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1. César Cui, “Neskol'ko slov
o sovremennykh opeenykh
formakh™ (1889), in Cui,
Izhrannye star’s, ed. 1. L.
Gusin (Leningrad, 1952), pp-
4+06-8, Translations from
Russian are mine.

Stfﬂp’iﬂgky{f “REJOICING DISCOVERY’ AND WHAT

IT MEANT: IN DEFENSE OF HIS NOTORIOUS TEXT SETTING

RICHARD TARUSKIN | Columbia University

§x

Truc vocal music is written to a pre-existing text, to a work of artistry, of
poctry, capable of inspiring a musician. It is morcover essential that the
music faithfully transmit the general mood of the poctical work and that it
scrve as its beautiful and well-fitting aetire. It is cssential that in quantity
the music correspond to the dimensions of the poem, so that the music
does not dangle on it likc a gown on a hook, so that the text need not be
artificially prolonged by repeating stanzas, verses, or individual words,
and so that by such reperitions the artistic and clegant form of the poem be
not distorted. It is cssential that, in singing, the pronunciation of every
word be suitably rendered, and that the phrasing of the text and the
obscrvance of its punctuation be correct. Besides that, the rhythm of
the music and its meter must be in direct correspondence with the meter of
the verse, the length of the musical phrase with the length of the text
phrasc, and, in fine, that the music in every way blend with the word so as
to form with it onc indissoluble, organic whole.!

So wrote César Cui, then Russia’s doyen of musical criticism, when Igor Stravinsky
was seven years old. Like all such dogmatic pronouncements of Cui’s, these arc
framed as rules dictated by sheer Ciceronian common sensc, and yet the author
attaches an explicitly programmatic significance to them when he notes that “re-
markably, before the present time a majority of composers and of the public did not
realize the importance of all of the foregoing and willingly deprived themsclves of
this powerful force of expression and impression.” It was a specifically Russian and
a specifically realist acsthetic he was summing up, one that had found its prime
exponent in Mussorgsky, and that was exemplified par excellence in a style of vocal
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z. Ibid., p. 412.

3. The tonic character of Rus.
sian stress is so marked, in
fact, that cven prose displays
a kind of metric cvenness,
with accented syllables spaced
regularly, and unaccented
ones arranging themsclves in
formations of short cqual val-
ues like grugpeets berween the
accented ones. See my
“Handel, Shakespeare and
Musorgsky: The Sources and
Limits of Russian Musical
Realism,” in Studies i the
History of Mussic, vol, 1 (New
York: Broude Bros., 1983), pp.
247-68.

4. Cui, p. 413,

writing Cui had long ago labeled “melodic recitative” —a kind of infinitely flexible,
madrigalian arioso with which anyonc who has scen Boris Godunoy is very familiar,
“The most accomplished and inspired scene” in that opera, wrote Cui, was the
scene in the inn at the Lithuanian border (act 1, scene 2 in the version of 1874). Here

is how he described it

The music is so closely, so indissolubly bound with the word that itisas
impossible to recall a phrasc of text without the corresponding music as it
is to recall a phrase of music withour the accompanying text. . . . The
whole scenc is written in so lively, so true and so formally free a fash-
ion, . . . the music and text reinforce one another to such a degrec, that the
scene makes a far stronger impression with music than without, despite all
its lofty purely literary distinction.2

Here Cui alludes to the fact that Mussorgsky had sct a scene from Pushkin’s
Boris Godunov practically verbatim, and 2 prose scene at that. He s quick to caution,

however, that despite Mussorgsky’s success, prosc is not an ideal medium for
music.

In music a definite and regular rhythmic continuity is desirable. It aug-
ments the force of the impression [the music makes]. Of course, in no casc
should correctness of declamation be sacrificed to this rhythmic regularity.
But if the onc can be combined with the other, then all the beerer. And this
is entircly possible given the tonic [i.c., purcly accentual] quality of our
[Russian] verse, with its regular and monotonous succession of stresses,3
A texe which conrained phrases now long, now short, consisting of a
diverse, even fractionated number of verses, would evoke in the music a
phrase structure correspondingly devoid of symmetry, which would re-
flect unfavorably on the absolute value of the music. One should not
magnify this disadvantage through a constant rhythmic irregularity.
Rhyme is not nceded. Short verses with g rich rhyme scheme can often
actually impart a rather insipid quality to the music. But regular verses in a
beautiful meter are indecd highly desirable. In French verses, on the other
hand, rhyme is utterly indispensable. It can, albeit to a limited cxtent,
conceal the unsuitability for music of a syllabic [i.c., numcrable] versifica-
tion. Without thyme, such verses would ultimately turn into prose.+

For this reason, along with many others, Cui’s paradigm of perfected operatic
style was Dargomyzhsky’s Stone Guest, based, like the inn scene from Boris, on a
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5. For a derailed description
of Dargomyzhsky’s opera and
its influence, see chaprer §
(“The Stene Guest and its Pro-
geny™) of my Opera and
Drama in Russia {(Ann Arbor,
1981).

6. “K Iubilciu Stravinskogo”
{1900), in V. V. Stasov, Star'i
o muzyke, vol. sa (Moscow,
1980}, pp. 260-62. For the
jubilee benefit performance
that occasioned this tribute (3
January 1901, at which
Stravinsky sang Holofernes
in Scrov's Judith), 1gor
Fyodorovich remembered
“being sent to Cui . . . witha
special invitation [beroken-
ing] my father’s wish to pay
Cui a mark of attention”
{Igor Stravinsky and Robert
Craft, Memories and Commen-
taries [Berkeley, 1981], p. 60).

7. CF. Izbranye stat’s, pp-
309, 403, 4+2.

8. Mewories and Commen-
tartes, p. 61, Stravinsky con-
tinued, “I do not know
whether Cui had heard my
Firelird, and though I think
he was present at the first
performances of the Scerzo
Fantastigue and Fireworks, |
recall no hint of his reactions
1o these picces reaching my
cars.” Some reactions were
preserved, however, in Cui's
correspondence, especially
with his confidante, Maria
Semyonovna Kerzina (ca.
1865—1926), a Moscow pianist
and founder, with her hus-
band Arkadii Kerzin (1857
1914), of the influential Rus-
sian Music Circle, an impor-
tant bastion of musical
conscrvatism in the carly
years of the twentieth cen-
tury. On the Sclerzo Fansasti-
guee, for example, Cui wrote:
“It’s all the same old pom-
pous mediocrity (napyshchen-

preexisting play by Pushkin, but onc cast in clegant iambic pentameters, not
prosc.>

Now the reason for dwelling at such length and in such minuscule and tech-
nical detail on the writings and opinions of so apparently insignificant a figurc as
César Cui, is that the acsthetic canon summarized in his article was passed along to
Stravinsky as a catcchism and was at first accepted by him uncritically and in toto.
Not only was he, as onc hardly needs reminding, a pupil and disciplc of onc of Cui’s
kaschiist brothers-in-arms, but he had been brought up in a family that had excep-
tionally close ties with Cui himself and with the Russian operatic traditions he
represented. Viadimir Stasov, the great kuchkise tribunc, dubbed Fyodor
Stravinsky the great “realist” of the Russian operatic stagc, praised him above all
for his powers of truthful declamation, and saw in him the ideal portrayer of
Leporello, the basso role in The Stone Guest.® The clder Stravinsky created the
highly realistic role of Skula in Borodin’s Prince Igor, and sang often in his youth to
Mussorgsky’s piano accompaniment. Cui scconded Stasov’s judgment of Fyodor
Stravinsky’s artistic qualitics in a slew of fine notices.” And although—incvita-
bly—hcavily barbed, Igor Stravinsky’s 1960 memoir of Cui was quite surprisingly
revealing, Afeer dismissing the older composer’s sterile anti-Wagnerism, his na-
tionalism, and his oricntalism with a sncer, he confided that

Cui did help me to discover Dargomyzhsky, however, and for that I am
gratcful. Rusalka [after Pushkin’s mermaid poem] was the popular Dargo-
myzhsky opera at the time, but Cui considered The Stone Guest the better
work. His writings drew my attention to the remarkable quality of the
recitatives in the latter, and though I do not know what I would think of
this music now, it has had an influence on my subscquent operatic
thinking.®

naia bezdarnos’], absence of
music, pursuit of sheer
sonoriry, of orchestral effect,
various curious combinations
of various instruments, ab-
sence of logic, of taste, fre-
quent discord and all the rest.
And as a result, the complete
conformity of all the modem-
ists with onc another, the
horrible monotony of their
pseudo-music—[producing]
cither indignation or
boredom, depending on onc’s
temperament. Bur the gros
public, afraid of the charge of
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being old fashioned, listens ro
all this nonsensc in holy si-
lence and dares not withhold
its applausc” {25 January 190%;
César Cui, Izbrannye pis'ma,
ed. 1. L. Gusin [Leningrad,
1955], . 387). 1f that was his
reaction to the Scherzo, what
could he have made of The
Rite of Spring? This is what:
“The other day Koussevizky
performed “The Celebration
of Spring’ [Prazdnik vesny
(the standard Russian title is
Vema sviashchennaia)) by
Seravinsky, which has broken

all records for cacophony and
hideousncss. It is a treasurc
chest into which Stravinsky
has lovingly collected all man-
ner of musical filth and ref-
use. In French I would say,
*M-r Stravinsky est un vend-
angcur musical” This ‘Cele-
bration’ has been booed
everywhere abroad, but here
it has found applauders—
proof that we arc ahead of
Europe on the path of musi-
cal progress” (16 February
1014; Ighrannye pis'ma, p.
446).
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9. See Vasilit Vasilievich
Yastrebrsey, Mor vaspominaniia
aN. A Rimskom-Korsakgye,
vol. 2 (Leningrad, 1960), p:
7o

12. Memories and Compmess-
Iz, P 133.

Thats purting it mildly. As long as he lived even part time in Russia,
Stravinsky’s thinking on the text-music relationship was dominated by the melod-
ic-recitative ideal as transmittct not only through Cui’s writings, but, of coursc,
;ljlz)ugh the teaching of Rimsky-Korsakov. He had 2 particularly formative experi-
ence on 4 January 1906, when, in honor of Stasov’s cighty-second birthday (it
would be his last), Rimsky-Korsakov arranged a performance at his home of the
then unpublished and ail but unknown setting Mussorgsky had madc in 1868 of the
first act of Gogol's comedy, Marriqge, the most uncompromisingly realistic re-
citative opera ever atcemnpted. Stravinsky’s brother Gury was among the perform-
ers, and the budding composer, accompanied by his fiancée Catherine (they were
married one week later) joined an audience of thirty-five of Saint Petersburg’s
leading musicians (including Chaliapin and Glazunov) to hear this legendary “ex-
periment in dramatic music in prosc.”® The results of this exposure may be scen in
Le rassgnol, not only in the first act, which was composed before The Firebird, but
even in the third act, composcd as late as 1914. The Chinese Empcror, suffering his
death agony against a ritual chorus of unscen spirits (a situation reminiscent of the
death of Boris Godunov), sings a passage that could have come straight out of
Marriage (ex. 1a). Let us in fact compare it with Mussorgsky’s opera (cx. 1b). It has
all the carmarks of Mussorgsky’s special brand of realistic speech-song: carcful
obscrvation of the intonational contour and tempo of Russian conversational
sg_c.‘f_c_l?, in this case highly agitated, and, above all, extreme carc in the handhing of
the tonic accent. Stressed syllables fall on the beats while the unstressed syllables
Mvcs frecly into grupperti. Where words begin with unaccented
syllables, the beginnings of beats arc occupied with rests, producing a plethora of
what Russian writers call “mute endings” (glukbic okonchaniin), that is, the inter-
ruption by a rest on the beat of a string of short unaccented note values. At the one
spot where an accented syllable does fall off the beat (the final “muzyki”),
Stravinsky fastidiously marked an accent, even though the high B would hardiy be
sung without onc. Stravinsky was well aware of the source of these prosodic
practiccs. While at work on the first act he wrote in his diary, “Why would I be
following Dcbussy so closcly, when the real originator of this operatic style was

Mussorgsky?™10 It i noteworthy, in fact, that there is less of Debussy and more of
Mussorgsky in the post-Rite of Spring acts of Le rossignol than in the pre-Firebird
onc.

