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PYOTR TCHAIKOVSKY 
The Seasons 





Vines co3qaHua dopTrenMaHHoro WNkia «<Bpemena 200a» BOCXOZUT K 1875 r. 

U3f,aTeyb MOMyIAPHOFO MOCKOBCKOLO XKypHavia «Hyeesucm», OObIUION IIOOMTeIIb 

My3bIKM MU MOKIOHHUK TBOpYecTBa UanKoscKoro H.M. bepHapa npeqioKu 

KOMIMO3UTOpy COUMHMTS MO OFHOU Mbece K KAKTOMYy HOMepy XKypHasia B TeYeHue 

cnenyroulero 1876 r. TakuM O6pa30M, Ha3BaHUsA U IpOrpaMMHbIM XapakTep Ibec 

ObIIM MpesycMOTpeHb!I 3aKka30M. OT BepHapyia Ke McxoyMsa ugex CHaOMTb 

Kakayto “3 12 vactre UMKa CTUXOTBOPHBIMM STMrpadamu U3 pyccKOU MoO393MnN 

(u3qaTelb Mogqo6pan yveTBepocTumma u3 IlyurKuHa, Konbijopa, SKyKOBCKOTrO, 

Ba3eMcKkOro, IInemjeeBa, HexpacosBa, Maikosa, Meta u A.K. Toncroro). 

YankKOBCKUU C JHTY3MUa3MOM IIpMHAJICA 3a paooTy Had, UWMKIIOM. «</Jocmapawcb 

He yOapumMb JIUYOM 6 2p13b U yeodumb Bam, — rMcay OH Bepuaphyy. — ...Ecmu Huumo 

He noMeuiaem, mo deno notidem CKOpo: A OUeHb pacnosoKeH Menepb 3QHAMbCA 

dopmenuaHHblMu nNbeckamu». B KoOHUe 1876 r. Bce MbecbI ObIIM OTIC bHO U3 ,aHbIl 

BepHapoM Mog, 061MM 3armaBuem «Bpemena 20da. 12 xapakKmepHbix KAPMUHOK». 

YanKOBCKUU MbICIMII UX KaK CMHbIA WMKI; MEKTY TEM CaMOZOCTATOUHOCTh 

U 3aKOHYeHHOCTS KAKOU MbecbI MpesMoaraeT U OTAeIbHOe UcMONHeHNMe. YxKe 

TIPU XKU3HU aBTOpa «Bpemena 200a» OOpen OoybIly!0 MOIMyIAPHOCTb VU BOLLINM 

B penepTyap pyCCKUX VU 3apyO@XKHbIX MCIONHUTeNen. 

«3aempa npumycb A 3a COOpHUK MUHUAMMWpHbIX Nvec OA Oemeti. A OaBHO ye 

nodymbleall 0 MOM, uMO He MewasO Obi Codeticmeoeamb no Mepe cus K ObOzaWWeHUtO 

demckoli My3bIKaIbHOU JUMepamypbl, KOMOpaa OUeHb HeOozama. A xouy cdenamb 

yelviti PAO MAJIEHbKUX OMpoIeKOe Oe3yCcNOBHOU Ne2zKOCMU U C 3QMAaHUUBELIMU OA 

demeli 3aznaeusamu, KaK y IIlymaHa». Tak UaitkKoBcKui Cooblia CBOeMy U3aTes10 

II... FOprencony o Hayase paborTpi Hag «Jemckum ab60MOM» (TIMCbMO OT 30 anpeia 

1878 r.). HeqaBHo 3aBepmiMB «EezeHud OHe2uHa», KOMIIO3UTOP OTAbIXa/I B AMeHUN 

KaMeHkKa y CeCTpbI, HacyiakKadCcb OOMECTBOM IJIEMAHHUKOB (/Ke 3AKOHYMB IMKII, 

OH TOCBATMUI ero JHOOMMOMY TWIeMAHHUMKy Bragwumupy JlaBblqoBy, KOTOpbIi 

T103.Ke CTaJI aqpecaTom mocBameHusa u Iecrow cumounn). Upes HanmucaTb pay 

«JI@ETCKUX Tbec» (Kindersttick’oe) Mpulllyia HeCKOIbKMMU MecsIlaMUu paHee, BO 

BpeMa Tipe6pipaHua B Utanuu, roe UaiKoBckuu compoBpoxgan Opata Mopgecta 

VM ero rlyXOHeEMOTO BOCHMTAaHHMKa Koyo Konpayn, c rmyOOKMM UHTepecoM cela 

3a €FO pa3BUTNeM, peaklMen Ha OKpyxKaloluuni Mup. («...Ko2a do 6ecKoHeuHOcmU 

padyem mena. ...dpe3evluatiHo UHMepecHoO HaOIWGAaMb 3A MAKUM YMHbLM peOeHKOM»). 

