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 chamber vocal
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 TBOPUYECKWI ITyTh BHITIAJ Ha DTOXY BeJIndaii-
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 oTormes 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 KOPeHUTCs He CTOJIbLKO BO
BHEIIHUX IIpU3HAKAX TBOpUYeCcTBA, CKOJbKO 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 Ilapumkckryio 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 JiodBu» Ha cioBa Ponana e Mape
n Cepenana-rporeck. B 1900—1905 rr. Pasenn
oesycrernrHo 6oposcsa 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/bHeMIITeM
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 chamber vocal 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-supryosa, 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 (oprenmMaHHoOil TeXHURH, CTPYHHBII
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 3HAYNTENbHBbIC TTPOU3BEIEHNsI, TaKue
rak «EcrecrBennbie ucropun», <«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 roppr PaBesnb He OB Ipu3BaH B
apMuIo 1o IpUYKHe ¢J1aboro 3[I0pOBbs, 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 ;RU3HU MHOTUX €10 JIpy3ell, 1oji-
Kocujia ero coOCTBEHHOe B3[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 rosbl PaBejieM HalrcaHbl
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 chamber vocal 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 chamber vocal heritage of
the composer. Some of his works of this

sapepiuerbl B 1920-e ronbl. B a10 ske Bpems K
PaBenio mpunuia mowctuHe MUPOBasi 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 JieHb 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 MPUXOJsA 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 OTBITOB JI0 ocaeunx auei. 13 84 ka-
tanmoru3upoBanubix Mapcesem Mapno tmpous-
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 W HMIPECCHOHUCTCKUE 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-BOKAJIBHOTO 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 chamber vocal 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. Hekoropsie 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 ;RAHPOB 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, I1sep Poncap u 9sapucr Ilaphu,
no cospemenHbix emy 1osT1oB: Ilosnst 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 YYyKUX 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, k 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, Hanucanuas Pa-
BeJieM Ha 9TU TeKCThbl, CTUJIUCTUYECKU pPa3HO-
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 IIyTHn.

Jlannoe usmanue mpejcrasisier codoii mep-
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 chamber vocal 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 1906-1913, and the third one combines
several war works with works of the late
period.

kKoK

“Ballade de la reine morte d'aimer” on
the lyrics by Roland de Mares 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

HPAKTUKU, HUKOTIA He ObLIM OIyOJMKOBAHBLI 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; TPOUBBEICHNUsT 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
Pasesnsi u sasepmaercs npoussenernuem 1905
rozia, Bropasi npejcrasisier counHenust 1906—
1913 romoB, a Tperbs OOLEIUHACT HECKOIHKO
BOGHHBIX COUMHEHUI C TTPOU3BEJICHUSIME 1103]1-
HEro mepuoya.

Aok

«bannana o koposese, ymepiieii ot Jr00Bu»
Ha ciaoBa Pomana Mape — mnepBoe BOoKajbHOE
countenue B TBopuectBe Pasensi. OmHaro, y:re
B HéM BUHbI MHAUBUyaJIbHbIe YepPTbl CTUJA,
KOTOPbIE B TATLHENIIEeM CTAaHYT XapaKTePHbIMHU.
[Tpospaunas Qoprenmnannas Qaxrypa, TOHRas
[eTann3arysa rapMOHIYT, TIPeodIasalonias aua-
TOHWKA B COBOKYITHOCTU ¢ KOHCTPYKTUBHOT sic-
HOCTBIO MY3bIKAJbHOU TKAHU CBOMCTBEHHA HE
TOJLKO MHOTMM poMarHcam Pasesist, Ho u ipouns-
BEICHUSAM IPYTHUX JKAHPOB.

«Orpomublit uépHblii con» Ha caoBa [lomns
Bepnena, usBecTHelIero mosTa-cuMBOJIICTA,
obL1 aTupoBan 6-m asrycra 1895 roma, ofHaKO
OIyOJIMKOBAH TIATHIO JECATUICTUSME TT033Ke.
Pykonuch ero xpanunachb y ofHOro U3 Jpy3eil
rommosurtopa, Jliocherna lapbana, a usmanue
cocrosioch B 1951 ropy.

Briepskanuniii Ha TPOTSAIKEHUN BCETO PO-
Mamca OCTHHATHBIN PUTM CO3[AET OCOOBIN KO-
JIOPUT, KOTOPBII B COUYETAHUM ¢ M3BICKAHHBIMU
rapMOHUUYECKUMI KpacKaMu TPUIAéT poMaHcy
noutn (paHTacTHYECKOe 3ByYaHUe, IpeJBera-
olee sRyTroBaThie 00pasbl n3 «Hounoro Tac-
napa» («Bucemunar). Opaniry3ckuii My3bIKO-
Ben Pomamn-Mamionan orMedas ¢XoskecTh DTOTO
poManca co BerymieHneM K orepe «Menanckmi
qac».

