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he name of outstanding Soviet music scholar

I Leo Abramovich Mazel, Doctor of Arts,

Professor of the Moscow State Conservatory,

Merited Artist of the USSR and member of

the Composers’ Union of the USSR, is closely

connected with the formation and flourishing of
musicology in Russia.

Leo Mazel was descended from an old family,
which included the famous philosopher from the
Grand Duchy of Lithuania, the head of Prague
Talmud School, the chief rabbi of Prague, and later
Poznan, Mordecai Yaffe (1530-1612) (about this
see: [6]). Mazel was born on May, 26th 1907 in
Koenigsberg. At the age of 17 he enrolled in the
Music Theory and Composition Department of the
AN. Scriabin Musical College, where he avidly
studied composition and music theory for an entire
year. In the summer of 1925 he enrolled into the
Moscow University. However, while studying there,
the student’s interests gradually shifted to the sphere
of music theory. “After graduating from the musical
college,” he wrote, “I entered the Department of
Musical Research (MUNALIS) of the Conservatory,
obtaining special permission from the Narkompross
(the People’s Committee for Education) to study in
two universities simultaneously (I did not receive
any stipend in either of them). After graduating
from the Conservatory in 1930, I enrolled into
the Post-graduate program” [2]. After completing
the latter Mazel was conveyed the degree of
Candidate of Arts for his research work devoted
to the theoretical legacy of Hugo Riemann, and in
1941 — for his scholarly work “The Basic Principle
of Melodic Structure of a Homophonic Theme,”
without undergoing a defense of the dissertation,

* Translated by Valeriya Ogurtsova and Dr. Anton Rovner.

... the real spirit of living art

is always present in the works of Leo Mazel,
addressing their real and imperishable value.
Dmitri Shostakovich

he was conveyed the degree of Doctor of Arts.

Starting from 1931 the young scholar became
a faculty member at the Moscow Conservatory,
where he worked for nearly 30 years, becoming
a professor in 1939, and between 1936 and 1941
being the chairman of the Music Theory Department
at the Moscow Conservatory. During the Soviet
government’s aggressive political campaign of
“struggle with cosmopolitism” he was dismissed
from the Conservatory, having been accused to be
an “apologist for composer’s ‘formalist’ pursuits”
(according to Tatiana Kurysheva).!

The Problem of Bringing Together Music
Theory with Aesthetics

Mazel emerged in the field of musicology
with his personal scholarly concept disclosing
the connection of musicology with aesthetics,
since aesthetics in those times was distinct for
its abstractness, whereas music theory was often
of a handicraft character.”> The desire to bring
together music theory and aesthetics led him to
the creation of the method of integral analysis,
which was innovative for Russian music theory,
the significance of which is denigrated in
contemporary musicology. According to Marina
Raku, “the type of discourse itself, as well as the
methodological principle, which may be indicated
as “a classification of data,” directed here at an
oral, lecture-type presentation, which presumes
a close contact with the listeners, a considerable
role of musical illustration, ultimately, is the genre
of the lecture-concert, directed particularly at an
educational function” [7]. But in connection with
the need for reevaluation of this method from
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the positions of modernity its scholarly character
needs to be vindicated.

Developing the method of integral analysis at
the beginning of his musical activities (in the 1930s)
Mazel took into consideration the “cooperation
of the elements which unites them into an artistic
whole and is defined by the common conception of
a musical composition, its content” [3, p. 7], which
was enhanced by introducing into his works the
concept of the depicted image. In the late 1970s
the scholar emphasized the need for disclosing the
artistic revelation within a musical composition,
which was characterized by a discovery carrying
descriptive-expressive meaning. Consequently, the
analysis was expected to demonstrate “not omni-
tude, but novelty and directedness.” [5, p. 133].

It follows that the processes of substantiating
the method of integral analysis and its rejection
went along parallel paths in Mazel’s development.
This phenomenon shows that Mazel was always in
a state of constant search for a scholarly method.
He viewed the development of scholarship in
connection with the possibility for the emergence
of a new type of analysis, but on the condition “that
it would resemble those types of analysis which
have already been defined as being integral” [Ibid.
p. 134].

In the 1990s Mazel’s controversial discoveries
disembogued into adversarial positions between
the different schools of musicology — between the
founders of integral analysis (and their adherents)
and its antagonists under the lead of Yuri Kholopov,
who subjected the course of “Analysis of Musical
Compositions” at the basis of which lay the method
of integral analysis, to severe criticism and raised
the question of changing it to the course of “Musical
Form”. Nevertheless, integral analysis was
becoming an aesthetical and cultural phenomenon,
where the aesthetical element brought out the aim
of establishing the level of the artistic significance
of the musical creative phenomena, whereas the
culturological element demonstrated the need for
perceiving the large scale historical context of the
analyzed musical compositions.?

Mazel about the Artistic Revelation

Mazel considered the indispensible condition
for carrying out integral analysis in demonstrating
the artistic revelation in music, which he connected
with one of the stipulations of it influence human
beings. The essence of revelation was formulated
by the scholar as a combination of important, albeit
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controversial qualities, the roots of which may
be found in the dialectics of the phenomena of
life. One of them is the principle of multiple and
concentrated influences. It is close to the similar
principle of Sergei Eisenstein in his cinematography
and is directed at the aspiration for the “ruthless”
infusion of the idea.

In mutual complementation with the given
principle is the symmetrical principle of combination
of functions, which forms a fundamental pair to the
first one. With the help of the interaction of both
principles Mazel revealed this type of new quality
in any musical composition, in which the sum of
effects exceeds the impression from the action of
each principle by itself.

The other pair of principles concerning the
artistic impact on the listener was perceived by
Mazel to be consecution of inertia and its disruption,
which was conducive to the impact of music on the
listener on a syntactic level, including the structure
of music and large-scale thematic structures.

And the third pair of principles of artistic impact
on the listener — paradoxical contradiction and the
highest type of naturalness — were perceived by
Mazel as the indissoluble unity of contradictions,
constantly transforming into one another.

In summary, by demonstrating the various types
of revelation and artistic influence of music on the
listener, Mazel proposed specific ways of studying
music interconnected with aesthetics. Basing
himself on research of various types of contrast, he
applied in a practical way the method of integral
analysis. At the same time the theorist showed that
in consequence of changeable emotional content
and musically expressive means the boundaries
between musical theory and aesthetics were flexible
and pliable. Having studied the inner mechanisms
of these connections, Mazel revealed on a genetic
level the aesthetic codes of artistic influence of
music on the listener in classical music. His musical
analyses demonstrate most vividly how he was able
to accomplish this.

The Principles of Disclosing
the Artistic Revelation

Beethoven’s Sonata-Symphonic Cycles

The distinctive singularity of Mazel’s research
of Beethoven’s symphonic music is the fact his
perception of it as a process of development through
the prism of a dialectic spiral. These circles were
marked by the theorist on different levels of form:
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within the theme group, such as, for instance, in
the first movement of Beethoven’s piano sonata
opus 10 Ne 1, which Mazel labeled a “manifesto
of dialectic development”, within a section of the
sonata form and through the whole sonata cycle.
The primary theme group was viewed by him as
the thesis, while the subsidiary theme group was
perceived as the antithesis and also, in relation to the
contradictory elements of the previous elaboration,
as a function of synthesis. Especially important for
him were such stages of the dialectic circle as the
transformation of the thesis into the antithesis and
the point of synthesis. A vivid example of this is the
Andante movement of Beethoven’s 5th symphony
(the concealed segment preceding the point of
synthesis, before the breakthrough into the sphere
of vociferous dynamics and the dazzling major
key), where the transformation of the heroic mood
into the lyrical reflection and dramatization of the
lyrical mood takes place.

The highest demonstration of Beethoven’s
dialectical thought was considered by the scholar to
be the inclusion of the third movement (the Scherzo)
into a unified symphonic conception of the cycle,
playing the role of the pre-synthesis section within
the scope of the entire form. Its “eruptive” transition
into the finale (which in Mazel’s terminology formed
the “general synthesis”), which was realized without
a traditional pause between the movements, were
identified by the music theorist as the fundamental
artistic revelation. In characterizing Beethoven’s
thematicism proper, Mazel singled out three types:
the contrasting, the contrasting in a concealed or
potential way, and the synthesizing. The stipulation
for this kind of unity in Beethoven’s compositions
was the habitude of his themes of expressing
lyrical moods by the means characteristic for
creating heroic images. As a result of his analysis of
Beethoven’s symphonic music, Mazel identified the
following artistic revelations:

—the interpretation of the short motive of destiny
as a source of the highest type of expressivity, due
to which it obtained a significance similar to that of
the leitmotif in romantic music;

— the creation of lyric themes which forestalled
the melodicism of the Romantic era and the
principles of its development (upon achieving a
maximal amount of contrast between the thesis and
the antithesis);

— the discovery of a new type of dynamic
thematicism — conflict-free but possessing a
dynamic type of development;

—the harbingers of the one-movement form of the
Romantic period, the principles of monothematicism
and diffusion of thematic elements throughout the
textural substance of the composition.

Having disclosed the principles of Beethoven’s
dialectic thought, the scholar proved that nobody
among the composer’s predecessors had actualized
logical thinking in music so consistently,
convincingly and with such dynamic amplitude. The
composer's works were examined by Mazel as an
integral phenomenon, in which he typologized the
artistic revelations, conditioned by a dynamicized
interpretation of musical means.

In the domain of thematicism these were both
the short motives, anticipating the leitmotifs in
the music of the Romantic era, and extended non-
contrasting melodies — the forerunners of Wagner’s
“endless melodies”. In the interaction between both
of these types of melodies the weight of penetrating
psychological content has increased. This results
in a higher level of individualization of the
depictive images than had ever been in the music of
Beethoven’s forerunners.

The artistic revelations in the domain of
musical form were revealed by Mazel stemming
from analyses of innovative interpretation of
dramaturgical conflicts in the music:

— expounding the dramaturgical conflict in
a convolved form in between the thesis and the
antithesis within the scope of the primary theme
group;

— Beethoven’s comprehension of lyrical moods
as being equal-ranking to the heroic moods of the
participant of the conflict; comprehension of them
as presenting the reverse side of the heroic moods
and a means for dramatization of the thematicism,
revealing its romantic aspects;

— prolongation of the dramaturgical conflict
between the thesis and the antithesis within the
exposition and the development section of first-
movement sonata form;

— intensification of the dramaturgical conflict at
the moment or preparation of its denouement: in the
conclusive theme group, in the recapitulation, the
coda, the finale and the dynamic transition from the
third movement into the finale;

—reaching the highest point of the dramaturgical
conflict at the moment of its “outburst” (in
development sections, re-transitions before the
recapitulations or codas, the unstable sections
within the codas).

All these discoveries helped Mazel solve two
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interconnected problems, in which he elucidated in
a new way the composer’s oeuvres: the essence of
his dialectic thinking and forestalling of later styles.

Analysis of the Artistic Revelation
in Chopin’s Preludes Ne 7 and Ne 20

The results of the search for the most appropriate
type of analysis for musicology have manifested
themselves on the study of two preludes by Chopin
— Ne 7 in A major and Ne 20 in C minor, which
was carried out, respectively, in 1968 and in 2000.
Mazel carried out these analyses with the aim of
revealing the unusual shifts of the functions of form
and content. In his analysis of Chopin’s Prelude in
A major the music theorist was especially interested
in “the essence of the depicted image”. This issue,
established in the oeuvres of the founders of integral
analysis, has not lost its acuteness at the present time
as well. An image-related examination, in particular,
also characterizes the present-day scholarly thought.
Thus, for example, L. Kramer, having studied the
phenomenon of dandyism in Chopin’s oeuvres,
integrated it in the composer’s general artistic
conception, at the core of which lies a turn to the
aesthetics of Charles Baudelaire (opus 59) [15].

