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CD1

Edison Denisov

1 Introductory remarks
2 Peinture (Painting) for orchestra (1970)
3 Introductory remarks
Flute Concerto (1975)

4 1. Adagio
5 II. Allegro agitato
6 III.Andante. . . . . . . . . .. . e
7 IV.Adagio. . . . . . . . e e

Total time: 49.26

Dmitri Denisov, flute (4-7)
The USSR Ministry of Culture Symphony Orchestra
Conductor — Gennady Rozhdestvensky
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CD2

Edison Denisov

1 Introductory remarks
Symphony (1987)

2 I. Lento
31LTranquillo. . . . . . . . . . . . e
4 1II. Agitato
51IV.Adagio. . . . . . . .. e e e
6 Bonus: Fragment of a Rehearsal

Total time: 63.48

The USSR Ministry of Culture Symphony Orchestra
Conductor — Gennady Rozhdestvensky
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1990 rop — 3HaKOBLIV rof, Aja DOUcoHa JleHucoBa. B 3ToM romy oH
CTaHOBUTCSI OLHUM U3 pyKoBoauTesneii Coro3a KOMIIO3UTOPOB — OPTaHM3a-
uuu, Kotopas ¢ 60-X TOIOB B TOM MM MHOV (opme MpernsTCTBOBa/Ia ero
JlesiTeJIbHOCTU. B THBape TOro ke rofa OH BOCCO34al ACCOLMALIMIO COBpe-
MEHHOJ MY3bIKM, 00beAVMHUBINYIO0 Hanbosee SIpKUX MpeCTaBUTeNel Mo-
KOJIeHUSI OTeueCTBEHHbIX KOMIIO3UTOPOB. [locie mpenogaBaTenbCcKoil ne-
SITeIbHOCTY CHayajia Ha BOEHHO-IUPIMkKepckoM ¢akyiabTeTe MOCKOBCKOIA
KOHCepBaTOPUH, a 3aTeM Ha Kadenpe MHCTPYMEHTOBKM [IeHMCOBY, HAKO-
Hell, pa3pellIn MpernogaBaTh M KOMIO3ULMIO. Takke B 3TOM TOAy CTa/IN
BO3MOXKHBIMM TTO€3JIKM 32 PyOesk U TaBHO 3a[yMaHHas cTaskupoBKa B [Ta-
prorckoM MHeTUTyTEe IRCAM.

OpHako cpeay BCeX 3TUX M MHOTMX APYTMX COOBITHI, KOTOpbIE CBU-
IeTeNbCTBYIOT O MPU3HAHUM KOMITO3UTOpa KaK Ha poaMHe, TakK U 3a pybe-
’KOM, BbIZe/SIeTCSI aBTOPCKUI KOHLIEPT 13 CUMGOHMYECKUX TTPOU3BeAeHNIA
Ienuncosa, cocrosBimiicss 6 deBpanst 1990 roga B Bombiiom 3ame MocKoB-
CKOJ KOHCepBaTOpuu. 3a MylbTOM [0CyZapCTBEHHOrO CUMQOHUYECKOTO
opkectpa MwuHucrepcrsa KyinbTypbl CCCP (ceropus — I'ocymapcTBeHHast
akageMuueckasi cuM@oHmnyeckas karnesmia Poccum) BbIIaIOLMIACS JUPUSKeED
Y MHOTOJIETHUI COpaTHUK IOamucoHa [eHucoBa —leHHanuii PoskmecTBeH-
CKuit, conuct — Imutpuit Ienucos (dieiita).

Heob6xonumocTh M3AaHMST 3TOTO AMCKa 0OYCIOBIeHA He TOJMIbKO sKeja-
HMEM BITMCAThb B JOKYMEHTAJIbHYIO MCTOPUIO BbIAAIOIIeecs: COObITHE OTe-
YeCTBEHHOJ MY3bIKQJIbHOM KU3HU. OTO U MPUHOIIEHNE OONbIINM Xy OK-
HUKaM — OOucoHy JeHncoBy u ['eHHaaui0 POXXAeCTBEHCKOMY, KOTOPBIX Y:Ke
HeT B SKUBBIX. [IJis TI06MTENEel i My3bIKM U TIPOGECCHOHATBHOTO COO0IIeCcTBa
aTa 3amuch «dypmbl Menmoausi» npenocTaBisieT BO3MOKHOCTD OLLYTUTD aT-
Mocdepy KOHLIepTa U CTaTb COMPUYACTHBIM SMOLMOHATbHOMY COCTOSIHUIO,
KOTOpOE SIBJISIETCSI COCTABJISIIONIE JII0O0rO TOAJIMHHO XYIOKECTBEHHOTO
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COOBbITHSL. [IJIsI 9TOrO B MIPOrpaMMy AMCKA BKIIOYEHBbI (DparMeHThbl pereTu-
LMY U BCTYIIUTEIbHOE CJI0BO KOMIIO3UTOpa. OJHAKO, HECMOTPS Ha UCKIIIO-
YUTENIbHYIO LIEHHOCTDb 3TOr0 M3JaHUS KaK MCTOPUYECKOTO TOKYMEHTA, €ro
MyOMKaLuysl OPMEHTUPOBAHA HAa COBpPeMEeHHOro ciymaresns. [To mpoiire-
CTBUM IIOYTU TPEX JeCSTUIeTUl My3biKa JleHyncoBa B MHTepIpeTaLnyum 3aMe-
YyaTe/bHbIX MY3bIKAHTOB He IepecTaeT BO3JeiiCTBOBATh HA BHMMATEIbHOIO
CITyILIATessI CBOEI YMCTOTOI, TpodeccoHaIM3MOM, ITO3TUKOM U HEOOBIKHO-
BEHHOJ UMCTOM KPacoToOiA.

