FOREWORD

Maurice Ravel is one of the most out-
standing French composers, whose life
and creative path fell on a period of great-
est changes in history of the arts. One of-
ten puts his name on a par with Claude
Debussy, calling them both impressionist
artists, but at the same time they are op-
posed to each other, since al a later age
Ravel moved very far from the aesthetics
of impressionism and turned to neoclassi-
cism.

Be it as it may, Ravel and Debussy —
even within the same stylistic area —
are in many ways very different compos-
ers. This difference is rooted not so much
in the surface attributes of their creative
work as in the dissimilarity of musical
thinking.

Maurice Ravel was born on March 7,
1875, in the city of Ciboure located on the
border with Spain. His mother was of the
Basque people living in Spain, and his
father was Swiss. At the age of 14 Ravel
entered the piano class at the Conserva-
toire de Paris; in addition, he was study-
ing composition in the class of Gabriel
Fauré.

His first experience in composition
dates back to 1893-1894; these were pi-
ano compositions and vocal chamber
works, such as “Ballade de la reine morte
d’aimer” on the lyrics by Roland de Mare
and “Sérénade grotesque”. In the years
1900-1905 Ravel was unsuccessfully
fighting for the Great Rome Prize, which
would give him a right to a four-year in-

IPEJINCJIOBNE

Mopuc Papenb — ofiH 13 BBIAIONIXCS
(ppaHIy3cKUX KOMIIO3UTOPOB, Yell KU3HEeHHBII
1 TBOPYECKUWII TTYTHh BHITIAT HA SIOXY BeJanyaii-
MUX [epeMeH B MCTOPUN HCKyceTBa. Kro mms
gacrto craBsaT B opmi psjg ¢ Kiogom [leGrocen,
HaspiBasg UX 000MX XYAOKHUKAMI-UMIIPECCO-
HUCTAMU, HO HAPAY € OTUM UX TPOTUBOIIOCTAB-
JAIOT APYT APYTY, TMOCKONBKY B Gojlee 3pesom
Bo3pacre PaBesh ouens Jamero OTomIea ot acTe-
TUKU WMITPECCHOHM3Ma W 0o0partmicss K Heo-
KJIACCUTII3MY.

Rax 6w1 To un 66110, PaBens n Jledrocen —
KOMTIO3UTOPBI BO MHOTOM OUY€Hb HECXOJKUe, /1a-
JKe B paMKax OIOTO CTHANCTIYCCKOTO HATTPaB-
JIeHUs1. ITO pa3jimune KOPeHUTCs He CTOIBLKO BO
BHEITHUX TPU3HAKAX TBOPUYECTBA, CKOJBKO B
HeCXO0KeCTH MY3bIKaJIbHOTO MBITILICHIS.

Mopuc PaBenb popuncs 7 mapra 1875 ropa
B ropone Cubyp, HaxXoAmEeMcsa Ha TPAHUIE C
Ncmanmeit. Ero matn 0bl1a w3 mapoma 0acKoB,
mpoKUBaionux #Ha rteppuropun Venamnwmn,
a orer Obl1 mBeiiapieM. B Bospacre 14 ser
Pasess mocrymmn B [lapmskcekyio KoncepBaTo-
puio 1Mo RKaaccy poprenmano, Kpome TOro, OH
3aMUMAaJICA KOMITO3UTIMel B RKiacce labpmesns
®ope.

[lepBbie ero OmMbBITHI KOMITO3UITUU OTHOCSIT-
ca k 1893-1894 ropam; sro ObLTN TIpOM3BeEJIe-
HUSA i (popTennano m KaMepHO-BOKATLHBIE
ONBITHI, Takme, Kak «DBamraga o KopoJese,
ymeprient or aio6Bw» fa cioBa Pomara ge Mape
n Cepenanma-rporeck. B 1900-1905 rr. Pasesn
oesycuernrno Oopouscs 3a Bonabiryio Pumckyio
MPeMIIo, TaBABIIYIO MPABO HA YeTHIPEXJIETHIO0
craskupoBry B Mranuu. Iop 3a rojlom emy oTKa-
3BIBAJIN, UTO, B KOHIIe KOHIIOB, MIOPOMIIO CKAH-



ternship in Italy. He was refused year af-
ter year, which eventually gave rise to a
scandal that the composer himself pre-
ferred not to remember later.

By 1905 Ravel was already a formed
musician, who had some reputation in
music circles. His piano pieces brought
him a fame of virtuoso pianist, and “Pa-
vane pour une infante défunte” — one of
the most popular works to this day —
was widely performed in various music
clubs and salons. In addition, he already
wrote the piece “Jeux d’eau”, virtuosic
and innovative in the sense of piano tech-
nique, the string quartet, Sonatine, the
vocal cycle for voice and orchestra
“Shéhérazade” and other works.

A decade before the First World War
proved to be very fruitful for Ravel’s crea-
tive life; he created significant works in

these years such as “Histoires na-
turelles”, “I.’heure espagnole” and “Rap-
sodie espagnole”, “Gaspard de la nuit”,

“Daphnis et Chloé”; in addition, Ravel did
not abandon the vocal chamber genre,
which runs throughout his work, opening
and concluding it.

The war years divided Ravel’s life into
two significant periods. His work did not
undergo such colossal changes in outward
appearance as the creative work of many
other composers; interest in the neoclas-
sical area can be noted even in his early
works (“Menuet antique”, piano fugues of
the early period), but it’s in his works of
the postwar period that a significant turn
to neoclassicism and a rejection of im-
pressionist aesthetics are seen (the piano
cycle “Le tombeau de Couperin” in par-
ticular).

In the war years Ravel was not drafted
into the army because of poor health, but
as a man of highest moral qualities and a
true patriot, he could not stay away and
pressed for an appointment to the front as
a truck driver. The war took the lives of
many of his friends, shattered his own
health and had a huge impact on his out-
look and views. During the war years he

[T, 0 KOTOPOM caM KOMITO3UTOP B aTbHENTITeM
MPEeIIoOYnTa He BCIOMIHATD.

