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Wpes cospanus GopTenyuaHHOro uKiIa «Bpemera 200a» Bocxogut K 1875 T.
Vi3gaTenb OMy/ISIPHOTO MOCKOBCKOTO sKypHasia «Hysennucmy», 60IbIIoi TI06UTeNb
My3bIKM M TIOKJIOHHMK TBOpuecTBa YajikoBckoro H.M. BepHapn mpenioxun
KOMIIO3UTOPY COUYMHUTD IO OJIHOJ IIbece K KaKAO0MY HOMepy )XKypHasia B TeueHue
cnenyioiero 1876 r. Takum 06pa3om, Ha3BaHMS ¥ TIPOTPAMMHbII XapaKkTep Mbec
ObLIM TIpeAyCcMOTpeHbI 3aka3oM. OT BepHapna ke ucxopwiaa umesi CHaGOUTH
Kakayio u3 12 yacreit HyK/Ia CTUXOTBOPHBIMU 3nMUrpaGamMm U3 PyccKoit Moa3uu
(u3parens momo6pan derBepoctuus u3 Ilymkuna, KonbuoBa, JKykoBckoro,
Bsisemckoro, [Inemeesa, Hekpacosa, MaiikoBa, ®eta u A.K. Toncroro).

YaitkoBCKUI1 C SHTY31a3MOM MPUHSIICS 3a paboTy HaZl LMKIOM. «[Tocmapaioce
He ydapumb IUYom 6 2ps3b u y2o0ums Bam, — mucain oH bepHapny. — ...Ecau Huumo
He nomewiaem, mo Oeno noiidem CKOpO: 5 OUeHb PACNONONEH menepb 3aHIMbCs
(opmenuarHsiMu neeckamur». B koHiie 1876 T. Bce Ibechl 6bUIM OTAEIbHO U3IaHbI
BepHapaom mop o61MM 3aryiaBueM «BpemeHa 200a. 12 xapakmepHsix KapmuHoK».
YatkOBCKMIT MBICIMI MX KaK €IMHBIA LIVKI; MEXAY TeM CaMOZOCTaTOYHOCTb
Y 3aKOHUYEHHOCTb KaXX/I0ii IbeChl MpeAronaraeT 1 OTAe/lbHOE UCTIONHEHMe. Yke
IIpM JKU3HM aBTOpa «BpemeHa 20da» o6peny GONbIIYI0 MOMYISIPHOCT M BOIIIN
B penepTyap pyCCKMX ¥ 3apyOesKHBIX MCIIOMHUTEN .

«3asmpa npumyce 1 3a COOPHUK MUHUAMIOPHBIX Nvec dns demeli. S dasHo yxce
nodymslean 0 mom, 4umo He mewlano Gvi codelicmeosams no mepe cui K 0602aujeHur
0emcKoll My3bIKANLHOU Aumepamypol, Komopas. oueHs HeGozama. S xouy cdenamo
yenvlli pad ManeHvKUx ompuleKos 0e3yC106HOL NeeKocmu U ¢ 3aMaHuusbimMu Ons
demelii 3aznasusmu, kax y Ilymana». Tak YaiikoBCKMit COOBIIAT CBOEMY M3[aTeI0
I1.1.FOpreHcony o Havase paboTbl HaJ «/Jemckum ans6omom» (ucbMo ot 30 arpesst
1878 r.). HemaBHo 3aBepiunB «EgzeHus OHezuHa», KOMIIO3UTOP OTIbIXal B UME@HUM
KameHKa y ceCTpbl, HACIaX1asICh OOIECTBOM IVIEMSIHHMKOB (Y’Ke 3aKOHYMB LIMKII,

OH IIOCBSITWI €ro JTIo6MMOMY IUIeMSIHHMKY Brnapyumupy [1aBbIIOBY, KOTODBIi
Mo33Ke CTal azpecaToM nocssmenust u llecroit cumdonnm). Vimest Hammcath psify,
«eTckuxX Tbec» (Kinderstiick’og) mpulula HeCKOIbKMMM MecCsilaMM paHee, BO
BpeMst Tipe6biBanust B Utamuu, roe YaitkoBCKMiT COMpoBOXKAan 6pata Momecra
¥ ero mIyXoHemoro BocnutaHHuKa Koo KoHpaau, ¢ my60KMM MHTEPecoM Ciiefist
3a ero pasBUTHEM, peakuueil Ha OKpyxKaoumit Mup. («...Kons do GeckoHeunocmu
padyem meHs. ...Upe36siuatiHo uHmepecHo Habadams 3a MakuM yMHbLM PeOEHKOM»).

