INTRODUCTION

This collection contains selected piec-
es from the piano works by Maurice Ravel.
Various pieces are gathered in it — both
the most famous compositions (for exam-
ple, “Pavane pour une infante défunte” or
“Sonatine”) and the rarely published ones:
“Prélude”, “Menuet sur le nom d’Haydn”,
etc. All these pieces are united by relative
simplicity of music text. Some of them are
suitable for performance in senior classes
of music schools or junior classes of music
colleges.

The purpose of this collection was a
desire to familiarize musicians with little-
known pieces by Ravel that are seldom
performed in concerts and accessible to
both amateurs and professionals.

The piano is one of Ravel’s main
spheres of interest. More than half of his
compositions were written specifically for
this instrument or various ensembles with
its participation; many orchestral compo-
sitions have the author’s piano transcrip-
tions as well — or rather, they were origi-
nally written in piano version before they
acquired an orchestral sounding. The
composer himself said that his harmonies
“bear fingerprints”: Ravel composed by
the instrument, which undoubtedly formed
many features of his works written for pi-
ano as well as for other instruments or en-
sembles.

“Meticulous and anxious, he composed
slowly, for a long time looking for a per-
fect detail that could satisfy him. He creat-
ed such pianistic figures that were abso-
lutely individual” — writes one of the ma-
jor Russian Ravel researchers I. Martynov.
Undoubtedly, one of the most important
features of Ravel’s music was not only its
amazing imagery, but also the utmost in-
dividualization of each composition that
ever came from his pen.

This greatly complicates any accurate
systematization. There are literally no two
similar works by Ravel that are written
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according to the same model; the composer
is looking each time for an individual type
of embodiment suitable only for that spe-
cific idea.

However, with all the diversity of
Ravel’s creative heritage (and, in particu-
lar, its piano component), one cannot fail
to notice an amazing unity of style. Com-
positional principles, specific means of ex-
pression and texture decisions were
changing throughout his creative career,
however, all of Ravel’s piano works stay
within the framework of purely pianistic
manner (as Martynov notes, “he loves the
instrument the way it is and does not
strive to turn it into "superpiano” or inter-
pret abstractly”). Indeed, Ravel continues
with pride and dignity the line of great
romantic pianism (this is manifested both
in pianistic techniques and in usage of
specific form principles, for example, in
his “Concerto for the Left Hand”), while
introducing his own aesthetic views into
this tradition — the views of a 20th century
composer.

Ravel’s musical impressionism differs
significantly from Debussy’s musical im-
pressionism. Unlike his elder contempo-
rary, Ravel is characterized by a much
more rational interpretation of impres-
sionism aesthetics: blurring of form
boundaries and tendency to prevalence of
color over melodic principles characteris-
tic of Debussy does not find its reflection
in Ravel’s music, which is intrinsic to a
charm of mechanisms of all kinds, watch-
es, toys, a huge love of dancing and, at the
same time, a benevolent detachment from
the world, observation and contemplation.
All this is reflected in a peculiar imagery
of Ravel’s piano works.

Ravel sensitively hears the world
around him and very neatly depicts it in a
kind of “sound landscapes” — such are, for
example, famous “Jeux d’eau” and
“Ondine” from the cycle “Gaspard de la
nuit” or “La vallée des cloches” from the
cycle “Miroirs”. The images of playing,
iridescent water or sounding bells become

qectBe PaBesisi OyKBaJIbHO He HaJeTCs JIBYX
MTOXOKUX TPOU3BEeHNI, HAMMCAHHBIX O Of-
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Mysoikanpubiii nMmnpeccnonusm Pasens B
3HAYNTENHHON CTeTIeHN OTIMYAeTCS OT MY3bI-
RaJibHOTO uMmIpeccuonusma /ledoccun. B orim-
que OT cTapiiero coppeMennnka, Pasernio cBoii-
CTBEHHO Kyzia 6osiee parimoHaIbHOe MpeaoMIe-
HIe DCTeTUKN UMIIPECCHOHM3MA: CBOMCTBEHHAS
Jle6Gioccn pazmbiTocTh TpaHuI GOPMbI 1 CKIOH-
HOCTh K MPeobIagainio KOJIOPUCTHKI Ha Me-
JOAMYECKIM HadaJoM He HaXOINUT CBOETro oTpa-
JKeHUs B My3biKe PaBesisi, KOTOpPOIl Mpucymm
0YapOBAHWE BCEBO3MOKHBIMI MEXaHU3MaMHU,
yacaMu, UTPYIIKAMUA, OTPOMHAsT JII0OOBH K TaH-
MeBATLIOCTH 1 TIPU DTOM J0OPOKeTaTeNbHA
OTCTPAHEHHOCTL OT MUPA, HabII0IaTeIbHOCTL 1
cosepriareJqbHocTb. Bee 910 mipenmomsisiercs B
ocoboit obpasnoii cdepe goprenumanibIX MPO-
ussegennii Pasess.

PaBesib uyTKO CABIIIAT OKPYKAIOIIUI MUP
W O4YeHhL METKO PHCYeT ero B CBOEOOPA3HBIX
«3BYKOBBIX TIel3aKaxX» — TaKOBLI, HAIpmMep,
smamennTas «Vrpa Bofbl», « YHnHa» 13 TIKIA



colorful and vivid music images, in which
there is no pronounced story or concen-
trated emotionality (as it could be in simi-
lar pieces by romantics). It is rather the
moment “frozen” in time, admiring the
beauty of the world; and in order to create
this “frozen moment”, Ravel seems to
move away from a direct depiction, gener-
alizing a material phenomenon to an aes-
thetic sublime category. On the other
hand, images of the real world sometimes
remind of themselves quite directly: it is
enough to listen to the picturesque ringing
of drops or bird trills in the final move-
ment of “Chansons madécasses”, the noise
of trees in “L’enfant et les sortileges” bal-
let, or to the whole row of images of nature
in the “Histoires naturelles” vocal cycle.
Be that as it may, in each of his works one
can always feel a frailness of a moment,
which the composer values.

Researchers disagree about the inter-
pretation of the piano in Ravel’s works.
Some — like Martynov already mentioned
above — are inclined to believe that the pi-
ano for Ravel remains primarily a piano,
others believe that this instrument is in-
terpreted by the composer in an orchestral
way. Of course, Ravel’s piano music con-
tains amazing timbre discoveries and imi-
tations of bells, guitars, flute and other
orchestral timbres, but the first statement
nevertheless seems to be truer than the
second. The arpeggio-in-seconds tech-
nique invented by Ravel and ingenuity in
point of texture can enrich the instru-
ments expressive resources, but it cannot
be said that they somehow overcome the
instrument’s nature.

