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«Bexk moti, 36epb moil, kmo cymeem

3aensaHyms 8 meou 3pauxu

U ceoero kposwio ckneum

Zleyx cmosiemuii N0360HKU?..»
Ocun MaHgenbITaM

CrycTs mojiBeKa Imocjie cBoero yxoaa u B rog 120-1eTHero o6uies
IOvutpuii [llocTakoBUY OCTAETCSI OMHOM U3 LIEHTPaIbHbIX QUTYP PYCCKOIA
MY3bIKaJIbHO HOOChEepbI M UMEHHO 3TO JejlaeT ero XyJ0KHUKOM BHeBpe-
MeHHOro Maciirraba. «...TBopuectBo IllocTakoB/Ya HAaM 0COGEHHO BasKHO
6bII0 ObI TTOHSITh, — MMIIET BeJIMKuit MaTemaTtuk Urops IllagapeBny, — Tak
Kak B TeUeHMe IJINTeIbHOM 1 IpaMaTudeckoi srmoxu (20—50-e roabl) oHO
Hambosee SIPKO BbIPaskayio JyX08HYH #U3Hb. B TO BpeMs My3bIKa, BBULY
HEOAHO3HAYHOCTY ee MCTOJIKOBAaHMSI M MeHbIel JOCTYITHOCTU [1J151 KOH-
TPOJIS BJIACTE, UTpaja MPUOIM3UTETBHO TY K€ POJb, YTO B IMMOCTIEAYIOIIE
necstunetusi — Cammusnar. U sipue, 1 mry6ke BCero sTa 31oxa OTpasu-
Jlach Kak pas B TBopuecTBe lllocTakoBMUa; Kak MHE Ka>KeTCsl, UMEHHO €ero,
a He IIpoko(dneBa, KOTOPBIN yMeJ YXOAUTh B KAKOE-TO YeTBEPTOE U3Mepe-
HMe KpPacOThbl M UPOHUM U OTTYAA MTOCMENUBATHLCS M HAJI TACOMBIMU U HAT,
VX BJIACTUTENSIMU. ..»

«JleTomucel] aMOXM», «XYIOKHUK-KOMMYHUCT» U ITpoYre MoJHbIe Aedu-
HULIVY OCTaHYTCSI HAa COBECTHM TeX, JIJIST KOTO YIOOHbIN SIPJIBIK 3aMEHSIET CYIII-
HOCTb. A CYIITHOCTb BCerga HaMHOTO CyioskHee. [IlocTakoBMY mpoliien yepes
BCE MBICJIIMbIE ¥ HEMBICIIMbIE MUCITBITAHMSI — OTHEM, MEIHBIMM TPyOaMu,
YyIOBUITHBIMM YHUKEHUSIMU U TTPUKU3HEHHOM arnorpadueit, «<kKHyTOM
U TIPSTHUKOM»... HO MbI yacTo 3a6bIBaeM, 4YTO caMo¥i OOJIbIIOJ ITperpajaoii

Ha ITyTU XyOOKHMKA TAKOTO MacIITaba SBISIIOTCS He MPUBXOISIINE 00CTOSI-
Te/IbCTBA (Tparnyeckue Wiy CYacTiauBebIe), a... O cam. Hammcats UeTBepTyio
cMbOHMIO, 6YTYUM MOJIOABIM UEJIOBEKOM U JKUTD JaIbIIe, He TOTMOHYTh
IO, TSIKECThI0 COOCTBEHHOT'O OTKPOBEHMSI, — 9TO M €CTh BhICOKAsI Cy/Ib0a.
B 1oHbIe TOABI, B Havasie 90-x, Ha cOOpaHUM KaKOr0-TO KOMIIO3UTOPCKOTO
K1y0a, 1 03BYUYMII 3TY MbICJIb B IPUCYTCTBMUM Bopuca YaitkoBCKOTO — OHOTO
13 TeHMAaJIbHBIX Y JIYUIIMX BOCIMTaHHMKOB IllocTakoBuua. Tam 6bL1a JOCTA-
TOYHO pa3Bsi3Has aTMocdepa. Heckoabko CIIUMKEPOB C SHTY3Ma3MOM IPU-
3bIBAJIM «CTEPETh, HAKOHEII, ITbIIb III0CTAaKOBMUYEBIIVHBI, TPOKODbEBIMHbI
M CBUPUAOBUIMHBI»... BbUI 9TOT JOMOPOILEHHbI PYyTYypU3M CMeIIHbIM
1 HeJlenbIM. bopuc AnekcaHapoBUY ITOIOIIEN TTOCae COOpaHms, 00Kura-
I0I1le KPeIKo MoXKas PyKy U ckasan: «/IMeHHO Tak. JKUTb, He TUPasKuUpys cebst
rocte “Jlemu Mak6et” 1 UeTBepToit cuM@OHMM — 3TO U eCTb cuia. CKOJIBKO
Tam Bcero!.. He cMmymiaiiTecs, yepe3 Kakoe-TO BpeMsi OHUM OYAYT C TaKMUM 3Ke
9HTy3Ma3MoM netsb lllocTakoBuuy ofpl...» Tak M CIy4MIoCh.

YyTh MeHee roga Ha3ay ViBaH HukndopunH mpuiien KO MHe M CKa3al, YTo
K 120-netmto [I. 1. llocTakoBu4ya gupeKTop MOCKOBCKOTO TOCYAapCTBEHHOTO
akazieMmnueckoro cuMmdonmndeckoro opkecrpa Mpuna llluropesa MHUIIUMUPO-
BaJIa 3ammCh JII0607 13 cMGbOHNI KOMIIO3UTOpa MJist hupMbl «Memoansi».
MTI'ACO — ofuH M3 Ty4YlinX KOJJIEKTUBOB CTPaHbl — HAXOAUTCSI B BOCXUTU-
TebHOI hopMme, 1 51 TOUTU pedyIeKCUMBHO ITPeIoXKuI YeTBepPTYI0 — C/IOsKHET -
Y10 U, HAa MO B3I/IsI[, CAMYI0 MHOTOTPaHHYIO M COBEPIIIEHHYI0 NapTUTYPy
KOMITO3UTOPA, B KOTOPOJi CKOHIIEHTPUPOBaHa BCS MOIIb ero reHus. [1pu Bceii
cBoeit sproctu MiBaH HukmdopumH rmopasuTeybHO TakTudeH. [IoMHIo ero
cioBa: «He paHo i mHe?..» OTBeTWI 51 6bICTPO: «B camblii pas...» I TOUHO
3HaJI, UTO B C/Iy4ae ¢ STUM MY3bIKAHTOM — 3TO He IPeJIO’)KeHME B POCT.



