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Correspondence.

Music in Moscow.

Two concerts by Rachmaninoff—the first dedicated to his own works, the second to
Scriabin—constituted the most significant event in Moscow’s concert life.

Moscow loves Rachmaninoff: his concerts are always full, often even overflowing. He
commands a following—a very large one, at that—of ardent admirers, for whom he is a true
idol, the very embodiment of Russian music "in its entirety." In this respect, Moscow stands
in some contrast to Petrograd, where a rather entrenched scepticism toward Rachmaninoff’s
talent prevails. As the spiritual successor to Tchaikovsky—a "Moscow" composer par
excellence—he has inherited both his musical throne and his "subjects."

In this affectionate regard for Rachmaninoff, the distinct spheres of his activity are often
overlooked; Rachmaninoff the pianist, Rachmaninoff the conductor, and Rachmaninoff the
composer are conflated into a single concept—though these are three phenomena of vastly
different merit. While Rachmaninoff’s pianism is an art of genuine stature—even if it is
framed within the relatively limited scope of his own compositions—Rachmaninoff the
composer represents a more relative, conditional figure: significant, to be sure, but not of the
first rank. His creative gift, nurtured by the traditions of Tchaikovsky and Arensky, has given
the world several works not devoid of power and significance. Among these, one must
include his Second Concerto—and, at times, perhaps his Third—as well as his final tone
poem, "The Bells." His talent possesses a distinct individuality—albeit a somewhat narrow
one—that remains consistently within the realm of elegiac and tragic moods, whether feigned
or genuine. Yet, much like his artistic progenitor Tchaikovsky, he composes far more than
what is prompted by the true intensity of his creative impulse; this occasionally results in
works that are artistically anaemic and not always in the best of taste. Why, then, is he so
beloved in Moscow? I believe I am not mistaken in saying: for the same reasons that
Tchaikovsky is loved—for the direct and accessible emotionality of his experiences; for what
the general public terms "sincerity"; and for the artistically refracted echoes of the "Gypsy"
spirit—a sensibility that persists stubbornly in the public’s subconscious as an essential
artistic quality. I say this without judgment: there is, undoubtedly, much in these moods that
is organically akin to the Russian musical outlook—a boundless, unending elegy devoid of
any glimmer of light; a tragic sense of powerlessness and doom; the disillusioned psychology
of the creator; and a pervasive, commonplace pessimism. All of this may be an element of
artistic refraction, and Rachmaninoff responds precisely to this impulse.

I am very far from wishing to ignore Rachmaninoff’s work as a composer. Among
contemporary Russian composers, he is stronger than a great many—if not the majority—of
his peers. He is a mature musician and a master, notwithstanding the massive, block-like
architecture he inherited from Tchaikovsky, and the at-times entirely improvisational nature
of his creative process. He is a master in his handling of detail, his treatment of musical
material, and his approach to the very sound itself; in any case, he always achieves exactly
what he intends. There are few such figures in Russia today—especially among the "daring"
modernists, whose technical command almost invariably lags behind their theoretical
ambitions.

Rachmaninoft’s true element is his pianism. Pianists of his calibre are few and far between.
He is a formidable artist, possessed of an incredible, exceptional, and innate technique. When
he performs his own works, one might, for a fleeting moment, believe them to be works of
genius—so vivid is the image he conjures. This must be how Liszt played when he held
audiences under his spell with his own piano pieces—works often trivial in themselves—yet



compelling his listeners to believe in the profound significance of what was being played. But
Liszt, it should be noted, also inhabited other realms of performance. The tragedy of
Rachmaninoff lies in the fact that his performances are almost fatefully bound to the realm of
his own compositions—and, perhaps, to those of his kindred spirit, Tchaikovsky. He plays
almost nothing else; and whenever he does venture into other repertoire, it immediately
becomes clear that the scope of his artistic persona simply cannot encompass those different
musical worlds.

