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«.JNEIDENTAL MUSIE

AUCK 1

CiouTa 113 My3bIKu K KiHodUIbMY «3naTble ropbi», cod. 30a
T 1.Bcrymmewme . ........... ... .. 1.25
2 2BambC......... 5.10
3 30yra ... 8.31
4 L VHTEpMEUUO. . . ... 352
5 5.[loXOpoHHBIM MapLL. . . .. oo 2.00
6 6OuHan . ... 1.56
CiouTa 113 My3blIKu K CrieKTaknio «lamnety, cou. 32a

7 1.BcrynneHure 1 HOYHOM BO30P. « .« . . . . . . . . 226
8  2.TloxOpoHHBIM MapLL. . . ... oot 1.40
9 3. Tyw nTaHUeBanbHaA My3blKa. . . . . . . . . . . 218
10 40xota. ... ..o 2.18
11 5.MMaHTOMMMa aKTepoB . . . . ... ... ... ... 1.23
12 6.lectBMe. . .. .. 0.5
13 7.My3blKanbHaA naHToMUMa . . . .. . .. .. .. 1.02
Th 8TMp. ..o mm
15 9.MeceHkaOpenmmt. . . ............... 1.23
16 10.KombibenbHad . . .. ... ... ... .. 107
17 11.PeksueM . .. ... ... 2.03
18 12TypHvp ..o 0.56
19 13.Mapw QopTmHbpaca . . . ... ... ... ... 150

OparmeHTbl 13 My3bkK K nibece [1. CyxoTiHa
«Yenoseyeckan komeaua» (o 0. ae banb3aky), cou. 37

20 TlaHopamallapma . ... .............. 2.31
21 TlonMMUEMCKMAMAPW . . . o o v oo 126
22 TABOT. . . oot 217
23 CeHa............ciiii 348
26 Mapw . ... .. 2.12

(OparMeHTbl 13 My3bIkK K Tpareawm B. LLlekcnvpa

«Koponb JTnp», cod. 58a

25 Bo3BpallleHNe CoXOTbl . . .. v o oo 0.50
26 [CueHaBCtemM] . . ... oo 2.04

27 [Mpwbnuerne bypul. . . ... ........... 1.16
28 [BoeHHbIAIMArepb. . . ... 1.23
29 Mapw . .......... 137
30 QaHdapbl. ... oot 1.23

31 [Bctynnenvie v 6annaga Kopaenum]

(cn.A.Pagnosoi) . .. ... ... 438

[lecHy 13 My3bikv K Tparegum «Koponb JTvp», coy. 58a
32 [Bcrynnenme 1 6annapa Kopaenum]

(cn.A.Pagnosoi) . .. ... ... 359

33 Mechw LLyra (cn. B. Lexcnmpa,

nep.C.Mapwaka) . . . ................ 8.44

Obuuee Bpems: 81.52

Hukonait CrenaoB, easalickas eumapa (2)
TNiogMina lony6, opea (3)

HuHa PoMa+oBa, Meyyo-conparo (31)
Haranbs BypHalLiesa, Meyyo-conpaHo (32)
EsreHuit HectepeHko, bac (33)

[ocynapcTBeHHbI CUMGBOHMYECKMI OpKeCTP
Munmcrepetea Kynbtypbl CCCP (1-6, 32, 33)
CvimdoHMYecKmin oprecTp MOCKOBCKOM rocynapCTBeHHOM
dunapmoHun (7-19)

[upwkep — lenHaauin Poxpectaerckui (1-19, 32, 33)
JIEHWMHrPaACKUIA KaMepHbI OPKECTP CTAPUHHOM

11 COBPEMEHHOM My3bIKM

[upwkep — 3nyapa Cepos (20-31)

3anmew: 1985 (1-6), 1975 (7-19), 1984 (20-33) T
3ByKopeskuccepsl: CesepuH MasyxuH (1-6),
Anexcanpp [poceman (7-19), ®enuke lyparu (20-31),
ropb BenpuHues (32, 33)

DISC 1
Suite from incidental music for the film
The Golden Mountains, Op. 30a

1T Tlintroduction .. ................... 1.25
2 2Waltz......................... 5.10
3 JFugue....... ... ... 8.31
4 Llntermezzo...................... 352
5 b5.FuneralMarch. . .................. 2.00
6 6.Fnale......... ... ... ... ... .. .. 156
Suite from incidental music for the play Hamlet, Op. 32a

7 1.Introduction and Night Watch . . .. ... .. .. 226
8 2FuneralMarch.................... 140
9  3.Flourishand Dance Music. . ... ........ 2.18
10 4Hunting. . ...................... 218
11 5.The Actors' Pantomime . ... .......... 1.23
12 6.Procession. .. ................... 0.55
13 7.Musical Pantomime ... ............. 1.02
14 8 TheBanquet..................... 1
15 9.0pheliasSong. .. ................. 123
16 10.Lullaby . ... ..o 1.07
17 11.Requiem .. ... ... ... ... ..... 2.03
18 12 Tournament . ................... 0.56
19 13.TheMarchof Fortinbras . . . .......... 150

Fragments from incidental music for P. Sukhatin’s play
The Human Comedy (after H. de Balzac), Op. 37

20 PanoramaofParis. . ................. 2.31
21 PoliceMarch . ..................... 126
22 Gavotte . ........................ 217
23 TheSeine........................ 348
26 March. . ... ... ... ... ... ... ... 2.12

Fragments from incidental music for W. Shakespeare's
King Lear, Op. 58a

25

Returning fromtheHunt . . .. ......... .. 050

26 [SceneontheSteppel. ... ............. 204
27 [The Approachofthe Storm]. . .. ......... 1.16
28 [MilitarylCamp. ... ... ... 1.23
29 March. .. ... ... 1.37
30 Fanfare ... ... 1.23
31 [Intro and Cordelia’s Ballad]

(yricsbyA.Radlova) . .. .............. 438

Songs from the incidental music to W. Shakespeare's
King Lear, Op. 58a
32 [Intro and Cordelia’s Ballad] (lyrics by A. Radlova). 3.59
33 Songs of the Fool (lyrics by W. Shakespeare,
transl. byS.Marshak). . .. ............. 844

Total time: 81.52

Nikolai Stepanov, lap steel guitar (2)
Lyudmila Golub, organ (3)

Nina Romanava, mezzo-soprano (31)
Natalia Burnasheva, mezzo-soprano (32)
Evgeny Nesterenko, bass (33)

The USSR Ministry of Culture Symphony Orchestra (1-6
32,33)

