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JIaBHpHBbIe coHaThI "aliiHa npu Beel UX momyJisip-

HOCTH U JOCTYIHOCTH MpEeACTaBJIAIOT c000ii oco-

Oblii M HeNMOBTOPMMBI XYyH0:KeCTBEHHBIN MMHP.
JI1s1 TeOpeTHKOB M MPAKTHKOB MCIIOJTHUTEILCTBA 3TO 0CO-
0asi Hemo3HaHHasA TaiiHa. OTcyTCcTBHE BHEWIHHX () (eKT-
HBIX JHHAMHYECKHX H 3MONMOHAJIbHBIX KOHTPACTOB, 3BY-
KOBOIi HACBIIIEHHOCTH YaCTO CTAHOBUTCH NpPENsiTCTBHEM
I BKJIIOYeHHsl nmpousBenennii I'aiiina B KOHIEpTHbIE
NMpOrpaMMBbl H, B TO ;K€ BpeMsl, COCTaBJIsIET ONpeIeTEHHYIO
TPYAHOCTH MHTEPNPETAlHH €r0 COYMHEeHHIl COBPeMEeHHBI-
MH ucnoaHureassMu. Ilpoussenenns I'aiiqna yacro npoyu-
TBHIBAIOTCS € MO3HIUA «POMAHTHYECKOT0 MHAHH3MA», YTO
CKa3bIBAETCH B NpEyBeIHYeHHON IMHAMHKE, a4 TaKkKe B
NPHUCTPACTHH MY3bIKAHTOB K M3/IHIIHE «BbIPA3HTEJILHOMY
U 1neBy4YeMy», HMHOIZia H OpaBypHO-addeKTHPOBAHHOMY
HCIOJTHEHHIO.

B 3TOoM OTHOmIEHMM BaKHBIMH NPEACTABJSAIOTCH pe-
3yJbTAThl CEMHOTHYECKOii pa3paboTKH MPod/IeMbl «MY3bI-
KaJbHbIH TEKCT U HCNOJHHUTEIb» H, B YaCTHOCTH, IP00.1e-
MBI MY3BIKAJILHOH JIEKCHKOTPaQuu ¥ MCCIe0BAHUS ITH-
MOJIOTHH MY3bIKAJIbHBIX 3navenuii'. B oTevecTBeHHO Ha-
yKe B IocjeJHee BpeMsi PacpOCTPAHHJINChL H YTBepaH-
JINCH TOHATHS UHMOHAYUOHHAA NEKCUKA, CEMAHMUYECKA
¢uzypa, nexcema, KoTopbie NpuOOpPeH B psijie HCC/Ie10Ba-
HHIi cTaTyc Tele/IHOBz.

B pesyiabTaTe HCIO/Ib30BaHNsI CEMAHTHYECKOT0 AHAJIH-
3a coJep:KaTeJbHbIe KOHCTAHTHI My3bIKM I'aiiina crano-
BSITCSl BOCHIPHHAMAEMbIMH He TOJIbKO HA YyBCTBEHHO-HH-
TYNTHBHOM YPOBHE, HO M Ha YPOBHE KOHKPETHBIX IPHEMOB
U C10CO00B BOILIOLIEHHSI.

MeHyST B KIaBUPHBIX coHaTax ['aiiiHa BBICTY-
IaeT, HpexAe BCEro, Kak 4YacTh IUKJIAa C BBIHE-
CEHHBIM B 3arojJIOBOK Ha3BaHUEM TaHIAa, TO €CTh
Ibeca, HalWCaHHAsg B CTHJIE M B JKaHPE MEHY)-
Ta. B My3BIKQIBHOM TEKCTE COHAT TaHICBaJbHBIE
JBI)KEHUS  NPEACTABICHBl  COOTBETCTBYIOIIMMU
rpaMMaTHYECKUMHU 3JIEMEHTAMHU: CEPEAMHHBIA U
3aKJIIOUATENBHBIA KaJaHC, NpeabeéM, 3aJepiKaHus,
Menu3Mbel. C WX MOMOMNIBIO OPraHU3YETCS BOCIPH-

SITUE  WHTOHAIIMOHHOM  JICKCUKH  IJIACTHYECKOTO
MPOUCXOKJCHHUS: BIEMEHTHl «IIAroB», «IIpucena-
HUI», «MOKIOHOB». Ilpnuém, oOuyeBUAHO, UTO

CJIOKHUBIIAACA B TIPOIECCE OBITOBAHMS TaHIla BO-
IIPOCHO-OTBETHAA CXEMa MY3BIKAJIBHOTO COIIPOBOXK-
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IIACTOPAABHBIE OBPA3bI B MEHVDTE
KAABUPHBIX COHAT TAMAHA

JICHUS W3HAYAIhbHO aCCHUMILIMPOBANIa IIACTHUCCKUI
JTUAJIOT.

