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Hrops CTpaBUHCKUI

«ITecHb conoBbsI», cumboHMUecKast moama, K026

1 Presto. . . . . o it e e e e e e e e e
2 KUTAMCKUMA MAPII. .« v v v v v v e e e e e e e e e e e e e e e e e e u s
3 TIECHB COMOBBS. « & v v v v v e e et e e e et e e e e e e e e e e e e
4 Urpa MCKyCCTBEHHOTO COMOBbSI
Anbb6an Bepr

Tpu dpparmenTa u3 onepsl «Bolitek» IJ1s COMPaHO ¥ OpKecTpa, cod. 7

5 1.Soldaten, Soldaten (akT I, citeHBI 21 3). . . . . . v v v oo .
6 II.Und ist kein Betrug (axr III, ciiena 1)
7  IIL. Ringel, Ringel, Rozenkranz (axr III, ciieHs! 4 u 5)
[T OpKeCTPOBBIX IMECEH HA TEKCTHI K IIOYTOBBIM OTKPBITKAM

I1. Anpren6epra, cou. 4

8 1. Seele, wie bist du schoner, tiefer, nach Schneestiirmen. . . . ... ..
9 1L Sahst du nach dem Gewitterregen den Wald
10 IIL Uber die Grenzen des All blicktest du sinnend hinaus. . . . ... ..
11 IV. Nichts ist gekommen, nichts wird kommen fiir meine Seele
12 V. Hier ist Friede. Hier weine ich mich aus iiber alles
AHTOH BeGepH

[lecTp nbec A1 OpKecTpa, cou. 6

13 LEtwasbewegte. . . . . . . . . . i i i i e e e
14 1II. Bewegt

15 III. Zart bewegt

16 IV.Langsam.Marcia funebre. . . ... ... ... ...
17 V.Sehrlangsam . . ... .................

18 VI. Zart bewegt
BUC

19 IV.Langsam. Marcia funebre. . . . . . ... ... ...

Knoxn, Je6roccn
«Mope», Tpu cuMdoHnYecKux 3cku3a, L. 109

20 L. «OT 3apy A0 TOMYIHS HA MOPE» . « « « v v o v v o .«

21 II. «Mrpa BonH»
22 1II. «[Iuasior BeTpa U MOpsI»
BUC

23 IIpentogus «ITocmenonyneHHbI OTABIX haBHa», L. 86

O6iuee Bpems: 97.37
Xwusep Xapnep, conparo (5-12)

Cumdonnueckuit opkectp bu-bu-Cu
HOuipmxep — Ibep Bynes

3anuch KoHLepTa B bonbiiom 3ame MOCKOBCKOI KOHCepBAaTOpUM 8 STHBAPSI

1967 roga.
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Igor Stravinsky

The Song of the Nightingale, a symphonic poem, K026

1 Presto. . . . . o o o e e e e e e e e 2.46
2 ChineseMarch. . . . .. ... .. .. . ... e 3.26
3 SongoftheNightingale . ... ....................... 3.21
4  The Mechanical Nightingale’sGame . . .. ... ... .......... 11.29
Alban Berg

Three fragments from the opera Wozzeck for soprano and orchestra, Op. 7

5 I.Soldaten, Soldaten (ActI,Scenes2and3) . ............... 6.23
6 II.Und ist kein Betrug (Act III,Scene 1). . . . . . ... ... ... .... 4.57
7  IIL. Ringel, Ringel, Rozenkranz (Act III, Scenes4and 5). . . . . . .. .. 6.54
Five Orchestral Songs after Postcard Texts by Peter Altenberg, Op. 4

8 1. Seele, wie bist du schoner, tiefer, nach Schneestiirmen. . . . ... .. 2.52
9 II. Sahst du nach dem GewitterregendenWald . . ... ... ... ... 1.26
10 IIL Uber die Grenzen des All blicktest du sinnend hinaus. . . . ... .. 1.42
11 IV. Nichts ist gegkommen, nichts wird kommen fiir meine Seele . . . . . 1.32
12 V. Hier ist Friede. Hier weine ich mich aus iiberalles . . . .. ... ... 4.06