The same specifically Russian fastidiousness in declamation can be found in
the works composed during Stravinsky’s bricf firtation with Russian symbolist
poctry. Between 1907 and 1911 he set two poems from Sergei Gorodetzky’s collec-
tion Jar’ (Saint Petersburg, 1907), and three from Konstantin Balmont’s Zelionyi
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] i ' Example 1a: Igor Stravinsky, Emperor.
1 Le rassignal, act 3, Copyright % i
|:, 1941 by Edition Russc de
1 Musique. Copyright assigned Chto & 101 Kio o- ni?
| to Booscy & Hawkes, Inc., Spectens:
i\ 1962, Reprinted by permis- poco af ),
il sion of Boosey & Hawkes, i X
Inc. v
i | Vspo-mnl!
] g ol i 4
(| | 2 ne kho-chy, ia nekho- chu vas slushar’? Akh, mu-zy- ki siv- da sko-re- e, mu-zy- ki,
| 1
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1 I T_-‘n: 5
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vipo- mal,
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| mu- zy- kit Bol- shikh ki- tak tkikh  ba- 12~ ba- nov! Akh, mu-zy- ki, s zy- kit

|

—— —— —
poco Sy
i e = == T=E
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|' vipo- mni 1y, vipom- ni ty o nas! Vspo-mni!

i Specters: Think back! We are 8l your decds, Weare here to stay! O think back. Think back on us!

|r Emperor: What's this? Who are they? | don't know you! 1 don't want to listen 1o you! Quick, wamc

rmusic! Music, music! Britig on the big Chinese bass drums! O music, music!

1
1 I e O = = 35
| Example 1b: Modest Mus- W i e e e e e
: sargsky, Zhenitba (Marriage), = =7 =y 7
II 568, Da ved’, samzhe pri- stal: the i, ba-busheka da | ol ko!

| Fiokla: You pestered me yourself : find me a wile, old woman, that's all [ ask!
\

‘-_ Vertograd (Saint Petersburg, 1909). The opening line of The Dove (Golub), onc of

the Balmont scttings, is a very paradigm of fussily accurate declamation (cx. 2). So
%. as to keep the unaccented last syllable of “k téremu” off the third beat, the word is
I set as a triplet, voiding the third beat with a typical “mutc ending.” Even Balmont’s
|
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1. Ibid., p. 83,

Example 2: Igor Stravinsky,
Tive Poenss of Balinont {1o11),
Golub (*The Dove™), firse
line, with hypothetical ver-
sion in equal cighths.
Copyright by Edition Russc
de Musique; copyright as-
signed to Boosey & Hawkes,
Inc. Copyright New arrange-
ment 1956 by Booscy &
Hawkes, Inc,

Example 3: Igor Stravinsky,
Zrezdoliki (1o11), rehearsat 11
to cnd, chorus parts only.
Copyright 1971 renewed by
Rab. Forberg—P. Jurgenson.
Reprinted by permission of
C. F. Peters Corporation, sole
selling agents for Rob,
Forberg.

12. Cf. Robert Siohan,
Stravinshy (New York, 1970},
P 32

mystical Zvezdoliki is set in a thoroughly “realistic” fashion as to declamation (ex. 3).
The composer’s whole cffort scems bene on realizing Cui’s behest that “in singing,
the pronunciation of every word be suitably rendered, and that the phrasing of the
text and the observance of its punctuation be correct,” even though the text in

question is onc whose meanin

g is deliberately veiled, and whose intelligibility is

beyond the power of any composcr to vouchsafe. “I couldn’t tell you even now [!]

exactly what the poem means,”
—_—t

" wrote Stravinsky a half-century after hieset it ~but

its words are good, and words were what [ needed, not meanings.”!! But this was

the composcer of the Canticim sacrum and of Threni speaking, not the composcr of
Zyezdoliks. Every aspect of the Balmont setting belies the remark.

G5 lub k té- re- mu pri- pal,

{The dove pressed itself to the tower,|

0 .J
e Y ety

G5-lub k 1& re- [mil) pri- pil

%— x ~“#ﬂ1t r-

Na nd e

T i e —te i —i—

& & i e 16 my i

sEm’ zo- lo- tykh se- mie zvide- dif

vee i mas kpre- dé- tam pue  stfnn

[The sky was streaked with fed, and seven golden constellations led us to the end of the desert.]

The ultra-refinement of Stravinsky’s Russian prosody in this carly period, as a
matter of fact, provides strong internal evidence that his first ostensible serting of a
foreign language, the Poémes de Verlaine of i910, were composed not to Verlaine’s
texe at all, but to the Russian translation by Stravinsky’s close friend Stcpan
Mitusov. (This will perhaps console certain French critics.)!2 Consider, for exam-
Ple, the sctting of the title phrase of “Un grand sommeil noir,” which transgresses
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13. It is perhaps for this rea-
son that Georgii Ivanov, the
compiler of the standard bib-
liography of scttings of Rus-
sian poctry (Russkaia poéziia v
otechestvennoi muzyke, vol, 2
[Moscow, 1960], p. 234)
counts the Verhine songs as
Russian and attributes the
texts to Mitusov.

Example 4a: Igor Stravinsky,
Two Poems and Three Ja-
pancsc Lyrics, Un grand som-
meil noir (Poemes de Verlaine,
op. 9 [1910]), French text.
Copyright 1956 by Booscy &
Hawkes, Inc. Renewed 1984
Reprinted by permission of
Booscy & Hawkes, Inc.

Example 4+b: Russian text by
Stephan  Mitusov.

Erench declamation in so many ways at the very outset of the song and also in the
sctting of “Je perd la mémoire,” (¢x. 4a) and compar it with the Russian (“Diishu
skovdli,” literally, “My soul is fettered”), whose tonic stresses it mirrors faithfully
{cx. 4b).13

N 1 a 1
3 4 T 4
3 ¥ e g JRN W - s | S o 3
¥ 174 1 1 { —h—g— =1 it ¢ 2 o et —r—=1
T 1 7 T T —y—y—F y—1 )7 S ot & 4 1 I~
T y T t 7 T T

Un grand som-meil noir  Tom-be sur ma vi- e Dor  met lowt es poif, Dor-
33— —1— 37
. /;\g —i ke — .
e e e e e e e e
L SN = f ¥ —_— =

mez, t1oul en- vie! I ne vois plus rien,  Je perds 3 mé- moi- ®

Dishusko- vi- N mrache ny- ¢ soy:  U- snie e, meche 1, U-  sni- e zhe- 13- n'ia

~
==
}* g 1
=y
¥ L4

Slabenet pi- - miat, Niche-vé ne vi-zhu

|Gloomy dreams have oppressed my soul: steep, hopes. sleep, desires. My memory grows weak; | cannot see.)

And now we must confront a great irony, onc of the central ironics of
Stravinsky’s carcer. For, as onc hardly need point out, in the course of the next few

years Stravinsky transformed himself into a vocal composer as far from the Cui

ideal as it was possiblc to become. There is not a single precept in the lengthy

extract with which we opened our discussion that Seravinsky did not baldiy and
willfully transgeess. The texts he chose were often very far from what is normally
considered “artistic.” His scttings of them were often deliberatcly and scemingly
arbitrarily misaccentuated, distorted as to phrasing and punctuation, dislocated in
meter vis-i-vis that of the text, and, in finc (to paraphrase Cui), so calculated as in
no way to blend with the word or to permit the formation of “an indissoluble,
organic whole.” For this, of coursc, he has been severcly chastised, and prosody is
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14, July 12, 1913. Vera
Stravinsky and Robert Craft,
Stravinsky in Pietures and Doc-
tments (New York, 1978), p.
t07. Derzhanovsky was the
editor of Auzyka, the leading
contemporary music forum in
Moscow and director of the
Moscow organization of the
Evenings for Contemporary
Music, The translation of this
letter in Robert Craft, cd,,
Stravinsky: Selected Correspon-
dence, vol, 1 (New York, 1982),
p- 50, is scriously garbled.

15. June 3, 1913. S. 8. Pro-
kofiev and N, a, Miaskovsky,
Perepiska (Moscow, 1977), p-
106. The leteer is partly trans-
lated (but not entirely cor-
rectly) in Seravinsky in Pictures
and Documents, P 107.

perhaps the onc aspect of Stravinsky’s work that remains today as controversial as it
was when his music was new. Most often attacked are Stravinsky’s scttings of
English, a language he spoke pootly, where British and American critics have fele
confident that the composer’s lapses could be attributed to incptitude. Yet a study
of Stravinsky’s Russian text seerings in the years of his Swiss exile must decisively
put that charge to rest. Wﬂﬁgmsien-on&ﬁnm%ﬂm or

_ih_‘i_%ﬂ:_can.al@.hc_fqund in works like Renard or Les naces, where there can be
no _question of incptitude, especially as we have seen how faithfully Str:'winsky
could st his native language wihen that was his aim. Any deviations in any language
from the prosodic methods already shown should therefore be regarded as inten-
tional.

Our task, then, will be to trace the process of Stravinsky’s sclf-liberation from
the Russian prosodic traditions born of realism, to identify the sources of his
inspiration and of his methods, and to offer an acsthetic rationale for what amounts
to an utter rolte-face. A tall order, admirttedly, for a short paper, but a few
provocative points will, I hope, emerge from even a cursory review of the question.

$1x

The carliest work in which we find deliberate and conspicuous departures from the
norms of correct Russian declamation is the set of Japanese Tyrics composed; to a
Russian texe by the orientalist A. Brandt, concurrently with The Rite of Spring.
When Russian musicians reccived copics of this work following jts publication in
May of 1913, cven the most avant-garde among them were bewildered by the
“constant and stubborn disharmony between musical meter and texe,” as Viadimir

Derzhanovsky put it in a letter to the composcr.* Indeed, a glance at the voice part

of Akahito, the first song in the sct, will show that Cvery tonic stress is quite
systematically, and thercfore, it scems, perversely, placed on the off-beat (cx. sa).
Nikolai Miaskovsky observed drily in a letter to Prokofiev that these songs “are
declaimed with such a delightful regularity that the words could be sung with the
correct accentuation by merely moving the whole kit and kabood!c one cighth note
to the left.”15 (Cf. ex. sb, where the song is wrirten out that way.) A sketch page
recently published in Stravinsky in Pictures and Documents confirms Miaskovsky’s
half-jocular surmise in the most surprising way: it shows a number of carly drafts of
the concluding phrases of the voice part, in which not only are the verses set
beginning with upbeats (i.c., “onc cighth note to the left”), but other conventional
prosodic devices, such as the lengthening and the high placement of the climactic
word “sneg” (snow), were also originally called into play. Stravinsky, in other
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Examplc sa: Igor Stravinsky,
Two Poems and Three Ja-
panese Lyrics (1913) Akalnto,
voice part only. Copyright
1956 by Boosey & Hawkes,
Inc. Renewed 1984, Re-
printed by permission of
Booscy & Hawkes, Inc.

Exarnple sb: The same, “onc
eighth note to the lefe.”

words, initially conccived Akabito in his heretofore wonted, conventional, pros-
e e it
odic manner, and then deliberately distorted it (ex. 6).

Stravinsky sent Derzhanovsky an cxplanation of what he was up to, and
Derzhanovsky had it printed in his magazine Muzyka in December 1913, as part of
the advance publicity for the Russian premitre. Here is what Stravinsky wrote:

My Japancse romances arc composed to authentic Japanesc verses of the
VIII and IX centurics A.D. (in translation, of coursce). The translator pre-
served with precision the exact number of syllables and the distribution of
the words in lines. As in the Japanesc languag, so in Japancse poetry there

ngsa__;cc___ntuation. There is quite a ot of interesting informa-
tion on this matter in the preface to the little book of verses from the
Japanesc [Stikhbotvoreniia inponskoi liriki—hence Stravinsky’s original Rus-
sian titlc for the sct] from which I drew three verses.