OpveHTupysAcb Ha «jeTCKylo» My3biKy IllyMaHa, YWawkOBCKUU B3A 3a 

o6pa3ell Ba COBepIIeHHO pa3HbIx ero Mpou3BeyeHus: «<JJemckue CueHbl», rye 

aBTOP JEMOHCTpMpyeT «I0-B3POCIOMYy» Cepbe3Hble MICUXOIOrM4eCKNe 3APUCOBKU 

V3 3KM3HU pebeHKa, U «Ab60M OA WHOWeCMBA», MUMEIOLIMM, B MepBylO OYepeb, 

UHCTPYKTUBHO-Meyarormyecky HallpaBJIeHHOCTb. PyccKMM KOMMO3MTOP M0-CBO- 

eMy CUHTe3MpoOBall UTeU ZByxX UlyMaHOBCKUX IMKIOB: ero «<lemckuu aJib- 

60M» — 9TO MU Kpyl JHEBHbIX «3a60T» UU BIeuaTIeCHUN, U rmyOOKOe NOrpyKeHve BO 

BHYTPe€HHMM MUp pebeHKa, KOTOPbIM 9KUBET B Ye KAKZOFO B3pOcuoro. 

Tleppaa u“ mocneqHaAa mMbecbl «<JemcKkozo albOoma» («YmpeHHaa mMosumea» 

vu «B yepKeu») OOpa3ylOT CAMMeTPMIO, 3AMbIKad Kpyr B YCTOMYMBOM LWeNOCTHOCTU 

HaMBHO-peJIMIMO3HOFO CO3HaHUA pedeHkKa. BHYTPU OOMbINIOTO WMKIa OOpa3yeTCs PAT, 

«MUHUIIMKIIOB» CO CBOeU BHYTPeHHeEU NVepapxXuen — yTPeHHMe UTpbl, B3AaMMOOTHO- 

INeHUA C UTpyliKaMMU, TAaHWeBasIbHasd CIOUTa, BIeUaTIICHMA OT ITyTeLeCTBUM (peasib- 

HbIX WJIN, ObITb MOXKET, BOOOPaxKaeMBIX) 10 pa3HbIM CTpaHaM, BeYepHAA CKa3Ka HAH 

Tepe, OTXOJOM KO CHy... TexHMyeCKas JIETKOCTb, OOpa3Has MpOcToTa SObIIMHCTBAa 

TIbec Je1aeT UX JOCTYMHbIMU VU 9KeAHHbIMA JIA JETCKOFO peneptyapa. 