The same was true of his performance of Scriabin. It was not a performance of Scriabin, but
rather a performance by Rachmaninoff "using Scriabin’s notes." In a strange and rather
pathetic way, Scriabin found himself shoehorned into an elegiac worldview reminiscent of P.
I. Tchaikovsky. Rachmaninoff’s playing—mature, powerful, and deeply convinced as it
was—appeared helpless, almost like that of a student, when faced with this world of new
sounds. The impression was most peculiar. On one hand, it was clear that Rachmaninoff
genuinely liked what he was playing—that he truly felt these works by Scriabin; yet, it was
so far removed from what Scriabin had actually composed that it became almost unsettling to
realize how differently the very same musical score could be perceived. Everything that was
quintessentially "Scriabin-esque"—the ethereal quality, the unreal, fantastical nature, the
ecstasy, the upward striving—had vanished. Everything was brought down to earth and
rendered material, though it remained both interesting and significant. Furthermore, it was
striking—and quite odd—that the pianist played with such a lack of pretension regarding
rhythm and nuance; at times, he seemed to depart—almost deliberately—from both the
established performance traditions and the composer’s own explicit instructions, as if striving
to be "original" in his interpretation. I cannot deny that, at times—specifically in Scriabin’s
most earthbound, emotionally impassioned episodes (such as the Preludes, Op. 11)—he made
an impression; yet, for the most part, this turning of Scriabin inside out was dispiriting—
precisely because of its lack of structural integrity, its affectation, and a complete
unwillingness to take into account the psychology of the man who created these works. I
strongly question whether such an approach serves the "Scriabin cause" in any meaningful
way. This great artist has only just passed away, and a tradition of performing his music is
only just beginning to take shape, when along comes a highly regarded musician—an idol of
the public—who proceeds to twist the music to his own ends, much as Busoni twists Chopin.
But what might be acceptable half a century after a composer’s death is, in the immediate
wake of his passing, an act of disrespect. I do not mean to suggest that Rachmaninoff
harbours any deliberate intent here; rather, I believe that he and Scriabin represent two
spheres so fundamentally different that any genuine connection between them is impossible.
Rachmaninoff cannot perform Scriabin any other way, for he perceives in Scriabin’s scores
precisely those elements that the composer himself did not feel or to which he attached no
importance—while failing to grasp the very essence, the most valuable core, of Scriabin’s
creative output. Had we not known Scriabin’s own performance, it is possible that
Rachmaninoff’s interpretation might have struck us as powerful and strong, and the music he
played as interesting—albeit chaotic. But, being familiar with the composer’s own rendition,
one is left feeling only dismay and a sense of awkwardness. It is not at all, not at all the right
thing.

Both concerts were well-attended; this distortion of Scriabin took place before a large
audience and met with great success. Yet, within musical circles—even among those most
favourably disposed toward the performer—the reaction was one of bewilderment. [...]

L. Sabaneyev.

[Translation: Google]



Koppecnonnenui.

My3bika Bb MockBk.

JlBa koHIIepTa PaxMaHMHOBA - TIEPBBIH, MTOCBAICHHBIH COOCTBEHHBIMb COUMHEHISIMB, BTOPOU
— CKpsIOMHY — COCTaBHJIM CaMO€ KPYITHOE SIBJICHIE Bb KOHIIEPT-HOM KU3HU MOCKBBI.
MockBsa 100uTh PaxmMaHHHOBA: €ro KOHLIEPTHI BCET/Ia MOJIHbI U JJaXKe MEPETIONIHEHbI; Y HETO
€CTh KaJpb — U PUTOMDb BECbMa MHOTOUUCIIEHHBIN — CAMbIXb FOpSYNXb [TOUUTATENEH, Bb
cpenb KOTOPBIXH OHB SABISIETCS HACTOAUIMMB KyMHPOMb, OTUIIETBOPEHIEMb PYCCKON MY3BIKH
,»Bb ITBIIOMB“. BB 3TOMB OoTHOMIEHIN MOCKBa /10 M3BECTHOW CTETICHH MTPOTHUBYIIOJIOKHA
[Terporpany, ¢b €ro 10BOJIHHO YCTAHOBUBIIUMCS CKETICUCOMb 10 OTHONICHIIO Kb JIAPOBAHIIO
PaxmannHoBa. JlyXOBHBIN IpeeMHUKD YalKOBCKAaro — ,,MOCKOBCKAro“* KOMIIO3UTOPA 110
MIPEUMY-IIECTBY — OHBb HAaCTh10Bab €ro My3bIKaJIbHBIA TPOHB H ,,[TOJTAHHBIXD .