Kak muyHOCTb U IMpodeccroHan 3KCTpa-Kiaacca OH 6bIT CTOMTPOIIEHTHO
TOTOB K BOCXOXX/I€HMIO Ha 3TOT OPKEeCTPOBbIi IBepecT. COMHEBAThCS yepes
rapy Mecsi1eB Iocjie Halllero pa3roBopa CTaj He OH, a 5. BCIToOMHMII, KaK MbI
urpamm 3Ty cuMdbOHMIO B UeThIpe pyku ¢ bopucom AnekcaHaposuyem Yaii-
KOBCKMM IO MapTUTYype, momapeHHoi emy lllocTakoBuueM, 1 BCE CKa3aHHOE
toraa YaiikoBCKMM 06 9TOM COUMHEHMM. DTO HACTOSIIIMIA OPKECTPOBBIN KOC-
moc. Kupuin ITerposuu KoHgpaiimt, BriepBble MCIOTHUBIINI CUM@OHMIO
B 1961 rony, yepes 4yeTBepPTh BeKa I1OC/Ie ee Co3aHus, rmornpocua bopuca
AnekcaHApoBMYa IMIPUCYTCTBOBATh HA PeNeTULIMSX Mepel, CTYOUIHOM 3aIn-
CbI0, M TOT 3aIIOMHWJI MHOTME €r0 peMapKy, B TOM YKCIe U TIOKeJTaHus aBTOpaA.
Ivickorpadus 3TOro omyca Becbma OOIIMpHa. ITO JereHaapHble CTYIUiHbIE
U TpaHCasguyoHHbIe 3anycy Kupmina KongpammHa, bepHapaa XaiTuHKa,
KOpxuua Opmanau, a Takke MHTepecHelmme npouteHus MioHr-ByH UyHra,
Mapmca SIHconca, Kapena Anuepina, Heame SIpsu, l'epbepta Keresns, Pynonbda
bapias, l'ennagus PoskmectBeHcKoro, MctucinaBa Poctponosuua, CaliMoHa
PaTTia, Banepus I'epruesa, dca-ITekka CanoneHa, ['tonTepa Xepoura, AHapuca
Henconca, [I>xananapea Hosena, Mapka BurmicBopra, AHapest bopeiiko, Bacu-
must [lerpenko, Knayca Msikesst... BenmkosnenHo 3Ty cuM@oOHMIO He pa3 Aesiat
Mapk Onuep B Portepmgame, Boctone, ¢ 6putanckum «The Halle». Bcé aTo
60JTBIIIOE TTO/ICIIOPbE, HO C FOHOCTH Y MEHSI, KaK M Y BCSIKOTO ITOKJIOHHMKA 3TOA
MY3bIKM, POCO @ POCO CKJIAIbIBAJICSI COOCTBEHHBIA, €C/IM TaK MOKHO CKa3aTh,
MeasbHbI 00pa3 3ByuaHust MapTUTypbl. Ha BCE 9TO mMOTpe6oBaIMCh TOIbI,
necstuietus. Y BOT 51 cras ;ymath, uTo u MBany Hukudopumny Heo6Xoaumo
CBOe «0OpeTeHHoe BpeMsi» [IJisl MOJ00HOT0 HaKoIieHus. K Tomy ke y Hero
3arpeneTbHO HACBIIIEHHBIM KOHLIEPTHBIN rpaduk. S 60s71cs, YTO BpeMeH
COCPENOTOYUTHCS HA HEBEPOSITHBIX CJIOKHOCTSIX — He TOJIbKO 3CTETUUECKUX,

JIOTMKO-KOMITO3UIIMOHHBIX, peMeC/IeHHbIX, HO U TPAHCII€HIEeHTHbIX — 3TOM
BEJIMKOJ IMMapTUTYPBI Y HETO TIPOCTO He OymeT. He moacTasiisiio Jin s ero 1oy,
IWIbOTUHY? B psiiy anmoKaJIumnTUUeCKMUX TBOPeHUI yesioBeka 3Ta CMM@OHMS
3aHMMaeT ocoboe mecTo. [ToacIyaHO cTas 06yMbIBATh HEKMIT 0OXOTHOI
MaHeBp U HamepeBaJICs MPeJIOKUTh reHMa/IbHYI0 [19Ty10, a Takke Koe-4To
13 CaMOro paHHero, o4yt He urpanHoro IlloctakoBuua. Ho cTomio 06 aTom
00MOJIBUTBCSI, KaK YC/IbIIIAN B OTBeT: «TonbKo YeTBepTyio! ATa My3bIKa yke
CTaJIa 4YaCThIO MEHS CaMOro. B Helt eCTb BCE, UTO MHe IOPOr0 ¥ MUHTEPEeCHO...»
[ToToM OBLIM HECKOJIBKO MeCSIEB «OAMHOUYECTBA BIABOEM». ViMelo B BUILY
Iupyokepa u mapTutypy. KonoccaabHbIM «IIpenaBepuem» st ocBoeHus Yer-
BepToit cumdonun ajs Visana HukndopumHa cTaam pe3oHaHCHbBIE VCITOJN-
HEeHMS U 3anucK (BKII0Yasi MMPOBbBIE TIpeMbepbI) 1IeIeBPOB KPYITHENIIMX
0TeYeCTBEHHbBIX OPKECTPOBBIX KOMIIO3MTOPOB XX BeKa 13 Oiskaiiiero Kpyra
[llocrakoBuya — Bopuca YaitkoBckoro, Moucest Baitnb6epra, l'epmana I'ajbi-
HuHa, Hukonas Iejiko, l'eoprust CBupuposa, PeBonst ByHuHa, He TOBOPS yke
0 TPAHIMO3HOM perepTyape M3 pyccKoi cMbOOHNYECKO MY3bIKM «307I0TOTO»
BeKa. JIniiib He3a10/To A0 3alUCU Mbl BCTPETWINCH CIIEIIUAIBHO T10 TIOBOTY
YeTBepToit cuMbOHMM, 06CYAVIIN TTPUHIUITMATbHbBIE BOTIPOCHI, ¥ MHE CTAJIO
SICHO, UTO TIEPBBIN peduiekc He 6bLT OMM60YHbIM! HuKMopumH B 6yKBaIb-
HOM CMBbICJ/Ie BBICTPaiajl COGCTBEHHBIV 06pa3 3TO¥ MY3bIKM U IIPU 3TOM ObLT
HEBEpOSITHO YYTOK KO BCEMY, UTO YCIbIIIAA OT MeHs. TpUAaTUIeTHUI TUPU-
Kep ceityac B TOi1 rope gaHTacTuueckoii mpodeccoHaabHOM CUIIbI, TBOpYE-
CKOJ1 CBOOOBI U 371(hOPUUECKOTO TOPEHMS], KOTOPast UAealTbHO COOTBETCTBYET
06pa3aM My3bIKM, CO3AHHOM reHMaJIbHbIM TPUALIATUIETHUM aBTOpOM. Takue
nepeceueHust Cyzied CIy4aroTcs pegKko. Bcé 3To moATBepAUIOCh Ha MEPBbBIX Ke
perneTuLMsIX.



