BTOPOY BUOJIOHYEJLHBIN KOHIIEPT
II. IT. IIOCTAKOBUYA

Bropoit BuosioHYeNBHBIN KOHIEPT op. 126 Ol HamucaH KoMIo3uTopoM BecHo 1966 roma. Bmonne
BO3MOJKHO, UTO BHavaJie Oblja 3aJyMaHa BTOpas YacTh KOHIIEPTA, B OCHOBE KOTOPOU JIEIKUT MEJIOAUS TIO-
nyasapHol yanuHou neceHKH 1920-x romoB «Kynure 6ybauku» . Mctucias PocTporioBuu, KOTOPpOMY KOH-
IepT IOoCBAIIeH, BcmoMuHaeT, uTo IllocTakoBuy urpaj emy Tremy «B ByGJIMKOB» HaA posije BO BpeMs BCTPeUNU
Hosoro 1966 roga ma csoeii gaue B JKyKoBke, okoso Mockssr!. IllocTakoBud, BEPOATHO, AYMAaJ O HOBOM
BHUOJIOHUEJILHOM KOHIIepTe Voke B 1963 rogy, Koraa opkecTpoBaJ 3aHOBO BrosioHUe IbHBIH KOHIIEPT PobepTa
IITymana, 0603HAUMB CBOIO OPKECTPOBKY oIrycoM 125. J[omoTHUTETbHBIM UMITYJIBCOM K CO3JJaHUI0 KOHIIEPTA
MOrJIa IOCJHYKUTh U npeMbepa IlepBoro BMOJIOHYEJIBHOTO KOHIlepTa Jooumoro yuenuka IllocrakoBuua,
Bopuca Tumienko (1939-2011), koTopas cocrosnack B Jleuuurpazae 5 u 6 pespansa 1966 roga. Ha mpembepe
IITocTakoBUY He OBLT, HO TAPTUTYPY BUIEJ U BIIOCJaeACcTBUU, B 1969 rony, caesa cBOI0O OPKECTPOBKY 3TOT'O
koumepra?. Tak ske xak u KouepT Tuinenxo, Bropoii Buosonuenbubii KouiepT IIlocTakoBuua OTKPBIBAETCS
COJIbHBIM MOHOJIOTOM BHOJIOHYEJI®,

B niuceme Kk Ucaaxky 'mukmany 20 mapra lllocTakoBuu coobmias: «Cefiuac nmuity 2-il KOHIIEPT AJIA BUO-
JIOHYEJIX ¢ OPKECTPOM. 3aKaHUMBAIO IIEPBYIO YyacTh»*. Ha moasax mepBoil cTpaHUIBl 5CKU30B IIEPBOM YaCcTHh
KoHIepra crout gara: 17 III 3,

EcTb ocHOBaHUS IpemoJiaraTh, 4TO sJieTHUecKas IIepBasi YacTh ObljIa HalrcaHa I10 IT0JIyYeHU Y U3BeCTUA
0 CMEepPTH BEeJUKOUM pPycCKoM mosTecchl AHHBI AxmaToBoil (5 mapra 1966 roma). 10 mapra B Jleuunrpane,
B cobope Hukosbl MOPCKOTr0 COCTOSAIOCH OTIEBaHME 03TA, HA KOTOPOM IIPUCYTCTBOBAJIN JECATKU THICAU
atogeii. Cam IIlocTakoBuu OBLI B 3TOT HeHb B MockBe. ITocie penmerTuniuu HOBOro, OIMHHAAIIATOTO CTPYHHO-
ro KBapTeTa, COCTOABINElCA Ha KBapTHUPe KOMIIO3UTOPA BCKOPE MOocJie IToXopoH AxmaToBoii, IlloctakoBuy,
mo cBuzeTenbcTBy Penopa [Ipy:xununa, aabructa KBaprera nmenu BeTrxoBeHa, IPOU3HEC CJIOBA MaAMATHU
AxmaToBOli: « AXMaTOBa — KOpOJIeBa pyccKoi mossun!»b. Uepes Hegento OblIa HaUuaTa mepBasi, MeAJIeHHAAd
YacTh HOBOTO BroJIOHUEIBHOT0 KOHITePTA.

Axmarosa u IllocTakoBrY 3HAJIM APYT APYra ¢ PAHHKUX JIeT’, HO BCTpedYaanch pegko. OnHa us mocjae Hux
BeTpeu npousolnrnia B MocKse, B JoMe ApLoBuix, 17 nekabpsa 1963 rogal. Torga ouu o0Cysk a1, KaK MOMKHO
IIOMOYb II03TY, OyAyIlleMy HoOesieBcKoMy Jaypeaty Mocudy Bpoackomy, apecToBaHHOMY O OOBUHEHUIO
BTyHesncTse. Ilosguee, B 1965 roxy, Axmarosa moceruia Illocrakosuua B Penuno, mox JIeHnHTrpamoMm u co-
JKaJjieja, 4TO He MOTJIa II0JapUTh €My CBOIO IIOCJIeIHIOI0 KHUTY « Ber Bpemenu» (1965), koTopas Torza eireé He
BhINLIA 13 mevatn’. B 1958 rogy AxmMaToBa IpemnogHec/ia KOMIIO3UTOPY CBOIO TOJIBKO UTO ONYOJINKOBAHHYIO
KHUTY CTUXOB ¢ HaAnucho: «JImurpuio [ImMmurpueBuuy [IlocTakoBUUYY B UbIO 3II0XY i »KUBY Ha 3eMJje. Axma-
ToBa 22 nek. 1958 MockBa» . AxmaroBa nocsaTuiia [llocrakoBuuy ctuxorBopeHue « Mysbika» («B Hell uTo-TO
YyIO0TBOPHOE TOPHUT» ), KOTOPOE He BOIILIO B cOopHUK 1958 roga. IlosTomy oHa meperrrcaja 3TO CTUXOTBOPEHME
OT PYKU U BKJIEHJIa ero B COOPHUK, mogapenusiii IlTocrakosuuy!®. Cenpmasn cumponus IllocrakoBuya ymomu-
HAaeTCcs B IIePBOM peaKI[NU 3aKJIOUNTEIbHBIX CTPOK SIIMJIOTa TJIABHOTO COUMHEeHUsT AXMaToBO — «I10sMBbI
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0e3 repos»!'. I3BeCTHO TaK ke eé IPOHUIATeIbHOE cyxaeHue o6 Onguanaguaroii cumponuu Illocrakosuua,
«1905 rom», KOTOPYIO OHA Cpasdy OIleHMJIA OUeHb BBICOKO: «TaM mecHU IIpoJeTaioT II0 YePHOMY, CTPAIITHOMY
HeOy, KaK aHreJbl, KaK ITUIBI, KaK Oejble obaKal» 12

IITocTakoBMY HUKOTAA He MHCAJ MY3bIKM HA CTUXU AXMaTOBOI, HO TOBOPUJI O Heil yacto: «OHa — He-
cKJIoHAeMasdA. I — tuxas». «Ee uepHOTo0 onbITa XBaTHUJIO OBbI Ha MHOTO cyae0... To, 4To BhIIIaJIO eii, Hi C YeM
He cpasHUMO» 3, Cyan6n! IllocTakoBrua 1 AXMAaTOBOM OBIIX BO MHOTOM IIOX0XKN — 00a IPOKUIN 0OIBIITYIO
yacThb cBoel :xusuu B CoBeTckoit Poccuu; 06a OBILIN »KECTOKO PACKPUTUKOBAHBI 0pUIIM030M — AXMaToBa
B 1946 roxy, IllocrakoBuu — B 1936 u 1948. O6a ObLIM HEeBepPOATHO IIOMYJISAPHBI U JIOOUMBI. B dumae
mo3aHero BokasbHoro mukJia IllocrakoBuua «Illects cruxorBoperuiit Mapunb: IlBeTaeBoii» (1974) — «Anue
AxMaToBO#» OTUETIUBO CIBIIIIATCS MHTOHAIUY IIePBO U MoceAHell uacTeir BTroporo BHOJIOHUEIBHOT0 KOH-
mepra. CXOZHBI HE TOJBKO MHTOHAIIMY HUCXOIAIIET0 MOJYyTOHA, IOKAUYNBAIOIUXCS TePIIUH U HUCXOIAIIUX
KBapT, HO U O0IN1il, HECKOJbKO COMHAMOYJIMUECKUII XapaKTep MY3bIKI, HAIIOMIHAIOIIIUN «0apKapoay» u3
¢unama Broporo BuosioHUeIbHOTO KOHIlEpPTA (1. 74).

