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Historical recordings 1916 - 1930 AT

Robert SCHUMANN (1810 - 1856)
CARNAVAL, op. 9 (excerpts), orchestrated by Russian composers

Préambule (orchestrated by Glazunov) 2.14
Valse noble (orchestrated by Petrov) 0.52
Coquette (orchestrated by Kalafati) 1.02
Reconnaissance (orchestrated by Vitol) 1.23
Paganini (orchestrated by Liadov) 0.44
Valse allemande (orchestrated by Liadov) 0.34
Aveu (orchestrated by Sokolov) 1.09

Orchestre de Ballets Russes de Serge Diaghilev

Conductor Ernest Ansermet

Recordings made in New York on Friday, April 28, 1916

(Matrix Number: Columbia 48745, 48746)

Igor STRAVINSKY (1882 - 1971)

PETRUSHKA, ballet suite, 1911 version, (excerpts)
Scene 1 4.25
Scene 2 4.29

Orchestre de Ballets Russes de Serge Diaghilev

Conductor Henri Defoss é

Rec. early June 1927 (Edison Bell X503 & X504)

Sergei PROKOFIEV (1891 - 1953)

CHOUT, ballet suite, op. 21bis (excerpts)

2. Danse des bouffonnes 3.59
4. Le bouffon travesti en jeune femme 4.09
6. Danse des gilles et des bouffons 2.42
8. Dans la chamber a coucher du marchand 2.16
11. La querelle du bouffon avec le marchand 1.17
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12. Danse finale
Orchestre De L'Association Des Concerts Lamoureux
Conductor Albert Wolff
Rec. 1930s (Polydor 67059-60)

LE PAS D'ACIER (The Steel Dance), ballet suite, op. 41bis
2. Entrée des Personnages
4. Train des paysans-revitailleurs
6. Les Commissaires
8. Les Petits Camelots
London Symphony Orchestra
Conductor Albert Coates
Rec. 1930s (His Master Voice D.B.1680)
Pyotr TCHAIKOVSKY (1840 - 1893)
AURORA'’S WEDDING, ballet music
from repertoire of Colonel Wassily de Basil’s Ballets Russes

Introduction (Prologue)

Polacca (Act 1)

Pas de six: Introduction (Prologue)

Pas de six: Adagio (Prologue)
Pas de six: (Prologue)

Variation I: Candide

Variation II: Coulante

Variation V: Violente

Variation VI: Lilac Fairy

Pas de caractere: Little Red Riding Hood and the Wolf (Act Ill)
Pas de quatre (Act lll):

a) Adagio

b) Variation I: Cinderella and Prince Fortuné

¢) Variation II: The Blue Bird and Princess Florine

d) Coda

3.17

2.06
2.14
1.51
2.01

2.28
1.43
0.32
3.28

0.46
0.28
0.58
0.43
1.04

2.03
0.46
0.43
0.58



Pas de deux: Coda (Act IIl)
Pas de deux: Adagio (Aurore and Prince Désiré) (Act Ill)
Pas de quatre: Intrada (Act IIl)
Finale: Mazurka (Act Ill)
London Philharmonic Orchestra
Conductor Efrem Kurtz
Rec. 1930s (His Master Voice C.2853-2855)

The project of the disc was compiled by Alexei Lubimov on the basis of original records
from his collection

Sound restoration: Elena Sych
Engineer: Igor Solovyov

Design: Maxim Kompaneets
Translation: Maria Lastochkina
Executive producer: Eugene Platonov

© & ® 2017 The Moscow Tchaikovsky Conservatory. All rights reserved
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veryone seems to have learned by now what a great man Serge Diaghilev (1872 - 1929)

was, and it is not only because he turned out to be a brilliant impresario, creating a brand

new artistic universe, - his greatness was more importantly a result of his passionate cu-
riosity and encyclopedic knowledge backed up by the personal qualities of a Renaissance man.
Created by Diaghilev abroad, in Paris in 1909, the Ballets Russes has become more than a ve-
hicle for promoting anything fresh and ingenious, it gave birth to a “new ballet” in the true sense
of the word, tuming out to be the progenitor of all modem dance theatre.

Over the span of twenty years, the artistic image of the Ballets Russes was shaped by out-
standing choreographers, from Michel Fokine to George Balanchine. Diaghilev would give each
one of them a certain kind of music to work with that usually appeared specifically in response
to a new task being set, on the one hand to the mode of the “here and now,” and on the other
hand articulated with a perfect understanding of world artistic trends.

Recorded on this CD are excerpts from five ballets produced by Diaghilev's Ballets Russes:
Carnaval (1910, Pavlova Theatre Hall, Saint Petersburg; 1910, Theater des Westens, Berlin),
Petrushka (1911, Theatre du Chatelet, Paris) Chout (1921, Theatre de la Gaite-Lyrique in Paris),
Aurora’s Wedding (1923, Theatre National de I'Opera, Paris), The Steel Dance (1927, Theatre
Sarah Bernhardt, Paris). They sound just as they did before the European audiences in the first
third of the 20th century (one needs to keep in mind here that the Ballets Russes performances
never toured in Russia). As a result of thorough engineering and sound restoration work, the
music presents in such a way that we, modern listeners with a radically different framework of
musical perception, can listen to it with an open mind and interpret it according to our current
standards.

Carnaval, based on the music by the great German romantic Robert Schumann (1810 -
1856), was staged by Michel Fokine in Saint Petersburg, at first as a charity ballet-pantomime
with Tamara Karsavina, Vsevolod Meyerhold and Bronislava Nijinska in leading parts. Schumann’s
original work written in 1834 - 1835 is a piano cycle of a complex composition, consisting of
twenty-one pieces, where personal motifs were encoded as a self-reflection: the female charac-
ters based on the women he loved and two male characters, Florestan and Eusebius, being the
two sides of his own person.



Schumann’s music was orchestrated by a group of Russian composers in 1902 for a chari-
table evening in memory of Anton Rubinstein and later taken up by Fokine. The following com-
posers worked on the pieces represented on this CD: Alexander Glazunov (1865 - 1936) and
Anatoly Liadov (1855 - 1914) are our stars and have no need for introductions; Jazeps Vitols
(1863 - 1948), a Latvian composer and critic, who was a mentor at the Saint Petersburg con-
servatory to such students as Prokofiev and Myaskovsky, orchestrated excerpt number four Re-
connaissance; Vasily Kalafati (1869 - 1942), the student of Rimsky-Korsakov, taught polyphony
in Saint Petersburg and orchestrated excerpt number seven Coquette; Nikolay Sokolov (1859 -
1922), another student of Rimsky-Korsakov, who later taught Shaporin and Shostakovich, or-
chestrated excerpt number eighteen Aveu; the surname Petrov remains unattributed.

