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HoBblii [1CK M3BECTHOI poccuiickoii muaHucTky MpuHbl UyKoBCKOI OCBSI-
el 110-neTHeMy 106mIelo Kiaaccuka Mmy3sbsiku XX Beka [I.[0. [llocTakoBuya.

doprennaHHble Npou3BeneHMs, co3faBaemMble lllocTakoBMYEM C IOHBIX €T
10 BTOPOJi TTOMOBUHBI 1950-X rO[10B, SIBSIIOTCSI BaXKHO YaCThIO €ro TBOPUECKOTO
Hacmenysi. VIx 9KOHOMHOe MHCTPYMEeHTaIbHOe MUCbMO HeCeT OTIIeYaTOK CBOe06-
pasust UCIIOTHUTETBCKOM MaHepbl KOMIIO3UTOPA, KOTOPO CBOVCTBEHHBI 060CT-
pPeHHast XapaKTePHOCTh, PUTMUUECKAsI OTIPeIeIEHHOCTh 1 rpaduyeckas SICHOCTh
3BYKOBBIX IIOCTPOEHMIA.

MuororpaHHocTb AapoBanust LlloctakoBuya GbUIa 3aMeveHa ele B TOfbl ero
y4e6sb! B [TeTporpa/ickoii KOHCepBaTOPyIL, KOTOPYIO OH OKOHYMI B 1923 rofty 1Mo Kiac-
cy doprernmano y JI.B. Hukonaesa u AByMs rofjaMu MO3Ke TI0 KIacCy KOMIIO3ULIUU
yM.O. IlIteitn6epra (mob6umoro yuernka H.A. Pumckoro-Kopcakosa). [IMpeKTop KOH-
cepsaropun A.K. I'tasyHoB, xapakTepu3ysi MOJIOAOTO My3bIKaHTa, Iiucan: «[Tumomey
ITempozpadckoti koHcepsamopuu Imumputi [Ilocmakosuu 06aadaem UCKIOUUMENbHO
DPA3HOCMOPOHHUM MY3bIKANbHO-XY00XH(eCMBeHHbIM 0aposanuem. Y Hezo spKull KoMno-



3umopcKuli manaim, paHo 0OHapY#UBWULICs, U, HECMOMPsS. HA €80l HHbILi 803pacm
(emy ewje Hem 17 nem), [llocmakosuy 8 cosepuieHcmee 081ades mexHuKot nucema. Bmec-
me ¢ mem OH NPeKpPacHblli 3aKOHUeHHbLl nuaHucm. Hem comHeHust 6 mom, umo Llocma-
Kosuua oxudaem 61eCmswas My3sIKanbHO-Xy00HeCMBEHHAs KaPbepar».

Io3nHee, B OMHOM M3 MHTePBbIO «/IumepamypHoll zazeme», TISATULECSTU-
netHmit llloctakoBud mpusHaBancs: «Ilocie OKOHUAHUSL KOHCepeéamopuu npeoo
MHOU 8cmana npobnema: kem 6blms — NUAHUCMOM uau Komnosumopom? ITo6oposo
emopoe. ITo npasde ckazams, MHe c1ed08ano 0bl Obims U mem, u opyeum. Ho cetivac
yxHce n030HO cebst ocyxdams 3a Cmonb Kamezopuyeckoe peuteHue». TeM He MeHee
[IlocrakoBuy, HapaBHe ¢ A.H. CkpsiounbiM, C.B. PaxmauuHoBbiM, C.C. IIpokodbe-
BbIM, B. BapTOKOM, BOIIIE B KOTOPTY 3aMeYaTeIbHbIX KOMIIO3UTOPOB-TIIMaHNCTOB
XX cToneTtus, HaleIINX MHAMBUIYaTbHBIN CTUIb TPAKTOBKY MHCTPYMEHTA.

Ab60M OTKPBIBAETCSI OOHUM M3 CaMbIX MOHYMEHTAIbHBIX 110 3aMbICTy hopTe-
rmaHHbIX courHeHuit lllocrakoBuua — Conarot N2 2, cou. 61, cO3aHHOI B TPYIHYIO
0Py BOEHHOTO JMXoeThsl. Ee mepBast uactb 3akoH4eHa 18 despanst 1943 roza, BTO-
past — 3 mapra 1943 roza B KyiiObiiieBe, TpeThst — 17 MapTa TOTO ke rofia B ApXaHresib-
cKoM 110, MOCKBOJ4; TIpeMbepa B aBTOPCKOM MCITOJIHEHMM COCTOsIach B MasioMm 3aie
MockoBckoi1 KoHcepBaTopum 6 nioHs 1943 roga. CoHara cTajna OTKIMKOM Ha CMepTh
no6umoro npodeccopa JI.B. Hukonaepa (1878-1942), ckoHUaBLIETOCS B 9BaKyalynn
B TamkeHTe. B nepBoit uacty (Allegretto) mpoTUBOIOCTaBIIEHNe COCPEOTOUEHHO-
3/71ern4ecKoil MelIoAMM U arpeccBHO-HACTYIIATeIbHOTO Mapllia IPOXOIUT AJIUTENb-
HbIi1 ITyTh, ¥ B PeIpy3e, Iie TeMbI 3ByJaT OHOBPEMEHHO, MX KOH(IUKT IpuobpeTa-
€T MOIIMHHO cUMGOHMYeCKMii MacTa6. [opecTHYI0 OTPelIeHHOCTh BTOPOIi YacTy
(Largo) cmeHsieT MepHas moctynb @uHana — Moderato (con moto), HamMCaHHOTO
B (opme momdoHNYECKMX Bapualmii Ha CYypOBYIO, MCTOBYIO MOHOAMIO PYCCKOTO
CKJIaJ1a, TOCTeTIeHHOe Pa3BUTVe KOTOPOJi JOCTUTaeT BBICOT TParn3ma.