C apyrou cTOpOHbI, Ta HeMOesbHas UCKPCHHOCTb VU JIOOOBb, C KOTOPONM 

YanKopckunu mucan <«<Jemckuti aib6om», OTpa3svacb B %XMOLMOHAIbHOK 

OTKPbITOCTU, HEUCTOINMMOU My3bIKaJIbHOU UZ0OPeTAaTeJIbHOCTU ITOU My3bIKU 6e3 



KaKUx-1M60 «CKUIOK Ha JeTCTBO». PA, My3bIKaJIbHbIX OOPa30B WMKa OKa3alicw 

YAUBUTeIbHO 61M30K CaMbIM 1yOOKMM CTpaHullaM ero TBOpyeCTBA, HallMCaHHbIM 

B 9TM Ke TORbI “IM MO3qHee. MU noToMy HeyaMBUTeNeH PakT OOpaljeHUA K 

«JJemckomy ajlb00My» BbIaIOWMXCA MMAHUCTOB MpOWOrO U COBpeMeHHOCTU 

(A. TonbaeHBe3epa, A. Dauepa, B. lopHocraeson, M. IIneTHesa, M. Kommontaa, 

B. TlocTrHuKOBON), CO3aBLIUNX APKUe TPaKTOBKU ITOFO WMKIa WanKOBCKOTO. 

ITlommHa OceTMHcKasd Hadasia UrpaTb Ha CleHe B WIeCTUIeETHeEM BO3pacTe, 

B BOCEMb JieT BIIepBbie BbICTyMMJIa C OPKeCTPOM. OHa OKOHUMJa WIKOY-MWeNn 

mpu CaHKkt-Ilerep6yprckou KOHCepBaTOpUN y 3HAMeEHUTOU MIpeACTAaBUTeIbHULLbI 

JIGHMHTpagcKon PopTremMaHHon wWKoNbI Mapuupt Bosbd (B ee Kyracce II. OceTuH- 

CKad YusaCb U B KOHCepBaTOPNN), 3aTeEM CTAKMpPOBasacb B Mockse y lipodeccopa 

Beppi TopHoctaepouw. Cama MMaHUCcTKa CYMATAaeT UCTMHHbIM HaudasIOM CBOerO 

IIlyTU B MCKYCCTBe Mepvoy, *KU3HU UM yuebp! B Ilerep6ypre, Koryja K Hew Mpuula 

My3bIKaJIbHasd U YXOBHad 3peJIOCTb. 

CeroqHaA JaypeaT mpemuu «Tpuym@» TlommHa OceTuHcKasd aKTMBHO KOH- 

iepTupyeT B ropoyax Poccuu u 3a pyOe@xKOM, peryispHO yuacTByeT B M@XKILy- 

HapOgHbIx ectuBanax (<JJexaOpockue 6Beuepa», «3ee3db1 Oenbix Houeli», «</TUKU 

coepemeHHozo nuaHu3ma», «Kpewexdo», Tsarunesckuni dectuBantb B Ilepmy). 

IImaHuctKa BbICTyMaeT C 3aCiyxKeHHbIM KOJWI€KTMBOM pecityOmmku AKaylemu- 

YeCKUM CMUM@OHMYeCKMM OpKecTpoM CaHktT-IleTep6yprckou dusapMoHun, 

TACO umeunu E. CpetaaHospa, opKectpomM MusicAeterna, KaMepHbIM OpKeCTpOM 

«Bupmyo3b!l Mockeéol», ToKuMCKMM UuNAapMOHMYeCKMM OPKeCTpOM, OpKecTpOM 

BevimapcKou HalMOHAJIbHOK OMepbl MU APyrMMU KOWIeEKTUBaMM. Cpeaqn DTupyxKe- 

poB, KOTOpble Obl MapTHepamMy IlonuHbI OceTMHCKON Ha cueHe, C. COHTeLMKUC, 

I. Anb6pext, T. Kypeut3uc, T. Coxves, B. CunaiicKkun, A. Bopenko, T. 3angepsmuHr. 

IIporpamMpi [lommHbr OceTuHcKOM MpMBeKalOT HeOObIYHbIM COTMOCTAaB- 

yleHveM penleptyapa. AKTUBHO MCIIOJHAA My3bIKy KOMIMO3UTOPOB XX—XXI cToye- 

Tun (JI. TecaTHuxkosa, B. Cusbsectposa, A. Ilapra, I. [enernea, Il. KapMaHosa), 

OHa lleeHallpaBJIeEHHO COeAMHAeCT COUAHEHUA COBPCEMCHHMKOB C My3bIKaJIbHOU 

«KJIaCcCUKOU». Tl0 MHeHUIO TIMaHUCTKU, «COBPeMeHHAA My3bIKA He MOJIbKO 

npodos#aem My3blKy Cmapyw. Ona ewe UNOMO2ZaeM OMKpbIBaMb 6 CMapoU My3bIKe 

CMbICIbl U KPacomy, cCmepmbie OecamusemusMU Cylenoz0 My3ellHO2Z0 NOKIOHEHUA 

Uu MexaHUuYecKOz20, uacmo GOe3dyuwlHO20 UCnoNHeHUA». TIOBbILIeHHOe BHAMaHMe 

Il. OceTuHcKadA yoeiseT MporpaMMaM JIA OHbIX CilyWaTeweu: OHa BeeT Ba 

«JJeTCKUX» aOOHEMeHTa (B MockoscKkonu u lepmcKou usapMOHMUsAX), B KOTOPbIxX 

TakoKe UCIOJIHAeCT My3bIKy CAMbIX Pa3HbIX JMOX VU CTMIIEN. 

