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Claude Debussy (1862-1918)
PRELUDES

Original Versions and Performers' Deconstructions
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...Des pas sur la neige
...Ce qu’a vu le vent d’Ouest
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...La danse de Puck
..Minstrels

12 Préludes, Deuxieéme Livre, L. 131/123
...Brouillards

...Feuilles mortes

...La puerta del Vino

...«Les fées sont d'exquises danseuses»
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...«General Lavine» - eccentric

...La terrasse des audiences du clair de lune
...0Ondine
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...Feux d'artifice
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...Des pas sur la neige, L. 125/117 No. 6

...Ce qu’a vu le vent d’'Quest, L. 125/117 No. 7

...La puerta del Vino, L. 131/123 No. 3
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The Préludes of Debussy:
Originals and Deconstructions

The singularity of this double recording lies
in the combination of Debussy’s 24 Prel-
udes, performed by Alexei Lubimov on CD1,
and of a reflection on his music, presented
on CD2 by Alexei Lubimov alongside
Vladimir Tarasov. This “deconstruction”, as
the performers prefer to call it, is what
makes this collection truly unique. The sec-
ond part of the album combines their inter-
pretation of selected preludes as well as
two excerpts from the music to Gabriele
D’Annunizio’s play “The Martyrdom of St.
Sebastian”, composed in the between the
two books of Preludes.

Whether we describe Debussy’s music
as impressionistic, expressionistic or sym-
bolistic, a musician has to understand
some very essential phenomena if he as-
pires to an authentic interpretation. Among
these | would first mention space, then
colour (or, as Lubimov himself likes to put

Mpentoaun ledroceu:
OpUrMHaNbl U fEKOHCTPYKLUM

YHUKaNbHOCTb JAHHOTO a/1b60Ma COCTOMT B
TOM, 4TO Ha MEPBOM M3 ABYX AMCKOB 3ane-
yamieHa uHTepnpetaumns Anekceem Jltoou-
MOBbIM 24-x npentoaui [lebioccu, a Beieq
3a Hel — M UMEHHO 3T0 JenaeT anbooM yHU-
KalbHbIM — HeKas pedneKcus, uim, Kak
NPeAnoYUTatoT 310 HasblBaTb Camn UCMoJ-
HUTENKN, — «AEKOHCTPYKLMS» My3blku [le-
6toccu. Ha BTOpOM AucKe, rae napTuio
yaapHbIX ucnosHset Bnagumup Tapacos,
NMOMUMO M36paHHbIX pentoaun mcnon-
HAOTCSA (B NEPENOKeHUN Ans GopTenraHo
A. Kanne) n gBa dparmMeHTa u3 Mysblku K
npame labpuene ['AHHYHUMO «MyyeHu-
yecTBO CBATOoro CebacTtbsiHa», CO34aHHOM
KaK pa3 B Nep1oz Mexzy HanMcaHueMm nep-
BOW W BTOPOW TeTpagen lNpentoaui.

K Kakomy 6bl HaNpPaBAEHMIO Mbl HU OT-
HoCUnM My3blKy [lebroccu: K uMnpeccuo-
HU3My, 3KCMIPECCUOHU3MY MW CUMBONN3-
My, Ba)HO MOHKMMaTb, YTO OHA TECHO CBSI-

it, “atmosphere”) and finally a flexibility of
gesture which connects French music so
closely to the dance, from the earliest
stages of its development.

