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Konuept N° 1 ana ¢oprenuaHo c ManbiM opKecTpoM, coy. 14 (1926-1927)

T oLConcerto. . . ... 08:32
2 ILTemaconconCertini. . . .... .. 11:14
3 HlLToccata . . ... 03:55
4 «3aBoa. My3bika MawmH», pparMeHT 6anera «Cranb», cov. 19 ... ... ... . .. 03:18
«Conparckue necHu», ciouta ANA OPKeCTpa pyccKUX HapoAHbIX UHCTpyMenToB (1957)

5 LTIOXOmHAA. . . . . 03:53
6 2.TeCHAPOAHOMO KPAA . . o v v e e et e e e e e e e e e e 03:54
7 3.MMeCHAMONOABIX KOHHUKOB. . . . . o o o oo oo e e e 02:27

ObuLiee Bpemn: 37:18

PycynaH XyHuapus, GopTenmaHo (1-3)

[oCyOapCTBEHHBIN akaaeMm4ecKin cumpoHyeckmin opkectp CCCP

Ovipvepbl — Bnagymnp Kowyxapb (1-3), EBreqnia CeemaHos (4)

[0CyapCTBEHHBIV aKaIEMYECKWI OPKECTP PYCCKUX HAPOLHbIX MHCTPYMEHTOB MeHM H. Ocvnosa
Ovipyep — Butanuia THyTo (5-7)

3anmcy: 1981 (1-3), 1961 (5-7) rr; ¢ KoHuepTa 27 cenTAbpA 1975 rona (4)
3ByKopermcceps: 1. KonapatuvH (1-3), W. BenpuHues (4)

ALEXANDER M0OSOLOV

Concerto No. 1 for piano and small orchestra, Op. 14 (1926-1927)

T oLConcerto. . ... 08:32
2 I TemaconconCertini. . . ... ..ot 11:14
3 MllToccata . . ... 03:55
4 Iron Foundry: machine-music, a fragment from the ballet Steel, Op. 19. . . . . .. 03:18
Soldier Songs, a suite for orchestra of Russian folk instruments (1957)

5 1MarchingSong. . . ..o 03:53
6 2.SongoftheNativeland. ... ... ... .. ... ... . ... ... 03:54
7 3.SongofYoungCavalrymen. . ... ... 02:27

Total time: 37:18

Rusudan Khuntsaria, piano (1-3)

The USSR State Academic Symphony Orchestra

Conductors — Vladimir Kozhukhar (1-3), Evgeny Svetlanov (4)

The Osipov State Academic Orchestra of Russian Folk Instruments
Conductor — Vitaly Gnutov (5-7)

Recorded in 1981 (1-3), 1961 (5-7); live on 27 September, 1975 (4)
Sound engineers: P. Kondrashin (1-3), |. Veprintsev (4)
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Anekcanap Bacunbesny Moconos poaunca B Kuese 29 wiona (11 aerycta) 1900 roga; Yepes HecKonbKo et
ceMbA nepeexanasMocksy. B 1925 rogy oH okoH41n MOCKOBCKYI0 KOHCEPBATOPMIO M0 KAACCaM KOMMO3ULMM
(y PM. Tnapa u H.A. MAackoscKoro) 1 dopTenuaHo. Bein uneHom Accoumaumn CoBPEMEHHOM My3bIKM,
3ateM 4neHoM Coto3a KomnoanTopoB. B 20-e rofbl Mocono 6bi1 04HMM U3 CaMblx APKWX MPEACTaBUTENEN
COBETCKOM My3biku. C KoHua 20-X rofioB HauMHAETCA YBNEYeHMe KOMMO3MTOPa GObKIOPOM COK3HbIX
pecrybnuk 1 obnactein PCOCP. MHTepec K GonbKnopy ckasanca B My3bike komnosutopa 1930-1960
ronos. B nocneanuii nepron (Moconos ymep 12 uiona 1973 rofa) ero TBOPYECTBO 610 TECHO CBA3AHO
¢ CeBepHbIM pyCCKUM HapoaHbIM XOpoM. AnekcaHap Moconos — aBTOp HECKOMBKUX CUMQOHWIA, OMep,
KaMEPHO-MHCTPYMEHTaNbHbIX, BOKaMbHbIX M XOPOBbIX Mpow3sedeHui. Cpean ero counHenmin 20-x
rOMI0B LUMPOKYIO M3BECTHOCTb MMENW BOKaSbHbIE LMKAbI «[IETCKME CLIEHKM» U «[a3eTHblE 06bABNEHMAD,
CTPYHHbIV KBApTET, «3aBOAY.