Ravel was primarily a composer, but
also proved to be a good pianist. His per-
forming skills were noted while studying
at the Paris Conservatory with Charles
Beriot and Gabriel Fauré. The testimonies
of contemporaries note the originality of
Ravel’s virtuosity. “His fingers were long
and mobile, his slender hand with an ex-
ceptionally flexible wrist seemed to be a
hand of a magician” — this is how the pia-

«Hounoii Tacap» nnn «/lonmna 3BOHOB» 13
nuraa «Orpaskenusi». O0pasbl urparoliei, me-
pesmBaoIeiicss BOJALI WK 3ByUYaAIHe KOJTOKOIA
CTAHOBATCS KPACOUHBIMU U APKUMU MY3BIKAJ b-
HBIMI 00pa3aMu, B KOTOPBIX HET SAPKO BBIPa-
JREHHOM CIOMKETHOCTI MM KOHIEHTPUPOBAHHOT
HMOTMOHATBHOCTH (KaK MOTJIO OBl OBITH B TIO-
MOOHOTO TIIaHa MhecaX POMAHTHROB). JTO CKO-
pee «3acTbhIBIIee» BO BpeMeHU MTHOBEHUE, JITO-
OoBaHme KPacoToil MUpa — 1 Jijisi CO3LaHms ATO-
r0 «OCTAHOBJIEHHOTO MoMeHTa» Pasenbh Gynro
OBl OTCTPAHACTCA OT TIPAMOI M300PA3UTETHHO-
cti, 0000Iass MaTepuaabHOe sIBIeHIe JI0 ACTe-
TUYECKOI BO3BBIIIeHHON Kareropumn. C mpyroi
CTOPOHBI, 00pa3bl peayibHOro MHpPa WHOTIA
HATIOMIHAIOT O cede IOCTaTOuHO TIPSAMO: JI0CTa-
TOYHO BCAYIIATHCA B JKUBOITMCHBIN 3BOH KaIesh
WU ITHYBU Tpean B (puHasbaoM HOMepe «Ma-
JlaracKapcKUX IMeceH», MIyM JiepeBbheB B Gajere
«Jluts m BoxmIe6CTBO» WAM IETYI0 BEPEHUITY
0o06pa3oB Tpupojibl B BOKaJIbHOM InkIe «KEcre-
cTBeHHbie ucropun». Hawk 6u1 To HuU OBLIO, B
KayKJIOM €ero COYMHEHUU BCerjia OIyIaeTcst
XPYHKOCTh MTIHOBEHHsI, KOTOPOIl KOMIIO3UTOP
OPOIKMUT.

Uccnenoarenn  pacxofAaTcss BO MHEHHHT
HacueT TPAKTOBKM (DOPTENMAHO B TBOPUECTRE
Pasensa. Oqnun — Kak y:ke YIOMAHYTBIH BBITITE
MaprbiHOB — CKIOHSIETCS K MHEHUIO O TOM, 4TO
oprernmano s Pasesst ocraercst ipesijie Bee-
ro oprenuano, APyrue CYUTAIoT, 4T0 ATOT WH-
CTPYMEHT TPAKTOBAH KOMIIOBUTOPOM CROpee
oprectpoBo. BesycioBHo, B hopTreninanHom my-
3bike PaBesisi ecTh ynuBuTenbHbIE TeMOPOBbIE
HaXOJIKM U TIOf[pajykaHie KOJOKOJIaM, rurapam,
(rreiite M IPYrEM OpPKECTPOBBIM TeMOpam, Ofi-
HAKO Bce ke TIepBoe YTBePs;KIeHre TIPeiCTaBIs-
ercs Oonee BepHBIM, Heskesnun Bropoe. [lpumy-
maHHas PaBeseM TexHUKa apriemruo ceryHjia-
MU U U300PeTaTenbHOCTh B OTHOIMIEHUH (haAKTY-
pPBI  TO3BOJIAIOT  OOOTATHTL  BHIPABUTEILIHIE
CpeficTBa MHCTPYMEHTA, OTHARO HETh3s CKA3aTh,
4TO OHM KaKUM-TO 00pa3oM IPeosioJeBaioT
MPUPOJY MHCTPYMEHTA.

Pagesb ObL1 TIpeske Bcero KOMIO3UTOPOM,
OJTHAKO TIPOSIBIJI ce0s1 I KAK XOPOIINii TNAHKCT.
Ero ucrnonaurenbekie crnocodbHOCTH ObLIN OT-
MeuYeHbl efle Bo BpeMs odyuenus B [lapmmcroi
roucepBaropun y lllapns Bepuo m I'abpuans



nist Henri Gil-Marchex writes about him.

“I don’t want my music to be inter-
preted; playing it is enough.” These words
of the composer himself are quoted by Al-
fred Corteau, one of the greatest French
pianists of the 19th century and a heedful
performer of Ravel’s music. The compos-
er’s feelings can be understood: the sparsi-
ty of his creative heritage is largely due to
the utmost elaboration and attention to
details. Ravel was very strict with himself
and verified his own compositions literally
to the last note — and, of course, left
enough instructions and notes for per-
formers.

At the same time, he demanded that
performers not only follow the written mu-
sic text strictly “to the letter”, but also
perform simply. Jeanne Leleux — the first
performer of the cycle “Ma mere 1'oye” —
writes about this: “I was amazed that he
asked us to play quite simply! Not looking
for expressiveness in every note.” Ravel,
suggesting his recommendations on per-
formance of “Jeux d’eau”, said that this
piece should be played “melodically, but
not sentimentally.”

The composer paid special attention to
rhythm; not only he wrote out the slow-
downs in detail (the so-called “written
out” deceleration, coming from composers
of the classicism era), but also demanded
sticking to the tempo during performance.
Thus, before the premiere of “Bolero”
Ravel almost had a quarrel with the con-
ductor Arturo Toscanini because he accel-
erated the tempo by the end of the work.
Neither of them wanted to give in to the
other; in the end, Ravel allowed Toscanini
to play “Bolero” with acceleration — “but
only you,” the composer stressed.