It is worth noting that one of the major “attractions” of Carnaval, above all in Paris, was the
set designed by Leon Bakst, especially the costumes. He offered to build a park pavilion on stage
for Ballets Russes, but Diaghilev did not like the idea, so Bakst painted a blue velvet curtain with
garlands and flowers and it was used as a backdrop, creating a festive atmosphere with minimum
resources.

Here is a summary of each of the episodes included in this collection:

Préampule: In the depths of a garden at a table, forgotten by everyone, Pierrot has fallen
asleep and shadows in masks are running past him. Valse noble: The shadows of masked ladies
and gentlemen are waltzing in and out of sight. Coquette: Eusebius tries to kiss Chiarina’s hand,
but she kisses a flower and throws it to her lover, running away. Reconnaissance: The happy car-
nival couple Columbine and Harlequin are alone and just about to give way to their feelings,
when Columbine hears someone approaching and hides Harlequin under her full skirt. Paganini:
Ajolly dance performed by Columbine and Harlequin. Valse allemande: Columbine draws Pan-
talon into the dance. Harlequin tears up the letter and kicks panting Pantalon from the stage.
Aveu: The two lovers, Harlequin and Columbine, rush into each others arms; Harlequin “tears”
out his heart and places it at Columbine’s feet.

The premiére of the ballet ‘Petrushka’ (1911) with music by Igor Stravinsky (1882-1971)
became one of the sensations of the Ballets Russes. Moreover, the collaboration of three out-
standing artists - the composer himself, the co-librettist and stage designer (Alexandre Benois)

and the choreographer (Michel Fokine) resulted in creating one of the most ‘Russian’ of all the
works of the ‘Russian ballet’ (the name that Diaghilev's enterprise received at that point). It was
with this score that Stravinsky started his long-term splendid rise in the avant-garde of interna-
tional music; Benois produced perhaps his finest work as stage designer, densely filling the stage
space with allusions to Pushkin, Gogol, Dostoevsky and Blok; Fokine reached the height of his
career, bringing onto the stage the ‘unhappy, downtrodden and frightened Petrushka’ (as he him-
self put it) as an image of the little man of the 19th century, and at the same time tumning a
tableau into a powerful statement on the highly relevant contemporary subject. The premillre of
the ballet was conducted by Pierre Monteux. The recording on this CD is from 1927 and has
Henri Defossé as a conductor.

Stravinsky’s music seemed to jump at the listener in a succession of direct assaults, the or-
chestra conveying the motley hubbub of the fair and the piercing cries cutting through the frozen
air. In the first scene the public saw the crowd at the fair (there was no corps-de-ballet at Fokine’s
disposal, and he had to make do with just one two-hour rehearsal of crowd scenes) - “a dense
heaving background, where everyone was preoccupied with their own thing” (Vera Krasovskaya).
The Charlatan, having played his magic flute, was treating the crowd in a little theatre at the rear
of the stage to the dance of the three dolls: Petrushka (Vaslav Nijinsky) the Ballerina (Tamara
Karsavina) and the Moor (Alexander Orlov). The stridency of the music seemed raucous and
‘knock-about’, like Petrushka, and absorbed into itself the very essence of the conflict. The second
scene was played out in the empty, dark room of Petrushka - the kennel, the only ‘adornment’
of which was the portrait of the Charlatan on the wall. The monologue of Petrushka seemed to
be a ‘cry of acute pain...his face had the fixed grimace of a mournful mask’ (Cyril Beaumont).
Intruding on the innermost world of the cornered Petrushka were Charlatan’s leg thrust out side-
ways - a sign of invincible power, and the appearance of beauty in the Ballerina, whom Petrushka
continually failed to charm with his ungainly doll-like movements. After she was gone he would
smash through the cardboard wall with his fists and fall down through the hole.

In the next two scenes the conflict between the obtuse but triumphant redneck Moor and
the grotesquely wretched Petrushka ended with the destruction of the latter right in front of the
indifferent crowd. The conflict however did not end there, for the ghost of Petrushka, the unlucky



wretch tumed avenger, appeared on the top of the booth driving the Charlatan to mortal terror
with its cries. “A suffering heart lives on and will go on beating in the breast of this unattractive
buffoon, a pitiable plaything of circumstance” (Krasovskaya) - such was the graphic outcome of
this ballet masterpiece.

The ballet Chout (The Buffoon), with music by Prokofiev (1891 - 1953) was staged in 1921
is not a choreography masterpiece. This was the composer's second commission from Diaghilev:
earlier, in 1914 - 1915 he began to write the ballet ‘Ala and Lolli, but ‘the chief curator’ dropped
the idea and commissioned a new task. Diaghilev had a thought of creating a show based on
motifs of Russian folk tales from Perm province. Prokofiev composed all six scenes of the new
ballet ‘Chout’ at the clavier in the course of 1915, but the production was postponed until after
the end of the First World War. The libretto, devised by the composer and Diaghilev, runs briefly
as follows: “The Chout with the help of his wife cleverly outwits seven other chouts, selling them
a magic whip with which they try unsuccessfully to bring their wives to heel. Then disguising him-
self as a young woman the Chout ‘gets married’ to a rich merchant, but instead of a ‘bride’ leaves
a goat in the bedroom and makes a merchant pay a handsome ransom for it. All misunderstand-
ings are cleared at the end in a happy dance.” (Elizaveta Surits). The select scenes collected on
this CD give a good impression of the musical ‘leaven’ of the show. It was put on without too
much thinking, in a slap-dash way, and while there was not much counting on its long run, it did
have a strong point in appearances.

The ballet was designed by the founder of ‘rayonism’ Mikhail Larionov (1881 - 1964), and
his sets and costumes recast the ‘Russian motifs’ in novel, sharp, garish and rhythmically per-
fected forms. The artist himself staged the ballet with the support of the composer and the dancer
Tadeusz Slavinsky, who also took the role of the Chout and Ernest Ansermet conducting the or-
chestra. The recording on this CD is from the 1930s, with the Orchestre De L'Association Des
Concerts Lamoureux playing under the baton of Albert Wolff. It is worth adding that ballets have
been composed to the music of Chout at various times, with various stage designs and various
new libretti, but in 2011 the choreographer Aleksei Miroshnichenko staged it in Perm, the city
where Diaghilev spent his childhood and youth, fully replicating the set created by Mikhail Lari-
onov.

Six years after Chout, in 1927, another ballet by Prokofiev, The Steel Dance appeared in
the Ballets Russes repertoire. There were no tales in this one: it was about the Soviet industrial-
ization. By the mid 1920s Europe looked with increasing interest towards Russia, and Diaghilev
realized that they should switch from the subject of the rosy pre-revolutionary Russia to depicting
the new Soviet order and a country where large scale industry was springing up. The impresario’s
plans were backed up by the success of the USSR achievements, showcased in the Soviet pavil-
ion at the International Exposition of Modern Industrial and Decorative Arts in Paris. Sergei
Prokofiev attended the exhibition, and the work of the artist-constructivist George Yakulov in the
Soviet section made a great impression on him.

