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vamna3oH MyOJIUKYyeMBIX B TOCHEMI-

HEe BpeMs MaTepHualioB, KacaroIuX-

ca tBopuectBa M. C. baxa, ocTtaér-
ca BechbMa OOmUpPHBIM. OIHAKO C TOYKU
3peHHs] IpeajaraéMoil Cepuu crarei, Io-
KaIyd, TOILKO €IMHCTBEHHAS MTyOIHKaIUs
MPUOIMKAETCST K UCCIIEyeMOU 311eCh Mpo-
omemaruke [1]. B ocranpbHOM H3BECTHBIC
HaM Marepuajbl, KaK MPaBUio, 0OpaIieHbl
K YaCTHBIM BOIIPOCAM CEMEWHBIX TPAINALINM,
BOCHPHUHATHIX BEJIMKUM KOMIO3UTOPOM [2],

00 K CKPYIyJE3HOMY aHAIU3y TE€X WIH
MHBIX OTJEIBbHO B3SITHIX MPOU3BENCHUN [3]
WIH, HaKOHEIll, K TIOMbITKAM MPUMEHUTH
K My3bIke baxa HOBeme MeToAbl KOMITbIO-
TepHON 00paOOTKM KOJMYECTBEHHBIX BEJIH-
yyH [4]. [locne nByX mpeaplaylux cTareu,
B KOTOPBIX pacCMAaTPUBAIIUCh CEMaHTHYE-
CKHE aCIeKThl, 0003HAUYCHHbIC TOHITUSIMHU
Sapiens v Dramatik [5; 6], B 1aHHOM 3cce
npezuiaraeTcs oOpaTuThCs K Hauboee Bee-
obwemitotel kareropun Universum.
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Jedunuius, BbIHECEHHAsT B 3arojIOBOK
JAaHHOTO o4epKa, — (husocodckoe MmoHsATUE,
O3HaYarolIee MUP Kak 1EJI0€, TO €CTh COBO-
KYITHOCTh BCETO CYIIEro B MUPE U YeJOBe-
K€, YTO B IIUPOKOM CMBICIIE€ TOXKIECTBEHHO
kareropun Bcenennas. [lpu 3Tom He Oynem
3a0bIBaTh, 4TO Hemeunkoe Universum mpo-
UCXOJIUT OT JIAaTUHCKOTO Mupogoe uyeioe,
6celleHHas, a TakkKe 6ceodujee, 6ceobvem-
noujee, 1 00e OTMEUEHHBIE TPaJlallii MPHU-
JIOKUMBI K XYJOKECTBEHHOMY HAaCIJIEIUIO
Noranna Cebactpsina baxa.

Bropas u3 Hux (6ceoowee, ceobvemiio-
wee) cornacyercs ¢ Tem, uro M. JpyckuH
onpeaenun (Qopmyinon «eceodvemnrouuil
eenutt baxay. JIeWCTBUTEIBbHO, HE MO-
KET HE TMOPa3UTh BCEOXBATHOCThH XYHOXKe-
CTBEHHOI'O COJI€p>KaHusl, MPEICTaBICHHOIO
B OFPOMHOM CBOJIE HAIlUCAHHOTO KOMIIO3H-
TopoM. U 3T0 TIpu TOM, YTO OOJIBIIIOE YUCTIO
€ro Mpou3BeJeHUI 0E€3BO3BPATHO YTPAuCHO
(Tak, OecclIeTHO UCYE3JIM OKOJIO CTa KaHTaT
13 TPEXCOT W TPHU MAcCHUOHa U3 MATH). BHe
BCSKHX COMHEHUH, B TBopuecTBe baxa Tak
WM WHAuYe OTOOPaKEHO MPAKTUYECKH BCE
CYILIECTBEHHOE U3 TOTO, 4TO (hopMuUpyeT 00-
JUK MUpPa U 4YeJIOBEKa, KOMIIO3UTOP CyMmell
3areyarieTh B 3ByKax MOUCTHHE HE0003pu-
MO€ MHOT000pa3re BCSIKOTO pojia MBICIIEH U
HaAOJIOICHHI, IMOLIMOHAIBHBIX MTPOSBICHUIN
Y JICUCTBEHHBIX COCTOSHUM B UX UHIUBUY-
aJbHBIX U MAaCCOBBIX MPEIIOMIICHUSX.

OO0 WCKJIIOUUTENBHO LIMPOKOM JMaria-
30He 00pa3HOro npocTtpancTBa baxa roso-
PUT B TOM YHUCJE U TOT (haKT, UTO, HEPEIKO
pa3pabarbiBasi CXOJIHBIE CIOXKETHBIE CHUTYya-
LIMH, OH 3a4acTyl0 Mpejarai KakIbli pas
WHOE UX XyJIOXKEeCTBEHHOE pemieHue. Kpac-
HOPEUYUBBIA NMPUMEP — KapAWHAJIbHEHIIAS
pa3HHUIA TOrO, KaK MY3bIKaJIbHO HCTOJIKO-
BaHa HcMoBenb Karomierocs Ilerpa, Toiabko

1

4yTO OTpéKIIerocs ot Yuurensd, B Ne 19 u3
«Crtpacreii no Moanny» u B Ne 47 u3 «Crpa-
creit mo Marderoy.

3neck MBI BcTynmaeM B Ty cdepy 0Oa-
POYHBIX MHapagurM, KOTOpasl CBsi3aHa C 3a-
OCTpEHHON KOHTPACTHOCTHIO 00pa30B, UeMy
bax orpanm mOMKHOE Kak HHUKTO JIPYrOu.
Hauném c Toro, uto pe3ko BBIpaXKEHHbBIE
KOHTPACTHI OBUTM XapaKTEePHBI M JJIs1 HATYPbI
CaMOro KOMIIO3UTOpA, B UENSIX MOSICHEHUS
Yero MO3BOJIMM cebe HEKOTOphIe OeneTpu-
CTUYECKHUE TTOPOOHOCTH.

bax mor OBITH coBepIlieHHO T00pOTIO-
PAAOYHBIM OHOpPrepoM (eciy MOHUMAaTh IMOJ
TUM 00pa3 KU3HU 3KUTOUYHBIX HEMEIKUX
ropokat). 9TO Kacaiaoch MPEX/E BCETo €ro
JIOMAIIIHETo yKiaga. Y Hero ObLIO OYeHb
0O0JbILIOE CEMENCTBO, U OH CTPEMUIICS JaTh
neTsiM Bc€ Heobxonumoe, a JoMy obecrie-
YUTh OJIATOTIOIYYHE U JOCTATOK.

Ho B T0 %€ BpeMs 3TOT «J100ponopsa04d-
HBII Oroprep» mo3BOJIsUT cebe mpeHeope-
rarb OOIIETPUHSATHIMY MPEANHUCAHUSIMU, U3
COOOpaXeHUM TBOPYECTBA YKJIOHSTHCA OT
BBITIOJTHEHUST MPAMBIX CIY>KEOHBIX 00sI3aH-
HOCTEH, 32 KOTOpbIE eMy TUIaTUIIN HEMAaJIoe
YKaJOBaHbE.

A. IIBeitnep, aBTOp OAHON U3 JIyUIIUX
KHUT 0 baxe, cyMMupys OT3BIBBI JIONEH,
3HABIIUX KOMITO3UTOPA, OOBICHSIET 0COOCH-
HOCTH €ro IMOBEACHMs CIEAYIomUM o0pa-
30M: «B xku3HenHoit 6oprde, HepeaKo oMpa-
yaBlIeil ero cyuiecTBoBanue, bax He Bcerna
Obu1 cuMmatudeH. Ero paznpakutenbHOCTb
U yrpsiMasi HEyCTYITYUBOCTh BPSAJl JIU TIPO-
CTUTENIbHBI. TakuM OH CTaHOBWJICS, KOTJa
BCTpeyasCcsi € JIIOAbMH, KOTOpBIE, KaK eMy
Ka3aJI0Ch, MOTYT TOMbBITAThCS OTPAHUYUTH
ero ceo0ozy. B ToM uncie oH 0611 0ckOpOu-
TEJIBHO TOPJI C HAYaJILCTBOM '

Oto onmcanue A. IlIBeiiniep 3aBepina-

[Beiiuep A. Horann Cebacthsn bax: [mep. ¢ Hem.] / mocneci. M. C. pyckuna. M.: My3bika, 1965.

URL.: https://reallib.org/reader?file=585793&pg=3 (nara obpamenus: 25.12.2022).
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eT ¢pasoii: «B 0OBIYHON >XU3HU OH OBLI
Ype3BbIUaiHO MPUBETIMBBIM U CKPOMHBIM
4elioBeKoM». B ToM umcie, kak mpaBumiio,
BEJIMKUN MYy3bIKAaHT HUKOMY HE JaBajl IIo-
YyBCTBOBaTh CBOEro mpeBocxoiacTna. Jle-
TEHJ0M CcTanu OTBeThl baxa Ha MNOXBaJIbL,
pacTodaemble B ajipec ero uckyccraa («Mue
MPUILIOCH OBITh MPHIIEKHBIM; KTO Oyner
CTOJb K€ MPWICKEH, JTOCTUTHET TOTO JKE»)
WIM 10 4YacTU €ro HeoOblYallHO BHUPTYO03-
HOI urpsl Ha oprane («B 3ToM HeT HMYero
YAUBUTEIBHOTO, BCE JIEJIO TOJIBKO B TOM, YTO
HY’)KHO CBOEBPEMEHHO IONaJaTh Ha COOT-
BETCTBYIOIINE KIABUILIN ).

[Tepexonst cOOCTBEHHO K TBOPUECTBY KOM-
MO3UTOPA, KOTOPOE M300MITYEeT CHIIbHEHIIIN-
MU KOHTpACTaMu, HAaYHEM C TOTO, YTO BHEIITHE
HOCHT CKOpEe TeXHUUECKH XapakTep: ¢haH-
masuss — Kanou. Kak U3BECTHO, B cuUcTEME
MY3BIKAJIbHBIX KaHPOB 3M0Xu bapokko daH-
Tazusg — camasi cBoOoaHas (opma, a KaHOH
— caMas CTpOro Bblaep)kaHHas. Mcrone3ys
9TH TIOHATHS B YCIIOBHOM, PACIIUPUTEIHLHOM
3HAUYEHUH, PACIPOCTPAHUM UX Ha COAEpKa-
TEJIbHYIO CyTh TBOpUecTBa baxa.

C oaHOW CTOPOHBI, MBI HAXOJUM B psJie
€ro Mpou3BEJEeHUN MOMYEPKHYTYIO PacKo-
BaHHOCTh BBIPAKEHUS YYyBCTB M MBICIIEH,
BOJIbHYIO UTPY CWJI U BO3MO)KHOCTEH, He-
MOCPEJCTBEHHOCTh BOJICU3bABICHUS, HMO-
[UOHAIBHYIO TPHUIOAHATOCTh (BKIJIFOYAS
OpaTOPCKYIO MAaTe€TUKY ), CKIOHHOCTb K CyOb-
€KTUBHOCTH U JJaXkKe WHANBUAYyAIU3MY IpPO-
SIBJICHU.

Orcrona ¢ Touku 3peHus ¢Ghopmoodpa-
30BaHUsl TOKA3aTeNIbHO ILIUPOKOE HCIOJb-
30BaHHE KOHTPACTHO-COCTABHBIX CTPYKTYP
CBOOO/IHOTO CTPOEHHUS C YEPEAOBAHUEM Pa3-
HOXapaKTEPHBIX AMU30/I0B U YACTON CMEHOMN
TeMaTu3Ma U THUMOB (haKTyphl, CO BCEBO3-
MOXHBIMH TEMIIOBBIMUA W JHHAMHYECKUMU
COTOCTaBIIEHUSIMU, C HEMpe/CKa3yeMbIMU
MOBOPOTAMH  MY3BIKAJIBHOTO  «CIOKETa.
B cootBeTcTBUM BCEMYy 3TOMY B MY3BIKE

1

baxa Hepenko HapuT AyX MMIPOBU3ALMOH-
HOCTH M IVIaBEHCTBYET SIPKO BBIPAKEHHBIN
KOHLIEPTUPYIOLIUN CTUJTIb.

C npyroii cTOpOHBI, IPEAIOYTUTENBHBIM
CTAHOBUTCSl CTPOTas OpPraHU30BAaHHOCTh
MY3bIKaJIbHOW MBICIU C €€ KOHCTPYKTHB-
HOW 3aJIaHHOCTBIO U BEPXOBEHCTBOM ratio,
€IMHCTBO BOCCO3aBAEMOIO COCTOSIHUS H
yéTKash CTPYKTYPUPOBAHHOCTh MarepHaa,
MEpPHOE, YIOPSJIOYEHHOE, LIEeJICHAPAaBIICH-
HO€ T€UYEHHE )KU3HEHHOTO PUTMA B «IPAaHUT-
HBIX Oeperax» HMHTEJJIEKTYaJbHOW IUCIU-
IUTMHBI U O0IIMHA 00BbEKTUBHO-BBIBEPEHHBI,
CIEpKaHHBIM XapaKTep U3bSCHEHUS B Kare-
TOpUSIX JOJKEHCTBOBAHUS U HEOOXOAMMO-
cti. VIMeHHO 3TO U 03Ha4aeT co0oi KaHOH
B IIMPOKOM 3HaYE€HHH CJIOBA: IPABUJIO, MIPEI-
IIMCAaHNE, TBEPIOE YCTAHOBJICHUE, 3aKOH.

O06e 0003HauEHHBIE BBIIIE CYLIHOCTU
KOMIIO3UTOP 4YacTO COBMENIAJd B paMKax
U3MIO0JIEHHOTO UMM HMHCTPYMEHTAJIBHOTO
munTuxa «(anrasus U Qyray, rae KoHTpa-
CTBl COIIOCTaBJEHBI uepe3 uesypy. Ilepsas
IIbE€Ca TAKOT'O MapHOI0 UKJIAa MOIJIA UMEHO-
BaThCs TMO-pa3HOMY (TIPENIOMs, TOKKaTa),
OJTHAKO I10 CBOEH CyTH 3TO Yallle BCEro ObLIO
IPUMEPHO OJIHO U TO K€, YTO JIydllle BCe-
rO TMepeaBalioch CIOBOM (hanmaszusi U 4TO
B KOHEYHOM CYETE 03HA4YaJIO CIIOHTAHHOCTD,
«HETIOIKOHTPOJIBHOCTE» 3BYKOBOI'O IOTO-
Ka U COOTBETCTBYIOILETO €My XU3HEHHOTO
npouecca. M B IpOTUBONOIOKHOCTh 3TOMY
KECTKO OpPraHU30BAHHBIM KAaHOH («3aKOH»)
CBOE BBICLIEE XYI0KECTBEHHOE BBIPAKEHUE
HOJIYYHII B yre ¢ XapakTepHOH 115 He€ He-
YKOCHUTEILHOM JIOTUKOM ITOCTYIIATEIbHOTO
Pa3BEPTHIBAHUS U TOJTHOW «KOHTPOJIUpYE-
MOCTBIO» IPOUCXOIALIETO.

Ecnu e 3Tu cylHOCTH BCTYNAIU B Ips-
MO€ B3aUMOJECUCTBHE, TO pa3yM OOBIUHO
OpaJ1 Bepx HaJl YyBCTBOM U CTUXUHHOCTHIO,
XOTsl MHOTAA CIy4ajloch U OOpaTHOE, 4YTo
IIPOUCXOJUT, HAIPUMED, B XPOMATHYECKOH
(¢anrTazuu u Qyre.
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Kak roBopusnoch, KOHTpacT ghanmasus —
KAHOH BHEIIIHE HOCHUT CKOpPEE TEXHUYECKHI
XapakTep, HO, KaK MOKa3ald TOJbKO YTO Mpo-
BEJIEHHBIN aHAIN3, B JCUCTBUTEIILHOCTH dTOT
KOHTPACT OKa3bIBAa€TCS BECbMa KOPEHHBIM
10 CBOEW BHYTpeHHEW cyTh. M coBceM nHOE
MOJIOKEHHE JeJ OOHAapy>KUBAaeTCs B OMIIO-
3UIUH OyxoeHoe — mupckoe. Kazanoch Obl,
MEX/1y COCTaBJISIOLIMMU €€ JTOJKEH IpoJie-
ratb IIyOOKUN BOJIOPA3/ieil, 4Yero B 3BYKOBOM
PEaTbHOCTU OTHIOAb HE POUCXOJIUT.

C 7O TOUKM 3peHus cpasdy ke odparia-
eT Ha cebs BHUMaHHe TOT (akT, 4to y baxa
TEMBI, INU30/bl U JaXe LEeJIble HOMEPA CBO-
00HO «MUTPUPOBAIN» U3 JYXOBHBIX COUYU-
HEHUH B cBeTCKHe M oOparHo. [lomycTum,
Tema ropectHoro npomtanus u3 «Kanpuyuo
Ha OTHE3]] BO3IIOOJIEHHOTO OpaTay neperia
B Crucifixus Meccol h moll, a B ¢ Osanna
ObLI NEpeHecEH MPHUBETCTBEHHBIA XOp W3
Kanrarel Ha npu6siTHE B Jleinur koposnes-
CKOM 4eTbl. BOJBIIMHCTBO CONBHBIX, aHCAM-
OJIeBBIX U XOPOBBIX HOMEPOB «PoxaecTBeH-
CKOIl OpaTopum» IMEPEHECEHO U3 CBETCKHUX
kaHtat Ne 213 («I'epkynec Ha pacmyTbe»),
Neo 214 («I'pemure, TuTaBpHI, 3By4UTE, TPY-
Ob1!») u Ne 215 («CnaBb cBOE cuacThbe, Ona-
rocyioBeHHasi CaKCOHHUSI») C COOTBETCTBYIO-
1IEH 3aMEHOU TEKCTOB.

3aMCTBOBAHUSAMHU BCSKOTO pOJA MECTPAT
JyXOBHBbIE KaHTAThl, B TOM YHWCIE€ W3 HH-
CTPYMEHTAJIBHBIX OMycoB. Tak, YBepTiopa
Bpannenoyprckoro konmepra Ne 1 ucrnosns-
30BaHa B kKauecTBe Sinfonia Kanrarer Ne 52,
a [ vactp bpannenOyprckoro konuepra Ne 3
CTaja OpPKECTPOBBIM BCTyIieHneM KaHTaTsl
Ne 174, YBeptiopa u3 opkectpoBoii CIOUTHI
Ne 4 orkpriBaet Kantaty Ne 110 (c no6asine-
HUEM XOpOBOTo 3ByuyaHus), | vacte Konrep-
Ta 1Js Ki1aBupa ¢ opkectpom d moll (BWV
1052) BBeneHa B KauecTBE OPKECTPOBOIO
BcTymieHus: B Kanrary Ne 146 u Kanrary
Neo 188, a ero II wactp nepepaborana B Xop
IIEPBOM U3 OTUX KAHTAT.

12

[TomoOHbIE TPUMEPBI MOKHO MHOXKUTD U
MHOXHTbh, YTO MOJTBEPKIAET CAMOOUYEBUI-
HOE: B My3bIke baxa HET NMpUHIMIIUAIBHOMN
pa3HUIBI MEXIY IyXOBHBIM M CBETCKHM,
y HEro 3TO «COOOIIAOIIUECs COCYIBD»,
YacTO BBICTYMAIOIIME B CBOOOIHOM Iiepe-
IUIETEHUH, YTO MPOUCTEKAIO U3 TOrO, YTO
ONPENICTSAIONINM J1JI1 HETO OBLUIO PACKPHITH
HaTypy YeJIOBEKa BO BCEOOBEMITIONIEM JIHA-
Ma30HE €€ MPOSABICHUM.

PazymeeTcs, koMo3utopa Kak JIMUHOCTb
OTANYAI0 TIYOOKO PEIUTHO3HOE€ MHUPOCO-
sepuanne. OH ObLT 0€3yCIIOBHO HaOOKHBIM
YEJIOBEKOM, BBIMOJIHSAJ BCE IMOJIOKEHHBIE
LIEPKOBHBIE Mpeanucanus. bubnus Ha na-
TUHCKOM M HEMEIIKOM $3bIKax BCErja OcCTa-
BaJlach JIJIA HETO HacToiabHOM KHuroi. Ilo-
CJI€ €r0 KOHYMHBI HACUUTAIIH 52 CBSIIEHHBIX
MaHyCKpHUIITa, NPUHALICKAIUX eMy. Tem
HE MEHEE B MPOU3BEICHUIX TyXOBHOTIO IIa-
Ha bax ObUT 1anék ot Kakoi-1Md0 OPTOIOK-
CUU U JOTMaTUYECKOMN perllaMeHTalUN.

K mpumepy, nenbiii psijg €ro JTyXOBHBIX
KaHTaT OTJIMYAETCS OT CBETCKUX, MOXKATYH,
TOJIBKO TE€M, UYTO B UX CTPYKTypy SIHU301U-
YECKH BBOJSTCS XOpasibHble LUTATHI. Mnw,
ckaxxeM, B Maruudukare D dur (BWV 243)
SIBCTBEHHO JIyXOBHOE€ KaK TaKOBOE MpPAKTH-
YeCKU OTCYTCTBYET, MpeoOpa3ysch B paioCT-
HO-TIPA3AHUYHBIC WM YHUCTO JUPUUYECKUE
M3bSBIICHUS YeJIOBeUeCKor Harypsl. U, Kak
MIPaBUJIO, IPHUIABasi CBOEH TyXOBHOU MY3bI-
K€ BO3BBIIIEHHO-CEPHEZHBIN XapaKkTep, KOM-
MO3UTOP TEM HE MEHEE MOT BBOAWTH B HEE
Pa3HOIO pojia UTPOBBIE U JaKEe KOMEAHUITHBIE
MoMeHTHI (cM. «l1Iro6nepoBckue Xopash»),
MOpol puCysl JOOPOIYIIHOE HACTPOCHHE
«HaBecesey», Kak Obl ToJ] XMEIbKOM (J01Ty-
CTUM, B XopajbHOW mpemonuun BWV 650
¢ e€ MmoATaHIOBRIBatOIIEH (haKTypoil, pea-
BOCXMILAIOIIEH PUTM JICHAJIEPA), — TO €CTh
HU Majenmen cBarocTu!

KoHTpacThl, 0 KOTOPBIX UAET pedb, MOT-
71 OBITh B3aUMOJOMNOMHSIIOUMMU. IMEHHO
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B TAaKOM COOTHOUIIECHWH 4Yallle BCEro Ipea-
craér y baxa conocrasieHue maccogoe —
nepconanvroe. YTo Kacaercs mMacco8o2o, TO
KOMITO3UTOp CBOE BHHMAaHHE MOYTH BCele-
JI0O COCPENOTOYMII Ha BOIUIOLIEHUU o0Opasza
OO0JIBILIIOTO, CIUTHOTO YEJIOBEYECKOrO MOTO-
Ka, MPEACTABIEHHOIO B €r0 MY3bIKE B Ipa-
JAnusAX OT TPYIIIOBOTO, KOJJIEKTUBHOTO 10
OOIIEHAapPOHOTO U BCEUETIOBEYECKOTO.
Jlyumne, Hanbonee 3HauMMble U (PyH-
JAMEHTAJIBHBIE OCHOBAaHUs JSTUX KaTero-
puil CBA3BIBAIUCH B €0 CO3HAHUU C NPO-
TECTAHTCKMM XOPAJIOM, KOTOPbI BO3HHK
B [ epMaHuM 3a NOATOpA CTONETHS IO POXKIE-
Hus baxa Ha BOJIHE MOIIIHOTO HallHOHAJIBHO-
PEBOIIOIMOHHOTO JABIKEHUS Pedopmannm
1 BOOpaj B ceOs MHOTHE 1IEHHbIE CTOPOHbI
IIECHETBOPYECTBA HE TOJIBKO HEMELIKOTO, HO
U ApYyTUX HaponoB. B psze ciydaes (ocoOeH-
HO B MACCHMOHAX) 3TU MEJIOAUU BBITIOJIHSIOT
JpaMaTyprudecku CTepKHEBYIO POJIb, 00pa-
3ysl KapKac KOMIIO3UIIMH, IJI€ B CMBICIOBOM
OTHOIIIEHUHM OHU Yallle BCEr0 PacKphIBAIOT
KOJUIEKTUBHOE OCO3HAHUE MPOUCXOASIIINX
COOBITHH THOO MAIOT KOMMEHTApUil K HUM,
3HaMEHYsl «IJlac HapOJIHBIN», 3ByYallnu
B KJIIOYEBbIE MOMEHTHI NTOBECTBOBAHUS Kak
WCTUHA B €€ MOCIeAHEN NHCTaHLINN.
MaccoBoe Kak TaKOBOE CO BCEH OYEBUJI-
HOCTBIO IMPEICTABICHO B CEPUU OaXOBCKUX
MoteToB (BWV 225-230), rne oH roBopur
OT JIMIA CHAasHHOTO JIFOJICKOTO MHOXECTBA.
OToMy CIyXHUT Oe3ynmpeyHOoe MacTepCTBO
aKaneJUIbHOTO NIEHUS] — COBEPILEHHO Opra-
HUYHOTO 110 YyBCTBY XOPOBOIO MMHChMA C €ro
BIIEUATIIAIOLIEH MUIACTUYHOCTBIO 3BYKOBEIE-
Hus. Yepenys pazzensl XOpajabHOIO CKilaja
u (yrupoBaHHBIE SMU30IbI, KOMIIO3UTOP
CO31a€T, B CYIIHOCTH, XOPOBBIE KAHTAaThl, U
B CyMME CBO€Hl II€CTh HA3BaHHBIX IIPOU3BE-
J€HUI 1al0T MHOTOTPAaHHYI0 KapTHHY KHU3-
HU OO0JIBIIIOTO YEJI0BEYECKOT0 cOO0IEeCTRa.
B kaptuHe 3TOM AOMUHHMPYIOT JBa CO-
Jep)KarenbHble BeKTopa. [lepBelii U3 HuX,
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B Qopmax obpamenusi k [ocrnony, ycrpem-
JIEH K CIJIABJICHUIO 3€MHOTO OBbITHS. JTO MO-
JKET OCYIIECTBIIATHCA B 00Jiee SHEPTrUIHOM
kitoue (Motet Ne 1 «HoByto niecHto crioite
EMy») uiam B IOCTarouHO MSTKOW MaHepe
(Motet Ne 2 «Hac J1yX BBICOKUI YKPETTUTY),
HO B JIIOOOM Cily4yae ¢ aKTUBHOW BOKaJIH3a-
[[MEW CIIOTOBBIX PAcIEBOB, B TOM YHUCIE Ha
Bo3mace Alleluia.

[IpazauuuHOE BOOAYIIEBICHUE JOCTHU-
raeT CBOErO aforesi B MOCJIEIHEM IO CYE-
Ty Motere No 6 («XBamute l'ocromay),
rJe CTPEMUTENbHO Oeryiue 1 Kak Obl Ha-
TOHSIIOLIME JPYr JApyra JIOJACKHE MOTOKH
(Ha OCHOBE JUHAMHUYHOTO UMUTALIMOHHOTO
pa3BEPTHIBAHMS) OBESHBI OKPBUIEHHOCTHIO
BCEOXBATHIBAIOLLIEH PAIOCTH.

Jpyroii BEKTOp paccMaTpuBacMOu ce-
pUU MOTETOB CBSI3aH C PACKPBITUEM TOJ-
YEPKHYTO CEPbE3HBIX COCTOAHUU. W ecnm
B Motete Ne 4 («He 6otics, S ¢ To6or0!») u
B Motete Ne 5 («IIpunu, Uucyce, npuau!»)
JTAIOTCSl Pa3jiMyHbIE PAKYPCHl €IUHOTO IO
TOHYCY MpoIecca COOPaHHO-COCPENOTOUEH-
HOM Ku3HeAesTeabHOCTH, TO B MoTeTe Ne 3
(«HMucyc, Most paioCTh») MPEICTABIEH MHO-
TOrpaHHBIN CIEKTP 00pa30B.

DTa MHOTOCOCTaBHOCTb OIPEEIISICTCS
y>K€ CaMHUM HIMPOKUM COCTaBOM BepOalib-
HOM kaHBbl. B pesynbrare 11 pazmenos
TEKCTa IMOPOXKIAKT 13 wiIeHEeHH My3bI-
KaJIbHOW KOMIIO3UIIUU, YTO CKJIAJbIBAET-
cs B OoJbIIyI0 poHAaNbHYI0 GopMmy. B eé
AMHU30/1aX TJIABEHCTBYIOT CyMpayHbie ped-
JIEKCUM O TIPECieAyIoInX 4YeloBeKa TIpe-
XOBHBIX COOJIa3HAaX M THEBHBIC IyOIUIIN-
CTUYECKHE WHBEKTUBHI B QJIPEC BCIUYECKOU
XPUCTOHEHABUCTHON HEYHCTH, YTO OCHO-
BaHO Ha MpeobIaaroNe AeKIaMalluOHHOM
MPOU3ZHECEHNUH, HEPEIKO MPEPhIBAEMOM
MYYHUTEIbHBIMU 1I€3yPaMHU.

CTpyKTypHBIM KapKacoM MOTETa CTaHO-
BUTCS YETHIPEXKPATHOE MIPOBEACHUE pedpe-
Ha, 4TO, B CBOIO OYepe/ib, NAaET pa3jiuvHbIe
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AMOIMOHATBHO-CMBICIIOBBIE HCTOJKOBAHUS
xopana «Jesu, mein Freudey», omHako, B OT-
JMYUE OT 3MU30/I0B, BCETAa MPEACTAOIINE
KPUCTAIOM  MEJIOAUKO-TAPMOHHYECKOTO
0000meHus. Tak, B MCXOAHOM HU3JI0KECHUU
pedpeHa «mIpuUxokaHe» B CBOEH HCTOBOU
KOJIJIEKTUBHOM MOJIUTBE HE TOJBKO MPOCAT
0 HHUCXOXKJCHUU K HHUM («AX, Kaxk 00120
mocKyem MO€E cepoye, CMpemsch 8ce20a
Kk Tebe»), HO U YTBEPKIAIOT CYpOBYIO Kpa-
COTYy MMII€paThBa HPABCTBEHHOI'O JIOJKEH-
CTBOBaHMSI.

B cBoém mpenene kareropusi MacCoBOTO
MoIvla IOJHUMAThCS B TBOpuecTBe baxa 1o
BBICOT OOIIIEHAPOTHOTO M BCEYEIOBEYECKO-
ro. Takux cTpaHUIl y HETO MHOTO B MacCH-
oHax u Mecce h moll, HaunHas ¢ UX TIPOJIO-
roB. Emé onun u3 npumepoB — «Ne 1. Xop»
n3 Kanrarel Ne 20, roe koMmno3uTop oTTai-
KHBAETCS OT TUIMOBBIX MPU3HAKOB (PpaHITy3-
CKOW YBEpTIOPHI, KOTOpbIE MpPeoOpa3oBaHbI
B TOPXKECTBEHHYIO TMATETHKY «OOJIBIIOTO
CTus». BenudecTBeHHbIE MPOU3HECEHUS
XOpa 3HAMEHYIOT CO00I1 HEYTO BCEJIEHCKOE,
BO3HOCSI BO3BBIIICHHbIE THUMHBI bBoXXbemy
MHUpY. DTIOC TAKOTO POJia BBUAY CBOEH rpaH-
IMO3HOCTH OOpeTaeT MOMCTHHE KOCMHYe-
CKHE OYepTaHUsl, U MOHITHO, YTO B TAHHOM
ClIlyyae BJIOXHOBEHHE KOMIIO3UTOpa OBLIO
YCTPEMIIEHO K IPETBOPEHUIO KIIFOUEBOM IS
Hero ¢pas3el Tekcta «O BEeYHOCTh, BpeMs
0e3 BpeMeHmW.

T'oBopst 0 nepconanvrom, BHaYanIe uUMe-
€T CMBICT HAallOMHUTh 00 O0OCYKIaBIIUXCS
B MPEIBIAYIIUX OouepKkax [6; 7] Takux mpu-
CYILIUX reporo My3bIkH baxa yeprax, Kak qay-
XOBHBI apUCTOKPATU3M CO CBOMCTBEHHOMN
€My M3bICKAHHOCTBIO U YTOHUEHHOCTHIO,
WHTEJUIEKTyallbHas yIIyONE€HHOCTh MeNu-
TATUBHBIX MOTPYKEHUH, BIICUATIISIFOLIMM ap-
THUCTUYECKUW [IApM WJIA HEKHBIN JIMPU3M,
— TO eCThb BCE TO, UTO TaK WM MHA4YE ObLIO
COMPSKEHO C MPOSBICHUSAMHU UHAUBUYaJIb-
HO-JINYHOCTHOT'O Hayala.
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D10 Ha4allo OTYETIMBO 3asBISIET O cebe
B KJIABUPHBIX CIOMTax (C HaumOOJbIIEH sB-
cTtBeHHOCThIO B [lapTuTe Ne 6) u ocobeHHO
B COUMHEHUSX JJI1 CKPUIKH U BHOJOHYEIH
solo. K ckazanHoMy B ouepke «Sapiensy
[6], ToEe OTAEIbHBIE U3 3TUX COJIBHBIX IPO-
U3BEACHUN pacCMaTPUBAIIUCH C TOUKHU 3pe-
HUS BOIUIOLLEHUSI MEUTAaTUBHOCTH, TPUCO-
€IVMHUM Terneph HaOIIOECHUsI, KaCaloIIHecs
UMEHHO OOpPHCOBKH MHpa JIMYHOCTH. Mup
ATOT MPEACTAET BO BCEU CBOEU CIOKHOCTH
U TIyOMHE, B MHOrooOpa3uu COCTOSHUN U
HAaCTPOEHUM, CBUIETEIBCTBYS O BBICOKOU
KyJIETypE€ YYBCTBA M MBICIH NEPCOHAXKEU
My3bIKH baxa. TakoBbl OHM U B CrOUTax JJist
BHUOJIOHYENH Solo, TJie TaHHBIA TeMOp c000-
[[a€T 3BYYaHUIO JIOMOJIHUTEIIbHYIO HAacChl-
HIEHHOCTH U TEILJIOTY.

Ho ¢ HauGosnpiiei moTHOTOM 0OJUK WH-
JIMBHJIA PACKPBIT B COHATAX U MapTUTAX AJIs
CKpUIIKU S0l0 — B TOM YHUCJIE U TIOTOMY,
YTO KOMIIO3UTOpP C IOHBIX JIET CaM IpPEeBOC-
XOJIHO BJIAJIEJI UTPOM HA 3TOM UHCTPYMEHTE.
Macrtepcku HCTONB3Yysi BCE PECYpChl BUP-
TYO3HOIO KOHILIEPTHOTO HCIIOJIHUTEINIbCTBA,
BKJIIOYAs] UMHUTAIMIO aKKOPJOBOIO M IOJIH-
(OHMYECKOTO MUCHhMa, OH MMOAYUHSII UX I1e-
JISIM  BIICUATIISIONIETO BOCCO3/aHUSI MHTCH-
CHBHOM JyXOBHOW JKM3HU JINYHOCTH.

D10 MOTYyT OBITH OTOOpaKEHWS HaIpS-
JKEHHBIX TPYJOB YEIOBEUECKUX U OTJOXHO-
BEHUM OT HHUX, CEPHE3HBIX PaA3AyMUU WU
COKPOBEHHOI'O JIMpU3Ma M JIETKUX TaHIIe-
BaJIbHO-UTPOBBIX 00pa3oB (MOKa3aTEIbHBI
coHatbl it cKpunku Ne 1 u 3, CrouThI 11t
BruosioHuenu Ne 2 u 3). [maBeHCTBYeT B 1O-
JIOOHBIX «Cpe3ax» UHAUBUIYAIHHOTO CYyIIe-
CTBOBaHMS 00pa3 BBICOKOMHTEIJIEKTYallb-
HOW KH3HH CyObEKTa.

N 3neck «mnanky» Bcemy 3amaét Ilap-
TUTA JJIA cKpunku solo Ne 2. E€ nepBbie
YEeThIpE YaCTU — CBOETO pojia MPEIoau-
poBanue kK puHaIbHON YakoHE, B TOM YHC-
J€ TOATOTaBiIMBasg €€ MO TEMaTUYECKOMY
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koHTypy: I u Il (Annemanna u Capabanna)
MPEJBOCXUINAIOT MEIUTATUBHOCTh (UIIO-
co(eroro ckmana, Il u IV (Kypanta u XKura)
— DHEPreTUKY AEATEIbHBIX MPOSBICHUN.

3HameHuTass YakoHa BEPXOBEHCTBYET U
1o 00bEMY (paBHA BCEM MPEALIECTBYIOLUIIM
qacTsM, NpeBbilas 14 MUHYT 3ByuYaHus),
U IO CMBICIIOBOM HArpy3Ke HacTOJIBKO, YTO
4acTh 3Ta HEPEIKO UCIOJIHACTCS KaK caMo-
CTOATENIbHOE Npou3BeacHue. Iloctpoennas
KaK LUKJ Bapualnui Ha Temy-ostinato, OHa
ABJISIET COOOM BepX UCKYCCTBA I10 HEYKOCHHU-
TEJIbHOM JIOTHKE Pa3BOPOTa MHOIOIPAHHOTO
00pa3HOro MUpa U3 €IUHOI0 UCXOAHOTO 3ep-
Ha ¥ 110 CKBO3HOMY, 0€3ype4HO OPTaHuYHO-
My IEPETEKaHUIO0 OJHOM I'PAHM COCTOSHHS
B JIPYTYIO0, TaK YTO CHUMAETCs IMPUBBIYHOE
npoOnenue GopMbl Ha OTAEIBHO B3SThIE Ba-
pUALAHN.

Bynyun noaMHHON SHUMKIIONEIUEN Xy-
JIOKECTBEHHOIO TOTEHIMajla COJUPYIOLIEH
CKpPHUIIKM, 3TO HEBEPOATHO HACBIIIEHHOE
COOBITHSIMU 3BYKOBOE MOBECTBOBAHMUE BbI-
pacTaeT B HACTOSIIMM POMaH O XU3HU He-
OpAVHAPHOM JIMYHOCTH, OJIMLIETBOPSIS MOILLb
MBICJISIIIETO YEJIOBEYECKOTO JyXa.

CnenaB ¢oprenuaHHoe NeEpeIoKeHne
6axoBckoii Yakonsl, Morannec bpamc nucan
Knape Buk cnenyromee: «/lns mens Yakona
— OJIHA U3 CaMbIX 3aMEUaTelIbHbIX, HEIOo-
CTH)KMMBIX MY3BIKJIBHBIX Ibec. Ha onHOM
HOTHOM CTaHe, A HEOOJBIIOr0 WHCTPY-
MEHTa J3TOT 4YEJIOBEK 3allMCHIBACT LEJbII
MUD [TyOO4alIINX MBICIEH U CHIIbHEHIINX
yyBCcTB. [lombITalics s mpeacTtaBuTh ceoe,
OyATO Ha MEHS MOIJIO CHU3OWTH O3apeHHE
HAIIACATh ATy IIbECY, TO HE COMHEBAIOCh, YTO
HEMOCWJIBHOE HAIIPSOKEHUE M IIOTPSICEHHE
CBeNH OBbI MEHS C yMa»?.

2

Camo co0oi#t pazymeercs, 4TO JTUYHOCT-
HO-WHJIMBUyaJIbHOE HAaYaJI0 B OECKOHEYHOM
M300MJIMKA ¥ BO BCEBO3MOXHBIX T'PaJIallAsIxX
PACKpPBIBAETCS B COJIBHBIX AMU30/1aX BOKAJIb-
HO-OPKECTPOBBIX Npou3BeacHUN. [ IpuBeném
Ha 3TOT CYET MIUTIOCTPALIUIO «IKCKIIFO3UBHO-
ro» poja.

Kanrara Ne 57 mpexacraiser coOoi
muanor Mucyca (6ac) u Hymu (compaHo):
HakaHyHe e€ ucxojna u3 xu3Hu OH Ha3bIBa-
et Jymy «eoznobnennoti» M MOChUIaeT e
onaxxenHoe ytemenue. Panenue [lymmu co-
CpPEIOTOYEHO B JIByX JUINTHUXAX «PEUUTATUB
u apusi» Ne 2-3 u 67 («Ax, Uucyce! Heine
K€ OTBep3u MHe Hebo! Yke roroBo moé
cepie BO3BBICUTHCS K Tebe»).

[IpuMepHO Ty ke CUTyallu0 HAXOIUM U
B Kanrare Ne 186, rie camoe COKpoBeHHOE
MpEACTaBICHO B HAMKWCAHHOM OIATh-Ta-
ku s conpano «Ne 8. Apus»: «locronp
oObemiieT Bcex HecyacTHbIX CBoeil Gnaro-
nateio. OH Japyer U3 CoCTpajiaHbsi UM Be-
nukoe 6orarctBo — CIIOBO JKM3HWY, ITIOMO-
rarouiee BO3HECTUCh K «PaliCKUM BpaTam».

W 3akoHOMEpHO, YTO Ha3BaHHbIE HOMeE-
pa TOJYyYWJIM TOXJIECTBEHHOE MY3bIKajlb-
Hoe pemeHue. OHU BOCIPUHUMAIOTCSA Kak
cyrybo WHAMBUIyallbHOE U, Ooiee TOro,
B3BOJITHOBAHHOE  HHTUMHO-JIUPUYECKOE
npusHanue. B Kanrare Ne 57 npuxotinso
XpPOMaTU3UPOBAHHBIE «HM3BUBBD) IMEBUECKO-
ro rosoca (B Ne 7 oHM omieTaroTcsi Apoo-
HbIM PUTMHUYECKUM PHUCYHKOM (QUryparui
CKpHUIIKH S0l0) B XapakTepe H3bICKAaHHOTO
maapuraina (Ne 3) nubo B HEXXHOU poMaHcC-
HO-apUO3HON MaHepe (OCTalibHbIe HOMEpa)
U NOMUYEPKHYTO KaMepHasi 3ByKOBas IaJiM-
Tpa MHHUMAJIBHOTO aHCaMOJsi CTPYHHBIX
C eJie CIBIIHBIM basso continuo nepenaoT

Poromoit C. U. Ilucema Horamneca bpamca: mpoOiiemMatwka, mepeBoa, KOMMEHTApHH: JHC.

KaHa. uckyccrBoBeneHus. M., 2001. URL: https://rusneb.ru/catalog/000199 000009 000343444/ (mara

obpamenwus: 25.12.2022).
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YTOHUYEHHOCTDH NICUXOJIOTMYECKUX HIOAHCOB
BHYTPEHHETO MUDA.

3aBepuiasi pacCMOTPEHUE OMNMO3UIUU
maccogoe nepconanvbHoe, OTMETHM,
4TO €€ COCTaBIISIIOLINE HAXOMASITCS BO BCe-
BO3MOXXHBIX BapHaHTax B3aUMOJICHCTBUS
(B mepByl0 ouepenb 3TO KacaeTcs Kpym-
HBIX BOKaJIbHO-XOPOBBIX MOJIOTEH). B ka-
4eCcTBE KOHKPETHOTO MpUMepa oOpaTumcs
K JIBYyM coceHUM HoMepam u3 «Ctpacrei
no Moanny».

No 64 — peuuraruB EBanrenucra, ko-
TOPBI BEAET OBECTBOBAHUE O MOCIEAHHUX
THSX KU3HU XpHUCTa U BHOCUT B CBOM pac-
CKa3 OYEHb JIMYHYIO0, CYOBEKTUBHYIO HOTY.
Cnenyrouuit 3ateM Ne 65 — OTKIMK Xopa
(To ecTh Hapona) Ha yciblanHoe oT EBan-
rendcrta. KoMno3utop BBOAUT 3[1€Ch ONMH
13 CBOMX JIIOOMMBIX XOpaJIoB — «Jesu, mein
Freude» («Hucyc, padocmev mosn»), KOTO-
PBIii CKBO3HBIM 00pa3oM MPOCIauBaET BCIO
KOMITO3HMIIMIO TIACCHMOHA, a TaKXe SBIIAET-
csi pepeHOM U POHAAIHHOM KOMIIO3HUIIUU
onqHouMménHoro Morera Ne 3 (BWV 227).
B nmanHOM ciydae 3TOT XOpalsl 3BYYHT Kak
CKOpOHBIH, OJHOBPEMEHHO CTPOTrHil U Mpo-
HUKHOBEHHBIH CKa3.

W Ha TOT e CYET MPUBEAEM YHUKAIBHOE,
B HEKOTOPOM POJIE OLIEIOMJIAIOIIEE ApaMa-
Typru4eckoe peuieHue, KOTOpOEe HaXOIUM
B «Ne 33a. Apusa (dy3T)» u3 «Crpacrei
no Margero». B ocHOBe cBO€i 3TO ropect-
HbI€ KOHCTaTallMK Jy’3Ta KEHCKUX TOJIOCOB
O TOJBKO YTO ciyuuBliemcs («Mmax, mou
Hucyc neine nnenén»). llpuuém oOpamiaet
Ha ce0s BHMMAaHHME TO, YTO MPHU BHEIIHEH
HEUTPaTbHOCTU COCTOSIHHS, TIOJIaHHOTO
B HECIIEITHOM JIBH>KEHUH, Oarofapst XoJo/1-
HOI TeMOpalbHOCTU JEPEBSIHHBIX JTYXOBBIX
Ha COCTOSIHME 3TO Kak Obl HaHeceHa ocolast
TICUXOJIOTHYECKast PETYIIb 3510KOCTH, HACTO-
POXKEHHOCTH.

HeoxnianHoe cOCTOMT B TOM, YTO Ha
HENPEPBIBHO NPOOJIKAIOLIEECs] pa3BEPTHI-
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BaHHEC JIMHWH BOKAJIBHOTO y3Ta TNEPHOIM-
YECKH HAKJIAIBIBAIOTCSI OypHBIC BTOPIKCHUS
UMITYJIbCUBHBIX 110 XapakTepy, (hopcupoBaH-
HBIX T10 JTMHAMHKE PEIUINK Xopa («Ocmasnb-
me dice e2o! Ocmanosumecsw! He esiorcume!»).
B comocTaBieHny ¢ TUIaBHBIM PUTMOM Me-
JIOJTUKH JTy3Ta UX OTPHIBUCTOE CKAHIMPOBA-
HUE BOCIPUHUMAETCS PE3KO KOHTPACTHBIM
HE TOJIBKO 110 PUTMY, HO U TIO TEMITY.

B pesynbrare MoHTa)ka CTOJIb pa3inya-
IOIUXCS OOpa3HBIX TUIAHOB CKJIAJILIBACTCS
CUTYyaIlUsl HE CTOJILKO PACCIIOCHUS, CKOJIBKO
MIPOTUBOCTOSIHHS PEAKIUii Ha COOBITHE B €T0
BUJICHUH UHAUBUyaJIbHOM U BUJEHUU KOJI-
JICKTHBHOM.

['oBOps 0 cECTEME KOHTPACTOB B TBOpYE-
ctBe baxa, cinenyer nmpusHarh, 4TO UX OCTPO-
Ta B psJie Cloydae JOBOIMIACH JI0 YPOBHS
CMBICJIOBBIX aHTHUTE3. BOT TONBKO HEKOTO-
phIC U3 HUX:

— OOBIACHHOE, KUTCHCKH-IIOBCCIHCB-
HOE, OpPAMHAPHO-TPO3anYECKOe — BO3BBI-
IICHHO-POMAHTHYECKOe, OTCBETHI OOXKe-
CTBEHHO-HJICAJILHOTO;

— COKPOBEHHOE, MOJIUTBEHHOE — YYB-
CTBEHHO-36MHOE, OypHO-TIaTETHYECKOE, MSI-
TEKHOE;

— To0ambHO-TPAaHIMO3HOE, BceooIee,
HaJUIMYHOE — CYry00 KaMepHOe, WHTHUM-
HOE, YTOHYEHHO-CyOhEKTUBHOE;

— TapMOHUS JIyXOBHOM MPOCBETIEH-
HOCTH, Onarogatu OBITHS — AUCTapMOHUS
BCSKOTO POJia CMSTCHHO-TIPOTHBOPEUYUBBIX
COCTOSIHUM M OTPHUIATEIbHBIX IMOIUN.

Hawnbonee 3naunmas u3 nogo0HBIX, pe3-
KO BBIPQXKEHHBIX ONIMO3UINI 3aKII0YCHA B
AHTUTE3E OCIICIIUTEIILHOIO COJTHEYHOTO CHsI-
HUs, CBETA, PaJIOCTH, BECEIbI U CTYIIEHHO-
ro Jpamaru3Ma, JOBOAMMOTO IO TpareIuii-
HBIX COCTOSIHUM (MOXKaTyi, 0COOCHHO SIPKO
3TO mpezAcTaBiaeHo B Mecce /i moll).

PaccMmoTpenHas Bbillie cUCTeMa KOHTpa-
CTOB W aHTHUTE3 CIyXuia B My3bike baxa
CPEICTBOM BOCCO3/IJaHUSI MHOTO00pazusi u
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MHOTOCJHOKHOCTH  ObITUS. COTBOPEHHBIN
um Universum — 3TO TPaHIAUO3HBIN CpeE3
JIOKQJIbHOTO W BCE3E€MHOTO, aKTyaJIbHOTO
W HaJBPEMEHHOIO C OXBAaTOM BCEro CyIile-
CTBEHHOTO B >KM3HHM MUpA U 4yesoBeka. bert-
XOBeHYy ObLIa W3BECTHA JIMIIL caMasi Majas
4acTh HACJICIUS BEJTMKOTO KOMIIO3UTOPA, HO
OH TIPO30PIUBO BOCKIMKHYI: «Nicht Bach!
— Meer sollte er heissen...» («He pyueri!
— Mope oonoxcno 6vims ums emy...»). Ecom
Obl BEHCKUI KJIACCUK pacroiaraj TeM, 4YeMm
pacrojaraem Mbl, OH, BEPOSTHO, YIOTPEOMII
O0b1 HE Meer (mope), a Geckpaitnee Ozean
(okean) unu naxe HeoObsTHOE Universum
(Bcenennas).

MOXXHO OpPUBECTH HEMAJIO COYMHECHHI
KOMIIO3UTOpa, OOpaméHHbIX K cdepe 0-
cyra, OTIIOXHOBEHUI — paayXHbIX IO KO-
JIOPUTY, JIETKUX TI0O HACTPOCHHOCTU M, YTO
HazbIBaeTcs, Oecnpobiaemubix. Ho B ocHo-
BE CBOEU My3blKa baxa B BBICILIEN CTEIEHU
cephE3Ha W HACBIIIEHA CAMBIMH MacIITao-
HBIMU XYJIO’)KECTBEHHBIMU 00OOIICHUSMH.
Cy1ecTBYIOT IOKyMEHTAJIbHBIE CBUIETEIb-
CTBa TOTO, YTO OH MHOTO Pa3MBIIILISII O CY/Ib-
0ax Mupa M 4eJIOBEKa, ¥ COOTBETCTBYFOIIIAS
(GyHIaMEHTaJIbHOCTh MBICIIM TPOHU3BIBACT
€ro TBOPUYECTBO, BBUIMBASCH B TO, YTO MBI
OmpeNesieM TOHATHEM KOHYEnmyaiu3M.
OT1o moHsATUE (OT JIaT. MblClb, NOHUMAHUE,
ocmvlicaenue, cucmema) MPEANonaraeT cro-
COOHOCTh TBOpIIA MCKYCCTBa K TITyOOKOMY
NOHUMAHUIO CYIIECTBEHHOW mpobiemaru-
KM YEJIOBEUECKOTO OBITUS U €€ ocMblCieHUe
C BOCXOXK/JIEHHEM K 3HAYUTEIIHBIM XYJI0XKe-
CTBEHHBIM 000O0IIEHUAM.

Jnst Hawama oOpatuMmcsi K TOCIEIHEH
COCTABJISAIOIICH W3 BBIICIPUBEIEHHON 3TH-
MOJIOTUYECKON LENoYKu — cucmema, 4To
B TBOpuecTBe baxa mpumedarenbHbIM 00-
pa3oM BBIPA3WIOCh B CUCMEMHOCMU €TO
KOMITO3UIIMOHHBIX HHHUIMATUB. YTO cpazy
xe oOpamiaer Ha cebs BHUMaHHE — 3TO
CKJIOHHOCTh K HEKOH «HYMEpPOJIOTHHY, Ha-
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[JISITHO CKa3aBLIEHCS y HEro B IIPUBEPKEH-
HOCTH 1upe wecms: niis oprana solo —
6 xonneproB (BWV 592-597), 6 tpuo-co-
Har (BWV 525-530), 6 Ilwo06nepoBckux
xopaioB (BWV 645-650), 6 Kyrie (BWV
669—-674); nns knaBupa solo — 6 AHIIUN-
ckux ctoutr (BWV 806-811), 6 dpaniys-
ckux croour (BWV 812-817), 6 Ilaprur
(BWV 825-830), 6 mMalleHbKUX MHPEIIOIuit
(BWV 933-938); 6 coHaT mjisi CKpHUIKH U
kinasupa (BWV 1014-1019), 6 conar nns
¢neittel ¢ conpoBoxaeHueM (BWV 1030-
1035); 6 UMKIMYECKMX KOMIIO3WUIIMMA JIJIst
ckpuniku solo (3 conarst u 3 maptutel, BWV
1001-1006), 6 crouT s BUOJOHYEIH SO0l
(BWV 1007-1012); 6 bpanmeHOyprckux
koH1epToB (BWV 1046-1051); 6 x0poBBIX
motetoB (BWV 225-230).

[TpucoequHUM K CKa3aHHOMY HECKOJIBKO
Muctudeckyro aetanb: Morann CebacTbsiH
yIIEN U3 )KU3HA Ha 66-M TOly )KU3HHU.

N yxe 06e3 maineiiieii MUCTUKA — ca-
MBIN OOIIeN3BECTHBIN (DaKT O0AXOBCKOW CH-
cremaoctu: nBa TomMa XTK Kak aBaKIbl
MOBTOPEHHBIN MOJHBIN LMK TOHATBHOCTEHN
B 48 mpemronusx u ¢yrax. Ero «ympomén-
HOW» KONMHUEW CTalld ABE CEPUM WHBEHIIMM:
15 naByxrosocHeIX W 15 TpEXTOIOCHBIX
(c Ha3BaHMeM Sinfonia), IMEIOIINX MPEUMY-
IIECTBEHHO WHCTPYKTUBHOE Ha3HAYEHUE U
HaIMMCAaHHBIX B TOHAJIBHOCTSAX C MUHUMAJIb-
HBIM 4YHCJIOM KirodeBbiX 3HakoB (C, ¢, D, d,
Es, E e Ef G g A a B h) —1T. TI'ympn
WCIIOJTHSUT UX UMEHHO TMOTApPHO B KAXI0U U3
TOHAJIBHOCTEM.

CrnenoBarenbHO, HE pa3pO3HEHHBIC OJIH-
KM )KM3HU MHUPA 1 YEJIOBEKA, a €ro 00bEMHA,
LEJOCTHAs KapTHUHAa — BOT K YeMy CTpe-
MUJICS KoMImo3utop. M, Kak BUAMM, 4acTo
OCYIIECTBIISUT OH 3TO Yepe3 LUKl BHEII-
HE OJHOTHUIHBIX MPOU3BEACHUI, B KaXI0M
U3 KOTOPBIX JaBaj LENbId psAll paKypcoB
OMpeNIeNIEHHOTO TIacTa 00pa3HOro CoIep-
KaHUS U KQXKIbIH U3 KOTOPBIX MTPEICTaBIsET
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co00i1 MUKPOKOCMOC Pa3jIM4yHOIo MacliuTa-
06a. BMecte B3sTBIE, TOJBKO YTO Ha3BaH-
HBIE «CEpHUaJIbD) COCTABIISIIOT MOJIMHHBIM
MaKpOKOCMOC, YBEHYaHHBIA MOCIea0Ba-
TEJIbHOCTBK) OpPaTOPUAJIBHBIX KOMIIO3UIIUH,
MOCBSIIEHHBIX CaMbIM 3HAaMEHaTeJIbHbIM
COOBITHSIM €BaHTreNbCcKoM wucropuu: bra-
ropemenne — Maraudpukar (BWV 243);
PoxxnectBo — PoxkaecTBeHCKasi opaTopust
(BWYV 248); mocnenaue JHU 36MHOM KU3HU
Xpucra — naccuonsl (BWV 244, 245) kak
LEHTP U KyJbMHHAIUSI OPAaTOPUAIIBHOU 3110-
nien; Bockpecenne Xpucra — IlacxanbHas
oparopust (BWYV 248); Bo3necenue Xpucra
— Opatopus Ha Bo3necenue (¢ 1pyrum Ha-
3BanueM — Kanrtara Ne 11).

Bcé npenpinymiee, kacaroieecs Kate-
ropun O6axoBckoro Universum, noapasyme-
BaJI0 KOMIIO3UTOPCKOE TBOpuYecTBO. Tenepn
0CTaéTcst HATOMHUTD, UTO TaHHAs KaTEropus
MMeJla OTHOIIEHUE U KO BCEMY OCTaJIbHOMY
B ATOM YHUKAJbHOW YEJIOBEUYECKOM HaType.
bax Obu1 my3bikaHTOM BOXbel MHUIIOCTBIO.
Te, KTO 3HaJ €ro MCKycCTBO, €AMHOLYIIHO
MPU3HABAIN BBICIIYIO CTEEHb MPUPOAHOU
OIAPEHHOCTH.

Kak My3bIKaHT-UCIIOJIHUTENIb OH OTJIH-
yaJjicsli yHUBEpCaJIUu3MOM HaBbIKOB. He roBo-
psi 00 UCTIIOTHEHUH Ha OpraHe U KJIABECHHE,
B uéM bax He umen cebe paBHBIX (BKIIOUAs
HETPEB30IIEHHOE HMCKYCCTBO HMMIIPOBH-
3allMM), OH MPEBOCXOIHO WUrpall HA CKPUII-
K€, aJIbT€ U JIIOTHE, a TaKXXe BIAAeN PAIOM
IpyTux HUHCTpyMeHTOB. Iloka3zaTenbHo
B JaHHOM OTHOIIEHHH, 4TOo bax pacmona-
raj dYpe3BbIYAMHO OOIIMPHOW JOMAIIIHEH
KOJIJIEKIIMEN MY3BIKaJIbHBIX MHCTPYMEHTOB.
B onucn umymecTtBa, CIEITaHHOW IIOCIHE
€ro KOHYMHBI, YHCIUJIOCh 8 KIIABECUHOB,
3 CKpuIIKH, 3 ajibTa, 2 BUOJIOHYEIIH, 2 BUOJIbI
Y JIFOTHSI — M BCE 3TO CIIY>KHJIO KOMIIO3UTO-
PY, IPOXOIUIIO YEPE3 €TI0 PYKHU.

I[ToMuMO COUYMHEHHS MY3BIKM U TIOMH-
MO COJIBHOTO HCIIOJHUTENIBCTBA, OH OBLI

18

KOHLEPTMENCTEPOM, KAaHTOPOM, Kallellb-
MeHCTEPOM (TUPUKEPOM), «MY3UKIUPEKTO-
pom», Kak B [epmMaHuu Tex JieT UMEHOBAJIU
NeATeNs], KOTOPBI pa3ydnBajl ¢ NEBLAMHU U
MHCTPYMEHTAIMCTAMH Pa3JINYHbIE MY3bl-
KaJIbHbIE€ COYMHEHHUS] U PYKOBOJIWJ UX HC-
NOJHEHHEM, OOBIYHO Mrpas MpH 3TOM Map-
THIO OpraHa WIN KJIaBECHHA.

[To3BosiuM cebe Ha ceil cu€T MpoCTpaH-
Hoe u3BiedeHue. PabGoraBmmii 60k 0 OOk
¢ baxom B Jlednuure pexTrop IMIKOJBI CB.
®oMbl, BBICOKOOOpPa30BaHHBIM T'yMaHUTa-
puii 1. I'ecuep nenaer B 1738 roqy npumeua-
HUE K aHTMYHOMY Tpakrary «HacraBnenue
B OpPaTOPCKOM HCKYCCTBE», aBTOpP KOTOPOTO,
Mapk @abuit KBuHTHIMAH, BOCXMIIIACT-
Cs MY3BIKAHTOM, COIPOBOXAAIOIIMM CBOE
neHue Urpoi Ha kudape (CTpyHHbBIN LIUII-
KOBBIII HHCTPYMEHT, POJCTBEHHBIM JHpE)
U 320/IHO OTOMBAIOUIMM TaKT ISl JPYTUX
Y4YaCTHUKOB HCHOJIHEHMS: «Bcé ato, Pa-
Owuii, THI CU€I ObI COBEPIIICHHO HE3HAUYUTEIb-
HBIM, €clIi ObI MOT' BOCCTATh U3 MEPTBBIX U
yBUAeTh baxa — Kak OH 00eMMH pyKamu U
BCEMH NaJIbLIAMM UIPACT, CKa)kKeM, Ha KJla-
BECHHE, KOTOPBII OAMH 3aKito4aeT B cebe
MHOXECTBO Kudap, WM Ha OpraHe, 3TOM
MHCTPYMEHTE UHCTPYMEHTOB; KaK OH mpo0e-
raer 1Mo KjiaBHILIaM, 3[1€Ch 00eUMHU pyKamH,
TaM — M HOTaMH, U3BJIEKas LIEJIbIil COHM ca-
MBIX pa3HbIX, HO TEM HE MEHee B3ahMOCO-
IJIaCOBaHHBIX 3ByKOB. Ecimu Obl ThI Buzedn,
KaK OH, UCIIOJIHASA TO, YTO HE MOTIIU OBI ChI-
rparb, 0ObEIMHUBILINCH BMECTE, BCE Ballld
KHA(apHUCThI U ThICAYH (IEHTUCTOB, HE TOJb-
KO MOET MEJIOJUIO KaK IEBEL] U UTPAET CBOIO
NapTH0, HO OJHOBPEMEHHO CIIEUT 3a BCe-
MU OCTaJIbHBIMU NAPTUSAMU U, OKPYKEHHBIN
II0JIyCOTHEN MY3bIKAHTOB, IEPKUT BCEX UX B
HOPSAJIKE: OJTHOTO MPHU30BET K COOIOACHUIO
pUTMa KHUBKOM T'OJIOBBI, JPYrOr0 — BBICTY-
KMBAaHHMEM TaKTa HOTOM, TPETHETO — IMPENO-
CTEpEraroluM NajbleM; ITOMY 3a0aéT TOH
B BBICOKOM PETUCTPE, TOMY B CPEAHEM, a €1IE
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oHOMY B HIDKHeM. M kak OH, caMm HUCIOJ-
HsIsl TPYAHEHITYIO U3 BCEX MAPTUM, B TO Ke
BpeMsl, 1a)Ke MPU CAMOM T'POMKOM COBMECT-
HOM MY3UIIMPOBAHUM, TOTYAC XK€ 3aMEYacT,
KOT/Ia | TJIe YTO-HUOYIb HECTPOWHO — BCEX
MOJIJIEPKUBAET, BCE MPEAYNPEKIAET, a €CIH
rJe-To ObUT IOMYIIEH MpoMax, TyT K€ BOC-
craHaBiuBaeT coracue. M Xotst s1 O0JIBIIION
MOYUTATENb JIPEBHOCTH, OJIHAKO IOJIAraro,
yTO B baxe 3akiaioueH0 MHOKECTBO TaKHUX
moneit, kak Opdeit 1 Apuon»’. Hamom-
HUM, YTO COIJIACHO TPEueCcKoil MUQOIOTHH,
Opdeii cBOMM MEHUEM BOCXHINAJ JIFOIEH
u OOTOB, YKpOIIAd AUKHUE CHJIBI TPUPOIBI,
a c UIMEHeM ApHOHA CBsI3aHa JIETEH/Ia O 4y-
JIECHOM CIIaC€HUU — JeNb(puH, 3a4apOoBaH-
HBIM UCKYCCTBOM TI€BIIA, BEIHEC €r0 Ha Oeper.

Uto ke KacaeTcsi MPUBEAEHHOTO OIMU-
CaHWs, TO B HEM, KaK BHJIUM, CKBO3HT He-
MOAJACIBHBIA BOCTOPI, MOATBEPKIAAIOIINI
(heHOMEHANIbHYI0 MY3bIKAIbHOCTh  baxa.
U, BeposiTHO, y OAHOTO U3 MUCABIINUX O KOM-
MO3UTOPE OBLTM OCHOBAHUS JJIsI YTBEPXKC-
HUus: «bax, 6vimb mooicem, Haubonree my-
3LIKANILHLIU U3 6cex Joel, Ko2oa-iubo
ocuswux Ha 3emiey*. Ira  yHHKalbHas
OapEHHOCTh HAIUIA CBOE BBIPAKEHUE U
B TOM, YTO OH OBLI COBEPIIECHHO He3ay-
PAIHBIM MYy3bIKaHTOM-mieAaroroM. CaMplid
OLLLYTUMBIN pE3yibTaT 3TOU HEATEIBbHOCTU
— BOCIIUTAaHHBIE WM YETBEPO CHIHOBEH,
KOTOpBIE€ CTajyd BUJIHBIMH KOMITO3UTOPAMHU
CBOETO BPEMEHHU.

JpyruM TNaMSTHUKOM JIaHHOTO aMIuTya
baxa siBiisieTcst co3maHHOEe MM OOJIBIIOE CO-
OpaHue My3bIKaJIbHO-TIEIArOTMYECKON JTHu-
Teparypsl. B 3TOM HampaBieHUM OH CTal
MEePBbIM KJIACCHKOM, a BCJIEH 32 HUM MbI Ha-

3

Bymanemr: Kopsuna, 1962.

3piBacM [llymana, YaitkoBckoro, baproka,
[Tpoxodrera. Ilpuuém Hamucannoe baxom
NPEJCTaBIAECT COOON HENbIii MUKPOMUD, KO-
TOPBIN HAYMHAETCSA C Pa3JIUYHBIX CEPUM ITbEC,
MpeIHa3HAYABIINXCS 11 HAYMHAIOIIUX MY-
3BIKAHTOB: MaJICHbKUE Npentonuu — u3 Hot-
HOM TeTrpanu Buibrensma @puaemana baxa
(BWV 924-932), Illectb MaJeHBKHUX TMpe-
monuit (BWV 933-938), I[lare npemtonuit
3 koiutekuuu HMoranna Ilerepa Kemnnepa
(BWV 939-943); yacto ucnonHseMmble Ha
KJ1aBupe BoceMb Maje€HbKUX NPENoauil U
byr mns oprana (BWV 553-560, Bo3zMoxk-
HO, counHEeHbl He baxom); 15 aByxromoc-
HeIX (BWV 772-786) u 15 TpéXTonocHbIX
uneeHuuit (BWV 787-801, y baxa tpéxro-
JIOCHBIE MbEChl PUTYPUPYIOT MO Ha3BaAHUEM
Sinfonia); HotHas terpans AHHBI Marna-
neHsl bax (4uciuTCs Mo AOMOIHUTEIBHOMY
cnucky npousBeneHuit moa Ne 113-132).

[To mocnenmneMy u3 Ha3BaHHBIX cOOp-
HUKOB KOMIIO3UTOP MPUOOINan K UTrpe Ha
KJIABECHUHE CBOIO MOJIOAYIO KEHY, JI000-
3HATEJIBHYI0 U MY3BIKAJIBHYIO, U MHOTHE U3
COCTABJISIIOUINX ITOT COOPHUK JIBYX JECST-
KOB IIbEC BBI3BIBAIOT COMHEHHUE B aBTOPCTBE
baxa, nmub6o ompenenéHHO MPUMHCHIBAIOTCS
JIPYyTUM KOMITO3UTOpaM (OCOOEHHO 4YacTo
BTOpoMy cbiHYy baxa — Kapny ®dwmnmy
Omanyaimo). Ho kak Okl TaM HU ObLIO, OTO-
OpaHHBIE PYKOU U 1O BKYCY BEJIMKOTO MY3bl-
KaHTa OIyChl COCTABWJIA HA4yalo KJIACCUKHU
MY3BIKH JIJIS IETEH.

Cpenn Ha3BaHHBIX COOpPHHUKOB, IOXKa-
JTyW, HanOOJIBLIEHN XyJOKECTBEHHOM 1IEHHO-
CTBIO PACIIOJIAral0T JBE€ CEPUU HHBEHIIMM.
U ecnu nBa Toma XTK, HacunTeBarommx 96
beC, — 3TO MAaKpPOKOCMOC YEJIOBEUECKON

Xammeprutar S. Ecim 661 bax Bén mueBHUK... / ox pen. @. bponcku; nep. ¢ BeHr. K. CteOHeBa.

URL.: https://thelib.ru/books/hammershlag_yanosh/esli by bah vel dnevnik-read-4.html (mara oGpamenus:

25.12.2022).
4 Tam xe.
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anyHocTy nepsoi mosoBuHbl X VIII Beka,
10 30 MHBEHIMHA — MHUKPOMHUpP AETCKOW U
OTPOYECKOM KU3HHU TOTO BPEMEHHU.
Kommno3urop ¢ 00nblION 4YyTKOCTBIO U
JO00OBBIO MPOCIEKMUBAET OCOOCHHOCTH Xa-
pakTepa U SMOLMOHAIBHO-IBUTATEIbHBIX
MPOSIBIICHUM, CBOMCTBEHHBIX 3TOMY BO3pa-
cty. OH OTHIOAb HE M30eraeT JOCTaTOYHO
CepbE3HBIX cocTosiHUM (Sinfonia a moll,
BWYV 799, ocHoBaHHas Ha xopaie «Xpu-
CTOC JIeXKaJl B TIEJIEHaX CMEPTHU»), Yallle Bce-
IO IEPEBOAS UX B INIOCKOCTh TPOraTeIbHbIX
lamenti n oguépKuBas 4epThl XPYIKOCTH,
0€33aIIMTHOCTH JETCKOM HaTyphl (Sinfonia
fmoll, BWV 795). Ho rocioacTByeT cTOIh
CBOICTBEHHAas! JAHHOMY BO3pPacTy HUIpOBas
HAaCTPOEHHOCTb, KOTOpas BPEMEHAMH TIO-
NA€Tcd B MUKAHTHOM paKypce MOApaKaHusl
CBETCKOMY ITOBEICHUIO B3pocibIX. K npume-
py, B UuBenumu 4 dur (BWYV 783), a Taxxe
B 1nByX Sinfonia Es dur (BWV 791) u g moll
(BWYV 797) nocpeactBoM TOHKOCTH KPacoK
U IITPUXOB, COMMPOBOKIAEMON U3BICKAHHOM

MEJIM3MAaTUKOM, BOCIIPOU3BOINUTCS YUYTUBBIN
JINAJIOT HEKUX MEPCOH.

Pazymeercs, BO Bcer CBOEH IIpeIeCTH
MUp JETCKHUX UIP MPEACTAET B NOABUKHBIX
nbecax. OcoOyl0 MOATUYHOCTh UM MOPOH
npuaa€T BbICBEUMBAEMasi B TAHIIEBAJIbHBIX
puTMax aypa HexHoro gupusma (MuaBennus
a moll, BWV 784). Ho Bo Bceii cBOEH Hemo-
CPEICTBEHHOCTU UTPOBAsi CTUXUS MPEICTAET
B CUTYaIlUsIX NMPOpBIBa HEYEMHO Oypiisiieit
SHEPIruU C €€ CTPEMHUTEITLHON MOTOPUKOW U
3aJI0PHOM CKEPLIO3HOCTHIO B OIOpe Ha (pyra-
TooOpazHoe uznoxenue (Musennus F dur,
BWYV 779).

Pe3toMupysi, MO)KHO C TIOJIHBIM OCHOBa-
HUEM YTBEpPXKIaTh, YTO XydOKECTBEHHOE
IIPOCTPAHCTBO 3BYKOBBIX MUpPOB loranHa
Cebactpsina baxa moucTuHE BCEOXBATHO,
COCTaBJIsAsl MOIMHHYIO BcenleHnyro mepe-
JAHHBIX Yepe3 My3bIKaIbHO-00pa3HYIO CTH-
XUIO TPOSIBICHUI 4YE€JI0BEUYECKOW HaATypHI
B JIIOOBIX €€ COLIMAIbHO 3HAYUMBIX U COKPO-
BEHHO-JIMPUYECKHX ACIIEKTaX.
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Abstract. The article is devoted to the history of the mutual relations of two eminent Austrian
composers — Joseph Haydn and his student Ignaz Pleyel. And although presently Pleyel is much
less known than his instructor, his contemporaries perceived him as one of the most significant
composers of his time. Moreover, he achieved his fame as an outstanding musical activist, the founder
of the music publishing house Chez Pleyel, as well as a piano manufacturing company, which exists
up to the present day. Examining the various stages of Haydn’s and Pleyel’s artistic biographies,
the author exerts special attention to the moments of their conflux after the period of study. One
such interconnection may be considered by the indications in the editions of Pleyel’s compositions
on his pedagogical relations with Haydn. These margin notes served as a means of expression of
acknowledgement to the teacher, as well as advertisement, which was conducive to the growth of
interest towards the master’s pupil. The occasion for the composers’ interaction was also served by a
legal argument around Haydn’s 7rio opus 40 (Hob. XV: 3—5) which began in 1785 and extended for
a few years. The article shows how the evaluations of this situation by research have changed up to
the present time. An important landmark in the composers’ mutual relations was expressed in their
engagements in London in 1792. Through the efforts of the impresarios who invited them, Johann
Peter Salomon and Wilhelm Kramer, both Haydn and Pleyel turned out to be drawn into an artistic
competition against their wills. The picture of their famous contest is recreated with a reliance on the
utterances of the witnesses of their events (primarily, Haydn, as well as the reporters of the London
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everything, and showed support for each other.
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Annomayusa. Crarbs NMOCBALIEHA UCTOPUM B3aUMOOTHOLIECHUM JIByX MMEHHUTBIX aBCTPUMCKUX
KOMII03uTOpoB — Mo3eda Taifnna u ero yuenuka Wruana Ilneiiens. U xots ceromus Ilneiiens
M3BECTEH IOpa3/lo MEHbILE CBOET0 HACTAaBHUKA, COBPEMEHHUKH BOCIPUHUMAIM €ro Kak OJHOTO
U3 CaMbIX 3HAUMMBIX KOMIIO3UTOPOB 3moxHu. Kpome Toro, oH mpociaBuics Kak BbLIAIOIIMNCS
MY3BIKaJIbHBIN JIeATeNh, OCHOBaTeNb HOTHOTO n3narenscTtBa Chez Pleyel, a Takxe cymecTByromeit
0 ceil IeHb GUPMBI 0 IPOU3BOACTBY QopTenuano. PaccmarpuBas pa3uyHbIe 3Tallbl TBOPYECKUX
ouorpaduii [Naiinna u Ilneliens, aBTop yaemsieT oco00e BHUMAaHME MOMEHTAM HMX IepeceuyeHui
nocse nepuoaa oOyuyeHus. OTHUM U3 TaKUX MEPECEUCHUN MOXKHO CUMTATh yKa3aHUS B U3AAHUAX
counHeHui [lneiiens Ha memarornyeckue OTHOIIEHMs ¢ ['ailiHOM. DTH MOMETKU CIYXWIH Kak
CIIOCOOOM BBIpAXKEHMSI MPU3HATEIBHOCTH YUUTENI0, TAK U PEKIaMOM, YTO CIIOCOOCTBOBAJIO POCTY
MHTEpeca K BOCIUTAHHUKY M3Tpa. [loBogom Ui B3aMMOIENCTBUS KOMIIO3UTOPOB MOCITYXWIO U
cyneOHoe pa3zouparenbcTBo BOKpyr Tpuo [Maiinna op. 40 (Hob. XV: 3-5), nauaBmieecs B 1785 roxy
U pacTsHyBIIeeCs] Ha HECKOJIBKO JeT. B cTarbe mokazaHo, Kak MEHSUIMCh OLIEHKHM 3TOW CHUTyalluu
HCCIIEIOBATEISIMU 10 HACTOSIETO BpeMeHU. BaxkHOU BEXOM BO B3aUMOOTHOIIEHUAX KOMIIO3UTOPOB
CTaJIM UX JIOHJOHCKHE aHTakeMeHThI B 1792 rony. CtapaHusiIMU MIPUIIIACUBIINX UX UMIIPpECAPUO —
Horanna Iletepa Canomona u Bunbrenasma Kpamepa — Taiian u [1neiiens okazaauce IpOTUB BOJIH
BTSIHYTHIMH B TBOpYECKO€ COpeBHOBaHME. KapTHa 3HAMEHUTOr0 COCTSA3aHUs BOCCO3/1aHa C OMOPOi
Ha BBICKA3bIBAaHUS OYEBUIIIEB COOBITUH (TIpexk e Bcero [aiiHa, a Takxke pernopTEPOB JOHIOHCKOM
MIPECCHI) U aKTyaJlbHbIE MY3bIKOBEIUECKHE UCCIIEI0BaHN. B 3aKkitoueHne ctarbyu aBTOp CTPEMUTCS
MO0Ka3aTh, YTO KOMIIO3UTOPBI, HECMOTPS HU Ha YTO, CYMEJIN COXPAaHUTh MPEKPAaCHbIE OTHOLLIEHUS U
OKa3bIBAJIN MOAJEPKKY APYT APYTY.
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Introduction

Despite the fact that during his lifetime
Ignaz Pleyel (1757-1831) was almost the
most famous composer in the world,' at the
present time his musical compositions seldom
find the way into concert programs. The
situation with the critical comprehension and
analysis of his musical output is hardly in a
better condition. If we are to find information
of'a general plan —a short, concise biography
and a genre-related coverage of his musical
oeuvres — an incentivized researcher would
have no difficulty in carrying this out, it would
be much more difficult to obtain slightly more
in-depth apprehension about this composer’s
personality and music. Specialized source
materials about Pleyel are literally sporadic
and incommensurable with the immense
scale of musicological literature devoted to
his great contemporaries — the Viennese
classicists. It suffices to say that there exists
only one monograph which provides a
complex perception of Pleyel’s life and
musical heritage: it was written in 2007 by
the president of the International Ignaz Pleyel
Society in Ruppersthal, Professor Adolf
Ehrentraud.? Among other important works,

mention must be made of articles written by
American musicologist Rita Benton, who
also compiled a thematic catalog of Pleyel’s
compositions.® At the present time, practically
no new research works about Pleyel have
appeared,* whereas his teacher Haydn (1732—
1809) continues to be the object of research
works published with admirable regularity.
In the 21st century alone a whole array of
significant monographs about Haydn has
been published,’ as well as the fundamental
“Cambridge Haydn Encyclopedia,”® and
dozens of articles, among which the leading
position is taken up by works devoted to a
specialized problem range and analysis of the
composer’s concrete works. Among the latter,
mention must be made of Daniel Hensel’s
article focused on comparative analysis of
Haydn’s and Alban Berg’s compositional
techniques, [1] Miguel Marin’s research of
the connections of Haydn’s music with the
Iberian world, [2] and works by Russian
scholar Amina Asfandyarova focused on the
semantic deciphers of thematicism in Haydn’s
instrumental compositions. [3; 4]

Pleyel’s and Joseph Haydn’s mutual
relations provides an important questline

' Pleyel Ignaz (1757-1831). Artaria Editions. 2018-2022.
URL: https://www.artaria.com/pages/pleyel-ignaz-1757-1831 (accessed: 25.01.2023).

2 Ehrentraud A. Ignaz Joseph Pleyel: 1757—1831; von Ruppersthal in die Welt; der Versuch einer ersten
biographischen Zusammenschau. Ruppersthal: Intern. Ignaz-J.-Pleyel-Ges., 2007. 270 p.

> Benton R. Ignace Joseph [Ignaz Josef] Pleyel. Grove Music Online. 2001.

DOI: 10.1093/0mo0/9781561592630.013.90000380347; Benton R. Ignace Pleyel, Disputant. Fontes Artis
Musicae. 1966. Vol. 13, No. 1, pp. 21-24; Benton R. A la recherche de Pleyel perdu, or Perils, Problems and
Procedures of Pleyel Research. Fontes Artis Musicae. 1970. Vol. 17, No. 1/2, pp. 8-15; Benton R. Ignace
Pleyel: a Thematic Catalogue of his Compositions. New York: Pendragon Press, 1977. 512 p.

* Asan exception to this, I shall mention my work: Nagina D. A. Gaydn, Motsart... Pleyel. O sopernichestve
i vzaimovliyaniyakh [Haydn, Mozart... Pleyel. Rivalry and Interinfluences]. Sovremennye problemy
muzykoznaniya [ Contemporary Musicology]. 2021. No. 2, pp. 119-135.

> Among them let us highlight the following works: Clark C. The Cambridge Companion to Haydn.
Cambridge: Cambridge University Press, 2005. 318 p.; Wyn Jones D. The Life of Haydn. Cambridge: Cambridge
University Press, 2009. 264 p.; Stapert C. R. Playing Before the Lord: The Life and Work of Joseph Haydn.
Grand Rapids: Wm. B. Eerdmans Publishing Co, 2016. 304 p.

¢ Clark C., Day-O’Connell S. The Cambridge Haydn Encyclopedia. Cambridge: Cambridge University
Press, 2019. 520 p.
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for musicological research. Works of
biographical nature touch upon the period
of Pleyel’s studies with Haydn in various
ways.” The two composers’ simultaneous
tours in England have received massive
coverage in the London press, even during
their lifetimes® (see also the overview of
the utterances in the London press from
1792 in: [5]). In present-day musicological
literature this period has continued to be
comprehended in the context of various
musical intercrossings,” as well as the
legal relations between the teacher and the
student.'”

The present article makes the attempt to
present a characterization, inasmuch as it
is possible, all of the basic facts and events
which lead to Haydn’s and Pleyel’s personal
and artistic interaction and also, in a number
of cases, to endow them with a personal
evaluation. A number of scholarly methods

has been chosen for carrying out this task.
One of them is the historical-biographical
approach presuming “the application of
any biographical materials of the subject
for research and practical aims: letters,
sketchbooks, diaries, memoirs, biographical
and literary sources about the studied
figure, resumes and results of professional
activities, personal belongings and official
documents, autobiographical texts.” [6,
p. 174] At the same time the author has
focused on the principle of parallel study
of the biographies of two composers with
the accentuation of the moments of their
intersections. Another method important
for this work is the authentic approach,
also called the method of historical-context
interpretation and presuming the analysis
of phenomena and events of the past with a
reliance on historical, social and aesthetical
perceptions of the examined epoch.!!

7 See, for example: Ehrentraud A. Ignaz Joseph Pleyel: Weltbiirger aus Niederdsterreich. Osterreichische

Musikzeitschrift. 2007. Vol. 62. No. 3—4, pp. 6—14. DOI: 10.7767/0mz.2007.62.34.6; Ehrentraud A. Ignaz
Joseph Pleyel (1757 Ruppersthal — 1831 Paris). Ignaz Joseph Pleyel. Symphonie Concertante. Aufnahme
des Neujahrskonzerts am 4.1.2014, Haus der Musik in Grafenworth. Internationale Ignaz Joseph Pleyel
Gesellschaft (IPG). Ruppersthal, 2015; Saner G. P. Ignaz Pleyel. URL:

https://austria-forum.org/af/ Wissenssammlungen/Essays/Musik/Pleyel Ignaz Josef (accessed: 25.01.2023).

8 See the notes from The Times cited below (Professional Concert. Hannover Square. The Times. Tuesday,
January 10, 1792. P. 1; The Times. February 15, Wednesday, 1792); Mathew N. The Haydn Economy: Music,
Aesthetics, and Commerce in the Late Eighteenth Century (New Material Histories of Music). Chicago:
University of Chicago Press, 2022, pp. 68-70.

° See, for example: Foglesong S. Haydn s Sinfonia Concertante for London. URL:
http://scottfoglesong.com/examiner/haydns_sinfonia_concertante for london.html (accessed: 25.01.2023);
Nagina D. A. Op. cit.; Mathew N. Op. cit., pp. 69-70.

10°See: Chong L. A ‘Classical’ Example of Issues in Copyright: Professor Roger Fisher’s Lecture on
Haydn, Pleyel and the Two Piano Trios. /P Osgoode. Intellectual Property Law & Technology Program.
December 6, 2010. URL: https://www.iposgoode.ca/2010/12/a-classical-example-of-issues-in-copyright-
professor-roger-fishers-lecture-on-haydn-pleyel/ (accessed: 25.01.2023); Joseph Haydn. Gesammelte Briefe
und Aufzeichnungen. Unter Beniitzung der Quellensammlung von H. C. Robbins Landon. Herausg. und
Erlautert von D. Bartha. Kassel u.a.: Bérenreiter, 1965, pp. 153—154; Mace N. A. Haydn and the London
Music Sellers: Forster v. Longman & Broderip. Music & Letters. 1996. Vol. 77, No. 4, pp. 527-541.

11" See, for example, a characterization of the method in: Podmazova P. B. Zhanr kontserta v kontekste
frantsuzskogo skripichnogo iskusstva na rubezhe XVIII-XIX vekov: avtoref. dis. ... kand. iskusstvovedeniya
[The Genre of the Concerto in the Context of the French Art of Violin Composition and Performance at the Turn
of the 18th and 19th Centuries: Thesis of Dissertation for the Degree of Candidate of Arts]. Moscow, 2019. P. 7.
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Haydn and/vs Pleyel

The history of the interrelations of
Joseph Haydn and Ignaz Pleyel began at the
Esterhazy estate. The young musician from
Ruppersthal, with the support of his patron
Count Ladislaus Erdody (1746—1786), began
studying composition with the eminent
Haydn in 1772. These studies brought
Pleyel his first success: his puppet opera
Die Fee Urgele oder, Was den Damen Gefllt
(The Fairy Urgele, or What Pleases the
Ladies, 1776) was performed on the stage of
the marionette theatre in Esterhaza Palace,
and then at the Vienna National Theater.'

Soon after that, the composers parted ways
for a lengthy period of time. Up until 1791,
Haydn remained with the Princes Esterhazy,
which, nonetheless, did not hamper the spread
of his fame. Starting from the 1760’s his
compositions were printed in Paris in London
in secret, and from 1779, after the revision of
the conditions of his employment contract,
already officially.”® Haydn’s music was
performed with great success in Europe
and even in America, although he did not
leave Austria. As Nicholas McGegan notes:
“At the Concert Spirituel in the 1770s and
1780s, it became the norm to begin each
concert with a Haydn symphony.”'* Great
popularity for the composer was obtained
by the six Paris symphonies (Nos. 82-87),
commissioned to him by Count D’Ogny for
the Concert de la Loge Olympique.