I let myself be guided by these ideas—chicfly the absence of accentua-
tion in Japanese verse—as I composed my romances. But how to achicve
this? The most natural course was to shift all the “long” syllables onto
musical “short” {beats]. [Stravinsky is using the terms long and shortina
conventional way to describe Russian tonic scansion, which is qualitative,
not quantitative.] The accents thus ought to disappear of themsclves, so as
fully to achicve the linear perspective of Japanese declamation.

r ] ’
a1 =i
—
la bé-ly- ¢ tsvee 1§ v sa-dii  te- békhoté- la po-  ka- zdl'.
bba. bae o~ -
=
No snég po-shél. Ne ra- zo- brat’, gde snég I gde tsve- 1!

la  bély- ¢ tsvee 1ty v dii te- b kho- té- la po-ka- zat’

No snég po-shiél, Ne fa- zo- brat’, gde siteg i gde tsve- 1!

{1 wanted 1o show you the while flowers in the garden. But the show fell and you can't tell where there is snow
ond where there are Nowers.}
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Example 6a: Akaibiro, skerch
of the ending (Sravinsky in
Pictures and Documents, p-
107). Repraduced by permis-
sion of the Paul Sacher
Foundation.

Example 6b: Transcriptions
from same,

16. Stravinsky's lerrer is daced
21 June (O.8.)/4 July 1w13; it
is quoted here from Muzyka,
10, 159 (7 December
1013):83.4 35,

Thy iy
2ysts th
':4 ] ot 3

ra- zo- bril’, gde snég b ogde tsve- tyf

It would have been a crude error to observe this principle only for the
Japanesc language, for, in singing these romances in European languages,
onc would deprive them of what to me is the most precious thing—the
unique lincar perspective of Japanese declamation.

As to the preposterous impression this declamation supposcdly makes,
that doesn’t embarrass me at all. Itis on the level of conventions, which arc
subject, after all, to the rule of habit. 16
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17. An Autobiggraphy (New
York, 1962), p. 45.

18. Derzhanovsky’s letrer,
dated 24 July 1913, is printed
in Robert Craft, od,,
Stravinsky: Selecred Correspon-
dence (New York, Alfred A.
Knopf, 1082}, 1:51.
Miaskovsky's retort (2 July
[O.5.] 1913) is in N. Ia.
Miaskovsky, Sobranic mate-
rialor, 2d cd. (Moscow:
Muzyka, 1964), 2:362.
Miaskovsky had given a more
balanced critique a couple of
weeks carlier, though still ex-
pressed with his typically
ironic nonchalance: “Here's
what [ think about
Stravinsky: All this is well
and good (his ketter 'm re-
rurning to you: after all, it's a
letter from I. Stravinsky!), Ja-
pancse verses are linear and
all the rest, but when I played
and read his lizte pieces, |
instinctively wanted the
whole rime to rub my cars
and shake my head to get rid
of that intrusive horsefly, his
willful declamation; but the
music itself I like: there is
much in it that is personal,
“lincarly” intimate, harmon-
ically fresh, and Glory be, un-
Scriabinish” (zo June 1913:
Sobranie materialor 2:350).

This explanation will scrve to amplify the rather inscrutable remarks Stra-
vinsky madc about the Lyrics in Chroniques de ma vie, where he claimed that “the
graphic solution of problems of perspective and space shown by [Japanese painters
and engravers] incited me to find something analogous in music,” and that he
“succeeded by a metrical and rhythmic process too complex to be explained
here.”'7 The imperus toward creating a “Japancsc perspectiveless style™ came not
from the visual arts dircctly, but from Brandt (who may well have drawn the
analogy in his preface), and not, morcover, until a first draft of Akabito had been
sketched observing all the rules of conventional Russian declamation according to
what Stravinsky, in his letter, called a “crude crror” of style.

The idea, to summarize and clarify Stravinsky’s somewhar oblique descrip-
tion of his method, had been to capture, despite the use of Russian words that
normally carry a strong tonic (dynamic) accent, something of the quality of Ja-
panesc numerable versification. What he omitted from his description was perhaps
the most significant operative factor: rigorous isochrony. In Akahito the voice part
is practically limited to one note value, the eighth note, which is, morcover, uni-
formly present in the movement of the music thanks to the usc of a six-notc ostinato
in the instrumental accompaniment. Thanks to this rigidity of rhythmic motion
and the sedulous displacement of the tonic stress onto offbeats, Stravinsky envi-
sioned a situation in which the_verbal and musical_stresses wouls cel one
another out, feaving a dynamically uninflected, stressless line, the musical equiv-
alent of the flat surface (what Stravinsky, probably following Brandt, insisted on
calling the “lincar perspective”) of Japanese paintings and prints.

It was an interesting experiment, but one that violated every canon of Russian
taste, and no onc bought it. Even Derzhanovsky was at bottom unconvinced. “My
gucsses,” he wrote Stravinsky, “which I was already prepared to employ in defense
of the work against the critics’ strictures, were confirmed. And yet,” he added, “Tam
somewhat anxious at the thought of that eventuality.” Miaskovsky, to whom Der-
zhanovsky sent Stravinsky’s letter, responded with undiminished irony: “after all is
said and done, [Stravinsky’s] Russo-Japancse declamation is still an absurdity!”!8

But perhaps there is a simpler way of viewing the Japanese Lyrics within the
context of Stravinsky’s immediate artistic environment at the time of their cre-
ation. As has been pointed out before, these settings, though often factitiously
compared with Péerrot Lunaire, which Stravinsky heard in Berlin while at work on
them, actually represented his closest point of contact with the younger generation
of French modernists, whom he met after the premicre of The Firebird.'® The chicf
stimulus in setting the Japanese Lyrics was evidently Stravinsky’s friendship with
Maurice Delage, Akahito’s dedicatee and the translator of the whole setinto French.
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19. Sce Jann DPasler,
“Stravinsky and the
Apaches,” The Musica! Times
123 no. 6 (Junc 1982):403—7,
especially the last page, where
Stravinsky’s “abseract” trear-
ment of his text is discussed
{though Pasler scems to think
Stravinsky set the Lyrics to
French—or even Japanese—
words directly); also Takashi
Funayami, “Three Japanese
Lyrics and Japanism,” papet
delivered at the International
Stravinsky Symposium, San
Dicgo, 14 Scprember 1982, at
which one of Delage’s Sepr
Hat Kai was performed.

20. The complete continuity
draft of “Mazatsumi,” the sec-
ond of the Japanese Lyrics,
on pp. 135-38 of the Booscy
and Hawkes facsimile pub-
lication, The Rite of Spring:
Sketches 1911-1913 { London,
1969} confirms this analysis;
the word zaprigali (lcapt)
{mm. 23-24 in the finished
score; p. 136 in the sketch-
book) has been deliberately
moved a quarter note “to the
lefi” 50 as to mitigare its tonic
stress.

21. Cf. my “Russian Folk Me-
lodies in The Rite of Spring,”
Jowrnal of the American Musi-
colggical Society 33, no, 3
(1980):501—43.

22, “From Firebird 10 The
Rite: Folk Elements in
Stravinskys Scores,” Baller
Review 10, no. 2 (Summer
1982):72-88; also “From Sub-
ject 1o Style: Stravinsky and
the Painters,” to appear in the
proceedings of the Interna-
tional Stravinsky
Symposium.

And it was probably the sensitive French prosody of Delage’s Hindu songs and
haiku settings (at least as much as Japanese prosody, which Stravinsky did not
know at first hand but only through Brandt) that provided the model for
Stravinsky’s declamation. By shifting the words of Akakito “one cighth note to the
right” (to paraphrase Miaskovsky), Stravinsky sought to ncutralize the Russian
tonic accent and achicve the “syllabic versification” to which Cui (half French
himself) had already drawn attention as being the antithesis of Russian prosody.
The usc of beams in the voice part (unique to these scttings) must have been meant
to further this process. To contrast the Japanese Lyrics with the Verlaine songs is
thus amusingly instructive: on the one hand we have French declaimed as if Rus-
sian (and in fact probably set in Russian), on the other we have Russian declaimed
as if French.20

As in other ways, so from the declamational point of view the Japanesc Lyrics
werc a cul-de-sac for Stravinsky. His prosodic innovations were contrived: literally
imposed in the course of work as an afterthought, not the principled procedure he
claimed it was in the Autobiography and in his defensive letrer to Derzhanovsky.
And again, as in other ways, what finally led him out of the blind alley and
irrevocably out of bondage to the constricting Russian realism in which he had
been brought up, was a new and unprecedented approach to Russian folklore—

new and unprecedented not only for Stravinsky burt for Russian art music as a
whole.2!

S1x

I have attempted clsewhere to account in genceral cultural and acesthetic terms for
Stravinsky’s turn to Russian folklore as an unmediated stylistic resource.22 This
“neo-nationalist” trend reached its apex in Stravinsky’s work during his period of
residence in Switzerland, from 1914 to 1919, During this period he composed two
major concerted picces—Les noces and Renard—four sets of short solo songs—
Pribaoutls, Berceuses du chat, Trois histosres pour enfants, Quatre chanty russes—and
one set of choruses—the so-called Podbliudnye or “Saucers”—to folk texts, What
attracted Stravinsky in folk poctry was the same thing that had attracted musicians
to the symbolists, and something, morcover, that Russian symbolists like
Gorodetzky had already long since recognized and appropriated from folk pocms:
verbal music. Just how important this play of lingua! sounds was to Stravinsky at
this particular creative juncture may be gauged from the fact that his obscrvations
in Chronigses de ma vie on what he called the “sequences of words and syllables™in
folk poetry, “and the cadence they create, which produces an effect.on.onc’s.sen-
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23. An Antobtography, p. 53. sibilitics very closely akin to that of music,”?3 was the passage that immediatcly

24. Sce Expositions and Devel-  preceded, and Thdeed furnisiicd the springboard for the famous diatribe on music
apments { Berkeley, 1981), pp. . . « qn R .
{83 The remactionfs not and cxpression, that “over-publicized bit” which Stravinsky would try so hard to

convincing, amounting in the  live down when it became important to him to forge a link with the expressionist-
end to nothing bur an equiv- . ; . .

. Se — 24 . .
ocacing eautology: “Music ex- bascd music of the Second Viennese School,24 but which still must be regarded as

presses itself” (to which,ina  the linchpin of his postwar modernism. It was precisely the dissociation of sound
filmed interview, Stravinsky

once rather quaintly added, from meaning (present in all poetry to some degree, of course) that provided
“cloquently™}. Stravinsky with a rcassuring validation and a powerful weapon in his avowed aim,
25. This dismantdling process if we may pur it so, of dismantling the Gesamtkunstwerk.25

had a classic manifestation in . O 1T e

t914: Benois’s staging 01; il And where folk poetry went much further in this dissociation even than that
Rimsky-Korsakov’s Le cog of the symbolists (and in directions Stravinsky could never have taken when he was
d%or, in which the singers i . boli i its di . £ o full
were confined to the wings actually scrring the symbolists) was in its distensions of stress, something fully

and only dancers appeared on revealed only in singing. “One important characteristic of Russian popular verse,”
stage. This provided a tre- s

mendous precedent where Stravinsky recalled forty years after the fact, “is that the accents of the spoken verse
sl A

Stravinsky was concerned. Le - are ignored when the verse is sung.”26 This is not quite accurate, since the verses in
ragsignol, Renard and Les noces

were all staged that way, and question are never actually spoken, only sung, and hence arc not subject to distor-
the larter two were actually tion in quite the way he meant, but merely representative of that distortion.
composed for such a staging, N thel the differe b d k . o
as was Pulcinella, where the onctheless, the differences between sung and spoken accentuation are manifest in
song clement is urterly Russian folklore, and vastly suggestive to Stravinsky: “The recognition of the
disembodied. : o irese g . e ; :

¢ musical possibilitics inherent in this fact was onc of the most rejoicing discoveries
26. Expasitions and Devel i : : .
wens, p. 121 i of my life; I was like 2 man who suddenly finds that his finger can be bent from the

2. Ibid. Mnt as well as from the first.”?7 Tracing the process of this discovery will
show how unecxpectedly concrete it was, and how concrete its cffects on Stra-
vinsky’s music. A few preliminary remarks are perhaps in order.