Prokofiev's diary shows that at first Diaghilev pushed Ehrenburg as a candidate for the libret-
tist, but for various reasons collaboration with him did not materialise. The purpose of the new
ballet was not to glorify the ideas of bolshevism, but to colourfully illustrate the actual or antici-
pated industrial progress in the Soviet Union. At some point Prokofiev recognised that although
Yakulov certainly had lots of material and ideas, he was not able to lay them out and put them
into shape. It was the composer himself who had the gift of quality presentation, and in collab-
oration with Yakulov they quickly fitted together the libretto, not by developing a plot line, but by
demonstrating the fundamental symbols of the new Soviet way of life. The basis of the script,
without detailed elaboration, was completed in August of 1925 and forwarded to Diaghilev in
Venice, together with a letter from Yakulov, who wrote of the music of Prokofiev: “The theme is
perfectly understood, so to speak, “from within”. From without, as regards the external form, i.e.
how music corresponds with ballet movements, something has been found that | consider is
alone acceptable in the new, not classical, ballet, [ ], which is parallelism of musical and ballet
themes, rather than fusion.”

Prokofiev was delighted with the first suggestion, made by Yakulov, of a title “Ursignol” for
the ballet, for it was, on the one hand, reminiscent of the official abbreviation for the Soviet Union
- URSS, and on the other sounded like the French ‘ourson’ (bear cub). He notes in his diary that
the new title - Le pas d’acier - was proposed in the spring of 1927 by the choreographer Leonide
Massine, whom Diaghilev chose after Vsevolod Meyerhold declined to stage the new ballet. Di-
aghilev was unhappy with it sounding too much like ‘Puce d’Acier (The Steel Flea) and Prokofiev,



in translating it into Russian, passed over versions such as “Steel move” or “Steel step” or “Steel
tread”, which would have been closer to the original meaning. In choosing to call it ‘Stalnoi skok’
(‘steel hopping’) the composer could not help following his natural tendency for word play, hu-
mour, irony and sarcasm.

Prokofiev came up with an extremely powerful orchestration that had a colourful and dramatic
percussion and skilfully elaborated themes that were not defined as leading. It tumed out to be
a masterpiece. Boris Asafiev wrote that the ballet reflected “the authentic style of our era, as we
could well talk here about hammered rhythms, intonations as supple as steel, and a repeated
musical ebb and flow, which is like the breathing of gigantic bellows.”

In the notes to his sketches Yakulov described the character of the action in the various
episodes: “1.The arrival of the train; the dance of the wheels and levers of the train, operated by
the movements of the arms and legs.” According to Georgy Kovalenko, “...right from the start
the ballet is conceived in constructivist terms. This is what Diaghilev wanted, and what he de-
manded from Prokofiev, Massine and Yakulov. It was interpreted as constructivist by the critics,
and passed into history as a constructivist performance.”

The Steel Dance successfully held its place in the repertoire of the Ballets Russes for three
seasons until the death of Diaghilev in 1929. Although Prokofiev tried to put the ballet on in the
Soviet Union, the audiences there did not have a chance to see it in the lifetime of the com-
poser.”

The recording on this CD is from the 1930s with Albert Coates conducting the London Sym-
phony Orchestra, and the four movements from the first scene are included (the ballet is in two
scenes, and the basic industrial factory motifs appear in the second: the Conversion of sailor
into worker, the Factory, and Hammers).

The ballet music of Aurora’s Wedding (otherwise known as ‘The Wedding of the Beauty in
the Enchanted Forest), written by Pyotr Tchaikovsky (1840-1893), consists of fragments of his
score for ‘The Sleeping Beauty’ (mostly from the third act), first staged at the Mariinsky Theatre
in 1890. From the very start of his European seasons Diaghilev tried to attract public attention
not only by his highly relevant contemporary innovations, but also by novel ways of presenting
Russian and West-European classical repertoire. “The Sleeping Beauty” was produced at the
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Mariinsky by Marius Petipa, and they retained his choreography for ‘Aurora’s Wedding'. However,
Bronislava Nijinska was the creative mind behind the general design of the play, and she also
devised some of the supplementary dances. It must also be pointed out that Tchaikovsky’s score
was in part “modernised,” being re-orchestrated by Igor Stravinsky. On the other hand the new
ballet used the old stage set created by Alexandre Benois for ‘The Pavilion of Armida’ (this work
of Michel Fokine with music by Nikolai Cherepnin was the first production of the Ballets Russes
in Paris in 1909). Only a few additional costumes (for the characters in the tales of Perrault)
were sketched out by Natalya Goncharova. Subsequently Aurora’s Wedding became part of the
repertoire of the company known as ‘The Russian Ballets of Colonel Vasiliy de Bazille (this was
the pseudonym of Vasily Voznesensky, whose company existed for twenty years (being estab-
lished in 1932) and succeeded in restoring some productions of the Ballets Russes). There are
certain separate pieces collected on the present CD from this work, including not only the third
act of ‘Sleeping Beauty’ but also dances by the fairies from the act celebrating Aurora’s birth -
all performed by the London Symphony Orchestra under the baton of Efrem Kurtz (recording of
the 1930s).

Aleksei Parin
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Mikhail Fokin and Vera Fokina for Carnaval, 1914
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aK1M BEIMKUM YenoBekom 6bin Cepren Masnosuy arunes (1872 - 1929), noHsnu, Ka-

KETCS, yie Bee. [leno Befib He TONIbKO B TOM, YTO OH OKa3ascs reHnanbHbIM MMNpecapuo,

CO34aBLUMM HOBYH XYLOKECTBEHHYIO BCEEHHYI0, BAKHEE TO, YTO OH CTa/l BENUKUM W3-
3a CBOEW CTPACTHOM JI0603HATENBHOCTU M SHUMKIIONEANYECKUX 3HAHUIA, NOMHOMEHHDIX Ha JIMY-
HOCTHble CBOMCTBA: Jarnnes 061afan MaclutaboM YyenoBeKa anoxu BospowaeHusi. POXAEHHbIN
[Jarunesbim 3a rpaHuuen, B Mapwuke, B 1909 rogy «Pycckuii 6anet» He CTONbKO CTan nponaraH-
[MCTOM BCEr0 HOBOTO M HEOPAMHAPHOTO, CKOIbKO CO3/ai MO CyLWeCTBY HACTOAWMIA «HOBbIV
6aneT», BbiLLEN B NPapOANUTENN BCETO COBPEMEHHOTO TAHLEBAILHOO TeaTpa.