The Moscow Philharmonic Orchestra (7-19)

Conductor — Gennady Rozhdestvensky (1-19, 32, 33)
The Leningrad Chamber Orchestra of Early and

Modern Music

Conductor — Eduard Serov (20-31)

Recorded in 1985 (1-6), 1975 (7-19), 1984 (20-33).
Sound engineers- Severin Pazukhin (1-6), Alexander
Grossman (7-19), Felix Gurdji (20-31),

Igor Veprintsev (32, 33)
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AUCK 2
Tpv npentogmmn AnA CTPYHHOO KBapTeTa, GopTenvaHo 1
TPYy6bl 13 KiHodMnbMa «[loapyri, cou. 41

1 Tpemogna®aMakop . ... ............ 214
2 Mpeniogwa nAa MuHop («M3byLuka necHuyeron). . 3.13
3 TllpemommAPemawop. . . ... ... ... .. ... 2.25

CiouTa 113 My3bIku K KiHoduneMy «0Bofy, cou. 97a

(cocTaBuTens J1. AToBMsH)

4 YBEPTIOPA. . .« oo 2.54
5 2. HKoHmpmaHC .. ... 251
6 3.HapogHbI MpasgHWK . ... ... .. ... ... 231
7 bWHtepniopmA. ... 234
8 5.Bambc«lllapMaHka» . .. .. ...l 2.07
9 bTamom............ ... ... 1.47
10 7.BcrynneHve . . ... ... 6.52
1M 8PomaHC. . .. ... 6.22
12 9.UHTepMeLLO. . . .. . oo 458
13 T0.HOKTIOPH . . . oo 418
14 M.CueHa. . ... ... 2.28
19 120vHan. . .. ... 3.00

16 1.BcrynneHve . . ... ... ... 2.95
17 2.banBofgBopue . .................. 2.41
18 3.Mpuspak . ... ... 348
19 4. [lBopuoBadaMysblKa . . .. ... ... 2.19
20 5. CueHa oTpaBneHna (Mblenoska) . . . . . . . . 321
21 6.CmeptoOdbenmm. . ... .............. 3.07
22 7.TloxopoHbl [aMneTamuHan . .. ...... .. 2.23

06LLiee Bpems: 72.20

Anexcanap CeMaAHHMKoB, crpunka (1-3)
Anexcanpp LWaHuh, chpunka (1-3)
lpuropuit Kemnik, ckpunka (11)

Hvkonait MalukaHues, asiem (1-3)

Cepreit MHOMIH, BuostoHYests (1-3)
ApHonbg OeprenbMa, guosoryess (13)
Bragvmup Mywkapes, mpyba (1-3)
Buktopma MoctHMKoBa, popmenuaro (1-3)

[ocynapCTBEHHbIA CUMGBOHMHECKMIA OPKECTP
KHematorpadum

Oupurkep — IMMH XauatypsH (4—15)

bonbLLoM cuMGOHMYECKM opKecTp LieHTpanbHoro
TenesuaeHnA 1 BeecoosHoro pagvo

Oupurkep — Hukonai PabuHosud (16-22)

3anmew: 1983 (1-3), 1961 (4-15),

1966 (16-22) T.

3Byropeskuccepbl: CesepyH MasyxuH (1-3),
HaraH LLitunbmaH (4-15)
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DISC 2
Three preludes for string quartet, piano and trumpet from
incidental music for the film Girl Friends, Op. 41

1 PreludeinFmajor .................. 214
2 Prelude in Aminor (Forester'sHut). . . ... ... 313
3 PreludeinDmajor. . .. ............ ... 225

Suite from incidental music for the film The Gadfly, Op. 97a

(prepared by Levon Atovmian)

4 1.0verture ..................... .. 2.54
5 2Contradanse..................... 251
6 3 FolkFeast...................... 2.31
7 binterlude....................... 2.34
8 O5.WaltzTheBarrelOrgan . .. .. .......... 207
9 6bGalop.......... ... L. 1.47
10 7.Introduction . .................... 6.52
11 8Romance. . ..................... 6.22
12 9.Intermezzo. . . ................... 458
13 10.Nocturne . .. ................... 418
14 11.Scene. .. ... 228
15 12Fnale........................ 3.00

Suite from incidental music for the film Hamlet, Op. 116a
(prepared by Levon Atovmian)

16 Tintroduction . .................... 2.55
17 2.ThePalaceBall ................... 241
18 3.TheGhost .. .................... 348
19 4 PalaceMusic .................... 2.19
20 5. Poisoning Scene (The Mousetrap) . . . .. ... 32
21 6.DeathofOphelia. . ................. 3.07
22 7.Hamlet's Funeraland Finale. . .. ... ... .. 2.23

Total time: 72.20

«JNEIDENTAL MUSIE
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A

Alexander Semyannikov, violin (1-3)
Alexander Shanin, violin (1-3)
Grigory Kemlin, violin (11)

Nikolai Mashkantsev, viola (1-3)
Sergei Mnazhin, cello (1-3)

Arnold Ferkelman, cello (13)
Vladimir Pushkarev, trumpet (1-3)
Viktoria Postnikova, piano (1-3)

The State Symphony Cinema Orchestra
Conductor — Emin Khachaturian (4—15)
The Moscow Radio Symphony Orchestra
Conductor — Nikolai Rabinovich (16-22)

Recorded in 1983 (1-3), 1961 (4-15), 1966 (16-22).

Sound engineers: Severin Pazukhin (1-3), Natan Shtilman
(4-15)
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Lopoeoli [jmMumpuli [J]Mumpuesuy, mosisKo Ymo npuexas 8 JleHuHzpao... u y3Han o Bawem
toburnee. YacacHo o2opyer, Ymo He cMo2 no30pasums Bac dospems. Xodemca Hanucame Bam,
KaK MHO20 3HA4u/10 U 3Ha4um 01A MeHsa Bawe uckyccmeo, da u Bel camu. B YepHsie MuHymel
(o ux mak MHo20!) A BcnoMuHat Bac u dymato: KaKas Jce BesIUKas Cusa 3ak/YeHa 8 Bac, Yymo
«CaMble KPYNHble Kaiubps! apmusiiepuu» Hu4Ye20 He Moesu cdename ¢ Baweli my3sikod. Y ymo
Hawe 8pemMaA — CO BCeM 3aK/IHYEHHbLIM 8 HEM, U BeTUKUM, U YICaCHLIM — 3aneyamsieHo Bamu,
be3 meHuU NPU3HAKA y200HU4YECMBa, PacYema — 3ane4yamyieHo ¢ maxol cusol npasdbl U 8bl-
PAJCeHUA UCKYCCMBOM, Ymo Oyx 3amupaem.

