


BOPUC YANKOBCKMU
ROJIERLWA

JOUCK 1

KamepHas cumbonus (1967)

1 L COHATA. . . . v o o e e e e e e e e e e e e e e e e e 4.38
2 ILVHMCOH . . . . ittt e e e e e e e e e e e e e e e e e 2.20
3 L. XOpalbHASI MY3BIKA . «» « = « ¢ v v v v v v o e e v e e e e e e u s 2.51
4  IV.VIHTEDTIOMMSI. . « v v v v i e e e e e et e e e e e e e e e e u 1.58
5 V.MapuIeBble MOTUBBI . . « v v v v v v e e e e e e e e e e e e e 3.45
6  VLCePEHAMA . . . v v v v e i i e e e e e e e e e e e e 5.02

MOCKOBCKMIT KAMEPHbI OPKECTP
HOupuskep — Pymonbd Bapiiaii

YeThIpe mpeaoann ajis1 KaMepHoro opkecrpa (1984)

7 LAgitato. . . . ... 3.58
8§ ILConmoto. ... .. ... i it 2.47
9 IILLAdagio . . . . . . o i i e e 3.18
10 IV.Semplice . . . . . . . . . . . . e 2.24

JleHMHTpAACKUI1 KaMePHbI OPKEeCTP CTAPUHHOM 1 COBPEMEHHOM MY3bIKU
Hupmxkep — doyapa CepoB

KoHuept pist poprenmnano ¢ opkecrpom (1971)

) 5.39
12 10 e 9.11
13 I, . o e e 6.33
14 IV. oo e 6.47
15 Vo 6.06

Bopuc YaitkoBckuii, hbopTenmnaHo
MOCKOBCKMIT KaMePHbIiT OpKeCTp
HOupuskep — Pymonb@d Bapiiaii

16 Tema u BoceMb Bapuaumii ajst opkecrpa (1973) . . . . .. .. 16.22
CumMmdbonHMueckuit oprkectp MOCKOBCKO hMUIapMOHUA
Hupwmxkep — Kupuiut Korgpammx

Oo6mee Bpems: 83.46

3ammcu: 1968 (1-6), 1985 (7-10), 1973 (11-15) rT.; ¢ KOHLIEpPTA

B bonpiiom 3ayie MoCKOBCKO# KOHCepBaTopuu 5 HOSIOpst 1978 roma (16)
3Bykopexuccepsi: Jasug 'aknun (1-6), Dennkc ['ypaxku (7-10), FOpuit
Koxskasia (11-15), ITerp Kongpamms (16)

JOUCK 2

CoHara a1 ckpunku u ¢poprenmnano (1959)

1 TLAndante .. ... ... ... ... 9.11
2 ILAllegro . . . . . . o e 8.50

Bukrop IInkaiizeH, CKpUIiKa
Bopuc YaitkoBckuii, hopTenmaHo

3 KoHuepT OJji1 CKpUIIKU C OpKecTpoM (1969). . . . .. ... .. 38.35
BuxTtop IlukariizeH, CKpuUIika

Cumdonmueckunii opkectp MoCKOBCKOI hustapMoHUM

Oupmxkep — Kupunn KoHapaiuH

Oo61ee Bpems: 56.37

3amucu: 1962 (1, 2), 1972 (3) rT.
3ByKopexuccepsl: Maprapura Hynkesud (1, 2), Opuii KoxskasH (3)



BOPUC YANKOBCKMU
ROJIERLWA

OUCK 3

CrouTta 1151 BUojIoHueaun coio (1946, pen. 1960)

1 ILIIpemomusg. Moderato. . . . . .. ... ... ...,
2 II. Mapuu. Allegretto

3 III. Apus. Adagio

4 IV.Kanpuuumo. Allegro. . . . . . . . . ... i
5 V.UHrepmerio u kona. Largo — Moderato. . . . . ... ... ..
Bukropus SrnuHr, BUOJIOHYE b

Tpuo pis poprenuaHo, CKPUIIKU ¥ BUoaoHYenu (1953)

6 LTokkata.Presto. ... ... ... ... .. ... ... ....
7 1II. Apus. Adagio — Andante
8 III. Bapuamuu. Moderatonon troppo . . . . . . . . ... .. ...
Bopuc YaiitkoBckuit, hopTenmaHo

BuxkTtop IlnkaiizeH, CKpuIlkKa

EBrenmnii AnbTMaH, BUOJOHYEIb

KBapret N2 4 1151 ABYX CKPUIIOK, aJIbTa U BUOIOHYenn (1972)
9 I.Moderato
10 II.Andante —Allegro. . . . . . . . . ... i
11 III. Andante
KsapreTt umenu IIpokodneBa:

JInna I'ybepmaH, repBast CKpUIika
Jlrogmuia I'paHoBa, BTOpasi CKpUIIKa
l'anmnnaa BaxpomeeBa, ajibT

Kupa CrnaBsiHOBa, BUOJIOHYENTD

12 KsapreT N2 6 117151 IBYX CKPUIIOK, ajibTa U BuomoHvenu (1976) . . 12.58
KsapTteT umenu IIpokodbeBa:

JInna I'ybepMmaH, repBast CKpUIIKa

Haranus Be3pomHasi, BTopasi CKpMMKa

Huna benbckas, anbT

FOnusa MuHaeBa, BUOJIOHYEb

O6ee Bpemsi: 70.30
3armen: 1976 (1-5), 1960 (6-8), 1974 (9-11), 1985 (12) rr.

3Bykopesxkuccepnl: Mapraputa Koxkyxosa (1-5), Bacunuit ®emynos (6-8),
Banentun Cko6so (9-11), Bagum ViBaHos (12)

JIVICK 4

«JIupuka IIymKkuHa», BOKaJIbHbIN LUK IJIS COITPaHO

u oprennano (1972)

) S 0 5 (o J S 3.04
2 2. JJAPHAOPACHBIM . « v v v v v v v e e e e e e e e e e e e e 1.38
3 B TaIMCMAH . . v v v v v v e e e e e e e e e e e e e e e e 3.59
4 ATIOATY « o v e e e e e e e e e e e e e e e e e e e e 4.06
5 5.TBOMOOPA3 . . . v v v o e e e e e e e e e e e e e e e e 2.12
6  6.ECIM KMU3HD TEOSI OOMAHET... . « + v v v v v v e e e e e e e e 4.16
Y ) 1 3.01
8 8.He goporo nieHio... (U3 [IMHAEMOHTHA) . . . . . . . v o . v . . . 6.14

l'annHa BuiltHeBCKasi, COIPaHoO
Bopuc YaiikoBckuit, popTenmaHo
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«3HaKku 3oaMaKa», KaHTaTa JJ1s1 COIIPaHo, KJIaBeCUHA U CTPYHHOTO
opkectpa (1974)

9  LIIPeIOOUASI. . . v v v v e e o e e e e e e e e e e e e e 6.45
10 2.Silentium (c1. @. TIOTUEBA) .« . .« v v v v v v e e e e 3.31
11 3.Tam,ganéko (cn.A.bmoka) . . ... .. ... ... .. ..... 3.11
12 4.V 4dersipex gopor (c1. M. LiBeTaeBoit) . . . . . . .. ... ... 4.49
13 5. 3uaku 3ogmaxa (c1. H. 3a60/101IKOT0) . . . . v v v v v v . 5.32

Maprapurta MuUpOLUIHUKOBA, COTIPAHO

I'puropuit Kopumap, kiaBecuH

JleHMHIPaLCKMIT KAMEPHBI OPKeCTP CTAPUHHOM U COBPEMEHHOM MY3bIKU
Oupmxkep — dpyapa Cepos

Oo61ee Bpems: 52.26

3ammcu: 1973 (1-8), 1978 (9-13) rT.
3ByKopexuccepbl: Bacunmit AHTOHeHKO (1-8), I'eprapg Llec (9-13)

JOUCK 5

1 daHTa3susa Ha pycCKue HapoaHbie TeMblI (1950). . . . ... .. 16.45
CumdbonmeTTa 1151 CTPyHHOTO opKecTpa (1953)

2 LCOHaTMHA . . . . . o o ittt e e e e e e e e e e e 6.08
3 ILBambC . . .. o . e e e e e 3.04
4 TILBapmammM . . . . . . o it e e e e e e e e e e e e e 7.08
5 IV.POHIO. . .« v vt i e e e e e e e e e e e e 4.52
6 Kampuuumo Ha aHI/IMIiCKMe TeMbI (1954) . . . . ... ... .. 8.10
7  «IlogpocTok», T05Ma Jijist opkectpa (1984) . . . . . ... . ... 31.30

Anexkcaugp Iletpos, Buonb a’amyp (7), Bopuc YaiikoBckuii, poprenmano (7)
Bonbioit cumdonmuecknit opkectp BececorosHoro paauo u LieHTpaabHOTO
TeJeBUIeHUS

Hupuskep — Binagumup ®emoceeB

KoH1iepT a1 Ki1apHeTa M KaMmepHoro opkecrtpa (1957)

8 L Moderato . . . . . . v i i e e e e e e e 4.55
9  ILVIvace. . . . . v et e e e e e e e e e e e 1.39
10 IILAllegro. . . . . . . . i i e e e e e e e e e 6.02

Annnp ®EQOpPOB, KIapHET
JleHMHTpAACKMIT KAMEPHBIN OPKECTP CTAPUHHON U COBPEMEHHOV MY3bIKU
HOupwxep — dnyapn CepoB

O6miee Bpemsi: 90.18

3ammmen: 1985 (1), 1990 (2-5), 1991 (6), 1987 (7), 1985 (8-10) rr.
3Bykopexkuccepsbl: Bnagyumup Komios (1-5, 7), Mapraputa Koskyxosa (6),
Oenukc I'ypasxn (8—10)



BORIS TCHAIKQVSKY
COLLECTION

DISC 1

Chamber Symphony (1967)

1 LSonata............. .. ...,
2 ILUnison .. ...... .. ... iiieeiieee.o..
3 IlI.Choralmusic . ... ...................
4 IV.Interlude. ... ... ... ... .. ... ... . ...,
5 V.Marchmotifs . ... ....................
6 VISerenade. .. ......... .. ...,

Moscow Chamber Orchestra
Conductor — Rudolf Barshai

Four Preludes for Chamber Orchestra (1984)

7 ILAgitato. . . .. .. .. ...
8§ ILLConmoto. . ......... ... ...
9 IIILAdagio............ ...
10 IV.Semplice . . . .. ... .. . .. .. . . ...,

Leningrad Chamber Orchestra of Early and Modern Music
Conductor — Eduard Serov

Piano Concerto (1971)

)
12 I . e
13 III. . oo e
14 IV, oo e
15 Voo

Boris Tchaikovsky, piano
Moscow Chamber Orchestra
Conductor — Rudolf Barshai

16 Theme and Eight Variations for Orchestra (1973) . . . . . .. 16.22
Moscow Philharmonic Orchestra
Conductor — Kirill Kondrashin

Total time: 83.46

Recordings: 1968 (1-6), 1985 (7-10), 1973 (11-15); live from the Grand
Hall of the Moscow Conservatory on November 5, 1978 (16)

Sound engineers: David Gaklin (1-6), Felix Gurdji (7-10), Yuri Kokzhayan
(11-15), Pyotr Kondrashin (16)

DISC 2

Violin Sonata (1959)

1 TLAndante . ... ... ... ... 9.11
2 ILAllegro . . . . . . o e 8.50

Victor Pikaizen, violin
Boris Tchaikovsky, piano

3 ViolinConcerto (1969) . . . ... ... ... ... ... ..... 38.35
Victor Pikaizen, violin

Moscow Philharmonic Orchestra

Conductor — Kirill Kondrashin

Total time: 56.37

Recordings: 1962 (1, 2), 1972 (3)
Sound engineers: Margarita Dudkevich (1, 2), Yuri Kokzhayan (3)



BORIS TCHAIKQVSKY
COLLECTION

DISC 3

Suite for Solo Cello (1946, ed. 1960)

1 I Prelude.Moderato . ... ... ... ... .. .. ... ..... 1.52
2 II.March.Allegretto . .. ... ... .. ... .. . ... ..... 1.54
3 IIlLAria.Adagio . . . . . . . . . i e e 4.19
4 IV.Capriccio.Allegro. . . . . . . ... .. . e 1.38
5 V.Intermezzo and Coda. Largo — Moderato . . . . .. .... .. 3.52

Victoria Yagling, cello

Trio for Piano, Violin and Cello (1953)

6 L Toccata.Presto . . . ... ... ... ..o, 5.17
7 1II.Aria.Adagio—Andante. . . . ... ... ............ 11.03
8 III. Variations. Moderatonon troppo . . . . .. ... ... .... 9.45

Boris Tchaikovsky, piano
Victor Pikaizen, violin
Evgeny Altman, cello

String Quartet No. 4 (1972)

9 LModerato . . . . . o v v i it e e e e e e 5.07
10 II.Andante —Allegro. . . . . . . . . ... i 6.53
11 IILLAndante . . . . . . . . o i i i e e e e e e e e e 5.48

Prokofiev Quartet:

Lina Guberman, first violin
Ludmila Granova, second violin
Galina Vakhromeyeva, viola
Kira Slavyanova, cello

12 String Quartet No.6(1976). . . . . ... .. ... ... ..... 12.58
Prokofiev Quartet:

Lina Guberman, first violin

Natalia Bezrodnaya, second violin

Nina Belskaya, viola

Yulia Minayeva, cello

Total time: 70.30
Recordings: 1976 (1-5), 1960 (6-8), 1974 (9-11), 1985 (12)

Sound engineers: Margarita Kozhukhova (1-5), Vasily Fedulov (6-8),
Valentin Skoblo (9-11), Vadym Ivanov (12)

DISC 4

Lyrics of Pushkin, a vocal cycle for soprano and piano (1972)

1 LEcho........ ... 3.04
2  2.Wastefulgift . .......... .. .... . . . ... .. ... 1.38
3 3.Talisman . . ... ... e e 3.59
4 4. Toapoet . .. .. e e e e e e e e e e 4.06
5 5.Yourimage . ... ... ... ... 2.12
6  6.If by life you were deceived... . . . . .. ... ... ... ... . 4.16
7 T.Thetask . .. ... ... . . .. e 3.01
8 8.1donotvalue much... (From Pindemonte) . .......... 6.14

Galina Vishnevskaya, soprano
Boris Tchaikovsky, piano



BORIS TCHAIKQVSKY
COLLECTION

Signs of the Zodiac, a cantata for soprano, harpsichord and string

orchestra (1974)