PopeHHan B MOCnepeBOMOUMOHHOE [ecATuneTue, My3bika MoconoBa 20-x rofoB HepaspbiBHO
CBA3aHa C HOBbIMM MCKAHWMAMM B COBETCKOM WCKYCCTBE. B cuMoHMUeCKmX coumHermax 1926-1928
rodoB CKa3anMCb HOBATOPCKWE TeHOeHUMW, COnMMaiolLMe TBOpYecTBO MoconoBa C TeyeHueM
KOHCTPYKTWBM3Ma, 33BNafieBLLEero B Te rofbl yMaMy MHOTUX COBETCKUX XyAOMHMKOB. TakoBbl [lepBbiii
dopTenmaHHbIN KOHLEPT W «3aBOf».

Cynbbanx pa3nuuHa. MepBbii GopTenmaHHbIA KOHLIEPT, cou. 14, 6bin co3naH B 1926-1927 ronax M Npo3syyan
rog cnycTA B JleHnHrpae 1 MockBe B MCNOnHeHUM aBTopa W Hukonaa ManbKo 3a IMpUMKEPCKIM MyNLTOM.
HecKonbko pa3 OH C YCMexoM WCTONHANCA 33 pyberoM. 3aTeM WCMOMHUTENbCKAA HM3Hb KOHLEpTa
MpepBaack; COYMHEHIE CYUTANOCh YTPaUeHHBIM.

KoHuepT coBMelLlaeT B cebe YepThl KNacCUYeCKoro TPEXYacTHOrO KOHLIEPTa W TpaauumMK CTapUHHOMO
Concerto Grosso, no-Hoomy npeTeopeHHoro B XX Bexe A. Kazennoi, 3. KiueHekoM, 1. XHOeM1ToM B ero
KoHuepte ana oprecTpa. CocTas oprecTpa HassaH MoconoBLIM «MafibiMy, HO, MO CYLLECTBY, OH KaMEepHBIN.

Cnywarenn 20-x rofos He 6e3 OCHOBaHWM BOCMPUHANM KOHLEPT Kak aHTMPOMaHTUYeCKuii:
«XapaKTep ero MysblKW CYPOBLI U MeCTKUIA. B Heit HeT “Hu 3BYKOB CNafikMX, HA MOAUTB', OHa
aHTUMCMXONOTUYHA, BCA 3eMHAaA U MaTepuasbHad, MHOMAA MPOHM3aHa MALUMHHBIMK PUTMaMU.
MoconoB — My3blKabHbIA KOHCTPYKTUBMCT», — NMCaN My3blKasbHbI KPUTUK AHTOH Yrnos.
Hepe My3biku — B 6e3ymepHHOM [MHAMM3Me HU3HEOLYLIEHNA, KOTOPHIM WLIET BbIX0Aa
B pa3nnyHoro pofa mMotopuke. 0TCioAa TOKKATHOCTb TeMaTM3Ma M GaKTypbl (Kak GopTennaHHoN,
TaK 1 OPKECTPOBOA), 3NATMPYIOLLaA AMCCOHAHTHOCTb FAPMOHWM, KOHCTPYKTUBHAA YETKOCTb PUTMa,
NPUBEPHEHHOCTb K OCTUHATHOM TEXHWKE, @ KPOMe TOr0 — APKOCTb KONOPWUTA, BHE3aMHOCTb CMeH
HaCTPOEHMA W TUMOB [BMUMHKEHWA.

