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®upma «Menoaus», nereHaapHbIii MOCKOBCKUI TOCYIapCTBEHHbIN akageMu-
yecKkuit cuM@pOoHMYeCKIit OpKeCTp 1o, pyKoBoAcTBoM MBana HukudopunHa
1 MexxmyHapomHas TBopyeckast Mactepckas FOpust AbgokoBa Terra Musica
(Poccusa — TI'epmanmst — Utanus) MOATOTOBUIM YHUKAJIbHbIE KOHIIEPTHBIE
1 poHorpadmueckue mporpaMmebl, IpuypodeHHbie K 100-1eTHEMY 106M-
Jiero bopuca Anekcanaposnuua YaiikoBCKOro. OgHa 13 HUX NpeAcTaBieHa
B 9TOM ajibbome. BmecTe ¢ 0611enpu3HaHHbIMY IlefeBpamMmu cuMdbOoHMYe-
cKoi1 My3bIKM XX BeKa (110sMa it opkectpa «Betep Cubupu» u «CumpoHus
¢ apdoit») mpepnaraloTcs epBble MMPOBbBIE 3aMUCH Ae6I0THBIX OPKECTPO-
BBIX COUMHEHMII KOMITIO3UTOPA, HeM3BEeCTHbIE He TOJIbKO IIMPOKONM CITyIla-
TeJIbCKOV ayaAUTOPUM, HO U CrieluanmcTaM. Peub muaeT o cuMbOHMUECKOM
«lecTBUM», MPO3BYyYaBIIeM IIPY KM3HU aBTOpA €AMHOKIbI HA CTydeH4Ye-
CKOM KOHIIepTe B bonbiiom 3a7e MOCKOBCKOJ KOHCepBaTopuu B 1946 romy,
¥ HUKOTIA paHee He VCIIOMHSBIIEeCS YBePTIOPe K onepe «3Be3nay» (IUIIIOM-
HOI1 paboTe KOMIO3UTOpa B MOCKOBCKOJ KOHCEPBATOPUM, 3aIIPeIeHHOI
BMECTE C COUMHEHUSIMU BeAYIIMX OTEUECTBEHHBIX KOMITO3UTOPOB BO BpeMs
«aHTU(GOPMATMCTUIECKOI» KOMITaHUM). I[IporpaMMa aibboMa 0XBaThIBAeT
BeChb KM3HEHHBIN U TBOpUYECKUI myTh bopuca YalikoBCKOTro, B KOTOPOM
OTKPBITUSI ¥ OTKPOBEHMS TECHO MeperyieTeHbI.

Bopuc Yatikosckuti
@omo: u3 uuHozo apxusa IOpus A6doxosa
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IOpuit AGmokoB
BOPUC YAVIKOBCKH: OTKPBITHSI U OTKPOBEHIS

Bopuc Anekcanaposuu YaiikoBckuit (1925-1996) — 3HakoBas purypa
B MMUPOBOI1 MY3BIKQJIbHOI KyJIbType XX BeKa. 3HAKOBOCTb 3Ta HE CBs3aHa
C MOIHBIMM peiTUHTaMM, TabeIsIMM O paHTax, CCbJIKAMM Ha M3MEHYMBOE
006I1IeCTBeHHOEe MHEHVE U TTPOSIB/ISIETCS B TIOPAa3UTETbHOM YMCTOTE, PeIKOT
IIJISI HOBEJIIIero BpeMeHM TBOPUYEeCKO U YeJIoBeYeCcKoil cBoOOIe KOMITO3M-
TOpA, OIIpeessBIIero B TeYeHe HeCKOMbKUX JeCSITUIeTUI Bbicovaiiinme
KpPUTepUM Xy[05KeCTBEHHOTO COBepIIeHCTBa M MPodeCcCMOHaATbHOM YeCTH.

Bopuc YaiikoBcKuit IPUPOOHBI MOCKBUY. POoOuiics B MHTeIUT€HTHOM
ceMbe. HeopamHapHbIii TaMaHT OyayIero My3bIKaHTa ITPOSIBUJICSI B CAMOM
paHHeM geTtcTBe. [Io cucTeMaTuuyeckKux 3aHITui B 'THECMHCKON 1IKOJe
TBOpYeCKUM obpa3oBaHmeM bopuca YaitkoBckoro pykoBoaua Hukosmaii
Jleonnaosuy CiiaBuH. IME@HHO 3TOT YeoBeK (perpecCupOBaHHbBIN B Mae
1933 roga u 6ecciemHO MCUYEe3HYBIINIT) BIIepBble OTMETT (heHOMeHa/IbHbIe
CTIIOCOGHOCTY MaJIbUMKa U MPepeK eMy CybOy O0bIIOro XyaoskHMKA. PaHee
IIPUBBIYHBIX CPOKOB YaliKOBCKUI1 ITOCTYIINI B [HECMHCKYIO LIKOJTY, TIE ero
HacTtaBHMKamu 6blu Enena ®@abuanoBHa 'HecuHa, Anekcanapa Hukan-
nposHa l'ooBuHa u mereHaapHbiit EBrenuint Ocunosud MeccHep. KapsH
XavaTypsiH (OOHOKAIIHMUK YaiiKOBCKOTO I10 KJ1aCCy COUMHEHUS [IJIS1 OapeH-
HBIX AeTeli B 'HeCMHCKO 1IKOJIe, a [IOTOM U B KOHCEPBATOPCKMUX KIaccax
COUMHEHMS M OPKECTPOBKM) BCIIOMUHA: «Bopuc HuKoz20a He Obl1 WKOIbHU-
KOM 8 npusbluHoM cmolcie. ITo 6oibuioMy cuemy HU 8 WIKOe, HU 8 YUuauuye,
HU 8 KOHCep8amopuu ezo He HAdo 6bL10 yuums, Kak-mo onekamsos. Yousnsn

OH yyumerneii HedemckKoli cepbe3HOCMbi0, (haHmacmuueckoti NyHKmMyaibHo-
CMbi0, BHyMpeHHell 0p2aHu308aHHOCMbI0 U He8epOsiIMHOLl c8000001i Mblul-
JeHus... C paHHux iem oH cMompesl Ha Mup “co cgoeli Ko1okobHU ™. S umero
8 8UQY He 8blCOKOMepUE UU 3AHOCUUBOCMb 2eHUATbH020 8YHOEPKUHOA (2eHUeM
OH, 6e3Yc108HO, ObL1!), a pedKyr camocmosmeibHOCMy 8 Xy0OHEeCMEEHHOM
svipaxceHuu. [lax;ce eHeulHe OH 0UeHb 8bl0esNcsl U3 0emcKOU U WHOWecKol
cpedsl — neuamos MulCAU, pA3MblULTIEHUS HA JUYe, KAKAsl-MO 0MCMpaHeH -
Hocmb, camoyenybneHHocmes... Mue, Cnase Pocmponosuuy, Illypuky Yyzaesy,
a nosxce u l'epmany I'anstHUHY KA3an0cb, 4mo 8 NPoPeccuoOHanIbHOM pa3sumuu
OH onepexcaem Hac Ha decamuiemus! Macmumute nedazozu oboxcanu bopuca
U OYeHb UeHUaU e20 o2pomHslti manaum. Eezenuti Ocunosuu MeccHep nocne
mozo, Kak bopuc 0c8ous1 COHamHyw opmy, 06paujancs K Hemy — mozoa mMajio-
uuwKe “6 KOPOMKUX WMAHUWKAX” — UCKTIOUUMENbHO N0 UMEHU-0muecmsy.
FBopuc HemMHO020 cmywjancs, a Mol 20pOUNUCL UM... He moaibko HacmasHuku-
KOMNO3Uumopbwl, HO U 8vloaroujuecs my3vikogedsl — AHOpeti Mymau, Hzopo
CnocobuH — cuumanu ez2o JI0OUMbIM YUeHUKOM. 3ameuamensvHblii U apucmokpa-
muuHslti Mymau 803u e2o 8 dom ceoezo dpyza nucamenss Muxauna IIpuwsuta
U NOKa3vléas, KaK HeK0e20 YHUKyMd. A OH u O6bln makum 0o nociedHux oHeti
ceoeli #u3Hu. E2o ¢popmenuarHsle nvecku, couuHeHHble 8 decamusiemHem
so3pacme — wedespuvl macmepcmea, Hacmosuwee 4ydo, Hapsdy co 6cem, Umo
€030aHo 8 3pesvie 200bl...»

B MocCKOBCKYI0 KOHCepBAaTOpUIO bopuc YaiiKOBCKMIA TTOCTYIIUII 1IECT-
HaALATUIETHUM MMOPOCTKOM. 3/leCh ero HacTaBHMKaMu cTaiu Buccapmon
[lle6anuH, IMutpuii llloctrakoBuy, Hukomaii MsicCKOBCKMi (10 K1accy KOM-
no3uuyn) u JieB O60puH (110 Kiaaccy poprenmaHo). BoitHa, paHHSSI CMepTh
OTIIA, TTeYabHbIe COOBITUS KYJIbTYPHO JXM3HM CTPAHbI KOHI[A COPOKOBBIX
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rofoB, M3THaHMe U3 KoHcepBaTopuu lllocTakoBMYa, CAUTABIIETO CBOETO
yUeHMKa MIPUPOAHBIM FeHleM U COCTOSIBIIMMCS XY OKHUKOM, — BCE 3TO
3aKaJINJI0 XapaKTep MOJIOA0ro My3bikaHTa. ToT ke KapaH XauaTypsH, yxe
Ha CKJIOHE JieT roBopuJ1 0 YaiikoBCKOM: «Uesi08eK-KpeMeHs, ¢ Heczubaembimu
NPUHYUNAMU U COBECMBIO. .. ».

B 6uorpadum bopuca YaitkoBCKOTO HET HMUETro MHTPUTYIOILe aBaH-
TIOPHOT'O, PACCYMTAHHOTO HA CEHCAIIMOHHBIN pe3oHaHc. «<Hy 3To Kak
MoJiaTh», — BO3PasuT CKENTUK, BCTIOMHMUB pa3rpom [lepBoii cumdoHmumn
YaiiKOBCKOI'0-CTyAeHTa 3a rof 40 IPeCI0BYTOr0 «MCTOPUYECKOTO ITOCTa-
HOBJIEHMSI» U 3aIIpeT Ha UCIIOHEeHe JUIVIOMHO paboThl (OTephl «3Be3aa»
Ha mbpeTTo JlaBuma CamoitnoBa) mocie cooprtuit 1948 roga, rpoMKmii yerex
MapTUTyp 3pesioro Mmactepa B EBporie 1 Amepuke, BBIHYKIeHHOE paccTa-
BaHMe C JIyYIIMMM MHTepIIpeTaTopamMmu cBoux counHeHui (KonapaunH,
bapiaii, PoctporoBuy), He MMEIOIINIA aHAJIOTOB MMO3OHMI ITPUXOZ, )KUBOTO
KJIacCuKa B akaJeMUuyecKylo refgaroruky... Ho B Tom-to u geno: Yaikos-
CKMIi He OCTaBWI HM MaJIeIIIero MoBO/a sl KaKO¥-1M60 IBYCMBICIEHHOCTH
(MOpaJIbHO ¥ 3CTETUYECKOI) B OLIEHKE TOTO, UTO IIPUHSITO CUMTATh OM0-
rpadueit xygoskuuka. OH yMesT OCTaBaThCS B TEHM COOCTBEHHBIX ITPOM3Be-
IeHUI, Kaska0e M3 KOTOPbIX — HEOTTOPKMMasl YacThb ero CyabObl. PUCKys
MMPOC/BITh CTPONTUBIIEM, YaliKOBCKUIA, efiBa i1 He eUHCTBEHHbIN cpean
BeIYIIUX OTeYEeCTBEHHBIX MYy3bIKaHTOB XX BeKa, YIIOPHO COTIPOTUBJISIIICS
HaIMCAaHUIO MPYKM3HEHHBIX MOHOTpadmii o cebe. [la ¥ 0 CBOMX COUMHEHUSIX
OH MpeanoYMuTaa MHOTO He TOBOPUTbh, 3aMETUB OTHAXKIbI: «d HE omeep2aio
co8cem YeHHOCMb €108 agmopa 0 c60emM meopuecmee, 6ce-maxku 3mo uHme-
pecHo! Xomsi mHe camomy amo He Hpasumcs. Iogopums 0 ceoell My3vike — 6C€
pasHo, umo 2080pumo o cede. B c108ax nopoti 8c€ vle/110UM Maxk a8aHMaxcHo,

nomom HauuHaewsb CAyuams — a mam xe Hu1e20 Hem, moJavKko ¢108a U 0cma-
tomcs...». OMHY BUIEIM B HEOOBIYHOM aHAXOPETCTBE KOMIIO3UTOPA CEP-
’KAaHHOCTb, aJIEKBATHYIO €ro IyXOBHOMY 6JIarOpPOACTBY, IPyTie — CTPaHHOe
Yy/IauyecTBo reHus... KoOMIosuTop, HaXOAUBIINICS B TeYeHMe HECKOIbKUX
IecSITWIETUI B IIEHTPEe MY3bIKaJbHBIX COOBITUI CTPAaHbI, HE CUMTAII Ce6s
MyOIMYHBIM Y€JIOBEKOM U B IIPOIO/DKEHME BCE SKM3HM HaMepeHHO u30e-
raj 6oremMHoJi cyeTsl. ETo Kpemo — c80600a u oduHouecmao.