First, the prosodic distortions encountered in folk singing arc a very different
matter from the prosodic distortions of the Japanesc Lyrics, for the tonic stress is
not suppressed, merely shifted. The end product is as authentrically and endemically
a Russian prosody as the fastidiously realistic speech song of Dargomyzhsky or
Cui. But (for a second preliminary) such a phenomenon is by no means restricted
to Russian folk song. It is probably a universal trait in the folk singing of tonically
stressed languages, like Spanish (as Claudio Spics informs me), or, for thar matter,
like English. We may be accustomed to assume thar Anglo-American folk songs

8. Bruno Nertl, “Words and show “a close structural correspondence berween words and music,” that “at
Music: English Folk Songs various levels—stanza, line, verse foot, and musical measure—units of words and
ghﬁfuuﬂﬁtﬁﬂo'ﬁm, music correspond closely,” and that “stressed syllables are set to musically stressed
and Ronald Bymeside, Con- notes™;28 yet a glance at any ficld-collected anthology of such songs will turn up
gm”;gl gt‘sgsz&;s, many accentual irrcgularitics, as in the following examples from Cecil Sharp, a
1975}, . 198. fastidious collector if ever there was one (ex.7).
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51}’ Example 7: From Cecil #1: Henry Martin
. Sharp, One Hundred English e e e e e e e S
SIC Folksongs (1916; rpt. 1975). Re- T : = —
o printcd by pcrmission of There were three  bro- thers in mer- vy Scot- land,
" Dover Publications, Ine,
as #3: The Knight and the Shepherd’s Daughter
h —t— —— — = e
d %:5:'-;:;3&:"5 e
i Who  should ride by but Knight Wil- {iam And he wasdrunk with  wine,
n’
#4: Robin Hood and the Tanner
i 1 } 1 3
iat S==S=sEsa s
= ]
'‘as Bold  Ar der went forth  ome sum- mermom-  ing,
lly
:,” #6: Lord Bateman
st = ' e
‘S¢ Tl - —
= —=t — — e —
m He il ed East, he sajl- ed West, He sallh od  une to proud Tur-key, There
- e e e
...r::F'\'~J:EEJJ:;E:bﬁﬁ
n. ¥ 1 T T T ¢ — L = .U
in he was mk- en and put  in pris son, Un- 4l hislife was quite wea-  ry.
he
pcd #8: Little Sir Hugh
__cs - .u — = —f—
he 7 =
ill . mins,  ftmine i merry Lincaln,
'a-
#9: Geordie
=0 ] e — ; iy
nt er,-"'r.:.:L.;rr:
is Its six  prei-ty babes that I have got, The sev- enth  lies  in my bo- dy,
ly
or
«d Out of the first ten songs in Sharp’s One Hundred, misaccentuations oceur in,
?‘_\_-_‘_\_ . 3 - 3 0 . .
ly more than half. The one in no. ¢ is especially telling, as it was so casily avoidable.
r, The others arise from the forcing of refractory words into an overriding metrical
gs pattern. The frequency, amounting in its paradoxical way to regularity, of this
at practicc is perhaps the reason why Sharp never saw fit to call attention to it in the
Wd descriptive commentary to his collection.
d As a third preliminary, let us note that Stravinsky was by no means the first
1p Russian composer to observe the misaccentuation of Russian folk texts in singing.
a It was well known to the kuchkists. Balakirev, who holds 2 position in Russian folk-
song collecting quite comparable to Sharp’s in England, faithfully transmitted, in
i75
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his anthology of 1866, a number of striking instances of shifting accents within a
!| single song, something extremely common in dance songs and ritual songs—the
i very types that were to furnish Stravinsky with most of his models (cx. 8). Ten years
later Rimsky-Korsakov published a version of the first of the songs cited in cxample
| 8, and cven included it in simplified form as the opening chorus of his opera May
Night aftcr Gogol (1878). In both versions the accentual shift is maintained without
adjusement (cx. 9). This rhythmic quirk remained a permancnt fixture in Rimsky’s
| folk choruscs, as in the following example from The Legend of the Invisible City of
| Kityezh (1906), an opera every step of whose creation was closcly witnessed by

Stravinsky (cx. 10).

Example 8a: Mily Balakirey,
Shorntk russkikly navoduykl

| peicre {1866), no. 9: “Oh we A my pré so s da- i, s s i Oi, did Li- do! & e N, sF i !
sowed the millet.”

| Example 8b: “Ar daddy’s
i | gares” {cf. Tchaikovsky, 1812

¥
Overture). U vo- rbt, vo- 1oL, vo- 15K, da  vo- 6t ba-  tiu-shki- nykh,

I

|

|

|

]

| »
’ al  Du-nii  moi, Du-pii, ai, ve- s~ lyi Du- mal?
|

|

|

T . P
Example pa: Nikolay Rimsky- I
Korsakov, Sborntk russikly i F—¥—7 == |
narodnykh pesen (1877), no. 42 A my pré- w0 - - N, s i I O, Did 13- do' & i N, s i W

“Oh we sowed the millet.”

Example gb: Nikolay
Rimsky- Korsakov, May Night
(1880), opening chorus.
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Example 10: Nikolay Rimsky-

Korsakov, The Legend of The
Invisible City of Kityesh
(1904), act 2, chorus of
drunkards.

29. Cf. Vyacheslav Ka-
ratygin’s obituary for Bala-
kirev in Apolfon (1910), no. 10
(quoted in my “From Sub-
ject to Style™, in which the
furure of Russian music js
predicated in terms of what
the author calls
“denationalization.”

30. Yastrebisey,
Vaspominaniia, vol. z, P 453.
The comment was made on
25 December 1907, ar a
gathering ac which Rimsky's
daughter Nadezhda sang the
song, along with the Pas-
torgle, which latter was dedi-
cated to her.

3. An Autobiggraphy, p. so.

32. Expositions and Develgp-
ments, p. 1zon.

solo ; B bassi:
Skemne  vee e A6 stre- vat' sia? Sbrizhe ni- kom, s brizh-ni-  kom.
i
§ bass =
= r '— =— e
Koo mu vsig-  kii po- sme- it sia? Brazh-  ni- ke, brizhe n- k.

So Stravinsky’s “rejoicing discovery” had ample precedent. It was somcthing
he had long kno;v;:_o:;ly' didn’t know he knew it. For until he himself turncd
sertously to folk texts these shifts of stress had little or no aesthetic significance for
him; they were merely among the decorative trappings of the style russe, a style
advanced musical minds in Russia thought passé¢.2? Still, there are aspects 1o
Rimsky-Korsakov’s usc of folklore and folk song that do have acstheric resonance in
the mature Stravinsky. In the Prologue to Rimsky’s Snegrirachka (1881), for exam-
ple, folk choruses are frequently juxtaposed with dialoguc, and the same characters
participatc in both, When singing an “impersonal” folk song they treat the text one
way; when singing “personally” they treat it very differently. Stravinsky, for whom
the impnrg_oualﬂ_wggs__a!l, adopted the former manner, though, as we shall see, far
from dircctly. For he had held folklore very much at arm’s length during his period
of study with Rimsky-Korsakov. The closest he came to it in those days was in his
songs to Gorodetzky’s pscudo-folk pocms “Spring (The Cloister)” and “A Song
of the Dew.” The first of these SONgs scems to contain a characteristic Russian stress
shift (ex. n). But the shift is only sceming; it is actually 2 sophisticated pun.
“Doréga” means road; “dorogd” is a feminine predicative form of the Russian
adjective dorggoi, “dear.” So what looks like a playful Russian stress shift creates a
meaningful uttcrance: “the road (or journey) is dear (precious).” It is a typical
symbolist effect and far from the world of folk poctry. Rimsky-Korsakov perceived
this clearly when he dismissed Gorodetzkys poem as “decadent, impressionistic
lyricism [cast in] an artificially folklike Russian,” and declared that he, personally,
could not sec “what pleasurc there could be in setting [such] verses.”30

More evidence that the freedom of accentuation in Russian folk song was not
completcly new to Stravinsky in 1914 can be found in the Three Little Songs
subtitled “Recollection of My Childhood,” which he had composed during the
previous summer bue which (according to the Chroniques) were based on melodics
he used to amuse his friends with “in carlier years.”31 In Expositions and Develop-
ments he claimed that he played them to Rimsky-Korsakov in 1906.32 They arc
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Example n: Igor Stravinsky,
“Spring (The Cloister)” op.
6, no. 1 (1907), middle sec-
tion, Copyright by Booscy &
Hawkes, Inc. Reprined by
permission of Boosey &
Hawkes, Inc.

Example 12: Igor Stravinsky,
Three Linde Songs (1913), So-
rechen’ha (The Magpic,
“Souvenir de mon enfance,”
no. 1). Copyright by Booscy
& Hawkes, Inc. Reprinted by
permission of Boosey &
Hawkes, Inc.

33. Cf. his lcrrer to his mother
{10/23 February 1916) in
which he informs her that he
has volume 1 of Linyova’s
transcriptions and asks
whether there have been any
other volumes issued (L. S.
Diachkova, ed., I. F.
Stravinskis: Stat’i | materialy
[Moscow, 1973], p. 488).

Molto sostenuio
i i 1 e P
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¥ T >
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7 ——t i — =
Akh, ty pdle, mo-ia  vé - < I, Akh,

[Oh, field, my freedom, oh path thou art so dear.)

trifling picces, hardly more than jingles. As the voice part to Serochen’ka (The
Magpic), the first of the sct, shows (cx. 12), the Little Songs are full of accentual
distensions; but as the cffect is “naif ™ and parodistic, the result of imitating childish
singsong, and as these songs stand utterly alone among Stravinsky’s pre-1914
output, little acsthetic or technical significance need be attached o their scansion.

So- 16- chen’ka  chi, chi, chi

Viko-chl-la na & loch ku, Slo- mi- la go- 16~ vu-shku, D3i- te moe ve

e Y » S >

3
—a —n

T
1
&

L1
M

—T

rié- voch-ku  Za- via- zit" go- 16+ vush- ku.

[Little magpie, don'y teap up into the Mr troe. She did, and broke her head.
Give me some string 10 tie her head ]

S1v

We can, then, take Stravinsky’s word that his rejoicing discovery took place when
he said it did (that is, when he began to think seriously about Les noces), and that it
was fundamentally bound up with his modemist revolt against_ﬁs old post-
kuchkist milicu and with his post-Rite of Spring determination to depersonalize his
art. What, preciscly, led him to it? One of the most potent stimuli came from the
work of Evgeniia Linyova, the carly rwenticth-century musical ethnographer, who
was the first in Russia to use the phonograph for field rescarch and whose prefaces
to her published transcriptions were musically detailed and authorirative to a
hitherto unprecedented degree. If Balakirev was the Russian Cecil Sharp, Linyova
was the Russian Barték. Her work was well known to Stravinsky,?? and, as T have
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34. Evgeniia Linyova,
Veltkorusshic pesni v narodnai
garmonzarsii, vol. 1 (Saint
Petersburg, 190.4), p. xvi.
Stravinsky would have found
ample confirmation of these
remarks in the collection of
wedding songs by Kircevsky
on which he drew for Les
noces (V. F. Miller and M. N,
Speransky, cds., Pesni sobran-
nye P. V. Kireevskim, Noraia
seriin, vol. 1 (Pesni abrindiye)
{Moscow; 1911]). Flere are a
few examples of displacement
as Kircevsky noted them
down as carly as the 1830s:
#183;

Zhurila, govérila,

Govorila, sama plakala

#102:

Boiary-li vy, boidry!

