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The second symphony concert of the Bolshoi Theatre orchestra was devoted to works by
Rachmaninoff, performed under the baton of the composer.

The evening opened with the orchestral fantasy "The CIiff," written, as the title states, "under
the influence of Lermontov's poem ('A Golden Cloud Spent the Night')." The initial impetus
for composing "The CIiff," as I've heard, was not the poem itself, but Chekhov's story "On
the Way," which takes the same Lermontov lines as its epigraph; and already in the process
of its further embodiment, the composer's imagination seemed to return to the beautiful
symbolism of Lermontov's images. Be that as it may, Rachmaninoff's "The Cliff" is strong in
both its visually striking and emotional aspects. The connection with Lermontov's poem is
undeniable (sometimes even in small details—for example, at the end of the fantasy, after the
sustained, ominous notes of the French horn, the violin figures descending from the very top
obviously respond to the words "early in the morning she rushed off on her journey"), and
yet even a listener unaware of this connection will accept "The Cliff" as something self-
sufficient. The melody of "The CIift" is striking for its predominant role in the diminished
fourth, a feature characteristic of most of the major works of Rachmaninoff's early period
("The CIift," op. 7). Perhaps this is also the source of a certain youthful, reckless freshness in
the music of "The CIift."

There is no such freshness in “The Isle of the Dead” (op. 29), which, however, does not
detract from the play either its imagery or its emotional richness, although it does take the
listener away from Bocklin’s ancient Elysium somewhere into the world of Dante’s torments
and gnashing of teeth.

The concert ended with the grandiose "The Bells," a poem for orchestra, choir, and solo
voices. Edgar Allan Poe's beautiful poem, if not in its poetic equivalent, then still in
Balmont's beautiful translation, is full of "musical" material, naturally arranged by the
composer within the framework of several internally unified and mutually contrasting
movements. But in Rachmaninoff's approach to this material, one senses not that special
youthful intensity, the unflinching excitement that believes in itself, but precisely the
intensity of maturity, confidently accumulating in its hand all the artistic thunderbolts within
its grasp and yet restlessly aware of the limits of this power. Just as if a mighty horse had
reared up and was trying to throw off its rider. By "limits of power" we must understand here
not purely technical ones (in this sense, "The Bells" is a striking work, crafted with the finest
mastery - from each individual instrument and voice to the most complex group and mass
combinations), but the limits of harmonizing external, technical brilliance with the force of
inner aspiration.

Such harmony is not achieved throughout The Bells. The third movement ("Fire") is
particularly revealing in this regard; it is more a picture of a fire, with all its contradictory,
disturbing beauty, than a direct recreation of the escalating rhythms of spiritual horror. This
harmony is captivating in the second movement (the wedding). But here it is vulnerable in
another way: the composer creates moonlight, languor, and tender slumber in enchantingly
penetrating sounds, but all of this is tinged with overly melancholy tones, not quite in



keeping with the "bliss," "bright splashes," and "fairytale joys." Perhaps one could also say
of the fourth movement (death) that, according to Edgar Allan Poe, more "heaviness," a
stony inevitability, would have been expected. In short, the horse did not throw its rider,
although his powerful muscles swelled to the limits of tension. Of course, it couldn't be
otherwise: after all, this rider is inseparable from his horse; it is he himself. And if the
extreme muscular tension perhaps reflected, here and there, in the technical overload of "The
Bells," then we also owe to it the radiant beauty and the power that are so abundant in this
most remarkable work.

The performance was superb—and it's no surprise when Rachmaninoff conducts his own
compositions. However, this can be said primarily of the orchestra, not the choir, and of the
soloists, perhaps to a certain extent, of Ms. Stepanova, but certainly not of the other
performers. Yu. Engel

[Translation: Google]

BTtopoii cumdonndeckuii KOHIEPT opkecTpa bonbiioro Tearpa oTaan OblUT TPOU3BEACHUSIM
PaxMaHnHOBa, NCTIOJIHEHHBIM TIO]T YIPABICHUEM aBTOPA.

