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Ily6mukanus
0 HCCIeNOBAHHA HA TeMy
MY3BbIKalILHOTO 3K30TH3MA

IIpencTaepieTca HaM IOJro-

HOBO-

JKIaHHBIM, CephE3HBIM H pa-
nocTHbIM cobeiTHeM. [-p Pambd Jlokk mpeanaraeT Ho-
Bble pellleHHS 3TOH B NPHHOHIE He HOBOH NpoGieMsl.
CTpyKkTypa KHHTH BechbMa y0OegHTeNmbHAa: NepBble IBe
[JIaBBI BBOMAT B KOHTEKCT MpoGJIeMbl H MOATOTABJIHBA-
KT KOHIEeNTyaTbHYH HHHOBAIHIO, NPENCTABJIEHHYI B
rmaee 3 Kak Monenb «BcsA My3bIKa B IOJTHOM KOHTEK-
cTe». I'mapa 4 ampecyer mpo0bieMy «HamHOHATHZIMay»

(B TOM BHIE, B KAKOM 0OHA CYLIeCTBYeT B 3allaZHOM MY 3bI-
KOBeJleHHH) H cTaBHT Hmocodckuii Bonpoc «Kto Takue
MBI?». Ilocne sToro aBTop OpensnaraeT psay [J1aB, B KOTO-
PBIX paccMaTpPHBAIOTCA Pa3IHIHbIE 06/IACTH HK30TH3IMA B
MY2BIKe — TAaKHe, KakK IpelcTaBlieHHe HHAeiines ITHKa B
my3bike Pamo («Tanantnas Huagnsa») (r1aea 5), BeHrepc-
KHe PalcoJHH B TBopuecTee JIHcTa (I71aBa 6), HCIaHCKas
LOBITAHCKAA TeMaTHKA B MPOH3BElleHHAX KOMIIO3HTOPOR
IeBATHaOUaroro Beka (rmaea 7), BocTok B mpoH3Bele-
Husx Iy4aunun (rnasa 8), Anouuns B mysbike JeGroccH
(rmaBa 9) H mpoH2BeNeHHS KOMIIO3HTOPOB, POINHBIIHX-
¢ 2a MpeZleJlaMH 3amaZHOr0 MHpa, TakHX, Kak Tan JIyH
(rmaea 10). Kuury zaBepmaer Snusor (rmaea 11).

B mepebIX ABYX IaBax O-p JIOKK HCIOJb2yeT MOII-
HYI0 KOHIENTYalbHYK 6a3y coBpeMeHHOH KPHTHYECKOH
TEOpPHH, BKIKOYAsA CCBIMKH Ha Tpyael Oneapna Caupma
(moxxamyii, caMoro KpymHOTO CHIENHAJHCTAa B HaHHOH
obnactu), a taxke Poys Poszenrapn CyGoTHHE H PH-
qapaa TapyckHHa.
Ka3bIBaeTcsA OT TePMHHA «OPHEHTAIH3M» KaK MpPeJICTaB-

