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 wunsuccessfully
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-
ferred not to remember later.

IMPEJINCJIOBUNE

Mopuc PaBenb — ofuH 13 BBIJAIONUXCS
(bpaHIly3cKMX ROMTIO3UTOPOB, Yell sRU3HEHHBII
7 TBOPYECKWI ITyTh BHITIAJ Ha DTOXY BeJandaii-
X [epeMeH B MCTOPUN HeKRycerBa. Kro mwms
yacto craBAT B opuH psjg ¢ Kiaomom [lebiocen,
HazbiBasg MX 000MX XYAOMKHUKAMU-UMIIPECCUO-
HUCTaMM, HO HapAdy C¢ 9TUM UX HIPOTUBOIIOCTAB-
JISTIOT JIPYT IPYTY, MOCKOJbKY B 0GoJiee 3pesom
Bozpacre PaBesib oueHb aeKo oTolmes oT sere-
TUKU WMMIIPeCCHOHU3Ma ¥ o0parmicss K Heo-
RJIACCUI3MY.

Rak 6b1 To 1 66110, PaBens u Jledrocen —
KOMITO3UTOPBI BO MHOTOM OYeHb HEeCXO3Kue, Jla-
JKe B paMKax OJIHOTO CTHJIMCTUYECKOTO HAIpaB-
JIeHUST. ITO pas3jimdne KOPeHUuTCs He CTOJIBKO BO
BHCIIHUX IIpU3HAKAaX TBOpUYeCTBA, CKOJbBKO B
HeCXO0ReCTUu MY3blKaJIbHOI'O MbIIIIJICHUA.

Mopuc Pasens poguics 7 mapra 1875 rojia
B ropose Cubyp, HaXofsAIEMcsa HA TPAHUIE C
Wcmanmeii. Ero marth Obl1a 13 Hapoa 0ACKOB,
nposkuBalOuX Ha Tepputopun Mcenanum,
a orer; Obln TiBelinapriemM. B Bozpacre 14 ser
PaBenb mocrynun B Ilapukckryio KoHcepBaTo-
puio 1o Kjaaccy doprenmnano, Kpome Toro, OH
3aHUMAJICS KOMIIo3uIeii B Kiacce ['aGpuers
®ope.

HepBble ero OlIbIThbl KOMIIO3UIIMN OTHOCAT-
ca ® 1893-1894 ropam; pro ObLTM TIpOM3BEJIe-
Hus Jist poprenmano m KamMepHO-BOKaJIbHbIE
ONBITHI, Takme, Kak «bBamraga o Koposese,
yMmepiiieit ot iodBu» Ha cioBa Ponana e Mape
n Cepenapa-rporeck. B 1900—1905 rr. Pasenn
oesycrernrao 6oposcs 3a boabiryio Pumckyio
IpeMUIO, IaBaBIIIYIO IIPABO HA YeThIPEXTIETHIO
crazkupoBry B Uranun. 'oj 3a rogom emy orka-
3BIBAJIN, YTO, B KOHIIE KOHIOB, TTOPOIIO CKAH-
J1aJt, 0 KOTOPOM CaM KOMIIO3UTOP B Jla/bHeMIIIeM
MPEJIOYNTA He BCIIOMUHATD.

K 1905 rony Pasennb yske Ob11 chopmupo-
BaBIINMCST MY3BIKAHTOM, UMEBIITIM HEKOTOPYIO



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

A decade before the First World War
proved to be very fruitful for Ravel’s crea-
tive life; he created significant works in
these years such as “Histoires na-
turelles”, “L’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-
formed to this day. “I’enfant et les Sorti-

M3BECTHOCTH B MY3BIKAJIIBHBIX Kpyrax. ro ¢gop-
TeMaHHbIe THeChl TPUHECTN eMYy CJIaBy MUaHW-
cra-Bupryosa, n «llaBana wa cmeprb nHdaH-
TbI», OJIHO M3 CAMBIX M3BECTHBIX IO ceil JieHb
MPOM3BEJIeH NI, TTUPOKO WMCHOJIHSAIACH B pas-
JUYHBIX MY3bIKAJTbHBIX KPYRKAX M CAJIOHAX.
Kpome toro, um ys;ke Obljga HammcaHa Iibeca
«rpa Bombl», BUPTYO3HAsT W HOBATOPCKAs B
cMmbiciie (oprenmManHoil TeXHURH, CTPYHHBIN
kBaprer, CoHarnHa, BORAJIBHBIN UK JUISI TO-
noca ¢ oprecrpom «Illaxepesama» u ppyrue
MIPOMBBE/ICHHSI.

Hecsitunerue mepen, IlepBoit MupoBoii Boii-
HOTl ORA3aJI0Ch OYEHbB TIOIOTBOPHBIM JIJISI TBOP-
YecKol yKM3HNU PaBesss; B 9T Tofbl UM OLLIN
CO3/laHbl 3HAYNTENbHBbIe TTPOU3BEIEHNsI, TaK1e
rak «EcrecrBennbie ucropum», <«Mcrnanckuii
yac» 1 «cnanckas pamcopusi», «Hounoii 'ac-
nap», «/lagpauc n Xiosi»; kpome aroro Pasesn
HEe OCTaBJISI U KAMEPHO-BORAJIBHBIN fKAHP, KO-
TOPBINT KPacHOIN HUTHIO TIPOXONT depe3 BCE ero
TBOPYECTBO, OTKPBHIBAS 1 3aBEPIIIAS €T0.