In painting, as in music, Impressionists
were perhaps the first to point out the prob-
lematic nature of space. They heard and
they saw the constant change that light,

3aHa C HECKO/IbKUMM KITH04EBbIMU heHOMe-
Hamu, He NOCTUTHYB KOTOPbIE HEBO3MOXHO
MHTEPNPETUPOBATL  MOZOOHYI0  My3bIKY
CKONbKO-HUOYAb AO0CTOBEPHO. B uyucne
Takux GeHOMEHOB A1 Obl B NEPBYIO 04EPELb
Ha3Ban MPOCTPaHCTBO, KOMOPMUT (WK, KaK
J0OUT Bbipaxartbesi cam JI61MoB, «atmo-
chepa») M, HaKOHel, M1acTMky Mecra,



color, angle and distance bring to our per-
ception. Monet's Rouen Cathedral appears
different each and every time, depending
on the light, the time of the day, the
weather. The mountain Sainte-Victoire, that
Cézanne painted so often, is also constantly
changing color and character, light and
palette. These ideas, when they were trans-
posed in a mysterious way to the language

CBOEro poaa 6aneTHoCTb, KoTopas BoobLLe
MPOHM3bIBAET GPaHLy3CKYI My3bIKy C ca-
MbIX PaHHKX 3TanoB e€ 3BONOLMN.
MMNpeccuoHMCTbl BEPOSTHO NEPBbLIMK
YBUAENN (B KMBOMUCK) 1 yCAbIWAAN (B My-
3blKe) HarpsKEHHOCTb, MPOBIEMHOCTb
NPOCTPaHCTBa, 3aBMCUMOCTb €r0 BOCMPHSA-
TUS OT OCBELLEHNS, OT LBETA, OT «Iy6UHbI
Kagpa». OauH 1 TOT e PyaHCKMI co6op y

of music, created a whole new world of
modal and harmonic sonorities, unexpected
shades and melodic lines. This allowed De-
bussy to create a new, anthropo- morphic
landscape, always alive, talking (or rather
whispering), sometimes sad (i.e. in Des pas
sur la neige), and sometimes cheerful (i.e.
in Les collines d'Anacapri).

Debussy expressive means were of
course a lot more varied. He also created
lively genre scenes, inspired by French, Ital-
ian, Spanish, English, and even Ancient
Greek themes. These miniatures (Le vent
dans la plaine, Minstrels, La sérénade in-
terrompue, La puerta del Vino and
Danseuses de Delphes) are full of ele-
gance, distinctive flexibility and often
sparkling wit. Lubimov’s performance bril-
liantly conveys the full diversity of these
characters.

Somewhat paradoxically, one can only
fully appreciate the hidden depth of CD1
after having listened to CD2. In improvising
on Debussy’s themes, the musicians de-
velop and deepen their timbre characteris-

MoHe BCsikuii pa3 pa3Hbiii, B 3aBUCMMOCTH
0T OCBELEHHOCTU MK, rpybo roBopsi, OT
norogpl; 0aHa U Ta e ropa CeH-Buktyap y
Ce3aHHa TOXe MOCTOSIHHO MEHSIET CBOIO
LIBETOBYI) raMMy, @ 3Ha4uT 1 CBOM 06pas,
B 3aBMCUMOCTM OT 3O DEKTOB CBETA U OAHO-
BPEMEHHO LBeTa. Bce atn ugew, Gyayym,
KaKMM-TO 3arafo4HbIM 15 Hac 06pa3om,
«OMy3blKa/IeHbI», OTKPbUTM COBEPLIEHHO He-
13BEaHHbIE TOPU30HTHI 1afi0-rapMOHNYe-
CKUX 1 MENOANYECKIX KOMIIEKCOB, HEOKM-
[JaHHbIX KpacoK. OHU e co3Aan BO3MOX-
HOCTb ANl CO3AaHWS HOBOTO, a@HTPOMo-
MOPQHOro nemsama, NOCKObKY nensax y
[le6roccu Bceraa KUBOW, 0 YEM-TO Hanpsi-
HEHHO roOBOPSALMIA (MNK, YTO Yalle 6bIBaeT,
wenyywun), nM60 rpycTaWmMiA (KaK B
«LLlarax Ha CHery»), Win e Y4emy-To pafiyto-
Miics (Kak B «Xonmax AHakanpu»).
Pasymeertcs, Ha 3ToM 06pasHas nanu-
Tpa [le6roccu He OKaHYMBAETCS: Cloda Haao
MPUCOBOKYNUTb U IPKWE KaHPOBbIE Kap-
TUHKM, TO C GPaHLY3CKUM, TO C UTaNbsH-
CKMM, TO C UCMAHCKMM, TO C aHIIUICKUM, TO
Jaxe C aHTUYHbIM KONOPUTOM. ITW «Kap-



tics and flexibility. Alexei Lubimov, known as
one of the finest interpreters of the French
master, and Vladimir Tarasov, a jazz percus-
sionist, go to the heart of Debussy’s style,
and explore qualities that may stay unno-
ticed in an academic performance.