In the prelude Mazel disclosed a blend of dance-
like traits with a chord progression poeticizing it,
the sources of which were discovered by the scholar
in one of the varieties of historical composition and
improvisation in the genre of the prelude. Their
integration, according to Mazel’s observation, was
materialized in the chief revelation in the prelude
— the repeated two-measure “formula for melos,
rhythm and texture,” which he connected not only
with gentle dance motions, but with elegant gestures.
Having analyzed in the prelude the combination of
the principles of fragmentation and summation and,
even broader — of realization of the principles of
constructing square periods of repeated structure,
Mazel substantiated in a convincing manner the
image-related content in this piece, where, according
to his observation, the intimately lyrical utterance
combined with features of the dance genre, which
has contiguity here with Chopin’s mazurkas in their
emulation of high-society and countryside dance
forms.

At the same time, in his analysis of Chopin’s
Prelude Ne 20 Mazel, when revealing the principles
of incompatible features, was able to forego the
concept of image, but what did this result in? This
non-pictorial analysis of the prelude began with the
characterization of the tempo, an important, but

hardly the chief means of expression here. Then
the music theorist posed a few riddles and left
them unsolved. He touched upon the monumental
character of the piece and a certain significant
musical thought, which for some reason he deemed
difficult to express in the context of the slow tempo
during the course of its short duration.

After his assertion that he applied another
expressive means, — namely, a chord progression,
which Mazel associated with the genre of a chorale,
he defined the character of the prelude, i. e. none
other than its depictive image: “funereally solemn
and sorrowfully majestic.” Only on the basis of this,
after describing the form, dynamics and rhythm
of the prelude, the theorist formulated Chopin'’s
essential revelation: the combination of functional
harmony with the traits of quantitative, time
measuring rhythm, typical of ancient art, which
provided him with the possibility of explaining
“the piece’s visible genre-related image” as a “slow
funereally solemn procession with discrete shifts of
poses” (and, once again, image, even image-related
composition).

On the whole, the artistic revelation in two
preludes by Chopin were displayed by Mazel and in
the sphere of genre and in the sphere of musically
expressive means.

Analysis of the Artistic Revelation
in Edvard Grieg’s Nocturne

The singularity of Mazel’s study of Grieg’s
Nocturne (opus 54 Ne 4) consists in the peculiar
double comparative analysis — that of the style and
the depictive music content. The unifying link here is
provided by the leading intonation, the basis of which
lies in a stylistic feature typical of Grieg, built on the
descending motion of the leading tone to the V scale
degree. In the sphere of stylistic traits the theorist
considered it to be not only a detail related to folk
music, but also the original “national emblem of the
composer.” Basing himself on the research of Ernest
Kurth (who saw in Grieg's harmonies a unification
of romantic and national Norwegian tendencies),
Mazel, stemming from Grieg’s tertial intonation
in his melodicism, revealed the folk music-related
nature of the harmonies based on seventh, ninth
and eleventh chord, typical for the composer. These
harmonies were associated by him with transmission
of folkloristic images and, along with this, with the
images of spiritually animated nature.

As a result of these studies, the scholar revealed
the artistic revelation, which he considered to be
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the most topical in musical aesthetics. It consisted
in the domain of delimitation of the spheres of
expressivity and depiction. The former, according
to Mazel’s observation, was disclosed by means
of Wagner’s interpretation of the half diminished
seventh chord — “the chord of languor”, supporting
the songful, melodious phrases with the Tristan-like
rising suspensions (about this see: [14]).

Along with “the motive of languor,” Mazel also
marked out “the motive of ravishment,” connected
with the dominant harmonies. The figurativeness
in Grieg’s music is concretized by “bird-like” trills
and tremolos.

All in all, Mazel in his analysis of Grieg’s
Nocturne demonstrated the artistic revelation in the
sphere of style (the combination of late romantic
and impressionist style with the folk music related
elements) and also in image-related and emotional
sphere (the combination of the principles of lyric
expressivity with relief depiction).

Demonstration of the Artistic Revelation
in Piotr Tchaikovsky’s Compositions

The artistic revelation in Tchaikovky’s music
was shown by Mazel in the phenomenon of
convergence between theatrical and symphonic
principles. In his study of this music the scholar
defined the essence of the classical opera part
and the specific methods of its development:
those of integration (creation of a new theme
with a constant renewed development of it) and
differentiation — involving the highlighting of the
various elements of the theme. The former method
in Tchaikovsky’s music is directed at revealing the
protagonists’ intense inner development. For this
reason the theorist interpreted it as being the chief
method. In the development section in the first
movement of the Sixth symphony as a landmark
manifestation of the integrating method, Mazel
revealed two culminations situated at a close
proximity from each other. Presuming this effect
to be a discovery in the domain of sonata form, he
gave it an aesthetic appraisal. The first culmination
— the peak of the dramatic action — was defined
by him as the catastrophe in the main protagonist’
life, while the second culmination — the logically-
semantic — as the tragic summarizing monologue®.
At the same time, all the subsequent music of this
movement was described by him as an after-word,
permeated with all sorts of analogies.

As a result the two tendencies of the
integrative method ascertained in Tchaikovsky’s

symphonic style turned out to manifest two
mutually reinforcing sides of operatic influences
— both aligning the more or less thematically
independent episodes into a single dramaturgy of
the image and the ability of the motives to acquire
different characteristics.

Inaccordance with dialectic methods of analysis,
Mazel also examined the reverse connections of
opera with symphony — the influence of symphonic
principles, especially those related to sonata-form,
on opera. Applying the example of the scene with
Liza and Hermann at the end of Scene 2, the theorist
demonstrated how within the framework of an opera
all the basic images were presented, which were
established in the first movements of Tchaikovsky’s
symphonies. As a result of this, Mazel has disclosed
the special conditions for the impact of sonata
principles on the construction of operatic scenes
and large-scale correlation of dramatic with lyrical
images (where the lyrical “subsidiary theme group”
consciously prevails over the “primary theme
group”), which is rather unusual for the standard
first-movement sonata form.

In “The Queen of Spades” Mazel saw Hermann’s
introductory recitative as corresponding to the
primary theme group, with “two subsidiary theme
groups” inherent in the theme of love and Hermann’s
arioso. The function of the conclusive theme group
in Scene 1 was entrusted to the theme built on the
musical material of the “subsidiary theme group,”
albeit presented in the major key. The role of the
development section, which featured the incursion
of the evil powers, is played by the episode of the
appearance of the Countess, and her departure is
followed by a dynamicized recapitulation. Here
Hermann’s emotional commotion was disclosed
and the life-asserting major variant of the first
“subsidiary theme group” and the “conclusive
theme group” were stated in it.

Thereby Mazel’s research of the convergence
of the traits of different genres into “The Queen
of Spades” and the Sixth Symphony is directed
at showing the artistic revelation in this opera,
which is directly connected with discovery in it
both of sonata form and of symphonic principles
of development.

Research of the Artistic Revelation in the Music
of Shostakovich

The music of Shostakovich was researched
by Mazel by means that are connected on his
understanding of a new stylistic system, which was
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formed in the domain of the expressive means of
the old one. The reason for the appearance in art
of innovative methods, which are interpreted in the
course of time as having become traditional, and the
old, dated ones seen as being extraordinary, was seen
by Mazel in the manifestation of unusual figurative
content. The most important role it was assigned
by him to the reevaluation of the extended duration
of the cantilena, within which he systematized the
unusual, acutely expressive broad gestures into
one direction, by means of which the composer
conveyed the various extensions of lyrical and
dramatic figurativeness.

At the same time Mazel showed how
Shostakovich transformed the elementary singing
motives into those that are unprecedented in the
concentration of the emotional-semantic content,
which are presumed to be figurative-semantic
units of Shostakovich’s musical language. In their
persistent return to the same sound the composer
conveyed both intense thought and a broad specter
of emotional states connected with the images of
overcoming obstacles, combined in Shostakovich’s
compositions with “the special “heaviness” of vocal
lines and speech intonations” [4, p. 45].

Mazel exerted a great deal of attention to the
scale and harmonic content of Shostakovich’s
melodicism. As an example of one of these features
he highlighted the intonational saturation of the
modalscales asaresultoftheir various combinations:
the early historical modes with their harmonic
peculiarities of jazz music, as well as major scales
complemented with the elements of other modes
(Dorian and Mixolydian in the coda of the first
movement of the Seventh symphony). This variant
of the major scale was considered by Mazel as the
contemporary variety, which is discernibly different
from the romantic brand. A special achievement
of Shostakovich was evaluated by Mazel to be the
deepening and sharpening of the expressivity of
the minor mode, in particular — his Phrygian mode,
where practically all the degrees carry the options of
being lowered. Thereby, the harmony with the aid
of which technical aims were carried out at the same
time also turned out to be a means for color. Mazel
qualified such a combination of the respective
functions in Shostakovich's musical language as
an original source of an “original harmonic light”
[Ibid. p. 51].

An immense role in the process of renewing
Shostakovich's thematic material was played by
the reevaluation of the traditional characteristics of

rhythm and metre. The combination of freedom of
meter with rhythmic strictness was considered by
Mazel to be among the most widespread means. With
the aid of different metric disruptions Shostakovich
introduced the most piquant and sharpest strokes
into his musical themes, and created not only the
“shaking up” dramaturgical effect of surprise,
but also the feeling of a certain freedom. At the
same time, Mazel highlighted in Shostakovich's
compositions the use of the expressive possibilities
of regular meter, which were directed at creating
musical episodes of aggressive and mechanistic
character.

These expressive means in Shostakovich’s
compositions were highlighted by Mazel as the
ascription of the principle of free melodic unfolding.
The scholar defined two types of the latter: powerful
melodic flow, similarly to that in Tchaikovsky’s
music, and an almost entirely static demonstration
of this principle, as in Rimsky-Korsakov’s
compositions. Stemming from this, Mazel disclosed
the deep national roots inherent in the type of free
melodic unfolding characteristic of Shostakovich’s
music. Mazel found visible manifestations of it in
the slow movements of his symphonies, and the
unusual features — in the themes with mobile and
dancing characters, for example, in the Scherzo
from the Seventh Symphony, which combines
fluidity and clarity of metric articulation.

As examples of an opposite approach to the
unending melodic development in Shostakovich’s
music, Mazel noted the principle of constructing
short, closed impulse-like themes, the content of
which was highly concentrated. As an example of
which, the theorist cited the subsidiary theme group
from the finale of the Quintet and the first theme of
the primary theme group of the Fifth Symphony. The
scholar thought it a paradoxical move to combine
two traditional types of themes, which were showing
themselves as contrasting complementary elements
of the primary theme group: short, aphoristic and
freely unfolding. In this combination he revealed the
convergence of the polyphonic and the homophonic-
harmonic principles, where the typically Bachian
bright initial germ of the theme was activated to
a Beethovenian intensity of development. As a
result of such a change in the interpretation of the
principles of polyphonic and homophonic thinking,
Shostakovich’s compositions acquired a dynamic
renewal of large-scale thematic structures, on the
basis of which the scholar formulated an important
aesthetic principle of his music: “a special unity
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of intellectualism and the most intense type of
emotionalism,” where “feeling is intellectualized
and refined, while thought is intensified to such
a degree that it becomes an acute experience” [4,
p. 77].

Having analyzed Shostakovich’s compositions,
Mazel showed that his stylistic methods were
connected with historically evolved musical
complexes, which have acquired new meanings
in his system. Due to such a generalization, the
professor evaluated Shostakovich’s music as being
classical in the highest connotation of this word. But
what is more — having defined the artistic revelation
in the sphere of Shostakovich’s music, Mazel at the
end was able to carry out a full representation of his
style.