Juanor Mor cocTosATbCS MEXKIY «JAaMoll U Ka-
BalEpOM», MEWAY «JIBYMsI JaMaMu» WU «IBYMs
KaBaJiepaMu» W T.0. B 3THX ciy4asx TaHel[ BbI-
CTymaeT Kak 3HAaK ONpeJesN€HHBIX CHTYyalllid, Xa-
pPaKTEpHBIX JUIsi OOpa3HOH CHCTEMBI TacTOpaiu, H
3HAYUT, M300pa)kaeT TepoeB ATHX «COOBITHH» —
CIIEH 3HAaKOMCTBa, OOOIBINEHUS, JTIOOOBHOH CCOPBHI
W HEKHOTO TPUMHUPCHHUS TEPCOHAXKEH, OOMCHHUBAIO-
IUXCA perIuKaMu W B3ragmamMu. OCHOBaHUEM IS
TAKOTO «ILIACTHMYECKOTO JIUAJIOra» CIYXUT WHTOHA-
LMOHHAS JIEKCMKAa CamMoro MeHydsTa: 1) puTM cre-
MEHHOTO «IIara», 2) puTModopmylia «mar ¢ TpH-
cefannemM» (codeTaHWe IOJOBHHHOW W YETBEPTHOM
HOT, TaK Ha3piBaemas (opMyna JaKTHIMYECKOTO
mara), 3) «ITUKETHBIC» KaTaHCH (WKCHCKHAN» U
«MYKCKOil» peBepaHchl)’. B HHX acCHMHINPOBA-
Jach THUMUYHAS TUTACTHKA CTAPUHHOTO IIEPEMOHHO-
ro TaHIA: PAaBHOMEPHBIH PUTM H300pa)kaeT IIaru
U TIOKJIOHBI «yUYTHBOTO KaBallepa», OKTaBHBIE XO-
el O0aca — ero riay0OKHe peBepaHChl, B HWHTOHA-
MUSX (OKEHCKUX 3aJIeprKaHui» TUTACTUIECKHE
JIBIDKEHUST «JIaMbl», €€ Tpallo3Hble TpPUCENaHUs H
TTOKJIOHEI.

Boxpmryro ponb B CO3JaHWMM TAcTOpald Wrpa-
0T B KIaBUPHOH COHATE 00pa3bl MY3bIKATbHBIX UH-
cmpymenmos. COBMECTHOE MY3MIMPOBaHHE U Ta-
Her ObLTM HepaszjelnbHbl. OHM — 00s3aTENbHbIC
aTpuOyThl aMypHBIX OTHOINEHHWI IIOJEH «rajaHT-
HOTO BEKa», MOATOMY B «MEHYJTHBIX» YacTIX BO-
IJIONICHWE MAacTOpajd HEOCYNeCTBUMO 0e3 obpa-
30B MY3BIKQJIbHBIX HMHCTPYMEHTOB. IIpmuém, »5T0
MOXXET OBITh KaK My3bIKa apUCTOKPATHYCCKOTO ca-
JIOHA, TJAC 3ByYaT W3ANIHBIC WHTOHAIINHM KIIABECH-
Ha win (ISHTB, TaK W KBapTET, U OPKECTP «HA
IJICHIPE» C MHPHUCYTCTBUEM «CEIBCKOro» OypjaoHa
W TEpEKINYeK pa3lIUYHBIX TPYIN HHCTPYMEHTOB.
B mpuCyTCTBUM TakuX «CIIEH MY3UIIMPOBAHUS» Ta-
HEI[ HEe SBISETCS OCHOBHOM, JOMUHHpYIOIIEH CO-
CTaBISIONICH B ONpENENeHNH OOpa3HOW CHUTyaluw,
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B Hell mpeobiamaetr spdekt quasi-reMOpOBOro
3BYYaHUSI.

D dexTer quasi-TeMOPOBBIX 3BYyYaHHH B BOCIPO-
W3BEIICHUH «CICH MY3UIMPOBAHUS» SBISIOTCS aTpH-
OyTaMu OMpEeACTIEHHBIX CIOKETOB. DTO MOXET OBITh:
1) BOIUIOIICHHE MMACTOpalM uepe3 H300pakeHHue op-
KEeCTPOBOTO, aHCaMOIICBOrO 3ByYaHHs («My3bIKa B
My3BIKE»); 2) BOIUIOIIEHWE IAaCTOpald Yepe3 CHUTY-
alMu  «M300paXKEHHs TaHIa» WIH «TeaTpalbHOM
CIICHBI» YYacTHHKaMH KOTOPBIX SIBISIOTCS HE TOJb-

KO TaHOOPBI M TEaTPAJIbHBIC T'€POHM, HO U MY3UIHU-

pylolue TEepPCOHaXH; 3) BOILIOIIEHHE 00pa3oB
MY3BIKQJIBHBIX HWHCTPYMEHTOB KakK anI/I6yTOB I1acTo-
paim.

