBeTCs mpuexaThb K HaM. O HeM s XOTeJsI 6bI CKa3aTh CIeAyIoIee: IOMUMO
TOT'O, UTO ST CYUTAI0 €T0 OJHUM M3 CAMBIX TAJAHTIMBBIX 3apyOeKHbIX KOMITO3UTO-
POB, OH He CTOJIbKO Pa3HOCTOPOHHE 06pa30BaH, CKOJIbKO Pa3HOCTOPOHHUI MY3bI-
KaHT. OH OIMYHO UTpaeT Ha (popTenyuaHo, OH OTAMYHO OUPVOKUPYET, OH UTpaeT
Ha CKpUIIKe U Ha KiapHeTe. K cokaieHn1o, B Hallle BpeMsI 3TO UCKYCCTBO UcUe3aer.
bax urpas, roBopsiT, Ha BCeX MHCTPyMeHTax, [J1a3yHOB, MOCIESHUI 13 MOTMKAaH,
urpaj Ha GopTenmaHo, Ha CKpUITKe, Ha BMOJIOHYENN, Ha (aroTe, Ha BAJITOPHE U HA
KJIapHeTe COBePILIeHHO CBOOOIHO, HEMHOXKO Xy3Ke Ha (reiiTe. VI Kak 3TO moMoraeT
XOT$I ObI B 00/71aCTV OPKECTPOBKU. A KpOMe TOr0, B 06/IaCTH U3yUEHMsI MY3bIKaTbHOIA
JuTepaTypsl, GreiiToBble coHaThl Baxa u TeHaesns urpaTb CaMoOMy — 3TO BOOOIIIE.

Tenepb 0 camoii cTpaHe. B AHIIMM 51 He epBblIit pas. S TpeTuii pa3 B AHITIUMN.
U BTOpPOIT pa3 mo My3bIKaJIbHBIM BHeYATIEHUSIM. B MPOILIOM Togy s MpUHUMA
yuacTtue B moesjike JIeHMHTpaACKoii GuiapMOHMM U BIIepBbIe TOTA TTO3SHAKOMMII-
Cs C aHIVIMMCKUM CTyliaTeeM. AHIVIMACKUIA CJIyIIaTh, PABHO KaK U IIOTIaHICKUIA
CJIyniaTesnb, IPOM3BeJ Ha MeHsI O4eHb XOopolilee BIieuaTaeHue. B 3ane tTummHa. U
pearupyloT B BbICIIelt CTeTleH aKTUBHO, TOPSYO. §I KaK-TO MpeACTaB/IsI aHIJIMYaH
YOTIOPHBIMY, a JIIOAM BCTAIOT Ha CTY/bs, TOMAIOT HOramu, CBUCTAT. Ho, TaM CBUCT,
KaK HM CTPaHHO, BBIpakeHME YIOBOJbCTBUS. VI OCBUCTAHHBIN UCIOIHUTENDb —
OYeHb JIECTHO U IPUSITHO.
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U HakoHell, TO, YTO HA MeHSI, KaK Ha CbIHA CBOeli PoaHbI, MPOMU3BeIo B BbIC-
IIeit CTereHy TSOKKOe BIievaTeHue — BUBUT K jiemu Pos3bepu. DTo Takasi OueHb
MWIasl ;ama, KoTopasi rmoceiiajia akkKypaTHO BCe KOHIIEPThI ¥ MPUIIacuia Hac Mo-
CeTUTb ee uMeHue. Ha MeHsI 3TO mpoM3Beso OYeHb TSDKe0e BieyaTiaeHne, TIOTOMY
YTO Korja yienqu Po36epu Be3sia MeHsT Ha CBOel MallyHe, TO yKe IMPYMEePHO 3a Jac
Jlo TIpyMe3/1a OHAa MHe TTOKa3biBajla: «BOT 3TO MOM JIyTa, BOT 3TO MOSI peKa, 3TO MO
Jleca, ¥ TaM XOOsT MOM cTafa». HakoHell Mbl Tipuexaiu K Heit B oM. OH pa3a B [iBa
60JIbIlle IEHUHTPAACKOTO dpMUTaXKA. YCTAaB/I€HO TaM 30JI0TOM, MHOT'O IparoieH-
HOCTEel, OTPOMHO€ KOJINYeCTBO MaXOPAOMOB, TOPHUYHBIX, jJakeeB. OrpomMmHasi
TEePPUTOPUST BOKPYT: KyTIaHMe, TUIOMIAAKA IJIsT roTbda, IIoMaaKa IJIst UTPhI B QyT-
60J1, MOTOPHBIE JIOIKHU, SIXThI, KaTepa. Bce 9TO NMpUHALIEKUT 3TOII MUJION JAaMe,
K KOTOPO1 S He MOT He ITOYYBCTBOBATh OUeHb INTyOOKOI OOIeCTBEHHON aHTUIIa-
Tun. U1 maske, MOKeT ObIThb, He K Heit. Bor ¢ Heit! Ho K 3TOMy KamuTaJauCTUUeCKO-
MY CTpOIO, 0 KOTOPOM MbI MHOTJIA MMEeeM He CJIUIIKOM OOJIbIlIoe MOHATHE. 3aUueM
B PYKax 3TOJ} camMoii JaMbl COCPeIOTOYEHO TaKOe KooccaabHoe 60raTcTBo? S yike
TaK MOAyMaJl, YTO B €e OTPOMHOM OYEHb XOPOIIO 6Iar0yCTPOEHHOM JIOMe ObLIO
OBl MIpeKpacHO opraHu3oBaTh oM TBopuecTBa. S crpocui: «KTo KMBET B 3TOM
noMe?» OHa roBOpUT: «KMBY 51, MOS JOUKA M MY3K MO€#1 TOUYKMU». DTOT CaMblii JOM
3aHMMAaIOT TpU Yejl0oBeKa. 3aTeM OHa Mokasana MHe: «TyTy MeHSI ULYT CeTbCKOX0-
351/iCTBEHHBIE paboThi». OTPOMHOE KOJIMUECTBO paboumx, KOTOPbIE UYTO-TO KOCUIIA
i IIPOBOAMIIN CEJTbCKOXO3SIICTBEHHBIE PAabOTHI. S CKa3aj 3TOi e[, UYTO S CIUTAIO,
4yTO 1715 Baiieit ceMby 3TO CAUIIIKOM MHOTO. OHa cKa3asa, 4YTo AeliCTBUTE/IbHO 3TO
O4YeHb MHOTO XJIONOT. CJIOKHO 32 BCEM 3TUM YUIEAUTh, IPUKa3uuK BopyeT. OHa
MeHSI He TIOHSIJIa, Mbl 0Ka3aJIMCh C Heil CJIMIITKOM pa3Hble JIIoAY. BOT oguH U3 Takux
MpUMepOB.

Bb110 MHOTO elije APyTUX BIleUaTAeHUi, KOTOpbIe Y MeHSI ellle He OTCTOSTUCE. B
YaCTHOCTU, BCTPEUM C TaK Ha3bIBAEMbIMM MTPOCTHIMU JIIOAbMU AHTTIVN. Sl HEMHOXKO
OTBJIEKYCb. TepMUH «IIPOCTbIE JIOAM» 51 He TIOHMMAI0 1 He BOCIIpMHUMar. KTo sB-
JIIETCS TIPOCTBIM Y€JIOBEKOM, a KTO — HerpocThIM? CKaskeM, YOOpIIuIla — IMPOCTO
YyeJioBeK, a HauaJbHMK IJIaBKa — HEIIPOCTO YesloBeK? JTO s He ITOHMMalo. Bee moan
MPOCThIE U BCe JIIOAY OUeHb CJIOKHbBIE. TaM U ¢ My3bIKaHTaMU IPUXOAUIOCH BCTpe-
YaThCs, IPUXOIUIOCh BCTPEUATHCS MPOCTO C JTIIOOUTENISIMU MY3bIKU, TIPUXOIUIOCH
BCTPEYATHCS ¥ C OOBIKHOBEHHBIMM JTFOIbMM. Y BCEX HUX PayeT O0JbIast CUMITaTHS,
GOJIBIIIOV MHTEPEC K HAallleli BeIMKOIi PomyHe, K HallIeMy MCKYCCTBY.

U B 3aK/TI0u€HMEe HECKOJIBKO CJIOB O Ipecc-KoH(epeHI M, KOTOPYIO ST ITPOBOINII.

Ko MHe mpuxomuay MOOAMHOUKE, TpeGoBaiM Yy MEeHS MHTEPBbIO, MHE 3TO 6bLIO
OYeHb TPYTHO U HEBO3MOXKHO, IO3TOMY JIOPA, XapBY/, CO3BaJI MTpecc-KoHMepeHIINIo,
KOTOpast IpOIIlIa, [I0-MOeMY, OU4eHb XOPOIII0. ITO, ITOKATYiA, MOS TIepBast 3arpaHny-
Hasl mpecc-KoHGepeHIys], KOTOpasi IIPOM3Bea Ha MEHs XOpolliee BIeuyaTeHMue.
JKypHamuctbl 6bUIM GJIaroskeyaTeIbHO HACTPOEHbBI, M MPABUIBHO U OOBEKTUBHO
OCBETMJIM B TI€UATH, KaK B KOHCEPBATMBHOI, TaK U B JIeIiGOPUCTCKOI. BbIT TOIBKO
OIVMH HEeIPUSTHBIA 3MMU301 OO 3TON Ipecc-KoHdepeHIM. B mepBoM oTmeneHun
CcM(OHMYECKOTO KOHIIEPTA UCITOMHSIMCH MOV COUMHEHMS. S C TIepBOro OTAEIeHNs
yexaJl Ha TIepBOe BBICTYIIEHME KBapTeTa MMeHM BopoayHa, KOTOPbIi TaksKe Urpaj
MO} COUMHEHMsI. DTO ObUTO OIMMCAHO TaK, YTO s yexasl CO BTOPOrO OTAeIeHM s, [I0TO-
MYy KaK TaM J0/KHA ObljIa MCIIONMHAThCS «BecHa cBsiieHHas» CTpaBUMHCKOIO, M UTO S
13-32 HeHaBUCTY K CTPaBMHCKOMY B3sI/I [1a U YIIIEN ¢ KOHIIepTa. TOMbKO 51 coGMpaicst
OTKPBITH POT, YTOOBI ITPOTECTOBATh MMPOTUB TAKOT'O CTPAHHOTO OCBEIEHMSI MOEro
IoX0fa, KaK TYT 5kKe B TOJi JKe caMoli ra3ete 6bIJI0 HAMMCAHO, UTO S MIPMObLUT Ha TOT
KOHIIEPT KBapTeTa uMeHu bopoayHa. Jlopa XapBy ITPOSICHIAI 9TO BCE M TaK CTpalll-
HO U CITpaBeIjIMBO BhIpaskasl CBOe BO3MYILeHMe TaKoi AesuHdopmaliyeit, uTo Kop-
pecriongeHT rasetbl Daily Herald 6bUT 0TO3BaH U 3aMEHEH IPYTYIM.

Hago, 4TOObI MPOIILIO ellle HEKOTOPOEe BPeMs, UTOGBI BCE MOM BOCTIOMMHAHMS
OTCTOSUTVCh M TIPUIIIU B JOJDKHBIN TOpsimoK. Ho BOT HakoHeIT (hecTUBaIb KOHUMICS,
enie 6bUTO IBa KOHIIEpPTa B JIOHIIOHE, BOT HaKOHell IpubbLIM Mbl B MOCKBY, a Mo-
CKBa HAC OuYeHb IMOAJEePKMBajIa, MPUChIIATa HAaM IMChbMa, TeJerpaMMbl, 3BOHIIIA
110 TeiepOHY, MbI BCe BpeMs UyBCTBOBa/IM BHMMaHMe PomyHbI, 1 HAIO CKa3aTh, YTO
BCe MbI, HAlllM apTUCTbI, KOTOPbIE MPUHSIIM yJyacTve B 3ToM (ecTuBaje, ro-Moe-
MY, JOJKHBI ObITh TOPIbI, UTO OHYM TaK IIPEKPACHO BBITIOHMUIM CBOM 00SI3aHHOCTU
Ha 3TOM ¢ecTuBaje, CBO MO/ Iepel PomuHOoI, KOTOpas Tak MHOTO MM JTOBepuiIa
U TOC/TajIa 3al[UIIAaTh YECTh COBETCKOTO MCKYCCTBA Ha DAVHOYPrCKUii hecTUBAb.

MHTEPBBIO BUTOJIBLY PYA3UHCKOMY O ®ECTUBAIJIE
«BAPIIIABCKASI OCEHb» BAPIIIABA, CEHTABPbH 1959 T.
PynsuHbcKuMii: S X0TeI HauaTh C TOTO, YTOOBI CIIPOCUTD Ballie MHeHNe HacueT
camoit uneu BapiiaBckoro dgectuBaiis, aTo yxke TpeTuit MmesxayHapopHblit dhecTu-
BaJib, TIOCBAIIEHHBII COBpeMeHHOI My3bike. Kak m3BecTHO, muaes1 gectmBais 3a-
KJTIOYaeTCs B TOM, UTOOBI B BapiiaBe BCTpeTUIaCh My3bIKa Pa3HbIX HAIIPABIEHWIA.
IllocTakoBuu: Mnes dectusans MHe oueHb HpaBUTcs. K coxkaneHnuio, s Ha de-
CTUBaJIe B MePBbIi pa3. Ha mepBoM ¢ecTuBase 1 BTOpoM s He 6bu1. Ceituac mpouc-
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I llocTakoBuY GecenyeT ¢ MoabCKUM aupyskepom SlHom Kpeniiem (Bapiuasa 16 okTsa6ps 1969 r.)

XOOUT TpeTuii hecTUBab, CIEIOBATEIbHO, Y OPraHM3aTOPOB €CTh YKe M3BECTHBDIN
OTIBIT JIJISI OpraHM3alyy TaKoTo Poa MeponpusiTuii. O4eHb XOPOIIIO, UTO Ha (pecTu-
BaJie BCTPETUJIMCh MY3bIKAHThI U3 Pa3HbIX CTpaH, MPeCcTaBUTeNN Pa3HbIX MY3bI-
KaJIbHBIX HaIlpaB/IeHN, Pa3HbIX MYy3bIKaJIbHBIX 111KOJI. HeCOMHEHHO, opraHu3anus
Takoro popa ¢ecTuBaieil OueHb CIIOCOOCTBYET YKPEIUIEHUIO IPYKECKUX CBSI3eii
MeXIy MY3bIKaHTaMM, pa3BUTUIO CIIOPOB, AUCKyCCHii. VI BOT € 3TOIt CTOPOHBI, MHE
KaxkeTcs, pecTuBab MpoIes OueHb XOpOoIIo. MHe T0BeI0Ch BCTPETUTD 3[4€Ch CBOMX
CTapbIX MOJIbCKUX JIPy3eii, TO3HAKOMMUTBCSI C KOJUIeraMy U3 IPYTUX CTPaH, U 5T MMeT
C HMMU MHTepeCHbIe APYKeCcKue 6ecepl.

Pyasunbckuii: KoneuHo, ato Tpetmii pectuBanb. U cmbicn 3Tux dectmsa-
JIevi Haio TOKe MOHMMATh KaK MporpaMmy Bcex heCTUBaJIel, U TeX KOTOPbhIe yKe
MPOLIUIM U 3TOTO (ecTUBaIsL, BMECTE 3TO JAET YKe KaKyl-TO KapTuHy. MHe Obl
XOTEeJIOCh CITPOCUTH O Balux TMUYHBIX BIIeYATIIEHUSIX OT 3TOTO (heCTUBAIS, Y3HATD,
yTo BaM 3ammoMHMIIOCH KaK caMoe MHTepecHOe, Ballle MHeHMe HacyeT TOTO, UTO Bl
MIPOC/YIIaMu BO BpeMs ecTuBasi?

IllocrakoBuu: S gymaro, 4To GecTuBaIb, XOTS IMPOrpaMMa €ro JOCTaTOYHO
BeJIMKa, BeAb yyKe OJHO TO, UTO ITOUTH eXKeJHEBHO ObIIO IBa KOHIIEPTa (KaMepHbI
u cumdoHNYeCKuit), TOBOPUT YoKe 0 oueHb MHOTOM. Hy, s m;ymaio, 4TO MOMYyYUTD
obliee BlleyaTIeHMe O My3bIKe BCETO MMpa I10 MporpaMme JaHHOTO ¢GeCcTUBaIs
TPYIHO, 1a U, TIOXKaITyi, HEBO3MOKHO. [I0TOMY UTO MY3bIKM MUIIETCS OYeHb MHO-
ro, M He Bceraa Ha decTMBasie XBaTUT MeCTa, CKaskeM, JIJIs IIpeicTaBUTeNel Bcex
CTpaH BceX KOMIO3UTOpoB. Ho, TeM He MeHee, MHe KaJIKO, UTO Ha ¢ecTuBase He
MPO3ByYaIy MPOU3BeNeHMs], HallpuMep, aMepUKaHCKMX KOMIIO3UTOPOB, Kpome
OIHOTO, KOMIIO3UTOPOB CKaHAMHAaBMUM, KOMIIO3UTOPOB Bonrapuu u pspa gpyrux
cTpas. Kak pa3 ®paHiius 6bl1a IpeAcTaBieHa, [JTaBHbIM 00pa3oM, IIPOU3BeIeHM -
svu [Ibepa bynesa, KoTopble, TO-MOeMY, 3aHSUIM OUeHb MHOTO MecTa B ¢decTuBa-
Jie, 6bIJI0 OBI JOCTATOUYHO OJTHOTO ITPOM3BENEHNS, UYTOO IMOTYUYNTh BIIEUAT/IEHNE OT
ero My3bIku. Ho TOBTOpSI10, YTO 3TOT yIIpeK MOit, HeCOMHEHHO, SIBJISIeTCS] HecIpa-
BeJIJTMBBIM, TIOTOMY UTO, KaK MHE IMPUXOOMUI0Ch TOBOPUTD C OpraHmu3aTopamu ¢e-
CTUBAaJS, BO3MOXHOCTM BpeMeHU OTpaHMYeHbl, U S HaZelCh, YTO B MpOrpaMmme
crenyiomiero gectusansg 6ymyT IPoU3BemeHMs TeX KOMIIO3UTOPOB, KOTOphIE He
MpO3ByYa/i Ha 3TOM (pecTuBase, HO My3blka KOTOPbIX, HECOMHEHHO, JOCTOITHA
ObL7Ia OBI MPO3BYUYaTh Ha «BapIIaBcKoit oceHM». TPyIHBIM BOIIPOC, BCEIa HEJIOB-
KO ce6st YyBCTBYIO, KOTJa MEHS CITPAIIMBAIOT «UTO K€ MHe O0JbIlle TTOHPaBUIOCH,
YTO ke MeHbllle?» Bcerga Ha 3To, MOHMMaeTe, TPYAHO OTBETUTh. OFHAKO 51 LOKEH
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CKasaTh, YTO s C GOJIBINNOI PagoCTbio YoeamiIcs B HEYBSIAAeMOCTY U KpacoTe Mpo-
U3BeJeHNi T KOMIIO3UTOPOB cTapiiero nmokosenus: [llumaHoBckoro, Benbl bapTo-
Ka, Uropst CtpaBuHCKOTO, ITayns XuHAeMuUTa, UX Ipou3BeeHNs, TPO3ByUaBIIIe
Ha decTmBaste, yoeouay MeHS B TOM, KaK IMPEeKPacHO U MHTEPECHO UX TBOPUECTBO.
[Ipouwio yke HeMaJIo BpeMeHM C MOMEHTa CO3JaHus MPOuU3BeNeHUli ITUX aBTO-
POB, 1, TEM He MeHee, OHU ITPO3BYUYaJIM OUE€Hb CBEKO ¥ OUeHb XOpOoII0. OUeHb sKaj-
KO, UTO He ObIJI0 Ha (ecTrBa/ie My3bIKM TAKOTO 3aMeUYaTe/IbHOTO MOJIbCKOTO KOM-
rmo3uTopa Kak JliroroctaBckuii. Ho s Hafeioch, UTo Ha OGymyiieM decTuBaie 6ymyT
3By4YaThb 3TU IPOU3BEleHNS.

