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1873—2023: 150 YEARS OF COLONNE CONCERTS

In the early decades of the 19th century, France created many Musical Societies with a dual
objective: to offer (symphonic) music to the widest possible audience, and to perform a repertoire
combining new works and masterpieces of the past. The Association artistique des Concerts
Colonne is one such Society. Founded in 1873 by Edouard Colonne (1838-1910), the group took
over from the short-lived Concert national invented by Georges Hartmann (1843-1900), while
maintaining Sunday concerts in the Théatre du Chatelet. Colonne quickly found itself in
competition with the Concerts Lamoureux, making artistic choices that set it apart.

Thanks to the posters and programs deposited in various repositories, we thought it would be
interesting to take a sampling of these rich holdings to illustrate a history of the Ensemble that
answers the following questions: what was its overall operation? How were programs and Hall
Programs drawn up (e.g. by Charles Koechlin), and who were the musicians? In so doing, we will
have sketched a (non-exhaustive) portrait of the Concerts Colonne, which will be blowing out its
150 candles in 2023. One of the longest-running concert series that brought together outstanding
performers, composers, and a wide range of listeners was the Colonne Concerts series. Their leader,
Edouard Colonne, has been organizing remarkable musical events that have opened up to the
Parisian public both classical works by Beethoven, Mozart, Weber, and Schumann and works by
contemporary composers, including Fauré, Debussy, d'Indy, Ravel, Charpentier, Widor, Chabrier,
and Dukas.

Keywords: Colonne, "Colonne's Concerts", the Chatelet Theater, French music, Parisian
concert series, Conductors.

Introduction. Persuaded of the social role of music, the publisher Georges Hart-
mann launched the Concert National in the spring of 1873. His aim was very clear: he
wanted to organize «a series of concerts to be held each Sunday at the Théatre de ’'Odéon.
The aim of these concerts (with orchestra) was to popularize classical masterpieces and the
best modern productions among a public that was not naturally inclined towards intelli-
gent entertainment!» (sic). From the very first concert, held on 02 in March 1873, the par-

" A.ls by Hartmann on « Maison anglaise » (Friday) letterhead to the music critic and collector
Adolphe Jullien (1845-1932), asking him to insert an advertisement in his Journal. Archives of the A. Jullien
collection bequeathed to the Bibliothéque Historique de la Ville de Paris [8-TMS-05539, digitized since
2009 and now available online. The vast collection of programs and posters gathered by Jullien (totaling
18 volumes, 1864—1926) was preceded by that of Elwart (1808—1877) for the years 1828—1863.
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ticipation of Camille Saint-Saéns and Pauline Viardot was required:. The programs were
mixing French and German works from the present and the recent past. However, this mu-
sical venture collapsed before the end of the first season. Hartmann abandoned his prom-
ising project after placing Edouard Colonne at the head of the Concert national, the latter
having been noticed as a first violinist of the Paris Opera orchestra (from 1858 to 1867).
Despite a real competition with the Concerts Pasdeloup, Edouard Colonne took over the
Orchestra and moved it to the Théatre du Chatelet2 for a new concert series which consist-
ed of 24 events held on Sundays (in 1873-1874). His strong personality enabled him to
considerably raise the orchestra’s artistic level; this is the reason why he was nicknamed
the «d’Artagnan of the orchestra». It was all the more important that, eight years later (in
1881), a new competitor arrived on the market of symphony concerts societies: Charles
Lamoureux, with whom Edouard Colonne had earlier tried a similar venture for chamber
music, a repertoire he would remained fond of3. And for decades, these two musical socie-
ties have been concurrently offering a rich Sunday program to the Parisian public. In order
to highlight their main characteristics, I am going to leaf through a few programs and post-
ers, but first, it is worth recalling who Colonne was.

Research Results.
WHO WAS EDOUARD COLONNE?

