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Sergey Rachmaninov (1873-1943)
Piano Concerto No. 1 in F sharp minor, Op. 1
L VIVACE o 12.29
2. ANdANTE . ..o e 6.06
B AIIBGIO VIVACE . .« . o ot 7.50
Sviatoslav Richter, piano
The USSR Radio and TV Large Symphony Orchestra
Conductor Kurt Sanderling
Live at Grand Hall of the Moscow Tchaikovsky Conservatory, February 16, 1955
Piano Concerto No. 2 in C minor, Op. 18
L.MOderato . ...t 10.10
2. Adagio SOStENUIO . . . . o oot e 11.05
3.Allegro scherzando . ........ . 11.15

Lev Oborin, piano

All-Union Radio Symphony Orchestra

Conductor Nikolay Anosov

Live at Grand Hall of the Moscow Tchaikovsky Conservatory, October 20, 1951
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Moment musicaux in D flat major, Op. 16 No. 5 . .......... ... ... ... ... ...... 3.05
Moment musicaux in E flat minor, Op. 16 No. 2. . ... ....... ... ... .. ... . ... 3.17
Etude-tableaux in B minor, Op. 39 NO. 4. . ... ... . 2.30
Etude-tableaux in Aminor, Op. 39NO0. 6 . . ... .o 2.54
Oriental Sketch in B flat major (1917) .. ... ... 1.52
Etude-tableau in E flat major, Op. 33 N0o. 4 . . . ... .. 1.57

Vladimir Sofronitsky, piano
Live at Grand Hall of the Moscow Tchaikovsky Conservatory,
November 26, 1951 ([7], [8]), October 10, 1952 ([9] — [12])

Prelude in G minor, Op. 23 NO. 5. . . ..o 4.31

Emil Gilels, piano
Live in Grand Hall of the Moscow Tchaikovsky Conservatory, April 9, 1962

Mastering: Elena Sych
Design: Alexey Gnisyuk
Executive producer: Eugene Platonov
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Sergey Rachmaninov



C.B. PaxmaHuHoB



document of the renaissance of the Rachmaninov work in post-war Russia. Boris

Asafiev presumably defined Rachmaninov’s style most succinctly when he wrote
about his “strong but deeply disciplined feeling” and his most characteristic element of
sonorities, which “carried such a tangibly figurative load that they seemed visible and
materially elastic”; Rachmaninov kept “his ethos in his beautiful artistic nature.”

The content of this CD is unique primarily because before us we have the brightest

By the time he graduated from the Moscow Conservatory in 1902, Rachmaninov had
created his Piano Concerto No. 1 (1890-1891), which was dedicated to his teacher
Alexander Siloti. The first movement of the concerto was performed on March 17, 1892
at the Moscow Conservatory. The composer played the piano part, and the orchestra
was conducted by Vasily Safonov. The work of the 18-year-old composer already had
those characteristic intonational turns and writing techniques that would soon be found
in the cycle Six moments musicaux, Op. 16 (1896). So, in the fifth moment in Des-dur,
the fullness and breadth of the melodic pattern convey the state of serenity and peace.
At the same time, moods of doubt, confusion and anxiety clearly manifest themselves in
the cycle (for example, in the second moment in es-moll), which are the harbingers of
Rachmaninov’s deep depression — the next three years were a period of almost complete
artistic silence... Rachmaninov return to composing only at the end of 1899.

The new century began with Piano Concerto No. 2. Rachmaninov dedicated it to the
renowned Moscow physician Nikolai Dahl, whose treatment helped the composer
overcome his existential crisis. On December 2, 1900, Rachmaninov and the orchestra
conducted by Alexander Siloti played the second and third movements of the concerto
he had just composed, and the premiere of the whole work took place almost a year later
as part of a concert of the Philharmonic Society. In Concerto No. 2, perhaps for the first
time, Rachmaninov expresses so movingly the beauty of the melodies and the breadth
and melodiousness of the themes that would be realized in his works time and again.



The mastery of continuous duration of the musical process, the sense of immense sound
perspectives are the properties of Rachmaninov melodism that gave Asafiev reason to
describe the thematism of Concerto No. 2 as “distance melodies.”