#7421

Vesélaia sem'ia veseldia.

#ouE:

lasna skola vo chistom ple,
Vo chistom pole vo zclenom,
Sazhala ego na beli riku,
Prinosila ko rodnoi marushke:
“Matushka moia, gosudarynia!
Izlovila ia iasna sokols!™

Uzh kak rot-li sokel,

Uzh kak tot-}i iasion,

Ty, Scluian gospodin,

Seluian, sudar® Fedotovich!

In the last example, every ong
of the syllables of the word
sdkalw (hawk) reccives a stress
at some point, and the
metrical count is in constant
fux.

tricd to show elsewhere, uncommonly suggestive to his neo-nationalist creative
attitudes.

Linyova was the first Russian cthnographer to make explicit observations on
the unusual rhythmic and prosedic traits carlicr students of Russian folklore had
taken for granted. In the following lengthy extract she touches not only upon the
mutability of accent, but also on the metrical irregularitics peasant singers habitu-

ally introduced into the songs they sang, often—unlike the kinds of distensions we
have so far observed, c.g., in Cecil Sharp—decidedly at variance with the prevail-
ing poctic meter.

From the rhythmic point of view folk song has a property which especially
hampers its transcription into fixed notation. This property is the freedom
with which accent is displaced in word and verse. The accent in folk song
moves from one syllable to another within a word and from one word to
another within a verse, according to the demands of the sense of the verse
or of the melody, which are closcly bound together and mutually influen-
tial. In this mobility of accent one feels the urge to destroy monotony, for
example: lichina, luchina, luching [recte: luchina, a torch), or gory, gory
[recte: gory, mountains). As a result of this mobility and mutability of
[what we may call] the logical accent of folk song, itis often very difficult to
reconcile it [that is, the logical accent] with the metrical accent of contem-
porary art music (as marked by bar lines), which strives Sor mechanical
reqularity in the counting of time units. When taking a song down by hand
little rhythmic compromises are possible—one can steal an cighth note
here, a quarter note there, and in this way smooth over the apparent rough
spots and bring the recalcitrant, capricious tunc into conformity with a
gencral mold. Bue . . . the phonograph insistently claims its due and will
not admit such crrors.34

Linyova gocs on to pinpoint two very specific characteristics of Russian folk
verse, both of which became characteristics, too, of Stravinsky’s Swiss-period -7

music. __,.l

(i) The numbser of syilables in the respective hemistichs of a folk verse is
not equal. On the contrary, the incquality of the number of syllablcs in the
hemistichs, cach of which has one chief accent, is onc of the characteristic
traits of folk song.

~—7 (i) The accent in the verse of a folk song is not toniz (that is, mechan-
ically regular, falling on a certain syllable of the verse), but logical
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35. Ibid., p. xvii.

36. Russkaia narodnaia
muzyks, velikarusskaia i malo-
russkaia, v e stroenii melo-
dicheskom i ritmicheskom §
otlichiia e ot asnov sovremennoi
Jarmonicheskoi niuzyki
(Kharkov, 1388).

37. Linyova, pp. xvi-xvii.

38. In his autobiography;,
Rimsky-Korsakov recalled of
this particular item, “once, ac
Borodin’s, 1 struggled till late
at night trying to reproduce a
wedding song [Zyon Kolokol,
Ringing Bell], rhythmically it
was unusually freakish,
though it flowed naturally
from the mouth of Borodin’s
maid, Doonyasha Vin-
ogradova, a native of onc of
the governments along the
Volga™ (My Musical Life,
trans. Judah A. Joffe
[London, 1974], p. 165).

Example 13: Mily Balakirev,
Sbornik russkikh narodnykh
pesen (1866), no. 17, Na
Ivanushke chapan.

[logicheskoe], mutablc (only occasionally changing position according to
the demands of scnse, but nonctheless in no way arbitrary). Therefore,
although in general any song, even the rhythmically most wayward, can be
divided into measurcs, nonctheless, owing to the changing position of the
accent and the insertion of one, two or even three syilables into one strain
or another (depending on the sensc, or simply on the individual inclina-
tion of the singer toward exclamations—&ékh, ai no, prave, da vot, and so
on), one will frequently encounter departures from the division (i.c., the
meter) onc has adopted. 35

As she relatcs, Linyova bricfly considered adopting the transcription method
developed by the Ukranian composer and folklorist Pyotr Sokalsky (1832—87) in
his posthumously published collection (1903) and his important theoretical mono-
graph on Great-Russian and Little-Russian folk music.3¢ This method involved
abandoning all attempt at metrical barring, using bar lines only to mark the major
divisions of the verses (the hemistichs). She decided against.this, however, in that
in practice it obscured the rhythmic structure of the music. She preferred a system
of irregular barring that placed all “chief accents,” as she called them, on down-

)Jcats.” We-shall.observe-this-practiec-in insky’s scttings, too.
Once again we should note thar the carly kuchkists, armed with sharp cars and

open minds, had anticipated the scientific cthnographers of the nexe generation,
Balakirev’s anthology contains notable instances of Linyova-like irregular barring,
including onc (song no. 17) that instinctively adopts Sokalsky’s hemistich method
{ex. 13). And in Rimsky-Korsakov’s anthology there is a wedding song that looks as
if Stravinsky had composed it (ex. 14).38

Alongside Linyova there is another important source to be identified before
looking at the impact of Stravinsky’s rejoicing discovery on his music—a source
cven more specifically and directly related to Stravinsky’s work. Among the books
Stravinsky brought back with him from his fast trip to Russia in July 1914—a trip

Na I via- pu-  shke cha. pan Chert po mé- sla-  (su  ta» skal.

Sly-shish™> i ty, 1- v& nu-shika,  vérish'- U,  leg-kd nd-  zhen“ka?

(Cf. Sckalsky, barring by hemistichs)
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Example 14: Nikolay Rimsky-
Korsakov, Sbernik, no. 72

wedding song, “The bells are
ringing in Yevlashev village”

cxpressly motivated, as is well known, by the need for folk texts for Les noces—was
one that came not from the Kiev bookseller who had furnished him with his copy of
Kircevsky’s wedding songs, but from his own father’s huge, indeed famous, library.
This was Ivan Sakharov’s Skazaniia russkago naroda {Legends of the Russian Peo-

39. Cf. Robert Craft, Preju-
dices in Disguise (New York,
1974), p. 248; later in
Seravinsky in Pictures and Doc-
uments, p. 132. Also Eric Wal-
ter Whire, Serarinshy: The
Compaser and His Worls
(Berkeley, 1966, p-33.In
both cascs, however, the bib-
liographical citations are
faulry.

ple {Saint Petersburg, 1838]), a

n_cnormous miscellany that is occasionally men- ’(—

tioned in conncction with Les #oces3 bue that was actually the source of the texts for
the Peasant Choruses (Podbliudnye) of 1914—17.40 Like most of the carly Russian

folklorists, Sakharov published only the texts of his songs, not the melodics. But in

the case of the podblindsye-he feltco

preciscly because of the way the texts
quite ambiguous; it would be difficulr to fi
in the extract that follows without our kn

and especially Linyova.

nstrained to comment obliquely on the tuncs,

werce distorted in singing. His comments were
gure out exactly what he was driving at
owledge of Balakirev, Rimsky-Korsakov,

The Russian yuletide songs we call podblindnye or igraPuye, from their
adaptation to games (igry), or obriadnye | from obriad, ritual], belong with-
out doubt to very remote rimes which we have no factual basis for deter-

/40 Stravinsky {forgefully
gave trusty old Afanasicv (the
source of the Pribacuthi, Re-

'\ nard and Histoire d soldat) 15

' the source of these texts as
" well (Expositions and Develop-
L. menss, P- 119), and he has been

| followed by all subscquent
writers and bibliographcrs,
including White {p. 209) and
Dominiquc-ché de Lerma
(Igor Federoviteh Stravinsky: A
Practical Guide to Publications
of His Music [Kent, Ohio,
197:], p. 78). Craft cired not
the familiar Afanasiev shazki
collecrion, but his lesser
known Poiticheskie vorzreniia
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siavian na privodn (The Slave
Poctic Antitudes roward
Nature, vol. 2 [Moscow,
1869, p. 194) as the source
for thesc rexts (Stravinsky in
Pictures and Documents, p-
604), but what is actually
found there is only a descrip-
tion of the divination cere-
manics for which these texes
were appropriate—together
with a footnote reference to
Sakharov! The most famous
of the four podblindnye
texws——Shchuka (The Pike),
the third in Stravinsky'’s sec—
can in fact be found in this
Afanasicv volume (p. 158) as

welt as in Tereshchenko's Bye
russkogo naveda (vol. 7 [Saim
Petersburg, 1848], p- 158),
which was also in the elder
Stravinsky’s library. Both
Shehuka and U Spasa v
Chigasakh (At the Savior’s
Church in Chigasy, the first
of the set) can be found in
the 19u Kircevsky publication
{nos. 1059 and 1063 respec-
tively). Bur Sakharov con-
tains all four texts {3d ed.
[t841), vol. 3, pp. 1, 12, 13,
260), and it is the unique
source of Stravinsky’s nos. 2
and 4.
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41. Ivan Sakharov, Skazaniia
russkogo navoda (3d ed., 1841),
vol. 3, p. 10,

Example 15: Ivan Sakharov,
Skazaniia ruskego nareda
(1841), vol. HII p. 10.

™ Q@ o v o
< Illrn maa l u3» Hosa roru,u.
-] - L4 IS )
J 6m XBOCTD | no.:ou; Ila'b Buas-
[ S L I 3
O3EPA .

mining cxactly. As creations of folklore, these songs carry a peculiar im-
print in the form of a tune which differs from all other kinds in its slow,
regular and cconomical [Sakharov evidently means syllabic] disposition
in toncs.

Russian yuletide songs come in the following meters: anapestic, dac-
tylochoric with tribrachic endings, choric, dactylic, iambic. Or clsc they
are made up of anapestopyrrhic fect. Lines are found with two, three or
four feet. Here are examples.®!

And what is the very first example? None other than The Pike (Shehika), the third
of Stravinsky’ set of choruses, but the first to have been composed. It was com-
pleted before the year 1914 was out, and the conclusion seems inescapable that it
was Sakharov’s prosodic analysis that piqued the composer’s intercst in setting the
text. Look now at example 15 and behold Stravinsky’s “rejoicing discovery.”

Prccxia cBATOUBBIA IBCHH BBIBAIOTE: AHA-
DECTHYECKIN, AAKTHIOXOPEHBUE-
CKlIS, Cb OKOHIAHIEMD TPHEPA-
XUYECKHMDB, XOPENYECKHMD, AAKTN-
YECKHMDB, AMBHUYECKHMbD; HIH COCTOATD:
H3b AHANECTOOHPPHXIEBD. PAINDPB CTH-
XOBL BHIBAETH: ABYXCTONHGLIH, TPEXCTORN-
uvifi, weTsiPExcTOonmsil. Borh mpumoeur

-0 -] - 0 - oY
KAk® BA mY , 3 aEuvit l KA CEPEEPAUA,

34nch TPEXCTONHBIY AHADECTHUECKIT CTOXD
HMPETDL TPHEPAXUQECKOE OKOHUAHIE.
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Example 16: Nikolay Rimsky-
Korsakov, Sadke (1847), open-
ing chorus,

Whar Sakharov had sought in his pedantic way to prove was that The Pike
Was sung in “anapestic trimeters with tribrachic endings.” What he actually proved
is what is by now a familiar story: that the musical ictus distorted the natural
accentuation of the poem. Most telling is the fact that the second syllable of the
word “Novagoroda,” which is mercly an infix stemming from the archaic genitive
declension of the name of the old Russian city of Novgorod, falls on an aceented
note in the melody. If read, rather than sung, the three lines given by Sakharov
would be accented as follows:

Shehiika shld iz Novagéroda. (Slaval)
Oni khvést volokl iz Bela-6zcra. (Slaval)
Kik na shehitke cheshitika serébriannaia, (Slaval)

The pike came from Novgorod.
Its tail it dragged from Belo-ozero.
How silver were its scales!

