Poccuiickas akagemuss My3bIKU
MMEHU [ HeCUHBIX

Gnesins Russian Academy
of Music

Kadenpa anamutraeckoro Analytical Musicology

MY3bIKO3HAHHUS Department

13 — 15 anpend 2021 e.
[V MeXXdyHapooHas HaYy4HAsS KOHgepeHyus
My3sbikarbHas KOMNO3UUUS: ucmopuyeckue
Memamopdo3bl

T MY3BKAaJIbHOMU

e

x A T O

H

n

K R & P

a

EN €
P & R
o 7T A

KOMIIO3UMIIUMU

April 13 — 15, 2021
The 4d International Conference

Musical Composition: Historical Avatars

Mocksa | Moscow
2021









Gnesins Russian Academy of Music
Analytical Musicology Department

Technigue of Musical Composition

MUSICAL COMPOSITION:
HISTORICAL AVATARS

ABSTRACTS BOOK

of the 4th International Conference

April 13-15, 2021
Moscow



Poccumckas aKaAeMMsS MY3bIKM MMEHM THECUHbIX
KadoeApa AHAAUTUYECKOTO MY3bIKO3HOHMS

TEXHMKA MY3bIKOABHOM KOMMO3MLLMU

MY 3bIKAABHASA KOMINO3NLUNA:
MCTOPUHECKME METAMOPPO3b

TESNChI

IV MeXAYHOPOAHOM HOYYHOM KOHOADEPEHLMM

13-15 anpeas 2021
MockBa



BBK 85.31
VJIK 781.61

PenaknnonHasa KoJuierus:

Cycuako N.IL
Haperpanckas T.B.
JIyukep I1.B.
[Tununenko H.B.

Penakropsr:
Ckyparosckas M.B.
bensk /1.B.
I'opeuxuit A.IL

TexHuka My3bIKabHONM KOMIIO3UIIMH. My3bIKaibHas KOMIO3HUIUS: HCTOPUYECKUE
mertamopdo3bl. Matepuansl |V MexnayHnapogHoit HaydHoW koHbepenuuu, 13-15
ampenst 2021 r. / pen.-coct. H.B. [Tununenko / Poccuiickast akagemMuss My3pIKH UMEHH

I'necunbix. — M.: PAM nmenu ['necunnix, 2021. — 153 c.

Technique of Musical Composition. Musical Composition: Historical Avatars.
Abstracts Book of the 4™ International Conference, April 13-15, 2021 / ed. by
N. Pilipenko / Gnesins Russian Academy of Music. — Moscow: Gnesins Russian

Academy of Music, 2021. — 153 p.

ISBN 978-5-8269-0277-6

© PAM um. THEeCUHbIX
© AsTopsbl, 2021



IIporpaMMHBIH KOMUTET KOH(epeHUnH

Puoiorcunckuti Anexcandp Cepeeeéuy — NOKTOpP HUCKYCCTBOBeneHUs, pektop PAM umenu
['mecunbix
Haymenko Tamwvsina Heanosna — NOKTOpP UCKYCCTBOBEIEHHs, mpodeccop, 3aBeayromast

Kadeapoi TeOPUH MY3bIKU, POPEKTOP MO HaydHOU pabote PAM umMenu ['HecuHbIx

lI'epgep Jlapuca Jlbeoséna — JOKTOp HCKYCCTBOBeIEHUS, Tmpodeccop Kadeapbl
AHAJIUTUYECKOT0 My3biko3HaHusi PAM nMmenu ['Hecunbix

Cmocnuti Hpuna Camouinoéna — JOKTOp HUCKYCCTBOBEICHHs, Mpodeccop Kadeapbl
AHAIUTUYECKOr0 My3biko3HaHus PAM nMmenu ['HecuHbix

Llapeepaockas Tamvsna Braoumupoéna — JOKTOpP HCKYCCTBOBEACHHS, Tmpodeccop,
HAYaJlbHUK OTJeJa MEXAyHapOJIHBIX CBSi3e W TBOpUECKHX MpoekToB PAM wumenu
I'mecunbIx

Xanunanos Hnvoap Jamuposuu — PhD, mpodeccop Teopuu My3bIKH KOHCEPBATOPHUH
[MTu6oau, yausepcurtet J>xoHnca XonkuHca, bantumop, CIIA



Opranu3anuoHHbIH KOMUTET KOH(epeHI U

Cycuoxo Hpuna Ilemposna — JOKTOp HUCKYCCTBOBEIEHHUs, Tpodeccop, 3aBeayrolias
Kadeapoi aHaTUTUYECKOro My3biko3HaHusI PAM nMenn ['HecuHbIx

Iununenxo Huna Bnaoumuposna — HOKTOp WCKYCCTBOBEACHHMS, JOLEHT Kadeapbl
AHAJIUTUYECKOIro My3bIKOo3HaHUA PAM nmenn ['HecnHbIX

Jlyykep Ilasen Banepveéuu — JOKTOp HMCKYCCTBOBEIEHHUs, JOLECHT Kadeapsl
aHAIUTUYECKOTr0 My3biko3HaHusi PAM nMenu ['HecrHbIX

Maxapyesa  Examepuna  Buxkmoposna —  cTapmuii  mpenojaBatenb — kadeapsl
AHAIUTUYECKOr0 My3biko3HaHus PAM nMmenu ['HecuHbix

Ilopowenxkos Banepuii Cepeeesuu — mnpenoaaBaTenb Kapeapbl aHATUTUUYECKOTO
My3bikO3HaHUs PAM nmenu ['HecrHbIX

Kosanesa Mapus Bradoumuposna — TIOMOIIHHUK TIPOpPEKTOpa MO HAay4dyHOU paboTe,
npenogaBaTenb kadeapsl Teopun My3biku PAM nmenn ['HecuHbIx

benax JImumpuii Braoumupoeuu — actupaHT Kadeapbl aHAIUTHYECKOTO MY3bIKO3HAHUS,
npernoiaBaTenb Kadeapsl meaaroruku u MeToauku PAM nMenn ['HecHHBIX

Ckypamosckass Mapus Braoumuposna — acnupaHT Kadeapbl aHAIUTHYECKOTO
My3bik03HaHUsI PAM nmenu I'HecHHBIX

Topeyxuii Anoperti [lasnosuy — cryaent 3 kypca UTK dakynpreta (My3sikoBenenue) PAM
uMeHH [ HeCHHBIX



Conference Program Committee

Aleksandr Ryzhinskii, Full Professor, Rector, Gnesins Russian Academy of Music, PhD, Dr.
Habil. (Doctor of Art Studies), Moscow, Russia

Tatyana Naumenko, Full Professor, Vice rector for research, Head of the Music Theory
Department, Gnesins Russian Academy of Music, PhD, Dr. Habil. (Doctor of Art Studies)

Larisa Gerver, Full Professor, Analytical Musicology Department, Gnesins Russian
Academy of Music, PhD, Dr. Habil. (Doctor of Art Studies)

Irina Stogny, Full Professor, Analytical Musicology Department, Gnesins Russian Academy
of Music, PhD, Dr. Habil. (Doctor of Art Studies)

Tatyana Tsaregradskaya, Full Professor, Head of the Foreign Department, Gnesins Russian
Academy of Music, PhD, Dr. Habil. (Doctor of Art Studies)

Ildar Khannanov, Assistant Professor of Music Theory at Peabody Institute, Johns Hopkins
University in Baltimore, Maryland, USA, PhD



Conference Organizing Committee

Irina Susidko, Full Professor, Head of the Analytical Musicology Department at the Gnesins
Russian Academy of Music, PhD, Dr. Habil. (Doctor of Art Studies)

Nina Pilipenko, Associate Professor, Analytical Musicology Department, Gnesins Russian
Academy of Music. PhD, Dr. Habil. (Doctor of Art Studies)

Pavel Lutzker, Associate Professor, Analytical Musicology Department, Gnesins Russian
Academy of Music. PhD, Dr. Habil. (Doctor of Art Studies)

Ekaterina Makartseva, Senior Lecturer, Analytical Musicology Department, Gnesins
Russian Academy of Music

Valery Poroshenkov, Senior Lecturer, Analytical Musicology Department, Gnesins Russian
Academy of Music

Maria Kovaleva — Assistant to the Vice rector for research, Lecturer, Music Theory
Department, Gnesins Russian Academy of Music

Dmitry Belyak — Postgraduate student, Analytical Musicology Department, Lecturer,
Department of Pedagogy and Methodology, Gnesins Russian Academy of Music

Maria Skuratovskaya — Postgraduate student, Analytical Musicology Department, Gnesins
Russian Academy of Music

Andrey Goretsky, 3rd Year Student, Analytical Musicology Department, Gnesins Russian
Academy of Music


https://context.reverso.net/%D0%BF%D0%B5%D1%80%D0%B5%D0%B2%D0%BE%D0%B4/%D0%B0%D0%BD%D0%B3%D0%BB%D0%B8%D0%B9%D1%81%D0%BA%D0%B8%D0%B9-%D1%80%D1%83%D1%81%D1%81%D0%BA%D0%B8%D0%B9/Conference+Organizing+Committee

MNpuBeTcTBME OT Npe3naeHTa
Poccuirckon akageMmnm my3bikn UMeHn THeCUHbIX

4 pada npubemcmbobamep
ydacmHuko8 MexxoyHapodHoli

KOHpepeHuyuu <TexXHUKA MY3bIKaAbHO

KOMNO3UUUU: UCMOpUUEcKUe
Memamopgposbl». Imo vemBepmas
KoHgpepeHyus 6 pamkax Hay4Ho20
npoekma, Komopblii npoxooum no

uHuyuamube kagedpol aHaAumMu4ecKozo

MY3bIKO3HAHUS Hawell akadeMuu. :

B 2moM 200y KoHgepeHyus ocodeHHo npedcmabumenvHas. B Hell
yuacmByrom donee 100 ydeHbIX U3 PAasHbIX cmpaH. KoHpeperyus npoxodum
6 cmewaHHOM popMame — OYHOM U QUCMAHUUOHHOM. Ho g yBepera, umo
MO He nomeuwaem nAodomBopHoMY HAYUYHOMY o0uweHuto. S odeHb pada,
Umo 8 KoHPepeHUUU NPUHUMAROM YHacMmuUe U MAacumble YdeHvle, u
MoAodble uccaedoBamenu. Haderoco, umo KOH@epeHUuU noCAYKum
YKpenAeHUro HayuHblx KoHmakmo8, BaaumodelicmBuro pasHoIx HAYUHBIX WKOA
U Mmpaouuui.

XKenaro yenewHoli padomor!

FaruHa BacurbeBra Maspobekas



MNpuBeTcTBME OT pekTopa
Poccuinckour akagemMumm My3blKM UMeHW THeCUHbIX

4 oueHb pad npuBemcembobame 8 cmerax
Pocculickoll akademuu My3sbiku UMeEHU
["HecuHbIX Hauux dopoaux dpy3sed —
Boidarouuxcs ydeHoix, npedcmabasrouux
Poccuto, cmpanbl EBponel u CLUA.
Odcy>kdeHue meopemudeckux Bonpocob

MY3bIKAAbHOU Komnosuuuu 8 ucmopudeckoli
aBoAroyuu — 0dHo u3 nepcenekmubBHoix HanpabaeHuil cobpemerHol
My3bikoBedueckoii Hayku. TeMbl dOKAAD0B HAZASOHO DeMOHCMpUpYHOM,
HACKOAbKO mecHO B3aumodelicmByrom ce20dHs meopus u ucmopus My3oiku,
odozawas dpyz dpyea. Takoi nodxod BaxkeH makxe A My3sbikaHmoB
ucnoAHumeAel, nedazozo8, cmydermoB, oH cywecmBerHo pacuupsem
npedcmabaerus 0 KOMNO3UYUOHHbIX npoueccax 8 eBponelickoll Mys3vike.

ANeKCaHOp PbIXUHCKUU

ﬂpMBeTCTBMe OT npejcenarenia
OopraHM3aynMoHHOro KOMuUTETa KOHCI)epeHLI,VIVI

KoHgepeHuus B pamkax npoekma Kagedpbl aHAAUMUUECKO20
MY3bIKO3HAHUS <TeXHUKA MY3bIKAABHOU KOMNO3UUUU>>
npoBodumcs 6 yemBepmoiii pas. B amom 200y oHa
daem Bo3moxkHocmMb no3dpaBume Hawux HoOuAapoB —
Napucy AvBoBry epbep u Npury Camoiinobry
CmozHUl, u3BecMHbIX YdeHbIX, SPKUX
npedcmabumeneil eHeCUHCKOU HAYy4HOU wKoAbl. Mel
padel npubemcemBoBamp korrez, omKAUKHYBuuxcs

Ha npuzAaueHue Boicmynume ¢ dokradamu u

HadeeMCS, YMO KOH@EPEHUUS CIMAaHEM NAAMGPOpP Mo
OAS 0OMEHA MHEHUSMU U HAYUHBIX JUCKYCCUU.

Npura Cycuodko
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ATVIBAEBA Mepyept Meruert AGIBAEVA

TynerenoBHa Postgraduate Student,
acnupanm, Ypasvckas Ural State Mussorgsky’s
eocyoapcmbernas KoHcepBamopus Conservatoire, Yekaterinburg,
umeru M. I1. Mycopeckoeo, Russia

Scientific adviser —
Elena Pankina, Dr. Habil.
(Doctor of Art Studies)

Examepunbype, Poccus
Hayunbn pykosoanTes —

doxmop uckyccmbBobedenus : '
ITanxuna Eaena Basepuebna agibaeva.m.t@gmail.com

BAKXNYECKAS TEMA BO ®PAHI[Y3CKIUX KAHTATAX XVIII BEKA:
«BAKXW» )KAH-BATUCTA MOPEHA U HUKOJI51 BEPHBE
HA TEKCT JKAH-BATUCTA PyCCO

Bakxuueckas Tema sBIseTcs OAHOM U3 Hauboyiee pacHpoOCTPaHEHHBIX BO
¢dpanmysckux kantarax XVIII Beka, onnako o6pa3 Bakxa vaiie Bcero Juiis ynoMHUHAETCS B
KaHTaTaX, CO3/IJaHHbIX Ha PAa3HbIE CIOKEThI. Tak, B JINPUYECKUX U MACTOPAIbHBIX KaHTaTax
o0Opa3 Bakxa Bo3HHMKaeT B IByX BapuaHTax: |) mpociaBieHue 60ra BUHOAENUS (Hapumep,
«EBtepna» JKan-batucra Mopena, «Cunen» Anape Kammpa, «Cenbckue yI0BOJIbCTBUS
Mumiens Ilunbone ne MoHTeksepa); 2) crnop O TOCHoAcTBe Mexiay Amypom u Bakxom
(Hanpumep, onHOMMEHHBbIE KaHTaThl «Mectb Amypa» Huxons bepube, Xau-barucra
Crioka u Illapnsa-lO6epa Xepse, «Tpuymd Amypa» Monteknepa, «AMyp u Bakx» Jlyn
Huxons Knepam6o, «Tpuymd Bakxa» XKeppe). Bakx cTaHOBHTCS TJIaBHBIM JACHCTBYIOIIUM
muuoM «Apuann» Crtioka u Toma-JIym Bypxkya, «Apuaansl u Bakxa» MonTekiepa, —
CIOJKETBI 3TUX KaHTaT MOCBsIIeHbl NOKMHYTON Teceem Apuaane u Bakxy, cmeHstomemy eé
reyajib Ha CYacThe.

WckntounTenbHblil cilydyail — JBa COUYMHEHMS, CO3JaHHble Ha oAuH TekcT JKaH-
batucra Pycco, oqHonMeHnHbie kaHTaThl «Bakx» Mopena u bepHbe. B uccienoBarenbckoin
JTUTEpAType NaHHbIE KAHTAThl JIUIIh YIIOMUHAIOTCS, HE Oyay4Yd MpeIMETOM CHEIHalbHOTO
uzydyenus. Hecmorpss Ha TO, 4TO 00a KOMIIO3UTOpA TMPHU Pa3pabOTKE KOMIO3UITMOHHOMN
OpraHM3aIii TMPOU3BEICHUI OMUPAIOTCS HAa TOITUYECKYIO0 (opMmy IHOpeTTO, coXpaHss
MOCJIEIOBATENIbBHOCTh PEYUTATUBOB U apUil, KaXAbli W3 HUX MHIUBUAYAIbHO MPETBOPSET
3ambicen Pycco, 4To moATBepKAaeTCsl pe3yabTaTaMy UCCIIEI0BaHUs MO3TUYECKOrO TEKCTA,
a TaKXe CPABHUTEIBHOIO KOMIO3ULIMOHHO-APAMATYPIUHYECKOTO0 W  CTHIUCTHYECKOTO
aHaJIu3a JIBYX €ro My3bIKAJIbHBIX BOIUIOLIEHUM.
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THE BACCHUS THEME IN 18TH-CENTURY FRENCH CANTATAS:
BACCHUS BY J.-B. MORIN AND N. BERNIER
ON THE TEXT BY J.-B. ROUSSEAU

The Bacchus theme is one of the most common in French cantatas of the 18th
century, but the image of Bacchus is most often only mentioned in cantatas based on
different themes. Thus, in lyrical and pastoral cantatas, the image of Bacchus appears in two
versions: 1) the glorification of the god of wine-making (for example, Euterpe by Jean-
Baptiste Morin, Silene by André Campra, Les Delices Champestres by Michel Pignolet de
Montéclair); 2) a dispute of domination between Cupid and Bacchus (for example, the
cantatas of the same name Vangeance de I’Amour by Nicolas Bernier, Jean-Baptiste Stuck
and Charles-Hubert Gervais, Le Triomphe de I’Amour by Montéclair, L ’Amour et Baccus by
Louis Nicolas Clérambault and Le Triomphe de Bacchus by Gervais). Bacchus becomes the
main character of Stuck’s Ariane and Thomas-Louis Bourgeois’ and Montclair’s Ariane et
Bachus. The narrative of these cantatas are dedicated to Ariadne, abandoned by Theseus,
and Bacchus, who replaces her sadness for happiness.

An exceptional case is the two works created on the same text by Jean-Baptiste
Rousseau. These are the cantatas of the same name Bacchus by Morin and Bernier. These
cantatas are only mentioned in the research literature without being the subject of special
study. Although both composers rely on the poetic form of the libretto in their
compositional organisation, retaining the sequence of recitatives and arias, each of them
gives an individual implementation of Rousseau’s idea, which is borne out by the study of
the poetic text as well as the comparative compositional-dramaturgical and stylistic analysis
of his two musical incarnations.

AKOIIsH JIeBou OranecoBuY
doxmop uckyccmboBederus,
3a6e0y10uyuil cexmopom meopuu
my3viku, TocyoapcmBentviil
UHCMumym uckyccmBosHanus,
Mock6Ba, Poccus

Levon HAKOBIAN

Dr. Habil. (Doctor of Art Studies),
Head of Music Theory Department,
State Institute for Art Studies,
Moscow, Russia

hakopian@practica.ru

ON REVIENT TOUJOURS-2:
OT 4ero My3blKa HUKaK HE MOXET U30aBUThCS, HECMOTPS Ha BCE MOMBITKH

On revient toujours a ses premieres amours (B BosbHOM mepeBoje: «OT cTapoit
M00BH HUKYJIa HE YUTH») — (QpaHIly3cKas MOroBopka, nmporurtupoBanHas IlIEadeprom B
cratbe 1948 roma, rme TBopeln JoAeKapOHUH Pa3bSICHAET MOTHUBBI, TOOYAMBIIHE €r0 Ha
CKJIOHC JICT BCPHYTLCA K COUMHCHHIO TOHAJIbHOM MY3BIKH. ABaHrapz[ BTOpOI71 IIOJIOBHHBI
CTOJICTHA A€J1aJl BCE BO3MOXHOC, YTOOBI IIOpBaThb CO «CTAapPbIMHU JIIO00BSIMM» CBPOHGﬁCKOﬁ
KOMIIO3UTOPCKON MY3bIKH, — HE TOJBKO C TOHAJbHOCTHIO (YTO €My B TOJIHOU Mepe
YAAJIOCh, 3TOT ACHEKT XOPOIIO U3yUY€H), HO U C TAKUMHU €€ HEOTHEMJIEMBIMH JI0 HEKOTOPBIX
I10p anI/I6YTaMI/I, KaK ITOBCCTBOBATCIBHOCTb, TCJICOJIOIrMYCCKasdA HAIIPABJICHHOCTD (I)OpMBI,
AUAJICKTHUKAa TEMaTu3Ma nu paMILIUCCaXxa, IMPOTHUBOIIOCTABJICHUC 6HaF03By‘-II/IH nu
HeOnaro3Byuns. Ho pgaxxe B paMkax aBaHrapia, a B JallbHEHIIEM U Pa3IMYHBIX
MOCTaBaHTAPAHBIX TEUEHUH, MEpPEUYHCICHHbIE aTpUOYTHl COXPAHSIIA CBOIO CHIY, XOTS U
MOJIBEPIIINCh HEKOTOPHIM MHTEPECHBIM MpeoOpazoBaHusM. B mokmane IeMOHCTpUPYIOTCS
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OpUMEPBl TOTO, KaK ITH «CTapble JIOOOBH» TO H JIEJI0 HAIIOMHUHAIOT O cede B SPKHUX
oOpasax aBaHTapAHOTO IMUChbMAa, B TOM YHCJIEC OCHOBAHHBIX HA «CEPHIHOW PHTOPHKE)
(repmun  bBymesa). TlociemHsiss mpennonaraeT BBICOYAHMINYIO CTENCHb JICTATU3AIHA
XapaKTePUCTUK KaXKIOTO OTICIBHOTO AJIEMEHTAa MY3bIKaJbHON TKaHH M 0c000ro poja
CTHJIMCTUYECKYIO YHCTOTY, HCKIIOYAIONIYIO CIHUIIKOM MOBEPXHOCTHBIC aCCOIMALUU W
CITUIIIKOM TIPOCTBIE KOMITO3WIIMOHHBIC PEHICHUsS, TO €CTh, MO WJee, MPEICTABISET COOOM
KaTeroOpUUECKOe OTPHUIIAHKE BCErO KOMILJICKCA YIOMSHYTBIX aTpHOYTOB; BMECTE C TEM JIaXKe
cTporasi CepHiiHasi PUTOPHKA HE HCKIIOYACT AameUIIUid K YCTOSBIIMMCS CTEPEOTHUIIAM
CITyIIATEIbCKOTO BOCIPHUATHS Paad TOBBIINICHUs cTeneHn «moctmwxuMoctr» (FaBlichkeit,
tepmuH [llénGepra) xynokecTBEHHOro 1enoro. B nokmane oOcyknaioTcs U ciaydyau, He
UMCIOIEC OTHOUICHUS K CEPUIHON pPHUTOPHKE, HO TaKXe CBHJICTEIbCTBYIOIIUE O
CTPEMJICHHH KOMIIO3UTOPOB-PAIMKAIIOB CJEiIaTh CBOU XYJOXKCCTBECHHBIC BBICKA3bIBAHHUS
CPaBHHUTEIBHO  «IOCTHXKUMBIMH». TeM caMblM  MOJATBEPKIACTCS  HEMPEXOAINas
aKTyalbHOCTh copmyiupoBanoro IlIénOeprom wummepartuBa: «Eciaum MOCTHXHUMOCTB
3aTpyJHCHA B OJJHOM OTHOIICHWH, TO B JPYrOM OHAa JOJDKHA OBITh OOJerdeHa», — WHaue
TOBOpSI, €CJIM B OJIHUX aCICKTaxX TPAJUIMOHHBIC CIYIIATEIIbCKUE OXHIAHUS HApYIIArTCS,
TO B JPYI'MX OHH JIOJDKHBI KOMIICHCUPOBATHCS TOIXO0JIAMH, 00Jiee «IPYKECTBCHHBIMI IO
OTHOIICHHUIO K CIYIIATEIIO.

ON REVIENT TOUJOURS-2:
What Music Cannot Get Rid of, Despite All Efforts

On revient toujours a ses premieres amours (to put it freely: “You cannot get rid of
your old love’) is a French saying quoted by Schoenberg in an article of 1948, in which the
creator of twelve-tone technique explains the reasons for his recent return to tonal harmony.
The avant-garde of the second half of the 20" century did everything possible to break with
the ‘old loves’ of European art music — not only with tonality (this aspect has been
investigated in detail), but also with such seemingly inalienable attributes as narrativity,
teleological orientation of form, dialectics of thematic content and remplissage, opposition
of euphony and its antithesis (‘paraphony’). Yet, even in the frames of avant-garde, and
later of various post-avant-garde movements, these attributes remained largely in force,
though underwent some interesting transformations. The paper contains some examples of
how these ‘old loves’ emerge in masterpieces of avant-garde writing, including those based
on the so-called serial rhetoric (the term is Boulez’s). The latter implies an extremely high
degree of detalization with regard to any single element of musical tissue, as well as a
special kind of stylistic purity preventing superficial associations and simple compositional
solutions — that is, in theory it represents a direct negation of the whole complex of the
aforementioned attributes; however, even the strict serial rhetoric does not exclude
references to established stereotypes of the listener’s perception in order to increase the
degree of ‘comprehensibility’ (Faflichkeit, to use Schoenberg’s term) of a musical work.
The paper discusses also some cases that have nothing to do with serial rhetoric but no less
convincingly testify to the radical composers’ wish to make their artistic utterances
relatively ‘comprehensible.” All this proves the validity of Schoenberg’s imperative: ‘If
comprehensibility is made difficult in one respect, it must be made easier in some other
respect’” — in other words, if in some respects the traditional expectations of the listeners
are frustrated, in other respects they should be compensated by more listener-friendly
approaches.
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AJIEKCEEBA AnexkcaHapa
IOpreBHa

cmapwutl npenodabamens, kageopa
meopun My3viKu U KOMNO3ULUL,
Ilempo3saBodckas eocydapcmBennas
KoHcepBamopus

um. A.K. I'razynoba, I[lemposaBodck,

Poccus sashundrik89@mail.ru

Aleksandra ALEKSEEVA,
Senior Lecturer, Music Theory and
Composition Department,
Petrozavodsk State Glazunov
Conservatoire,

Petrozavodsk, Russia

«MEXAHH3MBI» JIDKOHA YAUTA
B KOHTEKCTE PA3BUTHS SKCIIEPUMEHTAJIBHOI'O TEUEHHMSA B BPUTAHUU

B 1960-1970-e roast XX Beka My3blKalbHasg KylnbTypa bpuTanuum mnepexuBaeT
HeObIBaIbIA  paciBeT. [loATBepkKAeHHEM TOMY CIYXHUT TOSBJICHUE HaNpaBJCHUS,
CBSI3aHHOTO €  JKcIepuMeHTanu3MoM. Cpenu  KOMIO3UTOPOB-3KCIIEPUMEHTAIINCTOB
HaspiBaroT ¥ Jlxona Yaiita (John White, 1936), aBTopa, CO31aBIIEr0 OPUTHHAIBHBIA THIT
COUYMHEHMH MoJ1 00muM Ha3BaHueM «MexaHu3mbly. B noknane HekoTopsie «MexaHU3MbD»
VYaiiTa aHaM3UPYIOTCS ¢ TOYKU 3pEHUsI MaTepuala, Opranu3aui GopMbl U UX peau3aliu.

KoMmo3uimoHHo enuHUIle OMyCOB CIYKHT MHAaTTEPH, B KOTOPOM HCTOYHHUKOM
3ByKOBOTO Marepuaja MOTYT CIyXHTh KaKk TpaJWIMOHHBIE WHCTPYMEHTHI, TaK H
JKCTIEpUMEHTaNIbHBIE (POPMBI 3ByuUaHUs (MOJAPYUYHBIE MaTEpHaIbl — Ta3eThl, OyThUIKA C
HAIMUTKOM, MajKd, KOpoOku U T.1.). CBoeoOpa3Ha u ¢ukcanus «MexaHU3MOB»: 4acTh M3
HUX HMEET HOTHYIO 3alluCh C KOMMEHTapUsIMHU aBTOpa, a 4YacThb NpPEJCTaBisieT coOoii
BepOaIbHbIE MAPTUTYPHIL.

['maBHbIMU  mpuHLMIaMH  QopMooOpa3oBaHusi B «MexaHu3Max»  SABISIOTCS
PENETUTUBHOCTh M OMNOpa HA TUIHWYHBIE MHUHUMAJIUCTUYECKUE TMPUEMBI (aJTUIHIO,
pENEeTUTUBHBIE KaHOHBL, (a30BbIM CABUT), a TakXKe CpeAcTBa KOMOMHATOPUKU
(xomMOuHanuo U nepmyTtanuio). Takxke YalT ocTaBisl B CBOMX COYMHEHMUSIX MECTO IS
CIIy4allHOCTH: KaK IPaBWJIO, HA BOJIIO UCIIOJIHUTENEH OTAAaBajCs COCTAB YYACTHUKOB, TEMIIL,
KOJIMYECTBO OBTOPEHUI NATTEPHOB.

[IpoananuzupoBaB psg «MexaHU3MOB» YaiiTa, Mbl OOHapy>XMBaeM B HHX TaHIEM
CPEIICTB MUHUMAaJIN3Ma, KOMOMHATOPUKU M WHJIETEPMUHUPOBAHHON KOMITO3UIIUHU, KOTOPBIT
UCCJIEIOBATENIM TPAKTYIOT B paMKax 0co0Oro TeueHusi B bputaHum — CUCTEMHON MY3bIKU
(Systems, Systems Music), siBieHHH, IPEEMCTBEHHOM aMEPHUKaHCKOMY MUHHMAJIH3MY, TIPH
ATOM 00JIAJAIONINM PSAJIOM CTIEIU(PUUECKUX YepT.

«Mexanusmb» [x. Yaiita — ¢ 0IHOI CTOPOHBI, TPUMEP CaMOOBITHOM KOMITO3HIINH,
ChIFpaBIIEH Ba)XHYIO POJb B OINPEEICHUU JalbHEHIIEro TBOPYECKOrO IMYTH OTIAEIBHOTO
aBropa (YalT naxe B MO3AHMX CHUMQPOHMSIX HCIOIB3YET MPUEMBI, ONMPOOOBAaHHBIE UM B
«MexaHu3Max»), ¢ Apyroi sBISETCS OPraHUYHBIM MIPOJTYKTOM CBOEH Cpeibl, BOOPABIINM B
ceOst HOBeMIIME BESHHUS, CBSI3aHHBIC C DKCIIEPUMEHTAIN3MOM B bpuranuu.

JOHN WHITE 'S MACHINES IN THE CONTEXT OF EXPERIMENTAL TREND IN GREAT BRITAIN

The musical culture of Great Britain is experiencing an unprecedented flourishing in
the 1960s and 1970s of the twentieth century. This is confirmed by the emergence of a trend
associated with experimentalism. Among the experimental composers is John White (1936),
the author who created the original type of compositions under the general name Machines.
Some of White’s Machines are analyzed in terms of the material, the organization of the
form, and their realization in the report.
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The compositional unit of opuses is a pattern in which the source of sound material
can be both traditional instruments and experimental forms of sound (improvised materials
— newspapers, a bottle with a drink, sticks, boxes, etc.). The fixation of Machines is also
peculiar: some of them have a musical notation with the author's comments, and some are
verbal scores.

The main principles of forming in Machines are repetitivity and reliance on typical
minimalistic techniques (addition, repetitive canons, phase shift), as well as means of
combinatorics (combination and permutation). White also left space for randomness: as a
rule, the composition of the participants, the tempo, and the number of repetitions of the
patterns were left to the will of the performers.

Analyzing a number of White’s Machines, we find a tandem of means of
minimalism, combinatorics and indeterminate composition, which researchers interpret
within the framework of a special trend in Britain — Systems music (Systems, Systems
Music), a phenomenon that is a successor to American minimalism, while having a number
of specific features.

Machines by J. White on the one hand, is an example of an original composition that
played an important role in determining the further creative path of this author (White even
uses techniques that he tested in Machines in later symphonies), on the other hand, he is an
organic product of his environment, which has absorbed the latest trends associated with
experimentalism in Britain.
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O CMBICJIOBOI MHOT'O3HAUYHOCTH KOMITO3ULINU:
YETBIPE B3IJIS1JIA HA TIBECY JJIS1 AP®BI COJIO «I1A3JI» AJl PABUHA

['maBHas uccnenoBarenbckas nmpobiaemMa JA0KIaga COCTOMT B BBISIBJICHHH CMBICIIOBOM
MHOTO3HAYHOCTH MY3BIKAJIbHON KOMIO3UIIMKM — TpousBeAeHus s apdsel cono «llazm»
M3paniibckoro kommnosutopa An PaBuna (nceBaonum Jleonnna PoBuHCKOTrO).

B mupokoM u SpPKOM CHEKTpPE My3bIKAIbHBIX CTHJIEH, »XAHPOB MU TEXHUK B
cCOBpeMeHHOM I3paunie HempocTo HaTH cBoe, caMoObITHOE. Ho 3TOMY MOMCKY, KaK HUYTO
Ipyroe, CIOCOOCTBYET CO3JaHME KOHIICMIIMM MY3BIKAIbHOTO TPOUW3BEICHUS H €€
MacTepCKOe BOIUIONIEHUE B 3By4aHUU. IMEHHO C 3TOW MO3UIIMU MOXHO paccMaTpUBaTh U

16


mailto:rgsai@mail.ru

OTJIeNIbHBIE MPOU3BEICHMS, U BCce TBOopuecTBO A PaBuHa, pa3BuBaroleecss B KOHTEKCTE
ACTETUKM MOCTMOJEpPHU3MA U KOHLENTyaJIbHOM MY3bIKH. B KauecTBe mpuMepoB Ha30BEM
counHeHus aBTopa «Jlopoxkka BpeMeHn» 1 «Opdeit u DBpuanKa

[Ipenmerom wuccienoBaHus B JIOKJIaA€ SBISETCA COJAEPKAHUE MPOU3BEIACHUS.
OcHOBHBIE HMCTOYHMKM — Oecenpl aBTOpOB ¢ Aj PaBUHOM M HCIOJTHUTENEM IbECHI
apuctkoit IOnueit PoBunckoil, My3bikoBemueckue Tpyasl (H.C. [D'ynsnunkas, B.H.
Xononosa, JI.H. IllaiimyxameroBa, JI.B. Ka3anuesa), a taxxke paboTel mo mnpodiemam
¢dunocopuu osx3ucrenuuanuzma (K. Scmepc) m mocrmomepuusma (K. [eppuna),
aHanutuyeckoil ncuxosnoruu (K.I'. FOHr) u onroncuxonoruu (A. Menerertu, A.b. Opios),
cemuotuku (FO.M. Jlorman, E.E. Bpasrosckast). Metonmonorudeckyro 0a3y COCTaBHIU
MEXIUCLUUIIIMHAPHBIE TOJAXOJbl U TEPMEHEBTHUECKMM METOJA, NpPHUMEHSIEMBbIH B
MCCJIeI0BAaHUN MY3BbIKJIbHOT'O TEKCTA.

B mwece «Ila3m» mokazaH My3bIKallbHBIA 00pa3 repos, HaXOJSAIIErocsl B MpoIecce
urpel — cOopku mnaszna. TpyaHOCTb COOpPKM OINpeAensieTcs CIO0XKHOCThIO PHCYHKa U
KOJIMYECTBOM JieTajeil, a MOocCIeA0BaTEeIbHOCTh JIEHCTBUN CBfA3aHA C BO3MOXKHOCTSIMHU
BCTpauBaHHsA B KOMIO3MIIMIO KaK OTJIENbHBIX 3JIEMEHTOB, TaK W COOpaHHBIX M3 HHUX
¢parmenToB 1uenoro. CormacHo conaepxkanuto mnbechl «[lazm» cOopka oka3biBaeTcs
He3aBepuieHHOoH. [Touemy?

B mowuckax oTBETOB Ha 3TOT BOMPOC aBTOPHI BBIAEISAIOT YEThIPE OCHOBHBIX YPOBHS
BOCIIPUSATHS COACPKAHUS MPOU3BEJICHUSI — C MO3ULUUA KOMIO3UTOpa (MHTEIEKTYa IbHbIMH,
KOHUENTYaJIbHbIM, TEXHOJOTUYECKUI), HWCIOJHUTENS (ICTETUUYECKUH, SMOIIMOHAIbHBIM,
TeXHUYECKHU), KpUTUKAa (QHAIUTUYECKUN, HWHTEPNPETAUUMOHHBIA) M  CIylIaTess
(acTeTnyecKuit, SMOLIMOHAIBHBIN, HHTEIIEKTYaJIbHBIN).

ON THE SEMANTIC POLYSEMY OF THE COMPOSITION:
FOUR VIEWS ON A PIECE FOR HARP SOLO PuzzLE BY AL RAVIN

The main research problem of the article is to identify the semantic polysemy of the
musical composition for harp solo Puzzle by the Israeli composer Al Ravin (pseudonym of
Leonid Rovinsky).

In the wide and vibrant spectrum of musical styles, genres and techniques in modern
Israel, it is not easy to find your own, distinctive style. But this search is facilitated by the
creation of the musical piece concept with its masterful embodiment in sound. It is from this
position that one can view both individual works and the entire work of Al Ravin,
developing in the context of the aesthetics of postmodernism and conceptual music. As
examples, let us name the works of the author Time’s track and Orpheus and Eurydice.

The subject of research in the article is the content of the work. The main sources are
the conversations of the authors of the article with Al Ravin and the performer of the work,
the harpist Julia Rovinskaya, musicological works (Natalia Gulyanitskaya, Valentina
Kholopova, Ludmila Shaimukhametova, Ludmila Kazantseva), as well as works on the
problems of the philosophy of existentialism (Karl Jaspers) and postmodernism (Jacques
Derrida), analytical psychology (Carl Gustav Jung) and ontopsychology (Antonio
Meneghetti, Alexandr Orlov), semiotics (Yuri Lotman, Elena Brazgovskaya). The
methodological basis was formed by interdisciplinary approaches and the hermeneutic
method used in the study of musical text.

The work Puzzle shows the musical image of the hero who is in the process of
playing — assembling a puzzle. The difficulty of assembly is determined by the complexity
of the drawing and the number of details, and the sequence of actions is associated with the
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possibility of embedding both individual elements and fragments of the whole assembled
from them into the composition. According to the content of the work Puzzle, the assembly
turns out to be incomplete. Why?

In search of answers to this question, the authors distinguish four main levels of
perception of the content of the work — from the standpoint of the composer (intellectual,
conceptual, technological), the performer (aesthetic, emotional, technical), critic (analytical,
interpretive) and the listener (aesthetic, emotional, intellectual).
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KJIACCUYECKUE ®OPMbI B KHHOMY3BIKE U. O. JIVHAEBCKOIO:
OCOBEHHOCTH TPAKTOBKHU 1 CEMAHTUKA

[Ipr3HaHHBIM MacTep JIETKOIO »KaHpa U KUHOMY3bIKM, Mcaak JlyHaeBCKMM mpolIes
KJIACCUYECKYI0 KOMITO3UTOPCKYIO MIKOJY. M, Kak TOBOPUII OH caM, «MMEHHO 3Ta... 3aKBacKa
MOMOTJIa MHE B JaJbHEHIIIEM TBOPUTH JIETKYI0 MY3BIKY CEPhE3HBIMH CpeacTBaMu». boiee
TOTO, Ha TMPOTSHKEHUH BCETO TBOPUYECKOTO MYTH KOMIIO3UTOP BBIHAIIMBAI 3aMBICIBI
COUYMHEHHUH B KPYITHBIX aKaJEeMUYECKHUX YKaHpax, a MacmTad cCuM()OHUYECKOTO MBIIIJICHUS
JlyHaeBcKoro OBLI 1O JOCTOMHCTBY OIICHEH COBpeMeHHHMKaMu. [lo Hamiemy MHEHHIO,
BIMSHUEM KJIACCHYECKOTO MY3BIKAJIBbHOTO MBIIUICHUS OOYCJIOBJICHO U TaKOo€ KadeCTBO
KOMIO3UTOPCKOTO CTHIISI JlyHAeBCKOT0, KaK YHUBEPCAIU3M.

Cosetckoii kuHOMY3bIke 1930 — 50-X TO/I0B MOCBSIIEH PsJl MCCIEIOBAHHUMN, B TOM
gucie anrnos3praHbix (I1. Kandep, 2013; K. baptur, 2014; 1. I'mmecnu, 2003; T. Eroposa,
2005). OmHako OCHOBHOE MECTO B HUX 3aHUMAET aHAIU3 MOJTUTHIECKHUX, COIMOKYIbTYPHBIX
U 3CTeTHYecKuX KoHienTtoB. CoOCTBEHHO MYy3bIKaJbHAs MpoOieMaTHKa W, B YaCTHOCTH,
cBs3M JlyHaeBCKOro C KJIACCMUECKOW TpaJuIlMeld 3aTparvBaloTCsi B KHUTE POCCHUUCKOIO
my3bikoBena H.1lladepa «/lynaeBckuii cerogas» (1988).

B 1uentpe BHMMaHuA HacTosmed paboTel — Oojiee KOHKPETHBIE, a HMMEHHO,
YKQaHPOBO-CTWJINCTUYECKUE M KOMIIO3UIIMOHHBIE aCMHEKThl, KOTOPBIE MCCIEIYIOTCS Ha
IpuMepe MY3BIKH K (UIIbMaM, CTAaBIIMM COBETCKOM KHWHOKJIAccukou («Becenmbie pebsTay,
«upx», «Jletn kanmrana I'paHta»). Mys3bIKadbHbIE OCOOEHHOCTH KHHOMIAPTHTYP
JlyHaeBCKOTO paccMaTpUBAaEeTCAd KaK OTHAEJIbHO, TaAK M B WX OTHOIICHUH K MPUHIIUANAM
KuHOIpamaTypruu. [Ipoanann3npoBaHbl B3aUMOCBSI3U KJIACCHUECKUX MY3BIKAJIbHBIX (opM,
KOMITO3UITHOHHBIX MPHEMOB U OOIIEH JIOTMKHA MY3bIKaJbHOTO Pa3BHTHS ¢ OCOOCHHOCTSMHU
ClleHapusi 1 MOHTaxka. Kpome Toro, gaercs CMbICIIOBasi M ACTETHYECKAass MUHTEPIpPETALIUs
TEXHUYECKUX U BBIPA3UTEIBHBIX CPEACTB MY3bIKU B YCIOBUAX KHHOMXKAHPA.

HameueH B nokiazie u eme oAuH HeM30eKHBIH aHAIMTHYSCKUI paKypc — CpaBHCHHE
MY3BIKaJIbHBIX ~ KOMeauil  J[yHaeBCKOro-AJIeKCaHApOBa C JKaHPOM  aMEPUKAHCKOTO
KMHOMIO3UKJIA.
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CLASSICAL MUSICAL FORMS IN THE FILM MusIC BY |.DUNAEVSKY:
SPECIAL FEATURES AND SEMANTIC INTERPRETATION

Issac Dunaevsky, a celebrated master of popular and film music, received classical
musical training. As he maintained, ‘it was my classical start that would help me create light
music with serious means.” In fact, all through his creative life the composer worked on
large-scale symphonic conceptions; his interest in symphonic development found a great
outlet in his film scores and was highly valued by his contemporaries.

Soviet film music in the 1930s-50s has been the subject of many studies, both in
Russia and elsewhere, in particular USA (P. Kupfer, 2013, K.Bartig, 2014, D. C. Gillespie,
2003). However, these studies mostly focus on political, sociocultural, and aesthetic
contexts of Dunaevsky’s creative contributions. The medium-specific problematics of his
music have been little discussed in musicological literature (T. Yegorova, 2005). The
relationship of Dunaevsky’s music to the classical tradition, for instance, was touched upon
in the 1988 book Dunaevsky Today by Soviet musicologist Naum Shafer, and not much
since then.

At the center of the current paper are concrete compositional and genre-stylistic
aspects of Dunaevsky’s music. Drawing on Dunaevsky’s scores to such Soviet classics as
The Jolly Fellows, The Circus, and The Captain Grant’s Children, this study explores
Dunaevsky’s compositional choices as such, as well as the relationship of these choices to a
range of cinematic expressive means. It demonstrates the interconnectedness between
classical musical forms (both on the level of particular compositional devices and general
musical logic) and cinematic scripting and editing. Thus, the paper offers a semantic and
aesthetic interpretation of compositional techniques in the broader context of film. Finally,
this broader angle allows to introduce a comparative aspect: how do Dunaevsky-
Alexandrov’s comedies measure up against American film musical?

BEPE3OBUYK JTapuca R Larisa BEREZOVCHUK
HwuxkosaeBHa ".f?""\ i PhD,
kanoudam uckyccmbobedens, % Head of Movies

3a6e0yrouyas cekmopom KUHo u
meaeBuodenus, Poccutickuu
UHCMUMYM UCMOpUU uckyccme, X
Canxm-Ilemepbype, Poccus laryber@yandex.ru

and TV Department, Russian
Institute of Art History, Saint
Petersburg, Russia

3AKAJIPOBASI MY3bIKA B ®UJIbME: TBOPYECTBO «I10 3AKA3Y»
KAK YCJIOBUE PABOTBHI KHHOKOMITIO3NUTOPA
(Ha mpuMepe My3bIKaJIbHOTO petieHus GUIbLMOB
«ITpubbiTne» Jleran BunsaéBa u «Kopoas» «Jl3Bruga Murto)

3akazipoBOil My3bIKOM B (pUIbME HA3BIBAIOTCS TaKUE 3BYyUalIye (parMeHTsl, KOraa Ha
9KpaHE HE IIOKa3aH MCTOYHUK 3BydaHus. OHa NPUHLMIMAIBHO YCJIOBHA, BO3HHMKAas «H3
HUOTKyAa». My3blka B (puibMe HOCHT NPUHIMIHAILHO NMpHUKIaTHONW XapakTtep. OHa He
CaMOCTOATEIbHA B CBOMX OOpa3HBIX acleKTaX, TaK KaK BCerja JOJDKHA BCTyNaTh BO
B3aMMO/ICHCTBUE C KUHOM300pakKeHHWEM, TUHAMHMKOW 3KpAaHHOIO JBIKEHHS U MOHTaXa, a
TaKXKe JIpaMaTUYeCKUM JIeHCTBHEM B (puibme.

OO0pasHble (My3bIKaBHBIM TEMaTU3M) U JUHAMHYECKUE (TeMI, TPOMKOCTh) aCTIEKThI
MY3bIKH (OPMHUPYET KHHOpPEKHCCEp M U3JIaraeT KOMIIO3UTOPY Kak CBOEOOpa3HBbIi
TBOpueckuil «3aka3y. [IpodeccnoHambHBIE KHMHOKOMIIO3UTOP JOJDKEH €ro BBITIOJIHHTb.
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Nnaue on He Oyner pabotarh B 00JacTH KHUHOMY3BIKH. 3akaapoBas My3bIKa BCETr/a
¢parmentapHa. Yucino ¢parmMeHTOB HEpETrJaMEHTHUPOBAHO, TOYHO TaK K€, KaK M HX
JUIATENBHOCT. [0 XpoHOMETpaKy €€ MOXKET ObITh MaJlo, WM K€ OHA MOYKET 3By4aTh NON
stop B 3aBHCHMMOCTH OT uaell pexkuccepa. OCHOBHOM NPHUHILMII Pa3BUTHS TeMaTh3Ma B
3aKaJIpOBOM MY3BIKE — BCE BHJbl BapbHUpPOBaHUSA, CETOJHS, IMPEXIE BCEro, TEMOPOBO-
JMHAMHYECKOTO.

C momeHTa cBoero (GopMHUpPOBaHHUS B UTPOBOM KHMHO (HE MY3BIKAJIBHOM) M IO CEU
JIEHb PEXHCCEPbl COBMECTHO C KOMIIO3UTOPOM pa3palaThIBalOT MPHUHIMIIBI MY3bIKAJIbHON
npamatyprud. OHa MoeT ObITh OJHOTEMHOM B Cily4yae BOIUIOLIEHUS B MY3bIKE
XYJ0’)KECTBEHHBIX HJIeH pexkuccepa (pexkuccepckoil koHuenuu ¢uibma). MiMeHHo TakoBa
3akagpoBas My3blka Hukomaca bpuremna k ncropuyeckon ngpame «Kopoiss» [IpBuna Mumio
(2019). Mys3bikanbHas ApaMaTyprusi B (uibMe MOXET OBITh M JBYXTEMHOH, Korja
3aKaJpoBas My3blKa CBsi3aHA C IPaMaTHYCCKUM JCHCTBHEM B (HIbME, MOIICPXKUBAS U
ycuinuBasg ero. TakoBa 3akaapoBas My3blKa, HAaNUCaHHAs Moxanom IMoxaHCCOHOM K
HayuyHO-(paHTacTuueckoMy Quibmy «lIpubsitue» Jlenn Bunbuépa (2016).

OFF-SCREEN MUSIC IN THE FILM: CREATIVITY ‘BY ORDER’
As WORKING CONDITION BY MOVIE COMPOSER
(on the example of a musical solution for movies
Arrival by Denny Villeneuve and The King by David Michaud)

Voice-over music in a movie refers to such fragments that sound when the source of
the sound is not shown on the screen. It is essentially conditional, appearing ‘out of
nowhere.” The music in the film is fundamentally applied. It is not independent in its
figurative aspects, as it must always interact with the film image, the dynamics of screen
movement and editing, as well as the dramatic action in the film.

Imaginative (musical thematicism) and dynamic (tempo, volume) aspects of music
are formed by the film Director and presented to the composer as a kind of creative ‘order.’
A professional film composer should do it. Otherwise, he will not work in the field of film
music. Voice-over music is always fragmented. The number of fragments is irregular, just
like their duration. In terms of timing, it may not be enough, or it may sound non-stop,
depending on the Director's ideas. The main principle of developing thematicism in voice-
over music is all types of variation, today, first of all, timbre-dynamic.

From the moment of their formation in feature films (not music) to this day,
Directors together with the composer develop the principles of musical drama. It can be
single-shaded if the Director’s artistic ideas (the Director’s concept of the film) are
embodied in the music. This is the voice-over music of Nicholas Britell for the historical
drama The King by David Michaud (2019). Musical drama in a film can also be two-tone,
when the voice-over music is associated with the dramatic action in the film, supporting and
enhancing it. This is the voice-over music composed by Johan Johansson for the sci-Fi film
Arrival by Deni Villeneuve (2016).
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TBOPYECTBO ®PAHCYA-BEPHAPA MAIIA KAK ITOMCK CUCTEMHOI'O BBIXOJIA U3 KPU3UCA
MYVY3bIKAJIBHOI'O ABAHI'APJIA!
IMMPUPO/IHBIE MO/JIEJIN, APXETUIIbI, HOBBIE 3BYKOBBIE TEXHOJIOI'MI

@panny3ckuit komnosutop ®pancya-bepnap Mam (p. 1935) aBnsercsa ogHuM U3
CaMbIX TJIyOOKHX MY3BIKAHTOB-MBICIIUTENECH CBOETO TOKOJIeHUs. YdueHuk OmuBbe
MeccuaHna, SIpKuii MPENCTaBUTENh MY3BIKaJIbHOTO aBaHTApAa, OH «U3HYTPH» KPUTHYECKU
OCMBICTTUBAJI KPU3HUCHBIC TEHICHIIMU TEPEIOBOTO MY3bIKAIBHOTO TBOPYECTBA, HEYCTAHHO
npejyiarasi, B COOCTBEHHBIX MPOM3BEICHUNX, a TaKXKEe B KPUTUYCCKHX M TCOPETUICCKHX
paboTax, MmyTH MPEOOTCHHS dTUX TCHACHITHH.

LleHTpabHBIM B €r0 TBOPYECTBE CTAJIO TIOHATHE IIPUPOJTHON MOJIEIIN, B YACTHOCTH
«ceipoii Mogenu» (modéle brut), koTopoe moapazyMeBaeT HCIOIB30BAHUE B MY3BIKE
3aIMCeN TOJIOCOB MTHILL, 3BEPEH, JIOIEU U 3BYKOB NPUPOIHBIX SABJICHUN, C ITOCIEAYIOIIEH UX
00pabOTKOM B  MHCTPYMEHTANbHBIX  (CMEIIAHHBIX) WM  3JIEKTPOAKYCTHUYECKUX
KoMmno3uuusax. Kommo3uTop HCHoiab30Bajl pa3Hble TEXHUKUM pabOThl € MOJAENSIMH, HO
OCHOBHOM W3 HHX CTaja TEeXHHKa «Hanu-lienkm» (surmodelage) — moGaBnenus u
HapallMBaHUs 3BYKOBOM MaTepuu HaJ «ChIPbIM» WU cilerka oOpaOOTaHHBIM IEPBUYHBIM
MaTepuagoM. DTOT MOJIXOA AONOJHSUICA APYTUMH JIEMEHTaMM, BaXHEHIIMM U3 KOTOPBIX
ABIIIETCSL paboTa C My3bIKAIBHBIMHM «apXETHUIIAMU», a TaKXKe HCIOJIb30BAHUE HOBBIX
TEXHOJIOTHYECKUX U300pETEeHU — TaKuX Kak cemIuiepbl, cekBeHcopbl, UPIC.

Ha mnpotsbkeHMM Bcero TBOpYECKOro MyTH Maml KOHIENTYyaJbHO OCMBICIL,
00OCHOBBIBAJI M 0000Ia7 CBOM TBOpYECKHE HauTUs. KOMIIJIEKCHOCTB, COIJIaCOBaHHas
MHOTOIIJIAHOBOCTh M MYJIBTUAMCLUUIUIMHAPHOCTh €ro IMOAXO0Ja IO3BOJISIIOT TOBOPHUTH O
CHUCTEMHOCTH €ro MOWCKA, IIaBHBIMU LEISIMH KOTOPOI'O MOXHO Ha3BaThb BOCCTAHOBJIEHHE
cakpaJbHON (DYHKIMHM MY3bIKaJbHOI'O HMCKYCCTBAa IIyTE€M YTIIyOJEHMsI M PACIIUPEHHs €ro
3CTETUYECKOro (hyHAaMeHTa, IPUMUPEHUE U COTJIACOBaHUE TEXHOJIOIMYECKOTO Mporpecca ¢
BHEBPEMEHHBIM OBITHEM, YEJIOBEKAa — C MHUPOM U C COOCTBEHHBIM aHTPOIOJIOTHYECKUM
MPOILIBIM.

B noknane OyayT pa3BUTBHI HOJOXKEHMsI, U3JIO0KEHHBIE aBTOPOM B psijie cTrared o
TBOpuecTBe Dpancya-bepnapa Maia, omyOJMKOBaHHBIX B  HECKOJIBKMX KHUTIAX,
MOCBSILIEHHBIX KOMIO3UTOpY. B KkauecTBe wurora, B cBere TBOpuecTBa Maima Oyzaer
paccMOTpPEHbl HEKOTOPHIE BOIPOCHI, CBSI3aHHBIE C MPUHIMINAAIBHBIMU BO3MOXXHOCTSIMH U
MPENATCTBUSMU B MPEOJIOJICHUH KPU3KCa aBaHTapJHOI'O MY3bIKAJIbHOTO TBOPYECTBA.
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THE WORK OF FRANCOIS-BERNARD MACHE AS A SEARCH FOR A SYSTEMIC WAY OUT OF THE
CRISIS OF THE MUSICAL AVANT-GARDE:
NATURAL MODELS, ARCHETYPES, NEW SOUND TECHNOLOGIES

French composer Francois-Bernard Mache (1935) is one of the deepest music
thinkers and composers of his generation. A student of Olivier Messiaen and a brilliant
representative of the musical avant-garde, he has critically analyzed the crisis of
contemporary music from within. In his own works, as well as in critical and theoretical
writings, he tirelessly sought ways to overcome this crisis.

Central to his work was the concept of ‘natural model,” in particular ‘raw model’
(modeéle brut), which implies using recordings of the voices of birds, animals, people and
sounds of natural phenomena, and subsequently processing them in instrumental (mixed) or
electro-acoustic compositions. The composer used the models in various ways, but his most
often used technique was the surmodelage, which consisted of adding and building up
sound matter over the ‘raw’ or slightly modified primary material. This approach was
supplemented by other elements, such as the use of musical ‘archetypes’ and the use of new
technologies (samplers, sequencers, UPIC...).

Throughout his entire career, Mache conceptualized, substantiated and generalized
his creative insights. The comprehensive, versatile and multidisciplinary nature of his work
allows us to consider it as a systemic approach. Its main goals can be defined as follows:

e Reinstating the sacred function of musical art by deepening and expanding its
aesthetic foundations;

e Reconciling technological progress with timeless being;

e Harmonizing human civilization with the environment and with its own
anthropological roots.

The paper will develop the arguments put forward by the author in a number of his
previous articles on Frangois-Bernard Mache. In the light of Mache’s work the paper will
discuss some questions related to the fundamental possibilities and obstacles in overcoming
the crisis of avant-garde music.
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CUM®OHUS B KOHTEKCTE BAPOYHOM MY3bIKAJIBHOM TEPMUHOJIOI MU

ABTOp HCCIEyeT COACpKAaHUE U XapaKTep MPUMEHEHUS TePMUHA «CUMGOHUSI» B
XVII — nepBoit nonosune XVIII Beka, koTopble CyIIECTBEHHO OTINYAINCH OT TPAKTOBKH,
CBOVMCTBEHHOM COBPEMEHHOM TEOPUM MY3BIKAJIBHBIX KAHPOB, CIIOKUBILEHCA TJIaBHBIM
o0pa3oM Ha OCHOBE pemnepryapa KIaCCHKO-pOMaHTHYecKoi 3moxu. [Ipu sTom mpennoxeH
BO MHOTOM HETPAIUITMOHHBIN MMOJXO0]] K UCCIEIOBAHUIO KaK CAMOTO TEPMUHA «CUM(OHUSDY
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B 310Xy OapOKKO, TaK M CTOSIIMX 33 HUM MY3bIKaJIbHBIX apredakToB. B ero ocHoBe —
MPEICTAaBIEHUE O CaMOJOCTATOYHOCTH M HCKIIOYUTEIBHOM CBOEOOpa3uM YIOMSHYTOU
SIOXH, YTO MPOTUBOPEUUT TPATULIMOHHON €€ TPAKTOBKE B ACIIEKTE UCTOPUU €BPOIEHCKOIO
cuM(poHM3Ma KakK JIMIOIb HAYaJlbHOTO JTama B IHpouecce (OPMUPOBAHHUS >KaHpa
KJIACCUYECKOW CUM(OHUU.

