IIEPBBIYI BUOJIOHYEJLHBIN KOHIIEPT
II. IT. IIOCTAKOBUYA

ITepseiit BuomonuesbHbIN KOHIEPT Il. II. [llocTakoBuua 6611 HauaT 1 Mmasa 1959 roga, o uem CBUAETEIHCTBY-
eT 3aIIiCh KOMIIO3UTOPA Ha mojiax aBrorpadal. Becs KoHIepT 6611 3akoHYeH 20 uioa TOro ke roga B [lome
TBOpUecTBa KOoMI03uTOpoB B Komaposo. B maTepBbio rasere « CoBeTcKasi KyJIbTypa» , ONIyOIMKOBAHHOM 6 MIOHA
1959 roga, IllocrakoBuY cKasas: «Bauskaiimieil Mmoeit KpymnHOU paboroii 6yaer KoHIEpT AJA BUOJOHYEIN
c opkectpom. IlepBas uacte, Allegretto B xapakrepe mIyTamBoro mapiia, y:xke 3akouueHna. KoHIiepr, cyaa
1o BceMy, OyneT TpéxuacTHbIM. COOOIIUTE UTO-I100 OIIPeeIEHHOE O eT0 COAePKaHuy I 3aTPYAHAIOCH. I1o-
IOOHBIE BOIIPOCHI, HECMOTPS Ha UX MMPOCTOTY, BCeraa KasKyTcsa OUueHb TPYAHBIMU. Beqb HepeaKo ObIBaeT Tak,
YTO B ITPOIIECCE CO3TaHUA IIPON3BEAeHNA CYIIIeCTBEHHO MEHAIOTCA U (opMa, 1 KPYT BEIPA3UTEIbHBIX CPEICTB,
¥ caMblii sKaHP ero. Mory JHUIIb COOOIITUTD, YTO KOHIIEPT ATOT 3a[yMaH CPABHUTEJIHLHO TaBHO; IePBOHAYAb-
HBIM MMITYJIbCOM K €TI0 COUMHEHUIO SBUJ0CH o3HakoMmaeHue ¢ CuM@poHUnei-KOHIIEPTOM [JIsi BUOJOHYEU
¢ opxectpom Cepres IIpokodnesa. IIpousBemernue aTo BechMa 3aMHTEPECOBAJIO MEHSA U BBI3BAJIO JKejaHue
onpo6oBaTh CBOM CHUJIBL B ATOM KaHpe» 2.

ITepsBoiit BUoOHUEAbHBIN KOHIEPT [IlocTakoBUYa — KaK HEMHOTHE NHCTPYMEHTAJIbHbIE KOHIIEPTHI —
HaIrcaH B (DOpMe YeThIPEXUYACTHOTO IIUKJIA. B 9TOM KOMIIO3UTOP CJaeAyeT CTPYKType cBoero IlepBoro ckpu-
MAYHOTO KOHIIEPTa, M3JAAHHOTO JeCcATUJIeTHEM pPaHbIlle. YeThIPEXUACTHBIN MUKJ JOCTATOYHO HEOObIUueH
I UHCTPYMEHTAJIbHOTO KOHIIEpTa U 0oJiee cBoMcTBeH cuMpoHuu. VI3 MHOTOUKMCIEHHBIX POMAHTUUYECKUX
BUOJIOHUEJILHBIX KOHIIEPTOB TOJIbKO KOHIIEPT 115 BuosioHYe siu ¢ opKecTpoM Jirapa (1919) yersipéxuacres,
a u3 KoHiepToB XX Bexka — Cello Symphony (Cumdonus aia BuoJioHuegu ¢ opKecTpoM, 1963) Bpurrena,
KoTopas, Tak ke Kak u [lepBbIii BuosoHYeabHBIN KOHIEPT [IlocTakoBuua, Oblaa counHeHa s McruciaaBa
PocrpomnoBuua u BriepBbie ucnosiiena uM B MockBe B 1964 roay. IIpuunna obparienus [lloctakoBuya K ue-
THIPEXUYACTHOMY IIUKJY — B €70 HaMePEeHUH CeJIaTh KaJeHI[UI0 OTAEeNbHOI YacTbio. PellieHue 9T0 IPHUIILIO
He cpasy — B IIepBOHAYAJHLHOM BapuaHTe KaJeHI[UA OTCYTCTBOBaJIa 1 KoHIIepT ObLI TPEXUYACTHBIM.

Kax cirenyer us npuBeneéHHbIX BhIie ¢aoB [IlocTakoBuua, counHsass I[lepBbIii BUOJIOHYEIbHBIN KOHIIEPT,
KOMIIOBUTOP BO MHOT'OM BHoxHOBJAIcA CuMmboHueii-koHIeprToMm IIpokodbeBa — counHeHEeM, HallMCAHHBIM
BCEro HECKOJBKUMU rofaMu paHee a1y MctuciaBa Poctpomosuua, koropomy IllocTakoBUY 11 TOCBSITUAI CBOT
Koumepr. Ho pasBepHyTaa Kageuua Bo Bropoii yactu CumdoHUKU-KOHIIEPTA ellfe He craja y IIpokodbeBa
oTaebHOM yacThio. M B IlepBoM ckpunuuHOM KoHITepTe camoro IIlocTakoBrua KafeHIus TaKKe eIré He ABJIs-
eTcs OTAEeJbHON YacThIo ITMKJIAa — OHa Kak ObI mpomosiskaeT Teuenue [laccakanuu, TpeTbeit uactu KoHiiepra.
B Cumdonnu 1151 BUOJIOHYEIU C OPKECTpoM Bpurrena, cosganuoii o BausuareM [IepBoro BUOJIOHUYETHEHOTO
koutiepta IllocTakoBuua, KaJeHIIU COJIUCTA coequHseT aBe mocaenuue yactu (Adagio u Ilaccakanuio), HO
BCE JKe He ABJISETCS CaMOCTOSATeIbHOM YacThio. MHTEepecHO OTMeTUTh, UTO 00e KaJleHIiuu — 1 Y Bpurrena,
u y IllocTakoBrua — IIpeaABapsaIOTCA 3ByYaHUEM JIUTAaBP.

HoBaTopckas CTPpYKTypa IUKJIA C KaJeHI[nell B KaueCcTBe CAMOCTOATEIbHON YaCTU SBIAETCS YHUKAIb-
HOM. TpakToBKa KaJeHIIMU KaK oTaeabHOM yacTu y IllocTakoBuua B AAJIbHEHMIIIEM IIOBJIMAJIA HA CO3MaHUIE
CaMOCTOSTeJbHBIX COUNHeHUIT o HasBaHueM «KageHniua» — Takux, Kak KageHus 11 BUOJOHYEI T COJIO
BukTtopa Exumosckoro (1970) u Kagennus ais aabra como Kmumiroga ITenaepernkoro (1984).

ITepBas yacTb YacTO BOCOPUHUMAaeETCA KaK I'POTECKHbIH MapIii. OJHAKO MepBoHaYaJIbHOE « MapIIenoa00-
Hoe» yKasaHue MeTpoHoMa (] = 116), IpocTaBIeHHOEe KOMIOBUTOPOM, GBLIO C eT0 BeA0Ma N3MeHEeHO Ha IIep-
BBIX ucnogHeHuax M. JI. PocrponoBuuemM Ha ropaszo 6ojee ObicTpblii TeMir®. Mojiogble MCIIOJIHUTEIN UTPAIOT
ATy MY3BIKY eIll€ ObICTpee — B TeMIIe J=132.B mapTUType U KJIaBUPe, OMHAKO, OCTABJIEHO OPUTUHAIBHOE
obo3HaUeH1e J =116.