In London the publication of Haydn’s
compositions and especially the triumphal
performance of his Symphony No. 53,
“L’Impériale” in the early 1780s in a concert
of Johann Christian Bach and Karl Friedrich
Abel brought about the hearsay of the
composer’s imminent arrival in England.
However, Haydn did not make the trip there,
and the press — obviously, as a demonstration
of a sense of humor and the wish to flatter
the maestro — even published offers to
“kidnap” him. Thus, the newspaper Gazetteer
and New Daily Advertiser wrote as follows:
“This wonderful man, who is the Shakespeare
of music, and the triumph of the age in which
we live, is doomed to reside in the court of
a miserable German Prince, who is at once
incapable of rewarding him, and unworthy of
the honour... would it not be an achievement
equal to a pilgrimage, for some aspiring
youths to rescue him from his fortune and
transplant him to Great Britain, the country
for which his music seems to be made?”’!s

In 1777 Pleyel was appointed as the
Kapellmeister of the Pressburg Virtuosi
Orchestra, which was subservient to Erdody.
At the same time, the count provided an
opportunity for his protégé to visit Italy
for educational purposes.'® In 1783 Pleyel
became an organist and assistant to the
Kapellmeister of the Strasbourg Cathedral
Franz Xavier Richter (1709—-1789),!” and in
1789 he supersede him, having subsumed

12 Ehrentraud A. Ignaz Joseph Pleyel: Weltbiirger aus... S. 7-8.
13 Feder G., Webster J. Haydn, (Franz) Joseph. Grove Music Online. 2001.

DOI: 10.1093/gmo/9781561592630.article.44593

4 McGegan N. Leading Large Ensembles. The Cambridge Haydn Encyclopedia. L. Volume: 10.1017/97.
Ed. By C. Clark, S. Day-O’Connell. Cambridge: Cambridge University Press, 2019. P. 187.

5 Cit. ex: Rye M. [Introduction]. Joseph Haydn. Symphony No. 76 in E flat. Symphony No. 77
in B flat. Symphony No. 78 in C minor. The Hanover Band directed by Roy Goodman. Hyperion Records

Limited, London, 2002. P. 4.
16 Ehrentraud A. Op. cit. S. 8.

17 Pollens S. A History of Stringed Keyboard Instruments. Cambridge: Cambridge University Press,

2022. P. 483. DOI: 10.1017/9781108379915
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into his own hands the musical life of the city.
During the years of his work in Strasbourg, he
wrote numerous sacred compositions (many
of which were subsequently destroyed during
the fire), directed the series of concerts on
which his music was played, and performed
as a violinist and a clavier player.'®

Pleyel never forgot his teacher. He
dedicated to the latter his six String Quartets
opus 2 (1784). A number of other string
quartet compilations — opuses 1 (1783),
3,4 (1786) and 5 (1787) — were published
with the inscription “éleve de m. Haydn”
(French. “student of monsieur Haydn™) and
even “éleve tres digne du célebre J. Haydn”
(“very worthy student of the celebrated
J. Haydn”)." In the 18th century the practice
of such dedications and open inscriptions
was hardly ararity —not only did they testify
of the acknowledgement to the teacher, but
also served as a form of self-promotion:
a musical work written by a young composer
was procured with much greater certainty, if
he was the student of a famous maestro.
It is deemed that such tributes also testified
of the rank of fame of the master himself.

Soon destiny brought the two musicians
together again, but this time... in court. In
1785 the London-based publisher William
Forster, who published Haydn’s Piano Trios
opus 40 (Hob. XV: 3-5) discovered after a
certain time that the same compositions had
previously been published by the publishing
house Longman & Broderip. Forster filed a

'8 Saner G. P. Ignaz Pleyel. URL:

lawsuit against James Longman and Francis
Broderip, having asserted that the exclusive
rights to the publication of these trios belong
only to him. During the court hearings
which took place during Haydn’s first trip
to London, the composer, to everyone’s
surprise, declared that he had composed only
the last work in the opus, while the first two
were written by his student Ignaz Pleyel.
The trial, which continued for several
years, was finally terminated, and most
likely the opposing sides came to an
agreement in an extrajudicial procedure,?
however, the situation itself has been
discussed for an additional two and a half
centuries. It was evaluated in an ambivalent
fashion. In the descriptions of the incident
in the 19th century Haydn was portrayed
either as being very enterprising, or, on
the other hand, very dissipated, as having
sent Pleyel’s works to the publisher due
to his inadvertency.”? Subsequently, the
perceptions became more cautious. Dénes
Bartha noted in his commentaries to the
publication of Haydn’s letters: “It was
possible that Haydn’s conscience regarding
Pleyel was not entirely clear in this matter.”*
In recent years the circumstances have been
substantially clarified. In 1996 Nancy A.
Mace published and provided an analysis of
the protocols of the court hearings, having
ascertained that Haydn’s claim did not have
any acknowledgement of guilt and that it
did not provoke further ascertainment of the

https://austria-forum.org/af/ Wissenssammlungen/Essays/Musik/Pleyel Ignaz Josef (accessed: 25.01.2023).
9 Green E. A Patron among Peers: Dedications to Haydn and the Economy of Celebrity. Haydn. Ed. by
D. W. Jones. London: Routledge (Taylor & Francis Group), 2016, pp. 27, 30.

2 Op. cit. P. 31.
21 Mace N. A. Op. cit. P. 539.

22 Waltham-Smith N. Music and Belonging Between Revolution and Restoration. Oxford: Oxford

University Press, 2017. P. 1.
2 Joseph Haydn. Op. cit., pp. 153—154.



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 1

circumstances. Moreover, it seems that the
publishing house found it advantageous to
conceal Pleyel’s name; after all, the musical
compositions of the eminent Haydn brought
along a greater amount of profit from the
sales. At the same time, Pleyel had not laid
his claims on the right of authorship.**

In 2010 legal expert Roger Fisher devoted
an entire lecture to the case with the trio of
Pleyel/Haydn, remarking that according to
the British laws of that time, the relationship
between a teacher and a student fell into the
pattern of “master vs. servant”: even if the
student was the creator of a work, what he
wrote still belonged to the teacher.” Thereby,
from the perspective of the law, Haydn,
of course, was fully vindicated. However,
the fact that he took the advantage of the
possibility to have the works of a student
published under his name is very remarkable.
In our view, it speaks of the high estimation
of Pleyel’s compositions on the part of
Haydn: it is unlikely that Haydn would have
ventured to offer works of dubious quality
to his publishers. Incidentally, Pleyel also
made use of the British laws of copyright
on one occasion in a like manner. In 1789
he had Haydn’s works published in James
Cooper’s publishing house works under his
name — however, in this case, these were
his own arrangements of Haydn’s piano
sonatas. [5, pp. 35-37]*

London brought about yet another test to
the composers’ good relations, having drawn

24 Mace N. A. Op. cit. P. 539.
2 Chong L. Op. cit.

them into an artistic competition, which the
musicians themselves had never planned.
Haydn arrived in the British capital a year
earlier. As we remember, he was expected
there for a long time. Only in 1790, after the
composer’s factual disengagement from his
service, Johann Peter Salomon (1745—-1815)
— a German violinist and conductor, who
made his successful career as an impresario
in London, — was able to engage Haydn
in the forthcoming two seasons. Having
been provided with a generous pension and
having formally preserved for himself the
appointment of the Kapellmeister in the
Esterhazy estate,”” he made two lengthy trips
to the British kingdom (in 1791-1792 and
in 1794-1795), and both these trips turned
out to be as immensely eventful, as they
were artistically productive. Haydn met with
musicians and with the nobility, participated in
the high-society entertainment and festivities,
and attended grandiose musical celebrations.
In London his compositions were constantly
performed. England bestowed the highest
possible honors upon Haydn. Thus, in January
1791 he was invited to the celebration of the
Queen’s birthday, on which the Prince of
Wales met the composer with a low bow.?
In July of the same year in Oxford Haydn was
awarded the title of Merited Doctor of Music
(Doctor in musica honoris causa). In a word,
Haydn came to London as a triumphant —
a master who reaped the deserved
achievements of his glory.

¢ ‘What is meant here are the Sonatas (Divertimenti) Hob. XVI: 5, 10, 12, 13 and 14. It is thought that not
all of these belong to Haydn — some of them, most likely, were written entirely by Pleyel.

27 Feder G., Webster J. Op. cit.

28 Matveeva E. Yu. Londonskie zapisnye knizhki Y. Gaidna [Joseph Haydn’s London Sketchbooks].
Nauchnyi vestnik Moskovskoi konservatorii [The Scholarly Gazette of the Moscow Conservatory]. 2012,
No. 3, p. 162. URL: https://nv.mosconsv.ru/wpcontent/media/Zapisnyie knizhki 2012 3.pdf (accessed:

25.01.2023).
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Pleyel was brought to London by his
desire to earn some money: due to the
complex political conditions, he lost his
privileges and his prestigious place of
employment. The revolution which erupted
in France had a direct effect on everybody
who held significant positions. In January
1791 Pleyel was dismissed from his position
of a Kapellmeister of the Strasbourg
Cathedral, having bereft him of the
possibility to maintain his young wife and
recently born son on a worthy level. Wishing
to show himself as a true patriot, Pleyel wrote
Hymne a la Liberté to the words of Claude
Rouget de Lisle (1760—1836), however, this
work did not help him retrieve his position
or his material abundance.?” For this reason,
when the head of the “Professional Concert”
society [7, p. 32]*° Wilhelm Kramer (1746—
1799) invited him to London at the end of
1791, Pleyel did not ponder about this long,
and already on December 23 he stepped on
the soil of Albion.

Pleyel was received very warmly: the
composer was well-known to the British and
became an extraordinarily welcome guest.
Thomas Tolley observes: “Measured by the
volume of his recent publications and their
critical reception, Pleyel enjoyed a reputation
across Europe second only to Haydn’s when
he was contracted to London.” [5, p. 20]

An article in The Times from January 10,
1792 mentions the fact that he was treated
as an already acknowledged master: “...The
celebrated Mr. Pleyel is arrived in London,
who they have engaged for the whole of the
ensuing season, he is to compose TWELWE
NEW INSTRUMENTAL PIECES of
MUSIC, ONE for each night...”*! And
already on February 15 the same newspaper
recounted about a significant — and
expected — success of the composer’s new
musical work: “The Professional Concert
1s opened for the season on Monday night,
before a brilliant Company, among whom
was the Prince of Wales. Pleyel’s symphony
at the conclusion of the first act confirmed
the public opinion of his great talents as a
composer...”?

The extraordinary enthusiasm of the
British was explained not only by their
sincere love towards the music of Haydn
and Pleyel. In England, generally, musicians
from other countries were highly esteemed.
The musical culture in London was indebted
to its flourishing in the 18th century primarily
to musicians from abroad.’* Having got
hold of two eminent composers in one year
at once, the British, as it seemed, tried to
make the most of the situation. The hearsay
of the rivalry between the two composers,
which attracted the public, was spread by

» Ehrentraud A. Ignaz Joseph Pleyel: Weltbiirger aus... P. 13.

30 The “Professional Concert” series was one of the largest concert organizations in London, which was
active during the years 1783—1793 under the direction of violinist and conductor Wilhelm Kramer. Similar
to the analogous organizations (such as the prior concerts of Johann Christian Bach and Carl Friedrich Abel,
or Kramer’s main competitors — the concerts of Salomon), the “Professional Concert” series specialized in
organizing a series of subscription concert events. However, according to Simon McVeigh’s recent research,
unlike them, “Professional Concert” presented by itself “a wholly novel mode of organization, one in which
professional musicians assumed artistic control under a cooperative financial and management model.”

31 Professional Concert. Hanover Square. The Times. 1792. Tuesday, January 10. P. 1. The upper-case
letters are used in the quoted text in correspondence with the original.

32 The Times. February 15, Wednesday, 1792. P. 3.

3% Thorméhlen W. London and England. The Cambridge Haydn Encyclopedia. L. Volume: 10.1017/97.
Ed. by C. Clark, S. Day-O’Connell. Cambridge: Cambridge University Press, 2019. P. 197.
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competing organizations which invited the
musicians, which is testified by Haydn’s
written correspondence. In a letter to Luigia
Polzelli from January 14, 1792, he stated:
“...‘Professional Concert’ organized the
arrival of my student Pleyel to compete with
me, butlamnotafraid, since lastyear I exerted
a greater impression on the English...”**
Marianna von Genzinger received the same
information from Haydn expressed in a more
ironic tone — and with a prognostication of
a peaceful outcome: “Thus, a bloodletting
harmonious war between the master and the
pupil is approaching, which is beginning to
be described in all the newspapers, although
it seems to me that soon it will transform
into an alliance... Upon this arrival, Pleyel
has showed himself to be so modest, that he
won my love for him, once again... We shall
share our fame in equal parts, and each one
shall return home endowed with joy.”*

The press veritably did not waste any
opportunity to incite the hearsay, moreover,
this was sometimes done in quite a hard-
hitting form. Thus, the Gazetter, an edition
which only a few years prior was urging
to bring Haydn to London by any means
whatsoever, wrote: “The former master is
already too weak and unable to produce
anything new. He has exhausted himself
long ago and must repeat himself for lack
of mental capacity. We are thus obliged to
bring his student Ignaz J. Pleyel to London.
Haydn is failing. In reality this wonderful
composer is but a weak performer. He may
be capable of conducting from a piano, but
we have never heard of him being praised
as a concert leader. His student Pleyel may

have less knowledge, but his works are more
elegant and pleasing, and offer melodies
more often. He is therefore a far more
popular composer.””*

On the basis of the analysis of the
London press from 1792, Tolley comes to
the conclusion that all that was occurring at
that time reminded of an arena of military
action. Some were counting on the more
experienced and skillful Haydn, while
others — on the young and bold Pleyel.
At the same time, Salomon was dubbed a
“generalissimo” who directed this artistic
battle. [Ibid., p. 16]

The reaction of both composers was not
long in coming. It seemed that they conspired
to behave in such a way as not to give a single
chance for scandal. Elena Matveeva brings
the chronology of Haydn’s London trip from
which it becomes clear that the composers
met with each other frequently: they dined
together and attended concerts and opera
performances.’’” On February 13, at the
opening of the season of the “Professional
Concert” series, Pleyel conducted not only
his composition, but also a symphony by
Haydn. In all likelihood, Haydn behaved
similarly, performing Pleyel’s compositions,
although this fact was not announced in
the programs.*® In a word, the composers
demonstrated friendship and mutual respect
for each other’s talents to the London public.

Nonetheless, the spirit of rivalry was
still transmitted to them. Thus, Haydn
remembered later in his life that Pleyel did,
indeed, wished to be in competition with
his former teacher: “After Pleyel’s arrival,
Haydn could see clearly from his behavior

3% Joseph Haydn. Gesammelte Briefe und..., pp. 271-272.

3 Tbid., pp. 273-274.

3¢ Cit. ex: Ehrentraud A. Ignaz Joseph Pleyel: Weltbiirger aus...

37 Matveeva E. Yu. Op. cit., pp. 202-206.
38 Saner G. P. Op. cit.
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that he had a rival in the person of his student
who wanted to struggle with him in order
to obtain a prize.”*® And it was particularly
Haydn who, although he foresaw the
friendly outcome, was slightly wary of the
competition. At the present time, such actions
of his, such as, for instance, the performance
of twelve compositions previously never
heard in London (analogous to the conditions
of Pleyel’s contract), [Ibid., p. 23] as well as
the composition of the Sinfonia Concertante
in B-flat major Hob. 1:105 after the premieres
of Pleyel’s compositions in this genre*’ are
perceived as a peculiar response on the part
of the teacher to his student. It should be
noted that this unwitting contest not only
turned out to be unusually productive for
both of the composers, but also played an
important role for the sinfonia concertante.
In London some of the best specimens of
this genre were created — Pleyel’s works in
F major Ben. 113 and A major and Ben. 114
and Haydn’s work in B-flat major Hob. I:105,
none of them by any means inferior to each
other in the high quality of the compositional
work, orchestration and beauty of melodic
writing.*!

The year 1792 became very successful
for the composers in the financial sense, as
well. Haydn, obviously, was not mired by
difficult financial circumstances, however,
Pleyel was able to fix his financial affairs
and even to buy a castle at a close proximity
from Strasbourg for his family. A few years
after his return, he turned his activities to

another channel. In 1797, having sold his
estate and having moved with his family to
Paris, he founded the publishing house Chez
Pleyel, which published the works of Haydn,
Mozart, Beethoven, Hummel, Boccherini
and other composers. One of the significant
publications of this firm was the Collection
complette des quatuors d’Haydn, dédiée
au Premier Consul Bonaparte (“Complete
Edition of Haydn’s Quartets Dedicated to
First Consul Bonaparte”), which came out
in 1801.* Haydn, who at that time was in
Vienna, thanked his student warmly for “the
excellent engraving, paper and correctitude.”

A year prior to that the musicians almost
met again. Pleyel volunteered to conduct the
premiere of Haydn’s oratorio “The Creation”
in Paris. He was entrusted to bring the
maestro himself to the concert. However, the
Austrian authorities did not permit Pleyel to
cross the border — he was considered in his
native land to be a traitor and an ally of the
French revolutionaries.®

Haydn attempted to make use of his
influence and to request permission for his
former student to enter the country, but this
was denied to him.*

Instead of a Conclusion

Haydn departed from life as a great
composer, and Pleyel — as an outstanding
musical activist. Haydn’s last masterpieces
were his oratorios The Creation (1798) and
The Seasons (1801), while Pleyel’s last
brainchild was the famous firm for producing

% Dies A. Ch. Biographische Nachrichten von Joseph Haydn. Wien: Camesina, 1810. S. 88.

40 Foglesong S. Op. cit.

4" A detailed comparison of these compositions is carried out in the work of the author of this work:

Nagina D. Op. cit., pp. 119-135.

42 Ehrentraud A. Ignaz Joseph Pleyel: Weltbiirger aus... S. 7.
4 Joseph Haydn. Gesammelte Briefe und... S. 415.

4 Saner G. P. Op. cit.
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pianos® bearing his name, existing up to  (notre papa): he and Mozart monopolized all
the present. Sir Arthur Faulkner, after his  ‘the genius of their age, and were among the
meeting with the aged Pleyel in 1826, wrote  last great masters who’ felt, and made others
down his words addressed to his teacher: feel, that the end of music is to touch the
“Haydn, said he, was the father of us all, heart.”¢
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Abstract. The article presents for the first time in Russian music scholarship an artistic portrait
of one of the theater-related musicians of the Silver Age — Vladimir G. Ehrenberg. The composer
contributed almost fifteen years of his artistic life serving in cameo theaters, the most significant
of which was Krivoe zerkalo [Distorted Mirror]. Together with Alexander Kugel and Zinaida
Kholmskaya, Ehrenberg stood at the origins of this St. Petersburg cabaret, and subsequently (with
a few interruptions) he carried out the duties not only of a composer, but also a conductor and the
head of the music department. The aesthetic platform of Distorted Mirror was determined with
Ehrenberg’s participation. It was particularly after the production of his opera parody Vampuka, the
African Bride that the theater set a course for dethroning the clichés of various theatrical genres.

The composer took an active part in the so-called anti-opera campaign launched by the leaders
of the Distorted Mirror, and created a number of plays that were very successful among his
contemporaries. Among them were Rychalovs Tour, The Cruel Baron, The Action on the Protested
Promissory Note and others. Operetta and pantomime, cantatas and romances, and symphonic music
also came in his view (The Modern Symphony, Schumette of Digestion). An ironic view of musical
and theatrical clichés has made it possible Ehrenberg to become virtually the chief musical parodist
of his time. In his experiments, Ehrenberg, possibly unwittingly, forestalled certain techniques
intrinsic to music of later times, including elements of instrumental theater (in his “memo-melo-
tragi drama” When knights were Valiant) and the use of non-artistic texts for artistic purposes (7he
Action on the Protested Promissory Note).

Keywords: Vladimir Ehrenberg, theater of miniatures Krivoe zerkalo [Distorted Mirror], opera
parody, operetta-parody, pantomime, Alexander Kugel, Nikolai Evreinov
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I B KynstypHOe Hacnepue B uctopuueckon oueHke W

Hayunas crares

Bnaaumup leopruesuy dpeH6epr:
cyab6a nepecMeLuHuKa

Harana UcunopoBua Enykunaze':?

'Poccutickas akademust myzviku umenu I necunwix, 2. Mockea, Poccus,
telemuh(@mail.ru, https://orcid.org/0000-0003-0487-7371
’[ocyoapcmeennolil uncmunmym uckycemeosnanus, 2. Mocksa, Poccus

Annomauyusa. B nacrosieil crarbe BliepBble B 0T€UECTBEHHON My3bIKaJbHON HayKe MPeACTaBIeH
TBOPYECKUU MOPTPET OJHOTO W3 TeaTpalbHbIX My3blkaHTOB CepebOpsiHoro Bexka — Biamumupa
I'eoprueBnua Dpenbepra. [louTtu mnsATHaAIATH JE€T CBOSH TBOPUYECKOW JKU3HH KOMIIO3HTOP
oTAan ciyk0e B Tearpax Manbix ¢opM, U3 KOTOpPhIX MaBHbIM Obl1 «KpuBoe 3epkano». Hapsmy
¢ Anekcanapom Kyrenem u 3uHangoi XoIMcKoi IpeHOepr CTOSUT Y HCTOKOB 3TOTO METEPOYPIrCKOro
kabape, a BIOCIEACTBUH (C HEKOTOPHIMU NEPEPhIBAMU) UCTIOIHSIT B HEM OOS3aHHOCTH HE TOJBKO
KOMIIO3UTOpa, HO TaKkxke AUPIKEpPA M 3aBEAYIOIIETO MY3bIKaJIbHON YacThbio. DcTeTHYecKas
wiardopma «3epkaia» onpeaenuiach He 0e3 ydactus DpeHOepra: UMEHHO MOCie MOCTaHOBKU €T0
ornepHoii mapoauu «Bamiyka, HeBecTa appukaHCKas» TeaTp B3sJ Kypc Ha pa3BEeHUYaHHE IITAMIIOB
Pa3IMYHbIX TEaTPaJbHBIX KaHPOB.

KoMmozuTop mpuHsis1aKTHBHOE y4acTHE B TAK HA3bIBAEMOI aHTHOTIEPHON KaMITaHU U, Pa3BEPHYTON
PYKOBOAUTENSAMU «3epKajiay, U CO3Aall psl Mbec, UMEBIIUX OONBIION YCIEX Yy COBPEMEHHUKOB.
Cpenn Hux: «l'acTponbp PrruanoBay», «XKectokuit 6apon», «JleicTBO 00 ONPOTECTOBAHHOM
BeKcene» W Apyrue. B morne ero 3peHus momaiau TakKe ONepeTTa U MaHTOMUMA, KaHTaThl U
pomanchl, cuMponunueckas Mmy3bika («CoBpemenHas cumponusy, «lllymerra nuieBapeHus»).
Wponnyeckuii B3NS Ha My3bIKaIbHO-TeaTpaIbHbIE ITAMITBI TO3BOJIUI DPEeHOEepry cTaTh eABa Jid
HE IMIaBHBIM MY3BIKaJIbHBIM MapOAUCTOM CBOETO BpeMeHHU. B mpolecce skciepuMeHToB DpeHoepr
MPEIBOCXUTUI HEKOTOPbIE MPUEMBI, CBOMCTBEHHBIE MY3bIKE O0JIe€ MO3AHETO BPEMEHHU, B TOM YHCIIE
3JIEMEHThl MHCTPYMEHTAJIBHOTO TeaTpa (B «MeMo-Meno-Tparu-apame» «Koraa peiapu Obu1n
OTBaXXHBI») U HCIIOJIB30BAaHUE HEXY/IO’KECTBEHHBIX TEKCTOB B XYJOXKECTBEHHBIX LemsiX («/lelicTBo
00 OIIPOTECTOBAHHOM BEKCEIIE»).

Knroueswie cnoea: Bnanumup Dpenbepr, Tearp munuariop «Kpusoe 3epkano», onepa-napoaus,
omnepeTTa-napoaus, nanromuma, Anekcaunp Kyrens, Hukonait EBperHoB

Jlna yumuposanusn: Enyxunze H. . Bnagumup ['eoprueBud DpenOepr: cynp0a nepecMenrHmKa
// TIpobmeMbl My3bIkaabHOM Hayku / Music Scholarship. 2023. Ne 1. C. 35-46. (Ha anrn. s3.)
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bnazooaprnocmu: ViccnenoBanue BBINOIHEHO NpU (UHAHCOBOM moanep:xkke PODOU B pamkax
HaygHoro mpoekta Ne 16-04-00483-OI'H «Omepnas mapomusi Kak XyJOKECTBEHHBIH (EHOMEH
B HCTOPHH €BPOIIEHCKOT0 U pyCCKOro My3bIkasibHOro Tearpa XVIII-XX BB.».

he history of European cabarets
I and cameo theaters involves many
celebrated names. The composers
who had some exposure to the cabaret,
to one degree or another, include Arnold
Schoenberg, Erik Satie, Alexander
Zemlinsky, Isaac Albeniz, Oscar Straus
and other extremely authoritative figures.
Russian small-scale theaters and cameo
theaters” cannot boast of such participants.
However, we have also had our “heroes.”
Their names, unlike the names of their
contemporaries, are presently known only to
specialists. Among the Russian composers,
most of whom were dilettantes, mention
must be made of the following musicians
who wrote music for the cabaret: Aleksei
Alekseevich Arkhangel'skii (1881-1941, the
critics called him nothing less than “the juror
composer of ‘Der Fledermaus’”); Nikolai
Aleksandrovich Manykin-Nevstruev (1869
— after 1917), and Ilya Aleksandrovich Sats

He was a parodist <...> “Dei gratia,”
a mocker permeated with the spirit of irony and sarcasm.’

(1875-1912) — the latter two are known
primarily for their activities at the legendary
Moscow Art Theater. As his contemporaries
had acknowledged, the “darling” of the
St. Petersburg-based cabaret Brodyachaya
sobaka [Stray Dog| was Nikolai Karlovich
Tsybul'skii  (1879-1919; pseudonym:
Count Aucontrere). Other people who were
connected with the cameo theater Krivoe
zerkalo [Distorted Mirror] was Vasilii
Avgustovich Shpis von Eshenbrukh (1872—
1919) and Nikolai Nikolaevich Evreinov
(1878-1953), as well as one of the co-
founders of the Distorted Mirror Vladimir
Georgievich Ehrenburg (1875-1923). The
destinies and the legacy of these composers
have been studied extremely unevenly. Thus,
the music of Ilya Sats, including that connected
with the Russian cameo theaters, has been
the object of Zhanna Panova’s dissertation.’
Ilya Sats’s musical output is examined in the
third chapter of Ilya Shamov’s dissertation

I Kugel' A. [Homo Novus]. V. G. Erenberg [Vladimir Ehrenberg]. Zhizn' iskusstva [The Life of Art].

1923. No. 38. P. 7.

2 Inrecent times the interest towards the phenomenon of the cabaret, both in Russia and in other countries,

has been noticeable activated. Researchers from the most various fields of humanitarian knowledge have turned
to this problem range. Among the articles from recent years, mention must be made of Vladimir Shekalov’s work
(Prima-balerina spuskaetsya v podval: “Vecher tantsev X VIII veka” Tamary Karsavinoi v “Brodyachei sobake”
[The Prima-Ballerina Descends to the Basement: “18th Century Dance Evening” an Evening of 18th Century
Dances of Tamara Karsavina at “The Stray Dog”]. Vestnik Akademii russkogo baleta im. A. Ya. Vaganovoi
[Gazette of the A. Ya. Vaganova Academy of Russian Ballet]. 2019. No. 1 (60), pp. 79-110), as well as Rimma
Arkhangel'skaya’s research works [1; 2].

3 Panova Zh. V. Il'va Sats — kompozitor na teatre (Khudozhnik v zerkale «Serebryanogo veka»): avtoref.
dis. ... kand. iskusstvovedeniya: 17.00.02 [The Composer Connected with Theater (The Artist in the Reflection
of the “Silver Age”): Thesis for Dissertation for the Degree of Cand. Sci. (Arts).: 17.00.02]. Moscow, 1994. 24 p.
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in the context of the stage direction style
of the MKhAT (the Moscow Art Academic
Theater).* Nikolai Manykin-Nevstruev was
discussed in Alexander Naumov’s article,
although the latter examines primarily the
composer’s role “in the formation of the
musical aesthetics of the productions of
the Moscow Art Theater,” rather than his
music written for cabaret. Brief biographical
information and an overview of the works
of Aleksei Arkhangel'skii were published
for the first time in the journal Problemy
muzykal'noi nauki / Music Scholarship for
2019; up to now, this has remained the sole
published work about the composer [3]. Up
to the present time, Vasilii Shpis-Eshenbrukh
and Nikolai Tsybul'skii have not found
themselves at the center of attention of the
musicological community, unlike Nikolai
Evreinov. Lately, the theme “Evreinov i
russkaya kul'tura” [“Evreinov and Russian
Culture] has been developed rather actively
by Nina Sviridovskaya [4; 5; 6].

The aim of this article is to present at
a first approximation the destiny and the
artistic legacy of Vladimir Georgievich
Ehrenberg, one of the musical cabaret
activists of Russia of the first decades of
the 20th century. It cannot be said that in

the history of Russian culture Ehrenberg
is entirely unknown. A sparse amount of
biographical information about him may
be found in such reputable editions as the
Soviet-era  Teatral'naya  entsiklopediya
[Theater Encyclopedial,® the encyclopedia
Estrada v Rossii. XX vek [Popular Music
in Russia. The 20th Century],” as well as
on the more trustworthy internet portals
(the encyclopedia Krugosvet [The Whole
World]). Nonetheless, he is primarily known
in connection with two circumstances. First
of all, Enrenberg was one of the creators
of the famous opera parody Vampuka,
nevesta afrikanskaya [Vampuka, African
Bride]. Second, he is famous (primarily in
theatrical circles) as the father of Vladimir
Vladimirovich  Ehrenberg, the Soviet
theatrical activist and movie actor.
Biographical information about the
composer is rather scarce, especially in
regard to his childhood and youthful years.
Ehrenberg was born into a large family. His
parents, Egor (Georg, Georgy) Karlovich
(a member of the guild of merchants) and
Sofia Gustavovna (née Schortmann, the
daughter of a titular counsellor) had 19
children. Most likely, the musician received
a legal education. This, at least, is what

4 Shamov S. B. Wrazitel'nye i formoobrazuyushchie funktsii udarnykh instrumentov v muzyke russkogo
dramaticheskogo teatra rubezha XIX—XX vekov na primere spektaklei MKhAT 1900—-1910-kh godov: avtoref.
dis. ... kand. iskusstvovedeniya: 17.00.02 [The Expressive and Form-Generating Functions of Percussion
Instruments in the Music of Russian Dramatic Theater of the Turn of the 19th and 20th Centuries on the
Example of Performances of the Moscow Art Academic Theater: Thesis for Dissertation for the Degree of

Cand. Sci. (Arts): 17.00.02]. Moscow, 2010. 24 p.

5 Naumov A. V. «V preddverii Satsa»: N. A. Manykin-Nevstruev — kompozitor i dirizher Moskovskogo
Khudozhestvennogo teatra 1900-kh godov [“On the Threshold of Satz”: N. A. Manykin-Nevstruev — Composer
and Conductor of the Moscow Art Theater in the 1900s]. Manuskript. 2021. Vol. 14, Issue 1, pp. 195-201.

¢ A.Iv. Erenberg, Vladimir Georgievich [Ehrenberg, Vladimir Georgievich]. Teatral'naya entsiklopediya
[Theater Encyclopedia]. In 5 Vol. Moscow: Sovetskaya entsiklopediya, 1967. Vol. 5. Col. 998.

7 Lopatin A. A. Erenberg Vladimir Georgievich [Ehrenberg, Vladimir Georgievich]. Estrada v Rossii.
XX vek. Entsiklopediya [Popular Music in Russia. The 20th Century. Encyclopedia]. Moscow: Olma-Press,

2004, pp. 763-764.
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was asserted by theater critic and one of
the founders of the St. Petersburg theater
Distorted Mirror Alexander Kugel, a friend
and close associate of Ehrenberg. Kugel
wrote: «upon a strange play of circumstances
he [Ehrenberg. — N. E.] was a proved juror,
but it is not possible to imagine a person less
equipped for the career of a lawyer. <...>
[He was] an artist to the marrow of his bones,
a typical representative of the bohemians
and of inconstancy of character.”®

In all probability, the young man did not
receive any professional musical education
either. According to the words of the
selfsame Kugel quoted in Nikolai Evreinov’s
memoirs, he “never studied the theory of
composition in any systematic way, relying
primarily on his own talent, intuition, his
musicality and the participation in a student
orchestra, beyond the stand of the cornet-a-
pistons.”™

Ehrenberg devoted the best years of his
life to theater. At the end of 1908, along
with Kugel and Kholmskaya, he became
the initiator of the founding of the cabaret
Distorted Mirror. The composer was a real
godsend for the Distorted Mirror, since
he “possessed the rarest gift — humor in
music. His music provided not only a good
mood <...> — it <...> was wicked, witty
and derisive. He was a parodist, as they say,
‘with the grace of God’...”!°

Ehrenberg served as the head of the
musical section of Distorted Mirror until

¥ Kugel' A. Op. cit. P. 7.

1916, also carrying out the duties of a
composer and a conductor. That same year,
1916, at the Liteyny Cameo Theater the
Musical Drama at the Third Pargolovo.
Near the Railway Station (based on a text by
Boris Geier); the comic opera The Wedding
(based on Chekhov) saw the limelight first
at the Liteyny Cameo Theater, then in the
Zimin Opera in Moscow (December 1916),
then at the Musical Drama Theater (1917).

From 1917 to 1919 Ehrenberg served at
the Mikhailovsky Theater (in Petrograd) in
the position of the producer; there jointly
with Sofia Maslovskaya he produced a
performance based on Jacques Offenbach’s
operetta Les oiseaux dans la charmille."
In 1918 he became a member of the Council of
State Opera (CSO) — the “supreme authority
of the self-administration of the state-
directed opera, bearing all the responsibility
for artistic work of the opera repertory
company.”'? According to the information in
the press, the Presidium of the Council was
headed by Feodor Chaliapin in the position
of honorary emeritus, while Ehrenberg
was included into the administration of the
Council of the State Opera (CSO), “by the
soloist artists,” albeit, in the position of the
producer."

Information about the composer’s life
after 1918 1s even more fragmentary. In
1923 Distorted Mirror, which was closed
down in the post-revolutionary period, was
revived. In Zinaida Kholmskaya’s memoirs

® Evreinov N. N. V shkole ostroumiya: Vospominaniya o teatre «Krivoe zerkaloy [In the School of Wit:
Memoirs of the Theater “Distorted Mirror”’]. Moscow: Iskusstvo, 1998. P. 142,

10 Kugel' A. Op. cit. P. 7.

W Biryuch Petrogradskikh Gosudarstvennykh teatrov [Herald of the Petrograd State Theaters]. 1918.

No. 1. P. 24.

12 1z zhizni Gosudarstvennoi opery. Khronika [From the Life of State-Directed Opera. Herald]. Biryuch.

1918. No. 6. P. 55.
1 Ibid.
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we find the mention that “Ehrenberg is alive
and well”, and his works appear again in
the theater programs — for the most part,
in plays from the old repertoire. Having
completed the first theatrical season in the
Soviet period, the troupe Distorted Mirror
went on tours as part of their activities.
Ehrenberg accompanied the theater in the
role of the head of the musical section and the
conductor. But he never returned to Moscow.
On September 14, 1923 the composer died
in Kharkov from complications resulting
from typhoid fever.'*

The greater part of Ehrenberg’s musical
legacy is connected with his work at the
Distorted Mirror, while his fame in the
theatrical circles of the Russian capitals and
the provinces came to him from Vampuka,
African Bride, created in co-authorship
with Mikhail Nikolaevich Volkonskii
(Anchar Mantsenilov). It was particularly
this composition from which the anti-opera
campaign began. The theory of anti-opera
was formulated in his notes by Kugel,
while the task of realizing it fell for the most
part on Ehrenberg. During the period from
1909 to 1915 a number of compositions was

14 Kugel' A. Op. cit. P. 7.

written by him which are either real opera
parodies or come very close to them.

After discrediting the stereotypes of the
so-called grand opera of the Meyerbeer
and Verdi variety in Vampuka, Ehrenberg
passed towards the Wagner model, having
created in 1910 the opera opera Zhestokii
baron [The Cruel Baron] set to Vladimir
Giatsintov’s  text. Unfortunately, the
location of the score materials of the
Baron has not been established, however,
the concise description given by Mariya
Yarotskaya in Letopis' “Krivogo zerkala”
[The Chronicles of the “Distorted Mirror™]
and the response in the Russkoe slovo
[Russian Word] make it possible for us
to judge about the object of the parody:
“The pilgrims’ choir, each protagonist has
his own leitmotif. A minimum of singing
and words. The predominant role of the
orchestra”'®; “The Cruel Baron presents an
attempt of a comic opera in new forms, a
combination of characteristic comic and
tragic leitmotifs which illustrate a /a Wagner
the tragicomedy of the stage positions and
providing a comic stylization of the Middle
Ages.”"

15" As Liudmila Tikhvinskaya writes, “in his numerous memorandum Kugel developed an entire theory

of anti-opera. Opera, which in his opinion was a “conventional” and “artificial-theoretical” art, limited in its
possibilities, was juxtaposed by him with the limitless artistic options of primitive songs, French chansons,
as well as Russian and gypsy songs, considering that only in this “elementary,” pre-aesthetic, spontaneous
singing are the natural and organic features of life preserved.” See: Tikhvinskaya L. 1. Povsednevnaya zhizn'
teatral’noi bogemy Serebryanogo veka: Kabare i teatr miniatyur v Rossii: 1908—1917 [The Everyday Life of
the Theatrical Bohemians of the Silver Age: Cabaret and Cameo Theater in Russia: 1908—1917]. Moscow:
Molodaya gvardiya, 2005. (Zhivaya istoriya: Povsednevnaya zhizn' chelovechestva [Live History: The Everyday
Life of Humanity]). P. 71.

' Yarotskaya M. K. Letopis' teatra «Krivoe zerkalo». Sbornik vyskazyvanii pressy, teatral'nykh deyatelei
o teatre, programmy spektaklei teatra, sostav truppy za period s 1908 po 1918 gg. [Chronicles of the “Distorted
Mirror” Theater. Compilation of Utterances by the Press and by Theatrical Activists about Theater, Programs
of Performances of the Theater, and the Makeup of the Repertory Company during the Period Between 1908
and 1918). Rossiiskii gosudarstvennyi arkhiv literatury i iskusstva [Russian State Archive of Literature and
Art]. Fund 2352, list 1, unit of storage 62. P. 74.

' Russkoe slovo [The Russian Word). April 4, 1910. Cit. ex: Yarotskaya M. K. Op. cit. P. 74.
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The anti-opera campaign continued in
the 1911-1912 season with a performance
of Gastrol' Rychalova [Rychalov’s Tour]."®
The second act of Anchar Manchenilov’s
rehearsal play presented a parody of a
botched opera performance in a Russian
province; the musical object of the parody
was still Western European Romantic
opera — Meyerbeer, Verdi, Gounod, etc.
According to the testimony of Nikolai
Evreinov, Rychalov's Tour became a second
“thriller” of the Distorted Mirror after
Vampuka and enjoyed continuous success
with the public, including the emperor and
the imperial family.

A considerable amount of success fell on
the lot of the “mystical-realistic performances”
The Action about the Protested Promissory
Note and Its Law Writ of Execution (set
to the text by Vladimir Azov, 1914).7
A reviewer of the Moscow-based
Teatral'naya gazeta |[Theater Gazette],
when describing the Action, placed it
unto a remarkably high context, “After
Sergei Rachmaninoff, who ventured
with a boldness of talent to set to music
Stanislavsky’s prosaic greeting on the
jubilee of the Art Theater, and then the
monologue from Chekhov’s Uncle Vanya
— Mr. Ehrenberg gives us an entire aria
set to an official text of a bill of credit —
‘Following this bill of mine I am obligated,

I am obligated, obligated to pay Ivan
Ivanovich Sibiryakov or whosoever else
he will order (basses: ‘or whosoever else
he will order’) a hundred rubles, etc.””*
Thereby, the Action may be evaluated
as one of the first opera experiments of
setting to music an unartistic text in some
way forestalling the future experiments of
young Dmitrii Shostakovich in his opera
The Nose.

As for the objects of this parody, the
reviewer “heard distinctly” in Ehrenberg’s
musical setting “humorous imitations of
Mussorgsky, <...> in that section which
brings out ‘the good and evil spirits’ of
the judicial delivery boys and real estate
brokers and especially the ‘neutral spirit’
of the civic statute <...>, as well as their
characterization in the spirit of Meyerbeer
with his inclinations towards spectacular
ensembles and vivid choruses.”!

The anti-opera campaign unfurled
by Alexander Kugel and his associates
implicated other musical-theatrical genres,
including ballet and opera into its orbit.
Ehrenberg did not write parodies of ballets,
but he turned to operetta. Both of the
parody operettas created by him were very
received very favorably both by the public
and by the critics. The premiere of “Vostorgi
Iyubvi [The Delights of Love] in 2 Acts
with Singing, Dancing, a Procession and

'8 For more detail about this: Enukidze N. I. Russkie vampuki do i posle «Vampuki»: nekotorye
nablyudeniya nad istoriei opernoi parodii [Russian Vampukas Before and After “Vampuka”: Certain
Observations of the History of Opera Parody]. Uchenye zapiski RAM im. Gnesinykh [Scholarly Articles of the
Gnesin Russian Academy of Music]. 2012. No. 1, pp. 50-53.

1 For more details about this see: Enukidze N. 1. Opernaya parodiya v Rossii v pervoi treti XX veka
i kabare: tochka skhoda [Opera Parody in Russia in the First Third of the 20th Century and Cabaret: Point
of Assembly]. Sovremennye problemy muzykoznaniya [Contemporary Issues of Musicology]. 2018. No. 1,

pp- 39-45.

20 S. R-skii. Ostryi talant [A Sharp Talent)]. Teatral'naya gazeta [Theatrical Gazette]. 1915. No. 11.

Cit. ex: Yarotskaya M. K. Op. cit. P. 229.
21 Cit. ex: Yarotskaya M. K. Op. cit. P. 229.
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an Apotheosis” set to a libretto by Nikolai
Urvantsov (Urvantsev) — took place in the
1909-1910 season. Both the libretto and
the music presented “a concentration of
the banality and the primitive qualities of
the German-Russian operetta tradition.”?*
Another parody work — Syn dvukh
materei [The Son of Two Mothers] (setto a
libretto by an unspecified writer, 1914) —
presented in itself, as the program stated,
“the first real Russian operetta in which,
according to its creators, the plotline, text
and music — everything was ‘derived.””
Ehrenburg’s musical setting, “written with
great humor,” consisted of “a mixture of
popular quasi-Gypsy romances, kewpies
and tangoes to the most awful, dramatic
positions.”?

The pantomime became the most high-
demand genre in the theatrical culture of
the Silver Age. The heightened interest in
it inspired the performance of Vsevolod
Meyerkhold’s Scarf of Columbine based
on Arthur Schnitzler’s play with Ernst
Dohnanyi’s music (House of Intermezzi,
1910). As Vadim Shcherbakov writes,
“The triumph of Meyerkhold’s cabaret
pantomime could not have passed unnoticed
at the Distorted Mirror. Kholmskaya, as
well as Kugel and Evreinov wished to have
their own soundless hit song.”** Thus, the
theater’s repertoire was supplemented by
the pantomime Chetyre mertvetsa F'yametty
[Fiamettas Four Dead People] (1911),
which was staged, just as Meyerkhold’s
performance was, with the participation of
the Italian comedy of masks.

22 Cit. ex: Yarotskaya M. K. Op. cit. P. 65.
3 Tbid.

Ehrenberg did not support the “mask”
theme, but still he responded to the genre
itself. During the time of his work at the
theater he wrote three pantomimes. In
Sumurun (1912) Scheherazade’s Fairy
Tales were used as a literary source. Krug
zhizni odnogo zavoevatelya [The Circle
of Life of one Conqueror] appeared in the
repertoire during the 1914 season as a
pantomime-caricature of Kaiser Wilhelm
II, the German emperor and king of Prussia,
and became a part of the “anti-German
program” of Distorted Mirror during
World War I. The critics acknowledged the
music of the pantomime to be successful:
“Mr. Ehrenburg presented a new example
of his undoubtedly original and talented
humorous music, this time illustrating a
pantomime-caricature — The Circle of Life
of one Conqueror. The first two acts —
‘Birth’ and ‘Activities’ — are amusing and
at times aroused outbursts of laughter and
applause.”?

In the pantomime of the previous year —
Kogda rytsari byli otvazhny [ When Knights
were Valorous],a‘““mimo-melo-tragi-drama”
in one scene (a pantomime) by Boris Geier
(1913) — the composer invented a special
technique of depiction. All the protagonists
of the play were demonstrated by means the
sounds of particular musical instruments:
the king — by a trombone, the queen —
by an oboe, the knights — by a cello and
a horn, the courtier knights — by a viola
and a bassoon, the ladies-in-waiting — by a
violin and a clarinet, and the indispensable
conspirators — by a double-bass and a

24 Shcherbakov V. A. Pantomimy Serebryanogo veka [Pantomimes of the Silver Age]. St. Petersburg:
Peterburgskii teatral'nyi zhurnal [St. Petersburg Theater Journal], 2014. P. 82.
2> Tamarin N. Krivoe zerkalo [Distorted Mirror]. Teatr i iskusstvo [Theater and Art]. 1914. No. 40. P. 778.
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drum.** Such a “technique” presented
a considerable amount of difficulty for
the artists: “...The originality [of the
pantomime. — N. E.] is in that it is not only
played out with the support of the music,
but that each protagonist possesses his or
her own instrument in the orchestra which
speaks for him or her. The orchestra is done
in a very humorous fashion and merges
very well with what takes place on stage.
The artists <...> have not yet achieved a
sufficiently good ensemble, but this will
take place in due time; the task which befell
them was very difficult, here one needs a
great musical sense and an exclusive plastic
suppleness in order to amalgamate each
motion absolutely precisely, endowing
it with exhaustive expressivity with the
corresponding musical chord.?”’

In the programs of Distorted Mirror
Ehrenberg also demonstrated himself as
an orchestral composer, having composed
in 1912 the symphonic poem (parody)
Napoleon, in 1914 — Shumette of Digestion,
and in 1917 — the Contemporary Symphony.
The symphonic poem became one of the
numbers of a thematic evening under the
title of Napoleon in the ‘Distorted Mirror.’
The symphonic poem was a caricature
of tendentious interpretations historical
events of and consisted of five movements:
1. The Condition of Russia prior to
Napoleon'’s Invasion; II. The Incursion
of the Twelve Languages; IIl. The Battle
of Borodino,; 1V. The Fire of Moscow,

V. The Gloomy Locality on St. Helena
Island. In Maria Yarotskaya’s Chronicles...
it is marked that the symphonic poem
was performed “with great humor <...>
by an orchestra under the direction of the
talented and versatile composer; especially
funny was the “incursion of the twelve
languages.””® The fourth movement —
The Fire of Moscow — was written by
Ehrenberg on motives of popular songs.

Shumette of Digestion was a sideshow
into the parody on the futurist dramaturgy
“a show with an inter-theosis Sausage from
Butterflies, or Zapendya.” It is possible that
the symphony, thereby, parodied the music
of Mikhail Matyushin to the first futurist
opera Victory over the Sun, the world
premiere of which took place in December
1913. According to the reviewer of Teatr
i iskusstvo [Theater and Art] Ars. B., the
composition aroused “outbursts of laughter”
because of its “remarkable ability to evoke
humorous effects of harmonization out of
the orchestra.””

Ehrenberg’s final oeuvre for the
Distorted Mirror was the Contemporary
Symphony, renamed after the Bolshevik
revolution of 1917 into the Symphony of the
Old Regime. “It [the symphony. — N. E.]
was conceived in the form of a real three-
movement parody on the solemn music
found in symphonies. The movements
are as follows: 1. the small loaf, 2. sugar
and 3. spiritus vini. The most interesting
movement is the last, reminding of the

26 Cit. ex: Yarotskaya M. K. Op. cit. P. 202. The technique invented by the composer arouses particular
associations with instrumental theater, the basic principles of which would be formulated much later. I express
my sincere gratitude to Svetlana Savenko for this observation.

27 Zigfrid [Stark E. A.]. «Krivoe zerkalo» [“Distorted Mirror”]. Teatr i iskusstvo [ Theater and Art]. 1913.

October 27. No. 43. P. 856.
2 Yarotskaya M. K. Op. cit. P. 144,

¥ Ars. B. Krivoe zerkalo [Distorted Mirror]. Teatr i iskusstvo [Theater and Art]. 1914. No. 4. p. 78.
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Dies irae movement of the well-known
Requiems...”*° In October 1917 Distorted
Mirror went out on a tour to Moscow, where
the composition was performed with a new
title and also received favorable reviews
from the press: “A genuine humorist in
music, this time Ehrenberg has performed
a jest with an entire orchestra. Against the
background of superficial techniques of the
symphony, he used the motives of the ‘old
regime,’ such as the music on spiritus vini,
<...>etc.”!

The musical-theatrical legacy of
Vladimir Ehrenberg is not limited to the
genres of opera, operetta, pantomime and
symphony. The audiences were especially
fond of the Solemn Cantata to the second
anniversary of Distorted Mirror and the
concert program of the Solemn Public
Proceedings in Memory of Koz'ma Prutkov
Commemorating the 50th Anniversary
of his Decease (1913). The program of
the latter included three vocal miniatures
set to Koz'ma Prutkov’s poems: the duo
Na vzmor'e [On the Seaside], the trio
Konduktor i tarantul [The Conductor and
the Tarantula] and the quartet Vy lyubite li
syr? [Do you Like Cheese?].

Ehrenberg also either wrote or compiled
music to the other miniatures of the Distorted
Mirror, however, due to the lack of authentic
information it has not always been possible
to define their genre. Theatrical plays
with Ehrenberg’s music included Pyotr
Potemkin’s Svyashchennyi lebed' Kapitoliya
[The Sacred Swan of the Capitol] (text by
Boris Geier), Barometr Koppeliusa [The

Barometer of Coppelius], and Muzykal'naya
stsenka [Musical Scene] (1911), Leo
Nikulin’s humorous fairy tale V' Versale
[In Versailles] (1912), Mudryi Charudatta
[The Wise Ciarudattal (a musical
tragicomedy, 1910), Takova zhenshchina
[Such is the Woman], a musical satire with
Vladimir Podgornyi’s text, and Prekrasnye
sabinyanki [The Beautiful Sabines]
(a political satire, a historical performance
in 2 acts and 3 scenes, a work of Leonid
Andreev, 1911). Of all the aforementioned
numbers only the description of the last one
has been preserved.

Prekrasnye sabinyanki presented a
plotline from Roman history (produced
by Nikolai Evreinov, according to Leonid
Andreev) interpreted in a political context.
The Sabines, as Evreinov remarked, “are
constitutional democrats, whose wives are
nothing else than the freedoms which, as
it appears to the Sabines, were obtained
by them in 1905.”** The Sabines’ state of
indecision was especially vividly highlighted
by the musical accompaniment Ehrenberg
thought of. “The most remarkable in our
production,” — as Zinaida Kholmskaya
remembers, — was the music composed
by Vladimir Ehrenberg,*® to the sound of
which the Sabine cadets moved, making two
steps forward and one stop backward. Two
steps forward — and the vigorous, strong
and belligerent sounds of the Marseillaise
are heard. One step backwards — and the
Marseillaise transforms into some kind of
heinous, drawling-mournful, base-spirited
whimper of a beaten dog. This is the

30 Vechernee vremya [ Evening Time]. February 4, 1917. Cit. ex: Yarotskaya M. K. Op. cit. P. 293.
3U Teatral'naya gazeta [Theater Gazette]. 1917. No. 16. Cit. ex: Yarotskaya M. K. Op. cit. P. 297.

32 Evreinov N. N. Op. cit. P. 318.

33 In his memoirs Nikolai Evreinov asserts that the invention of this musical technique should be credited

to him (see: Evreinov N. N. Op. cit., pp. 318-319).
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cadets’ Marseillaise,** which has always
aroused concurrent peals of laughter and
unceasing applause of the public, marked
out more vividly than any spoken text and
demonstrated the political physiognomy and
cowardly evasive tactics of the so-called
“party of people’s freedom.”??

Vladimir Ehrenberg’s musical discoveries
frequently drew the attention of the press,
but only one critic in 1915 published in the
Teatral'naya gazeta a full-fledged article
devoted to the composer titled Ostryi talant

[A Sharp Talent]. There, similar to many
of his contemporaries, gave due credit to
Ehrenberg’s musical gift, noting the variety
of genres of his work, “his exuberant talent,”
his “refined musical taste and solid technical
skill.”?® It may be that not everybody would
agree with such a characterization. And
yet we shall agree with Kugel’s opinion: in
the history of Russian vaudeville theaters
Ehrenberg remains as an unsurpassed
musical satirist and parodist. And as an
eternal “mocker of fate”...
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choral writing, signified, along with the theme of Greek Antiquity, the existential problem range
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juxtapositions of ordinary and laryngeal singing, glissando, both in alternation with tremolo and
carried out by means of overlapping. At the same time, starting with the composition Pour la paix,
certain elements of Xenakis’ early writing return — “sound clouds” (Iannis Xenakis), the image of
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XopoBoe NUCbMO B NO3AHUX cCOYMHEeHUsX AHHuca KceHakuca

Asexkcanap CepreeBn4 PoixkuHCKMT

Poccuiickaa akaoemus mysvixu umenu I Hecunwix,
2. Mockea, Poccus,
loring@list.ru, https://orcid.org/0000-0001-9558-0252

Annomayua. Ctatbs NOCBsIIEHA 0COOEHHOCTSM XOPOBOI'0 MUChbMa COUMHEHUH BBIAAIOLIETOCS
MpeCTaBUTENs MOocleBOeHHOro aBaHrapaa Slnnuca Kcenakuca (1922-2001), co3maHHBIX B €ro
MOCJIEHEE TBOPUYECKOE JBajuaruieTve. PaccMaTpuBaroTcs BOIPOCHI COOTHOUIEHMSI MY3BIKH U
CJIOBa, UCTI0JIb30BaHUS MPUEMOB «poHeMHOI Komno3uim» (Koncrantun @nopoc) B neecax Nekuia,
Serment-Orkos, Knephas, Pour la paix, Sea nymphs. Oco0oe BHUMaHUE yAENAETCS YHUKATbHOMY
CJIyyaro KOJMPOBAHUS JUTEPATYpPHOro Tekcrta Aptiopa PemOo B nbece Pu wijnuej we fyp. Y3noBas
B 9BOJIIOLIMM XOPOBOTO MHChbMa KOMIIO3MTOpa BOKaJIbHO-OpKeCTpoBas mbeca Nekuia 0003Haumna,
HapsAIy ¢ aHTUYHOM TeMOM, SK3MCTEHIMAJIbHYIO IPOOIEMaTHKY, CBSI3aHHYIO C 00pa3aMu CMEpTH,
BOIHBI, HACWJINA HaJ JIMYHOCTHbIO. JlaHHAs TeMaTWKa CTAaHOBUTCS ONPEACISAIOLIEH B IMO3AHUX
XOpOBBIX Npou3BeaeHusx Kcenakuca.

B pamkax QaxTypHOro aHamu3a BBISBISIOTCS KaK OCHOBHBIE TEKCTYpHBIE PAa3HOBUAHOCTH:
HOBeHIIMe MPUEMBI «KICKYCCTBEHHOM peBepOeparumy» (SIHHuc Kcenakuc), 371eMeHThI « 1MaroHalIbHON
daxtype» (Banentuna Xosomnoa), XapakTepHbIE IS KOMIO3HUTOPOB-POMAHTHUKOB BHJIBI
U3JI0KEHUS], KIIacCUUecKre NMPUEMBI conocTaBieHus soli — tutti. OCHOBHBIE PeCypChl TEMOPUKU
BKJIIOYAIOT W3MEHEHUS OIVIACOBKM TOHA IIOCPEICTBOM KOHTHMHYAJIBHOIO Iepexoja OT OIHOMU
IJIaCHOM K JPYyTOM, O3BYYEHHBIE IOCIIEJOBATEIBHOCTU BJIOXOB M BBIJIOXOB, IPOTUBOIIOCTABICHUE
OOBIYHOTO U TOPTAHHOTO TMeHMsl, glissando Kak B 4epeloBaHUH C fremolo, Tak U B HAJIO)KEHUU JAPYT
Ha japyra. Bmecre ¢ Tem HauuHast ¢ Pour la paix BO3BpaIaloOTCsi HEKOTOPBIE JIEMEHTHI PaHHETO
xopoBoro nucbMma Kcenaknca — «3BykoBble o0naka» (SInauc Kcenakuc), 00pa3 KOTOpbIX co3naéres
HEHOPMHUPOBAaHHBIM KPUKOM, KOMIJIEMEHTAPHOH Mosn(poHUYeCKoil PaKkTypoii, XxapakTepusyrouiencs
TEMaTU4YeCKUM U PUTMHUYECKUM MOJ00HMEM CaMOCTOSTENIbHBIX IOJIOCOB. B COBOKYIHOCTH BCE 3TO
00yCIIOBIIMBAET SPKYIO MHAWBUIYATbHOCTh TBOpUECKOro Meroaa Kcenakuca.
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Kniouegvie cnosa: coBpeMeHHas XOpoBasi My3bIKa, IIOCIEBOCHHBIN aBaHrapy, Sluanc Kcenakuc,
baxTypa, TeMOpurKa, pOHEMHAsE KOMIIO3HIIUS, My3bIKa U CIIOBO

Jna yumuposanusa: Peoxunckuit A. C. XopoBoe MUChMO B MO3JAHUX COYMHEHMAX SIHHMCa
Kcenaxuca // IIpo6nemsl My3bikanbHON Hayku / Music Scholarship. 2023. Ne 1. C. 47-61.
(Ha anrm. s13.) DOI: 10.56620/2782-3598.2023.1.047-061

bnazooapruocmu: ViccnenoBanue BHITIOTHEHO ITpH GUHAHCOBOH noziepkke Poccuiickoro houmga
bynaaMeHTaNbHBIX nccienoBanuii (PODI) B pamkax Haygnoro npoekta, Ne 16-04-50011-OT'H(d)
«3anagHoeBponeiickas XopoBasi My3blka Bropoi nosioBuHbl X X Beka: Utanus, ['epmanus, @panuusy».

lannis Xenakis (1922-2001) is one important is the moment of appearance of
of the most radical representatives of any particular tone in the overall structure
the postwar avant-garde, who consciously of a composition.”” And this multiplicity
aspired not to fit in with its overall direction.  depends on the audibility of the sounds in
By his rejection of serialism, popular in the  various time lengths, in connection with
1950s, which was closely connected with ~ which there appear unexpected timbral
acoustic pointillism, he outraged the leaders effects, which differentiate such sonorics (in
of new music Pierre Boulez and Karlheinz  correspondence with Xenakis’ gradation)
Stockhausen. After Xenakis wrote a into various forces of acoustic flow: “sound
polemical article about the serial method, he, waves,” “sound clouds” and “sound mass.”
obviously, “set the entire European avant- Xenakis himself describes the method of
garde against himself.”” creation of his compositions the following
However, speaking out with criticism way: “The scientific approach is rather
of serialism and pointillism, the composer, limited, since it is dry and complicated in
as paradoxical as this may be, in his own its application, and musicians frequently
system gave the greatest amount of attention  disdain it and concentrate exclusively on the
particularly to the aesthetics of tone. [1] musical side. Science and music have many
Guiding himself by the set theory of things in common, even though they use
German mathematician Georg Cantor (1845—  different methods.”
1918), Xenakis was convinced, as Yulia Stemming from such an approach, which
Azarovaobserves, thatamusical composition  is not only aesthetic, but also scientific, on
presents a multiplicity of separate elements  the part of the composer towards the nature of

French composer of Greek descent of tone which demonstrates that “the most

' Gorokhov A. lannis Xenakis. Nemetskaya volna, 2001 [The German Wave, 2001].
URL: https://muzprosvet.ru/xenakis.html (accessed: 02.03.2023).

2 Azarova Yu. O. Filosofiya muzyki Ya. Ksenakisa [The Philosophy of Iannis Xenakis’ Music].
Iskusstvo i khudozhestvennoe obrazovanie v kontekste mezhkul'turnogo vzaimodeistviya: materialy VI Mezhd.
nauchno-prakt. konf. [Art and Artistic Education in the Context of Intercultural Interaction: Materials of the
Sixth Scholarly-Practical Conference]. Kazan, 2017. P. 140.

3 Ibid. P. 141.

4 Cit. ex: Obrist Kh. U. Kratkaya istoriya novoi muzyki [A Concise History of New Music]. Moscow:
Ad Marginem Press, 2015. P. 74.
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sound and, first of all, towards the phoneme of
the language of music® and towards the flow
of sound, we shall analyze Xenakis’ vocal-
orchestral composition Nekuia (1981). It
demonstrates the existential problem range,
characteristic for all the periods of his music,
connected with the images of death, war,
and violence over personality. These morbid
images appeared from the composer’s own
life experience. During the years of World
War II he himself fought in a partisan unit
against the Nazis, and then (at the end of
1944) — against the British “liberators.”
As the result of a heavy wound and
concussion, he lost an eye. As a communist,
he was declared to be a national criminal and
sentenced to death, but escaped to France
(the death sentence was revoked only in
1974).% Thereby, the wartime events, upon
the just observation of Andrei Gorokhov,
were conducive to forming Xenakis’ idea
of music as a crowd and an elemental force.
For this reason, it is not accidentally that
his music “sounds much more abundantly
and expressively in terms of its timbre than
the works of his competitors Boulez and
Stockhausen. Xenakis’ music is much more
dramatic and tragic.”” The motive of death,
one of the most determinant themes of the
first musical tragedies, also becomes crucial
in the subsequent compositions, asserting

themselves either in the literary text (Pour
la paix, Pu wijnuej we fyp, Sea Nymphs), or
in the titles of the compositions (Knephas),
sometimes in both (Nekuia).

The tragic theme in Xenakis’ worldview
obtained more massive proportions, which
was intrinsic to Ancient Greek philosophy,
based on the universal theme of man, and
Xenakis as a Greek felt great kinship to
this. Elena Ferapontova defines this theme
as a “macro-theme,”® which connects with
each other the choral works written on the
text of the Ancient Greek tragedians, and the
works which the composer bases himself
on other literary sources, thereby, defining
the conditionality of the boundary between
the Ancient Greek and the existential theme
proper. These received especially broad
dissemination in the composer’s late oeuvres,
in many ways having also stipulated the
changes in the style of choral writing.

The first work in Xenakis’ musical output
to have demonstrated a combination of the
principles of phonemic’ and more traditional
musical-literary composition based on the
interaction between musical and verbal
elements was Nekuia (in translation from the
Ancient Greek, it means the ritual of calling
up the dead in order to foretell the future).'”

Unlike many of his colleagues, the
composer did not turn to polytextuality

5 The word phoneme (from the Greek pdvnuo — sound or voice) signifies the minimal semantic unit in
language. In this particular case, the author of the article means the succession of vowel sounds.

6 See: Gorokhov A. Ibid.
7 Tbid.

8 Ferapontova E. V. Vokal'naya muzyka Yannisa Ksenakisa kak fenomen ego kompozitorskogo
tvorchestva: dis. ... kand. iskusstvovedeniya: 17.00.02 [lannis Xenakis’ Vocal Music as a Phenomenon of his
Compositional Creativity: Dissertation for the Degree of Cand. Sci. (Arts): 17.00.02]. Moscow, 2007. P. 11.

® Phoneme composition is a type of vocal music based on free operation of phonemes which
are independent of any definite verbal text. The concept of phoneme composition is used in his work
by Konstantin Floros. See: Floros K. Gyérgy Ligeti: beyond Avant-garde and Postmodernism. Trans.
by E. Bernhardt-Kabisch. Frankfurt am Main: Peter Lang GmbH, 2014. P. 96.

19 Surette L. The Birth of Modernism: Ezra Pound, T. S. Eliot, W. B. Yeats, and the Occult. Canada, 1994.

P. 68.
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in Nekuia: the texts in French (Francoise
Xenakis) and in German (Jean-Paul Richter)
are presented isolated from each other. At
the same time, Xenakis can dissever the text
into parts, disarticulate separate words from
it, and unfold various sections of the phrases
from each other (Scheme 1).

However, instances of detachment
of words into syllables or phonemes are
virtually absent here. Only in two fragments
of the score it is possible to discern such
an approach. Thus, in the phrase “Sternen-
Schnee gestober” the last word gestober is
presented in a disguised, toned down fashion
([ge] — [o]), initiating the start of the
unfolded section of phonemic composition
(mm. 55-86), and subsequently is sounded
out fully. In the word Orkanen transferred
into the second phrase the prolonged vibrant
[r] stands out, also typical for the choral
scores of some of Xenakis’ contemporaries
(for example, Mauricio Kagel’s cycle of
seven pieces for chorus Rrrrrrr... and
Luciano Berio’s Canticum novissimi
testamenti) (Example No. 1).

It must be observed, however, that
the detachment of the phonemes from
the literary text does not occur, as such.
Xenakis, here, similarly to Luigi Nono, who
perceived phonetics as the most important
constituent of words, makes use of the
phonetic resource of the verbal set, whereas

Example No. 1 lannis Xenakis. Nekuio.
Tenor and bass parts, mm. 205-206
Cheeur
wh > - X ‘_-‘
b o = OR - |KA - NEN
b Choeur i |
% (OR) on= | KK e
— = —
Bas.| ©® G e
e ] —!
(O-R) . OR KA-NEN.

the predominating phonemic sections in
the composition, based, as in Cendreés,
on a succession of the main vowels [A],
[1], [O], [U], [E], exist independently of
Jean Paul Richter’s texts — as yet another
text (or, to be more precise, a quasi-text).
It is noteworthy that in the composition
Nuits (Night), written in response to the
coup organized by the military junta in
Greece at that time and dedicated to the
political prisoners, Xenakis, who created
a phonemic composition for the first time
in 1967-1968, did not reject the use of its
resources in his subsequent compositions.
This confirms the thought expressed by
us earlier: “... in ‘Nuits’ Xenakis, having
freed himself from the obligations exerted
upon him by the availability of the verbal
element and the presence of the stage action,

Scheme 1. A Fragment of the Poetic Text from lannis Xenakis' Nekuia:

“Ecoute” (Francoise Xenakis):

“Le vent qui décoiffe /es morts, casques roulés au loin, (mm. 40—49)

[ventre ouvert ...]
[corolle étalée]” (mm. 261-262).

“Siebenkés” (J.-P. Richter):

“Orkanen; Sternen-Schnee _ge [0] <phonemes> gestober (mm. 50-54 <...> mm. 8§7-91);
funkelnde Tau [Or_kanen] der Gestirne ausblinkt (Rede des toten Christus...)” (mm. 197-208).
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is concentrated, first of all, on the use of an
abundant spectrum of possibilities which
the contemporary art of choral writing and
singing offers the composer.”"

The literary texts included in the
composition, despite the absence of
polytextual unfolding, are practically

inaudible in the listeners’ perception, which
is conditioned by the textural solutions of
composition demonstrating an aspiration
toward the effects of so-called ‘“artificial
reverberation.”'? What is meant in this case
here is the application of the principles
of canonic composition with a minimal
amount of distance between the thesis and
the arsis (Example No. 2). [2] Such textural

Example No. 2

organization creates an evidently perceptive
stereo sound stipulated by a consistent
transference of the sounding tone from one
vocal part to another.

Unlike Gyorgy Ligeti (in his Requiem
and Lux Aeterna) and Luigi Nono (Ha
venido: canciones para Silvia, Sard dolce
tacere), Xenakis’ attention is centered on
the effect of reverberation, which in the
aforementioned composers’ works presented
the “side product” of timbral modulation.
Xenakis is not very interested in separate
tones, or even in separate lines. This can
be distinctly seen in the understanding of
the possibilities of “diagonal texture,”"
principally different from Nono’s. Whereas

lannis Xenakis. Mekuio, mm. 40-41

' Ryzhinsky A. S. Khorovaya muzyka Yannisa Ksenakisa 1960-kh godov: ot iskusstva Antichnosti k

Avangardu [lannis Xenakis’ Choral Music of the 1960s: from the Art of Antiquity towards the Avant-garde].
Vestnik Akademii Russkogo baleta imeni V. Ya. Vaganovoi [Herald of the V. Ya. Vaganova Academy of Russian
Ballet]. 2018. No. 6 (59). P. 217.

12 In the introduction to his score, the composer focuses our attention on two technical approaches:
“On the technical level there is, for example, the inclusion and processing of non-octave scales within the
framework of my theory of the sieve, moreover, the multiplication of the transferred melodic examples as a
sort of artificial reverberation [my italics. — 4. R.]”. See: Xenakis 1. Nekuia. Paris: Salabert Editions, 1992. P. IV.

3 The term diagonal texture belongs to Valentina Kholopova. The researcher observes that
“the appearance of the concept of the textural diagonal was evoked by certain innovations of composition
in 20th century European music, especially starting from the 1950s.” See: Kholopova V. N. Teoriya muzyki
[The Theory of Music]. St. Petersburg: Lan, 2002. P. 190. In the present work what is understood by diagonal
texture is the musical statement within the framework of which the sounds or groups of sounds of the melodic
line are brought in consistently in a diagonal direction in ascending (from the bass parts to the soprano parts)
or descending order (from the soprano part to the bass part).
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in Nono’s music diagonal texture becomes
a means of construction of a sort of broad-
range polytimbral monody, Xenakis
perceives the textural diagonal as the point
of departure for the creation of a dynamic
textural stratum with a rapidly expanding
density of sound.

The composer creates a complex textural
space based on a constant change of density
of the sound of the strata comprising it in
the conditions of the artificial reverberation
manifested by it.'* At the same time, as
Rudolf Frisius observes, even such a simple
element as a scale becomes a means of
creation of complicated sound complexes,
stipulated by the fact that “the tones of the
scale seem to contract vertically,”" leading
to the intonational derivation of the vertical
element from the horizontal.

The utilization of the unison texture
in Nekuia (m. 85-91) virtually becomes
a rudimentary phenomenon reminding
of the quasi-archaic quality of the early
choral works. The complexity of the choral
parts expands to the utmost limit, creating
an unprecedented phenomenon even in
the context of choral composition of the
postwar avant-garde. We must pay attention,
for example, to the characteristic element
of Xenaklis’ late compositions, which
first asserted itself in Nekuia — the use of
semitone couplings between the individual
voices intoning the ascending and the
descending chromatic lines (!) (Example
No. 3). And what kind of figurative element
does the semitone coupling provide?

Example No. 3 lannis Xenakis. Nekuia, m. 279
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Along with such kinds of dynamic
sonorics, use is made of stable, pulsating
clusters, organized by means of semitone
coupling of consonant verticals. In this
particular case, the composer demonstrates
his interest, typical for such compositions as
Nuits, in contrasts of registers appearing as
the result of juxtaposition of the parts of the
female and male voices.'

Just as in his pair of works from 1977,
A Colone — A Héléne, in his works from
1981, Nekuia and Serment-Orkos we
observe certain definite analogies in the
interpretation of the chorus in the vocal-
orchestral scores and in the choral a
cappella scores. It can even be stated that
Serment-Orkos 1s in a well-known sense
a reflection of Nekuia in the organization
of the interaction of the verbal (phonemic)
and musical components, as well as in the
use of the timbral-textural resources of the
chorus.

14 By “artificial reverberation” we presume the textural technique based on exact imitation of the motives
of the thesis and the arsis with a minimal temporal interval recreating the physical effect of reverberation of

the vocal sound in resonant insular premises.

15 Frisius R. Iannis Xenakis: Nekuia. Musik tiber Krieg und Tod. URL:
https://www.frisius.de/rudolf/texte/Nekuialnternetversion.pdf (accessed: 15.01.2023).

16 The piece Nuits appeared as Xenakis’ first experiment in transferring the techniques typical for his
orchestral compositions into the domain of vocal music.
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In both compositions Xenakis works
both with the verbal (in Nekuia — Frangoise
Xenakis and Jean Paul Richter’s texts, in
Serment-Orkos — the text of Hippocrates’
oath in Ancient Greek!”) and the phonemic
material (to remind the reader of the
succession of vowel sounds). However,
unlike Nekuia, the phonemic and the verbal
components of the score of Serment-Orkos
may unfold themselves not only beingisolated
from each other, but also simultaneously
(Example No. 4).

Let us highlight the similar techniques in
the organization of the choral texture:

a) the alternation between soli and tutti,

b) the timbral and registral juxtapositions
of the parts of the male and female voices;

c) bringing in contrast between the
overall intonation and the vocal tremolo.

The evidence for the further expansion of
the timbral resources of the chorus carried
out in Xenakis’ compositions was the
inclusion in Serment-Orkos of loud singing
inhalations and exhalations familiar from
Gyorgy Ligeti’s scores (Aventures, Nouvelles
Aventures), which due to the precise
articulation of the preassigned rhythmic

figures carry out the acoustic function of
noise-generating percussion instruments,
creating an additional timbral element in the
score.

The similarity of the techniques of vocal
writing in the compositions representing
the two different thematic groups,
conditionally labeled by us as the Ancient
Greek (Serment-Orkos) and the existential
(Nekuia), bear witness to the universality
of Xenakis’ compositional methods during
this period, their independence from any
concrete thematic direction in any particular
composition.

The radiophonic composition Pour la
paix (1981), created upon the commission of
Radio France, turned out to be Xenakis’ only
work containing such an explicitly stated
pacifistic subject matter. What is meant here
is not only the content of Frangoise Xenakis’
text, which had already been used prior to
that in Nekuia, but also the commentaries
written by Xenakis in the introduction to his
score about the destinies of his friends who
ended up in mutually antagonistic camps
during the war: “How inconsiderable turned
out to be the feeling which have confronted

Example No. 4 lannis Xenakis. Serment-Orkos, mm. 41-42
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'7 The piece Serment-Orkos was written upon the commission of the organizing committee of the
International Congress of Cardiovascular Surgery, which took place in September 1981 in Athens.
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with the evildoing of ceaseless wars. But the
sighs of their memories cannot hinder them
from flying to their deaths.”® Most likely,
in no other work of his did Xenakis express
his feelings so directly. The composer, who
was left without a homeland and undergone
the personal experience of the senselessness
of political theories, was worried all his life
about the problem of the defenselessness of
the human being in the face of war or terror
unleashed in the mane of the ideals of various
ideologies (it suffices to remember Nuits and
Nikuia). Unlike the well-known examples
of “protest music” — Arnold Schoenberg’s
A Survivor from Warsaw, Luigi Dallapiccola’s
Canti di prigionia, Bruno Maderna’s Quatro
lettere and Luigi Nono’s Il canto sospeso
and Intolleranza 1960, Xenakis avoided the
“dogmatic” opposition of “false” and “true”
ideologies (such as, for instance, Nazism
vs. Christian humanism, or Nazism Vs.
communism), since it was important for him
to preserve his inner independence, including
that from concrete political doctrines.
Once he said particularly the following:
“The most important thing in art and life is
to be independent.”” In all likelihood, it is
particularly for this reason that for him Pour
la paix was a special composition which,
notwithstanding the unusual quality of its first
solution (it was initially a work written for the
radio with recitation, chorus and electronic
sounds recorded on magnetic tape), he wished
to preserve in the most important element —
successions of choral episodes (sequences)
based on Francoise Xenakis’ text.

The extent to which the text written by
Xenakis’ wife turned out to be important for

the composer can also be perceived in the
use of a single syllabic ensemble of choral
parts in the verbal sequences (sequences 1,
2, 7, 8), which was virtually unprecedented
in Xenakis’ choral work. In addition, Pour
la paix is one of the few works based on the
contemporary French language — in neither
the title nor the verbal component does he
in any way turn to Ancient Greek, the use
of which was explained by Xenakis as his
wish to distance himself from the emotional
component of vocal composition.? This fact
also bears witness to the special position
Pour la paix held in the composer’s overall
musical output.

At the same time, in Pour la paix we
can witness the return of certain elements
of Xenakis’ early style of choral writing.
The latter include sound clouds created by
non-standardized cries (it must be reminded
that in Nekuia and in Serment-Orkos the
cries were performed in particular rhythms
prescribed by the composer), as well as the
fragment of complementary contrapuntal
weaving between the two upper voices
(Sequence 10) resembling the choral writing
in Medea Senecae. But while the lines of the
voices complementing each other according
to the principle of punctum contra punctum
based on similar intonations presented the
main principle of organization of texture
in a number of choral episodes of Medea
Senecae, in this case the complementary
texture of the soprano voice becomes one
of the constituents of a two-layer fabric
of the sequence, being juxtaposed to the
monorhythmic parallels of the intonational
lines of the other voices.

18 Xenakis I. Pour la paix. Paris: Salabert editions, 2009.
19 Stoyanova A. V. Elektroakusticheskaya kompozitsiya Yannisa Ksenakisa: dis. ... kand. iskusstvovedeniya:
17.00.02 [lannis Xenakis’ Electroacoustic Composition: Dissertation for the Degree of Cand. Sci. (Arts):

17.00.02]. Moscow, 2016. P. 32.

20 Matossian N. Xenakis. Lefcosia: Moufflon Publications, 2005. P. 245.
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The connection in Pour la paix with
the principles of choral writing of the early
and middle periods of the composer’s
music presents a reflection of the general
tendencies of the evolution of his style,
which is confirmed also by the choral
compositions of the late period, which can
be in all fairness called the synthesizing
period. [3] First of all, these tendencies
disclose themselves in the character of
the verbal (phonemic) constituent of
composition: along with the return to the
musical-theatrical compositions typical for
the early period (Bakxai Evripidou) and the
phonemic compositions (Knephas), in the
1990s Xenakis continues his experiments in
creating mixed compositions based on the
transformation of the source verbal material
(Pu wijnuej we fyp, Sea Nymphs).

In the composition for a cappella
children’s chorus Pu wijnuej we fyp
the composer ciphers the text of Arthur
Rimbaud’s long poem Le Dormeur du val,
inviting the little performers to decipher
the original text.?! It turns out that the key
to the cipher is the principle of mutual
replacement of phonemes in phonetic pairs
organized from the center to the periphery
of the alphabet succession is differentiated
in relation to a set of vowels and a set of
consonants (see Scheme 2).

In Sea Nymphs it is possible to witness
a perception of sound as an abstract
assemblage of sonorities used outside of
content-based specificity, [4] which is typical
for Luciano Berio’s late compositions. But
whereas in the scores of Berio’s works
(Canticum novissimi testament, Stanze) this
kind of transformation takes place with two-

29 ¢¢ 99 ¢

syllable words (“tocca,” “piedi,” “terra”), in
Sea Nymphs Xenakis prefers one-syllable
lexemes (“were,” “that,” “them,” “hour,”
“thing,” etc.). The functional switch of these
lexemes takes place in succession: first, the
clement of verbal content, then, the acoustic
element (Example No. 5).

This has to do with the timbral-textural
peculiarities of the composer’s late works:
along with the preservation the principle of
juxtaposing the soli and the tutti strengthened
by the contrast of registers, characteristic
for Xenakis’ late compositions, here we
also observe him operating with thick
textural layers based on the connection of
several chromatic horizontal progressions
doubling each other at intervals of minor
seconds — a device typical for Xenakis’
late compositions. The rejection of mixed
verbal-phonemic  composition  (Nekuia,
Serment-Orkos) in favor of “orthodox”
phonemic composition (Knephas) leads to
a departure of the technique of continual
change of vowelization from the composer’s
choral writing, which presents one of the
consequences of the return to operating
with syllables, rather than separate vowel
phonemes.

Here the consonant phonemes ([w], [d],
[z], [q], [p], [n], [s], [ml], [r], [K], [t], [j]) used
in conjunction with the vowel phonemes,
just as in the works of Mauricio Kagel and
Gyorgy Ligeti, create the conditions for
differentiating the character of vocal attacks,
as well as for additional accentuation of the
tones within the soloists’ lines which are
complex in their rhythmic organization.
In his late compositions Xenakis also puts
bounds in a noticeable manner on the use

2l In the introduction to the score Xenakis writes: “Here Arthur Rimbaud’s wonderful poem is used. His
phonemes are subjected to mutual display (replacement).” See: Xenakis 1. Pu wijnuej we fyp. Paris: Salabert

editions, 1993.
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Scheme 2. The Mutual Replacement of Phonemes in Phonetic Pairs

Example No. 4 lannis Xenakis. Serment-Orkos, mm. 41-42
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of glissandi. The composer is drawn to
a greater degree to operating with thick
choral layers with painstaking work on
details of the content of each one of them.
The figurative content of the composition
Knephas (Darkness, 1990)* is expressed
by massive wrathful lamentation without
words based on a phonetic text. In the
textural solution the principle of the contrast
between the solo voices and the tutti chorus
is manifested. However, particularly here this

technique possesses a sort of “dramaturgy”
of development. At the beginning of the
composition the contrast between solo and
tutti 1s emphasized texturally (with the
juxtaposition between the vertical harmonies
of the chorus and the horizontal lines of
the soloists), timbrally and registrally, as
well as rhythmically (the more complex
rhythms of the soloists is contrasted by the
lapidary rhythms of the entire chorus). “In
the beginning” is there, while “later” is not

22 The composition is created in memory of Xenakis’ deceased close friend Maurice Fleur.
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stated. For this reason, the technique of solo
vs. tutti breaks off.

Knephasnoticeably stands out in Xenakis’
legacy in the amount of various choral texture
used. In the first half of the score an important
role is played by the homophonic-harmonic
(the accentuation of one relief voice against
the background of the other voices of the
chorus) and the homophonic-polyphonic
statement (the accentuation of two or more
relief voices against the background of the
other voices of the chorus) formed by the
simultaneous imposition of the solo (soli)
and the futti of the chorus. In the second half
of the composition a distinct role is played
by the antiphonal texture, as well the strata
polyphony formed by the interaction of
several sub-textures organized for the most
part by chordal statement.

The diagonal textures also play an
important role in the textural profile of
Xenakis’ two last compositions for a cappella
chorus Pu wijnuej we fyp (1992) and Sea
Nymphs (1994). In the solo episodes of Sea
Nymphs they make it possible to achieve
the effect of verticalization of the quasi-
horizontal line (it was particularly for this
reason that the composer prefers to make use
of diagonals within the confines of one choral
voice), which reminds of the analogous
technique in Knephas (Example No. 6).

The diagonal textures of the tutti episodes
already use not separate tones, but complex
chordal structures, which initiate rapid
textural crescendos. In Pu wijnuej we fyp the
diagonal textures are brought in, primarily,
for the creation of stereophonic effects: they
appear because of the mutual exchange of
the tones of one vertical complex between
the choral voices.

In the architectonic organization of all of
Xenakis’ late compositions a determinative
role is also played by the textural contrasts.
Most of them are connected with sudden
changes of the density of sound occurring
by means of juxtapositions of the solo
voices and the tutti chorus. Xenakis
provides additional emphasis to this contrast
with changes in the harmony: the complex
semitonal futti complexes are juxtaposed
with clearly perceptible intervallic sets in
the groups of solo voices.

Thereby, the synthesizing character of
Xenakis’ late works emphasized earlier
manifests itself not only in regard to his
work with the verbal texts, but also within
the framework of the timbral-textural
solutions of his compositions. Along with
the preservation in the choral pieces from
the 1990s of the attention to the resources
of the textural contrast between solo and
tutti, as well as to the effects of “artificial

Example No. 6 lannis Xenakis. Sea Nymphs. Basses 1-6, mm. 40-42
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reverberation” typical for his compositions
from the 1980s, here we also observe a
desire to return to separate techniques of
early phonemic composition (Nuits).

In total, the provided analysis of Xenakis’
late choral compositions makes it possible
to disclose his systematic thinking which
was formed on the basis of the tragic events
he experienced during the years of World
War II, the acts of terror during peace time,
and the composer’s subsequent memories
of them. This tragic vision of the picture
of the world stipulated a new system of
expressive musical means in which the
essentially significant role was played by the
composer’s attitude towards sound and its
flow. [5] The nature of such a phenomenon
expressed in the interconnection between
texture and timbre was defined by Victor
Tsukerman on the example of the work of
Nikolai Rimsky-Korsakov as “timbral-
textural functionality,” with the aid of which
the artistic image may be demonstrated in
various boundaries of his.

Let us summarize certain timbral-
textural innovations of Xenakis with the
consideration of the commentaries of the
early and late styles of writing which have
already manifested themselves in Nekuia in
concentrated form.

1. The absence of splitting words into
syllables or phonemes, fragmented use of texts
in French and German. Only vague traces of
the technique of word splitting can be found.

2. The phonemic basis of the texture
becomes a source of stereo sound stipulated
by the consistent transfer of the sounding
tone from one vocal voice to another.

3. The creation of the textural diagonal as
the point of departure for the appearance of
the dynamic textural layer with a rapidly
ascending density of sound, as the result
of which there arises the feeling of complex
reverberating textural space.
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4. The incorporation of unison texture
as a symbol of a rudimentary phenomenon
reminding of the quasi-archaic attribute of
the composer’s early choral music.

5. The use of two types of sonorities: the
dynamic semitone couplings between the
voices intoning the ascending and descending
chromatic line, and the stably pulsating
clusters organized by means of the semitone
correlation of consonant vertical harmonies.

7. Two types of unfolding the phonemic
and verbal components — isolated from each
other and simultaneous (Serment-Orkos).

8. Dynamic timbral organization of the
textural fabric by means of:

a) continual transition from one vowel to
another;

b) incorporation of the sounded
successions of inhalations and exhalations;

c) juxtapositions of ordinary and guttural
singing;

d) use of glissandi in alternation with
tremolos and in imposition with one another).

9. An interpretation of loud inhalations-
exhalations (as the result of intensified
articulation of rhythmic figures conceived
of by the composer) as an acoustic function
of noise-generating percussion instruments.

10. The return of a few traits of the
composer’s early choral writing:

a) “sound clouds” created by non-
standardized cries;

b) fragments of complementary textures;

c) the use of a unified syllabic ensemble
of choral voices in the verbal sequences;

d) the principle of juxtaposition of solo
voices and the tutti chorus, emphasized
texturally (the contraposition of the vertical
structures of the chorus and the horizontal
lines of the soloists), applied as techniques
of development in the composer’s late period
(Knephas).

11.The  transformation of the
complementary texture of the soprano
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voice into one of the constituent elements
of the double-layer fabric of the sequence
contraposed by monorhythmic parallels of
intonational lines of the other voices.

12. A continuation of the experiments in
creating mixed compositions based on the
transformation of the source verbal material.

13. A perception of sound as an abstract
assemblage of other sounds used beyond the
content-based specificity on the basis of single-
syllable lexemes (“were,” “that,” “them,”
“hour,” “thing”) the functional switch of which
takes place in succession: first, the element of
verbal content — then, the acoustic element.

14. The cessation in the composer’s
choral compositions of continual changes
of vowelization, which is one of the
consequences of the return to operating with
syllables, rather than vowel phonemes.

15. The differentiation of the character of
vocal attacks and additional accentuations

of tones within the soloists’ lines which are
complex in their rhythmic organization.

16. The use in textural diagonals of the
tutti episodes not of separate tones, but of
complex chordal structures initiating rapid
textural crescendos.