The percussion instruments play here an
unexpected role. They provide almost no
rhythm in the conventional sense of Stravin-
sky or Bartdk scores. The only exception is
perhaps Ce qu’a vu le vent d’Ouest, where
the drum tremoli enhance the dramatic ex-
pression of the prelude. In all the other
pieces the percussionist only creates an
acoustic background of refined noises, of
sometimes hardly audible murmur. This
sonic “frame depth” seems to be implied by
the composer, although it is not literally ex-
pressed in the score, and is strikingly real-
ized by both members of this outstanding
ensemble. One hears in both piano and
percussion parts the light breath of the
wind, soft murmur of water, occasional
bursts of thunder, an all-absorbing atmos-
phere of barely audible sounds that creates

TMHKW» («BeTep Ha paBHUHe», «MeHecTpe-
Jwr, «[lpepBaHHasn cepeHaga», «Bopora Anb-
ramépebl», «enbGUincKue TaHLOBIMLbI»)
MOMHbl M3ALLECTBa, CBOEOOPasHOW nna-
CTUKM, @ 3a4aCTyI0 U TOHKOro ocTpoymus. U
BCE CKasaHHOe KaK Hesb3s Jlydyle otpa-
KEHO B UCNONHeHUK Anekces JIlo61MMoBa.

Ewgé ogHa yHWKanbHasi yepta faHHOro
a1b60Ma COCTOMT B TOM, YTO NMO-HACTOALLEMY
MOHSATb NOTaEHHbIE C/0M NEPBOr0 AMCKA
MOJKHO JINLIb BHUKHYB B COAEPIKaHWe BTO-
poro, rae My3blKaHTbl, MMNPOBU3UPYS Ha
TeMbl, 3afaHHble [lebtoceu B Mpentoausx,
pacwupsatoT U ymybnsaioT ux TeMbpanbHo-
MaCTMYECKUE XapPaKTEPUCTUKU. ANeKcen
J1to61MOB, KOTOPbIN M3[aBHA U3BECTEH KaK
OIMH W3 CaMblX TOHKMX WHTEPNPETATOPOB
MY3bIKW  QpaHLYy3CKOro Mactepa, WAET
3[€Cb, B COAPYKECTBE C [#a30BbIM NEPKyC-
CMOHKUCTOM Bnagnmmpom TapacoBbiM Kak
6bl BIITyOb CTUNS, UCCNIEAYS T€ KAYECTBA, KO-
TOpble NPY 0BbIYHOM WUCMOTHEHWK HE BCe-
ria MOTyT 6bITb 3aMETHbI.

lpexnae BCEro: yaapHole 3aech npes-
CTaloT TaKe B COBEPLIEHHO HEOMMAAaH-

the special space of Debussy’s musical
world. It is infinite and so deep that some-
times the sound is so soft that we can only
guess it's there. This is the reason why si-
lences play such a crucial role here; their
dramatic meaning is as essential as that of
the actual sounds.

Lubimov and Tarasov clearly show the
way from Debussy to the Klangfarben-
melodie of Webemn, to sonorism and even

HOM KayecTBe: B HWUX MOYTW HE MPUCYT-
CTBYET PUTM B TOM 06bIYHOM CMbIC/E, KaK
OH NpeACcTaBieH B NapTUsX yAAPHbIX, Ha-
npumep, y CtpaBuHCKoro wan baprtoka.
EAvHCTBEHHOE, NOKanyi, UCKIOYeHNe —
Mpentoauns «410 BUAEN 3anafHbli BETEP»,
rae 6apabaHHble tremoli addeKTHO yeu-
JIMBAOT 3KCMPECCUBHYID KapTUHY 3TOM
nbecbl. B ocTanbHbIX e mbecax yaap-
Hble CO3/Al0T MWL HEKME M3bICKAaHHbIE,



to John Cage. | would call these improvisa-
tions “extended interpretations” that open
a new level of understanding of this great
music. On the other hand, let the musicians
themselves tell us about that.

