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Frédéric Chopin (1810 — 1849)
& Claude Debussy (1862 — 1918)
24 Etudes

Pour les arpeges composés, L. 136 No. 11 (Debussy)
Etude No. 13 in A flat major, Op. 25 No. 1 (Chopin) . .
Etude No. 14 in F minor, Op. 25 No. 2 (Chopin). . . . .
Pour les huit doigts, L. 136 No. 6 (Debussy). .. .. ...
Etude No. 18 in G sharp minor, Op. 25 No. 6 (Chopin)
Pour les tierces, L. 136 No. 2 (Debussy). .. ........
Pour les quartes, L. 136 No. 3 (Debussy)..........
Etude No. 6 in E flat minor, Op. 10 No. 6 (Chopin) . . .
Etude No. 20 in D flat major, Op. 25 No. 8 (Chopin). .
Pour les sixtes, L. 136 No. 4 (Debussy) ...........
Etude No. 22 in B minor, Op. 25 No. 10 (Chopin). . ..
Pour les octaves, L. 136 No. 5 (Debussy). . ........

DDD/STEREO
TT: 83.13

CD 1:39.16



(8] [o] [¥] [

=l [=] [
5l El E] [ [=] &I o] []

CD 2:43.57

Pour les degrés chromatiques, L. 136 No. 7 (Debussy) .. .......... 2.27
Etude No. 23 in A minor, Op. 25 No. 11 (Chopin) .. ............... 3.53
Etude No. 24 in C minor, Op. 25 No. 12 (Chopin). . ............... 2.51
Pour les “cing doigts” — d’apres Monsieur Czerny,

L. 136 NO. 1 (DEDBUSSY) . . v oot et e e e e 3.27
Etude No. 7 in C major, Op. 10 No. 7 (Chopin). .. .....covvenn ... 2.00
Pour les notes répétées, L. 136 No. 9 (Debussy) . .. .............. 3.51
Pour les agréments, L. 136 No. 8 (Debussy) .................... 5.21
Etude No. 15 in F major, Op. 25 No. 3 (Chopin) . .. ............... 1.52
Etude No. 16 in A minor, Op. 25 No. 4 (Chopin) . ................. 1.55
Pour les accords, L. 136 No. 12 (Debussy). . ... ...t 4.39
Etude No. 19 in C sharp minor, Op. 25 No. 7 (Chopin). . ........... 4.55
Pour les sonorités opposées, L. 136 No. 10 (Debussy) ............ 6.43
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“Correspondance”

La Nature est un temple ou de vivants piliers
Laissent parfois sortir de confuses paroles;
L'homme y passe a travers des foréts de symboles
Qui I'observent avec des regards familiers.

Comme de longs échos qui de loin se confondent
Dans une ténébreuse et profonde unité,

Vaste comme la nuit et comme la clarté,

Les parfums, les couleurs et les sons se répondent...

Charles Baudelaire

his disc presents a composition compiled by pianist Natalia Troull from

two sets of Etudes written by the piano masters of the 19th and 20th cen-

turies, Chopin and Debussy. Whoever we may regard as the major piano
composers, these two them always stand at the origins of what we can call mod-
ern pianism. Chopin and Debussy embody an eternal vital principle. As we turn
to their music, we reconnect with the basics of piano playing.



The great Frédéric Chopin was in fact an autodidact. His innovative and
distinctive pianism was not learned by him from any of the rather ordinary mu-
sicians who taught him. Neither Wojciech Zywny nor Jézef Elsner could teach
Chopin his unique manner of “singing at the piano,” his pearly touch, and his
amazing rubato. Having formed unusually early as a unique genius of the piano,
Chopin obviously wanted to capture the set of his own laws of piano playing
in two opuses of his Etudes. These works amazed and even horrified the mu-
sicians who heard them. So, Ignaz Moscheles, a reputable pianist of the time,
said: “Before | heard Chopin’s incomparable performance of his Etudes, | con-
sidered them finger-breaking and non-performable.”

