Rachmaninoff. Ne Poi Krasavitsa
Rachmaninoff. U Moego Okna

Few will disagree that Sergei Rachmaninoff’s music has had to endure something of a beating in twentieth-
century critical accounts—so much so that almost any evaluation of his work cannot proceed, it seems, without
having to justify itself first. A case in point is the critic Harold C. Schonberg’s celebrated monograph The Lives
of the Great Composers, first published in 1970 and now in its third edition. The following justification for the
inclusion of Rachmaninoff in the pantheon of all-time greats is both telling and apparently still relevant, as
evidenced by the choice to retain it in the latest edition: “The point about Rachmaninoff’s music is this: within
its limitations it moves with perfect security and, yes, with much individuality. . . . Rachmaninoff may have
contributed nothing to twentieth-century form or harmony, but he did suffuse the old forms with something
highly personal, as Tchaikovsky did.” For a body of musical works that continues to impress audiences old and
young with almost unparalleled ease, such descriptions seem both condescending and immaterial. Whatever
Rachmaninoff’s compositional “limitations” may have been; however traditional his handling of form or
harmony may seem; however persistent will critics remain in comparing him to older composers like
Tchaikovsky and not to his contemporaries like Scriabin or even Strauss—all these descriptions quickly lose
force in the face of the simple fact that Rachmaninoff’s compositions have effectively outlived the very
innovation-driven aesthetic that gave rise to the formulations like the quote above.

The solo song (romans) is certainly one of the genres to which Rachmaninoff contributed extensively, beginning
from the 1890s through 1916, the year when he wrote his last collection of songs, op. 38. He never composed
new material for the solo voice and piano thereafter, as his creative life seems to have come to all but a stop
upon his emigration from Russia. No other medium—with the notable exception of solo piano music—boasts
so much attention on his part, and in no other medium do we see Rachmaninoff quite so prone to exploration.
His songs are unsurpassed by any contemporary efforts by a Russian composer in the sheer quality of vocal
writing and especially in quality of the piano part—which can no longer by called “accompaniment” by any
measure. (This is to some extent expected from a composer who also happened to be one of the greatest
virtuosos of his generation.)

U moego okna (By My Window) is a beautiful setting of Glafira Galina’s poem from 1906. Galina’s works were
little-known even during her lifetime, and Rachmaninoff was one of the rare composers who set her texts to
music. (Besides this poem, he also set Kak mmne bo/'no [How Painful], op. 21, no. 12; and the incomparable Zdes’
khorosho [It Is Peaceful Here], op. 21, no. 7.) The poem is a characteristically idyllic description of nature that
culminates in the last line: “I pesni o lynbvi oni poyut bez slov” (And they sing songs of love without words).
Rachmaninoff’s setting follows a trajectory that we see in many of his songs: the music begins softly, carefully,
in hushed tones, then swells to a glorious climax, only to diffuse the tension to a gentle pianissimo.

Ne poi, krasavitsya (Do Not Sing, My Beauty), op. 4, no. 4, belongs to the very first set of songs that
Rachmaninoff considered worthy of publication. It is a setting of a famous poem by Pushkin, which has
inspired numerous other Russian composers, including Glinka, Balakirev, Lyadov, Rimsky-Korsakov, and
Ippolitov-Ivanov. The poem is a nostalgic monologue of a Russian wanderer overwhelmed by images of his
motherland that flood his imagination as his Georgian mistress sings to him. It is certainly a perfect poem to
set to music, as its text centers on the very act of singing—just as Galina’s poem does, too. Even though this is
an early song for Rachmaninoff, the full extent of his maturing talent is present here, ending in a wonderfully
imaginative flourish on a single vowel at the very end of the song—an appropriately dramatic ending for a
dramatic text. (This melody, too, “sings a song of love without words”!)



