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Huxoaain Msackosckuii — lllecras cumbonus

CaMbie TOYHBIE U camble 21a8Hble CN068A
o0 Hukonae MSCKOBCKOM IpUHaUIeXarT
ero apyry Ceprero IlpokodneBy: «B Msc-
K0B8CKOM — Ooabwe om @uaocopa — eeo
MY3blKa Myopa, cmpacmua, MpavyHa, camo-
yeaybaeuna. On 6au3zok 6 amom Yaukoecko-
My U dymaio, Y¥mo [641emcs, no cymu, e2o
HACNEOHUKOM 8 pyccKou my3bike. (...) My3bi-
ka Msackoeckoeo docmuzaem uCmuHHbIX 21 -
OUuH 8bIPaA3UMENbHOCMU U KPACOMbI» .

B Kpyry MoaepHUCTOB, BBICTYITUBIIIUX
Ha apeHy PYCCKOM MY3BIKM B CEpEJIMHE
1900-x, MsickoBCKMI 3aHsJT 0c000€ 1oJI10-
XKEHUE: CJIOKHAasi My3blKaJIbHasi pedb JUIs
HEero — He caMolleJib, HO CJICJICTBUE Tpa-
TMYECKOro0 BOCIHPHUSATUS OKPYXKAIOLIEro
MUpa. «OH (...) He dcenaem RNPUKPbIEAMb
KpacuevimMu camooosieromumu gopmamu,
386YKOM paou 38yKa ocmpomy cCe0ux (...)
mep3anuu» (b.AcadbeB).

MSCKOBCKMM — B TIOJJHOM CMBICJIE
CJIOBa KOMIIO3UTOP ABYX BEKOB — XIX
nu XX. IlpuBepxeHel uaeasoB «CTaporo
UCKYCCTBa», C €ro MHTEPECOM K MHUPY
yeJIOBeYeCKOM ayuiu, MSACKOBCKUM CMOT
CTaTh I10-HACTOSIIEMY COBPEMEHHBIM
XVIOXKHUKOM: €ro My3blKaJIbHbIN SI3bIK U
CTWIb B IOJHOM MEpe CaMOCTOYTEJIbHBI,

OTHAKO CHUHTE3UPYIOT MHOXECTBO 3Jie-
MEHTOB — OT 3KCIIPECCUBHOCTHU MO3HETO
CkpsiOMHa 10 IMHEAPHOCTH U J1aXKe CepU -
HOCTH (B My3bIKe 1920-X ronos).

JIBaauaTh CeMb CUM@MOHUMN, CO3[aH-
HbIX ¢ 1908 o 1950 roa, — rpaHaMO3Has
JIETOIUCH, OTPAXKEHUE YHUKAJIIBHOIO 3K3U -
CTEHLIMAJILHOI'O OIBbITA XYA0XHUKA B 3110-
Xy KpPYILIEHUS] UICAIOB «CTaporo» UCKYC-
CTBa, C €ro Tparnyecko-puiocoPckumm
KOHLEMUMSAMM, PAa3MBILIUIEHUSIMU O CY/1b-
O0ax yesoBeka M mupa. I'lo yrayHomy Beipa-
XKEHUIO MuccaenoBaresst, CUMMOHUs JUls
MSsICKOBCKOro — TBOpYECKasl Iapasuieib
OBITOBOMY BpeMeHU: «[lpuéviuka Kk cum-
Gdoruu omoxcoecmensemcsa ¢ NPUBbIYKOU
awcumv» (C.Porosoin).

Jlumue aBaxnasl — B Lllecroit u ABan-
aTh LIECTOU CUMMPOHUSX — B TTOMOILLb
MVY3bIKE MPU3BAHO CJIOBO, U JIMIIb OJHAX-
nul, B LllecToit, 3TO C/TOBO BBICKA3aHO (ITpaB-
1a, CYLIIECTBYIOT JIBa pABHOITPABHbIX AaBTOP-
CKMX BApPUMAHTOB UCIOJIHEHUS (puHaIa — C
xopoM U 0e3 Hero). lllecras, es-moll,
Cc04. 23 NMOBECTBYET O Tpareauu, Macirad
KOTOPOM COTpPSICAET CaMU OCHOBBI ObITUSI.
CoBeplilieHHO HEBEPHO MPEJICTaBIIATh cede
CO/IepXKaHUE COYMHEHMUS IO IOALICH3YP-