Since many of the pieces included in
this collection are published extremely
seldom, let us dwell on their brief review —
historical and analytical.

“Prélude” written in 1913 opens the
collection. It is distinguished by extreme
laconicism and a manner of writing close

®ope. CeupereneTBA COBPEMEHHNKOB OTMEYa-
10T cBoeobpasme Bupryosmoctn Pasenss. «Ero
MaJBIBI OB UIMHHBIMUA U TTOJBUKHBIME, €TI0
TOHKAS PYKa ¢ MCKIIOYNTENIHHO THOKON KUCTHIO
Kazajaach pyKoi (DOKYyCHUKa» — TaK, HATPUMep,
nuiier o Hem nmuanuct Aupu rRunb-Mapiire.

«fl me memaio, 4TOOLI MOIO MY3LIKY WHTEp-
MPETHPOBAJIN; IOCTATOUHO €6 UTPaTh». ITU CII0-
Ba caMoro KoMIosmropa mpuBoauT Anbdpen
Ropro, opmn u3 kpymHeimux @paHIy3cKuX
nuannctoB XIX Beka W 4yTKMil MCTIOTHUTEH
my3biku PaBens. UyBcTBa KOMIIO3UTOpPA MOYKHO
MOHATH: HEMHOTOUMCICHHOCTh €T0 TBOPUYECKOTO
Hacleusi CBA3aHA BO MHOTOM ¢ TIpefeTbHOT
npopaboTKoiT 1 BHUMAaHUEM K fietalsm. Pasemn
OBLT BechMa CTPOT K cede M BLIBEPST COOCTBEH-
HbIE COUMHEHNs OYKBAABLHO O TOCTeHeNd HO-
TBI — U, KOHEUHO, OCTABIAT MCTIOMHNATEIAM JT0-
CTATOYHO YKA3aHUI 1 TTOMET.

[Tpu srom or menonnureTeii oH TpebOBAI He
TOJTBLKO HEYKOCHUTENIHLHOTO CJe/0OBAaHUS <«OyK-
Be» 3aMMCAHHOTO HOTHOTO TeKCTa — HO W TPO-
crorel ucnonnenusa. 06 srom mumrer Hanma
Jlené, neppast ucrojHUTeNbHUIIA THKIA «Most
Marymka-rycoiis»: «a Obla MopajkeHa TeM,
YTO UIpaTh OH HAac Tpocua coBceM mpocto! He
MCKATh BBIPA3UTETHLHOCTH B Kasko0#l HOTE». OO
ucnonuenun «rper Bombi» Papesb, BhICKa3bl-
Bas CBOW PEKOMEHIATNN, TOBOPMJ, UTO WTPAThH
ATy MHhEeCy HY;KHO «MeJIOAWYHO, HO He CeHTH-
MEHTATHLHOY.

Ocoboe BHUMAHUE KOMIIOBUTOP YAEJSLI
PUTMY; OH He TOJIbKO JIeTATHLHO BHITINCHIBAT 3a-
MeJIJIeHIs TeMTa (TaKk Ha3hIBAeMOE «BBITIHCAH-
Hoe» 3aMefjIerine, MIyIee erme OT KOMITO3UTO-
POB 3MOXW KJIACCUIM3MA), HO W TPebOBAI cO-
OJIofleHNsT TeMTIa BO BpeMs ncrmonHenns. Tak,
Harpumep, rmepey mpembepoii « bonepo» Pasenn
eflBa He TOCCOPUJICS € AUPUIKepoM ApTypo
Tockanmum M3-3a TOTO, YTO TOT YCKOPST TEMT K
ROHTIY mpoussemennsa. Hu ogum n3 nnx me xo-
TeJl yeTyTaTh IPyroMy; B KOHTIe ROHI[OB, PaBenn
paspemun  Tockanunu wurparh «bBosepo» ¢
YCKOpeHHEeM — «HO TOJIBKO BaM», TMOIUEPKHYJI
KOMTIO3UTOP.

ITockosbKy MHOTHE TIbechl, BOIIENIINE B
COCTaB ATOTO COOPHUKA, IMYOJUKYIOTCS KpaiiHe
PeKo, TO3BOANM cebe OCTaHOBUTLCS Ha WX



to aphoristic, which — among other things
— is demonstrated by the transparency of
texture.

Almost nothing is known about the
history of creation of this piece. That year
was very productive for Ravel, not only in
point of creating compositions, but also in
point of creative contacts. The famous Di-
aghilev’s “Russian Seasons” resounded
throughout Paris, and it was in 1913 that
Ravel acquainted Stravinsky. Against the
background of the “Daphnis and Chloe”
ballet, the “Trois Poémes de Stéphane
Mallarmé” vocal cycle and the orchestra-
tion of Mussorgsky’s “Khovanshchina”
done by Ravel in collaboration with Stra-
vinsky that year, “Prélude” undoubtedly
pales in scale of idea; for unknown reasons
this piece remained unpublished until the
composer’s death.

Dance genres were Ravel’s favorite ar-
ea, he addressed them in their most vari-
ous guises. In his works one can find gen-
res of different eras and countries: minuet,
rigaudon, forlane, pavane, waltz, mala-
guena, habanera and, of course, bolero —
but most often Ravel returns to waltz and
minuet. Minuets appear both in cycles (an
example of this is “Le tombeau de Cou-
perin” suite), and as independent works
(“Menuet antique” and “Menuet sur le
nom d’Haydn”).

The simple melody of “Menuet” in C
sharp minor (M. 42, 1904) is colored with
an exquisite harmonic language; the rich
palette of accords, however, has rather re-
strained character. The chord accompani-
ment significantly blurs the genre compo-
nent of the piece, however, some dancea-
bility is still heard in the measured pulsa-
tion of quarters. Like “Prélude”, “Menuet”
is distinguished by its diminutiveness,
laconism and exquisiteness of music fab-
ric.

In 1912-1913 Ravel wrote two small
pieces marked with similar titles “A la
maniere...” Composers, whose manners
Ravel “imitated”, were two significant
composers of the 19th century that influ-

KpaTKoM 0030pe — NCTOPUYECKOM 1 aHAJIUTIYe-
CKOM.