Bolgatowpecs xopeorpadbl Onpeaensnv TBOPYECKUI 061K «PyccKOro 6aneta» Ha MpoTsHe-
Hum 20 nert, or Muxanna PokuHa ao Axopaxa banaHunHa. Kamablit U3 HUX Boneto isrunesa no-
Jydan Ans CBOei paboTbl Ty UM MHYIO My3biKy, KOTOpas, Kak NpaBwWi0, BO3HMKaNa CrneuuanbHo
L1 HOBOVA 3a/1a4u, NOCTaBIEHHOM, C OAHO CTOPOHBI, A/l MOAYCa «34€eCb U Cenyac», Ho, C Apyroi
CTOPOHbI, CHOPMYMPOBAHHOM C TOYHBIM MOHUMAHWEM MUPOBOV XyA0KECTBEHHON NEPCMNEKTUBDI.

Ha atom ancke npeactaBieHbl GparmeHTbl nstv 6anetos «Pycckoro 6aneta» Jarmnesa: «Kap-
HaBana» (1910, TeatpanbHbii 3an Masnoson, CaHkT-Metepbypr - 1910, Teatep aec BecteHc,
bepaun), «Metpywku» (1911, Teatp LWatne, Mapwi), «Lyta» (1921, Teatp ate-Jupuk, Mapux),
«CBapb6bl ABpopbi» (1922, MapucKas onepa), «CranbHoro ckoka» (1927, Teatp Capel bepHap,
Mapwk). OHKM 3By4aT B TOM BUAE, B KAKOM WX CAblllaia eBponencKan nybauka B nepsoi TpETU
XX BeKa (He 3abyaem, 4To N0CTaHOBKM «PyCCKOro 6aeta» HUKOAA He «racTponpoBanu» B Poc-
cuu!). bnarogaps CNOXHOW 1 A0NTON MHKEHEPHOW U 3BYKOPEKMUCCEPCKOM paboTe My3blKa 3BY-
YT TaK, YTO Mbl, CETOAHSILIHWE JIOAM C KAPAMHABHO APYTM OMbITOM My3bIKa/bHOTO BOCTIPUATHS,
MOXEM CNylaTb e€ HeNpPeAB3ATO M aHaAM3UPOBaTb M0 CBOMM CETOAHSIHMM MEpKaM.

«KapHaBan» Ha My3bIKy BEIMKOIO HEMELIKOT0 poMaHT1Ka Pobeprta Lymana (1810 - 1856)
6b11 noctaBaeH Muxannom ®okuHbIM B leTepOypre noHavany Kak 61aroTBOPUTENbHbIN Ganet-
naHTOMMMa, B KOTOPOM [aBHble NapTK McnonHwin Tamapa KapcaswHa, Bcesonog Meviepxonbg
1 bpoHucnasa HukuHckas. Y Wymana «Kaprasan» (1834 - 1835) - CI0MXHBIV MO KOMMO3ULMK
hopTrenuaHHbIi LKA 13 21 nbechbl, B KOTOPOM «3alMPPOBaHbI» IMYHbIE MOTUBBI, B3MIsA Ha Ca-
MOro ce6si (fambl NOXOHM Ha ero BO3NOGEHHBIX, 1Ba NEPCOHaMa, IBCEOMIA 1 DaopecTaH, BMe-
CTe OTpaxaloT jBe CTOPOHbI €r0 CO6CTBEHHOW JIMYHOCTH).
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Mysbika LlymaHa 6bl1a OpKeCTpOBaHa rpynmoi pycckux komnosutopos B 1902 rogy, koraa
roToBUNCA 61aroTBOPUTENbHBIV BEYEP, MOCBAWEHHLIN NamaT AHTOHa Py6uHWTeHa, 1 No3Ke
6blna B TaKOM Buae B3siTa POKMHBIM. Ha30BEM KOMMNO3UTOPOB, KOTOPbLIE Y4ACTBOBANM B 3TOW
aKumu (MmetoTcst B BUAY Homepa «KapHaBana», KOTOpble MPUBOAATCS Ha 3TOM AUCKE). AeK-
caHapa KoHcraHtmHoBuya MasyHosa (1865 - 1936) v AHatonus KoHctaHTMHOBMYa JlsiaoBa
(1855 - 1914) npepcTaBnsiTb He HAAO, 3T0 HawwM 3HameHuTocTn. Mocud Butons (13enc Butonc;
1863 - 1948), naTBUACKMI KOMNO3UTOP U KPUTUK, BocnuTas B [leTepbyprcKom KOHCcepBaTopun
TaKUX Y4EHUKOB, KaK NpoKkodbeB 1 MSCKOBCKWMIA; eMy NPUHAANEHUT UHCTPYMEHTOBKA 4-r0 HO-
mepa - «[lpusHatenbHocTv». Bacunui Masnosuy Kanadamm (1869 - 1942), yueHnk Pumckoro-
KopcakoBa, npenogaBan B lNetepbypre nonudoHNUI0 U OPKECTPOBan 7-1 HoMep - «KOKeTKy».
Hukonaii Anekcanaposuy Cokonos (1859 - 1922), take y4eHnKk Pumckoro-KopcakoBa, y Ko-
Toporo notom yuunuch LLlanopuH u LWoctakosuy, opkectpoBan 18- Homep «KapHaBana» -
«[TpusHanue». [Pacwudposatb amminto «[letpoB» NoKa He yaanoch. |

Cneayer OTMETUTb, 4TO OAHOV U3 MaBHbIX «A0CTONPUMEYaTeNbHOCTeN» «KapHaBana» npexae
Bcero B lNapue crano odopmaeHue JIbBa bakcTta - 1 0C06eHHO ero KocTiombl. [ns «Pycckoro
6aneta» XyAOKHUK NPEJIOKM NOCTPOUTb Ha CLiEHE NapKOBbIM NaBWIbOH. Ho larunes He 0406-
pwi 3Ty UAEI0, U Ha 3aAHWK MOBECUNM CUHMI GapxaTHbIM 3aHaBEC, KOTOPbIA baKcT pacnucan
TMPASiHAAMM W LiBETaMU. MUHUManbHBIMK CPEACTBAMM YAANOCh CO3AaTb aTMOCHEPY NPa3AHNKa.