HbIM «ABTOOMOrpapMYECKUM 3aMeTKaM O
TBOpuyeckoM nytu» (1936). He B cuiax
COTTPOTUBJIATHCS CKJIA/IbIBAIOILIEMYCS KAHO-
HY M3Y4€HHUsS COOCTBEHHOIO TBOPYECTBA,
MSCKOBCKHUI BBIOpaI MEHBILIEE U3 30J1; OH
pacckasai o cede caM. «<ABrodbuorpaduuec-
KHE 3aMETKU» — UCTOPUS «TTEPECTPOUBILIE-
rocss» moaepHucra; lllecrass npenacraer B
HUX CYMOYPHOM M HEBPACTEHUYECKOMN KOH-
LIETLIUEN, BIOXHOBJICHHOM KAPTUHAMM O€e3-
moaHoroxonoaHoro Ilerporpana, onycreB-
[mero agoMa MSCKOBCKUX, BOCIIOMUHAHM-
AMU 00 ymMmepllIen TeTKe, a TaKXe JpaMoit
OMusa BepxapHa «30pu», ¢ ee MOTUBaAaMH
XepTBol 3a peBomouuilo. Ha camom nene
CUM(MDOHMUS — pPEKBUEM, BOIUIb AVLIU IIO
OTLLY, reHepa1y A KoBy MsICKOBCKOMY, 3aCT-
PEJICHHOMY PEBOJIIOIIMOHHBIM COJIATOM B
1918 roay, Ha r1a3zax y chbIHa.

[Ipu Bceit caMOCTOATENNLHOCTA U Mac-
mradHocTH KoHuenuuu, Lllecras cumdo-
HUS — (PUHAT OrPOMHOIO CBEpPXIIMKIIA,
B KOTOpPbIM Takxe BXomasaT YerBeprass u
[laras cumdponun. Yersepras cumdo-
HUsI — cBoero poaa Allegro cBepxiumkiia:
OHAa TIIPOINMTAHA HEINOCPEACTBEHHBIMU
BO€HHBIMM BrieyatTJieHUsIMU (B roasl [lep-
BOH MUPOBOM MSICKOBCKHUM CITYKWJI B JIEH -
CTBYIOLLIE apMHUU TMOPYYUKOM cCaIrlepHOM
portel). llaras — <«tuxoe» Andante, 1o

CTpaHULIAM IeTepOypPrcKom onepHom Kjiac-
CUKHU. Cpean ob1ux /Uit BCex Tpex CUM-
(POHUN MY3BIKAIBHBIX WIAEH TIJ1aBHAsS —
Dies 1rae: oHa CKJIAJILIBAETCS OT IEPBBIX
TakTOB YeTBeproit, npoxoauT B Andante
IIsgaron (TpaypHO KONBIOEIBHOM), 3aTEM
yepes Bcio Lllectyio cumponmio, ycrpem-
JAsch K anu3ony duHana (1V yacrtn), rae
OHa COTIOCTaBJIAETCHA C TEMOM JIYXOBHOIO
ctuxa. UMeHHO «buHabHBIE» CBOMCTBA
Llecron cumdoHuUM onpeneirnim 3KcC-
TpaopAMHApHOE Jaxe it MSICKOBCKO-
ro (BooOIlEe CKJIOHHOIO K CJIOXHOU M
MOAPOOHOM MY3BbIKAJILHOM pe4YM ) pa3HOO00-
pasue TeMaTtu3Ma. Harnpumep, B puHaie
COYUHEHUSA — BOCEMb TEM.
APXUTEKTOHMKA  YeThIpeX4acTHOWM
CUM(POHUU HEeCKOJIbKO HanmoMuHaeT lllec-
TyiI0 cuMpoHu Yaikockoro. Ilepsas
qyactb counHeHUss MsckoBckoro (Poco
Largamente. Allegro feroce) — camocTo-
ATeJIbHAsA MY3bIKaJIbHAs ApamMa, MpOXO/Isi-
1as Bce (pasel cBoero pa3putus. B duHa-
JiIe IpaMbl — KOJI€ NMEPBOM YaCTU — OJIHA
U3 TeM TMOOOYHON MNaApTUU, M3HAYAIBHO