YacacHo xo4emcs, 4mobsi Bam bbiio Xopouwio 8 Jcu3HU, Ymobel Bel Hawiiu dywiesHoe cnokol-
cmaue. Om scezo cepdya Kcenak Bam 3moeo, 04eHs 20pXCYCb, Ymo MHe yoanocs pabomame
¢ Bamu u o4ers Bac niobio.

Bawu I". KoauHues (30 ceHtabpa 1956 roma)

KuHeMatorpad v TeaTp... 3TV HanpaBneHWaA 1CKyCCTBa, Ha NepBbIi B3r/IAL, He ABMAIOTCA Maru-
CTpanbHbIMM B Hacneamm LLoctakoBmya. Ho B MacLuTabHoi 1 MHOFOMEpPHO 3romnee ero us-
HU 1 TBOPYECTBA OHWU MPOXOLAT HEMPEPLIBHON HWTbI0. MapKepbl «aBaHrapAa» W «Kaccukmy,
3KCMepVMEHTasIbHbIEe MOMCKM U GyHAAMeHTanbHasA BEPHOCTb TPAAMLMM, MOPbIBbI MOSIOAOCTH,
ropbKu1e TpUyMbl 3peI0CTH, aCKEeTUYeCKas MyapPOCTb CTapOCTU — BCE 3TO MPAMO UM KOCBEHHO
OTParKEHO ¥ B TOI My3biKe, KoTopoi cam LLlocTakoBMY 0TBOAMN «BTOPKYHYIO» porib. Bripouem,
C/MLLIKOM YacTo OHa, [arKe MOMMMO BO/IM aBTOpa, BbIXOAMNA 33 PaMKM TeaTparbHbIX Kynnc
V1 3BYKOBOW [OPOXKM 1NbMa, 06peTan COBCTBEHHYIO XyOHECTBEHHYIO MAEHTUYHOCTD. [opoit
370 MPOMCXOAMIIO CPasy, MOPOiA — CMyCTA AECATUNETUA.

Teanaanoe TBOPYECTBO [LlocTakoBKya, 3a peaxnMn UCKIYEHNAMK, NPUHAONENT O0BO-
€HHOMY nepunoay. Ho noanmHHan TeaTpasibHOCTb bbina CBOMCTBEHHA eMy Bcerga — be3 Hee

MATHYECKDFD TEATPA ™ < -

HEBO3MOMHO cebe MpeacTaBUTb ero CUMQOHWYECKMX, OpPaTOpUasbHBIX, KOHLEPTHBIX 1 Jame
KaMepHO-MHCTPYMEHTasbHbIX OMycoB. A BOT «pOMaH C KMHeMaTorpadoM», Ha4aBLUMCh C KOHbIX
neT (Korga pagu 3apaboTka CTy4eHT KoHcepBaTopumW nogpabaTtbiBan TanepoM B KMHOTeaTpax),
MPOAO0HKancA B TeHeHME BCEW HIU3HW — NOCNEAHWA XYA0HECTBEHHbIN G1bM C My3biKoi LLlo-
CTaKoBwWua («B ueTBepr v 6osblLe HAKOMAA») BhILLEN Ha 3KpaHbl B 1977 roay.

YiKe nepBble OMbIThbl KOMMO3WUTOPa B KNHO («HoBbI BaBunoH», «OaHa») nopaxanu Heopam-
HapHOCTbIO 3KCMEPUMEHTANbHBIX PELLEHUIA; 3TO BbI3BaJI0 HEMPUATME HOMBLUMHCTBA NyONMKK,
NPUBLIKLLEN K Boflee CTaHAapPTHOM KMHOMY3bIKE, M PE3KYI0 KpUTKKY HavanbcTea. Ho Monogoro
[LlocTakoBKuYa He nyrana nogobHaa peakuma. «[oAnMHHO roBOPALLIMIA 3BYKOBOM (MbM!» —
3aABNANN PeKNaMHble aguLLIM HOBOM KapTUHBI «3naTble ropbl», CHATOM pexsuccepom Cepre-
eM H0TkeBnyeM B 1931 rogy. OuabM 0 MpeBpaLLEHUM KPeCcTbAHWMHA B paboyero, cobCTBEH-
HWKa-MHOMBMAYaNUCTa B NIaMEHHOr0 PEBOMIOLMOHEPA BbIMOMHAN MOEOMOrMYECKUI 3aKa3
3MOXM «BENMKOro nepenomax. CBoeabpasHbIM NEMTMOTMBOM ITaBHOIO repos CTana nonynap-
HaA ropoACKan NecHA «MMes1 bbl A 31ameble 20pbi...», TPOXOAALLAA Yepe3 BCo KapTUHY. «HoH-
mpanyHKM U306paXCeHUA U 38yKa — 00HO U3 CaMbIX NpUMeYamesibHbIX caolicma guabMa», —
nvcan 06 3Toi KapTvHe KHoBed Mapk 3ak. Ho rnasHbIM gocTvirkeHmem LLlocTakosmya ctano
CMNOSb30BaHMe B KMHeMaTorpade «HoMbLLMX», Pa3BUTBIX My3blKaNbHbIX GOPM — CUMGOHMYe-
CKOro Banbca 1 ¢yru AnA opraHa c OpKeCTpoM.

(yra cooTBETCTBOBaNA APAMaTUYECKOM KyNbMUHALMM KapTuHbI — NapasniesbHbIM 3ni1304am
CTa4kM W paccTpena pabounx B bary v MeTporpage. Jleo ApHLTaM cumTan 3To «Haubosee
3Ha4umesteHol yoayeli» punbMa: «OKoo wecmudecAmu pasHo0bpasHeUWUX MOHMANCHbIX
KYCKOB... V30wperHbIl napasieneHelli MOHMAXC U epaHOUO3Has MamemMamuka @yeu LLo-
cmaxogsudya! Cnias oKasascA HeobelalHol cumbl U XydodcecmaeHHoU ybedumebHocmuy.
«bnecmAwas neeca ¢yeuposaHHo20 cmusid, 8 KOMOpPoU NAACMUYHAA MeMa OKA3a/1ack

MEAOAWUSI
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BblpadceHueM dpamamuyeckol cumyayuu 8axCHO20 3nU300a QuUIbMA» — TaK OTO3BaJICA
o0 ¢yre LoctakoBmya npocnaeneHHsbIN opraHvcT Vcain bpayno, KOTopbIi BKAOYMA ee B CBOW
KOHLEPTHLIN penepTyap. MMonynApHocTb nprobpen v Banbc, UCMONHABLUMIACA B Pa3iiMyHbIX
apaHMKMPOBKaX.