HeyTomMuMmBbIii TIpOCBETUTEND U AIlOJIOTeT COBPEMEHHOTO MCKYCCTBA
TenHagnii PoxxecTBeHCKMIA HEOLZHOKPATHO AUPVKMPOBAJ IIPEMbEePHBIMU
UCIIOJIHEHUSIMU MY3bIKM JleHucoBa. Yke B 1963 roay OUpPUKep BIIepBbie
VICIIOMTHUJ TIOCBSILeHHYI0 eMy CUMGOHMIO /11 BYX CTPYHHBIX OPKECTPOB
" yoapHbiX. OQHAKO HACTOSIIEN TOUKOI OTCYeTa TBOPUYECKOro cor3a le-
HMCOBA U POXKIECTBEHCKOTrO CTaI0 UCIOMHEHNEe KaHTaThl «CoIHY€e UHKO8»,
KOTOpOe COCTOSIIOCh B 1964 rogy B JIeHMHTpaCKOM GUIapMOHUM JIUILD
67aromapsi CMeJIOCTY UM 6eCKOMITIPOMUCCHOCTU Aupukepa. IIpembepa co-
YMHEHUSI, B KOTOPOM JIeHMCOB 06pes CBO CTWIb U 3aJI0KIUJI OCHOBBI JIJIST
JaJIbHelIeli 3BOMIOLMM CBOET0 MY3bIKaJbHOTO $13bIKa, BbI3Bajla PE3KYIO
KPUTUKY OpULMATbHBIX KyJbTypHbIX yupesxkaeHuit CCCP u He ocranach
6e3 MowIeCTBUI U ISl AupyoKepa. VICTIONHSS COUYMHEHMS, IIpeMbepa KO-
TOPBIX COCTOSUIACh MOJ, yIIpaBJIeHUeM LOPYrUX OUPUKepoB, PoxpecTBeH-
CKMII TIPOSIBJISUI TaJaHT IMOAJIMHHOTO MHTEPIIPeTaTopa, CIIOCOOHOrO OT-
KPbITh HOBbIE TEpPCIIEeKTUBBI M HOBbIe TIyOMHBI Mpou3BeneHus. Ilpuyem
MpeaJioKeHHbIe MM TPAKTOBKM IOAYAC MO3BOJIS/IM KOMIIO3UTOPY HaNTU
HOBbI€e UepThl B CBOelt My3bike. CpaBHMBAsI UCIOTHeHMe cBoelt CumdoHmn
BapeH6oitMmoM 1 PoskaecTBeHCKNUM, [IeHUCOB TOBOPUJ, UTO «YMOHUEHHAS
naacmu4Hocmos» TPakTOBKM bapeH60iiMa M 3MOIMOHAIbHAS HAIOMHEH-
HOCTb Bepcuy PoskeCcTBeHCKOTO BIIOJIHE JIOMTYCKAalOT a/uTio3un Ha cuMdo-
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HM3M BpykHepa u YailkoBCKOTO COOTBETCTBEHHO. B Gecene ¢ [IMUTpueM
[[IynbIrMHBIM KOMIIO3UTOP TaK OTO3BaICsS 00 MCIOMHEHUM PoxkmecTBeH-
CKMM aBTOPCKOTo KoHiepTa 6 deBpans 1990 roma: «3mo 6sL1 00uH u3 ca-
MbIX 6ONBUWUX U pAOOCMHBIX Ol MEHS. OHell, NOMOMY YUMo UCnonHeHue 6bL10
deticmeumensHo Oe3ynpeuHoe u 800xHO8eHHOe. M 51 uden, umo mo, umo oH
uzpaem, emy Hpasumcs: u Cumeonus, u @neiimossiii koHyepm, u “Kugo-
nuce”». (Ulynbrun . Y. «[IpusHanue J0ucoHa [eHucosa»: o MaTepuaaam
6ecen. M.: KommnosuTtop, 2004)

