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My3bIKaHT YHMBEPCATbHOTO JAPOBaHMs, B periepTyape KOTOPOTro GbUIO CBbIIIE
500 mponsBeeHmnit cuM(OHMIECKOT0, OITePHOro, 6aIeTHOr0, KAHTATHO-0PaTOPH-
aJbHOTO M KOHLIEPTHOTO KaHPOB; TIePBbIi AVPYKep IJIABHOTO CUM(OHNYECKOTO
KOJUIeKTMBA Hallleil cTpaHbl — [ocygapcTBeHHOTO cMM@OHNYECKOro OpKecTpa
CCCP; neparor, BOCIMTABILINIA KPYITHENIINX OTe4eCTBEHHBIX JUPYKePOB MPOIITIOTO
CTOJIETUS; MacTEP OPKECTPOBKU, 6/1aroiapst KOTOPOMY MHorue hopTenaHHbie
¥ KaMepHble IPOU3BeJeHNs TIOMYUMIM HOBYIO KOHLIEPTHYIO UITOCTACh; TyOIMUIINCT,
aBTOP BOCIIOMMHAHMU, CTaTeii ¥ peLieH3uil — He GyeT npeyBennyeHreM Ha3BaTh
Anexkcangpa BacunbeBuua 'ayka ogHUM 13 cO3paTeseli 0TeueCTBEHHON My3bI-
KaJbHOM KyJAbTYphl XX BeKa.

VposkneHHbII 0,eCCUT, POJOM U3 HeMel[KOJi cpefibl (ero OpUTMHaIbHOE UMSI
Alexander Wilhelm Haug), oH skalHO BITUTBIBAJI MECTPbIe My3bIKaJIbHbIE BIIEYAT-
JIeHVSI POJHOIO FOpOJia; TBepAble HAMEPeHMSI CTaTh My3bIKaHTOM IIPUBEIN €ro
B CaHKT-IleTep6Gypr — cHavaja B CTyJ€HUYECKIIT OPKECTP YHUBEPCUTETA, a 3aTEM
B KOHCEpBaTopuio: Ha ¢hoprenuaHHblil hakynbret (B kiacc @.BiymeHdenba),
B Ki1acc Komro3uuyy B.Kanadary u B nupvkepckuit knace H. YepernrHuHa. MHOrOMY
yumy 6ecesibl ¢ A.[71a3YHOBBIM, 3aHSTHUS C BBLAAIOLIVMCS MIEBLIOM Y PEXICCEPOM
U.EpuioBsiM. Bripouem, Hanboiee riy60KMe «My3bIKaIbHbIE YHUBEPCUTETHI»,
I10 ero CO6CTBEHHOMY NPU3HAHUIO, IaBasia GyayleMy AUpPUKepy My3bIKaabHas
skn3Hb CaHKT-IleTep6ypra — [leTporpana, B TO BpeMsl OT/INYaBIIAsICS HEBEPOSITHBIM
6orarcTBoM. «KoHIIEPTHI 3MIOT» KOHKYPUPOBAIY C «KOHIIepTaMy KyceBuukoro»;
3a AMPUKEPCKUM IyJIbTOM MapuHCKOro TeaTpa elle cTosul HampaBHUK, a Ha CITy-
iaresneit «Beuepos cospemeHHOl My3bIKU» TABUHOI 06pyLIMBanoch «HasaxcoeHue»
[Tpoxkodsena... B pycckoii cTommIie racTpoapoBaay KpyrHeiimme 3apy6esKHble
nvpvskepsl (A.Koyre, 3. doH Llyx, @.Baiinrapraep, ®.MoTtib, 0. ©pup), Ho Hanbosee
CUIbHOE BIleyaT/ieHNe, COXpaHUBIIIeecs: Ha BCIO KM3Hb, IPOU3BEJI0 Ha MOJIOAOTO
Tayka uckycctBo Aprypa Hukmina, KOTOpbIi BOCXUILA PYCCKYIO MTYGIMKY He TOIBKO
ucrosHeHneM Barnepa v BpykHepa, HO ¥ BbIZAIOIIECS] TPAKTOBKOM CMbOHMIA
YaiikoBckoro. [To3ske ['ayK yBepeHHO IPUUUCTUT Ce6ST K MOC/IeI0BATENSIM OUPU-
KepcKux Tpaauumnii Hukuia.



CaMocTosiTesIbHasI AeSITeIbHOCTb Hayalach [/l MOJIOA0TO My3bIKaHTa B TeaTpe
MysbikanbHOM gpambl (3aTeM MAJIET'OT, HbiHe — MuxaiioBckuii TeaTp). LleHHbIM
ISt GyAyIero qupumkepa-cuMQoHMUCTa 0Ka3ascs U OMbIT 061eHus ¢ B. Meitep-
XO0JIbIOM, U paboTa B Bonpiiom gpaMaTiyeckom TeaTpe, M aCCUCTMpPOBaHMe
C.KyceBuiikomy B ucnionHeHun JeBstoii cumbonmm berxosena. B 1920-30-e rr.
Tayk pa6oTan B 6p1BIIEM MapuMHCKOM TeaTpe, yCIeB MoObITh cydaepoM, Begy-
MM peXuccepoM, akkOMIIaHMATOPOM, XOPMeliCTepOM, MHCTPYMEHTOBIIVKOM
IVIPYKMPOBAJ ONePHBIMU U 6aJIeTHBIMM CIIEKTAK/ISIMU (BKJIIOYasi IpeMbepbl
«30m0mozo eeka» u «boama» lloctakoBuya, «IIynvuuHenns» CTpaBUHCKOTO,
«KpacHozo maka» Tnuspa, sKCIIepUMEHTATbHbIE CTIEKTAKIU Ha CUMGbOHUYECKYIO
MYy3bIKYy B xopeorpadun @.Jlornyxosa). B 1925 r. cocrosiics ero cumboHMYe-
cKuit ne610T B JIeHMHTpa[CcKoii GuIapMOHUM — OH aKKOMITAHUPOBaJ APTYpy
[lHa6enio; ¢ 3TuX nop layk peryasspHO JUPVKMPOBAJ JIETHUMU KOHIIEPTaMU
opkecTpa ¢GuiapMoHun. B TeueHme Tpex JieT OH BO3IJIABJISIT STOT KOJUIEKTHUB,
C KOTOPBIM B TO BpeMsI BBICTYIIa/IM IIOUTH BCe BeJyli}e MacTepa eBpOIeiiCcKoro
IUPUXKEePCKOro uckycctra (9. AHcepme, I1. MoHuTe, B. Tanux, O.Knemnepep,
B.Banbrep, I. AGenppor, X. Kuanneprtcoyu, . [lTuapu). CBS3M € IEHUHTPALCKUMU
dunapmonnkamu l'ayk He pepsIBas U MO3AHEE, BBICTYIAs KaK JUPUKEP-TacTpPo-
nep, a B 1958 r., 3ameHuB 3a6oJeBiiero MpaBuHCKOTO, IpoBes TpuyMdaabHble
racTpoJy opkecTtpa B SOHUN.

