CMDOHWYE-
CKIW OPKECTP
bU-blA-CW




ApHoibp, IIIEHGepr
[T TIbEC AJ151 OpKecTpa, cou. 16

1 I.Vorgefiihle.Sehrrasch. . . . ... ... ... ... ... ......... 2.20
2 II.Vergangenes. MafSige Viertel . . ... ... .. ... ... ....... 5.08
3 [III. Farben. MafSige Viertel . ... ... ... ... ... .......... 3.26
4 IV.Peripetie.Sehrrasch . . . ... ... ... ... ... ... ....... 2.05
5 V.Das obligate Rezitativ. Bewegte Achtel . . .. ... ... ........ 3.46

Bena BapTok
Konuept N2 2 gjist poprenuaHo, Sz. 95

6 LAIeSro . . ... . . i e e e 8.57
7 ILAdagio —Presto. . . . ... . v i ittt e et 10.53
8 IILLAllegromolto . . . . . . . . . o i i e e e e e 6.17
IIsep Bynes

9 Eclat pnsoprecTpa (1965) . . o v v v vt e e 7.53
BUC

10 Eclat pnstoprectpa (1965) . . . . o o v v i e 7.34

AHTOH BebGepH

IllecTh mbeC 711 OPKECTPA, COY. 6

11 LEtwasbewegte . . . . . . . . . . i i i e 1.02
12TLBewegt . . . . o o e e e e e e e e e e e e 1.18
13001 Zartbewegt . . . . . . . o i i i i e e e e e e e e e 0.53

14 TV. Langsam. Marcia funebre . . ... ... ... ... . ... ....... 4.14
15 V.Sehrlangsam . . ... ... ... .. ... ... 2.14
16 VI.Zartbewegt . . . . . . . . i i e e e 1.45
Knoxn Je6roccn

«06paski» 1151 opKrecTpa, L. 122

17 BECEHHME XOPOBODBL « « « ¢ v v v v e v e o e e e e e e e e e e e 7.06
I8JKUIU . . o v e e e e e e e e e e e e 6.52
19 V6epusi: I. TIO yaMIAM M JOPOTAM  + « « v v v v v v e o v e e e e e e 6.31
20 N6epust: II. ADOMATBI HOUM .« « v v v v v v v e e e e e e e e e e e e e e e e 7.10
21 U6epus: II1. YTpo MPasOHUIHOTO THST . « v v v v v v v v o e e e e e e e 4.23
BUC

Bena BapTok

22 ®parmeHT U3 MaHTOMUMBI «UyfeCcHbIi MaHAApUH», CO4. 19 . . . . . .. 2.58

O6uee Bpems: 104.53

I>xon OrmoH, popmenuao (6-8)
Cumdponnaeckuii opkectp bu-bu-Cu
Oupwmxkep — Ilbep bynes

3amuch KoH1epTa B Bonbuiom 3ae MoCKOBCKOV KOHCEpBAaTOPUM
10 ssuBaps 1967 roga.



Arnold Schoenberg
Five Pieces for orchestra, Op. 16

1 I Vorgefiihle.Sehrrasch. . . ... ... ... ... ... . ... ..... 2.20
2 II.Vergangenes. MafSige Viertel . . . . . . ... ... ... ... ....... 5.08
3 [III. Farben. MafSige Viertel. . . . . . . . . .. . ... ... ... ..., 3.26
4 IV.Peripetie.Sehrrasch . . . ... ... ... ... ... . . ... . .. ... 2.05
5 V.Das obligate Rezitativ. Bewegte Achtel . . . ... ... ... ....... 3.46
Béla Bartok

Piano Concerto No. 2, Sz. 95

6 LAIeGro. . . . . o e e e e e 8.57
7 ILLAdagio —Presto. . . . . . .. v i i i it e e 10.53
8 IMLLAllegromolto . . . . . . . . . o i e e e e e 6.17