Pypauubckmii: [Ia. UTo KacaeTcs MporpaMMbl hecTUBAIs, 51 6bI XOTeN ITomdYep-
KHYTbh, YTO Ha KAXIOM (decTuBajie BCerga 3ByYMT OfHA MM IBe Ibechl [lInmaHoB-
CKOT'0, KOTOPOT'O MbI CYMTAEM OTIIOM COBPEMEHHOI ITOJTbCKOM MY3bIKM. BaM XopoIiio
M3BECTHO, YTO TOJIbCKAs My6IMKa U MOIbCKME KOMIIO3UTOPHI OUeHb MHTEPECYIOT-
CS1 M OYeHb JII0OST Banry My3bIKy. Balia My3bIKa yske HeCKOJIbKO pas3 MCIIOIHSIIACh
Ha mpensiaynmx GectuBaax. Ha mepsom dectuBase mcmonmHsach [ecstast CUM-
bonms, Bai ckpunmmuHblii KOHIEpPT. Ha BTopoM decTuBae ucnonHsiaach OguHHa-
tarast cuMmbonus. Ha sTom ¢ectuBasie — Bann ¢hopTenmMaHHbIii KOHIIEPT, M CETOIHS
OymeT UCITOMHEH KBapTeT. Hac oueHb MHTEpecyeT, KaKOBbI Baliy BrieyaTaeHus: Kak
KOMITO3UTOPA OT UCTIOJTHEHUS STUX TIPOU3BEIEHI?

IllocTakoBuY: BrieuaTneHus OT UCIIOTHEHMS] MOETO IepBoro GopTenMaHHOTO
KOHIIepTa Yy MeHSI OCTa/Ioch Xopoiiiee. OpKecTp, AUPIKep, U COMNUCT, U COMUCT-TPY-
6au IPOSIBWIM MHOTO MAacTepCTBA M TaJIAHTA, UCIIOIHSIS 3TO camMoe CounHeHue. S
MIPUHOIITY ¥IM CBOIO CEPIIEUHYI0 671arogapHocTh. Ho, MOXKeT ObITh, B IMYHOM TOPSIT -
Ke CcKasaJl Obl, YTO MHe ObLJIO ObI MpUSITHEE, eCM Obl HAa 3TOM ¢ecTuBale, Ha Ta-
KOM OTBETCTBEHHOM, MHTEPEeCHOM IIPO3BYYaIO Obl, CKaxkeM, KaKoe-HUOYIb IPyroe
Moe TIpou3BefieHte, Heskesin [1epBblii hopTenMaHHbIi KOHIIEPT, KOTOPBI S He MOTY
MIPUUUCINTD K UUCTYy CBOMX, UTO JIM, JIUIIUX Mpou3BeneHuit. [IpaBaa, S He Mory
CKa3aTh, YTO TaK YK S COBCEM HEIOBOJIEH 3TMM IPOM3BEIeHNEM, HO MHE GbIIO ObI
MIpUSITHEE, MOKET ObITh, €C/IM ObI UTO-HUOYIb APYTOEe MPO3BYYAIO B J€Hb OTKPBITUS
ectusans.

Pynsunbckuii: MHe KaxkeTcsl, UTO, eC/IM XOPOIIO TIOMHIO, B TeUeHMe TTOCTIe]-
HUX TPUILATHU JIeT, Bbl y3ke HECKOIBbKO pa3 ObiBaiu B Bapiase. I[TepBblit pas, ecin
sI XOpoIIo NMOMHI0, B 66111 B 1927 ropy Ha IlloneHOBCKOM KOHKypce B Bapiase.
[MoTom Bei 6butM B 1950-M, KaskeTcs, roAy 3ech Ha coBerranuy CoBeta Mupa B Bap-
mase. 1 Teneps Bol mpuexanu B BapiaBy. Hac oueHb nHTEpECyeT, Kakue y Bac Brie-

yatneHus? Kakoe BrieuatseHue IpoM3BOAUT BapiiiaBa Tenepsb, B TpeTHIi pas, Korga
Bol ee BUAMTE TEMepsb B 3STOM COCTOSTHUM?

IllocTrakoBuu: 5 neiiCTBUTENIBHO, KaK Bbl TpaBUIIBHO CKa3a/in, YK€ B TPeTU
pa3 B BapmaBe. ITepBbiii pa3 s1 66u1 B 1927 rogy. S mpuHMMAa Torga yuacTue B KOH-
kypce umenu lllomnena. C Tex mop, 3HAUUT, IPOLLIO... HEMAJIO BpeMeHU. 3HAUUT,
ecu He oImMbaroch, 3HaUnT. TpuaLaTh...

PynsuHbcKuMii: (nodckassiéaem)... iBa roaa.

IlocrakoBuu: TpualaTh ABa roga, 1a, TPUALLATH ABa TOAA YKe MPOIIIO C TeX
nop. MoXXHO cKa3aTb, efas >ku3Hb! Llenas >ku3Hb mporiiia. Y Kakablii pa3, Koraa s
6bIBal0 B BapiaBe, y MeHsI Kakoe-TO OYeHb POIHOE, TEIIOe, CEpIeYHOe UyBCTBO K
3TOMY IPEKPACHOMY rOpOAy, TOMMMO 3aMevaTelbHOM BaplIaBCKO MCTOPUN, MO-
MMMO KpPacoT 3TOTO Topojia. DTOT FOPOJ, Kak-TO CBSI3aH C MOeJ JIMYHOM MY3bIKa/lb-
HOI1 >kM3HbI0. Bce-Taku TYT 51 B 1927 rogy 6bUT, KOTZIA TOJIbKO-TOJIBKO HAUMHAJ CBOIO
MY3bIKaJIbHYIO JIesITeTbHOCTD. BapiiaBa — mpekpacHblIii ropos. MHe BapiiaBa oueHb
MMOHpaBmIachk. JKajiew, 4To BOT Takas Oojbliast mporpaMmMa (ecTuBajIsi He OU€Hb
ITIOMOIVIa MHE ITPOCTO OOJIbIIIE TTOTYISITH 110 TOpoay. IIoToMy UTO ropop, IjIsl MeHs
3HAKOMBII ¥ POIHOIA, U T'YJISII SI CPAaBHUTENIbHO Mayio. Ho ITpoCTO mopasuTenbHO, Kak
¢ 1927 roma BaprraBa crasa elie 6osee IpeKpacHoii, 0CO6EHHO TTOcIe M TUIECSTOTO
rofia, Korga ropoy 6bL ellle He BIIOJTHE BOCCTAHOBJIEH TOC/IE BapBapCTBa (ammsma.
Ceitdac 3TO IpeKpacHbIii TOPOI, ¥ TOPOS, [JIs1 MeHS JII0OMMBIit 1 pofHOii. U 1 oueHb
pan, uTo B BapiiaBe cTaHeT Tpamuimei «BapiiaBckasi oceHb». Bapiasa yxke cevi-
Yac CIYMTAETCSI ONHOM U3 MY3bIKJIbHBIX CTOMUI] MUPa. 5 TTONb3yIOCh ClTyyaeM U me-
penaio CBOJ CaMblil CepaeuHbIii MPUBET BapllaBsIHAM ¥ 0COOEHHO MOUM AOPOTUM
IPY3bSIM — ITOJIbCKMM KOMITO3UTOpPaM, MOUM KOJIJIETaM, [IUTIO ITOKeIaHMsT OOIbIINX
TBOPUYECKMX YCIIEXOB.

VUHTEPBbBIO POMAJIY BPAYHY. HbIO-MIOPK 13 UIOHS 1973 T.

Poitan BpayH: ITouemy Bbl gymaete, uTo cM®OOHMS SBJISIETCS JIYUIINM CPeJI-
CTBOM CaMOBBIPAKEHMS U3 BCEX MY3bIKAIbHBIX (OpM?

IlocrakoBuy: § Tak He gyMar. S cuMTalo, uyTo JI1060€e Mpou3BeeHNe — CUM-
¢doHuMs, coHaTa, KBapTeT, TeCHs, OPaTOpusl, KAHTaTa CIysKaT AJIs1 BbIpakeHus... Ho
MHe KakeTCsl, UTO U XOpolliee Mpou3BeeHNe B IPYToM skaHpe, He CUMQOHMSI, TAaKkKe
MOXXeT ITPOU3BOIUTH CUIbHOE BIleYaT/ieHue.

Poiian BpayHn: B Coemmunaennbix [lITaTax ceifuac yTBEpPKAAIOT, YTO CUMMOHMS
yMmepra. [To Bamemy MHeHMIO Kakoe Oyayiee y cMMGOHNYECKOM MY3bIKA?
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Tocre mcronHenust 14 cumdonnn 1 okrsi6ps 1969 roga (M. Mupoisukosa, E. Bragumupos, P. Bapiiiait)

IlocTakoBuu: Her. I Tak He Mmory cka3aTb. Hukaxk He Mory.

Poitan Bpayu: Uto Bsl mymaeTe o 6yayiiem cumMdonmn?

IllocTakoBu4: Bymyiiee cuM@OHNUECKON MY3bIKM B COUMHEHMM XOPOIIUX
cumbonmii. Bol roBopuTe, uTo cuMboOHMUECKass My3blka yMepsa, 3TO 3HAUUT, YTO
cuMmdonmn berxoBena, YaiikoBckoro, Mormapra ... ymepin?

Poitan Bpayn: 3nech «cuM$oHMS ymepiia» TOBOPUTCS B TOM CMBbIC/IE, UTO y3Ke
B GymymiemM cuMQpOHMM TTUCATD He GYAYT, Te CMM(OHUM, KOTOPbIe HAlMCAHBI, OCTa-
HYTCS, @ B OyayIIeM, yske Kak ¢hopMa 3TO He OYIeT UCIIOIb30BaThCs.

IMocTakoBuu: Ho s He pasneinsto. Kateropmuuecku!

Poiian BpayH: .... {I Toxxe! (cmeemcs)

IllocrakoBuu: OH TOXe (cMeemcs,)

Poiian BpayHn: HepagHo ncnonHsiiacs onepa «Hoc» ata B CoBeTCKOM coro3ze?

IllocTakoBmu: CKOpo GymeT oHa rocrasjieHa B Mockse. B MockBe opraHmuso-
BaJICS TakOV MOCKOBCKMI1 KAMEPHBIii TeatTp.

Poiian BpayH: OH HaJleeTcsl, UTO CKOPO BbIiiIET IJIACTUHKA.

IIlocrakoBu4: OueHb xopoilo nocraBuiau B Bepnune B Illtaatcomnep. Ilpe-
KpacHasi moctaHoBKa! I HeJaBHO TaM OBbII...

Poiian Bpayx: Ouensp xopoiio, ytTo Bam ymanocs nocmoTpeTsb! Pa3 Mmbl roBo-
puM 006 oriepe, 51 XOTeJ1 6bI CITPOCUTD: BbI 3ayMbIBaM CienaTh KMHOBepcuio «Kare-
puHbI V13MainoBoi»?

IllocrakoBuu: [la. Ilpennonaran. YenoBek IpearnosaaraeT, a KTO-TO TaM pac-
nosnaraet. Tak He BbIILIO. [I03TOMY S U ceiiuac OCTOPOKHO TOBOPIO O CBOUX TJIaHaX.

Poiian Bpays: I mpocTo xo4uy y3HaTh, KaKOBbI Bamy B3ITISIbI, CKaKEM, eC/IN
He IIaHbI, TO B3IVISIbl HA UCMOIb30BAHKE ONePbl B KUHO?

IllocTakoBmY: Bbl 3HaeTe, BOT 51 JaBHO COOMPAIOCh HAMIMCATH KMHOOIIEPBI, TI0-
TOMY YTO 3TO [jaeT boraTeiiune BOSMOKHOCTU. Y MeHsI B IEPBOM TaKTe [eiCTBIe
MO3KeT IpoucxoauTb B MOCKBe, a uepe3 AecsiTh TakTOB — B Hblo-Mopke, a ellie yepes
JlecsiTb TaKTOB B JleHuMHrpaze 1 Ha Mapce. S He CBsI3aH y>Ke HEITOABIDKHOM JTeKopa-
yeii. S He OCTaBWI 3Ty UIEI0 U TI0 Celi IeHb.

Poitan BpayH: Bbl mymaeTe 0 KaKOM-TO peskyccepe, KOTOPbI i MOT OblI ITOCTa-
BUTb 3TO?

IllocTakoBu4: Brl 3HaeTe, OMSATH, BOT... IEUAIbHO. I MHOTO paboTa C peskuc-
cepom I'puropuem MuxaiinoBuuem KosuHIleBbIM. B 4aCTHOCTHM, Y HAC MHOTO GbLIO
TJIAHOB HACYeT TOV KMHOOIIePbl, HO OH CKOHYAJICS. Tak 4To Moka 51 He 3Hamw ... [Toka
II7IST MEHSI 3TO OUeHb O6OJIbINOi yaap. ... I MHe oueHb TpymaHo. He 3HAl0, ¢ KeM MHe
ceifiyac pasroBapmMBaTh Ha 3Ty TEMY.

Poitan Bpayu: Korga Bel counHsieTe, To paboraere y popTenyaHo U IIPOCTO
¢ mucTom 6ymaru?

IllocTakoBmu: I Mory paboTaTh 6e3 popTenmaHo, gaxe, IOKaIyit, Ipearnoun-
Taro 6e3 opTemnuaHo.

Poiian BpayH: «ATpok»?

IlTocTakoBwu: I 5TO He 3aKOHUMII. §I TaK U He 3aKOHYWII.

Porian Bpaysn: Kakyto yactp Bel He 3akoHUMIN?
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IllocTakoBuY: JTO He «Trpok», 3TO «IrpoKu».

Poiian BpayHn: «rpoku», fa. «rpokm». Kakyo dyacTb Bbl 3akoHUMIN? MHOTO
JIX OCTaIOCh?

IllocTakoBwy: Bel 3HaeTe, s1 HEMTPaBUIIBHO CTaI MUCATH 3Ty onepy. Pemw -
CaTb HEM3MEHEHHbIN TeKCT ['0ross, He MpoIryckasi HM OGHOTO (JioBa. U Koraa s Ha-
ycaa IpMMePHO CTPAHULL AECSTh TOTOIEBCKOTO TEKCTA, TO 0Ka3aa0Ch, UTO 3TO YKe
UIOET Yy MeHS MSAThAECIT MUHYT, @ TaM ellje OCTa/IOCh CTPaHULL TPUALIATD ele.

Poiian BpayH: [To MHeHNIO MHOTUX CTyliiaTesneit, YeTsipHaamaTas cuMboHUS
CYIIIeCTBEHHO OTVIMYAETCS OT BCexX Bammx octanbHbIX cM@OHMIL. YeM 3TO BbI3BAHO?

IllocTakoBMY: MHe 3TO TPYOHO CKa3aTh. 5 060 cTUXY ATioyunHepa, Pyitb-
Ke, Kioxenp6ekepa Hallero, pycckoro. ATUX IMO3TOB S 3HAJI ITaBHO.

Poiian BpayH: 3HaunT, eCTb 1M KaKKe-TO [lepexofbl OT OLHOI IeCHU K IPYroi
WJIY 3K€e 3TO IIPOCTO MOXKHO PaccMaTpuBaTh Kak LMKII IIeceH?

IllocTakoBMY: HeT-HeT, 3TO BCe IIUKII U APOOUTD 3TO HEJIb3S.

Poiian BpayH: EcTb iormueckye mepexofibl MekAy OTAeTbHbIMU 4acTSIMU?

IllocTakoBm4: Bbl 9T0 MTpou3sBeneHne 3HaeTe? YeThIpHAALATYIO CUMGOHUIO.
CMmotpenu ee? 3To Bbl AOIKHBI pelliaTh STOT BOIIPOC — JIOTUYHbIE JIX TAM E€pPEXO-
Ibl... [Io-MmoeMy JorMyecKye nepexonpl ecTh.

Poiian BpayH: B Tpuo u3 ckepio u3 8, 9 cumdoHMM YyBCTBYIOTCS UCTIAHCKME
37IeMEHTBHI.

IllocTakoBm4: Boo6Iiie, MCIIAHCKYI0 MY3BIKY S JTIOOTI0. VI 9TO B TpaauIUsIX
pyccko pymu. [MnHKa 3aHMMAsICSI UCITAaHCKOM MY3bIKOi, Pumckuii-Kopcakos.

Poitan Bpays: i cipimran Bamnry [llectyro cuMbOHUIO B pa3aIMUYHBIX VCITOMHE-
HMSIX, KOTIA IepBasl YacTh MCIIOMHSIETCS CJIMIIKOM MEIJIEHHO MM CJIUIIKOM ObI-
CTpO, a TeMIT BTOPOi YaCT CIMIIKOM MeIJIeHHbIii, 0COOEHHO /I BTOPOJT YacTiu.
Kakoit Tem1 Bbl cunTaete Xopommm?

IloctakoBu4u: He oueHb ckopo. He 0ueHb CKOPO.

Poiian BpayH: HamieBaer.

IlocTakoBMUY: JTO OoueHb MeJjieHHO. [llocTakoBMY HalleBaeT U TeMII.

Poiian BpayH: B xypHane «Tempo» XaHc Kemtep nuiieT, 4to JBeHaaaThbIi
KBapTET OUeHb HarIoMuHaeT emy «KamepHyto cumbonnio» N2 1 [lIén6epra.

IllocTakoBuY: ... «<KamepHyto cumdonmio» Illéudepra, aa, ... JoaeKapOHUIO
13 «CKpUIIMYIHOI COHATBI».

Poiian Bpayn: HekoTopble a7eMeHTbI OUeHb XOPOILIO BIUIETEHBI B TKAHb ITPO-
usBeneHus. Kakue renaeHy Bam HpaBsATCS B TBOPUECTBE IPYTMX KOMIIO3UTOPOB,
Haripumep, y TuiieHKo?

Ha cuene Bosbiroro 3aima MOCKOBCKO# KOHCepBAaTOPUY MOCIIe TIePBOro UCIoaHeHust 15 cumdonum ¢
M.[J. llocrakoBuuem 8 siuBapsi 1972 roga

IlIocTakoBUY: TUIIIEHKO S OY€Hb JI00/II0. ITO OYEHbD TaJaHT/IMBBII KOMITO3M-
TOp. 5 Aymalo, UTo AMepuKa CKOpO MO3HaKOMUTCS C €ro TBOpYecTBOM. To, YTO OH
JleJiaeT, 1151 MeHS OYeHb BaXKHO.

Poiian BpayH: Kak Bel OTHOCKTECH K 2/IeMeHTY CJIydasi B My3bIke? DJIeMeHT. ..
[TpaBUJIBHO 51 TOBOPIO?

IllocTakoBuu: Bel 3HaeTe, 1 TyMalo, UTO... €71 6paTh KaKyl0-TO My3bIKalb-
HYI0 TEOPUIO... U TOIBKO €10 PYKOBOACTBOBATbLCS, TOTAA 51 OTPULIATENBHO OTHOLIYCD.
Ho ecnu MHe HYXKHO, 51 MOTY MCII0/Ib30BaTh BCE TO, UYTO €CTh, BCE, UTO HY)XKHO, I CUM-
Talo cebsl BIIpaBe HAIMCATh TOMHKO a/IeaTOPUKY, TOMbKO JOAEKA(hOHHYIO0 MY3bIKY...
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Poiian BpayH: [IpocTo 17151 cBefleHMs. Bbl SIB/isieTeCh WieHOM MapTuin?

IIocTakoBuu: /1a.

Poiian Bpayn: B muceMme... B oTKpsiTOM mucbme PocTporioBuMuya rOBOpU-
JIOCh, YTO UMEIOTCSI KaKye-TO TPYAHOCTH ¢ ucronHeHneM «Catup» Ha ctuxu Caiin
YépHoro.

IllocTakoBuY: VX He 6bITO, He OGBIIO STUX TPyOHOCTE!. He 61710 3TUX TPYIHO-
CTeit. DTUX TpygHOCTel He 6b1UT0. OHU UCITOMHSIIOTCSL. .. VICTIOMHSIINCH U UCTIONHSIOT-
cs1 6e3 BCSIKUX TPYOHOCTEIN. S1... MEKITY TPOUMM... MEHSL.... TIPOCTO SI TOPaykeH U BOC-
XUIIEeH, 10 Yero Bbl XOpoIiio 3HaeTe MO My3bIKY. [IpOCTO oueHb XOPOIIIO 3HaeTe.

Poitan Bpayu (mepeBox): O mobut Banry my3biky. OH CUMTAET, YTO OHA
OTPOMHOE BJIMSTHME OKa3asia He IIPOCTO Ha pa3sBUTME MY3bIKM, HO BOOOIIIE, TaK CKa-
3aTh, Ha pa3BUTHE YeIOBEUECTBA.