Co30aHMIO 3TUX OPKEeCTPOBBIX IMPOU3BENeHU MpeJIeCcTBOBaIN rOJbl
paboThl KOMITIO3UTOpA MPEUMYIIECTBEHHO B KaMepPHbIX sKaHpax. VIMeHHO
B 3TOT Iepnof, Haubosiee OTYETIMBO ITPOCIEXKMBAETCS CTAHOB/IEHE UHAN-
BUAYAJbHOTO CTWIS U YTBEPKAEHME TOYHOCTU BbICKa3biBaHMs. UHOMBUAY-
aJbHOCTD JIeHMCcoBa — 3TO, IIpeX/e BCEro, yIMBUTENbHAs My3bIKaJIbHAs UH-
TYULIMS XYIOKHMKA, TIOOYKAAIONAst MCKAaTh HOBbIE CPENCTBA, HOBbIE ITYTHU
CONPUKOCHOBEHMSI C LIEHTPAJIBHBIM 3JIEMEHTOM TBOPYECTBA — MHOTOIPaH-
HBIM, CJIOKHBIM, HO OJHOBPEMEHHO LIeJIbHbIM ¥ HEeIOCPeLCTBEHHBIM SIBJIe-
HMEM — My3bIKaJIbHBIM 3BYKOM. «[Ipopbi6 K cebe» — TaK MeTKO 1 00pa3HO Xa-
paKkTepu3yIOT 3TOT Ilepuop TBopuectBa JleHncosa B.IleHosa u }0.Xononos.
(Xomormos 10. H., Ilenosa B. C. «3ducoHn /lenucos». M.: Kommosurtop, 1993.
C. 52.) K aTtomy MOXHO 106aBUTbh, UTO MPOPBIB CTAHOBUTCS €Ille U 1Iarom
B Heu3sBeJaHHoe. V3yyeHNe HOBBIX [JISI CBOETO BPpEMEHM TEXHUK pPabOThI
C MY3bIKQJIbHBIM MaTepMuaJoM CTaJIO IJisl aBTOpa CIIOCOOG0M TBOPYECKOTO
UCCIeOBaHMS MPOLIECCa KOMIIO3ULIMM, BO3MOKHOCTBIO COOTHECTU €ee JIO-
TMKY ¥ 3aKOHBI C COGCTBEHHBIMU TIPEICTaBIeHUSIMU. «TOUHOCMb 8bICKA3bI-
8aHUs1» — 3TO B TIEPBYIO 0Yepelb CIIOCOOHOCTD MPUIATH JIOTMUECKy0 hopmy
MYy3bIKQJIbHOMY 006pasy, ujee, MbICIM. B 9TOM cMbIC/Ie MHAMBUIYaTbHOCTD
KOMITO3UTOPCKOIO s13bIKa JleHMCOBa pacKpbIBAeTCs B ITOCTOSIHHOW 3BOJIIO-
LU CTUJISL.
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HammncanHoe B 1970 romy mpomsBeneHue «Kugonucb» CTajao Iiep-
BbIM OOpallleHMeM aBTOpa K GOJbIIOMY OpPKeCTpy IOC/Ie AeCSITUIeTUS UC-
CJIeOBaHMII BO3MOXKHOCTEl KaMepHBbIX COCTaBOB. COUYMHEHMEe CBSI3aHO
C TBOPYECTBOM XyAOKHMKA bopuca buprepa, KoTopoMy OHO U MOCBSILIEHO.
[TepBOHaYa/IbHO KOMITO3UTOP IVIAHMPOBAJI CO34ATh TPEXYACTHBIN LIMKII, TT0-
CBSIIIEHHBI COBPEMEHHBIM Xy O>KHMKaM, OLHAKO pean30Bajl CBOM IUIaH
JIMILIb YaCTUYHO, OTPAaHMYMBIINCH COUMHeHMeM «Kugonucu». IIpu co3ganum
npousBeneHus [IeHnCcoB CTPEMWICS HAWTU TaKue My3bIKaJbHble CPellCTBa
M TIPUMHIIMAIIBI OPTaHU3aLUY MaTepuaa, KOTopble MO3BOIWIN Obl TTPOBECTHU
rapauiei ¢ MCKYCCTBOM >KMBOIMCHOV KOMIIO3MLIMM TOJIOTeH buprepa.
[Ipu 3TOM IMbeca He SIBJISIETCSI MIUTIOCTpAIMeli KaKOTo-T1Mb0 SKMBOMMCHOTO
o6pa3a — B My3bIKe HET HMKAKMX MPSMBIX «CIO’KETHBIX» aCCOLMAIINIA C KOH-
KpeTHbIMM paboTamu XyHmoxkHUKA. 3amaueii [eHucoBa ObUIO YCTAHOBUTH
M TlepefaTh CIYHIATeN0 TTyOMHHBbIE CYIIHOCTHBIE M CTPYKTYPHbBIE CBSI3U
MEXIY OBYMS BUAAMM UCKYCCTBA. B IoucKax HOBOro KayecTBa KOMIIO3UTOPD
KOMOVHMpPYET OpPKeCTpOBbIe TeMOPbI, TOAOOHO TOMY KaK XYAOKHUK CMe-
LIMBAET OTAeMbHbIe KPAaCKM, COTIOCTABIISIET UX U ITOAUYMHSIET LeHTPaTbHOMY
CMBICJIOBOMY 37IEMEHTY KOMITO3ULMK. OpPKeCTp 34eCh MBICJIUTCSI He IIPOCTO
KaK COBOKYITHOCTb MHCTPYMEHTa/JIbHBIX (DYHKIMI, HO B IEpPBYI0 OYepelb
Kak Heycyepriaemasi MajJuTpa TOHYAMILMX HIOAHCOB, TO Pa3pO3HEHHBIX,
TO TI€PeTUBAIONIVXCS KPACOK, OTAEMbHBIX TEMOPOBBIX TSITEH M CTPOIHBIX
XOPaJbHBIX TOCTpOeHMiA. «Kusonuce» — 3T0 TTYOOKO JUYHOE IpOU3Be[e-
HMe, B KOTOPOM Ilepe/iaHbl OUIYIIeHMs] KOMIIO3UTOpa OT paboT Buprepa.
IpamMatyprusi counHeHus o6beMHeHa MeJIoaueit, KoTopast IPUCYTCTBYET
TO HE3PMMO — B BUJI€ OT/eTbHBIX TOUEK, IMHUI, paciieIuieHnit caMmoii cebs,
TO CKJIQ[IbIBA€TCS B KYJIbMMHALIMM COUMHEHUS U PAaCTBOPSIETCS B HEXKHBIX
KpacKax CTPYHHBIX, yCTpeMJISIIoIIMXcs: BBepX. [1o ciioBam [leHucoBa: «Y He2o
[Bopuca Buprepa — C. U.] 6cezda, 6 kax0dom nosomHe ecmb 3MmMo HceJlaHue cxed-
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mume, nepedams 6ce Mo Camoe Heyl106UMOe, CAMOe MOHKOe, Umo ecmb 6 Uelo-
geueckoll dywe». IToNbITATbCS TIOYYBCTBOBATh 3TO HEylIOBMMOe, CHhopMUPO-
BaTbh €ro My3bIKQJbHBIMU CPECTBAMMU U ObIO OCHOBHBIM MMITYJIBCOM TP
HaIlMCaHUM COUMHEHMS.

Konuept miist dneittsl ¢ opkectpom (1975) 6bUT HamycaH 1Mo mpockbe
niBeitiiapckoro dueiitucra Openst Hukose u eMy IOCBSIIEH. 31eCh KOMITO-
3UTOP NMPOAOKWII UCCIIeN0BaHMSI JKaHPa, CJIOBHO MPOBEPSIS TPAAVULIMOHHYIO
KOHLIEpPTHYIO (OpMYy Ha Hajauuue MOTeHLMaua JJsl pellieHus aKTyaabHbIX
Xy OKeCTBEHHbIX 3aad. YeTbIpe YacTu Mpou3BeneHNs] 06pasyioT MOJeNb
I7151 B3aMMOJIeICTBMSI COMUCTA M OPKeCTpa, KOTOPOe JIEXKUT B OCHOBE TIPUH-
LMIIa KOHLIEpTa. OTy MOJe/Ib KOMIIO3UTOP TPAKTyeT MHAUBUAYAIbHO B CO-
OTBETCTBUM C KOHKPETHBIM Xy[J0KECTBEHHBIM 3aMbICJIOM. YacTu KOHLiEpTa
00beMHEHbI MOTUBHOM Pa3pabOTKOi IBEeHAALIATUTOHOBOTO Psia — CEPUMNL.
[Tpu 3TOM 371€MEeHTBI CepUNHOI TEXHUKU UCIIONb3YIOTCS MaKCUMaJIbHO CBO-
60IHO ¥ JJIsl YCUIIeHUST BbIPA3UTEIbHOCTY COUYETAIOTCSI TO C aJeaTOPUKOIA,
TO C MUKPOXpOMaTUKOi. iHTepecHa uHTepripeTauus JeHMCcOBbIM (OPMBI
KOHIePTA: TPUHIUITBI GOopMO0OpPa30BaHMs ITepBOt YaCTU KakK Obl MPOeIy-
PYIOTCS Ha BCe counHeHe. CTpeMuTe/IbHast BTOpas 4aCTb CTAHOBUTCS OLHO-
BpeMEHHO BTOPOJi pa3paboTKOi IEPBOIA, a YUeTBEPTAs YACThb BBITIOTHSIET KaK
dbyHKUMM PMHANA, TaK M penpu3bl (MepBasi M YeTBepTasi YaCTy HAUYMHAIOTCS
OIMHAKOBO). JJlernyeckoe XOpajbHOe 3By4YaHMe TPeTbel 4aCTU HaroOMMU-
HaeT O TOM, YTO BO BpeMsl pabOThl HaJl COUMHEHMEM KOMIIO3UTOP MOy
musBectue o cMeptu Imutpus locrakoBuya. U xots cam [IeHMCOB He yKa-
3bIBajl HA 3TO, HEKOTOPbIE UCC/IeOBATENIN IPeAJIaraloT CYMTATh STOT KAHOH
TOCBSIIEHNEM CTaplIeMy KoJjuiere, CTOJIb MHOTO CAe/IaBLIEMY IJIs1 HEro.

