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 at 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-
ternship in Italy. He was refused year af-
ter year, which eventually gave rise to a
scandal that the composer himself pre-

INPE/INCJIOBUE

Mopuc Papeiib — ofjiH 13 BBIJAIONIIXCS
(bpaHIty3cKMX ROMIIO3UTOPOB, Yell yRU3HeHHBII
1 TBOpPYECKUil TyTh BHIMAJ HA 310XY BeJnyalii-
IIUX [epeMeH B HCTOpPUN HMCcKycerBa. Kro mwms
yacTo craBat B ofun paAg ¢ Hmomom [lebioccen,
Ha3bIBasg MX 000UX XYIOKHUKAMU-UMIIPECCUO-
HUCTAMU, HO HAPSJLY ¢ ATUM UX ITPOTUBOIIOCTAB-
JSTIOT JIPYT JIPYTY, MOCKOJABRY B 0Oojiee 3pesiom
Bo3pacre PaBesb oueHb aieKo oTores ot cre-
TUKU MMIIPECCHOHU3Ma W 00paTtuicss K Heo-
KJIACCUTII3MY.

Rax 6w1 To un 66110, PaBens n [ledrocen —
KOMITO3UTOPBI BO MHOTOM OYeHb HECXO3Kue, Jia-
JKe B paMKax OJIHOTO CTUJIMCTUYEeCKOTO HAIpaB-
JeHUsi. ITO pa3inune KOPeHUTCs He CTOIbKO BO
BHEIITHNUX IPU3HAKAX TBOPYECTBA, CKOJBKO B
HECXO0KeCTH MY3bIKaJIbHOTO MBITILICHUS.

Mopuc PaBenb popuncs 7 mapra 1875 ropa
B ropoje Cubyp, HaXosAIIeMcs Ha TPaHuUIe ¢
Wcnanmeii. Ero marh Ob1a 13 Hapoja 6ackos,
MpoKUBAIONNX Ha Teppuropun Venamnumn,
a orer Obli1 mBeiiapiem. B Bospacre 14 ser
Pasess mocrymur B [lapuskcekyio KoncepBaTo-
puio 1o Kjaaccy doprernnano, Kpome TOro, OH
3aHUMAJICS KOMIIO3uInell B kiaacce ['abpuerss
Dope.

[TepBbie ero onbITHI KOMITO3UINN OTHOCST-
ca k 1893-1894 rogam; sro ObLTN TIpOM3BeEJIe-
Hust Jist poprenmano M KamMepHO-BOKATLHbIE
ONBITHI, Takme, Kak «bBammaga o KopoJese,
ymepiieit or 1o6Bu» Ha ciaosa Posama e Mape
n Cepenapa-rporeck. B 1900—1905 rr. Pasenn
Gesycnerniio Goposcs 3a Boapinyio Pumckyio
MPeMIIo, TaBABIIYIO MPABO HA YeTHIPEXJIETHIO0
cra;kupoBRy B Uranuu. o 3a rogom emy oTka-
3BIBAJIN, YTO, B KOHIIE KOHI[OB, TTOPOMIIIO CKAH-
i, 0 KOTOPOM CaM KOMIIO3UTOP B la/IbHETIeM
MPEJIOYNTAI He BCIIOMUHATD.

K 1905 ropy Pasenn yske Obu1 copmupo-



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 wvoice 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
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-

BaBITUMCS MY3bIKAHTOM, UMEBIITHM HEROTOPYIO
M3BECTHOCTH B MY3BIKAJIIBHBIX Kpyrax. Ero gop-
TeNMaHHble MHeChl TPUHECTN eMy CJIaBy TTHaH!-
cra-supryosa, n «llaBana ma cmeprb nndan-
TbI», OJIHO M3 CAMBIX M3BECTHBIX IO Ceil TeHb
Mpou3BeJeHnIl, TMMUPORO WMCIOJIHAIACH B pas-
JUYHBIX MY3BIKAQJIbHBIX KPY:KKaX 1 CaJToHaX.
Kpome toro, mm yske OblIa HaAmmcama Theca
«Mrpa Bombl», BUPTYyO3HAs W HOBATOpPCKas B
cMmbiciie (oprenmmaHHoil TeXHUKH, CTPYHHBIN
kBaprer, CoHatnHa, BORAJIbHbIN UK JIJIsI TO-
noca ¢ oprecrpom «Illaxepesama» m ppyrue
MPOU3BeNeH S

Hecsarunerne nepen [TepBoii MupoBoii Boii-
HOTl ORA3aJ10Ch OYeHb TIIIOIOTBOPHBIM JIJIsI TBOP-
yeckoil musau Pasens; B ot ropbl UM ObLLIN
CO3/IaHbl 3HAYNTEJbHbIe TTPOU3BEleHNs, TaKkue
Kak «lcrectBennbie ucropumn», «Menanckmit
yac» n «cmanckas panconus», «Hounoii I'ac-
map», «/lagpranc u Xmos»; kpome sroro Pasernn
He OCTaBJIS U KaMePHO-BORAJIBLHBIN 3KAHP, KO-
TOPBII KPacHO! HUTHIO IIPOXOUT Yyepe3 BCe ero
TBOPYECTBO, OTKPLIBAS 1 3aBEPIIAS €To.

Boennbie roppr paspenunn ;kusznn Pasess
Ha JIBA 3HAYUTENbHBIX TIepuojia. Kro TBopuecTBo
BHEIITHE He TIPeTepIeso TaKUX KOJOCCATbHBIX
M3MEHeHWI, KaK TBOPUYECTBO MHOTHUX JIPYyTUX
KOMIIO3UTOPOB; MHTEPEC K HEOKJIACCHUYECKOMY
HATPaBAEHUIO 3aMEeTeH eIlé B PAHHUX ero Mmpo-
uszBenerusx (CrapuHubIil MeHY)T, (oprernnan-
Hple yru paHHero nepuojia), HO 3HAUYNTENb-
HBIIT TTOBOPOT K HEORJACCUKE UM OTKA3 OT MM-
MPECCUOHUCTCKON HCTOTUKN BUJIEH MMEHHO B
MPOUBBEJIEHUAX  TOCTEBOCHHOTO  BPEMeHH,
B yactHOCTH, B (oprenmannom tukie «['pod-
nuna Kymnepena».

B Boennbie rofpr PaBenb He OB TPU3BAH B
apMuUio TI0 TIPUYNHE ¢J1Iad0T0 3I0POBHS, HO, KaK
YeJIOBER BBICOYANTITNX MOPATLHBIX KA4ecTB U
HACTOSATAH TATPUOT, OH HEe MOT OCTaThCS B CTO-
pote u I0OUIICs ¢cBOero HazHaueHusT Ha (PPOHT B
KadyecTBe BOJMTETS TPY30BOTO aBTOMOOWJISA.
Boiina ynecna s&u3am MHOTHX €T0 JIpy3eit, mMoj-
ROCHJIa €ero COOCTBEHHOE 3JI0POBhe, OKaszasa
OTPOMHOE BJIWAHIE HAa ero MUPOBO33PeHUE 1
B3MIAABL. B rofibl BOWHBI MM CO3[IaHbI BCETO J[Ba
MPOMBBEJIEHUS: TPU XOPa HA COOCTBEHHBIE CTTOBA
mist xopa a capella m «I'po6umia Kymepemay,
RasRIbII HOMEP KOTOPOIl IMOCBSIIEH ero morub-
ITAM JIPY3bsM.

B nocneBoennbie rojipl PaBenem namucanb
MHOTUE TTPOU3BeIeHNs, TI0 Cell IeHb OcTaolme-
Cs1 UCIIOJIHAEMBIMU 1 BOCTpeOOBaHHBIMU. «[l1Tst



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 consid-
ered a leading trend in Ravel’s work.
Nevertheless, it occupies a significant
part among his works and covers his en-
tire creative life from the first compos-
er’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 opus-
es).

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”,
“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

n BoamedcTBo», «Bomepo» n «llpiranka» Oblin
3aBepienbl B 1920-e romni. B a10 ke Bpems K
Pagesito mpuiiia moucTiHe MUpPOBas CiaBa:
B 1928 romy ero mpuriacwim Ha uYeThIpéxme-
caunnie ractponn B CIIIA, B xome KoTOpBIX OH
o0bexan OYKBaJbHO BCIO CTPaHY, MOCETHB MHO-
JKeCTBO TOPOJIOB 1 JIaB OTPOMHOE KOJMYECTBO
KOHIIepPTOB.

B nauane 1930-x um 6biin 3aBepIieHbl 1Ba
(hoprenmaHHBIX KOHIlEpTa W CTAaBIIUN MOCIHE]-
HUM COYMHEHNEM BOKAILHBIA MUK «/lom Ku-
xot K Jlynbcunee» na ciosa Ioas Mopana. ITo-
caeHme Tojibl sku3HM PaBesisi okaszanuch ompa-
YeHbI TAKEI0W 6OMe3HBIO, M3-3a KOTOPOH KOM-
MO3UTOP HE TOJbKO ObLI JIMIIIEH BO3MOYKHOCTH
MUCaTh MY3BIRY, HO JIajKke MPOCTO MHICATh U TO-
BOPUTh: HEM3BECTHOE U 110 ceil JieHb 3abosieBa-
HUe TIPUBEJIO K ero JIMYHOI U TBOPYECKON 130-
JSUKI, U MHOKECTBO HaOPOCKOB MO3JHETO Tie-
pHOJia TBOPUECTBA TAK U OCTATICH HE3aBePIIEH-
HBIMIL.

[Tocsie HeiipoXUpPypruyeckoro BMeraTeib-
cra 19 nexadps 1937 roga Mopuc Pasens Biian
B KOMY, & 28 fekadpst CKOHYAJICS, He IPUXOJIA B
CO3HaHIe.

Hkok

Boranpnyio My3bIKy OOBIYHO He CYMTAIOT
BeJIyIINM HarpasienneM B TBopuecTBe Pasess.
Tem me memnee, ona 3annMaer 3HAYNTETLIYIO
9acTh CPeJiN ero COUMHEeHNI 1 0XBATLIBAET BCIO
€ro TBOPYECKYIO JKU3Hb: OT TEePBBIX KOMIIO3M-
TOPCKUX OTIBITOB J10 mochaenHux aueil. 3 84 ka-
tajgoruaupoBanubix Mapceiem MapHo mpouns-
Befennit Mopuca Pasens mourn tpern (29 omy-
COB) OTHOCHUTCA K KaMepHO-BORAJILHOMY KaH-
py.

