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New operas by S. Rachmaninoff on the stage of the Moscow Bolshoi Theatre.

On January 11, two new operas were staged for the first time at the Bolshoi Theater: "The
Miserly Knight" and "Francesca da Rimini" in three scenes, in two scenes with a prologue.
We will not expound on Pushkin's famous text, which apparently served in its entirety for the
first of these operas. A short introduction opened the opera. The curtain rose, and the stylish
set and setting transported us to the Middle Ages. The main types of the opera are the baron,
vile to the point of disgust in his vile stinginess, having lost his human nature, and his son
Albert, a young knight, greedy for glory and the splendour of court life, but restrained in his
aspirations by the stinginess of his father. Pushkin's amazing verses, as for other operas (The
Stone Guest, Mozart and Salieri, etc.) based on his own words, here too did not allow the
distortion of the work of the great poet. The composer's fantasy is made dependent on the
text, nevertheless S. V. Rachmaninoff illustrates it quite successfully, accordingly outlining
the diverse types in the support, successfully implementing the principle of musical drama,
which consists in the precise correspondence of music to the word, which required a lot of
thoughtful work from the composer.

The lack of rounded forms means that the musical ideas of the drama do not hold the
listener's attention; they are insignificant and are obscured in the pursuit of expressiveness,
based here primarily on the dynamic side and orchestral colour. In conclusion, however, it
should be said that the music of this little opera, if it can be called that, adds nothing to
Pushkin's remarkable dramatic scenes, in the sense of commentary, due to the absence of
scenes most accessible to the language of music. It must be admitted that the musical
characterization of the stingy, disgusting baron is not one of the most grateful in Fine Art,
while the entire second scene of the opera is a characterization of an evil passion, clearly
expressed by the baron himself in the words "as a young novelist waits for a meeting with
some sly harlot... so I waited all day for the moment when I would go down to my secret
basement to the chests"... The role of the baron, grateful in a stage respect, would
undoubtedly have benefited from Chaliapin's performance, and the satanic delight at the sight
of a heap of gold, faintly expressed in the music, would perhaps also have received a different
interpretation. All three new sets (1) in the baron's tower, 2) in the basement and 3) in the
Duke's palace) by the artist G. I. Golov, having moved away from the template of the Bolshoi
Theatre, are good and maintain the integrity of the impression from the musical dramatic
scenes.

The music for another short opera, Francesca da Rimini, is based on a libretto by M. L.
Tchaikovsky, based on the dramatic episode of the 5th canto of Dante's Inferno. This plot has
repeatedly attracted the attention of composers in its time. Rachmaninoff's opera is conceived
quite originally, with the main premise being Dante in hell, witnessing the torments of
sinners. In the Divine Comedy, Dante encounters many tormenting scenes, and the composer
chose one of them, the second circle of hell, where condemned souls languish for the sensual
pleasures of life, for his opera. The entire opera as a whole actually consists of three parts: the
prologue—the first and second circles of hell; the third—the epilogue, with almost the same
content; and a comparatively long middle part to them; the first and second scenes—scenes
from the life of Francesca. From a peacefully flowering meadow, fanned by a gentle breeze,
where the shadows of great people crowded and only quiet sighs of spiritual anguish filled
the first circle of hell (in the music, an introduction with monotonous musical figures and
chromaticism, then the first scene), Virgil, following Dante, descends into the second circle—
the kingdom of darkness; Here the torment is more intense, a hellish whirlwind seizes the
condemned souls, whirls them around, pushes them against each other, and the desperate



groans (chorus offstage) of tormented souls are heard. Among these swirling shadows,
Dante's attention stops on the inseparable Francesca and Paolo; he begins to speak to them.
The following scenes represent Francesca's story of her own, created in certain images in
Dante's presentations. The infernal whirlwind of shadows is a rewarding picture for a
composer to create something like the flight of the Valkyries, and in Rachmaninoff, the
chorus's cries merge with the peals of the orchestra; the result is a picture of great
expressiveness. Francesca's story begins with a scene in Malatesta's palace. First, there is the
oath of the Ghibellines, setting off on a campaign with Lanciotto, then Lanciotto remains
alone and laments that Francesca (the first beauty, forced into marriage with him) does not
love him. Again, the composer faces a thankless task of characterizing a lame, jealous
monster, but here, in our opinion, he copes with it better than in The Miserly Knight.
However, the rather long tirade, although successfully commented on by the music, is boring;
the monotony is not helped by the appearance of Francesca, from whom only angular phrases
are heard. A completely opposite impression is produced by the second scene, in Francesca's
chambers, where, in the absence of her husband, Francesca is reading a love story with
Lanciotto's brother, the handsome Paolo, ending with their mutual kiss. Their duet breathes
freshness with beautiful music, alien to any artificiality; This scene is the highest point of the
opera, but the sudden appearance of Lanciotto, who kills the loving couple, dampens the
impression, and this terrible moment has absolutely no correspondence in Rachmaninoff's
music. The shadows of the murdered lovers then enter the second course of hell, into which
the composer introduces us again, but here in the epilogue we hear the more desperate cries
of the sinners (the chorus) and the noisy peals of the orchestra in the opera's finale. The
episode is over.

