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AHTOH bPYKHEP

Tooyzaporsennbiii CuMqoRHICOKNHTE OpKECT)

Munnoreporsa kyantypwi (CCP

Tnpuxep I'ennapnii POKJIECTBEHCKH

AHTOH BPYKHEP (1824-1896)

Duek 1

Cumdonna N° 00 da munop, WAB 99
Bepcus 1863 roga

(M3paHue Neononbpa Hosaka, 1973)

1 1. Allegro molto vivace

2 |I. Andante molto

3 lII. Scherzo. Schnell

4 IV Finale. Allegro

3anuck 1983 ropa

Jluck 2

Cumdonna N 1 go murop, WAB 101
«BeHckas Bepcua» 1891 roga
(M3panue T'ontepa bpowe, 1980)

1 1. Allegro

2 Il Adagio

3 lll. Scherzo. Lebhaft

4 V. Finale. Bewegt, feurig

Janucb 1984 ropa

Iluck 3

Cumdonma N2 0 pe murop, WAB 100
Bepcua 1869 roga

(M3paHue Jeononbpa Hosaka, 1968)

1 1 Allegro

2 |l. Andante

3 Il Scherzo. Presto

4 V. Finale. Moderato — Allegro vivace
3anucb 1983 ropa

Dluck &

Cumdonna N 2 go murop, WAB 102
Bepcus 1877 roga

(M3paHue Neononbpa Hosaka, 1965)

1 I. Moderato

2 |I. Andante. Feierlich, etwas bewegt
3 III. Scherzo. MaBig schnell

4 V. Finale. Mehr schnell

3anuck 1984 ropa

Duck 5

Cumdonna N° 3 pe munop, WAB 103
OpurunanbHas Bepeua 1873 ropa
(M3panme Neononbpaa Hoaka, 1977)
1 1. GemaBigt, misterioso

2 |I. Adagio. Feierlich

3 1ll. Scherzo. Ziemlich schnell

4 V. Finale. Allegro

3anuce 1988 ropa

Jluck 6

Cumdonmna N2 4 Mu-b6emonb Maxop,
«PoManTnyeckan», WAB 104
OpurunanbHas Bepeua 1874 ropa
(M3panme Neononbpaa Hoaka, 1975)

1 1. Allegro

2 |I. Andante quasi allegretto

3 II. Sehr schnell

4 IV. Allegro moderato

Cumdonmna N° & Mu-6emMonb Maxop,
«PoManTnyeckan», WAB 104
Bepcua 1878 roga

5 IV. Finale. Allegro moderato
Janucu 1987 (1-4), 1986 (5) rr.

Juck 7

CuMponma N° 5 Cu-6emonb Markop, WAB 105
Bepcua 1878 roga

(M3nanme Neononbpa Hoaka, 1951)

1 I Introduction. Adagio — Allegro

2 Il Adagio. Sehr langsam

3 Il. Scherzo. Molto vivace (Schnell)

4 IV. Finale. Adagio — Allegro moderato
3anucb 1984 ropa

Bepcus leHHaaua PorxpecTBeHcKoro

[luck 8

Cumdonmna N2 6 Jla marop, WAB 106
Bepcua 1881 ropa

(M3panue Jleononbpa Hosaxa, 1952)

1 1. Majestoso

2 II. Adagio. Sehr feierlich

3 llI. Scherzo. Nicht schnell

4 IV. Finale. Bewegt, doch nicht zu schnell
3anuck 1984 ropa

Jlnck 9

Cumdonna N¢ 7 Mu maop, WAB 107
OpuruHanbHas Bepcua 1885 ropa

(M3panme Pobepra Xaaca, 1944)

1 1. Allegro moderato

2 1I. Adagio. Sehr feierlich und sehr langsam
3 III. Scherzo. Sehr schnell

4 V. Finale. Bewegt, doch nicht schnell
Janucb 1985 roga

Ilnck 10

Cumdonua N 8 no Munop, WAB 108
Bepcws 1887/1890 ropos

(M3panme Pobepra Xaaca, 1939)

1 1. Allegro moderato

2 |I. Scherzo. Allegro moderato

3 lIl. Adagio. Feierlich langsam, doch nicht schleppend

4 V. Finale. Feierlich, nicht schnell
Janucb 1985 ropa

Inek 11

Cumdonna N© 9 pe munop, WAB 109
OpuruHanbHan Bepeus 1894 roga
(M3panue Jleononbpa Hosaxa, 1951)
1 1. Feierlich. Misterioso

2 1. Scherzo. Bewegt, lebhaft

3 1ll. Adagio. Langsam, feierlich
Januck 1985 ropa

['ocynapcTBEHHbIA CUMOHNYECKUIA OPKECTP
Munuctepcrea kynbTypsl CCCP
[vpukep — M'eHHapvii PoraecTBeHCKUA

3ByKopeskuccepbl: Cepredt MasyxuH,

Wropb Benpuhues (auck 6, Tpek 5)
PemactepuHr — Makcum ununos

‘>
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ANTON BRUCKNER

The USSR Ministry of Culture
Symphony Orchestra

Conductor Gennady ROZHDESTVENSKY |

ANTON BRUCKNER (1824-1896)

CD1

Symphony No. 00 in F minor, WAB 99
1863 Version

(Ed. Leopold Nowak, 1973)

1 1. Allegro molto vivace

2 Il Andante molto

3 1ll. Scherzo. Schnell

4 IV Finale. Allegro

Recorded in 1983

ch2

Symphony No. 1in C minor, WAB 101
1891 Vienna version

(Ed. Giinter Brosche, 1980)

1 1. Allegro

2 |I. Adagio

3 |ll. Scherzo. Lebhaft

4 V. Finale. Bewegt, feurig
Recorded in 1984

cD3

Symphony No. 0 in D minor, WAB 100
1869 Version

(Ed. Leopold Nowak, 1968)

1 1 Allegro

2 II. Andante

3 1ll. Scherzo. Presto

4 IV Finale. Moderato — Allegro vivace
Recorded in 1983

CD 4

Symphony No. 2 in C minor, WAB 102
1877 Version

(Ed. Leopold Nowak, 1965)

1 1. Moderato

2 |I. Andante. Feierlich, etwas bewegt
3 III. Scherzo. MaBig schnell

4 V. Finale. Mehr schnell

Recorded in 1984

cb5

Symphony No. 3 in D minor, WAB 103
1873 Original version

(Ed. Leopold Nowak, 1977)

1 1. GemaBigt, misterioso

2 |I. Adagio. Feierlich

3 1Il. Scherzo. Ziemlich schnell

4 V. Finale. Allegro

Recorded in 1988

CD 6

Symphony No. 4 in E-flat major,
“Romantic,” WAB 104

1874 Original version

(Ed. Leopold Nowak, 1975)

1 1. Allegro

2 |I. Andante quasi allegretto
31l Sehr schnell

4 IV. Allegro moderato
Symphony No. 4 in E-flat major,
“Romantic,” WAB 104

1878 Version

5 IV. Finale. Allegro moderato
Recorded in 1987 (1-4), 1986 (5)

cD7

Symphony No. 5 in B-flat major, WAB 105
1878 Version

(Ed. Leopold Nowak, 1951)

1 1. Introduction. Adagio — Allegro

2 Il Adagio. Sehr langsam

3 1ll. Scherzo. Molto vivace (Schnell)

4 IV. Finale. Adagio — Allegro moderato
Recorded in 1984

Gennady Rozhdestvensky's version

cD8

Symphony No. 6 in A major, WAB 106

1881 Version

(Ed. Leopold Nowak, 1952)

1 |. Majestoso

2 II. Adagio. Sehr feierlich

3 1ll. Scherzo. Nicht schnell

4 IV. Finale. Bewegt, doch nicht zu schnell
Recorded in 1984

cD9

Symphony No. 7 in E major, WAB 107

1885 Original version

(Ed. Robert Haas, 1944)

1 1. Allegro moderato

2 I Adagio. Sehr feierlich und sehr langsam
3 1ll. Scherzo. Sehr schnell

4 V. Finale. Bewegt, doch nicht schnell
Recorded in 1983

CcD 10

Symphony No. 8 in C minor, WAB 108
1887/1890 Mixed version

(Ed. Robert Haas, 1939)

1 1. Allegro moderato

2 1. Scherzo. Allegro moderato

3 lIl. Adagio. Feierlich langsam, doch nicht schleppend

L V. Finale. Feierlich, nicht schnell
Recorded in 1985

cD 1

Symphony No. 9 in D minor, WAB 109
1894 Original version

(Ed. Leopold Nowak, 1951)

1 | Feierlich. Misterioso

2 1. Scherzo. Bewegt, lebhaft

3 III. Adagio. Langsam, feierlich
Recorded in 1985

The USSR Ministry of Culture Symphony Orchestra
Conductor — Gennady Rozhdestvensky

Sound engineers:

Sergei Pazukhin, Igor Veprintsev (CD 6, track 5)
Remastering — Maxim Pilipov
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AHTOH bPYKHEP

Tooyzaporsennbiii CuMqoRHICOKNHTE OpKECT)
Munnerepersa kyarypoi CCCP

Tnpuxep I'ennapnii POKJIECTBEHCKH

Cumdonna da MuHop — nepsoe KpynHoe cuMQoHuyeckoe npoussefeHue bpykHepa — counHanach B JluHue
B 1862—1863 rogbl Kak CBOEro Pofia «3K3aMeHaLMOHHaA paboTta», UTOr 06y4eHNA KOMNO3NLIMK M MHCTPYMEHTOBKM
y OtTo Kutunepa. K Tomy Bpemenu bpykHep umen 3a nneyamu 15-neTHUi onbiT feATENLHOCTM OPraHUCTa, XOpOBOro
[AMPUIEpa M LEPKOBHOr0 KOMNO3UTOPA; TONbKO HEABHO OH BNECTALLE 3aBEPLUNN MHOTONETHEe 06y4eHue rapMoHUK
W KOHTPaNyHKTY Y KPYNHELero BEHCKOro My3bikanbHoro Teopetka CuMoHa 3extepa U Mor 6bl cumTaTbeA NEPBLIM
LIepKOBHbIM My3bIKaHTOM BO Bceid ABCTpuu. Ho M3 y3KOro Kpyra Katonmyeckoil My3biku €ro BHe3anHo Norpy:Karot B
coBCeM uHyt chepy. Buononuenuct u aupurkep Kutunep, ybeskaeHHbI CTOPOHHUK «HOBATOPCKOT0» My3bIKabHOr0
HanpaBneHus, Ha4aBLLUMA CBOK [EATENbHOCTL B JIMHLE C NOCTaHOBKM «TaHreit3epa» BarHepa, 3HaKoMuT CBOEro
38-nethero «yuyeHnka» (bpykHep 6bin crapwe yuutena Ha 10 net) c TBOpeHuAMM 6GaiipeiATCKOro MascTpo.
Ira «cnywarenbckan BcTpeda» C Barvepom crama gnA bpykHepa rnybouaiiuvM TBOPHECKWM MepeKMBaHUEM
W 0Tpasunach Ha Bceil ero cyabbe M KOMMO3MTOPCKOM Kapbepe; MMEHHO OHa, B KOHEYHOM cuete, nobymuna
B C06OPHOM OpraHuCTe NPOBUHLMANLHOTO FOPOfia HEORONMMYK TATY K CUM(OHUYECKOMY MaHpy.