ITepBasi TeMa — OUH 13 cCAMbIX HEOOBIYHBIX 00Pa3Il0B TeMaTH3Ma B BUOJIOHUEJIbHOU tuTeparype. [lamékasn
oT o0pasa THIUYHOU BUOJIOHUEJIbHOU TEMBI, 0HA BOCIIPUHUMAETCA CKopee KaK a0CTPAKTHBIN «JIOTOTUIT» VI

1 Cwm.: Apxus II. [I. lllocrakoBuua 8 Mockse, ®. 1, p. 1, ex. xp. 105. C. 1. Ha ogHOM 13 JTUCTOB 9CKU30B (C HAOPOCKOM CePeIUHBI BTOPOM
vacTH) ecTh Hagnuch: JJoporomy Ciase PoctponoBuuy Ha no6pyro namars [. Illocrakosuu. 20 X 1959. ITonurit aBTOrpad MapTUTyphI I0Aa-
peH aBTOpOoM PocTpornoBuyy, KOTOPOMY U IOCBAIIEH 9TOT KOHIEPT. B HacToAIee BpeMsa HaxonuTcA B ceMmeitHoM apxuse M. JI. PoctponoBuua.

2 Tpopueckue miaansl Jmurpus [locrakosuua // CoBerckasi Kyabrypa,1959, 6 uroms.

3 Cwm.: Wilson Elizabeth. Mstislav Rostropovich. Cellist, Teacher, Legend. London, 2007. P. 135.
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MOHOI'PAMMA, IPUUYEM STO BIIEUATICHNE TOJBKO YCUINBAETCS JOBOJIHHO HEOOBIUHOM apTUKYJIAIEH, IPOCTAB-
neunoii IlloctakoBuueM: TOUKa, a Mo Hell — uéprouka. I1o Bocmomuuanuam PocTpomnosuua, IllocTakoBuy
omacaJjics, 4TO TAKOH IITPUX MOT OBITH KEM-TO IIPOUNTAH KAK «HOTA Ha JOOABOUHON JMHEHKe» 1. DTOT yHU-
KaJbHBIN, faxke B My3bIKe camoro IllocTakoBryua, THII apTUKYJISAINT SBHO YKAa3bIBaeT HA JeKJIaMaIllnOHHBIH,
CHUMBOJIMYECKUN XapaKkTep TeMbI’.

U B camom geie, HauaJabHAA T€MA KOHIEPTA ABJIAETCA KaK Obl CKPBITHIM MHTOHAIIMOHHBIM «KapKacoOM »
rpy3uHCKOM mecHu «CyJIuKO», CTOJIb JII00uMOoM CTaaIruHbIM:
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Ona nosaBJigeTcA, co3HATEJIbHO TpouTupoBanHasn IllocrakoBuuem, B camom Hauase puHama KoHepra
(BocsMoii TakT mmoce 1t. 63)%. HauasbHaa Majias TepIius TeMEI COBIIaAeT ¢ MOTUBOM Hauaa necuu («f mormiry
MUJIOH UCKAaJ» ), a TPeTHUH 3BYK — ces = h — ¢ HauaJioM BTopoii (ppassl mecHu (« Ho e€ HaliTh Hererko»). Ira
HavaJIbHaA TeMa KoHIepTa Ob11a ncnosb3oBaHa lllocTakoBuueM paHee, B ero My3bIKe K KuHODuiabMy « MoJo-
nasareapausi» (1948), rae ona 3ByuuT B artusozie « CMepTh repoeB» B MeIEHHOM TeMIIe, KaK TPaypPHBIN MapIII:
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B Ttom ke rogy IllocTakoBuY MCIIOJaB30BaAT TeMy IecHU «CyJIMKO» B CBOEM « AHTH(MOPMATIUCTUUECCKOM
paiike» — caTupe Ha nusBecTHbIe coObITUA 1948 roga (CoBeranue nesareseit coBerckoit Mmy3siku B [IIK BKII(6)
u ocaemoBasiiiee 3a 3tuM [Tocranosaenue ITK BKII(6) ot 10 deBpansa «06 omepe ,,Benukasa gpy:x6a‘“ B. My-
pazesin») — COUMHEHUU, BIIEpBhIe IPO3ByUaBIineM JuIlb B 1989 roxy.

HauanpHasa Tema mouTu cpasdy Ke cojeraerca ¢ MOTuBoM MoHOrpammsbl camoro IllocrakoBuua. Ora
CJBIIIHA yiKe B UeTBEPTOM TaKTe IT. 1, B BUOJIOHUYEJIbHOM MapTUM: 3BYKU as — & — [ — e IIpU POTaIli U TPaHC-
TMO3UIUU AAIOT 3BYKW MOHOTpPaMMBbI Kommiodutopa D — Es —C — H .

4 3 Gecennl aBTopa 8TUX CTPOK ¢ M. JI. PoctponoBuuem 16 nosi6pa 2006 roxa B [Tapuke.

> M. JI. PocTpomoBrY BCIIOMUHAJ O TOM, Kak quprakép A.B.Tayk Bo BpeMs IOATOTOBKY K ITepBoMy ucmosHeHuio Konmepra B MockBse
00'bABUJ, YTO OH HAIIEJ «KJIOU» K CMbICTY nepBoit Tembl KoHilepra. « Kakas sameuaTenbHas TeMa, — roBOPWJI ['ayK, — s YYBCTBYIO 371€Ch
CKDBITBIN TeKCT ,,MbI Bce 3a MUp, Tpa-Ta-Ta, Tpa-ra-ra“s (cm.: Wilson Elizabeth. Op. cit. P. 135).

6 Bce CCBLIKM JAIOTCA 110 IIEPBOMY U3AaHuio maptuTypsl (M., Mysrus, 1960).
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Bropas, mobouHasa TemMa mepBOil YACTU TaKyKe COOTHOCUTCS C 3TOII MoHOorpaMmmoii. Koporkoe opkecTpo-
Boe tutti mepen HavasioM M3JI0KEHUSA TOOOYHOU MAaPTUM Y BUOJOHYE NN (I[. 9) IeJTMKOM HMOBTOPSET 3BYKU
MOHOTPAMMBbI: B IapTUU ITNKKOJO OHU 3ByYaT B opurnHajabHoM KJaoue: C — H — Es — D, B To BpeMsd Kak
BUOJIOHYEJIb aPTUKYJIUPYET ITIOBTOPEHME ITOJTYTOHOBOM NHTOHAIITMY — YaCTH MOHOTPAMMBI. A B IIIECTOM TaKTe
1. 10 mosaBIdgeTCA U caMa MOHOTpaAMMa, M3J0KEeHHAA B IaPTUU COJIUCTA.

HocTaTouHo mpocTas CTPYKTypa coHaTHOro allegro mepBoit yacTu Bcs OCHOBaHA Ha MIOCTOSHHOM CTOJIKHO-
BEHUU «3HAKOBBIX » 9JIEMEHTOB I'NIaBHOM 1 IT000uHOII mapTuii. PazpaboTka (11. 15) ABIsAETCSI CKOpee MO3anKoi
PaBHBIX TEMaTUUEeCKUX (hparMeHTOB, UeM UX CTAHJaPTHOM paspaboTkoii. Tak, omuH TakT 10 1T. 16 — 9T0 MOTUB
MOHOTPaMMBbI KOMIIO3UTOPA, a YoKe CJAeNYIONINI TAKT — dJIEMEHT IJIaBHOI TapTUM, CBA3AHHBIH ¢ « CyJIUKO» .
Bcé, uTO B 9KCIIOBUIMY CMEHAJO APYT APyra B IIOBECTBOBATEJIbHOM KJIOUE, 3IeCh CTAJIKUBAETCS B BKCTpe-
MaJbHOM CUTYaIlMu — MYBBIKY KaK Obl «JIUX0PAJUT». OTO BIIleUaTJIeHNE elé 60jee YyCUINBAETCA TEM, UTO
BTOPOI pas/iesi pa3paboTKM MPeACTaBIAET CO00 PUTMUUECKOE « YMEHBIIIEHNE» TTIEPBOT'0 — BCE COOBITUA ITPO-
UCXOnAT 3mech BaABoe ObicTpee (11. 20). ITo6ouHas mapTusa u3MeHAeTCA 40 Hey3HaBaeMOCTH B JUCCOHAHTHBIX
aKKopaax BuoJsioHuesu (1. 23).

