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ITéTp YaitkoBcKuit
JleGemmHOe 03epo
BaneT B ueTbIpex IeiicTBUSX, cou. 20

Huck 1

1 WHTpOmyKIMS . .. ....... 2.51
Heticteue 1

2 1.CueHa. . . ........... 2.50
2.Bampe . ... oL 6.54
3.CHeHA. . . v v i e e 3.42
4. Pas de trois

5 Lintrada ............. 2.03

6 II. Andante sostenuto . . . . . . 2.31

7 IIL Allegro semplice. Presto. . .1.11

8 IV.Moderato . .......... 1.03

9 V.Allegro . ............ 1.06

10 VL.Coda. ............. 1.39

5. Pas de deux
11 I. Tempo di Valse, ma non troppo

vivo, quasi moderato. . . . . .. 2.09
12 II. Andante. Allegro . . . .. .. 5.04
13 III. Tempo di Valse . . . . .. .. 1.32
14IV.Coda . ............. 1.51
15 6.Pasd’action . ......... 1.43

16 7.C1oKeT. . . . . ..o oo 0.36
17 8.Tanern c KyoKamMu . . . . . . . 6.00
189.®uHam . .. .......... 2.40
IHetictBue 2
1910.CueHa . . . . .. .. ..... 2.40
2011.CueHa . . . .. .. ... ... 4.48
21 12.CueHa . . ... ... ..... 3.26
13. TaH1bl 1ebemeit
22 . TempodiValse. .. ...... 2.25
23 Il Moderato assai. . . ... ... 1.32
24 TII. Tempo di Valse . . . ... .. 1.47
25 1IV. Allegro moderato. . . . . . . 1.18
26 V.Andante . ........... 6.37
27 VL. Tempodivalse . . ... ... 1.28
28 VII.Coda . ............ 1.37
29 14.CueHa . . . . v v i e e . 2.35

O6iuee Bpems: 77.52

Juck 2

HeiicTBue 3

15.CueHa . . ... ... ..... 2.24
2 16. TaHupl Kopaebanera

MUKAPIUKOB . . . « v o v v v v .. 2.31

3 17.Cuena:
BBIXOJI, TOCTeJ M BaJIbC . . . . . . 7.31
4 18.CueHa . ... ... ...... 1.35
19. Pas de six
5 Intrada. . .. ........... 2.25
6 Var.I................ 4.50
7 Var. Il ............... 1.02
8§ VarIll............... 0.54
9 Var.IV............... 1.20
10V.Coda . ............. 1.40

19a. Pas de deux
11 NHTpomyxkums.

Moderato-Andante . . . . ... 4.15
12 Var.I Allegro moderato . . . . . 0.42
13 Var. Il Allegro. . . ... ... .. 0.49
14 Coda. Allegro molto vivace . . .2.30
15 20. BeHrepckwuii TaHelr.

Yappgamr . . . . .......... 2.24
16 20a. Pycckuii Taner . . . . . . . 4.42
17 21. UcnaHckuii TaHell . . . . . . 2.24
18 22. HeamonuraHckuit Tanen, . . 1.54
19 23.Masypka. . . ... ...... 3.46
2024.CueHa . . . .. a e . 3.18

HeiictBue 4
21 25.AHTpaKkT. . . . ... ..... 1.54
2226.CueHa . . . .. ..o . ... 2.16
23 27. TaHLbl MaJIEHbKUX

nebemeit. . ... ... ... 4.22
2428.CHeHA . . . .. ... e .. 2.59
25 29. ®uHanpHasg ClieHa . . . . . . 6.07

O6iee Bpems: 70.48
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Bonbiiioit cumboHYEeCKIit OpKecTp
BcecorwosHoro paayo u LleHTpanbHOTO
TeleBUIeHUS

HOupwkep — leHHamuit
PoxkpecTBeHCKMI
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Pyotr Tchaikovsky
Swan Lake
A ballet in four acts, Op. 20

CD1

1 Introduction. ... ... ... 2.51
Act 1

2 1.Scéne . ........... 2.50

3 2.Waltz . ........... 6.54

4 3.Scene . ... ........ 3.42
4. Pas de trois

5 ILintrada. . .......... 2.03

6 II. Andante sostenuto . ... 2.31

7 1II. Allegro semplice. Presto . 1.11

8 IV.Moderato ......... 1.03

9 V.Allegro ........... 1.06

10VL.L.Coda . . . ......... 1.39

5. Pas de deux
11 L. Tempo di valse, ma non troppo

vivo, quasi moderato . . . . . 2.09
12 II. Andante. Allegro. . . . . . 5.04
13 III. Tempo di valse . . .. .. 1.32
141V.Coda . . .. ........ 1.51
15 6.Pasd’action. . . . ... .. 1.43

16 7.Sujet. . . . ......... 0.36
17 8. Dance with Goblets . . . . 6.00
18 9.Finale . . . ... ...... 2.40
Act 2
19 10.Scéne. . . . ... ... .. 2.40
20 11.Scéne. . . ... ... ... 4.48
21 12.Scéne. . . . ... ..... 3.26
13. Dances of the Swans
22 I.Tempodivalse . ... ... 2.25
23 Il Moderatoassai . . . . . .. 1.32
24 TII. Tempo divalse . . . . .. 1.47
25 IV. Allegro moderato . . . . . 1.18
26 V.Andante. . . .. ... ... 6.37
27 VI. Tempo divalse . ... .. 1.28
28 VII.Coda. . .. ........ 1.37
29 14.Scéne. . . ... ... ... 2.35

Total time: 77.52

CD2
Act3
1 15.Scéne. ... ........ 2.24
2 16.Dance of the Corps de Ballet
and the Dwarves . . ... .. 2.31

3 17.Scéne: Entrance of the Guests

andWaltz . .. ........

19a. Pas de deux:
11 Intrada. Moderato. Andante .
12 Var. I Allegro moderato. . . .
13 Var. Il Allegro . . . . ... ..
14 Coda. Allegro molto vivace .
15 20. Hungarian Dance:

Czardas . ...........
16 20a. Russian Dance. . . . . .
17 21. Spanish Dance . ... ..
18 22. Neapolitan Dance. . . . .
19 23.Mazurka . . .. ......
20 24.Scéne. . .. ... ... ..

.1.31

1.35

Act4
21 25.Entr’acte. . . . ... ... 1.54
22 26.Scéne. . . ... ... ... 2.16
23 27. Dance of the Little Swans 4.22
24 28.Scéne. . . ... ... ... 2.59
25 29.Scene finale . . . ... .. 6.07

Total time: 70.48

Solos in the orchestra:

Mikhail Chernyakhovsky, violin
Olga Erdeli, harp

Viktor Simon, cello

Suren Gevorkyan, trumpet

Grand Symphony Orchestra

of All-Union National Radio Service
and Central Television Networks
Conductor — Gennady
Rozhdestvensky

Recorded in 1969.
Sound engineer — Igor Veprintsev
Remastering — Nadezhda Radugina



okTs16pe 1956 roga 6asetT BosmbIIOro TeaTpa BIIepBbIE BbIeXall
Ha 3apyOeKHbIe TacTPOIM U IMOUYTH MeCSI] IpoBes B JIOHIOHE.
Hapsimy ¢ M3TpOM, MHOTOOITBITHBIM OaJIEeTHBIM AUPUKEPOM
IOpuem @aitepom, CHeKTaKISIMU AUPVDKUPOBAT 25-7eTHUI
Tennaouit PoxkgecrBeHckuit. OH BCIIOMMHAJI, YTO «ObLI CYACT-
JIUB, KOTJA AUPVKMpPOBas “JIe6eiHbIM 03epoM”, U “CTeCHSIICS”, DUPVSKU-
pys “Baxumcapaiickum ¢hoHTaHOM ». TeM He MeHee MMeHHO Tocse 6aneTa
AcadbeBa MOJIOIOM OUPYKEP TOMYUMIT TIPeIIoKeHe BBICTYIIUTDb B Clie-
nytomiem ce3oHe ¢ KoponeBckuM uaapMOHMYECKMM OPKECTPOM. A TOf,
3aHaBeC racTposeit 3BykosamnucbiBaiomniass dupma Decca Bpyumia Poxk-
JIeCTBEHCKOMY KOHTPAKT U IpejioKeHMe 3ammcaTh «J/lebemuHoe 03epo»
¢ opkectpoM TeaTpa KoBeHT-TapmeH. MascTpo JO/KeH ObUT 3aA€PsKaThCs
Ha HEeCKOJIbKO NIHel B JIOHIOHe, OMHAKO BOCCTaHMe B BeHrpum Hapymmniaio
9TU TIJIaHbI — BCe apTUCThI ObLIM CITEIIHO BbIBe3€HbI HAa POJMHY; 3aMMCaTh
«JlebemuHOE 03€pO» IUPUKEPY TOBEIOCH IUIIb 13 JIET CITyCTSI.