[Tomumo oTeTBHBIX POMAHCOB 3a COPOK
JIeT TBOPYECKON Kapbepbl KOMIIO3UTOPOM OBLIO
CO3/IaHO JIeBSTh BOKAJIbHBIX IUKJIOB, Pasiny-
HBIX TI0 00Pa3HOMY CTPOIO U COJIePRAHUIO; Cpe-
M HUX IUKIbI 00pabOTOK HAPOIHBIX IeceH
(«/IBe eBpetickue mecumn», «Hapopabie mecHm»,
«IIs1Th HAPOHBIX TPEUECKIX MEJOJIUII» ), MY3bi-
RanbHble 3apucoBku («EcrectBennbie mcTO-
pun»), opuenranbubie nukiabl («Illaxepesama»
n «Mayarackapckue mecHm» ), a TakKe RIaCCH-
IUCTCKUE W WUMIPECCUOHUCTCKIE POMAaHCHI
(kK mepBbIM OTHOCATCA «JlBe smurpammbl Ha
Rnemana Mapo» u «/lon Kuxor k [[ynbcunee»,
Ko BropbiM — «Tpm moamer Credana Masmap-
Me»).

Heobxomumo Takske OTMeTUTH OJ[HY BayK-



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, “Cing 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-
cism, oriental sketches, impressionist
and symbolist verses freely coexist with
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 a complete collection
of Ravel’s vocal works. The collection is
organized in chronological order, which
makes it possible to clearly see the com-
poser’s creative progress in the vocal

HYI0O 0COOEHHOCTh KaMepHO-BOKAJIbHOTO Hac/e-
must komroautopa. Heroropeie n3 ero mpounsne-
MeHUil 9TOTO 3RAaHpa MMEIOT JBe aBTOPCKUe pe-
MaKIUKU — JIIA ToJioca ¢ poprenuano u ijist ro-
J0ca ¢ opkecTpoM (TaKkoBbl, Hampumep, «llarn
HAPOJIHBIX TpeuecKux menonuiiy, «/lon Kuxor k
Ilynbeunees n «KcrecTBeHHBIE NCTOPUN» ), IPY-
rme M3HAYaTbHO MBICAWINCH KAaK BOKAJILHO-
cumponmuecrme mpoussenenusi («IlTaxepesa-
lia»), a TPeThbU MMEIOT pacIIMpeHHbI WHCTPY-
MEHTaJbHBIIl COCTaB, BRIYAIONINI B ceds 10
necsitu ucnonuurenein («Tpu mosmbr Credana
Mamnapme» win «Majarackapckue TeCHU»).
Bcé ato — manb pacmupstoiieiics B Kouie XI1X
BEeKA TPaJIUINN BOKAIBHBIX KAHPOB U CBUjIE-
TeJILCTBO TOHROTO oniylnenus Paseirem tenien-
IIIT HOBOTO BeKa.

B ocnony Boramnbubix Mmunuatiop PaBerem
OBLJIN TTOJIO3KEHBI CTUXU CAMBIX Pa3JIMYHBIX aB-
TOPOB — OT (DPAHITY3CKIX KIACCIKOB, TAKNX KaK
Kneman Mapo, IIvep Poncap n 9sapuct Ilapnn,
1o coBpeMeHHbIX emy 103T0B: llonsi Beprena,
Crepana Mannapme, Hions Penapa u gpyrux.
[Toutnn Bcerma rRommosmTop obparancs K Mmod-
3N CBOMX COOTEYECTBEHHWKOB; PEJIKUM ¥C-
KJIOYeHNeM SIBUJINCH HAapPOJHbIe TeCHM, B 0CO-
OeHHOCTN eBpelicKie, B KOTOPBIX OH COXPAHUJI
OPUTHHATHHBIE TEKCThI HA YY;KUX eMy sI3bIKax
(apameiickom u upuiie). Kpome aroro, Pasenn
TaK:Ke MCIONb30BaT 1 (DPAHILY3CKITe TTepPeBOJIbI
MHOCTPAHHBIX HAPOIHBIX IeCeH: TaK, HaIpH-
Mep, B ocHoBe «lIaTn HApPOAHBIX rpevecKuX Me-
Jopmii» nesrar mepeBoibl Mutmens HaibBoko-
peccu.

ITossusz, ® Koropoii obOpamaics Paseub,
BechbMa pa3HoodpasHa B CTHANCTHYECKOM OT-
HOTITEeHNN: RIACCUIIN3M, OPMEHTANbHbIe 3api-
COBKI, MMIIPECCHOHNCTCKIE W CHMBOJICTCKITE
CTUXU CBOOOJIHO COCEJICTBYIOT PYT C IPYTOM B
erTo KaMepHo-BOKAILHOM TBopuecTBe. [Ipm aTom
HeTbh3s CKasaTh, YTO MY3bIKa, Hanncannas Pa-
BeJeM Ha ITH TeKCTH, CTUIMCTHYeCKN Pas3Ho-
pojiHa: HecMOTpsI Ha OoraTcTBO 00PA30B M Apa-
MaTypPTUYecKNX 3ajad, BCe POMAHCHI, CO3aM-
Hble KOMITO3UTOPOM, OOLeMHSAIOTCS TIOf] 3Ha-
KOM ero CTWJsSI, OCTaBIIerocs IpaKTHYecKN
HeN3MeHHBIM Ha MPOT;KeHNN BCeTo TBOPYECKO-
O IyTH.

Jlanmoe mamanme npecrasiasgerT coOOil TO-
HOe coOpaHue BOKAJIbHBIX coumHeHuit Pasesns.
COopHUK OpraHn30BaH B XPOHOJOTHYECKOM T10-
pAIIKe, 4TO TTO3BOJISIET HATIAAHO YBUETH TBOP-
YeCKMH IYTh KOMIIO3UTOpPAa B  KaMepHO-



chamber genre. All the songs are given
in original keys; orchestral works and
works for expanded ensembles are given
in the author’s piano edition for the sake
of performing convenience.

Fkok

“Ballade de la reine morte d'aimer” on
the lyrics by Roland de Mareés is the first
vocal composition by Ravel. However, in-
dividual features of the style, which would
later become characteristic, are already
visible in it. Transparent piano texture,
subtle and detailed elaboration of harmo-
ny, prevailing diatonicism together with
the constructive clarity of music fabric are
characteristic not only of many of Ravel’s
songs, but also of works in other genres.

“Un grand sommeil noir” on the lyr-
ics by Paul Verlaine, the famous symbol-
ist poet, was dated August 6, 1895, but
published five decades later. Its manu-
script was kept by one of the composer’s
friends, Lucien Garban, and the publica-
tion took place in 1951.

The ostinato rhythm, sustained
throughout the whole song, creates a spe-
cial tint that, in combination with exquis-
ite harmonic colors, gives the romance an
almost fantastic sounding, foreshadowing
horrible images of “Gaspard de la nuit”
(“Le gibet”). French musicologist Ro-
land-Manuel noted the similarity of this
romance with the introduction to the
“L’heure espagnole” opera.

The romance “Sainte” was written on
the poem by Stefan Mallarme, who is con-
sidered the leader of symbolist poets. The
poem chosen by Ravel is interesting of
itself because the author emphasized not
specifically conceptual meaning in it, but
rather a melody of a sounding word, call-
ing it a “melodic” poem.

Ravel did not set himself the task of
revealing the many-sided complexity of
symbols that abound in the poetic text.
Instead, he created a bright and naive im-
age in the simplest and most effective
ways: chord, almost choral accompani-
ment in the middle and upper registers is
sustained throughout the miniature,
mildly dissonant harmony is based on ex-
tended tertian chords.

BOKATLHOM jkaHpe. Bce mecHm Janbl B OpUTH-
HaJbHBIX TOHAJBHOCTAX; IIpouU3BeleHnud pac-
HIMPEHHOTO WM OPKECTPOBOTO COCTABA BRJIIO-
4eHbl B COOPHUK B (OpTeNuaHHON pelaKinn
aBTOPA A y00CTBA NCIIOTHEH NS,
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«basnana o koposeBe, ymepiieii ot JTI0OBM»
na ciosa Pomama Mape — mepBoe BORanbHOE
counnenue B TRopuecTBe Pasessa. Omnaro, yaxe
B HEM BUJHBI WHIMBUAYAJbHbIE YEPTHI CTUJIA,
KROTOpBIE B TATLHENIIIEM CTAHYT XapaKTePHbIMHU.
IIpospaunas ¢oprenuannas gartypa, TOHKas
MeTann3arysa rapMOHIH, TIPeodaaialonias ua-
TOHUKA B COBOKYITHOCTU ¢ KOHCTPYKTHUBHOT sic-
HOCTBIO MY3bIKATLHOU TKAHW CBOWCTBEHHA He
TOJTHLRO MHOTHM poMaHcaM Pasesist, Ho u mpouns-
BeIEHUSM IPYTHX JRAHPOB.

«OrpoMublii 4épHbIii coH» Ha caoBa lloas
Beprena, m3BecTHEIEr0 T03Ta-CHMBOINCTA,
ObLI garupoBan 6-m asrycra 1895 ropa, ofmaro
OMyOJIMKOBAH TIATHIO JECATUICTUSMEI  TTO33Ke.
Pyronuch ero xpanmiach y ofHOTO W3 Jpy3eit
rommosuTopa, Jliocbena [Mapbamna, a umspgamue
cocrostiock B 1951 ropy.

Briiepsranuplii Ha MPOTAKEHWN BCETO PO-
MaHCa OCTHMHATHBIII PUTM CO3MaéT 0cOObIl KO-
JIOPUT, KOTOPBLIN B COUYETAHWH ¢ M3BICKAHHBIMI
TapMOHWYECKUMI KPacKaMu TPUIAET POMAHCY
moutn (paHTacTHYeCKOe 3ByYaHuUe, TpeJBera-
oree sRyTroBaThie 00pasbl u3 «Houmoro I'ac-
napa» («Bucenunar). MOpaniry3ckuii My3bIKO-
Bej, Posan-MaHi031b 0oTMeUaJl CXO03KecTh 3TOro
poMaHca co BeryiieHueMm K orepe «Vcmanckuit
qacy.

Powmaric «Casaras» 6b11 mammcan Ha CTUXT
Crepana Masrapme, ROTOPBIN cunTaCTCS JNIE-
pPOM 10aTOB-cuMBONCTOB. M30pannoe PaBenem
CTUXOTBOpEHMEe camMo To cebe yKe MHTepPecHo
TeM, YTO caM aBTOP MOTUEPKUBAT B HEM He KOH-
KPeTHO-TIOHATUITHBIN CMBICI, a MEJIOJIUKY 3BY-
Yallero CJ0Ba, HA3bIBasl €r0 «MeJIO[UYecKuM»
CTUXOTBOPEHUEM.

