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Rachmaninoff became known first and foremost for his compositions. The famous C sharp
minor Prelude paved the way for this, making the rounds of concert stages around the world
and thus easing the way for the composer's other works. And no matter how you approach
Rachmaninoff's work, you can't help but admit that it is a truly monumental achievement.
When you listen to his trio, or his Second Concerto, or his Cello Sonata, or "Francesca," or
something better, you think: This is someone born to write! Drop everything and write! But
Rachmaninoff is also a conductor. When he first took to the stage (some 15 years ago, at the
Hermitage Private Opera), something extraordinary and brilliant immediately shone through.
Now, in my opinion, Rachmaninoff is one of the world's finest conductors. He doesn't
always succeed equally well, but when he does, he can be untouchable. And listening to
Rachmaninoff conduct "A Life for the Tsar," or "The Queen of Spades," or a Tchaikovsky
symphony, or a Grieg suite, you think: This is someone born to conduct! Drop everything
and conduct!

But Rachmaninoff is also a pianist. He once stopped playing publicly, but in recent years he
has been performing again. And each of his performances is a true celebration of piano
maestria in the highest sense of the word. Scriabin, Medtner, and Debussy are all captivating
at the piano, but they are pianists who perform their own works, which highlight their pure
pianistic qualities most clearly. Rachmaninoft also mostly plays his own works, but it's clear
from the first listen that his pianism is far broader than these and represents a formidable
artistic force in itself. He is one of the most remarkable modern piano masters. And while
rapt in the presence of Rachmaninoff performing the Tchaikovsky concerto or his own
works, you think: This is someone born to play the piano! Drop everything and play! With
this "deity in three persons," Rachmaninoff recalls such great musicians of the old school as
Liszt or Rubinstein. I even heard the opinion that only people who have passed through the
orchestra (such were Liszt, Rubinstein, and now d'Albert and Busoni) can play like
Rachmaninoff. For only an orchestra can teach this richness and beauty of timbres, this
clarity and relief of voices, this energy and variety of rhythm, this intricate and at the same
time harmonically unified polymorphony of piano reproduction. It is an interesting idea,
though it requires a more detailed justification. In any case, it is certain that the first-class
virtuosity of even such a great "non-orchestral" pianist as Hofmann, for example, is indeed
of a somewhat different, more purely pianistic type than that of d'Albert, Busoni, or
Rachmaninoff.

At his concert, Rachmaninoff performed his own works. The entire first half of the program
was taken up by his new, as yet unpublished Piano Sonata in B flat minor (Op. 36). It's
difficult to write about a work you're hearing for the first time, but the difficulty increases
when that work fails to meet the expectations placed on a composer you've come to love.
The sonata, "on first reading," gives the impression of what's best described as an
"interesting work": serious thought, masterful development, superb piano style—in short,
plenty of "cool, intellectual observation," but, alas! little "heartfelt, sorrowful observation."
And in summing up the music, the "heartfelt observations" column is, after all, the most



important. Perhaps, however, with a second "article-by-article reading," this impression of
coldness and aridity will disappear.

Among the new pieces, the program also included a charming piano transcription of
Rachmaninoff's romance "Lilacs." Everything else had been performed before. Among this
select flowerbed of Rachmaninoff's lyre, I'd like to draw special attention to the relatively
new, as yet less well-known, opus 33: "Etudes-tableaux." Perhaps these "pictures" were born
from certain visual impressions, but above all, they are genuine psychic embodiments,
genuine "crystallizations of the spirit," whose emotional richness is in no way diminished by
their accompanying technical significance. In the composer's incomparable performance,
each of the "pictures" rose to the brilliance of a living individual (the last one, less so than
the others, being less original in itself).

Rachmaninoff performed the famous Barcarolle twice: the first time simply superbly, the
second time with such heartfelt emotion (and, moreover, "differently"), as only
Rachmaninoft can perform in a moment of inspiration. The equally famous Prelude-March in
G minor, [op.] 23, was played at such an incredibly fast tempo that, in my duty as a critical
conscience, I should have stood up for the composer to the pianist, who, due to the fury of
the onslaught, inevitably weakened the strength and rigor of the rhythmic line. But...

let Rachmaninoff himself stand up for Rachmaninoff. Yu. E. [Yu. Engel]

[Translation: Google]

PaxmMaHMHOB cTaj U3BECTEH paHbIIE BCETO CBOMMH KOMIO3ULIMSIMHU. Jlopory nposoxuiia
31ech 3HaMeHuTas cis-moll'Has mpentonusi, odomIe mas KOHIEPTHBIE SCTPaIbl BCETO MUPa
TeM oOJIeryuBILIas MyTh Ui JPYTUX NPOU3BEACHUIM KoMIIo3uTopa. M Kak HU MOAXOAUTH K
TBOpYECTBY PaxMaHNHOBA, HENb34 HE MPU3HATH, UTO ATO - BEJINYMHA O4eHb KpynHas. Korna
CiIyIlaenb €ro TpUo Wik Bropoi koHuepT, wim BuomoH4enbHy o coHaty, win «@paHdecKy»,
WM JIpyroe, Jyulie, fymMaenib: Bot kro poxaen nucars! bpocuts Bce u nmucars!