B CoHame 5 owywar 60peby 3u3Hu u cMepmu. [lepsas yacme 0epxcum
HAc 8 HanpseHuu om nepgoli 0o nocnedHell Homel, 8 Hell Hem HuU 00HOU
Jlupuyeckoli memsl = 3mMo cgoeeo poda cMepmesibHas CX8AMKA YeN08€eKa C Cu-
namu Poka. 3asopaxcusarowuli 38ykogoll Mup pazeopayusaemcsi 80 emopoll
yacmu: keapmossie MOmMu8esbl NOOOBH6I 8BONPOCAM, HANPABEHHbLIM 8 KOCMOC.
Omeema Hem. XXaHposas ocHosa (s8ansc) dezasyuposaHa memnom. My3vika
noymu HenodsuxHa. 3mo mup 6e3 eepos. DuHan nompscaem! B Hem pazeo-
payusaemcs noymu 6apoyHas Opama c ee OWyUWeHUEM HU3HEHHbIX KOHMpPa-
cmos. Tema naccakansu npedcmaensem coboll 080UHYyH uumamy: nepesie
yemolpe Homol — anno3us Ha memy Hukonaesa (/1.B. Hukonaes - sbidarowuii-
ca popmenuaHHsili nedazoe u komnosumop, yyumens Lllocmakosuya 6 [le-
mpozpadckoli KoHcepsamopuu - npuM. pedakmopa), oanee - MOH02paMMa
«DSCH». Temamu3M npemepnesaem MH0204UC/EHHbIE MpaHcopmayuu, s8-
1a0WuUe noymu 3pumsle 06passl: mo ckadem cama CMepme, mo ece nozpy-
waemcs 8 CoH, mo caviweH mpybHeil enac BcesoiwHezo. M 8 KoHUe — Heus-
bexHoe ucyesHoseHue... (MpuHa Yykosckas)

TMocne mevyanbHO M3BecTHOro ITocranosnenust IIK BKII(6) ot 10 despans
1948 ropma «O6 onepe “Benuxas dpyx6a” B. Mypadeau» Conara npukasom IaB-
HOTO YyIIpaBJIeHUs 110 KOHTPOJIO 3a 3penuinamu u perepryapom ot 14/11-1948
rozna 6bla 3anpelieHa K MCIIOJTHEHNIO M CHSITa C perepryapa Kak «popMaancTu-
yeckoe» Npou3BefieHe.

24 mpemoauu, cod. 34, COUMHSIUCD ¢ nekabpst 1932 o mapt 1933 ropa, nx
1epBoe MCIIOJHeHMe COCTOSIOCh B Majiom 3ane MOCKOBCKOI KOHCEpPBATOPUU
24 mast 1933 ropa. K sTomy Bpemenn [llocTakoBMY y3ke 6bIT aBTOPOM TpeX cumbo-
HU, IBYX GaseToB («30710moli 8ex» u «bonmy»), iByx ornep («Hoc» u «/Tedu Maxbem
MuyeHckoz0 ye30a»), TeaTpaJibHOI 1 KMHeMaTorpabmnvyeckoil Mysbiki. B ero TBop-



YeCcKOM aKkTHBe — coTpymHnuecTBo ¢ I. Ko3uHuesbiM u JI. Tpaybeprom, Be. Meiiep-
xonbaoM u Bi. MasikoBckum, B. Hemuposuuem-/lanueHko 1 H. AKMUMOBBIM.

B CoBerckom Corose KoHell 1920-X rofoB 6bUT 03HAMEHOBAH KapaMHATbHO
CMEeHO¥ 0hUIMATbHOrO 3KOHOMMUYECKOro HampasieHuss — HoBasi 5KOHOMMYe-
ckasg nonutmka (HIIT), qoryckapuiasi YaCTHYI0 MHUIMATUBY, CMEHWIACh KypCOM
Ha MHAYCTPUAIU3AINIO M KOJUIEKTMBM3aLMI0. [POTECKHAs coLMaabHAas IIeCTpoTa
6bITa, yporuBbie «rpumackl H3Ia», ¢ 6ecriolnagHoii MpaBaIUBOCTbIO IepeJaHHbIe
B pacckasax M. 3omieHko, mbecax M. bynrakosa u H. Dpamana, cka3aamch 1 Ha 06-
pasHoii cdepe npentonnii. llloctakoBuY mucan: «Bo MHe 8bl3bl8aem npomecm ma
6e36KyCHas “MaIuHKA”, KOMopas 6 meueHue CymokK Hecemcs u3 écex uwjeneil Kage,
PecmopaHos, NueHblX, KUHO, MIO3UK-XO0/108». B GaleTHBIX U MPUKIAAHBIX TTAPTU-
Typax KOMIIO3UTOP HEPeoKO 06paIacs IJisl XapaKTePUCTUKMA OTPULIATETbHBIX
TIeICTBYIOIIMX JIMI] K 9TO# y60roit «<3ByKOBOI cpefie», Tak OJM3K0I K TPUMUTUB-
HOJ JIEKCUKe repoeB IepcoHakeii-06bIBaTe e 13 pacckazoB 301eHKO. OTbIT Te-
aTpasibHOI paboThl 6bUT 0606IIEH B GOPTENMAHHBIX MTPETIOANSX, TIe CTYINCTU-
YecKye 1 KaHPOBbIE AJTI031Y BOSHUKAIOT GYKBAIbHO Ha KasKAOM IHary.

My3vika «24 npentoduli» yHusepcanbHa. [ls MeHs OHa 38y4UMm 04eHb CBEHO
U COBPEMEHHO — NPU KA} OOM 8038paLEeHUU K Hell 51 C/IbIY MHO20 HO8020, Ye20
He 3ame4ana paHswe. Ho 8 ee namamu xugem u NaMsmMe NPEXHUX 3n0x. Kaxc-
0as u3 npenouli HeseposIMHo u3obpemamensbHa, 06pasbl HACMOILKO SPKUE,
4mo kaxooli xodemcs dams HazeaHue. M ece 3mo 602amcmeso euje u Uu3aujHo,
2paguyHo seinucaHo - no-wocmakosuyecku! (MpuHa Yykosckas)

DMOLMOHATBHBIN CIIEKTP COUMHEHVSI BecbMa pa3HO06pas3eH: 371ech 1 CBeTIast
3acte”HumnBast aupuka (NeN2 1, 7, 19), u Toukuii ncuxonorusm (N2N¢ 8, 10), u 3a-
nIopHas TaHueBasbHOCT (N2N2 9, 15, 21), u pumocodckoe pasmymbe (N2N2 4, 22),



