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Abstract

General Description of the Work

Relevance of the dissertation topic. The phenomenon of transcription is widespread in music;
especially important in the transcription art is the genre of transcription of keyboard instruments,
which has had a fruitful impact on the development of music art.

The transcription genre is special, for it creates a border area which combines the origins of
composition and performance. For example, piano transcripts were created by composers and
pianists of all levels, from celebrities to strangers and the examples of their creations differ in their
artistic value. It was through transcriptions that various genres were introduced in performing
practice (For instance the concert genre in Bach's piano works). In the Romantic era, piano
arrangements of organ, vocal and orchestral works constituted an important part of the performing
repertoire. They not only contributed to the transformation of the world of instrumental sound
through innovative technical solutions and textural discoveries, but also became the reflection of the
most complex aesthetic processes ongoing in performing arts. Therefore, it won’t be an
exaggeration to say that the transcripts reflected main stages in the evolution of performing arts.

Since my activities as a keyboardist is connected with my specialties of a pianist and organist,
the attempt to identify main trends in the development of the research genre — transcription, is
related to instrumental, particularly organ music art; the methodological system is, to some extent,
related to a specific field of musical creativity — performance, which allows for theoretical
generalization through the coordination with live artistic practice. Therefore, the research object of
the dissertation is - the genre of organ transcription, and the subject — my own organ transcription
of Modest Mussorgsky’s suite “Pictures at an Exhibition”.

The dissertation aims to reveal in the transcription the process of intercommunication between
transcriber and the original in terms of performing arts, provide self-reflection of creation-
interpretation in comparison with other transcripts and performance recommendations in this
direction; the emphasis is made on the specificity of instrumental phrasing, elaboration of
performing techniques in the genre of organ transcription, types of texture, its amplification
(extension) and reduction (simplification of textural details).

Our research objectives are primarily related to the performance aspects of transcription: 1.
The sound scape and texture, different from the original; new interpretation of the original text
under the influence of instrument specificity, acoustic and technical conditions; 2. Searching for the
sound type, equivalent to the original on the new instrument; 3. Focusing on both technical
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transformation of the instrument and the interpretation; 4. Revealing of piano orchestral
representation in organ transcription.

For me as to a pianist and organist, it is of great interest to compare the dynamic capabilities of
these two instruments. In this regard, the focus is the same intensity sound, when playing the organ,
its timbre diversity, and reduction of certain sides of the original when adapting a piano and
orchestral work to organ.

The dissertation pays great attention to the connection between piano and orchestral styles. The
piano original and Ravel’s orchestral prototypes act as a reliable landmark when discussing my
organ transcriptions of Modest Mussorgsky’s suite “Pictures at an Exhibition”, which opens wide
prospects for the performer. The question of approximating orchestral and piano skills is not beyond
interest. The focus is on the widespread application of various textures and articulations in organ
transcription.

Generally it can be said that in both cases, in the original and the organ transcript the attention
Is directed to: 1. Instrument registers and their correlation; 2. Coloristic possibilities of pedal; 3.

Dynamics; 4. Fingering; 5. Strokes and articulation.

Research Methodology

The review of the transcription phenomenon uses holistic analysis method of a specific event
based on the principle of historicism. In the study of individual works of transcription art and in the
interaction process of their styles, we base on the theory of intonation, which allows identifying
individual characteristics of the transformation method in relation to the basic compositional
structure, from the standpoint of intertextuality in relation to "own™ and "other" styles.
Characterization of the creating process of transcribing by means of the descriptive method makes
textural properties of the original visible. In addition, the discussion of Mussorgsky's original text,
Ravel’s orchestral, mine and Jean Guillou’s organ transcriptions is based on hermeneutic,
comparative method, as the means for the substantive study of the work.

Novelty and practical significance of the dissertation lies in the fact, that the practical
example of my organ transcript gives a detailed description of all the components for transcribing
the original, which discusses how to adapt the work to different types of organ, which, in turn,
requires knowledge of modern varieties of the instrument with centuries of evolution — organ.

