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[...]A. Ziloti’s first chamber concert: an evening of romances by S. Rachmaninoff (October
30, 1916). In Mme. Koshetz, Rachmaninoff has found an exceptional interpreter of his
romances. A vocal timbre of delicate beauty, musicality, artistic instinct, and technical
perfection are combined with warmth, sincerity, and an inviting quality of expression.
Simplicity, sincerity, spontaneity—these terms have become somewhat faded and devalued
through their frequent application to phenomena far less significant than the talent of N.
Koshetz; yet, no other words will suffice. Her singing is, above all, simple and sincere: it is
entirely free from theatrical affectation, concert-hall artificiality, or salon-style banality. There
is something familiar, dear, and intimate—decidedly earthly (though never coarse), deeply
human (though not strictly spiritual or abstract)—that resonates in the soft, shimmering tones
of her voice. It reveals a crystalline, transparent depth of profound humanity—the kind one
can only dream of in everyday life. In such singing, there is nothing external-—nothing
imposed upon the individual by material culture or the conventions of social interaction. As
the saying goes, "another person’s soul is a dark forest". This has always been the case, but
now it has become especially shameful to reveal one’s soul; people go about their lives using,
for the sake of communication, ready-made verbal formulas—formulas always at everyone’s
disposal, and always capable of obscuring or hiding one’s true, living face. We have grown so
accustomed to this game of hide-and-seek that we have carried it over into the realm of art,
replacing genuine creative expression—the utterance of the soul—with work derived from
preconceived notions borrowed from the social, ethical, or aesthetic spheres. For performers,
the consequences have been even more damaging than for creators. Their immediate,
intuitive grasp of a composer’s intent has been supplanted by conventional, rote-learned, and
formulaic mannerisms. Is it not strange that a phenomenon as great and singular as the
artistry of Chaliapin has failed to call forth anyone whose name could truly be placed
alongside his? Mere imitation does not count—and, in any case, the essence of his
performance is unique and inimitable. Yet, the emergence of other performers—independent,
yet kindred in spirit—would have signalled the dawn of a new era in artistic interpretation: an
era in which the hidden, shy, chaste, and living human soul could be laid bare, just as it is
revealed in the works of the greatest composers, poets, and artists. Comparisons—unless they
concern purely technical matters, that is, the means of expression—are futile. How can one
compare the spiritual world of one soul with that of another? Or evaluate one by the standard
of the other? For this reason, I have no desire to set N. Koshetz alongside Chaliapin; yet, it is
both possible and appropriate to say that they belong to the same order of phenomena. In the
singing of both, a vital current flows forth—so naturally that it seems as if formal schooling,
training, and even conscious deliberation play no part at all. Emotion, will, and thought—in
short, the living "self"—reveal themselves in their authentic, true form, unclouded by any
analytical division between an automaton and the one who controls it.

Naturally, this gift is not granted to everyone—and when it is, it is rare—yet it is an ideal
toward which everyone ought to strive. The performer was accompanied by the composer
himself. As a pianist, Rachmaninoff is a truly remarkable figure; the depth of his playing is
comparable to the singing of artists like Koshetz or Chaliapin. Is it any wonder, then, that the
seamless, unified performance by Koshetz and Rachmaninoff left such a rare and profound
artistic impression? Even Rachmaninoft’s own vocal compositions—often a subject of debate
regarding matters of artistic taste—appeared here in a truly enchanting light. Everything
outwardly pathetic, vague, or sentimentally feeble was smoothed away and concealed,
revealing instead a distinctive, striking beauty—an artistic significance of its own that is
impossible to deny. There was a warmth of spirit, a childlike tenderness, an affectionate



caress, a sense of tender emotion, and—pervading it all—a quiet, boundless Russian
melancholy, a stillness, and a submissive, bowed grace. At times, it was a contemplation—
tender yet restrained—and at others, a rapturous, loving ecstasy! These qualities permeate
such romances as "By My Window," "To the Children," "There Are Many Sounds," "The
Muse," "The Wandering Wind," "I Remember This Day," "At Night in the Garden,"
"Daisies," "Dreams," and "It Is Good Here."

