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Mup uckycctra. 1901. T. 6. Ne 10. C. 252-253.
Quoted in Val’kova, S. V. Rachmaninoff: Chronicle of Life and Works, vol. 2, p. 463

The interesting program of the concert by Messrs. Ziloti and Verzhbilovich introduced us to
two relatively major musical novelties. These new pieces are the piano sonata by A.
Glazunov (op. 74) and the suite for two pianos by S. Rachmaninoff (op. 17).

Glazunov's new sonata is a work rich in brilliant sonority, distinguished by its bold keyboard
interpretation. It is a masterfully composed concert number! in three movements, each of
which demands from the performer a unique and exceptional virtuoso perfection. Thus, there
is no doubt that Mr. Glazunov's sonata is guaranteed both a distinguished place in the
repertoire of accomplished pianists and, at the same time, an undisputed and consistent
success with the public. But is this the main point, and is this the success our popular
composer is striving for? And is it not strange that one of the most respectable and appealing
talents of our time expends his valuable creative energies on the creation of works that have
only relative significance as rewarding material for concert virtuosos?

Of course, this work by our celebrated symphonist is not without many hallmarks of his
talent and incomparable technical mastery, but one cannot deny that the sonata's musical
content is meagre, its ideas lacking in brilliance, and its arrangement contributes virtually
nothing new, even to piano literature. The bravura-salon style prevalent in the sonata is
particularly unpleasant in the first movement (Allegro moderato). More interesting are the
second movement (Andante), with its curious modulation surprises, and the graceful
decorativeness of the movement in the final movement (Allegro scherzando).

The performance of the sonata left nothing to be desired.

The second interesting new composition of the evening was Sergei Rachmaninoff's suite for
two pianos. Familiarity with some of the young composer's previous works had pleasantly
predisposed him to his favour and awakened hopes of hearing something extraordinary,
innovative in concept and solid in technique.

A superbly performed suite, with the composer, who held the first part, proving himself to be
a brilliant pianist, not only more than lived up to our expectations, but also showed that the
young talent of the composer has significantly strengthened, grown, and the strength of its
persuasiveness leaves no doubt about its importance in the future.

A short "introduction" immediately captivates the listener, ushering them into a unique world
of the composer's genuine individuality. There's no trace of the conventional compositional
techniques typically employed by beginning composers, and sometimes even those at the end
of their careers. Everything is new, everything is fresh, and imbued with the captivating spirit
of a richly gifted artistic nature. The "waltz" that follows the introduction, despite its wealth
of beautiful individual moments, witty and beautiful harmonic and melodic turns, suffers
from a strange protractedness of form. We believe, however, that the somewhat loose or
insufficient clarity of form characteristic of Rachmaninoft's works is more likely due to his
still-unsettled compositional techniques than to a lack of overall conception. The third
movement of the suite, in which the aforementioned shortcoming is much less noticeable,
reveals the composer's rare ability to utilize exquisite contrapuntal patterns to accompany and
highlight the main melodic outline. The suite ends with a brilliant "tarantella," infused with
so much sparkling fire, so many nerve-stirring rhythmic and harmonic spices, that even the
most blazed listener by contemporary quests for sonic novelty will inevitably be amazed by
such a lavish display of creative imagination. We note another valuable quality in Mr.
Rachmaninoff's talent. He borrows almost nothing from the vast selection of ready-made
material available to contemporary composers: he draws from his own artistic capital and is
guided by his own moods. Doesn't all this give us the right to look with hope and confidence



at the emerging talent of the young Rachmaninoff, a new, vibrant, and imaginative force?
And how palpable is the value of such gifts in our time, so rich in "creators" and so poor in
creative energy! A. N. Zametki

1 So in the source.
[Translation: Google]

WNHTepecHas mporpamMma KoHlepTa IT. 3U10TH U BepxOmiioBuya no3HakoMusia Hac ¢ IByMst
CPaBHUTEIHFHO KPYITHBIMU MY3bIKaJIbHBIMU HOBUHKaMH. HoBUHKHM 3TH (1. coHaTa A.
I'mazynoBa (op. 74) u crouta s aByx posuieit C. Paxma-uunoBa (op. 17).

