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Tom 1

Cumdonus N2 1 Pe maskop (1888)

1 I.Langsam. Schleppend. . . . . ... ... ... ....... 12.32
2 II. Kraftig bewegt, doch nicht zu schnell . . . . . ... ... 7.58
3 III. Feierlich und gemessen, ohne zu schleppen . . . . . . . 9.50
4 IV.Stlirmischbewegt . . . . . . ... .. ... ........ 17.53

Oob1ee Bpems: 48.16

CuMdbOoHMYECKIIT OPKECTP
MOCKOBCKOJi rocygapCTBeHHOM (PuaapMoOHUM
Hupukep — Kupuin Kougpamnya

3amuch 1969 1.
3ByKkopesxuccep — Jasuz ['akinua
Pemacrepuur — Enena bapbikuHa

MEAOAMSI

ALEXANDER SLADKOVSKY
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Volume 1

Symphony No. 1 in D major (1888)

1 I.Langsam.Schleppend. . . . ... .............. 12.32
2 II. Kraftig bewegt, doch nicht zu schnell . . . ... ... .. 7.58
3 III. Feierlich und gemessen, ohne zu schleppen . . . . . . . 9.50
4 IV.Stirmischbewegt . . . . ... ... .. ... ....... 17.53

Total time: 48.16

Moscow Philharmonic Orchestra
Conductor - Kirill Kondrashin

Recorded in 1969.
Sound engineer — David Gaklin
Remastering — Elena Barykina



Tom 2

Cumdonus N2 1 Pe maskop (1888)

1 I.Langsam. Schleppend. . . . . ... ... ... ....... 16.57
2 II. Kraftig bewegt, doch nicht zu schnell . . . . . ... ... 8.37
3 III. Feierlich und gemessen, ohne zu schleppen . . . . . . . 12.18
4 IV.Stlirmischbewegt . . . . . ... ... ... ........ 19.24

Oob1ee Bpemst: 57.17

TocymapcTBeHHbI CMMGOHNYECKUTA
opkectp Pecrryonuku TaTapcrad
Oupnxkep — Anekcanap CnagKOBCKUM

3ammch 2016 1.
3ByKkopesxuccep — IlaBen JlaBpeHEHKOB
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Volume 2

Symphony No. 1 in D major (1888)

1 I.Langsam. Schleppend. . . . . ... .. ... ........ 16.57
2 II. Kraftig bewegt, doch nicht zu schnell . . . ... ... .. 8.37
3 III. Feierlich und gemessen, ohne zu schleppen . . . . . .. 12.18
4 IV.Stirmischbewegt . . . . . ... ... ... ........ 19.24

Total time: 57.17

Tatarstan National Symphony Orchestra
Conductor — Alexander Sladkovsky

Recorded in 2016.
Sound engineer — Pavel Lavrenenkov



Tom 3

Cumdonus N2 5 (1902)

1 I. Trauermarsch. In gemessenem Schritt. Streng.
WieeinKondukt. . . .. ... ... ... ... . ......

2 1II. Stiirmisch bewegt. Mit grofSter Vehemenz. . . . . .. ..

3 III. Scherzo. Kriftig, nicht zu schnell

4 IV. Adagietto. Sehrlangsam . . ... ... ..........

5 V.Rondo-Finale.Allegro. . . . . ... .. ... .......

Oobee Bpemst: 63.07

CumdoHMYeCKUIT OPKECTP
MOCKOBCKOJ rocyIapcTBeHHO (praapMOHUM
Oupnxkep — Kupuin Kougpaiuna

3anucp 1974 1.
3ByKkopexuccep — [IeTp Kongpaimna
PemacrepuHr — Hagexxna PagyrmuHa
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Volume 3

Symphony No. 5 (1902)

1 I. Trauermarsch. In gemessenem Schritt. Streng.
WieeinKondukt. . . .. ... ... .. ... ... ..., 11.06

2 II. Stiirmisch bewegt. Mit grofSter Vehemenz

3 III. Scherzo. Kriftig, nicht zu schnell

4 IV. Adagietto. Sehrlangsam . . ... ... ..........

5 V.Rondo-Finale.Allegro. . . . . ... .. ... ....... 13.51

Total time: 63.07

Moscow Philharmonic Orchestra
Conductor — Kirill Kondrashin

Recorded in 1974.
Sound engineer — Pyotr Kondrashin
Remastering — Nadezhda Radugina



Tom 4

Cumdonus N2 5 (1902)

1 I. Trauermarsch. In gemessenem Schritt. Streng.
WieeinKondukt. . . .. ... ... .. ... . ......

2 II. Stiirmisch bewegt. Mit grofSter Vehemenz. . . . . .. ..

3 III. Scherzo. Kriftig, nicht zu schnell

4 IV. Adagietto. Sehrlangsam . . ... ... ..........

5 V.Rondo-Finale.Allegro. . . . . ... .. ... .......

O6bmmee Bpemst: 71.30

T'ocymapcTBeHHBI CMGOHMYECKIIA
opkectp Pecriyonuku TaTapcrad
Oupuxkep — Anekcangp CnagKOBCKUM

3anuch 2016 T.
3ByKkopesxuccep — [IaBen JlaBpeHeHKOB

MEAOAMSI

ALEXANDER SLADKOVSKY
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Volume 4

Symphony No. 5 (1902)
1 I. Trauermarsch. In gemessenem Schritt. Streng.

WieeinKondukt . ... .................... 12.59
2 1II. Stiirmisch bewegt. Mit grofSter Vehemenz . . . ... .. 14.16
3 III. Scherzo. Kriftig, nicht zuschnell . . . . ... ... ... 17.52
4 IV. Adagietto. Sehr langsam . . . ... ... ......... 11.37
5 V.Rondo-Finale.Allegro. . . . . ... .. ... ....... 14.45

Total time: 71.30

Tatarstan National Symphony Orchestra
Conductor — Alexander Sladkovsky

Recorded in 2016.
Sound engineer - Pavel Lavrenenkov



Tom 5
Cumdonnsa N2 9 (1909)
1 ILAndantecomodo . .. ... ... .............. 24.51
2 II.Im Tempo eines gemachlichen Landlers.

Etwas tappischund sehrderb. . . . ... ... ... ...... 15.27
3 III. Rondo. Burleske. Allegro assai. Sehr trotzig . ... . .. 11.54
4 1V. Adagio. Sehr langsam und noch zuriickhaltend . . . . . 21.53

Oo1ee Bpems: 74.24

CumdoHnveckuit opkecTp
MOCKOBCKOJ rocyiapCTBeHHO (puaapMoOHUMN
Oupnxkep — Kupuit Kougpammya

3anuch 1967 1.
3ByKopeskuccep — Iropp BernpuHiieB
Pemacrepuur — Makcum ITniinnos

MEAOAMSI

ALEXANDER SLADKOVSKY
KIRILL KONDRASHIN
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Volume 5

Symphony No. 9 (1909)

1 ILAndantecomodo . . ... ... ... ... ......... 24.51
2 II.Im Tempo eines gemdchlichen Landlers.

Etwas tdppischund sehrderb . . . . ... ... ... .... 15.27
3 III. Rondo. Burleske. Allegro assai. Sehr trotzig . .. .. .. 11.54
4 IV. Adagio. Sehr langsam und noch zuriickhaltend . . . . . 21.53

Total time: 74.24

Moscow Philharmonic Orchestra
Conductor - Kirill Kondrashin

Recorded in 1967.
Sound engineer — Igor Veprintsev
Remastering — Maxim Pilipov
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Tom 6 Volume 6
Cumdonnsa N2 9 (1909) Symphony No. 9 (1909)
1 I.Andantecomodo . ... ... ... ............. 27.17 1 I.LAndantecomodo . . ... ... ... ............ 27.17
2 II. Im Tempo eines gemachlichen Landlers. 2 II. Im Tempo eines gemichlichen Landlers.
Etwas tappischund sehrderb. . . . ... ... ... ...... 15.33 Etwas tdppischund sehrderb . . . . ... ... ... .... 15.33
Oobmmee Bpemst: 42.51 Total time: 42.51
T'ocymapcTBeHHBIV CMGOHMYUECKIIA Tatarstan National Symphony Orchestra
opkectp Pecriyonuku TaTapcran Conductor — Alexander Sladkovsky
Hupuxkep — Anekcanap CimaaKOBCKUiA
Recorded in 2016.
3annck 2016 T. Sound engineer — Pavel Lavrenenkov
3ByKkopesxuccep — [IaBen JlaBpeHEeHKOB
-
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Tom 7
1 III. Rondo. Burleske. Allegro assai. Sehr trotzig . ... ... 13.06
2 IV. Adagio. Sehr langsam und noch zuriickhaltend . . . . . 25.19

O6mee Bpems: 38.26

TocymapcTBeHHbI cCMMGOHUYECKUTA
opkectp Pecrryonmku TaTapcran
HOupwokep — Anekcanap CnagKoBCKU

3anmuch 2016 T.
3ByKopeskuccep — [IaBesn JlaBpeHEHKOB

MEAOAMSI

ALEXANDER SLADKOVSKY
KIRILL KONDRASHIN

/
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Volume 7
1 III. Rondo. Burleske. Allegro assai. Sehr trotzig . ... ... 13.06
2 1V. Adagio. Sehr langsam und noch zuriickhaltend . . . . . 25.19

Total time: 38.26

Tatarstan National Symphony Orchestra
Conductor — Alexander Sladkovsky

Recorded in 2016.
Sound engineer - Pavel Lavrenenkov



Ecnu xouellb co3aBaTh My3bIKY, TO HEJIb3S

CTPEMUTHCS SKUBOIUCATD, PACCKA3bIBATh UJIM OIIUCHIBATD.

To, 0 YeM TOBOPUT MY3bIKa, — 3TO TOJLKO YeJIOBEK BO BCEX €T0 IIPOSBIACHUIX
... YYBCTBYIOIIUIA, MBICJISIIIUIA, CTPaSAIOLINUIA.

I'ycmae Manep

IOnst TycraBa Masepa skaHp cMM@OHUYM ObUI TOJIEM [JISI OTBETOB Ha COKPO-
BEHHbIE BOIIPOCHI ObITHS. IIpuberast Mopoit K MO3TUUECKOMY CJIOBY, BIOXHOBJISISICh
(donbkIOpOM, IUTEpPaTypHO-TOITUUECKUMU WM duitocodbckumMmu umesmu, Ma-
Jlep OCTaBaJICs, MpeXIe BCero, My3bIKaHTOM, JJIsI KOTOPOTO COYMHEHME KaXKIOoi
cuM@OHMM 03HAUANO «8CEMU UMEWUMUCT cpedcmeamu Cmpoums HOGbulll Mup».
U Bce ke ero cumdoHNUECKOe TBOPUECTBO, BK/IIOUast BOKAJIbHO-OPKECTPOBBI MK
«IlecHu o 3emyie» ¥ He3akKOHUYeHHYIO lecsaTyio cuMGOHUIO, MOSKHO paccMaTpUBaTh
KaK CKBO3HOe ToBecTBOBaHMe. OAMHHAALATD I71aB OJJHOW KHUTU PACKPLIBAIOT He
SKM3HEHHbIE KOJUIM3UM, HO 3BOJIIOLUIO JYXOBHOTO MUpPA 3TOI JeMOHUYEeCKU reHU-
QJIbHOW, IPOTUBOPEUMUBOI U CTOJIb UYTKOM K YeJIOBEYECKUM CTpPaJaHUSIM JIMUHO-
ctu. IlepBas u JleBsiTas (MocjieqHssi, 3akoHYeHHast Masepom) cuM@oHMUH, a TakxKe
BO3HMKIIIAs B «TOUKE 30JI0TOTO CeueHMsI» TBOpUeckoii 6uorpaduu [IaTast IBASIOTCS
BaYKHEMIIMMMU IVIaBaMU 3TOr0 MY3bIKaJIbHO-TICUXOJIOTUUYECKOT0 pOMaHa.