Cam aBTop oueHMBan cBOK «y4ebHylo paboTy» (KaK OH ee Ha3biBan) He CAMLUIKOM BBICOKO; TEM He MeHee, UMEHHO
370 COYMHEHME CTano 3apofbleM MOHYMEHTaNbHOW CMMQOHMYECKOA KOHUENUMM OJHOr0 W3 KpymHedwmx
Komnosutopo XIX Beka; OTNpaBHOA TOYKOA €ro TepHUCTbIX TBOPYECKMX WcKaHWi. KoxeuHo, BpykHep ewe
NPUAEPIKMBAETCA NPUBBLIYHBIX OPUEHTUPOB KNACCMKO-POMAHTMYECKO CUMQOHMM, Haubonee 6nuskux cebe no
BpeMeHu — MenpenbcoHa, Lymana, Lnopa (BnuAHMA My3biku BarHepa 3fech ewe noutu He cnbiwHo). 0gHako
YYTKOE YXO Pa3nnuuT B Hell U MHOrOYUCNEHHbIE Npobnecku bpyKHEPOBCKOro CTUAA. PasMalMCTbIi TeMaTUyecKuil
MoYEepK, NONMMPOHNYECKARA TEXHUKA, QAMTENbHBIE HAPACTaHUA OPKECTPOBOW 3BYYHOCTM, MPUBOJALIME K MOLLHBIM
tutti, HeobblYHbIE TEMOPOBLIE PELLEHMSA, UAYLLME OT «OPraHHOr0» CIblLUaHNA OPKeCTpa — BCE 3T0 MoKa NoABNAETCA
B OTOENbHbIX GparMeHTax, Ho yxe Bbigenset CUMQOHMIO Ga MUHOP U3 [PYrUX «y4eHUYecKMX» OnbiToB bpykHepa
B Cepe MHCTPYMEHTANbHOIA MY3bIKM.

Cumdonna po munop (1865-1866), Kotopoit cam komnoswTop aan ums MlepBoii — cnedylowuid, ropasao bonee
YBEPEHHbIM wWwar bpykHepa B 06nacTb cuMQoHNyecKoid My3biku. Mo 0bA3aHHOCT BpykHep ocTaBancA LepKOBHBIM
My3bIKaHTOM JIMHUa, HO fae B HanucaHHbix B 1864—1868 ropbl Tpex bonblumx Meccax yHe ApKO MpOABMAOCH
CUMGOHMYECKOe [apoBaHue KoMnoauTopa. B nepuop camoit akTMBHOI paboTbl Hap cuMdoHueid, B Mae 1865 ropa,
Ha npembepe onepbl «TpucTaH u U3onbaa» B MioHXeHe, COCTOANOCH MYHOE 3HaKoMCTBa bpykHepa ¢ BarHepoM.

BHewwHe v 31a CUMOHUA He BLIXOAUT 33 NPEfeNbl TPAAULMOHHOTO YETBIPEXHACTHOrO LMKNa (TONbKO Ha 3ToT pa3
bpykHep crienyeT ipaMaTuyecKoid, GETXOBEHCKOI ero Moienu). YNpyrui MapLUeBblil pUTM, BbIZEPHaHHBIA NOYTH Ha
BCEM MPOTAKEHWI NEPBOiA YaCTU U BHOBb BO3HUKAIOWMIA B PUHaNe, KaMKeTcA, [EPHUT CUMPOHHUIO B CTPOrUX paMKax
36paHHOro «3TtanoHa». 3T0My 0TBEYAET M NUPUKO-(Gunocodckuin xapaktep Adagio, U HamopucToe pUTMUYECKOE
fABuenme CKepLo C TPMO «B HAPOAHOM [yXe» W, HAKOHEL, AMHAMUYECKOE Pa3BUTUE MOCNEAHEN YacTh «OT MpaKa
K CBETY» — K TPUyM(anbHOMy [0-MaKOPHOMY TPE3BYUMIO B MOCNEAHMX TaKTax CUMQOHMM.

0aHaKo 3a NpUBBLIYHBIMI PAMKaMM KPOETCA HanpAxeHHas BHYTPeHHAA 6opbba — 6opbba Komno3uTopa co cBOMMMU
CTpaxaMil ¥ COMHEHUAMM, 3a BbIpaboTKy cOOCTBEHHON MHAMBUAYANbHOCTM B HOBOW JANA HETO ¥aHpoBOW chepe,
3a MONHOE OCBOEHME CHMQOHMYECKOro npocTpaHcTea. Cosganve CHMQOHMK CTano He KOHLOM, @ HayanoM 3Toil
6opb0bl, KOTOPYH0 KOMNO3UTOPY MPULLNOCH BECTY ELLiE LieNoe [eCATUNETHE (HECTy4aliHO BCKOPE OH NEPEKMA r1y6oKui
HepBHBbIA Kpuanc). Ho nMeHHo 3TuM obycnosneH rnybokuit npaMaT3aM CUMQOHMM, 3axBaTbiBalOWMA CRyLaTens
C NEPBbIX TAKTOB M OLLYTUMBIA Ha BCeM ee NpoTAxeHnu. CaM KOMNO3uTOp, LYTA, Ha3biBan CBOE CO4MHEHMe «baboii-
Aroi» (6ykB. HeM. «keckes Beserl» — «iep3kan 6abeHKa») 3a cMefible HOBLUECTBA M MHOMOUUCTIEHHbIE HapyLLeHNs
CTPOTMX MPaBUN — «[€P30CTU», PACChINAHHbIE MO NAPTUTYpE.

Cumdonma npo3syyana B JluHue nog ynpasnexuem asTtopa B 1868 rogy. Opkectp, cocToAwmi u3 TeaTpanbHbiX
MY3bIKAHTOB, @ YaCcTbi) M3 BOBHHbIX M NiobuTeNei, eaBa CnpaBUACA CO CNOMHOA MapTMTYpOiA, KoTopas ocTanach
KaMHeM NPeTKHOBEHNA U AnA Bonblueid yacT nybnuku. OfMH MacTUTBIA KPUTUK MCKPEHHe nocoseToBan bpykHepy
«nucatb nonpowe». TeM He MeHee [py3bA W MOKMOHHMKW No3[paBunu bpykHepa €O 3HauWTENbHBIM YCMEXOM
W NoXenanu fanbHelumx JOCTUKEHUIA B aHpe cumpoxuu. Cam aBTop K TOMY BpEMeHW 0CO3Han, 4to atMocdepa
MPOBMHLMANLHOT 0 JIMHLA NPenATCTBYET pacKpbITHI0 Ero Moryyero TanauTa. bpykHepa nputarusana K cebe eBponeiickas
MeTponoanA My3biki — BeHa, roe eMy cyaeHo 6bino npoBecTy 27 NET MU3HW, NONHOM HanpAMKEeHHOI TBOPHECKON
paboTbl, TAXENbIX UCMIbITAHNIA U ANUTENbHOI 6opbObl 32 NPU3HAHMWeE, B KOHLE KOHLOB YBEHYABLIEIACA YCNEXOM.

YetBeptb Beka cnyctd, B 1891 rogy bpykxep BHOBb pewmn ucnonnmth Mepeyto cumdonuio B Bene. OgHako rnybokas
CaMOKPUTUYHOCTL 3aCTaBMMa ero CepbesHo MepecMOTPeTb CBOE paHHee COuMHeHue, nepepabotas ero 3aHoBo. Tak
BO3HMKNA HoBas, «BeHckas» pefakumA cUMGOHMYM, B KOTOPOIA CMENOCTL OCBaNBAKILLETO HOBbIE MYTM CUMGOHNCTA
COBANHMNACH C HAKOMEHHDIM 33 OV TO/bI OMbITOM, MyAPOA 3KOHOMUEN CPEACTB U QUAMTPaHHOA OTTOYEHHOCTBIO
OPKECTPOBOr0 MUCbMa.

MEAOAUSI



AHTOH bPYKHEP

Tooyzaporsennbiii CuMqoRHICOKNHTE OpKECT)
Munnerepersa kyarypoi CCCP

Tnpuxep I'ennapnii POKJIECTBEHCKH

Cumdonmua pe MuHop 6bina 3akoHueHa bpykHepoM K ocedn 1869 roga u cTana nepebIM COYMHEHUEM, HANUCAHHBIM
B aBCTPHICKOiA cTonuLe (B BeHe oH monyuun [omkHoCTb Npogeccopa TEOpUM My3bIKW W OpraHa B KOHCEpBATopuy,
3aMeHMB CBOEro yMepluero yuutens 3extepa). Ewe HepnaBHo bpykHep BepHynca c TpuyMdanbHbIX OpraHHbIX
ractponeii no ®paHumy, HO JOMa €ro Aano pasoyapoBaHue — AUpUAKep BeHcKUx GUnapMOHUYECKIMX KOHLEPTOB
Otro [leccod oTBepr ero HoBoe npoussefeHue. [o3e W caM aBTOp CYeN HOBYIO CUMQOHUIO «HELOCTOIHHOM», He
YNOMSAHYN €€ B CMIMCKe CBOMX MPOWU3BEJEHMA U COBCTBEHHOPYYHO HAMMCan Ha TUTYAbHOM nucte 6onbloi «Hynb»
(3TOT (aKT [OArMe rodbl CRYKMN B NONb3Y NPEANONOKEHNA, YTO CUMBOHUA HanucaHa paublue Mepsoi, B 18631864
rofbl, ¥ ULWb HE[JaBHO MY3bIKOBE[bl OKOHYATENbHO NOATBEPANAM TOUHYI0 ATy COYMHEHNA CUMGOHNM).

McnonHeHHbI  CTpEMIEHNA K MOCTOAHHOMY COBEPLIEHCTBOBAHMIO DpykHep, BMAMMO, He MOr MpOCTUTb
cebe wepoxoBatocTed (OpPMbl KpaitHUX YacTei, HEKOTOPOA CTMAMCTUYECKOA HEpOBHOCTM CBOEWH CUMQOHMM.
Ho obbektMBHOCTM pamu cnedyeT MpusHaTb — [awe N0 CPaBHEHWIO C BHeWHe Oonee CTPOAHOI M LeNbHOM
MlepBoil «aHHYNMpoBaHHaA» CUMQOHMA ABNAETCA HOBBIM [OCTUMHEHWEM DpyKHepa Ha CUMQOHMYECKOM MOMpULLE.
B nouckax cobcTBeHHOro MyT! OH ele fanblue CBOpAuMBAET C MPOTOPEHHOI 0POry, NOpoii TepAA YBEPEHHOCTD,
Ho BCE vale «obpetas cebs». Bamanue [leBAtoil cumdonmn beTxoBeHa, BarHepoBCKas XpoMaTuyeckas rapMoHus,
a PALOM C 3TUM — CTPOTOCTb XOpa/bHbIX 3BY4aHMiA ¥ 6apOyYHbIiA NPUHLMN TEMATUYECKOT0 Pa3BUTHA; rMaBHeMue
NPU3HaKM NOAMHHO BPYKHEPOBCKOTO CTUAA NPOCTYNakT B 370/ CUM(OHMY HeobblualiHo ACHO W OTYETAMBO, NPaBAa,
B HECKOMbKO «ChIPOM» BU[E, KaK [paroleHHas pyaa B cniofix nopogbl. 310 fenaet ee TeM 6onee WHTEPECHOR,
KaK CBOEr0 poja KBMHT3CCEHLMed ero Bymywero TBopyeckoro nyTv. [lae GuHan, KoTopblil ABNAETCA Haubonee
YA3BUMOWA «aXUNNecoBoil NATOM» CUMGBOHNK, ABNAET COBOI NEpBbIA ONbIT BpyKHEpa N0 COEJMHEHUID COHATHOI
W GyrvupoBaHHON (OpM, NO3}KE reHManbHO NPETBOPEHHBIA B rpaHaMo3HOM GuHane MaToil.