Born in Bordeaux in 1838, he arrived in Paris at the age of 17 and immediately
joined the orchestra of the Théatre Lyrique. Two years later, he was a pupil at the Paris
Conservatoire, where he won a prize in harmony and then in violin (in 1863). He first mar-
ried the sister of the singer Célestine Galli-Marié and he was 35 when he founded the Asso-
ciation artistique des Concerts Colonne, which kept the name Concert national before be-
coming Concerts du Chatelet (from 1874 to 1892). Indeed, it was important to choose the
right venue for Sunday concerts in order to retain the audience, particularly through sub-
scriptions. Colonne’s first choice was a concert venue inaugurated in 1862, the twin build-
ing of the current Théatre de la Ville (formerly the Théatre Lyrique), both having been built
on the Place du Chatelet and designed by the architect Gabriel Davioud. This is why Col-
onne’s symphony association took the name Concerts du Chatelet, after he succeeded
Hartmann.

However, World Wars I and II provided opportunities for reconciliation between ri-
vals, particularly between the orchestras Lamoureux and Colonne, which joined forces (be-
tween 1914 and 1919) under the dual direction of Camille Chevillard (Orchestre Lam-
oureux) and Gabriel Pierné, who was Colonne’s assistant after he became his successor
(since 1910). The former conducted the concert held on 21 November 1915, which was en-
tirely devoted to French music. A hint of sadness is noticeable as well as his willingness to
honour the bravery of soldiers at war.

' Indeed, it was precised: « Concerto in g minor performed by the author [Saint-Saéns] » (three
mouvments) and «Le Roi des Aulnes, ballad by Schubert, sung by Pauline Viardot with the pianist Saint-
Saénsy.

? Hartmann was assisted by Duquesnel, the director of the Théatre de I’Odéon, where the Concert
national was hosted.

* From October 1897 onwards, Colonne also organized series of chamber music concerts, which
were held at the Théatre du Chatelet on weekdays (Thursdays).
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The concerts were often featuring an unchanging program: a first part intended for
classical symphonic works (Romantic or neo-classical) and a second part for «works ar-
ranged following sources of inspiration». This was how these concerts were announced,
such as the one held on 09 January 1916, which put forward an «Oriental» theme made up
of works by Saint-Saéns, Balakirev and Borodin!. A few years later, an «Exoticism» theme
underpinned the concert on November 20, 1920, while on February 19, 1921 and Novem-
ber 26, 1922, «Russian Folklore» was celebrated: the programs featured S. Liapounov's
Rapsodie on Ukrainian themes (for piano and orchestra) in the first performance; this
composer was judged to be «one of the best continuators of the trend and music of the
Five» (Koechlin, program note). The Ukrainian Chapel Choir (conducted by Kochitz and
Kiritchenko) will also perform choral works.

During World War I, the Association artistique des Concerts Colonne changed its
name again. After briefly taking back the name Concerts Colonne-Lamoureux, each or-
chestra regained independence: the Concerts Colonne became the Concerts Pierné (in
1940) because of Edouard Colonne’s Jewish origins (his real name was Judas Colonna); af-
ter the Liberation of Paris (in 1944), the Concerts Pierné becomes again the Concerts Col-
onne orchestra.

FUNCTIONING

The annual 24 concerts were covering the period from October to April (for the last
concert of the season). In 1920-1921, Sunday concerts (2.30pm) were more expensive than
Saturday concerts (4.45pm). But the Saturday morning’s general rehearsal (9 am) was
open to the public with a subscription card (sold for 200 francs) and seats could be bought
in advance at a fairly wide range of prices (from the stalls to the balcony). In addition, a
growing number of honorary members had a card allowing them to attend the final re-
hearsal. The alphabetical list from 1877 shows that the male census was distinguished from
the female... As for the poster announcing the re-run of the season (in autumn), it pro-
vides, except the unit price, the list of Parisian venues where concert tickets were available.