Boensbie ropbl paspenuniun sKusHbL PaBess
Ha JIBA 3HAYUTENbHBIX TIeprojia. Kro TBopuecTBo
BHEIITHE He TPeTeprieso TaKuX KOJI0CCATIBHBIX
M3MEHeHMI, KaK TBOPUYECTBO MHOTUX JPYTUX
KOMIIO3UTOPOB; MHTEPEC K HEOKJIACCUYeCKOMY
HATIPaBACHUTO 3AMETeH eIlé B PAHHUX ero Mpo-
usBefenusx (CrapuHublii MeHyaT, poprennan-
Hpie yru paHHero Mepuoja), HO 3HAYUTE ] b-
HbIIl TIOBOPOT K HEORJACCHKe M OTKa3 OT MM-
MPECCUOHNCTCKON DCTOTUKN BUIEH MMEHHO B
mnpousBeeHuAX 110CJIEBOEHHOI'O BpeMeHUu,
B yactHoctu, B oprenuanHom nurie «I'pob-
nuna Rynepenas.

B Boennnie ropr PaBesnb He OB Ipu3BaH B
apMuIo 1o IpUYnHe ¢J1aboro 37l0pOBbs, HO, KaK
YeJIOBCK BLICOYANIINX MOpPaJIbHbIX KayeCcTB U
HACTOSAIUI TATPUOT, OH HE MOT OCTAThCS B CTO-
poHe u oOUIC CBOEro Ha3HAueHUs HA (PPOHT B
KavecTBe BOJUTE/sI T'PYy30BOTO aBTOMOOMWIIS.
Boiina yHecna ;RU3HIU MHOTUX €ro0 JIpy3ell, 1oji-
Kocujia ero coOCTBEHHOe 3[0pOBbe, OKa3ajia
OTPOMHOE BJIMSAHIE HA €ro MUPOBO33PEHUE U
B3IJIA/bI. B roJibl BOWMHBLI UM CO3/1aHbl BCero jaBa
MPOUBBEJCHIS: TPU XOPa Ha COOCTBEHHBIE CTIOBA
mist xopa a capella m «I'poonuna KHynepena»,
RaKJBI HOMEp KOTOPOU MOCBAIIEH ero morno-
UM JIPY3bAM.

B nociieBoennsie Tobl PaBesieM HamncaHbl
MHOTIE TTPOU3BEJIEH NS, TI0 Cell IeHb OCTaoIIIe-
¢S UCTIONHAEMBIMUY 1 BOCTPebOBAHHBIMU. «[[1Ts
u BoJebeTBo», «Bonepo» n «llpiranka» Oblin



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 withoult regaining con-
sciousness on December 28.

kKoK

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

Over the forty years of his creative
career the composer, in addition to sepa-
rate romances, created nine vocal cycles
different in imagery and content; among
them the cycles of folk songs arrange-
ments (“Deux mélodies hébraiques”,
“Chants populaires”, “Cing mélodies
populaires grecques”), music sketches
(“Histoires naturelles”), oriental cycles
(“Shéhérazade” and “Chansons madé-
casses”) and classicist and impressionist
romances (the first include “Deux Epi-
grammes de Clément Marot” and “Don
Quichotte a Dulcinée”, the second -
“Trois poemes de Stéphane Mallarmé”).

One should also note an important
feature of the vocal chamber heritage of
the composer. Some of his works of this

sapepiuerbl B 1920-e ronbl. B a10 ske Bpems K
PaBenio mpunuia mowctuHe MUWPOBasi cJaBa:
B 1928 romy ero mpurjiacminm Ha 4eTbipéxme-
csrunbie ractposin B CIHIA, B xome KOTopbIX OH
o0bexa OYKBaJIbHO BCIO CTPaHy, MOCETHB MHO-
JKECTBO TOPOJIOB M JIaB OTPOMHOE KOJUUYECTBO
ROHIIEPTOR.

B nauasie 1930-x um ObLIn 3aBepIlIeHbI JBa
(poprenmaHHBIX KOHIlEpTa W CTABIIUI MOCIIE]l-
HUM COUYMHeHueM BOKaJibHbI 1uki «[{on KHu-
xor K Jlynbcunee» Ha ciosa Iloast Mopana. Ilo-
caenHue Tojibl sku3HN PaBeins okazannen oMmpa-
YeHbI TSHKEM0I 00JIe3HbI0, 3-3a KOTOPOIl KOM-
MO3UTOP HE TOJBKO ObLIT JIUIIEH BO3MOYKHOCTH
McaTh MY3bIKY, HO JIasKe MPOCTO MUCATh W TO-
BOPUTHL: HEM3BECTHOE U 10 Cell JileHb 3aboJieBa-
HUe TPUBENIO K ero JUYHOW W TBOPUECKON M30-
JISITIAY, ¥ MHOKECTBO HAOPOCKOB TIO3/[HETO Tie-
pUOJIa TROPUECTBA TAK W OCTATNCH He3aBePIEH-
HBIMIU.

[Tocyie HelipoXUpPypruyecKoro BMeIaTesb-
crBa 19 nexadps 1937 roga Mopuc Pasensb Buas
B KOMY, a 28 mexabps CKOHYAJICS, He MPUXOJA B
co3HaHue.

Aok

Boranbuyio My3bIKy OOBIYHO HE CUMTAIOT
BeYIIMM HaIlpaBieHueM B TBopuectBe Papess.
Tem He MeHee, OHA 3aHUMaeT 3HAYUTEILHYIO
YacTh CPEJLN er0 COUMHEHUI 1 OXBATHIBAET BCIO
€ro TBOPUYECKYIO KM3HbL: OT MEPBHIX KOMIIO3M-
TOPCKUX OTBITORB JI0 Tocaeunx auei. 13 84 ka-
Tanmoru3upoBaHubix Mapcenem Mapno mpous-
Beptennit Mopuca Pasesnst noutn tpers (29 ony-
COB) OTHOCHUTCH K KaMepHO-BOKAJIBHOMY RaH-
py.

