SYMPHONIES
Mis 14,8

MINLER
i

KIRILL
= KONDRASHIN

y




Kirill Kondrashin / Kupwmmin Konapammx

Ec/m xo4elb co34aBaTh My3bIKY, TO HEJTb3ST CTPEMMTHCS JKUBOITUCATD, PACCKA3bI-
BAaTh WIY OMUCHIBATh. TO, 0 UeM rOBOPUT MY3bIKa, — ITO TOJIBKO YeTI0OBEK BO BCEX ero
TIPOSIB/IEHMSIX ... YYBCTBYIOIIMIA, MBICJISIIIMIA, CTPAAOIIIA.

I'ycmas Manep

Jns TycraBa Masepa sxaHp cuMbOHMM GBI MOIEM ISl OTBETOB Ha COKPOBEHHBIE
BOMpOChI 6bITHSL. [Ipyberast MOpoii K MO3TMUECKOMY CJIOBY, BOOXHOBJISISICH (DOTIBKIIOPOM,
JIMTePaTypPHO-NO3THYeCKUMM WK dunocopckumm unesimm, Majiep ocraBacsi, Ipexze
BCEr0, MY3BIKAHTOM, ISl KOTOPOTO COYMHEHME Kaskhoil cMMGOHMM O3HAYAIO «BCeMU
UMeWuMUcs cpedcmeamu cmpoums Hoewlii Mup». V1 Bce e ero cumMdoHMUECKOe TBOpYe-
CTBO, BK/TIOUAsT BOKAJIbHO-OPKECTPOBbIi IIMKIT «ITecHU 0 3emie» Y He3aKOHUeHHYIo Jlecst-
TyI0 cMM(OHMIO, MOSKHO paccMaTpMBaTh KaK CKBO3HOe NOBecTBOBaHMe. OfMHHAALATh
[JIaB OZTHOJ KHUTY PacKpbIBAIOT He JKM3HEHHbIEe KOJUTM3MY, HO SBOTIOLMIO JTYXOBHOTO
Mupa 3TOji leMOHMUeCKM reHMalbHOI, IPOTUMBOPEUNBOIL M CTOMNb UYTKOI K uenoBeye-
CKMM CTpafaHusM ImuHOCTH. [lepBas u [leBsTas (mocienHsisl, 3akOHUeHHass Maiepom)

cuMQpOHMY, a TalKe BO3HMKIIAS B «TOYKE 30JI0TOIO CeUeHMs» TBOpUECKoi 6uorpadum
[1srTast IB/ISIOTCS BOKHEMIIMMM ITaBaMM 3TOTO MY3bIKA/IbHO-TICMXOOTMYIECKOrO POMAaHa.

Cumdonns N2 1

3ambIcesT IepBOro MacIITaGHOTO CMM(OHNIECKOTO COUMHeHNst Majiepa OTHOCUTCS
K 1884 r. OT0 6bUIO BpeMs Hayala CEPbe3HOI AMPYKEPCKON Kapbepbl (B TOPOICKOM
Teatpe Kaccesst) 1 OKOHYaHMSI I€PBOTO BOKAJIBHOTO LKA («/lecHu cmpaHcmeyoujezo
noomacmepus1»), My3bIKaJIbHbI/I MaTepyaa KOTOPOTO JIEr B OCHOBY Gymymieit cumdo-
Hyy. OHa poXKHanach «HeyoepHUMo, KaK 20pHbill N0MOK», y MOJIOLOTO KOMITO3MTOPa KaK
OYIITO «OMKPOLIUCL 8Ce WI03bl», HO 3aBepIINTh cuM(OHNMI0 Masiep CMOT JIMIIb YeThIpe
rofia CrycTsi (13-3a MHTEHCUBHOM AMpyskepcKoii pabots! B I1pare u Jlejimuure). B mpo-
1ecce COYMHEHNSI BHENTHMI 06MMK cM(OHMY MEHSUICS : U3 33[yMaHHOTO IISITUYaCTHOTO
1yKIa Masep y6pai BTOpyIo 4acTb 1oz, Ha3BaHueM Blumine («LJeéemHuxk»), 6bu1v OTBEpT-
HYTBI ITPOrpaMMHBbIe TOSICHEHNSI Y TIOA3arolI0BOK «CUMQOHUUECKAs N0Ima». YKe TI0cie
IIpeMbepbl KOMIIO3UTOP OTKa3asIcsi U OT Ha3BaHus «Tumaw», HogpasyMeBalolero BHyT-
peHHee poACTBO cM(OHNM ¢ OfHOMMEeHHbIM pomMaHoM KaHa IToms.




Tem He MeHee OCHOBHas uzess CMMGOHUYM OUEBMAHA — CTAHOBJEHME YeloBeve-
CKOJi JIMYHOCTHM, ee TepBble IIary B IOCTVMKEHUM OKpykKawllero mmpa. B mucpbmax
Ipy3bsiM Mastep et cuMGbOHMIO Ha JBE paBHbIE YACTH, COOTBETCTBYIOIIVE CTAIUSIM
B3POC/IEHUS ee «reposi»: «H3 JHell WHOCMU» BKIIOUAeT NepBylo yacTb 1 CKeplio, Koraa
repovi emie NpeGbIBaeT B HAMBHO-POMAHTUYECKOM WIITIO3MM TAPMOHUYHBIX OTHOIIE-
HMIT ¢ MMpOM M TIpuponoii. C TpeTbeit yacTu HaumHaetcs: «Yenoseueckas Komeous» —
CTOJIKHOBEHME C M3HAHKOI JXM3HM, 37I0M U JIMLEMEPUEM; [IyOOKas OylIeBHas paHa
BBI3bIBAET B T€pOe UYBCTBO MPOTECTA, Kaxkay GOPhObI, KOTOpAsi BEHUAETCsI 0Oe0ii
B KOHIIe pmHana.

IepBas yactb («MedneHHo, pacmsHymo. Kak 3eyuaHue npupodsl. Bhauane oueHs
CNOKOUHO») HAUMHAETCsl MeJJeHHbIM 62-TaKTHBIM BcTyIuieHueM. Ilepen Hamm pas-
BOpAuUMBAETCS KapTHHA YTPEHHEro MPOGYKAeHMsT TIPUPOAbI B IyXe «JIECHO! POMaH-
TUKM» BeGepa u llly6epTa. Y3 MPOTSKHOTO, €JIe CIbINIHOTO 3ByYaHUsI BEPXHE HOTbI
MOCTEMEHHO POKAAIOTCS MOTMBBI GyZyleit TeMbl — KaK M3 TyMaHa MpeApacCcBeTHOI
MIJIbI TIPOCTYIIAIOT KOHTYPBI JIECHOV Yaliy. «BoidepicaHHbie Ha 60NbUOM NPOMSAHCEHUU
(naxconemet CmpyHHOUl 2pynnsl HA OOMUHAHMOBOM OP2AHHOM NYHKMe — mepyarwuli,
38eHAWULl (POH, HA KOMOPOM 803HUKAOM namua-3eyku, — muiet U. Bapcosa, — Obuiu
noucmuHe 2eHUAIbHOL HAX00KoU 0715 co3danust 06pasa npupodst». HesicHbie MOPOXH,
TepBble KPUKM IITUL, OTHAJEHHble CUTHAJIbI BAJTOPH IOCTENEHHO «MaTepuasn3sy-
10TCSI» B OKMBJIEHHOE, 60/Ipoe IBIsKeHe coHaTHOTO Allegro (uTupyeTtcs ecHs «[len
A HbiHUe ympom» U3 «[leceH cmpaHcmayiowjezo nodmacmepbs»). [lepBasi 4acTb He comep-
SKUT KOHTPACTHOTO MaTepuaia, IUIIb B ITyOuHe pa3paboTKi, Kak BHE3ATHO HabeXaB-
1Iast TeHb, BO3HMKAET Gyayias TeMa ¢GuHana. Ho oHa HEHAIOATO OMpayvaeT UANUIUIO
«cuM(OHUM yTpa» — COKpallleHHasl perpus3a YacTy CBepKaeT COTHEYHbIM CBETOM
¥ TPyOGOBATHIM IOMOPOM.

