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Sergey Rachmaninov (1873 — 1943)

Piano Concerto No. 1 in F sharp minor, op. 1

1. Vivace 12.32

2. Andante 6.47

3. Allegro vivace 7.22
Three Russian Folk Songs for Orchestra and Chorus, op. 41

1. “Across the river, the fast river” 3.13

2. “Oh, Vanya, bold head” 5.08

3. “My Powder and Rouge you are” 3.21

The Bells, poem for symphony orchestra, chorus and soloists, op. 35
(text by Edgar Alan Poe, transl. by Konstantin Balmont )

1. “Hear the sledges with the bells...” (Allegro ma non tanto) 6.03
2. “Hear the mellow wedding bells...” (Lento) 11.23
3. “Hear the loud alarum bells — Brazen bells!” (Presto) 7.45
4. “Hear the tolling of the bells — Iron bells!” (Lento lugubre) 11.08

Live in Grand Hall of the Moscow Tchaikovsky Conservatory, May 12, 1958

Sound Restoration & Mastering: Elena Sych
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This compact disc, submitted to the attention of listeners, opens up a new, previously unknown
page in Evgeny Svetlanov’s collection of recordings of Rachmaninov’s music. In the scale of his artis-
tic thought his aspiration to highlight bright contrasts of imagery, to emphasize the semantic accents,
to reveal the rich pictorial timbres of the orchestral instruments, the outstanding Russian conductor
is an acknowledged leading figure and a bearer of great traditions of interpretation of Russian music.
The recording made at the Grand Hall of the Moscow Conservatory on May 12, 1958 presents the op-
portunity of perceiving the atmosphere of that concert and hearing the peculiarities of Svetlanov’s ap-
proach to the music of his favorite Russian composer.

Rachmaninov’s First Piano Concerto in F sharp minor, opus 1, written in 1890 - 1891, when he
was still a student at the Moscow Conservatory and dedicated to his piano teacher Alexander Siloti,
captivates the listener by its sincere romantic pathos, ardency and largesse of emotions and brilliant
virtuosic possibilities of manifestation of musical content. This kind of approach to the interpretation
of Rachmaninov's music, in particular, we can hear in the performance of the famous Soviet pianist
Lyudmila Sosina. Having studied in the post-graduate program of the Moscow Conservatory with the
outstanding pianist and pedagogue Alexander Goldenweiser, she is a brilliant representative of the
best traditions of Russian piano performance. Sosina graduated from the Odessa Conservatory as a
student of Berta Reingbald, as had Emil Gilels, with whom the pianist was friendly until the end of his
days, whose original talent he esteemed greatly. Music critic A.N. Drozdov wrote in the journal “Sovet-
skaya Muzyka,” where he highlighted her “Bright and original artistic individuality, naturalness and
prominence of her rendition, her rich and robust dynamics.” Dmitry Bashkirov, remembering the
artist's performances and his studies with Sosina, who was then Goldenweiser's assistant, called her
a “pianist of an international class.”

Sosina’s performance of Rachmaninov’s concerto is distinguished for its remarkable sense of
form, flawless taste, rich, colorful sound palette, powerful, “masculine” pianistic grasp and impeccable
perfection of finger technique. In cooperation with the profoundly expressive orchestra “singing” under
Svetlanov’s baton, Sosina’s performance rendition may be perceived as one of the brilliant manifes-
tations of the composer's conception.



The Three Russian Folk Songs for Orchestra and Chorus, opus 41 by Sergey Rachmaninov were
composed in 1926. The composer uses genuine themes of folk songs. Motives of nostalgia can be
perceived in these songs. They are all in minor tonalities, yet are distinguished by various tempi and
characters.

The first song, “Across the river, the fast river,” which opens this distinctive three-movement cycle,
sounds in a moderate tempo. The composer makes use of a one-voice bass chorus, emphasizing by
means of the stern timbres of bass voices in a low register the sorrowful character of the musical con-
tent.