IMapannenbHO HAaYaIaCh €ro nefarornyeckast fesiTebHOCTb B JIeHMHIpaACcKoi
KOHCepBaTOpUM, Toe MOJIOA 0N AupXKep 3aMeHu1T aMmurpuposasiiero H. Manbko.
TpyIHO NMepeolieHUTb MacuITab mearornyeckoil gesiTenbHOCTY [ayKka: B pasHble
rozpl B JleHuHrpaae, Mockse u Towmucy y Hero yummnich E. MpaBuHCcKmii, A.ITa30B-
ckwuit, K. Cumeonos, J.I'pukypos, . Mycuu, H. Pabunosuy, A. Menuk-Ilamaes, E. Ceer-
snaHoB, O. Iumutpuanmu, B.[Tanuamsun, JI. Kunagse, I.IIpoBaTopos, 5. lInuinep,
D.Xauatypsis, M.IllocTakoBUY 1 MHOTMeE ApyTHe.

B 1933 r. Anekcangpa layka npurnacuav B Mocksy. Tpu ce30Ha paboTshI € OpKe-
cTpoM Bceco03HOro paguokoMuTeTa IPMHECIN BIIeYaTIsIoNie pe3yabTaThl.
B 1936 1. Ma3CcTpo BMeCTe C OPKeCTPOM yeXall B AjInTebHble racTpoiu Ha [laib-

HMI1 BOCTOK; y>ke B JOpore OH y3HaJl O TOM, 4TO €My IIPeICTOUT NIPUHSTb y4acTue
B CTAHOBJIEHUY HOBOTO CMM(OHUYECKOTO KOJJIEKTUBA.

B kynbTypHOIt nonutuke CoBetckoro Coio3a BTOPOJi mosioBuHbI 1930-X, roe
rOCITO/ICTBOBAJIA MOJe/Ib «3CTeTHYECKOro abcomoTn3mMar, [ocyrapcTBeHHOMY
cumdonnueckomy opkectpy Cowo3sa CCP 6bu1a yroToBaHa PoJib ITAIOHA. «DMom
opkecmp 0oJiceH Obl1 OMAUUAMbCA 0M 8CeX 00 cux nop cyujecmeosasuiux 6 Corose
CUMpOHUUECKUX OpKecmpos, — BCioMuHai ['ayk, — umenocs 8 8udy Kouuecmeo, Kaue-
CMB0 My3bIKAHMO8, UX MAMEPUANbHOe NOTI0NEHUEe U UHCmpYMeHmapuii». B kauecTBe
ero yHmameHTa 6bl1a BhIOpaHa yxke cyuiectByomast «[lepgas cumgponuueckas
6puzada» (TOBOPSI COBPEMEHHBIM SI3bIKOM, ITEPBBII COCTAB) OPKECTPa Pafyuo-
KOMMTETA; BO3[IIaBUTh HOBBII KOJUIEKTUB JO/KEH ObUT 3HAMEHUTHIN HEMEIKMIi
masctpo Otro Kiemmnepep.

Ho Knemnepep He cMOTr IpOAMPIDKMPOBATh MePBBIM KOHILepTOM I'ocopke-
CTpa, KOTOPBII IIPOLIIes 0, yIIpaBieHKeM JPYToro MpoCc/IaBIeHHOT0 HeMeI[KOro
nupukepa — Dpuxa Knaitbepa. ITo muuinatuse 'ayka Kiaiibep yske B mepBoM
Ce30He IIPOBeJI C OPKECTPOM ITOJTHBIN LMK/ 6eTXOBEHCKMX CUMGOHMIL — 3TO CTAJIO
BeJIMKOJIEITHOV IIKOJIO¥ AJ1s1 HOBOTO KoJieKTHBa. OgHaKo UcIomHeHe [IeBaToit
cumbonuu B Bosbiliom Teatpe moj, yrpasieHueM caMmoro ['ayka 6blI0 HACTOIBKO
YCIEILTHbIM, UTO B TeUEHMe MOTYro/ja OH MPOAUPVKUPOBa eto 6omee 20 pas. [Tosxe
COCTOSUIVCh I,OJITOKAaHHbIE BBICTYIIEHMSI OpKecTpa ¢ Knemnepepom, Ho rog, ciy-
cts Knemmniepep nokunyn CCCP, u Anekcanap BacunbeBuu layk 6501 opuimaabHO
Ha3HaueH IJIaBHbIM IUPUKEPOM.

Tayk rposeit ¢ TocopkecTpom Coto3a CCP 0THOCKUTETbHO HeOOIbIIION TIePUOT,
BpeMeHN. Ho MMEHHO OH cyMes 3al0XUTh GyHAaMeHTalbHble OCHOBbI VICITOTHU -
TeIbCKOTO CTUIISL, KOTOPbIe OPKEeCTP COXPAaHWI Ha MHOTMe JecsTiieTust. Jupiskepy
YIaI0Ch CTaTh MOMJIMHHBIM «yUMTeIeM OpKeCcTpa» B BBICIIEM CMBbIC/Ie 3TOTO CI0Ba.
«BcnomuHaio ezo 3a nynsmom 6 OHe8HOM 0C8elyeHUU KOHYepmHO020 3and, — TIcall
. AHAPOHHUKOB, — pe3KuM, HaCMoUtuUGbIM UNU, 6epHee, HaCMAasumMenbHbIM 2010COM
passsicHsowezo opkecmpy ceou mpedosarus. To noyuumensto. To ¢ noowpeHuem.
To c wymkoti. Ho Hukozda He mepsisi HU 00HOLI padoueli MUHYMbL, He MPaAMs JIUWHUX



7108, He NBIMAsACH “pacckasames my3sviky”. Bce paccuumaro, ssisepero. Iayk écezda mouHo
3HAJL, YMO OH X0Uem 0m 31Mozo UCNONHeHUs». Be3ynpeuHoCTh MPOGheCcCMOHaTbHOTO
TeXHUYECKOTrO aInapaTa, TOYHOCTh VICTIOIHUTENbCKUX HaMepeHMii CTIoCOOCTBOBAIN
TIOTHOMY B3aMMOIIOHMMAaHMIO C My3bIKaHTaMMU.

