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A typical scene: a Rachmaninoff concert features a packed hall and a standing ovation for the
performer. An exceptional pianist with rare qualities of pianistic finish, enormous
temperament, and a powerful tone, Rachmaninoff captivates with his performance. His rich,
somewhat monotonous, yet full-blooded sound has no equal among other pianists; it's a kind
of monopoly on Rachmaninoff's ability to extract this tone from the instrument. But one
needn't look for an abundance of colour in his performance: this full-bodied tone is heard
throughout, one feels this sonic richness all the time; in Rachmaninoff's playing, there are no
changes of colour, no half-shadows, no "piano instrumentation" (the genius Busoni is the
colourist in this regard). It is true that no other performance would suit Rachmaninoff’s
music, which is somehow fused with his technique and manner of playing; this music itself
does not require coloristic changes.

However, Rachmaninoff's pianism is too well-known and too highly regarded to merit much
discussion. Let's move on to the program's centrepiece, his new works, "Etudes Tableaux,"
the composer's latest creation.

This great talent is currently in a period of exploration. Apparently, the composer has already
discovered his individuality (I consider the culmination of this display to be the remarkable
Second Concerto).

For some reason, this approach ceased to satisfy the composer, and he set out on a new quest.
Perhaps the well-known narrowness of this individuality, and—hence—the fear of falling
into a manner, the sense of his own backwardness from the purely technical achievements of
our musical age—all played a role in his new quest. Rachmaninoff now found himself
among the "backward," among those who had failed to catch the "express" of harmonic
musical evolution, and who, therefore, in their resources, could not help but seem somewhat
old-fashioned to many.

The search for great talent is always interesting. Although I personally cannot consider
Rachmaninoff a musical phenomenon of the highest order; although for me his personality as
a musician in general, as a conductor, and especially as a pianist, is superior to his level as a
composer, where he can be recognized only as an outstanding talent, nothing more —
nevertheless, one senses in him some enormous inner strength, some potential that a certain
wall prevents from being resolved and manifested. I would not be surprised by a sudden
"epiphany" in Rachmaninoff as a composer: his artistic personality contains the promise of
something greater than he has given so far.

For now, all this is just promise. In his search for something new, Rachmaninoff is losing his
old physiognomy, woven from the traits of lyricism, passion, and affectation (something
from Tchaikovsky, Wagner, and partly Mussorgsky or even Borodin, a mixture of these
influences already embodied in his personality). He is losing his identity, and we are left with
a strange picture of composer's "confusion."

After "The Bells," a remarkable work but also possessing all of Rachmaninoff's flaws—
vagueness, amorphous structure (it is, after all, his best work)—he indulges in a certain
historical stylization, creating "Vocalise," which synthesizes echoes of Rameau and old



Italian composers with Rachmaninoff's characteristic elegiac quality. Yet, this, too, is very
good. Then follows a digression into the world of searching for new harmonic sensations,
something of impressionism (the new romances), all those endings on dissonances,
polyphonic harmonies, penumbras, among which the author feels somehow awkward,
although he knows how to handle this new material masterfully. And then, surprisingly,
comes Medtner.

Rachmaninoff's "Medtnerization" began long ago, with his previous series of piano works.
Apparently, the strong rhythmic individuality of the "Russian Brahms" captivated him.
Moreover, Medtner's rthythms are so specific and his style so definitive that imitating him is
generally dangerous: excessive similarities appear too quickly. In these new works,
Rachmaninoff's lyricism has completely disappeared (it is resumed in the E flat minor etude,
but not very successfully, with an obvious quotation of Chopin and a rather cheap
"appassionata"). Lyricism has been replaced by rhythmic explorations, the tension of a
lyrical pulse, and at the same time, arpeggiated figurations have disappeared from the piano
style, replaced by chordal ones. At the same time, however, Medtner's rhythms prove more
lively and genuine; Rachmaninoff's eternal decline into his favourite rhythm, somewhat
square and rough, is too monotonous. And somehow it's dreary—without melody, without
lyricism, without breadth, without lift. The relationship between Medtner and Rachmaninoff
is generally very interesting; one infects the other: Medtner with lyricism, but in both cases
with rhythm, while Rachmaninoff's rhythm is weaker than the original.