The stylistics and musical imagery of the cycle of Ten Preludes, Op. 23 (1901-1903) is in
direct contact with Concerto No. 2. At the same time, other images also attract attention,
as if they are distant flashes of nasty weather. So, in the famous second Prelude in
g-moll with the composer’s remark Alia marcia, Rachmaninov’s characteristic generous
cantilena (the middle section) is combined with the effective onslaught and exclamation
of the intonations of the extreme sections with their “Mephistophelian sarcasm” (Yuri
Keldysh)

In the cycles of Etudes-Tableaux, Op. 33 (1911) and especially in Op. 39 (1916-1917),
the virtuosic and at the same time ascetic piano texture is subordinated to the rhythmic
principle — it is precisely the sophisticated reliefs of rhythm that become almost the main
means of expression here. For example, despite the major tone of the narration, the
sharp rhythmic pattern in the Es-dur etude (Op. 33) emphasizes the menacing pulsation
of alarm bells, and in the h-moll etude (Op. 39), the fragility of the rhythms creates a
fantastic scherzo atmosphere of capricious images. According to Rachmaninov, the
Etude-Tableau in a-moll (Op. 39) was inspired by the images of Little Red Riding Hood
and the Wolf. However, a horrid allegory of impending disaster hides behind the fairy-tale
characters. In general, the entire Opus 39 is gloomy and filled with anxious moods. In this
cycle, it is impossible not to hear the eve of the coming social changes. Rachmaninov
appeared as a pianist for the last time in Moscow in March 1917. Soon he would leave
Russia for ever.



performed the Rachmaninov works, their pianistic styles were undoubtedly

marked by traits of kinship — this is exactly the special ethos that Asafiev spoke
about, and this is the reverence of the leaders of the Russian piano school for their great
compatriot. But how different are their readings! It is the intellectual composure of feeling,
precision and impeccable balance of the soloist and the orchestra when we hear Richter
and Kurt Sanderling; it is the intensity of expression, monumentality in the presentation
of sound material, and initiative when we have Oborin with Nikolay Anosov; it is the
inescapable presence of fiery beauty and, at the same time, the raised clarity of poetic
intonation with Sofronitsky; and it is the conceptual scale and perfect mastery of form
with Gilels.

Rachmaninov’s style is often compared to the romantic legacy of his predecessors.
But let us recall Sofronitsky’s words when he spoke of the traditional attitude towards
the romantic element in art: “After all, there is also modern romanticism, not only the
romanticism of the 19th century [...] In this century, we have come to something bigger.”
The ethical imperative is that special — modern — romanticism that lives in Rachmaninov’s
works and was properly realized in the art of the Russian piano masters of the middle of
the 20th century.

When Sviatoslav Richter, Lev Oborin, Vladimir Sofronitsky, and Emil Gilels

Vladimir Chinayev



ogepxaHne atoro CD yHukanbHO npexge BCEro nOTOMy, YTO Mepen Hamu

ApYaniLLMn JOKYMEHT peHeccaHca paxMaHMHOBCKOrO TBOPYECTBA B MNOCNIEBOEHHON

Poccuu. Moxanyi, Hanbonee €MKO onpeensn paxMaHWHOBCKUIA cTunb Bopuc
AcadbeB, korga nucan o ero «CUrnbHOM, HO rMy6oKo ANCLMNIIMHUPOBAHHOM YyBCTBEY, O
XapaKkTepHelLLen ero CTUXun 3BYYHOCTEN, KOTOpbIE «HECNM B cebe Takyr ocsA3aTernibHO
00pasHyto Harpy>KeHHOCTb, YTO Ka3anuCb BUOVMMBIMW W MaTtepuanbHO YNpyrummny;
PaxmMaHWHOB XpaHun «B CBOEN KPaCcBOW XyO0XECTBEHHOW HaType CBOW 3TOC».

Ko BpemeHu okoH4yaHus MockoBckol koHcepBaTopum (1902) PaxmaHUHOBBLIM yxe Obin
cosfaH [lepsbili hopmenuaHHbil KoHUepm (1890-1891), NOCBALLEHHBIN €ro yYnTento
AnekcaHgpy 3unoTu. MNepBasa yacTb KoHuepTa Obina ucnonHeHa 17 mapta 1892 roga
B MockoBckon koHcepsaTopuun. ConupoBan aBTop, OPKECTPOM Avpwxkuposan Bacunuin
CadoHoB. B coumHeHun 18-netHero aBTOpa YyxXe MPUCYTCTBOBanM XapakTepHble
WHTOHAUMOHHbLIE 060POTEI U MPUEMBI MUCbMa, KOTOPbIE BCKOPE 3aneyatnsitcs B LuKne
Lllecmu Mmy3bikanbHbix MoMeHmos op. 16 (1896). Tak, B natom momeHme Des-dur
MONHO3BYYME, LIMPOTa MENOAMYECKOrO PUCYHKA NepPeatoT COCTOSIHNS BE3MATEXHOCTA 1
nokosi. BmecTte ¢ Tem B LMKIe SBHO 3asBnsA0T 0 cebe HaCTPOeHUS COMHEHWS, CMATEHUS
N TpeBorn (Hampumep, BO 8MoOpoM MomeHme es-moll), KoTopble CyTb NPeABECTHUKU
rnybokon genpeccun PaxmaHuHOBa — Tpu nocnegylowmx roga Obinv rogamu noyTtu
MOMTHOrO TBOPYECKOro MonyaHus. .. Jlvwe B kKoHue 1899 rona PaxmaHvHOB Bo3BpaLlaeTcs
K TBOPYECTBY.