T'ennagnit PoskgecTBeHCcKuii mpuiiesn B bombIoi TeaTp oceHbio 1951 roga
B Bo3pacte 20 JIeT 1 CTaa cCaMbIM MOJIOABIM AMPVDKEPOM B UCTOPUM TeaTpa:
B TIePBbIi Ce30H paboTal aCCUCTEHTOM U JUPVSKEPOM CLIEHMUECKOTO OpKe-
CTpa, 3aTeM O0JbIlle AeCSITUIETHSI BBICTYIAl Kak 6aneTHbI gupuskep. OH
nebroTrpoBas 4 uioHs 1952 roga c 6anerom «Crsiiast KpacaBuiia» (BO MHO-
rmx 6morpadusax ommbouHo ykaszaH 1951 rom), ciemom B ero perepryap
Bonun «IllenkyHumk» u «Jlebegmuoe o3epo» YaitkoBckoro, «KpacHbIit Mmak»
n «MenHblIi BcamHUK» [uapa, «3onymika», «Pomeo u JIxynberta» 1 «KameH-
HbIII 1IBeTOK» IIpokodnena, «Ilnams Ilapmka» u «baxumcaparickuii hoH-
tTaH» AcadbeBa, «Kusenb» AmaHa, HECKOJIBKO OTHOAKTHBIX CITEKTAKJIEN.
B mocnenytomiye ronpl mof ynpasiaeHueM PoxkaecTBeHCKOro B bombiiom

Hupuxcep I'ennaduti Poxcoecmesenckuti, 1970. @omo: Onez Makapos/PHUA Hosocmu



COCTOSITVICh TaKye BaskHbIe OajieTHbIe MpeMbephl, Kak «KoHeK-TopOyHOK»
Poguona IleapunHa (1960), «BecHa cBsimeHHas» Wrops CTpaBMHCKOTO
(1965), «<KapmeH-cronTa» Ha My3bIKy bu3e B opkectpoBke lllenpuHa (1967),
«Crmaprak» Apama XauatypsHa (1968), «Pspillapb MedyaJbHOrO ob6pasza»
Ha My3bIKy Puxappa llltpayca (1985) u «3ckusbi» Anbdpena [lHuTke (1985).

«JIebemMHBIM 03epOM» POKIECTBEHCKMII B ITEPBBI pa3 MPOIUPUKUPO-
BaJI B siHBape 1954 roma, a K MOMEHTY JleTeHIapHbIX IOHIOHCKMX racTpo-
JIeii POBeJT CIIEeKTaK/Ib ITOYTH MOICOTHU pa3. OgHAaKO mepBas 3alucCh 3TOr0
6asieTa YaitkoBCKOT0 ObIIa Ce/IaHa AVPYKEPOM JUIIb B 1969-M ¢ BosbIimm
cuM@OHMYECKMM OpKecTpoM Bcecoio3HOro paauo U TeleBuaAeHUs! (HbIHe
Bonbiioit cumbonnveckuit opkectp umenu I1. M. YaiikoBCKOT0), KOTOPbIit
OH BO3IIaBJIsI ¢ 1961 o 1974 rogpl. K 3TOMy MOMEHTY Ma3CTPO YKe 3aMu-
can msaTh GanetoB ITpokodbeBa (K Tpem BbIIEHA3BaHHBIM JT00aBUINCH
«IlyT» n «CTambHOM CKOK»), «KapMeH-crouTy», «lllenkyHumka», «JadHuca
u Xsoro» PaBest; Biepenyu 6ynyT «biymusiii ceiH» IIpokodbeBa, «Ilomeryit
den» u «Ilerpymka» CrpaBuHCKOTO, «CIisIast KpacaBUIa».

banetHoe «mpomuioe» PokmecTBeHCKOro B BbombilioM TeaTpe oTpaxka-
JIOCh He TOIbKO B Auckorpaduu. JIro6oBb K O6aseTy Xujia B HEM 10 KOHIIA
IHEel, 4TO OLIYIIAEeTCSI B €r0 KHUTAaX M MHTePBbIO, Te MHOTO MUMOJIETHBIX
BOCITOMMHAHUI U PEIIMK O TPeCTaBUTENSIX 6aJeTHOTO MUpa, OBeSTHHbIX
MCKpeHHell TeruioToii. [la, B HMX HEMaJ0 CapKacCTMYECKUX BbICKa3bIBa-
HUI U OLIEHOK; K IPUMePY, He MOIJIM He BbI3BaTh €IKOJ peakuyuu MasCcTpo
IUpVsKepcKe onbIThl Pynonbda HypeeBa. MHOTMM MamMsTeH CKaHIA, pa3-
ropeBumiics B ce3oHe 2000/2001, korma PoxkgeCTBeHCKMIT, MeHbIlle roaa
3aHMMaBILNI TIOCT TeHepaJIbHOTO Xy 0XKeCTBEHHOTO pyKoBoauTess: bosb-
IIIOTO TeaTpa, CHST M3 periepryapa 6aner «Iouyb dapaoHa» B TTOCTAHOBKE

[Tbepa JlakoTTa, Ha3BaB My3bIKy MMHKYCa «CTONPOLIEHTHOM MY3bIKaJIbHOM
MaKy/IaTypOii».

OmHako HeBepHO ObLIO ObI IymMaTh, UTO B Oasere mjis PoskmecTBeH-
cKoro cymectBoBasiM TonbKO IlloctakoBuy, IIpokodbeB, CTpaBMHCKUIA,
Iebroccu u PaBenb. OH pasgenst Bocxuinenne YaitkoBckoro «CuibBuUeii»
Iennba, My3bIKYy INTa3YHOBCKOJ «PaiiMOHIbI» Ha3bIBajl CMHOHMMOM Kpa-
COTBI, & B apXMBe Cpeny MpoUYero XpaHua OPUTHMHAI JIOHAOHCKOTO BBICTY-
riienust AHHbI [TaBnoBoit B 1913 rogy. OH 3Han ucrtopuio 6anera (B ero
KHUTaX MHOTO OajleTHBIX MMeH M HeMao YIIOMMHAHMI peakux Gaser-
HbIX Ha3BaHUIT), 0COOEHHO MHTEPeCysICh TBOPUYECTBOM TeX Xopeorpados,
KOTOpbIe O6pamniannch K cMM@OHMYECKOV My3bIKe: Ha CTPAHMUIIAX KHUT
MesnbkawT Gammimu JlomyxoBa, MsicuHa, JlyHkaH, l'oneit3oBckoro, banan-
yMHa. B criMcke yroei, BCTpeun ¢ KOTOPbIMM ObLIM BaskKHBI JIJISI €70 TBOP-
YyecKoro ombiTa, PosxkmectBeHckuil Hapsany ¢ llocrakoBuuem, BputreHoM,
[MauTKe, OticTpaxoM, [TokpoBCckUM U npyrumu HasbiBaa KOpus I'puropo-
Buua u JI>xona Holimaliepa — BeJIMKMX MacTepoB cMM@POHMYECKOTO TaHIIa
U TICUXOJIOTMYECKOTO OaJIeTHOTO TeaTpa.