Anton Webern

Six Pieces for Orchestra, Op. 6

13 LEtwasbewegte. . . . . . . . . i i i i e e e 1.06
14 TLBewegSt . . . . . . . i i e e e e e 1.18

15 TII.Zartbewegt . . . . . . . . . . i e e e 0.55
16 IV.Langsam.Marciafunebre. . . . ... ... ... ... ... ...... 4.12
17 V.Sehrlangsam . . . . . . .. ... . i 2.18
18 VI.Zartbewegt . . . . . . . . . . . e e 1.56
ENCORE

19 1IV.Langsam.Marciafunebre. . . . .. ... .. ... ... ... .. ... 4.05
Claude Debussy

La mer, three symphonic sketches for orchestra, L. 109

20 I.De I’aube a midi sur la mer [From dawn to midday on the sea]. . . . . 8.17
21 1II.Jeux de vagues [Playof thewaves] . . . . . ... ... ... ...... 6.31

22 1II. Dialogue du vent et de la mer [Dialogue of the wind and the sea] . . 7.15
ENCORE
23 Prelude LAprés-midi d’un faune,L.86. . . . . . . .. ... ... ..... 8.40

O6mree Bpems: 97.37
Heather Harper, soprano (5-12)
BBC Symphony Orchestra

Conductor — Pierre Boulez

Recorded live at the Grand Hall of the Moscow Conservatory on January 8, 1967.
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«...9TO COOBITHE OBLIO OTHUM U3 CAMBIX 3HAKOBBIX JJIST BCEX MPUYACTHBIX K Ho-
BOJi My3bIKe, TpMUeM He CTOIbKO ero Belb “Eclat”, ckonbKko KOHreHMaabHOe UC-
ronnenue Illectn nwec, Op. 6, Be6epHa 1 npousBenennit Jeboccu — 3TO 6GbUIN
OTKpPOBEHMSI 107, 3HAKOM “OCTaHOBYCh, MTHOBeHMe...”». TaK mucas 0 MOCKOBCKUX
BbICTyIUIeHMSIX [Ibepa Byne3a nmMaHuUCT, efaror, MccaeqoBaTelb U MPOCBETUTENb
Auekceii Jio6uMOB. B ero ciioBax HeT npeyBennueHust, Xots GopmManabHO GhpaHIly3-
CKUIA MYy3bIKaHT 1moceTws MockBy u JIeHMHIpaj, B KauecTBe «BTOPOTO AUpIsKepar»
cuMmdoHMyeckoro opkrecrpa bu-bu-Cu («epBsiM» 6611 [IKOH Bapbuposnan, KoH-
LIePT IOf, yIIpaBjieHeM KOTOPOTO OTKPbUI racTpoiu opkecTpa B Mockse 7 sHBaps
1967 ropa).

3HAYMMOCTb MOsIBJIeHUs Bysie3a Ha ClleHaxX IJIaBHBbIX KOHIIEPTHBIX 3aJ0B Hallen
CTpaHbl YMecTHO cpaBHUTH ¢ Bu3uToM B CCCP Urops CrpaBuHckoro. Ho ecnu
80-1eTHMIT MITP PYCCKOM MY3bIKM ObLI JKMBBIM CHMBOJIOM YXOZSIIEN 3I0-
XU, TO 42-meTHuii Byne3 onuieTBOpsT HacTosiee ¥ Gymyliee My3bIKATbHOTO
MCKYCCTBA...

HecMmoTpst Ha sKeCTKMe paMKU IIeH3Ypbl, GAUTETHbHO OXPaHsSIBINE) He3bI6IEMOCTb
COLIMAMCTUYECKOTO peanusMa, uMsl bynesa ObIIO M3BECTHO B MpodeccroHasb-
HBIX KOMITO3UTOPCKUX Kpyrax Hallleif CTpaHbl, GUTypUPOBAJIO B CTAThSIX M KHUTAX
O COBpEMEHHOIT «OypyKya3HOi» My3bIKe — U AaXKe CKBO3b UX KPUTUUECKUIT TOH
MIPOCTYIAIY KOHTYPbI MacCIITabHOI (UTYPBI, €r0 IITy6OKOro aBTOPUTETA HE TOIBKO