Bot KpaTKoe coaepxaHue Kawaoro anu3oaa, NpUBeAEHHONO B 3TOM 3anucu: BetymwieHue.
B my6uHe caaa, 3a CT0/10M BCEMM 3a6bITbiM YCHYBLUKIA [TbeP0, MUMO KOTOPOTO NPo6eratoT TeH
B MacKax. biaropogHbivi BasibC. TeHu jaM 1 KaBanepoB B MacKax NOSIB/AIOTCS U UCYE3AIOT, Kpy-
acb B Basibce. KoKeTKa. IBCeOUI NbITaeTcs NoLenoBatb pyKy KnapuHbl, HO OHa LieyeT LIBETOK
1 6pocaet ero BA6AEHHOMY, yoeras. [lpu3HateslbHOCTb. CHacTanBble repou KapHaBana Ko-
NIOM6MHA W ApAIEKUH B YeAMHEHUM XOTAT U3IUTb CBOM YyBCTBA, HO, 3aC/blaB YbK-To Wwaru, Ko-
nombuHa npsayet ApieknMHa NoA CBOEN MblWHON 6KON. [TaraHnHu. Becénbivi TaHel, ApieKkuHa
1 KonombuHbl. Hemeuruii Basibc. KonombrHa BoBneKaet lNaHtanoHe B TaHew,. ApneKkuH pBET
MUCbMO Ha MEJIKME KYCOYKM, 3aTeM MUHKOM BbITOHSAIET 3anbixaBLuerocs MNaHTanoHe Co CLEHbI.
pn3HaHme. Bnobnénnbie KonombuHa 1 ApiieknH 6pocatoTcs HaBcTpedy Apyr Apyry. ApleKknH
«BbIPbIBAET» U3 FPYAM CEPALE W KNAAET ero K Horam Konom6uHbl.
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lpembepa 6aneta «Merpywka» (1911) Ha my3biky Urops CtpaBuHcKoro (1882 - 1971)
CTana 04HOM U3 ceHcaLmii «Pycckoro 6anetar. bonee T0ro, COTBOPYECTBO TPEX BbIAAIOLMXCS
apTMCTOB - KOMNO3MTOpa, COaBTOpa-IMbpeTTucTa 1 XyaoxHuUKa (Anekcanap beHya) u xo-
peorpada (Muxaun ®oKWH) - NO3BOSMIO CO3AaTb OAHO M3 CaMbIX «PYCCKUX» COYMHEHUI
«PyccKoro 6aneta» (Takoe Ha3BaHue aHTpenpu3a [arunesa npuHaa Kak pas B 310 Bpems).
CTpaBWUHCKUI Havyan 3TOM NapTUTypOi CBOW JONTUI M BAUCTaTEbHbIV NOABEM B aBaHrapae
MWUPOBOM My3blkK; beHya fiBUA, MOXET 6biTb, IMaBHY0 paboTy XyA0XHWUKa-AeKopaTopa, Ha-
CbITUB CLEHMYEeCKoe NPOCTPAHCTBO ann3usamu Ha [ywkuHa, forons, [loCTOEBCKOrO M
bnoka; ®oKWUH JOCTUT CBOEN BEPLUMHBI, BbiBEAS Ha MOAMOCTKM «HECYACTHOro, 3abuUToro,
uenyraHHoro MeTpyuky» (POKMH) Kak 06pa3 ManeHbKoro Yyenoseka XIX Beka v TeM cambim
npeBpaTUB «CTUNN30BaHHYI0 KAPTUHKY» B MOLLHOE BbICKa3blBaHWE Ha OCTPO COBPEMEHHYIO
TeMy.

[pembepow baneta gupukmposan lNbep MoHTE. Ha aTOM AMCKe npeAcTaB/ieHa 3anvchb
1927 ropa ¢ gupuxépom AHpu [ledocce.

My3bika CTpaBMHCKOIO KaK 6bl HabpacbiBanach Ha 3puTens CBOMMU NPSMbIMW aTaKamu:
OpKecTp NECTPO NepefaBaj FOMOH IPMapKK, Pe3KWe BbIKDUKW Mpope3any MEP3blid BO3AYX.
B nepBoii kKapTuHe ny6avKa Buaena apMapoyHyto Toany (y PoknHa He 6bi10 B pacnopsiKeHUM
npodeccrMoHanbHOro Kopae6aneta, M Ha NOCTAHOBKY MACCOBbIX CLEH Aany UWb OAHY ABYX-
YacoBYI0 PENETULMIO) — «MNOTHBIV, KOMbIWYWKMIACA GOH, Fe Kaxabli 3aHAT cBOM Aenom» (Bepa
KpacoBcKas). oKyCHWK, NofyaeB B CBOK BONWEGHYHO heiTy, NOKa3biBas TOANE B TeaTpUKe
B [y6UHE CLEHbI TaHew, TPEX KyKon - MeTpywku (Baunas HummHCKKiA), banepuHbl (Tamapa
KapcaBuHa) u Apana (Anekcanap OpioB). Pe3KOCTb My3blkM Ka3anacb KPUKIMBOW, «NeTpy-
weybern». OHa BOMpana B ce6s CyTb KOHDNMKTA.

Brtopas kapTMHa urpanacb B MycToi M TEMHOW KoMHaTe eTpyLKK, 1 €AMHCTBEHHBIM «YKpa-
LEHUEM» 3TOIM KOHypbl 6bin NOpTPeT POKyCHWKA Ha cTeHe. MoHonor lMeTpylKku nepesaBan
BMeYaTieHne «0CTpor 60Au: [...] ULL0 XpaHUIO rpuMacy nevanbHoM macku» (Cupun BOMOHT:
Cyril Beaumont). BropxeHusimu B 3an0BEAHbIA MUP 3arHaHHOro B yron MeTpywwKy oKa3blBa-
JIMCb BbICOBbIBABLUAACA COOKY HOra POKYCHMKA - KaK 3HaK HENpeooNMMON BacTH - U fiB-
JIEHWE KPacoTbl, T0 eCTb banepuHel, KoTopyio MeTpywWwKe ¢ ero KyKoNbHbIMU, YPOAIMBEIMU
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JBUIKEHWUAIMW HUKaK He yaaBanoch «04apoBatb». [locae eé yxoaa OH KONOTUA pyKamu B Kap-
TOHHYIO CTEHY M NPOBaNNUBAICS B AbIpY.

B AByx nocnesytoLmx KapTuHax KOHOIMKT Mexy TynbiM TOPKECTBYIOLMM My#U1aHOM Apanom
1 FPOTECKHO 06€3707€HHbIM [EeTPYIWKON KOHYancs rmoenbio NOCNeAHEro Ha rasax y paBHoO-
JYWHOM ToAMbl. HO 3T0M rM6enbio KOHGAMKT He MCHEPMbIBA/ICA: Ha Kpbille 6anaraHa nosiBisiach
TeHb [1eTpyLIKK, HeyAauH1Ka, NPEBPATUBLLErOCS B MCTUTENS, M OHa CBOMM KpUKamu AOBOAWIA
DOKyCHMKA 10 CMEPTENLHOTO yXaca. «fopsyee CepaLe KUBET 1 ByaeT GUTLCS B rpyav HEB3pauy-
HOTO LIYTa, }aAKoM UrpywKn o6¢TosTenbCcTB» (KpacoBckas) - TakoB 06pasHbIi pesybrar 3T0ro
6aneTHoro weaespa.