Vike Bo BerynnenuHn a-p Jlokk ot-
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JIAIIMEro «HIeOJOTHYECKYI0 CHCTeMY, NIPH IOMOIIH
KoTopoH 3aman, B TedyeHHe BeKOB, JTOMHHHPOBAJ HaJ
GONLIIHHCTBOM CTpaH MHpa 3a ero mpemenamu» (c. 4).
C camoro Hauana KHHTH aBTOp IOMellaeT mpoGieMy
HK30TH3MA B KOHTEKCT COBPeMeHHBIX OaTalHH MeXay
TPaIHIHOHHBIMH T€OPETHKAMH — CTOPOHHHKaMH d¢op-
MaJbHOIO NMOAX07la H ABTOHOMHH MY3BIKH H TE€MH, KTO
BOCIHPHHHMAET 5KCTPaMy3bIKalbHOE CcoJep:KaHHe Kak
HezaMeHHMBIH KOMIOHEHT MY3BIKAJIbHOIO MPOH3Bese-
HHA. JI-p JIoKK MOHHMAeT MOTHBAIHK BBIJIEJIEHHS 3K-
30THIECKOTO KaK pe3yibTar INy00Ko YKOPeHHBIIETOCs
Ha 3amaje cTepeoTHIA H30JIHH CBOeH TPAJHIHH Kak
«JTHHeHKH OIHO3HAYHBIX CEeMHOTHYECKHX HHIHKATO-
poB, He TpebyHOIIHX KOHTeKCTa IIA cBoeH (yHKIHH»
(c. 64) oT «HeKoero yIHBHTEJIbHOI0, NPHTATATELHO-
ro, a HHOIa H Nyrawmiero Mecrta, or HesmemHero»
(c. 1). ARTOp pacKphIBaeT CBOI0 MO3HIIHIO IO OTHOIIe-
HHI0 K TAaKOMY pa3zlefieHHIO: «B oTkpoBeHHO aHTH(Op-
MAJHCTCKOM ZyXe s XoTen ObI HpHBJIeYh BHHMAaHHE K
[JTABHOMY KOHTEKCTYallbHOMY acleKTy 5K30THYeCKHX
MY3BIKANLHBIX NPOH3BeIeHHI, K TOMY acHeKTy, KOTOPBIH
H KOMIIO3HTOPBI, H HMIIPeCCApPHO, H IeBIEI, H KPHTHKH, H
CITyLIAaTesIH, H — X0T: ObI H He BCcerga — yUéHbIe, BCErTIa
HOHHMAH KAK CyIIecTBeHHBIH: K dabyme, K cloKeTy, K
eHCTBHIO H K cJIoBY» (c. 84). Takasd mo3HIHA MO OTHO-
HIeHHIO K 5K30TH3MY CKOpee BCero BbI30BeT OJIOJKHTelIb-
HYI PeaKIHI COBPeMeHHBIX POCCHICKHX My 3bIKOBEIOB,
TaK JKe Kak H e€ pe30HAHC ¢ HOesIMH BCeH PYyCCKOH, co-
BeTCKOH H pOCCHHCKOH TpagHIHH coIep;KaTelbHOIO
[OIIX0/a K MY 3BIKAJIbHOMY NIPOH3BeIeHHIO.

J-p JIokk mpezcTaBiseT H MO3HIHH CBOHX OINO-
HEHTOB, BKJII0YAaA TakHe HMeHa, kak XalHpHX Illenkep
(KOTOPBIH CUHTAI, UTO My3bIKa apaboB H HHOeHIeB HAMO-
MHHaeT «JleneT Miaagedna» (c. 30), anu Apronsaa IT1én-
Gepra u Ilbepa Byneza, KoTophble, X0Ts H He BRICKA3bIBAIH
TAaKHX Pe3KHX Cy:KJeHHH, TeM He MeHee, He IpeamoJia-
TaJH BHeJpeHHA SK30THYeCKHX 3J71eMeHTOR B TBOPYECTBO
3anafgHBIX KOMIO3HTOPOR. [[-p JIOKK BBICKa3bIBAET 0CTO-
POJKHOE HecoIJlacHe ¢ JKECTKHM 3asiBjleHHeM PHuapna
TapycKHHA 0 TOM, 4T0 «(OJILKIOPH3M H BepHAKYJIAPHOE
HaJajo B PYCCKOH MY3bIKe SBJISAIOTCS TOJBLKO JIHINB MO-
BePXHOCTHBIMH H JIETKO 3aMeHHMBIMH MapKepaMH HaIlH-
omanuzMay (c. 22). 3to 6b10 6bI CIpPaBeVTHBBLIM, €CJIH
OBl OTHOLIEHHE MeJKOy KOMIOZHTOPOM, €ro 5K30TH-
eCKHM 00beKTOM H KOHTEKCTOM ero POOHOH KyJbTYPBI
6b110 GBI IPOCTEIM H HepapXHYeCcKHM. TapycKHH TakKe
ONHCHIBAET ONMACHOCTh «KOJIOHHAJBLHOIO HAIlHOHAJH3Ma