Ckepl1io («IHepeuuHo U H#U60, HO He CIUUKOM ObICMPO») TIPOAO/IKAET MACTOPATbHBI
HaCTpoii mepBoit yactu. «FOHowa udem no ceemy, cmas yxce cunbHee, zpyoee, HuU3HeCcno-
COOHee», — KOMMEHTHPOBAJ €€ CaM KOMITO3UTOP. DTO TUITUYHBII IepeBEeHCKMit IeH/IeD,
TIOJTHBIV CTUXUITHOV CUJIBI M IOHOIIEeCKOro 3a/0pa (B OCHOBY YacCTH Jiella FOHOIIeCKast
necHss Manepa «[aHc u Ipema»); ero OTTeHsIeT BaJbCOBOE TPUO C JIETKMM HAJIETOM
CEeHTVMEHTaTbHOCTH.

TpeTbst yacTh («TopiecnmeeHHO U pa3mepeHHO, He pacmseusas») HeoXKIIAHHO ITOBO-
pauyBaeT BeKTOp cuM(OHMYU B ApamMaTMUecKylo Kowm3uw. B atom «TpaypHom mapuie
6 manepe Kanno» Masep BriepBble IPYMEHSIET MeTOJ, IPOTeCKa, KOTOPBIi 6yIeT MCIOMb-
30BaTh Ha BCEM MPOTSDKEHUU TBOPYECKOTO Iy TH. VIMITY/TbCOM KOMIIO3UTOPY ITOCTYKIIA
CTapMHHas rpaBlopa «/IecHole 36epu XopoHsam oxomHuka». Ilon, MepHble yaapbl IUTaBP
HU3KME MHCTPYMEHThbI (KOHTpabac cono, 3aTeM Tyb6a) B HEECTECTBEHHBIX AJs cebst
perucTpax 03By4MBAaIOT CTAPMHHYIO HApOAHYI0 NecHIo «bpamey MapmuH» B HApDOUUTO
«TpaypHOM» BapUaHTe; MOCTENeHHO K HUM IPUCOEAMHSIIOTCS Ipyre MHCTPYMEHTHI,
B 00LIeM XOpe KOTOPBIX MeEJIbKAIOT KOJIouMe, M37ieBaTeNbCKMe PeIUIMKM KIapHeTa
¥ r060st. BHE3AITHO «IIIeCTBME» TIPEPHIBAETCS TIONTBIM Kabal[KiM MOTHUBOM, €T0 IMocye-
Iylolllee BTOD)KEHVe 3BYUMT ellle Goriee pasHy3ZaHHO. [lylieBHbIe CTpajiaHMsl repos,
60/1e3HEHHO MePEKMBAIONIET0 «YPOKM KU3HW», OTPLKEHbI B KPMBOM 3€pKajie MIyTOB-
cKoit rpumackl. KOHTpacTHas1 cepelyHa Mapila OCHOBaHA Ha 3aK/IIOUMTENbHO YacTu
«[lecen cmpancmeyrwujezo noomacmepws» («[onybbie 21a3Ku Moezo COKpOBUYA»), ee TIPO-
CBeT/IeHHAsI [1eYaib BHOBb CMEHSIeTCS M3eBaTeNIbCKOM ITpoLeccueri.

SIPOCTHOII BCTIBIIIKOM OPKECTPOBOro tutti HaumMHaeTcst huHan («B GypHoM 08uice-
HUU»), KOTOPBI [0 3aMbICTy KOMITO3MTOpA O/DKEH 3a3By4aTh cpasy, 6e3 mepepoisa. [1o
cnoBaM Maitepa, 3TO «kpuk dyuiu, paHeHotl 6 camoe cepoye» (II035ke KOMIIO3UTOP TPaKTO-
BaJI 3TO HAYAJIO KaK «cmpacmHoe obeuHerue Teopyy»). V13 Hero posknaeTcst JpamMaTide-
CKasl, TOJTHAs HaNPsDKeHMsI IVIaBHAsI TeMa; eif OTBeyaeT HesKHasl IMpuyeckasl KaHTuIeHa
060YHOM, HaOMMHAIIAst 0 TeMaTu3Me YaitkoBckoro. OHAKO UCKYIIeHue «6e2cmed
8 MUp zpe3 om msienoll peanbHOCMu» He OCTaHABIIMBAeT reposi: HaNpsbkeHHast 60pbba
BO306GHOBISIETCST C HOBOJ cwioit. Ilo6ena mocraercs He cpasy. Ho TopskecTBeHHBIN
XOp MeIHbIX, pa3IMBaOLIMIACS B Kone (GMHANBHONM YacTH, OTHAeT HauBHBIM Macdocom
JOHOIIECKOTO MaKcuMas3Ma. [lepBasi cuMbOHMS CTaIa JIMIIb TPOTIOrOM K MHCTPYMEH-
TaJIbHOI IpaMe MaiepOBCKOTO TBOPUECTBA — CKOPO KOMIIO3MTOPA 1 ero Tepost OKUAAI0
KpyIIeHye POMaHTIYeCKNX MILTIO3WIA.



Cumdouns N2 5

«..5 euden eauty dyuty 06HaiIeHHOL, cosepuileHHO 00HaxceHHol. OHa npocmupanacsy
nepedo MHOL, KaK MauHcMeeHHulil AaHowagm c ezo nyzaroujumu 6e30HAMU U MECHUHAMU,
C npenecmHsiMu padocmHuIMU JIyHatikamu u muxumu uouinudeckumu yzonkamu. 5 eocnpu-
HSU1 ee KaK CuxuiiHyio 6ypio ¢ ee yx#cacom u 6edamu u c ee npoceemsiiowyeti, ycnoxausaroujeti
padyzoti». Tak ONUCHIBAJ CBOe BIieyaTieHue o I1saToit cumdonnm Masnepa Miagimii Kon-
siera v ipyr ApHounbp, [IéH6Gepr B mcbMe, HAITVICAHHOM Cpasy I10CjIe TPeMbePHI.

Hap Ilsatoit cumdonmeit Manep pa6oran B 1901-02 rr. Ha mepBbliii B3IIsiI, BHeII-
HSIS1 CTOPOHA €r0 SKM3HY elle HUKOIZA He OblTa TaKoii YIaYHOM: OH SKeHWICS Ha TOPSTI0
no6uMoit M Anbme LIMH/IED, [OCTUT BHICOYANIIIET0 aBTOPUTETA HA TIOCTY AMPEKTOpA
Benckoii mpunBopHOii omepbl. Ho ocrpora KOHGIMKTA, CTYIMIEHHOCTh TParmyeckux
KPacoK CBUIETENTbCTBYIOT O ITyOOKOI BHYTpPEHHel repeMeHe, BOSHMKILEH B Pe3y/b-
TaTe HANPSDKEHHBIX TBOPYECKMX ITOMCKOB. [1ATast He TOMBKO OTKPbIBAe€T HOBYIO TPUALy
cuMQOHMIT; B HEJl IPOUCKOONUT CTUIMUCTUYUECKUIA TTePeIoM, OTIE/SIOIMIA [ToCIenyolee
TBOPYECTBO OT BCETro, HANMCAHHOTO paHee. JTO CKa3bIBAETCS M B 3HAUMUTEbHOM YC/IOXK-
HEeHUY OPKeCTPOBOI TKaHM, BO3POCLIEl CAMOCTOSITEIbHOCTY OTIENTbHbIX T'OMIOCOB U, KaK
CIeiCTBYE, B TIOBBILIEHHBIX TEXHNIECKMX TPEOOBAHMSX K VCIIOMHUTE/SIM-MHCTPYMEH-
tanucram («IIamas oueHs u oueHy MpyoHa», — IpU3HaBaAJI caM KOMIT03uTop). IToce mpe-
Mbepbl cuMdOHNMI, KOoTopast cocTostiack B 1904 1. mop, ero yrpasieHueM, Majep ocTancs
HeYJOB/IeTBOPEH OPKeCTPOBBIM 3ByYaHMEM ¥ BHEC B TAPTUTYPY MHOKECTBO MOMPABOK,
(akTMUeCcKy 32HOBO IIEPEMHCTPYMEHTOBAB ee. VI3MeHeHMsI OH JieJIas 1 B AalbHelIeM —
BIUIOTb /IO TIOC/IEHET0 MPYKM3HEHHOTO ucronHenust B CankT-Iletep6ypre B 1907 .