IIpenmnonaranock, UTO B IePBbIX KOHIIEPTHBIX Ce30HAX penepTryap OpKecTpa
OTPaHUUUTCS PYCCKOI U 3apyOeskHO Kinaccukoit. OgHako T'ayk cunTan ofHOI
13 [7IaBHBIX 337124 pacIpoCcTpaHeHye HOBOJ COBETCKOM My3bIku. EMy yrianoch
MOATBEPAUTD CBOIO NTPABOTY EJIOM: ITpMexaB Ha pembepy I1saToit cumbonmm
[MlocrakoBmya B JlennHrpan, [ayk o6micst pa3peleHus UCTIOTHUTD ee B MocKBe,
r[ie OHa MMPO3ByYasa C He MEeHbUIUM TPpuyMbOM. YCIIeNHbIMY GbLIU TTPEMbEPBI
CemHagaToii (mocesiuieHHo Fayky) u [IBannaTh nepBoii cuMdoHmit MsICKOBCKOTO,
CKpMIMYHOTO KOHLlepTa XauaTypsiHa (conuct Jasup, Ojictpax), Konnepra gist
apdst MocosnoBa, «TopicecmeenHoll ysepmiopsl» [muspa. B mporpammax ['ocopkectpa
nosiBiIsioTCs uMeHa IIpokodbeBa, Minmonutosa-MBaHoBa, llle6annta, KabaneBckoro,
FOpoBcKoro 1 Ipyrux, BKI0Yas KOMIIO3UTOPOB PeCITyOIMK 3aKaBKasbsl, YKPaMHCKO
u benopycckoit CCP. Hapsiay ¢ 9TUM OpKecTp BKJIIOUYMI B CBOY IIPOIPaMMBbl Bce
cuMdoHMYecKMe 1 KOHIIEPTHBIe Tpou3BeAeHns: YaitkoBCKoro, cuMboHNYecKe
nbeckl [muHkn. Bmecte ¢ TocynapcerBenHbiM Xopom CCCP 6bUIM OCYIeCTBIEHBI
MCITOJIHEHVSI MOHYMEHTA/IbHBIX 06pa31i0B KAHTATHO-0PATOPUAIbHOM MY3BIKI
npouutoro («Camcon» u «Myoa Makkaeeti» Tenpensi, «TpaypHo-mpuympansHas
cumgonus» bepnnosa).

B 1941 r., Bckope mociie Havyasna Benukoit OTeuecTBeHHO BOIHBIL, ['ayK 6T
OTCTpaHeH oT pyKkoBoAcTBa I'ocopkecTpom CCCP (ero HemelKoe IPOUCXOXKIeHe
” «6eCcrapTUHOCTb», BEPOSITHO, ObIIM MPUUYMHOM TOTO, YTO U BIIOC/IeACTBUY [ayK
He OB YAOCTOEH HY OJHOT'O OpJieHa WM MeJaii, HY Pa3y He OB BBIIBUHYT
Ha locymapcTBeHHYI0 TpeMuio). Biiarogaps 3acTyIHUYECTBY My3bIKaHTOB 13 Tommcu
OH 6bLT HanpaBsJieH B cTonuiy pysumn, roe o 1943 r. pykoBoani cuMOHUYECKUM
OpKeCTPOM U IIpernojiaBal B KOHCEPBATOPUM.

ManpHeimas gesiTeIbHOCTb AnekcaHapa [ayka 6buia cBsizaHa ¢ bonbumm
cuMQpOHNYECKMM OPKECTPOM Bcecoo3Horo paino, ¢ KOTOPHIM OH HAUMHA paboTy

B Mockse. B 1953 r. oH 6511 HA3HaYEH €ro IJIaBHbIM JUPUKEPOM. DTO OblIa SIpKast
CTpaHMIIa B UCTOPUM KOJIJIEKTUBA, B Te TOLbI IPAKTUUECKN He YCTyIaBIIero
TocopkecTpy B npodeccuonanusme. BCO coueTan KOHIEPTHYIO IesITENbHOCTD
C MHTEHCMBHOI paboTOo} B 3BYKO3aMMChIBAIOIIEH CTyauM (K CUaCThIO, yCOBEp-
LIEHCTBOBAHHAS K TOMY BpeMeHM TeXHMKA [M03BOJIWIa JOHECTY MHOTHME 3alUCK
[10 HallMX AHel). B KoHLlepTax 1 3anucsx opKecTpa nof ynpasieHuem ['ayka npu-
HMMaJIY yyacTye KpyIHejiie My3bIkaHThl Haulei cTpasbl: C. Puxrep, 3.['miensbc,
M. 0guHa, JI. O60puH, I. Heitrays, I. Tuns6ypr, . Oiictpax, C. KHymeBUITKMIA,
M.BajimaH; IupysKep OXOTHO BBICTYIIA ¥ C MOTIOABIMU conmcTamu — M. PocTtpo-
nosuueM, [1. bamknupossiM, M. Bockpecenckum, H.T'yrman. C HacTyIieHueM
«OTTerneNnu» MOSBUINCDH 3apy6eXXHbIe racTPOJIN: OPKECTP BBICTYIAN B BeHrpuy,
Pymbinny, Boctounoit l'epmanum u YexocnoBakuu; ['ayka npuriamanyi BoICTYIaTh
B Mekcuky u Ha Ky6y. B mporpammax u 3amucsix BCO Tak ske MHOTO BHUMAaHMS
YIensiioch My3bIKe COBETCKMX aBTOPOB; IIPM 3TOM B MO34HMe roApl ['ayk yacTo
obpaiasncs K KOMIO3UTOPaM HEMEeLIKOJ pOMaHTUYecKoii Tpaauiyuu. B Havane
1960-x TT. y qupukepa BOSHUKIIA MbIC/Ib MCTIOTHUTD MK cuMbOoHMIT BpykHepa,
HO OCYLIeCTBUTD €e OH He yCIIesl.

B 1961 r. ucnonusiocs 25-netue F'ocopkecrpa CCCP u 20-nete Bosbiioro
cumdoHnyeckoro opkectpa BeecorosHoro pagno. Anekcanap I'ayk npuHs yyactue
B I00WJIETHBIX KOHLIepTax 060X KOJIJIEKTUBOB, ITOC/IE Yero cepbe3Ho 3aboer.
PelireHyieM «cBepXy» OH 6bUT OTIIpaB/ieH Ha reHcuio. [Tocienumit pas Fayk mosiBUICS
3a IMPUKepCKUM IyabTOM B JleHurpaze B 1962 r. Ha Top>kecTBax K 100-meTuio
KOHCEpBaTOPUH.

«/Ins ez0 dupusepckozo nouepKa XapakmepHsl 6HEWHSISE COEPHAHHOCMb NPU Henpe-
CMAHHOM 8HYMPeHHeM 20peHUlU, MAKCUMATbHAS MPe6o8amenbHOCMy HA penemuyusx
8 YCI08USX NOJIHOLL IMOYUOHAIbHOLL “Hazpy3Ku”, — BerioMmyHai A. Mesvk-Tlamaes. — On
8Kk1a0bI8AT 8 N0020MOBKY NPOZPAMMbL 8CI0 C8010 CMPACMb XYOOHCHUKA, 8Ce 3HAHUS,
8ecy nedazozuueckuii 0ap, a Ha KoHyepme, C108HO NH06YICb pe3ylbmamom c80ux
mpyodos, HeycmaHHo noddepiHusa 6 apmucmax OpKecmpa pasoHcHeHHslil UM 020Hb
UCNOJIHUMETIbCKO20 IHMY3UAMA».



Ecnu nepsbli AVCK, NOCBSIIIEHHBIN AVPUKEPCKOMY UCKYCCTBY A.B.Tayka,
BKIIOUas B cebst mpoussenenms C.U. Taneesa u C.B.PaxmaHMHOBA, TO 3TOT KOM-
II/IeKT TI03BOJISIET OLIEHMUTD ero Kak SIPKOTo MHTepIIpeTaTopa 3arajHoeBpPOIeiiCKoit
POMaHTMUYEeCKO My3bIKU.