B cpefie aKaJieMMUeCcKOTO aBaHrapaa. M36paHHble CUaCTIMBUMKM YK€ 06iamann
I1acTUHKaMM ¢ «MoOJIOTKOM 6e3 MacTepa» U ero OUpVsKepcKuMM 3anucsamu. Kak
npopoka xganu bysmesa mosnoable npefcTaBUTeNy aabTepHATMBHOIO HalpaB-
JIeHUSI COBETCKOM My3bIKM. I[IpMHATBIEe MO mpuKa3y MMHUCTPA KynabTypbl CCCP
E. ®ypueBoii «3arpaguTesbHble» MepPhI (3allpeT Ha MHTEPBbIO U TPAHC/ISLUU ero
KOHIIEPTOB, yKa3aHMe «KpUTUKOBATh» bysie3a B pelieH3UsX, OTKa3 B MPOBeJeHUN
OTKPBITOM BCTPEUM CO CTYLEHTaMM U IneparoraMy MOCKOBCKOJ KOHCepBaTOPUMK)
He MOMeIIaIM OPraHn30BaTh BCTpeuy ¢ Byle3omM B KOHCepBaTOPCKOM OOIIEKM-
TUU, 3HAKOMCTBO C O4MCOHOM JIeHUCOBBIM [1IEPEPOCIO B MHOTOJIETHEE TBOPYECKOE
COTPpYyIHNYECTBO. He MeHbILIMIT a)kMOTaXX BbI3BA/IM €ro KOHLepThl B JIeHMHrpase.
«BniepBsie B mocnexpymeBckom CCCP 3Byuar npousBenenus llénbepra, Bebep-
Ha, Bapesa, Hapsimy ¢ le6roccu, CTpaBMHCKMM, BapTokoM 1 mbecoit camoro Byre-
3a...,— BCIIOMMHAJI KOMITO3UTOp, ypokeHel Kuesa, Jleouus I'paboBckuii. — Hesa-
OGbIBaeMble JHM!»

Kapbepa kommosuTopa u iupuxkepa pa3puBajiach y bynesa napasnienbHo (IIpy TOM,
YTO OH He MOIyYMIT CUCTEMATUUECKOTO OUPUKEePCKOTo 06pa3oBaHusl, OTpaHUINB-
Ch KOHCyAbTauyusIMu ¢ Poxke JlesopmbepoM, 'epmanom IllepxeHom u 'aHCcOM
Posbaymom). B Monoapie rogsr Bysmes otmaBan SBHOE ITPEATIOUTEHNE COBPEMEH-
HBIM KOMITO3UTOpaM. «... OH BCcrIbIxuBas My3bikoii Illén6epra, BebepHa, bepra,
...cBOero yumurens MeccuaHa BO Bcex ctpaHax Craporo u HoBoro cBeta,— mucan
Asekceit JIloGMMOB, — feiasi 3Ty MY3bIKY OJM3KOI U MOHATHOI CaMbIM Pa3sHbIM
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ayAUTOPUSIM, BO3BOAS 3TUX KOMITO3UTOPOB — U 0COOEHHO HOBOBEHIIEB — B KJIaC-
CUKY, B HeoOXoguMocTh XX BeKa...». B manbHeiieM, o6palasich K My3bIKe IpO-
IIBIX 310X, By/e3 ocyiecTBslI CTPOTHIE OTOOP: ero MHTepecoBaiM HOBATOPBI,
«MEHS0IIMe peaJibHOCTb» MY3bIKaJIbHOrO MCKyccTBa (bepnnos, Baruep, Maiep,
He6roccy, CrpaBuHCKUM, BapTok). CO BpeMeHeM B €ro AUPIKEPCKYI0 OpOUTY
Bonutu TaiigH, BerxoseH, llly6epr, Jiuct, Bpykuep, Pasenb, CkpsiouH, P. llITpayc;
HO [10 KOHIIAa CBOMX JIHEI OH UTHOPUPOBAJ MY3bIKY «TPaAULIMOHANUCTOB» — [Ipo-
KodbeBa (3a uckmoueHneM «CKuGCKO ciouThl»), IllocTakoBuya, XMHIEMUTA,
bpurreHa.