Ha ocHoBanuu ananmza MHOTOYMCIIEHHBIX UCTOYHUKOB XVI|I — mepBoii mosoBHUHbI
XVIII Beka (kak JeKCUKOTpapUUECKUX, TaK M, MPEXkAE BCEro, COOCTBEHHO MY3bIKAJIbHBIX)
aBTOpP YTBEPXKIAET, UTO TEPMUH «CUMGPOHMS» B 30Xy OAPOKKO, HECMOTPS Ha pa3ivyuus B
€ro HalMcaHuu, o0yCIIOBJICHHbIE CIELU(PUKON TOTO WM MHOTO SI3bIKA, 110 CYTHU CBOEH ObLI
€AMHBIM. XOTS W o0Jiajal MCKIOYUTEIbHOM MHOTO3HAYHOCTBIO, MPUYEM B BEChMa
HIMPOKOM JMAaIra3oHe: OT CMHOHMMA MY3bIKaJbHOM Nbechl BOOOLIE WJIM HHIUKATOpa (B
pasHbIX (hopMax) MHCTPYMEHTAJILHOTO Hauyaja B KPYIMHBIX BOKAJBHBIX B CBOEH OCHOBE U
MY3bIKaJIbHO-CIEHUYECKUX MPOU3BEACHUSX /10 MCIIOJIb30BAaHUS B KayeCTBE HAUMEHOBAHUS
(WM HEKOero BUJIOBOTO 0003HAYEHMS) KOHKPETHBIX counHeHui. [locnmeaHee, onHako, He
03HA4aeT, 4TO TEPMHUH «CUMQOHHS» B 13MOXY OapOKKO MOXKET OBbITh B LIEJIOM IPHU3HAH
KAHPOBbIM HAaMMEHOBAHHEM, IMOCKOJBbKY €IMHOTO OJHOMMEHHOTO *aHpa B TO BpeMs He
CYLIECTBOBAJIO.

Otmeuaercs, uro B XVII — mnepBoit nonosune XVIII cronerust maHHbiil TepMHUH
MPUMEHSUICS B OTHOUIEHUH MY3bIKH, pACCYUTAHHON Ha Pa3HbIM MCTIOJTHUTEIbCKUN KOHTEKCT
U (QYHKIMOHAIBHOCTh, a TaKXe MCIOJHUTENbCKUE COCTaBbl, MpPHYEM KaKk B
KOJIMYECTBEHHOM, TaK M KaueCTBEHHOM OTHOIICHHUU (BIUIOTH IO BOKAJIbHBIX COUYMHEHHUN).
[Ipn »TOoM Ha3BaHHbIE CUM(OHUAMU MYy3bIKaJbHble apTe(aKThl MPEACTaBIsUIA COOOM He
TOJIbKO OTHOCHTEJIbHO CaMOCTOSITEIbHbIE KOMIO3MIIMM, HO U YaCTU WJIM pas3felibl Ooliee
CJIO)KHBIX IPOU3BENCHUN (Omep, opaTOpuii, KaHTaT, MHOIOYACTHBIX HHCTPYMEHTAJIbHBIX
COUYMHEHHM ).

Ocoboe BHMMaHHE aBTOp OOpalaeT Ha TO, YTO MCKIFOYUTEIBHOE MHOroodpasue B
UCIIOJIb30BAHUN TEPMHMHA «CUMQOHUA» B 30Xy OAPOKKO, KOTOPOE MOIJIO Obl MOKa3aThCs
HalllUM COBPEMEHHHUKAM IIPOSIBJICHUEM HEKOEW HEeNOoCleA0BaTeIbHOCTH, OBbUIO BIOJHE
€CTECTBEHHBIM U OOBSCHUMBIM JJIsi aBTOPOB MY3bIKU TOI'O BPEMEHHU M 3aBHCEJIO OT LEJIOTO0
psina (akTopoB, BKIIOYAs KOHKPETHBIE OO0JACTH MY3bIKQJIbHON NpPaKTUKH, BPEMEHHBIE
HepUO/Ibl, PETUOHAIbHbIE TPAJAULIUHU U JIP.

SYMPHONY IN THE CONTEXT OF BAROQUE MUSICAL TERMINOLOGY

The author studies various meanings of the term ‘symphony’ in the 17th and the first
half of the 18th century, which differed significantly from its use in the modern theory of
musical genres, which was formed mainly on the basis of classical and romantic music.

Based on analysis of numerous sources, the author claims that ‘symphony’ in the
Baroque era was a single term, despite the differences in its spelling due to the specifics of
one or another language. But it was an exceptionally diverse term: from a synonym for a
piece of music in general or an indicator of the instrumental nature in large-scale vocal and
stage works up to the name of individual composition. However, ‘symphony’ can not be
generally recognized as a genre name, since there was no single genre with that name in the
Baroque era.

In that time, symphony was used in relation to music designed for a different
performing context and functionality, and compositions named as symphonies was intended
for performance by various groups of musicians. So, Baroque symphonies could be not only
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independent compositions, but also parts or sections of more complex works (operas,
oratorios, cantatas, multi-movement instrumental compositions).

The author draws special attention to the fact that the exceptional diversity in the use
of the term ‘symphony’ in the Baroque era, which might seem to our contemporaries a
manifestation of inconsistency, was usually quite natural and explainable for the authors of
Baroque music and depended on a number of factors including specific areas of musical
practice, time periods, regional traditions, etc.
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«BOJIBIIASI TAPMOHUYECKA I PAMIO3UAHA» 1. CTPABUHCKOT O:
HOBOE K UCTOPUU CO3JIAHUS «CKA3KHU O COJIJIATE»

B 3armaBum noxnmama mepedpasupyercs HasBaHue mbeckl Uropst CTpaBHHCKOTO
«Masnenbkass TapMonudeckas Pamrozmana» (1937), HammcaHHOW KOMIIO3UTOPOM K 60-
JIETUIO €ro JIpyra — KpyIHeHero meennapekoro nucarens XX Beka [Hlapns @epannanga
Pamio (1878-1947). Pycckoro mys3bikaHTa M ()PaHKOS3BIYHOIO JIHUTEpATOpa CBS3BIBAJIO
JI0JIT0€, TUIOAOTBOPHOE COTPYAHMYECTBO, KOTOPOE HAYAJIOCh C MOMEHTA MOCEICHHS] CEMbU
CrpaBuHckoro B mBeiapckoM kantone Bo B 1915 rony. Kak uzBectno, Pamio BbinmosiHuI
(bpaHily3cKkue mepeBojibl TEKCTOB BCeX HEO(MOIBKIOPHBIX cOYMHEHUN CTpaBUHCKOTO, HAJl
KOTOPBIMH KOMIO3UTOp paboTan B mBeinapckue roasl — ot «baitku» 1o «CBaaedku». Ho
LEHTPAJIBHBIM OITyCOM UX COBMECTHOW TBOPUYECKOH NesiTenbHOCTH cTaja «Cka3ka o Oersiom
conmate u uépre» / «Histoire du soldaty (1918): ucropus pokaEHHS STOH IHECHI
JEMOHCTPUPYET YHUKAIHHOE B CBOEM pOjie, TApMOHUYHOE TBOPYECKOE MApTHEPCTBO ABYX
MacTepoB — 0e3 NPHUBBIYHOTO pa3/iefieHUuss Ha MY3BIKAIbHYIO U BepOAIbHYIO 30HBI
XYJ0’)KECTBEHHON OTBETCTBEHHOCTH. Poip Pamio B co3maHuMM CHUHTETHUYECKOTO IIEJIOTO,
BJIUSIHUE €ro uJeil Ha OOIIyl0 KOMIO3MIIMIO TeaTpajbHOTO MHUKCTAa, HAa COOTHOILICHUE
«YUTAEMBIX, UTPAEMBIX U TAHIYEMBIX» DMH30/I0B U JIaXK€ Ha MY3BIKAIbHYIO JpaMaTypruio
«Histoire du soldaty BwicBeunBaeTCs Ha OCHOBE HOBBIX JOKYMEHTAJIbHBIX MAaTEpPHAJIOB,
Cpellu KOTOPBIX BIIEPBBIC OIyOJIMKOBaHHBIE HA PYCCKOM si3bike «Bocmomunanus 06 Urope
CrpaBunckom» III.-®. Pamro (CII6., 2020). IpamaTuuHOE HaYaiao MOCTAHOBOYHOM CyAbObI
«Cxka3ku o connate» Pamio — CTpaBHHCKOTO, CO3BYYHOE JKECTKUM PeajusiM CETOIHSIITHEN
OOIIECTBEHHOW U KYJIbTYPHOU JKU3HH, COOOIIAET COYMHEHHUIO CTOJIETHEH JaBHOCTH HOBYIO
aKTyaJIbHOCTb.

GRAND RAMUSIANUM HARMONIQUE BY IGOR STRAVINSKY::
ONCE MORE ON THE HISTOIRE DU SOLDAT CREATION HISTORY

The title of the paper paraphrases the title of Igor Stravinsky’s piece named Petit
Ramusianum Harmonique (1937), written by the composer for the 60" anniversary of his
friend, the greatest Swiss writer of the twentieth century Charles Ferdinand Ramuz (1878—
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1947). The Russian musician and the French-speaking writer were linked by a long, fruitful
cooperation, which began when the Stravinsky family settled in the Swiss canton of Vaud in
1915. C.-F. Ramuz translated into French the verbal texts of all neo-folklore works by
Stravinsky, from Renard to Les Noces. But the central opus in their joint creative activities
was Histoire du Soldat / The Soldier’s Tale (1918): the history of the birth of this play
demonstrates a unique creative partnership of two masters — without the usual division into
musical and verbal zones of artistic responsibility. The role of Ramuz in the creation of a
synthetic whole, the influence of his ideas on the general composition of the theatrical
mixte, on the ratio of ‘read, played and danced’ episodes and even on the music dramaturgy
of Histoire du soldat has been highlighted on the basis of new documentary materials,
among which were first published in Russian Memories of Igor Stravinsky by C.-F. Ramuz
(St. Petersburg, 2020). The dramatic beginning of the staging fate of Ramuz — Stravinsky’s
Histoire du soldat, which is consonant with the harsh realities of today’s social and cultural
life, imparts new relevance to the hundred-year-old work.
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O MVY3BIKAJIbHBIX BATAJIUAX B «®YTBOJIBHOM» BAJIETE «30JIOTOM BEKY:
[HIOCTAKOBUY HA ITYTH K CEJIbMOU CUM®OHUN

®yT1Oon 3a3Byuan B Mmy3bike LllocTakoBuya B caMOM Hayaje €ro TBOPYECKOTO MyTH
— B aBrycte 1929 roga oH mpuCTynmI K padote Haa «PpyTOOTBHBIMY) 0aneToM «30J0TOM
BEK» M0 clieHapuio «J{uHamuana» kuHopexuccepa Anekcanapa MiBaHoBckoro.

baner w3HauanbHO 3ayMBIBAjJCS «CHOPTUBHBIM». Ha3BaHMsT MHOTUX HOMEpOB
ropopwin camu 3a cebs: «[losBnenue coBeTckoil ¢GyTOONBHON KOMaHIbD», «BbIxon
cropTcMeHOB», «TaHery Herpa W JBYX coBeTckux (yroomuctoB», «TpeHupoBka
CHOPTCMEHOBY», «TpeHHpOBKa COBETCKOW KOMaHAbDY, «CHOPTUBHBIE COPEBHOBAHUSI,
«DyTOO0I.

[lepBoHauanbHOE Ha3BaHUE «J/lMHaAMMaIa» KPACHOPEUYMBO HAaMEKAJl0, YTO KOMaHIa
«1uHaMoBIEBy — coTrpyaaukoB HKBJI, mosBuBmmxcst Bo BpaxacOHOH OyprKya3HOM
ctpaHe Dawnanous, Ha caMOM JieJie TpEACTaBisiaa coO0d OTpsii OTOOPHBIX OOMIIOB.
3pureny TOHMMANW, YTO TMepeJ] HHUMH HE TMPOCTO CHOPTCMEHBI, a CIIEeareHThl,
3a0pouieHHbie st 60pbObl co 3nmoBemuMu «(pamucrtammy. CocTsA3aHue ABYX KOMAaH],
COBETCKOM W  KalUTAJIMCTUYECKOW, CHUMBOJIM3UPOBAIIO  OXKECTOUEHHOE  HUJIEHHOE
MPOTHUBOCTOSTHUE JIBYX CHCTEM; Ha MMKE CXBATKHU MOSBISLIACH clieHa «DyT6om».

CnoptuBHOe MpOTHBOCTOsIHUE B TiepBoM Oarnere IllocTakoBu4a CHMBOJIM3HPOBAIIO
HEMOCPEJICTBEHHOE TMPOJIOJDKEHUE O0)KECTOYCHHOW TMOJIUTUYECKON OOpbObI.  DMU301bI
Oanera, MPOUCXOIMBIINE HA CTATUOHE, CUMBOJIM3UPOBAIIA KaPTHUHBI BOCHHBIX CPaKCHHI, B
KOTOPBIX COBETCKHE CHOPTCMEHBI 3aIUIIAIN HE CTOJIBKO CBOM PEKOPJbI, CKOIBKO HIEaJIbl
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Poaunbl. YriopcTBo 60pb0OBbI TPAaKTOBANIOCH KaK MPOSBIEHUE BOMHCKOM n00necTH, a nodena
B COPEBHOBAHMSX MPUPABHUBAINCH K CBEPILIEHUIO PATHOIO MO/IBUTA.

BouHcTBEeHHBI  Xapakrep  OOJBLIIMHCTBA CHOPTHUBHBIX  CLEH, HEUIYTOYHBIN
JIpaMaTU3M COCTSI3aHHM cOMmxKaroT «30710TON Bek» C «JIemoBbIM MOOOUIIEM» U3 KaHTAThI
«Anexkcanap HeBckuii» min OataqbHBIMU clieHaMH U3 oriepsl «BoitHa u mup» IIpokodnesa.

Bropoii, BoeHusupoBaHHBIA pazgen U cueHbl «DyTOOM», € XapaKTepHBIM
HarHeTaHWeM OOIlEel 3BYYHOCTU B YCIIOBHUSX IOCJIEIOBATENbHO BBIAECPKAHHON JMHAMHUKU
npubmmkenust, cran A llloctakoBuya npsMbIM MPEABOCXUIIEHUEM «3TH30/1a HAILIECTBUSD)
u3 ero CenpbMoi cuM(pOHUH.

OVER THE MUSICAL BATTLES IN THE ‘FOOTBALL’ BALLET GOLDEN AGE:
SHOSTAKOVICH ON THE WAY TO HIS SEVENTH SYMPHONY

Football has entered in the Shostakovich's music at the very beginning of his
career — in August 1929 he began to work over the ‘football’ ballet The Golden Age based
on the script of Dinamyada directed by Alexander Ivanovsky.

The ballet was originally conceived as ‘sporty.” The names of many numbers spoke
for themselves: The Appearance of the Soviet Football Team, The Exit of Athletes, Dance of
a Negro and Two Soviet Football Players, Training of Athletes, Training of the Soviet
Team, Sports Competitions, Football.

The original name Dinamyada eloquently hinted that the team of Dynamo — NKVD
officers who appeared in the hostile bourgeois country of Fashlandia, was in fact a squad of
elite fighters. The spectators understood that they were not just athletes, but special agents
abandoned to fight the ominous ‘fascists.” The competition between the two teams, Soviet
and capitalist, symbolized a fierce ideological confrontation between the two systems; at the
peak of the fight, the Football scene appeared.

The sporting confrontation in Shostakovich’s first ballet symbolized the immediate
continuation of a fierce political struggle. If European composers who turned to the topic of
sports were attracted, first of all, by the dynamics of competitions, their novelty, staginess
and playful nature, which had nothing to do with politics, then many sporting episodes of
Shostakovich’s ballet The Golden Age, on the contrary, were pictures of military battles, in
which Soviet athletes defended not so much their records as the ideals of the Motherland.
The perseverance of the struggle was interpreted as a manifestation of military valor, and
victory in the competition was equated with the accomplishment of a feat of arms.

The warlike nature of most sports scenes, the serious drama of the competitions bring
The Golden Age closer to The Battle on the Ice from the Alexander Nevsky cantata or battle
scenes from the opera War and Peace by Prokofiev.

A prejudging of the ‘invasion episode’ from the Seventh Symphony (1941) can be
found in the second, militarized section of the Football scene, with a characteristic pumping
up of the overall sonority in conditions of consistently sustained approach dynamics.

26



BYBEEBA Cgetiana Svetlanaa BUBEEVA

basspoBHa 4t Year Student, Gnesins
cmydenm IV kypca, xagpedpa Russian Academy of Music,
AHAAUMUYECK020 MY3bIKO3HAHUS, - : Moscow, Russia
Poccuiickas akademus umenu (. Scientific adviser — Nina
I'necunwix, Mock6a, Poccus Pilipenko, Dr. Habil. (Doctor of
HayunbI pykoBoauTe b — Art Studies)

doxmop uckyccmbobederus

[Tuaunenxo Huna Baaoumupobua bubeeva96@mail.ru

@OUHAJI B 3UHT'TUITUJIE «JIOKTOP U ATITEKAPbY» JINTTEPCHOP®A U TPAJIULIMN OITEPLI BUFFA

3unrmmwib Jluttepcaopda «Jlokrop m antekapb» Bbiaensercsa cpeau omep XVIII
BeKa, OyJlyud OJIHOM M3 CaMbIX YCHEIIHbIX U MOMYJSPHBIX ONep CBOEro BpeMeHu. [Ipuunny
ATOrO yclieéxa MHOTHE HCCIEAO0BATENN BUISAT B OJIHOM U3 HOBOBBEACHHUH KOMIIO3UTOpA —
uenHelx QuHanax. B mepuon npoenenust tearpanbHoi pedopmbl Mocuda |l Hemenxas
ormepa emie HE uMena COOCTBEHHBIX Mojenell ans co3gaHus (UHAJIbHBIX —CLEH,
3aBepIaronux JerucTBud. Jutrepcaopd *e oJHUM U3 MEPBBIX 00paTHIICS K UTAIbSHCKUM
oOpa3iam, co3/1aB COBEPIIICHHO HOBBIN JUIS 3UHTLITTUIISI PELEICHT.

CoryacHo kaHoHaMm orepbl buffa ¢huHam OTHOCHTCS K OJJHUM M3 EHTPAIBHBIX CIICH
OTEphl, JEMOHCTPUPYIOIIMX CIIOXKHbBIE JpaMaTypruueckue CHUTyallud M OpUTHMHAJIbHbBIE
My3bikaibHble pemienus. @unan | neiictBus «JlokTopa M anTekapsi» Mbl pacCMOTpPENU B
CpaBHEHMM C LEeHTpalibHbIMU (uHamamu omnepel Monapra «Csanpba @Durapo» u
uTaiabsHcko omepoit Jutrepcaopda «McnpaBusmuiicsa Jlemokput». [logpodHo pazoOpan
JApaMaTypru4eckyto JIMHUIO, CTPYKTYpPY (UHAJIBHBIX CLEH M OTJENbHbIE Cpe/ICTBa
BBIPA3UTEIILHOCTH, Mbl YOEIMINCh B TOM, YTO TPAJULUH UTAIbSIHCKON KOMHYECKOW OIephl
BOIUIOLIAOTCS 37€Ch HA Pa3HBIX YPOBHSX, HauMHas C CHOKETa W JACUCTBYIOLIUX JIMII U
3aKaH4YMBas KOHKPETHBIMM MY3BIKAJIBHBIMU CpeAcTBaMM. Bmecre ¢ TeM Bce 3TO
YIMBUTEJIBHO OPraHWYHO BIHUCAHO B >kKaHp 3HHrmnuwist. HoBbli cnocod opranuzanuu
¢unHana, npeacraBieHHbIN B onepe Jurrepcaopda, cTal Toi 0OCHOBOM, HA KOTOPYIO CMOIJIN
OIIEpPETHCS CIEAYIOUIUE TIOKOJIEHUS aBCTPUICKUX U HEMELIKMX KOMIIO3UTOPOB.

FINALE IN THE SINGSPIEL DOKTOR AND APOTHEKER BY CARL DITTERS VON DITTERSDORF
AND THE OPERA BUFFA TRADITION

Doktor and Apotheker, a Singspiel by Dittersdorf, is one of the most successful and
popular operas of the 18" century. Many researchers claim that the reason for its popularity
Is ‘chain finale’ that was firstly introduced by the composer. In the period of theatre
reformation during the reign of Joseph Il, German opera did not have its own models for
creating final scenes completing the acts. Dittersdorf was one of the pioneer composers who
first applied the same Italian models to singspiel.

According to canons of opera buffa, finale is one of the central scenes of an opera
demonstrating sophisticated dramatic situation and original musical solutions. In the article,
the final of the first act of Doktor and Apotheker was compared to central finals of Mozart’s
Le nozze di Figaro and Dittersdorf’s Italian opera Democrito Corretto. The analysis of the
dramatic line, the structure of the final scenes and individual means of expression shows the
originality of Dittersdorf’s approach in the work on the finale of Doktor and Apotheker.
Although Italian traditions are embodied here on different levels, from the plot and
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characters to specific musical means, all of them are organically combined with the
traditions of singspiel. Subsequently, the new way of the finale organization represented in
the Dittersdorf’s opera, will firmly enter the German tradition and become a model for
future generations of composers.
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MYVY3BIKAJBHASI KOMITO3ULIMA MHOTOXOPHBIX CJIYXB BOXXNNX B TAPTECHOM CTHUJIE:
OTAIIbI 3BOJIIOLINN

[TosiBnenne mnaprecHoro ctuis B Poccum patupyercs cepenunoit XVII Beka.
MHoroxopHoe neHue (Ha BoceMb U 0oJiee TOI0COB) pacpoCTpaHUIIoCh He mo3aHee 1670-x
ronoB. K nan6onee panaum Cnyx6am boxxunm (JIutyprusm, O6enusam) it 1ByX u Gosee
XOpPOB OTHOCATCS JBe BOChbMHrosiocHble Ciyx0bpl Cumeona Ilexamurkoro u «Jlutoprus
boxus Ha aBeHaAlaTh M Ha IIECTHAANATH TON0cOB TpeymdanbHasy Sna KaneHusl.
Bacunuit TuToB octaBuil HE MeHee BOCHbMH MOJIOOHBIX COUMHEHMI, B TOM yucie CiryxObl
«Illecnaruaryio» u «/IBanerHyro» (Ha MIeCTHAALUATh U Ha JABA/ALIATH YETHIpE roynoca). B atot
nepuo Moau(pOHUYECKH pacneBaIuch cienyromnie yactu: «Cnasa... Equnopoaasiii Ceine»
u «Kupue osneiicon», «llpunaure mnoknoHuMmcs», Tpucesitoe, XepyBUMCKas IECHb,
«Munoctb Mupay, «Tebe moem» u «J{oCTOHHO ecTby.

N3HauanbHO My3bIKaidbHas KOMIO3HUIMS mapTecHbIX Ciyk0 MBICIHIACH KaK €IMHOE
nenoe, cBsi3aHHOe cpenacTBamMu Jaga (B «bemymsapuoity Cayxx6e TutoBa 3TO nmaxke
NOJYEPKHYTO B Ha3BaHWM), a WHOTJAa U MEH3ypbl (Kak B paznuuHbIX «CHUTMOBBIX» U
«IIpenoprmansubix» Cinyx6ax). K cepennne XVIII Bexa kommosurus Ciyx0 nperepriena
3HAYUTENbHBIC U3MEHEHUS. B mapTecHOM cTuie Bce yallle pacreBaliuch TOJIbKO TPU YaCTH:
«CnaBa... Equnopoansiii CeiHe», XepyBuMckas u «JloctoitHo ecth». CTrapble COUYMHEHUS
MOTJIM KOMHUpOBaThCs He MenukoM: B wu3ganuun «bemymspuoity CiyxObr Turosa,
noarotroBiaeHHoM O. [lonbckoii-AKepin 1Mo MO3IHEMY CIHCKY, 0Ka3aJI0Ch BCETO TPHU YaCTH.

Jlns pykommceit Bropoit monoBuHbl XVIII Beka xapakTepHO KOMHMPOBAHUE YaCTEH
Cnyx0 1o OTHIEIbHOCTH, a TaKXKe WX CBOOOJHAs KOMIIOHOBKA, IMPU KOTOPOH HapyIIanoch
eauHcTBO Janga. Tak, aBe CiyxkObl Ha JBEHAANATh TOJOCOB, 00O03HAUYEHHBIE B COOPHUKAX
1770-1790-x romoB kak coumHeHus Demopa PenpukoBa, MNpeacTaBIAOT Cco00M
koMrwsiuu. OfHa cocTaBlieHa M3 YacTed JIBYX PAa3IMYHBIX IHUKJIOB 3TOTO KOMITO3UTOPA,
npyras o0benuHser XepyBUMCKyko PenpukoBa ¢ QparmeHtamu couumHeHuit Tutosa,
KosmneHckoro 1 aHOHUMHOTO aBTOpaA.
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MUSICAL STRUCTURE OF POLYCHORAL LITURGIES IN PARTES STYLE:
STAGES OF EVOLUTION

The emergence of partes style in Russia dates back to the middle of the 17th century.
Polychoral singing (for eight or more voices) spread no later than the 1670s. The two eight-
part Liturgies by Simeon Pekalytsky and the Treumfal naya twelve- and sixteen-part
Liturgy by Jan Kalenda are the earliest such compositions for two and more choruses.
Vasily Titov composed at least eight such works, including Liturgies Sixteenth and
Twentieth (respectively for sixteen and for twenty four parts). During this period, the
following elements were sung polyphonically: Glory to the Father and to the Son, Kyrie
eleison, Come, let us worship, Trisagion, Cherubic Hymn, A Mercy of Peace, We hymn Thee
and It is Truly Fitting.

Initially, the musical composition of the partes Liturgies was conceived as a single
whole, connected by modes (it is even underlined in the title of Bemol Liturgy by Titov) or,
sometimes, by mensura (in several Sigmovaya and Preportsialnaya Liturgies). By the
middle of the 18" century, the composition underwent significant changes. Mainly, only the
three parts continued to be composed in partes style: Glory to the Father and to the Son,
Cherubic Hymn and It is Truly Fitting. Old works could not be copied entirely: in the
publication of Titov’s Bemol Liturgy, edited by Olga Dolskaya-Ackerly from a late copy,
there were only these parts.

In the second half of the 18th century, some elements of Liturgies were soon copied
separately, as well as some new combinations, in which the unity of mode was destroyed.
For instance, the two twelve-part Liturgies, attributed in manuscripts of 1770s-1790s to
Feodor Redrikov, turned to be compilations. The first one comprises elements of two
different Liturgies by the composer; the other one includes Cherubic Hymn by Redrikov
alongside with music by Titov, Kolpensky and an anonymous.
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MUKPOITPOLIECCHI B MY3bIKAJIbHOM ®OPME:
[IYTU HAYYHOI'O OCMBICJIEHUA

MuKkporpo1eccsl, ONUparoluecs Ha CAMOCTOSITENbHYIO POJb KPAaTKMX MOTHUBHBIX
sYeeK B MY3BIKAJIbHOUN (opMe, CTalnu 0ObEKTOM CIIEIIMATFHOTO BHUMAHUSI MY3bIKOBEJIOB B
cepennHe XX Beka. Bemymas poib KpaTKUX IMOCTPOCHUH (DUKCUPYETCS B 3apyOeKHOMU
Hayke noustusmu “Kopfmotiv” (“head-motif”), “basic motif” u np. HoBoe HampasieHue B
M3Y4YeHHH MHKpoIpolieccoB onpenenuin uaen A.lllenbepra o «pa3BUBaroOIe BapUalnm»
YU aHAUIMTUYECKUE METOJIbI, NpeuiokeHHble B KHUre P.Petn «TemaTnueckue npoueccsl B
my3bike» (R.Réti “The Thematic Process in Music”. NewYork: Macmillan, 1951).

B poccuiickoM My3bIKO3HaHMM HAyYHOE OCMBICJIEHHE MHKPOIPOILIECCOB B
My3bIKaJIbHOW (OpME CBSI3aHO C TIOHATHEM «MHUKpOoTeMaTu3M». OHO TPUMEHSETCS
JOCTaTOYHO JaBHO W (UKCUpPYeT «(YHKIMOHHUPOBAHHWE B MY3bIKE KaKUX-THOO MallbIX
TeMatudeckux oOpaszoBanuit» (B.H. XomonoBa), B OCHOBHOM MNPUMEHSSACh B aHaIU3ax
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My3blkd XX Beka. [loHATHE «MUKpOTEMAaTHU3M» OBUIO BBEAEHO M IEPBOHAYAIBHO
pazpaborano B 1960-70-¢ TOABI B Y3KOCHEIHMAIBHBIX MEJAX: MPEXKIE BCEro, It
o0o3HaueHust ocoboro kauectBa My3blku C.B. PaxmanunoBa (E.A.PyubeBckas,
JILA. Cxa¢reivoBa). JlanpHeWas >kKU3Hb MOHATUS «MHUKPOTEMATU3M» CBUIETENIBCTBYET O
€ro pacIIMpeHNH — OHO MPUMEHSAETCS CBOOOIHO, 0€3 crieluanbHbIX MOACHEHUH B aHAJIU3ax
my3bikn K. [leGroccu, b.baptoka, A.BeGepna, A.lllenbepra. Omupasch Ha HUICIO
K./lanbxay3a 0 KaueCTBEHHO HOBOW POJM KpaTKUX MOTHBOB B My3blke pyoOexka XIX-XX
BekoB M Ha wuccienoanusa HO.H.Xosmomosa, aBTop aokiaga mnpeiaracT HECKOJIbKO
aHAJTUTUYECKUX HAOTIONEHUI HaJl 3TOM 3aKOHOMEPHOCTHIO B mpousBeneHusx K./[ebGroccu u
A.H.Cxpsibuna.

MICROPROCESSES IN MusIC: WAYS OF SCIENTIFIC STUDIES

Microprocesses based on the specific independent role of short motive cells in
musical forms begun to study by musicologists in the middle of 20" century. In foreign
musicology the leading role of short motives are fixed by term ‘Kopfmotiv’ (‘head-motif),
‘basic motif” etc. The new scientific approach to microprocesses is determined by
Schoenberg’s ideas about ‘entwickelnde Variation’ and analitical methods proposed by
Richard Réti in his book The Thematic Process in Music (NewYork: Macmillan, 1951).

Modern Russian musicology uses for a long time the concept of “microthematism”. It
is found generally in the analyses of the music of the 20" century. It fixes the ‘functioning
of any small thematic formations in the music’ (Valentina Kholopova). The concept of
‘microthematism’ was introduced in the 1960s—70s and originally developed for highly-
specialized purposes: first of all, to define the special quality of the music of Sergej
Rachmaninov (Ekaterina Ruchievskaya, Ludmila Skaftymova). The further life of the
concept of ‘microthematism’ indicates its expansion: it is used freely, without special
explanations in the analyses of the music of Debussy, Bartok, Webern, Schoenberg. Based
on the idea of Carl Dahlhaus about the qualitatively new role of short motives in the music
of the turn of the 19" and 20" centuries and the Jury Cholopov’s researches, the author of
the report suggests several analytical observations concerning this trend in Debussy’s and
Scriabin’s works.
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«KHUTEX-19» U. FOCYIIOBOI1: 3AMBICEJI, MATEPUAJI, KOMIIO3ULISI

Jloknaja MOCBSIIEH PACCMOTPEHHUIO KOMITO3UIIMU POCCUIICKOro KoMmno3uTopa Mpaunas
KOcymnoBoit «Kurex-19» (M3 nuKIa 3IEKTPOAKYCTHUUECKUX Ibec sl (OHOTPAMMBI U
CONBHBIX WHCTpyMeHTOB, 2004) ¢ TO3WIMH BBIICHEHUS OCOOEHHOCTEH Tmpolecca
dbopmoobpazoBanus. I[lo crmoBam FOcynosoii, «Kutex-19» — oOpamieHne kK BEYHOMY
apXeTUIy 4YeJIOBEKAa, JKHUBYIIEr0 M pabOTaloIIeEr0 B MHCTHYECKOM HEBUIUMOM
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HECYILECTBYIOLLEM TOPOJE, I/1€ OOJICIOT U YMHUPAIOT HEU3BECTHO OT YETro, MPOSIBIISIS TUXUN
Hena(OoCHBI BBIHYKJIEHHBI Tepou3M. [IpoureHue, 3al0KEHHBIE CMBICIBI M CHOCOOBI
peanu3aly y Haleil COBPEMEHHUIbI OKa3bIBAIOTCS COBEPIICHHO MHBIMU, HEKEIHU B OIEpE
H.A. Pumckoro-KopcakoBa («Cka3zanue o HeBuauMoM rpaje Kurexe u nese @eBpoHUNY,
1904). Unes cnacaromerocsa Csaroro rpaga (Meradopa crnaceHus nyxa) TpaHchopMHUpPyeTCst
y HOcynoBoil B wuaeto Tparmdyeckoro 3a0BeHust (meradopa MeprBoro ropozaa), 4TO
OKa3bIBaeTCsl TJIyOOKO CHUMBOJMYHBIM B YCIOBHUSX COBPEMEHHBIX JKMU3HEHHBIX pEaJIUi.
AHanu3 COUYMHEHUs1 0 MEPTBOM TOpOJIe MO3BOJISET ONPEACIUTh XapaKTep B3aUMOJEHCTBUS
CPEICTB  BBIPA3UTEIBHOCTH  JABYX  IPOTUBOIOJIOKHBIX  SI3BIKOBBIX ~ CHUCTEM  —
HEOKJIACCHUYECKUX  (OTBEYAIONIMX 338  «ECTECTBEHHO-OMOJIOTMYECKYIO  Cpedy») U
ANEKTPOHHOTO AMOMEHTa (BOIUIOLIEHHE «HOBOM T€XHOC(hEPHI»), KOTOPBIM XapaKTepusyercs
crnerupuYecKuM OTHOUIEHMEM K KOMIIO3UIIMOHHON CTOpPOHE MY3bIKH: H300paxeHne
MUCTHUYECKOro JaHmamadra (BOIUIOMIEHHE OyKBaJIbHO 3BEHSIICH THIIMHBI WM HUKEM
HECJIBIIIMMOTO, €/Ba MPOOMBAIOIIETOCS] CKBO3b TOJIIM BOABl 3BYKOBOTO CHTHaja),
TUITHOTUYECKOTO OLIETICHEeHHUs, co3/laHue (poHOCGEpbl KOHIIA BpEMEH U UCYE3HOBEHHUS BCETO
3aCTaBlIA€T OOPATUTHCS K TPAHCOBBIM CTHJISIM, MPEX/E pa3pabaThIBaEMBbIX C JOHE MacCOBOM
MY3bIKH (AOCTATOYHO Ha3BaTh OJM3KHE MO peleHuto komno3uuuu bpaiiana MHo, npexne
Bcero «The lost day» u3 ampboma 1982 roma «Ambient 4. On Landy). Ilpomecc
pa3BepThIBaHUS MaTepuana, KOTOpPbI MpOTeKaeT B TpaHHUIAX CTaTH4YeCKol (OopMbI,
MO3BOJISIET B  HMHOCKA3aTEJbHOM KJIKOYE TMPEACTaBUTh TPArMu4eCKUd KOHEILl IOCT-
TEXHOT€HHOI'0 FOpo/ia-MUpPaka U Kpax COBPEMEHHOM IIUBUIN3AIUH.

KITEZH-19 BY IRAIDA YUSUPOVA: CONCEPT, MATERIAL, COMPOSITION

The report is devoted to the consideration of the composition of the Russian
composer lraida Yusupova Kitezh-19 (from the cycle of electroacoustic pieces for
phonograms and solo instruments, 2004) from the position of clarifying the peculiarities of
the process of shaping. According to Yusupova, Kitezh-19 is an appeal to the eternal
archetype of a person who lives and works in a mystical invisible non-existent city, where
people get sick and die from no one knows what, showing a quiet, not pretentious
compelled heroism. The Perusal, inherent meanings and methods of realization for our
contemporary turn out to be completely different than in the opera by Rimsky-Korsakov
(The Legend of the Invisible City of Kitezh and the Maiden Fevronia, 1904). The idea of the
saving Holy City (a metaphor for the salvation of the spirit) is transformed by Yusupova
into the idea of tragic oblivion (a metaphor of the Dead City), which turns out to be deeply
symbolic in the conditions of modern life. Analysis of the composition about the dead city
allows us to determine the nature of the interaction of the means of expressiveness of two
opposite language systems — neoclassical (responsible for the ‘natural biological
environment’) and electronic ambient (the embodiment of the ‘new technosphere’), which is
characterized by a specific attitude to the compositional side of music: the image of a
mystical landscape (the embodiment of literally ringing silence or an inaudible sound signal
that barely breaks through the water), hypnotic stupor, the creation of the phonosphere of
the end times and the disappearance of everything makes us turn to trance styles previously
developed from the bosom of mass music (suffice it to name the compositions of Brian Eno
that are close by decision, most notably The Lost Day from the 1982 album Ambient 4. On
Land). The process of unfolding the material, which takes place within the boundaries of a
static form, allows us to allegorically present the tragic end of the post-technogenic mirage
city and the collapse of modern civilization.
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MEHOMEH ZWOLFTONSPIEL MI.M.XAY3PA

Hacienue aBcTpuiickoro kommosutopa Mosepa Marruaca Xayspa (1883—1959),
CO3/IaBILIETO CBOIO COOCTBEHHYIO KOHUENIUIO 12-TOHOBOM MY3bIKH, MNPAKTUYECKH HE
OCBOEHO OTE€UYECTBEHHBIM MY3bIKO3HaHHMEM. boiiee Bcero M3BecTHa M XOPOULIO OMUCaHa ero
cHCTeMa TPOIIOB, KOTOpasi pacCMaTpUBAETCs B KadeCTBE albTEPHATHUBBI MICHOEPTOBCKOMY
METO/ly COUYMHEHHUs MpU noMolu 12 ToHoB. My3bIKanbHble IPOU3BEIEHUST Xaydpa 0OBIYHO
OLIEHWBAIOTCS KaK MWJUTIOCTPAIlMAd €r0 TEOpUH, MAaJIOEHHBIE B  XYJI0KECTBCHHOM
OTHOIIEHWH. MeXIy TeM 3HAaY€HHUE €ro Hacjeaus BBIXOJUT 3a paMKu |2-TOHOBOM
KOMITO3UITMHU: Xaydp MPOKIAIbIBACT MyTh K OTKPBHITUAM B MY3BIKE BTOPOH ITOJIOBHHBI
croierus. IIpoaeMOHCTpUpOBATL 3TO MOXHO Ha mpumepe (enomena «Zwolftonspiel»
(IBEHAIIIATUTOHOBAsI Wrpa) — TaK Ha3BaHBl NMPAKTUYCCKH BCE COYMHECHHMS Xaydpa (MX
OKOJIO TBHICSIYH), CO3/JaHHBIC B MOCJICAHHUE JBA JACCITHIICTUS €r0 KM3HHU JIJIS CaMBIX Pa3HBIX
COCTaBOB — OpKECTpa, BOKAIBHBIX W HWHCTPYMEHTAIBHBIX aHCaAMOJIEH, CONMPYIOUINX
WHCTPYMECHTOB.

[Toustue Zwolftonspiel yauBepcaabHO — 3TO M TEXHHKA KOMITIO3HMIIMH, U CIOCOO
3aMKucH MY3bIKH, U JKaHp, U ¢unocopus, u MeauTanus, U AuaakTuka. CTolb ke IMUPOKUM
3HAYEHUEM HAJETSNETCs «HUrpa» — OSTO HE TOJBKO MHCIOITHEHHE Ha MY3bIKAJIbHOM
MHCTPYMEHTE, HO M HEKas OHTOJIOTMYECKas KaTeropus, KOTopas IO3BOJSET YCTPaHUThb
cyOBbeKTa, KOMIIO3UTOPCKOE «s» M3 Tpollecca COUYMHEHHUs, CJellaB 3TOT IPOLEecc
MaKCHUMAaJbHO JIOTMYHBIM, NPEJICKAa3yeMbIM, MOYTH aBTOMATHUYECKHMM M B TO € BpeMs
JETKUM U HEMPHUHYXKICHHBIM, KakK JeTckas 3abaBa. Xaysp mpuleraer K CylecCTBEHHOMY
YOPOIICHUIO TIPEKHEN TEXHUKHU TPOIIOB, OMHUPAsACh HA OJUH 12-TOHOBBIN Psijl, KOTOPBIN yike
COJICPXKUT B ceOe rapMOHHUIO (4-rosiocue), put™ U Gopmy (aKKOPIOBBIN Kpeodc).

Zwolftonspiel me ykmagpiBaeTcsi B TpaauIlMOHHBIC MPEACTABICHHS 00 OIyce Kak
pe3ysbTate KOMIO3UTOPCKOM JesiTenbHOCTU. Besi My3blka — aOCoNroTHAs, HEU3MEHHas,
BeYHasi — yXe co3laHa borom, denoBeky ocraercs M3ydyaTh €€ U MOCTUraTh MPU MOMOIIU
UHTYHUIHA. DTOMY M CIYXKUT ABEHaANATUTOHOBas urpa. [logoOHas mo3uIms, B OCHOBE
KOTOpPOI BOCTOUHBIM MPHUHIIUIT «HE-JESTHUSN», 3aCTABISET BCIOMHUTH O MPOBO3TJIANICHHON
MO37HEE HJIee «KOHIA BPEMEHU KOMIIO3UTOPOB», KOHIEHIUU «HE-TIPOU3BEICHUS,
MEeJUTaTUBHOW My3bike. Takum oOpazom, umsi Xayspa JOJDKHO HA3bIBAThCS HE TOJBKO
psgom ¢ umeHem lllenGepra: ero wjen MO3BOJIAIOT BIHCATH €r0 B KPYr KOMIIO3UTOPOB
BTOpOM nosoBuHkI crojietus: [.Keimpka, K. llITtokxaysena, [.Illenscu, B.MapTbeiHoBa.

J. M. HAUER'S ZWOLFTONSPIEL PHENOMENON

The legacy of the Austrian composer Josef Matthias Hauer (1883-1959), who created
his own concept of 12-tone music, is practically not mastered by Russian musicology. His
system of tropes, which is considered as an alternative to Schoenberg’s method of
composing with 12 tones, is best known and well described. Hauer's musical works are
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generally regarded as illustrations of his theory, of little art value. Meanwhile, the
significance of his legacy goes far beyond the 12-tone composition, opening the way for
discoveries in the music of the second half of the century. This can be demonstrated by the
example of the phenomenon of ‘Zwolftonspiel’ (a play of the twelve tones) — this is the
name of almost all of Hauer’s compositions (about a thousand of them), created in the last
two decades of his life for a variety of compositions — orchestra, vocal and instrumental
ensembles, solo instruments.

The concept of Zwdlftonspiel is universal — it is both a technique of composition,
and a way of recording music, and genre, and philosophy, and meditation, and didactics.
The same broad meaning is given to ‘play’ — it is not only a performance on a musical
instrument, but also a certain ontological category that allows you to eliminate the subject,
the composer’s ‘I’ from the process of composing, making this process as logical,
predictable, almost automatic and at the same time easy and relaxed, like children’s fun.
Hauer resorts to a significant simplification of the previous technique of tropes, relying
almost on only one 12-tone series, which already contains harmony (4-voice), rhythm and
form (chord krebs).

Zwolftonspiel does not fit into traditional ideas about opus as a result of composing
activity. All music — absolute, unchangeable, eternal — has already been created by God,
and it remains for a person to study it and comprehend it with the help of intuition. this is
what the twelve-tone game serves for. Such a position, which is based on the Eastern
principle of ‘no-act,” makes us recall the idea of the ‘end of the time of composers,” the
concept of ‘no-work,” and meditative music, which was later proclaimed. Thus, the name of
Hauer should be called not only next to the name of Schoenberg: his ideas allow him to fit
into the circle of composers of the second half of the century: J. Cage, K. Stockhausen,
G. Scelsi, V. Martynov.
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ITA®OC HOBU3HbI «HOBOI MY3bIKI» JIK. KAUYMHU

«HoBast my3pikay J[k. KauunHn — OuH W3 TEpBBIX COOPHUKOB MJISi COJBHOTO
rojoca u 6acco koutuHyo. [lyOnukys pabory, KauumHu Bcsuecku cTpeMuics JoKa3aTh
€MHOJINYHOE «HM300pETeHHE HOBOTO CTWIS», YeMy OBbUIO TIOCBSIIEHO pa3BEpHYTOE
npenucinoue.  UccnemoBanuss Y. Xuukoka, T. Kaprepa, I.bpayma wu apyrux
HCCIIEIOBATENEN CUJIBHO YIAPWIXA 110 KOHUENUMHU, NTOABEpras COMHEHHUIO BCE 3asBJICHHBIE
KOMIIO3UTOPOM HOBATOPCKUE TEZUCHI.

B noknane mnomHuMaercs Bompoc 00 aBTOPCKOM TpaBe, CTaBIIUN OJHOW W3
MoTHuBarui as co3ganusi «HoBoit my3eiku». [IpousBenenns Kayunnu Obutn HEoObIYaliHO
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MOMYJISIPHBI M Pa30ILIUCh, MOJOOHO HApPOJHBIM IECHSM, MOJABEPrasicbh MHOTOYMCIECHHOU
yCTHOW mepepaboTke. B kadecTBe mOX0Kero MeTona, NMPUBOAUTCS NPHUMEpP U3 TpakTaTa
JIx.b. boBuuenmu u ero oopabotka BepxHero rojioca Mmorera Vadam et circuibo civitatem
T.JI. ne Bukropus.

HenoBonbscTtBo KauunHu BOJIBHBIM OTHOLLIEHUEM K MY3BIKAJIbBHOMY MEPBOMCTOYHUKY
MOCITY>KUJIO IPUYMHOW BO3HUKHOBEHHUSI HOBOTO CIIoco0a 3arucu, Mpu KOTOPOM KOMIIO3UTOP
HayaJl MojApoOHO (UKCHPOBATh YKpallleHWs M [acCaKu, NEpeHecs MNpueMbl U3 cinadbo
JOKYMEHTUPOBAaHHOW YCTHOM HMMIPOBU3AIMOHHON MPAaKTUKKM B c@epy NTUCbMEHHOU
KOMIIO3UIIMU. B cBOI0 odYepenp, ATO MO3BOJISET BBIIBUTH OCOOEHHOCTH MEJOJNYECKOTO
pa3BUTHs B BOKaJbHOM counHeHnun koHma XVI — nagama XVII Beka. B kauectBe
npuMepoB aHanmu3upyrorcs Maapuranbl Kauauaum Vedro’l mio Sol, Perfidissimo volto u
Dovro dunque morire.

BoiBog 0Oasupyercss Ha wHJiee CKpPBITOTO HOBAaTOpCTBa, Korja 0ojiee BaKHBIM
MOMEHTOM CTaHOBSATCS HE CJIOBa KOMIIO3MTOpa, a €ro MOJXOJ, CBSI3aHHBI C HOBBIM
Croco0OM 3aIuCH.

THE PATHOS OF NOVELTY IN GIULIO CACCINI’S LE NUOVE MUSICHE

Le Nuove Musiche by Giulio Caccini is one of the first collections for solo voice and
basso continuo. Publishing the work, Caccini tried to prove the sole ‘invention of a new
style” in every possible way, to which the extensive preface was devoted. H. W. Hitchcock,
T. Carter, H. M. Brown and others questioned this concept, refuting the innovative theses
declared by the composer.

The paper raises the issue of copyright, which has become one of the reasons for the
creation of Le Nuove Musiche. Caccini's works were extremely popular and spread like folk
songs, undergoing numerous oral revisions. As a similar method, an example is given from
G. B. Bovicelli’s treatise and his processing of the upper voice in Vadam et circuibo
civitatem motet by T.L. de Victoria.

Caccini's dissatisfaction with the negligent attitude towards the original musical
source was the reason for him to invent a new method of documenting music. In this
method the composer began to thoroughly fix the ornamentations and passages, transferring
the techniques from poorly documented oral improvisation practice to the area of written
composition. This allows us to identify the features of melodic development in a vocal
composition of the late 16" — early 17" centuries. Caccini’s madrigals Vedro’l mio Sol,
Perfidissimo volto and Dovro dunque morire are analyzed as the examples.

The conclusion of the paper is based on the idea of hidden innovation. This means
that more important thing is not the words of the composer, but his approach associated with
a new way of documenting music.
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ITEPBBIE COBETCKHUE MY3bIKAJIbBHBIE OPTAHU3ALIMA (1918-1923): K IIPOBJIEME CO3JIAHUSA
HOBOTI'O MY3BIKAJIBHOT'O SI3BIKA

B nepeele  mocinepeBomonuonHbie  roasl  (1918-1923)  kommo3uTopckas
0OIIECTBEHHOCTh aKTUBHO IpoOoBasia paszHble (GopMbl MPOodhecCHOHATBHOIO 00bEIUHEHUS.
Cpemn Hux «llepBas My3bikasibHast apTenab», Accouuanusi COBPEMEHHOM MY3bIKH
(npemmectBenHuna uzBectHoi ACM), «Coro3 mnpodeccuoHaIbHBIX KOMIIO3UTOPOBY.
[Tocnennuii paccMaTpuBaeTCsl Kak HEMOCPEICTBEHHBIN MpeAmecTBEHHUK COr3a COBETCKUX
komro3uTopoB CCCP (1932-1991). [IpeanararoTcst K OCMBICICHHUIO CIAEAYIOIINE TE3UCHI:

1. Coszmanue npodecCUOHATBHBIX TBOPUYECKUX OOBEIUHEHUM OOBSCHIECTCS
MPAaKTHUYECKOW  peanu3aluel WHUIMATUBBI  CaMHUX  KOMIIO3UTOPOB, BHUJAIIUX B
TOCYJapCTBEHHBIX HWHCTUTYTax MeICHaTa-MOKPOBUTENSI M TOTOBBIX 3aIUIaTUTh 3a WX
MaTPOHaX CBOIO LICHY.

2. JlenoBoe  COrjami€HUE MEXKJIy T'OCYJAapCTBEHHBIMH  YINPABICHUYECKUMU
CTPYKTYpaMH U KOMIIO3UTOPCKUM COOOLIECTBOM COCTOSUIOCH MPAKTUYECKU Cpaszy IMociie
PEBOJIIOLINH;

3. OcHOBa TOBapHO-ICHEKHBIX  OTHOLIEHUW  MEXIy  XYIOXKHUKOM U
COLIMAIMCTUYECKUM TOCYJapCTBOM OCTaBalach HEM3MEHHOW U MO CBOEMY yHMKalbHOU. Hu
OJIHO OOIIECTBEHHOE YCTPOWCTBO [JO OIKCHIBAEMOIO MOMEHTa HE TapaHTUPOBAJIO
XYJOKHUKY MOJOOHBIX MaTepuaIbHbIX IpedepeHnil.

4. B nepBbIX OpraHu3anusax ACKIapUpOBalach CaMOLIEHHOCTh TBOPYECKOIO MOMCKA.,
HE TapaHTHUPYIOIIETo oO0s3aTeNbHbIN XyI0KeCTBEeHHBIH pe3yibTaT. IIpodeccronanbnoe
00BbEIMHEHNE KOMIIO3UTOPOB TMPENINOoaraio COI3 MY3bIKAHTOB, TMPU3HAIOIMIUX OIIBIT
NOKOJICHUI CBOMX TNPEAIIECTBEHHUKOB U MPUIEPKUBAIOIMINXCA Pa3HbIX TBOPYECKUX
HO3UITNN.

5. Tlocremennoe (opMHpOBAHUWE CMBICIA TOHSATUS «COBETCKasg MY3bIKa» Ha
«Pa3yMHO-COITMATTUCTHYCCKOW U IMIHUPOKO JeiicTBeHHOM mouBe» (H.SI. MsckoBckmif)
HaKJaJbIBaJI0O OCOOYI0 IeyaTh Ha 00JacTh My3bIKAJbHOTO si3bika. Paborta Hajg ero
0COOCHHOCTSIMU Ha4yallach B MOCICOKTSIOPHCKUIA TTEPHO/I.

Jlannbie mo3uiun (GopmupoBaio mokojeHue «cmeroB» (A.Jlypse, b.B. Acadnes,
B.B. /[epxanoBckuii, H.S. MsckoBckuid, AH.H. AnexcanapoB, b.b. Kpacun, H.A.
Pocnagen, B.B. [Tacxanos, }0.J[. DHrens) B TeOpeTUUECKUX ACKIapalusax, B IpOrpaMMHBIX
CTaThsIX U B KOMIIO3UTOPCKOM TBOPUYECTBE.

FIRST SOVIET MUSICAL ORGANIZATIONS (1918-1923):
THE PROBLEM OF CREATING A NEW MUSICAL LANGUAGE

In the first post-revolutionary years (1918-1923), the composer community actively
tried different forms of professional association. Among them are the ‘First Musical Artel,’
the Association of Contemporary Music (the predecessor of the well-known ACM) and the
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Union of Professional Composers. The latter one is considered as the direct predecessor of
the Union of Soviet Composers of the USSR (1932-1991). The following theses are
proposed for understanding:

1. The creation of professional creative associations is explained by the practical
implementation of the initiative of the composers themselves, who saw in state institutions
their patrons and were ready to pay for their patronage;

2. The business agreement between the state management structures and the
composer community took place almost immediately after the revolution;

3. The basis of the commodity-money relations between the artist and the socialist
state remained unchanged and, to some extent, unique. No other social structure up to that
moment has guaranteed the artist such material preferences;

4. In the first organizations, the self-worth of creative search was declared, an this did
not guarantee a mandatory artistic result. The professional association of composers
assumed the union of musicians who recognize the experience of generations of their
predecessors and stick to different creative positions;

5. The gradual formation of the meaning of the concept of ‘Soviet music’ on a
‘reasonably socialist and widely effective basis’ (N. Y. Myaskovsky) designed musical
language — continuous work on its features began in the post-October period.

All these items formed the generation of ‘experts’ (A. A. Lure, B. V. Asafyev, V. V.
Derzhanovsky, N. Y. Myaskovsky, A. N. Alexandrov, B. B. Krasin, N. A. Roslavets, V. V.
Paskhalov, J. D. Engel) in theoretical declarations, in articles and in the composer’s
creativity.
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O HEKOTOPBIX ACIIEKTAX 2BOJIIOLH
HNOHATHUA «KOMIIO3MIITMOHHA A MOEJIb»

[ToHATHE KOMIIO3UIIMOHHOM MOJENM KaK CTPYKTYPHO-CEMaHTHYECKOI'O MPOTOTHIA
MY3BIKQJIbHOW (OpPMBI  Pa3BUBAJIOCh M  3BOJIOLHOHUPOBAIO BMECTE C IOHITHEM
KOMIIO3ULIUU KaK 3CTETUYECKOW KaTeropud MU OJHOM M3 OCHOBOIIOJIATAIOUIUX KaTeropuit
XYI0KECTBEHHOTO TBOpYECTBA. B poaM  KOMIO3UIMOHHOM MOJENIM  BBICTYNAET
XYI0KECTBEHHBIM KaHOH WM aBTOPCKHM TEKCT, OHA 3a7aéTCs U3BHE MJIU BBICTPAUBAETCS IO
UHAMBUIyaJIbHO Pa3pabOTaHHOMY alrOpUTMy, COCOOOM €€ MpeACTaBICHHUS MOXKET OBbITh
BepOaM30BaHHAsl cHUCTEeMa IpaBWi, rpaduueckas cxemMa WM OOBEKTUBHPOBAHHBIA B
3BYKOBOM (opme oOpazen. Hocutens cTpykTypHOI Uaen, KOMIO3UIIMOHHAS MOJIEIb — 3TO
KOHIIeTILIMS, TPooOpa3 U MpeIBapUTEIbHBIN UTOT, «TEKCT» MY3bIKaJIbHOTO NMPOU3BEACHUS B
COBOKYITHOCTH €r0 MHBapHUaHTHBIX CBOMCTB. C BO3pacTaHWEM 3HAYMMOCTH B TBOPUYECKOM
nporuecce abCTPaKTHO-JIOTHYECKOTO MBILLIEHUS o0JsacTh MOJIETUPYEMOTO
BHEMY3bIKaJIbHOTO HEYKJIOHHO pacCIIMpSETCsA: OT CIIEJOBaHMUS CTPAaTErMYECKUM 3aKOHaM
OpaTOpCKON peun — K pacyéTaM Ha OCHOBE MaTeMaTHYecKuX Gopmyi, oT «Onomopdusmar
— K «rexHomoppusmy» [2]. Ompenensiiomuii KpUTepuid IS CO3JaHMS THIIOJIOTHU
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KOMITO3UIIMOHHBIX MOJEJIEH TaKXKe JOMYyCKaeT BapUallud — BEIyIIUM HPU3HAKOM MOXKET
ObITb, Hampumep, crnocod ukcanuu [4] WM MeXaHU3MBl M3 O0JacCTH TCHUXOJIOTHHU
BocupusaTus [5]. B nokmame nmpeamnonaraercd pacCMOTPETh SBOJIOLUIO  MOHATHUSA
KOMITO3UIIMOHHON MOJIETIM Ha MaTepHhalieé YeThIPEX COUMHEHMM, MPUHAAJIEKAINUX Pa3HBIM
smoxaM M cTwisM: Tokkartsl u3 opranHoro tpuntuxa M.C. baxa BWV 564, oprannoi
Conater Ne 6 pe muHOp W3 1ukiIa op. 65 @®. Mennenbcona, Concerto grosso mamstu
BeGepra @. Kapaesa u «VOI(REX)» ®. Jlepy. Eciiu 1Ba mepBBIX COYMHEHUS B IEJIOM
OPUEHTUPOBAHBl HA TUIU3UPOBAHHYIO CXEMY PUTOPUYECKOM IUCHO3ULIMHU (B Cilydae ¢
POMaHTHYECKOW COHATOM C TMOMPABKOW HA B3aUMOAECHCTBUE C WHBIMH, HMMAaHEHTHO
My3bIKQJIbHBIMA 3aKOHamMu (opmooOpaszoBaHusi), TO mapTuTypa Kapaea wmonenupyer
KOHKPETHBINA, eauHu4YHBbIN oOpaszenr — Cumdonuto op. 21 Bebepna [1]. Ilseca Jlepy,
CO3/1aHHasg C [OMOILIBIO HMHCTPYMEHTapus CpeAbl BU3YaJIbHOTO MPOTPaMMHUPOBAHUS
OpenMusiC, IeMOHCTPHUPYET CHCTEMHBIH IOAXOA K MOJCIUPOBAHUIO W OCHOBaHa Ha
UCIOJIb30BAaHUM TpaUUECKUX, aKyCTUYECKHX, «TEXHOMOP(QHBIX» W CEMAHTHYECKHUX
Mojeneit [3].