K 1905 ropy Pasenn yike 6bu1 copmupo-
BaBITUMCS MY3bIKAHTOM, UMEBITHM HEKOTOPYIO
M3BECTHOCTh B MY3BIKQJIbHBIX Kpyrax. Kiro ¢op-
TelMaHHbIe MTbeChl IPUHEC/I eMY CJIaBy TTNaHM-
cra-supryosa, n «llaBana ma cmeprb undan-
TBI», OJIHO W3 CAMBIX M3BECTHBIX TO ceil TeHb
MPOM3BeJIeHN, TMUPORO WMCTOIHAIACH B pas-
JUYHBIX MY3bIKAIbHBIX KPY:KKAX 1 caJoHaXx.
Kpome toro, mm y:ke OblIa Hammcama mheca
«Mrpa Bombl», BUPTYyO3HAs W HOBATOpPCKas B
cMmbicsie (oprenmmanHoil TEXHUKH, CTPYHHBIN
kBaprer, ConarnHa, BORAJILHBIN MUK JIIA TO-
noca ¢ oprecrpom «lllaxepesama» m ppyrue
MPOM3BEICH IS,

Hecsarunerne nepen [TepBoii MupoBoiil Boii-
HOTl ORA3a710¢h OUYeHb TIIIOIOTBOPHBIM JIJIsI TBOP-
JecKoil ykusnu Pasens; B o™i Togbl UM OBLIN
CO3JIaHbl 3HAYNTE]bHbIe TTPOU3BEIeHNs, Takue
Rak «KcrectBennbie ucropum», «Menanckmit
yac» u «cnanckas panconusi», «Hounoii I'ac-
nap», «/lagpuunc n Xuosi»; kpome sroro Pasesin
He OCTABJSI M KaMePHO-BORAJIBLHBIN 3KAHp, KO-
TOPBITT KpacHOI HUTHIO TPOXOAUT Uepes BCE ero
TBOPUYECTBO, OTKPLIBAS 1 3aBEPIAS €T0.

Boennbie roppr paspenunn ;kusznb Pasess
Ha JIBA 3HAYNTEJIbHBIX TIepuojia. [Xro TBopuecTBo
BHEIITHE He TPEeTepreso TaKuX KOTOCCATbHBIX
M3MeHeHWI, KaK TBOPYECTBO MHOTHX JIPYTUX
ROMIIO3UTOPOB; WHTEpPEC K HEOKJIACCHYECKOMY
HATPaBAEHUIO 3aMEeTeH eIlé B PAHHUX ero Mmpo-
uszBenerusx (CrapuHublii MeHY)T, (oprernnan-
Hble (Yr' paHHEro mepuoja), HO 3HAUYMTENb-
HBIIl TTOBOPOT K HEORJACCHUKE W OTKA3 OT MM-
MPECCUOHMCTCRON DCTOTUKN BUJIEH MMEHHO B
MPOMBBEJIEHUAX  TOCTEBOCHHOTO  BPEMeHH,
B uwactHocTH, B (oprenuanuom rukie «['pod-
nuna Kynepena».

B Boennbie rosl PaBenb He ObL Ipu3BaH B
apMuIo 10 TIPUYNHE ¢JIad0TO 3[0POBHS, HO, KaR
YeJIOBER BBICOYANTITNX MOPATLHBIX KA4eCcTB 1
HACTOAIUI TATPUOT, OH HE MOT OCTaThCS B CTO-
poHe u l0dUJICs ¢BOEro Ha3HAYeHUs HA (PPOHT B
KavecTBe BOJUTENsI TPY30BOTO aBTOMOOMWIIS.
Boiina yHecaa sKRU3HU MHOTUX €ro JIpy3ell, 1oji-
Kocmjia ero coOCTBEHHOe B3[0pPOBbe, OKasaya
OTPOMHOE BJIWAHNE HAa ero MUPOBO33PeHUE 1
B3MISABL. B rofibl BOWHBI UM CO3/IaHbLI BCETO J[BA



created only two works: three choruses on
his own lyrics for choir a capella and
“Le tombeau de Couperin”, each move-
ment of which was dedicated to one of his
deceased friends.

In the postwar years Ravel wrote
many works that are called-for and per-
formed to this day. “L’enfant et les Sorti-
leges”, “Boléro” and “Tzigane” were com-
pleted in the 1920s. At the same time,
truly worldwide glory came to Ravel in
1928 when he was invited to a four-month
tour in the United States, during which
he literally traveled throughout the coun-
try, visiting many cities and giving a
huge number of concerts.

In the early 1930s he completed two
piano concertos and the vocal cycle “Don
Quichotte a Dulcinée” on the lyrics by
Paul Moran, which became his last com-
position. The last years of Ravel’s life
were overshadowed by a serious illness,
because of which the composer not only
was unable to write music, but could not
even write and talk: a disease unknown to
this day led to his personal and creative
isolation, and many sketches of the late
period remained incomplete.

After neurosurgical operation Maurice
Ravel fell into a coma on December 19,
1937, and died without regaining con-
sciousness on December 28.

Hkok

Vocal music is usually not considered
a leading trend in Ravel’s work. Never-
theless, it occupies a significant part
among his works and covers his entire
creative life from the first composer’s
experience to the last days. Of the 84
works by Maurice Ravel categorized by
Marcel Marno, the vocal chamber genre
covers almost one-third (29 opuses).

Over the forty years of his creative
career the composer, in addition to sepa-
rate romances, created nine vocal cycles
different in imagery and content; among
them the cycles of folk songs arrange-
ments (“Deux mélodies hébraiques”,

MPOM3BEIeHUS: TPU XOPa HA COOCTBEHHbBIE CJI0BA
mist xopa a capella m «I'pobruma Kynepenar,
RasRIbII HOMEP KOTOPOIl IMOCBSIIEH ero morub-
HTAM JIPY3bAM.

B nocneBoennbie rojibl PaBenem Hammcanb
MHOTHe ITPOU3BeJIe s, 10 Ceii IeHb OcTalole-
Cs1 UCIIOJIHAEMBIMU 1 BOCTpeOoBaHHBIMU. «[luTst
u BoaiiedcTBo», «bonepo» n «Ilpiranka» ObLIn
sapepirensl B 1920-e ronanl. B a10 ske Bpems K
Pasenio mpumia mowctuHe MUpPOBas cJaBa:
B 1928 romy ero mpuriacwim Ha uYeThIpéxme-
caunnie ractponn B CIIIA, B xome KoTOpBIX OH
o0bexan OYKBaAbHO BCIO CTPaHY, MOCETHB MHO-
JKECTBO TOPOJIOB M JIaB OTPOMHOE ROJIMYECTBO
KOHIIEPTOR.