The personality of Debussy and his music were always a combination of
two polar hypostases — complementing one another and contrasting, like front
and side views, like negative and positive. One is a fin-de-siecle man, a so-
phisticated singer of “moonlight,” who is in vital need of the comfort of dolce far
niente, while the other is a harbinger of the cruel twentieth century, a laconic
witness to the losses of winter that is “nothing but a villain,” and a toiler patiently
enduring the hardships of wartime. In the fashion of the 1880s, the broad face of
one of them — like that of Zola and Bizet — is framed by a beard, his small sleepy
eyes sink in the fleshy cheeks, his speech is quiet and vague. The face of the
other seemed to be devoid of the front and represented just a profile, and “his
overall appearance came off as a new knife” (C. Debussy. Articles, Reviews,



Conversations. M. 1964. P. 35). His manner of moving and speaking was harsh
and impetuous, his judgments were aphoristic, witty, and categorical. We are
describing Debussy — and Monsieur Croche, his creative alter ego.

Debussy praises living music and the “multiple soul” of nature and formu-
lates his ideal of melody in beautiful aphoristic expressions — “divine arabesque,”
harmony — “colors of consonances floating and changing their outlines,” forms —
“endless variety, far from the nomenclature list of forms of the conservatory text-
book,” and musical aesthetics in general: “Being there when the sun rises is
more useful for a composer than listening to Beethoven’s Pastorale” (Debussy.
Articles, Reviews, Conversations. M. 1964. P. 38).

Well, if so, may we carefully suppose on behalf of Debussy that it is more
useful for a pianist to see the sunrise and hear the noise of waves than to grind
at the Hanon exercises?

In February 1915, at the height of the First World War, Debussy was ap-
proached by a friend of his, the publisher Jacques Durand, with a request to
make a new edition of Chopin’s Etudes. Debussy was incredibly excited about
the idea, and the work distracted him from the growing depression and serious
illness that had become a habitual background for his last years. In his corre-
spondence with Durand, Debussy writes in some detail about his stoic mood
from Pourville le Dieppe, a resort on the coast of the English Channel, where he
and his family stayed in July and August 1915: “It seems to me, in the Parisian
atmosphere, with its equal amount of pessimism and optimism, where everyone
would like to have his own trench for morning breakfast (during the bombing —



0.S.), the customary common sense dissolves” (Debussy. Letters. L.: Muzyka,
1986. P. 235). There, far from Paris and its anxiety, Debussy felt a surge of in-
spiration and harmony with the life around him. Again, at the end of his life, he
was imbued with all the beauty and freedom of Chopin’s pianism and realized its
extraordinary life-giving power. His Etudes were born from the awakened desire
to enter into a creative dialogue with Chopin. There are twelve of them, and they
generalize the novelties that he introduced into piano techniques. As the title
suggests, each étude focuses on one kind of piano technique — conventional, or
rediscovered, or newly created by Debussy. These new formulas of pianism are
universal and all-embracing. Like the primordial phenomena of nature — snow,
the sea, the forest, the song of birds, and gardens in the rain — they do not need
descriptive interpretations. In the light of Debussy’s confessions, the deep and
universal meaning he put into the Etudes is obvious. Rejecting “human” descrip-
tive interpretations, he leaves only designations of pianistic techniques, which
are now clearly equivalent to natural phenomena for him. Debussy looked for a
symbolic meaning in the images of nature all his life, and finally, on the verge of
death, he saw them in all their disembodied nakedness.

Natalia Troull came to the fore of musical life after winning the Interna-
tional Piano Competition in Belgrade. Then there was the second prize at the
Tchaikovsky Competition and the first one at the Monte Carlo Piano Masters.
The pianist’s performing manner has always been known for its romantic dom-



inant — if we do not understand romanticism narrowly as an artistic movement
of the 19th century, but broadly, as Alexander Blok did in his speech before the
actors of the Bolshoi Drama Theater in 1919: “Romanticism is a conventional
designation of the sixth sense, if we take this word in its undisturbed, clear form.
Romanticism is nothing more than a way to arrange, organize a person, a bear-
er of culture, for a new connection with the elements.”