OpueHTMpPYSICh Ha «HeTCKylo» My3bIky llymana, YaiiKOBCKMII B3sUT 3a
obpa3ser; IBa COBEpIIEHHO Pa3HBIX ero Ipom3BeneHms: «/Jemckue CyeHsl», Ihe
aBTOp J€eMOHCTPUPYET «I10-B3POCIOMY» Cepbe3HbIe IICHXOIOINYeCcKye 3apYICOBKY
M3 JKU3HU pebeHKa, 1 «Anb00M 0151 IOHOWeCM8a», UMEIOLNIA, B IEPBYIO ouepelb,
MHCTPYKTUBHO-TIEarOTMUeCcKyio HapaBaeHHOCTb. PycCKiit KOMITO3UTOD MT0-CBO-
eMy CUHTe3UpPOBaJT MAEM IBYX IIYMAaHOBCKUX LUKIOB: ero «/emckull ane-
60M» — 3TO Y KPYT JHEBHBIX «3a60T» U BIIEUATIEHMIA, U ITyGOKOE TIOTPYKEHNE BO
BHYTPEHHUI MUP pe6eHKa, KOTOPbIi KMBET B Iylle KajkIOro B3pOCIOro.

[lepBass u mocienHsisi mbechl «Jemckozo0 anvboma» («YmpeHHsss Monumea»
n «B yepxeu») 06pasyloT CMMMETPUIO, 3aMbIKasi KPYT' B YCTONUMBOI [[ETIOCTHOCTH
HaMBHO- PEJIUTMO3HOTO CO3HAHMS pebeHKa. BHYTpy GO/IBIIOro IMKI/IA 06pa3yeTcs psif,
«MUHULMKIIOB» CO CBO€/f BHYTPEHHE! Mepapxueit — yTpeHHe Urpbl, B3aIMOOTHO-
LIeHMs C UIPYILIKaMMy, TaHIleBa/IbHasI CIOMTa, BIleyaTIeHys OT ITyTelleCTBUil (peasb-
HBIX WJTH, GBITh MOKET, BOOOPaKaeMbIX) TI0 Pa3HbIM CTPAHAM, BEUEPHSISI CKasKa HIHU
nepeq, OTXOJOM KO CHY... TexHMUecKast IeTKOCTb, 00pa3Hasi MPOCTOTa GOMBIIMHCTBA
TbeC eTaeT UX JOCTYITHBIMM U JKeJTaHHbIMM JIJIsI eTCKOTO perepTyapa.

C Ipyroif CTOPOHBI, Ta HENOAAeNbHasl UCKPEHHOCTb U JII060Bb, C KOTOPOIA
YaiikoBckuit mmcan «Jemckuli ans0om», OTpasuiaach B SMOLMOHATbHOM
OTKPBITOCTH, HEVICTOIMMOJI My3bIKaJIbHO 1306peTaTeIbHOCTY 3TOM My3bIKM 6e3



KaKMX-INO0 «CKUIOK Ha IeTCTBO». Psii My3bIKaJTbHBIX 06pa30B LIMK/IA OKa3ascs
YIOVBUTENTbHO 6/1130K CAMBIM I'TyGOKMM CTPaHUIIAM €T0 TBOPYeCTBa, HAIVICAHHBIM
B 9TM Xe TOofibl WM TO34Hee. VI moToMy HeyauBuTeneH (akT o6pamieHus: K
«/Ilemckomy anv0omy» BBIAAIOLIMXCS MMAHUCTOB MPOILIOTO ¥ COBPEMEHHOCTH
(A. Tonbaenseiisepa, 5. @nuepa, B. TopHocTaeBoii, M. [InetHeBa, M. KoioHTas,
B. [IocTHMKOBOI1), CO34aBIIMX SIPKME TPAKTOBKM 3TOrO 1MKjIa YaiiKoBCKOTO.