Pierre Boulez

9 Eclat for orchestra (1965) . . . . o v v v i it e e e 7.53
ENCORE

10 Eclat for orchestra (1965) . . . . v v v v v i e 7.34
Anton Webern

Six Pieces for orchestra, Op. 6

11 LLEtwasbewegte . . . . . . . . . . i i i i i e 1.02
12 TLBewegt . . . . o o e e e e e e e e e e e e e 1.18
13101 Zartbewegt . . . . . . . o i i i i e e e e e e e e e e e e e 0.53

14 TV. Langsam. Marcia funebre . . ... ... ... ... ... ... ...... 4.14
15 V.Sehrlangsam. . . . ... ... ... e 2.14
16 VI.Zartbewegt . . . . . . . o i i e e 1.45
Claude Debussy

Images pour orchestra, L. 122

17 Rondes de printemps. . . . . . . . . . e 7.06
18 Gigues . . . . o o i e e e e 6.52
19 Ibéria: I. Par lesrues et parleschemins . . ... ... ............ 6.31
20 Ibéria: II. Les parfums delanuit . ... ... ... .............. 7.10
21 Ibéria: III. Le matin d’'unjourdeféte. . . . . . . ... ... ......... 4.23
ENCORE

Béla Bart6k

22 Fragment from the pantomime The Miraculous Mandarin, Op.19. . . . . 2.58

Total time: 104.53

John Ogdon, piano (6—-8)
BBC Symphony Orchestra
Conductor — Pierre Boulez

Recorded live at the Grand Hall of the Moscow Conservatory
on January 10, 1967.



doto: PTAJIN. . 3068 or. 3 ex. xp. 432 1. 8
II>xoH OrmoH Ha npuéme B MOCKOBCKOI KOHCEPBATOPUM

YetBepThiit KOHLIEpPT opKecTpa BBC B MockBe, cocTosiBiimiics 10 suBaps 1967 ropa
B bonpmiom 3ane MOCKOBCKOJ KOHCEpPBATOPUM, COCTAaBU/I KyJAbMMUHALMIO BCETO
racTpOJbHOIO Typa, BBICTPOEHHOrO B 1I€JIOM BecbMa CTPOIHO, B UyepemoBaHUU
OTHOCUTENbHO «yMepeHHbIX» MpOrpaMM, IpOBeAeHHbIX MacTUThIM [IX. Bap-
oupomu (1899-1970) u 60/ee «OCTpbIX» — MpencTaBiaeHHbIX [TbepoM Bynesom
(1925-2016), KoTOPOMY TIPEICTOSIO BO3IIABUTH KOJJIEKTUB CITYCTSI HECKOIBKO
JieT. BU3UT, Kak ¥ MHOTMe aHaJIOTMYHble aKUMUM TeX JieT, MUMes SOBOJIbHO SICHBI
IUIIZIOMaTUYEeCKUi CMBIC/, IOTHOMOYMS AUPVOKEPOB pacpefensiiuch He TOMbKO
B CBETE UX TBOPUYECKMX IPEINIOUTEHMIA, HO U B TTOIMTUUECKOM KOHTEeKCTe. «Odu-
UManbHasT Muccus» bapbuposuiu roppasymMeBasia HelIpeMeHHOe MCIIOMHEeHMe
COUMHEHUI PYCCKUX M OPUTAHCKUX KOMIIO3UTOPOB; OCTABAsICh MPUBEPKEHIIEM
POMAaHTUYECKO 3CTETUKM, OH C YCIIEXOM ITPeCTaBWI PYyCCKO My6/ImMKe coumHe-
Hus Aptypa Bancca, 9gBapaa dinrapa, Mankonbsma ApHosnbaa 1 benaskamyuaa bput-
TeHa, BbIAePsKaJl, CBePX TOro, UcrbiTaHue PumMckum-KopcakoBeiM 1 YaliKOBCKUM.
Bynes, kak 60ee CBOOOAHBIN B BHIOOPE ¥ K TOMY K€ MTPEACTaBUTETb «MaTEPUKO-
BOJi» KyJIbTYPbI, OTBEUAI B OCHOBHOM 3a (DpaHITy30B ¥ HOBOBEHIIEB, ITPEACTABIISS
HE3HAKOMbIE COBETCKO1 ITyO/IMKe COBpeMEHHbIE COUMHEHMST €BPOIIEICKMUX KOMITO-
3uTOpoB. He ciyyaiiHo MHTEpeC MMEHHO K ero KOHI[ePTHBIM GbIT TaK BEJTUK, & 0CO-
GEeHHO K TOJ 13 IBYX, B KOTOPOJI MCITONHSIOCH COUMHEeHMe camoro byresa.
KoHiiept HaunHajics ¢ «II9Tu mbec», cou. 16, ApHosnbza llIén6epra — ogHOTO
13 MaHUdeCcTOB «HOBOI My3blku» XX croneTus, counHenus: 1909 ropa (mepsoe
ucrionHeHue B 1912-m), KOTOpoe aBTOP HECKOJIbKO pa3 repepabaThiBaj (MOCIET -
Hss Bepcusi — 1949 roma). «[IaTh mbec» CTajlM MepPBbIM KPYMHBIM COYMHEHVEM
KOMIIO3MTOpPA B TEXHMKE TaK Ha3bIBA€MOi1 CBOOOAHOM aTOHAIbHOCTH, SBUBIIEIICS
NPSIMBIM CJI€ICTBMEM SKCIIEPUMMEHTOB HaJ, XpOMAaTMUeCKOil TrapMOHMelt, Tpe[-
npvHuMaBIuxcs Illén6eprom B mpempiAyinye rombl. IIpyu mociemoBaTeIbHOM