The slow, tuneful second song, “Oh, Vanya, bold head” is reserved for the one-voice female cho-
rus of alto voices. In this movement the music is filled with persistent languor and sorrow. In Svetlanov’s
interpretation the solo timbres of the wind and string instruments sound in a very expressive and
singing manner.

In the active, energetic dance-like song “My Powder and Rouge you are” Rachmaninov combines
the bass and alto chorus. Before the orchestral statement of the musical theme it sounds as a uni-
fied timbre in octaves, while after it the composer applies choral polyphony for the first time in the
cycle; the voices seem to compete with each other in virtuoso technique. The final words, “I speak truly,
he wants to beat me. | don’t even know for what reason!”, entrusted by the composer to the alto
voices alone, are conveyed by Svetlanov to his listeners in a pronouncedly slow, conspicuous and sig-
nificant way.

The poem for symphony orchestra, chorus and soloists, “The Bells,” opus 35 to the text of Edgar
Alan Poe in a free translation of Konstantin Balmont, was written by Rachmaninov in 1913. As is
well-known, the “bell-like” timbre and sound is one of Rachmaninov’s favorite themes in his music.
Having been fascinated by the beauty of bell sounds from the time of his childhood, the composer
incorporated imitations of the sounds of bells into his music by various compositional means during
the entire course of his musical path. Rachmaninov saw in Balmont’s translation of the poem by the
famous American poet a unique opportunity to convey by means of the sounds of orchestra, chorus

and soloists the diverse nuances of bell ringing, from light sounds of little bells to the heavy ring of
large ones. According to the composer’s conception, the sound of various bell rings that permeate the
four movements of this “choral symphony” correspond to the inner state of the soul of a person, nar-
rating of the most important stages of his life from his youth to his decease. The artistic aspirations
of Rachmaninov and Balmont are also connected by their common interest in the psychological phe-
nomenon of sleep. Two songs with the title of “Sleep” were penned by Rachmaninov. The charm and
mysterious quality of sleep, its proximity to oblivion, to the boundary line separating life from death,
sleep as a symbol of non-being - these artistic concepts were close to the composer, as they were
to many other artists of the Silver Age, whose favorite philosophers were Friedrich Nietzsche and
Arthur Schopenhauer.

In the poem “The Bells” three solo timbres of singers sound in turns in all the movements of the
composition, except for the third.

The lively first movement of the symphonic poem, captivating with its images of light, joy and hap-
piness, is lighted up with “the jingling and the tinkling of the bells.” The tenor solo “Hear the sledges
with the bells...” is filled with youthful optimism, magic reveries and fairytale hopes. Only the short
middle section, when after the phrase sung by the soloist “with a crystalline delight,” the chorus sings
with closed mouths a sorrowful melodic line, immersing the listener into an atmosphere of temporary
torpor. The tonality of C sharp minor as a bearer of images of sleep and oblivion appears here for the
first time. In the final, funereal movement it will become the chief tonality, already as a means of
manifestation of the image of death (it must be remembered that the scene of the death of Tsar Boris
in Mussorgsky’s opera “Boris Godunov,” accompanied by the off-stage chorus “Weep, weep, people,
he is no longer alive,” is also in C sharp minor).

The second movement of Rachmaninov’s tone poem opens up with an unhurried introduction, in
which the alternation between the sounds of muffled and heavy bell rings with sharp and intense
fanfares creates a perturbed emotional background, notwithstanding the predominating major. The
chorus is given to sing only one phrase: “Hear the mellow wedding bells...” The rest of the poetical
text is revealed in the timbre of the soprano solo. The atmosphere of austere and elevated philo-



sophical lyricism seems to be unstable, since it is being penetrated into by aching, languorous un-
dertones. The intonations of the main theme tum out to be related to the chant Dies Irae (The Day of
Wrath), and the music is filled with disturbed forebodings, which seem to foretell the shortness of the
period of happiness.