B TBopuecTBe IllocTakoBrua BTopoil BMOIOHYEIBHBIN KOHIIEPT 3aHUMaeT ocoboe mecto. C Hero (1 Hemo-
CPeICTBEHHO IIpeaIiecTByoInero emy OQMHHAIIIaTOT0 CTPYHHOTO KBapTeTa) HauMHAETCs IO3AHUI IePUOI
TBOpPUECTBA KOMIIO3UTOPA, KOTOPHIH MePeKUIbIBAET MOCT K Haualy X X BeKa, B aTMoc(epy TaK Ha3bIBAeMOTO
CepebOpsHOTro BeKa, B amoxy Koroporo IllocTakoBuY ObII POMKAEH U IIPOBEJI CBOE AETCTBO. M B aTOM — eII1é
oIHa BaKHAas CBA3b C 1T0931eii AXMaTOBOIT, KoTopas, Oyayuu sHauuTeabHo crapire [IlocrakoBuua, ABISIaChH
JKUBBIM CMBOJIOM 5TOH CTPAHHOII CBA3U 3CTETUKU U MUPOBO33peHusa CepeOpAHOro BeKa U COBETCKOI Ieii-
crBuTeabHOCTHU. «Biarogaps IllocrakoBuuy, — ropopua Anbppesn IITHuTKe, — BOSHUKAET KOHTAKT C yiKe
VIIeAININM MUPOM U YIIeAIIINMHA JIIOAbMHU, €II1€ IPOLOIKAIOIINME CYIIIeCTBOBATh B HEM... ITO U ABaAIlaThIE,
U TPUIIATHIE, U COPOKOBBIE, U MATUAECATEIE, U IIIeCTUAECAThIE TOABI — BCE 9TO MPOJOJIFKAJIO CYII[eCTBOBATD
Yy HETO — B OTpaskeHun. VI MBI 3TO UyBCTBOBAJIM » 14,

Bo Bropom BuoJIOHUEIBHOM KOHIEPTE TAK K€, KAK 1 B JPYTUX MO3THUX COUNHEHUAX KOMIIO3UTOPAa, BO3-
HUKAIOT aJIJIIO3UN U IIPAMbBIe IIUTATHI U3 MY3bIKK HPOILIoro. Tak, B IIePBOM YaCTHU CJBIIIHBI MaJIepPOBCKIE
WHTOHaI UM (Hamrpumep, 1. 11), He nposaBisasIireca B My3bike IIlocTakoBmua CTOJIBb IBHO CO BpeMEH YeTBEPTOIH
cumdonuu. Ero Yersipuaamnaras cuM(pOHU, IIOABUBIIASICS HA TOJ MO3Ke, BO MHOTOM HanoMmuuaeT «IlecHb
o demuie» I'ycraBa Masepa, xotopyio [IlocTakoBuu oueHsb Jio0ua: «Ilocaenuss dacts Ilecuau o 3emiie — 3To
caMoe reHHaJIbHOE, 4TO OBLIO CO3JaHO0 B My3bike» '°. TTosauee IllocTakoBuu oTMeuas, yTo BTopoil BUoJIOH-
YeJbHBIM KOHIIEPT — 3TO HeuTo Bpoe 14-ii cuM@pounu ¢ cobHOM napTuei Buosonuyenan'®. B ro sxe Bpemsa cama
YeroipHaaaTasa cuM(pOHUA, 10 IPU3HAHUIO CAMOTO KOMIIO3UTOPA, ObLIA 3aAyMaHa KaK IPOJOIMKeHe ITUKJIa
Mycoprckoro «IlecHn v msicku cMepT » , KoTopbii IllocTakoBud opkecTpoBai B 1962 roxy!’. Mycoprexkuii
u MaJjiep, a TouHee — aJIJII03UU UX CTUJIell BO MHOTOM OIIPeAe IAIoT 00K KOHIlepTa.

B cepenutne ¢puuasa BToporo BHOJIOHUENIHLHOTO KOHIIEPTA MOSBJSIETCA I[UTATA U3 Hadasa omepsbl My-
coprckoro «Bopuc I'ogyHOB» (HeomHOKpaTHO mcmoib3oBaHHasa [llocTakoBuueM M B APYTUX €T0 COUNMHEHU-
ax, nanpumep B «Kasuu Crenana Pasuna», ckepiio us Hecaroit cumponum). Ha aToit Mesioguu OH CTPOUT
MeJIBIT PAL Bapualuii, GopMUPYIOIIUX MeHTPAJIbHBIN 31T1301 (hruHaIa BTOporo BMOJIOHYEJIbHOTO KOHIIepTa
(1. 91-99). «Mycoprckuit, — rosopu IllocTakoBuu, — yMep IpeskgeBpeMenHo.. . Iloxkanyii, s1 00JbIIIe Bcex
JII00JII0 TOr0 KOMIIO3UTOpa» 8.

Bropas yuacTb KOHIlepTa HoCTpoeHa Ha MeJstoguu necHu « Kynure 6yoauku» 9. Illocrakosuu Hanucaa Mcaa-
Ky I'muxkmany 27 anpens 1966 roga: «ToabKo UTO A 3aKOHUMII 2-1 KOHIIEPT AJIA BUOJOHUYEIN C OPKECTPOM.
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CTAKOBUY KaK IpeaMer mostudeckoro BHuManus // I1. [1. lTocrakoBuu: CoopHUK craTeit K 90-1eTuio co nua poxxkaenusa / Pex.-coct.
JI. Kosrankas. M., 1996. C. 370.
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13 Tam sxe. C. 193.

1 Becens!l c Anbdpenom Illautke / Coct. Anexcanap Usamkun. Usx. 2-e, non. M., 2003. C. 74.
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ITocraxkoBuua K «Ilecue o d3emiue» (ITucvrma K apyry. C. 190).

16 [lTocmaxoeuw [./]. IIncemo murputo [llenrmnoBy 21 cerrabpsa 1966 roxa. Ilut. mo: Py6yosa Banrenmuna. Tax sro 66110: Tuxon
XpeHHUKOB 0 BpemMeHu u o cebe. M., 1994. C. 142.

17 «ITO BEJIMKOE IPOU3BeieHNe,  BCeTja Ilepe/l HUM IPEeKJIOHAJICA U IPEeKJIOHAI0Ch. V1 MHe IpuIlIa MbICIb, YTO, IOKAIYH, He-
KOTODPBIM ,,HEJOCTATKOM* eT0 ABJIAETCA... KPATKOCTh: BO BCEM ITMKJIe BCETO YeThIpe HoMepa...A He Ha6paThCa JU CMeJOCTH U He II0-
pobOBaTh JIX MIPOAOJIXKUTE eT0, moagymaiock mue» (IIpasga, 1969, 25 anpesns).

18 TIucpMma K gpyry. C. 225.

19 PUTMUYECKY CXOMHBIN MOTUB, CBA3AHHBIN ¢ « Bybsimkamu» , mossJsiyica emé B ormepe «Hoc» IlocrakoBuua. B Ckepmo Opus-
HaJIIaTOr0o KBapTeTa TaKiKe CJBIIITHBI NHTOHAIINY IIeCHN « ByGInKM», ¢ XapaKTepPHBIMU TJINCCAH/0, OUEHD ITOX0KUMHU Ha TJINCCAH/O
B BUOJIOHYEJIbHOH ITaPTUX BTOPOH YacTH BTOPOTO BHOJIOHYEIHFHOTO KOHIIEPTA.
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T. K. B 9TOM TPOMBBEAEHNY HETY JIUTEPATYPHOTO TEKCTA 1 TPOTPAMMBI, TO 3aTPYAHAIOCH XOTh YTO-JI100 HAa-
nucaThb 00 aToMm opus’e. ITo pasmepam oH IJJIUHHBINA. B HEM Tpu uacTu. 2-1 1 3-1 4aCTU UAYT 0e3 rmepeprbisa. Bo
BTOPOM YACTH U B KYJIbMHUHAIINY TPEThEH YacT UMeeTCA TeMa, 0OUeHb ITOX0KaA Ha 0OJIeCCKYIO TTecHIO ,, KymuTe
oyonuku!“ Hukax He cyMero 00bACHUTE, YeM 9TO BeI3BaHo. Ho ouens moxoaxe» 20,