K 1967 romy B apceHane Bymesa-mupuskepa ObUIM IapysKCKasi IIPeEMbepa OIle-
phI «Bomiiek» Bepra, cioMaBIIasi CTepeOTUIT «<KKOHCEPBATUBHOCTM» TeaTpa Grand
Opera; 10611eiiHOe UCITONHeHNe «BecHbI cBseHHOI» CrpaBuHCcKoro (¢ Hammo-
HaJIbHBIM OpKecTpom @pannun); «Ilapcudanb» Barnepa B BaiipeiiTe; BoICTyILIE-
Hust ¢ oprectpamu «KoHueprrebay», BaBapckoro pagyo, bepiuHckum dbumapmo-
HudeckuM u KnuBneHackuMm cuMmboHMyeckuM. [maBHble TpuyMdbl — «KombIlo
HubenyHra» B BaiipeitTe, MupoBas rpembepa «JIyay» Bepra, 3amich IOIHOTO CO-
O6paHus counHeHMi1 Be6epHa, KOMIIEKTBI OPKECTPOBOIT My3bIKM PaBeis u [le6roc-
¢ — 6bUIM BIIEpPEV, HO KO BTOPOIt mmosoBMHe 1960-x Bynes 6bL1 MpM3HaH OMHUM
U3 KPYITHEN X AUPUKEPOB CBOETO TTOKOIEH NS,

V3ke TIepBbIii B3IS HA ITPOrPaMMy KOHIIEPTA BbISIB/ISIET HEOOBIUHOCTD €€ UIEN:
My3bIKa JByX [IaBHBIX afienToB MIKoAbl LIIéH6Gepra oOGpamiiseTcss COUMHEHMSI-
MM MY3bIKaJbHOTO MofepHa — dpaHIly3ckoro u pycckoro. Viropp CTpaBUHCKMIA
u Kiop, Jebroccyu 3aaMManyu ocoboe Mecto B perepryape Bynesa, HO UMeHHO aB-
Topa «@aBHa» U «Mops» OH CUMTaAl OCHOBaTeleM My3bIKM XX BeKa — «BeJIUKUM

MMO3TUYECKUMM OTKJIOHEHMEM», M3 KOTOPOTO BBIIIIO COBPEMEHHOE KOMIIO3M-
TOpCKOoe MblliieHe. Korma ciyiiaenib ero MHTepIipeTanuio cumM@oHYeCcKoro
TpunTuxa de6ioccu, HEBOIbLHO BCIIOMMHAETCS OT3bIB ApTiopa OHerrepa: «Bcé
B ero “Mope” BIOXHOBEHHO: BCE IO MeTbUaIINX MITPUXOB OPKECTPOBKYM — JTI06ast
HOTAa, 1106071 TeM6p — BCE MPOTYMaHO, MPOUYYBCTBOBAHO U COIEIICTBYET SMOIIVO-
HaJIbHOMY OZyIlIeBJIeHMI0, KOTOPBIM TTOTHA 3Ta 3ByKOBas TKaHb». [10 MHeHMIO Jle-
BOHa AKOMsSHa, B MHTeprpetauun Bynesa mysbika Jle6ioccy, «<HUUEro He Tepsis
B CMBIC/Ie U3SIIeCTBAa, MSITKOCTM ITePeX0IOB, pa3sHO06pasus M YTOHUEHHOCTU TEM-
OpPOBBIX KPAaCOK, OGHAPYKMBAeT KPUCTAJbHYIO TIPO3PAYHOCTb U UMUCTOTY JIMHMUIA,
a MecTaMy TakKke HEeYKpPOTUMMBbI pUTMMUYECKNI HAMop U MIMpoKoe cuMbOoHNYe-
cKoe apixaHue». C MOJMHBIM MPAaBOM 3TO MOKHO OTHECTM M K MCIIOJHEHUIO OT-
KpbiBIIei KoHLEePT «IlecHu ComoBbsi» CTPaBUMHCKOTO — CUM(OHMYECKOI TTOIMBI,
MIpeICTaBIISIIONIEN COO0J OPKECTPOBOE «IIepeIosKeHNEe» BTOPO U TpeThell KapTUH
orepbl «CoJIOBei» ¥ HAMMCAHHON IJIs1 TIpeaIioiaraeMoii 6aJleTHOM MOCTaHOBKYU
«Pycckux ce30HOB». CJIOKHBIN U [IO-CBOEMY SKCIIPECCUBHbBIN MY3bIKaIbHBIN SI3bIK
9TOJ MapTUTYpPbl, B KOTOPO} M3BICKAHHOCTb MOCTUMIIPECCMOHM3MA COYETAETCS
C TIOJIMMEeTPUUECKOi IMHeapHOCTbIO «BeCcHbI CBSIIEHHOM», @ HEKOTOPbIe CTpaHU-
LBl MTPEIBOCXMUIIAIOT SBOTIOIMIO MBIIIEHMS B CTOPOHY «CBage6ku» u «Cumdo-
HMIT JYXOBbIX», TPeOYeT MMEHHO TaKOT0 JUPUKEPCKOTO MOIX0AA.