Pomanc «Cesitast» OblJI HalmMcaH HAa CTUXU
Crepana Masutapme, KOTOPBII cunTaeTcs Jujie-
poMm 103ToB-cuMBOJICTOB. M30pantoe Pasenem
CTUXOTBOPEHHE camMo 110 cebe yyKe MHTepPecHO
TeM, UYTO caM aBTOP MOTUEPKIBAJ B HEM He KOH-



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.

“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-

RPeTHO-TIOHATHHHBIN CMBICT, & MEJOINKY 3BY-
Yalero ¢JI0Ba, HA3bIBAsST €0 «MeJIOJ[MYecKIM»
CTHXOTBOPEHUEM.

Pasesib He craBua mepep coboil 3amady pac-
KPBITh BCIO MHOTOTPAHHYIO CIOMKHOCTH CHMBO-
JIOB, KOTOPBIMI M300MITYeT TTOITUUYCCKUIT TEeKCT.
Bmecro sToro om cosmas cBeTIALIH M HAWBHBIN
o0pa3 caMbIMH TIPOCTHIMU U JIeHCTBEHHBIMU
crocodaMu: akKOPI0BOe, MOUTH XOPaJIbHOE CO-
MPOBOK/EHINE BBIJIEPYKAHO HA  MPOTSIREHIN
Bceil MUHUATIOPHI B CPeJlHEM U BEPXHEM peru-
cTpe, MATKO JINCCOHAHTHAS TAPMOHU ST OCHOBAHA
HA MHOTOTEPIIOBBIX CO3BYUMSIX.

K 1898 rony, Bpemenn obyuenus y 'abpuo-
asi Mope, ornocurcst «llecusi npsuikm», Harm-
cannasa Pasemem ma texcer Jlexkomra me Jlmus.
Ronpimrymuecst pemMosio B maptuu poprenunano
" Meplaoine rapMOHUYeCKIe Kpacku obpa-
3YIOT TIOJBVKHBIN, HO HEe TPeBOKHBIN (DOH i
MSATKOI IMAaTOHNYECKOI MeJIOIIY T0JIoca.

Hauanbnas gpasa «O, goporas most mpsii-
Ka, Moé Oeroe Beperero!» obpasyer cBoero poja
pedpeH, oOpamMIISIONNIT 1 Pa3AeJsIIONnil ¢TPO-
¢ur pomanca. B Tperneii ctpode cBeriblii gersi-
MU KOJIOPUT HECKOJIBKO OMpavyaeTcs, Ho HeHa-
MOJITO, W 3aBepIIAeTCS POMAHC B CBETIOM MU
MasKkope.

Cepbé3HO OT/IMYAETCST OT JPYIMX POMAHCOB
ATOTO TEPUOJiA CO3MAHHBIA HA CTUXU OMUJIA
Bepxapna pomanc «Horpma mnpuxomur tockar.
On Hammcan B Kypua 0osiee DKCIPECCUBHOI Ma-
Hepe, YTO OTYACTH OOYCJIOBJIEHO MPAYHBIM CO-
fiepsRaHueM T0ITUYeCKOTO TeKCTa.

BokanbHasi maprusi HachillieHa XpoMmaTH3-
MaMM U YyMEHbHIeHHbIMU MHTepBa/JlaMiU U [1aJe-
Ka OT JUATOHUYECKHU CBETJIBbIX MeJIOIUNA IIpefbl-
nymmx neced. Kpome toro, 3aMeTHO Bo3pacraer
POJIb peueBOil MHTOHAIMY, YTO ITPUAET POMAH-
Cy OTTEHOR OIlepHOT0 peuntaruBa. Baskas gop-
TenuanHasg QarTypa ¢ yCJIOKHEHHBIMU IapMO-
HUAMUI IMOJYeprUBaeT MeJuTaTuBHoOe U TOCKJIAN-
BOe HAacTpoeHue, IJIABEHCTBYIOIlee Ha IPOTsi-
JKEHUU BCETO TTPOUBBEIeHNSI.