Camoro PoskIecTBEHCKOro, MHTepIipeTaTopa O6ajJeTHBIX MapTUTYP,
CJIOXKHO Ha3BaTh IICUXOJOTOM, OCOGEHHO KOTJa peub MAET O KJIacCHUKe,
B IIepBYIO ouepenb o 6anerax YaitkoBckoro. O60kast My3bIky [TeTpa Ubuya,
OyIy4y BHMMATEIbHBIM UMTATEIEM He TOJIBKO €ro MapTUTYP, HO U TTHCEM,
IUpVDKep TIOOXOAWI K Hacaeouio KOMIo3uTopa 6e3 jumiHeit addekra-
LIMM, CTPOTO U CIAep>KaHHO, CTApasiCh OTPEIIUThCS OT IMpeyBeaTUYeHHOTO
TICUXO0JIOTM3Ma M MCKYCCTBEHHBIX MPOSBIEHUI HAIMOHAJILHOTO Xapak-
Tepa. TakoBbl ero 3anucu cumboHnit YaitkoBckoro, BoimyileHHble ¢ BCO
BCKope 1ocie «JlebeamHoro», B Hauanae 1970-X rogoB: AuUpuskep cTapaeTcs



C1e10BaTh OYKBE aBTOPCKOTO TEKCTA, HE OTKa3bIBast cebe B yIOBOIbCTBUA
MHOTZIA aKIeHTMPOBATh HeOOJbINMe MeTaly MapTUTYPbl, HA KOTOpPbIE
0OBIYHO HE TIPMHSITO 00pallaTh BHUMaHMS.

Banetsi ITeTpa Mnbnua Toske 6bUIM 1151 POXKIECTBEHCKOr0 CMMMOHUSIMH,
[Jie Pa3BOpPaunBajICs CBOM CIOKET — MHCTPYMEHTA/IbHBIN, KOTOPbIi OKa3bi-
BaeTcsl HeoObIYaiiHO yBjieKaTelbHbIM. O TeMOPOBOIT 1300peTaTeIbHOCTI
YaitkoBCKOTO B «JIebeJMHOM» TOBOPUTDb He TIPUHSATO (B OTiaMume ot «Crisi-
e KpacaBuiipl» u «llleKyHUMKa»), 0MHAKO U 3/1€Ch KOMIIO3UTOP UCKYCHO
MCIIONb3yeT BeCh apCceHasl JOCTYITHbIX MY CPeJICTB, a CMM(OHMUECKMI KO-
JIEKTVUB MIM€EeT BO3MOKHOCTb ITPEICTaTh BO BCeM Oy1ecKe. APTUCThI OpKeCTpa
Bcecoro3Horo paauo u TeneBUAeHMSI BIeUATISIOT KaueCTBOM MIphbI: tutti
3BYUUT 0O0BEMHO, MEePeKINYKM MHCTPYMEHTOB TOYHBI U U3SILIHbI, COJI0 —
BUpPTYO3HbI. OOpalaeT Ha ceOsi BHMMaHMEe CTpeMJIEHME WCITOJHUTeen
U IUpVKepa K KpacoTe U MHIAMBUIYATIbHOCTM KaskAoro TeM6pa, GrecTsiie
BOIUIOIIEHHOE 3BYKOPEXMCCEPOM — JiereHIapHbIM Mropem BennpuHLEBbIM.

Jaske KpollleyHble COJ0 MomafaloT B (GOKYyC BHMMaHMSI CIIyIIaTess,
He TOBOPSI O CaMbIX OOJBbIINX 1 3HAMeHUTbIX. KoHIIepTMeiicTep opKecTpa,
ckpumay Muxamn YepHSIXOBCKUIA OMMCTATENbHO COMMPYET B «UEPHOM»
anaxmno (B COOTBETCTBUM C aBTOPCKOI MapTUTYPOI OHO 3BYUYUT B IEPBOM
aKTe, a He B TPeTbeM, KaK IPUBBIUHO 3PUTEJISIM TeaTPATbHBIX TOCTAHOBOK).
®deepuyecKkoe UCITOTHEHME CJIOKHEIIIEe KOIbI 3TOTO HOMepa (B TeaTpaib-
HOJ MpaKkTuKe — Bapuauusi 3urdpuaa, ObITYIONAsS B MHOI OPKeCTPOBKeE)
OCTaBJIsIeT BIleUaT/IeHMe TI0 MeHbIlell Mepe UTPbI IobeauTesns KOHKypca
YarikoBckoro. BenmkonemHo 3ByUNT Oy3T UepHSIXOBCKOTO C BUOJIOHYEN-
crom Bukropom CMMOHOM, MOA, HAaYaJiOM KOTOPOTO KPacUMBBIM U HAChI-
[eHHBIM 3BYKOM OT/IMYAETCS BCS TPYIINA BUOTOHYEIENA.

BesynpeueH B «HeamonmutaHCKOM TaHIile» Tpybau CypeH I'eBOprsiH.
['pyTinbl MeHBIX 1 0COOEHHO JepeBSIHHBIX TYXOBBIX 3aCTY>KMBAIOT OTHE/b-
HbIX CJIOB BOCXMILleHMs: UX tutti 1 cojio mpeKkpacHO 3ByYaT KaK B MeJlJIeH-
HBIX 3MM130/aX, TaK ¥ B MHOTOUYMC/IeHHbIX allegro u presto, roe nupukep
U caMa MapTUTypa CTaBAT Mepes HUMM 3aauM KOJIOCCATIbHO TPYLHOCTH.
Crnerka HeIpuBBIYHO 3By4aT apdoBbie coyno Onbru IpHenu, YyTh JKeCTKO-
BaThle [IJISI COBPEMEHHOTO yXa, IIPUBBIKIIETO K «BOJIIIEOHBIM ITepeBam»,
nmpenBapsomuM «oemoe» amaxkuo. [Topoit B tutti BOSHMKAIOT 3MM30IbI
Yype3sMepHO MOHYMEHTAJIbHOTO 3ByuYaHMS, 3aCTaBJsiOllee BCIIOMHUTD
3M0XY COBETCKOTO aMIIMpa, YTO HeyAUBUTEIbHO: POXXIeCcTBeHCKMIT Mpu-
I1IeJT B TeaTp, Korjaa TpeHaoM Oblia MCITOMHUTebCKast MaHepa Onbru Jleme-
mHCcKoii, Pamcbl CTpyukoBoii, Codhby ['0I0BKMHO, @ TUIACTUYECKUI SI3bIK
lanmuel YaaHoBoi 1 Maiin [nncelikoit — ckopee UCKII0UeHUeM.

PoxxleCTBeHCKMIL, YBJIE€UYEHHBbII MHCTPYMEHTAJIbHBIM  CIOKETOM,
He UTHOPUPYET U CIOKET TeaTpasbHbIN: IJIaBHbIe 06pa3bl B «JIlebemyHOM
o3epe» (Kak U B APYIUX OAJETHBIX 3aIMCSIX) COXPAHSIOT CBOM XapaKTep-
HbIe UepThl, HO 00peTaroT 60jiee 0600IEeHHbI BHeJIMUHOCTHBII XapaKTep.
OcHOBa MY3bIKQJIBHON ipaMaTypruu — He TIPOTUBOCTOSIH/E KOHKPETHBIX
3urdpuna u Por6apra, OmeTTsl M OmVLINM, HO BeUHbIVi KOHPIMUKT g06pa
U 3713, XXKU3HU U CMepTU. IHTepeCcHO, UTO B HApPaTUBHBIX 3MU30aX, Ipe/l-
ToJIaraeMbIX JTMOPETTO (Harpumep, B pacckaze OfeTThl U3 BTOPOTO aKTa),
PoxxgecTBeHCKMII MOAUYEPKHYTO YXOAUT OT MOBECTBOBATEIbHOCTU — BCE
OHM VUCITOJIHSIIOTCSI TOpa3ao ObICTpee, YeM BO3MOSKHO Ha CII€HE C MCITOJb-
30BaHMeM 6aeTHO MaHTOMMUMBbI. OMHAKO 3TO He 3HAYMUT, UYTO BCE TEMITbI
YCKOpPEHbI, — UepeloBaHMe ObICTPHIX M Pa3MePEHHBIX SITM30/I0B COCTABJISIET
BHYTpeHHee JIbIXxaHle TapTUTYPbl, M AUPUKEP 3TO IIPeKpacHo Iepeaer.



