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"The Bells" by S. Rachmaninoff.

“There are many invisible forms and inaudible sounds in space...

“But only he will convey them... who, having caught only the line of a drawing, only the
consonance, only the word,

“The whole with him draws the creature into our surprised world.”

November 30, 1913, without a doubt, will be a memorable day for all sincere readers of S.
Rachmaninoff's wonderful talent: on this day, at the 4th subscription concert of A. Ziloti, S.
Rachmaninoft's new poem "The Bells" was performed for the first time - a work so
remarkable and significant that it is worth dwelling on in more detail. Edgar Poe's brilliant
ballad, which served as the text for Rachmaninoff's poem (the poem was written for
orchestra, choir and soloists), in its equivalent translation into Russian by K. Balmont, with
its deep, heartfelt content, surprisingly suits Rachmaninoff's talent. Breaking up into four
parts (the composer also divides the poem into four sections, as if expanding the usual
framework of a symphonic poem in the generally accepted sense), Poe-Balmont's ballad, in
the sonorous, harmonious, and melodious lines of its rhythms, seems to reflect the whole of
human life, with its fruitless aspirations, stormy passions, and vain hopes! Here is a serene
childhood (I quote in abbreviated form):

“Do you hear, the sleighs are rushing in a row, They are rushing in a row, The bells are
ringing with a silvery light ringing, it sweetly languishes our ears, With this singing and
humming we talk about oblivion.”

Here is a happy youth:

"Do you hear the holy ringing of the wedding bells, Golden One! How much tender bliss is in
this young song!”

And there is life itself, full of wild struggle, knowing no mercy:

"Do you hear the howling alarm, As if a copper hell is groaning, These sounds in wild
torment, a tale of horrors hardening...”

And finally, the last chord:

"The funeral bell is heard, the long bell! The sounds of bitter sorrow are heard, the sleep of a
bitter life is over.”

The sound of iron announces the sadness of the funeral!

Sergei Rachmaninoff deepened this tragic text to the limits of possibility, with such inspired
and stunning music, which never before had sounded so complete, full, and dramatic in his
works. In "The Bells," there is no trace of that dreamy lyricist with soft elegiac penumbras
reminiscent of the school of Tchaikovsky, which is what Rachmaninoff was before his First
Piano Sonata, the Third Concerto, "The Isle of the Dead," and "Francesca," with its
astonishing picture of Dante's hell. These works sharply distinguish the former Rachmaninoff
from the present one, who has embarked on the path of an independent master, revealing his
inner, deep world more penetratingly, more powerfully. Sincerity and spontaneity have
always been close to Rachmaninoff's muse, but that tragically mournful background, the
condensed colours of hopeless melancholy and despair, which first appear in "The Isle of the
Dead" - are drawn with particular clarity in "The Bells." In Rachmaninoff's new poem, the
hopelessly pessimistic passion, impetuosity, and that uplifting tragic quality that is
characteristic only of a great artist and the noble heart of true talent. In "The Bells,"
Rachmaninoft is not only a poet of powerful, stunning moods (Part III in its entirety), he can
and wants to be tender and captivatingly beautiful (Part I).

The choir and orchestra of the poem seem to complement each other (especially the third
part), the soloists are more episodic.



The composer conducted the entire concert program, in the first section of which “The Isle of
the Dead” and the second piano concerto, brilliantly performed by A. Ziloti, were played.
B. Tyunyev.

[Translation: Google]

,,Komokona“ C. PaxmanuHoOBa.

«MHoro Bb IpocTpaHCTBh HEBUAMMBIXD ()OPMB U HECIIBIIIIMMBIXD 3BYyKOBb...

«Ho nepenactp uxb UL TOTh... KTO YJIOBUBB JIUIIb PUCYHKA YEPTY, JHILb CO3BYYbE, JIUIIb
CJIOBO,

«Ib1oe cb HUMB BOBIIEKACTh CO3AHHOE Bb HAIIE Mipb YIUBICHHOEY.

30 HOs10pst 1913 1, 6e3b comubHis, OyaeTh TaMATHBIMB THEMB Ui BChXb HCKpeHHUXD 1M0-C.
PaxManu-unTateneil npekpacHaro TajaHTa HOBa: Bb 3TOTH JIeHb Bb [V aO0OHEMEHTHOMB
koHLEepTh A. 3un0oTH ncnoaHeHa BrepBbie HoBas moaMa C. PaxmannHoBa «Komokonay-
MPOU3Be-JIeHie HACTONBKO 3aMbyarebHOe U 3HAYUTEh-HOE, YTO Ha HEMb CTOUTH
0CTaHOBHTHCS MO-noipoOHbe. I'enianbhas 6amnamga darapa [1os, mocmyxuBIIas TEKCTOMb
1mo3Mbl PaxmMaHrHOBa (1T03Ma HanMcaHa JUisl OpKeCTpa, Xopa U COJIU-CTOBB), Bb
paBHOITbHHOM® eif mepeBonb, Ha pycckiil sa3b1kb, K. BansmoHTa, 110 cBOEMy TITy-00KOMY,
IIPOHUKHOBEHHOMY COZIEpPIKaHiI0, YIU-BUTEJIbHO MOAXOAUTH Kb JapoBaHito PaxmaHu-HoBa.
Pacnanasice Ha 4 9actu (KOMIIO3UTOPH Takke NbiauTh mosmy Ha 4 otabia, Kakb ObI
paciupsisi STUMb OOBIUHBIS paMKU CUM(OHUYE-CKON TO3MBI Bb OOLIEIPUHATOMB CMBICTE),
6amrana [1o3-bansMoHTa, Bb 3ByYHBIXb, CTPOWHBIXD U TEBYYHXb JIMHISAXH CBOMXD PHOMb,
Kakb ObI OTpakaeTh BCIO 4eNoBbuecKyro KU3Hb, Ch 0€3-TUIOTHBIMHU CTPEMIICHISIMH, OypHBIMHU
CTpacTsIMU U TIIETHBIMU Hagexaamu! Botrs 6e3msrexxnoe nbr-cTBO 1):