[Tocne okoHUYaHMS KOHCcepBaTOpuM bopuc YaiikOBCKMIA BCELe/I0 MOCBSI -
T ce6st counHeHuo. HaunHas ¢ BuononvenbHoro KoHiepta (1964), mocssi-
meHHoro McrucinaBy PocTpornoBuuy, Kaxkzgas ripeMbepa KOMIIO3UTOPa
CTaHOBMJIACh 3HAKOBBIM COOBITHEM B MY3bIKaJIbHOJ KM3HM CTPaHbl. BTopas
cumbonust, ormeueHHas l'ocymapcrBenHoii mpemueir CCCP, «Tema 1 BoceMb
Bapuauuii», Co3gaHHas 1mo 3akasy [IpesmeHckoii lllTaTckane/ibl, TO3MbI
11t oprectpa «IlogpocTok» u «Betep Cubupm», «CeBacTOIOIbCKAST CUM-
dboums», CkpunmuHsiii 1 PoprenaHHbIi KOHLIEPTHI, «My3bIKa JIJIST OpKe-
ctpa» 1 «CumdboHMs ¢ apdoit» — BCE 3TO HE TOIbKO 06PasIbl BEIMKOTO
XYJIOKECTBEHHOTO MacTepPCTBa, HO M MOPA3UTENIbHBIX JIJISI STIOXU «SIPOCT-
HOT'0 MMpPa» B3JIETOB UeJI0BeueCcKoro nyxa. bopuc YaiikoBCKUii He CTaBUI
repen, co60ii 3a1auyM CJIoOMa OCHOB JKMBOTO SI3bIKa, HO B KaXKJI0M COUYMHE-
HUU PaCIIUPSI, TPeonoaeBasl IpaHUIIbl BO3MOXXHOT0, UCTTOIb3YS aCKeTUU-
HbII1, CBOVICTBEHHBIN TOJIbKO €My apCeHasl ITepBO3JaHHbIX XY 0XKeCTBEHHbBIX
cpenctB. KamepHasi cumdbonus, lllecTb 9TIOMOB A1 CTPYHHBIX M OpraHa,
YeTbipe Npentognm IJisi KAMEpPHOTO OpKeCTpa, KaHTaTa «3Haky 3o/iMaKa»,
PaBHO KakK U BCe KAMepHO-UHCTpYMeHTa/IbHble ¥ KAMEPHO-BOKaJIbHbIE
aHcam6sm Boprca YaitkoBCKOTO BOIIJIONAIOT BO3MOKHOCTY BOMCTUHY MeTa-
OpKeCcTpoBbIe, cMMbOHMYEeCKIe.
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O paroiieHHO 4acThi TBOPYECKOTO Hacjeaus KOMIO3UTOpa
¥ MY3bIKQJIbHO KYyJIbTYpbl Poccuy B ee 061IeHAIIMOHATIBHOM M3Mepe-
HUU SIBJASIETCS ero KMHOMY3bika. «Cepéxxar» 'eoprus [anenun, «I'opu,
ropu, Mos 3Be3aa» AnekcaHapa MutTel, « ) KeHuts6a banb3aMuHoOBa»
KoucranTnHa BouHoBa, «Aiibonnut-66» Ponana BeikoBa, «Ypoku ¢ppaH-
ny3sckoro» u «Ilogpoctok» EBrenms Tamkosa — 3TU U Ipyrue BbILal0-
1Mecss KWHOJEHThI, @ TAKXKe BOCXUTUTEeIbHbIE «paJMOCKa3KM», CO3aHHbIe
B coTBOpUecTBe ¢ JaBumom CaMoiiioBbIM, 6€3 My3bIKaJlbHbIX 0O0Pa30B
Bopuca YaitkoBcKoro 6yayT 06eCKpOBJIeHbI, €Ba JIM He pa3pyIleHbl. DTO
MIPU3HAaBaJIM KPYIHeNIIne pexxuccepsl, IpuUrialaBiine OgHOr0 U3 JIyY-
mMx cuM@GOHMCTOB BeKa 1151 paboThbl B KMHO U ipaMaTUuecKoM TeaTpe.

My3bIKabHbIN SI3bIK Bopuca YalikoBCKOTO MpeACcTaBsieT OO0 TUIT
MMO3TUYECKOM TAlTHOIMCH, IIe XXUBOMMMCHOE Havyal0 HUKOTIA He CBOAUTCS
K 3(pexTam BHeIlIHEN 1300Pa3UTETBHOCTH, & TOI3USI — JI0 CYeCTOBUS
Ha YPOBHE 3KCTPAOPAMHAPHbBIX CPEICTB. YTOHUEHHbIN 3CTETU3M U TOJO-
BOKPYKUTEIbHASI BUPTYO3HOCTD IMCbMa — €CTeCTBEHHbIN CIT0C06 BbIpa-
SKEHUSI KPUCTAIINYECKU UMCTOTO 3TOCA.

«XydoxecmeeHHOe mgopuecmeo — 3mo 6edb Moxe comeopeHue mupd... —
3amMeuaeT JkeH MoHecKko — <...> mutatis mutandis (c coomeemcmaeyi-
WuMu U3MeHeHUsIMU), HO CX00CM80 eCMv...». J1efiCTBUTeIbHO, BEJIMKOTO
XYIO0KHMKA OTJIMYAET TO, YTO U3 BCEX €ro IIPOMU3BeIeHNIi 06pa3yeTcs
11eJIOCTHOe MUPO3JaHMe, IIPOHMKASI B KOTOpOe, TIOAYNHSIeIbCs Aeil-
CTBYIOIIEMY B HEM ITO3TUUYECKOMY ITOPSAKY. [IpefcraBieHHOe cobpaHue
3anuceit coumHeHui bopuca YaiikOBCKOro gaeT BO3MOXHOCTb BOMTU
B MUP, KOTOPbIN «<HMUETO He TIPOCUT Y BeKa», HO BCeraa orepeskaeT Bpems
U DApUT HAOexnay...

«IIIECTBUE» (1946)

CumdoHMUeCKMi1 Ne6GI0T KOMIIO3UTOpa cocTosicst 19 mekabps 1946 roma
B bonbiom 3ajie MOCKOBCKOM KOHCepBaTOpun. CTyIeHUYeCKUIT OPKECTP
nof;, pykoBoacTBoM H0pust Tumodeesa ucronuni «IllectBue» njist 60IbLUIOTO
cM(OHMUECKOTO OPKEeCTpa, COUMHEHHOEe HeCKOJIbKMMM MecsillaMy paHee.
WHUIMaTOPOM BKIIOUEHMSI IOHOIIECKOTO OITyca B IporpaMmy cum@oHmye-
cKoro Beuepa 6b11 BruccapuoH SIkoBieBuu Ille6anyH, KOTOPBIi ITOC/Ie KOH-
uepra npencrasui apropa Cepreto [IpokodbeBy, mpuilieiemMy crieliiaabHO
ILJIs1 3HAKOMCTBA C KOMIIO3UTOPCKOM MOIOAeXbI0. Ha rima3ax M3yMieHHbIX
npyseit (I'epmana l'aneiaMHa, KapsHa XavaTypsiHa, AnekcaHapa Uyraesa)
OH TOPSIYO MTO3PaBUJI IOHOTO KoJuiery. YalikoBCKUIA BCeria IOMHWII O BHU-
MaHUM, TIPOSIBJIEHHOM K HeMy [IpokodbeBbIM, TeM 6oJiee YTO OYeHb CKOPO
€ro paHHMe MaPTUTYPHI MOMAJU MOJ, KATOK UIE0JOTMYEeCKO MaIlIMHbBI, KaK
¥ My3bIKa BCEMMPHO M3BECTHOTO My3bIkaHTa. K cs1oBy, B MmapTte 1953 roga
YarikoBckuit BMecte ¢ MctuciaBom Poctponosudem, CBsiTociaBom Puxre-
pom, Kaparom XayaTypstTHOM ObIJT B TOPCTKE CMEJTbIX JTI0IEe, TPOBOKABIINX
[TpokodreBa B OCIAHMI ITyTh. DTO HEOOBSICHMMO, HO MHOTYE U3 TeX, KTO
Ha MPOTSDKEHUM eCITWIETUI B CITPaBOUYHO-0610rpadnueckoM KOHTEKCTe
yromuHain o «IllectBun», He 3aaBaJINCh CYAbOOI CAMOT0 paHHEro opKe-
CTPOBOTO COUMHEHMSI MacTepa. B HOTHOM PyKONMCHOM apXyBe KOMITO3M-
TOpa, IepegaHHoOM I1ocie ero cmepty B PTAJIN, Hu aBTorpada «IllectBusi»,
HM ero Kommu He 6bUTO. ABTOpP HaBepHSIKa 3HaJI, TIe MOKHO OOHAPYKUTh
«3aTepsBlileecs» COUMHEeHMe, HO B IIPOAOJIKeHMe BCeli XXM3HM He Mpef -
MIPUHMUMAJ HUKAKUX YCUIIMIA IJISI TOTO, YTOOBI HAWTY U OMYOJIMKOBATh €rO0.
[ToMckM HOTHOTO MaTepuasa s Hauas C apxuBa 6M6amMoTek MoCKOBCKO¥
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KOHCepBaTOpMH, He Hazlesich 0c060 Ha ycriex. Ho MMeHHO TaMm (B ImpeKpac-
HOJi COXPaHHOCTH, aKKypaTHO TOJIKJIeeHHas U TiepenjieTeHHas) pyKONUCh
C IMpIDKepcKuMy nmomeTkamu TumodeeBa u XxpaHuiach ¢ cepenuHbl 40-x
rofioB. [1pu xkxu3HM Komno3uTopa «lllecTBre» UCIIOMHSIIOCh eAMHCTBEHHbIN
pa3 — Ha npembepe B bonbiiom 3aie KoHcepBaTOpuM. [Ipu Kaxyiencs
TPaAULIMOHHOCTY OPKeCTPOBOTO COCTaBa, UCII0Ib3yeMOI0 B COUMHEHUN
(dneiiTa mukKoo, 2 (ieitTel, 2 rob0s, 2 KIapHeTa B, 2 daroTa; 4 BaaTOPHBI
F, 3 TpyOsl B, 3 TpOM60OHA 1 Ty6a; KOJIOKOJIA, TAPEIKY, TPEYTOIbHYK, MaJIblii
6apaban; apda, poprenmano; I ckpunku, Il CKpUIIKY, abThl, BUOJIOHYEIN,
KOHTpabackl), ero He Ha30Belllb OAUMHEeHHBIM (GOpPMaIM30BaHHOI CXeMe.
[TOHATH 3TO MOKHO IO TIEPBBIM K€ TaKTaM, IJie OCHOBY KOJIOPUTA MPOeLupyeT
3BOHKMIA, KaK ObI MCKPSIIIMIACS MUKCT (hOpTEIMaHo U apdbl, a COOTHOIIEHNE
BBICOKOYACTOTHOTO ¥ 6aCOBOT0 6;I0KOB ITPEBOCXOANUT TPAAUIIMOHHBIE HOP-
MAaTUBBI IO aKyCcTUYecKoMy 6anaHcy. HaumHas ¢ BuonoHuenbHOro KOHIEpTa
Kaxkaast HoBasi mapTuTypa YaiikoBCKOTO OCHOBBIBAETCSI HA OPUTUHAJIbHOJA,
He TUPaKMPYeMOI HU B OJHOM JIPYTOM COUMHEHMM KOMOMHALIY OPKECTPO-
BOTro MHCTpyMeHTapus. CaM mpuHIUIT GOPMUPOBAHMS COCTaBa OTPaskaeT
y YaliKOBCKOTr0, IIpexze BCero, OUCK N0Imuuecku Henoemopumslx CpenCTB
IJ151 BOIUIOLL@eHYSI HeOPAMHAPHOIO 3aMbIC/Ia. DTMMOJIOTHS KaHpPa, JIesKallero
B OCHOBe T1epBOJi OPKeCTPOBOV MapTUTYpbl YalikOBCKOTO, He TaK MPOCTa, Kak
MOJXKeT MOKa3aThCsl Ha TTepBbIi B3I, Vest ABVXKeHMS], OpTaHM30BaHHOTO
KaK IIar pasjan4Hol aMIUIUTY/IbI, AJ1T OPKECTPOBOI 1 KaMepHO-aHCaMOIeBOiA
MY3bIKM KOMITO3UTOPA aKTyaJibHa Ha MTPOTSKEHUM BCETO TBOPUECKOTO Ty TH.
IloCTaTOYHO BCIIOMHUTD «TMMHUYECKYIO Ipolieccuio» B huHane @aHTazumn
Ha pyccKye HapoIHble TeMbl, «MapiieBble MOTUBBI» 13 KamepHoii cumdoHmn,
«CTpeMUTENIbHOE IIeCTBYe» B hmHaie BTopoit cumdonmn, 06pass «Jlanexoii