XOpPaJIbHO-MOJIMTBEHHOIO CKJIajga, IIpe-
oOpa3oBaHa B TpaypHOe IlIecTBUE (sIBHas
aHaJIOTUsI CcO cueHou cMmeptu bopuca
n3 «bopuca loamyHoBa» Msicoprckoro).
OCHOBHOWM 3BYKOBOM KOHTPAacT MY3BIKU




MSICKOBCKOTO — TSXeJIbIX, MHOI'OCJION-
HbIX, ITPOHU3AHHBIX JApaMaTU4YE€CKUMMU
UMITYJIbCAMU MEJUIEHHBIX 3BYYHOCTEU W
peajuM3alus 3TUX UMITYJILCOB B 3BYKOBOM
MOTOKE, — peaiM30BaH B COIOCTABJIICHUM
BCTYIIUTEbHbIX AKKOPAOB (T. HA3. «3IMUIrpa-
(ha») ¥ TeMbl IJ1IaBHOM TMAapTUU COHATHOM
(hopMBI.

B ckepuo (Presto tenebroso) MscKoB-
CKMI, MCIIOJIb3ys €ero cjoBa O Oyaylueu
Jlecsatoit cumdonum, «ronpodoBan LlleH-
Oepra». Peub uaet He 0 OyKBaJIbHOM CJIE/10-
BaHUMU KaHOHaAM J10/IcKaPOHUU (OTMETUM,
MSCKOBCKUI BEJIMKOJICITHO 3HAJI MY3bIKY
«HOBOBEHIIEB» ), 4 00 2JIEMEHTaX JIBEHA I11a-
TUTOHOBOCTH, YCWIMBAIOLLMX BbIPA3UTEIb-
HOCTh UH(MEepHAJILHOU TeMBbI (B IEPBOM
MpOBEAECHUU — Yy Dac-KJIapHETa).

[1aBHVIO Temy Andante appassionato
MOXHO ObUIO OBl Ha3BaThb BOCIIOMMHA-
HUEM O TIpeKpacHOM «yxomsuuenr Pycu».
[LInpokoe ecTeCTBEHHOE JbIXaHUE COYe-
Tae€TCcsd B HEW C BEJIMKOJIEITHBIM, M3OIIl-
PEHHBIM PUTMHUYECKUM (YepeaoBaHUE
YeTbIpeX- U TPEXYETBEPTHBIX TAKTOB) M
rapMOHMYECKUM pa3BUTHUEM. TeMy UCITOJI-

HSET KJIapHeT, Y MSICKOBCKOT0O — YHUBEP-
CaJIbHOE BBIPAXEHHUE 3JIETMYECKOro .(HE

MMPOCTO HAKJIOHEHUE MY3BIK!,-HO, 0COOEH-
HO B IMO3AHEM TBOPYECTBE, apXEeTUIIA PYC-

CKOro coszHanusi). UMeHHO 3TOU TEMOM
3aBepluaercss CUM@OHUS.

B cpeanux pasaenax ckepuo v Andante
KOHCIMEKTUBHO TIIpoBejeHa Tema «Dies
Irae». Ee nAByCMBICIEHHAsT, XOJIOAHAS IMac-
TOPAJIbHOCTb (MMOAYEPKHYTAsi MCII0JIb30-
BAHUEM YEJIECThI) CPOJHU KOJIBIOECIBHOM
KameeBHbl («Kare beccmeptHbii» Pum-
ckoro-KopcakoBa) WJIM KOJBIOECJIbHOM
XKap-Iltuupl (OAHOMMEHHOE COYMHEHMUE
CTpaBHUHCKOTO0).

. B dunane counnenus (Molto vivace)
Ha OCHOBE MPUBBIYHBIX MOJ1€JIE BO3HUKA-
eT YHUKaJIbHas Ircuxoyiornyeckas popma:
He TpaaAulIMoHHOE crescendo, a decrescen-
do,— o1 TeM BpeMeH PpaH11y3CKOMN peBO-
mouun («Kapmanbona» m «Ca ira») — K
TeMme «Dies irae» u AYXOBHOMY CTUXY «O
pacCTaBaHUU JAVILU C TEJIOM», «38Y4AULEMY
Kak moavba ueno2o Hapooa, ueno2o 4eaoee-
yecmea o nowaoe» (1. JleBas).