OrkpoiBaer coopuuk «lIpemtogusi», Harmm-
canrasg B 1913 ropy. Eé ornmuaror wpaiinmit
JAKOHM3M U 1pudImKaiomascs K ajopucrny-
HOCTH MaHepa IHICbMa, O 4eM, IMOMIMO BCEro
MPOYero, FOBOPUT U TIPO3PAYHOCTH (PAKTYPHI.

006 ucropun co3nanmsa HTOM Mbechl MPAKTH-
YeCKN HUYEro He M3BECTHO. JTOT TOJ OB BECh-
Ma TpomykTuBeH s PaBenst He TOIbKO B
CMBICJIe CO3J[AHUS COUMHEHWI, HO 1 TBOPUYECKUX
routaktoB. Ha Becw Ilapusk rpemenn 3Hamenn-
toie «Pycerme cesomni» Jlarmmena m nvento ma
1913-ii rop mpuiioch 3HaKOMcTBO PaBesst co
CrpaBuncknm. Ha pone cospannbix PaBenem 3a
atot rof, banera «Jladpuue n Xnos», BORAILHOTO
nursa «Tpu nosmbr Masimapme» m coBMecTHOT
co CrpaBmHCKUM paboOTBl HAJ[ OPKECTPOBKOT
«XoBanmuubl»  Mycoprerkoro — «IIpemomusy,
KOHEYHO, MEPRHET TI0 MAacCIITady 3aMbICIa; IO
HEM3BECTHLIM IPUYMHAM 9TA THeCa OCTAIaCh
HEeU3IaHHou’ 10 caMOil CMePTH KOMIIO3UTOPA.

TanteBaabHbie JKAHPHI OBLIN W3TIOOIEH-
Hoit cepoit Pasesisi, on oOparaicsi K HUM B
CaMbIX pasHbIX WX nmocTacsx. B ero rBopuecrne
MOKHO HAWTH JRAHPBI PA3HBIX DIOX W CTPAH:
MEeHYDT, pUrofioH, dopiana, naBana, Bajbc, Ma-
naredbs, xabamepa u, KOHEUHO ke, 60Iepo — HO
Hanbosiee yacto Pasesib Bo3Bpaiiaercsi K BaJjib-
cy u MeHyaTy. MeHysThl BOBHHKAIOT KaKk B CO-
cTaBe NMHUKIA (ITPUMEPOM TOMY CIY:RUT CIOUTA
«I'pobumma Kymeperna»), Tak n B Kauectse ca-
MOCTOATENbHBIX counmHennit («CrapuHHbIT Me-
nys™ u «Menyar Ha ums aiignar).

ITpocras menopust «Menysra» no-j1es Mu-
mop (M. 42, 1904) pacrBeunBaercst M3bICKAH-
HBIM TaPMOHWUYECKUM SI3BIKOM; OoraTas majuT-
pa co3BYUUIi, TeM He MeHee, HeceT cKopee cliep-
JKAHHBII Xapakrep. AKKOPJI0OBOe COIIPOBOIKIE-
HIe 3HAYUTE]IbHO Pa3MbIBaeT ;KaHPOBYIO CO-
CTaBJIAIONIYIO MbEChl, OJHAKO, HEKOTOpas TaH-
MEeBATHLHOCTD BCE K€ CJBIIUTCS B pa3zMepeHHol
nynabcanun yerseprabiMu. Kar n «Ilpeniopmios,
«Menyars oTIMUAIOT MUHHATIOPHOCTH, JIAKO-
HU3M U U3BICKAHHOCTH MY3bIKaJIbHOI TKAHU.

B 1912-1913 romax Pasenn manmcan pase
HeDOJIbIINe MheChl, 0003HAYCHHbIE MOXOKIMIH
3arosioBkamu «B mamepe...» Hommosuropamu,
MaHepaM KOTOPBIX «Toppaskan» Pasenn, crain



enced Ravel’s own cast of mind.

Emmanuelle Chabrier was a romantic
composer, his work fell on the period of
the Belle Epoque. Little known outside
France, he was very important for the mu-
sic culture of his country and influ-
enced not only Ravel, but also Poulenc,
R. Strauss, Stravinsky and the composers
of “Les Six” group.

Borodin was one of the many great
Russian composers whose names were dis-
covered by French music at the end of the
19th century. Thus, back in 1907, works
by Glinka, Mussorgsky, Borodin, Rimsky-
Korsakov, Tchaikovsky, Scriabin, Rach-
maninov, etc. were performed in concerts
on Parisian stage. Fascinated by colorful-
ness of the Russian composers (popular-
ized in France by Debussy), French audi-
ence received their music with great en-
thusiasm.

“A la maniére de Borodine” is a small
piece with a ternary structure. The theme
of the first section is somewhat danceable,
mobile and light, reminiscent of going
round in a dance. In the second theme one
can clearly hear distant echoes of oriental
motifs with their whimsical melodic sup-
pleness and chromaticisms (one can recall
the oriental themes from “Prince Igor”).
Even imitating someone else’s manner,
Ravel does not betray himself: the har-
monic language of this piece bears just the
“fingerprints” of the composer, of which
the transparent seventh chords with soft
dissonances are reminiscent.

“Menuet sur le nom d’Haydn” was cre-
ated in 1909; very little is known about the
history of its creation. Music mono-
grams — that is, names and initials en-
crypted in music subjects — have a long
and interesting history dating back centu-
ries. One of the most famous music mono-
grams can be called the name of Johann
Sebastian Bach (BACH), encrypted not
only in his own works, but also appearing
later in the music of other composers who
paid tribute to him. Another striking
monogram is the musical “signature” of

Ba 3HAUMUTEJbHBIX KoMmIio3utopa XIX Beka,
OKa3aBIINMI BIUsAHIE HA 00JMUK camoro Pase-
TSI

Immanyanp [llabpue ObBIT KOMIIO3UTOPOM-
POMAHTHUKOM, €T0 TBOPYECTBO TPUIILIOCH HA TIe-
puon  dpanirysckoro Oonosnenus. Masons-
BecTHBIN 3a mpepesamun DpaHiuu, oH uMeN
BayRHOE 3HAYCHUE [T MY3BIRAIHHON KYJIbTYPhI
CBOEH cTpaHbl U OKA3aJl BAUAHNIE He TOJHKO Ha
Pasens, no u na Ilynenxa, P. Illtpayca, Crpa-
BUHCKOTO 1 KOMTIO3UTOPOB rpymibl «[llecthy.