'@ PAINO-UHTEPBBIO B UYMKATO. 15 NIOHA 1973 I

HopmaHs Ilenerpynn: HTepsbio ¢ Imutpuem JImutpuesndyem llloctakoBu-
YyeM mnepeq MUKpo(OHOM UMKarckoro paauo 15 uions 1973 roga.

Hopman Ilenerpman: UwoHp 1973 roga BoiaeT B UCTOPUIO My3biku Cpef-
Hero 3amaja Kak BaykHOe COObITHE. BIiepBbie B Hallleil riepegaue MpUMeT yUacTue
Omvutpuii locrakoBuu. Kak m3BecTHO, CeBepo-3anagHbiii YHUBEPCUTET TIPUCY-
IIAJT eMY CTeIleHb ITOYEeTHOTO TOKTOPA, 1, K Halllei o61eit pagoctu, rocrioauH [lo-
cTakoBMY Tipuexat cioma u3 CoBerckoro Coro3a CrelaabHO, YTOObI IPUHSITH 3Ty
TOYETHYIO CTeneHb. B 0TBeT Ha oKa3aHHYI0 eMmy CeBepo-3anagHbIM YHUBEPCUTE-
TOM YeCTh, OH OKa3bIBaeT HaM UeCTb. Buepa eMy 6bUT BpyUeH JUILIOM ITOYETHOTO
IIOKTOPA, a cerogHs rocronyH lllocTakoBud 1t06€3HO COMIACUIICS YIETUTb CBOOOI -
HOe BpeMsl, YTOObI 1To6ecefoBaTh C HAMM.

Hopman Ilenerpunu: B paauocTyaiuu OPUCYTCTBYeT TOCHOAMH AapoH
IMapconc, mpodeccop Teopuyu Kommosunuy CeBepo-3amagHOTO YHUBEpPCUTE-
ta. [ocmogyu [lapcoHC sIBAsIeTCs Takke KOHCYJIbTAHTOM IMPOTrPaMM UMKArcKOro
CUMGBOHNYECKOTO OPKECTPA U MY3bIKQJIbHBIM PAAMOKOMMEHTATOPOM PagMOCTaH-
uyu WFMT. TlepeBoauThb BOIPOCHI Ha PYCCKUI SI3BIK OymeT Asiekcanap JlaHKesb
13 Hpio-Vlopkckoro yHuBepcureTa. A oTBeThbl rocriogyHa Illoctakosuua 6yzeT me-
peBoIuTh DpBUH Yaiil, podeccop cIaBIHCKMUX sI3bIKOB CeBepo-3arajHOTo YHU-
BepcuTerTa. f ABISI0CH OIMPEKTOPOM IporpaMm paguo WFMT, moe nMmsa HopmauH
[Tenerpuuu. Hy>)kHO yIIOMSIHYTBH TaKKe, YTO B PafMOCTYOUM MPUCYTCTBYET elre
HeCKOIbKOo yenoBek. Cpeay HuUX rocrnoguH Tomac Muiiep, IeKaH My3bIKaJIbHOM

mrkosbel CeBepo-3arnagHoro yHuBepcuteTa. ['ocrogus lllocTakoBuY mpuiiiesn K Ham
¢ masctpo Jlaynom. I'ocriogvy Jlayn, Bam riepBoe ¢J10BO.

Jlaya;: TIpeskze BCero, s XOUy BbIPa3sUTh GOJBIIYIO TOPIOCTh B CBSI3U C TEM, UTO
MBI IM€EeM BBICOKYI0 YeCTh IPUBETCTBOBATD 31eCh rocrnoanHa lllocrakosuyua Immn-
Tpus JMuTpueBuya, roBOps mo-pyccku. OH MOMPOCUT MEHS CKa3aThb, UYTO OUYEHb
pap 6bITh 31ech. CeroHsl Mbl ITPOBEIM C HUM MMPUSITHOE YTPO B UMkaro. MblI 66111
pajbl TTIOBUIATHCS C aMePUKAHCKMMMU APY3bSIMU, COTPYOHUKAMM YHUBEpCUTeTaA.
A ceituac, 1 gyMaro, caMmoe BpeMst 06paTUTbCS K My3bIKOBETY.

Bompoc: 4 xoren 6b1 HaUaTh HaIry 6ecemy ¢ Borpoca rocrnogauuy IlllocrakoBy-
uy. B mocnennee Bpems, ocobeHHO y Hac B CoeqmueHHbIx [lITaTax, Bce yamie MOXK-
HO YC/IBIIIATh MHEHME O TOM, UTO Halll KOHLIEPTHbIE 3aJIbl IIPEBPATUIINCH B CBOETO
ponma My3eu. OTO OTHOCUTCS, IIPEXIE BCETro, K CMM(OHMUECKOI My3bIKe, KOTOPast
Yo>Ke He SIBJISIETCS KMBbIM MCKYCCTBOM. COT/IaCHBI Jivt BbI C TAKMM MHEHUeM?

IIlocTakoBu4: S He coryiaceH C TaKOil TOUKOI 3peHMsI, UTO HaIll KOHIIepT-
Hble 3aJIbl CTaJM MYy3esIMM ¥ UTO CMMQOHMUYECKOe TBOPUYECTBO, KaK ObI YIIIO
B IIPOIIJIOE U YK€ He MMeeT KaKMX-TO MePCIIeKTUB B OymyiieM. ITO HeBepHO. 3a
rocjaegHee BpeMsI MOSIBMIOCh HEMAJIO MPEeKPACHbIX CMMGOHNYECKUX ITPOU3Be-
nmeHwuit. I 6b1 XoTen Ha3BaTh mpousBenenus Cepres [IpokodneBa, beHmkamuHa
BputTtena, 6onrapckoro Kommosuropa Jiio6omupa Iunkosa. Hamm coBeTckue
KOMITO3UTOPBI OTAAI0T MHOT'O BHMMaHMs CMMGOHMYECKOMY TBOpUeCTBY. MoskeT
OBITh, 1 HE TIpaB, HO MHE KasKeTCsI, UTO TAKOTO Pojia Pa3MBbILIJIEHNS O TOM, UTO
cuMbOHMS CTaja HEKOM apXauKoii, YTO OHA yCTapesa, UCXOOUT, MOXKET ObITh, OT
TeX KOMIIO3UTOPOB, KOTOPbIE HE YMEIOT HAIIMCATh CUM(OHUIO ¥ OOBSICHSIIOT CBOE
HeyMeHMe TaKMMU TICEBIOYUYEHBIMU CYKAEHUSIMM 10 ITIOBOMY TOTO, YTO CUM@O-
HUS, eCcKaThb, yMepJia U JOBOJAbHO C Heli BO3UTHCS.

Hopmas Ilenerpuuau: Kak mbl 3HaeM, 1jis1 rocnoauHa IlllocrakoBmuya cum-
boHMM HaA MPOTSIKEHUM MHOTUX JIET CIYXKAT M3TI00IeHHBIM CPeACTBOM CaMO-
BBIpaskeHMS, 0COOEHHO B MOCAeAHMe Tofbl. I MMe B BUAY, IIPeXIe BCETO, ero
YersipHaanaryio u I[laTHagmaTyio cMMGOHMM, & BO3MOXKHO U €ro OymyIIyio
[lecTHaAUATYIO.

IllocTakoBu4Y: MHe KaXKeTCsl, UTO BCSIKOe MYy3bIKaJIbHOE MpOoM3BeeHue SiB-
yisieTcst GOPMOIL IMUYHOTO BhIPpaKEHMSI ero aBTopa. Tak IPOUCXOOUT U C CAMBIMU
BeIMYANIIUMU CUM(OHMYUECKUMU TTPOU3BEIEHUSIMY Bpoie, Harpumep, [IeBsaToii
cuMmdoHuu BeTxoBeHa, KOTOpas SIBJISIETCS IMYHBIM OTHOILIEHMEM BeTxoBeHa KO
BCEM U esIM, 3aJ10’KEHHBIM B 3TOM YAMBUTE/IbHOM IIpOM3BeAeHnn. Eciv nmpousse-
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JleHle He BbIpaXkaeT TMYHOI TOUYKM 3peHMs] KOMIIO3UTOPAa, TMUYHBIX €T0 B3I/ISLOB,
OHO, [I0-MO€eMY, He MOXeT Jlake IIOSIBUThCS Ha CBeT, IOHMMaeTe. BOT TakoBbI MO
MBICJIV HA 9TOT CYeT.

Bompoc: MoskeT 6bITh, Bbl MOI/IM GbI 0OBSICHUTD, TTOUEMY B TpMHAAIIATO
u YeTbipHaauaToi cuM@OHUIX Bbl OoTHaeTe mpearnouyTeHye BOKAJIbHBIM CpPeJ-
CTBaM BbIpa3sUTENbHOCTHU, Hapyllas B KaKOJ-TO Mepe NaBHO CJIOXKUBILYIOCS Tpa-
Iuiuio cuMGOHNUECKOTO KaHpa, KOHeUHo, uckiovas [eBsityio beTxoBeHa?

IlocrakoBuy: Hy g nymalo, 4To TYT... Befb Majep nonb30Bascs yeaopeue-
CKVIM T'OJIOCOM B CBOMX ITPOM3BeNeHMIX U B Tperbeit cumdbouuu, u B UeTBepTOii
cuMboHUM. VY Hero B TOM, UTO CKPOMHO HasbIiBaeTcs «IIecHSI O 3emMiie», KOTO-
pas siBisieTcss cuM@oHMei, TOHMMaeTe, TOXe VCIIOMb30BaHbI CJI0Ba. S mymaro,
YTO KOMIO3UTOP BIIpaBe MO0JIb30BaTbCS MpPU CO3LaHUM CBOUX MPOU3BEAEHUIA
u bneitToit, ¥ TPOMOOHOM, 1 YeI0BeYeCKUM T'OJI0COM.

Bompoc: MHe xoTenoch 661 06paTUThCS K BaM ¢ BOITpocom 110 rmoBoay YeTsi-
pHannartoi cumdonun. Kak B 3TOM COUMHEHUY BbI MPUILIM K JAHHOMY O0TOOPY
cTuxoTBOpeHnit? Kak MHe mpencTaBisieTcs, IJlaBHast TeMa CMMGOHUU — CMepPTh,
U CTUXU, OYEBUTHO, OTIPEAESIIOT COfepKaHye 3TOr0 COUMHeHUs ?

IllocrakoBuy: [la. IIpaBuibHO. DTO BepHO. dTa cumdboHMs 0 cmepTu. Ho TyT
y MeHs 6bL71a TAKOTO pofa maest. MHe Ka3a/ioch, UTO B IPOM3BeNeHNUSIX KOMITO3UTO-
POB TPOIIJIOTO, B TOM YKCIIe, BeMuKux: Mycoprckoro, Baraepa, llly6epra, YaitkoB-
CKOTO, Be3Jie, TIe MM IIPUXOIUTCS BCTPEUaThCs C HeM36eKHBIM SIBJIEHMEM Halleii
SKU3HU — ee KOHLIOM, KOTAa BCe CTpafaHus KOHUMINCh, — CMEPThb MpenCTaeT, Kak
YMUPOTBOpeHue. BcriomHuTe, moxasnyiicra, cmepTb bopuca I'omyHoBa B oriepe My-
coprckoro «bopuc l'ogyHOB», Korga rubHeT [epman B omnepe «[IukoBas mama» Yaii-
KOBCKOT'O, TOXKe YCIIOKOeHMe. MHe, KOHEUHO, TPYOHO TATaThCs U CIIOPUTD C TEMU
BEJIMKMMM KOMIIO3UTOpPaMy, KOTOPBIX $1 Ha3blBal ceifdyac, HO B UeTbIpHaALaTOM
CMMQOHMY S TIITAJICS TIPOTECTOBATh, & HE PAZOBAThCSI TOMY, UTO BOT HACTYIIMIIA
CMepThb — U ciaBa bory, BOT u Bce Kak-TO yCIOKounock. Eciu 310 ymanocs, HaBep-
HOe, MHOTO€ He yJIaJI0Ch, HO IJIaBHOE, MBIC/Tb OblIa y MeHsI Takas. [louemy 3T0 MHe
MIPUILITIO B TOJIOBY, HE3AIOITO A0 3TOTO S Iepeoskui 4yt opkectpa «IlecHu u ms-
CcKU cMepTu» Mycoprckoro. §I ux opkectpoBas. M BOT, Kak pa3 Korga s Haj, STUM
paboTai, s IOZYMaJ, UTo I TOJDKEH KaK-TO TaK MOJIEMU3UPOBATb, UTO JIA.

Bompoc: MeHs Bce ke MHTepecyeT — rmoyeMy rocroanH IlloctakoBuy o6pa-
TUJICS K 3TOI TeMe M OCYIIeCTBMUI CUM(OHMIO He YMCTO MHCTPYMEHTATbHbBIMY,
HO MMEHHO BOKaJIbHBIMMU CpefCcTBaMu?

IllocTakoBu4: HeT, MHe cpa3y MPUIIJIO B FOJIOBY, UYTO 06sI3aTEIbHO MTeHe
IOJIKHO 6bITh. O6s13aTeIbHO. I MHOTO YMTAJ M BbIOVIpA MPOU3BEIEeHMST Pa3HBIX
Mo3TOB. MeHs yrpeKaau B TOM, UYTO MO3TUUYECKOe pasHocTwine (a Tam [apcus
Jlopka CMJIbBHO OTAMYAeTCs, CKaxkeM, OT ['Mitoma Ano/uiMHepa U Tak ganee). Ho
MHEe KaXXeTCsl, UTO eC/IM Y MeHS eCTb CBOJ CTWJIb U CBO€ CJIOBO, TO MHE yIaloCh
3TO cAeaTh, MOABECTM K OMHOMY CTUJII0O OUeHb Pa3HbIX TO3TOB, OUeHb Pa3HbIX.

Bompoc: 3ta cuMdOHMSI, TOCBIIIEHHAs! CMEPTH, KaK MHEe KaXkeTcs, TaKXKe
MMPOCJIAaBJSIeT XKU3Hb U CUJTY YeJI0BeUeCKoro ayxa. Tak i 3To?

[MloctakoBuy: Eciiy 3TO MpOU3BOAUT TaKOe BIleYaTAeHNe Ha CIylIaTenei, To
3TO MeHS TOJIbKO paayer.

Bomnpoc: 13 Bcex B3TbIX BaMy CTUXOB TOIBKO OAHO HAIIMCAHO PYCCKUM IT0-
stoM Krioxens6ekepoMm «O TenbBur!». OHO BbIpaskaeT uaew 6eccMepTus U oue-
BUIHO 3aHMMaeT 0co60e MecTo B Baieit cumboHnm?

IllocTakoBuu: Bl 3HaeTe, MHe BCeraa TPYOHO O CBOMX COUMHEHUSIX TOBO-
PUTh, HO, MHE KakKeTCsI, UTO 9TO IpeKpacHoe cTuxoTBopeHne Kioxenbbekepa, K
CO’KaJIeHWIO, OU€Hb 3a6BITOTO B HaIlle BPpeMSI, K COKaIeHMI0. ITO 3aMeUaTeTbHbIA
OBLT TO3T-IeKa6pUCT. S AyMaro, YTO 9TO IPaBMWIbHOE BIleUaT/eHye, ITOTyJaeTcs,
€C/IM 3TO CTUMXOTBOPEHME CUMTATh IIEHTPOM. DTO O 6ecCMepTUM YeJI0BEUECKOTO
IyXa, KpacoTe ueJ0BeYeCKoii MbIC/IM, KPacoTe APYsKObI, YTO B HEMHOTHUX CJI0Bax
BBIPAXKEHO C YOUBUTEIbHOM CUJION.

Bompoc: IloroBopum o IIsaTHamiaToit cumdoHuu. MHOTMe, MucaBIIMe
0 Helf, IBITAIOTCS OTTaaTh COAEPIKaHMe ITepBOit YacTy cuMQOHMM, ee TTPOorpam-
Mmy. EcTb i1 6051ee ompepeieHHbIE TTPECTABIEHMS O COOePRKaHUM ITOI MY3bIKH,
yeM Te, KOTOpbIe TOBOPST, YTO OYATO ObI IeiiCTBME MEPBOI YaCTU MPOUCKXOIUT
B UTPYIIIeYHOM MarasyuHe? X0Teaoch 6bl YCIbIIATh 00 3TOM OT Bac. 3a0HO CcKa-
SKUTE, TIOXKaTYiCTa, ToYeMy, C KaKoii 11e/1bio Bbl Mcroib30Basiu B 3TOM cuMboHUM
uuTaThl 13 Poccuuu u Barnepa?

IlloctakoBuu: B IIaTHamuaToi cumM@OHMM HET OIpefeIeHHO TPOrpaMMBbl.
EcTb TakMe, MOKET ObITh, HE OU€Hb TOUHBIE 06pa3bl. ITO ST CaM CKa3aJl, YTO IIepBas
YacTh 3TO, BPOAE, Kak ObI MPOUCXOIUT B UTPYIIEUHOM MarasuHe. Hy, cuurtars, 4To
9TO OUYeHb TOUHOE OIpeesieHIe, XOTS 3TO S ¥ caM CKa3ajl, MOKeT 6bITh, 3TO U He
Tak. YTO KacaeTcsl LUTAT, KOTOPbIe S TaM MCIOAb30Ban u3 «Buibrenbma Tess»,
n3 «Kombiia HubemyHroB» BarHepa, MeHee M3BECTHOI CITYIIATENSIM.., pPOMaHC
I'nuukn «CoMHeHMe» s MUCIIOAb30BajJ B UETBEPTON 4YacTy. MeHs CIpalliuBaroT:
IoYeMy ThI TaK 3TO caenan? I[loHnmaeTe. BOT He 3HAa10, MHE MMOKA3a/I0Ch, YTO 3TO
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HeoOX0oAMMO ObUIO BOT TaK BOT, IIOHMMaeTe, ¢aenaTh. Heobxomumo. V MeHs yxke
ceifuac 60JIbII0I KOMITIO3UTOPCKMUIL CTaK — S MHOTO U JaBHO COUMHSIIO, HO [0 CUX
TI0p S He MOTY TOYHO OGBSICHUTD, TTIOUEMY ST 9TO CHeIasl TaK, a TI0OUYeMy 3TO CJIesal
aTak. U XOTS s 110 cBOMM yOekmeHusIM He dhaHTas3ep, UTo Jin, IOHMMAeTe, s pea-
JiucT. £, ga. Ho s cunrtatro, 4YT0 MHOTO€e, KOHEUHO, B BOIIPOCAaX TBOPYECTBA SIBJISIETCS
SIBJIEHMEM HEeOOBSICHMMBIM. MHOTOe. BOT IoueMy s B3sUT 9TU ITPOU3BEAEHMSI, STU
oTpbiBKY B [ITHaAaToi cuMboHMMu. OUeHb TOUHO 3TO S He CMOTY OObSICHUTD.

Bomnpoc: Haunnas pa6oty Hap [IaTHammaToi uMent au rocroaud [locrako-
BUY 0OlIlee MpeICTaB/IeHN e O KOHIIEMIII BCero MPOu3BeaeHNs U/ Ke OHA BhISIB-
JISIaCh 10 Mepe paboThl HAJ, TAPTUTYPOIL?

IIlocTakoBMY: DTO OUEBUIHO TOXKE OTHOCUTCSI K BOITPOCY — UTO TaKoe eCTh
TBOpYEeCKuit Tpoliecc? Bl 3HaeTe, Koraa s MUITY MepBYI0 HOTY, MHOTAA MHe CO-
BepIIeHHO SICHO, KaKasl y MeHs 6yIeT IocaegHsIsI HOTa, MHOTIa MHe ObIBaeT COBep-
LIEHHO SICHO. A MHOT/IAa HET, S MUIITY TePBYI0 HOTY, U 5 COBCEM aske He 3Hal0, KaKkasi
OymeT mecsiTasi, Kakast OymeT MATUAeCSITas, a Kakasl IoCIeqHsIs. A MHOTIa ObIBaeT
u He Tak. OgHaKo ke 1mpo IIaTHaAIaTyI0 cMMGOHMIO MHE ObUIO OYeHb SICHO, Ka-
KOJ1 OHA JTO/DKHA TOJYUUTHCSI B eJIOM. MHe GbUIO 3TO OBOJBHO SICHO. SI O4eHb
MHOTO HaJ Heii pabotan. BoT 6YKBaJIbHO J€HHO M HOIIHO. VI mHeM, 1 Houblo. U
¢ 6oMbIIMM yBJIeueHreM paboTtai. S ee mucan B 60MbHUILE, IOHKMAaETe... [foToM
BbIIIE] 13 6OIBHULIBI, ITVCAJI, IIMCAJI Ha Jaue, HO OTOPBAThCS OT STOTO COBEPIIEHHO
He MOT. DTO OJHO U3 TeX IMPOoM3BeAeHMI, KOTOpOe OUeHb MeHS 3aXBaTWU/IO, OTHO
13 HEMHOTMX MOMX COUMHEHMI, KOTOpOe MHe MOKa3aa0Ch SICHO OT IIePBON U 10
TOCIeIHEN HOTBI, ¥ HY3KHO TOJIbKO BpeMs, UT06 3TO 3ammmcaThb. TOJIbKO BpeMsI.