MPOCIYIIMBaHUM OPKECTPOBBIX OITyCOB KOMIIO3UTOpa OLHOIO 3a JPYTrMM IIpeeM-
CTBEHHOCTb oueBMIHA. CTOJIb K€ SICHO, UTO TpaHchopMalusl 3ByKOBbICOTHOI TeX-
HUKU He SBJS/IaCh OCHOBHBIM XY/I0KeCTBEHHBIM MOTMBOM CO3aHUSI COUMHEHMS :
aBTOpA MO-TPEXKHEMY TOpa3ao GoJblile TPUBJIEKATIM KPACKM TEMOPOB 1 3MOIIMO-
Ha/IbHas BbIPa3uUTeAbHOCTb. Korma ciycTs rompl oc/ie HanyucaHus NepBoil pefak-
MM TI0 HacTosiHMIO u3paatens IIéHGepr oTyacTu paciiudpoBan MporpaMMHOE
cofeprkaHue HOMEPOB LIMKJ/A, BBIICHUIIOCh, YTO B HEM JOBOJIbHO CUJIbHBI POMaH-
TUYECKME U MMIIPEeCCMOHUCTCKMe MOTUBBI: «[IpemuyBcTBue», «IIpouieniieey,
«JleTHee yTpo Ha 03epe», «[lepuneTun», ¥ TOIbKO nocaegHui «O6aUraTHbI peun-
TaTUB» YBOAWI KyJa-TO B aGCTPAKTHO-KaHPOBbIe cdepbl, MpegBocxuIas Heoba-
pokko 1920-x.