YerBepToii cumbonny [llocTakoBuYa MoOCBsIieHa OTPOMHast IUTepaTypa.
HeonmHoKpaTHO 03ByYeHa MOYTHU JETEKTUBHAS MCTOPUS TTIOATOTOBKM U CPbIBa
MepBOro UCIOIHeHMS MapTUTypsbl B 30-e rofbl. [Ipe/iyioskeHbl caMble pa3-
Hble, MHOTAA IMaMeTpaibHO ITPOTUBOTIOI0XKHbBIE TOTKOBAHUS «CKPBITO»
IMPOrpamMMbl MOHYMEHTAJbHOM KOMITO3UIIMY, BbISIBJI€HBI BCE STUMOJIOTU -
Yyeckue «MCTOUHUKM» TPaHAMO3HOr0 3ambicia (Masep u np.). A cumdo-
HUS 9Ta MO-TIPEXXHEMY KMBET CBO€l BOCXUTUTEbHO OVMHOKOM XKMU3HBIO,
ocTtaeTcs ChUHKCOM, YaCThI0 HEMTOCTUXMMOI PYCCKOM Xy 0KeCTBeHHOI
U IyXOBHOI ATiaHTUAbL. TeMa anokaaumncuca — Pycckozo Anokaauncuca —
MO-HACTOSIeMY Obl/Ia OCMbIC/IEHA B OT€UeCTBEHHO My3bIKe MMEHHO B Iep-
BOJi rtosioBuHe XX croneTus. [Ipy BceM, UTO JIeKCMYECKM, 00pasHO OT/IMYaeT
YetBepryio cumdonumo lllocrakouua ot Illectoit, CembMmoii, lecsaToit cum-
ounit Hukonass Msckosckoro, Tpetbeit cumborum 1 «CuMbOHUIECKUX
TaH1eB» Ceprest PaxMaHMHOBA, BCE 3TO MPOHMU3AHO KAKOM-TO YAVUBUTEb-
HOJ IPOBUAYECKOI cytoit. IoTu masnbiiie B OOBbSICHEHUM COMlepyKaTeIbHbIX
MOATEKCTOB 3TOM MapTUTYPhI onacHo. 1o cuacTwio, AUpMsKep, Kak 1 aBTOP
MY3bIKM, HE YCepPACTBYET C BepOaTbHBIMM OOBSICHEHUSIMU TOTO, UTO TOJIKHO
COCTAaBJISITh TAIHY CepAIIa, He AeylaeT U3 3TOTOo aduIIy, He ITOAIaeTCs Ha JKyp-
HaJIMCTCKME TIPMMaHKM, KOT/Ia HEUCIIOBEIMMOE, TITYOOKO JIMYHOEe KOMMEH -
TUPYETCS, KaK CIIOPTUBHBIN pertopTax. Kak y Manpgenbirtama: «/la o6pemym
mou ycma // IlepgonauanvHyio Hemomy, // Kak kpucmainuueckyrw Homy, //
Umo om poxcderus uucmal..»

MacIirTaGHbIi TPeXUYaCTHBIN KT ITPEICTABIISIET OIPOMHBIE CJIOKHOCTYU
He TOJIbKO T10 YaCTY MHOTOUYMC/IEHHBIX MHCTPYMEHTAIbHBIX (habepski3MOB,
HO ¥ B BeCbMa HeOpAMHApPHOM MOAY/IMPOBAHMUM CAMOIO TeUEHMST MY3bIKaJIb-
HOJi MBICJIM, B 6€CKOHEYHBIX TPaHCHOPMAIMSIX OPKECTPOBOI KUHETUKMA.

MeTpoHoM nmogo6Hoe He purcupyeT. iBany Hukudopumny m MockoB-
CKOMY TOCyJlapCTBEHHOMY aKaJeMuueCcKoMy CMM@OHNYeCKOMY OPKeCTpy
yIaI0Ch TOOUTHCS UIeaJbHOTO COOTHOIIEHMS B OIIYIIeHUM XPOHOCA KOM-
MO3UIIVY ¥ OPKECTPOBOI IpaMaTyprun. BbITyeT ycToitunBoe 3abmyskaeHune:
SIKOOBI KOMITO3UIIMOHHBI/I MOHYMEHTA/IN3M B My3bIKe, M300pa3sUTeIbHOM
MCKYCCTBe, IUTePaType, 304YeCTBE COMPSIKEH ¢ HeU30eXKHbIM YKPYITHe-
HMEM IITPUXA, C BRIHYKIEHHBIM ITPpeHeOopexkeHeM MUKPOCKOITNYECKUMM
YaCTHOCTAMMU. BeIMKMMU MOHYMeHTaJIbHbIE LIefieBPhI le/IaeT He BHeIlIHU
MaciTab, a BoCXuIaouas gyx uaes, BbIpakeHHasi B TapMOHUM Mebuaii-
LIMX, UHOTZA YCKOJIb3aI0UIMX, HAMEePEHHO 3aByaJIMPOBAHHbBIX JeTaleil — B UX
COBEPILIEHHOM rapMOHMM C 1esibiM. ViBaH HukmdopunH y1oBuiI, 4TO MMEHHO
BEepHbIi arormueckuii MMITYJIbC, TPaBWIbHASI «OMTHUYeCcKass» POKyCHpOBKa
3BYUHOCTM M KMBasl My/IbCcalys Kaxkmoii ppasbl GOpMUPYIOT CIOKHENIITYIO
IBVKEHUECKYIO MTAaJIUTPY U, COOCTBEHHO, BpeMsI KOMITO3UIIMY, & OHO AEeCTBU-
TeJIbHO IPaHAMO3HOe, HO B TPAaKTOBKe HuKmbopunHa HUIyTh He «3aTSIHYTOE,
Kak ObI npeodosnieHHoe. ECTb 0ueHb O0JIbIINE KHUTY, YMTAIOIIEeCS Ha OTHOM
IbIXaHUM Y KOPOTKYE HOBEJIJIBI, TOUUTATh KOTOPbIe 6e3 1may3 MoYTH HeBO3-
MOXXHO. SIcHO, uTO B ciiyuae ¢ YeTBepToit cumdoHMeit 1 fyupyskepa mpuo-
PUTETHBIM ObIIO MMEHHO OIIYIIEeHME eOUHOTO — 005edUHSI0UIe20 — TbIXaHMS,
YTO MJleaTbHO COOTBETCTBYET CJIOXKHOCOCTAaBHOMY (DOPMOBAHMUIO KK O
M3 Tpex YacTeii ¥ BCero LKia, KOTOPbIi He pacrasaeTcs y Hero Ha 6ecuuc-
JIEHHO€ KOJIMUeCTBO «MMU3aHKaZPOB», ITYCTb U 04eHb IPKUX. OrpOMHbIE TeM-
O6pOBbIe MAaCCHBbI He MEUIAIOT YC/IbIIIATh 00HAKEHHYIO rpaduKy, B KOTOPO¥i
BbI3BYUE€H KakKbIil MeJIbUYaiIlNIA 3/IeMeHT B ero YIIPyroil uin B3BUHYEHHOM!,
MOIITHO Mau 3dheMepHOI, HaChIIEHHO WM ITPO3PauHOit, TJIOTHOM MUIN
pa3peskeHHOI TuIacTuke. BrieyatisieT MacTepcTBO TeMOPOBOIT GUIMPOBKU