Analysis of the Artistic Revelation
in the Long Poem “The Bronze Horseman”
by Alexander Pushkin

In his research of artistic revelation Mazel
attached great importance to analysis of Pushkin’s
images. The scholar traced the dynamics of their
demonstration in transfiguration of reality into
non-reality. In this transition from one state into
another he observed the phenomenon of “going
out of oneself” [according to Sergei Eisenstein’s
terminology]: the “indignant” Neva overflows its
granite banks, the main character, Evgeny goes
insane, and the monument to the Bronze Horseman
begins to move. This demonstration of how
everything leaves its natural conditions was defined
by Eisenstein as a “leap into the opposite” [11,
p. 249]. Mazel qualified it as the combination of
paradoxical antipathy and the highest naturalness.

The artistic revelation in “The Bronze
Horseman” is observed by Mazel in the emotionally-
psychological sphere, and the theorist disclosed it in
the context of the motive, image and conception—the
triad that is most characteristic for integral analysis.
At its basis here lies the idea of confrontation of the
personality and the government, to which the main
images of the single motive (“to go out of oneself”)
correspond.

* %k ¥

As a result of this review of artistic revelation,
disclosed by Mazel in various works of art, we arrive
at the conclusion that the scholar established their
typology in the different arts, most notably, in music:

—inthe field of thematism and form (Beethoven's
compositions);

— in the sphere synthesis of various genres
of professional music (Tchaikovsky operas and
symphonies);

— in the interaction of professional and folk
genres (Chopin’s works);

— in the field of style and stylistic elaboration
(the musical compositions of Grieg and Shosta-
kovich);

—inthe area of the musically expressive means of
Classical and Romantic music (Beethoven, Chopin),
as well as 20" century music (Shostakovich);

— in the emotionally-psychological sphere
(Chopin, Grieg, Shostakovich, as well as Pushkin).

Research of Harmony

The most important component in the method
of integral analysis was the research of harmony
as an integral phenomenon of music theory and
music history (in his work “The Issues of Classical
Harmony”). At its core lies the study of vertical
chord formations, in which Mazel highlighted
the gravitating gravitation towards the tonic and
qualified this as the main strain of classical tonality,
whereas the reevaluation of the authentic cadence,
which that passed from its position of being the chief
means of harmonic closure of musical thought to its
new position of a significant tool for dynamization,
was rationalized by aesthetics demands — the
aspiration towards dynamic unfolding of harmonic
thought. In the vertical chord formations Mazel
established a strong connection of its tertial
construction with suave voice leading, at the basis
of which lay harmonic tension, and came to the
following conclusion: the sphere of action of the
tertial principle is not limited to classical harmony,
but has the ability to pass beyond it.

* %k %

Summing up the traits of Mazel artistic portrait,
it becomes evident that at the core of his integral
analysis lies a morphological conception of the
artistic revelation in music, which stemmed from
the basis of his encyclopedic knowledge and his
historical-dialectic and aesthetical thought. Mazel
created a system of many means of finding the
artistic revelation in art works of art and presented
a typology of phenomena of the human being’s
inner and outer world in an integral totality, having
connected it with the phenomenon of impact on
the listener and having created his own model of
artistic picture of the world based upon paradoxical
interaction of dialectic oppositions.
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' L. Bezimensky writes that this campaign was
being prepared back in the years of World War II (1942),
“when the head of the Propaganda Administration of the
Central Committee of the VKP(b) (Communist Party)
G. Alexandrov and the Supervisor of one the departments
of this administration, T. Zuyeva presented to the secretaries
of the Central Committee of the VKP(b) A. Andreyev,
G. Malenkov and A. Shcherbakov a memorandum “How
to Choose and Promote Cadres in the Arts” where notice
was made of “the absence of a correct and stable party
line” in guidance of Soviet art on the part of the Committee
of the Affairs of Art and “the perversion of the polities of
choosing, promoting and bringing up the cadres,” as the
result of which “non-Russians (especially Jews)” turned out
to be in the leading positions of many institutions. The report
mentioned the Moscow Conservatory, and the prevalence of
Jews in the sphere of art criticism exerting their influence on
the formation of the musical cadres. Mazel was mentioned
among the most active people of non-Russian origin in the
sphere of music criticism.” [cited from: 6, p. 17].

2 In European musicology this idea had its own
history. Hugo Riemann at the turn of the 19th and 20th
centuries expressed his regret that the domains of musical
theory and aesthetics coexisted separately from each other
[8, p. 1260], which provided a direct impulse for Mazel’s
elaboration of the given problem. At the end of the 20th

NOTES —o <

century Carl Dalhaus in his musicological analysis
considered the possibility of providing argumentation
over the aesthetical essence of music, which initially is
contained in it [12, p. 11]. The idea of preserving the
aesthetical value in musical analysis was also of interest
to American music theorist Peter van den Toorn, who
was concerned over the fact that the representatives of
the New Musicology armed with the “new subjectivity”
would “place more prohibitions over the individually
aesthetical element than the positivists and formalists did
before” [cited from: 10].

> The American music scholar and slavist Richard
Taruskin was of a comparable opinion [9].

4 It is indicative that Mazel in this analysis relies on
the conception of the depicted image, which does not
exclude here poly-variant interpretations of meaning. For
example, in the context of the autobiographical nature
of Tchaikovsky’s symphony, Marina Rytsareva brings
out the hypothesis of a parallelism of the “Pathetique”
with the genres of the Passions [13; 16, p. 287; 17]. In
such a conception of the symphony it seems to us that
the composer conveyed here a feeling, typical for him,
of horror before the retribution of fate or destiny, which
he associated with the image of God Sabaoth [1, p.20].
This given topos characterizes the entire first movement
of the symphony.

TAQHOBJIEHUE U PACLBET OTEUECTBEHHOTO MYy-
3BIKO3HAHNS BO MHOTOM CBSI3aHBI C IMEHEM
BBIJIAlOIErocs CcoBeTckoro y4énoro Jleo

AbGpamoBrua Maszerns, ITOKTOpa HCKYyCCTBOBEIE-

HUsI, ipodeccopa MOCKOBCKOH ToCy/lIapCTBEHHOM

koHcepsaropun umenu I1. 1. Yaiikosckoro, 3aciy-

eHHoro aearens uckyccts PCOCP, unena Coroza

KOMITO3UTOPOB.

Jleo Ma3zenb npoucxonuil U3 CTApUHHOTO Poja,
BOCXOJIUBILIETO K 3HAMEHUTOMY Quiiocody Benu-
koro KusbxecrBa JIutoBckoro, pekropy IIpaxkckoit
TaJIMYyJUYECKOM LIKOJIbI, IITaBHOMY paBBuHY IIpary,
a 3arem Ilo3znanu Mopuaexato Sdde (1530-1612)
(cM. 00 sTom: [6]). Masenb poauiics 26 mas 1907
roga B Kéaurcoepre. B 17 net moctynmt Ha Teope-
THUKO-KOMIIO3UTOPCKOE OT/EICHHE MY3BIKaJIEHOTO
texHukyma umenn A. H. CkpsiOnHa, 0XOTHO ITpo3a-
HUMABIIKCh BECh YUCOHBIN T0J] KOMITIO3UILIUEH U Te-
opueii My3siku. A nerom 1925 rona 6611 3a4nCiIeH B
MockoBckuit yauepcuret. Ho, HecMotps Ha yuEoy,

<o JCUBOLL OYX JICUBO2O UCKYCCINEA

6cez0a npucymemeyem 6 mpyoax JI. A. Mazens,
€oobwyas um NOOIUHHYIO U HENPEXOOSUWYIO YEHHOCTb.
J. lllocTrakoBuy

WHTEPECHI CTY/IEHTa MOCTEIIEHHO CMEAINCh B CTO-
poHy Teopuu My3bIKH. «llocie oxkoHUaHUS MY3bI-
KaJIbHOTO YYMJININA, — Tcall Masesb, — 5 MOCTY I
Ha MY3bIKaJIbHO-HAYYHO-HCCIIEIOBATEIBCKOE OT/E-
neane (MYHAMUMC) xoncepBaropuu, JOOMBIINCH
ot Hapkommpoca pa3spemnieHuss y4uTbCs OIHOBpE-
MEHHO B JIByX BBICHIHX YYeOHBIX 3aBEICHUSX (CTHU-
MIEHANHU 51 HE TIONy4al HH B ofHOM m3 HuX). [locie
OKOHYaHus KoHcepBaTtopuu B 1930 T. s ObUT IPUHSIT
B acnpanTypy» [2]. Ilo 3aBepmiennn e€ Mazenb
OBLT yIOCTOCH CTETIeHN KaHAWaTa NCKYCCTBOBEIE-
HHUS 32 UCCJIEI0BAHUE, IOCBAILIEHHOE TBOPUECTBY I.
Pumana, a B8 1941 rogy momyunin yu€HyIO CTCTICHb
JIOKTOpa MCKYCCTBOBEICHHS 3a Hay4IHbIN Tpyn «Oc-
HOBHOM NPUHIMIT MEJIOANYECKON CTPYKTYpPhI TOMO-
(hoHHOI TeMbI» 0e3 3aIUThI TUCCePTAITHH.

C 1931 roma Momomoi y9€HBIN CTal Mperoaa-
BaresieM MOCKOBCKOM KOHCEpBATOPHH, TJIE€ Mpopa-
OoTtan 6onee TpuauaTH JieT, ¢ 1939 — npodeccopom,
B nepuon ¢ 1936 mo 1941 romel — 3aBEeqyrONINM
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kadenpoit Teopun My3bIKH MOCKOBCKOW TOCYymap-
CTBEHHOH KOHCEPBATOPHH, a BO BpeMs «OOpBOBI C
KOCMOTIOJIMTH3MOM» OBLIT YBOJICH M3 KOHCEPBATO-
pHH «KaK aroJioret “GpopMarucTUIecKux’’ UCKaHU]
kommo3utopos» (T. Kypsiiesa)'.

O cOAMIKEHUU TEOPUM MY3bIKU C ICTETUKOM

B my3biko3HaHue JIeo Masens BOWEN o CBOUM
COOCTBEHHBIM HAay4YHBIM KOHLIENITOM — BBISIBICHU-
€M CBSI3U MY3BIKOBEICHHUS C ICTETHKOM, TOCKOIb-
Ky JCTETHKa B TO BpeMsi, [0 €ro HaOIIOICHHUIO, B
OOJBIIMHCTBE CBOEM OTIMYAIACH IPE3MEPHOM OT-
BIICYEHHOCTHIO, @ TEOPHs] MY3BIKH YacTO HOCHIA
y3KO peMecieHHblil xapakTep’. CTpemieHue conu-
3UTh TEOPHUIO MY3BIKH M 3CTETHKY HAIPaBUIIO €ro K
CO3JIaHUIO HOBOTO JUI POCCHICKONM HAayKH METOJa
LIEJIOCTHOTO aHajn3a, 3HaY€HHE KOTOPOTO B COBpE-
MEHHOM MY3bIKO3HAHUH pUHIKaeTcs. 1o MEeHHIO
M. Paky, «caM THII JUCKypCa U METOJI0JIOTHUECKUI
MIPUHIINII, KOTOPBIA MO)KHO 0003HAYUTh KaK ‘‘Kara-
JIOTH3AITUs TAHHOCTEH , OpUEHTHUPOBAHEI 37I€Ch Ha
YCTHOE JIEKIIMOHHOE IMIPETOHECEHUE, MPEeIona-
raromee TECHbIM KOHTAKT CO CIIyIIaTeNsiMH, 3Ha-
YUTEIBHYIO POJb MY3bIKAIBHOTO HWILTIOCTPHPOBA-
HUS, B KOHEYHOM CYETEe — JKaHp JEKIMH-KOHLIEPTA,
OPUEHTHPOBAHHBIH UMEHHO Ha MPOCBETUTEIHCKYIO
¢ysakmmo» [7]. IloaToMy B CBS3H € MOIBITKOM T1e-
PEOCMBICIIEHHS 3TOTO METO/Ia OH HYKIAeTCA B MOJ-
TBEP)KJICHUH HAYYHOCTH.

