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Huck 1
T'exTop Bepinos (1803-1869)
Tpu dparmeHTa 13 gpamaTuieckorii tereHnbl «OcyxxneHue daycrar, cod. 24

1 1. MeHY3T GIYKIAIOMINX OTOHBKOB. & & « v v v v v v v e e e e e e e et e e e e e e 5.23
2 2. TaHEI CMIIBAIOB . « v v v v v e e e e e e e e e e e e e e e e e e e e e e e e e e 2.02
3 B.PaKOLM-MAPDII . . v v v v e e e et e e e e e e e e e e e e e e e e e e 4.56
dmmaHya1b [la6pue (1841-1894)

4 VBepTiopa K oniepe «['BeHmonmHa» (1886) . . . . . . . . . . ... .. ... 9.26

Anb6ep Pyccenb (1869-1937)
Cumdonns N2 3, cou. 42

5 LAIlegrovivo. . . . . o o i i e e e e e e e e e e 5.27
6 ILAdagio . . . .. . . . e 7.48
7 HLVIVACE . . o o o ottt e e e e e e e e e e e e e e 3.01
8 IV.Allegroconspirito . . . . . . . o v v i i i e e e 6.06

Mopwuc PaBenb (1875-1937)
«I'po6uuIia KymnepeHa», crouta ajist oprectpa, M. 68

9 LlIlpemomms. Vif . . . . . . o e e 3.21
10 II. @opmanHa. Allegretto . . . . . . . o i i it e e e e e 6.32
11 III. MeHyarT. Allegromoderato . . . . . . . . . . i v ittt ittt e 4.51
12 IV.PuromoH. Assez Vif . . . . . . o o o e e e e e e e e e 3.41
ITons roka (1865-1935)

13 «[Iapu», TaHueBanpHasg moama (1912) . . . . . . . . . . ... . o oo e 19.27

O61uiee Bpems: 82.09

TocymapcTBeHHbIN cuMmbonndeckuii opkectp CCCP
IOupuxep — Cepx bomo

KonueprtHas 3anuch 3 boabiioro 3aia MocKoBCKOV KoHCcepBaTopuu 24 mapTta 1964 1.

Jyick 2

Mopuc PaBenb

1 Bainbc, xopeorpaduueckas mosma, M. 72. . . . . . . . . ..o 12.57
Aunpu Jrotuité (1916-2013)

Cumdonns N2 2, «IBoitHUK» (1959)

2 L. Animato,mamisterioso. . . . . . . . . . i e e e e e e e 8.12
3 ILAndantinosostenuto . . . . . . . . . . . o it i i it e e 8.25
4 1IL Allegro fuocoso—Calmato . . . .. ... .. ..., 12.23

Knopg, e6roccu (1862-1918)
O6pas3ssl 1151 opKecTpa, I1. Mbepus, L. 122

5 1.TI0 YIUIIAM VI IOPOTAM « « v v v v v v v e et e e e e e e e e e e e e e e e e e e 6.45
6 2.APOMATBIHOUM '+ v v v v v v e v ot e e e e e e e e e e e e e e e e e e e e e 7.38
7 3.YTPOTPATHUUHOTO IHST « « « v v v v v v e e o e e e e et e e e e et e e e e e 4.22

O61iee Bpems: 60.45

CumboHmYeckuit opkecTp MOCKOBCKOI TOCYIapCTBEHHOM DrytapMOHUU
HOupuskep — Cepx bomo

KonueptHas 3anmch u3 bonbioro 3aa MockoBcKoV KoHcepBaTopuu 28 mapTta 1964 1.

3Bykopeskuccep — Irops BernipuHiien



Disc 1
Hector Berlioz (1803-1869)
Three fragments from the dramatic legend La damnation de Faust, Op. 24

1 1.Menuetdesfollets . . ... ... ... ... ... 5.23
2 2.Balletdessylphes . . . . . .. . .. e 2.02
3 3.MarchedeRakoczy . . . ... ... . .. .. 4.56
Emmanuel Chabrier (1841-1894)

4 Overture to the opera Gwendoline (1886) . . . . . . . . . .. ... . ... ... 9.26

Albert Roussel (1869-1937)
Symphony No. 3, Op. 42

5 LAIlegrovivo. . . . . o o i i e e e e e e e e e 5.27
6 ILAdagio . . . .. . . . e e 7.48
7 HLVIVACE . . o o o ot et e e e e e e e e e e e e e e e e 3.01
8 IV.Allegroconspirito . . . . . . . v v i i i i e e e e 6.06

Maurice Ravel (1875-1937)
Le Tombeau de Couperin, suite for orchestra, M. 68

9 LPrélude. Vif. . . . . . . e 3.21
10 II.Forlane. AlleQretto . . . . . v v v v i it e e e e e e e e e e 6.32
11 III. Menuet. Allegromoderato. . . . . . . . . . o i v i it i it e e 4.51
12 IV.Rigaudon. Assez vif. . . . . . . . . . . e 3.41
Paul Dukas (1865-1935)

13 La Péri, poéme dansé (1912). . . . . . . . . . . i i i ittt e e e 19.27

Total time: 82.09

The USSR State Symphony Orchestra
Conductor - Serge Baudo

Recorded live at the Grand Hall of the Moscow Conservatory on March 24, 1964.

Disc 2

Maurice Ravel

1 Lavalse, choreographic poem for orchestra, M. 72 . . . . . ... ... ....... 12.57
Henri Dutilleux (1916-2013)

Symphony No. 2, Le Double (1959)

2 L. Animato,mamisterioSo . . . . . . . . . i e e e e e e e 8.12
3 ILLAndantinosostenuto . . . . . . . . . . . .t ittt e e 8.25
4 1IL Allegro fuocoso—Calmato . . . .. ... ... ... 12.23

Claude Debussy (1862-1918)
Images pour orchestre, II. Ibéria, L. 122

5 1.Par les rues et par les chemins (Along the streets and along the paths) . . . . . . 6.45
6 2.Les parfums de la nuit (The scents of thenight) . . . . ... ... ... ...... 7.38
7 3.Le matin d’un jour de féte (The morning of a festiveday) ............. 4.22

Total time: 60.45

The Moscow Philharmonic Orchestra
Conductor — Serge Baudo

Recorded live at the Grand Hall of the Moscow Conservatory on March 28, 1964.