In the third movement, in the words “Hear the loud alarum bells - Brazen bells! What a tale of ter-
ror now their turbulency tells!” the composer evokes dramatic, truly apocalyptic images by means of
the orchestra and chorus. The infernal motives correspond with the episodes of Dante’s hell in his
opera “Francesca da Rimini.” The atmosphere of forebodings before a storm of the pre-war year 1913
is felt in each measure of the score of this movement, painting a picture of universal fire and incin-
erating fire. The words “Hear the tolling of the bells - Iron bells!” sung by the solo baritone solidify the
mournful character of the fourth movement, which begins with a sad recitative-like narration by the
English horn against the background of a steady, subdued bell sound. The “world of solemn thought
their monody compels” permeates the funereal picture of the epilogue to the entire poem, yet at the
end of the composition the colors are suddenly brightened. The funeral bell toll ceases, and the
gloomy C sharp minor is followed by the ascendency of the bright tonality of D flat major. The emo-
tional background, connected with experiencing the funeral is transfigured into the perception of the
elevated, heavenly image of assumption. The “world of solemn thought” is overcome, and the soul
brimful of hope stands on the threshold of a new, imperishable, everlasting life.

Stanislav Dyachenko,
associate professor at the Moscow Tchaikovsky Conservatory
Translation: Anton Rovner

Mpeanaraemblii BHUMaHuto ciywatenent CD OTKpbIBAET HOBYKO HEM3BECTHYIO CTPAHULLY B KOJUIEKLMM
3anucei My3blkn Ceprest PaxmaHuHoBa EBreHnem CBetiaHOBbIM. B MacwwTabHOCTM TBOPYECKOrO
MbILLEHWS], CTPEMEHUM MOAYEPKHYTb APKME 06pasHble KOHTPACTbI, 3a0CTPUTb CMbIC/IOBbIE AKLEHTHI,
BbIIBUTb COYHbIE KMBOMUCHbIE TEMOPbI MHCTPYMEHTOB OPKECTPA BbIAAIOWNIACS 0TEYECTBEHHBIN AN-
PVKED ABAAETCS NPU3HAHHBIM KOPUDEEM U HOCUTENEM BENMKWX TPAANLMIA MHTEPNPETALMK PYCCKOM
My3blku. OcywecTnéHHas B bosbluom 3ane MOCKOBCKOM koHcepBaTopumn 12 mas 1958 roga 3anuch
npeaocTaBAseT BO3MOKHOCTb OLLYTUTL aTMOChEPY TOFO KOHLEpTa U yC/blaTb 0CO6EHHOCTH CBET/A-
HOBCKOr0 NOAX0Aa K My3bIKe JII06MMOro UM PYCCKOrO KOMMO3UTOPA.

PaxmaHMHOBCKUI [TepBbii GopTeNUaHHbIA KOHLEPT da A1Me3 MUHOP, 0p. 1, HanUCaHHbIV B
1890 - 1891 rogax ewe B rofibl y4eHust B MOCKOBCKOW KOHCEPBATOPUK M NOCBALWEHHDIV €ro ne-
farory no knaccy doprenuaHo A.W. 3unotu, nneHsieT CBOMM UCKPEHHUM POMaHTUYECKMM nado-
COM, MbIIKOCTHIO U WEAPOCTbI0 IMOLMIA, 6IIECTALLMMU BUPTYO3HBIMW BO3MOKHOCTAMM BOM/IOWEHNSA
My3bIKaIbHOr0 COAEPKaHWA. UMEHHO TaKoW NOAXOA K MHTEPNpeTaLmnn My3blki PaxMaHHOBa Mbl
C/bILWMM B UCMOSTHEHUN U3BECTHOW COBETCKOM NMaHUCTKM JliogMmunbl CocHON. BbinyckHuLa ac-
nupaHTypbl MOCKOBCKOI KOHCEPBATOPMU MO KNAcCy Bblgatollerocs nuaHucta-negarora A.b. Fonb-
NleHBeli3epa, oHa ABNSETCA APKOW MpeAcTaBUTENbHULEN NyYlInX TPaAULIMIA 0TEYECTBEHHOIO
dopTtenuaHHoro ucnoauutenbcrea. CocuHa okoHunna OLECCKY0 KOHCEPBATOPUIO MO Kaaccy
b.M. PenHroanbg, kak n 3. . [unenbc, ¢ KOTOPbIM NMAHWUCTKA SPYKMAA A0 KOHLA €ro JHEN U KO-
TOPbIV LEHWN ee He3aypsiAHOE AapoBaHue.

