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In the very name of Debussy, with its gentle whistle, reminiscent of the piercing cries of
guards, heard from afar, softened by distance, swiftly piercing the quiet air before sunset,
one senses a kind of predestination...

[...]

However, as far as we personally are concerned, we allow ourselves not to share the general
attitude towards Debussy and do not refuse the pleasure of hearing something new even in
his latest works, as, for example, in the above-mentioned “Jeux,” where we discerned not
only Debussy’s usual wit, elegance, virtuoso subtlety of presentation, marvellous orchestral
colouring, aptness of characterization, delightful thematic elements, sparkling vitality of the
general mood, but also no small number of unusually fresh and delightfully unfamiliar
harmonic comparisons. [...]

But enough for now; let's move from admiration to disappointment. The subject of the latter
turned out to be Rachmaninoff. We were able to hear both his new Piano Sonata and the
cantata "The Bells." We essentially liked the sonata; it interested us with its rebelliously
austere character, the good themes of the first movement, the harmonies (second movement)
quite unusual for Rachmaninoff, the astonishing richness of the technical finish, and the
nobility of the overall tone. If there was anything we didn't like, it was a certain motleyness
of the presentation, verging on dishevelledness in the finale, the excessive constructive
cliché, the pallor of the middle movement, and the overuse of specifically virtuoso writing
techniques, sometimes poorly justified by the circumstances of the moment; in any case, the
2nd Sonata is a major and valuable work. "The Bells," it's true, are even greater in technical
quality, and perhaps even more valuable, but in their inner qualities they left us deeply
disappointed. As for Poe (though his spirit had already been diluted by half in K. Balmont’s
lightweight translation), the mood of individual passages fails to align with the atmosphere
of even Balmont’s text; the themes lack distinctive character, and outright banalities abound
(the main theme of the first movement, much of the second, and even the third, despite its
frenetic pace). Above all, throughout the work—regardless of its apparent sincerity (or
rather, its feverish agitation)—one senses a formal, purely superficial, and often banal
approach to the content; beneath the frenzied technical embellishment lies an inner
emptiness, revealed primarily in the work’s utter thematic blandness and the lack of
expressiveness in the vocal solos (even if they are not devoid of a certain superficial beauty).
But in terms of harmonic, instrumental, figurative decoration, this is just some kind of
kaleidoscope in Rachmaninoff, quite unexpected; but is this not an attempt to hide the
fragility of the internal content behind external brilliance?

It pains us to write about the impression made by "The Bells," but since we've brought it up,
we couldn't express it any other way, even though we know that, as ardent supporters of this
composer's work, our negative review gives his opponents extra ammunition. But then, what
does Rachmaninoft care about opponents, supporters, and the like? He is such a figure that
he will take his place in history without even asking anyone's permission.

But there's something peculiar about Rachmaninoff's fate. It somehow happens that other
composers, especially those belonging to a particular "camp," are judged by their best works,



while the unsuccessful ones are studiously ignored. Rachmaninoft (like Tchaikovsky, to a
certain extent) is judged by his unsuccessful, but especially frequently performed, works,
while his successful ones are seemingly forgotten entirely. And yet, his successful works are
of such significant value that they entitle him to stand at the very forefront of not only
Russian musicians.

For us personally, for example, the first movement of the 2nd Symphony, even less the
introduction to it, is enough to cover most of Rachmaninoft's sins. Rachmaninoff's
misfortune is that he is always spontaneous, whether he gives something valuable or more
ordinary; therefore, naturally, all its banalities soon become “favourite” and you don’t know
where to escape from them.

More reserved, reflective natures, like Korsakov, Balakirev, Glazunov, wrote their weak
works, probably with a cold heart, and therefore no one touches them, they aren't performed,
they don't cause anyone any grief, and therefore they don't count; and aren't there plenty of
banalities among the aforementioned masters? We apologize for the digression; in essence,
there's no need to defend Rachmaninoff. Why we only had to mention it above is a matter of
context. Misanthrope [N. Ya. Myaskovsky].

[Translation: Google]

B camom umenu Jlebroccu, ¢ €ro HeXHbIM CBUCTOM, HAIIOMUHAIOIIUM H3JajeKa
JOHOCSIIMECS, CMATYECHHBIE PACCTOSHUEM CBEPIIALINE KPUKH CTPAXKEN, CTPEMUTEIIBHO
MIPOH3AOIINX IPEI3aKaTHO 3aTUXIIUN BO3yX, YyBCTBYETCS CJIOBHO KaKO€-TO
MIpEAHAYEPTAHHUE. .

