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PREFACE

LA MUSIQUE

« Ravel, jouez-nous vos Jeux deau ! »' C'est ainsi que
Gabriel Fauré accueillait son éléve dans sa classe de
composition au Conservatoire. Achevé le 11 novembre
1901, comme l'indique son premier manuscrit, le mor-
ceau sera dédié au Maitre. Ravel vient d’obtenir un
« Deuxiéme second Grand Prix » a sa deuxiéme
tentative au Prix de Rome ; c’est aussi le début des
« Apaches ». Ce groupe de jeunes artistes entichés
d’art chinois, de Rameau et Debussy, de Verlaine et
Mallarmeé, se réunit chez le peintre Paul Sordes. Outre
Ravel, se trouvent les compositeurs Paul Ladmirault et

Florent Schmitt, le chef Désiré—]élail.lnghe
pianiste Ricardo Vifies, le jval istA K1Y sor
: W Un f

re audition

eu-

s un feu inconnu, [...] tout
nesses quidaiappa it
seront (leés pal’ Rigcd
e Pleyel t

¢ selon Ravel « du bruit de
caux que font entendre les jets
€t les ruisseaux ».* Lépigraphe placé
uvial riant de I'eau qui le chatouille... »,
provient du poéme Féte d’eau d’Henri de Régnier (La
Cité des eaux, 1902), qui évoque la sculpture du Bas-
sin de Latone, 'une des fontaines du chateau de Ver-
sailles, commandée par Louis XIV aux fréres Marsy.
Jeux d'eau en est-il une illustration ? On ignore si le
poeme de Régnier inspira Ravel, ou si celui-ci lui em-
prunta un vers apres-coup. C'est en tout cas l'écrivain

1 Georges Enesco cité par René Kerdyck, « Maurice Ravel », Grin-
goire, 22 juillet 1932, repris par Jean-Michel Nectoux, Gabriel Fauré.
Les voix du clair-obscur, Paris, 2008, p. 344—345.

2 Léon-Paul Fargue, « Autour de Ravel », Ravel par quelques-uns
de ses familiers, Paris, 1939, p. 155-156.

3 Maurice Ravel, « Esquisse autobiographique » mise en forme
par Roland-Manuel en 1928, Revue musicale, décembre 1938, reprise
dans Maurice Ravel, Lintégrale. Correspondance (1895-1937), écrits et
entretiens, éd. Manuel Cornejo, Paris, 2018, p. 1439.

II

lui-méme qui inscrivit 'épigraphe sur le manuscrit A1,
avant la parution de son recueil.

Ravel affirma que les Jeux deau étaient « a l'origine
de toutes les nouveautés pianistiques qu'on a voulu
remarquer dans [son] ceuvre »* Héritant de la tra-
dition lisztienne (on pense a Au bord d'une source, et
surtout aux Jeux d'eau a la Villa d’Este), le morceau ré-
actualise la virtuosité romantique, g ouvre un nouvel

horizon pianisgiqugg: text irjkes, espace sonore
tres large ou res t s Wiaccompagnement
inédites, at d la matiére méme...
(re "1 st sageable, si le piano en dis-
sqide n
teSgcr

ote sol#? aux mes. 49, 55 et 59, voir
itiques). Aipsi, lorsqugaaianvier 1906, le cri-

incipal défaut de
Debus
on!
u

avec M. Claude
nt paru au commence

acon dun premier temps de sonate, sans
‘assujettir au plan tonal classique. »” En ef-
fet, le premier theme, autour de mi majeur (mes. 1),
prend la forme d'un ostinato d’arpeges, égrenant des
harmonies de septieme ou altérées. Le second theme
(mes. 19), pentatonique, est centré sur do#. Il apparait
sous une nouvelle forme (mes. 29), puis est développé.
Un élément complémentaire (mes. 38) culmine sur un
trémolo, suivi d'un glissando, qui laisse place (mes. 51)
a une nouvelle métamorphose du second théme. A la
réexposition (mes. 62), le premier theme conduit a une
spectaculaire cadence. Celle-ci débouche sur le second
theme, d’abord dans sa seconde forme (mes. 73), puis
sous sa forme initiale (mes. 78), toujours centré sur do#,
mais se refermant dans une résonance de mi majeur.

4 Ibid., p. 1438.

5 Pierre Lalo, « A la Société nationale [...] » Le Temps, 30 janvier
1906, critique citée dans Maurice Ravel, Lettres, écrits, entretiens, éd.
Arbie Orenstein, Paris, 1989, p. 499.

6 Lettre de Ravel a Lalo du 5 février 1906, dans Ravel, Correspon-
dance (voir note 3), p. 127. Ravel enfoncera le clou dans sa confé-
rence sur la musique contemporaine d’avril 1928 a Houston (voir
ibid., p. 1435).

7 Ravel, « Esquisse autobiographique » (voir note 3), p. 1439.



Avec son écriture miroitante, son harmonie aux raf-
finements extrémes et son imaginaire sonore inédit,
la piece apparut inutilement compliquée aux oreilles
traditionnelles de I'’époque. Il est possible aussi quelle
ait pati, lors de sa premiere, de la proximité de la
Pavane pour une infante défunte. Le critique du Guide
musical ayant apprécié le « délicat sentiment de mo-
dernisme » de la « tres captivante » Pavane, ajoutait
ainsi : « On a moins aimé les Jeux d’eau du méme com-
positeur, beaucoup trop maniérés et cherchés, du De-
bussy exagéré. »® Le Courrier musical ramena la piece
a une distraction pour snobs, imaginant un membre
du public s'adresser a un autre : « Je suis sfir que vous
étes fou des Jeux d'eau de Maurice Ravel, vous devez
en aimer les frolements, les debussysmes [...] »° Lac-
cusation en debussysme des Jeux d'eau — qui précede
donc les propos de Lalo en 1906 — révele surtout leur
nouveauté sonore. Cela n'empéchera pas Ie‘n.ceau
de s'imposer rapidement au répertoiregail'on

ju, Es (villr fac-
motifs d

de l'ceuvre,

7 1l sagit d'un"ma-
Bs corrections et des
€ pas de nuances, d'indi-
cations dé de pédale, ni de phrasés. A2
est la copie de A1, plus précise mais encore incom-
plete (peu de nuances, une partie des phrasés seule-
ment et presque aucune indication de pédale) ; quel-
ques mesures y sont biffées. A3, manuscrit destiné
au graveur de la premiere édition (El), est la copie
au propre de A2. Il est plus précis et complet que ce
dernier en tous points (nuances, phrasés, indications
de pédale), malgré des biffures et un certain manque
de soin (inexactitudes rythmiques aux mes. 5 et 35,
altérations non reportées aux mes. 33, 35, 37, 48, 60 par
exemple, ou A2 s‘avere plus fiable). E1, publiée chez

8 Anonyme, Le Guide musical, 13 avril 1902, p. 349.
9 Xavier-Marcel Boulestin, « Société Nationale de Musique », Le
Courrier musical, 1° mai 1902, p. 137.

Eugene Demets début 1902,' contient nombre d’inco-
hérences et d’'imprécisions (outre la coquille du titre
Jeux d’eaux [sic] sur le premier tirage, des informations
présentes dans A3 ne sont pas reportées dans E1 aux
mes. 5, 20, 22, 31, 34, 41, 51 et 57, et certaines erreurs
apparaissent, toujours dans E1, aux mes. 18, 28, 35,
38-39, 52, 66, 68, 70, 76 et 81 ; voir Notes critiques). Un
tirage ultérieur de E1, que nous nommons E1., date de
1912 environ (voir Sources) ; n'y sont cependant cor-
rigées que quelques erreurs. Ravel a possédé I'un de
ses exemplaires, El.r,, sur lequel il a inscrit quelques

doigtés et effectué de rares corrections (VOit*es cri-

tirages

tiques). Il est probable qu'yg oygblusie t
de l'ceuvre ont été publiés? ic — O@An’ima-
gine pas que la coggs tith@ Je g ait per-
duré si longt a 1P

e

5 es Jeux d’eau, ESchirm,

n é
ew York, chez Schir (doutant
dépo-
‘acdé d'une
- eur dont nous
&
j icati ¢

uction en italien des in§kca . i
ne considérons 5
S s\is part a son élaboration),

principales variantes dans les

n¥1923, Eschig acquiert le catalogue Demets. Pour
contrer la concurrence de Schirmer, 'éditeur fait re-
paraitre les Jeux d'eau, apparemment vers 1927 (voir
Sources), et protege le morceau a l'international. Sur
la couverture de cette édition, que nous nommons E2,
figure un fac-similé de l'écriture de Ravel affirmant :
« Seule édition francaise corrigée par l'auteur et con-
forme au manuscrit original ». En réalité, E2 n’est
qu'une réimpression de El. corrigée a la marge, et ne
tenant compte ni des corrections effectuées par Ravel
dans son exemplaire El.r. (aux mes. 52, 54, 69 et 81),
ni des changements proposés dans ESchirm (ainsi,
E2 ne reprend pas les corrections apportées a El. par
ESchirm aux mes. 20b, 28t, 34 t, 41 t —# devant le sol* —
et 52t). Cela laisse penser que ni Ravel ni la maison
Eschig n'ont étudié 1'édition Schirmer, et plus généra-
lement que le compositeur n’a pas suivi tres attentive-
10 Lettre de Ravel a Lalo du 5 février 1906, dans Ravel, Correspon-
dance (voir note 3), p. 127.