Pa3pabareiBasg MeTOJ IEIOCTHOTO aHaiIu3a B
Havane cBoerl nestenpbHOCTH (1930 Tomer), Masenn
YUUTBIBAI «83aumoodelicmaue dIEMEHTOB, KOTOpPOe
00BEMHSCT UX B XYIOKECTBEHHOE IIeJI0e U OTpe-
JIeJIAeTCs OOIIUM 3aMbICIIOM TIPOU3BEIEHUS, €T0 CO-
nepkanuem» [3, ¢. 7]. OToMy crmocoOCTBOBAIIO BBE-
JICHHE UM B CBOM MCCJICJIOBAHHS ITOHATHUS «00pa3y.
B xonme 1970-x romoB yu€HBIN clenan akIieHT Ha
BBISIBJICHUH B TIPOU3BENEHUU X)O0HCECMBEHHO20
OMKpblMuUs, KOTOPOE XapaKTEePHU30BaJIOCh HEKOH
TBOPYECKON HAXOIKOW, HECyIled oOpa3HO-BBIpa-
3UTENBHBIN cMbIcT. CrenoBarenbHO, OT aHajan3a
0KHU/IaJlach «HE BCEOXBATHOCTH, & HOBU3HA U IIelie-
HampaBJIeHHOCTHY [5, c. 133].

Maszenp HaxoAWJICs B TIOCTOSSHHOM ITOMCKE Ha-
yuHoro meroza. Ilpormeccel 000CHOBaHUSI METOIA
LIEJIOCTHOTO aHaJM3a M €ro e OTTOP)KEHHUS B HC-
cieoBaHusX Masenss (akTHUeCKH WLIH Iapa-
JenbHO. PasBuTue Hayku y4€HBINA BUJIET B BO3MOXK-
HOM TOABJICHMHM HOBOTO aHAJUTHYECKOTO THIIA, HO
IIpH YCIIOBUH, «ECIIH OH OyaeT momo0eH odpasuam
aHaJIM3a, YK€ IPU3HAHHBIM IIeTOCTHBIMIY [TaM ke,

c. 134].

B 1990-x rogax mpoTuBOpeunBbIe TOUCKH Ma-
3esl BBUTWJIMCH B TIPOTHBOCTOSIHUE PA3HBIX IIKOJ
MEX/1y OCHOBOTIOJIO)KHUKAMHU IEJIOCTHOTO aHaJH-
3a (a TakKe MX TOCTEeNOBATeIsIMH) M €T0 aHTaro-
nuctamu. Tak, }O. H. XomomoB moxsepr kputnke
Kypc «AHajn3a MYy3bIKQIbHBIX MPOU3BEICHUI», B
OCHOBE KOTOPOT'O JIEKaJl METO]| 1IeJIOCTHOTO aHaJIU-
3a, ¥ TIOCTAaBHJI BOTIPOC O 3aMeHe ero KypcoMm «My-
3pIkanibHast Gopma». Tem He MeHee, IIEIOCTHBIN
aHaJIN3 CTAHOBWJICS Y€ DCTETHKO-KYJIBTYpPOJIOTH-
YeCKHUM (CHOMEHOM, TIE ICHemuieckoe BBICTY-
Majgo0 B YCTAHOBJIEHWHU CTENEHH XYI0)KECTBEHHOTO
3HAYEHUSI MY3BIKaJbHO-TBOPYECKUX SBICHHUM, a
KyJBTypOJIOTHYECKOE — B OCO3HAHUU HIMPOKOMAC-
mMTa0HOTO UCTOPUYECKOTO KOHTEKCTa MCCIIEAYeMO-
TO MPOU3BEICHUS’,

MaseAb 0 XyA0)KECTBEHHOM OTKPbITUMU

HeoOxoanMbIM yCIIOBHEM IS LIEIOCTHOTO aHa-
nu3a Maszeib CUUTall BBISIBJICHUE XYO00XHCECHBEHHO-
20 OMKpuIMUsA B MYy3bIKE, KOTOPOE OH CBSI3bIBaJ C
OJIHUM U3 YCIIOBUM XyJI0’KECTBEHHOTO BO3/IEUCTBUSA
Ha yenoBeka. CyTh OTKPBITHS Y4&HbBIH chopMyIu-
pOBaJ KaKk COBMEIICHNE BAaXKHBIX, HO TPOTHBOPEUH-
BBIX CBOWCTB, HCTOKH KOTOPBIX BHJET B IUAIECKTH-
K€ )KM3HEHHBIX SABIeHNH. OOUH U3 HUX — NPUHYUN
MHOJICECBEHHO20 U KOHYEHMPUPOBAHHO20 B603-
Oeticmsus. OH OIM30K AHAIOTUYHOMY MPUHIUITY
C. DitzeHmreiiHa B KWHOApaMaTypriy U HaIlpaBiIeH
Ha CTpeMJIeHHE «OeCTIOIIaTHOTO» BHYIICHUS HICH.

Bo B3auMOmONOTHEHNN C JAHHBIM MPUHITUTIOM
HAXOJWJICS COCTaBISIONINNA ¢ HUM (pyHIaMEHTaIb-
HYIO Tapy CUMMETPUYHBINA MPUHINII CO8MeU eHUs
¢yukyuti. C MOMOIIBIO B3aMMOJICHCTBUS 000X
Ma3senb B MPOM3BEIACHUN BBISIBIII TAKOE HOBOE Ka-
4eCTBO, B KOTOPOM cyMMa 3P QEeKTOB TIepeKphiBaa
BIIEYATIICHUE OT JEHCTBHS KaKI0TO IIPUHITHIA B OT-
JIEJIBbHOCTH.

Jpyroii mapoil IpPUHIMIIOB BO3IACHCTBUSA HA
ciaymarens Masenb CUUTal c1ed08anue uHepyuu u
eé HapyuweHue, 9T0 CII0COOCTBOBAIO BO3/ICHCTBUIO
MY3BIKH Ha CIyIIaTess Ha CHHTAaKCHYECKOM YPOB-
He, BKITIOYABIIEM CHIPOEHUE MEN0OUU U MACUMAD-
HO-memamuyecKue CmpyKmypul.

W TpeTpio mapy NMPHHLIMIIOB XyHT0)KECTBEHHO-
TO BO3JICHCTBHS HA CIyIIATENsl — NAPAOOKCANbHYIO
NPOMUBOPEUUBOCHIL U BLICULYIO €CECHBEHHOCTND
— Maseib paccMOTpeNl KaK Hepa3pbhlBHOE €IMHCTBO
MIPOTHBOIIOIOKHOCTEH, TOCTOSHHO MEPEXOISAIINX
IIpyT B ApyTa.

BEBISBISIST TUIIBL OMKpbImus U X)y00d#cecmeeH-
HO20 6030elicmeus My3blKU Ha cIaymarenst, Masensb
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B HUTOTE MPENJIOKHUI KOHKPETHBIE IyTH HCCIEI0-
BaHUS MY3BIKH BO B3aUMOCBSI3U C dCTeTHKoi. Oc-
HOBBIBAsICh Ha MCCJIEOBAHNN PA3HBIX THUIIOB KOH-
Tpacta, OH (aKTHYECKH IOJH30BAICS METOIOM
nenoctTHoro aHanusa. [lpu arom yu€Hblil nmokasan,
YTO BCJIEJCTBUE IEPEMEHUYMBOIO 3MOLMOHAIBHO-
IO COACpKaHUA W MY3BIKAILHO-BBIPA3UTEIbHBIX
CpEJICTB, ITPAHULIBI MEXKIY MY3BIKaJIbHON Teopuel
M OCTETUKOM ObUTM THOKMMH U IIaCTHYHBIMU. M3y-
YUB BHYTPEHHUE MEXAHMU3MBI 3TUX CBA3EH, Ma3zeinb
B KJIACCUYECKOW MY3bIKE HA F€HETHUYECKOM YPOBHE
OTKPBUI 3CTETHYECKUE KOJIBI XYI0’KECTBEHHOTO BO3-
JIeHcTBHS MY3bIKH Ha citymarens. Kak 3To ynanocs
— TIOKa3bIBAIOT €TO MY3bIKaJIbHBIC AaHATU3bI.

MpUHUMUINDBI BbISIBAEHUSI XYAOXKECTBEHHOIO
OTKpPbITUS

Conamno-cwuqbouuuecxue UUKITIb bemxoesena

OTIMYUTENbHOH  OCOOCHHOCTBIO — Ma3eJieB-
CKOTO HCCJIEIOBaHUs OETXOBEHCKOTO CUM(pOHHU3-
Ma SBWJIOCh BHUJCHHE B HEM TMpoliecca pa3BH-
TS CKBO3b NPHU3MY JUATEKTHYECKOW CHUPAIIH.
E€ kpyru yd€Hbli OTMETHJI Ha pa3HbIX YPOBHAX
(dbopMBL: B mpenenax MnapTud, Kak, Hampumep, B
I vactn oprennannoit conarsl berxosena op. 10
Ne 1, xoropyro Masens Ha3zBan «ManudecTom ana-
JIEKTUYECKOTO Pa3BUTHUS»; BHYTPH pa3jiesia CoHaT-
HOW (opMBbl; B MacmTabax Bcero nukia. [aBHyro
MapTUIO OH paccMaTpuBall Kak TE3WUC, TOOOYHYIO
— KaKk aHTHUTe3HuC, e€ e M0 OTHOUICHUIO K MPOTH-
BOPEYMBBIM DJIEMEHTAM IPEAIIECTBYIOMIETO pa3-
BUTHS — KaK (QyHKIHIO cuHTe3a. Oco00 eMy ObLIH
Ba)KHBI TAKUE ATl JHAJCKTHUECKOTO Kpyra, KakK
MpeBpalleHne Te3nca B aHTHTE3UC U CUHTE3. SIp-
kuil ipumep — Andante Tlstoit cumdonun (3ara-
€HHas MPEeJICUHTETHYECKAst 30Ha Tepe]] IPOPHIBOM
B chepy rpOMOITIaCHON JTUHAMUKH M OCIICITUTEIb-
HOTO Ma)kopa), B KOTOPOM IPOUCXOIUT MEPEeBOJ
TepOUKH B 00IaCTh JTUPUUECKUX PA3MBIIUICHUH U
JpaMaTHu3aIiy JNPUKH.