CvuMdoHMA pe MMHOp BnepBbie NpO3By4Yana TOMbKO B roA cTonetua Komnosutopa — B 1924 ropy. Cerogus
OHa 3aHANa CBOE MECTO B KOHTEKCTE BpYKHEPOBCKOro CMMGOHMYECKOTO TBOPYECTBA, B TO e BPEMSA ABNAACH
OPUTMHANBHBIM 1 CaMOBLITHBIM NPOM3BEJEHUEM, AOCTORHBIM CYLIATENbCKOTO BHUMAHHA.

Bropasa cumdonua fo MuHop 6bina Hayata oceHbr 1871 ropa. HoBbiit npunue TBOpuecTBa BO3HWK nmocne
ouepefiHbiX ractponed bpyKHepa Kak opraHucta — Ha 370T pa3 B JIOH[OHE, Kyda OH, eMHCTBEHHbIA W3
3apybeHbIX My3bIKaHTOB, ObiN MPUrNALIEH Ha OTKPbITME opraHa AnbbepT-xonna. [of cnycTa Xop U OpKecTp
BeHckoit onepbl ¢ 6oiblWwKM YCTIEXoM MCMONHMN TpeTbio Gonbluylo Meccy bpykHepa (¢pa MuHop); opHako 0TTo

9

lleccody 3T0 He noMewano cHoBa OTBEPrHYTb HOBYIW CuMGOHMIO, nocne Bernoi penetuuun obbsBMB ee
«beCMbICCNEHHO».

bpykHepy BCe e ynanoch NPefcTaBUTb CBOE MPOM3BEAEHME HA CYA NYOAMKM — Ha TOPMECTBEHHOM KOHLEpTE B
oktAbpe 1873 ropa, npuypoyeHHoMy K BeHcKoii BceMUpHOI BbicTaBke. CUMGOHNA Bbina Tenno MpuHATa, OAHaKO
yepe3 HekoTopoe BpeMA bpyKHep BepHyncA K ee napTuType, CAENaB HEKOTOpble M3MeHeHuA. Bropas pepakums
cuMdoHMu bbina 3aBeplueHa 1 Bnepable ucnonHeHa B 1876 rogy.

HanucatHas B Toii e ToHanbHocT, uTo U Nepeasi, Bropas cuMdous cyluecTBeHHo oTnMuaeTca ot Hee. OHa nneHseT
JMPUYECKOA TPENETHOCTbIO, «MCMOBEAANbHOCTbIO» CBOMX MENOfMN, CBEMKECTbIO HAPORHbIX BEpXHEaBCTPUIACKUX
HanesoB — OTTONOCKOB POAMHbI KOMMO3WTOpa. HeKoTopble ee CTpaHMubl OKpalLeHbl B Tiy6OKWe, penuruosHo-
MUCTUYECKVE TOHa (TaKoBa reHuanbHas BTOPaA YacTb, MepBblid 0bpasey NoAnMHHOro GpykHeposckoro Adagio c
PEMapKOi «TOP}KECTBEHHO»); HECKOMBKO Pas B CUMOHUYM BO3HUKAKOT OT3BYKM a-MMHOpHOM Meccbl. HaKoHed, elue
OAMH BaMHbIA KOMNOHEHT My3biku bpyKHepa — puT™ — npuoBpeTaet B Heli 0co6oe 3HaueHue, OpraHu3ys ABUMKEHME U
[MHaMU4ECKOE Pa3BUTHE HE TONbKO B 3HEPIrUYHOM, BETXOBEHCKUM No AyXxy CKEpLO, HO M B KPaiHMX COHATHbIX YacTAX.

BBufy He3HAUNTENLHOCTY OTNMYMIA [BYX pefakumit Bropoit cuMdoHmum, peakTop nepeoro cobpaHus COUMHEHMN
bpykHepa Pobept Xaac cuen Bo3MOMKHbIM 00beMHUTL UX B OZHY NApTUTYPY; UMEHHO TaKoA NpecTaeT CUMAOHMA
B HacTosALeid 3anucy.

«ECTb TONbKO 07iMH, KTO 6nN30K beTxoBeHy — 310 bpyKHep». Takoii BblcoYaiiLuei OLeHKM YA0CTOUN aBCTPUIACKOr 0
cumdonucta Puxapa BarHep, a Mexkpy TeM eMy Obina 3HaKoMa ToNbKo 0fHa cuMdoHus bpykHepa — TpeTnba
(pe MuHop).

bpykHep Hauan nucatb ee cpasy nocne OKoHyaHWA BTopoid, 3aBeplmB paboty K KoHuy aekabpa 1873 ropa.
Henan nocatub ee Barnepy, bpykHep otnpasunca ¢ napTutypoi B baiipeiit, gabbl rny6oko nouuTaeMblit M
«Mactep» caM BbIHEC BEPAMKT 0 er0 HOBOM COMMHEHWUM. YAOCTOMB CUMQOHMIO Bernoii noxsansl nocne nepeoro
npocMotpa, Barep 3auHTepecoBancs et u, u3yuus noapobHo, NpusHan ee wegespoM. «CBOUM nponssefeHneM
Bbl moctaBunv MHe Benuuaiilee HacnaxpeHue», — ckasan oH bpykHepy.
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CBoe0Opa3HbIM «3HAKOM MOCBALLEHUA» BarHepy cnyar npucyTCTBYIOUME B CUMQOHUM LUMTATBI U aNK3MK Ha
BarHepoBCKMe TeMbl — NeTMOTMBLI U3 «Banbkupum» u «TpuctaHa u U3onbabi». ABCTBEHHO OWYTUMA W CBA3b
¢ [leBatoit cumdonmeir betxoBeHa, MOHYMeHTaNbHbIE KOHTYpbl KOTOPOIA CTAHOBATCA CBOET0 Pofa «MOAENbio»
ana nocnedylowmx 6pykHepoBcKuX cuMoHMi. [nybokoe u3yyeHne 6ETXOBEHCKOTO wWeAeBpa MO3BOMUIO
bpyKHepy npufath CBOMM rpaHAMO3HbIM 3aMbiciiaM nopobatowyme UM GopMbl, OKOHYATENBHO HAITY COBCTBEHHBIN
CUMAOHNYECKMiA CTUNb. HaunHalowas cuMGoHMIo TeMa Tpybbl B OKPYHEHNM MEPLAILLNX CTPYHHBIX (MMEHHO 3T0
MecTo ocobeHHo HpaBunock Barnepy) Bo3BpaluaeTca B nocnefHMX TakTax GuHana B BUAE CHAIOLLETO MaMOpPHOT0
anogeo3a; 3TOT NpueM, OTPaKalWMiA rNyboKylo penuruosHylo ybeaeHHOCT aBTOpa B W3BEYHOI rapMOHMK
MMPO3[aHuA, 3aKPENUTCA BO BCEX €ro MOcnepylowux CUMGOHMAX KaK BEHYAlOLas apXWTEKTOHWKY LMKNa
BENMYECTBEHHAA apKa.

13 Bcex bpykHepoBCKuX TBOpeHUiA TpeTbA CUMBOHUA, NOXaNyid, UMena caMylo ApaMaTuyeckylo cyabby. Tpumpbl
OTKNOHEHHaA My3blkaHTaMu BeHcKoit GunapMoHuK, OHa Bbina HaKOHEL WCMONHEHa MoJ ynpaBneHueM aBTopa
BO BTOPOIA, CUIbHO COKpalleHHod peaakunn 1877 ropa. Mpembepa 3aKOHYMNACh COKPYLIMTENbHLIM NPOBANOM
— nybnuka ncnonb3oBana Niobylo nayay, 4tobbl NOKMHYTH 3an. Korpa ot3Byyan nocnefHUi akkoppd, B napTepe
ocTanacb ropcTKa chywatenei (cpeou HMX OKasanca oMbl TyctaB Manep, BbipasuBlmMit bpyKkHepy cBoe
Bocxuwenue). U tonbko yepes 13 net ywxe tpetba (1888—1889) penaruma TpeTbeit cumdonnm bbina oueHeHa no
[OCTOMHCTBY — [OATOMAAHHbIA TPUYMG JOMKeH ObiN BO3HArpaauTh KOMNO3UTOPA 3a BCH FOPEUb HEMPU3HAHUA.

Pasnuuna Memay Tpema pefakuMaMu 3Toi cuMQOHMM (BOO06ABOK, MMEETCA OTHENbHAA pefakuna MeaneHHoM
yacTv 1876 rofa) HacTONbKO BEAMKM, UTO KaKaas M3 HUX CEroIHA UMEET CaMOCTOATENbHYI0 UCNONHUTENbCKYI
cypbby. M xoTa 60nbLIKMHCTBO AMPUIKEPOB 0TAAET NPeANOuTEHNE NOCNEHEA pejaKuum, Mbl NPEAaraeM Baliemy
BHUMaHMio TpeTbo cMMQoHMI0 B Bepcku 1873 roa — KaKoii OHa bbina M3HayanbHo 3aayMaHa bpyKHEpOM U KaKoik
ee npuHAn Puxapg Barwep.

«bpykHep — 3to LLybept Hawero BpeMeHn. B ero My3sbike Mbl OlwylwaeM Takylo Gypio uyBcTB, Takoe obunue
Wgei, 4To 0CTAeTCA TONbKO BOCXMILATLCA HOraTcTBOM AYXOBHOr0 MiPa KOMMNO3WTOPA...» — TaKoil 0T3bIB B Npecce
Bbi3Bana Yerepran «PoManTHecKan» cumdponua (Mu-6eMonb Maxop), npembepa KOTOpOi cocToAnack B
despane 1881 roga B BeHe nog ynpasnennem Bbifatoweroca aupuxepa lanca Puxtepa. OgHako Hauano paborel
Hajl CMMGOHMeil 0THoCHTCA K bonee paHHeMy Bpemenn — K 1874 ropy.
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[ina BpykHepa Hauanacb nonoca TpymHocTedi M Heymad. Menad nonpaBuTb CBOE CKyQHOE MaTepuanbHoe
MONOMEHUe W J06MTLCA [OCTOAHOTO MECTa B 06LLECTBEHHOW MW3HM Bewbl, bpyKHep nbiTanca nonyyuts Mecto
npenofaBatens Teopuu My3biki B yHusepcurere. [IpoTve 3toro Bocctan npodeccop U OfUH U3 aBTOPUTETHEMLLIMX
BEHCKMX KPUTMKOB — Iayapp [QHCNMK, [0 3TOr0 [PYKECKM PaCMONOMEHHDIA K KOMNO3NTOPY, a C 3TUX NOP CTaBLUKA
€ro HenpuMUpMMbIM BparoM. B pesynbTate My3bika bpykHepa HagoAro Ucyesna ¢ KOHLEPTHbIX NNOLafoK BeHbl.
Wna HascTpeyy nybnuke, aBTop nepepabaTbiBaeT CBOM COMMHEHMA, NbITAACh CAeNaTh Ux bonee poctynHeiMu. Tak
BO3HWKNA M HOBasA pefakuma YetBepTon cuMoHmuu, 3aKoHueHHas B 1878 ropy. Yepes aBa roga bpykHep cHosa
BEPHYNCA K HEid, MOYTH 3aHOBO COYMHMB MOCNEAHION YacTb. TONbKO B TaKoil pefakumn cuMgoHua Morna bbitb
pasyyeHa M UCMOMHEHa, ycrex ee NPeMbepbl CTan NpooroM K [ONr0MAaHHOM U3BECTHOCTH bpyKHepa.