Bompoc: Kak mMbI 3HaeM, rocrioayuH [IlocTakoBMY COUMHSIET OYEHD OBICTPO.
MOJKHO JI 9TO CUMTaTh TUIIMYHBIM [Jis1 Bailero mertoma pa6otbi? CoumHss, Bb
OHOBPEMEHHO U OpKecTpyeTe?

IllocTrakoBuu: [1a, s 66ICTPO Bcerma paborarw. I moaro mymaro. Y MeHs ObI-
BalOT OOJbIINE TepepbIBbl, IOHMMAaeTe, HO KOrja f... Korga s paboraio ObICTpO.
DTO MOJ HELOCTATOK. DTO MO HEJOCTATOK, IOTOMY UTO S IIPOXOXKY MHOTAA MUMO,
YTO-TO He BbIXOAUT. Tak cIeaaHo... IUIIb Obl. S MUITY OBICTPO. DTO MOV HeJOCTa-
TOK. DTO MOJi IPKUii HeAOCTaTOK. S Muiry cpasy, cpasy naptutypy nuiry. Cpasy.
ManeHbKye HaOPOCOUKM MHOTIA TaK Jenalo. ITuIny cpasy HapTuTypy.

Bompoc: MHe xoTenoch 6bI KOCHYTbCSI omHOro Bompoca. Kommosutop Illo-
CTaKOBUY IOIb3YETCSI BCEMUPHO M3BECTHOCTBIO C IOHBIX JieT. Korga oH B Bo3pac-
Te HeBSITHAAIATY JIeT HAIMCcaa MePBYI0 CMMOOHMIO, UCIIOTHSIIONIYIOCS C TEX IOop

Ha Tpex KOHTMHEeHTaX, 06pallasich K MpOILIOMY, 3aAYMbIBAETCS JIM OH O POJIH, KO-
TOpPO€e UTPAeT ero TBOPUECTBO B My3bike XX BeKa U He TTOTUT JIU €ro 3TOT Tpy3?

IllocTakoBMY: MOKeT OBITh, MBI 3TOT BOIIPOC He GyIeM 0COOeHHO 3aTparu-
BaTh, [IOTOMY UTO KpaiftHe TPYSHO TOBOPUTH O CBOEH COOCTBEHHOI posu B XX Jin
BeKe WJIM TaM KOI[a-To, 1 He 3Halo. Eciu Kakoii-To cjien octaHeTcs B XX Beke, S
Oymy, KOHEUHO, CYACT/IVB, HO ST HUKOTAA He AyMaJjl O TOM, UTO MOSI My3bIKa UI'paeT
KaKyI0-TO OUYeHb GOJIbIIYIO, 0COOYIO POJib, 1 06 9TOM He AyMall U, BEPOSITHO, He
Oymy mymaTb. S TOMTBKO UTO PSIAY MOMX KOJIJIET IO MY3bIKe 37ech, B UMKaro, cka-
3aJ1, UTO S JTIO6II0 BCe CBOM COUMHEHMSI. Tak UTO s BCe CBOM COUMHEHMS JIIOOJTIO,
HO JeJiCTBUTENIbHO, pa3Be MOXKHO MMCATh KaKoe-11Mbo COUuMHeHMe, He JII00S ero?
Ho, TeM He MeHee, 51 O4UeHb XOPOIIO BMXY HELOCTAaTKM MOUX COUYMHEHUIA U CcTapa-
10Ch B CJIEAYIONIVX MOUX ITIPOU3BEIEHMUSIX U30eKaTh MIPeAbIAYIIX. A POJib TaM MOSI
B XX Beke, IOHMMaeTe Jii, B COPOKOBBIX JI TaM rofiax, B MATUECSTHIX. 5 He 3Hal0,
Kakasi 3TO poib, He 3Hat0. EIM MOSI My3bIKa Ha KOTO-TO TIPOU3BOAUT BIlevaTie-
HJe, MHE 3TO PaJioCTHO. I KOrma-To ObLI MMaHMCTOM M BBICTYIIAN ITyOIMYUHO, UTPaT
He TOJIbKO CBOM COYMHEHMSI, HO U YykKMe COUMHEHWUS] Urpal. I oueHb 4yBCTBYIO
ayouTopuio. IHOTAA 51 UyBCTBYIO, CMIKY, TEIIepb OUE€Hb YaCTO ObIBAET TaK, UTO CVIKY,
CJTYIIAI0 CBOE COOCTBEHHOE COUMHEHME U CIIBIITY, UTO MO MBICJIM OT CJTyIaTeNnei
OTCKAKMBAIOT, KaK TOPOX OT CTeHbl. IHOTAA BOT 3TO S YYBCTBYIO. A MHOITA UyB-
CTBYIO HA000POT. DTO TaKOJi BOT KOHTAKT, [IOHMMAaeTe, YyBCTBYIO. S ayauTopuIo. ..
DTO OYEeHb MOIe3HO, MEXKIY IPOUMM, UTO S YUUJICS UIPATh HA GOPTEIMAHO U UTO
BBICTYTIAJ ITyOIMYHO, IJIT MOMX 3aHSITUI KOMITO3UIIME 3TO IPUHECTIO OOJIBIIYIO
oJib3y. bosbIyio monb3y. S cayra CBOuUX ciyiiaTteneil. BOT Tak CTpeMoCh K 3TO-
MYy Bceit cBoeit paboToii.

Bompoc: IIpuxonunoce niu Bam Iupu>xupoBaTs?

ITocTakoBuu: HeMHOXKO 51 nupmskupoBai. Ho morom MHe... Hauanoch Ta-
Koe 3a60j1eBaHMe MPaBoil PyKu, U MHE MPUIILIOCh OTKA3aThCS OT AUPYVKMPOBA-
HUS ¥ OT UTPBI Ha opTenmaHo. A 1 qupyskupoBait. beuto. Ho, mo-moemy, 1mioxo
IUPVDKUPOBAJL. OTO He OBbLIO, BUAMMO, MOMM IIPU3BAHMUEM.

Bompoc: He 6epeT jiu 60sbIlie BpeMeH) MOATOTOBKA CMMGOHUA JIJIST IUPU-
SKMPOBAHMS, UeM HaryucaHme camoi cumoHum?

IllocTakoBuu: TpyAHO OTBETUTHh HA 3TOT BOMpoOC. I mymalo, u TO U JApy-
roe TpygHO. I K TOMy U K APYyroMy HaJl0 TOTOBUTHCS C TIOTHOM CUJIOMN, C TIOJTHOM
Cepbe3HOCThIO.

Bonpoc: l'ociogus lllocTakoBMY TOBOPUT, UTO OH BCETa COUMHSET 10 BHY-
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TpeHHeMy MO6YKIeH0. MHe MHTepecHO, UYTO Gbl CIYUMIIOCH, eC/Iu Obl OH, IIoYe-
My-JIM60 He CMOT OCYIIeCTBUTh 3ayMaHHOe COUMHeHMe?

IllocrakoBuu: Hy, BO-TIepBbIX, KTO MOKET IMTO3BOJUTH MYy3biKe, KOTOPYIO 5
3ayMbIBaJ, He BbIVTH. KTO 5Xe 3TO MOXKeT N03BOAUTh? Sl ;yMato, 4To, BO-TEPBbIX,
3TO COBEPIIEHHO HEBO3MOXKHO, Y MEHS BCeT/a HaiAeTCsT KapaHaani, 6ymara... He-
BO3MOKHO ...

Bompoc: finonckuit kputuk Moputuo I0HK, Ha cTpaHuLax xxypHana «Time»,
mcai, uto nocie TpunHammaTtoi cuMmdbonmnu lllocTakoBUY YIPOCTUI CBOM CTUJIIb,
KaK OH JyMaerT, Baia My3bika Bce 60iee HaChIIIaeTCS IMPU3MOM. MOTY Jiu ST CITpO-
CUTB, cornaceH iy lllocTakoBUY € TAKMM MHEHUEM? A eCJiy COTTIaCeH, TO SIBISIETCS
JIV 3TO CO3HATEeIbHbIM?

IllocTakoBuu: Hy, 5 nymaio, UTO BCeryia oueHb TPYAHO CIIOPUTh C My3bIKaH-
TOM JIU, C KPUTUKOM, C KOMITO3UTOPOM JIM, KOTOPBIii TaK UAM MHAUE OTHOCUTCS K
MOeMy COuMHeHUI0. MHe oueHb TPYAHO OCMapuBaTh, €CM OH Tak AyMaeT, 3Ha-
YUT, TAKOBA €T0 TOUKA 3peHusI 10 ITOMY MOBOJTy. Takoe Ha HEro MpOou3BOAUT BIle-
yaTienue TpuHagumaTtas cuMoHUsS MOsi. MHe TPYyOHO CIIOPUTb, s... MHe TPYyIHO
CTIOPUTD C OLleHKaMy, KOTOPbIe JAIOTCSI MOUM COUMHEHMSIM My3bIKaHTaMM, KpU-
TUKaMU JI, MOUMMU KOJIJIETaMM KOMIO3UTOpPamMu Jin. Sl K HUM OueHb BHUMATE/b-
HO TIPUCTYIIMBAIOCh, M €CJIM 3TO TOOGPOCOBECTHASI KPUTUKA, TO, KOHEYHO, BCETIa
13 Hee MOKHO MHOTO T10/1€3HOTO TOYePITHYTh. MOKHO MHOTO IT0JIe3HOTO J1J1s cebst
MOYEepITHYTh.

Bompoc: Baiiie oTHoIeHMe K KpuTtuKke? UTo Bel cKaxkeTe 0 ee pojiu B BOCIN-
TaHUM BKYCOB ITyOJIVKY U B UCTOPUU MY3bIKU?

IllocTakoBuY: [Ia, XopoIie KPpUTUKMU, KOHEUHO, HY>KHbI. KOHEUHO, HY>KHBI.
O6s3aTenbHO, TOHMMaeTe jiu. 1a, y Hac B CoBeTckoM Coro3e ObLT Takoit Acadnes
Bopuc, Bopuc AcadbeB, KOTOPbI 3aMedaTeNbHO, K COKaJE€HUI0, B JXUBBIX HET
ceituac... iBan ViBanoBu4 CO/UIEPTUHCKUIT OBUT YAVMBUTETbHBIN MY3bIKQJIbHbIN
KpUTKK. Ero ToXe, K coxkajeHUI0 HeT B XXUBbIX. ECTb B HacTosilllee BpeMsi OUueHb
Xopolire KpUTuku. dTo Tapua PabuHoBuy, B Jlenuurpage ApHonba Coxop. EcTb
Yy HacC KOMITO3UTOPbI, KOTOPble HAAMEHHO MUITYT KPUTHUUECKIMe CTaTbM. XOpolias
KPUTHMKA, ¥ OHA MOKeT OYeHb XOPOIIO BAMUSITh HA MIMPOKUX CIyLIaTesei.

Bomnpoc: CuutaeTe jin Bbl, 4YTO KOMIIO3UTOP MOKET YTO-TO y3HATh O CBOEN
MY3bIKe, TPUCTYIINBASICh K MHEHUIO KpuTuKa? OKa3blBaeT iU KPUTUKA BIUSHUE
Ha Banry My3bIKy, Ha BCIO UCTOPUIO MY3bIKA?

IllocTakoBu4: MHOTHA GbIBaeT TaK, MHOIMA Tak ObiBaeT. Ho Bedb BelImKuit

pycckuii mmcatenb YexoB, OH He JII06MI KPUTMUKOB U IMCAJ, UTO MMCATETb — 3TO
eCTb TPy#oBas Takas JIolaAb, KOTOPasi Be3eT TPYAHBIN U TSOKeNbli BO3, TAIlIUT,
a KpUTUK — ITO TaKOi cerneHb, KOTOPBI KycaeT ero Ciojia, BOT Clojla 1 MelaeT
eMy paboTaTb. MOXXeT 6bITh, TaKMe KPUTUKY U ObIBAIOT. HO K CYACThIO, MX B HAIIle
BpeMsI CTAHOBUTCS BCe MeHbIlle ¥ MeHblle, U §, MoKaayii, He 3Hal0, KO0 MOX-
HO ObLTO OBI YIIPEKHYTD, Kak UexoB yIpeKka. Bce, 4To 060 MHE MUIIYT, SI YATAIO
OueHb BHMMATEbHO 1, HECOMHEHHO, UTO-TO ST 3aMMCTBYIO U3 TOTO, UTO 060 MHe
nuuryT. HecomHeHHoO.

Bompoc: § xouy cripocuTb 0 Baiiiem My3bIKaJIbHOM CTUJIe, MHE KaskeTcsl, BO
BTOpOM CKpPUITMYHOM KOHIIEPTE, a TaKXKe ¥ BO MHOTMX Bammx cuMbOHMYECKUX
npou3BegeHusIx, Bol MbpIcIMTe BOKaJbHO. I1opoii S olIyIiaw B HUX HEMNOCpEe[-
CTBEHHOe€ BJIMSIHME HapOOHOI, B YaCTHOCTM, PYCCKOT TTIeCHM.

IllocTakoBUY: JTO, MHe KaskeTcsl, MpaBMJIbHO Bbl cka3anu. S MHOTO 3auM-
CTBOBAJI U3 PYCCKOV HAPOAHOW MYy3bIKU, YKPAUHCKOI, HEMEIIKOIi, UTATbSIHCKOIA,
BOT, MOXET GbITh, BECh 3€MHOJI IlIap MPUAETCS... BOT TaK CUMTAETCs, YTO MOt
IMepBblit popTeNMaHHbI/ KOHIEPT MO O0bIIMM BIMSHUEM aMepUKaHCKO Ha-
POIHOI MY3bIKM HaIlMCaH. 5 CyIIar0 MHOTO HAapOAHOM MY3bIKM, M OHA Ha MEHS,
KOHEUHO, BIMSeT.

Bomipoc: OgHa 13 cTopoH Baiiiero My3bIKaabHOTO CTUJISI TIPOSIBIISIETCS B Xa-
PaKTepPHOM [IJIT MHOTMX BalluMx COUMHEHM IBVKEHUM OBICTPOTO SHEPIUUHOTO
OCTPO-PUTMMU30BAHHOTIO r'ajIona, yalile BCero B opkectTpe. MOXHO Ji 3TO CYUTATD
OLHOJ 13 CTOPOH Bailiero My3bIKaJbHOTO CTUIS?

IllocTakoBuu: Tak. TO UTO, KOHCTaTanus ¢akra? Bbl 3HaeTe, IMO-MOEMY,
B MMOCJEeIHUX MOUX COUMHEHMSX 3TO y>Ke MCcue3jio, BOT 3Ta rajoIiHas Takas, Mo-
TOpHAas... OHA, I0-MOeMy, TToceHee BpeMs Mcue3aeT, B IOHOCTU S 3TUM OUYeHb
yByiekasncs. OueHb yBiaeKkancs. 3Haere... Ceifuac, mo-MoeMy, 3TO Y MeHSI Uc4e3Jo,
XOTSI, MOSKET, S ¥ OIIM6aiCh.

Bomnpoc: I[Tuiere jiu Bol ere My3bIKy 4151 KUHODMIBMOB? 3Ta My3bIKa BCET-
Jla 3aHMMasa 3aMeTHOe MecTO B Baiiem TBopuecTBe.

IlocTakoBuy: S mmcaa MHOTO MY3bIKM A1 GuiabMoB. MHOTO. U ceftyac Kak
pa3 6YKBaJbHO JOJDKEH ObLI IMPUHSITHCS 3a HalMcaHue MY3bIKM K KUHODUIBMY
«ITeTepbyprckue mMoBecTu» Mo [Orosio, KOTOpble COOMPAICS CTABUTD BbIIAIOIINIA-
cs1 coBeTCKuit peskuccep I'puropuii Muxainosuu Ko3uniies. Mbl ¢ HUM BCTpeva-
JIUCDh yKe 1 OeceloBa/M 10 3TOMY ITOBOAY, HO ... 1 JaBHO yexan u3 COBETCKOTO
Coro3a, ... IpuMepHO Mecsia noatopa. S y3Hasi, uTo KosuHIeB CKOHYAsCs, 3TO
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IUISL MeHS yIap, KpoMe TOTo, IMYHO 3TO ObLI OUeHb OOJIbIINON MO IPYT U, KOHEY-
HO, TBOPYECKHU, TOTOMY UTO 3a[yMbIBaIOCh, I0O-MO€EMY, 3TO BCe OUeHb MHTEPECHO.
Tax 4To, uTO 5 6ymy ceiiuac B KMHO JaJjbIlle AelaTh, TOKa He 3Halo. ... Ko3uHIIes.

IllocTakoBuu: A ¢ Ko3MHIIEBBIM I OU€Hb MHOIO paboTas. Bblay HamMcaHbl
KHOGMIbMBI «Koposnb JIup», «Famier», «lOHOCTs Makcumar, «BosBpaleHue
Makcuma», «Bpi6oprckast cTopoHa», «Iluporos» u apyrue. «[IMporos» — 3TO Ta-
Ko¥ 6bU1 KMHODWIbM, ITMPOTOB — 9TO XUPYPT TaKO#M GbLT PYCCKUit, KUHODUIBM
«BeJIMHCKUIT» O TUTEPATYPHOM PYCCKOM KPUTHMKe. DTO ObUT y HAC TAKOIA... OUEHb
JIJIVHHBIN, B TeUeHNe TOITUX JIET, COI03. DTO [IJIsI MeHS YKaCHbBIN yaap, KOHUMHA.
VskacHbIN yaap... [Toromy uto Ham aTuMu «[leTepOyprcKuMM MOBECTIMM», Kak pas
110 MOEMY BO3BPAIleHMIO0 MbI COOMPAINCh HAaUaTh PaboTaTh.

Bompoc: Han yem BeI ceituac paboraere?

ITocTakoBu4Y: S TOJBKO YTO 3aKOHUYWI YUeThbIpHALLAThI CTPYHHBIN KBap-
TeT Iepeq oThe3maoM. S ciepBa moexan B Jauuio. I B JITaHuy ObLT OKOJIO MeCsIIa,
rorom moexasn B CoemyHenHblie [IITaThl, Ha MoiTopa Mecsiia. Tam yke 6yKBaJIbHO
HaKaHyHe OTbe3[a 51 3aKOHUM/I YeTbIpHAAIIAThIN CTPYHHBIN KBapTeT. UTO OymeT
nJanbie? B raHe 611K BOT «[leTepbyprckue MoBeCcTu», HO TOKA, M3-3a 3TOJ Ka-
TacTpodbl, KOTOPAst TPOM3OIILIA, 1 HE 3HAI0, KaK... COBJIaJaThb C CO607i?

Bomnpoc: Pa6oTaeTe i Bbl 0MHOBpEMEHHO HaJl HECKOJIbKMMY COUMHEHUSIMMU?

IllocTakoBUY: BbIJI0 OMHO BpeMsI, UTO ST COUMHSIT OGHO-ABA COUMHEHUS OfI-
HOBPEMEHHO U Jake MOXET ObITh TPH, a ceifuac HeT. Ceifyac TOIbKO 110 OTHOMY
COYMHSIIO, IO OGHOMY COUYMHEHMUIO.

Bompoc: [Ipeskae yeM HaM pacCTaThCs, ST XOTe ObI CKa3aTh, YTO MBI C WH-
TepecoM Xaem Oymymux BcTpeu ¢ Makcumom IllocTakoBuueM M pacCUMThHIBAEM
Ha ero nNoCTOSTHHOe COTPYAHNYeCTBO. HemaBHO MbI TOTYYMJIV €70 TPaMIIaCTUHKMA.

IllocTakoBMY: MakcuM fOenaeT Gojbliyve yCrexu Kak Iupvokep. BoT ceii-
4ac OH BMeCTe CO MHO e3aua B JlaHu10, TAe UCIOMHMUII OUeHb XOPOIIO KOHIEPT
M3 MOUX COUMHEHMI, Tepe[ 3TUM OH 6bl1 B IopTMyHIe B PemepaTuBHOI Pecrry-
6nmke l'epmaHMm, TOKe TaM BBICTYIIA JOBOJIbHO yaauHO. YacTo BBICTYIIaeT y HaC.
Tax 4To 51 UM AOBOJIEH, TTOHMMaeTe. 5 mymaio, 6yay JOBOIbHBIM.