<..>

Bripodem, uTo kKacaetcs HaC JMYHO, TO MBI ITO3BOJIsIEM ceOe BCeOOIIero OTHOMICHHUS K
Jlebroccu He pa3iensaTh U HE OTKa3bIBa€MCS OT yAOBOJIbCTBUS CIBILIIATH HOBOE JaKE€ B €T0
MIOCJIEAHUX ITPOU3BEIACHUSAX, KaK, HAIIPUMED, U B BBIIIEYIIOMSHYTBIX «Jeux», Te Mbl
YCMOTpEINH He TOIBKO 00bIHbIE y [lebroccu ocTpoymue, U3sIIeCTBO, BUPTYO3HYIO TOHKOCTD
W3JI0KEHMS, TUBHBIA OPKECTPOBBIA KOJIOPUT, METKOCTh XapaKTEPUCTUKH, IIPEJICCTHBIC
TEMaTUYECKHUE IEMEHTBI, UCKPSIILYIOCS KU3HEHHOCTh 00ILIEro HACTPOEHHUSI, HO U HE MaJloe
KOJIMYECTBO HEOOBIUAHO CBEKUX U BOCXUTUTEIHHO HE3HAKOMBIX FTApMOHMYECKHUX
COIOCTAaBICHUM. <...>

Ho noxa noBonbHO, OT BOCXHIIEHUH NIEpeiaeM K pazouapoBanusaM. IIpenmerom nocieqnux
okazasica PaxmannnoB. Ham ynanocs npocitymars 1 ero HoByro @opTenuaHHyro COHaTry 1
kanTaty «Konokona». Conara Ham, B CyIIIHOCTH, IOHPABUJIACh; OHA 3aMHTEPECOBaJa HAC U
CBOUM MSTEKHO-CYPOBBIM XapakTEPOM, U XOPOLUIMMU TeMaMu 1-i yacTu, 1 BECbMa
HEOOBIYHBIMHY [T PaxMaHU-HOBA TapMOHUSAMH (2-51 9aCTh), 1 U3yMHUTEIBHBIM OOTaTCTBOM
TEXHUYECKOW OTIENIKH, U OJaropo/IcTBOM 00111ero ToHa. Eciu e 4yTo HaM He MOHPaBHIIOCH,
TaK 3TO HEKOTOPast MECTPOTA U3TIOKEHUS, B (PUHAIE JOXOAAIIAs 10 BCKIOKOYCHHOCTH,
W3JUIITHUA KOHCTPYKTHBHBIN TpadapeT, OJIeTHOBATOCTh CPETHEH YacTH U 3JI0yHOTpeOIeHe
cnenn()UIeCcKr BUPTYO3HBIMU TIPUEMaMHU THChMa, TIOPOI Majio ONPaBIbIBAEMBIMHU
00CTOATEIHCTBAMY MOMEHTA; BO BCAKOM Cilydae, 2-s COHaTa MPOU3BEICHUE KPYITHOE U
nennoe. «Komnokonay, mpapa, emie KpymnHee 1Mo TEXHUYECKUM KaueCTBaM, ObITh MOXKET U
LIEHHEE, HO 110 CBOMM BHYTPEHHHMM CBOMCTBaM OHU Hac IIyOOKO pa3odapoBaiiu. Bo-nepBsix,
B HUX BOBCE HE YJIOBJIEH FHETYIIe-KoMapHbIi 1yx J. [To (Bpoyem, OH HaIllOJIOBUHY
BBIBETPUJICS YK€ B JierkoBec-HOM niepeBoze K. banbMonTa), nanee HacTpoeHHE OT-AeNbHbBIX



MOMEHTOB COBEPILEHHO HE COBMANAET C HACTPOCHUEM Aake ballbMOHTOBCKOTO TEKCTA, TEMBI
MOYTH HE UMEIOT XapakKTepa, MonagaloTcs SBHbIC OaHaTbHOCTH (TIIaBHAs TeMa 1-if yacTw,
MHOT0€ BO 2-ii U 1axe B 3-i1, HECMOTpS Ha €€ IUKYI0 CTPEMUTEIBHOCTD), HO B OCOOEHHOCTHU
BO BCEM MPOMU3BEACHUH, HE3aBUCUMO OT €T0 Ka)KyIlIEeH-Csl HCKPEHHOCTH (CKOPEH, BIIPOUEM,
B3BHHUYEHHOCTH ), 9yBCTBYETCSl KAaKOH-TO (DOPMaIIbHBIN, YNCTO BHEITHHIA, HEPEIKO
OaHANBHBIN MTOIXO/T K COJEPIKAHUIO, a 3a O€3yMHON TEXHUICCKOW YCHANICHHOCTHIO
OLYIIAeTCsl BHYTPEHHSS TyCTOTA, KOTOpasi U 0OOHapyKUBaeTCs IIaBHBIM 00pa3oM B
COBEPILIEHHON TeMaTUYEeCKO OSCIIBETHOCTH BEIIM U BEChbMa [MaJIol) BEIPA3UTEIBHOCTH
BOKaJIbHBIX COJIO (XOTS M HE JIMILEHHBIX BPEMEHAMU BHEIIHEW KPaCUBOCTH). 3aTO B
OTHOIICHUY TAPMOHHYECKOTO, HHCTPYMEHTAILHOTO, (PUTypPaIIMOHHOTO YOOpa 3TO MPsIMO
KaKoM-TO KaJieiaockon B PaxMaHMHOBE BECbMa HEOKHUIAHHBIN; HO HE SIBJISIETCS JIX 3TO
MOTBITKON 32 BHEITHUM OJIECKOM CKpPBITh MAJIOBECHOCTh BHYTPEHHETO COJEPKaHUs?