TAroteBWwMA K uMCTOW, «abcomoTHoit» My3bike, bpykHep wu3beran nporpaMMHbIX 3arofioBKOB M TONbKO
[MHCTBEHHBII a3 fan Ha3BaHue cBoell cuM@oHnn. 0HaKo KaKoi-NMbo CHoXKeT, NporpaMMa B MPAMOM CMbICAE
cnosa 3gech otcytcTBYeT. [10f3aronoBok «PoMaHTUYecKad» MOMET TPAKTOBATbCA OYEHb LUIMPOKO, HO CaM
KOMNO3WTOp, BUAMMO, X0TeN YKa3aTb Ha 06wy 06pa3Hylo U CTUNEBYI0 HAaNpaBNEHHOCTb CUMGOHMM, Ha CBA3b
C MaHTEUCTUYECKUM BOCMPUATUEM NPUPOIbI KaK YMCTOrO 06pa3ua BOMECTBEHHOW rapMOHMM, C «POMAHTUKOIA
neca» Bebepa, Llybepta u BarHepa. OcobeHHo owyTuMbl napannenu GpyKHepoBCKOA CUMGOHMM ¢ nponoroM
rpaHpvo3Hoii TeTpanorun «Konbuo Hubenyxra» Barxepa — onepoit «3onoto PeitHax.

Mpu atoM «PoMaHTMuecKas» — e[MHCTBEHHAA W3 OPYKHEPOBCKMX CUMAOHMA, HANONHEHHAA KOHKPETHO-
JKMBONMUCHBIMM 3BYKOBBIMY accoLmMaumuamm (310 pogHuT ee ¢ «[lactopanbHoii» cumdonmeit betxosea). 0pHa u3
TeM NepBoi YacTi byKBanbHO MMUTMPYET NOCBMCT CUHULBI, CKepLo npeacTaBnseT coboil yaMBUTENBHO 3pUMBIil
06pa3 CTpeMMUTENbHON CKAYKN O[EPIKUMBIX a3aPTOM OXOTHUKOB; @ B Hayane GuHana MHOrMM CbILUMTCA LWKBAN
NeTHel rposbl...

Mbl npeanaraeM BaleMy BHUMaHUIO NepBOHaYanbHyl pefakunio «PoMaHTuyeckoi» cumponnn 1874 ropa Kak
Haubonee «uucTblii» 0bpaseL BpyKHepoOBCKOro CTUNA, HapAdY C WHTepecHeiweii Bepcueit duxana 1878 ropa,
KoTopoMy caM bpykHep xoTen AaTb N0J3aron0BOK «HapORHbI NPa3AHUKY.

Nepebie Habpocku Matoii cuMponun cu-6eMonb Mamop oTHocATcA ewe K 1869 ropy. 0gHako BNNoTHYl0

BpykHep npucTynuA K 3ToMy 3aMbicny B Havane 1875 roga. KoMno3utop Haxoauncs B CTECHEHHOM MaTepHabHOM
¢ o
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MonoMeHM — ytobbl u3beratb [ONroB, OH ObIN BbIHY}KMIEH NOCTOHHO [aBaTb YacTHbIe YPOKM, OTHUMasA Y cebs
[OparoLeHHoe BpeMA ANA COYMHEHMA My3bIKW, MUCbMa 3TOr0 Nepuofa NoMHbI CMATEHUA W pa3oyapoBaHna. OfHako
B OJHOM cyabOa ynbibHynack KOMNO3WUTOPY — NIETOM 3TOr0 rofa OH, HECMOTPA Ha CONpOTMBNEHME [aHCMKa, Bbin
MPUHAT Ha NPEnopaBaTesbCkyt JONEKHOCTL B BeHCKMi yHMBepCuTeT (NpaBpaa, B KayecTBe SMLb «HEONNaunuBaeMoro
NnexTopa»). CTynenTbl BCTPETUNM HOBOrO Npodeccopa oBaLuel; NoboBb M YBaKEHE KoHbIX MOONEYHbIX CKpPaLLIMBAIM
bpykHepy MHOr e KU3HEHHbIE HEB3TOfibl. K MOMEHTY OKoH4aHNA cuM@onmu, netoM 1876 roga, B l'epmaHum cocToAnoch
rpaHauMo3HoE COGbITUE B WUCTOPUM EBPOMENCKOI KynbTypbl — OTKpbiTMe baiipeiitckoro dectusana. Mo nuuHomy
npurnawennio BarHepa nonHbliA BocTopra v bnaroroBeHMs bpykHep npubbin Ha TOPHKECTBEHHbIE MPEfCTaBNEHUA
«KonbLia HubenyHroe».

ExBa 3aKoHuMB CUMQOHMI0, BpyKHEp Hauan paboTy Hap HOBBIM, YCOBEPLUEHCTBOBAHHbIM €8 BapHaHTOM, KOTOpbIi 3aBepLuMn
B 1878 rogy (onHOBpEMEHHO OH NOMBEPT PEBU3MM M OCHOBATENbHO NepepaboTan Tpu paHee HanucaHHble CUMPOHUN).

Yenbiwarb NaTyto cuMdonmto bpykHepy Tak U He foBenoch. JIWWb B MOCMEAHUE TObI *KU3HW, KO KOMNO3WUTOPY
HaKoHew ynbibHynack cnaea, BepHbIA Apyr v yueHuKk bpykHepa Opanuy Llanbk pewwnca ucnonuts ee B [paue, Ho
TAMKENOOONbHOI aBTOP YIKE HE CMOT BblEXaTb Ha NpeMbepy.

W3 Bcero papa bpykHepoBckux cuMdoHuii NATas ocTaeTcA caMoil CNIOMHOM Kak [NA MCMONHUTENEH, TaK M AnA
BOCMPUATUA W, OHOBPEMEHHO, CAMOi TaUHCTBEHHOM, 3araflouHoi NapTuTypoil. Heapom caM KoMNo3uTOp Ha3Ban
ee «daHTacTudeckoi». [lpyrue, NpUHATbIE Y My3bIKAHTOB, €€ HA3BAHUA — «XOpasbHas CUMBOHUA», «CUMPOHUA
pizzicato», «Tparuyeckas cumonusa», «Hinutep XIX Beka» M, HaKOHEL, «KOHTPANYHKTUYECKMIA LefeBp» —
MOMOraloT COCTaBUTb ee 00pa3HO-3MOLMOHaNbHYK XapaKTepUCTUKY: BAM30CTb K LIEPKOBHO-MY3blKa/bHOW cdepe
(0bpasbl NeHUA 1 3BYKOB OpraHa NpoXoAAT Yepes BCK CUMQOHNIO), TNYBOKMIA, XOTA M HU a3y He pacKpbIBaloLuiicA
[0 KOHLA ApamMaTi3M W NONM(GOHUYECKOE MACTePCTBO, JOCTUTLLEE NOYTH 3anpefiesibHbIX BO3MOMHOCTEN.

«[eHManbHLIM BOMMOLLEHUEM OpraHHOi UMNPOBU3aLMM» Ha3Ban MATylo CUMQOHMIO BbISAIOWMIACA MHTEpNpETaTOp
BpyxHepoBcKoil Mysbikn Oitre floxym. [ledicTBuTenbHo, cUMGOHMA KaK BYATO MPUOTKpbIBAET 3aBecy Haf 3ToM,
WCHe3HYBLLMEN ANA HAC CTPaHULER ero TBOPYECKO AeATENbHOCTH. [NaBHasA ee 0COBEHHOCTb — CUHTE3 CBOBOAHOTO
My3bIKasbHOr0 MOTOKA CO CTPOXKaiALIEid OpraHu3aumei Lenoro, UMNYNbCUBHO-CTUXMIHOE Hayano, ByanupyioLee
TUFaHTCKYH, MeasbHO BbICTPOEHHYIO CUMGOHNYECKYHD KOHCTPYKLMIO.
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BetynneHne K nepeoii YacTH, Ha3BaHHOE KOMMO3WTOPOM «MHTpoayKumel» (eaMHCTBEHHbIA Y bpyKHepa chyuait
ME[IEHHOr0 BCTYNMEHUA K CUMOHUM!), BOCMPUHUMAETCA Kak ONpobOBaHME OPraHMCTOM WHCTPYMEHTA, ero
PErucTpoBbIX 1 TeMOPOBbIX BO3MOMHOCTEN, KaK MoCTENeHHoe cobupaHue Mbicneld, nosbop MoTMBOB AnA Bynyuiero
passuTus. OfHoBpeMeHHo MHTpoayKuuA — 3epHo Beero byayLuero npousseaeHua. M3 Hee Ha Halumx rnasax poraaetcs
cTpeMuTeNbHan nynbcauna Allegro, B Heil CKpbITbI «3epHa» TeM BCEX APYruX yacTeid, BKMouas Guxan. CnoHeiiwasn
KOHCTPYKUMA 3aKMIOYMTENbHOI YacTH, COYETAlOLAn COHATHOE annerpo ¢ [BOWHOM (yroi, TaKwe bepeT Havano u3
MHTPORYKUNM W CBA3AHA HEBUANMBIMU HUTAMM C 06pa3HbIMK M TEMATUHECKUMU «TMHUAMMU» BCEI CUM(OHMM.

MeHHo Tak Miobun BbICTpaMBaTb bpyKHEp CBOM MMMpPOBM3AUMM — HauMHas cO CBOBOAHOrO MpemioAvpoBaHus,
NPUBOAMTb Pa3BUTME K rPaHAMO3HOK (yre. BHesanHble nepeMeHbl AMHAMUKKM U TeMOpOB, OLLyLIEHME Ha rMia3ax
POMAatowweicA My3blki covetatotca B [1ATOA CUMQOHUN C BENMYILLIMM MacTepCTBOM KOMMO3UTOPCKON TEXHUKM
1 apXUTEKTOHUKM MOHYMEHTa/bHOW GOPMbl...

lllectaa cumdonua na Mamop counHanach bpykHepom B 1879—1881 ropax. OpHoBpeMeHHo KoMno3uTop
paboTan Hajl CTPYHHbIM KBWHTETOM — €[MHCTBEHHbIM 006pa3LOM KaMepHOro aHpa B CBOEM TBOPYECTBE.
B *u3HM KOMNO3MTOPA NOCTENEHO NPOMCXOAMAN NepeMeHbl. [locne NECATH NET 0UAAHUA ero 3a4NCTUAM B LUTaT
MpupBOpHOIA Kanennbl «AeACTBUTENbHBIM» OPraHUCTOM, YCMEX ero NeKLUMi Nobyaun pyKoBOACTBO YHUBEPCUTETA
Ha3Hauutb bpykHepy perynapHoe «anoBaHbe. MartepuanbHble TPYOHOCTM OCTafnMCb N03afM, MEHANOCH
W oTHoWeHMe K Hemy nybnuku. C ycnexom npo3syyana “letBepras cMMQOHUA, [pY3bA-My3bIKaHTbl aKTUBHO
nponaraHgupoBanu ero TBOPYECTBO, UCMOMHAA B MPUBATHLIX KOHLEPTaX OTAEMbHbIE YacTW ero NPoM3BefeHMil
B TPAHCKpUNUMAX AN GOpTenuaHo.

Tak 1 nBe cpeahue yacTy Llectoit cuMdoHMu npo3Byyanu B punapMoHuyeckoM KoHuepte B ¢espane 1883 ropa
1 6binK TENN0 BCTPEYEHBI MHOFOYUCNEHHON NYONMKOIA; AaXe CaMble HeN4YHbIe KPUTUKM He CMOTNM HallTV NoBOfa
AnA nopuuanmit. 0pHaKo NONHOCTbIO CMMGOHMA NPO3BYYana TONbKO NOCAE CMepTH KoMNo3uTopa (OfHUM U3 ee
rOPAYMX 3HTY3MacToB Ha pybexxe Bekos ctan [ycTas Manep).