17. The desire on the part of the composer
to return to certain techniques of his early
phonemic composition.

Notwithstanding all the schematization
of the indicated phenomena, we must not
forget of the remarkable aesthetic and
compositional integrality of Xenakis’ choral
works. Despite the very strong perception
of him as a mathematician-composer who
does not feel as much as he computes his
compositional structures, a familiarization
with his choral legacy makes it possible to
see in him a sincere, sensitively feeling artist
who touches upon relevant issues which are
eternal in the art of music.
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Annomayun. Crarbs (GoKycupyeTcss Ha mpolrieccax OOHOBIIEHHS MY3bIKaJbHO-TEaTPajbHBIX
XKaHpoB, mpoucxoammx B Hayane XXI Beka. OObeKTOM HCCIIEOBaHUS BBICTYNAET INbeca s
OpKecTpa, Xopa, akTépoB u myomuku Sounds Like You (2009), HartncaHHasi 1TaTCKUM KOMITO3UTOPOM
bentom CépenceHoMm B corpynHudecTBe ¢ jauOpertucroMm Iletepom AcMycceHOM MO 3akasy
Jarckoil TenepaguokomMnanui. BHUMaHNe CKOHIIEGHTPUPOBAHO HA JKAHPOBBIX U KOMIIO3HIIMOHHO-
IpaMaTypruuyecKuX 3aKOHOMEpPHOCTSIX COYMHEHHS, MY3bIKaJIbHBIH MaTepuans KOTOpPOro
OCHOBBIBaeTCsl Ha Oosiee paHHEH opkecTpoBoit mbece Cépencena Exit Music (2007). B conepxanuu
Sounds Like You aBTOpOM BBIJICISIFOTCS JIB€ JIMHWW TOBECTBOBAHUS — JIMPUYECKAs, CBsI3aHHAS
C UCTOpHEH TF0O0BHBIX B3aUMOOTHOIIEHUH My»)unHbl U JKeH1uHsl, 1 punocodckas, oTpaxkarouas
Pa3MBbIIUICHUS] KOMIIO3UTOpA O IMPOILUIOM, TEYEHUH BPEMEHH, POJIM MY3BIKM M €€ BO3AE€WCTBUU
Ha yesoBeka. O0e MMHUM OObEIUHSIOTCS 00IIel TeMol yxoaa, ucueznoBeHus. [loguépkuBaercs
CHEIU(PUYHOCTH KAHPOBOTO CUHTE3a MbECHI, COJIEPIKalel MPU3HAKN MY3BIKH JJ11 CHM(OHUYECKOTO
OpKecTpa, MHCTPYMEHTAIBHOIO Tearpa 1 IpaMaTHudecKoro CIeKTakJIs, aKIEHTUPYETCs CTPeMJICHUE
CépeHceHa HaTH BO3MOXXHOCTH JUII IMMEPCUBHOTO BO3JCHCTBHS Ha CiylaTtess. ABTOp CTaTbu
aHAIM3HPYET TaKKe 0COOEHHOCTH MY3bIKaIbHOTO si3bIKa Sounds Like You, cOY€TaOIIEro COHOPUKY
U DJIEMEHTbl TOHAJbHOCTH, BBISBISET CTUIMCTUYECKHE AQJIIO3MM OCHOBHOTO TEMaTU4YeCKOTO
MaTtepuaia, KOTopbie (HOPMHUPYIOT CaMOCTOSITEIIBHBIA CMBICIIOBOM IUIACT COUYMHEHHs. Jlemaercs
BBIBO/J] O TOM, UTO B Sounds Like You HaxosT OTpaskeHUE 00IIME TEHACHIIUN Pa3BUTHSI COBPEMEHHOTO
MY3bIKaJIbHOTO TeaTpa, ofHako CEpeHceH npeaaraet 1Jig HuX cyryoo HHIAMBUyalbHOE pEIICHHUE.

Knroueevie cnosa: narckas myssika, bent Cépencen, Sounds Lake You, Exit Music, coBpeMeHHBII
MY3BIKAJIBHBIN TEaTp

Jna yumupoeanusn: OxyHeBa E. I. Sounds Like You benta C&peHcena kak (heHOMEH
COBPEMEHHOT0 My3bIKaJbHOTO TeaTpa // [IpobneMbl My3bikanbHOM Hayku / Music Scholarship. 2023.
Ne 1. C. 62-76. DOI: 10.56620/2782-3598.2023.1.062-076

© OxkyneBa E. I'., 2023

62



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 1

Bl Contemporary Musical Art 1 T

Original article

Bent Sorensen's Sounds Like You
as a Phenomenon of Contemporary Musical Theater

Ekaterina G. Okuneva

Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia,
okunevaeg@yandex.ru, https://orcid.org/0000-0001-5253-8863

Abstract. The article focuses on the processes of renewal of the musical and theatrical genres
taking place at the beginning of the 21st century. The object of the study is formed by a composition
for orchestra, chorus, actors and audience participation, Sounds Like You (2009) written by Danish
composer Bent Serensen in collaboration with librettist Peter Asmussen commissioned by the
Danish Broadcasting Company. In the article attention is focused on the genre and the compositional-
dramaturgic laws of this work the musical material of which is based on Sorensen’s earlier orchestral
piece Exit Music (2007). In the content of Sounds Like You the author distinguishes two lines of
narration — the lyrical, related to the history of the relationship of love between man and woman, and
the philosophical, reflecting the composer’s contemplations about the past, the flow of time, the role
of music and its impact on human beings. Both lines are united by the common theme of departure
and disappearance. The article emphasizes the specificity of the composition’s synthesis of genre,
which combines music for symphony orchestra, instrumental theater and dramatic performance,
and also accentuates Serensen’s desire to find opportunities for an immersive type of impact on
the listener. The author of the article also analyzes the features of the musical language of Sounds
Like You, combining sonorics and elements of tonality, and discloses the stylistic allusions of the
basic thematic material, which form an independent semantic layer of the composition. At the end
of the article, the author arrives at the conclusion that Sounds Like You reflects the general trends in
the development of contemporary musical theater; nonetheless, Serensen offers a purely individual
solution for these trends.
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apyOeXHbII My3bIKaJIbHBIM TeaTp Ha4a-  LEeNTyajau3Ma, WCIOJIb30BAHUE MEINATEXHO-
na XXI Beka nepexuBaeT MUK OOHOBJIE-  JIOTHM, BIUSHHE MepopMaHca, CTHpaHHE
Hus. [Ipoucxonsiye B HEM BHEIIHUE U TPaHMIl aKaJEMHUYECKOrO M MacCOBOIO HC-
BHYTPEHHHE H3MEHEHHs OOYCIIOBIMBAIOTCS  KyccTBa M MHoroe apyroe [1]. YnomsiHyTeie
LEJIBIM PAIOM (PAKTOpPOB, Cpelu KOTOPBIX  IPOLECCHl MPUBOAAT K FMOpUIM3ALMU KAH-
OTEYECTBEHHBIC HCCIIEOBATEIN BBIACISIOT — POBBIX Mojeied, (HOpMUPOBAHUIO HOBBIX
BHEJIPEHUE XyJAOKECTBEHHBIX KOHIEMIMH  MpUEMOB ApamMaTypriu, HOBOHU (DyHKIINH 3pu-
MUHHMMaJIM3Ma, JKCIIEpUMEHTalIu3Ma, KOH-  Teneil/ciaymareneil. HHrepec My3blkoBenOB
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npu 3ToM B OOJNbIIEH CTENEHH COCPENo-
TOYMBAETCS HA DJKCIEPUMEHTaxX aMmepu-
KaHCKMX kommno3uropoB — Jhk. Kenmxka,
C. Paiixa, @. I'macca, [I. Agamca, T. lyna u
ap. [1; 2; 3], nepeBepHYBLIMX MpeCTaBIIe-
HUSI O MY3BIKQJIBHOM Tearpe, TM00 Ha Covu-
HEHUSIX TAaKUX BUJIHBIX 3a1aIHOEBPONEHCKIX
mactepoB, kak M. Haiiman!, K. Caapuaxo?,
C. appuno [4; 5]. Ha nepudepun uccieno-
BaTeJIbCKOI0 BHUMAHUS B 3TOW 00JIaCTH HEU3-
MEHHO OCTaE€TCsl TBOPUECTBO CKaHIMHABCKUX
aBTOPOB. A MEXAy TeM pacTylUluid MHUPO-
BOHM ycmex, K mpuMepy, Lenoro psaa aar-
ckux kommno3utopoB (Ilepa Hépropa, Xanca
Abpaxamcena, benta Cépencena, Cumona
Crun-Anzaepcena’) modyxaaer 6ojee mpu-
CTaJIbHO BINISIAETHCS B TO, YTO MpEiararoT
My3bIKaHThl CeBepHOI EBponbI.

B nenTpe BHUMaHUS TaHHOM CTaTbu —
MYy3bIKAJIbHO-T€aTpalbHasl Mbeca sl Op-
KecTpa, Xopa, akTépoB U MyOnuku Sounds
Like You («3Byku, nogoOHbIe TeOe»), MpH-
Hajnexamas nepy benta CépeHcena
(p. 1958). Ha cerogusimamnii aenr Cépen-
CEH SIBIISIETCSI OJIHUM W3 CAMBIX HCIOJHSE-
MBbIX ¥ HanOoJiee BIUATEIbHBIX MY3bIKAHTOB
JlaHuu. YcnemHoe COTpyIHHYECTBO C pas-
JUYHBIMU MEXTyHAPOJIHBIMU (DeCTUBATIAMU

1

(8 Ocio, beprene, Xannepchunbae), Bemy-
MM OopKecTpamu (JlaTckuM HalmoHasb-
HbIM cuMdonraeckum, Horo-Hopkekum pu-
JApMOHUYECKUM, MIOHXEHCKUM KaMEPHBIM,
opkectpom BBC), a Taxxke kpymHeHIIUMH
My3bIKaHTaMU CBUJCTEIHCTBYET 00 yCTOM-
YHUBOM HHTEpPECE MHUPOBOW OOIIECTBEHHO-
CTH K €T0 MY3BIKE.

MexayHapogHoe TNpU3HAHUE  MPHU-
o K komrnosutopy B 1990-e rogsl mocne
CKpUNTMYHOTO KOHIepTa Sterbende Girten
(1993), 3a xoTOpBIN €My ObLIa MIPUCYKICHA
npemusi CeBepHoro cosera. C Tex mop my-
3bIKaJIbHBIN aBTOpUTET CEpEHCEHA TOJIBKO
YIPOUUBAJICS.

My3blka JaTcKOro MacTtepa oOnamaer
COOCTBEHHBIM OPHTHHAIBHBIM M HETIOBTOPH-
MbIM OOJHMKOM. TOHKasi 4yBCTBUTEIBHOCTD,
TATOTEHHWE K YCKOJIB3AIOIIUM U PacCEeUBAI0-
mmMcs  00paszam, SCTETH3alHsl TPOIECCOB
pacrajia, TMOSTHKA THUIIMHBI, OalaHCHPOBa-
HUE MEXKIy SICHOCTBIO U Pa3MBITOCTBIO MY-
3BIKAJIGHOTO  BBICKA3bIBAHUS, TTOCTOSTHHBIN
JIAJIOr C MPOILIBIM — TaKOBBI €€ Xapak-
TepHble npumetbl [6, c. 105]. Poxnénnas
U3 CHOB, BHJICHHH, JIMTEPATYPHBIX WU JKU-
BOIMMCHBIX HMCTOYHUKOB KOMIIO3UTOPCKOTO
B/IOXHOBEHHUSI, OHA TOOYX/IaeT U CBOUX KOM-

Cwm., nanpumep: OxyneBa E., Cnenmosa A. «Facing Goya» Maiikna Halimana: o sxaHpoBoi#i crieriuduke

orepsl uaeit // MysbikanbsHbIH )KypHan EBponeiickoro Cesepa. 2022. Ne 2. C. 17-39; Cnenmosa A., Okynesa E.
[Tpunnume! paboThl ¢ My3bIKJILHBIM MaTepuaoM B onepe Maiikina Haitmana « My)xurHa 1 MaJIbuuK: Jaiay
//' ARTE: DneKkTpoHHBIH HayYHO-HCCIIEAOBATENBCKUH KypHaT CHOMPCKOTO TOCYAapCTBEHHOTO MHCTHUTYTA
nckyccTB uMeHu JImutpus XBopoctoBckoro. 2022. Ne 2. C. 60—69.

2 Omnepnoe TBopuecTBO K. Caapraxo paccMarpuBaeTcs B KaHAWAATCKOM auccepranuu H. CaaMHIIIBIITH.
Cwm.: Caamumsuim H. Onepsi Kaitn Caapuaxo 2000-X IT.: Xy/10’KeCTBEHHbIE WU, My3bIKalbHas ApamMaTyprus,
KOMIIO3UITMOHHAS TEXHUKA: JWC. ... KaHIl. uCKyccTBoBenenus: 17.00.02. M., 2021. 285 c.

> B mepuon ¢ 2016 o 2018 roz cpa3y 4eTbipe AaTYaHHHA YAOCTOMIUCH CAMBIX TIPECTHIKHBIX MY3bIKAJTbHBIX
Harpang: Héprop m Crun-AHzmepceH Obutn HarpaxaeHbl mpemuein OpHcra o Cumenca (2016, 2017),
a Abpaxamcen u Cépencen nonyunnu npemuto ['paBematiepa (2016, 2018). Kpome Toro, uMeHa IaTCKuX
KOMITO3UTOPOB BCE Hallle 3aHUMAIOT ePBhIE CTPOUKH PEHTHHIOB, MPOBOAUMBIX PA3TMUHBIMU BIUATEIbHBIMU
nznanusmu. Hanpumep, B 2019 rony mo onpocy The Guardian BokanbHbIl Uk AGpaxamcena Let Me Tell
You ObIn mpu3HaH Jdy4miel kmaccuueckoi kommnosunuerdr XXI Beka, 0CTaBUB M033JW ONEpHBIC HICACBPHI
benmxamuna, bépryncna, Aneca nu Caapuaxo.
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MEHTAaTOpPOB 00paIaThCs K JIEMEHTaM O3 TH-
YECKOIo JIMCKypca. «BbI3bIBaroias BOCIOMU-
HaHUS»', «0/la TICYaJIM B MIOUCKAX CTAPUHHBIX
BpPeMEW»’, «MEPIAOIIHI, CBEPKAIOIIHA MU,
B KOTOPOM, Ka)KETCsl, BCE MOXKET HCUE3HYTh
TIPY MaJICHIIIEM MPUKOCHOBEHUU»® — TaKUMHU
AMUTETAMU HarpakaaroT mMy3bIKy CEpeHceHa
3apyOeKHbIE KPUTUKH U MY3bIKOBE/IBL.
CourHEeHHsT KOMIIO3UTOpa TIO OOIbIIeH
4acTh OOBEIUHSIOTCS OOIIMM CMBICIIOBBIM
NIOCBUIOM, KOTOPBI MO)KHO ONPEAETUTH KaK
(dhokycHpoBaHHE Ha OTCYTCTBYIOIIEM, TPOSIB-
JISFOILIEECS B TTOMCKAaX TAPMOHUH, YTPAYEHHOM
HaBcer/a, COOBITHI, OCTaBIIMXCS B TIPOLILIOM,
MY3bIKH, TIPEKpaTUBLIE CBOE 3By4aHue. Ila-
PaAOKCATBHYIO CYTh CEPEHCEHOBCKOTO TTOIXO-
Jia TOBOJIBHO TOYHO ynoBui ApHe Hopaxeiim,
KOTOpPbIA B OTHOILLIEHUH MY3BIKH JIAaTCKOIO
KOMITO3UTOpa 3aMETWI. «JTO HallOMUHAET
MHE TO, YeTO ST HUKOT/Ia He CibImai !y’
Kanposas nanurpa tBOopuectBa Cépen-
ceHa MHoroo6OpaszHa. Kommno3utopom Hamnu-
CaHO MHOXXECTBO KOHLEPTOB, KaMEpPHO-BO-
KAJIbHBIX M HWHCTPYMEHTAJbHBIX OIyCOB,
xopoBbIx counHeHuil. B 2021 romy B Ocmo
COCTOsJIaCh MUpPOBasi MpeMbEpa €ro HOBO-
ro npousBeneHus: «Crpactu no Marderoy,
KOTOPO€ HEKOTOPbIE KPUTHUKH IOCUHTAIU

opus magnum. OTMETUM, 4TO, 0Opamasch
K OCBEIEHHBIM TpaIuIUsaM xaHpaM, CEpeH-
CEH 3a4acTyI CTPEMHTCS K UX MEPEOCMBbIC-
JICHUIO WJIA MOAU(UKAIIIH.

KonuuectBo MY3bIKaJIbHO-TEaTpasb-
HBIX paboT B Oarake aTCKOrO MacTepa He
Benuko. Ilbeca Sounds Like You Oblna 3a-
ka3zaHa Jlarckoil Tenepagumoxkomnanueil. Eé
npeMbepa cocTosIach Ha MexXTyHapOaHOM
¢dectuBane B beprene B 2009 roxy. JIubper-
TO OBLIO HAIMCAHO JIATCKUM JIpamMaTyprom
[Terepom Acmyccenom®, ¢ kotopbim CEpen-
CEH COTpyOHHMYall paHee, NMpu padboTe Haj
onepoii Under Himlen («Ilom Hebom», 2003)
U BOKaJIbHO-CUM(OHUYECKUM  I[UKIIOM
The Lille Havfrue («Pycanoukay, 2005).

B nenTpe BHUMaHUS MbEChl — UCTOPUS
B3aMMOOTHOIIIEHUN MYXYUHBI U KCHIIU-
HBI, KOTOPbIE TMO3HAKOMWJINCH Ha KOHIIEp-
T€, CTalli BCTPEUAThCS, HO BCKOPE UX CBSI3b
pacnanach. JIEMCTBYIOIIUX JIML TOJBKO
nBoe. ['epon HE UMEIOT KOHKPETHBIX UMEH,
a 0003Ha4YeHBl 0000MEHHO — MyKUnHaA U
Kenmuna. [Ibeca mocTpoeHa Ha BOCIIOMHU-
HAHUSAX 00 WX BCTpEYaX, MBICIISX, YYBCTBAX,
OIIlYIIEHUSX, O paccTaBaHuu. OHA TPOHU-
3aHa HEMpEeXOoJslleil TOCKONW MO «HEBO3-
MOYKHOH BO3MOXKHOCTH JIFOOBHY»’, TEYAIIbIO

4 Beyer A. Dreamscapes Without Boundaries: A Portrait of Danish composer Bent Serensen.
URL.: https://www.andersbeyer.com/publications/dreamscapes-without-boundaries/ (accessed: 17.01.2023).
5 Stallknecht M. Kluge Beziige // Siiddeutsche Zeitung. 2016. 22 April.
URL: https://www.sueddeutsche.de/kultur/kurzkritk-kluge-bezuege-1.2962371 (accessed: 17.01.2023).

6

Povlsen J. Komponisten og dremmefangeren, Bent Serensen // Koda. 2018. 26 Juni.

URL: https://www.koda.dk/om-koda/nyheder/komponisten-og-drommefangeren-bent-sorensen (accessed:

17.01.2023).
7 Ibid.

8

IMerep Acmyccen (Peter Asmussen, 1957-2016) — narckuii [paMaTypr, CIICHAPUCT U JIMOPETTHCT.

Ero nuteparyphsiii ae0rot cocrosicst B 1989 roxy. D10 ObuT cOOpHUK paccka3oB Voice («omocy). Kak
KHHOCIICHAPUCT OH IMOJTyYrII U3BECTHOCTH Onaronapst ¢puieMy Jlapca don Tpuepa «Paccekas Boub (1996).
AcMycceH KOHIIGHTPUPOBAJICS B CBOMX ApaMax Ha CIOKHOCTH UYEJIOBEUYECKUX OTHOIICHHM, OIMHOYECTBE
JFOZIeH, TIOMCKE UMK YKU3HEHHOTO CMBICIIA, MOITOMY €ro MPO3y HEPEAKO CPaBHUBAIH C MbECAMH MO3IHETO
Crpunnoepra.

* Rasmussen K. The Fragile Possibility of Love [Preface] // Bent Serensen. Sounds Like You.
Intermezzi. Dacapo Records. CD. Copenhagen, 2015. P. 8.
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M0 YTPAU€HHOMY M TOPEYbI0 Pa30uapoBaHUs
Y OJIMHOYECTBA.

CornacHo TOXKEJIaHUsM 3aKa3uHKa, CO-
YUHEHUE JOJKHO OBLIO OCHOBBIBATHCS HA
npexHel My3bike CEpeHceHa, B YaCTHOCTH,
Ha €ro OpPKECTPOBOM Mpou3BencHun FExit
Music («Yxondias My3bIKa»), CO3JaHHOM
B 2007 roxy s beprenckoro dunapmMoHu-
YECKOI0 OpPKECTpa U MOCBAILIEHHOM 75-1eT-
Hemy roounero [lepa Hépropa.

NmnynscoMm k counnenuto Exit Music, o
COOCTBEHHOMY NPHU3HAHUIO KOMITIO3UTOPA,
nociyxu1 coH. CépeHceHy NpHUBUAEIOCH,
YTO OH CTOSJI Ha XOJIME B IBEPHOM IPOEME.
OH He Mor cKa3aThb, YTO HAXOJUJIOCh Y HETO
3a COMHOM, HO TepeA HUM MPOCTUPAJICS
netizax. BrsasiBasich Baiab, OH OyKBaJIbHO
yYBUJIEN, KaK MCcUe3aeT ero My3bika. OH CIibl-
a1 OTAEIbHBIE OTPBIBKH, MBITAJICS €€ MpH-
MMOMHUTh. BHJIEHNE HACTOJBKO 3aXBaTHIIO
KOMIIO3UTOPA, YTO MPOJOJIKUAIIOCH, MO €ro
CJIOBaM, «B Ip€3ax HasBY», U OH CTaJj 3aIlu-
CBHIBaTh MCUE3AIOIIYIO0 MY3BIKY.

CépeHceH BOCHOJIB30BAJICSI 3HAUYMUTEIIb-
HOM yacThio Marepuana Exit Music, oObIrpas
3aMMCTBOBAHUE CIOXKETHO: repou Sounds
Like You BcTpedaroTcs Ha KOHIIEpTE, Ha KO-
TOPOM 3BYUHT EXxit Music. DTOT CIOXKETHBII
XOJl oTpeAenui aMOMBaJCHTHYIO POJb MY-
3BIKH, YTO MMOAYEPKUBAJ B CBOCH aHHOTALIUH
k counHenuto Kapn Ore Pacmyccen: «Myx-
YUHA U JKCHIIMHA Pa3roBapUBAIOT, OHU CITY-
IIAI0T, COBCEM Kak MyOJIMKa B KOHLEPTHOM
3ajie, HO KTO Koro ciaymaer? Kro wucmo:n-
HUTENH, a KTo 3putenu? Ciymaer jau napa
Ty My3bIKYy, KOTOpas WIpaer ceidac, WiH
CKOpE€ MY3bIKa BBIPAXKAET UX MBICIHU, BOC-
MMOMUHAHUSI U TPOTUBOPEUYUBBLIE UYBCTBA?
OTpaxaroT I UX MEHTAJIbHBIE COCTOSHUS

1 Tbid.

MY3bIKY WJIM OHU TOBOPST uepe3 Hee? SBiis-
I0TCSI JIU IPOU3HECEHHBIE CII0BA CITyCKOBBIM
MEXaHU3MOM JUIsl MY3bIKH WJIA BCE 3TO IPO-
CTO... KOHIIEPT?»'°

Wnest yxoma, MC4e3HOBEHHUsI, MPOIIAHUS
(pacctaBanusi) 0ObEIUHSIET 002 COYMHECHHUS
Cépencena. Iepoit Sounds Like You mbi-
TaeTcsi yoexxarb OT camMoro celsi, OT CBOMX
npeacTaBieHnid 0 >ku3HU. OH HaXOTUTCS
B TUICHY COOCTBEHHBIX TPUBHIYCK, MBITACT-
csi u3berarb 4yBCTB, MOO OHM TPUYUHSIOT
Ooyb W CcTpajaHue, Belb JIOOUTH O3HAYACT
OTKPBITH €081 17151 TOTEPh U Pa30yapOBAHMUSL.
OH MOHMMAET B TO e BPEeMsl, 4TO CBOOOA OT
qyBCTB 000pauuBaeTcs cBOOOI0H OT cMbIca
CYLIECTBOBAHMS, U MOTOMY OLIyIIaeT ceOs
MEPTBBIM. «fl XO04y HCUE3HYTB», — TOBO-
pur oH JKenmmue'. I'epowHs, HanpoTHB,
yOex/ieHa, 4To Aake MUMOJIETHOE CYACThE,
OpU TIOJTHOM OCO3HAHMM HEU30€KHOCTH
paccTaBaHUs, HAIMOIHSET KU3Hb CMBICIIOM.
«IloueMy HyxHO mpeHeOperarh JO0O0BbIO,
n3berarp e€, n3derarh npeaareabLCTBa, O0IH
U OIMHOYECTBA, W30erath OBITh TOKHHY-
TbIM, paHeHbIM? Thl, HaBepHOE, CcKa3aj ObI:
“Yrobbl He crnomarbes”. Ho He myurne nm
CJIOMAThCs, YeM BO3JIEP)KUBAThCS? — 3ajia-
€Tcsl OHa BONPOCOM. — 3ayeM COXPaHsTh
TO, YTO Thl Ha3bIBaelIb COOOM TONBKO AJIs
TOTO, 4TOOBI MO3BOJIUTH €MY yMEpETh He-
IPUKOCHOBEHHBIM, HETPOHYTHIM?» OaHaKo
YCUJIMSI TEPOEB OKA3bIBAIOTCSI HAPACHBIMU.
MyxuuHa CpaBHUBAET CBOIO KU3Hb C J1a0u-
PUHTOM, U3 KOTOPOTO HEBO3MOXKHO BHIOpATh-
cs. « ncuesaro Bcé Oonblie U OOJBIITE, —
KOHCTaTHUpPyeT OH. — A CcO MHOW Hcye3aeT
u mupy». [lokazarenbHo, 4TO 3TH CIIOBa OH
MIPOU3HOCUT B OKOHYAHWH KOHIIEPTA, TO €CTh
B CUTYallUU yXOJISIIEH, NCcUe3aroliel My3bIKU.

' 3nech u ganee pparMeHThI TUOPETTO MPHUBOISTCS 1Mo u3nanuio: Serensen B. Sounds Like You. Score.
WH30954. Copenhagen: Edition Wilhelm Hansen, 2013. 108 p. IlepeBox ¢ maTckoro s3bIKa BBITTOIHEH

ABTOPOM CTaThbH.
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ConeprkaHre COYMHCHHS HE MCUEPIIHIBA-
€TCs OJHOM JHUIIh HCTOPHEH B3aWMOOTHO-
mweHnii MyxunHbl 1 JKEeHIIWHBI, HA CaMOM
Jiene OHO 1upe, BOupas B ce0s IIEHTpab-
HbIe BOMNpOCHhl TBopuecTBa Cé&peHceHa,
a IMEHHO — BO3JICCTBHUS MPOIILIOTO Ha Ye-
JIOBEKA U POJIH MY3BIKH B €T0 KU3HH. « MeHs
3aBOPAKUBACT BOMPOC O TOM, KyJda YXOIUT
My3bIKa TOCJE TOTO, KaK OHa HCIIOJHEHA,
— TIOSICHSIET KOMITO3UTOP B MPOTPAMMHBIX
3aMeTKax. — A Takke TOo, Kak IyOJuKa
B KOHIICPTHOM 3ajie, C €€ OIrPOMHBIM pa3-
HOOOpa3ueM MbICIIEH, MOXET co31aTh 00-
IIyI0 KOHILEHTpauuio»'?. 1 nefcTBUTEND-
HO, TePOH THECHl HEPENKOo pediIeKcCupyroT
0 MY3BIKE, O TOM, YTO OHH CIIBIIIIAT, TOYEMY
CITYIIAOT, KaK CIYIIAIOT MY3bIKY APYTHE, U
CIBIIIAT JIX OHU OJHO U TO k€. HemanoBaxk-
HYIO POJIb B 3TOM OTHOIICHUH UTPAET U XOP.
B mnpenmocnegHeit ciieHe ero y4acTHUKH
CBOOO/IHO TepeMeNIatoTCs 0 3pUTEITHLHOMY
3aity, n300paxas myOJIMKy MOCJe KOHIIEPTA.
Onu nmubo menyyt, JuOO0 pasroBapUBaIOT
Brioronoca. Kparkue (passl, KOTOpble OHH

MPOU3HOCST, MPUOTKPBIBAIOT CyTh BO3/CH-
CTBHUSL MY3BIKH Ha JIFOACH — BO3ACHCTBHS
MHOT000pPa3HOr0 M IMPOTHBOPEUMBOIO, 3a-
BHCSIIETO OT KM3HECHHOTO OIIBITA, YMOIIHO-
HAJIBHOM OT3BIBYMBOCTH M MHTEJUIEKTA. J{jIs1
OJIHUX MY3bIKa OTKPBIBAET PaI0CTh HEBbIpPa-
3UMOT0 BepOajbHO TYXOBHOTO CIUHCHMS'”,
y IOPYTHX OHa MpoOYXKIaeT MHCTUHKTHI U
JKU3HEHHBIN Te€IOHU3M'4, Ha KOro-To OHa
HE MPOU3BOAMUT BOOOIIE HUKAKOTO BIICYaT-
JCHHS'S, I KOTO-TO, HAIpOTHB, OOHa)Ka-
eT OECCMBICICHHOCTh CYIICCTBOBAaHUSA'®,
pacKpbIBacT Tparu3M OAMHOYECTBA'!, a JIjIs
WHBIX OKa3bIBACTCS CHACHTEIBHBIM MHPOM,
B KOTOPOM MOYKHO YKPBITHCSI OT HEIPHUTIISI-
HOU INEHCTBUTEIBLHOCTH'®.

B utore B COUMHEHUH MIPUCYTCTBYIOT KaK
ObI JIB€ JINHUM [MOBECTBOBAHUS — JINPHYE-
CKasi, perpe3eHTUPYIOIIas HCTOPHUIO JIF0OOOB-
HBIX B3aMMOOTHOIIIEHUH, U ¢unocodckas,
CBSI3aHHAs C Pa3MBIIUICHUSIMHA O TMPHPOIE
MY3BIKH U clie/iax e€ BO3ACHCTBYSI, O TCUCHUH
BPEMEHH U €T0 BJIACTH HaJ BCeM. DTH MOBE-
CTBOBATEJIbHBIC IUIAHBI TO MEPECEKAIOTCS,

12 Serensen B. Sounds Like You. Programme Note / Wise music classical.
URL: https://www.wisemusicclassical.com/work/37023/Sounds-Like-You--Bent-S%C3%B8rensen/

(accessed: 17.01.2023).

13

«ITocne xoHIIEpTa HET HUYETO MpEeKpacHee, YeM BO3Bpamarhes oMol BMecTe. VIHOTIa MBI TOBOPUM

0 My3BIKE, HHOT/Ia TPOCTO MOTYMM. MBI CIIUIIIKOM MHOTO YCITBIIIIAINY», — TOBOPUT OWH U3 YIaCTHHUKOB.

14 Tak, OIMH W3 yY4aCTHUKOB MPU3HAETCS, YTO BCErJda CMOTPUT TOCIIE KOHIIEPTa MIOPHO U MacTypOarus
OKa3bIBAETCS I HETO «ECTECTBEHHBIM 3aBEPIICHNEM MY3BIKI». EMy BTOPUT Apyrod 3pUTENb, YTBEPKAA,
YTO MY3BIKa COCTABIISIET «OCHOBY YEPTOBCKH XOPOIIETO CEKCay. TpeTnii ydacTHUK MPEABKYIIAET, KaK IMocie

KOHIIEPTa CHECT YTO-HUOY/Ib BKyCHOE.

15" OmuH U3 rOI0COB COOOIIAET, YTO 3a MATh MUHYT J0 OKOHYAHHUS KOHIIEPTA BCEraa MOCMAaTPUBAET Ha
gacel. OH ¢ pa3apakeHuEM JyMAET, 9TO €My MPENCTOUT MOCIIE STOTO BRITYIUBATh COOAKY M UTO KOTAa-HUOYAb

OH BCE-Taky M30aBUTCS OT HEE.

16 TakoBa perutKa ISITHAIIATOTO YYaCTHHKA: « 5] He 3HA¥0, oueMy BCE Tak IUI0X0. S 4yBCTBYIO, 4TO BCE
OeccMbIciieHHO. Mos KWU3Hb, MOH IeTH, MOsI padoTta. Beé. U 3T0 IpocTo My3BIKay.

17 CnoBa TpHHAIIIATOTO YYaCTHUKA IPUHAJIEKAT CTAPOil OMMHOKOH keHIrHe. OHa BCTIOMHHAET, KaKk
XOJMJIa C MaJIeHBPKUM CHIHOM Ha KOHIIEPT, HO TeNeph OH BBIPOC, U OHAa ocTanack ogHa. OHa coOupaercs
MPOTIIOTUTHh COTHIO CHOTBOPHBIX TAOJIETOK, HO Tepe] ATUM XoTeja OBl emé pa3 yCHbIIaTh MY3BIKY,

MOOOHYIO TOH, YTO 3BydYalsia Ha KOHIIEPTE.

18 OauHHAAIATAs PEIUIMKA TPUHAMICKHUT MYKIHHE, Ybst MaTh (HJIH JKEHA) CTPaJaeT OT aJIKOTOJIbHON
3aBucuUMOCTH. «KoHIEepT 1st He€ — 3TO TpH Haca, B T€UEHHWE KOTOPHIX OHA MOXET CIIOKOWHO MHUTh, —
MPOM3HOCHT TosIoc. — YTo MHe emé ocTaércs Aenarb, KpOMe KakK CIIyIIaTh OOJBIIE MY3BIKH ?»
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TO ABWXKYTCS NapaijIeNIbHO, TOCKOJBKY (pu-
nocockasi TUHHUS HaXOJUT OTpPaKEHHUE HE
TOJIBKO B BEpOaIbHOM, HO U HETIOCPEICTBEH-
HO B MY3BIKAJILHOM TEKCTE (Yepe3 ajulto3un
Y aBTOITUTATHI).

Tecnas B3aumocBs3b Exit Music wu
Sounds Like You o0ycnoBuiia yHUKQJIBHOCTb
U cnenuUYHOCTh XYIOKECTBEHHOTO 3a-
MBICIIa MY3bIKaJIbHO-T€ATPAIIbHON IbECHI,
a TakXe HEOJHO3HAYHOCTh €€ KaHpPOBOTO
pelenusi, 4to noguépkuBai u cam CEpeH-
CeH B NPOrPaMMHBIX 3aMETKaX K IPOU3-
BEJICHUIO, yKa3blBas, YTO ATO «COYMHEHUE
o counHeHuu. CounHenue o kouuepre. [1be-
ca, KOTopas cTajla OpKECTPOBBIM ITPOU3BE-
JICHUEM, ¥ Ha000poT»'?.

JIeHCTBUTENBHO, aHP NPOU3BEICHUS
TPYIHO OJHO3HAYHO WICHTH(PHUIIMPOBATH:
3TO HE cUM(OHHYECKas Mbeca, HE ONepa, He
BOKaJbHBIA IIMKJI, HO U HE My3bIKa K Jpa-
MaTHYECKOMY CIIEKTAKIIIO B TPATUIIMOHHOM
cMmbicne. JKaHpoBble TpaHUIbl COYMHEHMS
OKa3bIBAIOTCSl MPEJEIbHO Pa3MbBITHI: 3/1€Ch
YUYacTBYIOT aKTEpBI, BEAYIIUE Pa3TOBOPHBIC
JIMAJIOTH, OPKECTP C XOPOM M ITyOJIuKa.

[TokazarenbHa AMCTIO3UIIMS YYACTHUKOB.
Ha cuene pa3meniaercs opkecTp, a 3a HUM —
OOJBIION JKpaH, Ha KOTOPOM BOCIPOHM3BO-
JIUTCSl BUJEO3AMUCH MyOIUKH, CIYyIIAIOIEeH
Sounds Like You. Bmuepenum My3bIKaHTOB,
CJIeBa W CIpaBa OT Iaprepa, pacroliararor-
cs em€ J1Ba HKpaHa, HA KOTOPbIE B PEXKHUME
peaIbHOrO BPEMEHH IIPOELUPYIOTCSI BUIEO-
3alUCH PTOB aKTEPOB, UCHIOJIHSIOLIUX POJIU
Myxuunbl n Kenmunbsl. Takum o6pasom,
repoM He TOJBKO HE UMEIOT UMEH, HO JaXKe
WX JIAIl MBI He BuauM. Kpome Toro, oHM Jin-
IICHbl WHAMBHyabHBIX XapakTepOB U 3a
HUMU HE 3aKPEIUIIIOTCS Kakue-In0o My3bl-

19 Sgrensen B. Ibid.

KaJIbHBIC XapPAKTEPUCTUKH (TEMbI WM JICHT-
MOTHBBI).

AKTEpPHI U ydacTHUKHU xopa (16 denoBek)
pacronaraiorcsi B 3ajie, Cpeau 3pUTeENeH.
B mpemucnoBun K mapTUType KOMITO3UTOP
CHenuaibHO OTMEYAeT, YTO OHHU JOJKHBI
OBITH OZIETHI TaK e, KaK BCS Mpoyast MmyOiu-
Ka, HA B KOEM CITydae He BBIACISSACH U3 HeE.
XopoBble MapTUHU CIEAYET CHpsITaTh B MPO-
rpamMMKax. Bce y4acTHUKHM JOKHBI UMETh
npu cebe HeOonblnre (HOHAPUKH, YTOOBI
MOJICBEYMBATh MAPTUTYPbl TPU HUCIOJHE-
HUH, 1 MOOWIIbHBIC TelIe(DOHBI.

Y4acTHUKK XOpa BBHITONHSIOT TBOSKYIO
¢ynkiuto. C onHON CTOPOHBI, OHU — Tpa-
JTUIMOHHBIE KOHIIEPTHBIE HCIIOJIHUTENH,
NOMENIEHHBIE B HE BIIOJIHE TPaJAWLIMOHHBIC
YCIJIOBUSA, C JAPYTrOil CTOPOHBI, OHU — aKTE-
pBl, Urpatolye pous 3pureneil. Tak, B npen-
MOCJICTHEH CIIEHEe, KaK Y€ yIOMHHAJIOCH,
OHH BCTAIOT W JIBUTAIOTCS CPEAM ITyOIHKH,
MIEMOTOM MPOU3HOCS PA3IUYHBIC PEIUIHKH,
OTpaKaIOIUe PEAKIHUIO CIIyIIaTeNei mocie
KOHIIEpTa?’, UX MBICIIH U TIEPESIKUBAHUSI.

JIBOMCTBEHHOCTh pONM TpUCyIIA H
OCTaJIbHBIM YYaCTHHKAM 93TOTO CIEeKTa-
KJIS-KOHIIEPTa:  MY3BIKAHTaM,  CHJISIIUM
B OpKECTpe, KOTOPhIE B OTJACIBHBIX CIydYa-
ax OepyT Ha ce0s QyHKIIMHU X0pa, a B KOHIIE
NPOU3BEACHHUSA BOOOIE MOKHIAIOT CIICHY,
NPEIOCTaBIsAsT BO3MOXKHOCTHh 3BydYaThb MY-
3bIK€ U3 MarHUTO(OHOB; aKTEpaM, KOTOpbIE
10 OOJIBIIIOMY CUETY SIBISIFOTCS TOJIOCAMU U3
3aja, OIHUMU U3 MHOTHUX CITyIIaTeneu, mpu-
HIeIIIUX Ha KOHIIEPT.

OTcyTCTBUE BHEIIHUX COOBITUH, CaMo-
yIIIyONEHHOCTD, JpaMaTH3UPOBAHHAS JTUPH-
Ka, BCJIIYUIMBAaHUE B «MY3BIKY TYIIN», HIEU
yX0/a, UCYE3HOBEHUs, CMEPTH, — BCE 3TU

20 Kax/plil y4aCTHUK MPOU3HOCHT CBOM TEKCT HECKOJIBKO pas3, AJIsl TOr0 YTOOBI €r0 MOIIIH PACCIIbIIIATh
pasuble 3putend. Ilpu sToM ¢passl y Bcex XOpUCTOB 3BYYaT OHOBPEMEHHO.
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yepThl cOmmkaroT nbecy CEpeHceHa oTdya-
CTH C CHMBOJIUCTCKOH JIpaMoii, a 0T9acTH —
C «MHTUMHBIM Tearpom» Ctpunabepra’'.

Bo3Bpamasce k Bonmpocy XxaHpa, HpH-
XOUTCS KOHCTAaTUPOBAaTh, YTO peYb HIET
O HOBOM CHHTETHYECKOM IIEJIOM, B KOTO-
pPOM TIOMHMO KOHTaMHUHAIIUU Pa3TUIHBIX
KAQHPOBBIX  KAaHOHOB  (JpamMaTU4eCcKOTO
CHEKTaKJIA U CUM(OHUYECKONU MY3bIKH) O~
HOBPEMEHHO OCYIIECTBISIETCA CTHUpaHHE
TPaHUIl MEXAY TeaTpalbHBIMHU/KOHIIEPT-
HBIMU TIOJIMOCTKaMU U 3pUTEIBLHBIM 3aJI0M,
MEXIy aKkTEépamu, UCTIOTHUTEISIMU (MYy3bI-
KaHTaMH) W ciIymiareiasMu. B utore mepen
HaMH — CIIEKTaKJIb, KOTOPBIN pa3bIrphIBa-
€TCsl HEe Ha CIIeHE, a B KOHIIEPTHOM 3aJie, ’
OJTHOBPEMEHHO — CHUM(OHUYECKOE COYH-
HEHHue, IMpEepbHIBAMOE MOHOJOTaMM aKTE-
poB. JIpaMa u My3bIKa pa3BEPTHIBAIOTCS TO
napaieIbHO, TO B3aWMOJCHUCTBYIOT IIPYT
C Ipyrom Onarojapsi HaTU4IHIO, KaK yxke OT-
MEYaJIOCh, IBYX «CIXKETHBIX)» JINHUN, OHA
U3 KOTOPBIX KOHKPETHA, N0 CBsI3aHa C JIf0-
OoBHOM ucTOpHel, a apyras — meradu-
3U4YHA, OTpa)kas Pa3MBIIIJICHUS KOMIIO3H-
TOpa O My3bIKe, €€ 3HAUCHHUH, O TPOILIOM
¥ TpaJHINK, BCeoObeMITIONICH MeTadopoii
KOTOPBIX CTAHOBUTCA UJes yxoaa (exit), uc-
YEe3HOBEHUSI.

3ametum, yto CéEpeHceH He ObLT mep-
BbIM, KTO BbIBEJ CUM(OHUYECKUN OpKECTp
Ha CLIEHY ApaMaTruyeckoro tearpa. CxogHsle
YKAHPOBBIE SKCIIEPUMEHTBI OCYIIECTBIISINCH
u panbiie. Tak, B 1977 rony aMepukaHCKAM
komno3utopom Anzape IIpeBeHom B co-
TPYIHUYECTBE C OPUTAHCKUM JpaMaTyprom
Tomom Cromnmapaom Obla co3/laHa Mbeca
JU1s akTépoB U opkecTpa Every Good Boy
Deserves Favour®, B koTopoii CUM(pOHNYE-
CKHMI OpKECTp WIpajl KII4YeBylO poiib. OH
HE TOJIbKO WJUIIOCTPUPOBAJI COOBITHUS IIbe-
Cbl, HO W, PACIOJArasicb Ha CIEHHMYECKOH
IJIOIIAJIKE, BBICTyNal [JIaBHBIM HJICHHBIM
HOCHTEJIEM CIIEKTaKJIs, MeTa(pOopuIeCcKU BO-
riouiasi 00pa3 TOTAJIMTapHOTO TOCYAAPCTBA.
Mys3sbika [IpeBeHa mo GoibIIOMY CUETYy CO-
XpaHsjia CBOM TPUKIATHBIE (QYHKIIUH, HO
OTYACTH W Iepepacrajia Ux, co3aaBas Q-
(dekT nmapanieabHOro NPUCYTCTBUS U BHOCS
JIOTIOJTHUTENIbHBIE CMBICIOBbIE OOEPTOHbI
B COZIEpKaHUE MbeChl Oarofaps CBOEH cum-
BOJIMYECKOM HArpyKEHHOCTH>,

B ommmuue ot IIpeBeHa, xaHpPOBBINA CUH-
te3 B Sounds Like You npencrasnsercs 6omnee
CIIOKHBIM: BO-TIEPBBIX, H3-3a JOMUHHUPYIO-
IIETO TIOJIOKEHUSI MY3bIKH, BO-BTOPBIX, U3-
32 HOBOTO TUIIa KOMMYHMKAIIUM CO CIIyIla-
tenem?. [Tomeras akTépoB cpemu MyOTUKH

2! TlompoOHee 00 3THX XyJIOKeCTBEHHBIX (peHoMeHax cM.: 3unrepman b. M. Ouepku UCTOPUU Jpambl
20 Beka: Uexon, Ctpunudepr, Mocen, Merepnunk, [lupanaenno, bpexrt, ['aynirman, Jlopka, AHyi / OTB. pen.

A. A. Anuxct. M.: Hayka, 1979. 392 c.

22 B GykBanbHOM TepeBofie — «Kaaplii XOpOIIuii MmapeHsb 3acilyKHBaeT JT00POr0 OTHONICHHS» —
Y3 Ha3BaHWS HMCUE3AIOT My3bIKanbHBIe KOHHOTammu. O. A. Bapmaep, mepeenmas B 2012 rogy mbecy
T. Cronmapaa Ha pycCKuil S3bIK, TPEATIOKIIIA HHON 3aroioBok — «Jlo-pe-mu-da-conb-nsa-cu-To-cBoO0AbI-

HOTIPOCHY.

2 Tlogpobuee 06 stom counnennu cM.: Okyresa E., JIy6oBa A. Naes Toraaurapr3Ma W MPHHIUIILL €€
My3bIKaTpHOTO BorwtomeHus B «Every good boy deserves favour» Toma Crommapma u Anape Ilpesena //
Mys3bikanbHbIH XypHan EBponeiickoro Cesepa. 2022. Ne 3. C. 1-25.

2% Pacrionarasi OpKeCTp Ha CIieHe BMecTe ¢ akTépamu, [IpeBeH, MO CyIIECTBY, BBOIUT KOHIIEPTHYIO

CUTYallUI0 BHYTPb JpaMaTU4YECKOTO CIEKTAKII.

CépeHceH TIOCTyINaeT WHAYE:

MOMECTUB aKTEPOB

B 3pUTENBHBIN 3], OH CO3MAET JpaMaTHYECKyIO CUTYaIlMIO B paMKax KoHIepra. Takum oOpazom, Tam, Tie
Y OJTHOTO TTIaBEHCTBYET JpaMa (CIEKTaKIIb), Y IPYroro JOMUHUPYIONTYIO POJIb HTPACT MY3HIKA.
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U Jienas UX HEBUIUMBIMHU (HAIIOMHHUM, YTO
C DKpPaHOB TPAHCIUPYETCS JIUIIb HUXKHSA
YacTh JIMI] UCTIOJIHUTENIEC) U OHOBPEMEHHO
npeyiaras KOHLIEPTHOE HCIIOJIHEHUE CBOEU
cuMmpoHnIecKor nbechl Exit Music, Cépen-
CEeH HIIET COCOObl MMMEPCHUBHOIO BO3JEH-
CTBUS HAa 3pUTEIA: OH CO3AAET YCIOBHSI IJIS €TO
MOTPYKEHUS B 0c000€ XyI0KEeCTBEHHOE MPO-
CTPAHCTBO, B KOTOPOM CTHPAIOTCS Pa3IHUus
MEXAY MCKYCCTBOM M PEAIbHOCTHIO. [Ipném
3TOT TAKKE HE HOB M ITMPOKO MUCTIOIb30BAICS
KaK B aMEpPUKAaHCKOM MY3bIKaJIbHOM TE€arpe,
Ha KOTOPBIA OKa3ajdu BIUSHUE TMPUHIUIIBI
nepdopmanca, Tak u B eBporeiickom. OiHaKo
B OTJIMYME OT CUEHUYECKUX U MY3bIKAJIBHO-
tearpasibHbix omycoB @. I'macca, C. Paiixa,
JI. Anppuccena, pannero C. IllappuHo u
IPYTUX, JAaTCKUIl KOMIIO3UTOP HE CTPEMUTCS
K HapyLICHUIO JMHEWMHON IIOBECTBOBATEIIb-
HOCTH U CMBICIIOBOMY pa3pbIBy BepOaIbHOTO
Y MY3BIKQJILHOTO PSZ0B, IPU3BAHHOMY «BbI-
3BaTh B CO3HAHHMM 3PUTENS] CBOOOIHBIE acCo-
unarum» [1, c. 43]. B ero nbece crokeTHas
JIMHUSL Pa3BOPAYMBAETCS MOCIIEA0BATENBHO,
XOTSI O COOBITMMHOCTH KaK TaKOBOHM 3/1€Ch
roBopuTh TpyaHo. Kparkue nuanoru, pa3sép-
ThIBaOIIKECs Ha (JOHE MY3BIKH, CKOpee Io-
IPY’Kal0T BO BHYTPEHHUN MUpP My>XUuHBI U
Kennunel. [Ipy 5TOM KOMIIO3UTOP JOBOJIB-
HO YyTOK M K aKyCTUYECKOMY MPOCTPAHCTBRY,
MTOCTOSIHHO HAIIOMUHAs! CITYIIATENISIM O MECTE
JNEUCTBUS — 3pUTENBHOM 3aJ1€, HEU3MEHHBIM
arpuOyTOM KOTOPOTO OKa3bIBAIOTCS MIEMOT,
IIyM, KOMMEHTapHH.

C oroit mnenbto CEpeHCEH BKIIOYAET
B MApTUTYPy HEOOBIUHbIE TPUEMBI 3BYKOU3-
BJICUCHUS U IIyMOBBIE dPPEKThI, UMUTUPY-
FOIIME 3BYKH OKpYKaroleu cpenbl. Tak, mis
CO3JaHusl METAJUNINYECKOrO IMPUIITYIIEHHO-
rO 3ByYaHHs, a TaKKe KOJEOTIomerocs u
OTKJIOHSIFOILLETOCsS B HACTpOMKE TOHa (Ke-
Jasi, BAAUMO, HallOMHUTb, YTO Ha KOHLEPTE
CIIyILIATeIb MUMEET HEJI0 HE CO CTYIUWHOU
3alUChIO, & C KUBBIM HECOBEPIIEHHBIM 3BY-

70

YaHMEM) BCE CTPYHHBIE, 3a HCKIIIOUEHUEM
KOHTpabacoB, JOJDKHBI MCIOJB30BaTh fon-
wolf. JIOBOJIIBHO 4acTO CTPYHHBIM HHCTpY-
MEHTAaM TaK)X€ MPEIINUCHIBACTCS MEIJIEHHO
BOJIUTH CMBIYKOM, OKa3blBas IPHU 3TOM Ha
HEro CUJIbHOE JIaBJIeHUE, BILUIOTh 10 00pa3o-
BaHUs TpecKa. DTOT MPUEM 00pa3yeT CUIThb-
HBIA IIyMOBOH 3¢ dekT. B oTaenbHbIx cie-
Hax CTPYHHBIE UT'PAIOT Ha MOJCTABKE.

HoBble npr€mbl CMIONB3YIOTCA U Y XOpa.
B Havasie BTOpOM CLEHBI Y4aCTHUKHM XOpa
JOJKHBI MMUTUPOBATh NpHEM saltando Ha
CKpHUIIKE — JUIsl TOrO HEOOXOIUMO, CHUIS
B Kpecyiax, OBICTPO M JIETKO NepeABUraTh
Horu 1o noity. CEpeHceH Ha3Bal 3TOT NPUEM
«saltando nory.

Onnako Haubonee NPUOIMKEHHBIMU
K COBPEMEHHOM KOHLIEPTHOM CUTYyallMH OKa-
3bIBAIOTCSI CUTHAJIBI MOOUITBHBIX TEIE(POHOB,
BIIMCAHHBIE B MApTUTYPy. OHU MOSIBIIAIOTCS
B IIbeCe ABAXIbl: B Hayaje, korna JKenmmu-
Ha paccKas3blBa€T O MEPBOM TeIePOHHOM
3BOHKE My»X4MHBI, U B KOHLIE, KOIJla repoi
3BOHUT €il B mocneanuii pa3. B oboux ciy-
YasiX CLUEHBI BBINIOJHEHBI TOYTH UIEHTUYHO,
co3gaBasg 4YETKYIO DPEIPU3HOCTBH: IEPBOHA-
YJaJIbHO 3BYYHT MOOWIBHEIN Tenedon Ken-
IIMHBI, a nocie e€ auanora ¢ MyX4nHOM
— MOOuUJIbHBIE TeNe(OHbI BCEX YYaCTHH-
KOB Xopa. VX 3BOHKM BCTyHarT HE B Of-
HOBPEMEHHOCTH, a cO cmenieHueM. Onu-
HAKOBBIN BHEIIIHE MPUEM UMEET PA3IU4YHOE
CMBICJIIOBOE HAIlOJIHEHHE B KAXKJIOU CIICHE.
B mepBoM ciydae aHcamOIt0 MOOWIIBHBIX
3BOHKOB TpeAiecTByeT (paza My UnHBI:
«H 310 Hauano». Otum npuémom CépeHceH
IPOSICHSET TO, YTO OCTAETCA Kak Obl «3a Ka-
JPOM», BHE BEpOATbHOTO U MY3BIKAIbHOTO
IIOBECTBOBAHUs, — IIOCJIEA0BABLICE TOCIIE
BCTPEUM TIE€POEB MHOTOKPATHOE OOIEHUE.
B npeanocnenneii cuene XKenmuna npous-
HocuT: «V 3TO KOHEly. 3ByyaHHE MOOUIIb-
HBIX TeJIe(OHOB Ha Ced pa3 mpe.rnosaraet
HKCTEPUOPHU3ALUIO ACHCTBUS, UOO OTpakaeT
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3BYKH BHEITHETO MUPa — 3BOHKH 3PUTEIICH,
MOKUJAIONINX KOHIEPT. TakuM o0pa3om,
OIIMH | TOT K€ MPHUEM CIIOCOOCTBYET TO IO-
IPY’KCHHUIO B JACHCTBHE, TO, HAIIPOTUB, CO3-
AT 3 HEKT OTUYKICHUS.

Komnosunust Sounds Like You cxianbl-
BaeTcsa U3 8 yactei (cueH), 0003HaYEHHBIX
CépeHceHOM B MApTUTYpe PUMCKUMH IHU}-
pamu. OHM cleayloT ApPYyr 3a Apyrom 0Oe3
nepepbiBa. CoHOpHasi MPUPOAA MY3bIKAJIb-
HOTO MarepHayia 00ecreyuBaeT COeTMHEHUE
yacTel Mo NPUHIUITY HAIUIACTOBAHUS, KOT/1a
Hayajo OJHOW CIIEHBI COBIAJAET C 3aBEp-
meHueM apyrod. Hampumep, ckomnb3siune
[JIMCCAHJI0 CTPYHHBIX W NPU3PAuHO 3BY-
Jaiiee 3a CIEeHON (opTenuaHo, KOTOPBHIMU
3aKaH4YMBaeTCs V 4acThb, MEPEXONAT B Haya-
no VI. brnarogapsi monoOHBIM HaIOKEHUSIM
45-MUHYTHasl Tibeca MPEACTaéT KaKk MOHO-
JUTHOE 1eJI0€, HEKOE OAHOYACTHOE CUMQO-
HUYECKOE MPOU3BEACHUE, HU OAUH pa3ien
KOTOPOTO HE SIBISIETCS aBTOHOMHBIM.

KoMmo3uiimonHoe eauHCTBO obOecredn-
BA€TC HAJIMYUEM CKBO3HBIX TEM U IOBTO-
PAIOIIETOCs My3bIKaIbHOTO MaTepuaia. Taxk,
o0muM Marepuasiom oowseaunsitores I, VII u
VIII yactu. ®akTuyecku BCs MepBas CLEHa
OyKBaJbHO coBmanaet ¢ Exit Music (Ha4amb-
ubie 100 TakroB). VII u VIII vactu npexncras-
JSIOT cOOOM /Be €€ pas3iInyHble PErpH3bl.
Marepuai ceqpMO# CLIEHBI COYETAET HAaYaJIo
u npoaonkenue Exit Music, B KOTOpOM NOSIB-
JIsieTCA HOBasl TEMa, 3aMMCTBOBAHHAS U3 BTO-
poro akra onepsl Cépencena Under Himlen
(«Ilon HEOom»). Bocbmast cuieHa OCHOBaHa
Ha BOCIIPOM3BEICHUMU 3BYKO3allMCH Hadayia
Exit Music (nu6o, 91O TO X€ camoe, Hadaja
Sounds Like You). Aynno3anuch BKJIIOYAIOT
XOPUCTBI, MOJ CUJAEHBIMH KOTOPBIX, IO 3a-
Mbicity CEpeHceHa, pacroyiaratorcsi MarHu-

TooHBI. My3bIKa JOKHA OBITH €/1Ba CIIbI-
mmMoit. Kommosurop ctpemutcs k apdexry
3BYKOBOTO  «O0Jlaka», MOJAHUMAIOIIErocs
OT TOJa, MO3TOMY MarHUTO(QOHBI CIEIyeT
BKJIIOYATh pa3HOBpeMeHHO. KpaiiHue vactu
IBEChl, TaKUM 00pa3oM, PENpPEe3eHTUPYIOT
OJHY M Ty K€ MY3bIKY, HO TIPEJCTABICHHYIO
B PA3JIMYHBIX aKyCTUYECKUX YCIOBUSAX —
B JKHMBOH, HEMOCPEIACTBEHHOW JTaHHOCTH,
HO BCErJa HEMOCTOSHHOM, YCKOJIb3arolIeH,
U B 3aIlUCH, CIIOCOOHOMW 3amevarsieTh ucue-
3alollMe BO BpeMeHHU 3Byku. Hannume nByx
penpu3 3akoHOMepHO. IlepBasi, B KOTOpOii
CTapblil Marepuall COYETAETCs C HOBBIM,
CUMBOJIM3UPYET HEYMOJIIMMOCTh BpPEMEHH,
€ro OJJHOBPEMEHHO JIBIXKYLIYIO M pa3pyliia-
I01IyI0 cuity. BTopas onunierBopser apemep-
HOCTb HAIIETO KEJIaHUs OCTaHOBUTh BpeEMH,
BEPHYTh IPOILIOE, MPEOIOJIEB HENOCTOSH-
CTBO MAaMSTH TEXHUYECKUMH CpEICTBAMHU.
Hecnyuyaitno nocnenneit ¢ppa3zoit JKeHmuHb
CTaHOBATCA cyoBa: «Kak MOXXHO 3alIOMHUTH
3BYK, KOTOPOTO OOJIbIIe HET?)

Ha cxonHom Mmarepuane BBICTpauBaroT-
ca Il u VI ywactu. UUx daktypubiii o0mauk
ornpenensieTcss 0COObIM THUIIOM 3BYYHOCTH
— 3BYKOBBIM JOXJIEM (10 TEPMUHOJIOTUU
N. OcTpoMOrnibekoro®), MpeacTaBisio-
UM ITYJIbCAIUI0 OBICTPO MOBTOPSIOMIMXCS
TOHOB B PAa3JIMYHBIX CJOAX MY3bIKaJIbHOU
TKaHU. DTOT TUIl (PaKTypsl pa3zpadarbiBaii-
cqa e Jluretu B counHeHusx 1960-x ro-
noB (Harpumep, Hadano I wactu Broporo
CTpYHHOrO KBaprteTa, Hadano III gactu Ka-
MEpHOro KOHIepTa st 13 MHCTPpYMEHTOB).
VY Cépencena nogobHas ¢pakTypHasi OpraHu-
3alMsl CTAaHOBUTCSA OJHOM M3 XapaKTEpPHBIX
CTUJIMCTUYECKUX YEPT €r0 MY3bIKH.

3BYKOBOW JOXKIb MOXET MMETh pPa3HO-
oOpa3Hble BapuaHThl opraHu3auuu. B pac-

2> CMm.: Ocrpomorunbekuii M. TeMOpo3ByKOBbIe M BU3yallbHBIE acleKThl ()aKTyphl IMPOU3BEACHUI
. Jluretn 1960-80-x rogoB: aBropedepar auc. ... Kana. uckyccrsosenenus: 17.00.02. CII6., 2013. 21 c.
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cMarpuBaeMbiXx 4Yactax Sounds Like You
0COOCHHOCTh (DaKTYpPHBIX (PUTYp CBs3aHa C
MOCTENIEHHBIM PUTMUYECKUM YKPYITHEHUEM
TIOBTOPSIOIITMXCST 3BYKOB, YTO CO3MaET -
ekt Topmokenus (mpumep Ne 1).

Mpumep N2 1

Example No. 1

b. CépeHceH. Sounds Like You.
CueHalll, 7. 1-4, GparMeHT nopTUTYpLI

Bent Serensen. Sound’s Like You, — —
Scene Il, mm. 1-4, a fragment of the score

J=84 i --eoe- =84 rin---- J. =84
be £ o @ oo be Ame

UMITYJIbCaM, CIIOBHO YTO-TO €IIE yIep:KuBa-
eT Treposi, MOoOyXKIaeT LEIUISAThCS 3a YKU3Hb.
B mecroil cueHe TOpMO3SIIME TPYIIIBI
3ByKOB, C OJHOH CTOpPOHBI, BOCIpPUHHMA-
IOTCS. TIOYTH OYKBAJIBbHBIM BOIUIOIIEHUEM
cnoB JKenmmubl: «OcTaHO-
BU CMEpPTh Ha MTHOBEHHE.
Yaepxxu MeHs», a ¢ Ipyrou
OCTaHaBJIMBAIOIINECS U
PEXYIINE CIIyX 3BYyYHOCTHU
3aCTaBJISIIOT [OYYBCTBOBATb,

yro Oe3qHa YXKe OTKpbLIa

be o oo

CBOM OOBATHS TEPOIO.

Fl. 2

IToBTOpsArONMIiCs MaTe-

be gpe

i puail CO31a€T KOMITIO3HUIIH-

. sertremrrrre=e"  OHHBIC APKH, TAK YTO B 00-
o e apXUTEKTOHUKE IThEChI
R o i i o A A OOHapy)XMBAIOTCSI ~ YEPTHI

‘ = : - e KOHLIEHTPUYECKON (POPMBI.
- = - e e Sounds Like You Tax xe,

Kak u FExit Music, kpome

TOT0, OITUPACTCS HA HCCKOJIb-

TrinC 2 ﬁ Frrrrrrrrrrrrrrrrrrrrrr e e

= KO BBIPA3UTCJIbHBIX TCM, I10-

= SABJICHUC KOTOPBIX B PA3HBIX

[Toka3zarenpbHO, YTO OJMHAKOBBIE B 00e-
UX YacTsaX (pakTypHBIC TPYIIIBI TIO-Pa3HOMY
oopmisitoTcs auHamudecku: Bo Il vactu nu-
HaMUKa B KOKIOM (DaKTypHOM CJI0€ Hampas-
neHa ot ff K ppp, a B VI yactu (u3MeHEHHOI
penpuse), Ha00OPOT, OT ppp K mif, a 3aTeM U K
fff- Pa3HOBEKTOPHOCTh MHTEHCUBHOCTU CO3-
TAET HECXOXKHE CITyXOBBIC OIIYIICHUS U CIIO-
coOCTByeT (OPMHUPOBAHUIO PA3HBIX CMBbIC-
n0B. 1 B TOH, U B APYrou CUEHE B JUAJIOT
TepPOEB MPOHUKAIOT MBICIIH O CMEPTH. MyxX-
YHHA TATOTUTCS OECCMBICIEHHOCTHIO CBOETO
CYIIECTBOBaHMS U JIMIIb BcTpeda ¢ YKeHiu-
HOW JA€T eMy KPaTKOBPEMECHHYIO HAJICHTy
3aIlOJTHUTH IyCTOTY BHYTPEHHETO Mupa. Bue-
3aITHbIC ¥ PE3KUE BCTIBIIIKHI MTOBTOPSIOIIUXCS
3BYKOB, TIOCTENICHHO 3aMEJISIONITNXCS U HC-
TauBaromux, Bo Il 4actu mogo0HbBI KpaTKuM

4acTsIX COYMHEHHUS CO3MaET

JOTIOTHUTEILHBIE  CTPYK-
TypHBIE U CMBICIIOBBIE CBs3U. [lepBas pemnpe-
3eHTUPYETCS B HaYanbHOI ciieHe. CépeHceH
onpezenser €€ Mo KaHpy Kak KOJIbIOEIb-
Hyto. Tema 3ByunT B H dur B IByXToJIOCUH
U TIopy4YeHa TpyOe U CONUPYIOLIEH CKPHUIIKE.
B HauanbHbIX MOTHBaxX TpyObl 6e301Hn00Y-
HO YTraJbIBalOTCSI KOHTYPbI MEJIOAMYECKOU
JUHUK TepBOil yactu MmonaproBckoi Co-
Hatbl U1 oprenuano A dur (K. 331): co-
Brmajgaer put™M (mpaBaa, y Cépencena 6/8
3aMEHEHBI TPHOJISIMU B pa3Mepe 2/4) u UHTO-
HallMOHHBIE 000pOoTHI (BMKeHHE OT 11l Kk V
crynenu u ot Il k IV B TakTax 1-2, coBnaje-
HUE OTIOPHBIX TOUYEK MEJIOJUU B TakTax 3—4,
cp. npumepsl Ne 2a u 26). Ilponomxkenue
TeMbl OpUTHHAIBHO. CTUIMCTUKA OTYACTH
COXpaHsIeTCsl, a OTYACTU «MOAYIUPYET»
B CTOPOHY pPOMaHTH3Ma (Ha YTO YKa3bIBAIOT
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CEKCTOBBIE CKauyKH), pUTM CTaHOBHUTCS 0o-
Jiee MPUXOTIUBBIM, XOTsI puTMOQopMyJia CH-
HWIAAHBI OCTAETCS JOMUHUPYIOLIEH.

Mpumep N° 20 b. Cépencen. Sounds Like You.
CueHall, 7. 8-16, napts Tpy6el

Bent Serensen. Sounds Like You.
Scene |, mm. 8-16, a part of trumpet

Example No. 2a

3

3 —3i— 3 3 —3i F
} = ¥

TER e e
\@n<nq;>”<mp>

P
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Tr.in Do %i;i D e L e e
A T e e
PPP lontano

Mpumep N2 26 B. Mouapr. CoHata ang popTennaHo

Adur (K. 331). yacTb, 1.1-8
Wolfgang Amadeus Mozart.
Piano Sonata A dur (K. 331).
The first movement, mm. 1-8

Example No. 2b

[osiBrsiromasicst OTHanEHHO (ppp) KOJbI-
OenpHas TeMa 3anTylIaeTcsl BHE3AIHO BPbI-
BAIOIIMMUCSI HEPBHBIMH, B3BU3TMBAKOLIMMU
Y BOIOIIMMH TJIMCCAH/IO, OBICTPHIMHU perie-
TULUSMHU Pa3IUYHbIX 3ByKOB, UHTEPBAJIOB U
aKKOPJIOB, 3ByYallUX TO 3aTa€HHO CyMpay-
HO, TO OTKPOBEHHO arpeccuBHO. OTIeNbHbIE
(parMeHTbl TEMBI B JaIbHENIIIEM TOCTOSHHO
«BCIUIBIBAIOT» HA MOBEPXHOCTH COHOPHBIX
3By4HOCTEU. Amo3usi Ha Mouapra, norpy-
KEHHAs B KOHTEKCT POSALIUXCS 00JIaKOB 3BY-
KOB, HETEMIIEpUPOBAHHBIX IJIMCCAHIO WIIH
KJIACTEPHBIX TPEMOJIO, CO3MAET TUIUYHBIN
Ui CEPEHCEHOBCKOM CTHIIUCTHKH 3(PQEKT,
JIOBOJIbBHO METKO B CBOE BpEMsI OIHUCAHHBIN
Anpnepcom beiiepoMm: «...My3bIKa ITOX0XKa Ha
OTrOJIOCOK TOTO, YTO BbI CJBIIIAIH MPEXK/IE,

HO TJIC-TO B IPYT'OM MECTE M MO-HHOMY ».

MouapToBcKas aJiIro31si BBOOUT B COZEp-
xanue Sounds Like You TeMy mamsTu, mpo-
[IUIOTO KYJIBTYPbI, MY3bIKAJIbHBIX TPAIUIIHM,
UX UCYE3HOBEHUS, HOcTalbruu. [lokazarens-
HO, YTO JaHHBIA CMBICIOBOM ci0il popmu-
pyeTcsl MCKIIOYUTEIBHO HA MY3BIKAJIbHOM
YpOBHE, COCTaBIIsIsi aBTOHOMHBIN OT BepOaib-
HOro psiaa miact. OH, npaBaa, Tak Wil UHAYe
COIPHUKACAETCs C MJIEEl MCUE3HOBEHUS MYy-
3bIKU, OJTHAKO MOTYEPKHEM 0C000, UTO B JHa-
JIorax repoeB MpoodiieMa yTpaThl KyJIbTypPHBIX
TpaauUMi HE TOJTHUMACTCS.

KonpiOenbHast Tema MOSBISETCS TaKKe
B III, VI, VII u VIII cuenax. Hamnbonee
«uauUIM4ecKkn» oHa 3ByunT B Il wacrm.
CépeHceH naxke moMenaer €€ B UCXOIHYIO
MOIIAPTOBCKYI0 TOHaIbHOCTh A dur. Kon-
TPAIyHKTOM K HEW BBICTYIAET KJIApHETOBas
TeMa JIEHJIepa, TAaKKe BBIMOJIHEHHAS B IyXe
BEHCKOT0 Kiaccunu3Ma. E€ HauanbHbIE Tak-
TBI CXOKHU ¢ TeMou Tpuo Hemenkoro tanua
Ne 5 Momapra (K. 509). JlanoBsie paznuuus
(MolapToBCKasi TeMa HamucaHa B a moll) He
MPENSTCTBYIOT BO3MOXXHOCTH BBISIBUTH MOY-
TH OyKBaJbHOE COBIAJEHHE TeM (Cp. IpHU-
mepbl Ne 3a u 36). CoeanHEHHBIE BMECTE
TaHIIEBAJIbHBIC MEJIOMM CULIMINAHBI U JICH-
Juiepa OTpa)katoT OJHOBPEMEHHO U JIyILIEB-
HOE COCTOSIHME TepOorHHU. JKeHIlInHa BCIOMHU-
HaeT, Kak My>KunHa BIIEPBBIE IIPU3HAJICS €U
B J1t00BU. OKpbUIEHHASA, OHA 11U1a IO OKYTaH-
HOMY CYMpakoM Tropojy, MOBCIOIY BHUZEIA
JIMIIO CBOETO BO3/MIOOJIEHHOTO U TaHIIeBajIa.

B ocTanbHbIX clieHax KoJblOeabHas TeMa
MOSIBIIIETCS JTUIIb KPATKUMH ()parMeHTaMu.
Ero e u 3aBepiiaercs Bes nbeca. Tema 3By-
YUT y OMEIIEHHOTO 32 CIICHOU (hopTenraHo
Ha ¢oHe ayauozanucu Exit Music. K cnoBy
CKa3aTh, MUAHKUCT HA MPOTSHKEHUHU IbECHI

¢ Beyer A. Dreamscapes Without Boundaries: A Portrait of Danish composer Bent Serensen.
URL.: https://www.andersbeyer.com/publications/dreamscapes-without-boundaries/ (accessed: 17.01.2023).
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Mpumep N2 3a

b. CepeHceH. Sounds Like You.
CueHallll, 1. 31-34, napTis KnapHeTa
Bent Serensen. Sounds Like You.
Scene lll, mm. 31-34, a part of clarinet

Example No. 3a

Mpumep N2 36

B. Mouapr. 6 HemeLkmx TaHLes (K. 509).
N 5, Tema Tpuo

Wolfgang Amadeus Mozart.

Six German Dances (K. 509).

No. 5, the theme of the trio

Example No. 3b

HEOJHOKPATHO MEHSET CBOIO JWCIO3UIIHIO,
TO TOSBJISISICH Tepes, MyOINKOW, TO MOKH-
nast csoé Mecto?’. B VII yactu ¢cBoé moio-
KCHHE MCHSIOT TAaK)KE€ OT/ICIbHBIC TyXOBBIE
UHCTpYMEHTHI. Tak, Ha ciioBax MyX4uHBI
«S ucye3 emé Mo TOro, Kak 3aKOHUYMIIACH
My3biKa. S BcTtan u yménm» CEpeHceH npea-
NUChIBaeT TpEM TpyObam U TpéM Tpombo-
HaM MOKUHYTH CIIeHY. My3bIKaHTHI JOKHBI
YWATH B 3pUTEIIbHBIN 3aJI, BCTaTh MOIYKpPY-
TOM Tocpeu MyOJIMKU U OCTaBaThCsl B TOM
MIOJIO’KEHUU JI0 KOHIIA TPOU3BEACHHUS.

K momoOGHBIM mpuéMaMm KOMIIO3UTOP
npuberaer U B HEKOTOPBIX JPYTUX CBOUX
counHeHusix. Hampumep, B 3aBeplieHUu
KOHIIEPTA JIJIsl aKKOPAECOHA U CTPYHHBIX [ is
Pain Flowing Down Slowly on a White Wall
(«D10 OONMB, MEIVIEHHO CTeKarolas mo Oe-
Joi creHe», 2010) Bce MCIIOTHUTENH, KPOME
AKKOPJCOHUCTa W BHOJIOHYCNNCTA, YXOIST
CO CIIEHBI 32 KYJIMCBI, IJIe C CAMOTo HaJasa
pacronarajiachk cojupyromas ckpumka?. Kak
U B clyyae ¢ KoHuepTtoMm, B Sounds Like You

MOJOOHBIE JKECThl TPUOOPETAIOT JBOSKHIA
CMBICII, 0OecIieunBasi, C OJHOM CTOPOHBI, He-
00XOIMMYIO aKyCTHUYECKYTO arMocdepy (Tpu-
DIYHIEHHOE 3ByYaHUE M3/ajieKa), a ¢ Jpyrou
— KOHKpETH3UpYsl U OyKBAJILHO BU3YaJU3U-
pysl UZIEI0 MPOLIAHUS, UCUE3HOBEHUS, OTCYT-
ctBud. CoenuHsiss MOAPTOBCKYIO TEMY C ay-
nuo3anuceto Exit Music, CEpeHCEH CIIOBHO
ObI Ta€T TIOHSATH, YTO U €r0 MY3bIKY HE IOIIIa-
JTUT BpEMSI M TaK e, KaK COUMHEHHUSI BEHCKUX
KJIACCHKOB, OHA OCTAHETCSI B ITPOLLLIOM.

Emé oxnoii kiaroueBol TeMoil B Sounds
Like You craHOBUTCSl «TieCHs JTIOOBW» (Kak
e€ oOosnauaer cam CéEpeHceH) (mpumep
Ne 4). Ona nosiensiercst nmumib B IV u 'V cie-
Hax Y 3BYYUT UCKIIOYUTEIBHO Y CTPYHHBIX.

Monmep N2 4 b. CépeHceH. Sounds Like You.
CueHa V, 7. 3-17 napTua ckpunok
Example No. 4 Bent Sarensen. Sounds Like You.
Scene V, mm. 3-17, a part of violins

Vn l,II(T//o_n_—\glf)
%ECJ"“ = =5

MunopHBIH KosopuT (d moll*’) u HUKHYIITHE
WHTOHALIUU, COMPOBOXK/IAEMbIE MIEMSALITUMU
CEeKyHJaMH COJINPYIOIIUX aJIbTOB, PUIAOT
TEMeE IETNYECKUM Xapakrep. My3bIka C10B-
HO OBl NPOHM3aHA MPEAYYBCTBUAMH HEU3-
OexHOro paccraBaHus. Tpu U3 yeThIpEX
MY3BIKaJIbHBIX (pa3 TEeMbl HAYMHAIOTCS
XOlaMH TI0O MUHOPHOMY HWJIM Ma)KOPHOMY
TPE3BYUYHIO, «3JIEMEHTAPHOCTBH» KOTOPBIX
CépeHceH ByanupyeT NpOTHBOIOJIOKHBI-
MU CKauKaMH Ha cekcTy u neuumy. lupo-
KM€ HHTEPBAJIBl BHOCAT HAaIpPs)KEHHOCTH

¥ B yactHOCTH, (POPTENMMAHO 3a CIeHOM 3ByunT B Hambojee MHTHMHBIX cienax (IV, V u VIII),

PaCKpPBIBAIONINX JAYIIEBHBIN MUAD TEPOEB.

28 Bonee moapoOHO O KOHIIEIHH 3TOTO COUNHEHUS CM.: [6].
2 B cBsI3M C OTCHUIKaMK K MOIapTy Hellb3st He BCIIOMHHTE, YTO Y BEHCKOTO KJIACCHKA JAHHAs TOHAJBHOCTD

TpaKTOBajach Kak TOHAJLHOCTh CKOPOU M CMEPTH.
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B o011ee 3ByyaHue, 000CTpEHHOE UCITOJIB30-
BaHHEM y CTPYHHBIX ton-wolf.

B IV cuene tema mpoBOAMTCS JBaXbl,
BCSIKUI pa3 OOpbIBAsCh CKOJB3SIIMMH IIIHC-
canzo. B Hauane V yactu oHa, HaKOHeL, 3BY-
YUT LETUKOM, HO TIPH TOBTOPEHUH HAYWHAET
NIpEpbIBAThCS Tay3aMH, pacHagaeTcsi Ha OT-
JieTbHBIE CErMEHTHI (Koraa My»4nHa npu3Ha-
€rcsl, YTO HE MOXKET 3aIISIHYTh BHYTPh cedsl,
YTO OH YyBCTBYET ceOsi MEPTBBIM) U COBCEM
ucyes3aeT mnocie Borpoca repouHu «llouemy
ThI XOUellIb UCUE3HYTh?» U oTBeTa «Eciu Ob1
s 3HaJI, 51 ObI OCTaJICa». 3aKIFOUYUTENBHOE, MY-
YUTETIHHO MEUICHHO HUCXOJSIIEE INIMCCAH/IO0
CTPYHHBIX CJIOBHO Obl CHMBOJIMU3UPYET Kpax
OTHOILIEHUM repoeB. Tak TECHO neperuieTén-
HBIMU OKAa3bIBAIOTCS TEMbl HEBO3MO)KHOCTH
JF0OBH U NCUE3HOBEHUS MY3bIKH.

[logBonmst wWTOrHW, OTMETHM, YTO OOIIHE
TEHJICHIIUN Pa3BUTHUSI COBPEMEHHOIO MY3bI-
KaJbHOTO Tearpa moiny4ywsu B Sounds Like
You opurnnansHOe npenomienue. CounHe-
HUE SIBUJIO 0COOBII THIT ’KaHPOBOT'O CUHTE3A,
OOBEIMHUBILUI B OJHOM LIE€JIOM IbeCy JUIs
CUM(OHUYECKOTO  OpKECTpa, HHCTPYMEH-
TaJIbHBIN T€ATP U IPAMaTHYECKHUI CIIEKTAKJIb.
HoBelit (hopmat, Bo-nIepBBIX, OMPEAETHI aM-
OMBAJICHTHBIM CTAaTyC MY3bIKH, KOTOpasi Of-
HOBPEMEHHO M OTpa)kajla YyBCTBa repoeB, U
BO3/JECTBOBAA HAa HUX, U MJUTIOCTPUpPOBAIa,
u obnanana cOOCTBEHHBIM, HE CBS3aHHBIM
HEMOCPEICTBEHHO C JIFOOOBHOM JIMHHUEH, CO-
nep>xaHueM. Bo-BTopbIx, OH TpaHc(hOpMUPO-
BaJI JIpaMaTypruio IpaMaTudeckoro CreKra-
KJIsl, KOTOpasi, C OJHOM CTOPOHBI, pruoOpena

JIBYTLJIAHOBOCTb, & C APYrol — H3-3a JOMHU-
HUPYIOILETO MOJIOXKEHUSI MY3bIKU CTaja MoA-
YUHATHCS 3aKOHaM MMMAaHEHTHO MY3bIKajlb-
HOM JIOTWKU. B-TpeTbuX, HOBBIM KaHPOBBII
rUOpU, Hapsily C LIUPOKUM BHEIPEHHUEM
ayaro- U BUACOTEXHOIOrUi, 00yCIOBUI U3-
MEHEHHUE XapaKTepa KOMMYHHKAIIUH MEXIY
aBTOpPOM, HUcrojiHuTesneM u 3purenem. Oc-
HOBBIBast Sounds Like You Ha npyroit cBo-
el My3bIKe U Kak Obl MpUIyIaIas akTépoB u
nyonuky k e€ mpocnymrBanuio, CEpeHceH
COCJIMHUJI CTIEKTAKJIb C PEAIbHOCTHIO U pa3-
PYLLUWJI TPAHULBI MEXK]Ty UCKYCCTBOM M YKU3-
Hb0. Ha mpembepe nbeckl B beprene onux 3
KPUTUKOB 3aMETHJI, YTO KOMIIO3UTOP BO3BEIN
B PaHT UCKYCCTBA TO, YTO OOBIYHO CUMTACTCS
3]10CYACTHEM KOHIIEPTHOIO 3ajla — Kalllelb,
pas3roBOphI, HEYMECTHbIE KOMMEHTAPUH, MO-
OUNbHBIC 3BOHKH, XOXKIEHHE U T. 1. JIBOW-
CTBEHHOCTh (DYHKITMI1 BCEX YYaCTHHKOB, HC-
nonHsitomux Sounds Like You, Hanuuue IByX
JIMHUI TIOBECTBOBAHMSI, OTPAKEHHOCTDh KU-
BOTO 3ByYaHHs] B 3ByYaHHH MEXaHUYECKOM
(3ancu MarHuTO(OHOB), aMOMBAJICHTHOCTh
CaMOil My3bIKH, BO3MOYKHOCTb BHJETH ITy-
OJMKY C IBYX CTOPOH — B 3aJI€ U C DKpPaHa,
PAacIIOIOKEHHOIO Ha CLEHE, — BCE 3TO CIO-
coOcTBOBaIO paspymieHrto ddekra Tea-
TpPaJIbHOW paMIibl U MO3BOJISUIO CIYIIATEIIO
MPOXKUTH MPOUCXOSIINE COOBITHS B PEXKUME
peanbHoro BpeMenu. Ilo cymectBy, Cépen-
CEH He JIa€T OTBETa Ha BOIPOCHI, KyAa YXOAUT
My3bIKa UM KaK OHa BJIMSET Ha Jirofen. Beap
MOCJIE KOHIIEPTa KAK]IbIM 3pUTEIb HAWJET HA
HUX COOCTBEHHBII OTBET.
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Abstract. The journal Problemy muzykal'noi nauki / Music Scholarship would like to present its
readers with an interview with Nina Siniakova, a composer and pianist of a diverse cultural background
and broad interests. Her music explores the eternal subjects of beauty, love, life, and death. Her colleagues
describe her style as “unique and refined,” (Mark Hagerty, composer, USA) and that in their opinion
makes Nina Siniakova “one of the most interesting composers of her generation.” (Krzysztof Meyer,
Professor Emeritus, Cologne Hochschule fiir Musik) Her interests in musical genres span from music
written in the contemporary classical style to minimalism, jazz, easy listening, and music for children.

Nina Siniakova is active as a composer, pianist, educator, and a sales representative at Cunningham
Piano Company in Philadelphia. A Doctor of Musical Arts, she was born in Minsk, the capital
of Belarus, received her education at the Minsk Glinka Music College, the St. Petersburg State
Rimsky-Korsakov Conservatory and the Musikhochschule in Cologne. Besides having developed
her activities in music she has also studied theatrical acting professionally. Siniakova is a recipient
of numerous awards, including the First Prize and the People’s Choice Award at the XII Open
Competition of Composers named after Andrei Petrov in St. Petersburg, Russia (in the nomination
“symphonic music” for her Concerto for Two Violins and Orchestra), a stipend from the DAAD
(the German Students’ Exchange Service), a stipend of Exploring the Metropolis program NYC
and many others. As a pianist and a composer, she has appeared at the Carnegie Weill Recital Hall,
Symphony Space in New York, Harvard University, the Beethoven House in Bonn, the Academy
of Music in Philadelphia, the St. Petersburg Philharmonic and the Zink jazz Bar in New York. With
such an assortment of diverse accomplishments in music, Nina Siniakova appeared to be the perfect
musician to take an interview from which the readers of the journal would find of great substance.
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WnTepBbio

MHTepBbIO C KOMMO3UTOPOM
M NnuaHucTkom HuHom CuHakoBom

AHTOH ApkaabeBu4 PoBuep'?

"Mocroeckas 2cocyoapcmeennas koncepsamopus umenu I1. U. Yatikosckoeo,
2. Mockea, Poccus,
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Annomayusa. Xypuan «IIpobnembl My3sikanbHON Hayku / Music Scholarship» npencrasuser
yuTaresasiM UHTEpBbl0 ¢ Huuoli CuHHSIKOBOH, KOMIIO3UTOPOM M IHAHUCTKOHM, HMeErOUIEH
MHOTr000pa3Hble TBOpUYECKHE PabOThl M BEAYLIEH HIMPOKYI0 MY3BIKAJIbHYIO JEATEIbHOCTH.
E€ Mmy3bika BeIpa)kaeT BEYHBIC TEMbl KPAaCOTHI, JIIOOBH, KU3HU M cMepTH. Komern onuceiBaroT
e CTHIIb KaK «yHHMKaJIbHBIA U paduHupoBaHHbI» (Mapk Xsreptu, komnoszutop CILA), u 3710,
110 UX MHEHMIO, AenaeT HuHy CHHSAKOBY «OIHOHM U3 CaMbIX MHTEPECHBIX KOMIIO3UTOPOB CBOErO
noxonieHus» (Kmumrod Meiiep, 3acmysxeHnbli mpodeccop KénbHckoii Beiciei Kbl My3bIKH).
JKaHpOoBBIE U CTUIIEBBIE MHTEPECHI MYy3bIKAHTA OXBATHIBAIOT COBPEMEHHBIE YCTOSIBIIMECS TPAIULINH,
MUHUMAaJNU3M, JKa3, JETKY MY3bIKY U IIbECHI IS JETEH.