Cam LLlocTakoBuY, BUAMMO, HyBCTBOBAS 3HAYMTENBHOCTb CBOEMD «KMHOOMYCax, COCTaBMB Clou-
Ty 13 My3blki K Gu1bMy. BriepBble oHa npo3Byyana B MocKBe B TOM e rofly B MCMOSHEHWM
opKecTpa bosbLuoro Teatpa nog ynpaeneHneM Anekcanapa Menvk-lawwaesa.

My3bIKy K KMHOKapTUHaM «BcTpeunbliny (1932) n «[Mogpyrix (1935) cam LLlocTakoBmY Ha3biBan
BarKHbIMK Bexamu cBoero TBopyeckoro mytv 1930-x rogos. «[logpyrv» cranu nepsoi camo-
CTOATESIbHOW perkmccepckoi pabotoi Jleo ApHiutama. MpodeccroHanbHbIi My3bIKaHT, OKOH-
umBLLUMIA [leTporpajcKylo KOHCepBATOpUIO MO Knaccy $hopTenuaHo, 3ByKopexmnccep GUIbLMoB
«0Ha» v «3natble ropbl», 6n13kKuin apyr LLloctakoBrya, APHLLITAM M B KIMHO, M0 COBCTBEHHOMY
BbIPAXEHWIO, «C/TbILLIAN Npedcde BCe20 3BYKOM U pummoMy». «ApHwmam, — nucan C. l0Tke-
BWY, — NPUHGOAENCUM K YUCTTY PeXCLCCEPOB, y KOmMOpbIX 06pa3 B03HUKaem... Ha 0CHOBE My3bi-
KanbHo20 owyujerus. OH, HaBepHOe, CHaYaa CI6iLLUm e2o, npexcde Yem sudums».

OunbM 0 cyabbe Tpex AeByLUEK C paboumx OKpauH, yLWeaLIMX CaHUTapKkaMm Ha [paraaHcKyo
BOVHY, Nobyaun aBTopa K TBOPYECKMM MowvckaM. Hapaay ¢ CUMGOHMYECKUMM 1 XOPOBbIMM
dparMeHTaMu, My3blka COLEPHMT 3N130/bl [N1A KaMEpPHOro COCTaBa. BriepBble B CBOEM TBOP-
yectse LLlocTakoBiy 0bpatnca K aHcambiio CTpYHHOro KBapTeTa — 12 mpenioamia, HanmcaH-
HbIX K GUbMy, CTanm nnathopmoit Ana GyayLiero pasBuTHA HaHpa.

Tpw Npenioamm Ong CTPyHHOro KBapTeTa, GOpTENMaHo v Tpybbl CBA3AHBI C IMPUYECKUMM 3MK-
30[amMu GUIbMa M ABNAINTCA KOCBEHHOW XapaKTePUCTVKOM FMaBHbIX FepPOMHb.

PabaTa MysblKanbHbIM pyKoBoAWTENeM B TeaTpe BceBonoga Meviepxonbda (ee TBOpPHYECKMM
pe3y/bTaToM cTana My3blka K nbece Bnagmumumpa Masakosckoro «Knom») npogonanack YyTb
bonee roga, HO OHa CTana MOA/IMHHBEIM «MNpodeccnoHanbHbIM KpelleHneM» LLlocTakoBmya
M Hanouia 0TMeYaToK Ha ero TBOpPYECKOe Kpedo. B JanbHewweM, cOTpyaHMYaA C NEHNH-
rpaackmM TeaTpoM paboyert Monoaeru (TPAM), oH #anoBasnca Ha NoJg4MHEHHYI0 POSlb KOMMO-
31Topa B ApaMaTuyecKoM TeaTpe, LUabNoHHOE OTHOLLIEHWE PEMCCEPOB K My3biKe. Ho yuacTue
[LlocTakoBKya B nocTaHoBKe «[aMneTta» (1932), ocyliectBneHHon HukonaemM AKMMOBLIM B Tea-
Tpe MMeHw E. BaxTaHroBa, MOXKHO CHMTaTh CUMBOIMYHBIM.

Meliepxonbg genunca c LLoctakoBuyeM meuton o cBoeM «[amneTte», B KOTOPOM He bynet
MUCTMLM3MA, CBOMCTBEHHOMO TpakToBKaMm LLlekcnnpa Havana XX Beka. B cBoelt nepsoit pe-
¥uccepckon pabote Hukonan AKMMOB (perkumccep, XyOOHHWK, negaror, B bydyLeM — Bbl-
[Al0LLMICA TeaTpanbHbiA OeATenb JleHWHrpaga) BOMLHO WM HEBONBHO BOMAQTWA WMAEID
Me#epxonbfa. Tpareana NpeBpaTUiach B MOIMTUYECKNA AETEKTMB, MaBHOM TEMOI KOTOPO-
ro cTana bopbba 3a BnacTb; MHOMME NEPCOHaM BhIMALENM KapUKaTypHO... Takoi «[aMnet
6e3 ramneTMsMa» oLlenoMua nybavky 1 ABUACA, No cnoeaM LLlocTakoBuua, «HacmoAwuM
KoWwMapom 071 weKcnuposedosd». AkumoBa 06BUHUIM B (OPMasM3Me U «M3BpaLLEHUN
KMacCUKW», CMEeKTaK/b Bbi 3ampeLLeH, HO eLLe roAbl CYCTA Bbi3biBan bypHble 06CyHaeHNA
B MpodeccMoHanbHoM cpefe.

OpHaKo farke camble CypoBble KPUTVKM BbiAeNAM My3blky LLlocTakoBmYa Kak «camoe y4uee,
camoe cMesioe 8 CNeKMaAKJIe, ... Ha KaKoli-mo YydecHol epaHuye UpoHuu u camupsi» («Jlute-
paTypHaA rasetan). [ poTeCKHasA, Ho ybeauTenbHad, C APKUMM aKTEPCKUMI 06pa3amu, TPAKTOB-
Ka AK1MOBa bbina 6nm3ka cobeTeHHbIM MaeaM LLloctakoBmya Havana 1930-x rofos, 1 noTomy
CTONb 0YEBMIHbI Napanfeny Mexay My3blKoi K TeaTpanbHoMy «[aMneTy» 1 «24 npenoana-
Mu», [epBeIM dopTenmanHbIM KoHuepToM. YacTnuHo LLlocTakoBuy ncnonb3oBan 3Ty My3blky
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B TpeTben banetHo clomte (1951), «peabunutupoBanu» e ee B 1960 rogy, korga clovta
113 3aKOHYEHHbIX HOMEPOB K CMEKTaKNio «[aMneT» bblia HanedyataHa B n3fatenscTee «CoBeT-
CKMI KOMMO3MTOP».