IMomHa OceTMHCKasi Hayajaa UrpaTh Ha ClieHe B IIeCTUJIETHEM Bo3pacrTe,
B BOCEMb JIeT BIIepBble BBICTYNMIa ¢ opkecTpoM. OHa OKOHYM/IA LIKOTY-TMIIe
nipu CaHkT-ITeTepOyprckoii KOHCEPBATOPUY Y 3HAMEHUTO MPEACTAaBUTENbHULIBI
JIEHMHTPAJZICKOI hopTenmaHHOi mKoibl MapuHel Bonbd (B ee kinacce IT. OceTuH-
cKasl yumsiach ¥ B KOHCepBaTOpMN), 3aTeM CTaXyupoBasack B Mockse y mpodeccopa
Bepn! TopHocTaeBoit. Cama HMMAHMCTKA CUMTAET MCTUHHBIM HAdyaaoM CBOEro
MYTY B UCKYCCTBE MEPUO, JKU3HM U yuebbl B [leTepbypre, Koraa K Hell mMpuIlia
My3bIKalbHasl U JyXOBHAsI 3PeIOCTb.

Ceromust jmaypeat mpemun «Tpuyme» TlomuuHa OcCeTHHCKash aKTMBHO KOH-
LepTupyeT B ropopax Poccuu m 3a pybGekoM, peryisipHO yJ4acTBYeT B MEXAIY-
HapoaHbiX (ectuBansx («ekabpuckue seuepa», «368e30bl Oenvlx Houell», «/IUKU
cospemeHHo20 nuavusma», «Kpewjendo», IsruneBckuit ¢ectusanp B Ilepmn).
IInaHKCTKa BBICTYIAET C 3aCTy)XeHHBIM KOJJIEKTMBOM DPecITyOnuKy AKaJeMu-
yeckuM cuMpoHuueckuM opkectpoMm CaHKT-IleTep6yprckoit GumapMoHuy,
TACO umenn E. CBeTnaHOBa, opkecTpoM MusicAeterna, KaMepHbIM OPKeCTPOM
«Bupmyo3st Mockebl», TOKUICKMM (GUIAPMOHMYECKMM OPKECTPOM, OPKEeCTPOM
BeiimapcKkoil HallOHANIBbHOI OIepsbl U APYTMMM KonekTuBaMu. Cpeny qupuske-
POB, KoTOpsIe 6bpuTN apTHepamy [TomHbl OceTMHCKOI Ha cieHe, C. COHIeIKNUC,
T. Anb6pexr, T. Kypenr3suc, T. Coxues, B. Cunaiickuii, A. Bopeiiko, T. 3aHIep/IMHT.

[Tporpammer ITomuHbl OCETMHCKOJ ITPUBIEKAIOT HEOOBIYHBIM COIIOCTAB-
JIeHueM pernepTyapa. AKTMBHO UCITOTHSSI My3bIKY KOMITO3UTOPOB XX-XXI crone-
Tuit (JI. JecsitHukoBa, B. CunbBecTpoBsa, A. Ilspra, I. [leneuuca, I1. KapmaHosa),
OHa Ile/IeHaNPaBIeHHO COeIMHSIeT COUMHEHMSI COBPEMEHHIMKOB C MYy3bIKaTIbHO
«KJIacCcuKoi». [0 MHEHMIO TMAHUCTKU, <«COBPEMEHHAs MY3blKa He MOJIbKO
npodonxcaem my3siky cmapyro. OHa euje u nomozaem omKpwI8aMs 6 CMapoii My3siKe
CMbICTBL U Kpacomy, cmepimole 0ecimunemusiMu c1enozo Mmy3eiiHozo NOKN0HeHUs
U Mexamuueckoeo, uacmo 06e30ywiH020 ucnonHeHus». TTOBBIIIEHHOE BHUMAaHME
I1. OceTnHCKasl ymensieT NMporpaMMaM JjIsl IOHBIX C/IyIIaTesieii: OHa BefleT ABa
«JleTcKMx» aboHeMeHTa (B MocKkoBcKoii 1 IlepMcKoit pumapMOHMSIX), B KOTOPBIX
TAKXe UCIIOTHAET MY3bIKY CAMbIX PA3HBIX 3I10X U CTUJIEI.