CrpyKTypa Broporo BroJIoOHUEJILHOTO KOHIlepTa HeoObIuHa. B Hell HeT OTUETINBO BhIPAYKeHHBIX TeMaTH-
YeCKMX KOHTPACTOB COHATHOM (POPMBI, UTPAIOINEeil CTOIb BAXKHYIO POJIb BO MHOTUX NPYTIUX, 00Jee PAHHUX
counHeHuax IllocrakoBuua. IIpoTuBomOCTaBIeHNE ABYX TEM 3aMeHAETCA 37€Ch CTOJTKHOBEHUEM DPa3HBIX
00JIMKOB OHOM U TOH 2Ke TeMbl, KOTOpas MeHseTCs 10 Hey3HaBaeMOCTH B 3aBUCUMOCTH OT KOHTeKcTa. Taxk,
HavaJbHASA TeMa IEePBOM YacTH, C XapaKTePHBIM HUCIIALAIOIIAM IIOJYTOHOM B xapaktepe Mycoprckoro,
IIpeBpallaeTcs B IPO3PaUYHbIe U CBETJIbIe «TOKAUNBAIOIIMECS » MAa*KOPHBIE JeIIMMbI U TePIIUHU B MaskOPHOM,
MaJIePOBCKOM KOHTeKcTe mobounoi maptun (1. 11 B sKcmosunuu, 1. 31 B peapuse). OueBUIHO, OTHAKO, UTO
CTOJIb JAJIEKMeE 10 3BYUaHUIO U CTUJINCTUKE TJIaBHAas U M000UHAas MapTUU Ha CaMOM Jlejie OCHOBAHBI Ha TOMH iKe
MHTOHAIIMY HUCXOAIEro II0JYTOHA, OTKphIBaoIiero Koumepr. B paspadoTke (Tak Ke, Kak 1 B pa3padoTKe
nepBoii yactu I1epBoro BUOJIOHUYEIbHOT0 KOHIEPTA) K HUM IIPUCOeIUHACTCS U TPETUH 9JIeMEeHT — OCHOBAHHBIH
na mororpamme IlTocraxosuua (11. 20)?!. Ero pasBuTie OIPUBOAUT K KYJIbMUHAIINY 1 OJHOBPEMEHHO PeIIpu3e
(1. 25), rae B opkecTpoBoM tutti (a mosgHee — B KafeHIIMM BUOJIOHUEJU COJIO, ITPOXOAAINEH Mo akKoMIIa-
HEeMEeHT OpyTaJIbHBIX yaAapoB 00JIbIIOr0 Oapabana) 3ByUarT rJiaBHAs IIapTUA U MOHOrpaMMa OJHOBPEMEHHO.
OHU Ke BHOBb IPOXOJAT BMeCcTe B Ipu3pauHoit Koze (1. 34).

NuToHanuy MOHOTPAMMBI IOABJIAIOTCA X BO BTOPOH YacTu KOHIepPTa (CKepio Ha TeMme «ByOaukm»).
B To BpeMsa Kak caMa TeMa 3BYUUT TPOEKPATHO — U BcE Gosee TpuyM@aibHO, — B pedpeHax, B sIIU301aX
€€ pa3BUTHE COTIPOBOKAAET MOTUB MOHOTPAMMBI B HAPOUNTO KPUKJIUBOM 3BYUAHUU NePEBAHHBIX U MEIHBIX
UHCTPYMEHTOB.

B dpunane cTpyKkTypa yCIaoKHAETCA U HAaUMHAET HAIIOMUHATH OOPATHBIN XOJ BpeMeHHU. 371eCh MHOTO
«IIemajeii» : OTPOMHEIE IJIACThl MY3BIKM — KaK B 00JIBIIION KOoJe — 3ByUaT Ha BbIZep:KaHHOM Oacy. @Punana
OCHOBaH CKOpee Ha BapualUaX TeM, YeM Ha mX pasputuu. Kak u B mepBO#l YacTu, MOPA3UTEJIEH CTHUJIN-
CTUYECKUII KOHTPACT PasHBLIX OOJUKOB TeMbl. BHauase, mocje MOJyKJIACCUUECKOro, IOJyMalepOBCKOTO
puTopmuecKoro pocuepka (6 TakToB 1o 11. 74), TeMa HalloMuHAaeT 0apKapoy (BHOBb BOSHUKAET OIIYII[eHIIe
MaJIePOBCKOTO «IIOKAUYMBaHUA» — KaK B IIePBOIi yacTu), 1. 74. B Hell, oqHAKO, CTPAHHLIM 00Pa30M 3BYUUT
MeJIOAWSA, TIOCTPOeHHAA Ha TIOJHON HUCXOAAIIEH IIeJJOTOHHOM raMMe (KOTOpas BHaUaJle MMOABJIAETCI B Me-
Joauu QaenTs). 34ech TPYAHO He YBUAETH CUMBOJIA « HUCXOMKIEHUA» B IPYTroil MUP; IO PYCCKO# TpaauIuu
(ot I'muaku no Pumckoro-KopcakoBa) 1esioToHHasA raMMa Bcerza Obljla CUMBOJIOM IIOTYCTOPOHHETO MUpA.
Ha u camo Teuenue (hruHATIA BOCHPUHUMAETCA KaK JUX0PamouHass KAPTUHA BOCIOMUHAHU, OBICTPO CMEHSIIO-
IUX APYT Apyra B mamaTu. B 11. 78 6apkapoJia mpesBpaiaercs B Tpenak (y Mycoprckoro — oaua 13 ILIsICOK
CMepTH), MHTOHAI[MOHHO ITOCTPOEHHBIN HAa TOM JKe MaTepuaje, dTo U « 6apKapojas, 1 BHOBb IPUBOAAIIUAH
K PUTOPUYECKOMY «POCUEPKY».

T'oBops o cTpyKType huHama — HauboJiee CI0KHOI B IIUKJIE KOHIEPTa, — HavaabHoe tutti u KageHImio
BUOJIOHYEJIM MOKHO CUUTATH TJIABHON MapTuell, XOTd TeMbI KaK TAKOBOI B IPUBLIUHOM CMBICJIE 3[]eCh HET.
Tpu snusona tutti orMeuaroT cCOOTBETCTBEHHO HAYAJIO YaCTH, HauaJio paspadoTKu (1. 86) 1 Hauaao pernpusbl
(1. 99). MasepoBckas «bapkapoja» 1 «Tpemnak» B ctuiie Mycoprekoro (11. 84) o6pasyoT IT000UHYIO IapTUIO:
HeCMOTPS HA PasUTeJIbHbBIH ;KAHPOBBLIM U CTUIMCTUUECKUI KOHTPACT dTUX ABYX TeM, OHU MPUHAAIEKAT
OZHOMY MUPY MHTOHAIMI.

B 11. 91 mHaumHaeTcs smu30/[, rae BosuuKaer tema us «Bopuca 'ogyHosa» Mycoprckoro, Koropas mpo-
XOOUT, BAPpbUPYSCh, UePE3 HECKOJIBKO dTAIIOB BapUaIlNil, COEAUHAACH C TEMOM epBoii yacTu (y IepEeBAHHBIX
IYXOBBIX) U ¢ 6apPKAapOJIbHOM TeMoi (hrHaa. MacKu TeM ITepBOM 1 TPEThell YacTel IeperieTaloTCsa U CTAIK Y-
BAIOTCS BCE Yallle, ¥ B KOHITE KOHIIOB 9TO CTOJIKHOBEHUE MPUBOAUT K KYJIbMUHAIINH, TAK K€ KaK M BO MHOTUX
counneHusx IllocTakoBuua, coBnagamoIneil ¢ HauaJoM Pernpusbl. 31ech BHOBb 3BYyUYUT MOTUB « ByOJIUKOB»
13 BTOPOM YaCTH, a B pelIpuse — U «TPemaK», 1 « 6apKapoja» ¢ IOTYCTOPOHHEH I[[eJIOTOHHOM raMMOii; IT0AB-
JIsieTCs M MOHOTpaMMa KOMIIO3UTOpA, Telephb 3alpPATaHHAA B PUTM «Tpelraka». BosBpaliiaercsa u MaTepuall
HauaJjia mepsoit vactu (1. 109).

KoHIepr sakanunBaeTcs MopasuTeIbHON KOI0i1, TOCTPOEHHOM Ha UTPe YAapHbIX nHCTPpyMeHTOB. I1locTa-
KOBUY BO3BpAIIAeTCA 3€Ch K TOMY TUIY KOIbI, KOTOPadA ysKe 3ByUaja MHOTO JIET Has3a][ BO BTOPOI YaCTH eTo
YerBEpTOil cCUM(MOHUH U €II1€ Pas IPO3BYUUT B eTro mocJienHel, [laraaaiaroii cumbonunu. Ha oHe TAHYIIIETOCA
3BYKAa COJIMPYIOINeH BUOJIOHUEIN I'PYIIa YIAPHBIX NHCTPYMEHTOB UTPAET MOBTOPAIOINECA PUTMUYECKIE

20 [Tucbma k apyry. C. 212-213.

21 3syku D—Es—F—Ges npu poranuu (F—Ges—Es—D) natot Tpancnosuruio Mmororpammbel DSCH. Cama MoHOTpaMMa, BKJIIOUATOIIAT
HUCXOAAIIUMN [TOJTYTOH, OKA3bIBAETCSA POJCTBEHHON IIABHOU M IMTOGOUHOM MapTUsAM IIePBOH YacTy KOHIEpPTa, ImpeBpairas Gopmy co-
HaTHOrO allegro B BapuamnoHHyio.
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(urypsl, B UéM TPYAHO He YCJIBINIATH CHMBOJI X0/la YaCOB, «0era BpemeHu» . Ilo Bocmomuuauuam, Illocrako-
BUY HEMHOT'O UPOHU3UPOBaJI, uro y Maiepa B «IlecHe o 3emiie» BeunocTb (Ewig) nsobparkaercs gesecroin??,
B xoxe Broporo BuosioHuYebHOT0O KoHIlepTa u IlaTHaamaToil cuMGOHUY OH IJIS 3TOT'0 o0paTUJicsa K OoJiee
JKECTKOMY 3BYyUYaHUIO KCHMJIO(MOHA U yAAPHBIX MHCTPYMEHTOB 0e3 OIpelieIeHHOM BBICOTHI 3ByKa — OpycKa
(Legno), majyioro 6apabama 1 TOM-TOMA.