Ho nmogiMHHBIM cTepKHEeM BCeli 3aTncu SIBJsieTcs putM. KaskeTcsi, B 3TOM
rnapamMeTrpe COILIUCh JIBe JIMHUM TBOPUYECKOV >KM3HU PoOKAaecTBEHCKOro:
C OJTHOJ¥ CTOPOHBI — MHOTOJIETHSISI ITPAKTHKA 6aJIeTHOTO IMPYDKepa, He MMe-
I0IIleTO TIpaBa Ha BHe3allHbie BOJIBHOCTY MHTEPIIPEeTaIy, BBIHY>KIEHHOTO
coOnmoaTh YeTKue MeTpuuecKue CeTKM, C OPyroit — ob0Bb K My3bIKe
XX Beka, Ie y pUTMa pOIb KOJOCCATbHOM Ba)KHOCTU. Ta puUTMMUUeCKas
HEeIMOKOIe6MMOCTb, C KOTOPOJ PoyKIeCTBEHCKMIT POBOAUT KaXKIbIii HOMED,
MHOTZa OKa3bIBAaeTCs IPOCTO MOpasuTelbHOI; A, OHA JIMIIAeT 3aIluch
SIPKUX TICMXOJIOTMYECKUX OTTEHKOB ¥ CIlelMpuueckoro 6ajeTHOro 3Byva-
HUSI, B TeaTPaJbHOM MPaKTHKe HEeBO3MOXKHOIO 6e3 1ie3yp HJis preparation
(TTOATOTOBUTEIbHBIX IBVKEHMII) U TMOKOTO B3aMMO/IEMCTBUS C TAHIIOBIIN-
KaMu. Ho oHa ke mpuzaeT UCIIOMHEHUIO YINBUTEIbHYIO LI€bHOCTD, YIIPY-
rOCTh, JMHAMUYHOCTbD, IOMOTaeT CKPeIUISITh My3bIKaJIbHYIO APaMaTypIruio.

W nns PoxkmecTBEHCKOTO 3TO IaBHOe. To, 4ero mpMBBIYHO Tpebo-
BaJIa OT OupVOKepa OaneTHasl ClieHa, OH Ha3blBajl He MHaue, KaK M3JeBa-
TebCTBOM HaJ, MY3bIKOI, a CaMbIMM CYACTIMBBIMM MOMEHTaMM pabOThI
B b6asieTe — Te CIy4yau, KOT/Ia OH MOT IUPUKMPOBATH «COITIACHO YKa3aHUSIM
YaiikoBCKOTO, MPaKTUYeCKy He obpailasi BHMMaHMS Ha Tak Ha3bIBaeMYIO
crrennuky xopeorpadunu». OH ceToBas, UTO 3Ta crelnuduKa gocTaBuIa
eMy B CBOe BpeMsI MHOTO My4YeHMii: «MHe IO CUX IOP CHUTCS JOBOJIbLHO
YacTOo CTPAIHbIN COH: TTociie 6aneTa “XXum3eb” 3a MHO TOHSITCSI pa3bsipeH-
Hble TAHIIOBIIVKY, TOTOBbIE pacTep3aTh MeHS 3a “Heymo0CTBa”, KOTOPbIe
1 UM TIPUYMHWIL, IVPUKUPYS TO, YTO HAMMMCAHO B MMAapTUTYPe, U He TpeBpa-
mwas l'aymon B Agaskno, a Agaxkuo B ['anor»!.

! Ternagmii PoskgectBeHCKMiA. « TpeyronbHMKM». MockBa, «CitoBo», 2001. C. 282

* k%

lTenHaauit PoxxaeCTBEHCKMUI TIPUHALJIEKNUT K UMCITY MY3bIKAHTOB, B I10JI-
HOJI Mepe TMOHMMAaBIIMX 3HaueHue 6asetToB YaiilKOBCKOTO IS MMPOBOTO
MCKYCCTBA, UX KPACOTy ¥ TapMOHMIO, ITTYOMHHYIO CBSI3b C CUM(POHNYECKUM
TBOPYECTBOM ¥ 3HaU€HMe 0CO60T0 YYBCTBA JAHCAHTHOCTH, IPUPOJION TaH-
HOe KOMIIO3UTOpY.

YalikoBCKUIA C IOHBIX JIeT ObLT IVIEHEH OajieTHbIM TeaTpoM. YacTo rmoce-
I1ast CIIeKTaK/IM, OH TOCTEIIeHHO Mpuobpes «IIOHMMAaHMe B TEXHUKE TaH-
LIeBaJIbHOT'O MCKYCCTBA U IeHU “6asioH”, “aneBanuio”, “TBepaoCcTb HOCKa”
Y TIPOY. MMPEMYAPOCTM». II0 BOCIIOMMHAHMSM JIpy3€ei, OH JII00MI 1306pa-
KaTh OajeTHbIe TO3bl U «peuUTaTUBbI». HecoMHeHHO, JII000Bb K OaneTy
ChITpaJia peamIyio Pojib B €ro JXeJlaHUM MOMPoO60BaTh CBOM CUJIbI B 3TOM
SKaHpe.

Becnoit 1875 roma YaiikoBcKuit, OyayuM yske M3BECTHBIM KOMIIO3M-
TOPOM, aBTOPOM HECKOJbKUX Omep, cMMGOHMUYECKUX YBEPTIOP U Tpex
cum@oHMIt, ONMYyUIna 3aKa3 OT aupekuuy MoCKOBCKOro BosmbIioro Tea-
Tpa. HeT TOYHBIX CBeIeHMIT 0 TOM, KOMY IpMUHAIJIeKaa 3ambicen «Jlebe-
IVHOTO 03epa», HO U3BECTHO, 4YTO elle B 1871 romy YainKoBCKMUIA Hammcasn
meTckuit 6anet «O3epo nebemeit», UCTIOMHSBIIMIICS AeTbMM B KameHKe,
uMeHUn J1aBbITOBBIX. BO3MOXKHO, OH caM IIPeIIOKII CIOKeT U pa3pabo-
TaJI TMOPETTO C ITOMOIIBIO AMpeKTopa MOCKOBCKOI KOHTOPBI ViMmiepaTop-
CKUX TeaTpoB Binagumupa BeruueBa, m3BecTHOro aptucTa 6anera Bacuams
Tenbiiepa 1 xopeorpada-mocraHoBIKa BeHiens Peii3unrepa.

B ocHoBe «JIeGeguMHOro 03epa» JIeXKaT eBPOIIeiiCKie CKas3KM O BOJ-
meOHbIX JeBax-NnTunax. CIoKeT XapaKTepeH IJIs pOMaHTUUEeCKOM STOXN:



3ayapOoBaHHas 3JIbIM TeHMeM KpacaBulia BCTpevaeT IIPeKpacHOro MpuHIa,
TOTOBOTO CIIACTM €e OT 3aKIAThsi; HO TOT OKa3bIBaeTCsi OOMaHYThIM
M HEBOJIBHO M3MeHsIeT CBOell BO3/I00eHHOI — Termepb TOIbKO KepTBa
BO MMS$I JTIOOBM MOKET MCKYIUTDb ero BMHY. OT G0/IbIIMHCTBA POMaHTHUe-
CKUX TU6peTTO «JlebenuHoe 03epo» OTIMYAETCS TPOCTOTOM M TOHSITHO-
CThI0, OTHAKO 32 ITPOCTOTOI KPOeTCs TTy60KMit CMbIC/I. YaiikOBCKOMY ObLITN
6M3KM TeMa UeaabHO JI0OBM, TOPKECTBYIOIIEH HaJl 3JI0M U Jaxke Ha[l
CMepThIO, 1 TeMa 6ecCIoIaJHOTO PoKa.