B nauane 1930-x um Ob111 3aBepIeHbl B
(hoprenmaHHBIX KOHIEpTa W CTABIIUN MOCIHE]]-
HUM COYMHEHWMeM BORaIbHbIN nuka «[/lon Hu-
xot & Jlynbcunee» na ciosa Ions Mopana. ITo-
caenHve Tofbl k3N PaBens okasanmen oMpa-
YeHbI TAMKEI0M O0Me3HbIO, U3-3a KOTOPOH KOM-
MO3UTOP HE TOJbKO ObLI JIMIIEH BO3MOYKHOCTH
MUCaTh MY3BIRY, HO JlajKke MPOCTO MHICATh U TO-
BOPUTH: HEM3BECTHOE U 10 ceil JieHb 3abosieBa-
HIe TPUBEJIO K ero JTUYHON W TBOPUYECKOI M30-
JATAW, T MHOKECTBO HAOPOCKOB MO3THETO Tie-
pUOJIa TROPUECTBA TAK U OCTAJNCH HE3aBEPIEH-
HbIMU.

[Tocne HeiitpoXxupyprugeckoro BMernaTe/hb-
crBa 19 nexadps 1937 roga Mopuc Pasenb Buaj
B KOMY, a 28 feKkabpsi CKOHYAJICH, He TIPUXOIs B
co3HaHue.

Hkok

Borkanbiyio My3LIKy OOBIUHO He CUMTAIOT
BeJLYIIIUM HalpasJerneM B TBopuectBe Pases.
Tem He MeHee, OHa 3aHUMaeT 3HAUUTEIHHYIO
YaCTh CPEIN €T0 COUMHEHN 1 OXBATHIBACT BCIO
ero TBOPUYECKYIO KM3HDL: OT MEPBHIX KOMITO3M-
TOPCKUX OIIBITOB [0 mocaenuux aueil. 3 84 ka-
rajiorn3upoBanubix Mapcesiem Mapro tipouns-
Befiernit Mopuca Pasens moutn tpern (29 ony-
COB) OTHOCHUTCS K KaMepPHO-BOKAILHOMY JKaH-
py.

[ToMmumMo OTHEALHBIX POMAHCOB 34 COPOK
JIeT TBOPUECKOH Kaphephl KOMITO3UTOPOM OBIIO
CO3JIAHO0 JIeBATH BOKAILHBIX IUKJIOB, Pas/ind-
HBIX 110 00PA3HOMY CTPOTO U COAEPIRAHUIO; Cpe-
I HAX IAKJIB 00paboTOK HAPOMHBIX TeCeH



“Chants populaires”, “Cing mélodies
populaires grecques”), music sketches
(“Histoires naturelles”), oriental cycles
(“Shéhérazade” and “Chansons madé-
casses”) and classicist and impressionist
romances (the first include “Deux Epi-
grammes de Clément Marot” and “Don
Quichotte a Dulcinée”, the second -
“Trois poemes de Stéphane Mallarmé”).

One should also note an important
feature of the vocal chamber heritage of
the composer. Some of his works of this
genre have two author’s editions — for
voice with a piano and for voice with an
orchestra (for example, “Cinq mélodies
populaires grecques”, “Don Quichotte a
Dulcinée” and “Histoires naturelles”),
others were originally designed as sym-
phonic vocal works (“Shéhérazade”), and
others implement an expanded instru-
mental ensemble, which includes up to
ten performers (“Trois poémes de Sté-
phane Mallarmé” or “Chansons made-
casses”). All this is a tribute to the ex-
pansion of tradition of vocal genres at
the end of the 19th century, as well as
the illustration of Ravel’s subtle sense of
the tendencies of the new century.

Ravel used poems of various authors
as the basis for his vocal miniatures —
from French classics such as Clément
Marot, Pierre Ronsard and Evariste Par-
ny, to contemporary poets: Paul Ver-
laine, Stéphane Mallarmé, Jules Renard
and others. Almost always the composer
turned to the poetry of his compatriots; a
rare exception were folk songs, especially
Jewish songs, in which he preserved the
original texts in foreign languages
(Aramaic and Yiddish). In addition,
Ravel also used French translations of
foreign folk songs: for example, the basis
of “Cing mélodies populaires grecques”
is the translations of Michel Calvoco-
ressi.

Poetry addressed by Ravel is very di-
verse in the sense of stylistics: classi-
oriental sketches, impressionist
and symbolist verses freely coexist with

cism,

(«/IBe eBpeiickue mecun», «Hapopabie mecHm»,
«IIs1Th HAPOJHBIX TPEUECKUX MEJOJIUII» ), My3bi-
KasbHble 3apucoBku («EcrecrBenmbie mcro-
pun»), opuenranbubie nukiabl («[llaxepesama»
n «Majjarackapckue mecHm»), a TakKe KIacCh-
IUCTCKUE W WUMIPECCUOHUCTCKIE POMAaHCHI
(kK TepBBIM OTHOCATCA «/[Be smmrpaMmbl Ha
Kiaemana Mapo» u «/lon Kuxor g [lynbcunees,
ko BropbiM — «Tpu moamer Crepana Mammap-
Me»).

Heobxomumo Takske OoTMeTUTH OJHY Bayk-
HYI0O 0COOEHHOCTh KaMepHO-BOKAJIbHOTO HacJse-
nust kKomrozuropa. Hekoropwie u3 ero mpounsse-
JMeHUIT 9TOTO 3KAaHpa MMEIOT JBe aBTOPCKUe pe-
MAKIUKU — JIIA ToJioca ¢ (PopTernuano u Jjis ro-
J0ca ¢ opkecTpoM (TakoBbl, Harmpumep, «llsarb
HAPOJIHBIX TpeuecKux menonuiny, «/lon Kuxor k
Ilynbennees n «lcrecTBeHHBIE NCTOPUT» ), IPY-
rMe M3HAYAThHO MBICANINCH KAK BOKRAIbHO-
cuMmponmueckre mpoussefenusi («lllaxepesa-
la»), a TPeTbU MMEIOT PACIHIUPEHHBLIN WHCTPY-
MEHTaJbHBIIl COCTaB, BRIYAIONINI B ceds 10
necsitu ucnonuurenein («Tpu mosmbr Credana
Majapme» win «Majarackapckue ITeCHU»).
Bcé aro — manb paciiupsionieiics B Kouie XIX
BEKA TPAJUINK BOKAJIHHBIX $RAHPOB W CBUJIE-
TeJILCTBO TOHROTO ONTyIeHusi Pasenem tenien-
IIIT HOBOTO BeKa.