I[ToMmumo OTHEIBLHBIX POMAHCOB 3a COPOK
JIeT TBOPUYECKOH Kaphepbl KOMITIO3UTOPOM OBLIO
CO3/IaHO JIeBATH BOKAJTBHBIX I[UKJIOB, Pa3JInu-
HBIX 110 00Pa3HOMY CTPOIO U COJIePIRAHUIO; Cpe-
IU HOX IAKIBL 00paboTOK HAPOMHBIX ITeCeH
(«/IBe eBpetickue mecHn», «Hapopabie mecHm»,
«ITsaTh HAPOJHBIX TPEUECKUX MEJIOJIHII» ), MY3bi-
KaibHble 3apucoBku («EcrecrBenmbie ucro-
pun»), opuenranbubie nukiIbl («Iaxepesama»
n «Mayarackapekue mecHm»), a TakKe RIaccu-
MUCTCKIE ¥ HMIIPECCHOHUCTCKUE POMAHCHI
(kK TepBbIM OTHOCATCA <«/[Be smmrpamMmbl Ha
Kiemana Mapo» u «/lon Kuxor k [lyabcunee»,
RO BropbiM — «Tpu nmoamur Credpana Manmap-
Me»).

HeoOxopumo Taks;ke OTMETUTH OIHY BasK-
HYIO 0COOEHHOCTh KaMepHO-BOKAJIIBHOTO HACJe-



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

Ravel used poems of various authors
as the basis for his vocal miniatures —
from French classics such as Clément
Marot, Pierre Ronsard and Evariste Par-
ny, to contemporary poets: Paul Ver-
laine, Stéphane Mallarmé, Jules Renard
and others. Almost always the composer
turned to the poetry of his compatriols; a
rare exceplion 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 unchanged
throughout the creative path.

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

must kommosurtopa. Hekoropeie n3 ero rnpounsne-
JeHUIl 9TOTO }KaHpa MMEIOT J[Be aBTOPCKUe pe-
HaKIUM — JIUIA ToJioca ¢ opTernuano u Jjist ro-
Joca ¢ opkecTpoM (TarkoBbl, Hampumep, «Ilsath
HapPOJIHBIX TpeuecKkuX Mejnonuiiy, «J[lon Kuxor k
Ilynbcunees u «KcerecTBeHHBIE TCTOPUT» ), JIPY-
rMe M3HAYATbHO MBICAMINCH KAaK BOKAJILHO-
cuMmponmueckue mpousnenenus («IlTaxepesa-
la»), a TPeTb UMEIOT PACIIMPEeHHBLIN WHCTPY-
MEeHTAJIbHBII COCTaB, BRJIIOUYAOMUI B cedsa 10
necsitu ucnosauTesein («Tpu mosmbr Credpana
Mannapme» winm «Majarackapckue IecHU»).
Bcé aro — panb paciupsioieiicst B Konie XI1X
BEeKA TPAJUINKA BOKAJILHBIX 3RAHPOB W CBUjIE-
TeJILCTBO TOHROTO OTTyIeHusi Pasenem rensien-
Uil HOBOTO BeKa.

B ochHoBy BorasibHbix MuHuariop Pasenem
OBLIIN TIOJIOREHBI CTUXW CAMBIX PAa3TUUYHBIX aB-
TOPOB — OT (DPAHILY3CKIX KIACCUKOB, TAKNX KaK
Kieman Mapo, IIsep Poncap u 9sapucr Ilaphu,
no cospemenHbix emy 1osToB: Ilonsi Bepiena,
Crepana Mannapwme, yHions Penapa u apyrux.
[Toutnn Bcerma Kommosutop obpariaics K 1mod-
3UN CBOUX COOTEUECTBEHHUROB; PEIKUM HWC-
RITIOUeHWEM SBUJINCH HAPOJHBIE TECHU, B OCO-
OEHHOCTHU eBpeiicKIe, B KOTOPHIX OH COXPAHUI
OpUTMHAJIbHbIE TEKCThl Ha YYyHUX eMy A3blRaX
(apameiickom u upuiine). Kpome aroro, Pasenn
TAKKe MCI0JIb30BaT 1 (DPAHILY3CKIe TTepPeBOJIbI
NHOCTPAHHBIX HAapPOJAHbLIX IIeCeH: TaK, Hallpu-
Mmep, B ocHoBe «llaTm HAPOMHBIX rpeyecKnx mMe-
nofmity jeskar nepesofnl Mutienss Kanbnsoko-
peccu.

[Tonsusi, ® woropoit obOparancs Pases,
BechMa pa3HOOOpasHa B CTUJIMCTHYECKOM OT-
HOIIeHUU: RJAACCUIU3M, OpUeHTaJibHbIe 3apu-
COBKM, MMIIPECCUOHUCTCKIE M CHMBOJIUCTCKIE
CTUXU CBOOOJIHO COCEICTBYIOT JIPYT C JIDYTOM B
ero KaMepHO-BOKaJIbLHOM TBOpuecTBe. [Ipu aTom
HeJIb3sl CKa3aTh, YTO MYy3bIKa, HanucanHas Pa-
BeJeM Ha JTH TeKCTbI, CTHIHCTUYECKH Pa3HO-
pojiHa: HecMOTpsi Ha GoraTcTBO 0OPa3oB U Jipa-
MaTypPru4eckux 3ajiad, Bce POMAaHChI, CO3JlaH-
Hble KOMIIO3UTOPOM, OObeJIUHSIOTCS I10]] 3HA-
KOM ero CTWjsi, OCTaBIIIerocsi IpaKTHYecKH
HEU3MEHHbIM Ha IPOTAMKEeHUUN BCEro TBOPUYECKO-
TO IryTu.