Cumdbonus (1987) nanmcaHa o 3akasy Januansa bapen6oitma K gBaz-
natuiaeTHeMy o6wmeto Orchestre de Paris, KOTOPbIM OH pyKOBOIM/I. B mpo-
U3BENEHUN CIOKHO OOHAPYXKUTb TPAAUIIMOHHBINN cuM@OHMUYECKUit Tpa-
MaTM3M, BBIPOKEHHBIN IIpefCTaB/leHMeM U pPa3BUTMEM CTPYKTYPHBIX
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3JIeMeHTOB. BMecTo 3T0oro [IeH1ncoB ob6pamniaeTcst K CaMUM MCTOKAM JIpaMbl,
MIPOTMBOIIOCTABJISISI CBETVIOE HA4yalo (OTpPasKeHHOE B IApTUM CTPYHHBIX)
TEMHOMY (HU3KME MHCTPYMEHTbI, Me[b). OmHAaKO ObUIO ObI CUITBHBIM YIIPO-
IIeHVeM CBEeCTM BeCh ApaMaTU3M LMK/ K MPOCTOMY KOHTPACTy TeMOpOB.
KoMII031TOp MCII0MIb3YeT XUBOMMUCHBIE TEXHMUKM KOMITO3ULIMA: UrPa MSITHA-
MM TeMOpOB, paboTa C IMepcreKkTUBOI, YIVIOTHEHME U HAJIOKeHYe TOJI0COB,
npopekuBaHue GakTypbl U BbICBETIeHME OTAENbHBIX Kpacok. Kak u B coun-
HeHUM «Kugonuce» [JeHMCOB TPaKTyeT OPKECTP KaK MaJIuTpy, IpuIeM Iuia-
CTUYHas paboTa C ITUMU KPacKaMu JIOKUTCS B OCHOBY CTPYKTYPbI TIPOM3-
BeneHMs. Yke B mepBbIxX TakTax CMM@OHMM U3 TUIOTHOM 3BYKOBOI MacChl
MIPOCTYIIAIOT TEMHbBIE, HO YeTKO OuepueHHble TMHuMU. VIX pa3BuTue nogumn-
HSIETCSI IKCIIPECCUM JIMYHOTO NepeXXUBaHMs], a He 3aKOHAaM MOTMBHOTO WIN
CepUITHOTO CTpoeHMsI. [TTyGOKO TMYHOCTHBIN XapakTep paboThl C MaTepua-
JIOM CO37aeT OLylleH}e BbICOKOTr0 IMPU3Ma M OGHOBPEMEHHO Tparmn4eckom
CYLIHOCTY MY3bIKM. Cila IBYX OCHOBOITOJ/IATalOLIMX Havyall ITOAUYePKUBAETCS
HeOOBbIUHBIMM TPMEMaMM UCIIOTHEHMSI HAa MHCTpyMeHTaX. PasHoo6pasHbie
IIryMOBbIe 3¢ (deKThI, IPU3BYKM, UI'Pa KJIacTepaMM, HECTAOMIbHBIMY aKKOP-
JaM¥ U IpyTrye TeXHUKU UTPbI, CTaBIIIMe YoKe TPaAUIIMOHHBIMYM B KaMepHO
MYy3bIKe, IPMOOPETAIOT COBEPIIIEHHO HOBYIO OKPACKY M POXKIAIOT HOBbIE 3BY-
KOBbIE CMBICJIBI B OPKECTPOBOM IMchbMe. KoMITO3UTOP coueTaeT HeOObIUHbIE
COHOpHbIe 3(pdeKTbI ¢ monndOoHMeN, XapaKTepHOI 111 CTApUHHO MY3bIKH,
a TaKKe MCIIONb3yeT HeoObIUHbIe QYHKIMOHATbHBIE peleHus. V3 MoMHOTHI
MAJIUTPbI OOJBIIIOTO OPKECTPA BBIKPUCTAIM30BBIBAIOTCS OTAEIbHbIE TPYII-
TTbI TeMOPOB-KPACOK, KOTOPbIE B CBOIO OUepe/ib CO3/1al0T MUKPO-OPKECTPHI.
Kak 1 mMHorme apyrue coumHeHmust daucoHa [eHucoBa, CumdoHus
MIPOHUKHYTA CTpeMmyieHMeM K CBeTy, TOMCKaMy abCOMIOTHOM HEITOPOUHO¥
KpacoThl. B puHane mapTuTypbl BOJTHbI, TOUKM U TMHUM, Ma3KU MSITHA, Me-
JI0MM, TIPEACTAIOT elle Pa3, CJIOBHO C MepCIeKTUBbl He6eCHOTO 3BYYaHUS
CTPYHHBIX.
Cepeeti Yupxos
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The year 1990 was a landmark year for Edison Denisov. That was the
year when he became one of the leaders of the Union of Composers, an or-
ganization that, in one way or another, had hampered his activities since
the 1990s. In January of the same year, he recreated the Contemporary Music
Association, which brought together the most prominent representatives of
the generation of Russian composers of those times. After a teaching career,
first at the Military Conducting Department of the Moscow Conservatory
and then at the Instrumentation Department, Denisov was finally allowed
to teach composition. In the same year, trips abroad and a long-planned in-
ternship at IRCAM, the Institute for Research and Coordination in Acoustics/
Music in Paris became possible.