Paccmorpum mpumepst. 111 wacte Comater Ne 49
(59) Esdur obo3nauena ['aiiiHoM Kak MeHYST (TIpH-
mep Ne 1), HO 3mech HET TPAMOrO HM300pasKeHUs
TaHIAa W «TAHIYIOUMX IIEPCOHaXeW». AHamM3 WH-
TOHAIIMOHHOW  JIGKCHKM TIO3BOJISIET  TIPEIIONOKHUTD
WHYIO CHTYaIlMio, YeM Ta, KOTopas KOMIIO3UTOPOM
JWIIb HaMEUYeHa, a WMEHHO CLIEHy COBMECTHO-
r0 MY3HIIUPOBAHUS.

[Tpumep Ne 1 Conata Ne 49 (59)
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ConpHas mapTus «(QISUTH W aKKOMIOAHEMEHT
KJIaBECHHA (MJM €ro MpPEAIIECTBEHHHUIBI — «3BOH-
KOH IMTPBI») — Yy3HABa€MblE W BIIOJIHE THUIIMYHbIC
aTpuOyTHl CUTyaluH TaJaHTHBIX MY3BIKAIBHBIX «0e-
cen». BosHmkaeT mapasokc: MEHYST 3BYUYHT, HO B
n300paKEHHN HET TaHIa, y HEero HeT JeHCTBYIO-
WX JUI, [apTHepoB. «J[1000BHBIE TepUUM» JEH-
ToyHOro JByxromocus (1. 12-13) u ¢uOpUTYpEI
MEJIOINYECKOTO OPHAMEHTA, BOCIPOU3BOASIINE TH-
nuyHble (IeHTOBBIC WHTOHAIWY, IO3BONAIOT Mpe-
mojlaraTh MPHUCYTCTBUE «HWHCTPYMEHTANBHBIX» yda-
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CTHHUKOB IIaCTOpPaJIbHBIX COOBITHH. Mepranne 3uaka
corni (NOBTOPSIIOLIMICA 3BYK eS) — aJIIO3Hs po-
TOBOTO CHTHala MOTYEPKUBACT IPUCYTCTBHE
IIPEKpacHOM MpHUPOABl Kak CHMBOJIA TapMOHHU H
UAeaNbHOM  KpacoThl. JImsl WCHONHWTENS BaXHO
VBUICTh M PacCIIU(pOBaTh CMBICI TaKOW CHUTyaluu
— UHTOHALIMU HMHCTPYMEHTAJIBHOW IIPUPOJBI BOILIO-
IIAI0TCS TIPUHLIMIHNAIBHO HMHBIM HCIOJHUTEIbCKUM
IpUEMOM, HEXKENIN IUIACTHUECKUE WHTOHAIMM TaH-
ma. YMECTHO B JaHHOM Clydae BOCIPOM3BECTH
quasi-TeMOpoBbIC 3BYYaHHS W HMHTHPOBATh IITPHX
conupytoieit (IeUTsl ¥ aKKOMITAHUPYIOIIEro Kiia-
BECHHA.

[IpucyTtcTBytomas B JaHHOM TeMe MHTOHAIM-
OHHAsl JIEKCHKa II03BOJIAET OIPEICINTh CBOETO pO-
Jla pa3HbIC IUIaHBI MY3BIKalbHO-TAHIICBANLHOW CH-
tyanuu. OaMH M3 HUX — Oosee ompeenEHHbIH
— «CIICHa MY3UIHMPOBAHMA» C HAOOPOM THIINY-
HBIX TEMOpPOB HHCTPYMEHTOB, IPYrod HaXOJUTCH
Ha nepudepun IeHcTBUS B BHJC aJUIIO3UM TaH-
ma. U Tor, m Apyroi copepKaTeNbHBIE IIACTHI B
COUYCTAHWU CO3MAIOT IPPEKT «CMBICIOBOH IOJH-
(dboHUM», KOTJa apTHKYISALUS BIpPaBe BHECTH CBOH
KOPPEKTYpbl B HCHONHsAeMbId (parment. [Ilpu BbI-
IIOJIHEHUU OCHOBHOM 3aJauM IHaHWCTa B OIpe-
JIEISIEMON CUTYallMl «CICHBl MY3WIUPOBAHUSL» —
BOIUIOMICHHE TEeMOpPOB WHCTPYMEHTOB, WCIOJIHU-
TEIb HE JOJDKEH TEepsATh OIIYLICHWs IIacTHyec-
KMX WHTOHAIMH B HCIOJHUTENHCKOM IPOHU3HOIIE-
Huu. Takas clleHa COOTBETCTBYET THUIMYHOM Kap-
THHE «H3AIIHBIX YBECEICHHN» C HMX HEIPEMEHHBIM
aHTypaxkeM mupa Apkanuu. Ha e€ ¢one B wu3HI-
CKaHHOW CBETCKOH Oecene 3BydYaT IIODTHYECKHE
HOBEIUIBI O JIOOBH, IMOCIE KOTOPBIX HEMPEMEHHO
UCIOJHAIOTCS TaHLBl B CONPOBOXKICHUM IIOTHU H
(baeiTHI.