Jlannoe uamanume mpejcrasisier codoii nep-
BOe TI0JTHOe PYCCKOe coOpaHiie BOKAJIbHBIX CO-
unnenuii Pasens. Hecmorpsi Ha u3BecTHOCTH
NUMEeHU aBTOpa, MHOTrMe BOKaJbHbIe MUHUATIO-
PBI, TIPEJICTABIAIONE WHTEPEC HE TOJILKO IS
HAYYHOTO HCCJI[IOBAHMS, HO U JIJIsI KOHI@PTHOI



country, and the purpose of the publica-
tion is primarily to fill this gap.

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

kKoK

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
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
aboul 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

HPAKTUKU, HUKOTIA He ObLIM OIYyOJMKOBAHBLI B
HaIllell cTpaHe, W TeJbi0 M3JAHUS B MEPBYIO
ouepejib SBJISAETCs BOCITIOJTHEHIE ATOTO IIpodela.

COopHUK OpraHn30BaH B XPOHOJIOTMYECKOM
MOPsI/IKe, YTO IO3BOJISIOT HAIVISIHO YBUJEThH
TBOPYECKUI TIyTh KOMIIO3UTOPA B KaMepHO-
BOKaJIbHOM jkaHpe. Bce mecuu jpanbl B opuriu-
HAJbHBIX TOHAJBHOCTAX; IPOUBBEICHUsT pac-
IMUPEHHOTO WK OPKECTPOBOTO COCTaBA BRJIIO-
4eHbl B COOPHUK B (DOpPTENMAHHON pPeIaKinn
aBropa Ji/is1 ypobersa ucronaHenust. Kpome toro,
cOOpHUK pa3dUT HAa TP YACTH, ITepBasi U3 KOTO-
PBIX OXBAThIBACT PAHHWUII TIEPUOJ TBOPUYECTBA
Pasensi u sasepmaercs npoussenernuem 1905
rozia, Bropasi npejcrasisier counHenust 1906—
1910 rtomoB, a Tperbs OOLEIUHACT HECKOIHKO
BOGHHBIX COUMHEHUI C TTPOU3BEJICHUSIME 1103]1-
HEro mepuoya.

Aok

Pomanc «Betpbl, npuiiieinme u3-za Mmopsi»
na cruxu Aupu Penbepa cozpan B 1906 ropy; o
TeMaTUKe, CBA3aHHOU CO CTPAHCTBUAMU U JaJIé-
KUMH CTPAHAMU, OH TEPEeRJINKAETCS ¢ IUKIOM
«[Taxepesama» He TOJIBLKO B 00pa3HOli, HO U B
MY3bIKaJIbHO-BbIpa3uTesibHoil cpepe. CirosrHbIe
XpoMaTuvyecKue rapMOHUM, KOTOPbIMU HaChI-
IeH POMaHC, MHOTOCJIOIHAsE n3MeHunBas ghak-
Typa, HOPBIBUCTOCTh U HAIPAKEHHOCTh BO-
KaJIbHOI MapTUM CO3/IaI0T TPEBOYKHBIN 1 Mpau-
HBIIT 00pa3 3aumuaNX BetpoB. Mccaenosarenn or-
MEUaloT TaK;Ke HEeKOTOPOe pPOJICTBO 3aMbICJa
ATOTO COUYMHEHUS ¢ 3aMBICTOM Tpesoaun «4To
BHJIeJ 3alajiHblil BeTep» [lebroccu; ofHako My-
3biKka «Berpos, npuinenmux n3-za Mops» Kyjia
MeHee JipaMaThyHa.

OLI,HI/IM n3 ﬁam60,uee 3HAUYUTEJbHbBIX 1 I10-
OyJsIpHBIX counmHeHunit Pasesnsi B KamepHO-
BOKAJIbHOM jKaHpe crasl 1Mura «KcrecTBeHHbBIE
ucropun» "Ha cruxu fRions Penapa (1906). JIn-
TepaTypPHBII HCTOUHWK HTOTO IIKJIA HATINCAH He
B CTHXAX, a B 1Ipo3e, W ObLI MU3JaH NecAThIO TO-
namu panee, B 1896 ropy. B «EcrecrBenHbix
ucropusix» Penapa peub upér o JKUBOTHBIX,
NTUTAX, PACTEHUSX ¥ HACEROMBIX, KOTOpPbIE HAC
OKPY3KAIOT; ATU TJIyOOKO MOITHYECKIe 3aPUCOB-
KU ¢ IOMOPOM WM MPOHUEN TOKA3BIBAIOT KU3HB
camMbIX OOBIYHBIX, HEIK30THUYECKUX OoOuTaTesei
MPUPOJIBI, B KOTOPBIX Y3HAIOTCS UYeJIOBEUECKIe
XapakTephl.

[ToobHass  Tpagunuss  aJIerOPUIECKOTO
n300pasKeHus JTiofeil B oOpase 3Bepeil M IITHI
nMeeT OrpPOMHYI0O HMCTOPWIO BO (PPaHILy3CROT



birds has a long history in French litera-
ture, beginning with medieval “Roman de
Renard” and the fables of La Fontaine;
these images 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
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

auTeparype, HAUMHAsI CO cpefiHeBeKoBOro «Po-
mana o Jluce» n 6acen Jlagonrena; Bo dpan-
IY3CKYI0O MY3bIKY 9TH 00pasbl BOILIN vepes
teopuectBo 9. lllabpue. Ero mecun ¢ moxosxeit
300JI0TUECKOI TeMaTnkoil («bBamnamga ToyeThix
WHIIOKOB», «Buranemna MaleHbRUX yTAT> U
«ITacropasb  poO30BBIX MOPOCAT»), TOMKATYII,
mambosee OaM3kN «EcTecTBeHHBIM MCTOPUAM»
Pagesisi B oOpasHoMm 1u1aHe, OJJHAKO B MY3bI-
RaJIbHOM pereHny MUHUATIOP dTOTO UK HC-
CJIeNIOBATENIN HAXOMAT SIBHOE BIUSHUE «MY3bI-
RaJIbHBIX TITYTOK» W «MY3bIKAJILHBIX PACCKABOB»
Mycoprckoro.