CJIOKHEMIIMX KOMOMHAIMI1 OPKeCTPOBOI BepTUKaIN, OPKECTPOBOIt aKKOP-
nviku. lllocTakoBUY B 3TOM MapTUTYype IKCIIePUMEHTUPYET C TeMOPOBBIMU
Y IPOCTPAHCTBEHHO-aKyCTUYECKMMMU PACCTOSSHUSIMU B CUMMeETPUUYECKOM
COTIPSIKEHUU TOJISIPHBIX IO 3BYKO-BECY, IE€PCIIEKTUBHO yIaJI€HHbIX KOJIO-
pUCTHUUYECKUX M3MepeHuii. HekoTopbie upusKkepbl peLIatoT MOJ00HbIe TP -
HOCTM MeXaHWYeCKU, TPeAMETHO COMMsKasi Ha 3ammcu, Harpumep, apdy
" KOHTpabackl, QIeiiThl ¥ TPOMOOHDI, B PeaIbHOCTH PACTIONOKeHHbIE Ha 3HA-
YUTENbHBIX PACCTOSSHUSX B OTPOMHOM, YCUJIEHHOM OpPKeCTpe. DTO BCeraa
1blTHO. KoHeYHO, MexaHMYeCKoro aHCamMOJIst JOOUTHCS B TAKUX CITydasiX
Jierve, HO KapAMHAIbHO MEHSeTCsI, KaTaCTpOhMUeCKM MCKAXKAETCSI aBTOPCKMIA
3aMbICeJI. 3aMeuaTesbHO, UTO 3ByKopeskmccep Muxann Criacckuii — mpodec-
CHOHAJI 3KCTPa-K/Iacca, BeJIMKOJIENHO YYBCTBYIOLIWIT HEOPAUHAPHBIN TOK
BpeMeHM KOMITO3ULIMN, MU3HAYATbHO VMCKITIOUWI JTI0ObIe «XMMUYeCcKye» MaHu-
MyJISIIUA. DTO HE TTPOCTO YeCTHOCTD, 3TO — YECTh [0 OTHOIIEHUIO K BEJIMKOMN
MMapTUType U ee aBTOpy. Hac MHTepecoBasia mosTMUeCcKast MCTUHA, 3adUK-
CHpOBaHHasl B ypTekcre. B orpomHoit nuckorpadny YetBeproit cumdonnmu,
Ha CaMOM JeJie, He MHOTI'O IIPMMePOB CTOJIb OPraHMYHOTO BOIJIOLEHYS
IBVOKeHMS KaK ObIXaHUS U eBa JI He CTUXOTBOPHOTO KOHCTPYMPOBaHMS
60JIBIION UUKINUECKO (POPMbI, HACTOIBKO TIIATEIbHOTO OTHOLIEHUS
K MeJIbYaliiliiM JIeTajsiM B CTAHOBJIEHMM MOHYMEHTaIbHO KOMIIO3ULIVN.
Ectb B unTepnpetainy MI'ACO 1 HukmudopunHa, Kak 1 B camoit My3bIKe,
He CKOJIOK 3T10XM, a AbIXaHe BeYHOCTU. B orpoMHoOIt fuckorpadum napTu-
TYPbI TTOSIBUJICSI HACTOSIIINI OPMJIMAHT. YKe Ha PereTULIUsIX, He TOBOPSI
y>Ke 0 caMO¥1 3alucu, MeHs Cpa3uia camooTaava Bcex MysbikauToB MI'ACO.
BenukosemnHbie COMMCTDI, BIEUAT/ISIONMI yPOBEHb aHCAMOJIEBOI KYJIbTYPBI.
Peakuiysi Ha peMapKu U 3aMedaHusl, ClIOCOOHOCTbh KOHIIEHTPUPOBAThCS

1 6e33KaJI0CTHO TPATUTh Ce0sT Ha PeIKOCTh 3aMedaTesibHble. Uymeca TBO-
pwiIu Bce KOHIlepTMeiicTepbl opkecTpa. CTO ¢ IMITHUM UYeJIOBEK, BKITFOYas
TIpUIJIAIIeHHBIX MY3bIKAHTOB, paO0OTa/IM Ha €IVMHOM JObIXaHUM, UYTO CJTyda-
eTCsl HeuacTo. MmeanbHOe COOTHOIIIEHMeE YacTeli K 1eJIOMY B 3TOM ITpeKpac-
HOM KOJIJIEKTHMBeE, BK/II0Uas B3aMMOIIOHMMaHMe PYKOBOCTBA, AUpukepa
¥ MY3bIKaHTOB, 3aCTaBUJIO BCIOMHUTD CUACT/IMBbIe BpeMeHa OPKeCTPOB
MpasuHckoro u KonapaiunHa.

Tparuueckasi, 3aBOpakuBaInas 60raTcTBOM 00pa3HbIX U TEMOPO-
BbIX OTKPOBEHMI PYCCKAsl OpKecmposasi KOCMO20HUsl — TaK TpakTyeT VIBaH
HuknbopumH kaHPOBO-IIO3TUYECKYI0 OHTOIOTMI0 UeTBepTOit cuMbOHMUMN
[llocrakoBmua. Eciii 661 aBTOp He OCTaBMJI IIOC/IE CE€0ST HUYEro, KpoOMe 3TOi
MapTUTYPbI, OH U B ITOM CTydyae OCTaJICSI Obl B UMC/ie TUTAHOB — HapSIAy
¢ bpamcom, BpykHepom, Manepom. ta My3bIka, Kak ¥ BCE caMoOe 3HaUM-
MOe B 3ByKOOOPa3HOM ITOCTMKEHUM CYIIero, Bceraa 6yaeT skaaTh HOBOTO
OTKDBITHUS ¥ UMEHHO B 3TOM 3aK/II0UaeTCs] He HOMMHAabHas, a oA/ IMHHAs
ee aBaHTapaHOCTb.

Oputi A6dokos

MoOCKOBCKUIi roCyiapCTBEeHHbIN aKageMudeckui cuMboHmnvecKkuit
opkectp (MI'ACO) 6511 ocHOBaH B 1943 ropy ITpaBurensctBom CCCP u s1BysI-
eTCsl OMHUM U3 cTapeiumx cum@oHnyeckx opkecTpoB Poccuu. [TepBbiM
[JIaBHBIM IMPMKEPOM KOJIIEKTUBA CTajl aupyokep bonbinoro teatpa Hapon-
Hblii aptuct CCCP Jles IlIteiin6epr. 3ateM pykoBoacTBo MI'ACO ocyiecT-
BJISIV TaKye IIPOC/IaB/IeHHbIe COBETCKME MY3bIKaHThI, Kak JleoHn Xynoseit
(1945-1948), Huxomnait AHocoB (1948-1951), Buktop CmupHoB (1951-1953),



Jleo Tun36ypr (1953-1955), Muxann Tapuan (1955-1960), Bepouuxka [yma-
poBa (1960-1989), [Tasen Koran (1989-2022). biaromapsi COTpyIHUYECTBY
C HUMU OPKeCTpP CTaI OOHUM U3 TyYIINX CUMMGOHMUUECKUX KOJJIEKTUBOB
crpaHbl. B 2024 romy xymoskecTBeHHbIM pykoBonpuTernem MIACO 6bu1 Ha3HA-
yeH ViBaH HukudopunH, naypeat [lepBoro MmexxgyHapoJHOTO KOHKypca
MMMaHUCTOB, KOMIIO3UTOPOB U aupykepos umenu C.B. PaxmaHnHOBa, 1aypear
[Tpemum [IpesupenTa Poccurickoi ®emepariyiy Ajisi MOJIOObIX e TeNei Ky/lb-
TYpBI (3@ BKJIAJ, B pa3BUTHE OT€UECTBEHHO! MY3bIKQJIbHOI KyIbTYpbl (2024)).

Bnarogapst pa3Ho06pa3uio MporpaMM U HeM3MeHHO BbICOKOMY YPOBHIO
UX VICTIOJIHEHMS, KOJJIEKTUB 3aC/TYXKIUJT YBaskeHMe U JIDOOBb CiIylIaTesneit
B Poccun u 3a ee mpengenamu. MITACO exxerogHo JaeT KOHIIEPTHI Ha Bedy-
HMX IUIOILAAKaX CTOMMUIIbI, aKTUBHO TaCTPONMPYET 110 peTMOHaM, BbICTY-
MaeT Kak ¢ IPUIallleHHBIMY POCCUICKUMU IUPYKepaMy U COMMUCTAMM, TaK
" ¢ 3apy6eXXHBIMM Ma3CTPO.

KomniekTuB akKTMBHO yU4acCTBYET B KOHKYPCaxX IOHBIX UCIOJTHUTENEN
M OTKpbIBaeT IyTh K TPodeccroHaTIbHOMY Pa3BUTHUIO MOJIOABIM MYy3bIKaH-
tam. MTACO — skeJTaHHBIV TOCTh HA MHOTOUMCIEHHBIX (heCTUBAIISIX.