BeiciM mposiBlieHHEM IUATeKTUIHOCTH MBITII-
nenust beTxoBeHa mccienoBarenh CYUTAN BKIIIOYE-
aue I vactu (Cxep11o) B eAnHYyI0 CUM(OHHYECKYTO
KOHLIEMIIUIO INKJIA, TI€ OHO BBITTOIHAJIO POJIb MPeJi-
CHHTETUIECCKOU 30HBI B MacmiTade Bcel hopmbl. EE
«B3PBIBHOI» 1epexof] B GpuHai (110 TEPMUHOIOTUH
Mazens — «reHepaibHBIA CUHTE3»), KOTOPBIH OCy-
IIECTBISUICA 0€3 TPaJANIIHOHHOTO MEepPEepPhIBa MEXKITY
YacTsIMH, OH OIpPEACTHI KaK «(pyHIaMEHTaIbHOE
XyJOKECTBEHHOE OTKpBITHE». B Xapakrepucruke
K€ COOCTBEHHO OETXOBEHCKOrO TeMaTh3Ma ObLIo

BBISIBJIGHO TPW THMA: 1) KOHTPACTHBIN, 2) CKPBITO,
WJTU TIOTCHIIMAIEHO KOHTPACTHBIN, 3) CHHTE3UPYIO-
. YeinoBreM nopoOHoro enuHeTBa y berxoBena
SBUJIOCH CBOMCTBO €r0 TE€M BBIPAXKaTh JINPUUECKUE
o0pa3bl IpHU MOMOINN CPEACTB, XapaKTEPHBIX IS
CO3TaHMsI TEPONICCKUX 00Pa30B. AHAIU3 TIPUHIIH-
OB OETXOBEHCKOTro cuMpoHu3Ma npuBén Maszens K
BBISIBIICHUIO CIIEAYIOMINX aBTOPCKUX XYI0KECTBEH-
HBIX OTKPBITHI:

— TPAaKTOBKY KOPOTKOTO MOTHBA CyAbOBI Kak
WCTOYHWKA HAWBBICIIEH BBIPA3UTEIBHOCTH, Oiaro-
Japsi 4eMy OH IpHOoOpEN 3HaUeHUe, OIM3KOe JICHT-
MOTHBY B POMaHTHYECKON MY3BIKE;

— CO3JIaHUe JIMPHYECKUX TEM, MPEIBOCXUTHB-
IIUX POMAHTUYECKYIO MEJOJUKY W MPHHLIHUIBI e
pa3Butus (IpU JOCTHIKCHUH MAaKCUMAaJIbHOTO KOH-
TpacTa MeXJly Te3UCOM U aHTUTE3HCOM);

— OTKpBITHE HOBOTO THIIA JWHAMHYECKOTO Te-
MaTu3Ma — 0€CKOH(MIMKTHOTO, HO C YCTPEMIIEHHBIM
pa3BUTHEM;

— TIPEBOCXUINEHUE POMAHTUIECKOI OHOYACT-
HOW (hopMBI, IPUHIIMIIOB MOHOTEMAaTH3Ma U paccpe-
JOTOYCHHSA B TKaHW MPOU3BEACHHUSA TEeMAaTHYECKHX
3JIEMEHTOB.

PackppIB MPUHIUIIEI THATEKTUYECKOTO MBIIII-
sneHus1 berxoseHa, Maseinp 1okasall, 4To HUKTO W3
MIPEIIECTBEHHUKOB KOMIIO3UTOPa HE PEaTu30Ball
JIOTUYECKOE MBIIIJICHHE B MYy3bIKE TaK MOCIEI0Ba-
TENbHO, YOeTUTEeNbHO M C TaKUM JUHAMHYECKUM
pasmaxoM. Ero TBopuecTBO OH paccMarpuBal Kak
LIEJIOCTHOE SIBJIEHUE, B KOTOPOM YJaJOCh THIIOJIO-
THU3UPOBATh XyJA0)KECTBEHHBIE OTKPBITHS, 00yCIOB-
JICHHbIE JIMHAMHU3UPOBAHHON TPAaKTOBKOM MYy3blI-
KaJIbHBIX CPEJICTB.

B memamusme 310 OBUIM M KpaTKWE MOTHBHI,
MPEBOCXUTUBIINE JEHTMOTHUBBI B POMaHTUYECKOU
MY3BIKE, ¥ POTSKEHHBIE HEKOHTPACTHBIE MEJIOANN
— IPEIBECTHUKHN «OCCKOHEUHBIX MeNoauiny Barne-
pa. Bo B3aumozneicTBUM TeX W IPYTUX yBEITUUNI-
Csl yHACNBHBIA BEC YIITyOIEHHO-TICHXOIOTUYECKOTO
cogepxannug. OTcioma u Oojiee BBICOKHH, 4eM Yy
MIPEIIIECTBEHHNKOB, YPOBEHb MHIUBUAYAIN3AINN
00pazos.

XyaokecTBeHHBIE OTKPBITHS beTxoBeHa 6 oona-
cmu ¢popmer Mazesb BBISIBUI, UCXOJS M3 aHAIH3a
€r0 HOBAaTOPCKOHM TPAKTOBKH KOH(MJINKTOB:

— DKCIIOHMPOBaHHE KOH(UIMKTa B CBEPHYTOM
BHJIE MEXKIY TE3MCOM M aHTUTE3UCOM B MaciiTadax
[JIJABHOH IapTuu;

— ocMbIcTieHre beTxoBeHOM TMpPUKH KaK paBHO-
3HAYHOTO reporKe KOH(IINKTaHTa, TOHUMaHNE e€ B
KadecTBe 000POTHOM CTOPOHBI TEPOUKHU U CPENICTBA
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JIpaMaTH3allid TeMaTrh3Ma, BBISBICHHE B HEW po-
MaHTHYECKHX YepT;

— MPOJIOHTAIMs KOH(IUKTA MEXIY TE3HCOM
W aHTUTE3UCOM BHYTPU OKCIO3WIIMK COHATHOTO
Allegro n B pa3paboTke;

— obocTpeHne KOHMIMKTa B MOMEHT IOJITOTOB-
KH €r0 Pa3Bs3KU: B 3aKJIIOYUTEIHHON MapTHH, pe-
npuse, Koze, ¢uHaie, auHamudHOM mnepexone 11
4yacTu B (pUHAT;

— JIOCTIDKEHHE HaWBBICIIETO KOH(IUKTa BO
BpEMS €T0 «B3phIBa»: B pa3pabOTKax, JUINTEIbHBIX
JOMHUHAHTOBBIX MPEIBIKTaX IEpe] PEenpu30i Win
KOJI0H, HEyCTOMYMBBIX pa3zeilax BHYTPU KOJ.

Bcé 310 no3Bosnino Maseinro pemuTs ABe B3au-
MOCBSI3aHHBIE POOJIEMBI, B KOTOPBIX OH IIO-HOBOMY
OCBETHJI TBOPUECTBO KOMIIO3UTOPA: CYITHOCTH €ro
JTUAJIEKTUYECKOTO MBINUICHNS U TIPEIBOCXHUIICHNE
MO3JHUX CTUJIEH.

Ananu3z xy0031cecmeennozo OmKpulmus
¢ Ilpentoousax @©. Illlonena Ne 7 u Ne 20

PesynbraTel momcka HanOoiiee IMOAXOMASINEr0o
MY3BIKOBEJICHNIO aHaJIN3a CKa3aJiCh HA MCCIEI0-
Banuu nByx npemntonuii [llomena — Ne 7 A dur n
Ne 20 ¢ moll, mpoBen€HHOM COOTBETCTBEHHO B
1968 u 2000 romax. Ux wmccnemoBanne Masens
MPOBENI C TENbI0 BBISBICHUS HEOOBIYHOTO CO-
BMelIeHus1  (opMo-coliepKaTebHbIX  (PYHKIUH.
B paccmorpennn momneHoBckoit [Ipemtoquu 4 dur
y4€HOTO HHTEPECOBAJIO «CyIIecTBO 0Opa3zay. IIpo-
Ormema 9Ta, MOCTaBlIeHHAs B TBOPYECTBE OCHOBO-
MTOJIOKHUKOB IIEJIOCTHOTO aHanu3a, He yTparuia
CBOCH OCTPOTHI W B HacTosmee Bpems. OOpaszHoe
paccMOTpeHHEe IIONEHOBCKUX IPOU3BEACHHUH, B
YaCTHOCTH, XapaKTepHU3yeT W COBPEMEHHYIO 3a-
pyOEeXKHYIO MCCIIeI0OBaTeNbCKYI0 MBICTb. Tak, Ha-
npumep, JI. Kpamep, usydas sBieHue J1eHIU3Ma B
IIOTICHOBCKOM TBOPYECTBE, BCTPAMBAET €ro B 00-
IeXy/I0)KeCTBEHHYIO KOHIICTIIIHIO KOMITO3UTOPA,
OCHOBOW KOTOPOW CTaHOBUTCS OOpaIeHne K 3cTe-
tuke 1. bomnepa (op. 59) [15].

Maszens packpsut B Ilpemognmn 4 dur ome-
Ha CIUIaB TAHLEBAJIBHOCTH M TO3THU3NPYIOUIETO €&
AKKOPOBOTO CKJIa/1a, UCTOKM KOTOPOTO OH OOHApY-
’KWJT B OIHOW U3 Pa3HOBUJIHOCTEN CTAPUHHOIO IIpe-
monpoBanus. VX wmHTErpamus, mo HaOIIONEHUIO
y4EHOTO, OCYIIECTBMIIACH B TJIABHOW HAaXOKe Ipe-
JIFOAUM — MOBTOPSIIOLIEICS ABYTAKTHON «MEJIOPUT-
ModakTypHOH (PopMmylie», KOTOPYIO OH CBs3al HE
TOJIBKO C MSATKUMH TaHIEBAIbHBIMH JIBHKCHHUSIMH,
HO ¥ C M3SIIIHBIMH XecTamu. [IpoananmsupoBaB B
MIPETIONNY COBMEIICHHE MPUHIUIIOB APOOICHUS 1

CYMMUPOBaHUS (M MUPE — MPETBOPEHUS TPaIUIIUIl
MTOCTPOCHHSI KBAJAPATHBIX MEPHOIOB TOBTOPHOTO
cTpoenus) Mazenb yoeauTelibHO 000CHOBa 00pas3-
HOE CconlepKaHue MbECHI, 1€ MHTUMHO-TUPUYECKOe
BBICKa3bIBAHNE COYETAJIOCHh C YePTaMH TaHIIEBAIb-
HOTO KaHpa, IMEBIIETO 3/1e€Ch COIMTPUKOCHOBEHNE U
CO CBETCKHMH, U C JiepeBeHCKUMH Ma3ypkamiu Lllo-
MeHa.

[Tpu anammze [Ipemtonnu Hlomena Ne 20, BbIsB-
IS IPUHIIUTIBI HECOBMECTUMBIX CBOWCTB, Maseinb
JEHCTBUTEIHHO 00OmENCS 0e3 MOHATUS «oOpas3y,
HO 3aMEHWJI €T0 TIOHSATHEM XapakTepa IMPeNiofnd,
TO €CTh HUYEM MHBIM, KaK 00pa3oM: «TpaypHO-TOp-
KECTBEHHBIM, CKOpOHO-BeIN4YeCcTBEHHBIM». Ha
9TOI OCHOBE OH CHOPMYITUPOBAIT ULONEHOBCKOE OT-
KpBITHE: COBMeENIeHNE (DYHKIIMOHAIEHOW TapMOHUN
C YepTaMu CBOMCTBEHHOW aHTUYHOMY MCKYCCTBY
KBaHTUTaTUBHOW, BPEMSU3MEPUTEIBHON pPUTMU-
KM, YTO JaJI0 BO3MOKHOCTH OOBSCHUTH «3PHUMBIN
YKaHPOBBIN OOJIMK MbeCh (TO €CTh 00pa3) Kak «3a-
MEJICHHOE TpaypHO-TOP)KECTBEHHOE IIECTBUE C
TMIMCKPETHBIMU CMEHAMH 1103» (M CHOBa 00pa3s, maxe
o0pa3Hasi KOMIIO3HIINA).

XyooowcecmeenHoe OTKPBITHE B JIBYX TPEITIOIN-
sx [llonena Ma3sesnb B 11€7IOM BBISIBUIT B KaHPOBOU
chepe u 00JACTH MY3BIKAIbHO-BBIPA3UTEIIbHBIX
CPEICTB.

