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ANTON 

RUBINSTEIN
(1829–1894)

SSyymmpphhoonnyy  NNoo..  22  iinn  CC  MMaajjoorr,,  OOpp..  4422  (original version, 1851)
Allegro maestoso (15:56)
Adagio non tanto (10:51)
Allegro (6:10)
Adagio. Allegro con fuoco (14:37)

BBaalllleett  MMuussiicc  ffrroomm  FFeerraammoorrss,,  OOppeerraa  iinn  33  AAccttss  (1862)
Dance of the Bayaderes I (5:02)
Dance of the Kashmiri Brides (5:03)
Dance of the Bayaderes II (4:33)
Wedding Procession (3:52)

TOTAL PLAYING TIME: 66:11

SSttaattee  SSyymmpphhoonnyy  OOrrcchheessttrraa  ooff  RRuussssiiaa
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The life and creative career of Anton Rubinstein make for one of the most fascinating
chapters in the history of Russian music. This paragon of Russian pianism was not
only a brilliant keyboard artist, but also a wonderful composer and a major public fig-
ure who founded both the Russian Musical Society and the St. Petersburg Conserva-
tory – and this is but a partial list of his remarkable accomplishments. There is perhaps
no other person whose rich contributions to Russian musical culture remain so un-
derappreciated today. 

Anton Rubinstein was born on November 28, 1829, in a small town in Podolsky
province; but in 1834, the family moved to Moscow. His mother was his first music
teacher – but in 1837, she hired a professional, Alexander Villoing, who played a very
important role in developing his pupil’s pianistic talent. Under his guidance, Anton pro-
gressed very quickly, making his first public appearance at the age of ten. The public
marveled at the young virtuoso, propelling him to tremendous early success. It should
be noted that this first concert – as well as his final one (and many others during his
50-plus years of concert activity) – benefited charitable causes.

In 1840 he traveled to Europe, where – for the next three years – he studied, performed
and got to know the finest musicians. Even though Europe was then flooded with bril-
liant performers of all sorts (including many other gifted children), Rubinstein soon be-
came a top celebrity; even the great Franz Liszt hailed him as his successor. From
1844 to 1846, he studied composition in Berlin with Siegfried Dehn. After moving to
Vienna in 1846, he fell on hard times when his father died – without material support
from his family, he now had to earn his own living. Upon his return to Russia in 1848,
his reputation grew quickly. 

He soon realized that Russia’s comparatively primitive musical establishment was not
conducive to a career as a professional musician. By the early 1850s, Rubinstein had
already conceived his general plan for the future reforms he intended to introduce in
Russia’s  musical education: the first step in transforming his nation’s musical life. But
at that point in history, it was impossible to initiate such reforms in his homeland. So,
in 1854, he returned to Europe, where he devoted himself to giving concerts and com-
posing. His concert tours there generated astonishing success, with particularly stu-
pendous triumphs in Vienna, Paris and London. Critics hailed him as one of the world’s
greatest pianists, comparable only to Liszt (though some even gave the crown to Ru-
binstein).

By the second half of the 1850s, signs of awakening and upsurge in Russia’s public
life became increasingly apparent; in particular, the state of musical life and art posed
several major problems calling for immediate solution. There was a serious lack of
well-trained musicians in the country, and their social status was hardly conducive to
successful careers. But the need for such professionals in Russian society was enor-
mous – since the public at large was rapidly developing a taste for great music: an art

that had long been the province of the upper classes and aristocracy. 

Fully aware of the need for a Russian educational establishment up to European stan-
dards, Rubinstein spared no energy and effort to fill the void. In 1859, he organized the
Russian Musical Society, laying the foundation for what was to become the St. Pe-
tersburg Conservatory in 1862. Rubinstein became its first director and major profes-
sor, holding the post until 1867. He conducted several classes there: piano and
orchestral music, musical form and instrumentation, ensemble performance and choral
performance. Tchaikovsky, a composition pupil of Rubinstein, was among the first
graduates of the Conservatory.