Myspiky YajikoBckoro II. OceTuHCKasi MCIIONHSIa C AETCTBA: OTAeIbHbIe
mbechl U3 «Jemckozo anvboma» v «BpemeH 200a» BXOOWIM B ee KOHLEPTHBII
perneptyap, Kak 4 y OOJBIIMHCTBA MOJIOAbIX MUaHMCTOB. OfHAKO HaCToOSIIee,
rTy60KOe MOCTMKEHME er0 TBOPUYECTBA, [0 COGCTBEHHOMY IIPU3HAHMIO apTUCTKHA,
MPUIIIIO K Heli ropa3zo nosske. M TonbKo ceifuac, ocie MHOTUX JIeT KOHILepTUPO-
BaHMS ¥ OCBOEHMSI LIMPOKOTO perepTyapa, OHa TOTOBA MTpe/ICTaBUTh CBOIO MHTEP-
MpeTanuio AByX GopTenmMaHHbIX [UKIOB KOMIIO3UTOPA.

«4mo06s! ucnonHssms 4aiikoeckozo, Ha0o MHO20€e nepexume» — ClI0Ba, CKa3aHHbIe
Enenoit OGpasi[oBOii, HALIM CBOE TMOATBEPXKAEHME B UCIOTHEHMU I[LOMMHDBI
OceruHcKoli. Ee moHMMaHMe Tparmyeckoii AMYHOCTM YaliKOBCKOTO Kak TBOPLA
M YesloBeKa, OCTPO OCO3HAMIIEr0 CBOe OAMHOYECTBO B MMpPe, HEBO3MOXHOCTb
MOCTVKEHMSI CYACThsI, OCHOBAHO Ha M3YYEeHMM OITyOGIMKOBAHHBIX B IOCTEIHUE
rofibl HAayYHO-6Morpadmyeckux MaTepuasaoB. [IMaHMUCTKA CTPEMUTCS OCBOGOIUTH
«BpemeHa 200a» OT BUPTYO3HO-KOHLIEPTHBIX IITAMIIOB <«KOHKYPCHBIX ITheC»



M C HEeOXMIAHHOM CBEKECThIO PACKPBIBAET JIMPUUECKYI0O MHTUMHYIO CYLIHOCTb
9TUX MY3bIKaJIbHO-XapPaKTEePUCTUUECKMX 3apMCOBOK, B KOTOPBIX TPENeTHOCTb
MO3TUYECKOTO «CJIBILIAHMS» TPUPOABI OKpallleHa MeTaHXOJIUYECKOi TPYCThIO
ob6peueHHOCTU. K «/Jemckomy anv6omy» TlonvHa OCeTMHCKAsl WCIBITbIBAET
0co60e OTHOIIEHNE: B 3TOV MY3bIKe OHA YC/bIIIANA BHYTPEHHUIT TOIOC CAMOTO
KOMIIO3UTOPA, KOTOPBIi TaK X HEe CMOT OIPABUThCS OT paHHE) CMepTu MaTepu
M B KaKOM-TO Mepe TaK ¥ «He MepeXui» COGCTBeHHOoe OeTCTBO. He moTomy jn
C TaKoi INyOMHOM BBIpa3swi OH INMpPU3HaHME B JIIOOBM K MaTepy B UYETBEPTOIL
Mbece ¥ TOCKYy TI0 MAeaNbHOI MeuTe B «Cnadkoli epe3e»; COBCEM HE «IETCKUE»
cTpaxu, IpegBocxuiammye «Ilamemuueckyio» CUM@OHMUIO, MOXHO YC/IbIIIAThH
B «babe-sze», a morpebanbHblii HareB lllecToro riaca mpaBoOCIaBHOIO 06MXoAa
B TOC/IE[IHEi TIhece U BOBCE OCTABJISIET JBOJICTBEHHOe BIleyaTieHue. TpakTOBKa
TTonyubl OceTUHCKO GopTenmaHHbIX Mbec YaiiKoBCKOTO /IajieKa OT MPUBBIUHBIX
MpelCTaB/leHMii, OHA 3acTaB/sgeT 3aJyMaTbCsl O TOM, 4YTO KaskeTCsl JaBHO
3HAKOMBIM.

