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The program for the Philharmonic Society's extraordinary symphony meeting (Sunday, April
4, Great Hall of the Noble Assembly) was dedicated to the works of Sergei Rachmaninoff.
The originally announced program for this concert underwent significant changes, which
greatly diminished its appeal. Firstly, both the symphonic poem "Cliff" and the cantata
"Spring," replaced by the Second Symphony (in E minor), which has been performed
frequently in recent years, had not appeared in our concert programs for a long time, while
"Spring" had only been performed once, so hearing them would have been very interesting;
secondly, these two works, along with the symphonic poem "Isle of the Dead" and the new
piano concerto (in D minor, Op. 30) would have provided an excellent picture of the
development of our talented composer's talent.

The symphonic poem for Bocklin's painting "The Isle of the Dead" is scattered with a mass
of harmonic beauty; it is beautifully and colourfully instrumented, but we will not find in it
Bocklin's peace of death: the very first phrase of the strings, gradually expanding and
forming the main basis of the poem, bears a tint of activity, the imprint of deep sorrow and
sighs. But if we put Bocklin aside, this poem must be called extremely successful. Even
better, even more heartfelt is Rachmaninoft's new, third piano concerto. Here the best sides of
his work are vividly reflected: sincerity, simplicity and clarity of musical thought. Riches of
harmony and counterpoint, nowhere jarring on the ear, for the entire fabric of this work
develops freely and smoothly; freshness of inspiration, not striving to open up new paths. A
clear, laconic form and simple yet vibrant instrumentation are the qualities that ensure
Rachmaninoff's new work both external success and the enduring love of musicians and the
public. A lover of novelty will also be satisfied, because the first movement, Allegro ma non
tanto, is originally conceived: here there is none of the usual opposition of two main
contrasting themes in sonata form; both main themes are imbued with an elegiac and at the
same time bright mood, which Rachmaninoff succeeds in so successfully. The entire first
movement is sustained in soft, warm tones; both themes are simple, clear, heartfelt, and their
development is logical and does not suffer from pretentiousness or artificiality.
Rachmaninoff's first, youthful concerto is written in the style of a virtuoso concerto, where
the piano and orchestra are opposed to each other; his second concerto is written as if for an
orchestra, and the piano here received the role of only the first, main instrument; The new
concerto is written for the piano, with the orchestral part receding into the background;
moreover, almost everywhere—except for the conclusion—the orchestral colours are muted
and veiled. The form of the first movement is quite flexible and does not suffer from the
now-common cumbersomeness that Rachmaninoff also did not avoid in his piano sonata and
second symphony. In the second movement, an intermezzo, the prevailing mood is also calm
and elegiac, but here there is more life, more uplift. The orchestra and piano still rarely
combine; the piano part, presented in Rachmaninoff's broad style, is scattered with a wealth
of colour, but apparently presents many difficulties for the performer, stemming both from
the broad style of writing and from Rachmaninoff's habit of providing beautiful contrapuntal
flourishes. The finale is march-like, with a grandiose rise in the final major key. On the
concert stage, this musically beautiful, rhythmically vibrant, and most effectively presented
finale should be a great success. However, at the first performance and after the poetic first



movement, there was considerable applause, and after the concert, the composer, who had
played it superbly, received a standing ovation. The overall impression, of course, would
have been greatly enhanced if the orchestra had flowed more harmoniously and rhythmically,
but given that conductor Mr. Plotnikov only recently received the composer's manuscript,
some shortcomings must be tolerated. "The Isle of the Dead"! and the symphony were
conducted by the composer himself, and in his rendering, the symphony left an immeasurably
better impression than in A. Nikisch's performance two weeks earlier. Nikisch's Allegro
molto (scherzo) and the final Allegro vivace were far more brilliant, but he did drag out the
tempos of the introduction (Largo), first movement, and Adagio. And since these movements,
despite the magnificent musical ideas underlying them, are somewhat (even very much!)
drawn out, Nikisch found them tedious. Moreover, Rachmaninoff, while successfully
highlighting the astonishingly beautiful details of harmony, orchestration, or the deft play of
counterpoint, reconciles them with the lengths, conceals them... Rachmaninoff was warmly
received throughout the evening, which is, of course, very understandable and natural: the
sincerity of his work, the freshness of his talent, combined with a mastery that is never
selfsufficient or ostentatious, always attract the sympathy of both the general public and
musical specialists, and the newly performed concerto will undoubtedly take a prominent
place in the wreath of Rachmaninoff's creativity. G. P. [G. Prokofiev]