9 L1.Prelude .. ... ... . ... ... 6.45
10 2. Silentium (words by Fyodor Tyutchev). . . . .. ... ... .. 3.31
11 3. There, far away (words by Alexander Blok) . .. ... ... .. 3.11
12 4. By the four roads (words by Marina Tsvetaeva) . . . ... ... 4.49
13 5. Signs of the Zodiac (words by Nikolay Zabolotsky) . . . . . .. 5.32

Margarita Miroshnikova, soprano

Grigory Korchmar, harpsichord

Leningrad Chamber Orchestra of Early and Modern Music
Conductor — Eduard Serov

Total time: 52.26

Recordings: 1973 (1-8), 1978 (9-13)
Sound engineers: Vasily Antonenko (1-8), Gerhardt Tses (9-13)

DISC 5

1  Fantasia on Russian Folk Themes (1950) . . .. ... ... .. 16.45
Sinfonietta for string orchestra (1953)

2 LSonatina. ... .......... ... 6.08
3 ILWaltz . . . .. e e 3.04
4 III.Variations . . . . . . . . . i i it i 7.08
5 IV.Rondo . .. .... ... .. 4.52
6 Capriccio on English Themes (1954) . . . . ... ... ... .. 8.10
7  The Juvenile, a poem for orchestra (1984). . . .. ... ... .. 31.30

Alexander Petrov, viola d’amore (7), Boris Tchaikovsky, piano (7)
The Moscow Radio Symphony Orchestra
Conductor — Vladimir Fedoseyev

Concerto for Clarinet and Chamber Orchestra (1957)

8 L Moderato . . . . . . v i i e e e e e e e 4.55
9 ILVivace. . . . . v it e e e e e e e e e e 1.39
10 IILAllegro. . . . . . . . e e e e e e e e e e e 6.02

Adil Fedorov, clarinet
Leningrad Chamber Orchestra of Early and Modern Music
Conductor — Eduard Serov

Total time: 90.18
Recordings: 1985 (1), 1990 (2-5), 1991 (6), 1987 (7), 1985 (8-10)

Sound engineers: Vladimir Koptsov (1-5, 7), Margarita Kozhukhova (6),
Felix Gurdji (8—-10)
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K 100-nemnemy robuneio 00H020 u3 kpynHetiwux pyccKUx KOMno3umopos
XX sexa Bopuca Anekcandposuua Yatikosckozo (1925-1996) pupma «Menodus»
nodzomosusna cobpaxue u3bpaHHsIx 3anuceti, 0CyulecmeieHHbIX 8 pasHole 200bl
U 0Mpaxcaroujux 0CHOBHbIE HAHPOBbIE U CMuJlegble 0COOEHHOCMU €20 meopue-
cmea. K uucny eslioarowjuxcs poHozpaguueckux apmedaxkimos Mox¥HO omuecmu
MPAaHCcSYUoHHY 3anuce «Temsl u 80cbMu gapuayutl» ¢ nociedHezo KoHyepma
Kupunna Kondpawiuna 8 Mockse, cmydutityio 3anucs @opmenuaHHozo KoHyepma,
ocywecmeneHHy asmopom, Mocko8cKuM KamepHuim opkecmpom u Pydonsgom
Bapwaem, 8binywjeHHy0 npu #HU3HU KOMNO3UMOPA MAbIM MUPAHOM U NPAK-
muuecku «ucuesHysuiyr» nocie omse3da bapuias uz CCCP. Bce 3mo nodsiuHHbie
dpazoyeHHoCMU, KAk u 3anucu dpyaux COUUHeHull ¢ yuacmuem agmopa.

IOpuit AGnokoB

BOPUC YAMKOBCKUI: «<HUYETO HE ITPOIIY YV BEKA».
COBPAHUE NU3BPAHHBIX COUMHEHU

Bopuc YaitkoBckuii mpupomHbIii MockBu4. Ponwics 10 centsiopst 1925 roga
B MHTEJJTUTEHTHOV ceMbe. HeopmuHapHOe TBOpUeCKoe JapoBaHye OyayIero
KOMIIO3UTOpa IMIPOSIBMJIOCh B CAMOM paHHeM JieTcTBe. /o cucremaTuue-
CKUX 3aHATUI B [HECHMHCKOJ IIIKOJIe JOMAITHUM MY3bIKaJIbHBIM 006pa30-
BaHueM bopuca YaiikoBckoro pykosoanun Hukomaii Jleounmosuu CiiaByuH.
MIMeHHO 3TOT YeJIoBeK (perpeccMpoBaHHbIli B Mae 1933 roma u 6eccieHO
MCUYe3HYBIINIT) BIlepBble OTMeTU (peHOMeHa/IbHOe TBOpUeCKoe TapoBaHue

< bopuc Yatikosckuti
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MaJIbuMKa ¥ IpeapeK eMy Cyab0y O0IbIIOTO XyI0KHMKA. PaHee MpUBBIUHBIX
CpOKOB YalKOBCKMI MOCTYNW/I B 'HECMHCKYIO LIKOJY, TIle ero HaCTaBHU-
Kamu 6bu Enena I'necuHa, Anekcanapa I'onoBuHa 1 jereHgapHbiii EBreHmi
MeccHep. KapsH XauaTypsH (OGHOKAIIHMK bopuca YaiikoOBCKOTO IO KIacCy
COUMHEHMS JIJIs1 OlapeHHbIX JleTeil B IIKOJie, a IOTOM U B KOHCEepBAaTOP-
cKMx Knaccax Buccapmona llle6anmua, Imutpus llloctakoBuua n Hukomast
MSICKOBCKOT'0) BCIIOMUHAN: «Bopuc HUK020a He 0bL1 WKONHUKOM 8 NPUBbIU-
HOM cmoblcae. ITo 6onbwiomy cuemy HU 8 WIKOJe, HU 8 Yuuiuuje, HU 8 KOHCep-
gamopuu ezo He Hado ObL10 yuUMb, KAK-Mo onekamos. YOuensl oH yuumennet
HedemcKoli cepbe3HOCMbi0, (haHmacmuueckoli NyHKmyaaibHOCMylo, BHymMpeHHel
0pP2aHU308AHHOCMBIO U HEBePOSIMHOLL c8060001i MbiwuneHus... C paHHUX em
OH cMompesn Ha Mup “co ceoeli KonokoavHu”. S umero 8 8udy He 8bicOKoMepue
WU 3aHOCHUBOCMb 2eHUAIBHO20 8YHOEPKUHOA (2eHUeM OH, 0e3yCN08HO, ObL!),
a peodKyio camocmosimesibHoCMsb 8 Xy00HeCmeeHHOM 8blpaxceHuu. Jlaxce eHeulHe
OH 0UeHb B8bl0eNAIICA U3 0eMCKOLi U IOHOWECKOU cpedbl — neuams MulCU, pas-
MblUWIEHUS. HA JIUYe, KAKasi-mo 0MCcmpaHeHHOCMb, camoyznyoieHHocmo... E2o
(opmenuaHHsle NbecKu, COUUHEHHbIE 8 DeCsIMuIemHeM 803pacme, — uleoespbl
macmepcmea, Hacmosiujee 4ydo, Hapsdy co 8cem, Umo co30aHo 8 3pevie 200bl...».

B MockoBCKy10 KOHCepBaTOpUIO0 bopuc YaiiKOBCKMIA TOCTYTIUII 1IECT-
HaAUATUIETHUM TIOAPOCTKOM. 37Iech ero HacTaBHMKaMu ctayiu [lle6a-
nuH, [llocTakoBUY, MsICKOBCKMII (110 Kaccy KoMmmo3uiium) u JieB O60puH
(o kmaccy doprenuano). BoitHa, paHHSIS CMepTh OTLIA, TTeYaIbHbie COOBI-
TUS KYJIBTYPHO KM3HU CTPaHbl KOHIIA COPOKOBBIX r'OA0B, U3THAHUE
13 KoHcepBaTopuu llocTrakoBuya, CUMTABILIETO CBOET0 YUeHMKA IIPU-
POOHBIM reHMEM U COCTOSBIIMMCS XYILOKHUKOM, — BCe 3TO 3aKaJIUJIO

< Bopuc Yatixosckuii, cmydeHm KoHcepsamopuu



BOPUC YANKOBCKMU
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XapakTep MoJIogoro Mmy3bikaHTa. ToT ke Kapan XauaTypsiH, y>ke Ha CKJIOHE
JeT roBopmJI 0 YaiikoBcKoM: «Uesi08ek-KpemeHs, ¢ Heczubaempimu NPUuH-
yunamu u c08ecmsi...».

B 6uorpadum Bopuca YaitkoBCKOro HET HUUETO MHTPUTYIOIIE aBaH-
TIOPHOT'O, PACCYMTAHHOTO HA CEeHCAIIMOHHBIV pe3oHaHC. «<Hy 3To Kak
MoAaTh», — BO3Pa3UT CKEINTUK, BCIOMHMB pa3rpom IlepBoii cumdboHMM
YaiikoBCKOTr0-CTy/IeHTa 3a T'ofl J0 MPec/iOBYTOr0 «MCTOPMUUECKOT0 ITOCTa-
HOBJIEHMSI» U 3aIIPeT Ha MCIIOJIHEHNE TUIJIOMHOJ paboThl (Onepsl «3Be3aa»
Ha nubpetTo aBuma CamoityioBa) 1mocie coopiTuii 1948 roga, rpoMKmit
ycrex napTUTyp 3peaoro macrepa B EBporie 1 AMepuKe, BBIHY>KAeHHOe
paccraBaHue C JIYUYIIMMM MHTepIIpeTaTopaMy cBoux counHeHuit (Kongpa-
urH, bapiiai, PocTponoBuY), He MMeIOIIMI aHaJIOTOB MO3OHMI TIPUXO[,
JKMBOTO KJIaCCMKa B aKaJeMMUeCKylo IeJaroruky... Ho B Tom-To u fieno:
YaitkoBCKMIi He OCTaBWI HM MaJIeiIero rmoBoga st KaKoii-Mb0 ABYCMBbIC-
JIEHHOCTY (MOPAaJIbHOM M 3CTETUYECKO}) B OLIEHKE TOTO, UTO IIPUHSITO CUM-
TaTh 6Morpadueit xynoxHuka. OH yMeJsl 0CTaBaThCsl B TEHU COOCTBEHHBIX
MPOM3BeNeHMI, KaKI0€e 13 KOTOPhIX — HEOTTOPKMMasl YaCTh €r0 CybOBbI.
Puckys pocibITh CTPONITUBIIEM, YaliKOBCKUIA, ejBa JI HE eIUHCTBEHHBII
cpeny BeIyluxX OTeUueCTBEHHbBIX MY3bIKaHTOB XX BeKa, YIIOPHO COMPOTUB-
JISICST HATTMCAHUIO TIPVKM3HEHHBIX MOHOTrpaduii o cebe. OnHM BUAEIN
B HEOOBIYHOM aHAXOPETCTBE KOMITIO3UTOPA CAEPKaHHOCTb, aIeKBATHYIO €T0
IYXOBHOMY 0JIarOPOJICTBY, IPyTiie — CTPAaHHOE UyaavyecTBO reHus... Kom-
MO3UTOP, HAXOAUBIIUIICS B TeueHMe HEeCKOIbKUX AeCSTUIeTUN B IIeHTpe
MY3bIKQJIbHbIX COOBITHII CTPAHbI, HE CUMTAJI CeOS ITyGIMYHBIM UeJIOBEKOM
U B POJOJIKEHME BCEIi JKM3HM HaMepeHHO u3beran 6oreMHoii cyeTsl. Ero
Kpeno — c8ob6oda u oduHouecmao.

[Toce okoHYaHMS KOHCepBaTOopuu bopuc YainkoBCKMIA BCellesIo TTOCBATUII
cebst counHeHuo. HaunHas ¢ BuonoHuenpHOT0 KOHIEpTa (1964), MOoCBsIeH-
Horo MctucnaBy PocTpomnoBuuy, Kaxkgas mpemMbepa KOMIIO3UTOpPa CTa-
HOBMJIACh 3HAKOBBIM COOBITMEM B MY3bIKaJIbHO JXMU3HM CTpaHbl. Bropas
cuMm@onusi, ormeueHHas [ocynapcrseHHoit npemueit CCCP, «Tema 1 BoceMb
Bapualuii», Co3maHHas no 3akasy JpesmeHckoii lllTaTckamnenibl, IO3MbI
nyst oprectpa «Ilogpoctok» u «Betep Cubupu», «CeBacromnonbckasi cumdo-
HUsI», CKpUTIMYHBIN U POpTenMaHHbI KOHLLEPTHI, «My3bIKa 1711 OpKecTpa»
u «Cumdonust ¢ apdoit» — Bce 3TO He TOIbKO 00pasIlbl BEJIMKOI0 XyHI0Ke-
CTBEHHOTO MAaCTePCTBA, HO U [IOPA3UTENbHBIX JJIS1 STI0XU «SIPOCTHOTO MUPA»
B3JIETOB UejI0BeuecKoro ayxa. bopuc YaiftkoBcKuit He cTaBuII Iepe; coboit
3alauM CJIOMa OCHOB >KMBOTO $I3bIKa, HO B K&K OM COUMHEHUM PACIIUPSII,
MIpeoI0IeBasl TPaHUIIbI BOSMOXKHOTO, MCIIOIb3ysI aCKeTUIHBIN, CBOVICTBEHHBII
TOJIBKO €MY apCeHasl MePBO3JaHHbBIX Xy0KECTBEHHBIX CpelcTB. KamepHas
cuMbonMs, [llecTs 3TIOAOB AJISI CTPYHHBIX 1 OpraHa, YeTsIipe IpeTioann s
KaMepHOTO OPKeCTpa, KaHTaTa «3HaKu 304MaKa», paBHO KaK U BCe KaMepHO-
MHCTPYMEHTaJIbHbIe ¥ KaMepHO-BOKaIbHbIe aHcaM6su Boprca YaitkoBCKOTO
BOILIOIIAIOT BO3MOXXHOCTY BOMCTMHY META0PKECTPOBBIE, CUMGPOHMYECKIE.