Bopuc Myxkoceti

The idea of creating The Seasons for piano dates back to 1875. Nikolai Bernard,
the editor of the popular Moscow magazine Nouvellist, a great lover of music and
a fan of Pyotr Tchaikovsky’s work, commissioned the composer to write one
short piece for each number of the monthly magazine throughout the year 1876.
Thus, the titles and programmatic nature of the pieces were envisaged in the
commission. Bernard also came up with the idea of supplying each of the twelve
parts of the cycle with a versified epigraph taken from Russian poetry (the editor
selected quatrains from Pushkin, Koltsov, Zhukovsky, Vyazemsky, Pleshcheyev,
Nekrasov, Maykov, Fet and Aleksei Tolstoi).

Tchaikovsky worked over the cycle with a will (“I shall try to rise to the occasion
and please you,” he wrote to Bernard. “..If nothing goes wrong, it’ll go off all right:
I .am very disposed now to working on those little piano pieces”). In the end of 1876,
Bernard published all the pieces separately under the heading “The Seasons.
12 Characteristic Pictures.” Tchaikovsky devised them as one single cycle, but
in the meantime self-sufficiency and completeness of each piece assume that
they can be performed separately. The Seasons became widely popular in the
composer’s lifetime and entered the repertoire of Russian and foreign performers.

“Tomorrow I shall start work on my collection of miniatures for children. A while
ago I thought that it would not be a bad idea to make a small contribution to the stock
of children’s musical literature, which is very modest. I want to create a series of little
individual pieces just for children, and with an attractive title, like Schumann’s.”

That is how Tchaikovsky informed his publisher Pyotr Jurgenson about his
intent to write The Children’s Album in his letter of 30 April 1878. The composer,
who had just finished Eugene Onegin, was resting his mind at his sister’s estate
at Kamenka enjoying the company of his nephews (after he finished the cycle,
he dedicated it to his favourite nephew Vladimir Davydov, who later was also



a dedicatee of the Sixth Symphony). Tchaikovsky came up with the idea of writing
a series of Kinderstiick (children’s pieces) a few months earlier when he stayed
in Italy where he accompanied his brother Modest and his deaf-mute pupil Kolya
Konradi, watching the boy’s development and response to the world around him
with a profound interest (“..Kolya gladdens me endlessly....It’s extremely interesting
to observe such a smart child”).

Going by Schumann’s music for children, Tchaikovsky followed the example
of his two completely different works — Scenes from Childhood, where the composer
demonstrates “adultly” serious psychological sketches from a child’s life, and Album
for the Young with its primarily instructive and educational orientation. The Russian
composer synthesized the ideas of two Schumann’s cycles in his own way - his Chil-
dren’s Album is both a circle of daily “concerns” and impressions, and an in-depth
insight into the inner world of a little one who lives in every adult’s soul.

The first and last pieces of The Children’s Album (Morning Prayer and
In Church) form a symmetry completing the cycle in a stable integrity of a child’s
naively religious consciousness. A number of “minicycles” with their internal
hierarchy formed inside the big cycle — morning games, relations with toys,
a dance suite, impressions of travelling (real or may be imaginary) in different
lands, evening time with a nanny before going to bed... Technical easiness and
pictorial simplicity of most of the pieces make them accessible and desirable for
children’s repertoire.

On the other end of the spectrum, the genuine sincerity and fondness
Tchaikovsky felt as he composed The Children’s Album were reflected in emotional
openness and inexhaustible ingenuity of the music written without any “allow-
ances for childhood.” A number of musical images of the cycle was surprisingly
close to the composer’s deepest music pages written in the same period or earlier.
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That is why the fact that many outstanding pianists of the past and present turned
to The Children’s Album does not seem surprising. Alexander Goldenweiser, Yakov
Flier, Vera Gornostayeva, Mikhail Pletnev, Mikhail Kollontai, Viktoria Postnikova
and others created memorable personal renditions of Tchaikovsky’s cycle.