HoBbIli Bek Havancs co Bmopozo ¢gpopmenuaHHo20 KOHuepma. PaxmaHMHOB MOCBATUN
€ro U3BEeCTHOMY MOCKOBCKOMY Bpayy H.B. [lanio, neyeHue y kotoporo cnocobctesoBano
npeofoneHuto AyleBHOro kpuauca. 2 pgekabps 1900 rogma PaxmaHWHOB BMecTe C
OpKecTpoM nopf ynpaeneHnem AnekcaHgpa 3unoTu cbirparn BTOPYH U TPETbi 4acTb
TOMbKO YTO COMMHEHHOTO KOHLEPTa, a NpemMbepa COMMHEHUS LIEMMKOM COCTOSNach MoyTu
rog crnycta B pamkax koHuepta dunapmoHmnyeckoro obuiectBa. Bo BTopom koHuepTe



PaxmaHvHOB, noxanyi, BnepBble BbipaXaeT C TakoW MPOHUKHOBEHHOCTLIO KpacoTy
MEenoaun, LUMPOTY U MEeBYYECTb TEM, KOTOpblE HE pa3 BOMMOTATCA B €ro TBOpPYECTBE.
MacTepcTBO HenpepbIBHOMO AMeHUs My3blKanbHOro MpoLecca, YyBCTBO HEOOBATHbIX
3BYKOBbIX MEepPCMeKTVB — BOT Te€ CBOWCTBA PaxMaHWHOBCKOrO Mefiogmnsma, Kotopble ganuv
nosog AcadbeBy OxapakTepu3oBaTb TemaTuam BToporo KoHuepTa Kak —«Menoavu-
fanuny».

Ctunuctuka u my3abikansHas obpasHocTb uukna Jecamu npenmodul op. 23, (1901-1903)
HernocpeacTBEHHO cornpukacaetcs co BTopbim koHuepTom. Bmecte ¢ Tem obpaliatoT
Ha ceba BHMMaHMe M WHble 06pasbl, CMOBHO 3TO Aanékue CrosioXM HEeHacTbs.
Tak, B 3HameHuTon BTOpOW [Ipemtoduu g-moll ¢ aBTOpckon pemapkon Alia marcia
XapakTepHO paxMaHVWHOBCKas LeApas kaHTuneHa (cpegHwi pasgen), covetaeTcsd C
AENCTBEHHbIM HaTUCKOM WM BOCKMMLATENLHOCTHIO MHTOHALUMIA KPanHWX pasfenoB € uX
«medumcTtodenbckum capkasmomy (HO. Kengbiiw).

B uuknax Omrodos-kapmuH op. 33 (1911) n ocobeHHo B onyce 39 (1916-1917)
BMPTYO3Has, HO BMeCTe C TeM ackeTudHas dopTennaHHas dakTtypa nogvvMHeHa
PUTMUYECKOMY Hayany — WUMEHHO M3OLWpPEHHble penbedbl puTMa CTaHOBATCS 34eCb
efBa NN He rMaBHbIM Bblpa3nTenbHbLIM CPEACTBOM. Hanpumep, oCTpbin pUTMUYECKUI
pucyHok B Es-dur’Hom smrode (op. 33), HECMOTPSI Ha MaXKOPHbIN TOHYC MOBECTBOBAaHWS,
noAYépKMBaET YrpoXawLlyto nynbcaumio HabaTHbIX 3BOHOB, a B amwode h-moll
(op. 39) NTOMKOCTb PUTMOB CO34aET CKEPLIO3HO-(PAHTACTNYECKY0 aTMOCdEPy Kanpu3HbIX
obpasoB. Omrod-kapmuHa a-moll (0p.39), no cnoBam PaxmaHWHOBa, BOOXHOBMEH
obpaszamn KpacHon Lanoykn un Bonka. OpgHako 3a CKa304YHbIMM  MEpPCOHaXamu
CTOUT XyTKasi anneropusi HagpurawLllencs kaTtactpodbl. Boobuie Becb onyc 39 vy
PaxmaHvHOBa MpayHbIfi, MPEUCMNOSIHEHHbIA TPEBOXHbIMW HAcTpoeHusimu. B atom
LUMKINe Hemnb3s He ycrblwaTb KaHyHbl rpsgylinx coumanbHbix nepemeH. [locnegHee
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BbICTynneHne PaxmaHuHoBa-nnaHucta B MockBe coctosnocs B Mapte 1917 ropa.
Bckope oH HaBcerga nokuHeT Poccuto.