For a conventionally dechimed sctting of the poeticized form of the name
Novgorod, compare the opening chorus from Rimsky-Korsakov’s opera Sadko
(1897) (cx. 16).

TN NN NN Y
SRS S S e e e

VHNo- v g3 1o de  ve- i kom u  nas sk e b2 am, (efc)

utn great Novgorod everyone is his own boss.]

So how docs Stravinsky’s setting refate to Sakharov’s scansion? If one looks
at the so-called original version of the chorus (1914), one is apt to be disappointed
(ex. 17a). Not only is the sccond syllable of Nevagéroda apparently unaccented and
thereby conventionalized, but the final syllable (a merc genitive case cnding} is sct
to a long note, spoiling Sakharov’s “tribrachic ending,”

But now compare the 1954 version of the chorus, with the four horn parts
(omitted in the example) (ex. 17b). Amazingly, we now have a perfect transcription
of Sakharov’s scansion by means of Linyova’s method: the bars arc so arranged that

the accented notes (including the relitale -a- ofNamqirodu! fall on downbeats, agnd
the “tribrachic endings” are set as staccaro cighth notes, What s truly paradoxical is
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Example t7a: Igor Stravinsky, N L . o
‘ i Podbliudnye, no. 3: Sichuka Ji——1
| (1914), top voice only. Re- 4
Pmduc‘:d by kind Pc"ni55i°“ Shchi- ka shla iz No-va go- ro- da Sta-  va! o- na khvost voelo-  KkH iz Be-la-
il of the COPYright owners, | & [Hecht-fisch kam da- her sus Nowgorod Hell  ihm! seinen  Schwanz (efc)

I W Chester/Edition Wilhclm
| Hansen, London, Ld.

& 160 MO Sla- val Kak u shehiiki chechiitka se- ré- bran-na- ia Sl va!

Example 17b: Igor
Stravinsky, Four Russian
Peasant Songs (new version, Once 1 pikeswam out  of Nov- go- rod. Glo- ! Flick’d her
1954), 0O, 3! “The Pike” Re- [Shchi-ka shti & Nov- [@] go ™ da, kg val 0 ni
produced by kind permission
of the copyright owners, ] &
[ |‘ W Chester/Edition Wilhelm

| Hansen, London, Lid. tail, shot straight down from Bie- la= o ze- o, Glo- tyl -
8 khvost vo- o= kla iz Be la- o ze- . Sla- vat

As she dari- ed by, all her scales  shone sl ver bright,

| Kak u shehi- ki che-  shi-ka  se- té bran- ma- fa.
that this version, which fits the quirky Russian text so well, was published oply with

e — - . - - - -
an English text, whosc relationship to the new barring is utterly meaningless. It is

>

inconceivable thar Stravinsky went back to Sakharov, whom he had apparently

| forgotten all about (as we deduce from the mistaken attribution of the Podbliudnye

texts to Afanasiev in Expasitions and Developments), only to adopt his scansion for an

English translation. No, the only rcasonable explanation is that the 1954 English-

language version actually represents the original Russian conception, and the

original publication (dclayed until 1930, and brought out by Schott) was mis-

guidedly rebarred (whether by Stravinsky himsclf or by an cditor) cither for the

. sake of simplicity or in order to accommodate the German translation (for no onc

I could have expected Russian performances in the west in 1930). Confirmation of

this hypothesis will of course have to come from the still inaccessible sketch mate-
rial in the composer’s archive.

$v

But any doubts as to the importance of Sakharov’s example in the formation of
Stravinsky’s habits of Russian prosody must vanish when one cxamines the sketch-

LY
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es for the first settings he made under its influcnce— the Pribasithi of 1914.. For-
tunately, a sample page of sketches for the third of them—Polkoynsk (The Colo-
42. Sce Conversations with nel)—has been published, and there we may sce¢ how Stravinsky turned

. Igor Stravinsky (Berkeley, Sakharov’s analytical method, via Linyova’s transcription method, into a composi-
198a), p. 35; also Expasitions

and Developsments, p, 121: “The tional tool. h .

word pribaoutki denotes a Morc than any other type of folk text, pribasithi represent the kind of pure
form of popular Russian “ s m . . g .
verse, the nearest English par. mouth rr?usm that was Stravinsky’s pOSt.IQI4 1.dcal: Nc.; won-dcr they were the first
allel to which is the limerick. texts (besides Shehuka) he sct after making his_rejoicing discovery: the sct was
It means ‘a telling,’ ‘pri being completed within three months of the book-buying excursion to Kiev. The source
the Larin ‘pre’ and ‘baout : g . >

deriving from the Ol Rus- for them was the very last section, a kind of appendix to Afanasicv’s monumental
sian infinitive ‘to say. Pri- : . o . 3
baoutk are always short..no R»f:unfz ‘Falk Tiles (Russkie narodne skazki), in which a garland of twenty-three
more than four lines usually. pribatithi were collected and set forth not as verse but as prosc. And what are

According to popular tradi- TR . : - . .

tion they derive from a typc\\ pribasitks? They are essentially nonscnSf: mg_!_c‘s_,_f)_{tgulf_ng cither by or to chfldrcn.

of game in which somcone The standard musical term for them is potéshiki. Stravinsky called them pribatith;

says a word, which somcone : g i

else then adds 1o, and which | bcca.usc that lS‘ what Afanasicy callcc’ them, though the Iattcn: term is mor::: generally

third and fourth persons de- applicd to witty patter of any kind. In a couple of his conversation books

:;::Ocs,f“l',g:c‘:;;;l’ “:;::g}"’“ Stravinsky made some observations about the genre, but they are faulty and

. t K . . .

"Ef misleading (and absolutcly outrageous as to ctymology).42 A far better starting

this is truc.
peint for an understanding of pribatithi can be found in Afanasiev’s own commen-
tary. “Pribasithi” he obscrved, “in the form in which one hears them now on the
lips of the people, apparently comprise cxcerpts from a varicty of folk verbal

prototypes: the songs, storics and [cven] the laments which accompany.[popular)

43. A. 8. Gruzinsky, cd., games and rituals.™3 While not exactly verse, they are nonetheless distinguished,

Russkie narodye shazki A. N, . N . . ) .

Afinasiers (Moscow, 1913, according to the collccto-r, by t.hcll' strongly rhythmic charaf:tc.r, a-nd t%lc:r heavy use

vol. 5, p. 240. both of rhyme and of allireration, Rhythm, rhyme, and allitcration, in fact, arc far <~

more important in pribasitki than meaning, There couldn’t bea better example than
the third song in Stravinsky’s sct, a perfect Russian analoguc to our own tonguc
twister “Peter Piper picked a peck of pickled peppers.” It is not about a colonel, not
about a quail. It is about the letter # and (in the second half) about subtly differing
rhythmic groups that all end in the vowel 2 (or to be more precise, a schwa):

Poshél polkévnik poguliar, A coloncl went a-walking,
poimil ptichku-perepidlochku; he caugh a little bird, a quail.
ptichka perepidlochka The little quail

pft’ pokhotéla, became thirsty.
podnialds-poletéla, She rose up and flew away,
pdla-propila, she fell to carth and disappeared,
pod liéd popila, under the jce she landed.
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popéd poimila, She caught a priest,

popd popévicha, a priest and son of a pricst
44. Ibid., p. 238. Petrd Petrévicha. 44 named Peter son of Peter.

I'have set the pribaiitka out not in prose, the way Afanasicv printed it, but with
cach clause as a line in itsclf approximating verse, the way Stravinsky did in his
sketch book. Turning now to the sketch (ex. 18), what do we find? We find
Sakharov’s scansion marks sct next to cach linc, and above the “poem” three
‘musical drafts (the two-line sketch at the top of the sheet is for the oboe-clarinet
duct at the end of the first pribasitha, Kornilo). The two pitched sketches are both for
the ending of the song, and both differ considerably from the final version. In the

fiest, the grammatical case is changed for some reason from the genitive to the
dative, suggesting that at first Seravinsky may have intended to paraphrase
Afanasicv’s text rather than set it as it stood (ex. 192). The most important way in
which this skerch differs from the final version is prosodic._Stravinsky at first

5 distinguished the accented syllables from the unaccented onces by lengthening

«)H g _them: they are sex cither as quarters or as groups of two slurred cighths.

In the second draft of the ending, Afanasicv’s texe is set without departure, and
the melodic figure corresponds to one that is found in the finished song, though
not at these words (ex. 19b). Accented syllables are still lengthened here. Now the
most revealing sketch by far is the one that has obviously been added as an after-
thought, and most likely after the poem had been copicd out and scanned at the
bottom of the page. It is a purcly declamational sketch, showing no pitches, just
durations and barrings (ex. 19c). Here Stravinsky hit upon the method he was to
cmploy in the end for the whole song, and in many other settings as well: with only
a single exception cvery syllable in the serting carrics the same duration—an cighth
note (or, occasionally, a pair of slurred sixteenths)—and accentuation is achieved
solely by means of what Linyova called the “logical stress.”

In example 20, which shows the whole voice part as Stravinsky finally barred
it, and also shows the scansion marks from the sketch, we may finally observe in full
the results of his rejoicing discovery. First of all, note that the bracketed scction,

which corresponds to the third sketch, maintains its declamation cxactly (and is sct
to a single pitch, as the sketch already implied). Second, note that the ending is
adjusted to take the stress.off the last note; some old Russian prosodic habits of
Stravinsky’s died.a.hard.dcath, aficr all. But fest we be misled into thinking that
Stravinsky was still trying to pleasc César Cui, consider the words podnialds'-
poletéla at the end of the second line, where, as Stravinsky put it, “the accents of the
spoken verse are ignored when the verse is sung,” that is, where a purely musical
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Example 18: Igor Stravinsky,
Skeech for Pribasicki, no. 3
(Polkovniky (Sevavinshy in Pic-
tures and Doctments, p. 131).
Reproduced by permission of
the Paul Sacher Foundation,

ﬂ;‘-—-—cl‘t 44«-:"'4«-‘—3 WM:/, Vorumu
. - .- = i .“ﬁ.‘--”,‘7;v--v—a~-
M‘(.Wuu‘t o2 e S
MW“IJ(M for = - s
Tltcsr bfprte broc S, Rt =
'22'}72 &I e W N
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Example 19a: Transcriptions

from same.
k po- pi po- pd-  vi- chuk Pet- i Pet-t> vie  chu
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Example 1ob,c: Transcriprion
from same.

Example 20: [gor Stravinskyy
Pribaithi (1914), no. 3 (Polkor-
nik): voice part only, incorpo-
rating the scansion marks
from the sketch. Reproduced
by kind permission of the
copyright owners, ] & W
Chester/Edition Wilhelm
Hansen, London, Led.