Comparative analysis of the organ transcript of Mussorgsky Suite "Pictures at an Exhibition™ is
accompanied by practical recommendations of performance nature, which will help performers in

its interpretation.
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I hope that my work will also have pedagogical purpose. It will be useful for young pianists,
future organists, to better understand the relations between the piano, organ and orchestral means of
expression, which will further expand their performance capabilities in the future.

Content of the dissertation

The structure of the dissertation comprises introduction, three chapters and conclusion, the list
of used literature, an appendix with musical examples, A. Vasadze’s organ transcript of
Mussorgsky’s Suite deposited notation (Certificate 8264), spectrograms reflecting audio recordings
of interpretations of the analytical cycle (196 printed pages), which make the comparison of
transcripts of a given cycle more vivid.

Introduction substantiates the relevance of transcription genre and interest to it, presents the
subject, purpose, objectives and methodology of the research, marks out scientific novelty and
practical significance of the dissertation. In the working process, we created the methodological
base which comprised both theoretical works and literature related to the genre of transcription (G.
Kogan, L. Mazel, L. Roizman, M. Aranovsky, N. Ivanchei, A. Gotlib, N. Prokin, B. Borodin), as
well as music encyclopedias and separate publications (“Grove Encyclopedia of Music”,
Encyclopedia Britannica, “Marco Pasini a Tribute to Paganini”, Busoni F. “Von der Einheit der
Musik”, 1. Stravisnky — “Publicist and Interlocutor”, “Twentieth Century Organ Music”, “Main

Auditorium Organ. Atlantic City Convention Hall Organ Society”, etc.).

Chapter I — Peculiarities of Transcription Genre

Sub-chapter I "On the Concept of Transcription Genre” consists of two sections in terms
of content. It discusses the issues related to the concept of transcription and history of this specific
genre, as far as combines both compositional and performing creativity, which always attracted the
interest of musicians and performers. We draw a boundary between the terms “transcription”,
“disposition” and “arrangement” depending on how deep the transcriber intervened in the original
piece of music. When talking about transcription, it is very important to distinguish it from the term
"arrangement”. The term "transcription”, like the term "disposition”, implies transfer of a work to
another instrument with the preservation of the original musical text, without any textual changes,
but given the specificity of the instrument, it is adapted to a particular instrument in terms of
disposition; as a result, it acquires a completely new look through a timbre transformation without
textual change. The term “arrangement” implies a freer and, at the same time, virtuoso modification
of the work, where certain episodes of the original text is replaced by a new one with textural

features of this or that instrument; for example, virtuoso passages in piano arrangements.
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Different research tasks are related to the genre of transcription, including approximation of
different layers of music culture, presence of different types of mutual intertextual influences, issues
of interpretation. It is very important to understand the conformity between the author’s and
secondary texts in terms of instruments, structural-compositional features and stylistics. It should be
considered, that transcription may result in the loss of the undeniable advantages of the original, but
compensate this with other timbre colors and performance capabilities of a new instrument. Very
important for transcription is the notion of intertextuality, which should be understood from the
standpoint of text communication; and as the interaction process of the intonational nature of
instruments. This opinion can be explained by the performance peculiarities of an instrument
inspired by the original (for example, “orchestral thinking”, string-like passages, textural formulae,
etc. of Liszt's piano). When considering transcription as the art of "dialogue™ noteworthy are various
forms of dialogue between epoch-making styles; artistic individualities within epochs and
instrumental styles (derivation and contamination). Transformation methods of the original are
specific in different fields of art. But these local methods have one thing in common: a completed
work results in the creation of a certain artifact, which is characterized by the ability to exist
independently or relatively independently, as a more or less variable, transformable form of the
original object. Hence, it is quite natural to hypothesize that there is a generalized, universal
transformation method. Its universality is manifested in the essence of artistic creativity itself, when
a work of art and the impressions received from it becomes the material for creative transformation.
Transformation method is associated with the transformation of a work of art and evokes the
changes, as a result, of which it (the original) appears in a new way, at the same time, maintaining a
genetic connection with its primary form. Discovery of this creative method is a fruitful topic for
the works on art criticism and culturology. It should also be noted that the solution to this problem
requires a detailed preliminary analysis of typologically related phenomena in all fields of art.