Boponun ske 6b11 OHIM 13 MHOKECTBA Be-
JUKNX PYCCKUX KOMIO3UTOPOB, YbU HMeHa B
rouie XIX Bexa oTKpbLIa 1Jis ce0s1 My3blKaJb-
nas Opantus. Taxk, emnte B 1907 ropy B KoHIIEp-
Tax ¢ MAPUKCKOW CIEeHBI 3BYUYaJM MPOU3BEJIe-
vus Lnmaku, Mycoprcroro, Bopopuna, Pum-
croro-Ropcarora, Yaiikoscrkoro, CrpsionHa,
PaxmanunoBa u jip. 3aBOposkeHHass KPaCOUHO-
CTHIO PYCCKUX KOMITO3UTOPORB (TOIYIAPU3ATO-
pom rotopbix Bo @Dpannuu cran [lediocen),
(ppanmysckas mybanKa ¢ OOJBITAM DHTY3MA3-
MOM IIPUHUMAJIA Y ce0sl X MY3BIRY.

«B mamepe Bopopmma» npegcrasiser codoit
HEOOTBITYIO THhecy TPeXUacTHOTO CTPOEHUs.
Tema mepBoil 4acT — HECKOABKO TAHIEBAJb-
Has, TOJBUKHASA W JieTKas, HAMOMUHAIOIAs
KpyskeHue B tTanie. Bo BTopoii Teme sicHO cJibi-
IIATCs laJleKne OTTOJIOCKU BOCTOYHBIX MOTHBOB
€ WX TTPUXOTINBBIMI MEJOAMYecKON TIITaCTURON
W XpoMatuaMamMu (MOKHO TPUIIOMHUTH BO-
crouribie Tembl 13 « Kusizs Uropsi»). [laske nop-
paskast uyskoil Mmanepe, Pamenb He uaMmenser
caMomy cebe: rapMOHMYECKUTT SI3bIK ATOIl MTbeChI
HeceT Te camble «OTIeYATKU TATLIeB» KOMITO-
3UTOPA, O YeM HATIOMUHAIOT MPO3pavyHble Cerl-
TAKKOPJIBI ¢ MATKUMHE INCCOHAHCAMM.

«Menyasr na umsa laiina» OB cosman B
1909 rogty; 06 ncropun ero co3TaHMA TAKIKE 13-
BECTHO O4YeHb HeMHOroe. My3bIKajibHbIE MOHO-
rpaMMbl — TO eCTh 3ammn@poBaHHbIE B MY3bi-
RaJbHBIX TeMaX WMeHa W WHUIHATL — WMefoT
OOJILIITYI0O M WHTEPECHYIO UCTOPUIO, YXOSAILYIO
BIIyObh BeKOB. Of[HOT M3 caMbIX U3BECTHBIX MY-
3BIKATLHBIX MOHOTPAMM MOKHO Ha3BaThb WUMSI
Uoranna Cebacrosina Baxa (BACH), sammd-
pOBaHHOE He TOJbKO B €r0 COOCTBEHHBIX COUI-
HEHWAX, HO U TIOSIBJISIBITIEECS TI03/IHee B My3bIRe
APYIUX KOMIIO3UTOPOB, OTHABABINNX €My JlaHb



the great Soviet composer Dmitry Shosta-
kovich; the DSCH motif appears in several
of his compositions. In addition, Schu-
mann’s “Variations on the name ABEGG”
and the ASCH motif encrypted in the piec-
es of the “Carnival” cycle are known.
Ravel was no exception to this tradition.

In this composition one can see an in-
teresting intersection of some trends. For
Haydn and his era minuet was one of im-
portant genre images that found its place
both in suites and in sonata cycle; this
symbolic meaning of minuet genre meets
here with Ravel’s love for dance genres
and regard for the past era.

“Menuet sur le nom d'Haydn” bears
special elegance and beauty of harmonic
language. Despite the clear reference to the
classicist image of minuet in gallant sus-
pensions and smooth endings of phrases,
the principles of development, coloristic
techniques and some types of texture are
obviously modern. As in other works,
Ravel reinterprets the genre, passing it
through the prism of his own aesthetics.

The “Miroirs” cycle stands out in
Ravel’s works for its brightness and depth
of concept; this cycle, along with “Gaspard
de la nuit” and “Le tombeau de Couperin”,
is one of the most important compositions
not only in the piano works, but in the
composer’s entire heritage.

“La wvallée des cloches” from the
“Miroirs” cycle is a psychologically rich
soundscape. Some researchers say that
this piece reflects Ravel’s impressions of
the ringing of bells in Switzerland, where
he has been repeatedly, or rather the ring-
ing of Parisian bells is embodied here —
this is said, for instance, by Robert
Casadesus, a pianist and composer.

In “La vallée des cloches” a principle
of textural superimposition of sound layers
on top of each other becomes a main one;
Vlado Perlemuter, a French pianist, men-
tions three different tones of bells that
sound in the music fabric of the piece, but
in fact there are more of these tones; thus,
researcher Alekseev also notes the octaves

naMsatu. Jpyroii siproii MoHOTpaMMoii craja
MY3BIRATLHASA «ITOAITNCH» BEJTMKOTO COBETCKOTO
rommosuropa Jlmurpusi IllocrakoBmua, Tema
DSCH mnosinsiercst B pasHbIX €10 COUMHEHUAX.
Kpome toro msBectnbl «Bapmanmum Ha Ttemy
ABEGG» Illymana un 3ammudpoBaHHas B Iibe-
cax nuria « Rapuasan» rema ASCH. Pasens He
CTaJT NCKITIOUCHWEM 13 9TOW TPaTuIHT.

B sroM coumnenun MOKHO 3aMEeTUTDL WHTE-
pecHoe TiepecedeHne HEKOTOPBIX TEHJEHIHI.
Jlns Taiimna n ero s1I0XM MEHYDT ObLI OJTHUM U3
BaJKHBIX }KaHPOBBIX 00pa30B, HAIIEIINI CBOe
MecTo KaKk B CIOUTaXx, Tak " B COHATHO-
cUM(POHIMIECKOM TUKJIE; 3TO CHMBOJINUYECKOE
3HAUYEHUE JKAHPA MEHYITA BCTPEUAETCS 3JIeCh C
Mo00BbI0 PaBesiss K TaHIeBATbLHBIM JRAHPAM 1
OepesKHBbIM OTHOIIIEHNEeM K ITPOIILION JIoXe.