TBopuecTBo JIucra 6;113Ko ['ayKy coueTaHMeM SIPKOTO apTuCTM3Ma 1 (uio-
codckoit mTy61HBL, OpaTOpCcKOro nacdoca u HampPSKEHHOTO, TMHAMUYHOTO TOKa
MY3bIKaJIbHOTO Pa3BUTHSI. MOXKHO CKa3aTh, UTO «PEBOTIOLIMOHHbIV» POMaHTU3M
Jlucrta 6l BHYTPEHHE CO3BYYeH IPO3HBIM 1920-M.

«...Meumot u ycmpemneHus K 6eCKOHEUHOMY, Haxc0a HacnaxioeHutl, npocmodyul-
Hble uy8cmaea, cmpacmuole NposisieHus 006U U HeHasucmu, 0moJiecku HebecHo20
cgema u adckozo naameHu — 6ce 3mo 00JI#HO Obl10 COBIA3HUMB, U Oelicm8umessHo
COONA3HUNI0O MHO}ECINB0 MY3bIKAHIMO8, OpamMamypezos...», — TaK IICAJ O CIOKeTe
«Daycma» Benukuii coppeMeHHUK JIucra I'ektop Bepnnos. VimenHo Bepnnosy,
KOTOpbIH B 1830 . mo3HAKOMMI €ro ¢ ppaHIly3CKUM IepeBOioM Tparequu ['éte
(B mepeBoge JK. ne HepBasst), MOCBATMII JIMCT OMHO U3 CAMbIX MAcCIITaGHbIX CBOMX
TBOpeHMiL. [IepBbie 3cKM3bI cCM(OHNYECKOTO COUMHEHMS 110 «Daycmy» OTHOCSITCS
K 1840-M rT., 0AHAKO CAMIIKOM CJI0XKHOI OKa3anach 3afaya My3bIKaJbHOTO pac-
KPBITHSI 3TO, 110 cytoBam JIucta, «puiocogckoti snoneur. locenusiunch B Beitmape,
JIucT npuHaa yyactue B npasgHoBanuy 100-netust co nHs poxaenus I'éte (1849).
daycToBCKasl TeMa BHOBb 3aXBaTujla €ro, OTPa3uBLIVCh B CKPBITOJ IpOrpaMMe
doprernmannoit Conarsl cu MyHOp. C 9HTY3Ma3MOM BOCIIPMHSIT JINCT IpeMbepy
IpamMaTuyecKoii nerenpl «Ocyxmdenue @aycma» Bepnmnosa B 1852 r. Ho Tonbko
IIBa rojia CIyCTsI OH 3aKOHYWJI CBOIO «Daycm-cum@oHuw0» — v TYT ke IIPUHSIICS
3a ee nepezenky. Bo BTopoit pegakuyy cuMmdoHMs BriepBsle po3Bydana B 1857 r.
Ha OTKPBITUM MaMSITHMKA BEIMKOMY IpaMaTypry.

[ocssimas «Paycm-cumpoHuto» bepnosy Kak OCHOBOIIOIIOKHUKY ITPOrpaMMHO#
cumMdoHMYeCcKOit My3bIKI, JIUCT MIMeJ CBOJ B3IISIZL HA «IIPOrPaMMHOCTb». B oTiiune
oT aBTOpa «PaHmacmuueckoli CuM@oHUU», TITOTEBIIEro K TeaTpaabHO-CIOKeTHO
XapaKTepHOCTH, JIUCT MMeJT CBOEH 1eJTbIO He 1T0Ka3 «JesHull 2eposl, HO U300paseHue
appexmos, cmpacmeti, enacmayroujux Hao ezo dywoti. Topaszdo eaxcHee nokasams, Kax

2epoli dymaem, uem KaKoswl €20 NOCMynKu», — IMical KOMIT03uTop. Tpu yacTu cum-
bonmm, Ha3BaHHbIE TI0 MMEHAM IIaBHbIX MepcoHaskeit (Payct, ['petxeH, Meducto-
tenb), pacKpbIBAIOT BHYTPEHHME ABVKYIIIME CUIIBI TPAaredyn, CBSI3aHHbIE BOEJVIHO
¢urypoit d®aycra. Ecim I'peTxeH ommieTBOpsieT BO3BBIIIEHHYIO, CBETIYIO CTOPOHY
ero HaTypsl, To Meducrodens — «AyIeBHYI0 MU3HAHKY», IITyOOKOe pa3ouapoBaHue
ObITMEM, KOTOPOE 3apaskaeT BCe AYIIEBHbIE TOPBIBBI SIAOM CKerncuca. [my6okum
MHTOHAI[MOHHBIM €JMHCTBOM CBSI3aHbI U BC€ TeMbI CUMGOHUM — MTPUBEPKEHeI]
MeTOoJla <MOHOTeMaTu3Mav, JINCT 3aK/IafbIBaeT TeMaTniecknii GyHIaMeHT IIpo-
M3BeleHNsI BO BCTYIUIEHUY K NepBoii yacTy. CMbIC/ ¢pyHa/Ia He OrpaHNIMBAETCs
«nopTpeTom» Meductodesist — HEYKIOHHO HapacTaOIMii AMHAMMU3M TIOC/IeIHEl
YacTy BOBJIEKAET B CBOe Pa3BUTHeE BeCb OCHOBHOI MaTepuan cumbonun. @uHan
BKJIIOYAeT B Ce6s 3aK/II0UNTEIbHBIN MYKCKOJ XOp Ha BOCBMMUCTHIIINE, KOTOPBIM
T'éTe 3aBepMI BTOPYIO YacTh «Daycma». Ho KOMIIO3UTOpP AOIYCKAJ ¥ OPKECTPOBBIN
BapMaHT 3aK/II0UeHNs, KOTOPbIi 3BYUUT Ha JAHHOM JIACKe.

@anTasus st GopTenraHo ¢ OPKeCTPOM Ha MOTUBBI 3 My3bIKM BeTxoBeHa
K «ApuHckum paszeanuHam» 6bi1a 3akoHueHa Jluctom B 1852 r. B Beiimape. OHa
rpezcTassieT co6oit nepepaboTKy CobHOM GopTrennanHoit dantasum (1839),
B OCHOBY KOTOPOI1 JIeI/I TeMbI X0Opa JIepBuIileli ¥ TypeLiKoro Mapiiia, CoOUHeHHbIe
BerxoBeHoM 15t pambl A. poH Koue6y. Bepcust nnst popTenmaHo ¢ opkecTpom
OT/IMBAETCS] MaCIITaOHO «<KOHIIEPTHOCTBIO» 3ByYaHMsI, 60JIBIINM pa3HOOOpasuemM
pas3BuTHUS 6ETXOBEHCKMX MOTUBOB. [1033ke, B cepenyHe 1860-X IT., KOMIIO3UTOD
OCYIIECTBII ellie OLHY COJIbHYIO PeAaKiuio haHTa3uu, TOCBSITUB €€ BbIJAIOIIEMYCS
pycckomy Kosutere Hukomnaro PyGuHIITEIHY.