My3piky UanKoscxoro I]. OceTuHcKasd MCMOUHANIA C DeTCTBa: OTebHbIe 

libecbl “3 «<ZJemckozo aib6oma» u «BpemeH 200a» BXOMIM B ee KOHIeEPTHbI 

peneptyap, Kak VU y OObIIMHCTBAa MOJOZbIX MMaHUCTOB. OfHAakO HacrTosilee, 

ryryOoKoe NOCTMWKeHMe eFO TBOPYECTBA, 110 COOCTBEHHOMY IIpu3HaHMWO apTUCTKH, 

IIPUMWIO K HeU ropa3ygo mo3xe. U TobKO cenuyac, Mocue MHOIMx JIeT KOHLeEpTUpo- 

BaHUA U OCBOeHMA IIMpOKOroO pellepTyapa, OHa rOTOBa IIpeCTaBUTb CBOW UHTep- 

lipeTalM1o ZByx PopTelmMaHHbIx WUKIOB KOMIO3MTOpa. 

«Ymo6ol ucnosHAmMb YatikoecKoz0, HA0O MHOZ0e NepeUMb» — CIOBa, CKa3aHHbIe 

EneHow OOpa3u0Bou, Halim cBoe NOATBepxKAeHMe B UcHONHeEHMM TlonMHbI 

OceTuHcKou. Ee NOHMMAaHMe TparMyueckouw WM4HOCTU UanwKOBCKOrO Kak TBOpIa 

Uv wenloBeka, OCTPO OCO3HAaIOMero CBOE OAMHOYUeCTBO B MUPe, HEBO3MOXKHOCTb 

JOCTWKEHUA CUACTbA, OCHOBAHO Ha M3Y4eHUM OyOJIMKOBaHHbIX B TMOcIeyqHVe 

rObI HAyY4YHO-Ouorpaduyecknx MaTepuaos. IMaHucTKa CTPeEMUTCA OCBOOOAMTb 

«BpemeHa 200d» OT BUPTYO3HO-KOHIJ€pTHbIX IITAMIMIOB «KOHKYPCHbIX IIbec» 



U C HEOKUTZAHHOU CBEKECTbIO PaCKPbIBaAeT JIMPMUeECKyIO UVHTMMHY!0 CyLIHOCTb 

9TUX MY3bIKaJIbHO-XapakTePUCTMUYeCKUX 3aPMCOBOK, B KOTOPbIX TPeIleTHOCTb 

MOSTMYeECKOTO «CIbIMAHUA» MPMUpOAbI OKpallieHa MeaHxOMYeCKOU TpyCcTbIo 

o6peyeHHocTu. K «<Zlemckomy anvdomy» TlommHa OceTMHcKas MUCIIbITbIBaeT 

oco6o0e OTHOMeHMe: B ITOU My3bIKe OHA YCJIbIMaIa BHYTPeEHHUM rouoc CaMoro 

KOMIIO3UTOpa, KOTOPbIM TaK MU He CMOF OMpaBMTbCA OT paHHeM CMepTU MaTepu 

U B KaKOM-TO Mepe Tak UM «He Mepexus» coOcTBeHHOe JeTcTBO. He moromy JIM 

C TaKOM rityOu“HOK BbIPa3sMI OH MpM3HaHVe B IOOBM K MaTepu B 4eTBepTONM 

libece U“ TOCKy MO UseatbHOU MeuTe B «CyadKol 2pe3e»; COBCeM He «eTCKMe» 

cTpaxu, mpemBocxunjarimme «/amemuyeckyw» CAMMOHMIO, MOXKHO YCIIbILATb 

B «babe-sze», a lorpebaibHbIM Hames Mecroro rmaca mpaBociaBHoro OOuxosa 

B ToculIeqHenv Mbece U BOBCe OCTABIIAeT JBOUCTBeEHHOe BirievaTIeHUe. TpakTOBKa 

Tlonmmubl OceTuHcKoU (opTenmMaHHbIx bec UawKOBcKOrO JasleKa OT IIPUBbIMHbIX 

TipescTaBJIeHuUu, OHa 3aCTaBIIAeT 3ayMaTbCA O TOM, YTO KaxkKeTCA aBHO 

3HaKOMBIM. 

Bopuc Myxoceti 

Se 

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. “...Jf 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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21st centuries (Leonid Desyatnikov, Valentin Silvestrov, Arvo Part, Georgs Pelecis 

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 
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nETP YAAKOBCKU 

«flemckuli anb6om», cou. 39 

YTPeHHAA MOMMTBA.... 1... a! 