Beuep oTkpbuics danTazueit s opkecTpa «YTecy, HalMCaHHO!, KaK CKa3aHo B 3aroJIOBKe,
«TI0J] BIICYATIICHHEM JIEPMOHTOBCKOTO CTUXOTBOpeHuUs (,,HoueBana Tydka 3omotas’ )».
[TepBoHayaNbHBINA TOTYOK K COUMHEHHUIO « Y TECA», — KaK MHE MPUIIIOCH CIbINIATh, 1aH
ObLJ1, OTHAKO, HE CAa-MHUM CTUXOTBOpPEHHUEM, a pacckazoMm Uexosa «Ha myTtu», anurpadom
KOTOPOMY B3SIThI T€ K€ JIEPMOHTOBCKHE CTPOKH; U YXKE B IIPOLIECCE CBOETO JAJILHEUIIIETO
BOIUTONICHUS (DAHTA3HsI KOMITO3UTOPA KaK ObI BHOBb 0OEPHYJIACH K TIPE-KPACHOW CHMBOIIUKE
JIEPMOHTOBCKHMX 00pa3oB. Tak uiau uHaue, HO B «YTece» PaxMaHMHOBA CUITbHBI 1 BHEIITHE
YKU-BOTUCYIOIIAsi CTOPOHA, U KU3Hb 4yBCTBA. CBS3b C JEPMOHTOBCKUM CTUXOTBOPEHUEM
371IeCh HECOMHEHHA (MHOT/A JakKe B MEJIoYax, — HalpuMep, B KOHIIEe (haHTa3uM, mocie
BBIJIEPIKAHHBIX 3JI0BEIIMX HOT BAJITOPHBI, CITyCKAIOIIHUECS C CAMBIX BEPXOB (DUTYpPHI CKPHUTIOK,
OYEBHJIHO, OTBEYAIOT CJIOBAM «yTPOM B ITyTh OHA yMYaJlach PaHO»), a MEXAY TEM U CITy-
areih, He UMEIONIHH MOHATHS 00 3TOU CBSI3U, MPUMET « YTEC» KaK HEUTO caMo cede
nosnerouiee. B menoauke «YTeca» obpaiiaer Ha cebs BHUMaHUE IEPBEHCTBYIONIAs POJIb
YMEHBIIICHHOW KBAPTHI, TPU3HAK, XapPAKTSPHBINA JISI OOJBITMHCTBA KPYITHBIX COYNHEHUM
panHero nepuoaa Paxmanunosa («YTec» opus 7-it). MoxkeT ObITb, B CBSI3U C 3TUM HaXOJUTCS
U KaKasi-TO IOHOIIECKU-0e30IIs11Has CBEXKECTh MY3bIKU «YTecay.

Taxoii cBexxectu yxe HeT B «OcTpoBe MEPTBBIX» (0p. 29), — 4TO BCE K€ HE OTHUMAET OT
MbEChl HU 00Pa3HOCTH, HU SMOIIMOHATHLHOM HACHIIIIEHHOCTH, TPaB/Ia, YBOJSIIEH CIIyIIaTess
0T OCKJIMHOBCKOTO aHTHYHOTO JTH3MyMa Ky/Ia-TO B MUP JTAHTOBCKUX MYK M 3yOOBHBIX
CKPEXKETOB.

Konnepr 3akonumnscs rpanano3nbivu «Komokona-Muy», mo3Mou uist OpKecTpa, Xopa u
rosocoB codo. [Ipe-kpacHoe ctuxorBopenue Darapa [1o, ecnu u He B MOTUYECKH-
PaBHOLIEHHOM, TO BCE € B KPAaCHBOM TiepeBojie bambMOHTa, TOJTHO «MY3BIKAJIBHOTO)»
Marepuaa, €CTECTBEHHO YJIOKEHHOTO KOMIIO3UTOPOM B PAMKH HECKOJIbKUX BHYTPEHHE
00BbeIMHEHHBIX U B3aMMHO KOHTpacTupyromux yacteil. Ho B monxone PaxmanuHoBa K 3TOMY
MaTepHuay YyBCTBYETCSI HE Ta IOHOIIECKAs KaKas-TO 0co0asi HanpsHKEHHOCTh, O€30IISTHO
BepsIIas B ce0st BO30YKICHHOCTh, @ HIMCHHO HAINPSKCHHOCTh 3PEIIOCTH, YBEPCHHO