KOTOPBIH M03BONHI J[popiKkaky NPHOOGPecTH Mexay-
HApOOHYI H3BEeCTHOCTE, HO B TO JKé BpeM:d, CHeJIall ero
BTOPOCTENEHHBIM MO cpaBHeHHIO ¢ Bpamcom» (c. 77). C
5THM MOJKHO COIIACHTBCS, IOCKOJIBKY B TAKOH CHTYaIlHH
€CTh 3JIEMEHT JBOHHOH 3aBHCHMOCTH: NIPHXOJHTCA IJyIa-
THThL GOBIIYIO IEHY 3a MOMeHT craBbl. J-p JIoKK zame-
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4qaeT, 4TO JPYyTroH Hccledorarels, n-p Mafikn bekepman
HOpeNNpHHHMAET GoJlee ONTHMHCTHYEeCKHH MOIXOI, TOT,
OpH KOTOpoM BBIHTpeIBawT Bce. «Horbl “MopaBckHX
Jy3ToR” MOKyHanH H demicKHe narpHoTel H2 IlparH, H
VUHTeNnA My3bIKH H3 Jleinnura. /[na ogHHX 3Ta My3BIKa
Oblma MOATRepKAeHHEM HX HAIHOHAIBHOH HIeHTHIHOC-
TH, U1 OPYTHX OHa ObLia IeHHA TeM, ITO0 ObLIA H3 IPY-
rof KyJeTypem (c. 77).

J-p Jlokk npejaraer ceog, BecbMa 3JIeTaHTHOE pe-
ImeHHe 3T0H, Kazalochk OblI, HepaspemHMol mpobieMbL
OH oTmeuaer, 4T0, HanpHMep, He Bcé B «Illexepasame»
H. A. Pumcroro-KopcakoBa 5K30THYHO, CBA3aHO ¢ apabc-
KuM BocTtokom. IT306pakeHHe MOPCKHX BOJIH, HAIPHMED,
HMeeT MHOro ofImero ¢ TaKHMH JKe H300pa’KeHHSIMH B
zanagHoeBponeHcKoH My3bIKe. 11 TeM He MeHee, ciymia-
TeJlb NPHIHCHIBAET KaYeCTBO 3K30THYHOCTH JayKe STHM,
B NpHHIHIe, HeHTpaIbHBIM obpazaM. Emeé Goree ciok-
HO 0OGCTOHT HeNI0 ¢ «3K20THUYECKHM» HalalloM B My3bIKe
ITTonena. [ Hero, TOPOACKOTO JKHTEJIA, TAHIBI JANEKHX
HOJIbCKHX JepeBeHb BCerda OCTABAIHCH IyGoKoH 3K30-
THKOH, HECMOTPS HAa ero HoJIbCKYH HAIHOHAIBHOCTE H
NoJILCKHH XapakTep. B cBoell pacmHpeHHOH KOHIENITHH
Bceeit My3piku B ITonnom KorTekete a-p Jlokk npeznmnara-
€T JeKOHCTPYHpPOBaTh OHHapHbIe ONMO3HIHH. BMecTo
onmozHIHH 3neck H TaM OH mpemaraeT HCIOJL20BaTh
Gonee mHpOKy0, pumocodckyro onmozunuio A-JIpyroii,
Ty, KOTOpas paccMaTpHBasack QHIocodaMu Ha NPOTSTKe-
HHH TBICSYeJIETHH KaK BONPOC O TOM, Kak HHAHBHZ ()
HpefcTaBsIsAeT cebsa H COOTHOCHTCSA ¢ APYTHM HHIHBHIOM
(c Bamu, ¢ Opyrum). B monosHeHHe K 3ToM, A-p JIOKK
IpeJyiaraeT ellé HeCKOJLKO ONMO3HIHH B3aMeH CTapoH:
Ceiiuac u Torma, bnuzkoe H Jlanékoe, PeamnHoe H BrI-
MBINIJIEHHOE, H HakoHel, My3spIkalbHOe H JKCTpaMy-
3pIKaIbHOE. B CBOEM pacIIHpeHHOM HpeACTaBlIeHHH 00
5K30TH3Me O-p JIOKK paccMaTpHBaeT cJIOXKHBIE JHAJEK-
THUECKHe acleKThl JJaHHOTO ypaBHeHHA. OH mpemuiaraert
clenyIoIHe YyTouHeHHs: HezmemHee He CTONBKO cymiec-
TBYeT, CKOJIbKO NpeICTaBJisieTcsd B BOCIPHATHH; 3ech
H TaM COOTHOCATCS He KaK peajbHble 00JIACTH, a Kak
pa3zIHYHBIe SMOIIHOHANbHEIE peaklnHH; HesnemHee Jac-
To HanoMHHAaeT 0 MectHoM. Ec/iH KOMIO3ZHTOp XopoIIo
oco3HaeT He3snemrHee Kak TakoBOe, TO B NpeNCTaBJIeHHH
cJIymIaresisi OHO Halle BCero BeIpaKeHo kak HeocosHaH-
Hoe, H HakoHell, He3nemHee B mpollecce JUIHTeIbHOH
HCTOPHH HCIOJIHEHHS NPOH3BeNIeHHS YTPaiHBAeT CBOIO
OPHTHHAILHY0 5K30THYHOCTE H 9acTo o6peTaeT HOBBIE
yepThl, paHee He NPHCYIIHE JAHHOMY IPOH3BENIeHHIO.