¥ BO3BBIIIEHHbI Tparu3m (N2 14). B uukie HeoObIUaifHO BeNMK Y[ enbHbI BeC
KOMMUECKO/ 06Pa3HOCTY B ee DPas3JMUHBIX OTTEHKAaX — OT JyKaBOi MPOHUU
(NeN? 17, 24) mo passjero capkasma (N2N¢ 6, 20). ITopoit y crymaTenst MOTyT
BO3HMKATH accouManum ¢ TPOraTeJIibHbIM U OGaﬂTeJ'[beIM MMPOM «MaJIeHbKOTO
yesoBeKa» 13 KuHemarorpada — Yapnu YaruimHa, B KOTOPOM BCe TOHMMAIONIVIL
I0MOp eCTeCTBEeHHO [IPOHMKAET B IMPUKY.

Lukn «24 npenioduu» CTaa CTUIMCTUYECKMM OOOOIIEHVEM «MHTOHALMOH-
HOro coBaps» mosnogoro IloctakoBuua ¥ IpUMepoM HOBATOPCKOJ TPaKTOBKYU
skanpa. Eciu mpemonuitabie kel llomnena, Jisgosa, CkpsionHa, PaxMaHHOBa
6bUTM HEKVMMM «IMPUYECKMMM JHEBHUKAMY» KOMIIO3MTOPOB, BOCIIPUHMMAINICH
Kak INpsiMasi aBTOPCKasl peub, TO CKIOHHOCTD lllocTakoBuya 1930-X rogoB K Ha-
[JISIAHOM TeaTpalbHOCTM M OCTPOI XapaKTEPHOCTU OIpeeVId ero TPaKTOBKY
MMHMATIOPBI KaK CLIEHKM MM TIOPTPeTa, Ha KOTOPbIe aBTOP B3MPaeT TO C Herof0-
BaHMEM U HACMEIIIKOIA, TO C TI0O0BbIO ¥ COTYBCTBUEM.

Anb60M 3aBepiiaeT UK «AdopusMbI», cod. 13, co3maHHbIil Mexkay 25 dheB-
panst u 7 anpenst 1927 rona. I[Ipembepa cocrosiach B JIeHMHIpazie Ha KOHIepTe
«Accoyuayuu cospemenHoti my3siku» (ACM) ocenbto 1927 roga.

ITpousBeneHne OTHOCUTCS K SKCIIePUMEHTaIbHOMY Ilepuony TBopuectsa Illo-
crakoBuya. Cama atmocdepa Jlennnrpaga 1920-x rogoB okasanach 01aronpusiT-
HOJ1 cpe[1oii IJ1s1 CaMOro IeP3KOro HoBaTOpCcTBa. KOMIO3UTOP aKTMBHO y4acTBOBA
B mesarenbHocT ACM, B KoTOpy10 Bxonuau A.B. Moconos, I.H. ITomnos, B.B. Illep-
6aueB 1 Op., a TaKKe ObUT WIEHOM KOHIIePTHOV Komuccyu «Kpyxcka Ho8otl My3bl-
ku». I[Tocne cmepty otua B 1922 roay lllocTakoBudy MpuXoaMIOCh, IO €ro CI0BaM,
«MHO020 “XanMypumes” u Cay#ums 6 KUuHo»; BIIOCIEICTBMM OH MIPU3HABAJICS, KaK €ro
YTOMIISUIO «MeXAHUUecKoe U300paxceHue Ha posie “cmpacmeti uenoseueckux”, 0bs-
3bIBaBlIIee I10/Ib30BaThCsl y3HaBaeMbIMM LIMPOKOI ITyO/IMKOI PUTMOMHTOHAIVISIMMA
¥ JKaHPOBBIMM MOZe/sIMU. «CITyX0Bast yCTAIOCTh» OT IOJOOHOTO POZA MPUKIATHOM



MY3bIKM, pa30dyapOBaHye B €€ BbIPA3UTEIbHBIX BO3SMOXXHOCTAX MOATOMKHYIN lo-
CTaKOBMYA K ITOMCKaM MHBIX 33KOHOME]3HOCT€I71 3ByKOBOI71 OpraHmsanuun.

N3HayaneHo 6 «Agopusmax» MeHs npusnekna 2pagpudeckas mpakmoska
GopmenuaHo, npo3payHocme 38ykogoli Gakmypel, pensepHocme menoouye-
CKUX NUHUL, U, KOHEYHO, 0CMPas xapakmepHocms 06pazos; MHe 6bin0 UHMe-
DPeCHO BeCKOHEeYHO 8CTyWIUBamMsCs 8 3my My3biky. Celidac 5 3anucelearo ux yxe
smopoli pas. Haubonee 8axcHsIMU 0151 NOHUMAHUS «ABOPU3MOB» MHE KaXymcs
0se noecol. [lepsas — 3a2a004Ho 38yyaujuli «KaHoH», HANUCAHHbIU 8 NyaHmMu-
nucmuyeckoli mexHuKe U HaNOMUHAr WUl okmem 080pHUKO8 U3 onepel «Hoc».
U «KonbibensHas» — kamapcuyeckoe 3aKMyeHue 3mo2o 3KCNPeccUoHUCMCKo20
yukna. Ee puopumypHas menodus 38y4um nodobHO cmapuHHOU apuu 8 KOHUe
croumel... (MpuHa Yykosckas)

B 1926-1927 rogax IllocTakoBMY akKTMBHO KOHIEPTUPOBAJI, MCIIOIHSIS TIpe-
MMYILECTBEHHO TIPOM3BeJeHUsT POMAaHTMYECKOro perepryapa, ydacTBOBAJ
B I MesxmyHapogHOM KOHKypce nmeHu @. [llorena B Bapmase (1927), Ha KOTOpoM
6bUI yZIOCTOEH MoYeTHOro Anmioma. Ho TeM He MeHee B hopTenaHHbIX COUMHe-
Husx aroro Bpemenn (IlepBast coHaTa, UMUK «AQopusmpl») TPSIMbIe CJIEIbI BO3-
Jle/iCTBYMSI POMaHTMYeCKOTO MMMaHM3Ma PaKTU4eCKM OTCYTCTBYIOT.