Jluteparypa:

1. Beicomkas M. Mexay norukoit u mapajiokcom: kommnosutop ®Papamx Kapaes. M., 2012;

2. Orodyp 0. TemOp u npocrpancteo / nep. ®. Codponora // Kommnozuropsl coBpeMeHHON Ppaniiuu o
MYy3bIKE ¥ MY3bIKalTbHOM Kommosutinu. M., 2020. C. 69-82;

3. Jlepy ®@. Monenb monenu B VOI(REX) / iep. M. Beicomkoii // Tam xe. C. 160—176;

4. CokosioB A. My3bIKajibHasi KOMITO3UIMs X X BeKa: JUajieKTHKa TBopuecTBa. M., 1992;

5. Riott A. Models and metaphors: Formalization of music // Contemporary Music Review. 2009. Vol. 4. P.
373-380

ON SOME ASPECTS OF THE ‘COMPOSITIONAL MODEL’ CONCEPT EVOLUTION

The concept of a compositional model as a structural and semantic prototype of a
musical form has developed and evolved along with the concept of composition as an
aesthetic category and one of the fundamental categories of artistic creativity. The role of a
compositional model is an artistic canon or an author’s text, it is set from the outside or built
according to an individually developed algorithm, the way of its presentation can be a
verbalized system of rules, a graphic scheme or a sample objectified in sound form. The
carrier of the structural idea, the compositional model is the concept, prototype and
preliminary result, the ‘text’ of a musical work in the aggregate of its invariant properties.
With the increasing importance of abstract-logical thinking in the creative process, the field
of simulated non-musical is steadily expanding: from following the strategic laws of oratory
to calculations based on mathematical formulas, from ‘biomorphism’ to ‘technomorphism.’
The defining criterion for creating a typology of compositional models also allows for
variations — the leading feature can be, for example, the method of fixation or mechanisms
from the field of psychology of perception. The report is supposed to consider the evolution
of the concept of the compositional model on the basis of four works belonging to different
eras and styles: Toccata from the organ triptych by Johann Sebastian Bach BWV 564,
Organ Sonata No. 6 in D minor from the cycle op. 65 Felix Mendelssohn, Concerto grosso
in memory of Webern F. Karaev and VOI(REX) F. Leroux. If the first two compositions are
generally focused on a typified scheme of rhetorical disposition (in the case of a romantic
sonata adjusted for interaction with other immanently musical laws of form formation), then
Karaev’s score models a specific, single sample — Symphony Op. 21 Webern. Leroux’s
piece, created using the OpenMusic visual programming environment, demonstrates a
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systematic approach to modeling and is based on the use of graphic, acoustic,
‘technomorphic’ and semantic models.
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«JIECHOM IIAPB»: ITAPAJIOKCHI MIHTEPITPETALTUH

B noknmane mpoBomuTcs aHanu3 oOpa3a JlecHoro mapsi, paccMaTpHUBArOTCS €ro
MU(OJIOTUUECKHUE OCHOBBI U Pa3IMYHBIC BOIUIOIICHUSI B MY3bIKE, TUTEPAType, CKYJIBIITYpE,
KUBOIUCHU U KUHO. Llenpro sBisieTCs MoKa3aTh HE TOJBKO MHOT0OOpa3ve MHTEPIpeTalni
sToro obpaza, HO HX MPOTUBOPEUYMBOCTH U TMepagokcambHOCTh. [loaBepratorcs
OCMBICJICHHIO MHOTOYHCIIEHHBIE TpaHu o0pa3a JlecHoro naps (uinu «OnbX0OBOTO KOPOJIs», a
taxke «Kopons anbhoB» — naxe HazBanue “Erlkdnig” nMeer pa3Hbie HHTEPIPETAIMHN): OT
repMaHcKoro (oJibKIIOpa, MeceH, Oamiaj, KUBOMUCHBIX MOJOTEH, (PUIBMOB, 10 CO3JaHUS
CKYJIBIITYp B Mapkax, Macok. [loMMMO M3BECTHBIX MHTEPIPETAIIM ATON AATCKOM JIETCHIbI
(6annama U.B. I'ete B mepeBoae B.A. XKykosckoro, 6amnaast ®@. [lly6epra u 1U.I'.K. JI€se),
paccMaTpUBarOTCS MEHEe M3BECTHbIE My3bIKalibHbIe MHTeprpeTanuu (Bcero Oonee 130 —
ot coBpemeHHbIx M.B. I'ete Bepcuii K. lperep, U.®@. Pelixapara u K.®. [lenbTepa BrioTh
70 COBPEMEHHBIX, Hampumep, mecHs “Dalai Lama” nemernko# rpymmsel Rammstein),
nuTepaTypabie nipousBeneHus («Jlecnoit nape» M. Typube, 1970; paccka3 . Konnomnu
«OnpxoBeiii  koposby, 2004; Pacckaz E. MapkoBa «JlecHoit mape», 2007 u nap.),
XynoxecTBeHHble mpousBeneHus (kaptunbl 0. Kneepa, K.I'. Ilemens, A. AnoxuHna).
Oco0eHHOCThIO MHOTHX JIUTEPATypHBIX BOIUIOLIEHUHN JIETEH/bI SIBJISETCS HEOoOblYaiiHas
CBS3b C MY3BIKOW — 00pa3 JlecHOro mapsi HEOTHEIMM OT MY3bIKaJbHOTO HCIIOIHEHHS
caMoro M3BECTHOTO JIUTepaTypHOro Bapuanta — Oasutansl M.B. T'ete. Bee Tak unu uHaue
OMMpaIMCh Ha coBOKymHoe npousBeaeHue U.B. I'ete-®.11ly6epra.

bonee moapobHo B nokiane mpenctaBieH pa3dop pomana M. TypHbe, B KOTOpOM
IPOUCXOJUT BBIXOJ 32 paMKHU TPAIUIIMOHHOTO crokera. OOpa3 JlecHoro mapsi moiyyaet
HOBBIE IITPUXH — MHQOJIOTUYECKUN TEepPCOHAXX BIUIETEH B IOBECTBOBaHHE O Brtopoi
MHUPOBOW BoOWHE. V3HayalbHO OH BUJUT CBOEH I1EJIbI0 MOWMATh KaK MOXHO OoOJblle
MaJIbYUKOB JUIsl IOHBIX KOMaHJ ['WTiiepa, HO HauBBICIIEW €ro 3ajayell OKa3bIBaeTCs -
BBIHECTH Ha IUJIeYaX U CIacTH peOeHKa, MPU ITOM OTUOHYB CaMOMYy.

[Tpu ananu3ze MbI IJIAHUPYEM OMUPATHCS HA TPYJIBI KaK PYCCKUX, TaK U 3apyOeKHBIX
(K. Knertke, /1. I'ackyanb, M. baraiie, A. [le JIoHHO U Jp.) YUCHBIX.

ERLKONIG: PARADOXES OF INTERPRETATION

The talk is focused on the analysis of the character of the Erlking (Erlkonig). We
consider mythological bases and various implementations of this character in music,
literature, sculpture, art, cinema. The goal is not only in showing diversity of interpretation
iIf the character, but also in highlighting inconsistencies and paradoxicalness of these
interpretations. We conceptualize multiple aspects of the character of the Erlking (or ‘The
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forest king,” ‘The king of alders,” ‘The king of elves,” ‘The king of fairies” — even the
name has various interpretations), covering German folklore, songs, ballads, paintings,
films, park sculptures, masks. Along with well-known interpretations of this Danish legend
(poem by J.W. von Goethe translated into Russian by V.A. Zhukovsky, ballads by
F. Schubert and J.C.G. Loewe), we consider less known musical interpretations (which total
number exceeds 130 — starting from versions by C.E.W. Schréter, J.F. Reichardt, K.F.
Zelter contemporary with Goethe, and up to the song Dalai Lama of the German band
Rammstein), as well as literary works (The Erl-king by M. Tournier, 1970; The Erlking by
J. Connolly, 2004; The Forest King by E. Markov, 2007) and art works (paintings by
J.von Klever, C.G. Peschel, A. Anokhin). A specific feature of many literary
implementations of the legend is an extraordinary connection with music: the character of
Erlking is inseparable from a musical performance of the most known literary version —
Goethe’s ballad; one way or another, everyone referred to the masterpiece of Goethe and
Schubert.

At a more detailed level, we discuss the novel The Erl-king by M. Tournier. This
novel goes beyond the traditional storyline: the Erlking here obtains new traits and gets
embedded into the narrative on World War II. Initially he saw its goal in capturing as many
boys for Hitlerjugend, but his ultimate goal turned out to be in carrying out and saving a
child, at the cost of the Erlking’s own life.

Our analysis refers to the research works of both Russian and European researchers
— C. Klettke, D. Gascoigne, M. Bataille, A. De Donno and others.
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O «TBEPJIOCTH» TBEPJOU IO TUYECKOM ®OPMbBI, CTAHOBSAIIENCS TEKCTOM MAJIPUTAJIA

Teepabie Qopmbl cTuxoTBopenuii u3 «Kanconnepe» Iletpapku u cOOpHUKOB
MOJIpaKaBIIUX €My IOATOB-TIETPAPKUCTOB YacTO CIYKMJIU TEeKCTaMu MajpuraioB XVI
Beka. Kakum 00pa3oM MpouCcXOaUT B3aUMOJICHCTBHE CTPOTO OPTaHU30BAHHON MOATHYECKON
¢dbopmMbl ¢ (HopMON My3BIKaIBHOW? DTOT BOMPOC OOBIYHO PEHIAETCS «B MOJIb3Y» IMOI3UU:
My3bIKadbHas ¢GopMa TpakKTyeTcss Kak OTpakeHwe modTudeckou. I[Ipumepom moxker
CIIyKHUTh CTaThsi JHTOHH HbrokOMa 0 Majpuranax BTopoi mosioBuHbl X VI Beka Ha TEKCTHI B
dbopme Oamnatel U Oamnatsl-magpurana (tepmun Jlona Xappana, 1969), rae yoeauTenbHO
MOKa3aHa CBsI3b MEXy CTPOSHUEM OJTHOM U3 TBEPIBIX (HOPM U MaJpuraia Ha ee TEKCT.

W Bce xe npeAcTaBlIeHNE O TOM, UYTO «I1033HsI IPEBOCXOIUT MY3bIKY U BO3JIEHCTBYET
Ha Hee» (Hblokom) oTpakaeT NuIb OJHY W3 JBYX HPOTHBONOJIOXKHBIX TEHJEHLIUH. B
pe3yabTare MEePesioKEeHUs] CJI0Ba Ha MY3bIKY HEPEAKO MPOUCXOAUT YACTUYHOE WU IOJHOE
«tepedopMaTUPOBAHKUE» WCXOIHON IMOITUYECKON CTPYKTYphL. XapakTepHble Ui OasuiaThl
MpexCTUILNS IPEBPAIIAIOTCS B 1apbl PABHBIX 110 MPOTSKEHHOCTH MY3bIKAJIbHBIX TOCTPOEHUI
(JIyka Mapennmo, Occhi lucenti e belli). 7pexanemenTHass cuMMeTpusi CTUXOTBOpPEHHUSI,
OCHOBaHHasl Ha IPYNIHPOBKE CTPOK 3+2+3, yCTymaeT MECTO O8YX3IEMEHTHON CHUMMETpHU
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MY3bIKaJIbHON (OPMBI, IPUYEM MOCTPOEHUS NPOTSHKEHHOCThIO B 13.5+13.5 OpeBucoB nensr
TEKCT OajuiaThl-MajJpuraia Ha HepaBHoe uncio cTpok: 5 u 3 (Kapn Qxesyansno, Donna, se
m’ancidete). Pexkum mpuMepoM OaiiaTel, KOTopas B3sita 0€3 CBOEro HAYaIbHOTO DIIEMEHTA
— punpecsl, CIIY)KUT TeKCT Maapuraia Mapenino Ahi, dispietata morte. B pesynsrare 3T0ro
U3BSATHS YTPAUMBACTCA CTPYKTYPOOOpasylomiee COOTBETCTBHE MEXKIYy punpecoi M 80Jbmol,
OJJHAKO Ha «PyHHAX» JIMIICHHOHW CHMMETPUU TIOITUYECKOW (OPMBI BBICTpaHBACTCS
cuMMeTpust GopMBI My3bIKaTbHOU. CXOAHBIM 00pa30M OOCTOUT /IEJI0 U C APYTHMHU TBEPIABIMH
dopmamu. B mampuranax Ha TEKCT COHETa, HEPEAKO BCTpeUaeTcs «rmepedopMaTHpOBaHUE)
mepyemos: Ha MeCTe O08YX PaBHBIX MO TMPOTSHKEHHOCTH AJIEMEHTOB TOATHYECKOW (DOpMBI
BBICTPAWBACTCS MpexdIeMEHTHAs My3bIKalbHas CHMMETpus. VICKiodeHne cpean TBEpIbIX
dbopM MagpUTATBHOTO «pENepTyapay COCTABISIET CeKCMUHA, COXPAHSIOMAs CBOIO
MUKIMYECKYI0 CTPYKTYPY TIPY TIEPENIO’KEHHH Ha MY3BIKY BO BCEX M3BECTHBIX HaM 00pasiiax.

ON THE ‘FIXEDNESS’ OF THE FIXED VERSE FORM
BECOMING THE MADRIGAL TEXT

The fixed poetic forms from Petrarch’s Canzoniere and from Petrarchist poetry
collections often set to music when composing the madrigals. How does the strictly
organized poetic form interact with the musical form? This question is usually resolved ‘in
favour’ of poetry: the musical form is treating as a reflection of the poetic one. An example
of this would be Anthony Newcomb's article on madrigals of the second half of the 16%
century on texts in the form of ballata and ballata-madrigal (Don Harran’s term, 1969).
Newcomb has convincingly demonstrated that the settings of ballata and ballata-madrigal
follow the poetic shape closely.

Yet the idea that ‘the poetry precedes and influences the music’ (Newcomb)
corresponds to only one of two opposing tendencies. The musical settings of the poetic form
often results in a partial or complete ‘reformatting’ of the original poetic structure. The tercets
that characterizes the balata transform into pairs of musical constructions of equal length
(Luca Marenzio, Occhi lucenti e belli). The three-element symmetry of the ballata-madrigal
based on the groupings of lines 3+2+3, transforms into the two-element symmetry of musical
form, and the constructions of 13. 5+13.5 brevices in length corresponds to an unequal
number of lines: 5 u 3 (Carl Gesualdo, Donna, se m’ancidete). A rare example of a ballata
taken without its initial element, the ripresa, is Marenzio’s madrigal Ahi, dispietata morte. As
a result of this removal, the structure-forming correspondence between ripresa and volta is
lost. However, the ‘ruins’ of a symmetrical poetic form became the foundation of a symmetry
of the musical form. The same is true of other fixed forms. In madrigal settings of the sonnet,
it is not uncommon to see the ‘reformatting’ of tercets: a three-element musical symmetry is
constructed instead of two symmetrical elements of poetic structure. The sestina is an
exception among the fixed forms of the madrigal ‘repertoire.’ It retains its cyclical structure in
all the settings we know.
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HMCKYCCTBO COUYMHEHUS ®YTU JJI1 MEJOJNYECKOTO UHCTPYMEHTA

B noxmane paccmarpuBaroTcsi OCOOCHHOCTH CTPOCHUS MONM(DOHUYECKIX COUMHEHUHN ISt
MEJIOAMIECKIX MHCTPYMEHTOB. B mporiecce nccienoBanus ObIIO yCTaHOBIIEHO, UTO CrieluduKa
CTPYHHBIX CMBIYKOBBIX W  JIyXOBBIX HMHCTPYMCHTOB  HAKJIJbIBaCT OTIICYATOK HA
MO (POHMIECKYIO TEXHUKY KOMITO3UTOPA.

B cmywae ¢ dyramum s MEIOIMYECKUX HWHCTPYMEHTOB HMEIOTCS J[BAa BapHaHTA:
oOpailieHre K IyXOBBIM HHCTPyMEHTaM, Ha KOTOPBIX, KaK U B CITy4ae C YETIOBEYECKUM TOJIOCOM,
MOJKHO W3BJICYb JIWIIb OJWH 3BYK, — WM JX€ K CTPYHHBIM CMBIYKOBBIM, OOJIaJIaQrOIIIM
HECPAaBHEHHO OOJBIIMMH BO3MOXHOCTSAMH. [103TOMYy TONM(OHUYECKHE «KYHIITIOKID) IS
CTPYHHBIX — TOpa3o OoJiee pacrpoCTpaHEHHBI BapHaHT, TaK KaK BO3MOXKHOCTh MCIIOTHCHUSI
TBYX H 00JIee 3BYKOB OTKPBIBACT MYTh K MOTH(OHNYECKOMY MHOTOTOJIOCHIO.

[Tpu coumHeHMU Gyru I MENOJUYECKOT0 HHCTPYMEHTa KOMITO3UTOPBI HMHOTTIA
npuOeraroT K 0co0Oro poja TEXHHWKE, MO3BOJSIONICH CO3/aTh WILTFO3HMIO TOJHOIEHHOTO
MHOTOTOJIOCHSI, — Pa3BETBJICHHIO rojioca. CyTh 3TOTO YXHUIIPEHHs 3aKITF0YaeTCs B POBEICHUN
TEM ¥ KOHTPAITyHKTHPYIOIIETO Marepuasia He B Pa3HbIX TOJI0CaX (Ha AYXOBBIX 3TO B TPHHIIHIIE
HEBO3MOJXKHO), @ B Pa3HbIX PErUCTpax, YTO MPHBOJIHUT K IOSIBJICHHIO CaMOCTOSTEIBHBIX JIMHUM
6Hympu pa3BeTBICHHOT0 Tojoca. CounHeHHWE (QyrH B TaKWX JKECTKUX paMKax Tpelyer
COONIFO/IEHHs TIeTIOT0 psifia TPeOOBaHWW MO OTHOLICHHIO K KaKIOMy €€ KOMITIOHEHTY:
HauMHAas C TEMbI U TPOTUBOCIIOXKCHUS U 3aKaHYMBAsI HHTEPMEIUSIMH U CTPETTaMH.

B anamuThdeckoil wacTH JOKIana TOKa3aHBl XapaKTepHblE MoauduKanuu
ycTosiBIIecss (GOpMBI M TIPUBEICHBI TPUMEPHI  COYETAaHUS TMOJU(POHUYCCKOW U
WHCTPYMEHTAIBHOM MCIIOJIHUTEIIbCKON TEXHHUKH.

ART OF COMPOSING A FUGUE FOR MELODICAL INSTRUMENT

The article devoted to the peculiarities of the structure of polyphonic works for the
melodic instruments. During the research, it was found that the specificity of bowed string
and wind instruments leaves an imprint on the composer's polyphonic technique.

There are two options in the case of fugues for melodic instruments: an appeal to
wind instruments, on which, as in the case of a human voice, only one sound can be
produced, or to bowed strings, which have incomparably great possibilities. Therefore,
polyphonic ‘Kunststiick” for strings is a much more common variant, since the possibility of
playing two or more sounds opens the way to polyphony.

During composing a fugue for a melodic instrument, composers sometimes uses a
special kind of technique that allows them to create the illusion of full-fledged polyphony
— the branching of the voice. The essence of this trick consists in subject and counterpoint
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material entries not in different voices (this is impossible on wind instruments), but in
different registers, which leads to the appearance of independent lines within a branched
voice. Composing a fugue within such a rigid case requires compliance with a number of
requirements in relation to each of its components: from the subject and countersubject to
interludes and stretti.

In the analytical part of the paper, characteristic modifications of the established form
are shown and examples of the combination of polyphonic and instrumental performing
techniques are given.
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KHHMT'A B. A. IIYKKEPMAHA «BBIPASUTEJIBHBIE CPEJICTBA JINPUKU YAMKOBCKOI' O
B ACIIEKTE MY3bIKAJIbHOU APXEOJIOT MU

Jloksiaq moCBSIIIEH MOATOTOBUTENBHOM padoTe My3bIKOBeJa HAa MYTH K CO3JaHUIO
HayyHOro wuccienoBanusa. OObeKTOM aHanu3a nochyxuiaa kHura B. A. llykkepmana
«BrpIpaszurenbHbie cpeacTBa Jupuku YalikoBckoro» («Myssika», 1971), npencraBieHHas B
paKypce YHHMKaJIbHBIX PYKONHMCHBIX MaTepuasioB. B HUX conepikarcs HaOPOCKH, 3aMETKH,
HAOJIO/IEHUsI W BBIBOJbI, HAKOIUICHHBIE YYEHBIM B TEUEHHWE TPHUALUATH JIeT. ITO
MHOTOYHUCIICHHBIE 3Jamemxu Kk pabome (ux 516) u Cucmemamuueckuti yKazamenw,
«OTXKHUMAIOIINI» MaTepuan 3amemok MO OCHOBHBIM pyOpHKaM aHalu3a — MEJOJUKH,
rapMOHUM, MY3bIKaJbHOW (opMbl U npyrux. AHamu3 cpeacTtB JuUpukd YailkoBCKoOro
IpPEJICTAeT KakK LEJOCTHBIM, aJpecOBAHHBIN JIMPUKE KaK BakKHEWIIed CTOpOHE CTHIIS
KOMIIO3UTOpa. B uepHOBBIX MaTepuangax MPUCYTCTBYIOT MHOTHE TEPMHUHBI, XapaKTEpHbIE
g co3ganHord B. A. [lykkepMaHOM METOAMKH IIEJIOCTHOTO aHajiu3a M CTaBIIHE
o0IIEYTTOTPEOUTENBHBIMU, — HpesbluleHUe KYIbMUHAYUL, OUHAMUYECKAs MPexuacmHoCcmby,
UHMPOCNEeKMUeHas 2apmoHus A Ap., [Ipr BHEMIHEN TPOMO3IKOCTH U KaXKYILEHCS W3TUIIHEN
NOJPOOHOCTH,  PYKONHCHBIE HAOPOCKH  JIEMOHCTPUPYIOT  O€3ynpeyHoe  BIlaJicHUE
MaTepuaJoM, B HHUX I[IOCTOSHHO TMPHUCYTCTBYET «IyX» MY3bIKH YalKOBCKOTO; st
COBPEMEHHOT'O HCCJIEeIOBaTeNsl, OoJiee TMOTJOIIEHHOTO HBIHEITHUMHU HOBAIMSIMHU, 3TO
MOYYUTENbHBI TPUMEP, HANOMHHAIOIMIUA O BHHUMAHMM K COJEpXKaTEIbHOW CTOPOHE
MY3bIKaJIbHOTO MCKYCCTBA, a TaKKe JEMOHCTPUPYIOIIUN Oecrpele/IeHTHYIO TIIAaTeIbHOCTh
B MMOATOTOBUTENHHOIN aHATUTUYECKOH padoTe.

VIKTOR ABRAMOVICH TSUKKERMAN’S BOOK EXPRESSIVE MEANS OF TCHAIKOVSKY'S LYRICS
IN THE ASPECT OF MUSICAL ARCHEOLOGY

The paper is devoted to the preparatory work of a musicologist on the way to the
creation of scientific research. The object of the analysis is the book by Viktor Abramovich
Tsukkerman The Expressive Means of Tchaikovsky's Lyrics (Moscow, 1971), presented
from the perspective of unique handwritten materials. They contain sketches, notes,
observations and conclusions accumulated by the scientist over thirty years. These are
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numerous Notes for work (there are 516 of them) and a Systematic Index that ‘extracts’ the
material of the Notes on the main headings of analysis — melody, harmony, musical form
and others. The analysis of the means of Tchaikovsky’s lyrics appears as a holistic one,
addressed to the lyrics as the most important aspect of the composer's style. The draft
materials contain many terms that are characteristic of the method of holistic analysis
created by Tsukkerman and which have become commonly used — exceeding the climax,
dynamic threefoldness, introspective harmony, etc. the ‘spirit’ of Tchaikovsky’s music is
constantly present in it; for the modern researcher, more absorbed in current innovations,
this is an instructive example, reminiscent of attention to the content of the art of music, and
also demonstrates an unprecedented thoroughness in the preparatory analytical work.
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«DPDEKT BEKKETA». O BJIMIHUU UCKYCCTBA JIPAMATYPI'A HA TBOPYECTBO
KOMITO3UTOPOB NEW COMPLEXITY

TBopuectBo Camrodna bekkera cTano KyJIbMHUHALMOHHOW TOYKOM B HCTOPUHU
MoJiepHUCTCKOM apamatyprun XX Beka. OHO oka3ajo BIUSHUE HE TOJIbKO Ha JajibHeillee
pa3BUTHE JINTEPATypbl U T€aTpa, HO U MPUBJIEKIO BHUMAaHHE KOMIIO3UTOPOB COBEPIIEHHO
pPa3HbIX MY3bIKQJbHBIX CTWJIEHW W KOMIIO3MLUMOHHBIX moaxonoB. Iloxkamy#t, TpyaHO
NPEJICTaBUTh KAaKOT0-JIMOO APYroro mucatelns, mosta u apamarypra XX Beka, TBOPUECTBO
KOTOpPOr0o J1ajio Obl CTOJIb SIBHBIM HOBBIA HMIYJbC K CO3JAaHUI0 HEBEPOATHOTO 4HCIA
MY3BIKQJIBHBIX OMTYCOB: OT KAMEPHOW BOKAJIIbHOW U MHCTPYMEHTAIBHOU MY3bIKU J0 0aJIeTOB,
OImep U aHTHU-OTIEP.

JIutepatypHoe Hacneaue bekkeTra HalIO OTKIMK B TBOPUYECTBE KOMIIO3UTOPOB New
Complexity. OmHako MPUYMHBI MY3bIKAIBHBIX OTKIMKOB, a TAK)KE€ METOMIbI MPUMEHCHHSI
OEKKETOBCKOIr0 MaTepHala y KakI0ro KOMIO3UTOpa HHANBUAYATbHBI.

Buumanue aBTopa Aokiaza CPOKYCHMPOBAHO Ha HM3YyUYEHUHU MOAXOJ0B OTAEITHHBIX
npencraButeneii  New Complexity (P. bapperr, M. ®unauccn u  P. Peareiit) k
WCIIOJIBb30BAHUIO B CBOMX IPOU3BEACHUSAX JIUTEPATypHBIX HCTOYHUKOB bekkera. DTOT
paKkypc IpeAoINpeNeNnyl OCHOBHYIO 3aJady MCCIEIOBAaHMs, KOTOpas COCTOsJIa B IOMCKE
Croco0OB Tepeqaud KOMIIO3UTOPaMU B CBOHMX IPOM3BEIACHUSX DJIEMEHTOB HWIUOCTHUIIS
Ipamarypra.

B npokmane nmpencrtaBieH  aHalW3  KOMIIO3MIIMOHHBIX ~ TE€XHUK, a  Takke
XyJ0)KECTBEHHBIX KOHIIENITOB COYMHEHUM, KOTOPBIE MO3BOJIWIINA BBISIBUTh UHIMBUILYAIbHBIE
MOJAXOJIbI B TPAKTOBKE OEKKETOBCKOTO MaTepHalia B MPOU3BEACHUAX KOMIO3UTOpoB New
Complexity.
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‘THE BECKETT EFFECT’: ON THE INFLUENCE OF THE PLAYWRIGHT'S ART ON THE
WORKS OF COMPOSERS OF NEW COMPLEXITY

The work of Samuel Beckett became the culmination point in the history of
modernist drama of the 20" century. It influenced not only the further development of
literature and theater, but also attracted the attention of composers of completely different
musical styles and compositional approaches. Perhaps it is difficult to imagine any other
writer, poet and playwright of the 20" century, whose work gave a new impetus to the
creation of an incredible number of musical opuses: from chamber vocal and instrumental
music to ballets, operas and anti-operas.

Beckett’s literary legacy resonated with the composers of New Complexity.
However, the reasons for the musical responses, as well as the methods of using Beckett's
material, are individual for each composer.

The author’s attention is focused on the study of the approaches of individual
representatives of New Complexity (Richard Barrett, Michael Finnissy and Roger Redgate)
to the use of Beckett’s literary sources in their works. This perspective predetermined the
main task of the study, which was to find ways for composers to convey the elements of the
playwright’s idiostyle in their works.

The paper presents an analysis of compositional techniques, as well as artistic
concepts of compositions, which made it possible to identify individual approaches to the
interpretation of Beckett's material in the works of New Complexity composers.
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TAMHBIE [IOCJIAHUSA U LIUDPLI: PEHOMEH KPUIITOLIUTATBI
B MY3bIKAJIbBHOM UCKYCCTBE

B nmokmage paccmarpuBaercs crnenuduueckas pazHOBUIHOCTb ITUTAThl, CMBICI
KOTOPOW IO BOJIE aBTOpa JOCTYIEH JJsl MOHUMAHUS OFPAHMYEHHOMY YHWCIY CIyIIaTelNeu,
KOHKpPETHOMY ajlpecaTy, UJu K€ TOJIbKO eMy camoMy. Takum oOpa3om, pacuindpoBKa 3TOro
CMBICTIa BO3MOXXHA JHIIb OJarofaps H3Y4YEHHUIO IMHCEM, IHEBHUKOB, KOMMEHTapHEB B
YEepHOBUKAX COUYMHEHMI, a B psAJie CIy4yaeB U BOBCE HE JIOMYCKAET aJeKBAaTHON TPAaKTOBKH.
W3BecTHBI cnyyau, Korjaa mojo0HbIe UTAThl YHHUTOXKAIUCH B 0oJiee MO3THUX pelaKIUiIX
ormyca, TaK KaK aBTOp ofmacalicsi, 4To OHM OyayT ciumkoMm y3HaBaembl (M. Bpamc).
[Tokazanpl TpPUYUHBI OOpaIeHUS KOMIIO3UTOPOB K KPUNTOIMTATaM, B HX YHUCIE —
CTpEMJICHHME BOIUIOTHTH JIMYHbIE BOCIOMUHAaHMS U nepexuBanus (JI. berxosen),
Mpe/icTaBlieHue B Mpou3BeieHnN aBroouorpaduueckux curyanuii (P. lllyman), CkIToHHOCTB
aBTOpa K MAaKCUMaJlbHOM HEMOBTOPHUMOCTH CBOETO CTWJIS M, COOTBETCTBEHHO,
HEJOMYCTUMOCTb ISl HETO SIBHBIX LUTAT (D. Darap), cliefoBaHUEe LEH3YPHbIM 3ampeTaM. B
3TOM CJydae BO3MOXKHO COYETaHUE SIBHOTO M CKPBITOTO CMBICIOB B OJHOW IUTaTe, B
pe3yapTare  4ero - mociueAHsis ~ oOpeTaeT  CEeMaHTUYECKYHd  MHOIOIUIAHOBOCTD
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(4. ldoctakoBuu). B  mobom  ciiydae, KpUOTOLMTATa  YCIOXKHAET  CTPYKTYpPY
XYI0KECTBEHHOTO TEKCTa M, KaK MPaBHIIO, CIOCOOCTBYET YCHIIEHHIO MHOTO3HAYHOCTH €T0
MHTEPIPETAui. DT CBOMCTBA OTYACTH MO3BOJSAIOT OOBSCHUTH 0c000O€ 3HAUYEHHE ITOTO
(eHomeHa B My3bIKalibHOM HcKyccTBe XIX—XX BB.

SECRET MESSAGES AND CIPHERS:
THE PHENOMENON OF CRYPTOCITATION IN THE MUSICAL ART

The paper examines a specific kind of quotation, the meaning of which, by the
author's will, is accessible to a limited number of listeners, to a specific person, or only to
himself. Thus, the decoding of this meaning is possible only with the study of letters,
diaries, comments in drafts of works, and in some cases does not allow an adequate
interpretation at all. There are cases when such quotes were destroyed in later versions of
the opus, since the author was afraid that they would be too recognizable (Johannes
Brahms). The reasons for the composers appeal to cryptoquotes are shown, including the
desire to embody personal memories and experiences (Ludwig van Beethoven), the
presentation of autobiographical situations in the work (Robert Schumann), the author's
penchant for maximum uniqueness of style and, accordingly, the inadmissibility of explicit
quotes for him (Edward Elgar), following censorship prohibitions. In last case, a
combination of explicit and hidden meanings in one quote is possible, as a result of which
the latter gains semantic multiplicity (Dmitri Shostakovich). In any case, a crypto-quote
complicates the structure of an artistic text and, as a rule, helps to increase the ambiguity of
its interpretation. These properties partly explain the special significance of this
phenomenon in musical art of the 19" and—20™ centuries.
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HIOCTAKOBUY MEX]TY «3AKA30M» 1 «CBOBOIHOM BOJIEI»

B nacrosimee Bpemst B Poccun ynensieTcsi HOBBIIIEHHOE BHUMAaHUE TOCYJapCTBEHHOM
CUMBOJIMKE U, COOTBETCTBEHHO, ['ocyaapcTBeHHOMY ruMHY. VcTopusi co3maHusi riIaBHOTO
TUMHA CTPaHbl, a TAKXe MepUurneTun Koukypcea, nposogumoro B CCCP B 1942-1943 ronax,
MpeiCTaBleHbl B MacmTaOHOM UWHTepHeT-poekTe (pykoBomutenb E. C. Bmacosa),
BBIIIOJIHEHHOM II0 MaTepuajaM BeIyIIMX MOCKOBCKMX apXWMBOB IO 3aKa3y U IpH
¢dbuHaHCcOBOW mojiepxkke MuHuctepctBa KynbTypel Poccuu. Ha caiite pasmeniensl u
marepuansl, kacaromuecsa [[. /1. [lloctakoBuya u ero yuactus B KoHKypce. HecmoTps Ha
KOXKYIIyIocs OecCOpHOCTh ATHUX MaTepHalioB W MX BKiIoueHne B HoBoe cobOpanue
COUYMHEHUN KOMIIO3UTOpPA, OHU, KAK BBISICHWIOCH, TPEOYIOT KOPPEKTHUPOBKHU. AHAIN3
My3bIKaIbHBIX aBTOrpadoB oxHoro ux rumHOB I[llocrakoBuua («['mmaa CoBeTckoro
Coro3a» Ha cioBa E. A. J[onMaTOBCKOro) MO3BOJISIET CHayajga YCOMHUTBHCS B €r0 JaTUPOBKE
(1943), a moroM W ONPOBEPrHYTh ¢c€. MECTOHAaXOXKICHHE aBTOPCKOH IapTHTYPHI,
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OyMa)KHbI€ HOCUTEJIN MAPTUTYPHI U KJIABUPa, OTCYTCTBUE CIIEOB MPEABAPUTEIBHON PaObOTHI
HaJ, COYMHEHHMEM (ICKHM30B M HAaOpPOCKOB), COJIEp)KaHWE TEKCTa T'MMHA, TEHE3UC €ro
MEJIOJUHU, a TaKXKe HEKOTOpbIE JpYyrHe AETadd CBUIETENIBCTBYIOT, YTO 3TOT TMMH OBLI
HanucaH He B 1943, a 1957 roxy. Takum o0pa3om, OH ronajaaet B ”HOW Ouorpapuieckuii u
KyJIbTYPHO-TIOJINTUYECKUN KOHTEKCT (XPYILEBCKasi «OTTEIENbY) U MOKET pacCMaTpUBAThCS
¢ HOBbIX no3unuil. HenaBHO oOHapyKeHHbIE HEM3BECTHBIE APXMBHBIE JOKYMEHTHI (Cpelnu
Hux nucbMo IllocrakoBuua k JlonMaToBCKOMY) HE TOJBKO MOJIHOCTBIO TMOATBEPKIAIOT
cripaBeyIMBOCTh nepenatupoBkn «l'mmua Coserckoro Coroza» IlloctakoBuda, HO TaKxke
MIOMOTalOT 3aHOBO OLICHUTHh OTHOILIEHHWE KOMITO3UTOPa K HEKOTOPBIM €ro «O(pUIUATbHBIM»
OIlycaM U MX HeBepOaJIbHbIM CMBICIIAaM.

SHOSTAKOVICH BETWEEN CONTRACTS AND FREE WILL

In present-day Russia, there is a heightened interest in state symbolism, not least the
revival of the Soviet anthem as the national anthem of the Russian Federation. The genesis
of the Soviet anthem in the 1942-43 competition for suitable music is presented in an
extensive web-based project prepared under the direction of Ekaterina Vlasova; the work
was commissioned by the Russian Ministry of Culture, and is based on the materials from
the Moscow state archives. Shostakovich’s participation in the competition is featured
prominently on the website. The findings have been considered indisputable and were
included in the New Collected Edition of Shostakovich’s works, yet the new evidence
presented here has required a thorough reassessment of the matter. An examination of the
manuscript of one of Shostakovich’s supposed contributions (an Anthem of the Soviet Union
with lyrics by Yevgeny Dolmatovsky) raised questions over the supposed date of the
material, 1943. The date had to be revised to 1957, as a result of evidence incompatible with
the previously accepted date, including the location of the manuscript, the paper used for the
full score and the vocal score, the lack of any sketches or drafts, the text itself, and the
provenance of the melody. This shifts Shostakovich’s proposed anthem from war-time
Stalinism to the Khruschev ‘Thaw’ period, and this startling shift in the political and
cultural context also lends the anthem a very different biographical significance. Some
newly discovered materials, including Shostakovich’s letter to Dolmatovsky, not only
confirm the new dating, but also allow us, more broadly, to reconsider Shostakovich’s own
attitude to his ‘official’ works and to their meaning (in addition to, or outside the meaning
of the lyrics).
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YPOKU UTAJIbSIHCKOM LIKOJIbI
B KOHIIEPTE M. BEPE3OBCKOI'O «HE OTBEPXXU MEHE»

Konuepr M. bepesoBckoro «He orBepku MeHE» HEPEIKO pacCMAaTpUBAECTCA B
y4eOHOM ¥ HaydyHOW JHUTepaType ¢ TOYKM 3pEHHUS CHHTE3a HAIMOHAIBHOTO H
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3anmagHoeBponeickoro (ouepk E. JleBamesa u A. [lonexuna B yueOnuke «Vcropus pycckoi
My3bIKH», MOHOrpaduss M. PeimapeBoit, crarbu O. Hlymununoii). 3amagHoeBponeiickoe
BIIMSIHUE, 10 MHEHHUIO HMCCIeAoBaTeNlel, MpOsBIsSeTcs B KOHCTpyKUMU Iukia (JleBames u
[Tonexun yka3bpIBalOT B KadyeCTBE €ro MOJEIH HUTAJbIHCKUW XOPOBOM MOTET), B €ro
JpaMaTypruu (OHU K€ MPOBOAAT NApajUIeNid C UTAIBIHCKMM MOTETHBIM IACCHOHOM), B
UCIOJIb30BaHUHM (GopMbl ¢yru. HanumonanbHOe BUIUTCS, B MEPBYIO OuYepedb, B MEJIOCE
KOHLEPTA, HO TAK)K€ B MPUHAJI)KHOCTH CaMOT0 JKaHpa K TpaJulUU MapTECHOIO KOHIIEPTA.
Kpome Toro, Illymununa BoisiBiisier B ctpoeHun odeux ¢yr Konuepra (B | u B IV yacTn)
YepThl KYIUIETHO-BApUALIMOHHOM (OpPMBI, XapakTepHOM Uid (QOJBKIOPHBIX IECEHHBIX
KaHPOB.

Tema Hacrosmero aokiaaa mpeayaraeT paccMoTpeTs My3blKy Konnepra «He
OTBEpP’KU MEHE» C TOUKH 3pEHUs IIKOJbl KOMIIO3ULIMHU, KOTOpYI0 bepe3oBckuil mpomen y
utanbsiHckux yuurteneid B Caunkr-IlerepOypre, a 3atem B bononbe. Kak HHM cTpaHHO,
KOMITO3UIIMOHHBIE TMPUHIMUIBI U TMPUEMBI, JEXKallue B OCHOBE (YTHMPOBAaHHBIX 4YacTeu
KoHuepra, coOTBETCTBYIOT HEKOTOPHIM CHEHU(UYECKUM YCTaHOBKaM Yy4yeHUs o ¢yre B
Tpaktate «Gradus ad Parnassumy» . 1. ®ykca. B wactroctu, dyru B | u B IV wacTax
Konuepra opranuzoBansl mo mojaenu ¢pyr u3 tpakrata dykca — Kak cTpoduyeckue
(GopMBbI, B KOTOPBIX Kaxaasi cTpoda 3aBeplIaeTcsi KalaHCOM B ONpeIeIeHHON TOHAIBHOCTH.
[Ipu 3TOM NOPAIOK KaAAHCOB B TOYHOCTH OTBeUaeT pekoMeHaanusm dykca.

Kaxkoe ornomenne «Gradus ad Parnassumy nMeeT K UTAILIHCKOM IIKOJIE, KaK ¢ HUM
MOT' MO3HAKOMUThCA bepe3oBckuil, kakue elle ypoKH HTalbSHCKON IIKOJbI 3aMETHBI B
My3bike KoHIepra, U Kak 3TH HAOMIOJEHUS BJIMSIOT Ha WJCK CHHTE3a HAllMOHAJIBHOIO U
3aIaJHOEBPONEICKOro — OyJeT CKa3aHo B AOKJIAJE.

LESSONS OF ITALIAN SCHOOL
IN MAKSIM BEREZOVSKY’S CHORAL CONCERTO
FORSAKE ME NOT IN MY OLD AGE

Maksim Berezovsky’s Forsake Me Not in My Old Age is often viewed in academic
and scientific literature through the synthesis of both national and Western European
elements (an essay by Eugeny Levashyov and Arkady Polekhin in the textbook Istoriya
russkoi muzyki (The History of Russian Music), a monograph by Marina Rytsareva, articles
by Olga Shumilina). According to scholars, the Western European influence can be seen in
the construction of the cycle (Levashyov and Polekhin point to the Italian choral motet as its
prototype), in its dramaturgy (they also draw parallels with the Italian motet Passion), and in
the usage of the fugue form. The national element is seen first and foremost in the melos of
the concerto, but also in the genre's own belonging to the Russian choral concerto's
tradition. Moreover, in the structure of both of the Concerto’s fugues (in the 1% and 4%
movements) Shumilina identifies features of the strophic-variation form, typical of folk
song genres.

The subject of this report suggests examining the music of the Concerto Forsake Me
Not in My OIld Age from the perspective of the composition school that Berezovsky
underwent with Italian teachers — first in St Petersburg and then in Bologna. Surprisingly,
the compositional principles and techniques underlying the Concerto’s fugue-like
movements correspond with some of the specific tenets of the fugue theory in Johann Fux’s
treatise Gradus ad Parnassum. Particularly, the fugues in the 1 and 4" movements of the
Concerto are based on the fugue patterns of Fux's treatise — strophic forms in which each
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strophe ends with a cadence in a particular tonality. Moreover, the order of the cadences
precisely follows Fux's recommendations.

How Gradus ad Parnassum is related to the Italian school, how Berezovsky could
encounter the treatise, what other lessons of the Italian school are evident in the music of the
Concerto, and how these observations influence the idea of synthesis between the national
and the Western European elements — all these questions will be addressed in the report.
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CHUCTEMATHKA ®OPM A.b. MAPKCA B POCCHN: HE3ABEPUIEHHOE IMPEBPAILIEHUE U3
IIPAKTUYECKOI'O YUEHMS 110 KOMITO3ULIMU B TEOPUIO MY3bIKAJIBHOM ®OPMBI

Poccuiickass menmarornyeckasi TpakTHKa B OOJacTH My3bIKAIbHOW (OpPMBI B
HACTOSIIIEE BpPEMsI JEMOHCTPHUPYET TEOPETUUECKUM W TEPMUHOJOTHYECKHUHN TUIHOPATIU3M.
TepMuHONOTHS JIEKUT B OCHOBE 00YUYeHHUsI, POPMUPYSI TOJITOCPOYHBIE TOHATUHHBIE 3HAHMUSL.
C 5TuM cBsi3aHa aKTyalbHOCTbh NMPOOJIEMbl TEPMUHOIOTHYECKOH Tpaauuuu. Ha pybexe XX-
XXI Beka B MpaKkTHKy MpernojaBaHUsl aHalM3a MY3bIKAIbHBIX MPOU3BEACHUN BEpHYJIACh
CHCTEMaTHKa MYy3bIKAIbHBIX (GopM u TepmuHojiorus A.b. Mapkca (1795-1866),
npumMmensiBiiasicss B Poccun Bo BTopoil monoBune XIX Beka, Kak B mepeBoJgHON (cMm. 1-e
uznanue Mapkca B Poccun: Mapke A. b. BeceoOmuii yaeOHUK My3bIKH / TIEp. ¢ HEM., MO
pen. A. C. ®amunnuna. CII6., 1872), Tak u B oTed4eCTBEHHON y4eOHOU JHTEepaTrype (CM.:
PykoBoacTBO Kk wu3ydeHHIO (GOpPM HHCTPYMEHTAJIbHONM M BOKaJIBbHOM MY3BIKHM / COCT.
A. Aperckuii. U. 1-2. M., 1893-1894).

My3bIKalbHO-3BIKOBOE YUeHUE Mapkca SBJIETCS NPAKTUYECKUM PYKOBOACTBOM IO
KOMIIO3UIIMM B YCIOBHUSX KIACCUKO-POMAHTUYECKON >kaHpoBOM cucteMbl. B konme XIX
BeKa OHO 3aKOHOMEPHO CTal0 3aMEHSTHhCS «TEOPETUKO-JIOTMUECKUM» (OIpe/esieHne
E. B. HazalikuHCKOT0) ITOX00M K aHAJIN3y MY3BbIKATBbHOU (POPMBI U, MPAKTHYECKH, BBIIIIO
13 00MX0/1a OTEUECTBEHHON HAYKH M MEIar OTHKH.

B xonne XX Beka FO. H. Xo10moB 3aHOBO M3JI0KWJI CUCTEMAaTUKy Mapkca B cBoei
«pelaKkUum», aNanThupys €€ K COBPEMEHHOMY COCTOSIHUIO IUCHMIUIMHAPHOW MAaTpPHUIIbI
My3bIkOBeneHusA. lIpemnoxxkeHHpii  XOJIONOBBIM — «anrpera» Mapkca 3HA4YUTEINBHO
MOJEPHHU3UPOBAJT TEOPETUUECKUE OCHOBBI «IIPAKTUUYECKOTO PYKOBOJICTBA» U, MPAKTUYECKH,
3acmoHWS co0Oil TepBOHAYAbHBI BapHaHT Y4YeHUs, B KOTOPOM OBLIO HEMajo
MPOTUBOPEUN U HEPEUIEHHBIX BOMPOcoB. Cpean HUX, HAPUMED, MPOOIEMbl «IIEPBUYHBIX
dopm» (Grundformen), xomu4YeCTBEHHBIX U KaYeCTBCHHBIX XapaKTEPHCTUK (GopMm Kiracca
POHZO U 1p.

B 3agauy IO. H. XononoBa He BXOAWUJIO TEOPETHUKO-JIOTHYECKOE MEPEOCMBICICHUE
uneit Mapkca. [lpumepsl Takoro nepeocMbicieHusi yxe ectb (Hampumep: Jlomres 1. I
TepMuHonOrnueckne napajgokchl B « YUEHUH O My3bIKalbHOM Komno3unun» A. b. Mapkca
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I/l MysbikoBenenue, 2012, Ne 7, ¢. 7-12). U sta npobiema Jg0JbKHA pa3padaThiBaThCS Jajiee.
[lockonbky yueHune Mapkca (QYyHKUMOHMpPYET B HAcTOsLIee BpEMs HE B KAauyecTBE
MPAKTUYECKOT0 PYKOBOJCTBA 10 KOMITO3ULIMU OIPEAEIEHHON UCTOPUKO-CTHUIIEBOU 3MIOXH, a
B KAauecTBE OJHON M3 TEOpUH My3bIKaIbHOW (POpMBI, TO OHO (POpPMUPYET NOHITHIHbBIE
3HaHHMS B CHUCTEME OTEYECTBEHHOI'O MY3BIKAJIbHOTO oOpa3zoBaHus. CrenoBarenbHoO,
HY’KJIa€TCsl B IEPEOCMBICIIEHUU U AOPaOOTKE Psiia CBOMX TEOPETHUECKHUX MOJIOKEHUM.

A. B. MARX’S FORM CLASSIFICATION IN RUSSIA: AN INCOMPLETE TRANSFORMATION OF A
COMPOSITION PRACTICAL GUIDE INTO A MUSICAL FORM THEORY

Russian pedagogical practice in the field of musical form currently demonstrates
theoretical and terminological pluralism. Terminology is at the heart of learning, forming
long-term conceptual knowledge. This is related to the relevance of the problem of
terminological tradition. At the turn of the 20" and 21 century, the classification of musical
forms and terminology of Adolf Bernhard Marx (1795-1866), which was used in Russia in
the second half of the 19" century, had returned to the practice of teaching analysis of
musical pieces (see the 1%t edition of Marx in Russia: Marx A B. Universal textbook of
music, trans. from German, ed. by A.S. Famintsyn. Saint-Petersburg, 1872), and in the
domestic academic literature (see Guide to the study of the forms of instrumental and vocal
music, comp. by A. Arensky. V. 1-2. Moscow, 1893-1894).

The Marx’s musical language doctrine is a practical guide to composition in terms of
romantic-genre system. At the end of the 19" century, it naturally began to be replaced by a
‘theoretical-logical’ (the definition of Eugeny Nazaykinsky) approach to the analysis of
musical form and, in practice, left the everyday life of Russian science and pedagogy.

At the end of the 20" century, Yury Kholopov restated Marx’s classification in his
‘edition,” adapting it to the current state of the disciplinary matrix of musicology. The
‘upgrade’ of Marx proposed by Kholopov had significantly modernized the theoretical
foundations of the ‘practical guide’ and, in practice, overshadowed the original version of
the teaching, which included many contradictions and unresolved issues. Among them, for
example, the problems of ‘primary forms’ (Grundformen), quantitative and qualitative
characteristics of rondo class forms, etc.

Yury Kholopov had not intended to theoretically and logically rethink Marx’s ideas.
Examples of such reinterpretation appeared later (for example: Lomtev D.G. Terminological
paradoxes in the Doctrine of Musical Composition by A. B. Marx // Musicology, 2012,
No. 7, pp. 7-12). And this problem should be developed further. Since Marx’s teaching
currently functions not as a practical guide to the composition of a certain historical and
stylistic era, but as one of the theories of musical form, it creates the conceptual knowledge
in the system of Russian musical education. Therefore, it is in need of rethinking and
refining of a number of its theoretical statements.
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kanoudam uckyccmbBobedenus,
doyenm, 3abedyroujeil cexyuei
KamepHoeo ancambaa kageopsl

KAMEPHBIE COHATHI K.®. ABEJIA:
O CYJIbBE BASSO CONTINUO BO BTOPOI ITOJIOBUHE XV III BEKA

Cepenuna XVIII Beka — 0AMH M3 KIIOUEBBIX MEPHOJOB B UCTOPUHU EBPOMEHCKOIM
MHCTPYMEHTaJIbHOW My3bIkH. IlocTeneHHas cmeHa OapOYHOIrO CTUJS KIIACCUYECKUM
MOBJEKIa 3a CcOoOOM BechMa HMHTEHCHBHBbIE HW3MEHEHHUS B  HHCTPYMEHTApUH,
UCIIOJIHUTEIBCTBE, KaHPOOOPA30BAaHUHU, APYTUX OOJACTAX MY3bIKaJbHOM KyJbTYpBL. OTH
MPOLIECCHI 3aTPOHYJIM, B MEPBYIO OYEpe/ib, KAMEPHO-aHCAMOJIEBbIE COUMHEHUS C y4acTUEM
KJIaBUPA.

OanuM u3 Hambojee NOKazaTeIbHBIX (HAKTOPOB, CUMBOIM3UPYIOLUIUX «CMEHY»
Bapokko knaccunm3aMom, cTajo Mc4Ye3HOBeHUE TeHepan-Oaca. [IpuyuHbBIL, O KOTOPHIM OH
ucyes, a TaKKe MOCIeACTBUS, K KOTOPHIM 3TO IMIPHUBEIIO, ONMUCAHBI B 3apy0exKHOU U, OTYACTH,
oTeuecTBEeHHOH Hayke. OIHaKO BOMPOC, Kak UMEHHO LU(pOBaHHBIN Oac ucye3an U KakuMu
W3MEHEHUSMHU B MY3BIKQJIBHOW TKAHW 3TO COINPOBOXKAAIOCH, IOKA HE MOJYYHJ JOJIKHOIO
OCBELICHUS.

B noknmane mpeanpuHsTa NONbITKA MPOCIEAUTH IMPOLIECC MCUYE3HOBEHMS TE€HEpa-
O0aca Ha mnpuMmepe KamepHo-aHcamOneBbix counmHeHudt Kapna @puapuxa Abens —
HEMEIIKOro Kommo3utopa, B cepeaune X VIII cromerus paborapmiero B Aurimu. OCHOBHOU
AaHAIMUTUYECKUNA HMHTEpEC aBTOpa COCPEJOTOYEH Ha mpobiemax <oKaHpo3aMelleHUs» (B
YaCTHOCTH, TPHO-COHATHI HA TaK HA3bIBAEMYIO aKKOMIIAHHPOBAaHHYIO COHATY), a TakKe Ha
cneruduke «repexoa» OT UMIPOBU3UPYEMOTO basso continuo K OOJIHraTHOMY KJaBUPY,
COTIPOBOKIAIOIETOCS U3MEHEHUSIMH U (DYHKIIMH KJIaBUPa, U KIaBUPHOU (DaKTypBHI.

CHAMBER SONATAS BY K.F. ABEL: SOME NOTES ON THE FATE OF BASSO CONTINUO
IN THE SECOND HALF OF THE 18™ CENTURY

The middle of the 18" century is one of the most important periods in the history of
European instrumental music. The gradual change of the Baroque style to the classical style
led to very intensive changes in the instrumentation, performance, genre formation, and
other areas of musical culture. These processes affected, first of all, clavier-ensemble
compositions.

One of the most significant factors symbolizing the ‘change’ of the Baroque to
Classic was the disappearance of the Basso continuo. The reasons why it disappeared, as
well as the consequences to which it led, are described in foreign and, in part, domestic
science. However, the question of how this process took place and what changes in the
musical texture did it cause, has not yet received a proper explanation.

The author attempts to trace the process of the disappearance of the Basso continuo
on the example of chamber and ensemble works by Karl Friedrich Abel — a German
composer who worked in England in the middle of the 18" century. The main analytical
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interest is focused on the problems of ‘genre substitution’ (for example, the trio sonata for
the so-called accompanied clavier sonata), as well as on the specifics of the ‘transition’ from
the improvised Basso continuo to the obligate clavier, characterized by changes in both the
function of the clavier and the clavier texture.
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[TOIBMXKHOCTH MOJIEJIEM KAK ®AKTOP OBHOBJIEHUM S CTHJISA: HA TIPUMEPE
®OPTEIMMAHHOI'O TBOPYECTBA PAXMAHWHOBA

[IpoGnemaruka [goKjIafa MpeanojiaraeT BbIABICHHE 3aKOHOMEPHOCTEH CTHIIsS
PaxMannHOBa Kak a) CHCTEMbI, pPa3BHUBAIONICHCA Ha TMPOTSKEHUU TBOPUECKOTO IMYTH
KOMITO3UTOpA, ¥ 0) CUCTEMBI, pa3BUBAIONIEHCS B KOHTEKCTE MY3bIKAJIbLHOTO POMaHTU3Ma Ha
€ro MO3JHEHINe HUCTOpUYECKOW cTaauu. PelmieHue ykazaHHOW MpOOJEeMbl MpesrnoJiaraert,
MPEXkKJE BCETO, BBISBICHHUE POJM MOJEJIECH B MY3bIKE IMO3JHEr0 POMAHTH3Ma, a Jajiee, Ha
ATOW OCHOBE — paccMOTpeHue (GopM B3aUMOJIEHCTBUS MHTOHALMOHHBIX, KAHPOBBIX U
KOMITO3UIIMOHHO-IpaMaTypru4eckux  MOJEJEH  pa3jIu4yHOro  MPOUCXOXKIECHUS B
npou3BeieHUssX PaxMaHWMHOBA: POMAHTHYECKON 3araJHOEBPONEHCKON (opTenrnaHHOM
my3blk  XIX Beka, pycckod Tpaauuuu (OT 3HAMEHHOTO MeHus 10 Mycoprckoro u
YaiflkoBCKOT0), 6apOKKO, a TaKkKe MOCTPOMAHTHUYECKUX MOJIENel (MMIIPECCUOHU3M, MOJIEPH
U T.IL.), OSIBUBIIHXCS Ha pyOeke XIX — XX BekoB, B TOM uucie y camoro PaxmanuHoBa.

Onupasicb Ha psAa TOSBUBIIMXCA B TMOCIETHUE TOABl HAYYHBIX MyOIMKanui
(C. A. ITeryxoBoii, W. JI. Xannanosa, H. M. Jlugenko u 1p.), Mbl CTpEMHUMCS TIPEACTaBUTH
pasiuyHble CTOPOHBI MUpa PaxMaHMHOBA Kak TpPaHU Pa3BUBAIOIIETOCS, HO €MHOTO CTHIIS.
CymiecTBeHHOW 3ajadeld CTAaHOBUTCS BBISBIEHHWE €ro CHenupukd, B TOM YHCIE
HAI[MOHAJILHOH.

