








Third Movement - Allegro risoluto

The third movement is the shortest, is intense and passionate, and demands
much strength and endurance from the pianist. It functions like a coda with material
from the first movement being recalled. The intense and somber tone of the first
movement, as well as its flashes of anger, return in this final movement. Note that as
shown in Example 21 the opening theme of the first movement is recalled in a heavy
block-chord texture, as if the sadness portrayed at the beginning should now be

heard more emphatically.

Example 21. Rachmaninoff Trio, third movement, mm 105 - 108.

The movement opens with a cadenza-like piano solo that lasts for twenty-
four measures, requiring solid octave technique and also solid control of the chords
that often follow awkward leaps. To ensure success in performance, the author
suggests that the leaps be approached with precise, well-planned motions that can
help prevent rushing the tempo. The pianist should also find ways to shape the
phrase and occasionally back off the volume, thereby avoiding an overwhelmingly
heavy sonority while also guarding against fatigue in the arm muscles.
Rachmaninoff indicates specific articulations that can help the pianist shape and

color the passage, while also providing specific moments for muscle relaxation. The
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main motive of this movement is based on the descending chromatic line presented

in the first movement (see Example 22).
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Example 22. Rachmaninoff 3rd mvt,, mm 1-4.

Rachmaninoff introduces new material beginning in measure 36. Here the
pianist must control full chords and octaves, syncopated rhythms, accents and
phrasing, and contrasting dynamics - all at a fairly rapid tempo. The hands should
remain close to the keys, using crisp attacks on the chords while keeping a steady
tempo (see Example 23 below).

Allegro molto (. = 132).
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Example 23. Rachmaninoff 3rd mvt,, mm 36 - 39.

The canonic section between the strings and the pianist’s left hand line,
which begins in measure 68, develops the movement’s opening motive, and perhaps

displays the influence of Taneyev’s counterpoint classes on the young Rachmaninoff.
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In this passage, the right hand provides a contrasting chromatic line in its top voice
while supported underneath by broken-chord, sixteenth-note triplet figuration. To
help in clarifying fingering and note accuracy, the author suggests practicing the
passage as shown in Example 24a. To further ensure success in performance of this

passage, it is helpful to keep the hands close to the keys while concentrating on

horizontal arm movements (see Example 24b).
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Example 24a. Rachmaninoff 34 mvt. Chordal exercise on piano part, mm 68

Moderato (. = 88).

i, =
n ! el
) Y e
b —

=

P
~

-
T
T

L‘ll
N

Example 24b. Rachmaninoff 3rd mvt,, mm 68 - 69.

Beginning in measure 86, Rachmaninoff writes a passage featuring virtuosic
alternating-hands tremolo technique that is strikingly similar to a passage found in

Tchaikovsky’s Piano Concerto, Op. 23. In both pieces, the left hand should lead the
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phrase. The right hand octaves should be played with a firm hand position and short

wrist movements (see Examples 25a and 25b below).
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Example 25b. Rachmaninoff Trio third mvt, mm 86-87.

A powerful and climactic passage begins at the Meno Mosso in measure 89.
The three instruments play the melody in unison at fff dynamic. In the piano, the
presentation of the melody in octaves combined with the heavy repeated chords
demonstrate a texture similar to that found in Rachmaninoff’s famous Prelude in G
Minor, Op. 23, No. 5. In the almost bolero-like passage from the prelude (see
Example 26a) as well as the trio (Example 26b), strength must come from the
shoulders, arms and back. The elbows should lift up and out in order to land

accurately on the notes that follow wide leaps.
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Example 26a. Rachmaninoff Prelude Op 23 no. 5 in G minor, mm 63-65.

Meno mosso.
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Example 26b. Rachmaninoff Trio third mvt, mm 88-90.

The passage cited below, although it presents no new thematic material, does
project a distinctive idea in piano sound. In measures 103-104, the powerful chords
and octaves played in the instrument’s lowest register sound almost like thunder
and individual pitches can’t be discerned. This blustery passage, conveying rage and

fury, precedes the final restatement of the opening theme from the first movement.
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Example 27. Rachmaninoff 314 mvt, mm 102 - 104.
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CHAPTER FOUR: CONCLUSION
“A la memoire d’un grand artiste”

The Trio Elegiaque, Op. 9, is a powerful, sorrowful and intensely emotional
work, written during a dark moment in Rachmaninoff’s personal life. At the same
time however, he was beginning to achieve career success, in part due to the
contributions and encouragement of Tchaikovsky. In dedicating his trio to his
mentor and friend, Rachmaninoff used the same phrase that Tchaikovsky used
earlier when dedicating his work to Nicholas Rubinstein: “A la memoire d’'un grand
Artiste”. As discussed earlier in this document, Tchaikovsky influenced
Rachmaninoff both as a mentor, and also as a composer. The Tchaikovsky trio was,
of course, a direct influence on Rachmaninoff’s work. It is clear also that techniques
Rachmaninoff used in some of his earlier works - such as the famous C-sharp Minor
prelude - were refined in the trio, and some techniques used in the trio were
revisited in later works - such as the famous G Minor prelude. It can be said that the
trio is in some ways a summary of techniques and trademarks that he used
throughout his life. The trio also confirms the influence of his other teachers, such as
Taneyev in counterpoint but particularly Zverev, with whom he acquired the
necessary keyboard technique to support his own ideas for composing piano music.
The trio portrays various stages of Rachmaninoff’s grief over Tchaikovsky’s death.
The first movement represents mourning, sadness and isolation; the second
movement conveys acceptance and feelings of hope combined with vivid memories;

the third movement conveys a sense of anger, at times fiercely presented. His
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thorough training allowed him to channel his musical ideas effectively in expressing
his unfortunate personal loss.

The main goal of this document has been to provide the pianist with a
detailed view of the technical challenges, and to provide appropriate
recommendations to help ensure a successful performance. As noted in the
foregoing examples, the pianist faces a large variety of challenging technical features
in performing this piece, all of which are typical of late nineteenth century piano
music. To summarize, in order to perform it successfully, the pianist must possess
the necessary technical resources to negotiate the following:

1) rapid passages of four-note octave chords

2) rapid broken-chord figuration

3) virtuosic octave patterns

4) double notes

5) wide leaps (some in awkward positions)

6) broken thirds and augmented seconds accompanying a chromatic upper
voice

7) virtuosic alternating-hand tremolos

8) rapid single note passagework

9) challenging polyphonic textures

10)widely spaced rolled chords that exceed the reach of the hand

11)heavy chordal sonorities

12)keyboard cadenzas resembling concerto passages
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Specific recommendations for using proper body movements have included the
following considerations:
1) frequent use of circular hand and arm movements
2) use of an elevated wrist and arm in specific situations
3) attention to proper weight transfer
4) horizontal arm movements in key situations
5) movements in towards the fallboard or out to the edge of the keys for best
hand position
6) lightly weighted, high thumb positions
7) proper follow through of elbow and upper arm when playing large chords
8) keeping hands as close to the keys as possible
9) use of shoulder, arm and back muscles for strength
In conclusion, the Trio Elegiaque, Op. 9 should be considered an important
work in the chamber music repertory, attractive for its passionate emotional
content, and noteworthy for the great technical demands it places on the pianist.
Therefore, the author hopes this document will encourage more scholarly interest
among researchers, and will inspire more performers to program this beautiful and

emotional work in concert.
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