Hanee mybmMKa mepeHOCHIaCh B IpOXOUyIyto aTMmocdepy Broporo koHiepra
Bensr Baptoka (1930-1931) — «mayiblieIOMHOTO», «3alpeneabHOro» MO OIlpe-
JIeJIeHNI0 TMUAHUCTOB. JeiiCTBUTENbHO, IMEePKYCCMOHHAS TeXHMKA, Tpebyrola-
SICST 111 MICTIOJTHEHMST KpalfHUX YacTeil KOHIepTa, [0 cujiaM Jajieko He KakAoMy
MMMAHUCTY, TeM Oojiee YTO M OMHAMMUYECKUI GalaHC C OPKECTPOM B GOJIBITMHCTBE
MecT TpymeH. OmHaKO AYMAaeTCsl, UYTO BBIOOP MMEHHO 9TOTO COUMHEHUS JIJIST IIPO-
rpaMMBbI MOCKOBCKOTO (@ 3aTeM U JIEHUMHTPAACKOTO KOHIepTa 14 ssHBapst) o6ycia-
BJIMBAJICSI MHBIMM COOOPasKEHUSIMMU, HESKEJTM TTPOCTBIM KeJIaHVEM ITOPasuTh. [Jis
crymartesnsi cepeduHbl XX BeKa OUeHb 3aMeTHbl MHTOHALIMOHHBIE CBSI3UM OCHOB-
HBIX T€M ITePBOJi YaCTH C «pycCKUMM» 6aneTamu Uropst CTpaBuHCKOTO. OUeBUIHO,
Bynes, He UyKObIii My3bIKaJIbHOM OUIUIOMATUM, TPAHCIMPOBAT TaKUM 00pa3oM
B ITyO/INKY CBOM «IpUBET» (TMIO-HACTOSIIEMY PYCCKOM MY3bIKM HUKOTIA He JTI00s
U He moHMMas1). [Ipyroil cuwibHeNIuiA MOTUB [AJisI BKIIOYEHUSI UMEHHO 3TOTO
oIlyca B MporpaMmy, yke 3a mpefeaamMmu UTP C BOCIIPUSATMEM — TOHYAIIIAs OpKe-
CTpOBas KapTUHA-HOKTIOPH B MeJJIEHHOI YyacTu KoHLepTa. Ecau mjis nMaHucToB

KOHIIepT — MPECTUKHOe UCIbITaHNWe Ha TPOYHOCTD, TO IJI51 AUPUKEPOB — HACTOSI-
mee mpodeccMoHaIbHOE MYPIIECTBO.

HakoHer HacTajo BpeMs U Ijis1 COGCTBEHHOII ITbechl byne3a, HOBUHKM 1964—
1965 rogos, B CCCP, pasymeeTcs, HUKOMY He u3BecTHOi1. Haspanue Eclat MHO-
rO3HAYHO, MOKET ITepPeBOAUTHCS KaK «BcIbIiKay, «B3pbIB» UK ellle HeCKOIbKUMU
crioco6amu, TOMOMHUTENbHO OymopaskauMmy dhanTasuio. Hebonmbias myaHTUIN -
cTMYeckass KOMIIO3ULMS [ 15 MHCTpyMeHTOB (posisib, apda, uenecta, dieiirta,
AHITIMIICKUIT POXKOK, TpyOa, TPOMOOH, ajbT, BUOJIOHYEIb, TMUTapa, MaHIOMMHA,
1IMMOaIbl, KOJIOKOJIbUMKY, BUOpadoH, Tpy6uaThie KOJIOKOIA) IIPUBJIEKAET T10 Ceii
IeHb He TOJbKO M30LUIPEHHOCTHIO KOJIOPUTA, HO ¥ CBOEOOPA3HbIM CII€HMUYECKUM
KOJILOBCTBOM. TO OOVH, TO IPYroOil UCIIOIHUTEND 10 3HAKY AUPUXKEpa HEBECOMO
KacaeTcs MHCTPYMEHTa WM BbIAYBaeT, BbIAbIXaeT MOUTM HeOCsSI3aeMyl0 HOTY
B MaTepuaabHO-BSI3KOI TUIIMHE. DXOM arpeccUMBHOrO (puHama KoHilepTa bapToka
BOCIIPMHMMAIOTCSI aKKOPIOBbIE TPO3/Ibs Y POSUIS: eciiu Obl MOC/IeN0BATETbHOCTD
IBYX COUMHEHWUIT He ObUIa M300peTeHa JJIs1 JaHHOTO KOHIIEpTa, OHA MOIJIa Obl
T0Ka3aThCsl IIPeIyMbIlIIeHHOM. BocTopr my6/iuKkM Mo MOBOAY He CTONbKO YC/IbI-
IIAHHOTO, CKOJILKO YBUIEHHOTO, BLIPa3MUICs B MATMMUHYTHO# oBauyn. Eclat 6b11a
MOBTOpeHA Ha bis mepes aHTpPaKTOM: Mog0OHOe B aKafieMMUUeCKUX MporpaMmax
CCCP He pormyckajsoch, OJHAKO MpeleneHT yKe CyllecTBOBal, 8 ssHBaps bymnes
6ucHpoBa rbecy BebepHa 13 cou. 6.