Sound engineer — Igor Veprintsev



CEPX BOJIO. ITEPBBIE KOHLIEPTBI B MOCKBE

B mynbcupytomeit COObITUMHOCTY MY3bIKAIbHOM XU3HM MOCKBBI U JIeHMH-
rpaga 1960-x ToioB mepes COBETCKOI MyO/IMKOIL MTpeiCcTaa 1esias riesiia Bbiaa-
fomuxcst ¢ppaHiy3ckux nupuskepo. Ho eciin Auppe Kintourtenc u llapas MioHin,
HaXOAMBIINECS] B 3€HUTE CBOEI Kapbepsl, yke mpuesskaau B CCCP 1 6p111M 3HAKO-
Mbl COBETCKMM MeJIOMaHaM IO IJIaCTMHKaM, a KOMIIo3uTopa u aupuskepa [Ibepa
Bynesa cornpoBoskaan 3aralouHblii Opeos aBaHrapaucTa, To uMs 36-netHero Cep-
’ka Bomo 661710 COBEPIIEHHO HE3HAKOMO OTeUeCTBEHHO MyO/IMKe.

«BneuamneHue om koHyepmos ... Cepxca bodo 0bL10 OueHb ApKUM, — TIICAIIA
razeta «CoBeTcKasi KyJabTypar». — Hoeslx 6cmpeu ¢ 3ameuamesnvHbiM QpaHyy3cKum
MY3bIKaHMoM 6ydem Hoamo ¢ 6OJIbWUM UHMEPECOM...». BrlocencTBMM OH He pas
MpyMes3’kajJl B HAUly CTPaHy, YK€ OBESIHHBbII MMPOBON CJIaBOM MHTEPIIPETATO-
pa ¢paHIly3CKOil My3bIKM, OTHAKO (hOHOTPaAaMMbI €r0 IMEPBbIX JBYX KOHIIEPTOB
B Mockse — ¢ TocymapcTBeHHbIM cuMboHMYeckuM opkectpom CCCP (24 mapra
1964 rona) 1 ¢ opkectpom MockoBckoit hunapmonnuu (28 mapta 1964 roga) — Tak
Y OCTaJINCh HEOTYOIMKOBAHHBIMMA.

Cepx Bomo pommiics B Mapcene B 1927 romy B ceMbe ro6oucTa, mpodecco-
pa [Mapuskckoit KoHcepBaTopuu ITbeHa Bomo; masaaeit 6yayiiero aupmkepa 6bu1
OIVH U3 nyviiux GpaHiy3ckux Buosonuenuctos XX Bexa Ilonb Toprennbe. Boinee
20 net Bomo-crapuinii urpan B «oprectpe Jlamypé» (Opkectp O6IIecTBa KOH-
1epToB IIapMsKCKOii KOHCEPBATOPUM), ObLT YUACTHUKOM IEPBOr0 KOHIIEPTHOTO
MUCTIOJTHEHMS paBesieBCKoro «bojiepo» mop, yrpaBiaeHueM aBTopa. B aTom opke-
CTpe Hauaj (B KaueCTBe JIMTAaBPUCTA) CBOIO MY3bIKa/IbHYIO Kapbepy u Cepsk, 06y-
YyaBIIMiica B KOHcepBaTopuM Ilapyuka KOMIOSUMLMM U OUPUKMUPOBAHUIO (KIaccC
Jlyu ®ypectsbe). [IoHavany ycrexyu B COUMHEHUM MY3bIKM NIpUBeau bogo B KuHe-

MaTorpad: ocobast cTpaHuiia ero 6uorpaduu — COTPyIHUUECTBO C BHIIAIOIIMMCS
OKeaHoJIoroM U pesxkuccepoM XKakom-VBom KycTo (B TOM uucie opurmHaabHas
My3bIKa K JOKYMEHTaJIbHOI KapTuHe «Mup 6e3 coHIa», yIOCTOeHHOi «Ocka-
pa» B 1965 rogy).

I[Toce ycIienmHoro myoIMyHoro Aupuskepckoro nebwoTta B 1959 romy B ITapiske
Cepk bomo Bo3srnasua cum@onmueckuit opkectp Pagno Huiriisl. B 1962 rogy I'ep-
6ept dbou Kapasia mpurnacui mosonoro ¢hpaHily3ckoro MascTpo B Teatp Jla Ckana
Ha rocTaHoBKY «Ilemteaca u Menusauabi» Knoma JIeb6ioccu. Bomo nupuskmupoBat
criektakiasimu Iapmskekoit onepsl, B 1967 rony Bmecre ¢ lllapiem MioHiiem yua-
CcTBOBaja B opraumsauum Iapmskckoro cumM@oHMUECKOTO opKecTpa, B 1970 romy
Ie0ITHPOBAJ B HbIO-M10pKCKOI MeTpomnonuTeH-onepa (onepa «Cka3ku l'opmaHa»
JKaka Oddenbaxa). C 1971 mo 1987 rompl Cepsk Bomo 6buT XyI0KECTBEHHBIM PYKO-
BoauTeneM HanmoHanbHOro opkecTpa JInoHa, ¢ KOTOPBIM OCYIECTBUII racTPOJib-
Hble TypHe B Kutaii, Simonuio, FOxxnyo Kopeto, l'epmannio, llIBerinapuio, Yexocio-
Bakuiw, Kanany u CIIA. B 1979 romy nupmkep opranusosai B JInone dectusanb
Bepnunosa, roe Bnepsbie BO @paHUMy OCYLIECTBUI IOCTAHOBKY ITOJTHON pefaKkuun
omnepsl «TposiHLIbI» (1987).