Even the romance "A Punishing God Has Taken Everything from Me"—a piece fraught with
the risks inherent in Rachmaninoft’s signature style—was performed with such restraint and
asceticism that its unique power and beauty were fully laid bare. "It Cannot Be," "Yesterday
We Met," and "Excerpt from Musset" were also sung magnificently; in the latter,
Rachmaninoff’s dramatic quality—so captivatingly poignant—never veered into unpleasant
pathos. It is a pity that the characteristically contemplative romance "The Night Is Sad" was
not included; one imagines the performance would have been marvellous. As for
Rachmaninoftf’s new set of romances—with lyrics by Blok (“At Night in the Garden”),
Andrei Bely (“To Her”), Igor Severyanin (“Daisies”), Bryusov (“The Rat-Catcher’), Sologub
(“A Dream”), and Balmont (“Au”)—they are so interestingly conceived with great care in
terms of melody and harmony; they are expressive and stylish, yet simultaneously breathe a
sense of freshness and spontaneity. In light of this—as well as the new piano piece performed
by Rachmaninoff at the Ziloti symphonic concert—one must welcome these works as the
beginning of a creative resurgence for this talented composer. Following “The Isle of the
Dead”, his output had seemed to stagnate, becoming preoccupied with self-indulgent displays
of pianistic effects and familiar, recurring mannerisms (many of which also appear in “The
Bells”’)—habits that threatened to harden into lifeless formulas. "Daisies" and "The Pied
Piper" are delightful in their sly, "pastoral" naivety; "Dreams" and "Au!" are imbued with a
haze of tender, welcoming reveries. "At Night in the Garden" contains the very best and most
valuable elements hidden within Rachmaninoft’s melancholy—provided it is not obscured by
a false pathos. "To Her" is a timid, beckoning, amorous murmur. Taken as a whole, the
evening dedicated to Rachmaninoff made it clear that the trite veneer—imposed upon his art
songs by various performers of questionable taste, who sought in them nothing more than an
outlet for their own penchant for salon-style sentimentality—must be stripped away.
Rachmaninoftf’s vocal works possess an undeniable artistic merit; revealing this is the
immediate task for those who perform them. [...]

[Translation: Google]

[...] 1-i xamepHBIi KOHIIEPTH A. 3WI0TH: Bedeph pomancoBb C. Paxmanunosa (30/x 1916).
B sk r-xu Kommirs PaxmMannHOBB 00phirs MCKITIOUATENBHYIO HCTIOTHUTEIBHUILY CBOUXb
pomancoBb. HbxHOIT KpacoTsl TeMOpPB ronoca, My3bIKalIbHOCTh, XYJI0)KECTBEHHOE Uy The U
TEXHUYECKasl 3aKOHYEHHOCTh ITbHIsl cOueTaIuch Cbh TEIUIOTOM, 3aAyILIEBHOCTHIO U MTPU-
BbTmBOCTHIO BRIpakeHis. [IpocToTa, HCKPEHHOCTh, HEMOCPEACTBEHHOCTh OCTh — BCh 3TN
MOHSATIS CIIMIIKOMB 00€31BBTHIINCH, 00e3IBHIITUCH OTH YacTaro npuMbHEHIsI UXb Kb SB-
JeHiAMBb MeH'be 3HaYNTeNbHBIMb, HeXKenn napoBanie H. Komuis, HO MHBIXD onpenbieHil He
Haiitu. Es mbHie, mpexe BCcero, mpoCcTo M MCKPEHHO: HUYETO HE MPHUCTAIO0 Kb HEMY OTh
TearpaibHON addeKTaIlin, OTh KOHIIEPTHOW UCKYCCTBEHHOCTH U CAJIOHHOM MonuiocTd. Yro-
TO POIIHOE, I0poTOoe, OIM3K0oe, HempeMbHHO 3eMHOe, HO HE 3eMJIMCTOE, TYIIEBHOE, HO HE
JYXOBHOE, HE OTBJICUEHHOE CIIBIIIUTCS Bb MATKOMb MIEPEIMBHOMD 3BYKb -€4 ronoca.
PackpsIBaeTcs KpucTanpHasi, Mpo-3padHas IyOrMHa HeloCsIraeMol 4e0BEYHOCTH, 0 KOTOpOH
Bb ITIOBCEIHEBHOM KU3HU MOKHO TOJBKO MeuTaThb. Bb Takomb mbHiM HETH HUYero BHbLIIHATO,
HaHW3aHHATO Ha YeJoBbKa MarepiaabHON KYJIBTYPOH U YCIOBHOCTSMHU B3aUMOOOIICHIS.
Uyrkas aymia — moTeMKH. JTo Bcerna OblIo, a Tenepb Kakb-TO 0COOCHHO CTHITHO CTAJIO