B® 3TOMB 1I000BHOMB OTHOIICHIN Kb PaXMaHWHOBY OOBIYHO yITyCKaeTcs N3b BHUMaHIsA
paznudie chepb ero AbsATensHOCTH, Bh OAHO TIOHATIC cMbmmBaeTcs 1 PaxMaHHHOBB-
MaHUCTb, U PaXMaHUHOBB-TUPUKEPD U PaXMaHUHOBB-KOMITO3UTOPD - TPHU SIBJICHIS, BECbMA
pasnmuyHoi wbHHOCTH. BB TO Bpems, kKakb paXMaHMHOBCKIN TTIaHU3Mb SIBIISIETCS] HCKYCCTBOMb
MOJTMHHO OOJIBIIUMb, XOTSI U IPO-EKTUPYIOIIMMCSI Ha OTHOCUTENIbHYIO INIOCKOCTh €T0
COOCTBEHHBIXb KOMITO3UI1{, PAXMaHUHOBD - KOMIIO3UTOPH NPEACTABISIETh BENUUUHY Oombe
OTHOCHUTEIIbHYIO, YCIOBHYIO, OOJIBIIYIO0, HO HE MEPBOKIACCHYI0. Ero TBOpueckiil napb,
BCKOPMJICH-HBIN TpaaumisiMu YaiikoBckaro u ApeHckaro aainb Mipy HbckombKko mponsse-
JICHII He TUIIEHHBIXb CUITBI M 3HaueHis. Crofja HaJlo OTHECTH €r0 BTOPO KOHIIEPTb,
MOXKayd, MOMEHTaMU — | TPETiH, ero nocirbaHioo mosmy ,,Konokona“. Bb ero mapoBanin
€CTh CBOSI HHAMBHYaTbHOCTH, HBCKOJIBKO y3Kasi, JepKalascsi Bce BpeMs Bb 001acTi
ANIETUYECKUXb U TPArMYeCKUXb HACTpOeHi MHbHHAs 1 momymHHas. Ho, mogo6Ho cBoemy
ponoHaYaIbHUKY YalKOBCKOMY, OHB MUIIETH Oe3npenbibHO 0OJIbIe TOTO, YTO BBI3BIBACTCS
MOJTMHHBIMD HAIIPSDKEHIEMb €10 TBOPYECTBA, POXK/Aas M04ach MPOU3BEICHISA
XyI0KE€CTBEHHO-MAJIOKPOBHBIS M HE BCET/Ia XOPOIIIaro BKyca. 3a 4To Jto0sITh ero Bb MockBh?
S momararo, 9To He OmMMOYCh, CKa3aBh: 3a TO JKe, 3a UTO JIOOATh N YalKoBCKaro — 3a Hero-
CPEACTBEHHYIO U IEMOKPATHYECKYIO AIMOIIIOHATBHOCTH €T0 IMEePEeKUBaHii, 3a TO, YTO
UMEHYeTCH ,,MCKPEHHOCThIO" Bb IIMPOKUXb CIOSAXb, 38 XYI0KECTBEHHO MPEIOMIICHHBIS
HACTPOCHIS ,,IIBITAHIINHBI", KOTOpasi YIIOPHO )KUBETH Bb MOICO3HAHIN MYOJINKHU Bb KadecTBb
XyIOKECTBEHHOH CyITHOCTH. S1, HE OCy»KIasi, TOBOPIO 3TO: HECOMHBHHO, UTO B 3TUXD
HACTPOCHISAXb MHOTO TOTO, YTO OPTaHUYECKH POJICTBEHHO HMEHHO PYCCKOMY MY3BIKAJIbHOMY
co3epianio — 3ta 6e3npenbiabHas u Oe3KoHEUHas dJeris — 0e3b nmpocsbra, Tparu3mb
Oe3cwtist, 00peUEeHHOCTH, Pa30-4apoBaHHAS IICHXOJIOTisI TBOPIIA, OOBIBATEIBCKIN
MeCCUMU3MBb. Bce 3TO MOXKETH ObITh 3JIEMEHTOMD Xy 0KECTBEHHATO MIPEIOMIIEHIS, U
PaxmaHuHOBB OTBbUaeTh UMEHHO 3TOMY yCTPEMIICHIIO.

51 oueHb anexksb OTh TOro, 4ToObl BOBCE HTHOPUPOBAaTh PaxMaHMHOBCKOE KOMIO3HIIIOHHOE
TBOpUecTBO. Cper COBPEMEHHBIXD PYCCKUXb KOMIIO3UTOPOBS OHB CHIIbHEE OYEHb MHOTHXH,
eciu He 0oJbllel YacTu. IT0 — My3BbIKaHTh 3phJiblil U MacTepb, HECMOTPS Ha IOCTaBLIYIOCS
emy 1o HacabacTBy oTh UalKOBCKAro mibIOUCTOCTh APXUTEKTYPHI U 11014ach MOJIHYIO
MMIPOBHU3AIIOHHOCTh TBOP-YECTBA. DTO - MAaCTEPh U Bb JICTAISIXb U Bb OOpaIICHIN Cbh
MaTepiajJoMb, Cb CAMUMDB 3BYKOMb, BO BCSIKOMbB CiIy4yal OHB BCeraa JOCTUraeTh HMEHHO
TOTO, 4ero emy Hajo. M Takuxs Bb Pocciu ceifuach HEMHOTO, Bb OCOOCHHOCTH, — CPE/IH
,»J1EP3AI0IINXB" MOIEPHUCTOBD, TEXHUKA KOTOPHIXb ITOUTH BCErAa OCTAETCS M03a11 UXb
TEOPETUYECKUXb Jep3aHiil.