My3abikanbHbIA KpUTHK A.H. [1p03a0B B ypHane «COBETCKOM My3blka» OTMeYas €€ «APKyH 1 OpH-
TMHANbHYI0 apTUCTUYECKYIO MHAUBUAYANbHOCTb, ECTECTBEHHOCTb U BbIMYK/IOCTb TPAKTOBKM, 60ratyio,
MYKECTBEHHYI AMHaMUKy». [I.A. BallkMpoB, BCNOMWHAsA BbICTYMIEHUS apTUCTKU U CBOW 3aHATUS Y
COCMHOM KaK acCcUCTEHTKM [onbAeHBe3epa, Ha3biBaeT ee «MMaHUCTKOM BbICOKOTO MEeXAyHapoa-
Horo Knacca». UcnonHeHne CoCHHOM paxMaHUHOBCKOTO KOHLiepTa OTIMYaEeT NPEBOCXOAHOE YyBCTBO
hopMmbl, 6e3ynpeyHblii BKyC, 6oratas KpacoyHas naautpa 3ByKa, MOLHAs «MYMCKas» NMaHUCTUYe-
CKasl XBaTKa, 6e3yKOPMU3HEHHas! OTTOYEHHOCTb NasbLEeBON TEXHMKK. B coto3e ¢ riy6oKo Bbipasu-
TENbHbIM, «MOKOWMM» NOA pykamu CBETIaHOBa OPKECTPOM, MCMONHUTENbCKOE NpoyTeHne COCHHO
NPeACTaBNSETCA OAHUM M3 APKMX BOMJIOLLEHUI KOMMO3UTOPCKOrO 3aMbiCAa.



Tpu pycckue HapoAHble NecHu s opKecTpa u xopa, op. 41 C. B. PaxMaHWHOBa COYMHEHDI B
1926 rogy. Komno3uTop 1cnonb3yeT NoA/IMHHbIE HAPOAHbIE TeMbl. HOCTanbrnyeckue MoTvBbI YyB-
CTBYIOTCA B 3TUX NECHAX. BCE OHM HanMCaHbl B MUHOPE, HO OT/IMYAOTCA Pa3HbIM TEMMOM U XapaK-
TEPOM.

lepBas necHs «HYepes peyky, peykry bbICTpy», OTKPbIBaKOLLasa CBOE0OPA3HbIN TPEXYACTHbIN LMK,
3BYYUT B YMEPEHHOM ABU¥EHWW. KOMNO3UTOP MCNOMb3yeT 6acoBbIf OAHOTONOCHBIA XOP, NOAYEP-
KMBas CypOBbIM HU3KUM MYHCKUM TEMOPOM CKOPOHBbIN XapaKTep My3blKabHOr0 COAEPHaHMS.

MeganeHHas HaneBHas BTopas NecHs «AX Tbl, BaHbKa, pa3yjana rososa» nopyyeHa 04HOronoc-
HOMY JEHCKOMY X0py a/ibToB. Hen36bIBHOM TOCKOM U NEeYasibio NoJIHa My3blKa 310/ YacTu. B nHTep-
npeTaumn CBeTnaHOBa Co/bHbIE TEMOPbI AYXOBbIX 1 CTPYHHbIX MHCTPYMEHTOB 3BY4aT BbIpa3uUTENbHO
1 neByve.

