
When Moura Lympany recorded the complete Twenty-Four Preludes of Sergei Rachmaninov in January 1951, she was 
at the height of her powers and in full command of her artistic identity. Already recognised as one of Britain's most 
formidable pianists, Lympany brought to this repertoi re a rare combination of intellectual rigour, technical security, 
and a refusal to indulge in surface rhetoric. The result was a set that impressed on first release and has never sl ipped 
from view. Seventy-five years on, it remains one of the most convincing and durable accounts of the cycle ever 
recorded. 

Rachmaninov's Preludes span more than two decades of his creative life, from the famous early Prelude in C sharp 
minor to the more exploratory landscapes of Opp. 23 and 32. Too often they are treated as a sequence of 
atmospheric miniatures, selected individually as vehicles for colour or sentiment. Lympany hears them in broader 
terms. There is a strong sense of architecture, each prelude shaped not only for its own character but for its place 
within a larger argument. Even when the mood shifts rapidly, the line rema ins purposeful. You have the sense of a 
mind thinking in paragraphs rather than phrases. 

That quality was recognised immediately. Reviewing the original issue, The Gramophone pra ised the "grand scale" of 
Lympany's conception and the way she sustains momentum across contrasting moods without sacrificing cla ri ty or 
proportion. Her playing was admired for its rhythmic strength, di rectness, and refusal to sentimentalise . These are 
exactly the qualities that still strike the listener today. Lympany trusts the music's structure and allows the drama to 
emerge naturally, rather than imposing effects from without. 

Central to this approach is her control of texture. In dense chorda l writing, inner voices are clearly projected and bass 
lines firmly anchored. Even in the most crowded passages, she prevents th e sound from th ickening. The famous 
Prelude in C sharp minor, so often weighed down by portentous pacing, emerges here as taut, urgent, and 
unsentimental, its impact created by harmonic tension and forward motion rather than by theatrical lingering. 
Elsewhere, in preludes of greater intimacy, Lympany achieves warmth without blu r. The piano can sing, but it can also 
speak with clarity and intent. 

For all their artistic distinction, these recordings have long been compromised by technical limitations inherent in 
early tape-era piano recording and subsequent transfer history. The original issue exhibits noticeable pitch instabi lity, 
a problem that subtly undermines the solidity of the instrument. In fast-moving or heavily chordal passages, the piano 
can seem to shimmer or drift, blunting the very qualities that define Lympany's playing: precision, weight, and 
structural clarity. 

The present XR remastering changes that picture. Using Celemony Capstan pitch stabi lisation, the underlying pitch 
fluctuations have been corrected with great care, restoring the piano to a stable tona l centre. The improvement is 
musical rather than cosmetic. Chords now lock into place, bass lines carry their full harmonic weight, and the musical 
argument unfolds with a new sense of inevitability. Freed from technica l distraction, Lympany's rhythmic strength and 
tonal discipline form the foundation of a performance that feels newly present and newly persuasive. 

Seventy-five years on, these readings emerge not as historical cu riosities but as living music. They remind us that 
Rachmaninov can sound grand without grandstanding, poetic without indulgence, and passionate without haste. 
Above all, they confirm Moura Lympany's stature as a Rachmaninov interpreter of uncommon seriousness and 
authority, restoring the full impact of performances that have always deserved to be heard in the best possible light. 
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