C orpoMHOJ1 cuyI071 BeIpaskeHO B I1sToi1 crMbOHVM IepeXyBaHye HelTpeo0IIMOro
KOH(JIMKTA C MMPOM, CTpaJiaHye, OTUYasIHME U IIPOTUBOIIOCTABIEHHOE UM BOJIeBOE YCU-
Ve, [OCTUTTIIee TIOC/IeqHero npefierna. 1 BHOBb BepHeMcs K mucbMy LlIéH6Gepra: «4 uys-
cmeosan 6opw0y 3a UunN3UU, S 8Udes, KaKk npomugobopcmayiom opye dpyey 000psle u 37ble
Cusbl, s 8UOEI, KAK UenoseK 8 MyuumensHoOM 80JIHEHUU Obemcs, 4mobsl 00CMuzHyms 6Hy-
mpeHHeli 2apMOHULL; 51 OWYMU Ye08eKd, Opamy, UCIUHY, 6eCNOWAOHYI0 UCIMUHY».

JTa Ipama pasBepThIBaeTCsl Ha MPOTSDKEHMM IISITY 4YacTeil TPaHAMO3HOro cuMoo-
HUYECKOoro 1ukiaa. OCTpoTa 06pasHbIX MPOTUBOPEUNit, CIOKHOCTH COEPKAHMS OTPa3u-
JIICh B HEOOBIYHOM CTpoeHMy cuMdonyy. [Ia9Th ee dacTeil COCTAaBISIIOT TPY paszena

(Abteilungen). B iepBbIit BXOAST Hanboee JpaMaTuyHbIe [iepBast ¥ BTopast 4actu cumdo-
HUM, BTOPOIt 3aHMMAET [[eHTpaibHas yacTh — CKeplio, B TPEThEM IIPOMCXOOUT Pa3Bsi3Ka
(KOHEeYHOe 06peTeHyie TapMOHNMIL) — CHava/Ia «BHYTPEHHSIS», B Bue (GyiocodCroit Memy-
Tauuu (Adagietto), 3aTem U «BHEIIHSIS», B 6ECXUTPOCTHOI pafocTy huHaIbHOTO PoHT0.

OrkpsiBaonmit cumbonmnio «ITpaypHelii Mapu» BBOOUT CIyIIATeNs] B CAMYIO CYTh
Tparmyeckoro KoHdmkra. Ho 3TOT Mapii He MOX0X HM HA aHAJIOTMYHYIO YacTh «[epou-
ueckoti» cumdony BeTxoBeHa, H/ Ha Mapil, OTKPbIBAOLMit Bropyo cumdoHmio camoro
Marnepa. CIMIIKOM SIBHOE, HACTONUMBOE MOAUEPKMBAHNE ATPUOYTOB ITOXOPOHHOTO
IECTBMS — MPAYHast TOP)KECTBEHHOCTh OTKPBIBAIOLEIT YacTh haHdapsl, CKaHAMPOBaH-
HBI/ pUTM 111aTra, 3By4aHye MeIHbIX JYXOBbIX 1 YIAPHBIX MHCTPYMEHTOB (MMUTHUPYIOIIEe
«ITOXOPOHHBIIT» OPKECTP) — BHI3HIBAET ABOMCTBEHHOE omrylieHe. [[o[IMHHOe mepexkm-
BaHMe 1 HAGITIOZEHNME «CO CTOPOHbI», OIIYIIIeHIe TPareAuy M TPOTECKHAsI MPOHMST CITUBA-
I0TCS1 BOEMHO. B poriecce pasBUTHSI 3Ta BHYTPEHHSISE KOHTPACTHOCTb 000CTPSIETCS 10
npefesia — Maplil MPUHXMAeT OTKPOBEHHO 6aHaIbHYI0 (OPMY, HO BHE3AITHO CPhIBAETCST
B IOPBIB CTUXMITHOTO, HEOOY3JAaHHOTO OTYAsIHIS, 3aCTAB/ISIIOIIET0 CTYLIATENSE COLPOr-
HYTBCSI. 3aTeM BCe BO3BDAI[AETCSI K CTPOTOMY, Pa3MEPEHHOMY IIECTBUIO, 3BYKM KOTO-
POTO [TOCTEIIEHHO PACTBOPSIIOTCS BAAIN.

Bropast yacTb MPOZO/KAET JIMHMIO PA3BUTHUS TEPBOiL. JTO camas HaTpsKeHHast
TOYKA JIpaMbl, KOHLEHTPMPYOWas B cebe Tparmyeckyw Kommmsuio cumdbonnmn. Bes
cuna GecrpefeNibHOTO OTYAsTHUSI, A€MOHUYECKUI «PasTyl» CTUXUiA, CAEPKMBAEMbIX
[BOJICTBEHHOI MPOHMEl TpaypHOro Mapiia, 3/1eCh IPOPbIBaeTCst HapyKy. Kakercs, yxe
HUYTO HE OCTAHOBUT MCCTYTVIEHHOTO JBVKEHMSI, YBIEKAIOIIEro BCe 3a 0607 B MpayuHblit
Xa0C; HO B 9TOM Xa0Ce, TO{06HO BHE3AITHbIM BCIIbIIIKAM MOTHMM, BO3HUKAIOT 1 CBETIIbIE
3MM30[bI, IPEBOCXMINAS GymyIMit anodeos GprHasa — ellle OfHA TUITMYHAS YepTa CUM-
tonmueckoit pamatyprum Manepa.

Ckepl10, 3aHMMAIOLIlee 1IeMMKOM BTOPOi paszen cuM(OHMYECKOro LMKIA, — Hau-
Gosnee pa3BepHyTast yactb cumboHMI. «Yacms HeseposimHo mpyoHas no ceoemy nocmpo-
eHU0 U mpeByem 80 8CeX OMHOUWIEHUSIX U 80 8CeX 0emansx eenuuariuiezo xyoomecneeHHo20
Macmepcmear, — TOBOPUTI O Helt aBTop. IMmTaimst «GOsbIIOro» BEHCKOTO BalbCa, MO -
YepKHYTAasl TAHI[EBALHOCTb ¥ TIPOCTOTA MOTUBOB CHOBA TO3BOJISIIOT TOBOPUTH O TPO-
TECKHOM, MPOHMYHOM XapakTepe My3bIKu. C JPYroit CTOPOHbI, ee He CTOUT TONKOBATh



Yyepecuyp MPSIMOJIHEHO — MO CJIOBAM KOMITO3UTOPA, «MHUMbLL 6ecnopsidok 30eck 00/1-
JHeeH paspeuamscst 8 evlcwuti nopsadox u eapmoHuto». imeHHo yepe3 CKeplio U OCYILeCT-
BJISI€TCSI TIOBOPOT K paspelIeHyio KOHQIMKTa.

My3biKa yeTBepToii yacT, 3HaMeHuToro Adagietto, HarMCaHHOTO [/l CTPYHHBIX
¥ apdbl, M3HAYATBHO BO3HMK/IA KaK 6eCCIoBecHOe ITpM3HAaHMe B JIIOOBY AJlbMe — TOra
eife HeBecTe Masiepa (06 9TOM MbI 3HaeM Garofapst BOCIOMUHAHMSAM Aupukepa Buit-
nema MeHrenb6epra). Mexxny TeM OHA ITOYTY MAEHTMYHA HAIMCAHHOM IO3Ke IecHe
«S ymep 0ns mupa» Ha cioBa Prokkepra. «f ymep 07151 MUPCKOLL Cyembl, — IOETCSI B TIeCHe, —
U NOKOIOCb 8 MUWILUHE. .. 51 HUBY 00UH 8 MoeM Hebe, 8 Moeli 11006U...» B 3TUX CJIOBaX 3aKIIIO-
YaeTcs BHYTPEHHMI CMBIC/T YaCTU Y BBIBOJ, U3 KOJUTM3MM BCeit cuM(OHMM — X0, U3 MUpa
B HEObITHE, OHAKO He B PABHOAYIIHOE OTpelnIeHye. My3bIka HaCTObKO MOJTHA BHYTPEH-
Hell 9MOLIMOHANIBbHOCTH, UTO Adagietto, HECMOTpPSI Ha CKPOMHbBIE pPa3Mepbl, CTAHOBUTCS
JIIPUYeCKOii KynabMyHaiyeil cuMboHuM. BpeMsi CIOBHO 3aMelisieT CBOe TeUeHMe...
Adagietto - 06pa3 1eanbHOT0 MIpPa XYIOKHMKA, CBOEI TyXOBHO CUJIOl CIIOCOGHOTO
TIPOTYBOCTOSITH TPOTMBOPEUMSIM OKPYKAIOLIEH JKU3HA.