11 Propos d’Eugéne Demets rapporté dans Roland-Manuel, A Ia
gloire de Ravel, Paris, 1938, p. 48.

1



Hierbei handelt es sich um eine Leseprobe.
Daher sind nicht alle Seiten sichtbar.

Die komplette Ausgabe erhalten Sie bei Ihrem lokalen
Musikalien- bzw. Buchhandler oder in unserem Webshop.

This is a sample copy.
Therefore not all pages are visible.

The complete edition can be purchased from your local
music or book retailer or in our webshop.



voire staccato — avec la pédale. La couleur se trouvera
changée, surprenante. N'oublions pas que les instru-
ments de I'’époque de Ravel permettaient de faire res-
sortir clairement chaque note dans une longue pédale.
Ceux d’aujourd’hui nous demandent plus de pronon-
ciation, de sons perlés. Cependant, les pédales longues
sont possibles par moments, tant quelles suivent et
accompagnent I’harmonie.

Le début se joue paisible, sans lourdeur. La main
droite legato, ou donnant I'impression d'un legato. Tra-
vailler par accords plaqués. Mes. 6, ne pas précipiter
les quadruples-croches du dernier temps, ni craindre
d’allonger légerement la mesure, tout est question
d’équilibre. Mes. 18, le trait du dernier temps doit

I comme le dit

« s'égrener entre les deux mesures »,
Perlemuter. Mes. 19, nouvelle couleur, argentée. Ne pas
vouloir faire ressortir le theme de la main gauche, le
laisser se découvrir naturellement en effa(;arsl.nain

droite. Mes. 27, sans précipitation. Jouggla m: €

les suivantes paisiblement, pour a e
progressive jusqu’a I'apothéose de la § L
a laigu doit regsortir, sans oublier Pses de la

ses et rien dautre.
: auditeur doit se perdre,
oublier Ie Vles. 76, prononcer le si$ du
dernier temps sans le faire remarquer. Par un tour de
magie, il doit se découvrir sur le premier temps de
la mesure suivante. S’il est articulé exagérément, il
s’entendra trop tot, s'il n’a pas assez de consistance, il
ne tiendra pas sur la longueur. Le trait de la mes. 77
au tempo, comme si rien ne s’était passé. Mes. 8o le

theme central Un peu marqué, mais pas trop. Calme,

1 Vlado Perlemuter et Hélene Jourdan-Morhange, Ravel daprés
Ravel, Lausanne, 1953, repris dans V. Perlemuter, Ravel d'aprés Ravel
suivi de Rencontres [de Jean Roy] avec Vlado Perlemuter, Aix-en-Pro-
vence, 1989, p. 15.

joueur, comme une comptine. Mes. 84, surtout ne pas
ralentir : un trait clair, simple, fluide, menant au léger
dernier accord de la piece, en timbrant le ré$ aigu.
« Sa non-résolution prolonge le réve au-dela des der-
nieres notes »? dit Marguerite Long.

Jai ajouté mes propositions de doigtés a celles de
Ravel. Chacun peut, doit, trouver ses propres doig-
tés. Le confort de jeu differe suivant les interpretes,
la taille et la souplesse des mains. Dans certains pas-
sages, I'écart des doigts change en une fraction de se-
d'un accord arpégé a un autre, la position oigts

conde, entre arpéges et gammes (mes. 6 par ex.) Aussi,
Itérant

intermédiaires peut se modifi@r lége n

la mécanique naturelle r ex.).
es s naturel.
sation intérieure

1
Linterprete doit tro e\ Nl
Eviter les T Wne
stabl inWlrpr SQakigh sentimentale, tout surplus,
iSElt elWAccelerando, rgllentando ; dasconseille
e

r au voeu du compos fectuer

uccincts rubatos, 1ac i esigmt mo-

nt de l'eau, riviéres

es, reflets du soleil. Press t
céan, ou I'infiniment pgti ie Ig
er, Jeux@leau ine u

I avol

laijgpas ol Jeux deau

Possibilités alternatives de répartition

des notes aux deux mains
Pour faciliter I'interprétation des Jeux d'eau, il est pos-
sible de répartir certaines notes différemment de ce
que suggere implicitement la partition :

17 Utiliser le pouce pour les notes de la m.g.

22 2° temps : prendre le mi® a la m.d.

54 1% et 2° temps : prendre la 1™ et la 9° note (sol#’/
sol$*) dans l'accord de la m.g.

Alexandre Tharaud

2 Marguerite Long, Au piano avec Maurice Ravel, éd. Pierre Lau-
monier, Paris, 1971, p. 124.



PREFACE

THE MUSIC

“Ravel, play for us your Jeux d’eau!”"' Thus did Gabriel
Fauré welcome his pupil to his composition class at the
Conservatoire. Completed on November 11, 1901, as
indicated on the initial manuscript, this work would
be dedicated to his famous teacher. Ravel had just
won the “second Second Grand Prize” on his second
attempt at the Prix de Rome. This also marked the
beginning of “Les Apaches,” that group of young art-
ists, all of them passionate about Chinese art, about
Rameau and Debussy, about Verlaine and Mallarmé,
who regularly came together in the studio of the

Ricardo Vifies, and the inigsor and

painter Paul Sordes. Along with R‘VQ one wau
the composers Paul Ladmjzaalt a rogll S 1tt,
the conductor Désiré-E he , pr

i

“One evening, Mau-

e first time [...] his P,

eyel, in Paris, where in fact it

at mixed reception.

0 Ravel, the piece was inspired “by the
splashing of water and by the musical sounds of foun-
tains, cascades, and rivulets.”® The epigraph at the
head of the score, “Dieu fluvial riant de l'eau qui le
chatouille” (“The River God laughing at the waters
that tickle him”) comes from Henri de Régnier’s poem
Féte d’eau (from La Cité des eaux, 1902), which evokes
the sculpture in the Latona Fountain in the gardens

1 Georges Enesco, cited by René Kerdyck: “Maurice Ravel,” Grin-
goire, July 22, 1932, reprinted by Jean-Michel Nectoux: Gabriel Fauré.
Les voix du clair-obscur (Paris, 2008), pp. 344—345.

2 Léon-Paul Fargue: “Autour de Ravel,” Ravel par quelques-uns de
ses familiers (Paris, 1939), pp. 155-156.

3 Maurice Ravel: “Esquisse autobiographique,” edited by Roland-
Manuel in 1928, published in the Revue musicale of December 1938,
reprinted in Maurice Ravel: Lintégrale. Correspondance (1895-1937),
écrits et entretiens, ed. Manuel Cornejo (Paris, 2018), p. 1439.

VI

at Versailles that was commissioned from the Marsy
brothers by Louis XIV. Is Ravel’s Jeux d’eau an illustra-
tion? We do not know if the composer was inspired
by Régnier’s poem or if he rather came upon it after
writing the music. It is in any case Régnier himself
who set down the epigraph on the manuscript, Al,
prior to the publication of his poem.

Ravel stated that Jeux d’eau wag dhe wellspring of
all the pianistigno
[his] work.”* T

Ities vers had found in
i ti@ procedures (one
thinks of W e 9 d especially of Jeux
d'e I te)y piece revivifies romantic
it sit
t §tures, broad

pens new pianistic horizons: irides-
and comp ound spaces, novel
accompaniment figWke
comes itself t s}

entation that be-
it is pogsi so equipped, to play th
" S P 5, and 59; see the Spegd
s, when in January 1906 i

cYRL. (gt it be noted that
ious resq@ablan M.
in question @l u wigk i
nisti ivhgge inveg
u 1, Jeux d'eau aPpeared at the begin-
i\ o

, by which time Debussy had published
nly thc@hree pieces Pour le piano, works [...] which,
from a purely pianistic point of view, offer nothing
really new.® Ravel further explained that Jeux d'eau were

based “upon two primary motives in the manner of
the first movement of a sonata, without, however, sub-
mitting to the classical tonal plan of that form.”” In-
deed, the first theme, centering upon E major in the
first measure, becomes an arpeggiated ostinato, dis-
playing seventh-chords and altered harmonies. The
pentatonic second theme (m. 19) centers upon C-sharp.
It appears in a different form in m. 29 and is then
further developed. A complementary element (m. 38)
culminates with a tremolo followed by a glissando
that gives way to a new version of the second theme

4 Ibid., p. 1438.

5 Pierre Lalo: “A la Société nationale [...],” Le Temps, January 3o,
1906, review cited in Maurice Ravel: Lettres, écrits, entretiens, ed.
Arbie Orenstein (Paris, 1989), p. 499.