Iepsas cmpanuya pykonucu napmumypel «lllecmeusi»
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mopory» 13 «My3bIKHM [I/IS1 OPKeCTpar», MapllIeBble SM30Mbl B My3bIKe K Tea- t J=6o @,u Q e b )
TpaJIbHBIM IIOCTAHOBKAM U KUHOMUIbMAM, He TOBOPS yKe O IyXOBbIX Map- | e = i
1IaX, COYMHEHHBIX CIIeLMAIbHO AJI1 BOBHHOTO OpKecTpa. B oHomeckoit 87 s 7 e
HapTUType 06pasbl «TOPKECTBEHHOTO» U «IMPUUIECKOTO», «IIPa3JHUUHOTO» =y = M""'.:K == — == =
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BCero HalloOMMHaeT MapafHyIo KaBalbKafy MM MacCOBbI/ KOPTEX B yxe G e B r=nlsln s f)\
«IIeCTBUIA Cj/IHeﬁ.TIYBHI/IKOB» Ha NpodCOI3HBIX JeMOHCTPALIMSIX MOC/IepeBo- e T RO Y e
JMIOLMOHHOJI mopsl. HeT B «IllecTBUIM» HMYETO MacKapaJHO-LMPKOBOTO LN s 5 : : e e
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WY HeMelKuX (akenbiyroB. ECTh 4yBCTBO 9K3a/JIbTMPOBAHHOTO ITOPHIBA,
nosiemHocmu, OIyieHue BOCTOPKEHHOCTY OBbITMSI, CBOVICTBEHHbBIE TOJTBKO
IOHOCTY C ee 00eIaHusIMM LIeJ10¥ Ku3HM Brepenu. «lllecTBue» — camoe com-
HeuHOoe COUYMHeHMe KOMIIO3MTOopa. Pa3muHblie TIOMMHECIIEHTHbBIE U JaKe
TpaHCLeHIEeHTHbIE UTIOCTACK C8emd B TeEMOPOBOI1 ¥ OPKECTPOBOJL IIOITUKE
YaiiKoBCKOTO 3aHMMAIOT IIePBOCTEIIeHHOE 3HAaUeHMe ¥ HMKOIIa He paccMma-
TPUBAIOTCS KaK CpeACcTBa JeKopupoBaHus. HO TOIBKO B ITepBOii FOHOIIECKOI
napTuType céem siBjeH y YaliKOBCKOTO He B CJIOKHOCTU TIOUTU «TOCTOEB-
CKOTO» ero o6peTeHus, a Kak Cuia, IeiCTBYOAs a priori.

«BETEP CUBVPHN» (1984)

[Tosma «Betep Cubupu», 3akoHUeHHas B 1984 romy, — ofHa 13 HECYIIMX OTIoP | ] féce‘r i 3/{ ;
opkecTpoBoro muposganus bopuca Yaiikosckoro. [Ipembepa cocTosiach NGl ==l # = ?f

13 mas 1984 roga B bosbiiom 3ajie MOCKOBCKOJ KOHCEPBATOPUM, B UCIIOJI- w :f"b B 1 = a

HeHUM Bonbioro cumdoHMUecKoro opkectpa LleHTpanbHOro TeneBuae- ) : s N f Ca -
Hu4 1 BcecoroszHoro paauo. Jupmskuposai Biragumup @efgocees, KOTOPOMY Z\/ ; 4*—:5‘4 Fech \u z \ ] .
1 oo 1. 4T 4 ! 0 Fil A |
nole \Eo e — 3 |
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U TIOCBSIIleHA NapTUTypa. B couMHeHnn, IJIsimemMcst OKOIO IeCTHAAIaTh
MUHYT, GOpMaJibHbIVi XpPOHOMETPAK — BeJIMUMHa YCI0BHAs, Ipeoaoe-
BaeMasi 0OMUHUPOBAHUEM NPOCMPAHCMBEHHO020 Uy8Ccmea HaJll, BpeMeH-
HbIM. HeKoTOpbIe KPUTUKM CUMUTAIOT, YTO B IIOOME POJIb KUBOIIMCHOTO
IJIaHa CBeleHa K MMHMMYMY, 3a6bIBasi, YTO SKMBOIMCH U IEKOP, SKUBOITUCh
Y OpHAMeHTaIN3M, SKMBOMNMCh U MJUTIOCTPATUBHOCTb — He OJTHO U TO Xe.
HarpoTtus, uMeHHO B cpepe OpKeCTPOBOI SKMBOIIMCU Y MHKITIO3UBHO CBSI-
3aHHBIM C Heli OTKPbITBIM, CTPYKTYPHO Kak Obl He 3aMKHYTbIM NPOCMpPaH-
CMBeHHbIM (hopMOBaHuUeM TIPOSIBIISIETCS 3aTralOYHbI 06JIMK OPKECTPOBOTO
1eieBpa, 00beMITIOIIEro, Kak 1 B cydae ¢ «CeBacTONoIbCKOM cuM@oHMei»,
00pa3sbl BUAMMOTO M HEBUAVMOTO, TMYHOTO U 00-IMUHOTO. BaskKHBIM KUBO-
MMCHBIM CBOCTBOM «BeTpa Cubupu» IB/ISIETCSI CBOe0Opa3Hoe eduHCmMa0
KOJIOpUCMu4ecKko20 moHa OPKeCTPOBON NaJUTPBbI. 1711 BOTIIOIEHUS JKUBO-
MCHOTO 3aMbIC/Ia M30MpaeTcs He MOINTeMOPOBOe MHOTOI[BETHE KaK TaKO-
BOe, a COTIPsDKeHMe Kak OyaTo 661 KOHTPACTHBIX, & HA CAMOM fieJie B3aIMHO
«OTpaskamIIMX» IPYT APyra — YeThIpex TeEMOPOBBIX I'PYIIM. Jle/1aeTcs 3TO
TaK, YTO MOJISIPHbIE KOJIOPUCTUYECKIME U3MEPEHMSI BOCTIPUHUMAIOTCS PO/I-
crBeHHbIMM. COoCcTaB opKecTpa: 2 6obIime ¢GuieiTsl, 2 anbToBbIe (eiThI F;
2 knapHeTa B, 2 anbToBbIX KiapHeTa F; 4 Tpyos! B, 4 TpoMOOHA; TUTaBPbI
(6 koTnoB, 2 ucnonuutens: I —d, f, a, Il — E, G, B), 2 nipyTa (corpaHoBbIit
" aJIbTOBBII), MaJIbIil GapabaH, Tapesky, 60JIbIIoN 6apabaH, TaM-TaM, aHTUY-
Hble Tapesouku, Kojmokona; poprenuano; I ckpunku (18), I ckpunku (16),
anbThl (14), Buononuenu (12), kourpabdacsr (10). [ToaMmy MOKHO yIIOIOOUTD
SKMBOITMCHBIM TIOJIOTHAM, B KOTOPBIX IIPOCTPAHCTBEHHAsI 6e30pekHOCTh
U TepCIieKTUBHAss MHOTOMEPHOCTD BOILIONIAIOTCS HAPOUMUTO CAep>KaHHbIMU
KOJIOPUCTUUECKUMMU CPeCTBAMU — HECKOIBbKMMU JIOKAIbHBIMU KPaCKaMU,

Bnadumup ®edocees u bopuc Yatikosckuti
®omo: u3 auuHoezo apxusa IOpus A6doxosa
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a TOuHee, MX IPUIYIIMBBIMY B3aMMHBIMM OTpakeHusIMI. IMeHHO CBeTOBast
U aKycTuueckast peiekcst OCHOBHBIX TOHAIbHO-TEMOPOBBIX 3JIEMEHTOB
MaJUTPhI — alter ego MapTUTYpbl YaiiKoBCKOTO. IHTEHCUMBHOCTD MemMOpo8oli
memnepamypbsl i CBeTOBOI HACBIIIIEHHOCTH MTaJIMTPbI HEITPECTAHHO TpaHChOop-
MMPYIOTCS: B TIPOEKIIMY «HA TPAHY TasTHUS U JIbJIa», B IBVDKEHUY OT 3aBOPAKI-
BaIOIINX, «IEOSHBIX» CyMEpeK 3aUlHa K BCEITPOHMKAIONIEMY CBETY ITOCTeTHUX
MTI'HOBEHM KOMITO3UILIK. «Betep CubMpU» akKyMyJIMpyeT MCKaHUS aBTOPA,
HarmpaB/jeHHbIe Ha MpeofoieHN e 3aMKHYThIX KOMITO3ULIMOHHBIX CTPYKTYD,
CBSI3aHHBIX C apXUTEKTOHMUKOM KI1aCCUMYECKO, B TOM YMC/IE U ITPOTPaMMHO
cumbOHMM U CO3AaHMe TIPUHIIUITMATBHO HOBOTO — OMKPbIN020, PA30MKHYMO020
OpKecTpoBOro cuM@oHM3Ma. MHOrOMepHOCTb IPOTPAMMHBIX HaMeHOBaHMIA
KOMIIO3MTOpPa 00YC/I0OB/IeHA JKelaHMeM PaclIMpUTh, a Ha CAaMOM JeJie — Ipe-
OIIOJIeTh KPYT OMHO3HAUHBIX, JIOOOBBIX aCCOIMAlINiA, CTpeM/IeHEM 3areyar-
JIeTh He BHEITHMIT 00pa3 sIBJIeHMS], a eT0 CKPBITYIO CYLITHOCTb. «/Iyx dbiuium, 20e
xouem, U 20J10C €20 CblUULUb, d He 3HAelb, 0MKYda npuxooum u Kyoa yxooum:
maxk Gvleaem co 8csKUM, poxcdeHHsiM om yxa» (UH. 3:8.). B pycckom mepeBofie
eBaHTeJIbCcKoe «JlyX» — myHOBeHMe, JblxaHUe — 3aMeHSIeT «BeTep» U3 rpeve-
CKOTO TIEPBOMCTOYHMKA. BcemmpoHmKaroiiee abixanye JIyxa M 00KUTaIomiz
BeTep CubMpYM — HepasaeabHbIe CMMBOJIbI TI03MbI, COUMHEHNS BO3BbIIIEH-
HOTO M TParnyeckoro OTHIOAb HE B TTATETUUYECKOM, a B PEIUTMO3HOM CMBbICIIE.