Bomnpoc: Xotenn 661 BhlI elie 4To-1160 cKas3aTh, rocroauH llloctakoBuy?

IllocTakoBu4: Jloporue, yBaskaeMble pagyuOCIyIIaTeNn, s O4eHb paj Obl,
YTO MHe 6blIa MpeJoCcTaBIeHa BO3MOKHOCTD IOEIUTbCS ¢ BaMyu MOMMY MbICIISI-
MU O My3bIKe, O My3bIKaJbHOM TBOpUYecTBe. I o Bam, noporue paguociymare-
JIY, MOM CaMble JyJlline roxkeaaHms!

A

)
’
-

C MHULIMATOPOM BBITTYCKa KOMIUIEKTA IJIaCTUHOK «T'oBopuT lllocTakoBmu» My3bikoBemom .M.
[IHeepcoHoM B unTanbHoM 3ajie BOKC B 1943 romy
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“I am a servant to my listeners... striving for it
Dmitri Shostakovich

hostakovich didn’t possess a bright gift of oratory and wasn’t an outstand-

ing music critic — that’s what he declared in a number of his speeches. Not
everything he had to say from high rostrums and before the microphone reflected
his personal stance (neither did the printed statements with his name signed under-
neath) - the rank of “Soviet composer No. 1” was at times a too heavy load to bear;
only music remained an island of spiritual purity in such instances. And it gives an
added value to the surviving speeches, conversations and interviews that presented
Shostakovich as a truly sincere and truthful man. His simple, even commonplace
words, his speech speckled with interjections, fast and nervous, “in a raised voice” —
these recordings add unshowy yet unusually important details to the portrait of his
complicated and many-sided personality whose music and life captured the tragic
depth of the century.

“The whole country is lapsing into silence. The street traffic is halting. What’s
going on? Leningrad calling. The voice that every Russian knows. And the name,
known to the whole world too — Dmitri Shostakovich,” testified French journalist
and antifascist writer Jean-Richard Bloch who secretly broadcast from Moscow for
occupied France during WWII.

That was how the nation listened to Dmitri Shostakovich’s famous speech
from Leningrad on 17 September 1941. Chary of words, with a voice devoid of any
oratorical inflection, he informs in a business-like fashion about his new work that
will fly round the world and stir up the hearts of millions a year later, and talks about
the life of his colleagues in Leningrad already encircled by the siege. As the leg-
endary poet Olga Bergholz, who worked for the Leningrad radio in the time of the
siege, aptly noted, “not a single pretentious line” could be added to his address. She
remembered that Shostakovich “spoke with great inner agitation, his voice sound-
ed a bit dryish, but was clear and absolutely calm.” On the same evening he played
the two finished movements of the Seventh Symphony to the Leningrad musicians.

The composer’s other talks featured here date back to peaceful times.

His recorded address at the Youth Section of the USSR Union of Composers is
one of the most interesting phonodocuments of the era. “...As if you can see him
there with your own eyes, in our old building of the Union in the former Miusskaya
Street,” wrote musicologist Liana Genina. “He is boisterous, rejoicing at spring, full

of an ineradicable creative force, a man who is still so far from an old age. You can
see how he delightedly inhales the smoke of a cigarette (“Let me smoke a little after
all;” and there goes a light crackle of a burning match). And the main thing - and
now any illusion is out of the question, “memory is like a repeated film” as a poet
said — you hear his living voice. As a matter of fact, the conversation with the young
ones includes a few talks all at once, and all are equally important.”

“What was amazing about that conversation is the level of the questions
asked, ultimate sincerity of the tone. And it was nothing more than a professional
session! The conversation with the youth is like a peculiar self-portrait in this and
all other respects — here, the notions, criteria, measures of aesthetic and civilian
value of creative labour that were so important to Shostakovich are summed up and
completely formulated.”

Sensing the breath of the Thaw, Shostakovich gladly responded to his younger
colleagues’ wish to talk about the current problems of composing art — without
any formal clichés and dead ideological dogmata. Six months before that he sur-
vived his wife’s death and could not recover from the blow for a long time; but here,
among the young ones, he seems to be younger indeed.

Shostakovich often travelled abroad since 1949 as a member of official Soviet
delegations. In such cases he had to represent the governmental position rather
than speak in his own voice. However, it was a different Shostakovich at the music
festivals. There, off the record and uncensored, he could enjoy informal communi-
cation with foreign colleagues and acquaintance with new works.

The “Warsaw Autumn” Festival established in 1956 was one of the most im-
portant international fora of contemporary music. For the nations of the socialist
camp it actually was the only islet of musical freedom where new works of West
European and American music avant-garde could be heard. Shostakovich, who had
just finished his first cello concerto, visited the “Warsaw Autumn” Festival in 1959
with a special feeling — he didn’t forget about his Polish roots (his paternal great
grandfather was sent into exile in Siberia for his involvement with the Warsaw
revolt in 1830). In 1927, Shostakovich took part in the First International Chopin
Competition as a pianist and received an honorary diploma. To him, Warsaw was
a city of memorable youthful impressions, hopes and disappointments, a city that
had a romantic halo around it.

The interview he gave to Witold Rudzinisky, a renowned Polish composer and
musicologist, professor of the Warsaw Conservatory and editor-in-chief of Muzyka
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magazine, is interesting thanks to its detailed appraisal of the “Warsaw Autumn”
Festival. That opinion seriously differed from the official review of the festival
published with Shostakovich’s signature in the November edition of Soviet Music
magazine.

In 1962, the musical part of the Edinburgh International Festival, one of Eu-
rope’s largest music events, was fully dedicated to Dmitri Shostakovich’s works
(such a monographic approach was a tradition of the festival in those days). Lord
George Harewood, a new artistic director of the festival and an ardent lover of mu-
sic, had visited Moscow in person to invite the composer to the Scottish capital.
During three weeks in Edinburgh, six symphonies, with the recently “exonerated”
Fourth among them, eight quartets, Shostakovich’s orchestration of Mussorgsky’s
“Khovanshchina” and many other works, including early opuses the composer
hadn’t heard for decades.

Back in Moscow Shostakovich admitted with unfeigned sincerity that listen-
ing to so much of his own music proved to be a hard test. A sort of anthology of his
works unfolded before him for the first time in his life, making him to relive many
events and take a fresh look at some of his creations. He didn’t find all the perfor-
mances fully satisfying, but his music was the main reason to be anxious: would
the foreign listener comprehend what he wrote for a completely different audience?
would the music composed in other times strike a chord? The composer recalled his
acquaintance with Prokofiev’s “The Gambler” with gladness; and the meeting with
Benjamin Britten, who impressed Shostakovich with the diversity of his composing,
conducting and performing talents, was the most joyful experience. Their acquain-
tance later ripened into true friendship.

The majority of the talks featured on the album dates back to the 1970s,
the last years of Shostakovich’s life. Both in his music and thoughts he would more
and more often turn to the past and recollections of his meetings with people who
were dear to him.

In a short story titled “My Work in Cinema,” he gives a brief outline of his
almost fifty-year experience in cinema and speaks about the important role the in-
teraction with this art played throughout his career and his work with prominent
directors. In the same year when the interview was recorded, the motion picture
“King Lear” was released in the USSR. It was director Grigory Kozintsev’s second
screening of Shakespeare’s works following “Hamlet” realized together with his old
friend and associate Shostakovich. They had a new joint project in their minds,

a screen version of Gogol’s “Petersburg Tales” in particular. However, “King Lear”
was destined to become the composer’s last work for cinema.

The period of Shostakovich’s collaboration with the genius of domestic theatre
Vsevolod Meyerhold was quite short, but those few months in 1928, when the young
composer resided in the director’s flat, left an indelible imprint on the development
of his personality and style. Shostakovich did not share all of Meyerhold’s aesthetic
principles, but his figure of man and creator, the powerful stream of his creative
energy, his complete, to the point of exhaustion, dedication, his multidimensional
approach to every new production and his greatest responsibility for every little de-
tail and stroke were much more important. “I wanted to be like him”, the composer
admitted. The famous stage director was a victim of Stalinist purges, and Shosta-
kovich was particularly happy when Meyerhold’s name and legacy were exonerated
and insisted on resuming “The Queen of Spades,” one of Meyerhold’s last produc-
tions that caused much controversy.

The interview presented here has never been fully released before. Its frag-
ments were published in Soviet Music magazine (No. 3, 1974) among other fea-
tures on Meyerhold. What also makes it particularly valuable is that Shostakovich
conversed with director and script writer Leonid Varpakhovsky, who in the 1930s
was a contributing scientist for Meyerhold’s theatre and dedicated quite a number
of pages in his book “Observation. Analysis. Experience”. Verpakhovsky was arrest-
ed and spent 17 years in the Gulag. It is a little known fact that Meyerhold dreamt
to stage “Lady Macbeth of the Mtsensk District.” The composer’s story of their
last meeting on the day of the arrest sounds sparingly yet expressively. However,
the episode about the fire in Meyerhold’s flat depicts the director in a most vivid
way — having called the fire brigade, the director first of all rushed to save a file with
Shostakovich’s manuscripts.

The composer had his last journey overseas in 1973. From Denmark, where
he received the Sonning Music Foundation prize, he set off to La Havre from
where the Mikhail Lermontov ocean liner took him to the United States. His third
voyage to America was associated with honorary doctorate conferred upon him
by Northwestern University in Evanston near Chicago. “The Festive Overture” was
performed at the ceremony. During his trip, the composer also had medical exam-
inations in Washington, D.C., but his hopes for American medicine did not come
true — the physicians told Irina Shostakovich that they were powerless to help her
husband.
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That was a period of détente in the relations of the two great powers after ...A bespectacled man
the Soviet leader Leonid Brezhnev’s visit to the USA. In the context of prospective is standing on the stage — not a god.
fruitful cultural cooperation, Shostakovich’s coming stirred extraordinary interest Awkwardness is in the way he jerkily clutches his fingers
in very different circles of the American society. Both of the composer’s Ameri- And in his necktie aslant.
can interviews contain some very important confessions. The shorter one record- He is standing inept, breathing unevenly.
ed in New York by art critic and film music expert Royal S. Brown is interesting Like a boy, with his eyes looking down uncomfortably.
for the recollections of the unfinished opera “The Gamblers” (Shostakovich cited And he bows so clumsily.
it in his viola sonata), an ironic answer to the question about the use of the instru- Hasn’t learnt how to. That’s why he’s a victor.
ment in the composing process (“I use my head rather than my hands”), and dreams Boris Mukosey

of the unrealized “film opera” that promised unlimited possibilities for the com-
poser’s imagination. We can hear Shostakovich being nervous after an “awkward”
question about probable obstacles for performance of his works in the USSR.

A 45-minute talk in a Chicago TV studio with Arrand Parsons, professor
of theory and composition at Northwestern University and programme annota-
tor for the Chicago Symphony Orchestra, is Shostakovich’s peculiar aesthetic will.
The interview is “unique in its laconism and expression of well-faceted components
of an artist’s creed” (Liana Genina).

Different questions, mostly about the last symphonies (the vocal component
and selection of poetry in the Fourteenth, “quotes” from other composers’ music
and the presence of a programme in the Fifteenth, the meaning of national and
folk music elements) are unwittingly reduced to the main problem — the mystery
of the creative process. The composer is surprisingly terse again — he was com-
pletely unable to explain why he wrote the music that and not any other way. His
own decisions were beyond any rational analysis — just a reference to the feeling
of acute need for doing it exactly as it was done. Being confident of viability of the
symphonic genre as well as all other kinds of academic music, he was confused
to hear the question about his “role in the twentieth century” - “If my music leaves
any trace, [ will be happy indeed...” To feel contact with the audience was of primary
importance to him - “I am a servant to my listeners.”

These artless confessions of the composer who became a classic long before
his death provoked a keen feeling of warmth and admiration in one of the inter-
viewers. The feeling Evgeny Yevtushenko had as he was describing Shostakovich
in the poem dedicated to him:
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EXCERPT FROM A RADIO ADDRESS
% LENINGRAD. SEPTEMBER 16, 1941

An hour ago I finished the score for the two movements of a large symphonic
composition. If I succeed in bringing it off, that is if I manage to finish the third and
the fourth movements, I’ll be able to call the work the Seventh Symphony.

Why am I telling you this? I am telling you this to show that life in our city is
normal. We are all at our battle stations.

Soviet musicians, my dear numberless comrades-in-arms, my friends!

Remember, our art is in peril. So let us defend our music, let us work honestly
and selflessly!

P A TALK DELIVERED TO THE YOUNG COMPOSERS’ SECTION

OF THE USSR COMPOSERS’ UNION. MAY, 1955

First of all, of course, I would like to thank you for inviting me to speak from
this rostrum and to share with you some thoughts on matters in which you and
our musical public at large take a lively interest. I have been privileged to attend
a number of your get-togethers, and I have been invariably gratified with your active
and interesting discussions, as well as with the auditions of new compositions. This
give-and-take of ideas among composers is very useful for their creative growth,
edification and professional work.

I am somewhat at a difficulty, because, after all, I am not used to public speak-
ing, and, therefore, I would like to apologize in advance if some of you present here
prove to be disappointed with today’s talk. So, please, forgive me for this sin of omis-
sion rather than one of commission.

Now, [ am going to take up a number of points which arose when we were plan-
ning this meeting.

You are well aware that the Plenary Meeting of the Governing Board of the
USSR Composers’ Union, which took place not so long ago, has had profound reper-
cussions in the world of music. The press gave a broad coverage to the event, and,
among other things, there were some comments to the effect that the finales of the
several recently performed symphonies are bad music, or, to say the least, they
are not as good as the first two of three movements. In this connection I cannot
help wondering whether this is at all true, and, secondly, what is a finale, after all.
This brings to my mind an old anecdote about Brahms and Bruckner. As you know,
these two famous composers did not see eye to eye. They hardly ever met each

other, and, as they say, there
was no love lost between
them. Once, it so happened
that destiny brought them
face to face, and there was
nothing they could do but
to entertain a conversation.
“Esteemed maestro,” said
Bruckner, “you will agree
that composing a good sym-
phonic adagio is a well nigh
impossible task.” It must be
noted here that symphonic
adagios used to be Bruck-
ner’s forte. Brahms parried
that, to his mind, it was
much more difficult to write
a symphony which would be
good in its entirety, and not
just the adagio.

I, too, feel that the en-
tire symphony must be
good - the first, second and
third movements, and the fi-
nale. All the movements
should be good, all the parts
should be compelling.

For example, in the fine
symphony by talented Taktak-
ishvili, the final movement is
not as good as the preceding
ones, and this is beyond any doubt. In contrast, in Boris Tchaikovsky’s little sympho-
ny, which is clearly marked by talent, the final movement is on a par with the one
before. It is very, very good, and, to my mind, an excellent and befitting ending of the
composition.

With Irina Shostakovich and Mieczystaw Weinberg
at a rehearsal of Symphony No. 15 at the Grand Hall
of the Moscow Conservatory. 1972

30



SHOS T AKOVICHL

The problem of the finale used to be a centerpiece in many a discussion in stu-
dent societies, as finales, which are meant to crown a piece or a cycle, are often
failures.

This is a very difficult problem, and I do not feel equal to making an exhaustive
analysis of it. There may be several reasons for the failure. Some of the reasons may
be extraneous. For example, it may well be that the composer had stamina only for
the first few movements, and when he was writing the finale he was on his last legs.
Come to think of it, the example sounds hollow. I believe that the underlying rea-
son is that composers, including very gifted Otar Taktakishvili, did not give enough
thought to the artistic concept of their symphonic compositions. Hence the partial
failures.

[ am far from believing that the final movement there is so bad as to spoil
the entire symphony, which therefore should be pronounced a failure. But still, this
lack of diligence in elucidating the entire concept of the work did Taktakishvili a bad
turn. On a different occasion I already had a chance to express an opinion about Kar-
en Khachaturian’s interesting symphony, in which the weakest movement is the fi-
nale. At the time, I could not think of a reasonable explanation. Now I think that
Karen Khachaturian, too, failed in his appreciation of the difficulties involved.

I am very fond of Aram Khachaturian’s Second Symphony, an excellent work
marked by a seal of talent, and undeservedly relegated to the rank of infrequently
performed compositions. It’s a long time since I had the pleasure of listening to it.
Alas, there, too, the final movement is not nearly as good as the preceding ones. I
have not had a chance of talking this over with Aram Ilyich. Neither have I asked him
about what he thinks was the reason for this. Even if I had, I do not think he would
have been able to come up with an answer. I’ll make a guess, however. I think that
Aram in this symphony wanted his finale to be a sort of an epilogue, which would
provide answers not only to the questions of the first three movements of the sym-
phony, but also to all the other questions of life. These answers were supposed to be
imbued with optimism, and, strictly speaking, the theme of the finale is not pessi-
mistic. But it is static... So, from the drama of the first three movements Khachatu-
rian slid down to something petrified in the finale. And this proved an anticlimax.

I feel that a large form of musical art, including individual movements of a sym-
phony, such as scherzos or adagios, as well as allegros and, of course, finales of large
forms must have dramatic dynamism, for it is very difficult to continue to the end
in the mood in which you have started. Take, for example, the finale of Tchaikovsky’s

Fourth Symphony. You will be surprised, but I do not consider it one of his best.
Imagine what would have happened if the composer had continued in the same vi-
vacious and gay vein to the end. Where would we be without the theme of destiny,
as Tchaikovsky refers to it himself in his letter to von Meek, bursting into the course
of events?

This is exactly why the finale of the Fourth Symphony has such an effect on
the audience. This is why it is such a compelling and convincing ending, crowning
the drama of the Fourth Symphony.

Now, with your permission I am going to have a smoke.

There was similar criticism of my Tenth Symphony which I consider fully justi-
fied. Although, on the whole, the cycle seems to be rounded off, there are, undoubt-
edly, things which I failed to achieve. First and foremost, I failed to find a contrast-
ing, freely flowing theme for the finale, which, as you might have noticed, is crowded
with several minor themes, and they keep sort of scurrying around. In retrospect,
it is clear to me now that what was needed was a broad and powerful theme some-
where halfway through, or closer to the end, or even at me very end.

I am fully aware of this deficiency in the final part of my Tenth Symphony, and
you will be completely justified in asking me the obvious question: should I rewrite
the finale, or, as they are wont of saying now with a note of hopelessness, should I
put in some more work into it? This last piece of advice usually produces a resigned
reaction: Ah, to hell with it! (Laughter in the audience.) You see, I keep on thinking
that, ideally, I should really apply myself to the task, and it may well happen that I
really will, some other time, but definitely not now. My attitude to it now is that it is
a thing of the past, that it had taken a lot of mental and emotional effort, and that
it would be very difficult to go back to one’s old compositions in order to improve
them.

Well, I wish you would be more critical of your own work and never miss
a chance of improving it. As for me, I cannot think of a single instance when initially
I wrote a piece of poor music, then began polishing it, and it became better. Unfortu-
nately, what was bad remains bad to this day. But this does not mean, of course, that
you should not critically review your past compositions.

Now I turn to a different subject, that of programme music, which interests us
all. The great classics of the past also took an interest in it. Liszt composed a great
deal of programme music. So did Tchaikovsky, Rimsky-Korsakov as well as many
other great composers.
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Our programme music, too, should forge ahead. It is a heartening experience
to see a composer take a specific background for his composition, such as a work
of literature, like Tchaikovsky did with “Romeo and Juliet” and “Francesca da Rimini,”
or Rimsky-Korsakov with “Scheherazade,” and so on, and so forth. It seems to me that
these composers succeeded in gaining a deep insight into the literary works on which
they chose to base their compositions. Unfortunately, it happens sometimes that
a composer simply takes some surface characteristics of a work of literature, and tries
to depict them in his music. It seems to me that such, attempts are doomed to failure.

It may be attractive and challenging to try and depict in the idiom of music all
the twists of a book’s plot. For example, there is just about everything in magnificent
symphonic poem “Till Eulenspiegel” by Richard Strauss, including a rather naturalistic
portrayal of a hanging. However, besides these attempts to show things as large as life,
so to speak; there is something else in it, a sort of a central idea, which makes you
forgive all the diligent attempts to depict things with, sometimes, naturalistic details.