B onybnunKkoBaHHoM He3a40/1ro [0 NpeMbepsl «[aMneTa» ctatbe LLlocTakoBry 3anBnAn o npe-
KpaLLieHnn COTPYAHWMYECTBa C ApaMaTMyecKMMKM Teatpamu. Ho cnycTA gBa rofa OH Hanucan
MY3bIKY [NA CNEeKTaKnA «YenoBeyeckan KoMeama» no banb3aky (MHcueHunposka MMaena Cyxo-
TWHa), NOCTAB/EHHOMO y4eHnKaMu BaxTaHroea AnexkcanapoM Kosnosckmm m bopucoM LLyKm-
HbIM (06pa3 [MonoHnA B «lamneTex, BONOLLEHHbI LLlyKMHBIM, 0CTancA ofHUM 13 ApYanLLIMX
TeaTpanbHbIX BneyatneHni LLocTtakosmya).

['POTECKHbIE, 06/IMUNTENbHBIE 06Pa3bl 3TOMO CMIEKTAKNA ObINM B/IM3KM aKUMOBCKOMY «[aMneTy»
(MapL M3 cueHbl «B NoNMUECKoM yyacTke» CTan Npoo6pa3oM My3biKanbHOTO BOMIOLLIEHHA
3na, HacunuA B byayLmx counHeHmax LLoctakouya). Ho B Lenom ToH «YenoBeyecKoit KoMe-
A1M» BBl HOCTABIMYECKM IPYCTHBIM — 06 YXOLE C MM3HEHHOM CLIEHbI CTApOI apyCTOKpaTUM
Mof HAaTUCKOM aBaHTIOPWCTOB, 6aHKMPOB, ObIBLUMX YrOMOBHWKOB. JInpyyeckan naHopama Ma-
PUIKA, U3ALLHO CTUIM30BaHHbIE TaHLbI, ApaMaTUYeCcKMe BCMIECKM KyNbMUHALMIA — My3blKa
[LlocTakoBMYa 1 30€Ch CTana OpraHMYHOM YacTblo CMEKTaK/A, BO MHOTOM ONpeaenss BeKTop
3pUTENbCKIMX BNIEYaTIEHUIA.

«Yumas LUE‘HCI’IUpG, A Npocmo nJslBy N0 meYeHuro, — NpP3HaBarcA [LocTtakoBuy. — Imo bbi-
saem He4acmo. Ho amo — cvacmsugeliwue MUHYym®bl. Ayvumaro —u C/Iywiaro ezo My3olKy».

BecHoit 1941 roga KOMMo3nTop HEobbIYaMHO BLICTPO, «MeOy AENoM», COUMHWUN My3bIKY
K cnekTaknio «Koponb Jlvp», noctaBneHHoMy B bosblIOM ApaMaTtuyeckom Teatpe JIeHuH-
rpama (B nepesofe Muxanna KyamuHa B pedakumm AHHbl PagoBoit) ero apyrom puropueM

Ko3unHueBbIM. [loXKanyi, MMEHHO C 3TOr0 Hayanacb MOANMHHAA «LUeKcnnpuada» [OMuTpua
LLlocTakoBuya.

Mo3we permccep nucan, yto cumtaeT LLlocTakoBMYa eAMHCTBEHHBIM M3 COBPEMEHHBIX KOM-
No3WTOpOB, CMOCOBHBIX «C No/IHOU cusiol nepedams U MpazuyecKyro CUsty, U AUPUKY NO33UU,
U 8oobuye ace HcusHeHHoe MHozoobpasue Lllekcnupax». Cam LLocTakoBry npu3HaBanca, Ha-
CKOJTbKO CUMBHO ero MOTPACAET CLeHa NpobyxaeHnsa bobHoro Jiupa nog Myssiky. Ho Hau-
bonee ApKow cumtan oH purypy LUyTa. «lLlym c usymumesibHLIM MacmepcmeoM ocaelyaem
aueaHmcryio gueypy Jlupa... 2o tomop sesiukonieneH caoell ocmpomol U MpaYHOCMbI0.

CBoeobpa3Hoi KynbMUHaLMeNR crekTaknAa KoswHueBa CTan «BCTaBHOM» HOMep — bannafa
Kopaenuu (tekct A. Pagnosoi). fecAtb neceHok LLyTa, pa3bpocaHHbix Mo CNeKTaknio, CKna-
AbIBAITCA B €MHYI0 CIOUTY, B KOTOPOW «2pOMecKHoe He3pumMo copaceidaem ¢ cebs dypayxul
KOJINGK U HededoMbIM NymeM 0Ka3bl8aemcsA 8 mepHoBoM BeHue» (Ko3uHLEB). VicnbiTaBLumii
Ha cebe TPaB/lio, NEPEXMBLLMIA NOTep0 6NM3KKX Niodew, yKac bonbLuoro Teppopa, LLoctako-
BMY NOCTWIAeT TparM4eckoe Bennyme LLYTOBCKOro oMopa.

MocTaBneHHbIA HakaHyHe BOWMHBI, CeKTaknb «Koposb Jlnp» 6bin BO306HOBMEH B B0KaAHOM
NleHvHrpage v elLe [JOATO COXPaAHANCA B penepTyape.

«080pA 0 NOCMAHOBKe WEKCNUPOBCKO20 PusTbMa, MHe bbl He XomesToCh Ha3bIBaMb 3MO C/I0GOM
“3rpanusayuA”. 3adaya... cocmoum He 8 mom, Ymobel nepenoxcumes LLlexcnupa dnA 3KpaHa,
a 8 mom, Yymobsl NOGHAMb 3KPaH do yposHs LLlekcnupa. ...[lpoussedenus LLlexcnupa ace epema
Merawmca. OHU — HoBble 018 Kaxcdo20 HOB020 BpeMeHU, 0/1A KaXcA020 H0B020 NoKoTeHUA. OHu
JICUBYM BMEeCMe C Ye/l08e4eCmB0M» — TaK Mincan Ko3uHLEB 0 CBOEM XY[AO0HKECTBEHHOM (unbMe
«[amneT». B 1954 rogy oH 0CyLLECTBMA NOCTaHOBKY LLEKCMMPOBCKOM Tpareaunm B JIeHNHrpaacKom
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akaJeMn4yeCKoM Teatpe MMeHn HYLLIHI/IHB, npurnacme K COTPYAHNYECTBY [LlocTakoBuya. A cnycrA
[eCATb J1eT, Koraa peyb 3allina 06 3KpPaHKM3aL M, KOMNO3UTOP 3aABW/I, YTO HanuLLIET COBEPLLEHHO
HOBYIO0 MY3bIKY. n 3arosopwvn B HelM HaCTOALLIMM A3bIKOM MeHNaNbHOMo CVIMd)OHI/ICTa.