Cumdonnus N2 1

3amMbice1 IEPBOTO MAaCIITAGHOTO CUM(OHMYECKOTO COuMHeHUs: Manepa OT-
HOCcUTCS K 1884 1. 3TO 6BLIO BpeMsI Hauaja CEPhe3HON AUPUKEPCKON Kapbepbl
(B roponckom Teatpe Kaccensi) ¥ OKOHUaHUS NIEPBOTO BOKIbHOrO Lukia («IlecHu
cmpaHcmayioujezo noomacmepusi»), My3bIKaJbHbIV MaTepyaa KOTOPOTO JIET B OCHOBY
6ymymieit cumbonnn. OHa POKAATACH «HEYOePHCUMO, KAK 20PHbILE NOMOK», § MOJIO-
JOTO KOMITO3UTOPA KaK OYITO «OMKPbLIUCH 8CE WLTH03bL», HO 3aBEPIIUTH CUMMOHNIO
MaJsiep cMOT JIUIIb YeThIpe Toa CITYCTs (M3-3a MHTEHCUBHOIM TUPIMKEPCKOIT PabOThI
B [Ipare u Jleitmiure). B mpoiiecce couMHeHMs BHEITHNI 00K CUMMOHMM MEHSIJICS :
13 33IyMaHHOTO MSITUYACTHOTO I[MK/Ia Masep ybpas BTOPYIO YacTh MOJ] Ha3BaHUEM
Blumine («L[eemHux»), 6bIIM OTBEPTHYTHI IIPOTPaMMHBbIE ITOSICHEHMS U TT0[I3aroJIo-

ALEXANDER SLADKOVSKY

/ ONDRAS
MABLER syammanes 1os 1 5.9

BOK «CUM@oHUUecKass noama». Yske 1ocie IpeMbepbl KOMIIO3UTOP OTKA3aics U OT
HasBaHus «Tuman», mofpasyMeBalolero BHyTpeHHee PoACTBO CUMGOHUY C OHO-
UMeHHBIM poMaHoM JKaHa [Toss.

Tem He MeHee OCHOBHas unes cuMGOHUYM OUEBUIHA — CTAHOBJIEHME UeJIoBe-
YeCKOi IMYHOCTH, ee IlepBble IIary B IOCTMKEHNUY OKpYysKalollero mmpa. B nucomax
Ipy3bsam Masep nenut cuMdOHUIO Ha IBe paBHbIe YaCTH, COOTBETCTBYIOLIE CTaIK-
SIM B3POCJIEHUSI ee «Teposi»: «H3 dHell ioHOCcmu» BKJIIOUAeT MepBylio yacTb u CKeplio,
KOT/Ia TEPOI1 ele MpebbIBaeT B HAMBHO-POMAHTUYECKOM MIUTIO3UM TAPMOHUYHBIX
OTHOLIEHMI ¢ MMPOM U npupopoii. C TpeTbell yacTu HaumHaeTcsl «Yenoseueckas
KoMedusl» — CTOIKHOBEHME C M3HAHKOI JKU3HU, 3JI0M U JIULIEMEPUEM; TITy6oKast Iy-
IIeBHAs paHa BbI3bIBAET B repO€e YYBCTBO MTPOTECTA, KXY 60PbObI, KOTOPast BeHYa-
eTcst mobeoii B KoHIle puHama.

[TepBas yactb («MednenHo, pacmsaHymo. Kak 38yuanue npupodsl. Buauane oueHs
CNOKOTIHO») HAUMHAETCS] MeJJIeHHbIM 62-TaKTHBIM BCTyIleHKeM. [lepen Hamu pas-
BOPAYMBAETCSI KAPTVHA YTPEHHETO ITPOOYKAEHVS TPUPOIBI B IyXe «JIECHO POMaH-
TUKM» Bebepa u llly6epra. VI3 MpOTSKHOTO, €J1e CIBIIIIHOTO 3ByYaHUS BEpXHeHl HOThI
MOCTETIEHHO POXKIAIOTCS MOTUBBI OYIYIIEH TEMbI — KaK U3 TyMaHa IpeIpacCBeTHO
MIJIBI TIPOCTYTIAIOT KOHTYPBI JIECHON Yaiiu. «BoidepicaHHole Ha 60JIbUIOM Npomsiice-
HUU (naxconemst cmpyHHOU 2pyninsl HA 0OMUHAHMOB0M 0P2AHHOM NYHKMe — Mepya-
rowutl, 36eHawutl QoH, Ha KOMoOpom 603HUKAM nIMHa-3eyku, — nuiet U. Bapco-
BA, — 6bLIU NOUCMUHE 2eHUATILHOL HaxX00Koli 0715 co30aHust 06pasza npupodsl». HesicHbie
LIOPOXY, ITePBble KPUKU IITULL, OTAATEHHbIE CUTHAJIBI BAITOPH MMOCTENIEHHO «MaTe-
PUATU3YIOTCS» B OXXMUBJIEHHOE, 60/Ipoe BMKeHMe coHATHOTO Allegro (mutupyercst
niecHs1 «Illen s HbiHue ympom» u3 «Ilecen cmpaHcmayoujezo noomacmepus»). IlepBas
YacTh He CONEPKUT KOHTPACTHOTO MaTepuana, JIUiib B yOuHe pa3paboTKu, Kak
BHe3aIHO HabekaBIlasi TeHb, BO3HMKaET 6ymyiias Tema puHana. Ho oHa HeHamonro
oMpavaeT UAWLINIO «CUM(OHUM yTpa» — COKpallleHHasl perpusa YacTu CBepKaeT
COJTHEUHBIM CBETOM ¥ IPyOOBATBIM IOMOPOM.

Crep1io («DHepeuuHO U H#U80, HO He CIUWKOM Oblcmpo») TIPOMOIKAET MacTO-
pasIbHBII HACTPOI TepBoit yacTu. «FOHowa udem no ceemy, cmas yxce cuivHee, 2pyoee,
MHU3HECNocoOHee», — KOMMEHTHUPOBAJ e CaM KOMITO3UTOP. ITO TUITMYUHBII TepeBeH-
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CKUI JIEH/J1ep, TIOJIHbIV CTUXUMHOM CUIIBI M IOHOLLIECKOro 3a0pa (B OCHOBY 4acCTy
Jlerna oHoueckas necHs Maiepa «faHc u I'pema»r); ero OTTeHsIET BaabCOBOE TPUO
C JIeTKUM HaJIeTOM CeHTMMEeHTalIbHOCTH.

TpeTnst yacTh («TopyuecmeeHHO U pa3MEPEHHO, He pacmseuedsn») HeOKUIAHHO
MOBOpauuBaeT BeKTOp cUMGOHUM B ApamMaTUUeckylo Koutmsuio. B atom «Tpayp-
Hom mapuie 8 maHepe Kanno» Masnep BliepBble IIpUMeEHSIeT METOJ, IPOTeCcKa, KOTO-
pbIit GyIeT UCIOAb30BaTh HA BCEM IPOTSDKEHUYM TBOPUECKOTO MYTU. VIMITY/IbCOM
KOMIIO3UTOPY IOCIYXWUIa CTapUHHAs rpaBlopa «/IecHsle 36epu XOPOHAM OXOMHUKA».
[Ton, MepHbIe yapbl IUTaBp HU3KME MHCTPYMEHTHI (KOHTpabac cojo, 3aTeM Tyba)
B HEECTECTBEHHBIX I Ce6sT PErnCcTpax 03ByUMBAIOT CTAPVHHYI0 HAPOIHYIO TIECHIO
«bpamey MapmuH» B HapOUUTO «TPAaypHOM» BapMaHTe; IIOCTENIEHHO K HUM IIpU-
COEMHSIOTCS IPYTYe MHCTPYMEHTSI, B 0OIIEM XOpe KOTOPBIX MeTbKAIOT KOIIoUne,
U3MIeBaTebCKUE PEIUIMKY KIapHeTa u ro6os. BHe3amHo «iecTBue» MpepbhIBaeTCst
MOLITBIM KabalKMM MOTMBOM, €r0o MOCIeAyIollee BTOPKEHUE 3BYUUT elle Oosee
pasHy3/AaHHoO. [IyliieBHbIE CTPAIaHUsI Tepost, 60Ie3HEHHO MEePEKVBAIOLIETO «YPOKU
SKM3HU», OTPAKEHBI B KPUBOM 3€pKajle IIYTOBCKO¥ rpumachkl. KoHTpacTHas cepe-
IVHa Mapllia OCHOBaHA Ha 3aK/IIOUUTENbHOI uactu «IleceH cmpaHcmayoujezo nod-
macmepos» («[onyOble enasku Moezo COKposUUid»), ee TIPOCBETIEHHAs TeYaib BHOBb
CMEeHSeTCs U3LleBaTelbCKO IpoLieccHeii.

SIpoCTHOI BCHBIIIKOI OpKeCTpoBOro tutti HauMHaeTcst puHan («B 6ypHOM d8u-
MHeHUuU»), KOTOPBIN 0 3aMbICTy KOMITO3UTOPA JIO/KEH 3a3ByYaTh Cpasy, 6e3 nmepepsbi-
Ba. [lo cioBam Mastepa, 3T0 «kpuk dywu, paHeHoli 8 camoe cepdye» (103ke KOMIIO3M-
TOD TPAKTOBAJI 3TO HAYAJIO KaK «cmpacmHoe obeurerue Teopyy»). I3 Hero posknaeTcst
JpamaTuueckasi, [ToJIHasl HallpsbKeHMs ITIaBHas TeMa; eil OTBeuaeT HeXHasl Iupuye-
CKasl KaHTWIeHa TMOO0YHOI, HaOMUHawIas o Tematu3me YaitkoBckoro. OmHaKko
UCKYIIEHNEe «b6e2cmed 8 MUup 2pe3 om msiesoli peaibHOCMU» He OCTAHAB/IMBAET Te-
posi: HarnpsbkeHHast 60pb6a BO30OGHOBISIETCST ¢ HOBO cuoii. [To6ema mocTaercs He
cpasy. Ho TopskecTBeHHbIN XOp MeJHBIX, pa3uBaloiuiics B Kofie puHaIbHO 4acTy,
OTIaeT HaMBHBIM Ma)OCOM IOHOIIECKOT0 MakcumanusMma. Ilepsasi cumdonus crana
JIMIIB TIPOJIOTOM K MHCTPYMEHTAIbHOM IpamMe MaJepOBCKOI0 TBOPUECTBA — CKOPO
KOMITIO3UTOpPA U ero repost 03K1IajIo KpylleHe pOMaHTUUeCKUX UIUTI03UI.

ALEXANDER SLADKOVSKY

/ ONDRAS
MABLER syammanes 1os 1 5.9

Cumdonus N2 5

«..5 euden eauty dyuty oOHax3ceHHOI, cogepuieHHO 0OHaxmeHHol. OHa npocmu-
panace nepedo MHOU, Kax mauHcmeeHHslli nandwagpm c ezo nyzaroujumu 6e30Hamu
U MecHUHamu, ¢ npeaecmHsIMu pacocmHuIMU AYHAUKaMu U muxumu UOULIUYeCKUMU
y2onkamu. S 60CNpuHsL ee Kak CMuxutinyio 6ypro ¢ ee yxacom u 6edamu u c ee npo-
ceemuistioujeti, ycnokausaioujeti padyzoti». Tak ommcbiBal CBoe BlieuatieHue o [1sToit
cumbonnn Manepa Maaamii Koyiera u Apyr ApHonbp, [IIéu6Gepr B muchbMe, HATU-
CaHHOM Cpasy Ioc/ie IPpeEMbepBI.

