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The Warsaw Philharmonic's final "Grand Symphony Concert" of the season, held on Friday,
was of exceptional interest thanks to the participation of Sergei V. Rachmaninoft, whose very
name was a guarantee that this time music of the highest order would resound from the stage.
And so it proved; artistically, in the abundance of aesthetic pleasure the audience received,
and in the unanimity of its emotional experiences, this concert was perhaps the most
outstanding of the entire concert season. A joyful excitement pervaded the hall, and one could
sense that many were thrilled to meet face to face a musician of exceptional depth of talent,
who, God willing, is destined to play a major role in the history of musical art!

The highlight of the program was Rachmaninoff's new Symphony in E minor (op. 27), which
on this occasion was performed (from the manuscript) for the third time (after St. Petersburg
and Moscow). Of course, it is unthinkable to analyse this formally grandiose work in detail
without having its unpublished score at hand. And in this case, it is hardly necessary! After
all, Rachmaninoff's music, never stooping to the pursuit of popularity, but on the contrary,
always distinguished by an elevated, proud flight of creative thought, at the same time
possesses the rare secret of directly affecting the soul of even a listener unversed in dry
musical analysis, provided the latter possesses a certain dose of musical receptivity. A non-
specialist cannot "understand" (as amateurs say) Rachmaninoff's music; but he cannot help
but "feel" it. If he is not capable of feeling it, then he has nothing to do with music at all.

In our time, when many composers, striving to say "a new word" in art, consciously reject
melody (usually because it doesn't come naturally to them) and build Herculean pillars of
cacophony on short musical motifs, often deliberately ugly for greater originality, a
phenomenon like Rachmaninoff's Symphony in E minor seems highly significant. "This
means that even now, without abandoning melodyj, it is possible to create completely "new"
things!" as one of the outstanding Polish musicians remarked at a concert, after the
performance of the symphony. And this, undoubtedly, "means" something. One only needs to
possess the gift of a broad, expressive, captivating melody that Mr. Rachmaninoff possesses.
And nothing but melody, this “contour” of musical images, more clearly outlines the spiritual
personality of the composer, since it is not the short-sighted, painstaking nature of the
musical mosaicist, but only the exuberant, sublime spirit of the poet, expressed above all in
music by a soaring melodic sweep, that is capable of taking the listener away from the earth
and carrying him to a blissful height of the ideally beautiful!

Carried away by the wondrous melodies of Rachmaninoff's symphony, one involuntarily
senses the significance of the spirit that captured this heavenly fire and ignited the hearts of
the listeners. This explains the noble and grateful enthusiasm with which the remarkable
composer was greeted by both the audience, which included all the outstanding musical
figures of Warsaw, and the orchestra, whose members, with the sensitivity of seasoned artists,
immediately understood with whom they were dealing, and at the concert, they gave the
composer, majestic in his simplicity, an unusually warm ovation.

But symphonies are not created from melodies alone. And if we have focused primarily on
Rachmaninoff the melodist, it is only to emphasize the essential difference between this
composer's work and that of other contemporary musicians who readily consider themselves
cutting-edge. He treats his melodies as a brilliant master of modern musical technique,
organically weaving them into the patterns of a rich polyphonic fabric, which in its
continuous movement undergoes metamorphoses of all sorts of shades and moods. As a
counterpoint player, Rachmaninoff playfully resolves the most intricate problems (let us cite
the episode with the streams of descending scales on the pedal in the finale of the symphony);



as a harmonizer, already from his very first opuses he provided examples of his characteristic
"Rachmaninoff" harmonies, dense and full-sounding, often operating with the most
sophisticated chromaticisms; Finally, as an instrumentalist and colourist, our composer
displays an extraordinary sense of sound colour in his new symphony, imbuing the orchestra
with an unusually lush palette and a rich range' of nuances. He is also a master of form,
exceptionally harmonious and clear, despite the length of the symphony's individual
movements.