«/IBe snurpammbr Hinemana Mapo» crann
nepBeiM obOpaieHuemM Pagesisi B BOKaJbHOM
JKaHpe K TPOIIbIM drioxaM. B goprennannom
TBOpPYECTBE KOMIIO3UTOP YiKe 3aTPOHYJ ATH 00-
pasul B Crapuunom menysre u B [laBame. He-
CMOTPSI HAa CTOJb sIBHbIE HEOKJIAcCHYecKue
Ha3BaHWs, MMIIPECCUOHUCTCKIE TEHJEeHIMN B
9TOM Iiepuojie TBopuectBa PaBens emnié oueHb
CUWJIbHBI, U TI09TOMY OH HE CO3[1aéT CTUIN3aI[NK
uJjan mnpousBeieHud <«Io MOeJamnm»; 9TO CRropee



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 poel 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 jeclta de la neige”, Ravel does not
seek to reconstruct the musical portrait of
the bygone era — he uses modern harmon-
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-

«BIIEYATIEHNs» O KAHPEe, OMOCPeOBAHHbIC W
MPeJOMIEHHDBIE Yepes TIPU3MY MUPOOTTYIIeHNsT
XYJO¥KRHUKA.

Kieman Mapo — mosr smoxu Peneccanca,
4b6 TBOPUECTBO TPUILIIOCH HA TIEPBYIO MMOJOBH-
my XVI Bera; ero nupudeckne sIurpaMMbl ObI-
TN COBJIAHBI eIé JI0 TOTO, KaK CaM KaHp DIIH-
rpaMMm u3MeHW I cBoio cemantury. CospaBas
MY3BIRY Ha srurpammy «06 Anme, GpocuBIei
B MeHsI cHerom», PaBeb He cTpeMuTcsi BOCCO-
3IaTh MY3BIKAJILHBIN TTOPTPET YIEAITel dIMoXn
— OH UCIIOJIB3YeT COBPeMeHHbIe TAPMOHIYECKIE
U PUTMHUYECKIE CPEJCTBA HAPSHLY ¢ yCTHIMU
OKTAaBaAMU ¢ KBUHTOBBIM B3allOJIHEHUEM, HAIlo-
MUHAIOMUMIA CTAPUHHBIE OPTAHYMBbI, & TaK:Ke
BIIOJIHE «KIACCHTUCCKI» 3BYUAIe VKPAIIeHUs.
Tem ke NPUHITUIIOM aBTOP PYKOBOJCTBYETCS 1
Bo BrOpoii puurpamme, «O6 AnHHe, urpaoimei
Ha KiIaBecune». V3o0paskas kiaBecuH, KOMIIO-
3UTOP CBOOOHO 00pAIaercsi ¢ TapMOHUYECKOI
BEPTUKATBLIO 1 (haRTYpOIA.

Tarume My3biKaJIbHbIE AaHAXPOHUZMbBI MOJK-
HO OOBLACHUTL, ¢ ORHOM CTOPOHBI, CePHLE3HLIM
BIAMSTHIEM CYOheKTUBHOTO B3IJIsI/Ia KOMIIO3UTO-
pa, a ¢ Apyroil — «BHEBPEMEHHOI» TeMaTHKOM
A000BHON JIMPUKN, KOTOPas OCTaéresi coBpe-
MEHHOII I aKTYaJIbHOII B JIIOOYIO I10XY.

«IlBerounsbiii miany» Ha caosa [lons
FpaBOJlJle 6lel HalluCaH Ha IOoACTylaxX R
«[Maxepesayie», epBoMy KpPyHHOMY BOKaJbHO-
MY IUKJIY B TBOpuecTBe PaBessi u equHCTBeH-
HOMY BOKQJbHOMY IHKJIY B COIPOBOKIIEHUM
OpKecTpa.

[Toarnueckuii Texer rpejcrasisier cobOi
JUPUYECKYI0 3apHCOBKY, B KOTOPOIl IJlaBeH-
CTBYET IHPUIIOIHATOe POMAHTHYECKOEe HACTpoe-
Hue. OHO 1lapuT 1 B My3biKe pomanca. Tpere-
HyIe TpeMosio B (poprenuanHoM COTPOBOIK-
JIeHIM, MepIaoliie TapMOHUKM 1 TOHKAs 4yB-
CTBEHHAsI XPOMATHKA B BOKAJbHOI HapTUM CO-
3/1a10T YTOHYEHHBIN 00pas mwirHoro caja. Ce-
PHE3HBIIl KOHTPACT BO3HUKAET MEKy dTUM M
HNPEJBIAYIUMEI  POMAHCAME;  «IMUTPAMMBI»
MPUHAJIeRAT JTUHUM, KOTOPask B [ajbHelem
MPUBEET KOMIIO3UTOPA K HEORJIACCHIIN3MY,
torja Kak «l[BeTouHbIil ramy — sBHO UMIIPeC-
CUOHKCTCKOE 110 CBOEIl pupojie IpousBeeHne.