As far as programming was concerned, the challenge was to stand out from the rival
Pasdeloup and Lamoureux companies. The Concerts Colonne were therefore keen to de-
fend contemporary composers, while leaving a place for composers, «common» to all three
groups, such as Beethoven — as it still occurred in 1921 — or such as living composers to
whom they wish to dedicate a Festival-tribute2. However, until 1880, Colonne did not play
Wagner (unlike Pasdeloup). He chose Berlioz as the star composer of his programs and it
was he, who, in November 1875, helped an amazed 20-years-old Ernest Chausson to dis-
cover Romeo and Juliet. On the other hand, throughout his life, the composer Albéric
Magnard would reproach Colonne for being more interested in Beethoven, Berlioz and

' The programm was as follows: Saint-Saéns’ 5th Piano Concerto, Balakirev’s Thamar and Geor-
gian Song, and Borodin’s Prince Igor (« Polovstsian March »), conducted by Camille Chevillard. See the
press release (January 1916) in Recueil Programmes des Concerts Colonne 1915-1926, folio 27 [8-TMS-
05545 (1).

* For example, the Berlioz Festival in December 1881, the Auber Centenary on January 29, 1882, or,
in 1921, the tribute to André Gedalge (1856—1926). Pierné asked Koechlin to include « our dear Gédalge » in
his next concert hall program, as a reminder that « he was the teacher of today's most famous composers»
and that he was a « great artist» and a «good man» (a.l.s February 7, 1924, on Association artistique des
Concerts Colonne letterhead).
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Franck than in contemporary composerst. However, following his desire to promote
French musicians, Colonne conducted Lalo, Dubois, Massenet, Godard and above all,
Franck. In 1873, the Concert National premiered Franck’s Rédemption and Saint-Saéns’s
Psaume 18 at a spiritual concert during Holy Week. A few months later, the printed pro-
gram of 23 November 1873 was coupling Massenet along with Beethoven and Mendels-
sohn, while featuring the classical composer Cherubini and even the baroque Handel. In
fact, Handel reappeared a few months later, again with Mendelssohn, alongside Liszt’s
Mazeppa, Haydn and the Premiere of Théodore Dubois’s Suite d'orchestre. It should also
be noted that the audience was provided with a free program explaining each work of the
concerts2.

HALL PROGRAMS

This type of document has been indispensable since the end of the 19th century,
supporting the expansion of democratizing concerts. They bear witness to didactic inten-
tions, and the fact that they are often written by composers makes them an invaluable me-
dium, thanks to their contextualizing and analytical qualities, which are accessible to all.
For the Concerts Colonne, let's take the example of the notices written by composer
Charles Koechlin (1867-1950) between 1919 and 1924. The Koechlin archive3 contains a
number of very interesting letters, enabling us to reconstruct the author's approach to writ-
ing notices; for example, when the scores were sent out, C. Koechlin was able to read them
shortly before the concert date4. Very often, however, the composers themselves prepare
short notes intended to enlighten Koechlin on their original intentionss, sometimes leaving
him free to adapt them as he sees fitt. Composers like to talk about the genesis of their
programmed work, or the reasons for Pierné's acceptance?, not without imposing their de-
siderata on Koechlin. Darius Milhaud, for example, told Koechlin that Pierné did not «play
the small Nocturne because [he] finds it too pretty in the dreadful sense of the word [...]»,
adding: « I take the liberty of pointing out to you that I don't like it much when [musical]
themes are reproduced on programs»8. Interpreter Henriette Renié was equally demanding;:

' Claire Vlach (ed.), Albéric Magnard. Correspondance (1888—1914), Paris, SEM, 1997, p.14. Note,
however, the presence in the programs of little-known English composers along with minor French compos-
ers such as Paul Pierné (1874-1952), who had the privilege of being Gabriel Pierné’s grand-cousin, the con-
ductor of the Ensemble from 1910... See his symphonic poem entitled De l'ombre a la lumiére, premiered at
Colonne’s on 24 November 1912.