JlpyruM  TpUMEpOM  CMBICIOBOW  CHUTYyaIuu
«My3bIKa B MY3BIKe» B MEHY3Tax (opTenuaHHBIX
COHAT SBJISIOTCS TEMBbI, TIJIe€ TPEJCTaBIEHBl pas-
BEPHYTHIE quasi-opkecmpogule 36yuanusd. B mono6-
HBIX Cllydasx JIerko oOHapyXHBarOTCs OpPKeCT-

poBble 3PQPEKTHl — BCTYIUICHHE pPa3HBIX TPYIII
OpKecTpa MW HMMHUTalMs 3BYKOM3BIEUYECHHSA pa3INY-
HBIX MHCTPYMEHTOB — Taccaxeil Quelt, cTpyH-

HbIC OTBITPHININ, NPUEMBl «CKPUIUYHOM HACTPOIl-
ku». CMeHa rpymnn H300paxkaeMoro OpKecTpa
0COOCHHO KOJIODUTHA B pa3jelax MEHy’>Ta, Ha3bl-
BaeMbIX TpHO. [IpuMep Takoro MHCTPYMEHTAIbHO-
ro TPHO, KOTOPOE SBISETCA SPKAM BOIUIOMICHH-
€M CHTYyallHH «MY3bIKa B MY3bIKE» TeMa W3
Bropoit uwactu Comatel Ne 6 (13) G dur (upm-
Mep Ne 2).



Mexcoynapoonwviii omoen
International Division

[pumep No 2 Conara Ne 6 (13) G dur
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Tpuo mupencraBiser coOOi THUIHYHOE «IIACTO-

paibpHOE JEHCTBO» ¢ 00s3aTenbHBIMH 00Opa3aMu
CHEXKHBIX» (QIEHT — «IMACTYIIECKUX CBHpEICH».
IInacTuueckne WHTOHAIIMM MEHYITa IPUCYTCTBY-
0T TOJNBKO Kak MpeaMeT NPUHAJJIECKHOCTH CTHU-
15, 0co00i HOPMBI MOBEACHUS, dTHKETa W HE SB-
JAIOTCS OCHOBHBIMHM JUISL ONPEACIEHUs CcoJepiKa-
HUSL.

Hepenko nuHaMHYECKH-KOHTPACTHOE COIOCTAaB-
JIEHHE CO3Ma€T BIIEUATICHHE AHAJIOra MEXIy «Op-
KECTPOM» M «COJHCTOM», MEXAY OTIEIbHBIMH Op-
kecTpoBbiMH rpynmnamu (mpumep Ne 3). Xorts mpu
HaOJNIONCHUH  BIEYATIECHHE  OOYCIOBJICHO  HE
CTOIBKO JIUHAMHYECKHM, CKOJBKO  (DaKTypHBIM
(TeMOpOBBIM) KOHTPAacTOM, B 3TOM Ccllydyae dYpe3-
BBIYAHO BEIMKa POJIb HCHIOIBHUTEIBCKOW apTH-
KyIAOMW W JUHAMHUKH, OIIYIIEHUS PErucTPOBOTO
KOJIOpHTA.

[pumep No 3 Conara Ne 6 (13) G dur
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OdeHb 4YacTo B TEKCTe (OPTEIHAHHBIX
9TOB MY3BIKAJIEHOE CONPOBOXKICHHUE TaHIA
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cTaéT B BHJE PCIUIMK OTACIbHBIX HHCTPYMEHTOB,
«BKJIMHUBASCH» B CIOKETHl H300paKeHWs TaHIA
WIN B PEIUIMKA TaK Ha3bIBAEMOW «TeaTpalbHOU
CIICHBI», O3BYUYMBAEMOIl MEHYITOM.