«Agopusmbl» — TIpou3BefieHNe Cyrybo KaMepHoe, OTMeUeHHOe aCKeTH3MOM
doprenmmanHoro ctws. [Tocie pefakUMOHHBIX cTarteil raseTsl «[Ipagda» «Cym-
6yp emecmo my3swiku» (28.01.1936) un «banemnas anvv» (06.02.1936) mpaxkTu-
yecku Bce courmHeHusi llocTakoBuua 3TOTO Mepuoma ObLIM 3aKIeiiMeHbl Kak
«(hOopMamMCTUYECKUiT SKCIIepUMEHT». He m3beskanu 3Toi yuacTt u «Agopusmsl».
OpfHaKO MPUHIUITMANbHBI aHTUPOMAHTU3M «AQOpU3M08» HE CTOUT abCOMIOTH-
3MpOBaTh — IJIaBHAs 3a/ilaya KOMIIO3MTOPA BPSIZ, JIM 3aK/II04Yalach B aHTMPOMaH-



TUYeCKOM dIaTaxe. [laxke IIpy caMoM GeIioM B3IVIse Helb3sl He 3aMeTUTh, UYTO
B «Aopusmax» nys lllocTakoBMYa Ype3BblUaiiHO aKTyalbHa HOBM3HA MY3bIKajlb-
HOTO SI3bIKa, ¥ B 9TOM CMBIC/Ie IPOM3BeIeHye TIOIeMIYHO.

OCHOBHas! HaIIPaBJIeHHOCTb TBOPUECKOT0 9KCIIepuMeHTa «Apopusmos» — no-
JICK «HOBOJ MHTOHAIVIN», UCCIIEIOBAHME e BbIPa3UTeTbHbIX BO3MOKHOCTe. [To-
3TOMY, 32 HEKOTOPBIMM UCKITIOUeHussMu (dmerusi, [lnsicka cmeptn, KomnbibenbHast),
MHTOHAIVIOHHBIN MaTepuasl LUKIA «CTepUIeH», TIATeNbHO OYMIIEH OT CTUIe-
BBIX ¥ MHTOHALMOHHBIX a/UTI03mit. [lono6Hast TeHIeHIVSI B LIeJIOM He XapaKTepHa
I7ist TBOpUecKoit maneps! LlloctakoBMYa, KOTOPOi CBOIICTBEHHO MHOTOOGpasue
«CTUJIEBBIX COCTABJISIONIVX» MYy3bIKQJIBHOTO SI3bIKA B COYETAHMY C BBICOKOII CTe-
MEeHbI0 VX MHTerPalMN.

HWpuna BnapumuposHa Yykosckasi (IlerpoBa) ponmnach B TarikeHTe
B CeMbe My3bIKaHTOB. YKe B CeMu/IeTHeM Bo3pacTe OHa ucronHuiaa Konuepr
Pe maskop M. T'ajinHa ¢ opkectpoM TalkeHTCKOH GumapMoHny, a B 12 et 6b11a
npuHATa B LleHTpanbHyI0 My3bIKaJbHYIO LIKOIY IIPY MOCKOBCKOJ KOHCepBaTo-
puu B Kiacc mpocdeccopa Bepbl BacuibeBHbI [opHOCTaeBoI, yueHuiip I.I. Hejtray-
3a. Bckope Vpuua UykoBckasi fjana CBOJ MepBblii COMbHBIN KOHIIEPT, BBICTYIIaIa
C TaKMMM M3BECTHBIMU POCCUIICKMMU Aupyskepamu kak U. T'yemaw, E. Komno6oBs.
C 1976 roma oHa Tmpomo/DKMiIa o6pasoBaHue B MOCKOBCKOW rOCyZapCTBEHHOM
KOHCepBaTopmuu cHavasa B kiaacce Cranucnasa I'enpuxosuua Hejiraysa, a 3aTem
y B. TopHocTaeBoii (accucrents! EneHa PynonbdosHa Puxtep u Muxawmn leoprue-
B4 KosutonTait) B 1980 roamy crasna maypeaToMm IpecTyskHeinero MesxayHapo/ -
Horo KoHKypca umenn @. Illonena B BapuaBe. [Io OKOHUaHMM KOHCEPBATOPUU
MMaHMUCTKA CTaKMpoBanach B Kiaacce Imutpus AnekcaHipoBuya Baukmposa,
COBepIIeHCTBOBA/IA MCIIOMHUTEIbCKOe MacTepCcTBO IO, PyKOBOACTBOM Teomopa
JletBuHa (CIIA) n Muxanna Konnonrasi.



C 1985 roga MpuHa UykoBcKasl sSIBJSIETCSI COMMCTKOM MocKoBCKoi duap-
MOHMM, BEIET aKTUBHYIO KOHIIEPTHYIO IeSITETbHOCTh B Poccum u 3a pybeskom —
B ITonbure, IOrocnaBum, Benrpun, Utanum, ®panuun, I'peunn, Mspamne, CIIA,
Kanage, IO>knoit Kopee, TajiBaHe.