[llectasg cumdoHUss MSICKOBCKOTIO CTa-
na cuMboHuen «yuenesuero u3s Poccumn».
Ee npembepa 4 mast 1924 roga conpoBoX-
aajlach OIVIYIIUTEJIBHBIM VCIIEXOM, MHO-
rMe CJIyIIaTeJIM HE CMOIJIM CIAEPXKaATh CJIE3.
B ucropuyeckon nepcrnekruBe lLllecras
cTaJla TJIaBHBIM CJIOBOM MSICKOBCKOTIO,
ero rnocjgaHueM YeaoBeky u Mupy.

M.Ceceavmar

Kupun Ilerposny Konapammn (1914—1981)

Kupunn IlerpoBuny KoHapamuH
(1914—1981) poamnicss B ceMbe OPKECT-
pPOBBIX MY3bIKaHTOB. [IpoBensi B neTcTBe
MHOTUE Yachl HA pPEMNETULIUSIX, OH VXK€ B
|4 1eT NMpUHST TBEPAOE pElLIeHUE CTaTh
auprxepoMm. B 1932—1936 rr. oH yumics B
MockoBckoit KoHcepBatopun y b.D. Xaii-
kKkuHa. C 1931 Kupwin KoHapammuH
AUPVKUPOBAJI CHavyaJsla B TeaTtpe IOHOro
3puresist, a ¢ 1934 . B My3bIKaJIbHOM Tea-
Tpe uM. B.WU. Hemuposuya-/laHuyeHKo.
Tak Havasics nepBblit nnepuoa B TBOpUeC-
Ko ouorpacpmumn K.I1. Konapammuua, Kor-
a OH ObLI OIEPHBLIM JIMPUXKEPOM I10 ITpe-
UMYVYILECTBY, BPEMSI OT BPEMEHM BBICTYIIas
¢ cuM(doHMYCCKMMM 1nporpammaMu. B

1936 . oH cTaHOBUTCH IMpUXKepoM MaJio-

ro ornepHoro rearpa B JIeHMHrpaae, B

1943 .— bosbioro rearpa B Mockse.
Pemiure/ibHBIA BO BCEM, YTO Kacaer-

cs1 BorpocoB mckyccersa, K.I1. Konapa-
[IWH TPpEeANpUHI HECOPpAUHAPHBIM 1Iar:
HEYJIOBJICTBOPEHHbIN TNPAKTUKON IOArO-
TOBKM OIEPHBLIX Criekrakie, B 1956 r.
OH viueJ U3 riaBHoro rearpa CoBeTCKO-
ro Corw3a ¥ Ha HECKOJIBKO JIeT OCTaJics
IUPUKEPOM 0€3 IMOCTOSIHHOIO OpKecTpa,
paborasgs ¢ pa3/iIM4YHbIMU KOJUJIEKTUBAMU.
[Tocnennee BoicTyiuieHHe K.I1. Konapa-

[IMHA B Tearpe cocrtosuioch B 1958 . B
Yukaro, Korja oH IUPUXKUPOBAJI ONEPOM
JIx. [lyyuunu «Manam barrepdasii» ¢
Penaroi Tebanbau u Ixy3enne qiu Creda-
HO B I'JIaBHBIX POJISIX.

B 1960 . KoHapamwmH BCTasl BO IJia-
Be opkecTpa MOCKOBCKOM IroCcyaapCTBEH-
HOM (pUIapMOHUHU, KOTOPBIM PYKOBOIMII
10 1975 D910 OBUI HOBBII KOJUIEKTHB,
co31aHHBIM B 1951 . 1 BHayasie HOCHUB-
Ui UMsg MOCKOBCKOTO MOJIOJAEXHOIO
opkecTpa. B corpyiHUYecTBe C OpKECTPOM
BITOJIHE MMPOSIBWIOCH JapoBaHue KoHapa-
IIIMHa-IIeaarora, Macrepa KpoOIOT/IMBOU
perneTUuLIMOHHOM pabdoThl. ClieayeT BCIIOM-
HUTB, 4YTO ¢ 3TUM opkecTpoM K.II. KoH-
ApAllMHBIM OBUIM BIIEPBbIE MCITOJIHEHBI
YetrBeprasa (1961) u Tpunanuaras (1962)
cuMmbonun /./1. llloctakoBuya.