[lpumepom MoxeT ciyxuThb MeHy3T u3 CoHa-
o1 No 2 (11) Bdur, rae WHTOHAIIMKM HAYAIbHBIX
TAaKTOB MOTYT MPHHAAIEKATh, 110 BCEH BUAMMOC-
TH, «I00JECTHBIM KaBanepam». llpa3mHuuHble (aH-
(bapbl, «OTBaXHBIE» CKAYKKM Ha IIUPOKHE HHTEp-
BaJbl, «TBEPJBIA Imar» 0acoBOTO TOIOCA CO3JAIOT
3(p(deKT pPHIAPCKOro MPUIBOPHOTO «entréey» (mpu-
Mmep Ne 4). ITlocmemyromue TpPHUONBHBIE ITACCAXKHU
MPEACTABISIOT (GIEHTy — HENpPEeMEHHYI YYacTHHU-
oy TpPUABOPHOTO «ICHCTBa», WHCTPYMEHT, COIPO-
BOXKJAKOMNN MeHy3T. B aTOoM cimydae oOpassl HH-
CTPYMEHTOB W 00pa3bl TaHIEB IPEICTABICHBl Kak
napajielnbHble CIOKETHBIE IJMHUU OJHOW  oOImeit
KapTHHBIL.

[Ipumep Ne 4 Conara Ne 2 (11) B dur
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O4YeBUAHO, YTO B OCOOEHHOCTSAX BKIIOYEHHS B

MCHYJTHBIC 4YaCTH KJIaBUPHBIX COHAT MY3bIKaJIbHBIX
aTpuOyTOB, TaK e, KaKk M Pa3HOOOPa3HBIX «CIICH
MY3HIHPOBAHUSI» M (UASi-OPKECTPOBBIX 3BYUYHOCTEH,
oTpaszmioch Oim3koe 3HaKOMcTBO [aiimHa ¢ pasHoO-

oOpa3HpiMH  (pOpMAMU  BEHCKOTO  MY3BIKaJIbHOTO
ObITA.

Cutyanuio, TpPEICTaBICHHYI0O B O3TOM CIydae,
MOXHO CpaBHUTH C JKUBOIMMUCHBIMHA IIOJIOTHAMH
«creH cobecenoBanusy xyaokHukoB XVIII Bexka —
Tepbopxa, ['eiinc6opo, Xorapra, — r1e 00pa3sl

O/THUX YYaCTHHUKOB BOIUIOIIAIOT IIO3BI TaHLA, APY-
THE BOCIPOW3BOJAT CIEHBI CBETCKOW Oecempl. Ha
BTOPOM IUIaHE, KaK IIPaBHUJIO, pACIIOIATraloTCsl My-
3BIKAHTEL. B KIIaBUPHBIX COHATaxX TaKOTO «IWBEPTH-
CMEHTHOTO» pOJia HHOTJa TPYIHO OBIBaeT pasrpa-
HUYUTHh HWHTOHAIIUH HHCTPYMGHTaJILHOfI, mIacTuueC-
KOM WIIM TeaTpaibHO-00pa3HOH NpUPOIBl C JIOIIK-
HOM CTENEHBI0 ONPEAEIEHHOCTH. B03MOXKHO, MOTO-
My, 4TO YaCTO OHHU HWHOCKa3aTCJIbHbI, 3HAYCHUA UX
3aByaJIrpoOBaHbl, OHW HE AIUKTYIOT, a TOJBKO HECHaA-
BS3UMBO YKa3blBAIOT M HAMEKAIOT Ha BO3MOXHOE
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MHOTr0oO0pasue «IOHUMaHHUIN
HMHTEPIPETALNN.

B «MeHy3THBIX» YacTsX BCTPEYAIOTCS TUITMYHBIC
WHTOHAIIMOHHBIE 000pOTHl (CeMaHTHUYeCKHe (ury-
pBI), KOTOPBIE BOCHPOW3BOISAT T€ WM HMHBIE WHCT-
pYMEHTalbHbIE 00pa3bl HEKIABHPHOW  MPUPOJIHI.
OmuH U3 HHX YCTOMUMBBIM WHTOHAIIMOHHBIN
000pOT «3HAKa CBUPEIN», KOTOPBIH CYIIECTBYET B
JIBYX BapHaHTax: TaK Has3biBaeMoe (IeiiToBoe K-
e W JEHTOYHOE TEPIIOBO-CEKCTOBOE JBYXTOJIOCHE.
I[lomuMoO »TOro, B HAcCTOpaJbHBIX CIEHaX TalJHOB-
CKOTO KJIaBHPHOTO MEHY3Ta IPHCYTCTBYIOT M CIIe-
muduueckue AN ITOro Crkera (aKTypHbIE KIH-
nie, OCHOBAHHBIE Ha HMHTOHALMOHHBIX (opmyrax
3ByYaHHsS CTPYHHBIX HHCTPYMEHTOB: COJIbHBIC BBI-
CKa3bIBaHHMS CKPHIIKM, MMHUTALMS KBapTETHOW (hak-
Typbl WJIH TOJIPAXKAHUS aKKOpJaM JUPbl (LUTPHI,
kudapel, JNIOTHH, TUTapbl). BocmpousBogurcs W
(dakTypa KIaBeCHHa — HENPEMEHHOTO Yy4YacTHHKa
CUTyallMH TralaHTHOro TaHma. OmHuM U3 arpudy-
TOB TAJaHTHBIX MY3BIKAIIbHBIX COOBITHI SBIISETCS