B ocuoBy Bokanbubix Munuariop Paseiem
OBLIH TTOJIOYKEHBI CTUXU CAMBIX Pa3JIMYHbBIX aB-
TOPOB — OT (PPAHITY3CKIX KIACCTKOB, TAKNX KaK
Kneman Mapo, IIvep Poncap n 9sapuct [lapnn,
1o coBpeMeHHbIX emy moaton: llons Beprena,
Crepana Mannapme, yRiomsi Penapa un npyrux.
[Toutn Bcerma KOMIO3UTOP OOpPATIIATCS R T03-
3UN  CBOUX COOTEUECTBEHHUROB;, PEIKUM WC-
RITIOUeHWEM SBUJINCH HAPOJHBIE TEeCHU, B 0CO-
OEHHOCTH eBpeiiCcKIe, B KOTOPHIX OH COXPAHUJ
OPUTHHAJIbHBIE TEKCThl HA YY;KUX eMYy sI3bIKax
(apametickom n wautiie). Kpome aroro, Pasenn
TaK)Ke MCIOJIb30BaT U (DPAHILY3CKIe MePeBOJIbI
MHOCTPAHHBIX HAPOMHBIX TIECeH: TaK, HAIMPH-
Mep, B ocHoBe «IlaTn HAPOIHBIX rpeYecKux Me-
nomuity neskar nepesofanl Mutenss Kanbsoro-
peccu.

[Toosms, ® woropoit obpamancs Pasenn,
BechbMa pa3zHooOpasHa B CTUANCTHYECKOM OT-
HOTIEHNN: KJIACCUIN3M, OPUEeHTANbHbIE 3api-
COBKU, UMITPECCUOHUCTCKIE W CUMBOJHCTCKIE



each other in his vocal chamber works.
At the same time, one cannot say that the
music written by Ravel on these texts is
stylistically variegated: despite the rich-
ness of images and dramatic objectives,
all the romances created by the composer
are united under the sign of his style,
which remained almost wunchanged
throughout the creative path.

This edition is the first complete
Russian collection of Ravel’s vocal
works. Despite the fact that the author’s
name is well-known, many vocal minia-
tures that are relevant not only for scien-
tific research, but also for concert prac-
tice, have never been published in our
country, and the purpose of the publica-
tion is primarily to fill this gap.

The collection is organized in chrono-
logical order, which makes it possible to
clearly see the composer’s creative pro-
gress in the vocal chamber genre. All the
songs are given in original keys; orches-
tral works and works for expanded en-
sembles are given in the author’s piano
edition for the sake of performing conven-
ience. In addition, the collection is divid-
ed into three parts, the first of which co-
vers the early period of Ravel’s creative
activity and ends with the work written in
1905, the second one represents the works
of 1906-1910, and the third one combines
several pre-war and war works with works
of the late period.

Hkok

During 1911 and 1912 Ravel did not
create vocal compositions; after his “Folk
songs”, his next work in this genre was
the cycle “Three poems by Stéphane Mal-
larmé”. The history of creation of this cy-
cle is closely connected with the colla-
boration of Ravel and Igor Stravinsky.
In 1913, in Clarens (Switzerland), Ravel
and Stravinsky worked together on the
orchestration of Mussorgsky’s “Khovan-
shchina” at Diaghilev’s request. During
the close collaboration of composers Stra-
vinsky wrote his cycle “Three Japanese

CTUXT CBOOOIHO COCEACTBYIOT APYT ¢ APYTOM B
ero KaMepHo-BOKaIbHOM TBOpuecTre. [Ipm aTom
HelIh3sA cKasarh, UT0 MY3bIKa, Hammcammas Pa-
BeJeM Ha JTH TeKCThI, CTUJINCTUYECKN PasHo-
popHa: HecMoTpss Ha 60TaTCTBO 00PA30B U [ipa-
MATyPruvyecknX 3ajad, BCe POMAHCHI, CO3JAH-
HbIe KOMITO3UTOPOM, OOLeIWHAIOTCA TION 3Ha-
KOM €r0 CTIJIs, OCTaBINerocss MPaKTHIeCKN
HeM3MEeHHBIM Ha MPOTSIKEHNN BCeTo TBOPUECKO-
O IyTH.

Jlanmoe nsfanme mpefcTaBasgeT codoi mep-
BOE TMOJIHOe PYCCKOe coOpaHme BOKATbLHBIX CO-
ynHenuii Pagpesisi. Hecmorpsi Ha u3BecTHOCTH
NMEeHM aBTOpPa, MHOTHE BOKAJIBLHLIE MUHIATIO-
PBI, TPECTABISAIONe NHTePeC He TOJbLKO JIJIs
HAYYHOTO MCCTCMOBAHS, HO W JIIsI KOHIEPTHOI
MPAKTUKN, HUKOTAA He ObLIN OMyOJUKOBAHLI B
Haiieil crpame, W IeIbi0 M3[AHNSA B MEPBYIO
ouepesh ABIAETCS BOCTIONHEHTIE HTOTO TTpodena.

COOpHUK Opranm3oBan B XPOHOJIOTHYCCKOM
MOpsi/iKe, YTO TIO3BOJISIET HATVIANHO YBUEThH
TBOPUYECKUN IyTh KOMIIO3UTOPA B KaMepHO-
BOKAJTLHOM jkampe. Bce mecHm jansl B Opurn-
HATBHBIX TOHATLHOCTAX; TMPOM3BEACHNISA pac-
MIIPEHHOT0 WIN OPKECTPOBOTO COCTaBA BRIIO-
4eHbl B COOPHUK B (DOpPTENUAHHON pPeIaKIinm
aBropa Jiis1 ynoocrsa ncrosnenns. Kpome roro,
cOOPHUK pa3buT HA TPU YACTH, TEPBAsA U3 KOTO-
PBIX OXBATHIBAET PAHHWUI TEPUO TBOPUECTBA
Pasens u 3aBepmraercsa mpousBemeruem 1905
rozma, Bropasi npepcrasisier countenust 1906—
1910 romoB, a TpeTbsi O0BEUHAET HECKOJIHKO
JIOBOGHHBIX M BOEHHDLIX COYMHEHMUIT ¢ TPON3Be-
MeHUAMHI TO3/IHETO TIeProfia.

Hkok

B 1911 u 1912 rogax Pasennb me cosnasait
BOKaJILHBIX COUMHEHUIT; ero cljefyloleil padbo-
T0il B 9TOM jKaHpe mnocie «Hapomubix mecem»
cran ki « Tpu cruxorsopennst Credpama Maur-
napme». Vlcropust co3manus 9T0T0 IMUKIA TECHO
cBsizama ¢ corpyanudecrsom Pasesst m Vrops
CrpaBuncrkoro. B 1913 romy B Hnapame
(IIBefinapust) Pasens m CrpaBuncknii BMecTe
paboranrm Ham OPKECTPOBKON « XOBAHMITHHLI»
Mycoprekoro 1o 3akasy [saruiesa. Bo Bpems
TeCHOTO coTpyaHndectBa Kommosuropos Crpa-
BUHCKUI Hamucan cBOW IMUKI «Tpu cTuxorBo-
peHus 13 ATOHCKON JUPUKI», KOTOPHII B CBOIO



Lyrics”, which in turn inspired Ravel to
create a vocal cycle with a similar instru-
mentation.