Ha mpumepe poprenuannsix omycoB 3—39 nokaszaHbsl pa3inuHble (OpPMbI OTHOIICHUS
K MOJEJSIM: OT UX «CTUXUHHOTO», «BHEAHATUTUYECKOI0» UCIOJIB30BAHUS 10 OCO3HAHHOTO
MPUMEHEHHS] ¥ IIUTHPOBAHUS, B TOM YHCIE U MoJielel 3 COOCTBEHHBIX MPOM3BEIICHUM.
[Ipemtoguss op. 3 pA0-aAuMe3 MHUHOpP NPEACTAeT B KAauecTBE MCTOKA — sipyaiinei
CUHTETHYECKOW MOJIENIM BCEro PaXMaHHMHOBCKOTO CTHIISI, CHEIU(pUKAa KOTOPOTO MPENCTACT
ocobeHHO BbIyKiI0 Ha (oHe ee uctokoB: [llomena, baxa, Mycoprckoro u ap. Takke
BBISIBJISIIOTCS. HEKOTOPBIE BHEMY3bIKAIbHBIE MOJIEIN PAXMAHUHOBCKOTO CTHJIA.

B kawectBe  Baxueimero  (aktopa, MOTYEPKHUBAIONIETO  CIEIUPUKY
KOMIIO3UTOPCKOTO CTHIIS PaxMaHMHOBA, BBICTYNIA€T €T0 aBTOPCKUN MMAHUCTUYECKUM CTUJIb.

MOBILITY OF MODELS AS A FACTOR OF STYLE RENEWAL:
ON THE EXAMPLE OF RACHMANINOV’S PIANO OEUVRE

The issue of the paper presupposes the indication of the regularities of
Rachmaninov’s style as a) a framework that evolves throughout the composer's career, and
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b) a framework that evolves in the context of musical romanticism at its later historical
stage. The consideration of this issue presupposes, first of all, the indication of the role of
models in the music of the late romanticism, and then, on this premise, discussion of the
forms of interaction of intonation, genre, and compositional-dramaturgic models of various
origins in Rachmaninov’s compositions. Among them are Western European romantic
piano music of the 19" century, Russian tradition (from Znamenny Chant to Mussorgsky
and Tchaikovsky), the baroque, and post-romantic models (impressionism, art nouveau,
etc.), which arose in music, including Rachmaninov’s works, at the turn of the 19th and
20th centuries.

On the basis of a range of recent scientific publications (by Svetlana Petukhova, Ildar
Khannanov, Nadejda Didenko, etc.), we endeavour to present the various aspects of
Rachmaninov’s creative domain as facets of an evolving, but holistic style. A significant
objective is to reveal its peculiarities, including the national ones.

On the example of the piano opuses 3—39, various forms of treating the models are
shown: from their ‘spontaneous,’ ‘non-analytical’ use to deliberate application and quoting -
the latter includes Rachmaninov’s own compositions. Prelude in C sharp minor, op. 3,
appears as a source — the brightest synthetic model of the entire Rachmaninov’s style, the
originality of which becomes especially salient against the background of its origins:
Chopin, Bach, Mussorgsky, etc. Some extra-musical models of Rachmaninov’s style are
also revealed.

Rachmaninov’s pianistic style appears as the most important factor, which emphasize
the peculiarity of his compositional style.
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(BOC)CO3/IABASI MOLIAPTA:
DCKU3BI K ONEPE « KAUPCKUN I'YCh» U UX PEAJIU3ALINA

21 nexabps 1782 roma Bonbdranr Amaneit MorapT cooOIIuiI cBoeMy OTITy O 3aKase,
MOCTYMHBIIIEMY €My OT JIUPEKTOpa MPUABOPHOTO TeaTpa, rpada dpanma KcaBepa Opcunu-
Poszenbepra. Ot Hero TpeOoOBalOCh HAMHUCaTh OMNEPY HA MTAIBIHCKOM SI3bIKE IS
WUTAJIbSTHCKOMN TPYMIIbI, IPUTJIAIIICHHON BBICTYIIUTh HAa BEHCKOM CIICHE B CJICIYIOIIEM CE30HE.
Pabota Hajg 3TOM omepol mpoaBUrazach MeIJCHHEE, YeM ObLIO 3aJlyMaHO: 3a CJIeIyIONIUN
roa MomapTt, B TECHOM COTPEIHMYECTBE CO CBOMM MapTHEPOM IO MIOHXEHCKOMY MPOEKTY
«Mnomeneit», 3ampIOyprckuM KareiiaHoMm JlkamOartucta Bapecko, co3man Jjummb ee
MIPUMEPHBIN KapKac ¥ HaMETHUJI B HEM HamOoJiee 3HaUUMbIe «y3ibe». B depane 1784 roga
OH M BOBCE OTKAa3aJICSl OT ATOTO 3aMbICjIa, 3aBEPIIUB JIMIIb IIECTh apyuid U aHcaMOJIeH.

ABTorpad 3Toil onepbl, U3BECTHON HbIHE Kak Kaupckuii rych, COEpKUT HEOOIbIIOE
cobpanre paboynx MaTepuajgoB, OJHOTOJOCHBIX U MHOTOTOJIOCHBIX ACKH30B. ITH 3CKH3BI
OBLTM YaCTUYHO IepepaboTaHbl caMUM MoOIapTOM B TaK Ha3bIBa€MbIC «IMAPTHUYEIUIBD,
HETOJIHbICE TApPTUTYPhl C BBIMCAHHBIMHA  TOJHOCTBIO BOKaJbHBIMH TOJIOCAMH U
WHCTPYMEHTAJIbHBIM 0acoM, W HaMEUYEHHBIMU ITYHKTHPOM MEJIOJUYECKUMH O00pOTaMH
MpOYUX HMHCTPYMEHTOB oOpkecTtpa. I[locine cmepTd KOMIIO3UTOpa OHU TOCTYKUIU
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UCTOYHUKOM BJOXHOBEHHSI JUII MHOTHUX TIOKOJIGHUW MY3BIKAHTOB, PEIIUBIIUXCS
MCIIOJIb30BaTh B COOCTBEHHBIX IEJISIX B 3aBEPIICHHOM IO COOCTBEHHOMY YCMOTPEHHIO BHJIE.
B nmanHOM noKIajzie aHATM3UPYIOTCS KaK OPUTHHAIBHBIC paboune MaTepuainbl MomapTra, Tak
U UX peanm3ainys, NPWXKU3HEHHAs W TocMmeprtHas. llempio sToro dQumonormueckoro u
Kputuueckoro ananmza (corsmacHo Camucy, 2017) sBusercss u3ydeHUE TBOPUYECKOTO
mporecca KOMIO3UTOPa U HEKOTOPBIX aCIEKTOB €ro PELEIIIH.

(RE-)CREATING MOZART: L'0CA DEL CAIRO SKETCHES AND THEIR REALISATION

On 21% December 1782, Wolfgang Amadeus Mozart informed his father about an
opera commission received from the Court Theatre Director Count Franz Xaver Orsini-
Rosenberg. ‘On order’ was an Italian opera supposed to be performed by an Italian troupe
engaged for the next season. Throughout the next year, Mozart roughly outlined a
preliminary draft and some ‘key points’ of this composition, closely collaborating with his
‘partner’ in the Munich ‘ldomeneo project,’ the Salzburg Court Chaplain Giovanni Battista
Varesco. In February 1784, he abandoned his attempts, however, completing only six arias
and ensembles.

The autograph of this fragmentary opera, known as L ‘oca del Cairo, is accompanied
by a sample of working materials, single- and multiple-voice sketches. Partially developed
by Mozart himself into the so-called ‘particellas® — incomplete scores with fully written-
down vocal parts, an instrumental bass, and some principal voices — these sketches became
perpetual ‘works in progress’ soon after the composer’s death, turning into excellent sources
of inspiration for next generations of musicians. This paper focuses on both the original
working materials and their realisations, approaching them from philological and generic-
critical angles (Sallis, 2017). In doing so, it aims at providing insights into Mozart’s creative
process, as well as at shading light on some aspects of Mozart reception.

UBAHOB Apcenni Arseny IVANOV
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KJIABUPHBIE ®AHTA3UN BUJILIEJIBMA OPUJIEMAHA BAXA:
TBOPYECKUIA JUAJIOT C OTLIOM

Konoccansnoe BnusHue Ha TBopuectBo B.dD. baxa okazanu JIMYHOCTh U CTHIIb €r0
Benukoro orua HMoranna CebactbsiHa. Byayun mepBeIM y4HTENEM WUIPhl Ha KIIaBUpE U
KOMIIO3UIIMH, OTELl JO0 KOHLA XU3HU OocTaBajics uisi PpuaeMaHa IrilaBHbIM HaCTaBHUKOM, a
€ro My3blKa CIIY’KWJIA JUIsI ChIHA BBICOYAWIIINM XYJ0KECTBEHHBIM OpUEHTUPOM. LluTarsl u
auo3ud Ha counHeHuss . C. baxa J0BOJIBHO 4YacTO BCTPEYAIOTCS B IMPOU3BEACHMSIX
B. ®. baxa, Ha yTO OOpamanu BHUMaHHE YK€ COBPEMEHHHUKH KOMIO3UTOPOB. My3bIKOBET
T. Byneduyc B cBOE cTaTbe O KOMIIO3UTOPE €JIKO HaImucala O «paOCKOM CIIeOBAaHUMY
ceiHa 3a oTioM. A Teopetuk XVIII Bexka @. B. Mapnypr B kuure «JIereHabl 0 HEKOTOPBIX
MY3bIKAJIBHBIX CBSITBIX» J1a’ke COOOIIAET O IuIaruare.
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[IpencraBnsiercsa, ogHAKO, YTO MPAKTHUECKH KaxKaas MOJOOHAas LMTAaTa B MY3bIKE
@puneMaHa TOBOPUT BOBCE HE O HEIOCTaTKe COOCTBEHHOW (DaHTa3Mu U  CIENoM
KOIIMPOBAHMHM, @ O CAMOOBITHOM TBOPYECKOM IE€PEOCMBICICHUH 3aUMCTBOBAHHOIO
Matepuana. B noknane paccmarpuBaercs psan noiauaddextHsix (tepmun 0. C. bouaposa)
knaBupHbIX (Qanrasuii B. ®. baxa F. 16, F. 18, F. 19 u F. 21, B KOTOpBIX IUTHpPOBaHHE
My3bikn U.C. baxa mposiBUIOCH B KOHLIEHTPUPOBAHHOM BHJIE. DT COYMHEHHSI MOXXHO B
KAaKOW-TO CTENEHW CUMTAaThb CBOOOAHBIMH «(aHTazusMu Ha Tembl» CebacThiHa baxa.
3aMMCTBOBaHMS 3aMETHBI Ha YPOBHE MOTHBOB, (pa3, (akTypHbIX PHUCYHKOB, NPUEMOB
pa3BUTHS M Jake KOMIIO3ULMOHHBIX NPUHUMIOB [IpM 3TOM LMTAaTBl OKa3bIBAIOTCA
OKPY’KEHHBIMH OPUTMHAJIBHBIM KOMIIO3UTOPCKUM MaTepuanioM B. @. baxa u nomemarorcs B
HOBBIE CTPYKTYPHBIE YCIIOBUs, MOPOoKaasd TBopueckue auanoru ¢ M. C. baxom pasnu4Horo
CBOMCTBA M 3MOLMOHAJIBHOIO MOJLyca — OT CIHOKOMHOIO «pasroBopa» A0 OCTpOHr
MTOJIEMUKH.

WILHELM FRIEDEMANN BACH’S KEYBOARD FANTASIES
AS A CREATIVE DIALOGUE WITH HIS FATHER

Wilhelm Friedemann Bach was greatly influenced by the personality and style of
Johann Sebastian, his great father. As the first teacher of the keyboard and composition, his
father remained the main mentor for Friedemann by the end of his life, and his music served
as the highest artistic reference point for his son. Quotations and allusions from the works of
Johann Sebastian Bach are quite often noticed in the works of Wilhelm Friedemann Bach,
and this fact was already mentioned by the contemporaries of the composers. According to
the musicologist T. Wulfius, we can see the composer was following his father’s footsteps
as a slave. At the same time, the music theorist of the 18" century Friedrich Wilhelm
Marpurg in his Legende einiger Musikheiligen reported us about plagiarism.

However, it seems that almost every such quote in Friedman’s music speaks not at all
about a lack of one's own imagination and blind copying, but about an original creative
reinterpretation of borrowed material. In the paper, series of polyaffective (the term of Yuri
Bocharov) clavier fantasies of Wilhelm Friedemann Bach F. 16, F. 18, F. 19 and F. 21 is
examained, in which the citation of the music of Johann Sebastian Bach was manifested in a
concentrated form. These compositions, to some extent, can be considered as free ‘fantasies
on themes’ by Johann Sebastian Bach. The borrowings are noticeable at the level of motifs,
phrases, textured drawings, development techniques, and even compositional principles. At
the same time, the quotations are surrounded by the original compositional material of W. F.
Bach and are placed in new structural conditions, giving rise to creative dialogues of various
properties with Johann Sebastian Bach, as well as emotional mood — from a calm
‘conversation’ to a sharp polemic.
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OB UCTIOJTHUTEJBLCKUX TPYTHOCTAX, BBI3BAHHBIX ITPOITOPLIMOHUPOBAHUEM
JUIMTEJIBHOCTEM, B MY3bIKAJIbHOM [TPAKTUKE KATOJIMYECKOM IIEPKBU XV BEKA

Jloksiaq TOCBSIIEH aHadu3y HCHOJHUTENbCKUX Mpo0sieM, BO3HHUKAaBUIMX H3-3a
BBEJCHHUS B HOTALMIO MHOTOTOJOCHBIX OpJUHApueB (eHoOMeHa MNPONOPLIUOHUPOBAHUS
PUTMHUYECKUX JJIUTENbHOCTEH, KOTOPOE OCYIIECTBIAJIOCh KaK [0 BepTUKaNu (Korjaa
pa3iauyYHble MEH3Yypbl B pa3HbIX ToJlocax HAKIAJbIBAINCH JpPYr Ha JApyra), Tak U IO
TOPU30HTAIM (KOTJa BCE TO0JI0CAa OJHOBPEMEHHO MEHSJIM MEH3Yypy, HCIOJb3yEMYIO B
KauecTBE «TEMIIOBOI'O MapKepay).

CnoKHOCTh 3aKJIIOYajach: a) B pa3iM4HON TPaKTOBKE PUTMUYECKUX CTOMMOCTEH U
«CKOpPOCTH» OCYILECTBJIEHUS! TaKTyca B Pa3HbIX YCJIOBHUSX NPONOPLUMOHUpPOBaHUSA; O) B
MHOT000Opa3uu MNPUHLHUIIOB O003HAYEHHUS 3TOro NpuéMa — MEH3ypalud, B TOM YHCIIE
nepeuépKHyThie, 3Hak modus-Cum-tempore Ui Jpodu; B) B HEOAHO3HAYHOCTH MPOUTEHUS
MEH3YPAllMOHHBIX 3HAKOB, BBIPAXKAIOMIMX Ty WIA HHYI MPOIMOPLHIO; T) OTAENbHBIX
MIPOTUBOPEUHSX B 3TUX BOIPOCAX MEKIY TEOPUEN U MPAKTUKOM.

Pa3nmnuus B BOCHPUATHUM OJHUX M TE€X IPONOPLUOHAIBHBIX OTHOLIECHUN B IIEPBOMI
nojgoBuHe XV Beka 3axBaTWIM M «reorpaduio», B YaCTHOCTH, aHIVIMHCKYIO U
KOHTHHEHTAJIbHYI0 MY3BIKaJbHYIO NpakTUKy. CiefoBaTeslbHO, NEBLAM, a OCOOEHHO HX
PYKOBOJAUTEINIO0, HEOOXOAUMO OBLIO YUUTHIBATh, B PAMKaX KaKOW TPaJMLIUM OHU HaXOAATCA
U croco0 BBEJEHHS B TEKCTE HOBOW MpOnopuuu (MO BEPTHKAIN WIM 10 T'OPU3OHTAIH),
4YTOObI NPaBUIBHO COPHUEHTHUPOBATHCA B IPOYTEHUM KOHKPETHBIX JUIMTEIBHOCTEH WU
«TEMIIe» UX IPOU3HECEHUS.

ON THE PERFORMING DIFFICULTIES CAUSED BY THE PROPORTIONING OF DURATIONS
IN THE MUSICAL PRACTICE OF THE 15™ CENTURY CATHOLIC CHURCH

The paper is devoted to the analysis of performing problems arising from the
introduction of the phenomenon of proportioning rhythmic durations into the notation of
polyphonic ordinaries, which was carried out both vertically (when different mensures in
different voices were superimposed on each other) and horizontally (when all voices
simultaneously changed mensures, used as a ‘tempo markers’).

The difficulty was: a) in different interpretation of rhythmic values and ‘speed’ of
performing of tactus in different conditions of proportioning; b) in the variety of principles
for the designation of this technique — mensuration (including cut-out), modus-cum-
tempore signs or fractions; c) in the ambiguity of the reading of mensuration signs
expressing one or another proportion; d) individual contradictions in these issues between
theory and practice.

Differences in the perception of one and those proportional relations in the first half
of the 15" century also captured ‘geography,’ in particular, English and continental musical
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practice. Consequently, the singers, and especially their leader, had to take into account
what tradition they are in, and the method of introducing a new proportion in the text
(vertically or horizontally) in order to correctly orient themselves in the reading of specific
durations or the ‘tempo’ of their pronunciation.
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OCOBEHHOCTH PABOTBI C IO TUYECKWM TEKCTOM B ITIOCTOITEPE

B onepnom TBOpuecTBe [[>xoHa Anamca, ®ununmna ['nmacca, Tan [yna, Mepenut
Monk, CtuBeHa Paiixa npencraBiieHbl IPOU3BEIECHUS, KOTOPBIE CIIOXKHO OTHECTH K KaKOM-
700 PpPa3HOBUAHOCTH aKaJEMHUYECKOW OIepbl, U KOTOpbIE aCCOLMHPYIOTCS CKOpee C
pedopMupoBaHueM eBporneiickoil Tpanuuuu. HemuHelHble crocoObl IpamMaTypruuecKkoro
pa3BUTHS, TPUHIMUIBI Pa3BEPTHIBAHUS TOITHUYECKOrO TEKCTa, HAIpaBJICHHbIE Ha
pa3pylleHue HappaThBa, HapsAy C HOBBIMH KOMIIO3MIIMOHHBIMM 3aKOHOMEPHOCTSMHU
SABJISIFOTCSL IPKUMU OTJIMYUTEIBHBIX OCOOCHHOCTSIMM TaKUX IMPOU3BEACHUN, U TO3BOJISIOT
B3IJITHYTh HAa OINEPHBIA >KaHp IOJ] HOBBIM pakypcoM. Beap mpobiema B3aumozieicTBus
My3bIKH W JpaMbl, CTaBIlIas KpaeyrojbHbBIM KaMHEM [UIsi MHOT'OYMCIIECHHBIX OIEPHBIX
pedopM, B COUMHEHUSIX HA3BAHHBIX KOMIIO3UTOPOB TEPSIET CBOIO AKTYaJIbHOCTb.

B oTedecTBeHHOM My3bIKO3HAHMHM OO0O3HAUYE€HHas MpPOOJIEeMaTHKa MPAKTUUYECKH HE
u3zydyeHa. B kauectBe Teopernyeckoil miaaTdopMbl, HEOOXOAUMOMN IJisi TOHUMAaHHSI HOBOM
OTIEPHOM ACTETHMKH OTMETUM KoHienuuu XaHnca Tucca Jlemanna, Dpuku ®@umep-Jluxre,
Enenst HoBak, oObsicHSIONIME TeaTpajibHble U MY3bIKaJbHO-T€ATpPAIbHbIE MOCTAHOBKH C
TOYKU 3PEHHUSI BOIUIOUIEHUS B HUX IMPUHLMIIOB MOCTAPAMAaTUYECKOTO TeaTpa, YTO W JaeT
BO3MOXXHOCTh 0003HAYUTh PACCMOTPEHHBIE HOBATOPCKUE MPOU3BEIACHHS KaK IMOCT- OIEPHI.
[Toctomepa nemMoHCTpupyeT crHenupuKy (QYHKIHMOHUPOBAHUS JKaHpa B CHUTyalluu
MOCTMOJIEpHA, KOT/ia oriepa oOpeTaeT He XapaKTepHbIe JIJIs Hee 3CTeTUYECKUE CBOMCTRA.

B pesynprare mNpOBENEHHBIX HCCIENOBAHUKA AaBTOP MPUXOAUT K CIEIYIOIIUM
BbIBOIaM. Crieninuka paboThl ¢ MOATUUYECKHUMH TEKCTAMH, JIETIIIMMH B OCHOBY JIMOPETTO B
MoCTOIepax, CBsA3aHa C M3MEHEHHEM crocoba WX pa3BEPTHIBAHUS M BBHIPAOOTKOM TaKHMX
MPUEMOB KaK ClydailHass KOMOWISIIUSA CJIOB U CIOBOCOYETaHUM, CHUMYJIbTaHHOE
IIOBECTBOBAHUE, CO3JaHUE  CMBICIOBBIX  pPa3pbhlBOB, AKLIEHTHUPOBAaHHWE  3BYKOBOW,
MY3bIKaIbHOW TpUpONBI ciioBa. Jlpyroii 0ocoOEHHOCThIO PabOTHI C TEKCTOM SIBIISIETCS
M3MEHEeHUe (M0 CPAaBHEHUIO C TPAJWLMOHHOM OMNEpOM, ONMMPAIONICICS Ha 3aKOHBI JPAMBbI)
ero pyHKIMK B OpTaHU3AIMH CIEHUYECKOTO 11ejoro. He MeHee BaKHBIM MPEACTABISIETCS U
TO, YTO PACCMOTPEHHBIE OINEPhl JEMOHCTPUPYIOT OCOOBI THI B3aUMOJICHCTBUS MEXKIY
MO3TUYECKUMHU U MY3bIKAJIbHBIMA TEKCTAMH, YTO OTKPHIBAET HOBBIE BO3MOXHOCTH IS
ApaMaTypru4ecKux U KOMIO3ULMOHHBIX PELICHUMN.

56


mailto:e.v.kiseeva@mail.ru

OPERATING FEATURES OF POETIC TEXT IN POSTOPERA

The operatic works of John Adams, Philip Glass, Tan Dun, Meredith Monk, Stephen
Reich there are works that are difficult to attribute to any kind of academic opera, and which
are rather associated with the reformation of the European tradition. Non-linear methods of
dramatic development, the ways of deployment a poetic text aimed at destroying the
narrative, along with new compositional patterns are striking distinctive features of such
works, and allow you to look at the operatic genre from a new perspective. After all, the
problem of the relationship between music and drama, which has become the cornerstone
for numerous opera reforms, is losing its relevance in the works of these composers.

In Russian musicology, these issues have practically not been studied. As a
theoretical platform necessary for understanding the new opera aesthetics, let us designate
the concepts of Hans Thiess Lehmann, Erika Fischer-Lichte, Elena Novak, explaining
theatrical and musical theater performances in terms of embodying the principles of post-
dramatic theater in them, which makes it possible to identify the considered innovative
works as postoperas. Postopera demonstrates the specifics of the genre's functioning in a
postmodern situation, when the opera acquires aesthetic properties that are not characteristic
of it.

As a result of the research carried out, the author comes to the following conclusions.
The specificity of working with poetic texts that formed the basis of librettos in post-operas
is associated with a change in the method of their deployment and reliance on the
techniques of random compilation of words and phrases, simultaneous narration, creation of
semantic breaks, accentuation of the sound, musical nature of the word. Another feature of
working with text is the change (in comparison with traditional opera, based on the laws of
drama), its function in organizing the whole stage. It is no less important that the considered
operas demonstrate a new type of interaction between poetic and musical texts, which opens
up new possibilities for dramatic and compositional solutions.
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17 BAPUALIMI HA UM «ATHAHA» AJIEKCAHJIPA KHAN®EJLS:
CUHTE3 CJIOBA, YHCJIA Y MY3bIKUA

Counnenne Aunekcanapa Knaiibpens «Aunana» (1978), Hocsmee Takxke
MO/13aroJIoBOK « 17 Bapuanuii Ha UMs», — OJHA U3 UHTEPECHEUIUX paboT B COBpEMEHHOU
OTEUECTBEHHOM My3blKe. BEIHECEHHOE B 3ar0JIOBOK CJIOBO «BapHallMu» B JAHHOM CJydyae He
CTOJIKO 00O3HAuUaeT >KaHp WM MY3bIKATbHYIO (POpPMY, CKOJIBKO OIpEAENseT MPUHITUT
BHYTPEHHETO €ANHCTBA (U, MPEXAE BCEro, YMCIOBOI0), JEXKAIIero B OCHOBE Bcex 17 vacreit
ATOW yYHHMKaJIbHOU CIOMTHL. UykoTckoe mums repouHu ¢uibma ['eopruit KpomaueBa «Cnen
pocomaxu» (mepBas paborta Kualidens kak KOMIIO3UTOpa B UTPOBOM KHHO), Pa3IOKEHHOE
Ha OykBbI (3 — a, 2 — H, 1 — 1) CTAaHOBUTCS KIOYOM K 0COOOMY, «TPOMYHOMY» KOIY
Bcero npowusBeneHus. llocnenoBarenbHOCT, HpocThIX umcen 1, 2, 3 ompexpenser
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IIPAaKTUYECKU BCE IIapaMeTpbl MY3BIKAJIBHOIO TEKCTa, 3a MCKIIOYEHHEM CTOAIIEH
OCOOHSIKOM IeCHM, HanucanHo Knaiidenem moxa BneyaTIeHHEM OT JIBIKHBIX IPOTYJIOK I10
a1y @DUHCKOrOo 3aiuMBa M BOCIPHUHATOM B AaJeKoM YyKOTKE Kak IPUMEpP MECTHOIO
dhonbkIopa.

17 VARIATIONS ON THE NAME ‘AINANA’BY ALEXANDER KNAIFEL:
SYNTHESIS OF THE WORD, NUMBER AND MusIC

The composition of Alexander Knaifel Ainana. 17 Variations on the Name (1978) is
one of the most interesting works in modern Russian music. The title ‘variations’ does not
characterize the genre as such but indicates the internal unity of the seventeen parts of the
suite, expressed through number. The protagonist of the film The Trail of the Wolverine is
Ainana. The name becomes basis for the ternary sequence of numbers. It contains three
letters ‘a,” two ‘n” and one ‘i.” The sequence of numbers 1, 2, 3 — defines almost all the
features of the musical text. The melody of the song, written by Alexander Knaifel under
the impression after skiing on the frozen Gulf of Finland, is considered almost local folklore
in distant Chukotka.
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W CKVYIIEHUE MECCUAHOM: IN PARADISUM ABEHHPA JE MOHCDPEI[A

ABenup ['enpuxoBuu e MoH]pen Ha HPOTSKEHUM CBOEH >KU3HH HEOJIHOKPATHO
MEHSI CBOM DSCTETUYECKHME OpPUEHTUPBL. B KOHcepBaTopckue ToAbl OYHTapCKUM JTyX
MOJIOJIOTO MY3bIKaHTa TOJYYWJI BBIXOJ B AHTH-aKaJeMUYECKOM MaHHu(ecTe, HKa30BbIX
UMIPOBM3AIMAX M OKcHepuMeHTax c poaekadonueit. Ilocme smurpamum Bo BTOpOM
nojoBuHe 1920-X TOJOB OH PEIIMTEILHO MOBEPHYI B cTOpoHy Berncana n’Duau u Schola
Cantorum, kortopas emé co BpeMEeHH €€ OCHOBaHHS CuUMTalach «IPUOEKUIIEM
KJIACCHMYECKOro JyXa cpelu Bceobiero qypHoro Bkycay (P. Pomnan).

TBopueckue moucku 1940-x rogoB HpHUBENH K CO3JAHMI0 COOCTBEHHOT'O METO/a
KOMITO3UIIMU, Ha3BaHHOro J¢ MoHbpeaoM HOBBIM JHATOHUYECKUM  MOJAIbHBIM
MPUHIIMIIOM OTHOCUTEIbHOU MYy3blkH (HJIM npuniunom). I'maBHbIe CBOM TOCTHXKEHUS TIPU
paboTe ¢ MPUHIUIIOM KOMIIO3UTOP OIyOJIMKOBAJ B OJHOMMEHHOW KHUTE. JTa padora,
MEeCTpsIias OTChUIKAMU K COOCTBEHHBIM COYMHEHHUSAM, a TakKe KPUTUYECKUMU
3aMEUaHUsIMHU, KPAaTKUMHU 0030paMH COUYMHEHHUH CTapIIUX COBPEMEHHHKOB, HE COJEPKUT
yIIOMUHAaHHUS O COOCTBEHHOW opraHHoW mbece «In Paradisumy». He ymommuaercs wu
«TexHuKa MOEro My3bIKAIBHOTO A3bIKa» Meccuana.

ITbeca «In Paradisum» — oauH u3 sKcrepuMeHTOB Jae¢ MoHdpena B oOiacTu
MOJIMMOJIAJIbHOCTH, UMIYJIbC KOTOPOMY MOTr AaTh Tpakrar Meccuana. OnHaKo B 3TOM
sKcriepuMeHTe ¢ Moudpen He Obul cienmbiM moapaxkareiaem. B «In Paradisumy» ner
TOYHBIX KOIMMK JIaJJOB OTPAaHMYECHHOM TPAHCIIO3MIMU, A €CThb HAMEPEHUE HANUTU HOBBIE
3By4YaHMsI, CXOXKHUE C MECCUAHOBCKUMU. BeTpeyaroiuecss CMMMETPUYHBIE 3BYKOPSIbI HE TaK
CcTaOUIIBbHBI M MOCIIeI0OBATEIbHEIL, Kak B « Texnuke» MeccuaHna.
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[To myTH, mponoxenHomy nbecoi «In Paradisumy, ne Moudpen B manbHelIeM He
nomén. «Hckymenne MeccuaHom» OKa3ajloch KpaTKoBpeMeHHbIM. B knure o6 HJAM
MPUHIIMIIE OH HAIHCAJ: «CIEJOBAHUE AK€ CAMOM HOBOW M MOJHOW TEXHUKE HE 3aMECHUT
[JIaBHBIX CIOYTHUKOB KOMIIO3UTOpPA B CO3JAHWHM COYMHEHHSI — BJOXHOBCHHS H
HUCKpEHHOCTH». 1 TO, U Ipyroe B UTOre MPUBEIO €r0 K CO3/IaHUI0 TEXHUKH, OTIMYHOM OT
TeXHUKU MeccuaHa.

THE TEMPTATION BY MESSIAEN: IN PARADISUM BY AVENIR DE MONTFRED

Avenir de Montfred repeatedly changed his aesthetic guidelines throughout his life.
During his conservatory years, the rebellious spirit of the young musician was given an
outlet in the anti-academic manifesto, jazz improvisations and experiments with
dodecaphony. After emigration in the second half of the 1920s, he decisively turned towards
Vincent d’Andy and Schola Cantorum, which was considered ‘a refuge of the classical spirit
among the general bad taste’ since its inception (Romain Rolland).

The creative search of the 1940s led to the creation of his own method of
composition, called by de Montfred the new diatonic modal principle of relative music
(RDM principle). The composer published his main achievements while working with the
principle in the book of the same name. This work, full of references to his own
compositions, as well as critical remarks, brief reviews of the works of older
contemporaries, does not contain any mention of his own organ piece In Paradisum.
Messiaen’s Technique of My Musical Language is not mentioned either.

The play In Paradisum is one of de Montfred’s experiments in the field of
polymodality, the impetus for which could have been given by Messiaen's treatise.
However, in this experiment, de Montfred was not a blind imitator. In Paradisum there are
no exact copies of the modes of limited transposition, but there is an intention to find new
sounds similar to Messianic ones. The symmetrical scales encountered are not as stable and
consistent as in Messiaen’s Technique.

De Montfred did not follow the path laid down by the play In Paradisum. The
‘temptation by Messiaen’ was short-lived. In his book about the NDM principle, he wrote:
‘following even the newest and most fashionable technique will not replace the main
companions of the composer in creating a work — inspiration and sincerity’. Both
ultimately led him to create a technique different from the technique of Messiaen.
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®VYTA U151 13 CTPYHHBIX BUTOJIBJIA JIIOTOCJIABCKOTO:
MEX/IY ABTOPCKIM KOMMEHTAPUEM U MY3bIKOBE/JUECKOI PEDJIEKCUEN

®yra nns 13 crpyHsbix B. JIIOTOCIIaBCKOro — OJUH W3 MOKa3aTeNbHBIX MPUMEPOB
COHOPHOM TpakTOBKM OapodyHod ¢GopMbl — HE pa3 CTaHOBWIACh OOBEKTOM
MY3bIKOBEUECKOTO BHUMaHuA. Tpamuuun ee ananuza 3anoxwn . I'. Kon, ero
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UCCJIEIOBAaHUE MMEJIO B KAUECTBE MCXOJHOW TOUYKM BBICKA3bIBAaHUS KOMIIO3UTOpa 00 3TOM
omyce. llocnexyromue mnoaXoAapl K JAHHOMY COYMHEHHIO (BaKHEHIIME NpPUHAJJIEKAT
H. A. CumakoBoii u B. C. LleH0BOI1) B 3HaUUTENBbHON CTENEHN OPUEHTUPOBAHBI Ha BBIBOJIBI,
cnenannple Konom. B cBa3m ¢ »tum  mpexacrasieHus o ¢yre JlroTocmaBckoro,
CYLLECTBYIOUIME B OTEUYECTBEHHOM MY3bIKaJIbHOW HAayKe, BO MHOIOM ONPEIEIICHbI
KOMITO3UTOPCKMM KOMMEHTApUEM U HE OXBATHIBAIOT BCE €UHUIIBI (DOPMBI.

B ananutrueckoil yactu AOKIaga MOJHUMAIOTCSI BOIIPOCHI, HE 3aTparuBacMble paHee
B HCCIIEIOBATENIbCKOW JUTEparype. 3JeCh IO0Ka3aHO, KakK TIOJ BIHUSHUEM COHOPUKHU
npeodpa3yroTcs pakTypHbIM OOJUK TEMBI, IOTUKA TEMO-OTBETHBIX OTHOLIEHUM, ONIO3UIIUS
TEMbl W TPOTUBOCIOXKEHHS; YEM OINpEIeNIeH BbIOOP CpEACTB B pa3BUBAIOUIEM U
3aKJIIOUUTEIBLHOM pazzienax (opMbl, KaK U3MEHSETCS O3TUKA (PYTH.

B nenom, noxian npoponxkaer u pa3BuBaeT BbickazanHbie FO. I'. Konom nosoxenus
0 peunHTteprpeTanuu Gopmbel Gyru y JIIOTOCIABCKOTO M CTPEMUTCS CO3AaTh LIETOCTHOE
MpescTaBieHue o npeoOpa3zoBaHuu Gyru B yCIOBUSX COHOPHUKH.

FUGUE FOR 13 STRINGS BY WITOLD LUTOSLAWSKI:
BETWEEN THE AUTHOR’S COMMENTARY AND MUSICOLOGICAL REFLECTION

The fugue for 13 strings by Witold Lutoslavsky is one of the obvious examples of the
sonorous interpretation of the Baroque form. The tradition of analysis was laid down by
Juseph Kon, whose research had the composer’s statements about this opus as a starting
point. Other approaches to this work (the most important of them belong to Natalia
Simakova and Valeria Tsenova) are largely focused on the conclusions made by Kon. In
this regard, the existing Russian musical science ideas about the Lyutoslavsky fugue are
largely determined by the composer’s commentary and do not cover all the units of the
form.

In the analytical part of the report, there are issues that are not covered in the research
literature. It is shown how under the impact of new technologies transformed the textured
look of the theme, the logic of relations the subject and the answer, contrasting the subject
and countersubject; how the choice of means is determined in the development and
conclusion of the sections of the form, how the poetics of the fugue is changed.

The report continues and develops the Juseph Kon’s ideas on the form
reinterpretation of the Lutoslawski’s Fugue.
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CEMAHTHKA JUAJIOTA B « CUM®OHUM» JIIOYAHO BEPUO

«Cumdonus» Jlrowano bepro 11 cuM(OHMUYECKOTO OpPKECTpa U BOCBMH T'OJIOCOB
mkas-ancamOnst The Swingle Singers (1968, 2-1 pemakmus 1969) — mnpousBeneHuHeE,
Ype3BBIYAHO PEMPE3CHTATUBHOE JIJIsi CBOSTO BPEMEHHU M CTaBIllee OYKBAJIbLHO KYJIBTOBBIM B
HATPaBJICHUH COBPEMECHHOM MOJIMCTUIIMCTUKU U ITUPE — MY3bIKAJIBHOTO TTOCTMOJICPHU3MA.
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3TO0 My3bIKaJIbHOE MOJOTHO OTJINYAET MACIITA0HOCTh, MHOTOCJIOHOCTh 1 MHOTOMEPHOCT.
N ocobeHHO — MHOroacnekTHas JAWaJOTUYHOCTb, JIeKallasi B OCHOBAHUHM KOMIIO3UIUHU U
IpopacTaromnias B pa3IMyHbIX €€ CI0SAX U U3MEPEHUSX.

[{uTtaTHOCTP M TOJUCTWIMCTHKA My3bIKallbHOTO Tekcta Cumdonun bepuo B
COBPEMEHHOH €l HayYyHOU M OOIIEKYJIbTYpHOH peleniuu OblId B CBOE BPEMsI BOCIIPHHSTHI
(akTHYeCcKd KaK KOHILENTyalbHbIH MaHH(ecT. Ha ceromHsmHuil 1eHb CYIIECTBYET psl
OCHOBATEJbHBIX Pa0OT, MOCBSIIEHHBIX «PACIIU(PPOBKE» CKOHLUEHTPUPOBAHHBIX B 3TOM
Olyc€ MY3bIKaJIbHBIX «3HAKOB», CpPEIU KOTOPHIX BBIJIEISIIOTCS IIOYTH JIETEKTHBHbBIE
u3bickanus I1. Anptmana u JI. Ocmona-Cmura.

Haubonee mnokasaTesieH ¢ TOUYKH 3pEHUS JUAJIOTMUYHOCTH TEMaTHYECKUH Mapamertp,
ocKoJIbKy B CUM(OHUHM aKTUBHO U pa3HOOOpPA3HO B3aMMOJECHCTBYIOT «CBOE» U «UyK0e» (B
BUJIE LIUTAT U AJUTIO3MI), a TaKKE «UyX0e» U «Uy’KO0e» B HIMPOKOM MOTOKE MMIUIMKALUN
«TPE’K3UCTEHTHON MY3BIKN» (BbIpaskeHue B. Buopsl).

B 3HamenuToll Tperbeil — uUeHTpalibHOM — 4acTu CUMQPOHMM MOJUIUTATHAs
IUAIOTUYHOCTh  (DYHKIIMOHUPYET B TMPOCTPAHCTBE MEpPECEUYeHMs] JBYX «PaMOUHBIX
CTPYKTYp»: My3blKalibHON (uutupyemoe Ckepuo u3 Btopoit cumdponuun I'. Manepa) u
BepOanbHOl (uTHpyemblii pomaH C. bekkera «HenasbiBaemblit»). [Ipu 3ToM conepkanue
CIIOBECHOM «IapTUTYphl», KaK IOKa3bIBACT aHaIW3, Pa3HOOOpa3HO KOPPECIOHAUPYET ¢
COOCTBEHHO MY3BIKAJIbHBIMU CJIOSIMA KOMIO3MIIMH. MccneaoBaHue JaHHBIX MPOLIECCOB
MO3BOJISIET MIPUITH K BBIBOAY O CBOCOOPAa3UU KOMIO3UIIMOHHON «TeXHUKW» bepuo: nHbIMU
CpeJICTBaMU U Ha MHOM MaTtepuaie bepro co31aéT KOMIO3UINIO, KOTOPYIO — MO aHaJOTUU
C JINTEPATYPOBEAUECKUM TEPMUHOM — MOXKHO ONPEAETUTh KaK MY3bIKad NOMOKA CO3HAHUA.
B pesynprate B CumdoHuM BbICTpaMBaeTcs O0COO0Or0 pojaa Juajior, B3pbIBAIOLIUN
JIMHEAPHOCTh MY3BIKAJILHOTO JAUCKYpCa U aleUIMPYIOLUl K HOBOMY CIIOCOOY CIBIIIAHHUS.
OT0 cBOW COOCTBEHHBIN AMANOr BPEMEH U KyJbTYp, B XOA€ KOTOPOro MapajoKCalbHbIM
o0pa3oM  JOCTHraeTcsi BIEYATJIEHUE  KOHLENTYaJbHOI'O  E€AMHCTBA  JKJIEKTUYHOMN
MYJIbTUIIAHOPAMHON (C pa3HbIMM TOYKAMHU CXO0/a) KapTUHBl MHpa, Pa30MKHYTOH B CBOUX
rpaHULax Juil BapuaOeIbHOCTU BOCHPUATHS U TOJIKOBAHUS, — KakK 3TO M CBOMCTBEHHO
«OTKPBITOMY IIPOU3BEICHUIO» IIOXH ITOCTMOIEPHU3MA.

SEMANTICS OF DIALOGUE IN LUCIANO BERIO'S SYMPHONY

Luciano Berio's Symphony for symphony orchestra and eight voices of The Swingle
Singers jazz ensemble (1968, 2" edition 1969) is a work very representative of its time. It
has become truly iconic in the direction of modern musical postmodernism. The
composition of this large-scale work is based on dialogicality, which is realized in different
aspects and dimensions. In particular, it is a polycitateness that acquires a conceptual
character. Some researchers have devoted their work to ‘deciphering’ the musical ‘signs’
contained in the Symphony — for example, Peter Altmann, David Osmond-Smith. The
thematic parameter is most indicative from the point of view of dialogicality. In the famous
third — central — movement of the Symphony, polycitatic dialogicity functions in the
space of the intersection of two ‘framework structures’: musical (quoted Scherzo from the
Second Symphony by Gustav Mahler) and verbal (quoted novel by Samuel Beckett ‘The
Unnamable’). As the analysis shows, the content of the verbal ‘score’ variously corresponds
with the musical layers of the composition. The study of these processes allows us to come
to a conclusion about the peculiarity of Berio's compositional ‘technique’: by analogy with
the literary term, we can suggest the term stream of consciousness music. As a result, the
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Symphony builds a special kind of dialogue that explodes the linearity of musical discourse
and appeals to a new way of hearing.
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OCOBEHHOCTH MHTOHAIIMOHHOM IPAMATYPI'MM ®OPTEITMAHHOT'O LIUKJIA
«EBAHTEJILCKUE KAPTUHBI» M. COKOJIOBA

Ha coBpeMeHHOM 3Tarne pa3BUTHSI MYy3bIKOBEICHUS OJHUM M3 BEIYIIUX B U3YUCHUU
MY3BIKQJIbBHOTO TEKCTa CTAHOBUTCSI METOJI CEMAHTUYECKOTO aHAJIN3a, B IIEHTPE KOTOPOTO —
My3bIKaJibHasi UHTOHAIMA, €€ CMBICIIOBOE 3HAUYE€HUE, CTPYKTYpa, MECTO B ApamMaTypruul 1
KOMNO3UIIMU counHeHusl. C 3TOW TOYKM 3pEHMs, JaHHBIA METOJl HEpPa3phIBHO CBSI3aH C
TEOpHEH WHTOHAIMU, pa3pabOTaHHOM B OTEYECTBEHHOM MY3BIKAIBHOM Hayke (paboThl
b. B. Acadnesa, M. T'. ApaHoBcKoro, B. B. Menymesckoro B. H. Xononosou,
E.N. Yurapésoii, JI. H. lllaiimyxameToBO# 1 ap.).

B noknane ¢ mo3WIMM CEMaHTUYECKOTO aHallh3a paccMaTpUBAIOTCS OCOOEHHOCTH
MHTOHALIMOHHOW ApamaTypruu (oprenuanHoro 1ukia «EBaHrenbckue kapTuHbly MBaHa
CokonoBa. BeuBistorcs  cnenupuiyeckue  OCOOEHHOCTH — COJAEPIKAHMS,  KAHPOBOU
CTPYKTYpbI, B CBOI OY€pelb, OOYCIOBJICHHbIE CHHTETUYECKUM THIIOM MPOTPAMMHOCTH.
[Tocnenusist e, MOMUMO OOIIEro Ha3BaHWS, BKIIOYAET AMUrpadbl—LMTATHl U3 MUCAHUU
EBaHrenucroB, KOHKPETHU3UPYIOUIME COAECPKAHME KaXXJOM NbeChl M KapTHUHBI Ha
eBaHrenbckue Tembl KoHcrantuHa CyTsaruHa. B pe3ynbraTe LMK OKa3bIBA€TCS 4YacCTbIO
MYJbTUMEIUITHOTO TMpOeKTa «3eMysi U HebO», MPEeACTaBISAIONIEro co00M MOIMIOr TPEX
BUJIOB HCKYCCTB (My3bIKa, JKHBOIHCH, JIUTEpaTypa), «yACIbHBIM BEC» KOTOPHIX HE
OJINHAKOB.

Ornpenenstorces rpynibl My3bIKaabHbIX UHTOHALMI-IEKCEM, COOTBETCTBYIOIIUX JIBYM
MPOTUBOIIOJIOKHBIM JpaMaTyprudeckuM JUHUSM Iukia — 3emnn u Heba. Kpome Toro,
BBISIBJIEHA TPEThs JIMHUS, BBIONHSIIONIAS MHTETPUPYIONIYI0 (YHKIMIO W Ha3BaHHas
«TOTPAaHUYHOW», B KOTOPOU CYMMUPYIOTCS JIEKCEMbI 00€HX TPYIII.

«EBaHrenbCckue KapTUHBD) OPraHMYHO  BIUCBHIBAIOTCS B KOHTEKCT  HBIHE
JOMUHUPYIOIIEH B KyJIbTYpE 3CTETUKHU MOCTMOAEepHU3MA. Ee BakHEHIINEe CTOPOHBI, TaKHe
KaK HMHTEPTEKCTYallbHOCTh M HOBas IMPOCTOTA, MOJYydYalOT CaMOOBITHOE IMPETBOPEHHUE B
dboprenmannom 1ukire M. Cokonosa.

THE PERCULIARITIES OF INTONATIONAL DRAMATURGY IN PIANOFORTE CYCLE
EVANGELICAL PICTURES BY IVAN SOKOLOV

During the modern stage of musicology development, semantic analysis becomes one
of the principal methods of studying musical text, with musical intonation and its symbolic
meaning, structure, placement in dramaturgy and composition. From this point of view, this
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method is inextricably connected with intonation theory developed by national musical
scientists (Boris Asafyev, Mark Aranovsky, Vyacheslav Medushevsky, Valentina
Holopova, Eugenia Chigareva, Lyudmila Shaymukhametova and others).

In published research, particular qualities of intonation dramaturgy of the piano
cycle in Ivan Sokolov’s Evangelical paintings are analysed from the semantic position.

Specific features of intonation dramaturgy, as well as particular genre structure are
standing out due to the synthetic type of program music. The program besides the title of the
work, includes gospel writer’s epigraphs-quotes, and Konstantin Sutyagin’s gospel-themed
paintings concretising the plot of each piece. As a result, the cycle turns out to be a part of
Earth and Heaven multimedia project, representing the polylogue of three kinds of art
(music, painting, literature), which have an unproportional impact.

Groups of musical intonations-lexemes, which correspond to two contrary
dramaturgical cycle lines of ‘Earth and Heaven’ are defined. Moreover, there is also a third
line defined, which represents an integration function. It is named as ‘borderline’, where
lexemes of both other lines are summed up.

Evangelical paintings naturally integrate in the dominant postmodernism esthetic
culture. Its most important characteristics, such as intertextuality and modern simplicity get
an original implementation in the piano cycle of Ivan Sokolov.
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COBPEMEHHA 1 KAPEJILCKASI MY3bIKAJIbHASI APXEOJIOTUA:
YTPATDBI U OBPETEHUA

My3bIKkalibHasE apX€oJOoTHsl KaK MEXIMCUUILUIMHAPHOE HAMNpPABJICHUE JI0Ka3aja CBOIO
aKTyaJbHOCTh B M3YYEHUM HCTOPUU COBPEMEHHOM MY3BIKQIBHOM KYJIbTYphl U
npohecCHOHAIBHOTO KOMIO3UTOPCKOro TBOpuecTBa. OOBEKTOM H3y4EHHs CTaja HOTHas
PYKOIIUChH, METOJIOM — aHaJIN3, CPABHEHHUE U ONMCAHUE, a PE3YJIbTATOM — MOJEIUPOBAHUE
TBOPYECKOTO MPOLECCA WU PEKOHCTPYKIUS HCTOPUUECKON KapTUHBI.

MeTtomonorust My3bIKaJlbHOM apXeoJoTUH Oblla YCIENIHO IMPUMEHEHAa aBTOPOM
HACTOSIIEro JOKIaga B M3YYEHUU KAHTATHO-OPATOPUAIBLHOTO TBOPYECTBA KOMIIO3UTOPOB
Coserckoit Kapenuu, koTopoe B OONBIIMHCTBE CBOEM MPEICTaBICHO HECKOJIbKUMHU BUIAMU
pykomnuceii (4epHOBUK, (pparMeHT, O0e’0BHK). Pa3zinudHble METONBI pabOThl C UCTOYHUKAMU
MO3BOJIMJIM CHENAaTh PsAJ HAYYHBIX OTKPBITHW. J[OMOJHEH Ccnucok counHeHuu ['embpmepa
Cunucano paHee HEM3BECTHOM KaHTaTol «(OTeyecTBEHHass BOIHA»; PEKOHCTPYHpOBaHa
ucropust cosganus «lImonepckoil kaHrate» PyBuma lleprameHra; mpoMILIIHOCTpUPOBAH
BBIOOD JApamaTryprudeckux pemenuit B «lloome o neBymikax-naptusankax» llepramenta B
KOHTEKCTE «OO0JIBIIIOTO CTUIISH; TOAUYEpKHYyTa posib AGpama ["oianaa B co3ganuu nepBoi B
Kapenuu oparopum ¥ B CTAaHOBJIEHHHM «KAJIEBAJIBCKOW» JIMHUM PA3BUTUS KAHTATHO-
OpAaTOPHAIBHOTO KaHPA.
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OTtaenpHOE HANpaBIEHUE B PA3BUTHH MY3bIKaJdbHOU KyibTypbl CoBerckoil Kapenun
ObUIO TPEACTABIIEHO TaK HA3bIBAEMBIMH «aMEPUKAHCKUMHM (UHHAMU», MPUEXABIIMMH B
Kapenuto u3 CIIA u Kanagel. OHE ChIrpaiii KIIOYEBYIO POJIb B CO3/IaHUH HALlMOHAJIBHBIX
TAQHUEBAJbHBIX, IIECEHHbIX, CUM(POHMYECKHX M XOPOBBIX JKAHPOB KOMIIO3UTOPCKOIO
TBOPYECTBA, a TAKXKE JPKA3a.

B Hacrosiee BpeMs JIMepCcTBO B U3YUEHUH BKJIa/a (PUHHO-3MUTPAHTOB B KYJIbTYpPY
Kapenun npunamne:xxur ucrtopukam, npoxxusaromuM B Kapenun n B CIIIA. My3bikansHas
apXeoJorus aKTUBHO Y4acCTBYET B ’TOM IPOLIECCE.

ABTOpOM TepBOW KaHTaThl, HanmucaHHOM B Kapenuu, cran amepukaHcKuil QuHH,
komno3utop Kapn (Kamne) Paytuo. Kanrtarta, nanucannas B 1927 rogy u nocsaménnas 10-
netuto OKTAOps, HE COXpaHUIACh. Y TPauye€HHBIM OKa3ajJoCh CTHJIMCTUYECKOE HaIlpaBJICHHE,
CBA3aHHOE C TIE€CEHHBIM TBOPYECTBOM aMEPUKAHCKUNA (UHHOB. AHaU3 apXHUBHBIX
JOKYMEHTOB CBHUJETEIBCTBYET O TOM, 4TO B 1957 romy PayTuo mimaHupoBan co3laHue
BTOPOM KaHTaThl, HO 3TOT 3ambIced He Obul ocyulecTBiIeH. JIMHUS (QUHHOA3BIYHON KAHTAThI
B €r0 TBOPUYECTBE OCTAIIACHh HE3aBEPLICHHOM.

THE MODERN KARELIAN MUSICAL ARCHEOLOGY: LOSSES AND GAINS

Music archaeology has proved its relevance in the study of the history of modern
musical culture and professional compositional creativity. The object of study was a musical
manuscript, the method-analysis, comparison and description, and the result-modeling of
the creative process or reconstruction of the historical picture.

The methodology of musical archaeology has been successfully applied by the author
of this report in the study of cantata and oratorical creativity of composers of Soviet Karelia.
It is represented by several types of manuscripts.

Various methods of working with sources have allowed us to make a number of
scientific discoveries. The list of works by Helmer Sinisalo has been supplemented with the
previously unknown cantata Otechestvennaya vojna, the history of the creation of the
Pionerskaya cantata by Ruvim Pergament is reconstructed; the choice of dramatic solutions
in Ruvim Pergament’s Poem about Partisan Girls is illustrated in the context of the ‘grand
style’; the role of Abram Holland in the creation of the first oratorio in Karelia and in the
formation of the Kalevala line of the cantata-oratorio genre.

A separate direction of the musical culture of Soviet Karelia was represented by the
so-called ‘American Finns’ from the USA and Canada. They played a key role in the
creation of national dance, song, symphonic and choral genres of composition, as well as
jazz. Currently, the leadership in the study of the contribution of Finno-emigrants to the
culture of Karelia belongs to the historians of Karelia and the United States. Music
archaeology is actively involved in this process.

The author of the first cantata written in Karelia was an American Finn, composer
Karl (Kalle) Rautio. The cantata, written in 1927 and dedicated to the 10" anniversary of
October, has not survived. Lost was the stylistic direction associated with the songwriting of
the American Finns. Analysis of archival documents shows that in 1957 Rautio planned to
create a second cantata, but this plan was not implemented. The line of the Finnish-language
cantata in his work remained incomplete.
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MAMKJ I'OPJIOH ¥ b1j1J1 MOPPUCOH:
OT PEIIETUTUBHOIM MVY3bIK! K JIOKYMEHTAJIBHOMY ®UJIbMY

Jloknaa TOCBSIIEH COBMECTHBIM JKCIEPUMEHTAIBHBIM TMPOEKTaM COBPEMEHHOTO
aMEpUKAaHCKOro KoMmmo3utopa Maiikina ['opaoHa u pexuccepa-goKyMeHTanucta buina
MoppucoHa.

MHoOrouucjaeHHble aBTOPCKHE KOMMEHTApUHM, HWHTEPBBIO U OT3BIBBl KPUTHKU
MOMOTAIOT MPOCJEAUTh OCHOBHBIE «BEXW» JBAJLATHICTHETO TBOPUYECKOTO COAPYKECTBA,
BJIOXHOBJICHHOTO HJieel co3maHusi «Ouorpaduu BpemeHu u mecta». ['opaon u Moppucon
BHJIST CBOIO 33J1ayy B BU3YaJIbHO-MY3bIKaJIbHOM BOIUJIOIICHUH ayphl PA3HBIX aMEPUKAHCKHUX
TrOpOJIOB, COUMHEHUH CBOETO poja «ypOaHUCTHUECKUX cuMdoHmit»: chbeMkn XXI Beka u
KaJIpbl CTapOil KNHOXPOHUKHU (TIPUPOa, JIFOJU, MAIIUHBI) COMPOBOXKIAIOTCSA PENETUTUBHOM
WHCTPYMEHTAJIbHON MY3BbIKOM, TOHKO OTpaKarolleld HACTPOCHHE Kaxaoro (QparMeHra.
Hauano nmonoxun ¢punem «Gothamy» («I"otam», 2004), MOCBSAIIEHHBINA JTIOOMMOMY TOPOIY
aBTopoB — Hpro-Mopky. 3arem mocienoBanu «Dystopia» («Antuyromus», 2007) o Jloc-
Anmxenece, kommno3uius «El Sol Calientey» («2Kapkoe comrie», 2015), castas B Maiiamu,
«The Unchanging sea» («Heuzmennoe mope», 2016) o Cudrtiie u «Montana» («MoHTaHay),
CO3/1aHHe KOTOPOH MpojoiikaeTcss 10 cux nop (B 2019 roay Oblia mpejacTaBlieHa OAHA W3
gactei — «To the Westy). PactsanyBmmiics Ha JECATUIIETHS METANPOCKT IO3BOJISAET
TOBOPHUTH O YepTax work in progress.

Oprann4yHoe COCYIIECTBOBAHHWE MY3bIKATHHOTO M BU3YAJIBHOTO psiga 00yCIOBICHO
MeTOoJIaMU pabOThl COABTOPOB: CHayana, MOJl BIEYATIEHUEM OT BHIeomarepuaia, ['opaoH
NUIIET MY3bIKY, a 3areM MoppHucoH cokpamaer (uibM 10 MacmTaboB MHapTUTYPHI.
[loBBIIIIEHHBINT HMHTEpEC pEXHUCCEPA K PENETUTHBHOM TEXHUKE TPUBEI €ro K
COTPYJIHUYECTBY CO MHOTHMH KoMmro3uTopamu-muHuManuctamu (C. Paiix, ®@. I'macc, /I.
Anamc, J1. JIanr, JIx. Bynbd).