Most importantly, however, is the fact that in his new work, Mr. Rachmaninoff captivates the
listener's attention not with the technical perfection of his musical work, but above all with
the spiritual content of his music. This latter, with astonishing immediacy, evokes images and
concepts in the listener and irresistibly impacts with its poetic side, relegating the purely
technical to the background. There truly isn't a single note in the music calculated for external
effect. On the contrary, everything in it is subordinated to the poetic idea.

That is why you involuntarily “experience” this music together with the author, you
experience it in all the twists and turns of its hidden poetic program, where the mood of soft,
thoughtful sadness is replaced by a tender smile of hope, until the prohibition of inexorable
fate sounds with titanic power, shattering all illusions (1st part of the symphony); where
round dances of eerie visions, the story of which is interrupted by tear-jerking complaints of a
tormented soul (Part 2); where an idyll of rapturous beauty reigns, full of serene lyricism
(Part 3), and where, finally, jubilant joy, as if stalked by dark forces, ultimately conquers evil
and shines in a dazzling apotheosis of spiritual triumph (Finale).

It is also important to note that, to express horror, the aesthete Rachmaninoff never resorts to
vulgar cacophony (as, for example, Strauss in Salome) or, in general, to anything unbeautiful;
his music, in the perfectly accurate expression of the leading Moscow music critic N. D.
Kashkin, truly is a "continuous flow of musical beauty" - a flow that does not stop even when
the listener, at the will of the composer, is seized by a tremor of impending horror, which he
achieves by the simplest technical means. (Let us only recall the terrifying, fatal persistence
of the sforzato of the violas and French horns on the same note in the first part of the
symphony, then the chilling trumpets con sordini in the second, or the gloomy, proud
columns of brass chords, entwined with garlands of lively counterpoints - again in the first).
Summarizing our fleeting impressions of Rachmaninoft's new work, I would like to say that
in this case, our highly gifted composer has created a work that is not only the pride of
Russian music but also deserves a place of honour in the history of universal symphonic
literature! After this symphony, Rachmaninoff's name will never be erased from this history,
as we are convinced will be confirmed by impartial connoisseurs of all civilized countries,
where this symphony, now hastily printed by the firm of Breitkopf and Hartel, will penetrate
next season. And may the triumphs it deserved in St. Petersburg, Moscow, and Warsaw, even
in manuscript, be the best harbingers of this!

It goes without saying that alongside this grandiose, colourful work, which, by the way, was
superbly conducted by the conductor-author, who managed to sincerely captivate the
reinforced Philharmonic orchestra, who played as never before, his 2nd suite for two pianos
(op. 17) involuntarily paled in comparison, the music of which, by the very nature of the task,
cannot be compared with the powerful strokes of the symphony, with the exception, however,
of the tarantella (the last part of the suite), which, in its powerful, gloomy scope, is perhaps
one of the best inspirations of Rachmaninoff's muse.

There's much charm in the middle section of the "Romance," too, with its more ordinary
beginning, the graceful "Waltz," and the pompous, majestic "Introduction" with its beautiful
fading at the end. In general, this suite, for all its piano-oriented nature, would have benefited
greatly from an orchestral arrangement, an idea which, as far as we know, is not foreign to
the composer himself. As it stands, he, an excellent pianist, performed it gracefully and



subtly, together with Mr. Meltzer, who, as might be expected, proved himself fully equal to
the difficult task. The pianists were forced to repeat the "Tarantella."

Ms. Korolevich also performed at the concert, expressively singing the aria "Ah, I'm Tired"
from Tchaikovsky's "The Queen of Spades" and two romances by Mr. Rachmaninoft,
accompanied by the composer's wonderful accompaniment. Among these, the talented artist
reprises the cheerful, upbeat romance "Spring Waters." And rightly so: her exceptionally
powerful and fresh voice is perfectly suited to this invigorating spring music!