Ananu3z xy00i1cecmeennozo OmKpulmus
6 «Hoxmiopne» 3. I'puza

Ocobennocts uccnenoBanns Hokriopna ['pura
(op. 54 Ne 4) 3akmrogaeTcss B CBOCOOPAa3HOM JIBOM-
HOM CPaBHHUTEIHHOM aHAIN3€ — CTWIA U 00pa3Ho-
ro comepskanusi My3bIku. OOBETUHSIONINM 3BEHOM
3[1€Ch SBHJIACH IIABEHCTBYIOINIAs MHTOHAIUS, B OC-
HOBE KOTOPOM JIEKUT TUITUYHO TPUTOBCKUAN 000POT,
MTOCTPOCHHBIN HAa HUCXOASIIEM ABHKCHUH BBOIHO-
ro TOHa K V cTyneHu iajga. B oGmactu cTumctnde-
CKUX 4epT Mazenb cunTall e€ He TOIBKO (HOIBKIOp-
HOH JeTallbio, HO U CBOCOOPA3HOMN «HAIIMOHATBEHOMN
aMOIeMo# kommo3uTopay. Onupasch Ha HUCCIENO-
BaHus Kypra, yCMOTpEBILIErO B I'PUTOBCKOM rapMo-
HUU OOBEIMHEHHE EBPOMNEHCKON pOMaHTHYECKON
Y HAIlMOHAJIbHO-HOPBEXKCKOW TEeHJIeHIIUH, Ma3zenb,
HCXOJIsl U3 TEPLIOBOM MHTOHAIMU [ pura B MeJo/IuKe,
PacKpbUT POITBKIOPHYIO IPUPOAY XapaKTePHBIX IS
HETO rapMOHUI OOJIBIIOTO CENTaKKOP/Ia, HOHAKKOP-
Jla ¥ yHJIGIIUMAKKOp/ia. DTH TAPMOHUH OH CBSI3aJI C
nepesaueii HapoJJHO-CKa30YHbIX 00pa30B U BMECTE
¢ TeM — ¢ oOpa3zaMu OyXOTBOPEHHOU MTPUPOIEI.

B pesysnbrare 3THX HAOMIOICHUI OBLIO BBISB-
JICHO XY/IO)KECTBEHHOE OTKPBITHE, KOTOPOE aBTOP
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cyuTajJl OAHUM U3 HauboJiee AKTyaJIbHBIX B MY3bI-
KanmpHOH dcTetnke. OHO JIeKaao B o0iacTh pas-
rpanuyeHus cep BBIPA3UTEIBHOCTH W WU300pa-
surenbHOCTH. [lepBast, mo HaOmoxennio Maszens,
packpbIBaiach MOCPEICTBOM BarHEpPOBCKOW TpaK-
TOBKH MaJIOTO BBOJHOTO CENTAKKOp/a — «aKKopJa
TOMIJICHUS», MNOAACPKMBABIICTO IICBY4YHE MCECIIO-
nuueckue (pasbl ¢ TPUCTAHOBCKUMH BOCXOJISIIIHU-
MU 3anepxanusmMu (00 stom cm.: [14]). Hapsay ¢
«MOTHBOM TOMJICHHS» Maszenb TakKe BBIIEITHI
CBSI3aHHBIM C JJOMMHAHTOBOM T'apMOHHUEW «MOTHUB
yrnoenus». M3o0pasurensHocTs ke y [pura koH-
KpETU3HUpOBaHa KIITUYbHUMWY TPEIAMU U TPEMOJIO.

Tem cambiM Mazens B anasimze HokrropHa ['pu-
ra 1okaszajl XyHOXCCTBCHHLIC OTKPBLITHA B o0Ona-
CTH CTWIS (COBMEIIEHHE IO3HEPOMAHTHYECKOTO
U UMIIPECCHOHHUCTCKOTO CTWIIS C (OIBKIOPHBIMH
JJIEeMEHTaMH), a TaKke B OOPa3HO-OMOIMOHAb-
HOH cdepe (COBMEIICHHE MPUHITATIOB JTMPUICCKOM
BBIPA3UTEIBHOCTH C peibeHON M300pa3UTETHHO-
CTBIO).

Buisignenue xyooxcecmeennozo omkpoimus
6 myszwike I1. H. Yaiikoeckozo

XyI0KECTBEHHOE OTKPBITHE B IPOM3BEICHH-
sx YalikoBckoro Masesnib 0OHapyxui B (peHOMEHE
B3aMMOIPOHUKHOBEHHUSI TEATPAJIbHBIX U CHUM{(O-
HUYECKUX MPUHIMIIOB. B uX ucciaenoBanuu Oblia
ompenesieHa CYIIHOCTh KJIACCHYECKOW OIepHOM
napTad U crierduyeckrne MeToibl e€ pa3BUTHS:
uHmMezpupyowull — Co31aHue HOBOM TEMBI C HETpe-
PBIBHBIM €€ OOHOBIICHUEM, U Ougdhepenyupyrouuil
— C BBIJICJIEHUEM Pa3HbIX 2JIEMEHTOB TeMbI. [IepBbIil
y YaliKkoBCKOTO HampaBiieH Ha OOHAPYKEHNE HHTCH-
CHUBHOTO Pa3BUTHUS XapakTepoB, MOITOMY Maszenb
TPaKTOBAJI €T0 KaK OCHOBHOW. B pa3zpabotke I ga-
ctu llectoii cumdpornn oH 000COOMT B KauecTBE
STANHBIX MPOSABICHUNA WHTETPHPYIOIIETO METoja
JIBe OJM3KO PACIONOKEHHbIe KydbMuUHarmu. Cuu-
Tas 3TO SIBJICHNE OTKPHITHEM B COHATHOW (opme, OH
JIaJl eMy ICTETHYECKyIo OleHKY. [lepByro Kyiabmu-
HAIMIO — BEPIINHY APAMAaTHIECKOTO NEHCTBHUS — OH
OTIpeeNI KaK KaracTpody B JKU3HHU Teposi, BTO-
PYIO — JOTHYECKU-CMBICIIOBYIO — KaK TparnuecKui
MoOHoJIOr-pe3tome?. BCio MOCHEayIoNy0 My3bIKY
JTAHHOW YacTH — KakK IOCIJIECIOBHE, HANOIHEHHOE
BO3MOJKHBIMH aHAJIOTHSIMHU.

BrisiBiiennbie B cuMoHndyeckoM cruie Yaii-
KOBCKOTO JIB€ TEHICHIMH WHTETPHPYIOMIETO Me-
TOJa — BBICTpPAaWBAaHHWE TEMaTHYECKH Oojee WIn
MEHEe CaMOCTOSATEIbHBIX DIH30/0B B EIUHYIO
JIpaMaTypruio obpaza ¥ CIOCOOHOCTh MOTHBOB
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npHOOpeTaTh Pa3InYHbIC XapaKTepbl — OKa3aKCh
JByMsl B3aUMOJIOIIOJIHSIOIUMH CTOPOHAMU OIlEp-
HBIX BIMSITHUM.

COOTBETCTBEHHO JHAIEKTUYECKAM METOJaM
aHaJM3a MY3BIKOBEI pPaccMOTpen H oOpaTHbIe
CBSI3U OIephl ¢ cUM(OHMEH — BIMSHHE COHATHBIX
[IPUHLIUIIOB Ha OIEepy, B YEM MPOSBUIMCH IPUHIIU-
bl guddepeHupyromnero Merona. Ha mpumepe
cuensl JInsel u I'epmana B xoHue II kapTuHbI OH
II0Ka3aJl, KaK B YCJOBHUSX OIIE€pbl IIPEACTABIECHBI
BCE OCHOBHBIE 00pa3bl, yTBEPAUBIIHNECS B MEPBBIX
yacTsx cuMdonuii Yaiikosckoro. B cBsa3u ¢ atum
Masenp packpbul NPEANIOCBUIKA BIIMSIHUS COHAT-
HBIX IPUHUUIIOB HA IIOCTPOEHUE ONEPHOU CLEHBI
1 HEOOBIYHBIC /I COHATHBIX Allegri MacmiTaOHbIC
COOTHOIICHUS IPAMAaTHYECKUX M JIUPUIECKUX 00-
pasoB, I7Ie IupudecKas «Imo0oYHas MapTUs 3aBe-
JIOMO TIpeo0iajiana HaJl «TIIaBHOW.

I'maBHoi maprtueit B onepe «IlukoBas nama»
Maseinp BUEN BCTYNUTENbHBIN peunTaTus Iepma-
Ha, «JBE MOOOYHBIE» — TeMY IIF0OBH 1 apro30 [ep-
MaHa. QYHKIMIO 3aKJIIOUUTENIbHOW napTuu B | kap-
THHE BBINOJIHIIA TEMA, IOCTPOCHHAS HA MaTepuae
«BTOPOU TOOOYHOI», HO B MaKOpHOM Jamy. Poib
pa3paboTKH, B KOTOPOH MPOWCXOJUIIO BTOPKEHHE
37BIX CHWJI, UTpaN 3nu301 noseieHus [padunu, a
rocse e€ yxoaa HacTynana JMHaMU3UPOBaHHas pe-
npusa. B Hell packpbIBaioCh JYLIEBHOE CMSATECHUE
T'epmana, 3Byuas >KU3HEYTBEPKAAIOLIMNA Makop-
HBI BapHaHT «IepBOl MOOOYHOW» M «3aKIIIOUH-
TEJIbHOM».

Takum o00pa3oM, Ma3eNeBCKOE HCCIeI0OBaHNE
B3aUMOIPOHUKHOBEHHUS  PAa3JIMUHBIX KAHPOBBIX
yept B «lIuxoBoii name» u lllecroii cumponnm Ha-
MIPaBJIEHO Ha BBISBICHUE XYOOXHCECHBEHHO2O OM-
Kpbimus B OTIepe, KOTOpOoe OBUIO HETOCPEICTBEHHO
CBSI3aHO C OOHapy>KEHHEM B Hell cOHaTHO-cuMo-
HUYECKUX ITPUHIIUIIOB Pa3BUTHSL.

Hccnedosanue xyoorcecmeenHbvix OmKpolmuil
¢ mysvike /l. Illocmakosuua

Mysbiky Hmutpus IllocrakoBuua Maszens uc-
CIIeIOBAJI, HCXOJs M3 IMTOHMMAaHUS HOBOM CTHUJICBOM
CUCTEMbI, C(hOpMUPOBABIIEHCS B 00JaCTH BHIpa3u-
TEJbHBIX CPEACTB cTapoil. IIpuunHy nosBiaeHUs B
HACKYCCTBE HOBAaTOPCKUX IIPUEMOB, KOTOPBIE UCTOJI-
KOBBIBAIOTCSI CO BPEMEHEM KakK TPaJAULMOHHBIE, a
CTapble Kak SKCTpaopAMHapHble, Maseinb BUIEN B
BOIUIONICHUH HEOOBIYHOTO 00pa3HOTro cojepika-
Hus. BaxkHas posib B HEM OTBOAWIIACH NIEPEOCMBIC-
JICHUIO NPOTSHKEHHOCTH KAaHTWJIEHBI, [1I€ CUCTEMa-
THU3WPOBAJINCh HEOOBIYHBIE, OCTPOIKCIIPECCUBHBIC
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IIMPOKUE XOIbI B OAHOM HampasieHuu. C ux mo-
MOIIIBI0 KOMITO3UTOP TIepeaall pa3sHble TPaHH JINPH-
KO-JIpaMaTH4YeCKOi 00pa3HOCTH.

Bwmecte ¢ Tem Masens mokazan, kak Illocta-
KOBHY TIpeoOpa3oBaj dJIEMEHTApHBIE MOTHBBI-IIO-
MEBKH B HeObIBaJIble MO KOHLEHTPALMU SMOIH-
OHAJIbHO-CMBICIIOBOTO  COJEpPXKaHWSI ~ MOTHBEI,
MIPEJICTaBIIAIONINE 00Pa3HO-CMBICIOBBIE E€IMHUIIBI
my3bikaiabHOM peun [lloctakoBuua. B ux HacToii-
YUBOM BO3BpAIICHWH K OJHOMY M TOMY K€ 3BYKY
KOMITO3UTOp Tepefall W HANpsHKEHHYIO MBICIb, U
IIUPOKUM CHEKTP SMOLMOHAIBHBIX COCTOSIHUM,
CBSI3aHHBIX C 00pa3aMu IMPEOIOJIEHUS U COYeTaro-
muxes y locrakoBuda «c 0000 “TSHKKOCTBIO”
BOKaJIbHO-PEYEBBIX HHTOHAITUI [4, ¢. 45].