MTI'ACO u3BecTeH UCIIOTHEHMEM PYCCKOM M COBETCKOV KIaCCUKMU, B TOM
ynciie mpeMbepamu counHennit [Ipokodrea, MsckoBckoro, llloctakoBuua,
[nmuapa. BUSMTHOI KapTOYKOI OpKecTpa CTaiyu rpaHAMO03Hble MOHOTrpaduue-
CKMe VKJIbI ITOJTHBIX COOpaHMii CMMGOHNYECKUX COUMHEHMI BETMIAIIINX
KOMIIO3UTOPOB: Bpamca, BetxoBeHa, [lly6epra, [llymana, Puxapma Illtpayca,
MenpgenbcoHna, Manepa, Bpykuepa, Cubennyca, [IBop>kaka, YaifkoBCKOTrO,
I'masyHoBa, PaxmanuHoBa, [IpokodbeBa, [lloctakoBuua, CKpsibuHa, Bep-
nmno3sa, [e6roccu, PaBesns. MaciuiTabHble TPpOTpaMMbl KOJIJIEKTUBA COCTOSIT
13 cMM@POHMYECKOI, OTIepHOVi ¥ BOKAJIbHO-CUM(OHMYECKOI KJIaCCUKH,

paboT COBpeMEHHbIX KOMITO3UTOPOB, MHOKECTBA 3a0BITHIX ¥ HE3HAKOMBIX
CIymaTensM Npou3BeIeH, KWHOMY3bIKU, KAMEPHbBIX MTPOU3BEIeHUIA.

KosekTus cosman KOJUIeKIUIO 3anmceii, Bkiatovaronry CD u DVD co cry-
IUHBIMU U «<>KMBBIMU» UCTIOITHEHUSIMU, PAIVIO- U TeleBU3MOHHbIE TPAHC-
jsguyu. B 2023 rony MI'ACO mnipuHST yuacTue B 3a1MCu AHTOJIOTUU XOPOBOTA
my3bikM Pognona lleapuna K 90-neturo komnosuropa. B 2024 rony opkecTp
3anmcan CuMmboHnUeckyo ckasky «Ilets 1 Boak» [IpokodbeBa 1 pparMmeHThI
MY3bIKM U3 6asieTa «30JI0TO KIOUMK» BaitH6epra. B cenTsibpe 2025 romy
«@upma Menonusi» BbIITYCTUIA aJIbOOM 13 CMMGPOHMYECKUX TTPOU3BeIe-
Huit bopuca YaitkoBCKOTO «OTKPBITUS U OTKpOBeHMSI» K 100-1eTHi0 KOM-
Mo3MTOPa, 3armcanHblii MITACO u ViBanom Hukudopumusim Ha ToH-CTyamMm
«Mochunabm».

MTI'ACO HuMKOTr[a He OCTaHABJIMBAETCS HA IOCTUTHYTOM U 6e3 ycTaamu
CTPEMMUTCS K ellle He 3aBO€BAaHHBIM BepIIVHAM.

ViBan HukndopumH (p. 1995) npuHAQIEKNT K UMCITYy Hanbosiee n3BeCT-
HBIX ¥ BOCTPe6OBAHHBIX OMEPHO-CUMGOHNYECKUX OUPIKEPOB COBpE-
MeHHO¥ Poccuu. AkameMuueckoe My3bIKaibHOE 00pa3oBaHMe TTOTYyIn
B MockoBcKko#t KoHCepBaTOpun umeHu I1. 1. YalikOBCKOTO U acliMpaHType
(accucreHType-CTaxXMpoBKe) MOCKOBCKOJ KOHCepBAaTOPUM IO KJIacCaM
KOMITO3UILIMI, OPKECTPOBKM U OTIEPHO-CUMGMOHNYECKOTO IVPUKMPOBAHMS
y ipoeccopos I0pust A6mokoBa u1 Banepus ITonsHckoro. OcHOBATeNb, XyI0-
>KeCTBEHHbBII PYKOBOJIMUTENb U TJIaBHbI AUpYsKep cCUM(OHMUECKOT Kareibl
1 xopa «Akagemus Pycckoit My3bikn». B cenTsiope 2019 roma HarpaxaeH
MexxnyHapogHOM nmpemueit umeH bopuca YaliiKOBCKOTO, YUpeXXaeHHOM
KPYITHENIINMU MIPeaCcTaBUTENSIMU MUPOBOTO MY3bIKaJIbHOT'O MCKYCCTBA



(MctucnaB Poctpomnosud, Pynonsd Bapiaii, Buktop IlukaiizeH, Kapan
XauaTypsiH U [Ip.) 3@ BbIAIOIIMECS] MHTePIIpeTaly pycCKoil OpKeCcTpoBO
MYy3bIKM XX CTONIEeTHSI. SHAUMUTEbHBIN 00111eCTBEHHO-MY3bIKa/IbHBIN Pe30-
HaHC BbI3Ba/I ab0OHEMEHTHbIE Kbl HuknbopumnHa «Bennkue cTpaHUIIbI
pycckoii My3biky XIX-XXI BekoB» B MOCKOBCKOM MeXAyHapOogHOM Jlome
MY3bIKM ¥ MOCKOBCKOI KOHCepBaTOpui. MacTepCcTBO AUpIsKepa MoIydniio
MEXIYHApPOIHOe IMpU3HaHMe 6J1arogapst BhIIMYCKY KOMITAKT-IMCKOB C YHU-
KaJbHBIMM MOHOIr'paduyeCKMMM MPOrpaMMaMMm 1151 3ByKO3aIyCbIBaK0-
et kommnauun «Toccata-Classics — Londony. 3amucu, ocyIecTBaeHHbIe
HukndopumHbIM, BKJIIFOYAIOT B CEOST IEPBYI0 MUPOBYIO aHTOJIOTUIO XOPO-
BOJ My3bIKM AHATOMNS JISSIOBA 1 MpeMbepHOe UCIIOHEeHMe BCeX KaMepHO-
OpKeCTPOBbIX counHeHMi ['epmaHna l'asipiHMHA. O6a AMCKA OTMeEYeHbI
aBTOPUTETHBIMM MEXIyHapoAHbIMM Harpagamu Music Web International,
a taxke ICMA (International Classical Music Awards). B Poccuyn KommakT-
IVICKY CTanyu mobeguTenssMu MexXnyHapogHOV mpemMmun «UncThlii 3ByK»
(2021). OcymrecTBuII IepBbIe MUPOBbIE 3aTTUCH CUMGOHNYECKUX MTAPTUTYP
Bopuca YaiikoBckoro, MeunciaBa Baitn6epra, Hukonas Ileiiko, Opus A6mo-
KOBa B paMKax mmpoekta Coio3a KOMITO3UTOPOB Poccum «3BYKOBOi 0630p»
(2025). OcHOBY CMMGbOHMYECKOTO perepTyapa Iupuskepa COCTaBISIIOT COUM-
HeHnus Inmuuku, boponuua, banmakupesa, Mycoprckoro, Pumckoro-Kopcakosa,
[Tetpa YaiikoBckoro, ['masyHoBa, JIsimoBa, YepenHyuHa, PaxmaHMHOBA, ApeH-
ckoro, CkpsiouHa, CTpaBuHCKOro, MsickoBckoro, IlloctakoBuya, IIpokodnesa,
Bopuca YaitkoBckoro, BaiitH6epra, a Takke 3armagHOeBpOIIeiicKast CBETCKast
¥ IyXOBHAsI My3bIKa OT MacTepPOB 6apOKKO A0 MMITPECCMOHUCTOB, Puxapaa
IlITpayca 1 HOBOBeHIIeB. BaskHOIt Bexoii B TBOpueckoit 6uorpadum MisaHa
HukundopunHa crana nobena Ha I MesxqyHapoJJHOM KOHKYpPCe IMMaHUCTOB,