IMocrte rry6OKOr0 BHYTPEHHErO KaTapcuca JOBOIbHO HEOKMAAHHO 3ByYMUT POHIO-
uHaNM ¢ ero MoYTM HAPOUNTHIMM UMMUTALMSIMM MYy3bIKIbHBIX MpuemMoB XVIII crosne-
Tust. TeMbl 9HEPTMYHOTO IIYTIIMBOTO XapakTepa (yyke 6e3 TeHu rpoTecka!l) CMEHSIIOT APYT
IIpyTa ¥ MepervieTaloTcs] B 3aTeiMBbIX NomidoHNYeckrx KoMouHanmsix. Ha mepBsiit
B3IV, 9Ta My3bIKa CIIOCOGHA CMYTUTD CTYIIATENST U3MUIIHEH TPOCTOTO paspenieHst
IIpaMaTMyYecKoi KOUIM3Y, MHYMOJ «HEOPTaHNYHOCTBIO» B COUETAHUM C ITPeIIIEeCTBY-
omymy yactsimu. OIHAKO B Helt LIaPCTBYET «padocms Macmepa, 00epicasuie2o 0yXo8Hy0
nobGedy Had 3710M U 8epHYBUIE20CS K HU3HU 6n1azodaps Heuccakaroujeli 8 HemM MeopuecKol
aHepeuu» (V1. BapcoBa), 3Ta pajjoCThb «NPOCMa U UCKPeHHa, Kak nascka Jasuda.

Cumdonns N2 9

«B nocnednue nonmopa 200a s nepexcusaro max 6ecKoHeuHo MH020, Umo e08a Jiu CMozy
2080pums 06 3mom. Kyoa ys mHe nolmamacs onucams maxoti Hebvieansiti kpusuc! 5 susicy
8ce 8 HOBOM caeme, 51 CaM HAXOMCYCb 8 HeNPepbIGHOM OBUMEHUL U CO8CeM He Yousuncs Obl,
ecau 6 3amemun 80pye, umo y MeHst Hogoe mesio (kak @aycm)». Tak orvicbiBan Maep cBoe
COCTOsIHMeE GIypKaiieMy IpyTy M y4eHuKy BpyHo Banbrepy B Hauane 1909 1.

Y0 ke mpousouuio ¢ Manepom «8 nocnedHue nonmopa 2oda»? Becnoit 1907 r. emy
MPUIIIOCH TTOKUHYTH MOCT AMpeKTopa BeHckoii orepsl. TeaTp, KOTOPOMY OH OTAAN
IIecsITh JIeT XKV3HM Y KOTOPBII 6rarozapsi Manepy ZOCTUT BBICOYANIIIETO XyLOKECTBEHHO-
MY3bIKQJIbHOTO YPOBHSI, OTIUIATUII eMYy MHTPUTAM1 U Bce Go/ee BO3PACTaOIIM COIPO-
TUBJIEH)EM — He BCe ObUIM FOTOBBI CTYSKUTh CBOEMY JIEJTy C TOJ ske caMooTaayveit. Jletom
cynb6a HaHeca ceMbe MaiepoB TsDKebIi yaap — ymMepiia cTapliiasi 104b, CJIOBHO BOILIO-
TUB CTpaIIHOe IIPOPOUeCTBO «[leceH 06 ymepuiux demsx». Bckope Masep ycIsIan npy-
rOBOD OT Bpaueit — Heu3meunmMasi cepreuHast 6ome3Hb. OTHbIHE OTMEPEHHbI eMy CPOK
SKM3HY HAIIPSIMYIO 3aBYVICEIT OT TSDKeCTH (pM3MUecKuX ¥ yMCTBEHHBIX HAarPy30K, a Bellb OH
MPUBBIK PABOTATh IO M3HEMOXKEHMSL. ..

«Hebblgansili Kpusuc» 03HaYaI KOPEHHO} TOBOPOT B MMPOBO33peHuu. Masep mpe-
UCTIOMTHWUIICSE HEOOBIKHOBEHHO JII0G0BBIO K JKM3HM BO BCEX €€ MPOSIBIEHMSIX, sKeJTaHueM
HACIaIUThCST KKIBIM JTHEM, MMHYTOM, MTHOBEeHVEM. «Mup Jiexcan neped HUM 8 Msigkom
céeme NPOWAHUS..., — BCIOMUHA BpyHo Banbrep. — “Munas semas’... kasandce emy
maxoii npekpacHoti, Umo ce €20 MbICIU U €1108a ObLIU MAUHCMBEHHO NONHbL KAKUM-MO
usymJieHuem neped Hogoll npenecmoto cmapoti #u3Hu». HecMOTpS Ha 3ampeT Bpaveii, OH
¢ emie GonbIIIelt SHEPrIelt OTHAIICS TBOPYECTBY.

Bormpocsl HeU36EKHOCTU CMEPTH, YXOa B HEObITME ¥ OTHOCUTEIHLHOCTH CMbIC/IA
YeIoBevYecKoro cymectBoBanus («Ilouemy mot sun? Ilouemy mol cmpadan?») BOTHO-
Banu Masepa faBHo. Ho Temepb OH CTOSUT «IUYOM K JIULY C HUUEeM» YKe He B aBGCTPaKT-
Ho-¢wmnocodckom mmaHe. [IpeAcTOSZIO OCO3HATH, NMEPEXUTh M TIPUHATH OIU30CTD
COGCTBEHHOM CMEPTH, OKUHYB TIPOIIATbHBIM B3IIALOM MPOXKUTYIO JKU3HB. DTy TEMY
packpeIBaeT nocienHss cumdonndeckas Tpuana Manepa — «[lecHs 0 3emne», [leBsiTast
¥ He3aKoHYeHHas1 [lecsarast cuMboHms. Hu 0HO U3 5TUX IPOU3BeIeHNiT aBTOPY YCIIbI-
1IaTh YK€ He JI0BeIOCh; IpemMbepa [IeBsToit cocrosuiach B 1912 r. mop, ynpasieHueMm
BpyHo Banbrepa.

BHenrHe TpagyIMOHHbI YeTHIPEXYaCTHBIN MK [IeBSToi cuMbOHNM TPAaKTOBaH
BecbMa CcBoeoGpasHo. [lepBast 4acTh MMeeT Majlo OOMLIero ¢ MPUBBIYHBIM COHATHBIM
Allegro, HO ckopee mpegBocxuiiaeT «cumdonndeckue Adagii», 1exainye B OCHOBE
3penbix cuMmdonuit llocTakoBuya. [IBe ciefymouie Ipyr 3a IPYroM CKeplO3Hble
YacTM — T'POTECKHBI JeHIep ¥ uHdpepHanbHoe POHIO-Gyprieck — cMeHseT 60ib-
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moe Adagio; OHO 3acTaBisieT BCIOMHMTDH 3aBepIIAIOIIYI0 YacTh MOCIeIHeN (ToXe
IessiToit) cumdounu BpykHepa, HO Gojee BCEro — 3aKIIOUUTENbHbI HOMED «[TecHU
0 3emne» — «IIpowjanue».