Pasenn e crasmr mepep coboii 3agauy pac-
KPbITh BCIO MHOTOI'PAHHYIO CJIO}KHOCTH CUMBO-
JIOB, KOTOPBIMI M300MIYeT TTOITHICCKII TeKCT.
Bwmecro aroro om cosmas CBeTIALIH M HAWBHBIN
obpa3 caMBIMHU TPOCTHIMU U JIEHCTBEHHBIMUT
CIocODaMI: aKKOPIOBOE, TIOUYTH XOPaJbhHOE CO-
IIPOBOKIIEHNE BBIIEP;RAHO HA IMPOTSIREHUN
BCeil MUHUATIOPHI B CPEIHEM U BEPXHEM peri-
CTpe, MSATKO NCCOHAHTHAS rapMOHUS OCHOBaHA
Ha MHOTOTEPI[OBBIX CO3BYUMAX.



“Chanson du rouet”, written by Ravel
on the lyrics by Leconte de Lisle, dates
back to 1898, the time of studying with
Gabriel Fauré. Flickering tremolos in the
piano part and shimmering harmonic col-
ors create a moving, but not disturbing
background for soft diatonic melody of
the voice.

The initial phrase “O mon cher rouet,
ma blanche bobine” forms a kind of re-
frain, framing and dividing the verses of
the romance. In the third verse the light
flying color is somewhat overshadowed,
but not for long, and the romance ends in
light E major.

The romance “Si morne!”, created on
the poem by Emile Verhaeren, is deeply
different from the other romances of this
period. It is written in a much more ex-
pressive manner, which is partly due to
the gloomy content of the poetic text.

The vocal part is full of chromatics
and diminished intervals and is far from
the diatonic light melodies of the previous
songs. In addition, the role of speech in-
tonation significantly increases, which
gives the romance an inflection of operat-
ic recitative. The viscous piano texture
with complicated harmonies emphasizes
the meditative and melancholic mood that
prevails throughout the work.

“Deux  Epigrammes de Clément
Marot” were Ravel’s first approach to the
past epochs in vocal genre. The composer
has already touched these images in his
piano works — “Menuet antique” and Pa-
vane. Despite such obvious neoclassical
names, impressionist tendencies are still
very strong in this period of Ravel’s crea-
tive work, and therefore he does not cre-
ate stylizations or “modeling” works;
these are rather “impressions” of the gen-
re, mediated and refracted through the
prism of the artist’s worldview.

Clément Marot was a poet of the Re-
naissance, whose work fell upon the first
half of the 16th century; his lyric epi-
grams were created even before the epi-
gram genre itself changed its semantics.
Creating music on the epigram “D’Anne
qui me jecta de la neige”, Ravel does not
seek to reconstruct the musical portrait of
the bygone era — he uses modern harmon-

K 1898 rosy, Bpemenn obyuenus y I'abpmo-
st Mope, ornocurcsi «llecusi npsiiku», Hanm-
canmas Pasemem ma texcer Jlexkomra me Jlmsa.
Ronpimrymuecs: tpemosio B naptuu goprenuano
n Meplaine rapMOHUYECKIe Kpacku odpa-
3YIOT TIOABVKHBIN, HO He TPeBOKHBIN (DOH JJIs
MATKOU JMATOHNYECKOI MEJIOIUN T0JI0CA.

Hauanbuas gpasa «O, goporas most mps-
Ka, Moé Oesroe BepeteHo!» obpasyer cBoero poya
pedpeH, 0OpaMIISIONNIT 1 pas3ensiioNiuil ¢cTpo-
¢ur pomanca. B Tperneil ctpode cBeTblil gersi-
NI KOJIOPUT HECKOJIBKO OMPavyaeTcsi, HO HeHa-
JIOJITO, 1 3aBepiiaeTcss POMaHC B CBETIIOM MU
MasKkope.

Cepbé3HO OTIIMYAETCST OT PYTUX POMAHCOB
ATOTO TEPUOia CO3MAHHBI Ha CTUXU IMUIA
Bepxapna pomanc «Horma mnpuxomur tockar.
On manmcan B Kyjaa Oojee dKCIPECCUBHON Ma-
Hepe, 4TO OTYACTU O0YCJIOBJIEHO MPAUYHBIM CO-
fepsKaHIeM TTOITHYECKOTO TEKCTA.

Boranbnasi maptusi HachIleHa XpoMaTns-
MaMI U YMEHBIIIEHHBIMU WHTEPBATAMU 1 Jlajie-
Ka OT JINATOHUYECKU CBETJIBIX MO TIPeJibi-
nymux mecen. Kpome toro, 3amerHo Bospacraer
POJIb peueBoil MHTOHATNH, YTO MTPUAET POMAH-
Cy OTTEHOR orepHoro peuntarusa. Bsaskas gop-
TenmamHasgs PaKTypa ¢ YCJIOKHEHHBIMEU rapMo-
HUSMM TTOUEPKIBACT MEIUTATUBHOE 1 TOCKJII-
BOe HacTpoeHue, IMAaBEHCTBYIOIEe Ha TPOTS-
JKEHUU BCETO ITPOU3BE/ICH IS,

«/IBe smmrpammer Himemana Mapo» cramm
nepBbeIM oOpaienuem PaBesiiss B BOKaabHOM
JRaHpe K NpoIabiM droxaM. B goprenunannom
TBOPYECTBE KOMIIO3UTOP YiKe 3aTPOHYJ dTH 00-
pasbl B Crapunmom menyasre u B llaBame. He-
CMOTPSI HA CTOJTL SIBHBIE HEORJIACCHUECKUe
Ha3BaHWsA, WMIPECCUOHUCTCKUE TEHIEHINN B
ATOM Tiepmojie TBopuecTBa PaBens emé odenb
CUJBHBI, W TI0O9TOMY OH He CO3JaéT CTUIN3AIIN
WU TIPOMBBECHUS «I10 MOJIeJIN»; 9TO CKOpee
«BTIEUATTEHUs» O KAHPEe, OIMOCPE/OBAHHBIC W
MPeJTOMIEHHBIE Yepe3 TTPU3MY MUPOOITYIIeHUs
XYJOKHIKA.

Rneman Mapo — mosr snoxn Peneccarca,
Yh6 TBOPYECTBO TPUILIOCH HA TIEPBYIO MOJTOBH-
ny XVI Beka; ero qupudeckue sIurpaMMbl Obl-
T COBMIAHBI eIMé 70 TOTO, KaK CaM KaHp SIH-
rpaMM m3MeHWI cBoio cemantury. CospaBas
MY3BIKY Ha srurpammy «06 Amme, GpocuBIimeit
B MeHs cHerom», PaBesib He ctpemMutcst Bocco-
3/1aTh MY3BIKATLHBIN TTOPTPET YITeAINell amoxXn
— OH HCIIOJIb3YeT COBPEMEeHHbBIe TAPMOHUYECKITe
U PUTMUYECKUEe CPEeJCTBA HAPSAMY € IMYCTBIMHU



ic and rhythmic features along with the
empty octaves filled with fifths resem-
bling ancient organa, as well as the or-
naments sounding quite “classical”.
The author applies the same principle to
the second epigram, “D’Anne jouant de
I’espinette”. Representing the harpsi-
chord, the composer freely uses harmonic
structure and texture.

Such musical anachronisms can be
explained by the serious influence of the
subjective view of the composer on the
one hand, and by the “timeless” themes of
love lyrics that remain modern and rele-
vant in any era on the other.

“Manteau de fleurs” on the lyrics by
Paul Gravollet was written on the ap-
proaches to “Shéhérazade”, the first ma-
jor vocal cycle in Ravel’s work and the
only vocal cycle accompanied by orches-
tra.

The poetic text represents a lyrical
sketch, in which the romantic elation
dominates. It also reigns in the music of
the romance. Flickering tremolos in the
piano accompaniment, shimmering har-
mony and subtle sensual chromatics in
the vocal part create an exquisite image of
a lush garden. A deep contrast arises be-
tween this and the previous romances;
“Epigrammes” belong to the line that will
later lead the composer to neoclassicism,
while “Manteau de fleurs” is clearly an
impressionist work in its nature.

A significant stage in the creative
evolution of Ravel was the creation of the
cycle of vocal poems for voice and orches-
tra “Shéhérazade” on the lyrics by Tris-
tan Klingsor. A background for address-
ing this oriental theme was the compos-
er’s work on the overture with the same
name that, unfortunately, was never ac-
complished. Ravel interpreted the images
of the East, reproduced in the poems by
Klingsor, very individually, using musi-
cal methods found by composers of the
past eras with great taste. Researchers
denote the influence of the Russian com-
poser school in orchestration and music
of the cycle (the violin solo reminds Rim-
sky-Korsakov's “Scheherazade”, while
many intonations remind the music of
Borodin and Balakirev).

OKTaBaMU ¢ KBUHTOBBIM B3allOJTHEHUEM, HaIlo-
MUHAONUMI CTAaPUHHbIE OPTaHyMbl, a TaKsKe
BITOJTHE «KJIACCHTUCCKI» 3BYUAINe VKPAIIeHUs.
Tewm ske NPUHIUTIOM aBTOP PYKOBOJCTBYETCS 1
BO Bropoit anmrpamme, «0O0 Amme, mrpaiorieit
Ha KiaBecuHe». V3o0paskas KiaBecuH, KOMIIO-
3UTOP CBOOOIHO 00pAIaeTcss ¢ TApMOHUYECKOT
BEPTUKAJIBLIO 1 DAKTYPOTI.

Taxkne MysbIKaJTbHbIe AHAXPOHU3MBI MOFK-
HO OOBSICHUTBL, C OJHOIl CTOPOHBI, CEPbE3HBIM
BIAUSTHIEM CYOheKTUBHOTO B3IJIS/Ia KOMIIO3UTO-
pa, a ¢ Apyroii — «BHEeBPEMEHHOI» TeMaTUKOU
M000BHON JIMPUKHA, KOTOPas OCTaéTesi COBpe-
MEHHON 1 aKTyaJTbHON B TIOOYIO STTOXY.

«IIBerounniii  maamy»  Ha caosa [loms
I'paBonsie Obul  HammcaH Ha IMOACTyHAX K
«IlTaxepesayie», MepBOMY KPYITHOMY BOKaJIbHO-
MY IURJIY B TBOopuecTBe PaBesnst u equHCTBeH-
HOMY BOKAJbHOMY IUKJIY B COIPOBOMKICHUN
OpKecTpa.