CapKacTUYeCKUH 1 HECKOJIbKO 3JI0BEIIUI XapaKTep My3bIKH eI1lé 00Jiee MOAUEPKUBACTCS T€M, UTO COJIUCT-
BUOJIOHYEJIVICT UMEET 31eCh CBOETO « TBOMHUKA» — COJIUCTA-BAJITOPHUCTA, KOTOPBIA 'POMOTJIACHO BCIIOMUHAET
HavaJabHYyI0 TeMy (HaMEK Ha «CyJInKo» ) BO BCexX BasKHeHIInx MoMeHTax (opMbl. ToT ke 3710BeIuii « IBOMHUK »
yepeayeTcsA C COJTUCTOM-BUOJIOHUEJIMCTOM B ITPOBEIEHNY TOOOUYHOM NapTuu, MeHAACh ¢ HuM Mectamu (1. 30).

Bropasa yacts KoHllepra — mpumMep HoBaTopcKoii moauctuauctuku IlloctakoBuua. 31ech cOUeTaOTCA
HeoKJIaccuuyecKasd capadaHia, IMaToOHNUYEecKas TeMa COJIMCTa — U ITOUTU MaJIePOBCKUIL CPEeIHMI BTIN30/T, ITPU-
BOAANINY K KYJIbMUHAIINY U KOJE, TAE COJUCT UTPAET B CONMIPOBOKAEHNN IIPU3PAUHOTO 3ByUAHNA UEJIECTHI.

Kanenrus (TpeThbda 4acTh), IOMUMO ITIOKa3a BUPTYO3HBIX BO3MOYKHOCTE COJIMCTA, ABJIAETCA CMBICJOBBIM
IIEHTPOM ITUKJIa U pa3paboTKoii Bcex TeM Kourepra. TeMbl TUKJIa TPOXOAAT B 3ePKAJTbHOM MTOPAJKE: cCHAYA-
Jia TeMBbI BTOPOIi UaCT!, IPUUYEM TaKKe B 00paTHOM ITOPsAAKe, KaK OyATO BpeMs ABUKETCA BCIATh. JTa 0CO-
0eHHOCTb IPUJAET HAYATBHOMY dII30Ay KameHIIuy HeCKOJIbKO COMHAMOYINYECKUI XapaKTep — CXOMHBIH
C BOCIIOMUHAHUSAMHU BO CHE UJIV B KOHIIE "KU3HU YeJOBeKa.

Temn KageHIuu mocTeneHHO YOBICTPSETCS, IOABIAETCA U aKTUBHO paspabarwiBaeTca Tema CapabaH-
Ibl — Hauajga MenjeHHoH yactu. B Allegretto mosaBisAtoTCcA s1eMeHThI CpefHero pasjiesa MepBOi YacTH.
U naxownerr B Allegro Bo3BpalifaroTcsi TeMbl II€PBOM YaCTH, IPUUEM NHTOHAIIMY ITOOOUYHOI T€MbI CTAHOBATCS
OIIpeeJIAIONIMMY B TJIaBHOU TeMe (puHaja (TpoekpaTHoe moBTOopeHure 3ByKa g). IlllocTakoBuy KaK ObI ABU-
JKeTcA 110 BEeKTOPY BPeMeH! Hasa U BIEPE.

B mauanbuoMm tutti, oTkpriBaromiem @unal, 3ByuuT « CyJINKO» , XOTS Y3HATD €€ TOBOJBHO TPYAHO. PocTpoIro-
BUY IPUB3HABAJICS, UTO HE YCJIBIIIIAJ STOM TeMEI 0 TeX 0P, noka IllocTrakoBud emy cam He «Harea» eé’. B KoHile
(huHaIa BHOBE MOABJISAETCA HAUYAJIbHAA TeMa IIePBOM YacTu: B yMeHbIleHuu (11. 77), B yBeauwueHuu (11. 78) u Ha-
KOHeII B CBOEM HepBoHauaabuoM Buze (11. 79). Ilocse uero BHOBL cabliitHa Mestogusd « Cymuko» (11. 84).

ITepssolit BUoOHUYeAbHBIH KOHIEPT IIlocTakoBUYAa, HECMOTPSA Ha CBOIO YUETHIPEXUYACTHOCTD, TUITUUHYIO A5
cUMMOHUYECKUX ITUKJIOB, He aBjasgeTca CuMpoHMei-KOHIIEPTOM B CMBICJIe PABHOSHAUHOCTH POJIM OPKECTPa
¥ coJiucTa. ITO cCKOpee KOHIIEPTIITIOK, I'/ie COJIUCT IOUTH Be3le foMUHUPyeT. KOHIIEPT OpKecTpoBaH s
CPaBHUTEJIbHO HEOOJBIIIOTO, TOUTH KAMEPHOTO COCTaBAa, C ABONHBIM HA0OPOM AEPEBAHHBIX JYXOBBIX U TOJb-
KO OJHOU BaJITOPHOM (KOTOpPas BHIMOJIHAET POJb CBOEOOPA3HOTO «IBOMHUKA» COJIMCTA, OCOOEHHO B II€PBOM
yactu). OpKecTpoBKa oTJIinYaeTcA OOJBIION SKOHOMHOCTRIO, tutti BcTpeuatorca Heuacro. IllocTrakoBuu
MIpeAIoYNTaeT UCII0JIb30BATh PABIUUHBIN XapaKTep 3ByUYaHUA NHCTPYMEHTAIbHBIX TPYIII — JePEeBAHHBIX,
CTPYHHBIX, VIAPHBIX.

ITepBbIii BUOJIOHUEJILHBIN KOHIIEPT B CBOEH CTPOTrO# cO0aTaHCUPOBAHHOCTH SIBHO UMeEeT U HEKOTOphIe KJiac-
CUYeCKUe UePThI: HeIapOM JIYUIITNM BUOJOHUYEJIbHBIM KOHIIEPTOM B CMBICJIE MCIIOJIE30BAHU A BUOJOHUEIbHBIX
perucTpoB, IMHAMUKHU U OajiaHca BuoJoHYeau 1 opkectpa [IloctakoBuu cuntas IlepBuiii BUOJIOHYEILHBIH
koumept Cen-Camca, o uém rosopui Poctponosuuy®. Ipkuii, eciu He JydIlInii, o6pasel BUOJOHYEIbHOIO
kKoHIepTa XX BeKa, IlepBbIil KouIiepT [IlocTakoBUUA ABJSETCA OJHUM M3 CAMBIX HONYJIAPHBIX, YaCTO HC-
TOJTHAEMBIX U 3alIUCHIBAEMbBIX COUMHEHMI BUOJIOHYEJIbHOTO KOHIIEPTHOTO Perepryapa.