Ex, 19b

o )
poima- la Po- pi Po- p6- vie chaPe  trd Pet-r6-vi- cha

Ex. 19¢

Tttt

Pa- la pro- pa-la pod died po- pa- la [po- pa poi- ma- la, erel

sequence is allowed precedence over the verbal accent. And now look at the
“sprung rhythm” at the words poimadl ptichku in the first line, where the unique
succession of two stressed syllables is overridden, again, for purcly musical reasons.
The opening of the song is willful to the point of being a bit cnigmatic. What
is the rolc of the accents, which never return? Evidently they are meant to counter-
mand the tonic stress on the second syllable (perhaps a carry-over from the “Russo-
Japancsc” declamation Stravinsky had toyed with a year carlicr) and turn the whole
measure into an upbeat. There being no readily available sign for the suppression of
a stress, Stravinsky seems to have intended to surround the natural stress with
crsatz stresscs and, by thus equalizing the stress, in effect neutralize the stress.
Bur the tonic stress remains Yery much in force, even when honored in the
breach rather than in the observance. §t_ravinsl5y’s post-1914 prosody remained
profoundly authentic in its Russianness, only now it was a different Russian tradi-
tion to which he pledged allegiance. As in so many other ways, Stravinsky played

Mgt
Po-shol pol- kov-nik po- gu- liat", Polmal ptich-ku ~ pe-re- pio-  toch- ku;

Plich- ks  pe-re-plé- loch-ka Pt po-kho-1é- la,  Pod-nla lis~  po-le- 1&-1a,

T of. Ex. 19¢ 1 Doppio
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45. Pesni, sobriannye P, V.,
Kircevskim, Novaia seriia
{Moscow, 1911}, no. nos,

the Russian folk-music tradition against the art-music tradition and used it as his

- . LT b " * , -~
passport to freedom from the academic post-realist milicu in which he had been
'b—l'I) u | up. N

$vi

Now that we have reached the crucial year 1914, we had better stop going picee by
picce, for to tackle the major works of the Swiss years would take us far beyond the
scope of a modest paper. Still, T do wish to demonstrate that the discoverics
Stravinsky made in Sakharov and Linyova were no cul-de-sac, like his Japanesc
experiments, but a permanently transforming acquisition, and that the attitudes

and even the techniques he was on the threshold of formulating stayed with him
long after the closc of his so-calied Russian period, that is, long after he stopped
sceting Russian texts.

Asithappens, the shaping of the prosody in the third of the Bercenses du chat—
which we can follow in detail thanks to its fortuitous inclusion in the published Rite
of Spring sketchbook—gives just such a suggestion. The text comes from the
section containing lullabics in the same Kirecvsky volume whose wedding songs
furnished the text for Les noces. Again there is a close English analogy: “Hush Little
Baby, Don’t Say a Word.” Kircevsky's text runs as follows:

Biiushki-baiu, pribaivkivaiu . . .
Kaclv, kacl’, privezidt otéts kaldch,
Materi sdiku, syn[k]u bakaldiku,

A baid, baig pribaidkivaiu . . |
Stinu ia kachiti,

V balaldichku igriti,

A baiu, bait, pribaitikivati . . 45

Hushabye, hushabye I sing . . .

Rockabye, rockabye, Daddy will bring you a biscuit,
He'll bring Mommy a roll, he'll bring sonny a balalaika,
Hushabye, hushabye I sing . . .

While I rock you,

I shall play the balalaika,

While hushabye, hushabye I sing . . .

The refrain is what I wish to focus upon. Apparently, Stravinsky first skerched
it in a way that respects its accentuation as indicated above (cx. 21a). Bur he

8o
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Example 21a-g: Igor
Stravinsky, sketches for Ber
ceuses du chat (1915), no. 3
(Baiushhi-bain) (The Rte of
Spring: Skerches 1911 -1913
{London, 1969], pp. 1ta-13),
Reproduced by permission of
the Paul Sacher Foundation.

Example 2ta

Example 21b: (p. ug)

Example 21¢

Example 2id

Example 21¢: {p. uz)

Example 21f: (p. 113)

immediately began to tease it, apparently with the object of cxploiting a musical
correspondence between the accented “-baid” and the unaceented “-vain.” Tt is
difficult to decide in just what order the sketches for this song were made. Butif we
assume that they made a progressive approach to the version that was published,
then the order is as follows: example 21b, which was immediately changed to
example 21c, and then to example 21d (these being layers of a single sketch), then to
cxample 21¢, and finally to example 21f before ultimately assuming the published
form: cxample 21g.

ki va- fu... Kach' kach’
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Bi- du- shki ba- id,
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Bi- iu- shki  ba- B, .

Bi- ju-shki ba- i, pri ba. i- ki-  va- fu. ..
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Example zig: {from the pub-
lished score) Reproduced by
kind permission of the
copyright owners, | & W
Chester/Edition Wilhelm
Hansen, London, Lid.

Example 22: Igor Stravinsky,
Symphony of Dsalms, third
movement, z before 17 (cho-
ral parts only). Copyright 1931
by Edition Russe de Musi-
que; renewed 1958, Copyright
and rencwal assigned to
Booscy & Hawkes, Inc. Re-
vised edition copyright by
Boosey 8 Hawkes, Inc. Re-
newed 1975. Reprinted by per-
mission of Booscy &
Hawkes, Inc.

Example 23: Igor Stravinsky,

Concerto per due pinnoforti salf,
fourth movement, subject and
answer. Copyright B. Schort’s
Sochne, Mainz, and G. Schir-

mer, Inc. {Ascap), 1936. Copy-

right renewed 1964. All rights
reserved, Used by permission
of European American Music
Distributors Corporation,
agent for B. Schort’s Soehne,
and G. Schirmer, Inc.

Ba- in-shki  ba- g,

pri- ba- il ki-  va- u, ..

The accentuation of the word pribaisikivain is utterly distorted. An argument
could be made that pri- carries an accent {sincc it occupies the downbear), or that
-va- carrics an accent (since it is given an acciaecatura), or even that the final -ix
carries an accent (since it is syncopated and lengthened, like the “sprung” -ba- in the
first measure). But the third syllable cannot by any stretch be said to carry one. Now
to anyone who knows the later Stravinsky, this inside-out sctting of pribaitikivain
will have a familiar ring. The resemblance to “Laudate Dominum? in the Sym-
phony of Psalms is uncanny—right down to the syncopated and lengthencd, yet
unaccented, final syllable (ex. 22). The shifting stress of the two “laudate’s” comes
straight out of Kircevsky and Linyova. (The fact that the original words may have
been “Gospodi pomilui” docs not alter the situation, for Stravinsky saw fit to make
no adjustments when substituting the Latin text.) And in turn are we not legit-
imately reminded of a picce that mighe fairly have been expected to be the very last
Stravinsky composition to figure in the present discussion? (Sce example 23.)

Lau di- te DO-Mi- NUM, law- di- 1o B um.

§vix

One of the most characteristic of the folklore-derived techniques governing
Stravinsky’s Russian tex scttings (and his scttings of other languages thercafter)
involved the molding of a thematic phrase on the correct declamation of 2 “model”
verse or stanza, which phrase then carries succeeding lines strictly according to
syllabification—i.c., “aumber”—and without regard to stress. The technique is an
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+6, Conversations with
Stravinsky, p. 35.

47. The pribasitka in Renard
is found on pp. 238-39 in the
1913 cdition of Afanasicy, vol,
5 (sce note 43); the one in the
Trois bistoires, on p. 237. In the
seandard Soviet editions (eds.
Azadovsky, Andreev, and
Sokolov [Academia, 1936];
reedited by Viadimir Propp
[Moscow, 1957]), they are nos.
42 and §37 respectively.

48, Conversations, p. 35.

49. Stravinsky has replaced
Afanasiev’s first words,
Kukolka, kukolka (little doll)
with two poctic diminutives
of “vixen™—linmka-lisisa—to
tic the pribaiitka to the Re-
nard theme, an impressive
demonstrarion of his com-
mand of the language of
skazki,

Example 24: Evgeniia
Linyova, Velikorusskic pesni v
narodnoi garmonizassii {Saine
Petersburg, 1900), vol. 2, p.
5.

adaptation from such pribastki-like pattersongs as the following, a “humorous
song” entitled “Vavila” from Linyova’s anthology (cx. 24).

To trace this technique adequately in Stravinsky’s work requires access to
sketch material in quantity, something tha is still beyond reach. A single deducrive
cxample from Renard will have to suffice for now, though I am willing to predict
that the pervasivencess of the technique T am about to demonstrate will be amply
confirmed when more material comes to light.

The first scction of Renard to have been completed, as Stravinsky for once
correctly recalled, was the concluding pattersong that follows the slaying of the
vixen (figs. 81—90). Looking back upon this passage, Stravinsky called it a “pri-
baoutki” (sic).#¢ Tt was not he who categorized it thus, however, but Afanasicv
himself. For the text here is taken not from the animal storics in volume 1 of the
Russian Folk Tales that furnished the rest of Renard, but from the same appendix in
volume 5 that had previously served as source for the sct actually entitled Pribaostki,
and also for the song “Ducks, Swans and Geese” in the Trois histoires pour enfants,
which were composed at the same time as Renard and shared space with it in
Stravinsky’s sketchbooks.4? Of his sctting, Stravinsky said thar it “exploits a speed
and an accentuation that are natural to Russian,” and warned that “no translation
of this passage can translate what I have donc musically with the language.”#8 And
thatis truc. Yet if one looks at the passage in question, one notes that, as usual, most
of the stresses in the very first line have been moved out of place (ex. 25).4% There is
in fact nothing “natural to Russian” abour this accentuation.

s sto- ii-la u so- bdra, u dve- rei, po-liv-

T FFFE T TTPPIT T

bil me-nia sam ar- khi- e« rél.  Dva po-  pb- vi- cho s u+ mi so- shli, dvapri- chti-ni- ka plia-

Fer ve PevFET rr
sit’ po- shi. Pop ot - zoi za-ple i et Wa,  pono- mar' ¥ Eve- nusbi-  vie et ala,
[Trans.: 12. [stoad by the cathedral dooss, the bishop himself fell in love with me.

13. Two priests’ sons went crazy, two clergymen went into their dance.
14, The priest tripped on his chasuble, the sacristan lost count of the church betls.|
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Example 25: Igor Stravinsky,

Renard. Reprinted by permis-

sion of Belwin Publishers.

50. Stravinsky in Pictures and
Dacuments, p. 139.

Example 26: Igor Stravinsky,
Renard, rehearsal 87. Re-
printed by permission of Bel-
win Publishers,

Example z7a-c: Igor
Stravinsky, Renard, the con-
cluding pribatizka, Reprinted
by permission of Belwin
Publishers.

Example 27a: rchearsal 83

Example 27b: rchearsal 84

Example 27¢: 2 afer 8

3
s o = » -
i)  — o—{,—t—w— 3
' i ==y gt 1 'y 1
Y It L I—tr—t— ¥ = |

Y L o Y
L~ syn'-ka, li- sl tsal  Glia- chi d6) go ne  zhi 127

In a brief description of the Renard sketches, Robert Craft informs us that the
draft, dated 16 January 1916, carries the heading “Pribautki: Gospodi pomilui.”
Recognizing the latter pair of words as the Slavonic Kyric, Craft speculated that
Renard was 1o have been originally “a religious satire that was later diluted or
bowdlerized ™50 But that is not the case. All the heading meant was that Stravinsky
began his setting of Afanasicv’s pribmsitha not with the main text but with a variant
given by Afanasicv in a footnote, which is now to be found not at the beginning of
the section of Renard, but near the end, at fig. 87 (cx. 26). The setting of this group
of lines, the first to have been composed, is irreproachable from the prosodic
standpoint. It provided the model stanza, to which other lines were fitted purcly
syllabically, not accentually (ex. 27).