IlparoiieHHOM 4acThio TBOPUYECKOTO HAWIeIUSI KOMITO3UTOPA M My3bIKa/lb-
HOJ KyJIbTYpbl Poccuy B ee 001IeHAIIMOHATIbBHOM M3MePEHUMN SIBJISIETCS €T0
KMHOMY3bIKa. «Cepexka» ['eoprus [anenuu, «<I'opu, Topu, Mos 3Be31a» Ajek-
cangpa MutTsl, «Kenurtb6a Banb3ammuHoBa» KoHctaHTrHa BouHOBa, «Aii60-
nuT-66» Ponana BrikoBa, «Ypoku ¢dpaHity3ckoro» u «Ilonpoctok» EBrenust
TamikoBa — 3TU U ApyTrMe BbIAAIOIIMECS KUHOIEHTDI,  TAK’Ke BOCXUTUTENb-
HbIe «PaJi0CKa3KM», CO3JaHHbIe B COTBOpUYeCTBe ¢ [TaBuaoM CaMOMIOBbIM,
6e3 My3bIKaJIbHbIX 00pa30B boprca YaiikoBCKOro 6yayT 06eCKPOBJIEHBI,
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elBa I He pa3pylleHbl. ITO MPU3HABAIN KPYITHENIINe peXXuUCCepbl, MpUr/a-
IIaBIIMe OJHOIO U3 JIYUIIUX CMM(POHMCTOB BeKa IJ1s1 paboThl B KMHO U Jpa-
MaTUYECKOM TeaTpe.

My3bIKaJabHBIN sI3bIK Boprca YaiilKkOBCKOTO MpeICTaBIsIET COO0 TUIT
[I03TUYECKOM TaMHOTIMCH, T e SKUBOIIMCHOE HAaYa/I0 HUKOIIA He CBOIUTCS
K 3derTam BHeIIHEH M306pa3sUTEIbHOCTH, a TI093USI — JI0 CYeCJIOBUS
Ha YPOBHE 3KCTPAOPAMHAPHBIX CPELCTB. YTOHUEHHBIN 3CTETU3M U TOJI0BO-
KPY>KUTEeTbHAsI BUPTYO3HOCTh MMChMa — €CTeCTBEHHBIN CTI0CO0 BbhIPasKeHMST
KPUCTA/UIMYECKU YUCTOTO 3TOCA.

«XydoxecmeeHHOe meopuecmeo — 3mo 8edb Moxce comgopeHue mMupa... —
3aMeuaeT DKeH MoHecko — <...> mutatis mutandis (c coomeemcmayruumu
U3MEHEHUSIMU), HO CX00CM80 ecMb...». JIefiCTBUTEIbHO, BEJIMKOIO XYIOKHIKA
OTJIMYAeT TO, YTO U3 BCEX €r0 MPOoM3BeieHMiT 00pa3yeTcs 11eJI0CTHOe MUPO-
30aHue, MPOHUKAs B KOTOpOe, MOTUMHSIENIbCS NeMCTBYIOIEMY B HEM MO3TH-
yeckoMy TOpsiAKY. [IpencraBieHHOe coOpaHme 3ammceit counHeHmit bopuca
YaiikOBCKOTO JaeT BO3MOXHOCTb BOMTU B MUP, KOTOPBIV «<HUYETO HE TTPOCUT
Yy BeKa», HO BCeTAa orepexaeT BpeMs U JapuUT HadexXay. ..

KamepHnas cumdonus (1967)

[TapTuTypa, 3aBepiieHHast ietom 1967 roza, BriepBbie ITpo3By4Yasa 27 OKTIOPS
TOrO Xe roga B bonbiiom 3ame MOCKOBCKOJ KOHCEPBATOPUM B UCIIOTHEHUN
MoCKOBCKOT0 KaMepHOTo opkecTpa nof, yrnpasiaenneM Pynonbda Bapiiag,
KOTOPOMY OHa 1 TocBsieHa. CocTaB MCITOIHUTeNe : ro60u (2), BaITOPHBI
in F (2), x1aBecuH, riepBble CKPUIKH (6), BTOpble CKPUIIKU (4), albThl (4),
Buosnionuenu (3), kourpabac. CuMboHMs OTKpbIBaeT B TBOpUYecTBe bopuca
YaiiKOBCKOI'0 Cepui0 MHOTOYACTHBIX OPKECTPOBBIX COUMHEHMI, TEKTOHMKA

Tpemwepa KamepHoti cumgoruu. I[Ipozpamma koHyepma

KOTOPBIX 3HAUUTEIBbHO OTVIMYAETCS OT KJIACCUYECKUX TUIIOB LIVKIINUECKOTO
dbopmoanus. K Tomy ke 9T0 BTOpOii mociie CuMbOHMETTbl OPKECTPOBbIi
OITyC, BCe pasnenbl KOTOporo umerot Ha3BaHus (I — «CoHaTar, Il — «YHUCOHY»,
IIT — «XopanbHas My3bika», IV — «HTepmopgus», V — «MapiiieBbie MOTUBbBI»,
VI — «CepeHazia»). B cKkpoMHOM 0603HaYeHNUM JKaHPOBBIX U JIEKCUUECKUX
CBOJACTB pa3/ie/ioB LMKJIA, BHEIITHE OTPaHMUYMBAIOIINX, KaK OYATO CYKaIOIIX
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06pa3Hoe MPOCTPaHCTBO, 3aKTI0YEHO TTOITUYECKOe CoflepskaHNe, 3HAUUTETbHO
MpeBOCXOsIIee <HOMMHAI» Ha3BaHMIi. CKBO3HASI TOHAIbHAS U TeMOPOBast
IpamMaTyprusi IiMKiaa — He eIMHCTBEHHOe, HO OJTHO M3 IIaBHBIX CBOVICTB €ro
MUCK/TIOUUTENbHO CUM@OHMUECKOM TpUPObl. B apXUTEeKTOHMKE COUMHEHMSI
HEeT ¥ HaMeKa Ha CIOUTHO-IMBEPTUCMEHTHBIN TUIT POPMOOOpPa30BaHMSI.

YeThIpe Npearoauu Ojis1 KaMepHoro opkecrpa (1984)

B 1988 romy B boctone (CIIIA), a 4yTh 1o3xke B MOcKkBe ObLIM BIIepBbIe MCIION-
HeHbI «HUeTbIpe cTuxoTBopeHus Mocuda Bpoackoro» mjis ronoca u poprernu-
aHo, courHeHHbIe bopucom YaitkoBckuM B 1965 ropy. [IpeMmbepy BOKaJIbHOTO
LIMKJIa, TPOJIeXKaBILero Moj, CIyA0M Ba C JIMITHUM JeCSITUIeTHS], TOTOBWIN
B bosbiiom 3aime MoOCKOBCKO KOHcepBaTopuy I'anmHa BuiitHeBcKast 1 McTu-
cnaB PocTpornoBuy (B KaueCcTBe MMaHMCTa-aKKoOMITaHuaTopa). [To Bocmomu-
HaHMsIM PocTpornioBuya, abuiim KOHIepTa O6bUIM yKe OTIieuaTaHbl, KOraa
13 OpPTaHOB HaA30pa MOCTYIIU/ KaTeropMuecKuii 3anpeT Ha UCIIOHEeHe
HOBOTO couMHeHus1. Uepes 1BaaIIaTh JIeT BOKAIbHBIN LYK/ ObLT IT€PEeOCMbIC-
JIeH aBTOPOM B COBEPIIIEHHO CaMOCTOSITe/IbHOe OPKECTPOBOE IIPOU3BeLieHN e,
coumHeHHOe 1984 romy B mpubanTuiickom JIpyckuHmuHkae. [Ipembepa YeTbipex
TIpesoanii cocTosiiach 19 ceHTI6ps 1985 roga Ha aBTOPCKOM Beuepe KOM-
I03UTOpa B KOHLIEPTHOM 3aJie Bcecor3HOoro soma KOMIo3uTopos B Mockse
B UCMHOJHeHMM JIeHMHTPaJ,CKOTO OpKecTpa CTApUMHHOM ¥ COBpeMeHHO
MY3bIKM TTOJT, pyKOBOACTBOM Aayapaa Ceposa. [IpUToOM uTO aBTOp He U3MEHU
HU OHOJ HOTBI M3 BOKa/IbHO-(OPTENMaHHOTO [IePBOUCTOYHMKA, OPKECTPO-
BaJI OH, GUTYpaIbHO BBIPAXKASICh, HE TOBKO allOKpuUbUUEeCKMit BOKaJIbHO-
(doprenmaHHbIii TEKCT, HO B MIEPBYIO OYepeb ero TOHAJbHO-KMBOIIMCHOE,
arormyeckoe 1 B CaMOM LIMPOKOM CMBbICIIE CeMU0JI02U4ecKoe Cofep kaHme.

Tpembepa Yemoipex npentoduti dist kKamepHozo opkecmpa 8 bonvuiom 3ane
Bcecoto3Hoz20 [Joma komno3umopos. [Ipozpamma KoHyepma

O6pa3sbl YeThbIpex MpeTonii HACTONIBKO JKe OAYXOTBOPEHbI CTUXaMM, UX
PUTMMKOM U TIJIACTUKOM, HACKOIBKO M OTCTPaHeHbl OT HUX. OpkecTtp YeTsl-
pex nipentoauii: robou (2), arotsel (2); BasTopHsI in F (2), Tpy6sI in B (2);
JTUTaBPbI, KOJIOKOIBUMKHU, BUGpadoH, hopTenmnaHo; nepBbie CKpUIKH (6),
BTOpbIe CKpUIIKM (5), anbThl (4), BUomoHuenu (3), KoHTpadacsr (2).
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KoHuepr a5 poprenuaHo ¢ oprectpom (1971)

[TpeMbepa counHeHUsI cocTosuiach 18 cenTs6pst 1971 roga B IMTOBCKOM
KayHnace, a uyTb 11o3xe, 29 ceHTI6ps1, — B BosbIitom 3ae MOCKOBCKOJ
KOHcepBaTopuu. ConmpoBas aBTOP B COMPOBOKAeHMM MOCKOBCKOTO
KaMepHOTro OpKecTpa noj, pyKoBoAcTBoM Pynonbda Bapuias. CnepkaH-
HbI€ COCTaBbI OOJIBIIMHCTBA KAMEPHO-OPKECTPOBBIX COUMHEHMII KOMIIO-
3UTOpa 06ellal0T MHOTO MeHbIIle TOT'0, YTO B AefICTBUTE/IbHOCTY JAlOT.
CToJib peiKoe CBOVCTBO OTAMYAET CTU/b M30PaHHBIX B UCKYCCTBE OPKe-
CTPOBOTO NMUChbMa. be3 NOHMMaHMS ITOr0 HEBO3MOXXHO OLIEHUTD UCKIIIO-
YUTeNbHO CMMGPOHMUECKYI0, Memaopkecmposytw npupony @opTenaHHOTO
KOHIIepTa, B MHCTPYMEHTAJIbHOM apceHajie KOTOPOTrO HAJIMYECTBYIOT,
IMMOMMMO CcoNupyloliero ¢goprenmnaHo, JMIIb CTPYHHbI OPKeCTp, ABe
BAJITOPHBI U IBA YAAPHBIX MHCTPYMEHTa — OOJIbIIIO 1 MaJIblii 6apa-
6aHbl. B mpomomkeHMe Bceii KOMITO3UIIMY B3auMoeiicTBMe GopTernaHo
U opKecTpa TpaHCHOPMUPYETCST, HO HEM3MEHHBIM OCTAeTCsI IIPUHIIMI:
HUKTO He COJIMPYET Y He aKKOMITAaHUPYeT B MIPUBBIYHOM cMbIciie. Cou-
PYIOIINI MHCTPYMEHT MHTEPIIPETUPYETCS KaK npomomemop, GopMupy-
0L, poxdarwuti OpKeCTP BO BCEX €T0 KOJIOPUCTUUYECKUX, TEKCTYPHBIX,
aKyCTUYECKUX MPOSIBJIeHUIX. [JIMHAaMMUUYHAS MATUYACTHAS KOMIIO3U-
LS TIpeiCTaBjsieT co00Ii, IO CYTU, CUM@POHUI0, B KOTOPO hopTer-
aHO — He «NepPCoHaXc Ha noduyme», Kak MHOTIa TOBOPUJI O COIUPYIOLINX
MapTUSIX B KOHLIEPTHBIX COUMHEHMSIX Bopuc YaiikoBCckuii, a TeMOpoBas
OCHOBA eJHOTO OPKEeCTPOBOro NMpocTpaHcTBa. COBCEM He BHYLIUTEIb-
HBIMM XpOHOMETpPUUYECKMMM MacinTabamu (5 yacrTeit) XapakKTepusyeTcs
OIHO3HAUYHO cuM@oHMYecKast Jioruka GopMOBaHUS MTapTUTYPbI. [eopruit
CBUPUIOB, 06/1aAaBIINII peIKUM UyTbeM Ha MOAJIMHHOCTD MO3TUYECKUX

Bopuc Yatikoeckuti, 1970-e 2.
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OTKPBITUIA, TIMICA B MHEeBHUKE: «KoHYepm 0211 (popmenuaro ¢ opkecmpom
Bopuca Yaiixoeckozo — pedkas 6 Haulu OHU NOONUHHASL MY3blKd, UCNOJI-
HeHHAasi Heno0d0eibHO20 Yy8cmeda uu, 6epHee CKa3ams, Heno0doenbHblX
U pasHoobpasHolx uyecmae. BoipaxeHHas ceoum cobcmeeHHbIM, NPUCYWUM
asmopy s136lKOM, C8OUMU CMP0O20 0MOBPaAHHbIMU cpedcmeamu. Y asmopa
c8oli cobcmeenHblii dyuiegHblii Mup, 3mo — mMy3slka 6n1azopodcmaa u exyca,
dpamamusm ee cmpoz, COepHcaH U Huzde He nepexoodum 8 WyMHYK ucme-
puKxy... Eii ceoticmeenHo, 1 0bl ckasan, 6;1azopodcmeo neuanu. Aemop usbe-
2aem Kaxkozo-a1ubo MH020C/108Usl UNIU MHO20HOMUSL... S Obl ckasaz, ecaiu
ynodob1ssme 3mo aumepamype, mo KoHyepm uiu my3sika 4Yaiikoeckozo —
2mo He npo3a, da ewje U MHO20CJI08HASL, 9M0 — UCMUHHASL N033Usl, 20e C/108a
0mobpaHsl ¢ 6epexcHoll muamenbHOCMbio, U Kaxcdoe u3 HUX MHO20 3Ha4um.
Taxkux npou3gedeHuti HeMHO20...».