K my3bike Puxappa IlITpayca 'ayk nmen ocoboe npuctpactue. Ero counHenne
(crouTa 13 My3bIKM K KoMenyy Monbepa «MewaHuH 60 060psiHCM6e») BXOOWIIO B IIPO-
rpaMmy IepBOTO KOHIIEPTa AMpPIKepa, cocTosBIerocs 27 ssuBapst 1925 r. B Bosbiom
3as1e JleHMHTpazCcKoii punapmonun. «B my3ssike 2ocnodura LlImpayca ecms conHye», —
[IpU3HABalI BeCbMa JaJeKuii OT ero TBOpueckux B3msioB Kitox Je6roccy; aTy «coi-
HEYHYIO» CTUXUIO IITPAyCOBCKOI My3bIKM, BO3Z,/CTBYIOLIYIO Ha CJIyIIATeIsl CJIOBHO
peub 3apaTtycTpbl, AsiekcaHap I'ayk pacKpbiBal BO BCeM ee OpKECTPOBOM BeIMKOJIEINMA.
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Kommnosuropckuii myTs Puxapga llITpayca MOKHO YeTKO pasfeNnTb Ha oAbl
«CcMGbOHMYECKOTO ABaLIATUIETHSI» U «OTIEPHOTO Tpuauatuaetus». Ho ecin
13 MSITHAJLIaTy ero oIiep TONbKO Tpu («Canomes», «<dnekmpa» u «Kasanep po3wl»)
OJTb3YIOTCS TI0-HACTOSIEMY LIMPOKUM YCIIEXOM, TO 6OMbIIIAst YACTh OPKECTPOBBIX
MPOU3BeIeHNI HEMEIKOTO MacTepa, B KOTOPBIX OH MPOSIBUJI ce0s1 KaK Hac/eJHUK
pomanTHUyeckoro cumbonnsma bepnmosa u Jiucra, Bot yke 100 jeT He ycTymnaet
B MIOMYJIIPHOCTY APYTUM sIpYaiiiiMm o6pasiam My3biky XX Beka.

«Becenvie npodenku Tuna Ynenewnueensi» (1894-95) uMeroT moA3arooBOK
«MY3bIKAIbHASL WyMKa 8 popme poHdo». O6paleHre K 3HAMEHUTOMY HePCOHaKY
CcpeIHeBeKOBBIX JIeTeH], TOCTYKUIO PACKPBITHIO ellle OIHOI BaXKHOM COCTaBISIIO-
11eit KOMIIO3UTOPCKOI uHAuBUAYyanbHocTH P.llITpayca — MckpoMeTHOTro, MHOTTA
110-6aBapCcKy TSDKeJIOBECHOT0, HO HepeJIKo capKacTuyecKoro omopa. 'poreck
COIIPOBO3KIAET My3bIKAIIbHYIO XapaKTepUCTUKY TuiIst Ha BCeM IPOTSDKEHMY II03MBI,
KOTOpasi pa3BopauMBaeTcs repes HaMu Harmogo6me cobpanms 3a6aBHBIX MCTOPMIA
(TIorpom ropiie4yHoro 6asapa, IyToBCKasi IPOToBeb, HeylauHble JTI060BHbIE
roxoxeHus, Gunocodckmit AUCIYT). ITO CTABUT I10J, COMHEHME JIaXke «Cepbes-
HOCTb» IIOC/IEJHETO 311302 — Cy/ia MVHKBU3UIMM CO CMEPTHBIM IIPUTOBOPOM.
B3pbIBOM cMexa 3aKaHYMBAETCSI TI03Ma, YTBEPKIast 6eccMepTHe HaPOIHOTO repost
Y ero BeceJbIX IPO/iesoK.

MacTep 0pKeCcTpOBOI1 MATNUTPBI, XYAOXKHUK (haHTACTMIECKMX 06pa30B 1 repe-
BOIUIOIEHNI — TaKUM IIpezcTaeT ['ayk B MHTepIpeTanuy GpaHIy3CKOi MY3bIKM
py6exka XIX-XX BekoB: Ckepuo «YueHuk uapodes» [lonst [[l0Ka 1 IBYX TAHLEB IJis
apdsl u cTpyHHbIX Kitoga Jle6roccu.

IlBa TaH1a 0151 apbbl ¥ CTPYHHOT'O OpKecTpa coumHeHsbl [le6occy B 1904 1.,
B pasrap TBOPYECKOTOo MogbeMa (OZHOBPEMEHHO KOMIIO3UTOD paboTas Hay,
cuMGbOHMYECKUM TPUIITUXOM «Mope» u hopTrenuaHHoit becoit «Ocmpos pado-
cmu»). TIoBOOM MOCTYXMUJT 3aKa3 OT OPI0CCENbCKOIT KOHCePBATOPUY Ha Mbecy
IIJIsI HOBOM306pEeTeHHON «XpOMaTN4ecKoi» apdbl — yCOBepIIEHCTBOBAHHOTO
MHCTPYMEHTA, KOTOPbIJ 3HAUMTEIbHO PaCIIMPSIT BUPTYO3HO-VCIIOIHUTENbCKYE
BO3MOXHOCTH.

«CBSILIIEHHBI» U «CBETCKMIT» TAHIbI OTPAXKAIOT «BO3BBIIIEHHYIO» Y «3€MHYIO»
MUIIOCTaCH TaHIeBaIbHO cTMxMK. [[po3pauHas IMaTOHMKA IIEPBOro TaHIA CJIOBHO
COTKaHa 13 HeC/bIIIHBIX I1ar0B TAHIL[OBLIUIIBL; B TO BpeMsI KaK IIOAUepKHyTas Bajlb-
COBOCTb BTOPOTO TaHILId, €r0 XpOMaTH4ecKasi MMKaHTHOCTb HalIOMMHAIOT CJTyIIaTe-
1M 06 aTMocdepe caloHHO# MapyKCKoi Menanxomuu nepuosa «Belle Epoque».

CumboHMuecKoe CKepLo «YueHuk uapodes» — Hanbojiee M3BECTHOE COUMHEHE
¢dbpaHIy3ckoro KoMnosuTopa, coepeMeHHuKa Jle6ioccy, [Tons Oroka. OHO 6b110
3aKOHYEHO B 1897 T., POBHO CTO JIET CITyCTS IIOC/Ie HAIMCaHVISI OHOMMEeHHO Gaiaipl
Tére, u cpasy 06peso MIMPOKYIO NOMYJSIPHOCTb. «...ITo opKecmpoeke oH, Kaxcemcs,
8cex Hac 3amKHyJ1 3a nosic», — mucan 06 atoii nmbece oka H. A. Pumckuii-Kopcakos.

ABTOp moc/iefoBaTeIbHO PaCKPBIBAET Iepe] HaMM CIOKeT 6aJlIaibl, 3a1M-
CTBOBaHHOI [€Te y peBHEepUMCKOro nosTta JlykuaHa: HeJOYYMBUIMUIICS FOHbI
Mar, OCTaBIINCh OAVH B IOMe MacTepa, pelns 6;1eCHyTh «<MacTepCTBOM»; OTHAKO,
3aCTaBUB MET/Ty HOCUTh BOJY, OH HE MOXET BCIIOMHUTh «06PATHOTO» 3aKIMHAHUSI.
Bopa rpo3ut 3aTonuTh LOM — U TOJIBKO IPUXOJ, CTAPOTO Mara criacaeT I10JIoskeHMe.

