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DMITRI SHOSTAKOVICH
MUSIC FROM THE FILM ALONE, OP. 26 (1930-31)

First Part
1. IV March. The Street (Allegro) (:34)
2. VII Galop “How Good Life Will Be” (3:19)
3. IX Final Chorus “Stay” (4:30)

Second Part
4. March. Allegretto (:43)

Third Part
5. I Altai. Andantino (7:56)
6. Ia Steppe. Andante (1:06)
7. II Altai. Adagio (3:13)
8. III Kuzmina in Her Cabin. Largo (5:35)
9. VI Organ-grinder. Andantino (1:28)

Sixth Part
20. II Allegretto (2:19)
21. IIa Windstorm. Presto (2:28)
22. III Largo (1:42)
23. Finale. Largo (5:27)

Seventh Part
24. III Allegro (:11)
25. IV (Allegro) (:10)
26. V Adagio (2:57)
27. VI Andante (:48)
28. VIII Andante (:39)
29. XVII Allegro (2:00)

Fourth Part
10. I Allegro (1:27)
11. II Largo (3:45)
12. III (Largo) (1:32)
13. VII Adagio (4:36)
14. VIII Allegro (1:29)
15. IX Allegretto (:32)

Fifth Part
16. I Adagio (2:58)
17. II Adagio (3:17)
18. III Allegro (3:02)
19. IV Moderato (1:47)



Dmitri Shostakovich wrote his first film score in
1929. It was music for a silent movieNew Babylon,
directed by two very young and extremely tal-

ented men—Grigori Kozintsev and Leonid Trauberg.
The last work of the composer in this field was in 1971,
The Envoy of Eternity. In the period between these two
dates the composer created music for around 30 films —
documentaries, cartoons and, most of all, motion pictures.

However, the genre of film music was hardly
Shostakovich’s favorite. He considered it a distraction
from his main work. According to his son Maxim,
Shostakovich even hated the job and did it only out of fi-
nancial necessity. He complained about writing film
music in a letter sent to his friend Isaac Glikman in 1948:
“It allows me to eat, but it causes me extreme fatigue.”

There were several periods in Shostakovich’s life when
working for the film industry was the only or the main
way to support his family. It is not by chance he was most
active in film music during the years of sharp criticism
from officials, when his symphonies and other important
compositions were withdrawn from the concert or theater
repertoire and radio programs (the mid-30s, end of the
‘40s and beginning of the ‘50s). For instance, during the
horrible years of the infamous “anti-formalist” campaign,
which followed the notorious First Congress of the Union

of Soviet Composers (January 1948) and Communist
Party Central Committee Resolution (February 1948),
when his music was almost completely forbidden and he
could not present his two new great compositions — the
Violin Concerto No. 1 and song cycle From Jewish Folk Po-
etry— Shostakovich wrote seven film scores. (It is impor-
tant to note that at that time the number of movie
productions increased dramatically.) Most of these scores
were for clearly propaganda films such asMeeting on the
Elbe or The Fall of Berlin. Because the film industry was
under special Communist Party control, being regarded
“the most important of all art” and ideologically always
“more than correct,” this was also an opportunity for the
composer to prove his loyalty and devotion to the Soviet
regime: a necessity for mere survival.

In his late years, Shostakovich withdrew from the film
industry, making exceptions for a few works. One was
done because of an old promise to the writer Galina
Serebryakova (A Year is Like a Lifetime— about Karl
Marx). Another exception was made for films of one of
his oldest friends, director Leo Arnshtam. And two more
offers were accepted because it meant a collaboration
with the above-mentioned Kozintsev, who became one
of the greatest film directors in the Soviet Union. These
films were Hamlet (1964) and King Lear (1971). They be-
came the ultimate culmination of Shostakovich’s career
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in the genre of film music.

Nevertheless, all of his film scores reveal great mastery
and clear understanding of the demands of the genre.
Some of their excerpts became widely popular like the
songs for Counterplan and The Maxim Trilogy. And in
every one of them he remained a great symphonist, ded-
icated mostly to the dramatic and expressive. He obvi-
ously cultivated symphonic development and preferred
recreating and evoking emotions to merely making col-
orful sound pictures.

Shostakovich is regarded as a pioneer of Soviet film
music. His score for New Babylonwas the first score espe-
cially written for a film. The film was silent but
Shostakovich’s score was sent to theaters for live per-
formance during the showings. It was an extraordinary
event at the time. It marked the end of the often unpro-
fessional and chaotic music-making in movie theaters
where silent movies were shown to the accompaniment
of a pianist’s improvisations (Shostakovich himself used
to be such a pianist in his youth) or medleys from vari-
ous works played by small groups.