? Each program listed the season's concert dates and the orchestra's line-up (by section).

3 Bibliothéque La Grange Fleuret (Paris), Ecrits de Koechlin [B. 435 and [B. 436.

* For example, Edouard Flament (1880—1958) sent Charles Koechlin (January 29, 1921) fragments
of his symphonic entr'acte, Rosiane, to be performed on February 6, 1921 (concert conducted by G. Pierné).

> On March 3, 1921, Armand Abita (18..~1945) sends an explanatory note for his «Arabesques»
(Tableaux tunisiens, symphonic suite in three parts), to be performed at the concert on March 19, 1921.

% See Robert Goupil (1896-1938), who wrote to Koechlin: «Perhaps you'll find a few changes to be
made in the phrasing» (a.l. s. February 22, 1921), in reference to his Symphonic Prelude scheduled for March
5, 1921.

7 Cf. a.l.s of November 8, 1922 from Alexandre Georges (1850—1938) telling that Sapho (in one act)
by Armand Silvestre had been performed at the Comédie-Frangaise in 1893, but that the poet did not ask him
for music until 1898-1899. The composer set it in music some twenty years later. Then came the war. It was
only afterwards that the work was published and found favour with Gabriel Pierné.

¥ A.Ls [October 1920] about his second Suite symphonique, heard on October 24, 1920.
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If there are notices on the program, would you please point out that these Danses
written for chromatic harp were — not transcribed! — but annotated and fingered
for the pedal harp by your servant, who gave the first performance on the said
harp on February 1, 1910, at the Salle Erard:.

Indeed, Koechlin wrote a short introductory paragraph presenting the characteris-
tics of the chromatic harp to the public, before inserting the indications requested by H.
Renié. In some cases, performers do not approach the editor of the notices directly, but
pass on their requirements via the conductor (Pierné) and other mediators. Such is the
case with Ricardo Vifies, the famous pianist at the service of modern music:

Ricardo Vines rightly insists [...] that you be so kind as to put in the note that this
piece [Manuel de Falla's Nocturnes dans les jardins de l'Espagne] is dedicated to
him by the author. He is right=.

Charles Koechlin kept his sketches of the notices for the 173 works performed dur-
ing the 42 concerts of the 1919—1920 season (series A and B), providing the material for an
interesting genetic study of a didactic activity often overlooked by today's musicology.

About programming, it is interesting to note that the Concerts Colonne were part of
the re-discovery of the Baroque repertoire, which was still little appreciated by the general
public at the end of the nineteenth century (although it was well known). Reporting the
Colonne concert of 19 October 1890, the composer Joseph-Guy Ropartz (1864-1955) ex-
pressed his delight after the success of the concert:

M. Ed.[ouard] Colonne has included the Aria from Bach’s Suite in D in the pro-
gram of his first concert. The performance was excellent and, as it should be ex-
pected, the audience seemed to appreciate the beauties of this admirable score.
Bach, moreover, ceased to be the pet peeve of this right-thinking audience. He is no
longer regarded as a scholar, algebraist, dry and cold composer. People recognize
his inspiration and emotion, and think his work is infused with incomparable se-
renity. People no longer find him boring. Bach is really going to be well knownas.

Before that, it is worth noting that Colonne was chosen to conduct the concert series
given during the Paris Universal Exhibition of 1878, making Jules Pasdeloup furiously
jealous! Similarly, it was the Colonne orchestra that gave the first French performance of
Dvoréak’s 9t Symphony. In addition to works by Fauré, Debussy, d'Indy, Ravel, Charpen-
tier, Widor, Chabrier and Dukas, Colonne performed the complete version of Schumann’s
Manfred for the first time (on 6 January 1884). He conducted this work thirteen times4, as
on 10 and 17 November 1912 (featuring Franck once again, as well as Weber and Dubois).