MoppucoH NOpUMEHSET MNPUEM COYETAaHUS COBPEMEHHBIX KaJpOB M apXHUBHBIX
JOKYMEHTAJIbHBIX MaTepUajoB, B TOM UHKCJIE €/IBa COXPAaHUBIIUXCS, IMOBPEXKICHHBIX
KOppO3ueH, C pa3MbIThIM, HEYETKUM H300pakeHneM. Mysbika [op/oHa moutu 3puMo
co3maer d(PPEeKT «OMIbIBaHUA», JAePopMalid KUHOIUJICHKH, TJABHBIM  00pa3oM
WHTOHAIIMOHHO — TIOCPEACTBOM MHOTOYHUCICHHBIX glissando, AMCCOHAHTHBIX KJIACTEPOB,
MUKpPOTOTU(GOHNUECKIX «(})a30BBIX CIABUTOB», HAPOUUTO HECOTIIACOBAHHOTO HAJIOKEHUS
Pa3HBIX TUIACTOB (PaKTyphl, CKPHIBAIOIIUX HEYJIOBUMYIO M YCKOJIB3AIOIIYI0 KPACOTY KU3HHU.
PenerutuBHbBIE (PparMeHTHI cayHATPEKOB ['OpAOHA MO3BOJSIOT BJOXHYTh HOBYIO JKU3Hb B
«PacIUIbIBAIOIIHNECS KAJPbl KHHOXPOHUKHU.
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MICHAEL GORDON AND BILL MORRISON:
FROM REPETITIVE MUSIC TO DOCUMENTARY FILM

The report is devoted to joint experimental projects of the contemporary American
composer Michael Gordon and documentary filmmaker Bill Morrison.

Numerous author's comments, interviews and reviews from critics help to trace the
main ‘milestones’ of the long-term creative community, built on the idea of creating a
‘biography of time and place’. The main task of Gordon and Morrison is the visual and
musical embodiment of the aura of different American cities, creating a kind of ‘urban
symphonies’: the 21 century and footage of old newsreels (nature, people, cars) are
accompanied by repetitive instrumental music that subtly reflects the mood of each
fragment. The beginning was laid by the film Gotham (2004), dedicated to the favorite city
of the authors — New York. This was followed by Dystopia (2007) about Los Angeles, the
composition El Sol Caliente (2015), filmed in Miami, The Unchanging sea (2016) about
Seattle and Montana, the creation of which continues to this day (in 2019, one of the parts
was presented — ‘To the West’). The megaproject stretching over decades allows us to talk
about the features of work in progress.

The organic coexistence of the musical and visual series is due to the working
methods of the co-authors: first, under the impression of the video material, Gordon writes
the music, and then Morrison reduces the film to the scale of the score. The director's
increased interest in repetitive music led him to collaborate with many minimalist
composers (Steve Reich, Philip Glass, John Adams, David Lang, Julia Wolfe).

Morrison uses the technique of combining modern shots and archival documentary
materials, including barely preserved, damaged by corrosion, with a blurry, indistinct image.
Gordon's music almost visibly creates the effect of ‘flowing’, deformation of the film,
mainly intonation — through numerous glissando, dissonant clusters, micropolyphonic
‘phase shifts’, hiding the elusive beauty of life. Repetitive snippets from Gordon's
soundtracks breathe new life into blurry newsreels.
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META-KOMIIO3ULMS BEPHXAPIA JIAHTA:
AHTUHAPPATHB DJ-2IIOXU

Jloknan mocBsmeH (EeHOMEHY MeTa-KOMIIO3UIIMM B TBOPYECTBE aABCTPHIICKOTO
komnozutropa bepuxapma Jlanra. MeTa-KOMIIO3MUIHMOHHBIM MPUHIMUIT  [IPEANIOIAraeT
COCYIIECTBOBAHHE B PAMKAX €IMHOU MY3BIKAJIbHOW KOMIIO3ULIMM MHOKECTBA PA3IUYHBIX
WUCTOYHHMKOB, TPEJCTABICHHBIX KaK 3BYKOBBIC MeTiau. Metox mnerens wiu l00p-acreTnka
COCTaBJISIET HE TOJBKO TEXHUYECKYIHD OCHOBY KOMIIO3MLIHMHM, HO M OCTETHYECKYIO, B
KOHTEKCTE KOTOpPOH METNII U 3alMKINBaHUE — A3TO crnocold m30exaTh HAppPaTUBHOCTH, a
ABTOMAaTH3M CTAaHOBUTCS OTPAXKEHHEM MEXAHHUCTUYHOCTH U OJHOBPEMEHHO OKa3bIBACTCS
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BBICBOOOXK/IEHUEM XYJ0’)KECTBEHHOI'O 0OECCO3HATENbHOTIO. YHHUKAJIbHBIA METOJ MeTa-
kommno3uiuu Jlanra BouTan B ce0s Kak OCHOBBI (puiiocodun noctMmoiepHusMa Jlenésa,
Jeppuna u beprcona, Tak U UAEW 3KCIEPUMEHTAIBHOIO KMHO — MapTtuna ApHoabpna u
HOBBIE HaNpaBJICHUs B 00JIACTH JUTEPATypbl — I033UI0 OMTHUKOB YuibsiMa beppoysa u
Xpuctnana Jlonmisa. LleHTpanpHOE MECTO B €ro AaBTOPCKOM TEOPUU MY3BIKAIBHOU
KOMITO3UIIMU 3aHUMAIOT SIBJICHUS, MAaprUHAIM3UPOBAHHBIE aKaJAEMHYECKOW aBaHTapAHOU
TpaauUue, TaKue Kak Jka3, cBOOO/HAs MMIIPOBHM3AIMUS, TEXHO WIM IMPOrPECCUBHBIN POK
CEMUIECATBHIX, a TAKXKE MHUPOYANIINI AMAMA30H KIACCHUYECKOI0 MY3bIKaJbHOTO HaCJEaus,
MpeACTAUN KaK TMFaHTCKUM apXuB pa3HOoOOpa3HbIX cAMIUIOB. BosHukHoBenue DJ -
KyJbTYpPBbI, KOTOpasl TAK)Ke MUTAET TBOpUECTBO JlaHTra u popMHUpyeT ero yHUKaIbHbII METO
KOMITO3UIIMY, CBOUM OCHOBAaHHEM HMMEJIO0 MHOTOKPaTHYIO CTHJIMCTHUYECKYIO NEepepaboTKy
CYILLECTBYIOLIEr0 3BYKOBOro apxuBa. CieacTBHEM 3TOro ObUTH KakK IMOJIOKHUTENbHbIE, TaK U
OoTpuLaTeNbHbIE pe3yNbTaThl. [100KUTENBHBIM PE3yNIbTaTOM, C TOUKH 3peHus Jlanra, crana
MOSIBUBILIASACS TAKUM 00pa30M BO3MOKHOCTb UTPaTh C CYIIECTBYIOIIMMH CTUIMCTUYECKUMU
napajurMamMi aHaJOTMYHO KOHCTPYKTOpY Lego M B3pbIBaTh BCe NpaBWiIa M KaHOHBI
MpeamecTBYOMMNX Tpaauiuii. KoMmno3utop BCTymaer B TUCKYpPC O BO3MOKHOCTSX HOBBIX
TEXHOJIOTUH, BBISABISAA (yHIaMEHTAIbHBIE PA3IUYUs MEXKIAY MAallMHHO-OPHUEHTUPOBAHHBIM
(caMOnpoU3BOAHBIM) M TICHUXOJOTUYECKU-UHTYUTHBHBIM,  HHAUBUAYAIbHBIM U
Heomnpe/eneHHbIM). OCHOBHBIMU HCTOYHMKAMU H3ydeHHs KoHuenuuu bepuxapna Jlanra
CTaHOBSITCSl €T0 aBTOPCKUE TEKCThI U TEOpETUYECKHEe paboThl, Takue Kak «Bpems — metins
— BpemeHnHble ety (Time — Loop — Looptime), «Ctunb u Unest», a Tak:ke aBTOPCKOE
ONMHMCAaHUE JOKYMEHTAllUM K TporpaMMe aBTOMAaTH3UPOBAHHOTO MPOEKTHPOBAHUS
My3bikaiabHOW kKoMmmo3uiuu CADMUS. Dto Meroa MHTEpBalbHOW peayKUMU — CXKATHS,
OCHOBAHHBII Ha KOHLIENIIUNA JUMUHYLIHAH.

BERNHARD LANG’S META-COMPOSITION: ANTINARRATIVE OF DJ-EPOCH

The report is devoted to the phenomenon of meta-composition in the works of the
Austrian composer Bernhard Lang. The meta-compositional principle implies the
coexistence of many different sources within a single musical composition, represented as
sound loops. The method of loops or loop-aesthetics constitutes not only the technical basis
of composition, but also an aesthetic one, in the context of which loop and looping is a way
to avoid narrative, and automatism becomes a reflection of mechanism and at the same time
turns out to be the release of the artistic unconscious. A unique Lang’s method of meta-
composition, absorbed both the foundations of the Deleuze’s, Derrida’s and Bergson’s
philosophy of postmodernism, as well as Martin Arnold’s ideas of experimental cinema and
new directions in the field of literature — the poetry of the beatniks William Burroughs and
Christian Loidl. The central place in his author’s theory of musical composition is occupied
by phenomena marginalized by the academic avant-garde tradition, such as jazz, free
Improvisation, techno or progressive rock of the seventies, as well as the widest range of
classical musical heritage, which appears as a giant archive of diverse samples. The
emergence of the DJ culture, which also feeds Lang’s work and forms his unique method of
composition, was based on multiple stylistic reworking of the existing sound archive. This
resulted in both positive and negative results. A positive result, from Lang’s point of view,
was the opportunity thus appeared to play with existing stylistic paradigms, similar to the
Lego constructor, and to blow up all the rules and canons of previous traditions. The
composer enters into a discourse about the possibilities of new technologies, revealing the
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fundamental differences between the machine-oriented (self-produced) and the
psychologically intuitive Individual and the indefinite).

The main sources for studying the concept of Bernhard Lang are his author’s texts
and theoretical works such as Time — Loop — Looptime, Style and ldea, as well as the
author’s description of the documentation for the computer-aided design of musical
composition CADMUS. It is an interval reduction-compression method based on the
concept of diminution.
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«MHOI'TA ITIPUXOJIUTCS “TIIEPECKAKUBATD’’ YEPE3 HEJIAIOIIMICS “TAKT”...».
K BOITPOCY O TBOPYECKOM ITPOILIECCE IIOCTAKOBHUYA

[ocTakoBu4 nucana CBOM NPOU3BEIEHUS TOPOI HACTOJIBKO OBICTPO, UTO CO3/1aBATIOChH
BIIEYATJICHUE MOUCTUHE «MOLIAPTOBCKOI» JIETKOCTH ero mepa. OaHako Aaleko He BCE B
paBHOI cTeneHu yaaBanoch emy cpaszy. «IIpoOyio couuHsTh, <...> HauHeUIb MHUCATh, a
MOTOM TepeayMaelib, CUM(OHUS HE BBITAHIIOBBHIBACTCS», — BBICKA3bIBAHHMU IOJJ0OHOTO
poJla, CBSI3aHHBIX C MOTUBOM HEKOTOPOT'O MPEOJOJIEHUS, Y KOMIO3UTOpPA HE OJIUH AECSTOK.
K sTtomy Tunmy oTHOCcHUTCS M BbIHECEHHas B 3arojIOBOK MyOJMKalMU IUTaTa, 3Bydauias B
npuBblyHOM  IllocTakoBuuy ~ MaHepe  «HApPOYMTOIO  CHHIKEHUS  3HAYUMOCTHD)
(O.T'. luronckas), oAHaKO pHUCYyIOLash TBOPYECKUH mpoliecc Oojiee neTanbHO. B3siThie B
KaBBIYKH CJIOBa Kak Obl MPU3BIBAIOT HE BOCIIPUHUMATh UX OykBalibHO. «IlepeckakuBarby —
HE 00s13aTeIbHO 3HAYUT MPOIMYCKATh TAaKT — OH MOXET OBbITh M 3aIl0JHEH, HO MY3BIKOH,
KOTOPYIO MTOTOM MOKHO OyJeT nepenpaBuTh. « TakT» — OTHIOAb HE Bcerja TakTt. M ecnu B
orHomiennn HeOonmpmux mbec (IIpemogmst Ne 14 op. 34) o510 paBeHCTBO emié
OpUOIU3UTENBHO BEPHO, TO JUISI KPYMHBIX CHUMGPOHMYECKUX TMOJIOTEH OyKBaJbHOE
COOTBETCTBUE HE 00s3aTeNIbHO, TIOPOM cueT 3[ech UAET Ha JecsATku TaktoB (1 wacte IV
cumbonun). MHorma e «rmepeckakuBaHUe» IMPEACTaBIIACT cOOON KOHCIEKTHBHYIO (hopMy
3anmmucu, 0OCOOCHHO XapaKTepHYIO Ul MapTUTYp. B 3TOM ciydae KOMIIO3UTOpP HpU 3aMUCH
BBIIIYCKAET TO, UTO YK€ He TpeOyeT GuKcanuu, — MHOTHE JETalli, KOTOPhIE OH «JIEPKHUT B
yme». [logoOHasi kapTWHA XapakTepHa B MEPBYIO Ouepenb sl Takoil (a3bl COUMHEHUS,
KOTJla MaTeprall B OCHOBHOM YK€ HAIllMCaH W HYXKHO JIMIIb PACCTaBUTh T€ WM HHbBIE
cMbICIIOBBIC akIeHTHI (1 1 2 yactu X cuMpOHUN).

Takum oOpa3om, BUJs, KaK KOMIIO3UTOP CBOOOJHO oOpallaercs ¢ MaTepuaioM, He
(buKCcHpYSICh Ha JETASAX, Mbl IPUXOJUM K MBICITH, YTO KaKUM OBl ITyTEM HH IIJIO COYMHEHUE
MY3bIKH, B OCHOBE €ro Bcerja JexuT npucymas [lloctakoBudy maHopaMHasi IEIOCTHOCTD
BUJIEHUS OYIyIIIEro MPOU3BEACHHUS.
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‘SOMETIMES YOU HAVE ‘TO SKIP” A STUBBORN ‘MEASURE’ ...
ON SOME ASPECTS OF SHOSTAKOVICH'S CREATIVE PROCESS

At times Shostakovich composed his pieces so fast that one would feel something
Mozartian in the lightness of his writing technique. However, there were times when things
went the other way round. We find what Shostakovich himself says about his writing
patterns: ‘I am trying hard to compose something new. | get down to writing and then
change my mind. The symphony does no pan out’. These are just a few of a dozen of other
similar statements. One of them makes the title of our paper. It is written as an
understatement—a stylistic device so much favored by Shostakovich (Olga Digonskaya).
The words in quotes should not be taken literally. ‘To skip’ does not mean omitting a
measure — the measure may contain music subject to later review. The word ‘measure’
does not always imply one measure. It may be one measure in short pieces like Prelude
No. 14, Opus 34, or, in extensive scores, the number may reach a few dozens of measures
(Symphony No. 4, Part 1). Sometimes ‘skipping’ is nothing but a summary notation —
when drafting music, the composer may omit certain details for the simple reason that he
remembers them all. This approach is common for that phase of composing when music
material is mostly ready but needs emphasis (Symphony No. 10, Part 1 and Part 2).

To conclude, Shostakovich deals with music rather freely because of the underlying
principle he follows in his composing manner, i.e., a comprehensive vision of what his
future music piece will look like.
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CTPO®UKA 1 COHATHOCTbB: O ®OPMUPOBAHUN COHATHBIX I[TPUHIIUIIOB B
UTAJIBSIHCKOM KOMHUYECKOM APMU B 1720-1750-E rO/IbI.

B Hacrosimiee BpemMsi B TEOPUH MY3bIKaIbHON (POPMBI TOCTIOICTBYET yOEKIEHHUE, YTO
B BOKaJIbHYIO MY3bIKYy M, KOHKPETHEE, B OTICPHYIO apHI0 3JIEMEHTHI COHATHOW KOMITO3HUITUU
CTaJIW TPOHUKATH JOBOJBHO TMo31HO, Ommke K koHIy XVIII Beka, korma oHHM yike
MOJTHOCTBIO CJIOKHWJIMCh B HMHCTPYMEHTAJIBHOW My3bIKe. B HOBEWIIHX WCCIICIOBAHMIX
COHATHOM (OPMBI, KaK OTEYECTBEHHBIX, TaK M 3apyOCKHBIX, TJIaBbl O TIOSBICHUU WIIN
MPOSIBJICHUH TIPUHITUIIOB COHATHOCTH B ONEPHO-BOKAJIBHON MY3BIKE OTCYTCTBYIOT.
N3ydeHrne MCTOPUYECKOTO MaTepHaia CBHUACTEIBCTBYET, UTO B MTAIBIHCKOW apuu (Kak B
paMKax Cepbe3HOM, Tak M KOMHYECKOH Omepbl) MNPUHIMIBI COHATHON KOMIIO3UIIMU
WHTEHCHUBHO CKJIQJIBIBAIOTCS yKe ¢ KoHma 1720-X rojoB, T.e. 3aJ0JT0 10 TOrO, Kak 3TH
MPOIECChl OTMEYEHBI B 00JACTH HHCTPYMCHTAIBHOW MY3BIKH. B JTOKIane MpUBOIUTCS
JETATBHBIN aHATN3 KOMIIO3UIIMH B PAJIE apuil, B3ATHIX U3 KOMHUYECKHUX Orep (MHTEPMEIIO U
panHux omep Oydda), npunammexammx W.A. Xacce, JIx.b. Ilepronesu, I'. Jlatumne,
JI. JIeo, b. I'amynmu (co3mansl B 1726—1752 rr.). B HUX BecbMa penbedHO MpecTaBIeHBI
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COHATHBIE MPHUHIMIBI, HAIIEAIIME BBIPAXEHUE B  CTPYKTYPHO-(DYHKIIMOHAIBHOM,
TEMaTUYEeCKOM U TOHAJIbHO-TAPMOHMYECKOM IUIaHaX. Bce apuu npeacTaBisioT coOoi
BAPUAHTHl JIBYXYaCTHOW (IBYXKOJEHHOW) CTAapUHHOM COHATHOM (hOpPMBI, BO3HUKILIEH Ha
OCHOBE MOJM(HKAIMU KOHIIEPHO-PUTYPHENBHBIX (opM. B nmokmane ormeuaercss ocobast
pOJIb MOATHUYECKUX TEKCTOB, MX CTPYKTYpbl, JIEKCHUKH, OOpa3HOro CTpOsS M CBSI3H CO
CLIEHUYECKHUM TOBe/IeHneM nepcoHakeid. Kommnosunus u oOpa3Hble KOJUIM3UHU, 3aJI0)KEHHbBIE
B TEKCTe, TMOCIYXWIH OTYETIUBBIM HMIYJIbCOM K O(OPMIIEHUIO CTPYKTYPHO-
(YHKIMOHAIIBHOTO M, YTO OCOOEHHO XapaKTEPHO AJIi KOMUYECKON ONepbl, TEMATHYECKOTO
IJIAHOB COHATHBIX KOMIO3HIIMI B OTIEPHBIX apuUsX.

STANZA AND SONATA FORM: ON THE ESTABLISHMENT OF THE SONATA PRINCIPLES OF
COMPOSITION IN ITALIAN CoOMIC ARIA OF THE 1720s-1750s.

At present, the theory of musical form is still dominated by the belief that elements of
sonata composition began to intrude into vocal music, and, more specifically, into operatic
aria, rather late, towards the end of the 18th century, when they were already fully matured
in instrumental music. In the latest studies of the sonata form, both domestic and foreign,
there are no chapters on the emergence or manifestation of the principles of sonata in opera
and vocal music. The study of historical material shows that in the Italian aria (both in
serious and comic opera), the principles of sonata composition have been intensively
formed since the end of the 1720s, i.e. long before these processes were noted in the field of
instrumental music. The report provides a detailed analysis of the composition in a number
of arias taken from comic operas (intermezzi and early buffa operas), written by
Johann Adolph Hasse,  Giovanni Battista Pergolesi,  Gaetano Latilla, Leonardo Leo,
Baldassarre Galuppi (all created in 1726-1752). In these arias, sonata principles are very
vividly presented, which is reflected in the compositional, thematic and tonal-harmonic
layers. All arias are variants of the early two-part (binary) sonata form, which arose as a
modification of the ‘ritornello form’. The report emphasizes the special role of poetic texts,
their structure, vocabulary, nature of imagery and connection with the stage behavior of the
characters. The strophic form and logical collisions embedded in the text served as a distinct
impetus to the design of the structural and, which is especially characteristic for comic
opera, thematic plans of sonata compositions in opera arias.
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«JIOIEKAXOP]» (1598) K1OIA JIEXEHA:
HEOBBIYHBIE YEPTHI B PABOTE C UICTOYHHUKOM

PaGora c 3auMcTBOBaHHBIM MaTepuanoMm g kommnosutopa XVI Beka tunuyna. Tem
0ojee HMHTEPECHO, €CIM KOMIIO3UTOP H3MEHSET HCTOYHHK, PYKOBOJACTBYSCH OCOOBIM
3aMBICIIOM, KOTOPBIA, C OJIHOH CTOPOHBI, HE JaeT paboTaTh 0e3 MOJAEIH, a C APYTOH,
JTMKTYEeT HeOOX0UMOCTh KoppekTupoBaTh ee. Kiox JlexxeH B MHOTOTOJIOCHOM TICAJIMOBOM
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coopuuke «Jlomexaxopa» wu3zdupaer B KauecTBe cantus firmus menoauu JKeHeBckol
ncantupu. OIHAKO HE BCErJa OHU LUTUPYIOTCS OykBalibHO. MHTEpec mpeacTaBisieT u
ClIy4yad, Korjga JiaJ MEJIOJUM HE COBHAJAeT C JAaAOM MHOTOIOJIOCHOTO IEJIOro,
«BBIPALICHHOr0» Ha €€ ocHOBE. [Ipeanonaraercs — 111 OTEYECTBEHHON HayKU BIEPBBIC —
paccMOTpeTh YKa3zaHHbIM «JIajoBbIi ka3zyc» K. Jlexena u mpemsiokUTh OOBSICHEHHE €ro
MIPUYHH.

C. LE JEUNE’S DODECAHORD: UNUSUAL FEATURES IN WORKING WITH SOURCES

Working with borrowed material is typical for a 16th century composer. It is all the
more interesting if the composer alters the source, guided by a particular design which, on
the one hand, prevents him from working without a model, and on the other, dictates the
necessity to correct it. Claude Le Jeune, in his polyphonic psalm collection Dodecahord
selects the melodies of the Geneva Psalter as cantus firmus. They are not always quoted
literally, however. Also of interest is the case when the mode of the melody does not
coincide with the mode of the polyphonic setting ‘bred’ on its basis. It is planned — for the
first time in Russian science — to consider the mentioned ‘special case of mode’ of
C. Le Jeune and to offer an explanation for it.
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CEMAHTHUKA OPKECTPOBBIX TEMBPOB B BAJIETHBIX ITIAPTUTYPAX K. KABOCA

TBopuecTBO UTaNbsIHCKOTO KoMIo3uTopa u  KamenbMeiictepa K.A. KaBoca
(1775/1777-1840) mpoxoauiio B BaKHEHUIIMA M MaJOH3yUCHHBIH MEPUOJ CTAHOBJICHHS B
Poccun pomanTmyeckoro OameTtHoro wuckycctBa Hawana XIX cromerus. YpoxkeHen
Beneuun, 6oree copoka JIeT )KM3HU OH OTJAJl PYCCKOMY MPUABOPHOMY TeaTpy, MOCTOSHHO
MOTIONHSSI CBOMMHU COUYMHEHHUSIMU €ro pernepryap. Hacnenue My3blkaHTa HACUMTHIBAET
CBBIIIIE COPOKAa OPUTHMHAJIBHBIX OaneToB U OOJee MBaaIaTH ONEPHBIX U JAPaMaTUYECKUX
CHeKTakiied ¢ OaleTHBIMH clieHamMHu. baneTHas wMy3bsika co3gaBanack KaBocom B
COTPYIHUYECTBE C TAKUMH BBIJAIONIUMUCS xopeorpadamu cBoero Bpemenu, kak O. Ilyapo,
N.N. Bans6epx, A.Il. I'mymkoBckuii, M1.M. Ab1el, 1 B COBOKYITHOCTH IMPEJCTaBIIsIECT coO0M
LENYI0 310Xy pycckoro Oanera. [locTOSHHBIM COaBTOPOM KOMITO3UTOpPA ObLT 3HAMEHHUTHIN
bpanmysckuit 6anermeiicrep L. /{uamo, aBTop TMOPETTO M MOCTAHOBIIMK CIEKTAKIICH, YbU
HOBAaTOPCKHE WJA€U TOTPeOOBaIM HE TONBKO pedopMaTOPCKUX Xopeorpaduueckux
BOIUIONIECHUH, HO U HETHIHYHBIX PEUICHUHN B 007aCTH MY3bIKATBHOU JApaMaTypruu, Gopmbl
Y UHCTPYMEHTOBKHU, POXKIAEMbIX B TECHOM COaBTOPCTBE JIBYX T€aTpPaJIbHBIX MaCTEPOB.

Jlokiiaq OCHOBaH Ha M3YYEHUU PYKOMHUCHBIX MAPTUTYP KOMIIO3UTOPA, B TOM YHUCIE
6aneroB «3edup u daopay, «Amyp u Ilcuxes», «CBagpba ['amammmay, «Amuc u I'anates»,
«Monogas octpoBuTsiHka, win Jleon u Tamannay, «Paynp na Kpekn», a Taxxe OaneTHbIX
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CIIEH B €ro JpamaTHueckux cnekrakiax. HotHele TekcThl OaneroB KaBoca, coxepxaiuue
UCIIOJIHUTEIbCKAE  TOMETHI, COJEpPKAaT  LEHHYI0 HUHQOpPMALMIO JUId  HU3y4YeHUs
MHCTPYMEHTAJIbHOW MY3BIKM JaHHOro nepuoja. Ilpeamerom wuccinenoBaHHsl CTAHOBSTCS
HEKOTOpblE OCOOEHHOCTH MEJNOJUKA U opkecTpoBoro cTwig KaBoca, cnenuduka
NpUMEHEHUS] TeMOpOB (conupyromeil QuenTs, rodos, aHTIUHCKOIO POXKKA, KIApHETa,
BAJITOPHBI, CKPWUIIKK, BHUOJIOHYENTH, ap(dbl, aHcamMOIs «TYpelKOM My3bIKH»), HX
nepcoHu(UKaIMs W 3aKpelyieHWe 3a TeMaTHMYecKUM MarepuanoM. PaccMarpuBaercs
B3aMMOCBS3b (UKCHUPOBAHHBIX OPKECTPOBBIX 3BYYHOCTEH C 00OpazaMu, AECUCTBUSIMH U
JBUKEHUSIMU MIEPCOHAXKEH, ICUXOJOTUYECKUM COCTOSTHUEM IepOeB B €r0 MHOTOYHMCIIEHHBIX
Oanerax.

SEMANTICS OF ORCHESTRAL TIMBRES IN BALLET SCORES BY CATARINO CAVOS

The work of the Italian composer and kapellmeister Catarino Cavos (1775/1777—
1840) took place during the most important and poorly studied period of the formation of
romantic ballet art in Russia at the beginning of the 19th century. A native of Venice, he
gave more than forty years of his life to the Russian court theater, constantly adding his
compositions to its repertoire. The musician’s legacy includes more than forty original
ballets and more than twenty opera and drama performances with ballet scenes. The ballet
music was created by Cavos in collaboration with such outstanding choreographers of his
time as Auguste Poireau, Ivan Valberg, Adam Glushkovsky, Isaak Ablets, and together
represent an entire era of the Russian ballet. The composer’s constant collaborator was the
famous French choreographer Charles-Louis Frédéric Didelot, the author of the libretto and
the stage director, whose innovative ideas required not only reformatory choreographic
embodiments, but also atypical solutions in the field of musical drama, form and
instrumentation, born in close collaboration with two theater masters.

The report is based on the study of the composer’s handwritten scores, including the
ballets Zephyr and Flora, Cupid and Psyche, The Wedding of Gamache, Acis and Galatea,
The Young Islander, or Leon and Tamaida, Raul da Crechi, as well as ballet scenes in his
dramatic performances. The musical texts of the Cavos ballets, which contain performance
notes, provide valuable information for the study of instrumental music of this period. The
subject of the study is some features of the melody and orchestral style of Cavos, the
specifics of the use of timbres (solo flute, oboe, English horn, clarinet, French horn, violin,
cello, harp, ensemble of ‘Turkish music’), their personification and attachment to the
thematic material. The article considers the relationship of fixed orchestral sonorities with
the images, actions and movements of the characters, and the psychological state of the
characters in his numerous ballets.
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BAPUALIMM HA CTAPUHHOE PYCCKOE IIECHOIIEHUE BEPHOHA JIIOKA:
HOCTAJIBI' U TTO UMITEPCKOU POCCHUU B 9PY MAKKAPTU3MA

B 1959 roagy Contemporary Records BeimycTusia MOHOTpaUUECKy0 ayauo03amuch
My3bikun BepHona [[roka (Brnamgumupa /[ykenbckoro) — OJIHy W3 HEMHOTHX, BBIIIEIIINX
npu SKU3HM Komno3uTopa. I[lnactunka Obiia u3gaHa B «KommosuTopckoit  cepum»
(Composers Series), maaBaBiiel TMOJHYIO CBOOOAY aBTOpPY. OTO Kacajaoch BbIOOpa
MPOU3BEACHUM W MCIOJHUTEIbCKUX COCTABOB, «HAOIOJIEHUSI 3a MPOLECCOM 3alHUCH U
YTBEPKACHUS OKOHYATEIBHBIX BEPCHM HCHOJHEHUs». B o0cyxmaemsiii anbbom BepHona
Jlroka BoIeN CTPYHHBIH KBapTeT, ABa (OPTENMUAHHBIX LUKJIAa U Bapuwaruu Ha cTapuHHOE
pycCKoOe TMEeCHOIeHHEe s To00sT U CTPYHHBIX. MHpOpMaIus 0 KOMIO3UTOPE HA KOHBEPTE
IJJACTUHKY HAlOMHMHAJIA O «IBYyIJIaBocTh» Jlykenbckoro-/[roka, 0THOBPEMEHHO MUIIYIIETO
MY3BIKY aKaJIeMHUYECKUX M MAacCOBBIX kKaHpOB. OcoOObIi MHTEpeCc CpeAu BKIIOUYEHHBIX B
anb00M couMHEHUH BbI3BIBAIOT Bapuamuu. «Pycckas Tema» Obula akTyanbHa s
TBOpuecTBa [lyKenbCcKoro, Kak M JJid TBOPYECTBA MHOI'MX KOMIIO3UTOPOB-3MHIPAHTOB.
Onnako siBHOE MoMUHHpOBaHUE 3ToW Tembl B 1920-30-e roapl CMEHUIOCH JIUTEIbHBIM
NepPEephIBOM B OOpalieHnu K Hel BIIoTh 10 1950-x. B aToT mepuon Jlykenbckuii BeICTyIA
B MeYaTH KaK aMEepUKaHCKHK KoMro3utop, a B 1940-e Obut mpusBan B apmuto CIIA u
nucall My3bIKY Ul TATPUOTHYECKUX KOMEIUNHBIX moy. Bapuanuu 6bi11 Hanucansl B 1955
roxy u mocBsmeHsl [urepy MepemOmtomy. HauaneHas menomudeckast ¢paza Bapuanuii
HaroMuHaeT KoHAak «Co cBAThIMHM ymokoi». IlepBas Bapuaiusi Ha TeMy C HEM3MEHHOU
MEJIOAME TOTOBUT CIyIIATENsl K CEpUU «TJIMHKMHCKUX» Bapualluid, ofHako aanee (gopma
MOJAYJIUPYET B CTOPOHY JKaHPOBBIX BapHaluii C SBHBIMH M, BEPOATHO, OCO3HAHHBIMU
JIyKeNnbCKUM CTWJIEBBIMH aJUTIO3MsIMU Ha TBoOpuecTBO IlpokodwreBa. Kak My3bIkanbHBIN
TEKCT M HCTOPUYECKUM JOKYMEHT Bapuanuu COOTHOCHMMBI C BOIPOCOM, IOCTaBJICHHBIM
npodeccopom Puuapmom TapyckunabiM (2011): «CymecTByer 1 “pycckoe 3apy0exbe” B
My3bike?» Hamncanue nukiia Npuiuioch Ha NEPUOJ UCTOPUUECKUX MEPEMEH, O3HAMEHOBAB
BO3BpAllleHUE HOCTAJbIUU [0 «UMIIEPCKOMY» IepuoAy HcTopuu Poccum B TBOpuUecTBe
Jlykenbckoro.

VARIATIONS ON AN OLD RUSSIAN CHANT BY VERNON DUKE: NOSTALGIA FOR IMPERIAL
RUSSIA IN ERA OF MCCARTHYISM

In 1959 Contemporary Records produced an album of chamber music by
Vernon Duke (Vladimir Dukelsky) — one of a few in his lifetime. The album was included
into the Composers Series which allowed an overall latitude to a composer, who ‘selects his
music, chooses the artist, and supervises the recording sessions to ensure definitive
performance.” The Vernon Duke’s album included String Quartet, two piano cycles, and
Variations on an Old Russian Chant for Oboe and Strings. The information on the sleeve
recalled dualism of Dukelsky-Duke, who ‘decided to drop his own name’ and sign all his
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music (both serious and popular) as Vernon Duke. Among the compositions Variations are
of particular interest. ‘Russian theme’ had been relevant for Dukelsky’s oeuvre as well as
for that of other Russian emigre composers. However prepotency of this theme in 1920-30s
was intercepted for years up to the 1950s. During these years Duke appeared in print as an
American composer and joined the US Coast Guard to compose music for patriotic musical
comedies. The Variations were composed in 1955 and dedicated to Peter Meremblum. The
initial melodic phrase of the theme reminds Russian kondak So Svyatymi Upokoy (‘Peace to
Thee with the Saints”). The first Variation with unchanged melody fits a listener to a series
of so-called Glinka’s variations. Though the form modulates to generic variations with
stylistic allusions to Prokofiev. Both as musical text and historical document the Variations
are being correlated to a question put by Professor Richard Taruskin: ‘Is There a ‘Russia
Abroad’ in Music?’ The Variations came into being in a time of historical changes and
defined restitution of nostalgia for ‘Imperial’ period of Russian history into Duke’s oeuvre.
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«...DIE EIN COMPONIST WISSEN SOLL:
MYVY3BIKAJIBHBIE ®UT'YPEI MAMHPAIA HIIMMCCA 1 UX UCTOKU

B KOHTEKCTE HEKOTOpPBIX YUYEHUW O MY3bIKaJIbHOM KOMIIO3UIMKA aBTOPOB XVII —
nepBoit mojmoBuHbl X VIII Beka, coaepkamux mepeyHu My3bIKaIbHO-PUTOPUIECKUX (QUTYD,
JOOOIBITEH BOIMIPOC TeHE3Uca Teopuid (PUryp Ka)KJ0ro aBTOpa: KTO U3 OKPY>KEHHUS U Kakue
MCbMEHHBIE MCTOYHUKH MOTJIA CIY)KUTh HWMIYJbCOM [UIsl BKJIIOYEHUS TEM WJIM HHBIM
aBTOPOM CIHMCKa (QUryp B CBOM TpakTaT o My3blke? B mcciemoBaHuu JaHHOTO BOMpoOca
HEMAJIOBAXKHYIO POJIb UTPaeT KOH(PEeCCHOHANbHBIM acleKT, B OCOOEHHOCTH, €CIIU pedb UIET
O TpPEACTABUTEIE TaK Ha3bIBAEMOM «KATOJIMYECKOI» BETBHM aBTOPOB MY3bIKAJIbHBIX
«Figurenlehren» — roxHOHEMENIKOM MoOHaxe-OeHenukTuHie Maiinpane Ilmucce (1683
1761), u3JI0KMBIIIEM B CBOEM Tpyje Mo kommo3uiuu («Tractatus musicus compositorio-
practicus», AyrcOypr, 1745) onucanue psina puryp.

B pesynbrare ananmmsza Kpyra ycTHoro u mucbMeHHoro oOmienust I[llmumcca (B
OCOOCHHOCTH, €ro JesATEIbHOCTH KakK CIyXHUTelld MOHAcTeips B Mp3ee W kak ujeHa
OO0miecTBa My3bIKaJbHBIX HAyK), a Takke C ydeToMm comoctaBienus ¢uryp Ilmucca c
COOTBETCTBYIOUIUMHU (PparMeHTaMH TEKCTOB €ro COBPEMEHHHKOB U TPEIIIECTBEHHHUKOB
(A. Kupxepa, ®.K.A. Mypuixaysepa, M.@orta, T.b. lHOBKM U Apyrux) Mbl HAMEYaeM KPYT
BO3MOJKHBIX MUCTOYHUKOB WM NMpUYUH, npuBeAmux lllnucca Kk pemieHno BKIOYNUTH B CBOU
TPyl TEPEUYeHb MY3BIKAIIbHO-PUTOPUUECKUX (PUTYp KaK BaKHBIA KOMIIOHEHT YYEHUS O
MY3bIKAJIbHOW KOMIIO3UIIUU.
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‘...DIE EIN COMPONIST WISSEN SOLL’:
MusICAL FIGURES OF MEINRAD SPIESS AND THEIR SOURCES

In the teachings on the musical composition of the authors of the 171" — the first half
of the 18™ centuries, containing catalogs of musical rhetorical figures, we are interested in
the question of the genesis of the theories of figures belonging to each of the authors. Who
from the environment and what written sources could serve as an impetus for the inclusion
of the catalog of figures in treatises on music? In the study of this issue, the confessional
aspect plays an important role. This is especially important when it comes to the
representative of the so-called ‘Catholic’ branch of the authors of the musical Figurenlehren
— the South German Benedictine monk Mainrad Spiess (1683-1761). In his treatise on
composition (Tractatus musicus compositorio-practicus, Augsburg, 1745) he described
various figures.

As a result of the analysis of the spoken and written communication of Spiess (in
particular, we are talking about his activities as a servant of the monastery in Irsee and as a
member of the Corresponding Society of the Musical Sciences), as well as a result of the
comparison of the figures of Spiess with the corresponding fragments of the texts of his
contemporaries and predecessors (AthanasiusKircher, Franz Xaver Anton Murschhauser,
Mauritius Vogt, Thomas Balthasar Janowka and others), we outline a range of possible
sources and reasons that led Spiess to the decision to include in his treatise a catalog of
musical rhetorical figures, which is an important component of the teaching on the musical
composition.
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IL MODO DI FARE LE FUGHE: O HEATIOJINTAHCKOM MOJEJI ®VTU B XV II| BEKE

JlokJlau TOCBSIIEH PAacCMOTPEHHIO Ocoboro cmocob0a CoYMHEHHS  (yrw,
chopmupoBasmierocs B Heanone B Hawasie XVIII Beka u coXpaHHUBIIIETO CBOIO 3HAYMMOCTH
BILUTOTH 10 KoHIa XIX cronerus.

B Uramuu mepmonma Settecento cymiecTBoBan OCOOBIH JUIAKTUYSCKUM TIOAXO],
KOTOPBI MOYKHO ONpEIeIuTh Kak «iter per exempla» — OykB. «ciemysi 3a MPUMEpPOM»,
«ImyTeniecTBys 1Mo obpasnam». OH 3aKItoyajcs B CBEJICHUU K MUHUMYMY T€OPETHUECKHX
OOBSICHEHUH, OTrPAaHUYUBAIOIIUXCS CTPOTO HEOOXOAMMBIMU, M OOWIMK HATJISTHBIX
MPUMEPOB, U3 KOTOPHIX T'PaMOTHBIM YYEHHUK TpPU TMOMOIIM HACTaBHUKA (WM 0Oe3 HEro)
JIOJKEH OBLT OTIBITHBIM ITyTEM U3BIIEYb BCE OCTAJIbHBIC 3HAHMUS.

Tpaguuus «iter per exempla» B Heamone mpuBena K MOSIBICHHUIO 0COO0H MOJIEIH
¢dyru, Bocxojsmen k TBopuecTBy Aneccannpo Ckapiartu. Ha ocHoBe TpakraroB «Regole
del contrappunto pratico» Hukoner Canet  (1794) u  «Scuola di  contrappunto»
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Jlxakomo Tpurro (1816), a Takxke pykomucedr Jleonapmo Jleo (I-Nc 22.2.6 u D-DI
MB.4.49) B nokiaze BrepBbie MPOJAEMOHCTPUPOBAHO, KaK NojipaxkaHnue oopasny Ckapiartu
BOIUIOTUJIOCH B YCTOMUMBYIO KOMITIO3ULMOHHYIO ()OPMY, BBIIEISIONIYIOCS CHEUPUIECKUM
Ha0OpOM CPEJICTB U MPUEMOB.

Heanonuranckue ¢pyru XVIII Beka coctosr, Kak npaBuio, U3 JABYX U Oojee TeM
(soggetto, secondo soggetto umm controsoggetto). Iociie COBMECTHOI SKCIIO3UIINN U, YaCTO,
KOHTPIKCIIO3HIINU, 00pa30BaHHOM MyTeM BEPTHKAJIBHOM MEpeCTaHOBKH ToyiocoB (rivolto),
cienayeT mpoBeaenue mepBoit Tembl Ha IV crymenu (il soggetto alla quarta del tono).
Bo3BpaiieHue OCHOBHOTO TOHAa OTMEUEHO M3JI0XKEHHEM TEMbl B YBEIMYEHUU C
nocieayromuM rvolto B koHTpamyHKTe qyoeniMbl. Beruaer ¢yry oOmMMpHBINA CTPETTHBIN
pas3zen ¢ 3aKJIIOUMTEIIbHON CTpeTTol magistrale — kaHOHOM, KOTOPBIM Tak)Ke Ha3bIBAIH
snmwioroM. @yra, HamucaHHas IO TaKOW MOJENH, COXpaHsla CBOIO CTPYKTYpy BHE
3aBUCUMOCTH OT KOJIMYECTBA TOJIOCOB U (PAKTUYECKHM CTAaHOBWIJIACh YHHMBEPCAIbHBIM
CIIOCOOOM COUMHEHUS JUIsl MACTEPOB HEANOJUTAHCKON KOHTPATyHKTUYECKOM IIKOJIBL.

IL MoDO DI FARE LE FUGHE: ON A NEAPOLITAN FUGUE MODEL IN THE 18™ CENTURY

The report overviews a specific mean to fugue composing formed in Naples in the
beginning of the 18" century and remained significant until the end of the 19" century.

During the period of Settecento, in Italy existed a specific didactic approach defined
as iter per exempla — ‘following the example,” ‘travelling the samples.” This approach
contained minimal necessary theoretical explanations and included abundance of illustrative
examples. Following them, a competent student had to experimentally extract other
knowledge with (or without) help of a mentor.

The iter per exempla tradition has led to the emergence of a special fugue model,
dating back to the work of Alessandr Scarlatti. The report first demonstrated how the
imitation of the Scarlatti model was embodied in a stable compositional form, distinguished
by a specific set of means and techniques. It bases on the tractate Regole del contrappunto
pratico by Nicola Sala (1794), Scuola di contrappunto by Giacomo Tritto (1816) and the
manuscript by Leonardo Leo (I-Nc 22.2.6 and D-DI MB.4.49).

Neapolitan fugues of the 18" century consist of two or more themes (soggetto,
secondo soggetto or controsoggetto). A joint exposition and, often, a counter-exposition
formed by a vertical permutation of voices (rivolto), are followed by the implementation of
the first theme at the 1V stage (il soggetto alla quarta del tono). The return of the main tone
Is marked by the presentation of the theme in magnification followed by the rivolto in the
counterpoint of the duodecima. The fugue is crowned with an extensive stretta section with
the final stretta magistrale — the canon, which was also called the epilogue. A fugue
written according to this model retained its structure regardless of the number of voices and,
in fact, became a universal way of composition for the masters of the Neapolitan
counterpoint school.
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I'. CBUPHI0B 1 A. BJIOK B TMAJIOTE U EJJUHCTBE

Camoe mmpocToe, BEIMKOE U 3araloqHoe 9yo,
nociaHHoe HaM borom, ectb My3bIKka

N.B. I'ete

B TtBOpuecTBe I'. CBUpHAOBA, Kak M JHOOOT0 MCTUHHOTO XYJOKHUKA, CO BPEMEHEM
OTKpBIBAIOTCS BCE HOBBIE I'PAHU U CMBICIIbI, IOPOM HE MPOCTO aMOUBAJIEHTHBIE, HO MPSAMO
MPOTUBOIIOJIOKHBIE (KaK B H3BECTHOW My3blke W3 KuHOuibMa «Bpems, Bmepen»). U
MOMBITATHCS MOHATh UX MOXHO JIMIIb B PETPOCIEKTUBE €ro TBopyeckoro mytu. [Ipu stom
My3bika CBHUPHAOBA, HECMOTPS Ha €€ KaXyLIyICs MPOCTOTY, OCTAaeTCi M, BO3MOXKHO,
Bceraa OyJIeT ocTaBaThCs HE JI0 KOHIIA pa3raJlaHHOM 3arajikou.

Cpenu Hanbonee BaXHBIX U MO-TPEKHEMY aKTyalbHBIX MPOOJIEM XyI0KECTBEHHOU
ouorpadun CBHUPUAOBA — «B3aMMOOTHOIICHHS» C MOATaAMH, Yb€ MHPOCO3EpLAHUE, TEMBI,
CcTWIb HamOojee Onu3ku komnozutopy: [lymkuubeiv, EcenunbiM, brnokom. CoBepiieHHO
pasHbIX Mo3TOB CBUPUIOB 00BEAUHSET HE TOJIBKO Heeil TBOpUMoOro uM «Muda o Poccumy,
HO U TaKUMHU Ba)XHBIMU T€MaMH, KaK >KU3Hb U CMEPThb, CUMBOJIMKA ITyTH, 3eMJII U HEOO.
[Tocnenqnee — 0cOOEHHO SIPKO BBICTYNAET B COYMHEHMIX Ha cTuxu Ecennna u bioka.

Kanrara «Hounble o6i1akay — KBUHTICCEHIMS OJIOKOBCKOM anTosnornu CBUPUIOBA.
B nenom orseuaronias tesucy C.C. ABepuHLIEBa O PyCCKOM JyXOBHOCTH, AEJISIIEH MUpP «HA
IBa — yJel cBeTa u yaen mpaka» («Buzantus m Pycek: nBa tuma myxoBHocTw». HoBBbIi
mup. 1988. Ne 9. C.234) , Gmaromapsi IByM peAaKIUsIM C TTPOTUBOTIOI0KHBIMHU 110 3HAYCHHIO
¢bunanamu («Heckazanusblii cBet» u «banaranunk»), oHa BMECTHIIA TJIaBHYIO aTpUOYTUKY
no33uu biioka, BKiItouas ero MUCTUYECKHM OnbIT. ECTh OCHOBaHuUA nojarats, 4To CBUPHIOB
IPOHUK B Camble TIIyOMHBI MUPOBOCIPHUAITHS MO3Ta — «KACAHUS MHpPaM HHBIM» («...THI
3HAil, TJIe CTEPETYT HAC aJl ¥ paiD») — M yCIBIIIAT €r0 «HE3EMHYIO MY3BIKY».

Jlpamatyprusi KaHTaThl, KaKk 1 JBa (hUHAIa, TaKXKe MOTYUHICTCS XapaKTePHBIM JUIs
broka pe3kum koHTpacTam: He60 — Oe3/1Ha, JKU3Hb — CMEPTh C OJIOKOBCKOW CUMBOJIMKON
CJIOB, KOTOpPBIE, IO ONPENEICHUIO 1103Ta, «CBETIATCS, KAK 3BE3/Ib» U CBS3BIBAIOT OT/IEIbHBIE
(bparMeHThI KaHTaThl B €IUHOE MY3bIKATHHO-IIOATHYECKOE 1EJI0E.

GEORGY SVIRIDOV AND ALEKSANDR BLOK: IN DIALOGUES

The simplest, greatest and most mysterious miracle,
sent to us by God is music
J.W. Goethe

In the work of Georgy Sviridov, like any true artist, over time, new facets and
meanings are revealed, sometimes not just ambivalent, but directly opposite (as in the well-
known music from the film Time, Forward). And one can try to understand them only in

77


mailto:tmaslovskaya@list.ru

retrospect of his creative path. At the same time, Sviridov’s music, despite its apparent
simplicity, remains and, perhaps, will always remain an incompletely solved mystery.

Among the most important and still urgent problems of Sviridov’s artistic biography
is the ‘relationship’ with poets whose world outlook, themes, style are closest to the
composer: Pushkin, Yesenin, Blok. Sviridov unites completely different poets not only by
the idea of the ‘myth about Russia’ he created, but also by such important topics as life and
death, symbolism of the path, earth and sky. The latter — especially vividly appears in the
compositions on the verses of Yesenin and Blok.

The cantata Night Clouds is the quintessence of Sviridov’s Blok anthology. In
general, it meets the thesis of Sergey Averintsev about Russian spirituality, dividing the
world ‘into twothe lot of light and the lot of darkness’ (Byzantium and Russia: two types of
spirituality.” Novyi mir. 1988. No. 9. P.234) thanks to two editions with opposite endings
(Indescribable Light and Balaganchik), it contained the main attributes of Blok’s poetry,
including his mystical experience. There is reason to believe that Sviridov penetrated into
the very depths of the poet’s worldview — ‘touching other worlds’ (°... you know where
hell and heaven are guarding us’) and heard his ‘unearthly music.’

The dramaturgy of the cantata, like the two finals, also obeys the sharp contrasts
characteristic of Blok: the sky — the abyss, life — death with Blok’s symbolism of words
that, according to the poet’s definition, ‘shine like stars’ and link separate fragments of the
cantata into a single musical and poetic whole.
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HEKOTOPBIE OCOBEHHOCTH KOMTIO3UILIMOHHOTO TIPOIECCA Y. TAMTHA B OTTEPHOIA
MV3BIKE

Moszed I'afiin — aBTOp MHOTOYHMCICHHBIX HEMELKMX M MTalIbIHCKHX OIep,
KOJIMYECTBO KOTOPBIX Aa)ke OoJjbIle, yeM B TBopuecTBe Momapra. OqHako railJTHOBCKUE
Omnepbl U3BECTHbI HECPABHEHHO MEHEE, 4YeM MolapToBckue. MccinenoBaTenu CBA3BIBAIOT
TaKyl CHUTYalMI0 C H30JIMPOBAHHOCTBIO OMEpPHOro TBOpYecTBa. JleiicTtBurensHo, ['aiiaH,
COUMHSISL ONIEPHI MOYTH UCKIFOUUTENBHO JIs YaCTHOTO TeaTpa KHA3el DcTeprasu, 10 KaKou-
TO CTENEHU OBLI OTOpPBAaH OT TEX IMPOIIECCOB, YTO IMPOUCXOAUIN B COBPEMEHHOM EMY
OIIEpPHOM TeaTpe.

B noknazne paccmoTpeHa 3Ta cuTyalus, IPOBEACHbBI NAapaUIEN CO CTABUBLIMMMUCS B
TOT MOMEHT OIlepaMy Ha CTOJMYHOU (BEHCKOM) CLIEHE, MPOCJIEKEHA CBSI3b MY3bIKAJIbHBIX U
IpaMaTypruyecKux pelieHud B omnepax lailiHa M ero COBpeMEHHHMKOB. BBIBOJ, KOTOPBI
MOJKHO CJIeJIaTh HAa OCHOBE dTUX HAOIIOACHMIA, TAKOB: HA CAMOM JIeJieé KOMITO3UTOp HE ObLIT B
M30JSI0MHA, OH BHHUMATEJIBbHO CJEAWJ 332 HOBHHKAMH OIIEpbl M MPETBOPSAI B CBOEM
TBOPYECTBE HOBBIE UJICH.
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SOME SPECIFIC FEATURES OF HAYDN’S COMPOSING PROCESS IN OPERA

Joseph Haydn is the author of numerous German and Italian operas, outnumbering
even Mozart. However, his operas are by far less known than Mozart’s. Scholars associate
this with isolated nature of his operatic endeavours. Indeed, writing operas almost
exclusively for the Esterhazy private theatre, Haydn was to a certain degree alienated from
the processes that were taking place in the contemporary opera theatre.

The report addresses this issue, draws parallels with the operas staged at that time in
the capital (Vienna), traces connections in musical and dramaturgical solutions in operas by
Haydn and his contemporaries. Based on these observations, the following conclusion can
be made: in fact, Haydn was not isolated, he kept an eye on the latest opera developments
and implemented new ideas in his work.
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" AJIEPES 3EPKAJL. «HOUb B KUTAWCKOM OIEPE» JIXXYIUT BEINP U EE
TEKCTOMY3BbIKAJIbHBIE ITPOOBPA3BI

Jlxynut Beiip — coBpeMeHHBbIN OpuTaHckuii kommo3utop (p. 1954), mo cux mop
IIpaKkTUYeCKU He u3BecTHbIM B Poccun. Ha ponuHe ke ee uMs JaBHO CTaBAT PSAIOM C
umeHeM bpurrena, a ¢ 2014 roma Belip 3aHMMaeT BBICIIMH MY3bIKAJbHBIA TOCT
Benmukobputanun: Mactep koposieBckoit my3biku nipu Enuzasete II. Hambonbmumii ycmex
IIPUHECIIN aBTOPY €€ JAEBATH Omep, camas M3BecTHass M3 KOTopbiX — «Houb B KuTalickoi
onepe». Hanncannas B 1987 1., oHa BhIJIepIKalia y>ke CEMb MIOCTAaHOBOK B BenukoOpuranuu,
CHIA u Hunepnannax.

HetvictBue stoi onepbl mpoucxoauT B Kutae B XIII B. I'1aBHBIN repoit — HHKEHED
Yao JIuHb — CMOTPHUT MpEACTaBICHUE CTAPUHHOW KUTaHCKOM npambl «CHpOTa U3 CEMbHU
Yao» 1 mepeocMBbICIUBACT O] BIUSIHUEM CIEKTaKIsl CBOIO COOCTBEHHYIO cyAn0y. B omepe
Belip cocymectByror nBa macra kuranckon ucropuu: XIII Bek, korma mpoucxomsT
cobbrtus | u 1l aktoB — u VI B. 10 H.3., BOZHUKAIOIIKK B TeaTpabHOM TipeactaBieHuu |
aKTa.

N3o0paxas cpenHeBekoBblii Kutail u co3maBas o0pa3 HallmoOHAIBHOTO Tearpa, Beiip
JaneKka OT MPUBBIUHOIO OpUEHTaIM3Ma WIM CTWINCTUKA IIUMHya3pu. B ee
noctMoaepHucTckoM 1enoM Kurait u EBpona, pa3Hbie 310XH MNPOIUIOr0 U COBPEMEHHOCTh
CTAHOBATCSl €IMHBIM TeKCTOM. «Kurailckuii» CroXkeT omepbl MO NEpOM aBTopa
npuoOperaer OpUTaHCKHE U OOIIEEBPOINEHCKHEe CTWIMCTHYECKUEe O00epTOoHBL. Tak,
WCIIOJIb30BAHUE TpHUEMA «TeaTpa B TeaTpe» BBI3bIBAET ACCOLMAIMU C HIEKCIIUPOBCKUM
«"amneromy», «1BoWHOI» duHan — ¢ «JlroboBHUIEH (paHIiry3ckoro neiTeHanTay Paynsa.
TearpanbpHbie Mapaiienu yBoAAT 3pureneii Kk Meracrasuo, Bonbrepy u Mepodu.

B sapkoM M OCTpOYMHOM My3BIKQJIBHOM SI3BIKE OIEPHl TAKKE COCYLIECTBYIOT H
B3aMMOJICICTBYIOT  pPA3JM4YHbIE IUIACTBI: «TBOPYECKAs PEKOHCTPYKIMUS  KUTAUCKUX
opuruHanoB» (crekraknb |l akra), crunuctuka bel canto (apus Mapko Ilomno),
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HMMIIPECCUOHUCTCKUE KapTUHBI Heba (mecHss Hounoro Crtopoka) — Bce 3TO MOJ MEpOM
Betip oka3pIBaeTCs CIJIABICHO B OCTPOYMHOE M OPTaHUYHOE MY3bIKAJILHOE LIEJI0E.

THE MIRROR GALLERY: A NIGHT AT THE CHINESE OPERA BY JUDITH WEIR
AND ITS TEXT-MUSICAL PROTOTYPES

Judith Weir is a contemporary British composer (b. 1954). At home, her name has
long been placed next to Britten’s name, and since 2014, Weir has been holding the highest
musical post in Great Britain: Master of the Queen’s Music. The greatest success was
brought to the author by her nine operas, the most famous of which is A Night at the
Chinese Opera. Written in 1987, it has been staged seven times in the UK, USA and the
Netherlands.

This opera takes place in China in the 13th century. The protagonist — engineer
Chao Lin — watches the performance of the ancient Chinese drama The Orphan of the
Chao Family and rethinks his own destiny under the influence of the performance. In the
Weir opera, two layers of Chinese history coexist: the 13th century, when the events of the
1st and 3rd acts take place — and the 6th century BC, arising in the theatrical performance
of Act 2.

Depicting medieval China and creating the image of a national theater, Weir is far
from the usual orientalism or chinoiserie style. In her postmodern whole, China and Europe,
different eras of the past and the present become a united text. Theatrical and literary
parallels lead the audience to Shakespeare, Metastasio, Voltaire and Fowles.