OpKecTpoBKa KOHI[ePTa OTJINUAETCS IIPO3PauHOCThI0, TUITMYHOM [JIA M03AHeTo nepuoaa Teopuectra Illo-
crakoBuya. CocTaB OpKecTpa CPaBHUTEJIHLHO HEOOJIBIIIOH, IBOHOM, ¢ AByMA apdaMu; MeJHAA I'PYIIa Ipej-
cTaBJIeHA TOJILKO ABYMS BAJTOPHAMM; TaK JKe KaK 1 B [IlepBoM BHOJIOHUEIFHOM KOHIIEPTE, BAJITOPHA ABJIAETCSA
CB0OE0OOpa3HbBIM «IBOMHUKOM» COJICTA B IIEPBOM 1 BTOPO# YacTaAX. B (puHaIe o6e BaITOPHBI UTPAIOT U BMeECTe,
¥ B KaHOH, BBIBLIBAS COJIMCTA-BUOJOHUENMCTA HA COPeBHOBaHME: B KAJAeHIIMOHHBIX SIIMU304aX BUOJOHYED
COJIO IOJI aKKOMITaHEMEHT Oy0OHAa MPaKTUYECKU UMUTUPYET TOJIbKO UTO IIPO3BYUABIIINE « CUTHAJBI» BAJITOPH.

OrpoMHYIO POJIb B OPKECTPe UTPAeT IPYIIa YIapHbIX NHCTPYMEHTOB (UeThIpe NCIIOJHUTEISI, KaK YKasaHo
KOMIIO3UTOPOM B aBTOTrpade NapTUTyPhl) — UX POJIb 3aMETHO BO3pacTaeT B mo3aHeM TBopuecTse IllocTakoBuya.
Bo BTopoM BrOJIOHUETHEHOM KOHIIEPTE COTUCT-BUOJOHUEIUCT NCIOJIHIET BCe CBOU COJbHBIE SITM30/IbI B COIIPO-
BOJKIEHUHU YIAPHBIX: 00JIBIITOro 0apabaHa (IlepBasi 4acTh), a TaKKe 0yOHa 1 MaJioro 6apabaHa (TPeThs 4YacTh).

Bropoii BuosioHUebHBIN KOHIEPT ObLT HauaT 17 mapta 1966 roma B MockBe u 3akoHueH 27 ampeis
1966 roma B fAare. IllocTakoBUY, OOBIYHO HUKOTIA He MOKA3LIBABIIINY He3aKOHUEHHBIE COUMHEHUS MCIIO0JI-
HUTEJSAM, Ha 3TOT pa3 clesall UCKJIIUYEeHNe: OH, II0 CBUAETEJIbCTBY PocTpomoBuYua, MPOKOHCYIbTUPOBAJICA
C HUM O TOM, HaCKOJIbKO TPYAHO UTPATh IapaJjliebHble TeIMMbI, a TaKsKe JBOMHbIe HOTBI KBAPTAMMU II0 TPEM
crpyuam. [lernumsl (1. 31), BrrpoueM, Oblau cpady Hanucaubl IllocTakoBruueM yiKe B UepHOBUKE ePBOIi Ua-
CTH C CAMOTO0 HavaJjia, a BOT XpOMaTUUYEeCKUHN X0 PasjJoKeHHbBIMU KBapTamMu 1o Tpém crpyHam IllocTakoBuu
JINIITb HAMETHJI B 9CKH13e, HAaIllCcaB TOJbKO IBe BePXHIEe KBaPTHI 1 CJIOBO «XPOM.» (c. 14), ABHO YCOMHUBIIUCH
B BO3MOJKHOCTH MCIIOJIHEHU 3TOro mnaccasa (tpu Taxra go 1. 102)23, Pocrpomosuy 3asepuia IllocrakoBuua,
YTO ITapaJlieJbHbIe JeIIUMbI He Oy IYT ABIATHCA IPOOJIEMOM, 1 YTOOBI JOKA3aTh 3TO, CHITPAJ UX KOMIIO3UTOPY
YuCTO U YoeauTeabHO. « BmociaencTBuu, — BCIIOMUHAJ POCTPOIOBUY, — 5 COXKaJiesl 00 9TOM CBOEM ycCIiexe,
IIOTOMY UTO KasKABIHM pas3, KOT/Ja s UCIIOJIHAI0 3TO COUMHEeHNE Ha Ty0JUKe U TOAXO0MKY K 9TOMY MECTY, 1 HEDPB-
HUYAI0 U HAUYMHAI0 MOJIUTHCS, YTOOBI MMOIIACTh HA MEePBbIN mHTepBa. [IMurpuii [[IMUTPUEBUY IPEATI0MKUII
OTAATHh HUMKHUM rOJI0C aIbTaM, HO s yOeIUJI er0 OCTABUTD BCE KAK OH IIePBOHAYAIBHO HATIHCA » 24,

Bropoii BOJIOHUEJIbHBIN KOHIIEPT BIIepBbIe OLII mcmosHeH McrtuciaBom PoctponmoBuuem u I'ocymap-
cTBeHHBIM cuM@pouunueckuM opkectpoMm CCCP mox yupasiaeunueMm Esrenusa CsersanoBa B AeHb 60-1eTus
KOMIIOBUTOPA U B ero npucyTcTBuu B Boabirom 3asie MoCKOBCKOM KoHcepBaTopuu 25 ceHTsa0pa 1966 roxga.
Ve 5 okTssOpsa PocTpomoBuy cuirpas eBpomneiickyio npembepy B JIorgonckom Royal Festival Hall ¢ opke-
crpom BBC oz ynpaBieruem Koanaa [lpBuca. AMeprukaHCKas IpeMbepa cocrosiach 26 ¢pespaiia 1967 roga
B Carnegie Hall, 8 Heio-Mopke, rae PocTpomoBuu conupoBai ¢ JIOHZOHCKUM CHMGOHTIECKIM OPKECTPOM
mox yupasiaenuem 'enHaausa PoskIecTBEeHCKOTO.

ITapTurypa KoHIlepTa Oblyia BuepBble udgana Mysdougom B 1967 rogy u usgarenbcTBoM «CoBeTCKMi
KommosuTtop» B 1970-m. CresraHHBIN caMUM KOMIIO3UTOPOM KJIABUP BIEPBHIE OMy0JMKOBAH U31aTeJIbCTBOM
«CoBerckuii kommoauTop» B MockBe B 1969 roxay tupaskom 1630 sxzemmisapos. Konus opuruHasia pyKoIu-
cu mapTutypsl xparurcsa B Apxuse [l. II. [llocrakoBuya B MockBe: 77 cTpaHUIL MapTUTYPHI, C TarnHAIIen
aBTOpA, IJIIOC TUTYJIbHBIA JUCT U CTPAHUIA C COCTABOM OpKecTpa?®.

Anexcandp HBAIITKHH

22 Cm.: [JeHucos Iducon. [Banucu moux BcTped u 6ecen ¢ I1. I1. IlloctakoBuuem].

28 Apxus [. 1. IlocrakoBuua B Mockse, @. 1, p. 1, ex. xp. 108. C. 14.

24 Wilson Elizabeth. Mstislav Rostropovich. Cellist, Teacher, Legend. London: Faber&Faber, 2007. P. 200.
25 Apxus [. 1. IlocrakoBuua B MockBe, @. 1, p. 1, ex. xp. 106.
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IIOTAKTHBLIYI KOMMEHTAPUI

B ocHOBY HacTosAlIel mybanKanuy mojokeno usganue 1986 roga (us Codpanusa counuenuit, tom 17, M.,
Mysbika). ABTorpagd KjaaBupa He 00HAPYKEeH, UMEIOTCS JINIITh YepHoBbIe HaOpocku (Apxus 1. 1. I1locTtakoBuua,
d. 2,p. 1, en. xp. 475 — 16 crpanumn, ¢. 2, p. 1, ex. xp. 476 — 8 crpauui, ¢. 2, p. 1, ex. xp. 477 — 2 crpanu-
1bl). TekcT cBepeH c uganuamu Kaasupa 1969 u 1976 romgos u c usganuem nmaptutypsbl 1985 roga (Cobpanue
counmHeHuii, Tom 16, M., Mysbsika). IIpunaTeie cokpalieHusa: nsganue Kiaasupa 1986 roga — K, usganue
naptutypsbl 1985 roga — II.