MoHormoncTamMmu pycckoii 6ameTHoii cueHbl 6bumn [TyHu, Ipuro, MuH-
Kyc u I'epbep — KOMITO3UTOPBI, UbM MPUKJIAJHbIE TAPTUTYPbI BbI3bIBAIU
HEIpUSI3Hb ¥ HaCMEUIKY B CePbe3HbIX TBOPUECKUX KPYyTaX, OGHAKO KPYIIi-
Hble aBTOPbI OTHOCWIMCH K 6ajieTy KakK K HU3IIEMY JKaHpy UM He KeJlaiu
B HeM paboTaTh. YaiiKOBCKMIf, caM TOTO He Bejasi, COBEpIINJI PEeBOJIIO-
Mo B 6asieTHOM TeaTpe. Ero «JlebenyiHoe 03epo» CTajIo IMepBbIM OaieToM,
TOAHSBUIMMCS HAa YPOBeHb CMMQOHMM, COUMHEHMEM C SIPKOV ApamMaTyp-
rMeil ¥ BBICTPOEHHBIM MY3bIKa/JIbHbIM pa3BUTHeEM. [Ipy 3TOM KOMIIO3UTOP,
LeHMBIIMI crienduKy 6ajeTHOro TeaTpa, He OTKa3bIBAeTCS OT TPaay-
LIMOHHBIX (GOPM — CIOUT, IUBEPTUCMEHTOB, HALIMOHAIbHBIX TAHIIEB, MTAH-
TOMMUM, afaxkuo C BapuauusiMu U npoumnx. Ho gaske >KaHpOBbIE CIOUTBI
OT/INYAIOTCS Y HETO SIPKO XapaKTePHO MY3bIKO ¥ BCTPaMBAIOTCSI B CKBO3-
HOe pasBuTHe. Ero repout skuByT U OeICTBYIOT B TaHIIE.

[Tpembepa «JIebegMHOTo 03epa» COCTOSIIACh Ha ClleHe bosbIoro Teatpa
20 deBpansa 1877 roga. CoObITHS SKOAMM C MHTEPECOM: 3apaHee ObUIT OIy-
6/1MKOBAH CIleHapuii 6aneTa, a He3a0/IT0 OO IMpeMbepbl B ITPoaske oS-
BWIOCH (popTenmaHHOe repesokeHne. HecMoTpst Ha 3TO, TpeMbepy HeJlb3sI
Ha3BaTh YCIEITHO, TPEKe BCETo M3-3a KpaliHe HeyJauHO Xopeorpadun

Peiisunrepa. «KopmebaseT TomueTcsl Ha OMHOM M TOM K€ MecTe, mMaxasi
pyKaMM, KaK BeTpsiHbIe MeJIbHUIIbI KPbLIbSIMU, @ COJTIUMCTKM CKadyT IMMHa-
CTUYECKMMM IlIaraMyM BOKPYT ClLieHbI»,— IMcaja pelleH3eHT. Mogect Yaii-
KOBCKMI1 TOBOpWJI 0 «6eHOCTM BooOpaxkeHus baneTMeiictepar, a [epman
Jlapoir oTMeuas, 4To «I10 My3bike “JlebemuHoe o3epo” — JIydinii 6aser,
KOTOPBIii SI KOrIa-I1M00 CIbIAIL... [To TaHIIaM ... eaBa Ji He cCaMblii Ka3eH-
HBI, CKYUHBI ¥ GeIHbIN OaleT U3 TeX, UTo maiTcs B Poccum».

HecMoTpsl Ha KeCTKMe HamagKky B IIpecce KOHCEePBAaTMBHOIO Oaer-
HOTO COO0OIIecTBa, MybaMKa OIeHWIa TPEBOCXOOHYI0 MYy3bIKy YaiiKoB-
CKOTO ¥ COBepILIeHHO HOBbIII — IOJIHBIN ApamMaTi3Ma, SMOLMOHAJbHOTO
Hakaja ¥ MO3TUYHOCTU — TUIl OaeTHOV My3bIKM: «JlebenyHOe 03epo»
Mpogepskaaoch B pernepryape Boibiioro Teatpa 6 Ce30HOB U BbIAepsKaaio
39 npencraBiaeHnii. OOIHAKO aBTOP TSDKENIO IepeXXMBal OTHOCUTEIbHBIN
HeycIlex CBOero JieTuilla; He MPOIUIO U Tofa C IIpeMbepbl, KaK OH Iucas
Cepreto TaHeeBy: «B BeHe s cibiman 6anet “Sylvia” Leo Delibes’a; umeHHO
CJIBIIIAJ, TIOTOMY YTO 3TO MEPBbI 6aseT, B KOTOPOM MY3bIKa COCTaBJISIET
He TOJIbKO IJIaBHbINM, HO ¥ eIMHCTBEHHbINI MHTepec. UTo 3a IpeecTb, 4TO
3a U3SIIeCTBO, 60raTCTBO MeEJIOAMYECKOe, PUTMUUECKOe U TapMOHMYe-
ckoe. MHe 6b110 CTBITHO. Eciiut 6 §1 3HAJI 3Ty MY3bIKY paHee, TO, KOHEUHO,
He Hammcas 6b1 “O3epo yebemeit”».

[MogmnHHOE pOXKAEHMe IedeBpa IMPOM3OINIO ITocie cMepTu YaiikoB-
ckoro: B 1895 romy Beimatomivecst 6anermerictrepbl Mapuyc IMetuna u JleB
IBaHOB IIOCTaBWIM B IeTepOYpPrckoM MapuMHCKOM TeaTpe CBOIO XOpPeo-
rpaduyeckyio Bepcuio 6ajera, CTaBUIYI0 KAaHOHMYECKOIi. JIM6peTTo ObLIO
nepecMoTpeHo Mopectom YaitkOBCKMM, a TTApTUTypa — OaJIeTHBIM KOM-
nosutopoM Pukkapmo Ipuro. YOUBUTENIbHO, YTO oduIlMabHas KPUTUKA



MO-TIpeKHEMY He TIPUMHMMaIa counHeHne: «<Mecrtamy My3bika “JIe6emHOTOo
03epa” coBeplIeHHO MemIaeT 6aneTy» («IleTepOyprckuii JIMCTOK»), «Camoe
cmaboe Mecto B “JlebemmHOM 03epe” — My3bIKa OasieTa. B Heil mpeobiamaoT
BayIbChl» («IleTepOyprckasi raseTa»), «My3blka HAaBOIUT CKYKY CBOeii 6ec-
CozlepyKaTembHOCTIO ¥ 6aHATBHOCTBIO» («PycCKast My3bIKaJIbHASI Ta3eTay).
Ho T0, 4TO 0Ka3an10Ch CIMIIKOM HOBO J1JISI COBPEMEHHMKOB, CIIOJIHA OLeHWIN
CIedyrolIye OKOJeHS : Ha IMPOTSDKeHUM JecsiTuieTnit «JlebemmuHoe o3epo»
BXOJIUT B TPOJKY CaAMBbIX ITOMYJISIPHBIX OaJIETOB B MUpe.

Hamanus CypHuHa

KPATKOE COOEP>XAHUE BAJIETA
(o cuenapuio Bnagumupa bernuesa n Bacuius I'enbiiepa)

IlepBoe nericTBue. BiamerenbHblil MpuHI, 3urdpua mpasgHyeT COBep-
neHHoseTHe. Ero mo3apaBiisiioT Ipy3bsi, KpeCTbsiHe M KPecThsIHKM. [Ipas-
HECTBO ITpepbIBaeT IOosIBIeHMe MPUHIeCChl, MaTepyu 3urdpuaa, KoTopas
COO0IIIaeT eMy, UTO IaeT B ero YecTh 00/bIoii 6a1. Ha Hem OyayT 3HATHbIE
BEJIBMOKM C IOYEPbMM, 13 KOTOPBIX ITPMHIL TO/DKEH OymeT BbIOpaTh cede
HeBecTy. 3urdpuy CMyIleH, HO 06elaeT MOAUYMHUTHCS BOJie MaTepH.
Becenbe BO30OHOB/sIETCSI. BHOBD TAHIIYIOT KPECTbSIHKY, IOHbIE APY3bsi
3urdprga HaMOMHSIOT KyOKM BMHOM. B 3aKaTHBIX JTyyax COMHIA 3UTHPUT
BUAUT IIPOJIETAIONIYI0 BAAIM CTalo Oenbix yebemdeii. Ilog3amopuBaeMblii
IPYy3bsIMI, OH OepeT pyskbe 1 yoeraeT Bcies, 3a JiebeIsiMu.
Bropoe gericrBue. Houb. fpkas jiyHa oTpaskaeTcs B 03epe, 3aTepSIHHOM
cpenu rop u ecos. [1o Hemy MpoTUIbIBAET cTasi iebeneit, Briepeny — nebenpb
C KOPOHOJ Ha Tro/oBe.