In the bright and witty musical language of the opera, various layers also coexist and
interact: ‘imaginative reconstructions of Chinese originals’ (act 2 of the performance), bel
canto stylistics (Marco Polo’s aria), impressionist paintings of the sky (Night Watchman’s
song) — all this appears under Weir’s pen fused into a witty and organic musical whole.
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KAHoH BWYV 1079/4i

[Ipu n3ydyeHun My3bIKM MUHYBIIHX BEKOB HEKOTOpBIE SBJICHUS, MPEACTABIISBLINECS
BaXHBIMHU (a MHOI'/Ia BECbMa Ba)KHBIMHU) Uil KYJBTYPbl CBOETO BpPEMEHH, Ceiuac HEepeiKo
a00 TOYTH He 3aMedaroTcs, JuOo UrHopupyrorcs BoBce. CiencTBHEM, Kak IPaBHIIO,
CTaHOBATCS UX HeaJIeKBaTHAs OIICHKAa U JaKe Cepbe3Hble OMMOKH B BBIBOJAAX. B myumiem
cllydae HMccieioBaTeNl MPoCTO CYUTAIOT 3TO MeslouaMu. baxoBeneHue Takxke HAXOIUTCS B
pycie moAoOHBIX TeHJEHUMH. DTo OyAeT MOKa3aHO Ha NpUMEpe OIHOI0 W3 BechMa
u3BecTHbIX kaHoHOB U.C. baxa B «My3bikanbHoM mnpuHomeHun» BWYV 1089/4i. Ero
M3BECTHOCTh BO MHOIOM OOYCJIOBJICHA 3araJouHoi Haamuchio mpu Hem: ‘Quaerendo
invenietis’. MccinenoBarenu ykas3plBalOT Ha TO, 4TO 3TO Iurata u3 bubmmu (Matdeit, 7:7,
JIyka, 11:9). O6parienue kK IepBOMCTOYHUKY MMOKA3bIBAET, YTO ATO OTHIO/b HE LIUTATa, U HE
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TOJILKO II0 OTHOWIEHWIO K Bynbrare. IlepeBonapl yka3zaHHOM MakCHMBbl M3 Bynbrarsl c
JaThIHW Ha Jpyrue s3bIKM W aJeKBaTHbIM 1epeBof (¢pa3pl u3 «My3bIKalIbHOIO
MPUHOLIEHUS» OOHApYKMBAIOT HUX HEKOTOpOoe pazinuuue. baxoBeneHne NpoxXoAUT MHUMO
JAHHOT'O Pa3HOYTEHHUS, CUMTAsI €ro HecyllecTBEHHbIM. OHAKO JaHHas MO3ULUS TPUBOJUT
B TOJABJISIONIEM OOJIBIIMHCTBE padOT K OIIMOOYHBIM 3aKJIFOUEHUSAM KacaTeIbHO HE TOJIBKO
YKAa3aHHOM CEHTEHLIMM, HO M K HEBEPHBIM IIPEACTABICHUSAM OTHOCUTEIBHO IHOpSAIKA
CJIEIOBAHMS KAHOHOB, a TAK)K€ KOMIO3UINHA « My3BIKaJIbBHOTO PUHOLIEHUSD) B LIEJIOM.

CANON BWV 1079/41

When studying the music of past centuries, some things that were important
(sometimes very important) for the culture of their time are now often either faintly noticed
or ignored at all. The consequence — as a rule, — is their inadequate assessment and even
serious errors in conclusions. At best, the researchers simply consider it as irrelevant. Bach
researching is also in line with similar trends. This tendency will be shown on the example
of one of the most famous J.S. Bach’s canons from the Musical Offering BWV 1089/44i.
His fame is largely due to the mysterious inscription at him: ‘Quaerendo invenietis.’
Researchers point out that this is a quotation from the Bible (Matthew 7:7; Luke 11: 9). A
reference to the original source shows that this is by no means a quote. This is not a quote
— and not only in relation to the Vulgate. Translations of this maxim from Latin into other
languages and an adequate translation of the phrase from the Musical Offering reveal some
difference between them. Bach researching ignores this discrepancy, considering it as
insignificant. However, this position leads in the overwhelming majority of works to
erroneous conclusions regarding not only the pointed maxim, but also to misconceptions
regarding the order of the canons, as well as the composition of the Musical Offering as a
whole.
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KATETOPU3ALIMOHHBIE ACITEKTBI KOMITO3UTOPCKOI'O MBIIIJIEHUS B OCTUHATHBIX
KOMIIO3ULIUAX AKAJIEMUYECKOU MY3bIKM XX BEKA

B noxmname paccmaTpuBaeTcsl KaTeropusalusi Kak OJMH U3 CIIOCOOOB TBOPYECKOIO
MBIIIJICHUST KOMIIO3UTOpa, TO3BOJIAIONIMI  paboTaTh € Pa3IUYHBIMU  DJIEMEHTaMU
MY3bIKAJIbHOW JIEKCUKM W JPYTMMHA (B TOM YHUCJIE HEMY3bIKaJIbHBIMH) CHUCTEMaMH.
Pa3paboTka kaTeropu3alMOHHBIX ACTIEKTOB OCHOBBIBACTCS HAa MPHUHIIMIIAX, U3JI0)KEHHBIX B
paborax  amepukaHckoro  mcuxoijora  JDx. bpyHepa,  OTEYECTBEHHBIX  YYEHBIX
M.T'. Apanogckoro, JI.H. bepe3oBuyk.

B kadyecTBe OCHOBBI TBOPYECKOrO MPHUIIOKEHUS PACCMATPUBAIOTCS OCTHUHATHBIE
KOMITO3UIIMU, B KOTOPBIX CaM OCTHHATHBIM IJIACT HAa BCEM WIHM K€ OYEHb OOJBIIOM
MPOMEKYTKE BPEMEHH SIBISICTCSI BEAYIIUM d3JeMeHTOM (akTypbl (0€3 BEepTHUKAIBHBIX
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HACJIOEHUM), T/Ie OINpEAeNseTcs M IUIAH BBIPAXXEHUS TEKCTa, W IJIaH €ro BOCHPHUSATHIL
Pemaroniee 3HadeHWe B OpraHU3aldyd  KOMIIO3ULMK  [OJIYy4YaeT MHOTOKPaTHBIN
MOCJIEIOBATENbHBII MMOBTOP KOPOTKUX KOMIIO3UIIMOHHO-JIOIMYECKUX E€IMHHUIL, HA KOTOPOM
ctpourcst ¢popma. MHOrOKpaTHO MPeoJI0JieBas MOpPor MHMOOPMAIMOHHON H3OBITOYHOCTH,
TakoH NOBTOpP (OPMHUPYET TEHAECHUUIO K OXUAAHUIO HOBBIX MY3BIKAIBHBIX COOBITHH,
KOTOpbIE OMPAaB/bIBAIOTCA HE MOJHOCTHIO, CO3/aBas BHYTPEHHIOI TUHAMUKY BOCIPUSATHUSA
My3bIKaJIbHOTO TPOM3BEJIECHUS Yepe3 CMEHbl HaNpsHKEHUH U CNaJoB  Pa3iIMYHBIX
MICUXOJIOTUYECKUX MUMIIYJIbCOB. B pe3ynbTaTe TOUHBIM MHOTOKPATHBINA MOBTOP IMOIYYaeT B
(dbopMe onpaBIaHHbIN XyA0KECTBEHHBIH CMBICIL.

Ha nmpumepe ananusza npoussenenuii bopuca YalikoBckoro u Ceprest TocuHa cKBO3b
MpU3MY MX HalpaBJICHHOCTU Ha CITyIIaTeNs MOKa3aHbl 0COOEHHOCTH pabOThl KOMIIO3UTOPOB
C MY3bIKaJbHBIM MaTEpHaJIOM, KaTerOpU3allMOHHBIMU CTEPEOTHUIIAMU, a TaKKe KOJOBBIM
NPUHIUIOM  00paboTKM  WMH(OpMAIMHM,  TO3BOJSIONIMM  BBIUTHM 32  MpeJenbl
«HETIOCPEJICTBEHHONM MH(OpMAlMKW» U [0-HOBOMY OCMBICIMBATh JaHHBIE Ppa3JIMYHBIX
CUCTEM B XYJOKECTBEHHOM OIIbITE.

CATEGORIZATION ASPECTS OF COMPOSITIONAL THINKING OSTINATO COMPOSITIONS
OF 20™-CENTURY ACADEMIC MUSIC

The report considers categorization as one of the ways of creative thinking of the
composer, which allows working with various elements of musical vocabulary and other
(including non-musical) systems. The development of categorization aspects is based on the
principles set out in the works of the American psychologist Jerome Bruner, domestic
scientists Mark Aranovsky, Larisa Berezovchuk.

As the basis of the creative application, ostinate compositions are considered, in
which the ostinate layer itself is the leading element of the texture for the entire or very long
period of time (without vertical layers), where both the plan of expression of the text and the
plan of its perception are determined. The decisive role in the organization of the
composition is given to the multiple subsequent repetition of short compositional-logical
units, on which the form is built. Repeatedly overcoming the threshold of information
redundancy, such repetition forms a tendency to expect new musical events that are not
fully justified, creating an internal dynamic of perception of a musical work through
changes in tension and declines of various psychological impulses. As a result, accurate
multiple repetition gets a justified artistic meaning in the form.

On the example of analysis of works by Boris Tchaikovsky and Sergei Tosin through
the lens of their focus on the listener shown features the work of the composers of the
musical material, categorization stereotypes, as well as a code of principles of information
processing that allows you to go beyond the ‘immediate information’ and new ways to
interpret data of various systems in the artistic experience.
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I'AliiH, MOLAPT... IIJIEMEJID.
O COIIEPHUYECTBE U B3AUMOBJIUSHUAX

TamanTnuBoMy M HEOOBIYAHHO BOCTPEOOBAHHOMY B CBOE BpEMSI KOMIIO3UTOPY
Urnany Ilmedienro mo KpaiiHe Mepe ABaXAbl B JKW3HU YJAJIOCh BHYIIUTH CBOUM
BEIIAIONINMCS COBpeMeHHHKaM — Mosedy Taiinny u Bombsranry Amanero Monapry —
YyBCTBO COINEPHUYECTBA. ODTO TNPHUBEIO K POKIACHUI HECKOJbKUX HWHTEPECHEUIIINX
counHeHnii BTopou mosnoBuHbl XVIII Beka — «lalilHOBCKHX» KBapTeToB Momapra u
KoHUEepTHOU cuMmponun B-dur I'aiigna.

UccnenoBatens Mapk bonnc yOenuTenbHO MoOKa3ajd, YTO B TOSIBJICHUU IIECTH
KBApTeTOB Momapra, MNOCBIIMICHHBIX [alHy, «BUHOBEH» HE TOJBKO «OTEIL YKaHPa».
[To3HaKOMUBIIMCEH B MIPOIECCE COUMHEHUS C KBApTETHBIM op. 1 Ilneitens, HanmrcaHHBIM MO
oOpasily TalJJHOBCKHX Mpou3BeaCHMM, MolapT, Mo BCEH BUIUMOCTH, MPUHSIT PEIICHUE
npes3onty [lnenens.

Cumdonus concertante B-dur Opima Hamucana [aliiHOM B XOJe TBOPUYECKOTO
coctsizanuss ¢ llneitenem B JloHAOHE, YCTPOEHHOIO UMIIPECAPUO-KOHKYPEHTAMHU
Canmomonom u KpamepoM. DTo counmHeHHwe cTajno OTBeTOM ['aiilHa Ha aHaJIOTUYHBIE
npousBecHUsl ObIBIIEr0 yueHuka [Lmeitenss — koHueptHbie cumdonuu F-dur u A-dur.
Opnako ecnu HOBATOpPCKUE KBapTeThl Momapra oaepxaiid Oe3yClOBHYIO MobOeny Haja He
BIIOJIHE CAMOCTOSITEJIbHBIMU COUYMHEHUSIMU €TI0 CONEPHUKA, TO PE3yJbTaTOM COPEBHOBAHUS
laiinna u [lneifens MOXHO cyUTaTh «HUYbIOY». JIOHJOHCKME KOHYEpTaHTE O0OUX
KOMIIO3UTOPOB OTJIMYAET 3PEJIOCTh CTWJISA, KpacoTa MENIOoAW3Ma, FapMOHMYHOE COYETaHUE
BUPTYO3HOCTH COJIUPYIOUIMX  MApTUA U OPKECTPOBOM  MOHYMEHTAJIbHOCTH,
KOMIO3UIIMOHHAS U300PETaTeIbHOCTb.

[Lnewens chirpan BaxHYIO pojib B MOSIBJIEHUU counHEHUH Monapra u ['aiigna, te xe,
B CBOIO OYEpelb, OKa3aId KOJIOCCAJbHOE BIIUSHUE HA €ro KOMIIO3UTOPCKUN CTHUIIb.
Oco0eHHO MoOKa3aTeIbHONW B 3TOM CMBICIIE cTajia TpakToBka Ilneiienem coHaTHON (HOpMBL
Onupasich B paHHUX KBapTeTax Ha ralfJJHOBCKYIO MOJIEbh C BAPUAHTHBIM MpeoOpa3oBaHEM
raBHOM TeMmbl, [lnmeiiens MOBOJBHO OBICTPO TPUXOAUT K MOIAPTOBCKOM € ee
MHOTOTEMHOCTbI0, KOMOWHATOPUKON, TEMATHUYECKUMH U CTPYKTYPHBIMU THapajulesisiMU C
WUTAJBIHCKON OmnepHOW apuell. B KOHIIEHTpHpPOBAaHHOM BHEC OJHM30CTh MOIAPTOBCKOM
(dbopMe MposiBUIIACh IMEHHO B KOHIEPTHBIX cuMponusix [Lnetiens.

HAYDN, MOZART... PLEYEL.
ON THE RIVALRY AND INTERINFLUENCES

The talented and popular composers of his time Ignaz Pleyel twice in his life could
instill a sense of rivalry to his eminent contemporaries Joseph Haydn and
Wolfgang Amadeus Mozart. As a result, several most interesting instrumental works of the
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18" century was appeared — these are the ‘Haydn’ Quartets by Mozart and the Concert
symphony B-dur by Haydn.

Mark Bonds has convincingly shown that in appearing of the six Mozart’s quartets
dedicated to Haydn not only the ‘Father’ of the genre was ‘guilty.” Mozart, to all
appearances, decided to surpass Pleyel’s Quartets op. 1 that were composed according to
the model Haydn’s works.

The Haydn’s Concert symphony B-dur was composed during the creative
competition with Pleyel in London that was organized by rival impresarios Salomon and
Kramer. The work was the answer by Haydn to the analogous works by his ex-pupil Pleyel
— Concert symphonies F-dur and A-dur. However, if the innovative quartets by Mozart
won an unconditional victory over the not entirely independent works of his rival, then the
result of the competition between Haydn and Pleyel can be considered a ‘draw.” The
London concert symphonies by both composers is characterized the maturity of style,
beauty of melodism, harmonic combination of the virtuosity of the solo parts and orchestral
monumentalism, invention of the composing.

Pleyel played an important role in the appearing of the works by Mozart and Haydn,
but they in return influenced on his style. This was especially reflected in the Pleyel’s
interpretation of the sonata form. In the first quartets he relied on the Haydn’s model with
the variant transformation of the main theme, but then he pretty fast approached to the
Mozart’s model with its thematic plurality, combinatorics, thematic and structural parallels
with the Italian opera aria. In a concentrated form, the closeness to Mozart’s form
manifested itself precisely in Pleyel’s concert symphonies.

Inna NARODITSKAYA
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Chicago
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OHUTMA «30JIOTOI'O IIETYIIKAY»

[lymkuHCKass Ccka3ka SBISIETCS TBOPUYECKOM Mepenenkol paccka3a BammHrrona
HpBuHa, KOTOpBIA OH COYMHWI, IYTEHIECTBYS MO ['paHane ¢ pyCCKUM AUILNIOMAaTOM U
npusiteneM [lymkunHa, kasizem JImutpuem lonropykum. Jlerenma o6 apabckom acTpoiiore
(u3 «Cka3ok AnxamOpb», 1832 r.), mpoiias pasHbie MeTaMopdo3bl, MepeKkodyeBanga u3
Hcnanuu B Poccuto u lllemaxy. B noknane paccMaTpuBarOTCs CBSI3M MEXAY IBYMsI 3TUMU
JUTEPATYpPHBIMU TEKCTaMH, a Takke TpaHchopMmalus TJABHBIX TE€poeB M UX
B3aMMOOTHOIIIEHUS! B KOHTEKCTE IEHTPaIbHOM (adyibl — B UaCTHOCTH, TO, Kak ['oTnyeckas
npuHiecca B ckazke Mpsunra mpeBpamjaercs B IllemMaxaHcKyro Hapuily, U KakK CHOKET
OTBEYACT MCTOPUUYECKOMY MPHUCOSTUHCHHUIO A3epOaiikana k Poccun. L{eHTpansHOE MeCTO
B HCCJIEJIOBAaHUMU TMPUHAJICKUT Bompocy anantauuu [IylIKMHCKONM CKa3ku K oOmepe
Pumckoro-KopcakoBa, a Takxke Bompocy mnosiBieHus Actposnora B «llerpymike»
CrpaBuHckoro. KakumMu My3bIKalbHBIMH KpackamMu moJib3yercsi Pumckuii-KopcakoB B
OTOOpaXEHUM CKa304YHBIX U BOCTOYHBIX 00pa30B; €CTh JIM B ATOW OMNEpe pyccKoe Hadaao?
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[Touemy «lIlerymka» Ha3pIBatOT aHTH-onepoi? MOKHO JIM CUMTAaTh IEpBbIE OaeThl
CtpaBUHCKOTO MPOAOTIKEHUEM CKa304HOM TeMbl Pumckoro-Kopcakosa?

ENIGMA OF GOLDEN COCKEREL

Pushkin’s fable was a creative remake of a tale by Washington Irving, which he
wrote during his travel to Granada (the Alhambra) with Pushkin’s pal, Russian diplomat pal,
Count Dmitry Dolgorukov. This legend about an Arabic Astrologer (from Tales of
Alhambra, 1832), undergoing metamorphosis was relocated from Spain to Russia and
Shamakha. Current research delves into the connection between the two texts, tracing the
transformation of the main characters in the context of the central plotlines. | explore how
and why Irving’s gothic princess turned into Pushkin’s Tsarina of Shamakha and how the
plotline relates to Russia’s historical annexation of Azerbaijan. The core of my research is
the musical language Rimsky-Korsakov employs to create the fairytale and Eastern
characters. Is there any positive Russian imagery in the opera? Why is Rimsky-Korsakov’s
Golden Cockerel considered an anti-opera? To what extent can Stravinsky’s first ballets,
Firebird and Petrushka, be viewed as the continuation of Rimsky-Korsakov’s stream of
fairytales?
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JIEUTMOTHUB CMEXA B OIIEPE C.C. [TPOKO®LEBA «JIFOBOBb K TPEM AITEJIbCUHAM

B onepe Cepres [IpokodneBa «JI1000Bb K TpeM amenbCHHAM) HapsAay C CUCTEMOU
MY3BIKQJIbHBIX JIGUTMOTHUBOB OOJIBIIIOE 3HAYEHHE MUMEIOT JICUTMOTHUBBI JIMTEpATypHBIE. ITO
CBs3aHO ¢ TeM, uTo [IpokodreB paboTan Haj JIUOPETTO OJHOBPEMEHHO ¢ MY3bIKOi: «Kak
BaXHO CaMOMY MHCATh JIMOPETTO: KOT/Ia MUIICHIb (pa3y, yKe SBISIETCS U UIIES MY3bIKI».
My3bIKanbHbBIE U JTUTEPATypPHBIE JIGNTMOTHUBBI B PABHOW CTEINIEHU BIUSAIOT HA JpaMaTypruio
U HaxXOJITCS B THOKOM B3aUMOJCHCTBUU Mexay co0oil. ['maBHBI M3 JUTEpaTypHBIX
JEUTMOTUBOB MOXHO c(hOPMYITUPOBATH TaK — CMEX BO BCEX €r0 MPOSBICHUSIX. DTO CaMO
CJIOBO «CMEX», BCE MMPOU3BOIHBIE OT HErO U 3BYKH, €r0 U300paxaroIiue.

CwMmex B omepe uMeeT puTyalibHoe 3HaueHue. B ceoem tpyzae «IIpobreMbl komMu3Ma u
cmexa» B.S. [Iponn ykaspiBaeT, 4To Hanu4Me cMexa B (OJBKIOpE O3HAYaeT BCTYIUICHHE B
KHU3Hb, @ €r0 OTCYTCTBHE WJIM 3amlpeT — CMepTh. Takum oOpaszom, [IpuHIl U3 Ccka3ku
«JIt000BB K TpeM arnenbCHHAM» OKa3bIBAETCS HE MPOCTO OOJIBHBIM, a3 «MEPTBBIM», U CMEX
CTaHOBUTCS €IMHCTBEHHBIM JIEKAPCTBOM, CIIOCOOHBIM «0KHBHUTHY €TO.

Bo BrTOopoil moOJIOBMHE OIEepbl JEWTMOTHUB CME€Xa 3aMellaercs JpyruMm —
JEUTMOTUBOM TpEX amellbCMHOB. DTO OOBACHSETCS TeM, YTO JaHHAs CKa3Ka COCTOUT W3
JIBYX JOCTaTOYHO CaMOCTOSITEJIbHBIX YacTel (Tak ke, Kak cka3zka o Hecmesine), roe cmex
[TpuHITa Kak OBl 3aMyCKaeT OCHOBHOM CIOXKET O MOMCKE aleIbCHHOB.

85


mailto:rockmeeeeeee@gmail.com
mailto:rockmeeeeeee@gmail.com

THE LEITMOTIF OF LAUGHTER
IN SERGEI PROKOFIEV’S THE LOVE FOR THREE ORANGES

In Sergey Prokofiev’s The Love for Three Oranges opera there are significant literary
leitmotifs along with musical ones. Prokofiev was working on music and libretto
simultaneously: ‘It is important to write libretto all by yourself: when you write a phrase,
there comes a musical idea.” Musical and literary leitmotifs have a very sophisticated
interaction and equally affect the dramaturgy. The main literary leitmotif is the laughter in
all of his forms. It is specifically the word ‘laughter’ and its variations in different parts of
speech along with sounds of laugh.

The laughter in Prokofiev’s opera has a sacramental meaning. Soviet folklorist
Vladimir Propp wrote a study called On the Comic and Laughter in which he points out that
the laughter in folklore means entry into life, whereas its absence or taboo represents death.
From this point of view the Prince in The Love for Three Oranges is not only sick, but
practically dead, so the only cure to bring him back to life is the laughter.

In the second half of the opera the leitmotif of laughter gets replaced by the leitmotif
of three oranges. That is because the fairytale consists of two independent pieces, and the
Prince’s laughter sort of launches the main plot of finding the oranges.

HAYMEHKO TarpsiHa Tatiana NAUMENKO
VIBaHOBHa Dr. Habil. (Doctor of Art
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VM CTOPUS HAYUYHOM JEATEJIBHOCTH I'MITM UMEHU ["'HECUHBIX
B JINIIAX U ®AKTAX: 1944-1964

Jloknaa TMOCBSILEH CTAHOBJICHUIO HAyYHOW JAESTEIBHOCTH B IEPBBIE JIECATUIICTHUS
I'MIIN umenu I'necunbix. OCHOBHBIMU UCTOYHHUKAMHU, TTO3BOJISIIOIIMMU PEKOHCTPYHUPOBATH
OCHOBHBIE COOBITHSI M30paHHOTO MEPHOJIa, SBISIOTCS apXUBHbIE MaTEpUabl U JTOKYMEHTHI
u3 (oHmoB Poccuiickoro rocymapcTBeHHOro apxuBa JuTepaTypbl B uckycctBa (PITAJIN).
OTO pa3nuyHble TUTAHBI M OTYETHI, Kacalouluecss HaydyHOW paboThl Kadeap, pa3paboTKu
y4eOHOW JHUTEepaTypbl W HAYYHBIX HM3JAHHUM, JCSITEIHHOCTH ACIUPAHTYPhl U TOJATOTOBKH
NEpBbIX aucceprauuil. boiblioe 3HaueHHWe A MOHMMAaHMS MPOLECCOB, MPOXOIAIINX B
TOJIBKO YTO CO3/JaHHOM BY3€, TOJIbl CTAHOBJIEHUSI KOTOPOTO COBHAIH C TSKEJIBIMH
MOJINTUYECKUMHU 00CTOATEeNhCTBAaMU KOHIAa 1940-X T0MOB, SIBJISIOTCS CTEHOTPAMMBI U
MPOTOKOJIBI 3acedaHuii kKadeap u MexkadeapalbHbIX COBEIIAHUN, XYI0KECTBEHHOTO
COBETA, OTKPBITHIX AUCKYCCUU U T.1. OHU MO3BOJISIIOT BOCCO3JaTh KapTUHY YPE3BBIYANHO
AKTUBHOM TBOPYECKOM IKU3HHU, KOTOpasl XapaKTEpU30BaJla JIESITEIBHOCTh HE TOJBKO
MeJaroroB, HO Tak)Ke acClUpaHTOB M CTyNEeHTOB. B (okyce BHHMMaHMS OKa3bIBAIOTCS
oOCyXJileHUs y4eOHUKOB, AMCCEPTAIMi M JUIJIOMHBIX Pa0OT MY3BIKOBEIOB;, HEKOTOpHIE
COOBITHSI, TIOPOXKIACHHBIE MOJIUTUYECKUMU OOCTOATEIHCTBAMU BPEMEHU (B UX 4YHCIE —
HaIrpuMep, MepecMOTP HEKOTOPBIX JUCCEPTALMU YyXKe IMOCJEe UX 3alIUTHl U YTBEPKICHUSA);
KOH(MIUKT Ha Kadeape TEOpHH MY3bIKH, BBISBUBIINN HEKOTOpHIE OOJIE3HEHHBIE BOMPOCHI, B
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LEJIOM XapaKTepHbIE ISl MY3BIKOBETYECKUX Kadeap My3bIKaJbHBIX BY30B: OTCYTCTBHE
Hay4YHOTO TUIAHUPOBAHUS, yueOHas Meperpy3Ka, HEyCTOMYMBOCTh YU€OHBIX IJIAHOB U T./I.

['maBHBIM cozepKaHUEM HAYyYHOW ACSATEIbHOCTH, B COOTBETCTBUHM C KOHLIETIUEH
HOBOIO HHCTUTYTA, CTAJl0 TO, YTO OH HIPHUHAJI Ha ceds 3amady oOecreueHus y4eOHO-
METOMYECKOM JIUTEPATypOi MPaKTUUECKHU BCE YUeOHbIE 3aBEJICHUSI CTPAHBI, C TIEPBBIX THEH
YTBEPIUB IUJIaH pa3pabOTKUA MOCOOMH ISl BCEX 3BEHBEB MY3BIKAIbHOIO OOpa3oBaHUA —
MY3BIKQJIBHBIX IIKOJ, YYWIHIL U BY30B. DTO, C OJHOW CTOPOHBI, MO3BOJUIO HWHCTUTYTY
CTaTh TJIaBHBIM Y4YEOHO-METOAMYECKUM IIEHTPOM CTpaHbl B 0OJACTH MY3bIKaJbHOTO
obpazoBanusi. C gApyrod CTOPOHBI, METOAMUYECKAs HAIMPABICHHOCTb OCHOBHOMU
NESTETLHOCTH Ha HEKOTOPOE BpPEMsl 3aTOPMO3UJIa PA3BUTHE aKAJEMHUYECKUX HAYUYHBIX
HaIpaBJICHU, KOTOpPHIE B TOBECTKE HHCTUTYTAa YTBEPIAWIHCH TOJBKO TMOCJIE TMEPBBIX
JTUCCEPTAIMOHHBIX 3aIIUT M€1aroroB-THECHUHIIEB.

THE HISTORY OF THE SCIENTIFIC ACTIVITY OF THE GNESINS INSTITUTE
IN PERSONS AND FACTS: 1944-1964

The report is devoted to the first stage of scientific research at the Gnesins Institute.
The main sources reflecting the events of the period under review are archival materials and
documents from the funds of the Russian State Archive of Literature and Art (RGALI).
These are various scientific plans and reports of departments, discussions of educational
literature and scientific publications, postgraduate studies and preparation of dissertations.
Of great importance for understanding the events taking place in the newly created institute,
the years of formation of which coincided with the unfavorable political circumstances of
the late 1940s, are the transcripts and minutes of cathedral and interdepartmental meetings,
open discussions, etc. They allow you to recreate the panorama of an active creative life that
characterized the activities of teachers and students of the institute. The focus is on
discussions of textbooks, dissertations and theses; some events caused by ideological
requirements (including, for example, the revision of some dissertations after their defense
and approval); a conflict at the department of music theory, which revealed some problems
that are generally characteristic of musicology departments of music educational
institutions: lack of scientific planning, academic overload, frequent change of curricula,
etc.

The main content of scientific activity, in accordance with the concept of the new
institute, was the provision of educational literature to almost all educational institutions of
the USSR. Already in the first months, a plan was approved for the development of
textbooks for music schools, colleges and universities. This, on the one hand, allowed the
institute to become the main educational and methodological center of the country in the
field of music education. On the other hand, the applied orientation of scientific activity
slowed down the development of academic scientific directions for some time, which
became firmly established only after the first dissertation defenses of Gnesin teachers.
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MY3BIKAJIBHBIN TEATP A. YAIKOBCKOI'O: 3AMBICEJI KOMITO3UTOPA U EI'O PEAJIU3ALINA

B 2021 romy xommosutop Anekcanap YaitkoBckuil (p. 1946) ormeuaer cBoi
ro0uneit. OMH U3 TUAEPOB COBPEMEHHON OTEYECTBEHHOM MY3BIKH, MACTEPCKH BIIAJCIOIIMMA
BCEIl €€ KaHPOBOW MaTUTPOM, OH U3BECTEH Kak aBTop 14 omep, 3 GanetoB, 7 cuMmdoHnuii, a
TaK)K€ OpaTOPHil, HHCTPYMEHTANbHBIX KOHILIEPTOB, KaMEpPHOM MY3BIKH, XOPOBBIX U
BOKQJIbHBIX MPOU3BEIACHUMN, MY3bIKH K KHHO(WIbMaM, IpaMaTUYECKUM U TEJICBU3HMOHHBIM
CHEKTaKJISIM. SIBJISSICH OHUM M3 CaMbIX BOCTPEOOBAHHBIX KOMIIO3UTOPOB HAILEr0 BPEMEHH,
Yhe TBOPUYECTBO POXKAAECTCS HAa TMEPECEYEHUM CaMbIX HOBEHIIMX TEHACHLMHA, TEXHUK U
KOMITO3UIIMOHHBIX MPUEMOB C BEJIMKUMH TPATUIUSAMU KJIacCUKU, YalKOBCKUIl MpUBIEKaeT
KaK MHOTOIPAaHHOCTBIO CBOEH JIMYHOCTH (KOMIO3UTOpP, MUAHHUCT, MENAror, My3bIKaabHO-
OOIIECTBEHHBIN EATENb), TaK U HEOPAMHAPHOCTHIO HEOOBIYaiHO MIMPOKOT'0 MY3BIKaJIbHOTO
MBIIICHHS.

CounHeHue, cO3JaHHOE KOMIIO3UTOPOM 10 3aKa3y, TaK ke KaK U MPUHLHUI paboThl ¢
pa3IMYHBIMM ~ MOJEISIMU  HWHTEPTEKCTYAJIbHBIX  CTPYKTYp, OCTAa€TCA  MO-TIIPEKHEMY
aKTyaJbHbIM JUII COBPEMEHHOTO KOMIIO3UTOPCKOrO TBOpUecTBa. UYallKOBCKMH Takxke
HEpeIKko oOpalmiaercs, B TOM YHCJIE, B CBOMX MY3bIKaJIbHO-T€ATPAIbHBIX OIycax U
KaMepHOW My3bIKE, K MPHUHIMIY pabOThl C PA3IUYHBIMU MOJIEISIMH UHTEPTEKCTYyalbHBIX
CTPYKTYp (3TO MOXKeT ObITh 00pa3 WM CIOXKET, TeMa WM (parMeHT TEeKCTa, PUTM WU
OTJIeIbHBbIE UHTOHAIUU U T.A.). [Ipu 3TOM, 00pamiasich K «4yKoMy CIOBY», OH KaxJbIil pa3
HaXOJWT CBOM OPUTHMHAJIBHBIE METOJbI PabOThl ¢ MHTEPTEKCTYalIbHBIMU CTPYKTYpaMHU U
HOBBIE I'PaHU MHTOHAIIMOHHOM BBIPA3UTEIBHOCTH, a TAKXKE IKCIIEPUMEHTUPYET ¢ (POPMOIi.

B sTOoM KOHTekcTe oOpaTMMCs K aHalu3y TpeX pPa3HOKAHPOBBIX IMPOU3BEICHUI
YallkoBCKOTO, CO3/IaHHBIX B pa3HbIE IEPUOAbl €r0 TBOPYECTBA, BKIIIOYAs COYMHEHUE,
OYKBaJIbHO TOJILKO YTO «BBIIIEJIIEE U3-TIOJ Mepa KOMIO3UTOopa». IT0o Bapuanuu Ha temy
b. MoxkpoycoBa jyis anbta U (popTenraHo Kak MpUMEpP MHBEPCUU BapPHAIMOHHON (HOPMBI;
oaner-mapadpaz «Jlama ITux», rme YalikoBckuii oOpamiaercs K >XKaHPY MY3BIKAIbHOM
TpaHCKpUINIMK; U onepa «Epmak», counHeHHass KOMIO3UTOPOM 10 3aka3y KpacHospckoro
Tearpa omepbl M Oanera uMm. [[. XBopocToBckoro, rae jetom 2019 roma cocrosmack ee
MHUpPOBas MPEMbEPA.

THE MUSICAL THEATER OF ALEXANDER TCHAIKOVSKY: THE COMPOSER’S IDEA AND
ITS IMPLEMENTATION

In 2021, the composer Alexander Tchaikovsky (b. 1946), celebrates its anniversary.
One of the leaders of modern Russian music, masterfully owning all its genre palette, he is
known as the author of 14 operas, 3 ballets, 7 symphonies, as well as oratorios, instrumental
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concerts, chamber music, choral and vocal works, music for films, dramatic and television
performances. Being one of the most popular composers of our time, whose work is born at
the intersection of the latest trends, techniques and compositional techniques with the great
traditions of the classics, Tchaikovsky attracts both by the versatility of his personality
(composer, pianist, teacher, music and public figure), and by the originality of an unusually
broad musical thinking.

The composition created by the composer on request, as well as the principle of
working with various models of intertextual structures, remain still relevant for modern
composers. Tchaikovsky also often refers, including in his musical and theatrical opuses and
chamber music, to the principle of working with various models of intertextual structures
(this can be an image or a plot, a theme or a fragment of text, rhythm or individual
intonations, etc.). At the same time, turning to ‘someone else’s word,” each time he finds his
own original methods of working with intertextual structures and new facets of intonational
expressiveness, as well as experiments with form.

In this context, we turn to the analysis of three different-genre works by
Tchaikovsky, created in different periods of his work, including a composition that literally
just ‘came out from the pen of the composer.” These are the Variations on a theme by B.
Mokrousov for viola and piano as an example of the inversion of the variational form; the
ballet-paraphrase The Queen of Spades, where Tchaikovsky refers to the genre of musical
transcription; and the opera Ermak, composed by the composer at the request of the
Krasnoyarsk Hvorostovsky Opera and Ballet Theater, where in the summer of 2019 its
world premiere took place.
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«KOHCTPYKTUBHBIE PUTMbI» AJIbBAHA BEPTA
B CBETE CEPHMAJIBHOM UJIEW

B noknane paccmarpuBaroTcs HoBauuu Anb0OaHa bepra B oGmacté pUTMHUYECKOTO
CTpyKTypupoBaHus. KomIo3uTOp HCHNOIB30Bal B CBOEM MY3BIKE PUTMBI, KOTOpBIE
JIEMCTBOBAIM HE3aBUCUMO OT BBICOTHOTO MapaMeTpa U o0Jafalid CTPYKTYpPHOU (DyHKIIMEH.
Takue pUTMBI OH Ha3bIBAJl «KOHCTPYKTUBHBIMUY», 0003Ha4as ux B mapturype kak RH (ot
Hemernkoro «Hauptrhythmusy).

Ha mpumepe otnmenpHbIx (parmeHTtoB u3 omep «Bormek» u «Jlymy», Kamepnoro
KOHIepTa U «JIupuyeckoil CIOUTh» B JAOKIAAE aHATM3UPYIOTCS MPUHIMIBI paboThl bepra c
KOHCTPYKTHUBHBIMU PUTMAaMH, TTOKA3bIBAETCS UX CBSA3b C CEPUATBHON HIeeH (I 3TOTrO Mpu
aHaJIM3e PUTMHUYECKHE PUCYHKH TEPEBOJATCS B 4YMCIOBBIe Mojaenu). Ocoboe BHHUMaHUE
yaensieTcsi cnocobaM TpaHcPopMalid PUTMOB TYTEM YBEJIWYEHUS WIA YMEHbIICHUS
(HEepeaKo MOCPeICTBOM J00aBJICHHS TOYKU K JITUTEIHHOCTH), COYETAHUS PallMOHABHBIX U
HUppPALMOHAIIBHBIX PUTMOB, CMEUICHUS AaKLIEHTOB, a TaKXe€ NPUMEHEHUI0 aBTOHOMHBIX
PUTMHUYECKUX KAHOHOB, BAPbUPOBAHUIO UCXOIHOW MOJIENH Nay3aMu U T.1. OTMevaeTcs, 4To
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JTaHHbIE TpeoOpa3oBaHMs MPEABOCXMINAIOT HOBalMM Meccuana. B HEKOTOpBIX cliiydasx
KOMITO3UTOP OYEHb OJIM3KO MOJXOAUT K ujee psiaa jmrenbHocter (V yacts «Jlupudeckoit
CIOUTBD»).

OtnenbHOE MECTO B JOKIIA/IE OTBOJUTCA OOCYXICHHUIO MPUYUH HEIOOIICHEHHOCTH
KOMITO3UITMOHHO-TEXHUYECKUX HOBIIECTB bepra B o0iactu puTMa MOJIOJBIM MOKOJECHUEM
KOMIIO3UTOPOB-CEPUATUCTOB.

ALBAN BERG’S ‘CONSTRUCTIVE RHYTHMS’ IN THE ASPECT OF THE SERIAL IDEA

The report examines the innovations of Alban Berg in the field of rhythmic
structuring. The composer used in his music the rhythms that acted independently of the
pitch parameter and had a structural function. He called such rhythms ‘constructive’ and
designated them in the score as RH (from the German ‘Hauptrhythmus’).

Using fragments from the operas Wozzeck and Lulu, the Chamber Concert and the
Lyric Suite as examples, the author of the report analyzes the principles of Berg’s work with
constructive rhythms, connecting them with the serial idea (for this, during the analysis,
rhythmic patterns are converted into numerical models). Particular attention is paid to
methods of transforming rhythms by augmentation or diminution (often by adding a point to
the duration), combining rational and irrational rhythms, shifting accents, as well as to using
autonomous rhythmic canons, varying the original model with pauses, etc. It is noted that
these transformations anticipate Messiaen’s innovations. In some cases, the composer
comes very close to the idea of a duration row (5th movement of the Lyric Suite).

A special place in the report is devoted to the discussion of the reasons for the
underestimation of Berg’s rhythmic technique by the generation of serial composers.

Elena PANKINA

Dr. Habil. (Doctor of Art Studies),
Associate Professor, Music History
Department, Ural State
Mussorgsky Conservatoire,
Yekaterinburg, Russia

ITAHKWHA Enena BanepueBHa
doxmop uckyccmboBederus,
npocpeccop, kagpedpa ucmopuu
My3biku, Yparvckas eocyoapcmbBennas
KoHcepBamopus umeHu

M.II1. Mycopeckoeo, Examepunodype,

Poccus 2mikep@mail.ru

MY3bIKAJIBHBIE MTHTEPIIPETALIMU
«AMOR, SE VUO’ CH’I’TORNI AL GIOGO ANTICHO» IIETPAPKU B KAHIIOHAX BAPTOJIOMEO
TPOMBOHUYMHO, BEPHAPJIO ITM3AHO U CEBACTBHAHO DECTBI

Pa3BuTne nosTuyeckoro neTpapkusMa B mepBoM aecstwietun X VI Beka moBlekio 3a
co0oif paciBeT neTpapku3Ma My3bIKadbHOTO. B mepuosi 0OHOBICHHS] KOHIICTIIIUUA TTO3TUKO-
MY3bIKaJIbHOW KOMIO3UIIUHN B CBSI3M CO CTAHOBJIICHHEM MaJIpurajia oOpaileHue My3bIKaHTOB
Kk ctuxam [leTrpapku crano ogHUM U3 MyTed OCBOOOXKIEHHS OT AMKTaTa HOPMATHUBHBIX
MECeHHbIX (OPM U S3bIKA, MOMCKA HOBBIX CIIOCOOOB MY3BIKAJILHOTO BbICKa3biBaHuA. Cpean
MHOTOYHCIICHHBIX COYMHEHHH Ha TeKcThl IleTpapku BHMMaHuE TMPHUBIEKAIOT PAa3IWYHbIC
3BYKOBBIE BEpPCUH OJJHHX U T€X € CTUXOB, JEMOHCTPUPYIOIINE BapuabeIbHOCTh TPAKTOBKU
knaccuueckux crpod. Taxowel mpoumsBenenuss bapronmomeo TpombGonumno, bepnapmo
[Muzano u Cebactbsino DecThl HA TeKeT KaHIOHBI [leTpapku «Amor, se vuo’ ch’i’torni al
giogo anticho»; Bce oHM ObUTM OMYOIMKOBAaHBI C OTHOCHTEIHHO HEOOIBIIUMU BPEMEHHBIMU
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npomexxyTkamu. Haumbonee panHel sBisercss KaHoHA TpoMOOHYMHO, BOIIEAINIAs B
Omunnamuatyto kuury ¢porron OrtraBuano Ilerpyyun (Doccombpone, 1514).
CrnenyromumM 1o BpeMEeHM cTajlo counHeHue [1n3aHo u3 ero aBTOpCKOro codpaHusi, Takxke
BbinynieHHoro [lerpyyun (Benenus, 1510). Hakonen, komno3unusa dectsl crana 4acTbio
[lepBoii kauru Gpporron, uzgannoit xosanuu Jxaxkomo [1azoru u Banepuo Jopuko (Pum,
1526). Bo Bcex Tpex ciydasx MOJOXEHA Ha MY3bIKYy IepBas cTpoda KaHIOHBL. B Bepcuu
TpoMOOHYMHO $CHO NPOCMATPUBAETCS OMOpa HAa (QPOTTOJNBHYI CTWIHCTUKY U
BO3MOXHOCTb COJILHOTO HcIonHeHus cantore al liuto. [n3ano co3maer MOTETHYIO KaHIIOHY
B BO3BBIIIEHHOM KOHTPAIyHKTUYECKOM CTHJIE C IIyOOKOW MHTOHALIMOHHOM MpOopaboTKOU
cinoBa. B wuHrepnperannn @DecTsl peanu3yeTcss €ro ONBIT LEPKOBHOIO MY3BIKaHTA,
TATOTEIOIIETO K PAa3HOIUIAHOBBIM (PAKTYpPHBIM PEIICHHUSIM, HO B LIEJIOM OMMPAIOIIErocs Ha
JeKIaMallMOHHOEe  M3JI0KEHHe  TeKcTa. TakuM  o0pa3oM, TpU  CTHIUCTUYECKUE
WMHTEpHpeTaluy KaHLOHBl [leTpapku OTpakaloT Kak TBOPUYECKYIO WHAMBHUAYaIbHOCTh
Ka)XJOr0 aBTOpa, TaK M OOIIYI0 HANPABIECHHOCTh 3BOJIIOLMUU MPEICTABICHUH O BBICOKOU
CBETCKOM BOKAJIbHON KOMIO3UIIMH B MEPBBIE ACCATUICTUS YNHKBEUEHTO.

MUSICAL INTERPRETATIONS OF AMOR, SE VUO’ CH I 'TORNI AL GIOGO ANTICHO BY
PETRARCH IN CANZONES BY BARTOLOMEO TROMBONCINO, BERNARDO PISANO AND
SEBASTIANO FESTA

The development of poetic Petrarchism in the first decade of the 16th century entailed
the flourishing of musical Petrarkism. During the period of the upgrade of the concept of
poetic and musical composition in connection with the formation of the madrigal, the appeal
of musicians to the poems of Petrarch became one of the ways to free themselves from the
dictates of normative song forms and language, to search for new ways of musical
expression. These are the works of Bartolomeo Tromboncino, Bernardo Pisano, and
Sebastiano Festa on the text of Petrarch’s canzone Amor, Se Vuo’ Ch’i’torni al Giogo
Anticho; all of them were published with relatively short time intervals. The earliest is the
canzone Tromboncino, included in the Eleventh Book of Frottole by Ottaviano Petrucci
(Fossombrone, 1514). The next in time was the work of Pisano from his author’s collection,
also published by Petrucci (Venice, 1510). Finally, the composition of Festa became part of
the First Book of Frottole, published by Giovanni Giacomo Pasoti and Valerio Dorico
(Rome, 1526). In all three cases the first stanza of the canzone is set to music. The
Tromboncino version clearly shows the reliance on the frottola style and the possibility of a
solo performance cantore al liuto. Pisano creates a motet canzone in a sublime contrapuntal
style with a deep intonation elaboration of the word. Festa’s interpretation realizes his
experience as a church musician, gravitating towards diverse texture solutions, but generally
based on the declamatory presentation of the text. In this way, the three stylistic
interpretations of Petrarch’s canzone reflect both the creative individuality of each author
and the general direction of the evolution in the first decades of the Cingquecento about high
secular vocal composition.
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THE MODERN MUSICK-MASTER (JIOHJIOH, 1730):
K ITPOBJIEME ATPUBYIIU MATEPHAJIOB CEOPHUKA TPAKTATOB.

B 1730 r. B Jlonnone Obul onyOiIMKOBAaH COOPHUK TPAKTAaTOB IO MEHUIO U UIpe Ha
Pa3IMYHBIX MY3BIKIbHBIX HHCTPYMEHTAX, BKIIOYAIOUIUN TakkKe «KPAaTKyl HCTOPHUIO
MY3bIKH» 1 HEOOJIBIION My3bIKaJIbHBIN clI0Bapb. Ha TUTyIe U B TeKCTe M3IaHUS KaKhe-In0o
cBeneHus: 00 aBTope (aBTOpax) oOTCyTcTBYIOT. CerogHs — Kak B CIpPaBOYHO-
SHIUKJIONIEIUYECKOM, TaK U B HAYYHOU JIUTEpaType — B KaueCcTBE aBTopa (KpaiHe peaKo —
cocTaBHTelNsl) 3TOro u3gaHusi HaszbiBatoT Ilutepa Ilpemnepa. OpHako, ecnu CpaBHUTH
OOBSICHEHUSI OCHOB MY3bIKaJbHOM TEOpUU M 0a30BBIX HCHOJHUTEIBCKUX MPHUHIMIIOB B
KaXXJ0OM OT/EJBHO B3ATOM TpPaKTaTe, CTAHOBUTCS SICHO, YTO aBTOpPaMHU YyKa3aHHBIX paboT
ObutM pasHble moau. B cepenune mpouwioro Beka 06 3tom nucanu Pobept IOHUHITOH,
IoBun botinen u [onanpn XapTmeH (Bce — OYeHb KpaTKO W 0€3 KOHKPETHOM
aprymeHtanuu). bbUIo BBICKa3aHO MNPEANOJIOKEHUE, YTO aBTOPOM CKPHUIIMYHOTO
PYKOBOJICTBA SIBJISIETCS HE KTO MHOM, Kak ®dpanuecko xemunuanu (1687-1762). Onnako,
CIyCTS HEJOJIroe BpeMs, KaK HEpPEelKO CIydaeTcs HbIHYE B 3apyOeKHOM HCTOPUYECKOM
MY3BIKO3HAHUM, TPYAbl UCCIEIOBATENEH MPEIIIeCTBYIONIET0 BPEMEHU OBbLIM 3a0bIThI, U
aBTopcTBO [Ipemepa BHOBB MMoaeTCsa KaKk aKCHOMAaTHYECKOE MOJI0KEeHHE. ABTOPHI JJOKJIa1a
B KaueCTBE MEPBOM YaCTU paCCieIOBaHUs MPEIIPUHUMAIOT MOMBITKY pa30o0paThcsi B OUYEHb
HEMmpocToil mpobiemMe aTpuOylUU HA3BAHHOTO HCTOPUYECKOTO [OKYMEHTa U CHAeNaTh
MpeBapuTEIbHbIE BBIBOABl OTHOCHUTEIHHO HOBHU3HBI, OPUTMHAIBHOCTU (HAIHYUS WU
OTCYTCTBUS IIJIaruarta) MaTepuanoB cOopHUKa. BTopas 4acTh paccienoBaHus — C y4acTUEeM
CHEIMAIUCTOB B 00JaCTH KPUMHMHAIUCTUKA U aTPUOYIIMM aHOHUMHBIX U TICEBJOHMMHBIX
TEKCTOB — IUIAHUPYETCS B TIEPCIIEKTUBE.

THE MODERN MuSsICK-MASTER (LONDON, 1730):
ON THE PROBLEM OF ATTRIBUTION OF MATERIALS FROM A COLLECTION OF TREATISES

In 1730, a collection of treatises on singing and playing various musical instruments
was published in London, including ‘a brief history of music’ and a small musical
dictionary. There is no information about the author(s) on the title or in the text of the
publication. Today, both in the reference and encyclopedic literature and in the scholarly
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literature, Peter Preller is referred to as the author (very rarely as the compiler) of this
publication. However, if we compare the explanations of the basics of musical theory and
basic performing principles in each individual treatise, it becomes clear that the authors of
these works were different people. In the middle of the last century, Robert Donington,
David Boyden, and Donald Hartman wrote about this (every author very briefly and without
specific arguments). It has been suggested that the author of the violin manual is none other
than Francesco Geminiani (1687-1762). However, after a short time, as often happens today
in foreign historical musicology, the works of researchers of the previous time were
forgotten and the authorship of Preller is again presented in an axiomatic position. The
authors of the report, as the first part of the investigation, attempt to explain the very
difficult problem of attribution of the named historical document and make preliminary
conclusions about the novelty, originality (presence or absence of plagiarism) of the
materials of the collection. The second part of the investigation — with the participation of
experts in the field of criminology and attribution of anonymous and pseudonymous texts
— is planned further.

Yulia PANTELEEVA

PhD,

Associate Professor, Music Theory
Department, Gnesins Russian
Academy of Music, Moscow,
Russia

ITAHTEJIEEBA FOnusa
HwukosaeBHa

kanouoam uckyccmboBedenus,
doyerm, kaghedpa meopuu My3siku,
Poccuiickas axademus umenu
I'necunwix, Mock8a, Poccus

teatrosordo@yandex.ru

O HEKOTOPBIX CTPYKTYPHBIX ITPUHIIUIIAX
B COBPEMEHHOI KOMITO3UIINU

N3yueHrne NpUHIMIOB OPraHU3alUd MY3BIKAIBHBIX KOMIIO3ULUNA TMPEICTaBIISIET
co0oil OJHY M3 aKTyaJbHBIX MCKYCCTBOBEAUECKHX 3a/ad. Bocrnpusarue XyJ105KeCTBEHHOI'O
IPOU3BE/ICHUS B TMOJHOTE €ro (opMOCOAEPKATeIbHOTO €IMHCTBA HE O3HAYaeT OTKa3a OT
JIETAIbHOTO HCCJIeIOBaHUs KOHCTPYKTHUBHBIX 3aKOHOMepHOcTeil. B Hacrosmieit pabote
OCBEIIAIOTCS CTPYKTYPHBIE OCOOCHHOCTHM HECKOJBKHX Pa3HOXKAHPOBBIX COYMHEHUN,
CO3/IaHHBIX  COBpeMEHHbIMH  Kommosutopamu  (Apso [lapt, Hukonait Kopunopd,
Bnagumup MapTheiHOB).

[lpuHIMIBI KOHCTPYMPOBAHUS, BBISBICHHBIE B XOJI€ aHajdu3a HM30paHHBIX
MY3bIKQJIbHBIX TEKCTOB, PACIIUPSIOT MPEACTABICHUS O MPUEMAX KOMIIO3UTOPCKON TEXHUKHU
U CBUACTEIHCTBYIOT 00 OOIIEM M YaCTHOM B XYAOXECTBEHHOM BbICKa3bIBaHHH. BrIOop
MPOCTOTO, CBEIEHHOTO K MHUHUMYMY MaTepuajga W pasHooOpasue CTPYKTYPHBIX
MeTaMop(o3, KOTOpble ATOT MaTepHall IMpeTepreBaeT, — BOT Ha u4eM (okycupyercs
TJIaBHOE BHUMAaHUE B JaHHOM paboTe.

Hexkotopeie acnekThl KOHCTPYKTHMBHOM JIOTMKH pPsa COBPEMEHHBIX KOMIIO3UIUN
PAaCKpBIBAIOTCS BIIEPBBIE.

ON SOME STRUCTURAL PRINCIPLES OF CONTEMPORARY COMPOSITOIN

The study of the principles of organizing musical compositions is one of the actual
tasks of art history. To perceive a work of art in the fullness of its form-content unity does
not mean rejection of a detailed study of constructive laws. This work highlights the
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structural features of several works of different genres, created by contemporary composers
(Arvo Part, Nikolai Korndorf, Vladimir Martynov).

Constructive principles, revealed in the course of the analysis of selected musical
texts, expand the understanding of the methods of composer’s technique and testify to the
general and particular in artistic expression. The choice of a simple, minimized material and
the variety of structural metamorphoses that this material undergoes are the main focus of
this work.

Some aspects of the constructive logic of a number of modern compositions are
revealed for the first time.
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N.b. I'POCC: ®PEHOMEH BUPTYO3A-COUYUHUTEJIS

Counnenust Woranna benbsimuna I'pocca (1809, Onpbunr — 1848, Cankr-
[letepOypr) u3BECTHBI MHOTMM My3bIKaHTaM Onarojaps myOJIMKaMd B CepUU
Kammermusik Verlag (Kassel). B Poccun, rae I'pocc Ha mpoTsbkeHHH 0oljiee 4eMm AecsiTu
JET aKTUBHO paboTajd B YHUCIE JIYYIIUX BHOJOHYENIHUCTOB JIUpeKuuum uMIepaTOpCKUx
TeaTpoB, ObUI YYACTHUKOM M OCHOBaTejeM kBapreTra A. BreraHa, o HEM 3HAIOT €IMHUIIBI.
Mexny TeM, TBOPUECTBO O3TOTO MY3bIKAHTA MOXET OBITh HWHTEPECHO HE TOJIBKO
UCTIONHUTENSIM. Bylyun BHOJIOHYETUCTOM-BUPTYO30M, B KOMIIO3UIIMA OH JIOCTHUT yCIIEXOB,
HEU3MepUMO 0oJiee UHTEPECHBIX, YEM Y €r0 COOpaThEB M0 MY3bIKAIbHOMY 1LIEXY.

B crarbe bepnapga Anmenst BHepBble MpeACTaBlICHbl MaTepuaibl K Ouorpaduu
I'pocca monerepoyprekoro neproia (Bernard Appell, 2007).

C Hameit TOYkd 3peHus, crienu@Uueckuil apTUCTUYECKUN KOMIUIEKC, TOCTaBUBIINI
['pocca kak KOMIO3UTOpa HA HMHYIO CTYIEHb, TECHO CBSA3aH C JICHIIIUICKOW UIKOJION
(®. Menaenbcon, P. u K. lllymansl, ®@. Buk u ap.). OcoOyr0 poib ChIrpail U MEHSBIITUHCS
COLIMOMY3bIKAIbHBIA KOHTEKCT.

Hacnenue I'pocca, k KoTOpoMy MBI oOOpamaemMcsi Ha TpUMEpE OTAEIbHBIX
COUYMHEHUH, MTOKa3bIBAET CBOCOOPA3HBII CIEKTP >KaHPOB U KOMITO3UIIUI; C OJTHOW CTOPOHBI,
9TO MaTepuai, XapaKTepHbIA HJIs KOMIIO3UTOPAa-BUPTyO3a — BapHallMkd M Jpyras
OpPOAYKIUS. A ¢ JApyroil — HECHbIXaHHBIH [UIsi BUPTYO3a-UCIOJHUTENS CIOBUT K
COYMHUTENBCTBY MHOTO TOJIKA. ['pocC — aBTOP KOHIIEPTOB, KBAPTETOB M APYTUX KaMEPHO-
aHcambneBbix Tmbec, W Lieder, BOCTpeOOBaHHBIX B COBPEMEHHOW HCIIOJHUTEIHCKON
MpaKTUKE. 3a4acTylo, aHAJIM3UPYs €ro MpOou3BeleHUs (HauWHas C paHHUX OIYyCOB), MBI
CTaJIKHUBAEMCsl C BECbMa OPUTMHAIIbHBIMU MY3bIKAJIbHBIMU UJIEIMHU.

IOHANN BENJAMIN GROB: THE PHENOMENON OF THE VIRTUOSO COMPOSER

The works of Johann Benjamin Gross (1809, Elbing — 1848, St. Petersburg) are
known to many musicians thanks to their publication in the Kammermusik Verlag (Kassel)
series. In Russia, where Gross was one of the finest cellists in the Imperial Theatre
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Directorate for over ten years and a member and founder of the Henri Vieuxtemps Quartet,
few people know about him. Meanwhile, the musician’s works may be of interest not only
to performers. As a virtuoso cellist, his success as a composer is immeasurably more
interesting than that of his fellow musicians. Bernard Appell’s article presents, for the first
time, material for Gross’s pre-Peterburg biography (Bernard Appell, 2007).

In our view, the specific artistic complex that placed Gross as a composer on a
different stage is closely related to the Leipzig school (Felix Mendelssohn, Robert and
Klara Schumann, Friedrich Wieck, etc.). The changing socio-musical context played a
particular role.