Huna CuHsKOBa aKTMBHO MPOSABISAET ceOs KaKk KOMIIO3MTOp, MUAHMUCTKA, MENAror, a Takke
TOPTOBBIM TpencTaBuTenbh (KoMMHBOSkEP) KaHHMHTEeMCKONW (OpTEenUaHHONW KOMIAaHUU
BDunanenshuu. JlokTopMy3bIku, 0HapoauiackBMuHcke, ctonuie benapycu, noinyunnaaodpa3oBaHue
B My3bikanbHOM yumiuiie umeHu M. U. I'munku, B IleTepOyprckoil KoHCEpBaTOpUU UMEHHU
H. A. Pumckoro-Kopcakosa u Beicuieii mkosie My3biku B KénbHe. [ToMrMO My3bIKaabHBIX 3aHATHH,
OHa Takxke npodeccuoHaNbHO o0ydanach akTépckoMy mactepcTBy. CHHsIKOBA — 00JiagaTesb
MHO’KeCTBa npeMui, Bkitouas [lepsyto npemuto u [pus 3purensckux cumnaruii Ha XII OTkpsITOM
KOHKypce KoMmno3utopoB uMeHu Anapest Ilerposa B [letepOypre (B HOMUHAIIMH «CUM(OHUYECKAsT
My3blka» 3a KoHUEepT a1 JIBYX CKpUIIOK C OpKecTpoM), ctumneHautro ot DAAD (Hemenkoit
CTYJIEHYECKOH ITPOrpaMMbl OOMEHa), CTUTICHIHIO OT TIporpaMMbl Exploring the Metropolis B Hpio-
Wopxke u npyrue. Kak nuaHucTKa 1 KOMIIO3UTOp OHA BhICTynana B Kapueru-xomte (8 Konmepraom
sane Weill Recital Hall) w Symphony Space B Huio-Mopke, B 'apBapacKOM YHHBEPCHTETE,
Berxosenckom nome B bonne, Akanemun my3siku B @unanenshuu, [letepOyprekoid ¢pumapmMoHun
U HbIO-HOpKCKOM Zink jazz Bar. C nonoOHbIM pa3zHOOOpa3ueM My3bIKaJIbHBIX AocTHxkeHu Huna
CuHsIKOBa TpPEICTaBISIET Takol oOpa3el] My3blKaHTa, KOTOPBIM TOCTOMH BHMMaHUA M Oecena
C KOTOPBIM MOXET ObITh HHTEPECHA YUTATEIISIM.

Kniouesvie cnosa: Huua CuHsikoBa, KOMIIO3UTOp, MHaHUCTKAa, MuHCk, [TerepOypr, KénbpH,
Coenunénnsle llItare Amepuku, @unanenbdus, CoBpeMeHHask My3bIKa
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Nina, can you tell us, how did you
begin your musical activities? You have
lived in several different countries, so you
have a broad worldview and a rich musical
background. Where did you study piano and
composition, and who were your teachers?
Which composers have influenced your
musical style?

Well, indeed, I am lucky enough to have
completed my studies in Belarus, Russia
and Germany. Presently I live in the United
States.

My parents never questioned what
I should do. At the age of two I pretended
playing the piano on our coffee table.
I started taking music lessons at the age of
four, and composed my very first piece at
the age of six. Consequently, I was accepted
at Central Music School No. 1 in Minsk.
The first couple of years we studied ear
training as our main subject. I felt so excited
on those lessons! Most of my friends had
a very unfavorable attitude towards ear
training, but it was definitely my favorite
subject. Musical ideas and melodies were
easy to hear, to recognize, and to notate.
At some point my teacher, Lubov Victorovna
Makeyeva, suggested to skip a grade,
which I did. Eventually, under her guidance
[ was able to become one of the winners
of the All-Belarus Ear Training and Music
Theory Competition. At some point, Lubov
Victorovna asked us to write a small polka.
It was a part of the ear training program.
I remember her fascination with my tiny
piece. She played it for several of her other
students, but I could not understand what
was so special about it. I suppose the other
children wrote something much simpler.

Nevertheless,  Lubov  Victorovna
recommended me to take composition lessons
at our music school. At that time, it was
taught by rather an unusual teacher, Ludmila
Karpovna Schleg — she is a well-known
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composer in Belarus. She was highly original
in that she tried to teach schoolchildren
things which were really above their age and
understanding. I remember how she gave
us lengthy list of various museums around
the world and made us learn about all the
museums of Vatican City in Rome.

At the age of 14, 1 was accepted to
Glinka State Music College in Minsk, first
as a music theory major, later adding the
additional discipline of piano performance.
The music theory students were required to
study composition as part of the curriculum.
Thus, we had composition lessons for 45
minutes twice a week — my teacher there
was Mikhail Dmitrievich Vasyuchkov,
another unique and likewise important
personality in my life.
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The first assignment he gave me was
to complete a Waltz for piano. It had to
be based on modal harmonic progression.
This was done within a couple of weeks,
and my teacher told me: “You are too
advanced for the first composition course
of the college, so you should pass on to
the second course.” During the second
course we were required to compose
program music. I wrote a cycle of short
pieces for piano for four hands, which
my teacher gave the title of City Pictures.
At the present day not only is the score to
this cycle published, but this composition
is regularly performed on all the four-hand
piano competitions in Minsk, although
I wrote it when I was a teenager.

I had a number of talented classmates
with whom I studied together at the music
college — one of them is Valery Voronov,
who is a very worthy composer with a highly
deserved reputation. We studied composition
with Vasyuchkov together, and then after my
subsequent studies in St. Petersburg Valery
helped arrange for me to come to Cologne,
Germany to study composition there.
Presently he is a very well-known composer
both in Germany and in Belarus. We have
remained close friends.

After that, a surprising turn of events
happened. 1 was seriously considering
entering the Moscow Conservatory. I have
met several professors in Moscow who were
openly enthusiastic about me studying there.
But instead, I decided to stay in Minsk,
complete my studies at acting school and
enroll in the Belarus Academy of Music. To
my astonishment, I was not accepted to the
Composition Department. My music seemed
to be too innovative for the eldest members
of the faculty. However, I was accepted there
to the Musicology Department, so I studied
musicology for two years, composing when
I wished to do so.
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Then a remarkable event occurred —
I went to the well-known Belarusian city
of Vitebsk to participate in a musicological
conference there. The conference was named
after the exceptional Russian musicologist,
Ivan Sollertinsky. It took place on my 20th
birthday, and there I made the acquaintance
of the famous St. Petersburg composer
Boris Ivanovich Tishchenko — that was
the birthday present I received that day.
Tishchenko suggested me to come to St.
Petersburg to study with him. I made a trip
to the city for consultation with him and,
subsequently, for the entrance exam. My
compositions were approved of, so in 1995
I began my studies at the St. Petersburg
Conservatory. The years in St. Petersburg
and my studies with Boris Ivanovitch
influenced my entire being. I would never
have become who I am without that most
fascinating phase of my life.

After having completed my studies
there and receiving a Doctor of Musical
Arts degree, in 2001 1 was awarded a
scholarship from the DAAD foundation and
went to Cologne, Germany to study with
Krzysztof Meyer, a Polish composer who
lived in Germany. He frequently said to me:
“Nina, you are so talented, you have to do
something with yourself and your music.”
I spent six years in Germany, where I met
my present husband, composer Kurt Nelson,
who was also a composition student in
Cologne. I married him while I was living
in Germany and subsequently moved with
him to the United States, where I have lived
since 2008.

You have had many professional
contacts with various composers in different
countries. Which composers influenced your
musical style?

When [ was studying at the music college
in Minsk and especially in St. Petersburg,
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I was, probably, influenced the most by the
music of my teachers and my classmates.
The people with whom you study tend to
make an impact on you. Here I must say
that I was extremely lucky with the friends
I had during my period of studies, and
I presume that I would not shape up to what
[ am now, had I not such an active supporting
group around me. I was greatly influenced
by my teacher Boris Tishchenko, who was
a very strong personality of a world level,
as well as the music of all the other teachers
of the St. Petersburg Conservatory and the
major St. Petersburg-based composers.
Among them I could name my orchestration
teacher Gennady Banshchikov and my dear
friend and colleague Alexander Popov. My
classmates Svetlana Nesterova and Natalia
Volkova, both of whom are at present very
well-established  composers,  definitely
played a big part in my compositional
development.

After having studied for a year in
St. Petersburg, I made a trip to Radzijowice,
Poland, a small charming composers’
residency about an hour away from Warsaw,
to attend a two-week-long master-class
organized by the International Society of
Contemporary Music (ISCM). There were
many people to came to the master-class,
both among the students and the teachers.
Tishchenko was rather a proprietorial teacher,
and he did not like it when his students went
out to study with other composers, so he
was not happy with my sojourn in Poland.
There was one teacher from Lithuania,
Osvaldas Balakauskas, who looked at my
music and asked me, why was it that [ had
a certain note in a particular spot in my
composition. Later, I found out that he was
a serial composer, so he was very particular
about certain pitches occurring in certain
spots of musical compositions. However,
this critical comment of his affected me,
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so, after having returned to St. Petersburg,
I started composing music which was to a
certain degree serial.

In my opinion, when you study, if you
are ready to research different types of
music, if you live in a very productive
artistic environment, which provides you
with a sufficient amount of inspiration,
this is greatly conducive to fast growth and
development. The case can be made for the
art works of Van Gogh, who at some point
of his life lived in Paris and regularly paid
visits to various artists. So, his brother, when
looking at each new painting which the
artist painted in the evening, knew which
of his colleagues he had visited during
the daytime. Each time he was under the
influence of different artists, but at the end
he found his own personal style. It seems to
me that a composer who is 20 years old is
easily susceptible to new influences.

Meanwhile, St.  Petersburg-based
composer Alexander Radvilovich presented
an impressive amount of contemporary
music on his festival Sound Ways. This was
the first Russian festival of this kind. I cannot
say that the music performed at his festival
exerted a great influence on me, but still 1
attended most of its concerts and educated
myself and familiarized myself with certain
musical concepts and conceptions.

In Germany, when I began studying with
Krzysztof Meyer, during my first lessons he
made a comment that in my music the rhythm
was overly regular and monotonous, and
that I had to find my own voice. Although
I objected to his comment at that time, it
exerted an impact on me, so the simplicity of
the rhythmic structure disappeared entirely
from my music since then.

After coming to the United States, I was
greatly impressed with the music of Gyorgy
Ligeti, Kaija Saariaho and Georg Friedrich
Haas. I was also greatly affected by jazz
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music, which holds a very important position
in my life, as well as Belorussian folk
music, from where my musical roots stem.
I believe, these diverse musical elements
have blended together organically into my
personal compositional style.

You are also quite active as a pianist
who performs contemporary music, since
you have frequently played works by living
composers in New York and its suburbs.
Who were your piano teachers?

My first memorable piano teacher was
Vera Feodorovna Beliakova at my music
school. I believe it is because of her my
performance has often been praised for its
phrasing. Later, when I started studying
piano at the music college in Minsk,
I had a very good teacher, whose name was
Liudmila Alexandrovna Tsikhun. She taught
me how to discover many intricate elements
in piano performance and open up certain
emotional “channels” which I was not
able to use before. At the Conservatory in
St. Petersburg, I studied piano with Vladimir
Viktorovich Polyakov and took chamber
music classes with Tatiana Alexandrovna
Voronina, who was an exceptional instructor.
I remember how during the fifth year of my
studies at the Conservatory, when I was
actively performing works by contemporary
composers from St. Petersburg and have
already made a name for myself, I came
to my first chamber music class with her,
where she observed my way playing and
said: “Nina, how can you play with such
hands?” She had reason to believe I did
not have a certain amount of freedom in
my hand position. Tatiana Alexandrovna
gave me some invaluable advice and helped
completely change my posture and my touch.
I am very much indebted to her for that. It
often happens that the teachers with whom
you study for many years provide merely
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the background for the true impact which
is frequently created by somebody who is
not a major teacher, or with whom you meet
by chance — those are the people who are
often the most helpful to your formation.
With that particular interjectory remark and
with the few very helpful suggestions she
made, Voronina greatly changed my attitude
towards piano playing for the better.

I have performed in contemporary music
concerts in St. Petersburg, in Germany and in
the United States. During my years of study
in St. Petersburg, in addition to regularly
playing in the student concerts at the
St. Petersburg Conservatory, I had a few
chances to perform in professional concerts
outside of the Conservatory. At some point my
twoclose friends Natalia Volkovaand Svetlana
Nesterova and myself decided to perform in
a single concert together, in which each of us
would play one of Boris Tishchenko’s piano
sonatas. I chose his Eighth Sonata, dedicated
to the most distinctive St. Petersburg-based
composer Gennady Banshchikov. The
concert turned out to be a very successful
one. After that performance Gennady
Banshchikov invited me to give the premiere
performance of his Fifth Piano Sonata at the
Composers’ Union Building in St. Petersburg
(Dom Kompozitorov). Subsequently, he
dedicated this sonata to me. This was the
beginning of my active performance life,
when [ continuously presented new music
by living composers for piano. I have even
had a recording of an entire CD of my
performance, The Music of St. Petersburg,
where together with an exceptional singer
Olga Petrussenko I presented vocal cycles
by Boris Tishchenko, Gennady Banshchikov,
and Leonid Desyatnikov.

What kind of activities have you been
engaged in after you moved to the United
States?
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After I arrived in the United States,
I had to become used to new conditions,
which are totally unlike those in Europe.
My children were born, and my husband
and I moved to the suburbs of New York,
which were somewhat at a distance from
the city’s cultural life. Nonetheless, I was
able to establish connections with various
composers and composers’ groups in this
country. Most notably, I was introduced to
the New York Composers’ Circle in 2010,
and [ have been cooperating with them since
then for over ten years. At that time the New
York Composers’Circle was headed by Jacob
Goodman. I wrote to him, he responded and
set up an audition for me, where I had to
demonstrate my compositions, after which
I was accepted to this group. Shortly after,
several of my pieces received its premieres
being chosen from performers’ “calls-for-
scores”. That truly helped establishing more
connections with other different composers
and new music performers, with most of
which I have remained on very friendly
terms since then, and my music began to be
performed in New York and in other cities in
America. [ even remember an instance when
I had two different world premieres of my
compositions in two different venues in New
York on the same day.

At that time, I also established close
connections with ballet companies, including
the New York City Ballet at Lincoln Center,
the American Ballet Theater, Steps on
Broadway, and the summer ballet program
at the Juilliard School, in all of which
I worked at alternate times, accompanying
the dancers at the piano.

I would say the United States is rather a
challenging country for a newcomer-artist.
A great deal of our understanding of “how
things should be done” is not applicable
here. Let us say, most of Russian-speaking
musicians grow up with the idea of being
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unique and talented. Because of that many
things can be forgiven. You can be late,
you can be unready, you can fail to come to
class or to a rehearsal, but since you are very
talented, this probably will be forgotten.
The state of competition in the United
States is extremely tight. Every big city has
several high-profile music schools. We are
spoiled by having only one Conservatory
in St. Petersburg. Imagine, how we would
feel, if there were ten similar institutions
— or twenty. Surely, there will be a couple,
which would be the most prestigious, but the
rest would not be that bad either.

Punctuality, readiness to work and the
ability to come to the first rehearsal fully
prepared are of a high value. I am always
amazed by these qualities with American
musicians. They are easy to understand.
If you do not follow these simple rules, you
will not be invited anymore, notwithstanding
your talent.

On the other hand, things take much
longer here for establishing a solid career.
It has been 13 years since I came to America,
and, I would say, only now certain invitations
started to come by themselves.

During the last three years, I have had
the greatest amount of performances of my
music in all of my life, not only in the United
States, but in many other countries as well.
In 2018 I won a composers’ competition in
St. Petersburg for my Concerto for Two
Violins and Orchestra, which I had written
during the times of my close cooperation with
the Jackson Heights Orchestra in Queens.
They asked me to write this composition,
since my friend Julia Meynert-Guarrino and
her husband John Guarrino, who played
the two solo violin parts were previously
collaborating with this orchestra, so they
were able to arrange for a performance of
this composition. The Concerto for Two
Violins and Orchestra was also performed
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in St. Petersburg by soloists Alexandra
Korobkina and Alexander Danilevsky
together with the St. Petersburg State
Academic Orchestra conducted by Alexander
Titov. It was also featured at the opening
night of the International Contemporary
Music festival Sound Ways in St. Petersburg.

Since around that time numerous requests
have been made for me from people living
in various places to write compositions for
particular ensembles.

One especially successful example was
my suite Three Wishes for flute and piano,
which I initially composed for accordion
in 2014, upon a request from a dear friend,
renowned St. Petersburg accordionist
Vladimir Orlov. After that, the piece was
transcribed for solo piano, and then for
flute and piano. Since many people began
requesting this music for themselves, I
have altogether created seven arrangements
of this piece for various instruments or
instrumental ensembles. Finally, the flute
and piano version of Three Wishes has
recently been published at the Kompozitor
publishing house in St. Petersburg.

Isuppose,one of my favorite compositions
was written in 2013 for the Melodia Women’s
Choir in New York. Its title is From the Four
Winds, and it 1s scored for four French horns
and female chorus. I enjoyed working on
that project immensely, since in this work
I set to music texts from the Bible in four
languages — English, Belorussian, German
and Greek — and incorporated four horns.
The composition expresses the conception
of the four archangels standing on the four
corners of the earth, holding the four winds,
as described in the Book of Revelation in the
Bible.

In 2021, among other things I wrote a
composition Athena for cello solo, which [ am
very pleased with. The piece was performed
by Tom Cranes as a part of the project
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organized by the Philadelphia Chapter of
the American Composers’ Forum. 1 was
selected from a number of composers to take
part in this concert, as the result of which
I wrote a rather complex composition in a
style that is somewhat unusual for me. I also
composed a piece for solo organ called Point
Nemo, which was performed in Moscow
last spring by organist Olesya Rostovskaya.
I must say, inrecent years [ have become very
selective in my musical ideas, not allowing
them to flow in a haphazard manner, but
always trying to shape and polish them.

I am in a habit of working on several
projects simultaneously, alternating from
one to another. I have just completed a
new piece, Immagini sfuggenti (Escaping
Images) for the Bacchanalia baroque music
ensemble based in New York. Additionally,
I am finishing a cycle for young violinists,
called Emojis, a new cycle for voice and
piano based on Belarusian folk poetry, a set
of, jazz etudes for piano and a new large-
scale composition for sextet.

I am also very active as a pianist
performing contemporary music, and
I regularly take part in contemporary music
concerts, engaged in my own works, as
well as those by other composers. I have
a number of piano pieces, which I have
played in various concerts, in New York,
in Philadelphia, where I have lived for the
last five years, and in other cities in the
United States. I have also performed music
by different contemporary composers at the
concerts of the New York Composers’ Circle
and other concert organizations in the New
York metropolitan area.

Most recently, my creative life has
received a new swing. I have received an
overwhelming amount of offers, both as a
composer and a pianist. Premieres of my
works in Belarus, Russia and the United
States, along with requests and commissions
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made my year 2023 quite booked. I am
writing a chamber opera 4 sei for six
women, that is planned to be premiered in
Philadelphia in November 2023. There is a
serious commission from the Bacchanalia
baroque music ensemble in New York,
made possible with the support of New York
State Council on the Arts. Then there is the
ongoing collaboration with the concert series
Musical Bridges directed by you, where [ am
honored to be a featured composer in many
of your concerts.

One of the Ileading Philadelphia
contemporary music ensembles Network
for New Music would like me to write a
new piece for the coming season; I am
discussing a project with a Philadelphia-
based woodwind quintet Revolution Winds
for which I would like to write a 15-minute
philosophical ~ composition  presenting
a research, if you will, on freedom and
liberty. Solo recitals across the East Coast,
a chamber ballet for children, a release of
two albums, One Step from Love and Frozen
Reflections, collaboration with another
well-known contemporary music ensemble
Orchestra 2001 add to the variety of my
creative activities. A lot to look forward to!

Can you tell us about your own music?
How can you generalize your musical style?
What are the goals you set before yourselfin
your music?

I remember many years ago having read
an interview with Vladimir Tarnopolsky from
about 2010, or even earlier. He stated that
a composer in our time resembles a painter
who is endowed with an immensely broad
palette, and depending on the idea he wishes
to express, he uses a particular paintbrush
and applies particular colors to his canvas,
creating the most diversely styled painting.
I am interested in very different musical
styles, and in my opinion, this comes close
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to the ability to speak in several different
languages. [ greatly enjoy composing
absolutely casual music, such as children’s
pieces, or various types of merry jazz
pieces, and I feel that I am quite successful
in composing this kind of music. I believe
jazz rhythms enrich the language of my
serious compositions. Jazz, especially its
most genuine variety, has very complicated
rhythms, as well as very complex harmonies,
so when composers learn the language of
jazz, they might find this very beneficial
for themselves. This knowledge can very
well be applied in contemporary music.
I regularly listen to a large variety of music
of the most diverse styles and directions,
and in regards to real contemporary music,
there 1s one thing which interests me to a
great degree. It required many years for me
to finally understand that I am interested
in the quality of beauty. I think that music
must possess noblesse and beauty. The
latter concept is presently entirely out of
fashion, unlike many other attributes, such
as brilliance, virtuosity, or challenge, and
has become “outdated.” I am absolutely
against such a state of affairs. I think that
in contemporary music intricacy of feelings
and of expressive means can very well exist,
and even when a composition expresses
an aggressive state, even so there can be a
harmonious side to this aggression, which
may very well be perceived. Undoubtedly,
everything depends on the final result. I think
that even if [ would be asked to write music
for a very grotesque and bloody storyline,
I could still find in it such moments which
would enable me to demonstrate in it the
element of beauty, or, at least, harmony.

I also feel very strong connections with
my national Belarusian roots. Belorussians
represent a very holistic nation. In Belarus
the folk culture and particularly folk music
form an integral part of everyday life, and
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is not limited merely to old ladies singing
in villages. All the major folk holidays are
celebrated not only in villages, but also
in the cities. This element of the musical
culture and the understanding of nature as
an indispensable element for existence, has
been present in Belorussian culture from
the earliest pagan times. Everything which
stems from folklore is absolutely imprinted
in our genes, and in my case it forms a solid
foundation. It is present in the way melody,
rhythm and counterpoint are constructed and
developed.

I have heard a large number of your
musical compositions, and can testify of
their extreme diversity of style. Some of
them are written in a European avant-garde
idiom with atonal harmonies and innovative
textures, while many others have a more
romantic style with tonal harmonies. By
now these classifications have gradually
become irrelevant, and we may grant
the right to musicologists to engage in
classifying the different stylistic directions
of uses music into separate categories. This
stylistic diversity can be best observed in
your piano works. Your piano composition
“Adveritatem” for piano, composedin 2008,
contains a mixture of atonal and tonally
centered harmonies and vivid, virtuosic
piano textures, ranging from traditional
contrapuntal to modernist textural. It was
written especially for the International
Beethoven Piano Competition in Bonn, and
it is composed as a set of variations with the
initial theme — from Beethoven's Sonata
opus 110 — appearing at the very end. Your
“Elegie” for piano, composed in 2018,
is a plaintive, mournful piece combining
romantic and modernist harmonies and
textures. “Nocturne” is entirely atonal and
harmony and contains elaborate exquisite
modernist  textures, while your piece

“Le Temps Filant” is rather statically
diatonic in its harmonies and appears to be
deceptively simple at first, but upon closer
hearing, the listener discovers the immensely
complex rhythms and continuously changing
meters present, which endow the piece with
its substance. To cite an example of your
music for larger ensembles, your Concerto
for Two Violins and Orchestra presents a case
of organic combination of modern textures
and atonal harmonies alternating with
romantic textures and tonal harmonies. It
begins with virtuosic passages played by the
two violins, after which the orchestra enters
subtly, gradually taking over the momentum
from the soloists, bringing in loud dramatic
orchestral textures. Towards the second half
of the composition, tonal harmonies begin
to prevail in the composition, producing a
metamorphosis of style and harmonies. Do
you consider this stylistic diversity a major
element of your overall musical style?

[ would say so. l would call it being “multi-
lingual” in music. Many things interest me,
and I am eager to take upon new challenges.
I do hope though that a certain “main stream”
or “backbone,” if you will, remains visible,
despite all the stylistic changes in my music.

As a particularly striking example of my
musical style, I cantalk about my composition
Gelidi riflessi (Frozen Reflections) for violin
and harpsichord, about the history of its
composition and of the result which has
appeared.

My long-time friend from Minsk, a
violinist, who now lives in Milan, Italy, was
supposed to play a program called Winter in
Italy. She turned to me with the request to
compose a piece for her program. I thought
about this for a long time, remembering my
two trips to Italy, and conjuring up the usual
commonplace associations with Italy, such
as: pizza, Verdi, Mario Lanza (who turned
out to be from Brooklyn), Luciano Pavarotti,
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oranges against the background of a brightly =~ Snow. I had the chance of bringing many
blue sky in mid-January, as well as white different types of experimental instrumental
walls brilliantly reflecting the rays of the textures and sonorities into a piece which
sun. I had no idea how to make use of any I composed, in which I vividly described
of these elements to describe winter in Italy, Italy in the gray winter as I had imagined
since | wished to avoid clichés. After having it. Incidentally, the feeling of beauty, which
pondered over this for a long period of Italkedaboutearlier, I believed was achieved
time, I ended up discovering a set of black-  quite successfully in this piece, as well as
and-white photographs of Venice in the a sense of harmoniousness. The manner
wintertime. These were absolutely different in which the two instruments interact with
from what I had described earlier. The first  each other in ensemble contains many of the
photograph which made an impression me already standard techniques of contemporary
depicted a reflection of a seagull in a half- music, including noise effects, imitations of
frozen puddle, that eventually gave me an  seagulls, as well as sounds produced in the
idea for the title, Frozen Reflections. strings of the harpsichord. It seems to me
I was also impressed by a photograph of  that this remains one of my most successful
the gondolas lying abandoned covered with  pieces, in which I made use not only of many
snow falling from a gray sky, reminding extended techniques, but also of numerous
of the sky in St. Petersburg during the contrasting expressive means.
winter. It turned out that this symbol of Information about me and my music,
love and leisure of life is lying forgotten as well as recordings of some of my
and neglected under the snow. A third photo  compositions may be found on the website:
showed the Piazza San Marco [St. Mark’s  https://www.ninasiniakova.com
Square] in Venice all infested with seagulls.
So, the first movement of the piece is called Thank you very much, Nina, for the
A Misty Morning on Piazza San Marco, the interesting and substantive conversation.
second movement is called Seagulls, and  We wish you ongoing success in tour musical
the third is called Gondolas Covered with  endeavors.
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KaK HayyHOE HalpaBlieHuE OOPMH-  HAIIMX COOTEYECTBEHHHUKOB, OTCTAHUBaIO-
JIOCh Y aKTUBU3UPOBAJIOCH U3YYEHHE  IIUX CBOOO.Y.
PYCCKOIo Hauaja, 0TOOpa)kaeMoro B My3bIKe Hcrtopruueckuil repousMm Hapoxa Io
[1;2;3;4; 5]. B ero pycne npoyepunBaroTcs  IpaBy OJIMIETBOpAETCS XoJaoM Benukoi
pa3Hbie TTOBOpOTHl U oTBeTBieHUs'. Cpequ  OTeuecTBeHHOW BOWHBL. EE€ Heocmopw-
HUX SIBCTBEHHO OIIPEIEIWIach TE€MaTude- MOW KyJbMHHALMEH, 110 CYIIECTBY, TOUKOU

BHOCJ’I@I{HI/Ie rogbl B MY3bBIKO3HAHUU cKasg 00J1acTh IIPOCIIaBJICHUA IIATPUOTHU3MA

' Cwm. bubnuorpaduueckuii ciimcok: [8; 10; 12; 16; 19; 23; 24; 25].
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nepenomMa, craina obopona CranuHrpaja,
o0OeIOHOCHOE 3aBEpIICHHE KOTOPOHM Mpou-
3omwio 2 ¢epans 1943 romga. Baxkubie amns
CyZ1e0 MIJIJITMOHOB COBETCKHX JIFOZIEH, T€ BO-
€HHbIE COOBITHSI HAITU €CTECTBEHHOE MpO-
JIOJDKEHUE B TBOPUECTBE IMPEXKIE BCErO0 MX
YYaCTHUKOB U COBPEMEHHUKOB. CBOIO JIENTY
B OCMBICJICHUE KPYMHOMACIITaOHOTO 3MH30-
Jla UICTOPUU BHECIIM JIEATENIN Pa3HBbIX TBOP-
yeckux Mpodeccuii: nureparypsl (MOBECTh
«/Inm 1 Houm» K. CumoHOBa; pomaHbl «3a
npaBoe aenao» u «Ku3Hp u cynp6ay», ocBs-
méHHble CTalMHTPaJCKO OUTBE, a TaKxkKe
«Cranunrpaackue ouepkn» B. I'poccmana,
BoeBaBiero noj CranuHrpaaom), Tearpa
(MOCTOSIHHO 3HAuaIIMecs B PENepPTyapHbIX
JUCTax Apamarnyeckux Tpynn CranuHrpa-
na—Boirorpasa CnekTakiy O 3allUTe BOJDK-
CKOT'0 ropojia), 1300pa3uTeIbHOr0 HCKYCCTBA
(rpadpuueckoro M KUBOIMKUCHOTO — JHOpa-
Ma «Cranuarpanckas outBa. CoeauHeHue
¢dbpouToB» M. u A. CaMCOHOBBIX), BasHUS
U 3014ecTBa (MaMSATHUK-aHCaMONb Tepo-
sam CranuHrpazckoil 6utBel Ha MamaeBoM
Kyprane ckyaenropa E. Byderuya u apxu-
Tekropa . benononbckoro); KUHO (JIByXce-
puitabiil puibM «CTaauHrpas, 3aBepliao-
i kuHosnornero FO0. O3eposa; Tenecepuan
«Kusub u cyap0a» pexuccépa C. Ypcymnsika
1o oHOMMEHHOMY poMaHy B. ['poccmana)?.

CemumecsiyHast Ornokama ropoga U e€
TpuyM(aiabHbII MPOPHIB OCMBICISIOTCS MY-
3pIkaHTaMu®. [lokaszaTenbHO, 4TO 3Ta CYIb-
OoHocHasg Bexa lcropum 3amedarnieHa u
OTEUECTBEHHBIMU, U 3apyOC)KHBIMU (B «My-

3BIKAJIBHOM POCCHKE») KOMIIO3UTOPAMH.
EctecTBeHHO NpeAnonokuTh, 4To B €€ 0TO0-
paXeHUH TEMH U IPYTUMH €CTh CXOJCTBA U
ornuus. [TonpoOyem pazoOparThbcsi B HUX.

CTanuHrpapckas TeMa B TBOpPYECTBe
OTEUYECTBEHHbIX KOMMO3UTOPOB

[oBopss 0 cTpemsieHMH OTEYECTBEHHBIX
KOMIIO3UTOPOB yBEKOBEUUTH TEPOUIECKYIO
000pOHY M pPa3rpoM HEMEIKUX BOMCK Ha
Bonre, coxpanuth mamsATh O MOTHUOIINX,
YMECTHO BCIOMHHUTH 00 WHTEpIpPETANU
KYJBTYpbl B IIEJIOM, JAHHOW BBIJAIOLIUM-
Cs JIUTEPATYypPOBEIOM U KYJIBTYPOJIOrOM
1O. Jlormanom: «CeMHUOTHYECKHE aCMEKThI
KYJBTYpBI... PA3BUBAIOTCS CKOpEe IO 3aKO-
HaM, HalTOMUHAIOIINM 3aKOHbl HAMAMU, TIPU
KOTOPBIX TPOIIEAINIEe HE YHUYTOXKACTCS H
HE YXOJIUT B HEOBITHE, a, TO/IBeprasich 0T0O0-
Py U CIOXXHOMY KOTUPOBAHHIO, MEPEXOIUT
Ha XpaHEHHE C TeM, YTOOBI IIPH ONpeAeIEH-
HBIX YCJIOBUSIX BHOBbB 3asIBUTh O ceOen’.

Cranunrpaackass OutBa — coObITHE
CTOJb [I00AJbHOE, YTO C HHUM HEBOJBHO
CBSI3BIBANIUCH TMpOU3BEACHUS Oojee oOiei
BOCHHON TEMAaTHKH, KOTOPBIE CO3/1aBaJIMCh
B TIEPUOJ] HAWBBICIIETO HAMPSDKEHUS KpO-
BONPONIUTHOTO CTaJIMHIPAJICKOTO — Cpake-
HUS 100 Cpa3y Mocie ero OKOHYaHus, HO
COOTHOCHMBIE C HUM JIMILIb KOc8eHHO. Tako-
BbIM OKa3anach, Hanpumep, Ceapmasi coHa-
ta ;s ¢poprernuano C. I[IpoxodreBa op. 83
(1942) — Bropast u3 TpEX «BOCHHBIX)» COHAT,
uHorna wuMmeHyemas «CTaauHTPpaICKO» .

2 Cwm. bubnuorpaduueckuii criucok: [1; 3; 5, 9; 14; 17; 20; 21].
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E€ cmpIicioBOM MMIEpaTuB  OIpPENENIEH
TyOUHHBIMH (DEHOMEHAMH OBITHS, JKU3-
HU U CMEPTHU: 3JI0BEIIasi arpeCCUBHAs CUJIa
Xaoca, BOIUIOLIAlONIasl HallecTBHE Bpara
(I yacTp); BbICIIAst KpacoTa U TYMaHHU3M Ha-
ponHoro ayxa (II gacTp); My>kecTBEHHOE
KU3HEYTBEPKACHUE, MOTYUH pa3max Mmpo-
THUBOCTOSIHMSI HAPOJIa, YBEPEHHOTO B Mo0eie
(IIT gacTs).

[TonoOnass  00Opa3HO->MOIIMOHATbHAS
0000MEHHOCTh W «HAJCOOBITUHHOCTH)
B PACKpBITUM BOEHHON TEMBbI XapaKTEPHBI
W JUIsl OJHOTO M3 CaMbIX CJIOXKHBIX Tpare-
IUIUHBIX CUM(POHMYECKUX IMOJIOTEH HC-
kycctBa XX Beka — Bocbmoii cumponun
J1. IllocrakoBu4a, HEPEOKO YIOMHHAEMOU
¢ HeoduIMaIbHBIM T0oA3arojoBkoM «Crta-
JIMHTPA/ICKas», OCKOJbKY CO3[laHa B HIOJIE
— cenra0dpe 1943 roma, dyepe3 HECKOINb-
KO MeECSIEeB MOcle TepoUyYECKOro cpaxe-
Hug nopa CramuHrpagoM. M XoTs HEKOTO-
pbIE COBETCKME MY3BIKOBE[IbI, CChLIASCH Ha
orpoMHbIil yecnex Cumdonuun 3a pydexom,
KpUTHUYECKU 00CYKJIaIl MPUBS3KY COUMHE-
HUS 3amaJHBIMU CIIyIIATeIsIMU K CTaJuH-
rpaJckuM coObITusIM Benukoro mnepenoma
1943 ronma («u3o00peTaTeNbHBIE ‘“TOPTOBIIBI
CJIaBOM” B MOTOHE 3a IIMPOKOBEIIATEIbHON
peknaMor npuayMaiu s BoceMoil cuM-
dbonun HazBaHue “CTaauHTPAICKON”...»°),
ornpezenéHHas CBsI3b MPOU3BEACHUS C MPO-
m3owmeqmuM B CTanuHrpazae yinaBiIuBaeTCs.
B nesnom, koHEUHO ke, BUAUTCS CIIpaBeIu-
BbIM BbICKa3piBaHue M. JIpycknHa O TOM,
yto «BocbMas cumdonus 3anedariiena He
TOJILKO cOoObITHSI Benukoit OTedecTBeHHOU
BOMHBI. Kak 1 Bcsikoe O0MIbIIOE SIBICHUE HC-
KyCCTBa, OHa BBIXOJIMT 32 PAMKHU y3KO IIOHU-
MaeMoOl CcoBpeMeHHOCTH» . [IpeTBopeHue

B MY3bIKE TPOTUBOCTOSHUSI MIJIUTAPU3MY U
3J]Iy BO BCEX €r0 MPOSBICHUSX U CHUJIBI JyXa
oTeNIbHOM JIMYHOCTH M 1enoro Hapoaa Ma-
CTEPCKH JOCTUTAETCsA uepe3 00o00IiIeHne
BOCHHOI'O ATana HMCTOpUU cTpaHbl. OpHO-
BPEMEHHO IIOYTU JOKYMEHTAJIUCTHYECKH
JIOCTOBEPHO — KaK M B JIETEHAAPHOU MPO3€
B. HekpacoBa «B okxonax Cranunrpaaa» u
1O. bonpapeBa «lopsauunii cHer» — NaMsATh
Oyaopaxar «BUACHHS» CTAIUHTPAACKUX pe-
anvii: CTpaJaHus U MYXKeCTBO Yenoseka,
JKEJIaHHBIM, BBICTPAJAHHBIA HAPOIAOM IIO-
KOM Ha omanéHHou 3emie. [lostomy Heuc-
yepriaeMasi ryOMHa W MHOTOacCHeKTHOCTh
TBOpeHus [llocTakoBruya 1O3BOJIAIOT BCE KE
cuntarh 3Ty CuMpoHHIO MacITaOHOM 3BY-
KOBOM KapTHUHOM TyXOBHOTO MHMPa YEJIOBEKA
TOTO BPEMEHHU, IPUYACTHOTO K CBEPLICHUIO
CranuHrpaacKoro nepeaoma.

Pasymeercs, B My3bIKE OTEUECTBEHHBIX
aBTOpoB Tema CTalMHIPaJCKO OUTBHI 3a-
TparuBajach OTHIOAb HE TOJIBKO KOCBEHHO,
OHa TMOJIyuyWsia MHOrooOpa3Hoe BOILIOLIe-
HUE W Kak makoeas. lloxany#, Hauboee
OCHOBATEJILHO OHA MPOCIIEKUBACTCS B KAH-
mMamuo-opamopuaiIbHoll XKaHPOBOW BETBU
OTEUECTBEHHON My3bIkH. OparopHabHBINI
JKaHp OKa3aJicd ONTHUMAJIbHBIM ISl BOILIO-
nieHus: 00OOIIEHHONW KapTHUHBI BCEHApPOJ-
HOM BOJDKCKOW Tpareuud U €IUHEHUS BO
uMsa Otumsnbl g FOpusi Illanmopuna.
Komno3uTop 0TO3BajCAd HAa NMPOUCXOMSIINE
Ha BOJDKCKOW 3eMJie BOEGHHbIE COOBITUS Te-
POMKO-3IINYECKON OpaTOpUEH I Xopa, Co-
JUCTOB M opkecTpa «Cka3zaHue o OUTBE 3a
pycckyto 3emio» op. 17. Hanmcannas Ha
OCHOBE CTUXOTBOpeHui 0 CTanuHrpaackou
outse K. CumonoBa, A. Cypxkosa, M. Jlo3un-
ckoro u C. ®eiiHOepra, opatopusi ¢ SIPKOM

¢ Kosans M. B. TBopueckuii myTs [lloctakoBuua // CoBerckasi my3bika. 1948. Ne 4. C. 8-19.
" Npyckun M. C. Bocemas cumdonus IllocrakoBuya: peneH3us Ha IepBOE HCIOJIHEHUE //
M. llloctakoBuy. Crateu 1 Matepuainsl. M.: CoBerckuil kommnosurop, 1976. C. 209.



Mpo6neMbl My3blKanbHon Haykm / Music Scholarship. 2023. N2 1

3pUMOCTBIO 3areyaTiieBaeT UCTOPUYECKYIO
XPOHOJIOTHIO: MUPHAs JKU3Hb, CIOMJICHHAs
HaIIECTBUEM BEPMaxTa, TOpeUb MOPAKEHUIN
U CKOpOBb OT MOTEPbH, KEJIe3Has BOJIS COMPO-
TUBJICHHS U oOpeTenue [Tobempl.

Onurpad K opaTopuu, B3ATHIH KOMIIO-
3utropoM u3 «Cnosa o nonky HUropese», —
«O, pycckas 3emiist ! » — CUMBOJI HAIIHOHAJTb-
HOW HE3bI0NEeMOCTH, MPOHU3BIBAIOIIUN BCE
JBEHALaTh 4acTe 3MUYECKOIro MOBECTBO-
BaHHS OCHOBHBIMM MHTEHLUSIMH PYyCCKON
KYJBTYpBI: c(hepoi BEUHBIX CMBICJIOB U LIE€H-
HOCTEW, MOIJTUHHON AyXOBHOCTH. B 0000-
HIEHHO-CUMBOJIMYECKHUX, apXETUIMHUYECKUX
MOPTPETaxX I'€pOEB OPaTOPUU PACKPHIBAIOT-
cs pazHble nuku Poccun: Marepu («Ilnau
xeHuHy), Crapuka («CroBo Crapukay),
Bouna («Ilecus xpacHoapmeiinieB»). B co-
YeTaHUM Pa3HbIX JIMHUN BBIPUCOBBIBAETCS
HIMpOKasi TPaKJaHCTBEHHO-MOHYMEHTAJIb-
Has (hpecka: yepe3 CKOpOHBINA XOp HAPOIAHO-
ro 6enctus («Ha BomkckoMm Oepery»), uc-
MoBeAaNIbHYI0 TUPUKY B «Ilucbmax apyry»,
CMEHSIEMYI0 BBHICOKMUM HampspKeHUEM O0pb-
Obl B BOKanbHO-cuM(poHmueckoit «banma-
Jie O mapTu3aHax», KOMIO3UTOP BEAET CIIy-
miatensi K My3bIKaJbHOM KapTHUHE BEIMKON
Cranunrpanckoit 6utssl («B moHckux cre-
MX»), 3aBeplUIaronIeiicss MNPOCBETIEHHBIM
«PaccBeTomy.

VICKOHHO pPYCCKMMH, BCTAIOIIUMH U3
Heap [peBHent Pycu, BocrippuHUMArOTCsS MO-
Housor «IIpu3sIB cTapuka» u norpedaibHOE
oriakuBanue «BeuHas cnaBa, BeuHas ma-
MsATBHY. OOpaTUBILKCH K CTAPUHHBIM IL1aCTaM

8

LEPKOBHOTO putyana, [llanopun umutupyer
0COOEHHOCTH aHTU(POHHOTO TeHUs (IyOu-
POBKH, YHHCOHBI, YE€peIOBaHUE Mapasuieib-
HBIX JBIDKCHHH B TEpUUIO M cekcty)®. Jlis
MHTPOBEPTHOIO MOTPYKEHUS B 3ByUaHUE ap-
Xa4HbIX MOJIUTBEHHBIX TECHONIEHUI KOMIIO-
3UTOP BBOJUT TPEX COIKMCTOB U JIBA CMEIIIAH-
HBIX xopa. OOpsioBoe AEHCTBO, yXozsiee
K HCTOKaM [JPEBHEPYCCKOM MY3bIKaJIbHOU
KYJBTYpPBI (XOTSI ¥ HE BIIOJIHE BITMCHIBAIOIIIC-
ecsi B CTUJIEBOE PYCJIO COBETCKOM MY3BIKH),
JIOCTUTaeT pa3MepoB BCEHAPOAHOW MAHUXU-
Il MaMSITH maBmuX: «...Jla OymeT J€rkoro
3emuis pogHasi / Bcem maBmmm 3a HEE».

[TokazaTenbHO, OIHAKO, YTO COYMHEHHE
1O. Illanopuna, cozmanHoe B 1943-1944
rojiax, B pasrap CTaJMHIPAJCKON Oaranuwu,
npopodecku TnpenyraasiBaer lloGemy co-
BETCKHUX BOMCK B 1945 rogy. YBepeHHOCTH
B rpsaymei nodeae CtaJluHrpajckor OuT-
BbI, pemuBIIeld ucxon Bcel Benukoit Ore-
4yeCcTBEeHHOU BOWHBI («KIisITBaY), BOCXOAUT K
CJIaBJICHUIO BECHBI U Mupa B unaie («Bo3-
BpallleHue BeCHbI»). M300pakeHue Hekoe-
ro OOpsIOBOTO JIEHCTBA — MPA3THUIHOTO
putyana I[loGeapl — mNpuU3BaHO OTPaA3UTh
CBETJIBIM MHUP HAJEXKM, KPACOTY OXKHAAEMO-
ro Oyaymero. B skaHpe BoeHHOI oparopuu
KOMIIO3UTOP TPEJIOMJISIET BBICIIYIO HJICIO
BO3BEJIMUYMBAHUS UYEJIOBEUECKOIO AyXa, OT-
TaJKUBASICh OT «OOTATBIPCKOW» TpPaaUIIUU
B PYCCKOW MY3BIKE, BRIPQYKEHHUS SMUUECKOTO
KaK HaI[MOHAJIBHOTO’.

Onuydeckas MO3WTUBHAS JTUHUSA B BOILIO-
nieHuM BOeHHOW wuctopuu CranuHrpana,

B. Bacuna-I'poccman crnipaBeuinBo moaMedaet, uTo B «CKa3aHMU...» «BOCKPECAIOT. .. TOIy3a0bIThIe

MHTOHAIMK JIPEeBHUX KYJIBTOBBIX “‘pOCIIEBOB” BO BCEW MX CypOBOM, apxamuyeckod kpacore». CM.: Bacuna-
I'poccman B. A. «Ckazanue o 6utse 3a Pycckyro 3emitto» // CoBerckas my3bika. 1946. Ne 2. C. 21.

9

Ota nosunus [llanopuHa ObUIa moaaepKaHa B COBETCKOW MY3bIKaJIbHOM kpuTuke 1940-X rojoB.

B cratbe «Unes 3amutel Poqunsl B pycckoM uckycctBe» A. ['o3zennyn yrBepxkaan: «Pycckoe HCKyccTBO
— IpeX/ie BCET0 My KeCTBEHHOE HCKycCcTBO. OHO UyK10 oT4asiHHUI0. OHO HUKOT/Ia HE B3bIBAET K CMEPTH,
KakK LEJUTEIbHOMY CPEICTBY, clacaromemMy oT ropectei xu3um». Cm.: ['ozennyn A. A. aes 3amutsl
Ponunbl B pycckom uckycctse // CoBerckas Mmy3bika. 1943. Ne 5. C. 31.
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TOCTIKEHUsT Mupa LEeHON KecTodanulmx
YCWJIMI U NOTEPh MPOAOHKEHA B OPATOPUH
Cepres IlpoxodbeBa «Ha crpaxe mupar
Ha ctuxu C. Mapiaka op. 124 (1950)'°. Ona
IIPOYHO BOIIIA B «MY3BIKaJIbHYIO MapTUTY-
py» COBETCKOM D3IIOXM, IPOCIABISAIOMICH
Cramuarpag—Bosnrorpaa v BeNMKAA HAPOZ,
3aIIMIIABIINN  poaHyI0 3emito. Otpaxas
MU(POJIOTHIO COLIMATMUCTUYECKOTO peaanu3ma,
opaTopus SBWJIACh OJHUM M3 IOKa3aresb-
HBIX XY/I0’)KECTBEHHBIX BOIUIOUICHUN B MY-
3bIKE€ HOBOUM KapTHHBI MUpPaA, TP 3TOM Hop-
MUPY$ O0JIMK «OO0JBIIOTO CTUIISH COBETCKOM
My3bIKH. Bpicokas uzmes Mwupa packpsita
KOMITO3UTOPOM 4€pe3 UCIBITAHNUS BOEHHOI'O
Cranunrpaga (I gacte «EnBa onomMHuIach
3eMyIsl OT TPOXOTa BOMHBDY), THKKYIO OOJIb
BocnioMuHanuii (Il yacte «Komy cerog-
HA JECATH JIET, TOT IOMHUT HOYb BOWHBI»)
K IPOCJIABJICHUIO BEJIMYHSI BOCCTAHOBJICH-
Horo u3 pyuH ropozaa (III wacte «13 mpaxa
BCTAJIU TOPOJIa, COXOKEHHBIE KOIIX03bI»)'!.
Co3uparenpHas KOHLENLMS OpaTOpHUU,
OpPUEHTHPOBAHHAS Ha MPOCIABICHUE KU3-
HU 0e3 BOIHBI, 0€3yClOBHO, MpEBbIIIAIa
y30CTh COLIpEaJIN3Ma, BBIXOAS 3a MpPEebl
€ro 3CTETUYECKOW TPHUAAbl «UIECUHOCTh —
MapTUHHOCTh — HapoAHOCTH». OOpare-
HUE K BEUYHBIM OOIEUETIOBEUECKUM TeMaM,
HPAaBCTBEHHBIM IICHHOCTSIM U Oeccmepr-
HBbIM HJl€aJlaM — LEHTPaJIbHBIA CTEPKEHb
yacTel opaTopuH, BOIUIOIIAIOIMIUX OOIHK
MupHoro CTallMHrpajJa U BCEW CTPaHbI:
IV dactu «llycts Oymer reposim Harpa-
JI0M HE3bIOIeMbI MUp Ha 3emiie» (TIpumep
Neo 1), X gactn «Bech Mup roToB K BOIHE

¢ BOMHOW». IIpoBo3mameHnue MUPOBOIrO
eIMHEeHUs (B XOPOBOM (pUHAJIE), BOCXOSIIIEe
K PYCCKOM IyXOBHOM TpaaulUU C €€ BEPOU
B COINPHYACTHOCTH YEJIOBEKAa aOCONIOTHBIM
HayajgaMm ObITHS, peajau3yeT ONTHUMHCTHYe-
CKYIO UJICH0, CKBO3HOM HUTBIO IPOXOIALLYIO
yepes Bc€ TBopuecTBO [Ipokodnena.

Monmep N2 1 C. Mpokodbes. «Ha cTpaxe mupa,
Y. IV «[TycTb 6yneT reposM Harpamon
He3biGnembii Mup Ha 3emne»
Example No. 1 Sergei Prokofiev. Guardian of Peace.
Part IV Let the Heroes be Rewarded
with Unshakable Peace on Earth
[21) Andante maestoso [d:881
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1O. Ilanopuna u C. IlpokodreBa 3ananu
MMIYJIbCHl [T JaJbHEWIIEH HWHTEpIpeTa-
MU CTAJIMHTPAJCKON (M B 1[€JIOM BOCHHOM)
TEMbl B OTE€YECTBEHHOW My3bIKe. MHoOrue
U3 UX IOCIENOBATENIe B JKaHpPE KaHTaT-
HO-OpaTOpUaJbHOIO TBOpYECTBA pa3BUBA-
JU TOAOOHBIA TMOIXON — BBIPA3UTEIHHOE
U KpacouHoe wu300pakeHHe OaraabHBIX
CLIEH PIHMYECKOTO AeicTBa. B TakoM Kiro-
ye BbinonHeHbl «Kantara o CranuHrpazae»

10 Counnenne ucrnonteno B 1951 rony B Mockse, B Kononnom 3ane /loma COr030B CHIaMH OpKecTpa
Bcecoroznoro pamno (mupmwkép C. Camocyn), Xopa MaTbduKOB MOCKOBCKOTO TOCYIapCTBEHHOTO XOPOBOTO
yummia, arenoB H. O¢pon u A. [lIBapria. 3a oparoputo «Ha crpaxe mupa» C. [IpokodhbeB ObUT yIOCTOCH

T'ocynapcrBennoit npemuu Il crenenu.

" YacTu opatopuu MOMMEHOBaHBI coracHo kiaBupy: [Ipokodse C. Ha cTpaxe mupa: oparopus.

M.: My3sika, 1973. 91 c.

93
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B. JlanTeBa'?, «bamnana o CtamuHrpacKoi
3emiie» A. @nspkoBckoro Ha ctuxu B. Ypu-
Ha (1957), kantara «Cranunrpan» B. Cemé-
HoBa (1954), xopoBas kaHtara « CTaJuHrpas
B orHe» b. barosumosa (1953)%.

Ilo 3akasy IIpaBurenbcTBa Ha HCHON-
HEHHE MEMOPHAIBHOW MY3bIKM y BedHoro
oras, 3axokénHoro Ha Ilmomanu IlaBmmx
6oprioB B Bonrorpaze, B 1965 rony coznan
PexkBuem Buktopa CeménoBa — BoJro-
IPaJICKOr0 KOMIIO3UTOPA, CTOSIBLIETO Y UCTO-
KOB KOMIIO3UTOPCKOM MIKoJbl CramuHrpa-
na'4. PekBueM — mpou3BeICHUE I X0pa U
cUM(pOHUYECKOTO OPKECTpa MO Ha3BaHHEM
«lTamsaTH maBmIMM») — CTaJl My3bIKaJIbHBIM
CUMBOJIOM TOpOJa-reposi, BMECTUBILIUM
B ce0s1 U CKOpOb TPaypHOTo IIECTBUS, U OI-
THMU3M HapoJa-moOeIuTess.

K ro0uimeliHBIM naTaM, IOCBSIIEHHBIM
pasrpomMy (GamMCTCKUX 3aXBaTUYMKOB IOJ
CranuHrpagom, BOJITOrpaICKUMU aBTOpaMu
COYMHEHO HEMAaJjo KaHTAaTHO-OpaTOpuab-
HbIX onycoB. K 60-netuto CranuHrpaackoi
outBel B. CemEHOB mpuypouunn eme OIHO
CBOE IpOM3BENECHUE — NO03MY «S mecHb
nmoro Benuublo CranuHrpaza» s Xopa,
CUM(OHUYECKOTO OPKECTpa M COJMCTOB Ha
cTUXU ywiuiickoro nosta Ilabno Hepynebl
(2003). TIpoussenenue ucnoiHsuim Bomro-
rpajackuii CUMGOHUYECKUIN OPKECTP MO PY-
koBozcTBOM J. CepoBa, CBOJIHBIN XOp U CO-
nuctel MapuuHckoil onepbl. ['panano3Hoe

II0 pa3Maxy IOJIOTHO, POKJIEHHOE 110 KaHO-
HaM OpaTOpUaJIbHON COBETCKOW KIIACCHKH,
MIPOHUKHYTO IyXOM aKTUBHOU I€pPOUKHU.
MeMOpHanbHbIM CIOKET, TPAKTYIOLIHN
TeMy OWTBBI Ha Bonre, pa3sBépHyT B KaH-
tarax «Cramuarpan» u «CraiuHrpaickas
MaJlOHHa» Bosrorpaiackoro asropa Ilas-
Ja Mopo3oBa'>. B kaHrare s IByX XO-
pOB, COIUCTOB U opkecTpa «CTanuHrpam
(2002) mpamaTypruyeckuii BEKTOp BOCXO-
JTUT OT JIUPUKO-CKOPOHBIX OOpa3oB K TOP-
KECTBEHHOMY 3aBEpIIAIONIeMy arnodeosy
«lenp IloOGenwsr». Beigensiercs xopoBas
IT gacte «Btopoe deBpans» Ha cTUXU U3-
BECTHOM BOJITOTIpaJCKoOM moareccel Mapra-
pUTHI ATallMHOW — B HEW 3MOIMOHAJIbHAS
IIPOHUKHOBEHHAS JIMPUKA BOCIPUHHUMACT-
cs kak CioBo o morubmux Ha MamaeBom
KypraHe, B3bIBAIOIIEE KO BCEM IOKOJIEHUSAM
KUBBIX. TpeTbst yacTh A1 OGapUTOHA COJIO
¢ xopoMm «BerepaHbl MOCIEIHEN BEIUKOW»
Ha cioBa B. CugopoBa — snuueckas ¢pe-
CKa, BOCCO3/1aroIasi KapTUHBI OaTaui.
Ilocenqnue ronbl HaMETUIIM SIBCTBEH-
HBbI MUPOBO33PECHUYECKUN IIEPEIOM B IOA-
XO0aX POCCUHCKUX KOMIIO3UTOPOB K TEME
Cranunrpaackoit o6utsbel. [loxanyii, Bmep-
Bble B My3blke Poccun oHa Oblia mogHsTa
B paKypce OO0IIeYeI0BEYECKOro AYXOBHOTO
MIPUMHUPEHUSA, YTO MPOU30LUIO B KAHTATe
«CranuHrpazackas MajioHHa» Mopo3oBa 1o
cuenaputo B. Craunnckoro (2015). Kanrara

12 B. A. JlanireB (1921-1994) — coBeTcKuil KOMIIO3UTOP, XOpMENCTEP, MY3BIKaIBHBIH TIeIaror. ABTOp
MO3M JUTA XOpa, CoMucToB U opkectpa «Ha dporT» m «Ykpamna». «Kanrtara o CramuHrpaae» HCIOTHEHA
My3bikaHTaMu CBEpIIOBCKOH (rmapMoHuH of yrpasieaneMm A. IllImoprorepa (1951).

3 B. B. bnarosumoB (1920-1971) — coBeTckuii KOMITO3HTOpP, ypoxkeHel[ L{apHIsiHa, yIaCTHUK
Benukoit OtedecTBeHHO#W BO#HEBL Cpemm ero couumHeHHi: omeperta «Bomxkckue 3opm» (1971),

yBepTiopa «Bedep Ham Bonroii» (1966).

4 B. H. CeménoB (1919-2009) — coBeTCKHi KOMIIO3UTOp, Y4acTHUK Benukoit OTeuecTBEHHOM
BoWHEI. ABTOp Oanera «[lamate» (1973), onepeTrThl « Bommkanoukay (1961), oparopun «Canror modeasn»
(1974), xaaTatel «Cranuarpany (1954), moamer «l'opox Ha Boarey (1970), «CTanuHTpamcKoil CIOUTE»

(1973).

15 TI. TI. Mopo3zoB (pox. 1958) — pocCHICKHIT KOMIIO3UTOP, B TBOPYECKOM «IOPT(heEIe» KOTOPOTO
— BOKaJIbHO-XOpoBbIe counmHeHus «Pyce» (1989), «Banbsc [Tobensr» (2002) u apyrue omycHI.
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co3/laHa IMOJ BIIEYATIECHHEM OJHOUMEH-
HOM KapTUHBI BOJITOIPAJCKOrO XyHAOXKHHKA
B. Kopans (2008), Ha xoTopoi yeTbipe 3a-
MEp3alllUX B OKOINE COJaTa BepMaxTa,
3aMepeB, CMOTPSAT Ha KapTHHY, U300paxato-
myo ManoHny ¢ miazeHneM. 1o 3ambicity
XyJOXKHUKA U KomMo3uTopa, «CTajiuHrpa-
CKas MaJOHHa» NPHUMHpPSET JBa Hapoja:
PYCCKHI 1 HEMEIKHii'C.

Cuenapuii 3agymMaH B BHJAE IHUCEM
¢ (PpOHTA HEMELIKOTO COJ/1aTa, OKa3aBILIErocs
B «CTaJMHIpaJCKOM KOTJIE», U OTBETOB €r0
xenbl 3 [epmanun'’. O6paszer Opay u Coi-
JlaTa O4epUYECHb! MEJIOAUKON AEKJIaMallMOHHO-
ro ckiaaa B ayxe A. bepra. B apuozo @pay
«41 ropxxych ToOOI» SIpOCTHAs Bepa U ClaB-
nenue Pelixa yepenyrorcs ¢ CEeTOBaHUAMM Ha
00JIE3HB UX JIETEN U OBITOBBIE TOBCEIHEBHEIE
npoOnemsl (mpumep Ne 2). ['mnepOonusupo-
BAaHHO 3By4YaT JIAMEHTO3HBIE WHTOHALUU Y
Bockimanus: «['anc u Kpucrtuna 3abomnenu
— rpuri, y bap6apel — myx ymep!»

O0pa3 @pay pa3BuBaeTcs OT 4YyBCTB
mo0BU U oxuAaHuil Berpeun («OKay u3 uy-
xoi Poccum Bo3BpalieHus») K OCO3HaAHHUIO
— B MOMEHT CMEPTHU My>Ka — y’Kaca Iopa-
KeHus U 3abmyxnenuil: «Yrto xe, crpana,
THI Hazenana ¢ cyasoamu? / Kak 61 ocnen-
HyTb Moria? / T'ope 1 HeHaBUCTh CTaHyT HaM
cyapsiMu / 3a KpoBoxkaaHoCTh Opay.

VYOexx1IEHHOCTP B CBOMX MHJI€alax, pe-
muMocTh B muchbMe Conjara CMEHSIIOTCS

Mpumep N2 2 1. Mopo308. «CTAMMHIPARCKAS MAGOHHA,
Apnozo dpay
Example No. 2 Pavel Morozov. Stalingrad Madonna.
Frau's Arioso
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coMHeHusAMH: «KTOo mpaB, KTO BUHOBAT?»
Menonuka MMPOKOTO AbIXaHWA Ha HOJ-
TUX BBIJIEP’KAHHBIX BBICOKMX 3BYKaX ITOJIHA
MOJIMTBEHHBIX COIEPEKUBAHUN IABLUIUM
HEMELKUM cosgaraM: «Tel cTaBuIIb CBe-
yl... Ilycte onu ropsat / Bo ums maBmmx
BepMmaxTa congar». [Ipocrora ToHMUYECKON
JISI-MUHOPHOU TAapPMOHUHU, HENPUXOTIUBBIN
COMBUMBBIM IO PUTMY BajlbC — OCHOBA
pacckasza conjara («K TtecHo# 3eMisiHKe»)
C OIMCAHMEM CO3J1aHMs pUCyHKa boromare-
pY HEMELKMM BpadoM B okone: «Kaxapri
conjat, oopamasch B MoiauTBe, / Eli 3amaér
cBoii Bonpoc: / bynet mu rubens Most B 3T
outse / Kameto TBoux cié3?»

1 B nenrpe kapTunsl B. KoBasis — pucynok boromarepu ¢ MitaieHIieM, BBIMTOTHEHHBIN POXKIECTBEHCKOM
HOYbI0 1942 roa HeMekuM BoeHHBIM BpadoM Kyprom Poiibepom: boropoawiia mprxuMaeT K ce0e M yKphIBaeT
LIMPOKKM IIaTkoM MiazaeHna Mucyca Xpucra, BOKpYyT GUryp pacioioKeHbl HaAIIMCH Ha HEMEIIKOM SI3bIKe:
«Licht. Leben. Liebe. Weihnachten im Kessel. Festung Stalingrad» («Csert. XKuzns. JIro60Bs. Poxxnectso B
komiie. Kpermocts Ctanmmurpany»). PucyHok XpaHUTCS B MEMOpHANBHOI IepKBY Kaiizepa Bunsrensma (bepmun)
B Ka4€CTBE MKOHBI, KOTOPas SBJSIETCS CUMBOJIOM MEXAYHAPOAHOTO B3aMMOIIOHMMAaHHMS, HAIIOMHHAHUEM 00

YyxKacax BOMHEI U OEHHOCTHU YeJIOBEUECKOM JKU3HH.

17 B2010-x rogax Hauajcs nporecc 00HapoI0BaHUs HAlICHHBIX MHCEM HeMIleB co CTaTHHTPaICKOTO
¢poHTa nMOMOU. DTHM HOKYMEHTHI, TMpEACTaBICHHBIE Ha BBICTaBKaxXx |epMaHO-pOCCHIICKOTO My3es
Bepnun-Kapcxopct u my3es-3anopenauka «CtanuHrpajckas OutBa» B Bonrorpaae, WHCIIHPHPOBAIH
c000I0 MHOTOYHMCJIEHHBIE TONBITKH CO3MaHUS KUHO(GUIBMOB M NyOIMKAamuu (parMeHTOB IHCEM,

c(hOpMHUPOBAHHBIX B €AMHBIN JTUTEPATYPHBIN CIOXKET.
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B uHTUMHYIO mepenucky BTOpPrarTcs
CUM(OHUYECKUE UHTEPIIOANU U O0INYaro-
mue ¢amusM Xopsl: « Tl TOMHUIIB TPaBIO-
py Hrwopepa, / ['ne BcagHuku cer0T BOKPYT /
OnHy nmuub cMepTh?», «Xonon» («MOJIHH-
€l MINIy IpOope3aroT pasphiBbl»). Munura-
pucTckas cdepa MolydaeT KaHOHHUYECKOE
HaTypaJUCTUYECKOE  3BYKOM300pa’keHHE:
IUCCOHUPYIOIIUE CEKYH/IOBBIE KIIACTEPBI,
CBUCTSIINE FaMMOOOpa3HbI€ pacKaThbl, yiap-
Has JKECTKOCThb 3BYKa, IOJIMTOHAIBHOCTb U
PE3KUE XPOMATHUECKUE CIBUTH.

JInpuko-Tparnueckuit ®uHaI-1y>T
®pay 1 Conpara Ha (poHE XOPOBOTO BOKAJIH-
3a («JIpET cné3pr MaonHa 1mo 60XKpUM MJla-
nenmnamM, / [To BceM, KTO B THTAHTCKOM KOTJIE
/ Cropen B CtanuHrpaze — Mo pycCKUM U
nemnam, — / Jlexxamum OOk 0 OOK B 3eM-
Jie») MpU3BaH HA OOPa3HO-WJAEHHOM YpPOB-
HE Yyepe3 YYBCTBO BCEMPOLICHUS MPUBECTU
K O0O0IleYesIoBEeYeCKOll JTyXOBHOU JHOOBH
(npumep Ne 3).

Mpumep N2 3 1. Mopo3oB. «CTAnMHIrPOACKAS MAGOHHAY,
OuHan-gyst Gpay 1 Congata
Example No. 3 Pavel Morozov. Stafingrad Madonna.
Final duet of Frau and Soldier
616 ﬂfexpre:s.
e EEE—p e e
JIBéT cné -361 Ma - J0H-HA no 6O0-KPHM MJA-JeH - HaMm,
Y = e ; A
R = P
Choro \L*F——-—/f
. e
—mmm==== e
%’ gt e LS e =t o
N - e
—p ]9.%" = =

Kak BuanMm, KaHTaTHO-OpaTOpHAIbHBIC
ONYyChbl AKLEHTHPOBAIN JpPAMaTUYECKUN H
JUPUKO-3MIUYECKUNA PaKypChl CTAJIMHIPAI-
ckor Tpareauu. OHH TPEIIOKUIA MHOTO-
CJIOXKHYIO [TaHOpaMy MHOKECTBA 4eIOBEYe-
CKUX cy/ie0, BOBICUEHHBIX B OOIIYIO Ipamy,
a TaKKe HMOLMOHAIBHBIX IEpPEKUBAHUM,
JICTMOTHUBOM KOTOPBIX OKa3bIBAETCS CKOPO-
Hasi KpacoTa XEpTBEHHOTo mojBura Ye-
noBeka. JlocroiiHa BHMMaHus cneuuduka
B OTPAKEHHH OIIbITA BOMHBI — CYLIHOCTHAs
nepeceu€HHOCTh Tpareauu u TpuyMda Ilo-
Oenpl Kak (eHOMEHa YeIOBEYECKOW BOJIH,
MPOTUBOCTOAILIECH >KECTOYAWIIIEMYy HAmopy
BpaX/1€OHBIX CTUXUIA.

He uyxnp1 CranuHrpaickoil Teme okasa-
JIUCh TaKKe meampanvhoie dHcaupwvl. C 3T01
TOYKM 3pE€HHUS TIpUMedaTelibHa Majlou3-
BecTHas My3bika JImutpus llocrakoBuya
K TeaTpaju30BaHHOW mporpamme «Pycckas
peka» op. 66 (1944), npeanocneaHeit 4acTbIo
KOTOpPOW cTajla BOKaJIbHO-CUM(OHUYECKas
kaptuHa «butsa 3a Cranunrpangy («Ilmams
BBDKIJIO BCE MOJIE») AJI OPKECTPa C XOpPOM
Ha ciioBa U. JIoOpoBOILCKOTO 10 CIIEHAPUIO
H. Opamana u M. Bonbrnuna'®, Tema Gopsb-
OBl IPOTUB 3aXBATYMKOB 371ECH COCEACTBYET
¢ oOpazaMu TMOJUTHYECKOTO, OOIIECTBEH-
HO-TPaXJaHCKOTO 3By4aHus. KoHTpacTHbIe
xopeorpaduueckue CLIEHbI-MUHUATIOPHI
«Mapu» u «®Pyt0om» OTTEHSAJIU CYpPOBBI
U Tpo3HbIA madoC MaTpUOTHYECKONW Mpo-
rpaMMBbl, IPUBOJIS K IJIOPUO3HOMY (pUHAITY
3aKJIFOYUTENBHON NIECHU «TBI TOPAOCTH Ha-
pona, Thl pycckas ciaBay (mpumep Ne 4).

Cuna nopnsitoro u3 pyun CramuHrpa-
na kak cumBosia [loGeasl MUpPHOM KU3HU

18 TIporpamma «Pycckast pexa» cosaasaiach st Ancam0:1st mecun u sscku HKBJI IlenTpaasHOTo Kityoa
nvern @. JI3epKUHCKOTO W TrpaHano3Horo xopa A. CeemmwmkoBa. [locTaHOBITMKAMH OBUTH TPUTIIAIIICHBI
kpynHeitmme pexuccépsl C. FOTkeBuda u P. CumonoB, 6ateTmetictep A. Meccepep, nupmxép 0. CumanTheB.
IIpembepa coctosanack 17 anpens 1944 roga B8 Mockae.
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Mpumep N2 4
Example No. 4

Moderato

L. WocTakosny. «Pycckas peka». «butea 3a CranmHrpag»
Dmitri Shostakovich. Russian River, Battle of Stalingrad
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HaJ BOMHOW MaHU(eECTUPOBaHA U B JKaHpE
MIOCJIEBOCHHON oOnepemmul, HaINOJIHEHHOU
MECCHHBIM  MY3BIKAJbHBIM ~ TEMaTH3MOM.
Co3upatenbHOMY,  BOCCTaHOBUTEIHHOMY
nepuogy B ku3HM CraluMHrpaza TMOCBs-
HIEHbl onepeTThl no komeausam E. [Manbne-
punoit «Ilotor cramuuarpaams (1949) wu
«Meurarenn» (1950) aBTopa uenoro psiaa
MOMYJISIPHBIX «BOCHHBIX» TieceH KoHcTaH-
tuHa JlucroBa', «Bomkanoukay Bukropa
CeménoBa no nwece B. Koctuna (1954).
CounHeHUs BIOXHOBJIEHBI HCTOPUEHA BO3-
BpaIICHHs] COBETCKOTO HAapo/ia K MUPHOMY
TPYIY, BOCCTAHOBJICHUS M CTPOMTEIHCTBA
HOBOW KU3HU, CEOXKETAMHU O JTFOIISIX YHUCTHIX

MIOPBIBOB U BBICOKOW HPABCTBEHHOCTHU. Tem
HE MEHEe B IPOU3BOJCTBEHHO-OBITOBYIO
¢abyny O MUPHOM MOCIECBOCHHOW >XHU3HU
ropoga Ha Bonre ecTecTBeHHO BKIIIOYa-
IOTCSl AIM30/Ibl BOCIIOMMHAHHUM O BOMHE,
Cranunarpaackoit outse. Tak, dydmui HO-
Mep omnepertbl «llorT cranuHrpaab
K. JIucroBa — «bannana» cekperaps paii-
xoma maptum Cepres [lyopaBer («boii
rpemen mory4yum yparaHom! / I'po3HbIif
Bpar otOpoieH ObUT Hazax») — MOCTPO-
€H Ha BOCIIOMHUHAHHUSX O OOEBBIX 3acCiy-
rax ¥ TPYAHOW MOJIOJOCTH, TPOIIEIIISH
B UCHBITAHUSX, HO T€pOX MOJOH HAIEK]I,
JIep3KOM MEUThI, BEPbl B CBOU CHUJIBI.

19 Crexrakib «I10OT CTATHHIPAALBD O APY:KOe OBIBIINX OJXHOIIOIYAH, BCTPETHBIIUXCS B CTalmnHrpaze
Ha CTpOitke HOBOTO TOpoaa, Obut oka3an B MockBe Ha hectruBaiie B 1955 romy v oy drI MacCy BOCTOPIKEHHBIX
0T3561BOB. My3bIkautbHBIH KpUTHK K. [leTpoBa B crathe «Ilot0oT cTamuHATpaansDy oTMETIIIA: « MHOTO 00astHIS
BHECJIM B IOCTAHOBKY XU3HEpaaoCTHBIE KoMcoMmonbckue TiecHn K. JluctoBay. Cm.: Ilerposa K. A. Iloror
cramuaTrpaans! // CoBerckas My3bika. 1955. Ne 9. C. 94,
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JHpamarnueckass KyJIbMHUHAIIUS OIEPET-
1ol «Bomxkanouka» B. CeméHoBa — mecHs
«Hwu mary Hazaza!», B TEKCT KOTOPOIl HHKPY-
CTUpOBaHA IUTATa U3 MOSBUBIIETOCS B IIE-
puon CTanumHTpaICKOi OMTBBI 3HAMEHUTOTO
npukaza Ne 227 BepxoBHoro I maBHOKOMaH-
nytomero WM. Cranuna: «Peka OymieBana
Mo/l TpajioM cTaiabHBIM, / OKyTaau ropon
u mwiams, u ApiM. / [lycts magaror 60MOBI 1
mynu ceuctat — / Hu mary Hazaza! Hu mary
Hazaa!» [IpocTora U JOXOMYMBOCTH MHTOHA-
UK onepeTThl 00yCIOBICHBI JIEMOKpATHY-
HOCTBIO TIECEHHOTO ¥ BOGHHOTO (OJIHKIIOPA.

be3ycinoBHO, BOBJIE€UEHHE Tparuue-
CKOM BOCHHOM TEMAaTHKH B TAKOM «JIETKUI
pa3BieKaTeNbHBIN KaHpP, KaK OINepeTTa,
Ha TIEPBBIN B3IV KaXKETCs MapajoKcaib-
HbIM. OJIHaKO MECEHHO-AEMOKPATUYECKUI
YKaHp OKa3aJiCsl BECbMa MOAATIIUB IS YIIIy-
ONleHUsI B JIMPHUKO-TICUXOJIOTMYECKOE Hada-
J10, aKIEHTyallud BHUMaHHUS Ha BHYTPEH-
HeM Mupe yenoBeka. CleHbI-BOCTIOMUHAHUS
O MOJABHUIax BO MMs cTajnuHrpaackou Ilo-
Oellbl CTAaHOBWJIMCH TOJIMHHBIMH JTUPHUYE-
CKUMHU TpareUuiHbIMU  KyJIbMHUHAIUSIMU
B UTPOBOM YBJIEKATEIILHOM JICHCTBE OMEPETT,
B HHMX NOJYEPKHUBAIACh ICHUXOJIOTMYECKas
DIyOMHA B3aWMOOTHOIIIEHUHN TepoeB, Iepe-
YKUBIIUX y>KaChl BOGHHOTO BPEMEHH U TepO-
ndeckyro obopony CrajMHrpama, HO Coxpa-
HMBIINX CIIOCOOHOCTH JKUThH U JIIOOUTD.

Pazymeercsi, MacmTabHasi cTajauMHIpai-
CKasi TeMa SIPKO MpejcTaja U B COYMHEHU-
IX OpPKeCmpoewiX, TOSBUBILIUXCS YXKE B
nociieBoeHHOe Bpems. Tak, B 1950-e rombl
B apMEHCKHMI 00MXOJ] BOIILIIU MY3bIKaJIbHBIC
MBECHl JJISL 0YX08020 OpKecmpa, OTBETUB-
IIIU€ HA MACCOBBIC JIUKYIOIIUE, TOPKECTBY-
IOIIME HACTPOCHUS 3aKITIOUUTEIIBHOTO ATana

Benukoit OteuectBenHoil BoiHbl. Haunbo-
Jiee M3BECTHBI MapIIM JUIsl TyXOBOTO OpKe-
CTpa BBIJAIOLIETOCS BOCHHOIO TUPHXKEpPA U
OpraHu3aTopa MepBbIX COBETCKMX BOEHHBIX
opkectpoB Ceména UYepnenkoro «Iepou
Cranuarpaga» u «PokoccoBckuit». BoeH-
Has My3bIKa JUISl TYXOBBIX OPKECTPOB IOJIY-
YWila B T€ IO/l 3HAUEHUE CHUMBOJIUYECKOU
AMOJIEMbl BEJIMYMS HApoOAa U apMUU, 4YTO
TOoYHO ynosui I1. Anocronos, oTMe4aBIINN,
YTO BOEHHAs My3bIKa JIOJDKHA OTpPaKaTh
«BEJINYABBIM JyX HAILEro BpeMEHH, madoc
CO3MJATeNbHBIX HJI€AJOB, TpUyM(} HaIIUX
no0e, maTeTUKy 00pbObI U TpyHan-’.

Slpkasgs HMHCTpYMEHTOBKa M HU300pa3u-
TEIbHOCTb, TIOMIIE3HOCTh U JIETKOCTH 3BY-
YaHWs IPU IPOCTOTE U ICHOCTH U3JI0KECHUS
ommnyaror Mapim «l'epon CranuHrpazma».
HeoOblkHOBEHHasi TeaTpaJibHOCTh MY3bl-
KM YyCWJINBA€TCA C BKJIIOYEHHEM BO3IJIACOB
OPKECTPAaHTOB U IPOH3AIOLIUX IPOCTpPaH-
ctBo ¢andap. Ilo mMeTkoMy BBIpaKEHUIO
B. IlykkepmaHa, 31€Ch «E€CThb HACTOSAILIEE
BOCGHHOE COn filoco, IOXOAHOE con brioyn.
Mapm, nocsaménnbii Mapmany K. Poxoc-
COBCKOMY, y4YacTBOBAaBILEMY B pa3paboTke
ornepauuu «YpaH» M0 OKPYKEHUIO U YHHY-
TokeHUIo 1noja CTaluHrpajoM IpyHIUupOB-
ki (enpamapmana @. Ilaymoca, — um-
MYyJbCUBHBIN, MOJHUMAIOMUN O0EBOH ITyX
BOMCK. MeTpHu4ecKuil Harop, HaCTOMYUBas
YCTPEMJIEHHOCTh PUTMA, BOCKJIMLIATEIbHBIC
CUHKOIIMPOBaHHbIE MAapIIEBbIE MWHTOHALUHU
MEJIOANH, OIM3KUX OOEBBIM IECHSIM, COCIIH-
HSIOT TOPKECTBEHHOCTD C ACHCTBEHHOCTHIO
u O6neckom. Jlymaercs, My3blka Mapila pH-
cyeT 00OOMEHHBI 00pa3 KpyIMHEUIIEero u3
MOJIKOBOJILIEB BTOpoil MUpOBON BOWHBI U
nobenoHocHoro (unana CraluHIrpaacKoi

2 Anocrosos I1. Y. O BoenHoii my3bike / CoBerckast My3bika. 1947. Ne 1. C. 61-64.
21 Tykkepman B. A. TlpousBeneHust 1uisi TyXOBOro opkectpa // O4epkd COBETCKOTO My3bIKaJIbHOTO

TBOpUecTBa. M.; JI.: My3rus, 1947. T. 1. C. 277.
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OuTBbl. UpesBblUaliHO MOMYJSPHBIE B IO-
CJIEBOCHHBIE TO/ABI, 3TU Mapuid IO IpaBy
cTanu o0paslaMM Jy4YlIMX Tpaauluid pyc-
CKOM BOCHHOM MY3bIKH U BXOJSAT B PEIEPTY-
ap OOJBIIMHCTBA TOPKECTBEHHBIX TOCYAAp-
CTBEHHBIX I1apaJI0B HAILIETO BPEMEHHU.
be3ycnoBHO, MacTabOHOE 3HAYUMOE CO-
ObITHE TPeOOBAJIO U MOMIUHHOTO CUMPOHU-
yecku-opkecmpogozo 3Bydanus. Teme Cra-
JUHTpajcKoil 000poHb! Ha Bonre mocesituin
JIBa CBOMX OPKECTPOBBIX COUMHEHHS JImm-
Tpuii lllocrakoBuu. CBoe0Opa3HbIM BelU-
YECTBEHHBIM MY3bIKaJIbHBIM MTAMSITHUKOM
3amMTHUKAM CTaJuHIpaza MOXKHO Ha3BaTh
«TpaypHo-TpuyMdanbHyl0 Npenoauio ma-
MaATH TepoeB CTanuHTpajcKoil OUTBB
op. 130 (1967), counn€nHyo 1o 3aKkazy py-
KOBOZICTBa Bosrorpaga nnsi OTKpBITHS MO-
HymMeHTa Ha MamaeBoM Kyprane. Bwinaro-
LIMICA MacTep My3bIKAJIbBHOW ApamMaTrypruu
BOIUIOIIAET 3pUMYI0 JUHAMUYHYIO KapTHHY
OT TPaypHOIO LIECTBUS 4YEPE3 MOIIHBIN 3a-
P DKCIIPECCUM U HAINPSDKEHHUsI, TpParu3ma
KOJIOCCAJIBHOTO pa3Maxa J0 TMMHUYHOCTHU U
arno¢eo3a HE3bI0IEMON BOJDKCKOM TBEP.bI-
HU. Jlukyromas Momp MEAHOW Irpynisl Op-
KECTpa MpHU3BaHA YIPOUUTh HEUCCAKAEMYIO
CHIIy J1yXa T'€pO€B U KU3ZHEYTBEPKAAIOLIUI
nadoc CtanuHrpaacKon mooebl.
CounHenue kopudesi COBETCKOW MYy3bl-
K1 chopmupoBasio 06pa3 CTaluHTpaACKOi
OuTBBI B ucTOpruyeckor nmamsaru. [logoOHas
MeMopuaiu3auus 3tanoB CTaJuHrpaacKon
3MOMNEN cTaja TPAAULMOHHOM NIl TBOpYe-
CTBa APYTMX OTEYECTBEHHBIX KOMIIO3UTOPOB,
Yell UHTEpEC K €€ 3ByKOBOMY 3aIle4yaTieHUIO
B CUM(POHMYECKUX >KaHpax HE HCCAKACT
B 1970-e u Oonee no3znuue rogsl. [1o atomy
IYTHU TOLIEN, HAPUMED, OACCCKUN KOMIIO-
sutop 0. 3natokoB (1926—1998) B cumdo-
Huueckon noame «Ha MamaeBoMm kyprane»
(1975), maptutypa xotopour B 1980 romy
nofapeHa Bonrorpanckomy mysero 060po-
HBI C JAPCTBEHHOW HAJIIMCHIO aBTOpa U Xpa-

99

HUTCS B My3ee-naHopame «CTanuHrpaackas
outBa». Ty ke TMHUIO IPOAOIKAIOT OMYCHI,
NpUYpOUYEHHbIE K IOOMIJIEIM 3HamMeHaTelb-
HOTO 31u304a Mcropuu.

B Tom xe QapBarepe — co3naHHas
Kk 70-neturo Cramunrpaackoit IloGeasr u
BIIEpBBIC McTIOJHEeHHAs 2 HOsiOpst 2013 rona
Ha MexayHaponHoM ¢ectuBaie «My3bl-
Ka MHpa MPOTUB BOWHBD CUM(pOHHYECKAs
kaptuHa «Cramunarpaa» (2013) ypokeHna
repoOMYECKOro BoOJKCKoro ropona IOpmus
BbapanoBa (poxn. 1942). Ona coOmnrozna-
€T XPOHOJIOTHIO COOBITUH (MUPHBINA TOpO/,
ero 6oMOapAMpOBKa, HACTYIJICHHE HEMEIll-
KOM apMHM, KOHTPYAAap COBETCKHX BOMCK,
nobGefaHoe 3aBepiueHue CTaauHrpaaCcKoOn
OWUTBbI), MPHUBOAS K (PUHATBHOMY THUMHY
BOCCTAaHOBJIIEGHHOMY ropony. AtrMmocdepa
MUPHON TMPEIBOCHHOM JKHU3HU BOCCO3/a-
Ha Yepe3 TaHIIEeBaJbHO-ObITOBBIE MEJIOIUH,
KPaCOYHBIA CBETJIBIA OPKECTPOBBIM KOJIO-
put. Jucconnpyroniee BTOpKEHHUE Ty XOBbIX,
BOIOLIUE CHPEHBI, CTOHYLIUE CTPYHHBIE,
rPOMOIJIACHBIE YIapHbIE YEPETYIOTCS C PE3-
KUM BHU3IJIMBBIM TeMOpoM ¢uieiTsl mop Oa-
pabannyto apodb. OpKecTpoBO rpomMaaon
HaKpBIBAaeT TeMa (haIlIMCTCKOTO HAIIECTBHS,
HO BBI3PEBAIOT MY’KECTBEHHbIE MHTOHAIIUU
CONPOTHBIICHUS, BBIPACTAIOIIAE B LUTaTy
IIECEHHOI BOEHHOM KJIACCUKH «CBSIIICHHAS
BOIlHa» — CHMBOJIa OYUCTUTEJIBHOIO Ha-
CTYIUIEHHMSI CBETIbIX cui. Jpamaruueckoe
MIOBECTBOBAaHME O BEJIMKOM MY’KECTBE U 0€3-
3aBETHOM repou3Me 3alMTHUKOB OTeyecTBa
3aBepIIAETCS CIaBWIbHOM 07104 CTanuHrpa-
1y, IOCTPOCHHOW Ha IIUPOKOU, pa3I0JIbHOU
PYCCKOM MEJIOJUH.

CamOOBITHBIN paKypc OCBEIICHUS CTa-
auHTpaackux oOpaszoB Ilobensr u3bpan
B opkecTpoBoil mbece Ceprest CIOHUMCKO-
ro «Pycckuii kaneitnockom» (2013), creru-
aJIbHO HAIMCAHHOW I TOJIJIaHACKOIO Op-
KecTpa coBpeMeHHoM My3biku D’Ereprigce
kK 70-metHeMy OuUJIE0 Mpa3aHOBAHUS
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pasrpoma ¢amuctckux cui B CranuHrpa-
ne*. HeopaunapHoe pemieane CaoHUM-
CKMM CTaJUHIPAJICKOM TEMbI CKa3ajioCh B
yepene CTHIM3AlUA KOHTPACTHBIX >KaHPOB
U CTHJIEH — OT OBITOBBIX PYCCKHX BOCHHBIX
Y HApOJHBIX MENOIUN 0 CMEINbIX IXKa30-
BbIX HMIIpoBHu3anuii. [lo BocnmoMuHaHUSIM
mupmxe€pa A. BopoHoBa, My3bIKaHTHI aje-
aTOPUYECKH 3aKaHYMBAIA MPEAJIOKECHHbIE
KOMIIO3UTOPOM PUTMO-MEIOJUYECKUE CEer-
MEHTBI, IOPOM CTUIIN3YSI UX MOJ U3BECTHBIE
WHTOHAIlMA BOEHHBIX meceH. CTuin3anuu
TeM BoeHHOro BpeMeHu y C. CIoHUMCKOTO
— HCTUHHBIN (EHOMEH «CTYIICHUS KYJb-
Typbl B UHTOHAIIMOHHYIO IJIOTh MY3BIKH»
(B. MenymeBckuii).