“Three Japanese Lyrics” are a kind of
continuation of tendency to create cycles
for voice with chamber instrumental en-
semble begun by Arnold Schoenberg in
1912. The influence of “Pierrot Lunaire” is
noticeable not only among Stravinsky and
Ravel, but also among a number of other
COMpOSers.

“Three poems by Stéphane Mallarmé”
were created in 1913, the cycle was based
on the three works by the great French
symbolist: “Soupir”, “Placet futile” and
“Surgi de la croupe et du bond”. Ravel
himself, recalling this composition, said:
“I wanted to convey the characteristics of
Mallarmé’s poetry in this music, and above
all its sophistication and depth.”

The music of “Poems” is deeply indi-
vidual and original, the cycle is an im-
portant milestone in the development of
Ravel’s musical style; however, the com-
poser himself noted the influence of in-
strumental style of “Pierrot Lunaire” in
the third song of his cycle.

An approach to such instrumentation
was outlined earlier in other works by
Ravel. So, for example, already in 1906, in
“Introduction and Allegro” for harp and
chamber ensemble, the author turns to a
similar instrumentation that includes in-
struments of different groups. In the song
cycle for voice and orchestra “Scheheraza-
de” the second and third pieces are marked
by a special chamberness of writing de-
spite the instrumentation. In “Three po-
ems by Stéphane Mallarmé”, voice be-
comes a full member of the ensemble and
is interpreted as an instrument, which will
later appear in the cycle of “Songs of Mad-
agascar’.

In 1914, Ravel turned to folklore
again, this time Hebrew songs attracted
his attention. It is difficult to say where
the composer’s interest in Hebrew song
culture came from, but it can be assumed
that the impetus for this could be partici-

ouepeqb BROXHOBUIT PaBensi na cospanue Bo-
RaJIbHOTO MHUKJIA ¢ aHAJIOTUYHBIM WHCTPYMEH-
TATHLHBIM COCTABOM.

«Tpu cruxorBOpeHUst M3 SATOHCKOW JUPU-
KU» SIBJISIIOTCSI CBOEOOPA3HBIM IPOJIOJIKEHIEM
TEHJIeHTINN K CO3[aHUI0 IUKJIOB JIJIA TOJI0cA ¢
KaMepHbIM ~ WHCTPYMEHTAJIBHBIM  COCTABOM,
nauatoii Apaonpnom Iléndeprom B 1912 romy.
Bnusnne «Jlyanoro [Isepo» 3aMerHo He TOIHKO
y CrpaBurckoro n PaBens, HO 1y psafa qipyrux
KOMIIO3UTOPOB.

«Tpu cruxorBopenusi Crepana Masmapme»
cosmanbl B 1913 romy, B OCHOBY IlMKJIA Jieryin
TPU TPOUBBEJEHUST BEIUKOTO (PPAHITY3CKOTO
cumBosucta: «Banox», «[lycrsiunas npochda» n
«ITpeikrom ¢ kpymna». Cam PaBesn, Beriomnnas
00 aToM counmHenuun, ropopui: «fl xoren nepe-
IaTh B 9TOIl My3bIKe ocobeHHocTH 1mod3un Mai-
JapMe, W TIPEKJE BCETO CBOWCTBEHHYIO eMy
M3BICKAHHOCTH U TTYOUHY».

Mysbika «CruxorBopeHuity rryboKo MHJH-
BUIyaJTbHA 1 CAMOOBITHA, K ABIACTCA BajK-
HOIl BeXOU B CTAHOBJIEHUU MY3LIKAJILHOIO CTHU-
ns PaBesist; oHaKko caM KOMIIO3UTOP OTMETHI
BIWSIHIE WHCTPYMEHTANIBHOTO CTHIS «JIyHHOTO
[Thepo» B TpeThell mecHe ¢BOETO TUKIIA.

[Togxom kK TakoMy coctaBy HUCIHOJHUTEIENH
HaMeuvaJscs U paHee, B IPYyrux counHeHusx Pa-
Besisi. Tar, naipumep, y:ke B 1906 rony B «Mu-
TporyKIuu 1 Assierpo» st apdbl 1 KaMepHOTO
arcaM0Jis1 aBrop obpaiaercst K mogo0HOMY CO-
CTaBy, BRJIIOUAIONEMY WHCTPYMEHTBI Pa3HBIX
rpyni. B mukie necen st rooca ¢ OpKecTpom
«IlTaxepesama» BTOpOIi W TpeTHii HOMEpa OTMe-
4eHbl 00001 KaMEePHOCTBHIO MIChbMa, HECMOTPS
Ha coctas. B «Tpéx cruxorBopenusx Credana
Mannmapme» TOI0C CTAHOBUTCS TTOTHOTTPABHBIM
YYACTHUKOM aHCAMOJA W TPARTYeTCs KaK WH-
CTPYMEHT, YTO B JAJLHEHIIIEM TPOSABUTCA B
ke «MajarackapcKux mecen».

B 1914 ropy PaBenn BHOBBL oOparmics K
(ombRIOpPY, HA ATOT pa3 ero BHUMAaHWE IPH-
BIIERJIN eBpeiickue mecHu. TpymHo ckasarh, oT-
Ky/la BOBHUK MHTEPeC KOMITO3UTOPA K TIeCeHHOT
eBPelCcKoil KYJIbType, OJHAKO MOJKHO IPEJIo-
JIOKUTH, YTO TOJYROM K 3TOMY MOTJIO CTaTh y4a-
ctue B KoHrypce Jloma mnecuu OneHuHOII-
I’ AnbreiiM 1 3HAKOMCTBO C eBPeICKOI MeJIofu-
eit «Meiiepre, MOii ChIH».



pation in the Olenina-d’Alheim’s “Song
House” contest and acquaintance with the
Hebrew melody “Mayerke, my son”.

“Two Hebrew melodies” include “Kad-
dish,” the ancient Aramaic chant, and the
philosophical song “The eternal enigma.”
Both arrangements have a clear resem-
blance to the cycle of “Folk songs” in
sense of careful handling of folklore mate-
rial and delicacy of chosen piano accom-
paniment.

The transparent, almost weightless ac-
companiment of the first song, “Kaddish,”
does not distract from the expressive mel-
ody of glorification. Mysterious atmos-
phere of the second song is supported by
the ostinato piano part based on a colorful
harmonic complex.