Omnepa «Boiriek» Anbb6ana Bepra He 3Byyana B MOCKBe HMKOTIA — JIMIIIb HEMHO-
rve IOMHWIN JIETeHIAPHYIO JIEHMHIPaJCKYI0 TTOCTAaHOBKY 1927 rofia, Ha KOTOPYIO
TIpMexast cam aBTOp. B crouTy mj1st rostoca ¢ OpKeCTpOM BOIILIM caMble sipKue ¢par-
MEHTBI OTIEePBI, CBSI3aHHbIE C IIABHOI KEHCKOI TepOMHeIi: KObI6eTbHast peOeHKY,
yTeHne EBaHrenms, mociequnit cuM@oOHMIEeCKiT aHTPAKT (CBOEro pojia OPKeCTPo-
BbIil peKkBMeM MamsiT Mapu u Bolirieka) u duHagbHas KapTuHa — JeTcKas Urpa,
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BO BpeMs1 KOTOpO#1 cbiH Mapu y3HaeT 06 youiictBe MaTepu. OTKPBITHEM JIJIST MO-
CKOBCKOIi Ty6mKu cTaiu U «IITh OPKECTPOBBIX TIECEH» HA c10Ba IleTepa ANbTeH-
Gepra — paHHwMit MK Bepra, npeamecTBoBaBimii «BoIieky», HO GIU3KUIT eMy
10 My3bIKaJIbHOMY $I3bIKY, YTOHUEHHOJ JeKIaMallMOHHOCTY BOKaJIbHOJ MapTuun
" 3MOIIMOHAJILHO «B3PbIBHOI» OPKeCTpOBOit ¢akType (BOKaabHble HOMeEpa MC-
nosiHwIa Xusep Xaprep, MplaHAackas IeBuua, conucrka rearpa Kosenr-l'apaes,
obnamatenbHuia «['paMmM», BBIAAIOIIASCS MCIIOTHUTEIbHMIIA MY3bIkKM Masepa,
P. IlITpayca, PaBens, bpurreHa u Ipyrux Komrnosutopos XX Beka). Ho rimaBHoe oT-
KpbITHMeE ObLIO BIIepean.

[llecTs mbec aJisg opkecTpa AHTOHA (oH BebepHa cTaiu KyJIbMUHALME KOHIIEPTa,
yeTBepTas Mbeca («IIOXOPOHHBIA Maplil») 6blIa IIOBTOPEHA 10 TPe6OBaHMIO ITy0-
UK. BebepH OBLT IIEHTPOM JIMYHOTO MY3BIKAJIBHOTO MaHTeoHa Bynmesa — ewmm
[lIéub6epr myisa Hero «ymep», Kak Bor st HUIIIeaHCKOTo 3apaTyCcTpbl, TO B €ro
JI00MMOM YYeHMKe, CYMEBIIEM IOBECTUM WA OPraHM3aluy My3bIKATbHOTO
MIPOCTPAHCTBA JI0 TOTAIbHOTO CTPYKTYpaM3Ma, GpaHIry3CKUil My3bIKaHT BUIE
«eAVHCTBEHHOE TIpenaBepyue My3biku Oymymiero». lllects mbec (1909) nammca-
HBI 10 OKOHYATEIbHOTO (OpMMUPOBaHMS MeToAa JomeKaGoHuM U TIpUHALJIEKAT
K «CBOOOIHO aTOHATBbHOCTM» (MY3bIKaJIbHOE MBIIIJIEHNE, He CBSI3aHHOE TOCIIO -
CTBOM KaKOTO-7IM00 OIHOTO 3BYKa MM akkopza). [IpemenbHast cKaToCTb, adopu-
CTUYHOCTD $I3bIKA, KOIOUAsi OCTPOTA CO3BYUMIT He CTajla KAMHEM NPeTKHOBEHMUS
IS CTyliaTesieit; mosHas oHorpaMMa KOHIlepTa ¢ HECKOHUaeMbIMIM OBaLIVISIMMU
He OCTaBJIsIeT COMHEHMI B TOM, UTO MPOCBETUTENbCKUIL TTOChIT Byse3a BCTpeTu
B MockBe TTOHMMaHue.