At the end of the program, Mr. Rachmaninoff, with the simplicity and self-control of a
bandmaster-artist, alien to any stereotyped poses and effects, and with the astonishing clarity
of his refined musical intentions, conducted another masterpiece of orchestral miniature, A.
Lyadov’s “Intermezzo” in C major (an arrangement of his piano “Intermezzo” in B major,
Op. 8, No. 3), which, it seems, was insufficiently appreciated by the audience, and then the
colourful “Night on Bald Mountain” by Mussorgsky, which is an orchestral interlude in the
unpublished opera “Sorochintsy Fair? by the same composer. But we would be insincere if
we did not admit that in the vicinity of the symphony of the dear guest, so luxurious in its
colour, all the other orchestral numbers of the program paled, and even became coarser!

In our preliminary note about the concert, we already wrote about the rare unanimity and
warmth of the ovations for Mr. Rachmaninoff. They were truly mighty, these ovations; and
we are convinced that they will be repeated every time this rising star of pure art shines on
the Philharmonic stage. A. Z-ch [A. V. Zataevich]

1 In the source: rock.

2 M. P. Mussorgsky's symphonic picture "Night on Bald Mountain" was originally intended for a planned but
unrealized collective work—the opera-ballet "Mlada" (composers: C. A. Cui, M. P. Mussorgsky, N. A. Rimsky-
Korsakov, A. P. Borodin, L. F. Minkus). The music from this symphonic picture was used by Mussorgsky in the
scene "The Parubok's Dream" from his unfinished opera "Sorochintsy Fair."

[Translation: Google]

[Tocnemuuit B HACTOSIIEM CE30HE «OOIBIION CHM(POHNICCKUN KOHIIEPT» BapIIaBCKON
OunapMOHUH, COCTOSIBIIUICS B MATHHILY, TPEICTABIISIT COOOI0 NCKITIOUYUTEIBHBIN HHTEPEC
6naronapst yuactuto B HeM C. B. PaxmannHoBa, camoe UMl KOTOPOTO ObLIO yKe
pYy4aTeabCTBOM B TOM, UTO Ha 3TOT pa3 € ACTPaJbl 3a3BYUUT My3bIKa BBICILIETO Mopsiaka. Tak
OHO M OKa3aJIOCh Ha CAMOM JIEJIE; U B XyJ0’KECTBEHHOM OTHOILEHUH, 10 OOUIIHIO
MOJYYEHHOTO MyOITMKON 3CTETHYECKOTO HACIAXKICHUS, U TI0 €IUHOAYIINIO IEPEKUTHIX €10
JYLIEBHBIX IMOLUHN HACTOSIIIUN KOHLIEPT SBUJICS €/1Ba JIM HE HauOoJee BHLAAIOIINMCS U3
BCETO KOHLIEPTHOI'O ce30Ha. B 3ae napusio pagocTHOE 0KUBJIEHHUE, U YyBCTBOBAJIOCH, UTO
MHOTHE OBUTH B3BOJIHOBAHBI BCTPEUEIO JIUIIOM K JIUILY C HCKITIOUUTEIFHBIM 110 TITyOnHe
JapOBaHUS MY3bIKAHTOM, KOTOPOMY, 1aCT OOT, Cy>KJIeHO OyJIeT ChIrpaTh KPyIIHYIO pOJib B
HCTOPUH MY3bIKaJIbHOTO UCKyCCTBa!

KanuransHpIM HOMEpOM IPOTPaMMBI SIBUJIACh HOBast cuM¢oHnus r. PaxmannHosa e-moll (op.
27), KoTopasi B TaH-HOM CJTy4ae ObljIa HCITOJIHEHA (TI0 PyKOITMCH ) BOOOIIE B TPETHH pa3
(nmocne IlerepOypra u MockBbl). KoHEUHO, HEMBICIIMO B TIOAPOOHOCTSAX aHATU3UPOBATH 3TO
rpaHno3HOE 10 (hopMe MPOU3BEACHUE, HE NMES O PYKOH ellle He N3IaHHOM ero
napTutypsl. Jla B JaHHOM cilydae eBa Jid 3To Tak Heooxoaumo! Benp My3bika PaxmManuHoBa,
HUKOTJIa HE CHUCXO/IS IO UCKAaHUS TOMYJISPHOCTH, a HA000POT, OTINYAsICh BCETra
BO3BBIIICHHBIM, TOP/IbIM ITOJIETOM TBOPYECKON MBICIIH, B TO K€ BpeMsI 00J1a/1aeT PEIKOCTHBIM
CEKpETOM HEMOCPEICTBEHHOTO BO3JICHCTBUS HA YLy U HEUCKYILIEHHOTO B CyXUX
My3bIKaJIbHBIX aHAJIN3aX CIyLIATeNs, UMb Obl MOCIEIHUI 00aaal U3BECTHOM 103011