6 Letter from Ravel to Lalo dated February 5, 1906, in Ravel: Cor-
respondance (see note 3), p. 127. Ravel would emphasize this point
in the lecture on contemporary music that he gave in Houston in
April 1928 (see ibid., p. 1435).

7 Ravel: “Esquisse autobiographique” (see note 3), p. 1439.



(m. 51). At the recapitulation (m. 62), the first theme
comes to a spectacular cadenza, which leads to the sec-
ond theme, first in its second form (m. 73), then in its
original form (m. 78), always centering upon C-sharp,
but eventually coming to rest in E major.

With its sparkling textures, its extraordinarily re-
fined harmonies, and its unprecedented sonic imagi-
nation, the piece appeared unnecessarily complicated
to the traditional ears of the epoch. It is also possible
that it suffered, at the time of its premiere, from its
proximity to the Pavane pour une infante défunte. The
critic for the Guide musical, for example, who had par-
ticularly admired the “delicate sensations of modern-
ism” in the “highly captivating” Pavane, added that
he had “less liked the same composer’s Jeux d'eau, far
too mannered and artificial — like Debussy, but ex-
aggerated.”® The Courrier musical assaulted the piece
as merely a distraction for snobs. He ima@‘ one
member of the audience saying to apgiler: " lgaace
tain that you just love Ravel’s Jeux d @
ably love its dalliances and Debussys?
cusation of Deb

T

contradictory),
leal inter a-
b Ravel, @ evo-

SOURCES

On the undated sketch of Jeux d’eau, Es (see the facsimi-
le, p. 14), Ravel tried various ways of setting down the
main motives of the work. The first complete manu-
script, Al, is dated November 11, 1901: this is a work-
ing manuscript that includes corrections and crossed-
out measures, but almost no indications of dynamics,
pedaling, or phrasing. A2 is a copy of Al; it is more
precise but it is still not complete, carrying few indica-
tions of dynamics and phrasing and almost no pedal
markings; a few measures are crossed out. A3, the
manuscript sent to the printer of the first edition (E1),

8 Anonymous: Le Guide musical, April 13, 1902, p. 349.
9 Xavier-Marcel Boulestin: “Société Nationale de Musique,” Le
Courrier musical, May 1, 1902, p. 137.

is a fair copy of A2: it is more precise and in all ways
more complete than A2 (dynamics, phrasing, pedal-
ing), although it still marked by crossings-out, by un-
tidiness, by rhythmic inexactitudes (in mm. 5 and 35),
and by accidentals not carried over (in mm. 33, 35, 37,
48, and 60, where A2 is in fact more reliable). E1, pub-
lished by Eugene Demets at the beginning of 1902,
contains a number of errors and imprecisions (well
beyond the printer’s error — Jeux d'eaux [sic] — found
on the first impression: information present in A3 is
absent in E1 at mm. 5, 20, 22, 31, 34, 41, 51, and 57;
and mistakes appear in E1 at mm. 18, 28, 8-39,

52, 66, 68, 70, 76, and 81; gee dhie Spggigh c@ments).

A subsequent impression g ignate

E1l., was made in g UM 1 ( rces), but
t er

ected. In Ravel’s
1.r., we find a few er-

here only a fe S
own t i n,
cliectqll aNpl few fingering
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ents). One or more gl i ions of
ore were probably g3 1912

it Qition of Jeux d’eau, ESchir -
) ork, in 1907, from Schij L.
i the worfls \¢
uaded Eugene Demets Miati
copyright.! Th cqiiong

r&gion of which
Joseffy, a Hungarian pianist

ul we are un-
1

Here many errors are corrected
any details are clarified; furthermore, numer-
ous new pedal indications are added and perform-
ing directions are translated into Italian. Even though
we do not consider ESchirm a primary source, since
Ravel had no part in its publication, we nonetheless
include its principal variants in our Special comments.

In 1923, Max Eschig acquired the Demets catalogue
and, in or around 1927 (see Sources), in order to re-
duce the competition from Schirmer, proceeded to put
forth another edition of Jeux deau and to acquire for
it international copyright protection. On the cover of
the Eschig edition, which we designate E2, we find in
Ravel’s own hand (in facsimile) the admonition: “Sole
French edition corrected by the author and conform-
ing to the original manuscript.” In fact, E2 is nothing
more than a new and carelessly corrected impression
of E1., which takes into account neither the correc-

10 Letter from Ravel to Lalo dated February 5, 1906, in Ravel: Cor-
respondance (see note 3), p. 127.

11 Eugene Demets’s recollection is reported by Roland-Manuel:
Ala gloire de Ravel (Paris, 1938), p. 48.
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attention to the overall trajectory than to the cascades
of tiny notes; never forget the forward motion. In per-
formance, some pianists tend to conclude a measure,
to slow it down, or excessively to reduce its dynam-
ics, as for example in mm. 20-21, forgetting that the
phrase has yet to come to an end. In order better to
understand the structure, practice separately the har-
monic “footprints.” In this way you will more effica-
ciously establish your hand-positions and ensure legato
execution. Practice without the pedal in order better
to link one note to the next. In performance, the pedal
should be used sparingly. To create the effect of drops
of water, briefly play certain passages non legato, and
even staccato, but with pedal. The color should be sur-
prising, and different. Do not forget that the instru-
ments of Ravel’s day permitted individual notes clearly
to be heard during a long pedal. Today’s instruments
require of us pearl-like sonorities and gre%e"pro—
nunciation.” Nonetheless, lengthy pedals ar e
times possible, so long as they follo @- bupp. e
harmony.

The opening
lessly. il be, or give the impres-
sig g solid block chor

e in the upper register
must pred9 e low notes in the left hand
must be heard as well: here you have workout for the
fifth finger of both hands! Measure 48 is to be played
in one fell swoop; the tremolo under the fermata must
not weaken. Indeed, I prefer to lengthen it, holding
my breath and rendering as though it were a geyser
high in the sky that subsequently - via the rapid glis-
sando, with no lessening of intensity — falls brutally
back to earth. The color of m. 50 thus turns suddenly
from triple forte to piano. In m. 56, be sure to return
to piano. In order to avoid an ungainly ritardando in
m. 61, do not rush the preceding bars, or move ahead

1 Vlado Perlemuter and Hélene Jourdan-Morhange: Ravel d’aprés
Ravel (Lausanne, 1953); reprinted in V. Perlemuter: Ravel daprés
Ravel suivi de Rencontres [by Jean Roy] avec Viado Perlemuter (Aix-
en-Provence, 1989), p. 15.

with great discretion, so that the ritardando will oc-
cur more gracefully. The return of the opening theme
in m. 62 must be played with that same, opening tran-
quility. In mm. 68— 69 we should hear nothing other
than vaporous clouds. Here the listener ought to feel
lost — we are operating here at the frontiers of ato-
nality — and ought to forget individual harmonies. In
m. 76, articulate the B-sharp of the last beat without
undue emphasis. By magical manipulation, it must be
heard on the first beat of the following measure. If it is
over-emphasized, it will be heard as arriving too soon;
if it has too little solidity, it will not sufficie reso-

nate. The gesture in m. 77 mugg be p i1 N1IpO, as

though nothing had happene e al\@elody;,

in m. 8o, must be pl 1 \Warg ot overly
' "

marcato, calml

rsery thyme. In

m. 8 e down: a clear and simple
Igd ¢ is what is ne
t al chord, leaning o

ded to briggthe piece

o rp. As

n _ggolongs

gs dded proposals of my
eMdmust find their own fingezgs:

i )l O

r hapds. In ce} S

i angey i

exmetyygen arf

ne arpeggiated chord to
Of the intermediary fingers may
example), something that alters
ural mechanism of the hand. All interpreters
must find what is most natural for them.

You must avoid rubato and maintain a steady inte-
rior pulse. A sentimental or exaggerated or excessive
interpretation will minimize Ravel’s creation. As for
accelerando and rallentando, I encourage you to follow’s
Ravel’s directions. You may play with freedom and
rubato for a moment, but always with great modera-
tion.