SHAYUTEJBHBIM TAIIOM B TBOPUYECKON DBO-
morun Pagesisi ctasio co3jlanue 1UKIa BOKaJIb-
HBIX T109M J|JI5I roJioca ¢ oprectpoM «IlTaxepesa-
na» Ha ciaosa Tpucrana Rnunrcopa. I[lpepmro-
CBLIKON K 00parieHnio K HTON OpPUeHTaTbHOT
TeMe craja pabora KOMIIO3UTOpPA HAJl OJHO-



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).

“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 flute 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'apres-midi d’un faun”.

“Iindifférent” — 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-

MMEHHON YBepPTIOPOi, KOoTOopas, K COMKAJICHUTO,
tTak 1 He Obuia 3apepineHa. O0passl Bocroka,
nepepanbie B cruxax Knunrsopa, Pasesnb un-
TePIPETUPOBAT O0YeHb WHUBUIYaJIbHO,
¢ OOJTBITIM BKYCOM HMCIIOJb30BaB YiKe HalijleH-
Hble KOMIIO3UTOPAMU TIPOIILIBIX HIIOX MY3bI-
RajJibHbIe cpeficTBa. MeciemoBareim oTMedaror
BJIMAHNE PYCCRONW ROMITO3MTOPCKON TITKOJBI B
OPKECTPOBKE M MY3bIKe MUKIA (CKPUINHYHOE
cosno Hanomunaer «IIlaxepesamy» Pumckoro-
RopcakoBa, a MHOrne WHTOHAIUM — MY3bIKY
Bopopuna n Barakupesa).

«A3usi» — 1epBbIIl HOMEP IUKJIA — CaMbLil
paspépuyTbiii 13 Bcex. Iloprmueckuii Texer
OTMCBLIBAET MbICJIEHHOe TyTernectBue Ha Bo-
cToR, npuuém Bocrok BooOpaskaemblii, yca0B-
HBII, cKaszouHblil. CrpaBejinBo 3aMedaHue
KOMIIO3UTOpa 1 MYy3blKOBera IMuJisi Bioiiepmo-
3a, KOTOPBII TOBOPUJI O TIOUTH KUHeMaTorpadu-
YECKOM Yepe/loBAaHNN KOPOTKUX DINU30J0B-
RaJIPoOB, CMEHSIOIIX JIPYT pyra.

«Bommebnas ureiitay crana caMmbiM periep-
ryapasiM HOMepoM u3 «lllaxepesamer», wemy
crocoOcTBOBaJIA €€ JIAKOHMYHOCTh U Kpacou-
Hocrn. VeeaemoBaTen orMevaior 6JIM30CTH HO-
Mepa K HEKOTOPHIM CTPAHUIAM PYCCKOTO OpH-
eHTaJbHOTO poMaHca (Hanpumep, «llmenus-
much po3oii, cosoeit» Pumckoro- Kopcakosa u
np.), a rakske Boznericreue «llocmenomynerntoro
orabixa paBHa» [lebocen.

«besyuactHblii», 3aBepuialoNuii  HOMEp
HUKRJIa, B MeHbIIell cTeneHun opueHTaJieH B OT-
HOIIIEH I MY3BIKIL; 9TO XapaKrepHas jiiisi Pase-
Js cBeTJIasi MMIIPECCHOHUCTUYeCKast JMPUKA.
flcnocrs parkTyphl, HPUTTYIIEHHBIE TAPMOHM-
YecKre KpacKu ¥ UBSINIHOCTh MeJOINYecKuX
JINHUI CBOMCTBEHHBI DTOI MY3bIKe.

B 1905 rony Pasenem Obin 3aBepiiieH po-
manc «PosgmectBo urpytier» Ha cobGCTBeHHBIO
cioBa. Tema percTBa riyOOKO BOJTHOBaJIA KOM-
1Io3nToOpa, 1 MHOTI'nue ero rpousse/ieHrud Tark njin
nHaye aJipecoBaHbl JIETSIM: TaKOB, HAIpuMep,
oprenmanublii MUK 151 4eTbIpéx pyr «Mos
MaTyIIKa TYChIHsI», TOCBAIEHHbIT Mumu u
Hany lNogebckum, reTsaM ero Xopormx apyseii,
win ke onepa «[lurs u Bosed6e¢TBOY, OHO U3
HEMHOIMX IpousBenenunii Pasenst s My3bi-
KaJIbHOTO Tearpa.