KnaBupa6enzabr Vipyabl UYyKOBCKOI TPOXOAMIN HA PA3IMIHBIX KOHIIEPTHBIX
IJIomaaKkax Myupa: B bonbuiom n Manom 3anax MOCKOBCKOJ KOHCepBaTOpUM,
KonueptHom 3ase umenn YaitkoBckoro, B Bonbirom 3aine CaukT-IleTepOyprekoit
¢mmapmonny, B Bornbinom 3ane KoHcepBaTopuu Bynmanenrra; B Palais Montcalm
concert Hall (KBe6ek), Megaron Hall (Adwumnr), Weill Recital Hall, Cami Hall (Hbto-
Vopk) 1 MHOIMX ApyryX. [TMaHMCTKAa BBICTYTIAIA CO MHOTMMY M3BECTHBIMMU AUPHU-
skepamu: M. lllocrakoBuuem, 10. CuMoHOBBIM, B. [ToHbKMHBIM, A. UNCTSIKOBBIM,
II. Tun6eptom, K. Komarry, SI. KoBauem. 1. UyKkoBCKast — yuaCTHUIIA MHOTOUYVCIEH-
HbIX (becTuBaneii: «<Manvbopo-pecmusanv» B CIIA, pecTuBamb PyCcCKO My3bIKU
B KBeb6eke, dectuBanb Anape Ilpesena B CIUIA, dectusans «Kpucmuanwmam»
B llIBennu, «[lampa — kynemypHas cmonuya Esponst» B I'peninn, a Taxxe «Mockea —
2opodam Eeponwi», «Jlekabpsckue seuepa», ectusanu umenn Caxaposa B Hiuk-
HeMm HoBropope, umenu l'aBpuinHa B Bosorze, umenu PaxmannHoBa B Tam60Be,
umeHu Co/iepTMHCKOTO B Butebeke, umenu lenpuxa u CraHucinaBa Heiiraysos
B Mockse u mHorux apyrux. C 1989 mo 1997 romst ona pa6orana B CIIIA, ceirpaB
60see 500 KOHIIEPTOB.

ITo Bo3BpaleHny B Poccuio muaHuCTKa MPOJ0IKIIA MHTEHCUBHYIO KOHLIEPTHYIO
TIesITeNTbHOCTD, COUEeTast ee C MpernogaBaTebekoii pa6otoit. C 1999 mo 2006 rompl oHa
6blTa accucreHToM Tpodeccopa JIbBa HukomaeBnya HaymoBa B cBoeii alma mater.
C 2000 ropa mpemnogaet B Poccuiickoii akafieMuy My3bIKM MMeHM [HeCUMHBIX, ITPO-
BOIMT MacTep-Kacchl 1Mo Bceit Poccuy, a Tawke B CIIA, I0xHO#t Kopee, ®panumn,
Yepuoropun, Cep6un u Iperimn. Cpeaivt ee yUEHUKOB PSifL TayPeaToB MEXKTYHAPOIHBIX
KOHKYDCOB.
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«HpuHa Yykosckas — apko odaperHas nuanucmka. Ee uepa npuenexaem nesaypso-
HOUl 8UPMY03HOCMBIO, 38YKOBOLL KYIbIMYPOLi U NoONUHHBIM apmucmusmom. Eii nodenacm-
HA MY3bIKA pasnudHblx cmuseli U HanpasieHuti», — Tak oXapaKTepyu3oBall ee VICKYCCTBO
M. Pocrpornosnd. B TBopueckom Garaxxe apTMCTKM — 3HAYMUTENbHBI MacCyB Tpagy-
LIMOHHOTO KJIaCCMKO-POMaHTUYecKoro periepryapa (ot Mouapra u [muuku 1o Pasens
u llocTakoBuya), OKOJIO COPOKA KOHIIEPTOB 7151 GOPTENMAHO C OPKECTPOM, JeCSITKI
KaMepHbIX IIPOU3BeIeHNIA.

Vpuna UyKoBCcKast He oI1acaeTcsl perepTyapHbIX SKCIIePUMEHTOB, CMeJIO BKI0Yast
B TPOrpaMMbl PeKO MUCIOJHSIeMble OIMychl (HampyuMep, Koxuept mist oprennaHo,
CTPYHHOTO opKecTpa 1 muTaBp I. YCTBOMbCKOI, COUMHEHMSI COBPEMEHHOTO KaHafICKO-
ro kommo3sutopa JK. ITio). Bosbiiias TBOpUeckast Jpyk6a CBSI3bIBAET €e C MUAHNCTOM
¥ KomIo3utopom M. KomnoHTaeM: oHa Gblia HE TOMbKO MePBOJi UCTIOMHUTENbHULIEH
psiia ero COHMHQHMﬁ, HO U 3armcasia MX Ha KOMIIaKT-IOMCK. B TocieaHue roapl nmma-
HUCTKY BCe GosbIlie TIPKBJIeKaeT KiaBupHoe TBopuecTBo U.C. baxa; B ee KOHLIEPTHYIO
op6uty Bouwm «dpanyysckas yeepmiopa» u «[onv0bepe-eapuayuu».

Ee nuaHucTMUECKOR MACTEPCTBO YAOCTaUBAIOCh CAMbIX JIECTHBIX OLIEHOK IIPeCChl
¥ aBTOPUTETHBIX MY3bIKaJIbHBIX KPUTUKOB: «be3y0epicHas cmpacmHocms 8 ee uzpe co-
uemaemcs ¢ mouHsIM KoHmponem. OOuH u3 cekpemoe — ee 602amast UHOUBUGYANLHOCMb,
UeIbHOCMb MBOopHecKoli Hamypbl, 6e3yKopusHeHHas mouHocme» (Greenwich News, KoH-
HeKTVKyT, CIIIA). [To MmEeHuto jupiokepa [I. I'nnbepra, «Uykosckas couemaem nompsca-
H0WYI0 MEeXHUKY €O CMpAacmHoul U NOIMU4HOL My3biKansHOCMbl0. Ee penepmyap ozpomeH;
ee 8bICMYNJIeHUs, 4aCMO CMAHOBAMCS OMKPOBEHUEM».

Bopuc FopoduH,
dokmop uckyccmeosedeHus, npogeccop
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The new album of the well-known Russian pianist Irina Chukovskaya is dedicated
to the 110th anniversary of the 20th century music classic Dmitri Shostakovich.

The piano works created by Shostakovich from his young age to the second half
of the 1950s are an important part of his artistic legacy. Their economical instrumental
style bears a mark of the composer’s original performing manner that is characteristic for
its acute distinctness, rhythmic definiteness and graphic clarity of sonic constructions.