PacKpbIBaTh CBOIO JAYIITY, U JIFOIW KUBYTb, TTOJIB3YSCh ISl OOIIEHIs BBIPaOOTaHHBIMH
CJIOBECHBIMH, TOTOBBIMHU (hOPMYJIaMH, KOTOPBIS BCETJa Kb yCIyraMb KaXk-Iaro ¥ Bceraa
MOTYTb 3aCIIOHHUTb, CIIPSTATh )KHUBOE JIUIIO. V1 MBI TaKh MPUBBIKIIA Kb 3TOW UTPh Bb MPATKH,
YTO MEPEHECIH €€ Bb 00JIaCTh UCKYCCTBA, MOAMBHIUBE )KHBOE TBOPUECTBO -TOBOPH JAYIIH-
TBOPYECCTBOMB, HCXOMISAIIUMB OTb MPEIB3ATHIXD UJICH, 3aHMCTBOBAHHBIXE H3b CHephI
COLIIATBHOM, STHYECKON 1 ACTeTHUeCcKoi. Ha nComHUTENSIXb 3TO 0TO3BANIOCH elle naryonte,
gbMb Ha TBOpIaXb. Y HUXB HEMOCPEICTBEHHOE ONIYIIECHIE€ KOMITO3UTOPCKOW MBICITH
3aMbHUIIOCH YCIIOBHBIMH, Pa3b HaBCETa 3aTBEP)KEHHBIMU, IIa0IOHHBIMH MaHepamu. U pa3sb
HE CTPaHHO, YTO TAKOE€ BEJIMKOE, €IMHCTBEHHOE XyJ0KECTBEHHOE SIBJICHIE, KAKb
HCIIONHUTENbCKOE TBOpuecTBO [llansdnuHa He BhI3BAJIO Kb KU3HU HUKOTO, YbE UMS JOCTOIHO
MOTIJI0 OBITh Cb HUMB cO-TiocTaBieHo? [loapaxkaHis Bb CUETh HE UAYTh, & CYIIIHOCTh €r0
WCTIOJHEHIs1, HEMTOBTOpsieMast, eNMHIYHAs, HE TOCTYITHA MOAPaKaHi0; OJJHAKO, TOSIBJICHIE
napajijieNIbHbIXb EMY HCIIOJI-HUTENEH, CAMOCTOSITENbHBIXb, HO POJCTBEHHBIXb 10 AYXY,
3HaMEHOBAJIO ObI HACTYIUICHIE HOBOW APBI XyJI0KECTBEHHATO HCIIOJIHEHIS, Bb KOTOPOMB OBl
PacKphIBaJIOCHh COKPHITOE, 3acThHUMBOE, IThIIOMyIpeHHOE, )KUBOE, Yajio yeraobueckas nyma,
KaKb OHa, PaCKPBIBACTCS Bb TBOPUYECTBb BEITMKUXH KOMIIO-3UTOPOBB, TTOITOB U
XYJI0)KHUKOBb.

