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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 Rachmaninoff 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. Rachmaninoff (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 numenu Jlebroccu, ¢ €ro HeXXHbIM CBUCTOM, HAIIOMUHAIOIIUM H3Jaj1eKa
JIOHOCSILINECS, CMSITYEHHBIE PACCTOSIHUEM CBEPIISIINE KPUKH CTPaXKel, CTPEMUTEIBHO
MIPOH3AIOIINX MPEA3aKaTHO 3aTUXILIUI BO31yX, HYyBCTBYETCS CIIOBHO KaKO€-TO
npeaHadepTaHue... <...>

Bripodem, uTo kacaetcs Hac JMYHO, TO MBI ITO3BOJIsIEM ce0e BCeOOIIero OTHOMICHHUS K
Jlebroccu He pa3iensaTh U HE OTKa3bIBa€MCs OT yAOBOJIBCTBUS CIBILIIATH HOBOE JaXKE€ B €T0
MOCJIETHUX MIPOU3BENIEHUX, KaK, HAIPUMED, U B BBIIIEYTIOMSAHYTHIX «Jeux», I1e Mbl
YCMOTpEINH He TOJBKO 00bIvHbIe y [lebroccu ocTpoymue, U3sIecTBO, BUPTYO3HYIO TOHKOCTD
W3JI0KEHUS], TUBHBIM OPKECTPOBBIN KOJIOPUT, METKOCTh XapaKTEPUCTUKHU, IIPETIECTHBIC
TEMaTUYECKHUE AIEMEHTBI, UCKPSIILYIOCS KU3HEHHOCTh 00IIEro HACTPOEHMSI, HO U HE MaJloe
KOJIMYECTBO HEOOBIUAHO CBEKUX U BOCXUTUTENHHO HE3HAKOMBIX FTApMOHMYECKHUX
COIOCTABICHUM. <...>

Ho noxa n0BonbHO, OT BOCXHIIEHUH NIEpeiaeM K pazodapoBanusaM. IIpenmerom nocieqnux
okaszaicst PaxmanunoB. Ham ynanocs npociymiars 1 ero HoByto @opTenaHHyIO COHATY U
kanraty «Konokona». CoHara Ham, B CYIIIHOCTH, IOHPABUJIaCh; OHA 3aMHTEPECOBAJIa HAC U
CBOMM MSTEKHO-CYpOBBIM XapaKTEPOM, U XOPOIIMMH TeMaMu 1-if yacTu, 1 BecbMa
HEOOBIYHBIMHU [T PaxMaHU-HOBA rapMOHUSAMH (2-51 9aCTh), 1 U3yMHUTEIBHBIM OOTaTCTBOM
TEXHUYECKOW OTIENIKH, U OJaropoicTBOM 00111ero ToHa. Eciu e 4yTo HaM He MOHPaBUIIOCH,
TaK ATO HEKOTOPast MECTPOTA U3JIOKEHUS, B (PUHAIE JOXOAAIIAs 10 BCKIIOKOYCHHOCTH,
W3JIUIIHUNA KOHCTPYKTUBHBIN TpadapeT, 01eJHOBAaTOCTh CpeIHEN YacTu U 3J10yIIOTpedIeHe
cnenu()UIeCcKr BUPTYO3HBIMU TIPUEMAaMH TUChMa, TIOPOI Majio ONPaBIbIBAEMBIMHU
00CTOATENHCTBAMY MOMEHTA; BO BCAKOM CiIydae, 2-s1 COHaTa MPOU3BEIEHUE KPYITHOE U
ueHHoe. «Komnokomna», npasaa, eie KpynHee o TEXHUYECKUM KauecTBaM, ObITh MOXKET U
[IEHHEE, HO TI0 CBOMM BHYTPEHHHM CBOMCTBAM OHH HAC TITyOOKO pa3odapoBain. Bo-mepBbix,
B HUX BOBCE HE YJIOBJIEH T'HETYIle-KolMapHsbIil 1yx . [To (Bpouem, OH HaIllOJIOBUHY
BBIBETPUJICS YK€ B JerkoBec-HoM nepeBozie K. banbMonTa), nanee HacTpoeHHe OT-AebHBIX
MOMEHTOB COBEPIIIEHHO HE COBIAAAET C HACTPOEHHEM Jlaxke balbMOHTOBCKOIO TEKCTa, TEMBI
MOYTH HE UMEIOT XapaKTepa, MonagaloTcs sBHbIe OaHaILHOCTH (TVIaBHas Tema 1-i yacTw,