Tema u Bocemb Bapuanuii (1973)

B ssuBape 1971 roga KOMIIO3UTOP MOMYYUI MUCbMO OT IMPEKTOPA OTHOTO
U3 CTapeimx 1 JIydnmx cuM@oHnYecKuX opKecTpoB Mupa — Staatskapelle
Dresden — c nipeijio)keHMeM COUYMHUTD HOBBIN OITyC K 425-71eTHEMY 10011 -
JIer0 opkecTpa. MupoBas ipemMbepa MapTUTYPBhI, 3aBepIiieHHOoN B 1973 rony,
cocTosuiach B cronmiie Cakcounu 23 siHBaps 1974 roga noj, pyKoBOACTBOM
Kupwina KongpammHa. B Poccuy counHeHMe BIiepBbie ObIIO MCITOTHEHO
4 peBpang 1974 roga B Bonbmom 3aie MOCKOBCKOJ KoHcepBaTopun. Opke-
cTpoM MocKoBCKO¥ dumapmonum aupuxkuponai Konapammi. iMeHHO
«TemMy 1 BoceMb Bapualuii» IMpyKep BbIOPas AJjIs CBOET0 MOCIeqHETO,
MPOINAIbHOTO KOHLIepTa B MockBe 5 HOs16pst 1978 roga. TpaHC/ISIIMOHHAS
(oHOrpaMMa 3TOro UCIOJHEHMS ITPeACTaB/IeHa B HACTOSIIEM COOpaHUM.

Bopuc Yatikosckuii u Kupunn Kondpawun, 1972 200

OpkecTpoBbIit cocTaB: duieiiTol (4), robou (4), KapHeTsI in B (4), parorst
(4); BantopHbl in F (6), TpyOs! in B (4), TpOMOOHBI (4), Ty6a; TUTABPBHI, TPe-
YTOMbHUK, TAMOYPUH, MaJIbIit 6apabaH, Tapeaku, 60JbiIoi 6apabaH; KoIo-
KOJIa, KOJIOKOJIBYMKM; UesiecTa, apda; epBble CKpUIKY (8), BTOpble CKPUITKU
(16), anbThI (4), BMonoHuenu (12), koutpabacsr (10).
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BUpTYO3HOCTb MHCTPYMEHTAIBLHOTO MMChMa ¥ HOBM3HA 00pa3HOi Apama-
TYPIUK CTABAIT «Ape3aeHCKuit» omyc bopuca YalikOBCKOTO B OJIMH DAL, C JTy4-
MMM TTPOU3BEAEeHMSIMM BapUaIlMOHHOTO KaHpa, CO3JaHHBIMM KOTIa-J160
IIJISI OpKecTpa. B MHTOHAIMSIX, IBMKEHMSIX, KpacKax, pUTMax, CBETOBbIX
oTpaskeHUsIX «TeMbl ¥ BOCbMM Bapualuii» 3ammdbpoBaHbl TaMHCTBEHHbIE
", Ka3ajaoch Obl, HeIepegaBaeMbie 00pa3bl «IIPUCYTCTBUS IIPU COTBOPEHUM
Mupa». CBoeoOpa3HO KpealMOHHbIN MTOATEKCT MPOSIBJSETCS ellle U B TOM,
YTO M300MIYIONIAsl OTKPBITUSIMM IAPTUTYPA BOIUIOILAET UOEH) POHOEHUs.
camoz2o opkecmpa. Peub et He 0 3ByKOBOI peTPOCIIeKLMM BOSHUKHOBEHMS
Y 3BOJIIOLIUY KOJUIEKTUMBHOTO MY3MLIMPOBAaHMS, a O Je/iCTBUTEIbHOM — 37eCh
" ceiiyac — poXXAeHUM HOBOTO OPKECTPOBOTO METaMHCTPYMEHTA.

CoHnara s ckpunku 1 doprenmuano JIs maskop (1959)

Conata 111 CKpUIIKM U popTenmaHo counHeHa B 1959 romy 1 BriepBbie UCIOI-
HeHa BukTopoMm IInkaiizeHoM (CKPUITKA) 1 aBTOpoM ((opTemnnaHo) 26 geka-
6pst 1960 roma B Bonbiiom 3aie 'HecMHCKOTO MHCTUTYTA. BukTop ITnKkaiiseH,
IJIS KOTOPOTO COHATa ObljIa HaIMCaHa, BCIIOMMUHA, UTO UT'PAJI e C aBTOPOM
6ecunc/ieHHOe KOJIMYeCTBO pa3 Ha CaMbIX Pa3HbBIX CIIEHMYECKNX TIIOIIA/ -
Kax, ¥ OHa BCeT/ia BbI3bIBajIa HETOAAe/IbHbBIN BOCTOPT: «HMepas mMHozue 200bl
2Mo couuHeHuUe, s 3amemu, Umo 8 Hell pabomaem Kakoti-mo mauHcmeeHHblll
U Heucuepnaemulil UCMOUHUK CAMOOOHOBAEHUS. IMa My3blKa HUK020a He Obleaem
8MOPUYHOLL OMHOCUMETNILHO MO020, C YeM CMAanKueaeulbcst 200 3a 2000m, decsi-
muniemue 3a decamuiemuem. B CkpunuuHoti coname, 0a u 8 yelom 8 My3biKe
Bopuca Yaiixoeckozo, kak y camslx éeauxkux — baxa, [llymana, bBpamca — Heuemy
cmapems...». LIMKJI IpeficTaBisieT co60i BeCbMa OPUTUHATbHbIN — Ha eJUHOM
ObIXaHUU — VHCTPYMeHTaabHbIM auntux: I. Andante; II. Allegro. B ocHoBe

Bukmop IuxatizeH >
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HeOpAVHAPHOTO 3aMbIC/Ia JIEXKUT MJes HelTpeCTaHHOTO TeMOPOBOTro AJIeHNMS,
0eckoHeuH020 MenoduUecko20 CmaHosieHus. VI B 3TOM CMbIC/ie COHATa MOXKeT
BOCITPMHMMATbCS KaK CBOETo pojia IMO3TUUeCKNit mpeaBecTHUK (KaMepHbIit
«arurpad») K rpaHIMo3HOMY KOHI1IepTY /17151 CKPUIIKYM C OPKeCTPOM, CO3aH-
HOMY KOMITO3UTOPOM JeCSThI0 TOAaMU TO33Ke.

KoHuepT aj1s1 cKpunku ¢ oprectpom (1969)

KoH1iepT 1711 CKPUTIKK C OPKECTPOM — KpaeyroyibHbIi KaMeHb OPKeCTPOBOTO
Muposaanust bopuca YaiikoBckoro. O6YCI0BI€HO 3TO HE TOJIBKO SIPKOCTBIO,
HEOpPAVMHAPHOCTHIO 3aMbIC/Ia M COBEPIIEHCTBOM €ro BOIUIOIEeHUS, a TeM,
4YTO eZlBa BbIPA3MMO B KaTEropusix pallMOHAJIbHOTO aHaIMn3a, — COMpsDKe-
HMEeM MHTUMHO-UCIIOBENAIbHOTO ¥ KOCMOTOHUYECKOTO, IMYHOTO U MaKpO-
KOCMMYECKOTO, CIMAHO81eHUeM MY3bIKATbHOU KOMNOo3uyuu, onaoujanueti
poxcoetue, cyobby u ucxoo xueoti dywiu. Becbma ciep>kaHHbBIN U TAKOHUY -
HbIN B ITyOJMYHBIX OLIEHKAX COOCTBEHHOI MY3bIKM KOMITO3UTOD BCE Ke
cuntan CKpUITMYHBIN KOHI[EPT HE TO YTOOBI IIIABHBIM, HO CAMbIM JIOPOTYM
Iis cebst counHeHMeM. [IpemMmbepa KOHIlepTa, 3aBepIieHHOro B 1969 romy,
cocrostack 25 ampesns 1970 roga B Bosbiiom 3a1e MOCKOBCKOi KOHCEpBATO-
pun. Conuponan Bukrop InkaiizeH, opkecTpoM MOCKOBCKO¥ GpuaapMoHUM
nupyskupoan Kupuan KongpammnH. [IByms MmecsitiamMmu paHee, 13 deBpasnst
1970 roma, HOBOe couMHeHMe ObII0 MCIIOTHeHO Bukropom [TukaiizeHOM
1 aBTOpoM ((popTenmaHo) Ha 3acemanuu cekperapmarta Coro3a KOMIO3U-
TopoB PCOCP. Yepes aBa roza rnocie rnpembepsl [nkaisen u Kougpaiuna
OCYIIeCTBUJIM CTYAMITHYIO 3aMMCh HaPTUTYPbI, IIpeCTaBJIe€HHYIO B 3TOM
cobpanun. Yke mmocjie cMepty Komrosurtopa [ukaiizeH BcriomuHait: «CKkpu-
NUYHbLI KOHYepm — CouUuHeHue oueHb mpyoHoe, zeHuansHoe. [lomoujb bopuca

AnexkcaHoposuua Ovla 0151 MeHs OecuyeHHOli. Bce, umo OH 2080pus Ha pene-
MUYUsX, COCIYHUN0 HEOUEHUMYI CNyxby u 8 pabome Hao npoussedeHusMu
Opy2ux agmopos, 8 mom uucie — KAACCUKOB. <...> S 8CH0 HU3Hb YUUJICS Y IMOL
my3biku. Kak-mo s nasecmun /1. [T, Ilocmakosuua 6 Kypzawe, 8 6onsHuuye. Imu-
mputi Imumpuesuu oueHs uHmepecosancst CKpunuuHsIM KOHYepmom, Komopalii
nonobun ewe 0o npemvepsl, — bopuc AnekcaHoposuu nokassleéan emy napmu-
mypy. C nep8ozo e NpuKOCHOBEHUS K MY3blKe sl OblLll NIeHeH ee 8HympeHHell
Mowpro u uucmomoti. Tam udem HenpepuslHOe pazgumue U pocm HanpsHeHus
¢ npoceemnieHuem 8 KoHye. PuHan KoOHYepma, da u 8cs e20 opamamypaust Hano-
MUHAwmM MHe mo, Kak cmpoum ceou 6onsuiue pomarst Jocmoesckuii. OcobeHHO
2mom ceéem 8 KOHYe 3acmasisiem 6CnoMHUMb /locmoesckozo. [Ipemovepa umena
02pomHblll ycnex. Edea 2iu He 8ce KpynHbule MY3blKAHMbl MOLI NOPbL NPUCym-
cmeosanu...». UHCTpyMeHTaNbHbBIV COCTaB, UCIIOb3yeMblii B CKPUITMYHOM
KOHIIepTe, He TIOBTOPSIET HY OJHY U3 MapTUTYP KOMIIO3UTOPA: COMMPYIOLIAsI
CKpUTIKa; BaaTOpHLI in F (4), Tpy6s! in B (4), TpoM60H®BI (3), Ty6a; TMTaBPHI;
repBbie CKpUIKK (18), BTopbie ckpunku (16), anbTel (14), BUononuenu (12),
KoHTpabacsr (10). [7TaBHBIM B YHMKAIbHOM apXUTEKTOHMKE KOHIIEPTA SIBJISI-
eTcsl ues IIOCTOSTHHOTO OOHOBJIEHMS TTAJINTPBI B YUIOBUSIX, KOTIA TTOYTH
HEeIMpepbIBHO 3BYYAIINii TOJI0OC CKPUIIKYM IIPOHMU3BIBAET U, COOCTBEHHO, hop-
MMpPYeT Bce TEMOPOBOE IMPOCTPAHCTBO.

CrouTta nj1s1 BuojioHueamn coio (1946, pegakuys 1960)

CIyCOK BBIIAIOIINMXCS TTPOU3BENeHNI, CO3JaHHbIX O1aromapst MHULIATUBE
McTtucnaBa PocTporioBuua, He 3HaeT aHaJIOTOB B COBPeMeHHOI My3bIKajlb-
HOVi ucTopuu. JIocTaTOYHO BCIIOMHUTD omychbl [IpokodneBa, lllocTakoBuua,
Baitn6epra, BpurTena, JlroTocaaBckoro, iotuiié u ap. bopuc YaiikoBckmii
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1 McTuciaB PocTporioBuy 3HaAu OAPyT Apyra C paHHUX MIKOJbHBIX JIET.
Torma ske Havajaach MX TBOpUYECKas Apysk6a. BceMupHO M3BECTHOMY BUO-
JIOHYEIMCTY MOCBSIIeHa He TOJIbKO paHHss ClouTa IJ1s1 BUOJIOHUYEIN COJIO,
coumHeHHas B 1946 roay u 3aHOBO OoTpeaakTupoBaHHasd B 1960 roay,
HO ¥ BuosnioHYenbHbIN KOHIIEPT — COUMHEHNe, KOTopoe PocTpomnosuy cum-
TaJl OOHUM M3 BBICIIUX NOCTMXXKEHMI B MYy3bIKAJbHOI MCTOpUM XX BeKa.
[Ipembepa 06HOBIeHHOV Bepcyuyt CIOUTBI J71s1 BUOJIOHYEIU COJIO COCTOSITIACh
2 deBpasns 1961 roga B Masiom 3aie MOCKOBCKOJ KOHCEpPBAaTOPUM B UCITOJ-
HeHuu McTtucnasa PoctporioBuua. B crouTe 1isiTh yacteii: 1. «IIpemogus».
Moderato; II. «Map». Allegretto; III. «Apusi». Adagio; IV. «Kanpuaumo».
Allegro; V. «MiHTepMmerio u koga». Largo — Moderato. CiouTta JeMOHCTpU-
pyeT BbICIlIee MacTePCTBO MHCTPYMEHTAIbHO Ipaduku, XapaKTepHOe
He TOJIbKO JJI5T COJIbHBIX ¥ KAMEPHO-aHCaMOJIeBbIX, HO U JIJISI OPKECTPOBBIX
OITyCOB KOMITIO3UTOPA.

Tpwuo pist popTrennaHo, CKPUIIKA U BuojioHuenu (1953)

Tpuo mist bopTennaHo, CKPUITKY ¥ BMOJIOHYEIN co3maHo B 1953 romy.
[Tpembepa cocTostiach 23 okTsI6pst 1956 roma B Bosbiiom 3aae MOCKOBCKOi
KOHCepBaTOPMM B UCIIOTHEeHUM aBTopa (hopTennaHo), Bukropa [MukaiizeHa
(ckpunka) u EBrenust AnbTmaHa (BMOJOHYeNb). B iukiie Tpu yactu: 1. «Tok-
kara». Presto; II. «Apusi». Adagio — Andante; III. «Bapuamun». Moderato
non troppo. Kapax XauaTypsiH BcrioMyuHai, 4yTo [llocTakoBMY Ha3bIBAI TPUO
«UPUUECKUM Wedespom», «COHUHEHUEM agmonopmpemHsim». 31ecCh yra-
IBIBAIOTCS MHOTMeE MPOEeKIIMK 3pesioro TeopuecTBa bopuca YaiikoBcKkoro.
BiaropoficTBO TOHA M UCITOBEAATbHOCTb COYETAIOTCS C KOJIOCCAIbHOM «8bICO-
Kosonbmmoli aHepzueli» (Pymonbd Bapiait).