Shostakovich’s multi-faceted gift was noticed when he studied at the Petrograd
Conservatory he graduated from in 1923 first as a pianist (under Leonid Nikolayev)
and then, two years later, as a composer (under Maximilian Steinberg, Rimsky-
Korsakov’s favourite student). This is what Alexander Glazunov, director of the
conservatory, wrote about the young musician: “An alumnus of the Petrograd
Conservatory, Dmitri Shostakovich possesses an exceptionally versatile musical and
artistic gift. He has a bright composing talent which showed at an early age, and although
he is quite young (he has not turned 17), Shostakovich has mastered the composing
technique to perfection. There is no doubt that Shostakovich has a brilliant musical and
artistic career ahead of him.”
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Later on, in one of the interviews for the Literaturnaya Gazeta newspaper, fifty-
year-old Shostakovich admitted: ‘After I graduated from the conservatory, I had
a problem to solve: what should I be, a pianist or a composer? The latter won. To tell
the truth, I should have become both. But it’s too late now to condemn myself for such
a categorical solution.”

Nevertheless, Shostakovich, along with Scriabin, Rachmaninoff, Prokofiev and
Bartok, is in the cohort of the remarkable composers-pianists of the 20th century who
found an individual style of instrument interpretation.

The opening track on the album is one of Shostakovich’s most conceptually
monumental piano works — Sonata No. 2, Op. 61, created in the hard times of WWIL.
The first and second movements were finished on 18 February 1943 and 3 March 1943,
respectively, in Kuibyshev, while the third one was finished on 17 March of the same
year in Arkhangelskoye near Moscow. The composer premiered the work at the Small
Hall of the Moscow Conservatory on 6 June 1943. The sonata was a response to the
passing of the composer’s favourite professor Leonid Nikolayev (1878-1942) who
died in Tashkent where he had been evacuated to. In the first movement (Allegretto),
the contraposition of an elegiacally concentrated melody and an aggressively persistent
march makes a long way, and in the reprise, where the themes sound concurrently,
their conflict grows on a truly symphonic scale. Mournful estrangement of the second
movement (Largo) is followed by a measured tread of the Moderato (con moto) finale
written in the form of polyphonic variations on a stern and earnest monody of a Russian
mould, the gradual development of which reaches the heights of tragedy.

| sense the struggle of life and death in the sonata. Its first movement keeps
us in suspense from the first note to the last, it hasn't a single lyric theme - it’s
a sort of mortal combat with the powers of Fate. A bewitching sonic world unfolds
in the second movement: the quartal motifs are like questions directed into space.
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There’s no answer. The genre basis (waltz) is disavowed with the tempo. The music is
almost still. It's a world without a hero. The finale is staggering! An almost baroque
drama with its sense of life contrasts unfolds in it. The theme of passacaglia is
a double citation: the first four notes are an allusion to the Nikolayev theme (Leonid
Nikolayev, a prominent piano professor and composer; Shostakovich’s teacher at the
Petrograd Conservatory - editor’s note), next - the DSCH monogram. The thematism
undergoes numerous transformations that are almost visible images: it’s Death itself
riding, or everything goes into a deep sleep, or the crack of doom is heard. And
in the end - inevitable disappearance... (Irina Chukovskaya)

After the infamous decree of the Central Committee of the All-Union
Communist Party of the Bolsheviks named “About V. Muradeli’s opera “The Great
Friendship”” of 10 February 1948, the sonata was prohibited and withdrawn from
the repertoire as a “formalistic’ work by the Principal Department for Control
of Performances and Repertoire’s order of 14 February 1948.

The 24 Preludes, Op. 34, were composed in the period of December 1932
to March 1933 and premiered at the Small Hall of the Moscow Conservatory on
24 May 1933. By the time Shostakovich had written three symphonies, two ballets
(The Golden Age and The Bolt), two operas (The Nose and Lady Macbeth of the
Mitsensk District) and music for theatre and motion pictures. On the credit side, he
had collaborated with Grigory Kozintsev, Leonid Trauberg, Vsevolod Meyerhold,
Vladimir Mayakovsky, Vladimir Nemirovich-Danchenko and Nikolai Akimov.

The late 1920s in the Soviet Union were marked by a cardinal change in the
official economic direction. The so-called New Economic Policy (NEP) that
permitted private initiative gave place to the course of industrialization and
collectivization. The grotesque social diversity of everyday life and the ugly
“grimaces of NEP” depicted with so much merciless uprightness in Mikhail

15



Zoshchenko’s short stories and Mikhail Bulgakov’s and Nikolai Erdman’s plays
had an impact on the figurative sphere of the preludes. Shostakovich wrote:
“The tasteless kitsch that comes flowing all day long from the cafes, restaurants,
beerhouses, cinema and music halls raises a protest in me.” Depicting the negative
characters in his ballet and applied scores, the composer not infrequently turned
to that petty “sonic environment” that was so close to the primitive vocabulary
of the philistines from Zoshchenko’s stories. The composer’s theatre experience
was generalized in his piano preludes where stylistic and genre allusions literally
emerge at every step.

The music of the 24 Preludes is universal. To me, it sounds very fresh and
modern - every time | get back to it | hear many new things that | didn’t notice
before. But the memory of the past ages lives in its memory. Each of the preludes is
incredibly inventive; the images are so bright that | feel like naming each of them.
And all this wealth is graceful, graphically written out, too - in Shostakovich’s way!
(Irina Chukovskaya)

The emotional spectrum of the work is quite diverse — here we have light-heated
and shy lyricism (Nos 1, 7 and 19), subtle psychological insights (Nos 8 and 10), joyous
dance notes (Nos 9, 15 and 21), philosophizing (Nos 4 and 22) and a sublime tragic
element (No. 14). The proportion of comic images with their various shades — from sly
irony (Nos 17 and 24) to scorching sarcasm (Nos 6 and 20) — is unusually great in the
cycle. At times, the listener might associate the music with a touching and charming
world of the “little man” from Charlie Chaplin’s films where all-understanding humour
naturally penetrates lyricism.

The cycle 24 Preludes became a stylistic generalization of young Shostakovich’s
“intonation vocabulary” and an example of innovative interpretation of the
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genre. While the prelude cycles by Chopin, Lyadov, Scriabin and Rachmaninoff
were somewhat of the composers’ “lyric diaries” and felt like their direct speech,
Shostakovich’s disposition towards obvious theatricality and acute distinctness
in the 1930s determined his rendition of a miniature as a sketch or a portrait
the composer looks at either with indignation and in mockery, or with affection
and sympathy.