B nosme aiisa Gonbiioro cuMpoHUYECKO-
ro opkectpa u oprana Uropss BopoonéBa
(pon. 1965) «Ocraércs nuib ceet» (2018),
nocesiméaHon 75-netuto I[lobenpr B Cra-
JUHTPAJICKOW OWTBE”, WCHOJIB3YIOTCS BCE
TUTIOBBIE KOMIIOHEHTHI CTAIMHTPAJCKOU Pa-
Oynbl. B I wactu, 6narogapst SMOIIMOHATIBHO
BBIPA3UTEIILHOW TPEBOXKHOW JIMPUKE, HACHI-
IIEHHOW JMAaTOHUYECKOM HANEBHOW peyu-
TallMel M HCIOBENAJbHBIMU TpParu4yecKu-
MU WHTOHAIUAMH, BCTa&T oOpa3 PomuHbL
Cesi3yroluii pa3zen CONMMPYIONIEro opraHa
C MPUYYIIMBO-(PAHTACTUYECKUMH TapMo-
HUSMH BOCHPUHUMAETCS Kak MPU3PAYHOE
BHJICHUE HAJBUTAOIMUXCS Oartanmii. My-
3BIKAIBHOE COAEP’KAHUE CPEIHEro pasziena
COCPEIOTOYEHO Ha MOKa3e JUHAMUYECKOU
CXBAaTKM JIByX CHJI: BPaXECKOMY HAropy,
B3bIBAIOILIEMY K KOMIUIEKCY CPEICTB TEMBI
HamectBuss Cenpmoii cumdonuu J[. Ilo-

CTakoBHYa (KPEUICHAUPYIOIINE AKKOPbI
tutti C TPEMOJIO CTPYHHBIX, paCKaThl U APOOb
YIApHBIX, arpeCcCHUBHBIC PEIUIUKU MEIHBIX
JTyXOBBIX, HHTOHAIIMK CMEPTEIHHOM TUISICKH
y KCUJIO(OHA), MPOTUBOCTOUT KAHTHIICH-
Hasg WIHUPb U MOIIb pycckod TeMbl. Hakan
pa3BUTHS — pasryin oOpaza CMEpTH U Tpa-
TU3M KyJIbMUHAIIUA — JOCTUTaeTCs TUCCO-
HAaHTHBIM XOpaJiOM B COMNPOBOXKIECHUHU Op-
raHa M KOJIOKOJIOB. B 3aBeplieHuu MmO3MbI
CIBIIIUTCA JJIUTEIbHBIA THUXUA PEKBUEM
NOTUOIINM, B KOTOPOM IEPEMEKAIOTCS Me-
aoauyeckue (GopMyasl MOISPHBIX 00pas-
HO-TEMaTHYE€CKUX KOMIIJIEKCOB: M CBETJIbIC
TEPLUOBbIE TIONEBKU JIUATOHUKH PYCCKOU
TEMBbl Y CTPYHHBIX ¢ (poprenuano, u ¢par-
MEHTBI HUHTOHAIMN TeMbI KcuiiodoHa. Y3Ha-
BaeMasl iuTaTa cekBeHuuu Dies irae BOILIO-
[Ia€T CUMBOJI CMEPTH, HO €€ PACIOI0KEHHE
B BBICOKOM IPOCBETIEHHOM PErucCTpe HH-
BEPCHOHHO IE€PEBOPAYMBAET H3HAYAJIbHBIN
CakpaJIbHBIM CMBICTI. B 00pa3Hoil TpaHC-
dbopmaruu  dmMONIeMa WHOEPHATHHOCTH H
CMEpPTH MpPEBpAIACTCs] B CUMBOJ NaMATH
0 YeJIOBEKE, HATIOMUHAHMUS O TILETE 3€MHBIX
crpemiicHuid. [lo 3ambIcily KOMIO3HTOpA,
B OTOM €AMHEHHH OOIeueIoBeYecKoil mna-
MATH O PYCCKHX M HEMELKHUX CoJjaTax,
norpeO6¢HHpIX B CTaJMHTPAICKOM KOTIIE,
«OCTaETCs UL CBET» JJISl KUBYIIINX HBIHE
MTOTOMKOB.

HeoObiunblii MOAXOJ B OLIEHKE JIyXOB-
HO-UCTOpUYeckoro Hacienuss CranuH-
rpajickoil OUTBBI TMPENIoKEeH B CUM(OHUU
«ITamare o Cramunrpage» (2018), Taxxe
MOCBSIIEHHOW €€ 75-JIeTHI0, KOMIIO3UTOPOM

22 Ucnonuenne «Pycckoro KameimocKkomnay HHOCTPAHHEIMH My3BIKAHTAMH COBMECTHO C BOJITOTPAICKUM
KOIIEKTUBOM «KoMOo-mxa3-0eHm» mon ymnpasieHueM A. BopoHoBa cocrosutock 9 mas Ha LleHTpanbHON
HabepexHOo# ropoma-repos Boirorpaaa B paMkax mporpaMMbl «Maitbie KyJIETypHBIC IIPOEKTHI.

2 Bmepssie mpo3Bydaia B Mae 2018 roma B IleHTpaapHOM KOHIIEPTHOM 3aj1e Bororpaackoii prmapMoHUH
B HWCTIOJNHEHHH Bonrorpaickoro akageMuueckoro cUM(OHHYECKOTO OpKECTpa IOA YIpaBIeHHEM

A. AuuxaHosBa.
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Tuxonom  XpeHHUKOBBIM-MJIAJIIIAM,
ITepBass uvactb «2018 rom» penpe3eHTH-
pyeT Hacrosilee — roja 75-metusi mnooen-
HOro 3aBepiieHust cpaxkenHusi mnox Cra-
mudarpagoM.  Crenyrome  TpA — 4YacTu
OIMMCHIBAIOT COOBITHS Bemukoit OTedecTBeH-
HoH BOWHEL: Il yacte «1941 rom» BKIIIO4YaeT
aJUTIO3UM TeMbl HamiecTBus CenpMon CUM-
¢onunu 1. llocrakoBuya. Benen 3a cemio-
nacropasibHou II1 vactero «1942 rony cnemy-
eT KyabMuHaImonHas [V gacts cumdonunye-
ckoro 1ukia «1943 romy. Ilnsacka cmeptu ¢
e€ XapakTepHbIMU CTWJIEBBIMU aTpuOyTaMu
HEOXKUJIAHHO TMPEPHIBACTCS  AyTEHTUYHON
3BYKO3aMKChiO, O(HIMAILHO ITOATBEPIAMB-
1€l pa3rpoM COBETCKMMU BOMCKaMU HEMeEIl-
Ko-(halMcTCKUX BOMCK B CTaJMHIpaCcKON
outrBe 2 ¢deBpans 1943 roma. M3BecTHBIN
BCEMY MHUpY rojoc JIukTopa Bcecoro3Horo
pamuo IOpus JleBurana co cinoBamu «Co-
MPOTUBJICHUE TPOTHBHUKA U HCTOPUUYECKOE
cpakenue noj; CTamuHrpaoM 3aKOHYMIOCH
nonHoi [loGemoif HammMx BOWCK» Hacau-
BACTCSl Ha 3aBEPIIAIOIIYI0 TUMHUYHYIO Op-
KecTpoByro (¢eeputo. B dunane cumbonun
«2043» KOMIO3UTOP MBITACTCS B3ISIHYTh Ha
CranuHrpaZcKyIo modery u3 OyayIero, poB-
HO 4epe3 CTO JIET — JUPUUYECKOE COJI0 abTa
Ha (poHE TyXOBBIX U (POPTEMHAHO CIIOBHO BBI-
paxkaeT HaJSXKIAy Ha MUPHOE IPsIyIIIee.

B Menonuky v rapMOHHIO MY3BIKQJIbHOU
TKaHU OOJIBIIIMHCTBA YacTEeH BPACTAET JEHUT-
TeMa-MOHOrpamMma. B e€ kBapTOBBIX MOMEB-
KaX U XOJaxX MO YMEHbIIEHHOMY TPE3BYUHIO
3amu@poBaHo Ha3BaHHEe ropoaa®. B 0oib-

IIOM cTeneHu Omaronaps e 3aMbIcen oryca
MpEeACTAET KaK CUEIVIEHUE 310X — MPOILLIIO-
ro, Hacrosmero u oymaymiero. [louck cospe-
MEHHHMKOM HCTHHBI O MUPE U YEJIOBEKE CO-
IIPUKACAETCS C PYCCKUMU UIESIMU KOCMHU3Ma
(uepe3 TeaTpalbHOCTb, MPOTPAMMHOCTb,
BCEOXBAaTHO-KOCMHUYECKYIO danTaznii-
HOCTh). TeM caMbIM, pEKOHCTPYUPYS LIUPO-
KUI MOPOCTPAHCTBEHHO-BPEMEHHOW KOHTH-
HYYM U3 IPOLLIOr0-HACTOSIIEr0-0y1y1Iero,
aBTOp B TeMe CTanuHrpaackoil GuTBbI 000-
CHOBBIBA€T MHUPOBO33PEHUECKYIO LIEJIOCT-
HYIO KapTUHY MUpa — MHpa 03 BOWHBI.
Takum oOpa3zoM, cTalMHTpajcKas TeMa
B AKaJIEMHUYECKOM OTEUYECTBEHHOM MY3bI-
K€ PpACKpbITa NPEUMYILIECTBEHHO B KaH-
TaTHO-OPATOPUATIbHBIX, TEaTPAIbHBIX U
cuM(OHHMYECKUX >KaHpaxX (ecau He y4u-
TBHIBaTh TAKWE€ IUIACThl TBOPYECTBA, KaK
MeCHs, My3blKa K KMHO, POK-MY3bIKa), OT-
paxkasi BaXKHYIO I'paHb CaMOIIO3HAHUS IO-
KOJICHHUM, TEPEKUBIINX TPareJni0 OUTBHI
Ha Boure. Cpeaun omycoB, CO3IaHHBIX Kak
00pa3HO-Xy/I0KECTBEHHAs UHTEPIIPETAIHS
CTAJIMHIPAJICKOM 3IONEU, €CTh U LIEIEBPHI,
U «IPOXOJHBICY» KOHBIOHKTYPHBIE COYMHE-
HUs. TeM He MeHee OHM HHTErPUPYIOTCA
B HEKYIO LIEJIOCTHOCTH, TO pacmnajasich Ha
o0pa3Ho-HUeiHbIE paKypchl (3MUYECKUH,
JPaMaTHYCCKUN, JTMPUICCKO-KOMETUINHBIN),
TO KOHUEHTPUPYSACh B EIOUHYIO CTPEXK-
HEBYIO JIMHUIO, YCHUJIMBAs TE€POUYECKHE
CMBICIIOBBIE pe30HaHChl. [lokazarenbHbIM
JKaHPOM CTajla TepPOMKO-3IHYEecKass KaH-
Tara Ha CTAJUHIpaAcKyto Temy. Oparopus

24 T. H. XpeunukoB-mnaammii (pox. 1987) — koMmo3uTop, MpaBHYK Npeacenareis npaeieans Corosa

kommo3utopoB CCCP T. H. XpeHHukoga.

2> B MoHOrpamme oObeIMHEHBI HA3BaHUS HOT JIATHHHICH U HA PYCCKOM si3bike. Kak MmosicHsIeT aBTop,
3ByKH MH 0eMonb (es, To ecTb «C»), 10 (uf, TO €CThb «T»), I («a») M MOIPKE emE OIHO I B OKTaBY
Y KOJIOKOJIBYHMKA («J1») 00pasyroT mepBble OykBbI Ha3BaHus ropoja: «Cram». IlpuBonutcs mo: FOpuenko O.
KommnozuTtop Tuxon XpeHHUKOB: Hallle BpeMst OYHHUT My3bika // KpacHas BecHa. 2018. 16 oktsiopsi. URL:
https://rossaprimavera.ru/article/5e9af174 (mara obpamenwms: 17.01.2023).
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(C. IIpokodnes, HO. lllanopun) noBopauu-
Bajia COBETCKOE UCKYCCTBO OT (popMasinu3ma
COLIMAIMCTUYECKOTO peanu3Ma K peajiu3zmy
MOJJIMHHOMY M KHUBOMY, K HCTOPUYECKUM
LIEHHOCTSM HAalWOHAJbHOM TpaaULIUU.
«OHeprusi Ka"Hpa» COBETCKOH OIEPETTHI
(B. Ceménon, K. JluctoB) mnposBisiack
B TOM, 4YTOOBI yCHBIIIATh U OTPA3UTh Ha-
[IOp 3MOXU. B HEW cTaauHrpajacKui «cCro-
KET» KakK ajullo3usi MM BOCIOMHUHAaHHUE
CTal BHYTPEHHEH OCHOBOW OOHOBJICHUS
KaHpa B IIOCJIEBOCHHBIE JECATUIIETHS,
MapajoKCcaJbHO COUYETABUIETO TPAru4ecKoe
Y JTUPUKO-KOMEIUWHOE Havaa.
HocTtoBepHass u yOenuTenpHas mepe-
Jaya KMBOTO JIbIXaHUS TPO3HOTO JIMXO-
netbsi CranuHrpaga B CUM(OHHYECKOU
MY3bIKE€ CHHTE3UpPYET U OOpaIEHHOCTH B
COBPEMEHHOCTb, HEOCTBIBIIEE HACTOSIIIEE
(FO. Bapanos, II. Mopo30oB) u B TO xe
BpeMsl ONPOKUHYTOCTh B OOpaTHYyIO IMep-
CHEKTHBY, NPUOIMKAsT MPOIIIOE, OCMBIC-
I B HEM TO, YTO, MOXKET OBITH, HE OBLIO
YCJBIIIAHO COBPEMEHHUKaMHU. TeM caMbIM
Cranunrpanckas OuTBa OOHa)KaeT CMBIC-
Jbl HE TOJIKO YHIEANIEro BPEMEHU, HO U
Hacrosimero u Oynyuiero. OTcroga Heyau-
BUTEJIBHO, YTO B OTE€YECTBEHHOU MY3BIKE,

OJHOBPEMEHHO C OTpaXeHHEM KOH(QIIMKTa
AHTAarOHUCTUYECKUX CUJ, CYPOBOM MPABIBI
BOMHBI C €€ Tparu3MoMm, BCErAa 3By4UT JIu-
KyIoLuii ronoc Mupa, KpacoTsl 1 Tpuymda
[ToGenpl, KOTOPBI BO3BEIUYMBAET T'€POU-
YECKUHI NIOJBUT HAPOAA.

Spkue KapTHHBI TpeoOpakEHHON [eil-
CTBUTEJIBHOCTH BBI3BaHbl HE TOJIBKO HJIE-
OJIOTUYECKOM OpHEHTAllME Ha CO3JaHue
IIO3UTUBHOM KOJUICKTUBHOW HMIEHTUYHOCTH
«OOpBrOBI 32 MUpP», HO M B IIEJIOM Xapak-
TEpPHBI JUII POCCUMCKOIO HAalMOHAJIBHOIO
CaMOCO3HAaHUs C €r0 BHYTPEHHEU TArOu
K BEYHBIM, AOCONIOTHBIM LEHHOCTSIM —
muponmobuto. Cemantuka CramuHrpan-
CKOM mmoOeabl B 3TOM CMBICIE HacledayeT
TPaJULMN U BBICIINE JYXOBHBIC MHTCHLIHH
PYCCKOM KyAbTypbl. MemopuaibHbIA MO-
BopoT Tembl — [lobGena, cnapa, Omaromap-
HOCTH NABIIMM M MaMATh O CTAJMHIPal-
ckux noasurax (Pexsuem B. CeméHona,
nosma lO. bapanoBa) — 3KBHUBaJEHTEH
yTBEpXKACHUIO OeccMmepTus repoeB. B Hém
3ByYUT MOpAJbHBI HMMIIEPAaTUB COBpE-
MEHHHMKOB: «BCcnoMHMM Bcex MOMMEHHO, /
[opeM BCIOMHUM CBOHM... / DTO HYKHO —
He MEpTBbIM! / D10 Hajo — xuBbIM! (P. Pox-
JICCTBCHCKHIA)*®,

IIpooonscenue cnedyem
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ach year there are less and less
Eveterans remaining with us, who are

living witnesses of the relentless,
blood-letting Great Patriotic War. At present,
a special task is assigned to the current
generation of the grandchildren and great-
grandchildren of the victors — to preserve
the memory of that time. One of the effectual
paths ofpreservation of our historical heritage
lies in the scholarly reconstruction of the
key events of the Soviet period. The study
of the phenomenon of the Soviet person and
his derivatives: Soviet culture and the Soviet
song makes it possible not only top preserve
the memory indispensable for contemporary
Russian society, as well as the societies of
other countries, but also to understand,
wherein lies the secret of the heroism and
self-sacrifice unprecedented in history,
what were the forces that made it possible
to achieve of the much desired Victory, and
why are the songs of the wartime years are
still highly on demand by contemporary
mass consciousness up till now.

At the present time researchers are
interested both in the moral and the patriotic
side of the genre of the mass song, [1; 2] as
well as in the phenomenon of “Soviet-ness”
(or the “Soviet phenomenon,” according to
the English-language page), which unites
the authors’ desire to show its uniqueness.!
[3; 4] Researching the mechanisms of
its functioning, the attempt is made to

understand, which instruments of natural
or supra-national culture worked for its
formation. As one of its hypotheses, the
thesis is offered that “the Russian culture
of the last two centuries is characterized by
global ‘Slavic’ subject matter — the authors’
steadfast attention to the ideologemes of
national priority and national originality.”
This idea also corresponds to the proposed
musicological method of research of the
Soviet popular song: its development is
determined by historical continuance, as
the result of which it becomes necessary to
search for the sources of the genre-related
specificity of the popular song in the folk
music tradition (both the peasant and the
urban varieties of folk music) and classical
music.’

It must be noted that such scholarly
views were characteristic for Soviet
musicology in the mid-20th century, when
the “folk character” (i.e., the presence of
the intonational adherence to folk music)
frequently presented the chief evaluation
of the merit of a work of art. Moreover, in
using this method of scholarly research, it
is impossible to explain, why was it that the
overwhelming amount of Soviet mass songs
was written in the genres of the march and
the waltz.

We shall examine one of the most well-
known compositions performed during
the time of festive events, first of all,

' See: Maevskaya 1. V. Zhanrovo-stilevye aspekty otechestvennoi estradnoi pesni vtoroi poloviny XX
veka: dis. ... kand. iskusstvovedeniya 17.00.02 [Genre and Stylistic Aspects of Russian Pop Songs of the
Second Half of the 20th Century: Dissertation for the Degree of Cand. Sci. (Arts)]. Rostov-on-Don, 2020.
205 p.; Korolev K. M. Poiski natsional'noi identichnosti v sovetskoi i postsovetskoi massovoi kul'ture:
slavyanskii metasyuzhet v otechestvennom kul'turnom prostranstve [The Search for National Identity
in Soviet and Post-Soviet Mass Culture: Slavic Metaplot in the Russian Cultural Space]. St. Petersburg:
Nestor-Istoriya, 2019. 373 p.; Norman M. Naimark. Stalin and the Fate of Europe. The Postwar Struggle for
Sovereignty. Harvard University Press: Belknap Press, 2019. 368 p.

2 Korolev K. M. Op. cit. P. 4.
* Maevskaya I. V. Op. cit. P. 16.
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celebrating Victory Day on May 9, 1945
— the song Victory Day by composer
David Tukhmanov set to a text by Vladimir
Kharitonov. Its popularity is proved by the
data of a sociological survey: the text of the
songs ranks the top five most famous poetic
verses in Russia. The song was written for
a competition which was announced by
Gosteleradio [State Television and Radio]
for the best song written in honor of the 30th
anniversary of the end of the Great Patriotic
War (1975).4

When reconstructing the history of the
creation of this song from interviews with
people involved with it, it may be asserted
that the initiator of the participation in the
composition was composer Tukhmanov
and his wife — poet, songwriter and
singer Tatiana Sashko, who became its first
performer.

The History of Creation

It is noteworthy that the song was
created thirty years after the end of the
war. After all, it should be remembered
that in the mid-1940s many outstanding
composers and poets worked in the USSR,
among them were Alexander Alexandrov,
Matvey Blanter, Nikita Bogoslovsky, Isaak
Dunayevsky, Konstantin Listov, Daniil
and Dmitri Pokrass, Dmitri Shostakovich
and others. Mikhail Isaakovsky’s poem
Ogonek [The Fire Spark] written to the
music of an unknown composer, along
with Bogoslovsky’s Temnaya noch'’
[In the Dark Night] and Listov’s V zemlyanke
[In the Dugout] became virtually folk songs,
reflecting the greatness of its spirit which

has not lost its humaneness in the harshest
tribulations. All the most remarkable is
the historical fact: immediately after the
war, when it seemed that the anthem to the
Victory was supposed to have been created,
this essentially did not happen.

From the entire broad song output
preserved in the archives of the Russian
State Library, we were able to find only
three songs composed at that time: Anatoly
Novikov’s  Pobeda! [Victory!] (1945),
the Yakut folk song Den' Velikoi Pobedy
[The Day of the Great Victory] (1946), and
Nikolai Dremlyuga Den' Peremogi [Victory
Day in Ukrainian] (1947).

At a first glance, this paradoxical fact
elicits the question: why did such an obvious
occasion for artistic creativity did not appear
within the range of vision of the composers of
mass songs? However, this may be explained
by the conditions of the development of this
genre which emerged at that time. First,
for the composer and the poets the war
was not really over at that time — upon its
termination, another most difficult struggle
began for the reconstruction of the country
and the creation of a potential for military
defense capable of coping already with new
cosmic and atomic threats. The characteristic
feature of that time period — compulsory
labor — 1is broadly reflected in the song
output of this time period, a numerous
amount of which is comprised of anthems to
labor and songs about the struggle for peace.
Second, the glorification of the victory of
the people in the Great Patriotic War had an
absolutely predetermined angle: the Soviet
people won the war under the guidance

4 Syn avtora legendarnoi pesni Vladimira Kharitonova: “Den’ Pobedy s udovol'stviem poyut dazhe
nemtsy” [The Son of the Author of the Legendary Song Vladimir Kharitonov: “Victory Day Even the Germans
Sing with Pleasure”]. Komsomol'skaya Pravda [Komsomolskaya Pravda]. 24.06.2010.

URL: https://www.kp.ru/daily/24512.4/662268/ (accessed: 28.02.2023).
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of the great leader. The culmination of
such a perspective was the movie Padenie
Berlina [The Fall of Berlin] and the choral
glorification of Stalin, grandiose in its scale,
with which the filmstrip concludes (1949,
the producer was Mikhail Chiaureli and the
composer was Dmitri Shostakovich).

The composers returned to the war
subject matter in the late 1950s. However,
the dethronement of the cult of Stalin, the
promulgation of the crimes of the state in
relation to its citizens, the condemnation of
the mass repressions, all of which took place
during the 20th Congress of the Communist
Party of the Soviet Union, also affected the
composers of mass songs, as the creators of
comprehensive Staliniana. The definition
“blinded by power” addressed to them in
Nikita Khrushchev’s secret report, caused
the composers and the poets to search for
new points of application and to turn once
again to the subject matter of war, but
already under a new angle: a dethronement
of the heroic status of previously established
images took place, while the poets’ and
composers’ attention became focused on the
inner world of the common person. A partial
deconstruction of the previous approach
towards the political and social mutual
relations between the government and the
citizens became reflected on the song material
of the war subject matter of that time period
— it is characterized by tortuous attempts
to provide an answer to the question which
began to haunt society: how could all of this
have happened to us? A characteristic feature
is expressed in the fact that the renunciation
of the symbolism of the Stalin period also
affected the symbol of victory — namely,
the national anthem of the USSR, which
first sounded out in a radio broadcast on
January 1, 1944. For this reason, there were
no widespread festivities commemorating
the tenth anniversary of the Victory (1955):

10

we were not able to find not only any songs
of a jubilee character dedicated to this date,
but any kinds of ideological or elucidating
agitation materials, either.

Thesearch formaterialsdevotedto Victory
Day revealed the following regular pattern:
the upwelling of publications of ideological
character (art exhibitions, articles and
conversations) concentrated around jubilee
dates, beginning from 1965. They were
addressed to lecturers and propagandists
noted for holding conversations, reading
lectures and presentations. The appearance
of songs with such titles can be traced out
only after 1975, i.e., only after the release of
David Tukhmanov’s song Victory Day.

And still yet another moment, explaining
the absence of compositions of such kind:
the period from the mid-1950s to the 1970s
is characterized by a transformation of the
genre of the mass song which took place.
The critical period in the history of the
country was reflected in the genre nature of
the mass song. The genre of the march was
transformed in a serious manner. Literary
texts which presented the authorial reflection
in conjunction with a rejection of choral
sonorities in favor of projection of solo
voices enriched it, endowing with them with
previously uncharacteristic traits; however,
at the same time, a loss of its primary
features of the genre of collective action
took place. Moreover, for the first time in
the history of the mass song, composers
made use of the lullaby and the elegy as
its matrix. The image of the song changed
cardinally: the parameters of rhythm and
timbre demonstrated themselves as the
primary expressive force, instead of melody
and harmony. The uncertainty and ambiguity
of the political course of that time period
reflected themselves on the sound of the
songs: the frequent usage of the vibraphone
by composers in their orchestrations and
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arrangements made them heavy sounding
and opalescent.

Thereby, by the early 1970s there
emerged in society an unalterable demand
for the appearance of a type of song which
would rally all citizens together: both those
who took part in the battles and worked in the
defense factories and those who underwent
the hardships of captivity, occupation,
evacuation and political repressions,
regardless of their sex, age and nationality.
And such type of song did appear, indeed.
Kharitonov and Tukhmanov were able to
create such compositions which met all of
these demands.

The Path Toward Recognition

It must be stated that this demand,
which floated about in the air, was at odds
with the ideological state machine, which,
notwithstanding the professed repudiation
of Stalinist principles, essentially preserved
their essential features. The governmental
clerks categorically rejected Kharitonov’s
and Tukhmanov’s joint endeavor. According
to the recollection of singer Lev Leshchenko,
the recording of the song was submitted to
the artistic council, on which this work
aroused harsh criticism from its members:
“such an eventful stratum, such a serious
subject, while the music is sung by a woman;
moreover, she sings light music in the vein of
a foxtrot.” Leshchenko notes that the battle-
front veteran poet Kharitonov was able to
write a colossal “Schlagwort” (German for
“buzzword”) — a “holiday with tears in the
eyes,” but the text of the song was also met

unfavorably by the members of the council;
they deemed them to be hardly presentable
for the subject of the song, for example,
“how the coal ember melted in the fire.” The
song was met with miscomprehension, after
which, according to the singer, it “was placed
on the shelf” for a lengthy period of time.’

The first public performance of the song
took place during Leshchenko’s tour in the
city Alma-Ata at a time coming close to the
30th anniversary of the Victory. According
to the artist’s recollection, after the song
was performed, “something unbelievable
was taking place in the hall: the entire hall
virtually rose up. This was followed by
stupefaction. And then tears. And then the
cries of ‘bravo’ and a burst of applause.”
On May 9, 1975, the song sounded out
on the television show Ogonek [The Light
Spark] performed by opera singer Leonid
Smetannikov.

The song achieved its nationwide
popularity after it was performed by
Leshchenko at a concert devoted to the
Day of Militia on November 10, 1975, the
televised broadcast of which was made
by the First Channel of the Radio and
Television of the Soviet Union. According
to the singer, at the rehearsal he was able
to show the underappreciated song to one
of the deputy ministers responsible for the
concert program, who was the person who
suggested to end the concert with it.

A somewhat different version of the
story of the emergence of the song Victory
Day is described in Nevazisimaya gazeta
[Independent Newspaper]:.” the song was

5 The history of the song is recounted by singer Lev Leshchenko in television program Segodnya
vecherom [Tonight]. May 10, 2019. URL: https://www.youtube.com/watch?v=ibSNbbipmBA (accessed:

30.09.2020).
¢ Ibid.

7 Krestnyi otets “Dnya Pobedy” [Godfather of Victory Day]. Nezavisimaya gazeta [Independent
Newspaper]. 17.05.2002. URL: https://nvo.ng.ru/nvo/2002-05-17/9 victory.html (accessed: 28.02.2023).
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supposedly performed for the first time
in 1972 (!) at an audition of the “editorial
board,” which at that time was headed by
the chairman of the Moscow Section of
the Composers’ Union Serafim Tulikov.
As follows from the article, Tukhmanov
“sat at the piano,” while his wife sang. It
is also noteworthy that as early as 1974 the
Melodiya record company released a LP
record on which the song was recorded in
performance by Vladimir Malchenko.®

Features of the Musical Style

A graduate of the Gnesins’ Music School,
the Gnesins’ Music College and the Gnesins’
Institute, composer David Feodorovich
Tukhmanov created a remarkable musical
image. The initial adversaries of the song
turned out to be right: the composer wrote
an “incorrect” march. An “eluding” first
beat (the punctured rhythm of a dotted
eighth note and a sixteenth note + two eighth
notes) at the very beginning, an absence of
a pickup measure, and, most importantly
— the characteristic suspension of the
resolution of the scale degrees in the refrain
endow the march with the features of the
other genre, already pertaining to dance
— the tango. Such a “diffusion of genres”
endows the songs with a reminiscence of
the lyrics from the years 1941-1945. And
since, as we know, prior to the war the
tango was a very popular genre in Europe

and in the USSR, it is possible that the song
Victory Day by its style reminded the war
veterans of their youth (it was particularly
the dance genres — the waltz, the tango and
the foxtrot — lay at the foundation of the
most popular mass songs of the time of the
Great Patriotic War).’ Similar thoughts are
expressed by a friend of the poet Kharitonov,
composer Vladimir Shainsky in one of his
interviews: “The song [Victory Day. — Ya.
G.] seemed to have turned back the track
of time. And even though it was composed
three decades after the war, it seems that the
latter was won by us particularly because
of it.”!° Could it be that particularly as the
result of the tango element present in it, the
song Victory Day sounds so authentic on
the accordion?

Kharitonov’s poetical text bears
resemblance to Bulat Okudzhava’s
Sentimental'nyi marsh [Sentimental March].
It lacks all pathos, and there are no images
of heroes in it: “we drew this day nearer as
much as we could.” There is no mention of
the enemy, nor of the battles of war; the poet
outlines concisely the “miles” burnt up in
the dust, symbolizing the path toward the
Victory. There is also no personification of
anybody based on age, sex or nationality.
And, most importantly, the paradox
noticed by everybody and emphasized by
Leshchenko: the holiday with tears in the
eyes.

¥ The recording is preserved in the funds of the Russian State Library.

? Gloushakov Ya. V. “O.K. Great Britain and the Russian Soviet Land!” Nuzhno li miru boyat'sya
sovetskikh pesen perioda Vtoroi mirovoi voiny: tsena Pobedy [“O.K. Great Britain and the Russian Soviet
Land!” Does the World Need to be Afraid of Soviet Songs of the Second World War: the Price of Victory].

Muzykovedenie [ Musicology]. 2015. No. 7, pp. 10-16.

10 Lev Leshchenko: 30 let nazad Den' Pobedy khoteli zabrakovat' [Lev Leshchenko: 30 Years Ago they
Wanted to Reject Victory Day]. Komsomol'skaya Pravda [Komsomolskaya Pravda]. 04.05.2005.
URL: https://www.kp.ru/daily/23506/39570/ (accessed: 28.02.2023).
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Conclusion

Let us return to the problem range set at
the beginning of the article. So where is it
that the mass song has been derived: from
the depths of the vernacular folk music,
from out of classical music? Or from some
kind of special Slavic path inherent to our
people? The carried-out analysis makes it
possible to come up with the conclusion:
this type of song acquired its mass quality,
when its genre-related features began to
correspond to the existing practice of its time
period.!' In other words, the artistic union
of Kharitonov and Tukhmanov created a
composition which sounded out in resonance
with the expectations of the Soviet people
— their feeling of national dignity and pride
had finally been satisfied. Each person had
felt his or her involvement in the common
Victory: both the generation which went
through the war and the young people which
have seen their fighting grandparents young
and beautiful. And the price of Victory

became immeasurably higher because
of this. The text of the beginning of the
refrain became firmly imprinted into the
people’s consciousness, Tukhmanov’s and
Kharitonov’s endeavor inspired numerous
imitators, and there began appearing many
songs with similar titles.

The forms of transmission of genre
may be varied. [5] In 2020 (due to the
epidemiological reasons familiar to
everyone) all the mass events — the parade
and the concerts timed towards the 75th
anniversary of the Victory was cancelled.
However, television and digital technologies
came to the rescue: on May 9 it was
particularly Tukhmanov’s and Kharitonov’s
song which formed that consolidating link
that rallied together the citizens who were
compelled to stay at home. The flashmob
set up by the federal television channel
“Rossiya 17 aroused a response from the
audiences: people sang the song Victory Day
from windows and balconies from various
regions of Russia.
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Annomayusn. TpaquunoHHas cBaib0a JTYroBBIX Mapu cydH — MHOTO3TANHBINA 00psAI0BBIHI
KOMIIJIEKC, COCTOSIIMM W3 pPa3JIMYHBIX PHUTYaJbHBIX [EHUCTBUM, PACTSIHYTBIX BO BPEMEHH U
COBEpLIAEMBIX B ONpPENEIEHHON NOCIEN0BAaTENbHOCTU. B HEll aKKyMYIMpPYIOTCSI MHOTHE aCIEKThI
JyXOBHOM KYJIBTYPbI MapH: CakpajbHO-Marudeckre oOpsiIOBbIE 3JIEMEHThI, CHMBOJIMKA TPaIUIIMOHHON
OIECXKbI, MHIIH, TIO3TUKH, MYy3bIKH, TaHIA, @ TAK)KE CEMAHTHUKA JPEBHETO SI3bIYECKOTO MBIIIJICHHUS.
B pamkax naHHOW cTaTbu paccMaTpUBAIOTCS MY3BIKAJILHO-(OIBKIOPHBIE KaHPHI CBa/IbObI JTyTOBBIX
Mapu, 4€TKO BBIJCIICHHbIE B CBA1I€OHOM pUTYyaJle U SBJISAIOIINECS YaCThIO aKyCTHYECKOTO KOJa.

AKyCTUYEeCKUIl KOJ JIyrOBOMAapHICKOW CBaJbOBbl XapakTepu3yeTcs pa3BEPHYTOH cHUCTEeMOM
MHTOHAIIMOHHOTO TIOBEACHUS YYAaCTHHKOB PHUTyajla U BKIJIIOYAET B ceOs CIOBECHBIE >KaHPbl —
MOJIMTBBI-0JIarONOXKeIaHuUs, IPOU3HOCUMBIE Kapmom (AKPELOM ); My3bIKaIbHbIE )KaHPbl— CBaJIcOHbIE
NIECHU CYdH MYpO W nouéul mMypo, UCTIOIHSIEMbIe TIoe3KaHaMU (y4acTHUKaMHU CBaJieOHOTO 1oe3za)
CO CTOPOHBI JKEHHXA ¥ HEBECThI, HAUTPHILIH HA PUTYATbHBIX HHCTPYMEHTAX — wuj6bip (BONBIHKE) U
mymeip (GapabaHe), CTPOTo 3aKPEIUIEHHEIE B CTPYKType 00psa; My3bIKaIbHO-XOpeorpahuuecKie
KAHPBI, MPEJCTABICHHbIE COJBHBIMU IUIICKAMHM IJIABHBIX MEPCOHaXKeW o0psga M MacCOBBIMU
TaHI[aMHU [T0e3KaH. B My3bIKaIbHbIN KOJ TPaJUIIMOHHOM CBab0bI IyTOBBIX Mapy OPIraHUYHO BXOJUT
KOPIOPOMY3bIKa: 3BEHSAIIME IOJBECKM Ha CBaJeOHBIX KOCTIOMax MOE3KAaHOK, MPHUTOMBIBAHHE,
XJIOTIaHbE B JIQJOIMIN, BO3IIIACH, TaliKaHbe, CBUCT YYaCTHUKOB CBab0bI. OCOOCHHOCTH NMPOBEICHHUS
pHUTyaa ¢ ero My3bIKaJIbHON COCTABIISIONICH MO3BOJISIOT OTHECTH CBaAbOY JYTOBBIX MapH K TUITY
«CBaIbOBI-BECENbs», XapaKTEPHOTO /7Sl KyJIbTypbl Hapo10B [10BOIIKBS.
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Abstract. The traditional weddings of the Meadow Maris, known as siian is a multiphase
ritualistic complex consisting of various ritual actions extended in time and carried out in a definite
succession of events. Many aspects of the Mari spiritual culture accumulated in them: the sacred-
magical ritual elements, the symbolism of traditional clothes, food, poetry, music, and dance, as well
as the semantics of ancient pagan thinking. The present article examines the folk music genres of
the weddings of the Meadow Maris concisely specified in the wedding ritual and being a part of the
acoustic code.

The acoustic code of the Meadow Mari wedding is characterized by an unfolded system of
intonational behavior of the participants of the ritual and includes verbal genres — prayers and
expressions of good will pronounced by the kart (the priest); musical genres — the wedding songs
stian muro and pochésh muro, performed by the participants of the wedding procession, from the
directions of the bridegroom and the bride, folk tunes played on ritual instruments — the shuvyr
(bagpipe) and the tumyr (drum) strictly established in the structure of the ritual; and musical-
choreographic genres presented by solo dances of the main characters of the ritual and mass dances
of the participants of the wedding procession. The musical code of the traditional wedding of the
Meadow Maris organically includes “corpora music”: sounding pendants on the wedding costumes
of the female participants of the wedding processions, stamping in rhythm, clapping hands,
exclamations, interjections, and whistling all carried out by the participants of the weddings. The
peculiarities of conducting rituals with their musical components make it possible to classify the
weddings of the Meadow Maris to the type of “merry weddings” characteristic to the cultures of the
peoples of the Volga embankments.

Keywords: weddings of the Maris, folk music genres, wedding songs, prayers, dances
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BeepeHne

JlyroBele Mapu — STHHYECKas oOImI-
HOCTb, paccenéHHas B pernoHe CpenHero
[ToBomwkes'. MccnenoBarenn oTMEYarOT He-
OJHOPOAHOCTb MAaTepUalbHOM U ITYXOBHOU
KyJbTYpbl JIYTOBBIX MapHW, BBIACNAS TpHU

JIOKQJIBHBIE TPYMIBL: CEPHYPCKYIO, UOUWKAD-
OMUHCKYIO U Mopkunckyio®. TlepBas U3 HUX
IPOXKMBAET Ha CEBEPO-BOCTOKE PECITYOINKH
Mapuii On u npuneratomux paiionax Ku-
POBCKO# 00nacTH, BTOpasi — B IICHTPaJIb-
HOMW, a TPeThs — B IOrO-BOCTOYHOW YACTH
pecnyonuku Mapuii-On (w. 1).
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Vn. 1. Kapra Pecnyénmku Mapuin O
1

Bosnpiias gacTe JIyroBbIX Mapu HpOXHUBaeT Ha TeppuTopuu PecnyOnmuku Mapuii On KOMIAKTHBIMU
TEPPUTOPHATBHBIMHA TIpynnamu. Kakngas U3 HHX HMMEET JIOKaJbHblE OCOOCHHOCTH KYJIBTYpBI, KOTOpHIC
MPOSIBIISIIOTCA B Pa3IMYMH TOBOPOB, TPAJUIMOHHBIX KOCTIOMOB, TOJIOBHBIX YOOPOB.

2 Cwmupros K. A. Onbik Mapuit Mypo. [lecuu myroseix Mapu. Momkap-Oma, 1955. C. 3; [lecHu 1yroBbix
mapu. Y. 1. O6psioseie necuu / coct. H. B. Mymkuna. Homkap-Ona: MapHUMSIIH, 2011. C. 5. (Cox
mapuiickoro dombkiopa); Monorosa T. JI. Mapuiickuii HapoHblii kocTioM. Momkap-Ona: Mapuiickoe KH.
n3a-Bo, 1992. C. 12.

3 Kapra Pecny6nuku Mapuit O1. URL: http://photos-of-nature.ru/MariyElmap.htm (nara oGpaiueHust:
06.03.2023). Ha kapTe TeppUTOpHS IIPOKUBAHKS CEPHYPCKUX Mapy 0003HAYEeHA KPACHBIM LIBETOM, HOIIKAP-
OJIMHCKHX Mapy — CHHHUM, MOPKUHCKHX MapH — >KENITHIM, TOPHBIX Mapu — 3€JIEHBIM.
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CanieOHast TpaguIusa KaKIOW U3 ITHX
TPYIIIT UMEET CBOM 0COOECHHOCTH, YTO BhIpa-
’KaeTCs B CIIeHapuu 00psiia, TEPMUHOJIOTHH,
KOCTIOMaX y4aCTHUKOB CBaJIbOBI, a TAK)KE B
MY3BIKaJIbHOM SI3BIKE pHUTYyaJa.

Tpanuumonnas cBagp0a JYroBbIX Mapu
— cyan* — SBISICTCS OMHMM U3 HanOosiee
SIPKUX TPOSBICHUN 3THUYECKOW KYJIBTYPBI
Mapu. OHa coxpaHHWJIa MHOXXECTBO apxa-
WYHBIX DJIEMEHTOB U JIO CHX MOpP 3aHUMAaeT
0c000€e MECTO B JyXOBHOM KYJIBType Hapo-
1a.

AKycTHYeCKMH KOJ CBajabObl Jyro-
BBIX Mapu XapaKTepU3yeTcs pa3BEPHYTOM
CHCTEMOM WHTOHAIIMOHHOIO IIOBEICHUS
YYaCTHUKOB pHUTyala M BKJIIOYaeT B cels
CJIOBECHBIE >KaHpPbl — MOJIMTBBI, OJaromno-
KeJlaHUs, My3bIKaJIbHbIE KaHPhl — TIECHH,
HAuTPHINIA HA WHCTPYMEHTAX; MY3BIKAIb-
HO-XopeorpapuyecKue KaHpbl — IUISICKU U
TaHIIBL.

MNeceHHoOe odopMneHne
MAPUACKON CBARLOBI

CeroaHsi TpyZIHO TOBOPUTH O TOM, KaKue
CBa/IcOHBIC KAHPBI SBIAIOTCA ApXaudHbIMHU,
a Kakue OoJiee Mo3HUMH, 3aMMCTBOBAHHBI-
Mu. M3BecTHBI Mapuilckuil (QOJIbKIOPUCT
K. Yerkapés npeamnosnarai, 4To cBaJgeOHbIE
IUISICOBBIE TIECHM CYLIECTBOBAIM Y MapH
emé no Havana XVII Beka’.

B nenom cucrema My3bIKanbHO-(OIb-
KJIOPHBIX KaHPOB CBaJbOBI JYTOBBIX Mapu
COOTBETCTBYET obuieMapuiickoii. OnHako

B TPAJUIIUU JTYTOBBIX Mapu B OTIMYHE, HA-
npuMep, OT BOCTOUHOMAPUNCKOH, CUIBHYIO
MO3UIUIO 3aHUMAIOT MECHH, 0OPMIISIONTUE
caMmy CcBaJbn0y, a MEeCHU MPEJCBaaeOHOTO U
MOCJIECBaICOHOTO ATAnoB MPEACTABICHbI
3HAYUTEIHbHO MEHBIIIE.

BokanbHO-MHCTPYMEHTANIbHBIE  YKAHPBI
CBaJIbObI JIyTOBBIX Mapu 4ETKO 000coOIe-
Hbl. Hecmotps Ha oOmuid ays Bcex jkaH-
POB T€MUTOHHBIA WJIM aHT€MUTOHHBIN JIaJl,
CBaJIcOHbIE TIECHU BBIACISAIOTCS HAa CTHUJIU-
CTUYECKOM U CTPYKTYpHOM YpOBHAX [I,
c. 34]. B otuuue ot npubanTHiicKo-(puUH-
CKOU TpaJuIuH, TJIe €UHCTBO CIIOBA U Harle-
Ba 0003HAYaeTCs OTHUM TepPMUHOM — laulu,
y MapuiIEB CYIIECTBYIOT JIBa MOHATHUS: cem
— HAamneB U M)po — IMECHSL.

B Tpamumuu JyroBeIX Mapu cydu cem
(cBameOHBIM HaIEB) HUCIIOIHSICTCS TOJIBKO
BO BpeMsl CBaJbObI (TO €CTh HAa ATOT HAIeB
HE MOTYT pacreBaThCs MOITUYECKUE TEK-
CTbI, HATPUMEP, TOCTEBBIX WJIM PEKPYTCKHUX
neceH). HameB cem MOXET BOIIOMIATHCS
KaK B BOKaJIbHOU (popMe — B MECHE, TaK U
B UHCTPYMEHTAJIbHON — Haurpsle. limen-
HO CBaJIeOHBIN HANlEB — CYdH cem 3aHUMa-
€T B CBaJeOHOM puTyajie JIYyTOBBIX MapH
BAXXKHOE MECTO U SIBJISIETCS INIaBHBIM HOCH-
TeneMm oopsaoBor ¢yHkiuu. [loaTnueckue
’Ke TEKCThI CBaJIeOHBIX NIECEH KOHKPETU3U-
PYIOT 3TY (PYHKIIHIO TPUMEHUTEIBHO K TOU
WJIM UHOU 00psiioBOM cuTyanuu [2, c. 118].
N3 Bcero komIuiekca oOpsIOBBIX HANEBOB
B KaXJIOM JIOKaJIbHOW TPAAUIIMA MOKHO

4 Mapuiickuii TepMUH cydH QYHKIIMOHAIBLHO U (POHETUYECKH CX0XK C HA3BaHUEM YIMYPTCKOTO CBaIeOHOTO
putyana — croan (yom. croan — cBajip0a). Bugnelil ynmyprckuit sTHOMY3bIKOBeA M. Hypuesa otmeuaet, 4to
TEPMUHEBI CJidH/clodH IMEIOT TIOPKCKOE MPOHUCXOXKIICHHE M OTU3KU K KOPHIO Siijtin — «pafioBaThCs», Stjinci/
stijtine¢ — «paJloCTh, paJOCTHAs BECTh; BECTHUK, NMPUHECIINH pagocTHYIO BecTh». CM.: Hypuesa U. M.
Yamyprckas My3bIKaJIbHO-TIeCeHHAast TPAANIHSL: CTIeU(HKa )KaHpOoOOpa3oBaHus U (PyHKIIMOHUPOBAHUS: JTHIC.

... I-pa uckyccrBosenenus: 17.00.02. M., 2014. C. 289.
Mapuiickue HapoaHsbie iecHH / cocT. B. Koykains; Betym. crarbs K. Uerkapéra. JI.; M.: Mysrus, 1951.
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BBIJICJINTH TVIaBHBIM, MAPKUPYIOIIUI CBA/Ib-
Oy B menoM. OO0 3TOM CBHUJACTEIBCTBY-
10T AKCHEAULMOHHBIE MaTepHUasbl aBTOpa
(mpumep Ne 1).

Mpumep N2 1 «C§jaH ToneLw, CyoH ToneLw»®
(«CBagb6a MBET, cBOALA UOET)
Example No. 1 Stian tolesh, Stian tolesh

(The Wedding is Coming, the Weatling is Coming)

Ily - mar ne - ne

WU - XbIM WIOA - Tal ~ T& -

Bonpoc o xaHpoBoi#l kiaccudpukanuu
CBaJIeOHBIX NIECEH Mapu HEOJHOKPATHO 3a-
TparuBajcs B Hay4HOU suTeparype. B wuc-
CJIEIOBAHUSX, NPEANPUHATHIX YUYEHBIMU
B 1950-1980-¢ roapl, neceHHbIN MaTepuas
MapHiiCKOl cBaabObl CHUCTEMaTU3UPOBAJI-
csa mo oopsimoBomy mpuHiumny [3, c. 105].
OnHa U3 mOCIEeOHHUX >KAaHPOBBIX KIIACCH-
¢ukanuii cBajeOHBIX MECEH, BBIABUHYTHIX
M. MamaeBou, mogpasaensieT BECb KOPIycC
MeCeH, UCIOJHAEMBIX BO BpeMs CBaJbOBbI,
Ha «II€CHU pOJa KEHUXa» U «IECHU poja
HeBecTh . OJTHAKO B MApUHCKOM TpaTUuIIuN
[0 CPaBHEHUIO, HAPUMED, C YAMYPTCKOI®,
MIECEHHbIE HAMEBHI POJIa )KEHUXA U pojia He-
BECTBI MOT'YyT HE UMETH CTOJIb CYILLECTBEH-

HBIX pa3lInuuid, €CIIM KEHUX M HeBeCcTa —
NPEICTABUTEIN OAHOU JIOKAILHOM TPYIIIIBI
JyroBeIX Mapu. B stom cnydae cBaneO-
HbIC TIECHU WCIIOJTHSIOTCS Ha OJUH HAICB,
HO pa3HBIMU COCTaBaMHU HWCIIOJHUTEICH |
C pa3HBIMHU TO3THYECKUMU TekcTamu. Eciu
K€ MOJOABbIE — TMPEICTABUTEIN pPa3JIHy-
HBIX JIOKaJBHBIX TPYII, TO TIECHU «poja
KCHUXa» U «POJla HEBECThI» CYIICCTBEHHO
OTIUYAIOTCS APYT OT APYTa METOTUICCKIM,
PUTMUYECKHM, JIaJ0OBBIM COJEpPKaHUEM,
a B HEKOTOPBIX CIIyYasX Jake MaHEepOH Hc-
MIOJTHCHHS.

[TpakTuecku Bech CBaJeOHO-00PAI0-
BBII KOMITJICKC JTYTOBBIX Mapy COTIPOBOXK/Ia-
eTCsl IECHSIMU aHCAMOJIEBOTO HMCIIOTHEHHUS.
CoylbHBIC TIECHH HEBECTHI 3a(pUKCHpOBa-
Hbl B JIOKAJILHOW TPAJIUIIMA MOPKUHCKUX
MapH, a y CEpHYPCKHUX H HOIIKAP-OITHHCKUX
Mapu ObUTH pactpoOCTpPaHEHBI IMECHH, KOTO-
pbIC HCIIOJHSUTMCH COJIBHO TJIaBHBIMU YMHA-
MU CBaIbObI — myndue (CBaxou) W casyu
(IpyXKOif).

B Tpaauuu IyroBeIX Mapu OTCYyTCTBYOT
cBazieOnpie npuuntanus [4, c¢. 12]. Obmee
TUTIOJIOTHYECKOE CXOJICTBO CO CBaJCOHBI-
MU TIECHSAMU (PUHHO-YTOPCKUX HAPOIIOB MBI
HAXOJIUM TOJIbKO B HWCIIOJHEHUH HEBECTOU
TOPECTHBIX TIECEH HAa JIMPUYECKHUE HAICBBI
— otiedH MYpo BO BpeMsl MPeACBaIeOHOTO
06psiza JobIp OHubLL HYME’.

6 Marepuains! GOIBKIOPHON IKCTIEAUIMHU aBTopa. [lecHs 3anucana B aepeBHe VBaHcoma KyxeHnepckoro
paifona PecmyOnuku Mapuit On B 2022 roxy ot EBrenust Auncumonnya KameHnukosa.

7

C. 39.

8

MawmaeBa M. H. O cucremaru3anuu Mapuiickux cBa/ieOHbIX ieceH // @unHo-yrpoBenenue. 2008. Ne 2.

Hypuesa M. M. Ynmyprckas My3bIKaJbHO-IIECEHHAs TPaAuLMs: creuuuka XaHpooOpa3oBaHUS U

(YHKIIMOHMPOBAHUSL: JHC. ... I-pa HcKyccTBoBeaeHus: 17.00.02. M., 2014. C. 292.
? TlpencBaneOHbI 00PSI YObip OHubLL 1YMO (IOCI.: IUTh MEpPe JIEBYNIKOW») ObUT pactpoCTpaHEéH

TOJIBKO B JIOKAJILHOM TPaJAWILIMK MOPKUHCKUX Mapu. Criennguka oOpsiia 3aKkiIodaeTcsi B TOM, YTO HaKaHyHe
Ha3HAUYCHHOTO JHS CBAaJIbOBI, a MHOI/A U B JICHb CBAJbOBI, B OTACIEHOM JOME YCTpauBajCs JICBHYHHUK, T7IC
HEBECTa MPOILANach CO CBOUMH Apy3bsMU U noxpyramu. Cm.: Mymkuna H. B. CoOpanne HapoaHbIX HIeceH
Tumodes EBceesa // Myseitnbiii Bectauk. 2012. Ne 6. C. 157.
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Kpy»keBa K m1aTb0 HETOIUTBIMU OCTAOTCH,
JlomieiiTe u HOCHUTE.

TecpMa Kk mapnaHy HEJOIUTON OCTAETCH,
BsI nowelite u HocuUTe.

I1o3ymeHT K HalIMaKy HEAOLIUTBIM OCTAETCH,
BsI nomwelite u HocuUTe.

Jpyr, ¢ KOTOpbIM OblIa TpH roja, OcTaéres,
Be1 apyxute u urpaiire'’.

CBajicOHbIC HANEBbl HAYMHAIIM 3BYyYaTh
BO BpEeMsi OOPSZIOB CBATOBCTBA — JOBIPHIM
aykmuimdut, yosip iijmdmw (OyKB.: «Haro-
UTh JICBYIIKY», KOTOpas B 3HAK COTJIACUs Ha
3aMy’KECTBO JIOJDKHA Obliia BBITUTH BHHA).
Convubie nechu myndue (CBaxu), B KOTOPBIX
COOOIIANIOCH O TENIM BU3UTA, MCIIOIHSIIHCH
MOCJIe PUTYaJTHHOTO CTOJIA.

UtoObI TE€OS cOCBATATh,
CembaecsT BEPCT mpolLia.

Eciu Tebst cocBararo,

Byny xo3siiikoii nBeHaaaT nap''.

PutyanpHble AeiicTBUSA TpencBancOHO-
ro 00psna joulp apkd iymdw (GykB. «He-
BECTUHO BHWHO TIHTHY»), COMPOBOXKIAIHCH
UCIIOJIHEHUEM Kajdcbime Mypo (TIeCeH-CKa-
3bIBAaHUN), Kyorcy MYpo (IUIMHHBIX TECEH)
MOJPyraMy HEBECTHI, U TOPECTHBIX TECEH
— otiedH MYpo — HEBECTOMH 2.

KoMMyHUKaTHBHO-OOMEHHAS JIMHHSI PH-
TyaJja BOILIONIACTCS B UCTIOJTHCHUU CBazIeO-
HBIX IECEH — CY/dH MYpo'? —TI0e3KaHaAMU CO
CTOPOHBI XEHUXa (cyan sdame-maputi-61ax)
U MECHAMHU nouéus Mypo'* co CTOPOHBI He-
BECTHI (nouéw Kdtivlule dme-mapuii-61ax).

Hanes c¢ydn mypo BBICTyIIaeT B KA4eCTBE
HareBa-GOpMyIbl W 00NamacT CTaTrycoMm
YCTOWYMBOTO MY3BIKaJILHOTO Mapkepa (emu-
Hasi PUTMHYECKAas CTPYKTypa HameBa, €ro
3BYKOBBICOTHAsI OpPTaHU3AlUs M KOMITO3H-
[IUOHHOE CTpoeHue). BrIicTpanBasi CJI0KHYIO
JpaMaTypruto cBajeoHoOro o0psiga, cydw
MYpo 3BYYHT C TIPEACBACOHBIX PUTYaJOB
B JIOM€ HEBECTHI JI0 TIOCIIECBaIEOHBIX PUTY-
ajoB B JoMe xkeHuxa (mpumep Ne 1).

Emé onun cBaeOHBINA HAIIEB — nouéll
Mypo (noyéur — OYKB. «BCIIE, 33%»), 3BYUUT
B JICHb CBaJbOBI B UCIIOJHEHUHU POJICTBEH-
HUKOB HEBECTHI Ha CBAJICOHOM IUPY B JIOME
KEHHUXA.

[lepexoqHbie MOMEHTHI pUTyaja Tak-
KE MapKUPOBAIUCH CBaJCOHBIMHU TICCHSAMU.
OHM HCTIONHSUTHCH TJIAaBHBIMU CBaJcOHBIMU
YUHAMU BO BPEMS 3aMEHBI TOJIOBHOTO yOopa
HEBECTHI, YBO/Ia MOJIOBIX Ha MEPBYIO Opad-
HYI0 HOUb. HO B HacTosiiiee Bpemst 3T Tec-
HU TPAKTUYECKH HE 3BydYar, a JIOKAJIbHBIE
BEPCHUU HAIEBOB yTPAuCHBI'.

10 Hayuyno-pykonucHbIi (oHI1 MapHuiiCKOro Hay4HO-HCCIISI0BATEILCKOTO HHCTUTYTA 3bIKa, TINTEPATyPhI
u uctopuu. Om. 1. JI. 2196. C. 352. 3anucano B nepeBHe A3bs B 1907 roxy.

' Marepuaisl GoNBKIOPHOM dKCIeaniu aBropa. IlecHs 3amucana B fAepeBHe Kyuanyp CepHypCKOro
paiiona Pecryonmuku Mapwuit On 8 2017 roxy ot EBgoxun [lomukapmnoBasr CamapiieBoii.

12 Ha cremyromuii 1eHb MOCIIE CBATOBCTBA HEBECTA C TIOAPYraMHU 00XOIMIIa BCEX CBOMX POJICTBEHHHKOB
" OAHOCEJIBYaH C IMPUITIAICHUEM UCIIUTh «HCBECTUHO BUHO).

13 Cyidn mypo MCHIOMHSINCH TTOe3KaHaMK CO CTOPOHBI JKEHIXa: BO BpeMs COOPOB CBaZeOHOIO 10€e3/1a B JIOME
YKEHHXa, 10 J0pore K IOMY HEBECTHI, Ha CBaIcOHOM TTHPY B JIOME HEBECTHI (Y BOPOT, BO IBOPE, B IOME, BO BpEMS
00x0/1a pOICTBEHHHUKOB), TIEPET OTHE3I0M CBaIeOHOTO TT0e3/Ia U3 TOMa HEBECTHI M MTPUOBITUH B IOM KEHHUXA.

4 [Touéw mypo MCHONHSITUCH TOEIKAHAMH CO CTOPOHBI HEBECThI Ha CBaJCOHOM MUPY B IOME JKECHHUXA

(mepen momMoM, BO ABOpE, B JOME).

15 Hampumep, mecHHU, UCIIOIHAEMbIE BO BPEMS 3aMEHBI JEBUYBETO TOJOBHOIO yOOpa Ha YKEHCKHH,
«PACTBOPIUTUCEKY CPEIH TUPUICCKUX, Ty TOYHBIX U UTPOBBIX. EMUHIYHBIC My3BbIKaTEHBIC 00Pa3IIhl COXPAHIUTUCH
B OITyOJIMKOBaHHBIX cOopHUKaxX. [1o manubM 3kcrieaumumii 1997—2013 romos, crapiiee MOKOJICHNE MTPAKTHIECKA

HC ITIOMHHT HX.
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CBanieOHbIE TIECHU, KaK U KaJeHIapHbIE,
3By4YaT B OCHOBHOM Ha OTKPBITOM BO3/yX€ U
UCHIOJHSIIOTCSI TPOMKUM, (OPCHPOBAHHBIM
3ByKOM. [ 0510C 1 3BYyK, HajJenseMble B Tpa-
JTUALIMOHHON KYJIBTypE Maru4eckom CHIIOM,
BBIMOJHAIOT (DYHKIMIO oOepera u 3aluiia-
FOT MOJIOZBIX OT 3JI0M U HEYNCTOU CYIIEL.

OnauM M3 cnenu@UUecKux 3BYKOBBIX
SNIEMEHTOB CBa/ICOHBIX MECEH SIBIISETCS BbI-
KPUKMBaHUE aCEMAaHTUYECKHX CJIOB (CJIOTOB).

Om, o, om, OII.
Opu-opu-or,
Opu-opu-or,
O, o, om, o'’

WX mpou3HOCAT YY4aCTHUKH CBaJIeOHOTO
noesna — cyaumapuii (10CH. «CBajcOHBIC
MYKYHHBI» ) MEXKTy TIECEHHBIMU CTPO(amu.

[IpoMexyTOUHOE TONIOKEHUE MEXKTY
COOCTBEHHO CJIOBECHBIMU U BOKAJbHBIMU
’KaHpaMH B CBaJIL0€ TyTOBBIX Mapy 3aHUMa-
FOT MOJIUTBBI — KYMAImuiul Myn, OOpamni¢H-
HbI€ K BEpXOBHBIM OoraMm mapuiiiieB — O
Kyry IOmo, IlloubiH aBa u 1p.

MosieHust Kak cakpaibHBIN aKT OOLIEHUS
C IyXaMH 3eMJIU, BOJIbI, TPUPO/IbI 3aHUMAITH
OYEHb BAXKHOE MECTO B TPAJAUIIMOHHOM KYJIb-
Type 3emieienpdeckux HapoaoB [1oBoikbs
(MOpIBBI, MapHIIEB, yAMYpPTOB, YyBaIlICH)
[5, c. 123]. PutyanbHble MOJMTBBI, CONEP-
)Karue MpocbObl 0 Oraronoayyuu u Omaro-
COCTOSIHUM HOBOHW CEMBH, POU3HOCST JINOO
Kpell — Kapm Kyebl3d, 1100 cBaieOHBII ro-
JI0Ba — CYdHBYU — B JIOME HEBECTHI Mepe]]
PUTYaJIBHBIM CTOJIOM U TIPH OJ1ar0CIIOBEHUH
MOJIOJIBIX MEPE OTHE3IOM U3 POIUTEIHCKO-
o JioMa.

MonuTBBI-0JIaronoXKeIaHusl  MPOU3HO-
CATCS B ONPEEIEHHOM PUTME C UCIOJB30-
BaHHWEM DJIEMEHTOB KHHETHKH (ITOTJIaXKH-
BaHue Ooposbl). MHTOHAIMOHHAS CTOpOHA
MOJIUTB OTJIMYACTCS OT OOBIICHHOM pEeYH.
OHU CKaHAMPYIOTCS MEJIOAU3UPOBAHHBIM
pPEUUTATUBOM C CEKYHJIOBBIMH U TEpLO-
BBIMU (MHOT/Ia KBapTOBBIMU) MOIBEMAMHU
B CBOOO/THOM peueBoM putme. [1pu ux mpous-
HOIIICHUHW WHTOHAIMS Oa3upyeTcsi Ha KBUH-
TOBOM WJIM KBapTOBOM CKayke OT HHU3KOTO
0e3y1apHOTO K BBICOKOMY YIapHOMY CIIOTY.

UHCcTpyMeHTanbHOEe opopMneHune
MAPUIACKOW CBAALODI

My3bIKalbHBIH KO CBaJbOBI JTyTOBBIX
MapH IMpeAnonaraeT o0s3aTeIbHOE UCTIONb-
30BaHUE MY3bIKaJIbHBIX HHCTPYMEHTOB.

B mHCTpyMeHTanbHOW MY3BIKE TPyIHEE
BBIJICJIUTh YHUBEPCAJIbHbIE CTPYKTYpPHBIE U
(GyHKLIMOHANBHBIE MPU3HAKU, MO KOTOPBIM
MO>KHO CTPyIIIUPOBATh HAUTPHIIH. Mbl yun-
THIBAEM OCOOCHHOCTH MY3bIKaJIbHBIX HHCTPY-
MEHTOB: UX CTPOM M aKyCTHYECKHE BO3MOK-
HOCTH, TE€MOp, HCIIOJHUTENBCKYIO TEXHUKY,
a Takxke cepbl npuMeHeHus. Mbl pazaenuiu
HAUrpbIIM Ha (YHKIMOHAJIbHO-TEMaTHye-
CKHE IpYIIbL. DTO NPOU3BEACHUS, POKAEHHBIE
BO B3aUMOJICHCTBUM C NIECHEN U JIBUXKEHHEM,
COIIPOBOXKJAIOIINE JABI)KEHHE CBaJIeOHOTO
10€e3/1a, TaHel JPYKKH, IECHU MO€3KaH U Y-
CTO MHCTPYMCHTAJIbHBIC HAUTPhIIIH'’.

3ByKOBO#l (hoH Mapuiickoii cBanbObI, €€
TeMOpO(OHUYECKUN XapaKTep OMpeesiv
wiyeblp (BombHKA) (M. 2) U mymsip (Gapa-
0aH) — 00s13aTeNbHbIe PUTYaJIbHBIC HHCTPY-
MEHTBI TPAAULIMOHHOMN CBaIbOBI.

' BoiitoBuu A. A. CBazieOHbIH 00psi IyroBbIX (CépHYpckux) mapu. URL:
https://www.culture.ru/objects/2986/svadebnyi-obryad-lugovykh-se-rnurskikh-mari (mara oGpamienus:

25.01.2023).

7 B mamiel KOJIEKIMM HWMEIOTCSA 3allCH CBaJeOHBIX HAWTPHINIEH, KOTOpPHIE WCIIOIHSIOTCA Ha
TPaTUITMOHHOM MapHuiiCKoM a’dpodoHe wuiyevip (BONBIHKA), MeMOpanodoHe mymoulp (6apaban) u Ha maprd

2apmoHs (TapMOHB TTO-MaPHICKH).
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Wn. 2. icnonHuTenb HO TOGAMUMOHHOM MHCTPYMEHTE
LLIj;Bpr (BonbIHKQ) EBreHmin AHMCUMOBIY KOMEHLLMKOB.
MaTepuansl GonbknopHbIx akcnennumin 2022 ropa
(boTo aBTOpO)

II. 2. A Performer on the Traditional Instrument,
the Shiivyr (Bagpipe) Evgeny Anisimovich Kamenshchikov.
Materials from the Folk Music Expeditions of 2022
(photo by the author)

Brtots 10 80-x rogos XX Beka wjigbip
(BOJIBIHKA) aCCOLMMPOBAJIACH B TPAJAULIMOH-
HOM KyJIBType Mapu ¢ 00psaaMu KU3HEHHO-
ro uukia. O0 apXxanyHOCTH UHCTPYMEHTA U
€ro MCIOJIb30BAHUU BO BpPEMsl CEMEHHO0-00-
PAIOBBIX MPa3AHUKOB Mapy Mbl Y3HAEM U3
myOnuKauil eBpoONeiCKUX U PYCCKUX HC-
ciaenosareineit XVII-XIX Bekos: B «Omu-
caHusx...» Anama Oneapus u I'epapaa
@®punpuxa Mwmepa'®. HeomHokpaTHoe
YIIOMHHAHHUE O «ITy3bIpe», (QYHKIIMOHUPYIO-

IIEM B KQU€CTBE yYaCTHUKA CBaJIeOHOTO 00-
psAla, Mbl HaxXoAUM B «3amucKax...» AJek-
carnpel Oykc” u [Irerpo Credpano Combe
[6, c. 124].

BosbiHOUHBIE HaWTphIIK OBLTU CTPO-
TO 3aKpeIuieHbl B CTPYKType CBajeOHO-
ro oopsga. Ilo Tpanuuuu, Bce oOpsIOBBIE
MIEPEMEILEHNST HEBECThl COINPOBOXKIAINCH
3By4YaHUEM BOJIBIHKH, €€ 3BYKaMU MapKH-
POBAJIMCH TAKXKE OMNPEACIEHHBIE MOMEHTHI
cBaJiIcOHOrO puTyana (mepeojieBaHue HeBe-
CTBI, YBOJl MOJIOJIBIX Ha TEPBYIO0 OpayHYIO
HOuYb). OO TOM CBUJIETEIHCTBYIOT JaHHBIC
T. EdbpeMoBa, KOTOpBIi EpEUUCIISIET CIICIIH-
aJbHbIE PUTYaJIbHbIE HAUTPBIIIH, 3ByUallie
Ha CBaJbOe: «IIpU Hayaue CBaAbOb», «IpH
BbI€3/Ie CBaJIcOHOTO MOE€3/1a 3a HEBECTOW»,
«y BOPOT HEBECTBI», «BO JIBOPE HEBECTHI»,
«TpU MPOoe3/e Moe3aa AEePEeBHEN», «IUIsICKa
cBaxu» (C XJIONaHbEM B JIQJOLIN), «KOK Ta-
yain» — ABYXKpaTHas (C JBOMHBIM XJIOTMa-
HBbEM B Ji1a1011m >,

Haurpeimin nHa mj}ébzp TOAPa3ACISAIOT-
csl Ha cyryb0 WHCTpyMEHTaJIbHbIC, BOKAJb-
HO-UHCTPYMEHTAJIbHBIE U HHCTPYMEHTAJIb-
HO-TaHUEBaJIbHbIE. B HX OCHOBE JIEXKHUT
XapakTepHasi Uil ONpeeNIEHHON JIOKalb-
HOU Tpaguuuu GopMyNbHasi CTPYKTypa, KO-
TOpasi UMIPOBU3ALMOHHO BapbUPYETCS MC-
MOJHUTENAMU. Haurpeimam CBOMCTBEHHBI
CcTporas puUTMHUYECKas MyJbcaius, 4YETKas
MEPUOINYHOCTD, 3BYKOPS, ONpPENEIeMbIi
CTpPOEM MHCTpyMeHTa (B TpaaullMK HA Ma-
PUICKON BOJIBIHKE UTPAIOT TOJIBKO COJIBHO),
crenupuIecKkrue MeIoIuYecKue OO0OpPOTHI,
POIHSIINE WX C TMECEHHBIMH CBaJCOHBIMU
HaIleBaMM TOW WJIM MHOM JIOKAJIbHOM Tpaau-
uuu (mpumep Ne 2).

18 PlcTopust MapHiiCKOTo Kpast B JOKYMEHTAX 1 Matepuanax. Momkap-Oma: Map. ku. u3a-Bo, 1992. C. 454.

19 Tam xe. C. 487.

20 E¢ppemon T. E. IIyBeip36 kyrea / Crapuk-BOJBHIIMK. M30paHHBIE TPYAbI 10 MapUHCKOM
HHCTPYMEHTabHOM My3bIke / cocT. O. M. I'epacumoB; Komnemk kynsTyps! 1 uckycctB uM. WM. C. IlamanTas.

Momkap-Oma, 2015. 60 c.

122



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 1

Mpumep N 2 «CyaH TOneLw, CyaH ToneLu»
(«Cromp60 MAET, CBOMLEA MAET)?
Example No. 2 Stian tolesh, Stian tolesh

(The Wedding is Coming, the Weatling is Coming)

%FE' A =
7 4 s s 7 4 7

Cy - am 10 - sem, f - am to-newm, my - TaK me - Je bt K§ - tew,

0 — pr— — f— ] fr— ——

G e e e — =

% = ¥
W wom-Taw,  Te - pak  me - ne ny K5 - eu.

—

O 3HAYMMOCTH ULy6blp B TPaIHIIHOHHOMN
CBaJb0€ JTYrOBBIX Mapu Mbl MOKEM CYIHUTb
M0 JOKYMEHTaM, COXPaHUBIIMMCS B PYKO-
nucHoM (ounge MapHUU. Drto onucanue
CBaAbObI, CIEIaHHOE W3BECTHBIM CEpHYp-
CKHMM KpaeBesioM Bacunuem Muxainosrnuem
MawmaebiM B 1899 rony: «Koraa Bce moes-
’KaHe 3alllii B JI0OM, MOM Opar 3aéEr cBeuy,
a cear OBuim MakcbIM MPOYUTAIT MOJIUTBY.
3arem caByll (Ipy’KKa) CTaJl BCEX CaxaTh 3a
CTOJ, yrouarb oOpsiIOBOM €701 M KBAacOM.
Korga Bce yroctunuce, KyreiBene Mukiyi
Jan yKa3aHWe WrpaTh Ha BOJIBIHKE M Oapa-
O0ane. My3bIKaHThl BCTaJu B LIEHTPE J0Ma,
BOKPYT HUX PACIOJIOKUIUCH BCE OCTAIbHBIE
noesxane. llepBbIM 3amen caByil, HOJHSB
CBOIO TUIETKY HaBEPX, OH CIIEJ JIYABIII MypO
(mecHsA-HAcCTaBlIEHUE MOe3kaHam): <...>

[Tocne Toro kak OH cIen MecHIo, OH Ha-
YaJl Kpu4arh:

— OT1b-0Tb-0Tb! OTb-0Tb-0Tb! OTb-0Tb-
OTb!

Jlanee oH B3MaxHyI IJIETbIO B CTOPOHY
CBaJIcOHBIX JKEHIIWH, YTOObl OHM IOJIXBa-
TUJIM €70. 3aTEM CaBYIU BBIBEN OJIHY U3 CBa-
NEeOHBIX KEHIIMH, MOCTaBWI €€ HalpOTHB

MY3bIKaHTOB, BBIBEJl MY>KUMHY, ITOCTaBUJ
HaANpOTHUB XKEeHIIUHbI. OHU TPH pa3a MOKpY-
TUJIUCh BOKPYT MY3BIKAaHTOB, CaBYII MOAAJ
kBac. MyxxunHa c JIeBOro OOKy OT CaByII
B35J1 JIEBOM PyKOM KpY)KKYy KBaca, a >KCH-
IIMHA C [PaBOM CTOPOHBI OT CaByll B3sja
B MpaByK PYKYy KpyXKy KkBaca. [Ipucenas
B TakT My3bIKe, CBaJCOLIMKH MOIOILIN
K My3bIKaHTaM, B 3TO BpeMs CaByIl IIpH-
NEP/KMBAJl MYXXYMHY U KEHILMHY 3a IUICYH.
Ho ¢ nepBoro pasy caByur He naBajir UM I10-
JIOWTH K My3bIKaHTaM, OTBOAMJ UX 0OpaTHO
K cToiy. U TonbKo Ha TpeTuid pa3 cBajeou-
KU MOJIaJIN KPY>KKH C KBACOM MY3bIKaHTaM.
Bo Bpems Toro xak oHM IWIH, cBaaeOLIu-
KU €M U MPUTAHIOBBIBAIN (JIYHrajTam).
3areM CBaJEeOLIMKOB C KpYKKaMH CaByLI
IIPOBOJIUJI BHOBb K CTOJY, UYTOOBI OHU TIpH-
ischiBasIM y crona. CasneOHast JKeHILMHA,
IIPUWIOKUB OJHY PYKY K MOACY, a JIPYrylo
Jiep>Ka HaBEPXy, MPUILIACHIBAA MOJ 3BYKH
My3bIKH. My’K4KHa, PacKUHYB 00€ pyKH,
IUIsicall, BCTaB HANpPOTHUB CBAJCOHOM JKEH-
muHbl. Tak OHU O0OIIIM BOKPYT MY3bIKaH-
ToB 3 pa3a. 3aTreM cBajieOHas JKEHIIKMHA Bep-
HyJlachb Ha MECTO 3a CTOJI, a My>KUMHa, emé
HEMHOI'O IOIUISICAB, PACTBOPHWIICS B TOJIIIE.
CBazieOHbIe KEHITMHBI HA4aJld TIeTh»?.

Cronb noxpo6HOe onucaHue oopsa0BbIX
JIEMCTBUM PACKpbIBAE€T HEPA3PBIBHOCTh MY-
3BIKAJIBHOTO ¥ KHHETHUYECKOIO KOJIOB B CBa-
JeOHOM puUTYyae.

VHCTpYMEHTANBHBI aHCAMOIb  U6bip
— mjmbip (BOIBIHKA — Gapaban) B cBagb6e
JYTOBBIX MapH SBIISIETCA TPAJAULUOHHBIM.
Bo MHOruX mosTHYecKHX TEKCTax CBazeO-
HBIX ECEH YINOMHHACTCS Jy>3T Wjeblp —
mﬁ}wbzp:

2l Marepuajbl (ONBKIOPHON DKCIEIUIAN aBTOpa. HauTphIll 1 IeCHs 3alicaHbl B JepeBHe MBaHcoma
Kyxenepckoro pationa Pecryonmuku Mapwuiit 9 ocenpro 2022 roma ot EBrenns AancnmoBrda KameHIiKoBa 1

Bepbl AnexkceeBHbl KamMeHIITMKOBOM.

22 HayuHO-pyKOIHMCHEIHN (hoHT MapHiiCKOTO HayYHO-HCCIEN0BATENBCKOTO HHCTHTYTA SI3BIKa, TUTEPATy PhI

u uctopuu. Om. 1. JI. 116. C. 187.
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beiite B 6apabansl,

Wrpaiite B BOJIBIHKU.

beiire, urpaiire,

CBanp0y HaUMHANTE.

Crnoiite, My>KY1HBI,

CrosammTe, JKSHIIUHEL.

Bosnbiaka, 6apaban — XOpoIio urpaire,
JNpyxka, He monBeau!*

CBasieOHBIC MY3BIKaHTHI 00JIalalid 0CO-
ObIM COIIMANIbHBIM CTaTyCOM. 3a COIpPOBO-
JKIICHHE CBAIBbOBI WJBbIP30 M MYMBIP30 Ha-
TPKJAIUCh BBIIUTBIMH PyOaIIKaMyu WM
nosioreHamMu. O0s3aTeNIbHOE y4acTHE MY-
3BIKAHTOB B CBaJICOHOU IIEPEeMOHUU OOBsIC-
HAETCS TEM, UYTO 3BYYaHHUIO TPATUIIMOHHBIX
MHCTPYMEHTOB, COMIACHO JTOXPUCTHAHCKUM
BO33PEHUSIM, NIPUITUCHIBANIACH CITOCOOHOCTH
3a1a0puBaTh MU(POIOTUUECKUX MOKPOBUTE-
JIEW U IIPEJIKOB, C OTHOM CTOPOHBI, U HEUTpPaA-
JIM30BATh 3JIbIX TYXOB, C IPYTOM.

B Hacrosimiee BpeMsi, K COXaJEHUIO,
MIPUYPOYEHHOCTD BOJIBIHOYHBIX HAUTPHILICH
K OMpeAeNIEHHBIM SIU30/1aM OOPSIOB KU3-
HEHHOTO IUKJa yxe yTpadeHa. Ho BombIiH-
Ka JKUBET B TPAJUIMU, KaK U CYIIECTBYET
NOTpeOHOCTH JIFOJIEH oOpaIarses K mj;%bzp
B OIPENEIEHHOE BPEMS U IIPU OIPEIEIIEH-
HBIX 00CTOSITENIbCTBAX.

CerogHs «BeAyIIMM» HHCTPYMEHTOM
CBaJbOBI JTYyTOBBIX MapH SIBISICTCSI TAPMOHb
(mapna eapmonv®*). OHa BolUIa B OOMXOJ
MapuillieB B Hauasie XX BEKa W MPOYHO 3a-
Kpenuiach B CTPYKType CBaJIeOHOrO oOpsia.
B Hactosee BpeMsi HU OfHA MapHiicKas
cBaap0a He 00xoauTCst 6e3 3ByYaHus TApMOHHU.

AHanu3 u HaOMOeHUS HaJ UHCTPYyMEH-
TaJbHBIMH CBaJICOHBIMU HAUTPBIIIAMUA CBU-
JIETEIBCTBYIOT O TOM, UYTO B TFapMOLLIECYHOM
TPaauIMd TPOUCXOJUT TMPOLIECC HUHCTPY-
MEHTAJbHOW MHTEpIpEeTalliil ECEHHOTO
Marepuana (TO €CTh IEepexo/a IMEeCEHHBIX
MEJIOJIUI Ha MTHCTPYMEHTAIBHYIO «IIOYBY»),
a B BOJILIHOYHOM TpaaulK, HA000pOT, MHO-
M€ MHCTPYMEHTAJbHBIE HAUTPBIIINA TPAHC-
(bOpMUPYIOTCSI B TIECEHHBIC BEPCUMU.

B My3bIKaibHBIM KO TpPaaUIIMOHHOMN
JyrOBO-MapHICKOM CBaJIbObl OPTraHUYHO
BXOJIUT U KOPHOPOMY3bIKa (COTJIACHO TEp-
MUHOJIOTUH MaImeBcKkoro). OTO CBUCT H
BO3IVIAChl MO€3XaH, XJIONAaHbE B JIAJOLIH
U PUTMUYECKHUE TMPUTOINBIBAHUS B TakKT
My3bike. OOuiIne 3BEHSIINX MOJBECOK Ha
CBaJICOHBIX KOCTIOMax cyaneame (MOE3xKa-
HOK) TaK»X€ YCHJIMBAIOT 3BYKOBOW KOJIOPUT
CBaJIbOBI.

My3blkanbHas «MOTUPOHUS» MapHUii-
CKOM CBaAbOBI JOTIONHSETCS 3ByYaHUEM
UAMO(POHOB — KOJIOKOJIBYMKOB U OyOeHUH-
KOB, KOTOpbIE MOJABEIIMBAIOTCS HA CIEIU-
QJIbHBIA aTpUOYT, UCHOIB3YEMBIH IPY>KKOU
— cyan nymw (cBageOHas tiéTka) (wi. 3).

PuTyanbHbIA CBOAE6HBIN LIYM U NASICKU

ChnenuanbHO CO3aBa€Mbld  TPOMKHIA
IIyM Ha cBaib0Oe, C OJTHON CTOPOHBI, CBHUIE-
TEIBCTBYET O OOraTCTBE U BEJIMYMH KEHUXA,
C JIpYroil CTOPOHBI, 00EPETaeT MOJOIBIX OT
TEMHBIX CHJI U 3JIbIX OyX0B. O pUTyanbHOM
[IyMe B CBaJIeOHOM TpaauIMy Mapy MUCAIH
stHOTpadsl XIX Beka: «Bce xonst, Oypisr,
CTy4Yar... HO BOT pa3faroTCsi HECTPOUHBIE

» BoiitoBuu A. A. CBaseOHBbII 00psi/ TyroBbiX (cépHypckux) mapu. URL:
https://www.culture.ru/objects/2986/svadebnyi-obryad-lugovykh-se-rnurskikh-mari (mara oOpamenmus:

25.01.2023)

% Mapna 2apmons (tepmun O. M. TepacuMoBa) — «TrapMOHb ITO-MapuHACKH». B Mapuiicko#t Tpaauiuu
CYIIECTBYET MHOXKECTBO Pa3sHOBUIHOCTEN Mmapna eapmons. B 1994 romxy aBTOpOM 3amycaHbl HAUTPHITITHN Ha
Mapna eapmMoHs € IBEHAIATHIO KJIAaBUIIAMHU B TIPABOW W BOCHMbBIO KHOIIKAMH B JIEBO pyKe.
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@ Mapuiickui
| HapopHBIA Kocﬂog L

Wn. 3. CaaebHble KOCTIOMbI NYrOBbIX (3BEHMOBCKIX) MODM.
MaTepuansl GonbknopHsix akcnenuumin 2022 ropa
(¢oto asrOpA)

Il. 3. Wedding Costumes of the Meadow (Zvenigovo) Maris.
Materials from the Folk Music Expeditions of 2022
(photo by the author)

3BYKH MY3BIKU U CPEJIA BCEOOIEH TOIKOTHU
Y JTaBKM HAYMHAETCA IUISICKA, CONPOBOXKIA-
IOIAsICS BCEOOITUM XJIOMAHBEM B JIAJIOIIIN.
[Ipnu 3TOM KaKIbIA 3aTATUBAET, KTO BO YTO
ropasfl, I€CHI, HAUMHAIOLIYIOCS CO 3BYKOB
“oi1, aif, Oi” M OKaHYMBAIOLLYIOCS TEMH K€
CaMbIMU 3ByKaMH. Takoil e nrym COrpoBO-
&KIaeT cBaaeOHbI moe3n. EnyT Bepxom Ha
JOIIANAX, NPUYEM KaXXIblii IPUTBOPSAETCS
HAlUBIIMMCSL JOHENB3S, Ka4arTCs BO BCE

CTOPOHBI, IIOIOT, OPYT BO BCE TOPJIO NOJ He-
CTpOMHBIC 3BYKH 0apaOaHOB U Iy3bIpeiin?.

VYnapHO-1IyMOBBIE KOMIIOHEHTHI B Ma-
pUICKOM CBaab0E SIBIAIOTCS JTOMHUHUPYIO-
MKUMHU. DTUM OOBSICHSETCSI MaHepa IPoM-
KOTO MPOH3UTEIBHOTO TEHUS cyaHedme
(MOe3X)aHoK).

My3bIkanbHO-XOpeorpadpu4eckuii 1 Ku-
HETHMYECKUHA KO CBaAbOBbl TIpPEACTaBICH
IUSICKAMU  JPY’KKH, MAaCCOBBIMU TaHLAMU
NOE3KaH Ha NPOTSHKEHUM BCero obpsina,
COJIBHBIMM IUIICKAMU CBAaTa U CBaXH.

CBaneOHBIC TaHIBI TYTOBBIX MapH JIOJI-
roe BpeMsl HCIIOJIHSIUCH IO 3BYKHU BOJIBIH-
KU U OB CIIOKOWHBIMH M HETOPOILJIUBBI-
Mu. C MOSBIIEHHMEM IapMOHU TaHLbI CTaJIU
Oosee sHepruuHbIMU. B HacTosiee BpeMs
JTOMUHUDPYIOIIMM JBUKEHHEM MY>KCKOU
xopeorpaduu SBISETCS pUTMUYHAS JPOOB
C TEMIIEpAaMEHTHBIM IMOKAYMBAHUEM KOPITY-
ca 13 CTOpOHBI B CTOpPOHY. JKeHckast xopeo-
rpadus oTIMYaeTCs MIaCTUIHOCTHIO U MSAT-
KOCTBIO JBUXKEHUHN pyK. s 0603HaueHUs
KEHCKOW CBaJeOHON IUISICKH CYyILECTBYET
CIiellMaJIbHAasi HApOJHAsl TEPMUHOJIOTUS —
yyukaw (OyKB. — TPSACTUCH) U AyHeau (Ka-
4aThCs ).

Oco0bpIM TaHIEBAJILHBIM MacCTEPCTBOM
BBIJICTISIICS IPYKKA — casyul, TaHIIbl KOTO-
pOro OTIMYAIUCh TEXHUYHOCTBIO, IMOILHO-
HaJbHOCTHIO U UMIIPOBU3ALIMOHHBIM Xapak-
TepoM. MHOpMaHTBl MOAYEPKUBAIU, YTO
Ha OoraTble U IbIIIHbIE CBAJbObI B KAYECTBE
JIPYKKH CIIEHMAJIBbHO NpPHUIJIALIAIA CaMBbIX
JY4YIIMX TaHIOPOB, KOTOPHIX B HApPOJE Ha-
3bIBAJIM MacTepaMH TaHLEB — Macmdp Kyp-
wmvlut0*s.

25 Mapuwiickas My3bIKaJdbHAs KyJasTypa: ounonmorpaduaeckuit yrazareis (1756-1930) / coct. M. A. Kirro-
gesa. Momkap-Omna: M3n-8o Map. roc. yu-ta, 2011. 136 c.

26 BoitroBuu A. A. CBaneOHBIN 00psiT TyroBBIX (cépHypckux) mapu. URL:
https://www.culture.ru/objects/2986/svadebnyi-obryad-lugovykh-se-rnurskikh-mari (mata oGpamieHmus:

25.01.2023).
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[Insicka U cerofHs 3aHUMAET 3HAYUTENb-
HOE€ MECTO B CIJIO)KHOM OOpSJIOBOM KOM-
IUIEKCE Mapuiickoil cBaapObl. OpHako pu-
TyaJlbHO-Marnyeckue (PyHKIUU CBaJeOHBIX
IECeH, MHCTPYMEHTAJIBHBIX HaUTpbILIEH
yke yTepsiHbl. OHU BBINOJIHSIOT IPEUMYILIE-
CTBEHHO YBECEIUTEIbHYIO (DyHKIUIO.

3aknoyeHne v BbiBOAbI

Urtak, my3bikaibHO-(ONIBKIOPHOE Ha-
TIOJTHEHUE CBaJbOBI JIYTOBBIX Mapu Mpe-
CTaéT B BHUJE IIUPOKOTO CIIEKTpa 3BYKO-
BBIX «IOJICH»?’. DTO conbHble TIECHU CBAXH
— mynavwe Mypo, IECHU TOAPYT HEBECTHI
— Kandcvime mypo (TIECHU-CKA3bIBaHMS),
Kyorcy mMypo (INTUHHBIE TIECHU), OliedH MYpo
(mecHu o rope) — B MpecBaAeOHbBIN TTepU-
OJ1; CBaJIcOHBIC TIECHH MTOE3KaH CO CTOPOHBI
KEHUXA — CYdH MYpo, TIECHHU TIO€3KaH CO
CTOPOHBI HEBECTBI — NOUYEUL MYPO, MOJTHT-

BBEI-OJTaromOKeNanuss — KYMAAMblul Mym,
TpaJUIIMOHHbIE HAUTPBILIN HA PUTYaJIbHBIX
MY3BIKANIGHBIX HHCTPYMEHTAX — UJGbIp
(BosbIHKA), mymbip (6apaban), rapMOHb —
BO BpeMst cBaAbObl. Kaskaplil U3 3THX KaH-
pPOB IIpU COJIBHOM HJIM aHCamMOJIEBOM BO-
TUTOIIEHNUU Y4YacCTBYET B «BBICTPAWBaHUN
MY3BIKaJIbHOW JApamMaTypruu cBageOHOTO
o0Opsina.