Andrey Khitruk

Alexei Lubimov:

Our “deconstructions” are rather free re-
readings of Debussy’s musical texts, based
on the thematic and harmonic schemes of
each piece. The starting point for us is the
preservation and amplification of the
“image” of each piece - its emotional, col-
oristic, descriptive bent. The creation of new
dimensions, the expansion of the impres-
sionistic, coloristic aspect of this music is
made possible by the complex semantics of
the percussion instruments. Our adapta-
tions resulted in an unconstrained expan-
sion of time, and transformed Debussy’s
finished forms into a “free flight” over the
vast plains of his imagination. Moreover, we
wanted to amplify the surrealistic, mystical
side of the sound magic of Debussy.
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MHOTAa efBa C/bIWMMbIE LWYMbl, LIOPOXH,
TBOPS TOT 3BYKOBOW 3ajHUI NA1aH, Ty «[J1y-
61HY Kaapa», KoTopasi, X0Tb ¥ Mofpasyme-
BAETCS, HO KaK Obl He BCceraa AonucaHa B
aBTopcKon daktype lpenoguii. B atom
3ameyate/lbHOM aHcam6J1e Mbl CNbILINM —
1y dopTennaHo, 1y yaapHbIX — AyHOBEHWS
BETPa, KypyYaHue BoAbl, U3peaKa yaapbl
rpoma, 1 BCE 3T0 MOrPYHEHO B 0COBYI0 aT-
Mocdepy efBa CbllMMbIX 3By4aHUiA, 160
rmybuHa npocTpaHcTBa y [e6ioceu Ha-
CTO/IbKO 6€3MepHa, 4T0 Mbl MHOTAA JUILb
nogospesaemM 0 3ByKe. [loatomy cTO/b
Ba¥HbIMU 3[1€Cb OKa3blBAKOTCA M Nay3bl,
MMEILLME HEe MEHEE BaXHbIN Apamartyp-
TMYECKUIA CMbICA, YeM COOCTBEHHO 3BYYa-
HUS.

Jlto6moB ¢ TapacoBbIM IBHO YKas3bl-
BAIOT Ha NyTb, MyCKal INLb e4Ba HaMEeYeH-
HbIi y camoro [le6roceu, K byaylen CoHo-
puctuke, Kk BebepHy u pawe Kewnmsy.
W, Takum 06pasom, i 6bl UCTOIKOBAN 3TU
MMNPOBKU3ALMM CKOPEe KaK «pacClMpeH-
Hble MHTEPMPETaLMM», OTKPbIBAKOLLME HO-
Bbl€ FOPM30HTbI B MOCTUKEHUMN 3TOW BEU-

Viadimir Tarasov:

For us, improvising musicians coming from
jazz, Debussy is the forerunner of transpar-
ent chamber pianism, where the sound is
alive not just in the notes, but in the rests
between them. Debussy’s music has defi-
nitely influenced such artists as Paul Bley,
Bill Evans, Ran Blake and many other im-
provising musicians. For me, as a percus-
sionist, it is a great instance of sounding
silence, when music seems to hang in the
air above the performers and the audience.
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KOV My3blKW. Bnpoyem, 06 aToM JiyyLie pac-
CKaXyT caMy My3blKaHTbI.