B orauuwme ot IIpoko(dreBa, akTUBHO COTPYAHMUABIINEro ¢ PocTponmoBuueM IPU HANKMCAHUU CBOEH
Cumponnu-xkounepra, [llocrakoBuy Bcerga IpeacTaBIAN Ha CYJ UCIOJHUTENS yyKe a0COJIOTHO TOTOBOE
counuenue. Tax 06110 u ¢ IlepBbIiM, 11 cOo BTOpHIM BHOJOHUYEIbHBIMI KOHIIEPTAMU. POCTPOIIOBUY, A KO-
Toporo IlepBhIil KOHIEPT OBIJ HAIIMCAH XU KOTOPOMY IIOCBAIIEH, y3HAJ O (paKkTe Hanucanud Koxiepra us
raseTsl, Te ObLJI0 OMYOJINKOBAHO MPOIMTUPOBaHHOE BhIIie MHTEePBHIO ¢ [IlocTakoBuuem. B KoHIIe uiosia Po-

"Cwm.: Wilson Elizabeth. Op. cit. P. 133.
8 Cm.: Op. cit. P. 135.
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CTPOTIOBUY MOJYUMJI OTKPHITKY OT IIlocTakoBMUYA ¢ IPEAJIOKEHNEM ChITPATD €T0 TOJBKO UTO 3aBEPIIIEHHBIN
BuosnonuenbHBIN KOHIIEPT. PocTpomosuy mpuexas B JIeHUHTpaA 2 aBrycTa 4 B TOT JKe Beuep Ha KBapTUpe
cectpsl [llocrakoBrua Mapuu [JMUTpUEBHBI BIIEPBBIE YCJIBIIIAI My3bIKy KoHIIEpTa, KOTOPYIO KOMIIO3UTOP
ceIrpas emy Ha (poprenuano’. PocTponosuy Beiyums KoHmepr HausycTs 3a yerThipe aua'’. 6 asrycra on
BMecTe ¢ muanucToM Anekcasapom eqoxuHbIM yiKe urpaa Koumepr HaudycTs [llocTakoBuuy Ha ero Jaue
B Komaposo oz Jleuuurpamzom.

IIpembepa BuosioHue1bHOTO KOHIIEPTA cocTosAIach B Bosbiriom 3ajie JlenuHrpaackoii puaapmonnu 21 ceH-
Ta6pa 1959 roga (cosmmuct McruciaaB PoctponioBuu, CuMmponmueckuii opkecTp JIeHUHTpaaAcKo (hUIapMOHUN
mox yupasieHueMm Esrernus MpaBunckoro). B Mockse Kourepr 6b1 ucmoareHd 9 oktsadpsa 1959 roga Poctpo-
noBuueM ¢ I'ocymapcTBeHHBIM cuM@oHnuecKuM opkectpoM CCCP mox ynpasienueMm Ajekcamapa 'ayka.
Awmepukamckas mpemMmbepa mpoiria 6 Hoaopa 1959 roga 8 Punagenspuu (PocTpomosuy, @PuiagenbhuitcKuit
opkectp, nupr:xep Omxua Opmanan) , aHTJINCKAasI — Ha OTUHOyprckoM pectusaie 8 cenrsaopsa 1960 roxa.

Knasup Konrepra 06511 cieial caMuM KOMIIO3UTOPOM. MecToHaxo K AeHne aBTorpada Hen3BeCcTHO.
Brepsbie kiaaBup 0b11 onyoankoBas Mysruszom B 1960 roxy ( B usganuu 1975 roga K mapTuu BUOJOHYETIN
npubaBUIaCh €I€ 1 IapTUs aJIbTa B Ilepeo:kennu u pegaxiuu B. B. Bopucosckoro).

Anexcanop UBAIIIKUH

IIOTAKTHBIMI KOMMEHTAPUM

B ocHOByY HacTodIei nybankamuu mosokeno usgaume 1986 roxa (. 1. IloctakoBuu. CobpaHue co-
yuHenuii. T. 17. M., Myssika, 1986). ABTorpad KjaBupa He 0O0HaAPY:KeH, UMEIOTCS JIUIITb YePHOBbIE HaOpO-
cku (Apxus [I. [I. IllocrakoBuua, ¢. 1, p. 1, ex. xp. 105 — 32 crpanunsl ¢ [Ipunoxenuem porokonuii 4-x
crpanuir). Tekct cBepeH ¢ udganuamu 1964 u 1975 rogos u ¢ usganuem naptutypsbl 1985 roga. Pemakmusa
naptuu Buosionuesu M. JI. Poctpomosuua.

I. Allegretto

IumaMuyecKue yKasaHUs B TakTax 55, 58, 60, 66, 68, 86,123, 184, 185,189,197, 218, 279, 285, 291, 302
B aBTOrpade u usganuax 1964 u 1975 romgos oTcyTcTBYIOT, B usganuu 1986 roga 106aBIeHEI B COOTBETCTBUU
¢ MapTUTYPOIi, HO 3aKJI0UEHbI B KBaApaTHbIe CKOOKM. B HacTosIeM n3ganny KBagpaTHbie CKOOKHM CHATHI.

T. 91, 95, 96. P-no.Bo Bcex u3gaHuax JUHAMUUYECKIE YKa3aHUsA OTCYTCTBYIOT. IleuaTaeTcs Mo mapTuType
(IT) 1985 ropa.

T. 135. P-no. IIp. p. Bo Bcex usganmnsax akIeHTEI OTCYTCTBYIOT. Ileuaraercs mo I1.

T. 225. P-no. Busganusax 1964 u 1975 rogos mepesn e 3HaKOB ajabTepanuu Het. IleuaTaercs o aHaJIoruu
cT. 216 u mo uzgauuio 1986 roxa.

T. 308-310. P-no. Bo Bcex uznaunmax Touku staccato orcyrcryior. Ileuaraerca mo I1 (mo maptusam Archi
pizz.).

II. Moderato

HuHamMmuyeckue ykasauusa B Takrax 87, 94, 102, 115, 130, 142, 144 B aBTorpade u usganusax 1964
u 1975 romoB oTCyTCTBYIOT, B u3fauuu 1986 roga no6aBieHbI B COOTBETCTBUM C IAPTUTY PO, HO 3aKJIIOUEHbBI
B KBaJpaTHbIe CKOOKHU. B HacTosAIeM n3ganny KBaJpaTHble CKOOKY CHATHI.

T. 14-15. P-no. B x1aBupe 1986 roga croar fuHaMuuecKue yKasaHusa P U PP B CKOOKax. B ocTalbHBIX
usnaauax u B I oHM OTCYTCTBYIOT, UeMY U CJIeLyeT HACTOsAIIee N3LaHue.

T. 16. P-no. Bo Bcex uaganmax IuHaMU4YecKoe yKazaume orcyTcTByer. [leuataercsa mo I1.

9 TTompobuee cm.: Wilson Elizabeth. Op. cit. P. 131-135.

10 «EquHCTBEHHBIN pas B }KU3HU A 3aHUMAJICH 10 IeBATH YaCOB — IePBbIe IBa JH:A, a IOCJIeAYIOINe IBA — II0 CeMb 4acoB» . Ony0JIMKOBaHO
B kHure: Alexander Ivashkin and Joseph Oehrlein. Rostrospective. On the Life and Achievement of Mstislav Rostropovich (Schweinfurth:
Reimund Maier Verlag, 1997), S. 97.
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IV. Allegro con moto

IuuamMmuuecKkue yKasaHus B TakTax 33, 72, 73, 78, 79, 88, 89, 92, 94, 126, 316, 338, 365 B aBTOrpade u
usnanuax 1964 u 1975 rogos oTcyTCTBYIOT, B u3ganuu 1986 roma nodasieHbI B COOTBETCTBUU C IaPTUTYPOIL,
HO 3aKJIIOUEHBI B KBaJpaTHbIe CKOOKHU. B HacTosIeM n3gaunuy KBagpaTHbIe CKOOKHU CHSATEIL.

T. 65—-69. P-no. JI. p. Bo Bcex n3gaHnsax BMeCTO BOCbMBIX HOT C BOCBMBIMU ITay3aMu — ueTBepTHu. Mc-
IIpaBJIeHO PeIaKTOPOM HACTOAINEro usganus mo anajgoruu ¢ T. 710—71, 73—76, 84—87 u B coorBeTcTBUU C 11
(Bo Bcex TakTax V-c. u C-b. pizz.).

T. 261. P-no. IIp. p. Bo Bcex usganuax mociaeqHAasa BocbMasa — okTasa [ | — f 2. McpaBiieHo pefaKTOpOM
HACTOSAIIEero U3AaHNs 0 aHaJoruu ¢ T. 265 (a Tak:xke ¢ T. 259, 263).