The album closes with the cycle Aphorisms, Op. 13, created between
25 February and 7 April 1927. The premiere took place in Leningrad at a concert
of the Association of Modern Music (AMM) in the autumn of 1927.

The work comes from Shostakovich’s experimental period. The atmosphere
of Leningrad of the 1920s was a favourable milieu for innovations of the most
daring kind. The composer was an active devotee of AMM that also had Alexander
Mosolov, Gavriil Popov and Vladimir Shcherbachev among its fellows and also
a member of the concert commission named The Circle of New Music. After
his father’s death in 1922, Shostakovich had to, as he said, “often make money
on the side and work for the cinema;” he admitted afterwards how tired he was
of “mechanical portrayal of “human passions” on the piano” with obligatory
employment of readily recognizable rhythmic intonations and genre models.
“Hearing fatigue” from this kind of applied music and disillusionment with its
expressive means urged Shostakovich on the search for different patterns of sonic
organization.

What I initially found attractive about the Aphorisms was a graphic interpretation
of the piano, transparency of the sound texture, raised melodic lines and, of course,
sharp salience of the images; it was interesting to listen attentively to this music. Now
I'm recording them for the second time. Two pieces seem to me the most important
for understanding of the Aphorisms. The first one is the mysterious Canon written in
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a pointillist technique and reminding the octet of street cleaners from The Nose.And
the Lullaby, a cathartic conclusion of this expressionistic cycle. Its fioritura melody
sounds like an old aria at the end of a suite... (Irina Chukovskaya)

In 1926 and 1927, Shostakovich was an active performer, mostly playing works
of the romantic repertoire, and took part in the 1st International Chopin Competition
in Warsaw in 1927 where he received a diploma of honour. Nevertheless, the piano
pieces of the time (Sonata No. 1 and Aphorisms) actually lack any direct traces
of romantic pianism.

The Aphorisms is a strictly chamber work marked with asceticism of the piano
style. After the notorious editorials in the Pravda newspaper “Muddle Instead of Music”
(28 January 1936) and “Ballet Falsity” (6 February 1936), almost all of Shostakovich’s
works of the period were labelled as “formalistic experiments.” The Aphorisms did not
escape the common lot, too. However, we shouldn’t absolutize the principled anti-
romanticism of the Aphorisms — an anti-romantic shock was hardly the composer’s
major objective. Even a cursory glance is enough to notice that novelty of the language
in the Aphorisms is extremely important to Shostakovich, and this is what makes
the work controversial.

The main orientation of the creative experiment of the Aphorisms is to find a “new
intonation” and research its expressive capabilities. Therefore, with some exceptions
(Elegy, Dance of Death and Lullaby), the intonation material of the cycle is “sterile”
and thoroughly cleansed from stylistic and intonation allusions. This tendency is
not characteristic of Shostakovich’s manner in general as it is commonly known for
diversity of “stylistic components” of the musical language combined with a high
degree of their integration.
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Irina Vladimirovna Chukovskaya (Petrova) was born in Tashkent to a family
of musicians. At the age of seven she performed Joseph Haydn’s D-major Concerto
with the orchestra of the Tashkent Philharmonic Society, and at twelve was admitted
to the Central Music School of the Moscow Conservatory where she studied with Vera
Gornostayeva, a student of Heinrich Neuhaus. Shortly after that, Irina Chukovskaya
performed her first recital and played with well-known Russian conductors such
as Israil Gusman and Evgeny Kolobov. In 1976, she continued her education at the
Moscow State Conservatory, first with Stanislav Neuhaus and then with Vera
Gornostayeva (assistants Elena Richter and Mikhail Kollontai). In 1980, she won a prize
of the prestigious International Chopin Competition in Warsaw. After graduation,
the pianist underwent a study course with Dmitri Bashkirov and further improved her
performing skills with Theodore Lettvin and Mikhail Kollontai.

Irina Chukovskaya has been a soloist of the Moscow Philharmonic Society since
1985, actively toured in Russia and overseas, including Poland, former Yugoslavia,
Hungary, Italy, France, Greece, Israel, USA, Canada, South Korea and Taiwan.

Her recitals have taken place in venues around the world - the Grand and Small halls
of the Moscow Conservatory, the Grand Hall of the St. Petersburg Philharmonic Society,
the Budapest Conservatory’s Big Hall, Megaron in Athens, Greece, Weill Recital Hall and
CAMI Hall in New York and many others. The pianist has performed with many well-
known conductors, including Maxim Shostakovich, Yuri Simonov, Vladimir Ponkin, Andrei
Chistyakov, David Gilbert, Kazuhiko Kamatsu and Janos Kovacs. Irina Chukovskaya has
participated in numerous music festivals such as the Marlboro Music Festival and André
Previn’s Festival in the United States, the festival of Russian music in Quebec, Canada,
and Kristianstad, Sweden, Patras — European Capital of Culture in Greece and Moscow
for the Cities of Europe and December Nights, the festivals named after Andrei Sakharov
in Nizhny Novgorod, Valeri Gavrilin in Vologda, Sergei Rachmaninoff in Tambov, Ivan
Sollertinsky in Vitebsk, Heinrich and Stanislav Neuhaus in Moscow and many others. In
the period of 1989 to 1997 she worked in the United States and played over 500 concerts.
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When the pianist returned to Russia, she continued her intensive concert activities,
combining them with teaching. From 1999 to 2005, she worked as assistant to professor
Lev Naumov at the Moscow Conservatory. Irina Chukovskaya has taught at the
Gnessins Russian Academy of Music since 2000 and given masterclasses in Russia, USA,
South Korea, France, Montenegro, Serbia and Greece. Some of her students are winners
of international competitions.

“Irina Chukovskaya is a pianist of a bright talent. Her performance is attractive because
of its outstanding virtuosity, sonic culture and genuine artistry. Different musical styles and
directions are within her power,” Mstislav Rostropovich once described Chukovskaya’s
art. Indeed, the pianist’s repertoire can boast a broad range of classical and romantic
music, from Mozart and Glinka to Ravel and Shostakovich, about forty piano concertos
and numerous chamber pieces.