Cepsk Bomo BricTynan ¢ BepaHckUM GUIapMOHMYECKUM OPKECTPOM U CUM-
dhounueckuM opkrectTpoMm BaBapckoro paayo, JIOHZOHCKMM CUM@OHNYECKUM, Op-
Kectpamu bu-bu-Cu u JIoHgoHCcKoM GmiapMOHMM, aMCTEPIAMCKUM OPKeCTPOM
Konueptrebay, cumbonnueckum opkectpom NHK (Tokmo), opkecTpom PomaH-
ckoii IlIBeiiiapum, cumponmueckum opkectpom Kamuronus Tymyssl U Apyru-
mu koiekTuBamu dpaniuu, lepmannu, liBertuapun u Utanumu; IUprsKMpoBal
CMeKTakIsIMU BeHCKOV rocygapCTBeHHOI omnepbl, MeTpomnoauTeH-omnepa, bosb-
mioro Teatpa >KeHeBsl 1 TeaTpa KosioHH B ByaHoc-Ajipece, onepHbIX TeaTpoB JIno-
Ha, Mapceins, TyoHa.



C Havasma 1960-x Bomo perynsipHo BbICTyIal Ha decTuBasie B IKC-AH-
[TpoBaHce, TUPVOKUPYST OTIEPHBIMM CITEKTAKAIMU U CUM(POHMUECKUMU KOHIIEP-
TaMM, a Takoke COTPyIHMYAI C My3bIKaJIbHBIMU KOJIIeKTMBaMu Ilparu — ¢ opke-
ctpoM Yernickoit puaapMoHMK 3anmcan KOMIUIEKT cuMboHuit ApTiopa OHerrepa,
B 2001-2006 rompl 3aHMMaJI TIOCT IIaBHOTO Aupuskepa [Ipaskckoro cumdboHmMye-
CKOT'0 OpKecTpa.

IMon ympaBinenuem Cepxka Bomo mpo3Byyanu MMUpOBbIE MPeEMbEDPHI OIEp
«[TpectynHas matb» Japuyca Mwuiio, «Ilocnenuuii nukapb» IkaHkapiao MeHOT-
i, oparopum «IIpeobpaskenme» OnuBbe MeccuaHa, BUOJIOHUETHHOTO KOHIIEPTA
Aupu Trotuite (¢ MctuciaBom PoctponoBuuem). Cpeay ero MHOTOYMC/IEHHBIX
3ammceil — KOMIUIEKT ¢oprenmaHHbiX KoHIepToB Kamuist Cen-CaHca (¢ Anbao
YMKKOIMHN), OpKecTpoBbIe Tbechl Knoma Me6ioccu 1 Mopuca Pasens, cumdoHm-
YyecKue ¥ KaHTaTHO-OpaTopuasibHble Tpou3sBeneHus I'ektopa bepnnosa, Aptiopa
Onerrepa, ®pancuca IyneHka, mysbika Bencana n’dumu, l'abpuans dope, [Moms
Iroka, Ambbepa Pyccesnst, Auape XKonuse u Ipyrux GpaHIy3CKUX KOMIIO3UTOPOB.

e sl sl
sl sk

[lInpoko nsBectHbie hparmeHThI U3 «Ocykaenus daycra» 'ekropa Bepinosa
(BepBbBIe pyccKasi mybiarKa MO3HAKOMMWIACh C HUMU TOJ yIIpaBieHueM aBTopa
B 1847 rony) nocayxxmiu 3¢pdpeKTHbIM HauaJioM KOHIlepTa B 3a/le KOHCepBaTOpUM
24 mapra. Ho HacTOSIUM OTKPBITUEM [JIT MOCKBUYEH ObUTM MTheChl DMMaHY3JIs
lla6pue u Tons Oroka.

VBepTIopa K onepe «['BeH0MMHa», B CBOe BpeMs C YCIIeXoM lepieii B I'ep-
MaHMM, HO 111 @paHIMM NOKa3aBlLIeicsl Yepecyyp «BarHepUCTCKOVi» — BEIMKO-
JIETIHBII TIPUMeED TOTO0, UTO JaXKe CUJIbHOE «BJIMSHMUE» UY3KO MHAUBULYAIbHOCTU
He 00eCIIeHUT IOJ/IMHHbIN TalnaHT. B KpyIiHeinieM My3bIKaabHO-IpaMaTUUeCKOM