1 At that time, this was the common name for S. V. Rachmaninoff’s symphonic poem “Isle of the Dead.”
[Translation: Google]

[Tporpamma 3KCTpEHHOTO CUM(POHUIECKOTO COOpaHus (BOCKpeceHbe, 4 anpens, boipmas
3ana biaropogHoro coOpanusi) punapmormueckoro O0miecTBa Oblia MOCBSIIEHA
npousseneHusM C. B. Paxmanunosa. [lepBoHadaibHO 00bABIEHHAS porpaMmma 3Toro
KOHIIEpTa ToTepnesna OobpIIne H3MEHEHUS, CHIIBHO MOHU3HBILNE € MHTepeC. BonepBrix, n
cuM@oHUYECcKas TodMa «YTecy», U KaHTata «BecHay, 3aMeHEeHHbIE HEOTHOKPATHO
WCTIOJNHABIIEHCA 3a ocnenHue roabl Bropoii cumdonueii (e-moll), 1aBHO HE MOSIBISUTHCH B
HaIIMX KOHLEPTHBIX IIporpaMMax, «BecHay ke UCTIONHIIACh TOJIBKO OAMH pa3, TaK 4To
MPOCITyIIaTh UX ObUIO ObI OYEHb HHTEPECHO; @ BO-BTOPBIX, 3TH JIBA IIPOU3BEIECHUS BMECTE C
cuM@oHNIecKor TodMor «OCTPOB MEPTBBIX» B HOBBIM KoHIIEpTOM (d-moll, op. 30) mns
(opTenuaHo ¢ OPKeCTPOM J1au Obl OTIIMYHYIO KAPTHHY Pa3BUTHS JApOBAHUS HAIIIETO
TaJaHTIMBOTO KOMIIO3UTOPA.

B cumponnueckoit nosme k kaprune béximna «OcTpoB MEPTBBIX» pacchiliaHa Macca
rapMOHUYECKHX KPacoT; KPaCUBO, KOJIOPUTHO OHA HHCTPYMEHTOBAaHA, HO OEKIIMHOBCKOTO
MTOKOSI CMEPTH MBI B HEll He HaifieM: repBast ke (h)pa-3a CTPYHHBIX, TIOCTETIEHHO
pacIMpsIIoNIasics ¥ COCTABIIAIONIAs ITIABHYI0 OCHOBY TIOOMBI, HOCUT Ha ce0e OTTEHOK
aKTUBHOCTH, OTIIEYaToOK N1yOoKol ckopou u B310x0B. Ho ecnu orpewnthes ot béknuna, To
MOAMY 3Ty HaJ0 Ha3BaTh YpE3BbIYAWHO yaauHOW. Elie mydiie, eile 3ayeBHee HOBBIM,
TpeTuii mo cyery poprenuanHbiii KOHIEPT PaxMaHnHOBA. 31€Ch SPKO OTPA3HIHCH JIYUIIHE
CTOPOHBI €T0 TBOPYECTBA, UCKPEHHOCTh, IPOCTOTA U SICHOCTh MY3bIKaJIbHON MBICIIH.
BorarcTBa rapMOHNY U KOHTpPAIyHKTa, HUIIE HE PEXYLIUE YXO0, 0O BCsS TKaHb ATOTO
IIPOM3BENICHUS PA3BUBAETCSI CBOOOJHO U IUIABHO; CBEXKECTh BIOXHOBEHHUS, HE CTPEMSIIET0Cs
OTKPBIBATh HOBBIE ITyTH; SICHAS JAKOHUYHOCTD ()OPMBI M ITPOCTAsi, HO IpKasi HHCTPYMEHTOBKA,
BOT Ka4ueCTBa, 00eCIeunBaoIe HOBOMY ITPOU3BeIeHNI0 PaxMaHHOBA U BHEIIHUHN yCIIEX, U



