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RAVELS PIANO MUSIC - A NEW EDITION

Editorial Method and Sources

There is no denying the excitement of holding in one’s hand the
autograph manuscript of a musical masterpiece; and where the
autograph is itself a work of art, as many of Ravel's are, then aesthetic
considerations also come into play to compound the excitement.
But there is equally no denying that composers are, like all mortals,
fallible, and that however beautiful and exciting an autograph is,
it may nonetheless contain mistakes. The apparently laudable desire
to go back to what the composer originally wrote needs therefore
to be tempered with a certain amount of common sense.

With stage works, it is true, pressures of time, space, money and
personalities often lead to deformations which the composer does
not in any sense welcome but has to accept if the performance is to
goahead, and which may then find their way into the printed score.
But in the case of piano works, the pressures on the composer in
preparing an edition are much slighter, exerted for the most part by
the printer in his desire for conformity with house style, so that
changes introduced between manuscript and edition have a somewhat
greater chance of representing decisions freely taken by the composer.
Certainly, in the process of publication mistakes may be introduced
as well as rectified and, when musicality and common sense indicate
that this may have happened, the autograph can indeed sometimes
provide vital evidence. But in the course of conversations with a
number of composers of our own time, I am given overwhelmingly
to understand that they would actually be angry if future editors
ignored their carefully prepared printed scores and went back
automatically to their original autographs for a so-called true
reading.

In the case of Ravel’s piano music, such a critical view of autograph
evidence is more than ever justified, since the Music Department of
the Bibliotéque Nationale holds a bound volume containing Ravel’s
own printed copies, with autograph corrections, of the bulk of the
first editions of his solo piano music.! To judge from the contents,
the volume would appear to have been made up between 1911 and
1913. The works missing from this collection ate Sérénade grotesque,
Sites auriculaires, Ma Mére I'Oye, Prélude, A la mantére de. . ., Le tombean
de Couperin and Frontispice. Printed copies with autograph corrections
of Ma Mére 'Oye and A la manitre de. . . are held separately in the same
institution,? while Ravel’s own printed copy of Le rombean de Couperin,
with autograph fingerings and one autograph correction, is on display
in the Musée Ravel at Monfort I’Amaury. For Sérénade grotesque and
Sites auriculaires the autographs may be said to assume paramount
importance since these pieces were not published in the composer’s
lifetime. The autograph of Fromtispice is also significant because
Ravel's own printed copy has not been found. Unfortunately, for
Prdlude neither the autograph nor the composer’s printed copy is extant.

No proofs are known to survive of the first editions of any of
Ravel’s piano works, apart from a set of first proofs of Le tombeau de
Couperin in the Durand archives, marked up by the Durand editor
with a request for second proofs (I am grateful to Roy Howat for
providing me with a copy of this material). This set contains no
autograph markings. All the editorial annotations found their way
into the first edition except for the form of some of the multiple
appoggiaturas in ‘Prélude’ and ‘Forlane’, over which Ravel would
seem to have changed his mind.

Primary Sources

Where Ravel’s own corrected edition is available, I have taken it
as my main primary soutce; disctepancies between this corrected
edition (CE), the first printed edition (E) and the autograph (A)
are duly noted. A further primary source is the set of printed editions

belonging to Vlado Perlemuter, who studied almost all Ravel’s piano
works with the composer in 1927 (PerCE). These copies carry some
valuable additions and corrections in Ravel's own hand, mainly for
Gaspard de la nuit. They also carry additions and corrections dictated
by Ravel, but in Perlemuter’s hand; these have not been treated as
primary evidence. The copies belonging to Robert Casadesus are
now in the possession of his widow, but Mme Casadesus has been
kind enough to assure me that they contain no markings in the
composer’s hand. Likewise, Jacques Février’s niece and pupil Mme
Aboulker-Rosenfeld has assured me that her uncle’s copies contain
no markings beyond his fingerings.