npousBenenuu Illabpue, 3a KOTOPBIM YTBEPAUIACH PEITYTALIST «CAMOTO BEJIMKO-
rO U3 3a6BITBIX KOMIIO3UTOPOB PpaHIINu», IPeKIOHEeHMe Tepen 6aifipoiiTCKUM
MasCTpPO COYEeTAeTCsI C TMOIJIMHHO (paHIy3CKOM TeaTpaabHOCTbIO, ApaMaTuue-
ckuit madoc ypaBHOBellleH peabe®HOCTbI0O MY3bIKaJbHBIX 00pa3oB. IIporpamMm-
Hasl yBepTIOpa K orepe elle MPU KU3HU KOMIIO3UTOpa CTaja MOMYASIPHbIM KOH-
LIepTHBIM HOMEpPOM; MMPHasl CeabCKasl )XKU3Hb, MpepbiBaeMasi 3aXBaTHUYECKUM
Haberom uyske3eMileB, BHe3aIHOe JI0O0BHOE YYBCTBO IMOCPEAY ITPOTUBOCTOSTHUS
BPXIYIOIIMX HapOJOB, BOCCOEAMHEHNE TePOEB B CMEPTU — B IMHAMMUYHO WH-
TepIpeTanuy YBEPTIOPhI PACKPBLICS IpaMaTUUYeCKUil IOTeHIMal AUPIDKepa.
3aBepIiuMBIIas MEPBbIi KOHIEPT Xopeorpaduueckas mosma «IIsapu» [IroKka
cTana KyJbMUHaIMel Beuepa. [lapturypa mpegHasHauanach s 6anera (co3ga-
Tesb «Pycckux ce3oHOB» Cepreii [IsiruieB mpearnosarai IoOpyuYnuTh Xopeorpaduio
Mwuxamiy ®oKMHY, VIaBHbIe NApTUM TpefHa3Hadyanuch BaimaBy HmkumHCKOMY
u Hatanbe TpyxaHOBOI1), CIO)KET KOTOPOTO OCHOBAH Ha IepPCUACKONM JereHpe:
SKaKIymmii 6eccmeptust repoit (MickaHmep) CTPEMUTCS OBJAJETh BOJIMIEOHBIM
IIBETKOM, OXpaHseMbIM II3py B XpaMe BbICIIETO 60KECTBA; HO YYBCTBEHHBIN Ta-
Hel [15py ouapoBBIBAET €r0 HACTOJIbKO, YTO OH TOTOB OTKAa3aThCs OT IIBeTKa 6ec-
CMepTHUS U OT CaMO¥ KM3HM, CTOPEThH B IVIAMEHM ee JII060BHOTO B3opa. [Iapu cTana
ONHOI U3 TocaegHUX mapTuit AHHBI [TaBnoBoii B Ilapuske py BO30OHOBIEHUM
6anera B 1921 rony, mJiT KOTOPOTO KOMITO3UTOP AOTMOIHUI MapTUTYPy BCTYIIU-
TeJbHbIMU daHdapamy — B 3Toi pegakuym «[15pm» UCIIOMHSIETCS U TI0 Ceit IeHb.
[To M301IpeHHOCTY OPKEeCTPOBOTO IMMCbMA OHA He YCTyMNaeT IMOMyJspHeiiemMy
«Y4eHMKY uapojiesi», a 1o Cujie BrieuaT/ieHus (TaliHa KOTOPOTO — B €/1Ba 3aMETHOM,
HO HEYKJIOHHOM HapacTaHUM PUTMMUYECKOTO TOKA) «xopeorpaduyeckast mosmar»
Jroka MOXKeT BCTaTh B OOUH psij, ¢ «Banbcom» u «bosiepo» PaBens. B ucnonHeHun
Bono momuHupoBaa sipkast 06pa3sHOCTb MY3bIKM — MbI CJIOBHO BuIuMm VickaHzaepa



u TIapu, TIOMIOIIEHHBIX CTUXMEl TaHIla, eperuIaBisIoIlero Kaxmy 6eccMepTis
Y BJIACTY B KaXKIY JIIOOBMU. ..

WHyto rpanb GpaHIly3cKOi My3bIKM IIPEACTABUII OPKECTPOBbIV BApUAHT CIOM-
ThI «'pobHMIIa KynepeHa» Mopuca Pasess. [IBOiiHOe MOCBSIIeHNEe (MEMOPUAIIb-
HOe ToJHOLIeHre MITPY (PpaHIly3CKOro 6apoKKO — U MOCBSIIeHNe Kaska0ii Mbe-
ChbI TTAMSITU OJHOMY M3 TTOru6bmmux B IlepBoit MMPOBOIi BOJHE JIpy3eit) Kak O6yaTO
He OTpaXaeTcs B My3bIKe: 32 UCK/IIOUeHMEM cepeluHbl MeHy3Ta C ero HeOXu-
JIlaHHOJ 9KCIIpeccueit, mpollaHue C IPy3bsIMU HE3PUMO BIUIETEHO B ITPO3PaYHYIO
MY3bIKQJIbHYIO TKaHb, JIACKAIOIIYIO CJYX COBEPIIEHCTBOM JMHUI, IOJOOHO OpHa-
MeHTaM KpyskeB s1roxu Jlrogosuka XIV. «<Mepmewim u 6e3 MeHs xeamaem neuaiu», —
oTBeuas PaBesib TeM, KTO CUMTAI 3Ty MY3bIKy HEJOCTATOYHO CKOpPOHOIL. ToHKas,
JeNVKaTHasl COEepP)KaHHOCTh B TPAKTOBKe AupPUKepa IMO3BOMIMIIA HACIaAUTBCS
MTHOBEHMSIMU «UUCTOM KPaCOTBI», CTOJIb PeAKUMU B My3bIKe XX CTONETHSI.

BoicTyrenne Bogo ¢ opkecTpoM MOCKOBCKOI uiapMoHuyu 28 mapTa OT-
Kpbul «Banbc» PaBens. TpyaHo cormacutbes ¢ penieH3eHTOM «COBETCKONM KyJib-
Typel» Dapupoit daxmy, KOCBEHHO YIIPEKHYBIIEN OUpUKepa B «HENOCTATKe
JIpaMaTu3Mar, YCIbIIIaBIIel B er0 UCIOJTHEHUY JIUIb «ynoeHue maHyem, 4ucmo
(panyy3ckoe usaujecmeo...». Iloxanyii, UMeHHO «Bayibc» Gosiee Bcero yoexxmaer
B IIpaBOTe yTBepkAeHMs o PaBene Teomopa AmopHo: «Hu 00HO u3 ezo0 npoussede-
Huli He Mblcaumcs 6yK8aibHO MAK, KAK OHO HANUCAHO; HO U HU 00HO He HyM¥daemcs
07151 06BCHeHUA ...8He camozo ceOs». Ha Hat B3IsiI, Bomo citemoBan riaBHO umee
aBTOpa — BOIUIOTUTb B MYy3bIKe «arode03 BEHCKOI'O BajibCa»; TO 3aMupalollee
B YYBCTBEHHBIX B3JIeTaX CKPUIIOK, TO CPbIBAIOLIEECS B HAIIbIBAX BOJH-KYJIbMMU-
Haluil TpexIonbHOe KpykeHMe 6e3pa3fesbHO TOCIIOICTBYET B €r0 UCIIOTHEeHNH,
BOBJIEKAS «80 8Ce Hapacmarwwjuli panmacmuueckuii u pamanvioiii 8uxpo» (PaBesb)
BIUIOTH A0 MocaegHero tutti.