«Memyar ma nvsa afigna» orMeden ocodoit
MBSNHOCTBIO W KPAaCcOTOl  IapMOHMYECKOTO
a3pika. HecMoTpss Ha ABHYIO OTCHLTRY K KJac-
CUIMCTCKOMY 00pa3y MeHysTa B rajJlaHTHBIX 3a-
JlepyRaHMSAX W IJIABHBIX OKOHYaHUAX (ppas,
HPUHIAITEL PA3BUTHS, KOJIOPUCTUYECKUE TIpHe-
Mbl I HEKOTOPbIe THIThI (DAKTYPBI OUEBUIIHO CO-
Bpemenubl. Hark m B apyrux counnenusx, Pa-
BeJIb TIEPEOCMBICISIET KA, TTPOITyCKas ero ve-
pes IpusMy coOCTBEHHON dCTETUKHM.

[Murn «Orpaskenns» BLIEISACTCA B TBOPYC-
ctBe PaBesss cBoell ApROCTLIO U TTyOUHON 3a-
MbICTIa; TOT UK Hapsay ¢ «Hounbim racna-
pom» u «['pobuumneit Kymepena» siBisiercst ofi-
HIUM 13 CAMbIX Ba}KHBIX COUMHEHNUH He TOMbKO B
(poprenmanHOM TBOpYECTBE, HO U BO BCEM
HaCJeNN KOMIIO3UTOPA.

«Jlomuma 3BomoB» m3 mmriaa «Orpaske-
HHST» — TICUXOJOTHYECKN HACBHITEHHDBIN 3BYRO-
Boll metzask. Hewroropwie mccmemoBaresim ToBO-
PAT, UTO B DTOI Thece HAILIN OTpayKeHue BIie-
vyatnenusi PaBensi o mepesBoHe KOJIOKOJIOB B
[TBeiitiapuu, rje OH HEOTHOKPATHO ObIBAJ, WU
JKe 3J1eCh BOILIOTWJICS 3BOH MAaPUKCKUX KOJIO-
KoJIoB — 00 3roM roBopuT, Haimpumep, Pobdep
Rasasesioc, mmanucer n KOMIo3uTop.

B «[lonutie KOMOKOIOB» OCHOBHBIM CTaHO-
BUTCSI PUHIKTT (PAKTYPHOTO HACTOEHIS 3BYKO-
BBIX TIACTOB JIpyT Ha jipyra; Bmango Ilepabmio-
Tep, (PpaHIy3CKUIl TTHAHUCT, YIOMUHAET TPU
pa3HbIX TeMOpa KOJIOKOJIOB, 3BYYAINX B MY3bi-
RaNbHOU TKAHU TheChl, (PAKTUUECKN IKe DTUX



in the upper register, as well as the bass
notes and the figuration of successions of
parallel fourths.

“Sérénade grotesque” — one of the
young Ravel’s first works, written back in
1893 — bears the influence of Chabrier. At-
tention is drawn to a complex emotional
and aesthetic image: this piece combines a
serenade as a focus of romantic image of a
song and love lyrics with a grotesque that
carries a rough satirical subtext of ridi-
cule. These two opposite sides alternate
like pieces of a mosaic: arpeggiated chord
staccatos and tremulous tremolos are now
and then replaced by emerging melodic
lines or bourdon basses of fifths.

“Menuet antique” M. 7 was written
shortly after “Sérénade grotesque” and
became not only a step to “Pavane pour
une infante défunte” — which became the
composer’s first significant success — but
also a distinctive and striking composi-
tion. Echoes of the French music past are
heard in the music of “Menuet”: the resili-
ent dance rhythm of the melody and the
“circle of fifths” sequence in the outside
sections are set off by the tart extended
chords with soft dissonances; the graceful
and gallant middle section with initially
transparent texture also bears Ravel’s par-
allelisms of seventh chords.

“Pavane pour une infante défunte” is
one of the most famous works by Ravel,
along with “Bolero”. It is interesting that
it was the piece that became the first work
by the composer, which brought him suc-
cess. “Jeux d’eau” — written a few years
later — increased and expanded his fame.

A delicate alliteration in the title —
“Pavane pour une infante défunte” — al-
ready sounds musical in itself. Ravel him-
self never explained what it means; in a
conversation with American singer Mano-
ah Laide-Tedesco he only mentioned that
simply liked the sound of these words.

The fascinating rondo has become a
hallmark of Ravel’s pianistic and harmon-
ic style; it is here that all his favorite tech-
niques are reflected, such as extended

TeMOpOB GOMbINe; TAK, MCcaeToBaTelh AleKceen
OTMeYaer ere  OKTaBbl B BEPXHEM perucrpe, a
Takske Oachl M (puUTyparnuio m3 mocaeOBaHIIT
HapaiiebHbIX KBAPT.

«I'poreckHast cepeHajia» — OJJHO M3 MEPBBIX
coumHeHn it Mosioforo Pasesisi, HanmcanHoe ere
B 1893 rony — necer B cebe Biusinue lllaGpue.
Obparmmaer Ha cebst BHUMAHWE CIOKHDBIN DMOI[H-
OHATBHO-ICTETHYECKIIT 00pas: B ATOI Mbece cOo-
JeTaercs cepeHajia Kak cpeoToune poOMaHTHye-
CKOro obpasa TecHHU ¥ JIIOOOBHOW JHUPUKK 1
IpOTeCK, Hecyluii rpyboBaThiil caTupuyecKuii
MOJITeKCT BBICMEMBAHWS. IJTH J[BA TPOTHBOIIO-
JIOZKHBIX TIOJII0CA [TePEeMEesKAIOTCs, KaK KYCOUKN
apreyKIPOBAHHBIE  AKKOPIOBbIE
CTAKKATO 1 J[POKAIIIe TPEMOJIO TO U JIeJI0 CMe-
HSIOTCSI BOBHUKAIOMMMEI MeJOUYeCKUMU JIi-
HUAMEI Wi OYPAOHHBIMI KBITHTOBBIMI OacaMu.