Tor ke camblii MKk BebepHa «lllects mbec», cou. 6 (1909, BTOpast pemakums
1928), mpo3By4yaB B Hayaje BTOPOTO OTAeIeHMs, IPUHST ObLT GoJlee CITOKOMHO,
XOTSI KauecTBO VCIIOJHEHMSI IO-TIPEeXKHEMY 3acCTaB/sI0 3aMMPaTh, OCOOEHHO
B «ITOXOpPOHHOM Mapie» N2 4. KynpTypTperepckast GyHKIMS KOHIIEPTA BBITTOTHS -
JIaCh CBOVIM YePeIoM, COBETCKYIE JIIOOUTENIN MY3bIKM OYKBAJTbHO «Ha XOIy» ITPUCBa-
MBaJIU TOCTUMKeHMST Kiaaccuku XX Beka, AO0Toje UM HeJOCTYITHbIe, U TPo3peBan



IyTY MCKYCCTBA Ha MOUIefyIoIye gecsaTwieTys. PagocTy o3HaHMs U y3HaBaHUS
COBMeEILATNCh, UCTOpUYEeCKasi IMHMS aBaHTapla PEKOHCTPYUPOBaIach B CIyXOBbIX
MpeCTaBIeHMSIX, JaXe OUeHb MaJjIo TOTOBBIX K MOJOOHOI MHTEPBEHITUN.

Tem M3 NPUCYTCTBYIOLIMX B 3aji€, KTO YTOMMUJICSL OT IJIUTEIbHOTO MOrPY>KeHUS
B CJIOKHYIO MY3bIKY, OBIJIO IIPUTOTOBJIEHO POCKOIIHOE BO3fasiHue B Bume «O6pa-
30B» Kioga Me6ioccu («Kura», «M6epus», «BeceHHe XOpoBOmbl»). McaHcKas
ciouta 1906-1909 romoB, OKOHUATEIbHO 3aBepilieHHas K 1912-my, 6yayum poBec-
Huileit nbec Illén6epra u BebepHa (B TOM, KOHEUHO, ObUI YMbICET OAMPIUKepa),
JeMOHCTpMPOBaia HEMBICIMMYIO POCKOIIb MMIIPECCMOHUCTUYECKOTO OpPKECTpa.
CyxoBarasi KOHCTPYKTMBHOCTb, MPUCYIIAs OUPWOKepCcKoii MaHepe Bynesa (ero
Y>Ke yIpeKkaau B 3TOM PYCCKMe pelLieH3eHThbI KOHLepTa 8 sSiHBaps, Ihe MCIIOMHS-
J0och «Mope»), T03BO/IMJIa OYeHb HarISIAHO CBSI3aTh CTUJIM PAa3HbIX HALMOHAb-
HBIX IIKOJ, IIPUBJIEYD JOIIOJHUTEIbHbIE apPIyMEHThI K 000CHOBAHUIO «MUPOBOTO
nporpecca», OTYaCTU TMPOTMUBOIIOCTABJISASI €ro COBETCKOV 3CTeTHKe, BOILIOIIe-
HMEeM KOTOPO1 CITYKVIM Ha TOT MOMeHT cuMboHuy [llocrakoBmua. CJIOBHO B O[T -
TBepKAeHMe Byne3 AupIsKupoBas Ha IpomlaHyue (GparMeHTOM M3 MaHTOMMMBI
«YynecHsbilh MaHgapuH» baptoka (1918-1924) — eme ogHOro niefnespa, KOTOPBINA
MOCKOBCKOJ ITy6JIMKE TOMBKO MPEAICTOSIIO TMTOHATH U TTOTI0OUTD.