The next 20 years were dedicated to composing and concertizing. In 1872-73, Ru-
binstein made a grand tour of America together with the famous violinist Henryk Wieni-
awski – performing 215 concerts in eight months. In 1885-86 he undertook another
arduous tour, during which he performed 175 works played twice in each of seven
major Russian and European cities. From 1887 to 1891, he returned as director and
professor at the St. Petersburg Conservatory. His final years were spent mostly in Dres-
den; he died of a stroke in his summer country-house in Peterhof (a suburb of St. Pe-
tersburg) on November 20, 1894.

Rubinstein was a very prolific composer; his works include 16 operas (among them
Dmitri Donskoi, Feramors, and The Demon), six symphonies, five concertos for piano
and two for cello, a violin concerto, symphonic poems, instrumental music, sonatas,
much solo piano music, and over 160 romances and songs. His opus numbers run to
119, but the fact that the songs were grouped together as cycles under single opus
numbers makes that figure misleading.

Not long before his death he said: “When I recall musical life in Russia 25 years ago
and compare it to its present-day life, I can only exclaim: is it possible that the 25-year
history of our conservatory could have yielded such enormous achievements?”

Symphony No. 2 in C Major, Op. 42, Original Version (1851)

Between 1848 and 1854 Rubinstein wrote three symphonies, but only the first and the
second have survived. Of these, the second symphony is the more substantial com-
position. A monumental four-movement work of sweeping dramatic scope, it was pre-
miered in St. Petersburg on March 6, 1852. Known as Rubinstein’s “Ocean” symphony,
he maintained that it is a programmatic work, expressing the struggle between man
and elemental forces. The essential conclusion embodied in the finale is a glorious
victory of the human spirit over the ocean.

The symphony’s first movement is most impressive. Tchaikovsky particularly admired
the first section of this movement, which combines great expressivity, nobility, and 
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beauty – as well as considerable potential for alteration and development with great
lucidity and simplicity. It is a short theme based on the steps of a triad, representing
the boundless expanse of the sea. This theme is treated in different tonalities, and col-
ored by different modes, timbres and registers set against various backgrounds. The
seascape changes constantly, beneath the calmest navy-blue, through an overcast of
black clouds to a clearer, more brilliant blue. Despite very simple means and devices,
the young composer was able to describe the unstable, ever-varied and shifting col-
ors and motions of the sea, thus evoking the movement’s avowed program – which he
described as “life and motion of water and air, waves and wind.”

The lyrical secondary part of this movement is reminiscent of the classic Russian vil-
lage romance. Here, in daringly inventive fashion, the composer combines and elab-
orates on very disparate thematic material: a classical main motif and a second one
based on the village romance. Repeated treatment of various modifications of the main
theme and its different motives serves to tie the entire first movement together, mak-
ing it a complete and integrated whole.

The second movement is a lyrical speculation. The composer’s epigraph to this move-
ment is “deep is the sea, deep is the human soul, with feelings like waves.” The An-
dante is framed by passages of concentrated contemplation and self-absorbed
character – but, in the middle section, the emotional coloring acquires a slightly
brighter tone with a touch of ecstatic elation. The entire movement consists of dia-
logues: the inner voice of a person immersed in thought presented against a swaying
“marine” background.

The forceful, lively and humorous dance of the 3rd movement (identified initially as an
intermezzo) resounds with humor, à la Beethoven. Tchaikovsky regarded this move-
ment as a characteristic scherzo, which “… reproduces the rough gaiety and the
dances of sailors in a very elastic way.”

The ultimate conclusion of the symphony, embodied in the finale, may be perceived –
not as a glorification of man and the victory that he achieves over the sea – but rather
as a laudatory prayer to God for bestowing the victory upon man. Contrary to the in-
tentions of the composer, the conclusion of the symphony happens to be closer in its
outlook to Mendelssohn rather than Beethoven.