T. 352. P-no. BII ykasaunue pesante, tenuto orcyrcrByer. [leuaTaercs mmo usgaHusaIM KJIaBUPOB.

Buxmop EKHUMOBCEHH



DMITRI SHOSTAKOVICH’S
FIRST CELLO CONCERTO

Dmitri Shostakovich began composing his First Cello Concerto on 1 May 1959, which is shown by his
note in the margin of the author’s manuscript.! The entire Concerto was finished on 20 July of the same
year at the House of Composers in Komarovo. In an interview with Sovetskaya kultura published on 6 June
1959, Shostakovich said: “My next major work will be a cello concerto. The first movement, Allegretto, in
the genre of a jovial march, is already finished. It appears the concerto will have three movements. I cannot
say anything definite about its contents. Such questions, for all their simplicity, are always very difficult
to answer for it often happens that the form, and the range of expressive means, and the genre itself change
significantly asI compose. I can only say that this concerto was conceived quite a long time ago. It was Sergei
Prokofiev’s cello symphony-concerto that first prompted me to write it. This work entirely captivated me
and made me want to try out my own skills in this genre.”?

Shostakovich’s First Cello Concerto, like only a few instrumental concertos, was written in the form
of a four-movement cycle. In so doing, the composer followed the structure of his First Violin Concerto
published ten years earlier. A four-movement cycle is rather unusual for an instrumental concerto and more
characteristic of a symphony. Of the many romantic cello concertos, only Elgar’s Cello Concerto (1919)
and, of the 20th century concertos, only Britten’s Cello Symphony (Symphony for Cello with Orchestra,
1963) have four movements; the latter, like Shostakovich’s First Cello Concerto, was composed for Mstislav
Rostropovich and performed for the first time by him in Moscow in 1964. Shostakovich’s decision to compose
a four-movement cycle was prompted by his desire to make the cadenza a separate movement. He did not
reach this decision immediately; there was no cadenza in the original version, and the Concerto consisted
of three movements.

As can been seen from Shostakovich’s words above, when composing the First Cello Concerto, the
composer was considerably inspired by Prokofiev’s Symphony-Concerto, a composition written just a few
years earlier for Mstislav Rostropovich, to whom Shostakovich dedicated his Concerto. But the extensive
cadenza in the second movement of Prokofiev’s Symphony-Concerto did not take the form of a separate
movement. Nor was the cadenza in Shostakovich’s First Violin Concerto a separate movement of the cycle—it
seems to continue the Passacaglia, the third movement of the Concerto. In Britten’s Symphony for Cello
with Orchestra composed under the influence of Shostakovich’s First Cello Concerto, the soloist’s cadenza
unites the last two movements (Adagio and Passacaglia), but it is still not an independent movement. It is
interesting to note that both cadenzas, in Britten and in Shostakovich, are preceded by timpani.

The innovative structure of the cycle with the cadenza as a movement in its own right is unique.
Shostakovich’s interpretation of the cadenza as a separate movement went on to have an influence on the
creation of independent compositions called “Cadenza”—such as Cadenza for Cello Solo by Viktor Ekimovsky
(1970) and Cadenza for Alto Solo by Krzysztof Penderecki (1984).

The first movement is often perceived as an antic march. But at the first performances, Mstislav

Rostropovich changed the initial “march-like” designation of the metronome (J = 116) inserted by the
composer, with his knowledge, to a much faster tempo.? Young performers play this music even faster,
with a tempo of J= 132. The score and piano score, however, retain the original designation of J= 116.
The first motif is one of the most unusual in cello literature. Far from the idea of the typical cello theme,
it is instead perceived as an abstract logotype or monogram, whereby this impression is only intensified
by the rather unusual articulation inserted by Shostakovich: a dot, and under it a dash. As Rostropovich
recalls, Shostakovich was afraid that someone might read this sign as a “note on an added line.”* This

1 See: Dmitri Shostakovich’s Archive in Moscow, rec. gr. 1, section 1, f. 105, sheet 1. One of the sheets of drafts (with a sketch of the
middle of the second movement) bears the following inscription: To dear Slava Rostropovich, in fond memory, D. Shostakovich, 20 X 1959.
The composer gave the full author’s manuscript of the score to Rostropovich, to whom this Concerto is dedicated. It is currently in Mstislav
Rostropovich’s family archive.

2 “Dmitri Shostakovich’s Creative Plans,” Sovetskaya kultura, 6 June 1959.

3 See: E. Wilson, Mstislav Rostropovich. Cellist, Teacher, Legend, London, 2007, p. 135.

4 From a conversation between the author of these lines and Mstislav Rostropovich on16 November 2006 in Paris.
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unique, even for Shostakovich’s music, type of articulation clearly shows the declamation and symbolic
nature of the motif.?

And indeed, the initial theme of the Concerto seems to reveal a latent intonation of the Georgian song
“Suliko” that Stalin so loved:
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It appears, after Shostakovich deliberately cites it, at the very beginning of the Concerto’s finale (the
eighth bar after number 84).% The initial minor third of the theme coincides with the motif of the beginning
of the song (“I searched for my beloved’s grave”) and the note ces = h coincides with the beginning of the
second phrase of the song (“But it was not easy to find it”). Shostakovich had used this initial theme of the
Concerto before, in his music to the film The Young Guard (1948), where it is heard in the episode called
“The Death of Heroes” in a slow tempo, similar to a funeral march.
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The same year, Shostakovich used the theme of the song “Suliko” in his “Anti-Formalist Rayok”—a satire
on the well-known events of 1948 (Assembly of Soviet Musicians at the Central Committee of the All-
Union Communist Party(Bolsheviks) and the subsequent Resolution of the Central Committee of the
All-Union Communist Party(Bolsheviks) of 10 February On the Opera The Great Friendship by Vano
Muradeli)—a composition that was not heard until 1989.

The initial theme almost immediately intertwines with the motif of Shostakovich’s monogram. It can
be heard in the fourth bar of number 1, in the cello part: when rotated and transposed, the as-g-f-e notes
produce the notes of the composer’s monogram D-Es-C-H.

5> Mstislav Rostropovich recalled how conductor Alexander Gauk declared during preparations for the first performance of the Concerto
in Moscow that he had “found the clue for the opening motif” of the Concerto. “What a wonderful first theme,” said Gauk, “I feel that it
even has a hidden text: ‘We’re all for peace, ta-ta ta, ta-ta ta’” (see: E. Wilson, op. cit., p. 135).

6 All the references are given in keeping with the first edition of the score (Muzgiz Publishers, Moscow, 1960).



70

The secondary theme of the first movement also relates to this monogram. The short orchestral tutti
before the beginning of the execution of the secondary part in the cello (number 9) fully repeats the notes of
the monogram: in the piccolo part they are played in the original key: C-H-Es-D, while the cello articulates
the repetition of the semitone intonation—part of the monogram. In the sixth bar of number 10, the
monogram itself appears, performed in the soloist part.

The rather simple structure of the sonata allegro of the first movement is entirely based on a constant
clash between the “symbolic” elements of the main and the secondary parts. The elaboration (number 15)
is more a mosaic of different thematic fragments than their standard elaboration. For example, one bar
before number 16 features the motif of the composer’s monogram, while the next bar is an element of the
main part related to “Suliko”. Everything that alternated with each other in the exposition in the narrative
key clashes here in immense frenzy, the music seems to be “running a fever.” This impression is intensified
even more by the fact that the second part of the elaboration is a rhythmic “diminution” of the first—all
the events happen twice as quickly here (number 20). The secondary part changes beyond recognition in
the dissonant chords of the cello (number 23).

The sarcastic and rather sinister nature of the music is emphasised even more by the fact that the solo
cellist has a “double” here—a solo French horn player who vociferously recalls the initial theme (a hint at
“Suliko”) in all the most important aspects of the form. The same sinister “double” takes turns with the
solo cellist in the statement of the secondary part, changing places with him (number 30).