[Tostmuecknii Texer mpencrabisier coOOI
JUPUYECKYIO 3apPUCOBRY, B KOTOPOW TJaBeH-
CTBYET TPUIIOJHATOE POMAHTHYECKOE HACTPOe-
nre. OHO TIapUT M B My3biKe poMmanca. Tpere-
HIyIIIe TPpeMojao B (DOPTENMAHHOM COTPOBOIK-
JeHNN, MepIalone rapMOHUKI W TOHKAs JYYyB-
CTBEHHAs XPOMATHKA B BOKAJTLHON MapTum co-
371210T YTOHYEHHBIH 00pa3 mwiirHoro caja. Ce-
PbE3HBIN KOHTPACT BOZHUKAET MEKIY 9TUM U
HNPEeBIYIUMEI  POMaHCAMM;  «IMUTPAMMBI»
NPUHAJJIEIKAT JUHUKW, KOTOpast B JlaJibHeNemM
NPUBEJET KOMIIO3UTOPA K HEORJIACCUIIM3MY,
Torja Kak «l[BeTouHbIil Tamny — ABHO UMIIpec-
CUOHUCTCKOE 110 CBOET IpIpojie TPOon3BejieHue.

SHAUNTETLHBIM TATIOM B TBOPYECKON 9BO-
monuu PaBens crano co3manme MUKIA BOKATh-
HBIX TI09M J7TIs1 Toioca ¢ opkectpoM «llTaxepesa-
ma» Ha caosa Tpucrana Kamnrcopa. Ilpepmmo-
CBIIKOI K o0palleHnio K 9TOH OpUeHTaIbHOI
TeMe crajga pabora ROMIIO3UTOpA HAJ[ OJHO-
NMEHHON yBepTIOPOil, KoTopas, K CORaJICHUIO,
tTak 1 He Obuia 3asepinena. O0pasnsl Bocrtoka,
nepefanibie B ctnxax HnmArsopa, Pasern nn-
TEPITPETUPOBAT ouYeHb WHUBUTYATbHO,
¢ OOJIBIITMM BKYCOM WMCIIOJIb30BAB Yrke HalijleH-
Hble KOMIIO3UTOPAMHU TTPOIILIBIX JMOX MY3bi-
RambHbIe cpefcTBa. VccnemoBaresm oTMedaror
BIWSIHIE PYCCKON KOMIO3WTOPCKON ITROJBI B
OPRECTPOBKE W MY3bIKe IMHUKJIA (CKPUIHYHOE
como mamommnaer «lllaxepesamy» Pumckoro-
RopcakoBa, a MHOrme WHTOHAIUW — MY3BIKY
Boponuna u banaxkupesa).

«Asusiy — TepBBINT HOMEp IUKJIA — CaMBbIi



“Asie” — the first movement of the cy-
cle — is the most extensive of all. The po-
etic text describes a mental journey to the
East, and this East is imaginary, simulat-
ed, fairy. Fair is the remark of the com-
poser and musicologist Emile Vuillermoz,
who spoke about the almost cinematic
progression of short frame-like episodes,
replacing each other.

“La flite enchantée” has become the
most performed movement from “Shéhé-
razade”, to which contributed its laconi-
cism and colorfulness. Researchers de-
note the proximity of the movement to
certain pages of Russian oriental romance
(for example, “Nightingale, Captivated by
a Rose” by Rimsky-Korsakov, etc.),
as well as the impact of Debussy’s
“Prélude a I'apreés-midi d’un faun”.

“L’indifférent” — the final movement
of the cycle — is less oriental in the sense
of music; this is a bright impressionistic
lyricism that is characteristic of Ravel.
This music is characterized by clarity of
texture, moderated harmonic colors and
elegance of melodic lines.

In 1905 Ravel completed the romance
“Noél des jouets” on his own lyrics.
The theme of childhood deeply excited the
composer, and many of his works were
addressed to children in one way or an-
other: for example, such was the piano
cycle for four hands “Ma mere 1’'Oye”,
dedicated to Mimi and Jean Godebsky,
the children of his good friends, or the
opera “L’enfant et les Sortileges”, one of
the few Ravel’s works for music theater.

Ravel’s love for toys was reflected in
this romance, full of sincerity of childish
delight. The joyous light color is over-
shadowed only for a few moments by the
image of “the somber dog Beelzebub”,
who hunts the Christ Child.

Romance “The great winds coming
from beyond the sea” with lyrics by Henri
de Régnier was created in 1906; dealing
with the themes related to travels and fara-
way countries, it has something in common
with the “Scheherazade” cycle not only in
imagery, but also in the sphere of musical
expression. Complex chromatic harmonies,
which the romance is rich with, multi-
layered changeable texture, impetuosity

pasBépHyThiii 13 Bcex. [loaTmueckuii Terer
OTMCBLIBAET MbICIEHHOe TyTernecTBue Ha Bo-
cTok, pmuém BocTok BooOpaskaeMblil, YCIOB-
HBIA, ckazounniii. CrpaBeinBo 3aMeuamrue
KOMITIO3UTOpa 1 My3biKoBena Imuis Bioiiepmo-
3a, KOTOPBII TOBOPUJI O TIOUTH KMHeMaTorpadu-
YeCKOM UYepeloBaHNN KOPOTKUX 3IMHU30]0B-
KaJ[poOB, CMEHSIONINX JIPYT ApyTra.

«Bommebnas aeiitay crajga caMbiM perep-
tyapHbiM HOMepoMm u3 «lllaxepesasbi», yemy
c1ocoOCTBOBAIA €€ JIAKOHUYHOCTh W Kpacou-
Hocth. MecnemoBatenn orMevaior 6,11M30¢Th HO-
Mepa K HEKOTOPLIM CTPAHUIAM PYCCKOTO OpH-
eHTa/sbHOTO poManca (Hampumep, «llnenus-
IInch po3oii, cososeit» Pumckoro- Kopcakosa u
1p.), a Takyke Bospeiicrue «llocaenomynernoro
ornbixa dgasmar [lebocen.

«besyuactuplity, 3aBeprialonuii  HOMep
IMRJIa, B MEHbINel cTelleHr OpueHTalleH B OT-
HOIIIEHNH MY3BIKI; 9TO XapakrepHas s Pase-
J51 cBeTJIasi MMITPeCCHOHNCTHYecKask JnpuKa.
flenocts (parTypbl, pUTIYIIEHHBIE TaPMOH-
YecKrme KPacKnm W M3ANTHOCTh MeJOINYecKnX
JUHWI CBOMCTBEHHBI DTOIl MY3bIKe.

B 1905 rony Pasenem Obin 3aBepriien po-
manc «PosgmectBo urpyiner» Ha cobcTBeHHbBIE
cioBa. Tema jercTBa raTyOOKO BOTHOBAJA KOM-
MO3UTOPA, M MHOTHE ero TTPON3BeeHNs TaK MIIH
nHaye aJlpecoBaHbBl JIETSIM: TAKOB, HAIpUMep,
doprenmaHHBIl R I 4eThIpéx pyk «Mos
MaTyIIKa TYCBIHS», TOCBAIEHHbIH Mumn u
rRany lomebcknM, meTsiMm ero Xopormux Jipyseii,
nnnm e onepa «Jlurs u BoaIIEOCTBOY, OIHO U3
HEMHOTMX TTpou3BefieHnii PaBens mis My3bi-
KaJIbHOTO Tearpa.

JlioboBr Papesisi K urpymikam Halmia oT-
paskenme B HTOM poMarce, TTOJHOM HeToCpesi-
CTBEHHOCTN JIeTCKOTO Bocropra. Jlmmb na me-
CKOJIbKO MTHOBEHWI PAIOCTHBIN CBETIBIH KOJIO-
puT oMpadaercst oopasom «uéproro mca Bemnae-
ByJIa», KOTOPBINI OXOTUTCA Ha MJajieHTa Xpu-
cra.

Pomanc «Berpsi, npumieimmie n3-3a Mopsi»
na cruxu Aupu Perbepa cospan B 1906 rogy; mo
TeMaTnKe, CBA3AHHOI €O CTPAHCTBUAMM 1 JlaTé-
KIMU CTPaHaM®, OH TePeRINKAeTCSA ¢ IIMKIOM
«Illaxepesama» He TOIHLKO B 0OpasHoll, HO W B
MY3BIKQJIBLHO-BBIpasuTenbHoi chepe. Croskibie
XpoMaTnyeckne TapMOHWHM, KOTOPHLIMHU HaChI-
MeH pOMaHe, MHOTOCJIOHAsT n3MeHuYnBast Qhak-
Typa, TOPBIBUCTOCTH W HANPIKEHHOCTH BO-
RaJIbHON MAapTUM CO3/[af0T TPEBOKHBIN U Mpay-
HbIIT 00pa3 3uMHuX BeTpoB. Mcecaenosarenn or-
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and intensity of the vocal part create a dis-
turbing and gloomy image of the winter
winds. Researchers also note some of the
relationship between the idea of this work
and the idea of the prelude “Ce qu’a vu le
vent de I'ouest” by Debussy; however, mu-
sic of “The great winds coming from be-
yond the sea” is far less dramatic.

One of the most significant and popular
vocal chamber works by Ravel is the cycle
“Natural stories” with the lyrics by Jules
Renard (1906). The literary source of this
cycle was written not in verse, but in prose,
and was published ten years earlier,
in 1896. “Natural Stories” by Renard are
about animals, birds, plants and insects
that surround wus; these deeply poetic
sketches with humor and irony show the
life of the most ordinary, non-exotic nature
inhabitants, in which human characters are
recognized.

Such a tradition of allegorical portray-
al of people in the form of animals and
birds has a long history in French litera-
ture, beginning with medieval “Roman de
Renard” and the fables of La Fontaine;
these 1images entered French music
through the works by E. Chabrier. His
songs with a similar zoological theme
(“Ballade of Fat Turkeys”, “Villanella of
Little Ducks” and “Pastorale of Pink
Pigs”) are probably the closest in imagery
to Ravel’s “Natural Stories”, but research-
ers find a clear influence of “musical
jokes” and “musical stories” by Mussorg-
sky on the miniatures of this cycle.