B nozBUKHOM 3HEPrUYHOM NISICOBON «betmnLibl, PyMSIHULbI Bbl MOM» PaxMaHWHOB 06beauHAET
6acoBblii M anbToBbIM XOP. [J0 OPKECTPOBOrO NPOMIPLILIA OH 3BY4UT EAUHBIM TEMOPOM B OKTaBHOM
YHUCOHE, @ NOCNEe HEro KOMMO3UTOP BNEPBbIE B 3TOM LiMKIE MPUMEHSET XOPOBYIO NOMPOHNIO, rae
rosioca C/I0BHO COPEBHYOTCA APYr C APYrOM B BUPTYO3HOM TEXHWKE. [ocneAHre CnoBa «npaso C0Bo,
X0YET OH MeHs NO6UTb. A K He 3Hato U He Befalo, 3a 4To!», Nopy4eHHble KOMNO3UTOPOM OAHUM allb-
Tam, CBETNaHOB I0HOCUT A0 CaylaTenen NoAYEPKHYTO MEAIEHHO, BbINYKNO U 3HAYNUTENBHO.

[loama ansa cuMdOHNMYECKOro OPKECTPa, Xopa M COMCTOB «Kosokosa», op. 35 Ha cioBa darapa
Mo B cBO60AHOM NepeBoae KoHcTaHTMHa banbMoHTa HanucaHa PaxmanuHoBbiM B 1913 rogy. Kak
M3BECTHO, «KOJIOKOJIbHOCTb» — OAWH U3 U3/KGIEHHBIX MOTUBOB paxXMaHWHOBCKOrO TBOPYECTBA.
C AeTcTBa NAEHEHHBIA KPacoTOM KOIOKO/IbHOI0 3BOHA, KOMMO3MTOP BOMJIOLLAI MMUTALIMIO Er0 3By4a-
HUSI PA3/IMYHBIMU KOMIMO3UTOPCKUMM CPEACTBAMM Ha MPOTSHEHWUM BCETO CBOEr0 TBOPYECKOTO MyTH.
B 6a/1bMOHTOBCKOM NEPEBO/IE CTUXOB aMEPUKAHCKOr0 No3Ta KOMMNO3WUTOP YBUAEN YHUKANbHYI0 BO3-
MOKHOCTb CPeACTBaMM OPKECTPa, Xopa M COMCTOB NepeAaTb MHOr0006Pa3HbIE OTTEHKM KOMOKO/b-
HOrO 3BOHa, OT NIEFKOro 3By4yaHWs KOJOKOJIbYMKOB A0 TsKENoro Habarta. Mo 3ameiciy aBTopa,
3BYYaHME PA3/IMYHbIX KOJIOKO/IbHBIX 3BOHOB, MPOHK3bIBAOLIMX YETHIPE YACTU 3TOK «XOPOBOM CUM-

(GOHUM», NEPERMKAETCS C AYLWEBHBIM COCTOSHUEM YeI0BEKA, MOBECTBYS O BaXHEWLLMX 3Tanax ero
JKM3HEHHOTO NYTU OT KOHOCTM A0 CMepTU. TBOPYECKUE CTpeMIeHNs PaxMaHHOBa 1 banbMoHTa cBs-
3bIBAET TaKke 00WMIA MHTEPEC K MCHUXO0rMYecKoMy heHOMEeHy cHa. lepy PaxmaHWHOBa npuHaa-
Nexart ABa pomaHca noj HasBaHuem «CoH». Q6asiHue W TaMHCTBEHHOCTb CHA, ero 6/JM30CTb K
3a0BEHMIO, K YepTe, OTAENSAIOLLEN KM3Hb OT CMEPTH, COH, KaK CUMBOJ HEOBITUS - 3T TBOPYECKME MO-
TUBbI ObUTM GIM3KM KOMMO3UTOPY, KaK M MHOTUM APYrMM XyaoxHWKam CepebpsiHoro Beka, Gpuno-
CODCKUMM KymUpamu KoTopbix 6bnn ®. Huuwe v A. LLoneHrayap.