Secondary Sources

The secondary sources fall into four groups:

(a) Printed copies with corrections by Lucien Garban (GarCE).
Garban worked for the Durand publishing house and was a close
friend of the composer. The exact status of these corrections is
impossible to determine but, given the links between the two men,
it is feasible that at least some of the changes were dictated by Ravel.
These copies are now in the library of Bakersfield College, California.
Garban also made piano duet transcriptions of Valses nobles et
sentimentales and Le tombean de Couperin (Gar'T). These are published
by Durand.

(b) Ravel’s own orchestrations of 2 number of his piano pieces
(RO). In chronological order of original composition (dates of
orchestration in brackets), these are: Menuet antique (1929),
‘Habanera’ from Sites auriculaives (1908), Pavane pour une Infante
défunte (1910), ‘Une barque sur 'océan’ and ‘Alborada del gracioso’
from Miroirs (1906 and 1923), Ma Mére I'Oye (1911), Vialses nobles et
sentimentales (1912), ‘Prélude’, ‘Forlane’, ‘Menuet’ and ‘Rigaudon’
from Le tombeau de Couperin (1919).

(c) Recordings

(i) Piano rolls made by Ravel (RR) in 1913 for Welte-Mignon
(Sonatine, movements I and I1, C2887; Valses nobles et sentimentales,
C2888), and in 1922 for Duo-Art (Pavane pour une Infante défunte,
084; ‘Oiseaux tristes’ from Miroirs, 082). It was claimed that at
this second session Ravel also recorded ‘Le gibet’ from Gaspard
de la nuit and the “Toccata’ from Le tombeau de Couperin, but these
were in fact recorded by Robert Casadesus. It remains uncertain
which of the two recorded ‘La vallée des cloches’ from Miroirs in
1929 for Duo-Art (72750), though I am almost certain it was
Ravel. All these recordings have been transferred a number of
times to LP, but unfortunately the piano roll equipment has not
always been properly regulated.

(i) Recordings made on disc by three pianists, all of whom
had the benefit of the composer’s detailed advice: Robert
Casadesus (1955, CBS 13062-4?); Jacques Février (1972, ADES
7041-4); Vlado Perlemuter (1961, VOX VBX 410 1-3%, 1977,
NIMBUS 2101-3, reissued CD NI 5005, 5011) (CasR, FévR,
PerRI and PerRII). Marcelle Meyer, although known to Ravel
(together they gave the private two-piano performance of La valse
which failed to impress Diaghilev), never studied his piano music
with him, as her daughter, Marie Bertin, was good enough to
inform me. I have therefore taken no account of Mme Meyer's
Ravel recordings reissued by EMI on the Référence label.

(d) Souvenirs of Ravel as a coach of his piano music

(i) from Vlado Perlemuter in his interviews with Héléne
Jourdan-Morhange, published as Ravel d’aprés Ravel (Lausanne,
1953)and in an English translation by F. Tanner as Rave/ according
to Ravel (New York/London, 1988; 2/1991) (PerS(HJM)).
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(i1) from Vlado Perlemuter in conversation with the Editor of
the present edition (PerS(conv)).

(ii1) from Henriette Faure in Mon maitre Maurice Ravel (Paris,
1978) (Fau$). Mlle Faure, the sister of the politician Edgar Faure,
was coached by Ravel for her recital of his music — in all
probability the first ever all-Ravel piano recital — which she gave
at the Thédtre des Champs-Elysées on 12 January 1923 (not 18
January, as she states in her book), when she was eighteen. Other
souvenirs are fully identified in sitx.