CounnsiBwasnca Ha pybewe mecatunetid, Lectas cuMQOHMA 0Tpasuna BaHeiluMiA Nepexof B TBOPYECKO!
3BO/toUMM BpyKHepa — oT npowusBefeHuid, HanucaHHbix B 1870-e rofbl, K 06eCCMEPTMBIUMM ero UMs TpeM

nocnegHUM TBOPEHUAM. ,I]OCTVII'HYB OI'IpEﬂEJ'IEHHOVI BEPLUHbI B npenblp,ymeﬁ CVIM¢0HVIVI, KOMMO3NTOp WULLET
¥
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HOBblE MyTV W BblpasuTesnbHble cpefctea. Ha nepsbiit nna B Llectoil BbIXoguT puTMMYecKan opranusauus
MY3bIKaNbHOr0 NpocTpaHcTBa. «Hu B 0fHOR Apyroi cuMdoHum, — nuiwet My3bikose Mapuha OunumoHoBa, —
Mbl He BCTPEYaeM TaKOr0 MHTEHCMBHOTO PUTMUYECKOr0 pa3suTuAx». Mo cnoam leHHapua PompaecTBeHcKoro,
NOAUPUTMMA NEPBOIA YACTV CUMGBOHNM [ENAET ee «OAHON U3 CaMblX CNOMKHbIX U 3arafl04HbIX BO BCEM MUPOBOM
peneptyape» M 3acNyMBaeT CPaBHEHUA C CaMbIMM CMENbIMM ONblTaMu B 3T0i obnactn Yapnbsa Aii3a u
Wrops CrpaBuHcKoro. HeobbIkHOBEHHOI BHYTpEHHe! rnybuHOA nopakaeT TpaypHas BTOpaA 4acTb, Bbi3blBas
B namati Adagio YetBepToil M OHOBPEMEHHO MPEABOCXMLIAA 3HAMEHUTYID «TpaypHylo My3biKy» CefbMoii.
B Ckepuo cuMdonnm HeonaanHbIM Ans bpykHepa GaHTacTUYECKNM KONOPUTOM NopaaeT Tpuo, a 3aMblKaoLLmi
cMGOHMI0 PUHaN BO3BPALLAET HAC K CBET/bIM, FepouyeckinM obpasam nepsoi yacTu. TpapuLMoHHaA MaKopHas
KOfIa 3BY4MT N0-0C06EHHOMY PafiOCTHO U YBEPEHHO.

CeabMan cumponua Mu Mamop (1881—1883) oTkpbina HoBylo CTpaHMUy B HU3HM W TBOpuecTBe bpykHepa.
WcnonHenHas B KoHue 1884 roga B Jleiinuure 3HaMeHMTLIM OpKecTpoM [eBaHaxay3a nog ynpasnenueM Aprypa
Hukmwa w 3ateM BecHodl cnepyowero roga B MionxeHe noa ynpanenuem [epMaHa JleBu, oHa cpenana
uMA 60-neTHEro KOMNO3WTOpa NO-HACTOAWLEMY 3HAMEHUTHIM M [0 CUX NOP OCTAeTcA NMOMYNAPHEALUM ero
npoussefienueM. 0ZHOI U3 NPUYMH 3TOTO CTana cMepTb BarHepa, naMATV KOTOPOro MoCBALLEHA BTOPaA YacTb —
rnyboxoe ¥ BoxHoBexHoe Adagio. BcnoMHUB BbICOKYI0 N0XBaty, KOTOpOIA Kor f1a-To yocToun GaiipeiTckuil MascTpo
bpykHepa, BarHepuaHuUbl 06bABMIN €r0 «HAaCNeHUKOM» U «anocToNloM» MOKOHHOr0 MacTepa; bpykHepa Hepefko
CTanu BOCMPUHMMATD KaK npoomxarens Barxepa B cumMQoHuu, npoTMBonocTaBnAA bpamcy u ero CTOPOHHUKaM.

CaMm bpykHep 6bin fanek 0T My3blKanbHO-NapTWiiHbIX Oatanuid, pasbuBlMX BeHCKyl nybnuky Ha [Ba
MpOTMBONONOMKHbIX NnarepA. Ho cMepTb rops4yo niobumoro Mactepa cTana AnNA HEro TAMENbIM YAapoM U
0Tpasunach Ha My3sblke MeANeHHOM YacT U CUMGOHNM B LenoM. «DfHaKabl A BEPHYNCA AOMOA U MHE CTano
0YeHb FPYCTHO; A mopyman, uto MacTepy ocTanock HeZOAr0 UTb: Tak MHe npuLwno B ronosy Adagio», — nucan
KOMNO3WUTOP 0JHOMY M3 ydyeHukos. bonee Toro, ussectue o cMepTv BarHepa 3actano bpykHepa B MoMeHT
paboTbl HaJ reHepanbHoit KyNbMUHaLMel 3TOW YacTy; y3HaB 06 3TOM, KOMNO3UTOP, N0 COBCTBEHHLIM COBaM,
«Hanucan HacToALY TpaypHyto My3biky». Henerko 6yaet HaiTv My3biKanbHbIit 06pasel CTOMb e rny6oKoi 1
Mpy 3TOM BENMYECTBEHHOI CKOPOM, KaK napTuTypa 3Toil YacTy.

Tparuyeckwit xapaxkTep Adagio 6pocaet TeHb 1 Ha 3MMYECKYI0 NEPBYIO YacTb C ee MedneHHo pacTywmM, Gyaro
TAHYWMMCA K CBETY W3 rNYGOKMX HEAP 3eMNM 3a4MHOM BANTOPHbI, KOTOPbIA TaK HEOMMAAHHO o6opaunBaeTcs
OTYaAHHbLIM CTOHOM B CEPEAMHE YacTh; W Ha cyMpayHoe CKepuo, NpeaBoCXMWAs ApaMaTMyecKoe NpenoMieHme
3T0r0 HKaHpa B NOCNERHUX CUMQOHMSX.

Ho 3HepruyHbIA, fedCTBEHHbIA GUHAN COBHO paccemBaeT TyuM, 4T0bbl CHOBA MPUBECTM HAC K TOPHKECTBEHHOMY
anoeo3y, ubo cybbekTvBHbIe CTpajaHuA yenoBeka pacTeopatTcA Ana bpykHepa B obweM xope cnaenexus
Teopua... Mo cnosam ConnepTuHcKoro, NOCAEAHME TaKTbl PUHANA «NO[06HLI 6e3rpaHyHbIM KapTUHAM 3QUPHBIX
MPOCTPAHCTB M 3BE3[HLIM NECHOMEHNAM NnocnedHeid YacTh beccmepTHoR Noambl [lanTex.

Pabota Hap BocbMoii cuMonmeid 4o MUHop bbina Hauata bpyKHepoM noyTk cpasy nocne oKoHYaHnA CeabMoit
W npoponkanacb oKkono Tpex net. B asrycre 1887 roga naptutypa 6bina 3aKoHueHa, M KOMMO3WTOp nocnan ee
l'epMaHy JleBu — aupuikepy, CTaBLueMy, No 3aBellanmio BarHepa, e AMHCTBEHHBIM UCNONHUTENEM €ro nocnesHed
onepbl «Mapcugpanb». Ho MacTuTbiil fupnep cyen HoByl cuMQOHMIO bpykHepa HeucnonHUMON, YeM noBepr
KomnosuTopa B oTyaswve. llon BanAHMem fpyseit bpykwep npuxanca 3a nepepaboTky cuMQOHMM, KoTopas
[iaBanacb eMy Henerko — BTopas pefjakuma bbina 3akoHyeHa nvwb B 1890 ropy.

Mpumep BocbMoit cMMGOHMM HarnsapHO AEMOHCTPUPYeT AYXOBHOE ORMHOYECTBO bpykHepa He TonbKo cpenu
WMPOKOA NYBAMKM M My3bIKANbHOA KPUTUKW, HO [aMe B CBOBM Kpyry Apysedt W nouutateneit. U3 nyuwmx
NOBY»eHWit OHW CTPEMMANCH NOAOrHATL ero CUMAGOHNM N0 LWMPOKO PacnpoCTPaHEHHbIE «CTaHAAPTHI» 3BYUaHUA.

[lase cunbHO COKpalleHHas M M3MeHeHHas BTOpas PefakumMA CMMGOHMM Obina «OTKOPPEKTMPOBAHa» BTallHE OT
KOMno3uTopa. bpykHep He Mor 6biTb 3TUM [OBONIEH, fiaske HECMOTPA Ha To, YTO NpeMbepa (OHa coctoAnach B Bexe B
nexabpe 1890 roga noa ynpaenexreM [aHca PuxTepa) npuHecna eMy HoBbIA TpuyMd. OHaKO OH yKe He MMen cun bopoTbea
3a CBOW TBOPYECKME NpaBa — 06 3TOM FOBOPAT CTPOKM M3 NucbMa K aupukepy Genukcy BaiiHraptHepy: «f pekoMenayio
Bam cokpatub duHan. O Hanucaw ana bypywmx BpeMeH, fa W T0 ANA Y3KOT0 Kpyra Apy3eil U 3HaTOKOB».

«Bynyume BPEMEHa» HACTynunu HeCcKopo. ABTOpCKaﬂ naptutypa BocbMoii CVIM(IJOHVIVI, OYULLEHHaA OoT

«[iPY*KECKMX» BMELUATENbCTB, Obina Bnepable ony6nukosana Tonbko B 1944 rogy. B atom u3pgaxum Pobept Xaac,
KaK v B ciyyae co Bropoit cumdonueid, 06beuHun nepsylo U BTOPYIO pefaKLmu.
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AHTOH bPYKHEP

Tooyzaporsennbiii CuMqoRHICOKNHTE OpKECT)
Munnerepersa kyarypoi CCCP

Tnpuxep I'ennapnii POKJIECTBEHCKH

BocbMas cumdoHma — obpasew nosaHero cTunA bpyKHepa, B KOTOPOM 3MUHECKVE MacLLTabbl COYETAKOTCA C OCTPOTOIA TPArvHECKUX
KOHMKTOB. [IpaMaTU4ecKoe HanpsKeHUe 1 MOMEHTBI BO3BbILIEHHON, UIOCOGCKOA MMPMKY, 06pasbl MOLLHOIA, BoraTbipcKoit
CWIbl ¥ MACTUHECKO0 CO3epLIaHi A — BCE CNAAHO B YMBYTENBHO LIEMbHYH KOHCTPYKLMIO, NPEABOCXVILLIAIOLLYI0 CUMQOHUHECKVE
10fI0THa KOMMO3UTOPOB CIIEAYIOLLIErD CTONETUA.,

3Ja nepBoii YacTbIo, B KOTOPOIA COBPEMEHHMKM CMbILLAMM CTPAaHUA «3CXUNNOBCKOrO [poMeTeA», @ CaM KOMMNO3MUTOP HasblBan
OCHOBHY TeMY «BO3BELLEHNEM CMEPTU», CllelyeT MOHyMeHTanbHoe CKepLio, KOTOpOe aBTOp CpaBHYBaN ¢ MUGUUECKVM 06pa3oM
«HeMelKoro Muxensx; ero 3yuaHve poKpgaeT 06pa3 MOry4ero U 3aBOParKBAIOLUET0 JBUMKEHMA B MOYTU KOCMMUYECKUX
MaciuTabax. KpynHeiwee B cMoHUM4eCKoM TBOpueCTBe bpykHepa Adagio — BIOXHOBEHHbI HOKTIOPH, MOTPYKaIOLLMiA HaC B
caMmble 6e3710HHbIE Ty6UHbI 3MOLMOHAMbHbIX NEPerKMBaHMIA KoMNO3UTOpa. My3bika 3T YacTi NPOXOANT BCE KPYry AYXOBHOMO
BbITVA, YTOObI B KOHLIE KOHLOB OTCTYMUTL MO MOTYYMM «KaBanepUickuM» HAaTUCKOM (GMHana (BpyKHEp COYMHUN OCHOBHYIO
TeMy MocnieaHeld YacT! Mo BMeyaT/eHveM rpaHAMO3HOT0 BOBHHOMO Mapaja Ha BCTpeue Tpex UMnepatopos B OnbMioue
B 1884 ropy). Becb ¢wHan ycTpemneH K MOMeHTY, B KOTOpOM bpyKHep 0fHOBPEMEHHO COYETAET 0CHOBHbIE TeMbl BCeX YeTbipex(!)
yacteil CUMQoHUM. MoHHO BITIETb B 3TOM aHANOMyto ¢ MHaNaMm BETXOBEHCKIMX CUMGIOHMA, C M0G0 YENOBEYECKOR BOMM Haf
ciunami poka v cMepTy. Ho no3o/um cebe TpaKToBaTb 370 M NM0-APYTOMY — KaK OTParKeHMe eAUHCTBA MPOTUBOPEYBOT0 MUPa,
1 B TPYAHOM, My4UTENILHOM OCO3HaHMM 3TOr0 EMHCTBA, MOMET ObITb, 1 3aKNH04eH ApaMaTHyeckuid nadoc BocbMoii cumdonmu.