MY3bIKaJIbHON BOCIPUUMYHMBOCTHU. «[IoHUMAaTh» (KaKk BhIpa)XaroTcsl IIOOUTENN) MY3bIKY
PaxMaHMHOBa HeCIEIMAIMCTY HEYETO; HO €€ HENb3s €My He «4yBCTBOBaTh». Eciu ke OH ee
HE CITOCOOCH M YyBCTBOBATh, TO HEYETO €MY JIEJIaTh U C My3bIKOIO BOOOIIIE.

B name Bpems1, Korga MHOTHME KOMIIO3UTOPBI, CHJISICH CKAa3aTh B UCKYCCTBE «HOBOE CIIOBOY,
CO3HATEJIbHO OTKA3bIBAIOTCS OT MEJIOJUH (Yallle BCETO - IOTOMY, UTO OHA UM HE JAaeTcsl) U Ha
KOPOTEHBKMX MY3bIKAJIBHBIX MOTHBAX, 3a4aCTYO JUIS MyIIEH OPUTMHAIBHOCTH, YMBIIUIEHHO
YPOIUTHBBIX, CTPOST TePKYJICCOBBI CTOIOBI Kako(hOHUH, sIBIICHUE, Kak e-moll'Has cumdonus
PaxmaHnHOBa, peACTABIIAETCS BHICOKO 3HAMEHATEIbHBIM. «3HAYUT, MOJKHO €IIE U TEIepb,
HE OTKa3bIBasICh OT MEJIOANU, TBOPUTH COBEPIIEH-HO ,,HOBBIE" BEIIW»! KaK 3aMETHII OJJUH U3
BBITAIONIMXCS MOJBCKUX MY3BIKAaHTOB Ha KOHIEPTE, MOciie ueroaHenus cum@onun. U sro,
HECOMHEHHO, «3Ha4UT». Hy>KHO TOJIBKO 00:1a1aTh TAKUM JTApOM HIMPOKOM, BBIPA3UTEIHLHON
3axXBaTbIBAIOLEH MeNIOINH, KakuM obnanaet . PaxmanuHoB. U HU-ueM, Kak MeJIouero, 3TUM
«KOHTYpPOM» MY3BIKaJIbHBIX 00pa30B, HE 0OPHCOBBIBACTCS SICHEE TyXOBHAS JIMYHOCTD
KOMITO3UTOpPA, TaK KaK HEe OIM30pyKasi, KpONOTINBask HAaTypa My3bIKaJIbHOI'O MO3aUYHUCTa, a
JUILIb OyIHBINA BO3BBIIIEHHBIN TyX M03Ta, IPEXAE BCETO BHIPAYKAIOLIUIICS B My3bIKE TOJIe-
TUCTBIM MEJIOANYECKIM Pa3MaxoM, CIOCOOEH OTHUMATh CITYIIATENsl Y 3MJIM U YBJIEKATh €T0
B OJIaXKEHHYIO BBICh UJI€aJIbHO MPEKPACHOT0! YHOCSCH 1yIIOKO BCE] 32 AUBHBI-MU
MEJIOAUSIMU PAaXMaHUHOBCKOM CUM(POHHUH, HEBOJBHO OIIYIIAEIIb 3HAUUTEIBHOCTh TOTO 1yXa,
KOTOPBIN TIOXUTHJI 3TOT HEOSCHBIN OrOHb U 3aKET UM CEeplla CIIyIareiae. DTUM U
0OBSACHSETCS TOT OIarOPONHBINA M OJIarOJapHBINA YHTY3Ha3M, C KOTOPHIM MTPUBETCTBOBAJIH
3aMeyareabHOro KOMIIO3UTOpa Kak MyOJuKa, Cpeay KOTOpOi HaXOAWIMChH BCE BBIIAIOLIUECS
MY3bIKAJIBHBIE ACATENN Bapiassl, Tak U OPKECTP, YIIEHBI KOTOPOTO, C YyTKOCTHIO
HCIIBITAHHBIX apTUCTOB, Cpa3y MOHSUIN, C KEM UMEIOT JIEJI0, ¥ Ha KOHILIEPTE YCTPOUIN
BEJINYAaBOMY B CBOEH IPOCTOTE KOMIIO3UTOPY HA PEAKOCTh TEILIYIO OBALUIO.