CUM®OHUA C APDOH (1993)
[Tpembepa cumdonmum cocrosiach 29 nekabpst 1993 roga B Bonbiom 3aie

MockoBcKO#t KOHcepBaTOpuM Ha decTuBae «Pycckas 3uMar». Bonbimm cum-
(boHMYeCKM OpPKeCTPOM pajuo U TejleBUIeHUs UPVDKUPOBai Biagumup

Iocnedwnss cmpanuya pykonucu napmumypst «Cumgonuu ¢ apgotii»
®omo: u3 uuHozo apxusa IOpus A6doxosa
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denocees, conupoBasia dMuansi MockBUTMHA. [ToceIHSISI OpKeCTPOBast
nmaptutypa YaifKoBCKOIro BOIJIOIIAET — M 9TO OTHIOAb HE COCIaraTesib-
HBbIIi MUICTOPUYECKUI B3IJISIT — BBICOTY UTOTOBBIX, HE TOJIBKO XYIOKECTBEH-
HbBIX, HO MeTapM3nUeCK1X 06001eHUI, I3MOC 0CMbICIEHHO20 NPOWAHUS.
«Cumdonus ¢ apdoii» MeHee BCero MoxeT O6bITh OTHECEHA I10 KaHPO-
BO# TUITOJIOTUM K KOHYEPMHbIM COUYMHEHMSIM [JIsI COJIMPYIONIETO MHCTPY-
MEHTa C OPKeCTPOM. B counHeHUM TpaHCPOPMIUPOBaAH, IIEPEOCMBICJIEH CaM
MPUHIUT PYHKIMOHATbHO-TEMOPOBOTO AOMMUHMUPOBAHMSI, UCKTIOYAIOIA
KaKy0-7T1M60 OHO3HAUHOCTh B COOTHOIIEHUN «IJIABHBIX» U «ITOJTUMHEHHBIX»
3JIEMEHTOB OPKeCTPOBOI MaaUTpPhL. Apda B cuMbOHMM IeICTBUTEIBHO COMA-
pyeT — 00pasHo, memOpo8o, meKCmypHo, niacmuyecku, — HO HUUero ooIero
C IPUBBIYHBIM 3CTPAITHO-BUPTYO3HBIM KOHLIEPTMPOBAHMEM 3TO HE MMeeT.
CocraB opkectpa: 4 ¢ueiitsl (II = anpToBas dmeiira G, III = dueiiTa nuk-
Koo I, IV = dneiita mukkosno II), 4 ro6os, 4 kiapHera B (II = k1apHeT nMuk-
koo II Es, Il = knapuet nukkoso I Es, IV = 6acoBsiit KnapHeT B), 4 ¢arora
(IV = koHTpdarot); 6 BantopH F, 4 Tpy6sI B (Il = Tpyba nmkkoso D), 4 Tpom-
60Ha, TyOa; TMTaBPbI, MaJIblii 6apabaH, Tapeaku, 60ibIIoi 6apabaH; apda;
I ckpuniku (16-18), II ckpunku (14-16), anbTel (12—-14), Buononuenu (10-12),
KoHTpabackl (8—10). ApXUTEKTOHMKA U B 11€JIOM JIEKCMKA COUMHEHMS BOILIO-
aeT abCOMIOTHBIN TPUOPUTET CIMUXOMBOPHO-N0IMUUECKO20 MBIIIJIEHNS.
dopMoBaHMe MOTYMHEHO MJIee CIIOKHOCOCTABHOTO CMM(OHMYECKOTO pas3-
BEpThIBAHMSI, BBIPAKEHHOTO B CKBO3HOM COIIPSIKEHUY 3AMKHYMbIX VI IEKMO-
HUYEeCKU OMKPbIMbIX «OPKECTPOBBIX CTPOd». BHENTHSIS CTPYKTYpa IIMKIIa KaK
6ynTo ObI IpocTa: 3To uayIIKe 6e3 mepepbiBa uetbipe yactu (I — «/IBe mpe-
moaun», I — «Iloamax, III — «Tpu npentogun», IV — «OceHb») u «Ilociecno-
Bue». Ha camoMm Jiesie KOMMO3UIMOHHAS JIOTMKA MapTUTYPbI IIPeICTaBIsIeT

c006071 HACTOSIIYIO ITO3TUYECKYIO 3aTafKy: HeoObIueH caM (aKT COOTHOIIIE-
HUSI hepemeKkanujux opyz 8 opyza, BeCbMa pasiMyHbIX 110 MHEPIIUY TeMOPO-
BOTO JjiIeHus yacTeii. Oco6yi0 MHOTOMEPHOCTb apXUTEKTOHMKE MTPUAAI0T
IBa «mpenoanitHeix» pasaena (I n 1), npocmparncmeento 06semarouwux
XPOHOC BKJTIOUEHHBIX B HUX «MUKpOKOMITO3uInit». Hecayuaitno «Cumdo-
Hus ¢ apdoii» 6bpl71a Ha3BaHa ITPOLIATbHBIM OITyCOM. ABTOLIMTATHI (DOPTENM-
QHHBIX MMHMATIOP, COUMHEHHBbIX YaliKOBCKMUM B JieTcTBe (I19Th mpenoanii
nJist dopTenmaHo, co3maHHbie B 1937 romy), BOCKpeIaTcsl B TapTUType
He B IIPUBBIYHOM PETPOCIIEKTUBHOM IUJIaHE, a KaK CBOEro pona npopouecmea
0 muHysuiem. O TOM, YTO KOMITO3UTOP OCO3HAHHO MPOILIAeTCS U TbITAETCS
BbIPa3UTh HEM3OEXKHYIO [IJIS YXOSIIEro YeioBeKa «TOCKY pa3beMHeHbs»,
0COOEHHO SIPKO CBUAETENbCTBYET 4-51 UacTh — «OCeHb», B KOTOPOJi CJIOBHO
KOHJIEHCUPYeTCSI TeMOPOBO-IIPOCTPAHCTBEHHOE JIJIeHMe Bcero Imkia. dop-
TenMaHHbIE TTbEChI, MCIIOJIb3yeMble B COUMHEHUM, — 3TO HE aBTOLUTATHI
B 00IIETPUHSITOM CMbIC/Ie. My3bIKa, SIBJIeHHAsI TeHMAJbHOMY pPeOeHKY KaK
MauHCcmeeHH il 3aeen, BO3POKIAETCS YXOOSIIUMM MacTepOM B MeTaopKe-
CTPOBOM M3MepeHUN. YaliKkOBCKOMY He MPUXOAUTCS KaK-TO CIIKUBATD
VIV CKPBIBATh IPAHM «JIETCKOTO» U «B3POCJIOTO», TEM O0JjIee UTO B €r0 paH-
HMX OMyCax MPUCYTCTBYET peJikoe U AJ1s1 3peJiOoro Xy OXKHMKA TTO3TUUECKOoe
caMocCTOosiHMe. Bo BceM, UTO KacaeTcs S13bIKa, CTUJIS, SCTeTUKM, YaliKOBCKUIA
BOIIIeJT B My3bIKY OU€Hb PAHO U «BJIACTh MMeIOIIMM». HeT HMYero cTpaHHOTO
B TOM, UTO JJIsI CBOErO MPOIIAHNSI OH BIOVPAET «IIepBble CJIOBA» U3 CBO-
€ro My3bIKaJbHOTO 1 MeTadu3nueckoro cjiopaps. ECTb oueHb BaxkHasi, Kak
MIpeCTaBIISIETCS, IPUUMHA U B BIOOpE INIABHOTO MemMOp08020 CUMBO0JIA CUM-
dboHum, 6aromapst KOTOPOMY OCYIIECTBIISIETCS €[IBa JI He ObITUITHOE ITPeod-
pakeHMe JeTCKUX 06pa30B. 3ByuaHue apdbl TpaHCLIEHAMPYET, OCSI3aTeTbHO
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pacuipsiet ¢popTenmaHHble TepBo0OPa3bl, C8513b16as 0€0UHO MUHYBUIEE,
Hacmosujee u 6ydywee. [IparolieHHO YaCcThI0 TYXOBHOM kK13HY YaitKOBCKOTO
6bLIa MaMSITh O POAUTENSIX. My3bIKaTbHO-TIO3TUYECKOE OJIUIIeTBOPEHYE
CyabObI OTIIa KOMITO3UTOPA OTPAsKEHO B TIO3TUKE U TeKTOHVKE CKPUITMYHOTO
KOHIIepTa. [J1aBHbII TeMOPOBbIit epcoHask «Cumbonnu ¢ apdoii», TymaeTcs,
OJIlyXOTBOPEH «IIOPTPeTHbIM» 06pa3oM MaTepu. [0TOBS MepBYIO CTYAUIHYIO
3anuch «Cumdonun c apdoii» ¢ iBanom Hukudopunubim 1 MITACO, Mbl
06GHapYKMIN HECKOJBKO BeCbMa CyLeCTBEeHHbIX HECOOTBETCTBUIT MEXIY
MU3[aHHOJ I10CIe CMepTY KOMIIO3UTOPa apTUTYPOJ ¥ OKOHYATEIbHbIM
BapMaHTOM aBTOPCKOJ pYKOIMCH. VIcipaB/ieHbl TakK)Ke HeTOUHOCTH, OTpa-
JKeHHbIe B TPAHC/ISALMOHHO 3aM1cy IIpeMbepHOro ucrnonHenus. [1o cyrty,
IpefcTaBIeHHas 3anMCh SIBJISETCS IIePBbIM ayTEHTUYHBIM [IPOUYTEHVEM
nmpoiaabHoro onyca bopuca YaiikoBckoro.