KBapreTt N2 4 nj11 ABYX CKpUIIOK, ajJbTa M BuojoH4Yenun (1972)
YeTBepThili CTPYHHBIN KBAapTeT COUuMHeH B 1972 romy. [Ipembepa coCcToSI-
nach 14 deBpans 1973 roma B Majsiom 3aie MOCKOBCKOJ KOHCEpBATOpUUA
B ucrnonHenun Ksaprera umenu C.C. IIpokodbeBa. B 11ukie Tpu yactu
(I. Moderato; II. Andante — Allegro; III. Andante), KOHTpacTHOe COOTHO-
IIeH)e KOTOPbIX MeHee BCero HalloMMHAaeT alMJIMKaTUBHbBIA MOHTaX.
B ropaspmo 6osibIieit cTerneHy MHCTPYMEHTAIbHbIN TPUIITUX BOTUIOIIAET
MIEI0 HeITPePBIBHOT'O CTAHOBJIEHMSI, CBOEOOPA3HOTO 86/c8000#0eHUs1 0Opa-
30B-Uje (OBVOKeHUI, MeJIoAMYeCKUX U TUIACTUYeCKUX 06pa3oB), KOTOpbIe
M3HAYaJIbHO JAIOTCS KaK HEUTO «3aMKHYTO€e Ha cebe», «<KOHIeHCUPOBaH-
HOe» ¥ JIUIIIb B (DMHAJIe — B CJIO(KHOCOCTAaBHOM enuHCTBe. B UeTBepTOoM
KBapTeTe, Kak 1 B OO/IBIIMHCTBE KaMepHbIX aHcaMbJieit KOMITO3UTOPA,
OAHOPOIHbBIV MHCTPYMEHTAJbHBIV COCTAaB MaJUTPbI HE MelllaeT Co3/a-
BaTh 3BYYHOCTU MOAJNHHO OPKECTPOBBIE.

KeapreTt N2 6 o1 ABYX CKpPUIIOK, ajJibTa U BuojgoH4Yenun (1976)

[llecToii KBapTeT, 3aKOHYEHHLIN B 1976 TOAY 1 BIiepBbie UCIIOJTHEHHBIN
18 oxTs16pst 1976 roma B BosbiioM 3aie Bcecoo3HOro 1omMa KOMIIO3UTOPOB
Ksaprtetom umenu C.C. IIpokodneBa, 3aBepiiiaeT He TOIbKO «KBapTETHYIO
JIMHUIO» B TBOPYECTBE KOMIO3UTOPA. ATOT OMYC BEHUYAET OOUH U3 Bej-
YaiilnMx KBapTEeTHBIX [IUKJIOB B My3bike XX Beka. OfHOUYaCTHASI KOMIIO-
3UIIMS KBapTeTa BOIUIOILIAET UAel0, KOTOpasl O/IUIeTBOPSIET TBOPUECKIE
noucku bopuca YaiikKOBCKOTO «IJIMHOK B JKM3Hb» — IBUKEHUE K CBETY,
K TOMY, YTO MHOTUM KakeTCsI [IOUTY HeBbIpa3MMbIM B PyKOTBOPHOM MUCKYC-
cTBe. B «CMBIUKOBOM M3MepeHuM» KBapTeTa YailKOBCKMUIT HAXOAUT 0CO-
OBIii TUII XOPAIbHO20 (POHEMUUECK020 PACMpd, CONMVKAIOLINI CTPYHHYIO
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IJIACTUKY C IeBUYECKO-XOPOBOI, e[iBa i He 11epKOBHO. Brimaromuiics
My3bIKoBeq, BukTop Bo6poBckuit B mmucbMe K Bopucy YaitkoBCKOMY Ha3Bast
XapaxkTep pasBUTUS U BOIUIOLIEeHM AylieBHOro Mupa B lllecTom KBapreTe
CO8EepPUIEHHBIM.

Kanrara «3Haku 3oauaka» (1974)

KanTtaTa «3Haku 3oamnaka» coumHeHa B 1974 roxay. IIpeMbepHbIe MCIIOJ-
HeHUs cocTostmnch 29 sHBaps 1976 roga B Majsiom 3ane JIeHMHIPaaCKO
bunapmonnu u 1 peBpans 1977 roga B Masiom 3ae MOCKOBCKO KOHCEp-
BaTopuu. B bosbiiom 3ame MOCKOBCKOV KOHCePBATOPUM KaHTaTa BIIepBbie
npo3Byuasa 2 sHBaps 1978 roma. Bo Bcex KOHIlepTax coimpoBaja Map-
raputa MupomHukoBa. OpKeCTpOM CTapMHHOM U COBPEMEHHOM MY3bIKU
JlenuHrpaackoit dunapmoHuu aupykuposas dayap CepoB. B HekoTo-
pOM pojie 3TO COUMHeHMue — MmeTapuandeckuii aHTuIoA YeTbIpHAAIATOM
cumbonnu lllocTakoBuya, «TpaHCIIEHAEHTHAS aHTUTEe3a» TeHMATbHO
naptutypsl HlocrakoBuua. HecrydaiiHO U TO, YTO [1€PBOVL U JTy4Llleii UCIIO-
HUTeIbHUIIEN BOKAJbHOM NapTUM KAHTATHI cTasa Maprapurta Mupoii-
HMUKOBA, yY4aCTBOBABIIIas BMecTe ¢ [aJiMHO BUllTHEBCKOV B MIpeMbepHBIX
nokasax cumbonuu lllocrakoBuua B 1969 rogy. MUpOUIHUKOBY KOM-
MO3UTOP CUMTAT OJHOM U3 TYUYIIMX OT€UeCTBEHHBIX MEeBUI] CBOEr0 Bpe-
MeHU. YaliKoBCKMI1 IpeJijiaraeT B KOPHE OTJAMYHBIN OT IIOCTaKOBUYEBCKOTO
B3IVISI, HA BeUHbIe KOHIIEMTHI ObITUSI — KM3Hb ¥ CMEePTh. VI36paHHbIE TEK-
ctbl TroTueBa, Biioka, IIBeTaeBoit 1 3a60JIOIKOTO OTPAsKAIOT HE CTOJIBKO
CYyObeKTMBHbIE INTEPATYPHBIE MPUCTPACTMSI KOMIIO3UTOPA, CKOJTBKO CaMbIe
BaskHbI€, COKPOBEHHO-MHTVMMHbIE CBOVICTBA €r0 Bepbl B HEOECCMbICIEHHOCMb
xu3Hu. [maBHas scTeTUUecKasd 3arajgka «3HakKoB 30[MaKa» 3aKa0UeHa

Adyapd Cepoe u Bopuc Yatikosckuti

B OPraHMYeCKOM POJICTBE MOITUUYECKUX U3MEPEHUIT, KOTOpbIE 32 paM-
KaMM apTUTYPBI (B CyTry60 TUTEpAaTYPHOM KOHTEKCTE) eIBa i COBMe-
CcTUMBbI. Pa3ragaTh 9Ty OTHIOAb HE TMOAMUCTUIUCTUYECKYIO TaiiHy BPSII N
BO3MOJXKHO, ITBITASICh HAWTY CTUJIEBbIE WJIM IMHTBUCTUYECKIE TIapaliein
MesKIy OTKpOBEHMEM paHHero 3a60JI0IKOTrOo U T03TUYecKoii huiocodueit
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TroTueBa, ucnoBeabio LIBeTaeBOI U MOJIMUTBOM-TIpe30it biioka. TeKToOHMKa
KaHTAaTbl IOUMHEHA UJlee HEYKJIIOHHOTO CKBO3HOI'O pa3BuTus. I14Th pas-
JleJIOB 1IMKJIa CBSI3bIBAIOTCS 110 TIPUHIIMITY KOHIIEHTPUUYeCcKoro (cumMm@oHm-
YeCKoro) eAuHCTBA. BOKalIbHO-OPKECTPOBBIN COCTAB aCKETUUYEH: COIIPAHO,
KJIaBeCUH, CTPYHHBII OpPKeCTp.

«JIupuxka IlynmikuHa», BOKaJbHbIN UMUK (1972)

BokanbHbIli MK «JIupuka ITymkmuHa» counHeHd B 1972 roay, mpeMbepa
cocTosiiach 22 HosI6pst 1972 roga B bosbirom 3ame MOCKOBCKOJ KOHCep-
BaTOpUM B McHoiHeHUM 'annHbl BuiliHeBcKoOI (connpaHo) n McTuciaaBa
Poctponosuua (dboprenmaHo). [IpencraBieHHast B 3TOM COOpaHUM CTY-
OUIiHas 3aluCh, rae I'aamHe BUITHEeBCKOM aKKOMIOaHUPYET aBTOP, OCY-
1IeCcTBJ€HA He3a40JIr0 10 OThe3aa neBuilbl M PocTpornoBuya n3 CCCP.
[MTymkuHcKuUi uyka bopuca YaiikoBCKOTO — TIJIOTh OT IVIOTU €ro cuM@o-
HUYECKUX UCKaHUI. TUIl COOTHOIIEHUS «4ACTEN K eJIoMy» B «JIupuke
[TymkmnHa» MeHee BCero HalIOMMHAET coOpaHye pa3po3HeHHbIX POMaH-
coB. B camom mopbope CTUXOTBOPEHMI, B JIOTMKE TOHAJTbHOTO Pa3BUTUS
U XapakTepe pa3BepTbIBAHMS MY3bIKaJbHBIX 00pa30B ITPOUYMUTHIBAETCS
CJIOKHOCOCTaBHas, ITO-HacToseMy cuMoHMYeckas uaes IUMKINIeCKoro
dbopmoBanus. B o61meHnn ¢ yuennkamu bopuc YaitkoBckumii o6paiana BHU-
MaHMe Ha BakHeliIlee CBOJCTBO Jupuku [IynikuHa — Ha ee BHYTPEHHIOK
TUIIMHY, Ha CITIOCOOHOCTD IT03TA 8bICE€MJISAMb BEUHbIE KOHIIETITHI OBITHS.
[110THOCTD MBICJIM ¥ TIPO3PAYHOCTD (GAKTYpPhl, 00pa3Has eMKOCTh U Ipadu-
yeckas SICHOCTb — U a1 IlyimkuHa, u aj1s bopuca YaiikoBCKOr0 3TO OTHIOAb
He aHTMHOMMYHBIE KaTeropuu. KoMmosuTop cocpegoToueH 1 CTpor, u3om-
paTejieH U CIepsKaH B KaXXIOM MUMMUYECKOM BbIpaxkeHUN. Ero kinacenumusm

IaJjiek OT JIIo6bIX OPM «OIOMAIIHMBAHUSI» B TyXe POMaHCOBOJ CaJIOH-
HOJi MO3TUKU. DJIeMeHTapHbIe, Ka3aJI0Ch Obl, «PUTYPbI» MY3bIKAJIbHOI
peun o6peTarT CBOVCTBA MTepBO3JaHHBIX CMMBOJIOB. B 1[1K/Ie BoceMb
yacreii: 1. «3xo» («PeBeT 1u 3Bepb B JIeCy IIIyXOM»); 2. «Jlap HalpacHbIN,
Iap CIy4YamHbIi...»; 3. «TanucMaH» («XpaHu MeHsl, MO TaJlUCMaH...»);
4. «IToaty» («[Toat! He moposku 1I060BMI0 HAPOAHOI...»); 5. «TBOiT 06pa3»
(«B moceqHuit pa3 TBO¥ 00pa3 MMIIbIN...»); 6. «Eciu X1u3Hb Te6s ooma-
HeT...»; 7. «Tpym» («Mur BoXkae/IeHHbII HacTal...»); 8. «<He oporo 1eH1o...»
(«U13 [ImumeMoHTH»). Tema 1o3Ta ¥ TBOPUECTBA, CBOOO/IBI ¥ OAMHOUYECTBA —
CoepsKaTe/IbHbIM OCTOB HE TOJIbKO BOKAJIbHOTO LIMKJIA HA CTUXU PYCCKOTO
reHus1, HO U OOJIbIIMHCTBA MTPOM3BeleH NI KOMIIO3UTOpA.

daHTa3ua Ha PycCKue HapoaHbie TeMbl (1950)

«®aHTa3us Ha PyCCKMe HapOJHble TeMbI», couMHeHHast B 1950 romy, —
omyc, B KOTOPOM 3amneyvyaTieH peaKuli Ijsi CBOero BpeMeHU MpaHCclyeH-
JeHmHblli peanu3m, CylIHOCTh KOTOPOTO 3aKJII0YAeTCSI B COTIPSIKEHUM
OPOIIJIOTO C €ro, Mo CJA0BYy Xalaerrepa, «ornepexarInium Bo3aeri-
CTBUEM» U HacTosero. Pycckuii HapomHbIi menoc Ajs bopuca Yaikos-
CKOTO — He JlaBKa 3THOorpaduuecKkux IpeBHOCTEN, a sKBasi My3bIKaJbHast
U IyXOBHAs peaJibHOCTb. [lepBoe KOHIIEPTHOE UCIIOJTHEHME TTAPTUTYPhI
cocTosioch 7 gekabpst 1951 roga: opkectpoM Bcecoio3Horo pagmo
oupukupoBaa Anekcanap l'ayk. UyTs paHee paguornpemMbepy HOBOTO
COUYMHEHMS ITpoBes ¢ TeM ke opkecTpoM Camymui Camocyn. CounHe-
HUe, Co3JaHHOe 110 3aKa3y PagmokoMuTeTa, BOCTOP)KEHHO IPUHSITOE
KPYIHENIMU OUPUKepaMy U ITyOJIMKOI, TT0 0GbIKHOBEHMIO MO BEP-
JIOCh OPUIMO3HOI KpuTHuKe. O6pasiibl BeJIMKOPYCCKOTO IIECEHHOTO
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TBOpUECTBa, 3aMMCTBOBaHHbIe 13 cO0pHUKOB banakmupeBa u Pumckoro-
KopcakoBa, BK/IIOUeHbI B 06pa3HOe MPOCTPAHCTBO KOMITO3UIIUY TaK, UTO
M3BJIeUb UX U3 00Ier0 My3bIKJIbHOTO TEKCTa KaK HeKMe «IUTepaTypHbie
BBIZ e P>XKKI» ITOTIPOCTY HEBO3MOKXHO. OHM JIOTMUECKM — MHTOHALMOHHO,
TEKCTYPHO, IUVIaCTUYECKM — CIIasiHbI C HEIIOBTOPUMOI1 aBTOPCKOJ MeJio-
IuKoii. PenbedHbie TeMbl camoro bopuca YaiikoBCKOTo mpeaBapsiorT,
MPOAYLMPYIOT UM OTpakaloT amMmbieMaTuueckue GoabKIopHble 06pas3bl.
['apMOHMUYHOE eAMHCTBO MeJIOANYECKOTO KOCMOCA MPOU3BeIeHMs CTOIb
OUYEeBUIHO, UYTO BO3HMKAET OLyLIeHMEe POKIEHUS BCeX TeMaTUYECKUX
06pa30B, BK/IIOUYast STHorpadmuueckue, 3decs u cetiuac.