In conclusion, we must note that, in general, the picture of hell with a fleeting memory of
Francesca's love story, in terms of stage design, must be considered a failure; the prologue
and epilogue turned out to be isolated from Francesca's story; moreover, one would have
liked to see these extreme parts longer. The horrors of hell, the torments that evoke tears of
compassion and deep empathy in Dante (according to the Divine Comedy), are not
sufficiently illuminated by Rachmaninoff's music, so that the first of the staged new pieces
more accurately expresses the text, while the second attracts more with its purely musical
value, but still, one cannot agree with the author, who treats small episodes through stage
works, and therefore, of course, we will give preference to Tchaikovsky's well-known fantasy
on the same subject. Regarding the general characteristics of the operas, it should be noted
that the composer sometimes uses Wagnerian turns of harmony, without, however, resorting
to thematics, and for his sound depiction, he uses dynamics and orchestral colouring. We
judge by first impressions, and it seems that the author, who conducted himself, did
everything possible to realize his ideas. The production is new, but I would like to see it more
interesting; the formulaic techniques — steam, hissing, whistling, and the like — have already
become quite boring for visitors to the Bolshoi Theatre.

The performers played their roles harmoniously, far more challenging, it seems to us, than in
any other opera in the ‘arioso’ style. The author has already managed to win the public's
sympathy and was called out for several curtain calls, but time is needed to judge the operas'
lasting success. A. Livin.

[Translation: Google]
Hospist oneprr C. PaxmanuHoBa Ha ciiers mock. Bonbmioro tearpa.

11 suBaps Bb bonbmomsb Tearph BriepBrie ObUIM TIOCTABICHBI B HOBBIS ONEPHI: Bb 3-Xb
kapThHaxb «Ckynoi psinapb» U «Ppanuecka ga PUMUHNY, Bb 2-Xb KAPTUHAXB Cb