The pianist performs the Chopin and Debussy études as a combined set
where each of the Chopin études is followed by a Debussy one similar in terms
of pianistic task or texture. Sometimes the parallels of the texture are not obvi-
ous, and she builds complex associative series, peculiar routes like in The Gar-
den of Forking Paths (Borges) or Hopscotch (Cortazar). Every listener is free to
follow the path proposed to him, listen to the études in a row, or choose his own
route.

Olga Skorbyashchenskaya,
Professor at St. Petersburg Conservatory,
Ph.D. in History of Arts



«Coomeemcmeaue»

lMpupoda — cmpoeull xpam, 20e cmpou Xu8bIX KOITOHH
lMopoti yymb 8HAMHBIU 38YK yKPadKOoK ypoHUM;
Jlecamu cumeornos bpedém, 8 ux yawax moHem
CMywéHHbIU Yyerosek, ux 83215100M yMUIEH.

Kak axo om3gykoe 8 00UH akkopO HesICHbIU,
0e scé eduHo, ceem u HO4YU meMHoma,
brazoyxaHus u 38yKu u ueema

B Heli covemaromcsi @ 2apMOHUU cOo2/1acHoU ...

LLlapnb Bodnep
(nep. dnnuc — J1. KobbinsiHckud)

a 3TOM Aucke npefcTaBfieHa KOMMO3MLMS, COCTaBliEHHast MUaHWUCT-
Kov Hatanben Tpynnb 13 OBYX LMKIOB mMacTepoB cdoptenuaHo XIX-XX
Beka — OTionos LLoneHa n 3Tiogos Oebioccu. Koro 6bl Mbl HY BKHOYanmu
B psf rmaBHbIX (hOpTENMaHHbIX KOMMO3UTOPOB, ABOE BCErAa CTOSIT Y MCTOKOB
TOro, YTO MOXHO Ha3BaTb COBPEMEHHbIM NaHuamom. J1o LWoneH n Oebrocew.
OHu BOMNOLLAKT BEYHOE XM3HEHHOE Ha4ano, obpaliasick K X My3blke, Mbl BOC-
CTaHaBnMBaeM CBA3b C OCHOBaMU (hopTennMaHHOM Urpbl.



leHnanbHbIi Ppenepuk LoneH Gbin, no cyTtu, aBToamaakTom. Ero HoBa-
TOPCKUI 1 CBOEOOPAa3HbIN NMUaHN3M He Obln YCBOEH MM HU Y KOTO U3 YYMBLLMX
€ro JOBOSbHO OpAMHAPHbIX My3blkaHTOB. Hu Bowuex XXunBHbIR, HY Mosed Onb-
CHep He Mornun HayuuTb LLloneHa ero yHukanbHoOW MaHepe «MeHusi 3a Posinem»,
€ro XeM4y>XHOMy TyLle, ero notpsicatoliemy rubato. HeobblyaliHo paHo cdop-
MWPOBABLUMCb KaK YHUKaIbHbIVA reHuin popTtenunaro, LLloneH 3axoren, oueBuaHo,
3aneyaTneTb CBOJ CBOMX 3aKOHOB (DOPTEMMAHHON Urpbl B ABYX onycax OTHAOB.
3TN Npou3BedeHNs U3YMUINU U OaXe YXKacHYNU YCrbILIaBLUMX UX MY3bIKaHTOB.
Tak, cepb€3Hbli aBTOpUTET POPTENUaHHON My3blku Toro BpemeHu WrHay Mo-
wenec roeopun: «[o Tex nop, noka s He ycnbiwan ATioabl LoneHa B ero cob-
CTBEHHOM HECcpaBHEHHOM WCMONHEHUN, S cYMTan MX NanbLeNoOMHbIMA U HEUC-
NOMHUMbIMM!».