Bonbiioe BHumanue B TBopuectse [IlocrakoBu-
ya Mazenb yIeIu 1a0060-2apMOHULeCKOM)Y CONEp-
JKaAHUIO MEJIOAUKU. B KadecTBe omHOM M3 0COOCH-
HOCTEH OH BBLACTWJI WHTOHAIIMOHHOE 00OoTaIleHne
JaZ0B B pe3yjibraTe WX pPa3Nu4yHBIX COYETAHWU:
CTapUHHBIX JIAJI0B C TAPMOHUYECKUMH OCOOEHHO-
CTSIMH JIDKQ30BOW MY3BIKH, MaX0pa C 3JIEMEHTaMHU
JIPYTUX J1aJo0B (JIOPUHCKOTO, MHUKCOIHIUICKOTO B
kone | wactu Cenpmoii cumbonnn). Takol Makop
Maszenp pacueHnI Kak COBPEMEHHBIN, 3HAYNTENb-
HO OTJIMYABIIMHCS OT poMaHTH4eckoro. OcoObM
noctmwxerneM lllocrakoBuua oH cumTan ynryoie-
HUEe U 000CTpEeHHE MHHOPHOW BBIPA3UTEIBHOCTH,
B YaCTHOCTH, (PPUTHICKOTO JIaJla, B KOTOPOM MOTJIH
OBITh TIOHMKEHBI TIOYTH BCE CTyNeHH. Takum oOpa-
30M, TAPMOHHUSI, C IOMOIIBIO KOTOPOH BBHITTOITHSIIACH
TEeXHUYECKHUE 3a/1a4H, B TO K€ BPEMs OKa3bIBaIaCh
emeé M KpacoyHbIM cpeactBoM. Ilogo6HOE coBme-
nieHue QyHKIHNA B My3bIKkasibHOM si3bike [locrako-
Br4a Ma3zeib KBaJIM(UIIMPOBAI KaK CBOCOOpa3HbIN
HCTOYHUK «COOCTBEHHOTO TAPMOHHYECKOTO CBETa»
[Tam xe, c. 51].

Bonpmryio pons B OOHOBIEHWM TeMaTHU3Ma Y
[IlocTtakoBHYa CHITPAJIO TEPEOCMBICICHHE Tpa-
TUITMOHHBIX CBOWCTB Mempa W pumma. K duciy
HanOosiee oO0mmx Mazenp oTHEC coueTaHUE Me-
TPUYECKON CBOOOJBI U PUTMUYECKON CTPOTOCTH.
C moMoIIpI0 pa3IUYHBEIX METPUUICCKUX TepedoeB
y lllocTtakoBrya B TeMy BHEIPSUINCH NMUKAHTHBIC
1 OCTpBIE IITPUXH, CO3/1aBAJICS HE TOJIBKO «BCTPS-
XUBAIOMIMI» JpaMarypruto dQQPexT HeoXKHJIaH-
HOCTH, HO W OLIyIIEHHE HEeKOH cBoOobl. BmecTe
¢ TeM Ma3zenb BBISIBUI Yy KOMIIO3UTOPA HMCIOIb-
30BaHME BBIPA3UTEIBHBIX BO3MOKHOCTEH paB-
HOMEPHOTO METpa, HAlpaBleHHbIE HAa CO3JaHue
SMM307I0B HACTYyNaTEeJIBHOTO, MEXaHHCTHYECKOTO
XapaxkTepa.

OTMeueHHBIE  BBIPA3UTEIBHBIE CPEACTBA B
TtBOpuecTBe [llocTakoBruua Masens onpeaent KaK
aTpUOYIIIIO NPUHYUNA CB0OOOHO20 MENL0OUUECKO20
pa3eépmuviéanusi, B KOTOPOM OH BBISBHWII J1Ba BHJA!
MOIIHBINA pa3iuB MeNoAuu, Kak y YailkoBckoro,
U TOYTH CcTarTudeckuil e€ mokas, kak y Pumcko-
ro-KopcakoBa. Mcxonst u3 atoro, Masesnb packpbll
HAI[MOHAJIBHYIO TMOYBEHHOCTh XapaKTEpHOTO s
[locTrakoBrya THIa CBOOOJHOTO pPa3BEPTHIBAHWSL.
Ona Obula HalijicHa B MEUICHHBIX YacTAX, U 4YTO
HEOOBIYHO — B TEMax IOJIBHKHO-TAHIIEBAIHLHOTO
xapakrepa, Hanpumep, B Ckepro n3 CeapMoil cum-
(hoHMH, TAE TEKydeCTh COYEeTaNach C SICHOCTHIO Me-
TPUYECKOTO YICHEHHS.

B kauecTBe MPOTHBOIMOIOKHOTO HETPEPHIBHO-
My pazButuio menonuu y llocrakoBuua Masens
OTMETWII NPUHYUN NOCTIPOEHUS KOPOKUX, 3AMKHY-
MbIX MeM-UMNYIbCO8, 110 COAEPIKAHNIO CUIIBHO KOH-
LEHTpUPOBaHHbIX. Kak npuMep aHAIUTHUK HMPUBEN
mo0oYHyI0 mapTuio 3 Gpunana KBuHTeTa u nepByro
TeMy miaBHOM maprtum Ilsaroit cumdonuu. I[lapa-
JIOKCAJIbHBIM OH CYMTAaJl COBMEIIEHUE JIBYX HCTO-
PUYECKH CIOKHUBIITUXCS THUIIOB TEM, BBICTYIIABIINX
B KauecTBE KOHTPACTHO-IOTIOIHSAIOMINX AIEMEHTOB
[IABHOW TMapTUU: KOPOTKHX, a(pOPHCTHUECKUX H
cBOOOIHO pa3BEpTHIBatONMXCS. B 3ToM coBMmerie-
HUH OH BBISIBUII B3aMMOTIPOHUKHOBEHUE NOIUDOHU-
YecKUX U 20MOGQOHHO-2APMOHUYECKUX NPUHYUNOS,
IJie TUITHYHO «0aXOBCKOE» SPKOE HadalIbHOE SPO
TEMbl aKTHBU3UPOBAHO 110 OETXOBEHCKOM WHTEH-
CHUBHOCTH pa3BHUTHSA. B pesynbrare Takoi mepeme-
Hbl B TPAKTOBKE MPUHIIMIIOB MOJU(POHUICCKOIO U
romoponHoro wmbiiieHus y IlocrakoBuua mpo-
W30IIUIO JMHAMHYECKOe OOHOBJICHUE Macuimao-
HO-MeMamuyeckux Cmpykmyp, 4YTO IPHUBEIO K
(hopMyMHPOBKE BaKHOTO SCTETHMYECKOTO MPUHIIUTIA
€ro TBOPYECTBA: «0Cc000€ eIWHCTBO MHTEIIIEKTYa-
JIu3Ma U HanpsKEHHEUIIEro SMOIMOHATIU3MAaY, T/1e
«JyBCTBO MHTEJUIEKTYaJIM3UPOBAHO M YTOHYEHO, a
MBICITb HaKaJIAE€TCS A0 TaKOW CTENeHH, YTO CTaHO-
BUTCS OCTPBIM MEPEKUBAHUEM» [TaM Xe, ¢. 77].

[Ipoanamu3uposas TBopuecTBo lllocrakoBuya,
Masenp mokaszai, 4To €ro CTHJIMCTHYECKHE Mpué-
MBI OBLTH CBSI3aHBI C UCTOPUUYECKHU CIIOKUBITUMHU-
¢Sl My3BIKaJTbHBIMH KOMIUICKCAMH, IPUOOPETIITIMH
B €ro CHCTeMEe MHOE€ 3HaueHue. biaromaps Takomy
0006mennto, uckycctBo LllocrakoBnya ObIIO KBa-
TUQHUIMPOBAHO KaK KJIACCHYECKOE B HAUBBICIIEM
CMBICTIe 3TOTO clloBa. Ho miaBHOE, BBISIBUB XyJ0XKe-
CTBEHHbBIC OTKPBITHS B oOmactu crunuctuku Illo-
cTakoBn4a, Mazeib B KOHEYHOM UTOT€ CMOT COCTa-
BUTH TIOJTHYIO KapTUHY €r0 CTHJIS.
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AHaAU3 XyA0XKECTBEHHOIO OTKPbITHS
B npou3seaeHum A. C. lNywkuHa
«MeAHbIM BCAAHUK»

B mazeneBckuX MCCIIEIOBAaHUSAX XY/IOKECTBEH-
HOTO OTKPBITUSI BAKHYIO POJIb WTpajl aHAIH3 ITyIIl-
KMHCKHX 00pa30B. YYEHBIN MPOCIET JUHAMUAKY
MX TI0Ka3a B MEPEBOIUIONICHNH W3 peajbHON IJI0-
CKOCTH B HppealbHyI0. B Takom mepexone ogHOTO
COCTOSIHHSI B JIPyTO€ OH BHJIEN SIBJICHHE «BBIXOJA
u3 cebs» (Tepmun C. Di3eHIITENHA): «BO3MYIIEH-
Has» HeBa BBIXOIWT M3 TPaHUTHBIX OEperom, CXO-
UT ¢ yMa EBrenuii, HaYMHAET IBUTATHCS MAaMATHUK
— Mennbiii Bcagauk. I[1ogo0HBIN MOKa3 BBIXOHA W3
CBOETO €CTECTBEHHOTO COCTOSHHS OW3EHIITEHH
OTIpeNIeNII KaK «CKa4OK B TPOTHBOIIONIOKHOCTDHY»
[11, c. 249]. Ma3zenb ke KBaM(UIUPOBAJ €ro KakK
COYeTaHHe TMapaOKCAbHOW MPOTHBOPEYNBOCTH U
BBICIIEH €CTECTBEHHOCTH.

XynoKeCTBEHHOE OTKPbITHE B 1103Me «MeHbII
BCAJHUK» OBLIO BBIABICHO B 3MOIIMOHAIBHO-TICH-
XOJIOTHYECKOH c(hepe MPU PaCKPHITUN €€ B KOHTEK-
CTe XapaKTEepPHOH /IS [IETOCTHOTO aHaJIH3a TPUAIbI
MOTHB — 00pa3 — KoHnennusi. B e€ ocHoBe 31ech
HAXOJMJIACh UJIes IPOTUBOCTOSHUS JINYHOCTH U TO-
CyZapcTBa M COOTBETCTBYIOIIHE €i 00pa3bl €AUHOTO
MOTHBA («BBIXOJIa U3 ceOs»).

* %k %

00630p XyHOKECTBEHHBIX OTKPBITHA, BBISIBICH-
HBIX Mazenem B NpOW3BEIEHUX, TTO3BOJIAET Cle-
JaTh BBIBOA O TOM, YTO YYEHBIA THUIOIOTH3UPOBAI
WX B Pa3HBIX OOJIACTSIX M ABJICHHUSIX HCKYCCTBa, IIpe-
K€ BCETO, MY3bIKAJIbHOTO:

— 00JacTH MY3BIKQJILHOTO TeMaTru3Ma ¥ pOpMBbI
(TBOpuecTBO berxoBena);

— CHHTE3€ J)KaHPOB NpodecCHOoHATEHON MY3BbIKH
(onepsl U cuMdpoHur YalKoBCKOTO);

— B3aMMOJICUCTBUH TPO(ECCUOHANBHBIX U Ha-
pomHbIX KaHpoB (mponsseneHus Lllonena);

— cepe CTUIMCTHKH U cTIs (counHeHus [ pu-
ra, [llocTakoBuua);

— o0jacTu My3bIKaJbHO-BBIPA3UTEIbHBIX
CpENICTB KJIACCHUECKONM M POMAHTHUYECKOH MY3bl-

ku (berxosen, lllonen), a Takxke My3blkn XX Beka
(ILIocTakoBuy);

—  OMOILMOHAIBHO-TICHXOJIOTHYECKOH  cepe
(Women, I'pur, locTakoBuy, a Takxke [lymkun).