JIio6osb PaBesisi kK urpyiikam Harmwia or-
paskeHue B HTOM pOMAaHCe, TOJHOM Herocpey-
CTBEHHOCTHU JIeTCKOTO BocTopra. Jlumib Ha He-
CKOJILKO MTHOBEHUI1 PaJIOCTHBIN CBETIbIN KOJIO-
puT oMpauaercsi 06pasom «uépHoro rca Besnbse-
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shadowed only for a few moments by the
image of “the somber dog Beelzebub”,
who hunts the Christ Child.

Ravel’s work, including its chamber
vocal part, is distinguished by an amazing
stylistic unity, despite its internal evolu-
tion. Thus, the characteristic features of
his musical individuality were already
formed and clearly distinguished in the
early period: an exquisite harmonic lan-
guage, flexibly answering the set artistic
task, a detailed texture, often transparent
and absolutely clear, and a special type of
vocal intonation that is far from the wide-
range cantilena and is closely connected
with the speech intonation and the speci-
ficity of French speech.

Daria Sartakova

BYJIa», KOTOPBIIl OXOTUTCA HA MJajieHIa Xpu-
cra.

TsopuectBo PaBesist, B ToM uncie u Kamep-
HO-BOKQJTbHASI €r0 4acTh, OTINYAETCS YIUBH-
TEJIBHBIM CTHJIMCTUYECKUM e[IMHCTBOM, HECMOT-
psA Ha BHYTpPeHHIOIO dBoJionmio. Tar, yme B
panHeMm tepuose ¢hopMUPOBATNCH U APKO Bbi-
MEJISIIOTCS XapaKTepHbIe YepThl ero MY3bIKash-
HOW WHIMBUAYAIBHOCTN: M3LICKAHHBIN TapMo-
HUYECKUI A3bIK, I'MOKO OTBEYAIOLIMI [10CTAB-
JIEHHON XyMO/KeCTBeHHON 3ajiave, MeTaam3mpo-
BaHHas (paKTypa, 3a4acTyio Ipo3pavyHast 1 Kpu-
CTAJILHO sICHAsI, & TAKyKe 0COOBLIN THII BOKRAJIb-
HOW WHTOHATINN, MAJEKUN OT MTMPOKOPACITEB-
HOW KaHTIJIEHBI W TeCHO CBSI3AHHBIN ¢ pPeUeBOM
WHTOHAIIME 1 0cobeHHOCTAMU (PAHILY3CROT
peun.

Jlapes Capmarkosa



Ballade de la reine morte d’aimer

Ballad of the queen Bannaga o KopoJese,
who died of love yMepIieii oT JII00Bu1
Roland de Mareés Maurice RAVEL
Ponan ne Mape Mopuc Pasens
Andante (1893)
9 - T - T - ]
Chant HestEXE I I I
ANB"AR I I ]
D)
-~ -~ -~ -~ . . . 81)61 -------------------- ; ----------
./-\. /\
= 23 0 SA4TT)
y ALY O —— - o P — . o o < > o @ o o
e e Y — =
o v 1 vy 1 Ve 7 w w { { { {
Piano PP L~ pp
.
[ fan)
ANE"4
D)

Bel - le en-tre tou - tes Rei - nes, Rei-ne par sa
< S 1
PSP # ém% é,- i 33
% F F F =L reyr —
| = 7
w ~———
e
v — fl = =
2 Bed

* Very gently.

12

* OyeHb MATKO.



I
[ 4

Le grand Trou-

tou - te Beauté.

N
v
— &
m YL Y | Y
Wl
A (Y N MoA
| [ {om] I
RN ity
U e IRD
Wo o~ (M o~
~C Y| e
NO®
L)
1*‘ 1
TEHW N
(Yl
o M

Lui mur-mu-ra

t = 5%

Da""""""l

&

d’au-tom-ne roux

-vé-re de Bo-hé-me Un soir tris-te

33 3 3390l

FFefe

e

: 3

I__3__J

fous!

folles____ et coeurs si

A-mes

me!”

le vieux:“Je t’ai

[
N$

12dd J
.5 5 5% 5 §8-F 3.3

13



Lent et solennel*
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Un grand sommeil noir

A great black sleep OrpomHBIIT YEPHBII COH
Paul Verlain Maurice RAVEL
IToss Bepien Mopuc PABEJIb
Lent et sourd (mais toujours trés marqué)* (1895)
Au b P sombrement™*
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* Slow and muffled, but very marked.

** Distantly.

*##% Slightly louder.

* MeyieHnHO 1 I7IyX0, HO OYeHb IMOYEPKHYTO.
% Orpanénno.
*#% HemHOTO rpomMye.

F#%% Kyen louder.

*#*%% Fngé rpomue.
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* Suddenly.
** Louder and louder.
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* Buesamno.

** Bcé rpomue n rpomue.
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* With the left pedal.
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