Hogsas conara ['masyHnoBa npousBeaeHue, 0Ooraroe OJaecTsei 3ByYHOCThI0, OTMEYEHHOE
CMEJIOCTBIO KJIABUAaTYpPHON TPAKTOBKH. DTO MACTEPCKU HAIMCAHHBIN KOHIIEPTHBIA HyMep' B
TPEX YacTsX, U3 KOTOPBIX Kax/as TpeOyeT OT HCIIOTHUTENSI 0COO0TO M UCKITIOUUTEITLHOTO
BHUPTYO3HOT'O COBEpIIEHCTBA. TakuM 00pa3oM, He MOUIEKUT COMHEHHIO, YTO 32 COHATOM I
['ma3yHoBa obecriedeHbl ¥ BBIJAIOIIEECS MECTO B pENepTyape UCKYCHBIX MMAHUCTOB U BMECTE
¢ TeM OeCCIOpHBIN U HEM3MEHHBIN ycriex y myonuku. Ho B 9ToM 1n mitaBHast CyTh, M TAKOTO
JIM ycIexa JIOMOTaeTCsl Halll oMY/ pHbINA KoMIIo3UTOp? W HE CTpaHHO JU, YTO OJUH U3
HanboJee COMMIHBIX M CUMIIATUYHBIX TAJIAHTOB HAIIIETO BPEMEHHU TPATUT CBOM LIEHHBIE
TBOPYECKHUE CHJIbI HA CO3UAAHNE BEUIEH, NMEIOIUX JIUILb OTHOCUTEIBHOE 3HAUEHUE
OnarogapHOro Marepuana ajs KOHUEPTHBIX BUPTYO30B?

KoneuHo, 1 310 npousBeieHNE HAIIETO IPOCIaBIEHHOTO0 CUM(OHUCTA HE JTUILIEHO MHOTHX
MIPU3HAKOB €r0 TaJlaHTa U HECPAaBHEHHOI'O MAaCTEPCTBA TEXHUKH, HO HEJIB3S KE B CAMOM JIEJIe
OTPHIIATh, YTO MY3BIKAJILHOE COIEPIKaHUE COHATHI OCTHO, YTO MBICIH €€ HE SIPKU U
00paboTKa UX IMOYTH HE BHOCUT HMYETO HOBOTO JJAJKE B CIIEIHAIEHO (hOPTEHAHHYIO
muteparypy. [IpeoGiragaromniuii B coHare OpaBypHO-CAIOHHBIN CTHIIL OCOOCHHO HETPUSTHO
cKkasbIBaeTcs B mepBoit yactu (Allegro moderato). Bosiee naTepecHs! BTOpas yacTh (Andante)
C €€ JI00OMBITHBIMU MOIYJISLIMOHHBIMU HEOKUAAHHOCTSIMU U IPALIMO3HAs J€KOPATUBHOCTh
IBYKEeHHS B rocienHeit yactu (Allegro scherzando).

HcnonHenue coHaThl HE OCTaBIISUIO JKeJaTh JTyYILEro.

Bropoii natepecHoil HOBUHKON Beuepa Obuia crouTa A AByX posiieit C. PaxmManuHoBa.
3HAKOMCTBO C HEKOTOPBIMHU U3 MIPEKHUX COUMHEHUIN MOJIOAO0I0 KOMIO3UTOPA MPUSATHO
pacroJaraso B €ro nojib3y U IpoOyKJano HaJekK bl yCIbIIIaTh HEYTO HE3ayPsIIHOE, HOBOE
10 MBICJIA U COJIMIHOE TI0 TEXHUKE.

BenukonenHo uCHOIHEHHAs! CIOUTA, IPUYEM aBTOP, ACPKABIIMNA MIEPBYIO MAPTUIO, BbIKA3aJ
cebs OecTAIMM THAHUCTOM, HE TOJILKO C M30BITKOM OIIpaB/iaia Hallld OKUAJAHUS, HO
II0Ka3aJia, YTO FOHBIA TAJIAHT KOMIIO3UTOPA 3HAYUTEIBHO OKPEII, BBIPOC U CUJION CBOEH
yOeAUTENbHOCTH HE OCTABIISIET COMHEHUI Ha CUET €ro 3HaueHUs B OyaylIeM.