XapaKTepHOCTb TeM, a TaKMKe He[BYCMbICTIEHHAA WX XOpeorpaduyHoCTb (Bo3MOMKHO, KoHuept
MOr Obl HailTX CBOI0 MMW3Hb M B XOpeorpaduyeckoM BOMMOLIEHWM) MOACKa3anM KOMMO3UTOpY
($opMy, K KOTOPO/ OH 1 B [APYrUX COUMHEHWAX MWTaN ABHYI CKNOHHOCTL. Ee cyTb — B CloMTHOCTY
NOYTW MeepXobAOBCKOr0 MiaHa: COHaTHaA GOpMa HamMOMWHAET MOHTaM KOHTPACTHBIX AMN30M0B,
Pa30bLLEHHbIX FKaHPOBO, METPUYECKM M TEMMOBO; KOHTPACTHbI TAKHKE U TUMbI PUTMUYECKUX OCTUHATO.

Ecnn B KpaiHux 4acTAX KoHuepTa Ha nepBbil MNnaH BbICTYNaeT COCTA3aHMe (opTennaHo
W OPKeCTpa, TPAaKTOBAHHOM0 Kak MHOTOKPacoyHoe Lienoe, To BTOpYyIo YacTb, Tema con concertini,
KOMMNO3MTOP MOCTPOWA KaK COPEBHOBAHWE KOHLEPTMPYILLMX pynn opKecTpa. JTa 4acTb —
CpefoToYMe CaMblX OCTPOYMHBIX M 030PHBIX My3blKanbHbIX M306peTeHniA. CBOMCTBEHHBIN TOV Inoxe
AYX KONJEKTUBHOTO My3MLMPOBAHWA, TOe Kar bl MHCTPYMEHT COXPaHAET CBOE apTUCTUYECKoe
«A», NPETBOPEH 3[eCb B BECENON, NOMHOM 10MOpA Urpe-coCcTA3aHMM, 6e3 COMHEHWA BNUTaBLLEN
OMbIT ['Ka30BOW MMMpOBM3aLMU. LIMKN 13 [eBATW BapuauMin MONMOH MaHPOBbIX KOHTPACTOB.
[loMuHMpyeT oyx urpbl u 6yddoHaabl, NOAYEPKHYTON TeM, 4To B GOPMe-NOTOKE HET YfeHeHu
MeX [y 0TAeNbHbIMM BapuaLMAMM: OfHU MHCTPYMEHTI eLLe He 3aKOHUMAW CBOM Soli, [pyriie yie
Ha4anu CBOI BapuaLmio.
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Kpatkuit, cTpemutenbHbii QuHan, Toccata, MOCTPOEH HAa MPOTMBOMOCTaBREHMM BnecTALLero
(haHTacTMYeCKOro 3ByYaHWA BEPXHWX PEruCTPOB M AMKOiA Moluy 6acosoro. KoHuepT Tpebyet ot
MMaHNCTa YyBCTBA PUTMA, ONECTALLEN KPYMHOM TEXHUKM W KOMOPUCTMYECKOro BOOOPaMKEHMA.
B okTAbpe 1980 roga nocne 50-neTHero nepepsiBa KoHuepT npo3sy4an B MocKee B cnonHeHum PycyaaH
XyHuapws. Moy 0aHOBPEMEHHO OH bbin cbirpaH Bo OpaHLMK Ha BbicTaBKe «[lapu — MocKBay.