Maao kro OGyaer Bo3paxats, 4ro My3sbika Ceprest PAXMaHIHOBA IIOABEPIAACh B ABAAIIATOM CTOACTHH TAKOMY
KOAMYCECTBY KPHTHYECKAX HAIIAAOK, 9TO AAKE IIEANKOM ITOAOKHTEHHBIC OIICHKU €IO IIPOM3BEACHHIT IIOAYAC
3ByYAT B N3BHHAIOIIEMCA TOHE. Bo3pMeM K mpumMepy XoTa Obl 3HAaMeHUTYIO MoHOIrpaduio I'apoabaa
[Tou6epra «buorpadgun Beankux kommosuropos» (Harold C. Schonberg, The Lives of the Great Composers),
BIEpBEIE OITyOANKOBaHHYIO B 1970 TOAY U yIKE TPIKABI ITOCAE 3TOTrO HEPEU3AaHHyIO. B eé mocaeanem
M3AAHHH B OITPaBAAHHUE TOTO, 9TO PaXMaHNHOBY IIPHHAAACKHUT IIOAHOE IIPABO COCTOATH B IIAHTCOHE BEAUKHX,
ckasano: «HyxkHO 3ameruTh O My3sbIKe PaxMaHHHOBA IIPEKAE BCETO TO, YTO, C HEKOTOPBIMU OTpaHnYeHuAMH ],
OHa 0OOAAAAET UCKAFOYNTEABHOH €CTECTBEHHOCTBIO—I IIPH 3TOM OHA COBEPIIIEHHO MHAMBHAyaAbHA. Mosxer
65r7h, PaxMaHHHOB U He BHEC HHYETO HOBOTO B PAa3BUTHE My3BIKAABHOH (popmer u rapmonnu 20-oro Beka [!],
HO OH HEOOBIYAITHO HAITOAHUA CYITIECTBOBABIIIHE (POPMBI YEM- TO TAYOOKO AHMYHBIM—TAK, KAK 9TO CAGAAA
YaiikoBcknit». Aasf OOABIIHHCTBA MY3HIKAABHBIX IIPOU3BEACHUH, KOTOPBIE IPOAOAKAIOT BIEYATAATD KaK
MOAOAYIO, TAK I U CTAPYIO aJAHUTOPHIO, TAKAs OIICHKA BBITAAAHT OCCCIIOPHO KAK CHUCXOAUTCABHOI, TaK H
Hecepbe3HOH. KpHTHKHM PEAKO CPaBHUBAIOT €IO IIPOU3BEACHHA C TBOPCHHAMU €IO COBPEMECHHIKOB
(marpumep, Ckpabuna nan Aazke P. [Ilpayca), mpeArodnras IOAYEpPKUBATh KOHCEPBATU3M €O A3BIKA
ccprakaMu Ha My3bIKy 19-ro Beka (y [loHOepra i y MHOIHIX APYIHX; OCOOEHHO 9acTO (DUIYPHPYET B TAKUX
cpapHeHnAX Yarikosckmii). OAHAKO, BCE 9TH KPUTHYCCKUC 3aMEYAHUSA TEPAIOT CHAY ITIEPEA HEIIPEAOKHEIM
dakrom, 91O MpousBeAcHNA PaxMaHIHOBA TEPEKUAN Bee OOAEE IIEPEAOBBIE ICTETHIECKIE (POPMBI, KOTOPHIE

AAATT OCHOBaHMSA AASL YITOMSHYTBIX (bOpMyAI/IpOBOK.

Pomarc—oAMH 13 KaHPOB, BKAAA PaXMaHUHOBA B KOTOPBIN 0cOOeHHO 3HauynTeAcH. OH paboTaA B 9TOM
skaHpe ¢ 1890-x Ao 1916 roaa, xoraa oH co3aaa mocaeAHnit nuka pomarcos (o 38). Ilocae atoro ou
HUKOTA2 HE IIHCAA IIPOU3BEACHUA AASL TOAOCA U (DOPTEIHAHO, IIOCKOABKY TBOPYECKAS CTOPOHA €TI0 KU3HM, I10-

BUAIMOMY, COIIIAA HA HET ITOCAC SMUTI'PATHUI U3 Poccun.

Huxkakoit ApyI‘OfI >1<aHp, 324 UCKAFOYCHUEM COABHOTIO (pOpTCHI/IaHHOI‘O HCIIOAHCHUA, HC MOXKCT OBITh TTOCTABACH
B OAUH pHA C pOMﬂHCOM B OTHOIIICHUH TOTO, C KAKMM BHHUMAHHUCM KOMHOSI/ITOP OTHOCHACA K HEMY H C KAKOH
TOTOBHOCTBIO OTAABAACH EMY .