"1t is the author who underlines. A.l. s [November 1921] for Debussy's Deux Danses («Danse
sacrée» and «Danse profane») scheduled for November 12, 1921.

? 1t is the author who underlines. A.ls from Enrique Fernandez Arbos [?] to Koechlin, dated January
14, 1923 (on Hoétel de I'Espérance letterhead, Paris VI°).

3 Joseph-Guy Ropartz, « Notes parisiennes », Angers-artiste, October 25th, 1890.

* According to Georges Chauvin, «Edouard Colonne et I'Association artistique», Revue historique de
Bordeaux et du département de la Gironde, t. 32, 1986, p. 89.
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Willy gave his report on the performances of Schumann’s Manfred at Colonne’s,
which took place in a climate of general hilarity, the lyrics being sung in French?; which
proves that the audience was allowed to express loud reactions, whereas the atmosphere
was much quiet at the Concerts Lamoureux where no disruptive element was tolerated=.
The acerbic critic reported:

A minor incident occurred during the first part [of Manfred]. M. Manfred-Sully
called an eagle (all tastes are possible in nature) screaming, like an oddball: «Arrr-
riveu.... aiaigggleu... arrrriveu! [Coome... Eaeagle.... Coome!]». A frenzied scream!
Then, shaking his head in pain, the tragedian added: «He can’t hear me...». — Then
an attendee thought aloud: «Well, old chap, he really must be deaf!»3.

Indeed, on such occasions — like in Manfred, which required narrators — the con-
ductor never forgot to hire the best members of the Comédie-Francaise, such as Mounet-
Sully (1841-1916) and Renée du Minil (1868-1941). In addition, he hired a full choir
which, when added to the orchestra, reached a total number of 250 performers. This type
of enlarged formation was also required for the Beethoven Festivals4 — held on 01 Decem-
ber in 1912 as well as in 14 April 1922: 250 players performed the 9t» Symphony, again in a
French version of Schiller’s ode made by the musicographer Amédée Boutarel (1855—
1924).

PERFORMERS & GUEST CONDUCTORS

Let’s take a brief look at some of the programs which were featuring celebrated
artists invited by Edouard Colonne: Jeanne Campredon (from the Opéra) and the famous
mezzo Claire Croiza were the performers on 01 December 1912. Other female singers
included Mrs. Mellot-Joubert and Povla Frisch, Rose Caron and Felia Litvine, to name but
a few. Shortly before (on 17 November 1912), pianist Blanche Selva, a servant of young
French music, or harpist-composer Henriette Renié (see supra), were sometimes
associated with the famous Alfred Cortot (cf. on 9 November 1913); the latter also
appeared in a trio with Jacques Thibaud and Pablo Casals; not to mention other
performer-composers such as Marie Jaéll, Camille Saint-Saéns, Théodore Ritter, Ignaz
Paderewski, Georges Enesco, Ferruccio Busoni and virtuosos Fritz Kreisler, Eugen

! Translation/adaptation by Emile Moreau (1852—1922), playwright and librettist.

? The programs and posters of the Concerts Colonne, however, bear the following note: «Please do
not enter or leave during the musical performancesy», which can also be found on the programs of the Société
des Concerts, for example.

> Willy [Henry Gauthier-Villars], Accords perdus par l'ouvreuse du Cirque d'été, Paris, H. Simonis
Empis, 1898, p. 104 (date:15 February 1897). Manfired had already been performed several times: the pro-
gram of November 16, 1879 even specifies « re-requested»!

* However, Romain Rolland seemed disappointed by Colonne’s performances of Beethoven, for ex-
ample, at the concert held on 18 October 1903, with regard to the 9th Symphony: «Above all, I reproach the
performance for lacking rhythm and unity, for being too fragmented [...] the end suffers from the limited ca-
pacities of the choral masses. There are 80 or 100 choristers, singing like 4 (actually 4 choristers who
wouldn’t sing well). [...] I have already commented on Monsieur Boutarel’s translation of Schiller’s ode. It
has no accuracy and the French text doesn’t sound good» («Concerts Colonne», La Revue musicale, no. 15,
November 1, 1903, p. 609).
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d'Albert, Marguerite Long and Louis Diémer from the Paris Conservatoire, Hans von
Biilow or Eugéne Ysaye, etc.