IMosiBnisteTcst 3urdpup, B CONMPOBOXKIEHUM OTHOIO U3 Apy3eil. 3aBUIEB
nebemeit, OH XBaTaeT PY>Kbe U MPULIIMBAETCS, HO OHM BHE3aITHO 1CU€e3aloT.
ITepen M3yMJIEHHBIMM IOHOLIAMM TIOSIBJISIETCSI IE€BYIIKA B OeJoii omexkae,
B KOpOHEe U3 AparoineHHbIx KaMHel. OHa ymosisieT IpUHIIA He CTPessTh
B Jiebe/iei 1 paccKasbiBaeT CBOIO IMeYa/IbHYI0 MCTOPUIO.

lms ee OpeTTa, ee mpecienyeT 3/1asi Mauexa-KoaayHbs. [THemM goOpbIit
BOJIIIEOHMK MpeBpaliaeT ee U MOAPYT B Jiebemeii, 7abbl 06€30MacUTh UX
OT ee Ko3Hei1. ToIbKO HOUbIO OHM ITPUHMMAIOT YeJioBeuecKkuii 061mK. HaBek
136aBuUTb OFETTY OT 3/IbIX Uap MOKET TOJIbKO BEpHAas TI000Bb.

B my1e nipuHIA, TPOHYTOTO pacckazoMm OmeTThl, BCIIBIXMBAET ITy60KOe
yyBCcTBO. OH K/ISTHETCSI AeBYIIIKE B BEUHOJi JIOOBM M BEPHOCTY, KOTOPYIO
He CMOTYT pa3pylIuTh HUKaKMe Yapbl.

3aHnumaetcs 3apsi. OpeTTa mpollaeTcss C MpuHIEeM. [IeBYIIKM BHOBb
MIPVHUMAIOT 00/IMK jie6eeit I CKpbIBAIOTCS BIAJIN.

Tperbe peilicTBue. banm B 3amke mnpuHIlecchl. lLlepemoHuiimencrep
BCTpevaeT rocreii. HaumMHaooTcs TaHIbl. JJeBYIIKM OfHA 34 APYTON TIpU-
[JIANIA0T MIPUHIA, HO OH pacCcessH — BCe ero MbICau 3aHsATbl OmeTTOoi.
[TpuHItecca pa3oyapoBaHa — HeyXXeJu MPUHITY He TIOHPaBMJIaCh HU OJTHA
U3 IeByIIeK?

HeoskmnpanHo ¢aHdapbl BO3BEIIAIOT O MPUOBITUMM HOBOTO TOCTS. JTO
He3HakoMmel, — ®oH Por6apT, KOTOPbI MpeaCTaBIsieT MPUHIIECCE CBOIO
noub Omyinio. ITopaskeHHBI ee KPacoToi ¥ HeoObIUaliHbIM CXOHCTBOM
¢ OperToil, NpUHIL YBJIEYEHHO TaHLyeT C Heli. HakoHel, OH mOABOAUT
Opwinunio K TIpuHILIecce, 0OBSIBIISIS, UTO clesan cBoii Bi6op. @oH PoTbapt
coenuHsieT pyku 3urdpuna u Onuuinn.



MrHoBeHHO cileHa TeMHeeT — ®oH PorbapT 060paumMBaeTcs 3jIbIM
neMoHOM, OmWITUSI XOX0UET, B OKHE MOSIBJsIeTcsl purypa jgedenst ¢ Kopo-
HOJi Ha rosoBe. [IpuHIIL B ykace yberaet u3 3aMKa.

YeTBeproe gerictrBue. O3epo. [Moapyru OmeTThl XXAYT €e BO3BpallleHMs.
[TossBMBININCH, OHA B OTYASTHMM pacCcKa3bIBaeT 00 m3MeHe 3urdpuia, paspy-
IIVBIIE BCe HAEXIbI HA cUacTbe. Bckope mpuberaeT MoHbIN pacKastHUS
3urdpun, od ymosnser o npoienun. Ho OmeTra He B cilaX U3SMEHUTD CBOIO
Cyabp0y — OHM IO/DKHBI paccTaThes. HaumHaeTcs 6yps. OmeTTa BIpbIBAeTCS
13 0OBATUI IPUHIIA, HO, He JKejlas MUPUTHCS C TTOTepeii BO3/TI00IeHHOI,
OH CpBIBAET C ee T0JIOBbI KOPOHY — BOJILIIEOHBIN TalMCMaH, OXPaHsSIBIINIA
IeBYILKY OT BJACTU KOMAyHbU. OleTTa yMMpaeT Ha pyKax IMpUHIIa, OypHbIe
BOJIbI 03€pa, BBIN/ISI 13 Oeperos, MOTJIONIAI0T UX 000UX.

I'po3a cTuxaert. B cBeTe JIyHbI, IPOOMBAIOIIENCS CKBO3b TYyUM, II0 03€py
MPOTUIBIBAET CTast OesbIX JIebeeii.

October 1956, the Bolshoi Theater ballet went on
a foreign tour for the first time and spent four weeks in
London. Along with the master, highly experienced ballet
conductor Yuri Fayer, the performances were conducted
by 25-year-old Gennady Rozhdestvensky. He recalled that
“he was happy when he conducted Swan Lake” and was too “embarrassed”
to conduct The Fountain of Bakhchisarai. Nevertheless, it was after the
Asafiev ballet that the young conductor received an offer to perform with
the Royal Philharmonic Orchestra during the next season. At the end of the
tour, Decca handed Rozhdestvensky a contract and an offer to record Swan
Lake with the Covent Garden Orchestra. The maestro was supposed to stay
for several more days in London, but the uprising in Hungary disrupted
the plans as all the artists were hastily taken back to their homeland. The
conductor had a chance to record Swan Lake only thirteen years later.
Gennady Rozhdestvensky came to the Bolshoi Theater in the fall
of 1951 at the age of twenty and became the youngest conductor in the
history of the theater. He worked as an assistant and conductor of the
stage orchestra during his first season, and then as a ballet conductor for
more than a decade. He made his debut on June 4, 1952 with The Sleeping
Beauty (many biographies mistakenly indicate 1951), which was followed
by The Nutcracker and Swan Lake by Tchaikovsky, The Red Poppy and
The Bronze Horseman by Gliere, Cinderella, Romeo and Juliet, and The Stone
Flower by Prokofiev, The Flames of Paris and The Fountain of Bakhchisarai
by Asafiev, Giselle by Adan, and several one-act productions. In subsequent
years, Rozhdestvensky conducted a number of important ballet premieres
at the Bolshoi, such as The Little Humpbacked Horse by Rodion Shchedrin



(1960), The Rite of Spring by Igor Stravinsky (1965), Carmen Suite based on
Bizet’s music and orchestrated by Shchedrin (1967), Spartacus by Aram
Khachaturian (1968), The Knight of the Sorrowful Countenance with music
by Richard Strauss (1985) and Sketches by Alfred Schnittke (1985).
Rozhdestvensky conducted Swan Lake for the first time in January
1954, and by the time of the legendary London season he had conducted
the production almost fifty times. However, the conductor made his first
recording of this Tchaikovsky ballet as late as in 1969 with the Grand
Symphony Orchestra of the All-Union Radio and Central Television (now
the Tchaikovsky Grand Symphony Orchestra), which he headed from 1961
to 1974. By that time, the maestro had recorded five Prokofiev ballets
(The Tale of the Buffoon and The Steel Step in addition to the three above-
mentioned ones), Carmen Suite, The Nutcracker, and Daphnis et Chloé by
Ravel; the recording of Prokofiev’s Prodigal Son, Stravinsky’s The Fairy’s
Kiss and Petrushka, and Tchaikovsky’s The Sleeping Beauty were yet to come.
Rozhdestvensky’s ballet past at the Bolshoi Theater is captured not only
in his discography. The love for ballet lived in him until the end of his days,
which can be felt in his books and interviews filled with so many fleeting
and warm memories and remarks about representatives of the ballet world.
Yes, they do contain a lot of sarcastic statements and judgements. For
example, Rudolf Nureyev’s conducting experiments could not but cause
a caustic response from the maestro. Many people remember the scandal
that erupted in the 2000/2001 season when Rozhdestvensky, who was
general artistic director of the Bolshoi Theater for less than a year, took off
The Pharaoh’s Daughter staged by Pierre Lacotte from the repertoire as he
thought the Minkus music was “hundred-per-cent musical waste paper.”