IMurn PaBesist cocrout u3 msitu mbec, cpemu
KOTOPLIX Tmpeobaafgator nrudsn obpassr. O1-
KpbiBaer ero «IlaBiuH», HAAYTHIA U BajyKHBIIA,
SRV CBOIO HEBECTY, YTOOBbI OTIIPA3[IHOBATH
cBayibOy. Kommosurop noguepkuBaeT KOMU3M 1
MPOHUIO MUHUATIOPHI Yepe3 coueTanme TAKeN0-
BECHOTO JIBUIKEHIsT 6ACOBOI JIMHUY C TIHPOKM-
MU CKAYKaM1 aKKOPJIOB; sKaHpP TIaBaHbl, TIPOH-
3BIBAIOIIIII BCIO IIbECY, BLIOPAH He CJIydyailHO —
BO (PpAHITY3CKOM sI3BIKE BO3HWKAET UTPa CJIOB
«pavane» (TamHell) u «pavaner» (BayKHUYATH).
Pasesb ncnosbsyer dorarblii apceHas Bblpas3u-
TeJbHBIX CPEICTB, He maderas u 3BYKOM300pa-
3UTEJILHOCTI: TaK, HAIpPUMep, BOCXOJKIEeHIe
ImaBJNHa Ha RPbLIILY, ero <<LLbHBOJ1bCKl/1171 KpURr»
1 paciycKalouics NaBInHN XBOCT KPaCOUHO
OTPasKAIOTCSI B IAPTUM COITPOBORIIEHUS.

«CBepuor», BTOpoOil HOMep MK/, He HeCeT
B cebe sIpKOIl MPOHUIM; ATOT MY3bIKAJIbHbIN pac-
CKa3 Bbl/Iep/aH B CBETJIbIX U LlO6ple TOHAX.
B IlJlaHe BbIpasduUTe/JibHbIX CpeldCcTB 9TOT HOMep
0oJiee TAKOHMYEH 1 CKYTI, HEROTOPbIe DJIeMEeHThI
(HarpuMep, HUCIAIAIONINEe TePIOBbIe MOTHBLI
Ha cboue KROJIbIITYIIUXCA [MecTHaJaTblX BO
BCTYILIEHUN, & TaKKe PACChINAOINecs OKTaB-
Hble OpIIIATH B BLICOKOM PErucTpe) coueTaror
H{l/lBOlll/lCHO-M306p33MTeJlele n 1cuxoJiornue-
CKYIO XapaKTePUCTUKY.

CBoeoOpasHbIM  JIMPUYECKUM  IEHTPOM
IuRaa cranoBurcs «Jlebemb». Tpamuimonnbiii
JUIsI POMAHTUKOB 00pa3 OfMHOKOIl ITPeKpacHol
HTUII OCTPOYMHO BbicMesiH Penapom, Mys3bi-
KaJlbHOE jJKe pellleHne HTOr0 CTUXOTBOPEHMs B
1po3e clejryer 3a mosrndeckum rexcrom. Ilepe-
nuBawoiascs garrypa GoprernmaHHoro COmpo-
BOKJIEHUsI HAIlOMUHaeT o0pasbl M3 M3BECTHOI
oprenmannoii mbecht PaBenss «Urpa Bombi».
W3bickanHble TapMOHIYECKIIe KPAaCcKu, N30paH-
Hble KOMIIO3UTOPOM, U TlepeMeHuYnBbie gurypa-
UM B BePXHEM PEerucrpe PUCyT MacTopalib-



the upper register paint a pastoral and
subtle image thal 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: “Each 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 remotle piano accompaniment
based on a measured alternation of color-
ful accords.

The final  piece following i,
“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 repelitions, 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 out among
other vocal works by Ravel, since it is the
only work for voice without a poetic text.
Because of this, Ravel, not bound by the
specific laws of the French 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

HBIII W YTOHUYCHHBLIN 00pas, KOTOPBIA M3pemKa
MpepbLIBAeTCS ROPOTKUMU IEMKUMHU  CTAKKATO
aKkkoproB. M numib B MOcJHeIHUX TaKTax BO3-
BBIINIEHHOCTh ¥ TI093UST  CMEHSIOTCST METROT
UPOHUEN — DTU TepPIKIe OTPHIBUCTHIE aKKOP/bI
CTAKKATO COTIPOBOIKIAIOT OOJMUNUTENHHYIO peub
paccrazumka: «HRasmplii pas, HBIPsis, OH TIO-
IpysKaer RIIOB B TUTATEIbHYIO THHY U JIOCTAET
yepssika. OH sRupeer, Kak rych!»

«3UMOpPOJIOK» B HEKOTOPOM CMBbICJIE IIPO-
MOJKAaeT HaMeueHHYI0 BO BTOPOM HoOMepe Jiu-
HUIO OECXUTPOCTHBIX 3aPUCOBOK, JMUIIEHHBIX
npoHnuecKkoro roprekcra. CIIOKONHbBII pa3me-
PeHHBI paccKas TOAfepsRaH OTCTPAHEHHBIM
(poprenmaHHBIM  COMPOBOKEHUEM, OCHOBAH-
HOM HA MEPHOM YepeloBaHUM KPACOUHBIX CO-
3BYUMIA.

