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Theatre and Music.

3rd Non-Subscription Concert of Ziloti.

The hero of this concert was one of the most popular contemporary Russian composers, Mr.
Rachmaninoff. The entire program consisted of his works, performed by him. The public
greeted their long-time favourite with enthusiasm. At his first appearance on the stage, Mr.
Rachmaninoff was showered with flowers (several young ladies in the choir very diligently
performed this botanical introduction to the concert). The unbearably vulgar G minor prelude
played at the conclusion of the concert provoked a "storm of applause," to tame which Mr.
Rachmaninoff had to play many things off the program. Should one be upset or happy about
the fact that once again one had to be convinced of the ardent sympathy of the general public
for Rachmaninoff's work? In essence, there is no reason to indulge in either one of these
feelings. One can be upset when the audience is delighted with the gypsy music. One can be
happy when one notices growing interest in Bach, Beethoven, Reger, Debussy, Scriabin, and
Stravinsky. But the public, applauding Rachmaninoff, thereby reveals neither the extreme
lows nor the extreme heights of taste to which its individual strata are capable of falling and
rising.

Rachmaninoftf’s music satisfies, so to speak, the "arithmetic mean" of the general public’s
taste. The public adores him because his music strikes the precise chord of the average
layperson’s musical preference; there is nothing joyful, regrettable, or surprising about this
fact of adulation. What is regrettable is something else. It is disheartening that
Rachmaninoff’s extraordinary musical gift always moves along a line tangential to art—
merely grazing its sphere without ever penetrating its interior. Rachmaninoff’s early work,
the “Elégie” (Op. 3), is banal and cloying. The “Barcarolle” (Op. 10)—despite the elegance
of the figurations weaving around its main theme—is, in essence, a thoroughly superficial
salon piece.

In the 'Etudes' and 'Preludes' there are some curious details (of the 'Etudes', Op. 33, the best is
C sharp minor with an interesting, fast, trill-like alternation of major and minor; of the
'"Preludes', Op. 32, the best is G sharp minor), but the overall style of the writing remains
salon. The pomp and elegance of the external decoration with the insignificance of the
internal content is a characteristic feature of most of Rachmaninoff's piano works. They are
terribly sincere." Everywhere one feels a living “experience” of some, mostly very pathetic,
emotions.

But these experiences are crude, primitive, petty, and affected (what a strange psychological
riddle: Scriabin is extremely prone to affectations. It often seems that he does not so much
directly experience certain musical and artistic emotions, as by a terrible effort of will he
winds himself up to their illusory experience. And yet his affectation gives the impression of
absolute sincerity and power. On the contrary, Rachmaninoff’s music is saturated with “soul”,
palette, the most sincere “experiences”, and despite this, it seems so full of pretentiousness,
stiltedness and affectations that one is compelled to place "the soulfulness" of this music in
quotation marks).

The comparatively most successful numbers on the program were the skilful piano
arrangement of the romance “Lilacs” (for all its complexity, “Lilacs” should be considered
the best of all the things Rachmaninoff ever wrote; in its original, romance version it sounds
more poetic than in the form of a piano piece) and a new sonata.

It contains no profound or compelling ideas. Outward pianistic virtuosity and grandiosity
clearly predominate over the music's substance. The latter, however, is not entirely devoid of
fresh harmonies and counterpoint—elements rather unusual for Rachmaninoff. In certain



episodes of the middle section, the composer displays remarkable inventiveness in variation.
It is interesting to note that the audience received this sonata—which, in terms of the
seriousness of its musical intent, stands far above all of Rachmaninoff’s elegies, barcarolles,
and preludes—with marked restraint.

Rachmaninoff's music sometimes lacks penetration, expressive depth, and inner nobility; it is
not without that same affectation that makes itself so unpleasantly felt in many of
Rachmaninoff's works. And yet, Rachmaninoff the pianist must undoubtedly be ranked
among the first-class Russian artists. In his performance, the technical moment is always
closely linked to the artistic plan. Rachmaninoff has a great technique. The artistic
composition is bright and vivid. Their friendly union ensures Rachmaninoff, as a pianist,
constant success in all musical fields, regardless of his style or direction.

Karatygin.

[Translation: Google]

Tearpp 1 My3bIKa.

3-it Bubabonementnsiii Konneprs 3umoru.