I must acknowledge the culmination of Medtnerism in the Etudes in C minor and B minor
(second), in which a promising beginning, bearing the hallmarks of genuine depth and
creative insight, unfortunately finds a rather unexpected and comparatively shallow
development. The idea expressed at the beginning of the Etude is more significant than what
came out of it. In general, it can be said that all these etudes are masterful works, with
beautiful harmonic nuances and a surprisingly sonorous delivery. Still, they're not quite there
yet, and I allow myself to wait for Rachmaninoff to deliver. I believe that from him—
currently one of the foremost composers in Russia—we will experience something equal to
his artistic achievements in the realm of pianism. L. Sabaneev

[Translation: Google]

B xonuepre PaxmManuHOBa - 00bIYHAs KapTHUHA: IEPENIOJTHEHHBIN 3aJ1 ¥ CIIOLIHBIE OBAIMH 110
azpecy UCIOIHUATENA. VICKIIFOUNTEIbHBIN IMAHUCT, C PEAKUMH Ka4yeCTBAMH MMAHUCTUYECKOU
OTJIEJKHU, C TPOMAJIHBIM TEMIIEPAMEHTOM M MOI'Y4YMM TOHOM PaxMaHHMHOB ITIOKOpPSET CBOUM
HCIIOJIHEHUEM. Ero COYHBIN, HECKOJIBKO OJJHOTOHHBIN IPU BCEM CBOEH IMOITHOKPOBHOCTH 3BYK
HE UMEET HUYETO PaBHOIO cede y APYruX MUAaHUCTOB; 3Ta KaKasi-TO MOHOIOIHUS
PaxmaHnHOBa yMeTh U3BIIEKaTh 3TOT TOH U3 HHCTpyMeHTa. Ho 00u-nus Konopusma B €ro
HCIIOJITHEHUM HE HAJI0 UCKATh: ATOT IIOJIHOBECHBIN TOH CIIBIIIATCS BCE BPEMS, BCE BpEMs
YyBCTBYEIIb ATy 3BYKOBYIO HACBIIIEHHOCTh; B UTpe PaxMaHMHOBA HET CMEHBI KOJIOPUTOB,
MOy TeHEeH, «(HopTenmManHOW HHCTPYMEHTOBKIY (KOJIOPUCTOM B 3TOM OTHOIICHHUH SIBIISIETCS
reHuanbHblid By3zonn). [1paBaa, k My3bike PaxmMaHnnHOBa, KOTOpast KAKTO CIIUTA C €T0
TEXHUKOM ¥ MaHEpOH Urphl, U HE 1IJIa Obl HUKaKas Apyras urpa My3blka 3Ta cama He TpeOyeT
KOJIOPUCTUYECKHUX CMEH.



Bnpouem nuanu3m PaxMaHMHOBA CIIMILIKOM W3BECTEH U CIIMILKOM YK€ OLIEHEH, UTOOBI O HEM
CTOWJIO MHOTO pacIpOoCTpaHAThCS. llepeiinem k NeHTpy HHTepeca MPO-rpaMMBbl K €70 HOBBIM
npousBeneHusM “Etudes tableaux”, mociieqHeMy TBOPEHHIO KOMITO3UTOPA.

3TOT OOJBIION TATAHT HAXOMUTCS ceddac B OJIOCe NCKaHUi. Bunumo, yxe HaiiieHHas
OBLIIO KOMITO3UTOPOM MHAMBHUIYAJIbHOCTH (KYJIbMUHALMOHHBIM IIYHKTOM C€ OTOOpa)kKeHus 5
CUMTAIO 3aMevareabHbli BTopoil KoHIepT) Mo KakuM-TO IpUUMHAM IepecTaa
YIAOBJIETBOPATH aBTOPA, U OH BHOBB IIyCTHJICA B IIOUCKHU. BO3MOXHO, 4TO U3BECTHAs y30CTh
3TON MHAMBHUIYAJIbHOCTH, U - OTCIOZIa OOS3Hb BIIACTh B MAHEPY, YYBCTBO CBOEH OTCTAJIIOCTH
OT YUCTO TEXHUYECKHUX JOCTH>KEHHMM HAIIETO MY3bIKAJIBHOTO BEKA 3TO BCE CHITPAJIO POJb B
€ro HOBBIX ITOMCKax. PaxXMaHMHOB OKa3ajcs celyac B YUCIIE KOTCTANIBIX)», B YUCIIE TEX, KTO
HE yCIIEJI ITOIACTh Ha «3KCIPECC» FaPMOHUYECKOHN IBOJIIOLMHU MY3BIKH, KTO II03TOMY 110
CBOMM peCypcaM HE MOTI' HE Ka3aTbCs MHOI'MM HECKOJIBKO CTaPOMOJIHBIM.