The next vocal composition by Ravel
was “Three songs” with his own texts
(1915). The years from 1914 to 1918 be-
came a difficult period for the composer, at
that time he buried his beloved mother and
in addition Ravel deeply experienced the
tragedy of the war.

Despite all this, the atmosphere of
“Songs” has little in common with the
tragic period of Ravel’s life. They are writ-
ten in folk spirit, as evidenced by a lacon-
ic, simple melody and texts that clearly
imitate folk poetry; the same tendency to-
wards simplicity and reliance on a melodic
part, coming from the arrangements of
folk songs of 1910, is visible in the piano
accompaniment.

The cycle consists of three various
songs. It includes “Nicoletta”, written in
the genre of bergerette (an old French
dance song with pastoral themes) with ra-
ther rare for Ravel tendency to satire,
“Three beautiful birds from Paradise®,
an epic narrative song with an element of
lyrics, and a comic “Roundelay”.

The most concise and exquisite of
Ravel’s songs — “Ronsard to his soul” —
was completed in 1924. Its creation was
dedicated to the 400th birthday of the poet
Pierre de Ronsard, who had a significant
influence not only on French, but also on

«JlBe eBpelicKiie MeJIOIMI» BRIIIOUAIOT B Ce-
0s «HRapuuin», npeBHee mecHoreHne Ha apa-
MelicKoM f3bIKe, 1 Punocoderyio mecHio « Beu-
Has Taitnas. O6e 06paboTKU UMEIOT ABHOE CXOJI-
cTBO ¢ nukiaoM «HapopHbIx meceH» B CMbICTe
OepeskHOro obpateHns ¢ QOTbKIOPHLIM MaTe-
pHUAJIOM U JIeJTUKATHOCTH U30panHoro goprer-
AMHOTO COITPOBOKCHNS.

[Tpospaunoe, mouTn HEBECOMOE COMPOBOSK-
nenue mepBoil mechu, « Ramauiny, He orBiexaer
OT BBIPA3UTENbHOI MeJIOINN CJIAaBOCIOBUS. 3a-
rajouHasi armocgepa BTOPOIi TIeCHU TIOJIePIKIi-
Baercs ocTUHATHON (oprenmmanuoii napTueii,
OCHOBAHHON Ha KpacouHoM TapMOHWYECKOM
KOMILTEeKce.

Crrerytonium BOKaJIbHBIM counHeHnem Pa-
Besist cranm «Tpu mecHn» Ha coGCTBEHHBIE TeK-
crbt (1915). Tomwt ¢ 1914 o 1918 cranm Tssié-
JIBIM JITISI KOMITO3UTOPA TIePUOJIOM, B 9TO BpPeMsi
OH TIOXOPOHUJ TOPSYO JI0ONMYIO MaTh, a KpoMe
toro, PaBenb riIybOKO Tepe;RUBaI Tparenio
BOIWHBI.

Hecmorpst Ha Bcé aro, armocdepa «Ilecen»
MAaJIo MePeRINKACTCS ¢ TPATHYeCKUM MTePUOIOM
smann Pasensa. Onm Buijepskansl B QOALRIOP-
HOM JIyXe, 0 YéM TOBOPUT JAKOHUTHAs, TTPOCTas
MeJIOJINKa ¥ TEeKCTBl, SIBHO TMOJIpasKaloliie
HApOJHOI 1M093uu; B HOPTENHAHHOM COIIPO-
BOYKJI@HIN BUIHA Ta jKe TeHJEHIUs K MPOCTOTe
1 OIope Ha MEJOAUYECKUil TOJ0C, WAYIAs OT
obpaborok napomubix mecer 1910 ropa.

[{urn cocront m3 TpEX pazHOXapaKTePHBIX
necen. B wero Bxopmsar «Hwurkomerra», Boigep-
JRaHHAsE B jKRaHpe OepyReperThl (CTapUHHOIM
(bpanIty3ckoil TaHTEBATIBHOI MTeCeHKN ¢ MacTo-
PAIBHON TeMATHKOI) ¢ YRIOHOM B JIOBOJBLHO
penkyio st Pasesst catupy, « Tpu uyaabix paii-
CKUX TITHIIBI»,
MeCcHs ¢ 3JIeMEeHTOM JIMPUKK 1 1iryrouHoe «Pom-
10».

Camast TakOHUYHAS U M3bICKAHHASA U3 T1e-
cen Pagessi, «Pomcap — cBoeii gyiie», Oblia 3a-
Bepiiena B 1924. KEé cospanume npmypoueHo K
400-1ernio co pusa poskaenus mosra llvepa je
Poncapa, orasasiiero sHaunTejsbHOe BIUSIHIE
He TOJBKO Ha (PPAaHITy3CKYI0, HO 1 Ha BCIO €BPO-
MeicKyIo m033uio. B BokasbHOM apTin mnpesa-
Jaupyer cBolicTBennas PaBeno mermamarus,
CllePsKaHHbBINl OPTaHyM KBUHT B COITPOBOMKIE-

IIoBeCTBOBATEJbHO-9IINYeCKad



European poetry in general. Declamation,
characteristic of Ravel, prevails in the vo-
cal part; the restrained organum of fifths in
the accompanied depicts a French musical
renaissance on the one hand and echoes
contemporary art searches on the other.
The striking laconicism of means, howev-
er, does not come to simplification, creat-
ing a soulful and expressive artistic image.

The “Songs of Madagascar” cycle, cre-
ated in 1926 at request of Maecenas Eliza-
beth Sprague Coolidge, became a signifi-
cant milestone in the vocal work of Ravel’s
last years. The main wish of the customer
was the original instrumentation, which
included voice, flute, cello and piano.

The texts chosen by Ravel belong to
the prominent poet of the 18th century,
Evariste Parny. “Madagascar Elegies”
created by him are written in the spirit of
Ossian poetry: the author’s text is stylized
as a folk text and deliberately published as
a translation of a folk source.

Ravel does not attempt to reproduce
the folklore of Madagascar in this cycle;
this is deeply authorial music that is an
important part of the composer’s creative
evolution. The oriental flavor permeating
the entire work is done in a generalized
subjective manner; “Songs of Madagascar”
is an author’s view of a distant culture
through the prism of its own musical lan-
guage and aesthetics. Hence the growing
role of percussive sounds characteristic of
many eastern and African people, delicate
timbre discoveries and exquisite sound
imaging.

An interesting feature of the cycle was
a functional independence of parts from
each other. Parts often differ not only in
material, but also in functional center.