I'epoemb 3TOTO KOHILIEPTA OBLTH OAMHB U3b NOMYISIPHBHIINXD COBPEMEHHBIXD PYCCKUXb
KOMIIO3UTOPOBB, I. PaxmMaHnHOBB. Best mporpamMmMa coctosiiia u3b €ro COUNHEHIH Bb €0 JKe
ucnonaeHin. [Ty6nuka BcrpbTria cBoero JaBHUIIHATO JTFOOMMITA BOCTOpKeHHO. [IpH
nepBoMb BeIxonh Ha acTpaay r. PaxmMaHnnHOBB ObLTH OChINaHb 1BbTamu (HbCcKoIbKO
OapplllIeHb Ha XOpaXb OUEHb YCEPAHO UCIONHSIIN 3Ty OOTaHMUYECKYIO0 HHTPOAYKIIIIO Kb
KOHIEPTY). ChITpaHHbII Bb 3aKIII0YCHIC KOHIIEPTa HEBBIHOCUMO-BYJIbI'APHBIH MPENIONb g-
moll Be3BaIIs «OypIoO anmio-AUCMEHTCBBY, ISl YKPOIICHiS KOTOPO# I. PaXMaHWHOBB
JOJDKEHB ObUTH CHITPATh MHOTO BElIEH cBepXb MporpamMmbl. OropuarsCsi WK paioBaTbCs
cirbayeTs 1o cirydaro TOro, 4To JUII-Hii pa3b NpUiuioch yObAUThCS Bb TUIAMEHHBIXb
CHMITATIsIXb MIMPOKOH MyOITMKY Kb TBOpUecTBY PaxmanuuoBa? Bb cymuocTH, HU ThMB, HU
JIPYyTUMb 9yBCTBaMb peIaBaThcs HbTh OCHOBaHii. MOXKHO Orop4arscsi, Korna myoinmnka
BOCTOpraercs LUbIraHIIMHON. MOXKHO pasoBaTh-cs, korna 3ambuaenb, 4to Bb myOnukh
pacteTh uHTEpeck Kb baxy, berxoseny, Perepy, JleOtoccu, Ckpsabuny, CtpaBunckomy. Ho
myOnuka, pykoruientyas PaxmManuHOBY, ThMb caMbIMb HE OOHAPY)KUBACTh HU KPAaHUXb
HU3HUHB, 1 NIPeIbIbHBIXb BHICOTH BKYCa, 0 KOTOPHIXb CIIOCOOHBI MaJaTh U NOJHUMATHCS
oTnbibHBIE €5 CIION.

My3bika PaxmannHoBa oTBb4aeTh, Takh CKa3aTh, apHOMETHYECKU-CPETHEMY BKY-COBOMY
KpUTEPito mMUpoKoi myonmuku. Oma mpe-KIoHSETCs epeb HUMb OTOMY, 9T0 PaxMaHUHOBD
CBOEI My3bIKOW NONANb KaKb pa3b Bb TOUKY CPEIHATO OOBIBATEILCKAr0 My3blKaJbHa-TO
BKyCa; M Bb 3TOMb (hakTh mpeKxinoHeHist HbTh HU4ero HA pajoCcTHAr0, HU OTOPYUTEINb-HATO,
HU ynuBHUTENbHAr0. OropuutenbHo apyroe. OOUIHO TO, UYTO HE3AYPSITHOE MY3bIKAJIbHOE
napoBaHie PaxmMaHMHOBa Bcerna ABMXKETCS MO0 KAKOH-TO KacaTeIbHOW Kb UCKYCCTBY JIMHIH,
TOJNBKO 3a1bBaeTh ero cepy, HUKOra He MPOHUKask BHYTPh es. PanHsas Bemb PaxmanuHoBa
«Dneris» (op. 3) bananpHa 1 puTop-Ha. «bapkapona» (op. 10) mpu Bcemb u3simie-cTeb
(UTYypaTHBHBIXb y30POBb, OILIETAIOIINXb €5 TIIABHYIO TEMY, 110 CYIIECTBY COBEPIICHHO
MTOBEPXHOCTHAsI, CaJJOHHAs Ibeca.

Bb «Ot10-1axm» 1 «IIpemonaxp» BcTpbuaroTcest Koe-Ka Kist JI0OONBITHBIS AeTand (U35
3TIOZIOBB Op. 33 myumiii cis-moll ¢k HHTEPECHBIMB, OBICT-PBIMB, HA TI0100i€ TPEH,
YepenoBaHieMb Ma-xopa 1 MUHOPa; u3b «lIpenronoss» op. 32 myumie apyruxs gis-moll), Ho
OOIIi# CTHITh MHChMA OCTAETCS CATOHHBIMB. [IBIITHOCTD 1 HapsAHOCTH BHbIIHEH oTabikn
IIpU HUYTOXKECTBS BHYTPEHHSTO collepKaHisf-XxapakTepHas yepTa, OOJIbIINHCTBA
(dopreniaHHBIXb IPOU3Be-AcHIN PaxmMannHoBa. OHU CTpaIHO UCKPeHHW». Besnh



LI}/BCTByeTC?I KHUBOC <<nepe>1<HBaHie» H"]BKOTOpI:IX’I) 60J'II)HI€IO JaCThIO CHUJIIBHO-IIATCTHUYCCKUXDb
IMOIIIHA.