«Crapunneiit Mmenyst» M. 7 manucan Beko-

MO3anRM:

pe mocie «['poreckmnoii cepenHambl» M CTAT He
TOJNLKO CTyIeHbKoil K «IlaBame ma cmeprs w-
(anTel», craBiIell MEePBBIM  3HAUYNTEIHLHLIM
yCIIeXOM KOMITO3UTOPA, HO U CAMOOBITHBIM sIp-
KuM  coumHenuem. B wmysbike «Memyasra»
CJBITITHBI OTTOJIOCKN (DPAHITY3CKOTO MY3LIKAIb-
HOTO TPOIIIIOTO: TaHTIeBATLHBIN YIPYTHIl PUTM
MeJIOINN ¥ «30J0Tasi CeKBEHIINs» B KpalHUX
Y4acTAX OTTEHSIOTCS TePITKUMU MHOTOTEPIIOBBI-
MU CO3BYYHMSIMU € MATKIME JIHCCOHAHCAMI;
U3SAINHAS ¥ TaJTaHTHas cepeiHa ¢ IPo3pavHoil
MoHavaIy (GakTypoil ToRe OTMeueHa «paBeseB-
CKUMIT» MTapajieslin3MaMy CeNTaKKOPIOB.

«ITaBana wa cmeprTh MHMAHTH» — OTHO W3
CaMbIX M3BECTHLIX counHenmnii Pasess napsmy ¢
«Bonepo». UnrepecHo, 410 MMEHHO OHA cTANIa
MepBBIM COUMHEHNeM KOMIIO3UTOPa, KOTOpoe
mpumecyao emy yenex. Hammcammas mecrosnn-
KuMU rofiamu 1mosske «rpa Bogbl» 3akpernmia u
pacIInpuIa ero claaBy.

Toukrasg annmurepanus B
«Pavane pour une infante défunte» — cama 1o

Ha3BaHuUM —

cebe yiKe 3BYUNT Mys3bIKambHo. YTo ke omo
o3Hauaer — caM PaBesb HUKOTA He O0bICHA,
JUIIL B PasroBope ¢ aMepUKaHCKIM IeBI[OM
Mamoa Jleiine-Temecko obMoOMBUICSH, UTO €My
MPOCTO HPABUTCS 3BYUAHNE DTUX CIIOB.
OuapoBaTtennbHoe POHAO CTATO BUBUTHOMN
KapTrouKoil (hopTernunamtHoro n rapMOHIIECKOTO
cruisi Pasenis; mMenno 3jech HaILIN OTpasike-
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chords, chord parallelism and texture in-
genuity. However, despite its seeming eas-
iness, this piece is quite demanding in
terms of pianistic technique.

“Sonatine” was written in 1903-1905,
just on the threshold of creative maturity.
During these years the composer unsuc-
cessfully fought for the Great Rome Prize,
which ended in a scandal that Ravel did
not like to remember later. During these
years Ravel touched on almost all the
“classical” forms: sonatina, string quartet,
various fugues, cantatas, the creation of
which was associated with participation in
the competition. This resonates in an in-
teresting way with pedagogical views of
the composer, who believed that one
should master the established rules before
breaking them.

In connection with this work Alekseev
speaks of a new milestone in development
of the sonatina genre: from a work that has
a purely instructive and pedagogical role
Ravel’s “Sonatine” turns this genre to a
completely different direction. In terms of
significance of content “Sonatine” is in no
way inferior to a “big” sonata, and the
whole difference lies in the highest possi-
ble conciseness of presentation and in the
manner of writing associated with it. In
addition, Alekseev notes that “the French
master’s "Sonatine" is interesting as a
synthesis of the classicistic and impres-
sionistic principles of artistic thinking.”

Classicism here displays itself, first of
all, in a three-movement layout of the cy-
cle, which includes an allegro, a minuet
and a fast toccata-type finale. A prevailing
development of the theme of the first sub-
ject group of the first movement themati-
cally unites all three movements of the cy-
cle, implementing the principles of roman-
tic monothematic development in a peculi-
ar way. Purely impressionistic special col-
oristic techniques (for example, the tex-
ture of the first subject group of the first
movement) also draw attention to them-
selves.

“Le tombeau de Couperin”, created in

11

HIUe BCe ero m3iid/JeHHbIe TPUeMbl, Takne Kak
MHOTOTEPIOBBIE aKKOPIIbI, AKKOPIOBBII TapaJi-
nenusm u arrypHas uszobperareabHocTh. Ofi-
HAKO TPH KayKYIIeNcs JIeTKOCTH dTa Mbeca J10-
BOJILHO TpedoBaTeILHAS B CMbICJIC MTHAHUCTIYE-
CKOIl TeXHUKM.

«Conarnna» manncana B 1903-1905, kax
pas Ha 1mopore TBopuecKoii 3pesioctu. B ati ro-
Il KOMIIO3UTOP Oeaycienino Ooposcsi  3a
Bonbiyio Pumckyio mnpemuio, 4to 3aBeprim-
JOCh CKaHJAI0M, 0 KotopoMm Pasesb BIOCIe]I-
CTBUM OYeHb He JI00WT BermoMnuarh., B atu ronr
Pagesib KocHYJICS TTPAKTHYECKN BCEX «KJIACCHU-
qecKux» OpM: coOHATHHA, CTPYHHBIN KBapTer,
pasnoobpasibie (hyru, KantaTbl, co3faHue Ko-
TOPBIX OBLIO CBA3AHO ¢ y4acTHeM B KOHKYypCe.
IT0 MHTEPECHBIM 00PAa30M TTEPERINKACTCS ¢ TIe-
[IATOTMYeCKUME  YOesRIeHUAMI  KOMITO3UTOPA,
KOTOPBIIl CUMTAJ, YTO, TPEJKIe YeM HapyliaTh
CJIOKUBIIIECS TTPABUIA, UX HEOOXOINMO OCBO-
UTh.