Hacrosmas cruxis PaxmaHnHOBa - 3TO €ro maHu3Mb. TakuxXb MaHUCTOBb CUUTAIOTh
eANHUIIAMHU. DTO - MOIIHBINA Xy/IO)KHUKD, Cb HEBBPOSTHOM, HCKIIOUUTENLHOM,
MPUPOXKIICHHOHN TeXHUKOW. Kor/ia OHb HCIIOHIETh CBOM MPOU3BECHISI, MOXXHO TTOBLPHUTH Ha
MOMEHTB, YTO 3TO I'€HIAJIbHO, /IO TAKOW CTENEHU SIPOKb CO3/JaBaeMblii IIaHUCTOMB 00pasb.
JIOIDKHO OBITh, TaKb-Ke UTpaThb JINCTD, KOTIa THITHOTU3UPOBATH IYOJIHKY CBOUMH, YacTO



HUYTOXXHBIMH (DOPTETTiaHHBIMU BEIIU-IIAMH, 3aCTaBIISS €€ BEPUTh Bb 3HAYUTEITLHOCTh
ucnonasemaro. Ho y JIucra Obuta u nHast cepa ucnonnenis. Tparenis ke Paxmannnosa
COCTOHUTH Bb TOMb, YTO OHB IOUYTH (DaTAILHO CBA3aHD B CBOEMb UCIIOIHEHIN Cb TUNIAHOMD
COOCTBEH-HBIXb TBOpPEHiil U eme pa3ph - TBopeHiit poacTBenHaro emy YaiikoBckaro. OHb
MOYTH U HE UTPAECTh HUYETO JAPYTOTo, a Koraa abaaeTh OnbIThl MOAOOHBIXE NCTIONMHEHIH, TO
Cpa3y CTaHOBHUTCS SICHBIMb, UTO A1alla30Hb €T0 XyJAOKECTBEHHOHN TMYHOCTH — HE BMbIaeTs
UHBIXb C(hepb KOMMIO3HIIIH.