K counnenmio nocneaeid, [lesaroii cuMdonum pe Munop bpykHep npuctynun B asrycre 1887 roga — cpasy e nocne
OKOHYaHUA npepblyleii. Bckope, OfHaKo, ee NPULIAOCH HAONITO OTNIOMMTL M3-3a PaboTbl HaZ HOBBIMM PeaKLNAMU
BocbMoii 1 HekaTopbIx apyrux cumgoruia. Juws B 1891 ropy bpykHep nonyuun Bo3MOMHOCTb BEPHYTLCA K €8 COUMHEHMID.

JakoHume K 1893 rogy nepeyio YacTb, a rog cnycta Ckepuo 1 Adagio, OH NpUCTYNAN K COMMHEHWIO MOCTELHEIA YacTH,
KOTOpas J0MHKHa bbina CTaTb CaMbIM rpaHaM03HbIM (UHANOM ero CUMQOHMYECKOro TBOpYecTBa. UHaKo cunbl NOKVAAIT
KoMno3utopa. loHMas, 4To eMy OCTAeTCA HEZoro MuTb, bpyKHEp MpeAnucLIBAET B 3aBEWaHWW UCMOMHATL [leBsTyio
cMdoHmio BMecTe ¢ «Te Deum» B Ka4ecTBe 3aKmI04MTENbHOA YacTy... OfHaKo, cobpas nocnefH1e CUAbI, YOPHO MPOLONHKaeT
COuMHATL (MHaN BNAOTb 40 NOCNeAHero MecAua u3hn. 06napasiuero rnybokoid 1 TBeppoi Bepoid bpyKkHepa He ocTaenAna
Hapeaa, yto ['ocnofib NO3BONMT eMy 3aBEPLUMTH NMOCNIEAHEE TBOPEHUE, OAHAKO 3TOMY HE CYMK[EHO ObINo Cy4MThCA.

Mepsoe ucnonHexne Tpex uacten [leBatod cumonum coctosnock B 1903 rogy. K ToMy BpeMeHu ero Mysbika
3aB0eBbIBaNa Bce H0MbLUyI0 NONYNAPHOCTb, HO MPOJONKaNna 3ByyaTh B CUNbHO 3MeHeHHOM Buge. Jiuwb B 1932 rogy
[lessitan cumdonmua bpykHepa npeactana nepefl Ny6nMKoNM TaK, Kak ee 3ajyMan KOMNo3uTop. 3aanue aBTopcKoil
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pefjaKuuu [leBAToi CUMGOHMM CTano NepBbIM NOYMHOM NMONHOro coBpaHus counHeHmit bpyKkHepa, B paMKax KoToporo
BCE CUMQOHMM M [APYTME COYMHEHWA KOMNO3MTOPA BbiM ONYGAMKOBAHLI B MX OPUTMHaNbHOM, CBOBOAHOM OT YyMMX
BMELLaTeNbCTB BUge.

CoumHAn TpeTbio, MeaneHHyt0 YacTb bpyKHep, cKopee BCEro, YyBCTBOBA, YTO Ha Heil 3aBEPLUMTCA €ro TBOPYECKMA
MyTb — HElapoM B ee aBTorpade Mbl BCTPEYaeM NoMeTKy «[lpoLLaHue ¢ u3HbIo». 3T0 OLLyLLeHVe YXoaa, NPUHATUA
CMEPTU W NMPUMMPEHUA C Heil COCTABAIAET CyTb MocniefHero bpykHepoBckoro Adagio, GopManbHas He3aBepLIEHHOCTb
[lleBATol cCMMQOHMM He MELLAET HaM OLLYLLATb €€ KaK LIeNoCTHoe, CrioxuBLueecA npou3senenme. Kak nucan o bpykuepe
KynbTyponor Anekcanap Muxaiinos, «nocne Toro Kak KOMNO3MTOp MaKCUMasbHO BbINOMMA BCE CHIbI, YTOBbI CKa3aTb
T0, 4TO OH XOTEN CKa3aTb, OCTAETCA TONbKO NOMOAIYaTh, NOTOMY YTO BO3MOKHOCTM YEJIOBEYECKUE MCHEPNAHbI».

[lae ¢ HeocyLecTBneHHbIM GuHanoM [leAtas cMMGOHNA UrpaeT pofib rPpaHAMO3HON «UHANBHOR YacTU» ANA BCEro
cUMGoHNYecKoro TeopyecTsa bpykHepa. KoHeuHo, 3pech Henb3a oboiiTuck 6e3 accoumaumm ¢ [leAtoil cuMoHMeit
berxoBeHa. W poaHAT He TONbKO TOHANbHOCTb (pe MMHOp) 1 CTPOEHHE LiMKNa co CKepLo Ha BTOPOM MECTE, HO Npexne
BCero, 06Lan apamaTyeckan HanpaeneHHOCTb B COBMHEHM C rPaHM03HbIMU MacLuTabami.

MHoro, ofHaKo, M pa3fuyHoro B CUMOHMAX «[1BYX BENMKWX b»: npou3BeseHe bpyKHepa HanucaHo coBCeM B fpyryk
30Xy, ero Tparu3M — CyTb OTPaKeHWe BPEMeHHW, OH MPeABOCXULLAET CTWMb My3blKaNbHOro 3aKcnpeccuonusma XX
Beka — Manepa, LllocTakoBuya, KOMNO3WTOPOB HOBOBEHCKOIA WKOMbL. HanpsxeHHbIA rapMOHUYECKMIA A3bIK MY3bIKU
bpykHepa, uaywmi ot Barvepa, cnoHas nondoHUYECKan TEXHUKA [OCTUrAIOT B €10 MocnesHei CUMBOHUN BbiCLLe
T04KM. [lo-MHOMY, YeM beTxoBeH, paspeluaet u BpyKHep ApaMaTuyeckwil KOHGMKT — He B bopbbe M npeooneHuM,
a B MUCTUYECKOM 3KCTa3e, B PacTBOPEHMM BCeX CTpapauuil B bore, B Bbicweit [apMonuu. U He cumBonM4HO nu To,
yto duHan, y betxoBeHa 3akaHumBatowmitca «0aoid K pagocTi», y bpykHepa ocTancA He3aKoHYeHHbIM, U UTOTOM €ero
CMQOHIM CTAHOBMTCA 3KCTAaTUHECKAA KyNbMiHaums B Adagio?

B Tom, uto bpykHep nocaATUn cumdonmio «mrobumomy bory», HeT HM Kannu GapucedcTBa. 3o oTpaMKeHue HavBHON
W HenokonebuMoi Bepbl YenoBeKa, cuuTaBlLero ceba CKPOMHbIM McmonHUTeneM Goxbeit Bonu. HecnyyaliHo B Kope
nocnepHeit Yactv cumdoHum bpykHep BepHynca K MonuTe «Miserere» u3 cBoeit Mecchl pe MuHop (1864). Ona Hecer
B cebe rnyBoKuii cMbICh, Kak U pasnuyMMble B NocReHuX TakTax Adagio TeMbl 3 [BYX NPeAWeCTBYloWMX CUMOOHHA.
PeMUHMCLIEHUMM My3bIKaNbHBIX 06pa30B, CBA3aHHbIX C BENM4MEM MWpo3faHuA (Hayano CedbMoit cuMoHwn) n
NpuYeckuM cosepuanuem (Adagio u3 BocbMoii) — 3T0 [aeT curbl NPUMMPUTLEA C HEM3OEIKHOCTBIO HaBUraloLLeicA
CMEPTY 1 NPUHATD €€ C MyAPbIM CMOKOACTBUEM.
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Symphony in F minor was Anton Bruckner’s first large symphonic piece. It was composed in Linz in 1862—1863
as a sort of an exercise, a result of his study of composition and instrumentation under Otto Kitzler. By the time,
Bruckner had had a 15-year experience as an organist, choir conductor, and church composer. Not so long before,
he successfully completed his study of several years standing in harmony and counterpoint with an eminent
Viennese music theoretician Simon Sechter and could be considered the foremost church musician of all Austria.
But all of a sudden, from a narrow circle of Catholic music, he plunged into a completely different sphere. Kitzler,
a cellist and conductor, a confirmed advocate of “innovative” musical tendency, who started his activities in Linz
with a staging of Richard Wagner’s Tannhduser, introduced his 38-year-old “pupil” (Bruckner was 10 years older
than his teacher) to the creations of the Bayreuth maestro. To Bruckner, that “listening encounter” with Wagner
became the deepest creative experience and had an impact on his entire destiny and composing career; that was
what eventually aroused irresistible craving for symphonic music in the cathedral organist from a provincial town.

The composer himself did not have a very high opinion of his “study symphony” as he dubbed it. Nevertheless, the
work initiated a monumental symphonic concept of one of the greatest composers of the 19th century, a starting
point of his thorny creative search. Of course, Bruckner still adhered to traditional guidelines of classical romantic
symphony — Mendelssohn, Schumann, Spohr — that were closest to him in time while the influence of Wagner’s
music was barely heard here. However, a sensitive ear is able to distinguish numerous gleams of Bruckner’s
manner. These are a bold thematic style, polyphonic technique, lengthy mountings of orchestral sonority leading
to powerful tutti, unconventional timbre solutions originating from hearing the orchestra from the standpoint of
an organist — all these appear in separate fragments but still single out Symphony in F minor among Bruckner’s
other “study” experiments in the sphere of instrumental music.

Symphony in C minor (1865-1866), which the composer named No. 1, was Bruckner’s next and a far more
confident step into the field of symphonic music. Bruckner still served as a church musician in Linz, but the
composer’s symphonic gift was clearly obvious in three big masses created in 1864-1868. In May 1865, during
the most active period of composer’s work on the symphony, Bruckner made the acquaintance with Wagner at the
premiere of his opera Tristan und Isolde in Munich.