Another problem of topical interest, evoking a great deal of controversy, is that
of the national spirit and national atmosphere in music. It is sometimes argued that
music with national atmosphere is that which uses folk themes, that Russian nation-
al music is based on Russian folk themes, and Ukrainian national music is based on
Ukrainian folk songs.

I do not quite agree with this point of view. True, it has been shown many
a time that folk songs do indeed enrich musical works, and I am all in favor of us-
ing them. Suffice it to recall Tchaikovsky’s Fourth Symphony or Italian Capriccio,
Glinka’s Spanish cycle, Tchaikovsky’s second Symphony or Balakirev’s Overture
on Three Russian Themes, which were all enriched by national themes... but I do
not think that the composers’ using national themes alone gave these works their
national color. You see, folk songs in the compositions I have just enumerated are
dynamically part and parcel of me entire work, they are, so to speak, woven into its
fabric. Therefore, I repeat that the use of folk songs is very attractive, because they
are rather an asset in a composition. But then again, my definition of national music
would be somewhat different.

To give you an illustration, if I am not mistaken there are no folk songs in the
score of Glinka’s “Ivan Susanin,” in contrast to “Ruslan and Ludmila” featuring
Finn’s song and some other folk themes.

But to brand “Ivan Susanin” as unnational on this account would be absolutely
senseless, to my mind.

Glinka’s entire repertoire of musical themes is so intimately linked with
the Russian songs and the Russian people that it can be accurately described as one
complete suite based on Russian folk music and Russian songs.

On the other hand, quite the opposite is possible when a folk song is worked
into a composition which does not become any more national for that. Stravinsky’s
work could provide several illustrations of the point.

Another welcome development is that more and more operas are composed
on contemporary Soviet material, contemporary material in my view and moderni-
ty in general should not only include the present year — 1955 — but also our recent
history: the Revolution of October 1917, the Civil War, and the Great Patriotic War.

This is a heartening development, which has already produced some tangible
results, such as Kabalevsky’s opera “Nikita Vershinin,” presently rehearsed at the
Bolshoi Theatre.

Of course, a great deal depends on the theatres and the directors who produce
the operas; they are duty bound to be loyal to the composers and meet them half-way.
I am mentioning this because, in some Soviet operatic productions, excessive natu-
ralism sometimes marred a well-conceived opera.

The production of Prokofiev’s “War and Peace” by the Leningrad Maliy Opera
Theatre is a good example of a new approach to an old opera. There is hardly anyone
who would remain unmoved by this epic historical and patriotic canvas. You might
remember that initially the opera was designed for two nights, and it look the pro-
ducers a great deal of work to cut it down to one night’s length. It is my personal
opinion, that, although the editors came up with a good version, much good music
has been left out.

This is why I think that it would be a good idea to produce the opera in its
entirety, even if two nights will be required for the purpose. After all, Wagner’s “Der
King des Nibelungen” ran on four nights.

Now, I am coming to another important matter, that of a composer’s work. I
have already said that a composer should be critical of his own work that he should
aspire to the ultimate in perfection.

What I am going to speak of in this connection is a composer’s code of prac-
tice. I want to emphasize that composing music is not something easy or done for
fun. It is hard work, sometimes punishing work. I am aware that many composers
are fast workers, that they have a light touch and hardly ever give their mind to the
process. That results in an imperfect composition. I think that a composer should
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have something of a zealot in him, he should be honest with himself, diligent and
hard-working.

This reminds me of a thing that recently happened to me. I was approached
by a representative of a film company and asked to write music for a film. When I
told him that I had my hands full, he quite seriously countered that his organization
is in a position to help me and to alleviate me, so to speak, of an “unnecessary” part
of my work. I felt grateful, thinking that they were going to take me to a secluded
spot somewhere at the seaside, where I could work at my leisure, or that they could
arrange for my day-to-day official functions to be attended to by somebody else. It
turned out that all they wanted from me were melodies. They were going to pro-
vide the rest: the hack composers, the accompaniment, the j orchestration (laughter
in the audience), and whatever else was needed. So, I was going to be a sort of a
melody-writing composer!

And, mind you, this from an official representative of an organization dealing
with art! They seem to have streamlined the whole operation, commissioning cer-
tain composers to produce a kind of a musical carcass which is then covered with
flesh by a task force of “assistants.” Never you worry, it’s going to be all right - is
the familiar adage.

This sort of racket is shameful, what is more, it is downright harmful. Fortu-
nately, I’ve been told that it is not a very common phenomenon.

Such an attitude of a composer to his work is quite intolerable. It is not coin-
cidental that the phenomenon has come to be referred to by a rude word, which has
even become a household word — a pot-boiler. Unfortunately, some of our composers
want to utter it too lightly with a note of resignation rather than indignation which
it deserves.

I hope that you all know what I am talking about, and what is involved here.
Such a dishonest and materialistic attitude to one’s work is deplorable. As soon as a
composer has stepped on the path of least resistance, as soon as he has set his sights
on making a fast buck, as soon as the word “pot-boiler” rolls easily off his tongue, he
is in for trouble. It may sound old-fashioned, but I think that every composer, every
artist, every poet should be chivalrous towards his work. Betraying one’s own work is
dishonest, above all, with respect to one’s own people, on whom you foist stuff which
you know is bad.

This is also dishonest with respect to yourself. I am firmly convinced, and not
only I but all the musicians worthy of the name think likewise, that a composer

should do all the work himself. This, of course, does not mean that he should turn
a deaf ear to advice from his colleagues and the public, which is always very valuable.

If, however, you are writing music for the right hand, and hire somebody to write
music for the left hand, this is not just a friend helping out a friend. By the same to-
ken, if you are writing a piece, and somebody else is going to orchestrate it, this is
not friendly assistance; this is a disgusting example of exploitation of man by man.

You all know that music in the Soviet Union is rich, varied and stimulating. It
is only too natural that a vast majority of you, young men and women, about to em-
bark on your musical careers, should have so many questions, so many interesting
thoughts you would like to share with others. But it is very difficult to answer all
of them, the more so, because life daily produces new works and new problems in the
world of music.

There are many composers in this audience, and you will forgive me if I repeat
myself, for I am very fond of repeating this idea of mine. I’ll try to put it in a nutshell.
It is my ardent wish that all who works in a Conservatory should have a perfect com-
mand of the piano. Special obligatory classes may even be visualized to teach them
to read the score, to play solos and duets on the piano, to practice as many compo-
sitions as possible, particularly the ones hitherto unknown to them. I do not mean
just going over them once or twice before passing on to the next one. I mean really
practicing for a few days, it the piece has captivated you, thus gaining insights into
professional secrets of our great predecessors — the Russian and foreign classics. It
is worth your while.

Young composers sometimes say that such research takes a lot of time, and
that instead of practicing an old and unknown piece it is much better to compose
something of one’s own. It seems to me that nothing can be farther from the truth.
What I am going to say may sound like a paradox, but I feel that the more music is
known to a composer, the more original is his own work.

This brings to my mind an event when, after an audition, a composer was re-
proached that his piece resembled a rather well known composition by a classic.
Maddened by a possible implication that he had simply pinched the theme, this suf-
ficiently established composer with a Conservatory education behind him jumped
to his feet and shouted: “I swear, I have never in my life heard this piece!”

It sounds anecdotic, but had he known Beethoven’s piece in question, he would
have taken great care to avoid such a coincidence.

When I say that we should go for originality, I mean something more serious
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than just borrowing the devices and tricks of the trade developed by the outstanding
composers of the past, to say nothing of borrowing bars or entire pages of music
from the better known compositions. What is needed here is passing all this rich
musical heritage through your own mental sieve. This should be the approach.

It may be difficult to go to a concert every day, but I note with sadness that
in the hard years of 1919 to 1925, when I attended the Leningrad Conservatoire, we
used to go to concerts and rehearsals in far greater numbers than you do now, and
that was in a city when not even streetcars were running.

It must be said that when I come to rehearsals at the Grand Hall of the Con-
servatory or Tchaikovsky Concert Hall I very seldom see any of you there. You will
object that the rehearsals are closed to the public. So they are, so they were in my
young days, too. More than that, when Emile Cooper — a well-known conductor at the
time — sighted any unauthorized persons in the hall, he rattled his magic wand at the
podium, summoning hefty ushers and usneresses to drive us away. But we invariably
came back again. What I want to say is that it is wrong to bar Conservatory students
from rehearsals, but as things are what they are, it is up to students to find ways and
means to infiltrate the hall, so to speak, and to find a good hiding place.

Well, this is how it was in my student days. Of course, it was much more dif-
ficult to penetrate to a rehearsal in this manner - there were too few people in the
auditorium, but to be able to stow away at a concert or an operatic performance was
considered a must. That’s exactly what I did, taking in so much music in the process
that, to this very day, the record of attendance remains unbeaten. I am firmly con-
vinced that I benefited immensely from the exercise.

Granted, it is impossible to go to a concert every day. Neither is it possible
to perform at home, say, Schumann’s symphonies which are seldom to be seen on
the billboards, just as are Schubert’s symphonies, with two exceptions. But it is always
possible to pick up the score, to read it through and even to play a duet on the piano.

This brings me to another observation. What a trying experience it is to listen
to a duet on the piano when the players can hardly play at sight, or have no tech-
nique whatsoever. When they start picking out the tune, getting in each other’s way,
you cannot help thinking: What a shame, what a pitiful sight. After all, every perfor-
mance is supposed to produce an aesthetic impression. If you cannot hit the right
note, better keep away from the instrument.

I remember that when I was a student at the Conservatory we had an examina-
tion on playing at sight. I and another student, the late Nikolai Alexandrovich Mal-

akhovsky, a brilliant musician and highly educated composer, had to play Brahms’s
Second Symphony in duet. Mine was the left-hand part, his - the right-hand one, I
was pretty good at playing at sight at the time, Malakhovsky was no match for me,
and Brahms’s Second Symphony did not turn out well as a result.

Well, we played for a little while. Then our examiner, Alexander Konstanti-
novich Glazunov, said: “That will do.” Then he turned to me: “Do you know this
composition?” I said: “No”. “What about you?” he asked Malakhovsky, who also re-
plied in the negative. Glazunov’s reaction was very sarcastic: “What a lucky pair you
are! What a lot of exciting discoveries are in store for you!” These words which I
heard when I was 14 or maybe 15 had a profound effect on me, I knew from then on
that there are a wealth of fine compositions and that I should do my best to know
them all.

So I practiced the piano and ultimately had such a mastery of the instrument
that playing music at sight was no problem. So my advice to you is not to scorn the pi-
ano class. It may not be inspiring, but it is necessary. Practicing the piano should be-
come firmly established as a daily sine qua non for every composer. It pays to devote
a little time to the reading of printed music and to perfecting one’s technique.

Now I’d like to dwell on some personal matters for a while. I am often asked
about my attitude to my own work particularly, to my symphonic compositions. It
seems to me that the answer I usually give and that I am going to give now is in gen-
eral a correct answer, no matter how paradoxical it may appear.

There is a Russian saying which literally goes as follows: No matter how ugly
the baby, its parents love it. Similarly, no matter what are the shortcomings of our
own compositions, we love them nonetheless. I am not ashamed of admitting this. I
think that every true art presupposes the artist’s love for the results of his toil. This
does not preclude, of course, a critical attitude to one’s work which is indispensable.

Following this line of thinking I must admit that my attitude to my own work
is, on the whole, positive. This does not mean, however, that I am blind to their
shortcomings. On the contrary, I can see some major and very serious ones. It seems
to me, in this connection, that a composer who cannot any longer find fault with his
work begins dragging his feet, so to speak, even marking time, and will not produce
anything new.

Goethe was once asked which of his works he considered the best. Goethe an-
swered: “I have not written it yet.” This is a very wise answer, very much to the point,
and one calling for a comment. A composer who decides that he has already pro-
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duced his best piece is finished. He’ll compose no more. This sort of artistic narcis-
sism has nothing to do with love for one’s creations.

Over-confidence has nothing in common with confidence. Where would we be
without confidence in our abilities? That is exactly why we devote so much time
to studies. We want to be fully in possession of our powers so that, embarking on
a creative endeavor, we feel equal to the task. I repeat, however, that confidence
of our powers has nothing to do with over-confidence.

This, in summary, is my attitude to the vast majority of my symphonic, cham-
ber and other pieces, with the exception of the ones which I consider complete fail-
ures. I hope we’ll have another opportunity to discuss at greater length this personal
aspect of my work, because I believe that it is very useful to discuss such things from
time to time.

Now, I would like to say a few words about chamber music which, in the last
few years, has hardly made any progress in this country. Very few quartets, violin
sonatas or cello sonatas have been composed, there are hardly any new compo-
sitions for brass-wind instruments, for the flute, the oboe, the clarinet, the trum-
pet, for the French horn, etc. In this respect we are no match for the classics, who
wrote practically for every instrument in the orchestra... including the French horn,
the trombone and the bassoon. To say nothing of the fact that this sort of exercise is
very useful for the composer himself, it could help meet the shortage of good con-
cert-hall and classroom material. After all, we need something to teach our flutists
on, and Soviet music hardly offers anything in the way of such material.

I notice that both young and not-so-young Soviet composers produced few, if
any, quartets in the last few years. Therefore, the greater the credit going to Boris
Tchaikovsky, who recently composed a trio, and to Weinberg, who wrote his excel-
lent Fifth Violin Sonata. As to the rest of our composers, they write little chamber
music, and I am completely in the dark as to the reasons for it. However, I may vol-
unteer a guess — this must have something to do with the fact that our Composers’
Union and Philharmonic Societies are not properly promoting Soviet music.

In this respect, our concert organizations and our Music Foundation, which,
by the way, has a department specifically charged with the promotion of contem-
porary Soviet music, have been found wanting. This deficiency is particularly great
in the promotion of chamber music. This may partially account for the young com-
posers’ lack of interest in this genre. They would be profoundly wrong in thinking
that the emotions and ideas expressed by chamber music are more modest, or not

as graphic and compelling as those of symphony music. That this is not so may be
shown by such masterpieces as Beethoven’s, Tchaikovsky’s and Borodin’s quartets,
or Tchaikovsky’s trio — works of great force and appeal. So, I do not think we are jus-
tified in ignoring chamber music.

In conclusion I would like to say a few words about my attitude to criticism and
critics and what I think should be the attitude to it of all our composers, both old
and young. You see, I am not satisfied with the present state of the musical criticism.

First of all, I want to emphasize that it is not criticism; it is lack or absence
of criticism that should offend us. Our press is very passive when it comes to writ-
ing about our musical life. We hardly see any reviews devoted to new compositions
in our daily newspapers, while principled criticism from a professional critic could
do us a lot of good.

This has not always been my attitude. When I was young I was intolerant
of criticism. Maybe intolerant is not the right word, anyway I was impervious to crit-
ical remarks, I left them unheeded and what is more, I was very fond of recounting
an anecdote I had heard from a Leningrad musician. The anecdote had it that Sergey
Ivanovich Taneyev used to say that critics are those who for some reason or other,
but mainly due to the lack of talent, have not made it to the ranks of those being
criticized in reviews. Today I think that Taneyev must have said it in the heat of an
argument, for his entire public record gives the lie to such an attitude. Nevertheless,
it did me rather a disservice in those days, when [ was an immature and uneducated
young man. You see, I was admitted to the Conservatoire when I was only 13. At
the time the Conservatoire had not been an institution of higher learning which it
became in the Soviet time: to get an admission you did not need a school-leaving
certificate. You can imagine the avidity with which I absorbed everything spoken and
done around me! It is clear Hi at along with the good and useful things I received
from my teachers, whom I shall always hold in the highest esteem, I picked up many
fads typical of the milieu, like the dictum of Taneyev, became intolerant of criticism
and believed myself to be my own supreme judge. It took me quite some time to get
rid of this attitude to criticism. Now I am invariably grateful and appreciative of crit-
ical remarks about my work, and I think them very, very useful.

To conclude Id like to say that in the remainder of my life it is my ardent wish
to compose many more works of various genres glorifying our Motherland and which
would be a credit to Soviet musical culture!
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Dmitri Shostakovich and Grigori Kozintsev, 1964.

MY WORK IN THE CINEMA, RADIO-INTERVIEW. 1971

# All in all, I have written music for nearly 30 films. There were long discus-
sions and a great deal of arguing when we talked over individual sequences and
episodes with Arnstam, who directed “The Girl-Friends” and “Zoya,” with Kozint-
sev and Trauberg, who directed “Maxim Trilogy,” “All Alone,” “Pirogov” and “Be-
linsky,” with Yutkevich, who made “A Man With a Gun” and “Mountains of Gold”
with Ermler with whom I co-worked on “The Matching Plan” and “The Great Cit-
izen,” with Dovzhenko in “Michurin,” with Gerasimov in “The Young Guards” and
with many other film-makers. This close creative cooperation invariably resulted

in a feeling of artistic sharing — one of my invaluable acquisitions from the work
in the cinema. It is only too natural that writing music for films had a very posi-
tive effect on all my work as a composer. A number of my compositions owe their
existence to my work in the movies. For example, the oratorio “Song of the For-
ests” was prompted by my composing music for “Michurin.” When I wrote music
to films devoted to the historical and revolutionary theme, I took a profound in-
terest in revolutionary songs. A result was the appearance of my “Ten Poems” for
a choir, written to the verse of revolutionary poets of the late 19th and early 20th
centuries. I have given these examples to drive home the idea that cooperation
with creative workers of cinema and theatre, such as writing music for films, stim-
ulates the diversification of composer’s own work, providing outlets to a variety
of genres.

3 WHAT IMPRESSED ME AT THE MUSICAL FESTIVAL

IN EDINBURGH THE USSR COMPOSERS’ UNION.

OCTOBER 15, 1962

I should like to share with you some of the impressions the recent festival
in Edinburgh has left on me. It is a rather young festival which has started its his-
tory in 1947. Since that year the festival has been taking place annually, including
music, cinema, theatre, literature and fine arts parts of it.

Up to this year the festivals were regular and I believe, the tradition will con-
tinue. About three years ago the festival was headed by Lord Harewood, known
as a public figure in Great Britain. It was his idea that the musical festival, which,
in fact, I am going to tell you about, should be each time devoted to one composer,
preferably a modern one.

Last year the festival favored Arnold Schoenberg. This means that almost ev-
ery programme included a musical piece by this composer. I feel I must apologize
to you for telling nothing about the cinema, literature, and fine arts festivals which
were also taking place at that time. But I hope you will understand that no matter
how much I might have wished it, I could not possibly participate in them all even
in the passive capacity of a spectator, if only because of the lack of time.

Whereas last year it was Arnold Schoenberg’s music that was performed at al-
most every concert, this year it was mine. I am not going now to give the names
of all the music played, it could be so that two or three concerts a day had it on
the programme. But I shall still mention that the majority of my symphonies were
played as well as the quartets.
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Lord Harewood

Among the performers there was a number of first-class musicians and or-
chestras, namely, the London Symphonic Orchestra, the London Philharmonic,
the Scotland Symphonic Orchestra, the Polish Radio Orchestra, the British, “Alle-
gri” Quartet, and last but not the least a galaxy of Soviet performers.

Among the foreign conductors it was the American Lorin Maazel whom I
liked best of all. I think, it would be very nice, indeed, if the Soviet audience could
meet this musician.

The quality of performance was quite satisfactory and in some cases it was
just good. Talking about performance I exclude Soviet artists whose excellence
of rendition has already been mentioned above. Generally satisfied as I was, [ was
far from pleased with the way the Sixth and the Eighth Symphonies were per-
formed. And if I live to see another festival, I shall ask the organizers not to con-
front me with a fait accompli. It must have been for cutting the expenses, which is
reasonable, no doubt, that large orchestras and ensembles, especially as large as a
symphonic orchestra would arrive in Edinburgh on the day of performance, have
a dress rehearsal in the morning, and give a concert at night. Now imagine that I
come to the dress rehearsal. What is it that I can do? Possibly make some correc-
tions. And I did make some corrections attending the dress rehearsal of the Scot-
tish orchestra from Edinburgh conducted by Norman Delmar and that of the Polish
Radio Orchestra conducted by Jan Krentz which played the Sixth and the Eighth
Symphonies respectively. It would be wrong to say that the musicians did not know
their parts well enough or that it was all improperly prepared. Still, I believe, if
it had been possible for me to have two or three rehearsals with the musicians
instead of the dress rehearsal I attended, the result would have been much better
which is especially true bearing in mind the skill of the orchestras and the talent
of the conductor.

Yet, confronting a fait accompli is not always failing. I only met the “Allegri”
String Quartet once, at the dress rehearsal and attended their concert on the same
night. Everything went off very well. These were really gifted and understanding
people who played immensely well and pleased me very much.