Irina Chukovskaya is not afraid of repertoire experiments, boldly including rarely
performed opuses in her programmes (for instance, Galina Ustvolskaya’s Concerto
for piano, string orchestra and timpani, and compositions by contemporary Canadian
composer Jacques Hétu). Chukovskaya has lasting creative ties with pianist and composer
Mikhail Kollontai. She was not only the first to perform some of his works but also to record
them. Lately she has been attracted to Johann Sebastian Bach’s clavier legacy. So, she has
his Overture in the French Style and Goldberg Variations in her concert repertoire.

Her pianistic mastery has been praised by the press and competent music critics:
“She played with wild abandon, without abandoning the music. I sense that one of the secret
is a rich personality imbued with fidelity and integrity” (Greenwich News, CT, USA). In
the opinion of conductor David Gilbert, “Ms Chukovskaya combines a seamless technique
with a passionate and poetic musicality. At home in a large repertoire, her performances
are often revelatory.”

Boris Borodin,
PhD in Art History, Professor
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AmuTpwmii WocrakoBuy
CoHata ana doprenmano N2 2 cu MuHop, cou. 61

1 ILAllegretto. . . ... ....... 722
2 IlLLargo. . . ............ 7.25
3 lll.Moderato. . . ......... 13.12
24 npentogum, cou. 34

4 Nelomaxop. . ......... 1.26
5 Ne2npaMuHOp. . .. .. ... .. 0.48
6 N23CombMaxop . ........ 2.00
7 N4 mMUMMHOp. . . . . ... ... 2.36
8 NeS5Pemaxop........... 0.35
9 N26GCMMMHOP. . . . .. ..... 1.21
10 Ne7/lamaxop. . . ... ... .. 1.07

11 N2 8 pa-gnes MuHop. . . . . . . . 0.55
12 N2 9 Mu maxop
13 N2 10 po-oMes MUHOp . . . . . . .
14 Nel1l1CumMaxop. .. ....... 0.52

15 N2 12 conb-gues MuHOp. . . . . . 1.17
16 N2 13 da-gues Maxop. . . . . . . 0.59
17 N2 14 mu-6emMonb MUHOp . . . . . 2.23
18 N2 15 Pe-6emonb Maxop . . . . . 0.57
19 N2 16 cu-6emonb MMHOp . . . . . 1.14
20 N2 17 a-6emonb Maxop . . . . . 1.55
21 Nel18damuHOop . . ... ... .. 0.44
22 N2 19 Mu-6emonb Maxop . . . . . 1.36
23 N220pOoMMHOp . . . . . .. ... 0.39
24 N2 21 Cu-6emonb Maxop . . . . . 0.37
25 N222combMMHOp . . . . . .. .. 2.40
26 N223M@amaxop. ......... 1.07
27 N224peMuHOp . . . . . ... .. 1.21

«Adopu3aMbI», ecaTb Nbec ANs hopTenunaHo,
coy. 13

28 |.PewtatvB . . . . .. .. .. .. 0.53
29 Il.CepeHaga . . . ......... 1.14
30 HlLHoKToopH . . . . ..o v .. 1.31
31 IV.Onerma. . . ... 0.59
32 V.[loXOpOHHbIM Mapw . . . . . . . 1.13
33 VEATOA. ... 0.36
34 VI.Mnacka cMepTh. . . . . . . .. 0.51
35 VIHLKaHoH . . . ... ... ... 1.04
36 IX.JlereHpa. . . .. ... ... 2.15
37 X.KonbibenbHasi necHs . . . . . . 2.37

O6wwee Bpems: 73.27
MpwuHa Yykosckas, popmenuaro

3anucb 2016 ropa

3Bykopexuccepbl: AnekcaHap Bonkos
(3anucb, MacTepuHr), @apuaa Ysbekosa
(MOHTaX)

PenakTopbl: IMUTpuit Macnskos,
Hatanbs Cropuyak, bopuc Mykoceit
Cnosa MpuHbl YykoBckoi 3anucan
Mropb KapnuHckuii

[wn3zaiiH - lpuropuii XXykos
@otorpad - HOnnaHHa AcMHOBCKas
Mepesop, - Hukonait Kysneuos
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Dmitri Shostakovich
Piano Sonata No. 2 in B minor, Op. 61

1 ILAllegretto. . .. ... ...... 722
2 IlLargo. . .. ........... 7.25
3 lll.Moderato . . ... ....... 13.12
24 Preludes, Op. 34

4 No.linCmajor . ......... 1.26
5 No.2inAminor.......... 0.48
6 No.3inGmajor.......... 2.00
7 No.4inEminor.......... 2.36
8 No.5inDmajor.......... 0.35
9 No.6inBminor. ......... 1.21
10 No.7inAmajor . ... ...... 1.07
11 No.8in F sharp minor. . . . . .. 0.55
12 No.9inEmajor .. ........ 0.40
13 No.10in Csharp minor. . . . .. 1.58
14 No.1linBmajor . ... ... .. 0.52
15 No.12in Gsharp minor. . . . .. 117
16 No.13in Fsharp major. . .. .. 0.59
17 No.14inE flat minor . . . . . .. 2.23
18 No.15inD flat major . . . . . .. 0.57
19 No.16in B flat minor . . . .. .. 1.14
20 No.17inAflatmajor . .. .. .. 1.55
21 No.18 inFminor .. ... .... 0.44
22 No.19inE flat major . . ... .. 1.36
23 No.20inCminor . ... ... .. 0.39
24 No.21in B flat major . . . . ... 0.37
25 No.22inGminor . .. ...... 2.40
26 No.23inFmajor . ........ 1.07
27 No.24inDminor . . ....... 1.21
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Aphorisms, ten pieces for piano, Op. 13
28 I.Recitative. . . .. ... ... ..
29 |ll.Serenade. . . ..........
30 Ill.Nocturne
31 IV.Elegy. . .. ...........
32 V.Marche funebre . . . .. .. ..
33 VILEtude . .............
34 VIl. Dance of Death
35 VHL.Canon . . ...........
36 IX.Legend
37 X.bullaby. . . ...........

Total time: 73.27
Irina Chukovskaya, piano

Recorded in 2016.
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