Ravel’s cycle consists of five pieces,
among which bird images prevail. It is
opened by “The peacock”, puffed up and
pompous, waiting for his bride to celebrate
the wedding. The composer emphasizes
comic element and irony of the miniature
combining heavy motion of the bass line
with the wide leaps of chords; the genre of
pavane, running through the entire piece,
was not chosen by chance — in the French
language a play on words “pavane”
(a dance) and “pavaner” (to put on airs)
occurs. Ravel uses a rich arsenal of means
of expression, not avoiding sound depic-
tion: for example, the peacock’s ascent to
the roof, his “diabolical cry” and spreading
of the peacock’s tail-feathers are colorfully

11

MeYalT TaKiKke HEKOTOPOe POJICTBO 3aMbICja
ATOTO COUMHEHUS ¢ 3aMbICJIOM Tpenofuu «4to
BUjieJ 3arajHblii Berep» [lebioccu; oHaKko My-
3bIka «Berpos, mpuiieninmx n3-za Mopsi» Kyza
MeHee J[paMaTuyHa.

Onanm 3 Hambosee 3HAUMTENBHBIX U T10-
myJspHbIX counHennii PaBenss B KamepHo-
BOKQJTLHOM jKaHpe crasl Mura «lKcrecTBeHHbBIE
ucropun» wa cruxu sRions Penapa (1906). Jlu-
TepaTypHBIIl UCTOUHIK ATOTO IMKJIA HAIIMCAH He
B CTUXaX, a B 1po3e, 1 ObLT M3JIaH JIeCATHIO TO-
namu pamee, B 1896 rony. B «EcrecrBenmnix
ncropusix» Penapa peub HIET O JKUBOTHBIX,
NTHUIAX, PACTEHUSAX 1 HACEKOMBIX, KOTOpPbIe HAC
OKPY#KAIOT; 3TN TJIyOOKO MO3THYECKIIe 3apUCOB-
KU ¢ IOMOPOM U MPOHUEN MMOKa3bIBAIOT JKU3Hb
CaMbIX OOBIYHBIX, HEIR30THUYECKUX oOuTaTesei
MPUPOJbI, B KOTOPBIX Y3HAIOTCS 4eJOBeUecKue
XapaKTepshl.

[Toobnass  Tpagunusa  aJaeropuueckoro
n3obpaskeHus Jiofeil B obpase 3Bepeil m TTHI|
UMeeT OrpOMHYI0O HCTOPUIO BO (PPaHITY3CKOT
JauTeparype, HaUMHAs €O cpefiHeBeKoBOro «Po-
mana o Jluce» n 6acen Jlagonrena; Bo ¢pan-
IY3CKYI0O MY3BIKY 5TH 00pasbl BOILIN 4vepes
tBopuectBo 9. lllabpue. Ero necun ¢ moxosreit
300JI0THYeCKOil TeMatnkoil («bamnamga TomcTrix
MHIOKOB», «Bumanenna maleHbKUX yTaT> U
«[Tacropasb PO30OBBIX TIOPOCAT»), TIORAIYIA,
nanbosee Oiuskn «EcrecTBeHHBIM HCTOPUAM»
PaBenss B obGpasnom 1iame, ofHAKO B MYB3bI-
RaJbHOM peIeHn MUHUATIOP HTOTO TTUKIA MC-
CJIeNIoBATeN N HAXOMAT SBHOE BIUSHUE «MY3bi-
KaJTbHBIX TITYTOK» 1 «MY3BIKATbHBIX PACCKA30B»
Mycoprexoro.

[{urn PaBenst cocTonT 3 NATH THEC, CPEIN
KOTOPBIX IIpeobiafaor nTudbu obdpaspl. Or-
KpbiBaer ero «llaBiaui», HamyThIlil U BasKHBII,
SKITYTIUI CBOTO HEBECTY, U4TOOBI OTIPa3HOBAThH
cBaib0y. KoMmo3uTop moguepkuBaeT KOMU3M 1
MPOHUIO MUHUATIOPHI Yepe3 coueTanmne TAKeo-
BECHOTO JIBUKEHNsI 0ACOBOI JTUHUW ¢ TITUPOKM-
MU CKAYKaMU aKKOPJOB; sKaHp TIaBAHbBI, TTPOHM-
3BIBAIOIIAI BCIO TIHECY, BHIOPAH He CaydaiiHo —
BO (PpPAHITY3CKOM sI3BIKE BO3HWKAET WUTPA CJIOB
«pavane» (Tamer) u «pavaner» (BajKHIYATD).
PaBsenb mcmonb3yer 6orarbiii apceHan BhIpa3m-
TeJILHBIX CPEMICTB, He m3berass u 3ByKouzobpa-
3UTELHOCTH: TaK, HAPUMEpP, BOCXORIEHNTE
HaBJNHA HA KPBIITY, er0 «IbABOTLCKII KPUK»
7 pacIyCKaIOMMICA MaBINHNI XBOCT KPACOUHO
OTPAYKAIOTCS B TAPTUM COTTPOBOK/CH NS,

«CBepuoK», BTOpPOI HOMEp IUKJIa, He Hecer



reflected in the accompaniment.

“The cricket”, the second piece of the
cycle, does not bear in itself a bright iro-
ny; this musical story is painted in light
and kind colors. In terms of means of ex-
pression, this piece is more laconic and
restrained; some elements (for example,
falling motifs of thirds against the back-
ground of fluttering sixteenths in the in-
troduction, as well as scattering octave
grace notes in a high register) combine
picturesque and visual characteristics
with psychological ones.

“The swan” becomes sort of a lyrical
center of the cycle. An image of a lonely
beautiful bird traditional for romantics is
wittily ridiculed by Renard; the music so-
lution of this prose poem follows the poet-
ic text. The shimmering texture of piano
accompaniment resembles images from
Ravel’s famous piano piece “Jeux d’eau”.
Exquisite harmonic colors chosen by the
composer and changeable figurations in
the upper register paint a pastoral and
subtle image that is occasionally inter-
rupted by short tenacious staccato chords.
And only in the last measures sublimity
and poetry are replaced by irony — these
tart and sharp staccato chords accompany
the narrator’s diatribe: “Kach time he
plunges, he rummages in the nourishing
mud with his beak and brings back a
worm. He is getting fat like a goose.”

“The kingfisher” in a way continues
the line of unsophisticated sketches with-
out ironic overtones begun in the second
piece. A calm measured narration is sup-
ported by a remote piano accompaniment
based on a measured alternation of color-
ful accords.

The  final  piece following it,
“The guinea fowl”, brings a sharp contrast
to the balance of “The kingfisher”. Ravel
paints a nervous caricatural image of an
angry bird with furious bursts of dynam-
ics, annoying repetitions, tinkling sec-
onds of grace notes, in the blink of an eye
replacing with cautious jerky “steps” of
the lower voice combined with sharp dis-
sonant chords.

“Vocalise-etude in the form of haba-
nera” created in 1907 stands oul among
other vocal works by Ravel, since it is the

B cebe sIpKOTl MPOHU; HTOT MY3bIKATbHBII pac-
CKa3 BbIJIePsKaH B CBETIBIX 1 JIOOPBIX TOHAX.
B miane BuIpasWTeTLHBIX CPEICTB ATOT HOMEP
0oJiee TAKOHWYEH U CKYTI, HEKOTOPbIE DJIeMEHThI
(HaTpuMep, HUCHAAIONINE TepPIlOBble MOTHBBI
Ha QoHe KOJBIIIYIUXCA [TeCTHAMIATBIX BO
BCTYIVIGHUH, & TaKyKe PacCHIMAIONnecs OKTaB-
Hble (OpIIATH B BHICOKOM PETHUCTPE) cOYeTaror
JKUBOIICHO-N300pa3UTeIbHYIO U ICUX0JIOTHYe-
CKYIO XapaKTePUCTURY.

CBOEOOPA3HBIM  JTUPUUYECKUM  [EHTPOM
uKaa cranoButcs «Jlebemb». Tpagurmonnblii
VST POMAaHTUKOB 00pa3 OIHOKOIl ITPeKpacHOl
NTUIBL OCTPOYMHO BBICMesiH PeHapoMm, My3bi-
KaJbHOE jKe pelleHne dTOTO0 CTUXOTBOPEHUS B
1po3e caeyer 3a MoyTndecknM TexcroMm. Ilepe-
nuBawotiasgcsa garrypa GoprermaHHOT0 COIMpPo-
BOKJIEHUsI HAIlOMUHAET 00pasbl M3 M3BECTHOI
(oprenmannoit nreckl PaBens «Mrpa Bojbi».
W3pickanuble TapMOHITYECKITe KpacKu, n30paH-
Hble KOMIIO3UTOPOM, U IepeMeHuYnBbie (hurypa-
U B BepXHEM Perucrpe PuUcyior MmacTropaib-
HBIIT ¥ YTOHUYEHHBIH 00pas, KOTOPBII M3peaKa
MpepbIBaeTcsi KOPOTKUMI TIEITKIMME CTaKKaTo
arkoppoB. U jumis B mocieHNX TaKTax BO3-
BBITIIEHHOCTh 1 TI093MsSI CMEHSIOTCS  METROI
MPOHMEIl — HTU TepITKIe OTPHIBUCTBIE aKKOP/IbI
CTAKRATO COTIPOBOKIAIOT OOJIMUYNTENBLHYIO Peyb
paccraszunka: «Hamapiii pas, HBIpsis, OH TIO-
rpysKRaer KJIOB B NMUTATEIHHYIO TUHY W TOCTAET
yepBska. OH jKUpeer, Kak rycb!»

«3UMOPOJIOK» B HEKOTOPOM CMBICJIE TPO-
[IOJI3KaeT HaMEYeHHYI0 BO BTOPOM HOMepe Jiii-
HIIO0 OECXMTPOCTHHIX B3apHCOBOK, JWIITEHHBIX
nponmyeckoro moarTeKcra. CHOROWHBIN pasme-
PEeHHBIN pacckas MoJjiepsKal  OTCTPAHEHHBIM
(oprenmanubIM  COTMPOBOJKICHIEM, OCHOBAMH-
HOM Ha MepPHOM Yepe0BAHNN KPACOUHBIX CO-
3BYUMIA.

Corerytomnii 3a HUM 3aRIIOUNTENLHBIN HO-
mep, «llecapka», cocraBisier peskmii KOHTpacT
YPaBHOBEIIEHHOCTN «3UMOpPOfiKa». Bapunuen-
HBII, KAapUKaTypHbI o0pa3s 3701 nTuilbl Pasesnb
pHUCyeT SAPOCTHBIMI BCIIECKAMW JINHAMIKI,
Ha30MANBBIMI  PEHETHTINAMMI, Jpede3sKarimMn
oprmaraMu ceryHjl, CMeHAIOMIMICA B MTHO-
BeHme OKAa  OCTOPOKHBIMI  OTPBIBUCTBIMMU
«TaRKaMI» HIGKHETO T0J0ca B COYETAHNN ¢
OCTPLIMMY INCCOHAHTHBIMI AaKKOP/IAMIL.