Ho cumdonuu co3znatorcs He U3 OAHUX TOJIBKO Menoauiil. M eciu Mbl, Ipexie BCEro,
OCTaHOBUJIMCH Ha PaxMaHMHOBE-MENOANUCTE, TO 3TO JIUIIb JUIsl TOTO, YTOOBI NOAUYEPKHYThH
CYIIECTBEHHOE OTIIMYME TBOPYECTBA 3TOTO KOMIIO3UTOPA OT IPYTUX COBPEMEHHBIX
MY3bIKaHTOB, OXOTHO CUMTAIOUINX ceOs nepeoBbIMU. CO CBOUMU K€ METOAUSIMHU OH
oOparaercst Kak OJecTAIIMI MacTep COBPEMEHHOM MYy3bIKaJIbHOW TEXHUKH, OPTraHUYECKH
BIUIETasl MX B Y30pbI Oorareiiniell monmn(oHMIECKOi TKaH!, B CBOEM HEIPEPHIBHOM
JBUKEHUU MTPOXOJsIIEeH MeTaMop(o3bl BCEBO3MOXKHBIX OTTEHKOB U HacTpoeHuil. Kak
KOHTPAIMYHKTHUCT, PaXMaHWHOB IIyTs pa3peliaeT caMble MyApeHbIe 3a/1aui (Ha30BEM 3IU30/ C
MOTOKaMH HUCXOJSIIUX TaMM Ha Tefainu B puHaae CuM(OHNN); KaKk TapMOHHU3ATOP, OH YK€ C
MEPBBIX CBOUX OPUS'OB Jjajl 00pa3Libl CBOMX XapaKTEPHBIX «PAXMAaHUHOBCKUX» TapMOHUH,
TYCTBIX U IIOJTHO3BYYHBIX, HEPEAKO ONEPUPYIOLIUX YTOHYEHHEHIITMMU XpOMaTU3MaMu;
HaKOHEIl, KaK HHCTPYMEHTATOP-KOJIOPHCT, HAIll KOMIIO3UTOP B CBOEH HOBOM cuMpoHuN
MPOSIBIISIET HEOOBIKHOBEHHOE YyBCTBO 3BYKOBOM KPAacKH, 1aBasi OpKECTPY Ha PEAKOCTh
BIIIHBINA KOJIOPUT K 6Oraryro mkany' oTreHkoB. Mactep oH 1 (OPMBI, UpE3BBIYANHO
CTPOHHOM U SICHOW, HECMOTPS Ta)KEe HA [UTMHHO-THI OT/ICIBHBIX YacTel CHUM(OHHUHU.