Outwardly, the symphony does not go beyond a conventional four-movement cycle albeit this time Bruckner
follows its dramatic, Beethoven-style model. A resilient march rhythm sustained through almost the entire
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first movement and reappearing in the finale seems to keep the symphony within strict bounds of the chosen
“standard.” A lyrical and philosophical nature of Adagio, a vigorous rhythmic motion of Scherzo with a folk style
trio, and, finally, a dynamic development of the last movement “from darkness to light” to a triumphal C major
triad in the last bars of the symphony correspond to this standard as well.

However, the habitual bounds hide an intense struggle within — the composer’s fight with his own fears and doubts
for his individuality in this genre that was new to him, for complete assimilation into symphonic environment.
The creation of the symphony marked the beginning rather than the end of that fight the composer had to wage
for a decade (a deep nervous crisis he suffered soon after that was not accidental). But that was what made
for the deep tenseness of the symphony capturing its listener from the very first bars and tangible throughout.
The composer jokingly called his work “das keckes Beserl,” roughly translated as “the saucy maid,” for its bold
novelties and numerous violations of the strict rules — “impudence” is scattered all over the score.

The symphony was premiered in Linz and conducted by the composer in 1868. The orchestra, comprising partly
of theater musicians and partly of servicemen and amateurs, could hardly handle a complicated score that was a
stumbling block to most of the audience as well. Some venerable critic sincerely advised Bruckner that he wrote
in a simpler fashion. Nonetheless, Bruckner's friends and fans congratulated him on a considerable success
and wished him further achievements in symphony. By that time, the composer realized that the atmosphere of
provincial Linz was an obstacle for disclosing his mighty talent. Bruckner felt attracted to the European music
metropolis that was Vienna where he was destined to spend 27 years of his life full of intense creative work,
severe trials, and a long fight for recognition that was eventually crowned with success.

A quarter of a century later, in 1891, Bruckner decided to perform Symphony No. 1 again, and that time it was in
Vienna. But his deep self-criticism made him seriously reconsider the symphony and revise it completely. That
was how a new “Vienna version” came into existence, which combined courage of a symphonist exploring new
paths, wise economy of means, and filigree of orchestral style of an experienced composer.

Bruckner finished his Symphony in D minor by the fall of 1869, and it was his first piece composed in the
capital of Austria (in Vienna, he had a position of music theory and organ professor at the university replacing his

deceased teacher Sechter). Not long before that, Bruckner returned from his triumphant organ tour of France to
¢ o
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unfortunately find that Otto Dessoff, the conductor of the Vienna Philharmonic Orchestra, rejected his new opus.
Later, the composer also came to believe that the new symphony was “unworthy,” did not even mention it on the
list of his works and wrote Die Nullte (The Zeroth) on the title page with his own hand (this fact for many years
was in favor of a supposition that the symphony was composed before Symphony No. 1, in 1863—1864, and just
a few music experts finally confirmed the exact time of its creation).

Imbued with constant yearning for perfection, Bruckner probably could not forgive himself the roughness of the
shape of the extreme movements and certain stylistic inequality of the symphony. But for the sake of objectivity,
one should admit that even compared to a seemingly more orderly and integral Symphony No. 1, the “annulled”
symphony was Bruckner’s another accomplishment on his symphonic career. In search of his own path, he kept
turning off the beaten track at times losing his confidence, but even more often finding himself. The influence of
Beethoven's Symphony No. 9, Wagner's chromatic harmony and, at the same time, strictness of choral sounding
and baroque principle of theme development — foremost indications of a genuine Bruckner's style — showed
through this symphony in an unusually clear and distinct way though in a somewhat “raw” form like a precious ore
in rock layers. All these make it even more interesting as a sort of quintessence of his future creative career. Even
the finale, the most vulnerable “Achilles heel” of the symphony, was Bruckner’s first experiment in combining
both sonata and fugue forms, which was later realized in a grandiose finale of his Symphony No. 5.

The Symphony in D minor was performed as late as in 1924, the year of the composer’s hundredth anniversary.
Today, it takes its own place in the context of Bruckner’s symphonic works while being an original and distinctive
piece deserving attention.

Symphony No. 2 in C minor was started in the fall of 1871. A new creative surge came after Bruckner’s another
tour as an organist — that time it was London where he, the only foreign musician, was invited to the grand
opening of the Royal Albert Hall organ. A year later, the orchestra of the Vienna Opera successfully performed
Bruckner’s third big mass (in F minor) as well; however, that was not an excuse for Otto Dessoff who, after a
cursory rehearsal, rejected the new opera labeling it “meaningless.” Still, Bruckner managed to present his work
to public judgment — it happened at a gala timed to the Vienna World Exposition in October 1873. The symphony
enjoyed a warm welcome, but after a while Bruckner returned to its score to make some changes. The second
version of the symphony was finished and performed for the first time in 1876.
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Composed in the same key as the first one, Symphony No. 2 is nevertheless essentially different. It fascinates
with its lyrical anxiety, confession of its melodies, and freshness of traditional tunes of higher Austria — echoes
of the composer’s homeland. Some of its pages are colored with deep religious and mystical tones (such is the
genius second movement, the first example of truly Bruckner's Adagio with the remark “stately”); sounds of Mass
in F minor emerge in the symphony several times. Finally, the rhythm, another important component of Bruckner’s
music, gains in importance organizing the motion and dynamic development not only in an energetic Beethoven-
like Scherzo, but also in the extreme sonata movements.

In view of insignificance of the differences between the two versions of Symphony No. 2, Robert Haas, the editor
of the first collected works by Bruckner, considered it possible to combine them in one score; this is how the
symphony is presented on this recording.

“There is only one symphonic composer who comes close to Beethoven and that is Bruckner.” It was Richard
Wagner who praised the Austrian symphonist so highly while he was acquainted with only one symphony by
Bruckner, and it was Symphony No. 3 in D minor.

Bruckner began to compose it right after he finished his Symphony No. 2, having completed his work by late
December 1873. Wishing to dedicate it to Wagner, Bruckner set out to Bayreuth with the score so that the revered
Master could deliver a verdict on his new opus. Having looked through the symphony, Wagner briefly praised it,
and after a thorough examination he admitted it to be a masterpiece. “Dear friend, the dedication is justified, you
are giving me great pleasure with the work,” he told Bruckner.

The citations and allusions of Wagner’s themes in the symphony — leitmotifs from Die Walkiire and Tristan und
Isolde - are a distinctive sign of homage to Wagner. The connection with Beethoven's Symphony No. 9 is also
clearly perceptible; its monumental contours become a sort of a model for Bruckner’s subsequent symphonies.
A deep study of Beethoven's masterpiece allowed Bruckner to impart proper forms to his grandiose ideas and
finally find a symphonic style of his own. The trumpet part that opens the symphony, surrounded with flaring
strings (Wagner especially enjoyed this bit), returns in the last bars of the finale as a beaming major apotheosis;
this device reflecting the composer’s deep religious conviction in eternal harmony of the universe would anchor in
all his subsequent symphonies as a majestic arch crowning the architectonics of the cycle.
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0f all Bruckner's creations, Symphony No. 3 arguably had the most dramatic fate. Three times rejected by the
musicians of the Vienna Philharmonic Society, it was finally performed by the composer in its second, greatly
reduced revision of 1877. The premiere ended in an overwhelming flop — the audience would take advantage
of every pause to leave the hall. After the last chord faded away, only a handful of listeners left in the stalls,
including young Gustav Mahler who expressed his admiration to Bruckner. Only thirteen years later, the third
revision (1888—1989) of Symphony No. 3 was estimated at its true worth — the long-awaited triumph was a
reward for all the bitterness of non-recognition.

The differences between the three revisions of the symphony (in addition, there is a separate revision of the
slow movement made in 1876) are so enormous that each of them has seen a performance history of its own.
Although most of the conductors give preference to the third version, we bring to your attention the 1873
revision of Symphony No. 3 as it was originally conceived by Bruckner and appreciated by Richard Wagner.

“Bruckner is a Schubert of our time. There is such a stream of sensations in his works, one idea pressing the
next, that one really has to admire the richness of his spirit...” That was a critical response to the composer’s
Symphony No. 4, commonly known as Romantic Symphony, that was premiered in February 1881 in Vienna
and conducted by the outstanding Hans Richter. However, the origin of the symphony dated back to an earlier
time of 1874.

For Bruckner, it was the beginning of a streak of hardships and bad luck. Wishing to mend his finances and win
a deserving status in the social life of Vienna, Bruckner tried to obtain the position of music theory teacher at
the Vienna University. However, Eduard Hanslick, a professor and one of the most competent critics in Vienna,
strongly opposed to it. A man who had been on friendly terms with the composer became his uncompromising
enemy. As a result, Bruckner's music disappeared from the Viennese venues for a long time. Meeting the
audiences halfway, he would rework his compositions in an attempt to make them more accessible. That
was how a new revision of Symphony No. 4 was conceived and completed in 1878. Two years later, Bruckner
re-revisited the symphony, and that time he almost re-imagined its last movement. That was the only version
that could be learned and performed, and the success of its premiere became a prologue to Bruckner’s long-
expected fame.
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Being strongly attached to pure, “absolute” music, Bruckner avoided program titles, and that was the only time
he gave a name to his symphony. However, it is deprived of any plot or program in a direct sense of the word. The
subtitle “Romantic” could be interpreted in a very broad way, but the composer probably wanted to describe a
generic figurative and style orientation of the symphony, its connection with pantheistical perception of nature as
a pure image of the divine order, with “forest romanticism” of Weber, Schubert, and Wagner. The parallels between
Bruckner's symphony and the opera Jas Rheingold, a prologue to the grand tetralogy Der Ring des Nibelungen by
Wagner, are particularly tangible.

At the same time, Romantic Symphony is the only one of Bruckner's symphonies filled with specifically picturesque
sonic associations, and it creates an affinity with Beethoven's Pastoral Symphony. One of the themes of the first
movement literally imitates whistling of a tomtit, Scherzo is a surprisingly visual picture of a violent gallop of
excited huntsmen, and the beginning of the finale so much resembles a thunderstorm in summer.

This album features the initial version of Romantic Symphony of 1874 as a purest example of Bruckner's style
along with the most interesting revision of the finale of 1878 that Bruckner wanted to subtitle as Volksfest
(“Popular Festival”).

The first sketches of Symphony No. 5 in B-flat major date back to 1869. However, Bruckner began to get down
to the concept in real earnest only in early 1875. The composer was in straitened circumstances so that in order
to avoid debts he gave numerous private lessons depriving himself of precious time he could use for composing.
The letters of that period were full of confusion and disappointment. But fortune smiled upon him when in the
summer of that year he, disregarding the resistance from Hanslick, was given a position at the Vienna University,
although just as an unpaid lecturer. The students met their new professor with a great ovation; the love and
respect he received from his young apprentices would brighten up many of the composer’s misfortunes. By the
time of completion of the symphony in the summer of 1876, a grand event in the history of European culture took
place in Germany, and that was the opening of the Bayreuth Festival. Overwhelmed with delight and reverence,
Bruckner arrived to the gala performance of Der Ring des Nibelungen on Wagner's personal invitation.

Bruckner had scarcely finished the symphony when he started to work on its new, improved version that he

completed in 1878 (simultaneously, he also revised and thoroughly reworked three of the earlier symphonies).
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The composer never heard his Symphony No. 5 performed by an orchestra. Only during his last years, when
Bruckner finally found fame, his loyal friend and student Franz Schalk decided to perform it in Graz, but the
composer was sick and unable to attend the premiere.