B obnuke [ebioccn 1 B ero My3bike Bcerga CoveTanuchb ABE MOMsipHble
uroctacy — OOMNONHsLWME APYr Apyra U KOHTpacTHble, kKak dac u npoduns,
HeraTmB 1 no3uTme. OauH — yenosek fin de siecle, yTOHYEHHbBIN NeBeL, «IyHHO-
ro cBeTa», XU3HEHHO HyxaaBLluuiica B komdopTte «dolce far niente», gpyron —
npeaBecTHUK XXeCToKoro XX Beka, NakOHUYHbIN CBMAETENb NOTEPL «3UMbI, YTO
BCEX 3r1o4eeB 3rew», TEPMNenMBO CHOCSALLMNIA TArOTbl BOEHHOrO BPEMEHU TpYXKe-
Huk. LLnpokoe nuuo ogHoro no moge 1880 rogos — kak y 3ons n buse — obpawm-
neHo 6opofoi, MarneHbKNe COHHbIE rMaskv YTOHYNM B MSICUCTBIX LUeKax, pedb
TMXa M pacnsbie4ata. Jluuo BTOporo, kasanock, 6bino nuweHo daca u npea-
CTaBnsAno oavH Npodunb, a «obwuii ero BuA ero npov3Boaus BrevyaTtneHve
HoBoro Hoxax»[1]. (Jebroccu K. Cmambu, peyeH3uu, 6ecedbl. M. 1964. C. 35).
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MaHepa aBuratbCcs 1 roBopuThb BbiNa peska v NopbIBUCTA, CyXAeHUs — adopu-
CTUYHBI, OCTPOYMHbI 1 KaTeropuyHbl. Mbl onuceiBaem [de6ioccu — u rocnoguHa
Kpouua, ero TBopyeckoe alter ego.

[le6toccn BOCMEBAET XUBYIO My3blKy M «MHOXECTBEHHYIO AyLUY» MpuUpo-
Abl 1 B NPeKpacHbIX apopUCTUHECKMX BblpaXeHUsix popMynupyeT cBoin uaean
menoaun — «boxecTBeHHas apabecka», rapMOHUN — «NIbIBYLUME U MEHSIIoLLne
CBOM 04epTaHusi Kpacku Co3ByYuii», hopMbl — «BeckoHe4yHoe pasHoobpasue,
fanékoe OT HOMEHKMNaTYpHOro nepeyHst hopM KOHCEPBATOPCKOro y4YebHukar,
My3blKkanbHOW 3CTETUKM B LierioM: «[pMCyTCTBOBaTb NpW BOCXOAE COMHLA A
KomnosuTopa fornesHee, Yem crywartb “‘llactopasbHylo cumdoHno” beTxose-
Ha» (Jebroccu. Cmambu, peyeH3uu, 6ecedbl. M. 1964. C.38.).

Hy, ecnu Tak, To n 4na nMaHucTa nonesHee BUAETb BOCXOA COMHUA U Cribl-
waThb WYM BOJH, YeM 3yOpuTb ynpaxHeHnsi FaHOHa — OCTOPOXXHO MPEANONOXUM
oT umeHn [lebroccu n mbl.