[To-HacTosIeMy apuCTOKpATUIECKMIT B3I/, HA PYCCKUIT HAPOIHBIN
MeJIOC TT03BOJIMIT aBTOPY «DaHTa3mm» BO3BBICUTHCS Haf, 3CTETUKOI, B KOTO-
poJi 6;1arOpOAHOMY apTUCTU3MY MIPEAIIOUNTAETCS JTYOOUHbBI KYHIIITIOK
a la russe c ero, o cioBy l'eoprust CBUPUIOBA, JIOKHBIM, «4aCTYyIIEUHO-
capadaHHBIM» TyXOM.

CumdoHMeTTa IJIs1 CTPYHHOro opkectpa (1953)

[TepBoe ucronmHeHe CUMAOHMETTHI COCTOSIOCH 7 mekabpst 1954 roma
B bonbiiom 3aie MocKoBCKOM KoHCcepBaTopuu. CTPYHHO TPYIIIOi bomb-
moro cuM@oHMUYeCcKOoro opkecTpa Bcecoro3Horo pagmno IMpmxxkmupoBan
Anekcanap 'ayk. Kapsn XauaTypsH, IPpUCYTCTBOBABIIINII HA KOHIIEPTE,
KPaTKO BIPA3MJI CBOe BIleUaT/IeHMe: «IMmo ObLl 2JI0MOK UUCMO20 8030YXd...».
NmenHno CumdoHmeTTa (Briepsbie y bopuca YaiiKoBCKOT0) CTOJb SIPKO
BOILIOIIAET HEM3ObIBHBIN M €CTEeCTBEHHBIN JIJISI HEI'O MOUAPMUAHCKULL
3moc. OTO TepBoe HUKINYEeCKoe cOuMHeHne YaiikOBCKOTO, BCe 4aCTU KOTO-
poro nMeloT Ha3BaHus. [IpK Bceil He3aMbICIOBATOCTU, Ka&XKA0€ U3 HUX —

Bopuc Yaitikosckuti u Bnadumup ®edocees

I. «ConatuHa», II. «Banbc», I11. «Bapuauun», IV. «PoHI0» — cBoero pozaa
MmoaTuyeckoe onuiiersopeHme. C Takoi CUION CTU/IEBOTO CAMOCTOSTHUS,
3CTeTMYECKOTO COBEPIIIEeHCTBA, KOTOPbIe sIBJIeHbl B paHHei CuMdpoHM-
eTTe, OUeHb PEeKO He TOJIbKO HAaUMHAIOT, HO ¥ 3aKaHYMBAIOT GOJIbIIOI
IyTh B ICKYCCTBeE.
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Kanpuuuno Ha aHriamniickue temsl (1954)

[MapTtutypa, HancaHHas bopucom YaiikoBCKMM 1O 3aKa3y AjiekcaHapa
l'ayka 1 THOCcTpaHHOTrO Belanus Bcecow3HOro paano, BriepBble UCIIO0JI-
HeHa B [lome 3ByKo3anucu B 1954 rogy bBoabmium cuM@oHMYECKUM
opkectpom BcecorwsHoro panyo. [1o BOCTIOMMHaHUSIM COBPEMEHHUKOB,
COUMHEeHMe MMeJIO 3HAaUMUTebHbIN yCIleX Y MHOTOMUJIMOHHOM paano-
ayoutopun. CoctaB opkectpa: uieiita mukkoso, ¢ueitsl (3), robou (2),
aHIVIMIICKUIT POXKOK, KJIapHeThl in B (2), darotsl (2); BanTopHbI in F (4),
TpyO®I in B (3), TpoMOOHBI (3), TyOa; IMTaBPbI, TPEYTOJIbHUK, TAMOYPUH,
MaJtblii 6apabaH, Tapeaku, 60bIoi 6apabaH, KCMIO(OH; ITepBble CKPUIIKNA
(16-18), BTOpBIE CKpUITKYU (14—16), anbTsl (12-14), BUononuenu (10-12),
KoHTpabacs! (8—10). KaskabIif 13 MUKPO- M MaKpo3Mmn30a0B «Kampuu-
Y1M0» — 3TO KMBasi, BeCbMa KOJIOPUTHAST «MMU3aHCILIEHa», B KOTOPOIi IIepco-
Ha)KaMM 3aXBaThIBAIOL[MX MOHOJIOTOB, 11a0T0OB, aHCAMOJIe CTAaHOBSITCS
IJIaBHbIE MEPCOHAXM TeMOPOBOI UTPbI — CONMPYIONIME MHCTPYMEHTBI
¥ aHCamM0JIeBO-TyTTUIHBIE TPYITbI. EABA /T He KaXKIbIN MTPUX MTYHKTY-
Al MapTUTYPBI BIMCAH B APAaMaTypPTHUIO IeJI0TO KaK HEOTbe MJIE MBI
3JIeMeHT meampansHo-0pKecmpoeozo delicmaa.

«IToapocToK», mo3Ma 41 opkectpa (1984)

[Tosma a5t oprectpa «[lompocTok» counHeHa B 1984 rogy. B mopg3aronoBke
MapTUTYPbl aBTOP HEIBYCMbICJIEHHO YKa3bIBA€T Ha )KaHPOBYIO STUMOJIOTUIO
ormyca: «ITod aneuamneruem om npoumerus pomarHa @. M. /locmoesckozo».
JTa peMapKa upe3BbluaiiHO BaKHA, [TOCKOJIbKY TOBOPUT O CTpeMJIEHUM TIpe-
00JIETh MPOTPAMMHO-JIUTEPATYPHYIO UITIOCTPATUBHOCTD B OPKECTPOBOM
MOCTVKEHUM OLHOTO U3 CaMbIX CJIOKHBIX COUMHeHMI nucaress. ictoputo

CO3/IaHUS MaPTUTYPbl MHOTMA CAUIIKOM NPSIMOJIUHENHO CBSI3bIBAIOT
¢ kuHomregeBpoM EBrenns Tamkosa. JleficTBUTETbHO, OCHOBHBIE TEMbI-00-
pa3bl OYIyILEei TO3MbI OBV COUMHEHBI CIEIMATbHO AJIS MIeCTUCEPUITHOTO
Tenedusnbma 1o pomany JloctoeBckoro. IIpu 3ToM He BeCh MaTepual KMHO-
MY3bIKM BOIIIEJT B TTI09MY, CMM@OHMUecKast SKMBOIMMCHO-IpaMaTypruueckast
apXUTEeKTOHMKA KOTOPOI1 BIIOJIHE caMocTosiTe/ibHA. Ha naeto epepabo-
TaThb MaTepyuaa My3bIKM K GUIbMY B OTHEJIbHYIO OPKECTPOBYIO MapTy-
TYpPY aBTOpa HATOJKHYI Biragumup ®@enoceeB. ANMIMKATUBHO-CIOUTHOM
TpaHchopMaLy My3bIKaJbHBIX 00pa30B KMHOKApTUHBI bopuc Yaitkos-
CKUIA TIpeAoyven Co34aHne OPUTMHAIbHO (BO BCeX OTHOILIEHUSX) OpKe-
CTPOBOJ KOMMNO3ULMU. TEKTOHUYECKM [T09MAa He TOJIbKO CAaMOCTOSITe/IbHA
OTHOCUTEJIbHO KMHOMY3bIKM, HO BO MHOI'OM ¥ aHTMHOMMYHA eil. YTOH-
yeHHasi TeMOpoBast sKMBOMUCH «[logpocTKa» HeopaAMHAPHA JJISI OPKEeCTPO-
BOJt My3bIkM XX Beka. OpKeCcTpOBbBIi COCTaB MO3MbI: (ieiiTa MMKKOIIO,
dneiTol (4), knapHeTsl in B (4), darotsr (3); BasTopHs! in F (4), Tpy6sI in
B (4), TpoM60HBI (3); TUTAaBPbI, TAM-TaM, MapumM0a, KOJIOKOJIa; IepBbIe
ckpunku (18), BTopbie ckpunku (16), anbThl (14), BUuononuenu (12), KOH-
tpabacsk! (10); 1, HAKOHeII, COMMPYIOIIe UHCTPYMEHTbI, BbIeJIeHHbIE
B OTIeJIbHBIN GJIOK: BMOJIb O’ aMyp, dopTennaHo, 6;1oKkdIeiTa, yenecra,
IIMTIKOBBIE TYC/INU, KIaBeCUH. [JTaBHBIN «TeMOPOBO-MKOHOTpadmuuecKmii»
06pa3-CMMBOJI ITO3MBI — 8U0Jb 0 amyp. BapouHbI MHCTPYMEHT MUCIIOJIb-
3yeTcs KakK MCKIIOUMTETbHO COBpeMeHHasl, Kak ObI 3aHOBO OTKPbITAs
Kpacka. Hukakoit sKJIeKTUUHOI UT'PhI B cTapuHy. CMbICJIOBOE (TEMOPO-
BO€, TEKCTYPHOE, aKyCTUYECKOEe) CAMOCTOSTHME BUOJIBI OOBSICHSIETCS TEM,
YTO B MHOTOMEPHOM OPKeCTPOBOM MPOCTPAHCTBE MMEHHO 3Ta CMbIUKO-
Bas mapTus (B CONpPsiKeHUM ¢ GopTenmaHo) CTAHOBUTCS BOIUIOIEHMEM



BOPUC YANKOBCKMU
ROJIERLWA

MCIIOBEIAIbHOTO Ioj10Cca, 3By4alllero om nepgozo auyd. B 3Tom cobpanum
Mpe/iCTaB/IeHa BbIJAIOIIASICS [0 CBOMM XYI0KeCTBEHHbIM JOCTOMHCTBAM
CTYOMiHAs 3aMCh [T03MBbI, B KOTOPOJi MapTuio GOpPTenMaHo UCIIOTHSIEeT
aBTOP.

KoHuepT a5 K1apHeTa M KaMmepHoro opkecrtpa (1957)

KoH11epT /1 K/lapHeTa 1 KaMepHOTo opKecTpa co3iaH B 1957 romy. iMeHHO
3TO COUYMHEHME CTAJIO TOYKOI 0TCUeTa B MHOTOJIETHEM COTBOPYECTBE KOMIIO-
3uTopa, MOCKOBCKOT0O KaMepHOro opkectpa u Pynomnbda Baprrast. [Ipembepa
cocrosiach 11 mas 1964 rona B bosbiiiom 3ajie MOCKOBCKOJ KOHCEPBATO-
pun. Conuposai Brnagumup TymukmH, KoToporo bopuc YaiikoBCKuii cumTan
JYYILIXM OTE€YECTBEHHBIM KJIAPHETUCTOM CBOEro BpeMeHu. Becbma Heopau-
HapeH aKyCTUYeCKMit 06pa3 mapTUTypPbl, B KOTOPOW COMUPYIOIINI MHCTPY-
MEHT He OT/ieJIeH OT OPKeCTPOBOI TEKCTYPhI Ha MpaBax QyHKIMOHATbHOTO
JOMMHMPOBAHMS, @ B OHOM CTydyae — ¢Ium C OPKeCTPOBO TKaHbIO, B IPY-
TOM — IIPOCTPAHCTBEHHO 060CO6JIEH, B TPETHEM — OUEPUMBAET «CYITYITHBIE
KOHTYPbI» BCETO OPKECTPOBOTO KOHTUHYYMAa. MHCTPYMEHTaIbHBIV COCTaB
MapTUTYPhI: COMMUPYIONINI KIapHET in A; Tpy6sI in B (3); 1nTaBpbl; TepBbIe
CcKpUIKY (5-6), BTOpble CKPUTIKU (4-5), anbThl (3—4), BUomoHuYenu (2-3),
KOHTpabaceI (1-2). B mapTutype Kaxkaplit 3BYK, KaskAbIi MITPUX, KAKI0E
IBVKEHMEe OKpallleHbl, 0yXOTBOPEeHbI 06pa3aMu KJIapHeTOBOTO 3ByUaHMS,
poxcdaroujezocs U3 muuluHs! 1 06J1a1aI0Iero CBOMCTBAMMY CUTYIMHOU op2a-
HU3ayuu BCero TeMOpOBOTO MPOCTPAHCTBA.

Bopuc Yatixosckuii, koHey 1980-x 2.
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To celebrate the 100" anniversary of the birth of Boris Tchaikovsky (1925-
1996), one of the most significant Russian composers of the 20" century, Firma
Melodiya has compiled a selection of recordings from various years that reflect
the main genre and stylistic features of his music. Among these outstanding
phonographic treasures are a live recording of the Theme and Eight Variations
from Kirill Kondrashin’s last concert in Moscow and a studio recording of the
composer’s Piano Concerto performed by the Moscow Chamber Orchestra and
Rudolf Barshai, which was released in a limited edition during Tchaikovsky’s
lifetime and became practically inaccessible after Barshai left the USSR. These
recordings, along with others featuring the composer, are true gems.

Yuri Abdokov

BORIS TCHAIKOVSKY: “I ASK NOTHING OF THE CENTURY.”
COLLECTION OF SELECTED WORKS

Boris Tchaikovsky was a natural Muscovite. He was born on September 10, 1925
into an educated family. His extraordinary creative talent manifested itself
at an early age. Before his systematic studies at the Gnessins School, Boris
Tchaikovsky’s home musical education was overseen by Nikolai Slavin. It was
this man (who was repressed in May 1933 and disappeared without a trace) who
first noted the boy’s phenomenal talent and predicted his fate of a great artist.
Tchaikovsky enrolled in the Gnessins School earlier than usual, where he was
mentored by Elena Gnessina, Alexandra Golovina, and the legendary Evgeny

< Boris Tchaikovsky
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Messner. Karen Khachaturian, Boris Tchaikovsky’s classmate in the composition
class for gifted children at the Gnessins School and later in the conservatory
classes of Vissarion Shebalin, Dmitri Shostakovich, and Nikolai Myaskovsky,
recalled: “Boris was never a typical schoolboy. By and large, neither at school, nor
at the college, nor at the conservatory did he have to be taught or tutored in any
way. He surprised his teachers with his unchildlike seriousness, fantastic punctuality,
internal organization, and incredible freedom of thought... From an early age, he
looked at the world from his own perspective. I don’t mean the arrogance or self-
conceit of a child prodigy (he was certainly a genius!), but a rare independence in
his artistic expression. Even outwardly, he stood out very much from his childhood
and youthful environment — the stamp of thought and reflection on his face, some
detachment, self-centration... His piano pieces composed at the age of ten are
masterpieces and a real miracle, as was everything created in his mature years...”