However, several of these illustrious performers were also conductors. This explains
why Edouard Colonne started to entrust his orchestra to other conductors (in addition to
Pierné and Chevillard), such as Gounod, Massenet and d’Indy, for example, while
launching the custom of inviting guest conductors. One of the first conductors was
Tchaikovsky in 1891, followed by Felix Mottl (1894), Winogradski for a Russian music
concert (1896), Richard Strauss who conducted on three occasions (1897-1906-1908) —
notably his Till Eulenspiegel — or Siegfried Wagner (1900). This tradition has continued
over time, with relatively recent guest conductors such as Kent Nagano, Mauricio Kagel,
Armin Jordan, etc.

ORGANISATION & NEWS

Evolving within an associative framework, the Concerts Colonne quickly provided
assistance to other concert societies (such as the Société Nationale de Musique). Outside
the Paris musical season, the orchestra toured in other French cities (Bordeaux, Lille, Mar-
seille, Orange, etc.) and also abroad, notably in Russia on several occasions (from 1890 to
1907). It also appeared in Italy, Spain, Belgium, Switzerland, London and Prague. A more
recent innovation was the addition of «educational concerts» to the Sunday concerts,
which aimed at making children discover works from the great repertoire with explana-
tions provided to them!.

Another initiative in the administrative organization was the separation between
music management and musical activities, so that in Colonne’s absence, Pierné took the
baton (from 1904) as well as other guest conductors. This model was not perpetuated,
since Pierné, Paul Paray (from 1932), Charles Miinch (between 1956 and 1958) and Pierre
Dervaux (until 1992) were fulfilling both activities2. But with the arrival of Marcel
Landowski, and then Armin Jordan, music management and artistic direction were again
separated.

The Colonne orchestra currently gathers approximately one hundred professional
musicians paid by a fee. Since 1982, it has also added its own choir. Laurent Petitgirard has
been presiding over the destiny of this musical ensemble for thirteen years (from 2004
to 2017) and since last year, Marc Korovitch is its musical director.

Founded at the beginning of the Third Republic, the Colonne orchestra was the
emblem of an active desire to share and provide musical education to the widest possible
range of citizens3. Even today, orchestral experiences within the Orchestre Colonne, even

' Works were thematically grouped and intended for short concerts held on Sunday mornings. For
example, in November-December 1956, Pierre Hegel and Jean-Jacques Brothier presented two different pro-
grams: «La musique, le monde et les hommes [Music, world and mankind]» and «Les grandes écoles cré-
atrices [Great compositional schools]». Still performed at the Théatre du Chatelet, these programs included
works by Prokofiev, Berlioz, Ravel, Schumann, Mozart, Strauss, Grieg, Debussy, etc.

* Periods of latency regarding musical direction, however, occurred, for instance from 1997 to 2007,
and from 2017 to 2022.

3 See Charles Malherbe, Trente ans de concerts (Concerts Colonne), 1873-1903, Paris, Kugelmann,
1903; André Coeuroy, Historique des Concerts Colonne, Paris, 1929; Elisabeth Bernard, Le concert
symphonique a Paris entre 1861 et 191: Pasdeloup, Colonne, Lamoureux, doctorat de 3° cycle, Université de
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occasional, remain an asset for many musicians. The many recordings — and more recently
the participation in the film music for Fauteuils d'orchestre (2005)! — made it an
unavoidable artistic association in the world of symphony orchestras. If, in 1923, Charles
Koechlin had the task of solemnly announcing the fiftieth anniversary of the Association
artistique des Concerts Colonne, in 2023 it's up to us to recall (on its 150th anniversary)
how the continuity of its missions is decidedly not the least of its assets.
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1873—2023: 150 POKIB «KOHIIEPTAM KOJIOHHA »