KOMITO3UTOPOB U AupmxkepoB uMeHnu C.B. PaxmanmuHoBa B 2022 ropmy.
AXTUBHO cOTpymHMYaeT ¢ MexxayHapoaHOM TBOpUYeckol MmacTepckoi FOpust
Abnokosa Terra Musica (Poccust — l'epmanust — Utanust). BoicTynaer rpak-
TUYECKU CO BCeMM KPYITHeN MMM cMMGOHUYECKMMY OPKeCTpaMy CTPaHbI:
T'ocymapcTBeHHBIM CMM@OHMYECKUM opKecTpoM Poccun nmenu EBrenust
CaeTtnaHoBa, bonbimm cumdoHnyeckum opkectpom umenn I1. M. YaitkoB-
ckoro, HatoHanbHbIM (hyytapMoHnueckum opkectpoM Poccun, Pocenitckum
HallMOHAJIbHBIM OpKeCTpoM, [ocymapcTBeHHOI akageMudyeckoit cum@poHu-
YyecKoit Kareyioin Poccun, opkectpamu bosnbioro n MapumHCKOTO TeaTpoB,
MAMT umenu K. C. Cranucnasckoro u Bi. Y. Hemyuposuua-IlaHueHKo, I'ocy-
JapCTBEHHBIM KAMEPHBIM OPKeCcTpoM «BupTyo3sl MocKkBbI», KoponeBckum
opkectpoMm Tamnanga (Royal Bangkok Symphony Orchestra) u MmHOrMMMU
OpyrumMu KojuteKTuBaMmu B Poccum 1 3a pybeskom. C 2024 roma — xymoske-
CTBEHHBIN PyKOBOAUTETb MOCKOBCKOTO TOCYAAPCTBEHHOTO aKaJeMUYeCKOro
cuMdonnueckoro oprecrpa. C 2025 roga — mIaBHBIN MPUTIATIIEHHBIN OUPY-
kep cMbOHMYECKOT0 opKecTpa Hiukeropomckoil rocygapcTBeHHOI akajie-
MuJecKkoi pumapmonun umenu M. Poctporosuya. B 2025 romy Bo3rimaBut
SImanbcKuit MonogeskHbIi cumdoHnyeckmnii oprectp (IMCO) — yHUKAb-
HBIIi KOJIJIEKTUB, 6asupytomiuiicss B HoBom Ypenroe. PeryisipHo BbICTyIIaeT
B aHcaMOs1e ¢ BeIyIIMM OTeueCTBeHHbIMM coucTaMu: JleHrcom Mairye-
BbIM, Hukonaem Jlyranckum, Bagumom PernvubiM, [TaBiom MMUITIOKOBBIM,
Xubmnoit l'epamaBa, nbgapom A6apa3akoBsiM 1 aAp. B 2025 romy Harpaxk-
neH ITpemueii IIpesunenTta Poccuiickoit @enepauyy 3a BRI B pa3BUTHUE
OTe4YeCTBEHHOI MY3bIKaJIbHOM KyAbTyphl. Jlaypeat [Ipemun MXT nmeHn
A.TI. YexoBa (2025). Iupuskep roxaa 1o Bepcum MeskayHapoaHoi rmpodec-
CMOHaIbHO Tpemun «BraVo» (2025).
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“My age, my beast, who will be able

To look into your pupils

And with his own blood glue together

The vertebrae of two centuries?”
Osip Mandelstam

Half a century after his passing and in the year of his 120% anniversary, Dmitri
Shostakovich continues to be one of the central figures of the Russian musical
noosphere, and this is precisely what makes him an artist of timeless proportions.
“It would be particularly important for us to understand Shostakovich’s works,”
writes the great mathematician, Igor Shafarevich, “since during a long and
dramatic era (the 1920s-1950s), they most vividly expressed spiritual life. At that
time, due to its ambiguous interpretation and lesser accessibility for government
control, music played roughly the same role as samizdat (dissident underground
press and self-published books) would in later decades. This era was most vividly
and profoundly reflected in the works of Shostakovich; it seems to me that it
was he, not Prokofiev, who was able to enter a fourth dimension of beauty and
irony, and from there, laugh at both the flock and its rulers...”

“The chronicler of the era,” “communist artist,” and other fashionable
definitions will remain on the conscience of those for whom a convenient
label replaces the essence. And the essence is always much more complex.
Shostakovich endured all conceivable and unimaginable trials — fire, water,
monstrous humiliations and lifetime hagiography, carrots and sticks... But we
often forget that the greatest obstacle in the path of an artist of such stature
is not the circumstances, whether tragic or fortunate, but... the artist himself.
To write the Fourth Symphony at a young age and to live on, not to perish

under the weight of his own revelation — that is a lofty destiny. In my youth,
during the early 1990s, I attended a meeting of a composers’ club and expressed
this idea in the presence of Boris Tchaikovsky, who was one of Shostakovich’s
most brilliant students. The atmosphere was quite nonchalant. Several speakers
passionately called for “finally wiping away the dust of Shostakovich-ism,
Prokofiev-ism, and Sviridov-ism.” This homegrown futurism was ridiculous
and absurd. After the meeting, Boris Tchaikovsky came up to me, gave me
a firm handshake, and said: “Exactly. Living without replicating oneself after
Lady Macbeth and the Fourth Symphony — that is what strength means. There’s
so much there! Don’t be embarrassed. In a little while, they’ll be singing praises
for Shostakovich with equal enthusiasm.” And so it was.

A little less than a year ago, Ivan Nikiforchin approached me and said
that Irina Shigoreva, the director of the Moscow State Academic Symphony
Orchestra (MSASO), had initiated the recording of any of the composer’s
symphonies for Melodiya in preparation for the 120™ anniversary of
Shostakovich’s birth. The MSASO, one of the country’s finest collectives, is in
superb form, and almost reflexively, I suggested the Fourth, the composer’s
most complex and, in my opinion, most multifaceted and perfect score,
which encapsulates the full power of his genius. For all his brilliance, Ivan
Nikiforchin is remarkably tactful. I recall his words: “Isn’t it too soon for
me?” I quickly replied: “The time is right.” I knew for sure that, in the case
of this musician, it was not an offer for growth. As an individual and a top-
tier professional, he was one hundred percent ready to climb this orchestral
Everest. A couple of months after our conversation, I, not him, began to have
doubts. I remembered how we played this symphony with Boris Tchaikovsky
four hands, reading the score that Shostakovich had given him, and everything



Tchaikovsky said about it at the time. It is a veritable orchestral cosmos.
Kirill Kondrashin, who premiered the symphony in 1961, a quarter-century
after its composition, invited Boris Tchaikovsky to attend rehearsals prior to
the studio recording. Kondrashin memorized many of the composer’s remarks,
including his wishes. The discography for this opus is quite extensive. These are
the legendary studio and broadcast recordings by Kirill Kondrashin, Bernard
Haitink, Eugene Ormandy, as well as the fascinating readings by Myung-Whun
Chung, Mariss Jansons, Karel Ancerl, Neeme Jarvi, Herbert Kegel, Rudolf Barshai,
Gennady Rozhdestvensky, Mstislav Rostropovich, Simon Rattle, Valery Gergiev,
Esa-Pekka Salonen, Giinther Herbig, Andris Nelsons, Gianandrea Noseda, Mark
Wigglesworth, Andrey Boreyko, Vasily Petrenko, Klaus Mikela... Mark Elder has
performed this symphony magnificently many times in Rotterdam, Boston,
and with the British orchestra The Hallé. All this has been a great help, but
since my youth, as every admirer of this music does, I have been poco a poco
developing my own, so to speak, ideal image of the sound of the score. All this
has taken years, even decades. And so, I began to realize that Ivan Nikiforchin
also needed his “recovered time” for such accumulation. Moreover, his
concert schedule was incredibly busy. I feared that he simply would not have
enough time to focus on the incredible complexity — not only the aesthetic,
logical, compositional, and technical aspects, but also the transcendental
ones — of this great score. Was I setting him up for the guillotine? Among
the apocalyptic works of man, this symphony has a special place. I began to
surreptitiously consider a workaround and intended to suggest the brilliant
Fifth, as well as some of Shostakovich’s earliest and rarely performed works.
But as soon as I brought it up, I heard in response: “Only the Fourth! This music
has become a part of me. It contains everything that is dear and interesting to