Hap Taroit cumdonneit Manep pa6oran B 1901-02 rr. Ha mepBblii B3I/
BHEIIIHSSI CTOPOHA €r0 XU3HU ellle HUKOTJa He OblyIa TaKO# YIauHOi: OH XXEeHUIICS
Ha ropsyo o6mumoit um AnbMme [IH/TEp, JOCTUT BRICOYANIIIET0 aBTOPUTETA HA TI0-
CTy mupekTopa BeHckoit mpuaBopHoit onepbl. Ho ocTpora KOHQIMKTA, CryILeH-
HOCTb TParn4ecKUx KPacok CBUIETENbCTBYIOT O TTYOOKOI BHYTPEHHEN MepeMeHe,
BO3HMKILIE) B pe3y/lbTaTe HaIPSDKEHHBIX TBOPYECKMX MOMUCKOB. [IsiTast He TOIBKO
OTKpbIBAeT HOBYIO Tpuany cuM@OHMIT; B Helt IPOUCXOIUT CTUIUCTUUECKUIL Tepe-
JIOM, OTIEeSIoUINIA MOoC/Ieaylollee TBOPYECTBO OT BCEro, HaMMCAaHHOTO paHee. JTO
CKa3bIBaeTCs ¥ B 3HAUUTENBbHOM YCIOKHEHMM OPKeCTPOBOI TKaHM, BO3POCLIEl ca-
MOCTOSITeTbHOCTY OTJEebHBIX TOJI0COB U, KaK C/IeACTBYUE, B IOBBILIEHHbIX TEXHUYE-
CKUX TPeOOBAaHUAX K UCIIOTHUTEISIM-UHCTPYMeHTaucTaM («IIsmas oueHs U oueHs
mpyoHa», — Ipu3HaBaa caM KoMmio3utop). [locie mpembepsl cuMGOHUM, KOTOpas
cocrosinach B 1904 r. o, ero ynpasieHueM, Masep ocTascsi HEyLOBIeTBOPEH OpKe-
CTPOBBIM 3By4YaHMEM Y BHeC B MapTUTYPy MHOXKECTBO MOMPaBOK, GaKTUYeCK! 3a-
HOBO [1IEPEVHCTPYMEHTOBAB ee. VI3MeHeHMs OH Jieial U B AalbHelleM — BIUIOTb 10
MOC/IETHETO MPMKU3HEHHOTO ucrionHeHus: B CaHkT-Iletep6ypre B 1907 1.

C orpomHoOIt cuioit BeipaskeHO B I1siToit cumboHUM NepeskBaHKe Hellpeoro-
JUMOTO KOHGIMKTA C MUPOM, CTpajilaHKe, OTUasHue U MPOTUBOIIOCTABIEHHOE UM
BOJIEBOE YyCWIMe, NOCTUTIIee IMOCaefHero npenena. VI BHOBb BepHEMCS K MUCbMY
Lllénbepra: « uyscmeosan 6ops0y 3a unno3uu, s eudes, KAk NPomMueo6opcmeyom
Opye Opyzy dobpble u 371ble CUTbL, 51 8UOET, KAK He/l08€eK 8 MyHUMEeNbHOM B0JIHEHUU Obem-
cs1, Umo0bL JocmuzHyms HYmMpeHHell 2apMOHUL; 51 OWyMUJ uesloeekd, Opamy, UCMUHY,
0ecnowacHyo UCmuHy».
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JTa Apama pa3BepThIBAETCS Ha MPOTSDKEHMUM MIATY YacTel rPaHAMO3HOTO CUM-
dbounueckoro nukiaa. OcTpora 06pasHbIX MPOTUBOPEUNIL, CIOKHOCTH COIEPSKAHUS
OTPa3suINCh B HEOOBIYHOM CTpoeHUM cuM@oHUY. [IITh ee YacTeit COCTaBISIIOT TPU
pasmena (Abteilungen). B mepBblit BXOOAT Haubojee ApaMaTUUHbIe IepBas U BTO-
past yactu cumMdOHUM, BTOPOIL 3aHMMAaeT LieHTpaabHas yacTb — CKep1io, B TpeTheM
MIPOUCXOMUT pa3Bsi3Ka (KOHEUHOE 06peTeHe TADMOHUN) — CHaYa/la <BHYTPEHHSSI»,
B Buge putocodcekoit Mmeguranyu (Adagietto), 3aTeM U «BHEIIHSSI», B 6€CXUTPOCT-
HOIt pagocTu punanbHOro PoHIO.

OtkpbiBawouuit cumdonmnio «TpaypHelli mapul» BBOOUT CIyIIaTeNsS B CaMyl0
CyTb Tparuueckoro koHdnukra. Ho 3TOT Mapiil He IOXO0K HM Ha aHAJIOTMYHYIO YacTh
«lepouveckoti» cumbonmnm beTxoBeHa, HM Ha Maplll, OTKpbIBatouii Bropyio cumdo-
HUI0 camoro Masiepa. C/IMIIKOM SIBHO€, HACTOUMBOE MOAUEPKUBAHME aTPUOYTOB MO-
XOPOHHOT'O LIeCTBUSI — MpayvHas TOPKeCTBeHHOCTb OTKpbIBalolleit yacts (aHdapsi,
CKaHIMPOBAHHBI PUTM 1lIara, 3By4yaHue MeIHbIX JyXOBbIX U YOApHbIX MHCTPYMEH-
TOB (MMUTHUpYIOLee «[TIOXOPOHHBI» OpKeCTp) — BbI3bIBAET [BOVICTBEHHOE OLIyIle-
Hue. TIofIMHHOE MepeXkuBaHue U HabMIoMeHNEe «CO CTOPOHBI», OLIYIIEHNE TpareIun
U TPOTeCKHAasi MPOHUS CIMBAIOTCS BOeAVHO. B mpolecce pa3BUTHUS 3Ta BHYTPEHHSIS
KOHTPACTHOCTh 000CTPSIETCS IO TIpeiesia — Mapill MPYUHUMAeT OTKPOBEHHO OGaHallb-
HYI0 (hOpMY, HO BHE3AITHO CPBIBAETCSI B MOPBIB CTUXUITHOTO, HEOOY3JaHHOTO OTYa-
SIHUSL, 3aCTaB/ISIIOILErO CIyLlaTeNs COAPOTHYThCS. 3aTeM BCe BO3BpAILaeTcsl K CTPO-
rOMY, pa3sMepeHHOMY LIECTBUIO, 3BYKM KOTOPOT'O IIOCTEIIEHHO PAaCTBOPSIIOTCS BAAIMN.

Bropas yacTb npofo/oKaeT IMHNUI0 Pa3BUTHS IEPBOJ. ITO camasi HallpsDKeHHast
TOYKA JIPaMbl, KOHIIEHTPUPYIOLIAS B cebe TParnyeckylo KoLIM3nuio cuMmpoHuu. Best
cuiia 6ecripeieIbHOTO OTUasHMS, IEMOHUYECKUI «pasTyil» CTUXUIA, CIEPKUBAEMBIX
JIBOVICTBEHHOJ MpOHMeEl TpaypHOTrO Maplia, 34ech PopbIBaeTCs Hapyxy. Kaxer-
Csl, Y’Ke HMUTO He OCTaHOBUT MCCTYIUIEHHOIO IBMKEHMS, YBJIEKAloIero Bce 3a co-
6011 B MpauyHbIil XaoC; HO B 3TOM Xaoce, TOZ0OHO BHE3AITHbIM BCITbIIIKAM MOTHUMU,
BO3HMKAIOT U CBET/IbIE SMMU30bI, TPeIBOCXUINAS OyayIuit arodeos buHana — ele
OJlHa TUTIMYHAs yepTa cuMbOoHMUeCcKoit fpamaTyprumu Masnepa.

Ckep1io, 3aHMMalOIIee 1IeTMKOM BTOPOIi pasmen cMM@OHMYECKOro LMKIIa, —
Hambosee pasBepHyTast yacTb cuM@oHUU. «Jacme HegeposMHO MpYOHAs. NO C80-
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emy nocmpoexuro u mpe@yem 60 6Cex OMHOWEHUSIX U 80 8cex demassx eéeauuaiiuiezo
XydoxecmeeHH020 MAcmepcmea», — TOBOPWI O Heil aBTop. VIMUTAIust «60IbIIOTO»
BEHCKOTO BajibCa, IOLYEPKHYTAsl TaHLIEBAJIbHOCTh M IPOCTOTa MOTMBOB CHOBA IO-
3BOJISIIOT TOBOPUTD O TPOTECKHOM, MPDOHMYHOM XapakTepe My3bIki. C Ipyroi cTo-
POHBI, ee He CTOUT TOIKOBATh Yepecuyp NPSIMOIMHENHO — I10 CZI0BaM KOMIIO3UTODA,
«MHUMBLI Gecnopsdok 3dece 00MHceH pa3pewamscst 8 8blCULULI NOPSIOOK U 2APMOHUIO».
HmenHo uepe3 CKepLIO U OCYLIECTBASIETCS IOBOPOT K paspelleHNnI0 KOHIKKTa.

Mys3bika yeTBepToOit 4acT, 3HaMeHuToro Adagietto, HamMcaHHOTO JJIS1 CTPYH-
HBIX ¥ apdbl, U3HAUATHHO BO3HMKJIA KaK GECCIOBECHOE MTPU3HAHUE B JTIO6BU AJlb-
Me — Torza eme HeBecTe Masepa (06 3TOM MbI 3HaeM 61arofapsi BOCIIOMYHAHUSIM
oupukepa Buiema MeHrenb6epra). Mexxay TeM OHa IMOUTU UAEHTUYHA HAMMCAH-
HOJ1 o3e necHe «f ymep 011 mupa» Ha cinoBa Plokkepra. «5 ymep 01 Mupckoti cy-
emol, — TIOETCSI B TI€CHE, — U NOKOIOCb 8 MUUIUHE... 51 #UBY 00UH 8 MOeM Hebe, 6 Moeli
J11008U...» B 9TUX CJTIOBAX 3aK/TI0YAETCSI BHYTPEHHMIT CMBIC/I YaCTY Y BBIBOJI, U3 KOJIIN-
3UM Bcelt cuMdOHUY — YXO[ U3 MUpPa B HEObITHE, OTHAKO HEe B PABHOMYIIIHOE OTpe-
meHue. My3bIka HaCTOIbKO MOJIHA BHYTPeHHe! IMOLMOHAIbHOCTH, uTo Adagietto,
HECMOTPSI Ha CKPOMHBIE pa3Mepbl, CTAHOBUTCS TUPUUYECKON KylIbMMUHALMEN CUM-
dbouun. Bpemst CJIOBHO 3ameisieT cBoe TeueHue... Adagietto — o6pa3 maeasbHOrO
MMpa XyIOXKHUKA, CBOEI TYXOBHOM CUJION CITOCOGHOTO MPOTUBOCTOSITh IPOTUBOPE-
UMM OKPY>KaIoLlel >XU3HMU.