B cespane 1915 ropa, B pasrap [Nepsoii MupoBon BOMHBbI, Kk [lebioccu
obparunca ero apyr, u3gatenb Xak [iopaH ¢ npocbOon caenatb HOBYK pe-
Oakuuio LwoneHoBckmx ATogoB. PaboTta ata HeBepoaTHO yBnekna Oebioccn n
OTBIEKMa ero OT HapacTawLLUen agenpeccun n Tsbkénon 6onesHn, cTasLluen npu-
BblYHbIM (POHOM Ans ero nocnegHux net. B nepenucke ¢ OiopaHom [de6roccu
[0BOMbHO MOAPOGHO MULLET O CBOEM CTOMYECKOM HacTpoeHun u3 [NypBunb-ne-
[ben, kypopTHOro ropogka Ha 6epery Jla MaHwa, rae oH ¢ ceMb&in Haxoguncs
B utone-aerycte 1915 roga: «Kak MHe kaxeTcsl, B mapwxxckow aTtmocdepe, roe
MOCTOAHHO BO3HUKAET CTOJbKO XXe NecCMMmn3ma, CKOJNTbKO U ONTUMU3MA U rOe Ka-
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XOOMY XOTernocb Gbl MMETb COBCTBEHHYHO TpaHLLE ANs YTPEeHHEero 3aBTpaka
(Bo BpemMst 6ombéxek — O.C.), pacTBOPSIETCSA NPUBbIYHBIA HAaM 34pPaBbli CMbICITY
(debroccu. Mucbma. J1.: My3sbika, 1986. C. 235). 3gech, Baanu ot MNapuxka v ero
TpeBor, [lebroccu noyyBCTBOBaN MPUNUB BAOXHOBEHUSI U FAPMOHMIO C OKpYXa-
IOLLEN XM3HbK. BHOBb, HA MCXOA4E XM3HWU, OH MPOHWUKCHA BCEN KPacoTOM U CBO-
6010/ LLIOMEHOBCKOrO MUaHM3Ma U OCO3Harn ero HeobblYalHY KUBUTEMbHYH
cuny. 13 npobyamsLierocs xenaHus BCTynUTb B TBOpYeckuin avanor ¢ Lone-
HOM poaunuck ero ATioabl. Mx 12, n oHM 0606LaT To HOBOE, YTO OH BHEC B
hopTenunaHHyr TexHUKy. Kaxaplin aTiog — Kak sIBCTBYET U3 3arorioBka — Cocpe-
[OTOYEH Ha oOHOM BuAe hopTENUAHHON TEXHUKU — TPAAULMOHHOM UM 3aHOBO
OTKPbLITOM UMW BHOBb co3faHHOM [lebroccu. OTu HoBble popMynbl MMaHu3ma
YHUBEpPCarbHbl Y BCEOOBEMIIOLLM — U HE HYXXOAKTCH B NPOrpaMMHbIX MUCTOM-
KOBaHUsIX, Kak NepBOpOAHbIE SIBNEHNsi caMoil MpUpoabl: CHEr, Mope, fec, NeHue
nTuu, caabl nod AoxaéM. B cBeTte npusHaHuii [leGioccu sicHo, kakol rnybokui,
YHUBEpPCarbHbIA CMbICI OH BNOXUN B OToAbl. OTKa3blBasiCb OT «4ErI0BEHECKUX»
nporpaMMHbIX UCTONKOBaHWUIA, OH OCTaBMsieT TONIbKO 0603HaYeHMs NMaHncTuYe-
CKUX MPUEMOB, KOTOpbIe AN HEro, O4YeBMAHO, PaBHO3HAYHbI TENEPb ABMEHMAM
npupogbl. Bcto xun3Hb [ebroccu nckan cUMBOMMYECKUIA CMbIC B oBpasax npu-
poabl — W, HAKOHELl, Ha nopore CMepTW, yBUOEN UX BO BCEW Pa3BOMIOLLEHHOW
0BHaXEHHOCTH.
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Hatanua Tpynnb BbilWna Ha aBaHCLEHY My3blKanbHOW XW3HW nocne
nobenpl Ha MexayHapooHOM KoHKypce nuaHucToB B Benrpage. 3atem 6binu
BTOpasi NPemusi Ha KOHKypce UMeHM YaiikoBCKOro U mnepBasi Ha KOHKypce B
MoHTe-Kapno. B ncnonHuTensckon MaHepe NUaHUCTKM Bcerga bbina owytuma
poMaHTUYeckasl AJOMUHAHTa — eCNN MOHUMaTb POMaHTU3M He Y3KO, KaK XydoXe-
CcTBEHHoe TeveHue XIX Beka, a pacluMpuUTenbHO, Kak NoHMMan ero AnekcaHap
Brok, korga B peun nepeq aktépamu BAT B 1919 rogy geknapuposan: «Poman-
TU3M — ycrioBHoe 0603Ha4YeHWe LWeCToro YyBCTBa, ECMN Mbl BO3bMEM 3TO CMOBO
B €ro He3aMyTHEHHOM, YUCTOM BuAe. POMaHTU3M eCTb He YTO MHOoe, Kak Cro-
cob ycTpouTb, OpraHn3oBaTb YerioBeka, HOCUTENSs KymnbTypbl, Ha HOBYH CBSi3b
CO CTUXUEN».