Tax®b BbIIIO U Cb €r0 ucnonHeHieMb CkpsiOuHa. ITo ObLIO HconHeHie He CKpsOuHa, a
ucrnojHeHie PaxmManuHoBa ,,110 CKpsIOMHCKUMB HOTaMb ‘. CKpsIOMHD KaKb-TO CTPAHHO U
JIOBOJIBHO YKaJIOCTHO OKa3aJICsi BTUCHYTHIMb Bb dIerHdecKoe Mipocosepuanie Bb ctuinh I1. U.
YaiikoBckaro. Urpa PaxmanuHoBa, 3Ta 3phias u MmomHas, yobxnenHas urpa, okazaiach
0€3IOMOIIIHOI0, YIEHUYECKOI0 Bb 3TOMB Miph HOBBIXB 3ByKOBB. BrieuatnbHie 6110 camoe
ctpanHoe. Cb OIHOI CTOPOHBI ICHO, YTO PaXMaHWHOBY JOJKHO HPABUTHCS TO, UTO OHb
Urpajgb, — 4YTO OHb MEPEKUBAETD ITH NpousBeseHisd CKpsiOUHA; HO 3TO - 10 TAKOH CTENEeHU
HE TO, 4TO COUNHsTH CKpsIOMHB, 4TO ablaeTcs qaxke )KyTKO OTh CO3HAHIs, KaKb PA3IUIHO
MOKHO BOCIIPUHUMATh OJIHY U TY K€ My3bIKaJIbHYIO 3anuck. 13p CkpsiOuHa ncuesnno camoe
,»,CKpSIOMHCKOE" Bb HEMB — €T0 0e3IIOTHOCTh, €T0 HppeaabHas (paHTacTHUKa, €T0
9KCTa3HOCTh, YCTPEMIIEHHOCTh. Bee kakb-To ¢biio Ha 3eMiTt0, CTajno MarepialbHbIMb, XOTS
OCTaBaJIOCh U UHTEPECHBIMb U 3HAUUTENbHBIMB. [IpH 3TOMB, CTpaHHO MOpPaXKajIo, 4To
MaHUCTh UTPATh KpaifHe HeMpe-TEHI103HO, Bb CMBICTh pUTMUKH, Bb CMBICTE OTTHHKOBS,
MHOT/Ia CJIIOBHO ,,Ha-pOYHO" OTCTyNasi U OTh aBTOPCKUXb TPATULIH, U OTh aBTOPCKUXb
MPSIMBIXb yKa3aHiid, CIIOBHO CTapasich OBITH ,,0pUTHHAIBHBIME" Bb TPakTOBKb. S HE Mory
OTPHIIATh TOTO, YTO MOMEHTaMHU OHb POU3BOIMIIE BIieyaTrbHie, Kakb pa3b Bb Hanbomke
3€MHBIXb, SMOIIOHATIBHO-TIATETUYECKUXb MHU307axb y CkpssOuHa (Bb npentoaaxs op. 11); Ho
00JIbILIEI0 YacThIO 3TO BbIBOpauMBaHie CKpsiOMHA Hau3-HaHKY [TPOU3BOAMIIO YIpydarollee
BIleuaTTbHie, IMEHHO CBOCIO aTeKTOHHYHOCTHIO, CBOCI0 MAaHEPHOCTHIO M MTOTHBIMb
HE)KEJTaHIeMb CKOJIBKO HHOYb COO0pa30BaThCs Ch IICHXOJIOTIeH TBOpLa BChXb ATHXD BeIei.
A cunmbHO coMHbBBaIOCH, HACKOIIBKO TMOJIE3HO TaKoe UCToNHeHie s ,,CkpsonHckaro ahia".
TonbKo CKOHYAJICS 3TOTH BENUKIN XYIOKHHUKbD, €III€ TOJIHKO HAYMHAETh 00Pa30BHIBATHCS
TpajuLlis €ro UCIONHEHIS, KaKb SBISETCS MY3bIKAHTh aBTOPUTETHBINA, KyMUPD ITyOIHKH,
KOTOPbI HAUMHAETH €r0 BHIBOPAUNBATh 110 CBOEMY, TaKb, Kakb By30HU BBIBOpa-4MBaeTh
Hlomnena. Ho, uro nomyctumo, ciycts noibka mocirb cMepTa aBTOpa, TO SIBISETCS
HEYBa)KEHIEMb Kb aBTOpY cpa3y nocirb ero koHuMHbI. S He qymaro ynpekars PaxMaHnHOBa Bb
KaKOMb-JT00 yMBICITE B 3TOMB HAIpaBIIeHIH; HO s MPOCTO TOJIarao, 4to OHb U CKpsiOMHb -
1B8b ceprl CIMIIKOMB MPUHIIHITIATBHO PA3THYHBISA, YTOOBI BOSMOXKHO OBLIO MEKAY HUMU
HACTOSIICEe CONPUKOCHOBEHIC. PaXMaHHMHOBH HE MOXKETh UCIIONHATE CKpsiOnHA WHAYE; HOO
OHb Bb CKpPSIOMHCKHUXb HOTaXb UyBCTBYETh KaKb pa3b TO, UETO HE UyBCTBOBAIb CAMb aBTOPb,
YeMy OHB HE TPHUIaBaTb 3HAUCHIs, U HE YyBCTBYETh caMaro cyuiectsa, Hanborbe irbHHaro Bb
ero TBopuecTBb. ECTMOBI MBI HE 3HAHM HCTIONTHEHIs camaro CKpsiOMHA, TO BO3MOXKHO, YTO
ucrnojHeHie PaxMaHnHOBa 10Ka3anoch Obl HAMb MOTYYHUMb, CUJIBHBIMb, @ TO, YTO OHb
UTpaITh — WHTEPECHOMU, XOTSI ¥ Xa0OTUIECKOW My3bIkoid. Ho 3Has ucmonHeHie aBTopa,
MOJTyYaelb OTHO yAPYUYEHie U HEJIOBKOE YyBCTBO. JTO - coBChMB, coBChbMB He TO.

OTH Ba KOHIIEpTa OBUTH MHOTOJIONHBI — HCKakeHie CKpsOMHA MPOUCXOIUIIO0 TIEPETh
MHOTOUYHMCIIEHHOU ayauTopieit u umbno 6ombmoi yerrbxs. Ho oT-HOMIEHIE My3bIKaJIEHBIXD
KpYyTroBb, 1axe Hanbombe OnaroxenaTenbHbIXb Kb UC-TIOJTHUTENIO, ObUIO CMYLIEHHOE. |...]
JI. Cabanbens.