U, COOTBCTCTBCHHO,
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JKaHpe», a TaKKe IOHUMaHHE 3HAYCHWH CeMaHTHYe-
CKHUX  (Uryp TO3BONSET HAWTH  «KIIOUM» K
MOCTH)KEHUIO sI3BIKA JIIOXH, KOTOpBIE, KaK H3BECT-
HO, B OOJBIIMHCTBE CBOEM OBUM yTepsHbL IMeH-
HO TaKOE HCIOIHUTEIBCKOE IPOYTEHUE PaCKOIUPO-
BaHHBIX WHTOHAIMI OO0ECIeunT TpaMOTHYH U yOe-
JUTENBHYI0 WHTEPIPETALNIO, OIPENeNssl CTHIHCTHKY
MIPOU3BENICHUS, BBIPA3UTEIBHOCTD, JyX MY3BIKH.

KoHkperHass cutyanus, pacmm@poBaHHas C IO-
MOIIBI0 CEMAaHTHYECKOTO aHalli3a, PEeriIaMeHTHPYET
U JenaeT Ooliee OTBETCTBEHHBIMH JCHCTBHS HCIIOJ-
HUTEIS, ONpEIesieT CTHICBYIO HCIIOJHHTEIbCKYIO
YCTAQHOBKY, IIOMOTaeT MPOOyIUTh XYJ0KECTBEHHOE
BOOOpakeHHE.

Mepuanue 3HaYCHHH, Cpeld KOTOPHIX — CTPYK-
Typbl IJIACTUYECKOHN, XKMBOIUCHOM WM TeaTpajabHO-
00pa3HoOil TPUPOJIBI, UMHUTAIMS 3BYYaHHS MYy3bIKaJb-
HBIX WHCTPYMEHTOB CKJIQJIBIBAIOTCSA B  CIHHYIO
00pa3HO-CMBICTIOBYI0 KapTuHy. W wMeHHO OGorarct-
BO COUYETaHMH W JeTalbHOC HMX BOIUIOLICHWE B HC-
TOJTHUTENBCKON apTUKYJISALUHA CO3/IaeT LIEHHOCTh WH-

TAaK)K€ 3HAK COTni KAK 3HAK BBIPAXKEHMS TAapMOHUM  TEpHpeTalluM,  PErIaMEHTUPOBAHHOM  aBTOPCKUM
U KpPaCOTHI. TEKCTOM.
PacnmgppoBka CMBICTIOBBIX CTPYKTYp TEKCTa, B
TOM YHCIIE, CHTyalluli «TEKCT B TEKCTE», (GKAaHP B
ITPUMEYAHUA

1 .
OnHMM U3 HEpBBIX B POCCUHCKOM My3BIKO3HAaHMU HCCIIE-

JIOBAHHE MEXaHM3MOB THUIU3AIMU «HHTOHAIIMOHHBIX CTEPEOTHU-
noB» Hadan M.I. Apanosckuil. BrociencTBuu OH mpeacTaBMI
nX Kak mpoOieMy JekcHdyeckoid QopMbl, a HampasieHune €
U3YYCHHS KaK  My3bIKaJIbHO-MCTOPHYECKYIO  JIEKCHKOIpa(HuIo.
Cm.: Apanosckuii M. My3bikanbubiii TekeT. CTpykTypa H
cBoiictBa. — M.: Kommosurop, 1998. Texnuka ceMaHTHUECKO-
IO aHalM3a My3bIKaJIbHOH TEMBI INIPEJCTAaBICHA B MOHOrpadHsx
JI. HlaitmyxameroBoif, cm.: IllaiimyxameroBa JI. H. CemanTuue-

CKMH aHalmu3 My3bIKalbHOW Tembl. — M., 1998; Illaiimyxame-
toBa JI. H. Murpupyroniass MHTOHaunoHHass (GopMyia M ceMaH-
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PASTORAL IMAGES IN THE MINUETS
OF HAYDN'’S KEYBOARD SONATAS*
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espite their popularity and facility of performing,

Haydn's piano sonatas present unique artistic

world. They are a mystery for both music theo-
rists and performers. The lacking of manifested emotional
contrasts and sound density often creates the obstacles for
interpretation and results in exclusion of Haydn's sonatas
from the concert programs. Very often Haydn's music is
played with Romantic sound, «expressive and songful», in
a pompous and overly affective fashion.

In this respect, it seems important to apply semiotic
methods, the study of relationship of musical text and its
performer in general, and the musical lexicography and
etymology of musical meanings in particular.1 The Russian
scholarship of the recent decades operates with the notions
of intonational lexic, semantic figure, and lexeme.