In the years to follow, Rubinstein became dissatisfied with the main idea of the work,
and altered his “Ocean” symphony twice. The changes, however, did not affect the
music of the finale, and consisted mostly of adding new movements to the already
existing ones. In 1863, two movements were added – and, in 1880, 29 years after the
symphony’s initial composition, he extended it even more by adding a seventh move-
ment depicting a storm at sea. But, with the added movements, the work lost its com-
positional harmony, becoming heavier and more distorted. Tchaikovsky, writing about

the six-movement version, said that “Rubinstein has added two movements to his
Symphony; although very charming, they destroy the artistic balance of the classical
sonata form and make this perfect work excessively long.” His appraisal of the origi-
nal four-movement work had been very enthusiastic, describing it as “… a work writ-
ten by a young, ebullient, but quite mature talent,” and distinguished, beyond its broad
scope and youthful freshness, by “a remarkably unified conception.”

The significance of Rubinstein’s early symphonies in the history of Russian music can-
not be overestimated. He created his first three symphonies at a time when the form
of the classical symphony had not yet been established and adopted by other Russ-
ian composers. Even by 1850 – fifteen years before the first symphonies of Rimsky-
Korsakov,  Tchaikovsky and Borodin appeared – Rubinstein’s symphonic compositions
had not only been performed and acclaimed in Moscow and St. Petersburg, but had
also gained popularity abroad.

Feramors

The idea for Feramors was conceived in the first half of 1861. In late spring of that
year, Rubinstein wrote to Yuri Rodenberg: “Please get down to Lalla Ruk right now,
since I have an urgent desire to take up the subject.” The composer was engrossed
with the ethical idea behind this future opera: the glorification of noble, elevated love
as opposed to crude sensual desire.

In both the opera’s libretto and music, the influence of French lyrical opera – as ex-
emplified by Gounod’s Faust – is apparent. Rubinstein did not seek to imitate the
French composers, attempting instead “to cultivate the same garden” in a unique way.
Feramors was created during the same period as Bizet’s oriental opera The Pearl Fish-
ers (1863) and was, in fact, one of the first lyrical operas based on an oriental subject,
which several French composers later employed (Bizet in Djamileh, Delibes in Lakmé
and Saint-Saëns in Samson et Delila).

Rubinstein and his librettist finished the opera in the summer of 1862. The music in
general is rather irregular. In its best parts, the most attractive qualities of the com-
poser’s creative gift are revealed – first and foremost, his melodic talent. Rubinstein ap-
parently considered the melodic language of his opera one to be of its strongest points.
Indeed, the musical language of the opera is elegant, plastic and harmonious – but it
never reaches strong dramatic heights.
After Feramors, Rubinstein worked on several operas with similar subjects, but fin-
ished none of them. It is evident, however, that Feramors, along with another of his op-
eras, The Children of the Steppes, played a very important role in Rubinstein’s creative
development and prepared the way for his lyrical opera The Demon – written in 1871-
72 and considered one of the composer’s finest achievements.



Igor Golovchin

Igor Golovchin was born in Moscow in 1956. Having displayed a remarkable gift for
music very early, he was admitted to the Central Specialized (Gnessin) Music School
at the age of six. In 1975, at the age of 19, he was admitted to the Moscow Conser-
vatory – where his examination board (including renowned musicians Gennadi
Rozhdestvensky, Boris Khaikin, Kiril Kondrashin and Leo Ginsburg), in view of his tal-
ent and high marks, granted him the right to choose the musician with whom he
wished to study there: the first time in the conservatory’s history that a student had
been honored with such a privilege. He chose Kondrashin, who – until his departure
to the Netherlands – was young Igor’s teacher for nearly four years. He continued his
studies with Yuri Simonov, the Bolshoi Theatre’s chief conductor – under whose guid-
ance he began his study of opera scores. 

At 25, Igor became chief conductor of the Irkutsk Symphony Orchestra. In 1982, he
was a prizewinner at the Herbert von Karajan Conductors’ competition, and won first 

prize at the National Conductors’ Competition in Moscow the following year. In
1988, he was invited to conduct the USSR State Symphony Orchestra (now the
Russian SSO) for the first time; there he met Maestro Evgeni Svetlanov, with whom
he worked extensively. 