MIPOYHYIO JTH0O0Bb MY3bIKAaHTOB U IMyONUKU. ByneT ynoBiIeTBOpeH U J00UTENb HOBU3HBI,
IIOTOMY 4TO nepBas 4acTb, Allegro ma non tanto, OpuruHaIbHO 3ayMaHa: 31€Cb HET
OOBIYHOTO B COHATHOHM ()OpPME MPOTHUBOTIOIIOKEHHS ABYX TIABHBIX KOHTPACTHPYIOLINX TEM;
00e TI1aBHbIE TEMbI IPOHUKHYTHI 3JIETUYECKUM U BMECTE C TEM CBETIIBIM HACTPOEHUEM,
KOoTOpoe Tak ynaercs PaxmanuHoBy. Best nepBast yacTh BblIepKaHa B MSTKHX, TEIJIBIX TOHAX,
00e TeMbl IPOCTHI, SICHBI, 3aJyILIEBHBI, & UX Pa3BUTHUE JIOTUYHO U HE CTPAAAET BHIUYPHOCTHIO,
HaJlyMaHHOCTBIO. [1epBbIil, FoHOIIECKN KOHIIEPT PaxMaHWHOBA HAallMCaH B CTHUJIE KOHIIEPTa
BUPTYO3HOTO, TJie (hopTenHano u OPKECTP MPOTUBO-TIOCTABIISIOTCS IPYT APYTY; BTOPOH €ro
KOHIIEPT HAIMMCaH KaK OBl JJIs1 OpKeCcTpa, U POPTEMUAHO TTOITYUHIIO 3/1€Ch POIIb TOIBKO
MIEPBOTO, TIIABHOTO MHCTPYMEHTA; HOBBII KOHIIEPT HANMCaH JUIst (pOpTenrano, U mapTus
OpKecTpa OTXOJUT Ha BTOPOH ILIaH, IPUUEM HOUTH BE3/1€ KPOME 3aKIIFOUEHHSI OPKECTPOBBIE
KpacKHU B3SIThbl 3aByaJIMPOBaHHBIMH, MAaTOBBIMH.

