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Theater and Music.

The third symphony concert conducted by S. Koussevitzky was dedicated to the works of
Rachmaninoff. Held on Monday, November 30, the program featured both of the composer’s
cantatas, as well as his Third Piano Concerto, performed with the composer himself as
soloist.

Rachmaninoff’s first cantata, “Spring”—set to a text by Nekrasov—was composed during a
particularly inspired period in the artist’s creative life; it was around this same time that he
also produced his enchanting Second Piano Concerto and his remarkable sonata for piano and
cello. “Spring” bears the unmistakable mark of a soaring creative impulse and genuine
artistic fervour. The composer has captured the essential tone of the poetic text perfectly. The
work is imbued with a sense of freshness and clarity, possessing an invigorating and
captivating quality. The entire "spring" section of the cantata is essentially derived from two
themes: a primary theme ("It comes, the verdant rustle resounds...") and a second theme,
which first appears in the cellos and is subsequently developed throughout the work, both in
its entirety and in fragments. Though this charming, quintessentially "Rachmaninoff-esque"
theme is built upon only four scale degrees, it would be unfair to call it meagre or
uninteresting. Also beautiful is the elegiac theme that emerges just before the narrative
portion of the cantata, preceding the baritone solo. This solo is by no means one of the finest
pages in Rachmaninoff’s body of work, nor is it particularly expressive. In fact, it tends to
dampen the listener’s enthusiasm and detracts from the overall impression.

One other detail is worth noting: when depicting the "shaggy" winter that "howls day and
night," the composer makes effective use of a wordless (closed-mouth) chorus, and later
introduces a striking, powerful exclamation from the choir—the word "Kill!"...
Rachmaninoff’s second cantata, “The Bells”—set to a text by Poe (in Balmont’s
translation)—was composed two years ago. The period between “Spring” and “The Bells”
saw the creation of several major scores, a time that provided Rachmaninoftf with invaluable
experience through his direct engagement with opera in the theatre and symphonic music in
the concert hall. Consequently, the score of “The Bells” stands as a masterful, outstanding
work. The strength of its orchestral palette lies not merely in the abundance of resources
employed, but in the fact that these rich means are utilized expansively and with unerring
precision. The same can be said for the choral writing, which is both demanding and highly
rewarding. The vocal solos are composed with great flair, though they occasionally require
the performer to produce an immense volume of sound, as they are sometimes layered against
both the chorus and the orchestra.

Such is the ornate exterior of “The Bells”, which lends the work a brilliant, vivid, and
pictorial quality. In terms of its inner substance, the score is somewhat uneven; its weight is
significantly greater in the final two movements, which are imbued with genuine drama.
After the third movement—where the sounds truly "throb, swirl, and cry out, cry out, cry
out," and where the drama reaches an immense intensity, illuminated by an ominous power—
one might expect the overall impact to wane. Yet it does not; the final scene, with its funereal
sorrow, mournful resignation, and sincere elegiac quality, leaves a profound impression. The
concluding coda, moreover, ranks among Rachmaninoff’s finest pages.

The excellent impression left by both cantatas was bolstered by their superb execution under
the direction of Mr. Koussevitzky. The performance of “The Bells” combined precision with
compelling energy—a blend that invariably yields outstanding results. The solo parts were in
capable hands: Mme. Stepanova, Mr. Alchevsky, and Mr. Migay (who also sang the solo in
“Spring”).



The highlight of the concert, however, was the truly inimitable performance of the Third
Concerto by the composer himself. On this occasion, Mr. Rachmaninoff surpassed even his
own high standards—and this in a city that still vividly recalls his remarkably brilliant
performance of the same concerto two years prior, as part of this very same concert series.
Throughout the three movements of the concerto, there was arguably not a single phrase that
was anything less than superbly played; indeed, after each movement, it felt as though that
particular section had been performed even better than the others—as if, in that very moment,
the artist had reached the ultimate pinnacle of his powers. The audience was captivated by a
combination of maturity and spontaneity, of consummate mastery and youthful sincerity.
Naturally, the overall impression would not have been nearly as powerful had Mr.
Koussevitzky’s accompaniment not been marked by such profound sensitivity and a seamless
alignment with the soloist’s intentions.

Mr. Rachmaninoff’s success was colossal—both during the concerto itself and in the encores
he performed (the Prelude in G sharp minor, Op. 32, and the Prelude in G minor, Op. 23).

Gr. Pr.

[Translation: Google]

Tearps u My3bIKa.