CyuHocts Andante comodo oxapakTepu3oBan MJIafiIuii coBpeMeHHUK Marnepa,
KOMIT03UTOD AnbOaH Bepr. «2mo ssipasieHue HeCnbIXaHHOL N11066U K 3emiie, CmpacnmHoe
JHenaHue Hums 8 Hell, ewje U ewje paz do 2aybouatiwieti enyouUHbl HACIAOUMbCS er, NPupo-
doli — noka He npudem cmepmo. 60 oHa Heydepxumo npubnuxaemcs...» My3bIka CHOBa
M CHOBA BO3BpAllaeTcs K 3ayLIeBHOV MeCeHHOii TeMe, KOTopasl yepeyeTcsi ¢ MOMeH-
TaMy My4YMTeIbHOTO HanpsbkeHus. [locienHeMy ee MpoBeleHUIO TIpeIecTByeT Tparu-
YeCKui CPbIB KYJIbMUHALMY, eMY OTBeYaeT OTAaIeHHbIi [Tepe3BOH KOJIOKOIOB; B CAMOM
KOHIIE YaCTV TAMHCTBEHHBIN «308 NpUpoodsl» (KBApTET BANITOPH) CMEHSIETCS YMUPOTBO-
PSIIOIIMM CKPUITMYHBIM COJI0. «CmpacnmHoe nepexcusaHue Kpacomsl U 2apMoHUU cyuwezo,
onuyemeopsieMvlx meneps 00HOL Uy NPUpodoli, cMeHsiemcs 8ce 0osiee sICHbLM Npedousy-
WeHuem cmepmu, Komopas makxee uacme hpupoosl» (V. Bapcosa).

Bropast yactb («B memne cnokoliHoz0 JieHOnepa») OTChUIAeT HAC K MCTOKaM Maje-
POBCKOTO TBOPUECTBA: rpyboBaTast HAMBHOCTH CKepiio I1epBoit cuMbOHUM COEnMHSIETCST
B HeJl C TOPBKOIL MPOHMEN «mpaypHozo mapuia 8 mavepe Kanno». Hapountoctb 6ecko-
HEeYHBIX IIOBTOPOB 3aCTaBJISIET YCOMHUTBCS B UCKPEHHOCTY MY3bIKY; BHE3AITHO JIeH]I-
Jiep CMeHSIeTCsl 9K3a/IbTMPOBAaHHbIM, CJIOBHO MICKKEHHBIM B KPMBOM 3epKajie BEHCKUM
BaJIbCOM — KaK GYITO ropMaHOBCKMIT CO3ATENTb MEXaHIUECKMUX KYKOJ C 6e3yMHBIM CMe-
XOM CPBIBAaeT MacKy MH/MMOTO J06ponymyst. JIMIIb HeHaI0Nro BO3HMKAET YVCThIi He3a-
MYTHEHHbI 06pa3 B O[eKAaX CTAPMHHOTO MEHY3TA.

Tpetbst yactb (PoHI0-6ypineck. Allegro assai) MpuHaAIEKUT K Haubomee SKCIIpec-
CUBHBIM CTPaHMIIAM MaJIepOBCKOI My3bIkU. BecropsimouHoe «perpetuum mobile»
posknaeT 06paspl IMyralero, abCyprHOro xaoca. B My3bike oxkuBaeT Gymymyii repoii
Yarmtuna (TonmbKo 6e3 duiepa KoMenuitHOCTH!) — MaleHbKUii YeloBeK, 3aIbIXatouiicst
B AIIOKIMIITUYECKOM PUTMe «60oIbIIOro roponar. Visan ColtepTMHCKMI CIIBILIAI B 9TOM
YaCTH «...00pa3ey KCNPeccUoHUCmcKoll napoduu Ha ypOamusm, Koeda 6ndazodaps 2eHu-
anvHoll unmyuyuu Manepa napodupyroujee npouseedeHue yyms Ju He npedeocxuujaem no
8pemeHu 00sekm napoduu». Ho MMEHHO B 3TOM «ypOaHUCMUUECKOM XA0Ce» 3aPOSKAAETCS
IJIaBHAsI My3bIKaIbHAs MbICIb QyHaNA.

CTpacTHBIM BO3IVIACOM CKPUITOK HAYMHAETCSI ITOCTeNHSIST YacTb cuMboHM («OueHsb
MeONIeHHO, HO cOepxcaHHo»). [IpoljaHKe C )XU3HBI0, MyYUTeIbHOEe OCO3HaHMe KOHLIA, ero
MIPUHSTYE U IPUMUPEHNE ¢ HeM36eXKHBIM — BCSI IPOTMBOPEYNBAsi TaMMa YyBCTB OTpa-
’KeHa B XpPOMaTUYeCKOM XOpajie OCHOBHOJI TeMbl Adagio, B ee MpeenbHO HaIpsiKeH-
HOM ¥ OFHOBPEMEHHO COCPeIOTOYEHHOM, ITOYTY MOIUTBEHHOM 3BYYaHMM CTPYHHBIX
¢ BaaTopHamu. JIpyroit 06pa3 4acTy — TeMa C SIBHO BbIPAKEHHBIM CJIABSIHCKUM KOJIO-
DPUTOM; MaKCMMAaJIbHO YIATE€HHbIe IPYT OT Apyra MeTOAMYecKue JTMHWUM BBI3BIBAIOT
ollylieHe pa3pexkeHHOTo BO3/yxa B ropax; 3TO NOC/IeqHM B3IV, B CTOPOHY «MUJIOU
3emu». Bce 6ormee TOP)KeCTBEHHO ¥ KCIIPECCHBHO 3BYUNT XOpasI. M TMIIb B KOHIIE YacTy
My3bIKa MIPUXOAUT K MOJTHOMY PACTBOPEHUIO, UCTAUBAHUIO, 3aMMPast B eJie C/IbIIIHOM
pianissimo...

OpnyH M3 KPYTHEeMIIX 0TeuecTBeHHbIX AupipkepoB XX Beka Kupuinn Kongpamma
ponwicst B 1914 r. B MockBe B ceMbe My3bIKAHTOB (OTeI] 6bUT CKPUITAUOM-CaMOYUKOIA,
O33Ke Urpasi B opkectpe ['ocyaapcTBEHHOTO €BPEiCKOro TeaTpa, MaTh paboTasia B OPKeCT-
pe Bonbiioro Teatpa). C 1iecTy JieT OH 06yvascs urpe Ha (opTennaHo, mosxe Gpan
YPOKM TeOpuM MY3bIKM y BBIAAOLIErocs neparora, yueHuka TaneeBa, Hukomast XXnmsi-
€Ba, KOTOPbIit 0Ka3aj 6OJIbIIoe BIMSIHUE HA €T0 TBOPYECKOEe PasBUTHE.

B 1931 r. KonppammH noctymt B MOCKOBCKYI0 KOHCEPBATOPMIO B KJIACC OTIEPHO-
cuMbOoHMYIECKOr0 AMpUskupoBanus Bopuca Xaitkuna. Eme Gyayuy CTYIEHTOM, OH
CTajl TOMOIIHMKOM [AMpMKepa My3bIKanbHOV cryammu MXT, KOTOpOit pyKOBOLMI
B. HemupoBuu-JlaHueHKo.

ITo okoHuaHUM KOHCcepBaTopuM B 1936 r. KoHgpaumH okasascs B JleHMHrpase, rue
3aHsSUT TIOCT aupyskepa Masoro Teatpa orepsl u Ganera. Ha I Bcecoro3HOM KOHKypce
IUpVKepoB B 1938 T. OH 6bUT YIOCTOEH ITOYETHOTO JUILIOMA.

B 1943 r. KongpamyHa npumianaioT B Bonblioii TeaTp, Tpymnmna KOTOPOTO TOIbKO
YTO BEepHY/ach 13 3BaKkyauyy. HermocpencTBeHHOe TBOpUECKOe B3aMMOJECTBIE C IIIe-
5171071 BbiAalomumxcst aupyskepos Bonbiioro (H. TonoBanoBbiM, C. CamocyzmoMm, A. ITasos-
ckuM, A. Menk-IlanraeBsiM) CUIbHEMIIMM 06pa3oM MOBAMSIO Ha opMupoBaHye ero
TBOPYECKO} MHAMBMUAYaNbHOCTU. [lapannenbHo KoHgpauH Beln akTUBHYIO KOHILEpPT-
HYIO JIeSITeNbHOCTD, BBICTYIIAsI C Pa3IMYHBIMU OpKecTpaMy MOCKBBI U IPYTUX TOPOLOB
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(B 1949 1. MOCKOBCKMI1 MOJIOAEKHBIV CM(OHMIECKIIT OPKECTD IO €T0 YIIpaBIeHeM
TOTyYWsI TPaH-TIpy Ha decTuBae eMOKpaTUYecKoil Moofesxku B Bynamenire).