Wckanuns 601bI11I0TO TajlaHTa BCET/Ia HHTEPECHBI. XOTS 5 INYHO HE MOTY CUECTb
PaxMaHMHOBa 3a My3BIKaJIbHOE SIBJICHHE HAMBBICIIETO MOPSAKA; XOTS U1 MEHS €ro JUYHOCTb
KaK My3bIKaHTa BOOOILlE, KaK JUPUKEPa U B OCOOCHHOCTH KaK MUAHKUCTA BBIIIE €T0 YPOBHS
KOMITO3UTOPCKOTO, T/I€ €r0 MOKHO IPU3HATH JIMILB BbIIAIOLIMMCS TAJIaHTOM He OoJiee TO-To -
TEM HE MEHEE B HEM UyBCTBYETCS KaKas-TO OTPOMHAasi BHYTPEHHSsI CHJIA, KAKME-TO
MIOTEHI[MAIbHBIE BO3MOXXHOCTH, KOTOPBIM HEKAasl CTEHA HE AT Pa3peIIUThCs U MPOSIBUTHCA.
51 ObI HEe yOMBHIICS BHE3AITHOMY «OCCHEHHUIO» PaxMaHWHOBA M KaK KOMITO3UTOPA: B €TO
XyIOKECTBEHHOH JTMYHOCTH 3aJ10-KE€HBI 00CIaHHs YeT0-TO OOJIBIIIEro, YeM OH Jall 10 CUX
op.

[Toka e Bce 3To ToNbKO oOenanus. B monckax HoBoro PaxMaHMHOB TepsieT CBOIO CTApPYIO
(U3NOHOMHUIO, COTKAHHYIO M3 YepT JIMPU3Ma, CTPACTHOCTH, adekranuu (HeuTo OT
YalikoBckoro, Barnepa u oruactu Mycoprckoro wiu gaxe boponuna, cMech 3TUX BIHSHUAN
y’K€ IIPETBOPEHHAs B €r0 JIMYHOCTHU), TEPSIET CBOM OOJIMK U MPUXOAUTCS HAOMIOAATh KaKyl0TO
CTpPaHHYI0 KapTHUHY KOMIIO3UTOPCKON «PaCTEPSIHHOCTH.