[Tocne mTy6OKOTO BHYTPEHHETO KaTapcuca JOBOABHO HEOXUIAHHO 3BYYUT
Ponpo-duHam ¢ ero moyTH HAPOUUTHIMM MMUTALUSIMU MY3bIKaAbHBIX IPUEMOB
XVIII cronetust. TeMbl SHEPTUYHOTO INYTAMBOTO XapakTepa (yxke 6e3 TeHU rpore-
cKa!) CMeHSIIOT IpyT Apyra U MepervieTaoTcs B 3aTeIUBbIX TOMUGPOHNYECKUX KOM-
6uHanusx. Ha mepBbiii B3I/Is 9Ta My3bIKa CIIOCOOHA CMYTUTD CITYIIATENSI UUIITHE
IIPOCTOTOM pa3pelleHus ApaMaTUUeCKOl KO/UIM3UY, MHUMOM «<HEOPraHUYHOCTbIO»
B COUETaHMM C MIpeIIIecTBYIOMKUMY yacTsamu. OQHAKO B Helt LapcTBYeT «padocms
macmepa, odepxasuiezo 0yxo8Hy nobedy Hao 3/10M U 8epHY8LLE20CS K HUSHU O71a20-
daps Heuccsxaroweti 8 Hem meopueckoli sHepeuu» (V1. BapcoBa), aTa pagocTb «npocma
U UckpenHa, kax nascka Jasuda».
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Cumdbonus N2 9

«B nocnedHue nonmopa 200a s nepexcusarn maxk 6ecKOHeuHo MH020, 4mo edea iu
cmoey 2080pume 06 amom. Kyda yxc MHe nslmamscs onucams maxoii HeObl8ansili Kpu-
3uc! 5 euxy ece 8 HOBOM cgeme, 1 Cam HAXOXCYCb 8 HENPEPLIGHOM OBUMCEHUU U COBCEM
He ydusuics 6sl, eciu 6 3amemus 80pye, 4mo y MeHst Hogoe meso (kak daycm)». Tak
omychiBaI Majiep cBOe COCTOsSTHME GiskaifieMy ApYTy U yueHUKY BpyHo BanbTepy
B Havase 1909 r.

Yro ke Ipoun301Io ¢ Masepom «8 nociedHue noaimopa zoda»? Becxoit 1907 .
eMy MPUILIOCh MOKMHYTH MOCT AupeKkTopa BeHckolt onepsl. TeaTp, KOTOpOMY OH
OTAAN JeCSTh JIEeT KU3HU U KOTOPbI Graromapst Majnepy JOCTUT BbICOYAiIIero
XyJ0KEeCTBEHHO-MY3bIKaTbHOTO YPOBHS, OTIUIATWJI €My MHTPUTaMu U Bce Goree
BO3PAaCTAIONMM COMPOTUBIEHUEM — He BCE ObLIM TOTOBBI CJIYKUTb CBOEMY €Ty
C TOI1 )Xe camooTaaveii. JleToM cyab6a HaHecaa ceMbe MaJiepoB TSDKeNbIi yaap —
yMepJia cTapliasi J0ub, CJIOBHO BOIJIOTUB CTPAIIHOE POPOUYECTBO «IleceH 06 ymep-
wux demsix». Bckope Masep ycabliian MpUroBop OT Bpaueit — Heusjieuumasi cep-
neuHast 60e3Hb. OTHBIHE OTMEPEHHBII €My CPOK KM3HU HANPSIMYIO 3aBUCET OT
TSDKECT (PU3NUYECKUX ¥ YMCTBEHHBIX HArpy30K, a Belb OH MPUBBIK paboTaTh 10
U3HEMOXKEeHHUS. .

«Hebviganvili Kpu3uc» 03HayaJa KOPEHHOJ TIOBOPOT B MMUPOBO33peHnu. Maep
MIPEVCITOTHUIICS HEOOIKHOBEHHOT! JIIDO0BbBIO K KM3HM BO BCEX €€ MPOSIBIIEHMSIX, JKe-
JIaHMEeM HaCIaJAUThCS KasKIbIM JTHEM, MUHYTOM, MTHOBeHMeM. «Mup Jsiexcan neped
HUM 8 MAZKOM céeme NpowjaHusl..., — BcrioMmmuan bpyso Banbrep. — “Munas 3emns’...
Ka3anace eMy makoii npekpacHoti, umo ece €20 MylCU U €108a 6bLIU MAUHCMBEHHO
NOJIHBI KAKUM-MO U3YMJIeHUeM neped HO8oll npesecmyvlo cmapoli xcu3Hu». HecMoTps
Ha 3aTpeT Bpayveii, OH ¢ elle 6obIelt 3Heprueii OTAAICS TBOPUYECTBRY.

Bompockl HeM36eKHOCTY CMEPTH, YXOfa B HEOBITHE Y OTHOCUTETBHOCTY CMbIC/TA
YyeJI0BeUeCKoro cyilectBoBaHus («I[louemy mot #cun? Iouemy mot cmpadan?») BOJIHO-
Basi Masiepa naBHo. Ho Tereps OH CTOSUT «IUYOM K JIUYY C HUUeM» Y3Ke He B aOCTPaKT-
HO-(duaocodpckoM maHe. IIpeCTOSTIO 0CO3HATH, MEPEXKUTh U TPUHATH OIM30CTh
COOCTBEHHOJI CMePTH, OKMHYB MPOIIATbHBIM B3IJISIAOM IPOXKUTYIO JKU3Hb. DTy TEMY
pacKpbIBaet nociaenHss cumdonndeckas Tpuaga Manepa — «IlecHs o 3emie», [leBsi-
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Tas ¥ He3akoHUeHHas ecsitas cumbonus. Hu onHO 13 9TUX IPOU3BefeHMit aBTOpy
yCIBILIATH y3Ke He IOBeJIoCh; MpemMbepa JleBsiTol coctosinack B 1912 1. o, yripasiie-
HueMm bpyHo Banbrepa.

BHelltHe TpagMLIMOHHBIN YeTbIpexyacTHbIN UMKI [IeBSIToi cuMQpOHUM Tpak-
TOBaH BecbMa cBoeo6pa3Ho. [lepBast YacTh MMeeT Majio OOLIEro C MPUBLIYHBIM CO-
HaTHbIM Allegro, HO ckopee mpeaBocxuiaeT «cumboHuveckue Adagii», nesxxanine
B OCHOBe 3pesbix cumbonuit lllocrakoBuya. [IBe cienyiomye Opyr 3a JPyroM CKep-
I[O3HbIE YACTU — IPOTECKHBII JIeH jIep U MHbepHaIbHOe POHIO-6ypieck — CMeHSI-
et 6onbiioe Adagio; OHO 3acTaB/sIeT BCIOMHUTD 3aBEPUIAMONIYIO YaCTh MTOCTeHEN
(Toske TleBsiToit) cumdoHmum BpykHepa, HO 6ojiee BCEro — 3aK/IIOUMTETbHbI HOMep
«ITecHu o 3emne» — «IIpoujarue».

CymHocth Andante comodo oxapakTepu3oBal MJIaAlINit cOBpeMeHHUK Ma-
nepa, KOMIO3UTOp AnbbaH Bepr. «3mo evipaxceHue HeCIbIXaHHOU 008U K 3eMIle,
cmpacmHoe dcenauue ¥ume 8 Hell, ewje u ewe pas 0o enybouatiuieti 21yOUHbl HACAA-
dumacs e, npupoodoli — noka He npudem cmepms. 60 oHA HeyOepHCUMO NPUOIUIA-
emcs...» My3bIKa CHOBa M CHOBAa BO3BpalllaeTcs K 3aIyIIeBHOJ IIeCEHHOI TeMe,
KOTOpasi yepenyeTcss C MOMEHTaMy MyYMTENbHOrO HanpsbkeHus. IlociegHemy ee
MpOBeIeHMIO IPeLIeCTBYeT Tparuueckuii CpblB KyJIbMUHALMU, EMY OTBEYaeT OTAa-
JIeHHbII TIepe3BOH KOJIOKOJIOB; B CAMOM KOHIIe YaCTy TAMHCTBeHHbI «308 npupodsl»
(KBapTeT BJITOPH) CMEHSIETCSI YMUPOTBOPSIIOIIMM CKPUITMYHBIM cOJI0. «CmpacmHoe
nepexcugauue Kpacomsl U 2apMoHUu Cywjezo, 0aUyemeopsemMslx menepe 00HOU UL
npupodoti, cmeHsiemcst 8ce 6oJiee ACHBIM NPedoWyUweHUeM CMepmu, KOmopas makxce
uacmse npupodsl» (V. Bapcosa).

Bropas uacTb («B memne chokotiHoz0 ieHOnepa») OTChIaeT Hac K MCTOKaM Ma-
JIePOBCKOTO TBOPUYECTBA: IrpyboOBaTast HAMBHOCTD cKepllo [lepBoit cumdbonnm coe-
IVHSETCS B Hell C TOPbKOI UPOHUEN «mpaypHo20 mapuia é maHepe Kanno». Hapo-
YUTOCTb 6ECKOHEUHBIX MOBTOPOB 3aCTABJISIET YCOMHUTHCSI B MUCKPEHHOCTY MY3bIKU;
BHE3aIlHO JIEH IJIep CMEeHSEeTCS 9K3a/IbTUPOBAHHBIM, CJIOBHO MCKa)XeHHBIM B KDMBOM
3epKajie BEHCKMM BaJIbCOM — KaK OYATO roMaHOBCKMI CO3IAaTeNb MEXaHUUECKUX
KyKOJI ¢ 6E3YMHBIM CMEXOM CpPbIBA€T MacKy MHUMOTO A06pomymvs. JIniib HeHa-
JOJITO BO3HUKAET YMCTHI He3aMYTHEHHBII 06pa3 B OJ€X/1aX CTAPMHHOTO MEHYATA.
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Tpetbst yactb (PoHmO-6ypiieck. Allegro assai) IpMHAIJIEXUT K HAUOOIEE KC-
MIPeCCUBHBIM CTPaHMIAM MaJepOBCKOV My3bIKM. becrnopsimouHoe «perpetuum
mobile» poxkgaeT 06passl myrawiiero, abCypaHOro xaoca. B My3bike oxxuBaeT 6y-
IOy repoit YarmHa (TobKo 6e3 duiepa KOMeOUitHOCTHM!) — MaJIeHbKIiA YeTOBEK,
3a[IbIXAIOMINIICS B allOKJIMIITUYECKOM PUTME «OO0bIIoro roposaax. isan Comep-
TUHCKUI CIBIIA B 9TOI YaCTH «...06pasey IKCNPeccuoHucmckoli napoduu Ha ypoa-
HU3M, Koeda 6niazodaps eeHuanvHoll unmyuyuu Manepa napodupyroujee npouseedeHue
Uyme Jiu He npedsocxuujaem no epemetu 06sekm napoouu». Ho MMEeHHO B 3TOM «yp0a-
HUCmuueckom xaoce» 3apokaeTcs IiaBHasi My3bIKaJbHast MbICTb QMUHATA.

CTpacTHBIM BO3IVIACOM CKPUIIOK HAUMHAETCsl MOCAeHSSI 4acTb CUMOOHUM
(«OueHb MedneHHo, HO cdeprcaHo»). [IpoliaHKe C KM3HBIO, MyUUTeTbHOE OCO3HAHKe
KOHIIA, €r0 MPUHSITUE Y TPUMUPEHUE C HEU3OEXKHBIM — BCSI IIPOTUBOPEUMBAS TaM-
Ma YyBCTB OTpakeHa B XpOMaTHUeCKOM Xopaje OCHOBHOI TeMbl Adagio, B ee mpe-
Jle7TbHO HalpSDKEHHOM M OLHOBPEMEHHO COCPEeOTOY€HHOM, IOYTM MOIUTBEHHOM
3BYYaHUU CTPYHHBIX C BAITOpHAMM. [Ipyroit 06pa3 yacTu — Tema C IBHO BbIpayKeH-
HBIM CJIaBSTHCKMM KOJIOPUTOM ; MaKCMMaJIbHO yIaJIeHHbIE APYT OT APYyra Meloaude-
CKJ€e IMHUY BBI3bIBAIOT OIYIIeHVE pa3pesKeHHOTI0 BO3yxa B ropax; 3TO NOCIeIHU
B3IJISI, B CTOPOHY «MUJioli 3emu». Bce 60ee TOPSKeCTBEHHO U 9KCITPECCUBHO 3BYUNUT
Xopai. M muinp B KOHIIE YacTy My3bIKa IPUXOAUT K IIOTHOMY PaCTBOPEHMIO, UCTau-
BaHUIO, 3aMMpasi B ejie CABbILIHOM pianissimo...