®dopma repBoii YacTH BIIOJIHE IUIACTUYHA U HE CTPAJaeT CTOJIb OOBIYHON Tenephb
IPOMO3JIKOCTbIO, KOTOPOH He U30e-kajl U PaxMaHUHOB B CBOUX (POPTENMAHHOMN COHATE U
BTOpOil cuMdonnu. Bo BTopoii yactu, intermezzo, rocrmoATByIOIIee HACTPOSHUE TOXKE
CIIOKOIHOE, 3JIETHYECKOE, HO 3/1€Ch YK€ OOblIIe )KU3HHU, OoubIe mogbeMa. OpkecTp
(dopTenuaHo No-NpPeKHEMY PEIKO COUYETAIOTCS BMECTe; B (POPTENMaHHON MapTHH,
M3JI0)KEHHOW PaXMaHMHOBCKH IIMPOKO, pacchlllaHa Macca Kpacok, HO, BUIUMO, OHA
MIPEJICTABISIET ISl UCTIOJIHUTEINSI MHOTO TPYAHOCTEH, BHITEKAIOIIUX KaK U3 IIHPOKON MaHephl
MMCbMa, TaK U U3 MIPUBbIUKY PaxMaHMHOBA JjaBaTh KPAaCUBbIE KOHTPAITyHKTHUECKHE
paspucoBku. @rHaI MapIIeoOpa3HOro XapakTepa ¢ rpaHIMO3HbIM MTOIHEMOM
3aKJIIOYMTENIBHOrO Maxkopa. Ha KOHLepT-HOM 3CTpaae 3TOT KPACUBBIN 110 MYy3bIKE, IPKAN 11O
putMy 1 Hanbomnee 3 GEKTHO U3IOKEHHBIN (PUHAT JOKEH UMETh HaNOOJIBIIHIA yCIIeX.
OpHako npu NEpBOM UCIIOJIHEHUH U MOCJE MTOATUYHOM MEePBOM YaCTH MHOTO arjIOAUPOBAIIH,
a 1ocje OKOHYaHUS KOHLEPTa yCTPOWIN aBTOPY, OTIIMYHO €0 ChI'PaBLIEMY, LIETYIO OBALIUIO.
OOmiee BrieyaTieHne, KOHEYHO, OUYEHb BHIUTPAIIO OBI, €ClIi ObI OPKECTp ILIeN CTpOiHEe,
PUTMHYHEE, HO BBU]LY TOTO, YTO AUPIKEP I. [INIOTHUKOB TOJIBKO HA JHSX MOJYYUI B CBOE
pacnopsiKeHHe aBTOPCKYI0 PYKOIIUCh, C HEKOTOPBIMH ITPOMaxaMU HYKHO IIPUMUPUTHCA...
«OcTpoB cMepTH»! 1 cCUM(OHMIO IPOBET CaM aBTOP, IPUYEM B €I0 Mepenade CuMQpOHUs
OCTaBWJIa HEU3MEPHUMO JIydlllee BIleUaTiieHue, yeM B niepeaade A. Hukuina, HCIIOTHUBILIETO
ee Hexenu aBe Hazan. Y Hukuma c ropaszno 6ompmmm 6aeckom nponuta Allegro molto
(scherzo) u punaneHOE Allegro vivace, HO 3aT0 OH 3aTsIHYJ TeMIbI BeTymieHus (Largo),
nepBoii yactu U Adagio. A Tak Kak 3TH YaCTH, HECMOTPS Ha BEJIMKOJICITHBIE MY3bIKaJIbHBIC
MBICJIH, TIOJIOKEHHBIE B UX OCHOBY, HECKOJIBKO (M Jaxke oueHb!) pacTaHyThl, To y Hukuima
OHM IOKa3aJUCh TOMUTENbHBIMU. K TOMY ke PaxMaHUHOB, y1auHO BBIAEISAS YAUBUTEIBHO
KpacuBbI€ JIeTaIl FTapMOHHUH, OPKECTPOBKHU WIIN JOBKYIO TPy KOHTPAITyHKTA, IPUMUPSIET C
JUIMHHOTAaMM, CKpaJbIBaeT ux... Bech Beuep PaxmaHMHOBaA ropsiuo NpuHUMAIIH, 4TO, KOHEYHO,
OYEHb MOHATHO U €CTECTBEHHO: HCKPEHHOCTh €T0 TBOPYECTBA, CBEKECTh JapOBaHUS,
COEIMHEHHBIE C MACTEPCTBOM, HUIJI€ HE CAaMOOBJICIOIINM, HE TIOKa3HBIM, BCETAa
MIPUBJIEKAIOT K HEMY CUMIIaTUU U IIUPOKON MyOJIMKH, U CHEIUAINCTOB-MY3bIKAaHTOB, @ BHOBb
WCIIOJTHEHHBIN KOHLIEPT, HECOMHEHHO, 3aiIMET BUJIHOE MECTO B BEHKE pAXMAHUHOBCKOTO
TBOpPYECTBA.

1 Tak B TO BpeMsi yacto uMeHoBasIM cuMdonndeckyro nosmy C. B. PaxmannHoBa «OCTpOB MEPTBBIXY.