nposioroms U He Oynemb uznarars u3BberHbiil TekeTs [lynknna, nocmyXKuBuiii,
MOBHIUMOMY, ITBITUKOM®B JIs1 IEPBO U3b ATHXB onepb. He-00mbiioe BCTyIUIEHIE OTKPBLTO
orepy. [lomnsincst 3anaBbew, cTrbHAS IeKopallist 1 00CTaHOBKA IMIEPEHOCATh HACH Bb CPENHIE
Bbka. [1aBHbIE THUIIBI OTIEpHI -0apOHb, raAKiN 10 OTBpAILEHIS Bb CBOEH I'HYCHOM CKYIIOCTH,
yTpaTuBIIiil 4eno-BbuecKyto mpupomy, U ero CbiHb AJBOEPH, MO-JIOAOH PHILAPb, KATHBIH Kb
cnaBb 1 OriecKy MPUIBOPHON )KU3HH, HO CIIEPIKUBAEMBII Bb CBO-HXb CTPEMIICHISIXb
CKYNOCTBIO OTIIa YIUBUTEIb-HbIE CTUXU [lylKuHa, Kakb 1718 Apyruxs onepsb (KameHHbIH
rocth, Monapts u CallbepH | Jp.) Ha €ro e CJI0Ba, ¥ 315Ch HE JOMYCTUIIN HCKA-KCHIs
MIPOU3BE/ICHIs BEIMKaro rmoata. danTasis KOMIIO3UTOPA MTOCTABICHA Bb 3aBUCUMOCTD OTh TEK-
cra, Thmb He Menbe C. B. PaxMaHMHOBD BrIONHE yjaq4HO €ro WILTIOCTPUPYETD,
coOTBBTCTBEHHO 00-PHCOBBIBAsI Pa3HOXapaKTEPHBIE THITHI B o1oph, ¢b ycrrbxomsb mpoBoss
MPUHLMITHE MY3BIKAJILHOM JIpaMbl, 3aKJII0YAOIIINCA Bb TOUHOMb COOTBhT-CTBIM MY3bIKU
CJIOBY, 4UTO NMOTPEOOBAJIO OTHh KOM-IIO3UTOPA HE Majio BAYMUYUBOW paboTsl. OTCyTCTBIE
3aKpYIJIEHHBIXb (POPMB IPUBENIO Kb TOMY, YTO MYy3bIKaJIbHbIS MBICIIH JpaMbl HE OCTAHABIIH-
BalOTh BHUMaHIs CIIylIaTessi, OHb He3HAaYNTENbHBI, ¥ CTYIIEBBIBAIOTCS Bb MOTOHE 32
BBIPA3UTENlb HOCTHIO, OCHOBAHHOM 377bCh MPEUMYIIIECTBEHHO HA JMHAMHUYECKOW CTOpOoHD 1
OpPKECTPOBOMB KOJIO-puTh. BB 3akiroueHie cirbayeTs OHAKO CKa-3aTh, YTO My3bIKa ITOH
MAaJICHBKOH OTEpPhI, €CITH TaKh €€ MOYKHO Ha3BaTh, HE MPUOABHUIIA HUYETO Kb 3aMbyarebHbIMb
IpaMaTu4ecKuMb criieHamu [lymkuHa, B cMBICTE KOMMEHTapiid, 6aromapsi: OTCyTCTBIO
cueHb HanOombe TOCTYNMHBIXD A3bIKY My3bIKH. Hazo mpusHaTbes, 4To My3blKajabHas
XapaKTePUCTHUKA CKYTIOTO OTBpAaTUTENbHAro 0a-poHa He U3b OJarogapHbIXb Bb M3smuoML
uckycctBb, Mexxay ThMb Kakb BCsl BTOpasi Kap THHA onephl IBIMKOMDB €CTh XapaKTepUCTUKA
JyPHOU CTPACTH, SICHO BRIPAKECHHOU (CaMUMb 0apOHOMB BB CIIOBaXb «KaKh MOJOAOH moBbCT
KJETh CBUAAHbS Cb KaKOW HUOY/b pa3BpaTHU-1IEN JTyKaBOM... TaKb 5 BECh J€Hb MUHYThI
Kb, KOTIA COMY Bb ITOIBAJIb MOM TalHBIM Kb CYHIy-Kamb»... biarogapHas Bb
CIICHWYECKOMb OTHOIIE HiM poiib 0apoHa HeCOMHbBHHO BhIMTpaia Obl Bb UCTIOIHEHIH
HlananvHa ¥ caTaHWHCKiH BO-CTOPI's NPU BUAb TPYIBI 30510Ta, OB IHO BBI payKEeHHBIH Bb
My3bIKb, OBITh MOXETb, TaKKe MONYy4rTh OBl HHOE ocBbeHie. Bch Tpu HO-BBIS nexopartiit
(1) Bp Oamrt6apona, 2) e moxBanh u 3) Bo aBopub I'eprora) pabotst xynoxHuka I U.
l'onosa, ynanusmumch oTh madnoHa bosnpIioro Tearpa, XOpouu U MoJ-A1€p>KUBaAIOTh
bIBHOCTP Brie4aTbHisl OTh My3bI-KaJIbHO IPAMAaTHYECKUXb CIICHD.