OnyH 13 KpyMHeNInxX oTeuecTBeHHbIX AupIokepoB XX Beka Kupuiin Konagpa-
1rmH poauiics B 1914 1. B MockBe B ceMbe My3bIKAHTOB (OTell 6bIT CKPUIIAYOM-CaMO-
YUKOI1, 033K Urpa B oprecTpe [0CymapcTBEHHOTO €BPeiicKoro TeaTpa, MaTh pabo-
Tasia B opkectpe bosbiroro Teatpa). C mecTy JIeT OH 00yJasicst urpe Ha popTenyaHo,
MO3Xe Gpajl YPOKM TeopUM MY3BIKM Y BBIAAIOIIETOCS Telarora, yueHuka TaHeeBa,
Hukonast JKunsieBa, KOTOPBIi 0Ka3as 60/IbIIIoe BIMsSTHYE Ha €0 TBOPUECKOe Pa3BUTHE.

B 1931 r. KoHppaiinH nocTynmia B MOCKOBCKYIO KOHCEpBATOPUIO B KJIACC Onep-
HO-cuMdOHMYeCKOTo AupmxkupoBanust Bopuca XaitkuHa. Eine 6yyun CTyIeHTOM,
OH CTaJl TOMOIIHMKOM AMpMKepa My3bIKanbHOM cTynuu MXT, KOTOpoii pyKOBOAWMI
B. HemupoBuu-JlaHueHKO.

7 o
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Kupumn Kongpanis
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ITo okoHuaHUy KoHcepBatopuu B 1936 r. KongpawmnH okasancs B JleHuHrpaze,
T7ie 3aHSUT TIOCT AupIkepa Masoro Teatpa omnepsl u 6amera. Ha I BcecorosHOM KOH-
Kypce qupyskepoB B 1938 T. 0H ObUT yIOCTOEH MTOYETHOTO AUTIIIOMA.

B 1943 r. KoHgpaiiHa npurianaT B boabiioi TeaTp, TpyIna KOTOPOTO TOMb-
KO 4TO BepHYy/ach 13 3BaKkyanuu. HemocpencrseHHOE TBOPUECKOe B3aUMO/IeliCTBIe
C IIesiAoi BoiAatouxcs auprskepoB bombiioro (H. l'omoBaHoBbiM, C. CaMocyoMm,
A. TTazoBckuM, A. Menuk-TlamaeBbIM) CUIbHEMIIMM 00pa3soM MOBAMSIO Ha dop-
MMpOBaHMe ero TBOpYeCKOi MHAMBUIAyanbHOCTU. [lapamnenbHo KoHppamuH Ben
aKTMBHYIO KOHLIEPTHYIO [esATelbHOCTD, BBICTYIAs C pa3JIMUYHBIMM OpKecTpamMu Mo-
CKBBI ¥ APYTUX rOponoB (B 1949 r. MOCKOBCKMIT MOJIOZI@XKHBIN cMPOHNUECKUIL Op-
KeCTp TOf, ero yIpaB/ieHueM MOMyYWI rpaH-Tipu Ha decTuBae 1eMOKpaTUyecKoii
mosionexu B bynanernire).

C 1956 r. Kupwin KoHApalivH MOMTHOCTBIO TTOCBATWI ce6sT CUMGOHUYECKO-
My IUpWKUpOBaHMIO. C HMM DEryIsipHO BBICTYN&IM BBIJAIOLIMECS COMUCTBI —
I. Oiictpax, JI. Koran, M. PoctponioBuy, C. Puxrep, 3. ['mnenbc. B 1958 1. oH ak-
KOMITaHMPOBaJI YYaCTHUKAM TpeTbero Typa I MexayHapogHOro KOHKypca MMeHU
I1.1. YajikoBckoro. BMmecre ¢ mobemurteneM KoOHKypca Banom Kiaiitbepraom Kupun
KoHpaiH BeICTYIIUI C KOHIIepTaMu B Bemko6putanuu u CIIIA (cTaB mepBbIM CO-
BETCKUM AVPUKEePOM, KOTOPBIV NepeceK ATIaHTUUECKUI OKeaH).

B 1960 r. KonapaiuH cTaj IJaBHbIM AUPUskepoM cUMEGOHINUIECKOTO OpKecTpa
MockoBcKoit puiapMoHUU. 3a MSITHAALATH JET PYKOBOACTBA eMY YaJ0Ch IIpeBpa-
TUTb CBOJ OPKECTP B OOMH U3 BeAyIIUX My3bIKaJbHbIX KO/IEKTUBOB COBETCKOIO
Coro3a. BriepBbie B Hallleii cTpaHe IMOJ, ero yrpasaeHueM po3Bydanyu Bce cumdo-
Huu I. Manepa (kpome Bocbmoir) u II. lllocTakoBuYa, B perepTyape aupiskepa Obim
cuMmboHMYECKMe U KOHLIepTHbBIe TTpou3BeneHust B.A. Morapra, JI. BaH beTxoBeHa,
[1. Yarikosckoro, H. Pumckoro-KopcakoBa, Y. Bpamca, C. PaxmanuHoBa, H. MsickoB-
ckoro, C. ITpokodwena. B 1969 r. nupmkep 6bUT yaocToeH T'ocymapcTBeHHOI mpe-
vuu umenn M. I'muHky, B 1972 r. —3Banust «<HapogHsiit aptuct CCCP». I'op, crrycrs
opkecTp MocKOBCKO pMIapMOHMUM TIOTYYMIT TIOYETHBII CTATYC «aKageMMUueckoro».

B 1978 r. Bo Bpems ractponeit B Hupgepnannax Kupuan Kongpams npussn
pelieHye ocTaTbcs Ha 3amnange. OH MOMyYMsI MECTO MIAaBHOTO NPUMIALIEHHOTO M-
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pwkepa opkrectpa «KoHueprrebay». B 1981 r. pupmskep MOkKeH GbLT BO3MIaBUTh
cumdoHmueckuit opkectp baBapckoro pagmo, Ho 7 mapTa 1981 1. CKOPOTIOCTVKHO
CKOHYAJICS OT MHGapKTa.

Anekcanap CragkoBckuii (p. 1965) ponwics B TaraHpore B ceMbe MY3bIKaH-
TOB. OH OKOHUM/T BOEHHO-AUPISKEPCKUit GakynbTeT MOCKOBCKOIT KOHCepBaTOPUM
u (akyabpTeT onepHO-cuMbOHNYECKOTO AupyokupoBaHust CaHkT-IleTep6yprckoit
KoHcepBaTopuu (Kinacc mpodeccopa Bramucnasa YepHyiieHko). B 1999 r. cran mo-
6enutenem III Bcepoccuiickoro KoHKypca aqupyskepos umenu C. IIpoxkodbesa.

Ero nupuskepckuii 1e60T COCTOSICS B TeaTpe omnepsl U 6anera CaHKT-IleTep-
6yprckoit KoncepaTopuu B 1997 r. (B 2001-03 IT. OH GBI [TTABHBIM AVPUKEPOM Te-
atpa). B 2001 r. B OpmutakHoM Teatpe A. C1afKOBCKUI IVPVDKUPOBAI B KOHLIEpTe
B uecTb Bu3uTa Ee Bennuectsa Koponess! Hunepnaunos bearpukce. Kak accucreHT
IUpYsKepa oH ObLT mpuriaieH Mapucom STHCOHCOM B ITOCTaHOBKY oriepsl «KapmeH»
JK. buse u McruciaBsom PocTponoBuueM B KOHIIEPTHYIO IporpaMmy «HeusgecmHuiil
Mycopeckuti».

C2004 1m0 2006 rr. Anekcauap CaJKOBCKM# 6L I/TaBHBIM Y PUKEPOM OPKECTPa
TocynmapcTBeHHOIT akageMuyeckoit kane/uisl CankT-Tlerepbypra, B 2006-2010 rr. —
IupuskepoM cuM@oHMYecKoro opkectpa «Hosas Poccusi» mion yrpasieHuem H0pus
Bammera. Kak gupuskep OH BBICTYIIANA ¢ BeXyIMMMU CUMGOHUUECKUMHU KOUIeKTU-
Bamyu MockBbI U ropofoB Poccun, a Takke ¢ opkecrpamu [pe3neHa, bymaneira,
bBenrpana.

C 2010 r. CnanxOBCKMI — Xy[LO>KeCTBEHHbBIN PYKOBOAUTENb U IVIaBHBIN AUPU-
skep TocymapcTBeHHOro cuMGOHMUECKOTO OpKectpa Pecry6nuku TatapcraH. 3a
IIeCTb JieT paboThl B opkecTpe CIaIKOBCKMIT MTOBBICUIT CTATYC KOJUIEKTUBA B MY3bI-
KaJIbHO-00IeCTBEHHO Xu3HU Pecry6muku TaTapcTaH U BCeii CTPaHbI, pacIUuPUB
MaJUTPY €r0 TBOPUYECKMX BO3MOXKHOCTEN M BBIBEZSI OPKECTP Ha HOBBI MeXIyHa-
POIHBIN YPOBEHb.

I'CO PT crasn nepBpIM POCCUMCKMM pPETMOHAJbHBIM KOJIJIEKTMBOM, 3alCaH-
HbIM Ha TesiekaHanax «Medici.tv» u «Mezzo». B anipesie 2014 . oprecTp 1of, yIIpaBjie-
HueM Anekcanapa ClnagKoBCKOTO BeICTYWI B miTab-kBapTupe FOHECKO B [Mapuke
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(Ha 1IlepeMOHUY TIpUCBOeHMs 3BaHus ITocia mo6poit Bomu Jlenucy MairyeBy). B mae
TOTO JXe Tofa My3bIKaHTOB €0 CpenHell Bosiry BriepBble yCIbIIAIN B KOHLEPTHOM
3ane Toxkuiickoro opym-iieHTpa. B cezone 2014-15 rr. Anekcanap CaagKoBCKuit
¢ TCO PT BoicTymui B Bonbiiom Teatpe Poccuy B paMKax 100MIETHOTO KOHIIEPTa,
MTOCBSIIIIEHHOTO AecsaTuneTnio gectupans «Crescendo», u B CaHkT-IleTepbypre, rme
TIPOIIIeJT TIEPBbIN racTPOIbHBIN A00HEMEHT 13 TPEX KOHIIEPTHBIX BEUEPOB Ha CI[eHEe
3asa «MapuuHka—3».

C 2013 r. Anekcannp CnagkoBCKuit sBasieTcsl apTuctom <«Sony Music
Entertainment Russia». B 2016 r. pupukep 6bUT yoocToeH 3BaHus «HapomgHslii ap-
TUCT Poccum».