MoiHblit guHamMu3M «Banbca» ypaBHoBecuia «M6epust» Kiioga eb6roccu. Ca-
Mast U3BECTHAsT YaCTh OPKeCTPOBOro 1ukia «O6pasbl», OHA MPEACTaBIIsIeT co60i
CcMQPOHNYECKUI TPUIITUX, II0-CBOEMY BOIUIOTUBIINIT 3BYyKOOOPAasbl CTOJIb JIIOOM-
Moit ¢panirysamu Vicnanun. «Kakas uydecHas K8UHMICCeHYuUsl Hu3Hu!», — BbIpa-
3171 BlieuaTiaeHue ot «M6epum» coBpeMeHHMK JIe6ioccu, UTATbIHCKUI McaTellb
l'abpuene g’ AHHYHLIMO; HamMboJIee CUIbHOE BIleUaT/IeHe OCTaB/IsIeT UCIIOMHEeHMe
BTOPOIJi, «<HOUHOI» YaCTM, B KOTOPOI (paHITy3CKMII MasCTPO MPOSIBUII MTOIIMH-
HBIVi Jap KOJOPUCTa, MacTepa TOHYAMIINX OTTEHKOB OPKECTPOBOIi (PaKTyphI.

U Bce xe rmaBHas MHTPUra MOCKOBCKMX ractpoJseit Cepxka bogo 3akiroua-
Jlachb B My3bIke KOMIIO3UTOPOB-COBPEMEHHMKOB. K coxkaneHnto, He COXpaHMUIach
3aIMUCh VICTIOJHEHMS IepBoro ¢opTenmMaHHoro KoHiepra Aupu Core ¢ ppaHIrys-
CKOJI mMaHMUCTKOM Bacco [leBeTy, HO ero My3bIKa yke Obljla 3HaKOMa MOCKOB-
CKMM CJIYIIATENSIM, a BOT cuM@oHMIeckoe TBOpuecTBO Anbbepa Pyccenst u AHpn
[roTuité Mor 3HaTh, ¥ TO GparMeHTapHO, JIUIIb V3K KPYT PO eCCHOHAIOB.

Heo6bIuHO CKIaAbpIBaIaCh KM3Hb ¥ TBOpUYECKas cyabba Pyccesnst — KoMIosu-
TOpa, HayaBIIero CBOi MyTh (ITOJ0O0HO PumMckomMy-KopcakoBy) MOpPCKUM oduiie-
pOM, a 3aBepIINBIIEeMY ero MpU3HAaHHBIM M3TPOM (PpaHIly3CKOi My3bIKM (Cpean
ero yueHUKoB — Jpuk Catu, arap Bapes, borycias Maptuny). Kommnosurop, Ko-
TOPBIN «Uldz 3a Wld20M nepenjiasu 8 CoemM Hacaeduu 6yK8aivHo 8Cé, umo npedcmas-
Js10 unmepec 8 1910-1920-e z00v1» (FOpuit XaHoH), Pyccesib B roc/iegHee qecsiTu-
JieTue KU3HU IpUIilesl K UHAUBUAYAJIbHO TPAKTyeMOMY HEOK/IaCCUITU3MY.

Hanucannas K 10011er0 BocTOHCKOro cMGpOHMYECKOTO OPKeCTpa U C TPU-
ymMmboM ucrosHeHHasI rog, yrpasieHuem Ceprest KyceBuiikoro, TpeTbsi ciMbOHMS
(HapsAy ¢ CO3JaHHBIM BCjief 3a HUM 6anmeToM «Bakx 1 ApuagHa») — OJHO U3 CUJTb-
HeMnx counHeHuit Pyccens. Kputuku eIMHOLYIIHO TPU3HANU «UCMUHHO HO8A-
MopcKoe U 00HO8PEMEHHO Kaccuuecku cmpoliHoe npouseedeHue». CTporasi U MOHO-



JIUTHAs CTPYKTypa cuM@OHNM, BCe YaCTU KOTOPOi 00beAVHEHBI OOIIUM «MmOotto»,
HaIloJIHEHA HeMPePbIBHOM IMHAMMUKONM pasBUTHS, IPKMMM KOHTpaCTaMu, OPUTHU-

HaJIbHBIMM MeJI0AVNYECKMMY Y KOJIOPUCTUIECKMMMY HaXOLKaMMU.

ITo 3akasy bocToHCKOro opkectpa Obula coumHeHa M Bropast cumdoHus
Anpu [IloTuit€, npemMmbepa KOTOpoit cocTosiiack B 1959 romy mopn ympaBieHMeM
[Mapsigs MroH1a (rmapmskckas peMbepa IpoLia TP roja CIycTs). «5 my3sikanm,
80m U 8cé€» — TBOpUYeCcKoe kpeno [oTuii€, KOTOpOMY OH CJIeloBaJl BCIO CBOIO [I0JI-
T'yIO SKU3Hb, TPEOOBAJIO GOBIION CMETOCTY B BEK PagMKATbHBIX M IMPOTUBOIIO-
JIOKHBIX APYT APYTY KOMIIO3UTOPCKMX TeueHni. COXpaHsIs KMBOI MHTepeC K ca-
MBIM DPa3JMYHbIM MY3BbIKJIbHBIM BEeSHUSIM (MMIIPECCUMOHM3M, HEOKIAaCCULIU3M,
monekadonus, sxcnepuMeHnTsl OnMBbe MeccuaHa, KOHKpeTHas My3biKa), [IoTuiié
CTPEeMMJICSI COXPAaHUTh HALIMOHAJIbHYI0 UIEHTUYHOCTD, 8 Ha UCXOZe KU3HU COBe-
TOBaJ MOJIOJbIM aBTOpam: «Puckyiime, He 6ydvme ckpomHukamu!». ETo My3bIKa,
110 MHEHMIO 6pMUTaHCKOTO My3bIKoBena Toma CepBrca, 061agaeT «yousumenbHoll
Yy8CcmMeeHHOll CUJIOl... packpvieaem neped HamMu HeUCMO8blil Kanetidockon uHcmpy-
MEHMANbHOLL ysemHocmu».