me.” Then there were several months of “loneliness for two.” I am referring
to the conductor and the score. Ivan Nikiforchin’s tremendous prelude to
mastering the Fourth Symphony was provided by resonant performances and
recordings, including world premieres, of masterpieces by some of the greatest
Russian orchestral composers of the 20" century from Shostakovich’s inner
circle — Boris Tchaikovsky, Mieczystaw Weinberg, German Galynin, Nikolai
Peiko, Georgy Sviridov, Revol Bunin — not to mention the vast repertoire of
Russian symphonic music from the golden age. It was not until shortly before
the recording that we specifically met to focus on the Fourth Symphony and
discuss fundamental issues, and it became clear to me that my initial reflex
was correct! Nikiforchin had literally experienced his own personal vision
of this music, yet he was incredibly attentive to everything he heard from
me. The thirty-year-old conductor was going through a period of incredible
professional power, creative freedom, and euphoric fervor that perfectly
matched the musical images created by the thirty-year-old genius composer.
Such intersections of fates are rare. All of this was confirmed during the very
first rehearsals.

Shostakovich’s Fourth Symphony has been the subject of extensive literature.
The nearly detective-like tale of the score’s creation and subsequent failure
to perform it in the 1930s has been retold. A wide range of interpretations of
the “hidden” program of this monumental composition has been offered,
sometimes with diametrically opposing views, and all the etymological “sources”
of the grandiose concept have been identified (Mahler et al.). And this symphony
continues to live its delightfully solitary life, remaining a sphinx, a part of
the incomprehensible Russian artistic and spiritual Atlantis. The theme of
the apocalypse — the Russian Apocalypse — was truly explored in Russian music



during the first half of the 20" century. Despite all the lexical and figurative
differences between Shostakovich’s Fourth Symphony and Nikolai Myaskovsky’s
Sixth, Seventh, and Tenth Symphonies, as well as Sergei Rachmaninoff’s Third
Symphony and Symphonic Dances, all of them are imbued with certain astonishing
prophetic power. To go further into explaining the subtextual implications of
this score would be risky. Fortunately, the conductor, like the composer, does
not overdo it with verbal explanations of what should constitute the secret of
the heart, does not turn it into a showpiece, and does not succumb to journalistic
bait, when the inscrutable and deeply personal is commented on as if it were
sports coverage. As Mandelstam wrote: “May my lips attain // Their original
dumbness, // Like a crystalline note // That is pure from its birth!”

This large-scale three-movement cycle presents enormous challenges
not only in terms of its numerous instrumental Fabergé-isms, but also in its
highly unusual modulation of the flow of musical thought and in the endless
transformations of orchestral kinetics. A metronome is unable to capture
such things. Ivan Nikiforchin and the Moscow State Academic Symphony
Orchestra have achieved a perfect balance between the composition’s Kronos
and the orchestral drama. There is a persistent misconception: supposedly,
compositional monumentalism in music, fine art, literature, and architecture is
associated with an inevitable enlargement of the stroke and a forced disregard
for microscopic details. What makes monumental masterpieces great is not
their external scale, but the breathtaking idea expressed through the harmony
of the smallest, sometimes elusive and intentionally veiled details — in
their perfect harmony with the whole. Ivan Nikiforchin grasped that it was
precisely the right agogic impulse, the correct “optical” focus of sonority,
and the vibrant pulsation of each phrase that shaped the complex motion

palette and, indeed, the time of the composition. While it is indeed grandiose,
Nikiforchin’s interpretation is not at all “protracted,” as if it were overcome.
There are very long books that can be read in a single sitting, and there are
also short novellas that are almost impossible to finish without taking pauses.
It is clear that in the Fourth Symphony, the conductor’s priority was precisely
the sense of a single — unifying — breath, which perfectly matches the complex
formation of each of the three movements and the entire cycle, which he does
not disintegrate into countless “mis-en-frames,” however vivid they may be.
The vast array of timbres does not obscure the naked graphic quality, which
exposes every tiny element, whether it is elastic or agitated, powerful or
ephemeral, rich or transparent, dense or sparse in its plasticity. The mastery of
the timbral finesse of the most complex combinations of orchestral verticality
and orchestral chordica is impressive. In this score, Shostakovich explores
timbral and spatial acoustic distances in a symmetrical juxtaposition of polar,
in terms of sound vs weight, and prospectively distant coloristic dimensions.
During the recording process, some conductors solve these challenges
mechanically by bringing together instruments that are actually located
at a great distance from each other in a large, amplified orchestra, such as
the harp and double basses, or flutes and trombones. This is always audible.
Of course, a mechanical ensemble can be easier to achieve in some cases, but
it can radically alter and catastrophically distort the composer’s intent. It is
remarkable that sound engineer Mikhail Spassky, a top-notch professional
with a keen sense of the unique time flow of the composition, ruled out any
“chemical” manipulation from the start. This is not just an act of honesty, but
an honor to the great score and its composer. We were interested in the poetic
truth captured in the urtext. In fact, the extensive discography of the Fourth



Symphony includes few examples of such a natural embodiment of motion
as breath, of an almost poetic construction of a large cyclical form, of such
meticulous attention to the smallest details in the development of this
monumental composition.

As in the music itself, it is a breath of eternity, rather than a fragment of
an era, that is contained in the interpretation of the MSASO and Nikiforchin.
The extensive discography of the score can now boast a new gem. Even during
rehearsals, let alone the recording process, I was struck by the dedication of all
the MSASO musicians. The soloists are amazing, and the ensemble culture is
impressive. The response to my remarks and comments, the ability to focus,
and the relentless effort were all exceptionally remarkable. All the orchestra’s
concertmasters performed miracles. Over a hundred people, including guest
musicians, worked together in harmony, which is a rare occurrence. The perfect
balance between parts and the whole of this wonderful collective, including
the mutual understanding between the management, conductor, and musicians,
brought back memories of the happy days of Mravinsky’s and Kondrashin’s
orchestras.

A tragic Russian orchestral cosmogony, captivating in its richness of imagery
and timbral revelations — this is how Ivan Nikiforchin interprets the genre and
poetic ontology of Shostakovich’s Fourth Symphony. Even if the composer
had left nothing but this score, he would still have been considered one of
the titans — alongside Brahms, Bruckner, and Mahler. Like everything most
significant in the sound- and image-based comprehension of existence, this
music will always be waiting to be rediscovered and that is precisely where its
true, not nominal, avant-garde nature lies.

Yuri Abdokov

The Moscow State Academic Symphony Orchestra (MSASO) was founded
in 1943 by the Government of the USSR and is one of the oldest symphony
orchestras in Russia. In September 2026, the orchestra is opening its 84™ concert

season.

Due to the variety of programs and the consistently high level of their
performance, the orchestra has earned the respect and love of listeners in
Russia and abroad. The MSASO annually gives concerts at the leading venues of
Moscow, actively tours in the regions, performs with invited Russian conductors
and soloists, as well as with foreign maestros.