Ho Paxmanunos emie u nupuxep. Korna on Briepsbie (Jiet 15 ToMy Haza, B 4aCTHOM ornepe
«OpMHUTaXka») BbI-CTYNNI HA JTUPUKEPCKOM IMOMPUIIE, Cpa3y U 37eCh OJIECHYIIO HEUTO
ype3BbIYaliHOE, sipKoe. Tenepp, Ha MOM B3I, PaXMaHMHOB OJMH U3 Jy4YIIUX JAPUKEPOB B
Mmupe. He Bce emy olMHAKOBO yzaercs, HO B yAaYHOM OH MOXET ObITh Hegocsraem. 1
ciymiasi, kak PaxmanunoB npoBoaut «KusHsb 3a naps», uinu «llukoByro gamy», uim
cumdonuro YaifkoBCcKOTro, MK CIOUTHI [ pura, gymaenis: BoT KTo pox-IeH JTUpHKUPOBATH!
BpocuTts Bce u qupuKkupoBaTh!

Ho PaxmanunoB enie u muanuct. OIHO BpeMsi OH mepecTan ObUIo UrpaTh MyOIHMYHO, HO B
MOCJIETHUE IOkl BHOBB BhICTyNaeT. M kax1o0e ero BHICTYIIJICHHE UCTUHHBINA MTPa3IHUK
(doprenmanHOi maestria B BeIciieM 3Ha4eHUH cioBa. M Ckpsaoun, u MetHep, u JlebGroccu
4apyroT 3a (OPTENHUAHO, HO 3TO MMUAHUCTHI JUIsl COOCTBEHHBIX COUMHEHMM, B CBS3H C
KOTOPBIMHU SIpY€ BCETO BBIIBUTAIOTCSA U UX YUCTO MMAHUCTUYECKUE TOCTOMHCTBA.
PaxmaHMHOB TOXe OOJIbIIEH YacThiO UTPaeT COOCTBEHHBIE MPOU3BEIECHNUS, HO C TIEPBOTO pasa
BUJTHO, YTO €T0 MMAaHU3M T'Opa3o LIMPE UX U caM M0 cede MPeICTaBIsSeT OIPOMHYIO
XyJOXKECTBEHHYIO CHUITY. DTO OJIMH U3 3aMeYaTeIbHENIINX COBPEMEHHBIX MacCTEPOB
¢doprenmano. U B yBrneueHnn TeM, Kak PaxMaHU-HOB HCIIONMHSET KOHIEPT YaiilKOBCKOTO MK
coOCTBEHHBIE BelIH, JyMaellb: BoT kTo poxaeH urparh Ha poprenuano! bpocurts Bee u
Urparts!



OTuUM «B Tpex JuIax 6okecTBoM» PaxMaHMHOB HAIOMUHAET TaKUX OOJIBIIMX MY3bIKAHTOB
cTaporo 3akaia, kak JIuct win PyOuHmTeliH. MHE MPUIILIIOCH CIBIIIATH JJa)Ke MHEHUE, UTO
TaK UrpaTh, Kak PaXMaHWHOB, MOT'YT TOJIBKO JIFOAH, IPOLIEIIINE YEPE3 OPKECTP (TAKOBBI U
obu1n Jluct, Pyouniunreiin, teneps 1'Anb0Oep, bByzonu). 160 Tonbko opkecTp MOXKET HAy4YUTh
3TOMY OOTaTCTBY M KPacoTe€ TEMOPOB, 3TOU SICHOCTH M PEIbe(HOCTH BBIICIICHUS TOJIOCOB,
9TOH SHEPTHH U MHOTOOOPA3HIO PUTMA, BOM, 3TOU CIIOKHEHINIEH U B TO K€ BpeMs
rapMOHUYECKH 00bEeJMHEHHOW OTMMOP(HOHNH (POPTETTHAHHOTO BOCIIPON3BEICHUS. MBICITH
WHTEpECHas, XOTs U TpeOyroIias 001ee CIIOTOYHOTO JeTalbHOTr0 000CcHOBaHUS. Bo BCsikom
Clly4ae HECOMHEHHO, UYTO MEPBOKJIACCHAs! BUPTYO3HOCTh JaKe Ta-KOT0, HallpUMep, BETUKOTO
«BHEOPKECTPOBOTO» MUAHKCTA, Kak ['0maH, NeficCTBUTEIBHO, HECKOIBKO HHOTO, OoJiee
YUCTO MUAHUCTUYECKOTO THMA, 4YeM y A'Anbbepa, by3onu min PaxmanuHosa.