IMopa3aronoBok cuMdOHMM «[IBOMHMK» CBSI3aH C MHAMBUAYATbHBIM 3aMbICIOM
counHenusi. OpKecTp pasfeieH Ha «Malyilo» (M3 12 My3bIKAHTOB) M «OOJIBIIYIO»
TPYIIbI, TIepBasi U3 KOTOPBIX PaCIIOaraeTcsl MOJyKPYTrOM PSIIOM C AUPUSKEPOM.
ABTOD yKa3bIBal, YTO HEe MBITAICS TMOAPAKaTh 6GAPOYHOMY IMPUHIMITY «CONCerto
grosso», HalIPOTUB — «<Malas 2pynna He npocmo ecmyndaem 6 duanoz uiu KoH@paukm
C OCHOBHbBIM OPKECMpPOM, HO UHO020a CIUBAEMCSl C HUM WIU HAKAadsléaemcsi Ha Hezo,
npedocmassifas WUpoKuUe 803MOHCHOCMU OIS1 NOAUPUMMUU U NOJIUMOHANBHOCMU». My-
3bIKa cMM@OHMM KaK OYATO «0mKda3sléaemcs om yroma wiu komgpopma, — AIIeT aH-
rmiickuit sxypHamct Inmua ITypcernas, — ee 6anamc mpesozu U y8epeHHOCMU, Haoexc-
Obl U CMpaxa... coezo poda NPUHMuUe MAUHCMEEHHOLl “080TICMEEHHOCIU” HUHULY.

B nuTtupoBanHOi1 perieH3um «COBETCKOM KyIbTypbl» (0T 28 anipesnsi 1964 rona)
O0TMeYaJIach HeOOBIKHOBEHHAS TUIACTUYHOCTD OUPYIKEPCKOTo kecta Bomo («pyku
Jdupuxcepa enaderom matiHoli yMOHUEHHOU 8bIpA3UMeNbHOCMU»), €T0 MaCTEPCTBO
rMbGKOI M ecTeCTBEHHOV (pasupoBKU, «nepedauu HenocpeoCmeeHHO20 Uy8Cmad,
MUMOJIEMHbIX HACMpoeHUl u eneuameHuii». COXpaHUBIIASICS TTOYTYU TIOTHOCTHIO
3aIUCh ABYX MOCKOBCKMX KOHIEPTOB y6exkmaeT — 6blI0 GbI HECIPaBeIIMBbIM
OLIEHMBATD €ro0 JIMIIb KaK AMpPIKepa-«MMIIPEeCCUOHMCTa», CTPEMUBIIIETOCs K BO-
TIJION@HNIO BHEIIHEN KPACOUYHOCTY TTAPTUTYP.

Masio KTO Jaske U3 3HaMEHMUTBIX TacTPOJIEPOB PeIlasicsl MPeACTaTh mepen
«UYKMM» OPKECTPOM CO CTOJIb PA3HOOOPA3HOI, HACKIIEHHO! HOBMHKAMM ITPO-
rpamMMoii. BriepBble BCTPETUBIINCH C COBETCKMMM OPKECTPAHTAMM, AJIST KOTOPBIX
66sbI1IasT YaCTh MY3bIKM Obl7Ia He3HaKOMOI, Cepsk Boo ¢ 4ecThbio BhIIEpIKasI MUC-
nibITanye. Mosiogoit gupumskep MpoeMOHCTPUPOBaJT 6€3YKOPM3HEHHOCTh MacTep-
CTBAa, TIOJTHOE B3aMMOTIOHMMAaHMe C MY3bIKAHTAMM U MIMPOTY CBOETO TASIAHTA VH-
TeprperaTopa. TeM 60/MbIIYIO0 IIEHHOCTb MMEIOT 3TU YHUKaIbHbIE (POHOTPaMMBI,
KOTOpBIE B rof, 95-1eTust co OJHS poxkaeHust MascTpo «dupma Memonusi» my6mam-
KyeT BIIEpBbIE.

Bopuc Myxkoceti



SERGE BAUDO. FIRST CONCERTS IN MOSCOW

A whole galaxy of outstanding French conductors appeared before the Soviet
public in the pulsating and eventful musical life of Moscow and Leningrad in the
1960s. If André Cluytens and Charles Munch, who were at the zenith of their careers,
had been to the USSR and their records were familiar to Soviet music lovers, and
composer and conductor Pierre Boulez had a halo of a mysterious avant-garde
figure around him, the name of the then 36-year-old Serge Baudo was absolutely
unknown to the domestic audience.

“The impression of Serge Baudo’s concerts was very vivid,” the newspaper
Soviet Culture wrote. “We look forward to new meetings with the wonderful French
musician with great interest...” Subsequently, he came to this country more than
once, already covered with world recognition as an interpreter of French music,
but the audio recordings of his first two concerts in Moscow — with the USSR State
Symphony Orchestra (March 24, 1964) and the Moscow Philharmonic Orchestra
(March 28, 1964) — remained unreleased.