VBEPTIOPA K OIIEPE «3BE3JJA» (1949)

OpHO 13 mepBbIX KPYNHBIX COUMHeHMUI bopuca YalikoBCKOTo — orepa
«3Be3na» mo moBecTu dMMaHymina KazakeBuua Ha mubpeTTo moata laBuna
Camoiuiosa. Bripouem, TeaTpaabHOI IApTUTYPE, IIPeACTaBIeHHO B KauecTBe
IUIJIOMHOJ paboTbl B MOCKOBCKOJ KOHCcepBaTopuu B 1949 ropy u pasrpom-
JeHHO¥ Hapsiny ¢ counHenusimu lllocrakoBuya, [IpokodpeBa 1 MsICKOBCKOTO
(mocrie MpecoBYTOrO MpaBUTENbCTBEHHOTO [locTaHOBIEHMST), IPeIIeCTBO-
BaJI0 HamcaHue macitabHoit [TepBoit cumbonum (1947), Takke roaBepr-
LIeics skecTovaniieMy oCTpaku3My. «Pa3roBoputb» YaiikoBCKOIO Ha TeMy
ero KOHCepPBATOPCKOTO AUTIIIOMa 6b17I0 HermpocTo. O IMYHBIX 00M1aX OH
HMKOTIA He TOBOPWJI, HO XOPOIIIO TOMHMJI, KaK MT030PHO 0GOIIINUCH C €r0

HacTaBHMKaMU. BbUTO 6bI KpajiHe OMMOOYHBIM CUMTATh €AMHCTBEHHOE
omnepHoe counHeHne bopuca YaitlkoBCKOro OCHOBaHMEM €ro OPKeCTPOBOTO
(u mMpe — My3bIKAJIBHOTO) MUpo3aaHus. HarpoTuB, BceM CBOMM TBOpYE-
CTBOM OH IO TBEPAVIT UCKTIOUUTETBHO CUMPOHUUECKYI0 — B CBOEM pOfie adco-
JIOMHYI — HEe3aBUCUMOCTD OT «KKOHTEKCTHBIX OOCTOSITENIbCTBY, B KOTOPBIX
Pa3BUBAJICS OTEUECTBEHHDI MY3bIKAJIbHBIN TeaTp BTOPOi MOMOBMHBI XX BeKa.
Kapsu CypeHoBMY XauaTypsiH paccKasbIBal MHe, Kak B Kyiacce MsSICKOBCKOTO
CTaJI CBUJIETE/IEM TIEPBOTO aBTOPCKOTO ITOKa3a «3Be3bl»: «...Tam Oblnd 80C-
xumumensHas Yeepmiwpa — apxas, ynpyzas. Mackoeckuti u Iletiko, komopuvie
emecme 3aHUMANUCh CO cmydeHmamu, ObLiu 04eHb 8000yulesneHbl. MscKo8CKuUL
nonpocul MeHs npueaacums 8 kaacc O6opuHa, KOMopwlii 3AHUMATICS IMAHOM
Huce. Kons Iletiko nossan ewe k020-mo... bopuc colepan HeCKObKO ppazmeH-
mos. O6opuH 6bl11 8 B0cmopze, npuses 60NbULYI0 2pYNNY C80UX YueHUK08. K KoHyy
nokasa Kaacc 6ui1 nepenoniHeH 8030yxoeHHbIMU cnywamenamu. ITpekpacHoe
Jaubpemmo Hanucan [Jasud Camoiinos, c komopwsim Bopuc 0bL1 OpyHceH 8CHO HU3HD,
¢ oHblx 1em. TTopa3un meHs mozoa u 8vl6op ctoxcema. /la, eotina. Ho ckonvko
X00Y/1bHO020, (hansuiu6020, niakamuozo 0sL10 Ha amy memy! A nogsecms Kasaxke-
8UYA B0CNPUHUMAJIACH KAK 2/10MOK 4ucmozo 8030yxa. Tam 6vLna npasda. Iletiko
Hanucan 6ecmsauwjuii 0ms3ul8 Ha onepy U Ha IK3ameHe CXIeCMHYCS ¢ “Kpumu-
kamu”. OcobeHHO ¢ Yynaxku u kakum-mo ewje “ucmopukom’. ... bopuc kak 0ot
“noxopoxun” amy dusHy0 mMy3viKy Ha decsmunemus u Hukoz0a 6osbule He NOKda-
3bl68aJ1 U3 Hee HU KYcouKa, Xoms MHozue e20 hpocunu. Ho obujee ouyyujerue
CUIBL U YUCmomel 51 He ympamuJi u cnycms noagekal..» B apxuse Hukomnas
[Teiiko COXpaHWIICSI YePHOBUK €ro pelleH3uN Ha orepy «3Be3aa». OT3bIB 3TOT
TOTOBMJICSI TIO ITPOChOe MSICKOBCKOTO, TOHMMABIIET0, YTO Ha JUTVIOMHOM
3K3aMeHe OyzeT HerrpocTo. BoT Te3uchl perieH3un I1eiiko: «...SIpkuti croxem,
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8eJIuKoJIenHoe ubpemmo; UueabHOCMe AUMepamypHo-opamamuieckoti 0CHO8bI
U MY3bIKAJIbHO20 80NJIOWEHUS; COObIMULIHASL HACHIUEHHOCb; OUHAMUUHOCMb
opmbl u opkecmpo8oli Opamamypauu; #ueoti memamusm u HeopOUHApPHbLL
MOHAJIbHBIT NAH, COOM8emcmayuwjue CUMGBOHUUECKUM NPUHYUNAM pA38UMUSL;
KOHYEepmMHO-CUM@OHUUECKAsl 3BHAUUMOCMb Y8epmiopsl, KOmopasl 8noJiHe npe-
meHdyem Ha camocmosmesibHyio cyow0y 8 opkecmposoti npakmuke». OpKecTp
VBepTIOpbl BeCbMa acKeTuueH I10 KOJIOpUCTUUYecKoii manutpe. CounHeHne
COIEP>KUT IIeJIbIi Kackaj, CBOe0Opa3HbIX «TeM-ABVKeHUIT». IHTOHALIMOH-
HOe cBoeoOpasye 1 Jaske 5MO1eMaTUUYHOCTb OOIbIIMHCTBA MEJIOANYECKUX
00pa30B CJIOBHO BhIPACTAET M3 TOYHO HAMIEHHOTIO KMHEeTUYECKOTO OIIYIIe-
HYs. OTCYTCTBME KaKMX-TMOO0 «CBSI3YIOMIMX ITyCTOT», CTOIb CBOVICTBEHHBIX
MHOT'MM TeaTpajbHbIM IIaPTUTypPaM, AeJ1al0T pa3BUTHE CTPEMUTEIbHBIM
(BHe 3aBUCUMMOCTY OT METPOHOMMUYECKNX BesIM4MH). C TTepBbIX MUMITY/IbCOB
U 00 KOHIIA IBVOKEeHMe IIPOHM3bIBAETCS € IMHbIM HEPBOM ; BBICOKMIA, HAIIPSI-
’KeHHbBII TOHYC BOCIIPUSITHS He 0c/labeBaeT HM Ha MTHOBeHMe. B HacTosIee
BpeMs1 HoTorpaduyeckuii MaTepuas orepsl MOAPOOHO VCCIeAYeTCs, TOCIe
Yyero CTaHeT BO3MOKHBIM ITepBOe MCIIOTHEHME BCero 3aBepiieHHOr0 KOM-
no3uTopom Matepuasna. Ho, Kak BepHo 3aMeTu I1eiiko, YBepTiopa K orepe
«3Be3/1a» MMeeT CaMOCTOSITe/TbHOE XYA0KeCTBEHHOEe 3HaUeH/e KaKk SIBJIeH/e
BBICOKOTO, 1aJIeKOTO OT AUJAAKTUUYECKUX 3a[4a4 MCKYCCTBA.

MOCKOBCKUI TOCyZapCTBEeHHbIN aKageMuyecKui cumboHUIeCcKuit
oprectp (MI'ACO) ocHOBaH B 1943 roay 1 SIBJISIETCS OGHUM U3 CTApEMIIUX
cuMbOoHMYeCKUX opKecTpoB Poccun. [TepBbIM INIaBHBIM IUPVSKEPOM KOJUIEK-
TUBa cTaa gupyuskep bonbioro Teatpa, Hapoausiii aptuct CCCP Jles llTeiiH-
6epr. 3aTeM pykoBoacTBo MI'ACO ocyliecTBIsI/IOCh TAKMMM BbIIAIOIIMMMACS

My3bIKaHTaMM, Kak Jleounn Xymoineit (1945-1948), Hukomnait AHocoB (1948-
1951), Bukrop CmupHOB (1951-1953), Jleo I'mu36ypr (1953-1955), Muxann
Tapuas (1955-1960), Beponuka Iynaposa (1960-1989), ITaBen Korau (1989-
2022). OguH n3 Begymux cuMGOHNYECKUX OPKECTPOB CTpaHbl U3BECTEH
B MIePBYIO ouepedb UCIIOTHEHMSIMU PYCCKOM 1 COBETCKOI KJIACCUKU, B TOM
yycie mpeMbepamu courHeHmit [IpokodbeBa, MsickoBckoro, llloctakoBuua,
['nmuspa. BUSMTHOI KapTOYKOi OpKecTpa CTaiu rpaHAMOo3Hble MOHOTpaduye-
CKMe LIVKJIbI IIOJTHBIX COOpaHmii cuMGOHMYECKUX couMHeHmnit Bpamca, bet-
XOBeHa, lllybepra, lllymana, P.IlITpayca, MenaenbcoHa, Manepa, bpykuepa,
Cubennyca, JIBopskaka, YaiitkoBckoro, [masyHoBa, PaxmanmHoBa, [Ipoko-
dreBa, lllocrakoBnua, CkpsiouHa, bepnmosa, [le6ioccu, Paens. C 14 aBrycra
2024 roma XymokeCTBeHHBIM PyKOBoAMTe/TeM MOCKOBCKOIO rOCyIapCTBEHHOTO
aKkaieMmnueckoro cuMpoHNIecKoro opkecrtpa siBisietcs: isan HukmugopunH.

ViBan Hukudopumn (p. 1995) npmHagIeKUT K UMCTy Hanbosee M3BECTHBIX
U SIPKUX OTIePHO-CUM(OHMUECKMX TVPVKEPOB Poccyy HOBOTO TIOKOTeHMST. AKa-
IeMJecKoe My3bIKaJIbHOe 00pa3oBaHye moayIn B MOCKOBCKOJ KOHCepBa-
Topuu uMmeHu [1. . YalikoBCKOTO 1 acTiMpaHType (aCCUCTEHTYpe-CTaKUPOBKE)
MOCKOBCKO# KOHCEPBATOPMY T10 KJIACCaM KOMTIO3UIINMA, OPKECTPOBKM U OTIEPHO-
cMQOHNIECKOTO IUPYsKUpoBaHus y podeccopoB IOpust AGmokoBa 1 Banepus
IMonsinckoro. OcHOBaTe b, XYI0KECTBEHHbBIN PYKOBOJIUTEIb U IJIABHBIN IUPU-
kep cuM@OHMYECKO Karesubl «AKageMust Pycckoit Mysbiku». B ceHTSIOpe
2019 roga HarpaskaeH MexxayHapoaHoi npemueit umenu boprca YaitkoBCKoro,
YUpeXIeHHOJ KPYITHeIIMMH MpeiCTaBUTENIMU MUPOBOTO MY3bIKaJIbHOTO
uckycctBa (MctucnaB PocrponioBuy, Pynonbd Bapiait, Bukrop ITnkaiizeH,
KapsH XauaTypsiH 1 Ip.) 3a BbIIAIOLIMeCS MHTePIIPeTaluu PyCcCKOi OpKeCTPOBOM
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MYy3bIKM XX CTONETHS. 3HAUUTEIbHBI 0011[eCTBEHHO-MY3bIKaIbHbIV PE30HAHC
TTOJTyuM/IM aboHeMeHTHbIE IMKIIbI HukudopumHa «Benykue cTpaHuIIbI pyc-
cKoii My3bIKM XIX-XXI BeKOB» B MOCKOBCKOM MEXAYHApPOAHOM JloMe MY3bIKU
1 MOCKOBCKO#1 KOHCepBaTopuu. MacTepCTBO AupMKepa Moayunuio MexXayHa-
POIIHOE TIpU3HaHMe 6y1aroaps BHIMYCKY KOMITIAKT-IMCKOB C YHUKAIbHBIMU
MOHOrpaduYecKuMy ITporpaMmaMu JJj1s1 3BYKO3aIChIBaloleit KoOMITaHUMI
«Toccata-Classics — London». 3amucu, ocymiectBieHHble HukmdopunHbIM,
BKJTIOUAIOT B Ce6sI IIepBYI0 MUPOBYIO aHTOJIOTMIO XOPOBO MYy3bIKM AHATONS
JIaoBa 1 mpeMbepHOe UCTIOJTHEeHME BCeX KaMEPHO-OPKECTPOBbIX COUMHEHMIA
T'epmana l'abiHmHa. O6a aMCKa OTMeUeHbl aBTOPUTETHBIMM MEKIYHAPOIHBIMU
Harpamamu Music Web International, a Takske ICMA (International Classical
Music Awards). B Poccyy KOMITaKT-IMCKM CTa/IM ITobeauTensMmy MexxayHapom -
HOW ipeMun «UncTsiit 3ByK» (2021). OcyimecTBmI IiepBblie MUPOBbIE 3aITUCU
cumbonmyeckux maptutyp bopuca YaiikoBckoro, MeunciaBa BaitH6epra,
Hwuxonas Ilejiko, FOpust A6mokoBa. BaskHOIT BeX0i1 B TBOpUeCKoi 6morpadumn
MBana Hukndopumua crasna mobema Ha I MeskmyHapOIHOM KOHKYpCe TMaHM-
CTOB, KOMITO3UTOPOB U AVPIOKepoB uMenn Ceprest BacuibeBuya PaxmaHnHOBa
B 2022 rony. CtaB obnagarenem CepeGpstHOM Menan, My3bIKaHT 3aBOEBaJI CUM-
TIATUY JII0OMTEel My3bIKM M CITIELIMA/IVICTOB, BBICTYTIAs TPAKTUUECKY CO BCEMMU
KpymHenmmuMy cuM@oHMYeCKMMY OpKecTpaMy CTpaHbl. [Iupykep aKTUBHO
COTpyIHMYAET ¢ MeskIyHapOgHOI TBOpUYECKOoil MacTepckoil FOpust A6mokoBa
Terra Musica (Poccus — T'epmannst — Vtanus), locynapcTBeHHbIM CUMGOHU-
YyeckuM opkectpom Poccuu nmenu EBrenns CBeT/iaHOBa, HaliMOHaIbHBIM
bunapmonmueckum opkectpom Poccun, bBonbiimm cuMbOHUYECKUM OpKe-
crpom umenu I1. 1. YaitkoBckoro, locymapcTBeHHO akaieMuueckoi cumdo-
HUYECKOM Karesio Poccun, opkectpamu bosbiioro u MapuuHCKOro TeaTpoB,