MHaye cnomunace cyabba «3aBofiax: OH CTan 0fIHUM W3 «LLNATEPOB» KOHLIEPTHOM Hu3HM 20-X rofos.
«3aBof (My3blka MaLLKH)», cod. 19 (1926-1928) npenctaBnAeT coboit OpKeCTPOBbIN 3NK307 13 baneTa
«CTanb», HanucaHHoro MoconoBbIM Mo 3aka3y bonblioro Teatpa. B 1927 roay ogHa u3 pedakumit
«3aBoda» Mpo3Byyana B Ka4yecTe MePBOA 4acTWU CMMQOHMYECKOW ClouTbl «CTanb» B KOHLEPTE,
nocesLLieHHoM aecaTuneTvio OKTABPA, nop ynpaBnenmem KoxctaHtuHa Capamesa. Yenex «3aBoaay
BbIN CTOMb BEMK, YTO MOBMEK 3a COOOM €r0 MHOrOKpaTHbIE UCTONHEHWA B BUME OTAENbHOM MbEC.
CounHeHme CcTano penepTyapHbiM Ha 3anape. «3aBof», — nucan Hukonai ManbKo, — McnonHseTcs
Teneps Bclofy B EBpone 1 He Tak JaBHO B Hblo-/opKe nog ynpasneHem TocKaHMHMY.

MpU4MHBI ycnexa «3aBofa» BO MHOTOM KpOIOTCA B akTyanbHOCTW AnA 20-x rogos ero ypbaHuctu-
YecKo Tembl. «3aBOS» CTan B OWH PAR C TaKMMM HOBMHKaMU COBETCKOM KYMbTYpbl U UCKYCCTBa,
KaK MoCTPOiKKM bpaTbeB BecHMHbIX, NpoeKThl KoHCTaHTMHa MenbHMKOBa, Mofenn «[laMATHWKa 26
Kommccapam» leoprva fIkynoBa, MoHyMeHTa Il MHTepHaumoHana Bnagumupa TaTnuHa, CnekTakmb
Meitepxonbaa «Knon» B odopmneHn Anekcanapa Poguenko, onepa Bnagumupa [ewesosa «/lef 1
CTanb» B noctaHoBKe Ceprea Pagnosa v gpyrvie. MHoro paboTaBLumii B TeaTpe TaTnuH yTBEpHaan,
byaTo coBpeMeHHan Gabpyka NpecTaBnAeT coboi BhICLLMA 06pa3eL; onepbl 1 baneta.

AneHcaan MoconoB  HECOMHeHHO CTpemMmncA Cco3fgatb B MY3blKE BMeEYatyieHMe OrpoMHOro
pa60Ta|ou.lero MEXaH13Ma. My3bl|-(a BO3ﬂeVICTByeT COYeTaHMEM FIpKOIZ 3BYKOM306pa3VITEHbHOCTM,
pIATMMLIECI-(Oﬁ 3HEpPruM M NAaKOHWYHOCTK: NbeCa ONMUTCA 4YyTb bonbLue TPEX MUHYT. 3¢¢GHT BCe

HapacTaloliero MexaHW4ecKoro ABMMKEHWA AOCTWUFHYT MPOCTHIMM U BPOCKUMM CpeacTBaMu:
OCHOBOJ MPOW3BE/iEHNA CTAHOBMTCA €ro MepBbli TaKT: «BpaLLaloWanACcA» GUrypKa y ansToB
KnapHeToB Ha GOoHe peByliero crescendo TPOMBOHa 1 Tybbl. B 3ByuaHmre nocTeneHHo BKoYaloTCA
BCE HOBbIE QaKTYpHLIE AETaNnu: NPOH3UTENbHBIE GPa3kM y Tpyb, GneitT, cBepKalolime dnamoneTsl
Y CKPUMOK, yaapbl TaMTaMa W, HakoHeL, packaTbl HenesHoro fncTa, cneumanbHo BBEAEHHOMO B
cocTaB opkecTpa. CpefHuiA pa3fien COUYMHEHMA HaMEPEHHO HACILLEH HECTKIMM, CKPEMELLYLUMH
[IMCCOHaHCaMM MeHbIX MHCTPYMEHTOB. LIeHTpOM CUM@OHMYECKOT0 3NM30[a ABNAGTCA MyaKaTHaH,
HapoYMTO YrNoBaTan TeMa BaNTOPH; UCTIONIHUTENM [OMKHbI BCTaTh.