Cumdbonun Manepa B ucnonneunu Kupwmmna Kongpauimta ¢ opkectpom Mo-
CKOBCKOJi (puiapMOHUM, TPO3BYUaBIine B MocCKBe moiBeKka Ha3al, CTalu IMOAJIMNH-
HBIM OTKPOBEHUEM JJIS COBETCKON MyOIMKU; MaJepOBCKME TUIACTUHKMU, KOTOPbIE
OH yCIleJl 3amucaTh, MTHOBEHHO cTaiu ¢unodoHuveckoit penroctbio. KoHpapa-
IIMH He IPOCTO BOCCTAHOBWI TPagVLIMIO «PYCCKOJM MajlepMaHbl», MCKYCCTBEHHO
MIpepBaHHYIO0 Ha TpU JecsATuwieTus (BIUIOTb A0 cepeauHbl 1930-x rr. umsa Mainepa
pery/sSipHO TMOSIB/ISUIOCh Ha KOHLIepTHBIX aduiiax MockBbl U JleHMHrpazga, HO 3a-
TeM (aKTMUeCKM 0Ka3ajaoch IMOJ, 3allpeToM), — OH UCIIONHST Maepa coBepiIeHHO
mo-HoBOMY. ETo MHTepIpeTanyuu, OTMeYeHHbIe 6JIaTOPOACTBOM XYIOKECTBEHHOTO
BKYCa, TOHKMM ITIOHMMaHMEM MaJepOBCKOI CTUAMUCTUKY U SIPKO MUHIUBULYAIbHBIM
MIpOYTEeHMEM, HE MEpPK/IM B CPAaBHEHUM C TPAKTOBKaMM KPYIHENIINX OUPUKEPOB-
«MaJiepMaHIeB» XX BeKa; He MepKHeT MX 3ByJyaHue U B Haluu JHU. MHOTMe oTeve-
CTBEHHbIEe OVpMKephl NocaefoBaIu pumepy KonapammHa, HO elle JOAr0 HUKTO
He peIajics Ha CTOMb IeJIOCTHBI 0XBAT MaJePOBCKOTO TBOpUeCTBa. TeM 6osee 4TO
¢ orpe3nom KonmpaniHa 3a pybex 60bIIMHCTBO €To 3amuceit 6pU10 MpeaHo 3a6-
BeHMI0 BIUIOTH 10 2000-X romoB, KOTma OHM 6bIIM OMYyOIMKOBaHbI «Menodueli» yske
Ha KOMIaKT-IMCKaX.

s xoro-to napamwiend «Kupuan Konppammu — AnekcaHnp CraagkOBKUMiA»
BBIIVISIOUT Yyepecuyp cMesioi. 1 Bce ke MHOTMe My3bIKaHThI CTaplliero MOKOoJIeHusI
yO6eKIEeHbI: HECMOTPSI Ha MOTYBEKOBYIO PA3HMUITY, 3HAMEHUTOTO POCCUIICKOTO Mas-
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CTPO CBSI3BIBAIOT C €r0 BBIJAIOLIMMCS IIpefIeCTBeHHUKOM He3pyMble TBOpUYecKue
y3bl. DakT TeM Gosee yAMBUTETbHBIN, uTO CIaJIKOBCKOMY HE YOATOCh YCIBIIIAThH
KoHppammHa «BXMUBYIO» — OH 3HAaKOM TOJIBKO C €r0 3alMCsIMU. JTO ellle pa3 MOoA-
TBEPKIAET, YTO TIO0OHBIE «BPEMEH CBSI3YIOIIME HUTU» MOTYT CYLIECTBOBATH BHE
3aBUCUMOCTH OT BpeMeHHbBIX WK reorpadmyeckux rpaHull.

Boieguimii 13 «MOCKOBCKO LIKOBI» (YueHUK XarikuHa u Kuisgesa) Kupuun
Konppamus chopmupoBaics Kak nupmkep B Manom onepHoM Teatpe JleHMHIpa-
Ia. Mexxmy ABYX CTOMUL] IpoJieras myTh B podeccuio u Anexcanapa CnaJKoOBCKOTO
(cripaBeIMBOCTY pagy HAAO CKasaThb, UTO JIEeHMHIPAZ, ChIrpal B €ro KM3HU Kyaa
OOMBIIYIO POJIb — IO COGCTBEHHOMY ITPU3HAHMIO TUPIKepa, BCTPeua ¢ BIOXHOBEH-
HbIM McKyccTBOM 0. TemupKaHOBa Npefonpenennsia ero JaabHeNmnii )XM3HEeHHbI
myTh). JI0 TOr0 Kak CKOHIIEHTPUPOBATh BCe CUJIbI HAa CUMGPOHUUECKOM OUPVSKUPO-
BaHMM, KoHIpalinH Mpolien MHOTOJMIETHIOI IMPaKTUKY ONEPHOTO OUpVsKepa; O
C/1agKOBCKOTO 3TO ObUT Mepuopn paboThl B My3biKaJbHOM TeaTpe CaHKT-Ilerep-
Gyprckoii KOHCepBaTOPUH, TIe eMy JTOBEJIOCh paboTaTh BMecTe ¢ PocTponoBuyem
" SIHCOHCOM.

[IpM3HaHHBI UHTEPIIPETATOP PYCCKOI U 3apybeskHoi knaccuku, K. Kougpa-
IIVH TPOSIBJISUT 0COOBIN MHTEPEC K COBPEMEHHOI MY3bIKe, TUPUKUPYS COUMHEHU-
svu b. baproka u I1. Xungemurta, M. Pasens u P. lllTpayca, a Taoke A. XayaTypsi-
Ha, I. CBupumoBa, M. BaitH6epra, b. YaitkoBckoro, P. lllemgpyHa u Ipyrux COBETCKUX
KOMIIO3UTOPOB. PelkuM [i11 Aypyskepa IOHMMaHMeM MY3bIKaJIbHOIO MMUpa CBOUX
COBpPeMeHHMKOB o6nanaeT u A. C/IaIKOBCKUIL: B €r0 perepryape eCTb COUMHEHUS
P. lllenpuHa (KOTOPBIN YOOCTOMJI MasCTPO OYEHb BBICOKON oneHku), C. I'ybaiimy-
nuHoi, I. Kanuenn, P. Jlemenéna, C. CroHMMcKOro, A. YaiikoBckoro, A. PhIOHIKOBA,
B. TuieHKo a Takke MOJIOABIX KOMIT03UTOpOB MockBbI 1 IleTep6ypra. Haxomsich
Ha II0CTY IVIaBHOTO AyVpuskepa opkecTpa TaTapcraHa, OH He TOIbKO IIPOBe MOHO-
rpacduueckme UMKIbI My3biku BeTxoBeHa, UaiikoBckoro, Bpamca u IlloctakoBuua —
B 2012 r. MasCTpO OCYIIeCTBUII 3aMMUCh «AHMON02UU MY3bIKU KOMNO3umopos Tamap-
cmana». HakoHel, oueByHA Iapajuieslb MeXIY IBYMS KOJUIeKTUBaMMU, JOCTUTIIM MU
BBIJTAIOIMXCS PE3Y/IbTATOB G1aroapst Bojie UX PyKoBoauTeneit — ceroqus T'ocymap-
CTBEeHHbIN cuMdoHMYecKuit oprectp Pecrrybimyky TaTapcTaH MOTYyYMIT POCCUIICKOE
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" MEeXKIYHAPOIHOEe TIPU3HAHME U SIBJISIETCS TAKUM K€ KYJIbTYPHBIM GPEHI0M Halleit
CTpaHbl, KAKUM I10JIBeKa Ha3aJ, cTaa opkecTp MocKoBCcKoi humapMoHNUM.

Hapsny c llloctakoBuuem Maiiep cTai, Ioxanyit, KpyImHeiIyum AOCTVKeHeM
KonnpaimHa Kak qupuskepa-cuMGOHKCTa. DTH JBa KOMITO3UTOPCKUX MMEHU 06J1a-
JIal0T HeBEPOSITHO MPUTSTaTeNbHO cuol u Ajist Anekcanapa CiaagKoBCKOro. «/lns
Mmens Ilocmaxkosuu — npodoseHue Manepa, — TOBOPUT nupukep. — My3ssika Lllocma-
Koguua c demcmea 6sina uem-mo opmoobpasyrowum...» A cumdonnu Manepa mpez-
CTaBJISIIOTCSI MY «Heo6X00uMoli cmyneHoio, 6e3 Komopoti Hego3modxceH Illocmakosuu».
Pa6oTast B HacTosIIee BpeMsI HaJl TTOTHbIMY KOMIUIEKTAMM KOHIIEPTOB U CUMQpOHMUIA
[locrakoBuya, Anekcanp CnagKoBCcKuit He MOT IpoiTu Mumo cumbonuit Manepa.
Ero npouTteHue, HaXOASCh B pyciie KOHIPALIMHCKOM TPaAULIUK, aiPEeCcOBaHO CIyIia-
TeJl0-COBPEMEHHMKY; CMHTE3 aKaJeMUUYeCKOil CTPOroCTM BKyCa ¥ SMOLMOHAIbHOM
UMITYJIbCYMBHOCTM TOIBKO [IOAYEPKUBAET Tparnyeckoe Benynyye MajiepoBCKOro ayxa.

Bopuc Myxkoceii
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If you want to create music, you can’t aspire to picture, tell or describe.
What music speaks about is only man in all of his aspects...

a feeling, thinking, suffering one.

Gustav Mahler

To Gustav Mahler, the genre of symphony was a field for deciding inmost
questions of being. Resorting at times to the poetic word and being inspired
with folklore, literary poetic or philosophical ideas, Mahler, in the first place,
remained amusiciantowhom everynew symphonywas like “building a newworld
with all means available.” And yet his symphonic art, including his cycle The Song
of the Earth for voices and orchestra and the unfinished Tenth Symphony, can be
viewed as a cross-cutting narrative. Eleven chapters of one book are not about
collisions oflife,but about evolution of the spiritual world of his demonic genius,
a personality that was so contradictory and so sensitive to human suffering.
The First and Ninth (the last one finished by Mahler) symphonies, as well
as the Fifth that emerged at the “point of the golden section” of his artistic bio-
graphy, are the main chapters of this musical and psychological novel.

Symphony No. 1

The conception of Mahler’s first large-scale symphonic piece dates back
to 1884. It was a time when his serious conducting career commenced (at the town
theatre of Kassel) and when the first vocal cycle (Songs of a Wayfarer), the material
the future symphony was based on, was already there. It was born “irrepressibly
like a mountain stream.” It was like the young composer “had all the locks open,” but
Mahler was able to complete the symphony only four years later (because of his
busy conducting schedule in Prague and Leipzig). As he composed, the character
of the symphony was changing — Mahler removed the second movement named
Blumine (“Flower Piece”) from the initially conceived five-movement cycle; he also
rejected the descriptive explanations and the subtitle “symphonic poem.” After
the premiere, the composer rejected the title Titan that assumed inner affinity
of the symphony with Jean Paul’s novel of the same name.
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The basic idea of symphony was nevertheless obvious — formation of a
human personality and his first steps on the way of comprehension of the world
around. As Mahler wrote in letters to his friends, he divided the symphony into
two equal parts that corresponded to the stages of its character’s maturation:
“From the days of youth” comprises Part I and the Scherzo where the character
still cherishes a naively romantic illusion of harmonious relations with
the world and nature. Part II is when “Commedia umana” begins - a collision
with the seamy side of life, evil and hypocrisy; the character’s deep spiritual
wound gives rise to the feeling of protest and thirst for struggle that is crowned
with victory at the end of the finale.

