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ART and SCIENCE.  A.O.V.    
We would like to remind you that the general meeting of the A.O.V. will be held this evening 
at eight o'clock in the promenade of Musis Sacrum. In view of the interest that this 
Association has aroused recently, the presence of many members would certainly be highly 
desirable.   
Cecilia Concert,   VI.   
With the exception of Brahms's ‘Academic Festival’ overture, the program of the last Cecilia 
concert of this season was composed of works by Russian composers: Arensky was 
represented with his Variations for Choral Orchestra, Rachmaninoff with his Piano Concerto, 
and Tchaikovsky with the Sinfonie Pathétique. Despite their great diversity, these works 
share one trait that constantly comes to the fore: the mournful melancholy, sometimes deeply 
melancholic, quality of Russian music is displayed by them all to a very strong degree. 
Arensky's variations are immediately connected with the theme upon which they are built—a 
theme of a very clearly expressed sombre character, of melancholy, born of a single mood, 
melodic and highly suitable for arrangement. In writing a number of variations, the 
composer managed to preserve that mood of the theme, and this has given the composition 
as a whole something monotonous, with the exception of the sixth variation. whose lively 
movement and playful rhythm briefly bring to mind the work of other Russians, particularly 
Tchaikovsky, to whose Serenade for String Orchestra memory has returned quite often. 
Overall, these variations seem more important due to the indeed beautiful sound effects than 
to an interesting illumination of the theme: rhythmic variation has rarely been heard in them, 
and the composer introduces no new form.  
But this work offers so much sonic beauty - and it is played with such superior sound - that 
one has listened to it with great interest. The first variations convey what most writers of 
these form; the fourth provides a rhythmic change with very effective pizzicato effects, the 
same as the already mentioned lively movement; the following are serenade-like effects, 
while the conclusion is very remarkable in its sound effect. Although, as stated, they shed no 
new light on the essence of the art of variation, they have held the attention through their 
sonic beauty.   
Rachmaninoff came, played, and conquered, just as a few winters ago, when he performed 
here for the first time. At that time, the outstanding interpretation of his second piano 
concerto brought him success; now, his third caused enthusiasm to flare up. Qualities found 
in that second concerto are also present in this one; this music is melodious, too, extremely 
interesting in structure and arrangement, at times sombre and melancholic, then again 
bursting forth in vehement accents. With a very simple theme introduces the first movement, 
"Allegro ma non troppo," an exposition that immediately makes one feel that a man is 
speaking here who has something to say. Alongside the piano part, the colourfully treated 
orchestral section is also immediately striking; after an equally rising period, it introduces a 
warm, tinted, melodic phrase. The arrangement then continues with both elements, which 
stand in such perfect proportion to one another: transparent in structure, beautiful in colour, 
and rich in instrumental effects. The mood of melancholy, which also speaks from this  
music, tends to falter at times; at a few moments the movement becomes livelier, but time 
and again the composer returns to the level of thought, which is most strongly imbued with 
the main mood of this movement. Very interesting fragments can be pointed out in this 
movement: the preparation for the return of the first theme, the passage where flute, oboe, 



and horn join the sometimes turbulent piano sections, and the efficient lot are a few of those 
that have made a great impression.   
With a melancholic melody for the woodwind instruments, the "adagio" begins; the piano 
joins in, introducing a theme after a short introductory passage, which, once sung out, is 
interrupted by a more intense passage, after which the adagio mood returns in the orchestra. 
Perhaps it is a criticism one might raise against this work that the moods shift so drastically, 
for here again the piano begins with more passionate accents; at this moment it seems as if 
the string instruments are now joining that mood con sordini: it becomes lively, the main 
theme appears, embellished with brilliant piano passages, but the adagio mood has not yet 
entirely disappeared. Then, however, soon with a few forceful chords, we find ourselves in 
the midst of the finale, sharply asserted in rhythm, calming briefly at the appearance of the 
second theme, yet not changing mood.    
Fantastic, sometimes almost grotesque, it now moves forward tempestuously, shifting moods 
rich in contrasts, now elegiac, then again almost Slavically unconstrained, flowing in a 
captivating manner, with a violent climax towards the conclusion.   
Music born from moods, not a manufactured work, which offers abundant evidence of noble 
sentiment, of inspiration, of a remarkable gift for architectural construction, of a just 
distribution of important thoughts between the solo instrument and the very independently 
treated orchestral part, such that both demand and hold attention, music finally full of warm 
sentiment, which is perhaps somewhat long in the final section, but otherwise has given 
nothing but joy.  
And Rachmaninoff played this concerto in, simply put, a masterful manner. With a technique 
that enabled him to overcome the enormous possibilities brilliantly and with ease, he played 
his music with an extraordinary richness of touch nuances, with at times tender intimacy, an 
expression of melancholy that moved, and at other times formidable power that electrified all 
who witnessed this gigantic piano playing. All, and Mengelberg not the least. For under his 
inspiring direction, the orchestral part was given a relief so extraordinary that the composer-
pianist, time and again, thanked the brilliant conductor, standing and with almost 
unprecedented enthusiasm, the honest, simple artist was repeatedly called back, and an 
ovation prepared for him such as few receive, and which in this case was certainly deserved.   
The brilliant series of performances of this concerto has been worthily crowned, and the 
entire series has thereby been concluded in a truly extraordinary manner with the 
performance of Tchaikovsky's Pathétique. The way in which Mengelberg, with the 
orchestra—which executed even the slightest so-called intentions without precedent— 
played this now well-known work was so spirited and inspiring, so grandiose, that any 
attempt at description would mock reality. One does not speak of such artistic expressions: 
one prefers to retain a grateful memory of them and speaks of them when  there is reason to 
hear the most imposing thing one has been allowed to hear. Two wreaths were presented to 
the ingenious trio amidst warm applause.   Kr.   
  
[Translation: Google]  
   
   
 