MunaHucTtka ucnonHset atioabl LoneHa n [ebGioccn kak 06beAMHEHHbIN
uMkn, 3a kaxabiv ATiogom LLoneHa cnegyet nogo6HbIN MO MMaHNCTUYECKON 3a-
nadve unu daktypHomy obnuky OTiog [ebtocen. NHorga napannenu daktypbl
He SIBHbl, 1 OHa BbICTpavBaeT CMOXHble accoumaTuBHbIE psabl, CBOeObpasHble
MapLpyTbl «Caga pacxoaswmxcs Tponok» (bopxec) unu «Mrpbl B Knaccukm»
(KopTacap). Kaxgpin cnywatenb BOMEH MPOWTU NPeanoXeHHbIM eMy MyTéMm,
npocnywatb JTioAbl NOAPA UNK BbibpaTh CBOW MapLUpYT.

O.A. CkopbsiweHckasi,
lMpogbeccop CaHkm-lemepbypackoll KoHcepgamopuu,
kaHOuGam uckyccmeogedeHust
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«COOTBETCTBUE»

®pupepuk LoneH (1810 — 1849)
u Knop Oe6loccu (1862 — 1918)
24 3T0pa

CnoxHble apneaxuo, L. 136 Ne 11 (Oebtocen) . . . . ..
3tioa Ne 13 Jla-6emonb maxop, Op. 25 Ne 1 (LoneH)
3tioa Ne 14 dpa muHop, Op. 25 Ne 2 (LoneH). .. .. ..
OTioa onst BocbMuy nanbues, L. 136 Ne 6 (Oebtoccu) .
Otioa Ne 18 conb-anes muHop, Op. 25 Ne 6 (LLoneH) .
Tepuwmm, L. 136 Ne 2 (Oebrocem) .. ..o on .
KeapThbl, L. 136 Ne 3 (Aebrocem) ... .. ..ot
Otiog Ne 6 mu-6emonb MuHop, Op. 10 Ne 6 (LoneH) .
Otioa Ne 20 Pe-6emonb maxop, Op. 25 Ne 8 (LLoneH)
CekcTbl, L. 136 Ne 4 (debrocch) ... ..ot
Otioa Ne 22 cu muHop, Op. 25 Ne 10 (LWoneH) . ... ..
OktaBebl, L. 136 Ne 5 ([ebrocen) ... ... .o vt
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Xpomatuueckue nocnenosanus, L. 136 Ne 7 (Oebrocem) ... .. ... .. 2.27
Otiog Ne 23 ns muHop, Op. 25 Ne 11 (WoneH) . .................. 3.53
Otiog Ne 24 no muHop, Op. 25 Ne 12 (WoneH) . .................. 251
OTiog ans “nAtv nanbues” no r-Hy YepHu, L. 136 Ne 1 (Oebrocem). . . . 3.27
OTiog Ne 7 flo maxop, Op. 10 Ne 7 (LoneH). . ... ..ot 2.00
MoBsTopsitomecs HoTbl, L. 136 Ne 9 (debroccn) . ... ..ot on .t 3.51
Ykpawenus, L. 136 Ne 8 (ebtocch) . .. .o oo oo 5.21
Otiop Ne 15 da maxop, Op. 25 Ne 3 (LoneH). . .. ...t 1.52
Otiog Ne 16 nst MmuHop, Op. 25 Ne 4 (LWomneH) .. .. ... ..ot 1.55
Akkopapl, L. 136 Ne 12 (0ebrocch) . .. oo o oo 4.39
OTiog Ne 19 no-anes muHop, Op. 25 Ne 7 (LoneH). .. ... .. ... ... 4.55
MpoTrBononoxeHune 3By4Hoctew, L. 136 Ne 10 (Oebrocen) .. .. .. ... 6.43
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