Baxxnee Bcero, 0JJHaKo, TO 0OCTOSITEIILCTBO, YTO B CBOEM HOBOM IPOU3BEICHHH T.
PaxMaHMHOB NIPUKOBBIBAET BHUMAHHE CIIYIIATENS HE TEXHUYECKUM COBEPIIEHCTBOM MY3bl-
KaJIbHOM paboThl, a MPEXK/IE BCErO TyXOBHBIM COJAEPKAHUEM CBOEH MY3BIKU. DTa MOCIEIHSAS C
MOPa3UTEIHHOIO HETIOCPEICTBEHHOCTHIO BBI3BIBAET B CllylllaTesie 00pa3bl, PEICTaBICHUS U
HEOTPA3UMO JIEUCTBYET CBOEIO MOITUYECKOK CTOPOHOM, OTOABUIAsl HA BTOPOU IIJIaH
cOOCTBEHHO TEXHUYECKYI0. B mocneaHeit 1eiCTBUTEIHLHO HET HUA OJTHOM HOTHI, pACCYUTAHHOM
Ha BHemHu 3 dext. HaobopoT, Bce MOAUMHEHO B HEW MTOAITUYECKOM HIee.

Bot notomy-T0 3Ty My3bIKy HEBOJIBHO «IIEPEKUBACIIB» BMECTE C aBTOPOM, IEPEKUBACIIB BO
BCEX MEPUIETHU-SIX €€ CKPBITOM IMOITUYECKON MPOrPaMMBI, T€ HACTPOEHHUS MSTKOM,
3aJlyMUHBOI IPyCTH CMEHSIFOTCS] HEKHOIO YIIbIO-KOM HaJIeKIbl, TOKA C TUTAHUYECKOIO
MOIIIBIO HE MTPO3BYYMT 3alIPET HEYMOJIMMOI'0 poKa, pa3ouBarouuii Bce niuto3uu (1 yacte



cUM(OHUH); T/I€ HOCATCSI XOPOBOJIBI XKYTKUX BUICHUHN, pACCKa3 O KOMX MPEPHIBACTCS 0 CIIe3
TPOTAIOLINMH Kajto0aMu HaboeBIIeH Ay (2 9acTh); TAe HAPUT HIMILIHS YIOUTEITbHON
KpPacoThI, TTOJIHAsI 0€3MATEKHOTO TUpu3Ma (3 4acTh), U r11e, HaKOHEIl, JIUKYIOIast pagoCTh,
Kak Obl Mo/iKkapayuBaeMasi TEMHBIMHU CUJIaMU, B pe3yJIbTaTe MOOEKIAET 3710 U CUSET B
OCJICTTUTEIFHOM arog)e03e TyXOBHOTO TOpKecTBa ((uHaN).

BaxxHo npu 3TOM 3aMETUTB €I11€ U TO, UTO JUIsl BBIpaXKEHUS y’Kaca 3cTeT PaxMaHUHOB
HUKOT/Ia He prleraeT K monaHoi kakohonnu (kak, Hamp., Llltpayc B «Canomee») u
BOOOIIIE - K HEKPACUBOMY; MY3bIKa €T0, [0 COBEPILIEHHO BEPHOMY BBIPAKEHHIO HECTOPA
MOCKOBCKOM My3blKaibHOM KpuTHkd H. [ Kamknna, 1eiiCTBUTEIBHO SIBASETCS
«HETIPEPHIBHBIM [TOTOKOM MY3BIKAJIbHOM KPacoThD» IMOTO-KOM, HE IPEPHIBAIOIINUMCS JaKe U
TOTJIa, KOT/a CIyIIaTess, 10 BoJie KOMIIO3UTOPA, OXBAaThIBAET TPENET HAJIBUTAIOIIETOCs
y’Kaca, 4To JOCTUTaeTCsl UM CaMbIMU IPOCTBIMU TEXHUYECKUMU cpeacTBamu. (Beromunm
TOJIBKO ’YTKOE B CBOEM POKOBOM yIopcTBe sforzato anbToB U BaITOPH Ha OAHOM U TOM ke
HOTE B TIEPBOM YacT CUM(POHHH, 3aTeM JISACHIIINE YTy TpyObl con sordini BO BTOpOH WIIN
K€ MpavHbIe, TOP/Ible KOJIOHHBI aKKOPJIOB MEHBIX, TIEPEBUTHIC THPIISTHAAMH OOHKHX
KOHTPAIYHKTOB - CHOBA B IIEPBOI1).