«TpyIHO OTBETUTH, UYTO HOJIEe BCETO MOPaXKaao CIyIIaTe/leil B Te ABA THBAPCKUX
Beuepa 1967 rosa B BosbIiiiom 3aje KOHCepBaTOPUM, — MMCAA B aHHOTAIIUU K Ti/1a-
cTuHKe «Menmonumny» Muxamin ®enbaiiTeiiH,— BbICOUANIINII KIacC OPKeCTPOBOTO
MY3ULIMPOBAaHMS, YIMBUTEIbHASI CHI'PAHHOCTb, TOYHOCTH U TOHSITHOCTb ITpOUTEe-
HUS CJIOKHEMIINX TTapTUTYP WM 3HAKOMCTBO C OMHUM U3 Haubojee 3HAUUTEb-
HbIX COBPEMEHHBIX MY3bIKAHTOB... B /1100071 My3bike — OT l'aiigHa mo IllTokxayse-
Ha — KOHCTPYKTMBHOE ¥ 9MOLIMOHAIbHOE Havyaia apTUCT pacKpbIBaeT OAMHAKOBO
rapMoOHNYHO». CMMBOJIMUHBIM 3aBepllieHMeM IIepBOTO KOHIIEpPTa CTasl MCIION-
HeHHbIN Ha 6uc «IlocmenonyaeHHblii oTabix PaBHa» Jleboccy — Mpou3BeaeHNne,
C KOTOPOro, KaK cuMTaja caM Byses, Hauajics He TOMbKO «HACTOSIIMIT» Jlebroccy,
HO U BCSI HOBas My3bIKa B LesioM: «“@aBHoM” Jlebroccu OTKPBUT IBEPU, U3 KOTO-
PBIX XJIBIHYJIO BCE OCTAIbHOE».

M36paHHbIe 3a1TMCH U3 IBYX MOCKOBCKMX KOHIIEPTOB byse3a 66Uty 31aHbl Ha I1a-
CTUMHKE OTPaHMUYEHHBIM TUPaskOM TOIbKO B 1983 romy (cam bynes npu3Haics, 4To
TOJl CITYCTSI MOJNIYYUJI «[IMPATCKYK» 3alUCh 3TUX BBICTYIUIEHUIT OT MOCKOBCKUX
TIpUSITENEl ; OMHAKO BBISICHUTD, ObIJIA JIM 3TO KOIMS AAHHOM IUIEHKH, JINOO CeaH-
Hasl KeM-TM00 ajbTepHATHBHAS 3aINCh, YK€ He MPeCTaBISIETCS BO3MOXKHBIM).
Hacramo BpeMs IOJHOCTBIO OITyOGNMKOBATDH 3alMCHU 3TUX KOHIIEPTOB, KOTOPBIE
(axkTMUeCKy 3aBepIIIM IePUOJ My3bIKaIbHO «oTTenenn» B CCCP u, omHOBpe-
MEHHO, Ay MMIYJAbC K Pa3BUTUIO COBETCKOTO aBaHTrapAa Aaske B MOATIOIbHBIX
YCJIOBUSIX.