Ha nyt¥y K mnocTaBJeHHBIM LEJISIM
K.Il. KoHapaimmmHy CUJIBHO MeIaio OIHO
00CTOSTENBCTBO, KOTOPOE U CTAJIO0 BaX-
HEUIIIEH NMMPUYMHOM €ro yX0/1a U3 OPKECT-
pa: My3bIKaHTBI, Tpoias mkoay Kupuuia
KoHapaluHa, mpuHUMAaJIU IIpUTJIalle HUs
B Jpyrue, 00Jiee BBICOKO OIUIaYMBaeMble
KoJuieKTuBbl. B 1975 rony KonapamuH
[MOKMHYJ IOCT IJIAaBHOIO JUpUXKepa, a B
nexkabpe 1978 r. He BepHYVYJICS U3 racTpOJib-




HOU TMOE3JIKU U OCcTalIcsl B AMCTEpaaMme.
TaM OH 3aHsJ1 MECTO IJIAaBHOI'O IpUIJia-
[IEHHOTO AMpPHKepa 3HAMEHUTOTIO OpKec-
Tpa «KoHueprreday», XyI10XeCTBEHHbIM
PYKOBOAUTEJIEM KOTOPOT'O B TO BpEMS ObLI
bepHapa XaWTHUHK, BBICOKO II€HUBLIUM
TBOPYECKOE COTPYJIHUYECTBO U JIUYHOE
obieHue ¢ K.I1. KonapammmueiMm. Ilepen
TUPUKEPOM OTKPBIBAJIUCH HOBBIE TIEp-

CIIEKTUBbI: OH COINIACWICS BO3IJIABUTH
opkectp basapckoro paamo, cobupascs
BEPHYTHCS K paboTe B orepe v JIMPUKUPO-
BaTh BJla Ckana. Ho 3Tu nyiansl He ocyliie-
crBuMch. 7 mapra 1981 roga K.I1. KoH-
JApAlllMH BHE3AIMHO YMED IMOCJIe KOHILIEPTA,
B KOTOpOM JupuxupoBal [ lepsoit cumdo-
HUen Masepa.

Nikolai Myaskovsky — The Sixth Symphony

The most precise words about
Nikolai Myaskovsky belong to his
friend Sergei Prokofiev,”Myaskovsky
is more of a philosopher; his music
is wise, passionate, gloomy and self-
absorbed. He is close to Tchaikovsky
here, and I think, he is Tchaikovsky's
heir in the Russian music. (...)
Myaskovsky’s music has reached the
genuine profundity of expressiveness
and beauty. “

Myaskovsky took up a special
position among the modernists who
appeared in the sphere of the Russian
music in the middle of the 1900-ies:
his complex musical style is not an
end in itself but a result of his tragic
perception of the surrounding world.

“He (...) has no slightest wish to cover
the poignancy of his (...) torments
with beautiful self-sufficing forms for
the sake of sound “. (B.Asafiev)

Myaskovsky is a composer of two
centuries in the full sense of the
word — of the 19th and 20th cen-
turies. Being an adherent to the
ideals of “the old art” with his inter-
est in the realm of the human soul,
Myaskovsky could become a mod-
ern artist: his language and style in
music are both rather independent
and synthetic at the same time. They
combine many elements — from
expressiveness of the late Skriabin
up to linearity and serial in the
music of the 1920-ies.
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Twenty-seven symphonies created
in the period from 1908 to 1950 is a
egrand chronicle, a reflection of the
unique artist’s experience in the epoch
of downtall of the ideals of “old art”
with its thoughts on the fate of the
man and the universe. S.Rogovoi used
an apt turn of the phrase: “The habit
of composing symphonies is equal to
the habit of living.”