Hean Huxkugopuun
@omo: KceHuss Ocmpukosa
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MAMT umenu K. C. Cranucnasckoro u B.U. Hemuposuua-JlanueHko, Poccuii-
CKMM HalMOHA/IbHBIM OpkecTpoM. B 2024 rony Bo3raBmia MOCKOBCKUI rocyap-
CTBEHHbII akajemMuueckuit cumdonnuecknii oprectp. C 2025 roga — rimaBHbI
TIpUTTIAIIeHHbIN Aupykep cuMbOHMUECKOro opKecTpa Hiskeropoackoit rocy-
IapCTBEHHOI akafeMudeckoi hunapmoHmm umenu McruciaBa PocTpornoBuya.
BricTyIaeT ¢ Beaymmmm OTeueCTBEHHbIMM COMUcTaMu: JleHncom MaliyeBbiM,
Huxonaem Jlyranckum, Bagumom Penimubim. B 2025 rogy ViBan Hukugopunn
HarpakaeH [Ipemueii [Ipesugenta Poccuiickoi @epepatiym 1711 MOIOABIX esi-
TeJel KyJIbTyPbI.

Banepust BomenunkoBa — apduCcTKa, apTMCTKa opkecTpa bosbiioro Tea-
Tpa. OKoHUMIa Poccniickyro akageMuio My3bIKM MMeHM ['HeCHMHBIX M0 KJIacCy
npodeccopa Muibabl Arazapstt. Jlaypeat MeskayHapOIHOTO KOHKYpCa MCITON-
Huteneit Giovanni Talenti (2001, Utanus), I[I MeskgyHapOgHOTO KOHKYypca
apdmucros B Yanbce (I mpemust, 2010), I1I MexxagyHapomHOTo KOHKypca apdu-
ctoB B Yanbce (I mpemus, 2014), X MesxayHapomgHOTO apdhOBOT0 KOHKYypCa
B CIIIA (2016, BrymunrToH). B 2016 romy crana naypeatom Il Bcepoccnii-
CKOT'0 MY3bIKQJILHOTO KOHKYpcCa. YUaCTHUK MeXIyHapOoHOV TeTHE aka-
nemun HarpMasters (1lIBeiitiapusi), rae cTaxkupoBanach y M3abens [TeppeH,
Cxkaiunel Kanra, Kapon MaknadanH, Mapsel I'astaccu ¥ IpyTuxX M3BeCTHBIX
MYy3bIKaHTOB. COBEpPILIEHCTBOBAIA MACTEPCTBO IO, PYKOBOACTBOM V3a6esibI
MopeTTu B pamKax npoekra «Akagemusi Camac». Kak conmcTka akTUBHO
KOHIIepTUpyeT B Poccum u 3a pyoeskoM. COTpyIHMYAET C BEAYIIMMM OpKe-
CTPOBBIMM KOJIIEKTUBAMU U AUPMsKepaMi. Y4aCcTHUK MOCKOBCKUX MeXIY-
HapomHbIX apdoBbix dhectuBaeit (2000-2019). CTuneHauaT MporpamMmmMbl
«HoBble umeHa» (Poccuiickuit @OH, KyJIbTYPHI).

Banepus BoujeHHUK08a
domo: Smune Mameees




BORIS TCHAIKOVSKY

DISCOVERIES
AND REVELATIONS

Firma Melodiya, the legendary Moscow State Academic Symphony Orchestra
led by Ivan Nikiforchin, and Yuri Abdokov’s International Creative Workshop
Terra Musica (Russia — Germany — Italy) have prepared unique concert and
phonographic programs dedicated to the 100" anniversary of the birth of Boris
Tchaikovsky. One of them is featured on this album. Together with the generally
recognized masterpieces of symphonic music from the 20™ century (the poem for
orchestra The Wind of Siberia and the Symphony with Harp) and the first world
recordings of the composer’s debut orchestral works, it also includes a number
of works that are unknown not only to the general public, but also to experts. We
are referring to the symphonic work The Procession, which was performed only
once during the composer’s lifetime, at a student concert at the Grand Hall of
the Moscow Conservatory in 1946. Additionally, it is the never-before-recorded
overture to the opera The Star, which was the composer’s diploma work at the
Moscow Conservatory and banned along with works by some of the leading
Russian composers during an anti-formalistic campaign. The program covers
the entire life and creative journey of Boris Tchaikovsky, with discoveries and
revelations closely intertwined.

Boris Tchaikovsky
Photo from the Yuri Abdokov’s personal archive
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Yuri Abdokov
BORIS TCHAIKOVSKY — DISCOVERIES AND REVELATIONS

Boris Alexandrovich Tchaikovsky (1925-1996) was a prominent figure in the
world musical culture of the 20™ century. His significance is not based on popular
polls, rankings, or references to changing public opinion. Instead, it is manifested
in the amazing purity, the composer’s creative and human freedom, which is so
rare for modern times, as he defined the highest criteria of artistic perfection
and professional honor for several decades.

Boris Tchaikovsky was a natural Muscovite. He was born into an educated
family. The extraordinary musical talent manifested itself at an early age. Before
systematic studies at the Gnessins School, Boris Tchaikovsky’s artistic education
was supervised by Nikolai Slavin. It was this very person (repressed in May
1933 and disappeared without a trace) who first noticed the boy’s phenomenal
abilities and predicted his future as a great artist. Tchaikovsky, earlier than usual,
entered the Gnessins School, where his mentors were Elena Gnessina, Alexandra
Golovina, and the legendary Evgeny Messner. Karen Khachaturian, who was
a classmate of Tchaikovsky in the composition class for gifted children at the
Gnessins School and later in the conservatory’s composition and orchestration
classes, recalled: “Boris was never a typical schoolboy. In general, he did not
need to be taught or taken care of in any way, whether at school, college,
or conservatory. He surprised his teachers with his unchildlike seriousness,
fantastic punctuality, internal organization, and incredible freedom of thought...
From an early age, he had a peculiar worldview of his own. I don’t mean the
arrogance or haughtiness of a brilliant prodigy (he was certainly a genius!), but

a rare independence of artistic expression. Even his appearance didn’t quite fit
in with the children’s and youthful environment — the mark of thought and
reflection on his face, a kind of detachment, introspection... It seemed to me,
Slava [Mstislav] Rostropovich, Shurik [Alexander] Chugayev, and later German
Galynin that he was decades ahead of us in terms of professional development!
The venerable teachers adored Boris and greatly valued his immense talent.
After Boris mastered the sonata form, Evgeny Messner addressed him, then
a boy ‘in short pants,” exclusively by his first name and patronymic. Boris felt
a little embarrassed, but we were proud of him... Not only his mentors/composers
but also prominent musicologists, such as Andrei Mutli and Igor Sposobin,
considered him their favorite student. The remarkable and aristocratic Mutli
took him to the house of his friend, writer Mikhail Prishvin, and introduced him
as a unique person. He remained this way until the end of his life. His piano
pieces composed at the age of ten were masterpieces of skill and a real miracle,
along with everything he created in his later years...”

Boris Tchaikovsky enrolled in the Moscow Conservatory at the age of sixteen.
He was mentored there by Vissarion Shebalin, Dmitri Shostakovich, Nikolai
Myaskovsky (composition), and Lev Oborin (piano). The war, the early death
of his father, the sad events that occurred in the country’s cultural life in the
late 1940s, and the expulsion of Shostakovich from the conservatory — who
considered his student a natural genius and an accomplished artist — all of
these tempered the character of the young musician. Karen Khachaturian, in
his later years, said of Tchaikovsky: “He was hard as rock, with his unbending
principles and conscience...”

There is nothing particularly adventurous or sensational about the biography
of Boris Tchaikovsky. “Well, it depends how you look at it,” a skeptic might argue,
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recalling Tchaikovsky’s student Symphony No. 1 being wiped out a year before
the infamous “historical decision” and the ban on performing his diploma work
(The Star, an opera with a libretto by David Samoilov) after the events of 1948.
The resounding success of Tchaikovsky’s mature scores in Europe and America,
his forced parting from the best interpreters of his works (Kondrashin, Barshai,
Rostropovich), and his unparalleled late arrival as a living classic in academic
pedagogy — all add layers to his story. But that is the point: Tchaikovsky left no
room for ambiguity — moral and aesthetic — in the assessment what is considered
to be the biography of an artist. He knew how to stay in the shadow of his own
works, each of which was an integral part of his destiny. Despite the risk of being
seen as a rebel, Tchaikovsky, perhaps the only one among the leading Russian
musicians of the 20™ century, stubbornly refused to have biographies written about
him while he was alive. And he preferred not to talk much about his compositions.
Once, he remarked: “I don’t completely reject the value of authors’ words about
their work. After all, it’s interesting! Although I don’t like it. Talking about your
music is like talking about yourself. Sometimes things look so advantageous in
words, but then you listen — and there’s nothing there, only words remain...”
Some people believed that the composer’s unusual solitude was a reflection of
his spiritual nobility, while others saw it as a strange eccentricity of a genius.
For several decades, the composer, who was at the heart of musical events in the
country, avoided public life and deliberately kept away from the hustle and bustle
of the bohemian lifestyle. His credo was one of freedom and solitude.

After graduating from the conservatory, Boris Tchaikovsky dedicated himself
entirely to composing. His first major work, the Cello Concerto (1964), was
dedicated to Mstislav Rostropovich and became a landmark event in the country’s
musical life. The Symphony No. 2 was awarded the USSR State Prize, and the

Theme and Eight Variations were commissioned by the Dresden Staatskapelle.
Other notable works include the orchestral poems The Juvenile and The Wind of
Siberia, Sevastopol Symphony, as well as the violin and piano concertos, Music for
Orchestra, and Symphony with Harp. These compositions not only demonstrate
great artistic skill, but also represent astonishing flights of human spirit during
the era of the “furious world.”