Caepyoimuii 3a HUIM 3aKJIIOUUTE]bHbINA HO-
mep, «Ilecapra», cocraBiser peskuii KOHTPACT
YPaBHOBeIIEHHOCTH «3UMOpoiKa». B3puHueH-
HBII, KapUKaTypHbIA o0pa3 37011 nTuibl Pasesinb
pucyer SIpOCTHBIMU BCILUIECKAMH JIMHAMUKM,
HA30MINBBIMI  PEHETUIIHSME, Jpedes3sKariimMi
oprmaraMum cekyHj[, CMEHSIONUMUCS B MTHO-
BeHWE OKAa  OCTOPOYKHBIMU  OTPBIBUCTBIMU
«IMasKKaMI» HUFKHETO TOJ0Ca B COUYETAHUU C
OCTPBIMHU JIUICCOHAHTHBIM I AKKOPIAMI.

Cospmannsiii B 1907 rony «Boramus-arion B
(popme xabaHepbl» 3HAUNTENHHO BbIIGIACTCS
cpeju Ipyrux BOKaJIbHBIX TpousBefiennii Pase-
Jist, TOCKOJIBLKY 3TO eIMHCTBEHHOE TPOU3Be;ie-
HUe Jisi Tojoca 0e3 T0ATUYEeCKOro TeKcTa.
B cBssu ¢ orum Pasenn, He ¢BsS3aHHLIN CHeIU-
(puueckuMu 3aKOHOMEPHOCTAME (DPAHITY3CKOM
MPOCOJINH, TPAKTYET TOJ0C KaK 0OraThiil BhIpa-
3UTeJIbHbIMU BO3MOKHOCTAMN UHCTPYMEHT,
4TO IIPOABJACTCA B FOJIOBOKPYKUTEIbHBIX BUP-
TYO3HBIX (DUOPUTYPAX, 3aXBATBIBAIOIINX TOPOI
00BEM J10 TIOSTYTOPA OKTaB.

Kpowme Toro, B aT0¥i 1hece HalIa BhIpasKe-
Hue u jgi000Bhs Pasenst k Vcnanun, penkas ajs
KaMepHO-BOKAJIbHBIX COUMHEHUTl. Y3HaBaeMblil
put™ xabaHepsl npoHusniBaer «Bokanua», nc-
yesdas JIMlib B pelknuX MOMEHTaX, CBA3aHHbIX C
MOUTH WMIIPOBUBAIMOHHON CBOOOION BOKAJIb-
HOll mapruu. MHauBumayaibHbiil CTUIL KOMIIO-
3UTOPa TPOSBIAETCS B KPACOUHOCTH aKKOP/O-
BbIX IIapaJjie/indMOB, U3bICKAHHbLIX rapMOHUYe-
CKUX aKrIieHTax 1 QUInTpaHHocTH QarTypHOro
perieHus.

«Ha tpase» na cruxu Bepsena (1907) —
efinHCTBeHHOE obpaiernne Pasens K 1mossun
BeJIMKOTO (DPaHILY3CKOTO cuMBoOJincTa. Beé cru-



of phrases, which creates an illusion of
being in a noisy company; this mosaicily
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
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

XOTBOpEHIe COTKaHO 13 OOPHIBKOB (pas, 4To
CO3MIaéT WJTIO3WIO TMPUCYTCTBUSA B TTYMHOM
ROMTIAHWW; 3TA MO3aMYHOCTH TepeflaHa U B My-
3bIKEe POMAHCA MPU TTOMOIIM TEMIIOBBIX, JIMHA-
MUYECKIX W WHTOHAIIMOHHBIX KOHTPACTOB BO-
RaJbHOW MapThuM, & TARKe CMEHSIONUXCS TH-
oB (haKTypPHI B CONTPOBOKeHNUH. TeM He MeHee,
IEJIOCTHOCTH POMAHCa He TepsieTcst OJaarojapst
eIMHCTBY YTOHYEHHOTO ¥ TEPIIKOTO TapMOHIYe-
CKOTO CTUJIS.

«ITsaTh HAPOXHBIX TPEUECKUX MEJOAUI» Ha
HapopHbie TekcThl B 1epeBoge Mumens Hamb-
Boropeccu (1907) — o 13 IePBHIX IPUMEPOB
00paboTOK HAPOJHBIX I1€CEH B BOKAJILHOM TBOP-
yecrBe PaBeist. 9TOT MK ObLI CO3/1aH 110 3aKa-
3y rHopska Ran-O6pu, (panirysckoro moara,
KPUTHKA W MY3BIROBEJA, TTPEJIOKUBIITET0 KOM-
MO3UTOPY TAPMOHUB0BATH HECKOILKO MeCeH JIJIs
WJLTIOCTPAIIMT JIGKITUN O TPEeYecKOil MY3bIKe.
Pabora 6nl1a BRIMOIHEHA OUYeHBL OLICTPO, OHA-
RO TIoCTIe 3allJIaHmpoOBaHHOTO Menoanenus Pa-
BeJb He OBLT MOBOJICH 00paboTKaMU 1 TIepejie-
nas Tpu u3 msatu Homepos. [losmaHee odHOBIEH-
HBIIl BapUAHT NWKJIA TPO3BYUYAJ B UCTIOTHEHIHT
Maprapurst Babdasih.

«IIare Menopuii» crajin cBOeoOPa3HOIl TOU-
ROU orcuéra m TAJOHOM OOpaIleHus ¢ HapOJi-
HOTl MY3bIKOIi, KoToporo PaBesib B flajibHeliem
HEYKOCHUTEJIHHO 1pujiepsruBasics. Kommosnrop
¢ OCTOPOKHOCTBIO U JIeIMKATHOCTBIO COTIPOBOIK-
MaeT BOKAJBHYIO MEJIOMIO HECTOMKHBIMHU, KaK
MpPaBUIO, OCTMHATHBIMU (OPTeNHAHHBIMU aK-
KOMIlaHeMeHTaMu, He 3arlyllaliuMun rjiaB-
HYIO MEJIOINYECKYIO MBICTh.