Pe3tomupyst 3areM Haiu Oeriible BIEYaTIeHNUs OT HOBOTO PAXMaHUHOBCKOTO NPOU3BEACHNUS,
XOUETCs CKa3aTh, YTO B JAHHOM CJIydae Halll BHICOKOJIAPOBUTHIN KOMIIO3UTOP CO3/1ajl BEIllb,
SIBJIIOLLYIOCS] HE TOJIBKO TOPIOCTBIO PYCCKOM MY3BIKH, HO M IMEIOIYIO IIPaBO Ha OJIHO U3
MOYETHBIX MECT B ICTOPUH BceoOmIel cumdonndeckoii tureparypsl! [loce stoii cumdonum
nMs PaxMaHMHOBA U3 3TON UCTOPUHU YK€ HE BHIYEPKHEILb, UTO, Mbl YOEXKACHbI, HE 3aMEIST
MOATBEPAUTH U OECIIPUCTPACTHBIE LIEHUTEIU BCEX HUBMUIM30BAHHBIX CTPaH, Ky/Ja 3Ta
cuM(OHHMSI B HACTOSAIIEE BPEeMsI, C TIOCTICITHOCTRIO eyaraeMast pupmoto bpefitkorda n
I'eprens, ¢ Oymayiero ce3ona npoHukHeT. U na OyayT el 3acity>kKeHHBIE €10 eIle B PYKOITUCH
TpuyM®sI B [lerepOypre, Mockse u Bapiase jiydiiumu K TOMy MpeiBECTHUKaMH !

Camo co0oii pazymeeTcsi, 4TO HapsiAy C 3TUM I'PaHAMO3HBIM KPAaCOUYHbBIM MPOU3BEACHUEM, K
CJIOBY CKa3aTb, IPEBOCXOIHO MMPOBEIECHHBIM JUPUKEPOM-aBTOPOM, CYMEBIIUM UCKPEHHO
yBII€Ub YCUJICHHBIN opkecTp PUIapMOHNH, UTPABIIMKA KaK HUKOT/A, HEBOJBHO MO0OJIeIHENa
€ro ke 2-s crouTa Ui AByX (oprenuano (om. 17), My3bIka KOTOPOH yKe IO CaMOMy
XapakTepy 3a7jadyd HE MOXKET UJITU B CPAaBHEHHE C MOTYYUMHU IITPUXaMU CUM(POHUH, 32
UCKJIIOYEHHUEM, BIIPOYEM, TAPAHTEIIbI (ITOCIIEIHSS YaCTh CIOUTHI), 10 CBOEMY MOIIHOMY,
YTPIOMOMY pa3Maxy SIBJISIFOIIEHCS €Ba JIU HE OIHUM U3 JIYUILIHX BIOXHOBEHHM
PaxMaHUHOBCKOM MY3BI.

MHoro nipenectu U B cpeaHel yactu «PomaHcay, Hayano Koero 6osiee 0ObIKHOBEHHO,
rpauno3eH «Banbe» v momnesHa BeIMYeCTBEHHAs! «MHTPOAYKIIHS» C €€ KPAaCUBBIM 3a-
MHUpaHueM B KoHIle. BooOre aTa crouTa, mpu Beel ee «(popTenrmanHOoCTHY», MHOTO ObI
BBIUTpAJia OT MEPEJIOKEHUS €€ Ha OPKECTP, KaKOBasi MbICIb, HACKOJIBKO HaM U3BECTHO, HE
YyyXJ1a caMOMy aBTOpy. B HacTosiiieM ke ce BUJe OH, KaK IPEBOCXOAHBIN MHAaHUCT, U3SIIHO U
TOHKO MCIIOJIHUJI €€ COBMECTHO C I. MenbIepoM, KaK U CIEI0BAI0 OXKHUAATh, OKa3aBIIUMCS
BIIOJIHE Ha BBICOTE TPYAHOM 3a1aun. « TapaHTeu1y» MMaHNUCThl BBIHYKAEHBI ObUIM MOBTOPUTb.
Kpome Toro, B koHLIepTE BhICTyNMIIA U T-%a Koponesuy, BeIpa3uTeIbHO UCTIOTHUBILAS apHIO
«Ax, uctommnace» u3 «IIukoBoit mame» YallKOBCKOTO U JiBa poMaHca I. PaxMaHu-HOBa 1o
Yy/I€CHbII aKKOMIIAHEMEHT aBTOpa. M3 HUX - 0OpbIH, )KU3HEPAAOCTHBIN poMaHC «BecenHue
BOJIbI» OBLT TAJTAHTJIMBOIO apTUCTKON MOBTOpeH. M 1o 3aciyram, Ha peKoCTh MOILHBIN U
CBEXMUI €€ roJIoc KakK Henb3s 0osiee MOoAXOAAI sl 3TOM BeCEHHEN Ooapsieil My3bIKku!