As a result of application of semantic analysis the con-
tent of Haydn's music becomes perceptible not only on the
empirical and intuitive level, but on the level of concrete
approaches and methods of realization.

Minuet in the keyboard sonatas of Haydn is,
first of all, the part of a larger composition, the
one with its own subtitle (the name of the dance),
written in a certain style and genre. In the musi-
cal text of Haydn's sonatas the dance motions are
represented by corresponding grammatical elements:
the middle and concluding cadences, anticipation,
suspension, and various melisma. These elements
help organizing the intonational lexic of plastic
character: the elements of «steps», «sinks», and
«bowsy. It is obvious that the question-and-answer
scheme was formed in the course of development
of this dance and as such it has assimilated the
structure of the «plastic» dialogue.

The dialogue may take place between the
«lady» and the «gentleman», between «two gen-
tlemen», or «two ladies». In these cases the dance
plays the role of a sign of specific situation,
characteristic of the system of images of the pas-
toral. Consequently, it displays the characters of
such «events» (the scenes of introduction, seduc-

* Translated from Russian by Dr. Ildar Khannanov.
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tion, dispute, and peaceful agreement of lovers,
with the exchange of gazes and utterances). The
basis of such «plastic dialogue» is the intonational
lexic of the minuet, which includes 1) the rhythm
of measured steps, 2) the rhythmic formula of
the step and sink (the half and quarter note com-
bination, socalled dactylic step), 3) etiquette
cadences (masculine and feminine bows).” These
elements assimilated the typical plastic of the
ancient ceremonial dance: the measured rhythm
depicts the steps and bows of a gallant gentle-
man, the octave leaps in the bass reflect his deep
bows, while the intonations of feminine endings
represent plastic motion of a dame, her gracious
sinks and bows.

A significant role in creating the pastoral is
played by the images of musical instruments.
Collective music making and dance were insepara-
ble. They were the obligatory attributes of the love
relationships of the people of the gallant era.
Therefore, in the minuet movements of sonatas the
realization of the pastoral is impossible with-out the
images of musical instruments. It can be both the
indoor music of the aristocratic saloon, with its
graceful sounds of harpsichord and flute, and the
string quartet or orchestra sounding on the plain
air, with the presence of village drone and the imi-
tations among different groups of instruments.

In such scenes of music making the dance is
not the main component of the image, the preva-
lent component here is the effect of so-called
quasitimbral sound. These effects of quasitimbral
sound in the scene of music making are the
attributes of certain plots. They can be: 1) the
realization of the pastoral by means of depiction
of orchestral and ensemble sound («music inside
music»); 2) realization of the pastoral through the
situations of the «image of dance» or «theatrical
stage», on which the actors are not only dancers
and theatrical characters, but the musicians as
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well; 3) realization of the images of musical
instruments as the attributes of the pastoral.

Our first example is the third movement of
Haydn's Sonata HobXVI/49(59) in E flat major.*
Haydn gives it the subtitle Tempo di Minuet.
However, there is no depiction of either dance or
dancing characters. The analysis of intonational
lexic allows assuming that the situation is differ-
ent here. It is the scene of collective music mak-
ing (see example 1 on page 73).

The «flute» solo and the "harpsichord»
accompaniment (or, one may say, the bright
sound of cither) are quite recognizable and typ-
ical as the attributes of gallant musical «con-
versations». This is a paradox: there is the min-
uet, but neither dancing, nor dancing characters,
partners, are in sight. The «love thirds» of the
ribbon doubling (LH, mm. 12-13) and the fior-
itura of the melodic voice, the representation of
typical flute intonations, allows to assume the
presence of «instrumental participants» of the
pastoral events. Glistening of the sign of corni
(the repeated E flat) alludes to the posthorn sig-
nal. It underlines the presence of nature as a
symbol of harmony and ideal beauty. This dis-
tinction is very important for the performer of
this sonata. The intonations of musical instru-
mental imagery are realized by entirely differ-
ent means than the intonations of plasticity of
a dance. In this case it is appropriate to repro-
duce the quasitimbral sound and to imitate the
approaches of the solo flute and harpsichord
accompaniment. The intonational lexic, present in
this theme, allows determining the layers and
planes of this particular musical-choreographic
situation. One plane which is quite distinct here
is the «scene of music making», with the typ-
ical choice of instrumental timbre. Another plane
is peripheral; it alludes to the dance. Both these
planes interact and create the effect of polypho-
ny of meanings, the situation in which one or
another can be emphasized by articulation. The
performer should keep in mind the plastic into-
nations while focus on the main task of creat-
ing the scene of music making. This combina-
tion corresponds with the typical picture of les
fétes galantes, inseparable from the entourage of
Arcadia. On the background of an aristocratic
conversation, the novels of poetic love yield
their place to the dances accompanied by the
sounds of lute and flute.