lFacTponu mpakTUYECKM He OCBEelIaINCh B Mpecce (3a UCKIIUYEHNEeM KPaTKUX
QHOHCOB): Ha YpOBHE IPaBUTENbCTBA OBLIO MPUHSTO pellleHye He MPUBIEKaTh
K HMM 0COO0TO BHMMAHMS; 3aJIbl TEM He MeHee ObLIM IOJHBI. JIUIIh KOHI[EPTI
7-8 THBapsI YAOCTOMINCH Geroro oT3niBa B «COBETCKOI Ky/IbType» (6e3 yIIoMMUHa-
HMs 0 Be6epHOBCKOM bis’e). QueBMIHO, alIOAMCMEHTI B agpec Eclat mnoxo coue-
TaJIXCh C IIpeLCTaBIeHMSIMY O BbIIepKaHHOM BKyCe OTE€UeCTBEHHBIX CTyLIaTeslei.
TeM He MeHee OfHA CTOPOHA COOBITHSI BCe-TaKy HAllIa OTpaskeHUe Ha CTpa-
HUIIAX TTeYaTy M OT3BYKM B NYOAMKAIMSIX IOCAenymoiux jeT. OTeuecTBeHHbIE

ITyGIUIIVICTHI HEBBICOKO OIIEHWIM BBICTYIUIEHME GPUTAHCKOTO IMMaHucTa /KoHa
Orpona (1937-1989) B kauecTBe coiucta — u ocobeHHo ¢ Konueprom Baproxka.
[Ipn HermacHOM 3ampeTe Ha pelleH3UpoBaHue ractponeii BBC oTKpbITO KpUTH-
KOBaTh BbICTyIIeHMe OTrmoHa ObIJIO Herme, HO pasBepHyTas craThbs JI. Takkess
B «CoBeTckoii my3bike (1967 N2 1), a 3aTeM maccaxu IO TIOBOAY «OerIoro ure-
HMS C JIUCTA IIPSIMO Ha cileHe» B KHure §. [Tnateka — JI. I'puropreBa «CoBpeMeH-
Hble TMaHUCThI» (1985) 3adUKCHMPOBaAIN TOH KY/TyapHBIX pasroBopoB. OTIoH ObLT
BTOPBIM Iocsie Bana KiaitbepHa pasouapoBaHueM pyccKoit poprennaHHoi ooie-
ctBeHHOCTU 1960-x. JIaypeaT Broporo koHkypca umenu I1. 1. YarikoBckoro (1962,
npeMus nofesieHa ¢ Bragumupom AnikeHasu), OH 3aTeM MHOTO pa3 KOHLIepTUPO-
Bas B CCCP, mokasas 3a 1966 rop, 11e1bIX MSITh pa3HbIX IporpamMm. OgHaKo HagexX],
BO3JIaTaBIIMXCS YWIeHAMU KIOPY Ha KaXXA0TO M3 MHOCTPAHIIeB B IJIaHe MPOJ0JIKe-
HUS UAe «pyCCKOTO» POMaHTHMYeCKOTO MiaHu3Ma He OIpaBaal U OMpaBAbIBaTh
He cobuparicst. COGCTBEHHBIN MMyTh, M30paHHbIA M, OTeUeCTBEHHbIe 3HATOKM BOC-
MIPUMHMMAJIU KaK OIIMOKY WM JIETKOMBICME. BHUKATD ceifuac B 3TU «JIBe ITPaBAbI»
CMbIC/Ia TaBHO Y)Xe HeT, HO mocje sHBaps 1967 roma OrgoH npueskaTb B CCCP
noutu repectaj. Caeayommnii BUSUT COCTOSICS TOJBKO B 1976 ropy. Konuept bap-
TOKa C Byne3oM-gupuskepoM OH UTpaj HEPOBHO, YaCTO «OebIM 3ByKOM», C MHO-
TOYMCIEHHBIMM HETOYHOCTSIMUM B IMaccakax. Ho TemriepaMeHT, HaMop OCTaauCh
HeIMoApakaeMbl, 3TO ObUI aKT MCIIOBEJATbHONM CUJIbI, 3aXBaTUBIIEN BCEX Y4aCT-
HMKOB MCITOJTHeHMS. BosbIas ygaya, UTo COXpaHWIach M CITyCTSI 6ojiee MoTyBeKa
IOCTYIIHA JIJIs MPOCTYIIMBaHUS 3alMCh, PACCTABISIONIAS TOUKM HAf, i.