B 1916 r. 6anermerictep M. PokMH nocTaBui Ha My3bIKy CKepIj0 OJHOMMEH-
HBIN 6azeT, 3aTeM OHa IBaXKAbI IIOCTY)KIIIA CIOKETOM 15T My/TbTUIITMKALMOHHBIX
unbmoB V. [IucHes.

Bopuc Mykoceii
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The musician of a versatile gift whose repertoire included over 500 works in the
symphonic, opera, ballet, cantata/oratorio and concerto genres; the first director of
this country’s principal symphony orchestra — the USSR State Symphony Orchestra;
the teacher who educated some of the leading domestic conductors of the previous
century; the master of orchestration who gave many of the piano and chamber
works new concert interpretations; the publicist and author of memoires, articles
and reviews - it is hardly an exaggeration to say that Alexander Gauk was one of
the creators of domestic music culture of the twentieth century.

The Odessa native and a German by origin (his original name was Alexander-
Wilhelm Haug), he drank in the varicoloured impressions of his birthplace. His firm
intention to become a musician led him to St.Petersburg - first, to the students’
orchestra of the university and then to the conservatory’s piano department (class
of Felix Blumenfeld), the composition class of Vassily Kalafati and the conducting
class of Nikolai Tcherepnin. His conversations with Alexander Glazunov and lessons
with the outstanding singer and director Ivan Yershov taught him a lot. However,
Gauk admitted that the flourishing music scene of St.Petersburg/Petrograd was a real
“music university” for the future conductor. It was the time when Ziloti’s concerts
competed with Koussevitzky’s ones, when Eduard Napravnik still had the Mariinsky
orchestra under his baton, and when the avalanche of Prokofiev’s Suggestion Dia-
bolique fell upon the listeners of the Evenings of Modern Music. The Russian capital
was visited by famous foreign conductors — Felix Weingartner, Felix Mottl, Oskar
Fried, - but the art of Arthur Nikisch, who treated the Russian audience with not
just Wagner and Bruckner, but also his outstanding interpretations of Tchaikovsky’s
symphonies, impressed young Gauk most and for good. Later on, Gauk confidently
reckoned himself among the followers of Nikisch’s conducting traditions.

The musician’s independent career began at the Music Drama Theatre (later
MALEGOT, now the Mikhailovsky Theatre). Communicating with Vsevolod Meyerhold
and the work at the Bolshoi Drama Theatre and as an assistant to Serge Koussevitzky
in Beethoven’s Ninth Symphony were a valuable experience to the future symphonic
conductor. In the 1920’s and 1930’s, Gauk worked at the former Mariinsky Theatre first

as a prompter and then as a leading director, accompanist, choir master and arranger;
he conducted the opera and ballet performances, including the premieres of Shostak-
ovich’s ballets The Golden Age and The Bolt, Stravinsky’s Pulcinella, Gliere’s Red Poppy
and experimental productions to symphonic music choreographed by Fyodor Lopukhov.

His symphonic debut took place in 1925 at the Leningrad Philharmonic Society
when he accompanied Artur Schnabel. From then on Gauk conducted the summer
concerts of the philharmonic orchestra on a regular basis. He was at the helm of the
celebrated orchestra for three years, and it was the orchestra that saw almost all of the
leading European conductors of the time — Ernest Ansermet, Pierre Monteux, Vaclav
Talich, Otto Klemperer, Bruno Walter, Hermann Abendroth, Hans Knappertsbusch
and Fritz Stiedry — collaborating with it. Gauk never broke the links with the Lenin-
grad Philharmonic Society performing as a tour conductor, and replacing the ailing
Mravinsky in 1958 for the orchestra’s triumphant tour of Japan.

At the same time he started his teaching career at the Leningrad Conservatory
where the young conductor replaced Nikolai Malko who had left the country. The
scale of Gauk’s teaching activities can hardly be overestimated. In both Leningrad
and Moscow, he had among his students in different years Evgeny Mravinsky,
Konstantin Simeonov, Eduard Grikurov, Ilya Musin, Nikolai Rabinovich, Alexander
Melik-Pashayev, Evgeny Svetlanov, Odissey Dimitriadi, Gennady Provatorov, Ivan
Schpiller, Emin Khachaturian, Maxim Shostakovich and many others.

In 1933, Alexander Gauk was invited to Moscow. His three seasons with the USSR
State Symphony Orchestra produced impressive results. In 1936, the maestro and
the orchestra went on a long tour of the Far East; on the way there he got to know
that he would take an active part in the formation of a new symphony orchestra.

The model of “aesthetic absolutism” reigned over the Soviet cultural policy of
the second half of the 1930s. So, the USSR State Symphony Orchestra was supposed
to be the primary standard.

“That orchestra had to be different from all the symphony orchestras that previously
existed in the Union before”, Gauk remembered. “I mean the number and quality of
musicians, their financial standing and instrument”.

13
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The already existing “First Symphony Brigade” of the USSR State Symphony
Orchestra was chosen as its foundation (in the parlance of our time, the first
line-up). The famous German maestro Otto Klemperer was expected to lead the
new formation.

However, Klemperer could not conduct the debut performance of the State
Orchestra. It took place under the baton of another celebrated German conductor
Erich Kleiber. On Gauk’s initiative, Kleiber and the orchestra performed a complete
series of Beethoven’s symphonies during the first season, which was a wonderful
experience for the new collective. However, Beethoven’s Ninth conducted by Gauk
at the Bolshoi Theatre was such a success that he conducted it more than twenty
times during the next six-month period. The orchestra’s long-awaited performances
with Klemperer took place later on, but a year later Klemperer left the USSR, and
Alexander Gauk was officially appointed chief conductor.

Gauk spent a relatively short period with the USSR State Symphony Orchestra,
but succeeded in laying the foundations for the performing style kept by the orchestra
for decades. The conductor managed to become a true “teacher of the orchestra” to
the finest sense of the word. “I remember him standing behind the stand in daylight
illumination of the concert hall, explaining his demands to the orchestra with a sharp,
insistent, or to be more exact, didactic voice”, Irakly Andronikov wrote. “Now instructive,
then encouraging. Then with a joke. But never losing a single working minute, never
wasting words, never trying to “tell the music”. Everything was calculated, verified. Gauk
always knew exactly what he wanted from this performance”.

His impeccable professional set of techniques and accuracy of performing
intentions favoured complete mutual understanding with the musicians.