Criernguka My3bIKaTbHOTO 0()OPMIICHUS
CBaJILOBI JIYTOBBIX MapH BhIPOKEHA B PABHO-
3HAYHOM YYacCTHH JBYX POIOB, Mpeodiasa-
HUH BOKAJIbHO-UHCTPYMEHTAIBLHOTO HaJaa,
HAJTMYUU KOPIIOPOMY3BIKH, KHHETUICCKUX U
xopeorpaduueckux (HopM TpaTUlIMOHHOTO
¢donbkiaopa. OCOOEHHOCTH MPOBEACHUS PH-
Tyaja C €ro My3bIKAIbHON COCTaBJISIONICH
TIO3BOJISIFOT OTHECTH CBaIb0Y JIyTOBBIX MapH
K TUIY «CBaJbOBI-BECEIbs», XapaKTEPHOTO
IS KYJIBTYpbl Hapo10B [10BOIKBS?.
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MexnapaamrMmanbHOCTb KAK COCTOSIHUE
COBPEMEHHO MY3bIKANIbHOW KYNbTypbl*

Tarbsina bopucoBHa CuaHeBa

Huoicecopoockas eocyoapcmeennas koncepsamopus umenu M. U. [ iunku,

2. Huorcnuii Hoseopoo, Poccus,
tbsidneva@yandex.ru, https://orcid.org/0000-0001-7411-6477

Annomayun. B cratbe oOcyxmaercss mpobiema «pyOeKHOT0» COCTOSHHS COBPEMEHHOU
MY3bIKaJIbHON KYJIBTYpBl, B KOTOPOH COCYIIECTBYIOT M AaKTHMBHO B3aUMOJIEHCTBYIOT DPa3JIUYHbIC
MapagurMbl XyJ10)KECTBEHHOTO OIBITA, BO3ZHUKIIUE U YTBEPIAUBILINECS B Pa3Hble EPUO/IbI HCTOPUH.
KynbrypHas mapaaurma moHuUMaeTcsl Kak CIO)KHas HMepapxuueckasi 11eJIOCTHOCTh, 00pa3oBaHHas
BHYTPEHHUM €IMHCTBOM HJIel, MHTYUIMI1, YyBCTBOBAaHUMN, POHU3BIBAIOIINX BCIO BEPTHKAIIb KU3HU.
Ha BoIcmiem ypoBHE mapagurMajibHOrO 0OOOIIEHUSI HAXONATCA Kiaccuyeckas M HeKJIacChyeckas
YHUBEpPCAJIbHbIE MOJENH KYJIbTYpbl, MUMEIOLIUE JIOKAJIbHO-UCTOPUYECKOE U METauCTOPUYECKOe
n3MepeHus. BHyTpeHHe HEoqHOpOJHAs KJacCHMYecKas mapagurma OTpakaeT BOCTpeOOBaHHOCTH
TBOPYECKOW YCTAaHOBKHU Ha SICHOCTb, 3aBEPIIEHHOCTH, COBEPIIEHCTBO, PAIlMOHATIBHO MOCTUKUMBIN
opsAI0K U rapMoHuIo. Heknmaccuueckast mapaaurma, 0003HauMBIIASCS B My3bIKaJIbHOM TBOPUECTBE
OT TNEPBBIX MOJAEPHUCTCKUX OIBITOB JI0 MOCTMOACPHUCTCKUX UTP C OMMKaWIIMM U OTHATIEHHBIM
MPOLUIBIM, BOIUIOIIAET YCTAHOBKY Ha «CIIOM» TPAAHUIMH, MPEOJOJICHHE WHEPLMU MPOIIIOTo,
paauKallbHbIe 3KCIIEpUMEHTHl B cepe 3Byka M ero opranuzauumu. Ha ¢one «ycramoctw» ot
noctMozepHu3Ma Ha pyoexxe XX—XXI BekoB B My3bIKaJbHOW HAayKe IIMPOKO OOCYXKAAIOTCS TaKue
MOHSTHS, KaK MOCTIOCTMOJIEPHU3M, METaMOJIEPHHU3M, TOCTHOHKJIACCHKA, JEKIApUPYIOLIUE BBIXO]
K HOBBIM CTpaTerusiM UCKycCTBa. B To jke BpeMsi HU 0JJHa U3 NPETEHAYIOIUX Ha NMapaJurMabHYyIO
3HAaYMMOCTh TEHJICHUUN HE OTpa)kaeT LEJIOCTHON KapTHUHBI MY3BIKAJIBHOTO HCKYCCTBa B €rO
JCTETUYECKOM, CTUIIEBOM, S3BIKOBOM MHOXECTBEHHOCTH. BO3MOXHO, 3HAaYMMOW HNPUYMHOU
3TOrO sIBiIsSIeTCS MpeObIBaHHE B OJHOBPEMEHHOCTH pa3jMuYHbIX Mojesel TBopuecTBa. Ha sTom
MyTH TPEICTaBISAETCS 3aKOHOMEPHBIM PACCMOTPETh IMOrPAaHUYHbIE XYI0KECTBEHHBIE SIBICHUS
B pyciie B3aMMOJAEWUCTBUA MapaaurM. J{is ompeneneHus: akTyalbHBIX MPOLECCOB B MYy3bIKaJIbHON
KyJIbType OOOCHOBBIBA€TCS MPOIYKTUBHOCTH BBEACHHMS TEpMHUHA «MEXKIApaJIUrMaIbHOCTHY.

* CraThsl TOATOTOBIICHA Mid MeXIyHapogHOW Hay4dyHOH KoHgpepeHIUH «Mys3bIKanbHas Hayka
B KOHTEKCTE KYyNbTypbl. My3bIKOBEJ€HIE W BBHI30BBI HHPOPMAIIMOHHOHN 3MOXMW», cocTosBLieiics B PAM
nmenu ['Hecunpix 27-30 okTsa6pst 2020 roga npu punaHcoBoi nopaep:kke PODU, npoext Ne 20-012-22033.

© Cunnesa T. b., 2023
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Cpenu KIII0YEBBIX TAPaMETPOB MEKIIAPaJAUTrMAIbHOCTH aBTOP CTAThU BBISABIISIET €AUHOBPEMEHHYIO
aKTyaJbHOCTb PA3JIMYHBIX KYJIBTYPHBIX MOJYCOB, 3CTETHUECKHX IIEHHOCTEH, KaHPOBO-CTUJIEBBIX
Mozeneil. MexnapaaurMaabHOCTh, (PUKCUPYIONIAass OTKPBITOCTh M TOABHKHOCTH TPAHHUI] MEKIY
Pa3IMYHBIMU KyJBTYPHBIMU MOJIEISIMH, COIIACYETCS C IOHATUEM KPHU3HUCA, C UJIeeH «KPEOTU3aLun»
U «KpeoJM3UpOBaHHBIMU cucteMammy» (onpenenenue 0. Jlormana), TepmuHONIOTHEH «drnocodun
HectabuinpHOCTH» . Ilpuroxnna. Bmecte ¢ TeM MMEHHO MeXNapaJurMajIbHOCTh, XaOTH3UPYs
MOTPaHUYHbIE TEPPUTOPUM B3AUMOJCHCTBHUS NapagurM, MPUMEHMMa K IOHMCKaM I[€JIOCTHOTO
MOJX0/J1a K COBPEMEHHBIM MY3bIKaJIbHBIM PEATUSIM.

Kniouesvie cnoea: mexnapaaurMalbHOCTh, KyJIbTypHas HapagurMa, COBpeMEHHas MYy3bIKa,
¢dwmnocodust HecTaOMITBHOCTH, KPEOIM3UPOBAHHBIE CHCTEMBI

Jna yumuposanusa: Cunnesa T. b. MexnapaaurmalbHOCTh KaK COCTOSIHUE COBPEMEHHOM
MY3BIKaJIbHOW KyIbTYpHI // [IpoGaembr Mmy3bikanbHON Hayku / Music Scholaship. 2023. Ne 1.
C. 128-139. DOI: 10.56620/2782-3598.2023.1.128-139

B Music Scholarship in the Context of Culture [l I

Original article

Interparadigmaility as a State
of Contemporary Musical Culture

Tatiana B. Sidneva

Glinka Nizhny Novgorod State Conservatoire,
Nizhny Novgorod, Russia,
tbsidneva@yandex.ru, https://orcid.org/0000-0001-7411-6477

Abstract. The aim of this article is to define the problem of the “laminary” state of contemporary
musical culture, in which various paradigms of artistic experience that have emerged and established
in different periods of cultural history coexist and actively interact with each other. The cultural
paradigm is comprehended as a complex hierarchical integrity formed by an internal unity of
ideas, intuitions, and feelings that permeate the entire vertical of life. The classical and non-
classical universal models of culture with their local-historical and metahistorical dimensions are
present at the highest level of paradigmatic generalization. The internally heterogeneous classical
paradigm reflects the demand for a creative attitude towards clarity, completeness, perfection,
rationally comprehensible order and harmony. The non-classical paradigm, marked in musical
creativity from the first modernist experiments to the postmodernist playing with the near and
distant past, manifests the setting of “breaking down” traditions, overcoming the inertia of the
past, as well as bringing in radical experiments in the field of sound and its organization. Against
the background of the “fatigue” from postmodernism at the turn of the 20th and the 21st centuries
in music scholarship, there are broad discussions currently happening of such concepts as post-
postmodernism, metamodernism, and postnonclassics, all of which assert a breakthrough toward
new strategies of art. At the same time, none of these tendencies that lays claim to paradigmatic
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significance reflects a holistic picture of the art of music in its aesthetic, stylistic, and linguistic
plurality. Perhaps the important reason for this is the tendency to remain in the simultaneity of the
different models of artistry. This way, it seems natural to examine the borderline artistic phenomena
in the direction of interaction of paradigms. In order to determine the relevant processes in music
culture, the productivity of the introduction of the term “interparadigmality” is substantiated.
Among the key parameters of interparadigmality, the author identifies the simultaneous relevance
of various cultural modes, aesthetic values, and genre-style models. Interparadigmality, which
fixates the openness and mobility of the boundaries between different cultural models, corresponds
with the concept of crisis (as being at the border), with the idea of “creolization” and “creolized
systems” (the definition of Yuri Lotman), and the terminology of the “philosophy of instability”
created by Ilya Prigozhin. At the same time, it is particularly interparadigmality, by bringing
chaos to the borderline areas of paradigm interaction, which becomes applicable to the search for
a holistic approach to contemporary musical realities.

Keywords: interparadigmality, cultural paradigm, contemporary music, philosophy of instability,
creolized systems
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pobireMa MPOAYKTUBHOIO OIpe-

JeJeHUsT W OLEHKH COCTOSHHS

aKTyaJIbHOTO  XYJI0’K€CTBEHHOI'O
IIPOCTPAHCTBA BCEIZA HAXOAUTCA B 30HE
OCTPBIX JHUCKyccHil. s COBpEMEHHOro
MY3bIKaJIbHOIO TBOPYECTBAa BOIPOC, B Ka-
KUX Je(PUHULHAX MOKHO UMEHOBATh MpO-
UCXOAsIIee, SIBIASETCS )KU3HEHHO Ba)KHBIM
B IIpoliecce MOMCKa aJIeKBaTHOTO IMOHUMa-
HUS CJIOKUBILEHCA KYJIBTYPHOU peasIbHO-
cti. CIOXKHOCTh CHUTyallMH YyCyTyOJseTcs
TEM, UTO CErO/IHsI COCYIECTBYIOT U aKTUB-
HO B3aUMOJICHCTBYIOT pa3ju4HbIE >KaHPO-
BO-CTHUJIEBbIE MApPaAUTIMbl Xy/10)KECTBEHHO-
IO ONBbITA, BOSHUKIIME U YTBEPAUBILUECS
B pas3Hbl€ NEPUOJBI UCTOPUM. ODTO B3au-
MoJIelicTBHE OOYCIOBIMBAET XapaKTEPHBIN
3 deKT TOTambHOU «pyOeKHOCTH», KOTO-

1

C.8.
2 Tam xe.

pBIi SIBISIETCS €/1Ba JIM HE CaMOM aKTyallb-
HOW M MPUTIATATEIHHONW MPOOIEeMON My3bI-
KAJIbHON HayKH.

XapakTepHo, 4TO B pa3HbIX cepax co-
BPEMEHHOTO0 HAYYHOTO 3HAHUS MOSIBIISIOT-
Ci HAEHM O HEOOXOAMMOCTU «HAaBEICHUS
MEXXIMapaJurMalbHBIX MOCTOB»' — co3fa-
HUSI MYJBTHITAPATUTMATBHBIX U MEKIUCITH-
IUIMHAPHBIX KOHIIEMIUNA, UHTETPUPYIOIIUX
pa3nuYHbIe TEHJEHIIMN HAYKU U OTpa)karo-
IIMX HapacTaHUE CIOXKHOCTU Ouonoruye-
CKHX, COLIMAJIbHBIX U TICUXOJIOTUYECKUX CU-
cteM. CTpareruu npeoaoeHus «aeuiura
CUHTCTUYCCKUX KOHIICTIIIHI»?, €CTCCTBEH-
HO, OOyCJIOBJEHBI OOIIEH JIOTHKOH pa3-
BUTHUS HAayKH U CTAJIA 3aKOHOMEPHBIM pe-
3yJIBTaTOM JJUCKYCCHI 0 MHOYKECTBEHHOCTHU
UCCIIE0BATENbCKUX MOAX0A0B. «MynbTu-

Cepruenko E. A. Mexnapaaurmansasie MocThl // [Icnxomornueckue uccnenoBanus. 2016. T. 9, Ne 48,
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napagurMaibHOCTh 3aKJI0YaeTCsl UMEHHO
B OTKa3€ OT MPETEH3H Ha O0IIE3HAYUMOCTh
TOM WM WHOW IAapaJurMbl U IPU3HAHUU
€CIIM HE PABHOLEHHOCTH MapaaurM, To,
M0 KpauHEW mepe, MpaBa KXKIOU U3 HUX
Ha CyIlIecTBOBaHHME». J[aHHas ycTaHOBKa
Ba)KHA HE TOJBKO KaK «IIPU3HAHHE Pa3HBIX
UCCIIEIOBATENIbCKUX IMOAXO/I0B KaK PaBHO-
NPaBHBIX U HEKOHKYPEHTHBIX»'. E€ 3Haum-
MOCTb 3aKJIIOYAeTCs B MOHUMAaHUHU TOTO,
YTO HEOOXOAMM BBIXOJ K HOBOMY YPOBHIO
IIOHUMaHMsI B3aUMOJECHCTBUS PA3IUYHBIX
napajurm.

B 3apybOexxHol Hay4dHOM JUTEparype
LIMPOKOE PACIPOCTPAHEHUE MOIYUYUIH TEP-
MUHBI interparadigmality, multi-paradigm,
cross-paradigm, QUKCUpYIOIINE KaK HUHTE-
IpaTUBHBIE TPOIIECCHl B Pa3IMYHBIX chepax
KYJBTYpBI, TAaK ¥ MO3aM4YE€CKOE COECITUHEHUE
CaMOCTOSITEIbHBIX Moesiel (JIMYHOCTH, TO0-
BefieHus1). TepmuH cross-paradigm TpoOYHO
YTBEPAUJICS B TEOPUM CUCTEM KaK METO-
JIOJIOTUYECKU HEOOXOAMMBINA IPU aHAIHU3e
CJIO)KHBIX OOBEKTOB, JIOIMMYCKAIOUINX MHOIO-
o0Opas3ue METONOB ONHCAaHUA M 00YyCIOBIH-
BAIOIIMX THOPUIHOCTh MOHSATUHHOTO ara-
para[1, c. 14].

B teopun uckyccTBa 3TOT TEPMUH IPH-
MEHSETCS MPU U3yUYEHUHN «KOHIENTYaJbHBIX
MHHOBAILIMI B XyJ0K€CTBEHHOM S3bIKE» [2,
c. 103], akTyanbHbIX apT-MPAKTUK, «IIOCTO-
SHHO TIOPOXKJasi B3aUMOJEHCTBUE COBEp-
IIEHHO HOBBIX XyJ0’KECTBEHHBIX MapaJurM,
TaKMX KaK KOMIIBIOTEPHOE HCKYCCTBO, HC-
KyCCTBO UCKYCCTBEHHOTO MHTEJUIEKTa, OHO-

3

u texHoyiorui. 2014. T. 5, Ne 2. URL:

UCKYCCTBO U THOPHIHOE UCKYCCTBO YeJIOBE-
Ka M MalluHbD) [TaM ke, c. 105].

OcobeHHast  cuTyauusi  CJIOXKHUJIAch
B My3bIKO3HaHUU. K coxaneHuro, B IpHu-
MEHEHNH K U3YYEHHIO MY3BIKH B IIE€JIOM H
ONPENEICHNI0 €€ COBPEMEHHOIO COCTOS-
HUs HE CIIOKWJIACh TPaLULIUSA IIPUMEHEHUS
ITOHATUI «MYJIBTUNIAPAAUTMATIBHOCTDY,
«MEXMapaIurMalbHOCTBY, «KpOCC-Iapa-
JUTMAJIBHOCTB» KaK METOMOJIOTMYECKUX
KJIFOUYEH MO3HaHuA. B To ke Bpems joruka
pPa3sBUTHA MY3BIKAJIBHOM HAyKH IPUBOIUT
K IIOHMMaHHIO IIPOLYKTUBHOCTH MEXKIIapa-
JUTMAJIBHOTO ITOAXO0/A.

be3ycnoBHBIM MOATBEPKIACHUEM HTOTO
cTalid (pyHIaMEHTaJlbHbIE HCCIIEI0BaHMs,
B KOTOPBIX (DUKCUPYETCS TUANEKTHKA B3a-
MMOCBSI3U Pa3JINYHbIX TPAIULNAN, KaHPO-
BO-CTUJIEBBIX CHUCTEM, MY3bIKAJIbHO-A3bI-
KOBBIX MoJiener u T. A. UHTepeceH B 3Tom
psany tpyn WU. bapcosoit «Cumponuun Ma-
Jepa». «3aHOBO NIPOCMOTPEHHOE U MCIIPAB-
JICHHOE)® YeTBEPTOE M3/IaHUEC KHUTH BHOBH
noOyKIaeT K 00Cy/IE€HHIO BOIIpoca O Ipa-
HULAX «KIACCHYECKOTO» W «HEKJIaccuye-
CKOT'O» B XyJO’KECTBEHHOM MBIIIJICHUH, 1A U
B LIEJIOM O IIPOLIECCE CMEHBI TPAIULIUNA HC-
KyCCTBa, 3CTETMYECKHX LIEHHOCTEH, KyIlb-
TYPHBIX MOJIyCOB.

OdeHb BaXHBIM MOMEHTOM pa3MBbIIlI-
JEHUH Yy4YEHOrO0 O MNPUYMHAX HENPUATHSA
Manepa COBpeMEHHHMKaMH SIBJISIETCS OIpe-
JIEJICHUE «KJIFOUEBOIO BOIpPOCAa B IIOHUMa-
HUM MaJepOBCKOrO CTWI». B TBOpuecTBe
Manepa wuccnenoBaresb BUIUT «IIPUMEP

[Iapos A. H. O6 ocHOBaHUSX MYJIETHIIAPAIATMAILHOCTH B Hayke 00 obmecTse // Conmonorus HayKu

http://sst.nw.ru/wp-content/uploads/2017/02/ob-osnovaniyah-multiparadigmalnosti-v-nauke-ob-obschestve.pdf

(mara obparmmennst: 15.09.2022).
4 Tam xe.

> Bapcosa U. A. Cumdonnu I'ycraBa Manepa. CI16.: 3a-Bo um. H. . HoBuxkosa, 2019. C. 3.
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TParu4yeckoro HECOOTBETCTBUS MEXKIY
CyOBEKTUBHBIMH HaMEPEHUSIMH KOMIIO3UTO-
pa U OObEKTUBHBIM TBOPUYECKUM pE3yJbTa-
TOM»®. DTO XapaKTEPHOE «HECOOTBETCTBHE)
CBUJICTEIILCTBYET O BBICIICH CTEMEHU CIIOXK-
HOCTH B3aMMOJICHCTBHUS «KJIACCHYCCKOIOY
U «HEKJIACCUYECKOT0», O MHOTOMEPHOCTHU
WX «KOHTaKTOB» W HEBO3MOXKHOCTH ITPOBE-
CTU YETKYIO TPAHMIy MEX]Y ABYMs THUIIA-
MU Tpaazunui. [IpumedarenbHbIM sIBAsSETCA
u 3ameuyanue bapcoBoit o ['ére, «oOwneau-
HUBIIIEM B CBOEW KapTUHE MUpPa AUHAMHU3M
aKJIaCCUYECKOro o0pa3za M TapMOHUYHOCTH
KJIIACCUKHY .

CxonHble YMO3AKJIIOUEHUSI MBI MOXKEM
HAaWTU W MHOTHMH JCCATWICTUSIMU pa-
HEe — HampuMmep, B OICHKE TBOPYECTBA
A. Ckpsbuna H. bepaseBbiM, KOTOpPBIH
BHUJIET B KOMIIO3UTOpPE HECOBIAJICHHE 3a-
MBICJIOB U WX BOIUIOIICHUH, «GKEPTBEHHYIO
MpeATeuy» TPALyIIe 3M0XU TBOPYECTBA,
JpaMaTH4eCKOE «HAJIOKEHHUE» KOHIIA «3I10-
XU HWCKYIUIGHHMs» W Hadajga HEBEIOMOTO
MaH-UCKYCCTBA U CBEPX-KYJIBTYPHI®.

O KaHPOBO-CTWIEBOW «IOTPaHUYHO-
CTH», OCTPOTE MPEOBIBaHUSA Ha «pyOexkax»
numer A. Hykep. OnuH w3 Bexyumx co-
BPEMEHHBIX HCCJIEIOBaTeIell  MacCOBBIX
MY3bIKQJIbHBIX JKaHPOB OTMEYaeT 3aKOHO-
MEpPHOCTb, COITIaCHO KOTOPOM Ha TPaHU CTO-
JIETUH, «BOJTU3H OT KPYIIIbIX JaT» MPOLIECChI
MY3BIKQJIBHOTO MCKYCCTBa «OOHApPYKHUBAIOT
0CO0YI0 OCTPOTY U AUHAMH3M, CUIIbHEHIIIHNE
KAHPOBBIC M CTHJIEBBIE MYTAaIlUH, I€CTa0u-
JU3UPYIONINE CIOXKHUBIIYIOCS CUCTEMY XY-
JIO’KECTBEHHBIX BHIOB)’.

Tam xe. C. 10.

[lorpaHn4HbBIE KTEPPUTOPUMY CYIIECTBY-
I0T Ha Pa3HbIX YPOBHAX, B3aUMOJICHCTBUE
PA3HOHAIIPABIICHHBIX TEHICHLUN TOTAJIbHO
IIPOHU3BIBACT BCIO «BEPTUKAIB» KOMIIO3H-
UM, TOPOXJIas «pyOekKHOCTbY» (HAXOXK[Ie-
HUE «MEXK]Y») KaK CBOMCTBO MY3bIKAJIbHOTO
MBIIUICHHS. XapaKTEPHBIM B 3TOM OTHOIIIE-
HUU SIBIIsIETCs uecnenoBanue A. PeoKMHCKO-
ro, KOTOpPbIM IUIIET HE TOJBKO O B3aUMO-
JICMCTBUM PA3JIUYHBIX TPAIULHANA B XOPOBOM
counHenun K. Ilengepeukoro «YTpeHs»,
HO ¥ O IIPOHU3BIBAIOIIEH KOMIIO3ULIMIO
MHTErpaluy NapagurMajJbHO Pa3jINYHBIX
KOMIIOHEHTOB (JIyXOBHOE€ M CBETCKOE, Ipa-
BOCJIaBUE€ U KaTOJIMYECTBO, TPAAULMOHHBIC
LIEPKOBHBIE JJIEMEHTHI U IIOCTAaBAHTApAHBIC
IIPUEMBI XOPOBOIO IHCbMA, YCIOXHEHHBIE
YHHUKaQJIBHOM «CIenu(pUKON 3By4aHHUs Bep-
OaJIBHBIX PSAOB» U T. 1.) [3, c. 75].

Kak Bugum, B (ukcanum «pyOeKHBIX»
COCTOSIHUM MY3BIKaJIbHOIO MpOIecca, Ipe-
CTaBJICHHONM B pPAa3HOM TEPMHHOJIOIWH, 32
VWHJVBHUIYaJbHbBIMU TNPOCKTAMU U Kaxy-
IIMMCS JIOKQJIbHBIM OIIBITOM CKPBIBAKOTCS
HEKHE 00111e 3aKOHOMEPHOCTH.

[Ipexxne uyeM OOpaTUTBCS HENMOCPEN-
CTBEHHO K OOCYX/IEHUIO 3asiBJICHHON TEMBI,
OTMETHUM €IIE OAUH NMPUHLUUIHAIBHBIA MO-
meHT. T. Ilaperpanckas B (yHIaMeHTalb-
HOIl MoHorpaduu «My3bIKaJIbHBIM KECT
B IIPOCTPAHCTBE COBPEMEHHOW KOMIIO3HU-
UU» OTMEYAET CpeAu Haumbosee aKTyallb-
HBIX JUISl COBPEMEHHON MY3BIKAJIbHOM Hay-
KM BOIIPOCHI: KaK MOYKHO Ha3BaThb UCXOAHBIN
MY3BIKAJIBHBIA MaTeprajl HOBEUIIINX KOMIIO-
3UnMi? Kakue BepOalbHbBIE XapaKTepHCTHU-

bapcosa U. A. Cumdonnu ['ycraBa Manepa. CI16.: U3n-Bo mm. H. 1. Houkosa, 2019. C. 20.
bepnses H. A. ®unmocodus ceodonsr: Cmeict TBopuecTBa. M.: I[IpaBna, 1989. C. 451-456.
Hyxep A. M. Berymas B XXI Bek. O KaHPOBBIX MYTaIUsAX B MY3BIKE PYOEKHBIX NMEPUOTOB //

Hyxep A. M. Enunbrit mup my3sikn. Poctos-aa-Jlony: U3n-so PT'K, 2003. C. 255.
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KM MOTYT OBITh aJIeKBaTHBIMH aKTyaJbHOMY
KOMITO3UTOPCKOMY Ipolieccy? Kak mpuoiu-
3UTHCSI «K TOHUMAaHUIO TBOPYECKUX MHTEH-
ui»?10

[Ipogonkasds JOrUKY pa3sMbILJICHUN
0 TPYOHOCTAX «IpoOJIeMbl HAaMMEHOBA-
Hus»'!!, BepHEMCS K BompocaM, cHopMyITH-
POBaHHBIM B Hayalle CTaTbU: CYLIECTBYET
JY TPONYKTUBHBIN IIyTh OLIEHKH COCTOS-
HUS aKTyaJbHOTO XyHdOKECTBEHHOIO MPOCT-
paHcTBa? B KaKUX Je(GUHULIUSIX MOKHO UMe-
HOBaTh Npoucxozsiee?

Teopernueckass peduekcusi My3bIKallb-
HOU KYJIBTYpBbI MTOCIEIHNUX IECATUICTUNA Ha-
ChIIlICHA TEPMHUHOJIOTHEN, 3aMMCTBOBAHHOMN
U3 BecbMa OTHAIEHHBIX cdep 3HaHug. Ha
HCXO/I€ IPOLIOrO CTOJIETHS HEKUM «YyTElIH-
TEJIbHBIM MPU30M» — TOM BOCTpeOOBaHHOU
BpEeMEHEM JePUHUIIUEH, KOTOpasi O3BOIHIIA
chopMynMpoBaTh COCTOSIHHE OCO0OH Moj-
BHYKHOCTH MY3bIKaJIbHOM KYJIBTYPBbI, — CTall
TEPMHH «IIOCTMOZIEpHU3M». OTHO U3 00bsIC-
HEHUI 3TOM CIIACUTEJIbHOM MUCCUU TEPMUHA
(1 MOPOXKIEHHOTO MM Pa3BETBIEHHOIO IO-
CTMOZIEPHUCTCKOI'O JIEKCUKOHA) — TOTaJlb-
Hasi SKCIUTyaTauus ACQUHHUIMHA «IOCTMO-
JNEPHU3M» B OINPEICICHUH CaMbIX Pa3HbIX
COOBITHI B IPOCTPAHCTBE XyA0)KECTBEHHOTO
onbITa. XapakrepHo 3amedyanue A. Ampaxo-
Boii: «IlocTmMonepHu3M 3a0poH30BEM»'?, —
ONPENEISIIONIEE HANPABICHHOCTh HAYYHBIX
MIOUCKOB Ha OOHApYXEHHE «IOCTMOACPHU-
CTCKHX)» MPU3HAKOB B JIFOOOM COBPEMEHHOM
MY3bIKaJIbHOM IPOU3BEICHUU.

N3BecTHass «ycTajaocTh» OT IMOCTMO-
IepHU3Ma B peduieKCusix o0 aKTyaJlbHBIX

peanusax UCKyCCTBa BhI3BaJia K KM3HU HO-
BB BCIUIECK TEPMUHOTBOPUYECTBA: MOCT-
MOCTMOJEPHU3M, METaMOJIEPHU3M, MOCT-
HeKJlaccuka — u enié Oonee obocTpuia
HEOOXOIMMOCTh TMOUCKA EIMHBIX OCHO-
BaHMUM mpoucxoxaswmero. Ha stom nytu
MPEJICTABISETCS 3aKOHOMEPHBIM BBIUTH
Ha YPOBEHb NMapaJurMaibHOCTH U PACCMO-
TPETh NOTPAHUYHBIE XyJ0KECTBEHHBIE SIB-
JIEHUS B PYCIIE 83AUMOOEUCMEUsL KYIbIMYD-
HBIX napaouzm.

KynprypHas mnapagurma mnOHUMaeTcs
KaK CIIOKHAsi HepapXudecKas 1eJI0CTHOCTD,
oOpa3oBaHHass BHYTPEHHUM €IUHCTBOM
WJI€V, UHTYULIMHA, YyBCTBOBAHUM, IPOHU3BI-
BAIOIINX BCIO BEPTHUKAJb >XU3HU. KynbTyp-
Has mapaaurMa «BOuUpaer B cels Hapsay ¢
TEOPETUYECKUMHU KOHIENIHUAMH HE TOJBKO
HepedIekTuBHY0 HHPOpPMaLKIo, HO U pea-
JIMU TIPAKTHYECKOTO OTBITa» 2,

B coBpemMeHHOM My3bIKaJIbBHOM TBOP-
YECTBE COMPSHKEHBI U AKTUBHO B3aUMOJICH-
CTBYIOT Pa3JIMYHBbIE XY/I0’)KECTBEHHO-MHUPO-
BO33PEHYECKHUE MMAPATUTMbl, BOZHUKIIUE U
YTBEpPAUBIIUECS B pPa3HbIC MEPUOABI UCTO-
puM  KyabTypbl. TepMHH «mapagurma
B MOCJIETHUE NECATUJIETUSl CTal TPAJULIU-
OHHBIM sl My3bikoBeAeHUsI. CHEKTp ero
WCTOJIKOBAaHUSI IIUPOK: TEPMHUH YIIOTpE-
OJsieTCSl 110 OTHOIICHUIO K CaMBbIM Pa3HBIM
mo MacmTaly My3bIKaJIbHBIM SIBJICHUSIM.
1O. XononoB onpenennus HOBblE My3bIKAJIb-
HO-ICTETHUYECKUE mapagurmbl XX Beka B
SJIMHCTBE MX CIIOCOOHOCTEH, C OJHOM CTO-
POHBI, TPAHCIUPOBATH «KYJIBTYpHBIE IICH-
HOCTH LIMPOKOIO IUIaHa», a ¢ APyroh —

10 TTaperpanackas T. B. My3bIKaJIbHBI# 5KECT B IPOCTPAHCTBE COBPEMEHHOM Kommozutuu. M. : Kommosurop,

2018. C. 5.
1 Tam xe. C. 6.

12 AmpaxoBa A. A. KOrTHUTHBHBIC OCHOBaHUsI TOCTMOJICpPHIU3MA B My3bIKe // [TOCTMOIEpHU3M B KOHTEKCTE
KynsTypbl. M.: MockoBckast koHcepsatopust, 2009. C. 39.
3 Cunnera T. Bb. Jlnanextuka rpanuis B My3ssike. M.: ABCdesign, 2014. C. 200.
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HENIPEMEHHO «KOHKPETU3UPOBATHCA B 3BY-
varied pearbHOCTH MY3bIKH»'Y. Tlpu sTOM
CpedW TIABHBIX TPYAHOCTEH aTpuOyIHuu
HOBBIX MapaJurM MY3bIKaJIbHOM 3CTETUKH
XX Beka y4EHBIM OTMEYANT «2100ANbHYIO
wupomy 3CTETUYECKOTO MaTepUaIa» U «He-
BEPOSITHYIO necmpomy dCTETUYECKUX yCTa-
HOBOK MY3BIKH»'’, TEM CaMbIM UHTYUTHBHO
MOABOAS K HEOOXOIMMOCTH JajbHEHIIEero
pasroBopa O IUAJEKTHKE B3aWUMOICHCTBHS
Hapajurm.

YHUBepCcaabHBIE MOIEIHU  KYJIBTYDBHI,
KaK H3BECTHO, MMEIOT JIOKAJIbHO-HCTOPHU-
yeckoe (BpEMEHHO-Ipexojsllee) U MeTa-
UCTOpPUYECKOE (HAABPEMEHHOE) H3Mepe-
HUs1. IMEHHO ITO3TOMY Ha BBICIIIEM YPOBHE
napagurMajbHOro 00OOIIEHUST HaXOAATCS
Kaaccuweckas W Heklaccudeckas Iapa-
IUTMBI, YTBEPAUBIIMECS B «BEPTUKAJIb-
HOM» M «TOPU30HTAJIBHOM)» 3HAYCHUSX.
BryTpenne HeogHOpomHas KilacCUYECKas
[apagurma COXpaHseT CEroJHs HE TOJIbKO
3HaUE€HHE «IaMsITU» B TI00AaJIbHOM WH-
¢dopManoHHOM Tojie My3bIkH. Hempexo-
JIIee 3HAYCHUE KJIACCHUYECKOU TPAAULIAU
OTpakaeT BOCTPEOOBAHHOCTh TBOPUECKOM
YCTAHOBKHM Ha SICHOCTb, 3aBEpIIEHHOCTS,
COBEPILICHCTBO, PALMOHAJIBHO ITOCTUXKHU-
MBI{ MOPAJOK U TAPMOHUIO. XapaKTEPHOU
NPUMETON BpeMeHH CcTajl BceoOmui «oym
KJIACCHUYECKOT0», CONPSIKEHHBIA C «Jaeca-
Kpalh3aluen» KIacCUKM — IpeBpale-
HHEM €€ B MaTepHasl Uil XYAOXKECTBEH-
HBIX DKCIIEPUMEHTOB, UPOHUYECKON UTIPOU
C MPOBEPEHHBIMU UCTOPUEN Xy 0KECTBEH-
HBIMHM 00pa3laMu, UX «CHUKEHHEM» B pe-
MEMKaxX U KpoCcoBepax.

Hexnaccuueckas mnapamurma, o0003Ha-
YUBIIASACS B MY3BIKaJLHOM TBOPUYECTBE OT
MEPBbIX MOAEPHUCTCKUX OMBITOB 10 MOCT-
MOJIEPHUCTCKUX UTP C ONMKaWIIUM U OT-
JAIE€HHBIM MPOLUIBIM, TAKXKE COXPAHSIET HE
TOJIBKO MCTOPHUYECKYH0 3HAUMMOCTb. YCTa-
HOBKA Ha «CJIOM» TPAJULIMH, TPEOJOJICHHUE
WHEPIMU MPOUUIOro o0yclIOBUJIA MPOAOI-
KEHUE PAJUKAJIbHBIX SKCIIEPUMEHTOB HOBO-
BeHleB, CtpaBuHckoro u nainee — LlTok-
xay3eHa, bynesa, Jlaxenmana, AGnunrepa u
np. HoBas TpakTOBKa MHCTPYMEHTOB, aHa-
TOMUPOBAHUE  3BYKa, I€PEOCMBICICHHE
KOMIO3UIIMOHHBIX 3aKOHOMEPHOCTEH OT-
paXKaOT  «HEKJIACCHUYECKOe»  TATOTEHUE
K «HEOOBIYHBIM AaKyCTUYECKHM COOBITH-
sm»'6, B 3TOM ke, HEKJIaCCHYECKOM, pycie
HaXOAUTCSL OMNBIT JAEKOHCTPYKIMU KJIACCH-
4eCKHUX KoMIo3uii (Accanto, Staub Xennb-
myrta JlaxenmaHna, «Emeé pa3 k rumoresen
A. Knaiidens) — TBOpueckuil akT, B KOTO-
POM «My3bIKa MPEACTAET OAHOBPEMEHHO U
KaK IpyJa pa3BaJIiH, U KaK HOBOE CHUJIOBOE
none» [4, c. 35].

Ha ¢one craBmieil oueBUAHON K Hayaly
XXI BEKka MHOTOMEPHOCTH U W3MEHYHMBO-
CTHU CBSI3M KJIACCUYECKOM U HEKJIACCUUYECKON
napajgurM B XyJO>KECTBEHHOM MPAKTHKE U
MY3BIKAJIBHOW HAyKEe CHSATA IPETECH3Usl Ha
YHHUBEPCAIIBHOCTh HOBEUIIINX ONIPEACIICHUN.
Tak, Bcien 3a mMOCTMOAECPHU3MOM HE MOJI-
TBEPJUIIN MApaTUTMaIbHBIN CTATyC «IOCT-
MOCTMOJIEPHU3MY (OTPaKaAIOIINNA HHTEIICK-
TyaJIbHYI0 «yCTaJIOCTh» OT IMMOCTMOZCPHA) U
«METaMOJICPHU3MY, TPU3BAHHBIN 3a(PUKCH-
poBaTh «KoyieOaHUsl (OCHUIUISIIINKN) MEXKIY
UPOHHEN TMOCTMOJEpPHA U HCKPEHHOCTHIO

14 Xomnonos 0. HoBble mapaaurMbl My3bIKaIbHON SCTETHKHA XX BEKa.
URL: http://www.kholopov.ru/prdgm.html (nara o6pamenwns: 01.10.2022).

15 Tawm xe.

1o Axorsta JI. O. Mysbika XX Beka. M.: Ipaktuka, 2010. C. 296.
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MOJIEpHa», MEPEKOINPOBATh «ObITHE MEXK-
ay»'7, — ermé Gosee OTIaTMB BO3MOKHOCTD
MIPUBEICHHSI COOBITUM, TPOUCXOISIIUX B CO-
BPEMEHHOM TBOpYECTBE, K €IMHOMY Iapa-
JUTMaJIbHOMY ONPENIETICHUIO.

JlurutanbHas UMBWIM3ALUS OTKpbLUIA
nyTb (OpPMHpPOBAHUS IOCTHOHKJIAcCHYe-
CKOM mapagurMbl MY3bIKaJbHOTO TBOpYE-
CTBa, JEKJIAPUPYIOLICH BBIXOA K HOBBIM
cTparerussM HcKyccTBa. KoHTypbl moct-
HOHKJIACCUUECKOW MapagurMbl IPOSBIIAIOT-
Cs B aKTyaJIM3allUd BCEU MCTOPUU XYIOXKE-
CTBEHHOI'O OIIBITA. XapaKTepHAa YCTAHOBKA
Ha IOHMMAaHUE UCKYCCTBA KaK CJIOKHOM ca-
MOpPa3BUBAIOIICUCSA,  KBa3MOPraHUYECKON
CUCTEMBI, B IIPEBPALICHUN TBOPYECTBA B OT-
KPBIThIA MHOTOACIIEKTHBIN auajor'?,

B T0 ke BpeMs HU OfHA U3 IPETCHAYIO-
IMX Ha MapaJurMaIbHYI0 3HAYMMOCTh TCH-
JNEHUMWA HE OTpa)KaeT LEJOCTHON KapTUHBI,
OOBEIUHSIOMENH BCIO «BEPTHUKAIb» MY3bI-
KAJIBHOTO HCKYCCTBa B €TI0 3CTETHUYECKOM,
CTUJIEBOM, S3BIKOBOM MHOKECTBEHHOCTH.
Bo3M0XHO, 3HAYMMOM NPUYUHON ITOTO SAB-
JSETC cocyujecmeosanue 6 0OHOBPEeMEH-
HOCMU PA3JIUYHBIX MAPAINUTM, IIEPECEUCHHE
CaMOOINIPEAEIUBIINXCSA MOJEJIEH TBOpUE-
CTBA.

CMelieHne B €IMHOM OTKPBITOM IIpO-
CTPaHCTBE  COBPEMEHHOM  «KYJIBTYpPHOU
KapTh» MY3bIKM DPa3HBIX JCTETUYECKUX,
MHPOBO33PEHUYECKUX MapagurM M IO3BO-
JINJIO TOBOPUTH O MEHCHAPAOUSMALbHOCIU.
MexnapagurMaIbHOCTh — 3aBUCHUMOCTD
OT «CTaporoy», 6e30TuéTHasi MPUBA3aHHOCTD
K HEMY U OJTHOBPEMEHHO TATOTEHUE «K HO-
BbIM Oeperam» B COUYETaHHH C HEPEIIUTEIb-

HOCTBIO «IIEPECTYIHUTH YePTy» '’ — SBIISCT-
Cs ONpENEeNAIoNIe YepToi 3aTsHYBUIETOCH
MOMEHTAa CMEHBl MHUPOBO33PEHUYECKHX, XY-
JOKECTBEHHO-3CTETUYECKUX, HAYYHBIX Ia-
pagurm.

Crnenyer OTMETUTh, YTO UCTOPUS KyJIb-
Typbl 3HAET PA3JIMYHBIE SMOXU «CTOSHUSD)
Ha rpanuiie. [IpeObiBaHuEe «MEXIAy» Xapak-
TEPHO JJI1 MHOTMX IIEPUOJI0B HCTOPUYECKHUX
«CKBO3HSIKOBY»: TapaJIOKChl MEPEXOHOCTH,
CBOICTBEHHBIE PyOEKHBIM 3110XaM, 00be U~
HAIOT IMO3JIHUN SJUIMHU3M, KPU3HUCHBIM IIe-
puon Peneccanca, pyoexk XVII-XIX Bekos,
Havasio XX CTOJETHS, MOCT-sABICHUS (TIOCT-
CHUMBOJIM3M, IOCTMOJEPHU3M) U Jpyrue
CIOXKETBl UCTOPUU MCKYCCTBA, KOTOPbIE IO-
3BOJISIFOT COCYIIIECTBOBATH MHOXKECTBY pa3-
JMYHBIX, HEPENKO B3aMMOUCKIIIOYAKOLINX,
TEHACHIINN.

N3BectHo, uro Tomac KyH, omnumceiBas
MEpUOJIbl CMEHBI HAYUYHBIX MApaJurM, yKa-
3bIBAET Ha aHOMAJIMU U KPU3UCHI, BBICTYyIIA-
I01I[ME HEU30EKHBIM MPEIIBEPUEM HAYUHBIX
peBoonnid. B nmpoekiuu Ha TpoCTpaHCTBO
KYJBTYpPbl B II€JIOM IEPHUOMBI «IIEPEXO/a»
HEPEJIKO 3aTSATMBAIOTCS W IPEBPAIIAOTCs
B AIIOXU MpeObIBaHMS HA TPAHUIIE — BIIOXH,
oOnajaromue COOCTBEHHBIM COJEp>KaHHUEM
U YTBEPXKJAIOIIHNE «IIOPOTOBBIE» MHPOBO3-
3pEHUYECKUE MO3ULIMHM, MOJEIA CO3HAHMS U
MOBE/ICHUS.

XapakTepHble M1 MexXnapagurMalib-
HBIX TEpPUOJIOB OOJE3HEHHOE OTpeueHHUe
OT TMpONUIOrO, HAXOKICHHE «MEKIY»
AT Ooraredmui marepuan sl MOHU-
MaHHUsl COCTOSIHUSI MY3BIKaJbHOTO MBIIII-
nenus Bcero XX croserusa. XXI Bek yxe

17 Meramonepuusm. Mctopuanocts, Apdext u [mybuna nocie noctmonepansma. M.: PUTIOJ kiaccuk,

2019. C. 15.
18 Cunmnesa T. B. Vka3. cou. C. 342-343.
19 Tam xe. C. 224.
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3aCBUJIETEIBCTBOBAN yCYryOleHue coCTos-
HUSI IEPEXOJHOCTH.

3BYKOBOI 00pa3 COBPEMEHHOU 3IoXu
OTpa)kaeT HM3MEHEHHE CaMOro Xapakrepa
MEXKIapaJUrMaibHOCTU: MPOUCXOIUT CO-
MPsHDKEHUE MAacIITAaOHBIX KYJIBTYPHBIX TLIA-
CTOB — TpaJWLM{, CTWICH, NapagurMm.
C oIHOHM CTOPOHBI, «YUCJIO IMPUBEPIKECHIIEB
KJIACCUYECKOW TpaJuLIUU BBIPOCIO IOYTH
HEU3MEPUMOY», B TO K€ BPEMS YKPEIUISIET-
Csl YCTaHOBKAa Ha CiyllaHuE «B (POHOBOM
pexumMe». OTHOBPEMEHHO MOXHO KOHCTa-
TAPOBAaTh W OECHPEUEACHTHBIA HWHTEpEC
K «BBICOKOW» KJIAaCCUKE, W BceoOIiee pac-
MIPOCTPAaHEHNUE YCTAHOBKU Ha CIyIIaHHE
«B (POHOBOM PEIKUME», U TOPKECTBO CAMBIX
PYTHHHBIX 00pa3IOB MOM-MPOIYKIINH, U —
pacTylIMil HUHTEpPEC K aBaHTapIHO-IKCIIEPH-
MEHTaJIbHOW MY3bIKE.

B cdepe maccoBoli My3bIKM TPOUCXO-
AT xapakTepHbie MeTtamopdo3pl. B 2020
rofy TIepeBellcHa M W3JaHa KHura Maik-
na PoGeprca «Kak Xyq0o)KHUKH MPUTyMaH
MON-MY3bIKY, a MOMN-MYy3blKa CTaja HCKYC-
CTBOM», B KOTOPOI aBTOp MHILET O MHOTO-
JIUKOCTU TIOT-MY3BIKH, MYyTaIlUu B XOJe €€
SBOJIIOLIMUA U PA3BEHYMBAET CTEPEOTUITHOE
NpeacTaBieHue o Heu. «Panpme mys3bl-
KaHTBl CUATAJIM CBOEH 3ajadueil pa3BlieKaTh
myOIHKy — Tenepb OHU 3aXOTEIH TBOPHUTb.
N kak crnencteue, TO, YTO OHU CO3/1aBaJIH
(TO ecTh moInynsApHast My3bIKa), CTAJIO0 BUIOM
HCKycCTBa». BECKOHEUHO pacIMpsIOIunics
M (POBOI apXUB MOATBEPIKIACT, YTO BIIHUS-
HUe 1or Oyzet pactu®.

[lorpanuuHble CUCTEMBI, OCHOBAHHBIE HA
MPOIYKTUBHOM CMEIIEHWH M 0COOOW MOJ-

BIDKHOCTH CMBICJIOB M CTpYKTYp, FO. JloT-
MaH MeTaQopudecKu EMKO Ha3Bajl «KpPEoJu-
3UPOBAaHHBIMU CHUCTEMaMu» (IO aHAJOTUU
C TPOIIECCAMH PACOBOTO CMEIICHHS-«KPEO-
JU3alUn», TPUBEIIIMMHI K BOSHUKHOBEHHUIO
0COOBIX ATHHUECKUX 00ITHOCTEH). B «kpeo-
JU3UPOBAHHBIX)» CUCTEMAX «CO3MaETCs MoJie
HaNpPSDKEHUs, B KOTOPOM BbIpaOaThIBAIOTCS
Oynyme s3pikm»?'. «KymerypHast kapra»
COBPEMEHHOTO MY3BIKaJIHHOTO HCKYCCTBA
OecrpeleIecHTHO TMOJB)KHA W OTKpBITA.
BrisiBinenue €€ BHYyTpEeHHEH MEKIIapaJnr-
MaJbHOM CTPYKTYPBI OTKPBIBAET IEPCIICK-
TUBBl TOHUMAaHUSl TNPUYUH aKTyaJIbHOCTHU
eIMHOBPEMEHHOI'0 COCYIIIECTBOBAHUS XY/I0-
KECTBEHHO-MHPOBO33PEHUYECKUX  MOJeNei
MY3bIKaJIbHOTO TBOPYECTBRA.
MexnapaaurManbHOCTh 3BYKOBOTO 00-
pasa COBPEMEHHOW JIOXH MPOSBISAETCS
B XapaKTEPHOM «MHOTOSI3bIYUN», B KOTOPOM
BO BCEH MECTPOTE M MHOKECTBEHHOCTH CO-
CYUIECTBYIOT 3allaJHbIE U BOCTOYHEIE, aKa-
JNeMUYecKrue U (OJIbKIOPHBIE, STUTAPHbIE U
OBITOBBIC, pEabHbIC U BUPTYAJIbHBIE THUIIBI
MY3BIKaJIbHOTO BBICKA3bIBAaHUS. DIUTAPHOE
U MacCOBO€ KaK «JBa PETHUCTPa TyXOBHOM
xu3Hn» (I. KnaGe) Gonee He sBISIOTCA OT-
IPAaHUYEHHBIMH TIOJFOCAMU MY3bIKAJTHHOU
KyJBTYpBI, OHH BOBJICYEHBI B €IUHOE TPO-
CTPAHCTBO, UMEIOIee MPOBOKATUBHBIN Xa-
paktep. OnHa U3 «IPOBOKALUID BpPEMEHU
3aKJII0YAaeTCsS B TOM, YTO B HEM CHHXPOHHO
CYILIECTBYIOT YTBEP)KJICHHUE U OIPOBEpPIKeE-
HUE: pa3HbIC S3bIKA MY3BIKH, Pa3HBIN CIYX,
pa3iIryYHbIC IEHHOCTH.
MexnapagurManbHOCTh B OMpeeicH-
HOM CMBICJIE CHHOHMMHUYHA KPHU3UCY

20 Pobeprc M. Kak XyOOKHHKH TPHAYMAadH IIOI-MY3BIKy, a ITON-My3bIKa CTaja HMCKyCCTBOM. M.:

An Maprunewm Ilpecc, 2020. 416 c.

2 Jlorman 0. M. Buyrpu meicismamx mupos: Cemuochepa. Mcropus. CII6.: UckyccerBo-CII6, 2004.

C. 259.
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B KyJbType. XapaKTepHO, UYTO COCTOSHUE
COBPEMEHHOM KU3HHU OIIUCBIBAECTCS 11O
MIPEUMYIIECTBY B MPAuHbIX TOHAaX (M Jaxke
B TepMUHOJIOrMH KaracTpod). JKuzHb, B
KOTOPOM HApYIINJICS «UHTEJUIEKTyaJIbHbIN
MOKOM MHupa», a «0OHa)KeHHE HOBBIX TailH
CTAJI0 TOYTH ITOBCENHEBHOCTHION??, HEH-
CTBUTEJIBHO IIyTraeT CBOEW Hempenckasye-
MOCTBIO. BMecTeE ¢ TeM cienyer y4ecTs, 4To
KpU3HC — COCTOSIHHE JaJIEKO HE OJTHO3HAU-
Hoe. Hapsny c miyOokuM mnotpsiceHueM,
«TaMHCTBEHHBIM PACILIACTHIBAHUEM KOCMO-
ca» Kpusuc oOHaxaeT To, uro H. bepnses
Ha3BaJI TOCKOM YEJIOBEKa «B CBOEM TBOP-
YEeCTBE 10 OPraHUYHOCTH, 10 CUHTE3Y», U
B 3TOM CMBICIIE KPU3UC €CTh «3apOKJE€HUE
HOBOTO MHpa»?.

MexnapaaurMaibHOCTh, PUKCHPYIOIIAs
OTKPBITOCTb U MOABMKHOCTD I'PAHULL MEXTY
pPa3IUYHBIMU KYJBTYPHBIMH MOJEISIMH, CO-
r1acyeTcs v ¢ TepMUHONIOTHEN «puiaocopun
HectabunbHOCcTH» W. Ilpuroxuna, c ero
OIPE/CIICHNEM HEPABHOBECHBIX, HEJIMHEN-
HBIX CaMOpa3BUBAIOLIUXCA cUCTEM. «DeHO-
MEH HEeCTaOWIHbHOCTH €CTECTBEHHBIM 00pa-
30M IPUBOJAUT K BECbMa HETPHUBHUAJIBHBIM,
CepbE3HBIM MpobiieMam, epBast U3 KOTOPHIX
— mpoOIiemMa mpeacKa3aHus»?.

JIEUCTBUTENIBHO, CEroJHs Majao 4YTO
MOXXHO CIIPOTHO3MpOBaTh. Mexxnapaaur-
MaJIbHOCTh «OCBOOOXIAET» HAC OT 3TOr0
00s13aTeabCTBA, XaOTU3UPYs NMOIPaHUYHbIE
TEPPUTOPUH B3aWMOAECHCTBUS MapaaurM.
BeposiTHO, 3TO M ecTh XapakTepHas INpu-
MeTa BpeMEHU. B To ke Bpems COCTOsIHuE

«MEXJy» UMEET OYEBUAHYIO (PYyTypHUCTH-
YeCcKyr HampaBiaeHHOCTh. J[x. Kelmxk Ha
BOIIPOC, MIOYEMY JIFOAU HE XOTAT CIIYLIATh
U noHuUMarb HOBoe, orBeTwi: «Hy, 3TO
BOIIpOC K ImcuxosnoraMm. Sl He Mory mno-
HATh, TIOYEMY JIOAU OOSATCS HOBBIX HICH.
S1-to xak pa3 0oroch crapeix»®. Hapsay ¢
YCTAaHOBKOM KOMIIO3UTOpa Ha MPUATHE HO-
BOTO M HEpermaMeHTHPyeMoro OyayIiero,
B «PazroBopax c¢ KeWhmxem» Mbl MOXeM
00paTuTh BHUMaHUE U €l HA OJIHY XapaK-
TEPHYIO MBICIIb, HEMOCPEACTBEHHO OIH3-
KyI0 CaMOH HJie€ MEKIapagurMajlbHOCTHU:
«Ecnu He cTpeMHuThCA K KpPalHOCTSIM, HU-
4ero He JOCTUTHEIIb, <...> MCHS HMHTCpE-
CyeT TOJIBKO TO, Yero s He 3Haw <...> OT-
KPBITBIA YM HacTaXIaeTCs STUM»*C, B aToM
CY)KICHUU IIPOYUTHIBACTCS BHYTPECHHEE
CXOACTBO YCTPEMIJICHUHA KOMIIO3UTOpA U C
JIOTMAHOBCKOM UJEEH «KPEOJU3alu», U C
TePMHUHOJIOTHEN «(dumocoPpuu HecTaOUb-
HOCTHY.

CumnromarnyHo, yto [Tpuroxus, 3aBep-
mas TekeT «Punocopuu HecTaOUILHOCTIY,
HAIlOMUHAET, 4YTO BPEMS HE IPEIACTABISACT
coboii HedyTo ToToBOE. «BpeMss — 3T0 He-
YTO TAaKOE€, YTO KOHCTPYUPYETCS B KaXJbIi
IaHHBIA MOMEHT. M 4enoBeuecTBO MOXKET
IIPUHATH y4aCTHE B MPOLECCE 3TOr0 KOH-
CTpyupoBaHHs»?’. MexnapaaurMaibHOCTb
Y MOXKET OBITh ONpeziesieHa KaK MHOTOJIMKU I
MIPOLIECC KOHCTPYUPOBAHHUS AaKTyaJIbHOTO
TBOPYECKOTO OTBITA U €r0 pediaexcuu.

B pycne obcyxienus npobaeMbl Mexma-
palUrMaJbHOCTH YMECTHO OOpaTUThCS

22 Hanumos B. B. O6muk nayku. CII6.; M.: Ilentp rym. naunuarus: Msn-so MBA, 2010. C. 314.
2 Bepmses H. A. Kpusuc uckyccrsa. M.: CII6 Uureprpunt, 1990. C. 8.

24 TIpuroxkun U. ®umocodus necrabunsaoctu // Bopocsr dhunmocoduu. 1991. Ne 6. C. 46.

25 Kocrensuer P. Pasrosopsr ¢ Keitmkem. M.: Ax Maprunem Ipecc, 2015. C. 277.

% Tam xe. C. 284.
7 TIpuroxkun U. Ykas. cou. C. 52.
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K XapakTepHod wmetadope A. DTKUHAA:
«Bcé 3maHne KynbTypbl BOBJIEKAeTCs B pa-
00Ty 1O 3aMeHe Imataromierocs (QyHIaMeH-
tan?., Cka3aHbl 3TH CJIOBAa IO MOBOJAY HH-
TeiekTyaldbHol uctopun  CepeOpsiHOro
BEKa, OJIHAKO JIaHHas MeTaopa mpuMeHuMa
U K COBPEMEHHBIM MY3bIKaJIbHBIM PEATTUSM.
JIeHCTBUTENBHO, MCTOPHs IOATBEPKIAET
0CO0yI0 3HAYUMOCTb €€ «PYyOekHBIX» Iie-
PHOJIOB, KOT/Ia BO3ZHHUKAET MOTPEOHOCTH Ie-
PEOCMBICICHUS TPAAULMOHHBIX YCTOEB H
IIPUBBIYHBIX MCTHUH, a TAKXKE BO3MOKHOCTh
OCO3HaHMUs JKU3HECIIOCOOHOCTH Mapajur-
MaJbHOU KapThl KYJIBTYPBI.

My3bIKO3HaHUE B HACTOALIEE BPEMS IIe-
PEXKUBACT CIIOKHBIA JHCKYCCUOHHBIA IIe-
proa OOHOBIIEHUS! METOJOJIOIMUECKHX MO/~
XOZIOB, TPOSCHEHMs KIIIOYEBBIX IIOHATHUH,

AKTHBHO BEIETCS «IIOMCK UX aJICKBAaTHOIO
TEPMUHOJIOTHYECKOTO 00O3Ha4YeHUs» |5,
C. 5], BHOBb B BBICIICH CTENEHU aKTyaslb-
HBIMU CTAHOBSTCSI BOINPOCHI, Ka3aJloCh Obl,
CTaBIIIME XPECTOMATUMHBIMH.

[IpencraBnsercs, 4To HEOOXOIUMOCTH
BKJIIOUCHUS] TIOHSTHUS «MEXIapagurMalib-
HOCTb» B TEPMHUHOJIOTUYECKUN MHCTPYMEH-
Tapuii MY3BIKO3HaHUS IMPOJUKTOBaHa Oec-
MPENe/ICHTHBIM MaciTaboM OOHOBIICHUH,
MIPOUCXOIAINX B MY3bIKaJIbHOU KYJIBTYPE.

B03M0XXHO, BOBJICUEHHBIM B IIPOLIECC
MOVCKA a/ICKBATHON (PUKCAIMH 3TUX OOHOB-
JEHUW TEPMHUH «MEXKIapaIurMaibHOCTh
OyneT crmocoOCTBOBAaTh MOCTHKCHHUIO TalH
MY3bIKH, «OCMBICIIEHUIO CaMHUX OCHOB €€
OBITUS KaK CIIEIUAIbHOM, TaBHO HAa3peBIEH
npoOeMBbl» [TaM Xke, C. 2].
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Annomayua. ABTOp CTaTbu KaK OCHOBHYIO BbIIENSET HpoOIeMy pa3BUTHs MY3bIKOBEICHHS
nocTcoBeTckoi PecryOnuku MomioBa B ONTHKE «KYJIBTYpHOTo Tpancdepa» Poccust — Mongosa —
Pymbinus. E€ pemenue 6azupyercs Ha METOaX CPAaBHUTEIIbHO-UCTOPUYECKOM KOMITAPAaTUBUCTUKH U
«KyJIBTYpHOTO TpaHc(hepa», yUUTHIBAIOIINX TPAHCHALIMOHAIBHBIN MOAX0/ K TECHBIM UCTOPUYECKUM
cBA3IM TpEXx cTpaH. CoyeTaHHE HCTOPHUKO-XPOHOJOTMYECKOIO U TI'EONOIIMTUYECKOIO PaKypcoB
CBS3aHO C AHAJIIM30M MEKITHHYECKHUX CBs3el. B mepBoM pasnene paccMarpuBaeTcs CTaHOBIICHUE
poeCCHOHAIILHOW MY3bIKaJIbHOW KyJabTyphl MOJJIOBBI 0 0OpeTeHus: He3aBUCHMMOCTH B 1991
rony, a umeHHo: MongoBa (beccapabus) B coctaBe Poccuiickoii mmnepun, MonaoBa B cocTaBe
Koponesckoit Pymbiann, MCCP (Mongasckas Coerckass Conmanuctudeckas PecmyOnuka)
B cocrae CCCP. Heo0XoauMoCTh MOJ0OHOTO 3KCKypca OOBSICHAETCS TeM, YTO JIO IOJIOKECHHUS
HE3aBUCUMOCTH MoOIJI0Ba HCIbITala HECKOJIBKO Pa3HOBUIHOCTEH «KYJIBTYpPHOTO TpaHchepay,
KOTOpBIE€ TPEABOCXUTHIIMA MPOOJIeMHbIe OOJIeBbIe TOYKM M acleKThl My3bikoBeneHHs XXI Beka.
Bropoii pasgesn KOHLIGHTpUpYETCs Ha pa3sBUTUU MY3BIKOBEIAEHUs B He3aBucumou Monnose,
MOJTYYHBILIEH BO3MOXXKHOCTH CBOOOJHO YCTaHABIMBAaTh TPAHCHALMOHAJbHBIE CBSI3U C Pa3HBIMU
CTpaHaMH. AKIICHTUPYIOTCS OCTPBIE aCHIEKThI, 00YCIOBIEHHbIEC SKOHOMUYECKUM CIaJI0M, TPOOIeMOi
(YHKIMOHUPOBAHMS S3BIKOB B OOCTaHOBKE PE3KOM CMEHBI COLHAIBHOW M T'EOMOTUTHYECKON
cTpykrypsl. [Ipemiaraercss 0030p My3bIKOBEUECKOW HAyKH, OXBAaTHIBAIOIIUN Pa3BUTHE BY30BCKOTO
MY3BIKaJIbHOTO 00pa30BaHUs HA TpUMeEpe AKaJeMHU MY3bIKH, TeaTpa U H300pa3UTEIbHBIX HCKYCCTB
Kummnépa. OBomtonus My3bIKOBEIEHNSI COOTHOCUTCS C TBOPUECKOM IEATENBHOCTBIO BBIITY CKHUKOB
MockoBckoii koHcepBaropuu umenn [I. M. YaiikoBckoro u My3bIKQIbHO-IIEAATOTMYECKOTO
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HHCTUTYyTa MHMCHU I'HecuHBIX.

[IpocnexuBaercs mnponecc

«KyJIBTYypHOTO TpaHcdepar

C My3bIKOBEIlaMH M KOMIIO3UTOpaMH PyMBIHWH, paccMaTpuBaeTCsi UX OJIaroTBOPHOE BIHMSHUE HA
pa3BuTHE MPOPECCHOHATEHOTO 00Pa30BaHMS U MY3bIKOBEICHUSI MOJIIOBBI.

Knrouesvie cnosa: myspikanbHas KynbTypa Poccumn, MonnoBel 1 PyMbiHUM, My3BIKOBEICHHE
MonIoBBI, «KYJIBTYPHBINH TpaHCchep», MpodhecCHOHATBHOE My3bIKaJIbHOE 00pa30BaHHe

Jna yumupoeanun: Muponenko E. C. Acnektsl u npoOnembl My3bikoBeneHuss XXI Beka
B PecnybOmmke Momnpmosa // I1poGnemsl My3bikanbHON Hayku / Music Scholarship. 2023. Ne 1.
C. 140-156. (Ha anrn. s13.) DOI: 10.56620/2782-3598.2023.1.140-156

ince music presents a multicomponent
phenomenon, moreover, one that
changes with the spirit of the time, it
follows that the methodology of musicology
is constantly in a process of formation:

traditional musicological methods
become enriched by methods of general
humanitarian disciplines — philosophy,
aesthetics, culturology, sociology,

linguistics, psychology and mathematical
logic. In this context one cannot but
acknowledge the fairness of the conclusions
arrived at by Natalia Gulyanitskaya that “the
methodology of musicology surreptitiously
existing in academic utterances themselves
about musical compositions, apparently,
has not yet been developed as a systematic
discipline possessing its own subject matter,
the apparatus of analysis and the principles
of text arrangement.”! At the present time,
the view held by another Russian scholar
Levon Akopyan about the problematicity of
the elaboration of a systemic methodology
of music scholarship is perceived to be more
realistic: “A cardinal scholarly fallacy which

many are prone to consists in the assumption
that there may exist a certain general theory
or a general methodology for explaining
various phenomena. <...> A single unified
theory for any type of music is an obvious
illusion.”?

It is symptomatic that in the musicology
of recent years there has been an activation
of attention towards research works in which
the object of musicological study is not
music, but musicology itself; i.e., scholarship
studying scholarship itself. These works
are united by the definition of the vital
concern which stands before present-day
musicology: the search and elaboration of
new methodological strategies for analysis
not only of music, but also of musicology.
For example, Konstantin Zenkin notices
with a certain amount of regret: “A rather
vulnerable element of musicology at its
present stage is the circumstance that as a
whole our discipline is only now approaching
the realization of the necessity of mastering
humanitarian methodology — the most
organic variant for its particular purposes.’

' Gulyanitskaya N. S. Metody nauki o muzyke [ Methods of Scholarship about Music]. Moscow: MuzyKka,

2009. P. 4.

2 Akopyan L. O. Interv'yu s A. Amrakhovoi [Interview with Anna Amrakhova]. Reestr nashikh
zabluzhdenii. Kruglyi stol v zhurnale Obshchestva teorii muzyki [ The Register of Fallacies. The Round Table
at the Journal of the Society of New Music]. 2017. Issue 3 (19). P. 7.

3 Zenkin K. V. Muzyka — Eidos — Vremya. A. F. Losev i gorizonty sovremennoi nauki o muzyke [Music
— Eidos — Time. Alexei Losev and the Horizons of Contemporary Scholarship about Music]. Moscow:

Pamyatniki istoricheskoi mysli, 2015. P. 11.

142



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 1

Maybe it is for this reason that works about
concrete issues of topical musicology which
particularly require flexible approaches
of humanitarian methodology are few
enough that they can be counted with the
fingers of one hand. Among them, we must
highlight Tatiana Naumenko’s synoptic
article Sovremennoe muzykovedenie i “stil’
vremeni” [ Present-Day Musicology and the
“Style of the Time ], which is distinguished
for its correspondence of the humanitarian
methodology present in it with the aspect
definition characteristic for analysis of
musicological issues. Stemming from the
inevitable historical-political ~ discourse
aroused by the change of the cultural
paradigm from the Soviet to the post-Soviet
variety, the scholar was able to present a
multitude of aspects: from the restoration of
the thematic map of research to the generation
of new ideas and names defending the
“validity of confessedly subjective authorial
approaches in musicology.”

The present article also pertains to
this field of research about the issues of
musicology, and its aim i1s — to present
the musical community for the first time the
condition of musicology in the independent
Republic of Moldova of the post-Soviet
period. This means that, along with the
traditional aspects, the author is obligated to
reflect upon the ever living national aspect
of'the musical culture and its reflection in the
musicology of Moldova in the conditions
of globalization. The musical culture of

Moldova is open to interconnections with
the whole world, but with two countries —
Russiaand Romania— it has been “married”
during the course of centuries, that is, by
will of social-historical and geopolitical
cataclysms, it existed at different times
as part of the territorial boundaries of
both countries alternately up until the
acquisition of the long-expected status of the
independent Republic of Moldova in 1991.
Consequently, it is impossible to conceive
of musicology in post-Soviet Moldova
without the continuous close connections
with the musicology of Russia and Romania,
the analysis of which requires turning, first
of all, to the general humanitarian method of
historical comparative studies. Meanwhile,
the activities of intercultural events and
transformations at the crossroads of three
national cultures prompts to applying a
new variety of comparative studies —
the method of “cultural transfer.” Natalia
Gulyanitskaya substantiates the concept
of “cultural transfer” for the newest type
of musicology, referring to the position of
the French founder of the “transnational
approach” Michel Espagne: “During
the process of transfer, the shift from
one cultural situation into another, any
object finds itself in a different context
and acquires a new meaning. Cultural
exchange is not the process of circulation
of an object and ideas as they are, but their
tireless reinterpretation, reevaluation and
re-signification.”

4 Naumenko T. I. Sovremennoe muzykovedenie i “stil' vremeni” [Present-Day Musicology and the
“Style of the Time”]. Muzyka i muzykovedenie: dialogi so viemenem: sbornik nauchnykh statei [Music and
Musicology: Dialogues with the Time: Compilation of Scholarly Articles]. Rostov-on-Don: Rostov State

S. V. Rachmaninoff Conservatory, 2019. P. 211.

5 Gulyanitskaya N. S. Komparativnyi metod i “kul'turnyi transfer”? [The Comparative Method and the
“Cultural Transfer”?]. Muzykal'naya nauka v kontekste kul'tury. K 75-letiyu Rossiyskoi akademii muzyki
imeni Gnesinykh [Musical Scholarship in the Context of Culture. Towards the 75th Anniversary of the Gnesin
Russian Academy of Music]. Moscow: Gnesin Russian Academy of Music, 2018. P. 79.
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Such a transnational approach helps
formulate more precisely the issue dwelt
upon in this article: musicology in the post-
Soviet Republic of Moldova in the angle
of the “cultural transfer” of Russia —
Moldova — Romania. A comparative view
of the three musical cultures immediately
places attention on various temporal
scales of the actual history of the art of
professional music which do not coincide
chronologically according to the start of
the development in each country, the level
of maturity, and the significance on an
international level. Analysis of interethnic
connections, undoubtedly, requires the
method and the approaches of “cultural
transfer.”

The Formation of Professional Musical
Culture in Moldova
Prior to Achieving Independence in 1991.
Moldova (Bessarabia)
as Part of the Russian Empire

In Russia the professional academic
musical culture asserted itself during the
last third of the 18th century and already
in the first half of the nineteenth century
with the birth of the first classic composers
Glinka and Dargomyzhsky, whose traditions
lay at the foundation of the subsequent
formation and artistic flourishing of the
music of the composers of the new Russian
school in the second half of the 19th and
the early 20th century (the composers of
the “Mighty Handful,” — Anton Rubinstein
— Tchaikovsky — Taneev — Glazunov —
Stravinsky — Scriabin — Rachmaninoff),
continued, in their turn, by their Soviet
successors — the 20th century classics.
Likewise, in the first half of the 19th century
Glinka’s contemporary Vladimir Odoevsky
with his critical and theoretical works on
the musical legacy of Russian composers

provided the beginning of Russian classical
musicology, which achieved a certain rise
in the time period from the 1860s to the
1880s in the activities of Vladimir Stasov,
Alexander Serov and Herman Laroche.
The significant events which determined
the beginning of professional musical
education in Russia are connected with
the establishment in 1859 of the Imperial
Russian Music Society (IRMS) and the
founding of the two major conservatories:
in St. Petersburg in 1862 (headed by Anton
Rubinstein) and in Moscow in 1866 (headed
by Nikolai Rubinstein). [1]

Up until the end of the 19th century in
Bessarabia (as Moldova was called prior to
1940), which was situated on the outskirts
of the Russian Empire, professional musical
education was virtually nonexistent,
but favorable conditions evolved for its
emergence, when with the opening of railway
communications between the cities of
Odessa, Kishinev (or Chisindu in Moldovan
and Romanian) and Jassy the connection
with the centers of Russia was inactivated.
The local musical life was illumined with
tours of some of the greatest performing
musicians: Henryk Wieniawski, Leopold
Auer, Feodor Chaliapin, Leonid Sobinov,
Sergei Rachmaninoff, Alexander Scriabin,
Anna Esipova and Alexander Siloti. In
1898 composer Vladimir Rebikov arrived in
Kishinev to establish the Kishinev Section
of the IRMS, the official inauguration of
which took place on February 24, 1899,
while starting from September 1 of that year
musical classes began being taught there.
The following year, on September 1 the
first music college was opened, of which
Rebikov was chosen to be the director. Upon
his personal invitation, graduates from the
Moscow and St. Petersburg Conservatories
came to Kishinev to teach there. Until
1918, the Kishinev Music College, which
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was funded by the directorate of the IRMS,
was considered to be one of the best in
Russia, and the musical instruction there
was carried out, obviously, in Russian. It
became the center of all of the musical life in
Bessarabia, having enlivened the concert life
with the help of local musicians and having
provided impulses for the development of
music criticism and journalism which was
abundantly represented in the local press.
After Rebikov’s departure from Kishinev the
directorate of the college underwent a certain
amount of difficulties of appointing a leader
until 1915, when upon the recommendation
of Mikhail Ippolitov-Ivanov the position of
director was taken up by Vasily Karmilov, a
graduate of the Moscow Conservatory, who
studied there as a vocalist.®

During the two decades between 1898
and 1918, the character of the musical
connections between Russia and Bessarabia
could be determined as a peaceful inner
“cultural transfer” aimed at the process
of building the art of professional music
within the boundaries of one state. In 1918
the geopolitical situation changed in a short
period of time, after the proclamation by
the Highest Representative Administration
of Romania (Sfatul Tarii) concerning the
unification of Bessarabia with Romania.
Thereby, the culture of Bessarabia, which
had been just formed on Russian soil and
had absorbed into itself the traditions of
the Russian musical classics, drastically
changed the vectors of its existence, having
found itself as a constituent part of another
state — the Kingdom of Romania.

Moldova as a Part
of the Kingdom of Romania

Compared to Russia, Romania was
a young state which emerged in 1862.
However, the original musical culture of
Romania had undergone development before
the emergence of statehood. At the sources
of Romanian musicology stood Dmitriy
Kantemir [ Dimitrie Cantemir] (1673—-1723)
— the hospodar (lord) of the Moldovan
Princedom, scientist, philosopher, historian,
as well as music theorist, ethnographer and
folklorist, who in the early 18th century had
his most important works on music theory,
musical ethnography and folklore studies
published. Beginning with the 1820s and
until the emergence of statehood, Romanian
musicology became celebrated as the result
of the publications of numerous folk music
compilations and didactic works by Gheorghe
Stefanescu, research works on music theory
and ethnography of Teodor Burada, and the
first serious research work on the theory and
practice of church music written by Anton
Pann. In the 1830s philharmonic societies
appeared in Bucharest (1833) and Jassy
(1836). In the 1860s the development of
musical culture in the recently formed state
inactivated at an extraordinary pace: in
1864, almost at the same time as in Russia,
the establishment of two conservatories took
place — in Bucharest and in Jassy; in 1868
the philharmonic society in Bucharest was
transformed into the National Philharmonic
Society; in 1869 Gheorghe Stefanescu
composed his First Symphony, while

¢ For more a detailed account of the beginning of professional musical education and performance
in Russian Bessarabia see: Mironenko E. S. Shtrikhi k portretu Vladimira Rebikova [Sketches to the
Portrait of Vladimir Rebikov]. Kompozitory “vtorogo ryada’ v istoriko-kul'turnom protsesse: sbornik statei
[Composers of the “Second Rate” in the Historical-Cultural Process: Compilation of Articles]. Moscow,

2010, pp. 202-216.
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Constantin Dumitrescu wrote his first
string quartets. Such an accelerated tempo
of development of the art of professional
music led to a qualified breakthrough in
the first decades of the 20th century — the
birth of the great classic of Romanian music
in the person of Gheorghe Enescu (1881-
1955), who revealed his multidisciplinary
talent in the art of composition, violin and
piano performance, orchestral conducting,
pedagogic and musical public activity.

In 1920 the Society of Romanian
Composers was founded (in 1949 it was
transformed into the Composers’ and
Musicologists’ Union of Romania), of
which Gheorghe Enescu was unanimously
chosen as the chairman, and the outstanding
ethnomusicologist Constantin Brailoiu — as
the executive secretary. In 1908 the leading
scholarly journal up to our time Muzica was
established; in 1913 Bela Bartok’s famous
collection From the Life of the Romanian
People was published, which opened up
the way to classical ethnomusicology. In
1921 a conservatory was opened up in
Clyj, and the same year the Opera Theater
of Bucharest was inaugurated with a
performance of Wagner’s opera Lohengrin
under the direction of Gheorghe Enescu.
All of these significant events initiated by
Enescu opened up the way for Romanian
music in Europe. That same era witnessed
an acceptance and acknowledgement of
Romanian musicology in Europe. As Laura
Vasiliu notes, “prior to World War II the
preferable field for musicology was folklore
studies based on Gheorghe Breazula’s
and Constantin  Brdiloiu’s  scholarly-
methodological principles. <...> With his
active musicological activities, which spread

out in Romania, Switzerland and Paris,
especially that which was connected with
research and dissemination of traditional
music, Brailoiu transformed regional folk
music studies into ethnomusicology.””
Having found itselfas part of the Kingdom
of Romania, after its unification with it, the
musical culture of the already Romanian
Bessarabia during the period from 1918 to
1940 underwent many transformations in
the structure of its entire musical-artistic life,
concentrated, as it was earlier in Kishinev
(or Chisinau, to use the Moldovan spelling).
The peculiarity of this period was that not
only the system of cultural interconnections
witnessed a change of the donor country, but
also the connections with Russian culture
were severed on an official state level, which
meant a complete closure of the boundaries
withthenew Soviet Russiaand the prohibition
of the Russian language. In these complex
conditions the greatest losses were suffered
by musical education. The directorate
of the IRMS, obviously, discontinued
subsidizing the celebrated music college.
Its energetic director Vasily Karmilov was
able to preserve the work of the college by
sheer enthusiasm, until this institution was
completely disbanded in 1930. The various
attempts to preserve the traditions of Russian
musical culture in Romanian Bessarabia are
expounded in greater detail in my article.
[2] The painful process of transition of the
Bessarabian intelligentsia from a Russian
onto a Romanian base was hardly of a
peaceful nature; this was a harsh “cultural
transfer,” but, nonetheless, it also had a large
number of positive sides having to do with
the immersion of Moldavian musicians into
a language milieu that was related to them

" Vasiliu L. Muzicologia si jurnalismul. lasi: Editura Artes, 2007. C. 44.
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historically and ethnically. And although
Chisindu was considered to be a province
of Romania, numerous musical activists
from the cultural centers Bucharest and
Jassy helped organize tours of outstanding
musicians in Bessarabia and even attempted
to establish three conservatories, which
worked sporadically in Chisindu until 1940
with instruction in Romanian, but for the
time being without the status of higher
education and without the specializations of
music theorist and musicologist.

The Moldavian Soviet Socialist Republic
as a Constituent Part of the USSR

The year 1940 brought about a new
geopolitical culbite, as the result of which
Romanian Bessarabia became a constituent
of a new country, the USSR on the rights
of the Moldavian Soviet Socialist Republic
(MSSR). This historical event turned the
vector of Moldavia’s “cultural transfer”
180 degrees, i.e., once again, a change of
the language of musical education and
of all of everyday life from Romanian to
Russian, once again the borders closed
down blocking any artistic or family-relative
connections with the “occupier country”
Romania. Having unexpectedly found itself
on the other side of the “iron curtain,” behind
which, incidentally, the entire population of
the USSR lived, and having encountered a
period of continuing Stalinist repressions,
Moldavian composers and musicologists
were isolated from the processes taking
place not only in the musical culture
of Western Europe, but also in nearby
Romania. Moldavian musical culture,
having found itself captive to ideological
and political pressure which dictated unified
principles of socialist realism and inner
internationalism, received, nonctheless, an
entire set of powerful contributions from
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the Soviet government: the first musical
higher education institution was founded —
namely, the Kishinev State Conservatory, in
which, along with instruction of performing
musicians, for the first time instruction of
students majoring in musicology began;
other institutions were founded, such as
the Moldavian Philharmonic Society, the
Evgeny Koka Central Music Ten-Grade
School, the Stefan Nagy Music College,
and the Moldavian Composers’ Union was
established with an entire special section
for musicologists. The Great Patriotic War
interrupted the process of formation of
professional musical education, which was
resumed immediately after the end of the
war.

The faculty of the aforementioned
educational institutions was formed from
a number of graduates of conservatories
in Moscow, Leningrad, Kiev, Odessa and,
somewhat later, in the Moscow-based
Gnesins’ Musical-Pedagogical Institute.
These same specialists comprised the core of
the musicological section of the Composers’
Union of Moldavia, and then also joined
the sector of musicology affiliated to the
Academy of Sciences of Moldavia. During
the 45 years of Soviet rule, the time of its
formation and development, musicology in
the republic achieved convincing results in
research of both academic music of Moldavian
composers and of folk music. They clearly
based themselves on the traditions formed in
the Russian, and, subsequently, in the Soviet
musical culture; i.e. in the centers (Moscow
and St. Petersburg) strategic problems were
solved, the general music history was written
there, most of the theoretical concepts were
created, the textbooks, methodological
manuals and programs of the main disciplines
were written — music history, music theory,
harmony, counterpoint, analysis of musical
compositions, and orchestration. In what
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connection, print, book and music editions
were submitted in an obligatory manner to
the libraries and bookstores of Kishinev.
At the same time, the aims of the local
musicologists — Lidia Axionova, Alexander
Abramovich, Gleb Ceaikovski-Meresanu,
Boris Kotlearov, Zinovi Stolear, Efim Tcaci,
Isolda Miliutina and Piotr Stoianov —
were researching solely Moldovan national
musical works. Their chief research works
were also published in the central publishing
houses of Moscow, St. Petersburg and Kiev
in Russian. In these same centers the best
graduates of the Kishinev-based higher
educational institution continued their
musicological education in post-graduate
programs and defended their dissertations.
The main positive effect of this was that
Moldavian  musicological  scholarship
and education relied upon a sturdy state-
sponsored material foundation. At the
same time, the fact that Soviet musicology
was applied with the adjective Marxist-
Leninist was no longer perceived seriously
by anybody. Those same representatives of
the musical intelligentsia who prior to 1940
completed their studies in conservatories
in Romania, Leipzig, Berlin, Belgium and
Switzerland did not present the chance of
doubting the Marxist-Leninist direction of
the scholarship and education, since in 1949
they became victims of mass deportation of
the Moldavian people into Siberia and the
steppes of Kazakhstan. From the present-day
perspective, during the fourand ahalfdecades
of the Soviet period, compositional work and
musicology traversed an interesting path,
developing in accelerated tempos. However,
notwithstanding the outer prosperity of the
flourishing of musical culture in “sunny
Moldavia,” it could not be considered to be
national in the genuine sense of this term,
since without its native language, in the
context of almost complete russification,

the forced separation for 50 years from
the ethnically relative culture of Romania,
and the overall Soviet political-ideological
diktat and complete “internationalism,” the
concept of national cultural identification
lost all its main reference points.

Academic Musical Culture and Musicology
in the Post-Soviet Republic of Moldova

The breakup of the USSR and the
gaining of independence by the Republic of
Moldova in 1991, the change of social and
geopolitical structure drastically altered the
entire existing paradigm, likewise exerting
a considerable amount of influence on the
development of Moldovan musicology.
The first decade of independence, which
also coincided with the final decade of the
20th century, passed in a state of emotional
intoxication from the entwinement of two
opposite world-perceptions. On the one
hand, the activists of the musical art and
education were in a state of joyful euphoria
because of the cessation of directives from
the center and the ideological pressure, the
opening of the borders with the countries
of Europe and America, and also, what was
especially important, with the neighboring
and ethnically related Romania. On the other
hand, reality turned out to be not in the least
the iridescent type. Once again, restrictions
appeared, but of a different variety, first of
all, the material type. The conservatories in
Russia ceased accepting prospective students
who previously studied their intended
disciplines, having been accepted from
the republic to study on a gratuitous basis.
During the first years of independence, there
were no post-graduate studies programs yet
at the conservatory, nor at any of the other
higher educational institutions. There had
not existed any sources or resources for
the study of general music history, nor any
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musical archives. It goes without saying
that from the early 1990s the dissemination
of new scholarly or tutorial musicological
literature from Russia ceased. In the Republic
of Moldova there were no newspapers or
journals devoted to music, and there still
are none, up to the present moment. This
provides an obstruction to the illumination
of the process of present-day musical
culture, but a special kind of privation is
suffered by the subject of musical criticism
and journalism; musicology students have
nowhere to publish their materials, or to
polish their skills.

At the Academy of Music, Theater and
Fine Arts there are absolutely no financial
means for trips to other countries for
scholarly  or  scholarly-methodological
work, and this leads to an informational
vacuum. Another important problem, which
has not lost its acuteness up to the present
day, is the language issue. This process of
switching from Russian to the state language
(Moldavian, or Romanian) has been taking
place during the course of many years. The
chief difficulties arise not because people
do not wish to learn it, but because when
using the new state language musicologists
must formulate their own theoretical basis.
With the switch from Cyrillic to the Latin
alphabet, the opportunity arose to derive
specific terminology from the musicology
of neighboring Romania, but that country
had seen the evolution of its own system
of musicological knowledge, which is not
always easy to adapt to our conditions. In
recent years, a new generation of enrollee
and student musicologists has appeared
who have no knowledge of the Russian
language at all, so upon the preparation of
course papers, diploma theses and Masters’
theses they are not equipped for studying or
referring to any of the newest research works
of Russian musicology, with the exception

of the individual cases when the academic
advisor himself or herself translates them
into Romanian.

Even though the aforementioned financial
and language problems have not been
solved fully and continue to recidivate with
their painful points up till now, Moldovan
musicology, according to the results of
the first two decades of the 21st century,
has made, in my opinion, a significant
evolutionary leap forward, the operant forces
of which have been served by two factors. The
first of them is connected with the scholarly
thesis that the art of musicology, as is any
art, 1s a self-sufficient and self-developing
system. The second factor lies in the role of
the talented charismatic personalities which
stand out as the catalyzers of progress. The
vanguard of Moldovan musicology has been
comprised by a group of such personalities
consisting of graduates of the Moscow State
P. 1. Tchaikovsky Conservatory and the
Gnesins’ Russian Music Academy.