The first movement (“Slowly, dragging. Very restrained throughout”)
opens with a slow 62-measure introduction. It depicts the awakening
of nature at dawn in the vein of Weber’s or Schubert’s “forest romanticism.”
The motifs of the future theme gradually come into being from a drawling,
almost inaudible sound of the high note, similar to the contours of a thicket
showing through early morning mist. “...A shimmering, ringing background with
spot sounds appearing on it was a true godsend to create an image of nature,”
wrote musicologist Inna Barsova. Indistinct rustle, the first bird screeches and
a remote signal of the French horns gradually “materialize” into a lively and
brisk motion of the sonata Allegro (a citation of the song I Went This Morning
over the Field from Songs of a Wayfarer). The first movement does not contain
any contrasting material; the future theme of the finale suddenly emerges deep
in the development like a shadow that falls upon unexpectedly. But it does
darken the idyll of the “morning symphony” for a little while — a shortened
reprise of the movement is filled with sunshine and somewhat rough humour.

The Scherzo (“Moving strongly, but not too quickly”) carries on with
a bucolic nature of the first movement. “The young man is wandering, now
he has grown strong, rough and viable,” the composer commented on it. It is
a typical Landler full of primordial force and youthful ardour (Mahler’s early
song Hans und Grethe is a basis of the movement); it is shaded with a waltz trio
with a touch of sentimentality.
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The third movement (“Solemnly and measured, without dragging”)
abruptly turns the vector of the symphony towards a dramatic collision. In
this “Funeral March in the Manner of Callot,” Mahler for the first time applies
the method of grotesque which will accompany him throughout his creative
life. The composer was inspired with an old woodcut “The Hunter’s Funeral
Procession.”To the brass beats of the timpani, the low instruments (a solo double
bass, followed by tuba), in unnatural registers, play the popular round Bruder
Martin in a deliberately “funereal” vein; the other instruments join them little
by little, with biting, mocking cues of the clarinet and oboe flickering in their
common choir. The “procession” is suddenly interrupted with a vulgar tune,
and its next intervention is even more insolent. The hero is taking “lessons
of life” hard, and his spiritual suffering is reflected in a distorting mirror of a
jester’s grimace. The contrasting middle of the march is based on The Two Blue
Eyes of My Beloved, the concluding part of Songs of a Wayfarer. Its enlightened
sorrow gives place to a scoffing procession again.

The finale starts with a ferocious flash of orchestral tutti (“Stormily
agitated”), which, as the composer conceived it, must be there at once, without
a break. According to Mahler, it depicts “despair of a deeply wounded and broken
heart” (later on the composer interpreted the beginning as a “passionate
accusation to the Creator”). A dramatic and strained main theme comes
next; a tender lyrical cantilena of the side theme, resembling Tchaikovsky’s
thematism, responds to it. However, the temptation to “escape from hard reality
to a dreamland” does not stop the character — his arduous struggle resumes
with renewed vigour. The victory is dearly bought. However, the solemn chorus
of the brass instruments pouring out in the coda of the finale savours of naive
histrionics of youthful maximalism. The First Symphony was just a prologue
to the instrumental drama of Mahler’s music - it will not be long before
the composer and his character see their romantic illusions collapse.
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Symphony No. 5

“...I have seen your soul naked, stark naked. It laid before me like a wild,
mysterious landscape, with its terrifying depths and ravines, and next to them,
bright, pleasant, sunny meadows and idyllic resting places. I felt it like an event
of nature, with its terror and disaster, and with its transfiguring, soothing
rainbow.” This is how Arnold Schoenberg, a fellow composer and a younger
friend of Mahler’s described his impression of the Fifth Symphony in a letter
written right after the premiere.

Mahler worked on the Fifthin 1901 and 1902. At first glance, his life seemed
as successful as never before — he had married his beloved Alma Schindler and
won the highest authority as director of the Vienna Court Opera. However,
the acute conflict and tragic overcolouring are evidence of a deep internal
change as a result of an intense creative search. The Fifth not only opens a new
triad of symphonies, it is also a pivotal moment stylistically that separates
the composer’s subsequent oeuvre from what he wrote earlier. The pivotal
moment is evident in the significant complication of the orchestral texture,
greater independence of some of the voices and, as a consequence, ultimately
high requirements to the instrumental performers’ technique (“The Fifth is
very, very difficult,” the composer admitted). After the premiere that took place
in 1904 and was conducted by Mahler, he was dissatisfied with the orchestral
sound and made a lot of corrections to the score, re-instrumenting it in fact.
He made further changes until the last performance of the symphony in his
lifetime in 1907, in St. Petersburg.

The Fifth Symphony expresses an insurmountable conflict with the world,
suffering, despair and an opposing volitional impulse that has reached
the extreme. Back to Schoenberg’s letter: “I suffered the pangs of disillusionment;
I saw the forces of evil and good wrestling with each other; I saw a man in torment
struggling towards inward harmony; I divined a personality, a drama, and
truthfulness, the most uncompromising truthfulness.”

This drama unfolds throughout five movements of the grand symphonic
cycle. The acuteness of figurative contradictions and complexity of the
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content are captured in an unusual structure of the symphony. Its five
movements make up three sections (Abteilungen). The first of them includes
the most dramatic first and second movements, the second one is occupied
with a central movement — Scherzo, and the third is a denouement, eventual
finding of harmony - first “internal,” in the form of philosophic meditation
(Adagietto), and then “external,” in the artless joy of the final Rondo.

The opening Funeral March introduces us to the heart of the tragic
conflict. But this march is nothing like a similar part of Beethoven’s Eroica
or the march that opens Mahler’s Symphony No. 2. A too evident, persistent
emphasis on the attributes of a funeral procession — dismal stateliness of the
fanfare that opens the movement, a chanted step rhythm, sound of brass
wind and percussion instruments (imitating a funeral band) - inspires an
ambivalent feeling. A genuine emotion and observation from an outsider’s
viewpoint, a sensation of tragedy and grotesque irony merge into one
whole. As the movement develops, this internal contrast becomes ultimately
acute — the march takes an openly banal form, but suddenly falls into a fit
of spontaneous, unbridled despair that makes the listener shudder. Then
everything comes full circle - to a strict, measured procession, the sounds
of which gradually vanish into thin air.

The second movement continues the line of the first one. It is the most
intense point of the drama that accumulates the tragic collision of the
symphony. Here, the whole force of boundless despair and demonic outburst
of the elements deterred with the dual irony of the funeral march break out. It
seems like nothing is able to stop this frenzied motion that carries everything
along into a gloomy chaos; but like sudden flashes of lightning, this chaos has
its bright episodes anticipating the future apotheosis of the finale — another
typical feature of Mahler’s symphonic dramaturgy.

The Scherzo that occupies the entire second section of the symphonic
cycle is the most detailed movement of the symphony. “The movement is
incredibly difficult in terms of structure and demands in every respect and every
detail the utmost artistic mastery,” the composer commented. The imitation of a
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grand Vienna waltz and marked danceability and simplicity of the tunes allow
us to speak about a grotesque, ironic nature of the music. And then again, it
should not be interpreted too straightforwardly — according to the composer,
“the sham disorder here must transform into the highest order and harmony.”
The Scherzo is where the turn to settlement of the conflict is taken through.

The music of the fourth movement, the famous Adagietto, written for
strings and harp initially came as a wordless declaration of love for Alma,
then Mahler’s fiancée (we know about it from conductor Willem Mengelberg’s
memoirs). In the meantime, it is almost identical to the song I Am Lost to the
World written after the poem of Friedrich Riickert. “I am lost to the world with
which I used to waste so much time... And I rest in a quiet realm! I live alone
in my heaven, in my love and in my song,” the song goes. These words capture
the internal sense of the movement and conclusion from the collision of the
whole symphony - relegation to obscurity, not indifferent estrangement.
The music of Adagietto is so full of internal emotionality that it becomes
a lyrical climax of the symphony despite its modest sizes. As though time flows
slower... The Adagietto is an image of an artist’s ideal world, and his spiritual
strength is able to oppose the contradictions of the life around him.

Following a deep internal catharsis, the Rondo-Finale comes as a sort
of surprise with its deliberate imitations of 18" century music devices.
The themes of energetically playful nature (already without a shade
of grotesque!) alternate and interweave in intricate polyphonic combinations.
At first sight, this music is able to confuse the listener with how simply
the dramatic collision is resolved, with its seeming unnaturalness combined
with the previous movements. However, this is where “the joy of the master who
has gained a spiritual victory over evil and returned to life thanks to his never-
ending creative energy” (Inna Barsova) reigns. This joy is as “simple and sincere
as David’s dance.”
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Symphony No. 9

“I have lived through so much in the last year and a half that I can hardly
talk about it. How should I attempt to describe such a tremendous crisis? I see
everything in such a new light — am so agitated; sometimes I wouldn’t be surprised
to find myself in a new body (like Faust...).” This is how Mahler described his
state of mind in a letter to his pupil and friend Bruno Walter in early 1909.

So what happened to Mahler “in the last year and a half?” In the spring
of 1907, he had to leave the post of director of the Vienna Opera. The company
to which had given ten years of his life and which, owing to Mahler, had
reached the heights of artistic and music standards paid him with intrigues
and continuously growing resistance — not all of them were eager to serve their
cause with as much devotion. In the summer, fate struck another blow against
the Mahlers - their first daughter died as though she was an embodiment of the
scary prophecy from Songs of the Death of Children. Soon after that Mahler heard
the doctor’s verdict — he was an incurable heart case. From then on, the length
of life left for him directly depended on how heavy his physical and mental
loads were. For the man who was used to work to the point of exhaustion...

“Atremendous crisis”meant aradical turn ofthe mindset. Mahlerwelled over
with exceptional love forlifein all of its aspects, desire to enjoy every day, minute
and moment. “Theworldlaybefore himin asoftlight of farewell...” Bruno Walterre-
collected. “The ‘sweet land’ seemed so beautiful to him that all his thoughts and
words were mysteriously filled with some amazement before a new delight of old
life.” Despite the doctors’ prohibition he gave himself up to work with even
greater enthusiasm - it seemed that he had just discovered the truth, and
the truth told him to learn anew.

The questions of inevitable death, relegation to oblivion and relativity
of the reason for human existence (“Why did you live? Why did you suffer?”)
troubled Mahler for a long time. But now he found himself “face to face with
nothing,” and it no longer was an abstract or philosophic subject. He was
to realize, experience and accept the nearness of his own death, taking in the
spent life at a glance. This theme is addressed in Mahler’s last symphonic
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triad — The Song of the Earth, the Ninth and the unfinished Tenth Symphony.
The composer was not destined to hear any of these works — the Ninth was
premiered in 1912 by Bruno Walter.

Anoutwardly conventional four-movement cycle of the Ninth Symphonyis
interpreted in a very peculiar fashion. The first movement has little in common
with a customary sonata Allegro, but rather anticipates “symphonic Adagii”
that lie at the heart of Shostakovich’s mature symphonies. The two scherzo
movements that come next — a grotesque Landler and an infernal Rondo-
Burleske — are followed by a big Adagio; it makes us remember the concluding
movement of Bruckner’s last (also Ninth) symphony, but more than anything
else — The Farewell, a concluding number from The Song of the Earth.

Composer Alban Berg, a younger contemporary of Mahler’s, described
the essence of Andante comodo in the following way: “It is the expression
of exceptional fondness for this earth, the longing to live in peace on it, to enjoy
nature to its depths — before death comes. For it comes irresistibly...” The music
keeps returning to an intimate song theme that takes turns with moments
of poignant tension. Its last appearance is preceded with a tragic frustration
of the climax, with bell ringing responding it; at the very end of the movement,
a mysterious “call of the wild” (a quartet of French horns) is followed by a
pacifying violin solo. “The passionate experience of beauty and harmony of all
things existent, now impersonated by nothing but nature, gives place to an
increasingly clear premonition of death that is also a part of nature” (Inna
Barsova).