B zaxmroueHHe ocTaercs mo3ApaBHTh n-pa Jlokka
C ero 2HAYHTEJILHBIM BKJIAZOM B 5Ty BaKHYI0 0061acTe
HcclleqoBaHHH My3bIKH. MBI YE€peHEI, UT0 POCCHHCKHH
YHTATeNk HAHMET MHOTO 06IIero co CBOHMH HIEsIMH H
OpHOGPeTET MHOTO HOBBIX 3HAHHH IPH UTeHHH 3Toi 2a-
Medare/bHOH KHHTH.

H-p Hnepap XaHHAHOB
3ap. MexayHap oIHBEIM OTAEJI0OM JKYP HAIA
«IIp 061eMBI MY2BIKAILHOH HAYKH»



The publication of a new comprehensive study of
musical exoticism is a long-awaited, serious and joyous
event. Written by a very talented and versatile scholar, Dr.
Ralph P. Locke, it suggests the renovation of solutions to
this centuries-old problem. The structure of the book is
quite convincing: chapters 1 and 2 prepare the ground for
the main conceptual breakthrough of the chapter 3 (the All
Music in Full Context paradigm), chapter 4 addresses the
issue of “nationalism” and sets forth the question: “Who
are Us?” Then, the author goes over a number of exotic
areas, such as representations of Incas in music of Ramean
(Ch. 5), Hungarian rhapsody i music of Liszt (Ch.6),
Spanish Gypsy in anumber of nineteenth-century scores (Ch.
7), the Orient in music of Puccini (Ch. 8), Japan in music of
Debussy (Ch. 9) and the music written by composers who
came from exotic places (such as Tan Dun) in Ch. 10. The
book ends with an Epilogue (Ch. 11). In the first two chapters
Dr. Locke unleashes the power of contemporary critical
studies, including references to Edward Said (probably, the
most trustworthy expert on this problem), as well as Rose
Rosengard Subotnik and Richard Taruskin. Already in the
Introduction Dr. Locke sets aside the term “orientalism™ as
“the ideologically supported system by which the West, for
centuries, dominated large parts of the non-Western world”
(p-4). From the outset, the problem of exoticism is placed
in the context of the recent battle between traditional music
theorists (the supporters of formal analysis of autonomous
artworks) and those who embrace extramusical content as an
indispensable component of music. Dr. Locke understands
the motivation behind the problem of exoticism as a deeply
rooted stereotype of the westemers: the tendency of isolating
their own tradition as based upon “a lineup of one-to-one
semiotic indicators that need no context to do their work™
(p. 64) from “some especially fascinating, attractive, or
fearsome place, the “Elsewhere” (p.1). The author reveals his
position regarding this stereotype: “In a frankly anti-formalist
spirit, I urge attention ... to one of the chief contextual
aspects of exotic musical works, an aspect which composers,
impresarios, singers, contemporary critics and audience
members through the years—if sometimes not scholars—
have always understood to be essential ... its premise, its
plot, action, and sung words” (p. 84). Such a position in
relation to exoticism would definitely resonate with the
recent developments of musicology in Russia, including the
indigenous theory of musical content of ValentinaKholopova
and others, as well as with the whole tradition of integrated
analysis of music in Russia and in the Soviet Union.