Polina Osetinskaya began to perform on stage when she was six years old
and appeared with an orchestra for the first time at the age of eight. She finished
the lyceum school of the St. Petersburg Conservatory where she studied with
the famous teacher of the Leningrad piano school Marina Wolf (she attended her
class at the conservatory as well) and then took a course in Moscow with professor
Vera Gornostayeva. The pianist believes that the period of her life and studies
in St. Petersburg, when she matured both musically and spiritually, was a true
beginning of her artistic career.

Today, Polina Osetinskaya is a winner of a Triumph award and active concert
musician performing in Russia and overseas and regularly taking part in interna-
tional festivals, including December Nights, Stars of White Nights, Mariinsky Inter-
national Piano Festival, Crescendo and the Diaghilev Festival in Perm. The pianist
has performed with the Academic Symphony Orchestra of the St. Petersburg
Philharmonic Society, the State Academic Svetlanov Symphony Orchestra,
MusicAeterna Orchestra, the Moscow Virtuosi, the Tokyo Philharmonic Orchestra,
the orchestra of Weimar National Theatre and others. Polina Osetinskaya has
collaborated on stage with such conductors as Saulius Sondeckis, Gerd Albrecht,
Teodor Currentzis, Tugan Sokhiev, Vassily Sinaisky, Andrei Boreiko and Thomas
Sanderling.

The programmes of Polina Osetinskaya are known for an unusually
confronting repertoire. Eagerly performing music by composers of the 20* and
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21% centuries (Leonid Desyatnikov, Valentin Silvestrov, Arvo Part, Georgs Pelécis
and Pavel Karmanov), she intentionally combines contemporary pieces with
classics. The pianist believes that “contemporary music is not only a continuation
of old music. It also helps open meanings and beauty in old music that were erased
by decades of blind museum worship and mechanical, often soulless performance.”
Osetinskaya devotes much attention to programmes for young listeners — as a
young mother, she performs two subscription concert series for children at the
philharmonic societies of Moscow and Perm where she plays music of various
ages and styles.

Osetinskaya has played Tchaikovsky’s music since childhood - like many
young performers, she had some pieces from The Children’s Album and The Seasons
in her repertoire. However, as the pianist admits, real and in-depth comprehension
of his music came to her much later. Only now, after many years of performing
and mastering a broad repertoire, she is ready to present her interpretation of the
composer’s two piano cycles.

“You have to go through a lot to perform Tchaikovsky,” Elena Obraztsova
once said. These words can be rightly referred to Polina Osetinskaya as well.
Her understanding linked with the study of the recently published scientific
biographical material is based on perceptual unity of Tchaikovsky as a creator
and a man - a tragic personality who was acutely aware of his loneliness in this
world and impossibility of happiness. The pianist strives to free The Seasons from
their virtuosic concert clichés as “competition pieces” and originally showcases
intimate essence of these music descriptive sketches where reverence of poetic
hearing of nature is tinged with melancholy of doom. Polina Osetinskaya treats
The Children’s Album in a special way: in this music she heard the voice of the
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composer himself, the one who never managed to recover from losing of his
mother at an early age and never “experienced” his own childhood to a certain
extent. That is probably why he expressed his confession of love for his mother
so profoundly in the fourth piece and longing for a perfect dream in Sweet Dreams;
not at all childish fears anticipating the Pathétique can be heard in The Old Witch,
and the funeral tune of the sixth tone in Orthodox church singing leaves a dual
impression altogether. Having little in common with customary conceptions,
Polina Osetinskaya’s rendition of Tchaikovsky’s piano pieces makes us ponder
over something that seems familiar, allowing no true judge of music to stay
indifferent.