Ho onu rpy0Obl, IPUMHUTHUBHBL, METKH, apPEeKTHPOBAHBI 3TH MIEpEKUBaHIs (KaKasi CTpaHHAS
ncuxosornyeckas 3araaka: CKpssOMHB Ype3BbIUAiHO CKIIOHEHD Kb addekrariii. Yacto
Ka)KETCsl, YTO OHb HE CTOJIBKO HETIO-CPEACTBEHHO MEPEKUBAETh N3BBCTHBIS My3bI-KaJIbHO-
XyI0KE€CTBEHHBIS SMOIIIN, CKOJIBKO CTPAIIHBIMB YCHITIEMb BOJIM B3BHHYMBAETH CeOs Ha
WILTIO30pHOE UXb nepekuBanie. 1 Bce ke ero adexraris naets BneyanrbHie OpoM-HOM
HUCKPEHHOCTH U cuiibl. Ha000poTh, My3bi-ka PaxMaHMHOBA HACHIIIIEHA «TyIIOW», MAJIETU-KOM,
HaMMCKpEeHHBHIMMH «IIepeKuBaHIsIMI», 1 HECMOTPS Ha 3TO, KAKETCS IO TOTO UCIO-
TIEHHOH MPETEHII03HOCTH, XOMYITBHOCTH U ap@eKTaiiid, 9TO MPUXOIUTCS «3aTyIIEBHOCTH)
9TON MY3BIKH 3aKJIH04aTh Bb KOBBIUKH).

CpaBauTeNnbHO Hanborbe yrauHpIMU HyMe paMy IPOTPaMMBbl OBIITH UCKYCHas opTeriaHHast
apamkHupoBka pomanca «CupeHby (1pu Beeit cBoeit 3amrbroctu, « CHpeHb» TOJKHA
MOYUTATHCS CaMOM JTydIei n3b BChxb MOHBI-HE HamMcaHHBIXb PaXMaHWMHOBBIMB BElICH, Bb
OpPUTMHAIBHOW, POMAHCIIION pelaKIlii OHa 3BY-UUTh MO3THYHEE, HeXKenn Bb BUAb
(dopTeniaHHOW TbEChI) U HOBAsI COHATA.

WHTepec-HbIXb U TITyOOKHXb MBICIEH Bb Hell HbTh. BHbIIHSS mrianncTHYeCcKas BUPTYO3HOCTh
Y TIapaIHOCTh SIBHO MPE00JIaIaloTh HA/Ib COEP KATEIbHOCTHIO My3bIkH. [Tocmbanss,
OJIHAaKO, HE BOBCE JIMIIIEHA CBEDKUXb, TOBOJILHO HEOOBIY-HBIXb ISl PaxMaHMHOBA rapMOHIN 1
KOHTPA-IyHKTOBB. Bb CTIBIBHBIXD 3MM30/1aXh CPETHEH YacTH aBTOPD BBHIKA3bIBACTh
orMbHHYIO BapialioHHy0 n300phrarenbHOCTb. JIF0OOOMBIT-HO OTUBTHTE, YTO 3Ty COHATY,
CTOSIIIYTO TT0 CEPhE3HOCTH MY3BIKAIbHBIXE MaMbpeHiil BO BCIKOMB cirydat ropas3io BbIlie
BChXb paXMaHHMHOBCKUXb AJIETiH, OapKapoIb U MPETI0-0Bb, MyOnnka BcTpbTiia kpaiiHe
CIIEP’KaHHO.

Wnpt PaxmManmHOBa HHOT/IA HE XBAaTACTh MPO-HUKHOBEHHOCTH, SKCIIPECCUBHOMN TITyOUHBI,
BHYTPEHHATO OJIaropoJICTBA; €il He UyXkaa Ta ke ad(HeKTUPOBAHHOCTh, KOTOpast 1aeTh ceos
TaKb HEMPISITHO YyBCTBOBAaTh Bo MHOTHXB counHeHisixp PaxmanuHoBa. 1 Bce ke Paxma-
HUHOBbB-TTIAaHUCTH OE3CTIOPHO JOKEHD OBITh OTHECEHb Kb YHCITY IEPBOKIACCHBIXD OTEUE-
CTBEHHBIXb apTHUCTOBB. BB €ro HCMOIHEHIN TEXHMYECKiIK MOMEHTD Bceria ThCHO CBSIBaHb Ch
XyJI0’KECTBEHHBIMB IJIAaHOMB. TexHuka y PaxmManuHoBa Gombiias. Xyq0KeCTBEHHAsl KOH-
JOWIIIS sipKasi, penbedHast. UXb qpyKHBIN COI03b 00e3neunBaeTh PaxMaHWHOBY, KaKb Imia-
nucTy, Hem3MbHHBINA ycrrbxb y BChbXb My3bIKaHTOBB 0€3b pa3iindis MApTiid ¥ HATPaBICHIH.
Kapareiruses.