The second movement of the Concerto is an example of Shostakovich’s innovative polystylistics. Here we
have the combination of a neo-classical sarabande, the diatonic theme of the soloist, and an almost Mahler-
like middle episode which leads to a culmination and coda where the soloist plays to the accompaniment of
the ethereal sound of the celesta.

In addition to demonstrating the virtuoso capabilities of the soloist, the Cadenza (third movement) is
the semantic centre of the cycle and elaboration of all the themes of the Concerto. The themes of the cycle
are in reverse: first comes the themes of the second movement, whereby also in reverse, as though time is
moving backwards. This feature gives the initial episode of the Cadenza a certain somnambulant nature,
like a person remembering something he saw in a dream or at the end of his life.

The tempo of the Cadenza gradually speeds up, and the sarabande theme—the beginning of the slow
movement—appears and is actively elaborated. Elements of the middle section of the first movement appear
in Allegretto. And finally, in Allegro, the themes of the first movement return, whereby the intonations of
the secondary theme become definitive in the main theme of the finale (the g note is repeated three times).
Shostakovich seems to be moving back and forth along a time vector.

“Suliko” can be heard in the initial tutti that opens the Finale, although it is rather difficult to
recognize. Rostropovich admitted that he did not found this motif until Shostakovich sang it himself.”
The initial theme of the first movement appears again at the end of the finale: in its diminished (number
77), augmented (number 78), and, finally, initial form (number 79), after which the melody of “Suliko” is
heard again (number 84).

Despite its four movements typical of symphonic cycles, Shostakovich’s First Cello Concerto is not a
symphony-concerto in the sense that the orchestra and soloist have equal roles. It can more rightly be called
a concerto piece (after the German, Konzertstiick), where the soloist dominates almost everywhere. The
Concerto was orchestrated for a relatively small, almost chamber orchestra, with a double set of woodwinds
and only one French horn (which sort of “doubles” for the soloist, particularly in the first movement). The
orchestration is distinguished by great economy, tutti is not often encountered. Shostakovich prefers to
make use of the different sounds of the instrumental groups—woodwinds, strings, percussion.

In its strict symmetry, the First Cello Concerto also has certain classical features: Shostakovich
justifiably considered Saint-Saéns’ First Cello Concerto the best cello concerto in terms of structure,
duration, and orchestral balance, which he spoke to Rostropovich about.® A vibrant, if not the best, example
of a 20th century cello concerto, Shostakovich’s First Concerto is one of the most popular and frequently
performed and recorded compositions of the cello concerto repertoire.

In contrast to Prokofiev, who actively consulted with Rostropovich when writing his Symphony-
Concerto, Shostakovich did not ask the performer to be the judge until the composition was entirely finished.
This is the way it was with the First and with the Second Cello Concerto. Rostropovich, for whom the First
Concerto was written and to whom it was dedicated, did not find out about it until he read the newspaper in
which the interview with Shostakovich cited above was published. At the end of July, Rostropovich received

"See: E. Wilson, op. cit., p. 133.
8 See: Ibid., p. 135.



71

a postcard from Shostakovich with an offer to play the cello concerto he had just finished. Rostropovich
came to Leningrad on 2 August and the same evening heard the music of the Concerto for the first time in
the apartment of Shostakovich’s sister, Maria Dmitriyevna, where the composer played it for him on the
piano.® Rostropovich learned the Concerto by heart in four days.'° On 6 August, he and pianist Alexander
Dedyukhin were playing the Concerto from memory for Shostakovich at his dacha in Komarovo near
Leningrad.

The premiere of the Cello Concerto took place in the Grand Hall of the Leningrad Philharmonic on
21 September 1959 (soloist Mstislav Rostropovich, Symphony Orchestra of the Leningrad Philharmonic
under the baton of Evgeny Mravinsky). The Concerto was performed on 9 October 1959 in Moscow by
Rostropovich with the USSR State Symphony Orchestra under the baton of Alexander Gauk. The American
premiere was held on 6 November 1959 in Philadelphia (Rostropovich, the Philadelphia Orchestra, conductor
Eugene Ormandy), and the British premiere took place at the Edinburgh Festival on 8 September 1960.

The composer himself did the piano score of the Concerto. The whereabouts of the author’s manuscript
is unknown.

The piano score was published for the first time by Muzgiz Publishers in 1960 (in the 1975 edition,
an alto part was also added to the cello part in V. Borisovsky’s arrangement and rendition).

Alexander IVASHKIN

BAR-BY-BAR COMMENTS

This publication is based on the 1986 edition (D.D. Shostakovich, Collected Works, Vol. 17, Muzyka
Publishers, Moscow, 1986). The author’s manuscript of the piano score has not been found, there are only
rough drafts (Dmitri Shostakovich’s Archive, rec. gr. 1, section 1, f. 105—32 pages with Appendix of
photocopies on 4 pages). The text was collated with the 1964 and 1975 editions and with the 1985 edition
of the score. The cello part is given in Mstislav Rostropovich’s rendition.

I. Allegretto

There are no dynamic designations in the author’s manuscript or in the 1964 and 1975 editions in the
following bars: 55, 58, 60, 66, 68, 86, 123, 184, 185,189, 197, 218, 279, 285, 291, 302, but they have been
added in the 1986 edition in accordance with the score, although placed in square brackets. In this edition,
the square brackets have been removed.

Bars 91, 95, 96. P-no. There are no dynamic designations in any of the editions. Printed in accordance
with the 1985 score (S).

Bar 135. P-no. Right hand. There are no accents in any of the editions. Printed in accordance with S.

Bar 225. P-no. There are no accidentals before E in the 1964 and 1975 editions. Printed in the same way
as in bar 216 and in accordance with the 1986 edition.

Bars 308-310. P-no. There are no staccato dots in any of the editions. Printed in accordance with S (in
keeping with the Archi pizz. parts).

II. Moderato

There are no dynamic designations in the author’s manuscript or in the 1964 and 1975 editions in the
following bars: 87, 94,102, 115, 130, 142, 144, but they have been added in the 1986 edition in accordance
with the score, although placed in square brackets. In this edition, the square brackets have been removed.

Bars 14-15. P-no. In the 1986 piano score, the dynamic designations p and pp are in brackets. In the
other editions and in S, they are missing, which this edition follows.

Bar 16. P-no. There is no dynamic designation in any of the editions. Printed in accordance with S.

9 For more detail, see: Ibid., pp. 131-135.

10 “Tt was the only time in his life that he had to practise for nine hours a day, as he did on the first two days, and then seven hours on
the other two days” (A. Ivashkin, J. Oehrlein, Rostrospective. On the Life and Achievement of Mstislav Rostropovich, Reimund Maier Verlag,
Schweinfurth, 1997, S. 97).
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IV. Allegro con moto

There are no dynamic designations in the author’s manuscript or in the 1964 and 1975 editions in the
following bars: 33, 72, 73, 78, 79, 88, 89, 92, 94, 126, 316, 338, 365, but they have been added in the
1986 edition in accordance with the score, although placed in square brackets. In this edition, the square
brackets have been removed.

Bars 65-69. P-no. Left hand. In all the editions, there are crotchets instead of quavers with quaver rests.
Corrected by the editor of this edition in the same way as in bars 70-71, 73-76, 84-87 and in accordance
with S (in all bars of Ve. and Cb. pizz.).

Bar 261. P-no. Right hand. In all the editions, the last quaver is of the f {-f ? octave. Corrected by the
editor of this edition in the same way as in bar 265 (as well as in bars 259, 263).

Bar 352. P-no. In S, there is no pesante, tenuto designation. Printed in accordance with the piano score
editions.

Viktor EKIMOVSKY
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sckusa Konmepra. 9ror scKkus (32 cTpaHUILI B B KIaBUPa) IpeAcTaBiageT 0obinon narepec!. ITosauee
OBLIM HAIKCAHBI eIl YeThIPe CTPAHUILEI (C cepequHOoM BTopoli uactu u ¢ Kagennueii)?.