I. Largo

TaxTbl, B KOTOPBIX JUHAMHUUYECKNe YKasdaHusd B usganusax 1969 u 1976 rogos orcyrcTByioT, a B K 10-
O0aBJIeHBI B cooTBeTCcTBUM ¢ 11, HO 3aKJ/IIOUEHBI B KBaApaTHbIe cKoOKU: 24, 67, 68, 70, 91, 95, 105, 136, 146,
147, 148, 150, 180, 247, 248. B HacTosAleM U3JaHNN KBaApPaTHbIE CKOOKM CHATHI.

T. 48. P-no. Ilp. p. Busnanuax 1969 u 1976 romos jinra oT 11eJ10i HOTBI oTcyTCTBYeT. Ileuaraercsa mo K u I1.

T. 52—53. P-no. IIp. p. Bo Bcex uamanuax jsuru orcyTcTByioT. [lo6aBiens! mo I1 (mo mapruu Cor. I).

T.117. P-no. Ilp. p. Bo Bcex n3ganmax TOUKY IO IUTOM OTCYTCTBYIOT. [[06aBI€HBI peJaKTOPOM HACTOS-
m1ero u3gaHus mo amagoruu ¢ T.119, 120, 122.

T. 125—-126. P-no. Bo Bcex n3gaHusax JUTrU Mex Iy HoTamu gis' — a! orcyrersyror. ITeuaraercs mo IT (mo
naptuu Cor. I).

T. 131-132. P-no. JI. p. Busgarausax 1969 u 1976 roxgos sura orcyrcrByet. Ileuataercsa mo K u I1.

T. 180. P-no. JI. p. Busgauausax 1969 u 1976 rogos jsiura orcyrcreyet. Ileuataercsa mo K u II.

T. 181. Bo Bcex nspanuax suaaMmuueckoe yrasanue Jf orcyrcrsyer. Ileuaraercs mo IT (o mapruu Cassa).

T. 210-211. P-no. JI. p. Busgaausax 1969 u 1976 rogos siura orcyrcreyet. Ileuaraercsa mo K u I1.

T. 254. P-no. B II ykasauue espr. orcyTcTByer. I[leuaTraercs mo usgaHusaM KJIaBupa.

II. Allegretto

TaxTbl, B KOTOPBLIX IUHAMUUECKUE YKasauus B usganusax 1969 1 1976 romos oTCyTCTBYIOT, a B U3TAHUU
1986 roma mobaBaeHBI B COOTBETCTBHUH C IIAPTUTYPOI, HO 3aKJIIOUEHBI B KBaJgpaTHble cKooKku: 11, 29, 61, 69,
70,74, 78,84,92,93,94,101,110,112,142,173,174,176, 178,193, 211, 212, 218, 247, 249, 250, 252.
B macrosiem nsganuu KBaJpaTHbIe CKOOKY CHATHI.

T. 29-30. P-no. B usgarusax 1969 u 1976 rogos siuru orcyrcTByioT. Ileuaraercsa mo K u I1.

T. 72. V-c. Busgauuax 1969 u 1976 roxos (u II) Buika cresc. orcyrcrByert. [leuataercsa K.

T. 200. P-no. B uzmanuax 1969 u 1976 roxos (u II) akmeHTsI oTCyTCTBYIOT. IleuaTaerca mo aHajgoruu
¢ T.198 u mo uzxauuio 1986 roxa.

T. 249, 252, 253. V-c. Bo Bcex uspanuax (u IT) gliss. o6o3uaueno oguoit auaueii. McopasiieHO pegaKkTo-
POM HACTOAIIETO U3AaHUA.

ITI. Allegretto

TaxThl, B KOTOPBIX JUHAMUYECKIE YKasdaHud B u3gauuax 1969 u 1976 rogoB oTcyTcTBYIOT, a B K 106aB-
JeHsl B cooTBeTcTBUU ¢ II, HO 3aKJII0OUEHBI B KBaJpaTHbIe ckoOku: 213, 292, 319, 338, 339, 352, 353, 356,
359, 408. B macTosdAIemM u3faHuy KBaJpaTHble CKOOKM CHATEI.

T. 265. P-no. JI. p. Busgaauax 1969 u 1976 roxos sura orcyrcrByet. Ileuataercsa mo K u I1.

T. 400-404. P-no. JI. p. Busgaausax 1969 u 1976 rogos jiuru orcyrcTByioT. Ileuaraercs mo K u I1.

T.411-412. P-no. B uzgaunuax 1969 u 1976 romos suru orcyrcTByiorT. Ileuaraercsa mo K u I1.

Buxmop EKHUMOBCEHH



DMITRI SHOSTAKOVICH’S
SECOND CELLO CONCERTO

Shostakovich wrote the Second Cello Concerto, Op. 126, in the spring of 1966. It is very likely that he
composed the second movement of the Concerto first, which is based on the melody of a popular street song
of the 1920s called “Bubliks! For Sale”. Mstislav Rostropovich, to whom the Concerto is dedicated, recalled
that Shostakovich played him the theme of “Bubliks” on the piano at New Year in 1966 at his dacha in
Zhukovka near Moscow.? Shostakovich was probably thinking about the new cello concerto as early as 1963
when he did a new instrumentation of Robert Schumann’s Cello Concerto and designated it as Opus 125.
The premiere of the First Cello Concerto of Shostakovich’s favourite student, Boris Tishchenko (1939-
2011), held in Leningrad on 5 and 6 February 1966, could have given the composer an additional impetus
for writing his Concerto. Shostakovich did not attend the premiere, but he saw the score and later, in 1969,
did his own instrumentation of this concerto.? Just like Tishchenko’s concerto, Shostakovich’s Second Cello
Concerto opens with a solo cello monologue.*

In aletter to Isaak Glikman of 20 March, Shostakovich said: “I am now writing the Second Cello Concerto.
I am finishing up the first movement.”® In the margins of the first page of the drafts of the first movement
of the Concerto is the date: 17 III.6

There is reason to believe that the elegiac first movement was written after the composer found out
about the death of great Russian poetess Anna Akhmatova (5 March 1966). The poetess’ funeral was held
on 10 March in Leningrad at the Nikola Morskoy Cathedral and attended by tens of thousands of people.
Shostakovich himself was in Moscow that day. After the rehearsal of his new Eleventh String Quartet in
the composer’s flat soon after Akhmatova’s funeral, Shostakovich, according to Fyodor Druzhinin, the
violist for the Beethoven Quartet, said the following in memory of Akhmatova: “Akhmatova was the queen
of Russian poetry!”” A week later, he began the first, slow, movement of the new Cello Concerto.

Akhmatova and Shostakovich had known each other since they were young,®but they did not get together
very often. One of their last meetings took place in Moscow, at the Ardovs (close friends of Anna Akhmatova),
on 17 December 1963.° At that time, they discussed how they might help poet Joseph Brodsky, the future
Nobel Prize-Winner, who had been arrested for vagrancy. Later, in 1965, Akhmatova visited Shostakovich
in Repino, near Leningrad, and lamented about how she could not give him her latest book Beg vremeni
(The Flight of Time) (1965), which had still not seen the light.1°In 1958, Akhmatova brought the composer
her newly published book of poems with the following inscription: “To Dmitri Dmitriyevich Shostakovich,
in whose era I live on earth. Akhmatova 22 Dec. 1958 Moscow”. Akhmatova dedicated her poem “Music”
to Shostakovich (“In it something wondrous burns”), which was not included in the 1958 collection. So
she rewrote this poem by hand and glued it into the collection she gave to Shostakovich.!' Shostakovich’s
Seventh Symphony is mentioned in the first rendition of the final lines of the epilogue of Akhmatova’s main

! Traditional Russian bread rolls similar to bagels.

2See: A. Ivashkin, J. Oehrlein, Rostrospective. On the Life and Achievement of Mstislav Rostropovich, Reimund Maier Verlag,
Schweinfurth, 1997, p. 99.

3See: “Dmitri Shostakovich’s Letters to Boris Tishchenko”, in: S. Khentova, V mire Shostakovicha [In Shostakovich’s World],
Moscow, 1996, pp. 356-358.

1 Later, another of Shostakovich’s students, Boris Tchaikovsky (1925-1996), began his Cello Concerto with a solo cello monologue.

> Pis’ma k drugu; Pis’ma D.D. Shostakovicha k I.D. Glikmanu [Letters to a Friend: The Letters of Dmitri Shostakovich to Isaak
Glikman], Compiled, and with commentary, by I. Glikman, DSCH Publishers, Moscow; Kompozitor Publishers, St. Petersburg,
1993, p. 210 (hereafter, Letters to a Friend).

6 See: Dmitri Shostakovich’s Archive, rec. gr. 1, section 1, f. 109.

" F. Druzhinin, “O Dmitrii Dmitriyeviche Shostakoviche [On Dmitri Dmitriyevich Shostakovich]”, in: Shostakovich—100,
Moscow, 2006, p. 9.

8 B. Schwartz, Shostakovich—kakim zapomnilsya [Shostakovich As I Remember Him], St. Petersburg, 2006, pp. 188-201.

9 See: A. Naiman, “Vospominaniya ob Anne Akhmatovoi [Recollections of Anna Akhmatova]”’, Novyy mir, Nos. 1-3, 1989;
B. Schwartz, op. cit., p. 197.

