CoBpeMeHHbIE IPOGIEMbI My3bIKO3HAHU A
Contemporary Musicology

3/2019

ISSN 2587-9731

c 205 @2 —>

JIMEXHHUKA MY 3BIKAADHOH
KOMITOZHILHH

Hayunasd crarbs
s s @08

DOI: 10.56620/2587-9731-2019-3-044-072

PaBeb-apaH:KHUPOBUIMK: K BOIIPOCY O padore
KOMIIO3uTOpa HajA hoprenuaHHbIMU
1 OPKECTPOBBIMHU TPAHCKPUNIITUAMUA

Hpuna Cepeeeena 3axapbexgea
Poccuiickas akasieMus My3bIKd UMeHU
I'HecHHBIX,

2. Mocksa, Poccus,
1.z-bekova@yandex.ru

AnHoOTanus#. [lepesiokeHus: U TPAHCKPUIIITUU KAK CBOUX COOCTBEHHBIX,
TaK U Yy>KUX MPOU3BeJIeHNHN — 00bIUHAsA ITPaKTUKA /I KoMIo3uTopa. OiHaKo
B TBOpUecTBe Mopuca Pasesia poprenraHHble 1 OPKECTPOBbIE TPAHCKPUIIIUN
COCTABJIAIOT 3aMETHYI0 YacThb W MapKUPYIOT ONpeJieJIeHHble TBOPYECKHE
YCTAHOBKU M TEXHOJIOTUUECKHE IPUEMbl aBTOPA, YTO OIpeeJIAeT MpeMeT
JITAHHOTO  UCCJAEOBAHUA. B PYCCKOA3BIYHOM  MY3BIKOBEJIEHHUU  3TO
IIpEAIIoJIaraeT TakXe IIOCTAHOBKY BOIIPOCOB TEPMUHOJIOTUH.

HayuyHad HOBU3HA WCCJIEIOBAHUA CBfAA3aHA C TEM, YTO B HEM
paccMaTPUBAIOTCS MAaJIOU3BECTHBIE B POCCUMCKON HAYYHOU U KOHIIEPTHOU
IIpAKTUKe TpaHCKpUMIuu PaBensa — Hampumep, «Tanma» u «Capabasabi»
Jeb6roccu, «TopkecTtBeHHOTO MeHyaTa» [llabpue u ap.
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B craThe paccMaTpuBaTCA paBesieBCKUe TPAHCKPUMIIINU C TOUKU 3PEeHUs
BpeEMEHU X IOABJIEHUS, OPUTHHAJIBHOTO aBTOPCKOTO MaTepuasia, KOTOPbBIU
oOpabaTeiBaeT PaBesib, a Tak:ke ¢ TOKU 3peHUS UX TEMOPOBOTO peIleHU.
Bosplilyio 4acTh 3TOro Hacjenus PaBesisi cOCTaBJIAIOT OPKECTPOBbIE BEPCUU
KaK CBOUX cOOCTBEHHBIX (popTenuaHHbIXx counHeHUU («I[laBaHa mouuBIIEN
nHpanTe», «['pooHuna Kymnepena», «Anbpbopama» U Ap.), TaK X1 KOMIIO3HUITHI
npyrux aBTopoB (/lebroccu, IIlabpue, Mycoprckuii). B kauecTBe OCHOBHOTO
METO/Ia WCCJIEIOBAaHUs BBIOMPAETCSA KOMIIAPATUBHBIN, IOCKOJIBKY B CTaThe
CPaBHUBAIOTCSA Pa3HOTEMOPOBbIe KOMIIO3UIIMM, A TaKXKe pa3Hble aBTOPCKUE
MIOAXOABI K (POPTENHAHHOMY IIePEI0KEHHUIO.

Paboras ¢ doprenmaHHON TpaHCKpUNiye, PaBesib BBICTYHaeT Kak
BHUMATEJIbHBIN, YyTKUHN K HIOAHCAM ITAPTUTYPhI TPAHCKPUIITOP, A TAKXKe — KaK
yCEPAHBI yUYEHUK, MPOIYCTUBIIUN «uepe3 cebsg» U  OCBOUBIINU
OPUTMHAJIbHBIA 3BYKOBOU MaTepuaJl, OKa3aBIINU BIIOCJIE/ICTBUU BIUSHUE HA
ero cobctBeHHOe TBopuecTBO. Co3/1aBasi OPKECTPOBBIE BEPCUU CBOUX U UYKUX
(opTenuaHHbIX COUMHEHUU, KOMIIO3UTOP II0-HOBOMY peliaer
U UHTEPIIPETUPYET  OpUTHMHAJIbl.  PaBesleBCKUN  OpPKECTPOBOE  UYTheE,
TreHUAJIbHBIN TeMOPOBBIN CiIyX, (haKTypHAasi BHUMAaTEJIbHOCTh, YYBCTBO MePHI
1 Oe3ynpeuHbli BKYyC IIO3BOJIAIOT TOBOPDUTh O HEM KaK O MacTepe
apaHKUPOBKHU.
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Abstract. It is common practice for composers to make arrangements
and transcriptions of their own or other composers’ music. However, Maurice
Ravel stands out by his piano and orchestral transcriptions which constitute a
prominent part of his works and reveal certain creative purposes and
techniques. This shapes the subject of the article which, inter alia, also focuses
on terminology not typical for Russian musicology.

The study is novel as it examines Ravel’s transcriptions that have been
virtually out of research or performance scope in Russia, namely, Debussy’s
“Danse” and “Sarabande”, Chabrier’s “Menuet pompeux”, and others.

The paper describes Ravel’s transcriptions from three perspectives: time
of creation, the original author’s material developed by Ravel, and timbre
interpretation. The orchestral versions of his own piano compositions (“Pavana
of the Sleeping Infante,” “Tomb of Couperin”, “Alborada”, etc.), as well as
compositions by other authors (Debussy, Chabrier, Mussorgsky) form the
biggest part of Ravel’s heritage. The article compares compositions written in
different timbres as well as different approaches Ravel uses to make piano
arrangements, hence, the comparative method is central to the study.

Ravel’s piano transcriptions show him as an attentive arranger sensitive to
the subtleties of the score as well as a diligent student who has “digested” and
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mastered the original sound material, which, subsequently, influenced his own
work. Creating orchestral versions of his own and his colleagues’ works, the
composer remakes and interprets originals in a new way. Ravel’s orchestral
instinct, his brilliant timbre ear, attention to structural detail, sense of
proportion as well as his impeccable taste make him a genuine master of
arrangement.

Keywords: Ravel, transcription, orchestral and piano versions, Ravel’s
and other composers’ music
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