A complex approach to the phenomenon of transcription encompasses four key interrelated
aspects: 1) Instrumental. 2) structural-compositional, 3) stylistic and 4) culturological. The study of
each poses certain local tasks.

Second section of subchapter | is dedicated to the excursus into the history of transcription
from the Baroque era to the 2% century.

Technical side of transcription art changed with the development of instrumentalism. This
determines the historical perspective for the scientific study

of the transcription art. Large part of the thesis deals with the development stages of West
European instrumentalism. The author pays special attention to the development of terminological

system related to the technical methods of transcription, such as: 1. Adaptation — change of the
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sound outlook, depending on the capabilities of the original texture of the target instrument; 2.
Reduction — elimination of real timbre differences, their transfer to the neutral sound field of the
instrument; 3. Inversion - discovery of a specific equivalent of the original sound.

Formation of instrumental art is a very difficult process, which includes a number of factors.
First of all, instrumental field is an important part of the world music culture. Each artistic epoch
has its own type of instrumentalism, which reflects its original features. It should be noted that
instrumental culture is becoming an increasingly active component, which has a significant impact
on the era. On the early development stages of instrumentalism, three main tendencies were clearly
marked; they can be defined as follows: 1. Tendency to instrumental neutrality;

2. Centrifugal tendency, depending on the immanent capabilities of the instrument;

3. Centripetal tendency in relation to given instrument with the active influence of other types
of instrumental and non-instrumental spheres.

The afore-mentioned tendencies are closely related to the transcription sphere. The presented
concept is the organizing principle of systematization for key empirical material in the given study.

In music, transcription is a concentrated manifestation of the transformation method. This is
a large-scale problem, since the world of transcription is fairly diverse, has a rich history and is very
difficult to discuss. Distribution Range of the transformation method is not defined either, the way
we imagine, by transcripts only, but also includes similar fields of musical creativity, which are
reflected, for example, in performing editions, cadences, fantasies, etc. All this indicates the
necessity for a comprehensive study of the phenomenon of organic transcription as well as the
associated transformation method. Therefore, the study of the transcription phenomenon, preferably
by using the example of one's own organ transcript, will allow revealing basic features of the
transformation method in relation to the transcription field through self-reflection.

Sub-chapter Il of Chapter | — “Organ as a Transcriber’s Instrument” presents organ as an
ancient instrument with enormous potential and gigantic capabilities, which holds a special place in
the music world. This instrument has undergone considerable evolution over the centuries and has
achieved unprecedented technical development.

During the Late Renaissance and Baroque periods, organ construction in Western Europe
acquired the greatest scope. The most famous organ-making dynasty in Italy of the 16™ -17"
centuries was “Graziadio Anteniati”. The Silbermann dynasty made a special contribution to organ
building in Germany in the last quarter of the 17" century and the beginning of the 18" century.
Their basic workshops were located in Saxony and Alsace. The Silbermanns’ business reached its

peak in the 18™ century.
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In the 19" century, Aristide Cavaye-Cole, the greatest French organ master, created instruments
of such a scale that they were called symphony organs for their symphony orchestra-like sounds.

Most common are the organs with mechanical, pneumatic,

mechanical-pneumatic and electrical systems:

1). Mechanical-type system is mainly characteristic for the organs of the Baroque era. Today it
is still one of the most common systems, where the manual or pedal key is directly connected to the
air tube valve by a lightweight wooden connector. This system avoids delay in sound and allows the
organist to better control the instrument.

2). Pneumatic system is more common for romantic-style organs, on which the air tube valve is
opened by pressing a manual or pedal key through a special air duct system, this makes it easier for
pressing, but is characterized in a significant delay in the sound.

3) Electronic system is typical for very large organs. This is the only system that does not
impose any restrictions. Pressing on the manual or pedal key of these organs opens the air tube
valve by means of an electrical impulse, which allows installing the instrument panel at any
distance.