B 60-e — 70-e roabl «3aBoA» NOAYYMI He TOMBKO HOBYIO MCMONHUTENBCKYIO MU3Hb HA KOHLEPTHOM
3CTpage, Ho 11 6aneTHoe BOMAOLLEHMeE, ANA KOTOPOro OH 1 bbin 3aAyMaH. Ero cTaBunm Bo OpaHumy,
Yexocnosakuu, a B 1975 rogy nocne 6onblioro nepepbiBa OH 6bin McmonHeH B Mockee noA

ynpaBJieHNEM Esrexuna CBeTnaHoBa.

Ha 370 nnacTuHKe 3anucaHa TaksKe clouta «CongaTckue NecHU» AnA OPKECTPa PYCCKUX HAPOLHbIX
WHCTPYMEHTOB, OTHOCALLIAACA K NOCIeAHeMy nepuofy TBopyecTsa Anexcanpa Moconosa.

VHHa bapcosa
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Alexander Mosolov was born on July 29 (August 11), 1900 in Kiev. A few years later his family moved
to Moscow. In 1925, he graduated from the Moscow Conservatory where he studied composition
(with Reinhold Gliére and Nikolai Myaskovsky) and piano. He was a member of the Assaciation for
Contemporary Music and then a member of the Union of Composers. In the 1920s, Mosolov was one
of the prominent representatives of Soviet music. In the late 1920s, the composer started to show
interest in folklore of the republics of the Soviet Union and regions of the RSFSR. This interest was
captured in the composer’s music of the 1930s to 1960s. The last phase of his life (Mosolov died on
July 12, 1973) was closely associated with the Northern Russian Folk Choir. Alexander Mosolov wrote
several symphonies and operas, chamber instrumental, vocal, and choral works. Among his works of
the 1920s, the vocal cycles Children’s Scenes and Newspaper Announcements, the string quartet, and
Iron Foundry were particularly widely known.

Born in the post-revolutionary decade, Mosolov's music of the 1920s was inextricably linked with the
novelties in Soviet art. The innovative tendencies were reflected in his symphonic works of 1926 to
1928, which brought Mosolov's works closer to the constructivist movement that took possession
of the minds of many Soviet artists in those years. His Piano Concerto No. 1 and /ron Foundry are
examples of such works.

The fate of these two pieces is quite different. The First Piano Concerto, Op. 14, was created in 1926
and 1927 and performed a year later in Leningrad and Moscow by the composer under the baton of
Nikolai Malko. It was successfully presented several times abroad. After that the performing life of the
concerto was interrupted as the work was considered lost.

The Concerto combines features of a classical three-movement concerto and traditions of early Concerto
Grosso, which was reinvented in the 20th century by Alfredo Casella, Ernst Kfenek, and Paul Hindemith in his
Concerto for Orchestra. Mosolov called the lineup of the orchestra ‘small,” but, in essence, it was chamber.

The listeners of the 1920s perceived the Concerto as anti-romantic not without reason: “The nature of its
music is stern and tough. It has ‘neither sweet sounds nor prayers,’ it is antipsychological, all earthly and
material, sometimes permeated with machine rhythms. Mosolov is a musical constructivist” wrote music
critic Anton Ouglov. The nerve of the music lies in the unrestrained dynamism of life, which seeks away out in
various kinds of motility. Hence the toccata themes and the texture (both piano and orchestral), the shocking
dissonance of harmony, the structural clarity of rhythm, the adherence to the ostinata technique, and above
all this, the brightness of color, the sudden changes in mood and types of movement.