B cBoeM koHuepTe PaxMaHMHOB BBICTYIIHII ¢ COOCTBEHHBIMU ITPOM3BeIeHUsIMU. Bee nepBoe
OTJCIICHUE TIPO-TPAMMBI 3aHsjIa HOBas, eile Hen3aanHuas (GoprenuanHas conara b-moll (op.
36). TpyaHo nucath 0 COYMHEHUH, KOTOPOE CIBIIIMIIE BIIEPBbIE, HO TPYIAHOCTD €IIIE
BO3pAcTaET, KOIJa 3TO COUMHEHUE HE YOBIETBOPSET OXKHIaHUHN, BO3JIaraéMbIX Ha aBTOpa,
KOTOPOTO NMPUBBIK J1I0OUTh. COHATa «B MEPBOM YTEHHUI» POU3BOAUT BIIEUATIEHUE TOTO, YTO
B JIyYILIEM CMBICJIE Ha3bIBAIOT «MHTEPECHBIM COUMHEHUEM): CEPHE3HOCTDH MBICIIH,
MacTepckast pa3paboTka, IPEeBOCXOAHBIN (OPTENHAHHBIN CTUIIb, CIOBOM, MHOTO «yMa
XOJIOJIHBIX HAOIIOIEHUI», HO, YBBI! MaJlo «Cep/illa TOPECTHBIX 3aMeT». A B IIOJBEACHUU
MY3BIKaJIbHBIX UTOTOB rpada «CepAeUHBIX 3aMeT» BCe-TaKH IIaBHEUIIass. MOXeT OBITh,
OJTHaKO, MPU NOBTOPUTEIBHOM «IIOCTATEHHOM YTEHHUI) 3TO BIEUATICHUE XOJIOAHOCTH,
CYXOCTH MCYE3HET.

W3 HOBBIX Beliei B MporpaMMy BOILIUIA elle Mujiasi GopTenraHHas TPAaHCKPUIILIUS pOMaHca
«Cupenp» PaxmannHoBa xe. Bee octanbHoe ucnonHsanoch U panbiie. Cpenu 3Toro
1n30paHHOrO IIBETHUKA PAaXMAHUHOBCKOW JIMPBI X04eTcs 00paTuTh 0co00€ BHUMAHUE Ha
CPaBHHUTEIHLHO HO-BBIH, TTOKAa MeHee n3BecTHRIN opus 33: «Etudes-tableaux». MoxeT ObITh,
3TH «KapTUHBD) POAMINCH B CBS3U C KAKUMU-HUOYAb 3pUTEIbHBIMU BIICUATICHUSIMU, HO
MIPEK/IE BCETO 3TO MOJUIMHHBIE ICUXUYECKUE BOILJIOLIEHUS, TOATUHHbBIE «KPUCTAJUIU3ALUH
JyXa», IMOLIMOHAJIbHAS COJEPKATEIbHOCTh KOTOPBIX HUCKOJIBKO HE YMAJISETCs UX
MOMYTHBIM TEXHUYECKUM 3HaYeHHEM. B HecpaBHEHHOM HCIOJIHEHUH aBTOpa Kak1as U3
«KapTUH» MOJHIACH 10 APKOCTH XKUBO-TO MHANBUIyyMa (MEHbIIE APYTUX MOCIEIHSSA, cama
1o ce0e MeHee OpUrHHaJIbHas).

N3BecTHyr0 bapkapony PaxmMaHWHOB MCITOJIHWII IBaK/bI: B IEPBBIM pa3 MPOCTO
MIPEBOCXO/IHO, BO BTOPO pa3 TaKk NPOHUKHOBEHHO (M MPUTOM «I10-UHOMY) ), KaK MOXKET
CBITPaTh TOJNIBbKO PaXxMaHWHOB B MUHYTY BJJOXHOBeHUs. He MeHee n3BecTHYIO
npemoauomMapit g-moll, [op.] 23, apTHCT ChIrpall B TAKOM HEBEPOSATHO OBICTPOM TEMIIE, YTO
0 JIONTY KPUTHYECKON COBECTH 51 JOJDKECH OBLT OBl 3aCTYMHTHCS TIEpE THAHUCTOM 3a
KOMIIO3UTOpA, Y KOTOPOTO IIPH 3TOM 3a CUET SPOCTU HAaTUCKA HEM30€KHO Ocabuiiach cuiia u
CTPOroCTh puTMHUECKOM TMHUM. Ho... myckalt yxx 3a PaxMaHMHOBa 3acTymnaercs cam
PaxmanuHOB.