B sckuse Bese 4OBOJIBHO IIOAPOOHO BEIIKCAHA BCA COJIbHASA HIAPTUI BUOJOHYE N, HAPALY C HEKOTOPBIMU
Ba'KHEHUIIINMU MOMEHTaMU OyAyIlleil OpKecTPOBOl TKAHU 1 MHCTPYMEeHTOBKHU. Tak, y:Ke Ha IIepBOM JIKCTeE,
pAIOM C AaToi HavaJsia paboThl HaA KoHIlepTOM yKasaH TOUHBIN COCTAB AePEeBAHHBIX AYXOBBIX IJISI Hauaja
nepsoii vactu: 2 Ob., 2 Cl., Fag., C-fag. — ABrorpad A, Cmparuua 1.

B psAge apyrux ciaydyaeB OpKecTpoBasi TKaHb HaMeueHa B ropas[l0 MeHbIIeil CTeleHn; BO MHOI'UX TaKTaX
IIepBoii yacTu 1 (prHAaJIa B 3CKU3e HaIlMCcaHa JUIIb CoJIbHAaA MapTud BuoJionuesn. Ho oHa BeIIKcaHa IIpaK-
TUUYECKHU MMOJHOCThI0. Buanmo, ouepranmus COMbHOM mapTum caokuanch y [llloctakoBuya cpasy ke 1 BecbMa
omnpeneIeHHO.

B sTom nmepBoHaUaIbHOM 3cK13e KoHIlepTa eIié HeT cpelHero sI130/a BTOPOM YaCcTH 1 TaAKIKe OTCYTCTBYET
Kageniusi, BIIOCJIeCTBUYU COCTABUBIIIAsA CAMOCTOSATENIbHYIO UacTh KoHIepTa.

ITepBast yacTh GbljIA B IEJIOM Cpasy Ke HallKrcaHna MpaKTUYecKu HabeJso, ecu He CUUTATh He [eTaJInu3nupo-
BaHHOM eIrlé OpKecTPOBO# (haKTyphl. IIpaBna, B scKM3e IePBOI YACTH €CTh PACXO0KIEHUA C OKOHUATEJIbHOM
Bepcueii: TaK, HAIPUMeD, eIlé HeT IBOMHBIX HOT B MapTuu BuosoHuYeau B T. 30—35. — ABtorpad A, Cmpa-
Huuya 2, cucrema 1, 7. 1-6. au gpyroii npumep — T. 101 B 3cKu3e MOBTOPEH ABasKAbl. — ABTOrpad A,
Cmpanuuya 4, cucrema 2, 1. 4-5.

Ho B 11e;1oM miepBas 4acThb, OUEBUIHO, CO3JaBaiach HA OJTHOM ABIXaHUU — CKOPOMUCHIO. [louepk B acKu3e
IepeaéT 9TO HEBEPOSATHOE OIYIIeHNE SHePIU Y U CTPEMUTEIbHOCTHI MBICJIN KOMIIO3UTOPA, €/IBa YCIeBAIOIIero
(pUKCUPOBATH BCE ULIEN.

Bo BTopoii uactu (ctpauuilsl 16—24 sckusa) HanboIee MOAPOOHO 3amrcana eé pernpusa (4ysT BUOJIOHYEIN
C UeJIecToli). ATOT 3MU30/1 B 9CKM3€e COUNHEH TPAKTUYEeCKHN HAUnUCTO. BMecTo cpenuero da-amne3-MuHOPHOTO
SIM30/a MeIJIeHHOI YacTH, HallmCaHHOI0 mo3:Ke, [IlocTakoBUY IIPoLoJIKaeT pa3BuBaTh MaTepuaJ Ilaccaka-
JInu, HavaJia BTopoi uactu. — Astorpad A, Cmparuua 18.

IToT MaTepuraJl BIIOCJIECTBUY He BOIIIE B OKOHUATEIbHBIHN TeKeT KoHIlepTa, HO mpeAcTaBIseT O0JIbIITOH
MHTepec KakK eIé ogHa Bapuaiiusa HauaabHoit [Taccakanuu. OrcyTeTBue dha-are3-MIHOPHOTO CPeIHEro SIIn30/1a
roBopuT 0 ToM, uTo IIlocTakoBUY MepBOHAUAIBHO, BEPOATHO, 3ayMbIBAJ HATIMCATD IPOCTHIE BAPUAIIUY HA
remy [laccarkanuu. VI TuIllb HECKOJBKO II03:Ke — U TaKsKe Ha eJUHOM IbIXaHUU — OblJIa HallcaHa My3bIKa
cpemHero amu3oaa (CM. CTPAHUITY C JapCTBEeHHON HAANNCHIO POCTPOIIOBUYY), UTO CAEJAJIO CTPYKTYPY Me-
JIEHHOI1 yacTu TpéxdyactHoii. — ABrorpad B, Cmpanuuya 1.

ITo Bceit BepoAaTHOCTH, Uaeda KageHIInM KaK CAMOCTOATENbHOM, TpeThell yacTu KoHllepTa TaKkiKe I0sSBU-
JIach HECKOJBKO M03sKe (00 9TOM CBUAETEJIbCTBYET U IIUTUPOBAHHOE BhIIlIle NHTEPBbIO 6 oA 1959 roxa, rae
KOMIIO3UTOP I'OBOPUT O « TPEXUACTHOM » , & He UeThbIpéxuacTHOM KoHIlepTe)®. Hukakmux namekos Ha Kagenimzo
HeT B IepBOHAYATBHOM 9CKH3€e, 3aT0 OHA 3alKcalHa TUITNUYHOH IITOCTAKOBUUECKOI CTPEMUTEIbHON CKOPOIU-
ChIO Ha TPEX JincTax 0oJjee IMO3AHEro SCK13a, MPakKTUYeCKU TaK, KaK OHa 0CTajlach B CBOEM OKOHUYATEJIHLHOM
Buzge. — Asrorpad B, Cmparuywv 2, 3, 4.

Hab6pocok punama (ctpanuibl 24—33) — e1rié 0oJiee OBICTPRII 110 IIOYEPKY U €II€ MeHee AeTaJIu3uPOBaH-
HBII, YeM IpeAbIAYIIIe YacTHh: OH 3alllCaH TOJbKO Ha JBYX CTPOUKAaX, 6e3 ACHOTO eIlé pas3 e eHIusAa COITbHOMI
TMapTUU U OPKECTPOBOM paKkTyphl. — ABTOorpad A, Cmparnuua 25.

Bce ocHOBHBIE KOHTYPBI MY3BIKHU YoKe SICHO ollpefeseHbl. IHTepecHbI caMble MOCJeAHNe CTPaAHUIIbI
bunana: v. 349-351 sanucanbl TPUOJIAMY (B OKOHUATEJIHHOM BapruaHTe — IIIeCTHAAIlaThie), HeT eIé 3HaMe-
HHUTBIX TaMMOOOpas3HbIX maccaskeii (T. 329—336), oHu JuIIbL HaMeUeHbl KPaTHUMU 3BYKaMU 3TUX OyIYIITUX
maccaskeil, B IepBOM TaKTe — Jaske co 3HaKoM riuccaugo. Her u nBoiiHbIX OKTaB (T. 352—370), HO Ha (hoHe
pasMeueHHOTO 6acoBOTO Xo[a OYAyIIIUX aJdbTOB U BuojoHUesel IIlocTakoBUY yiKe HaMedaeT TeMYy IIeCHU
«Cynmuko». QOueBUIHO, YTO HEOOXOAMMOCTE 9TOM CAPKACTUUYECKOM ITUTATEI U3 JII00uMOoit mecuu CrainHa ObLIa
sICHA KOMIIOBUTOPY C caMoro Hauauta. — Asrorpad A, Cmpanuua 33, cucrema 4, t. 2—5%,

JIr000mbITHO U HaUaJI0 (pHAaJIa B 3cKu3e. B caMoM HU3Y CTpaHUIILI 24 ¢ 3CKU3aMU BTOPOI YaCTH HaMeUYeHbI
IIIeCTh TAKTOB — BEPOSTHO, IEPBOHAUAJBHBIN BAPUAHT OPKECTPOBOTO HavaJia (hruHaIa, KOTOPhIe He BOIILIN
B OKOHUAaTEeJbHYIO Bepcuio. — ABtorpad A, Cmparnuuya 24, cucrema 4.