The 19" and 20™ centuries are noteworthy in the history of organ development. Organ
developed at a particularly rapid pace in the 20™ century. It was during this period that organ
underwent the greatest changes in its history. For instance, the traditions of the 19" century
continued in the first half of the 20" century in parallel with the development of modern great
symphonic organ. In the middle of the 20" century, several countries boasted building
Orgelbewegung — the organ with mechanical action and electro-pneumatic system at the same time,
designed as an eclectic style. This style prevailed until the end of the century; when a modernized
neo-symphonic organ was created.

The traditions of Cavaye Cole (1811-1899), the greatest master of the 19" century, continued in
France in the first half of the 20" century. Composers of the French Romantic School, such as
César Franck (1822-1890), Charles-Marie Vidor (1844-1937), and Louis Vierne (1870-1937),
composed for the romantic-style instruments he had built. Of course, it was for these organs that
works were created in the first half of the 20" century. The traditions of Cavaye Cole were
continued by Charles Mutin (1861-1931) in the first half of the 20" century. New instruments were
built in traditional style until they were replaced by neoclassical organs in 1930.

Among the most prominent examples of the German School are the organs of three greatest
organ builders — Eberhard Friedrich Walcker (1794-1872), Friedrich Ladegast (1818-1905) and
Wilhelm Sauer (1831-1916). But only Eberhard Friedrich Walcker continued these traditions in the
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20" century. These organs were distinguished in both enhanced composition of register and
excellent sound quality.

Eberhard Friedrich Walcker’s successors: famous German organist and theorist Emil Rapp
(1872-1948); a renowned humanist, musicologist and organist Albert Schweitzer (1875-1965) and
an organ builder Oscar Walcker (1869-1948) carried out the reform.

Albert Schweitzer expressed his admiration for the mechanics of old German organs. All the
more that, these instruments were directly related to the tradition of performing Bach's music, but
he also admired much wider capabilities of the Cavaye-Cole organs. He wished for the possibility
French music to be performed on a German instrument.

It was on Oscar Walcker’s initiative, that new organs, with enhanced capabilities were created
via combining the mechanics of old German instruments and French pneumatic system. The end of
the 20™ century was marked by the introduction of new neo-symphonic instruments, which
comprised the style of both symphonic and eclectic instruments. These instruments widespread in
North America, are distinguished in gigantic size, respectively — a larger number of manuals and
registers. They allow the organist to perform an infinitely wide repertoire. For example, the Atlantic
City (USA) 7-manual Organ, is the largest in the world and has a very large number of registers.

Chapter Il - Mussorgsky's ""Pictures at an Exhibition™ and its transcriptions

The chapter presents a comparative analysis of the original and Ravel’s orchestral versions of
Modest Mussorgsky's piano cycle "Pictures at an Exhibition™ with my — Alexander Vasadze's organ
transcription.

Modest Mussorgsky's piano suite "Pictures at an Exhibition™ attracts special attention of
pianists from the standpoint of performing skills. This work, which I have performed many times,
also occupies an important place in my piano repertoire. But there is no less interest to it in terms of
orchestral transcripts and transfer to various instruments. It is rare for a work to have so numerous
and varied transcripts. This, undoubtedly, is conditioned by the uniqueness and rich potential of
Mussorgsky’s masterpiece.

The first orchestral transcript of this work was created as early as in 1888 by Mikhail
Tushmalov, a student of Rimsky-Korsakov. But the most unconditionally recognized of the
orchestral transcripts is Maurice Ravel’s orchestral version.

It is known that Mussorgsky originally composed for the piano and then orchestrated them.
But, in my opinion, the author's piano original of this cycle creates such a strong sense of orchestral
thinking, regarding vast resources of the orchestral color palette at the expense of increasing the
piano capacity, that pianist really has the illusion of creating an orchestral effect. It encompasses
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absolutely all kinds of technical difficulties of piano. It seems that the composer had prepared the
piece for orchestration.

Fortunately, in Ravel's ingenious transcription, this cycle acquired a new, truly orchestral form.
After listening to Ravel’s orchestral version, my attitude as a pianist to this work of Mussorgsky
changed dramatically. This had a huge impact on my next piano performances of the cycle. And
showed me the boundless potential of this grand creation in a new manner; as a result, | decided to
make my own organ transcript of this cycle.