However, among all those and many other events that testify to the
composer’s recognition both at home and abroad, Denisov’s symphonic re-
cital held on 6 February 1990 at the Grand Hall of the Moscow Conservatory
was an outstanding one. The State Symphony Orchestra of the Ministry of
Culture of the USSR (now the State Academic Symphony Capella of Russia)
was led by Gennady Rozhdestvensky, an outstanding conductor and Edison
Denisov’s long-term associate, with Dmitri Denisov playing the flute.

The need for this release is not only conditioned by the desire to add
that important event in the national musical life to the documented history.
This is also an homage to the great artists — Edison Denisov and Gennady
Rozhdestvensky, who are no longer alive. For music lovers and the profes-
sional community, this Firma Melodiya release provides an opportunity to
experience the atmosphere of the concert and get connected with the emo-
tional state that is a part of any genuine artistic event. For this purpose, the
programme of the disc includes fragments of the rehearsals and the com-
poser’s introductory remarks. However, despite the exceptional value of this
release as a historical document, it is oriented to the modern listener. After
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almost three decades, Denisov’s music interpreted by the wonderful musi-
cians does not cease to affect the attentive listener with its purity, profes-
sionalism, poetics and extraordinary pure beauty.

Gennady Rozhdestvensky, a tireless enlightener and apologist of
contemporary art, repeatedly conducted the premiere performances of
Denisov’s music. As early as in 1963, the conductor premiered the sym-
phony for two string orchestras and percussions dedicated to him. Howev-
er, the actual reference mark for the creative union of Denisov and Rozh-
destvensky was the performance of the cantata The Sun of the Incas, which
took place in 1964 at the Leningrad Philharmonic Society only through the
conductor’s courage and uncompromising attitude. The premiere of the
piece, in which Denisov found his own style and laid the foundation for
the further evolution of his musical language, caused scathing criticism
of the Soviet official cultural institutions and took a toll on the conductor.
When Rozhdestvensky performed pieces premiered by other conductors,
he showed the talent of a genuine interpreter capable of discovering new
perspectives and new depths. Moreover, his interpretations sometimes
enabled composers to find new features in their music. Comparing two
performances of his Symphony, one by Barenboim and the other by Rozh-
destvensky, Denisov said that the “subtle plasticity” of Barenboim’s inter-
pretation and the emotional fullness of Rozhdestvensky’s version entirely
admitted references to Bruckner’s and Tchaikovsky’s symphonism, respec-
tively. Speaking with Dmitri Shulgin, the composer commented on Rozh-
destvensky’s performance on 6 February 1990: “It was one of the biggest
and most joyful days for me, because the performance was really impeccable
and inspired. And I saw that he liked what he was playing: the Symphony, and
the Flute Concerto, and Peinture” (Shulgin, D.1. Edison Denisov’s Confession:
based on interviews. M.: Kompozitor, 2004).
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The creation of these orchestral works was preceded by years of work
in predominantly chamber genres. It was the period when the formation of
the composer’s signature style and accuracy of expression was most clearly
seen. Denisov’s individuality was, first of all, an amazing musical intuition
of the artist that prompted him to look for new means, new ways of con-
tact with the central element of creativity — a multifaceted, complex, but at
the same time integral and ingenuous phenomenon - musical sound. “The
Breakthrough to Myself”, as Valeria Tsenova and Yuri Kholopov aptly and fig-
uratively described that period of Denisov’s activity (Kholopov, Y. N., Tse-
nova, V.S. Edison Denisov. M.: Kompozitor, 1993. P. 52). What we can add is
that the breakthrough also becomes a step into the unknown. The study of
innovative approaches to musical material became for the composer a way
to creatively explore the process of composition, an ability to relate its logic
and laws to his own ideas. “The accuracy of expression” is primarily an abili-
ty to give a logical form to a musical image, idea or thought. In this sense, the
individuality of Denisov’s language as a composer is found in the constant
evolution of style.

Written in 1970, Peinture was the composer’s first turn to a big orches-
tra after a decade of research into the possibilities of chamber line-ups. The
piece is associated with the work of the painter Boris Birger to whom it was
dedicated. Initially, the composer planned to create a three-movement cycle
dedicated to contemporary artists, but he fulfilled his plan only partially,
limiting himself to the composition of Peinture. When Denisov was compos-
ing the work, he sought to find such musical means and principles of ma-
terial organization that would allow him to draw parallels with the art of
pictorial composition of Birger’s paintings. At the same time, the piece is
not an illustration of any pictorial image - the music lacks any direct “sto-
ryline” associations with any specific works of the painter. Denisov’s task

was to establish and convey to the listener the deep essential and structural
links between the two types of art. In search of a new quality, the compos-
er combines orchestral timbres, just like a painter mixes individual colours,
compares them and subordinates them to the central semantic element of
the composition. The orchestra is conceived here as not a mere set of instru-
mental functions, but primarily as an inexhaustible palette of subtle nuanc-
es, sometimes scattered and sometimes iridescent colours, individual timbre
spots and slender choral constructions. Peinture is a deeply personal work,
which conveys the composer’s sensation of Birger’s works. The drama of the
piece is united by the melody, which is sometimes present invisibly — in the
form of separate dots, lines and bits of itself, or sometimes it takes shape
in the culmination of the piece and then dissolves in the tender colours of
the uprushing strings. According to Denisov, “His [Boris Birger’s — S. C.] every
canvas always has this desire to grab, to convey all those elusive, the most subtle
things that exist in the human soul”. The attempt to feel those elusive things,
to shape them with musical means was the main impetus when the compos-
er was writing the piece.