Practice using images: the glistening of the water, the
conflicting currents of the river, the reflection of the
sun. Foreshadowing Une Barque sur l'océan, in which
the infinitesimal entity adjoins the immensity of the
sea, Jeux deau paints a waterway as much as it does a
discreet fountain. There must be life in every meas-
ure — Ravel in no way sought Jeux d’eau of a somber
demeanor. Your playing should be incisive, precise,
clear, and it should reflect... delight.

2 Marguerite Long: Au piano avec Maurice Ravel, ed. Pierre Lau-
monier (Paris, 1971), p. 124.

IX



Alternative possibilities for note-distribution
between the two hands

To facilitate the performance of Jeux d'eau, it is pos-
sible to distribute the notes differently from the way

that is implicitly suggested in the score:

fterte und sich bei dem Maler
Ber Ravel zédhlten die Komponis-
s mirault und Florent Schmitt, der Diri-
gent Désiré-Emile Inghelbrecht, der Pianist Ricardo
Vifies sowie die Schriftsteller Tristan Klingsor und
Léon-Paul Fargue dazu. Letzterer berichtete: ,Eines
Abends lief8 uns Maurice Ravel erstmals [...] die Pa-
vane pour une infante défunte und Jeux d'eau horen. Die
Ironie, die Farbe und die Neuheit dieser Stiicke wa-
ren fiir uns, die wir ganz und gar vom ,Impressionis-
mus’ Debussys erfiillt waren, eine Offenbarung. Ravel
hatte sich augenblicklich und gleich zu Beginn sei-
ner Karriere als unabhéngiger Geist positioniert [...].
Wir entdeckten hier ein unbekanntes Feuer, [...] ein

1 Georges Enesco, zit. nach René Kerdyck, Maurice Ravel, in: Grin-
goire, 22. Juli 1932; wiederabgedruckt in Jean-Michel Nectoux, Ga-
briel Fauré. Les voix du clair-obscur, Paris 2008, S. 344—345.

X

17 Use the thumb for the notes in the left hand.

22 2" beat: take the ez with the right hand.

54 1%t and 2™ beats: include the first and ninth notes
(g#/¢#%) in the left-hand chord.

Alexandre Tharaud
(translated by Peter Bloom)

c

11h iflessen und Schwingu
dW sonst gehorte.”? Am 5. 19

3C
i)

Urauffiifkung, er zu
de Resonanz @i
i as Werk v_@l ,Gerausch des Was-
iNglischen Klangén, wie sie Fontdnen,
a

Ra
Kal nd Bache hervorbringen”? inspiriert. Das
orangeWellte Epigraph ,Dieu fluvial riant de l'eau
qui le chatouille...” (,Flussgott, {iber das Wasser la-
chend, das ihn kitzelt ...”) entstammt dem Gedicht
Féte d’eau von Henri de Régnier (La Cité des eaux, 1902).
Es evoziert die Skulptur des Brunnens der Latona im
Schlosspark von Versailles, den Ludwig XIV. bei den
Briidern Marsy in Auftrag gegeben hatte. Ist Jeux
d’eau hiervon eine Illustration? Es ist unbekannt, ob
Régniers Gedicht Ravel anregte oder ob dieser spa-
ter einen Vers bei dem Dichter entlieh. In jedem Falle
war es Régnier selbst, der das Epigraph noch vor der
Veroffentlichung seiner Gedichtsammlung auf Ravels
erstes Manuskript (A1) schrieb.
Wie Ravel versicherte, ist Jeux d’eau ,der Ursprung
aller pianistischen Neuheiten”, die man an seinen Wer-
ken bemerkt habe.* Das in der Tradition Liszts stehende

2 Léon-Paul Fargue, Autour de Ravel, in: Ravel par quelques-uns
de ses familiers, Paris 1939, S. 155-156.

3 Maurice Ravel, Esquisse autobiographique, redigiert 1928 von Ro-
land-Manuel, in: Revue musicale, Dezember 1938; Wiederabdruck
in Maurice Ravel, Lintégrale. Correspondance (1895-193y7), écrits et
entretiens, hrsg. von Manuel Cornejo, Paris 2018, S. 1439.

4 Ebd., S. 1438.



Stiick (hier Au bord d'une source und vor allem Les jeux
d’eau a la Villa d’Este) belebt die romantische Virtuosi-
tat wieder und erdffnet neue pianistische Horizonte:
irisierende Texturen, sehr weite bzw. enge Klangrau-
me, neuartige Strukturen der Begleitung, Ornamentik,
die zum Material selbst wird ... (es sei darauf hinge-
wiesen, dass — sofern das Instrument dariiber verfiigt
—in T. 49, 55 und 59 der Ton Gis2 gespielt werden
kann; siehe Special comments). Als der Kritiker Pierre
Lalo im Januar 1906 behauptete, der Hauptfehler des
Komponisten sei seine ,,sonderbare Ahnlichkeit mit
M. Claude Debussy”> antwortete Ravel: ,Sie berich-
ten recht ausfiihrlich {iber eine pianistische Schreib-
weise [...], deren Erfindung Sie Debussy zuschreiben.
Nun aber ist Jeux d’eau Anfang des Jahres 1902 erschie-
nen, als es von Debussy lediglich die drei Stiicke Pour
le piano gab, Werke [...], die, in rein pianistischer Hin-
sicht, nichts wirklich Neues boten.”® Ravel gl.terte
weiter, dass Jeux deau auf ,,zwei Mol in

eines Sonatenhauptsatzes” griindet,
dem klassischen Tonartenplan zu u

sachlich nimmt das erste, auf E-Dur

urspriinglichen Ge-
wie vor um cis kreist,
sich aber R "Dur stabilisiert.

Mit seiner glitzernden Schreibweise, einer extrem
ausgefeilten Harmonik und neuer klanglicher Imagi-
nation erschien das Stiick in den Ohren traditioneller
Horer der Zeit unnétig kompliziert. Moglicherweise
litt das Werk bei seiner Urauffithrung auch unter der
Nahe zur Pavane pour une infante défunte. So fiigte der
Kritiker des Guide musical, der den ,feinfiihligen Sinn

des Modernismus” der ,sehr fesselnden” Pavane ge-

5 Pierre Lalo, A la Société nationale [...], in: Le Temps, 30. Januar
1906; zit. nach: Maurice Ravel, Lettres, écrits, entretiens, hrsg. von
Arbie Orenstein, Paris 1989, S. 499.

6 Brief von Ravel an Lalo vom 5. Februar 1906; Ravel, Corres-
pondance (s. Anm. 3), S. 127. Ravel insistierte darauf in seinem im
April 1928 in Houston gehaltenen Vortrag {iber die zeitgenodssische
Musik (s. ebd., S. 1435).

7 Ravel, Esquisse autobiographique (s. Anm. 3), S. 1439.

wiirdigt hatte, hinzu: ,Weniger geschatzt wurden die
Jeux d’eau desselben Komponisten, die zu manieriert
und gesucht erschienen — wie Debussy, nur {iibertrie-
ben.”® Der Courrier musical reduzierte das Stiick auf
eine Zerstreuung fiir Snobs und erdachte eine Unter-
haltung zweier Mitglieder des Publikums: ,Ich bin
sicher, dass Sie die Jeux d’eau von Maurice Ravel ganz
entziickend finden, Sie miissen ihre klanglichen Kit-
zeleien und die Debussysmen lieben [...].”° Der — die
Worte Lalos von 1906 vorwegnehmende — Vorwurf
von Debussysmen in Jeux d'eau bezieht sich vor allem
auf das klanglich Neuartige des Stiickes. All da

derte das Werk jedoch njchtglaran, g s@inell im
Repertoire zu etablieren. é a icfjedoch
gelegentlich widers n) Wus n Zeitge-
nossen, sind S kteristika einer

t
ideal ti ux d'eau Ravel zufolge un-
te Whel eit, immaterjelle Klarékeit und

r
uhelo@ Virtuositat, einhergefkndgaait liertem
atz des Pedals (siehe C

e ‘UELLEN
(urgmatierten) @kizze eux

aksimile, S. 14) testet \@av truk zelner
Motive. Das ersgg ot grapW(Al) tragt

1901. Es han
mit Korrekturen und ausgestri-
i st keine Dynamik, Pedalangaben
rasierungen enthalt. A2 ist eine Abschrift von
A1, die zwar genauer ausgefiihrt, aber gleichfalls noch