Ero POMAHCHI IIPEBOCXOAAT BCE HAIMCAHHOE PYCCKMMI KOMITO3UTOPAMHI MACTEPCTBOM BOKAABHBIX HapTHfI n
ocoberHOo ITapTUR Cl'JOpTCHI/I’dHO, KOTOpasA HU B KOen MEPE HE MOXKET HA3BIBATHCA IIPOCTO «AKKOMITAHEMCHTOM
—9TO, BHPOYECM, BIIOAHE OKHAAEMO OT KOMIIO3UTOPA, KOTOprfI TAKKE SBASACH OAHUM U3 BEAUIANUTITHK

BHPTYO30B-HCITOAHHTEACH CBOETO BPEMEHI.
Y Mmoero okHa.

Pomarc «V Moero okHa» —a3TO IPEBOCXOAHOE IIEPEAOKEHIE HA MY3BIKY cTuxoTBOpeHus I'aadpupsr ['aanmHoi
1906 ropa. E& paboTsr ObIAM MAAO H3BECTHBI ITPH €€ *KU3HU, U PAXMAHHHOB OBIA OAHUM M3 HEMHOTTX
KOMIIO3HTOPOB, KOTOPBIH ITHCAA My3BIKY Ha €€ TEKCTBI: KPOME 3TOrO CTUXOTBOPEHHA, OH HAITUCAA POMAHCH HA
cruxu «Kak Mue 60ABHOY, 71 OecrtoA0OHOE «3AECH XOPOIIOY. «Y MOErO OKHa» — HMAHAAMYECKOE OITICAHHE
ITPHPOABI, AOCTUTAFOITICE KYABMUHAIINI B TIOCACAHCIH cTpouke: «H necru absu oru norwm bes c106x.
PaxmMaHHHOBCKOE IIEPEAOKEHUE CACAYET TOMY K€ IIyTH, KOTOPBIH MBI BHAUM B APYTHX €rO IIPOU3BEACHUSIX:
My3bIKa HAYHHAETCA HEIPOMKO, CIIOKOMHO, BOCXOAS 32TE€M K MOIITHON KyABMIHALIHH, IIOCAE KOTOPOM

HAIPSKEHHE Pa3peIaeTcsl HEKHEIM pianissimo.
He noii, kxpacasuma.

«He 1101, KpacaBHIIa» IPUHAAACKUT K CAMOMY IIEPBOMY ITUKAY POMAHCOB, KOTOPHIT PaXxMaHHHOB cueA
BO3MOKHBIM OITyOAnKOBaTh. OH HAITMCAH Ha U3BECTHOE CTHXOTBOPEHHE [IyIKuHa, KOTOpOE BAOXHOBAAAO
MHOTHX APYIHUX PYCCKUX KOMIIO3UTOPOB, BKAIouas I'annky, basaxkupesa, AsiaoBa, Pramckoro-Kopcakosa u
HrmroanTosa-IBanoBa. DTO CTHXOTBOPEHHE—HOCTAABIMIECKHI MOHOAOT PYCCKOTO IyTEIIECTBEHHIKA,

rpessmero o cBoeii PoAume B TO BpeMs, Kak €ro Ipy3sHHCKas BO3AIOOACHHAS ITOET eMy. DTO HE3YCAOBHO



HACAABHOE CTUXOTBOPEHHE AAA TIEPEAOKEHHA HA MY3BIKY, IIOCKOABKY B TEKCTE HEITOCPEACTBEHHO TOBOPUTCA O
CaMOM IIEHHH. DTOT POMAHC—OAHO 13 CAMBIX PAHHHX ITPOU3BEACHUI PaXMaHHHOBA, OAHAKO, €I'0 3PEABIE
TAAAHT OAHCTAET 3ACCH B IIOAHON Mepe, OCODEHHO B KOHIIE, KOTAQ CHABHCHIIIHI APAMATHICCKH-
SMOIIMOHAABHEBIN BCIIAECK KYABMUHUPYET Ha OAHOI AHIIIb TAACHOM «@». Taknm 0O6pasom, U 3AeCh, Kak U B

pomance «V Moero OKHa», My3bIKa ITOBECTBYET O IICHUH O ATOOBH 0€3 CAOB.