NccaepoBaHme rapMoHum

BaxHoil cocTaBisoNeil B METOJIE 1IEJIOCTHOTO
aHanm3a Masens SBIJIOCH €T0 MCCICIOBAaHUE Tap-
MOHHUH KaK IEJIOCTHOTO MY3BIKaJhbHO-TEOpETHYEC-
CKOT'0 M UICTOPUYECKOTO sIBJICHHS (CM. MOHOTpa(ui0
«IIpobiemMbl KiTaccuuecKkoit rapMoHUU»). B nieHTpe
€ro HaXOIUJIOCh U3YUYCHNE aKKOPIOBON BEPTHKAIIH,
rae Masenb BBIICTHIT OOMUHAHMOBbIE MASOMEHUs
6 MOHUKY U K8ATUDUYUPOBAT UX KAK 2TAGHbLI HEPE
Kiaccuveckol moHanbHoCmu, a TePeOCMBICICHUE
ABTCHTUYECKOr0 000pOTa, KOTOPBIH M3 IJIaBHOI'O
CpelcTBa TAPMOHUIECKOTO 3aBEPIICHUS MY3bIKATh-
HOW MBICTH TIPEBPATHICS B BaKHEHIIIEEe CPEICTBO
TUHAMU3AIAY, apTyYMEHTHUPOBAI JCTETUYCCKUMH
TpeOOBAaHUSIMHU — CTPEMJICHHEM K JUHAMHYHOMY
pa3BEPTHIBAHUIO TapMOHUYECKON MbIciU. Mazenb
YCTAHOBWJI CBSI3b TEPIIOBOTO CTPOCHUS aKKOPIOBOM
BEPTUKAJH C TUTABHBIM TOJIOCOBEICHUEM, B OCHOBE
KOTOPOTO JIEKAJI0 CEKYHIIOBOE TATOTCHHUE, W TPH-
méN K BAXKHOMY BBIBOAY: cghepa Oeticmausi mepyo-
6020 NPUHYUNA He 02PAHUYEHA KIACCUYEeCKOU 2ap-
MOHuUell, a bIXO0UM 3a e€ npeoevl.

% %k ¥

W3 nmpuBeaéHHOro 0030pa CTAHOBUTCS OYCBU-
HBIM, YTO B OCHOBE IICJIOCTHOTO aHAJIM3a JIexaaa
Mop(bonomquKas[ KOHIICIIIUA XYHOXKCCTBCHHOTI'O
OTKPBITHS B My3bIKE, KOTOpasi BeIpacTasa Ha (pyHza-
MEHTE DHIIMKJIONECIUYECKIX 3HAHUNH U CPOPMHUPO-
BAaHHOTO Ha UX 0a3MCe UCTOPHUKO-THAICKTHIECKOTO
1 3CTETUYCCKOT'O MBIIIIJICHUS y‘-IéHOI‘O. Cucremaru-
3UPOBAB PaA3IUYHBIC CIIOCOOBI HAXOXKICHUS XYIO-
JKECTBCHHOI'O OTKPBITHA, Masens TUITU3UPOBAJI SAB-
JICHU BHYTPCHHEIO0 M BHCIIHETO MHUpa YCJIOBEKA B
€IMHOM TIEJIOCTHOCTH, CBsI3aj €€ ¢ JeHOMEHOM BO3-
JICHCTBHS Ha CIYLIATENs U CO3/1ajl CBOKO COOCTBEH-
HYIO MOJIEJb XYI0)KECTBEHHOW KapTHHBI MUPA, OC-
HOBaHHYIO Ha MapaJoKCabHOM B3aMMOACHCTBUHU
JAUAJICKTHYCCKUX OHHO3I/II_II/II7L

S MPUMEMAHUA (<O

1 JI. be3bIMEHCKUI MUIIET, YTO 3Ta KaMIaHUus 3apo-
JIIach yKe B ToAbl BOMHBI (1942), «korma HavampHHUK
Vrpasnenus nponararasl [IK BKII(6) I. Anekcanmpos
M 3aBemyromas OTAeIOM 3Toro ympasienus T. 3yeBa

npencrasun cekperapsm LUK BKII(6) A. Annpeesy,
I ManenxoBy u A. Illep6axkoBy AOKIaIHYIO 3aIHCKy
“O mombope W BBIBIKCHHH KaJpOB B HCKyCCTBE”,
IJle OTMEYAJIIOCh “OTCYTCTBHE MPABMIILHOW M TBEPHOI
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NapTUIIHON TMHUKM~ B PYKOBOJCTBE COBETCKHM HCKYC-
CTBOM cO CTOpoHbI Komurera mo nemaM HUCKYCCTB H
“U3BpAILCHNN TIOJUTUKU B JIeJe TOox00pa, BBIIBHIKE-
HUSL ¥ BOCIMTaHUS KaJpoB, B pPe3yabTaTe 4ero BO IVia-
BE€ MHOTHMX YUYPEXKJICHHH OKa3aJIUCh ‘“‘HEPYCCKHE IIOIU
(mpenmymiecTBeHHO eBpen)”’. B 3ammcke ynomuHaiach
n MoCKOBCKasi KOHCEpBaTopHs, U NpeodiialaHue eBpe-
€B B My3bIKaJIbHOM KPUTHKE, OKa3bIBAIOIIEH BIUSAHUE HA
(bopMupoBaHe My3bIKaIbHBIX KaipoB. Cpean Hanbosee
AKTHBHO BBICTYHAIOIIUX B I€YaTH HEPYCCKUX KPUTHUKOB
HasbIBajICsa ¥ Masenb» (IuT. 1mo: [6, c. 17]).

2 B 3apyOe:KHOM My3BIKO3HAHHU 3Ta WSSl MMEET
cBoto ucropuio. I. Puman Ha pyOexe XIX-XX Beka
BBICKA3aJl COKaJIeHHe 00 M30JIMPOBAaHHOM COCYIIECTBO-
BaHUM MY3BIKANIBHOM Teopuu u dcTeTHkH [8, c. 1260],
YTO SIBUJIOCH HEMOCPEACTBEHHBIM HMITYJIbCOM K Mase-
JIEBCKOH pa3paboTKe JaHHOW mpoOneMbl. B KoHIe ke
XX Bexka K. Jlambxay3 B My3BIKOBEAUECKOM aHAIHU3€
Haunbosee [eHHBIM CUYUTAT BO3MOXKHOCTH apryMEHTHPO-
BaTbh ICTETHUUYECKYIO CYIIHOCTb MY3BbIKH, KOTOpasl M3Ha-
yalbHO coJeprkaiach B Hel camoit [12, S. 11]. Meicib
O COXpPaHEHUU JCTETUYECKON IEHHOCTH B HCCIENOBa-
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The Artistic Revelations of Leo Mazel

The article is devoted to one of the founders of Russian musicology, Leo Abramovich Mazel. Together with his
colleagues, Victor Tsukkerman and losif Ryzhkin, the scholar introduced into musicology the universal method of
integral analysis of artistic texts, which has played an immense role in Russian musical scholarship. Having brought
together the fields of aesthetics and music theory, he studied the inner mechanisms of their connections, having
revealed the aesthetic principles of artistic impact of music on the listener. Nonetheless, the formation of this method
on the part of Mazel was not a monosemantic process. Paradoxically, its foundations and repudiations in the research
of the scholar were asserted in a parallel manner. This phenomenon testifies to the fact that he was always engaged
in a constant search for scholarly methodology for cognition of the essence of artistic texts. As a result his search led
to a new understanding of the method of integral analysis, which helped Mazel solve the main task standing before
the researcher — to disclose the artistic revelation in music. Having systematized the various means of its discovery,
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the scholar typified the phenomena of the human being’s inner and outer world in a single entirety and connected it
with the communicative principles of music, having shown in total the specimens of his vision of the world, based
on a paradoxical interaction of dialectic oppositions.

Keywords: Mazel, music theory, integral analysis, the musical image, motive, artistic discovery, content and form
in music.

XyaoxxecTBeHHble OTKpbITUA A. A. Ma3eas

Crarbst OCBSIIIIEHAa OTHOMY M3 OCHOBOIIOJIOKHUKOB poccuiickoro my3biko3Hanus JI. A. Maszemnto. Hapsiny co cBo-
nmu koseramu (B. A. Llykkepmanom u W. SI. PeKKHHBIM) y4YEHBIH BBEN B My3bIKaJIbHYIO HAyKy YHHBEpPCAIbHBINA
METOJI IIEJIOCTHOTO aHAaJTN3a XYI0KECTBEHHBIX TEKCTOB, CHITPABIIMIA B HEH 00BIIYIO poib. COMU3HUB ACTCTHKY U TE-
OPHUIO MY3bIKH, OH MU3Y4YWJI BHYTPEHHUE MEXAHU3MbI UX CBSI3€H, OTKPBLI 9CTETUUECKUE MPUHIIUIIBI XYT0KECTBEHHOTO
BO3JICHCTBYS My3bIKH Ha cirymatelis. OJHaKO CTaHOBJICHHE TOTO MeTona y Masens He ObL10 onHO3HAYHBIM. [1apa-
JIOKCAJIEHO, YTO €r0 000CHOBAHHE U OTTOPIKCHUE B HCCICIOBAHIIX YU4EHOTO (DaKTUICCKH IIIJI0 apauieabHo. Takoe
SIBJICHUE CBUJIETEIILCTBYET O TOM, YTO OH HAXOJUJICS B MOCTOSTHHOM MOMCKE HAyYHOW METOAOJOTUHU JAJisi O3HAHUS
CYIIHOCTU XYA0XKECTBEHHBIX TEKCTOB. B pe3ynbrare mouck mpuBEl K HOBOMY OCMBICICHHIO METO/a 1IeJIOCTHOTO
aHaJu3a, MO3BOJIUBLIEMY Ma3elo peluTh NIaBHYIO 3a/1a4y, CTOSIBIIYIO TIEpe]l UCCIIeI0BaTEeeM — BBISIBUTD XYJI0%Ke-
CTBECHHOEC OTKpPBITHE B My3bike. CHCTEeMaTH3UPOBAB Pa3IHYHBIC CIIOCOOBI €T0 O0HAPYKEHUS, YIEHBIH TUITH3UPOBAT
SIBJICHUS] BHYTPEHHETO M BHEIIHEr0 MHUpa YelOBeKa B €JUHOM LEJOCTHOCTH U CBsi3all €€ ¢ KOMMYHUKATHBHBIMU
MPUHIIMITAMA MY3BIKH, TIOKa3aB B UTOTe 00pa3ell CBOCTO BUACHHS MUPa, OCHOBAHHOTO Ha MIPOTUBOPCUYUBOM B3aUMO-
JICUCTBUM JTUATICKTHYCCKUX OMIO3UITUH.

Kitroueseie ciioBa: Mas3eib, TeOpusi My3bIKH, ICIIOCTHBINA aHAITN3, My3bIKaJIbHBIN 00pa3, MOTHB, XyI0KECTBECHHOE
OTKPBITHE, CONICpKaHHE U popMa B My3bIKE.
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