The second movement (“In the tempo of an easygoing Léiindler”) refers to the
origins of Mahler’s music: a rather coarse naivety of the scherzo of the First
Symphony is combined here with bitter irony of the “Funeral March in the Manner
of Callot.” Intentionally numerous repetitions makes us doubt the sincerity of the
music; all of a sudden, the Liandler changes into an ecstatic, as if distorted in a
funfair mirror, Viennese waltz — it sounds like Hoffmann’s creator of mechanical
dolls stripping away his disguise of false good nature. An undisturbed image
in the clothes of an old minuet appears just for a short while.
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The third movement (Rondo-Burleske. Allegro assai) is among the most
expressive pages of Mahler’s music. Chaplin’s future character (without the air
of comedy!) becomes alive in this music — a little man gasping for breath in an
apocalyptic rhythm of a big city. Ivan Sollertinsky thought that this movement
was an “..example of expressionistic parody of urbanism, when, owing to Mahler’s
intuition of genius, a parodying piece almost anticipates the subject of parody.”
However, this “urbanistic chaos” is where the main musical thought of the
finale is conceived.

The last movement of the symphony opens with a passionate exclamation
of the violins (“Very slow and held back”). Parting with life, agonizing realization
of the end, its acceptance and reconciliation with inevitable - the entire mixed
gamut of feelings is captured in the chromatic choral of the main theme of the
Adagio, in its ultimately stressed and, at the same time, concentrated, almost
prayerful sound of the strings and French horns. Another image of the movement
is a theme with an explicit Slavic flavor; the melodic lines separated from each
other as much as possible create a sensation of the rarefied mountain air; this
is the last look towards the “sweet land.” The choral sounds with increasing
grandeur and expression. Dying down in an almost inaudible pianissimo,
the music completely fades out, melts away only at the end of the movement...

Kirill Kondrashin, one of the most distinguished domestic conductors
of the 20" century, was born in 1914, in Moscow, to a family of musicians (his
father was a self-taught violinist and later played in the orchestra of the State
Jewish Theatre, and his mother played in the orchestra of the Bolshoi Theatre).
He started to learn piano when he was six years old, and later was tutored
in music theory by Nikolai Zhilyayev, an outstanding educator and a pupil
of Taneyev’s, who influenced his creative development in many ways.

In 1931, Kondrashin entered the Moscow Conservatory to study operatic
and symphonic conducting with Boris Khaikin. When a student, he was
an assistant conductor at the music studio of the Moscow Art Theatre led
by Vladimir Nemirovich-Danchenko.
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Upon graduation in 1936, Kondrashin moved to Leningrad where he took
the post of conductor at the Maly Opera and Ballet Theatre. He was awarded an
honorary diploma at the 15t All-Union Conducting Competition in 1938.

In 1943, Kondrashin was invited to the Bolshoi Theatre, the company
of which had just returned after evacuation. His direct contact with
a constellation of the Bolshoi’s prominent conductors (Nikolai Golovanov,
Samuil Samosud, Ary Pazovsky, Alexander Melik-Pashayev) had a strong
influence on the formation of his artistic individuality. At the same time,
Kondrashinwasanactive concert conductor, performingwith various orchestras
of Moscow and other cities (in 1949, the Moscow Youth Symphony Orchestra
conducted by him received the Grand Prix of the Festival of Democratic Youth
in Budapest).

In 1956, Kirill Kondrashin decided to devote his life to symphonic con-
ducting only. He performed with a series of outstanding soloists such as David
Oistrakh, Leonid Kogan, Mstislav Rostropovich, Sviatoslav Richter and Emil
Gilels. In 1958, he was entrusted with the accompaniment to the participants
of the third round of the 1%t International Tchaikovsky Competition. Kon-
drashin and Van Cliburn, the winner of the competition, performed together
in Great Britain and the United States of America (it is worthy of note that he
was the first Soviet conductor to cross the Atlantic).

In 1960, Kondrashin became chief conductor of the Moscow Philharmonic
Orchestra. During fifteen years of his leadership, he managed to make his
orchestra one of the leading music collectives of the Soviet Union. He was the first
conductor in this country to perform all symphonies by Mahler (except the Eighth)
and Shostakovich. The conductor’s repertoire included symphonies and concertos
by Mozart, Beethoven, Tchaikovsky, Rimsky-Korsakov, Brahms, Rachmaninoff,
Myaskovsky and Prokofiev. The conductor received the State Glinka Prize in 1969
and the title of People’s Artist of the USSR in 1972. One year later, the Moscow
Philharmonic Orchestra received the honorary status “academic.”

In 1978, when Kondrashin was on tour in the Netherlands, he decided
to stay in the West and took the post of Permanent Guest Conductor of Am-

ALEXANDER SLADKOVSKY
KIRILL KONDRASHIN
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sterdam’s Concertgebouw Orchestra. In 1981, the conductor was supposed
to take the lead of the Bavarian Radio Symphony Orchestra, but died suddenly
of a heart attack on 7 March 1981.

Alexander Sladkovsky was born in 1965, in Taganrog to a family
of musicians. He graduated from the department of military conducting
of the Moscow Conservatory and the department of operatic and symphonic
conducting of the St. Petersburg Conservatory where he studied with
professor Vladislav Chernushenko. In 1999, he won the 3 All-Union Prokofiev
Conducting Competition.

His conducting debut took place in 1997 at the St. Petersburg Conservatory
Opera and Ballet Theatre (he was chief conductor there between 2001 and
2003). In 2001, Sladkovsky conducted at the concert in honour of Her Majesty
Queen Beatrix of the Netherlands at the Hermitage Theatre. As an assistant
conductor, he was invited by Mariss Jansons to take part in the production
of Bizet’s Carmen and by Mstislav Rostropovich in the concert programme
“Unknown Mussorgsky.”

Between 2004 and 2006, Alexander Sladkovsky was a chief conductor
of the orchestra of the State Academic Capella of St. Petersburg, and between
2006 and 2010, he was a conductor of the State Symphony Orchestra Novaya
Rossiya led by Yuri Bashmet. As a conductor, he performed with the leading
symphony orchestras of Moscow and other cities of Russia, as well as orchestras
of Dresden, Budapest and Belgrade.

Sladkovsky has been an artistic director and chief conductor of the State
Symphony Orchestra of the Republic of Tatarstan since 2010. During a six-year
period with the orchestra he managed to increaseits status in musical and social
life of the Republic of Tatarstan and the entire country, expanding the palette
ofthe orchestra’s creative capabilities and taking it to a new, international level.
The orchestra has become Russia’s first regional collective to appear on Medici.
tv and Mezzo. In April 2014, the orchestra conducted by Sladkovsky performed
at UNESCO Headquarters in Paris during the ceremony of designating Denis
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Matsuev as “UNESCO Goodwill Ambassador.” In May of the same vyear,
the musicians from the Middle Volga Region appeared for the first time at the
concert hall of the Tokyo International Forum. In the season of 2014/2015,
Alexander Sladkovsky and his orchestra performed at the Bolshoi Theatre
of Russia at the concert dedicated to the 10" anniversary of Crescendo Festival
and in St. Petersburg, where they played their first seasonal series of three
concerts on the stage of the Mariinsky Concert Hall.

Alexander Sladkovsky has been a Sony Music Entertainment Russia artist
since 2013. In 2016, he received the title of People’s Artist of Russia.

Mahler’s symphonies performed by Kirill Kondrashin with the Moscow
Philharmonic Orchestra half a century ago were a genuine revelation to the
Soviet public. The Mahler LPs he managed torecord instantlybecame collectable
items. Kondrashin not just revived the tradition of “Russian Mahleriana” that
was artificially interrupted for three decades (until the mid-1930s, the name
of Mahler was a regular feature on the concert bills of Moscow and Leningrad,
but then actually forbidden), he performed Mahler in a completely new way.
His interpretations marked with nobility of artistic taste, a subtle knowledge
of Mahler’s style and an expressive individual reading were not inferior to the
interpretations realized by the greatest Mahlerian conductors of the 20
century. Moreover, they do not pale in comparison even today. Many domestic
conductors attempted to follow Kondrashin’s example, but none of them has
ventured such an integral coverage of Mahler’s legacy. The more so because
most of Kondrashin’s recordings were consigned to oblivion after he left
the country, and so was until the 2000s when they were released by Melodiya
already on CD.

For someone, this Kirill Kondrashin/Alexander Sladkovsky parallel may
seem too bold. And yet, many musicians of the older generation are confident
that despite this 50-year difference, the famous Russian maestro and his
distinguished predecessor have invisible artistic ties between them. This fact
is even more surprising, knowing that Sladkovsky never happened to hear
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Kondrashin live in concert and is only familiar with his recordings. It reconfirms
that such bridges in time do exist regardless of temporal and spatial borders.

Coming from the so-called Moscow School (a pupil of Khaikin and
Zhilyayev), Kirill Kondrashin matured as a conductor at Leningrad’s Maly
Opera Theatre. Alexander Sladkovsky’s professional path also lay between
the two capitals (it is only fair to say that Leningrad played a much bigger role
in his life, — as the conductor admits, his acquaintance with Yuri Temirkanov’s
inspired art predetermined his further course of life). Before Kondrashin
completely focused on symphonic conducting, he underwent a long practice
as an operatic conductor; for Sladkovsky, that was the period of his work at the
music theatre of the St. Petersburg Conservatory, where he had a chance
to work with Rostropovich and Jansons.

A recognized interpreter of Russian and foreign classical music,
Kondrashin displayed an interest in contemporary music conducting
works by Béla Barték, Paul Hindemith, Maurice Ravel and Richard Strauss,
as well as Aram Khachaturian, Georgy Sviridov, Moisey Weinberg, Boris
Tchaikovsky, Rodion Shchedrin and other Soviet composers. Sladkovsky
also has a gift of understanding the music world of his contemporaries. His
repertoire includes works by Shchedrin, who honoured the conductor with
a very high appraisal, Sofia Gubaidulina, Giya Kancheli, Roman Ledenyov,
Sergei Slonimsky, Alexander Tchaikovsky, Alexei Rybnikov, Boris Tishchenko
and young composers of Moscow and St. Petersburg. At the post of chief
conductor of the Tatarstan orchestra, he not only conducted monographic
cycles of Beethoven, Tchaikovsky, Brahms and Shostakovich, but also recorded
the Anthology of Music by Tatarstan Composers in 2012. Finally, the parallel
between the two orchestras is obvious as both of them succeeded owing to the
will of their leaders. Today, the State Symphony Orchestra of the Republic
of Tatarstan has won domestic and international recognition and is as much
a cultural brand of this country as the Moscow Philharmonic Orchestra was
fifty years ago.

ALEXANDER SLADKOVSKY
KIRILL KONDRASHIN

/
MARLER srmomes wus 15 7

Mahler, along with Shostakovich, was possibly a major accomplishment
of Kondrashin as a symphonic conductor. The names of these two composers
have an incredible pulling force for Alexander Sladkovsky as well. “I believe that
Shostakovich is a continuation of Mahler,” the conductor says. “Shostakovich’s
music has been something formative ever since I was little...” As for Mahler’s
symphonies, he sees them as a “necessary stage, without which Shostakovich is
impossible.” Now working on complete sets of Shostakovich’s concertos and
symphonies, Alexander Sladkovsky could not go past Mahler’s symphonies.
While his reading follows on from Kondrashin’s tradition, it is addressed to the
modern listener. The synthesis of academic chastity of taste and emotional
impulsivity only emphasizes the tragic greatness of Mahler’s spirit.

Boris Mukosey
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