Boris Tchaikovsky enrolled at the Moscow Conservatory at the age of sixteen.
He studied there under Shebalin, Shostakovich, and Myaskovsky in composition,
and Lev Oborin in piano. The war, the early death of his father, and the tragic
events of cultural life in the country in the late 1940s, as well as the expulsion
of Shostakovich from the conservatory, who regarded his student as a natural
talent and accomplished artist, strengthened the young musician’s character.
Karen Khachaturian, who was already in his twilight years, described Tchaikovsky
as “tough as nails, with unyielding principles and conscience...”

There is nothing particularly adventurous or intriguing in Boris Tchaikovsky’s
biography, nor anything calculated to elicit a sensational response. A skeptic
might object, recalling Tchaikovsky’s First Symphony’s failure as a student,
a year before the infamous “historical decree” and the ban on performing
his diploma work (The Star, an opera based on a libretto by David Samoilov),

< Boris Tchaikovsky, a conservatory student
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after the events of 1948. They might also recall the resounding success of
Tchaikovsky’s mature works in Europe and America, his forced separation
from the best interpreters of his music (Kondrashin, Barshai, Rostropovich),
and his late arrival as a living classic in academic pedagogy. However, that is
precisely the point — Tchaikovsky leaves no room for ambiguity — moral or
aesthetic — in what is generally considered to be the artist’s biography. He
knew how to stay in the shadow of his works, each of which is an integral part
of his destiny. Despite the risk of being labeled as stroppy, Tchaikovsky, one of
the leading Russian composers of the 20™ century, steadfastly refused to write
monographs about himself. Some people saw in his unusual isolation a restraint
that was befitting his spiritual nobility, while others saw it as the eccentricity
of a genius. The composer, who was at the heart of the country’s musical scene
for several decades, did not see himself as a public figure and throughout his
life intentionally avoided the vanity of bohemian life. His guiding principle
was freedom and solitude.

After graduating from the conservatory, Boris Tchaikovsky dedicated himself
entirely to composing music. Starting with his Cello Concerto (1964), dedicated
to Mstislav Rostropovich, each new work by the composer became a significant
event in the musical life of the country. The Second Symphony, which was
awarded the USSR State Prize; the Theme and Eight Variations, commissioned by
the Dresden Staatskapelle; the poems for orchestra The Juvenile and The Winds
of Siberia; the Sevastopol Symphony; the violin and piano concertos; Music for
Orchestra and the Symphony with Harp — all these works are not only examples
of great artistic achievement, but also striking expressions of the human spirit
in the era of the “fierce world.” Boris Tchaikovsky did not set out to break the
foundations of the living language, but rather he expanded and pushed the

boundaries of what was possible in each of his works, using a unique and ascetic
arsenal of artistic means. His Chamber Symphony, Six Etudes for Strings and
Organ, Four Preludes for Chamber Orchestra, and the cantata Signs of the Zodiac,
among other chamber instrumental and vocal ensembles, all embody a truly
meta-orchestral and symphonic potential.

A precious part of the composer’s legacy and of Russia’s musical culture in
its national dimension is his film music. Georgy Danelia’s Seryozha, Alexander
Mitta’s Burn, Burn, My Star, Konstantin Voinov’s The Marriage of Balsaminov,
Rolan Bykov’s Aibolit-66, Evgeny Tashkov’s French Lessons and The Adolescent,
and other outstanding motion pictures, as well as the delightful “radio stories”
created together with David Samoilov would be exsanguinated, almost ruined
without Boris Tchaikovsky’s musical images. This was recognized by the major
directors who invited one of the best symphonists of the century to collaborate
on movies and theater productions.

Boris Tchaikovsky’s musical language represents a type of poetic mystery
writing that never reduces pictorialism to the effects of external representation,
never diminishes poetry to mere vanity at the level of extraordinary means.
Instead, it expresses a crystalline ethos through refined aestheticism and
dazzling virtuoso writing.

As Eugene Ionesco noted, “artistic creation is also the creation of the world |[...]
mutatis mutandis (with appropriate modifications), but there are similarities...”
Indeed, a great artist is distinguished by the fact that all his works form
a coherent universe, and as one enters it, he submits to the poetic order operating
within it. This collection of recordings of Boris Tchaikovsky’s works gives us an
opportunity to enter a world that “asks nothing of the century,” but is always
ahead of its time and gives us hope...
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Chamber Symphony (1967)

Completed in the summer of 1967, the score was first performed on
October 27 of the same year at the Grand Hall of the Moscow Conservatory
by the Moscow Chamber Orchestra led by Rudolf Barshai, to whom it was
dedicated. The line-up is Oboi (2), Corni in F (2), Cembalo, Violini I (6),
Violini II (4), Viole (4), Violoncelli (3), Contrabasso. The Symphony
opened a series of multi-movement orchestral works by Boris Tchaikovsky,
the tectonics of which differs significantly from classical types of cyclic
formation. It is also the second orchestral opus after the Sinfonietta,
all sections of which have titles (I. Sonata, II. Unison, III. Choral Music,
IV. Interlude, V. March Motifs, and VI. Serenade). The modest designation
of the genre and the lexical properties of the cycle’s sections, which
outwardly limit and seem to narrow the imaginative space, contain
a poetic content that far exceeds the “face value” of the titles. The cross-
cutting tonal and timbre dramaturgy of the cycle is not the only, but
one of the main properties of its purely symphonic nature. There is
not even a hint of the suite/divertissement type of form in the work’s
architectonics.

Four Preludes for Chamber Orchestra (1984)

In 1988, in Boston, USA, and a little later in Moscow, Four Poems by Joseph
Brodsky for voice and piano, composed by Boris Tchaikovsky in 1965, were
performed for the first time. Galina Vishnevskaya and Mstislav Rostropovich
(as an accompanying pianist) prepared the premiere of the vocal cycle,
which had lain dormant for more than two decades, at the Grand Hall of the
Moscow Conservatory. According to Rostropovich, the concert posters had

Premiere of the Chamber Symphony. Concert program

already been printed when a categorical ban on the performance of the new
work was received from the authorities. Twenty years later, the vocal cycle
was re-interpreted by the composer as a completely independent orchestral
work composed in 1984 in the Baltic city of Druskininkai. The premiere of
the Four Preludes took place on September 19, 1985 at the composer’s recital
at the concert hall of the All-Union House of Composers in Moscow, with
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Eduard Serov and Boris Tchaikovsky

the Leningrad Orchestra of Early and Modern Music performing under the
baton of Eduard Serov. Although the composer did not alter a single note
from the vocal and piano original, he orchestrated, figuratively speaking,
not only the apocryphal vocal and piano text, but primarily its tonal,
pictorial, agogical, and, in the broadest sense, semiological content. The

Premiere of Four Preludes for Chamber Orchestra at the Grand Hall
of the All-Union House of Composers. Concert program

images of the Four Preludes are as much spiritualized by the verses and
their rhythm and plasticity as they are detached from them. The orchestra
of the Four Preludes: Oboi (2), Fagotti (2); Corni in F (2), Trombe in B (2);
Timpani, Campanelli, Vibrafono, Piano; Violini I (6), Violini II (5), Viole (4),
Violoncelli (3), Contrabassi (2).
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Piano Concerto (1971)

The work was premiered on September 18, 1971 in Kaunas, Lithuania,
and a little later, on September 29, at the Grand Hall of the Moscow
Conservatory. The solo performance by the composer was accompanied
by the Moscow Chamber Orchestra conducted by Rudolf Barshai. The
restrained line-ups of most of the composer’s chamber orchestral works
promise much less than they actually deliver. Such a rare property
distinguishes the style of the chosen ones in the art of orchestral
writing. Without understanding this, it is impossible to appreciate the
purely symphonic, meta-orchestral nature of the Piano Concerto, whose
instrumental arsenal includes, in addition to the solo piano, only a string
orchestra, two French horns, and two percussion instruments — the bass
and snare drums. Throughout the composition, the interaction between
piano and orchestra is transformed, but the principle remains unchanged:
no one plays solo or accompanies in the usual sense. The solo instrument
is interpreted as a proto-timbre, forming, giving birth to the orchestra
in all its coloristic, textural, and acoustic manifestations. The dynamic
five-movement composition is, in fact, a symphony in which the piano
is not a “character on the runway,” as Boris Tchaikovsky sometimes
referred to soloists in concert works, but the timbre basis of a unified
orchestral space. The unambiguously symphonic logic of the score’s
shaping is characterized by a not at all imposing chronometric scale
(5 movements). Georgy Sviridov, who had a rare flair for the authenticity
of poetic discoveries, wrote in his diary: “Boris Tchaikovsky’s Piano
Concerto is a rare piece of genuine music nowadays, full of genuine feeling
or, to be more precise, genuine and varied feelings. It is expressed in its

own language, inherent to the author, with its own strictly selected means.
The author has his own mental world, and this is music of nobility and taste,
its drama is strict, restrained, and nowhere passes into noisy hysteria... It is
characterized, I would say, by the nobility of sadness. The author avoids
any verbosity, he needs not too many notes... I would say, if we liken it to
literature, Tchaikovsky’s concerto or music is not prose, and verbose one,
it is true poetry, where the words are chosen with great care, and each of
them means a lot. There are only few works like this...”

Theme and Eight Variations (1973)

In January 1971, the composer received a letter from the director of one of
the world’s oldest symphonies, the Staatskapelle Dresden, with a proposal
to compose a new opus for its 425" anniversary. The world premiere of the
score, completed in 1973, took place in the Saxon capital on January 23, 1974
under the baton of Kirill Kondrashin. In Russia, the work was performed
for the first time on February 4, 1974 at the Grand Hall of the Moscow
Conservatory. The Moscow Philharmonic Orchestra was conducted by
Kondrashin. It was the Theme and Eight Variations that the conductor chose
for his last, farewell concert in Moscow on November 5, 1978. A broadcast
recording of this performance is featured in this collection. Orchestral
line-up is Flauti (4), Oboi (4), Clarinetti in B (4), Fagotti (4); Corni in F
(6), Trombe in B (4), Tromboni (4), Tuba; Timpani, Triangolo, Tamburino,
Tamburo, Piatti, Cassa; Campane, Campanelli; Celesta, Arpa; Violini I (8),
Violini II (16), Viole (4), Violoncelli (12), Contrabassi (10). The virtuosity
of the instrumental writing and the novelty of the imaginative dramaturgy
place Boris Tchaikovsky’s Dresden opus on a par with the finest works of
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Boris Tchaikovsky and Kirill Kondrashin, 1972

the variation genre ever written for orchestra. The intonations, movements,
colors, rhythms, and light reflections of the Theme and Eight Variations
encrypt mysterious and seemingly inexpressible images of “being present at
the creation of the world.” The peculiarly creative subtext is also manifested
in the fact that the score, replete with discoveries, embodies the idea of

the birth of the orchestra itself. This is not a sonic retrospection of the
emergence and evolution of collective music-making, but the actual — here
and now — birth of a new orchestral meta-instrument.

Sonata for Violin and Piano in A Major (1959)

The Sonata for Violin and Piano was composed in 1959 and first performed
by Victor Pikaizen (violin) and the composer (piano) on December 26, 1960
at the Grand Hall of the Gnessins Institute. Victor Pikaizen, for whom the
sonata was written, recalled that he played it with the composer countless
times on various stages and it always aroused genuine delight: “Playing
this work for many years, I noticed that there is a mysterious and inexhaustible
source of self-renewal at work in it. This music is never secondary to what one
encounters year after year, decade after decade. In the Violin Sonata, and in Boris
Tchaikovsky’s music in general, as in the music of the greatest — Bach, Schumann,
and Brahms — there is nothing to grow old...” The cycle is a highly original —
in a single breath — instrumental diptych: I. Andante; II. Allegro. At the heart
of this extraordinary concept lies the idea of incessantly lasting timbre and
endless melodic formation. In this sense, the sonata can be perceived as
a kind of poetic precursor (a chamber “epigraph”) to the grandiose Violin
Concerto created by the composer ten years later.

Violin Concerto (1969)

The Violin Concerto is the cornerstone of Boris Tchaikovsky’s orchestral
universe. This is due not only to the brightness and originality of the idea
and the perfection of its realization, but also to something that can barely
be expressed in the categories of rational analysis — the juxtaposition of the
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intimate confessional and the cosmogonic, the personal and the macrocosmic,
the formation of a musical composition that personifies the birth, fate, and
outcome of a living soul. Quite reserved and laconic in his public assessments
of his own music, the composer nevertheless considered the Violin Concerto
to be not exactly his most important work, but his most treasured one. The
premiere of the concerto, completed in 1969, took place on April 25, 1970 at
the Grand Hall of the Moscow Conservatory. The soloist was Victor Pikaizen,
and the Moscow Philharmonic Orchestra was conducted by Kirill Kondrashin.
Two months earlier, on February 13, 1970, the new work had been performed by
Pikaizen and the composer (piano) at a meeting of the secretariat of the RSFSR
Union of Composers. Two years after the premiere, Pikaizen and Kondrashin
made a studio recording of the score presented in that meeting. Already after the
composer’s death, Pikaizen recalled: “The Violin Concerto is a very difficult work,
a work of genius. Boris Alexandrovich’s help was invaluable to me. Everything he
said at rehearsals did an invaluable service in my work on other composers’ pieces,
including classics. [...] I have been learning from this music all my life. Once I visited
Shostakovich in Kurgan, in the hospital. Dmitri Dmitrievich was very interested in the
Violin Concerto, which he had loved even before the premiere — Boris Alexandrovich
had showed him the score. From the first time I touched the music, I was captivated
by its inner power and purity. There is a continuous development and growth of
tension with enlightenment at the end. The finale of the concerto, and indeed its entire
dramaturgy, reminds me of the way Dostoevsky constructs his great novels. Especially
that light at the end makes me think of Dostoevsky. The premiere was a huge success.
Almost all the major musicians of the time were present...” The instrumental line-up
in the Violin Concerto does not repeat any of the composer’s scores: Violino
solo; Corni in F (4), Trombe in (4), Tromboni (3), Tuba; Timpani; Violini I (18),

Victor Pikaizen >
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Violini II (16), Viole (14), Violoncelli (12), Contrabassi (10). The main thing in
the unique architectonics of the concerto is the idea of a constant renewal of
the palette in conditions where the almost uninterrupted voice of the violin
permeates and, in fact, shapes the entire timbre space.