«Cnplmuine, caHu Myarcs B psiab, Muarcs B psaab, Konokonbunku 3BeHbeB CepeOpUCTHIMb
JIETKUMB 3BOHOMB, CITyXb HAIlb CJIA-IOCTHO TOMATh, DTUMb ITEHbEMB U TyTbHbEMDB O
3a0BEHbU TOBOPUTH.

Bots cuactinuBas IOHOCTH:

«CnpImmmse Kb cBags0b 3BoHEB cBATOH, 3010TOM! CKOIBKO HbXXKHAro 0/1akeHCTBa Bb STOU
bcHu Mo-nonoi!

A TamMb B caMa KH3Hb, ITOJTHAS JTUKOW OOPHOBI, HE 3HAOIAS MO

«CnpImmis, BorIIid Ha0aTs, TOYHO CTOHETH MbIHBIN aab, DTH 3ByKH Bb TUKOU MYyKh,
CKa3Ky y’KacOBb TBEP-ISATh...

WU, nakonens, mocbaHui akKOpIb:

«IToxopoHHBIH CIbIILIEHD 3BOHB, Jlonriii 380HB! [OpbKOI CKOPOM CIBILIHBI 3ByKH, TOPHKOM
KU3HU KOHYEHDb COHb.

3ByKb Ke'b3HbIN BO3BhIIAETH O Me4anu NoXOpoHb!»

C. PaxMaHMHOBB yIITyOHIIbh STOTH Tparmde-cKii TEKCTh, 10 MpeabioBb BO3MOXKHATO, TAKOH
BJIOXHOBEHHO-TIOTPSACAIOIIEN MY3bIKOI, KOTOpas €lle HUKOT/Ia He 3Byyaja Bb €r0 TBOPEHISIXb
Takb WBIBHO, MONTHO, ApamaTndHo. Bb «Kono-konaxwe»-ab1h 1 crbna Toro meurarensnaro
JHMPHUKA Ch MATKAMH 3JIETHYECKUMHU TONMYyThHAMHU, HATOMUHAOIIUMY 1Koy YaifkoBcKaro,
KaKo-BbIMb M ObLITb PaXMaHWHOBB paHblile 10 CBOEH nepBoii (-oif coHarsl, [11 koHuepra.
«OctpoBa Cmeptu» u «®paHueckn» cb €51 yIUBUTEIbHON KapTUHOM JaHTOBCKAro aaa. OTu
pou3BeIeHis pb3KO OTTpaHNYMBAIOTH MPEKHATO PaxMaHWHOBA OTHh HBIHBIIHSTO, CTaBIIATO
Ha IyTh CaMOCTOSI-TEJIbHAT0 MacTepa, BBISBIIIONIATO CBOW BHYTPEH-HiH, ITyOOKii Mipb
6ombe mpoHuKHOBEHHO, O0srbe cumbHO. VICKpEHHOCTh M HEMOCPEICTBEHHOCTh-BCETIa ObLIH
6mu3ku My3b PaxmaHnHOBa, HO TOTH Tparuuecku CKOpOHbIN (POHD, CIYIICHHBIS KPACKU
0€3BICXO/THOM TOCKH OTYasHisl, KOTOPBIE BIEPBBIC NOSABISIOTCSA Bb «OcTtpot CMepTn» — Cb
0c000ii perrbePHOCTHIO BEIPHCOBEIBAIOTCS Bb «Kookonaxs. Bb HOBoM moamb PaxmanuHOBa
Ch 0C000H CUIION 3BYUUTh O€3bICXOAHO NECCU-MUCTUYECKAsI CTPACTHOCTD, TIOPBIBUCTOCTD U



TOTbh BO3BBIIIAOLIINA TPAru3Mb, KOTOPbIN CBOWCTBEHD TOJILKO OOJIBLIOMY XY/IOKHUKY U
071aropoiHOMy cepJlly UCTHHHHAro tananTta. Bb «Komokonaxs» -PaxMaHUHOBB HE TOJIBKO
MO3TH CHIIBHBIXb, O-Tpsicatommxb HacTpoeHii (111 uacTs baMKOMBb), OHb MOXKETH U XOYETH
ObITh HEXKHBIMB U 00a-ATeIbHO-TIPEKPacHBIMB (I 4acTs).

Xopb U OPKECTPD MOAMBI KaKb ObI AOMOJ-HIIOTH Apyrdb Apyra (ocobenHo 11l yacts), co-
JIMCTBI SBJISIFOTCS O0rbe 3MM301M4eCKIMH.

ABTOPB AUPIKUPOBAITH BCEH IPOTpaMMOil KOHIIEpTa, Bb | oTabieHin koroparo ObuH CHIT-
panbl «OCTPOBb CMEPTH» M BTOPOH (P-HBIN KOH-IIEPTh, OIECTSAIIE NCTIOMHEHHBINA A. 3UIOTH.
1) HuTtupyto Bb COKpalleHiu.

b. TronkeBs.