CpaBHeHis1, €ClTi OHU HE KaCaloTCsl YUCTOTEXHUIECKHXb JAHHBIXb, T. €. CPEJCTBD BBI-
pakeHis, 6e3none3Hsl. Kakb cpaBHUBATH yXOBHBIN Miph OIHOW AYIIN Cb MipOMb APYTOW?
Wnu oubHuTh onHy 3a cueTs Apyroi? [lostomy He xouercs conoctasnsath H. Kommis ¢b
HIansanmuHBIMB, HO CKa3aTh, YTO ATO SBJICHISI OTHOTO IMOPSIIKa MOKHO H JIOJDKHO. Bb mbHin
1Xb 000MXb HENOCPEACTBEHHO JIETCS KUZHEHHAs CTPYs, JIbETCS TaKb, YTO, KayKeTCs, OyATO
IIKOJIA M BBIyYKa, Jake co3HaHie 31bch He mpudemb. UyBCTBO, BOJISI, MBICITE — CJIOBOMb
KUBOE ,,i" TIPEACTACTH NIEPEb HAMU Bb CBOEMb IMOITHHHOMb, HCTUHHOMB 00JIHKE, He
3aTEMHEHHOE Pa3Cy/l0uHbIMb pa3abieHieMb Ha aBTOMaTh U Ha TOT0, KTO UMb YTIPABIISIETb.
KoHeuHo, He Ka)KIOMY 3TO JaHO M €CJIH JaeTcs, TO phaKo, HO CTPEMUTHCS Kb TAKOMY HI€aTy
KaXJIbIii JOJDKeHb... MicnonmanTensHUIh akkoMmnanupoBai aBTopb. OHb, KaKb MHAHKUCTD,
MIPECTABISCTh BHIJAIOIIEECS SIBIICHIE, U UTPa €r0 MOXKETh ObITh CPaBHUBAEMa, 10 CBOCH
IYOMHHOCTH, Ch ThbHIeMb, mogo0HbIMB hHI0 Komwis u [lansmuaa. YTo ke yIuBUTENb.
Haro, €cJ oTh coBMbcTHaro, cimtHaro BeicTyIuieHis Kommis 1 PaxmannHOBa octanoch
pbakoe, xynoxkectBeHHOe BrieuaTbHie. Camoe paxMaHHHOBCKOE BOKAIBHOE TBOPYECTBO, BO
MHOTOMbB CIIOPHOE Bb OTHOIICHIN XYy/IOKECTBEHHAr0 BKYCa, IPEJICTANIO TeNeph Bb
obasTennbHOMB OcBbmeHin. CritakeHo, CIpSITaHO OBUIO BCe BHbITHE-TTATETUYECKOE,
pacIuIbIBUaTOE, CCHTUMEHTAIIbHO-0€3-CHIIbHOE, U pacKpbliiach CBO€0Opa3Has BIIEUATIIAIONIAs
KpacoTa, OTpULaTh CAMOCTOSTENBbHYIO Xy[0KECTBEHHYIO 3HAYMMOCTh KOTOPOil HE
npuxonutcs. JlymeBHas TeroTa, 1brckas HbKHOCTb, Tacka, yMUIICHIe U pa3uTasi HA BCEMb
Tuxas, oe3npeabipHas pycckas rpycTh, TAXOCTh H TOKOPHAs CKIIOHEHHOCTh. M
co3epliaHie, YMUJICHHOE U CIEPIKaHHOE, HITH JIFOOOBHBINA BOCTOPT'h! DTUMB BChMb HallOCHBI
poMaHchI: ,,Y moero okHa®, ,,Kb nbrsams", ,,EcTh MHOTO 3BYKOBB, ,,My3a®, ,,BbTepn
niepenetHsii®, ,,Ceit nenpb s momu*, ,,Housto BB cany", ,,Mapraputku‘, Cons", ,,.31bch
xoporio".