Boris Tchaikovsky did not aim to break the foundations of the living language,
but rather, in each piece, he expanded and overcame the boundaries of what
is possible, using an ascetic trademark set of primordial artistic means. Boris
Tchaikovsky’s Chamber Symphony, Six Etudes for Strings and Organ, Four
Preludes for Chamber Orchestra, the cantata Signs of the Zodiac, as well as
all chamber-instrumental and chamber-vocal ensembles realize truly meta-
orchestral, symphonic possibilities.

A precious part of the composer’s creative heritage and the musical culture
of Russia in its national dimension is his film music. Motion pictures, such
as Seryozha by Georgy Daneliya, Burn, Burn, My Star by Alexander Mitta,
The Marriage of Balzaminov by Konstantin Voinov, Aibolit-66 by Rolan Bykov,
French Lessons and The Adolescent by Yevgeny Tashkov, as well as the delightful
“radio fairy tales” created in collaboration with David Samoilov, would lose
their soul and be almost deconstructed without the musical images of Boris
Tchaikovsky. This fact was recognized by the great directors who invited one
of the finest symphonists of the century to collaborate on their projects in
cinema and theater.

The musical language of Boris Tchaikovsky is a form of poetic cryptography
in which the pictorial principle is never reduced to mere visual effects, and
poetry is never trivialized to empty words expressed through extraordinary
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means. Refined aesthetics and dazzling virtuosity of writing are a natural way
of expressing a crystal-clear ethos.

“Artistic creativity is the creation of a world, too,” said Eugéne Ionescu.
“Mutatis mutandis (the necessary changes having been made), there is
a similarity...” Indeed, what distinguishes a great artist is that all his works
form a holistic universe, and as you delve into it, you submit to the poetic order
that acts in it. The featured collection of recordings of Boris Tchaikovsky’s works
provides an opportunity to enter a world that “asks nothing of the century,” yet
is always ahead of its time and gives hope...

THE PROCESSION (1946)

The composer’s symphonic debut took place on December 19, 1946, at the Grand
Hall of the Moscow Conservatory. The student orchestra conducted by Yuri
Timofeyev performed The Procession for grand symphony orchestra written
by the composer several months earlier. Vissarion Shebalin insisted that this
youthful opus be included in the program of the symphonic recital. After the
concert, he introduced Boris Tchaikovsky to Sergei Prokofiev, who came especially
to meet the young composers. He warmly congratulated his young colleague
in front of his astonished friends (German Galynin, Karen Khachaturian, and
Alexander Chugayev). Tchaikovsky always remembered the attention shown to
him by Prokofiev, as his early scores very soon fell under the steamroller of the
ideological machine. The music of the world-famous composer also suffered the
same fate. Incidentally, in March 1953, Tchaikovsky was among a handful of brave
ones who accompanied Prokofiev on his last journey. Although it is inexplicable,

Boris Tchaikovsky, a student of the Moscow Conservatory
Photo from the Yuri Abdokov’s personal archive
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many people who mentioned The Procession in references and biographies did
not ask themselves about the fate of the master’s earliest orchestral work. The
composer’s handwritten musical archive, which was transferred to the Russian
State Archive of Literature and Art after his death, did not contain either an
autograph of The Procession or a copy of it. Tchaikovsky, of course, knew where the
“lost” work could be found, but he made no effort to find and publish it during his
lifetime. I began my search for musical material from the archives of the Moscow
Conservatory Library, not really hoping for success. But it was there, in excellent
condition and carefully glued and bound, that the manuscript containing the
conductor Timofeyev’s notes had been stored since the mid-1940s. During the
composer’s lifetime, The Procession was performed only once, at the premiere
at the Grand Hall of the Moscow Conservatory. Despite the apparent traditional
nature of the orchestral lineup used in the work (piccolo flute, 2 flutes, 2 oboes, 2
B clarinets, 2 bassoons; 4 F horns, 3 B trumpets, 3 trombones, and a tuba; bells,
cymbals, triangle, snare drum; harp, piano; 1% violin, 2" violin, violas, cellos,
double basses), it cannot be called subordinate to a formalized scheme. This can
be seen from the very first bars, where the foundation of the color is projected by
a sonorous, as if sparkling combination of piano and harp, and the ration between
the high-frequency and bass blocks exceeds traditional standards of acoustic
balance. Starting with the Cello Concerto, each of Tchaikovsky’s new scores is
based on a unique combination of orchestral instruments that is not found in = |
any other piece. The very principle of forming the composition reflects, first of : damaudnield, = S = 3
all, Tchaikovsky’s search for poetically unique means to realize an extraordinary e : ' :
idea. The etymology of the genre underlying Tchaikovsky’s first orchestral score
is not as simple as it might seem at first glance. The idea of motion organized as
a series of steps of varying amplitude is relevant for the composer’s orchestral

The first page of the manuscript of the score of The Procession for symphony orchestra
Photo from the Yuri Abdokov’s personal archive
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and chamber-ensemble music throughout his entire artistic career. It is enough
to recall the “hymnal procession” in the finale of the Fantasy on Russian Folk
Themes, the “March Motifs” from the Chamber Symphony, the “rapid procession”
in the finale of Symphony No. 2, the images of the “Distant Road” from Music for
Orchestra, the march bits in music for theatrical productions and films, not to
mention the brass marches composed specially for the military orchestra. In this
youthful score, images of the solemn and the lyrical, the festive and the intimate
are blended in a bizarre way. At the same time, The Procession least of all resembles
a ceremonial cavalcade or a mass cortége in the spirit of the processions of the
Blue Blouses at their trade union demonstrations of the post-revolutionary era.
There is nothing masquerade-, circus-, or carnival-like about The Procession, nor
does it go back to the poetics of the medieval auto-da-fé or the German Fackelziige.
Instead, there is a feeling of exalted impulse, soaring, and a sense of rapture that is
characteristic only of youth and its promises of a whole life ahead. The Procession
is the composer’s sunniest work. Various luminescent and even transcendental
hypostases of light in Tchaikovsky’s timbre and orchestral poetics are of primary
significance, never being considered as mere embellishment. Light appears in
Tchaikovsky’s first youthful score not as something difficult to acquire, like in
Dostoevsky’s novels, but as a force that acts a priori.

THE WIND OF SIBERIA (1984)

Completed in 1984, the poem The Wind of Siberia is one of the pillars of Boris
Tchaikovsky’s orchestral universe. The premiere of the work took place on
May 13, 1984, at the Grand Hall of the Moscow Conservatory, with the Grand
Symphony Orchestra of Central Television and All-Union Radio conducted by

Vladimir Fedoseyev, who was the dedicatee of the score. In the work, which
lasts about sixteen minutes, formal timing is a conventional value, with spatial
feeling dominating time. Some critics believe that the role of the pictorial
plan in the poem is reduced to a minimum, forgetting that painting and decor,
painting and ornamentalism, painting and illustration are not the same thing.
On the contrary, it is precisely in the realm of orchestral painting and the open,
structurally seemingly disengaged spatial formation inclusively connected
with it that the mysterious appearance of the orchestral masterpiece shows,
embracing, as in the case of the Sevastopol Symphony, images of the visible and
the invisible, the personal and the pre-personal. An important pictorial property
of The Wind of Siberia is the unique unity of the coloristic tone of the orchestral
palette. To convey the pictorial concept, it is not the poly-timbral multi-color as
such that is chosen, but rather the conjugation of four seemingly contrasting,
yet four harmonious timbre groups that resonate with each other. This is
achieved in a way that makes the polar coloristic dimensions appear related.
The orchestra consists of 2 Flauti grandi, 2 Flauti contralti (G), 2 Clarinetti (B),
2 Clarinetti contralti (F); 4 Trombe (B), 4 Tromboni; 6 Timpani (Esecutore I —
d, f, a, Esecutore II — E, G, B), 2 Ferri (soprano, alto), Tamburo, Piatti, Cassa,
Tam-tam, Crotali, Campane; Piano; Violini I (18), Violini II (16), Viole (14),
Violoncelli (12), Contrabassi (10). The poem can be compared to paintings in
which spatial infinity and multidimensional perspective are achieved through
the deliberate use of restrained coloristic means — several local colors, or rather,
their bizarre mutual reflections. It is the light and acoustic reflection of the main
tonal-timbral elements of the palette that are the alter ego of Tchaikovsky’s
score. The intensity of the timbre temperature and the light saturation of the
palette is constantly changing: in projections “on the verge of melting and ice,”
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E = ) &': ( %C Fér:&u%,ss ) in the motion from the mesmerizing, “icy” twilight of the beginning to the all-
e : == 4 pervading light of the last moments of the piece. The Wind of Siberia accumulates
‘A A T 4 7 the composer’s searches aimed at overcoming closed compositional structures
25 = u’.- g - = ;:T——ﬂ@—h : S associated w?th the classical architectonics, including.the program symphony

: Py = = — and at creating a fundamentally new — open and disengaged — orchestral

TSy e, PR Py pml il s ,}\ symphonism. The multidimensionality of the composer’s program titles stems
= SESEoss—iatet e from the desire to expand, and, in fact, overcome the range of unambiguous,

Jy 3::rp L G A RS P e @v LJ r”f*— Sl straightforward associations, the desire to capture not the external image of

1 : = a phenomenon, but its hidden essence. “The wind blows where it wishes, and

you hear its sound, but you do not know where it comes from or where it goes.
So it is with everyone who is born of the Spirit.” (John 3:8). Translated into
Russian, the Gospel “Spirit” — a puff, breath — replaces “wind” from the Greek
original. The all-pervasive breath of the Spirit and the scorching wind of Siberia
are two inseparable symbols in the poem, which is a sublime and tragic work,
not at all in an emotional sense, but in a religious one.

SYMPHONY WITH HARP (1993)

The symphony was premiered as part of the Russian Winter Festival on
December 29, 1993, at the Grand Hall of the Moscow Conservatory. Vladimir
Fedoseyev conducted the Grand Symphony Orchestra of Radio and Television,
with Emilia Moskvitina as the soloist. Tchaikovsky’s last orchestral score
represents — and this is by no means a subjunctive historical view — the height
of finality, not only in artistic terms, but also in terms of metaphysical
generalizations, the ethos of a meaningful farewell. The Symphony with Harp
can least of all be classified in terms of genre typology as a concert piece for

The first page of the manuscript of the score of the poem for orchestra The Wind of Siberia
Photo from the Yuri Abdokov’s personal archive
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a solo instrument and orchestra. The work transforms and rethinks the very