Excuse me for having taken so much of your time by telling you about my
troubles. But things are still so fresh in my memory that being among friends I
thought I could afford frankness and share what I think about all this with you.

Now, how did I profit by the festival? And I did profit by it. In the course
of about three weeks which is a rather short period of time I could listen to the
majority of my compositions. It is not that I complain about lack of attention to my
music in my native country. Not in the least. It is played very often, and is probably
unjustly often included in the programmes of symphonic and chamber concerts.
But there usually was a period of time between performances. A certain number
of compositions were played during a year, another number during half a year. At
the festival things were different: during three weeks I was acting a judge for my-
self having a chance to listen to practically everything composed since I started
my life in music, Lord Harewood, the organizer of the festival, organized the per-
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formance of the works that I composed in my childhood, for example, two pieces
for a string octet. It is ages since I listened to them for the last time and it was
an interesting experience, indeed. More than that he also remembered my very
last compositions, the very recent ones. Among them the Twelfth Symphony and
the Eighth Quartet which were played too.

You certainly understand how it is useful for the composer. I say it’s really
useful because one immediately understands where he was not successful, where
he should have done things differently and not the way he did, and where there is
still something which seems quite acceptable. A critically-minded composer, in my
opinion, and I think I am critically-minded, cannot afford being uncritical towards
his own works. One stops being a composer, he is no artist any longer, if he does.
Critical treatment of one’s own works is indispensable, and I did learn a lot in the
course of these three weeks listening to my own music. This was a very useful ex-
perience. I thank the organizers of the festival for the benefit I derived from it. A
very useful experience that may stand one in good stead.

The nervous strain was very high. A high strain, indeed, because, every meet-
ing with one’s own compositions, even if it takes place every day, still makes one
worry. You are nervous every day at a dress rehearsal or at any other rehearsal,
or at a concert. And sometimes we had three concerts a day: one in the morning,
another one in the afternoon, and still another one at night. It could be like that
sometimes.

A very great strain on the nerves it was. And besides I lost peace of mind and
became sleepless. This was no pleasure trip at all. I had suspected it night turn out
that way, but I never realized how awfully difficult it can be. I hadn’t been in Edin-
burgh and I thought, well, why not go there? But instead of enjoying myself there
I had to go to concerts of my own music every day, which is a very difficult job,
indeed. And this is to say nothing of the responsibility I felt myself bearing.

These are my musical impressions of the festival, so to speak. And they
concern everything connected with myself and with my music. But I’d also like
to share with you my impressions of modern musical compositions which were
played at the festival. One of them is the cantata “Hiroshima” of the Italian com-
poser Luigi Nono. He also came to Edinburgh and we met before his concert. He
is a very nice person and a very modest too. And for a composer he is still rather
young, I should say. Judging by his appearance he may be about 40. He has a very
pleasant wife, who is a daughter of Arnold Schoenberg. She was also there in Ed-

inburgh. So, I met these people, and we dined together, and had a very nice talk.
His ideas about music are interesting, though I could share only some of them. But
as to his composition. I feel I can’t possibly accept it. There are some moments in it
that sound effective, for instance, some onomatopoeic effects. But the composi-
tion doesn’t seem to have any form, and it doesn’t sound a whole piece. There’s no
form in it. There are two singers there, the soprano and the tenor, and the vocal
parts are extremely inexpressive. Well, I don’t think I should continue with my
critical remarks on this composition now. But, I believe, we should ask our Foreign
Commission to get us a disk of it, or a tape-recording, which it would be very in-
structive to hear. It’s a great disappointment when a composer fails to realize his
own ideas. And that was a very well-conceived composition, just think of the name
the composer gave it — “Hiroshima.” Listening to the man during our meeting,
him talking in detail about his conception and the plan, I got very much interested
in his work, But, alas, it turned out a great disappointment.

The Soviet composer Schnittke has written an oratorio. He has called it “Na-
gasaki.” “Hiroshima” is just not to be compared with it. Schnittke’s composition
is really beautiful, and I am just puzzled why it is only played on the radio occa-
sionally. And when it is played, this happens late at night and not on the main
programme. This is something I don’t understand.

Now some impressions of Great Britain and the people I met there. Lord
Harewood impressed me most favorably. He did not spare himself during the festi-
val, coming to all the concerts, seeing to all things, working with scores. A nice per-
son and very affable too. We’ve extended an invitation to him and his wife to visit
the Soviet Union, so that he could learn more about our musical life and could
meet our musicians. By the way, he is a person, who really knows much about So-
viet music. He knows our performers, and many of the composers. And he wishes,
not next year yet, but some time later, to organize a festival of Soviet music, which
will be a different kind of festival, that is not devoted to one composer as usual. He
plans to select all what is new and really good in Soviet music and to show it to the
listeners in Scotland.

Next year he organizes a festival devoted to Berlioz and to Bela Bartok. He
told me about his plans and I find them very interesting. So next year the listeners
will hear works of these two great composers.

Unfortunately I only had one meeting with Benjamin Britten. His opera “The
Turn of the Screw” didn’t seem quite clear to me. I mean the content, which, to my
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mind, is somewhat involved, though I did like the music. I find the music beautiful,
but let me not go into any further detail about the opera. The London opera the-
atre, when on its tour in Edinburgh, performed it.

Talking about theatres on a tour, I’d like to mention the Yugoslav Belgrade
Opera which came to Edinburgh and gave “The Gambler” of Prokofiev. I was listen-
ing to it with great pleasure and I can only hope it will be staged in our country one
day. The music was written by the composer when he was very young. This is most
interesting and beautiful music. I hope we shall also stage it. The Yugoslav theatre
also gave “Khovanshchina” in my orchestration.

My meeting with Benjamin Britten was rather short, unfortunately. He is
suffering from some disease which affected his left hand, and he has to tie it up.
It’s a kind of nervous disease, something very serious. And he wants it so awfully
much to come to our country. I’d like to say that in my opinion, he is one of the
most talented composers abroad. Besides that there is another merit that distin-
guishes him: he is a versatile musician. He is an excellent pianist and an excellent
conductor, he can play the violin, and he can play the clarinet. This ability seems
to be disappearing nowadays. And it’s very unfortunate. They say Bach could play
all the instruments. Glazunov, this “last of the Mohicans,” could play the piano,
the violin, the violoncello, the bassoon, the French horn, and the clarinet. All
of them he could play very well. He could also play the flute, but he did it a little
bit worse. Such ability helps a great deal in orchestrating music, for example. It
can also be of great help in studying musical literature, say, the flute sonatas
of Bach or those of Handel. It’s always good to be able to do things oneself.

Now a few words about the country. It was not my first visit there. I went
to England for the third time in fact, which was my second professional trip, so to
say. My first trip was last year when I went to the country together with the Len-
ingrad Philharmonic and met the British audience there.

The British audience, same as the Scottish one, has produced a very favor-
able impression on me, I must say. There was silence in the hall, and the response
was so generous, and so vivid. I, somehow, used to think British people are very
reserved, but I discovered they can get on their chairs, or start stamping their
feet, or whistle. By the way, it may seem strange enough but whistling there is
an expression of content. It’s nothing like being whistled at here in this country,
which is a failure for the performer. When whistled at the performer is absolutely
happy there.

And, finally, about a visit which was most depressing to me as a son of my
Motherland. I am talking about a certain lady Rosberry, who was very amiable,
attended all concerts assiduously, and then invited us to come to see her estate. It
was this visit that had depressed me so much. The lady was taking me to her home
in her car, and it still remained an hour’s drive to get there when she started show-
ing her possessions to me, pointing to her forests, her meadows, her river, and
her herds. Then, finally, we arrived at her place. Her house is probably two times
as large as the Hermitage in Leningrad, ail stuffed with gold and jewelry, with a ma-
jordomo, and so many footmen, and housemaids, with a large park round it, with
swimming facilities, golf, a football field, some motor boats, yachts, launches, etc.
And all this belongs to the nice lady. I felt then that I had already developed a deep
dislike for her, some social antipathy. And that was not so much antipathy for her,
forget about her, my aversion was for the capitalist system as such, which we
probably don’t know enough about. And there capitalism was so real, so concrete.
I sort of realized what for such enormous wealth was all concentrated in the hands
of this lady.

And it came to my mind that it would be very nice to turn that enormous
house, a very comfortable house, indeed, into a kind of a holiday place for com-
posers, where they could both rest and create music. I could not get rid of the
thought. I asked who was living in the house, and the lady replied those were
herself, her daughter and her daughter’s husband. Imagine the three of them in a
house like that.

Then she took me round the estate, and showed how fields were cultivated.
There were an enormous number of agricultural laborers in the fields mowing or
doing some other kind of job.

And so, I told the lady that, to my mind, it was all too much for a family like
hers, and she said, yes, it is great trouble indeed, and there are so many things
to attend to, to see to, and the steward isn’t honest.

She did not understand me, failed to understand me completely. Too differ-
ent people we turned out to be. That much about the visit.

There were many other impressions, which have not yet become definite,
quite clear. For example, the contacts I had with the so-called common people
of Britain. Excuse me, if [ now deviate from my topic a little bit, but I just can’t
understand the term. What does “the common people” mean? Who are common
and who are not? It is that an office-cleaner is an ordinary person and a head of a
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department is not? [ don’t understand that. All people are common, ordinary peo-
ple and they are all extraordinary at the same time.

The contacts I had were with musicians, music fans and ordinary people,
and what I was pleased to notice in all of them was a great interest in our great
country, and in our art.

In conclusion I shall say a few words about the press-conference I had.

There were so many people asking for an interview that I could not possibly
satisfy them all. This was why Lord Harewood decided to hold a press-conference
which, in my opinion, was a success. I should say that it was my first press-con-
ference abroad that, in general, left a favorable impression on me. The journalists
were good willed and impartial and what appeared later on in the press, both con-
servative and labor, was unbiased coverage of the press-conference.

There was one unpleasant episode still. The first part of one of the symphon-
ic concerts had my compositions on the programme, but I didn’t listen to the end
and left to hear the performance of the quartet named after Borodin which was
at that same time also playing my music. But the press had it that I left during
the second part of the concert which had “Rite of Spring” of Stravinsky on the pro-
gramme. And that it was because of my hatred for Stravinsky that I quitted.

I was just going to open my mouth to protest against such a strange inter-
pretation of my behavior, when I had to close it because that same paper did write
about me coming to the concert of the quartet named after Borodin. Then Lord
Harewood interfered and things were settled. He had expressed his indignation
about the misrepresentation of facts and the correspondent of the “Daily Gerald”
responsible for it was relieved of his job.

I feel I still need some time for my impressions to become definite, for them
to sink.

At last the festival was over, we had two more concerts in London, after which
we returned to Moscow. Moscow had been supporting us throughout the festival
with letters, telegrams, and telephone calls. We had been feeling the attention
of our Motherland all the time we were there. And I think that our artists who
participated in the festival had performed their duty in an excellent way. They
proved to be faithful to their Motherland which had interested so much to them
and had sent them to defend the honor of Soviet art at the festival in Edinburgh.

INTERVIEW WITH WITOLD RUDZINSKI ABOUT
@ THE WARSAW AUTUMN FESTIVAL. WARSAW. SEPTEMBER 1959

Rudzinski: I would like to begin with asking your opinion of the whole con-
cept of the Warsaw Festival. It is already the third international festival of con-
temporary music. As you know, the concept of this festival is the participation
of musicians of different schools and trends.

Shostakovich: I like the concept of the festival very much. To my regret
this is my first “Warsaw Autumn.” I did not attend the first and second festivals.
Now this one is the third and therefore its organizers have already gained certain
experience. It is good that the festival brings together the musicians of different
countries who represent various schools and trends. It is beyond doubt that such
festivals contribute to the strengthening of friendly relations among musicians;
they certainly lead to the increased possibilities for debates and discussions, and
from this point of view I think this festival has been a success. I had a chance
to see my old Polish friends, to get acquainted with my colleagues from other
countries and I had interesting friendly talks with them.

R: Certainly it is the third festival and the programme of all three festivals
taken as a whole could give a clearer idea. But still I’d like to know your personal
opinion of the festival. What has impressed you as the most interesting and what
is your opinion of the music performed at the festival?

Sh: The programme of the festival was quite vast, and the fact that nearly ev-
ery day two concerts, chamber and symphony, were held speaks for itself. However
I think that it is difficult and even impossible to form any general opinion of the
contemporary music of the world on the basis of the festival programme, because
a lot of music is being written and there is not enough room at the festival for
representatives of all countries, for all composers. However it is a pity that at this
festival we heard the music by only one American composer. There were no Scan-
dinavian and Bulgarian composers, musicians of some other countries were not
present either. France, for instance, was represented mainly by the works of Pierre
Boulez. His music took a lot of the festival time though in my opinion one work
would be enough to form a true notion of his music. But I say again that my words
are definitely unfair because all this is predetermined by the time limits of the fes-
tival, and I do hope that the programme of the next festival will include the works
of those composers who were not present this time but whose music deserves its
performance at the “Warsaw Autumn” Festival. When I am asked what impressed
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me more and what I liked less, I always feel awkward. It is rather difficult for me
to answer such a question. However I must say that I was very glad to listen to the
music of the composers of an older generation, such as Szymanowski, Bela Bartok,
Igor Stravinsky, Paul Hindemith. Their music which was performed at the festi-
val showed how interesting their creative work was. Though their music had been
written long ago, it sounded at the festival in a fine, fresh way. It is a pity that
at the festival we did not hear the music by such an excellent Polish composer
as Lutoslawski. But I repeat again, I hope that at the next festival his works will be
performed.

R: As to the festival programme I would like to mention the fact which was
emphasized specially by the organizers of the festival that is the fact that the pro-
gramme of each festival always includes one or two pieces by Szymanowski whom
we consider to be the father of the Polish contemporary music. You know well
that the Polish audience and the Polish composers take a great interest in your
music and like it very much. Your music was performed several times at the pre-
vious festivals. At the first festival your Tenth Symphony and violin concerto were
performed, at the second one — your Eleventh Symphony. At this festival we heard
your piano concerto and today your quartet will be performed. We are interested
to know your impression of the performance of your own works.

Sh: My impression of the performance of my First Piano Concerto is good.
The orchestra, the pianist, the conductor and the trumpet soloist have shown a lot
of skill and talent when performing my work. And I am very grateful to them for it.
But from my personal point of view I would have preferred that at this interesting,
important festival some other work of mine had been performed, as I do not con-
sider my First Piano Concerto to be one of my best works. To tell the truth I would
not say I am entirely displeased with this concerto, but it would have been more
pleasant for me if some other work of mine had sounded on the first day of the
festival.

R: As far as I remember you have been to Warsaw several times for the last
thirty years. I think you were here for the first time in 1927 at the Chopin Compe-
tition; then, it seems, you came to Warsaw in 1950 for the conference of the World
Peace Council, and now you are here again. We are interested to know more about
your impression and opinion of Warsaw in its present state, when you see it for
the third time.

Dmitri Shostakovich and Polish conductor Jan Krentz. Warsaw. October 16, 1969. Sh: You are quite right, this is my third visit to Warsaw and quite a long peri-
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od of time has passed since my first visit. I was here for the first time in 1927 when
I took part in the Chopin Competition. A lot of time has passed since that time,
that is thirty two years, nearly a lifetime. Every time when I come to Warsaw I have
a very warm feeling because besides the remarkable history of this wonderful city,
besides the beauty of Warsaw, this city is somehow connected with my personal
life as a musician. When I was here in 1927 [ was just a beginner in the field of mu-
sic. Warsaw is a fine city, I like it very much. I am very sorry that the vast festival
programme did not give me a chance to see more of the city, because the city is
familiar and dear to me but I had too little time just to be out for a walk. But it is
really amazing that since 1927 Warsaw has become even more beautiful, especially
if you remember it in 1950 when the city was not restored yet after the fascists’
barbarity. Today it is a beautiful city, the city I love, and I am very glad that it is
the city of the “Warsaw Autumn” Festival which, I believe, is going to be a tradi-
tion. Now Warsaw is becoming one of the musical capitals of the world. I am taking
advantage of this chance to convey my very best regards to the citizens of Warsaw
and especially to my dear friends and colleagues — Polish composers. I wish them
great success in their creative work.

INTERVIEW WITH ROYAL S. BROWN

NEW YORK. JUNE 13, 1973

Royal S. Brown: A more general question is - Why do you think that the sym-
phony has been one of your most successful modes of composition?

Shostakovich: I do not think so. I believe that any composition: a sympho-
ny, a sonata, a quartet, a song, an oratorio or a cantata is a means of expression.
Therefore, not only a symphony, but a fine piece belonging to any other genre can
produce a powerful impact on the audience.

Royal S. Brown: What do you think is the future of symphonic music? In
USA, as you probably know, people are saying that the symphony is dead?

With Margarita Miroshnikova, Evgeny Vladimirov, Rudolf Barshai after the performance of the 14th
Symphony on October 1, 1969.

Shostakovich: It is going to be produced in Moscow soon by the recently

Shostakovich: No, I most strongly disagree.
Royal S. Brown: What does Mr. Shostakovich think the future of the sym-

phony is?

Shostakovich: The future of the symphony music is in composing good sym-

phonies. You have said that symphony music is dead. Does this mean that Beetho-
ven’s, Tchaikovsky’s or Mozart’s symphonies are dead?

Royal S. Brown: Has “Nose” been recently performed in Russia?

organized Moscow Chamber Theatre.
Royal S. Brown: Very good, I certainly hope a recording will be made soon.
Shostakovich: I liked the excellent production I saw recently in Berlin
Staatsoper.
Royal S. Brown: You saw it? Very good. While we are talking about operas,
I read that you had originally intended “Katerina Izmailova” to be a cine-opera?
Shostakovich: Yes, I did. But you know, man proposes, and somebody else
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With Maxim Shostakovich on the stage of the Grand Hall of the Moscow Conservatory after the
premiere of the 15th Symphony on January 8, 1972.

disposes... It didn’t materialize. Now I am more careful about speaking of my
plans, just to be on the safe side...

Royal S. Brown: I was just wondering how he envisaged the opera for
the movies, if he had any concrete cinematic ideas in mind?

Shostakovich: Composing a cine-opera, an opera designed specially for cin-
ema, is my old ambition, because it offers almost unlimited opportunities. For ex-
ample, during the opening bars the action takes place in Moscow, ten bars later it
moved to New York, another 10 bars — and you are in Leningrad, or on Mars, for

that matter. There is no strait jacket of the fixed sets. I have not abandoned these
plans.

Royal S. Brown: Good, good. What film director, what particular film director
has he in mind?

Shostakovich: This is rather a sad story. For many years [ worked with direc-
tor Grigory Mikhailovich Kozintsev. We had far-reaching plans about this cine-op-
era... and now he is dead. Of course there are other directors... But now I am still
under the impression of the shock and do not even want to start thinking about
who else could do it...

Royal S. Brown: When you compose a piece like this do you compose at the
piano or strictly with a manuscript?

Shostakovich: I can compose without piano; come to think of it, I even pre-
fer it that way. I try to write music with my head, so to speak not with my hands.

Royal S. Brown: The opera “The Gamblers.” How much of it was finished?

Shostakovich: I have not finished it yet. You know, I set about writing this
opera in a wrong manner. At first I decided to compose to the original text of Go-
gol’s, without leaving out a single word. When I was through with approximately
ten pages of Gogol’s text, it turned out that I already had 50 minutes of music. And
I had another 30 pages to go.

Royal S. Brown: Everybody is curious, the 14th Symphony seems like such
a different work from everything else you have written, in a certain way. I ask you
what the circumstances were that inspired the 14th Symphony? I thought there
was a progression to the text within the Symphony. Did you intend some sort
of progression or did you simply intend to set it more like songs in a cycle?

Shostakovich: It is hard to say. I was very fond of. Apollinaire, Rilke, our Rus-
sian Kuchelbecker, Garcia Lorca... it goes back a long time... It should be viewed
as one piece. It should not be fragmented. Have you heard this composition? If you
heard, it is up to you to judge whether the transitions are logical.

Royal S. Brown: No, but is there a link, some sort of logic bridges?

Shostakovich: Yes, I think there are logical bridges.

Royal S. Brown: But I feel that there is. Yes, in the trio of the Scherzo for
the 8th and 9th symphonies, there seems to be a definite Spanish element.

Shostakovich: It must be said that I love Spanish music, and this is very
much in the tradition of Russian music. Glinka took a special interest in Spanish
music, so did Rimsky-Korsakov.
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Royal S. Brown: I have heard a number of performances of your 6th Sympho-
ny where the first movement is taken too slowly or too fast and the tempo of the
second movement too slow, particularly for the second movement. What do you
consider a good tempo? Because I have heard people take it too slow.