banert «lllyr» Ha my3biky Cepres Mpokodbesa (1891 - 1953), noctaBneHHbivi B 1921 rogy,
K WeaeBpam xopeorpadum He NpUHaaexuT. 310 6bina BTopas pabota KOMNO3UTOPa NO 3aKasy
[JaruneBa: paHbue, B 1914 - 1915 rogbl, OH Havan nucatb 6anet «Ana n Jlonnuii», HO «maBHbI
KypaTtop» OTKa3a/cs OT MAen NOCTaHOBKM M 3aKa3an KOMMO3WUTOPY HOBbIV GaneT. Y [larunesa
nosiBUIaCch MAEs CO34aHNsA CNEKTaKIA N0 MOTMBAM PYCCKMUX HAPOAHbIX CKA30K, PAaCNPOCTPaHEH-
HbIX B llepMcKoM ry6epHuu. NpoKodbeB COYMHUA BCE WECTb KapTMH HOBOro 6aneta «Lym B
KnaBupe B TedeHue neta 1915 roga, HO NOCTAHOBKY OTIOKMAM HA BPEMS NOCAE OKOHYaHMA
[epBoi MUPOBO BOMHBI. JINGPETTO, NpUayMaHHOE KOMNO3UTOPOM U Cepreem [aruneBbim, 13-
naraetca BKpartLe Tak: «LyT ¢ nomowybio cBoel weHbl LLyTuxu 10BKO ofypaynBaeT cemepbix
LYTOB - MPOAAET UM YyAO-MNETKY, KOTOPOW OHW HAMPACHO MbITAIOTCS YCMUPUTL CBOMX KEH. [Ne-
peozieBLINCL MONOAYXOK, LLYT «BbIXOAUT 3aMy» 3@ 6OraToro Kynua 1 ocTaBaseT eMy BMECTO
«HEBECTbI» B CMajibHe KO3y, 3a KOTOPYto MOTOM 6epET 60MbLIoV BbiKyn. HefjopadymeHus 3aKkaH-
4yuBaloTCA 06LWen BeCEnoi nisickoi» (Ennzaseta Cypuu). OTaenbHbIe CLEHBI, BOCNPOU3BEAEH-
Hble Ha 3TOM IUCKe, NO3BOAAT Ce6e NPeACTaBUTb My3blKasbHYIO «3aKBaCKy» CeKTaKkas. OH 6bi1
nocTaB/ieH 6e3 A0ArMX pasgyMui, Hacmex, M MOTOMY He MO PacCYUTbIBaTb Ha JOATYIO KU3Hb.
X015 B HEM 6bl1 CBOW «KOHEK» — BHELIHWIA 00/IMK.

banet odopmnsn cosgatenb «<iyunsma» Muxaun ®egoposuny JlaproHos (1881 - 1964), u
€ro AeKopaLMu1 1 KOCTIOMbI MPEOMASIN «PYCCKUE MOTUBbI» B HOBbIE OCTPbIE, GPOCKUE U PUT-
MWYECKM 3aBePLIEHHBIE GOPMBI. XYLOXHMK Cam NocTaBwa 6aneT Npy NoaAaepKKe Komnosutopa
1 TaHLoBLMKa Tageywa CnaBUHCKOro, KOTOPbIV Takike ucnosHwa naptvio LWyta. upukuposan
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9pHecT AHcepme. Ha gaHHOM aucke aaHa 3anucb 1930-x rogos, urpaet opkectp Obwectea
KoHuepToB Wapnsa Jlamypé nog ynpaeneHvnem Anbbepta Bonbda. lo6aBum, YTO Ha My3biKy
«lllyra» counHsAM 6anetbl B pasHoe Bpemsi C pasHbiM 0GOPMAEHUEM U Pa3HbIMW HOBbIMU JING-
petto, Ho B 2011 rogy xopeorpad Anekceit MMpowWwHWYeHKo noctasua B Mepmu, ropoae, rae
[Jsarunes npoBEN AETCTBO M OHOCTb, CMEKTaK/b C NOHbLIM BOCNPOU3BEAeHNEM 0hopmaeHns Mu-
xauna JlapuoHoBa.

Ewé oanH 6anet MpokodbeBa, «CTanbHOM CKOK», NOABUICS B penepTyape «Pycckoro 6a-
neTa» yepes wecTb net nocne «lyrar», B 1927 rogy. Ho peyb TyT Wwna BOBCE HE 0 CKa304Kax, a
0 CoBeTCKoW nHaycTpranusaumu. K cepegnte 1920-x ronos B EBpone Bo3poc nHtepec K Co-
BETCKOI Poccuu. [larnnes 0co3HaBasl, YTo C TeMbl IyBOYHOM JOPEBONIOLMOHHO Poccuu cne-
JYeT NepeKNounTbC Ha M306pameHne HOBOrO COBETCKOrO CTPOSi M CTpaHbl, B KOTOPO/
BO3BOAWINCh MPOMBbILLIEHHBIE TUraHTbI. TaKMM MaHaM MMAPecapuo cnoco6CTBOBaN yCnex Ao-
ctmenuin CCCP, BbiCTaBNEHHbIX B COBETCKOM NaBWIbOHE Ha MexayHapOAHOM BbICTaBKe fe-
KOPaTMBHOO MCKYCCTBA M XyA0MECTBEHHOW NPOMbILWAeHHOCTHM B [apuike. Cepreii Mpokodbes
6b1/1 Ha BbICTaBKE, 1 PaboTbl XyA0KHMKA-KOHCTPYKTUBHKCTa [eoprua (opika) AKynoBa B COBET-
CKOM pa3ziene NPon3Be/n Ha KOMNO3UTOpa 60/1bLIOE BNeYaTIeHue.

13 «[lHeBHMKa» MpoKodbeBa CeayeT, 4To B KauecTse nnbpeTticTa Aaruaes noHavany Ha-
BA3bIBA/ KaHAMAATYPY IpeHbypra, HO MO PasNMYHbIM MPUYUHAM COTPYAHUYECTBO C HUM He
coCToAN0Ch. Maes HoBoro 6aneta 3akntoyanach He B NPOCNaBIEHUN MAEN 60/bILEBM3MA, @ B
KOMOPUTHOW MAMIOCTPAaLLMM GaKTUYECKOTO UM KENaHHOTO MHAYCTPUanbHOro nporpecca B Co-
BeTCKOM Coto3e. B Kakon-T0 MOMEHT MpoKodbeB NOHSAA, YTO y AKyN0Ba AEMCTBUTENIbHO MHOTO
matepuana U MHOro MAEN, TONbKO OH HE MOXET UX U3N0KUTb M 0GOPMUTL. CMOCOBHOCTBIO X0-
poWOo NpenogHecT! marepuan 06nagan KOMMNO3WUTOP, U B COABTOPCTBE C SIKYIOBbLIM OHU
BCKOpEe COCTaBWAM IMBPETTO, He BbICTpanBas ApaMaTypruyeckylo IMHUIO, a NoKa3biBas oc-
HOBHbIE CMMBOJIbI HOBOW COBETCKOM ¥M3HU. OCHOBa CLeHapusi 6€3 AeTanbHOi pa3paboTKu
6bina 3aBeplweHa B aBrycte 1925 roga v otnpasneHa AsaruneBy B BeHeuuto B nucbme SKy-
JI0Ba, NucaBLLEero 0 My3blike [pokodbeBa: «Q4eHb BEPHO NOHsTa TeMa, C/IM MOKHO TaK Bbl-
pasuTbCsl, «M3HYTpU». CHapyXH, B CMbICE BHEWHEN GOPMbI, TO CTb COOTBETCTBUA My3bIKH C
6aneTHLIMW ABMKEHUAMM, YAaN0Ch HaWTK TO, YTO A CYUTAK0 EAMHCTBEHHO MPUEMJIEMBIM B
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HOBOM, @ He Knaccuyeckom banere, [...], a UMEHHO, napanenn3m Tem - My3blKaabHOM U 6a-
JIETHON, @ HE CNIUTHOCTb>.