From the standpoint of organ transcript, this work creates great difficulties, primarily,
disposition of the instrument, as well as presentation of pure piano texture on the organ by the
transcriber, because unlike orchestra and especially piano, organ is, literally, a heavy and less
mobile instrument. Therefore, when transferring orchestral as well as piano textures, it is crucial to
skillfully select the registers basing on the specificity of each instrument. It should accurately be
defined which registers to apply, because the choice is huge; there are more distinct and hall-
permeable registers and vice versa - softer, therefore less mobile, possibly heavier ones, etc.

Thus, the comparative analysis of the piano original of Mussorgsky's "Pictures at an
Exhibition", Maurice Ravel’s orchestral version and my organ transcript presented in this chapter,
aims to present the organ transcript of the cycle and the instrument itself from a new perspective.
For this, proposed are various problems and the ways for their solution. This includes transcription
techniques, the transcriber working on several materials (the original and score) simultaneously
during the transcription process, and, therefore, a combination of different (piano, orchestra and
organ) features, vision of the instrument from an orchestral standpoint and selection of its registers
by the orchestra principle, practical recommendations on the performance technique, with the
consideration of the acoustic characteristics of the instrument.

My organ transcript of this cycle is based on two texts (Mussorgsky’s piano original and
Ravel’s orchestral version), given the visions of the composers of two different eras and styles.
Hence to some extent it can be regarded as double transcription. A detailed analysis of these three
versions shows how a work can acquire a completely different look in the form of a transcript (this
is the case with both Ravel's orchestral version and my organ transcription as well) without any
changes to the original text while maintaining its artistic content; Also, by combining the principles
of orchestral and organ thinking in musical notation. How can the instrument (organ) be seen in a
new way? This chapter reviews the transcription process and, at the same time provides practical
recommendations for the performance. The analysis clearly shows the principle on which this organ
transcript has been created and how it should be performed on different types of organs, given that

all organs have different capabilities and technical characteristics. The analysis also discusses how
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to transfer the texture of the piano keyboard range to the organ one. Since my organ transcript
considers not only the original text, but Ravel's orchestral version occupies a large and decisive
place in its creation. The analysis discusses in detail how the registers should be selected according
to organ and orchestral principle at the same time. The analysis also discusses how to transfer the
texture of the piano keyboard range to the organ one, depending on how the performer wants to
present a particular musical piece — from orchestral or purely organ angle. The analysis compares
organ register groups with the orchestral groups, describes in detail the characteristics of each
register and proposes how to find alternative ways in their absence, how they can be compared with
orchestral instruments. Much attention is paid to the correlation of background and solo registers.
Solo registers often coincide with orchestral ones, for example, flute groups from labial registers, or
from reed instruments oboe, clarinet, bassoon, etc. It also discusses how the same register can have
different sounds in different environments, how a solo register can become a background one and
vice versa, a background register — a solo one. Concerning the specificity of organ registers, much
attention is paid to how they can be used at different tempo with the consideration of acoustic
regularities, since each register gives a different reverb pattern depending on its range. Given that
Mussorgsky himself has orchestral thinking in this cycle, and Ravel’s orchestration principle
occupies a large place in my transcript, the analysis details various ways for enhancing and
attenuating orchestral sound on the organ, considering that it is very difficult to gradually increase
and decrease the sound on the organ, especially in a short time. The analysis of my organ transcript
provides practical tips on the principles of switching the registers; when to resort to manipulating
channels, or how to alter the registers and synthesize the action of channels, when to apply a manual
switch and when change registers depending on the tempo of the work. Since performance on the
organ is characterized by a certain problem in the delay of pedal sound relative to the manual, and
all this is reflected on the organ in different ways, much attention is paid to solving the problem of
manual and pedal synchronization.