The music for Alonewas the composer’s second work for
the comparatively new industry and his second collabo-
ration with Kozintsev and Trauberg. Originally the
movie was to be silent but during the process a sound
track was added. “That was a film of the old silent type,”

Shostakovich recalled later, “for in those years our film-
makers were still groping for the ways and means of
combining image and sound in a truly artistic manner.”

The plot is in some ways a typical product of its time:
the epoch of Stalin’s industrialization and collectiviza-
tion, when collective farms were quickly and violently
created in villages and the process was accompanied by
a cruel and often deadly, bloody battle against “Kulaks”
(those farmers, mostly wealthy or of middle income,
who refused to join the Kolkhoz). The heroine of the film,
a young Leningrad school teacher, rejects the attractions
and amenities of city life and moves to a village in the
Altai Mountains to teach village children. Of course,
there are also many “kulak bloodsuckers” and she be-
gins a resolute struggle against them.

The music of the film is divided, in accordance with its
structure, into relatively short fragments. The first part of
Alone takes place in Leningrad and almost all of the musi-
cal numbers that accompany it are full of implicit satire (a
bravura march, the obtrusive repetition of a phrase “How
good life will be,” singing by a sugary tenor voice and so
on). Here Shostakovich has fully realized his inclination
toward the grotesque, as well as for parody of the music
which for him embodied philistinism and narrow-mind-
edness — qualities which seemed to dominate in post-
revolutionary Soviet society. The exception to such images
is the instrumental transition to the chorus “Stay.” This in-



strumental segment is a wonderful example of
Shostakovich’s remarkable “nocturnal” music: medita-
tive, seemingly detached but deep and beautiful.

The rest of the action takes place in the remote Altai
Mountains and the music of these parts of the film is
marked by a totally different mood. Its lucid and ex-
tremely laconic texture is typically linear — a stylistic
tendency of the time and also to become a feature of
Shostakovich’s individual language. Slow tempos domi-
nate as do the dark timbres of low strings and wood-
winds, expecially the bassoon, whose voice would
become a symbol of deep sorrow in many of the com-
poser’s symphonies. All this best befits the picture of na-
ture — majestic, severe and full of hidden dangers — as

well as the heroine’s feelings of loneliness and sadness.

Some of the episodes are quite lengthy and display a
truly symphonic development and brilliant use of or-
chestral resources, like the final scene of the film’s fourth
part. This is reminiscent of the tragic orchestral inter-
ludes of the opera Lady Macbeth of the Mtsensk District
which would be completed shortly after Alone hit the
screens. There is no doubt that we have here an excellent
piece of film music, created by the composer in his
youthful prime when he was excited at working in a
new field which had not yet become a hard task for him.
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Walter Mnatsakanov’s career began in the mid-1960s when the
young conductor, a graduate of the Moscow (1953-58 – choirmaster)
and Leningrad (1961–66 – opera and symphonic conductor) Conser-
vatories, began his professional activity at the Chelyabinsk Opera
and Ballet Theater where he performed La Traviata, Rigoletto, Don
Carlos, Tosca, Prince Igor, Eugene Onegin, Swan Lake, The Nutcracker,
Peer Gynt, Giselle and others. He continued his conducting work
with symphony orchestras in Minsk, including the Byelorussian
Bolshoi Theater Orchestra and the Byelorussian Conservatory
Opera Studio and in Grozny, where he was chief conductor of the
Republican Symphony Orchestra. During these years, Mnatsakanov
extended his repertoire which presently embraces symphonies by
Beethoven, Tchaikovsky, Schumann, Rachmaninoff, Brahms,
Shostakovich, Khachaturian, Kancheli, Szymanovsky and others.

He has worked with many renowned Soviet performers including
Pavel Serebriakov, Rudolf Kerer, Oxana Yablonskaya, Boris Gut-
nikov, Ruben Aharonian, and Igor Oistrakh as well
as soloists from France, Germany, Yugoslavia and
other countries. He continues to be invited to con-
duct various orchestras in Russia.

Apart from his main work as a conductor,
Walter Mnatsakanov has been actively involved in
teaching and writing music reviews since 1980. In
addition, under commission from the State pub-
lishing houseMusika, he has made a great number
of symphonic transcriptions for piano and piano
four/hands.
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