The peculiarity of the themes and their unambiguous choreographic nature (perhaps the Concerto could also
be a choreographic piece) prompted the composer the form to which he had a clear inclination in his other
works. Its essence lies in an almost Meyerhold-style suite: the sonata form resembles a cut of contrasting
episodes, separated by genre, in terms of time and tempo; the types of the rhythmic ostinatos are also
contrasting.

While the extreme parts of the Concerto showcase a competition between the piano and the orchestra
interpreted as a multicolored whole, the second movement, Tema con concertini, was constructed by the
composer as a competition between the groups of the orchestra. This movement is a center of the wittiest
and most mischievous musical inventions. The spirit of collective music-making so typical of that time,
where each instrument retains its artistic ‘ego, is realized here in an amusing and humorous competition
game, which undoubtedly absorbed the experience of jazz improvisation. The cycle of nine variations is full
of genre contrasts. The spirit of game and buffoonery dominates here, emphasized by the fact that the flow-
form has no division into individual variations: before some of the instruments finish their soli, the others are
starting their variation.

Toccata, a short, fast-paced finale, is built on the juxtaposition of the brilliant fantastic sound of the upper
registers and the wild power of the bass one. The Concerto demands a sense of rhythm, excellent
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gross technique and coloristic imagination from a pianist. In October 1980, after a fifty-year break, the
Concerto was performed in Moscow by Rusudan Khuntsaria. Almost simultaneously, it was played at
the Paris-Moscow exhibition in France.

Unlike the Concerto, Iron Foundry became one of the hits of the concert life in the 1920s. Iron Foundry
(machine- music), Op. 19, (1926-1928) is an orchestral episode from the ballet Steel written by Mosolov
for the Bolshoi Theater. In 1927, one of the editions of Iron Foundry was performed under the baton of
Konstantin Saradzhev as the first movement of the symphonic suite Steel in the concert dedicated to the
tenth anniversary of the October Revolution. The success of fron Foundry was so big that it entailed its
repeated performances in the form of a separate piece. The composition entered the repertoires in the
West. “Iron Foundry is now being performed throughout Europe, and not so long ago it was performed
in New York by Toscanini,” Nikolai Malko wrote.

The reasons for the success of /ron Foundry are largely rooted in the relevance of its urban theme for
the 1920s. Iron Foundry became on a par with such novelties of Soviet culture and art as the Vesnin
brothers’ buildings, Konstantin Melnikov's projects, Georgy Yakulov's model of the Monument to 26
Commissars, Vladimir Tatlin's monument to the Third International, Vsevolod Meyerhold's production
of The Bedbug designed by Alexander Rodchenko, Vladimir Deshevov's opera Ice and Steel staged
by Sergei Radlov, etc. Tatlin, who worked extensively for theater, stated that a modern factory was a
supreme example of opera and ballet.

Alexander Mosolov undoubtedly strove to create an impression of a huge working mechanism
in music. The piece acts upon us with a combination of vivid sound graphics, rhythmic energy, and
laconism: it lasts a little longer than three minutes. The effect of the growing mechanical motion is
achieved by simple and catchy means. The first bar becomes the basis of the piece: the rotating’ figurine
of the violas and clarinets against the background of a roaring crescendo of the trombone and tuba.

More and more textured details gradually enter the pattern: shrill little phrases of the trumpets and
flutes, sparkling flageolets of the violins, beats of the tam-tam, and, finally, rolls of an iron sheet that
was specially introduced into the orchestra. The middle section of the work is deliberately saturated
with harsh, grinding dissonances of the brass instruments. The center of the symphonic episode is a
poster-like, deliberately awkward theme of the French horns; the performers must stand up.

In the 1960s and 1970s, Iron Foundry not only received a new performing life on the concert stage,
but also a ballet production, for which it was originally conceived. It was staged in France and
Czechoslovakia, and in 1975, after a long break, it was performed in Moscow under the baton of Evgeny

Svetlanov.

This album also contains the suite Soldier Songs for orchestra of Russian folk instruments that was
written in the last period of Alexander Mosolov’s artistic career.

Inna Barsova
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