Bopuc Mykoceii
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CumdoHnaecknit opkectp bu-bu-Cu Ha nmpuéme B MockoBcKoi KoHcepBaTopuu. Ha doto cipaBa gupiskepsl Cap ko bap6uposnu u ITbep byres.
The BBC Symphony®rchestra at the reception at the Moscow Conservatory. Conductors Sir John Barbirolli and Pierre Boulez on the right.
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“..That event was one of the most significant for all those involved in the New Music,
not so much his piece Eclat as the congenial performance of the Six Pieces, Op. 6,
by Webern and the Debussy works — those were revelations under the sign ‘linger
on, thou art so fair.”” This is how Alexei Lubimov, a pianist, teacher, researcher,
and educator, wrote about Pierre Boulez’s performances in Moscow. His words
are no overstatement, although the French musician formally visited Moscow
and Leningrad as a “second conductor” of the BBC Symphony Orchestra (John
Barbirolli, whose concert opened the tour of the orchestra in Moscow on January
7, 1967, was a “first” one).

The significance of Boulez’s appearance on the stages of the major concert venues
of this country could be compared with Igor Stravinsky’s visit to the USSR. But if
the 80-year-old master of Russian music was a living symbol of the passing era, the
42-year-old Boulez personified the present and future of musical art.

Despite the strict limits of censorship, which vigilantly guarded the inviolability
of socialist realism, the name of Boulez was known in the professional composers’
circles of this country and appeared in articles and books about modern “bourgeois”
music — but the contours of his large-scale figure showed even through their
critical tone, as did his authority that was outside the purview of the academic
avant-garde. The lucky few already had records with The Hammer without a Master
and his recordings as a conductor. The young representatives of the alternative
direction of Soviet music were waiting for Boulez like a prophet. The “protective”
measures taken by order of Ekaterina Furtseva, then the USSR Minister of Culture,
such as the ban on interviews and broadcasts of his concerts, the instruction to
“criticize” Boulez in reviews, and the refusal to hold an open meeting with students

and teachers of the Moscow Conservatory, did not prevent organizing a meeting
with Boulez at the conservatory hostel, and his acquaintance with Edison Denisov
grew into a long-term collaboration. His concerts in Leningrad caused no less
excitement. “For the first time in the post-Khrushchev USSR, we heard works of
Schoenberg, Webern, and Vareése, along with Debussy, Stravinsky, Barték, and the
piece written by Boulez himself,” recalled Leonid Grabovsky, a composer and native
of Kyiv. “Unforgettable days indeed!”

Although Boulez did not receive a systematic conducting education, confining
himself to consultations with Roger Désormiére, Hermann Scherchen, and Hans
Rosbaud, his career as a composer and conductor developed simultaneously. In
his younger years, Boulez showed a clear preference for contemporary composers.
“.. He flared up with the music of Schoenberg, Webern, Berg, ... his teacher Messiaen in
all countries of the Old and New Worlds, making this music close and understandable
to a variety of audiences, elevating these composers — and especially the Second
Viennese School — to the classics, to the necessity of the twentieth century,” wrote
Alexei Lubimov. Subsequently, as he turned to the music of the past eras, Boulez
was particularly choosy: he was interested in innovators who “changed the reality”
of musical art (Berlioz, Wagner, Mahler, Debussy, Stravinsky, Bartok). Over time,
Haydn, Beethoven, Schubert, Liszt, Bruckner, Ravel, Scriabin, and Richard Strauss
entered his orbit; but he ignored the music of the so-called traditionalists —
Prokofiev (with the exception of the Scythian Suite), Shostakovich, Hindemith, and
Britten — until the end of his days.

By 1967, Boulez the conductor had to his credit the Paris premiere of Berg’s Wozzeck
that broke the stereotype of the Grand Opera’s “conservatism”; the anniversary
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performance of Stravinsky’s The Rite of Spring (with the National Orchestra of
France); Wagner’s Parsifal in Bayreuth; the performances with the orchestras of
Concertgebouw and Bavarian Radio, the Berlin Philharmonic and the Cleveland
Symphony. Although his major triumphs — Der Ring des Nibelungen in Bayreuth,
the world premiere of Berg’s Lulu, the recording of the complete works of Webern,
the sets of orchestral music by Ravel and Debussy — were still to come, Boulez was
recognized as one of the greatest conductors of his generation by the second half
of the 1960s.