With that ensemble, Golovchin has toured widely to great acclaim – to include en-
gagements in France, Spain, Germany, Switzerland, Lichtenstein, Italy and Japan. He
has led productions of many well-known operas in Russia’s finest theatres. His discog-
raphy – mostly with the RSSO – includes recordings of Rubinstein, Glière, Stravinsky,
Rachmaninoff and Sibelius for Russian Disc, now part of the Delos-Russian Disc se-
ries. He has also recorded for Naxos the complete symphonies of Balakirev and Scri-
abin, as well as orchestral music by other Russian masters like Tchaikovsky,
Rimsky-Korsakov, Glazunov, Kabalevsky and Medtner, among others.

BIOGRAPHY

In Feramors, the oriental passages are of special interest. As compared to other pieces
of oriental music written by Rubinstein, the music in this opera is more conventional,
and with less national coloration. Still, amid this wealth of “common oriental” music,
a few really perfect episodes stand out.

The suite of dances heard here opens with the first “Dance of the Bayaderes.” Light
and airy, this charming and graceful music clearly presages Tchaikovsky’s classical
ballets. Actually, there is nothing especially oriental about this dance – it’s more a typ-
ical piece of European ballet music of the second half of the 19th century. The dance
begins with a classical-type introduction, after which, against a two-beat pizzicato ac-
companiment of the cello and double basses, an unpretentious and transparent
tableau in the ballet genre emerges, delivered by the violins, flutes and oboe. The
dance is in the traditional ABA form, where a certain hint of dramatic escalation in the
middle episode never alters the main theme in the slightest. 

The dance that follows – the “Dance of the Kashmiri Brides”– is cast practically in the
same vein as the previous one, and can be even be perceived as its continuation. Writ-
ten in simple classical form with typical variation episodes, it is based on alternating
chords enriched by minor-key tonalities. Compared to the previous dance, a certain
mirror-like reflection of the modes is evident: major-minor-major as contrasted to the

minor-major-minor. It should be noted that Rubinstein – rather than employing orien-
tal melodic elements – uses the graceful and intricate shifts of mazurka rhythms to
make a typically oriental impression. 

The second “Dance of the Bayaderes” stands in striking contrast to the two preced-
ing dances. The bright, powerful four-measure rhythm is combined with the forceful
use of all the orchestral sections. An abundance of orchestral tutti passages backed
up by the entire percussion section creates a colorful atmosphere of vivacious festiv-
ity. Here the composer again employs certain rhythmic patterns characteristic of a Pol-
ish dance – this time, the polonaise.

The suite’s final dance can realistically be called a triumphant apotheosis of the previ-
ous dance’s festivity. The rhythmic structure (and overall impression) of “The Wedding
Procession” is that of a military march – with lots of brass, cymbals and kettledrums.
The music bears fleeting echoes of the well-known “Tchernomor March” from Glinka’s
Ruslan and Lyudmila and – strange as it may seem – Mozart’s Marcia alla Turca from
his A major piano Sonata. In the middle section of the procession, Rubinstein – for the
first time in the suite – indulges in the use of a purely Oriental element: a whimsical curl
in the strings’ melody that is reminiscent of the nationalistic impulses heard in the
Polovtsian Dances from Borodin’s Prince Igor.



OOtthheerr  22001122  DDeellooss  RRuussssiiaann  DDiisscc  rreeiissssuueess  wwiitthh  GGoolloovvcchhiinn//RRSSSSOO::    

Rubinstein: Ivan IV, Don Quixote  •  DRD 2011

Rubinstein: Symphony No. 4 in D Minor, Op. 95 - “Dramatic”  •  DRD 2012

Rubinstein: Piano Concerto No. 2 in F Major, Op. 35; Piano Concerto No. 4 in D Minor, Op. 70 •
Alexander Paley, piano  •  DRD 2013 

Glière: Symphony No. 3 - “Ilya Muromets”  •  DRD 2014