CKOIUISIFOLIAsi B pyKe CBOEH BCE MOABIIACTHBIE €M XYy/N0KECTBEHHBIE NIEPYHBI U BCE KeE
0€CIOKOMHO CO3HAIOIIas IPaHuLlbl 3TON BiIacTU. TOUHO MOTy4nii KOHb CTaj Ha JbIOBI U
neiTaercs cOpocuth ¢ ceds BcagHuka. [lon «rpanuiiamMu BIacTu» Haslo pa3yMeTh 3/1€Ch HE
YHCTO TEXHUYECKHE (B 3TOM cMbIcie «Kosokona» HUe Mopa3uTeabHOE, C TOHYAUIINM
MacTEPCTBOM OT/IEJIaHHOE - OT Ka)KJI0T0 OTJEIBHOI0 MHCTPYMEHTA U rojioca JI0 CIOXKHEHIINX
IPYNIOBBIX U MaCCOBBIX COYETaHMI), HO IPAaHULIbI IPUBEICHUS B TAPMOHHIO BHEILIHETO,
TEXHUYECKOTO OJIECKa C CHJION BHYTPEHHETO YCTPEMIICHHUS.

Takast rapmonus nocturuyta B «Konmoxonax» He Besne. Tperbs yactsb («Iloxkap») B JaHHOM
OTHOIICHUN 0COOEHHO TIOKAa3aTellbHa; 3TO — OOJIbIIIe KapTHHA MoXKapa co BCei ee
IIPOTUBOPEYUBON TPEBOKHON KPAaCOTOH, YEM HENOCPEICTBEHHOE BOCCO3/IaHNE
HapacTaIKX PUTMOB IyIIEBHOM KyTH. I [nneHuTebHa 3Ta rapMOHUs BO BTOPOM 4aCTH
(cBagnpba). Ho 31echk oHa ys3BMMa ¢ MHOM CTOPOHBI: KOMITO3UTOP CO3/Ia€T B YapyIOIIIe-
IIPOHUKHOBEHHBIX 3ByKaX U JIyHY, U HETY, U HEKHYIO APEMY, HO BCE 3TO y HETO OKPACUIIOCH B
CJIMIIKOM MEJIaHXOJIMYECKHE TOHA, HE COBCEM OTBEYAIOIINE «OIaKEHCTBY», «CBETIIBIM
OpbI3ram», «CKa304HbIM Becenu-aM». [loxkanyii, u mpo 4eTBepTy1o 4acTh (CMEPTh) MOXKHO
ObLIO OBI CKa3aTh, 4yTo 10 Dnrapy [1o oT Hee KAaIoch OBl OOJBIIE KTKKOCTHY», KAMCHHON
HeoTBpaTUMOcTU. CI0BOM, KOHb HE COPOCHI BCAIHHUKA, XOTS MOTYYHE MBILIIBI €70 U
B3J1YJIMCh J10 MPEAETIOB HAMPSHKEHHOCTH. [la Havye, KOHEYHO, U ObITh HE MOIJIO: BEJb ATOT
BCAJJHUK HEPA3/IeJIeH OT KOHS; 3TO OH caM. M ecnu KpaifHsisi HaNpsHKEHHOCTh MBILII]
CKa3aJlach, MOXKET ObITh, KOE-T/I€ B TEXHUYECKON NEPErpyKeHHOCTH «Ko0K010BY, TO el ke
MbI U 00513aHbI ¥ TOM MBIIIYIIEH KpacOTOM, U TOM CHIIOH, KOTOPBIX BCE e TaK MHOTO B 3TOM
3amMedarebHeNIIEM COYNHEHUN.

Wcnonnenue ObLIO MPEBOCXOHOE, - U HE AUBO, Korjga PaxMaHUHOB TUPUKUPYET
COOCTBEHHBIMU COYMHEHMSI-MU. Bripoyem, 3T0 MOYKHO cKa3aTh IIaBHBIM 00pa3oM IMpo
OpKECTp, a HE IIPO XOp, U3 COJIIMCTOB K€ B U3BECTHOM CTENEHHU pa3Be Npo r-xy CrenaHoBy,
HO OTHIOJIb HE MPO OCTAJIbHBIX UCIIOJIHUTENEH.