[
o

unvollstandig ist (wenige dynamische Anweisungen,
teilweise Bogensetzung, nahezu keine Pedalananga-
ben) und einige ausgestrichene Takte aufweist. A3, die
Stichvorlage fiir die Erstausgabe (E1) wiederum ist eine
Kopie von A2. Dieses Autograph ist — von Streichun-
gen und einem gewissen Mangel an Sorgfalt abgese-
hen (u. a. rhythmische Ungenauigkeiten in T. 5 und 35,
nicht tibertragene Vorzeichen in T. 33, 35, 37, 48 und 60,
wo A2 sich als verldsslicher erweist) — in jeder Hinsicht
praziser und vollstandiger als die Vorlage (Dynamik,
Phrasierungen, Pedalangaben). E1 erschien Anfang
1902 bei Eugene Demets'’ und enthilt einige Inkohé-
renzen und Ungenauigkeiten (aufier dem Druckfeh-
ler Jeux d’eaux [sic] im Titel des ersten Abzugs sind es

8 Anonym, Le Guide musical, 13. April 1902, S. 349.

9 Xavier-Marcel Boulestin, Société Nationale de Musique, in: Le
Courrier musical, 1. Mai 1902, S. 137.

10 Brief von Ravel an Lalo vom 5. Februar 1906; Ravel, Correspon-
dance (s. Anm. 3), S. 127.
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HINWEIS ZUR INTERPRETATION

Der Interpret von Jeux deau sieht sich sogleich mit
allen Besonderheiten des Ravel’schen Klavierspiels
konfrontiert. Obwohl ein Frithwerk, besitzt es bereits
einen unverwechselbaren, unnachahmlichen Stil. Sei-
nes jugendlichen Alters ungeachtet, zeigt sich hierin
der ganze Ravel. Eine besondere Aufmerksamkeit wid-
mete der Komponist seinem Interpreten: In der Par-
titur ist jedes Detail mit Sorgfalt notiert — Atmung,
Interpunktion, Dynamik. Ravel, das ist spiirbar, kom-
ponierte am Klavier. Der Tradition Franz Liszts ver-
pflichtet, schaumt Jeux d’eau iiber vor Virtuositat. Al-
les ist festgehalten, und genau hierin besteht vielleicht
die grofite Herausforderung fiir den Pianisten: jedes
Detail zu spielen und sich dabei souveran Freiheit zu
bewahren. Ravel lasst, ungeachtet von Instru e‘und
Mechanik, das Wasser sprechen: in n 18

Krauselungen, Stiirzen und Spring

nik darf nicht zu horen sein.
Jeux d'eau

griindet auf einem einzig ungvol-
nt auf dem ersten Schlag

dem letzten Akkord.

#inden. Im Konzert vor-
sichtiges T"ee die Wirkung von Wasser-
tropfen zu erzielen, kurze Momente auch non legato —
oder sogar staccato — mit Pedal spielen. Die Farbe ver-
dndert sich, sie {iberrascht. Nicht zu vergessen ist, dass
man auf den Instrumenten zur Zeit Ravels bei durch-
gehaltenem Pedal jede Note klar hervortreten lassen
konnte. Unsere modernen Klaviere verlangen eine star-
kere Artikulation, perlende Klange. Jedoch ist ein lang
ausgehaltenes Pedal momentweise moglich, solange
es der Harmonie folgt und sie begleitet.

Der Anfang ist friedlich, ohne Schwere zu spielen.
Die rechte Hand legato bzw. den Eindruck von legato
vermittelnd. In Akkordblocken {iben. In T. 6 weder
die 64stel-Noten auf dem letzten Schlag beschleuni-
gen, noch sich scheuen, den Takt leicht zu dehnen,
alles ist eine Frage des Gleichgewichts. Takt 18: die

Figur am Ende ,zwischen den beiden Takten perlen”’
lassen, wie Perlemuter empfiehlt. In T. 19 neue, silbri-
ge Farbe. Das Thema in der linken Hand nicht hervor-
treten lassen, sondern es auf nattirliche Weise durch
Zuriicknahme der rechten Hand offenlegen. Takt 27
ohne Eile. Takt 38 und die folgenden friedlich spielen,
um eine allméahliche Steigerung bis zur Apotheose in

T. 48 zu erreichen. Das Thema im Diskant muss her-

vortreten, dabei nicht die Basstone der lm Hand
iibersehen — eine Passage fiir finf beider
Hénde! Takt 48 als e1r121g Pollle beim
Tremolo der Ferm la\en ehne sie
gern, bei ang in zum Himmel

i et in dem schnellen Glis-

llender W

ruckkehren In T i i
ben zu hg . i
se i) enig, um es selbstverstd

D1e Riickkehr zu

dabei nicht

2 mit Ru es Be
akt 68— 6g duftige NeD@l s hts.
ze zur Atonalitagas rRONK sicly verli
Har i n\P 76 das his aul dem letz-
, ohne dass es bemerkbar ist.

soll sich der Ton auf dem ersten
des folgenden Taktes entfalten. Wird er iiber-
trieben angeschlagen, dehnt er sich zu friih aus; wenn
er nicht geniigend Konsistenz hat, klingt er nicht seine
Dauer hindurch. Die Figur in T. 77 im Tempo spielen,
als ware nichts geschehen. In T. 80 das Hauptthema
Un peu marqué, aber nicht zu sehr. Ruhig, spielerisch,
wie ein Abzahlreim. In T. 84 auf keinen Fall verlang-
samen: eine klare, schlichte, fliissige Linie, die zum
schwerelosen letzten Akkord des Stiickes fiihrt, dabei
das hohe dis zum Klingen bringen: ,,...
Auflosung verldngert den Traum {iber die letzten No-
ten hinaus”? wie Marguerite Long es beschrieb.

Ich habe zu Ravels Ziffern eigene Vorschlage zum
Fingersatz gemacht. Jeder kann und muss seine per-
sonlichen Fingersatze finden. Was beim Spielen ange-

seine Nicht-

nehm ist, variiert von einem Interpreten zum anderen

1 Vlado Perlemuter und Héléne Jourdan-Morhange, Ravel daprés
Ravel, Lausanne 1953; wieder abgedruckt in V. Perlemuter, Ravel
d’apres Ravel suivi de Rencontres [von Jean Roy] avec Vlado Perlemuter,
Aix-en-Provence 1989, S. 15.

2 Marguerite Long, Au piano avec Maurice Ravel, hrsg. von Pierre
Laumonier, Paris 1971, S. 124.
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und hangt von der Lange und der Geschmeidigkeit
der Finger ab. In einigen Passagen wechselt die Span-
ne der Finger im Bruchteil einer Sekunde zwischen
Arpeggien und Skalen (z.B. in T. 6). Auch kann sich
die Position der mittleren Finger von einem arpeg-
gierten Akkord zum néchsten leicht d&ndern und die
natiirliche Mechanik der Hand storen (z.B. in T. 4).
Der Interpret muss nach der fiir ihn ungezwungens-
ten Losung suchen.

Rubato vermeiden und ein stabiles inneres Pulsie-
ren wahren. Jede gefiihlsbetonte Interpretation, jedes
Mehr schwichen Ravels Musik. Beziiglich accelerando
und rallentando rate ich, allein Ravel zu folgen. Ein
kurzes Rubato oder Loslassen ist moglich — wenn es
mafivoll bleibt.

Beim Uben Bilder vor Augen haben: Wasserspiege-
lungen, gegensitzliche Stromungen in Fliissen, Son-
nenreflexe. Als Vorahnung von l;‘e @ rques
wo das unendlich Kleine e T
des Meeres steht, evozie ‘eatl ej S

so wie eine bescheidene Fontédne. Jeder Moment muss
von Leben erfiillt sein — Ravel wollte keine traurigen
Jeux d’eau. Das Spiel soll sich Schérfe, Prazision und
Klarheit bewahren — vor allem aber Vergniigen!