Cospannbiii B 1907 rony «Boranus-stion B
dopme xabaHepbl» 3HAYUTETHLHO BBIJEIAETCS
Cpeqn IPYTuX BOKAIbHBIX TTpousBefennii Pase-
7, TTOCKOJTLKY 3TO eIMHCTBEHHOE TPOU3Bee-
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only work for voice without a poetic text.
Because of this, Ravel, not bound by the
specific laws of the FFrench prosody, inter-
prets a voice as an instrument rich in ex-
pressive possibilities, which shows itself
in breathtaking virtuosic passages, some-
times spreading up to one and a half oc-
taves.

In addition, Ravel’s love for Spain ra-
re for vocal chamber compositions is
found in this piece. A recognizable
rhythm of habanera runs through the
“Vocalise”, disappearing only in rare
moments connected with the almost im-
provised freedom of the vocal part.
The individual style of the composer
shows itself in colorfulness of parallel
chords, elegant harmonic accents and fil-
igree of texture.

“On the Grass” with lyrics by Verlaine
(1907) is the only Ravel’s approach to the
poetry of the great French symbolist.
The whole poem is woven from fragments
of phrases, which creates an illusion of
being in a noisy company; this mosaicity
is also reproduced in music of the romance
by tempo, dynamic and intonational con-
trasts of the vocal part, as well as alter-
nating types of texture in the accompani-
ment. However, the integrity of the ro-
mance is not lost thanks to the unity of
exquisite and tart harmonic style.

“Five Greek folk melodies” based on
the folk texts translated by Michel Cal-
vocoressi (1907) are among the first ex-
amples of folk songs arrangements in
Ravel’s vocal works. This cycle was com-
missioned by Georges Jean-Aubry,
a French poet, critic and musicologist,
who asked the composer to harmonize
several songs to illustrate a lecture on
Greek music. The work was done very
quickly, but Ravel was not happy with the
arrangements after the planned perfor-
mance and redid three of the five songs.
Later, an updated version of the cycle was
performed by Marguerite Babaian.

“Five melodies” became kind of a ref-
erence point and a standard for dealing
with folk music, which Ravel strictly ad-
hered to in the future. With care and deli-
cacy, the composer accompanies the vocal
melody with simple, as a rule, ostinato

Hie Ui Tojoca 0e3 TOITMIECKOTO TeKCTa.
B cBsasu ¢ srum PaBesnn, He ¢BA3AHHDINA CIIEIT-
(puvyecknMmU 3aKOHOMEPHOCTSIMU (DPAHITY3CROT
MPOCOINH, TPAKTYET TOJIOC KaK OOraThlil BuIpa-
BUTETLHBIMA  BO3MOKHOCTAMU ~ MHCTPYMEHT,
YTO MPOABJIAETCA B TOTOBOKPYKUTEILHBIX BUP-
TYO3HBIX (DUOPUTYPAX, 3aXBATBIBAIOIINX TTOPOIT
00HEM JI0 TIOJTYTOPa OKTaRB.

Hpowme Toro, B 3101 hece HatIa BLIpasKke-
nne n o0oBs Pasesns k Vcenamunm, penkas mis
KaMepHO-BOKAJbHBIX COUNHEHUTI. Y3HaBaeMbIil
put™ xabamepsl TpoHusbiBaer « Boxkanma», mc-
4yesast JUIh B PEIKIX MOMEHTAX, CBABAHHBIX ¢
MOUTH MMITPOBUBAIMOHHON CBODOON BOKAJb-
Holl mapruu. MupguBuayanbHbil ¢THIL KOMIIO-
3UTOPA TPOABIACTCA B KPACOUHOCTH aKKOP/O-
BBIX TIAPATIENTN3MOB, N3BICKAHHBIX TAPMOHIYE-
CKUX aKIeHTax 1 GUINTPAHHOCTH (AKTYPHOTO
pereHus.

«Ha rpase» na ctuxu Bepnena (1907) —
elMHCTBeHHOE obpalenne PaBens K 1mossun
BEJIMKOTO (hpaHIly3cKOTO cuMBoIncTa. Beé crm-
XOTBOPEHUE COTKAHO U3 OOPLIBKOB (pas, uro
CO3/1a6T WJIIO3UI0 TMPUCYTCTBUSA B IIYMHOT
ROMITAHWY; 3TA MO3aMYHOCTH TepejlaHa 1 B My-
3bIKE POMaHCca TPU TTOMOIIM TEMIIOBBIX, TUHA-
MUYECKUX U WHTOHAIMOHHBIX KOHTPACTOB BO-
RaJbHOU MapThum, a TAKMKe CMEHSIONUXCS TH-
moB haKTyphl B cONpoBoskaeHnn. Tem He Menee,
IEJ0CTHOCThL POMaHca He TepserTcs Osarofaps
eIMHCTBY YTOHYEHHOTO U TEPITKOTO TapMOHIYe-
CKOTO CTUJISA.

«Ilarh HAPOXHBIX TPEUECKUX MEJIOUIT» Ha
HapojHbie TeKeThl B mepeBope Mutnens Kaib-
Boropeccu (1907) — o 13 TIEPBHIX TPUMEPOB
00paboOTOK HAPOHBIX TIeCeH B BOKATHLHOM TBOP-
yectBe Pasesist. Aror 1K ObLI CO3[aH 110 3aKa-
3y Hopsxa sRan-O6pu, ¢panimyscrkoro mosra,
KPUTHKA W MY3bIKOBEJIA, TTPEJIOKUBIIET0 ROM-
MO3UTOPY TAPMOHM30BATH HECKOIBKO MTeCeH JIJTs
WLTIOCTPAIINY JIGKITUN O TPeYecKOi MY3bIRe.
Pabora Oblia BoimosHeHa oueHb OLICTPO, OfHA-
RO TIOoCTIe 3allJIaHmpPOBAHHOTO Mcnoanenus Pa-
BeJib He ObLI J0BOJIeH 0OpaboTKaMu U Imepefe-
nan tpu u3 usgTn Homepon. [losgree obHOBIEH-
HBIIT BAaPUAHT WKJIA TPO3BYUYAT B UCTIOTHEHIN
Maprapursr babasi.

«Ilsarn Memofumiiy cramm cBoeoOpas3Ho ToU-
RO oTcuéra W STATOHOM O0paIeHusi ¢ HapoJi-
HOTl MYy3bIKOI, KoToporo PaBenb B lanbHeliem
HEeYKOCHUTEILHO TpufepskuBaicsa. Kommosnrop
¢ OCTOPOIKHOCTHIO T JIRTTKATHOCTHIO COMTPOBOSK-
MaeT BOKAJBHYIO MEJTOINIO HeCTOKHBIMU, KaK
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piano accompaniments, which do not
muffle the main melodic thought.

In each of the small vocal miniatures
making up this cycle, as a rule, one sim-
ple type of accompaniment running
throughout the piece is used. So in the
first song, “Song of the bride”, the flying
ringing ostinato on the tonic tone is
painted with inclusions of individual
tones and accords, creating an image of
purity and naivety. The second song,
“Over there, near the church”, is accom-
panied by a transparent texture with
measured bursts of arpeggios. Slight dis-
sonances of harmonic complexes do not
distract attention from the vocal part.
In the third song of the cycle, “What gal-
lant compares with me”, the first verse
sounds unaccompanied at all. The tune-
like piano melody, sounding against a
background of syncopated bourdon fifths,
resembles sort of an instrumental “re-
frain”. The composer premised the most
developed instrumental accompaniment
to the fourth, the most extensive “Song of
the lentisk gatherers”. Greater texture
diversity and variability is clearly notice-
able in it, however, as in the other songs
of the cycle, the music texture remains
simple and clear. Empty sounding of
fifths and octaves, on which the accompa-
niment is based, only occasionally shades
the vocal part with harmony.
The cycle ends with the song “All gay!”,
a cheerful and vigorous dance song. Ravel
accents it with resilient rhythm and
bright harmonic colors.

Later, at the request of the first per-
former, Marguerite Babaian, Ravel added
the sixth melody, “Tripatos”. This song of
dance character from the island of Chios
is settled in the same way as the rest of
the cycle, its accompaniment is based on
an ostinato rhythmic formula, on which
tart harmonies are laid. The song opens
with a thoughtful, almost aphoristic in-
troduction, supported by a choral of
chords, which are then replaced by a live-
ly and aspiring motion of eighths and six-
teenths.

The story of creation of the “Folk
Songs” collection is connected with the
competition held in 1910-1911 by the

MPaBIIO, OCTUHATHBIMU (OPTETMAHHBIMU aK-
KOMIIAaHEMEHTaMU, He 3amIyIIaliuMyu TJaB-
HYI0 MeJIO[INYECKYIO MBICJ/Ib.

B kasmoit u3 HeGOMBITIX BOKATHHBIX M-
HUATIOP, COCTABJISAIONUX 3TOT IUKJ, KaK Tpa-
BUJIO, MCIIOJIb30BAH OJIMH MPOCTON TUIT aKKOM-
mafHeMeHTa, BBIICPKAHHBIA HAa MPOTAREHIN
Beeil mhechl. Tark B mepBom Homepe, «lIpoOysk-
[ieHIle HeBeCThl», IMOJIETHOE 3BEHSIIee OCTHHATO
Ha TOHUKE OKPAINBAETCS BRPAIJIGHUSMU OT-
MeJbHBIX TOHOB W CO3BYUWi, co3fiaBasg oOpas
4YuCcTOTHI M HampHOcTH. Bropas mecHst, «Tam,
Y 1IepKBU», COMPOBOKIAETCS TPO3PAavHOll (paK-
TYpPOil C pa3MepeHHBbIMU BCIJIECKAMU aplie-
IKKMO. JI6rKast IMCCOHAHTHOCTh TAPMOHMYECKIX
KOMIIJIEKCOB HEe OTBJIEKaeT BHUMAaHWe OT BO-
RaJIbHOT naptun. B TpeTheMm ke HOMepe MUK
«Raroii kaBanep co MHOII CpaBHUTCSI» TIePBbIil
RYIJIeT U BOBCE 3BYUUT 06€3 COMPOBOIKIEHUS.
Menopusi-naurpsiii, 3Byvaiias y Goprennano
Ha (poHe OYPAOHHBIX CUHKOTIMPOBAHHBIX KBUHT,
MOXO03KA Ha CBOEOOPA3HbBIN MHCTPYMEHTAIbHBIT
«nipurieB». Hambosiee pasBuUTHIE MHCTPYMEH-
TATLHBII AKKOMITAHEMEHT KOMIIO3UTOP TIPEJIITO-
cJaj 4eTBépToil, camoli pasBépuytoil «llecHe
coopmuiy, Mactuku». B HEM gBHO 3amMeTHO
bosibiiee hakTypHOE paszHoobpasue u Bapuarim-
OHHOCTD, OJ{HAKO, KAK U B JIPYrUX MECHAX IUK-
Ja, My3bIKaJbHAsA TKAaHbL OCTAETCS TPOCTON W
sicHoii. [lycroe 3Byuane KBUHT 1 OKTaB, HA KO-
TOPBIX OCHOBAHO COIPOBOKJEHUE, JINIIH WHO-
I7la OTTEHsIeT rapMOHUEH BOKAJIBHYIO TAPTHIO.
Sasepiaer 1Ky necusi «Beceseii», skusnepa-
mocTHas u dHeprmuyHas misicoas. Ké Pasenn
MOYEPKUBACT YIPYTUM PUTMOM U APKAMUI
rapMOHUYECKIMI KPACKaMU.

