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Gennadi Rozhdestvensky

Gennadi Rozhdestvensky received his musical education at the Moscow
Conservatoire, studying conducting with his father, and piano with Lev Oborin.

At the Bolshoi he was Staff Conductor  (1951 - 61) and Principal Conductor  (1964
- 70), during which time he conducted the Bolshoi première of Prokofiev's War
and Peace (1959) and the Russian premières of Khachaturian's Spartacus (1956) and
Britten's A Midsummer Night's Dream (1965).

He was permanent Principal Conductor and Artistic Director of the Symphony
Orchestra of All-Union Radio and Television (1961 - 74), Artistic Director of the
Stockholm Philharmonic Orchestra (1974 - 78), Chief Conductor of the BBC
Symphony Orchestra ( 1978 - 82),  and became Chief Conductor of the Vienna
Symphony in 1982. 

Gennadi Rozhdestvensky is Chief Conductor of a new orchestra specially formed
for him by the USSR Ministry of Culture. He is also founder conductor of the
celebrated Moscow Chamber Opera, with which he has toured extensively. He is
a regular visitor to the major European  centres,  and particularly London, where
he made his debut on the 1956 Bolshoi Ballet tour.

In 1966 he was named People's Artist of the Russian Republic and in 1970 he was
awarded the Lenin Prize.
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The Firebird Suite
(original version, 1910) 23.36

Introduction and Dance of the 
Firebird 6.46

Adagio (Pas de deux) - Entreaty of 
the Firebird 4.56

Scherzo 2.40

Rondo (Khorovod) 4.44

Allegro - Infernal Dance 4.39
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The Rite of Spring 
I - Adoration of the Earth 16.47

Introduction 
(Harbingers of Spring) 3.42

Dances of the Adolescents 4.05

II - The Sacrifice 19.08

Introduction 4.08

Mystical Circles of the 
Adolescents 3.21

Glorification of the Victim 1.40

Evocation of the Ancestors 0.57

Ritual of the Ancestors 3.32

Sarced Dance - The Victim 4.56

Total playing time 59.31
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Mock Abduction 1.22

Spring Rounds 3.27

Game of the Rival Tribes 2.37
Dance of the Earth 1.33
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IGOR STRAVINSKY
The Firebird Suite • The Rite of Spring

London Symphony Orchestra
Gennadi Rozhdestvensky, conductor
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that the music sounds as if it is made of a series of child’s building blocks.

Throughout the first and second movements the writing is simple and
undecorative. Indeed, the harp is stripped of its characteristic romantic potential
even in the gentler second movement, and is given largely melodic material. The
third and last movement is more explosive and here it is interesting to note that
Stravinsky was, at the time of composing it, engaged upon a revision of The Rite
of Spring. There are several points in the movement which recall the earlier
ballet’s orchestral colour. It is also in this movement that the piano and harp are
combined. 

That Symphony in Three Movements is a drama between the various instruments as
‘characters’, or a symphony in the sense that, say, Beethoven would have
understood the term, remains debatable.  

“Composers combine notes,” he said. “That is all.”

© Bruce Cole 1987
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Indeed, the hurdy-gurdy melody, which Stravinsky claimed to have overheard
through his window whilst working on the score, later turned out to have been
composed by a Mr Spencer who lived in France and who had to be given a share
of the royalties.

Eclecticism in Stravinsky’s early works should not be confused with his
preoccupation with pastiche in his later works, of which Symphony in Three
Movements is an example. It belongs to what is generally referred to as his neo-
classical period (also, interestingly, it was used in a ballet in 1960). It was
composed between 1942 and 1945 and is characteristic of the period in
Stravinsky’s life when he developed classical, rather than ‘modern’ forms,
sometimes to the point of imitating the styles of classical composers. However,
the object was not to reproduce classical music, so much as use it as a vehicle for
his own ideas. “Tradition,” he said, “is generic; it is not simply ‘handed down’
but undergoes a life process.”  

In the programme notes for the first performance Stravinsky described Symphony
in Three Movements as being ‘absolute music’ in that it told no particular story.
However, he has since revealed that the first movement was a response to a film
he saw about ‘scorched-earth’ warfare in China, and that the last movement was
‘a musical reaction to the newsreels of goose- stepping soldiers’. Moreover, there
has been some academic controversy over the form of the symphony; whether it
is a symphony at all, lacking internal drama, or whether it is, in fact, a concerto.