Mogliche Alternativen zur Verteilung
der Noten auf beide Hiinde
Zur Erleichterung des Spiels ist es moglich, manche
Noten anders auf die Hiande zu verteilen, als es das
Notenbild implizit nahelegt:

17 Die Noten der linken Han

spielen.
22 2. Zéihlzeit:.el

54 1. bz 1
d

it dem Daumen

nd spielen.
ote (gis'/gis?) mit
n Hand spielen.

lexandre Tharaud
itta Schilling-Wang)

Tempo primo

that tickle him

iver God laughing at the waters

po primo

3 corde

Meinem verehrten Lehrer Gabriel Fauré
leicht nachgeben

Flussgott, {iber das Wasser lachend,
das ihn kitzelt

water games; fountains; flowing waters Wasserspiele

(all the way) to the end

jusqu’au % (all the way) to =

le chant un peu en dehors

lent slowly

long long (extended)
m.g. [main gauche] left hand
rapide rapidly

sans ralentir
tres doux very softly
tres expressif very expressively
tres rapide very rapidly
Un peu marqué slightly marcato
un peu plus lent qu’au début

Une corde, 1 corde una corda

X1V

gently bring out the melody

without slowing down

slightly slower than at the beginning

bis zum Ende

bis #

die Melodie etwas hervortreten lassen
langsam

lang

linke Hand

schnell

nicht langsamer werden

sehr zart

sehr ausdrucksvoll

sehr schnell

etwas betont

etwas langsamer als zu Beginn
una corda

(English translation by Peter Bloom)
(Deutsche Ubersetzung: Britta Schilling-Wang)



a mon cher Maitre Gabriel Fauré

Jeux d’eau

« Dieu fluvial viant de I'eau qui le chatouille... »
(Henri de Régnier)
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CRITICAL COMMENTARY

SOURCES

Autograph sketches, 2 pp. (1 folio recto-verso), in
pencil, undated. On this folio, Ravel seems to have
been experimenting with the notation of the princi-
pal motives, either before or during the writing of
A1 (on the recto, 9 systems present the motives in
mm. 3, 2, 29, 19 and 21, 52, 9, 78-80, 81, and 82-85;
on the verso, 6 systems present motives little devel-
oped and not identified). BnF, shelfmark: Ms. 23591.
See the facsimile of the recto, p. 14.

Autograph manuscript, 7 pp. (11 folios, music on the
rectos, some pages remain blank). Signed and dated
(p. 7, after the music): “Maurice Ravel / 11 novembre
1901.” This is the first draft of the piece, in blue ink,

the versos of 5 folios: sketches in black 1

with few indications of dynamics, or ph si@e On [
D

out in ink. On the title page (b
and to the left: “Jeux d’eau”;
the fa¢

bp, cente

ial riant de l'ed
" The music

ful than that of A1,
Ons and crossings-out
ents). Morgan Library &
" The Property of Robert O. Leh-
man, shelfmark: R252J58. Formerly in the collection
of Alfred Cortot (ex-libris found at the end of the
musical score).

Autograph manuscript, 7 pp. (4 folios), undated, fair
copy based on A2. First page, at the top, centered:
“A mon cher maitre Gabriel Fauré / Jeux d’eau”; be-
low, to the left: “Dieu fluvial riant de l'eau qui le
chatouille... / Henri de Régnier”; to the right: “Mau-
rice Ravel.” This is the only manuscript that carries
the dedication to Fauré. Although it is a fair copy,
the musical notation bears some crossings-out; this
manuscript was sent to the engraver (engravers’
marks are found in pencil, and, at the bottom of
the page, in green pencil, the plate number: “E. 12
D”). Private collection Nigel Hughes. Facsimile of
pp- 1 and 6: Sotheby’s Catalogue, December 7, 2004,
no. 113.

E1

First impression, Eugéne Demets, Paris, early 1902,
13 pp. (it is possible that this is a preliminary im-
pression, one not to be put on sale). Engraved after
A3. Cardboard flyleaf, at the top, to the right: “Mau-
rice Ravel”; centered: “Jeux d’eau / pour piano.”
Cover, at the top, to the left: “A mon cher maitre
/ Gabriel Fauré”; at the top, to the right: “Maurice
Ravel”; centered: “Jeux d’Eau / pour piano”; in the
middle, to the right: “Dieu fluvial rianf de l'eau /
qui le chatouille. / (Henri de Réggier. wer, to the
left: “Du méme offeu ne infante
défunte net 6 F.”;

the bot T

prix nd@: 10 E”; at
ets, Editeur /

T droits d’exécution, de

0, d rais
roWcti rrangements réservés pour tous
PR nF datestamp: ‘1902'] / L C. G. Roder,
Paffs.” Plate number: K ulted: BnF,

El:

El2ra

E2

shelfmark: Vm!? 23819

egal, copy); the
g thus invis-

back cover j h
"es E1, printed at the earliest j e
! tN® back cover are listed sev r
r
k/

ed in 1912: Horizons, 24

da§@Poeémes inkies, b n Cra¥ik
by Paul BazelaRg@). ressiQ
in thaig eI\ corrgetions.
sh . 493 (3) (s®® below, Elzra).

e price: “3 f. 35”; the publishers” ad-

Bemets moved there in 1903); and the
printer: “Imp. Reeder [sic], Paris.”

Another impression, probably from a slightly later
period (but with the identical musical text): BnF,
shelfmark: Vm Casadesus 489 (3) (having belonged
to Robert and Gaby Casadesus); the cover is slightly
different (Ravel’s Miroirs and Deux épigrammes de
Clément Marot are announced as on sale); the price
is “4 F.”; the printer is: “Imp. Minot, Paris.”

Copy of E12 having belonged to Ravel; BnF, shelf-
mark: Res. Vma 493 (3) (formerly Vma 2967 (3)).
Some corrections and fingerings have been added
here by the composer.

Slightly modified impression of El2, Max Eschig,
Paris, after 1923, probably printed in 1927-1928 (on
the back cover, the latest work announced is the
Concerto pour clavecin et cing instruments by Manuel
de Falla, published in 1928), 13 pp. On the cover:
“Maurice Ravel”; centered: “Jeux d’eau / pour piano.”
At the bottom, to the left, a facsimile in Ravel’s hand:
“Seule édition frangaise / corrigée par l'auteur / et
conforme au manuscrit / original Maurice Ravel.”
Title page: a drawing of cherubs on a fountain with,
in the background, a hill crowned by a temple il-

15



E2:

luminated by rays of sunlight, the whole encircled
by rich vegetation. On the rays of light: “a mon
cher Maitre / Gabriel Fauré / Dieu fluvial riant de
l'eau / qui le chatouille / (Henry [sic] de Régnier) /
Maurice Ravel / Jeux d’eau / pour / piano.” At the
base of the fountain: “Max Eschig & C, Editeurs,
Paris / Fonds Max Eschig, E. Demets, L. Broussan, /
J. Vieu réunis / 48, Rue de Rome et 1, Rue de Ma-
drid. / Tous droits d’exécution de reproduction / et
d’arrangements réservés pour tous pays / y compris
la Suede, la Norvege et le / Danemark.” Below, out-
side the frame of the drawing, to the left: “Pour
piano”; centered: “Pour la Grande-Bretagne et Colo-
nies: / Schott & C° London W. 1. / 48, Great Marl-
borough Street”; to the right: “Prix net: 4 fr”” The
plate number is identical to E1: E. 12. D. (Demets’s
stock, acquired by Max Eschig in 1923, still pre-
served its own identity within Eschig’s firm). No
printer is given. Copy consulted: BnF, shelfmark:

Res. Vma. 494. EPerli is also g cqgy of E
Slightly modified impression Of prg@nbl t-
S Fr

pn¥8p

\pulh

or Villa
Lobos, composed an 1929). At the

the fountain:

SECONDARY SOURCES

ESchirm Revised edition of E1 (or of an impression subse-

16

quent to that of the Demets edition of which we are
unaware) by Rafael Joseffy. Schirmer, New York,
1907, 15 pp. Copy consulted: BnF, shelfmark: Vmg
16770 (dating at the earliest from 1916: the back
cover announces In a Nutshell, by Percy Grainger,
published in that year). On the cover, at the top,
centered: “Maurice Ravel”; below, a drawing re-
calling the sculpture of a baroque fountain; below,
centered: “Jeux d’eau / (The Fountain) / For Piano-
forte / $ 1.00”; at the bottom, centered: “New York:
G. Schirmer.” On the first page of music (beyond
the dedication, title, epigraph, and author’s name),
beneath the epigraph: “Edited and revised by / Ra-
fael Joseffy”; at the bottom: “Copyright, 1907, by G.

Jtions Max Eschig” an
chig & C, Editeurs”; below, gaaitsi

EPerl:

EPerl:

Schirmer.” Plate number: 19284. The page layout is
identical to E1, but Joseffy made numerous modi-
fications of detail in the score, adding fingerings,
pedal indications, and by replacing the French ex-
pressive markings with Italian translations.

Copy of E2 having belonged to Vlado Perlemuter.
BnF, shelfmark: Res. Vma 532. Far fewer annota-
tions (in pencil and ink of various colors) than in
EPerl-.

Copy of E2: having belonged to Vlado Perlemuter.
BnF, shelfmark: Res. Vma 532A. Numerous anno-
tations in pencil and ink of various colors make it
difficult to read the score, and suggest that it was
than EPerli. Timings
gestions for performance

st page of music: “© 1930 Editions

from e es).
E3 sERN
m Q@the
chig / Paris, France.” The copyright shows

s

T hegop

that the Demets catalo had now been integrated

al mething confirmed by

o gt
: @ ) E, 6791, which dates, ap-

te een-fifties. We have not
(the dot has been rq

b, R b, 60 60 t, a
recl as 34 t,
13t roup

of the score which belonged to the pianist Marcelle

: or-
#%), 72 (s and 7 added to
bf 3274 notes), 81 t (4™ beat),

eyer an®to Ravel’s friend Lucien Garban (conserved respec-
tively at the BnF and at the Walter W. Stiern Library of the
California State University, Bakersfield) offer no useful supple-
mentary information.