Among all the symphonies by Bruckner, Symphony No. 5 remains the most complicated for its performers and
hearing perception alike, but at the same time, it is his most mysterious score. Not without reason, the composer
once called it “fantastical.” Musicians occasionally refer to the symphony as “choral,” “
century Jupiter,” and, finally, as a "counterpoint masterpiece,” which helps us give it a pictorial and emotional
description: neamess to the church musical sphere (images of chants and organ sounds run all through the
symphony), a deep yet never fully exposed dramatic effect and polyphonic mastery that is almost beyond belief.

pizzicato,” “tragic,” “19th

The prominent interpreter of Bruckner's music Eugen Jochum called Symphony No. 5 a genius embodiment of
organ improvisation. Indeed, the symphony sounds as if it uncovers the page of his career that was lost for us. Its
main feature is a synthesis of liberated music flow with the strictest organization of the whole, an impulsive and
spontaneous beginning drawing a veil over a gigantic, ideally built symphonic structure.

The prelude to the first movement, which the composer called Introduction (this is the only occasion when
Bruckner came up with a slow prelude to a symphony!), feels like an organist testing his instrument, its register
and timbre capabilities, as if gradually collecting his thoughts and selecting motifs for a future composition.
What ensues from it is a swift pulsation of Allegro that hides “seeds” of the themes of the other movements,
including the finale. A most complicated structure of the concluding movement combining sonata allegro and a
double fugue also comes from Introduction and has an invisible link with the image-bearing and theme lines of
the entire symphony.

That was the way Bruckner liked to build his improvisations, starting with free preluding and taking the
development to a grandiose fugue. Symphony No. 5 combines abrupt alterations of the dynamics and timbres and

the finest mastery of composing techniques and architectonics of a monumental form.

Bruckner composed his Symphony No. 6 in A major in 1879—1881. The composer concurrently worked on
a string quartet, the only example of chamber music he ever created. His life was seeing some change. After

13

ten years of waiting, he was taken on the staff of the court orchestra as a “full” organist. The success of
his lectures forced the administration of the university to fix a regular salary to Bruckner. With the financial
difficulties left behind, the public opinion was growing more favorable as well. The performance of Symphony No.
4 was a success; the composer’s musical friends actively promoted his creations playing fragments of his works
transcribed for the piano.

So, two middle movements of Symphony No. 6 were performed at a philharmonic concert in February 1883 and
received a warm welcome from the audience. Even the most acrimonious critics could not find an excuse for
reproach. However, the symphony was performed in full only after the composer's death (Gustav Mahler became
one of its most enthusiastic admirers).

Symphony No. 6 composed at the turn of the decades reflected an important period in Bruckner’s creative
evolution, from the pieces composed in the 1870s to his last three works that made his name immortal. Having
reached a certain peak with his previous symphony, the composer looked for new paths and expressive means. In
his Symphony No. 6, Bruckner brings a rhythmical organization of musical space into the foreground. “We do not
meet as intensive rhythmical development as this in any other symphony,” wrote musicologist Marina Filimonova.
According to Gennady Rozhdestvensky, the polyrhythm of the first movement of the symphony makes it “one of the
most complicated and enigmatic in the world repertoire” and deserves comparison with the boldest experiments
by Charles Ives and Igor Stravinsky in this field. A funereal second movement strikes with its unusual internal
depth making us recall Adagio from Symphony No. 4 and at the same time anticipating the famous mournful
music of Symphony No. 7. Scherzo of the symphony amazes with its fantastic coloring, which is too unexpected
for Bruckner, and the finale returns us to the light, heroic images of the first movement. A traditional major coda
sounds particularly joyful and confident as if the composer has a presentiment of his long-awaited glory.

Symphony No. 7 in E major (1881-1883) opened a new page in Bruckner’s life and career. The symphony
premiered in late 1884 in Leipzig by the famous Gewandhaus Orchestra conducted by Arthur Nikisch, and
when it was performed in the spring of the next year in Munich by Hermann Levi, it made the name of the
then 60-year-old composer truly famous and has been his most popular work till now. One of the reasons for
it was Wagner's death to whom the composer dedicated the second movement, a deep and inspired Adagio.

Remembering the praise the Bayreuth maestro once gave to Bruckner, the Wagnerians announced him an
¢ o
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“heir” and “apostle” of the deceased Master; Bruckner was not infrequently seen as Wagner’s successor in
symphony, which opposed him to Brahms and his advocates.

As to Bruckner himself, he had little to do with the battles of musical parties that split the Viennese public into
two opposite camps. The passing of his beloved Master was a hard blow to him and affected the music of the
slow movement and the symphony in general. “One day | came home and felt very sad,” Bruckner wrote to one
of his students. “The thought crossed my mind that soon the Master would die, and just then the Adagio came
to me.” Moreover, the news of Wagner's death found Bruckner when he was working on a general climax of that
movement. On hearing the news, the composer, as he put it, “wrote truly mournful music.” It would not be easy
to find a musical example as deep and at the same time as majestically sorrowful as the score of this movement.

A tragic nature of Adagio casts a shadow on an epic first movement with its slowly growing French horn beginning,
as if a sprout turns towards to the light from the depth of the earth, then so abruptly followed with a desperate
moan in the middle of the movement; and on a gloomy Scherzo that anticipated a dramatic perspective of the
genre in the last symphonies.

But an energetic, efficient finale clears the clouds away in order to bring us to a stately apotheosis where
Bruckner makes the man’s subjective suffering vanish in a general chorus praising the Creator. According to Ivan
Sollertinsky, the last bars of the finale are like “boundless pictures of etheric spaces and stellar chants of the
last part of Dante’s undying poem.”

The work on Symphony No. 8 in C minor was begun right after Bruckner finished his previous one, No. 7,
and continued for about three years. In August 1887, the score was completed and the composer sent it to
Hermann Levi, a conductor who, under Wagner's will, became the only performer of his last opera Parsifal. But
the venerable conductor thought that Bruckner's new symphony was unplayable thus depressing the composer.
Under the influence of his friends, Bruckner set to reworking the symphony, which was not an easy job to do —
the second revision was only finished in 1890. The example of Symphony No. 8 is an obvious case of Bruckner's
spiritual loneliness not just amid the general public and music critics but also in the circle of his friends and
admirers. The best of their motifs aimed at adjusting his symphonies to widespread “standards.”
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Even a greatly reduced and modified second revision of the symphony was “corrected” without the composer's
knowledge. Bruckner could not be pleased even if the premiere, which took place in Vienna in December 1890
with Hans Richter conducting, brought him a new triumph. However, he was not that strong physically to
struggle for his creative right, and his words from a letter to conductor Felix Weingartner were an illustration:
“Please shorten the finale as indicated; it would be far too long and is valid only for later times and for a circle
of friends and connoisseurs.”

The “later times” did not come soon. The composer’s score of Symphony No. 8, cleared from “friendly”
interventions, was first published only in 1944. In that edition, just as it was the case with Symphony No. 2,
Robert Haas included the first and second versions.

Symphony No. 8 is an example of Bruckner's late style, which combines epic scales and poignancy of tragic
conflicts. The dramatic tension and instants of exalted philosophical lyricism, images of mighty heroic force and
mystical contemplation are all merged in an amazingly integral structure that anticipates the symphonic canvases
by the composers of the next century.

The first movement, where the contemporaries heard the suffering of “Aeschylus’s Prometheus,” and the composer
himself called the main theme “the annunciation of death,” is followed by a monumental Scherzo, which the
composer compared with a mythical image of “Deutscher Michel”; its sounds give birth to an image of a powerful
and mesmerizing motion of an almost cosmic scale. Adagio, the largest one in all Bruckner’s symphonic legacy,
is an inspired nocturne taking us to the fathomless depths of the composer’s emotional experiences. The music of
this movement passes all circles of spiritual being in order to eventually retreat under mighty “cavalry” pressure
of the finale (Bruckner composed the main theme of the last movement under the impression of a grandiose
military parade on the occasion of the summit of three emperors in Olmiitz in 1884). The entire finale is directed
towards the moment where Bruckner simultaneously combines the main themes of all four (!) movements of
the symphony. One could find it similar to the finales of Beethoven's symphonies, to the victory of human will
over the forces of ill fate and death. But we may interpret it in a different way — as a reflection of the unity of
this contradictory world, and the dramatic emotion of Symphony No. 8 is probably all about hard and agonizing
acknowledgement of this unity.
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Bruckner set to work on Symphony No. 9 in D minor, his last one, in August 1887 as soon as he finished the
previous one. However, he had to postpone the work for a while because of the new revisions of No. 8 and some
other of his symphonies. Bruckner had a chance to return to it only in 1891.

Having finished the first movement by 1893, and Scherzo and Adagio a year later, he started composition of the
last movement that was supposed to become the grandest finale of all his symphonic creations. But the composer
was in poor health. Understanding that he did not have much time, Bruckner suggested in his will that Symphony
No. 9 be performed together with e Deum as a concluding movement. Having collected his last strength, he
persistently continued composing the finale until the last month of his life. Bruckner, who had a deep and firm
faith, never left hope that God would allow him to finish his last creation, but that was not destined to happen.

The first performance of three movements of Symphony No. 9 took place in 1903. By that time, his music became
more popular although it was still performed in a very altered form. Only in 1932, Bruckner's Symphony No. 9
was presented to the public as it was originally conceived by the composer. The edition of the composer’s score
of Symphony No. 9 was the first initiative for a complete collection of Bruckner's works, which included all of the
composer’s symphonies and other pieces in their original form that was free from any outside intrusion.

While composing the third, slow movement, Bruckner most evidently felt it was the end of his creative career —
it was not without reason that he made a note “Farewell to Life.” That feeling of demise, acceptance of death and
conciliation with it made up the essence of Bruckner’s last Adagio. A formally incomplete Symphony No. 9 does
not prevent us from perceiving it as an integral and well-formed work. “After the composer exerted himself in
order to say what he wanted to, all we have to do is be silent as his human capabilities were exhausted,” wrote
culture expert Alexander Mikhailov.

Even with an unrealized finale, Symphony No. 9 plays the role of a grand “final movement” for the entire body of
Bruckner's symphonic works. Indeed, we cannot do without associations with Beethoven's Symphony No. 9. It is
not just the key (D minor) and structure of the cycle with the scherzos in the second place that creates an affinity
between them, but, first of all, their common dramatic orientation combined with grandiose scales.
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No matter what the case may be, the symphonies of the “two great B's” are also different in many ways.
Bruckner’s opus was composed in a different period of time, and its tragic elements were a reflection of that time,
anticipating the style of music expressionism of the 20th century — Mahler, Shostakovich, and composers of the
New Vienna School. A tense harmonic language of Bruckner’s music coming from Wagner and intricate polyphonic
techniques reach the highest point in his last symphony. The way Bruckner resolves his dramatic conflict is also
different from that of Beethoven — it is not a struggle and overcoming but mystical ecstasies and dissolving all
suffering in God, in supreme Harmony. Isn't it only symbolic that Beethoven ended his finale with Ode to Joy, while
Bruckner left it unfinished making the ecstatic climax in Adagio a bottom line of his symphony?

There is not a drop of pharisaism in the fact that Bruckner dedicated his symphony “to the beloved God.” It is
the evidence of naive and unshakable faith of the man who considered himself a humble executor of the will
of God. It is no coincidence that in the coda of the last movement of the symphony Bruckner returned to the
prayer Miserere nobis from his Mass in D minor (1864). It bears a deep sense, just as the themes from his two
previous symphonies distinguishable in the last bars of Adagio. The reminiscences of musical images related
with the greatness of the universe (the beginning of Symphony No. 7) and lyrical contemplation (Adagio from
Symphony No. 8) give the composer strength to reconcile himself to inevitability of approaching death and
accept it with a wise man’s calm.

Boris Mukosey
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