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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, Rachmaninoft 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 Rachmaninoft'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 xonnepre PaxmannHoBa - 00bIYHAS KapTHHA: TIEPENOTHEHHBIN 3aJ1 U CTUIOIITHBIC OBAIHH
10 apecy UCIOIHUTENS. ICKIIIOUNTENBHBIN THAHUCT, C PEIKUMHU KaueCTBAMU
MMAAHUCTUYECKON OTIEIKH, C TPOMAJHBIM TEMIIEPAMEHTOM M MOTY4YMM TOHOM PaxMaHMHOB
IIOKOPSIET CBOMM HCIIOJIHEHUEM. ET0 COUHBIN, HECKOJIBKO OJJHOTOHHBIN IPH BCEN CBOEH
MTOJIHOKPOBHOCTH 3BYK HE HIMEET HUUETO PaBHOI0 ce0e y JpyTrux MUAHKUCTOB; 3Ta KaKasi-TO
MoOHoIonus: PaxMaHMHOBA yMeTh U3BJIEKaTh 3TOT TOH U3 UHCTpyMeHTa. Ho oOu-nus
KOJIOPU3Ma B €r0 UCIIOJIHEHUH HE HAJI0 UCKaTh: 3TOT IIOJHOBECHBIN TOH CIBIIINATCS BCE
BpeMs1, BCE BPEMsI UyBCTBYEILIb 3Ty 3ByKOBYIO HACHIIIEHHOCTh; B Urpe PaxmMaHnnHOBa HET
CMEHBI KOJIOPUTOB, OJTyTEHEH, «(opTennaHHON HHCTPYMEHTOBKID (KOJIOPHCTOM B 3TOM
OTHOILIEHUU SBJIsieTCsl reHuanbHbIi By3onn). [IpaBna, k My3sike PaxmaHnHOBa, KOTOpas Kak-
TO CJIMTA C €ro TEXHUKON M MaHEPOU UIPhI, U HE 1u1a Obl HUKAKasl Ipyras Urpa My3blka 3Ta
cama He TpeOyeT KOJIOPUCTHUYECKUX CMEH.



Brpouem nrann3M PaxMaHHHOBA CIIMIITKOM M3BECTEH U CIIMIIKOM YK€ OLIEHEH, YTOOBI O HEM
CTOMJIO MHOTO pacnpocTpaHaTbes. [lepelinem Kk HeHTpy UHTepeca Npo-rpaMMbl K €0 HOBBIM
npomsBeneHusM “Etudes tableaux”, mociieqHeMy TBOPEHUIO KOMITO3UTOPA.

DTOT OOJNBIIION TaJTaHT HAXOJUTCS ceiluac B MOJIOCce UCKaHUM. Buaumo, yxe HailieHHas
OBLIIO KOMITO3UTOPOM MHAMBHUAYAIBHOCTH (KYJIbMUHALIMOHHBIM IIYHKTOM C€ OTOOpa)keHuUs 5
CUMTAIO 3aMevareabHbli BTOpoil KoHIEpT) M0 KaKUM-TO IPUYMHAM IepecTala
YIOBJIETBOPATH aBTOPA, U OH BHOBB IIyCTUJICS B IOUCKU. BO3MOXHO, 4TO U3BECTHAs y30CTh
3TON MHAMBUIYAJIIbHOCTH, U - OTCIOZIa OOS3Hb BIACTh B MAHEPY, YYBCTBO CBOEH OTCTAIIOCTH
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 MTOIACTh Ha «3KCIPECC) FAPMOHUYECKON IBOJIIOIMU MY3BIKH, KTO IIO3TOMY 110
CBOMM peCypcaM HE MOT' He Ka3aTbCs MHOI'MM HECKOJIBKO CTAPOMOJIHBIM.

Wckanns 60bI1I0TO TajlaHTa BCET/Ia HHTEPECHBI. XOTS 5 JINYHO HE MOTY CUECTb
PaxmaHnHOBa 32 My3bIKaJIbHOE SIBJICHHE HAUBBICILIETO MOPSAKA; XOTS 11 MEHSI €T0
JMYHOCTH KaK My3bIKaHTa BOOOIIE, KaK TUPHIKEpa U B 0COOEHHOCTH KaK MMAHUCTA BBIIIE €TO
YPOBHSI KOMITIO3UTOPCKOT'0, I7I€ €r0 MOXKHO MPU3HATH JIUIIb BIJAIOLIMMCS TaJJAHTOM HE
0oJiee TO-To - TEM HE MEHEE B HEM UyBCTBYETCS KaKasi-TO OTPOMHAsi BHYTPEHHSS CUIIa,
KaKHe-TO MOTEHIIMAJIbHbIE BO3MOKHOCTH, KOTOPBIM HEKasi CTEHA HE JIaeT pa3pelluThCs U
MPOSIBUTHCSA. 51 OBl HE YIUBUJICS BHE3AITHOMY «OCEHEHHUIO» PaxMaHMHOBA U Kak
KOMITO3UTOpA: B €0 XY0KECTBEHHOU JTMUHOCTH 3aJ10->KE€HbI 00€IaHHs Yero-To OOJIbIIETO,
4YeM OH J1aJl 0 CHX IOp.

[Toka e Bce 3TO ToJbKO oOeranus. B mouckax HoBoro PaxMaHMHOB TepsieT CBOIO CTAPYIO
(U3NOHOMHIO, COTKAHHYIO M3 YepT JIMPU3Ma, CTPACTHOCTH, apdeKTanuu (HeUTo OT
YalikoBckoro, Barnepa u oruactu Mycoprckoro uinu gaxe boponnna, cMech 3TUX BIMSHUAN
y’K€ IIPETBOPEHHAs B €r0 JINYHOCTHU), TEPSET CBOM OOJIMK U MIPUXOAUTCS HAONIIOAATh KaKyIO-
TO CTPaHHYIO KAPTHUHY KOMIIO3UTOPCKON «PaCTEPSIHHOCTH.

