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Rachmaninoff Concert (December 13). Rachmaninoff is a virtuoso artist, unique in his own
right, inimitable, and, in any case, one of the finest contemporary pianists (and conductors,
too). But he rarely performs as a pianist (at least in Moscow), and never gives his own
concerts. All the more gratitude should be given to the Philharmonic Society, which lured
Rachmaninoff into performing an entire evening, and of his own piano works, no less. The
program for this evening included some of Rachmaninoff's early works, as well as later ones
(the Preludes, Op. 23, Variations on a Theme of Chopin), and his newest works (the Preludes
from Op. 32 and the as-yet-unpublished "Etudes-tableaux," Op. 33).

The concert opened with the well-known, one might even say famous, C sharp minor Prelude
(from Op. 3), which first brought Rachmaninoff fame abroad. And indeed, what a powerful
and original piece it is, despite the somewhat naive middle section, with so much genuine
musical grain in it! The beautiful "Melody" from the same opus is quite well known, but it is
quite rare to hear the difficult "Polichinelle" (from the same set), and yet in its character and
brightness this musical picture is worthy of the best pages of Schumann's "Carnaval", from
which, however, it is completely independent musically. Of the composer's comparatively
early pieces, one should also note the frequently performed Barcarolle from Op. 10,
charming in melody and full of that special melancholy grace so characteristic of
Rachmaninoff. Less sympathetic are the Variations Op. 22, now performed in a slightly
revised version compared to the printed original. Some of these are genuine variations, while
others are pieces more likely inspired by the theme (Chopin's C-minor Prelude) and distant
from it. All of them are excellently executed (the first variation now begins with an
appropriate phrase from Chopin's C-minor Nocturne). Some sound beautiful, but none rises
in significance to Chopin's original. The impression, therefore, is not accelerated but diluted,
and the exchange of Chopin's small but valuable gold for piles of small change remains
artistically unjustified.

Rachmaninoff's last pieces are mostly preludes. The modern prelude type was created, as is
well known, by Chopin, whose preludes share only the name with earlier ones. These are not
subordinate introductions to something subsequent or central (like Bach), but rather
complete, self-contained short pieces. The musical idea in them, however, appears as if in the
embryo, only occasionally unfolding into a lush flower (as, for example, in the Prelude in D
major), while for the most part it remains a half-bloomed, yet nonetheless (and sometimes
even more so) delightful bud.

Scriabin, whose preludes are almost always just such buds or even petals, evidently views
matters in the same way. Rachmaninoff's preludes are of a different type. For the most part,
they tend toward a thorough, often polyphonic, development, a broad structure, and
sometimes even a clearly defined juxtaposition of sections with independent musical content;
in short, in terms of form, they approach Chopin's exceptions, such as the Prelude in D flat
major. Instead of a page or two (or even half a page), as is typical with Chopin,
Rachmaninoff's prelude thus grows to four, six, even eight pages. This growth can only be
joyfully welcomed when it stems from the natural desire for an essentially significant musical
idea to express itself in the greatest possible fullness, as, for example, in the beautiful
Prelude-March in G minor (Op. 23). But when a thematic embryo, which could only be of



interest as a condensed outline, strives to grow to an inappropriately important level (as, for
example, in the long B minor prelude), one feels sorry for both the piece itself and the
composer, who never lets go of the pen even when "Apollo no longer demands the poet for
sacred sacrifice." And Apollo takes revenge for this by dominating formal, albeit brilliant,
development over the irresistible force of the spirit, spontaneously gushing forth. This
dominance is repeatedly noticeable in Rachmaninoff's last two opuses (32 and 33). Most of
the pieces here are very difficult from a technical standpoint (and their pianistic virtuosity is
somewhat new for Rachmaninoff, more superficial in nature). But the musical core here
seems to be far less than in the composer's previous works. Most of all, it is in the easily
singable G sharp minor and, perhaps, G major preludes from Op. 32 and the wild, pathetic C
sharp minor etude-picture from Op. 33. Also very beautiful are the gracefully fluttering E flat
minor etude and the brilliant sound of the D flat major prelude.