Anexcanop UBAIIIKUH

! Cwm.: Apxus [I. IT. [lTocrakosuua (. 1, p. 1, ex. xp. 105). B [ToscHUTEIbHBIX 3aMeUaHUAX 0003HaUeH KaKk ABrorpad A.

2 Cm.: Apxus [I. . [llocrakosuua (¢. 1, p. 1, ex. xp. 105, [Ipunosxenue: porokonuu 1—4). B [loACHUTENIBHBIX 3aMeUaHUAX 0003HAUCH
Kak ABrorpad B.

3 Teopueckue miaansl Imurpus [llocrakosuua // CoBeTcKkas KyabTypa, 1959, 6 nions.

4 Crpanuna 33 HaxoAUTCA B Apyroii enunuile xpanenus Apxwusa . IT. [llocrakosuua: ¢. 1, p. 1, ex. xp. 285, 1. 6 apXUBHON NarnHaAIUNA.
JlucThl, IpeAIIecTBYIOINE 9TOM CTPAHUIle, 3aPETUCTPUPOBAHEL B JOKYMeHTaX ApXuBa KaK «)CKU3bI K HEYCTAHOBIEHHOMY CUM(MOHUIECKOMY
COUMHEHUI0» . B e iCTBUTEILHOCTH OHU IIPEACTABISIOT CO00 IepBOHAYAIBLHBIN HAOPOCOK 1epBoii uacTu « PeBosonuonublii ITerporpam» Cum-
dounu Ne 12 «1917 rog» cou. 112, uTo sicHO Kak 13 00II[ero XxapakTepa My3bIKU, TAK U M3 BECbMa TOUHBIX, [IUTATHBIX COBIAJEHUN HEKOTOPBIX
Ba’KHBIX MECT: CM., HaIpuMep, naptTurypy cuMmbonuu . 6—7 nudpst 29 u 1. 1-2 nudps: 28, a Ha crpanuie 1 ex. xp. 285, COOTBETCTBEHHO
7. 19-20 u nocsenuue nsa rakra ([Ipumevarnue M. A.AKkybosa).



Explanatory Notes

There is a copy of the manuscript of the original, relatively complete draft of the Concerto in Dmitri
Shostakovich’s Archive in Moscow. This draft (32 pages in the form of a piano score) is of great interest.!
Later, four more pages were written (with the middle of the second movement and with the Cadenza).?

The entire solo part of the cello, along with some of the most important aspects of the future orchestral
facture and instrumentation, has been written in sufficient detail everywhere in the draft. For example, on
the very first page, next to the date work began on the Concerto, the precise composition of the woodwinds
for the beginning of the first movement is given: 2 Ob., 2 Cl., Fag., Cfag.—Author’s Manuscript A, Page 1.

In several other cases, the orchestral facture is designated in much less detail; in many bars of the first
movement and the finale in the draft, only the solo part of the cello is written. But it was notated essentially
in full. It is obvious that Shostakovich immediately had a clear idea of the outlines of the solo part.

This original draft of the Concerto still does not have the middle episode of the second movement or the
Cadenza, which subsequently became an independent movement of the Concerto.

The first movement was essentially written immediately as a clean copy, apart from the still unspecified
orchestral facture. Admittedly, the draft of the first movement differs in places from the final version;
for example, there are no double notes in the cello part in bars 30-35.—Author’s Manuscript A, Page 2,
system 1, bars 1-6. Or another example—bar 101 is repeated twice in the draft.—Author’s Manuscript A,
Page 4, system 2, bars 4-5.

But on the whole the first movement was evidently written at one sitting in shorthand. The handwriting
in the draft conveys an incredible feeling of energy and the rapidity with which the composer strove to put
his ideas down on paper, as though he cannot write quickly enough to keep up with his thoughts.

In the second movement (Pages 16-24 of the draft), its reprise is notated in the greatest detail (duet of
cello with celesta). This episode in the draft was written as almost a fair copy. Instead of the middle F sharp
minor episode of the slow movement written later, Shostakovich continues to develop the music of the
Passacaglia, the beginning of the second movement.—Author’s Manuscript A, Page 18.

This music was not used later in the final text of the Concerto, but it is extremely interesting as
another variation of the initial Passacaglia. The absence of the F sharp minor episode shows that, initially,
Shostakovich probably intended writing simple variations on the Passacaglia theme. And only alittle later,
also at one sitting, was the music of the middle episode written (see, page with inscription to Rostropovich),
which gave the slow part a three-movement structure.—Author’s Manuscript B, Page 1.

In alllikelihood, the idea of the Cadenza as an independent, third movement of the Concerto also appeared
a little later (this is shown by the interview on 6 June 1959 cited above, where the composer talks about
athree-movement, and not a four-movement concerto).® There are no hints of a Cadenza in the initial draft,
although it was notated in Shostakovich’s typical rapid shorthand on three sheets of a later draft, in almost
the same form as it remained in its final version.—Author’s Manuscript B, Pages 2,3,4.

The outline of the finale (Pages 24-33) was written even faster, judging from the handwriting, and in
less detail than the previous movements: it was notated on only two lines without a clear division between
the solo part and orchestral facture.—Author’s Manuscript A, Page 25.

All of the main music outlines are clearly defined. The last pages of the finale are interesting: bars
349-351 were notated in triplets (in the final version, in semiquavers), the well-known scale-wise passages
have still not appeared (bars 329-336), they are only designated by the first and last notes of these future
passages—there is even a glissando sign in the first bar. Nor are there double octaves (bars 352-370),
but against the background of the marked bass passage of the future altos and cellos, Shostakovich had
already designated the theme of the song “Suliko”. It is obvious that Shostakovich felt the need for this
sarcastic citation from Stalin’s favourite song from the very beginning.—Author’s Manuscript A, Page
33, system 4, bars 2-5.

The beginning of the finale in the draft is also interesting. Six bars are designated at the very bottom
of page 24 of the drafts of the second movement—probably the initial version of the orchestral beginning
of the finale—which were not included in the final version.—Author’s Manuscript A, Page 24, system 4*.

Alexander IVASHKIN

! See: Dmitri Shostakovich’s Archive (rec. gr. 1, section 1, f. 105). In the Explanatory Notes it is designated in Author’s Manuscript A.

2See: Dmitri Shostakovich’s Archive (rec. gr. 1, section 1, f. 105, Appendix: photocopies 1-4). In the Explanatory Notes it is designated
in Author’s Manuscript B.

3 See: “Dmitri Shostakovich’s Creative Plans,” Sovetskaya kultura, 6 June 1959.

4 Page 33 is found in another file of Dmitri Shostakovich’s Archive: rec. gr. 1, section 1, f. 285, sheet 6 of the archive pagination.
The sheets preceding this page are registered in the Archive documents as “Drafts of an Unidentified Symphony Composition”. In actual
fact, they are the original outline of the first movement, “Revolutionary Petrograd”, of Symphony No. 12 “1917”, Op. 112, which is clear
both from the general nature of the music and from the same extremely precise references to several important places: see, for example,
the symphony score, bars 6-7 of number 29 and bars 1-2 of number 28, and on page 1, f. 285, bars 19-20 and the last two bars, respectively
(Manashir Iakubov’s Note).