Hebonbioe «BcTymiieHuey cpa3y e yBJIEKaeT CIyluaTess, BBOJSA €ro B 0COObIil MUPOK
HENoJeIbHOM NHIUBUAYAIbHOCTH aBTOpa. TYT U CIIEI0B HET TE€X YCIOBHBIX IPUEMOB
COYMHMTEIBCTBA, K KOTOPHIM OOBIKHOBEHHO IPUOETal0T HauMHAIOLINE, 8 HHOT/IA 1aXKe U
KOHYAIOIIME CBOIO Kapbepy KOMIO3UTOPHI. Bce HOBO, BCe CBEXKO U TPOHUKHYTO
YBIIEKATEIbHBIM TEMIIEPAMEHTOM O0raTo OJJapEeHHOM XY/I0KE€CTBEHHOM HaTyphl. Cienyonuii
3a BCTYIJIEHUEM «BaJIbCY, IPU O€3HE MPE-KPACHBIX OTAEIbHBIX MOMEHTOB, OCTPOYMHBIX U
KpacUBBIX, TAPMOHUYECKUX U MEJIOANYECKUX 000POTOB, CTPAJAET KaKOIO-TO CTPAHHOMN
pacTsiHyTOCThIO (popMbl. [lonaraemM, ogHako, 4TO HEKOTOpasi CBOMCTBEHHAs: cOUMHEHUsIM C.
PaxmannHOoBa 6ec(OpMEHHOCTD WM HEJOCTATOYHAS SICHOCTh (DOPMBI, CKOpEE, 3aBUCUT OT
e11l€ HEYCTaHOBUBIIMXCS KOMIIO3UTOPCKUX TPUEMOB, YEM OT HEAOCTAaTKa KOHLEHIINY B
uenoM. TpeTbs yacTb CIOUTHI, B KOTOPOM YIIOMSIHYTBIH BBIIIE HEJOCTATOK OLTYLIAETCs
ropaszio MeHee, 00OIMYaeT B aBTOPE PEIKOE YMEHHE MOJIb30BAThCS U3bICKAHHBIM



KOHTPAIYHKTUYECKUM Y30pOM JUIsl COPOBOXKIEHHS U OTTEHEHUS ITIaBHOTO MEJIOIUYECKOTO
pucyHka. Crouta KOHYAeTCs SIPKO OJIeCTSIEH «TapaHTeIION», B KOTOPOH CTOJIEKO BIIOKEHO
HUCKPOMETHOTO OTHS, CTOJIBKO BOJHYIOIIHUX HEPBbI pUTMUYECKUX U TAPMOHUYECKUX
MPSTHOCTEM, UTO CIIyIIATeNh, Jake U Hanbosee 0Jla3upOBaHHBIN COBPEMEHHBIMH HCKAHUSIMH
3BYKOBOM HOBM3HBI, IOHEBOJIE IPU-JET B U3YMJICHHUE NIEPE] TAKUM PACTOUYUTEIbHBIM
MIPOSIBJIEHUEM TBOPYECKOTO BOOOpakeHUsl. OTMETUM €I1l€ OJJTHO LIEHHOE KauyeCTBO B
napoBaHuM I. PaxmannHoBa. OH MOYTH HUYETO HE 3aUMCTBYET U3 TPOMAJHOIO BbIOOpa
rOTOBOT'0 MaTepuasa, UMEIOIIErocs K yclIiyraM COBPEMEHHBIX KOMIIO3UTOPOB: OH YepHaeT U3
COOCTBEHHOTO XyJ0KECTBEHHOI'O KaluTalla ¥ MOAYMHAETCS COOCTBEHHBIM HacTpoeHusiM. He
JIaeT JIM HaM BCE 3TO MIPABO C HAJIEKA0M M YIIOBAaHUEM B3UPAaTh HAa BHIPACTAIOIININ IPE] HAMU
HOBBIH, )KH3HECTIOCOOHBIN M OOTaThIif TBOPUECKUM BOOOPAKEHHEM TaJIaHT MOJIOJIOTO
PaxmanunoBa. U kak olryTuTenbHa LIEHHOCTh MOJ00OHBIX JapOB B HaIlle OOUIIBHOE
«TBOPLIAMM» U CTOJIb CKYJHOE TBOPUECKUMU CHJIaMU Bpems!

1 Tak B HCTOYHHKE.