Tpertiit cundonnueckiii kouueprs C. KyceBuukaro 6bL1b OCBAILIEHD TBOPUECTBY
PaxmanunHOBa U coctaBmics (Bb MOHETbIbHUKD, 30-T0 HOSOPS) N3 00BUXH KAHTATH ATOTO
KOMIIO3UTOpA M TPETHATO (POpTEIiaHHATO KOHIIEPTA Bb aBTOP-CKOW HHTEPIIPETALIIH.

[TepBas kanTtara PaxmanunoBa, «Becnay, Ha Tekcth HekpacoBa, Hancana Bb 0COOCHHO
CUACTJIMBBI MEP10Ib TBOPYECTBA ITOTO XY/I0’KHUKA: Bb 3TO K€ MPUOTUZUTENBHO BPEMsI
CO3JIaHbI 0YapOBaTEIIbHBII BTOPO (opTeriaHHBIN KOHIIEPTh U 3a-MbyarebHas coHara /s
¢dopremniano cb BiosoHUYeNnbt0. [leyars B3neTa TBOpUECKaM BIOXHOBEHIS, I1€9aTh HCKPEHHATO
yBIIeUE Hist JSKUTH U Ha «Becmby. OCHOBHON TOHB MOATHYECKAro TeKCTa, M30paHHaro KoMm-
MO3UTOPOMbB, CXBaY€HBb UMb OTINUHO. B «Bechub» ayercst cBbxecTb U ICHOCTD, Bb el
3aJI0’KEHO YTO-TO OozpsiIiee U yBie-Katoulee. Best «BeceHHsAsD yacTh KaHTaThl Katolee. Best
«BECEHHS» YaCTh KAHTAThl BUIMJIACH Bb CYIIHOCTH U3b ABYXb TEMb, — OCHOBHOM («!1eTh,
IyZeTh 36-1eHbIl IIyMb») U IpYTroi, BIEPBbIC SIBIAIOIIEHCS Bb BIOJOHYENIAXb U IOTOMb MHO-
IO pa3b NPOBOAUMON IIBIUKOMB U 110 YaCTAMb. DTa MUJIasi, HACTOAILAS «PAXMaHUHOBCKAs»
Te€Ma MOCTPOEHA BCETO Ha YEThIpEXb CTYNEHSIXb, HO Ha3BaTh ee ObHOM NI HEMHTEpECHOI
6b110 061 Tphii-HO. KpacuBa u Ta anernueckas Tema, YTo MOSBISETCS BIIEPBbIE IEPETD
HavaJoMb OBBCTBOBATEILHOM YaCTH KaINTaThI, IO-pelb OapUTOHHBIMB $0lo. D10 solo
OTHIOZIb HE U3 JIUIIUXb CTPAHULb PAXMaHUHOBCKAro TBOPYECTBA U BHIPA3UTENIb-HOCTHIO HE
onemeth. Ckaxy OOJbIIE: OHO PACXONAXHBACTH CIYIIATEIsS, H OT-PULIATEIBHO BIILIETh HA
oOuiee Bnevar-rbmic.

Hy»HO yrmoMsHyTh e11e ofHy JeTallb, -IIpH pa3ckazb o 3umb kocMaToi, 4To «peBETH U JCHb,
1 HOYb», KOMIIO3UTOPD KPACHUBO MCIIOJIb30BaTb 3ByYHOCTh XOPa Cb 3aKPBITBIMU PTaMH U
MO3KE YJaYHO BBEJIb OTPSICAOIIEE BOCKIMIIAHBE XOpa « YOei»...

Bropas xanrara PaxmannnoBa «Komo-Kosa», Ha TekcTh [1o3-bansMoHTa, Ha-nrcaHa aBa
rona Hazaae. Ha nepions me-xay «BecHoit» n «Komokonammy nagaeTs HbCKOIBKO KPYITHBIXb
MapTUTYPB KOMIIO-3UTOPA M BpeMsl, aBiiee PaxMaHUHOBY OTrpOMHBIN OIBITH Bb BUIH
HEIOCPEACTBEH-HAr0 3HAaKOMCTBA Ch OIIEPHOU JIMTEPaTy-pOM Bb €51 CLICHUYECKOU KU3HU U
cuM(O-HIYECKOH TUTEpaTypoid Bb O SCTPAJHOMB BoIUIomieHin. By utors maprurypa «Ko-
JIOKOJIOBBY SIBUJIACH MIPOU3BEJCHIEMb Ma-CTEPCKUMb, BhIIAtOmuMcs. He Bb TOMB cuia
opkecTpoBoi anuTpsl «Konoko0BbY», YTO OHA HACKILIIEHA CPEACTBAMHU, HO Bb TOMb, UTO 3TU
OoraThisl Cpe/ICTBA HCIOb-30BaHbI IUPOKO U OBIOTH MPsMO Bb 11hiib. To jke Hy)KHO cKa3aTh U
PO TapTiro Xopa, oTBbTcTBeHHYI0 M OnmaronapHyro. Bokanb-Heisg solo Harnmcanb! 3G QeKTHO,



1o WHOTJA TPeOYIOTh OTh UCIIOTHHUTEINS CITMIIKOMB OOJIBIION CHIIBI 3BYKa, HOO
KOMOMHUPYIOTCS IOPOIO U Cb XOPOMbB, U Cb OPKECTPOMb.