BnF
Lh.

m., mm.

r.h.

u.p.

ABBREVIATIONS

= bottom staff
= Bibliotheque nationale de France
= left hand
= lower part
= measure, measures
right hand
top staff

upper part



SPECIAL COMMENTS

Pitches are indicated in this volume according to a system de-

rived from the “Helmholtz” system, except for the pages in

French, where the traditional French system is used:

o
| 3 N £ g =
FF ; Tt ‘
| T —T & & T T g'—'_F—I—'_I;H
L T T T = T T T T T 1
= 3 3 -
K4
Ci— 4 . C - 0 — o0 1 gt -hb 3 —

Method of citation: bar, staff, comment.

Certain dynamic markings have been placed between the two
staves (mm. 6, 13, 14, 16, 17, 28, and 66), even though, in the
sources, for reasons of space, these were placed below the bot-
tom staff or above the top staff; others, clearly intended for the
r.h. or the Lh, remained unchanged (mm. 20, 21, 40, 53, 54, 58,

and 78).

A1, A2: No metronome marking; A3: J” =152.
J” = 144. Even if our main source is A3, we
indication of E1 and E2, probably requesté
approved, by Ravel.
ElL: p. 1, title: %

6t

otes b; A2: )
ond b, b befor

K3: b before only the
y complete version

e intermediate part are unclear:
Al: v ﬁ ¥ r'; A2: v r ¥ r ; A3 v ﬁ ¥ ﬁ ; E1, E1o,
E2:7 "7 v " v; ESchirm: ¥ (v v ¥ (in Al, A3,
E1, E12, and E2, some rests that would render the
measure metrically complete are lacking). Ravel’s
intention would seem to have been to notate dot-
ted values (see in m. 6 the notation of this same
intermediate part); all the autograph manuscripts
contain ¥ r, as in m. 5. We adopt the notation of A3,
which probably corresponds to the sonority Ravel
imagined, but we add the rests that render the meas-
ure metrically complete, as does E1 (which, in do-
ing so, however, errs in the values of the rests to
be added).

A3, E1, E12, ESchirm, E2: no accent on the sec-
ond interval by —¢#'; A1, A2: accent (also added by
Perlemuter on EPerlz). We follow A1, A2, EPerl..
Final eighth note: A1, A3: grace notes g>—b? slurred

7t

7b

8b

10b

11b

15t

16 b

18

18 t

20b

21b

22b

24 b

to V!, slur over the 64" notes (A1: the slur extends
to the grace notes at the beginning of m. 7; see be-
low); A2: grace notes ¢’—b* tied to V%, slur over the
two final beats; E1, E12, ESchirm: grace notes g’
not tied to b%; no slur over the 64" notes (engraving
error); E2: grace notes ¢?-? tied to b'; no slur over
the 64" notes. We follow A3.
A1, A2, E1z, ESchirm, E2: the opening grace notes
g#?-d#’ tied to the d#* are lacking in A3 and E1
(corrected in E1»).
Al: 1% eighth note: the chord is E-B-e-g%; 4t
eighth note: the chord contains a ¢#', subsequently
crossed out; 5™ eighth note: the chord c

d out.

¢!, subsequently crossed out; 8th eioh
chord contains a@@y, q 0
A1: 1 eighth not ord! ains q—e'—gtl; ¢!
subse sEll O

1: n eats . , written in pencil,
elllegi our intervals would seem to be:

# _eZI f#l_c#zl el_ 1.
A3%0on the 3" beat, be i @ a—d' (in
addition to the staccat Sent from all

other sour

tains an
ote: the

e

from all other

Az v e
retd os logical (see “2 Ped,” mm.
n S, m. 14).
E m: erroneously 4/4 (engr O
A 2: no —— 2,

3
t
paired eighth on thqRhd 4™ pairs,

m. 13)

, E12, ESchirm, and E2.

3: on thé®* beat, beneath the interval C¢-G¢: - ;
absent from all other sources. We retain it.

A3: slur (absent from all other sources); accent on
the C# (obviously forgotten in E1, El2, and E2). We
retain both.

A2: f; in all other sources: mf (except Al: no
marking).

E1: erroneous presence of a staccato dot above the
7% ¢#%; corrected in El2, but oddly present in E2.
A2: grace note absent; E1, E12, E2: grace note not
slurred; A3, ESchirm: grace note slurred.

A2, A3: staccato dot on the 7™ chord, absent from
A1, E1, E12, ESchirm, and E2. We follow A2, A3.
Next-to-last note dt!, EPerl2: “Mi !” Perlemuter
surely errs, the octave progression on the 4" beat,

g#?—f#, in the rh, is accompanied by the Lh. pro-
gression e'—d#’.

A1, A2, A3: accents on the 1* and 5'" notes (g¢ and
f#) are absent in all printed editions. We retain
them.

A1, A2: accent on the first interval DAz, A3, E1,
E1., ESchirm, and E2: no accent — which is surely
explained by the pp subito.

A2: last notes of the 2" and 4™ beats: gs.
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Example 1
44 A1: Ravel had literally repeated m. 43 before cross- 53t A2, A3: = above the two notes of the 2" beat;
ing out this repetition (see also m. 41, also repeat- absent from E1, E1>, ESchirm, and E2 (engraving
ed in Al). error).
44 Db A2: slurs on the 1% and 3" beats; A1, A3, E1, E1», A3: p placed before the 4" beat, absent fzom all
E2: no slurs; ESchirm: slur on each beat. other sources. We retain it.
A3: 4" beat, last 16™ note: interval a#*—c#%; all other 53, 57 t Al: In a first dra@) co d uscript,
sources: a3* only. We retain the c#’ but as an ossia the four last 32™ eg to the\gh.
(Ravel might have asked that it be deleted in E1). 54 t E1ra: Rgve reCQIti efore the first
45t A1, A2, A3: no slurs on the 32" notes (probably 2 et ’
an oversight); present in E1 and all subsequent on 32" note of each beat, the inter-
editions. We retain the slurs (also by anakg.with \%. ‘&
mm. 38-44 and 46-47). AT A2, E1, E12, ESchi\gl . st @ p slur; A3:
A1, A3: 2" beat, 2" note: no b § (a¥ovi slur. c
sight); b in A2, E1 and all subsed it 55b A1l: the lastgno, e a or for A,
retain the b. (thashattc\epl % it - 49 and 59, the G,
45b Al_Q E2: no slurs; m: slur on the ard keyboard, but to be
\ h®® a keyboard with a lower e
t A2, A3: n§&lurs ably al
sent in E1 and Y@ s nt edi
the sl ), ith m
56 b b 6 rty-secon®note: no (¥)
be d all subsequent editions: (§). We
e etaNthqgk).
, E1, E®®hirm, E2: 2" and 4™ notes of the 4™
e a%; A3, E1, E13, beat: unnecessary precautionary & (ESchirm: 3
Schirm. before only the 4™ note of the 4™ beat).
49 , there is no change 56-57 A1: Ravel at first wrote different notes on the 3™
includes the first and 4" beats of m. 56 and the 1% and 2" beats of
inal version; m. 50 of A1l m. 57; he then crossed out a passage and thus cre-
e final version); subsequently, ated what became the definitive m. 56. (It is to be
Ravel penciled in a vertical line separating the two noted that the last r.h. chord is a J) and contains
measures, with a barely legible indication in the the note g'). (See Example 1)
margin: “1 mesure”?). 57 A3: slur from ds (r.h.) to B (Lh.); A1, A2, El, E1,,
49 b A2: the three notes carry the sign V rather than ESchirm, E2: no slur. We follow A3 (see also
dots or > accents. m. 53).
A2: 8277 is lacking on the 3 note. It is clear here 58-59t  A2:877 is lacking.
(as in A1) that Ravel first wrote a Gz, the note he 59 t A1, A3: () before the first d% A2, E1 and all subse-
would have liked to have (as in mm. 55 and 59), quent editions: 5 (without brackets). We delete the
then replaced it with the A, above, in as much as brackets, as the # is necessary here.
the G¢, was absent from the standard keyboard. 59 b A1, A2: 15t and 2" beats: ¢ before d% A3, E1, El,
51b A3: “1 corde,” absent in E1, E12, and E2 (engraving ESchirm, E2: ¢ absent. We retain the 2.
error). As in mm. 49 and 55, the A, may be replaced by a
52 A1: this measure is absent. Gt,, if the piano possesses a lower extension.
52t E1, E12, E2: the first two chords: ) (engraving error). 60 t EPerlz: 4 interval et'~bt!: “pas a l'unisson / comme
52D E1, E1z, E2: unnecessary & before the 10" note (d) les deux fois précédentes / correction de Roger-

(engraving error); Elzra: the 5 has been crossed out
by Ravel.