It was supposed that the orchestra’s repertoire would be confined to Russian and
foreign classical works. However, Gauk believed that dissemination of new Soviet
music was one of his key tasks. He managed to affirm the truth in practice. After
he attended the premiere of Shostakovich’s Fifth Symphony in Leningrad, he won
permission for its premiere in Moscow where it was performed with as much success.
The premieres of Myaskovsky’s Seventeenth (dedicated to Gauk) and Twenty-first

symphonies, Khachaturian’s violin concerto with David Oistrakh, Mosolov’s harp
concerto and Gliere’s Solemn Overture were successful as well. The programmes
of the State Orchestra had the names of Prokofiev, Ippolitov-Ivanov, Shebalin,
Kabalevsky, Jurowski and many others, including composers from the Transcaucasian
republics, Ukrainian and Belorussian SSRs. In addition to that the orchestra had
in its programmes all symphonic and concerto works by Tchaikovsky and sym-
phonic pieces by Glinka. The conductor and the orchestra performed monumental
works of cantata and oratorio music of the past such as Handel’s Samson and Judas
Maccabaeus, and Berlioz’s Funeral and Triumphal Symphony.

In 1941, shortly after the Great Patriotic War began, Gauk was removed from
leadership of the USSR State Symphony Orchestra (his German origin and non-
partisan status were a probable reason why Gauk was never awarded an order or
a medal, and never was a State Prize nominee). Thanks to the advocacy of Tbilisi
musicians he was sent to the Georgian capital where he led the local symphony
orchestra and taught at the conservatory until 1943.

Alexander Gauk’s further career was associated with the Moscow Radio
Symphony Orchestra he started to work with when he got back to Moscow. In
1953, he was appointed its chief conductor. It was a bright page in the history
of the orchestra that was not inferior to the State Orchestra professionally. The
orchestra combined concert performances with active studio work (fortunately,
the sound recording equipment, already advanced enough for the time, allowed
preserving many of the recordings). The concerts and recordings of the orchestra
led by Gauk featured some of the best musicians of this country - Sviatoslav
Richter, Emil Gilels, Maria Yudina, Lev Oborin, Heinrich Neuhaus, Grigory Ginzburg,
David Oistrakh and Sviatoslav Knushevitsky. The conductor readily performed
with young soloists as well — Mstislav Rostropovich, Dmitri Bashkirov, Mikhail
Voskresensky and Natalia Gutman. Foreign tours began in the so-called Thaw
period. The orchestra appeared in Hungary and Czechoslovakia. Gauk was invited
to Romania and East Germany, as well as Mexico and Cuba. The orchestra also
devoted much attention to Soviet composers’ music. In the latter years, Gauk
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often turned to the composers of the German romantic tradition — Schumann,
Wagner, Liszt and Richard Strauss. In the early 1960s, the conductor had an idea
of performing a cycle of Bruckner’s symphonies, but the time left for him was
too short to realize it.

In 1961, the USSR State Symphony Orchestra and the Moscow Radio Symphony
Orchestra celebrated their 25th and 20th anniversaries, respectively. Alexander
Gauk took part in the anniversary concerts of both orchestras. After that he became
seriously ill and therefore someone from above decided to dismiss him. Gauk’s last
appearance as a conductor took place in Leningrad in 1962 at the conservatory’s
100th anniversary gala.

Alexander Melik-Pashayev recollected: “Outward restraint with unceasing burn-
ing inside and ultimate exactingness at the rehearsals amidst full emotional load were
typical of his conducting style. He would put his artistic passion into the preparation
of a programme, his entire knowledge, his entire teaching gift, while in concert he was
tireless keeping the fire of his performing enthusiasm burning in the orchestra’s artists
as though he admired the results of his labour”.

While the first disc dedicated to Alexander Gauk’s art included the works of Sergei
Taneyev and Sergei Rachmaninoff, this set allows us to hear him as a remarkable
interpreter of European romantic music.

In Franz Liszt’s music, Gauk saw a combination of bright artistry and philosoph-
ical depth, oratorical pathos and a tense, dynamic current of musical development.
It can be said that Liszt’s “revolutionary” romanticism was internally consonant
with the formidable 1920’s.

“...Dreams and aspirations for the infinite, lust for pleasure, unsophisticated feel-
ings, passionate displays of love and hate, gleams of heavenly light and hellfire — all
this was supposed to seduce and actually seduced a lot of musicians and playwrights”,
wrote Hector Berlioz, one of Liszt’s great contemporaries, about the plot of Faust.

Liszt dedicated one of the most ambitious of his creations to the French com-
poser, who in 1830 introduced the French (Gérard de Nerval’s) translation of Goethe’s
tragedy to Liszt. The first sketches of the Faust-based symphonic composition date

back to the 1840’s, but the task of musical interpretation of this “philosophical
epopee”, as Liszt put it, was too complicated. After settling in Weimar, Liszt took
part in the celebration of the 100th anniversary of Goethe’s birth in 1849. He was
again captivated by the Faust theme, which was reflected in the hidden programme
of the piano sonata in B minor. He responded to the 1852 premiere of Berlioz’s
dramatic legend The Damnation of Faust with enthusiasm, but finished his A Faust
Symphony only two years later and immediately began revising it. The second
edition of the symphony was performed for the first time in 1857 at the opening
of the monument to the great playwright.

Dedicating his A Faust Symphony to Berlioz as a founder of illustrative sym-
phonic music, Liszt had his own views on illustration. Unlike the author of the
Symphonie fantastique, who gravitated towards theatrical characters, Liszt did not
aim to “recount the exploits of the principal figure; it deals with affections active within
his very soul. It has become far more important to show what the hero thinks than how
he act”, the composer wrote.

Three parts of the symphony named after the main characters’ names — Faust,
Gretchen, Mephistopheles - reveal inner driving forces of the tragedy tied together by
the figure of Faust. If Gretchen personifies the sublime and bright side of his nature,
Mephistopheles is his underside, a deep disappointment with being that infects all
spiritual impulses with poison of skepticism. All the themes of the symphony are
connected through a deep intonational unity — being a devotee of the method of
“monothematism”, Liszt lays the thematic foundation of the work in the introduction
to the first movement. The meaning of the finale is not limited to the “portrait”
of Mephistopheles - the steadily growing dynamism of the last movement draws
all the basic material of the symphony into its development. The finale includes
the concluding male choir sung to the octave with which Goethe completed the
second part of Faust. However, the composer also admitted an orchestral version
of the conclusion, the one that is featured on this disc.

Liszt completed his Fantasy on Motifs from Beethoven’s The Ruins of Athens in
1852 in Weimar. It represents a revision of the 1839 solo piano fantasy, which was

17



18

based on the themes of the chorus of dervishes and Turkish march composed by
Beethoven for August von Kotzebue’s drama. The version for piano and orchestra is
notable for its large-scale “concerto” sound and a great variety of modified Beethov-
en’s motifs. Later, in the mid-1860’s, the composer wrote another solo version of
the Fantasy, dedicating it to the distinguished Russian colleague Nikolai Rubinstein.

Alexander Gauk had a special fondness for Richard Strauss’s music. One of his
pieces (the suite from the music to Moliére’s comedy The Bourgeois Gentleman) was in
the program of the conductor’s first concert that took place on 27 January 1925 at the
Grand Hall of the Leningrad Philharmonic Society. “There is sunlight in Mr Strauss’s
music”, admitted Claude Debussy who was very far from the German composer’s
creative views. Alexander Gauk highlighted this “solar” element of Strauss’s music,
which affects the listener like Zarathustra’s speech, in all of its orchestral splendour.