AHzpen Xutpyk
Anekceii JIo61MMoB:
«Halm "ieKOHCTPYKLMN™ - 3T0 J0CTATOYHO
cB06OAHbIE 06PABOTKM TEKCTOB [eboccH,
Ha 0CHOBE TEMATU4ECKMX M FaPMOHMYECKMX
KOMMIEKCOB, 3aAaHHbIX B KaaoW Mbece.
OTnpaBHas TO4Ka /15t HAac — COXPaHEHME W
ycuneHue “o6pasa” Mbeckl, ero AMOLMO-
Ha/bHOr0, KOMOPUCTUYECKOTO, OnMCaTeNb-
HOTO COCTOSIHUS, BO3MOKHOE MMEHHO bna-



For us playing “deconstructions” of Debussy
is an experience of empathy on a theme
given by the composer.
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rofilapsi MHOrOMIaHOBOV CEMaHTUKe yaap-
HbIX UHCTPYMEHTOB, NPUAALOLLMX HOBbIE U3-
MEPEHWUS] U TOPU30HTbI, PACLMPSIOLUX
MMNPECCUMOHNUCTUYECKMIA, KDACOUHbIN CNOW
3TOM My3blKW. Hawm 06paboTKM NOBAEKIN
3a c060/ CBOOOAHOE pacluMpeHue Bpe-
MEHW 1 NPEBPaTUIN 3aBEPLLEHHYI0 HOopMY
[le6toceH B HEKMii "cBO6OAHBIM NONET" Haa
npocTopamMu ero BoobpaxeHud. Kpome
TOr0, HaM X0TEN0Cb YCUIUTb COPPEannCTU-

YECKYI0, MUCTUYECKYIO CTOPOHY 3BYKOBOM
maruu [le6roccu».

Bnapumup TapacoB:

«[Ins Hac, MNPOBU3MPYIOLLMX My3bIKAHTOB,
BbllEAWNX M3 mka3a, Knop [ebioccn —
NpeaBeCTHUK NPO3PayHOro KamMepHoro
NWaHW3Ma, Iie 3BYK HMBET He TONbKO B MC-
MOJHAEMbIX HOTaX, HO U MeXay HUMK. bes-
YCIOBHO, 4TO My3blKa [le6ioccu nosausia
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Ha TaKux ucnonHutenen, kak Paul Bley, Bill
Evans, Ran Blake v MHOrvx apyrvx umMnpo-
BU3MPYIOWMX MY3bIKAHTOB. JIMYHO Ans
MEHS KaK NepKyCCUOHUCTa — 3T0 3aMeya-
TeNbHbI MPUMMEp TOro, Koraa naysa Toxe
3BYYMT M My3blKa KaK Gbl 3aBMCAET B BO3-
JyXe Hafl UCMOMHUTENSMM W CRyLIaTeNAMM.
UcnonHenne “IeKoHCTpYKuMiA” [le6loceu —
[J151 HaC CKOpee ComepenBaHue no 3aaaH-
HOW KOMMO3UTOPOM TEMED.