naHuctmdeckme novepkn CeatocnaBa Puxtepa, JlbBa O6GopwuHa, Bnagumwupa

Codponunukoro, Amuna nensca HECOMHEHHO OTMeYeHbl YepTamu POACTBA,

KOrda OHW WCMOSHSOT COYMHEHUs1 PaxmaHWMHOBa, — 3TO MMEHHO TOT 0OCOObIi
3TOC, O KOTOpOM rosopun AcadbeB, 3TO TOT NUETET NUAEPOB PYCCKON hopTenmaHHoOm
LUKOMbI Mepen reHNeM-cooTe4YeCTBEHHUKOM. HO BCE e Kak pasnuyHbl UX npodTeHus!
WHTennekTyanbHass cOOpPaHHOCTb YyBCTBA, TOYHOCTb U 0e3yKOpM3HEHHbIN OGanaHc
conucta u opkectpa B ucnonHeHun Puxetpa n Kyprta 3aHgeprnuHra; MHTEHCUMBHOCTb
3KCMpeccun, MOHYMEHTAaNbHOCTbL B Modaye 3BYKOBOroO MaTtepuana, WHULMaTMBHOCTb
O6opurHa B aHcambne ¢ Hukonaem AHOCOBbLIM; HEU3ObLIBHOE NMPUCYTCTBME MNIIAMEHHON
KpacoTbl M BMeCcTe C TeM penbedHas SCHOCTb MO3TUYECKOTO WHTOHMPOBAHUSA Yy
CodpOoHNLIKOrO; KOHLIEMLMOHHAs MacliTabHOCTb M COBepLUEHHOe BnageHve opmMon
y Nmnensca...

Yacto ctunb PaxmaHuHOBa CpaBHMBAOT C POMaHTUMYECKMM Hacneguem  ero
npealwecTBeHHUkoB. Ho BcnomHum cnosa CoOdPOHULKOrO, KOrAa OH TFOBOPUT O
TPaAULMOHHOM OTHOLLEHUM K POMaHTMYECKOMY Hadany B uckyccTBe: «Bedb ecTb u
COBPEMEHHbI POMaHTU3M, a He Tonbko poMaHTuaMm XIX Beka <...> Mbl B Haw Bek
NpULLNN K 4eMy-TO Oonee KpymHOMy». OTUYECKUA UMMIepaTvB U eCTb TOT OCOObIN —
COBpPEMEHHbIN — POMaHTU3M, KOTOPbIV XMBET B paXMaHWHOBCKOrO TBOPYECTBE, KOTOPbIN
HalLén afgekBaTHble BOMIIOLLEHNS B MCKYCCTBE MacTEPOB PYCCKOro NMMaHu3Ma cepefmHbl
XX Beka.

Bnadumup YuHaee
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Sviatoslav Richter e Lev Oborin ¢ Vladimir Sofronitsky ¢ Emil Gilels



CeaTtocnas Puxtep ¢ JleB O6opuH ¢ Bnagnmup CopoHuLiknii © munb Mnensc
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C.B. PaxmaHuHoB (1873-1943)
KoHuepT ansa doptenunaHo ¢ opkectpom Ne 1 cda-anes muHop, Op. 1
L VIVACE o 12.29
2. ANdANTE . .. 6.06
B AIIBGIO VIVACE . .« . o ot 7.50

CesaTocnae PuxTep, ¢oprennaHo

BonbLion cumdoHnyeckuin opkectp MNoctenepagmo CCCP

Oupwxép Kypt 3aHaepnuHr

Banuck ¢ koHuepma e bonbwom 3ane Mockoackoli 2ocydapcmeeHHOU KOHcepsamopuu
16 gpespans 1955 eoda