AKTyaJbHICTBH aochimkeHHs. [Iporsrom XIX cromiTrs B €Bpomi 3'iBUacs BENHKA KiJb-
KiCTh HOBHMX KOHLIEPTHUX TOBApUCTB 1 PpaHIlis He cTtana BUHATKOM. 1828 poky 3a ininiatusu Opa-
Hcya ["aGeneka Oyno 3acHOBaHO «TOBapHUCTBO KOHCEPBATOPCHKUX KOHIIEPTIBY, SIKE 3TOAOM IEpeT-
Bopuitocs Ha [lapuspkuit opkectp (y 1967 porti), 1ikaBUMU MYy3UYHUMU TOAISIMU CTaIM KOHIIEPTH
MOIYJISIPHOT KaMepHO1 My3ukH, opranizoBaHi lllapmem Jlamype. He MeHI1 BaromMuM KyJbTypHHM
BHeckoM Oynu Takox «Haponni konuepti» XKymns [lamny, sxi 3°sBunucs y 1861 porii, 3 MeToro 1mo-
MyJISIpU3aIliss HOBOTO, Cy4aCHOTO CUM(OHIYHOTO penepTyapy.

BtiM, Haii0imbII TPUBAJOK KOHIEPTHOIO CEpi€lo, sKa 00’€aHana BHIATHUX BUKOHABIIIB,
KOMIIO3UTOPIB Ta MIMPOKi Kona cilyxadis, crana cepis «Korneptu Kononnay. Ix ouinsank — Enyapn

Paris1, 1976 as well as three radio programs (« Arabesques » by Frangois-Xavier Szymczak) broadcasted on
Radio France Musique, January 2023.

' The orchestra has also recorded film scores. Fauteuils d’orchestre [Orchestra Seats — UK — or
Avenue Montaigne — USA & Canada] is a feature film shot by Dani¢le Thompson and produced by Thelma
Films production.
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Mpouecu

KomnonH, nmpoTsirom maiike ABOX JECATHIITH (HOPMYBaB HENEPECIUHI My3HYHI 3aX0/IH, SIKi BIAKPHBAIH
napu3bKii myouini Kk kmacuaHi TBopH (berxosen, Momapt, Bebep, [llyman), Tak 1 cydacHUX KOMIIO-
3utopiB (3okpema Dope, Jlebrocci, 1'Enni, PaBens, [lapnantee, Bigop, [Hlabpie, roka).

MeTta cTaTTi — BHUCBITIIMTH OCHOBHI aCIIEKTH TBOPYOi Ta MPOCBITHUIIBKOT AisibHOCTI Ey-
apna Kononna. OpuriHajapHHMIA paKypc MOTJISAY Ha ASUTBHICTH MUTLS 3a0e31euye HAyKOBY HOBH3-
HY TyOiKarii.

PesyabTaTn pocuimkenns. [lepekoHanuil y coliaabHil posi My3uKH, Buaaselb JKopxk [a-
pT™aH HaBecHi 1873 poky 3acHyBaB «HamioHansruit koHIepT». Moro Mera Gyna gyxke 4iTKOIO: BiH
XOTIB OpraHi3yBaTH «Cepil0 KOHIEPTIB, SKi BinOyBaTUMYThcs mioHeauni B Teatpi Oxeon». OnHak
I My3UYHa aBaHTIOPA 3a3Hajia Kpaxy LIe JO 3aKiHYEHHs TEPIIOro Ce30Hy. [apTMaH BiIMOBHUBCH
Big 06araTooO0INsII0Yoro MpOeKTy, MOCTaBUBIIKM Ha 4oji «HamionamsHoro konmepty» Enyapma Ko-
JIOHHA, SIKUH OyB BiIOMHI y MUCTEIIbKHX KOJIaX SIK mepiua ckpunka opkectpy Ilapusbkoi onepu (3
1858 mo 1867 pik). Enyapn Kosonn ouonuB opkectp i nepenic oro go Teatpy lllatne mis HOBOT
cepii KOHIIEPTIB, sKa cKiaaanacs 3 24 3axo/iB, o BiaOyBanucs o Heninsax (3 1874 mo 1892 pokwu).
3 IbOTO MOMEHTY 0 iCTOPii My3UKH BOHH yBiiayTh K «Konmeptu KomonHay.