It's difficult to describe how Rachmaninoff played. One can only admire it, even allowing for
the possibility that the artist wasn't giving his best on this particular evening. The power of
passionate ardour and iron composure, the brilliance of technique and the mature perfection
of thought—all harmoniously blended here in a performance that was illuminated throughout
by that special, incomparable charm that characterizes the unwavering self-expression of
every true artist, and especially of such a great master as Rachmaninoff.

The audience, which filled every seat, warmly welcomed their favourite, who was greeted at
the entrance with a shower of flowers, and, of course, forced him to play beyond the
program. Yu. E. (Yu. Engel)

[Translation: Google]

PaxmanunoBckuit koHuept (13 gexadpsi). PaxMaHWHOB BUPTYO03-Xy[I0O’)KHUK B CBOEM POIE
€IMHCTBEHHBIH, HEMOPaXKaeMblii U, BO BCSKOM CIIy4ae, OJIMH U3 JIyUILIUX COBPEMEHHBIX
MUAaHKUCTOB (Aa u nupuxepoB). Ho nMeHHO kak muaHuCT (M0 KpaitHei mepe, B MoCkBe)
BBICTYIIAE€T PEJIKO, CBOMX € COOCTBEHHBIX KOHILIEPTOB BOBCE HE JaeT. Tem Oosee Oiaronap-
HBIM HYXXHO OBITH (primapmoHmueckoMy OOIIecTBy, 3ayduBiIeMy PaxMaHnHOBa Ha LEJbI
Beuep, J1a eIe U3 ero COOCTBEHHBIX (POPTENMAHHBIX COUMHEHN. B mporpammy 3Toro Beuepa
BOILLJIM KaK HEKOTOPbIE PaHHUE IPOU3BeIeHUS PaxMaHNHOBA, Tak U Oojiee Mo3aHKE
(npentonum op. 23, Bapuanuu Ha temy lllonena) u Hoseiue (npemtoguu us op. 32 u
HensnaHHble enie <<Etudes-tableaux», op. 33).

KoHIepT OTKpBUICS N3BECTHON, MOYKHO Ja)Ke CKa3aTh, 3HAMEHHUTOMH cis-moll'Hoi npemroaueit
(u3 op. 3), BepBbIe co3aaBiiei cinaBy PaxmannnoBa 3a rpanuiieil. M nelicTBUTENbHO, KaKkas
3TO, HECMOTPS Ha HEKOTOPYIO HAUBHOCTh CPEJl-HEH YacTH, CUIbHAsl U OpPUTMHAJIbHAS BEIlb,
KaK MHOTO B HEM HacCTOSAIIETO My3bIKaJIbHOIO 3epHa! JIOBOJILHO U3BECTHA KpacuBast
«Menoaus» U3 TOTO ke OIyca, HO JOBOJIBHO PEIKO MOYKHO YCJIBIIIATh TPYAHOIO
«ITonumuHens» (0TTyaa K€) a MEXKAY TEM 110 XapaKTEPHOCTH U APKOCTH 3Ta My3bIKaJbHas
KapTHHKA JIOCTOMHA JIyUIIUX CTPaHUIl ryMaHoBcKoro «Kap-HaBana», OT KOTOpPOro, BIPOUEM,
COBCEM HEe3aBUCHUMa 10 My3bIKe. 13 CpaBHUTENBHO paHHUX BEC KOMIIO3UTOPA HAJIO €I
OTMETUTh HEPEAKO UCIOIHIEMYI0, 04apOBaTEIbHYIO 10 MEJIOINH, TIOIHYIO0 0c000H, CTOIb
xapakTepHou st PaxmannHOBa Mentanxoau4eckou rpaiuu bapkapony u3 op. 10. Menee
cumnaruyHbl Bapuanuu op. 22, UCIIOJIHEHHBIE TETIEPh B HECKOJIBKO NepepabOTaHHOM MPOTUB
[I€4aTHOTO OpUTHHAJA BUAE. YacThIO 3TO HACTOSIINE BapHalllM, YaCThIO K€ MbEChI, CKOpEe
TOJILKO HaBesiHHBIE TeMOit (c-moll'Hoit npemtoaueit [llonena) u ot Hee nanekue. Bee onn
OTIIMYHO CJIENIaHbI (TIepBasi BApHALUs TETIeph HAYMHAETCS TIOAXoIsIIen ¢ppasoit c-moll'Horo