[Tosske, Mo mpockbe MepBOll WCIMOTHUTEb-
nuibl, Maprapursl babasu, Pasenem Oblina mo-
OaByiena 1mecrast mejopusi, «Tpumaroc». Ira
MecHs TAHIEBATLHOTO XapakTepa ¢ OCTPOBA
XWuoc periieHa B TAKOM 3Ke KJII0Ue, 4TO W OCTAJb-
HOUWl IUKJI, €€ CcOMpOBOMKAEHNE OCHOBAHO Ha
OCTIHATHON pUTMHWYecKOWl (opmyse, Ha KOTO-
pylo HacrampaioTcsa Tteprmkue rapmonum. Or-
KPBIBAETCS TECHS 3ayMYNBBIM, TouTn adopn-
CTHYHBIM BCTYILIEHUEM, MOJIePsKaHHbIM X0pa-
JIOM aKKOpJIOB, KOTOpbIEe B3aTeM CMEeHSIOTCS
OKUBJIIEHHBIM U YCTPEMJIEHHBIM JIBUKEHUEM
BOCHLMBIX 1 TIIECTHAIATHIX.

Uecropust cosnanus coopuura «Hapopubie
MeCHU» CBSI3aHA ¢ KOHKYPCOM, TTPOBOJIUBITTUMCS
B 1910-1911 romy mocroBckum «[lomom mec-
nn». OcmoBarenpunneit «/loma mecnm», Mapn-
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Moscow “Song House”. The founder of
the “Song House”, Maria Alekseevna Ole-
nina-d’Alheim, announced a cash prize
for the best arrangement of seven folk
songs that included Spanish, French,
Italian, Hebrew, Russian, Scottish and
Flemish.

Ravel arranged the first four of the
proposed songs; this collection along with
the arrangements by two more composers
won the first prize. The prize was divided
between Ravel, French composer Alexan-
dre Georges and Russian pianist and
composer Alexander Olenin, brother of
Maria Alekseevna.

“Folk songs” are in many ways simi-
lar to “Five Greek folk melodies” in terms
of dealing with folklore sources. Ethno-
graphic accuracy had never been the goal
of the composer; he was more interested
in artistic merit and harmony of the
whole, so Ravel approached the arrange-
ment of songs with ingenuity.

The Spanish song is clearly solved in
the spirit of serenade, as indicated by the
guitar-like texture with its characteristic
“strumming” arpeggios and running over
the strings. The following French song
depicts a pastoral scene; its measured
pulse and choral chord accompaniment
running throughout the whole piece cre-
ate a light serene mood. The Italian song,
which gives an impression of an opera re-
citative with its elated theatrical pathos,
sounds completely different. Swiftness of
descending tiratas, pompousness of ¢-moll
key and sparseness of piano accompani-
ment sharpens one’s focus on the free
singing of the vocal part. The collection
ends with the Hebrew song, in which two
types of intonation are contrasted —
a song-like simpler one, and a free impro-
visational one, reminiscent of a florid
style of jubili in sacred chants. This dif-
ference is emphasized by laconic piano ac-
companiment.

The Scottish song, created after the
“Folk Songs” collection, is an arrange-
ment of the same melody that was stated
in the terms of the “Song House” compe-
tition. This is indicated by the French
translation most probably made by
Madame Olenina-d’Alheim’s husband,

eit  Anexkceesnonn Omenmmnoii-g AnbreiiMm  ObLT
O0BABICH MeHEesKHBIA TTPU3 3a JYUNIYIO apam-
JKUPOBKY CeMU HAPOJHLIX TeceH, B KOTOPBIe
BXOIMIN MCTAHCKASA, (PAHITY3CKAsA, MTATbSAH-
CKasl, eBpeicKas, pyccKas, MIOTIaHACKAaA U
pramangcras.

Pasenem ObIIm aparmKUPOBAHBI TIEPBBIE ye-
TBIPE M3 TPETOMKEHHBIX TeCeH, ITOT COOPHUK
Hapsay ¢ obpaboTKamu eré ABYX KOMITIO3UTO-
POB 3aBoeBas mepsyio mpemuio. [1pus 6uur pas-
nesén me;Rny Paenem, paHITy3CKHUM KOMIIO-
sutopom Anekcamgpom sRopsem u pycckum
MUAHUCTOM ¥ KOMTIO3UTOPOM  AJIeKCAHPOM
OnennmpiM, 6patom Mapun AeKceeBHbBI.

«Hapopubie mecHI» BO MHOTOM CXOKH €
«Ilarbio HAPOMHBIMY TPEUCCKUMH MEJOMAMIY
B TIIaHe oOparenusa ¢ POALKIOPHBIMIA MCTOY-
HUKAMU. ITHOTPAPUUECKAsA TOYHOCTHL HUKOTIA
He OblJIa TeJbl0 KOMIIO3UTOPa, ero B 0OJIbIei
cTereHn WHTePecyioT XyI0sKeCcTBeHHOCTh U Tap-
MOHUYHOCTH I1eJI0T0, MOITOMY K apamKkimpoBKe
necern Pasesnnb mogxoput ¢ m306perareibHOCTHIO.

Vcnanckast mecHst SIBHO perieHa B Jyxe ce-
peHajipl, O UéM CBUETEJLCTBYET TUTAPHOTO
mrafna GakTypa ¢ XapakTepHbIMU «Opsaioni-
Mu» aprepkino n rnepebopamu. Cremyiorias 3a
neit Dpamiysckass MecHs pHUCYeT MacTopasib-
HYIO CIEHKY, €6 pasMepeHHblil yJIbC I XOPasib-
HO-aKKOPJI0BOE COMPOBOJKIICHIE, BBIIEPIKATHOE
Ha TMPOTSKEHNI BCETO HOMEPa, CO3aIoT CBeTIoe
tesmsTeskioe Hacrpoerne. CoBepiiento nmnaye
3Byunt Uranbsmckas mecHs, KOTopasi Mpon3Bo-
JIUT BIleYaTJIeHne OMepHOTO PeYnTaTHBa CBOMM
HMPUMOAHATLIM TearpaabubiM mmadocom. Crpe-
MUTETHLHOCTh HUCXOMAIINX THPAT, TaTeTHKa
TOHATLHOCTH ¢-moll 1 paspeskenuocts Qopre-
MUAHHOTO COMPOBOYKACHUS 3a0CTPSIIOT BHIIMA-
HIe Ha CBOOOIHOM paciieBe BOKAJIBHOI MapTHi.
3aBepiaer coopuuk EBpeiickas 1ecHs, B KOTO-
POIl TIPOTHBOIIOCTABJISIOTCS JIBA THUITA WHTOHM-
poBamusi — 6oJiee TPOCTOIl, MeCEHHOTO CRIAIa 1
MMITPOBUBAIMOHHO-CBOOOHDBIN, HATIOMUHATO-
LU [[BETUCTHIN I00MISIIUOHHBIN CTIIb [yXOB-
HBIX TEeCHOMeH!il. JTa pasHuI@a MOMueépRHyTa
JAKOHUYHBIMU  cpeficTBaMu  hopTeNnmaHHOrO
COTTPOBOJKICHTIS.

Hlormanackas necHs, co3pamHast BCIe] 3a
coopaurom «Hapomubix mecen», sABisgercs 00-
paboTKOI TOI 3Ke MeJIOfIIH, U4To OblIa 3asBJeHa
B ycaoBusi Kourypea «J/loma mecum». O6 atom
CBUJIETELCTBYET (DPAHITY3CKUI TepeBoJl, cle-
JIAHHBLIN, TT0 BCEH BEPOSATHOCTH, MY)KeM MajaMm
Osnenunoii-g AabreiiM, TOT ke caMbIi, 9YTO OBLI
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the same one that was used in the task of
the competition. The text underlying this
melody was written by Robert Burns, an
eminent poet and collector of Scottish
folklore.

The arrangement made by Ravel cre-
ates a gentle image of light sadness; ele-
gant and simple accompaniment creates a
feeling of space, and the tune in the in-
troduction resembles a chirping of birds.
This pastoral image is supported by ring-
ing flying octaves in the upper register,
arising from time to time, and a sustained
pedal point on the dominant tone.

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
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

MCIOJAB30BAaH B 3ajjannu KoHkypea. Tekcr, mo-
JIO}KeHHBIII B OCHOBY HTOIl MEJIOJMU, HAIMCAH
Pobeprom BépricoM, BLITATONMMCS TTOITOM W
cobuparesieM MoTIaHacKoro (oJIbKIOpa.

O6pabotra, cremannas Pasemem, cosmaér
HE}KHBITT 00pa3 CBETION Medasan, WU3ANHOe 1
MPOCTOE COIPOBOKIEHNE CO3MAET OIyIeHe
MPOCTOPA, & HAUTPBITIT BO BCTYIJIEHUN HATIOMI-
Haer mederanue MTUI. ITOT TACTOPATLHBIN 00-
pas ToJjIepKUBALTCST 3BOHKUMU JIETAIIUMU OK-
TaBAMU B BEPXHEM PETMCTPe, BO3ZHUKAIOTINMI
BPeMsI OT BPeMEHH, 1 BBIICPKAHHBIM OPTaHHbIM
ITYHKTOM Ha JIOMIUHAHTOBOM TOHE.