Gross’s legacy, to which we turn by example of individual works, shows a peculiar
range of genres and compositions; on the one hand, it is material characteristic of the
virtuoso composer - variations and other products. And on the other, there is a shift toward
composing of a different kind, unheard of for a virtuoso performer. Gross is the author of
concertos, quartets and other chamber ensemble pieces and Lieder that are in demand in
contemporary performing practice. And, often, when analyzing his works (starting with his
early opuses), we encounter highly original musical ideas.
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AJIEKCAHJIP AJIIBBEB BOPHCA JIOBPOXOTOBA:
PEJAKTUPOBAHUME, COABTOPCTBO, COUMHEHHE

B mmmaHOM crivcke coumHeHuit Asnekcanapa AmnsiobeBa (1787-1851) ecth obnacts,
(dbopMupoBaHUE KOTOPOM OCYIIECTBICHO yke B XX CTOJETHH. DTO HEU3JaHHbBIE NP KU3HU
KOMIIO3UTOpa KaMEpPHO-WUHCTPYMEHTaJbHBIE aHcaMOnM, 00 HCHOJHEHUAX KOTOPBIX
OTCYTCTBYIOT CBUJIETENIHCTBA €r0 COBPEeMEHHUKOB. B 1940-¢ ro/1p1 ansiObeBCKUMHU HOTHBIMU
MaHYCKpUIITAMHU  3aHSJICS BUOJIOHYENIUCT, MY3BIKOBENl, MY3BIKAIbHBIA pecTaBpaTop
bopuc Jo6poxotoB (1907-1987), ubmmu ycwimsmu OO0nbmas ux dacth (10) Obuia
OITy0OJIMKOBAHA MOCJIE€ COKPYIIUTEIbHOU peaakTyphl. Ee minonabl 3actaBuiu JleBoHa AkorisiHa
YCOMHUTBCS B CYIIECTBOBAHMHM KaMEpPHO-MHCTPYMEHTAJLHOTO TBOpuYecTBa AIsiOheBa Kak
TaKOBOT'0, YTO HAIIIO OTPaKEHUE B HeaaBHeW MoHorpaduu uccienosarens («Music of the
Soviet Era: 1917-1991», 2017), rae sTa JOBOJIBHO-TAaKH OOBEMHAs OOJACTh IIEITUKOM
MOMEIIIeHA B Pa3/eNl «MUCTUDUKAIINID.

Bo Bpemena, korma J[oOpoXOTOB HEIPOTHYBIIEH pPYKOH «peJaKTHUPOBAID)
He3aBepIIeHHbIE COYMHEHUS HE TOIbKO AJsiobeBa, HO boponuna, TaneeBa u PaxmanuHoBa,
B Poccum B o00meMm mnaTrpuoTHdeckoM pycie Obuia 4Ype3BbIYaiiHO BocTpeOoBaHa
JeSITEIBHOCTh TI0 BOCCO3JaHMIO (PEIAKTUPOBAHUIO, TOMMCHIBAHUIO, COUMHEHUIO) PYCCKOU
knaccukd. OIHUM W3 MACOJIOTHYECKH OOYCJIOBIICHHBIX HANpaBIIEHUN SIBJISIIACH 3/IECH
pecTaBpalysi KaMEpHBIX MPOU3BEICHHM, MO3BOJISIONIAS JIOTUYHO BBICTPOUTH UX KAHPOBYIO
CUCTEMY, HaUMHasl yKe C nepBbIxX Jecarwietud XIX Beka. B mernoM ke caMble U3BECTHBIE
CIly4au «JOTHCBHIBAHUS TOJIBKO B paccMmaTrpuBaemoii chepe — 31o CTpyHHBIH KBapTeT U
AnbToBas conara ['nmunku, Oxrer banakupeBa, nouru Bce kaMepHble aHcamOiau boponnHa,
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HEKOTOpbIE CTPYHHbIE KBapTeThl TaneeBa u Bropoii kBaprer PaxmaHnHoBa. 3aKOHOMEPHO,
YTO CTOJIb IUIOJJOTBOPHAS JEATEILHOCTh YBEHYANIACh OTJYIIMTEIHHOM KyJIbMUHALIMEH —
«Haxoako» Cumdonun Ne 21 Hukonas Oscsuuko-KynnkoBckoro, uzganuoit B 1951 roxy.
J1oOpoxoToB HE ObLT 3/€Ch MEPBONPOXOALEM. TeM He MEHEee B €ro HCIOJIHEHUU
«ciydyail AnsiObeBa» mpenactaer yHUKanbHbIM. [logpoOHocTu Oumorpadum «ceBepHOro
MEBLAa»  YCIOXKHSIOT  IMOWCK  JOKa3aTelIbCTB  CYIIECTBOBAHMS  €ro  KaMepHO-
WHCTPYMEHTAJIBHBIX COUMHEHUM TIpH €ro Xu3HU. OHAKO BHIOOp aNTOPUTMOB 3TOTO TTOUCKA
B KOTOPBIN pa3 MOATBEPKIAET, UTO JaKE B HAIy TEXHUIIMPOBAHHYIO SMOXY UCTOPHUUECKHUE
Y UCTOYHUKOBEIYECKHE MOIX0Ibl My3bIKOBEACHUS TPAJAUIIMOHHO OCTAIOTCS aKTyalbHBIMHU.

ALEXANDER ALYABYEV BY BORIS DOBROKHOTOV:
EDITING, CO-AUTHORSHIP, COMPOSITION

In the long list of works by Alexander Alyabyev (1787-1851) there is an area, the
formation of which was carried out already in the 20th century. These are chamber
instrumental ensembles, unpublished during the composer’s lifetime, about the
performances of which there is no evidence of his contemporaries. In the 1940s, the cellist,
musicologist, music restorer Boris Dobrokhotov (1907-1987) took up the Alyabyev musical
manuscripts, and the efforts of a scientist most of them (10) were published after crushing
editing. Its fruits forced Levon Akopian to doubt the existence of Alyabyev’s chamber
instrumental creativity as such, which was reflected in the researcher’s recent monograph
(Music of the Soviet era: 1917-1991, 2017), where this rather voluminous whole area is
placed in the section ‘Hoaxes.’

At a time when Dobrokhotov, with an unwavering hand, ‘edited’ the unfinished
works of not only Alyabyev, but Borodin, Taneyev and Rachmaninov, in Russia, in the
general patriotic line, the activity of recreating (editing, adding, composing) the Russian
classics was extremely in demand. One of the ideologically determined directions here was
the restoration of chamber works, which allows one to logically build their genre system,
starting from the first decades of the 19th century. On the whole, the most famous cases of
‘adding’ only in the sphere under consideration are Glinka’s String Quartet and Alto Sonata,
Balakirev’s Octet, almost all of Borodin’s chamber ensembles, some Taneyev string
quartets and Rachmaninov’s Second Quartet. It is natural that such a fruitful activity was
crowned in a deafening culmination — the ‘find’ of Nikolai Ovsyaniko-Kulikovsky’s
Symphony No. 21, published in 1951.

Dobrokhotov was not a pioneer here. Nevertheless, in his performance, ‘Alyabyev’s
case’ appears unique. The details of the biography of ‘The Northern Singer’ complicate the
search for evidence of the existence of his chamber instrumental compositions during his
lifetime. However, the choice of algorithms for this search once again confirms that even in
our technically advanced era, the historical and source study approaches of musicology
traditionally remain relevant.
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DOPMOOBPA30OBAHUE B APUIX MOTAHHA CUMOHA MAWPA: HA PYBEXE KJIACCUUYECKOM U
POMAHTUYECKOM 2ITOX

B oBomronMu My3bIKanbHONM KOMIO3MLMM B MTAIbIHCKOW OIEPHOM apuM Ha
npotskeHuu XV II-XIX BEekOB MOXHO BBIIECIUTH PsiJ MEPUOJIOB, KOT/IA OJHU MPUHIIMUITBI
OpraHu3alMi MY3bIKAJIbHONH (OPMBI MOCTENEHHO BBITECHSAIUCH ApYyruMu. OAMH U3 HUX
npuiencs Ha pyoex XVII-XIX cronetuii, 03HaMeHOBaHHBII POKIECHHUEM CHCTEMbI (OpM
poMaHTH4eckou onepbl. Ha mpumepe Heckonbkux counHeHUii CuMoHa Malipa, CO3/1TaHHBIX
B 3TOT MEPHUOJl, UX COIMOCTABJICHUS C MPEAIIECTBYIOUICH W MOCIenyronel My3bIKaabHO-
TeaTpaJbHOM MPaKTUKOM pacCMOTpPEH CIEKTP KOMIIO3WLMOHHBIX pEIIeHUd B apuH,
XapakTepHbIi uis 3Toro BpeMeHU. C OJHOW CTOpPOHBI, 3TO (POpPMBI, BOCXOASIINE K
MPUHIIMIIAM OpTraHu3aiuu 0oJbioit apuu Bo BTopoit monosune XVIII Beka, mpexae Bcero k
dbopMe poOHA0, TMOJYyYMBIIEH IIMPOKOE pPACHPOCTPAHEHHWE B BEHCKOW Tpaaullud, B
yacTHOCcTH, y Momnapra. C apyroid CTOpoHBbI, B omnepax Maiipa mnpeacTaBieHbl apuu,
MO3BOJISIONINE TOBOPUTH O (QopMupoBaHMM Tak Has3biBacMoil la solita forma, kotopyro
BIIOCJIE/ICTBUU UCIOJIb30BAIM MHOT'ME KOMIIO3UTOPBI 3MI0XU poMaHTH3Ma — 0T Poccunu 1o
Bepau. OnepHoe TBOopuecTBO Malipa NpHILIOCH HA MEPEXOAHYIO 3MOXY, YTO 3aMETHO U B
BbIOOpe skaHpoB (omepsl Seria, buffa, semiseria), u B My3bIKaTbHOM S3bIKE. AHAIU3
¢dopMooOpa3zoBaHusl B apusX IO3BOJSIET CAEldaTh BBIBOJ, YTO €ro COYMHEHMS
JEMOHCTPUPYIOT CIOXKHBIN MIPOLECC POXKJIEHUSI POMAHTHUECKOM OnepHO (JOPMBI U CITyKat
CBOE0Opa3HbIM CBA3YIOLIUM 3BEHOM MEXY JBYMsI SIIOXaMHU.

THE FORMS IN GIOVANNI SIMONE MAYR’S OPERA ARIAS: AT THE TURN OF CLASSICAL AND
ROMANTIC ERAS

In the evolution of musical composition in the Italian opera aria during the 17% — 19t
centuries, a number of periods can be distinguished when some principles of the musical
form organizing were gradually replaced by others. One of them occurred at the turn of the
18" and 19" centuries, marked by the birth of new opera forms. Different compositional
solutions in the aria, usual for this time, is considered on the example of several operas by
Simon Mayr, their comparison with the previous and subsequent musical and theatrical
practice. On the one hand, these are forms that go back to the grand aria structural principles
in the second half of the 18™ century, primarily to the rondo, which became widespread in
the Viennese tradition, in particular, by Mozart. On the other hand, the Mayr’s operas
present arias that allow us to talk about the process of la solita forma creation, the aria form,
which was later used by many composers of the Romantic era, from Rossini to Verdi.
Mayr’s operatic works arose in the transitional period, which is noticeable in the choice of
genres (operas seria, buffa, semiseria), and in the musical language. The analysis of these
arias allows us to conclude that his works demonstrate the complex birth process of a
romantic operatic form and serve as a kind of connecting link between the two eras.
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O HEKOTOPBIX DTAIIAX PABOTBI [1.1.UATIKOBCKOT'O
HAJ] «BCEHOIIIHBIM BJIEHUEM»
(1O MATEPUAJIAM ITUCEM U PYKOITUCHBIX HABPOCKOB)

Konmnenmus «Bcenornoro oaeaus» op.52 (1882) I1.M. YaiikoBckoro, ero BTOpOro
KPYITHOTO ITUKJIMYECKOTO MPOU3BEICHUS B 00JaCTU JyXOBHOW MY3BIKH, ObLIa OCHOBaHA Ha
HOBOM TIOJIX0JI¢ K MHOTOTOJIOCHOM 00paboTKe ApeBHUX pacneBoB. Kputuuecku orieHUBas
COCTOSIHHE PYCCKOTO IIEPKOBHOTO MEHHS, KOMIIO3UTOP 3aHUMAJ CEPEeANHHYIO TO3UIUI0: OH
HE pa3ieiisl paJuKaibHble HAMEPEHUsI TeX, KTO XOTeJl BEpPHYTh MEHHE B IIEPKBH K €ro
«TEepBOOBITHON YHUCTOTE», HO, B TO JK€ BPEMsl, CTPEMUJICA «OTPE3BUTH IIEPKOBHYIO MY3bIKY
OT upe3MepHoro epomensMa». [IucemMa YailkoBCKOTO B mepuo]] HanbOojee MHTEHCHBHOM
pabotel Haa nukiIoM — oT 8/20 mast mo 5/17 aBrycra 1881 roma — mar0T BO3MOXKHOCTH
MPOCJIEAUTh €ro TBOPYECKUH MpOoIEecC, NAeTalu 3ambiciia, (OpMUPOBaHHE COOCTBEHHOM
touku 3peHus. Kommosutop compoBoaun «BceHoirHoe 6neHue» moa3aroioBKOM «OmbIT
rapMOHHU3alUU OOTOCITYKEOHBIX ECHONEHHI» 1 HEOOIBIINM IPEIUCIOBUEM, TJI€ U3JI0KHII
TPU MpUHIUIA 00paOOTKH 3aMMCTBOBAHHBIX MEPBOMCTOYHUKOB: 1) TOUHOE LUTHPOBAHHUE,
2) JomyluieHUE «HE3HAUUTEIbHBIX OTKJIOHEHUN»; 3) OTXOJ OT «TOYHOTO MOCJEI0BaHUs
HareBY» MOJ] BIUSHUEM «COOCTBEHHOTO MY3BIKAJIILHOTO YyBCTBa». CyTh BTOPOTO MPHUHIIUIIA
JEMOHCTPUPYIOT HaOpocku YalKOBCKOTO B €ro JUYHOM 3K3eMIuisipe «OO0uxoga HOTHOTO
nepkoBHoro menus» (M., CunomanpHas Tunorpadms, 1879), xpansamemcs B
['ocynapcTBEHHOM MeMOpPHaJIbHOM MY3BIKAUIBHOM My3ee-3anoBeanuke [1.1. HaitkoBckoro B
Kmuny ([13. Ne 409). B nokmnazae OyayT BOEpBbIe MIPEACTABICHBI PE3yIbTaThl PacIIu(POBKU
HAaOpPOCKOB, MPOAHATU3UPOBAHBl M3MEHEHUS, KOTOPbIE KOMIIO3UTOP BHOCHT B HaIle€BbI
(MeTpu3anus MEIOUN 3HAMEHHOTO M TPEYECKOr0 paclieBOB, COKpAICHUE WIH YBEIMUECHUE
JUITATEILHOCTEH, 100aBlIeHNE May3, U3MEHEHHE BBICOTHOTO IOJIOKEHHS BCETO HareBa WU
OTJICIbHBIX 3BYKOB), PACKPBITHI MPUYMHBI TOJOOHBIX H3MeHeHWi. B psge HabpockoB
YaiflkoBCKUN Takke HaMeyaeT TapMOHUYECKHE TOCIEAOBaHUA U (PaKTypHOE H3JIOKECHHE.
Bmecte ¢ Tem, HaOpOCKH SIBJISIOTCS JHUIIb TMPOMEXKYTOUHBIM J3TalloM Ha IyTH K
OKOHYATEIbHOMY BapHaHTy, 3aKCUPOBAHHOMY B aBTOTrpade.

ON SOME STAGES OF P.l. TCHAIKOVSKY’S WORK ON THE ALL-NIGHT VIGIL
(BASED ON LETTERS AND HANDWRITTEN SKETCHES)

The concept of All-Night Vigil op.52 (1882) by Tchaikovsky, his second major cyclic
work in the field of sacred music, was based on a new approach to polyphonic processing of
ancient chants. Critically assessing the state of Russian church singing, the composer took a
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middle position: he did not share the radical intentions of those who wanted to return church
singing to its ‘primitive purity,” but, at the same time, sought ‘to sober up church music
from excessive Europeanism.” Tchaikovsky’s letters during the period of the most intensive
work on the cycle — from May 8/20 to August 5/17, 1881 — make it possible to trace his
creative process, the details of the concept, the formation of his own point of view. The
composer accompanied the All-Night Vigil with the subtitle ‘An Essay of harmonization of
sacred chants’ and a short preface, in which he outlined three principles of processing
borrowed primary sources: 1) accurate quotation; 2) the assumption of ‘minor deviations’;
3) a departure from ‘accurate adherence to the chant’ under the influence of ‘own musical
feeling.” The essence of the second principle is demonstrated by Tchaikovsky’s sketches in
his personal copy of Book of Church Chants (Obihod) with Notes (Moscow, Synodal Press,
1879), kept in the State Memorial Musical Museum-Reserve of P.l. Tchaikovsky in Klin
(D3. No. 409). The report will present for the first time the results of the decoding of the
sketches, analyze the changes that the composer makes to the chants (metrization of
melodies of the znamenny and greek chants, shortening or increasing the lengths, adding
pauses, changing the pitch of the entire melody or individual sounds), and revealing the
reasons for such changes. In a number of sketches, Tchaikovsky also outlines harmonic
successions and textured presentation. At the same time, the sketches are only an
intermediate stage on the way to the final version, recorded in the autograph.
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OIEPHAS KOMITO3UIMST — EE TAWHBIE CUJIbI 1 3HAKU

Wnes, BepHee, OUIyIICHHE, KOTOPOE IOMBITAIOCH IMPEACTABUTh B PaIlMOHATBHON
dbopMe, BO3HHMKIO B pe3yibTaTe KapaHTHHA, BO BpPEMs KOTOPOTO B CETH TIOSBHIIOCH
OTPOMHOE KOJIMYECTBO 3aMTUCEH U TPAHCIISIIMIA OTICPHBIX crieKTakieil. CyIecTBys B pexKuMe
«KOKIBIA JEHb TI0 omepe» (BCEro WX 3a OTHOCHUTEIILHO HEOOJNbIIOe BpeMsi ObLIO M3YYCHO
oko0J10 70), 51 B KaKOW-TO MOMEHT OKOHYATEIbHO yOSIMIIacCh B TOM, YTO IMOTOK T€aTPaIbHBIX
BIICYATIICHUHA W MEPESIKUBAHUI HA CAMOM JIeJie TOJBKO MOJICPKUBACTCS CIICHOM, a TJIABHOU
€ro MPUYUHOW W JBWIKYINEH CHJIOW SIBJIIETCS My3bIKa: TOBOpAIIAsS U IieliecooOpa3Has
My3bIKalibHas Qopma. B omepe MBI HMeeM Jel0 C TPOTSHDKCHHBIMH — 3BYKOBBIMH
MOCTPOCHUSIMU (aKT, KapTUHA), YbsS BHYTPCHHSS AapXUTEKTypa, BO-TIEPBBIX, OTpaKacT
onpeneneHubie GyHknuu (IMT: ¢uHambHAS ClIeHA CTPOUTCS HE TaK, KaK AKCIO3HIIMOHHAS),
a BO-BTOPBIX, M3JIy4aeT IIEJIOCTHBIA 00pa3, B KOTOPOM COINPHUCYTCTBYIOT BOOOpa)kaeMoe
MECTO, BpeMs JHs M TOJ]a, CBET U HACTPOEHHE, TUIl IKCIPECCHH U TOH OTHOIIeHu. CMeHa
SMU30/I10B, OTHOCUTEIILHO OJJHOPOHBIX B MY3bIKaTHHOM IUIAHE, UX CIEIUICHHE C TIOMOIIbIO
MPOKJIAJIOK-TIEPEXO0/IOB UIIM COIOJIOKEHHUE 110 KOHTPACTY, YepeJOBAaHUE THUIIOB JIBIXKEHUS U
bakTyp, NPOTSHKEHHOCTEH, METPOB M TEMIIOB, — BCE 3TU U PSII JPYTHX, COUETAIOUIUXCS C
HA3BaHHBIMHU, TPUEMBI O0pPa3yIOT CBOEro poja «OONBIIHE» MY3bIKAILHO-PUTOPUUECKUE
GUryphl, U UX YepeOBaHHE TIOTYMHEHO ONPEIeNICHHOM JIOTUKE, Ybs (OopMyJia, COOCTBEHHO,
U BBIpaKaeT «o0pa3» IIeNIOT0, a TAKKe ero CKPhITYI0 uaero. Onopsl, IUICHHS, MO,

929



pa3BepThIBaHUS, NEPEXO/Ibl, KOJUIAXKH, KJIaCTEPhl, IOBTOPHI, pa3BOPOTHI, OOPHIBHI, apKu EtC.
— BCE€ 3TH TUIIBI MY3bIKaJIbHO-CMBICIIOBOTO JIBMKEHUS SIBIISIIOTCS HE CTOJIBKO MY3BIKAIBHOU
IIPOCKLIUEN JIpaMbl, CKOJIBKO €€ IJIaBHBIM JIBUTATENIEM M «HOcHUTeneM». VX coderaHus u
LENOYKH NOCIeJ0BaHUI 001a1at0T BBICOKUM YPOBHEM TUIIOJIOTMYHOCTH HE TOJIKO BHYTPHU
OIpEENIEHHBIX HCTOPUKO-KYJIBTYPHBIX BHJIOB OINEPHl; MOXKHO CKa3aTh, YTO OHU OOpazyloT
meHkepoBckue — Ur-gopmel,  perynupyronige  T€UeHUe  KPYNHBIX  MY3bIKaJbHO-
JpaMaTHYECKNUX OCTPOCHUN HA BCEM MPOTSHKECHUU PA3BUTHS OIIEPHOIO UCKYCCTBA.

OPERA COMPOSITION — ITS SECRET POWERS AND SIGNS

The idea, or rather, the feeling, which I will try to present in a rational form, arose as
a result of the quarantine, during which a huge number of recordings and broadcasts of
opera performances appeared on the network. Existing in the mode ‘every day one opera’
(in total, about 70 of them were studied in a relatively short time), at some point | finally
became convinced that the flow of theatrical impressions and experiences is actually only
supported by the stage, and its main cause and driving force is music: a speaking and
expedient musical form. In opera, we are dealing with extended sound structures (an act, a
picture), whose internal architecture, first, reflects certain functions (IMT: the final scene is
not built in the same way as the exposition), and secondly, radiates a holistic image, in
which an imaginary place, time of day and year, light and mood, type of expression and
tone of relations are present. The change of episodes that are relatively homogeneous in
musical terms, their coupling with the help of transition pads or juxtaposition by contrast,
the alternation of movement types and textures, lengths, meters and tempos — all these and
a number of other techniques combined with these form a kind of ‘large’ musical-rhetorical
figures; and their alternation is subject to a certain logic, whose formula, in fact, expresses
the ‘image’ of the whole, as well as its hidden idea. Supports, extensions, modulations,
deployments, transitions, collages, clusters, repeats, reversals, breaks, arches, etc. — all
these types of musical-semantic movement are not so much a musical projection of the
drama, as its main engine and ‘carrier.” Their combinations and chains of sequences have a
high level of typology not only within certain historical and cultural types of opera; we can
say that they form Schenker’s Ur-forms that regulate the course of major musical and
dramatic constructions throughout the development of opera art.
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BETXOBEH: J[)KA3OBBIE METAMOP®O3bI

B cronerneli ucropum mnpakTuku «jazzing the classics» oOparieHne K My3bIKe
berxoBeHna siBnsieTcsl CKOpee MCKIOYEHUEM, YEM MPaBUIIOM: TOpa3/i0 4allle B Karajore
OJKa3UpPOBAHHBIX COYMHEHUM KIIACCMKOB MOYKHO BCTPETUTh HMeHa baxa, Monapra,
[lTonena, YaiikoBckoro u PaxmanunHOBa. BMmecte ¢ Tem, NEpBBIA OMNBIT OJKA3UPOBAHUS
OETXOBEHCKOTO OIlyca TOSBWIICS €IIe B OJIOXy CBHUHIa, Korjaa adpoaMepuKaHCKUM
apaHXHPOBILUKOM Yanmu Yumierom (Chappie Willet) IE opkecTpa
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Jlxummu Jlanacdopaa Obiia ocymiecTBieHa nepepadoTka nepBoid vactu «llaTteTnueckoit
COHATBDY. DTOT o0pasell pPe3Ko OTAUYAICS OT OOJBIIMHCTBA JKA30BBIX BEPCHUM KIIACCUKU
1920-40-x rT., KOTOpBIe MeTaQOpUIECKH MOKHO 0003HAYHTh Kak «Sweeting the classics»: B
OOJBIIMHCTBE CIIy4aeB B KayecTBE MCXOAHOIO MaTepuajla HCIOJIb30BAINCh JIUIIb
(bparMeHThl aKaJeMUYECKUX COYMHEHUH — TEeMbl KaHTWJICHHOW MPHPOJBI, Ha OCHOBE
KOTOPBIX ~ BBIPACTAM TECEHHO-TAHIIEBATIbHBIC KOMITO3UIIMH, OpPWUEHTHPOBAHHBIE Ha
HIUPOKYIO ITyOIUKY.

[Iponomwkenne AaHHOW TpaaWIMA MOXHO OOHAPYKUTh M CETOAHS: TakK, SMOHCKAs
nuanucTka Xupomu Yexapa (Hiromi Uehara) B kauecTBe OCHOBBI Ui OJHOTO W3 TPEKOB
ampOooma «Voice» (2011) wucnoip3yeT OCHOBHYI TeMmy BTopod dYactu I[larermdueckoit
coHatbl. OngHako, «ee berxoBeH» He mepemeriaercs B HUILY MacCOBO-Pa3BJIEKaTEIbHOU
MY3BIKH.

WNuTepec mpencrasisier oOpaieHne K OETXOBEHCKON My3bIke OJHOTO M3 Hauboiee
3HaYUMBIX B HCTOPUM JKa3WHIa MYy3bIKAHTOB — (paniry3ckoro nuanucra JKaxa Jlycke
(Jacques Loussier). Ero tpanckpumniuio MeaieHHon yactu Ceapmoii cuMmdonnu berxoBena
MO>KHO Ha3BaTh «BapHallMsIMU Ha BapHAIIUN.

B noknage paccMmarpuBaercs creuuduka TpaHCKPUNTOPCKOM TEXHHUKH Ha3BAHHBIX
MY3BIKAHTOB C TO3WIUH MeToja TpaHC(HOpMaIMU, CBOWMCTBEHHOTO TPaHCKPUITOPCKON
cdepe TBOpUECTBA B 1I€JIOM, a TAK)KE BBIICTSAIOTCS crienu(rueckue JUisl Ka3uHra npueMbl B
OTHOIIICHUH MEJIOJIKH, TApPMOHHH, (HOPMBI, CayH/a.

Hayunas HoBu3Ha pa0oThl ompezaensercs oOpalleHHMeM K IMpolieme Ka3uHra
OETXOBEHCKHUX COYMHEHUH B IIEJIOM M TIPUBJICKACMBIM MY3bIKaJbHBIM MaTEPHUAIOM, a TAKKeE
BBEJICHHEM B OTEUECTBEHHYIO MY3bIKAJIbHYI0 HAyKy pe3yJbTaTOB 3apyOeKHbIX
uccieloBaHui o Teopuectse Y. Ywuiera.

BEETHOVEN: JAZZ METAMORPHOSIS

In the centennial history of the practice of ‘jazzing the classics,” recourse to
Beethoven’s music is more the exception than the rule: much more often in the catalog of
jazzed works of the classics one can find the names of Bach, Mozart, Chopin, Tchaikovsky
and Rachmaninoff. At the same time, the first experience of jazzing Beethoven’s opus
appeared in the swing era, when Afro-American arranger Chappy Willet transformed the
first movement of the Pathetique Sonata for Jimmy Landsford’s orchestra. This sample
sharply differed from the majority of jazz versions of the classics of the 1920s-1940s,
which can be metaphorically labeled as ‘sweeting the classics’: in most cases, only
fragments of academic compositions were processed - themes of a canted character, on the
basis of which song and dance compositions were developed targeting the general public.
The continuation of this tradition can be found today: for example, the Japanese pianist
Hiromi Uehara uses the theme of the second movement of the Pathetique Sonata as the
basis for one of the tracks on the album Voice (2011). Of interest is the appeal to
Beethoven’s music by one of the most significant musicians in the history of jazzing — the
French pianist Jacques Loussier. His transcription of the third movement of Beethoven’s
Seventh Symphony can be called ‘variations on variations.’

The paper examines the specificity of the transcriptional technique of these musicians
from the standpoint of the transformation method inherent in the transcriptional sphere in
general, and also highlights techniques specific to jazzing in relation to melody, harmony,
form, sound.
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The scientific novelty of the work is determined by the appeal to the problem of
jazzing of Beethoven’s compositions in general and by the musical material involved, as
well as by the introduction of the results of foreign studies on the work of Charles Willet
into Russian musical science.
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OT JOMAIIIHEN TIOCTAHOBKHU K TEATPAJILBHOMY IIEJEBPY: ITYTh « MACKH,
IIPEJICTABJIEHHOM B 3AMKE JIAJUIOY» JI)K. MUJIBTOHA K «KOMYCY» JIXK. JIAJITOHA

[TouTn Bek pazaenser aBa MPOU3BEICHUS, CTABIITUX 3HAKOBBIMH JJI1 COBPEMEHHHUKOB,
— «Macky, mnpenacraBieHHyro B 3amke Jlammoy» [Ixona MumbtoHa (1634) u ee
nepepaborannyo Bepcuto, «Komyc» JIxona [lantona (1738). Obe macku CTaBWINUCH C
MY3bIKOW  TaJlaHTJIMBBIX MY3BIKAHTOB CBOero nmokojieHus — lenpu Jloyza w
Tomaca ABryctuHa ApHa — M TaKXe€ NOJABEPrajJuch H3MEHEHHSIM CO CTOPOHBI
KOMIO3UTOPOB. Oco00ro BHUMAaHHS 3aciy>KMUBAeT BOMPOC COOTHOIICHHS] OPUTHHAIBHOTO
TEeKCTa Macku MMIIBTOHA U €ro MY3bIKaJbHOW IOCTAHOBKH, OCyllecTBIeHHOH JIoy3oM, ¢
nonyssapHoit B X VIII Beke cuenndeckoit nepepadotkoit JlantoHa-ApHa B YCIOBUSX HHOTO
YKaHPOBOI'0 KOHTEKCTA U T€aTPAJIIbHOW MTPAKTHKH.

B opurnnanpHOl Macke MuibTOHa MHOTHE UCCIENOBATENN €r0 TBOPUYECTBA HAXOAST
NOJIMTUYECKUIN U COLMAIbHBINA MOATEKCT, Yero Hejlb3s cka3aTh 00 ocyuiecTBiIeHHOU Jloy3om
nocraHoBke «Komyca». Jloy3, He MeEHsS HCXOIHBIM TMOSTUYECKHM TEKCT, Co34al
KOMITO3UIIMOHHBIN IUIaH CHEKTAKJIsA, BKIIOUMB B HETO BOKaJIbHbIE HOMEpA. J[aJITOH mpUBHEC
U3MEHEHUS KaK B TEKCT MWJIBTOHA, TaK U B KOMIIO3ULIMOHHBIN IIJIaH Macku. ApH, B CBOIO
ouepellb, TBOPYECKH HUHTEpPOpETHUPYys Bepcuio JlanToHa, HE oONMpaeTcss Ha Yke
CYILIECTBOBAaBIyI0 M, 0€3 COMHEHUs, M3BECTHYIO eMy Kommosumuio Jloy3a, HO co3maeT
COOCTBEHHYIO MY3bIKaJbHO-T€ATPAIIbHYIO IIOCTAHOBKY, 3aCIYXKUBIIYIO JTIOOOBb MyOJIUKH U
MpU3HAHUE KPUTUKOB. Bo3HUKIINE B pe3ynbTare nepepadoTok Macku MMIbTOHA BEPCUU —
OJlHA JIUTEepaTypHass M JBE CIEHUYECKHE — OTpPa3Wid >KaHPOBBIE OCOOCHHOCTHU
MY3BIKAJIBHOTO Te€aTpa CBOEr0 BPEMEHHM M MOJIYYWIM HCTOPUYECKHM pPE30HAHC YyXKE B
COBEpIIEHHO Jpyryto 310Xy B Buae «Cuen u3 “Komyca”» Xpio Byzaa (1965).

FROM HOME STAGING TO THEATRICAL MASTERPIECE: THE PATH OF THE MASK SHOWN AT
LubLow CASTLE BY JOHN MILTON TO COMUS BY JOHN DALTON

Almost a century separates two works that have become iconic for contemporaries —
The Masque Presented at Ludlow Castle by John Milton (1634) and its revised version of
Comus by John Dalton (1738). Both masques were staged with the music of talented
musicians of their generation — Henry Lowes and Thomas Augustin Arne — and were also
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modified by composers. Particular attention should be paid to the question of the
relationship between the original text of Milton’s masque and his musical production,
carried out by Laws, with the stage adaptation of Dalton-Arne, popular in the 18th century,
in a different genre context and theatrical practice.

In the original masque of Milton, many researchers of his work find political and
social overtones, which cannot be said about the production of Comus carried out by Lawes.
Lawes, without changing the original poetic text, created a compositional plan for the
performance, including vocal numbers. Dalton made changes to both Milton’s text and the
compositional plan of the masque. Arne, in turn, creatively interpreting Dalton’s version,
does not rely on the already existing and, no doubt, known to him composition of Lowes,
but creates his own musical and theatrical production, which has earned the love of the
public and the recognition of critics. The versions that emerged as a result of the reworking
of Milton’s masque — one literary and two stage — reflected the genre features of the
musical theater of their time and received a historical resonance in a completely different
era in the form of Scenes from ‘Comus’ by Hugh Wood (1965).
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[TPOBJIEMA PEIIPU3bI U EE PELLIEHU S
B KJTACCUKO-POMAHTUYECKON ®OPME

B noknazne paccmaTpuBaeTcsl penpusa Kak crnenuuuecku My3blKalbHbIN (eHOMEH,
peAKuil B APYTUX BHUJIaX BPEMEHHBIX UCKYCCTB. PackpbiBaeTcsi riryOoKasi JUAIEKTHUYHOCTh
penpusbl, SBISIOMICHCS OJHOBPEMEHHO (AKTOPOM pa3BUTHUS U YTBEPKICHHS, HECyIen
U3MEHEHHUs Jaxe TMpu OyKBaJbHOM TOBTOPEHUH, BBICTyMNaroleld yOeauTenbHbIM
BOIUIOIICHUEM TSATOTEHUS EBPOINEHCKONW aKaJeMUYecKOM MY3bIKM KaK BpPEMEHHOTO
UCKYCCTBA K 3aBEpPIIEHHOCTH M KPUCTAJUIMYHOCTH CTPYKTYyphl. [IpemHamepeHHoe
OTpaHHYEHUE B JIOKJI/I€ paMKaMU TPEXYaCTHOW M COHATHOW (pOpM CBS3aHO C HaUOOJbIIEH
MOJIHOTOW peajn3allii B UX paMKaX PernpH3HOCTH, OPTAaHMYHOCTHIO COYETAHUSI HECKOJIBKUX
NpUHIHUIOB GopMooOpazoBanusi. C omopoii Ha CUCTEMY B3IJISIOB, CIOXKHUBIIYIOCS TIPEKIC
BCETO B OTEUECTBEHHOM MY3bIKO3HAHWH, MOKa3aHa crenuduyueckas poib pernpu3HOCTH, U
Mpe — TMOBTOPHOCTH, HATJISIIHO peaju3yromias ceOs B HCKYCCTBaX, OTIMYAIOIIUXCS
BBICOKOW CTENEHBIO OOOOIIEHHOCTHU: «YUCTas» WHCTPYMEHTaJbHAasl MY3bIKa, apXUTEKTYypa,
xopeorpadusi.

Penpusa B My3blke KJIACCUKO-POMAHTHUYECKON TpagullMy aHAIU3UPYETCS B ACIEKTE
€€ BOCTIPUSATHS KOMIETEHTHBIM CITyIlIaTeeM, 00JaIarouM c(hOpMUPOBAHHBIM «UyBCTBOM
penpusbl», UYTO JAeT BO3MOXKHOCTH peanu3anuu 3(Pdekra ocTpaHeHUs, OOMaHyTOIro
OXHJIAaHUS, a TaKXKe PpPa3IUYHbIX KOMIIO3UTOPCKHX TPAKTOBOK M  YHHMKaJIbHBIX
XYJI0’)KECTBEHHBIX HAaXOJOK. B KOHTEKCTe TeMaTH4eCKOW M TapMOHHYECKOHW OCHOB (hopMbI
KaK THIa KOMIIO3HUIIMM PAaCCMOTPEHBI MPENBIKT, «JIOKHAs» pernpusa, a Takke Ooyiee WU
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MEHee 3HAuMTeNNbHas IepepadOTKa penpusbl, MHOIAA IMpeABEllacMas yK€ B CaMOM €€
Hayaje.

CrennanbHO aHAJIM3UPYIOTCS TMPUMEPHl HWHIMBUIYAIbHBIX PEUICHUN penpusbl B
npousBeaeHusx B.A. Momnapra, JI. berxoBena, 1. bpamca, C. PaxmanunoBa.

Ha ocHOBe cKa3aHHOrO [JEJIaeTCsl BBIBOJ O CJIOXHOCTH (PEHOMEHa penpussl, B
M3BECTHOM CMBbICIIE aKKyMyJHUpyIoUled B ceb0e HEKOTOpble CYIIHOCTHBIE KauecTBa
eBpornelickoi akaeMuyeckoil My3biku BTopoit monoBuHbl XV — XX cronerunii.

THE PROBLEM OF RECAPITULATION AND ITS SOLUTIONS
IN THE CLASSICAL AND ROMANTIC MUSICAL FORM

The report deals with the recapitulation as a specific musical phenomenon, which is
rare in the arts that exist in time. Here is revealed the deep dialectic of the recapitulation,
which is a factor both of development and affirmation, which brings changes even with
literal repetition and which also acts as a convincing embodiment of the trend of European
academic music to the completeness of the form. The deliberate restriction in the report to
the framework of ternary and sonata forms is associated with the greatest sufficiency of the
implementation of recapitulation within their framework, as well as with the organic nature
of the combination of several principles of form building. Based on the system of views that
has developed primarily in Russian musicology, in the report is shown the specific role of
recapitulation and its characteristics, and also wider — the role of repeatability, visually
realized in the arts, characterized by a high degree of generality (‘pure’ instrumental music,
architecture, choreography).

The recapitulation in the music of the classical and romantic tradition is analyzed in
the aspect of its perception by a competent listener having a formed ‘sense of
recapitulation’: this makes it possible to implement the ‘defamiliarization effect’ (after
Viktor Shklovsky), the effect of disappointed expectation as well as various composer’s
interpretations and unique artistic finds. In the context of the thematic and harmony as
foundations of form (as a type of composition) are considered the passage of dominant
preparation, the ‘false’ reprise as well as a more or less significant reworking of the
recapitulation, which is sometimes foreshadowed at the very beginning of it.

Some examples of individual solutions of the recapitulation in the works by
Wolfgang Amadeus Mozart, Ludwig van Beethoven, Johannes Brahms, and
Sergey Rachmaninoff are specially analyzed.

On the basis of the above, the author concludes about the complexity of the
phenomenon of recapitulation, which in a certain sense accumulates some essential qualities
of European academic music of the second half of the 18" and 19" centuries.
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3A TIPEJIEJTIAMU TEKCTA: CXBATBIBASI PEAJIbLHOCTH OBPA3A

Ha nporskeHnn Bcel MCTOPUH MY3BIKM KOMIIO3UTOPHI PEarupOBAIA HAa Pa3jIuvHbIC
BHEMY3bIKaJIbHbIE UMIYJbCHI, Oy/lb TO JIMTEpPATypHBbIE TEKCThI, KUBOMHUCH, PEIUTUS HIIU
MOJINTUYECKME CHUTyalunu. MHOrga CTpyKTypa CTUXOTBOPEHHMsS, TAKOTO KaK XalKy WIH
AMOUYECKUI MEHTaMETp, JaKe HAIPSIMYIO BIUSET Ha CTPOECHUE MY3bIKAJIbHOTO COYMHEHHS.
Opnako mpUpoJa STUX OTHOLIEHUWH OOBIYHO paccMaTpHUBaeTCs KaK HeKoe OIu3Koe
n300pakeHue WK 3MOLMOHaNbHas peakius. ApHonba [lenGepr maxke npuiien K BbIBOIY,
YTO, HANpPUMEpP, MEXAY MY3bIKOW M TEKCTOM HET TaKUX CBS3€H, 3a MCKIIOYECHUEM
napasuiesnin3ma Ha 0oJjiee BHICOKOM YPOBHE.

Mou coOCTBEHHbIE COYMHEHMSI TakKK€ OIUpATCs Ha OOJbIIOE KOJIUYECTBO
JIOTIOJIHUTENIbHBIX ~ BHEMY3bIKAJIbHBIX HUCTOYHMKOB. Cpeaum mpouero 310  paboThI
nucateneit/mostoB Comioanst bekkera u Ilona Lenana, xynoxxuukoB ®psncuca bakona u
I'epxapna Puxtepa wiu Tteopun ¢unocodpa XKaka [leppunga; kpome TOro, MOHSTHE
XYJI0)KECTBEHHOI'O  COIIPOTUBIICHHUSI C IOJUTHYECKOM TOYKM 3pEHHS B OTHOLIEHUU
TBOpPYECTBA MO3TECChl AJMHBI BUTYXHOBCKOW WJIM MPOM3BEACHUI ApaMaTyproB JJBapia
bonna u Ilutepa Baiica. Kakumu MOTyT OBITh 3HAYMMBIE CBSI3M MEKy MY3BIKOM, TTO33UEH,
AKHUBOMUCHIO, hrusocopuerd U MOTUTUKON, MOMUMO OoJiee MPSAMBIX (POPM BBIPAKEHUSI, TAKHX
KaK MCIOJIb30BaHHME TEKCTa, MOBECTBOBaHUE WM (UTYpaTHBHAs >KUBOIMUCH — KAaKOBBI 3TU
napajuienu Ha Oojee BbICOKOM ypoBHe? Kak mpoOiieMbl si3bIKa MOTYT 3a0CTPHUTh TaKue
TBOPYECKHE JUCKYPCHI U, COCUHSSI MOTPAHUYHBIE OOJACTH, OTKPHIBATH HOBBIE CIOCOOBI
BbIpaKeHUS U 3HaueHusa? Kpome Toro, kak Takue BOIPOCHI COOTHOCSTCS ¢ KOMIIO3HUIIMEH C
TOYKHU 3pPEHUsI TOrO, YTO JIEXKHT 3a MpelesaMH TeKCTa W KOHIenuuu marepuana? Bee stu
BONPOCKI OyIyT paccMOTpPEHbl [OKJIaJe B OTHONIEHHHM K MOEMY COOCTBEHHOMY
KOMIIOBUTOPCKOMY TBOPYECTBY MU TOMY, KAaK TaKuW€ B3aUMOCBSA3M MOBJIMSUIM Ha MOIO
MPaKTHKY.

BEYOND THE TEXT: CAPTURING THE REALITY IF THE IMAGE

Throughout musical history composers have responded to extra musical influences,
whether the setting of texts, responses to paintings, religion or political situations. On
occasion the structure of a poem such as Haiku or iambic pentameter has even directly
influenced the structure of the music. However, the nature of this relationship is more often
seen to be some kind of close representation or emotional response. Arnold Schoenberg
further concluded there are no such links between music and text, for example, except as
parallelisms on a higher level.

My own work as a composer has been similarly informed by a wide range of extra
musical sources; the work of author/poets Samuel Beckett and Paul Celan, painters
Francis Bacon and Gerhard Richter, or the theories of the philosopher Jacques Derrida
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among others; and further, the notion of artistic resistance from a political point of view in
relation to the work of the poet Alina Vitukhnovskaya or the writings of playwrights
Edward Bond and Peter Weiss. What might be the meaningful links between music, poetry,
painting, philosophy and politics, beyond more direct forms of expression, such as text
setting, narrative, or figurative painting — those parallelisms on a higher level? How might
issues of language problematize such creative discourses, and by connecting border areas of
representation access new modes of expression and meaning? Further, how might such
issues relate to composition, in terms of what lies beyond the text, and the concept of
material? This paper will address such issues in relation to my own work as a composer and
how such interconnections have informed my practice.

POBEHKO Enena BnagnmuposHa Elena ROVENKO
kanoudam uckyccmbobedenus, doyenm, PhD, Associate Professor,
Kkagpedpa ucmopuu 3apyoexHol My3biku, Foreign Music History
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APXUTEKTYPA — OXUBIIIASI MY3bIKA:
TOTUYECKUI COBOP KAK MOJIEJIb COBEPILIEHHOM MY3bIKAJILHON KOMITO3UIMH [JTAZAMU
BEHCAHA JTDHIU

VYyeHue 0 My3bIKQJIbHOM KOMITO3MIINH, NpEeAJIokeHHOe BeHcaHom 1" DHnu, UMeEeT B
OCHOBE IIMPOKUN KPYT HJEH, 3aMMCTBOBAaHHBIX M3 Pa3HbIX UCTOYHUKOB (B (Quiiocodckoii
chepe — Cesmennoe [Iucanue, I'.B.®. I'erens, JI.H. Tonctoit, . Péckun, 11I. Jleek; B
teopetudeckoir — I'. Puman, A. ¢don Otrurren, I'. ['enbmronsi, P. Baruep, C. ®pank), u
ACTETHUYECKHX 3a/ay (BBISBICHHE BHUAA MCKYyCCTBA C HAWMOOJBIIMM KOHCTPYKTHBHBIM
NOTEHIMAJIOM; IPOEKIUSI NMMAHEHTHBIX €My KOMIIO3UIIMOHHBIX aJITOPUTMOB HA UHBIE BUbBI
UCKYCCTBA;  KOHCTUTYHPOBaHHE  MNPUHIUIOB  (GopMoOOpa3oBaHMs,  OOMUX  JJIs
IPOCTPAHCTBEHHBIX Y BPEMEHHBIX UCKYCCTB).

B Tpakrare «Kypc My3bIKanbHOW KOMIO3UIIMUY A’ DHAU MUIIET 00 apXUTEKType Kak
0 JpeBHEHIIeM HCKycCcTBe, MpeajarammeM (opmoobdpasyromme MoAean s HHBIX
uckyccTB. Kommo3utop cyuTaer roTudeckuid coOop (MOoj BIUSHUEM HEOTOTHYECKOTO
HallpaBJICHUsI M HENOCPEACTBEHHO — KHuru Jxona Péckuna «Cemb cBeTouei
aApPXUTEKTYPbI») SUIOCOM COBEPIIEHHOW MY3BIKAILHONM KOMMO3MUIMK, Oa3upylomeiics Ha
«uukinaeckoM npuHnumney («le principe cycliquey), koTopslit 1’ DHAN BBIBOAUT M3 METOIa
perukaii GopMbI-MOJIEIN B KOHCTPYKIHH cobopa. My3bIkanbHasi CTPYKTYpa, CIIyKaiias
MEPBUYHON KOHCTPYKTUBHOW enuHunen («kimetka» — «la cellule»; «motuBy», «Temay,
«tepuon», «ppasza»), ymnomoOiseTcs TMOBTOPSIONICHCS apXUTEKTYpHOW HeTald WU
CKYJIBIITYPHOMY YKpaII€HUIO, KOTOPbIE MPUJIAIOT MPOMNOPLHMOHAIBHO-KOMIO3UIIMOHHYIO U
OKCIIPECCUBHYIO IIEJIOCTHOCTh COOOpYy Onaromaps MUANEKTHYECKOMY E€IUHCTBY sijpa H
OOHOBJISIEMBIX, BAPHUPYEMBIX IJIEMEHTOB.

Nmenys coBepiieHHbII 00pa3ell My3bIKalbHON (POPMBI — «ITUKIMYECKYIO COHATY»
— «3ByuamuMm cobopom» («une cathédrale sonore»), m1’OHauM 1) HUMIUTUIIUTHO
apTUKYJUPYET TPHOPUTET AapPXUTEKTOHHMYECKOro acrekTa ¢GopMooOpa3oBaHUs HaT
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MpoIecCyalbHbIM; 2) (GyHIUPYET HE TOJIBKO KOHCTPYKTHBHYIO, @ ICTETHYECKYIO OCHOBY
POACTBA apXUTEKTYPHl W MY3bIKM (aKTyalu3alusl MPUHIKIA MHOTOOOpas3wsi B €IWHCTBE,
kareropuil «mopsanka» («L’Ordre») u «mponopuumn» («la Proportion»)); 3) Ha ocHOBe
comocTaBieHusl mnapuxkckoro cobopa Hotp-Zlam u Ilaroit cumdonun berxoBena
YCTaHABIUBAET OTJIUYHSA MPOCTPAHCTBEHHOTO PHUTMa (OPMBI OT BPEMEHHOTO (B MEPBOM
cillydae KOMIIO3MIIMSI OpPraHu3yercs OT OOIero K 4acTHOMY, BO BTOPOM — HaoOOpOT),
00ycioBJICHHBIC cTICIM(UKON MaTepHaa.

ARCHITECTURE AS THE MuUSIC REVIVED: THE GOTHIC CATHEDRAL AS A MODEL OF THE
PERFECT MUSICAL COMPOSITION FROM THE POINT OF VIEW OF VINCENT D’INDY

Vincent d’Indy’s theory of musical composition is based on different sources (in the
philosophical sphere: Holy Scripture, works by Hegel, Leo Tolstoy, Ruskin,
Charles Leveque; in the theoretical one: Riemann, Oettingen, Helmholtz, Wagner, Franck)
and on the fundamental aesthetic objectives (identifying the art with the utmost structural
potential; projecting its form-constructing algorithms on the other arts; discovering
structural principles common to spatial and temporal arts).

In his Cours de composition musicale, d’Indy considers architecture the most ancient
art, offering generative form-building models. D’Indy thinks (under the influence of the
Gothic Revival and, directly, of Ruskin’s book The Seven Lamps of Architecture) the Gothic
cathedral to be the eidos for the perfect musical composition, based on the “cyclic principle,’
which d’Indy derives from the method of the form-model replication in the cathedral
construction. A musical structure serving as a primary constructive unit (‘cell,” ‘motif,’
‘theme,” ‘period,” ‘phrase’), is likened to a reiterating architectural detail or a sculptural
decoration, which endow the cathedral with the proportional-compositional and expressive
integrity due to the dialectical correlation of the core and the variable elements.

By naming the ‘cyclic sonata a ‘sounding cathedral’, d’Indy substantiates: the
primacy of the architectonic aspect of form-construction over the processual one; the
aesthetic basis of the affinity of architecture and music (the principle of diversity in unity,
the categories of ‘order’ and ‘proportion’). Comparing Notre Dame and Beethoven’s Fifth
Symphony, he distinguishes the spatial rhythm of the form (the composition is organised
from the general to the specific) and the temporal one (vice versa), conditioned by the
specifics of the material.
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«ITMKOBAS JAMA» UANKOBCKOT'O U «ITPECTYIUIEHUE U HAKA3AHUE» JIOCTOEBCKOIO.
TTAPAJUIEJIA U B3AUMOJIEMCTBUS

B noxnanme paccmarpuBarorcs cooTBeTCTBUS Mexay onepou II. M. YanikoBckoro
«IIuxoBas pama» u pomanoMm . M. JloctoeBckoro «lIpecrymnenue M Haka3aHUE».
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[lomoOHBIN pakypc HCCIEAOBAHUS OIpPEAETIEH MPUCYTCTBHEM B TeKcTe YalKOBCKOro
NpUHIMIA JUalora, CBOMCTBEHHOIO IHO3TUKE JIOCTOEBCKOIO M COCTaBISIOLIEIO €ro
CYILIECTBEHHYIO OCOOCHHOCTb.

C onHOI CTOpOHBI, MapajiedIM MEXIY TEKCTaMU YCTaHABIMBAKOTCA Oyarojgaps
MOAOOHBIM B paccMaTpuBaeMbIX counmHeHMsix JloctoeBckoro m YallkoBCKOTO KOHIIETTaM,
MOTHBaM M 00pa3aM, CBSI3aHHBIM C TMPOSBJICHHEM OOpPHOBI C JAEMOHHMYECKMM HAudaaIoM
(IpOTUBOCTOSIHUS CBETJIBIX U TEMHBIX CHJI, PEAOIPEAECTEHHOCTH, POKA, CAEIKUA C HEUUCTOU
CWJIOM, CyMaclIeCTBUS, CAMOYOUICTBA), CTPYKTYpHBIM cxemaM ((payCTHAHCKUN CIOKET) U
CUTYyallUsIM, MapKUPOBAHHBIM MOIPAHUYHBIM TomocaMm (HabepexHas, yroi, OaJKoH, OKHO,
JIBEPh, apKa).

C npyroii CTOpOHBI, TUAJIOT CTAHOBUTCS IJIaBHBIM (OPMOOOPA3YIOMIMM MPUHIUIIOM
MOBECTBOBAHUS, ONPEACISAIONIMM TECHYIO B3aUMOCBSA3b BCEX 2JIEMEHTOB XYJ/10)KECTBEHHOI'O
TekcTa. J[Mamormdyeckuil mpuHUUI ApaMaTypruu omnepsl «[IlukoBas nama» paccMOTpeH OT
MuKpoauaiora (cornmacHo M. M. baxtuny, BHyTpeHHEro Auanora, KOTOpPbId MPOUCXOIUT B
00JIe3HEHHOM Pa3/IBOEHHOM CO3HAHUU Teposl, PEXKUCCUPYET MOSIBICHUE NCHCTBYIOMIMX JIUIL
U MX PEIUIMKH, TEM CaMbIM BOBJIEKas OKPY’KAIOLIUMX B IMpOLlECC BHYTpPEHHEH OOpbhOBI
TJIABHOTO TE€pOsi, a TaKK€ OCYIIECTBIIET TECHEHIYI0 B3aWMOCBA3b CO3HAaHUSA Teposl U
XYJ0’KECTBEHHOTO TPOCTPAHCTBA) [0 «OOJBIIOro» KOMIO3UIMOHHOTO jauaiora. OH
cocTaBisieT OCHOBY 2, 4, 5, 6 ciieH, JeWCTBHE KOTOPHIX CHOKYCHPOBAHO HA MOMEHTaX
KpPHU3HCOB, MEPEIOMOB CyJ1e0 U POKOBBIX PELICHUM.

Jnanornueckuid MPUHIUI JpaMaTyprdd  pacCMOTpPEH Ha TMpUMepe aHaiuza
CIIEHMYECKOI0, XyJI0’KECTBEHHOTO (JIMOPETTO) U MY3bIKAJIbHOTO TEKCTOB.

THE QUEEN OF SPADES BY TCHAIKOVSKY AND CRIME AND PUNISHMENT BY DOSTOEVSKY::
PARALLELS AND INTERACTIONS

The report examines the correspondence between Pyotr Tchaikovsky’s opera The
Queen of Spades and Fyodor Dostoevsky’s novel Crime and Punishment. Such a
perspective of the study is determined by the presence in the text of Tchaikovsky's principle
of dialogue, which is characteristic of Dostoevsky’s poetics and is its essential feature.

On the one hand, the parallels between the texts are established due to similar
concepts, motives and images in the works of Dostoevsky and Tchaikovsky, related to the
manifestation of the struggle with the demonic principle (the confrontation of light and dark
forces, predestination, fate, deals with evil spirits, madness, suicide), structural schemes
(Faustian plot) and situations marked with border topos (embankment, corner, balcony,
window, door, arch).

On the other hand, dialogue becomes the main formative principle of the narrative,
which determines the close relationship of all the elements of the literary text. The dialogic
principle of the drama of the opera The Queen of Spades is considered from a microdialog
(according to Mikhail Bakhtin, an internal dialogue that takes place in the painful split
consciousness of the hero, directs the appearance of the actors and their replicas, thereby
involving others in the process of the inner struggle of the main character, and also carries
out the closest relationship between the consciousness of the hero and the artistic space) to a
‘large’ compositional dialogue. It forms the basis of 2, 4, 5, 6 scenes, the action of which is
focused on moments of crises, fractures of destinies and fatal decisions.

The dialogic principle of drama is considered on the example of the analysis of stage,
artistic (libretto) and musical texts.
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TOonocC MECTU B OITEPHOM TBOPYECTBE A. H. BEPCTOBCKOTI'O
HA IIPUMEPE OIIEPhI «I"'POMOBO¥»

[Tocnennss onepa A.H. BepcroBckoro «I'pomo6oii» (1854) Obuta HamucaHa CIycTs
12 ner mocne «Pycmana u Jlrogmuiey M. W. I'munku (1842) u 3a ron go «Pycamkm»
A. C. Japrombixckoro (1855). B mepuon craHoBieHUS U pa3BUTHS JKaHpPa HAIMOHAIHHOM
onepsl B Poccum  KOMHIO3UTOpPBI  ONMMPAIMCH HA  ONBIT  3aMIaJHOEBPONEHCKHUX
MPEALIECTBEHHUKOB U COBPEMEHHMKOB. [[0KJIa] MOCBSIIEH BBIABICHUIO U AHAJIN3Y TONOCA
MecTu B ornepe «['pomo0oil» B CpaBHEHUH C COUMHEHUSIMU UTAIbSHCKUX KOMIIO3UTOPOB (B
yactHocTH, [. Jonunerru, [x. Bepau u np.), ubu mpou3BeACHUs] CTaBWIMCh Ha CIIEHaX
MOCKOBCKUX TeaTpoB B 1840-50-¢ rompl. CXOJCTBO BBISIBJIEHO B TPAKTOBKE CIOYKETHBIX
JUHUN B TUOPETTO, BOCXOAAIIMX K UTanbsiHckoi onepe XVIII Beka (apxeTun «M3rHaHHOTO
ChblHa yOWUTOTO MpPaBUTENs» M «OTBEPTrHYTHIX BO3JIIOOJICHHBIX»), BOKAJIbHBIX MapTUH U
00pa30B MepcoHa)kel, B UCIOJIB30BAHUU OIPEACIEHHOT0 «Ha00pa» MOAITUYECKUX CPEJCTB
(Metadopspl, AOUTETHl U TP.) U CPEJCTB MY3bIKATbHOW BBIPAZUTENBHOCTU (KOJIOPATYPHI,
MIMPOKHWE CKAaYKW B BOKAJIBbHON MapTUH, OBICTPBIA WIM YCKOPSIOUIMICS Temm U Jp.).
HranbsHCKHE 4YepThl JAJIEKO HE BCErJa OPraHUYHO BIMCAaHbl B HALIMOHAJIBHBIM KOHTEKCT
COYMHEHMs BepcTOBCKOro, OJHAKO WX BBIABJICHUE I[I03BOJIACT JIyYllle [OHATH U
OCOOCHHOCTH €r0 OMNEPHOI0 CTUJIS, U MPOIECCHl, MPOUCXOAMBIINE B PYCCKOM omepe Ha
Ha4aJIbHOM 3Tarie ee (OpMUPOBAHUSI.