The secondary sources are considered when they shed further
light on an established text, or when problems in the text are not
fully elucidated by the primary sources.
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A: autograph
E: first edition
CE: Ravel’s corrected copy of the first edition

PerCE: Perlemuter’s printed copy with Ravel’s additions and
corrections

GarCE: printed copies with Garban’s additions and corrections
GarT: Garban’s piano duet transcriptions

RO: Ravel’s orchestral transcriptions

RR: Ravel’s recordings on piano roll

CasR: recordings by Casadesus

FévR: recordings by Février

PerRI and PerRII: recordings by Petlemuter’

PerS(HJM): souvenirs from Perlemuter in Ravel d'aprés Ravel, in
conversation with Héléne Jourdan-Morhange®

PerS(conv): souvenirs from Perlemuter in conversation with the
present Editor

Faus$: souvenirs from Faure in Mon maitre Maurice Ravel

! Vma. 2967

* Vma. 3157(7) and Fol. Vm12. 2701(2)A respectively
* Reissued SONY MH2K 63316

*Reissued VOX CDX2 5507

> The designation PerR without 2 number indicates that Perlemuter’s two recordings
coincide over the point in question

“ Dual page numbers refer to the French and English editions respectively

JEUX D’EAU

Preface

In his earliest recorded letter of 20 August 1898, Ravel described
himself to the musical hostess Mme de Saint-Marceaux as “le petit
symbolard”.! He was always anxious to keep up with current trends,
and in this respect it is no surprise to find that the epigraph on
Jeux d'ean, from Henri de Régnier’s poem ‘Féte d'eau’ in the
collection La cité des eanx, was written by Ravel at the head of the
first music page of the earlier of his two autographs, (Al) dated 11
November 1901, before that collection was published in the
following year. Presumably Ravel took the epigraph from de
Régnier’s manuscript and it is at least possible that de Régnier’s
signed inscription of the same, on the title page of A1, also dates
from 1901. La cité des eaux was inspired by the fountains in the
gardens of Versailles, and it may be of interest to note that the
“Dieu” of the quotation (“Dieu fluvial riant de l'eau qui le
chatouille...”) is used in the sense of godhead or divinity, referring
not to a god but to a goddess, Latona, sitting naked on the back of
a tortoise.

But along with this interest in contemporary culture went a
deep devotion to the past. Among the 19th-century composers
Ravel admired was Liszt. In a letter to Florent Schmitt of 8 April

1901, he referred to the Faust Symphony, “in which are presented
the most striking themes from The Ring (but composed before it
and, what’s more, so much better orchestrated)”,? and there can be
little doubt that in writing Jexx d’ean, Ravel had in mind Liszt's Ax
bord d'une source and Jeux d'ean @ la Villa d’Este.

The piece is dedicated “to my dear teacher, Gabriel Fauré” and
we know from Ravel's fellow pupil Georges Enesco that Fauré greatly
admired it. Over thirty years later, Enesco remembered how Fauré,
arriving late for his class, “would emerge from his reverie...and say
in his muted voice, rolling his ‘r's: ‘Ravel, play us your Jeux d'ean.’
Ravel would go to the piano to play this favourite piece. As the last
note fell like a star, the aged master did not hold back in expressing
to the young composer his enthusiasm. There was a pause. Fauré
would look at his watch, then do nothing more. The lesson was
over...Those were days when we used to make some progress.™

Despite Fauré’s admiration, it seems that initially Ravel had no
great opinion of the piece. The publisher Demets recalled that “after
I had had to snatch the manuscript away from him to have it
engraved, he dissuaded me from taking out a copyright on it. The
result is thart there exist some twenty pirated versions of the French



edition in the USA.™ The first public performance, given by
Ricardo Vifies on 5 April 1902, can have done little to change
Ravel’s opinion, since in general the critics found the work
cacophonous and too complicated.

But over the course of the next five years Ravel came to take a
different view. When the critic Pierre Lalo, reviewing Ravel’s Miroirs
in Le Temps on 30 January 1906, claimed that “today one hardly
hears any pieces which do not contain the arabesques, passage work
and arpeggios discovered by M. Debussy”,’ Ravel replied: “Jeux
d'eau was published at the beginning of 1902, when nothing of
Debussy's was in print except the three pieces called Pour le piano. 1
need hardly say to you that it is a work for which I have a fervent
admiration, but from a purely pianistic point of view it said nothing
really new.”® There are echoes of this defence over twenty years
later in 1928, in the so-called ‘autobiographical sketch’ he dictated
to his friend Roland-Manuel, in which he says: “Jeux d’ean. . .is the
origin of all the pianistic discoveries that have been noticed in my
output. This piece, inspired by the noise of water and by the musical
sounds made by fountains, watetfalls and streams, is based on two
themes like the first movement of a sonata, but without conforming
to the classical tonal plan.”