The Concerto for flute and orchestra (1975) was written at the request
of the Swiss flutist Aurele Nicolet and dedicated to him. Here, the composer
continued to study the genre, as if he tried to make sure that the traditional
concerto format still had a potential for solving current artistic problems.
The four movements of the piece form a model for the interaction between
the soloist and the orchestra, which lies at the heart of the concerto’s prin-
cipal. The composer treats this model individually in accordance with the
specific artistic intent. The movements of the Concerto are united by the
motive development of a twelve-tone series. At the same time, elements of
serial technique are used as freely as possible and combined with aleatorics
or microtonality to enhance expressiveness. Denisov interprets the concerto
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format in an interesting way: the principles of shaping the first movement
seem to be projected onto the entire composition. The impetuous second
movement simultaneously becomes the second development of the first
movement, and the fourth movement performs the functions of both the
finale and the reprise (the first and fourth movements have identical begin-
nings). The elegiac choral sound of the third movement reminds us that the
composer heard the news of Dmitri Shostakovich’s death when he was work-
ing on the Concerto. Although Denisov did not point it out, some researchers
suggest that this canon should be a dedication to the senior colleague who
had done so much for Denisov.

The Symphony (1987) was commissioned by Daniel Barenboim for the
twentieth anniversary of the Orchestre de Paris directed by him. The work
hardly reveals a conventional symphonic drama expressed in the represen-
tation and development of structural elements. Instead, Denisov turns to
the very origins of drama, opposing light (reflected in the string part) to dark
(the low instruments, the brass). However, reducing the entire drama of the
cycle to a mere contrast of timbres would be a great simplification. The com-
poser uses pictorial techniques of composition: the play of timbre spots, the
use of perspective, more dense and overdubbed voices, a thinner texture and
highlighted individual colours. Just as it was in Peinture, Denisov interprets
the orchestra as a palette, and the flexible treatment of these colours forms
the basis of the work’s structure. Already in the first bars of the Symphony,
dark yet clearly outlined lines show through a dense acoustic mass. Their
development is subordinated to the expression of personal experience rather
than the laws of motive or serial building. The deeply personal nature of ma-
terial treatment creates a sensation of high lyricism and, at the same time, a
tragic essence of the music. The strength of the two fundamental principles
is emphasized by uncommon methods of instrumental performance. A vari-

ety of sound effects, overtones, the play of clusters and unstable chords and
other techniques that have already become traditional in chamber music ac-
quire a completely new colouring and give rise to new sonic meanings in or-
chestral writing. The composer combines unusual resonant effects with the
polyphony typical of old music, and also uses unusual functional solutions.
Separate groups of timbre-colours crystallize out the complete palette of the
big orchestra, creating micro-orchestras in their turn.

Like many other Edison Denisov’s works, the Symphony is imbued with
aspirations for Light and search for absolute immaculate Beauty. The waves,
dots, lines, strokes, spots and melodies appear once more as if from the per-
spective of the celestial sound of strings.

Sergei Chirkov
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Introductory remarks to the recital:

G.Rozhdestvensky: Edison Vasilievich Denisov, the hero of our
programme, is here with us tonight. I would like to welcome him on-
stage. Let him tell us a little about his works, what he thinks about
them.

I would like to ask you, Edison Vasilievich, how your Peinture
was born. What kind of works are they? Well, it’s on the programme,
I guess, it’s there if you have it. Don’t you have it?

E.Denisov: This works is quite important to me. Why? Because when
I graduated from the conservatory, I had a feeling that I still had a lot of
learning to do despite the fact I was taught by the wonderful teacher, Vis-
sarion Yakovlevich Shebalin. It was the time when the composers such as
Bartoék, Stravinsky were banned, and I didn’t know much. After the conser-
vatory, I didn’t write anything for orchestra for ten years, and continued to
study and experimented a lot in the field of chamber music. And Peinture
for orchestra was the first piece I wrote after my studies. It’s a small piece,
about eleven minutes long, but it’s important to me for two reasons. First,
because it somehow synthesized what I was looking for in the ‘60s. Besides,
it’s the first piece written for orchestra, and it has long internal threads
towards everything I did later. In particular, you can hear it well in the sec-
ond part of the recital — the symphony [ wrote about two years ago. For me,
painting is very important in my life in general. I said in an interview that
I had learnt even more from the painters than some composers. Because it
seems to me that of all kinds of art, painting is probably the closest thing
to music. It’s no coincidence that one of the most musical painters to me is
Paul Klee. He’s a man who graduated from a conservatory and was a profes-
sional musician at the same time.
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This is a long foreword of mine because I mean to say that here in Rus-
sia there’s a wonderful painter — a big friend of mine who I love so much
and whose paintings are part of my life — it’s Boris Georgiyevich Birger.
He has lived a little longer than me, he’s four or five years older than me,
I guess. And for the first time this year, this is my first ever recital at the
Grand Hall of the Conservatory, and he had his first exhibition at the New
Tretiakov Gallery for a month in January. His paintings were exhibited for
the first time here. He’s here in the audience and [ want you to greet him...

G.Rozhdestvensky: In this context, I have a few questions about
the links between the Peinture score and Boris Birger’s works. Is there
any specific connection between any of his certain paintings and this
score, or are these more general connections?

E.Denisov: They are more general connections. In general, I don’t like
descriptive music proper... Once, when Shostakovich came to our youth
section, I asked him a question: “Dmitri Dmitriyevich, what do you think
about descriptive music?” And he said, “To me, any good music is descrip-
tive”. In my opinion, this is the most precise attitude to descriptive music.
I think that music must speak its own language, it doesn’t have to be that
explanatory and so on. You can find some description here, too, internal
description is quite important. There’s a couple of bits that are connected
with two of Boris Birger’s works for sure. They are not so much connected
with his painting, maybe, but with his manner, when he puts a dab of one
paint first, then another, as if a piece is born, and then he mixes the co-
lours — mixtures, and an expression is here. Light is particularly important
on Birgir’s paintings, and light is also a significant part in my music, and
those mixtures that emerge — light and sound ones - in the beams of light
they play a very important role.
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G.Rozhdestvensky: This is what I wanted to ask you about - pho-
nopsia, that is the phenomenon of colour hearing. Do you have asso-
ciations between certain keys and certain colours?