Shostakovich: Not so fast. This is too slow (sings the theme). Like this. Not
a bit slower and not a bit faster.

Royal S. Brown: In the 12th Quartet, Hans Keller in the “Tempo” magazine
says that the Quartet reminds him very much of Schoenberg’s First Chamber Sym-
phony. Do you agree with this?

Shostakovich: Schoenberg’s Chamber Symphony.

Royal S. Brown: There seems to be tone rows, some dodecaphonic in the
12th Quartet and the Violin Sonata. Is this true?

Shostakovich: There are some elements of dodecaphonic music there.

Royal S. Brown: Some elements are beautifully integrated in it. Could I ask
you what tendencies you like in certain composers, say in Tishchenko.

Shostakovich: I like Tishchenko very much; he is such a talented composer.
I think America will have a chance of getting to know his work soon. His latest
compositions are especially to my liking.

Royal S. Brown: What about the element of chance? Do you approve of using
the element of chance in music? I think Tishchenko uses it some.

Shostakovich: I am against any hard and fast rules, against any single theory
viewed as the only correct one. But, at the same time, I feel free to use whatever I
need, whatever device there is. This is in contrast to writing only aleatory music,
or only dodecaphonic music...

Royal S. Brown: Yes, a mélange. Could I ask you a question, just as a point
of mention, are you a member of the Communist Party?

Shostakovich: Yes, I am.

Royal S. Brown: O. K. Rostropovich wrote in an open letter that there were
difficulties in the performance with the “Five Satyrs” on the text by Sasha Cherny
and even with the 14th Symphony.

Shostakovich: There were no problems whatsoever. They were, and are per-
formed without any difficulties. By the way, I would like to express my surprise and
admiration at how well you know my music. You know it very well!

Royal S. Brown: Well, I love Mr. Shostakovich’s music. I think it has an enor-
mous impact not only on music, but on humanity.

RADIO-INTERVIEW IN CHICAGO
# JUNE 15, 1973

June 1973 will go down in the musical history of the mid-West as a very, very im-
portant time because it marks the first time that Dmitri Shostakovich came to this area.
North-West University conferred upon him an honorary doctorate and to enlighten all
of us Mr. Shostakovich came from the Soviet Union specifically to accept this honor.
And Mr. Shostakovich is thus honoring us while North-West University is honoring
him. This is the day before that doctorate is to be conferred and Mr. Shostakovich has
kindly consented to take some time out to talk with a number of us, in this instance
us being Arrand Parsons, professor of theory and composition at North-West Univer-
sity. Mr. Parsons is also the programme annotator for the Chicago Symphony Orches-
tra and he is also a radio commentator on music for radio station WFMT in Chicago.
Translating for us will be two people, really translating for Mr. Shostakovich will be Al-
exander Dunkel of New York University and translating Mr. Shostakovich’s comments
will be Erwin While, professor of Slavic languages at North-Western. And [ am Norman
Pilligriny, programme director of WFMT. And w7e should also mention, by the way,
some of the other people we have gathered here. Mrs. Shostakovich has come with
the maestro and Thomas Miller, who is dean of the school of music of North-West
University, is also with us. Mr. Lowd, you have an opening statement, please.

Well, in the first place, I think, I have the right to say that I am very, very proud
of the fact that Dmitri Shostakovich, called Dmitri Dmitrievich in the Russian way,
authorized me to say on his behalf that he is very happy to be here, has a very pleasant
morning in Chicago and very pleased to meet people in the United States and people
around the University. And now, I think, I should turn over to musicologists.

Question: I would like to ask Mr. Shostakovich a question, if I may. Particularly
in the United States we’ve heard the charge made many times that our concert halls
are becoming museums, which is to say that symphonic structure and, as a matter
of fact, symphonic music in general has, perhaps, said all it has to say. And that, as I
say, our concert halls are all museums now, there is no living art. I think you are a liv-
ing refutation of that. But would you comment on that?

Shostakovich: I am not at all in agreement with that view that our concert halls
have become museums, and that symphonic creativity has gone to the past and has
no perspective in the future. I don’t agree with that. That’s not true. In the recent time
there has appeared a great deal of beautiful symphonic creativity, works. And I would
like to name the works of Prokofiev, of Benjamin Britten, Lubomir Pipkov, a Bulgari-
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an composer. Our Soviet composers give a great deal of attention to the symphonic
creativity and creation. Perhaps I am not correct, but it seems to me that such state
of thought that symphony has become archaic that it has become old, comes perhaps
from those composers who don’t know how to write symphonies and explain their
inability with so-called pseudo-scientific theories concerning the fact that symphony
has died and that one can’t deal with it in some way.

Question: The symphony seems to become an even more personal form for Mr.
Shostakovich over the years. I think of the most recent two symphonies that we know
of, the Fourteenth and Fifteenth. And let’s ask him, by the way, is there going to be
a sixteenth in the near future? But it would seem, in his works particularly, that it has
become a more and more personal form for Mr. Shostakovich.

Shostakovich: Any kind of musical work, any form of musical work is a personal
creation of its author very personal to its author. So I think that this is certainly true
of the greatest symphonic creations, for example, the Ninth of Beethoven which is
the personal relation of Beethoven to all the ideas laid in that work. If the work does
not express the personal point of view of the composer, his personal views, in my opin-
ion, it cannot even appear in the world, it cannot even make its appearance. That’s my
thought on that particular subject.

Question: Dr. Shostakovich, I would like to ask you how it is that you have turned
in the Thirteenth and Fourteenth Symphonies to a vocal idiom moving away from
the more purely instrumental music associated with the symphonic tradition except
for Beethoven’s Ninth and a few other things we might mention.

Shostakovich: I think that Mahler used this form, the human voice, for his
works, for the Third Symphony, and the Fourth Symphony. In his Fourth Symphony
(“Das Lied von der Erde”), for example, this is also use of human voice. Composing his
productions he has the right to use flutes, and trombones and the human voice, and
anything he wants to use.

Question: Could we pursue the Symphony Number 14 for just a moment? In this
respect I am curious to know how you came to select the dozen poems you did for this
symphony. And where, we might add, the subject of the poems is death. And this is
a theme which pervades this work.

Shostakovich: That’s true. Yes, that’s true. This is a symphony, it’s quite possible
to say, about death. But  had an idea like this when I was doing it. It seemed to me that
in the works of composers of the past, of the very greatest composers such as Mussorg-
sky, Wagner, Schubert, Tchaikovsky — everywhere in their works, one may have to meet

with the inevitable phenomena of our life, its unknown end, in all those very works
death figures as a kind of peace. Even Strauss’ “Tod und Verklarung” it figures as some-
thing almost calming in these works. Remember, perhaps, the death of Boris Godunov
in Mussorgsky’s great opera. When Herman dies in “Queen of Spades” there is a kind
of a calming there, a kind of peace. Perhaps, it would be difficult for me to argue with
such great composers, or even to compete with such great composers I have just men-
tioned. But in the Fourteenth I tried to protest, not be happy too, not to be happy and
say, thank God, like there is anybody ready to protest. If this succeeded, perhaps it was
not entirely successful, but that was my thought, that was my attempt. A long time
before that. How that came to my head. Not long before that I wrote arrangement for
orchestra of the songs and the dances of death of Mussorgsky. He orchestrated them.
As soon as I was working on that I thought I have to make a polemic, I have to make an
argument with these people on this point of view. I have to polemicise with them. And
that was my chief concept, my chief task.

Question: At any point in this process of deciding to write this symphony did Dr.
Shostakovich contemplate making this statement in purely instrumental terms rather
than through the medium of verse and versed setting?

Shostakovich: No, immediately. It immediately came to me to do this in singing
not in instruments. From the beginning. I read a great deal, chose the verses, the works
of various poets. They said that I did wrong, that these are poets of various style. Lorca,
for example, who is strongly different from Apollinaire, and so on. But it seems to me
that if I have my own style, that I was successful in giving the style through the choice
of poets, to pick even various poets which came up to one style in this particular work.

Question: His symphony about death, I am sorry, but it’s also a celebration of life
and the human spirit then.

Shostakovich: If it gives that impression I can only be happy.

Question: The one poem which might stress this point, that Norman Pilligriny
has made, is the poem called “Oh Delwig!” by Wilhelm Kuchelbecker which is the one
Russian poet originally which you used in the Twelfth expressing the significance
of immortality. Does that have a central role in this symphony?

Shostakovich: It’s very difficult to talk about my own works. It seems to me it’s
such a beautiful poem of Kuchelbecker. Alas, a much forgotten poem of our time, and
he thinks it’s a shame. Remarkable poet, a Decembrist, of the Decembrist Revolution.
And to consider that the central poem of the work, it seems to me (to him), would be
a rightful impression about the symphony. It’s about immortality of the human soul,

45



SHOS T AKOVICHL

the human spirit, beauty of human thought, and the beauty of friendship. In a few
words that expresses the extraordinary power of this poem of Kuchelbecker.

Question: I wonder if Dr. Shostakovich could talk about the Fifteenth Sympho-
ny. Some comment has come through and there is a great deal of speculation, is there
a fuller programme perhaps to this symphony than we’ve been told so far? As I said,
as much conjecture, some people say, the first movement in the toy shop, perhaps, is
youth and it progresses there through all the stages of man. I wonder if Dr. Shostakov-
ich would comment on that. You are referring also to the use of borrowed material,
the Rossini and the Wagner, which Dr. Shostakovich has used in the Fifteenth (Sieg-
fried’s funeral).

Shostakovich: In the Fifteenth Symphony there is no definite programme, no
defined programme. I myself said, the first part is as if played in a toy store, I myself
said. But to consider this precise or exact, I myself said it but may be it did not quite
come that way. As far as the quotations that I used from the Motel, from the ring cir-
cle of Wagner, less known romances of Glinka also used in the fourth part of those
romances. They ask me why, why did you do that? I don’t know, I don’t really know, it
just seemed to be necessary, it seemed to be necessary. Right now [ have an enormous
composer’s level and for long time I’ve been a writer. But up to this time I can’t exactly
explain why I put this in such a way and why did this in another way. Although I am
a realist, [ am not a person of fantasy. But much in a question of creativity is a phe-
nomenon, inexplicable phenomena, and a very difficult thing to explain, including
why I’ve taken those particular things, why these particular fragments. I can’t explain
very precisely or exactly why I did this.

Question: In undertaking this Symphony Number Fifteen did Dr. Shostakovich
have a large concept of the whole work or is this an idea which grew as he worked on it?

Shostakovich: You are also, you are also obviously asking about the question
prepared earlier —the creative process. Sometimes it’s quite clear what would be
the last note, sometimes entirely clear, and sometimes when [ write the first note I ha-
ven’t the faintest hint what would be the tenth note, the fiftieth note or any other note.
But the Fifteenth, however, was entirely clear to me, from the beginning, how it must
appear, in general, how it must appear in general. It was quite clear to me in the begin-
ning how it must appear. I worked a great deal on it. Literally day and night I worked
on it, day and night, with enormous energy, with enormous enthusiasm. No matter
how strange it may seem, I even wrote it when I lay in the hospital. Even in the hospi-
tal. I came out of hospital and still wrote. I wrote it at my country house, at the dacha,

could not tear myself away from it absolutely. One of those works which grabbed me
so. There are certain works like this that you see it so clear that you just need the time
to write it. That’s all you need.

Question: They told that Dr. Shostakovich always works very rapidly, very fast.
Is this typical of his process?

Shostakovich: Yes, I always work quickly. I think for a long time. Enormous in-
tervals. But I work quickly. It’s probably my weakness, my fault. Sometimes something
doesn’t work that I should not go pass by but I go pass, I am in a hurry. I write quickly
and that’s, probably, a weakness, probably a weakness.

Question: Does he orchestrate as he is writing?

Shostakovich: Right away I write the score, right away. Sometimes I write small
notes but, normally, the whole score, is normally written. The whole score.

Question: I would like to take a slight change from this if we may. Dr. Shosta-
kovich has been an international figure since he was practically a mere child because
at the age of 19 his first symphony immediately was played on two or three continents.
In retrospect now, does he see this role that he has played in twentieth century music
to have been in any way, shall we say, a personal burden to put it in a negative sense?

Shostakovich: Perhaps I could put it this way. We can’t talk about that too much,
because I can’t afford talking about my own role in the twentieth century music. If any
trace remains in the twentieth century of my music, of course, I’ll be very happy. But
I never thought that my music will play such a special and big role in the twentieth
century. I didn’t think about that. And, probably, will not be thinking about that. I just
now said at the press conference that I love all of my works.

That all my works I like. But, really, is it possible to write a musical work without
loving it? But, nevertheless, I very well see the weaknesses of my work, the flaws. And
I try in the following works to avoid the previous flaws. If my music carries a lot of im-
pression on people, I am very happy about it. When I was a pianist and performed pub-
lically, played not only my own works but also works of other people, I felt the listeners
very, very closely. Now it often happens that I listen to my own works and I hear that
my thought goes off like peas fall off from a wall. And sometimes I feel on the contrary,
the real contact with my own music. Sometimes I feel contact with the listeners, it’s
very helpful, by the way, to play on the piano, that I did perform publically, for my ac-
tivities as a composer. This brought a great deal of use, a great deal of help. I am a ser-
vant, so to speak, of my listeners. At least I try to get to that position, I try very hard.

Question: Has he done the conducting of his own music?
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Shostakovich: Yes, a little bit, I directed, a little bit. But then I beat my right
hand, and my right hand began to hurt, be sick. And I had to give up conducting and
playing the piano. But I directed, yes, indeed. But in my opinion I directed badly. That’s
not really my calling to be a director.

Question: Does it take more time to prepare to conduct than to write the sym-
phony itself?

Shostakovich: It’s very difficult to answer that question. One and the other.
Both are very, very difficult. And one must prepare for the one as for the other with
enormous seriousness and with enormous application.

Question: Dr. Shostakovich tells us in a sense that he writes out of an inner
compulsion. I wonder what would happen if he did not let this music out of himself
by writing?

Shostakovich: But who could possibly stop music that I am thinking of from
coming out? It seems an impossible situation. What would happen, well, I think... It’s
impossible, I can always find a pencil, and I can always find paper. It’s impossible, and
how could it possibly happen? Entirely impossible.

Question: That’s what it seemed like, so I wanted to hear.

AJapanese critic ran across a comment recently, Yoditoyo Inuye is the critic, says
that since the Thirteenth Symphony Dr. Shostakovich has simplified his style. And
this has made his, as the critic says, progressive vitality and lyricism come even more
to the fore. Does that comment make any sense to Dr. Shostakovich? And if so, is it
a conscious effort on his part to simplify his style?

Shostakovich: I think it’s very difficult to argue with a musician-critic or a com-
poser who relates some one way or another to my musical creation. It’s very difficult
to argue, if he thinks that way, that’s his point of view, that’s the kind of impression he
gets. As the Thirteenth Symphony too, you can understand it.

I can’t really argue with the evaluations they give my music. If the critics or my
colleagues, composers, I listen very, very attentively, and if it’s done in good conscience,
in good faith, one can always get a great deal of useful of it. One can learn a great deal
and be unhappy to listen, but to argue with it or to value it myself, I wouldn’t do it.

Question: Are critics important /To audiences or to musical history?

Shostakovich: Yes, good critics, of course, are necessary. Absolutely necessary.
In the Soviet Union we have such Boris Asafyev, for example, who is a remarkable crit-
ic. Alas, he is no longer alive. Ivan Ivanovich Sollertinsky, alas, he is no longer alive.
At the present time we have a very good critic, we have some very good critics: David

Rabinovich, in Leningrad —Arnold Sohor, in Georgia — Gabichvadze, also a very fine
critic. We have composers, who at the same time work as writers-critics, write critical
articles. Good criticism can influence in a very positive way the listeners, the general
listener.

Question: Do they help the composer at all? Does the composer learn anything
more about his music through criticism, really?

Shostakovich: It happens sometimes that the composer learns. Sometimes it
happens. The great Russian writer Chekhov did not like critics and wrote, a writer is
a kind of a working horse, who is dragging a very heavy and a very difficult load. And
a critic is a kind of a flying insect that is biting now here, now there and keeping him
from working. May be such critics. There, perhaps, are such critics. But, happily, at our
time they are becoming less and less. And I really don’t know any critic at the present
time who one could call this fly that Chekhov called as biting that horse. Everything
that’s written about me I read very carefully, and, undoubtedly, I take something out
of this criticism without question, absolutely.

Question: I'd like to ask about musical style, I have the feeling in listening, let’s
say to the violin concerto, the Second, and in many of the symphonies and in the
chamber music that Dr. Shostakovich thinks vocally in instrumental writing. And I
also sense a kind of background of folk song, of Russian song at the root of this musical
thinking.

Shostakovich: It seems to me that’s quite true. I took a great deal from Russian
folk music, Ukrainian folk music, German folk music, Italian folk music. People thought
that my First Piano Concerto was very heavily under the influence of the American
music. I hear a great deal of folk music, and, of course, it has a great influence on me.

Question: One other side of this musical style is a characteristic found in many
of his works that is what we call the gallop, this vigorous, fast moving, rhythmical, kind
of melodic line that reaches great orchestral excitement, climax. Is there a background
for this that he thinks this way so often?

Shostakovich: In my last works, my latest works that’s disappeared more or less,
the motor gallop.

In my youth I was very enthusiastic about that, very enthusiastic. But now, it
seems to me, that’s disappearing. Maybe I am mistaken but it seems to me that was
a youthful enthusiasm.

Question: Does he still write music for films? This was a very important kind
of writing at one time.
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Shostakovich: Yes, I wrote a great deal of music for films, a great deal. Right
now I have to occupy myself with the writing of music, I have to write music for films
about the Petersburg Tales of Gogol, the famous Russian writer. Grigori Mikhailovich
Kozintsev was trying to put them on the screen. This is a famous director. The death
of Kozintsev affected him very, very strongly, very hard because this was a great friend,
a man who really understood what he was doing, a man who understood both film and
music very well. I suppose, you, gentlemen, may well be familiar with some of Kozint-
sev’s works that have been shown on the screen here. I would certainly second that.

They produced a whole series of films with Kozintsev, perhaps the most famous
were the Shakespearian ones: “Hamlet,” “The King Lear,” “The Return of Maxim.”
There was a surgeon called Pirogov, about him he made a film. The film about Belinsky,
the great Russian critic. In the course of many, many years Kozintsev was the greatest
movie artist. That was a horrible blow to me, a horrible blow.

Question: May we ask one more question? Is Dr. Shostakovich engaged now in a
composition, contemplating a new work?

Shostakovich: I’ve just finished. First I went to Denmark and then the United
States. Half a month ago, before I went to Denmark, I finished my Fourteenth String
Quartet, an enormous work. I haven’t been working since then. I had to start work on
the music for the Petersburg Tales. I am not sure now in which direction it will go.

Question: I just want one last word to that. He does compose, perhaps, more
than one thing at a time, there are several projects going on, perhaps, at one time.

Shostakovich: There was a time when I did two compositions or even three
at one time. But now I do only one at a time.

Question: Well, I think, we should say before we leave that we are looking for-
ward to the future work, the continued work of Maxim Shostakovich. We now get his
recordings and...

Shostakovich: Maxim is having great success, as a director, conductor. He went
with me to Denmark where he performed very, very well my works. Before this he was
in Dortmund, also did very, very well there, also in the Soviet Union. I am very, very
happy with him, very satisfied with him.

Question: We are delighted that Dr. Shostakovich has taken this time out
to join us. That’s we all are greatly, greatly honored that he’s come to our area,
and are personally delighted that he has taken this time out to talk with all of us.
We’ve been talking with Dr. Dmitri Shostakovich and translating for us our ques-
tions to Dr. Shostakovich has been Alexander Dunkel of New York University,
and translating the answers has been Erwin While, professor of Slavic languages
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With musicologist Grigory Schneerson, the initiator of the Shostakovich Speaks set of records, 1943.

at North-Western University, and Arrand Parsons and I have been asking the ques-
tions. Mr. Parsons is a professor of theory and composition at North-Western and
a commentator on music for radio station WFMT in Chicago. And I am Norman Pil-
ligriny, a programme director of WFMT. Dr. Shostakovich, you have the final word.

Shostakovich: Dear and respected radio listeners! I am very happy that I
have a chance, that I have a possibility to share with you my thoughts about music,
about music creativity. I send you, dear radio listeners, my best wishes, my best
greetings. Thank you. Thank you very much.
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