) .
' ' T 1 8
T V#3 I o ry
’e ¥ —{,— Y  F p— ¥ e
¥ ¥ 1=y L i ¥ =t

¥

Gé-spo- di po- mi lui, Na k& ni- ke Da. ni- lo

». s 3
= T T ' o
i - =1t i
1 !t =gt 1
- ¥ - 3 I=ib—tr ¥ 1—{2

¥ LA 4

Lf syn™ka, li- si- 1sa, Po- df po- vo-  di- tsu

 s— i 2 T ¥ ! 7y
s ¥

-~

Li-ske to ska- 23 i

Li- ski- oy re- bis- 1a

Mu-zhik pés- niw  apel.., Na ka- pilst- nik scl.
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Example 27d: rehearsal 88

Example 27c: rehearsal 39

st. It was brought to my at-
tention by my collcague,
Prof, Jack Beeson.

o
b
n

L
"

o=
T}"

V pe- chi ka- la- chi, Kak o gon’ gor-  la chi

Without knowledge of the sketches for the Renard pribasitka it would not be
possible to identify the Gespodi pomilui verse, buricd as it now is in the middle of
things, as the model stanza from which the other, prosodically distorted, verses
were derived. (Nor is this the only time that Stravinsky, in proceeding from skerch
to finished composition, covered his methodological tracks.) Yet having discovered
the technique, onc encounters it again and again, sometimes in very surprising
contexts. Consider the rather famously awkward prosody of Annc’s aria, “Quictly,
night,” in the third scenc of The Rake’s Progress. The beginning of the second stanza
contains one of Stravinsky’s most notorious “lapses” in English prosody (ex. 28).5!
The lapse involves more than accentuation. It also involves syntax. The end of the
first sentence is detached from the rest and set along with the beginning of the
sccond sentence in a single unbroken melodic arch. Tt seems inconceivable that this
music was written to these words.

In fact, it was not. The aria is in a modified strophic form with coda. The
sccond stanza begins with a truncated recapitulation of the music to which the first
had been set. Stravinsky’s sketches show how literally this was the case: the words
of the second stanza were initially overlaid to the skerches of the first (ex. 29). The
offending phrase of music had originally carried the text of the last line of the first
stanza: “Although I weep, it knows of loncliness.” And the sketch page reproduced
in example 30a shows the original model stanza: except for one minor pecadillo
(the accentuation of “although”) it is quite blamelcss as to prosody— far more so,
in fact, than the setring of the line as it finally took shape in the finished score—
another instance of Stravinsky covering his tracks (ex. 30b). What scems especially
intcresting is the apparent retroactive influence of the setting of “warmly be the
same” in the second stanza on that of “although 1 weep” in the first. (The change is
entered explicitly at the very top of example 29.)

Of cours, ignoring punctuation was nothing new to Stravinsky by the time
he wrote The Rake’s Progress. The Russian scrtings abound with examples, and so,
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Example 28: Igor Seravinsky,

The Rake’s Progress, Anne’s

ania {act 1, scene 3), beginning

of sccond stanza, Libretto by Gulde

W. H. Auden and Chester

i Kailman. Copyright 1949,

| 1950, 1951 by Boosey &
Hawkes, Inc.; rencwed 1976,
1977, 1979. chrinrcd by’ per- warm- ly  be the same. He walch-  es with- out  grief or shaime,

| mission of Booscy &

Hawkes, Inc.

me, O moon,— chaste- ly when | de-part, And
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Example 29: Igor Stravinsky,

sketch for Annc’s aria (Paul

Griffiths ct al., The Rake’s Pro-

Jress [Cambridge, 1982], plate

gz.' :ﬁﬁ:ﬁ?&%ﬁcmmm of coursc, do Russian folk songs. But in The Rake (or in Oedipus or Perséphone, for

Foundation. that marter) it gets noticed, and Stravinsky gets criticized for it by those who
tacitly, perhaps unwittingly, approach his work with the assumptions and the

desiderata of a César Cui. Our assumptions, however, ought to be the opposite.
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Example 3o: Igor Stravinsky,
The Rake’s Progress, Libretto
by W. H. Auden and Chester
Kallman. Copyright 1949,
1950, 1951 by Booscy &
Hawkes, Inc.; renewed 1976,
1977, 1979, Reprinted by per-
mission of Booscy &
Hawkes, Inc.

Example 30a: “Modcl stanza™
transcribed from top of above
sketch.

Example 30b: The same line,
final version in published
score.

s2. *M. Igor Stravinsky nous
parle de ‘Perséphone,’ ™ Exeel-
stor (Paris), 1 May 1934 (rpt.
White, Stravinsky, p. 534).

53. One of the carly musical
impressions Stravinsky re-
corded in Clronigues de ma
vig scems to have been rather
transparently “planted” to
justify this modernist pre-
dilection. Recalling the song
of an ancient, near-dumb
peasant singer, Stravinsky de-
scribes it as having been
“composcd of rwo syllables,
the only ones he could pro-
nounce; they were devoid of
meaning, but he made them
alternate with incredible dex-
terity” {Clronicle of My Life
[London, 1936], p. 11). Here is
one pood example among
many of Stravinsky’s way of
manufacruring “formative in-
fluences” to suit his changing
aesthetic purposes.

s#. The wording here follows
“Pushkin: Pocery and Music™
(rpr. White, p. 543);
Stravinsky first quoted che
retort in Chreniques, p. 17,

For Stravinsky, once he had made his “rejoicing discovery,” the accents of spoken

language were merely there to be manipulated like any other musical parameter, for
T —— ettt
the sake of musical enjoyment. “Words,” he asserted in one of his more belligerent

eSS =R e et

Although 1 weep,

it knows oflone- I ness

manifestos, “far from helping, constitute for the musician a burdensome inter-
mediary. . . . For music is not thought”52 Instcad, he maintained, he sought
syllables, that is, lingual sounds to match with musical sounds.53 For if, as Mal-
larmé put it to Degas in a phrase that so delighted Stravinsky that he quoted it
twice in his published writings, “one does not create rhymes with ideas but with
words,”>* then one does not create music with words but with sounds—or at least
Stravinsky did not. In this, as in so many other ways, he sought in the acsthetic
stance of folk artists the seeds and the validation of an authentic modernism.,
Though it may discomfit us that he saw fit to set the poetry of Auden or of Gide as if
it were a Russian limerick, that is what he did, and seriously. To fail to take this
aspect of his art seriously is to fail at a very basic level to understand it.

POSTSCRIPT (MAY 1983)

Through the good offices of the Special Collections staff at the Music Division of
the New York Public Library, temporary custodian of the Stravinsky archive (and 1
wish specially to thank Richard Koprowski, John Shepard, and Susan T. Som-
mer), I have at last gained access to some of the sketch material relevant to the
propositions advanced deductively in the foregoing cssay, and I can make a few
refinements and amplifications in light of it.

Stravinsky, it scems, used scansion marks to plan his prosody as carly as the
first act of Le rossignol (1908-9), so it would seem that I may have overstated the case
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Prie. r

somewhat with respect to the direct influence of Sakharov on his mcthods. On the
other hand, the original sctting of Shehuka was indeed conceived as T predicred.
The syllabies marked long by Sakharov were calculated (as per Linyova’s prescrip-
tion) to fall on downbeats, or at lcast on explicit sccondary stresses within a longer
measure.

The carliest sketches for the Podblindnye arc found in a tiny notcbook (no. 14a
in the catalog prepared for Stravinsky’s usc in 1954. by Robert Craft and later
published as appendix C in Eric Walter White's Stravinsky: The Composer and His
Works), which also contains notations for a few other works—the Berceuses du chat,
the “Chant dissident” from Quatre chants russes, and the Berceuse to Stravinsky’s
daughter Liudmila. This notcbaok, despite its heterogencous contents, has a de-
lightful painted cover (such as one often finds among the manuscripts of the Swiss
years) giving the title “Podbliudnyc” and a little floral design on a bluc field. What
one, with some surprisc, finds first in it arc the four texts for the choruses copied out
on four successive rectos in the order of the finished set, although the settings were
composed in a different order, over a span of almost three years. The first to be
composcd (as noted already in the body of the paper, above), was Shehika (no. 3),
immediately followed in the sketchbook by the fourth chorus, Puzishche (usually
translated as “Master Portly™). Here sketches for the Podbliudnye lcave off. (A
sceparate bifolium of uncertain date, inserted into a little slecve pasted into the back
cover of the book, contains carly sketches for Ovsen, the sccond of the set, For
sketches to the first chorus—U7 Spasa v Chigasakh, which Stravinsky may have
remembered from Pushkin’s Exgene Onegin, chapter 5 [the cighth stanza), and
which Nabokov translates “Ar Qur Saviors parish in Chigasy, beyond the
Yauza®—one must go to a different, somewhat later sketchbook [Craft no. i6b],
otherwise given over to Renard, the four-handed piano picces, the “Song of the
Bear” with a dedication to “Svetik” i.c., Stravinsky’s son Sviatoslav {Soulima],
and other works, some unrcalized.)

The sketches for Shehuka show Stravinsky tackling the song phrasc by phrase
in two consccutive drafts. Both curiously stop after the fifth phrase (our of seven),
and the first draft is missing the first phrasc (possibly because a leaf has slipped out
of the sketchbook). The leading part of the second, more complete, draft is given
below (ex. 31) as far as the third phrase, for comparison with example 17 above.
Sakharov’s scansion marks have been added.

The most salient rhythmic difference between this sketch and the published

MWML the first and third Phrgs_c'sz__\ih_if:_}_l_ mirror
Sakharov’s stresses quantitatively.as well as tonically, The telltale second syllablc of
“Novagoroda” is on the downbeat as per Linyova (onc would give much, of
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Example 31: Igor Stravinsky,
skerch for Shcbuka. Re-
produced by permission of
the Paul Sacher Foundation.

Example 32: Igor Stravinsky,
Shelnika, final version. Re-
produced by permission of
the Paul Sacher Foundation,

ShehG-ka  shla iz No- va- g6 oo da Sla- va! O« na khvost vo- lo-

Kak u shehi- ki che-  shili- ka e

-

course, to sce the missing first draft of that word, assuming onc existed), and the
only reason why “khvost” in the second phrase is not so placed seems to be a
general avoidance in this setting of measures shorter than 2/4. (The breaking up of

the 5/8 bars in the 1954 revision is in keeping with many of Stravinsky’s late-period
o —— e

rebarrings; a good example is the 1943 Danse sacrale, where so many “fives,” of
e .
whatever beat value, are broken down into twos and threes.)

The final version of Shehuka arrived at in 1914 or thereafter (it is found com-
plete among Stravinsky’s manuscripts only in a fair copy of the complete set,
though the first phrasc alone is found on a very decorative, painted loose sheet on

the other side of a sketch for Les noces) is identical to the one published in 1930, but

for one extremely telling detail. The first phrase is given as it appears on the loose
it
sheet (ex. 32), for comparison with cxample 172 above.

: * T r r
Shchie ka shta §z No- va g6 ro- da

The 8/8 bar is there, all right, but it is broken up by the dotted bars in a way
that preserves the Sakharov scansion and, morcover, clearly guided Stravinsky’s
1954 revision. The dotted bars resolve the discrepancy between cxamples 17a and
17b, and one can only wonder why they were omitted from the 1930 cdition (the
more so as all the other measures longer than 6/8 in that cdition do have dotted bars
to guide the conductor’s beat and, presumably, the choir’s accentuation).

Although it is not strictly gcrm:{nc to our theme, it is very intcresting to
compare the two drafts of Shehuka in the 1914 sketchbook. The comparison reveals
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Example 33: Igor Stravinsky,
sketch for Sholmika, second
phrasc. Reproduced by per-
mission of the Paul Sacher
Foundation.

that the starkly homorhythmic texture so characteristic of the Podblindnye was
something attained, rather than (as it would be natural to assume) integral to the
“nco-nationalist” concept. Phase 2 in the carlier sketch gOCSt as per cX. 33.
Imitation and cross-accent are both so forcign to the nature of these songs as
we know them that it is astonishing to find them a part of the original conception.

O

O- na khvost  vo- o kla iz Be lae O ze- m
} =1 !
5 e e e e
o ﬁ‘ - H——y F.‘;ﬁ' w——y—
o na khvost vo- Jo-kla iz Be- lp» O 2e- m

How much more conventional this carly thought is than the ascetically plain
published version. But only by knowing the sketches can we see this plainness for
the “sccond simplicity” it is. It is an inspiring cxample of Stravinsky’s crearive
ruthlessness, reminding us of the force with which Apollo struck Balanchine: “It
sccmed to tell me that I could dare not to use cverything, that I, too, could
climinate.” That, if anything, is “thc Message of Igor Stravinsky.”
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