The work features the piano and harp as solo instruments in roughly equal
measure; the piano dominating the first movement and the harp dominating the
second. These are, in turn, contrasted with small concerting groups drawn from
the orchestra in the manner of a Baroque concerto, but exaggerated to the point
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Pétrouchka 
(original version, 1911) 37.04

First Scene - The Shrovetide Fair 10.28

(a) The Crowds

(b) The Mountebank’s Booth

(c) The Russian Dance

Second Scene - 
Pétrouchka’s Room 4.33
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Third Scene - The Moor’s Room 7.18

(a) Entrance of the Ballerina

(b) Waltz

3

Total playing time 59.57

IGOR STRAVINSKY
Pétrouchka • Symphony in Three Movements

London Symphony Orchestra
Gennadi Rozhdestvensky, conductor

Fourth Scene - Grand Carnival 14.43

(a) Dance of the Nuns

(b) dance of the Peasant and Bear

(c) Dance of the Gipsy Girls

(d) Dance of the Coachman

(e) The Masqueraders

(f) Conclusion (Pétrouchka’s Death)
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Symphony in 
Three Movements 22.53

1st Movement 10.42

2nd Movement 5.55

3rd Movement 6.16
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Recorded on the 9th, 10th, 13th and 14th February 1987 at the Town Hall, Watford
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Scene I: Crowds of people stroll in the square. A small showman’s theatre is set
up and a street musician appears with a hurdy-gurdy and dancers. Then the
show begins. Three puppets; Pétrouchka, a ballerina and a Blackamoor (a
harlequinesque Negro) dance on stage and then step down into the audience.

Scene II: Pétrouchka, ashamed of his ugliness, falls in love with the ballerina but
she is frightened by his awkward movements and flees.

Scene III: The Blackamoor captivates the ballerina. Pétrouchka arrives in a jealous
rage and is thrown out.

Scene IV: Back in the square the strolling people are disturbed by a commotion
in the showman’s theatre.  Pétrouchka rushes out, pursued by the Blackamoor,
who kills him. As the crowd disperses and the showman drags the puppet away
the ghost of Pétrouchka appears over the small theatre.

Stravinksy and Benois were excited by the theatrical complexities of the stage-
within-a-stage and of puppets coming to life. However, in the first performance
neither felt that the possibilities afforded by these ideas had been fully realised.
Stravinsky was inclined to blame this upon Benois although he acknowledged
that the choreographer Fokine, was not easy to work with. “Fokine,” he said,
“was easily the most disagreeable man I have ever worked with... he would
actually refer to ‘my musical accompaniment’ and ‘his choreographic poem’.”
Nevertheless, of the three ballets Pétrouchka has survived longest in its original
form.

Musically Pétrouchka belongs to Stravinsky’s ‘Russian’ period. The influence of
Russian folk-song is very clear although the overall effect is an eclectic one.
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Photograph of Igor Stravinsky and Gennadi Rozhdestvensky, Moscow 1962.
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Each has its own type of music; folksong for the natural and a more astringent
and ‘modem’ harmonic style for the supernatural. It is in The Firebird that the
seeds are sown for Stravinsky’s mature style, a fascination for exoticism in
preference for the structural intensity of the modern German composers. Later, he
came to regard such a fascination as being little more than an immature flirtation.
Upon being told in 1931 that the music sounded ‘rather Oriental’ he said sadly
“Yes, I’m afraid that’s the trouble with it”.

Pétrouchka • Symphony in three Movements

Pétrouchka was first performed in Paris on June 13th 1911 and was the second in
a trilogy of scores for the Russian Ballet - the other two being The Firebird and The
Rite of Spring.

After the success of The Firebird Stravinsky decided to compose a concert work for
piano and orchestra provisionally titled Konzertstück. However, during its
composition he became increasingly preoccupied with the image of a dancing
puppet. When Diaghilev, director of the ballet, visited him to check the progress
of the forthcoming Rite of Spring he was surprised to find that Stravinsky had
instead turned Konzertstuck into his next ballet score. Its subject, in his own
words, was ‘Pétrouchka, the immortal and unhappy hero of every fair in all
countries.’

The scenario, described in the score as a burlesque in four scenes was devised by
the artist Benois, also an authority on Russian puppetry. It was decided to set the
action in the Admiralty Square of St Petersburg, on the day of the Shrovetide Fair.
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The Firebird Suite • The Rite of Spring

“I arrived in a fury backstage, where I saw Diaghilev flicking the house lights in a
last effort to quiet the hall. For the rest of the performance I stood in the wings
behind Nijinsky holding the tails of his frac, while he stood on a chair shouting
numbers to the dancers, like a coxswain.” 