The orchestra actively participates in youth competitions, paving the way for
the professional development of young musicians. In 2024 and 2026, the MSASO
was an invited orchestra of the International Yamal Symphony Competition
for Young Musicians. The MSASO is a resident orchestra of the Partitura All-
Russian Competition of Young Composers, which is being held in 2026 for
the fourth time.

The MSASO takes part in numerous festivals, including the Hibla Gerzmava
Invites Music Festival, the Zaryadye Winter and Summer Music Festivals, and
the All-Russian Philharmonic Seasons program of the Ministry of Culture of
the Russian Federation. In 2024, the orchestra became a resident of the Territory
of the World — Territory of Music Festival in Kaliningrad and took part in
the 10th International Gavrilinsky Music Festival in Vologda. This was followed
by performances at the 5th Cantata International Classical Music Festival in
2025, as well as the 13th Transsiberian Art-Festival and the 1st Naryn-Kala
Classical Music Festival in 2026.

Lev Steinberg, People’s Artist of the USSR, conductor of the Bolshoi
Theater, became the first chief conductor of the orchestra. He led the MSASO



until the end of his life (1945). Then the leadership of the MSASO was carried
out by such famous Soviet musicians as Leonid Khudolei (1945-1948), Nikolai
Anosov (1948-1951), Viktor Smirnov (1951-1953), Leo Ginzburg (1953-1955),
Mikhail Terian (1955-1960), Veronika Dudarova (1960-1989), Pavel Kogan
(1989-2022). Thanks to their collaboration, the orchestra has become one
of the best symphonic ensembles in the country. In 2024, Ivan Nikiforchin —
winner of the 1st International Rachmaninoff Competition for Pianists,
Composers, and Conductors and recipient of the Presidential Prize for Young
Cultural Figures of the Russian Federation — was appointed artistic director
of the MSASO.

The MSASO is known for performing Russian and Soviet classics,
including the premieres of works by Prokofiev, Myaskovsky, Shostakovich,
and Gliere. The orchestra’s hallmark is the grandiose monographic
cycles of complete symphonic works by the greatest composers, such as
Brahms, Beethoven, Schubert, Schumann, R. Strauss, Mendelssohn, Mahler,
Bruckner, Sibelius, Dvorak, Tchaikovsky, Glazunov, Rachmaninoff, Prokofiev,
Shostakovich, Scriabin, Berlioz, Debussy, Ravel. The orchestra’s large-scale
programs consist of symphonic, opera, and vocal-symphonic classics, as
well as works by contemporary composers, many forgotten and unfamiliar
works, OSTs, and chamber music.

The orchestra has created a collection of recordings, including CDs and
DVDs with studio and live performances, radio and television broadcasts.
In 2023, the MSASO participated in the recording of the anthology of
Rodion Shchedrin’s choral music dedicated to the composer’s 90™ birthday.
In 2024, the orchestra recorded the symphonic fairy tale Peter and the Wolf
by Prokofiev and fragments of music from the ballet The Golden Key by

Weinberg. In August 2025, to commemorate Boris Tchaikovsky’s centenary,
Melodiya released an album of his works recorded by the MSASO and Ivan
Nikiforchin. Expanding this collaboration, September 2026 brings the release
of Dmitri Shostakovich’s Fourth Symphony. Both projects were captured at
the Mosfilm Tone Studio and produced by Mikhail Spassky.

The MSASO regularly appears on federal TV and radio, and its activities
are widely covered by the central and regional media of the Russian
Federation.

The MSASO constantly produces engaging social media content, building
a vibrant online community. Never standing still, the orchestra tirelessly
pushes creative boundaries to reach new artistic heights.

Ivan Nikiforchin, born in 1995, is one of the most renowned and sought-
after opera and symphony conductors in modern-day Russia. He received his
academic musical education at the Tchaikovsky Moscow Conservatory and
completed his graduate studies (assistant internship) at the same institution
in composition, orchestration, and opera and symphony conducting under
the guidance of Professors Yuri Abdokov and Valery Polyansky. He is the founder,
artistic director, and principal conductor of the symphony capella and
choir Academy of Russian Music. In September 2019, he received the Boris
Tchaikovsky International Prize, which was established by prominent musical
figures, including Mstislav Rostropovich, Rudolf Barshai, Victor Pikaizen,
and Karen Khachaturian, for his outstanding interpretations of 20"-century
Russian orchestral music. Nikiforchin’s subscription series “Great Pages of
Russian Music from the 19™ to 21t Centuries” at the Moscow International
Performing Arts Center and the Moscow Conservatory has received significant



acclaim from both the public and fellow musicians. The conductor’s talent
has been internationally recognized through the release of CDs featuring
unique monographic programs on the Toccata Classics — London record
label. Recordings made by Nikiforchin include the world’s first anthology of
Anatoly Lyadov’s choral music and the premiere performance of the complete
chamber and orchestral works of German Galynin. Both CDs have received
prestigious international awards from Music Web International and
the ICMA (International Classical Music Awards). In Russia, the CDs won
the International Pure Sound Award in 2021. Ivan Nikiforchin recorded
the world’s first performances of symphonic scores by Boris Tchaikovsky,
Mieczystaw Weinberg, Nikolai Peiko, and Yuri Abdokov as part of the Union
of Composers of Russia’s Sound Review project in 2025. The conductor’s
symphonic repertoire includes works by Glinka, Borodin, Balakirev, Mussorgsky,
Rimsky-Korsakov, Pyotr Tchaikovsky, Glazunov, Lyadov, Cherepnin,
Rachmaninoff, Arensky, Scriabin, Stravinsky, Myaskovsky, Shostakovich,
Prokofiev, Boris Tchaikovsky, Weinberg, as well as Western European secular
and sacred music, ranging from the Baroque period to the Impressionist era,
along with works by Richard Strauss and the composers of the Second Viennese
School. A significant milestone in Ivan Nikiforchin’s career was his victory
at the 1t International Rachmaninoff Competition for Pianists, Composers,
and Conductors in 2022. He has been actively collaborating with the Terra

Musica International Creative Workshop led by Yuri Abdokov, which brings
together musicians from Russia, Germany, and Italy. He has performed with
virtually all of the country’s major symphony orchestras, including the Evgeny
Svetlanov State Symphony Orchestra of Russia, the Tchaikovsky Symphony
Orchestra, the National Philharmonic Orchestra of Russia, the Russian National
Orchestra, the State Academic Symphony Capella of Russia, the orchestras
from the Bolshoi and Mariinsky theaters, the Stanislavsky and Nemirovich-
Danchenko Moscow Academic Music Theater, the Moscow Virtuosi State
Chamber Orchestra, the Royal Bangkok Symphony Orchestra, and many others
in Russia and abroad. Since 2024, he has been the artistic director of the Moscow
State Academic Symphony Orchestra. Since 2025, he has been the principal
guest conductor for the Symphony Orchestra of the Nizhny Novgorod State
Academic Philharmonic Society named after Mstislav Rostropovich. In 2025, he
became the leader of the Yamal Youth Symphony Orchestra (YYSO), a unique
collective based in Novy Urengoy. He has regularly performed with some of
Russia’s leading soloists, including Denis Matsuev, Nikolai Lugansky, Vadim
Repin, Pavel Milyukov, Hibla Gerzmava, and Ildar Abdrazakov. In 2025, he
received the Russian Presidential Prize for his significant contribution to
the advancement of Russian musical culture. Additionally, he is a recipient of
the Chekhov Moscow Art Theater Prize (2025). He was also named Conductor
of the Year at the BraVo International Professional Awards in 2025.
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