Dr. Locke does not hesitate to present the position
of the opposing group, which includes such names as
Heinrich Schenker (who thought that music of Arabs
and Indians sounds like “the babbling of a child”(p.30)),
as well as Amold Schoenberg and Pierre Boulez (whose
interpretation of indigenous traditions was milder than
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that of Schenker, yet also not allowing the implementation
of the oriental element into western composer’s music).
Dr. Locke voices a careful disagreement with somewhat
harsh views of Richard Taruskin, who suggested that
“folklorism and vernacularism were only superficial and
dispensable markers of nationalism™ (p. 22). This would
be true if the relationship between the composer, his or her
exotic object, and the context of his or her second motherland
(the West) were of a simple hierarchical type. Indeed, as
Taruskin mentions, “colonial nationalism . .. allowed Dvorak
to receive an international recognition on the one hand, and
permanent secondary status in relation to the composers of
the metropolis, such as Brahms.” This is true, in a sense,
that there is always a double bind, a price to pay. Michael
Beckerman, as noticed by Dr. Locke, takes amore optimistic
approach, a win-win result for Moravian Duets studied by
a Czech patriot in Prague and a teacher in Leipzig (p. 77).

Dr. Locke offers his quite graceful solution to this
seemingly dead-end dilemma. He observesthat, for example,
not everything in Rimsky-Korsakov’s Scheherazade is
exotic. Its depictions of the sea and other elements are more
common with western music. Yet, the listeners perceive
even these neutral images as exotic. Even more complicated
is exoticism of music of Chopin, for whom the dances of
remote Polish villages were exotic, despite his nationality.
In his concept of All Music in Full Context, as opposed to
Exotic Style Only, Dr. Locke proposes to deconstruct the
very binary opposition of Western and Exotic. He suggests
a number of elegant substitutions to this black-and white
opposition. Instead of comparing “here and there,” he
suggests to translate this relationship into the coordination
of the Selfto the Other, which is a larger issue “derived from
a more basic philosophical principles, pondered over the
millennia, on how an individual (the I, the Self) conceives
of , and relates to, another individual (you, or the Other)”
(p-82). In addition to this, Dr. Locke suggests a number
of other oppositions, such as then and now, neammess and
distance, real or fictive, and musical or extramusical.

In his broader view on exoticism, Dr. Locke observes
a very interesting dialectical multiplicity of the sides of the
equation: the Elsewhere is not real, but what is perceived
as such; Here and There are related by various emotional
states; beneath the surface the Elsewhere reminds one of his
or her home; the Elsewhere is a conscious choice for the
composers, but often an unconscious or unrealized condition
for the listener; and, finally, what used to be the Elsewhere,
after a long history of performance of a given work, fades,
loses its tie with a concrete place, or acquires new features.

In conclusion, we would like to congratulate Dr.
Ralph P. Locke for making a great contribution into this
centennial field. We hope that the Russian reader will find
the points of convergence with Dr. Locke’s ideas and will
benefit from reading this fascinating book.

Dr. Ildar Khannanov
The Chief of the International Division

C&) Music Scholarship/ Probelmy Muzikal’noi Nanki
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