[Tocne «Konokonosy», Npon3BeaeHUs IPUMEUaTEIbHO-T0, HO 00J1a/1al01Ero U BCEMU
pPaxXMaHHHOBCKUMH Je(EKTa-MH - PACIUIBIBUATOCTHIO, aMOP(PHOCTBIO CTPYKTYPHI (BCE e ITO
Jy4lllee ero NPOU3BEACHHE), OH YBIIEKAeTCs HEKOW UCTOPUUECKOM CTUIM3aluel, co3aaeT
«Boxkanu3», CHHTE3UpYyOIUI OT3BYKH PaMo 1 CTapbIX UTAIBSHIEB C XapaKTEPHBIM
pPaxMaHUHOBCKUM 3JIeru3MoM. Bee e 1 3To 04eHb XOpouIo. 3aTeM clleAyeT OTKIOHEHHUE B
MHUpP UCKaHUH HOBBIX TAPMOHUYECKUX OLIYIIEHUH, YTO-TO OT UMIIPECCUOHMU3MA (HOBBIE
POMaHCHBI), BCE 3TU OKOHYAHUS Ha AMCCOHAHCAaX, MHOTO3BYYHbIE TAPMOHUY, TOIYTEHH, CPEU
KOTOPBIX aBTOP YUyBCTBYET c€0s1 KAK-TO HEJIOBKO, XOTSI U YMEET 00XOAUTHCS C STUM HOBBIM
MaTepuaJoM MacTEPCKU. A 3a TeM MJET KaK 3TO HU YIUBUTEIBHO - MeTHep.
«MetHepu3anusa» PaxmMaHMHOBA Hayanach y»Ke JaBHO, €I C IPOLUION CEPUU €T0
¢doprenuanHpIx Bemeld. OueBUIHO, CHIIbHAS PUTMHYECKAs! HHIMBHIyaJIbHOCTh «PYCCKOTO
Bpamca» ero nokopuna. K tomy xe purmrika MeTHepa HacTONBKO cElM(PUYHA U MaHEpa
€T0 TaK OIPEEeNINTENbHA, YTO MOIPAXKaTh €My BOOOIIIE OMTACHO: CIHMIIKOM OBICTPO SIBIISETCS
ype3MepHOe cX0/1cTBO. B 3TuxX HOBBIX Benax y PaxmaHnMHOBa BOBCE Mcue3 JTUPU3M (OH
BO300HOBIISIETCS B 3TIOZIE €s-moll, HO He OueHb yIayHo, ¢ ABHBIM IuTHpoBaHueM Lllomnena c
JOBOJIBHO JICILIEBOM «alacCUOHATHOCTBION). JIMpU3M CMEHMIICS pPUTMHUUECKUMH U3bICKa-
HUSIMH, HaNPsHKEHHOCTHIO JIMPHUYECKOTO ITYJIbCa, U OTHO-BPEMEHHO U3 (DOPTEITMaHHOTO
CTHJISL UCYE3JIH aplieKUpPOBaHHbIE (GUTYpallMK, 3aMEHUBIINECS aKKOpAHBIMU. [Ipu 3TOM,
OJTHaKO, METHEPOBCKasi pUTMHUKA OKa3bIBAETCA KUBEE U MOIIMHHEE; y PaxMaHnHOBa



CJIMIIKOM OJJHOOOPa3HO 3TO BEYHOE CIAJaHNE HA OJMH U3TIO0ICHHBI UM PUTM, HE-CKOJIBKO
KBaJpaTHBII 1 TpyOoBarhIil. U kak-To TOCKIMBO O3 Menoca, 6e3 TupukHu, 0e3 MHUPHHEI, 6e3
noabema. BzaumootHouenust Metnepa nu PaxmannHoBa BooO11ie 0O4€Hb UHTEPECHBI; OIUH
3apaxkaeT qpyroro: MeTHep JMPUKOH, HO y 000UX MOoApapuTMOM, a PaxMaHMHOB kaHMe
cnabee opuruHana.

Kynemunanmeit MmeTHeprsMa st TOIDKEH MpHU3HATh 3Tkl c-moll i h-moll (Bropoii), B
KOTOPOM MHOroo0€Ialiee Hayano, Hocsllee B ce0e 4epThl NOAJIMHHON INTyOMHHOCTH U
TBOPYECKOIO O3apEHUs, K COXKAJICHUIO, HAXOJUT ce0e 10-BOJIbHO HEOXKHUIAHHOE U
CPaBHHUTEIBLHO MEJIKOBATOE pa3BUTHE. MbICIIb, BEIpAXKEHHAs B Hauasle 3TI0/a, 3HAUUTEIbHEE
TOTO, YTO U3 HEE BHIILIO0. BooOIIIE k€ MOXKHO CKa3aTh, YTO BCE 3TH 3TIObI - MACTEPCKUE
MIPOU3BEICHUS, C KPACHBBIMH FAPMOHUYECKHMH IITPHUXAMH, C YIUBUTEIHHON 3BYYHOCTHIO
n3noxeHus. Bee-taku - 370 ellie «He To», U 4 M03BOJIA0 ce0e xaaTh oT PaxmMaHMHOBa ero
cioBa. S Bepro, YTO OT HEro - B JJAHHBI MOMEHT OIHOTO M3 MEPBHIX KOMIIO3UTOPOB B Poccun
- MBI JIO’KJIEMCS UETO-TO IKBUTC€HUAIILHOTO €r0 XY/10’KECTBEHHBIM MPOSABIECHUSIM B 00JIaCTU
MUaHU3Ma.