Suite for Solo Cello (1946, ed. 1960)

The list of outstanding works created thanks to Mstislav Rostropovich’s
initiative is unparalleled in modern musical history. Suffice it to recall the
opuses of Prokofiev, Shostakovich, Weinberg, Britten, Lutoslawski, Dutilleux,
and others. Boris Tchaikovsky and Mstislav Rostropovich knew each other
from their early school years. It was then that their creative friendship began.
Not only the early Suite for Solo Cello, composed in 1946 and re-edited in
1960, but also the Cello Concerto, a work that Rostropovich considered one
of the highest achievements in the musical history of the 20" century, was
dedicated to the world-famous cellist. Performed by Mstislav Rostropovich,
the premiere of the updated version of the Suite for Solo Cello took place on
February 2, 1961 at the Small Hall of the Moscow Conservatory. There are five
movements in the suite: I. Prelude. Moderato; II. March. Allegretto; III. Aria.
Adagio; IV. Capriccio. Allegro; V. Intermezzo and Coda. Largo — Moderato.
The suite demonstrates the supreme mastery of instrumental graphics,
characteristic not only of the composer’s solo and chamber ensemble works,
but also of his orchestral opuses.

Trio for Piano, Violin and Cello (1953)
The Trio for Piano, Violin and Cello was composed in 1953. The premiere took
place on October 23, 1956 at the Grand Hall of the Moscow Conservatory,

performed by the composer (piano), Victor Pikaizen (violin), and Evgeny
Altman (cello). There are three movements in the cycle: I. Toccata. Presto;
II. Aria. Adagio — Andante; III. Variations. Moderato non troppo. Karen
Khachaturian recalled that Shostakovich called the trio “a lyrical masterpiece”
and “a self-portrait work.” Many projections of Boris Tchaikovsky’s mature
compositions can be discerned here. The nobility of tone and self-disclosure
are combined with colossal “high-voltage energy” (Rudolf Barshai).

Quartet No. 4 for Two Violins, Viola and Cello (1972)

The Fourth String Quartet was composed in 1972. It was premiered on
February 14, 1973 at the Small Hall of the Moscow Conservatory by the
Prokofiev Quartet. The cycle contains three movements (I. Moderato;
I1. Andante — Allegro; III. Andante), the contrasting ratio of which least of all
resembles an applicative editing. To a much greater extent, the instrumental
triptych embodies the idea of continuous formation, a peculiar release of
idea images (motions, melodic and plastic images), which are initially given
as something “closed in on itself” and “condensed,” and only in the finale —
in a complex unity. In the Fourth Quartet, as in most of the composer’s
chamber ensembles, the homogeneous instrumental line-up of the palette
does not prevent the creation of truly orchestral sounds.

Quartet No. 6 for Two Violins, Viola and Cello (1976)
Written in 1976 and first performed on October 18, 1976 at the Grand Hall of
the All-Union House of Composers by the Prokofiev Quartet, the Sixth Quartet

not only completes the composer’s “quartet line,” but also crowns one of the
greatest quartet cycles in 20"-century music. The quartet’s one-movement
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composition embodies an idea that epitomizes Boris Tchaikovsky’s “life-
long” creative quest — moving towards the light, towards what many people
find almost inexpressible in man-made art. In the “bowed dimension” of
the quartet, Tchaikovsky finds a special type of choral phonetic raster that
brings string plastics closer to singing and choral, almost ecclesiastical one.
In a letter to Boris Tchaikovsky, the eminent musicologist Viktor Bobrovsky
described the nature of the development and realization of peace of mind
in the Sixth Quartet as perfect.

Signs of the Zodiac, a cantata (1974)

The cantata Signs of the Zodiac was composed in 1974. The premiere
performances took place on January 29, 1976 at the Small Hall of the
Leningrad Philharmonic Society and on February 1, 1977 at the Small Hall
of the Moscow Conservatory. The cantata was first performed at the Grand
Hall of the Moscow Conservatory on January 2, 1978. Margarita Miroshnikova
was the soloist in all the concerts. The Orchestra of Early and Modern Music
of the Leningrad Philharmonic Society was conducted by Eduard Serov. In
some ways this work is a metaphysical antipode of Shostakovich’s Fourteenth
Symphony, a “transcendental antithesis” of Shostakovich’s great score. It is
no coincidence that the first and best performer of the cantata’s vocal part
was Margarita Miroshnikova, who participated with Galina Vishnevskaya
in the premiere performances of Shostakovich’s symphony in 1969. The
composer considered Miroshnikova one of the best Russian singers of her
time. Tchaikovsky offers a radically different view from Shostakovich’s on
the eternal concepts of existence — life and death. The selected texts by
Tyutchev, Blok, Tsvetaeva, and Zabolotsky reflect not so much the composer’s

subjective literary predilections as the most important, intimate qualities
of his belief in the non-meaningfulness of life. The main aesthetic mystery of
Signs of the Zodiac lies in the organic kinship of poetic dimensions that are
hardly compatible outside the score (in a purely literary context). It is hardly
possible to unravel this by no means polystylistic mystery by trying to find
stylistic or linguistic parallels between the early Zabolotsky’s revelation and
Tyutchev’s poetic philosophy, Tsvetaeva’s confession and Blok’s daydream
prayer. The cantata’s tectonics is subordinated to the idea of a steady cross-
cutting development. The five sections of the cycle are linked by the principle
of concentric (symphonic) unity. The vocal and orchestral line-up is ascetic —
soprano, harpsichord, and string orchestra.

Lyrics of Pushkin, a vocal cycle (1972)

The vocal cycle Lyrics of Pushkin was composed in 1972 and premiered on
November 22, 1972 at the Grand Hall of the Moscow Conservatory by Galina
Vishnevskaya (soprano) and Mstislav Rostropovich (piano). The studio
recording featured in this collection, with Galina Vishnevskaya accompanied
by the composer, was made shortly before the singer and Rostropovich left
the USSR. The supervisory authorities ordered the tape to be destroyed,
but fortunately a copy of it has survived. This outstanding phonographic
document of the era was published after the composer’s death. Boris
Tchaikovsky’s Pushkin cycle is one bone and one flesh of his symphonic
quest. The type of correlation between “parts and whole” in Lyrics of Pushkin
least of all resembles a collection of disparate romances. The way the poems
are selected, the logic of tonal development, and how the musical images
unfold speak of the complex, truly symphonic idea of cyclic formation. In his
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conversations with his pupils, Boris Tchaikovsky drew attention to the most
important property of Pushkin’s lyric poetry — its inner silence and the poet’s
ability to illuminate the eternal concepts of existence. Density of thought
and transparency of texture, figurative capacity and graphic clarity are by
no means antinomian categories for both Pushkin and Boris Tchaikovsky.
The composer is focused and rigorous, selective and restrained in every
facial expression. His classicism is far from any form of “domestication”
in the spirit of romance salon poetics. Seemingly elementary “figures” of
musical speech acquire the properties of primordial symbols. There are eight
movements in the cycle: 1. Echo (“If the beast within a silent forest roars”);
2. Wasteful gift; 3. Talisman (“Do keep me safe, my talisman...”); 4. To a Poet
(“Poet! Do not cling to popular affection...”); 5. Your Image (“It’s the last
time, when I dare to cradle your image in my mind...”); 6. If by life you were
deceived...; 7. The Task (“The longed-for moment here is...”); 8.1 do not value
much... (From Pindemonte). The theme of a poet and creativity, freedom and
loneliness is the content of not only the vocal cycle to poems by the Russian
genius, but also the majority of the composer’s works.

Fantasia on Russian Folk Themes (1950)

Composed in 1950, Fantasia on Russian Folk Themes is an opus that captures
a transcendent realism rare for its time, the essence of which lies in combining
the past with its, in Heidegger’s words, “anticipatory resoluteness” and
the present. For Boris Tchaikovsky, Russian folk music is not a shop of
ethnographic antiquities, but a living musical and spiritual reality. The
first concert performance of the score took place on December 7, 1951:
the Orchestra of the All-Union Radio was conducted by Alexander Gauk.

Boris Tchaikovsky and Vladimir Fedoseyev

Earlier, the radio premiere of the new composition was conducted by Samuil
Samosud with the same orchestra. Commissioned by the Radio Committee,
the work was enthusiastically received by major conductors and the public,
and, as usual, was subjected to official criticism. Samples of Great Russian
songwriting, borrowed from the collections of Balakirev and Rimsky-Korsakov,
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are brought into the figurative space of the composition in such a way that it
is simply impossible to extract them from the general musical text as some
kind of “literary excerpts.” They are logically — intonationally, texturally,
plastically — soldered with the composer’s unique melodics. The vivid themes
of Boris Tchaikovsky himself precede, produce, or reflect emblematic folklore
images. The harmonious unity of the melodic cosmos of the work is so
obvious that there is a feeling of the birth of all thematic images, including
ethnographic ones, here and now.

A truly aristocratic view of Russian folk melos allowed the author of
Fantasia to rise above aesthetics, in which noble artistry is preferred to
a cheap trick a la russe with its false, “chastushka-sarafan” spirit, according
to Georgy Sviridov.

Sinfonietta for String Orchestra (1953)

The first performance of the Sinfonietta took place on December 7, 1954 at the
Grand Hall of the Moscow Conservatory. The string group of the All-Union
Radio Grand Symphony Orchestra was conducted by Alexander Gauk. Karen
Khachaturian, who attended the concert, briefly expressed his impression:
“It was a breath of clean air...” It is the Sinfonietta (for the first time with Boris
Tchaikovsky) that so vividly realizes the inexhaustible and natural Mozartian
ethos for him. This is Tchaikovsky’s first cyclical composition, all movements of
which have titles. For all their simplicity, each of them — I. Sonatina, II. Waltz,
I1I. Variations, IV. Rondo — is a kind of poetic personification. With such a force
of stylistic state and aesthetic perfection, which are manifested in the early
Sinfonietta, it is very rare not only to begin, but also to finish a long journey
in art.

Capriccio on English Themes (1954)

Commissioned by Alexander Gauk and the All-Union Radio World Service,
the score was first performed at the Recording House in 1954 by the All-
Union Radio Grand Symphony Orchestra. According to the memoirs of his
contemporaries, the composition was a significant success with a multi-
million radio audience. The orchestra line-up is Flauto piccolo, Flauti (3),
Oboi (2), Corno inglese, Clarinetti in B (2), Fagotti (2); Corni in F (4),
Trombe in B (3); Tromboni (3), Tuba; Timpani, Triangolo, Tamburino,
Tamburo, Piatti, Cassa, Silofono; Violini I (16-18), Violini II (14-16),
Viole (12-14), Violoncelli (10-12), Contrabassi (8—10). Each of the
micro and macro episodes of the Capriccio is a lively, highly colorful
mise-en-scene in which the characters of exciting monologues, dialogues,
and ensembles become the main characters of the timbre game — solo
instruments and ensemble/tutti groups. Almost every punctuation line
of the score is inscribed in the drama of the whole as an integral element
of theatrical and orchestral action.

The Juvenile, a poem for orchestra (1984)

The poem for orchestra The Juvenile was composed in 1984. In the subtitle
of the score, the composer clearly indicates the genre etymology of the
opus: “Under the impression of reading the novel by F. M. Dostoevsky.”
This remark is extremely important, as it speaks about the desire to
overcome programmatic and literary illustrative aspects in the orchestral
comprehension of one of the writer’s most difficult works. The story of
the creation of the score is sometimes too bluntly associated with Evgeny
Tashkov’s cinematographic masterpiece. Indeed, the main themes and
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images of the future poem were composed specifically for a six-episode
TV series based on Dostoevsky’s novel. At the same time, not all the
music material from the series was included in the poem, the symphonic
pictorial and dramatic architectonics of which is completely independent.
Vladimir Fedoseyev came up with the idea to rework the material of
the film’s music into a separate orchestral score. Boris Tchaikovsky
preferred the creation of an original (in all respects) orchestral
composition to the applicative suite transformation of musical images
of the motion picture. Tectonically, the poem is not only independent
of film music, but in many ways it is also antinomic to it. The refined
timbre painting of The Juvenile is unusual for the orchestral music of
the 20" century. The orchestral line-up of the poem is Flauto piccolo,
Flauti (4), Clarinetti in B (4), Fagoti (3); Corni in F (4), Trombe in B (4),
Tromboni (3); Timpani, Tam-tam, Marimba, Campani; Violini I (18),
Violini IT (16), Violle (14), Violoncelli (12), Contrabassi (10); and, finally,
solo instruments, allocated in a separate block: Viola d’amore, Piano,
Flauto dolce, Celesta, Strumento pizzico (plucked gusli), Cembalo. The
main “timbre-iconographic” symbolic image of the poem is viola d’amour.
The Baroque instrument is used as an exceptionally modern, rediscovered
color. No eclectic playing to sound like in days of old. The semantic
(timbre, textural, acoustic) self-standing of the viola is explained by the
fact that in the multidimensional orchestral space it is this bowed part
(paired with the piano) that becomes the personification of a confessional
voice, sounding from the first person. This collection features a studio
recording of the poem, which is outstanding in its artistic merit, with
the piano part played by the composer.

Concerto for Clarinet and Chamber Orchestra (1957)

The Concerto for Clarinet and Chamber Orchestra was created in 1957.
It was this composition that became the starting point in the long-term
collaboration of the composer, the Moscow Chamber Orchestra, and Rudolf
Barshai. The premiere took place on May 11, 1964 at the Grand Hall of
the Moscow Conservatory. The soloist was Vladimir Tupikin, whom Boris
Tchaikovsky considered the best Russian clarinetist of his time. The acoustic
image of the score is very unusual, in which the solo instrument is not
separated from the orchestral texture by functional dominance, but in one
case is merged with the orchestral fabric, in another is spatially isolated,
and in the third outlines the “silhouette contours” of the entire orchestral
continuum. The orchestra line-up is Clarinetto solo (A); 3 Trombe (B);
Timpani; Violini I (5-6), Violini II (4-5), Viole (3-4), Violoncelli (2-3);
Contrabasso (1-2). In the score, every sound, every stroke, every motion
is colored and inspired by images of clarinet sound, born out of silence and
possessing the properties of a silhouette organization of the entire timbre
space.
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