E.Denisov: No.
G.Rozhdestvensky: Not at all?
E.Denisov: No.Not at all! Although I admit that... I guess yes...

G.Rozhdestvensky: And such a problem as, say, timbre and co-
lour, not key and colour, it’s timbre?

E.Denisov: Timbre and colour are very much connected, that is for
me, a certain timbre not height of pitch has a certain meaning. Let’s say
almost all of my works are built around D, and you’ll hear, for instance, that
the first and last movement of the flute Concerto starts from D, Peinture
ends in D, and D (a D major chord) is a central place, a focal point of the
entire symphony. The first appearance of the D major chord in the Requiem
coincides with the first organ intro. This piece is written in four languages.
And the D major chord enters when the word “light” appears in all four
languages: cBer, Licht, light, lumiére. There’s a quote from Christ’s Sermon
on the Mount: “I am the light of the world. Whoever follows me will have the
light of life”. There comes the D major chord again, and it re-appears in the
end, when the tenor sings liturgy for those who walk the road of truth and
justice in this life. It means that some of the chords and keys have a great
semantic and symbolic meaning to me.
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G.Rozhdestvensky: And why does it have to be D? Why D major,
not, let’s say, C major and D major - “light”. Does it mean a synaes-
thetic sensation is there?

E.Denisov: It might be there, but it’s more like a personal thing, may-
be.Ijust had it happen and then I started to apply D major conscientiously
in certain places.

G.Rozhdestvensky: And another question about the composer’s
sense of time. I do believe it’s a very important one. We often see
that a composer indicates the running time in parentheses on the
sheet music, in the score - a piece lasts as long as his internal hearing
believes it should last, and, perhaps, when he sums up the running
time upon completion. And very often these numbers are nothing
like reality - the piece either gets compressed or extended when it’s
composed. It means that there must two sorts of running time - the
creator’s one and the performer’s one, or may be three times. The
third one is total.

E.Denisov: It’s possible! Because we do have real time and musical
time, and they’ve got absolutely different meanings. Because music (mu-
sical information) can be either concentrated (maximum amount of infor-
mation per unit of time) as it is the case with, say, Webern’s music. Or, quite
the contrary, it can be deconcentrated in space when the so-called common
forms of motion play a big role — as it’s the case with Shostakovich. There-
fore, sometimes a long piece is perceived by the audience as a short one, or
vice versa. This is a secret of musical art, which is, in my opinion, one of the
strongest sides of music.
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G.Rozhdestvensky: Well, is there anything you want to ask me
about?

E.Denisov: I could ask Gennady Nikolayevich a lot of questions. The
more so because I have to say at once: this recital for me has a special
meaning because my first not in Moscow, when I was a post-graduate stu-
dent, was performed in an orchestra conducted by Gennady Nikolayevich,
an old friend and one of the most loyal performers of my music. It was,
I guess, in 1957, when we all at once were not allowed to play on small
or big stages. And then, Gennady Nikolayevich, with his typical chivalrous
persistence rammed such a concert. It was 1972, wasn’t it? My Peinture, Gu-
baidulina’s violin concerto with Oleg Kagan, and the music for The Census
List — Alfred Schnittke’s “Taganka” music. That concert struggled through
with a big scandal. I why I'm saying it now, because it was Gennady Rozh-
destvensky who played Peinture on stage for the first time. My first and
really serious piece was played here.

G.Rozhdestvensky: Since our conversation is changing the course,
I suggest we play this piece...
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G.Rozhdestvensky: Edison Vasilievich, come here... Please tell us
about the flute concerto. Once again, what do you think of it? Why did
you choose such a strange instrument?

E.Denisov: And why did Mozart choose such a strange instrument,
who wrote two wonderful flute concertos in the eighteenth century and,
for example, before Mozart, in the previous era, the violin, piano, flute and
oboe were as highly rated, and the performers didn’t see any difference.
Now, in this country, they don’t let flutists, oboists and clarinetists per-
form like Pletnev, Grindenko or others act do. Unfortunately, the wind in-
struments are not enjoying proper equality in this country. In Europe, the
wind instruments are going through renaissance, and there are high-class
musicians all over the world now. When the Swiss flutist Aurele Nicolet
came here for the first time, for whom I wrote this concert, together with
the Munich orchestra, I told my wife then that, apart from Richter, I hadn’t
heard such a reception.

G.Rozhdestvensky: Will you speak a bit slower? I just can’t keep
up with your thought.

E.Denisov: You can’t? Keep up with it because it’s kind of jumpy. First
of all, I just wanted to say that I really love the wind instruments and I have
written, in addition to the flute concerto, which I wrote in 1975, an oboe
concerto with orchestra, a double concerto for flute and oboe concerto with
orchestra, a clarinet concerto with orchestra, and a concerto for bassoon
and cello with orchestra. So I have concertos for the wind instruments.

Back to the concerto ... The last thing [ want to say in this foreword is
that this concerto was written for the wonderful flutist Aurele Nicolet, who,
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in general, commissioned this concerto, but it was not a contract, but a
friendly commission. Like many of my commissions, “a commission with no
money”. But I did it with great pleasure, because I like to write for such big
musicians. The premiere took place in Dresden with the Dresden Philhar-
monic. It was a “classical” program: Brahms’s Haydn Variations, a Haydn
symphony and my flute concerto. And Gennady Nikolayevich was the first
to perform this concerto in the Soviet Union. He played it at the House of
Composers with Valentin Zverev, when you couldn’t really play contempo-
rary music at other places. By the way, this concert is officially performed
for the first time tonight, I mean in concert, and we will record a normal
philharmonic program, and so on. With ticket sales.

G.Rozhdestvensky: Regarding Aurele Nicolet... Regarding Aurele
Nicolet with whom I also played this concerto in Germany several
times, there’s story to tell... He showed me his solo flute part, and it
was impossible to understand the musical notation, because every-
thing was worn down with an eraser. I asked him, “How do you play
with this sheet music?” And he said, “The matter is every conductor who
conducts this piece by Denisov has its own approach to the second move-
ment, each offers its own scheme. And every time I have to erase what the
previous one said and write down what the current conductor says now”.
And why does it happen after all? The matter is that the second move-
ment of the flute concerto is barless music, that is, it has no bars. Let’s
say so... There are no bars there and you have to improvise. That’s why
all those who will listen to the second movement of the flute concerto
tonight... And, it will not be played like that anymore, it is performed
differently every time. It is very difficult - all the efforts that I made
to talk the composer into making the music with bars - to write bar
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lines, were in vain. Totally. That’s why we rehearsed this movement,
one of the four-movement flute concerto, for a huge amount of time,
which naturally should be beneficial as it seems.