Beiee VIDO.. 5 cc ce te 1.02 

UrpaBnowagkvw........... 0.35 

eu, Oe Pe ee eee ee 1.20 

Mapw epeBaHHbix congatuKos. .0.51 

DONGSHE RVR... ke ee Lee 

MoxOpOHbl KyKbl. ... 2.2... 2.21 

| ES ae er et eee 1.18 

omer ene. Sr ee ee 0.30 

Pepe saree PPE ES Ba? 

PYCCKAN NeCHA ee a's 0.46 

MyKUK Ha rapMoHuKe urpaeT . . .0.42 

KamMapvHCcKan.... 2. ee eee 0.34 

fe oe ee 0.53 

VUtanbAHCKan neceHKa ....... 0.56 

CrapukHaa dpaHuy3cKasa neceHKa 1.08 

Hemeukans nmeceHKa......... 0.57 

HeanonutaHcKaa neceHKa..... 1.15 

HAHMHa CKa3KAa .. 2... eee 0.48 

BRING baacetulee ot hee: 0.42 

ee en ee 2.46 

MlecHA KAaBOPOHKa.......... 0.59 

LWapMaHWwinMkK noeT.......... 0.53 

ee ee en 2.24 

«Bpemeua 200a», cou. 37a 

25 

26 

27 

28 

29 

30 

31 

32 

33 

34 

35 

36 

1. AHBapb. «Y KaMeyIbKa» ...... 4.50 

2.DeBpanb. «MacneHuua» ..... 3.15 

3. Mapt. «/TecHb aBopoHKa». . . . 2.37 

4.Anpenb. «/TO0CHEKMHUK» ..... 2.18 

5.Man. «bembie HouU». . 2. 2... 4.57 

6.VtOHb. «bapkapoya». ....... 6.24 

7.Mtonb. «/lecHb Kocapa» ...... 1.58 

8.ABryct.«)Kamea» ......... 3.38 

9. CeHTAOHpb. «Oxoma», ... 2... 3.11 

10. OxtTa6pb. «OceHHa9 necHs. . .5.48 

11. Hos6pb. «Ha mpotixe» ..... 2.47 

12. exa6pb. «Ceamxu». .. 2... 4.12 

O6Owee Bpema: 74.44 

Nonuva OcetTuHcKaa, Popmenuano 

3anncb 2016 r. 

3ByKOpexnccep — Anekcev bapalwku 

PyKOBO“UTeNb NpoeKTa — KapvHa AOpamaH 

Penaktop — TaTbaAHa Ka3apHOBckaa 

Ju3anu — Ipuropun >KyKOB 

MeHemkep npoekta - Mapua JIbiruHa 

Moro - Esrenuii EBtoxoB 

PYOTR TCHAIKOVSKY 

Children’s Album, Op. 39 

CON ADU ARWN FE 

RPE wo - © 
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oy DG a 1.21 

Minver Morning’. ........ 1.02 

Playing Hobby-Horses...... 0.35 

0 ene 1.20 

March of the Wooden Soldiers .0.51 

BPM ge ee ew 2.22 

SeewousFuneral........ Fae | 

Se ee ae 1.18 

meeeweUOll... 5... eee 0.30 

Ps pe kd Wie dc pag 

SE SONI ee eee ee 0.46 

The Harmonica Player...... 0.42 

BeEENNISKAYA 2... we ee es 0.34 

Sr 0.53 

fee SON eee ke 0.56 

Seeerenctn SONG... ....... 1.08 

eT SOK). + 5 6 Soe ae» 0.57 

Neapolitan Song......... 1.15 

a SS ae ae 0.48 

ieee WIC: Fey ee 0.42 

Sweet Dreams .......... 2.46 

eo Ma ee 2.2 oor eee 0.59 

The Organ-Grinder Sings . . . .0.53 

BUMMER co oe Pe ea 2.24 

The Seasons, Op. 37a 

25 

26 

27 

28 

29 

30 

31 

32 

33 

34 

35 

36 

1.January. By the Hearth. .... 4.50 

2. February. The Carnival. .... 3.15 

3. March. Song of the Lark . . . .2.37 

4, April Snowdrop ...... +. 2.18 

5. May. White MignfS ..... ..... 4.57 

6. Wie, BOMCMIONG,. 2k ee es 6.24 

FSU ODT Ss SON ck 8 1.58 

8. August. The Harvest... .-. 3.38 

9.September. The Hunt ..... i | 

10. October. Autumn Song. . . .5.48 

11. November. On the Troika. . .2.47 

12. December. Christmastide. . .4.12 

Total time: 74.44 

Polina Osetinskaya, piano 

Recorded in 2016. 
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