Anexkcandp Haymos



doto: PTAJIN. . 3068 or. 3 ex. xp. 432 1. 8
John Ogdon at the reception at the Moscow Conservatory

The fourth concert of the BBC Orchestra in Moscow on January 10, 1967 at the
Grand Hall of the Moscow Conservatory was the culmination of the entire tour,
which was generally quite harmoniously structured and alternated relatively
“moderate” programs conducted by the venerable John Barbirolli (1899-1970)
with “sharper” ones represented by Pierre Boulez (1925-2016), who was to lead
the collective a few years later. Like many similar events of those years, their
coming had a fairly clear diplomatic meaning, and the conductors’ powers were
distributed with regard for their artistic preferences, but also the political context.
Barbirolli’s “official mission” meant the indispensable performance of works by
Russian and British composers; remaining an adherent of romantic aesthetics, he
successfully presented the works of Arthur Bliss, Edward Elgar, Malcolm Arnold,
and Benjamin Britten to the Russian public, and, what is more, withstood the
test of Rimsky-Korsakov and Tchaikovsky. Boulez, who had a freer choice and,
moreover, represented the “continental” culture, was mostly responsible for the
composers of France and the Second Viennese School, presenting contemporary
works by European composers that were unfamiliar to the Soviet audience. It is no
coincidence that the interest in his concerts was so great, especially one of the two
that comprised a composition written by Boulez himself.

The concert began with Arnold Schoenberg’s Five Pieces, Op. 16, one of the
manifestos of 20th century “new music,” a work written in 1909, premiered in
1912, and revised by the composer several times (the last version was made in
1949). The Five Pieces was the composer’s first major work in the technique of the
so-called free atonality, which was a direct consequence of the experiments with
chromatic harmony undertaken by Schoenberg in previous years. When listening
to the composer’s orchestral opuses in a sequential order, one after another, the
continuity is obvious. It is also clear that the transformation of the pitch technique



was not the main artistic cause for creating the work: the composer was still much
more attracted to the colors of timbres and emotional expressiveness. When, years
after writing the first edition, Schoenberg partially deciphered the program content
of the cycle numbers at the publisher’s insistence, it turned out that its romantic
and impressionistic motifs were quite strong: Premonitions, The Past, Summer
Morning by a Lake, Peripeteia, and only the concluding The Obbligato Recitative
tended to abstract genre spheres, anticipating the Neo-Baroque of the 1920s.

Next, the audience was transferred to the rumbling atmosphere of Béla Bartok’s
Concerto No. 2 (1930-1931), a real finger-breaker and an ultra-mundane one
according to pianists. Indeed, the percussion technique that is required to perform
the concerto’s extreme movements is far from being within the power of every
pianist, all the more so because the dynamic balance with the orchestra is difficult
in most places. However, it seems that the choice of this particular work for the
program in Moscow (and then in Leningrad on January 14) was determined by
considerations other than a simple desire to impress. For the listeners of the middle
part of the 20th century, the intonational links of the main themes of the first
movement with Igor Stravinsky’s “Russian” ballets are very noticeable. Obviously,
that was how Boulez, who was not alien to musical diplomacy, transmitted his
hello to the audience (without actually loving or understanding Russian music).
Another good reason why he included this particular opus in the program — now
beyond any play of perception — is the finest orchestral nocturne picture in the
slow movement. While the concerto is a prestigious strength test to pianists, it is
also a real professional feast for conductors.