Simple, almost diatonic intonation
structure of the vocal part and prevailing
declamation style, closely associated with
French prosody, distinguishes all the
songs of this cycle; however, despite the
simplicity of intonation and the predomi-
nance of pentatonic and trichord motifs in
all parts, a unique colorful flavor is created

HUW ¢ OHOW CTOPOHBI puUcyeT (QpaHIly3cKuUil
MY3BIRAJLHBI PEHECCAHC, & ¢ IPYTOM CTOPOHDI
neperJImKaeTca ¢ coppeMennbiMu Papenio xy-
MOKeCTBeHHBLIMU NcRaHusME. llopasurenbHblil
JAROHM3M CPEJICTB, TeM He MeHee, He ITepexo[uT
B YIPOIIEHHOCTh, CO3/IaBas MPOHUKHOBEHHBII
1 BBIPA3UTETbHBII XYI0/KeCTBeHHBIIT 00pa3.

SHAUNTENHLHON BEX0il BOKATLHOTO TBOpUE-
cTBa TocheHUX JeT ku3Hu Pasens saBmiics
ka1 «Magarackapckue mecHU», CO3MaHHBIN B
1926 rony mo Bakazy MereHatkm IJamszader
Crpar Rynumk. I'naBHBIM nosKenaHmeM 3aKas-
YUIB  CTQJ  OPUTUHATILHBIH  BOKAJTLHO-
MHCTPYMEHTAIBHBIN €cOCTaB, BRITOUYABIIUN TO-
noc, reliTy, BuonoH4es b u hoprenmnaHo.

N3b6pannbie PaBenem TeReTHI pUHAJIERAT
kpynuomy moary X VIII Bera, Isapucry llapuu.
Cosmannbie um «Majarackapckue »aieruu»
HAMMMCAaHBl B yXe OCCMAHOBCKOI TIOD3WU: aB-
TOPCKUI TEKCT CTUIAN30BAH IO HAPOMHBIN T
CO3HATEJILHO OMYOINKOBAH KAk 11epeBoft GhoJib-
RJIOPHOTO NCTOUHMKA.

B prom muriae Pasenn me mwnitaercsi Boc-
npousBectnn poabriaop Magarackapa; aTo TUITy-
OOKO aBTOPCKAsT MY3BIKA, SIBJISAIONASACA BaKHON
YacThI0 TBOPUYECKON HBOJTIOTNYM KOMITO3UTOPA.
OpueHTaNbHBI KOJOPUT, TPOHU3BIBAIOIIIN BCE
1pousBeieHne, peréH B 0000MEHHOM CyObeK-
TUBHOM Kitoue, «Majgarackapckue IecHU» —
aBTOPCKNH  B3TJIA HA JAICKYI0 KYJIbTYPY
CKBO3b TPU3MY COOCTBEHHOTO MY3BIRATHLHOTO
sa3pika n acrernkn. Orciola — Bo3pacTatoras
POJIb yIApHBIX 3BYYHOCTell, XapaKTepHBIX JIJIs
MHOTUX BOCTOUHBLIX M a)PUKAHCKUX HApPOJOB,
TOHKIEe TeMOPOBbIe HAXOMKU U W3bICKAHHAS
3BYKOM300pa3uTeNIbHOCTD.

Wurepecnoii yeproii nmukia crana GyHRIN-
OHaJIbHAasI He3aBUCUMOCTh TAPTUH APYT OT JIPY-
ra. 3ayacryio napTuu OTIMYAIOTCS He TOJbKO
MaTepuaIoM, HO 1 (PyHKITMOHATLHBIM YCTOEM.

ITpocroii, mouru AUaTOHUYECKUNT WHTOHA-
MMMOHHABIN CTPON BORAJILHOW MapTUMW W TIpeBa-
JUPYOMNN  eRIaMalMOHHBIN  CTHJIh, TECHO
CBSI3aHHBIN ¢ paHITy3CKOI TPOCOMel, OTIm-
4aeT Bce TecHU ITOT0 IUKIA; OJ[HAKO, HeCMOTPS
Ha [POCTOTY WHTOHAIMI " Tpeobsajanie BO
BCeX MapTUAX TEHTATOHUKH W TPHUXOPHOBBIX
MOTHBHBIX 00pPa3oBaHWil, YHUKAJILHBIN Kpa-
COUHBII KOJIOPUT CO3/IAETCS 38 CUET HAJIOFKEH U ST
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by superimposing complexes on top of
each other, providing tart and sometimes
harsh vertical accords.

Parny’s “Elegies” are a large cycle of
twelve poems in prose, of which Ravel se-
lected three songs that represent various
sides of Madagascar life: love lyrics in the
song “Nahandove”, the dramatic narra-
tive song “Aoual!” and “It is sweel”, con-
templative with elements of figurative-
ness.

The predominance of linear thinking
over harmonic in “Songs of Madagascar”
becomes one of the distinctive features of
Ravel’s late style; this principle gradually
ripens in his other compositions, both vo-
cal and instrumental.

Little is known about the story of crea-
tion of the song “Dreams” with verses by
Léon-Paul Fargue. Ravel was personally
acquainted with this poet, at the begin-
ning of the 1900s they both were part of a
small circle of young artistic avant-garde
called “Les Apaches”. This association in-
cluded many composers, such as Schmitt
and Delage, later — de Falla and Stravin-
sky, music critics, performers, poets and
artists. Ravel maintained friendly rela-
tions with many of the members of this
group even after the breakdown of “Les
Apaches”.

The song “Dreams” was written in
1927. This music is distinguished by sim-
plicity of means of expression and trans-
parency of texture, consisting of independ-
ent melodic lines.

In 1932, Ravel participated in a com-
petition to create music for the movie
“Don Quixote”, in which Chaliapin was to
play the title role. In addition to Ravel,
de Falla, Ibert, Milhaud and Delannoy
participated in the competition; the jury’s
preference was given to Iber. The cycle
“Don Quixote to Dulcinea” with words by
Paul Morand created as part of the compe-
tition was the last work by the composer.

The image of Don Quixote depicted by
Ravel is devoid of any ridicule or irony.
These songs are three praises to the Beau-

KOMILIEKCOB JIPYT Ha JIpyra, 00ecrnednBaoiero
TEePIKNIe 1 TTOPON KECTRIE CO3BYYNA 110 BEPTHU-
RaJIm.

«nerun» llapau — 210 OGONBITON MK
M3 MBEHAJIATH CTUXOTBOPEHWII B Tpo3e, u3
rotophix PaBesmem orobGparo Tpm mecHU, pucy-
IO11e Pa3InvYHble CTOPOHBI MaJAaracKkapcKoro
obiTa: mioboBHas Jaupura B mecHe «Haxammo-
Ba», TIOBECTBOBATETLHO-/IpaMaTuecKast TeCHs
«A-iisal» u «Xoporio mpuiedb B 3HOW», co3ep-
IaTeabHast ¢ BlieMeHTaMu 1300pa3uTebHOCTH.