B kon1ie nporpamMmsl I. PaxMaHUHOB ¢ IPOCTOTOM U caMo00IaJaHuEM KarelbMencTepa-
XyHAOKHUKA, YYXKJIOTO BCAKUHN MAOIOHHBIX 103 ¥ 3PPEKTOB, U C YIUBUTEIHHOIO SICHOCTHIO
CBOMX YTOHUYEHHO-MY3bIKaJIbHBIX HAMEPEHUI MPOJUPUKUPOBAI EIIE ILIECAEBPOM
opkecTpoBoi MuHuatiopsl, C-dur'ueim « MaTEepM™mertion A. JIsimoBa (mepenoxeHue ero xe
doprenmannoro «MHTepMenio» B-dur, Op. 8 Ne 3), kakeTcs, HEIOCTATOYHO OTICHECHHBIM



CIIyILIATEJISIMU, a 3a-TeM KonopuTHOK «Houbto Ha JIpicoi rope» Mycoprckoro, sBISIOIIECOCS
OPKECTPOBOK MHTEPMEIHCIO B HEU3IaHHOI onepe « COPOUMHCKAs spMapKa»? TOTO Ke
koMno3utopa. Ho MbI Ob1TH OBI HEHCKPEHHH, €CJI ObI HE TIPU3HAINCH, YTO B COCEICTBE C
POCKOIIHOIO MO KOJIOPUTY CUM(OHHEIO TOPOroro rocTs nolJeiHeN , a To U orpyoesu Bce
OCTaJIbHbIE OPKECTPOBbIE HOMEPA IPOrpPaMMbi!

B cBoeil npeaBapuTenbHON 3aMETKE O COCTOSIBIIEMCSI KOHLEPTE MBI YK€ ITUCAIIN O PEAKUX T10
CAVMHOAYIIWIO U TCIJIOTC OBAlUAX, KOUX IMTPEAMCTOM obw1 . Paxmanunos. OHu
JCMCTBUTENFHO OBUIN BEJIMKH, 3TH OBAIIUH; U MBI YOSIKICHBI, YTO MMOBTOPSATHCSI OHU OYIyT
Ka)JIbli pa3, Kak Ha 3cT-pajse OUIapMOHUU 3aCHsET 3Ta BOCXOANIAs 3BE3/1a YUCTOIO
UCKYCCTBA.

1 B ucrounuke: ckaiy.

2 Cumponnyeckas kaprua M. I1. Mycoprckoro «Houb Ha JIbI-coii rope» nepBoHauaibHO IpeJHa3HaYanach
JUIS 33JlyMaHHOM, HO HEOCYILECTBICHHO! KOJJIEKTUBHOM paboThl — onepbl-Oanera «Mia-a1a» (KOMIIO3UTOPBI:
II. A. Krou, M. II. Mycoprckuii, H. A. Pumckuii-Kopcakos, A. IT. Boponus, JI. @. Musnkyc). My3sika
cMM(OHNYECKOI KapTHHBI UCIIoIb30BaHa MycoprckuM B ciiene «CoH [TapyOka» U3 ero HEOKOHYEHHOH OTephl
«Copo4MHCKas IpMapKay.