B rasxpoil u3 HeboabIINX BOKAJILHBLIX MU-
HHUATIOP, COCTABJAIONINX DTOT IUKJ, KaK Ipa-
B1J1O, UCIIOJIb30BaH OJUNH llpOCTOlZ TNl akKKOM-
llaHEeMeHTa, BblLLepH{aHHbllZ Ha 1POTAMKREeHnn
Beeil hechl. Tark B nepBom HOMepe, «IIpoOysk-
[ieHne HeBECThI», TIOJNETHOe 3BEHAIIEee OCTIHATO
HA TOHUKE OKPAINBACTCH BKPATICHUAMU OT-
MeJNbHBIX TOHOB W CO3BYUWI, cO3fiaBas oOpas
urCTOTHl U HauBHOCTH. Bropas nechs, «Tawm,
Y TIePKBI», COIPOBORIIAETCS TIPO3paYHOil har-
TYpoil ¢ pasMepeHHBIMHU BCIUIECKAMU apiie-
KMo, JIrkass uCCOHAHTHOCTH TAPMOHUYECKIX
KOMTIJIGKCOB He OTBJIEKAeT BHUMAHUE OT BO-
RaJbHOI naptuu. B tperhem ke HOMepe IMuKIa
«Raroil kaBajep co MHOII CpaBHUTCSI» TepPBbIil
KYIJIeT U BOBCE 3BYUUT 0€3 COMPOBOIKICHUS.
Menopusi-naurpseiiil, 3pydairas y goprenunaHo
Ha (pore OYPAOHHBIX CHHKOTIMPOBAHHBIX KBUHT,
M0X03Ka Ha CBOEOOPA3HbINl MHCTPYMEHTAIbHbII

10



developed instrumental accompaniment
to the fourth, the most extensive “Song of
the lentisk gatherers”. Greater texlure
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. Emptly 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
accenls 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
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.

11

«ipunieB». Hambosee pasBuThiii MHCTPYMEH-
TATLHBII AKKOMITAHEMEHT KOMTIO3UTOP TIPEJIITo-
caaj 4derBéproii, camoil passépuyroii «lleche
coopruiy, Mactuku». B HEM saBHO 3amerHo
oosbiriee hakTypHOE PasHOOOpasme 1 Bapuarii-
OHHOCTH, OJTHAKO, RAK 1 B JIPYIMX MECHSX INK-
Jla, My3bIRQJIbHAsT TRAHb OCTAETCS TPOCTON 1
scHoll. [Tycroe 3Byuanmne KBUHT U OKTaB, HA KO-
TOPBIX OCHOBAHO COIPOBOKJEHME, JUIIh WHO-
I7la OTTeHsIeT rapMOHWe BOKAJILHYIO MapTHio.
3aBepiaer nuka mnecHsi «Beceseiiy, sxusHepa-
moctHast U pHepruuHas miascosas. Eé Pasenb
MOYEPKUBAET YIPYTUM PUTMOM U SAPKUMU
rapMOHUUYECKIMU KPACKAMMU.

[Tosske, 1o npockde 1epBOIl MCTIOTHUTEb-
untel, Maprapurer Babasu, Pasenem Onima mgo-
OaByieHa 1ecrass mejopaus, «Tpumaroc». Jra
MecHs TAHIEBATLHOTO Xapakrepa ¢ OCTPOBA
Xuoc periieHa B TAKOM 3Ke KJIf0Ue, 4TO W OCTaJb-
HOW TIMKJ, €€ COMPOBOYKACHNE OCHOBAHO Ha
OCTUHATHON PUTMUYECKOI (opMmyse, HA KOTO-
pylo HacgaumpaioTcs Teprkue rapmonun. Or-
KPBIBAETCS TMEeCHS 3aJlyMUYnBBIM, 1TouTn adopu-
CTHYHBIM BCTYILJIEHUEM, TMOJJIePsKaHHBIM X0pa-
JIOM aKKOpJIOB, KOTOpbIe 3aTeM CMeHSIOTCS
OKUBJIEHHBIM ¥ YCTPEMJIEHHLIM [IBIGREHIEM
BOCBbMbIX U ITEeCTHAALIATbIX.

Wcropus cospanms coopunra «Hapopmbie
necHu» ¢cBA3aHa ¢ KOHRYPCOM, ITPOBOJUBIINMCAH
B 1910-1911 rony mockoBckum «[lomom mec-
un». OcunoarennpHuiei «/loma nmecuun», Mapnu-
eit  Anekceesnolt Ouenunoii-i’ AsbreiiMm  ObLI
00'bSIBJIEH JIEHEKHBII 1IPHU3 3a JIYUIIyI0 apaH-
JKUPOBKY CeMU HAPOIHBLIX TEeCeH, B KOTOPbHIE
BXOJIMJIN MCTIAHCKAsA, (PPAHITY3CKAs, WTAJIbSH-
CKasl, eBpelicKasi, pyccKas, IIOTIAaHJICKas WU
ramanicras.

Pagesiem Ob1n aparyKUpoOBaHbI IEPBbIC Ye-
ThIpe 13 TPEJIOKEeHHBbIX eCeH, dTOT COOPHUK
Hapsiy ¢ oOpaboTKamMu eré JBYX KOMIIO3UTO-
poB 3aBoeBas repsyio mpemuio. [1pus 6uur pas-
nesien Me;Rny PaBenem, paHIly3CKUM KOMIIO-
sutopom Ajsiekcangpom sRopskem u pyccrum
NUAHUCTOM ¥ KOMTIIO3UTOPOM  AJIeKCAHPOM
OnennnbiM, 6patom Mapuu AeKceeBHBI.