Even the first glance at the concert program reveals the unusual nature of its
idea: the music of the two main adherents of the Schoenberg school is framed
by compositions of musical modernism — French and Russian. Igor Stravinsky
and Claude Debussy occupied a special place in Boulez’s repertoire, but he
considered the composer of Faun and The Sea the founder of twentieth-century
music — “the great poetic deviation” from which modern composing thinking
emerged. When I listen to his interpretation of Debussy’s symphonic triptych,
I involuntarily recall Arthur Honegger’s review: “Everything about his Sea is
inspired: everything to the smallest orchestration strokes — any note, any timbre —
everything is thought out, felt, and contributes to the emotional animation that this
sound fabricis full of.” According to Levon Hakobyan, Debussy’s music interpreted
by Boulez, “losing nothing in terms of grace, softness of transitions, diversity, and
refinement of timbre colors, reveals crystal transparency and clarity of lines, and at
times also indomitable rhythmic pressure and wide symphonic breathing.” This can
also be rightfully attributed to the performance of Stravinsky’s symphonic poem
The Song of the Nightingale that opened the concert, an orchestral “arrangement”
of the second and third scenes from the opera The Nightingale written for the

supposed ballet production of the Ballets Russes. The complex and in its own
way expressive musical language of this score that combines sophistication of
post-impressionism with the polymetric linearity of The Rite of Spring, and some
pages of which anticipate the evolution of thinking towards the Les Noces and
the Symphonies of Wind Instruments, requires a conductor’s approach exactly like
this one.

The opera Wozzeck by Alban Berg had never been performed in Moscow — only
a few remembered the legendary Leningrad production of 1927 that was attended
by the composer himself. The suite for voice and orchestra included the most
striking fragments of the opera related to the main female character: the lullaby
to a child, the reading from the Gospel, the last symphonic interlude (a kind of
orchestral requiem in memory of Marie and Wozzeck), and the final picture — the
children’s game when Marie’s son learns about the murder of his mother. Another
discovery for the Moscow audience was the Five Orchestral Songs after Postcard
Texts by Peter Altenberg, an early Berg’s cycle that preceded Wozzeck, which was
close to him in terms of musical language, refined declamation of the vocal part,
and emotionally “explosive” orchestral texture (the vocal numbers were performed
by Heather Harper, an Irish singer, soloist of Covent Garden, Grammy winner, and
outstanding performer of music by Mahler, Richard Strauss, Ravel, Britten, and
other composers of the twentieth century). However, the main discovery was still
ahead.

The Six Pieces for Orchestra by Anton Webern became the culmination of the
concert, and the fourth piece (the “funeral march”) was repeated at the request of
the public. Webern was the center of Boulez’s personal musical pantheon —whereas
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Schoenberg was “dead” for him, like God for Nietzsche’s Zarathustra, his beloved
student, who managed to bring the idea of organizing musical space to total
structuralism, was “the only threshold of the music of the future” for the French
musician. The Six Pieces (1909) were written before the final formation of the
dodecaphony method and belong to “free atonality” (musical thinking not bound
by the dominance of any one sound or chord). The extreme conciseness and
aphoristic character of the language, the prickly sharpness of consonances did not
become a stumbling block for the listeners; the full recording of the concert with
endless applause leaves no doubt that Boulez’s educational message was met with
understanding in Moscow.

“It is difficult to say what amazed the listeners most on those two January evenings
in 1967 at the Grand Hall of the Conservatory,” Mikhail Feldstein wrote in the liner
notes for the Melodiya LP. “The highest class of orchestral playing, the amazing
teamwork, the accuracy and clarity of reading the complex scores, or the acquaintance
with one of the most significant contemporary musicians... In any music, from Haydn

to Stockhausen, the artist reveals the constructive and emotional elements equally
harmoniously.” Performed as an encore, Debussy’s Afternoon of a Faun was
a symbolic conclusion of the first concert, a work that started, according to Boulez,
not only the “real” Debussy, but all the new music as a whole: “With his Faun,
Debussy opened the doors from which everything else gushed.”

Selected recordings from two of Boulez’s Moscow concerts were released on
a limited-edition record as late as in 1983 (Boulez admitted that a year later he
received a “pirated” recording of those performances from his pals in Moscow;
however, it is no longer possible to say if it was a copy of this tape or an alternative
recording made by somebody else). The time has come to release the recordings
of those concerts in full, the ones that actually ended the period of the musical
“thaw” in the USSR and, at the same time, gave impetus to the development of the
Soviet avant-garde even under clandestine conditions.

Boris Mukosey
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