C 1956 1. Kupmnin KoHpapammH TOMHOCTBIO MOCBIATMI cebs cuM(OHMYECKOMY
IupyokupoBanuio. C HUM pery/isipHO BBICTyIa/Iy Bbihatouyecs: comuctel — 1. OjicTpax,
JI. Koran, M. Poctponiosud, C. Puxtep, . ['mnenbc. B 1958 . oH akKOMITaHMPOBAJT y4acT-
HIMKaM TpeTbero Typa I MexxamyHapomHoro KoHkypca umenn I1.1. Yaiikockoro. Bmecre
¢ nobenuTeneM KoHKypca Banom KiaitbepHom Kvupnmn KoHApaImyH BBICTYIIMIL € KOH-
uepramu B Benmko6purtanmu u CIIA (cTaB mepBbiM COBETCKUM IAMPUKEPOM, KOTOPbIi
repecek ATITaHTUYECKMIT OKeaH).

B 1960 r. KoHpapaliMH cTaj IJIaBHBIM OMPISKEPOM CUMGOHMUYECKOTO OpKecTpa
MockoBCKo# (umapMoHNK. 3a MATHAALATD JeT PyKOBOZACTBA €My YIAJIOCh IPeBPAaTUTh
CBOJl OpKeCTp B OOMH U3 BeAyLIMX My3bIKaJbHbIX KoaekTuBoB CoBerckoro Corosa.
BriepBble B Halleit cTpaHe I0J €0 yIpasiieHyeM mpo3syJany Bee cumdonum I. Manepa
(kpome Bocbmoit) u [I. lllocTakoBuda, B penepryape Aupmkepa 66Ut cuMbOHYecKe
¥ KOHLIepTHbIe Tpou3BeneHus B.A. Mornapra, JI. BaH betxoseHa, I1. YaiikoBckoro, H. Pum-
ckoro-Kopcakosa, 1. Bpamca, C. PaxmannHosa, H. Msickosckoro, C. [TpokodbeBa. B 1969T.
Iupwkep 6bUT ymoctoeH TocymapcTBeHHOM mpemuyu umenu M. Dmunku, B 1972 1. —
3BaHusi «Hapogusiit aptuct CCCP». Top cryctst opkectp MOCKOBCKO# (humapmMoHum
TIOTYYMJI TIOUETHBIV CTATYC «aKaJeMUYeCcKoro».

B 1978 r. Bo Bpems ractporeii B Huaepnangax Kupun Konapauys npyHsii pelieHne
ocTarbcesl Ha 3anafe. OH MOMyYMI MeCTO NIaBHOTO NPUIVIALIEHHOTO AMpYKepa OpKeCT-
pa «Koureprrebay». B 1981 r. mupukep HO/DKeH ObUT BO3IIABUTh CUMGMOHUUECKUI
opkectp BaBapckoro pagyo, Ho 7 mapra 1981 r. CKOpOITOCTVKHO CKOHUYAJICS OT MHMAPKTA.

Anexkcaugp CrnagkoBckuii (p. 1965) pogwics B TaraHpore B CeMbe MY3bIKAHTOB.
OH OKOHYMJI BOEHHO-IMpPMKepckuii hakymbreT MOCKOBCKOI KOHCEPBATOPUY U BaKyIib-
TeT onepHO-Cc1MGbOHNYIeCKOro IupykupoBanust CaHKT-IleTep6yprckoit KOHCepBaTOPUM
(kmacc podeccopa Braguciasa Yepnyierko). B 1999 r. cran mo6exutenem 111 Beepoc-
CHIACKOTO KOHKypca aupyokepoB uMeHy C. [Ipokodbesa.

Ero aupuskepckuit AeGI0T COCTOSIICS B TeaTpe onepsi v 6aneta CaHkT-IleTepOyprekoit
KoHcepBaTopuy B 1997 1. (B 2001-03 TT. OH GbII NIAaBHBIM AMpPIKEpOM TeaTpa). B 2001 1.

B OpMuUTaXHOM TeaTpe A. ClafIKOBCKMIT AMPWXKMPOBAA B KOHLIEPTE B YeCTb BU3UTA
Ee Benmuecrsa Koposnesbl Humepnanmos Bearpuke. Kak accucreHT aupyskepa OH ObLT
npurnameH Mapyucom SIHCOHCOM B IOCTaHOBKY orepbl «Kapmen» XK. buse n Mcrucna-
BoM PocTporoByiueM B KOHIIEPTHYIO IIporpaMmy «HeuseecmHolti Mycopeckuti».

C 2004 1o 2006 rr. Anekcauap CiagKoBCKuit GbUT IVIAaBHBIM JUPVKEPOM OpKecTpa
TocynapcTBeHHOI akagemuyueckoit Kamemtsl CaHkr-Iletep6ypra, B 2006-2010 rr. —
nupukepoM cuMboOHMYECKOro opkectpa «Hoeas Poccus» mop yripasienuem HOpus
Bammera. Kak nupuskep OH BBICTYIAI C BeAYIIUMYU CUMGOHUYECKMMM KOJUIEKTUBAMU
Mocksbl 1 ToponoB Poccun, a Tarke ¢ opkectpamu [Ipesnena, Bynanerra, Benrpaga.

C 2010 r. CnagKOBCKMIT — XyAOKeCTBEHHbI/ PYKOBOAMTENb U ITIaBHBI AUPIDKED
TocymapcTBeHHOrO cMdoHMYecKoro oprecrpa Pecrry6myky TaraperaH. 3a meCTb JIeT
pa6otbl B opkectpe C/IaJKOBCKUIT TIOBBICUI CTATyC KO/UIEKTUBA B MY3bIKalIbHO-001IIe-
CTBeHHOJ Xu3HM Pecrry6imky TatapeTaH U Bceli CTpaHsl, paciMpyB HaTUTPY ero TBOp-
YeCKMX BO3MOKHOCTEH 1 BbIBE[Is] OPKECTP Ha HOBbI MEXIYHAPOIHbIN YPOBEHb.

I'CO PT cran mepBbIM POCCMICKMM DeTrMOHAIbHBIM KOJIEKTMBOM, 3alMCAaHHBIM
Ha TenekaHanax «Medici.tv» u «Mezzo». B ampene 2014 r. opkecTp Mop yIpaBieHueM
Anekcanzapa CnagKoBCKOTO BbICTYIMI B mTa6-kBapTpe KOHECKO B ITapuske (Ha miepe-
MOHMM IPUCBOeHs 3Banus [Toca mo6poit Bomu [lenucy MaityeBy). B Mae Toro ke roga
My3bIKaHTOB co CpenHeii Bonry BriepBble yC/blIliaayM B KOHIEPTHOM 3aie Tokuiickoro
tdopym-uienTpa. B cesone 2014-15 rr. Anekcaunp Craagkosckuii ¢ TCO PT BoicTymmn
B Bonmpmiom Teatpe Poccuyt B pamMKax 100M/I€/fHOTO KOHIEPTA, MOCBSIEHHOTO AeCSTIIe-
Tuio dectusast «Crescendo», u B CaHkT-IleTepbypre, rfie Mpoliies IepBblit TaCTPOIbHbIN
aboHeMeHT 13 Tpex KOHIIePTHBIX BeUepOB Ha ciieHe 3ana «MapuuHka—3».

C 2013 r. Anexkcannp CragKoBCKMii sIBsieTcst apTuctoM «Sony Music Entertainment
Russia». B 2016 r. nupokep 6511 yoocToeH 3BaHus «Hapomusrit aptuct Poccym».