LIOTIEHOBCKOI'O ’K€ HOKTIOpHA). MIHBIE IPeKpacHO 3ByYar, HO HU OJ{HA 110 CBOEH
3HAYUTEILHOCTH HE OJHUMAETCS 10 LIONIEHOBCKOTO OpUTHHala. Brieuatnenue, Takum
0o0pa3oM, HE YTOHYAETCS, a Pa3KUKAETCS, U pa3MEH MaJ€HbKOI0, HO MOJHOLEHHOTO
LIOTIEHOBCKOIO 30JI0TOTO Ha IPy/Abl MEJIKO MOHE-ThI OCTAETCS XyJ0KECTBEHHO
HEOIIPaBJaHHbIM.

Cpenu nocnenaux nbec PaxmMaHMHOBA OOJBIIMHCTBO MPEMIOAUU. THIT COBPEMEHHBIX
MIPENTIOIUNA CO3/1aH, Kak U3BeCTHO, [llonenoMm, y mpesntoauii KOTOporo ¢ MpeKHU-MU 00111ee
TOJIbKO Ha3BaHHE. JTO HE NOAUYNHEHHBIE BCTYIICHUS K YEMY-JINOO MOCIIENYIOIIEMY,
maBHOMY (bax), a nenbHble, caMOIOBJIEIOIINE MaJIEHbKUE MbeChl. My3bIKaiabHasi MbICIIb B
HUX, OIHAKO, SIBJISIETCS Kak ObI B BUEC SMOPHOHA, KOTOPBHIH JIUIIb U3PEIKa pa3BEPTHIBACTCS B
TIBIITHBIN [IBETOK (Kak, HarpuMep, B npemoann Des-dur), 6omibiieit xe 4acThio Tak |
OCTaeTCsl B BUJIE€ NIOJYPaCIlyCTUBIIETOCS, HO TEM HE MEHee (a MHOTIa U TeM OoJiee)
MIPeNIeCTHOro OyTOHA.