Finally, the time came for Boulez’s piece, a novelty of 1964 and 1965, definitely
unknown to anyone in the USSR. The name Eclat is ambiguous, it can be translated
as “explosion” or “reflections of light,” or in several other ways that can further heat

the imagination. The small pointillistic piece for fifteen instruments (piano, harp,
celesta, flute, cor anglais, trumpet, trombone, viola, cello, guitar, mandolin, cymbals,
bells, vibraphone, tubular bells) still attracts not only with the sophistication of its
colors, but also with some kind of stage magic. At the conductor’s command, the
performers in turn weightlessly touch their instruments or blow and exhale an
almost imperceptible note in literally viscous silence. The chord clusters of the
piano are perceived as an echo of the aggressive finale of the Bartok concerto: if
the sequence of the two works had not been invented for this concert, it might
have seemed premeditated. The audience’s delight in what they had just seen not
as much as what they had just heard was expressed in a five-minute ovation. Eclat
was repeated as an encore before the intermission, which was actually not allowed
in the academic programs of the USSR, but a precedent had been set when Boulez
repeated a Webern piece from Op. 6 on January 8.

The same Webern Six Pieces, Op. 6 (1909, the second edition of 1928), was
performed at the beginning of the second part and accepted more calmly,
although the quality of the performance mesmerized the audience, especially the
“funeral march” in No. 4. As the cultural mission of the concert was running its
appointed course, the Soviet music lovers appropriated the previously inaccessible
achievements of the twentieth-century classical music literally on the move
and saw the path of art for the next decades more clearly. The joys of knowledge
and recognition intertwined, while the historical line of the avant-garde was
reconstructed in auditory perception, even if the listeners were barely ready for
such an intervention.

A sumptuous reward — Claude Debussy’s Images pour orchestre (Gigues, Ibéria,
Rondes de printemps) — awaited those who were tired of the prolonged immersion
in complex music. Finally completed by 1912, the Spanish suite of 1906 to 1909,



that was of the same age as the Schoenberg and Webern pieces (of course, it was
the conductor’s intent), demonstrated the unthinkable luxury of impressionistic
orchestra. The somewhat dry constructiveness of Boulez’s conducting style (the
Russian reviewers of the January 8 concert that included La mer had reproached
him for it) made it possible to very clearly connect the styles of different national
schools and to attract additional arguments to justify “world progress,” partly
opposing it to Soviet aesthetics, which was realized at that time in Shostakovich’s
symphonies. As if confirming the fact, Boulez concluded the concert with a fragment
of Bartok’s The Miraculous Mandarin (1918 to 1924), another masterpiece that the
Moscow public was yet to understand and love.

The tour was barely covered by the press (with the exception of brief
announcements): at the government level, it was decided not to draw special
attention to it; however, the concerts were sold out. Only the ones of January 7 and
8 received a cursory review in the Soviet Culture (without mentioning the Webern
encore). Obviously, the applause received by Eclat did not go well with the ideas
about the domestic listeners’ consistent taste. Nevertheless, one side of the event
was captured on the pages of the press and reverberated in the publications of
subsequent years. The domestic publicists did not appreciate the performance of
the British pianist John Ogdon (1937-1989) as a soloist, especially his rendition of
the Bartdk Concerto. Because of the unspoken ban on reviews of the BBC Orchestra’s
tour, there was no place to openly criticize Ogdon’s performance. However, Leonid
Gakkel’s detailed feature in Soviet Music magazine (1967, No. 1) and then the
passages about the “fluent sight reading right on stage” in Yakov Platek and Lev
Grigoriev’s book Contemporary Pianists (1985) captured the tone of behind-the-
scenes conversations. After Van Cliburn, Ogdon was the second disappointment
of the Russian piano community in the 1960s. The prize-winner of the Second

Tchaikovsky Competition (in 1962, he shared the prize with Vladimir Ashkenazy),
he often performed in the USSR afterwards and presented five different programs
in 1966 alone. However, he did not and was not going to live up to the hopes that
the jury set on each of the foreigners in terms of continuing the ideas of “Russian”
romantic pianism. The domestic experts perceived the path he chose as a mistake
or frivolity. It is meaningless to delve into these “two truths” now, but after
January 1967, Ogdon almost stopped coming to the USSR. His next visit took place
only in 1976. His performance of the Barték Concerto under Boulez’s baton was
uneven, often with a flat sound and numerous inaccuracies in the passages. But the
same temperament and the same push were in place. It was an act of confessional
power that captured all participants of the event. We are lucky enough to have
access to this recording now, more than fifty years after it was made. It definitely
sets things straight.

Alexander Naumov
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