Brectawmi ycnex «famneta» KosuHueBa B Hallle CTpaHe M 3a pyberkom (cneumanbHble npe-
Mun BeHeLmaHcKoro KnHogecteana v | Bcecolo3Horo KMHoGecTBand, HOMMHaLMK Ha NPeEMUI0
BAFTA n «3onoToi rnobyc») bbin B paBHOM CTEMEHW 3aCAYroN PEIMCCEPa, XYOOKHMKa, aKTep-
CKOr0 COCTaBa 1 KoMno3utopa. Ho MMeHHO My3biKa 3aCTaBAAET HAC OLLYTWTb TParnyecKyio nos-
TVKY YepHO-6en1oro doHa, CypoBbIX [JEKOPaLMIA 3aMKa, ABOPLIOBLIX MOKOEB ¥ MOPCKOro bepera;
ofyxaTBOpAeT Urpy VIHHoKeHTVA CMOKTYHOBCKOMO 1 AHacTacum BepTuHckol. C nepBbix 3ByKOB
YBEPTIOPbI BM/I0Th 10 GMHAMBHBIX (aHdap MOXOPOHHOIO LLUECTBKA HAC He MOKMOAET 0CTPOe YyB-
CTBO 6071, THETa 3104eAHMA, TATOTElOLLEro Haf [aMIeTOM U ero OKpyHKeHWEM; My3blKa BbICTpa-
VBaeT CBOE0OpasHbI «KOHTPAMYHKTUYECKWIA PAL» U K LEHTPanbHOMy MoHomory («Beitb mnm
He BbITb?»), HaMoHAA ero NadoCcoM CONPOTVBIEHNA 31y, NPEOAOSIEHWA CKOBABLLIEND JyLLEBHbIE
MopbIBLI CTPaXa...

«...A 3HQUT: KaK 66l HU 66110 MPYAHO CHAMb GUITEM, U KaK bbl HU Bl HANPAXCEHHA 3Ma paboma,
8ce pasHo bydem mMomeHm HacmoAwel padocmu. A 1#coarn e2o ¢ HeobbIKHOBeHHbLIM JicesIaHUeM
npubsu3ume e20. 3mo mom MoMeHm, Ko20a 8 amesibe Npudym OPKeCMPAHMbI, PA30XCam
napmumypel, dupuxcep 83MaxHem nano4Kol — u A yorsiwy Lllexcnupa. Koada s creiwy LLo-
CMAKOBUYA, MHE KAXCeMCH, A C/biy 20/10C GBMOPA, A CAbILY KHCUBOL, COBPEMEeHHbIU 20/10C
LLlexcnupa» (. KoauHueB).

CepeamHa 1950-x rogos crana anAa LLloctakoBrya HOBOM MOMOCOM TPArMYECKMX UCMbITaHUIN —
Ha 3T0T pa3 Nn4HbIX. B HoAbpe 1954 ronoB cMepTb YHOCWT ropAYo Niobumyto cynpyry («A He Mogy
0NpPasuUMLCA 0m Kamacmpogsl, nocmuatel MeHs», — Ncan OH CNycTA NonroAa yyYeHuKy Kapa

Kapaesy). CnycTa rof nocne TaAenoi 6onesHu ymMepna Matb. KoMnosutop norpyauncs B o6iue-
CTBEHHYIO M aIMUHWCTPATVBHYI0 PaboTy, BO306HOBIN KOHLIEPTHYIO AEATESBHOCTb, HO fyLUeBHan
MycToTa BbIMMACh B NPOLOMMHKUTESTbHYI0 TBOPHYECKYIO May3y.

PaboTa Hag kuHoduneMom «0Bof» (195556, pexkmccep Anekcanap OaiHUMMMEP) CTana 0gHoM
13 NepBbIX Noce Jonroro nepepbiea. PomaH 3.J1. BoHny o bopsbe 3a cBobofy Wtanum anoxm
PucoparHm1MeHTo Nonb3oBanca 6oMbLLo nonynApHocTbio B CoBeTckoM Colo3e. CunbHble YyB-
CTBa ¥ NePeMBaHNA repoeB, HECTOKOCTb NO/MNOSLHOM 60pbObI, AYLLIEBHBIE METAHWA FMABHOMO
MepCoHaMa, BbIHYHOEHHOr0 NOMKEPTBOBaTb NI0BOBLIO pafy BbICOKOM LiENM, ero apecT v pac-
CTPeN — 1 BCe 3T0 Ha (OHE UTAMNbAHCKMX Ne3arkei, KpacoUHbIX CLIEH KapHaBana, Penmrmo3HbIX
npoueccuit... TpaauLMoHHasA Mo A3bIKY, My3blka K «OBOMY» OTINYAETCA OT MHOMMX KHOOMYCOB
[LloctakoBuya 1940-50-x rofos.

ApKyI0 IMOLIMOHANBHOCTb, «UTANLAHCKMI» TEMMNEPAMEHT 3TOM My3blKi FY6OKO NPoUyBCTBOBAS
avpuep MNbeTpo ApareHTo, HeopHokpaTHo ractponuposasLlumnia B CCCP. B 1965 rogy Lllocta-
KOBWY MOLAPWNT UTANIbAHCKOMY Ma3CTPO KOMUIO NapTUTYPbl, KOTOPYIO OH C YCMEXOM UCMONHAN
y ceba Ha poauHe W B Apyrux cTpaHax EBponbl. «Llocmakosuy eyboKo pycckull My3bIKaHm,
Ho 8 “0s00e” ecmb MoMeHmMbl, 20e OH 4YyB8Ccmayemcs 2/1yboKO UMQsIbAHCKUM, — TOBOPWJ
ApaeHTo. — B Hem owywiaemca npenecme My3siku benunru, [JoHuyemmu... Bozemume e2o
TapaHmensty — 8 Hell UCMUHHBIL HeanoauMaHcKul dyx». Hanbonbluyio M3BECTHOCTb Nprobpen
«PoMaHc», cpasy BOLLEALLIMIA B YACTO «OMCOB» MHOTMX OPKECTPOB, CKPUMAYen 1 BUONIOHYENN-
cToB. Bo3MoKHO, HeobbluHasA anA LLlocTakoBuyYa MpUYeckan HaneBHOCTb MeNOAMM OTParKaeT
CBET BOCMOMMHAHWI 0 Ni06UMOM YeNoBeKe, C KOTOPbIM OH CBA3bIBA/ CaMble CBET/IbIE, CHACT/IN-
Bble MOMEHThI HU3HMU.