[MopiuHi 24 KOHLEPTH OXOILTIOBAIIM TIEPIOJ 3 )KOBTHS MO KBiTeHb. [logaHi My3udHi 3axoau
4acTO MaJi HE3MIHHY IpOorpamy: Iepiia YacTHHA — KJIacH4HI CUMGOHIYHI TBOPH, APyra 4acTHHA
— WiKaBi apaHXyBaHHs pi3HUX Bigmomux komnosuuid. Illo crocyerbes 3micty mporpam, To «KoH-
ueptu KonoHHa» mparHyiu 3axuiiaTv Ta MPOCYyBaTH Cy4aCHHUX KOMIIO3MTOPIB, 3JIMIIAIOYHN Miclie
JUISL KJTACHKIB (TakMX K BeTXoBeH) Ta )KMBUX KOMIIO3UTOPIB, IKUM BOHM XOTLIH O MPHUCBIATUTH (e-
ctuBanb-TpuO'1I0T. Tak, came opkectp Kosionna 3xiiicauB niepiie ¢paHiry3bke BUKOHaHHs JleB’siToi
cumoHii /[Bop:kaka Ta Bnepiie BUKOHAaB OBHY Bepcito «Maudpena» Lllymana (6 ciuns 1884 po-
Ky). OnmHak, Kepyro4yuch OaKaHHAM MOMYJsApU3yBaTH (DpaHIly3bKUX MY3HWKaHTIB, Haitvacrtime Ko-
JIOHH aupurysas TBopamu Jlano, /{ro0ya, Macche, ['onapa 1 nepiu 3a Bce, @panka.

BaxxnmuBum HOBOBBenieHsIM KosoHHA cTanma 000B’s3K0Ba MIATOTOBKA 1 APYK mporpam (6po-
uryp) st nmyomiku. Leit gakt 3acBigdye MpOCBITHUIIBKI HAMipU OpPraHi3aTopiB, a BPaXOBYIOUH Te,
10 IPOrpaMu YacTO MUCAIM caMi KOMIIO3UTOPU, My3HKa SIKMX 3By4asa Ha KOHIEpTax, MOJaHi Jo-
KYMEHTHU MaloTh O€3I[iHHY iCTOPUYHY Bary Uil Cy4acHUX JOCIiIHUKIB.

Crnig 3a3HauMTH, 110 032 MEXKAaMU MAPU3BKOT0 MPOCTOPY OPKECTP YacTO TacTpOJIOBaB B
OaratboX (paHIly3bKHX MicTaX, Takux sk bopmo, Jlinns, Mapcens, Opanx Ta iH., @ TAKOX 32 KOp-
JIOHOM — 30KpeMa, B Itanii, Icnanii, bensrii, [lIeinapii, Aurmii, Yexii. Ha choroanimHiit geHs op-
kectp Kononna 06'equye 6:1m3pko 100 npodeciiinnx my3ukanTiB. 3 1982 poky 10 HOTO TakoX J10-
TyquBcs BiaacHU#M xop. Hapasi fioro my3uunuii kepiBHHK — Mapk Kopogiu.

Kmrouogsi cioBa: Komonn, «Konueptu Kononna», Teatp Illatne, dhpaniry3pka my3uka, ma-
PU3BKi cepii KOHIIEPTiB, JUPUTECHTH.
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