However, it would be wrong to think that ballet only meant Shostakovich,
Prokofiev, Stravinsky, Debussy, and Ravel to Rozhdestvensky. He shared
Tchaikovsky’s admiration for Delibes’ Sylvia, called the music of Glazunov’s
Raymonda a synonym for beauty, and, among other things, kept the
original of Anna Pavlova’s 1913 London performance in his archive. He
knew the history of ballet (there are many ballet names and quite a few
mentions of rare ballet titles in his books) and was especially interested
in the works of the choreographers who turned to symphonic music: the
names of Lopukhov, Massine, Duncan, Goleizovsky, and Balanchine turn
up on the pages of his books. Along with Shostakovich, Britten, Schnittke,
Oistrakh, Pokrovsky, and others, Yuri Grigorovich and John Neumeier,
the great masters of symphonic dance and psychological ballet theater,
were among the people who were important for Rozhdestvensky’s artistic
experience.

As for Rozhdestvensky himself, although he was an interpreter of ballet
scores, he can hardly be called a psychologist, especially when it comes to
the classics, primarily the ballets of Tchaikovsky. Adoring his music, being
a careful reader of not only his scores, but also his letters, the conductor
approached the composer’s legacy without unnecessary affectation, strictly
and restrainedly, trying to renounce exaggerated psychological analysis
and artificial manifestations of national nature. Such are his recordings of
Tchaikovsky’s symphonies released with the Bolshoi Symphony Orchestra
shortly after Swan Lake in the early 1970s: the conductor tries to observe
the letter of the composer’s text without denying himself, from time to
time, the pleasure of emphasizing small details of the score that are usually
remain unnoticed.



Rozhdestvensky treated the Tchaikovsky ballets as symphonies that had
unfolding plots of their own — instrumental and unusually fascinating ones.
It is not that common to speak about Tchaikovsky’s timbre inventiveness
in Swan Lake (unlike The Sleeping Beauty and The Nutcracker), but here the
composer also skillfully uses the full range of means that are available to
him enabling the symphony orchestra to appear in all its splendor. The
artists of the All-Union Radio and Central Television Orchestra impress
with the quality of their performance: their tutti is spacious, the cross-talks
of the instruments are precise and elegant, and the solos are virtuosic.
Noteworthy is the aspiration of the performers and conductor for beauty
and individuality of each timbre, which is brilliantly realized by the
legendary sound engineer Igor Veprintsev.

Even the tiny solos catch the listener’s attention, not to mention the
biggest and most famous ones. The orchestra’s accompanist, violinist
Mikhail Chernyakhovsky, plays a dazzling solo in the “black” adagio
(in accordance with the composer’s score, it is played in the first act,
not the third as is usual for the spectators of theatrical productions).
The enchanting performance of the complicated coda of this number
(the Siegfried variation in theatrical practice, which exists in a different
orchestration) leaves the impression that it is played by at least a winner
of the Tchaikovsky Competition. The duet between Chernyakhovsky and
cellist Viktor Simon is magnificent — the latter leads the entire group of
cellos distinguished by its beautiful and rich sound.

Trumpeter Suren Gevorkyan is impeccable in the Neapolitan Dance.
The brass and especially wood wind instruments deserve special words of
admiration: their tutti and solos sound wonderful both in the slow bits and

the numerous allegros and prestos, where the conductor and the score itself
pose tasks of colossal difficulty for them. Olga Erdeli’s harp solos sound
slightly unusual, a little harsh for the contemporary ear that is accustomed
to the “magical modulations” that precede the “white” adagio. Sometimes
the tutti has bits of overly monumental sound, making one recall the era of
the Soviet Empire style, which is not surprising: Rozhdestvensky came to
the theater when the performing style of ballerinas Olga Lepeshinskaya,
Raisa Struchkova, and Sofia Golovkina was the trend, and the plastic
language of Galina Ulanova and Maya Plisetskaya was rather an exception.
Captivated by the instrumental plot, Rozhdestvensky does not ignore
the theatrical one: the main characters in Swan Lake (and in the other
ballet recordings) retain their characteristic features, but become more
generalized and impersonal. The basis of musical drama is not the
opposition between the specific Siegfried and Rothbart, Odette and Odile,
but the eternal conflict of good and evil, life and death. It is interesting that
Rozhdestvensky emphatically moves away from narration in the narrative
bits suggested by the libretto (for example, Odette’s story from the second
act) — all of them are performed much faster than it is possible on stage
using ballet pantomime. However, it does not mean that all tempos are
accelerated — the alternation of fast and measured bits constitutes the
internal breath of the score, and the conductor conveys it perfectly.
However, the rhythm is the real core of the entire recording. It seems
that this parameter embraces two lines of Rozhdestvensky’s artistic life: on
the one hand, his long-term practice as a ballet conductor, who has no right
to sudden liberties of interpretation and is forced to adhere to clear metric
grids; on the other hand, his love for the music of the twentieth century with



rhythm playing a part of colossal importance. The rhythmic steadfastness
with which Rozhdestvensky conducts each number is sometimes simply
amazing; yes, it deprives the recording of bright psychological shades and
a specific ballet sound, which is impossible in theatrical practice without
caesuras for preparation (preparatory movements) and flexible interaction
with the dancers. But it also gives the performance amazing integrity,
elasticity, dynamism, and helps consolidate the musical dramatic concept.

And this is the main thing to Rozhdestvensky. What a ballet scene habitually
demanded from a conductor he called nothing but a mockery of music, and his
happiest moments in ballet were those when he could conduct “in accordance
with Tchaikovsky’s guidance, actually without minding the so-called specifics
of choreography.” He complained that these specifics caused him a lot of
torment at one time: “I still have quite often this nightmare: angry dancers
are chasing me after Giselle, eager to tear me to pieces for the ‘inconvenience’
that I caused them while conducting what is written in the score, without
turning Gallop into Adagio, and Adagio into Gallop.”?

JOYOROS
slesiesk

Gennady Rozhdestvensky was one of the musicians who fully understood
the significance of the Tchaikovsky ballets for world art, their beauty
and harmony, the deep connection with symphonic creativity, and the
importance of the special sense of danceability given to the composer by
nature.

2 Gennady Rozhdestvensky, Triangles. Moscow, Slovo, 2001. P. 282.

Tchaikovsky was captivated by ballet from a young age. Frequently
attending performances, he gradually acquired “an understanding of the
technique of dance art and appreciated the ballon, elevation, firmness of
the toe, and other intricacies.” According to his friends, he loved to depict
ballet poses and “recitatives.” Undoubtedly, his love for ballet played
a decisive part in his desire to try his hand at this genre.

In the spring of 1875, Tchaikovsky, already a well-known composer, who
had written several operas, symphonic overtures, and three symphonies,
received a commission from the management of the Moscow Bolshoi
Theater. We do not know exactly who came up with the idea of Swan Lake,
but it is known that back in 1871 Tchaikovsky wrote a children’s ballet
called The Lake of the Swans, which was performed by children at Kamenka,
the Davydov estate. Perhaps it was him who proposed the plot and
developed the libretto with the help of Vladimir Begichev, director of the
Moscow office of the Imperial Theaters, Vasily Geltser, a famous danseur,
and Wenzel Reisinger, a choreographer.

Swan Lake is based on European fairy tales about magical bird maidens.
The plot is typical for the age of romanticism: a beauty enchanted by an evil
genius meets a handsome prince who is ready to save her from the spell;
but he turns out to be deceived and unwittingly cheats on his beloved —
only a sacrifice in the name of love can atone for his guilt. Swan Lake differs
from most romantic librettos in its simplicity and clarity, but the simplicity
conceals a deep meaning. The themes of merciless fate and ideal love,
triumphing over evil and even death, were dear to Tchaikovsky.

The Russian ballet stage was then monopolized by Pugni, Drigo, Minkus,
and Gerber, the composers whose applied scores aroused hostility and



ridicule in serious artistic circles, but the major composers treated ballet as
an inferior genre and did not want to work for it. Tchaikovsky unwittingly
made a revolution in the ballet theater. His Swan Lake was the first ballet
to rise to the level of a symphony, a work with vivid dramatic concept and
well-structured musical development. At the same time, the composer,
who appreciated the specifics of the ballet theater, did not abandon
the traditional forms such as suites, divertissements, national dances,
pantomimes, adagios with variations, and others. But even his genre suites
are distinguished by clearly characteristic music and fit into a continuing
development. His characters live and act in dance.