As to the style of performance the composer wanted, testimonies
conflict on a number of points. Yvonne Lefébure, who played the
piece to Ravel when she was a very young student in Cortot’s piano
class at the Conservatoire, remembered that she “began with a
somewhat non-legato touch, even though the music asks for legato,
in order to achieve crystalline sonorities. Maurice Ravel exclaimed
‘That’s it’.”® On the other hand, Vlado Perlemuter says that “Ravel
asked me to make this opening supple and legato.” Petlemuter
suggests that the way to achieve the right sonority is to keep the
hands light but the fingers close to the keys'® (Ravel himself played
with the hands flat, and sitting very low at the keyboard). According
to Ricardo Viiies, as recalled by Héléne Jourdan-Morhange, “Ravel
asked for the sustaining pedal to be used for the high passages so as
to produce, not so much clear notes, as the fluid impression of
vibrations in the air.”!!

Perhaps the most evocative testimony of all comes from
Henriette Faure. “After I had played this piece, Ravel said only one
thing: "Your fountains are sad ones. Anyone would think you hadn’t
read the epigraph by Henri de Régnier.’ So I began again, this
time at a livelier speed and, in the Ravelian manner, hurrying the
hemidemisemiquavers leading up to some of the themes, giving a
lictle air to the curves of the melodic lines and the gaps between
them, lifting my hand abruptly to give a cleaner ending to tied
notes and, above all, thinking bappy thoughts, so as to turn what I
had previously thought was a meditation into a sparkling
divertissement. Ravel said: “That’s more like it, but you could even
so be a little dreamier at the end...as long as...’, and I cheekily
finished his sentence with ‘you don’t slow down’.”'? Two points in
this description are amplified by Petlemuter: the little groups of
notes marked rapide (bars 18, 37, 77) should not be absorbed into
the pulse but should interrupt it slightly;'"? and in the final bars
the right-hand arpeggios should be “hazy, so as to let the left hand
sing.”'¥ As for the final chord, “Ravel wanted the music to be halted
by nuance: a kind of question mark...""

The matter of tempo, if not as difficult as in Pavane pour une
Infante défunse, is still mildly problematic. Perlemuter says Ravel
“wanted the opening not too fast, without being heavy.”'¢ Both
PerR and FévR take it ac around )=138. CasR, on the other hand,
begins above ) = 160. In a letter to Casadesus of 18 June 1924 the
composer wrote “.. Jeux d’'ean (among other things) has never been
so well played.”"” All in all, the printed speed ) =144 seems a
reasonable compromise.

Editorial Practice

Square brackets have been applied to the majority of editorial
additions: accidentals, rests, dynamics, articulation, simz/e and pedal
markings, and main droite/main gauche indications. Precautionary
accidentals in round brackets from the first edition (E), have, where
considered helpful, been retained. The fingerings are all taken from
Ravel’s own corrected copy of E (CE).

The pedalling indications are those of E. Al (see Critical
Commentary) contains four such indications, of which two agree
with those in E. The two disagreements are noted in the Critical
Commentary. A2 (see Critical Commentary) contains only one
pedalling indication, at the end of bar 81, which agrees with that
in E. Both “2 Ped.” and “1 Cotde” are used to indicate the soft
pedal in E; the present edition uses only “1 Corde”.

Phrase marks and slurs have been added or amended so as to
conform with parallel passages. These changes are not distinguished
in the music text or detailed in the Critical Commentary. All
irrational rthythmic groupings are here indicated as such.