B noame «Konokona» no o4epEAHOCTH 3By4aT TpU COMbHBIX TEMOPA NEBLOB BO BCEX YaCTsX CO-
YMHEHMSA, KPOME TPETLEN.

OxMBNEHHAA NepBast YacTb NO3MbI, NEHsWas ob6pasamMmu CBeTa, PafoCT1 U BECENbs, 03a-
psieTcs 3By4aHUEM «CEepPebpUCTOro AErKOro 3B0Ha» KOJIOKObYMKOB. TEHOPOBOE €00 «CAblWKLLb,
CaHW MYaTCs B paj...» HANOMHEHO OHOLWECKUM ONMTUMU3MOM, BOLIEOHBIMU FPE3AaMU U CKA304HBIMU
Hagexaamu. JInwb KopoTKas CpeaHsas YyacTb, Koraa, nocne Gppasbl CONNUCTA «HACNAXAEHbE HEXHbIM
CHOM», XOP C 3aKPbITbIM PTOM MOET FPYCTHY0 MENOAMYECKYHO MONEBKY, NOrPYHaEeT cylwartens B at-
mocdepy BpeMeHHOro oueneHeHus. TOHanbHOCTb 40-AMe3 MMHOP, KaK HOCUTENb 06Pa30B CHa U
3a6BeHMs NosABASETCA 3eCh BNepBble. B TpaypHOM NocaeaHeN YacTi OHa CTaHET r1aBHOM TOHab-
HOCTbIO, Y}E KaK CpeACcTBO BOMJIOLEHWA 06pa3a CMepTH (BCMOMHUM, YTO CLeHa cMepTH Laps bo-
puca 13 onepsl M. Mycoprckoro «bopuc 'ogyHOB» CONPOBOXAAETCA 3aKyNMCHBIM XOPOM «[1naybTe,
nnaybTe, NoAne, HECTb 60 HKU3HW B HEM» TaKKe B 10-A1E3 MUHOPE).

BTopast yacTb N03Mbl OTKPLIBAETCA HETOPOMIMBLIM OPKECTPOBBLIM BCTYMIEHWUEM, B KOTOPOM Ye-
PEeLOBaHME 3BYYaHUS TYXMX U TAKENBIX KONOKONbHbBIX YAAPOB C OCTPbIMU U HANPSKEHHBIMU GaH-
bapammn Co34aET TPEBOMKHDBIA IMOLMOHANBHBIA GOH, HECMOTPA Ha FOCMOACTBYIOWMIA MaKop. Xopy
nopyyYeHa b 0aHa dpa3a: «Cnbilwmilb, K CBaAbbe 3BOH CBATOM, 30/10TON...» OCTanbHOM N03THYe-
CKWIi TEKCT pacKpbiBaeTcsi B TeMbpe conpaHo-cono. ATMocdepa CTPOroi U BO3BblEHHON Guno-
CO(CKOM IMPUKM 3TOM YaCTU KaKETCA HEYCTOMYMBOM, B HEE MPOHUKAIOT WeMSALMe, TOMUTENbHbIE
HOTKW. MIHTOHaLWM rNaBHOW TeMbl OKa3bIBAKOTCA POACTBEHHBI noneske Dies irae ([leHb rHesa), My-
3blKa NOJIHAa CMYTHbIX NPELYYBCTBUI, KaK Obl NpeaBeLLas Hef0ArMIA BEK CHACTbA.

B tpeTben YacTv noambl «CAbiMLb BOKLMIA HabaT, TOYHO CTOHET MEAHbIM af...» KOMMNO3UTOP