B 1911 u 1912 rogax Pasenns me cosnasait
BOKaJILHBIX COUMHEHUIT; ero cJjefyloleil padbo-
T0il B 9TOM jKaHpe mnocie «Hapomubix mecem»
cran ki « Tpu cruxorsopenns Credpama Maur-
napme». Vlcropust cosfanust 3Toro nMuKIa TecHo
cBsi3ana ¢ corpypanuuectsom Pasenss u Urops
CrpaBuncrkoro. B 1913 romy B Hnapame
(IIBefinapust) Pasens m CrpaBuncknii BMecTe
paborainm HaJ{ OPRECTPOBKON «XOBAHIHHLI»
Mycoprekoro 1o 3akasy [lsruiesa. Bo Bpems
TECHOTO COTpyAHUYecTBa KoMmiozutopos Crpa-
BUHCKUI Hamucag cBOW IMUKI «Tpu cTuxorBO-
peHus 13 ATOHCKON JUPUKI», KOTOPHII B CBOIO
ouepesib BioxHoBua Pasensi Ha cosjganue BO-
RaJbHOTO MHUKJIA ¢ aHAJIOTUYHBIM WHCTPYMEH-
TATHLHBIM COCTABOM.

«Tpu cruxorBopeHusi U3 SIMOHCKOM JIHPU-
KW» SIBJISIIOTCSI CBOEOOPA3HBIM IPOJIOJIKEHIEM
TeHIEHINN K CO3[AHUIO IUKJIOB JJIsi TOJI0CA C
KaMepHBIM  MHCTPYMEHTAJTbHBIM  COCTABOM,
nauatoii Apaoannom Iléndeprom B 1912 romy.
Bnusnue «Jlyanoro [Isepo» 3amMerHo He TOTHKO
y CrpaBurckoro n PaBens, HO 1y psaja qipyrux
KOMITO3UTOPOB.

«Tpu cruxorBopenus Credpana Mannapme»
cosmanbl B 1913 romy, B ocHOBY IiMKJIA Jierin
TPU TPOUBBEJEHUST BEIUKOTO (PPAHITY3CKOTO
cumBosucta: «Banox», «[lycrsianas npocsda» n
«[Iperrom ¢ kpyna». Cam PaBenn, Bcriomunas
00 aToM counmHenuun, ropopui: «fl xoren nepe-
IaTh B 9TOI My3bIKe ocobeHHocTH 1Mod3un Mad-
JapMe, W TIPEKJE BCETO CBOWCTBEHHYIO eMy
M3BICKAHHOCTD U TTYOUHY».

Mysbika «CruxorBopeHuity rryboKo MHJH-
BUJIyaJIbHA U CAMOOBITHA, UK SIBJSETCS Bask-
HOW BeXOW B CTAHOBIEHWN MY3LIKAIbLHOTO CTHU-
a5t Pasesisi; offHaKO caM KOMIIO3UTOP OTMETHJI
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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-
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

BIWSIHIE WHCTPYMEHTAIBHOTO CTHIIS «JIyHHOTO
[Tbepo» B TpeThell mecHe ¢BOETO TURJIA.

[Topxom ® TarkoMy cocraBy HMCHOTHUTENIEN
HaMeyvaJicsI U paHee, B IPYyruX counHenunsx Pa-
Besisi. Tar, nanpumep, yske B 1906 ropy B «H-
TpopyKinu n Annerpo» st apdbl 1 KaMepHOTO
arcamby1s aBTOp obOparaercsa K MOTOOHOMY CO-
CTaBy, BRJIIOUAIONEMY WHCTPYMEHTHI Pa3HbIX
rpyni. B mukie mecen [y Tooca ¢ OpReCTpoOM
«IITaxepe3ama» BTOpOiT 1 TpeTnii HOMepa OTMe-
4eHbl 00001 KaMEepHOCTBIO MICbMa, HECMOTPS
na coctaB. B «Tpéx cruxorsopenusx Credana
Mannapme» TOI0C CTAHOBUTCS TTOJTHOTTPABHBIM
YUACTHUROM amcaMOJsi M TParTyeTcs Kak WH-
CTPYMEHT, 4YTO B JaJbHENIeM TPOsSBUTCS B
ke « MajarackapcKkux mecemn».

B 1914 ropy PaBenn BHOBBL oOparmics K
(bombRIOpPY, HA ATOT pa3 ero BHUMAaHWE IPH-
BIIERJTN eBpeiickue mecHn. TpymHo ckasarhb, oT-
Ky/la BO3HIK MHTepec KOMIIO3UTOPa K IMeCeH o
eBPeNCKOI KyJIbType, OTHAKO MOKHO ITPeJIo-
JIOJKUTh, YTO TOJTYKOM K ATOMY MOTJIO CTaTh yya-
ctme B wKoukypce Jloma mecnn Omenumoii-
I’ AnbreiiM 1 3HAKOMCTBO C €BPeICKOIl MeJIofii-
eit «Meiiepre, MOii ChIH».

«JIBe eBpelickue MelouI» BRIIOUAIOT B ce-
05 «Rampuin», npeBHee rmecHorneHnmne Ha apa-
MelicKoM si3bike, 1 Punocoderyio mecHio «Beu-
mas Taitay. O6e 06paboTKU MMEIOT ABHOE CXOfI-
cTBO ¢ nukjaoM «HapogHbIx meceH» B CMbICTe
Oepeskioro obparenns ¢ GOALRIOPHLIM MaTe-
pUAJIOM U JIeTMKATHOCTH M306panHoro goprerni-
AHHOTO COTIPOBOK/IEHNSI.

ITpospaunoe, mouTn HEBECOMOE COMPOBOIK-
neHue repsoii recHu, « Kapauin», He oTBIeKaeT
OT BBIPA3NTEILHON MeJONN CIaBOCTOBUA. 3a-
rajgouHas arMmocgepa BTOPOIT TTeCHN TOfIePIKI-
BaeTcsi OCTHHATHOUW oprernnanHoll TapTueit,
OCHOBAHHOII Ha KPAacOYHOM TapMOHUYECKOM
KOMILITEKCe.

Crenytomum BORaIbHBIM counmHenmneMm Pa-
Besist crann «T'pu mecHn» Ha cOOCTBEHHBIE TeK-
crol (1915). Fopwt ¢ 1914 o 1918 cranm TssKé-
JBIM JI7ISI KOMITO3UTOpA TIePUOJIOM, B 9TO BpeMs
OH TIOXOPOHUJI TOPSTYO JIOUMYIO MaTh, & KPOMe
toro, PaBesnb riybOKO TepesRuBaj Tparenio
BOWHEL.

Hecmorps na Beé aro, armocdepa «llecern»
MaJIo MepPeRJINKAeTCS ¢ TPArmIeCKIM MTePUOIOM
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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
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.

sku3an Pasens. Ouum BoIlepsKadbl B (DOTLRIOP-
HOM JiyXe, 0 YéM TOBOPUT JIAKOHUYHASI, TIPOCTAsT
MeJOIMKa U TEKCTBI, SIBHO MOJpayKaloniue
HApPOAHON 1M033UKN; B (POPTEIIMAHHOM COIPO-
BOKJIEHIN BUJTHA Ta jKe TeHJEHIUs K IPOCTOTe
1 OIope Ha MeJOJUYEeCKUil ToJ0c, WAYIas OT
obpaborok mapoansix mecer 1910 ropa.

[{ura cocront M3 TPEX paszHOXapaARTEPHBIX
meceri. B mero Bxomar «Huwromerra», Buigep-
JKaHHAs B yKaHpe Oepkeperthl (cTapuHHON
(paHIly3cKOIl TaHTIEBAJILHOI MTECEHKU C ITacTO-
pajnbHOU TeMaTWKOW) ¢ YKJIOHOM B JIOBOJbHO
penryio mis Pasenst catupy, « Tpu uynubIx paii-
CKUX TITUIIBI»,
MeCHS ¢ AJIeMEeHTOM JIMPUKHU 1 1iryrounoe « Pon-
o>,

Camast TakOHUYHAS U M3bICKAHHAS U3 TIe-
cen Pasens, «Poncap — cBoeit mymre», 6nima 3a-
BepiieHa B 1924. Eé cospmanue npuypoueHo K
400-1etuio co gus poskmenus mosra llbepa me
Poncapa, orkazasiiero snauntesbHOe BIUSHUE
He TOJBKO Ha (PPaHITy3CKYI0, HO 1 Ha BCIO €BPO-
MecKYIo 10931i0. B BoKaibHO IapTiy mpesa-
Jaupyer cBolictBenHasi Pasenio ergamarius,
C/IePKRAHHBIN OpraHyM KBUHT B COTIPOBOKIIE-
HUM ¢ OfHON CTOPOHBI pucyeT (GpaHITy3cKUi
MY3BIKAJIbHBIN PEHECCAHC, & ¢ JIPYTOM CTOPOHbI
neperJanKaercsi ¢ coppeMeHHbiMu Pagemio xy-
noskectBeHHbIMI MckanusMu. [lopasurenbabrit
JAKOHU3M CPEJICTB, TeM He MeHee, He TIepexouT
B YIPOIIEHHOCTh, CO3/IaBasi MPOHUKHOBEHHBIT
1 BBIPA3UTENbHBII XYTOKEeCTBOHHBII 06pa3.

SHAUYNTENLHONU BEX0il BOKAJIBLHOTO TBOpUE-
cTBa mochaeHuX Jer skusnu PaBens sBuics
nukryn «Majarackapckie mecHW», CO3JIAHHbIN B
1926 ropy 1o 3akazy MereHarku OJauzaber
Crpar Rynmumsi. [maBabiM moskenanmem 3akas-
YUIBI  CTaJl  OPUTUHATLHBIN
MHCTPYMEHTAJIBHBIN €cOCTaB, BKJIIOYABIINN TO-
noc, gaeiTy, BUoJoH4esb u oprenmnano.

N36pannbie PaBesiem TekeThl mpuHajIeskaT
rpynuomy noary X VIII sera, Isapucry Ilapuu.
Cospannbie um «Mapmarackapekue
HATMCAHBl B JIyXe OCCHMAHOBCKOW IMOD3UM: aB-
TOPCKUN TEKCT CTHJIW30BAH TION HAPORHLIN 1
CO3HATEILHO OIYOJMKOBAH KaK MepeBoj (oib-
KJIOPHOTO NCTOYHUKA.

B srom muwie PaBenb He mbitaercss BOC-
npoussectn poabraop Magarackapa; sTo Ty-

IIOBeCTBOBATEJLHO-9IINYEeCKaA

BOKaJIbHO-

Jlernm»
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