Roger Nichols
1993

' M. Ravel: Lettres, écrits, entretiens, ed. A. Orenstein, (Paris, 1989; Eng.
trans. A. Orenstein, New York, 1990), 61

? ibid. 65
* Interview with René Kerdyk, Gringuire, (22 July 1932)

4 Roland-Manuel: A /z gloire de Ravel, (Paris, 1938; Eng. trans., C. Jolly,
London, 1947, R/1972), 31

S see (1), 500

¢ ibid. 83

? La Revne Musicale, (Dec 1938), 20
* Interviewed in October 1974, see (1), 444
Y PerS(HJM) 11/5

% 4hid. 11/5

" ibid. 12/6-7

! Fau$ 95

Y PerSHJM) 11/5

Y thid. 1317

' ihid. 1317

1 ibid. 1115

7 see (1), 228

X



H =x

NBURNBERE—— T 2HFOVURE

%%E;ﬁ*u%*ﬂ%ﬁ ....................................... iV
@%%*ﬂ%%i’% ............................................. A%

K2 IE K

'@]—% ............................................................ Vv

gﬁ % }fﬁ ......................................................... Vi

EHH iiat ............................................................ 1

]\,Qz /E ............................................................ 14
CONTENTS

Ravel’s Piano Music - A New Edition

Editorial Method and Sources.............coovvuvivviirciiveeeennnn.. Vil
Table of Source abbreviations .............cocevveveviveeeeeeeeeenn.. Vil
Jeux d’eau
Preface ........... e Viii
Editorial PractiCe.....coovvverieiiiiiiiiiiiiiiceieeeeeeeee e ix
First music Page .........ccccouieriiiniecniiecie e e 1

Critical COmMmEeNtary.........cccccvevvieniereerieeeireeeeeeeiee e 14



IKZIEXK
R EEO I A RR AR
Jeux d’eau

a mon Cher Maitre Gabriel Fauré

IRGEY
VIR VNG $7 )

Dieu fluvial riant de l'eau

qui le chatouille. . .

Henri de Régnier (La cité des eaux)

OD=144

iR AN
Maurice Ravel
(1875-1937)

Trés doux PR
"
2 £
£ e £
e
T i
ettt ittt ettt 7
3 -
,/F - % A g-l o Y
o = = E = ‘ o

—— ,|:_,#,JIP__
T o = LT

|14

7 , £ 2 r:!55 = 1;4 F*—E-E =
op —
% 11 % 1{ # E: — ; =

<

Edition Peters No. 7373
© Copyright 1994 by Hinrichsen Edition, Peters Edition Ltd., London



Y
rapide

,
s < .
Fal

e

[ & &
~—————
V
)1
1 Corde

I~

p_d

\i
-

e 8 e g
=Fisz
|—= | =
—
-
f

T=re=s
—
oL
-/
Y ] .

oy i
T el ”mm -
.m J -7 '
o ey | 1A ’
1« dl¢ & =~
2 TP S




LA

3 Cordes

23

‘J‘:FH#‘:

i

I Corde

8

B

hh‘?

.....

3 Cordes



27

- lel

4
han

i

-

P F

28

-4l

A tempo

29

Y

gs £

s

£ 2 3 Fg
===

£ B gs Eg

1 Corde

Tk

s
==

3 Cordes

—&t—
id

33




P et ]
5y S BeNbge T ==
.) it aeg e
6 [(m.g]
‘ x
& xg—7 ———% o =
) #_:. [+ St — = }
t ; : —; v
>
36 . _ \Em __________________________________
L—h-..jf ] o — = f I i ®»
| L—
6 —
“ﬁ] ~ ") - ﬁr’\b | Thel I.I.L 2
= = ]
g,
g PN
\\.‘), 1] 1

NT

v__

(]
=
q

38 hd | — [

o
E-S

B\,
|
]

Nt
3
.
1
i

39 he g =N T~ | (2]

1L

ef]
)