[Tocne «Konokonosy, Ipou3BeaEHUS IPUMEYaTEIbHO-T0, HO 00J1a/1al01Eero U BCEMU
pPaxXMaHHMHOBCKUMH Je(PEKTa-MH - PACIUIBIBYATOCTHIO, aMOP(PHOCTBIO CTPYKTYPHI (BCE KE ITO
Jy4lllee ero NpOU3BEACHHE), OH YBJIEKAETCs HEKOM UCTOPUUECKOM CTUIM3alUe, co3aaeT
«Bokanu3», CHHTE3UpYyOIUI OT3BYKH PaMo U CTapbIX UTAIBSHIEB C XapaKTEPHBIM
paxMaHHHOBCKUM 3JIerM3MoM. Bcee ke 1 3To 04eHb XOpolIo. 3aTeM clieAyeT OTKIOHEHHUE B
MHUpP UCKaHUH HOBBIX TAPMOHUYECKUX OIIYIIEHHUH, YTO-TO OT UMIIPECCUOHMU3MA (HOBBIE
POMAaHCBI), BCE 3TU OKOHYAHUS Ha AMCCOHAHCAaX, MHOTO3BYYHbIE TAPMOHUY, ITOIYTEHH, CPEU
KOTOPBIX aBTOP YUyBCTBYET c€0s1 KAK-TO HEJIOBKO, XOTS U YMEET 00XOAUTHCS C STUM HOBBIM
MaTepraJIoM MacTEPCKU. A 3a TeM MIET KaK 3TO HU YIUBUTEIBHO - MeTHep.
«MetHepu3anusa» PaxmMaHMHOBa Hayanach yKe JaBHO, €I C IPOUUION CEPUU €T0
¢doprenuanHpIxX Bemeld. OueBUIHO, CHIIbHAS PUTMHYECKAs! HHINBHIYyaJIbHOCTh «PYCCKOTO
Bpamca» ero nokopuna. K romy ke purmrka MeTHepa HaCTONbKO cieliMpUUHa U MaHEpa ero
TaK OIPEeNIUTENbHA, YTO MOIPAXKaTh €My BOOOIIIE OMTACHO: CIHMIIKOM OBICTPO SIBIISIETCS
ype3MepHOe cX0/1cTBO. B 3TuxX HOBBIX Bemax y PaxmaHnHOBa BOBCe Mcue3 JTUPU3M (OH
BO300HOBJISIETCS B 3TIOZIE €s-moll, HO He OYeHb y1auHo, ¢ IBHBIM IuTHpoBaHueM LllomneHa ¢
JIOBOJIBHO JICILIEBOM «alMacCUOHATHOCTBION). JIMpU3M CMEHUIICS pUTMUYECKUMU
M3BICKAaHUSAMU, HAIPSKEHHOCTBIO JIMPUYECKOTO IyJIbCa, U OJHO-BPEMEHHO U3
(opTenMaHHOTO CTUIIS UCUE3TIH apIIePKUPOBAaHHbBIE (PUTYpamny, 3aMEHUBIITHECS



aKKOpIHBIMU. [IpH 3TOM, OTHAKO, METHEPOBCKAsi PUTMHUKA OKA3bIBACTCS )KUBEE H MOJIMHHEE;
y PaxmMaHnHOBa CIIMIIIKOM OJHOOOPA3HO 3TO BEYHOE Ca/IlaHUe Ha OJWH U3TIOO0ICHHBIN UM
PUTM, He-CKOJIBKO KBapaTHBINA U TPyOoBaThIid. M Kak-TO TOCKJIMBO 0€3 Melioca, 0e3 TUPUKH,
0e3 mupuHbl, 0e3 noxsema. BzaumoorHomenus Metnepa u PaxmannHoBa BooOI1I€ 04EHb
WHTEPECHBI; OJMH 3apa)kaeT APyroro: MeTHep JTUPUKON, HO Y 00OUX MOJPAPUTMOM, a
PaxMaHuHOB aHue cinadbee opuruHana.

Kynemunanmeit MeTHepu3Ma st TOJDKEH NMpHU3HATh 3Tkl c-moll i h-moll (Bropoii), B
KOTOPOM MHOT000EMIaoIIee Hauyalo, HocsIee B ce0e YepThl TOAJTMHHON IITyOMHHOCTH U
TBOPUYECKOTO 03apPEHHUS, K COKAJICHHUIO, HAXOAUT ceOe 10-BOJIFHO HEOKUIAHHOE U
CpaBHUTEIHFHO MEIIKOBAaTOE pa3BUTHE. MBICIb, BRIpa)KEHHASI B HAaYaJle 3TIO/Ia, 3HAYUTEIIbHEES
TOTO, YTO M3 Hee BBIILIO. BooOIIIe ke MOKHO CKa3aTh, YTO BCE ATH ATIOIBI - MACTEPCKHE
MIPOU3BE/ICHUS, C KPACHBBIMH FAPMOHUYECKUMU IITPUXAMH, C YAUBUTEIHHOMN 3BYYHOCTHIO
u3noxeHus. Bee-taku - 37O ellie «He To», U 4 M03BOJIA0 cede kaarh oT PaxmMaHMHOBa ero
clioBa. Sl BEpIo, 4TO OT HETO - B JAHHBII MOMEHT OJTHOTO M3 TIEPBBIX KOMIIO3UTOPOB B Poccuu
- MBI JJO)KJIEMCSI YeTO-TO SKBUTEHHAJIFHOTO €T0 XY/I0KECTBEHHBIM MPOSIBICHHUSIM B 00JIACTH
MTHaHU3MA.