The premiere of Swan Lake took place on the stage of the Bolshoi
Theater on February 20, 1877. The event was awaited with interest: the
ballet script was published in advance and the piano arrangement went on
sale shortly before the opening night. Despite this, the premiere cannot
be called a success, primarily due to Reisinger’s extremely unsuccessful
choreography. “The corps de ballet mill about flapping their arms like
windmill wings, and the soloists gallop with gymnastic steps around the
stage,” a reviewer wrote. Modest Tchaikovsky, the composer’s brother,
spoke about “the poverty of the choreographer’s imagination,” and Herman
Laroche noted that “in terms of music, Swan Lake is the best ballet I have
ever heard... In terms of dancing... perhaps the most formal, boring, and
poor ballet of all staged in Russia.”

Despite the harsh attacks in the press by the conservative ballet
community, the public appreciated Tchaikovsky’s excellent score and
a completely new type of ballet music, which was full of drama, emotional
intensity, and poetry: Swan Lake lasted in the Bolshoi Theater repertoire for

six seasons and ran for thirty-nine performances. However, the composer
was very upset about the relative failure of his brainchild. Less than a year
after the premiere, he wrote to Sergei Taneyev: “In Vienna, I heard the
ballet Sylvia by Léo Delibes, and I literally mean heard, because it is the first
ballet in which music constitutes not just the main but the only interest.
So charming, so graceful, melodically, rhythmically, and harmonically rich.
I was ashamed. If  had known that music before, I would certainly have not
written The Lake of the Swans.”

The true birth of the masterpiece occurred after Tchaikovsky’s death: in
1895, the outstanding choreographers Marius Petipa and Lev Ivanov staged
their choreographic version of the ballet at the St. Petersburg Mariinsky
Theater, which became canonical. The libretto and score were revised by
Modest Tchaikovsky and Riccardo Drigo, a ballet composer, respectively.
It is surprising that the official critics, as before, did not accept the work:
“The music of Swan Lake occasionally completely impedes the ballet”
(Petersburg Leaflet); “The weakest point in Swan Lake is the music of the
ballet. Waltzes predominate” (Petersburg Gazette); “The music bores with
its emptiness and banality” (Russian Musical Gazette). What was too new
for the contemporaries was fully appreciated by subsequent generations:
Swan Lake has been one of the three most popular ballets in the world for
decades.

Natalia Surnina



SYNOPSIS
(based on the script by Vladimir Begichev and Vasily Geltser)

Act 1. Sovereign Prince Siegfried celebrates his coming of age with friends
and peasants. The celebration is interrupted by the appearance of the
Princess, Siegfried’s mother, who tells him that she is going to hold a big
ball for him. It will be attended by nobles with their daughters, from whom
the Prince will have to choose a fiancée. Siegfried is embarrassed, but
promises to obey his mother’s will.

The revelries resume. The peasant women dance again, and Siegfried’s
young friends fill their goblets with wine. In the rays of the setting sun,
Siegfried sees a flock of white swans flying at a distance. Encouraged by his
friends, he takes a rifle and runs after the swans.

Act 2. Night. The bright moon is reflected in the lake lost among mountains
and forests. A flock of swans glides along with a crowned swan in front.

Siegfried appears accompanied by one of his friends. As he sees the swans,
he grabs his rifle and takes aim, but they suddenly disappear. A maiden in
white clothes and a crown of precious stones on her head appears before
the astonished young men. She begs the Prince not to shoot the swans and
tells her sad story.

Her name is Odette. She is pursued by her evil witch stepmother. During
the day, a kind wizard turns her and her friends into swans in order to
protect them from her machinations. They assume a human appearance
only at night. Only true love can free Odette from the evil spells forever.

The Prince is touched by Odette’s story. A deep feeling flares up in his
soul. He claims his eternal love and fidelity, which no spell can destroy.

The day is dawning. Odette says goodbye to the Prince. The maidens
turn into swans and disappear in the distance.

Act 3. The ball at the castle. The master of ceremonies greets the guests.
The dancing begins. The maidens, one after another, invite the Prince, but
he is distracted — his thoughts are centered on Odette. The Princess is
disappointed — doesn’t the Prince like any of the maidens?

The fanfare suddenly announces the arrival of a new guest. The stranger
is Von Rothbart, who introduces his daughter Odile to the Princess.
Struck by her beauty and extraordinary resemblance to Odette, the Prince
enthusiastically dances with her. Finally, he brings Odile to the Princess,
announcing that he has made his choice. Von Rothbart joins the hands of
Siegfried and Odile.

The scene instantly darkens as Von Rothbart turns into an evil demon.
Odile laughs, and a figure of a swan with a crown on its head appears in the
window. The Prince runs away from the castle in horror.

Act 4. The lake. Odette’s friends wait for her return. She appears and talks in
despair about Siegfried’s betrayal, which destroyed all hopes of happiness.
Soon, Siegfried, full of remorse, comes running and begs for forgiveness. But
Odette is unable to change her fate — they must part. A storm begins. Odette
breaks away from the Prince’s arms, but not wanting to put up with the loss
of his beloved, he tears off the crown from her head — a magical talisman
that protected her from the witch’s power. Odette dies in the Prince’s arms;
overflowing the shore, the stormy waters of the lake swallow them both up.

The storm subsides. In the light of the moon breaking through the
clouds, a flock of white swans glides across the lake.



AHZPE KPUYEBCKUH, KAPUHA ABPAMAH
BbIMYCKAHOLLIMI PEJAKTOP: TATbAHA KA3APHOBCKAA

[IM3AVH: TPUTOPYIA HKYKOB

KOPPEKTOPbI: MAPTAPUTA KPYTTIOBA, O/1brA TAPAHUYEBA

MEPEBOL: HUKOJAW KY3HEL0B

IM®POBOE M3[AHME: IMUTPYIA MACTIAIKOB, KCEHUA AAXOBCKAA
OGOPM/TEHME CO3JAHO C MCMO/b30BAHUEM IPAGUYECKYX HEMPOCETEN.

PROJECT SUPERVISOR: ANDREY KRICHEVSKIY

LABEL MANAGER: KARINA ABRAMYAN

RELEASE EDITOR: TATIANA KAZARNOVSKAYA .
DESIGNER: GRIGORI ZHUKOV :
PROOFREADERS: MARGARITA KRUGLOVA, OLGA PARANICHEVA
TRANSLATION: NIKOLAI KUZNETSOV

DIGITAL RELEASE: DMITRY MASLYAKOV, KSENIYA ADAKHOVSKAYA

THE DESIGN WAS CREATED USING GRAPHIC NEURAL NETWORKS.

MEL CD 10 02693

® A0 «OMPMA MENOAUA», 2023. 127055, I'. MOCKBA, YJ1. HOBOC/IOBOACKAA, 1. 73, CTP. 1, INFO@MELODY.SU
BHUMAHME! BCE NPABA 3ALLMLLEHI. BOCTPOU3BEAEHME (KOMUPOBAHVE), CLIAYA B TIPOKAT, NYB/IMYHOE UCTIONHEHWE
W NEPENIA4A B 30WP BE3 PASPELLEHMA NPABOOB/TANATE/A 3AMPELLIEHI.

WARNING: ALL RIGHTS RESERVED. UNAUTHORISED COPYING, REPRODUCTION, HIRING, LENDING, PUBLIC PERFORMANCE AND BROADCASTING PROHIBITED.
LICENCES FOR PUBLIC PERFORMANCE OR BROADCASTING MAY BE OBTAINED FROM JSC «FIRMA MELODIYA», NOVOSLOBODSKAYA STREET 73, BUILDING 1, MOSCOW, 127005, RUSSIA, INFO@MELODY.SU.
INTHE UNITED STATES OF AMERICA UNAUTHORISED REPRODUCTION OF THIS RECORDING IS PROHIBITED BY FEDERAL LAW AND SUBJECT TO CRIMINAL PROSECUTION.

4) (¢ (2 ] rrvameLooms

MELODY.SU


http://melody.su
https://vk.com/firmamelodiya
https://t.me/firmamelodiya
https://ok.ru/firmamelodiya