Richard Strauss’s artistic path can be clearly divided into “twenty symphonic
years” and “thirty operatic years”. While only three (Salome, Elektra and The Cavalier
of the Rose) of his fifteen operas are truly highly popular, the majority of the German
master’s orchestral works, in which he showed his worth as a successor of Berlioz’s
and Liszt’s romantic symphonic style, have been as well-known as the other best
examples of twentieth century music for a hundred years now.

Till Eulenspiegel’s Merry Pranks (1894-1895) is subtitled “a musical joke in a
rondo form”. The story of the famous character of medieval legends revealed another
important component of Strauss’s artistic personality — a sparkling, sometimes
typically heavy Bavarian, but often sarcastic sense of humor. Grotesque accom-
panies the musical description of Till throughout the poem, which unfolds before
us like a collection of funny stories (smashing pots and pans in a marketplace, a
clownish sermon, unfortunate love affairs and a philosophical debate). This calls
into question even the “seriousness” of the last episode — the inquisition court with
a death sentence. The poem ends in a burst of laughter affirming the immortality
of the national hero and his practical jokes.

Gauk appears as a master of orchestral palette and a painter of fantastic imagery
and transformations in his interpretations of the French music of the late nineteenth

and early twentieth centuries — The Sorcerer’s Apprentice by Paul Dukas and two
dances for harp and strings by Claude Debussy.

The latter composed two dances for harp and string orchestra in 1904, at the
height of creative uplift (it was the time when the composer also worked on the
symphonic triptych The Sea and the piano piece The Joyful Island). The occasion
was a commission from the Brussels Conservatory to write a piece for the new-
ly-invented chromatic harp, an improved instrument that allowed much broader
performing abilities.

The “sacred” and “profane” dances reflect the “lofty” and “earthly” incarna-
tions of the dance element. It seems that the transparent diatonicism of the first
dance is made of a female dancer’s silent steps, while the marked waltz nature of
the other dance and its chromatic savour remind us of the atmosphere of Parisian
salon melancholy of the Belle Epoque period.

The symphonic scherzo The Sorcerer’s Apprentice is the best known work of
the French composer Paul Dukas, Debussy’s contemporary. It was finished in 1897,
exactly one hundred years after Goethe’s ballad appeared, and instantly became
widely popular. “Orchestration wise, he seems to have outshone all of us”, wrote Nikolai
Rimsky-Korsakov about Dukas’s piece.

The composer sequentially unfolds the plotline of the ballad which Goethe
borrowed from the ancient writer Lucian: an old sorcerer’s barely trained young
apprentice stays in his master’s house alone and decides to flaunt his skills; he
makes a broom fetch water but cannot recollect the reverse invocation; the house
is soon awash with water; the old sorcerer returns and breaks the spell.

In 1916, the choreographer Michel Fokine staged a ballet of the same name to the
music of the scherzo. Later it became a story line for two Walt Disney productions.

Boris Mukosey
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Huck 1

Puxapp LlTpayc (1864-1949)
1 «Becensie npodenku Tuns YneHwnuezens», cuMdoHMIecKas mosma, cou. 28 . . 14.09
Kiron, Ie6rocem (1862-1918)

2 [BaTaHua mis apdsl 1 cTpyHHOro opkectpa, L103 . . . . . . . ... .. 8.45
ITons Jroka (1865-1935)
3 «YueHuk uapodes», cumpoHmyeckoe ckepro (1897) . . . ... ... .. 11.03

®epenn, JIucr (1811-1886)
4  @aunTasus As GopTenuaHo ¢ OPKECTPOM Ha TEMbI MY3bIKU
JI. BaH BeTxoBeHa K mbece A. Koieby «AguHckue pazsanutst», S. 122 . .12.10

OG1uee Bpems: 46.09

Bepa [lynoBa, apga (2)

I'puropuit I'MH36YpT, popmenuao (4)

Bosbioit cumdonmyeckuit opkecTp BeecorosHoro paano u LieHTpansHOro
TeNeBUIeHUS

Iuvipuxkep — Anekcanap I'ayk

3anmch 1958 1. (1)

Ilepenucu: 1966 (4), 1970 (2, 3) rr.

3Bykopeskuccep - I. lyakeuy (1)

3Bykoomneparopsl: T. Bapen6aym (2, 3), E. OcayneHko (4)

Inck 2

®epenn JIucr (1811-1886)
«@aycm-cumeoHus», S. 108
1 I «@aycm». Lento assai — Allegro impetuoso — Allegro agitato

ed appassionato assai . . . . ... i i e e e e e e e 25.06
2 1L «Ipemxen». Andante soave. . . . . . . . v v v ittt e 16.24
3 III. «Mecgucmodcpens». Allegro vivace ironic — Andante mistico . . . . . . 16.35

O6iiee Bpems: 59.00

Bonbioit cumbonrnuecknit oprectp BeecorosHoro paayo u LleHTpansHOrO
TeleBUIeHNS
Ivipuxep — Anekcannp I'ayk

Iepenuce 1976 1. (1-3)
3ByKkopexuccep — A. I'poccman (1-3)

Pemactepuur — H. Pagyruna
PepmaxTop — I1. Io6GpbIIIKMHA
Iu3aiin — U. Kprokos
Iepesop — H. Ky3He1n0B
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Disc 1

Richard Strauss (1864-1949)
1 Till Eulenspiegel’s Merry Pranks, tone poem for a large orchestra, Op. 28 . .
Claude Debussy (1862-1918)
2 Two Dances for harp and string orchestra, L 103. . . . . . ... ... ..
Paul Dukas (1865-1935)
3 The Sorcerer’s Apprentice, symphonic scherzo (1897) . .. ... .. ...
Franz Liszt (1811-1886)
4 Fantasy on Motifs from Beethoven’s The Ruins of Athens

for piano and orchestra,S. 122. . . . . . . ... ... .. ...

Total time: 46.09

Vera Dulova, harp (2)

Grigory Ginzburg, piano (4)

The Moscow Radio Symphony Orchestra
Conductor - Alexander Gauk

Recorded in 1958 (1).

Re-recorded in 1966 (4), 1970 (2, 3).

Sound engineer - G. Dudkevitch (1)

Sound supervisors: T. Barenbaum (2, 3), E. Osaulenko (4)

Disc 2

Franz Liszt (1811-1886)
A Faust Symphony, S. 108
1 I Faust. Lento assai — Allegro impetuoso — Allegro agitato

ed appassionato assai . . . . . ... e e e e e e 25.06
2 II.Gretchen.Andante soave. . . . . . . . . . ..ottt it 16.24
3 III. Mephistopheles. Allegro vivace ironic — Andante mistico . . . . . . . 16.35

Total time: 59.00

The Moscow Radio Symphony Orchestra
Conductor — Alexander Gauk

Re-recorded in 1976 (1-3).
Sound engineer — A. Grossman (1-3)

Remastering — N. Radugina
Editor - P. Dobryshkina
Design - I. Kryukov
Translation — N. Kuznetsov
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