bapuc Mykocel
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Dear Dmitri Dmitriyevich, | have just arrived in Leningrad ... and got to know about your anniver-
sary. | am terribly upset that I could not congratulate you on time. | would like to write to you how
much your art and you meant and mean to me. In the dark minutes (and there are so many of
them!) I recall you and think: what a great power lies in you that the “largest caliber of artillery”
could not do anything with your music. And that our time — with everything that was enclosed
in it, both great and terrible — was captured by you, without a shadow of a sign of servility and
calculation — was captured by the art with such a power of truth and expression that it makes
the spirit freeze.

I really want you to feel good in life, to find peace of mind. | sincerely wish you this, | am very
proud that | had a chance to work with you, and love you very much.

Yours G. Kozintsev (September 30, 1956)

Cinema and theatre... These areas of art might not seem the main ones in Shostakovich's legacy
at first glance. However, they run through the tremendous and multidimensional epic of his
life and work like a continuous thread. The markers of “avant-garde” and “classical music,”
experimental search and fundamental fidelity to tradition, outbursts of youth, bitter triumphs of
maturity, and ascetic wisdom of old age — all this is directly or indirectly reflected in the music, to
which Shostakovich assigned a “secondary” role. However, even beyond the composer’s will, it
would go beyond the theatre scenes and film scores, gaining its own artistic identity. Sometimes
it happened immediately, sometimes decades later.

With rare exceptions, Shostakovich's works for theatre belong to the pre-war period, but genu-
ine theatricality was always characteristic of him — his symphonic, oratorio, concerto, and even
chamber instrumental opuses would be impossible to imagine without it. And his “romance with

the cinema” that started when he was young (the conservatory student worked as a hired pianist
in cinemas) continued throughout his life — the last feature film with Shostakovich's music, On
Thursday and Never Again, was released as late as in 1977.

The composer's very first experiments in the cinema, The New Babylon and Alone, were striking-
ly original in terms of experimental approach; this caused a rejection of the majority of the public
accustomed to a more standard film music and also sharp criticism of the authorities. However,
such a response did not frighten the young Shostakovich off.

“A truly talking sound film!” claimed the bills of the new film The Golden Mountains directed
by Sergei Yutkevich in 1931. The film about the transformation of a peasant into a worker, an
individualist into a fiery revolutionary was part of the ideological commission at the so-called
great turning point in time. The popular city song If | Had Golden Mountains that runs through
the film became a peculiar leitmotif of the protagonist. “The counterpoint between image and
sound is one of the film's most remarkable features,” film expert Mark Zak wrote. However,
Shostakavich's main achievement was the use of large and well-developed musical forms in the
cinema — a symphonic waltz and a fugue for organ and orchestra.

The fugue corresponded to the dramatic climax of the film — the parallel sections of the strike
and the execution of workers in Baku and Petrograd. The Soviet playwright and film director Lev
Arnshtam considered this “the most significant success” of the film: “About sixty diverse cuts...
Sophisticated parallel editing and grandiose mathematics of Shostakovich's fugue! The alloy
proved to be immensely strong and artistically convincing”. “A brilliant piece in the style of fugue,
in which a flexible theme was an expression of the dramatic situation of an important part of the
film,” said the famous organist Isai Braudo who had the piece in his concert repertoire. The waltz
performed in various arrangements became popular as well.
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Shostakovich apparently felt the significance of his film opus and compiled a suite from the
score. It was performed for the first time in Moscow in the same year by the Bolshoi Theatre
Orchestra conducted by Alexander Melik-Pashayev.

Shostakovich called the music for the films Counterplan (1932) and Girl Friends (1935) the im-
portant milestones of his career in the 1930s. Girl Friends was Lev Arnshtam’s first independent
direction. A professional musician who graduated from the Petrograd Conservatory as a pianist,
sound producer of Alone and The Golden Mountains, and a close friend of Shostakovich, Arnsh-
tam, as he put it, *heard [the cinema] primarily with sound and rhythm”. “Arnshtam is one of the
directors who have images ... based on musical sensation. He probably hears them before he
sees them,” wrote Sergei Yutkevich.

The film about three girls from indusrial outskirts, who went off to the Civil War as medical
orderlies, prompted the composer’s aristic search. Along with symphonic and choral fragments,
the score contains sections for a chamber line-up. That was the first time when Shostakavich
turned to string quartet — the twelve preludes written for the film became a platform for the
future development of the genre.

Three preludes written for string quartet, piano and trumpet are associated with the lyrical parts
of the film and indirect characteristics of the main characters.

Shostakovich's tenure as music director at Vsevolod Meyerhold's theatre, for which he wrote
music for Vladimir Mayakovsky's play Bedbug, lasted a little over a year. It was the composer’s
genuine “professional baptism” and left its mark on his own artistic creed. Later, working with
the Leningrad Theatre of Working Youth, he complained about a composer's subordinate role
in drama theatre and the directors’ stereotyped attitude to music. However, Shostakovich’s in-

volvement in Nikolai Akimov's production of Hamlet at the Vakhtangov Theatre in 1932 can be
considered symbolic.

Meyerhold shared his vision of Hamlet with Shostakovich, a production that would be devoid of
mysticism so usual in the interpretations of the early twentieth century. Nikolai Akimov, a direc-
tor, painter, teacher, and future outstanding theatre figure in Leningrad, voluntarily or not, imple-
mented Meyerhold’s idea in his version. The tragedy became a political detective story, the main
theme of which was the struggle for power; many of the characters looked like caricatures. Such
a “Hamlet without Hamletism” stunned the public and was, according to Shostakovich, “a real
nightmare for the Shakespeare scholars”. Akimov was accused of formalism and “perversion
of the classical work,” and the performance was banned, but even years later caused heated
discussions in the professional community.