Hawm 60m1bpHO nucath 0 BreyarieHuu, npousseaeHHoM «Kosokoiaamu», HO pa3 Mbl O HUX
3aroBOPUJIM MHAY€E BbI-CKA3aThCSl HE MOIVIM, XOTS 3HAEM, 4TO, Oy/ly4d B YHCIIE PbSIHBIX
CTOPOHHUKOB TBOPYECTBA ATOIO KOMIIO3UTOPA, 1a€M CBOMM OTPHULATEIBHBIM OT3bIBOM
JIMIIIHEE OPYXKUE B PYKH €ro NpoTUBHUKOB. Ho, Bipodem, kakoe neno PaxMaHnHOBY 110
Kakux ObI TO HU OBLJIO MPOTUBHUKOB, CTOPOHHUKOB U T. TI. OH BEJIMYMHA TAKOTO KaJIuOpa, 9To
3aliMeT CBOE MECTO B MCTOPHH, €/1Ba JIU CIIPAIINBAsl Y KOro ObI TO HU OBLIO ITO3BOJICHUS.

Ho B cynp0e PaxmannHOBa ecTh BCe k€ KOoe-4To 3ambicioBaroe. Kak-to ciyyaercs, uTo
JPYTUX KOMIIO3UTOPOB, OCOOEHHO €CJIM OHU NMPUHAAJIEKAT K KAKOMY-HHOY/Ib «JIarepro,
CYZST IO UX JIYYIIHM COYMHEHMAM, CTapareib-HO 3aMaIynBas BCe HeynadyHoe, PaxMaHnHOBa
e (Kak yacThio U YallkOBCKOr0) — HEMPEMEHHO 10 HeyJayHbIM, HO 0COOEHHO 4acTo
HCIIOJIHSIEMBIM, a 00 YIauHOM Kak OyATO BOBCE 3a0bIBAaIOT, @ TAKOE YJaUHOE Y HETO CTOJIb
3HAYUTEIBHON LIEHHOCTH, YTO JAET €MY MPABO CTOATh B CaMBIX IIEPBBIX PAaX HE TOJIBKO
PYCCKHX MY3BbIKaHTOB.

JIndHO HaM, HaIPUMEp, BIIOJIHE JOCTATOYHO OAHOU 1-i wacTh 2-ii cCUMQPOHHH, JaKE TOTO
MeHee BCTYIUIEHUSI K HEW, YTOObI MOKPBITh OOJIBIIMHCTBO PaXMaHUHOBCKUX IPEXOB.
Hecuactbe PaxMaHnnHOBa B TOM, 4TO OH BCEIZ1a HEMIOCPEACTBEH, 1AET JIU YTO LIEHHOE WIH
0osiee 0OOBIKHOBEHHOE; IOTOMY, €CTECTBEHHO, BCE €T0 OaHATBHOCTH CKOPO CTAHOBSITCS
«M3IIOOJICHHBIMI» B OT HUX HE 3HAaCIIb, Ky/Ia CIIACTUCH.

Haryps1 6onee cnep:xanusie, pedrexktuBHble, kak KopcakoB, banakupes, [mazynos, nucanu
CBOM cJ1a0ble BEIH, BEPOSITHO, C XOJIOAHBIM CEPALIEM, U TOTOMY HUKOI'O OHU HE TPOTaloT, UX
HE UCIIOJIHSIOT, OTOPYEHMS] OHM HUKOMY HE NIPUYUHSIOT U B CYET IIOTOMY HE UAYT; a MaJIo JIn
y YIOMSIHYTBIX MacTepoB OaHanbHOCTeN? 3BUHAEMCA 3a OTCTYIUIEHHE, B CYILIHOCTU
HUKAKOW HET HYKJIbl 3auinare PaxmMannHoBa. [loueMy TOIBKO K CJIIOBY MPUIIOCH. MBI
CKa3aJIM BBIIIE, ITO yiK.