Knop [le6toccu (1862-1918) iV e CD2: 67.36
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"PEﬂl’OﬂMM DDD/STEREO ...Mapyca, L. 125/117 N2 2 6.27
AAFAARESREEE S UG0S ...Betep Ha paBHuHe, L. 125/117 Ne 3 3.14
...TymaHsl, L. 131/123 N2 1 3.50
CD 1: 78.26 MyueHunyectBo CB. CebacTbsiHa: IKcTaTMUeCKuii TaHel, (nepen. A. Kanne) 5.34
12 npentoawuii, 1-a Tetpagp, L. 125/117 MyyennyecTBo CB. CebactbsiHa: PaHeHbli nasp (nepen. A. Kanne) 3.24
..ﬂ,eﬂbq)VlVlCKVle TaHLOBLMLIbI 3.11 El ...lLaru Ha CHery L. 125/117 N 6 4.34
..Napyca 3.54 ...Y10 BMAen 3anagHoiv Betep L. 125/117 Ne 7 4.13
..Betep Ha paBHuHe 2.10 ...Bopota Anbraméper L. 131/123 N2 3 4.05
...3BYKM 1 apOMaThl PeloT B BEYEPHEM BO3AYXE 3.29 [e] MyuyenunuecTso CB. CebacTbsaHa: JKCTaTMYECKMI TaHell (nepen. A. Kamne) (6uc) 4.05
...XonMbl AHaKanpu 2.49 ...Napyca, L. 125/117 Ne 2 5.15
..llarn Ha cHery 3.39 ...Betep Ha paBHuHe, L. 125/117 N° 3 4.02
...To, 470 BUAEN 3anagHblii BeTep 3.22 ...TymaHbl, L. 131/123 N* 1 4.29
...JleBylIKa C BONOCAMM LIBETA JbHa 2.18 ...Illarv Ha cHery, L. 125/117 N 6 5.28
..MpepBaHHas ceperaza 2.45 ...Y70 Bugen 3anagHsbivi BeTep, L. 125/117 Ne7 4.54
...3aTOHyBLMI CO60P 5.47 ...Bopota Anbramépel, L. 131/123 N 3 (6uc) 3.59
ool S i) Anekceii Jllo6uMoB, GopTen1aHo
...MeHecTpenu 2.26
Bnapumup TapacoB, nepkyccus (CD 2)
12 npentoauii, 2-a TeTpags, L. 131/123
TyMaHsl 3.53 3anucy ¢ KOHLLEPTOB:
a 'M.. 3' 10 CD 1: = B Manom 3ane MOCKOBCKO rocyaapCTBeHHOM KoHcepeaTtopuu M. .M. Yalikosckoro, 21 dpespans, 2013 roga
el QUELE AV . = B PaxmaHWHOBCKOM 3asie MOCKOBCKOW rocyaapCcTBeHHOM KoHcepBatopuu UM, 1.1, YaiikoBckoro, 24 aexabps 2010 roga
. -BOpOTa Aﬂbl’aMﬁpr 3.27 CD 2: El Ha MexayHapoaHom dectuBane «MopaBcKas oceHb» B 3ane ¢punapmoHun r. bpHo, 31 oktabpa 2013 ropa
...0en - npenecTHble TaHUOBLIHULbI 3.02 = Ha MexzyHapoaHoM dectuBane «[leGloccu 1 ero Bpems» B PaxmMaHMHOBCKOM 3ane
X .BepeCK 2.50 MocKoBCKo# rocyapcTBeHHOM KoHcepsatopun um. .. Yaiikosckoro 21 okta6pa 2012 ropa
..TeHepan ﬂaBMH-aKCLlEHTpVIK 2.38 3ByKopexuccépbl: Muxaun Cnacckuit (CD 1: [1]-[12]), Anapeii AnapuaHos (CD 1:[13]-[24])
...Teppaca, noceuaemas ayHHbIM CBETOM 4.10 fipocnas 3oyxap (CD 2:[1]-[9]), Muxann Cnacckuit (CD 2:[10]-[15])
...YHAMHa 3.06 MactepuHr: EneHa Cbiy lNepesoa: Ennsaseta Munnep Unnioctpauus Ha o6noxke: AnbGoHc Myxa
..B 3Hak yBaxeHus C. MukBuKy, akc-M.4.MM.K. 2.3l [QnsaiiH: Makcum KomnaHeel,  ®oro: Metp ®paHuaH MenonuTenbHbli npoziocep: Esrenmii MnatoHos
..Kanona 3.04 MocKoBCKas rocyaapCTBeHHas KOHCepBaTopus umen 1.1, YaiiKocKoro Graroapwt Esrenvio M3orosy (Mocksa),
..Yepe, JyIOLMECS TEPLIN 2.39 Anekcaanapaca LLinvennca (BwibHioc) u Burescnasa Mukelwa (bpHo) 3a nomMoLyb B MOATOTOBKE K M3AaHUIO HACTOALLErO albboMa.
...0enepsepk 5.10 © & ® 2018 MocKoBCcKas rocyjapcTBeHHas KoHcepsaTopus um. .1, YaitKoBcKoro
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