And one more question about the flute concerto. Here is the third
movement. The third movement - by intuition I feel, well, some kind
of Tyutchev melancholy in the harmony, in the intonation structure
of this third movement. I don’t know why, but the sensation comes
immediately, and I’m sure that the audience will feel something like
that... How did you come up with this movement?

E.Denisov: I wrote this concerto, like almost everything that I wrote,
I wrote it during holidays because I cannot work in any other time. [ wrote
it in Sortavala, Karelia, and when I was there, then, indeed, Gennady Ni-
kolayevich is right that there might be is some special movement there,
but usually nobody knows about it, even some of the musicians who are in
the house tonight who know this concerto. Just when I heard the news of
Dmitri Dmitriyevich Shostakovich’s death, and I loved him so much and of
course I took the news so hard ... I got to know about it right after I finished
the second movement, before the third one. In general, the polyphonic
chorale and the sound of such a quiet and talking flute, I had that “homage”
to Shostakovich inside of me, a tribute to the great master and the great,
wonderful and very kind person.
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G.Rozhdestvensky: And my final question about the flute concer-
to. The musical material of the first movement returns in the finale.
But it returns in a different capacity. What is more important, when
this material returns, the formal task is to create a certain frame
around the whole work, or, plus, some kind of personal experience?

E.Denisov: In general, both. You see, all the concertos... I tried to...
take many concertos... not all of them have been played, but I wrote twelve
concertos, many concertos ... I wrote. And for each concerto has its own
concept and form... There are one-movement concertos and multi-move-
ment ones. This is a four-movement one, and it really has that completely
conscious arch. The first movements and the fourth one have exactly the
same beginnings. Only the harp’s D sounds two octaves lower in the begin-
ning of the finale. But I generally dislike reprises in music, that is I always
avoid direct repetitions. In most of my works, I don’t have any exact repe-
titions at all, that is the texture constantly changes and nothing returns as
it was stated previously. In music, this principle probably the closest to me,
but this concerto is one of the few concertos with not even a reprise, but
such a deliberate arch, it is also a semantic arch, because the first phrase of
the flute is the harp’s D.They mean a lot to me here, well, even in a human
way.

G.Rozhdestvensky: Thank you.
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E.Denisov: ...Gennady Nikolayevich does not want to make any fore-
word himself, although he spoke about my music better and more accu-
rately than I did. It’s very difficult to talk about your own music in general.
And I don’t think it is really necessary. But I would like to say a few words
about the symphony. Because I have very few compositions for orchestra
proper. I have two pieces — Peinture, which you’ve heard, and a piece, which
was played here on 8 June, Bells in the Fog, for orchestra, and a symphony,
actually just three compositions for orchestra. All the rest of my composi-
tions are concertos for various instruments.

It took me about six months, or seven to eight months to write the
symphony. I finished it on 15 December ‘87. As you can see, my only sym-
phony was written quite recently. Therefore, I wanted to say a few words.
In general, I have long been drawn to large genres, but I had a feeling that
nowadays there are genres that have died. The genres such as, for example,
fugue, which culminated in Bach’s works, or symphony, which culminat-
ed in Mahler’s works, for me. I didn’t want to model anyone’s style and
manner of cycle interpretation. For a long time it seemed to me that it was
impossible to write symphonies these days, that this would be a model of
something. And I decided to do it only in ‘87. Daniel Barenboim’s request
was the impetus to write a large-scale symphony in terms of both time (it’s
about an hour) and large orchestra line-up. The symphony was written for
the twentieth anniversary of the Paris Orchestra, and he was then its artis-
tic director. He is in Chicago now, the chief conductor. The symphony was
first performed on 2 and 3 March at the Salle Pleyel in Paris, in a very good
program for me. As for me, I love Russian music very much, and it was a very
pleasant programme for me: Scriabin’s Dreams, Pyotr Ilyich Tchaikovsky’s
violin concerto, which I love very much, and my symphony. Two days in a
row. And the first performance of the symphony here in Moscow was con-
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ducted by Gennady Nikolayevich Rozhdestvensky in November ‘88 at the
Tchaikovsky Hall, as part of the Moscow Autumn Festival. And I don’t want
to talk about the music itself. But there is a very important element - the
second, third and fourth movements go without a break. For some reason,
the first movement is always very important in a symphony, but what was
omitted in it found its completion in the next three movements, and in
general, they are like that one very large movement split by the third move-
ment in the middle - a short, sharp intermezzo, which formally performs
the function of a scherzo in classical symphony, but it’s not a scherzo.

G.Rozhdestvensky: Who’s your favourite French poet?

E.Denisov: It’s hard to say. I have favourite Russian poets — there are
three of them. These are Pushkin, Blok and Vvedensky. And it’s harder to
say who my favourite French poet is. Maybe it’s Charles Baudelaire. Be-
cause, maybe by chance, my only composition written for voice that has
never been performed in the USSR, although it has been performed virtual-
ly throughout Europe, is The Autumn Song for soprano and grand orchestra
written to the lyrics of Charles Baudelaire. Perhaps, he’s my most favourite
French poet. Although I love Boris Vian very much now. The Perm Opera
brought my opera The Foam of the Days based on his novel. But Vian is
not only a poet. I don’t think poetry is his strongest side. He’s more of
a personality, you know, just like Volodya Vysotsky. You cannot take him
separately as an actor, separately as a composer, separately as a poet, he
was one whole. The same holds for Vian, he was everything! And he was a
jazz musician, and a chansonnier, and an author of wonderful novels, and a
poet, and a movie actor, and a painter — anything at all. He was just a bright
personality, you can’t split him. Charles Baudelaire for me is a poet.

G.Rozhdestvensky: Thank you.
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