My3bIka Kb APYToi Takke MaJieHbKoM onepb «®panvecka na PumuHm» HanucaHa Ha
mbperro M. W. YaiikoBckaro, COCTaBICHHOE IO JpaMa-TUIeCKOMY SMU30y S-oi mhcHM
«Ana» [lante. CroxeTh 3TOTh Bb CBOE BPEMsI HE pa3b NPU-BJIEKaTb BHUMAaHIE
KOMITO3UTOpPOBB. Y Paxma-HHHOBA orepa 3aJyMaHa JI0BOJbHO OPUTHHAIIBHO, CS [JIaBHOE
noJyioxkeHie: Jlante Bb aay U cMO-TpUTh MyKu IpbiiHnkoBs. B boxxecTBeHHO# Komenin
nepens Jlante mpoxXoasTh MHOTO MyUYHU-TENbHBIXb KAPTUHD U OJHY U3b HUXb BTOPOU KPyT'b
ania, vk TOMSTCS OCYKJICHHBIS TN 32 YyBCTBEHHBIS HACTAXKACHIS )KU3HH, KOMIIO3UTOP
BBIOpaITH 111 CBOEH omepsl. Best onepa BB 1rbioMs nipecTaBiseTs co0000 COOCTBEHHO TPHU
YacTH: MPOJIOTb-IIEPBBIA U BTOPOH -KPYT'b aa, TPEThSI-3MUIONb, IOYTH Cb ThMBb XKe
coziep>KaHieMb U CPAaBHUTEIIBHO JTMHHAS CPE/IHSS YaCTh Kb HUMb, TIepBasi H BTOPAst KAPTUHBI
- cueHsl u3b xu3Hu Ppandeckn. Cb MupHOBhTYIIaro ryra, 06sb-Baemaro THXUMB
BbTepkoMBb, rrh TonmHIIMCH THHU BETMKUXB JTFOJEH U TOJBKO THXi€ B30XH JTyIIEBHOW TOCKH
OIJIalIaJI ePBhIA KPYT'b a1a (Bb My3bIKh BCTyIUIEHIE Ch OTHOOOPa3HBIMU MY3bIKAIbHBIMU
¢burypamu u XxpoMaTu3MoMsb, narbe nepsas kaptuHa) Bupruiii 3a Jlante cryckaroTcst BO
BTOPO# KPyT'h -IIApPCTBO MpaKa; 31bch Myku cuinbHbe, afcKiil BUXPh 3a-XBaThIBACTh
OCY’KJICHHBISI TyIlIH, KPYKUTh UXb, CTAJIKUBAETH OJIHY Cb APYTOM, CIBIIIATCS OT-YasiHHbIE
CTOHBI (XOpPb 32 CLIEHOW) ToMAIIMXCS Tynrb. Cpeau STHXb KpyKamuxcsi ThHell BHU MaHie
Jlante ocTaHaBnMBaeTcsa Ha HepaznyuHbixb @panueckb u [1aono; onb 3aroBaprBaeTh Ch
HumH. Crbayromist ClieHbI ¥ IPEACTaBISIIOTh CO00I0 pa3ckazb OpaHUYecKH O CBOCH UCTOPIH,