The word is called for help only
twice — in the Sixth and the Twenty -
Sixth symphonies. Only in the Sixth
symphony, that word is pronounced.
However, there exist two equal in
rights author’s versions of the fina-
le — with the chorus and without it.
The Sixth symphony in E flat minor,
Op. 23 narrates about a tragedy that
undermines the foundations of the
existence. “Autobiographical notes on
the creative life” (1936) were censored
and cannot retlect the real content of
the symphony. Myaskovsky failed to
resist the developing canon of study-
ing his own creative life and chose
the lesser of two evils: he told about
himself. “Autobiographical notes” is a
story of the “reconstructed” modern-
ist. The Sixth symphony is presented

here as a chaotic and neurasthenic
conception inspired by the scenes
of the deserted and cold Petrograd,
Myaskovsky's lonely house, memo-
ries about the deceased aunt. Emil
Verharn’s drama “Dawn” also pro-
claimed the motif of the revolutionary
sacrifice. The symphony is a requiem,
a cry from the heart on his father,
General Myaskovsky who was shot by
a revolutionary soldier before his son’s
very eyes in 1918.

Being an independent and large
scaled the Sixth symphony is a finale
of the huge super cycle that includes
the Fourth and Fifth symphonies. The
Fourth symphony is some kind of an
Allegro of the super cycle: the immedi-
ate war memories saturate it because
Myaskovsky was a first lieutenant of
the field — engineer company during
the WWI. The Fifth symphony is a
“guiet” Andante that leads us through
the pages of the Petersburg opera clas-
sics. The main idea that unites these
three symphonies is Dies Irae: the first
times of the Fourth symphony make
it, then it runs through Andante of
the Fifth symphony, finally penetrates
the entire Sixth symphony rushing to




the finale. There it is compared with
the theme of the spiritual verse. These
“finale” qualities of the Sixth sympho-
ny defined that extraordinary diversity
of the themes that was peculiar for
Myaskovsky. For example, there are
eight themes in the finale.

The architectonics of the four-part
symphony resembles Tchaikovsky's
Sixth symphony to some extent. The
first part of Myaskovsky’s work (Poco
Largamente. Allegro feroce) is an
independent musical drama develop-
ing through all the phases. In its
finale, one of the side parts transforms
into a funeral procession that is a
close analogy to the scene of Boris
Godunov's death from Mussorgsky
“Boris Godunov”. The leading contrast
of Myaskovsky music releases in com-
parison of the introductory accords
(so called “epigraph”) and the main
theme of the sonata form.

According to Myaskovsky’s words,
he “tried Schoenberg” in Scherzo. The
matter concerns not the literal follow-
ing the canons of dodecaphony that
Myaskovsky knew well but the elements
of twelve tones that strengthened the
expressiveness of the inferior theme.

The main theme Andante appas-
sionato could be called the reminis-
cences ol the beautiful outgoing Rus'.
The natural breathing combines with
magnificent rhythmic but harmonious
development. The clarinet performs
the theme that Myaskovsky treats as
wniversal elegiac expression. In his
late period, it reflects the archetype of
Russian perception. This very theme
completes the symphony.

“Dies Irae” penetrates the middle
parts of the Scherzo and Andante as
an outline. Its ambiguous and cold
pastorale is akin to Kashevna’s lul-
laby from Rimsky-Korsakov’s Kashey
Immortal or to Firebird’s lullaby from
Stravinsky's “Fire Bird”.

In the finale (Molto vivace) a
unique psychological form appears
on the basis of the traditional mod-
els: decrescendo from the themes of
the times of the French Revolution
to the theme of “Dies Irae” and to
the spiritual “On Parting of Soul and
Body" “that rings as the entire people’s
lamentation, the whole mankind over
mercy. (T. Levaja)

The Sixth symphony became
a symphony of “the survived in

Russia”. Its first night on May 4,
1924 was accompanied by the stun-
ning success; many of the listen-
ers could not help but shed tears.