The generally acknowledged and implicit
leader of this group was and remains to be
Viadimir Vyacheslavovich Axionov (1950—
2012), scholar and researcher, the founder
of the school of historical musicology in
Moldova, a brilliant pedagogue, a Doctor of
Arts (according to Moldovan nostrification:
Doctor Habilitat), public and administrative
figure. A graduate of the Moscow State P. L.
Tchaikovsky Conservatory, where he was a
student of Nadezhda Nikolaeva, he defended
his dissertation for the degree of Candidate
of Arts under her academic guidance on the
theme of Zapadnoyevropeyskaya simfoniya
1920—-1930-kh godov v svete stilesticheskikh
tendentsiy vremeni [The Western-European
Symphony of the 1920s and the 1930s in
Light of the Stylistic Tendencies of the Time].
In Moscow his first large scholarly essay
Simfoniya [ The Symphony] in the six-volume
edition Muzyka XX veka: ocherki [20th
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Century Music: Essays]| where he presented
himself as a coauthor, together with Mark
Aranovsky and Boris Yarustovsky (Moscow:
Muzyka, 1980). The scholar preserved his
steadfastinterestin the genre ofthe symphony
in subsequent years, which is testified
by his Doctoral dissertation Simfoniya v
sisteme zhanrov simfonicheskoi muzyki v
Moldove [The Symphony in the System of
Genres of Symphonic Music in Moldoval
(1992), two monographs® and dozens of
analytical articles about the symphonies
of the post-Soviet period. At the center of
Axionov’s artistic interests there were also
the issues of style and genre. His monograph
Tendinte stilistice in creatia componistica in
Republica Moldova (muzica instrumentala)
[The Stylistic Tendencies in Compositional
Creativity in the Republic of Moldova
(instrumental music)]’ and 260 scholarly
articles bear witness to the fact that he not
only brilliantly possessed the methods of
historical and theoretic musicology, but also
made use of the achievements of contiguous
humanitarian disciplines — sociology,
aesthetics, culturology and philosophy. His
extensive knowledge of the contemporary
musical culture of Europe and America
allowed him to evaluate in an objective
fashion the place and meaning of the musical
compositional legacy of the Republic of

Moldova in an international context. The
work of the researcher-musicologist was
inseparably combined in Axionov’s case
with the pedagogical process, which he held
in high standards, having been the academic
vice-president of the Academy of Music,
Theater and Fine Arts.

Unfortunately, with a hint of dedication
In memoriam we must give a summary the
productive contribution into Moldovan
musicology by another luminary — Galina
Vartanovna Kocharova [Cocearova], who
passed away on January 30, 2020."° She
dedicated 45 years of her life to service
to Moldovan and Russian musicology,
having arrived in Kishinev in 1974 and
started teaching at the Gavriil Musicescu
after having graduated with honors to
the Gnesins’ State Musical-Pedagogical
Institute and its post-graduate program. The
defense of the dissertation for the degree of
Candidate of Science (Arts) on the theme
of Polifonicheskaya priroda garmonii
D. D. Shostakovicha [ The Polyphonic Nature
of Dmitri Shostakovich’s Harmony] defined
Cocearova’s subsequent path as a venerable
researcher-theorist and philosopher-theorist
who realized herself brilliantly and in the
pedagogical activity of professor of the
Academy of Music, Theater and Fine Arts,
as well as her musicological activities.

8 Axionov V. V. Moldavskaya simfoniya: istoricheskaya evolyutsiya, raznovidnosti zhanra [The
Moldavian Symphony: Historical Evolution, the Varieties of the Genre]. Kishinev: Stiintsa, 1987. 126 p.;
Axionov V. V. Zhanry simfonicheskoi muzyki v Moldove (30-80-e gody XX veka) [The Genres of Symphonic
Music in Moldova (From the 1930s to the 1980s)]. Chisinau: Bulat Art Glob, 1998. 151 p.

®  Axionov V. V. Tendinte stilistice in creatia componisticd in Republica Moldova (muzica instrumentald).

Chisindu: Cartea Moldovei, 2006. 216 c.

10" A more extensive characterization of her activities is given in the article Mironenko: E. S. Vypuskniki

GMPI im. Gnesinykh — v avangarde muzykal'noi kul'tury Respubliki Moldova [The Graduates of the
Gnesins’ State Musical-Pedagogical Institute in the Vanguard of the Musical Culture of the Republic of
Moldova]. Muzykal'naya nauka v kontekste kul'tury: k 75-letiyu Rossiiskoi akademii muzyki imeni Gnesinykh
[Musical Scholarship in the Context of Culture: Towards the 75th Anniversary of the Gnesin Russian Academy
of Music]. Moscow: Gnesin Russian Academy of Music, 2018, pp. 45-55.
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Cocearova’s first textbook Harmony
published in Romanian in two volumes was
created by Cocearova in co-authorship with
Victoria Melnic.!' It is necessary to add that
the scale of Cocearova’s research works
impresses not only by its quantity (over 260
scholarly publications), monographs about
composer Zlata Tcac and conductor Boris
Miliutin,'” but also her attraction to the
most diverse musicological aspects, among
them, music theory and music history, styles
and genres, composers and folk music,
performing art, music and philosophy.
Notwithstanding the losses of outstanding
professionals, a recommendable high level
of Moldovan musicology continues to be
maintained by graduates of the leading
musical higher educational institutions of
Russia, thereby preserving and continuing
the best traditions of the traditional and
contemporary Russian academic school
of musicology, which has no equals in its
multidimensionality of the methodology of
research. By disseminating their knowledge
to the students of the Academy of Music,
Theater and Fine Arts, they enable the
continuous growth of the national musical
culture. Let us name these protagonists-
musicologists, graduates of the Moscow
State P. I. Tchaikovsky Conservatory and
the Gnesins’ State Musical-Pedagogical
College, who are presently professors of the
Academy of Music, Theater and Fine Arts:
Viktoriya Borisovna Melnik [Victoria
Melnic], a theorist and scholar, after
graduating from the Moscow State
Conservatory and the defense of her

dissertation under the guidance of Natalia
Simakova, she continues to study the research
aspects of counterpoint, harmony, analysis
of musical compositions, the methodology
of music scholarship and education, as well
as music performance; the editor-in-chief of
the annual compilations of scholarly articles
published at the Academy of Music, Theater
and Fine Arts and the rector of the Academy
of Music, Theater and Fine Arts.

Svetlana Viktorovna Tsirkunova
(Circunova), a theorist and scholar, defended
her dissertation under the guidance of
Evgeniy Nazaikinskii, the aspects of her
activities are connected with analysis of
musical form, genres and styles (after the
passing away of her husband Vladimir
Axionov, she is instructing his course of the
History and Theory of Musical Styles), as
well as with the history of Russian culture
in Bessarabia.

Elena Sergeevna Mironenko
[Mironenco], graduate of the Moscow State
P. I. Tchaikovsky, where she was a student
of Marina Sabinina, presently a Doctor
Habilitat of Art History at the Academy of
Music, Theater and Fine Arts; she teaches the
courses of History of Russian and Former
Soviet Music, the Issues of Contemporary
Musicology, and Topical Issues of National
Music. She is the author of four monographs
(Harmony of the Spheres: the Musical
Output of Composer Ghennadie Ciobanu
written in Romanian; Kompozitor Viadimir
Rotaru [Composer Vladimir Rotaru] in
Russian; Gheorghe Mustea: a Musical
Profile in Romanian, with Valeria Seican

' Cocearova G. V., Melnic V. B. Armonia: Istoria armoniei. Chigsindu: Museum, 2003. 344 c.;
Cocearova G. V., Melnic V. B. Armonia: Teoria armoniei. Chisindu: Museum, 2001. 219 c.

12 Cocearova G. V. Zlata Tkach. Sud'ba i tvorchestvo [ Zlata Tcac. Destiny and Artistry]. Chisindu: Pontos,
2000. 240 p.; Cocearova G. V., Miliutina 1. Boris Miliutin: k 100-letiyu so dnya rozhdeniya [ Boris Miliutin:
Towards the Centennial Anniversary of his Birth]. Israel: Beit Nelly Media, 2015.
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as coauthor; Kompozitorskoye tvorchestvo
v Respublike Moldova na rubezhe XX—XXI
vekov (instrumental’nye zhanry, muzykal'nyi
teatr) [Compositional Creativity in the
Republic of Moldova at the Turn of the 20th
and 21st Centuries (Instrumental Genres,
Musical Theater)] in Russian) and 195
articles, as 1s reflected in the book Elena
Mironenco. Biobibliografie."

Irina Evgenievna Chobanu-Sukhomlin
[Ciobanu-Suhomlin],"* graduate of the
Gnesins’ State Musical-Pedagogical
Institute, defended her dissertation on
the subject of Tehnika izoritmii v ee
istoricheskom razvitii [The Technique of
Isorhythm in its Historical Development]
(Yuliya Evdokimova, academic adviser).
Two monographs, 85 scholarly articles in
compilations and musical encyclopedias,
methodological tutorial manuals, a
Russian-Romanian and a Romanian-
Russian dictionary of contrapuntal terms
and meanings testify of the universality of
her research interests: musical Byzantine
studies and post-Byzantine studies, the
contemporary national culture of Moldova,
religious sacred music, medieval and
Renaissance European music, counterpoint,
music theory systems; chairwoman of the
academic council of Academy of Music,
Theater and Fine Arts.

Gennady  Alexandrovich  Chobanu
[Ciobanu]," a graduate of the Gnesins’ State
Musical-Pedagogical Institute, the leading
composer of contemporary Moldova and

professor of composition; he complemented
his many awards and titles by the competent
title of musicologist by his brilliant defense
of his doctoral dissertation (with Victoria
Melnic as his academic adviser). The theme
of the dissertation 1is: Semanticheskoe
pole skripichnoi intonatsii v kontekste
obshchikh problem Kontserta dlya skripki
i simfonicheskogo orchestra ‘Momente’
Gennadiya Chobanu [The Semantic Field
of the Violin Intonation in the Context of
the General Issues of Ghennadie Ciobanu's
Concerto for Violin and Symphony Orchestra
‘Momente.’]

In addition to that, the post-
graduate program of the Moscow State
P. I. Tchaikovsky was also completed
by: Viktoriya Viadimirovna Tkachenko
[Tcacenko], who also defended the
dissertation on the issues of the genre of
rock-opera (with Mikhail Tarakanov as the
academic advisor); she is a faculty member
of the Academy of Music, Theater and
Fine Arts, where she teaches the courses of
Musical management and History of Popular
and Jazz Music, on the basis of which the first
textbook in Romanian has been published;
she is the chairwoman of the Section for
European Integration and Academic Mobility.

Tatiana Nikolaevna Berezovikova,
musicologist and music theorist, Doctor of
Arts, she studied with Marina Skrebkova-
Filatova at the post-graduate program
of the Moscow State P. 1. Tchaikovsky
Conservatory; her research interests are

13 Mironenco E. Biobibliografie. Red. stiintifici V. Melnic, 1. Ciobanu-Suhomlin. Chisindu: Valinex SRL,

2017. 186 p.

4" An unfolded characterization of Irina Ciobanu-Suhomlin’s musical activities is contained in the article:
Mironenco E. S. Vypuskniki GMPI im. Gnesinykh — v avangarde muzykal'noy kul'tury Respubliki Moldova
[The Graduates of the Gnesins’ State Musical-Pedagogical Institute in the Vanguard of the Musical Culture

of the Republic of Moldova]... Op. cit.
15 For detailed characterization see: Ibid.
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concentrated on the study of the musical
genres of the instrumental suite and the
sonata in the works of 20th century Moldovan
composers; she is the longtime academic
pro-rector of the Academy of Music, Theater
and Fine Arts.

With the opening of the post-graduate
program (the Moldovan variant is that of
the Doctoral program) and the specialized
academic board for the defense of
dissertations for the degree of Candidate
(the Moldovan variant is that of Doctor) of
Art Studies, already several dozens of young
Moldovan musicologists defended their
dissertations under the academic guidance
of the aforementioned professionals. In
addition to that, a substantial amount
of monographs has been published, the
publication of compilations of scholarly
research works on music has been organized
at the Academy of Music, Theater and Fine
Arts twice a year; academic conferences are
regularly organized, for the most part, of a
national scale, to which participants from
other countries are invited regularly, who
pay their expenses themselves.

On the thematic map of musicological
research in the former Soviet Republic of
Moldova several basic directions stand out.

One of the most top-priority directions is
that of folk music studies. The discovery and
the study of the richest stocks of Romanian
folk music, and also direct artistic contacts
with Romanian musicians helped the titular
ethnic group of Moldova perceive anew the
value and the beauty of the folk music of the
Moldovan-Romanian region on a profound
level of its originality. Thus, in Moldova the

realization of a remarkable phenomenon took
place — the generic immanent intergrowth
in folk music of Eastern and Western
traditions, the synthesis of which reflects the
unique ethno-cultural individuality of the
Moldovans and the Romanians. As a result,
new folklore studies and ethnomusicology in
Romanian has appeared and is successfully
being developed, examples of which are
severed, first of all, by three monographs
of Doctor of Arts Victor Ghilas!® research
works and articles by Svetlana Badrajan,
Diana Bunea and Vasily Kiselita.

Whereas folk music studies have been
reevaluated, the sacred Orthodox Christian
music of Moldova, which had not received
any development during the Soviet period,
was only beginning to be opened up for
performance and inclusion into the common
practice of musicology because of the
familiarization with the scalar fund of
musical Byzantine studies.

The greatest capacity of musicological
hypertext is comprised by the music of
contemporary composers of Moldova
and, frequently, those of Romania. The
monographs and scholarly articles written by
musicologists, diploma theses and masters’
theses, as well as dissertations written in
Romanian and Russian are devoted to analysis
of their composers. Basing predominantly
on a methodology of historical-theoretical
analysis, they elaborate the issues of genre
and style, new techniques of compositional
writing, individual authorial projects which
fit into the new and the newest music of
the meta-stylistic space of the postmodern
age. National traditions as a binding and

16 Ghilas V. N. Dmitrie Cantemir — Muziceanul: in contextual culturii universale. Chisinau: Grafema
Libris, 2015. 496 p.; Ghilas V. N. Muzica etnica: traditie si valoare. Chisinau: Grafema Libris, 2007. 296 p.;
Ghilas V. N. Timbrul in muzica instrumental de ansamblu. Chisinau: SeArec-Com, 2001. 320 p.
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a determining constant of musical culture
are preserved and developed in a worthy
manner, their forms and types of inspiration
being changed in correspondence with
the circumstances. It is gratifying that the
postmodern era, while allowing the merging
of various language and poetics, has also
turned out to be convenient for reflecting
autochthonal artistic work.

The established tight artistic contacts
with  professional compositional and
musicological work in Romania has made it
possible to find out about and acknowledge
its high professional level, which was
enabled by constant cultural interactions of
the Romanian intelligentsia with Western
European countries during the entire
20th century. In 21st century Romanian
musicology a considerable amount of
peculiar significance, along with analysis of
compositional work, is assumed by authorial
research works connected with philosophical
substantiation of the discipline of musicology
and the phenomenon of music proper. They
provide the impulse for new methodological
strategies. | shall turn my attention to the
following: Nicolae Brindus — Music is
a transdisciplinary object, musicology is
the object of music (and not the other way
around);'” Corneliu Dan Georgescu —
Research works of musical archetypes;'®
Oleg Garaz — The cards, labyrinths and
gardens of musicology, Musicological
exercises, Cioran and the music of natural
elements,"” etc.

The interest in the elaboration of the issues
of musicology as a discipline brings the
Romanian musicologists close to the Russian
ones. In the 21st century musicological
research works in the Republic of Moldova
are concentrated predominantly on aspects
of contemporary music compositional
creativity and folk music studies. [3; 4;
5;6; 7]

In our research of the musicology
of Moldova we arrive at the conclusion
that while the country existed within the
boundaries of other states, the types of
“cultural transfer,” as follows from the
content of the article, had been more or less
determined: the inner peaceful or the inner
aggressive, depending on the “donor” of
the culture. After Moldova gained its long
awaited-for independence, the country also
acquired the happy possibility to become the
recipient of two historical contributors to an
equal degree, developing its independent
musical culture while following the best
traditions of both Russia and Romania. But
so far, this has not been happening. In the
real state of affairs Moldovan musicology
is maintaining its existence in a state of
a hazy variety of “post-cultural transfer.”
So, what are the problems which prevent
setting up a peaceful and effectual process of
transcultural interconnections of Moldova
with Russia, Romania and other countries?
Let us highlight the chief ones:

1. The gradual loss of the accumulated
traditions of traditional and modern Russian

17 Brindus N. Muzica — obiect transdisciplinary. Muzica. 2015. Nr. 1-2, 5; 2016. Nr. 2,4, 5; 2017. Nr. 2;
Brindus N. Muzicologie — obiect al muzicii (si nu invers). Muzica. 2019. Nr. 1.

18 Georgescu C. D. Studiul arhetipurilor muzicale. Muzica. 2015. Nr. 5.

19 Garaz O. 1. Hartile, labirinturile si gradinile muzicologiei. Muzica. 2015. Nr. 6. Garaz O. L. Exercitii de
muzicologie. Cluj-Napoca: MediaMusica, 2014. 368 p.; Garaz O. 1. Emil Cioran si muzica elementelor naturale.
URL: https://www.academia.edu/12369822/Emil_Cioran_%C5%9Fi_muzica_elementelor naturale

(accessed: 20.01.2023).
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musicology on account of the pre-pensionary
and pensionary ages of the representatives
of the musicological avant-garde.

2. The 1ssue of the functioning of
languages, including the migrating name of
the state language and the lack of the legal
status on the part of the Russian language.

3. The geopolitical “swing” of the power
structures of independent Moldova, which
have become dependent on the European
Union.

4. The present economic poverty and lack
of any real state support of culture, which
provokes a dangerous flow of specialists

of musical profile out of the country.

As the author of this article, I, who
has given over half a century of my life
to the musical culture and musicology
of Moldova, realize that the indicated
number of problems requires titanic efforts
for overcoming them, nonetheless, with a
sense of cautious optimism [ foresee that
musicology in the Republic of Moldova will
be able to preserve and multiply the already
accumulated best traditions by virtue of the
fact that the art of musicology, as is any art,
is a system that is self-sufficient and self-
developing.
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Abstract. The article presents the field of musicological research, which was designated
as “liturgical musicology” in the famous monograph by Ivan Gardner Liturgical Singing of the
Russian Orthodox Church. The author provides various variants of the name of the object of study
of liturgical musicology and emphasizes the development of research-related interest in the music
of the Orthodox Church in its different regions. In a broad sense, “liturgical musicology” signifies
musicological research in the field of the liturgical (church) chanting practice and liturgical (church)
singing. In a narrow sense, this definition is interpreted as musicology the object of study of which is
formed by musically sounded out (chanted) church (liturgical) canonical texts. The article presents
an interpretation of the concept of “liturgical musicology” as a method of research, and also
describes the operations of its application. Among the large number of research works by scholars
in Russia and other countries, liturgical musicology is most vividly represented by the study of Ivan
Gardner and the collective works of The Knight of Cantorial Ministry, Father Matthew (Mormyl)
and Archpriest Michael Fortunato. Spiritual Testament.

The article examines a number of research works devoted to the study of the Belarusian
liturgical singing practice of the Orthodox Christian tradition and presents a retrospective analysis
of the development of Belarusian liturgical musicology. Russian and Soviet researchers laid the
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foundation of Belarusian liturgical musicology in the 19th and 20th centuries. They systematized
the available historical and archaeological information about church singing in the Kiev Church
Metropolis and provided characterization to Belarusian (Lithuanian) church music manuscripts.
Present-day Belarusian scholars have reconstructed the history of the development of the national
liturgical singing practice formed on the basis of the intonational reinterpretation of the Byzantine,
folksong, Polish-Latin and Russian traditions; they have demonstrated its intonational independence
and ethnic identity which is determined by the peculiarities of pronunciation of the consonants and
the prosody of the sung text. The article provides characterization to the regional peculiarities of
the liturgical singing practice and its influence on the formation of personality and examines the
individual stylistic features of the musical work of cantorial and church composers which contribute
to the diversity of the aural element of church worship. The author analyzes the works of Belarusian
scholars in the context of the liturgical musicological method of research.

Keywords: liturgical musicology, the musical art of the Orthodox Church, Belarusian singing
practice of the Orthodox Christian tradition
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Annomayua. B crarbe mpejcTaBlieHa O0JACTh MY3BIKOBEUECKOIO HCCIENOBaHUs, KOTOpas
B 3HamMeHHUTON MoHorpaduu Msana T'apanepa «borociy:xeOHOe NeHHE PYCCKOM MpaBOCIaBHON
LEPKBI» ObLy1a OTIpeiesieHa KaK «JIUTYPrudeCcKOe My3bIKOBEIEHUEY . ABTOP IPUBOIUT pa3HOOOpa3HbIE
BapHaHThl HAUMEHOBaHUS 00BEKTa UCCIIE0BAHNUS JIUTYPrUU€CKOTO MY3bIKOBEICHHUSI ¥ TOAUYEPKUBAET
pa3BUTHE MHCCIIEIOBATEIbCKOIO HMHTEpPEca K MY3BIKaJIbLHOMY HCKYCCTBY IPaBOCJIaBHON LEPKBU
B pa3HbIX €€ peruoHax. B IIMPOKOM NMOHMMaHUU WIUTYPrHY€CKOe MY3BIKOBEICHHE» 0003HauaeT
MY3bIKOBEITUECKHE HCCICAOBAHUS B 00JIACTH JHUTYypTHUYECKOil (OorocimyxeOHOW) MeBUYECKOM
MPAKTUKU, WU OOTOCITYKeOHOTO (IIEPKOBHOTO) TEeHHUsA. B y3koM 3HaueHUW 3Ta AePUHUIUA
TOJIKYETCsI KaK MY3bIKOBE/IEHUE, IPEAMETOM U3YUEHHSI KOTOPOTO SIBJISIETCSI My3bIKaJIbHO 03BYYEHHBIN
(pacneThlil) OGorocay eOHbI (JIMTYpruyecKkuil) KaHOHMYECKUil TeKCT. B crarhe mpezacraBieHa
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TPAKTOBKA MOHATUS «JIUTYPTUUECKOE MY3bIKOBEJCHHE» B KaU€CTBE METO/a UCCIIEIOBAHUS, a TAKXKE
OXapaKTEepHU30BaHbl orepanuu ero mnpuMeHeHus. Cpenu OONBIIOrO KOJUYECTBA MCCIEI0BAaHUMN
pOCCHICKHUX U 3apyOexKHBIX aBTOPOB HanOoJIe€e IPKO JIUTYPruueCcKoe My3bIKOBEICHHE MTPEICTABICHO
uccnenopanueM MBana ['apaHepa M KOJUIEKTMBHBIMU TpyAaMH «PbIllapb PEreHTCKOTO CIIy>KEHUs
orer; Mardeii (Mopmbutb)» u «IIporouepeit Muxann @oprynaro. J[yXOBHOE 3aBEIIaHUEY.

Cratbsi penpe3eHTHpyeT pPalOOThl, MOCBSIIEHHBIE H3YYEHUIO OEIOPYCCKOM JIUTYpPrudeckon
MIEBYECKOM MPAKTUKU TMPAaBOCIABHOW TpPAaaULUU, U TPEACTABISAET PETPOCIEKTUBHBIN aHaIu3
pa3BUTHS OETTOPYCCKOT0 JUTYPrudeCcKOro My3blkoBeieHus. Poccuiickue 1 coBeTCKHE UCClIe0BaTeNN
3aNTOKWITH (PYHAAMEHT OCIIOPYCCKOTO JIMTYprudeckoro mysbikoBeneHuss B XIX—XX Bekax. OHu
CUCTEMAaTU3UPOBAIIN UCTOPUUYECKUE U aPXEOJIOTMUECKUE CBEJICHHS O LIEPKOBHOM IeHuu B Kuenckoit
MUTPOIIOJINH, OXapaKTepU30BaIl OelopyccKue (JIMTOBCKHUE) MeBueckue pykonucu. CoBpeMeHHbIE
Oenmopycckue Y4E€HBIE PEKOHCTPYHPOBAIM HCTOPHIO PA3BUTHS HAMOHAIBHOW JIMTYPrHYECKON
MIEBYECKOM MPAKTUKHU, CHOPMHUPOBABLIYIOCS HAa OCHOBE HMHTOHAI[MOHHOIO MEPEOCMBICICHUS
BU3AaHTUINCKOM, HAPOIHO-NIECEHHOM, IOJbCKO-JIATUHCKOM M POCCUHCKOM TpaauLU{; BbIIBWIN
e€ MHTOHALIMOHHYIO CaMOCTOSATENbHOCTh M 3THUYECKYI0 CAMOOBITHOCTb, YTO OIPEAEISAETCS
OCOOEHHOCTSIMU MPOU3HOILLIEHUS COINIACHBIX M ITPOCOINHU MPOINEBAEMOI0 TEKCTA; OXapaKTEPU30BaIN
e€ peruoHaabHble 0COOEHHOCTH U BIUSHUE HA CTAHOBJIEHHUE JTMYHOCTH; PACKPbUIN HHANBHUAYaJIbHbIE
CTHJIEBBIE YEPThl PETEHTCKOTO U IIEPKOBHOTO KOMIO3UTOPCKOIO TBOPYECTBA, CHOCOOCTBYIOLIUE
pa3HOOOpa3uI0 ayAMaJIBbHOTO psjia OOrociykXeHus. ABTOp aHAJIW3UPYET pabOThl OEIOPYCCKHUX
Y4EHBIX B KOHTEKCTE JINTYPrUUY€CKOTO MY3bIKOBETUECKOTO METO/1a UCCIIEAOBAHUSI.

Kniouesvie cnoea: nUTypruueckoe My3bIKOBEJIEHUE, MY3bIKaIbHOE HCKYCCTBO IMPaBOCIIABHOMN
LIEpKBH, OejopyccKas eBuyecKasi MpakTUKa IpaBoCIaBHOM TpaJuLIuu

Jna yumuposanusa: I'ycroBa-Pyniio JI. A. Jlurypruueckoe my3bikoBenenue B benapycu: pro et
contra // IIpo6Gnembr My3bikanbHON Hayku / Music Scholarship. 2023. Ne 1. C. 157-167. (Ha anrn.
a3.) DOI: 10.56620/2782-3598.2023.1.157-167

he subject of the study of liturgical At the present time the practice of

musicology is Orthodox Christian liturgical singing is studied primarily by

liturgical singing (Ivan Gardner, medievalists, who disclose in early chant
Germany; Vladimir Martynov, Russia), or manuscripts a variety of new research issues
church singing (the Russian researchers from — different editions of hymnographic texts
the 19th and 20th centuries), liturgical church  in the church chant books of the Russian
practice (Larisa Gustova-Rutso, Belarus), Old-Believers (Tatiana Kazantseva), [1]
Orthodox Christian singing (Father Mikhail the correlation of separate utterances of the
Fortunato, Great Britain — France), and the  hymnographic musical text and the signs
church singing practice (Father Alexander of unstaffed notation (Irina Gerasimova,
Kedrov, France). The development of the Nina Zakharyina, Nadezhda Shchepkina),
basic research vocabulary during the course  [2] the stylistic specificity of the art of
of over a hundred years presents one of the early Russian church singing (Tatiana
testimonies of the undying interest in the Vladyshevskaya, Galina Pozhidayeva),
musical culture of the Orthodox Church [3; 4] the intonational integrity of separate
in the various geographical regions of its lines of chant music and the sources of
predominance and the relevance of the separate texts from the practice of non-
present work. liturgical (tutorial) church singing (Natalia
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Seryogina), [5] as well as variant readings
and discrepancies in the manuscript music
theory codices (Zivar Guseynova). [6] In
addition, some researchers, making use
of contemporary methods of music theory
analysis, study the relevant versions of the
pitch structure of the contemporary church
music polyphony (Tatiana Starostina), [7]
and also contemplate about the reception of
the liturgical musical tradition in composers’
original works (Tatiana Mdivani, Natalia
Gulyanitskaya and many others). This type
of research is of musicological and source
studies character, although some scholars
emphasize the pertaining of their work to
the field of liturgical musicology. [8]

The  conception of  “liturgical
musicology” signifies, in the broad sense
of the term, musicological research in the
field of liturgical (church service) singing
practice, or liturgical church singing.
In a narrow meaning of the word, the
concept “liturgical musicology” means
musicology the object of studies of which
is the musically sounded (chanted) church
(liturgical) canonic text.

The conception “liturgical musicology”
was first applied by Ivan Gardner in his work
Bogosluzhebnoe penie russkoi pravoslavnoi
tserkvi [Liturgical Singing of the Russian
Orthodox Church],' explaining it by the fact
that church singing, or the liturgical church
practice comprises a form of church service.
According to Gardner, the foundations of
Russian liturgical musicology were laid
by Archpriest Dmitri Razumovsky and
further developed by Stepan Smolensky,
Vasily Metallov, Antonin Preobrazhensky,

Archpriest loann Voznesensky, Nikolai
Uspensky and Maksim Brazhnikov.? An
attempt (albeit, an ambiguous one) to unify
together liturgical musicology and theology
was made by Martynov.** At the end of
the 20th century and the first quarter of the
21st century a large amount of research was
carried out by musicologists in Russia and
other countries in the sphere of liturgical
singing, however, we shall highlight those
works which correspond to the conception of
“liturgical musicology.” In our view, it is the
book Rytsar' regentskogo sluzheniya otets
Matfei (Mormyl') [The Knight of Cantorial
Service Father Matfey (Mormyl)],* created
upon the initiative of Nikolai Denisov
and Archdeacon Nikolai Filatov, as well
as the book and articles of Father Mikhail
Fortunato.*

In 2020 Denisov
interpretation of the conception of
“liturgical musicology,” not only as an
indication of the field of research, but
also as a method of research, which when
a researcher applies it, he must carry out
the following operations (analyzing the
musical compositions which comprise the
repertoire of the liturgical singing practice):
1) to disclose the theological content of
the church service (or of a part of it);
2) to elicit the quality of actualization of this
theological content in music; 3) to present a
characterization of the interpretation of this
musical composition from the point of view
of theological content. This methodological
requirement is to a certain degree met
only by Gardner’s research work and the
analytical musicological sections of the

suggested  the

' Gardner 1. A. Bogosluzhebnoe penie russkoi pravoslavnoi tserkvi [Liturgical Singing of the Russian
Orthodox Church]: in 2 volumes. Sergiev Posad: Moskovskaya dukhovnaya akademiya, 1998. Vol. 1. P. 16.

2 Ibid., pp. 22-23.

3 Here and onwards asterisks mark out the publications and authors whose data are presented in the
bibliographical list placed at the end of the article. The list is compiled in alphabetical order.
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aforementioned book Rytsar' regentskogo
sluzheniya otets Matfei (Mormyl') [The
Knight of Cantorial Service Father Matfey
(Mormyl)].

The foundation of the development of
Belarusian liturgical musicology was laid by
Russian, Soviet and Ukrainian researchers
Ioann Voznesensky, Dimitri Razumovsky,
Vasily Metallov, Antonin Preobrazhensky,
Vukol Udolinsky, Yuri Keldysh, Natalya
Seregina, Vladimir Protopopov, Maksim
Brazhnikov, Anatoly Konotop, Yuri
Yasinovsky and Elena Shevchuk.

Voznesensky, after comparing Byzantine
and Belarusian (Polish-Lithuanian) church
music manuscripts, demonstrated the
peculiarities of their verbal and musical texts;
Razumovsky presented a characterization of
the five-line notation and the partesny style of
singing which were formed in the Belarusian
oecumene, Undolsky systematized
archeological data about church singing in
the Kiev Church Metropolis. Metallov and
Preobrazhensky demonstrated and disclosed
the role of Belarusian church fraternities in
the development of the five-lined notation
and the partesny singing. It must be noted
that Russian researchers traditionally
attributed Belarusian landmarks of church
singing to the southwestern Russian tradition
of church singing, which is connected not
only with the genetic connection between
the Russian and the Belarusian liturgical
singing, but also with the perception by the
Russian society of the 9th and 10th centuries

AD of Belarusian lands within the Western
region of Rus.*

Keldysh, studying the genesis of the
canticle in Russian musical culture indicated
its Polish-Belarusian origins.’> Paleographic
research of the Belarusian heirmologions
carried out by Konotop, Yasinovsky and
Shevchuk were conducive to the study
of national song traditions of the Eastern
(Byzantine) rite.® Seregina brought into
scholarly use examples of early Belarusian
hymnography — the sticheron of the time
period from the 12th to the 17th centuries
consisting of prayer texts addressed to the
reverend Evfrosiniya Polotskaya.” Ukrainian
historian Andrei Khoinatsky* demonstrated
the variability of the Orthodox Christian
liturgical church singing practice in the
conditions of the Greek-Catholic rite.

The definition of “Belarusian” in relation
to the liturgical singing practice or its
artefacts testifies not only of the regional
belonging of any particular manuscript of
church music, but also of the presence in the
performance practice of intonational national
coloration connected with the particularities
of the pronunciation of the consonants and
the prosody of the sung text.

The presence of the national element
in the practice of Eastern Slavic Orthodox
Christian liturgical church singing was
noticed for the first time (in 1953) by
Belarusian composer Nikolai Kulikovich
(Kulikovich-Shcheglov). In 1964 British
researcher Grigorii Pikhura (Guy Picardo),?

4 Gustova-Runtso L. A. Pravoslavnaya pevcheskaya praktika Belarusi (tipologiya i ispolnitel'skie stili):
monografiya [ The Orthodox Christian Church Singing Practice of Belarus (the Typology and Performance

Styles): Monograph]. Minsk: BGUKI, 2018. P. 20.
5 TIbid., pp. 20-21.
¢ Ibid. P. 28.
7 Ibid. P. 21.

¥ Guy Picardo had his works about Belarusian church music published under the pseudonym of Grigorii

Pikhura (G. Pikhura).
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basing himself on the works of Razumovsky,
Voznesensky and Preobrazhensky, and
also relying on his own analysis of church
music manuscripts from the Francis Skaryna
Belarusian Library and Museum in London,
expounded the historical path of development
of the Belarusian Orthodox Christian
liturgical church singing practice, asserting
the independence of its intonational tradition
and indicating the territory of contemporary
Belarus, Lithuania and eastern Poland as the
place of its existence. The ethnic originality
of the practice of Belarusian liturgical church
singing confirms the presence in it of original
chants, which has been shown in the research
works of Konotop and Picardo (Pikhura).’
In Belarusian scholarship the interest
in church service music appeared only in
the late 20th and early 21st centuries. And
the reason for the neglect of this sphere of
research lies not only in the well-known
vector of the Soviet ideological policy, but
also in the fact that in the late 20th century
the subject-matter diktat in the sphere
scholarly research was withdrawn or eased.
By no means unimportant is the fact that
the BSSR (Belorussian Soviet Socialist
Republic)'® was designated as a zone of
heightened atheistic propaganda, which was
why Belarusian researchers were especially
indifferent to the liturgical culture.

 Gustova-Runtso L. A. Op. cit., pp. 21-22.

The “first portent,” which opened up
in Belarusian musicology the problem
range of Orthodox Christian church
singing practice was the research work of
folklorist musicologist Larisa Kostyukovets
Kantovayakul'turav Belorussii| The Canticle
Culture of Belorussia]," published in 1975.
This book opened up the peculiarities of the
historical development of the non-liturgical
(everyday) Belarusian Orthodox Christian
church singing practice.!? Kostyukovets
asserted the idea of the ethnic originality of
the Belarusian Orthodox Christian church
singing practice, which became central in
the field of research of Belarusian art studies.

After the laxation of the ideological
pressing in 1988.!* not only the liturgical
church singing performance practice was
revived (professional musicians began
joining the congregational clergy choirs),
but also composers’ original liturgical
compositions began to be written, as well.
With the appearance of new chants set to
canonic texts of the church (the Orthodox
Christian, as well as the Catholic), they
too underwent musicological research (in
the form of musicological articles, diploma
theses and course papers written by students
of the Belarusian conservatory).

The Orthodox Christian church singing
practice as a phenomenon of the Belarusian

10 The article makes use of different variants of the name of Belarus: during the Soviet era the republic
was called the Belorussian Soviet Socialist Republic (BSSR), or Belorussia; presently the country is called
the Republic of Belarus, or simply Belarus. We label as Belorussian the territory inhabited predominantly by
Belarusians, — contemporary Belarus and the area around Bialystok in Poland. The spellings proper for their

time periods are used accordingly.

' The monograph Kantovaya kul'tura v Belorussii [The Canticle Culture of Belorussia] contains the
material of Larisa Kostyukovets’s dissertation for the degree of Candidate of Arts, which she defended at the

Moscow Conservatory in 1978.

12 Larisa Kostyukovets worked under the guidance of Anna Rudneva, which inspired her pupil with
paleographic research of manuscripts of church music artifacts.
13 The year 1988 marked the 1000th anniversary of the Baptism of Rus.
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national musical culture was previously
presented by the author of this article (in
2001)."* For the first time a theoretical
reconstruction of the history of the
development of the Belarusian Orthodox
Christian musical culture was undertaken.'
The leading component of the Orthodox
Christian church singing practice is its
liturgical constituent, whereas the pervasive
and determinant element is expressed by
liturgical singing, which presents a specific
paradigm of musical culture, an element
of Orthodox Christian church service, and
carries out certain functional goals.
Present-day Belarusian musicologists
study, first of all, the Orthodox Christian
church singing tradition. The national
conception of the Belarusian Orthodox
Christian church singing was disclosed in a
consistent manner by Larisa Kostyukovets,
Irina Zhukovskaya, and Elena Sakovich on
the basis of paleographic research works of
manuscriptcompilations of Belarusian church
singing specimens. Kostyukovets* presented
a characterization of the stylistic features
of the Znamenny chant of the early canonic
Belarusian Orthodox Christian liturgical
church singing practice; Zhukovskaya*
revealed the genetic connection between the
musical lexis of the Belarusian staff-notated
irmola with the thetas and the melodic lines
of the Znamenny chants and disclosed the
connection between the verbal and the musical

liturgical text with the techniques from the
field of rhetorics. Elena Sakovich* proposed
the version of the priority of the Belarusian
Supras$l chant over the Kiev chant, which in
our view is erroneous. The first brethren of
the Suprasl Monastery, which was founded
in 1498'¢ — the Kiev Pechersk monks —
brought the stable Kiev Pechersk tradition'’
to the Belarusian monastery. This historical
fact refutes Sakovich’s hypothesis.

The Belarusian Orthodox Christian
church singing practice is multicultural: its
original features were formed because of the
intonational reinterpretation of the primary
source of Byzantine church music and the
indirect influence of the folksong tradition;'®
within the framework of the Greek-Catholic
liturgical culture (in the 18th century) a
synthesis of the Eastern (Byzantine and early
Russian) and Western (Polish-Latin) stylistic
traditions was formed. In the conditions of
the attempt to join together the Orthodox
Christian and the Catholic churches which
took place in Eastern Europe in the 16th and
17th centuries, the church singing tradition
underwent the process of Europeanisation
and folklorization, on the one hand, while,
on the other hand, it was conducive to the
conservation of separate stylistic elements
of the early Belarusian liturgical singing,
which were preserved up to the end of
the 19th century. The synthesis of the
musical intonations in the earliest chants

4 In 2001 Larisa Gustova defended her dissertation for the degree of Candidate of Arts on the subject of
Muzykal'no-pevcheskaya kul'tura pravoslavnoi tserkvi Belarusi [The Musical Church Singing Culture of the

Orthodox Christian Church of Belarus].
15 Gustova-Runtso L. A. Op. cit.

' The Suprasl monastery was founded by the Novogrud army commander and marshal of the Grand

Duchy of Lithuania Aleksander Chodkiewicz.

17 Gustova L. A. Tserkovnoe penie. Belorusskaya pevcheskaya kul'tura pravoslavnoi traditsii [Church
Singing. Belarusian Singing Culture of the Orthodox Tradition]. Minsk: Harvest, 2013. 224 p.
18 Gustova-Runtso L. A. Pravoslavnaya pevcheskaya praktika Belarusi..., pp. 88-95.
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of the Belarusian liturgical church singing
practice is of great interest for Belarusian
musicologists Natalia Dozhina,* Tamara
Likhach,* and Lyubov Shpakovskaya.*

The Belarusian Orthodox Christian
church singing practice presents a multifold
phenomenon. Its typical features and stylistic
originality are testified by the church vocal
music compilations of the time period
between the 16th and the 20th centuries, the
ritual church chants and, most importantly, the
relevant versions of the sound of professional
and amateur church choirs and ensembles.
On the basis of these and countless scholarly
sources, the author of the present article
carried out research, the results of which led
to the defense of a doctoral dissertation for
the degree of Doctor of Arts on the theme
Tipologiya ispolnitel'skikh stilei belorusskoi
pevcheskoi praktiki pravoslavnoi traditsii
[The Typology of Performance Styles of
the Belarusian Church Singing Practice of
the Orthodox Christian Tradition] (2016).
She presented a systematic analysis of the
Orthodox Christian church singing practice,
proposed a new methodology for studying its
types, categories, varieties and performance
styles and, moreover, carried out a typological
categorization of the performance styles
of the Orthodox Christian church singing
practice, presenting its liturgical and non-
liturgical types, the old canonic, variegated
canonic and generalized canonic varieties of
liturgical church singing practice (the criteria
for classification is formed by the level of
adherence to the regulations, which is the
canon), specialized and everyday (amateur),
monastic, rural and urban (a variety of which
is the cathedral style) congregational types
of church singing practice (the criteria for
classification are formed by the performers’

¥ Ibid., pp. 14-18.

particular cultural types), as well as the
ascetic and the representational (a variant of
which is the partesny) performance styles,
which present either the monophonic or
the polyphonic interpretations of the verbal
texts. In the context of the ascetic style,
priority is taken by the verbal text, whereas
the musical text is performed with a well-
known share of improvisational manner. In
the representational style, on the other hand,
priority is taken by the musical text, which
embodies a particular artistic idea."’

All the wvarieties of the Belarusian
Orthodox Christian church singing practice
are presented by church musicians who
uphold it — psalm readers, choirmasters,
singers and composers. Notwithstanding the
fact that one of the most important attributive
features of the Orthodox Christian culture
is the conciliarity, which stipulates its
anonymity, in present-day research of the
Orthodox Christian church singing practice
it becomes impossible to ignore and fail
to identify the personality of the musician
who is the interpreter of the canonic texts.
The church musician maintains the heritage
of the singing practice of the Church
and promotes the diversity of the audial
sequence of liturgy and the expansion of
its possibilities. The individual stylistic
features of the concertmasters’ and church
composers’ musical activities have been
demonstrated to the academic community
by Tamara Likhach, Galina Osipova,
Katsyaryna  Charnova, and Natalia
Gaplichnik. The methodology presented by
Osipova* makes it possible to demonstrate
the diverse types of “historical-stylistic
models” of compositional interpretation of
canonic verbal texts. Charnova* presented
an analysis of choral works by contemporary
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Belarusian composers set to canonical texts
by the Orthodox Christian church, and also
the peculiarities of interpretation of ordinary
and authorial church compositions by the
leading Belarusian choirmasters.

Analysis of research works by Belarusian
musicologists in the sphere of the Orthodox
Christian church singing practice has
shown that none of them represents to the
fullest degree liturgical musicology in
Denisov’s interpretation. All of these works
are united by an absence of theological
analysis. But this phenomenon, which
appears upon encounter to be a shortcoming
(upon analysis of liturgical church singing
practice), is compensated by the dissertation
for the degree of Doctor of Arts by Nikolai
Shimansky,* in which the author interprets

the history of the development of early
polyphony in the Western Christian
tradition applying the method of theological
analysis. However, in our opinion, these
attempts are not sufficiently convincing.
The theological method of analysis includes
the confirmation of the substantiation of
any research thesis by extensive quotations
from the Holy Scripture and the works of
the Holy Church Fathers. The absence of a
systemic theological substantiation in the
case of musicologists makes it possible to
apply the method of theological-liturgical
analysis. Nonetheless, the scholarly works
which analyze the liturgical church singing
practice in the context of church service may
be related to the fullest degree to the sphere
of liturgical musicology.
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Annomayun. B crtatbe (eHOMEH HMOIMN paccMaTpuBaeTcs KaK OIUH U3 BEAYIIHX
MaTTepHOB CO3/JaHUs BOKAJbHOW MapTUTYpPhl MEBLA-aKTEPA, KOMMYHUKATHUBHBIA IMOCPEIHUK
MEXK]ly KOMIIO3UTOPOM, TUOPETTUCTOM, MEBLIOM-aKTEPOM U ciymiaTenemM-3purenem. Onepa Kak
CUHTETUYECKUN BUJ MCKYCCTBAa OOBEIUHSET MY3bIKY, MO33UI0, aKTEPCKOE MCKYCCTBO, IIACTHUKY,
pexuceypy, clieHorpaduio, UCKyCCTBO IpUMa U KOcTioMa. KoMIO3UTOp MOCpPEACTBOM MENOAUKH,
e€ PUTMHUYECKON M MHTOHALIMOHHOW TKAaHU 3aKJIAJbIBACT, KOJUPYET T€ AMOLMHU, KOTOpbIE MEBEI]
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BBIIENTUTh OMOIMOHANbHBIE Kpacku. B Takoil cutyauuu HeoOXOOUMO HCCIEeOBaTh CpElCTBa
OTEPHON BBIPA3UTEIILHOCTH HE TOJIBKO C TOYKH 3PEHHUS MY3bIKOBEACHHSI WU TeaTpOBEICHUSI.
®enomeH onepbl TpeOyeT M3y4YeHHs] B HEMOCPEACTBEHHOM CBSA3M C MCHUXOJIOTHEH, (PU3NOIOTHEH,
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Abstract. The article examines the phenomenon of emotions as one of the leading patterns
of creation of the vocal score of the singer-actor, the communicative intermediary between the
composer, the librettist, the singer-actor and the listener-viewer. Opera as a synthetic art unites
together music, poetry, production, scenography, the art of face-paint and costumes. By means of
melody, its rhythmical and intonational texture builds up and ciphers those emotions which the
singer must arouse from the listener-viewer. Frequently composers in the piano-vocal scores of
their operas have provided descriptions of the stage settings, as well as nuances of stage motion
and plastic, in order to bring out emotional colors to a greater degree by means of pantomime.
In such situations it is important to research the means of operatic expression not merely from
the point of view of musicology or theater studies. The phenomenon of opera requires study
in a direct connection with psychology, physiology and sociology of culture. The authors of the
article update the concept of the emotional score of the vocal parts of the operatic composition
presenting a completed form from the positions of psycho-physiology of emotions and emphasizing
the importance of its examination. The vocal part of Herman from Tchaikovsky’s The Queen of
Spades 1s chosen as the object of studies.

Keywords: emotions, phenomenon of vocal art, functions of emotions, emotional score of
imagery, psychophysiology of vocal performance, Tchaikovsky’s The Queen of Spades

For citation: Kostyuk A. A., Alekseeva G. V. Emotions as a Phenomenon of Vocal and Opera
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Beepetue NPAKTUKH, IICUXO0JIOTHYECKON pa3pabOTKu

B crarbe mogHumaercst npobiema 3MO- B IOATOTOBKE MAPTHH U «BXKXUBAHUS B POJIbY,
UM KaK (heHOMEHa BOKAJIbHO-ONIEPHOTO UC-  UCCIIEAYIOT 3aKOHOMEpPHOCTH (hopMupoBa-
KyccTBa. ABTOpBI 00OpalllaloT BHUMaHUE Ha  HUS BOKAJIbHOM MapTUU MEBLA, a TAKKE BO3-
TO, KaK MPOUCXOIUT TPAHCISIIUSA SMOLUO-  JIEWCTBUE BAXKHEHMIIMX COCTABIISIIOLINX IICH-
HaAJBHBIX MAaTTEPHOB OT cO37areseld omepbl  XO(PHU3UOJIOTHH MEBIA (BOCIPUATHE, IMOLUH
K TIEBI[y W Jajiee K CIyIIATeN0-3pUTENI0, W BOOOpaXeHHE) Ha KaueCTBO BOKajia M Ha
aHAJM3UPYIOT TPOLECC BIUSHUS aKTEPCKOM  CO3JaHUE XyI0KEeCTBEHHOro o0pasa.
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AKTyalbHOCTh JAaHHOM paboThl 3a-
KJITIIOYAaeTCsl B HEOOXOAMMOCTH BBISIBICHHUS
(akTOpoB BIMSHHUS HA Pa3BUTHE DMOIIUO-
HaJlbHOW MaJMUTPHl TMEBIA, TUHAMUKHA 3M-
NaTUYECKOTO Pa3BUTHUSl €ro NapTuu, TJAe
OMOIMSI BBICTYMAET BEAyIUM (HEHOMEHOM
BOKAJIBHOTO HMCKYCCTBa M KOMMYHHKAIIUU
MEXIY CO3/laTelieM TBOPYECKOTO MPOIYKTa
U ero morpeduTeneM. B cBs3u ¢ 3TUM BaKHO
PacCMOTPETH IMOIINIO KAK HHCTPYMEHT CO3-
JaHUs, peaau3aluu U BOCIPUATHS OMEPHO-
r'O UCKYCCTBa.

IIpeomemom uccnedosanusi BBICTYIAET
SMoLMs KaKk (PEHOMEH BOKaJbHO-ONEPHOIO
UCKycCcTBa. B kauectBe oOwexma ucciedo-
sanus BbIOpaH OTPBIBOK naptuu ['epmana us
onepnl II. Yaiikockoro «llukoBasi gamay.
Mamepuanom u ucmouHuxamu TOCITYXH-
U TPyAbl HCKYCCTBOBEIOB, ICHUXOJIOTOB,
TEOPETUKOB HCIOJHUTEIBCTBA, ABTOPCKAs
MPAKTUKA UCTIOIHUTENBCTBA, KIIABUP OMEPHI
I1. Yaiikosckoro «IIukoBas nama». B crarbe
B YCIIOBUSAX UCTOPUKO-KYJIBTYPHOTO MOIXO-
Jla IPUMEHEHBI Memoobl aHaIn3a, CUHTE3a,
COMOCTABJIEHHUS, KOMIUIEKC METOJIOB UCKYC-
CTBOBEJICHUS U TICUXOJIOTUH.

DYHKLMKN IMOLUIA

[Icuxonorust paccmarpuBaeT (YHKIIHH
SMONMA (BECh CIIEKTP 3MOIMOHAIBHOTO
BOCITPUATHS M BOCIIOMHUHAHUS) KaK 6POJIC-
O0éHubil YPOEKT OIEHKH COOBITHH W HX
3HAYMMOCTH. DMOIIMHM XapaKTepHbI W s
KUBOTHBIX, TIOATOMY UX «IIU(POBKA U Jie-
mrPOBKa» OAHO3HAYHBI, TPAHCKYJIBTYPHBI
U «CKBO3bBpPEMEHHBI». M Kak MmonaTBepxkie-
HUE JAaHHOW MapaJurMbl BBICTYTAOT CIIOBA

1

JI. Beirorckoro: «Eciy Mbl IPUITOMHUM, YTO
JUpUYECKasi IMOLUS €CTh... BOOOIIE XyI0-
JKECTBEHHAsl SMOLIMS 10 CYLIECTBY, TO €CTh
AMOIHUsE POPMBI, — TO MBI YBUJIUM, YTO IICH-
XOJIOTUsI UCKYCCTBA, IOCKOJBKY OHA €CTh
NCUXOJIOTUS  (POPMBI, OCTAETCS BEYHOH U
HEU3MEHHOM, a U3MEHSAETCS U Pa3BUBACTCS
OT ITOKOJIEHUS K TTOKOJIEHUIO TOJIBKO YITOTpE-
OneHMe e€ U MOJTb30BaHKE SOy,

[Ipr 3TOM HE CTOWUT ymyCKaTh W3 BUILY
KOMIIO3UTOPCKOIO IIeJienojlaraHusi, Kornaa
TOT KOJUPYET HE MPOCTO MATUTPY 3MOLMUH,
HO M MHUIIET MEIYK NapTUTYPYy SMOLHUO-
HaJIbHOTO CIIEHApHs, ONUCHIBASI BCE CMEHBI,
B3aUMOJICUCTBUS, JTUHAMUYECKHE OKPACKH
MPOSIBJICHUIM T€X WM HMHBIX 3MOLIMOHAJb-
HBIX MaTTEPHOB, KOTOPBIE MAcCTEPY BOKAJIb-
HOT'O UCTIOJIHUTEILCTBA B OyayIlieM IpuIET-
ca peanns3oBaTh. «lleHHOE€ TPOHUKHOBEHHE
B JINPU3M, KaK B 3MOLHMOHAJIBHYIO... CTH-
XH10, TaéT ceOs 3HaTh U B Tuprke M. ['HecH-
Ha, KOMIO3UTOPA LEIUKOM M IO CYIIECTBY
BOKaJIbHOTO»?, — MOI00HBIE XapaKTePUCTH-
KU O DIYOOKOM 3MOIIMOHAJIBHOM, & CTajlo
OBITb, TPAHCKYJIBTYPHOM XapaKTepe Hallu-
CaHUsI MY3bIKaJIbHBIX BOKAaJbHBIX MPOU3BE-
NEHUN MOXKHO MPUMEHUTH K OOJBIITMHCTBY
PYCCKHX KOMITIO3UTOPOB. b. Acadres, Buact-
HOCTHU, OTMeuall: «3aciyra ['HecruHa B TOM,
YTO OH CyMeJl 4epe3 MY3bIKY PacKpbIThb 3a
POCKOIIHOM KYJBTYpOU CJI0BA 3MOLIMOHAJIb-
HYIO OCHOBY TI033UH 3IOXH CHMBOJIM3MA’,
bosnee Toro, sMouuu Kak yHHBEPCAJIbHBIN
SA3BIK OOIIECHUS MEXIY JIIOJbMHU CTAHOBSIT-
Csl OCHOBOM, KBUHTACCEHLUIMEN U OCHOBHOM
napajurMoi nepeaadu nHGoOpMaIuu MexIy
aBTOpaMU CJIOBA, MY3bIKH, XYHOKHHKaMH,

Brirorckwmii JI. C. Ilcuxomorus uckyccra / oomr. pexn. B. B. Banosa, komMenrT. JI. C. BeIroTckoro u

B. B. Banosa, Bctynurt. cT. A. H. JleortseBa. 3-e m3a. M.: UckyccTBo, 1986. C. 46.

2

Kapadesckas M. A. «Pozapuym» M. ®. 'HecrHa 1 KaMepHas BOKaiabHas My3bika CepeOpsHoro Beka //

Tearp. XKXusonuce. Kuno. My3sika. 2009. Ne 3. C. 177-187.
3 Acadses B. B. Pycckas myssika. XIX u Hagamo XX Beka. JI.: Myssika, 1979. C. 88.
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BOKAJIUCTaMH U, B UTOTE, BCEMU BOCTIPUHU-
MAIOIMMHU OTIEPHOE UCKYCCTBO.

IIpu 5TOM OCHOBHOM «CBEPXUACEN» IMO-
11U SBIISIETCA HE TOJIBKO OYyeHKd, HO U no-
0yJHcOeHUe — CTePEOTHITUPOBAHNE PEAKITUN
TeJa YeOBeKa Ha T€ WJIM UHBIE pa3ipaku-
TEJH, a TAKXKE Opeanu3ayusi GHUMAHU, TN
HMOIIMOHAJIbHAS OKpacKa CTaHOBUTCS YCIO-
BHEM HETPOHM3BOJILBHOIO BHUMAHUS U 3aro-
MUHAHHS: 3MOILMS HE MPOCTO MPUBJIEKAET
W KOHIEHTPUPYET BHUMAaHHE Ha SIBICHUU
(oObekTe), HO TIyOMHA W BaXXHOCTh JaH-
HOM SMOITMU MPSMO BIHSIIOT Ha JETKOCTh U
YCTOWYUBOCTh 3alIOMUHAHMSI TaHHOTO SIBJIE-
HUSL.

N3BecTHO, uTO B JIOOBIX KYJBTypax,
HApOJHOCTSAX, Y MHOTHUX BBICIIUX MJICKO-
MUTAOMIUX AMOIMS [TTyOOKOTO YIWUBICHUS
COIPOBOXAAETCS «OKPYIJIEHUEM IJ1a3» (pac-
IUpPEeHUEM yriia 0030pa), MoJHIATHEM Opo-
Bel U T. 1. OOBIYHO B TaKUX CIIy4asXx MO3T
MBITACTCS TOMYYUTh KaK MOXKHO OOJIbIe
nH(popManuu s yTOYHEHHUS BCEX 00CTOs-
TEJIbCTB, YTOOBI YIOCTOBEPUTHCS B IMPOUC-
xonsieM. [Ipu 3Tom yem sipue 1 HeoObIuHEe
coObITHE (Ba’KHEE €ro 3HAaYUMOCTb), TEM
00JIbIlle 3MOLMOHAIBHBIA OTKIUK. B 3Mo-
[USIX, IEPEKUBAHUIX BBIPAKACTCS PEAKITUS
YeJioBeKa (TeBIa-akTépa) K BHEITHUM COOBI-
THSM.

«OTpOMHYIO pPOJIb UTPAIOT SMOIUHU
B TBOPUYECTBE XY/10’KECTBEHHOM — 0OpPa3HOM.
OHnHu BBI3BIBAIOTCA 371€Ch CAMUM COZIEPKAHU-
€M U MOTYT OBITh KaKUE YTOTHO: IMOIUSIMHU
CKOpOHU, TPYCTH, >KAJIOCTH, HETOJOBAHUS,
co00JIe3HOBAHMSI, YMHUJICHUS, yXKaca U T. 1.,
U T. A.», — oTMmeudaet JI. Beirorckuii?,

Kak mumyt C. ConoBbséBa, M. [Tapde-
HoBa u E. OpepsiiieBa, «...s3bIK 3MOLMMA

4 Beirorckuii JI. C. Ykas3. cou. C. 45.
5

— 3TO YHUBEpCaJbHbIE, CXOJHBIE JUISI BCEX
Jroieit HabopHI (MaTTEPHBI) IKCIIPECCUBHBIX
3HAKOB, BBIPAXKAIOUIUX T€ WIM UHBIE 3MOLU-
OHaJIbHbIE cocTosiHUs. Hawmbonee sipkumu
BBIPA3UTENIbHBIMU (POpMaMU SMOLMMA SIBIIS-
I0TCS KECThl, MUMHUKA, TAHTOMUMUKA, 3MO-
LUOHAJIbHBIE KOMIIOHEHTBI pE€YH, TO €CTh
cwia, TeMOp, HHTOHAIIMU Tojloca»’. Macre-
Py CLIEHBI OBIBAET CI0XKHO KOHTPOJIMUPOBATH
U S3bIK Tejda (TepedyuCclICeHHbIE IIacThye-
CKHE BBIPAKEHUS), © MUMUKY, U IbIXaHUE, U
JTUHAMUKY 3ByKa, U IIPH 3TOM €lIE€ IOMHUTh
MY3BIKAJIBHBIA WM JIMTEPATYPHBIA TEKCTHI,
PUTMHUYECKUA PUCYHOK MAapTHUH, JEPHKATh
B MaMATU CLEHOrpaduio, KOHTPOIUPOBAThH
B3aMMOJIEIICTBUE C PEKBU3UTOM, KOCTIOMOM,
JIEKOpALMSAMU, TAPTHEPAMH, XOPOM, MUMaH-
COM, YCIIEBAaTh pEarupoBarb Ha yIpaBiie-
HUE CIIEKTAKJIEM IUPHUKEPOM U BEAYLIUMHU
pexuccépaMy, BIUIOTh 10 «MEJIOYEN» —
OCTaJICS JIU Thl B CBETOBOM JIy4d€, WU BbI-
IIeJI U3 CBETOBOM MApTUTYPhI CIEKTAKIS U
T. 1., U T. I

Pa3nble npodeccun yenoBeka OTpaxaroT
pa3Hyl0 CTENEHb HCIIOJIB30BAHMS 3MOIMO-
HaJIbBHOM M JIOTUYECKOW CTOPOH JIMYHOCTH.
Tounble Hayku B Oojbllel Mepe CBS3aHBI
¢ a0CTPaKkTHO-JIOTUYECKUM MBILIIIECHUEM.
OnHako B My3bIKaJbHOM HMCKYCCTBE BOC-
NPUSITHE SMOLMOHAIBHOIO KOMIIOHEHTA
COJEp)KaHUs BBIXOAUT HA MEPBBIMA ILIaH.
«PazHuny mexny “ayBcTBOM™ U “pasymoM”
JIETKO TIOHATh MPHU CPaBHEHHMM PEaKIUi Ha
OTpaXEHHOE CJIOBOM “‘HEKHOCTB’ SIBJICHUE:
OJTHO JIEJIO TOHUMATh, YTO 3TO TAKOE, APYyroe
— nouyBcTBOBaTh» [1, c. 128]. He mpoie
JM AENErupoBaTh 4acTh GYHKUUN MPUPOLIE,
UCIIONIb30BaTh  «3alpOrpaMMHUPOBAHHBIE)
NaTTepHbI, KOTOpbIE OyayT OJHO3HAYHO

Conosséna C. JI., Ilapdpénona /1. @., Onepoimea E. b. OMounonansHo-BoneBas cepa ITMIHOCTH:

yueOHO-MeTonndeckoe nocodue. CII6.: Uzn-Bo C3IMY um. U. U. Meunukosa, 2019. C. 7-8.
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MOHATHBI JTIOOOMY 3PHUTENIO, CIIyLIaTEIIo.
A crano ObITb, U HETIPOU3BOJILHO OKpAIlIU-
BaTh 3MOIIMOHAJIbLHBIMU KPACKaMH: BEJb 3TO
Y €CTh OCHOBHas 3aJja4da MacTepa CLUEHbl —
MaKCHUMAaJbHO MPaBIONOA00HO H300pa3uUTh
MAJIUTPY CBOETO Ieposi B BOKAJIBHOM M aK-
TEPCKOM BOIUIOLICHUSX.

HccnenoBaTh BOKaJIbHOE HCKYCCTBO
B OTPBIBE OT JUHAMUKHU PACKPBITUS SMOLIHIMA
B OIIEPHOM CIIEKTaKJIC€ HE IPEACTaBISAETCSA
BO3MOXHBIM. OtrankuBasice or JI. Beiror-
CKOT'0, aBTOPBI [TOJIAraloT, YTO 3/1€Ch HEOOXO-
JTIMO YYUTHIBATh pa3Hbie (QyHKIIUU IMOITUH,
HMCTOPUKO-KYJIBTYPHBI KOHTEKCT, BOKaJb-
HbIC JJAHHBIE UCIIOJIHUTEIIS.

[Tomumo cmbicosoll ghyHkyuu SMOLHH,
0 kotopoitl rosopurt JI. Beirorckuid, s aB-
TOPOB JTAHHOW palbOTHI BaKHBI €€

ABTOpBI CTaTbl CYUTAIOT OMPABJAHHBIM
HAauMHaTh AHAJIN3 C TIEPBOTO K€ IMOSBICHUS
reposi Ha CLIEHE, B DKCIIO3ULMU [IEPCOHAKA,
KOIZla KOMITO3UTOp MOKAa3bIBAE€T €ro Xapak-
T€p, SMOLIMOHAJIBHOE COCTOSTHHUE.

Hamero repost BcTpeuaeT ero npusiTenb
TomCKkHii, KOTOPBIA CIPAIIMBACT, ITOYEMY
[epman «xak neMOH ajna, MpayeH... One-
ner»? (mpumep Ne 1%). OTBET MBI CIIBIIIUM
B Ipejesiax TEpPLUHUHU Ha Kaxa0e MpeaioxKe-
HUE, KOTOPbIE, K CIIOBY, KOPOTKH U CyXH.
Mernonuka oTBeTa NpUOIMKEHA B Pasro-
BopHOU peun: ¢paza «Co MHOW0O?» HIET
C MOBBIIIEHUEM TOHA Ha CIIOT «MHO-», U J1a-
Jiee — TOCIELIHbIE IECTHAATHIE B CIIOBE
«HHUYETo», KaK U BO (hpaze «s 370POBY.

Mpumep N21 1. Yaikosckuin. «Mvkosas gaman, | nercTeme, kaptiHa 1, N2 2,
KoMMmy HuKanquHaﬂ bynxus, 13- CueHa 1 Aproso lepmana, L. 12, 7.9-1
BECTHai CIIC U3 TPYIOB Ap\I,/ICTO_ Example No. 1 Pyotr Tchaikovsky. The Queen of Spades. | act, scene 1, No. 2.
Tend, P. Jlexapra, JI. Jlxerimca, Scene and Hermann's Arioso, number 12, mm. 9-T1
K. IInaroHoBa, akcnpeccusHas
(GyHKIUS, MCCIEOBAaHHAS B pa- ghs = s 5
6oTtax B. M0p030336’ no6y()u- g i e Go ahoror.. Have.to... lHe‘r,Jlu(o.po).:‘ = -
menvbHas QyHKyusi, UCCICIOBaH- *m

Has B paborax B. Buitonaca u
A. 3anopoxra’.

BokanbHas napTtus lepMaHa B acnekTe
GYHKLUMA SMOLIMOHANBHOIO CNEKTPA

Hcnonw3yss NaHHYH Marpuly OCHOB-
HBIX (PYHKIMA SMOIMOHAIBHOTO CIIEKTPA,
rocTrapaeMcsi MPOBECTH aHAIN3 BOKAIbHOMU
naptuu [epmana B onepe II. YalikoBCKOro
«IIukoBas namay.

6

PAH, 2017. 397 c.

7

M.: Ilemaroruka, 1986. 320 c.

8

1980.
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Cmbicnogvle (pyHKIMH 3MOUUN  SIBHO
BBICTYIAIOT Ha MEPBbIN IJIaH: Mbl BUIUM,
YTO Iepol0 He JI0 pa3roBOPOB, OH OTBEYAET
CyXo, M0 cyiiecTBy. ToMCKkuii e, Ha000poT,
pPa3roBOPUYMB, TOpAY: €ro PEeruiuKU Ha Iie-
JYI0 CTpaHuIly KiaBupa (mpu 0e30TBETHOM
['epmane) mpoBouupytoT O0eqHOrO Ooduiiepa
OCTaHOBHUTHCS W, JOBEPUBILIUCH APYTY, Ha-
4yaTh CBOIO «HuCroBenb». KakoB moBopor!

Mopo3os B. I1. SI3b1k 3Mo11Hii 1 SMOLIMOHANBHBIN cyX. M30panubie Tpyabl. M.: MHCTUTYT ICUX0NIOTHH
3amopoxen A. B. N30pannbie ncuxonorunueckue Tpyasl. B 2 T. T. 1. Ilcuxuueckoe pa3Butne peOEHKa.

3nech U lajiee WLTIOCTPAIUy TPUBOIITCS U3 KiaBupa: Yaitkosekuii [1. «I1ukoBas mamay. M.: My3bika,
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YalKOBCKHUII MOYTH HE JAET DKCIIO3UIIAU T'e-
posl, a cpa3y NepexXOAuT K IIeMIIEH IepBOM
Tparequu ['epmMana — coluanibHOMY Hepa-
BEHCTBY MEXJIy HUM U €ro M30paHHULEH.
W BOT mouTH CKBO3b 3yObI Ha 3BEHSIILIEM piano
(mpumep Ne 2) ['epman HauMHAET ¢ HU3KOM (a
(MONOBHUHKA), KOHCTATUPYsI CBOE COCTOSIHUE
03a/1aueHHOCTH, Oe3picxogHocTH. Dpasa
«K enu TBEPIOKO HOTOM UATH, KaK IPEXKIE,
HE MOry si» oOpaleHa Kak Obl K 3pUTENIO.
Kommynukamuenas QGyHKIMS TPOSBIS-
€TCsl B TOM, YTO B TUIIMHE KOMIIO3UTOP IIpU-
ralaeT CaylaTess-3puTes HOrpy3UThes B
Mup nepexuBanuid [ epmana. U 3arem, uepes
nay3y JUIMHOM IIOYTH B LENBIA TaKT, BAPYT
CJIBIIIMM BCILJIECK AMOLUN YIUBIIEHUS, 3J10-
Obl: «S cam He 3HaK0, 4TO cOo MHOWY. [Ipu
9TOM MaJlasi CEKCTa BBEPX 0 MOCTIEPEXO.-
HOU HOTHI ¢ha, emE u B GOHEME a CIIPOBOIIU-
pYeT MeBla IUPOKO OTKPBITh POT, AJTUTENb-
HOCTb JK€ B IOJITOPbl YETBEPTU 3aCTaBUT
MOJIEP’KATh POT OTKPBITBIM — YTO IOMO-
KET co3aTh rpumacy crpaaanus. U Tyt mbl
BUAUM, KakK unpopmamuenas QyHKIUSA

Mpumep N2 2
Example No. 2

Andante (J . 72)
n Topxail

CueHa 1 Apnoso lepmaHa, L. 12, 7. 20-28
Scene and Hermann's Arioso, number 12, mm. 20-28

CMEHSIETCSl IKCHPECCUBHO, a C HEKO COEIu-
HAAETCS KommyHuxkamusnas. VI nanpHeiiee
IJIMCCAaHIMPOBAHUE MEJIOINH BHU3 MOTUYED-
KHMBAaeT O€3bICXOHOCTh IOJIOKEHUS Ieposl.
OnsaTh nay3a OoJiple yeM Ha MOoJTaKTa, —
B IIOMCKE HY)KHBIX CJIOB IOCJIE MPU3HAHUSA
OTYasHHOCTH ToJiokeHus. Hauumnarorcs
cOMBYMBBIE TIECTHAIATHIC: «S moTepsiics,
HEro/1y1o Ha c1aboCTh, HO BIIaJIeTh CO00I HE
B cuyiax Oosnbiiey. [Ipu aTom paza Tpuxibl
IIPEPBIBACTCSI BOCBMOW NAy30M, MOAYEPKHU-
Basg HEYBEPEHHOCTb, CMITEHUE, NEepenajspl
OMOLUH.

I[Ipumep Ne 3 nemMoHCTpupyeT «aua-
THO3», KOTOPBIM [epmaH, BO3MOXKHO, BIIEp-
Bble BepOANIM3UPYET: clepBa OCTaBasCh
B YHMCTOM NpUME C MAaJEHUEM MEIOAUKHU
BHHM3 HA JMCCOHAHCHYK) MAJIyIO CEKYHIY,
— 3TO NMpHU3HAHHE caMOMy ceOe B UyBCTBE
KYTKOTO JucKoM(dopra OT oco3HaHHs Oe3-
BBIXOJTHOCTH.

OrtBeuass Ha BONPOC HECKA3aHHO YIUB-
JEHHOTO M MPOSBIISIIOLIETO BBICIIYIO CTE-
NEeHb  3aWHTEPECOBAHHOCTH  TOMCKOTO
(«Kak! Ter Bmo6aEH? B koro?»),
I'epman OTKJIMKaeTCsd HUCXOASA-
HIMMU MEJNOAUYEeCKUMU (Gpazamu,
C YIUIMHEHUEM BaXXHbIX MO 3Ha-
YEHUIO CJIOB «E€€» U «HE XOuy».
OnmHako OgHA M Ta K€ HOTa JiA

B 3aBHCHUMOCTH OT OKOHYaHMHA

¢dpa3el mpuoOpeTaeT pazHoe 3MO-

= OUOHAJIBHOC 3HAYCHUC: B IICPBOM

ciydgyac OT CJICI[YIOHleﬁ IIOCJIC

Jil HOTBI COJlb CTPOUTCA COBECP-
IMICHHas1, KOHCOHaHCHAasd KBHUH-

Ta, COo3Jaromias 06p33 YUCTOTHI,

a OTCrJa U KOJIOCCAaJIbHOI'O BOC-

XUILECHUs, VYIUBJICHUS, BOCTOp-
ra or «e€¢ obOpaza». Ilpomomxu-
TeJIbHAsi — IOYTU Ha LEIYI0 II0

JIUTCIIBbHOCTU — i U HUCXOOA-

e «y3HaTtb» B IpEaciiax HECO-

173

BEPIICHHOW OOJBIIOW TEepIUH
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p Pilt mot?o

Mpumep N2 3 CueHa 1 Aprozo lepMarHa,
u.12,7.29-32; .13, 1. 1-1
Example No. 3 Scene and Hermann's Arioso,
number 12, mm. 29-32: number 13, mm. 1-11
4 — 5 . :
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YKa3bIBACT HA OTCYTCTBUC OMOLIMOHAJIBHOTO

OKpaca " JErKou

e€ nms. Jlums e€ oOpa3 BonHyeT ['epmana.
Bo ¢paze «3eMHBIM Ha3BaHUEM HE XKe-

Jas» CHOBa HaOMOAaeTcs HKCIPECCUBHAs

byHKuMA, 3amuppoBaHHAs B YUCTOM KBap-

te. 1 Ha aTOT pas

Ha CJIOIC «-HbIM)» 3aCTAaBUT IICBLA HC IIPO-
CTO HIMPOKO OTKPBITH POT, HO WU HCMHOTO

n6.po .

alraTuu: reporo HC BAXXHO

CKa4YOK Ha BCPXHIOIO COJIb

pPacTSHYTh €r0 YIIbl B CTOPOHBI,
IpU OMyCKaHUH K€ HIKHEH Yeltto-
CTH YTOJKHA pTa HEMPOU3BOJIHHO
nouayT BHU3. W Ha crenyromeit
cTpanulle kinaBupa (mpumep Ne 4)
— TaK e XOJ Ha BBICOKOE .
B CJIOBE «MBICJIbY — TOSIBIISIOTCS
TaKHe Ke, KaKk B JJPEBHETPEUECKUX
Tpareausix, IMOLHUs U MacKka CTpa-
TaHUS.

BoiBOAbI

HeGonpmoii pparment maptuu
I'epmana w3 omnepsr II. YaiikoB-
CKOTO JIEMOHCTPUPYET HEOOXOAM-
MOCTb UCCJIEeI0BaHUSI KOMIIO3UTOP-
CKUX IPUEMOB Mepeayd Pa3HbIX
no (QyHKIUSM SMOLMOHAIBHBIX
KpacoK MapTHH BOKAJIKCTa, Cylle-
CTBEHHBIX IPH CO3AAHUU IIOJHO-
1eHHoro obpasza. CUHTE3 TEKCTa
A. Ilymkwnna, my3sikn II. Yan-
KOBCKOTO CO3JaéT 0COO0yI 3Mo-
[IUOHAJBHYIO MapTUTYpPy, obecrie-
YUBAIONIYIO IEJOCTHOCTh (HOPMBI
HYMOLMOHAJIBHOIO MOJIOTHA OIEPBHI.
3aBepIIEHHOCThIO  TICUXO(U3HO-

JIOTHYECKOW KaHBBI BBHICKA3bIBaHHs obOecrie-
YUBAETCS 3aBEpUIEHHOCTh (DOPMBI BCEro
counHeHus. [loromy Ba)kHO paccMOTpeHHE
CIIEKTPAJIBHBIX M WHTOHALMOHHBIX Xapak-
TEPUCTUK HKCTPAIMHIBUCTUYECKOTO (IMO-
[IMOHAJILHOTO) TOJOTHA BOKAJbHOW MapTUU
reposl.

ABTOpBI TIpeUIararoT BEPHYThCA K OIpe-
JIEJICHUIO, TIPEJIOKEHHOMY, HO HE Pa3BUTOMY

Mpumep N2 4 CueHa n Apnoso lepmana, L. 13, 7. 15-17
Example No. 4 Scene and Hermann's Arioso, number 13, mm. 15-17
4 . — £ r'i?enuto
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B. PaXHUKOBBIM — «3MOLMOHAIbHAS Map-
tutypa». Y Paxnukosa, kak nmumyT E. ba-
pamkoBa, JI. JIpoOsimeBa-Pa3symoBckas,
JI. Hopdpman. «OMoLMOHANIbHAS MapTUTYypa
— 3TO MY3BIKAJIIBHO-3MOLMOHAJIBHBIE TPEJI-
CTaBJICHUS HWCIOJIHUTENS O MY3bIKAJIbHOM
COUYMHEHUH B LIEJIOM U 00 OCOOEHHOCTSX €ro
qacTei»’. ABTOPBI JaHHOM paObOTHI B paboucii
BEPCUU PACCMATPUBAIOT AMOLIMOHAIBHYIO
MAPTUTYPY KaK 3aJI0KEHHYIO KOMIIO3UTOPOM,
aBTOpaMU TEeKCTa mporpamMmy (GyHKIIHOHAIb-
HO Pa3jIM4YHBIX AMOLMNA BOKAJIBbHO-OIIEPHOU
MapTuu, OOECTIEYEHHBIX TEMU WM WHBIMU
CPEICTBAaMU BBIPA3UTEIbHOCTH.

B nanHoit pabote 3aTpOHYTHI JIUIIb PUT-
MUYECKHE U WHTOHAIIMOHHBIE CPEJCTBA BhI-
Pa3UTENbHOCTU, OJHAKO CHEKTP aHaJIUTH-
YECKUX METOIUK MOXKET OBITh 3HAYMTEITHHO
pacmMpeH 3a cu€T oOpallleHusT K Ba)KHEH-
muM Tpyaam b. AcadreBa, B. Xomomnosoii,
KOJUIGKTUBHOTO M3[AaHMsI TIOJ pelaKiuei
O. KoioBckoro, riae J0CTaTOYHO BHUMAHUS
YIEJIEHO MEJNOAMKE, CHHTAKCUCY TEKCTa, pe-
YeBOMY PUTMY, 0COOBIM (pOpMaM BOKAJIbHBIX
MIPOU3BEJICHUN, BKIIO4Yas onepy. B. Xonomo-
Ba'’ mpemaraet KiacCH()UKALUIO SMOIHIA
CHEIUAIbHBIX M HECIHEUUaIbHbIX, «MHME-
TUYECKUX W SHEPreTHUECKUX», JaT aHalu3
KauecTBa MeBYeCKUX (POpPMAHT MpH Mepeaade
TOM UJIM UHOM SMoIIMH. BmMecTe ¢ TeM OTaelhb-
HOM Ne(MHUIINN «IMOILIMOHAIbHAS TAPTUTY-
pa mapTum» B 3TUX paboTax Mbl HE HAHAEM.

OOHOBpPEMEHHO CO3[aHUE JKCTPaTUHT-
BUCTHUYECKOM MAPTUTYpPbl COYMHEHHUS BH-
IUTCS aBTOpaM BAXHEWIIMM YCJIOBUEM

9

OCBOCHHUSI OMEPHOTO COUYMHEHUS HUCIIOJIHH-
TerneM U (akTOpoM aJeKBAaTHOW mepenauu
€ro KyJIbTYpPHO-3MOIIMOHAIBHOM II€HHOCTH
3puTENsIM-ciymaTensM. B cuily Bo3pacta-
IOlEN «KHUHEeMaTorpauyHOCTH» OIMEPHBIX
MIOCTAaHOBOK PEXKHUCCEPAMHU ATOT BONPOC HE
ciydaiiHO 3arparuBaercs B padore I1. Boin-
KOBOM, KOTOpasi MOAYEPKUBACT B MPUMEHE-
HUU «3MOTUBHOCTHU» «OUEBUAHBIA MPUOPHU-
TET 3HAYUMOCTH YeJIOBEYECKOro (hakTopa
B 310Xy IU(PPOBU3AIMUA U UCKYCCTBEHHOTO
uHTe/mekTay [2, ¢. 181]. Ha ocobyro poib
AMOIMI B COBPEMEHHOM OIIEPHOM CIIEKTa-
ke ykasbpiBaeT U E. Kuceesa: «/lns cnek-
TaKJIg-neppopMaHca OKa3bIBACTCS BAXKHBIM,
9TOOBI aBTOPCKUN 3aMbICeN ObUT TOHAT Ha
YPOBHE AMOLMOHAIBHOM, HO HE paluo-
HasbHOM» [3, c. 178]. Tem cambIM aBTOpHI
BBIIICYTIOMSIHYTBIX CTaTell MOAYEPKUBAIOT
BO3paCTAIOUIYI0 aKTyaJIbHOCTh CYITECTUHU
SMOTHBHOCTH HCIOJHUTENBCKON MapTUH
KaK CpEeICTBa HHTEPIpPETAuU XyHOXKe-
CTBEHHOTO 3aMbICJa, HE3aBUCUMO OT BpeMe-
HU 1 KaHpa ONEPHOI0 CIEKTAaKJIS.

bonpmol uHTEpEC MNPENCTaBIAET CO-
MOCTaBJICHUE SMOIMOHAIBHON TKaHU Tap-
THH ONEPHOTO IEBLA CO CIIEKTPOrpaMMaMH
ayJIn03aINCEe C 1IeNIbIO BBISIBUTD, KaK T€ WU
WHBIC DMOIIMH BIUSIOT Ha (popMupoBaHUE
BBICOKOM M HHU3KOW TEBUYECKOM (POPMAHT.
To ecTb BaXXHO MPAKTUYECKH NPUMEHUTH
PE30HAHCHYIO TEOPUI0 U TEXHUKY TMEHUS
B. Mopo3zosa'' u JI. [Imutpuesa B mporiecce
COTIOCTABJICHUS 3amuced KakK MPU3HAHHBIX
MacTepoB aKaJIEeMHYECKOr0 BOKaja, TaK U

Bapamkosa E. B., /Ipo0sitieBa-Pazymorckas J1. U., Jlopdman JI. S1. DMonuu B My3bIKe U MYy3bIKaJIbHO-

UCTIOJIHUTEIBCKON NIESTEIbHOCTH KaK CYyOBEKTHBIH (pakTOp My3bIKaIbHOTO 00pazoBaHus // My3bIKallbHOE
ucKyccTBo 1 oopazoBanue. 2022. T. 10, Ne 2. C. 30. Cm. Taxoke: Paxxuukos B. I'. [lapturypHas TpaHCKpUIIus

// Bomipocsl ricuxonoruu. 1980. Ne 1. C. 137-141.

19 Xomnonosa B. H. Teopust My3bIKaJdbHBIX IMOILHUII: OMBIT pa3paboTku mpobiaembl // My3bikanbHas

akagemus. 2009. Ne 1. C. 12-19.

' Mopo3og B. I1. Pe3onancHas TexHuKa neHus 1 pedr. Metoauku MactepoB. CollbHOE, XOPOBOE TICHUE,

cuennyeckas peub. M.: Koruto-Llentp, 2013. 439 c.
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CTYJICHTOB JIJISI BBISIBJICHUS PA3HUIII MEXKTY
HMOIIMOHAIBHO TMOJAKPEIJIEHHBIM U YHCTO
TEXHUYECKUM IeHueM. J[anHbie mpeanomno-
KCHUS BUAATCS TPEIMETOM JaTBbHEHUIIEro
UCcleIoBaHus. 3HAYMMYIO TIOMOIIb B 3TOM
MOTYT OKa3aTh MHOTOJIETHUE IUIOJAOTBOP-
Hble ycuius JlaGopaTtopuu My3bIKaJIbHOU
cemaHTuKU mnox pykoBoactBom JI. IIlaii-
MyXaMeTOBOM, BO Bcex paboTax mom4ép-
KHUBAIOIIEH HEOOXOJIUMOCTh HCCIIEOBAHUS
My3bIKH KaK MCKYCCTBAa BBIPA3UTEIBHOTO
uHTOHUpOBaHU («music the status of the art
of expressive intonating») [4, c. 94] ¢ pa3-
JUYHBIMA CEMAaHTUYECKHUMH CTPYKTypaMu
MY3bIKaJIBHOTO TEKCTA, I7Ie BO3MOXKHA He3a-
BHCcHUMas Jioruka («an independent semantic
logic which does not coincide with the
syntactic structures and the form-generating

logic of a musical composition» [Tam xe,
c. 88]. ABTOPOB MHTPUTYIOT 3aJ1a4l OCMBIC-
JICHUS TMajiora MHTOHAIMOHHBIX (OpMYN U
HYMOILUH B ONIEPHO-BOKAIBHOU ITAPTHUHN.

B cBeTre coBpeMeHHBIX HCCIeI0BaHUN
CIIEKTpaJIbHOTO cocTaBa rojoca [5; 6],
a TaK)Ke METOJI0B aHAJIM3a U BU3yalIH3alUuU
ATUX CIIEKTPOB, aBTOPHI CTATbH MPEJIararoT
B JalpHeieM c(oKycupoBaTh B3IV Ha
ONpEEIICHNN 3aKOHOMEPHOCTEH BIMSHUSA
pa3IUYHBIX BUJOB AMOLMNA U MX CUJIbI Ha
U3MEHEHHUS B CIEKTPOrpaMMax M Ha OCO-
OeHHOCTAX (HOPMUPOBAHUS BBHICOKOW U HU3-
Kol meByeckux ¢opmant. Ilpencrasusercs
NEPCIEKTUBHBIM HANPaBUTh BHHUMaHUE Ha
aBTOMaTHU3aLMIO 3TOTO MPOLEccCa U UCIIOJIb-
30BaHHUE HMCKYCCTBEHHOTO HWHTEJJIEKTa s
WHTEHCU(PUKAIIMH 00paObOTKH pe3yIbTaToB.
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Mysbika Cepres Npoko¢dbeBa
K knHopunbmy «lMukosas pama» Muxamna Pomma

101 S

Poccuitickuii 2cocyoapcmeennwiii nedacoeuueckuti ynusepcumem umenu A. Y. I'epyena,
2. Canxkm-Ilemepoype, Poccus,
376727126(@qq.com, https.//orcid.org/0000-0002-7390-9560

Annomayusn. Cpey XyJ0)KHUKOB-TBOPIIOB, 0OPATUBIINXCS K MY3bIKATHHO-TEATPATBHOMY HIIN
MY3bIKQIBHO-KHHEMATOTpahUIeCKOMY MPOYTCHHIO moBecTH Anekcanapa llymkuna «llukoBas
JamMa» U TEM CaMbIM JIEP3HYBIIMX BCTYNUTH B JTUAJIOT WM JaXKe B IMOJIEMUKY C OeCCMEpPTHOU
ornepoii Ilerpa YaiikoBckoro, 0pi1 Cepreit [IpokodbseB. Ero TBopueckuii Tanmaem ¢ pexuccépom
Muxaunom Pommom crioxkucst B 1936 rony, omnako punbm «IIukoBasi Jama» okaszacs 1mo pa3HbIM
MPUYMHAM HEJIOCTYNEH 3PUTENIbCKON ayquTOopuu. My3blka K HEOCYIIECTBIEHHOMY KHUHOIPOEKTY
Obula TOYTH 3aBeplieHa M MHOTHE TOIbI INPHBIEKAeT TUPWKEPOB M pexuccépoB. B ¢okyce
HAyYHOTO HWHTEpeca aBTOpa JaHHOW CTaThbU — HCTOPUS BO3HMKHOBEHHUS MY3BIKH K (UIBMY,
a TaKke €€ UCKyCCTBOBEIUECKHUI aHaIn3. DTO TBOPEHHE KOMIIO3UTOPA OKA3bIBAETCS OJIHOBPEMEHHO
Y BIIOJIHE OPTaHWYHBIM ISl XYIOKECTBEHHOTO HACIEIUs MacTepa, UMes MPUMEThI €ro CTHII,
M BeChMa CaMOOBITHBIM Ha ()OHE JAPYTruX pabdoT, CBA3AHHBIX C OECCMEPTHOM MmoBecThio IlymkuHa.
OmnbIT MCchenoBaHUsl TMO3BOJSIET BOCHOJIHHUTH MpPEICTaBICHHA O TBopuecTBe IIpokodneBa kak
KMHOKOMITO3UTOpa, a TAaK)K€ BHECTU OINpPEACIEHHYIO JIENTY B BOIPOCHI, CBS3aHHBIE C JAMAIOTOM
HCKYCCTB H, IIUPE, — C KYJBTYPHBIM AHaoroM. Pa3BuBasch B pyciie My3bIKadbHON MyIIKUHUAHBI,
HCKOMBIN JHAJIOT MPEOI0JIEBAET MPOCTPAHCTBO U BpEeMs, HHUIIUUPYSI HE3PUMYIO CBSI3b MPOIILIOTO,
HACTOSIIETO U OyayIIeTo.