Boris Mukosey

13



NETP YANKOBCKMUWH

«lemckuii anbbom», cou. 39

YTpeHHSIA MOAUTBA . . . . . . . . . 121
3UMHEe YTPO. . . . . . . ... ... 1.02
Mrpa B nowagku. . . . .. ... .. 0.35
Mama. . ............... 1.20
Mapu fepeBsHHbIx conpatukos. .0.51
BonesHb KyKkabl . . ... ... 2.22
TOXOPOHbI KYK/bI . . . . . . . . .. 221
BambC. . ... ... 1.18
HoBasikykna. . . . ......... 0.30
Masypka . . ............. 117
Pycckasinechs. . .. ... ... .. 0.46
My>uK Ha rapMoHuke urpaet . . .0.42
KamapuHckast . . . . .. ... .. 0.34
Mombka. . .. ............ 0.53
UTanbsHCcKas neceHka . . . . . . . 0.56
CrapuHHas dpaHLy3ckas neceHka 1.08
HemeukasneceHka . . . . .. ... 0.57
HeanonutaHckas neceHka . . . . . 1.15
HaHuMHa ckas3ka . . . ... ... .. 048
baba-sra............... 042
Cnapkasirpesa. . . . ... ..... 246

MecHs XaBopoHKa. . . . . ... .. 0.59
LWapMaHwwmk noet. . . . ... ... 0.53
BuepkBu. . . ... ... ... 2.24

«Bpemera 200a», cou. 37a

25 1.9HBapb. «Y kamenska» . . . . . . 4.50
26 2.Mepanb. «MacneHuua» . . . . . 3.15
27 3.Mapr. «[lecHb agopoHka» . . . . 2.37
28 4.Anpenb. «[TOOCHEXHUK» . . . . . 218
29 5.Mait. «benbie Hoqu». . . . . . .. 4.57
30 6.UoHb. «bapkaponas. . . . . . . . 6.24
31 7.Wionb. «llecHb kocaps» . . . . . . 1.58
32 8.Aerycr.«Xamea» . . .. ..... 3.38
33 9.CeHTs6pb. «OxO0mMa». . . . . . .. 311
34 10. OkTa6pb. «OceHHsA necHs» . . . 5.48
35 11.Hos6pb. «<Ha mpoiike» . . . . . 247
36 12.[exabpb. «Ceamku». . . . . . . 412
Obuwee Bpems: 74.44

MonuHa OceTuHCKas, popmenuarHo

3anuch 2016 T.
3Bykopexwccep - Anekceit bapalukuH

PykoBopauTens npoekta - KapuHa AbpamsH
PepakTop - TaTbsiHa KazapHoBckas
[n3aiiH - puropwii XXykos

MeHenyxep npoekta - Mapus JlbirvHa
doro - EereHuit EsTioxoB

PYOTR TCHAIKOVSKY

Children’s Album, Op. 39

00NNV AWN PP

Morning Prayer. . . . ... ... 1.21
Winter Morning . . .. ... .. 1.02
Playing Hobby-Horses. . . . . . 0.35
Mama............... 1.20
March of the Wooden Soldiers .0.51
The SickDoll. . . ... .. ... 222
The Doll’s Funeral . . . . .. .. 2.21
Waltz . . .. ... ... .. .. 1.18
TheNewDoll. . . ... ..... 0.30
Mazurka. . . .. ... ... 1.17
RussianSong. . . ... ... .. 0.46
The Harmonica Player. . . . . . 0.42
Kamarinskaya . ... ...... 0.34
Polka . .. ............ 0.53
ltalianSong . . .. ... .. .. 0.56
Old FrenchSong. . . . ... .. 1.08
GermanSong. . ... ...... 0.57
Neapolitan Song. . . . ... .. 1.15
Nanny’s Story. . . ... ... .. 0.48
The Old Witch . . . . ... ... 0.42
Sweet Dreams . . . .. ... .. 2.46
LarkSong. . . ... .. ... .. 0.59
The Organ-Grinder Sings . . . .0.53
InChurch. . .. ......... 2.24

The Seasons, Op. 37a
25 1.January. By the Hearth . . . . .
26 2.February. The Carnival. . . . .
27 3.March. Song of the Lark . . . .
28 4.April.Snowdrop . . . ... ..
29 5.May. White Nights . . . . . ..
30 6.June.Barcarolle. . . . .. ...
31 7.July.Reaper’s Song . . . .. ..
32 8.August. The Harvest . . . . . .
33 9.September. The Hunt . . . . .
34 10.October. Autumn Song . . . .
35 11.November. On the Troika. .
36 12.December. Christmastide. .

Total time: 74.44
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