Jlaxxe cTOJb OTMACHBIN IO CBOEH crienn(pUIECKO paxMaHUHOBINMHE poMaHCh ,,Bce OTHITD y
MeHS Ka3HsIid bore™ ObUTH UCTIOTHEHD Bh TAKOMb CIIEPKaHHOMb, ACKETHYECKOMB TOHb, 9TO
0OHapyXUJIaCh BCS €T0 CBOe0Opa3Has cuia u kpacora. OmindHo O6bimu cirbTh: ,,He MoxeTs
ObITE, ,,Buepa MbI BcTpbTimcs" u ,,OTpeiBOKs U3k Miocce", Tab Takb mrbHUTEIBHO-
TporareyieHb ApamMa-Tu3Mb PaxmMannHOBa, 31bCh HE IEPEXOSIIii Bb HETIPISATHBIN 11a00Ch.
Kanko, 9TO HE UCTIONHAJICSA XapaKTEPHO - CO3EpLATEIbHBIN poMaHCh ,,Houb nmevanbua':
HaBbpHO HcnoHEHie ObUTO0 OB AMBHBIMB. UTO KacaeTcsi HOBOW Cepil POMaHCOBH
PaxmanuHoBa Ha cioBa bioka (,,Housto Bb cany"), Auapest bbnaro (,,Ks Heii"), Urops
ChBepsinuna (,,Mapra-putku‘), bprocosa (,,Kpsiconos"), Comno-ryoa (,,Cons") u baasmonTa



(,,Ay"), TO OHM HACTOJILKO MHTEPECHO 3alyMaHbl Bb OTHOIIICHIN MEJIOAUYECKOMD 1
rapMOHHYECKOMb, BBIPA3UTEIbHBI, CTUJILHBL, U Bb TO K€ BPEMs JbIIIATh CBEXKECTHIO U
HETIOCPEJICTBEHHOCTBIO, YTO UXb, Bb CBSI3M Ch HOBOW (hOpTEMiaHHOW MTieCO, HCTIOTHEHHOM
PaxmMaHMHOBBIMB cUM(OHNYECKOMD KOHIEPTh 31U10TH, HE00X0IMMO NPUBLTCTBOBAThH, KaKb
HayaJio BO3-POKICHIS TBOPUECTBA TAJaHTIMBATO KOMITO-3UTOpa, KakoBoe mocib ,,OcTpoBa
MEpPTBBIXb" KaKb TO 3aCTHIJIO Bb camonoBrbomieit urph miannctuueckumu 3¢pdexramu, n
M3II00JICH-HBIMU TIpieMaMu (MXb MHOTO U Bb ,,K00K0-11axb"), TpO3UBIIMMU OOPaTHTHCS Bb
MepTBbIst hopmyibl. [IpenecTHbI o cBoei TyKaBoii, ,,TacTOPaIbHON ™ HAMBHOCTH
,Mapraputku“ u ,,Kpsiconors*; ,,Coup" 1 ,,Ay" —o0BbsSHBI TbIMKON HBKHBIXB, MPUBLTHBIXD
rpe3s. ,,Houbio Bb caxy" comepUTh caMoe Xopolee U ITbHHOE, 9TO COKPBITO Bh
paxMaHUHOBCKOM MeYasu, KOTrJa OHa HE 3aBOJIAKMBACTCS JIOK HBIMb [1a@0COMb. ,,Kb Heit" -
pOOKIii, TPU3BIBHBIH, BIFOOJICHHBIH JIeTieTh. A Bb I'bJIOMb — BeUYEPD, MMOCBAIICHHBIN
PaxmMaHUHOBY BBISICHWITb, UTO IOILIAS NI€YaTh, HAJOKEHHAs HA €T0 POMAHChI pa3HbIMU
HCIIOJTHUTEIISIMUA HEBBICOKAro BKyCa, HAILEAIIMMHU Bb HUXb TOJIBKO Y/IOBJIETBOPEHIE CBOMXb
TATOThHIN Kb 2I€MEHTaMb CaJIOHHOW 4yBCTBUTEIBHOCTHU JOJKHA OBITH cOpBaHa. Bb
BOKJIbHBIXB TTiecaxb PaxMaHMHOBA ecTh HeCOMHbHHAs Xyn0oKeCTBEHHAs! ITBHHOCTD, BBISIBUTH
KO-TOpYI0 — Onmkaiias 3a/1a4a JJig HCIOJHU-TeNe. [ ... ]