Cumdonnu Manepa B ucronnennu Kupwmuia Konppammsa ¢ oprectpom MockoB-
CKO¥t (pumapMoHMM, TPO3BydYaBliMe B MOCKBe MOABEKA HA3ad, CTalIM MOATMHHBIM
OTKPOBEHMEM JIJIsS COBETCKO} IyO/IMKY; MaJepOBCKIe IUTACTVHKY, KOTOPbIe OH YCIIen
3ammcaTh, MTHOBEHHO cTaimu GuinodoHnueckoit pemkoctbio. KoHapanmi He MpoCcTo
BOCCTAHOBWI TPAJUIMIO «PYCCKOI MasiepuaHbl», MCKYCCTBEHHO MPEPBaHHYI0 Ha TpU
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mecsiTyieTust (BIUIOTh O cepenmHbl 1930-X IT. MMs Masepa peryisipHO IOSIBISIOCH
Ha KOHLePTHBIX aduiax MockBbl U JIeHMHTpazga, HO 3aTeM (aKTMUECKM OKa3anoch
T10[], 3aIIPeTOM), — OH MCTIONHST Masiepa coBepIleHHO 1o-HoBoMy. Ero mHTepripetanmu,
OTMeYeHHbIe GTarOpoACTBOM XYIOKECTBEHHOTO BKYCd, TOHKMM MOHMMAaHMEM Maje-
POBCKO¥ CTUIVICTUKY Y SIPKO MHOVBUAYAIbHBIM IIPOYTEHMEM, He MEePK/IM B CPAaBHEHUM
C TPAaKTOBKaMy KPYTHEeNIINX OUPUKepOoB-«ManepuaHieB» XX Beka; He MepKHeT UX 3BY-
yaHye ¥ B HalM AHU. MHOTMe oTeuecTBeHHbIe IMPYDKePhI MociefoBany npumepy Kox-
JipallliiHa, HO ellle A0JI'0 HMKTO He pellasicsl Ha CTO/b LIeJIOCTHBIV 0XBAaT MaJepOBCKOTO
TBOpuecTBa. Tem Gosee UTo ¢ 0Tbe30M KoHzpaliHa 3a py6ek 60bIIMHCTBO €T0 3am-
ceit 6bUIO TIPeIaHo 3a6BeHNI0 BIUIOTH A0 2000-X TOOB, KOTA OHM ObLIM OITYOIMKOBAHBI
«Menodueli» yxke Ha KOMITaKT-AMCKaX.

[yig xoro-To napasiens «Kupwin Konapaims — Anekcauap CnagKoBKuUiA» BbITJIS-
JIAT Yepecuyp cMesioii. VI Bce ske MHOTYME MY3bIKAHTbI CTAPILEr0 MTOKOJIEHWS YOEKIEHbI:
HeCMOTpSI Ha MOTyBeKOBYIO pa3HMILy, 3HAMEHUTOTO POCCUIICKOTO MasCTPO CBSI3bIBAIOT
C €ro BbIJAIOLIMMCS TIPEeJIIECTBEHHUKOM He3pUMbIe TBOpUECKHe y3bl. DaKT TeM Goee
YIOMBUTENbHBIN, uTO Cl1agKOBCKOMY He YAaa0Ch YCbllaTh KoHapamHa «BKUBYIO» —
OH 3HAKOM TOJIbKO C €ro 3armcsIMu. DTO €llle pa3 MOATBEPKIAET, UTO MOAOGHBIE «Bpe-
MeH CBSI3ylollie HUTU» MOTYT CYLeCTBOBATb BHE 3aBUCUMOCTM OT BPeMEHHbIX MM
reorpauueckux rpaHuil.

Bormenmmii M3 «MOCKOBCKOJ IIKO/b» (ydeHMK XaiikuHa u JKunsesa) Kupunn
Kongpamms chopmmupoBaics Kak AMpykep B MasoM omepHOM Teartpe JIeHMHTpaza.
Meskny ABYX CTOMUIL ITPoJieras MmyTh B podeccuto u Anekcanapa CragKoBCKOro (Crpa-
BEIJIVBOCTY Pafy HaJO CKasaTh, YTO JIEHMHTPAJ, ChITPal B €ro KM3HM Kyga GOJbIIYI0
POJIb — TI0 COGCTBEHHOMY TIPU3HAHUIO JVPIKEPA, BCTPEYa C BIOXHOBEHHBIM UCKYCCTBOM
10. TemmpkaHOBa IpenoIpesenia ero JaabHeNnii JXU3HeHHbI Iy Thb). [Jo TOro Kak
CKOHIIEHTPUPOBATb BCE CHJIBI Ha CMM(GOHMYECKOM OUPIsK1poBaHuy, KoHapalmH mpo-
1I1€JT MHOTOJIETHIOIO TIPAKTUKY OTIEPHOTO AMpPYKepa; AJ1st C/IaIKOBCKOTO 3TO GBI ITEPUOT,
paboThl B My3bikaabHOM TeaTpe CaHKT-IleTepOyprekoit KOHCePBATOPUH, Tie eMY JIOBe-
JI0Ch paboTaTh BMecTe ¢ PocTpornoBuyem 1 SSTHCOHCOM.

[Ipu3HaHHBIT UHTEPIIPETATOP PYCCKOM M 3apybeskHoit kinaccuku, K. Konapanmx
TIPOSIBJISIT 0COOBII MIHTEPEC K COBPEMEHHOI My3bIKe, AUPYIKUPYS coumHeHustMu B. bap-

Toka u I1. Xungemura, M. PaBesns u P. lllTpayca, a Takke A. XauarypsiHa, I. CBupuziosa,
M. Baiiu6epra, b. YaiikoBckoro, P. [llefipyHa u OPYTUx COBETCKUX KOMIIO3UTOPOB. Pefi-
KMM JiIs1 IMpYDKepa TIOHMMaHyeM My3bIKaIbHOTO MMpa CBOMX COBPEMEHHMKOB 00671a-
naet n A. CnagkoBCcKMii: B ero perepryape ecTb counHeHust P. llleapuHa (KOTOPBI
YIOCTOM MasCTPO OueHb BbICOKOI oreHku), C. I'ybaiinynunoii, I. Kanuenn, P. Jleme-
Hésa, C. CToHMMCKOro, A. YaitkoBckoro, A. Pri6HIMKOBA, B. TUIIEHKO a TaKKe MOJIOIbIX
KoMI103UTOpoB MockBbI 1 ITeTep6ypra. Haxonsich Ha ITOCTY ITTABHOTO IMpPVKepa OpPKecCT-
pa TarapcraHa, OH He TOJIBKO MPOBe MOHOrpaduyeckye IMKIbI My3bIKM BeTxoBeHa,
YaitkoBckoro, Bpamca u llloctakoByuua — B 2012 r. MasCTPO OCYLIECTBIT 3aITUCh «<AHMO-
Jloeuu My3siku komnosumopoe Tamapcmara». HakoHel, oueBUIHA TMapajieinb MeXIy
IBYMSI KOJUIEKTMBAMM, JOCTUTTIMMY BBIIAIOIIVXCSI Pe3y/IbTAaTOB Graromapsi Bose MX
pyKkoBozauTesneil — cerofHst [ocymapcTBeHHbI cMMpOHMUECKMii opkecTp Pecrry6mmnkm
TarapcTaH MOMyYMII POCCUIICKOe U MeXIyHapOAHOe MPY3HaHMe U SIBIISeTCS TaKUM JKe
KY/IbTYPHBIM GPEHOM Hallleif CTpaHbl, KAaKUM TIOJIBEKa Hasaj CTax opkectp MoCKOB-
cKo¥ hmmapmMoHun.