co3/aB MIiiics B onpeabieHHbie 00pa3sl Bb PeACTa-HUMb BieHin JlanTe. AJICKiil BUXph
ThHei - Gnaromap-Hast KapTUHA JUTsI KOMITO3UTOPA CO3/aTh 4To 100 B poxb mosera
Banbkupiii u y Paxma-HUHOBA BOTUIH XOpa CIMBAIOTCS Ch pacKaTaMu OpKeCTpa; MOTydaeTcst
KapTrHa OOJIBIION BBIpa-3UTEIHHOCTH. VcTOpist @paHdecKr HAUMHAETCS CO CIICHBI BO
nBopirb Manarectsl. CHauana Bb KIISITBA THOOCITMHOBD, OTIPABIISIOIINXCS Bb MO-XOIb Ch
JlaH4i0TTO, MOTOMB OCTaeTcst onuHb JlandioTTo u chTyeTs, uro @panvecka (epBast
KpacaBuIla, BbIIAaHHAS 332 HETO HACHJILHO 3a-MY>Kb) €ro He Mo0uTh. Onarh HeOnarogapHas
3aJa4a KOMITO3UTOPY XapaKTepHU30BaTh XPOMOTO PEBHUBATO YPOaa, HO 345Ch, 110 HameMmy
MHbHII0, OHB JIy4Ille CIIPABISETCs Ch Hel, 9bMb «CKynomb peiaphy. OgHaKo TOBOILHO
JUIMH-Has TUpaJa, XOTs U yAa4YHO KOMEHTUpPYeMasi My3bIKOH, CKyYHa; 0OAHO00pa3ito He
MIOMOTAETh U TMosiBieHie DpaHYeCKH, OTh Hesl CIBIIIATCS TOIBKO YIIIOBATHIS (hpasKy.
CoBepIlIeHHO MTPOTHBOMO-JIOKHOE BIleuaT:ThHie TPOU3BOANTE BTOpasi Kap-THHA, Bb IOKOSXb
®panuecku, rub, Bb OTCYT-CTBie My*ka, PpaHUuecKa 3aHUMAETCSl YTEHIeMb JIF0OOBHATO
pomana ¢b O6patomb JIaH4i0TTO, Kpa-caBueMsb [1aos0, 3aBepIIaromuMcst UXb B3aUM-HBIMb
norbiayemb. IXb qy3Th ABIIETH CBEXKE-CThIO Ch MPEKPACHON MY3BIKOU, Uy>KIOH BCSIKOM
nbIaHHOCTH; CIieHa 3Ta BBICIIAs TOUKa Bb onieph, HO BHe3amHoe nosBIieHie JIan4yiorTo,
yOuBaro-maro J000BHYIO Mapy, pacXojJakKHBACTh BIe YaTIbHIC ¥ 3TOTH Y)KACHBI MOMEHTH
COBEp-LICHHO He Hamenb cedb cooTBbTCTBIsS B My-3b1kE PaxmanunoBa. ThHM yOUTHIXD
TF000B-HUKOBB TOCTH 3TOTO MOMagaroTh BO BTOPOH KypCh a/ia, Bb KOTOPBIH OMSITh BBOIUTH
HACh KOMIIO3UTOPb, HO 377bCh BB 3MMIIOTE MBI CIIBIIIUMB yxKe 0orbe oT4astHHBIE BOTUTH
rphIIHUKOBH (XOPH) M IIyMHBIE PACKaThl OPKECTpa Bb (PUHAI. ONIEpBl. DNH301b OKOHUEHb.
[TonBoAst UTOTH, MBI TOJKHBI 3aMBTHUTE, YTO BO-00IIIEe KapTHHY a/1a Cb MUMOJICTHBIMb
BOCIIOMMHA-HIEMDb UCTOPIN J1I00BH DpaHUECKH, Bb CLIECHUYE-CKOMb OTHOIIEHIH, HY>KHO
CUMTAaTh HEYAABILEHCS, IPOJIOT'h U SMUJIOTD OKA3aJIMCh U30JIMPOBAHHBIMU OTh UCTOPIU
®panueckn, kpomb Toro 3tH KpaiiHis gacti xoTbnock 061 BUALTE O0mbe MpogomKUTETH-
HBIMH. YKachl aJ1a, MydeHisl, KOTOPBIS BBI3BIBAIOTI, y JlaHTe clie3bl cocTpaganis u ITyOoKoe
couyB-cTBie (10 boxecTBeHHON KOMeIii), Hel0CTa-TOYHO SIPKO OCBBIIaroTCsS My3BIKOH
PaxmaHuHOBA, TaKb 4TO MEPBasi U3b MOCTABICHHBIXh HOBUHOKD TOYHbEE BBIpakaeTh TEKCTh,
3a TO BTOpas pHU-BIIeKaeTh 0orbe CBOEH YUCTO My3bIKaJIbHON CTOPOHOM, HO BCETAaK! HEIIb3s
COITIACUTHCS Ch aBTO-POMB, TPAKTYIOLIMMb MaJICHbKi€ SMNU30/IbI IOCPEI-CTBOMb
CIICHWYECKUXb MPOU3BE/ICHIN 1 MOITOMY KO-HEUHO U3BECTHOH (anTaszin YaltkoBckaro
HATOTB JK€ CIOXKETH MBI OTIAAUMBb npennodrenue. Kb 00-meit xapakrepuctukh oneps HyKHO
3aMbTUTh, 4TO KOMIO3UTOPH NOJIB3YETCS NHOTIA BATHEPOB-CKUMHU 000pOTaMy FrapMOHIH, HE
npubkbras og-HaKO Kb TEMATU3MY, a JUTSI CBOCH 3ByKOM300pa-3UTEIIbHOCTH TIOJIB3YeTCS
JMHAMUKON ¥ OPKC-CTPOBBIMB KOJOPUTOMB. CyaHMBb 110 TIEpBOMY BIIeUaTIbHIIO H, JymMaeTcs,
9TO aBTOPb, CaMb JTUPKAPOBABIIIH, CTbIaIb BCE BO3MOXKHOE JUISI OCYIIECTBIICHISI CBOUXb
3aMbIcTIOBB. [locTaHOBKa 3aHOBO, HO aab X0Ths10Ch ObI BUABTH O0Tbe MHTEPECHBIMB;
11a0JIOHHBIE TIPieMBI: TTapbl, Hab-Hie, CBUCTD U MPOY. YXKE JOCTATOYHO MPUCKY-UHITH
nockrutensms bonbioro Tearpa.

HcnonauTenu apyHoO pasbIrpalii CBOM POJIH, ropasno 6orbe TpyaHbis, HAMb KaxeTcs, 9bMb
BB JIPYTOi Kakoii 1rbo onephb apio3Haro ctuisi. ABTOpH yxke yerbirb CHUCKATh CUMIIATIH
my0-TTMKH, ObLTH HBCKOJIBKO Pa3h BBI3BaHB, HO YTO-ObI CYIUTH O IPOYHOCTH ycirbxa oneps
HYXHO BpeMs. A. JIuBUHb.