On the example of this transcript, posed are different questions of the performing technique on
the organ, in general. The overview of the instrument design discussed in the previous chapter and
the performance recommendations I have proposed from the transcriber’s perspective in this
chapter, will help solve many problems both in the process of transcribing and its performance. |
hope that the  comparative analysis of the piano original from this cycle, Maurice Ravel’s
orchestral version and my organ transcript will help young pianists to better understand and realize
the principle of orchestral thinking in Mussorgsky's piano text. | also believe that my organ
transcript and the presented orchestral principle of register classification in it expose the instrument

(organ) and the vision of performance on it from a different angle.
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Chapter 111 — Organ Transcripts of Mussorgsky's ""Pictures at an Exhibition™

Very interesting are the organ transcripts of Mussorgsky’s Piano Suite, among which the most
famous is the version of the French organist, pianist, improviser and author of numerous organ
transcripts — Jean Guillou. This subchapter of the thesis presents a comparative analysis of the
transcripts made by me and Jean Guillou in order to highlight the similarities and differences
between them.

My organ transcript of this cycle was written for a 4- manual electronic instrument with up to
100 registers and 4 channels, with the ability to switch these registers 890 times, allowing to
perform this composition without assistant’s help, while in other cases, the help of two assistants
would have been inevitable. But, at the same time, my transcript is written with such calculations of
registers and dispositions that it can be performed on the organs with both smaller and larger
capacities.

Mussorgsky's "Pictures at an Exhibition", the piano original as well as Ravel's orchestral
version pose a serious problem for the transcriber of the organ version, who has to choose a certain
path in the work process:

1. To "directly” transfer the piano work to an organ;

2. To bring to the forefront the purely organ register-acoustic, technical
capabilities; Or

3. To bring to the forefront the orchestral thinking via combining the
specificities of piano and organ texture.

Main idea of my organ transcript is to maintain the artistic content of Mussorgsky’s original as
much as possible, via combining Mussorgsky’s original and Ravel’s orchestral version, by
considering their regularities using the organ register and its technical features.

Jean Guillou’s transcript of this cycle is more intended for a French-style organ. In my opinion,
it is mainly directed to demonstrate the capabilities of the instrument (organ). It is made with the
consideration of instrument specificities and the transcriber adapts it to the author's content. But
unlike other organ transcripts of the cycle, Guillou’s transcript caught my attention for the more
match with the original. Despite the existence of many transcripts of Mussorgsky’s Suite, I think
my organ transcript is an original version among the existing ones, which has been created by
combining piano and organ techniques, organ register selected by the principle of orchestral
instruments and correspondingly, the specificities of piano, orchestra and organ. Given the above

factors, it retains the original look and also offers a new interpretation of the text. Besides, my organ
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transcript can be performed on any organ, which, in turn, provides more opportunities in terms of
performance.

The Conclusion presents the results related to the research issue. The transcript and
performance study of the dissertation topic from the standpoint of general historical overview of the
transcription genre, as well as the comparative analysis of Ravel’s orchestral version of
Mussorgsky’s piano cycle “Pictures at an Exhibition”, the transcripts made by me — Alexander
Vasadze and Jean Guillou, allows to draw some conclusions:

1) As a result of a general historical review of the transcription genre, a viewpoint has been
highlighted from the opinions of different musicologists; it says that transcription implies the
accurate transfer of a work to another composition or instrument without any changes in the original
text, as a result of which it acquires a new look through the specificities and features of this or that
instrument. Ravel's orchestral transcription is an example of this.

A detailed analysis of Ravel's orchestral transcription once again revealed that preservation of
the original text is crucial in the transcription, as opposed to arrangement, in which certain changes
are allowed in the text (more changes are made in the paraphrase that stands apart from this genre).
It was thanks to Ravel's unique orchestral vision that without making any changes to the text of
Mussorgsky's original, the grandmaster of orchestration gave the work a completely new, varied
and large-scale look, thus blowing new life to this piano cycle.