10 According to Irina Shostakovich’s words in her telephone conversation with the author on 22 August 2011.

11 This collection with Akhmatova’s inscription is kept in Dmitri Shostakovich’s Moscow Archive (the lack of punctuation is
retained in keeping with the original). The author would like to thank Irina Shostakovich and Olga Dombrovskaya for acquainting
him with this document.
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composition “Poem Without a Hero”.!? We also know of her perspicacious assessment of Shostakovich’s
Eleventh Symphony, “1905”, which she immediately highly praised: “In it, songs soar through the black
ominous sky like angels, like birds, like white clouds!”*?

Shostakovich never wrote music to Akhmatova’s poems, but he often talked about her: “She is immutable.
And quiet... She has experienced enough pain to last for several lifetimes... What she has been through
is beyond compare.”* The lives of Shostakovich and Akhmatova were similar in many ways—both lived
most of their lives in Soviet Russia; both were severely criticised by officialdom, Akhmatova in 1946 and
Shostakovich in 1936 and 1948; and both were incredibly popular and loved. Intonations of the first and
last movements of the Second Cello Concerto can clearly be heard in the finale, “To Anna Akhmatova”,
of Shostakovich’s late vocal cycle, “Six Songs on Poems by Marina Tsvetayeva” (1974). Not only are the
intonations of the descending semitone, jiggling thirds, and descending fourths similar, but also the overall,
somewhat somnambulant nature of the music, which is reminiscent of the barcarolle (a gondola song) from
the finale of the Second Cello Concerto (number 74).

The Second Cello Concerto occupies a special place in Shostakovich’s creative work. It (and the Eleventh
String Quartet that directly preceded it) is the start of the composer’s late period of creativity, which carries
us back to the beginning of the 20th century, into the atmosphere of the so-called Silver Age, into the erain
which Shostakovich was born and spent his childhood. And in this way it forms another important link with
Akhmatova’s poetry, who, being much older than Shostakovich, was a living symbol of this extraordinary
connection between the aesthetics and world outlook of the Silver Age and Soviet reality. “Shostakovich,”
said Alfred Schnittke, “created a sense of contact with the world that has departed and the people who have
departed but continue to exist in it... I am referring to the twenties, the thirties, the forties, the fifties,
and the sixties—they all seemed to be reflected in his compositions. And we felt this.”??

Allusions and direct references to the music of the past arise in the Second Cello Concerto, just as in
the composer’s other late works. For example, intonations of Mahler (number 11) can be heard in the first
movement that have not been so vividly manifested in Shostakovich’s music since the time of the Fourth
Symphony. His Fourteenth Symphony, which appeared a year later, is very reminiscent of Gustav Mahler’s
“Song of the Earth”, which Shostakovich liked so much: “The last part of ‘The Song of the Earth’ is the
most brilliant thing that has been created in music.”!® Later Shostakovich noted that the Second Cello
Concerto is something like the Fourteenth Symphony with a solo cello part.!” At the same time, according to
the composer himself, the Fourteenth Symphony was conceived as a continuation of Mussorgsky’s “Songs
and Dances of Death”, which Shostakovich instrumented in 1962.'® Mussorgsky and Mahler or, to be more
precise, allusions to their styles largely define the nature of the Concerto.

A reference appears in the middle of the finale of the Second Cello Concerto to the beginning of
Mussorgsky’s opera Boris Godunov (repeatedly used by Shostakovich in some of his other compositions too, for
example in The Execution of Stepan Razin and the Scherzo from the Tenth Symphony). He builds a whole
series of variations that form the central episode of the finale of the Second Cello Concerto (numbers 91-99) on
this melody. “Mussorgsky,” said Shostakovich, “died prematurely... I think Ilike this composer the most.”*?

The second movement of the Concerto is built on the melody of the song “Bubliks For Sale”.2° Shostakovich
wrote to Isaak Glikman on 27 April 1966: “I have just finished the Second Cello Concerto. Since there is
no literary text or programme in this work, I find it difficult to write anything about this opus. It is long.

12 Akhmatova compared the triumphant fate of the Seventh Symphony with the tragic lot of her own The Seventh Book, which
was destroyed after it had been typeset and was not printed until right before her death in the collection, The Flight of Time (see:
B. Kats, “Shostakovich kak predmet poeticheskogo vnimaniya[Shostakovich as a Target of Poetic Attention]”, in: D.D. Shostakovich:
Sbornik statei k 90-letiyu so dnya rozhdeniya [Dmitri Shostakovich: Collection of Articles for the 90th Anniversary of His Birth],
Edited and compiled by L. Kovnatskaya, Moscow, 1996, p. 370).

13 See: B. Schwartz, op. cit., p. 195.

14 Tbid., p. 193.

15 Besedy s Alfredom Schnittke [Conversations with Alfred Schnittke], Compiled by A. Ivashkin, Second revised edition, Mos-
cow, 2003, p. 74.

16 . Denisov, [Recordings of My Meetings and Talks with Dmitri Shostakovich], 28 July 1954. E. Denisov gave a typed copy
of these unpublished recollections to the author of these lines in 1986 (see also Glikman’s testimony about how much Shostakovich
liked “Song of the Earth”, in: Letters to a Friend, p. 190).

17 Dmitri Shostakovich to Dmitri Shepilov, 21 September 1966 (quoted from: V. Rubtsova, Tak eto bylo: Tikhon Khrennikov
o vremeni i o sebe [This Is How It Was: Tikhon Khrennikov About the Times and About Himself], Moscow, 1994, p. 142).

18 “Tt is a great composition, I have always admired it and continue to admire it. And the thought came to me that, perhaps, its
only shortcoming is ... its brevity: there are only four items in the whole cycle... It would be good to gather the courage and try to
continue it, methinks” (Pravda, 25 April 1969).

19 Letters to a Friend, p. 225.

20 A rhythmically similar motif associated with “Bubliks” also appeared in Shostakovich’s opera The Nose. Intonations of the
song “Bubliks” can also be heard in the Scherzo of the Eleventh Quartet, with the characteristic glissandi, which are very similar
to the glissandi in the cello part of the second movement of the Second Cello Concerto.
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It has three movements. The second and third movements are performed without a break. There is a motif
in the second movement and in the climax of the third movement that is very similar to the Odessa song
‘Bubliks For Sale’. I can’t explain how, but it is very similar.”?!

The structure of the Second Cello Concerto is very unusual. It does not have any of the clearly expressed
thematic contrasts of sonata form that play such an important role in many of Shostakovich’s other
earlier works. The contrast of two themes is replaced by a clash of different aspects of one and the same
theme, which changes beyond recognition depending on the context. For example, the initial theme of the
first movement, with its characteristic Mussorgsky-style descending semitone, turns into transparent
and lucid jiggling major tenths and thirds in Mahler-like context of a major mode of the second subject
(number 11 in the exposition, and number 31 in the recapitulation). It is clear, however, that the first and
second subjects, which are so different in sound and style, are in fact based on the same intonation of the
descending semitone that opens the Concerto. In the development section (just as in the development of
the first movement of the First Cello Concerto), it is joined by a third element based on Shostakovich’s
monogram (number 20).22 It builds to a climax and at the same time to a recapitulation (number 25), where
the first subject and the monogram sound in the orchestral tutti (and later in the cadenza of the cello solo
performed to the accompaniment of intense strikes on a big drum) at the same time. They are performed
again together in an illusory coda (number 34).

There are also intonations of the monogram in the second movement of the Concerto (scherzo on the
“Bubliks” theme). While the theme itself is heard three times, with an increasing crescendo, in the refrains;
in the episodes, its development is accompanied by the motif of the monogram in the deliberately screeching
sounds of wind and brass instruments.

In the finale, the structure becomes more complex and reminiscent of the reverse movement of time.
There is a lot of pedalling here: vast layers of music, as though in a large coda, are performed on a pedal
point. The finale is more likely based on variations of the themes than on their elaboration. As in the first
movement, the stylistic contrast of the different aspects of the themes is astounding. At first, after a semi-
classical, semi-Mahler rhetorical flourish (6 bars to number 74), the theme is reminiscent of a barcarolle
(again the feeling of Mahler-like jiggling as in the first movement), number 74. However, strangely enough,
a melody built on a complete descending whole-tone scale is heard in it (which first appears in the flute
melody). Here it is easy to detect the symbol of descent into another world; according to Russian tradition
(from Glinka to Rimsky Korsakov), the whole-tone scale has always been a symbol of the other world. And
the development of the finale itself is perceived as a feverish sequence of reminiscences that rapidly follow
one after the other in the mind. In number 78, the barcarolle turns into a trepak (one of the dances of death
in Mussorgsky’s music), which is intonationally built on the same music as the barcarolle and again leads
to a rhetorical flourish.