However, even the strictest of the critics wrote about Shostakovich's music as ‘the best and most
daring part of the production ... on some wonderful border between irony and satire”(The Literatur-
naya Gazeta). Grotesque but convincing, filled with vivid acting, Akimov's interpretation was close
to Shostakovich's own ideas of the early 1930s. That is why the parallels between music for the
theatrical Hamlet and the 24 Preludes and the First Piano Concerto are so obvious. Shostakovich
partly used this music in his Third Ballet Suite (1951). It was eventually “exonerated” in 1960, when
the suite made of the finished numbers for Hamlet was published by Soviet Composer.

In the article that appeared shortly before the premiere of Hamlet, Shostakovich announced the
termination of collaboration with drama theatres. But two years later, he wrote music for the play
The Human Comedy after Balzac (adaptation by Pavel Sukhotin) staged by Evgeny Vakhtangov's
students Alexander Kozlovsky and Boris Shchukin (the latter's Polonius in Hamlet was one of
Shostakovich's most lasting theatrical impressions).
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The grotesque and revealing characters of this performance were close to Akimov's Hamlet
(the march from the scene “At the police station” became a prototype of the musical epit-
ome of evil and violence in Shostakovich's future works). But in general, the tone of The
Human Comedy was nostalgic — the old aristocrats were making their exit under pressure
of adventurers, bankers, and former criminals. The lyrical panorama of Paris, the gracefully
stylized dances, the dramatic bursts of climaxes — Shostakovich's music again was an or-
ganic part of the performance, largely determining the audience’s impressions.

“When I read Shakespeare, | just go with the flow,” Shostakovich admitted. “It happens infre-
quently. But these are the happiest moments. | read and listen to his music”.

In the spring of 1941, the composer unusually quickly, matter-of-factly composed incidental
music for the production of King Lear (translated by Mikhail Kuzmin and edited by Anna Rad-
lova) staged at Leningrad’s Bolshoi Drama Theatre by his friend Grigory Kozintsev. Perhaps
that was the moment when Dmitri Shostakovich's true Shakespeariad began.

Later, the director wrote that he considered Shostakovich to be the only contemporary com-
poser who was capable of “conveying with full force both the tragic power and the lyricism
of the poetry, and the whole lifelike diversity of Shakespeare”. Shostakovich admitted how
much he was shaken by the scene when sick Lear awakens to music. But he thought that
the character of the Fool was the most striking. “The Fool wonderfully illuminates the gigan-
tic figure of Lear... His humor full of sharpness and gloom is magnificent”.

The ballad of Cordelia (text by Anna Radlova), which was an inserted number, was a peculiar

culmination of Kozintsev's performance. Ten songs of the Fool scattered throughout the
performance make a single suite, in which “grotesque invisibly throws off the fool’s cap

10

and in a mysterious way ends up with a crown of thorns on” (Kozintsev). Having experi-
enced persecution, survived the loss of his loved ones, and made it through the great terror,
Shostakovich comprehended the tragic greatness of buffoonery humor.

Staged on the eve of the war, King Lear was resumed in the besieged Leningrad and re-
mained in the repertoire for a long time.

“Speaking of making a Shakespearean film, | wouldn’t want to call it a “screen adaptation”.
The task ... is not to shift Shakespeare to the screen, but to raise the screen to the level of
Shakespeare. ...Shakespeare's works are constantly changing. They are new for every new
time, for every new generation. They live together with humanity”.

This is what Kozintsev wrote about his feature film Hamlet. In 1954, he staged Shake-
speare’s tragedy at the Leningrad Academic Pushkin Theatre, inviting Shostakovich to col-
laborate. And ten years later, when it came to the screen version, the composer stated that
he would write a completely new score, and the score did speak the symphonic genius's
true language.

The brilliant success of Kozintsev's Hamlet in this country and abroad (it received special
awards of the Venice Film Festival and the First All-Union Film Festival, and BAFTA and
Golden Globe nominations) was equally an achievement of the director, the production de-
signer, the cast, and the composer. But it is the music that makes us feel the tragic poetics
of the black and white backdrop, the stern scenery of the castle, the palace chambers,
and the sea shore; it is the music that spiritualizes the acting of Innokenty Smoktunovsky
and Anastasia Vertinskaya. From the first sounds of the overture to the final fanfare of the
funeral procession, there is a keen sense of pain and oppression of atrocity hanging over
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Hamlet and his entourage; the music builds a peculiar “contrapuntal line” towards the cen-
tral monologue (“To be, or not to be”), filling it with the idea of resistance to evil, overcoming
the fear that seizes the movements of the soul.

“.. I knew that no matter how difficult it was to make the film, no matter how hard the work
was, there would still be a moment of real joy. | was waiting for it with an extraordinary
desire to bring it closer. It is the moment when the members of the orchestra come to the
studio, arrange their sheets, the conductor raises his baton — and | will hear Shakespeare.
When | hear Shostakovich, it seems to me that | hear the author’s voice, | hear Shake-
speare'’s vibrant, contemporary voice” (Grigory Kozintsev).

The mid-1950s were a new streak of tragic trials for Shostakovich — personal ones this time
round. In November 1954, his darling wife died (*/ can't recover from the disaster that befell
me,” he wrote to his student Kara Karayev six months later). After a year of serious illness,
his mother passed away. The composer plunged into public and administrative activities, and
even resumed concert performances, but the spiritual emptiness resulted in a long hiatus.

The Gadfly, a feature film directed by Alexander Faintsimmer in 1955 and 1956, was one
of the composer’s first engagements after the long break. Ethel Voynich’s novel about the
struggle for freedom of Italy in the period of the Risorgimento was very popular in the
former Soviet Union. The strong feelings and experiences of the characters, the cruelty of
underground struggle, the spiritual torments of the protagonist who was forced to sacrifice
love for the high purpose, his arrest and execution — all this against the backdrop of Italian
landscapes, colorful carnival scenes, and religious processions... Traditional in terms of
language, the music for The Gadfly differs from many of Shostakovich’s film opuses of the
1940s and 1950s.

11

Pietro Argento, a conductor who toured the former USSR several times, deeply felt the
bright emotionality and the “Italian” temperament of this music. In 1965, Shostakovich pre-
sented the Italian maestro with a copy of the score, which he successfully performed in his
homeland and some other European countries. “Shostakovich is a deeply Russian musician,
but there are moments in The Gadfly when he seems to be deeply Italian,” Argento said. ‘He
has the charm of Bellini’s and Donizetti’s music... Take his Tarantella - it has a true Nea-
politan spirit to it". The piece Romance was widely popular and immediately became one
of the “encores” of many orchestras, violinists, and cellists. The lyrical melody that was so
untypical of Shostakovich might be a reflection of the light of the memaries of his loved one,
with whom he associated the brightest and happiest moments of his life.

Boris Mukosey
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