TakoBa HapsiaHas BUbIIHOCTH «KOJIOKOIOBEY, pHUIaroImas UMb OJIECTAIYI0 KApTUHHOCTb.
Co cTopoHBI BHYTPEHHEH APTUTYpa MPECTABISETCS HEPAaBHOIBHHOM, mpudeMb ybIbHbIH
BECH €4 MHOTO BBINIE BB IBYXb IMOCTBIHIXED YACTAXb, HACHIIICHHBIXb HACTOSIIIUMb
npamatu3MoMb. [locirb TpeTweit kKapTuHsl, Tb 3ByKH MOUIMHHO «OBIOTCS, BEIOTCS M KPUYATh,
KpU4aTh, KpHUATh», Tk TpaMaTH3uh JOCTUTACTh BRICOTHI OTPOMHON M CTAHOBUTCS
03apeHHBIMB 370BbIIel crinoil, Brieuarrbmiro TpyaHO He ymacTs. OHAKO OHO HE MAIaeTh, U
(uHaMBHAs ClIeHa TOXOPOHHOMH IMeYajy Ch €1 CKOPOHOW MPUMHUPEHHOCTHIO U HCKPETTHEH
3JIETMYHOCTBIO OCTABIIAETh 00JbIIOE BreuaTabHie. A 3aKII0UUTENIbHAs KOJa IPUHAIEKUTD
Kb Jy4IIUMb CTpaHULaMb PaxmMaHuHOBA.

OTtnrunoMy BriedaTbHio 0Th 00bMXb KaHTAaTh CIIOCOOCTBOBAIO MPEBOCXOIHOE UXb
MIOTIOJTHEHHE TIOAB yripasiieHieMs T. Kyce. Bunkaro. B ucrnonnenin «Komokonoss» co-
YyeTaslach YETKOCTh Cbh YBJIEKATEIbHOCTBIO, @ TAKOE COUYETAHIE BCET/IA 1AE€Th MPAaBOC-XOJHbIE
pe3yabratel. [1apTig conmucToBs ObUIM Bb HAJIENBHBIXD pyKaxb r-ku CTenanoBou U IT.
AsueBckaro 1 Murasi, HCITOJIHUBILArO Takke solo B «Becuby.

Ho my4mmmb MOMEHTOMB KOHIIEpTa ObLIO MOMOUIMHHO HETIOIpakaeMoe UCTIOIHEHIe
aBTOPOMB TPETHITO KoHIepTa. Ha utors pa3s . PaxmMannHOBS TpeB3oIeTs caMmb ceds, a
MockBa NOMHUTH yxke napbAKOCTh sIpKOe aBTOPCKOE UCIIOJIHEHIE Ororo KOHLEpTa J1Ba roja
Ha3aJb Bb TOU )K€ KOHIIEPTHOH cepin. Ha nmpoTsikeHin Tpexpb yacTei KOHIepTa, KaKeTcs, He
ObuTO HU OTHOH (ppa3er MeHbe, wbMB MPEeBOCXOTHO CHITPAaHHOM, a TocTb KaXx10# yacTu
Ka3aJI0Ch, 9YTO UMEHHO 3TO CHITPAHO JIy4Ille MPOYNXb, YTO HIMEHHO 34bCh apTUCTD OAHSICS
Ha mo-cbanis BepmmHbL. [Tokopuina cirymaresnst KoMOMHaLis 3pbIocTH ¢h HEMOCPEICTBEH-
MOCTHIO, BBICIIIATO MAcTEPCTBA Ch IOMO-IIECKO HCKPEHHOCTHI0. 1, KoHeuHo, o0riee
Brieuatrbaie He OBIIO OBI CTONB CUIIBHBIM®B, €CJIM Obl aKKOMITAHUMEHTH T. KyceBuiikaro He
oTIMyaics OOJbIION YyTKOCThIO M TONKOM CIISIHHOCTBIO Ch BOJIEH CONUCTA.

Yerrbxb . PaxmanuaOBE IMbBIIB KOTOCCaTBHBIN U BO BpeMsl KOHIIEPTA, U CPEIH ITbECh,
ChITpanHbIXb Ha bis («[Ipemtomis» Gis-moll op. 32 u G-moll op. 23).

I'p. Ilp.