Thus Stravinsky described the backstage pandemonium which accompanied the
first performance of The Rite of Spring on May 29th 1913 in Paris. Along with the
fighting and heckling in the auditorium it constituted one of the most notorious
premières in the history of music. 

The Rite of Spring was the third of a trilogy of scores composed for the Russian
Ballet - the other two being The Firebird and Pétrouchka. It was originally sketched
for piano with the provisional title Pagan Night. Stravinsky has described how he
was obsessed by a vision of wise elders seated in a circle and watching a young
girl dance herself to death in propitiation of the God of Spring.

The final version of the scenario was planned by the artist Roerich during 1910
and 1911. It is in two parts. Slavonic tribes gather at the foot of a hill to celebrate
the Spring Rites. A witch predicts the future and an elder places a kiss on the earth.
The crowd is seized with mystic terror. In the second part young virgins dance in
a circle and choose a victim who will dance her last before the company of
ancients.

Diaghilev, director of the Russian Ballet, asked Nijinsky to choreograph the score
and great hopes were held for a successful performance. Nijinsky was already a
celebrated dancer, the more so because of a recent sex scandal involving himself
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composed this century it would have made me a millionaire.” 

The Firebird was the first of the three ballet scores, dating from 1910.  Interestingly
Stravinsky was not the Russian Ballet’s first choice of composer  (Diaghilev
initially approached his former music teacher Liadov). Nevertheless, Stravinsky
was so excited by the project he apparently started work before the commission
had been confirmed and even dropped work on his opera The Nightingale. 

The scenario, in six sections, is based on a Russian legend. A young Prince
captures the magical Firebird and extracts a feather. Later, when he meets a group
of maidens and falls in love with one of them, he discovers they are bewitched.
He is captured by an evil fairy, Kastchei, and, waving the feather, summons the
Firebird to break the spell after which he marries the maiden.

As with The Rite of Spring Stravinsky was dissatisfied with the production
although in this case his feeling seems to have been reciprocated. The prima
ballerina, Pavlova, for whom the composer had great admiration, declined to
dance since it was too complex a score and observers have described how the
company was bemused by the rhythms, to the extent that Stravinsky, as rehearsal
pianist, hammered out the beats on the piano with his fists in frustration. After
the first night, when, incidentally he met Debussy for the first time and had
dinner with him, he said of the choreography - “The princesses were insipidly
sweet, while the male dancers were the ne plus ultra of brute masculinity”

The music, for a ‘wastefully large’ orchestra, belongs to Stravinsky’s ‘Russian’
period when he was still very much under the influence of his teacher Rimsky-
Korsakov. Indeed, there is a strong hint of that composer’s opera The Golden
Cockerel, particularly in its treatment of the natural and supernatural elements.
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and Diaghilev with some male members of the Tsar’s Court. However,
Stravinsky, in his conversations with Robert Craft, reveals that he had mixed
feelings about the end result. “Nijinsky” he said, “was the least capable musically
of all my choreographic collaborators... he never understood musical metres and
he had no very certain sense of tempo.”

The orchestra for which Stravinsky scored the work is very large, with eight
horns and five trumpets. This volume of sound and the complexity of texture
contrasts dramatically with the melodic material which is extremely simple and
based on Russian folk-song. Indeed, the opening, which Stravinsky likened to
‘the awakening of nature’ and which features a bassoon in its uppermost register,
is derived from a Lithuanian melody although there is little evidence that the
composer researched the material. Rather, he has described an almost mystical
experience in which the ideas were present in the air around him and in which he
was simply ‘the vessel through which the music flowed.’

As one of the acknowledged masterpieces in the Twentieth-century orchestral
repertoire, The Rite of Spring has never been successful in the theatre as it has in
the concert-hall, despite numerous revivals. Oddly its greatest success outside the
concert-hall was in 1941 when it captured the public-imagination as part of the
score for Walt Disney’s film Fantasia. Here, however, the scenario is of the birth of
pre-history and the extinction of the dinosaurs and although Stravinsky gave his
permission for the work to be adapted he has admitted privately that the studios
gave him little real choice.  As a Russian work it fell outside the jurisdiction of the
International Copyright Convention.

So too, did The Firebird and, as a result, Stravinsky received very few royalties for
this work even though, as he said, “as one of the most popular pieces of music
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1 5 The Firebird Suite (Original version, 1910) 23.36

The Rite of Spring, I - Adoration of the Earth 16.47

The Rite of Spring, II - The Sacrifice 19.08

DISC ONE

6 11

12 17

1 4 Pétrouchka (original version, 1911) 37.04

Symphony in Three Movements 22.53

Total playing time 119.28
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