Knroueswie cnosa: xunomyssika Ceprest [IpokodbeBa, Mmy3sikanbabIi cTrib Cepres [Ipokodnesa,
«[TukoBas mamay» Muxamna Pomma, 6aner «Tpu kapTh», My3bIKaibHash MyIIKHHAAHA

Jlna yumuposanusa: YOit 1. My3eika Ceprest [IpokodreBa k kuHopunbsMy «IlukoBas namay
Muxanna Pomma // IIpoGnemsr my3bikanbHO# Hayku / Music Scholarship. 2023. Ne 1. C. 178-190.
DOI: 10.56620/2782-3598.2023.1.178-190
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Sergei Prokofiev’'s Music for Mikhail Romm's
Film The Queen of Spades

Yu Yang

Herzen State Pedagogical University of Russia,
St. Petersburg, Russia,
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Abstract. Among the artists-creators who have turned to the musical-theatrical or musical-
cinematographic interpretation of Alexander Pushkin’s The Queen of Spades and thereby risked
to enter into a dialogue, or even into polemics with Piotr Tchaikovsky’s immortal opera, Sergei
Prokofiev presents a striking example. His artistic tandem with cinema producer Mikhail Romm
was formed in 1936, however, the film The Queen of Spades for various reasons turned out to be
inaccessible to the viewing audience. The music to the film project, which failed to be realized, was
almost completed by the composer and has for many years attracted conductors and film producers.
Within the focus of the scholarly interest of the author of the present article is the story of the creation
of the music for the film, as well as its analysis based on art studies. This work of the composer turns
out to be simultaneously quite organic for the master’s legacy, possessing the traits of his style,
and quite original, when compared to other works connected with Pushkin’s immortal novelette.
Research experience has made it possible to compensate for the prior perceptions of Prokofiev
as a cinematic composer, and also to make a certain contribution in the questions connected with
the dialogue of the arts and, more broadly, with the cultural dialogue. Developing itself within the
framework of musical Pushkiniana, the sought dialogue overcomes space and time, initiating the
invisible connection between past, present and future.

Keywords: Sergei Prokofiev’s cinema music, Sergei Prokofiev’s musical style, Mikhail Romm’s
The Queen of Spades, ballet The Three Cards, musical Pushkiniana

For citation: Yu Yang. Sergei Prokofiev’s Music for Mikhail Romm’s Film The Queen of Spades.
Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 1, pp. 178-190. (In Russ.)
DOI: 10.56620/2782-3598.2023.1.178-190

HOMY3bIKM OKa3bIBaeTcs B (pOKyce IpUMEPE MUPOBOIO MY3bIKAaJbHOTO Hacie-
Hay4YHbIX MHTEpecOB npeactaBute- aus[1;2;3;4;5]. [Ipu aToM 10 HacTosAIErO
Jel pOCCUIICKOTO MY3BbIKO3HAHUS, BBISIBIIA- BPEMEHM HE MOABEPraeTcsi COMHEHHUIO TOT
IOIUX TOHYAHIIME I'PaHU B3aUMOAEUCTBUS  (DAKT, YTO OJHUM U3 «T€HHEB KUHOMY3bIKI»

I I a CGFOZ[HSIHIHI/Iﬁ JCHb 0071aCTh KH- MY3bIKH, CJIOBA W BHU3YAJBHOTO pslda Ha
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(E. T'poxoBckuit)! O6bu1 M octaéres Cep-
reii [IpokodpeB, HE TOIBKO 3aJOKUBIIUM
dbyHIaMeHT e€ ApaMaTHYeCKOW CyTH, HO H
CO3JaBIUMI MPEUEEHT sl pACCMOTPEHUS
MY3bIKaJbHOW COCTABISIONIENH KUHOTEKCTa
C MO3UIUH MOJIMHHO BEICOKOTO NCKYCCTBaA.
B naHHOM KOHTEKCTEe OCOOBI MHTEpec
npecrapisieT My3bika [IpokodneBa k Quiib-
My «IInkoBas namay», K pexuccype HaJ Ko-
TopsiM M. Pomm mpuctynmin B 1936 rony.
Peub uI€t 0 TBOPUECKOM IIPOEKTE, MPUILIE-
meM Ha cMeny QuibMy «llopyunk Kuxey,
paboty Haja koTopbiM B 1934 rony — Bpeme-
HU CBOErO BO3BpalleHus Ha Poguny — kom-
O3UTOp pasznenui ¢ A. PaitHIUMMEPOM.
[Tpuypouennas k 100-1eTHel ronoBIIMHE
cmeptu A. IlymkuHa kapTuHa, yKe roToBas
K 3aIycKy B paboTy, IO pa3iIMyHbIM MPUYH-
HaM — KaK HJIE0JIOTUYECKUM, TAK U CyTy0o
MIPOU3BOACTBEHHBIM — ObLIa 3aKkphiTa. [Ipn
TOM MY3bIKaJIbHYIO0 4acTh [IpokodneB 3a-
BEPILWJ B KJIABUPE TOIHOCTHIO (24 HOMEpa)
1 )K€ MOUTH 3aKOHYHIT OPKECTPOBKY (20 HO-
MepoB)”. HaCTUYHO My3bIKa ObLIa UCIIOB30-
BaHa KOMIIO3UTOPOM B JPYTUX COYMHEHMSIX
1940-x rogoB. Xpansmasicsi B Poccuiickom
rOCy/1apCTBEHHOM apXHBE JIMTEPATYPbI U UC-
KyccTBa pykonuchk «lIukoBon mamen» IIpo-
Ko(beBa 3aMHTEpecoBasia, MO CBEIACHUSIM

1

obpamenus: 01.02.2023).

J1. Haiiza®, Bragaie I'. PoxxaecTBeHCKOTO, HC-
MOJIHMBILIETO J[BA HOMEpa B KOMITMJIMPOBAH-
HOil ctoute «llymkunuanay (1966), 3arem
Maiikna bepknu (2007), ucnonb3oBaBiie-
ro MpoKo(PHEBCKUE PYKOMUCH TSI MY3BIKH
k 6anery K. bpanacrpyna «Ilopsisey (2007),
u, HakoHel], M. KOpoBckoro, co3aaBiiero Ha
OCHOBE APXUBHBIX PYKOIIUCEN U MAPTUTYPHI
bepkin 11enocTHyt0 cMMQOHUYECKYIO CIOU-
Ty U3 IISTH YaCTEH.

OnHako He 3aMEUYEHHBIM AHNIMMCKAM
ucclieioBaresieM ocTaics emeé oauH (axT
CLIEHUYECKOTO BOIUIONMICHUS TapTUTYPHI
[IpokodreBa. ITO KOPOTKHI, COOTBETCTBY-
IOIUH TPOIOJDKUTEIHBHOCTH MY3bIKU OaneT
«Tpu xapte», nocraeiaeHHbld B 1969 rony
xopeorpadom H. BosipunkoBbeIM 10 clieHa-
puro pexwuccépa A. bemuHckoro! Tpymmoi
«JleHuHrpaACKUil KaMepHBINA OaeT» (PyKO-
Boautenb [1€Tp 'ycen).

Uro xe mpeacTaBisieT co00l aBTOpCKast
BEpCUS MY3bIKU?

CornacHo BbIcKa3zbiBaHusIM M. Pomma,
B 3TOU «IOYTH HEMOM KapTHUHE», (IIOCTPO-
€HHOW Ha MY3BIKE» W COOTBETCTBYIOILICH
«CyXOMY CIJOTy» MYIIKMHCKOM TOBECTH,
MPEANoIaraioch «O04eHb Majo CIIOBY», «IO
CYWIECTBY, 3TO. .. TAHTOMUMA ITPA OTPOMHOM
KOJIMYECTBE BBIPA3UTEIBHOTO JICHCTBUD) .

Topoxosckwmii E. I'ennit kunomyssikn. URL: https://webkamerton.ru/2011/10/genij-kinomuzyki (nara

2 Jlnst pabOThI HaJl MY3bIKOW K KHHOKapTHHE, Ha OCHOBE MPOKO(BEBCKUX YKa3aHHUI M TOMETOK B KJIABHPE,

ObUT TIpUBJICUEH MOMOIIHUK KoMmo3uTopa Bramumup Jlepxanorckuii. [logpoOHee 1o TaHHOMY BOIPOCY
cm.: baprur K. «[lukoBas nama» IlpoxodreBa m mymkuHCcKuil oomneit 1937 roma // C. C. IIpokodbes:
K 125-netuto co ausa poxkaenus. [IucbMa, TOKyMEHTHI, cTaTbu, BocrioMuHanus. M.: Kommosurop, 2016. C. 393.

3 TlompoGHee no ganHOMy Bormpocy cM. Oykiet k CD: Prokofiev. The Queen of Spades / On Guard for
Peace © 2009. David Nice.

4 OpkecTpoBKa, KOMIO3UIMS W peAakis pykonucu IIpokodpeBa i CEKTakis Obuia clenaHa
komno3zutopoM H. MapteiHoBeIM. [ToMuMo aBTOpcKOl My3bIKHM, MapThIHOB BBEN B MapTUTYpy Oasera
OpKEeCTpOBaHHBIE JIS CTPYHHOTO OpKecTpa Mbechl u3 mukia «MwumonérHoctu». [lompobHee cwm.:
MapreioB H. A., Muxeesa M. B. Mbl oMHUM HX H JepxUM B cBoéM cepate... // MUSICUS: Bectauk
Canxr-IletepOyprckoii rocynapctBeHHOM koHcepBaTopuu UM. H. A. Pumckoro-Kopcakosa. 2019. Ne 2 (58).
C.3-9.

> Iur. mo: baptur K. Yka3s. cou. C. 393.

180



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 1

[Ipu Takoil 3HaUMTENBHOU poNH B (UIbME
MY3bIKaJbHOM COCTABIIAIOIICH 3aa4€il KOM-
MO3UTOpa CTaj0 CO3JaHUE YPE3BBIYAIHO
BBIPA3UTEIIBHBIX U EMKHX B CMBICIIOBOM OT-
HOILIEHUU MY3bIKaJIbHBIX 3MH30/10B. OHAKO
HeoOxomuMa OblIa JJAKOHHYHOCTH MOCIHEI-
HUX, TpeOyemas crieun(pHuKoi cylecTBoBa-
HUS MY3BIKH B XyJI0’)KECTBEHHOM KMHO(HIIb-
Me ¢ e€ MOJYMHEHHOCTHIO XPOHOMETPaXKy
Bujeopsana. Kak ormedanoch paHee, OMBIT
nmono6Hoi pabotel IlpokodreB yxe mpu-
o0péin, co3maBas KHHOMY3BIKY K (QUIBMY
«ITopyunk Kmxe». K ToMy xe koMnosutop
CUMTAJI, YTO MPHU MOCTOSTHHOM 3BYYaHHH B
buapMe My3bIKa YTPadyMBAET 3PUTEIHCKOE
BHUMaHHE W TIOTOMY JOJDKHA BKIFOYATh-
CSl «TOYCUHOY, JINITb B TE€ MOMEHTHI, IJIe ¢
POJIb IpaMaTHUECKH MEPBOCTEIIEHHAS.
JlaHHBIC YCIIOBHS HE OCTABIISITA BO3MOX-
HOCTH TPOCTPAaHHOTO HMHTOHAI[MOHHO-Jpa-
MaTypTUYECKOTO Pa3BUTHS MY3BIKAIBHOTO
MaTepua’a, ycTyrnas MecTo «CBOeOOpazHOMY
poKO(bEBCKOMY CUM(POHU3MY — CHUMPO-
HU3MY KOHTPACTHO COMPSDKEHHBIX KPATKHUX
smm3010B»’. B cBOIO ouepenpb, He Oe3 BO3-
JIeMCTBUS ONbITA pabOTHI AJIs TeaTpa U KUHO,
YK€ B UACTO MY3bIKAIbHBIX JKaHPaX — CHM-
donHmsAX, coHarax, koHieprax [Ipoxkodnena
— 1o MHeHHI0 C. CIIOHUMCKOTO, IOCTETIEeH-
HO «HAMEYaeTCs HOBBIM THUI HEMPOTpaMM-
HOTO WHCTPYMEHTAIBHOTO UK, KOTOPBIN
«OCHOBaH Ha OOOCTPEHHO-KOHTPACTHBIX,
nmoayac SpKO JPAaMAaTUYECKUX COIMOCTaB-
JICHUSIX MHOTOUHMCJICHHBIX SIHU300B-CIICH
(“cumpoHnUECKUX KAIpOB”’) — CXKATHIX,
YETKO OYEPUCHHBIX U OTTPAHUYCHHBIX, CBSI-

¢ Tawm xe.

7

8 Tam xe. C. 19.

Tam xe. C. 18, 19.

9

3aHHBIX APYr C APYroM TOHKUMH, MOJYac
HE3aMETHBIMU LITPUXAMHU, a TaKkKe MoTuEp-
KHYTO OIpPENENEHHBIMU MOBTOPAaMU MHO-
rux TeM»®. CIOHUMCKHI OTMEUAET, YTO MPH
ITOM «KaXKIbIA paszznen popMbl TpaKTyeTcs
KaK CaMOCTOATENIbHAsI WHCTPYMEHTaJbHas
cueHa (B cuMmponusx — “cuMm@oHrUeCcKas
cleHa’), HaChIIAETCsl pa3HOOOPA3HBIM SIPKO
XapaKTepHbIM TEMaTHU3MOM, OOOTaIEHHBIM
YKaHPOBBIMU U T€aTpaIbHBIMHU aCCOLUALIMS-
MU, NPOTPaMMHO-U300pa3UTENbHBIMU TIPU-
émaMu. COOTHOIIEHUE ATUX. .. JIATUJAPHBIX
paznenoB ¢GopMbl CO3MAET CKBO3HYIO IIO-
JUTEMAaTUYECKYI0 CTPYKTYpPY OJHOYACTHOMU
CIOUTBI UJTU OTepHOM (6aneTHO) KapTHHBI,
a CUM(OHHIO B LIEIOM — B “TpEXAKTHBIN"
WIH “9eTBIPEXAKTHBIN IUKII CIOUT, TT000-
HBI 000CTPEHHO KOHTPACTHBIM MY3bIKaJIb-
HO-TeaTpabHbBIM clieHam!»’

OTH TPUHIMUIBI BKYNE C MPUBSA3ZKOU
K JEHUCTBUI0 THIOTETHUYECKOrO0 KHHOpSAIA
OyneM cuuTaTh OTIPaBHBIMU MOMEHTaMU
JUTsE TTofIXo/1a K aHanuzy. 6o B 11e710M UMEeH-
HO Takasi My3bIKaJIbHasi CTPYKTypa yXke 3a-
noxeHa B opuruHane I[Tpoxkodnena'”.

My3bIKalbHBIA MaTepHuan oOIIe u-
TEJIBHOCTHIO MPUOIM3UTENHHO 2730 MUHYT
COCTOMUT M3 KPAaTKUX HOMEPOB, O3ariIaBJICH-
HBIX B COOTBETCTBUU C MHU30JaMU (hUiIbMa.
[Ipuyém My3biKa B HUX MHOTOKPATHO [TOBTO-
psieTcsl B COOTBETCTBUU C KHHOOOpazamu,
a Tak)Ke MPUHIUITHATBHON YCTaHOBKOM KOM-
MO3UTOPA HA 3aIIOMHUHAEMOCTb ISl 3PUTEIISL.

«YBepriopa» (Ne 1) 3Byuut BO Bpems
nokasza TUTPOB (UIbMa U C MOSBICHUEM
Ha ’KkpaHe ['epmaHHa, XapakTepusys Kak

Cronmmckuii C. M. Cumdonunu [Ipoxodsea: onsiT ncciaenoBanus. M.; JI.: My3sika, 1964. C. 18.

10 TlomppobHee o ganHOMY Botpocy cMm.: Dutenuc JI. A. I1yTh nCKaHuii — HENErKui myTh // 3aMeTKH Ha
HOTHBIX cTpaHunax. Ctareu o O6anere, mkase, nmecue. JI., 1974, C. 102-106.
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caMord TUTYJIBHOIO Teposi, TaK U OOIIMIl
SMOIIMOHANbHBIA TOHYC ucTOpUU. CeMb
BBIICPKAHHBIX AKKOPJAOB HU3KUX JyXO-
BBIX, OTKPBIBAIOIIUX HOMEpP, — 3TO CBOETO
pona «OayagHbli»y 3a4MH (OTMETHM, YTO
OayutagHBIA TOTIOC MPOSIBUT cebs U Janee),
MPUNIAIIAIONIMN MOCTyIIaTh HEBEPOSTHYIO
HCTOPHIO, TaK COOTBETCTBYIOLIYI) MHCTH-
yeckoit aype Caunkr-IlerepOypra. OgHoBpe-
MEHHO — 3TO BBIPAKEHUE MpPayHO-3JI0BE-
et arMocdepbl NPOUCXOIAIINX COOBITUI
C NIPENBECTUEM HX TParu4yeckoro MCXona.
Hakonen, mo MHEHHIO 3apyOeXHBIX HCCIIE-
nosarenen . Haiica u K. baptura, sto emié
Y BOILUIOIEHNE CaKpaJIbHBIX YUCET — TPOM-
KM (TPETHI aKKOpJ BBIAEIIEH TPEMOIUPYIO-
UIMMU JUTaBpaMu) U ceMEpku (obl1ee uuc-
JI0 AKKOPJIOB).

BerynuieHne cMEHsieT CTyK OKTaBHBIX
YHUCOHOB YE€TBEPTHBIMU oOstinato C BBIAC-
JICHUEM AaKIEHTHO W TapMOHUYECKH (AHcC-
COHMpPYIOIIAsl YMEHbLIEHHAs TEpLHMs) IIO-
CIEIHEH NOJM KaXKAOTO JAByTakTa. Tem
CaMbIM CO31a€TCSI MPEIBIKTOBBIA «TpaM-
TUTUH» JJI CAaMOBO30OHOBJICHUS YHEPTUHU
Y TIOBTOPEHHUS JBUKEHUS B pUTMOGOpMyIie
9KCIIAHCUBHO-BJIACTHOTO TaHIO. 3aTeM Ha
ostinato HaKJIaIbIBaeTCsI 0€30CTaHOBOYHBIN
0er BOCbMBIMH Yy CTPYHHBIX, UCIIOJIHEHHBII
CYETJIMBOM aKTUBHOCTHU, — OT Ha4yaJbHBIX
PENETUINIT OAHOIO 3ByKa M «YMEPEHHBIX)»
CEKYH/IOBBIX IIaroB J0 CTPEMUTENLHO B30e-
rarollrX MaccaXkeil, 3aBepIIaeMbIX TEMH Ke
XOPEMUYECKUMH CEKYHIOBBIMU 3aJ€piKaHu-
SMH-COCKaJIb3bIBAHUAMH WJIM Tpesieoopas-
HBIMH MOTHBaMH. J[aHHBIM TpHEM Kak OBl
MY3BbIKJIbHO-MEeTaQOpUIECKr 00IHYaeT
IIAaTKOCTh U HEHAJEKHOCTh ABAaHTIOPHBIX
«OpOXKEKTOB» lepMaHHa, 3aBUCALIUX OT
CIIy4YalHOCTH.

[IpocTasgs cekBeHTHass W BapHaHTHas
ITIOBTOPHOCTb, YacTbhle€ CMEILIEHUS TOHAJb-
HOl OIIOpBI M CMEHA J1a/I0BOT0 HAKJIIOHEHUS
C YNOPHBIM BO3BpAILEHUEM K HAYaJIbHO-
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My MOCTPOECHHIO, MPUCOEANHEHUE HEOOIb-
IMX KOHTPAYHKTHUPYIOUIUX MEIOAu —
BCE ATO pa3BHBAET 3KCIIOHUPYEMBI 00pa3
C €ro TOKKaTHbIM HMHCTPYMEHTAJIbHBIM Te-
matu3mMoM nainee, B Noe 2 u Ne 3. O6Gpara-
€T BHHUMaHHE JBAXKIbl MPOMEIbKHYBIIHIA
KpPaTKHil «1LErOJIbCKOI» MOTHUB Ha CEKYHJ0-
BbIX MHTOHALMSX C NAy3aMH U ITyHKTHUPOM,
KaK TpeACTaBIIAETCS, BbIAAIOIIMIA HaIyCK-
HYI0 OpaBajly U JIETKOMBICJICHHbIE HaMepe-
Husi ['epmanna o otHomenuio Kk ['padpune
(«cmenatncst €€ moOOBHUKOMY) win Jluse.
Tak BO3HMKAaeT J0CTATOYHO OObEMHASI MO-
HOTEMHasi © MOHOOOpa3Has XapaKTepUCTHKA
I'epmanna, mmbs B koHIE Ne 3 Hapymaemas
HOBBIM KOHTPACTHBIM JJIEMEHTOM: HEOXKH-
JAHHO 3BYYHMT THXO€ KOPOTKOE MOJIU(OHU-
YECKOE TPEXTOJI0CUE JIEPEBIHHBIX TYXOBBIX,
B OCHOBE T€MAaTHU3Ma KOTOPOTO — HUCXOJS-
1le€ HUKHYILIEE JBUKEHHE, 3aBHCAIOLIEE HA
JIOMHUHAHTE U B KOHIIE 3aCTHIBAIOLIEE BOIIPO-
coM. My3bIka, TAKUM 00pa3oM, MPEABOCXU-
I1aeT KaracTpo(uyeckoe 3aBepIieHue Cy/b-
OBl Treposi UM BOCIIPUHUMAETCSl KaK rojioc
€ro Ayl — 3anlyllaeMoOW, pa3MeHUBae-
MO Ha CyETHBIE LIEJIH.

[Ipeobmnanaromiast e B €ro My3bIKajb-
HOM XapaKTepUCTUKE KECTKO-HAMOPHUCTAs
TOKKaTHOCTb — OJJHA W3 XapaKTEepHEHIINX
CTWJIMCTUYECKUX 4epT TBopuecTBa [Ipoko-
¢dbeBa, CBOWCTBEHHAs €My YK€ Ha PaHHEM
srane. JlaHHBIM CTWIEBOM LITPUX COJIEpKaA-
TEJIBbHO BecbMa EMKMM. Bo-mepBbIX, ocTH-
HAaTHO€ TOKKaTHOE JBW)KEHHE BBIPAXKAET
COCTOSIHUE CUJIbHEHIIIEro BHyTPEHHETO Oec-
MIOKOMCTBA, TUXOPAT0UHON EPEBO30OYKIEH-
HOCTH TICUXUKH reposi, KOrja B €ro Mo3ry
CTYYHWT, HE OTILyCKas, OJHA U Ta K€ HaAB3-
YUBasl MbLCIb: BO3BBICUTHCA, CKOJIIOTUTH 00-
rarcTBO KapTOYHBIM BBIMTpHIIIEM, oOecrie-
YEHHBIM, B CBOIO OU€pE/b, 3HAHUEM TANHOU
KOMOHMHAIUU KapT. Bo-BTOPBIX, OHO MOXET
UHTEPIPETUPOBATECS KaK IPUTOBOp: Ma-
HUAKaJbHasl CTPACTh CMOCOOHA MOIIOTUTh
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B JINYHOCTU BCE YEIIOBEYECKOE U IIPEBpa-
TUTH €€ B 1101001€ 3aBeIEHHOTO MEXaHU3MA.
B-tpeTbux, omHooOpa3Hast TOKKaTHast MOTO-
pHKa ¥ TIOCTOSTHHOE BO3BPAIICHUE K HAYaITy
MY3bIKaJIbHO XUBOMHUCYET HE TOJBKO idée
fixe 'epmaHHa, HO U €rO BHEUIHEE MOBE/E-
HUE — OOJIE3HEHHYIO TATY K KapTOUHOMY
cToiy, Omyxaanue 6e3 1enH Mo TOPOJICKUM
ymuram (Ne 2), 6neHust nmepea J0MOM Tpa-
¢unu (Ne 3) u, HaKOHEll, €ro COOCTBEHHYIO
urpy (Ne 19, 20, 21, 22).

[Tockonbky nmoctynku ['epmanHa Tak wiu
MHaue acCOIMUPOBaHbI C 00pa3oM crapy-
xu-rpapuHu ¥ €€ TailHbI, TO MPU 3ByUYaHUH
B OCTHMHATHOM 0acy yMEHBIIEHHOW Tep-
LAY WU IIPU pacLUEIUICHUU €€ Ha COCTaB-
JSIONIME — BOCXOMASIIUE W HUCXOSIINE
MaJIOCEKyH/IOBbIE XOnbl (YK€ OTMeuaach
OornpInasi KOHCTPYKTHBHas © 0oOpas3Ho-
CEMaHTHYECKasi pOJb CEKYH/bl B TEMaTHU3-
Me) — BO3HMKAET aJTIO3MS HA aHAJOTUYHbIE
WHTOHAIINH, CBsI3aHHBIE ¢ 00pa3zoM I'paduuu
n3 «IIuxoBon mamery YalikoBckoro. Mmeer-
csi B BUAy orepHas cueHa Ne 16 (B cnanbHe
['pacdunm) ¢ 6GacoBBIM OCTUHATO U BEpXHEH
CEKYHJIOBOM BCIIOMOTATEIBHON OT Haudaja
CIIeHBI U A0 nosiBiieHus [ pagunu. 3HameHa-
TEJILHO, YTO CEKYH/IOBbIIl MOTHUB, TIOSIBIISISICH
BO BCEX CIOSX (PaKTyphl, WMHUTHPYEMbBIN
WIN CEKBEHIIMPYEMbIH, MPOHU3BIBAET BECHh
cienyrommii cis moll’upiii paznen Allegro
moderato YaiikoBckoro, Bkitouas Ilecenky
I'padunau (u3 I'petpu) u xop «bnarogerens-
Hulla Hama». B ¢unansHO# criene Ne 17,
B KyJbMUHAIIMOHHBIA MOMEHT OOBSICHEHUS
¢ JIuzoit (Vivace), CeKyHIOBBIM MOTHUB OOBI-

rpeIBacTCs B 0acy (CM. HOTHBIC HPUMEPHI
Ne 1, Ne 2a, Ne 20)!.

!l Hotasle mpuMeps! cM. B [IpHIOKEHHH.

«JInza» (Ne 4). IlepBoe, uTo oOparaeT Ha
ce0s BHUMaHHE B €€ MY3bIKaJIbHOM TOPTpe-
T€ — 3TO UUTUPOBAHHE HAYAILHOI'O MOTH-
Ba «CTapuHHON (ppaHIy3CKOM MECEHKN» U3
«Jlerckoro anpOoma» YalWKOBCKOIO, MCTOU-
HUKOM KOTOPOH B CBOKO Ouepeqh ObLI IMOI-
JTVMHHBIA cTapuHHbIN HaneB X VI Beka «Kyna
BbI YIIUTH, YBJICUEHHSI MOCH MOJIOMIOCTH. . .» "2,
ITocnemuuit YallkoBCKHI BKIIFOYMII TAKKE BO
IT nmeiictBue «Opneanckort neBb» (IlecHb
MeHecTpeneit). Jnerudeckuii 1o Oe3bic-
xonHocTn ToH «Ilecenkw», OannagHbe MO-
BECTBOBATEIbHBIC WHTOHALIUM, TMOJTH(POHU-
yeckasi (pakTypa ¢ TOHMYECKHMM OpPTraHHBIM
MYHKTOM, CO3/atolIe OO apXandecKuil
KOJIODUT W HACTPOCHME neyanu 0 npouiom,
nokazanuch [IpokodbeBy, HajO MoOJarars,
BEChMa KpPaCHOPEYHBOM 5MONEMON My3bI-
KanbHOTO 0oOpa3a JIuzel (mpumep Ne 3).

BruieréHHass B KpallHME 4YacTH NpoO-
cToi TpéxuacTHOU (HOpPMBI ITUTaTa B BUIE
KPAaTKOro MHULHUAIBHOTO 000poTa (HEYTO
BpOJIE MoOtfto) C COXpAaHEHUEM TOTO XKe a
moll n monupoHNYECKOi, HO 3HAYUTEIHHO
Ooinee pa3BUTON (aKTypbI'’, BBITIOJIHSAET
Cpa3y HECKOJbKO CEMaHTHYEeCKUX (yHK-
nuii. C OIHON CTOPOHBI, OHa SBISETCA
BOXHEUIIIUM CMBICJIOBBIM MapKepOM CO-
UAJIbHO-OBITOBOTO mopTpera Jln3zaBeTsl
HNBaHOBHBI — 110 cioBaM Ilymkuna, xo-
POIICHBKONW M MHJION, HO O€THON U 3aBU-
CHUMOM BOCHUTAHHUIBI, «IIPEHECYACTHOIO
CO3JaHUsI», 4YaCTO TAMKOM IUIAYyIIENH «I0-
MaliHed MydeHuUbD». E€ mmaBHoe mpen-
Ha3HAaU€HUE — CMHUPEHHO CHOCHUTH BCE
Kallpu3bl U MONPEKH B3AOPHOUW CTapyXH,
a cpenu o0s3aHHOCTEH — YHUTaTh rpaduHe
@paHyy3ckue poMaHbl U COMPOBOXKIATH €&

12 TIpuxomoBckast E. A. OGpasHblii psaa u3 xku3HK pedénka: «Jlerckuit anmpbom» I1. W. YaiikoBckoro //
My3bIKabHBIN anbMaHax ToMcKkoro rocymapcTBeHHOTO YHUBepcuTeTa. 2018. Ne 5. C. 53.
I3 HameB ObLI, BEPOSATHEE BCETO, 3aMMCTBOBAH M3 UMEMOMIETocs B Onbmmoreke YaiKoBCKOTO COOpHMKA

(hpaHITy3CKHX HaPOIHBIX MECEH.

183



Mpo6neMbl My3blKanbHon Haykm / Music Scholarship. 2023. N2 1

Ha 0anax, coxpaHss MpU ITOM «I0a00ar0-
iee JIULO».

C npyroil cTopoHsbl, 1uTata U3 Yaikos-
CKOTO AT KOCBEHHYIO XapaKTEPUCTUKY €€
MY4YHUTENS — CTapyXu-rpauHu Kak HEKO-
€ro peJuKTa MpPOIUIOro, «OTIIOOUBIIETO
B CBOH BeK M uyJoro Hactosamemy» (ITymi-
KHH), OMHOBPEMEHHO HaMeKas Ha napuoic-
ckue TpUyM(bl ¥ TPUKIIOUYEHUS BpPEMEH
MOJIOJIOCTH «MOCKOBCKOU Beneps». Cpenun
HUX — MOJIBA O 3HAHUU TAWHOW BBIUTPHILI-
HOM KOMOMHAIINK KapT, KOTOPYIO OTKPBLI el
rpa¢p Cen-KepmeH, cTaHOBSIIAsCS ITyCKO-
BBIM KPIOUKOM BCEX JAIbHEHIITNX COOBITHI.

JIByxTemMHasl cpeliHsisl YaCTh MY3bIKaJIb-
HOM XapakTepucTuku JIus3el mnocesmieHa
PACKpBITUIO €€ BHYTPEHHEH CYIIHOCTH —
HUKEM HE 3aMeyaeMoil J100poTe, HEXHO-
CTH, TOTOBHOCTH JIFOOUTh W TAalHBIM YIIO-
BaHMSIM Ha U3MEHEHUE cBoel ydacTu. Beap
JIu3a «oKMBO 4yBCTBOBaJa CBOE MOJIOKEHUE
U TJIsi/ieNia KpyroM cebsi, — ¢ HeTepreHueM
oxkupas uzdasurens» (I[lymkun). Tunuyno
MPOKO(PHEBCKUN 1O JaJ0TapMOHUYECKON
KPacCOYHOCTH U IIUPOKUM BBIPA3UTEIbHBIM
MEJIOJIUYECKUM  XOJaM, MEeuTaTeIbHbIN,
yOaroKMBAIOIIUA M OJHOBPEMEHHO Tpora-
TENbHO OE€33alUTHBINA JTUPU3M O0EUX TEM,
ONMU3KUX MEXay coOo#, IBHO OOHapyXH-
BAa€T CBOM HCTOKU B II€BYYEM THUIIE MEJO-
IUKA ¥ (PakTypHBIX (Gopmyiaax pPOMaHTH-
YECKOM 3MOXH, TAKMX KaK PyCCKHAN POMAaHC
(«CeBepHast 3Be3na» M. Imunku; «Pac-
CTajnuch ropao Me» A. JlaprombIKCKOTO)
WU ONEpPHO-CUM(POHUYECKAs] apPUO3HOCTh
(apus XKepmona u3 «TpaBuate» . Bepau;
rmaBHas Tema u3 I gactu Btopoit cumdo-
nuu U. bpamca). B nenom u menonuke, u
dhakType, 1 n30paHHBIM KOMIIO3UTOPOM I1e-
CEHHBIM (popMaM 3TOro HoMepa IpHcylla
60KAIbHOCMb KAK ITOKA3aTEJIBHBIN JKaHPO-
BBIA IITPUX yIITyOIEHHONW XapaKTePUCTUKH
3TOT0 CBETJIONO I'YMaHUCTUYECKOIO IEPCO-
Haxa.

B snuzone «I'epmann y ceds» (Ne 5) mo-
BTOPSIETCS YK€ 3HAKOMBIM TEMAaTU3M: Iepou
00BAT BCE TOM XK€ HEOTCTYIMHOM MBICIBIO
U3 YCIBIIIAHHOTO aHekoTa o ['padune, us-
peaKa ImpephIBa€MOM BO3BPAILICHUEM K JEH-
CTBUTENBHOCTH (BHE3aHble OCTAHOBKU Ha
o0opoTax TUMNa JUIMHHOTO JBOIHOrO Qop-
niara).

«Y1po» (Ne 6) — HeOomnblias >KaHpO-
BO-ObITOBass MYy3bIKaJbHasl 3apUCOBKAa Me-
CTa COOBITHI — YIUI] CTOJIUIIBI, KyJa CHOBA
BbIlIeN OpoauTh l'epMaHH, TOHUMBIN Oec-
MOKOMHBIMM pa3MblluIeHUsIMU. Ha  ynu-
e Te4ET CBOS KHU3Hb: IOCIE HAyaJbHBIX
«pacKauMBAIOIIMXCS» MHTOHAUUK (HaroTos
CJe1yeT HECKOJIbKO KOMUYHAsl My3bIKaJbHas
MOCTYIb BBICOKUX JEPEBSHHBIX JTyXOBBIX
C TMOCTENEHHBIM PETrUCTPOBBIM MOABEMOM,
— OyaTO ropoJCcKUe OOBIBATEIN CIIPOCOHBS
BBIIVISI/IBIBAIOT U3 CBOUX YIVIOB U OCTOPOKHO
BBIOMpAIOTC €I1I€ 3aTEMHO 110 CBOUM JIETIaM.
HeoTnemiemslil aTpulyT CTOIMYHOMN KU3HU
— BOCHHBIE 3aHATHS Ha IUIAIly — TaKXKe
0TOOpakEH MY3BIKAIEHO-ITPOH3UTEIBHBIMH
CUTHaJbHBIMU (daHpapaMu U MapIlIeBbIM
TOIOTOM IIOCTENEHHO YIAISIOLIErocs, 3aHs-
TOTO MYIITPOM COJIAATCKOTO CTPOSI.

«I'epmans Buaut Jluzy» (Ne 7). Conupy-
IOII[ME BUOJIOHYETH B CBETIIOM E dur BemyT
HETOPOIUIMBYIO, OIEBAIONIYI0 YCTOM ILIa-
CTUYHYIO MeJoAuto: l'epmMaHH 3amMeTHsl U
3aMHTEPECOBAHHO PACCMAaTPUBAET TOJIOBKY
JIusel B okHe. Ho moutn ToTHac 3Ta coBep-
IICHHO €CTECTBEHHAsl pPEeaKUusi MOJIOIOTO
YyelloBeKa MPEeBPaTUTCS M3-3a ero OOJIbHOM
MICUXUKU B HHCTPYMEHT JOCTHXKEHHUS KO-
pBICTHOM 1€ (BO BTOPOM MPOBEIECHUU
Menoaus yxe OyleT MCKaKeHa JAUCCOHUPY-
IOIUMH KOHTPAIyHKTAMH U PE3KUMH COOT-
HOILIEHUSIMU TEMOPOBBIX KPaCOK).

«bam» (Ne 14), Ha KOTOpOM, IO OOBIK-
HOBEHUIO, TPHUCYTCTBYeT TrpaduHs Kak
«YpOIJIMBOE U HEOOXOAMMOE yKpalle-
Hue» (Ilymkun), conpoBoknaemas JIn30ii.
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Cuena sta, He onucanHas [lymkuHbIM, HO
pa3BépHyTas B onepe YamMKOBCKOTO W MpPH-
CYTCTBYIOIIIasi B CIICHAPHOM TIUIaHE (HUIIb-
Ma, MpeACTaBiIEHA IMOJIOHE30M, TPAJAUIHU-
OHHO OTKPBIBAIOIIUM POCCHIICKHE Oabl
XIX Beka — NOMNE3HO-IIYMHBIM, Jae
HECKOJIBKO IIAPKUPOBAHHBIM U3-3a OOUIIHA
M€Y, MEIOAUKO-TAPMOHUYECKON TEpIIKO-
CTM XPOMATUKH U MHOMKECTBA OKTABHBIX
ckaukoB. [locne dandapHoro omgHoTaKTO-
BOT'O CUTHaJa-IpHU3bIBa HAUUHAETCS CaM I10-
JoHe3, oOpasyromuii TpéxuacTHyro (opmy
C MOBTOPEHUEM YacTeil (BapbUPOBAHHBIM),
COKPalIEHHOM PENPU30M U PUTYPHEISIMU
— BCTYNUTEIbHBIM, B CEpEIUHE CpeaHEl
YacTU W 3aKIIOYUTENbHBIM (mpumMep Ne 4).
Cpenusis 4acTh, TOHAJIBLHO KOHTpacTHAas
(E dur), nocTpoeHa Ha HOBOM MarepHale, HO
B 3aKJIIOYUTEIILHOM BOCBMUTAKTE BO3Bpallla-
€T MaTepua NepBoi YacTu. TOHATBHBIN TJIaH
nenoro — tepuoBbiil (C— As — E— C).

Temarusm puTypHEnerd yTPUPOBAHHO
MomuEpKUBAET PUTMODOPMYITY TIOJIOHE3A,
cornpoBoXxaast €€ o0mMMu popmMamu JIBUKe-
HUST — TaMMOOOpa3HBIMU WJIM XOJAMH I10
aKKOP/JIOBBIM TOHaM. Tak)ke CpPaBHHUTEIIHHO
Majo WHIAWBUIYAIU3UPOBAH U TEMATU3M
OCHOBHBIX YacTeil, 4eM MOA4YEpPKUBACTCA
0(HUIIMO3HO-0E3TUKUN XapaKTEp CBETCKOTO
payta. OqHaKko NpPUBJIEKAET BHUMAHHUE HH-
KpyCTHpPOBaHHAs B pa3HbIe MeCTa POPMBI —
B HAYaJIbHBIM CUTHAJ, B TEMAaTU3M MNEPBOMU
yacTu (TakT 10) U ero MoBTOpHBIE MPOBEIE-
Hus (takt 18 B Gacy, Takt 3 E dur’Hoil BTO-
pOii yacTH, TakT 7 CEPEIMHHOTO PUTYPHEIIS)
— KpaTkasi, HO BBIpa3sUTEIbHAs HHUCXOIS-
1jasi MOMeBKa KaK yce4€HHas, HO XOpPOLIO
y3HaBaemas Ha ciiyx nurara u3 «lIukoBon
naMbDy YallKoBCKOTO.

B mnocnenHein MOTHMB 3TOT, MNpEACTaAB-
JSAOMMN  cO00M HUCXOASIINN TeKCcaxop
B MEHYITHOM pHUTME, CBsi3aH C 00pa3om
I'padunn, Bo3BparuBIIeiics ¢ 6ana B CBOIO
CHaJIbHIO, MOJIYCOHHO BCIIOMUHAIOLIEHN Mpo-

[IUIO€ U CETYIOIIEW Ha COBPEMEHHYIO )KU3Hb
(«Ax, mocTbul MHE 3TOT cBeT»). Ha HEM oc-
HOBaHa BCSI OPKECTPOBasi MapTusi CLEHBI 16
(maumHas ot pasnena Andantino con moto,
3/4, b moll), npepbiBacMasi Ha BpeMs JUIIIb
[lecenkoit rpadunu. BepostHo, uwMTaTa
JOJKHA JaTh TOHSTh, YTO OIUTENBHOCTH
['padunu yceimnena, 1 OAHOBPEMEHHO ¢ Oa-
JIOM THUTIOTETUYECKH Pa3bITPHIBACTCS Mapal-
JieNIbHAS CLIEHA: B CMAJIbHIO MPOOUpaeTCs 1Mo
uHCTpYyKUUU JIn3bl €€ moryouTes.

«JIuza y cebst B komHare» (Ne 15). My-
3bIKa 3/1€Ch, NOXKAJIYH — E€IUHCTBEHHBIN
DIIEMEHT KHUHOTEKCTa, KOTOPBIA CIOCOOEH
nepeaarh NPOTUBOPEUUBBIC IEPEKUBAHUS U
MBIC]IM T€pPOMHU: BHauaje OeCrOKOWHO-ITy-
raroliye, HeJJOBepUrBbIe (TEMaTU3M Hayana
Ne 10, comocraBisgromuii TOKKaTHBIC WH-
ToHaMM U DpaHIly3CKON MECeHKH), 3aTeM
YMHUPOTBOPEHHO-CIIOKOMHBIN (TeMa BTOPOU
yacTu Ne 4) — Jluza emi€ norpy>xeHa B CBOU
Meuthl. Jlanmee e€ B3aumMooTHoLIEeHus ¢ [ ep-
MaHHOM B (uiibMe, 1o 3ambicity [Ipokodne-
Ba, MY3bIKaJIbHO HE BOIUIOMIAIOTCS, BIUJIOTH
10 Ne 24: I'epmaHH MOIYy4HI TOCTYI B JIOM
['padpunn, u ponb JIuzbl Ha 3TOM B €ro UCTO-
puu ucuepnana. Bee nocnenyromue snu3o-
JIbl TOCBSIIEHBI Apame ['epmanHa.

«I'epmann y cebs 3a kapramu» (Ne 16)
mOBTOpsieT (parMeHT TOKKaTel Ne 2 ¢
CEKBEHTHBIM TMOABEMOM W BO3BpallleHHUEM
Ha MIPEXHUN YPOBEHb.

«Busur I'papuam» (Ne 17) oTkpwiBaet-
Cs KpaTKo MPOMEIbKHYBIIUM (parMeHTOM
U3 TOKKAThl B PUTMUYECKOM YMEHBIIECHUH
U CTPEMHTEIIbHOM TEeMIIE, TOTYaC HEe3aMeT-
HO TIEPEXOAIIUM B PUTMUUYECKU CXOIHBIM,
HO MHOW TEMaTU3M — IpHU3paKa yMmeplieu
I'padpunu. Tem cambim IIpokodreB naér
palMOHAIBHOE MCTOJIKOBAaHUE TOSBIICHUS
MOCJIETHETO KaK MOPOXKIEHHUS OOJBbHOTO
raJUTIOUMHUPYIONIEro co3HaHus [epman-
Ha. B Tematusme — Ta ke «MEpPTBas» Me-
XaHUYECKasi TOBTOPHOCTb, OCTUHATHOCTH
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PUTMUKHA HUCXOASIIUX XPOMATHYECKUX
naccaxei, 3aBeplIaeMbIX TPeJIeBbIMH 000-
poTamu, CEKBEHIUPYEMbIMU BBEpPX-BHU3.
DTa NpuuyUIMBO BhIOIIASACS PUTypalus Ha-
MOMHMHAET BUOpaluu BO3AyXa MpU KpyKe-
HUU U XYXOKaHUU HACEKOMBIX — PEILICHHH,
BO3MOXHO, TIOJICKQ3aHHOM TOMYJISIPHBIM
«ITonétom mmens» Pumckoro-KopcakoBa
— oxHoro u3 HactaBHHMKOB [Ipoxodbesa.
MrHoBeHHeM T03ke Ha 3TOM (POHE MOSIBIIS-
€TCS MeJIONUS HeeCTeCTBEeHHO-(aHTaCTH-
YECKUX OYepTaHUuM (C HUCXOIAIIUMH CKay-
KaM# Ha OOJBIIYI0 CENTHMY U COOCTBEHHO
TpEJIIMU B TPEIETIbHO BHICOKOM PErUCTpE),
pacTBopsoIasics B Tpeiu b—des ¢naxorne-
TamMd. B HIDKHEM ke ciioe GakTypbl HUCXO-
nsme TpEX3ByYHbIe (UTYpAIK, HEU3MEH-
HO NPUXOJAIIUE K 3BYKY €, BOCHPOU3BOIAT
MEpHBIN XOJ] YaCOBOTO MEXaHu3Ma, Mpuia-
Basi TIOJIHOYHOMY MPOUCIIECTBUIO Hampsi-
KEHHO-HACTOPOKEHHBIN KOJIOPHUT.
CnenctBueM  MOCIEAHETO  CTAHOBSITCA
Ne 18 «I'epmanH 3aKknagblBacT UMYIIECTBO U
uaet urpartb» U Ne 19 «llepBblii BBIUTPHILD).
Pa3Butre nepBOHAYaNIbHOTO TOKKATHOTO Te-
Maru3Ma TMOPOXKIAET HOBBIE TEMAaTUYECKHE
oOpazoBanus. Tak, oOpariaroT Ha cebs BHU-
MaHHUE CIEIyIONIMe WX HHUX: MHOTOKPAaTHO
MIOBTOPSIOILIMECS, CIIOBHO PacKa4MBaIOIIMEC
B CUHKOIIMPOBAHHOM IPUILISICHIBAIOLIEM PUT-
Me, TePIIOBBIC U KBAPTOBBIE X0l (g—d, g—e);
CMEHSIOIIME aKKOPIBI fufti C JINTaBpaMU ObI-
CTpbIE 3aTaKTOBblE TaMMOOOpa3HbIE B3JETHI
C TpeneoOpa3HbIMU 3aBEPIUICHUSMH WU 3a-
JepKAHUAMU B KOHIIE, CEMAHTUKY KOTOPBIX
MOYKHO TPEJICTABUTh KAK MUPaX HEKOW LIENIH;
OypHO-BOOMYIIIEBIIEHHAs HANOpUCTasi TeMa
13 TPEX3BYUHBIX (DUTYpaIvii HA HEU3MEHHOM
0acy ¢, CIIOBHO MpPUTBOXKIAaeMasi rpoMorviac-
HbIMU aKKOPAOBBIMH yAapamH; MaplleBasi,
C TPUOJIBHON (UTypoil TeMa BOSHH3HUPOBAH-
HOTO Xapakrepa, 3Byvauias y (JelThl B BbI-
cokoM peructpe. IlomoOHoe mocnenoBanue
TEM MOXXHO TPAaKTOBAaTh KaK CTPEMMTEIIbHBII

MPOLIECC YKpEIUIeHUs yBepeHHOCTH [ epmanHa
B YCIIEUIHOCTU CBOMX PHUCKOBaHHBIX JIEH-
CTBUH, MEPEXOAAIICH B YIATbCTBO U aKUTaA-
1uto («EcTh ynoenue B 0010 M MpavqHOM Oe3-
JTHBI Ha Kparto...»).

Ne 20 «I'epmaHH up€r urpare BTOPOU
pa3» u Ne 21 «BTopoii BBIUTPHIIDY (YacTh
VII Croutsl B apanxupoBke HOpoBckoro)
MOCTPOEHBI Ha YXK€ 3HAKOMOM TEeMaTHU3Me
reposi, UMEIOIIeM YepThl TOKKaThl (e€ Ma-
KOpPHOTO (parMeHTa, MOMYEPKHYTO pa3-
JIpOOJICHHOTO Ha KPaTKUE€ MOTUBBI), OCTPO
CUHKOIMPOBAHHOW TaHIEBaJIbHOCTH (Ha-
oMHHarImeln Moauele TaHmbsl 1910-1920
roJ0B) U MapuieBocTu. Bce oHM KpacHO-
pEUYUBO BBIpAXKAIOT TOpkKeCTBO ['epmaHHa,
OXBaYEHHOT'O HE3JIOPOBBIM a3apTOM.

C Ne 22 «I'epmaHH Wrpaer TpeTwil pas»
HAUMHAETCS pa3Bsi3Ka — MOCIEACTBUE U €T0
0e30IIATHON BEpPBI B UYJIECHOE OTKPOBEHHE
MpU3paKa 0 Marm4eckKux Kaprax, ¥ TOro, 4yTo
OH CO3HATENBHO MOAAAICA JbSBOJIBCKOMY
obombiieHuto (He ciayvaitHo [lymkuH coo0-
MIaeT Mpo CIyX 0 MePHucTOheNnbCKON TyIe
I'epmanna!). BaxkHO My3bIKaabHOE BBIpaXe-
HUE COCTOSIHUS €r0 TMCUXMKH: Hakajga Urpo-
BOW CTpacTh W 0Oe3pacCyIHOTO OIIyIICHHS
cebs eqBa JIM HE MOBEJIUTENIEM BCETO OKpPY-
KeHUs (HaMEK Ha uTo copepkut (pasza [Tymi-
kuHa o ero npodwie Hamoneona!). Temepn
CEKYHIOBBIE COCKaJIb3bIBAHMSI HavaJla TOKKa-
ThI MIPEBPAIIAIOTCA B OypIisiiiee aKKOpIOBOe
OCTHHATO brioso y OpKeCTpOBOTIO futti. 3aTem
Ha ero (OoHE TOSBIIACTCS Y)KE 3HAKOMBIA BO-
CHHBIA MapIil, 3ByJaluii em¢ oosnee mode-
HO-CaMOYBEPEHHO U KECTKO Onaromaps «3a-
HOCUHMBOMY» OKTaBHOMY 3aTakTy, IJIOTHOM
dakType COnpoBOXKACHUS U TUCCOHAHTHO-Y-
TONIEHHOMY TMPOJOJIKEHUIO TEMbI, PACIIU-
PEHHOM MpopacTaHWeM M B 0ojee HU3KOM
perucrpe.

B Ne 23 «I'epmaHH mpouUrpeIBacT» Map-
[ieBasi TeMa yKOPauMBaeTCA M yIPOILIAETCs
70 HUCXOJAILEro TaMMOOOpPA3HOTO JIBHKE-
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HUS, KOTOPOE HAUYMHAIOT U 3aBEpPILAOT 3Ha-
KOMBIE IO TOKKAaTe YEThIPEXKPATHBIE yIaphl
aKKOpJOB MeAM (CO CMEHOH J1aJioBOro Ha-
KJIOHEHHS, KOTOPYI0 MOKHO HCTOJIKOBAaTh
Kak TOMyTHeHHe paszyma). Ux pasmamu-
CTYIO0 HEMOKOJIEOMMOCTh CO3JAl0T Hauajlb-
HbIe (OpIILIaru-TUPATHI TUTABp. Mapii 3By-
YUT YETBIPEKbl: | epMaHH J1€71aeT CTABKU U
npourpsiBaeT. HeoxuaaHHo BCE 3aTmxaer
Y BO3HUKAET 3aBEpIUABIIMN paHEE TOKKa-
Ty B Ne 3 ckopOHBIl «T0J0C AyIIN», CIOB-
HO OCBOOOXIEHHOW OT THUCKOB OOJBHOTO
paccyzka reposi, a MOXeT ObITb — CBUJE-
TEJIbCTBO KpAaTKOrO MHUra IPOCBETICHUS.
N cHoBa pgBaxapl BO3BpalllaeTcs Mapil,
CIIOBHO co3HaHue [epMaHHa MO WHEPLUH
eme He B CWIAX MPHUHATH MOCTUTIIMNA €ro
MIOJHBIN Kpax.

[leyanbHBIM 3MUIIOTOM UCTOPUU SIBIIS-
ercs my3bika Ne 24 «Ilocnennss BcTpeuay,
ocHoBaHHas Ha TeMe JIu3bl (Il yacTe). OHa
BO3HMKAET HE B «MEUTATEIbHOM» BBICO-
KOM, a YK€ B «PEaJMCTUYHOM» CpEIHEM
peructpe. TeMa 3By4MT Kak MpOIIAHUE
CO CBOEHM HECOCTOsBIIEHCS OOMaHyTOM
m000BBI0, HO B TO K€ BpPEMs OHA IOJHA
cocTpananus Kk O0esymHomy [epmanHy H
3aBepIIaeTCs JOJTUM, MPOLIATBHO 3BEHS-

IIMM B THIIMHE 3ByKOM C B BBICOKOM PETH-
cTpe.

[lonBoass UTOTM MCCIEIOBAHUS MY3bIKH
C. IIpokodrneBa, koTopas Oblia HamwcaHa
K 3axymManHomy M. POMMOM, HO Tak HHKOT-
Jla U HE yBUJIEBIIEMY CBET XyNO’KE€CTBEH-
HoMmy ¢unbMy «llukoBast mamay, HENb3s HE
IIPU3HATH BEPHOCTH CIEAYIOIIETO MOMEHTA.
OTO TBOpPEHHE KOMIIO3UTOpPA OKA3bIBAETCS
OJHOBPEMEHHO M BIIOJHE OPraHUYHBIM JUIS
XYJI0’)KECTBEHHOI'O HACJIEUsl MacTepa, uMes
MPUMETHI €70 CTUJIS, U BECbMa CAMOOBITHBIM
Ha (QoHe Apyrux paboT, CBsI3aHHBIX C Oec-
cMepTHOM noBecThio IlymkuHa.

Jo6GaBum, uro B 1983 romy mnosiBuII-
csi ¢unbM-cniektakab B. bynuna u b. ba-
paHoBckoro «Tpum KapTe» (XOpeorpadus
B. BosipunkoBa, aBrop My3biku K. MomyaHoB).
CBoero poza NpUHOIIEHUEM MAacTepy BUIMT-
csl TOT (haKT, YTO, COUMHSS OPUTHUHAIBHYIO
My3bIKy Ha IyIIKMHCKMNA CHKeT, MonmuaHOB
BBEN B MY3bIKAJIbHYIO TKaHb OasieTa IUTary u3
Cenpmoii cumponun [IpoxodbeBa B kauecTse
onHOM u3 neirtreM lepmanna. Pa3BuBasice B
pyciie My3bIKaIbHOM ITyIIKUHUAHBI, KYJIBTyp-
HBIA JUAJIOr MPEOIOJIEBAET MPOCTPAHCTBO U
BpEMs1, THULIUHPYS HE3PUMYIO CBS3b MPOIILIO-
T0, HACTOSIILIETO U OyTyIIIEro.

MNMpunoxeHue

HoTHble npumepbl

Mpumep N21
Example No. 1

Andante mosso J =76

M. Yarkosckuin. «Mukoras gamay, Il peictame, kapTuHa 2, N2 16
Pyotr Tchaikovsky. 7he Queen of Spadies. Il act, scene 2, No. 16
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Mpumep N° 20 M. Yaikosckui. «Mikosas gaman. |l peicteme, kaptiHa 2, N 16
Example No. 2 Pyotr Tchaikovsky. 7he Queen of Spadies. Il act, scene 2, No. 16

Allegro moderato =116
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Mpumep N° 26 C. Mpokodbes. Mysbika k kuHodunsmy «[lukosag gamar. N° 3
Example No. 2b Sergei Prokofiev. Music for the film 7he Queen of Spadies. No. 3
[Moderato J =90]
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Monmep N2 3 C. Mpokodbes. Mysbika K kKuHOGUNbMY «[TKoBOS AAMAD, «/Tn3ay
Example No. 3 Sergei Prokofiev. Music for the film 7he Queen of Spades. Lisa
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Mpumep N2 4 C. Mpokodber. My3bika K kuHopunbMy «Mkosas aama, «basy
Example No. 4 Sergei Prokofiev. Music for the film 7he Queen of Spadies. Bal
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Xyno)XXeCTBEeHHbIA CUHTE3
U B3AUMOAEMNCTBUE UCKYCCTB

Hayunas crarbs

Mysbika B KMHeMaTorpagde:
K BOMPOCY O BHYTPEeHHen popMe KMHOTEKCTA B ACMEeKTe 3MOTUBHOCTHU

Ionuna CranuciaasoBHa BouakoBa', Ejiena PamuroBHa AHTOHEHKO?

"Poccutickuti 2ocyoapcmeenmwiil neda2o2uieckuil yHusepcumen
umenu A. U. I'epyena, 2. Canxm-Ilemep6ype, Poccus,
polina7-7@yandex.ru, https://orcid.org/0000-0002-2424-7521

’Kybanckutl 2cocyoapcmeennniil yuueepcumem, 2. Kpacnooap, Poccusi,
elena_antonenko@mail.ru, https://orcid.org/0000-0003-2046-7145

Annomayun: B 1eHTpe cTaTbl — 3MOTHUBHOCTH, oOpeTaroiias B uccieqoBaHusx Bukropa
[ITaxoBckoro u IlonuHel BoakoBOM cTaryCc yHHBEPCAJIbHOW METOMOJIOTHH, aKTyaJlbHOM Kak JUIA
BepOanpHOTO (1033 M JUTEpaTypa), Tak U HeBepOaIbHOTO (3KMBOMUCH M MY3bIKa) TUCKYPCOB.
OOpamiasch K CHHTETHYECKHM IIPOU3BENCHUSAM KHHeMartorpada, aBTOpbl aHATM3UPYIOT (HIBMBI
Anexcanzpa Jlanmuna («/Juanor ¢ nponomkenrem») u Kupst Myparosoii («Tpu ucropun. Mcropus
BTOpasH» ). C HOBBIX HAYYHBIX TO3ULMH paCCMaTPUBAETCS MY3bIKAJIbHBIN psiJi 0003HAYEHHBIX KUHOPAOOT,
npezcTaBieHHbl counHenusaMu baxa — ['yHo (4ve Maria) n Bacunusa Arankuna (mapu «IIpomanue
ciaBsHKW»). MIMeHHO OH 0OYCJIOBIMBAeT BBIXOA HAa BHYTPEHHIOK (HOPMY XyHZ0KECTBEHHOTO
BBICKA3bIBaHUS, BBICTyNIas B KaueCTBE OSMOTHUBHOIO NOTEHIMAlIa CEMAaHTUKU KHHOTEKCTA.
[MoguépkuBaercsi, YT0 0603HAYCHHBII SMOTHBHBIN MOTEHIIUAI ONPEAEISIET KaK ATUKO-ICTETHUECKYIO
CYIITHOCTb BepOAJIBbHOTO 3HAKA, TAK U €r0 SMOIMOHAIBHYIO HACBIIIEHHOCTh, TPOOYXK/1asi CTAHOBJICHHE
nyxoBHOU 3Heprur. O003HAYEHHBIE YCTAHOBKH JEMOHCTPUPYIOT MEPCIIEKTUBHOCT B3aMMOICHCTBHS
JIMHTBUCTHKHA M MY3BIKO3HAHMS, CO3/1aBasi MPEIEACHTHI sl paObOThl C TaKUMHU (OpMaMH, KOTOpPHIC
TpeOyIOT OT KOMMYHHMKAaHTOB XyJAO)KECTBEHHOTO BBICKA3bIBAaHHS JICATEIILHOTO ydactusi. B wrore
KaTeropusi SMOTHBHOCTH, pa3zpadarsiBacMasi B OTIIMYHOW OT JIMHIBHCTHKH cepe, oOpeTaeT HOBbIC
xapakrepucTuku. O0ecreunBast CBOIO JKU3HECTIOCOOHOCTh, SMOTUBHOCTD IEMOHCTPUPYET OYEBUIHBIN
MIPUOPUTET YETIOBEUECKOTO (haKTOpa B AMOXY HU(PPOBU3AIMH U HCKYCCTBEHHOTO HHTEIIICKTA.

Knwuesvie cnosa: My3blka U JUMHIBUCTHUKA, 3MOTHBHOCTb, CHUHTETHYECKUH TEKCT,
Xy/JIO’KECTBEHHBIN (DrIbM, HeBepOATbHBIN Xy/10KECTBEHHBIN TUCKYPC

/Jlna yumuposanusn: Bonkosa I1. C., AnTtonenko E. P. My3sika B kuHematorpadge: K BOIpocy
0 BHYTpPEHHEH (opMe KMHOTEKCTa B acrekTe SMOTHBHOCTH // [Ipobiembl My3bIKaabHON Hayku /
Music Scholarship. 2023. Ne 1. C. 191-202. (Ha anrn. s3.) DOI: 10.56620/2782-3598.2023.1.191-202

Introduction and Polina Volkova can be referred to as

In the present day, there is a very small  such, carried out under the sign of the
quantity of works in which emotivity human factor in language. They consider
surpasses the limits of a purely linguistic emotionality as having acquires the status
category. The studies of Victor Shakhovsky of a universal methodology relevant for
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both verbal (poetry and literature) and non-
verbal discourses (painting and music). [1]
It is also important to note the scholarly
research carried out within the framework of
musicology. Comprehension of the process
of performance of musical works assumes
different approaches, clarifying the specific
features of the process of creating the musical
image. Such research works include those of
Valentina Kholopova (Moscow) devoted to
musical emotions,! as well as the dissertation
of the young Chinese art historian Liyang
Wu (Luoyang, Henan Province) which
elaborates on the category of emotivity,
carrying out a comparative analysis of
Giacomo Puccini's opera Turandot and its
Beijing (Princess Turandot) and Sichuan
versions (The Chinese Princess Turandot).?
[2] Here mention must be made of the
research work of the school of emotivity
realized in the space of vocal music where
the category of emotionality is extrapolated
from the field of communicative-oriented
linguistics and projected onto the expressive
means of language of synthetic (vocal and
vocal-stage) works. Its foundations were laid
by Doctor of Art History Professor of Tomsk
State University Ekaterina Prikhodovskaya
and her students (Ekaterina Gorkunova,
Vyacheslav Klimenko, Anna Okisheva).? [3;
4;5;6;7]

Taking into  consideration  the
aforementioned studies the present work
presents an attempt to describe the
peculiarities of non-verbal manifestations of

the emotional state of the main protagonists
on the basis of the incorprorating the
musical works of Johann Sebastian Bach
— Charles Gounod and Vasily Agapkin in
the context of synthetic fiction, where they
acquire the status of the emotional potential
of the semantics of the film text, providing
a disclosure of the internal form of the
directorial works.

Materials and Methods

Following Victor Shakhovsky we the
consider category of emotivity to be a
universal category, having analyzed it on the
material of synthetic film texts Dialogue with
Continuation (USSR, 1980) by Alexander
Lapshin, and Three Stories. Ophelia by
Kira Muratova (Russia — Ukraine, 1997),
in  which the musical accompaniment
determines the appearance of the inner form
of artistic discourse based on an artistic
synthesis. Taking into account the emotive
nature of the inner form, regardless of
whether we are talking about language, a
single word, or a work of art as a whole, we
shall make the assumption that in all cases
without exceptions it acts as a correlate of
the emotional potential of the word.

Its enduring value for the linguistic
personality consists in the following. The
emotive potential contains the attitude
of actualization of words, as the result of
which, initially being objective or, what is
the same thing, neutral, it acquires the status
of a personal meaning. In other words,

! Kholopova V. N. Teoriya muzykal'nykh emotsii: opyt razrabotki problemy [Theory of Musical
Emotions: The Experience of Developing an Issue]. Music Academy. 2009. No. 1, pp. 12—19.

2 Wu L. Comparative Analysis of the Opera “Turandot” by G. Puccini and the Beijing Opera “Princess
Turandot.” The Bulletin of the Adyghe State University. 2021. Issue 2 (277), pp. 209-214. (In Russ.) DOI:

10.53598/2410-3489-2021-2-277-209-214

3 Prikhodovskaya E. A. The Emotive Plan is the Primary Plotline of the Monoopera. Tomsk State
University Journal of Cultural Studies and Art History. 2017. No. 26, pp. 111-125. (In Russ.)

DOI: 10.17223/22220836/26/16
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the emotive potential implicitly contains
both the ethical and aesthetic essence of a
verbal sign, and its emotional saturation.
[8] Since the sought for transition from the
neutral meaning of a word to the personal
meaning is carried out solely through the
thought activity of a concrete speaker,* it
is the emotive potential that initiates the
formation of spiritual energy (Energeia),
which Wilhelm von Humboldt contrasted
with the finished product (Ergon). The
argumentation of this presented position
required the use of the following methods:
the dialectics of a part and the whole; an
interpretation/reinterpretation of the content
of the text; semantic analysis of dictionary
definitions; semantic analysis of linguistic
and textual units; comparative analysis; the
principle of intertextuality, which is based on
intertextual links that reveal whether or not a
verbal discourse simultaneously belongs to
two or more texts (contexts).

Before outlining the plots of Alexander
Lapshin’s and Kira Muratova’s directorial
works, revealing the place and role of
the musical sequences as their integral
components in the synthetic artistic texts (the
film texts), let us focus on some positions of
the concepts of emotivity asserted by some
Russian art critics. For example, Doctor of
Sciences (Arts), Professor of the Moscow
State Conservatory Valentina Kholopova in
her work on musical emotions acknowledges
the existence of cognitive (Peter Kivi) and
emotional approaches (Jenifer Robinson)
in treating the essence of emotion in the
nonverbal artistic discourse. The first case
involves a denial that music is capable of

evoking such existing realities in the world
as sadness, joy or anger. The second presents
an acknowledgement that music can evoke
authentic emotional experiences in its
listeners.’

In applying the notion of emotionality
to her own concept of musical emotions,
Valentina Kholopova highlights among them
the vital and the artistic, the homogeneous
and the mixed, the mimetic and the
energetic, having to do with specialized
and non-specialed musical content, etc.
Asserting the inviolability of the position
according to which musical emotion
presents both the process and the result, the
image and the experience of any person’s
musical perceptive, the Russian art historian
considers it possible to examine as being
coordinate such concepts as:

— mood (something transient);

— feeling (relatively constant);

— affect (steadily stable);

— experience (characterized by
procedurality).®

We concur with the position of Svetlana
Ionova who understands emotivity as the
semantic property inherent in language with
theaim of expressing emotionality as amental
fact, reflected in the semantics of language
units, social and individual emotions.
Emotivity in texts is perceived by Svetlana
Ionova as a bilateral entity that possesses
a plan of expression and a plan of content,
through which the emotional relations / states
of the speakers are manifested. The range of
issues under consideration includes all the
manifestations of the emotional element in
the text: the emotional object of reflection,

4 Ruzibaeva N. R. Cognitive Linguistics: Basic Concepts. Academic Research in Educational Sciences.

2021. Vol. 2, Issue 1, pp. 438-446.
5 Kholopova V. N. Op. cit., pp. 12—19.
6 TIbid.
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the emotional reflection itself, the means for
expressing the emotional element.’

We endorse the position of Ekaterina
Prikhodovskaya who, while identifying
three levels of emotivity in vocal musical
compositions (the emotional vector —
the emotional process — the emotional
impulse), points out that emotions, which
form the center, or the “core” of the
psychological world of the protagonist in
vocal music, are transformed by means of
emotivity into an artistic, textual reality. The
diversity and variety of textual elements
are united through the integrative factor of
emotivity. Whereas in the verbal message
the subject-logical side usually prevails over
the emotional side, musical, and especially
vocal intonation carries the subject-oriented,
logical element to a much lesser degree
than the verbal, and therefore carries more
emotional connotation.®

Results and Discussion

Let us presume that the regular
occurrences discovered by Ekaterina A.
Prikhodovskaya could be applied to the
analysis ofasynthetic textin cinematography,
and 1n this part of the article we will present
our interpretations of the emotivity as an
internal constituent of Alexander Lapshin’s
film Dialogue with Continuation (USSR,
1980) and Kira Muratova’s Three Stories.
Ophelia (Russia — Ukraine, 1997). Despite
the fact that subtitles indicate that Andrei
Gevorgyan’s music is presented in the film,
the predominating element is expressed by
Charles Gounod’s melody of Ave Maria
in his superimposed melody over Johan

Sebastian Bach’s Prelude No. 1 from the first
volume of the Well-Tempered Clavier. It is
performed in an instrumental arrangement,
with a solo violin playing the vocal line,
thereby indicating at the proto-text — the
theme of the Annunciation associated with
the Latin prayer Ave Maria. The emotional
meaning conveyed by the nonverbal artistic
melody indirectly corresponds with the
hidden contextual meaning of the film.

The content of the film is based on the
following plotline. A son who grew up
without his father, who had once left his
family and tied his fate to another woman
who never became his mother, meets his
parent as an adult, visiting him in Moscow
first with the woman he loves, and then on
his own. All these meetings are filled with
his father’s incomprehension and disbelief'in
the rightness of the path his son has chosen.
After having graduated from the Institute of
Physical Education, he decides to become a
writer. Despite the fact that the young man's
works always arouse the interest of the
admissions committee, his intention to enter
the institute succeeds only on the fourth
attempt, when he finds himself visiting his
father again.

It is significant that, having found
himself in the thickset of construction work
carried out by young people and having
mastered a new profession at the Baikal-
Amur Railway, which allows the protagonist
to support himself and the woman he loves,
who by that time had become his wife, the
man eventually drops out of the Literary
Institute, as he realizes that life itself has
become the best school for him. It is notable

" lonova S. V. Emotivnost' teksta kak lingvisticheskaya problema: dis. ... kand. filolog. nauk: 10.02.19
[Text Emotivity as a Linguistic Problem: Dissertation for the Degree of Cand. Sci. (Philology): 10.02.19].

Volgograd, 1998. P. 61.
8 Prikhodovskaya E. Op. cit.
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that by that time he takes up with his father,
as both of them grow closer to each other,
willingly extending the boundaries of their
own selves. Interestingly, every time the
son passes through the streets of the town in
which he was born and subsequently parted
from 1in his distant childhood, we hear the
music of J. S. Bach’s and Charles Gounod’s
Ave Maria.

At a first glance, the incorporation of
music related to the prayer addressed to
Christ's mother in the situations that precede
and conclude the dialogues of the two men,
the father and the son, seems strange and
incongruous. Even if the mass viewer is
ignorant of the emotional significance of this
music and its title, the soulfulness, sincerity,
purity and sublimity of the music can hardly
be associated with the masculine element.
The role played by the musical sequence in
the context of the synthetic artistic whole
becomes clear only in the film’s finale.
What is demonstrated here is the emotional
potential of Alexander Lapshin’s directorial
work as a synthetic artistic whole, which
is realized in the film through its musical
component. On the background of the story
that corresponds to the subject-related,
logical side of the film, about how the
encounters between the father and the son
help each of them achieve spiritual maturity,
overcoming the commonplace, another side
becomes elucidated, as well. The lengthy
dialogues that build up between the two
men allow the main protagonist to feel his
involvement, and with it his responsibility
not only towards his loved ones — his father
and mother. In particular, in response to
his father's question, «Matepu muIIeIBH?»

(“Do you write to your mother?”), the son
answers in the affirmative, and then, after
listening to his father, who says, «He 3a051-
Baif, MaTh OHa Bceraa Math» (“Don’t forget,
mother is always mother.”) Alexei states,
«A s u HuKOTIa U He 3a0b1Ba» (““And I have
never forgotten™).’

Another dialogue, which takes place
after the break-up between the hero and his
girlfriend, which preceded their marriage,
goes as follows. Trying to find out the reason
for the break-up, the father asks:

— Yro He nopemim? M3MeHnI KTo-HH-
oyns? (— What weren’t you able to settle?
Was anyone unfaithful to the other?)

— ¥Yry, — orBeuaer cbiH. (— Yes, —
replies the son.)

— K10? (— Who?)

— S! Cebe! Tebs nocnyman. B uncrtu-
TYT HE NOCTYIUIIb. .., 3aA€praemsbes. .. [Ty
COJIM XOTEJ CheCTh, a OHA peOEHKa xoTena!
(— I! To myself! I listened to you. I couldn’t
enter the institute..., I'm all worn out...
I wanted to eat a pound of salt, and she
wanted a baby!)

— A 11?7 (And you?)

— Sl — auuto! Hu u T o! 4 c Heit pac-
nucaH He ObuI 1enbix aBa rogal!!! (— I’'m
nothing! Nothing! I wasn’t signed with
her at the registry office for two years!!!)!°

Undoubtedly, in these words we can
hear Alexei’s sense of guilt for his immoral
attitude towards the woman who was willing
to be the mother of his child.

It is significant that in the process of
communicating with his father, Alexei
eventually understands that he is a true
citizen of his Fatherland, at the same time
imbued with love for the Motherland. It is

° Dialog s prodolzheniem: drama [Dialogue with Continuation: Drama). Directed by Alexander Lapshin.

Odessa Film Studio, 1980.
10 Tbid.
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particularly this that Bach-Gounod’s music
Ave Maria becomes a symbol of. It is no
coincidence that the lexeme homeland is
included in such a synonymic series, which
is represented by the following cognates:
knaH (clan), pomnsie (family), pomute-
nu (parents), pox (kin), (mapom) people.
In other words, the musical discourse leads to
a profound meaning, one that is parallel with
the visual and verbal sequence, capturing an
external narrative that cannot be conveyed in
words, lest it become trivial. This statement
is supported by the words spoken by Alexei
when he explained to his father his refusal
to study at the Literary Institute: « monsn
miaBHoe. YToOBl cTarh mmcarteneMm, Halo
Hay4duTbCsl 0OJIeTh 3a KU3Hb, 32 BCHO, Ka-
Kas OHa €CTh, @ 3TO HEBO3MOXKHO, €CII He
xuTh B Hei» (“I have understood the main
thing. To become a writer, one must learn
to root for life, for everything in it, and that
is impossible if one does not live in it”)."
It seems that in this case the lexeme «6o-
nemwvy (to be ill) is defined by something
more than merely a number of definitions
that reveal its figurative meaning, which
include the following:

«IIposiBIATH cocCTpajaHue, CKOpOETh,
3a0otuthes (yctap.)... bomers aymoit o
koM-dem»'? (“To show compassion, grieve,
to take care (outdated word)... to become

sick at heart about someone or something™'?;

' Ibid.

«cnpITBIBaTE  TPEBOTY, OECITOKO-
UTbCS O KOM-THOO HIM O UYEM-TUOO0»
(“To feel anxious, to worry about someone
or something...”)';

«Topstao penaBarbest uemy-nu6o» (“To
devote oneself passionately to something™)'>;

«HyBCTBO TOpsi, NICTOMBI, CTPATaHUN TYy-
meBHbIX» (“A sense of grief, exhaustion,
mental suffering”).!¢

In addition, this word is also defined by
kindred lexemes in the Russian tradition
such as: rope (woe), ropecth (grief),
rpycTh (sadness), kpyunna (grief), MmyueHus
(torment), oropueHue (SOrrow), coxkajaeHue
(regret), crpananue (suffering).!”

Nikolay A. Berdyaev’s assertion that
“consciousness is based on setting limits
from opposites that cause pain, and cannot
help being pain and suffering,”'® reveals
Alexei’s choice in favor of torture, suffering,
grief, mental anguish, etc. as a kind of
voluntary sacrifice he offers as a gift to his
native land.

It is no coincidence that after the
explanation with his father, the space of the
capital city, which is introduced to us with the
accompaniment of the music of Ave Maria,
transcends the boundaries of a single city,
receiving into itself a number of landscapes
untouched by urbanization — forests,
the vastness of fields, the boundlessness of
the sky. At the same time, the train which

12 Efremova T. F. Sovremennyi tolkovyi slovar' russkogo yazyka [The Modern Defining Dictionary of the
Russian Language]. URL: https://gufo.me/dict/efremova/6onets (accessed: 02.01.2022).

13 URL: https://context.reverso.net (accessed: 02.01.2022).

14 Efremova T. F. Op. cit.; URL: https://context.reverso.net (accessed: 02.01.2022).

5 Ibid.

16 Dal' V. I. Tolkovyi slovar' zhivogo velikorusskogo yazyka [The Defining Dictionary of the Living Great
Russian Language by Viadimir Dahl]. URL: https://dal.slovaronline.com/ (accessed: 02.01.2022).

17 URL: https://context.reverso.net (accessed: 02.01.2022).

18 Tarasov V. E. Nikolai Aleksandrovich Berdyaev o russkom filosofskom soznanii [Nikolai
Aleksandrovich Berdyaev on Russian Philosophical Consciousness]. Aktual'nye problemy gumanitarnykh
i estestvennykh nauk [Relevant Problems of the Humanities and Natural Sciences]. 2012. No. 1, pp. 69-77.
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takes Alexei away from Moscow symbolizes
the path that ultimately determines the scale
of any human being.

In our view, the circumstance that in the
present film it is particularly the musical
component that initiates the process of
semantic synthesis, is justified by a few other
reasons. First, Alexander Lapshin’s film text
is divided into sections similar to those of
a four-movement sonata-symphony cycle.
This is indicated by the verbal discourse
in the left-hand corner of the screen: “First
Arrival”, “Second Arrival”, etc.

Second, the priority of the musical
sequence over the other two is also
acknowledged by the fact that Alexei
does not create the verbal portraits of his
father and future wife that the members of
the admissions committee ask him to do,
indicating at the secrecy and intimacy of his
own experiences. In the terminology of Vitis
Vilunas the marked experience receives
the appellation of non-verbalized personal
meaning, and it possesses a subjective
nature."’

It appears that this is the case precisely
because verbalized personal meaning
acquires the status of an intersubjective
phenomenon and makes silence preferable
for the protagonist. On the contrary to
this, in nonverbal discourse even the inner
experience objectified by means of music
retains its understatement.

This state of affairs is the result of the fact
that musical being — the unity and synthesis

of the conscious and the unconscious,
the internal interpenetration of these two
elements, which gives reason to the inner
world of music to appear as correlated to the
internal (spiritual) state of man.*

Thirdly, the young man argues his refusal
to follow his father’s advice as follows:
«4 caMm, cam Xo4y BCE BHICTh U YYBCTBO-
Bath» (“I want to see everything and feel
everything myself, myself”).?!

Third into account that sight is usually
equalized to intellect, on grounds that the
greatest amount of information about the
world — 80% — is received by human
beings exclusively through the optic
foramen, one cannot but recognize that this
phrase presumes an attitude of the integrity
of perception. The latter is directly related
to the dual nature of language as a system,
the spiritual energy of which is generated
through harmonization of the inherent
contradictions between the rational and the
irrational (emotional), the conscious and the
unconscious, the external and the internal,
the discrete and the continuous, the cognitive
and the ethical. The necessity of achieving
the sought harmony between the one and the
other, obviously, testifies to much more than
merely the importance of non-verbalism in
the life activity (and the thought activity)
of a linguistic personality. Taking into
consideration Vasily Nalimov’s thesis that
man is a text,” the importance of this element
— namely, non-verbalism — in the context
of artistic integrity is also beyond doubt.

¥ Vilyunas V. K. Psikhologicheskie datchiki motivatsii cheloveka [Psychological Sensors of Human
Motivation]. Moscow: Publishing House of the Moscow State University, 1990. 284 p.
20 Losev A. F. Muzyka kak predmet logiki [Music as a Subject of Logic]. Iz rannikh proizvedenii [ From

the Early Works]. Moscow, 1990. P. 264.

2 Dialog s prodolzheniem. drama [ Dialogue with Continuation: Drama]. Directed by Alexander Lapshin.

Odessa Film Studio, 1980.

22 Nalimov V. V., Drogalina Zh. A. Real'nost' nereal'nogo [The Reality of the Unreal]. Moscow: Mir idei:

AKRON, 1995. 432 p.

198



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 1

Thus, in our view, the title of the film,
Dialogue with Continuation, implies that
the sequel itself is defined by nonverbal
discourse in which instances of real action
become more important than the spoken
words. Since its basis turns out to be the
ethical beginning, which is actualized by
emotional-willful  thinking, presumably
everything which is the most important for
the filmmakers must take place outside of
the confiding conversations between the
father and the son. Here the local dialogue
between the members of one family is
transformed into a global dialogue of a
linguistic individual with his native land.

In Ophelia produced by Kira Muratova
the musical component of the film also
stipulates the actualization of the inner form
of the synthetic artistic whole, acting on the
level of the emotional potential. The plot of
the film is centered around the destiny of
Ophelia, an employee of the archive of one
of the maternity clinics. Ophelia’s interest in
archival documents stems from the fact that
she is searching for the address of her own
mother, who a long time ago had abandoned
her newborn daughter. At the same time, not
only is she not ready to forgive her orphaned
childhood, but she also does not want to
become a mother under any circumstances.
Ophelia does not like children, nor the men
and women who produce them. She views
her mission as revenge on the cuckoo
mothers. This is evidenced by the words
of Ophelia’s confession, made to her after
the physical intimacy she has with a fellow
gynecologist, whose meeting has become an
alibi of sorts for Ophelia (shortly before her
date with the doctor, Ophelia kills a woman
in childbirth who refused to heed her advice
and left her baby in the care of the state:

— 4 em€ Tak HEONbITHA, — TOBOPUT
Odemnsa. (“1 am still so inexperienced,”
Ophelia says.)

— HagepHnoe, g ceromus caenanach Oe-
PEMEHHOU... DTO 4TO, S JIOJDKHA BbIHA-
muMBaTe TBOEro 3apozasima? Ho s He xouy
BBIHAIIIMBATh TBOETO 3apojbima B cede. S
TOJDKHA Jienath Kapeepy. (“It is possible that
I have become pregnant today... So what is
it, am I supposed to carry your fetus? But |
don’t want to carry your fetus in me. I have
a career to pursue.”)?

The emotional theme of the film
determines its modality. There is a complete
lack of music in the film. Instead of music,
the sounds of the urban environment are
heard — tram bells, car horns, snippets of
speech from passers-by, etc. There are two
exceptions: the romance Vain Words by
David Tukhmanov to the words of Larisa
Rubalskaya, which is performed by one of
the fathers, who has problems with diction,
and the march Farewell of Slavyanka by
Vasily Agapkin in the final part of the film.

The meaning of the mentioned romance
1s determined by the title of the film, which
refers to Shakespeare's tragedy Hamlet,
Prince of Denmark. One of the heroines of
Shakespeare’s tragedy is Ophelia, whose
life circumstances drive the girl to madness.
In addition to the fact that Ophelia in
Shakespeare is the favorite literary character
of Ophelia and her mother in the film, the
death of Ophelia’s mother is set up in a
way similar to the death of Shakespeare’s
Ophelia. All this makes it possible to hear
the echoes of Tukhmanov’s romance, the
first line of which «Hampacubie cioBa —
BUHbETKA JIOXKHOU cyTm» (“Vain words —
a vignette of a false essence”) rhymes in its
meaning with the text spoken by Hamlet:

2 Tri istorii [ Three Stories]. Directed by Kira Muratova. Odessa Film Studio, 1997.
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«Bcé cnoma, cmnoa, ciosa...» (“Words,
words, words ...”")*

As for Vasily Agapkin’s march Farewell
of Slavyanka, it implicitly contains the
attitude that is found in the parting words
of Hamlet’s father, or rather, his ghost,
addressed to his son, Prince Hamlet:

Taint not thy mind, nor let thy soul contrive
Against thy mother aught: leave her to heaven
And to those thorns that in her bosom lodge,
To prick and sting her.

Shakespeare

The justifiability of these points of
intertextual intersection is conditioned by
the following moment in the plot: Ophelia,
having killed her mother, walks along the
pier and hands two blind men, who are
patients of the sanatorium located on the
coastal area, the cane that was left by her
mother. It is at this point in the film that
the march Farewell to Slavyanka by Vasily
Agapkin is heard. Despite the fact that the
march was composed in 1912, during the
first Balkan War, and was dedicated to the
women of the Balkans, it is particularly this
final piece of music, presenting by itself the
strong position of the text, makes a reference
to the chronicles of the Great Patriotic War
of 1941-1945. As a rule, in most of the
documentary films devoted to this time
period Agapkin’s music is connected in
the people’s memory with the poster Poou-
Ha-mamov 3068ém [The Motherland Calls].
It is particularly for this reason that the
march, placed into the context of a synthetic
artistic whole, acquires the status of the
film’s emotive potential.

Its actualization (or verbalization) may
be presented as follows. Commonplace

slogans, according to which we are the
children of Russia, remain only words,
because in most vases we remain rather
step-children. However, no matter how
significant the extent of our displeasure with
our native land, it remains beyond censure
for one simple reason. It is the place of
our birth and, as such, it is particularly on
our native land each one of us received the
chance of appearing in this world. For this
reason, the only right we have in relation
to Mother Russia is to worry about its
prosperity with more efficiency than others
do, in the hope that our descendants would
never be compelled to leave our native land
in search for a better lot. Only mad people,
like the heroine of Kira Muratova’s film, fail
to understand this.

All of the foregoing allows us to assert
that the analysis of the internal form of
the artistic text in the aspect of emotivity
carried out on the example of the works of
directors Alexander Lapshin (Dialogue with
Continuation) and Kira Muratova (Ophelia)
has established that the musical works of
Johan Sebastian Bach — Charles Gounod
(Ave Maria) and Vasily Agapkin (Farewell
of Slavyanka), being placed into the context
of the synthetic whole, acquire the status
of the film’s emotional potential, opening
the access to the internal forms of these
directors’ cinematic works.

Thereby, synthetic artistic texts based
on the interaction of the verbal, musical
and visual sequences carry in themselves a
buildup of content that realizes the emotional
potential of the artistic integrity. Such a
situation occurs according to the principle of
intertextuality, when the same verbal (or, in
our case, musical) discourse simultaneously

24 Shakespeare W. The Tragedy of Hamlet, Prince of Denmark. Simplified XML version by Max

Froumentin. 2001. 142 p.
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pertains not only to a particular art form,
but also to another one that bears additional
emotional meanings. Moreover, being
relevant in the case of a proto-text, in the
conditions of a new synthetic artistic whole,
such emotional meanings are transformed
into the emotional potentials, implicating
the linguistic personality into the process
of sense-making, which initiates their
actualization/verbalization.

Conclusion

The integration of the category of
emotivity at the level of linguistics and other
areas of humanitarian knowledge makes
it possible to depart from the function of
the ready-made product (Ergon), creating

the precedent for the implication of the
linguistic personality into the space of the
spirit (Energy). From this point of view,
the most prospective are the attempts of
the interaction of linguistics and the art
of music. Undoubtedly, in each particular
case, emotionality, which develops within a
sphere other than linguistics, acquires new
characteristic features, to a certain degree
distancing itself away from this initially
linguistic category, the first mention of which
was made by Victor Shakhovsky back in the
late 1960s. However, such experiments serve
as evidence that, operating at their own risk
in the sphere of the new phenomenon for
musical scholarship, art historians in Russia
and other countries ensure its viability.
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