The Sixth symphony became
Myaskovsky’s principal message to

Man and World.
M. Segelman

Kirill Kondrashin (1914—1981)

Kirill Kondrashin (1914-1981), an
outstanding conductor of the 20th cen-
tury, was born in a family of orchestra
musicians. Having spent many hours
at rehearsals, he made a firm decision
to become a conductor at an early
age of 14. In 1932-1936, he stud-
ied in Moscow Conservatoire where
his teacher was Boris Khaikin. Since
1931, Kirill Kondrashin conducted
first in Young People’s Theatre and,
from 1934, in Nemirovich-Danchenko
Music Theatre. This was the begin-
ning of Kondrashin’s career when he
conducted mostly operas, and occa-
sionally did symphony programmes.
In 1936, he became the conductor in
Maliy Opera Theatre in Leningrad,
and later in 1943, in Bolshoi Theatre
in Moscow.

Uncompromising as far as art
was concerned, Kondrashin made an
unorthodox step: displeased about

how operas were staged, he left the
top theatre of the USSR in 1956 and
for several years had no permanent
orchestra, working with various
ensembles in the USSR and abroad.
Kondrashin last performed in a the-
atre in 1958 in Chicago when he con-
ducted Giacomo Puccinis Madama
Butterfly starring Renata Tebaldi and
Giuseppe di Stefano.

During the late 1950s, Kondrashin
became well known as a symphony
conductor owing to many tours and
performances with famous soloists —
S. Richter, E. Gilels, D. Oistrakh,
V. Cliburn. In 1960, he became direc-
tor of Moscow State Philharmonic
Orchestra, which he managed until
1975. This was a new team created
in 1951 and initially named Moscow
Youth Orchestra. Working with the
orchestra fully revealed Kondrashin’s
talent as a teacher and developed




his thorough rehearsing skills.
It was with this particular orches-
tra that Kondrashin first performed
Shostakovich’s Fourth (1961) and
Thirteenth (1962) Symphonies.
Kondrashin’s progress towards
achieving his objectives was strongly
hindered by a factor that was the
key reason for his leaving the orches-
tra: musicians trained by Kondrashin
accepted invitations to other, better
paid orchestras. In 1975, Kondrashin
had to resign and in December 1978 he
never came back from a tour and stayed
in Amsterdam where he took the posi-
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tion of Principal Guest Conductor of
the famous Concertgebouw Orchestra.
Its artistic director at the time was
Bernard Haitink who thought highly
of his co-operation and personal con-
tact with Kondrashin. New opportuni-
ties were available to the conductor: he
agreed to become Director of Bavarian
Radio Orchestra, intended to revert to
the opera and conduct in La Scala.
But these plans were never carried
out. On 7 March, 1981, Kondrashin
suddenly died after a concert where he
conducted Mahler’s First Symphony.
Daniil Petrov

Hukoaait MsackoBckui (1881—1950)
Cumdonusa Ne 6 Mu 6eMoib MUHOD, COY. 23

Poco largamente ma non allegro. Allegro feroce ........ 20:07
[2] Prestotenebroso ............«s SRR 7:50
13] Andante appassionato. ......ateee R L L 13:41
[4] Allegro molto vivace. . . . .. .. csusn - SulEER .. . . . . . s 4. 16:02

OOLUIee BPeMAIBYNIMMA . . .« .l . oL . . .. ...l 57:42

AKageMUYECKUU CUM(POHUYECKUN OPKECTP
MocCKOBCKO# rocyapcTBeHHOM (pUJIapMOHUU
[ocynapcTBeHHBIN aKaJIeMUYECKUMN PYCCKUM XOP
Hduprxep Knpuwan Konapammn
3anuch ¢ KoHuepra B bosbiiom
5 nexkabps 1978 rona

3sykopexuccep: I'l. Konapamms
Pemacrepunr: B. Obon3uHcKas
Pepakrop @. CoppoHos

Ha obnoxke: Huxoaaii Anopeee (15882— 1947) «Kypuabuiuk» (1924) ghpomo

3ajle  MOCKOBCKOW KOHCEpBaTOpPUU
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5 ! Nikolai Myaskovsky (1881—1950) ISCHE

, Symphony No. 6 in E flat minor, Op. 23 MEL CD 10 0084
1] Poco largamente ma non allegro. Allegro feroce............ 20:07 oreeo [0

2] PrestoteDeUY0so . ... i\ iiiis i vekh it it s gt i35 Sl
3] Andante appassionata . .. . i a e o bt el S s vt 134

16:02
Total playing B’ . . . e ol e s Pl s e Lo g S 57':_42
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