«Hapopsbie 1mecHn» BO MHOTOM CXOKU €
«IIsATbI0 HAPOIHBIMK TPEUECKUMU MEJIOJUSAMI»
B TIaHe obpaieHust ¢ (POTbRIOPHBIMU MCTOY-
HUKaMU. JTHOTrpaUUecKas TOUHOCTh HUKOTIA
He ObLTa TEeJNBI0 KOMIIO3UTOPA, ero B OOJbIIei
crelieHn nHTepecyloT XyJoKeCTBeHHOCTh U Trap-
MOHUYHOCTH T[EJIOTO, MOITOMY K apaHKUPOBKE
necer PaBesb mojxouT ¢ n300peraTesibHOCTHIO.



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 ¢c-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,
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.

Daria Sartakova

Ncenanckas mecHst IBHO peliieHa B IyXe ce-
peHajibl, O UYéM CBUJIETETLCTBYET TUTAPHOTO
nnana GarTypa ¢ XapakrepHbIMU «OpATAONT -
mMu» aprepkino n rnepebopamu. Ciemyionias 3a
et MpaHity3cras MeCHs PHUCYeT MacTopaib-
HYIO CIIeHRY, €€ pasMepeHHbIN MyIbe U X0PaThb-
HO-aKKOPJIOBOE COIIPOBOK/EHIE, BBIIEPsRAHHOE
Ha MPOTSREHUH BCETO HOMEPA, CO3/Iaf0T CBETIOe
OesmsreskHoe HacTpoernue. CoBepieHHO MHa4Ye
3Byunt MranbsHckas mecHs, KOTopast Mpou3Bo-
JUT BIIeYATIEHUE OTEPHOTO PEUYMTaTHBA CBOUM
MNPUTIOHATHIM TeaTpajibHbiM madocom. Crpe-
MUTEJIBHOCThL HHUCXOIAIINX THPAT, MarTeTHKa
ToHasbHOCTH c-moll u paspeskenHocTs dopre-
MIAHHOTO COMPOBOMK/EHNSI 320CTPSAIOT BHUMA-
HIe Ha CBOOOIHOM paciieBe BOKAJILHOI MapTH.
3asepiaer coopuur EBpeiickas 1ecHs, B KOTO-
poii TPOTUBOIIOCTABIISATIOTCS BA TUIA WHTOHM-
poBaHusi — HoJiee TPOCTOIl, TECEHHOTO CRIaIa 1
MMITPOBHU3AIMOHHO-CBOOOIHBIN,  HATIOMUHATO-
A TBeTUCTHIA 00MIANIMOHHLI CTIIH TYXOB-
HBIX IIeCHOIIeHNIA. IdTa pasHUIA HOJUEPKHYTA
JNAKOHWYHBIMU  cpeficTBaMu  popTermuanHoro
COTIPOBOKJICHMSI.

[Mornanacras mecHs, co3lanHas BeJeNl 3a
coopuurom «Hapoaubix mecen», siisiercsi 00-
PabOTKOI TOI K€ MEJIOUN, YTO OBIJIA 3asABICHA
B yeaoBus Koukypca «Jloma mecuu». OO0 atom
CBHJIETENLCTBYET (DPAHITY3CKUI TIePeBOJT, Cjie-
JIAHHBIU, 110 BCell BEPOSATHOCTU, MY;KeM MajiaM
Onennnoii-j’ AjibreiiM, TOT #e caMblil, 4TO ObLI
MCITOJIb3OBAH B 3alaHny KoHKypca. Tekcr, mo-
JIOJKEHHBI B OCHOBY 3TOI MeJIOAUM, HAIMCAH
Pobeprom bBépucom, BBIAONMMCS TT0ITOM U
cobupatenem moTaaHacKoro GoabKIopa.

Obpaborra, cremannas Pasemem, cospmaér
HEKHBII 00pa3 CBETJON Mevaju;, M3AINHOoe U
MPOCTOe COTIPOBOJKIICHUE CO3MMAET OTIYyIeHne
IIPOCTOPA, a HAUTPLIII BO BCTYILNICHUN HALIOMIU-
Haer mederanue MTull. ITOT HACTOPATBLHBIN 00-
pas MmojylepKIUBACTCS 3BOHKIMU JICTATIMMEI OK-
TaBAMU B BEPXHEM PETmcTpe, BO3ZHUKAIOIUMI
BpeMsA OT BpeMeHu, U BbllepsraHHbIM OpraHHbIM
ITYHKTOM Ha JOMMHAHTOBOM TOHeE.

Jlapvs Capmarosa
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* Holding back.
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*** Very slow.

*EE% Calm.
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* CnepsruBast.

** Brigensis [menonnio].
*¥% OueHb MeJJICHHO.
*F*%* Croroiino.
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* Constantly following [the soloist].
** Without slowing down.

* Beé BpeMst caeyst [3a cosmeroM].
** Bes zamejienns.
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Histories naturelles

Natural stories EctecTBenHbIe UCTOPUNT

a Madame Sigismond Bardac*

Le paon
The peacock 1 ITaBnun

Jules Renard Maurice RAVEL
Kionws Penap Mopuc PaBensn
Sans hate et noblement** (1906)
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* To madame Sigismond Bardac. * Mapgam Curuzmon Bappaxk.
** Without hurry and nobly. ** Bes criemku u 6J1aropojiHo.
**% Solemnly. **% TopsrecTBEHHO.
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