Serge Baudo was born in Marseille in 1927 in the family of Etienne Baudo,
an oboist and professor at the Paris Conservatory. Serge was a nephew of Paul
Tortelier, one of the best French cellists of the 20th century. The father played
in the Orchester Lamoureux, officially known as the Société des Nouveaux-
Concerts for more than twenty years, and was a participant of the first concert
performance of Ravel’s Boléro conducted by the composer. Serge also began his
musical career in this orchestra as a timpani player when he studied composition
and conducting at the Paris Conservatory with Louis Fourestier. At first, Baudo’s
composing successes led him to cinema: his collaboration with the outstanding
oceanologist and director Jacques-Yves Cousteau, including the original score

for the Oscar-winning documentary World Without Sun (1964), was a special page
in his biography. It is safe to say that that musical “submersion” left its mark on
Baudo’s conducting art.

After a successful public debut as a conductor in 1959 in Paris, Serge Baudo
took charge of the Radio Nice Orchestra. In 1962, Herbert von Karajan invited the
young French maestro to the Teatro alla Scala for the staging of Claude Debussy’s
Pelléas et Mélisande. Baudo conducted performances of the Paris Opera and was
involved, together with Charles Munch, in the establishment of the Paris Symphony
Orchestra in 1967. In 1970, he made his debut at the New York Metropolitan Opera
with Jacques Offenbach’s Les contes d’Hoffmann. From 1971 to 1987, Serge Baudo
was artistic director of the Orchester National de Lyon, with which he toured to
China, Japan, South Korea, Germany, Switzerland, Czechoslovakia, Canada, and
the United States. In 1979, the conductor organized the Berlioz Festival in Lyon,
where for the first time in France he staged a complete version of the opera Les
Troyens in 1987.

Serge Baudo has appeared with the Berlin Philharmonic, the Bavarian Radio
Symphony, the London Symphony, the BBC Orchestra, the London Philharmonic,
the Concertgebouw Orchestra of Amsterdam, the Tokyo NHK Symphony, the
Orchestre de la Suisse Romande, the Orchestre National du Capitole de Toulouse,
and other collectives from France, Germany, Switzerland, and Italy. He has
conducted performances of the Vienna State Opera, the Metropolitan Opera, the
Grand Théatre de Genéve, the Teatro Colon of Buenos Aires, as well as the opera
houses of Lyon, Marseille, and Toulon.

From the early 1960s, Baudo was a regular at the Aix-en-Provence festival,
conducting opera performances and symphony concerts. He also collaborated with
musical collectives in Prague — recorded a set of Arthur Honegger symphonies



with the Czech Philharmonic Orchestra and was chief conductor of the Prague
Symphony between 2001 and 2006.

Serge Baudo conducted the world premieres of the operas La mére coupable
by Darius Milhaud and The Last Savage by Gian Carlo Menotti, the oratorio La
Transfiguration by Olivier Messiaen, and the Cello Concerto by Henri Dutilleux
(with Mstislav Rostropovich). Among his numerous recordings are a set of piano
concertos by Camille Saint-Saéns (with Aldo Ciccolini), orchestral pieces by Claude
Debussy and Maurice Ravel, symphonic and cantata/oratorio works by Hector
Berlioz, Arthur Honegger, Francis Poulenc, music by Vincent d’Indy, Gabriel Fauré,
Paul Dukas, Albert Roussel, André Jolivet, and other French composers.
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The well-known excerpts from Hector Berlioz’s La damnation de Faust
(the Russian audience became acquainted with them for the first time under
the composer’s baton in 1847) were a spectacular start to the concert. But the
works of Emmanuel Chabrier and Paul Dukas were a true discovery for the
Muscovites.

The overture to the opera Gwendoline, which at one time was a success in
Germany, but seemed too “Wagnerian” for France, is a great example of the fact
that even a strong “influence” of someone else’s individuality cannot devalue true
talent. The largest musical and dramatic work by Chabrier, who had the reputation
of “the greatest of the forgotten composers of France,” combines admiration for the
Bayreuth maestro with genuinely French theatricality, as well as counterbalances
dramatic pathos and the embossed musical images. The program overture to the
opera was a popular concert number in the composer’s lifetime. Peaceful rural
life interrupted by an aggressive raid of outlanders, a sudden loving feeling in the

midst of confrontation between warring peoples, the reunion of heroes in death —
the conductor’s dramatic potential was revealed in the dynamic interpretation of
the overture.

Dukas’s choreographic poem La Péri, which completed the first concert,
was the culmination of the evening. The score was intended for a ballet (Sergei
Diaghilev, the creator of the Ballets Russes, intended to entrust the choreography
to Michel Fokine, and Vaslav Nijinsky and Natalia Trouhanowa were supposed
to perform the main parts), the plot of which was based on a Persian legend:
the hero, Iskender, who yearns for immortality, seeks to take possession of the
magical flower guarded by a Peri in the temple of supreme deity; but the Peri’s
sensual dance enchants him so much that he is ready to give up the flower of
immortality and even life itself to burn in the flame of her loving gaze. The Peri
was one of the last parts for Anna Pavlova in Paris when the ballet was resumed in
1921. For this occasion, the composer supplemented the score with introductory
fanfares, and this version of La Péri has been staged to the present day. In terms
of sophistication of orchestral writing, it is not inferior to the hugely popular
L'Apprenti sorcier, and speaking about strong impressions (the secret of which is
in the barely noticeable, but steady increase in the rhythmic current), Dukas’s
choreographic poem can be on a par with Ravel’s La valse and Boléro. Baudo’s
performance was dominated by the vivid imagery of the music — we seem to see
Iskender and the Peri absorbed in the element of dance, melting the thirst for
immortality and power into the thirst for love...