Ducasse / sol# au lieu de mi”. According to Perle-
muter, informed by Roger-Ducasse, the e#! is an
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Example 2

follows (we again observe, that the Lh. has Bz -G¢,
rather than Gz,-G#). (See example 3.)
In A2, m. 61, the text of the 1*t and 2" beats is as

o1

beat of these 2 meas-

60-61 b A3, HEL

ures: , t there are practi—
n sage of the piece).
Example 3 1 ast Weht te: no & before the b°.

b i t-to-last chord: precautionary # before the
) We c#’. We retain it.
error and should be rep cedg > Al, A2, A orj before the b; E1 and
“unison,” used imp ! ‘ 1 subsequig @ retain the &.
i ing ir\ . in Wis e:). f SO . We add it by analo,
0 i wi
3: eneath the G#, or G#, and G, e
t and 3" beats. E1 and all s S ns:

3o
ndl

The writing of mm.

7,

gfrm, E2: the hairpin
d 2" eighth note.

o e 15t beat;¥2: = on the 1 beat, G#J
the 3" beat; A3: no = on the 1% beat, G¢ J on the
eat: precg@flonar e 34 beat. We follow the plausible reading of A2.
;7% note rd 6-67 b, 1, A3: no slur from G# to F4, present in A2, E1,

Lp. and all subsequent editions. We retain the slur.
4" beat: 4 bef and b, 68 A3: f; Al, A2, E1 and all subsequent editions:
1, E12, ESchirm, and E2. We no f.
68 t A1, A2, A3: 7" eighth note: e’ (» lacking in A2); E1,
Bte of the 4" beat: ¢ before the d? El2: gb’, error corrected in ESchirm and E2.

an error). This d#* would conflict with 68 b A2: 4" eighth note: # before the g#*. We retain it.
the dt' of the Lh. and thus appears highly unlikely. A2: 6™ eighth note: # before the fz*. We retain it.
A3: no ¢ before the 7" note of the 4" beat (an over- 69 t A1, A2: 8" eighth note: ) before the b'; A1, A2,
sight); E1 and all subsequent editions: z. We follow ESchirm: ) before the ¢>. We retain them.
E1 69 b A2: 2" eighth note: ¢ before the g#% 6 eighth note:

60 b A3: 3" beat: no % before Gz, and Gz A1, A2: 4, ¢ before the g#'. We retain them.
but the notes are not exactly the same (see below Elzra: 7 eighth note: Ravel added a # before the
about mm. 60-61). E1 and all subsequent edi- ds; A1, A2: ¢ before the et!. A1, A2: 8" eighth note:
tions: #. We add (2). t before the ¢!. We retain the accidentals.
60-61 The musical text is stabilized in neither A1 nor 70 t A1, A2: 4" sixteenth note: ¢ before the a% A3: no .

A2 (for, among the manuscript sources, only A3 We retain the .
contains the definitive version of mm. 60-61). The Al, A2, A3: 7 eighth note: Gt—e J”, c4 ﬁ; E1, E1.,
music that will become m. 60 still occupies two ESchirm, E2: Gi—ctJ), e ) (engraving error).
measures in A1 (we also observe in the second 70-71 b  A3: % at the end of m. 71 (a reference to the indica-
measure of example 2 that the Lh. has Bz -G# tion “2 ®a. jusqu’au #” at m. 70); E1, E1>, E2: no #
rather than G¢-G3). at the end of m. 71; ESchirm: % on the 2" beat of
In A2, the 1 and 2" beats of m. 60 are notated m. 70 (which represents a misapprehension of El»);
enharmonically, and, on the 4% beat, the text is as A1l and A2: no pedal indication.
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72 We do not comment here on the placement of
the accidentals in the various sources, which is
not always logical. This measure consists of a
vast cadenza, in which arpeggios in F4 major in
the Lh. are combined with arpeggios in C major
in the r.h.: the Lh. systematically plays f4 and as,
the r.h. c3 and g3 ; the accidentals are set down at
the beginning of each line. Exceptionally, for this
measure, our editorial emendations are added
without square brackets.

72 t A1, A2: no slurs; A3: 10" and 11* groups of 32"
notes: no slurs; single slur above the 12" and
13th groups of 32" notes (added after the fact, in
pencil, perhaps not by Ravel); no further slurs. E1,
E12, ESchirm, E2: slurs on each group of 32" notes
up to and including the 10" group. We follow A3,
without however taking into account the single
slur above the 12" and 13" groups, and we add
the marking simile, which we take to have been
understood.
A3: = from the 12'" to the 19"
notes, arriving at f after the
E2: —= from the 12" to the 19"
notes (engraving error); Al, A2:

catigs

h note: no ¢ b
ditions: z. We add it.
e the d’ A2, A3:no &
subsequent editions: &.

75 1,

75b A1, A2: 4™ eighth note: & before the d; A3: no & (an
oversight). E1 and all subsequent editions & We
retain the &.

A2: 6™ eighth note: precautionary # before the d#;
8 eighth note: precautionary 7 before the d. We
retain the accidentals.

76 t A3: 2 beat: rall - _ _; absent from E1 (probably
an oversight by the engraver) and from all other
sources.

A1, A2, A3: tie between ci! and b, E1, E1s,
ESchirm, E2: the tie appears erroneously as a slur.
We follow A1, A2, A3.

77 Db A3: 34 beat: “2 Ped”; absent from E1 (probably
an oversight by the engraver) and from all other
sources.

78-79 b A1, A2, A3: 1% to 3" beats: no staccato dots on the

octavas; E1 and all subsequent editions: staccato

dots on the octavas, perhaps added by Ravel or by
analogy with mm. 19-20. We retain the dots for
the same reason.

A1, A2, A3: no slurs on the theme played by the
Lh. (in mm. 80-81, notated in the middle system);

78-81 b

present in E1 and in all subsequent editions,
perhaps added by Ravel or by analogy with mm.
19-20 and 82-83. We retain the slurs for the same
reason.
79 b A1, A2: grace notes A—e tied to the same notes
at the beginning of m. 80; A3, E1, E12, ESchirm,
E2: grace notes lacking, perhaps as the result of a
decision on the part of Ravel and not a lapse. We
restore them as an ossig.
81t Elzra: several fin@@rin
Al, A2, A3, ESchi
group of 1
|acYalCo
Ra Co.

n{ll by Ravel.
note W@ the 1%
the note is

y Ravel to c#’.

AW ANRPA3: 1 note of the 4™ grou 15 notes:
c#°PE1, E12, ESchirm, YR: Ve nd E2,
, 4 D ed line is
: \ @ a ct®. EPerl2

@Scrit porte clairement

d pt clearly has C# !”] (proof
er consulted one of the ma

ts
D e

e of meter; additional four notes
(b-gt—e—c3) after the first cz'; A2, A3, E1, Elz,
ESchirm, E2: the meter is 2/4 but the interval E-B
in the Lh. is cast, erroneously, as a o. We replace it
by a J.

A1, A2, A3: no dynamic; E1 and all subsequent
editions: pp.

c

84 b A1l: ®a. placed on the 1* beat; displaced to the end
of m. 81 in A2 et A3.
85 A2: the time-signature ¢ does not reappear; # on

the 2™ beat.

Suggestions for performance from Ravel’s contemporaries

The question of tempo in Jeux d’eau is a delicate one. It is per-
haps useful to set down the approximate tempos and dura-
tions of performances recorded by pianists who received ad-
vice from the composer: Robert Casadesus' (CBS, 1955): 436",
J“ = 167, Vlado Perlemuter (Vox, 1955): 5217, J’ = 135; Jacques

1 After Robert Casadesus’ recital on June 11, 1924, broadcast on radio
from the Salle Pleyel, Ravel wrote to him to say that Jeux d’eau “had
never been so well performed”; June 18, 1924, in Ravel: Correspondance
(see Preface, note 3), p. 968.

21



Hierbei handelt es sich um eine Leseprobe.
Daher sind nicht alle Seiten sichtbar.

Die komplette Ausgabe erhalten Sie bei Ihrem lokalen
Musikalien- bzw. Buchhandler oder in unserem Webshop.

This is a sample copy.
Therefore not all pages are visible.

The complete edition can be purchased from your local
music or book retailer or in our webshop.