When talking about the structure of the finale, which is the most complex in the Concerto cycle, the
initial tutti and cadenza of the cello can be considered the first subject, although there is no theme here as
such in the customary sense. The three episodes of tutti mark the beginning of the movement, the beginning
of the development (number 86), and the beginning of the recapitulation (number 99), respectively. The
Mahler-like barcarolle and Mussorgsky-style trepak (number 84) form the second subject: despite the
striking genre and stylistic contrast of these two themes, they are built on the same intonations.

In number 91, an episode begins in which a motif from Mussorgsky’s Boris Godunov arises that passes
through several stages of variations and joins with the theme of the first movement (in the winds) and with
the barcarolle theme of the finale. The elements of the themes of the first and third movements intertwine
and clash increasingly frequently, ultimately leading to the climax, just as in many of Shostakovich’s
compositions, which coincides with the beginning of the recapitulation. Here the “Bubliks” motif from the
second movement is heard again, while the recapitulation features both the trepak and the barcarolle along
with the otherworldly whole-tone scale; the composer’s monogram also appears, now hidden in the trepak
rhythm. The music of the beginning of the first movement also returns (number 109).

The Concerto ends with a striking coda built on a play of percussion instruments. Shostakovich returns
here to that type of coda that sounded many years before in the second movement of his Fourth Symphony
and will sound again in his last, Fifteenth Symphony. Against the background of the drawn-out sound of
the solo cello, the group of percussion instruments plays repetitive rhythmic figures, in which the ticking
of clocks, the flight of time, can easily be heard. According to the reminiscences, Shostakovich spoke
rather ironically about the fact that in Mahler’s “Song of the Earth”, eternity (Ewig) is portrayed by the

21 Letters to a Friend, pp. 212-213.

22 The D-E flat-F-G flat when rotated (F-G flat-E flat-D) give a transposition of the monogram DSCH. The monogram itself,
which includes a descending semitone, turns out to be related to the first and second subjects of the first movement of the Concerto,
turning the form of sonata allegro into a variational one.
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celesta.?® In the coda of the Second Cello Concerto and Fifteenth Symphony, he used for this the harsher
sound of the xylophone and percussion instruments without an explicit pitch—the wood-block (Legno),
small drum, and tom-tom.

Instrumentation of the Concerto is distinguished by the transparency typical of Shostakovich’s late
period of creativity. There are relatively few instruments, double winds, but two harps; the brass group is
represented by only two French horns, and, just as in the First Cello Concerto, the French horn is a sort of
counterpart for the soloist in the first and second movements. In the finale, both French horns play together and
in canon, prompting the solo cellist to compete: in the cadenza episodes, the cello solo, to the accompaniment of
the tambourine, essentially imitates the signals of the French horn that were only just played.

The percussion instruments (four performers, as indicated by the composer in the author’s manuscript
of the score) play an enormous part in the orchestra—their role perceptibly grows in Shostakovich’s late
works. In the Second Cello Concerto, the solo cellist performs all of his solo episodes accompanied by
percussion: the big drum (first movement), as well as the tambourine and small drum (third movement).

The Second Cello Concerto was begun on 17 March 1966 in Moscow and finished on 27 April 1966 in Yalta.
Shostakovich, who usually never showed unfinished compositions to the performers, made an exception
this time: he, as Rostropovich testified, asked him how difficult it was to play parallel tenths, as well as
double stops in fourths, on three strings. Incidentally, Shostakovich wrote the tenths (number 31) as early
as the rough draft of the first movement from the very beginning, while he only designated the chromatic
course by means of broken fourths on three strings in the draft, writing only the two upper fourths and
the word “chrom” (sheet 14), clearly doubting the possibility of performing this passage (three bars before
number 102).2* Rostropovich assured Shostakovich that the parallel tenths would not be a problem and,
to prove it, played them for the composer cleanly and convincingly. “Afterwards,” recalled Rostropovich,
“I regretted this success, for every time I perform the work in public and arrive at that spot I get nervous,
I have to pray that I wouldn’t miss that first chord. Dmitri Dmitriyevich suggested that he could give the
lower voice to the violas, but I persuaded him to leave it in the way he had first written it.”??

The Second Cello Concerto was first performed by Mstislav Rostropovich and the State U.S.S.R.
Symphony Orchestra under the baton of Evgeny Svetlanov on the composer’s 60th birthday and in his
presence in the Grand Hall of the Moscow Conservatory on 25 September 1966. As early as 5 October,
Rostropovich performed the European premiere at the London Royal Festival Hall with the BBC orchestra
under the baton of Colin Davis. The American premiere was held on 26 February 1967 in Carnegie Hall in
New York, where Rostropovich soloed with the London Symphony Orchestra under the baton of Gennadi
Rozhdestvensky.

The Concerto score was first published by Muzfond in 1967 and by Sovetsky kompozitor Publishers in
1970. The piano score done by the composer himself was first published by Sovetsky kompozitor Publishers
in Moscow in 1969 in 1,630 copies. A copy of the original manuscript of the score is kept in Dmitri
Shostakovich’s Archive in Moscow: 77 pages of score with the author’s pagination, plus a title page and
page indicating the orchestral instruments.?®

Alexander IVASHKIN

BAR-BY-BAR COMMENTS

This publication is based on the 1986 edition (from Collected Works, Vol. 17, Muzyka Publishers,
Moscow). The author’s manuscript of the piano score has not been found, there are only rough drafts (Dmitri
Shostakovich’s Archive, rec. gr. 2, section 1, f. 475—16 pages, rec. gr. 2, section 1, f. 476—8 pages, rec.
gr. 2, section 1, f. 477—2 pages). The text has been collated with the 1969 and 1976 editions of the piano
score and with the 1985 edition of the score (from Collected Works, Vol. 16, Muzyka Publishers, Moscow).
The following abbreviations are used: 1986 edition of the piano score—P and 1985 edition of the score—S.

28 See: E. Denisov, op. cit.

24 See: Dmitri Shostakovich’s Archive, rec. gr. 1, section 1, f. 108, sheet 14.

% K. Wilson, Mstislav Rostropovich. Cellist, Teacher, Legend, Faber&Faber, London, 2007, p. 200.
26 See: Dmitri Shostakovich’s Archive, rec. gr. 1, section. 1, f. 106.
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I. Largo

The bars in which there are no dynamic signs in the 1969 and 1976 editions and which have been added
in P in accordance with S, but are enclosed in square brackets, are 24, 67, 68, 70, 91, 95, 105, 136, 146,
147, 148, 150, 180, 247, and 248. In this publication, the square brackets have been removed.

Bar 48. P-no. Right hand. There is no tie from the whole note in the 1969 and 1976 editions.

Bars 52-53. P-no. Right hand. There are no ties in any of the editions. They have been added in accordance
with S (in keeping with the Cor. I part).

Bar 117. P-no. Right hand. There are no dots under the tie in any of the editions. They have been added
by the editor of this edition in the same way as for bars 119, 120, and 122.

Bars 125-126. P-no. There are no ties between the gis’-a’ notes in any of the editions. Printed in accordance
with S (in keeping with the Cor. I part).

Bars 131-132. P-no. Left hand. There is no tie in the 1969 or 1976 editions. Printed in accordance with
PandS.

Bar 180. P-no. Left hand. Thereis no tiein the 1969 or 1976 editions. Printed in accordance with P and S.

Bar 181. There is no dynamic Jff sign in any of the editions. Printed in accordance with S (in keeping
with the Cassa part).

Bars 210-211. P-no. Left hand. There is no tie in the 1969 or 1976 editions. Printed in accordance with
PandS.

Bar 254. P-no. There is no espr. sign in S. Printed in accordance with the piano score editions.

II. Allegretto

The bars in which there are no dynamic signs in the 1969 and 1976 editions and which have been added
in the 1986 edition in accordance with the score, but are enclosed in square brackets, are 11, 29, 61, 69,
70, 74, 78, 84,92, 93,94, 101,110,112, 142,173,174, 176, 178, 193, 211, 212, 218, 247, 249, 250, and
252. In this publication, the square brackets have been removed.

Bars 29-30. P-no. There are no ties in the 1969 or 1976 editions. Printed in accordance with P and S.

Bar 72. V-c. There are no cresc. hairpin in the 1969 or 1976 editions (or in S). Printed in accordance
with P.

Bar 200. P-no. There are no accents in the 1969 or 1976 editions (or in S). Printed in the same way as
in bar 198 and in accordance with the 1986 edition.

Bars 249, 252, 253. V-c. In all the editions (and in S), gliss. is designated by one line. It has been corrected
by the editor of this publication.

ITI. Allegretto

The bars in which there are no dynamic signs in the 1969 and 1976 editions and which have been added
in P in accordance with S, but are enclosed in square brackets, are 213, 292, 319, 338, 339, 352, 353, 356,
359, and 408. In this publication, the square brackets have been removed.

Bar 265. P-no. Left hand. Thereisno tiein the 1969 or 1967 editions. Printed in accordance with P and S.