Tak xe, oueBHIHO, CMOTPUT Ha J1e10 U CKpsAOUH, MPETOANH KOTOPOTO MOYTH BCETAa UMEHHO
Takue OyTOHBI WIIH JaXKe JIETIECTKH. PaXMaHHMHOBCKHUE MPETIONNU HHOTO THIA. bombimeit
4acTbIO OHU CKJIOHHBI K OCHOBAaTEJIbHOM, HEPEIKO MOIU(POHUUECKON pa3paboTKe, HIMPOKOMY
MIOCTPOEHUIO, a TO U K OTYETIIMBO IPOBEAECHHOMY ITPOTHUBOINOCTABICHUIO CAMOCTOSITEIIbHBIX
10 MY3BIKaJIbHOMY COZICP’KaHHUIO YaCTEH; CIIOBOM, B CMBICIE (DOPMBI IPUOIIKAIOTCS K
IIIOTIEHOBCKUM UCKJTIOUeHUsM Bpoze Des-dur'noit npentoauu. BmecTto cTpanuiisl, 18yX (a TO
U TIOJICTPaHULlbl), Kak 00b4HO y [llonena, paxMaHUHOBCKas! MPETIOAUS, TAKUM 00pa3oM,
BBIPACTaET J10 YEThIpeX, IECTH, Aa’KE BOCBMH CTPAHUI]. DTOT POCT MOKHO TOJIBKO PaJl0CTHO
MIPUBETCTBOBATH, KOT/J]A OH BBITEKAET M3 €CTECTBEHHOTO CTPEMJICHHSI 3HAYNUTEIILHON IO
CYIIECTBY MY3BIKaJIbHON MBICITH BBISIBUTHCSI B BOBMOKHO OOJIBINICH TTOHOTE, KaK, HAIIpUMeEp,
B IIpeKpacHoil npemtoguun-mapiie g-moll (op. 23). Ho xorga 10 HECOOTBETCTBEHHOM
BO)XHOCTH TIIUTCS BBIPACTH TEMAaTUYECKUI SMOPHOH, KOTOPBIN TOJIBKO B BUE CKATOTO
HaOpocKa U MOT OBl TIPEACTABIATh UHTEpEC (KaK, HarpuMep, B ATUHHOMN h-moll'Hoii mpec-
JIOJIUN), TO YKaJlb CTAHOBUTCS M CAMOM IbECHI, U KOMIIO3UTOPA, HE BBIITYCKAIOLIETO Mepa U3
PYK JlaXke U TOTJa, KOTa yKe «He TpeOyeT o3Ta K CBALIEHHOMU epTBe Anouion». 1
ATIOJUTOH MCTHT 32 3TO IpeodianaHrueM (GopMabHOTO, XOTS OBl M OJISCTSIEro pa3BUTH HAl
HEOTPa3UMOM CHJION CTUXUIHO OBIOIIETO KJIIOUOM Jyxa. JTo npeolriagaHue He pas
3aMeyaeTcs B JIByX nocieAHux opus'ax Paxmanunosa (32 u 33). bosnpIiast yacTh nbec 371€ch
OYEHb TPYAHA C TEXHUYECKOH CTOPOHBI (TIPUYEM MHAHUCTHYECKAS HX BUPTYO3HOCTD
HECKOJIbKO HOBOTO /11 PaxmaHuHOBa, Oosiee BHENIHe-TO XapakTepa). Ho My3bIkanbHOro-To
3€epHa 371€Ch, KAKETCS, Ky/la MEHBIIIE, YEM B NIPEKHUX BEIllax KoMIo3uTopa. bonpiie Bcero
€ro B JIETKO neByuel gis-moll'Hoit na, nmoxanyit, B G-dur'Hoit npentonusx u3 op. 32 u
OyitHOM, TateTHdeckoM cis-moll'HoM sTrone-kapTuHe u3 op. 33. OueHb KPacHUBBI TAKKE
M3SIIITHO MTOPXAIONTH To es-moll u 6nectsmias o 3Byky Des-dur'Hast mpenronusi.

Kak urpan PaxmMaHuHOB, TpyAHO paccka3aTb. ITUM MOXHO TOJIBKO BOCXUIIATHCS, AaKe
JIOTIyCKasl, 4TO apTUCT B JaHHBIN BeUep HE BO BCEM JlaBaj CBOE Jiydilee. MoIlb ropsiaero
MOpbIBa U KEJIE3HOE caMoo0afiaHue, OJIeCK TeX-HUKU U 3pelias 3aKOHYEHHOCTh MBICIIH BCE
TapMOHUYECKH COYETATIOCh 3/IeCh B UCIIOJTHEHUH, HACKBO3b 03aPEHHOM €Il TEM 0COOBIM,
HECpaBHEHHBIM 00assHUEM, KOTOPOE CBOMCTBEHHO HEMPEI0KHOMY CAMOUCTOIKOBAaHUIO
BCSIKOTO HCTUHHOTO XyIOKHUKA M TeM 0oJiee TaKoro KPyITHOTO MacTepa, Kak PaxmMaHUHOB.
[1y0Onuka, nepenonHuBIIas BCe MECTa, TOPSY0 IPUHKUMAJa CBOETO JIFOOUMIIA, BCTPEYEHHOTO
MIPH BXOJIE JTO-XKJIEM M3 IIBETOB, M, KOHEYHO, 3aCTABUJIA €TO UTPATh CBEPX MPOrPaMMBI.