Komnosutopy 04eHb NoHpaBunoCch NepPBOE NpeasIoKeHHOe AKyN0BbIM Ha3BaHue 6aneta «Yp-
CUHbOAB» (dp. Ursiniol), TaK Kak, C O4HOM CTOPOHbI, HAMOMWHANO0 0dULIMaNbHY0 abbpeBuratypy
CoseTtckoii Poccum - URSS, ¢ apyroi CTOPOHBI, 6b110 CO3BY4HO CI0BY MEABEKOHOK (hp. ourson).
B «JHeBHWMKe» [TpoKodbeBa yKa3blBaeTCA, HTO HOBOE Ha3BaHWe NPeAnoxun xopeorpad JleoHna
MsicuH (ero Bbi6pan [iarvnes nocne otkasa Bceonoga Meiepxosibaa NoCTaBMTb HOBbIV 6aner)
BEeCHoi 1927 roga, a KOMNO3UTOP NEPEBEN €ro Ha PyCCKUI A3bIK - «CTanbHOM CKOK». JaruneBy
HOBbI BapuaHT He MOHPaBWICA MO CO3By4Mio ¢ Gp. «Puce d'acierm («CranbHas 6a0xa»). Mpo-
KOdbEB HE NepeBén HasBaHue MscuHa Kak «CtanbHoe na», unu «CTanbHOM war», win «CraabHas
MOCTyMb», 4TO 6bUI0 Obl 6AMKE NO CMbICTy. B camom nepeBoge «CTanbHOM CKOK» KOMMO3UTOP
HEe CMOr 060MTUCL 6€3 CBOWCTBEHHbIX EMY UrPbl CO 3HAYEHMAMM CNOB, OMOPa, MPOHWUM U Cap-
Ka3ma.

lpokodbeB HanMcan 04eHb APKYID OPKECTPOBKY, C KONMOPUTHOW 1 3O(EKTHON NepKyccuei
1 UCKYCHO BbIMMCAHHBIMM TEMaMM, He BblAeNEHHbIMW B OCHOBHbIE. ITa pabota lpokodbeBa
cTana weaespom. bopuc AcadbeB nucan, 4to B 6aneTe BblpaXeH «MOMIMHHBIN CTWIb Halen
3MO0XU, MOTOMY YTO 34€Cb BNOJHE MOXKHO FOBOPUTL O KOBAHbIX PUTMaX, 06 YNpYyriX KaK cTasb UH-
TOHALMAX 1 O My3bIKabHbIX MPUAMBAX U OTIMBAX, NOAOGHBIX AbIXAHWI0 MUFAHTCKUX MEXOB!».

B nosicHeHusx K pucyHKam AKyNoB yKa3blBas xapaKTep AeMCTBUS B TOM WU MHOM 3MU304€:
«1) Mpuxoa noesaa. TaHeLl, KONEC NapoBO3a M pblyaroB, KOTOPbIE 06PALLAKOTCA ABUHEHUAMMN
PyK 1 Hor». CornacHo .®. KoaneHKo: «... 6anet ¢ caMmoro Havyana 3alyMblBaCs Kak KOHCTPYK-
TUBUCTCKUI. 3TOro xoten Jsrvnes, 31oro oH Tpe6oBan ot lNpokodbesa, MsacuHa, fkynosa.
MMEHHO KOHCTPYKTUBMCTCKUM BOCMPUHSIA GaneT KPUTUKA, MMEHHO KaK KOHCTPYKTUBUCTCKUI
3TOT CMEKTaK/b BOLWEN B UCTOPUIO».

«CTanbHOM CKOK» YCMEWHO Aepancs B peneptyape Tpynnbl Pycckoro 6aneta 3 ce3oHa Ao
cmeptv Aarvnesa B 1929 rogy. Hecmotpsi Ha nonbitku MpokodbeBa noctasutb 6anet B CCCP,
COBETCKOMY 3pUTENI0 YBUAETb CMIEKTAKIb NPU KU3HW KOMMO3UTOPA HE JOBE/OCh.

Ha panHom aucke npeacraBneHa 3anuch 1930-x rogos, Anbbept Koyte aupukmpyet JIoH-
JOHCKUM CMMGMOHMYECKUM OPKECTPOM; BbiGpaHbl HOMEPa NepPBOW KapTuHbI (B 6aseTe BCEro ABe
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KapTWHBI, 1 OCHOBHbIE «POU3BOACTBEHHO-3aBOACKVE» MOTUBbI NPEACTaB/EHbI BO BTOPOM YacTu:
QO6paleHne matpoca B paboyero; ®abpura; MonoTsl).