The orchestral version of Maurice Ravel’s suite Le Tombeau de Couperin
represented another facet of French music. The double dedication (a memorial
offering to the master of the French Baroque with each piece dedicated to the
memory of one of the friends who died in World War I) does not seem to be captured



in the music. The exception is the middle of the Menuet with its unexpected
expression, with a farewell to the friends invisibly woven into the transparent
musical pattern, caressing the ear with perfect lines like the lace ornaments of
the era of Louis XIV. “The dead have enough sadness without me,” Ravel replied to
those who thought the music was not mournful enough. Subtle, delicate restraint
in the conductor’s interpretation made it possible to enjoy the moments of “pure
beauty,” so rare in the music of the twentieth century.

Ravel’s La valse opened Baudo’s performance on March 28 with the Moscow
Philharmonic. It is difficult to agree with Farida Fakhmi of the Soviet Culture, who
indirectly reproached the conductor for a “lack of drama” and only heard the “thrill
of dance, purely French elegance” in his performance. Perhaps it is La valse that like
nothing else substantiates Theodor W. Adorno’s statement about Ravel: “None of
his works is thought literally as it is written; but none needs to be explained ... outside
of itself.” In our opinion, Baudo followed the composer’s main idea — to capture the
“apotheosis of the Viennese waltz” in music; now fading in the sensual upsurge of
the violins, then breaking down in the rising culminating waves, the ternary vortex
reigns supreme in his performance, carrying us away with a “fantastic and fatal
whirling,” as Ravel put it, until the concluding tutti.

Claude Debussy’s Ibéria equalized the powerful dynamism of La valse. The
most famous part of the orchestral cycle Images pour orchestre, it is a symphonic
triptych that in its own way conveyed the sound images of Spain so loved by
the French. “What a wonderful quintessence of life,” the Italian author Gabriele
d’Annunzio, Debussy’s contemporary, expressed his impression of Ibéria. The
performance of the second, “night” section, in which the French maestro showed
a genuine gift of a colorist and master of the finest shades of orchestral texture,
impresses most.

And vyet, the music of contemporary composers was the main intrigue of
Serge Baudo’s Moscow concerts. Unfortunately, the recording of the performance
of Henri Sauguet’s Piano Concerto No. 1 with the French pianist Vasso Devetzi
has not survived, but his music was already familiar to Moscow listeners unlike
the symphonic works of Albert Roussel and Henri Dutilleux who could only be
known - quite fragmentarily — to a narrow circle of professionals.

The life and artistic fate of Roussel, a composer who began his career as
a naval officer (like Rimsky-Korsakov) and completed it as a recognized master
of French music (Erik Satie, Edgard Varése, and Bohuslav Martini were among
his students) were unusual. The composer who “step by step, melted down in his
legacy literally everything that was of interest in the 1910s and 1920s” (Yuri Khanon),
Roussel came to some kind of individually interpreted neoclassicism in the last
decade of his life.

Written for the anniversary of the Boston Symphony Orchestra and
triumphantly performed under the baton of Serge Koussevitzky, Symphony No. 3
(along with the ballet Bacchus and Ariadne that was created after the symphony)
is one of Roussel’s strongest compositions. Critics unanimously recognized “a
truly innovative and, at the same time, classically harmonious work.” The strict and
monolithic structure of the symphony, all movements of which are united by
a common “motto,” is filled with continuous dynamics of development, bright
contrasts, and original melodic and coloristic finds.

Henri Dutilleux’s Symphony No. 2 was also commissioned by the Boston
Orchestra and premiered in 1959 under the baton of Charles Munch (the Paris
premiere took place three years later). “I'm a musician, that’s all” — Dutilleux’s
artistic credo that he stuck to throughout his long life required great courage
in the age of radical and opposing composing trends. Keeping a lively interest



in a variety of musical influences (impressionism, neoclassicism, dodecaphony,
Olivier Messiaen’s experiments, musique concréte), Dutilleux strove to preserve
national identity, and at the end of his life he advised young composers: “Take
risks, don’t be modest!” According to the British musicologist Tom Service, his
music is of “amazing sensual power... If you hear any of his orchestral music ... you’re
immersed in an irresistible kaleidoscope of instrumental color.”

The subtitle of the symphony, Le Double, is associated with the individual
idea of the work. The orchestra is split into a “small” (twelve musicians) and
a “large” group, the first of which is located in a semicircle next to the conductor.
The composer pointed out that he did not try to imitate the baroque principle
of concerto grosso. On the contrary, “the small group doesn’t simply enter into
a dialogue or conflict with the main orchestra, but sometimes merges with it or overlaps
with it, providing ample opportunities for polyrhythm and polytonality.” The music of
the symphony “refuses all coziness or easy comfort,” writes the English journalist
Glyn Pursglove, “its balance of anxiety and assurance, hope and fear ... a kind of
acceptance of the mysterious ‘doubleness’ of life.”

The fore-quoted review from the Soviet Culture (dated April 28, 1964) noted
the extraordinary plasticity of Baudo’s conducting gesture (“the conductor’s
hands hold the secret of refined expressiveness”), his mastery of flexible and natural
phrasing, “the transfer of immediate feeling, fleeting moods and impressions.” The
almost complete recording of two Moscow concerts is convincing - it would be
unfair to only appreciate him as an “impressionist” conductor who strove to
convey the external brilliance of the scores.

Very few performers, even the famous foreign ones, dared to appear with
a “strange” orchestra with such a varied program filled with novelties. Although
it was Serge Baudo’s first encounter with Soviet orchestra players for whom most

of the music was unfamiliar, he passed the test with honor. The young conductor
demonstrated impeccable skills, complete mutual understanding with the
musicians, and the scale of his talent as an interpreter. All the more valuable are
these unique audio recordings, which Firma Melodiya releases for its listeners and
subscribers for the first time in the year of the maestro’s 95th anniversary.

Boris Mukosey
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