principle of functional and timbral dominance, excluding any unambiguity i
in the relationship between the “main” and “subordinate” elements of the FE; i
orchestral palette. The harp is indeed a soloist in the symphony — in terms L R =
of imagery, timbre, texture, and plasticity — but this has nothing in common 0:2: FE = 19 "'1 = —
with the usual virtuoso crossover concert performances. The orchestra @ = e = E‘V—ﬁq—;v—r
consists of 4 Flauti (II = alto flute G, III = piccolo flute I, IV = piccolo flute II), — = = u-'E' T A S =
4 oboes, 4 B clarinets (II = piccolo clarinet II Es, III = piccolo clarinet I Es, °f; i = 3 T M W E 2 3 E2—
IV = bass clarinet B), 4 Fagotti (IV = contrabassoon); 6 French horns F, = i , I
4 trumpets B (II = piccolo trumpet D), 4 trombones, tuba; timpani, snare ct.L. ;% e
drum, cymbals, bass drum; harp; violins I (16—18), violins II (14-16), violas F:a»}: - %. i :, ==
(12-14), cellos (10-12), double basses (8—10). The architectonics and overall = = :%;ﬁ:é:“ =
vocabulary of the composition realize the absolute priority of poetic thinking C gy el
in verse. The formation is subordinated to the idea of complex symphonic -
development, expressed through the continuous conjugation of closed and s ____5—ta i e
tectonically disengaged “orchestral stanzas.” The external structure of the ', - ~ ;3‘%@ tre T, ‘. R S |
cycle is seemingly simple: these are four movements (I - “Two Preludes,” C":J': - = poe e
IT — “Poem,” III — “Three Preludes,” IV — “Autumn”) and “Afterword” that go K - == B e — /%ﬁ, = ﬂ;&
on without interruption. In fact, the compositional logic of the score is a true == F=rizs sn=——C—-= -
poetic puzzle: the very fact of the relationship between the movements that flow = "’L = == o - i = j:. ;
into each other and differ in the inertia of their timbral duration is unusual. The = o ﬁf e #’;“ = é;?@ ; ﬁw’"‘ . ;ﬂf;
two “prelude” sections (I and IIT) make the architectonics particularly multi- “T L e _ "é:;__’: e=F 1 " :i;i:_. ' L PF
dimensional, spatially embracing the chronos of the “microcompositions” s AU T R D =57 - = !, Pl ‘!‘ Za
contained in them. It was no coincidental that the Symphony with Harp was T e T =S e
referred to as a farewell opus. Self-quotations from piano miniatures written by T EEE— = g =
Tchaikovsky during his childhood (Five Preludes for Piano, composed in 1937) L ot
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The last page of the manuscript of the score of the Symphony with Harp 2 ;.'1(:0
Photo from the Yuri Abdokov’s personal archive i F=h
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are revived in the score not in the usual retrospective manner, but rather as
a form of prophecy about the past. The fact that the composer deliberately
says goodbye and attempts to express the “longing for separation” inevitable
for a person who is leaving is especially clearly evident by the fourth
movement, “Autumn,” where the timbre and spatial duration of the entire
cycle seems to be condensed. The piano pieces used in the composition are
not self-references in the generally accepted sense. The music revealed to the
genius child as a mysterious testament is revived by the departing master in
a meta-orchestral dimension. Tchaikovsky did not have to somehow smooth
out or hide the boundaries of the “childish” and the “adult,” especially
since his early opuses reveal a poetic self-sufficiency that is rare even for
a mature artist. In everything that concerns language, style, and aesthetics,
Tchaikovsky entered the world of music very early and with great power
and confidence. There is nothing strange about the fact that he chose the
“first words” from his musical and metaphysical dictionary for his farewell.
It seems that there is a very important reason for the choice of the main
timbral symbol of the symphony, through which an almost existential
transformation of childhood images is achieved. The sound of the harp
transcends and tangibly expands the piano prototypes, linking together the
past, present, and future. A precious part of Tchaikovsky’s spiritual life was
the memory of his parents. The musical and poetic representation of the
fate of the composer’s father is reflected in the poetics and tectonics of the
Violin Concerto. It seems that the main timbral character of the Symphony
with Harp is inspired by the “portrait” image of the mother. While preparing
the first studio recording of the Symphony with Harp with Ivan Nikiforchin
and the Moscow State Academic Symphony Orchestra, we discovered several

significant discrepancies between the score published after the composer’s
death and the final version of his manuscript. The inaccuracies noticed
in the broadcast recording of the premiere performance have also been
corrected. In essence, the featured recording is the first authentic reading
of Boris Tchaikovsky’s farewell opus.

OVERTURE TO THE STAR (1949)

The Star, an opera based on a story by Emmanuil Kazakevich, with a libretto
by the poet David Samoilov, was one of the Boris Tchaikovsky’s first major
works. However, the theatrical score, presented as a diploma work at
the Moscow Conservatory in 1949 and trashed along with the works of
Shostakovich, Prokofiev, and Myaskovsky (after the notorious government
decree), was preceded by the writing of the large-scale Symphony No. 1
(1947), which was also faced severe ostracism. Getting Tchaikovsky to talk
about his conservatory diploma was not easy. He never spoke about his
personal grievances, but he clearly remembered how his mentors had been
disgraced. It would be extremely wrong to consider Boris Tchaikovsky’s
only opera as the foundation of his orchestral, and more broadly, musical
universe. On the contrary, with all his work, he confirmed an exclusively
symphonic — and absolute in its own way — independence from the
“contextual circumstances” in which the domestic musical theater of
the second half of the 20™ century was developing. Karen Khachaturian
told me how he witnessed the composer’s first presentation of The Star
in Myaskovsky’s class: “There was a delightful Overture — bright, elastic.
Myaskovsky and Peiko, who worked with the students together, were
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very inspired. Myaskovsky asked me to invite Oborin, who was working
downstairs. Kolya [Nikolai] Peiko invited someone else... Boris played several
excerpts. Oborin was delighted and brought a large group of his students. By
the end of the performance, the classroom was filled with excited listeners.
The wonderful libretto was written by David Samoilov, with whom Boris had
been friends all his life, since his youth. I was also amazed by the choice of
the plot. Yes, it was the war, but how much stilted, false, poster-like had been
created on this topic! And Kazakevich’s story was perceived as a breath of
fresh air. There was truth in it. Peiko wrote a brilliant review of the opera
and clashed with the ‘critics’ at the exam, especially with Chulaki and some
other ‘historian.’ ... Boris sort of ‘buried’ this marvelous music for decades
and never played a single bit of it again, even though many asked him to.
But I haven’t lost the general feeling of power and purity, even after half
a century!” Nikolai Peiko’s archive contains a draft of his review of The Star.
This review was written at the request of Myaskovsky, who understood that
the diploma exam would be challenging. Here are some of the main points
from Peiko’s review: “The plot is vivid, the libretto is magnificent; integrity
of the literary and dramatic basis and musical realization; eventfulness;
dynamism of form and orchestral dramaturgy; lively themes and an
extraordinary tonal plan corresponding to the principals of symphonic
development; the concert symphonic significance of the Overture, which
could exist independently in orchestral practice.” The Overture’s orchestra is
quite ascetic in terms of color palette. The piece contains a whole cascade of
unique “movement themes.” The originality of the intonation and even the
emblematic nature of most melodic images seem to grow out of a precisely
found kinetic sensation. Due to the lack of any “connecting voids,” which

are so typical of theatrical scores, the development is rapid (regardless of
the metronomic values). From the first impulses to the end, the motion is
permeated by one single nerve; the high, tense tone of perception never
weakens. At present, the score of the opera is being thoroughly studied, it
will be possible to perform all the material completed by the composer for
the first time. However, as Peiko correctly noted, the Overture to The Star
has an independent artistic value as a phenomenon of high art that is far
removed from didactic tasks.

The Moscow State Academic Symphony Orchestra (MSASO) was
founded in 1943 and is one of the oldest symphony orchestras in Russia.
Lev Steinberg, a Bolshoi Theater conductor and People’s Artist of the USSR,
was the first chief conductor of the orchestra. After him, the MSASO was
led by several outstanding musicians, including Leonid Khudoley (1945-
1948), Nikolai Anosov (1948-1951), Viktor Smirnov (1951-1953), Leo
Ginzburg (1953-1955), Mikhail Terian (1955-1960), Veronika Dudarova
(1960-1989), and Pavel Kogan (1989-2022). One of the country’s leading
symphony orchestras is primarily known for its performances of Russian
and Soviet classical music, including premieres of works by Prokofiev,
Myaskovsky, Shostakovich, and Gliére. The orchestra’s signature works are
the grandiose monographic cycles of complete symphonic works by Brahms,
Beethoven, Schubert, Schumann, Richard Strauss, Mendelssohn, Mahler,
Bruckner, Sibelius, Dvorak, Tchaikovsky, Glazunov, Rachmaninoff, Prokofiev,
Shostakovich, Scriabin, Berlioz, Debussy, and Ravel. Since August 14, 2024,
Ivan Nikiforchin has been the artistic director of the Moscow State Academic
Symphony Orchestra.
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Moscow State Academic Symphony Orchestra

Photo by Sergey Prokudin-Lemeshev
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Ivan Nikiforchin (born in 1995) is one of Russia’s most famous and
outstanding opera and symphonic conductors of the new generation. He
received his academic musical education at the Moscow State Tchaikovsky
Conservatory. He completed his postgraduate studies (assistant-internship)
also at the Moscow Conservatory, where he studied composition,
orchestration, and opera and symphonic conducting under the guidance of
Professors Yuri Abdokov and Valery Polyansky. Ivan Nikiforchin is the founder,
artistic director, and chief conductor of the symphony capella Academy
of Russian Music. In September 2019, he received the Boris Tchaikovsky
International Prize established by some of the greatest representatives
of world musical art, including Mstislav Rostropovich, Rudolf Barshai,
Viktor Pikayzen, and Karen Khachaturian. This award was given to him for
his outstanding interpretations of 20"-century Russian orchestral music.
Nikiforchin’s subscription series “The Great Pages of Russian Music of the
19t to 215t Centuries” at the Moscow International House of Music and
the Moscow Conservatory received significant public and critical acclaim.
The conductor’s talent has received international recognition thanks to
the release of CDs featuring unique monographic programs recorded for
Toccata Classics, London. Recordings made by Ivan Nikiforchin include the
first world anthology of choral music by Anatoly Lyadov and the premiere
performance of complete chamber and orchestral works by German Galynin.
Both CDs have been awarded prestigious international prizes, such as Music
Web International and ICMA (International Classical Music Awards). In
Russia, Ivan Nikiforchin received the International Pure Sound Award for
his CDs in 2021. He made the first world recordings of symphonic scores
by Boris Tchaikovsky, Moisey Weinberg, Nikolai Peiko, and Yuri Abdokov.

Ivan Nikiforchin
Photo by Ksenia Ostrikova
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An important milestone in Ivan Nikiforchin’s career was his victory at the
15t Sergei Rachmaninoff International Competition for Pianists, Composers,
and Conductors in 2022. After winning the Silver Medal, the musician rapidly
captured the hearts of music enthusiasts and professionals, performing with
some of the country’s largest symphony orchestras. The conductor actively
collaborates with Yuri Abdokov’s International Creative Workshop Terra
Musica (Russia — Germany — Italy), the Evgeny Svetlanov State Symphony
Orchestra of Russia, the National Philharmonic Orchestra of Russia, the
Tchaikovsky Grand Symphony Orchestra, the State Academic Symphony
Capella of Russia, the orchestras of the Bolshoi and Mariinsky theaters, the
Stanislavsky and Nemirovich-Danchenko Moscow Academic Music Theater,
the Russian National Orchestra, etc. In 2024, Ivan Nikiforchin took charge of
the Moscow State Academic Symphony Orchestra. He has been the principal
guest conductor of the Symphony Orchestra of the Nizhny Novgorod State
Academic Mstislav Rostropovich Philharmonic Society since 2025. He has
performed with many leading Russian soloists, including Denis Matsuev,
Nikolai Lugansky, and Vadim Repin. In 2025, Ivan Nikiforchin received the
Prize of the President of the Russian Federation for young cultural workers.

Valeria Voshchennikova is a harpist and artist of the Bolshoi Theater
Orchestra. She graduated from the Gnessins Russian Academy of Music,
where she studied with Professor Milda Agazarian. Valeria is a prize-winner
of the international competition Giovanni Talenti (2001, Italy), the 2™
International Harp Competition in Wales (1%t prize, 2010), the 3™ International
Harp Competition in Wales (1% prize, 2014), and the 10" International Harp
Competition in Bloomington, USA (2016). In 2016, she received a prize of

Valeria Voshchennikova
Photo by Emil Matveev
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the 2" All-Russian Music Competition. She was a participant of the Summer
HarpMasters Academy in Switzerland, where she interned with Isabelle
Perrin, Skaila Kanga, Carrol McLaughlin, Mara Galassi, and other famous
musicians. She improved her skills under the guidance of Isabelle Moretti
as part of the Camac Academy project. As a soloist, she actively performs in
Russia and abroad. She has collaborated with some of the leading orchestras
and conductors. Valeria is a participant of the Moscow International Harp
Festivals (2000-2019) and a recipient of a scholarship from the New Names
program of the Russian Cultural Foundation.

Yuri Abdokov, sound engineer Mikhail Spassky, and Ivan Nikiforchin
in the Mosfilm sound studio during the recording of symphonic works by Boris Tchaikovsky
Photo from the Yuri Abdokov’s personal archive
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