Bars 400-404. P-no. Left hand. There are no ties in the 1969 or 1976 editions. Printed in accordance
with P and S.

Bars 411-412. P-no. There are no ties in the 1969 or 1976 editions. Printed in accordance with P and S.

Viktor EKIMOVSKY
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IloscHumeJvbHbLe 3aMeULAHUS

B Apxwuse [I. [I. lTocTakoBrua B MOCKBe XpaHUTCS KON PYKOIIMCH 3CKU30B K KOHIIEPTY. ITO 8 CTPAHUIY
SCKM30B K IIepBOi yactu!, 7 CTPAHUI] 3CKU30B KO BTOPOIl yacTu?, a Takske 12 CTpaHUI 5CKMU30B K TPEThel
yacTu®.

Bce scku3bl HAlMCaHBI HA ABYX CTPOUKAaX, 0€3 BRINMCAHHON IIapTUU COJbHOM BroJioHUYenr. Ha moasax
IepBOTO JINCTA 9CKU3a IepBoii uacTu — gara 17 mapra. IlepBas uacTh, 0UeBUIHO, ObLIa COUMHEHA HA OTHOM
IBIXaHUHU, OBICTPO, 3a TPU AHsL. ATY CTPEMUTENHLHOCTE OTPAXKAET U MOUEPK KOMIIO3UTOPA B 3CKU3aX II€PBOM
yactu. Ha BocbMu JaucTax Habpocama BUepHe MPaKTUUYECKU BCS YaCTh B TOM BHU/e, B KOTOPOM OHa Oyer 3a-
(huKcupoBaHa KOMIIO3UTOPOM B OKOHUATEJHHON BEPCUU HAPTUTYPHI.

Cpenu 5CKM30B BTOPOI YACTH €CTh OJMH JIUCT C aJIbTePHATUBHO OPKECTPOBKOM (pparMeHTa BTOPOIi YacTU
(omuu TakT g0 11. 42). Homep crpaHuIisl (21) B 3T0M, BRITVIAAAINENH KaK YHNCTOBAs, PYKOINCH IIPOCTABJIEH
camuM Kommosutopom (ABTorpad E, @. 1, p. 1, exa. xp. 107). MoskeT ObITH, 9TO COXPAHUBIIAICSA CTPAHUILA
IPYTroil OPKECTPOBOI BEPCUM BTOPOI yacTu?

Ha oxHoit 13 cTpaHull 5CKMU30B KO BTOPOU YaCTH BUIHO TaKiKe HECKOJbKO MHOEe, OTJINYHOE OT OKOHYA-
TeJbHON BepCHUH, PellleHre YeThIPEX TAKTOB A0 II. 61. B okoHUaTeIbHOM BepCUH CTPYHHBIE UTI'PAIOT 3/1€Ch
MOHOTPaMMYy KOMIIOBUTOPA, & COJIUCT — MOBTOPSIET KBUHTY a — d. B sackuse ke (ABTorpad C, Cmpanuuya I,
cucreMa 3, T. 5—6) OTUETINBO BUAEH JUATOHUYECKUH MOTHB, CXOAHBIN ¢ HaUaJIbHLIM MOTHUBOM U3 «Bopuca
T'ogymoBa» Mycoprckoro (KOTOPHIi MOoABIsAETCA B cepenuHe (pruasa). He ncKIoUeHO, YTO KOMIIO3UTOP MMEJT
HaMepeHUe NCI0Jb30BaTh MHTOHAIIMH 9TOM TeMbl MyCcOprcKkoro y:xe Bo BTOPOI YaCTH.

B cBoux xommeHTapuax K nucbMmy IllocrakoBuua 'IMKMaH IUIIIET, YTO « TPEThSA YACTh KOHIIEPTAa, KOTO-
poii ITlocTaKkoBUY OCTAICA HEJOBOJIEH, ObLIA HAIMCAHA 3aHOBO»°. ICKMU3EI TpeThell uacTu (6oJiee Y4epHOBbIE
B CPaBHEHUU C 3CKM3aMU K JBYM IPYTUM YaCTAM) IIOATBEPKIAIOT BO3MOYKHOCTD TaKoIi mepepaborku. Tak,
B 9CKHM3aX TPeThel uacTu HeT OHOI M3 BapuaIlluil cpeaHero snusona (Ha Treme Mycoprckoro) ¢ 6apabanom
(1. 87-98). Bmecto tutti (1. 99) mpocrto Hanucamo cioBo «6yoauku» (Asrorpad D, Cmparnuya 10, cucrema 4,
T. 2). BodBpaliienue HauaJIbHOI T€MbI IIepBOii uacTu B puHase (1. 109 B oOKoHUATEeIbHOM BePCUM) B 9CKU3aX
OBLJIO HAMeUYeHO HaMHOTO paHbIlie — B patione 1. 90 (AsTorpad D, Cmparuuya 7). Boamo:xkHO, uges BKJIO-
YyeHUs 91u30/a (Bapuamnuii Ha Temy MyCcOprcKoro) mosgBuJIach HECKOJIBKO IMO33Ke, IIPU CO3TaHUU YHNCTOBOTO
BapuaHTa MapTUTYPHI.

Anexcanop HBAIITKHMH

t Apxus [I. . IlTocrakoBuua (¢.1, p. 1, ex. xp. 109). B IlosicHuTeIbHBIX 3aMeYaHUAX 0003HAUeH Kak ABTorpad A.

2Tawm ke, ex. xp. 108, ctp. 1-4 u d. 1, p. 1, ex. xp. 110, c. 1-3. B ITosscHUTEIbHBIX 3aMeUYaHUAX 0003HAUEH COOTBETCTBEHHO KaK
Agtorpac B u Asrorpad C.

3 Tawm ke, ex. xp. 108, c. 5—-16. B IToacHuTEeIbHBIX 3aMeuaHusAX 0003HaueH Kak ABrorpad D.

4 Cm. nuce™mo U. [1. TnukMaHy, IPOIUTHPOBAHHOE B CTATHE.

5> IIucpma K gpyry. C. 13.
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Explanatory Notes

A copy of the manuscript of the rough drafts of the Concerto is kept in Dmitri Shostakovich’s Archive
in Moscow. It comprises eight pages of rough drafts of the first movement,! seven pages of rough drafts of
the second movement,? as well as 12 pages of rough drafts of the third movement.?

All of the rough drafts are written on two staves without the inserted part of the solo cello. In the margin
of the first sheet of the rough draft of the first movement is the date 17 March. The first movement was
evidently composed at one sitting, quickly, in three days.* The composer’s handwriting in the rough drafts
of the first movement also shows how quickly it was written. Essentially the entire movement was written
in draft form in the way the composer would then notate it in the final version of the score.

There is one sheet among the rough drafts of the second movement with an alternative orchestrated
fragment of the second movement (one bar before number 42). The page number (21) in this manuscript,
which looks like a fair copy, has been written by the composer himself. (Author’s Manuscript E, rec. gr. 1,
section 1, f. 107). Perhaps this is a page from another orchestrated version of the second movement?

One of the pages of the rough drafts of the second movement has another execution of the four bars
before number 61 that is a little different from the final version. In the final version, the strings play the
composer’s monogram here, while the soloist repeats the a-d fifth. In the rough draft, on the other hand
(Author’s Manuscript C, Page 1, system 3, bars 5-6), a diatonic motif can clearly be seen that is similar to
theinitial motif from Mussorgsky’s Boris Godunov (which appears in the middle of the finale). It is possible
that the composer intended to use an intonation of Mussorgsky’s theme in the second movement.

In his comments to Shostakovich’s letter, Glikman writes that “the third movement of the Concerto,
with which Shostakovich was dissatisfied, was written anew”.®> The rough drafts of the third movement
(which are rougher than the drafts of the other two movements) confirm the possibility of this arrangement.
For example, there is not one of the variations of the middle episode (on Mussorgsky’s theme) with drum
(numbers 87-98) in the rough drafts of the third movement. Instead of tutti (number 99), the word “bubliks”
is simply written (Author’s Manuscript D, Page 10, system 4, b. 2). Repetition of the initial theme of the
first movement in the finale (number 109 in the final version) in the rough drafts was designated much
earlier, around number 90 (Author’s Manuscript D, Page 7). It is possible that the idea of including the
episode (variations on Mussorgsky’s theme) appeared a little later when writing the fair copy of the score.

Alexander IVASHKIN

! See: Dmitri Shostakovich’s Archive (rec. gr. 1, section 1, f. 109). In the Explanatory Notes, it is designated as Author’s
Manuscript A.

2 See: Ibid., f. 108, sheets 1-4 and rec. gr. 1, section 1, f. 110, sheets 1-3. In the Explanatory Notes, they are designated as
Author’s Manuscript B and Author’s Manuscript C, respectively.

3 See: Ibid., f. 108, sheets 5-16. In the Explanatory Notes, it is designated as Author’s Manuscript D.

4 See letter to Isaak Glikman quoted in the article.

> Pis’ma k drugu [Letters to a Friend], p. 13.