Mysbika 6aneta «CBagbba ABpopbi» (4pyroe Ha3BaHue - «CBagbba KpacaBuLbl 3a4apo-
BaHHOrO fieca») npuHagnexut Metpy Unbuyy Yakockomy (1840 - 1893) - ato dparmeHThbl
€ero naptutypsl K «Cnswien kpacasuLe» (B OCHOBHOM TPETUI aKT), YBMAEBLIEW CBET pamnbl B
MapuuHckom Teatpe B 1890 rogy. larunes ¢ camoro Havyana CBOMX €BPONECKMX CE30HOB CTa-
pancs NpuB/ieYb BHUMaHUE Ny6ANKK He TOIbKO 0CTPOCOBPEMEHHBIMIU HOBALMAMU, HO U MO-HO-
BOMY MOAAHHOM PYCCKOW M 3anafHOEeBPONENCKONM Knaccukon. «Cnswas Kpacasuua» Gbina
noctaBneHa B MapuuHckom Teatpe Mapuycom lletuna; aty xopeorpaguio CoxpaHwin 1 B
«CBagbbe Apopbi». OgHAKO 06LLYI0 KOHCTPYKLIMIO 3TOM0 CNeKTakis npuaymana bpoHucnasa
HvuHCKas, KoTopas Takke COYMHUNA HEKOTOPbIE JOMONHUTENbHbIE TaHLbl. Hago ykasarb, 4To
K TOMy e napTutypa YaiKoBCKOro 6blia YaCTMYHO «0COBPEMEHEHa»: NepeopKecTpoBaHa Uro-
pem CTtpaBuHCKMM. C Apyrov CTOPOHBI, HOBbIV GaneT WEeN B CTapbix AeKopauusax Anekcanapa
BeHya K «[laBnnboHy ApMuabl» (3TOT cnekTaknb Muxanna ®okuHa Ha My3biky Hukonas Yepen-
HWHa CTan nepBbIM NoKa3om «Pycckoro 6aneta» B Mapwue B 1909 rogy). TonbKO HEKOTOPbIE KO-
CTIOMbl (478 nepcoHamen CcKa3oK [leppo) 6biin JopucoBaHbl Hatanbed [OH4YapOBOA.
Bnocnencteum «CBaab6a ABpOpbI» BOWA B peneptyap Tpynnbl «Pycckue 6aneTbl NoNKOBHUKA
Bacwnusa ge basuns» (noa nceBAOHMMOM CKpbiBaeTcs Bacunuii [puropbeBny Bo3HeCEHCKMiA,
Tpynna Kotoporo, npocyuiecteoBasiwas 20 neT, ¢ 1932 roga, cMorma BOCCTaHOBUTb HEKOTOPbIE
cnektaknum «Pycckoro 6aneta»). Ha szaHHOM AucKe NpUBeAEHb! OTAENbHbIE HOMEpa 3TOM My3blKK,
BKJIKOYAIOWEN He TONbKO 3-1 aKT «CnsLiei KpacaBuLbl», HO W TaHLbl eVl U3 AeicTBUSA, NOCBS-
WEHHOTO POXAEHNIO ABPOPBI; MrpaeT JIOHAOHCKWA CUMPOHWMYECKMI OPKECTP NOZ YNpaBAeHUEM
Edpema Kypua (1930-€ rogpl).

Anekceri lapuH
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Pycckue banetbl Cepres [iaruneBa SMC CDO0202

UcTopuueckue sanucu 1916 - 1930 ropos AAD/MONS

PoGeprt LUYMAH (1810 - 1856)
KAPHABAJ, op. 9 (¢pparmeHTbl), B OPKECTPOBKAX PYCCKUX KOMMO3UTOPOB

Betynnenue (opkectpoBka [nasyHoBa) 2.14
bnaropogHslii Banbe (0pKecTpoBKa lleTpoBa) 0.52
KokeTka (opkectpoBka Kanagarm) 1.02
[p13HaTENLHOCTL (OPKECTPOBKA BuTo/IA1) 1.23
MaraHuHu (opkecTpoBka JlsgoBa) 0.44
Hewmeuxwii BanbC (opKecTpoBKa J1s408a) 0.34
Mpu3Haxue (opkectpoBka CoKo0Ba) 1.09

OpkecTp Pycckoro 6aneta Cepres [srmnesa

Jnpukép SpHect AHcepme

3anuch caenara B Hoto-Mopke, B natHuuy 28 anpess 1916 r.
(Homep marpuupl: Columbia 48745, 48746)

Uropb ®énoposny CTPABUHCKUIA (1882 - 1971)
NMETPYLUKA (Bepcus 1911 roga), ctouta u3 6aneta (hpparmMmeHTbl)

Cuena 1 4.25
CueHa 2 4,29
Opkectp Pycckoro 6aneta Cepres Jarmnea
Anpunxép AHpu [egocce

(3anucaHo B Havane uioHs 1927 roga) (Edison Bell X503 & X504)

Cepreii CepreeBu4 MPOKO®bLEB (1891 - 1953)
LUYT, ctonta 13 6aneta, op. 21bis (parmeHTbl)

2. TaHeL, WYTUHBIX HEH 3.59

4. lLlyt, nepeogeTsii MONOAYXOM 4.09

6. TaHeL, WyTUHbIX AoYepeit 2.42

8. B cnanbHe y kynua 2.16

11. Ccopa LWyta ¢ Kynuom 1.17
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12. 3aKknto4MTENbHBIN TaHew, 3.17 Pas de deux: Koga (AkT IIl) 1.07
OprecTp 06LecTBa KoHLepToB LLiapns Jlamypé Pas de deux: Anaxvo (Aspopa u MpuHu [lesupe) (Axt IlI) 3.09
Jinpnxép Anbbept Bosibg Pas de quatre: Untpaga (AT IlI) 1.15
3amuck 1930 rogos (Polydor 67059-60) ®uHan. Masypka (AkT Ill) 3.16
CTANbHOI CKOK, ciouTa 13 GaneTa, op. 4 1bis JORCREL QWi MEREEE CRUWBRKEGTD

o HD B [ s e ,g:g:me;l)gggem e His Master Voice C.2853-2855

4. MNoe3spn ¢ MeloYHNKaMmn 2.14 e wa T ID B e i )

6. Komuccapsl 1.51

8. UPMCHUKM N NanMpoCHUKK 2.01
flOH[lOHCKMI/“I CMM(])OHM"IBCKMVI OpKecTp HDOEKT JNCKa cocTaBieH A. Jllo6MMOBbLIM Ha OCHOBE OPUTUHANIbHbBIX 3anucein U3 ero Konnekuun
Anpnxép Anbbept Koyrc
3anuck 1930-x rogos (His Master Voice D.B.1680) PectaBpatop: EneHa Cbiy
NéTp Mnbuy YAMKOBCKUA (1840 - 1893) Urienep: firopo Conosbea
CBA/IbBA ABPOPbI, My3bika Ganera Ansai: Matcim Komnareey
n3 penepryapa Pycckux 6aneTos noaKoBHWKa Bacunusa ae basunsa Mepesoa: Mapws JlacToukmHa

Wrmponykums (Mponor) 208 WcnonHutenbHbli npoatocep: EBrennii MnatoHos

MonoHes (AkT ) 1.43

Pas de six: Bctynnenue (Mponor) 0.32

Pas de six: Agaxwo (Mponor) 3.28

Pas de six: (Mposnor)

Bapwuauus |: ®es uCKpeHHoCTH 0.46

Bapwuauus II: ®es ueTywmx KonocbeB 0.28

Bapuauus V: ®es nblKKX, CUNbHBIX CTpacTe 0.58

Bapuauus VI: des Cupern 0.43

Pas de caractére: KpacHasi wano4ka v Bonk (Akr IIl) 1.04

Pas de quatre (AKT III):

a) Anaxuno 2.03

b) Bapuauus |: 3onywka v npuHL, ®opTioHe 0.46

c) Bapuauus II: Curas nmua v npuHuecca ®nopuHa 0.43

d) Koga 0.58 © & ® 2017 MoCKOBCKasi rocyaapcTBeHHas KoHcepsaTopus M. .M. HaitKoscKoro. Bee npaBa 3aluuiieHb

22 23