[TposiBuiieecsi B «Mapmarackapckux tec-
HsX» TIpeodsafiaHme JTUHeAPHOTO MBIINLTeHNS
HaJ| TaApMOHWYECKUM CTAHOBUTCS OJIHOW W3 OT-
JUYUTENIBHBIX 4epT mo3maHero cruns Pasens,
ATOT MPUHIUTI TIOCTETIEHHO BHI3PEBAET B JIPYTUX
ero COUMHEHMAX, KAK BOKAJBLHBIX, TaAK W WH-
CTPYMEHTANBHLIX.

Hewmuoroe m3Bectno o6 mcropun co3ganus
mecrn «Meurn» ma eruxnu Jleona-Iloma Mapra.
PaBenb Obll TUYHO 3HAKOM ¢ 9THUM I0DTOM, B
mauasze 1900-x rogos onum oba BXoguaIu B He-
OOJIBIIION KPYKOK MOJIOIOTO XYI0KEeCTBEHHOIO
aBanrapaa, Ha3nIBaBIINACA « Amarnm». IT0 00h-
elTHeHe BRITOYATIO B ¢e0SI MHOTHX KOMITO3M-
Topos, Takux, Kak [lvurr u [lensxr, mosnmnee —
ne Panbsa u CTpaBUHCKUI, MY3bIKATbLHBIX KPU-
TUKOB, MCTIOJHUTEICH, TTOITOB M XYAO:KHIKOB.
Jlaske mocme pacmama «Amarmeil» ¢co MHOTHAMET
73 YYACTHUKOB 2TOi rpynnbl PaBens coxpamsa
APYKECRIe OTHOIITCHUS.

[lecuss «Meutni» Gbia wanucana B 1927
rofry. 9Ta My3bIKa OTJINUYAETCA TPOCTOTOI BhIPa-
BUTENBLHBIX CPEJICTB M MPO3PAYHOCTHIO (haKTy-
PBI, COCTOSAIIEI M3 CAMOCTOSTENHHBIX MEeJIOJII-
YeCKRUX JIMHUIA.

B 1932 Pasenb yuacrBoBaj B KOHKypce Ha
co3anme My3biku K kuHopuiabmy «Jlon-
Ruxor», 3armaBHyo poiab B KOTOPOM TOJIKEH
ont eeirparh Hansmmn. Kpome Pasens, B kon-
rypce yuactsosanm ge Dagnsa, Uoep, Muito n
Jlemanmya; npefmoutenne sROPU OBLTIO OTIAHO
Noepy. Cosmanublii B paMKax KOHKYpca MK
«Jlon Kuxor — Jlynbcunee» na ciosa llons Mo-
paHa cTaj MocJaeHUM COUMHEeHNeM KOMII03UTO-
pa.

O6pas [lom Huxora, kotopniii pucyer Pa-
BeJIb, JIUTIEH KaKOW-T1M00 HACMENTKA MWW UPO-
HuU. Itn recuu — 1o Tpu Audupamda llpe-
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tiful Lady, three different dance move-
ments. Musically, the composer relies on
Castilian folklore and uses the Phrygian
progressions and the dominant scale char-
acteristic of Spanish music.

“Romanesque song” is written in the
genre of serenade, which is emphasized by
its “guitar-like” accompaniment; a varia-
ble meter gives the music an inner dyna-
mism. The second piece — “Epic song” —
bears the features of a prayer song and
praises the Beautiful Lady, comparing her
with the Madonna. The final “Drinking
song” carries a manly and energetic im-
age; the hero praises the joy of serving the
Lady in it.

Fkok

Ravel’s vocal work was a kind of
mirror of his creative evolution. De-
spite the surface homogeneity of musi-
cal language and the not too significant
gap between the outside points, Ravel’s
style had undergone significant quali-
tative changes, while preserving the
features that made his music recog-
nizable.

Daria Sartakova

KpacHO¥ JaMe, TPW Pa3HbIX TaHIEBATbHBIX
nBUKeHNs. B My3bIRaIbHOM IIaHe KOMITO3W-
TOP OMWPaeTcss Ha KaCTUALCKUN (POIBKIOP T
MCIIONb3YyeT XapaKTepHbIe I NUCITAaHCKON MY-
3BIKM (hPUTHIICKIE 00OPOTHI M JOMWHAHTOBBIT
TaI.

«PomanTuveckas mecHsi» periieHa B sRaHpe
CcepeHajibl, 4T0 TMOMUEPKUBAET €€ «TUTAPHBII»
aKKOMITAaHeMeHT; TIepeMeHHBINl MeTp ITPUIAET
My3bIKe BHYTPeHHUIT AmHamMu3M. Bropoii HO-
Mep, «InmdyecKas MmecHa», HecéT B cebe yepThl
IecHU-MOJIUTBBL U BociieBaer [IpexpacHyto na-
My, cpaBHuBast eé ¢ ManoHHOI. SaRI0YNTEb-
Has «3acTorbHas MecHs» HecéT B cebe Myske-
CTBEHHBIN W 9HEPrUvHBIN 00pa3, B Hell repoi
CJABUT PaiocTh caryskeHns [lame.

Fkok

Boranbrnoe tBopuectBOo Pamensi siBusioch
CBOEOOPA3HBIM 3€PKAJIOM ero TBOPYECKOI 3BO-
monun. HecMoTpst Ha BHENTHIOO OHOPOIHOCTD
MY3BIRAQTBHOTO SI3bIKA W He CJINUIITKOM 3HAYM-
TeJILHBIIT Pa3pbhiB MEKIY KpallHUMHU TOYKAMMU,
crunib PaBenst mpereprien 3HaunTesbHbIe Kave-
CTBEHHbBIE M3MEHEHWS, COXPAHUB TTPU DTOM Te
CBOU 4epThl, KOTOpbIe JIeJal0T €ero MY3BIKY
y3HaBaeMOI.

Hapvs Capmarosa



Trois Poémes de Stéphane Mallarmé

Three poems by Tpu cTUXOTBOPEHUA
Stéphane Mallarmé Credana Mannapme

a Igor Strawinsky*

Soupir
Sigh 1 Bamox
Stéphane Mallarmé Maurice RAVEL
Credpan Manrmapme Mopuc Pasensn
Lent** (J = 40) (1913)
9 ,ﬁl‘ - ]
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*To Igor Stravinsky. * Uropio CrpaButcromy.
** Slow. ** Mepmenno.
**% With the left pedal. *%% C jeBoll meianipio.
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