In other examples of the situation of «music
inside music» in the minuets of the piano
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sonatas the themes present explicit quasi-orches-
tral sounds. In such cases it is easy to detect
the orchestral effects: entrances of different
groups of instruments, imitation of the sound
production on different instruments, flute pas-
sages, string ritornelli, «tuning of violins», etc.
The switch from one imaginary orchestral group
to another is especially colorful in the trios of
the minuets. One example of such trio, the pow-
erful realization of the principle of «music inside
music», is the theme from the second movement
of the Sonata HobXVI/6(13) (see example 2 on
page 74).

This trio represents a typical «pastoral action»
with the indispensable images of «tender» flutes
and shepherd's pipes. Plastic intonations of the
minuet are present here only as an attribute of
style, the norm of behavior, the aspects of eti-
quette. They do not determine the musical con-
tent.

Quite often the dynamic contrasting opposition
creates an impression of a dialogue between the
orchestra and the soloist, or among orchestral
groups (as in the example 3). In fact, this con-
trast is created not by means of dynamics, but
by purely textural (timbral) opposition. In this
respect, the role of the articulation and the sense
of registral contrast are difficult to overestimate
(see example 3 on page 74).

Very often the accompaniment in the minuet
presents the utterances of different instruments,
the sudden inserts into the depictions of dance,
or into the «theatrical scene». The example of
such minuet comes from the Sonata HobXVI/2d
(11) in B flat major, where the intonations of
the opening measures belong, apparently, to the
«brave gentlemen». Solemn fanfares, bold leaps on
the wide intervals, firm steps of the bass create
the effect of knightly «entrances» (see example 4
on page 74). The following triplets represent the
sounds of flutes—an indispensable participant of
event of the royal court, accompanying the min-
uet. In this case the images of instruments and
images of dance form two parallel subject lines.

Evidently, the inclusion of musical aspects of
the scenes of music making and quasi-timbral
orchestral sounds reflect Haydn's first-hand expe-
rience in popular musical tradition of his time.

It is possible to compare the situation in the
Example 4 to that in the paintings of the «con-
versation scenes» of the 18" century, namely, in
the works of Terborch, Gainsborough, and
Hogarth (see example 4 on page 74). There, some
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characters present the poses of the dancers, while
others participate in aristocratic conversations. One
can always see the musi-cians on the background.
In the keyboard sonatas of such «divertimento»
character it is often difficult to categorize the
intonations of instrumental, plastic and theatrical
nature. This 1is happening because they are
metaphoric, their meanings are veiled, they do not
dictate, but hint at the possible multiplicity of
interpretations.

The minuets commonly display the intonation-
al formulae (semantic figures) which reproduce
instrumental images of non-keyboard nature. One
of them is a stable sign of the shepherd's pipe
which exists in two versions: the so-called flute
cliché and the ribbon doubling in thirds or sixths.
Besides that, in the pastoral scenes of Haydn's
minuets one can find very characteristic textural
cliche of the stringed instruments, such as violin
solo pronouncements, imitations of the quartet tex-
ture and the emulation of the chords of the lyre
(or cither, kithara, lute, or guitar). The texture of
the harpsichord is also present, since it is an irre-
placeable participant of a gallant dance. The sign
of corni is also important as the expression of har-
mony and beauty.

1 (4)

The deciphering the meaning bearing structures
of the text, including the situations of «text inside
text» and «genre inside genre», as well as the
understanding of meanings of semantic figures
allows finding the keys to the understanding of
the language of the period, the keys which, as
we know, have been lost. Such reading of the
decoded intonations will ensure the intelligent and
convincing interpretation based on the definitions
of style, expressivity and the spirit of music.

The concrete situation, decoded by means of
semantic analysis, provides additional constraints
and makes the performer more responsible.
Deciphering the key intonations defines the sty-
listic task for the performer and allows him or
her to evoke artistic imagination.

Glistening meanings — the structures of plas-
tic, visual, and theatrical character, the imitation
of the sounds of instruments — form an inte-
gral picture. The rich combination of all these ele-
ments and their precise realization by the per-
former creates the true value of the interpretation
within the author's text.

NOTES

' Mark Aranovsky pioneered the investigation of the

mechanisms of «intonational stereotypes». He has also iden-
tified their status as the problem of lexic form and the
field which studies them as musical-historic lexicography.
See, Aranovsky, Mark, Musical Text, Structure and Character.
Moscow: Composer, 1998. The technique of semantic
analysis of the musical theme is presented in the books
by Ljudmila Schaimukhametova, see her Semantic Analysis
of the Musical Theme, Moscow, 1998, and  Migrant
Intonational Formula and Semantic Context of Musical Theme,
Moscow, 1999.

2 In this article, the author applied the semiotic concept
and terminology used in the laboratory of Musical Semantics
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