Hapsny c llocTakoBuyem Masep cTaj, moskatyi, KpynHeimmm JoctskeHreM KoH-
IpalmHa Kak aupyokepa-cumdonucTa. OTM ABa KOMIIO3UTOPCKMX MMEHM 06/1aJaioT
HeBEePOSITHOI TpUTITaTenbHOV Cuioit u nast Anekcangpa CragkoBCKOTO. «/Ins MeHs
Ilocmakosuu — npodomierue Manepa, — TOBOPUT nupwkep. — Myssika Ilocmakosuua
¢ demcmaa Gbina uem-mo opmooopasyowum...» A cumcbonnm Maepa mpeacTaBisioTCst
eMy «Heo06x00uMoli cmyneHblo, 6e3 Komopoli Heao3moxceH Illocmakosuu». PaGorasi B HACTO-
siee BpeMsl Haf, IOMHbIMM KOMIUIEKTaMM KOHIepTOB U cumdonuii lllocTakoBuya,
Anexcannp CragKoBCKuiI He MOT Ipoiitu MuMo cumdonuii Manepa. Ero npourenne,
HaxoJsICh B Pyc/le KOHAPAIIMHCKOM TPaguLy, afpecoBaHo CIyIaTeN0-COBPeMeHHIIKY;
CMHTe3 aKaZleMMU4yecKkoil CTPOrOCTY BKyCa M SMOLVMOHAIbHO MMITY/IbCMBHOCTY TONBKO
NoJ4epKMBaeT Tparndeckoe Beauye MajJepoBCKOro Ayxa.

Bopuc Myxkoceti
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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 a musician to whom
every new symphony was like “building a new world 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 of life, 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 Kas-
sel) and when the first vocal cycle (Songs of a Wayfarer), the material the future sym-
phony 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 con-
ceived five-movement cycle; he also rejected the descriptive explanations and the sub-
title “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.

The basic idea of symphony was nevertheless obvious — formation of a human per-
sonality 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 cor-
responded 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 gradu-
ally 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, ring-
ing 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 mate-
rial; 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 sym-
phony” 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.

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
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instruments (a solo double bass, followed by tuba), in unnatural registers, play the popu-
lar 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 com-
poser 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.

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 disas-
ter, 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 Sym-
phony in a letter written right after the premiere.

Mahler worked on the Fifth in 1901 and 1902. At first glance, his life seemed as suc-
cessful 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 ear-
lier. The pivotal moment is evident in the significant complication of the orchestral tex-
ture, 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 perfor-
mance of the symphony in his lifetime in 1907, in St. Petersburg.

The Fifth Symphony expresses an insurmountable conflict with the world, suffer-
ing, 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 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 move-
ments, 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 —
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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 sud-
den 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 artis-
tic mastery,” the composer commented. The imitation of a 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 straight-
forwardly - 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 Fried-
rich 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 col-
lision 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 con-
tradictions 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 intri-
cate 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 com-
bined 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.”

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...

“A tremendous crisis” meant a radical turn of the mindset. Mahler welled over
with exceptional love for life in all of its aspects, desire to enjoy every day, minute
and moment. “The world lay before him in a soft light of farewell...” Bruno Walter re-
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
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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 rea-
son 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 triad — The Song of the Earth, the Ninth and the unfinished Tenth Sym-
phony. The composer was not destined to hear any of these works — the Ninth was pre-
miered in 1912 by Bruno Walter.

An outwardly conventional four-movement cycle of the Ninth Symphony is
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 exis-
tent, now impersonated by nothing but nature, gives place to an increasingly clear premoni-
tion of death that is also a part of nature” (Inna Barsova).

The second movement (“In the tempo of an easygoing Lindler”) refers to the ori-
gins 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 Lindler changes into an ecstatic, as if distorted in a funfair mirror, Vien-
nese 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.

The third movement (Rondo—-Burleske. Allegro assai) is among the most expres-
sive 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 expres-
sionistic 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 feel-
ings is captured in the chromatic choral of the main theme of the Adagio, in its ulti-
mately 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 cre-
ate 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 out-
standing educator and a pupil of Taneyev’s, who influenced his creative development
in many ways.
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In 1931, Kondrashin entered the Moscow Conservatory to study operatic and sym-
phonic 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.

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 1%t 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 promi-
nent 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, Kondrashin was an active concert conductor, performing with 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 conducting
only. He performed with a series of outstanding soloists such as David Oistrakh, Leo-
nid 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%
International Tchaikovsky Competition. Kondrashin 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 Orches-
tra. 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 Art-
ist 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 Amsterdam’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 Conserva-
tory 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, Slad-
kovsky conducted at the concert in honour of Her Majesty Queen Beatrix of the Ne-
therlands 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 orches-
tra 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 Sym-
phony Orchestra of the Republic of Tatarstan since 2010. During a six-year period
with the orchestra he managed to increase its status in musical and social life of the
Republic of Tatarstan and the entire country, expanding the palette of the orches-
tra’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 Matsuev as “UNESCO Goodwill
Ambassador.” In May of the same year, 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
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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 Philhar-
monic Orchestra half a century ago were a genuine revelation to the Soviet public.
The Mahler LPs he managed to record instantly became 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
Mabhler 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 conduc-
tors 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 record-
ings 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 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 Slad-
kovsky’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 acquain-
tance 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 dis-
played an interest in contemporary music conducting works by Béla Bartok, Paul Hin-
demith, Maurice Ravel and Richard Strauss, as well as Aram Khachaturian, Georgy
Sviridov, Moisey Weinberg, Boris Tchaikovsky, Rodion Shchedrin and other Soviet com-
posers. Sladkovsky also has a gift of understanding the music world of his contempo-
raries. His repertoire includes works by Shchedrin, who honoured the conductor with
avery high appraisal, Sofia Gubaidulina, Giya Kancheli, Roman Ledenyov, Sergei Slonim-
sky, Alexander Tchaikovsky, Alexei Rybnikov, Boris Tishchenko and young composers
of Moscow and St. Petersburg. At the post of chief conductor of the Tatarstan orches-
tra, 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.

Mabhler, along with Shostakovich, was possibly a major accomplishment of Kon-
drashin 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 continua-
tion 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 Shostako-
vich’s concertos and symphonies, Alexander Sladkovsky could not go past Mahler’s sym-
phonies. 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.
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CumdboHnueckuit opkectp MOCKOBCKO# rocyqapCcTBEHHOI huIapMOHUN
Hupwkep — Kupunn Konapauimx

3anuch 1974 1.
3Bykopexuccep — I[1étp Kongpamma
Pemacrepunr - Hapexxaa PagyruHa

Juck 4

Cumdbonms N2 5 (1902)

1. Trauermarsch. In gemessenem Schritt. Streng. Wie ein Kondukt
II. Stiirmisch bewegt. Mit grofSter Vehemenz. . . . . .. ... ..
II1. Scherzo. Kréftig, nicht zuschnell . . . ... ... .......
IV. Adagietto. Sehrlangsam . . . ... ... ............
V.Rondo-Finale. Allegro . . . . . ... ... ............

U1 N =

O6ee Bpems: 71.30

TocymapcTBeHHbIN cuMdoHMYecKMit opkecTp Pecry6amku TatapcTan
Hupwuskep — Anekcanap CinagkoBCKUA

3anuch 2016 T.
3ByKOpexuccep — [TaBen JlaBpeHEHKOB
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JIuck 5

Cumdbonns N2 9 (1909)

1 ILAndantecomodo . ... ... ... .. ...
2 IL.Im Tempo eines gemédchlichen Liandlers. Etwas tdppisch und sehr derb . .
3 IIL. Rondo. Burleske. Allegro assai. Sehr trotzig . . .............
4 IV.Adagio. Sehr langsam und noch zuriickhaltend . . ... ... ... ..

O61ee Bpemsi: 74.24

CumdboHnyeckuit opkectp MOCKOBCKO rocyqapCcTBeHHOM huiapMOHUN
Iupwxkep — Kupunn Konppammx

3amuch 1967 1.
3ByKopexuccep — Mirops Benpuniie
Pemactepunr - Makcum [Tnnnmos

Juck 6

Cumdonns N2 9 (1909)

1 LAndantecomodo . . ... ... .. ...t
2 II. Im Tempo eines geméachlichen Landlers. Etwas tappisch und sehr derb . .

O6iee Bpems: 42.51

HOuck 7

1 III. Rondo. Burleske. Allegro assai. Sehr trotzig . . . ............
2 IV. Adagio. Sehr langsam und noch zuriickhaltend. . . . . ... ... ...

O61ee Bpems: 38.26

TocymapcTBeHHBIN cM@OHNYecKknit opkectp Pecrry6imky TaTaperan
Iupwxkep — Anexcauap CrnagKoBCKUiA

3anuch 2016 T.
3ByKOpexuccep — [TaBen JlaBpeHEHKOB
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