My organ transcript is also an accurate confirmation of how a new work can be created in
transcript form without changing the original text depending on the specificity of the instrument, by
altering the disposition of pedals, manuals and register, by adjusting their arrangement accordingly
and through the transformation for organ. Also noteworthy is the fact that the analysis of my organ
transcript also showed the difference between two notation versions (Mussorgsky’s original and
Ravel’s score) of the same text

It should be noted that Jean Guillou’s organ version also almost confirms our view of the
transcription concept; except for the last two numbers of this cycle (especially the last number),
which in our opinion contains more elements of arrangement. But for the maintenance of the
original text throughout the cycle, we still consider it within the genre of transcription. It should be
noted that in the rest of the numbers throughout the cycle, my organ transcript retains more of the
connection with the original text as compared to Jean Guillou. In the dissertation the comparative
analysis of these two organ transcripts (made by me — Alexander Vasadze and Jean Guillou) allows

future transcribers to see different possible ways of transcription.

35



2). When reviewing technical characteristics of the instruments of different epochs and their
schemes presented in the dissertation, it becomes relatively more clear what kind of problem typical
for the instrument of a particular era we may deal with when creating and performing transcription.

In the analysis on the example of my transcript, depending on the specificity of the instrument,
combining its register, disposition and characteristic features with the features of Ravel’s orchestral
version, made some register gradation possible by an orchestra principle, allowing to apply a new
combined principle of register selection on an organ. All of the above play a very important role in
creating transcripts and forms the basis not only for the selection of register according to a different
principle, but also a new vision of disposition in the transcription process itself.

3) The dissertation is also an important innovation in terms of performance. The analysis
conducted in this direction revealed a number of problems that arose during the performance on the
organ and different ways for solving them. Given that in this cycle Mussorgsky poses very difficult
tasks for pianists, manifested not only in the presentation of the multifaceted artistic content of the
work (which is the main difficulty of the cycle), but also in the timbre-dynamic specificity
conveyed by the composer to the piano texture, which is conditioned by the composer’s orchestral
vision from the very beginning. This can be achieved through different articulation methods,
pedaling, dynamics, agogics, etc. The performance analysis of my organ transcript showed how it
all was transferred to an organ texture, how this is manifested in a completely different articulation,
in the difficulties caused by the absence of a pedal in relation to legato, in the technique of
switching registers, in the synchronization of organ pedals and manuals. It was the analysis and
practical advice suggested in the thesis that answered the questions how to overcome the afore-
mentioned performance tasks.

Thus, the study shows that a special semantic textual interaction is formed in the practice of
transcription. First of all, such interaction involves two textual layers, one of which gives rise to the
other. Although transcription implies “transferring” to another instrument, each transcript is a kind
of interpretation of the text, because a priori it covers a wide range of issues, from ascertaining the
register, timbre to “intertextuality”.

The transcription genre and similar phenomena are based on transformation method, implying
to form a qualitatively new artistic phenomenon on the basis of the already-existing artistic reality,
which retains distinctive features of the original but at the same time, creates a new reality;
revealing composer's individuality of the author, his attitude to the primary source. Therefore, each
transcript is a kind of artifact.

In a new (transcribed) text, when transferring to a new instrument, on the one hand, new

intellectual dominants become effective, and on the other hand, the semantics of the original is
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imprinted on the new composition, as “new” composition does not exist beyond the meaning of
“old” composition. Consequently, there are unbreakable semantic connections between them. This
is also related to the, obtained from the “old” composition, aspect of perception, which is focused
on the artistic information of the original text. This creates a single meta textual field. It is
noteworthy that in the dissertation, practical tips provided in the analysis from performance
standpoint are not limited to this cycle; but are universal tips, thus in the form of analysis of this
cycle, the dissertation also covers many aspects of general issues on organ performance and
answers a variety of possible questions on the example of a given cycle.

In view of all the above, the dissertation is a novelty in terms of the methodology of
transcribing, as well as in terms of performance; on the example of the presented transcription it
poses various issues related to the performance technique on organ in general. | hope that the
transcription and performance recommendations, as offered by me, will be helpful in the process of
transcription and performance. | think my organ transcript and the orchestral principle of register
classification presented in it will expose the instrument (organ) and the performance on it from a
different angle.

I also hope that a comparative analysis of the piano original of this cycle, Maurice Ravel’s
orchestral version and my organ transcript will help pianists to better understand and realize

performing tasks when performing the original.
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