MHOT0€ BO 2-i U J1axe B 3-i1, HECMOTpS Ha €€ IUKYI0 CTPEMUTEIBHOCTD), HO B OCOOEHHOCTHU
BO BCEM NPOU3BEACHNUHN, HE3aBUCHMO OT €T0 KaXKyIleH-Csl HCKPEHHOCTH (CKOpeH, BIPOUEM,
B3BHHYCHHOCTH), YyBCTBYETCS KAKOH-TO (hOpMasIbHBIN, YUCTO BHEITHUN, HEPEIIKO
OaHAIBHBIN MTOIXO]T K COJEPIKAHUIO, a 32 O€3yMHON TEXHUIECKOW YCHANICHHOCTHIO
OL[YIIAeTCsl BHYTPEHHSS IIyCTOTAa, KOTOpasi 1 0OHapy>KUBAETCs INIaBHBIM 00pa3oM B
COBEpIICHHON TEMATUYECKON OECLIBETHOCTH BEIIM U BECbMa [Maloi) BbIPa3UTEIbHOCTH
BOKAJIbHBIX COJIO (XOTSI U HE JIMIIEHHBIX BpEMEHAMU BHEIIHENH KPaCUBOCTH). 3aTO B
OTHOIICHUY TAPMOHHYECKOTO, HHCTPYMEHTAILHOTO, UTypaIliMOHHOTO YOOpa 3TO MPsIMO
KaKoM-TO KaJieiaockon B PaxMaHMHOBE BECbMa HEOKHUIAHHBIN; HO HE SABIISIETCA JIU 3TO
MOTBITKON 32 BHEITHUM OJIECKOM CKPBITh MaJIOBECHOCTh BHYTPEHHETO cofepkanus? Ham
00JIbHO IUCATh O BIEYATICHUH, TPOou3BeIeHHOM «Konokoaamu», HO pa3 Mbl O HUX
3aroBOPUJIM MHAYE BbI-CKA3aThCSl HE MOIVIM, XOTS 3HAEM, 4TO, Oy/ly4d B YHCIIE PbSIHBIX
CTOPOHHUKOB TBOPYECTBA ATOIO KOMIIO3UTOPA, 1AEM CBOMM OTPHULATEIBHBIM OT3bIBOM
JIMIIHEE OPYXKUE B PYKH €ro NpoTUBHUKOB. Ho, Bripodem, kakoe neno PaxmMaHnHOBY 110
KaKuX Obl TO HU ObUIO MPOTUBHUKOB, CTOPOHHUKOB U T. 1. OH BeJIMYMHA TAKOTO KaJlInOpa, 4To
3aiiMeT CBOE MECTO B UCTOPHH, €/1Ba JIU CIIpAIINBasl y KOro Obl To HU ObLI0 1o3BosieHus. Ho
B cyap0e PaxMaHMHOBA ecTh BCE JKe KOe-4TO 3aMbIciioBatoe. Kak-To ciaydaercs, 4To Apyrux
KOMITO3UTOPOB, OCOOCHHO €CJIM OHHM MPUHAIIEKAT K KAKOMY-HUOY/b «JIareproy», CYIsT M0 UX
JTy4IIUM COYMHEHUSM, CTapaTeib-HO 3aMajlunBas Bce HeyauHoe, PaxMaHuHOBA ke (Kak
9acThi0 U YallKOBCKOT0) — HENMPEMEHHO 110 HEYAaYHbIM, HO 0COOEHHO YaCTO UCTIOIHSAEMBIM,
a 00 yIa4HOM Kak OyATO BOBCE 3a0BIBAIOT, @ TAKOE yIa4HOE y HETO CTOJIb 3HAYUTEIbHOM
LIEHHOCTH, 4YTO JA€T €My IIPAaBO CTOSATH B CAMBIX IIEPBBIX PSAAAX HE TOJIBKO PYCCKHUX
MY3bIKAHTOB.

JIndHO HaM, HaIPUMEP, BIIOJIHE JOCTATOYHO OAHOU 1-i wacTh 2-ii cuMQPOHHH, JaKE TOTO
MeHee BCTYIUIEHHSI K HEW, YTOOBI MOKPHITh OOJIBIIMHCTBO PaXMaHNHOBCKUX IPEXOB.
Hecuactbe PaxMaHnHOBA B TOM, 4TO OH BCEIZ1a HEMIOCPEACTBEH, NAET JIU YTO LIEHHOE WIH
Oosiee OOBIKHOBEHHOE; IOTOMY, ECTECTBEHHO, BCE €r0 OaHAJIBHOCTH CKOPO CTAHOBSITCS
«U3JI00JIEHHBIMI» U OT HUX HE 3Haelllb, Ky/Ja CIIaCTUCh.

Haryps1 6onee cnep:xannsie, pedrexktuBHble, kak KopcakoB, banakupes, [mazynos, nucanu
CBOM cJ1a0ble BEIM, BEPOSITHO, C XOJIOAHBIM CEP/LIEM, U TOTOMY HUKOI'O OHU HE TPOTaloT, UX
HE UCIIOJIHSIOT, OTOPYEHMS] OHH HUKOMY HE IIPUYUHSIOT U B CYET IIOTOMY HE UAYT; a MaJIo JIn
y YIOMSIHYTBIX MacTepoB OaHanbHOCTeN? M3BUHAEMCA 3a OTCTYIUIEHKE, B CYILIHOCTU
HUKAKOW HET HYKJIbl 3auiark PaxMannHoBa. [loueMy TOJIBKO K CJIIOBY MPUIIIOCH. MBI
CKa3aJIM BBIIIE, ITO yiK.