KoHuepT ansa copTtenmaHo ¢ opkectpom Ne 2 go muHop, Op. 18

L. MOErato . ..o 10.10
2. Adagio SOStENUIO . . . .ottt 11.05
3.Allegro scherzando ... ... 11.15

JNleB O60pUH, opTenuaHo

CumdoHunyecknit opkectp BeecorosHoro Pagno

Ovpwxép Hukonawn AHocoB

Banuck ¢ koHyepma e bonbwom 3ane Mockoackoli 20cydapcmeeHHOU KOHcepsamopuu
20 okmsbps 1951 eoda
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Mya3bikanbHbI MOMeHT Pe-6emonb maxop, Op. 16 Ne 5. .. ... s 3.05
Mya3blkanbHbIi MOMEHT MU-6eMonb MuHop, Op. 16 N2 2. .. ... ...t 3.17
AToA-KapTUHa et MUHOP, Op. 39N 4. . ..o 2.30
OTroa-kapTuHa N MUHOP, Op. 39N26 -+ v ot 2.54
BocTouHbIN ackn3 Cu-6emonb Maxop (1917) « ..o 1.52
OTioa-kapTuHa Mu-6emonb Maxop, Op. 33 Ned .. ... 157

Bnagumup CocpoHULIKMIA, chopTenmaHo
3ariuck ¢ koHyepma e bornbwom 3ane Mockogckoli 20cydapcmeeHHol KoHcepgamopuu
26 Hosibps, 1951 20da ([7], [8]), 10 okms6ps, 1952 20da ([9] —[12])

Mpentogunsa conb MUHOP, Op. 23 N2 5. . .. ... .. e e 4.31

Amunb MNnenbc, doprennaHo
Banuck ¢ koHUepma e bonbwom 3ane Mockosckoli 2ocydapcmeeHHOU KOHcepgamopuu
9 anpens, 1962 2oda

Mactepunr: Enena Cbiy
Oun3sanH: Anekcen Muncrok
McnonHutenbHbin npoatocep: EBreHnn MNnatoHoB

© & ® 2010, 2016 ((1] —[3]), 2007, 2011 ([4] —[&]), 1998, 2016, 2017 (7] —[12]), 2007, 2011,
2017, 2021 ([13]) MockoBckas rocynapcTeeHHas koHcepsatopusi um. .M. YaiikoBckoro.
Komnunsuus © & ® 2022 MockoBckasi rocyaapcTBeHHast

KoHcepBaTopusa um. N.M1. Yarikosckoro

Bce npaBa 3awyiueHbl
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Tribute to Rachmaninov

Sviatoslav Richter
The USSR Radio and TV Large Symphony Orchestra. Conductor Kurt Sanderling

Piano Concerto No. 1in F sharp minor, Op. 1 .......... ... ... ... .. ...... 26.25
Live at Grand Hall of the Moscow Tchaikovsky Conservatory, February 16, 1955

Lev Oborin

All-Union Radio Symphony Orchestra. Conductor Nikolay Anosov

Piano Concerto No. 2in Cminor, Op. 18. . . .. ... ... s 32.30

Live in Grand Hall of Moscow conservatory, October 20, 195
Vladimir Sofronitsky

Moments musicaux, Op. 16 NO. 5 & NO. 2. .. .. .. ...t 6.22
Etudes-tableaux, Op. 39 N0. 4 & NO. 6 . . ... ...t 5.24
Oriental Sketch in B flat major (1917) ... .. ... .. . e 1.52
Etude-tableau in E flat major, Op. 33 N0. 4 . . ... .. ... ... 1.57

Live in Grand Hall of the Moscow Conservatory,
November 26, 1951 (7] - [8]), October 10, 1952 (o] -

Emil Gilels
Prelude in G minor, Op. 23 NO. 5. . . .. oot 4.31
Live in Grand Hall of the Moscow Conservatory, April 9, 1962

Mastering: Elena Sych. Design: Alexey Gnisyuk
Executive producer: Eugene Platonov

© & ® 2010, 2016 (1] —[3]), 2007, 2011 (4] - [6]), 1998, 2016, 2017 ([7] —[12]),
2007, 2011, 2017, 2021 ([23]) The Moscow Tchaikovsky Conservatory.
Compilation © & ® 2022 The Moscow Tchaikovsky Conservatory. All rights reserved.