B cBsizu ¢ atum counnennem AsiekceeB 1o-
BOPUT O HOBOW BeXe B PA3BUTUM JKAHPA COHATH-
HBI: OT TPOM3BEJEHUsI, MMEIOIero 4Yncero WH-
CTPYKTHBHO-TIEATOTHYECKYIO poJib, «Comarm-
Ha» PaBesnst moBopaumBaer 10T JKaHp B COBEP-
menHo apyroe pycio. Ilo smaunrensuocrn co-
nepsranus «Conarnua» HUCKOJIBKO He YCTyIaer
«DOJBIIOI» cOHATE, & BCe PA3INYIe 3aKII0YaeT-
csl B MAKCUMAJIbHOI CYRATOCTU WUBJIOKEHUsT 1
CBSIBAHHOI ¢ 9TUM MaHepe nucbma. Kpome toro,
AnexceeB ormeuaer, uto «,Conarmna“ ¢pamn-
Iy3CKOTO Macrepa mHTepecHa KaKk CUHTe3 KIac-
CUTIMCTCKUX W WMIPECCUOHUCTCKUX TTPUHITH-
OB XYIOKECTBEHHOTO MBITIICH IS,

Kraceummsm 3pech posiBIIsieTcs, B IePBYIO
ovepejib, B TPEXYACTHON MOJEJIH IIKIA, BRITIO-
qaiomieil B cebs amierpo, MeHysT, u OBICTPLII
dunan Tokkarnoro tuna. CKBO3HOE pas3BuTHE
TeMBbl IVIABHOI TIapTUN TIePBOI YacT! TeMaTnye-
CKU O0'beIUHSIeT BCe TPH YaCTU IUKJIA, CBOCOD-
pasHbIM 00pa3oM MPeTBOPsist B cebe MPUHITHIIDE
POMAHTHYECKOTO MOHOTeMATHYeCKOTO Pa3Bi-
s, OOparmaior Ha cedss m 4MeTo UMITPEecCuo-
HUCTCKUE 0cO0ble KOJOPUCTUYECKIE IIPUeMbI
(manpumep, parTypa TIABHON MaPTUU TEPBOI
4acru).

«I'pobnuma Kynepena», cosgannas B 1917
TOJTy, cTajia OCJeHNM KPYITHBIM COYNHeHeM,



1917, was the last major work dedicated to
solo piano. After the war Ravel turned to
larger genres and ensembles: it was during
these years that two piano concertos, the
symphonic piece “Bolero”, “I’enfant et les
sortileges” ballet, and the “Tzigane” con-
cert rhapsody were written.

The title of the cycle goes back to the
old French tradition of the 18th century,
which was characterized by the creation of
“tombstone” pieces. This cycle is a kind of
monument, a memorial dedicated to
Ravel’s friends who died in the war. De-
spite the tragic cause, the music of this
cycle is devoid of even a shadow of suffer-
ing — on the contrary, it amazes with its
light lyricism and beauty.

Adherence to traditions is noticeable
not only in the titles of the pieces — the
cycle includes prelude and fugue, original
French dance genres of forlane, rigaudon
and minuet, as well as toccata that con-
cludes the cycle. Classicistic tendencies
are manifested not only in the very fact of
addressing the genre of suite and specific
genre models, but also in the transparency
of linear texture, denying romantic ele-
ments, but rich with harmonic beauties
characteristic of Ravel.

Ravel’s music, with its balance, subtle
grace and soft irony, has a special attrac-
tiveness. Unlike other composers who are
more inclined to express vivid emotions in
their music, Ravel always remains re-
strained and contemplative, fascinates
with his power of observation and amazing
sensitivity. In his piano works the com-
poser uses a richest palette of the instru-
ment’s expressive resources, not being
faithless to himself even for a second.

Daria Sartakova

MOCBATIEHHBIM colibHOMY doprennano. [locne
BoiHbl PaBenn obparmiacsa ® Goslee KPYIHLIM
JKAHpaM M COCTaBaM: MMEHHO B HTHU TOJIBI OBLIN
HaTMCcaHbl Ba POPTETUAHHBIX KOHIIEPTA, CUM-
dounvecras nbeca «bBosepo», daner «[lurs u
BOJIIEOCTBO», KoHIlepTHAs parcomust «l[piran-
Ka.

HaszBanme muria BocXoauT K crapodpan-
nysckoii rpagunun X VIII Beka, Kotopoii ObL10
CBOVICTBEHHO  CO3/laHUE  TheC-<«HAAIrPOoOMii».
ITOT MUK ABIACTCA CBOCOOPABHBIM MAMATHI-
KOM, MeMOPMAJIIOM, MOCBAMIEHHBIM TOTHOIINM
Ha BoiiHe npy3bsam Pasensi. Hecmorpst Ha Tpa-
TMYECKUI TTOBOJ, My3BIRA HTOTO TTURIA JATIIEHA
W TeHU CTpajlaHusi, HAIPOTUB, OHA IMOPaKAET
CBO€Il CBETJION JINPUKOI 1 KPacoTOi.

CrietoBanme TpaJININsM 3aMETHO He TOJIBKO
B Ha3BAHUSX MhEC — B IUKJ BRIIOYEHBI TTPEJTIO-
mus u Qyra, McKoHHO (paHIy3cKUe TaHIe-
BaJIbHBIE RAHPBI (POPTAHBI, PUTOIOHA W MEHY-
9Ta, a TaK:Ke TOKKATA, 3aBEPIIAIONAs THRI.
Rnaccutmerckie TeHieHIIMY TPOSIBISIOTCS He
TOJILKO B camMoM (parre oOpallieHusi K jRaHPY
CIOUTHI I KOHKPETHBIM 3KAaHPOBBIM MOJIEJISIM, HO
1 B MPO3PAYHOCTU JIMHEAPHOH (haKTypPhI, OTPH-
Mafomeil poMaHTHYECKNe 3HIEeMEeHTHI, O HAKO
HACBIIEHHOW TapMOHMYECKUMU  KpacoTamu,
cBolicTBeHHBIMU Pagerio.

Mysbika PaBeisi ¢ eé ypaBHOBeIIIEHHOCThIO,
TOHKIM WM3ATECTBOM W MATKOW WpoHmein obmia-
maer ocoboll mpuTATaTebHOCTHIO. B otnuume or
APYIUX KOMIIO3UTOPOB, 0OJiee CKIOHHBIX K BbI-
PasKeHUIO APKUX DMOIMIT B ¢Boell My3bike, Pa-
BeJIb BCETJ[a OCTAeTCs CllePsKaHHbIM 1 CO3epiia-
TeJbHBIM, OYaPOBBIBAET CBOCI HADIIOATebHO-
CTHIO W YAUBUTENHHOW UYYyTKOCTHIO. B cBomx
(boprenmaHHBIX COUYMHEHUSTX KOMIIO3UTOP HC-
MoJIb3yeT OOTATeHINyI0 MaJUuTPy BHIPA3UTEIb-
HBIX CPEeJICTB WHCTPYMEHTa, HU HA CeKyHJy He
nu3MeHsis cebe.

Hapvsa Capmarosa
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