CpeACcTBaMM OPKECTPaA M XOpa BOMIOLWAET ApaMaTMyecKue, NOUCTMHE anoKanunTUieckue o6pasbl.
MHdepHanbHble MOTUBBI NEPEKIMKAIOTCS C 3NM30aMM JaHTOBa afia B ero onepe «PpaHyecka aa Pu-
MUHW». ATMOCOEpa NpeaArpo30BbIX NPeAYyBCTBMIA NpeABoeHHOr0 1913 roga YyBCTBYETCS B KAWAOM
TaKTe NapTUTypPbl 3TOM YaCTH, PUCYIOLLEN KapTUHY BCEJIEHCKOrO OTHSI, MCMIENENSIOLLEro NoXapuiLa.
«[TOXOPOHHbIM CAbILEH 3BOH, AOAMMIA 3BOH!» - c0N10 6apuUTOHA NOATBEPKAAET CKOPOHBIV XapaKTep
4EeTBEPTOM YaCT1, KOTOPas HaYMHAETCS NeYabHbIM PEYUTATUBHBIM MOBECTBOBAHWEM AHIIMIACKOTO
pOXKa Ha GOHEe MEPHOro MPUIYWEHHOTO 3ByYaHUs! KOJIOKOOB. «[10XOPOHHBIN TSKKUIA 3BOH» CO-
NPOBOMAAET TPAYPHYIO KAPTUHY 3NMAOra BCev NO3Mbl, OHAKO, B KOHLLE COYMHEHMS KPACKKU He-
OXMAAHHO NposcHATCA. Morpe6anbHbIi 3BOH YMOJKAET, M NOCAE MPaYHOro A0-AMe3 MUHOpa
BOLLapSETCS CBETbIN pe-6eM0o/ib MaXop. IMOLMOHANLHBIA GOH, CBA3AHHBIN C NEPEXUBAHUEM MNO-
XOPOH, NpecbpaxkaeTcs B BOCNPHSATHE BO3BbILEHHOMO HEGECHOr0 06pa3a ycneHus. «I OPbKOM KU3HN
KOHYEH COH», M Aylla C HaAKA0M CTOMT Ha MOPOre HOBOW HETJIEHHOW BEYHOM HU3HMU.

CranncnaB JI94eHKo,
JoueHT MK um. [1. W. YavikoBcKoro
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EBFEHWUM CBETJ/IAHOB o
OUPWXKEP TBTEES

JIIOAMWUJIA COCUHA
POPTEMWAHO

Pecny6nukaHcKas xopoBas Kanesina

Xy#oxecTBEHHbIM pykoBoauTens A. KOpaos

Conuctbl: A. MacneHHuKoB, TeHop, H. LLnuanep, conpaHo, A. bonblwakos, 6apuToH
CumbOoHMYecKunit opkecTp MOCKOBCKOM rocyapCTBEHHON GuaapMoHUK

C.B. PaxmaHuHoB (1873 — 1943)

KoHuepT ana poprenunaHo ¢ opkectpom N2 1 da-aves muHop, op. 1

1. Vivace 12.32

2. Andante 6.47

3. Allegro vivace 7.22
Tpu pycCKue HapoaHble NECHWU A1 Xopa U opKecTpa, op. 41

1. «depes peyKy, peyKy GbICTpy» 3.13

2. «AX Tbl, BaHbKa, pagygana ronosa» 5.08

3. «<benunuubl, pyMaHULbl Bbl MOW» 3.21

Konokona, noama i cuMGOHUYECKOro OPKECTPa, Xopa M ConcToB, op. 35
(cnosa 3. IMo, pycckun TeKcT K. banbmoHTa)

1. «CnbllWwKwb, caHn MyaTes B pag» (Allegro ma non tanto) 6.03
2. «CnbiWwuwb, cBaabObl 3BOH CBATON, 30/10TOM» (Lento) 11.23
3. «CnblWnwb BooWwwMi HabaT» (Presto) 7.45
4. T10XOPOHHbIN CnbilweH 3BOH» (Lento lugubre) 11.08

3anuchb ¢ KoHuepTa B bonbliom 3ane MOCKOBCKOM rocyjapCTBEHHOM KOHCEpBaTOpUmn
um. N.U. YankoBckoro 12 mas 1958 roga

PectaBpauus 1 mactepuHr: EneHa Cbiy
UHxeHep: Uropb ConoBbeB
UcnonHutenbHbi Nnpoatocep: EBrenuni NnatoHos
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