THE ‘REVENGE’ TOPOS IN THE OPERA GROMOBOY BY ALEXEY VERSTOVSKY

The last opera Gromoboy by Alexey Verstovsky (1854) was written 12 years after
Ruslan and Lyudmila by M.I. Glinka (1842) and a year before A.S. Dargomyzhsky's
Rusalka (1855). During the formation and development of the national opera in Russia,
composers relied on the experience of Western European predecessors and contemporaries.
The paper is devoted to the identification and analysis of the ‘revenge’ topos in the opera
Gromoboy in comparison with the works of Italian composers (in particular, Donizetti and
Verdi), whose works were staged in Moscow theaters in the 1840s — 1850s. The similarities
are revealed in the interpretation of plot development in the libretto (the archetype of the
‘exiled son of a murdered ruler’ and ‘rejected lover’), vocal parts and images of characters,
in the use of a certain poetic means (metaphors, epithets, etc.) and means of musical
expression (coloratura, wide leaps in the vocal part, fast or accelerating tempo, etc.). Such
features are not always organically inscribed in the national context, but their manifestation
allows us to understand better the peculiarities of Verstovsky’s opera style and the processes
that took place in Russian opera at the initial stage of its formation.
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O BBIPA3UTEJIbHBIX BO3MOXXHOCTSX CTPETTHOM UMUTALIMA

N3BecTHO, YTO CTpETTHas HMUTALUS SBJISETCS OCOOBIM TEXHUYECKUM MPHEMOM
noiudoHuyeckoro mnuckMa. TepMmuH «ctpertay (uman. — «CKaTHE») TOBOJBHO YacTo
ynotpeossiercs B HayuyHOH, y4eOHOW M MOMYJSpHOW JuTeparype. Y CTPETThl OTPOMHBIM
MOTEHIIMAJl BEPTUKAIbHO-TOPU30HTAIBHBIX COMPSKEHUI rojocoB. B ornuuuu ot cTporoi
KaHOHMYECKOM HMMMTALlUM, CTpeTTa obnazaer OOnblield CBOOOJOM B H3JI0KEHUHU: BO
BCTYNAIOUIUX TOJIOCAX JOCTATOYHO OOO3HAYMTh HAYaJIbHBIH MOTHUB OCHOBHOW TEMBI,
MPOJOJKEHHE UMUTUPOBAHUS NIPEIOCTABIISIETCS BOJiE KoMIlo3uTopa. BepositHo, Gnaronaps
Takol CBOOOJIE, CTPETTHOE H3JIOKEHHE CTaJl0 BECbMa pPACIPOCTPAHEHHBIM MPUEMOM
nonudoHndeckoil hakTypbl Ha TPOTSKEHUN HECKOJIbKUX CTOJICTUN, BBIMOJHSS B Ka)IbId
MEPHOJ UICTOPUH MY3bIKAJIbHOTO UCKYCCTBA pa3Hble (DYHKIIUU.

Ecnu texHonornueckue ocoOEHHOCTH CTPETTHI JAOCTATOYHO MOJAPOOHO OIMUCAHBI U
npopaboTaHbl HE TOJILKO B TpaKTaTax CTapbIX MacTepoB, HO M B Y4eOHBIX MOCOOUAX
HOBEHILIETO BPEMEHHU, TO €€ BBIPA3UTEIBHBIE BO3MOXHOCTU OCTalOTCs €IIE NaJeKO He
n3yuyeHHbIMU. CIIOCOOHAsI COXPaHATh CBOM BBIPA3UTEIbHBIE CBOMCTBA B JIHOOBIX YCIOBHUSAX
JaZ0oBOM  OCHOBBI  (HAaTypajbHBIX  JIaJOB,  TOHAJIbHO-TAPMOHUYECKOH  CUCTEMBI,
aTOHAJIBHOCTH), CTPETTA OCTAETCS JEHCTBEHHBIM IIPUEMOM B PELIEHUH XYJOXKECTBEHHBIX U
TEXHUYECKHX 3a/1a4 KOMIIO3UTOpa.

Tak, B mpousBeneHUs X 3MOXU Bo3poxkIeHUs C NOMOLIBIO CTPETTHOW HMMHTALAU
KOMIIO3UTOpaM yJaBaJlOCh BBIPAa3UTh OJHOBPEMEHHO M MAaKCHMAJIBHYK) TEMaTHYECKYIO
HAaCBIIEHHOCTh, M IUIOTHOCTH MY3bIKaJbHOW TKaHW, W YJIMBHUTEIBHYK IOJBHKHOCTH
roiocoB. Bo3MOXHO, MO3TOMY CTpETTHash MMUTALUS B 3TO BPEMs SBISETCS OOBIUHBIM,
caMbIM  PACIPOCTPAHEHHBIM  CIIOCOOOM  M3JIOKEHUS ~ TEMaTHYeCKOro  marepualia
(ITanectpuna). B GapouHyio 3MOXy CTpEeTTE OTBOAMTCS 0co0as pojb WHTCHCH(pHUKAIIIU
TemaTuueckoro pazeumus (bax). B mocnenyronme ncropuyeckue nNepruoibl My3bIKaJlbHOTO
UCKYyCCTBA CTpETTa CTAHOBUTCS OJHUM U3 JIEHCTBEHHBIX IPUEMOB Opamamuzayuu
MY3bIKaJIbHOTO BBIPA)KECHMsI, IOMENIAsCh B INPEAUKTOBBIE M KaJCHLUHUOHHBIE ITOCTPOEHUS
(Momapt, berxosen). Hacto cTperra, MOATBEpKIasi CBOM CBOWCTBA 3(PPEeKTHOro, caMmoro
CWIBHOI'O II0 HMOLMOHAIBHOMY M JSHEPreTMYECKOMY Hakally IIpueMa, 3BYYHUT B
KyJIbMHUHAIMOHHBIN MOMeHT koMniozuuuu (Ilocrakosuy, lenpun).

ON EXPRESSIVE POSSIBILITIES OF STRETTO IMITATION

It is known that straight imitation is a special technique of polyphonic writing. The
Italian term ‘stretto’ (‘compression’) is often used in scientific, educational and popular
literature. Stretto has a huge potential for vertical-horizontal pairing of voices. In contrast to
strict canonical imitation, the stretto has greater freedom in its presentation: in the opening
voices it is enough to indicate the initial motive of the main theme, the continuation of the
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Imitation is left to the composer’s will. Probably due to this freedom, the stretto presentation
has become a very widespread technique of polyphonic texture for several centuries,
performing different functions in each period of the history of musical art.

If the technological features of the stretto are described and worked out in sufficient
detail not only in the treatises of the old masters, but also in the textbooks of modern times,
then its expressive possibilities remain far from being studied. The stretto is able to preserve
its expressive properties in any conditions of the modal base (natural modes, tonal-harmonic
system, atonality), that is why it remains an effective method in solving the composer’s
artistic and technical problems.

Thus, in the works of the Renaissance, with the help of stretto imitation, composers
managed to express simultaneously the maximum thematic saturation, the density of the
musical texture, and the amazing fluidity of voices. Perhaps that is why stretto imitation at
this time is the usual, most widespread way of presenting thematic material (Palestrina). In
the Baroque era, the stretto was assigned a special role to intensify thematic development
(Bach). In subsequent historical periods of musical art, the stretto becomes one of the most
effective methods of dramatizing musical expression, being placed in predictive and
cadence constructions (Mozart, Beethoven). Often the stretto, confirming its properties of a
spectacular reception, the strongest in terms of emotional and energetic intensity, sounds at
the culmination of the composition (Shostakovich, Shchedrin).
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BTOPASI CUM®OHUA M. O. LLITEMHBEPTA B CTUJIEBBIX B3AUMOCBS34X: K IIPOBJIEME
TBOPYECKOI'O ITPOLHECCA

B nmoknane mpencraBiieHa UCTOPUSL CO3JaHUSI OJAHOIO M3 CaMbIX SPKUX COYMHEHUM
M. O. Ureitnbepra cumBonucTcKoro mnepuoaa, cumponuu Ne 2 b-moll, op. 8. (1909 r.).
CumdoHus Ui KOMIIO3UTOpA cTaja OMpeAessiolUM TaroM B ero TBopuectse. OH Havan
nMcaTth €€ IMO0CJ€ OKOHYaHUsA KOHcepBatopuu 1ojJ pykoBoacTtBoM H. A. Pumckoro-
KopcakoBa. 2-to u 3-to uvactu IlreiinOepr 3aBepiian yxe IMOCI€ CMEPTH YUHUTEIs.
[Tocesimenue cumdonun «llamstu H. A. Pumckoro-KopcakoBa» cBUAETENHCTBYET O TOM,
YTO BECh MaTepHUall, HAlMCAHHBIN Npu xu3HU yuutens, 1uist [teitnOepra npuobdpen ocolOyro
3HaYUMOCTh. OJIHAKO COBPEMEHHUKHM KOMIIO3UTOpA OTMEYalld, YTO MYy3blka CHUMQOHUU
BoOpasa B ce0Osi U HOBBIE BESHUS BpEMEHH, MOBIUsABIINE Ha TBopyecTBO LlITelinGepra: 3To
no3aaue omycel H. A. Pumckoro-KopcakoBa, yBneuenne wmy3bikoit A. H. CkpsiOuna,
Biusinue A. K. I'mazyHoBa.

CoxpanuBiuecs: aBTorpadsl HaOPOCKOB, 3CKM30B, YePHOBUKOB CUM(DOHUU SBIISIOTCS
OnmarojaTHBIM MaTepHalioM Il M3yYEeHHUs] TBOPYECKOTO TMpoIecca KOMIIO3UTOPA.
HccnenoBanbl HOTHBIE HCTOYHMKH, XpaHsmuecs B KaOunere pykommceidi Poccuiickoro
uHctutyta ucropun uckycctB (KP PUNUN): uepHOBBIe HAOpOCKM W ACKU3BI, YEPHOBOU
aBTorpad mapTUTyphl IEPBOU YACTH, PYKOIMCHAS KOTHS MapTUTYPhl CAM(POHHUH C TIEYaThIO

111


https://e.mail.ru/compose/?mailto=mailto%3aisinitsa@yandex.ru

A. W. 3unoru, npennonoxutensHo, nepenucanHas ['. K. lllonsuem. Halinensl oTnenbHbIC
HOTHbIE HAOpPOCKHM € TapMOHM3alMedl TeMmartu3Mma M3 3anucHod KHukku LllrelinGepra 3a
1908 r., a Taxxe aBTorpad B M3I0KeHUU I (oprenuaHo 2-il u 3-il yacreil cuMQpoHUH,
xpansmuiics B Otaene pykonuceil Poccuiickoit HanmonansHoi 6udnuorexu (OP PHB).

N3yyenne u ananmu3 yepHOBbIX aBTorpagoB Ilreiin6epra xk Cumponum Ne 2
MO3BOJISIIOT OCMBICIIUTh HE TOJIBKO MPOIECC pabOThl KOMIIO3UTOpPA HaJ HOTHBIM TEKCTOM
IIPOU3BENICHUS], HO M €r0 Pa3MBIIIJICHUS O MY3BIKE, YTO MPOSBIIAECTCS B BUAC MOMET K TOU
WIM WHOW MY3bIKaIbHOW TEMe: «IeHHE 4YepHBIX jebenei, ymuieHue» u T.n. CrenaHsl
HEKOTOpble HaOJIO/IEHUs, KacarollMecs aHaldu3a CTWIEBBIX KoHTakToB lllTeitHOepra c
TBOPYECTBOM KOMITIO3UTOPOB COBPEMEHHHKOB.

STYLISTIC INFLUENCES ON M.O. STEINBERG’S SYMPHONY NO. 2: TOWARDS THE PROBLEM
OF THE CREATIVE PROCESS

The report presents the history of the creation of one of the brightest works of
Maximilian Steinberg of the Symbolist period, Symphony No. 2 in b-moll, op. 8. (1909).
The symphony for the composer became a defining stage in his work. He began to compose
it after graduating from the conservatory under the supervision of Nikolay Rimsky-
Korsakov. Steinberg completed the 2" and 3™ movements after the death of the teacher.
The dedication of the symphony ‘To the memory of N. A. Rimsky-Korsakov’ demonstrates
that all the material composed during the teacher’s life acquired special significance for
Steinberg. However, the composer’s contemporaries noted that the music of the symphony
also incorporated new trends of the time that influenced Steinberg’s work: these are the late
opuses of Nikolay Rimsky-Korsakov, the passion for the music of Aleksandr Scriabin, the
influence of Aleksandr Glazunov.

The extant autographs of sketches, notes, drafts of the symphony are favorable
material for studying the composer’s creative process. The music sources stored in the
Manuscripts Cabinet of the Russian Institute of Art History (MC RIAH) have been
investigated: drafts and sketches, a draft autograph of the score of the first movement, a
handwritten copy of the score of the symphony with a seal of Aleksandr Siloti, presumably
rewritten by G. K. Sholtz. Some music sketches with harmonization of themes from
Steinberg’s notebook for 1908 were found, as well as an autograph for piano of the 2" and
3rd movements of the symphony, kept in the Manuscripts Department of the National
Library of Russia (MD NLR).

The study and analysis of Steinberg’s draft autographs for Symphony No. 2 allow us
to comprehend not only the process of the composer’s work on the score of the musical
composition, but also his reflections on music, which manifests itself in the form of notes to
a particular theme: ‘singing of black swans, affection,” etc. Some observations are made
concerning the analysis of Steinberg’s stylistic connections with the work of composer’s
contemporaries.
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CTWIEBBIE JIMKH OIEPBI « COJIOBE» UTOPS CTPABUHCKOI'O

Omnepa «ComoBeii» Obina 3agymana CTpaBUHCKHUM €II€ B TOT IMEPUOJ, KOrJa B
TBOPUECTBE  KOMIIO3UTOpPA  3HAYUTENIBHO  OLIYIIAJOCh  BIMSHHE  METepOyprckomn
KOMITO3UTOPCKOM IIKOJIBI, 0cOOeHHO — mo3aHero Pumckoro-KopcakoBa. Bmecte ¢ tem,
nepuoa padbotrsl CTpaBUHCKOTO HaJ TIEPBOM CBOEH oOmepod BKIOYAT B ce€0sS U OIBIT
MOTPYKEHUSI KOMIIO3UTOPA B €BPONEHCKHUI XYJ0KECTBEHHBIN MPOLIECC Yepe3 IATUIEBCKUE
Oanetnpie Tpembepnl. Compspbkenue CTpaBUHCKOro co koo Pumckoro-Kopcakosa,
CONPOBOXKIAJIO €r0 ¢ MOMEHTA NEPBBIX NapHKCKUX ycnexos «Kap-ntuup» u «lletpymku»
U CTAJI0 YCTOWYMBOM IIPUMETON MPAKTHUUYECKU BCEX PELICH3UM M OTKIMKOB Ha €BPOIECUCKHUE
IIPEMBEPBI €T0 COYMHEHUN B pycckoi mnpecce. [IpumedarensHo, uto B [lapuxke «Conosein»
CTpaBUHCKOr0 3By4all OJHOBPEMEHHO C «30JIOThIM NETyIKOM» Pumckoro-Kopcakosa.

Hecmotpst Ha TO, 4TO KPUTUKU-COBPEMEHHUKH CTpPaBHHCKOIO OTMEYalIH — CKOJb
JAJIEKO YIIEJ YYEHHUK OT CBOErO YUUTENs, «T€HETUYECKas CBSI3b» €r0 MY3bIKaJbHOTO MHpPA C
MHPOM KOPCAKOBCKMX COYMHEHHUU HOCHUT HE ITPOCTO aCCOLMATHBHBIN, a B PsAJE CIy4yaeB —
LUUTAaTHBIA XapakTep. MHOrue CrXeTHO-CMBICIOBbIE HAEH «COJOBbsS» HMCXOIAT OT
KOPCAaKOBCKMX KOPHEH: AJIEMEHThl TeaTpajlu3aluu JCHCTBHS, HCIOJIb30BAHWE pPaMKH B
«ConoBbe» CpOJHM BCTYIUIGHHIO M 3aKIOYEHUIO B «30JI0TOM  METYLIKE», a
LEPEMOHHAIBHOE IECTBUE KUTAHCKOTO UMIIEPATOPA — MHOTOYHUCIIEHHBIM IIECTBUSM OIEp
Pumckoro-KopcakoBa («Caerypoukay, «Mmama», «Caako», «Cantan», «30J0TOM
METYIIOK»).

«ComnoBeity, posKJICHHBIN Ha MEPECEUCHUN «BOCTOYHOW»/«CKAa30YHOW» TEMBI PYCCKOM
Omephl U WM SCTETU3ALUU KPAcOThl, TPaHCHOPMHUPOBAHHON B JyXe HCKYCCTBa SIMOXHU
MOJIEpH, HeceT B cele OTpaKeHHs PYCCKOTO0 M €BPOIEUCKOr0 MY3BIKAIBHOTO HMCKYCCTBA
Hayana XX Beka. BmecTe ¢ TeM, KOMIIO3UTOp MPUCTYNUI K 3aBeplIeHUI0 «COJIOBBS» yiKe
nocie npemMbepbl «BecHbl CBSLIEHHON», a IOTOMY CTHJIEBBIE JMKH NIEPBOM OIEpHI
CTpaBHHCKOTO CTOJIb K€ MapaoKCaIbHbI, Kak U ()eHOMEH ero aBTopa.

STYLISTIC IMAGES OF THE OPERA NIGHTINGALE BY STRAVINSKY

The idea of opera Nightingale was conceived at the period when all the creative
works of the composer were highly influenced by the composer’s school in Saint
Petersburg, especially by late Rimsky-Korsakov. First period of work on opera included the
composer’s experience of immersion into European art process through Diaghilev’s ballet
premieres. Strong ties with Rimsky-Korsakov school accompanied the composer from the
first time when The Firebird and Petrushka had been successfully introduced to the
audience in Paris. Notably, Nightingale by Stravinsky was staged in Paris alongside The
Golden Cockerel by Rimsky-Korsakov.

Despite that critics of that time marked how far had Stravinsky gone from his mentor
he continued to maintain the unity of his own musical world with Rimsky-Korsakov’s
works and carried out not only associative but citatory character. Nightingale storylines
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derives from Rimsky-Korsakov ideas: elements of stage acting, used in Nightingale are
similar to introduction and final in The Golden Cockerel; ceremonial marching of Chinese
emperor to numerous marching of Rimsky-Korsakov operas (The Snow Maiden, Mlada,
Sadko, Sultan, The Golden Cockerel).

Nightingale born at the crossroads of eastern/fairy theme of Russian opera and
aesthetics, transformed in the spirit of modern era, conveys the meaning of Russian and
European musical art in the beginning of the 20" century. However, Nightingale was
finished after The Rite of Spring premiere, therefore stylistic images of the first Stravinsky
opera as paradoxical as a phenomenon of its author.
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BTOPAS PEIAKIUS «IICKOBUTSIHKU» U EE MECTO
B TBOPYECTBE H.A. PUMCKOIO-KOPCAKOBA

Hoxman mocBsitieH  BTopodl  pemakuuu  omnepel  H.A. Pumckoro-Kopcakosa
«IIckoButsinka»y (1876—1877). Drta Bepcus co3aaBaiach KOMIIOBUTOPOM B TEPHOJ
CaMOCTOSITEIbHON y4eObl M Hayasia paboThl B KOHCEPBATOPUH, U CTaja Haubosee 3HaKOBbIM
COYMHEHHUEM ATOro BpeMeHU. OJIHaKO B UCTOPUU OHA OCTAIACh IPAKTUYECKU HE3aMEUEHHOM
— MOCTaHOBKa B MapuUMHCKOM TeaTpe, BOMPEKH KEJIaHUI0 aBTOPa, HE COCTOSAIACh, HE ObUIU
U3JIaHbl HU KJIABUpP, HU MapTUTypa, U B UTOr€ PENAKIUs COXpaHWIach JIMIIb B BHJIE
pa3po3HEHHBIX pykonuceid. Hamu NOpoBeIeHO  TEKCTOJIOIMYECKOE  HCCIIEIOBAaHUE
COXpaHMBIIMXCSA (PparMeHTOB, BIepBble 0000IIEH BeCh MX IUIACT M COCTABJEH MepeyeHb
UMEIOUINXCS MaTepuaioB (M0 MCTOYHMKAM U3 otraena pykomuceir PHB), a takxke crnemana
MOMBITKA COMOCTABUTh MX C IUIAHOM OIEpPBI, COACPKAIIUMCA B OJHOM M3 YEPHOBHKOB, U
Npe/ICTaBUTh B HanboJiee MOJHOM BHe 3aMmbicesl Pumckoro-KopcakoBa. Takxke mpoBeneH
CPaBHHUTENIbHBIN aHaJIN3 TpeX pPENaKlMii, a UMEHHO MX CIICHAPHBIX IUJIAHOB — MOJIPOOHO
WCCIE0BaHbl OTJIMYMS IpaMaTyprui U KOMIIO3ULMK BCEX BEpPCU OMEpbl; HA OCHOBAaHUU
3TOTO CHEJIaHbl BBIBOJBI O LEJTOCTHOCTH U XYA0XKECTBEHHOW LIECHHOCTH BTOPOU pEJaKIIUH.

I[ToMumo »3TOrO, B J[AOKIAAE paccMaTpPUBAETCS pELENLHs BTOPOW pEeAAKUUd —
OTHOILEHHUE K HEH B IIEJIOM U K OTJAEIbHBIM 3IM30/laM B YaCTHOCTH CaAMOr0 KOMIIO3HTOPA,
ero copaTHukoB 1o «Moryueit kyuke», H.H. Pumckoii-Kopcakopoit u B.B. SIctpebuieBa, a
BIOCIEJACTBUM — UCCJIEAOBATENCH, 3aHUMABIIMXCA W3YYEHUEM OJTOW peaakuuu. B
3aKJIIOYEHUE BBIJBUTaeTCS THUIIOTE3a: HETaTMBHOE OTHOLIEHHWE KO BTOPOM peaakiuu
«IICKOBUTSIHKM» YTBEPAWIOCH B MY3bIKOBEJICHUH U B U3/1aT€IbCKOM NMPAKTUKE B OCHOBHOM
M3-32 MHEHUS KOMIIO3UTOpPa O COOCTBEHHOM IPOM3BEIACHUH 0€3 JETAIBHOTO KPUTHYECKOTO
aHalM3a MY3BIKAIBHOTO TeKcTa. Takas MO3WIMsA, KaK HaM KaXeTcs, MOXET ObITh
MepecMOTpPEeHa TMOCie TOTO, Kak MapTuTypa OylneT coOpaHa W3 UMEHOIMXCS (parMeHToB,
YTO MO3BOJIUT 00JIee TOUHO M OOBEKTUBHO OLICHUTH €€ MOJIOKEHHE B TBOpUYECTBE Pumckoro-
Kopcakosa.
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THE SECOND EDITION OF THE PSKOVITYANKA (THE MAID OF PSKOV) AND ITS PLACE IN THE
WORKS OF N. A. RIMSKY-KORSAKOV

The report is dedicated to the second version of the opera by Nikolai Rimsky-
Korsakov’s Pskovityanka (1876-1877). This version was created by composer during the
period of self-studying and the work beginning at the conservatory, and became the most
significant work of that time. However, in history it remained practically unnoticed. The
production at the Mariinsky Theater, contrary to the author’s wishes, did not take place,
neither the clavier nor the score was published, and as a result the version survived only in
the form of scattered manuscripts. We carried out a textological study of the surviving
fragments, for the first time generalized their entire layer and compiled a list of available
materials (based on sources from the Manuscripts Department of the National Library of
Russia). Also we made an attempt to compare them with the opera plan contained in one of
the drafts, and to present in the most complete form Rimsky-Korsakov’s plan. Also, a
comparative analysis of the three versions, namely of their script plans, is carried out. The
differences in the drama and composition of all versions of the opera are investigated in
detail. Conclusions were drawn about the integrity and artistic value of the second version
on this basis.

In addition, the report examines the reception of the second version — the attitude to
it in general and to individual episodes, in particular, of the composer himself, his
colleagues in The Mighty Five, Nadezhda Rimskaya-Korsakova and Vasily Yastrebtsev,
and later — researchers who studied this version. In conclusion, a hypothesis is put forward:
a negative attitude towards the second version of Pskovityanka was established in
musicology and in publishing practice, mainly because of composer’s opinion about his
own work without a detailed critical analysis of the musical text. This position can be
revised after the score is assembled from the available fragments, which will make it
possible to more accurately and objectively assess its position in the Rimsky-Korsakov’s
work.

CKYPKO Esrenmns PomanoBHa
doxmop uckyccmboBederus,
npocpeccop, xagpedpa meopuu
My3viku, Ypumcxuil
eocyoapcmbenHbLil UHCUmym
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Vepa, Poccus

Evgenia SKURKO
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Ufa, Russia

nocturne@mail.ru

MY3bIKAJIBHAS KOMITO3UIUSI B KOHTEKCTE CTAJUAJIBHOI'O PASBUTUS HAITUOHAJIBHBIX
KVJILTYP B XX—XXI| BEKAX

B noknmane peub MAET O KOMMO3ULUM KaK MHAUKATOPE Ba)KHEWIIMX CTUIIEBBIX
MPOLIECCOB B HAIMOHANBHBIX KylnbTypax ObBmiero CCCP: pecnybnukax IlentpanbHOi
Azun, [loBomkes, Cubupu, Ypana u apyrux, rie 10 Hadaia XX BeKa OTCYTCTBOBaJa
My3bIKalIbHas akajaemuueckas Tpaauiusa. Hauumnas ¢ 1920-x rogoB, Kak H3BECTHO, 3TH
KYJbTYpbl B «YyCKOPEHHOM)» BHJI€ NPOXOAST Yepe3 OINpeAesICHHbIE CTaauu, KOTOphIE B
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Opyrux crpaHax (Hampumep, LlenTpansnoil EBpomnbl, B Poccun) oxBaThiBanu HE TOJBKO
HECKOJIBKO JICCATUIIETUM, HO U CTOJICTHH.

CraguanbHbli  TOJXOJl, IIMPOKO  TNPUMEHAEMBIH B  JIUTEPATypOBEICHHH,
UCTOPUYECKUX HAyKaX, KyJIbTypOJIOTHH, & B MOCIEAHUE AECCATUIIETUS U B MY3bIKO3HAHUHU,
MO3BOJISIET, B YACTHOCTH, HA OCHOBE ONPE/IEICHHBIX TapaMeTPOB MOKa3aTh HAIIPaBICHHOCTh
pPa3BUTHsI KOMIIO3UTOPCKOTO MBIIUIEHUS. B TaHHOM /0KIa/€e B KaueCTBE €AMHOIO CTEPIKHSI,
OpPraHM3YIOIIETO HMCTOPUYECKYIO BEPTHUKANlb, W30UPACTCS MY3bIKAIbHAS KOMHO3UYUA,
KOTOpas Ha KaXIOW CTaguu paccMaTpUBaeTcs dYepe3 MpU3MYy B3aUMOJCHCTBUSA
aKaJgeMU4eckon U (pONbKIOPHOU TpaJAULIUM.

Breigensrorcs  «npennpodeccuonanbaasy cramus (1920-1930-e romwr), «mepBas
npodeccronanbaas» (1940-1960-¢), cramust «HOBOM My3biku» (1970 — mHauvano 2000-x
IT.), B XX| — «coBpeMeHHas» (Hayajao CTOJIETUSI — HAIIU JIHU).

B npuHnunax KOMMOO3MLIMM MOJYEPKUBAIOTCS IMYTH COMNPSKEHUS (DOIbKIOPHOU U
KAACCUKO-pOManmuyeckol Tpaauluu (TepBble CcTaauu), (OIBKIOPHON Tpaauuuud U
CTWJIEBBIX TEHAECHUUNH BTOpoi moioBHHBI XX—XXI| BekoB (cTaguu «HOBOH MY3BIKHY,
«COBpEMEHHAas ).

B kauecTBe mnpHMepoB NpOSIBIEHUS HOBOW KOHUENUMH (onbKkiaopa (TpeThsi U
4yeTBepTasi CTaJuM) NPUBOJATCA (parMEeHThl HMHCTPYMEHTAIBHONW MY3BIKH pyOexa
CTOJICTHUH.

MusICAL COMPOSITION IN THE CONTEXT OF THE STADIUM DEVELOPMENT OF NATIONAL
CULTURES IN THE 20™-215" CENTURIES

The report deals with composition as an indicator of the most important stylistic
processes in the national cultures of the former USSR: the republics of Central Asia, the
Volga region, Siberia, the Urals and others, where till the beginning of the 20" century the
musical academic tradition was absent. Since the 1920s, as is well known, these cultures
pass through certain stages in an ‘accelerated’ form, which in other countries (for example,
in Central Europe, Russia) covered not only several decades, but also centuries.

The stadium approach, widely used in literary studies, historical sciences,
culturology, and in recent decades in musicology, allows, in particular, on the basis of
certain parameters, to show the direction of the composer’s thinking development. In this
report, a musical composition is chosen as a common core that organizes the historical
vertical. At each stage a composition is considered through the prism of the interaction of
academic and folk traditions.

There are ‘pre-professional’ stage (1920—1930-ies), “first professional’ (1940 —1960-
les), stage of the ‘new music’ (1970 — early 2000ies), the ‘modern’ (early century —
nowadays).

The principles of composition emphasize the ways of combining folk and classical-
romantic traditions (the first stages), folk tradition and stylistic trends of the second half of
the 20"-215 centuries (the stages of ‘new music’ and ‘modern’).

As examples of the new concept of folklore (the third and fourth stages), the ‘new’
instrumental music fragments, which was written at the turn of the century are given.
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MY3BIKAJIBHBIE UTPI HOBOBEHCKMX KJTACCUKOB:
ARS COMBINATORIA APHOJIBJIA IIIEHBEPT A

B Tteme noxiana oObITphIBaeTCS Ha3BaHWE OJHOM U3 CaMbIX HHTPUTYIOUIUX
nyonukauuit JI. JI. 'epeep — «My3bikansHble urpel ['alimna u Mouapra, unu Ipoctoit
croco0 COYMHSATH MY3bIKY, HE 3Has npaBmw» (M., 2003), a Takke TeMaTHKa cepuu e€ cTaTeu
1990-x rr., HOCBAIICHHBIX MTPUHIIAIIAM afS combinatoria B TBOpUecTBE BEHCKHMX KJIaCCHUKOB.

OcoOytro unocrach JIuyHocTu ApHouipaa [Iénbepra mpHOTKphIBa€T NPUCYTCTBUE B
€ro TBOPUYECKOM HACJEeJAMM MHOTOUYMCICHHBIX apTe(akToB, CBUIECTEIbCTBYIOMIMX 00
YCTOWYMBOM MPUCTPACTUN KOMIO3UTOPA K Pa3IMYHbIM BUAAM uepsl (OT KapT U MIaxmaT J0
TEHHHUCA), a TaKke O €ero Wu3psSAHOM U300peTaTeNbHOCTH B  KOHCTPYUPOBAHUU
Pa3HOO0Pa3HBIX MPUKIAJAHBIX MEXaHU3MOB U T'a/IKETOB, MPeJHA3HAUEHHBIX JJIs1 00JIerYeHus
KOMITO3UTOPCKOM paboThl (MUIIylas MallMHKAa JJis HOT, CHELHalbHble JHMHEUKH U
KOPOOKH-KapTOTEKH JJIsl pacuera AoJeKa(OHHBIX cepHil u 1Ip.).

B noknaze mpocnexxuBaercs BIMSHHE KOHCTPYKTMBHO-UTPOBBIX TEXHOJOTMHI Ha
TBOpueckuii nponecc lllenGepra, 3acBUAETEILCTBOBAaHHBI B BOCIOMHHAHUSIX €0 J0YepU
Hypuu [1Ién6epr-Hono. Ananu3 4yepHOBUKOB cepuiiHOro kBajapata Croumul 011 cenmema
op. 29 TO3BOJISIET YAaCTUYHO PEKOHCTPYHPOBATh KOMOMHATOPHO-UTPOBYIO CTPATETHUIO
KOMIIO3UTOpa B OPTaHU3aLNU 3BYKOBBICOTHOM CTPYKTYpPhI 3TOI'O COYMHEHUS.

THE MUSICAL GAMES OF THE CLASSICS OF THE SECOND VIENNESE SCHOOL:
ARS COMBINATORIA BY ARNOLD SCHOENBERG

The theme of the paper presents a play upon one of the most intriguing publications
of Larisa Gerver — ‘Muzykal’nye igry Gaydna i Motsarta, ili prostoy sposob sochinyat’
muzyku, ne znaya pravil’ [The Musical Games of Haydn and Mozart, or a Simple Means of
Composing Music without Knowing the Rules (Moscow, 2003)], and also the subject matter
of a series of her articles from the 1990s devoted to the principles of ars combinatoria in the
works of the Viennese classics.

A special hypostasis of the personality of Arnold Schoenberg is disclosed by the
presence in his musical heritage of numerous artefacts testifying of the composer’s steadfast
proclivity towards various types of playing games (from cards and chess to tennis), as well
as his great ingenuity in the construction of various applicative mechanisms and gadgets
designed for facilitation of compositional work (a typewriter for music, special rulers and
card index boxes for constructing twelve-tone series, etc.).

The presentation traces the influence of constructive game technologies on
Schoenberg’s creative process testified in the memoirs of his daughter Nuria Schoenberg-
Nono. Analysis of the sketches of the magic square of the Suite for Septet opus 29 allows a
partial reconstruction of the composer’s combinatorial game strategy in organizing the pitch
structure of this composition.
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['PUTOPUAHCKMI1 XOPAJI B OPTAHHBIX COHATA JKAKA-HUKOJII JIEMMEHCA

I'puropnanckuii xopajn, NOJYy4YMBUIMN «BTOPYIO» XHM3Hb B cepeauHe XIX Beka
Omaromaps pabore ¢paHIy3CKUX OCHETUKTHHIIEB, IIOCTENEHHO BBIXOAUT U3 CTEH
MOHACTBIPEH, M3 MPAKTUKUA HCKIIOYUTEIBHO OOTOCITy)EeOHOM M BOKAJIbHOM, U 3aHUMAaeT
JOCTOITHOE MECTO B MHCTPYMEHTAJIbHOIM MY3bIKE, a K KOHIly BeKa OyKBaJIbHO «BBIXOAMT» Ha
CLIEHbI KOHLIEPTHBIX 3aJIOB.

DTOT HEMPOCTO MyTh HEBO3MOXHO MPEJCTaBUTH 0€3 ACSITENbHOCTU OeIbIUiCKOTO
KOMITO3UTOpa, opranucTa u neaarora XKaka-Hukouns Jlemmenca (1823—-1881). Hauas myThb B
cTeHax bproccenbckoil KOpOJIEBCKOM KOHCEpBAaTOpuu B coTpyaHuuectse ¢ @. XK. detucom,
B KOHIIE JXM3HM OH ocHoBbIBaeT Illkomy nepkoBHOW My3blkh B MexesneHe (mMo3xke
noJlyuuBIle Ha3zBaHue JIeMMEHC-MHCTUTYTA), TJaBHOM 3ajgadyeil KOTOpol  ObLIO
«BO3pPOXKJIEHUE MYy3bIKaJIbHBIX CTaHAapTOB Karomuueckod nepkBm». OIHAKO HIMPOKOMY
KPYI'y My3bIKaHTOB OH H3BECTEH B IEpPBYI0 Ouepelb Kak Ienaror 0ojiee 3HaMEHUTBIX
(hpaHIly3CKUX OPraHUCTOB U KoMIo3uTopoB A. ['mnbpmana u L11.-M. Bugopa.

OTOT [OKJIax IOCBSAIIEH KOMIIO3UTOPCKOM JesrenbHocTH JlemMMmeHca, KoTopas
IpejcTaBjieHa OpPraHHbIMH, BOKAJIbHO-XOPOBBIMH, (DOpTENUAHHBIMU M CHUM(OHHUUECKUMU
npousBefeHusAMU. [IoHuMas ocTpyro HEXBAaTKy pernepryapa A OeIbIMHCKUX OpraHHCTOB,
OH COCPENOTOUYNII CBOE BHUMAHUE HA JIUTYPrU4YE€CKUX OPraHHBIX KaHpaX, B KOTOPBIX MOIJIN
ObI IPO3BYYaTh IPUTOPHAHCKHE NECHONEHU. B crily KoHpeccHOHaNbHBIX IPUYUH, My3bIKa
HEMEIKUX KOMIIO3UTOPOB TOTJa HE MOIJa HCIOJHATHCA B KATOJWYECKUMX LEPKBIX. B
NPOM3BEACHUAX (PPAHIy3CKUX KOMIIO3UTOPOB HA TEMbl XOpAJIOB H3-3a TPAAULMOHHO
HU3KOTO pErucTpa, B KOTOPOM pacrojaraics KaHTyC (UpPMYC, COBEPLICHHO TepsJcs, IO
MHeHMI0 JlemMMeHca, HameB, KOTOPOMY HAAJIeXano ObITh B LIEHTPE CIyIIATEIbCKOIO
BHMMaHMs. Ha mnpeonosieHHe 3THX «HECOBEPIIEHCTB» OH M HAIpaBWJI CBOM YCHIIHS.
OrrauMBas MacTepcTBO B HamucaHWU Ibec i1 «OpraHHOM IIKOJBI HAa OCHOBE
TPUTOPUAHCKUX MEeCHONEHU», JlemmeHc k 1876 u3na€r Tpu OpraHHBIX COHATHI, B IBYX W3
KOTOPBIX MCIOJIb30BaHbl MEJIOJNN XOPAJIOB MacXajJbHOIO MEpPHOJa JUTYPruuecKoro roja:
O Filii et Filiae, cexkBennnu Victimae paschali laudes u 3axnmrountensnoit peruuku Alleluja
B Mecce. DTH COHAThI CTAJIM BEPIIMHOM €ro TBOPYECTBA.

B nocnenyromue necaTuineTus rpUroOpruaHCKUi XOpaj IPOYHO BOWJIET B OpraHHbIE
MPOU3BEJCHHUS CaMbIX Pa3HOOOPa3HBIX >KaHPOB U (OpM, Ha4yMHAS C JIAKOHUYHBIX
MPEIOANNA, 3aKaHYMBasi OPraHHBIMU CUM(OHUSMU.

GREGORIAN CHANT IN ORGAN SONATAS BY JACQUES-NICOLAS LEMMENS

Gregorian chant, which received a ‘second’ life in the middle of the 19th century due
to the work of the French Benedictines, gradually leaves the walls of monasteries, from the
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practice of exclusively liturgical and vocal, and occupies a worthy place in instrumental
music, and by the end of the century it ‘enters’ concert hall scenes.

This difficult path cannot be imagined without the work of the Belgian composer,
organist and teacher Jacques-Nicolas Lemmens (1823-1881). Having started his career
within the walls of the Royal Conservatory of Brussels in collaboration with Francois-
Joseph Fétis, at the end of his life he founded the School of Religious Music in Mechelen
(later called the Lemmens Institute), the main goal of which was ‘to raise the musical
standards of the Catholic Church.” However, to a wide circle of musicians, he is known
primarily as a teacher of the more famous French organists and composers
Alexandre Guilmant and Charles-Marie Widor.

This report is dedicated to Lemmens’ composer creativity, which is represented by
organ, vocal, choir, piano and symphonic music. Understanding the acute shortage of
repertoire for Belgian organists, he focused on liturgical organ genres in which Gregorian
chants could be sung. For confessional reasons, the music of German composers then
couldn’t be performed in Catholic churches. In the works of French composers cantus
firmus were traditionally placed in the bass part, which in Lemmens’s opinion, the melody,
which should have been in the center of the listener's attention, was completely lost. He
directed his efforts to overcome these ‘imperfections.” Honing his skills in writing pieces for
the Ecole d’Orgue, Basée sur le Plain-chant Romain, Lemmens published three organ
sonatas by 1876, two of which used the choral melodies of the Easter period of the liturgical
year: O Filii et Filiae, the Victimae paschali laudes sequences and the final Alleluja in the
Mass. These sonatas became the pinnacle of his work.

In the following decades, Gregorian chant will firmly enter the organ works of a wide
variety of genres and forms, from laconic preludes to organ symphonies.
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O CYZIBBE ITISITH ®OPM POHJIO HA UICTOPUYECKOI POJVHE

Jloksiaq MOCBSIIIEH TEOpUH poHAO, pazpaboranHou A. b. Mapkcom B 1837—47 rr.
(Tak Ha3BIBAEMBIM «IIATH (opMaM pPOHJIO») W H3IOKEHHBIH UM BrepBble B |l dactm
«Y4eHuss O MY3BIKAJIBHOM KoMmosuuun». @yHAaMeHTaIbHBIA Tpyd Mapkca oxaszan
orpoMHoe BIHsSHHE Ha ydeHme o ¢opme B XIX Beke, B Tom uymcie U B Poccun. B
COBPEMEHHON OTEUYECTBEHHOW HayKe M TeIaroruke Teopus MsaTh (GopM poHIO Oblia
BO3pOXkeHa, AonoiaHeHa u pa3Burta FO. H. XomonoBeiM. OHa coxpaHsieT CBO€ 3HAYEHUE U
CEerofHsl, o0oraiasi ICTOPHYECKU paKypc B M3YYEHUH KIaCCUUECKON (OPMBI.

B Hemenkux ydeOHWMKax MO My3bIKalnbHOW Qopme, HamucaHHbIX B XX BeKe,
HAMpoOTUB, O TEOpUH TATH GOpPM POHJIO, MpakTUdecku He ynomuHaercsa. [lox ¢opmoit
POHII0 TIOHMMAIOTCSI BCErO JIBE €€ Pa3HOBHJIHOCTH: POHIO C JABYMS M 0Oojiee 3MHU30/1aMu
(abaca) u ponmo-conara. ITocnenHum HemileM, KTO ONMUpAJICS HAa cucTeMy Mapkca, ObUT
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A. lllen6epr. Ha ocHOoBaHMM aHanu3a TOr0, KaK TPAKTYETCS B HEMELKOW TEOPETUYECKOU
JUTEPATypEe COOTHOLIEHUE POHIO0-KaHpPa M POHI0-(pOpPMBI, B JOKIAJE CIENaH BBIBOJ 00
m3meHeHuu TpakToBoK B XVIII-XXI BB. I'. K. Kox (1793) BnepBbie 3aroBopmii 0 TOM, YTO
(dopMa poHJO MOKET BCTpEYaThCsl B CaMbIX pa3HbIX jKaHpax, Mapkc NnpeBpaTHyl poOHIO B
KOMITO3UIIMOHHBIA TNPHUHLMIL, JIMIIb OTJAJIEHHO CBSI3aHHBIA C JPEBHUM >KaHPOBBIM
nporotunoM, ['. Puman (1888) mpakTudeckd NOMHOCTHIO OTAEHMI (opMy OT >KaHpa,
COCpEe0TAaYNBAasCh HA €€ TEMATUYECKOM U (YHKIIMOHAIbHO-JIOTMYECKOM CTPOEHUHU.

Hogeiif moBopoT 0603Haunn nomnyssipHbiii B ['epmanun yuebnuk K. Kiona (mepBoe
uznanue — 1987), B KOTOpOM clienaH aKkLeHT Ha KaHpax U UCTOPUYECKU PA3BUBAIOIIMXCS
«unesax» popmel. PopMa poHJIO MOMNana y HEro B IaBy, Ha3BaHHYI0 «OOpeTeHne penpusb»
BMECTE C YaCTSIMHU CIOMTHI, apueii da Capo u KOHIEepTHOU (GOpMOil. DTOT mOaX0]] ObLIT pa3BUT
®. luprapreHom, yuenukom Krona, u M. HoitBuptom (2018): ponao-hopma, ocHoBaHHas
Ha uJiee TOYHOW MOBTOPHOCTH, PACCMOTPEHA B MHIAMBUIYaJIbHO-CTUIIEBBIX MHTEPIIPETALMSIX
u B KOHTeKcTe )aHpoB X VIII Beka.

ON THE FATE OF THE FIVE RONDO FORMS IN THEIR HOMELAND

The paper is devoted to the theory of Rondo-form, developed by
Adolf Bernhard Marx in 1837-47s (so-called five rondo forms) and for the first time
presented in the third part of his Die Lehre von der musikalischen Komposition. The
fundamental work of Marx had a huge impact on the theory of musical form of 19" century,
including in Russia, where the theory of five rondo forms was restored, supplemented,
developed and introduced into modern pedagogical practice by Yuri Kholopov. It retains its
significance today, enriching the historical perspective in the study of the classical form.

In contrast, the theory of the five rondo forms is hardly mentioned in the German
guides to musical forms of the 20" century. The only two variants of rondo forms are
defined here: rondo with two or more episodes (abaca) and sonata-rondo. The last German
to refer to Marx’s system was Arnold Schonberg. Based on various interpretations in
German analytical treatises, the report concludes that in the 18" — 21% centuries there were
changes in the understanding of this subject. Heinrich Christoph Koch (1793) was among
the first to state that rondo forms can be found in variety of genres. Marx viewed rondo as
an abstract structural principle only remotely related to the ancient genre prototype.
Hugo Riemann (1888) almost completely separated the form from the genre, focusing on its
thematic and functional-logical construction.

A new turn was marked by Clemens Kiihn’s educational manual (first edition —
1987), popular in Germany, in which the emphasis is placed on the development of genres
and on the ‘ideas’ of form in their historical movement. The rondo form appeared in his
book in a chapter entitled Das Ereignis der Reprise, along with parts of the suite, aria da
capo and a concert form. This approach was continued by Felix Diergarten (student of
Kiihn) and Markus Neuwirth (2018): the rondo-form, based on the idea of exact repetition,
is considered in individual-style variations and in the context of 18" century genres.
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BAJIET P. LIITPAYCA «JIETEHJA Ob MIOCU®DE.
MYVY3bIKAJILHOE TOJIKOBAHUE BUBJIEMCKOI'O CIOKETA

B noknane paccmatpuBaroTcs XynoxecTBeHHbIe ocooeHHocTH Oanera P. lllTpayca Ha
aubperro l'opmancrans u Keccnepa «Jlerenna o0 Wocude», HamucaHHOTO IS
JATWIEBCKOW Tpynnbel M noctaBieHHoro B llapwke B 1914 r. I'maBHBIMM MOTHBaMu K
M3YUYEHHUIO 3TOTO MPOU3BEICHUS SBIISIIOTCS €r0 CIOKETHass OCHOBa (OmOneiickast uctopus,
onucanHas Tomacom MannoMm B pomane «Mocud u ero OpaTbsi», npeBpalleHHas Janee B
TUOpeTTO  3HAMEHUTHIX  NHUcaTelel), W  My3bIKaJbHBIM  SI3bIK,  HCIOJbB3YIOLIUN
MHOT'OYMCJICHHBIE  IMTaTbl W  AJUIKO3UM, KOTOPBIE  BBIIIOJHSIOT  ONpPEICIICHHBIC
XYJI0’)KECTBEHHBIE 3a/1aud B JApamMaTypruu Oanera. SBissch «BUSUTHOW KapTOUKOM» CBOETO
BpEMEHHU, XyA0KECTBEHHBI MUpP OajieTa aipecyeT K pa3InyHbIM UCTOKAM, OOBICHSIOUM U
caM BBIOOp CIOKETAa €ro CO3JaTelsiMU M MY3bIKaJbHYI0 HMHTEPIPETALMIO MEePCOHANKEH.
Baxxno ormeruts BiusHue autepatypbl (Mann, ['odpmancrans), ¢unocopun (dunbteit,
beprcon, IlInenrnep), ncuxoananuza (®peiin), xusonucu (Kaumr), chopmupoBaBIIUX
MHTEPTEKCTyaJlbHOE  MPOCTPAHCTBO  Oaynera, KOTOPOE€ HE HCUEpHbIBACTCS  JIMIb
MY3BIKQJIbHBIMU IIUTATAMH U aJUTIO3UAMU. McToOuHMKH OaneTta onpenessitoT €ro CMbICIOBOM
00BbEM, COOTBETCTBYSI XYJIO’KECTBEHHBIM 3alpocaM 3MOXH MojepHa. YHUCTO My3bIKajibHbIE
JIOCTOMHCTBA OajieTa He YCTYyMnaroT onepam 1 cuM@onndeckum nosmam P. HTpayca.

B Oanere MOXHO BHIETh NEpPEIJIETEHUE XapaAKTEPHBIX TEHICHIMM, NPUCYIIUX
BPEMEHH €r0 CO3JaHus. DTO, MpexJe Bcero, Mudosaornueckas OCHOBa crokera. byayuu u
KapTUHOW MHpa, U MOHATUMHOW CHUCTEMOW, MU} BO MHOIOM ONpPEAETIN HAIOJIHEHHOCTh
Oanera (QUIOCOPCKO-TICUXOJIOTUUECKUMH HJIEIMU, a TaKKe XapaKTepHbIMH 00Opa3zamu,
HallEAIINMH OTPaXEHHUE B €ro MYy3bIKAJIBHOM s3bIKE. MHOTME€ HJAEHM U CHUMBOJBI
OuOIeCKOTO TMOBECTBOBAHMS OKa3aJIUCh CO3BYYHBIMH JII0XE€ MOJEpHA, HaIlpuMmep
CHOBHUJICHUS — OJMH M3 BOXHEUIHUX KOHIENTOB bubmuu, B XX B. — 00BEKT, H3y4aeMbIi
Haykol (@peiin, «TolkoBaHWE CHOBHJICHHI»); TI0OOO0BHBIE TIpUTA3aHUs *keHbl [loTrdapa
HNocudy B Oanere mnpeBpamiaroTcs B TMATOJOTMYECKHUE W3IUSHUS, XapaKTepU3YIOIIue
HEPBHO-UMITYJIbCUBHBIA THUN >KCHIIMHBI, HAIIEAIINI oTpaxkeHue B Tpylaax PDpeiina,
xuBonucu Knumra, nureparypHsix counHeHusix ['opmancrans u onepax llltpayca, Takux
kak «Canmomes» u «IJeKTpay.

[TomoOHble B3aUMOJIEHCTBUS  JAIOT OCHOBaHHE TI0-HOBOMY B3IVISHYTh Ha
MHTEpTEeKCTYyalbHbIN A3bIK LllTpayca, BKIIOYMB B HETO HE TOJIBKO MY3BIKY, HO U IIMPOKHIA
KyJIbTYPHBIA KOHTEKCT, HENOCPEACTBEHHO TIOBJIMABIIMM HAa CO3JaHHUE JIAHHOIO
IIPOU3BELICHHUS.
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R. STRAUSS’S BALLET THE LEGEND OF JOSEPH. MUSICAL INTERPRETATION
OF THE BIBLICAL STORY

The report is dedicated to the ballet by Richard Strauss to the libretto by
Hugo Hoffmannsthal and Harry Graf Kessler The Legend of Joseph. It was written for
Sergei Diaghilev’s troupe and staged in Paris in 1914. The interest in studying this work is
dictated by its plot (the biblical story described by Thomas Mann in the novel Joseph and
His Brothers, later turned into a libretto by famous writers), as well as musical language,
which uses numerous quotes and allusions. They fulfill certain artistic tasks in ballet drama.
Being the ‘calling card’ of its time, the artistic world of ballet addresses to various origins.
This explains the choice of the plot by its creators and the musical interpretation of the
characters. It is important to note the influence of literature (Thomas Mann,
Hugo Hoffmannsthal), philosophy (Wilhelm Dilthey, Henri Bergson, Oswald Spengler),
psychoanalysis (Sigmund Freud), painting (Gustav Klimt), which formed the intertextual
space of ballet, which is not limited to musical quotations and allusions. The sources of the
ballet determine its semantic volume, corresponding to the demands of the modern era. The
musical merits of ballet are not inferior to operas and symphonic poems by Richard Strauss.

Different tendencies inherent in the time of its creation are intertwined in the ballet.
This is, first of all, the mythological basis of the plot. Being both a picture of the world and
a conceptual system, the myth determined the fullness of the ballet with philosophical and
psychological ideas, as well as characteristic images. All this is reflected in his musical
language. Some of the ideas of the biblical narrative are consonant with the modern era:

- the theme of dreams — one of the most important concepts of the Bible, in the
twentieth century — an object studied by science (Sigmund Freud, The Interpretation of
Dreams);

- the love claims of Potiphar’s wife to Joseph in ballet turn into pathological
outpourings characterizing the neuro-impulsive type of woman, which is reflected in the
works of Freud, Klimt’s painting, Hoffmannsthal’s literary works and Richard Strauss’s
operas, such as Salome and Electra.

Such interactions give a basis for a new look at the intertextual language of
Richard Strauss, including in it not only music, but also a wide cultural context that directly
influenced the creation of this work.
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O PETUCTPOBOM ITAJIMTPE FOXKHOHEMELIKX OPTAHOB 3II0XW PEHECCAHCA

BremrHuii 00JIMK F0’KHOHEMEITKOTO MO3JHETOTHYECKOT0 OpraHa MPEeJCTaBIIsT COOOM
MOJJIMHHBINA LIEJAEBP apXUTEKTYPHOTO M KMBOMUCHOTO MCKYCCTBA — MBI Y3HaéM 00 3TOM,
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TJIAaBHBIM 00pa3oM, U3 COXPAHUBIIMXCA JI0 HAIIUX JHEW 00pa3ioB ukoHorpaduu. B To xe
BpeMsi 3HAaHUIO O CYIIECTBOBAHMM MHOYKECTBA HEBEIOMBIX, YIUBUTEIBHBIX TI0OJIOCOB,
«HACENSABIIMX»  KOPHYCHl  MO3JIHETOTHMYECKHX  OpPraHoB, a Takke  Pa3IMYHBIX
JIOTIOJIHUTEIBHBIX IPUCIIOCOOJIEHNH, YIPABIIABIIUXCS TOCPEICTBOM PETUCTPOBOM PYKOATKHU
oprasa, Mbl 003aHbl pa3JIUYHBIM UCTOPUYECKUM CBUIETENBCTBAM U JOKyMeHTaM. boratsim
U BCEOOBEMIIIONIUM MCTOYHHKOM TaKoro poja sBISIETCS TpakTaT mndanbirpadckoro
opranucta  Apunonbia lllnuka  «3epuano  opranoctpouteneit» (1511,  Maiinn).
CoBpeMeHHbIE HEMELKOS3bIUHBIE HCCIIEI0BAaHUSA, COIEpPXKAIIME CChUIKM HAa apXUBHBIE
JOKYMEHTBI, B YaCTHOCTHU OpPraHHbIE TUCIO3UIUU U JIOTOBOPHI MEXIY OPraHOCTPOUTEIISMH,
OpraHHBIMU JKCIIEpTaMU M 3aKa3uMKaMH TaKK€ IOCIYXHIA MaTepuaioM, Ha OCHOBE
KOTOPOTO OCYILIECTBIEH aHanu3. B XoJe packpbITUS TeMbl pa30Mpaercs CI0XKHOE
noyin(oHNYecKoe yCTpPOHUCTBO OONbIIMX OopraHoB. Ha 3Tom 3Tame pa3BUTHUS WHCTPYMEHT
HaxXOoJWiIcd Ha MOJIMYTH K peanu3auuu uien Bepk-npuHuuna (Werkprinzip), B koTopom
KKl U3 OTJIENIOB Oy/I€T OTJIMYAThCSA CAMOCTOATENBbHOCTBIO U Pa3BUTOCTHIO. OTAENbI elé
OTJIMYAIOTCS APYT OT JIpyra B XapaKkTepe CTPOCHMsI, HO B HEKOTOPBIX MO3AHUX 00pa3lax yxe
BOILJIONMIAIOT COOOM 3XO-TpUHIUI. Bech KpacouHBINl pPETHCTPOBBIN CHEKTP B IIpoIiecce
aHAJIMTUYECKOTO pa3dopa Moapas3aensercs Ha TpU TPYMIb, KaxAast U3 KOTOPhIX UMEET CBOU
¢GbyHKIMM: npuHIHNAIEHBIe perucTpbl (Rechtwerk), «xapakTepHbie» WIH «OTINYAIOIIHECS
roioca (Charakterstimmen, unterscheidlicheStimmen) u BcromorarenbHbIe PETHCTPHI,
npo3BaHHbBIC cBOMMHU coBpeMeHHuKamu Schnurrpfeiferei. To, kakoe mpeTBopeHHE MOTYIHIH
STH TPYyNIbl B HUCHOJHUTENIBCKOM NpakTHKe 3Mmoxu PeHeccaHca, mpeacTaBisieT coOoi
OOJBIIION UHTEPEC.

ON THE REGISTER PALETTE OF SOUTH GERMAN RENAISSANCE ORGANS

The appearance of the late Gothic South German organ was a true masterpiece of
architectural and pictorial art. We learn about this mainly from the samples of iconography
that have survived to this day. At the same time, we owe the knowledge of the existence of a
multitude of unknown, amazing voices that ‘inhabited’ the cases of late Gothic organs, as
well as various additional devices controlled by means of the register handle of the organ,
we owe to various historical evidence and documents. A rich and comprehensive source of
this kind is the treatise of the Palatine organist Arnolt Schlick Mirror of Organ Builders and
Organists (1511, Mainz). Modern German-language studies containing links to archival
documents, in particular organ dispositions and contracts between organ builders, organ
experts and customers, also served as the material on the basis of which the analysis was
carried out. In the course of the disclosure of the topic, the complex polyphonic structure of
large organs is analyzed. At this stage of development, the instrument was halfway to the
implementation of the idea of the Werkprinzip, in which each of the divisions will be
distinguished by independence and development. The divisions still differ from each other
in the nature of the structure, but in some later samples they already embody the Echo-
prinzip. The entire colorful register spectrum in the process of analysis is divided into three
groups, each of which has its own functions: principal registers (Rechtwerk), ‘characteristic’
or ‘different’ voices (Charakterstimmen, unterscheidliche Stimmen) and auxiliary registers,
nicknamed by their contemporaries Schnurrpfeiferei. The way in which these groups were
embodied in the performing practice of the Renaissance is of great interest.
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BAPUALIIN HA TEMY POKOKO OP. 33 — «OCTPOB PAJIOCTU» B
TBOPYECTBE I1. 1. YAIKOBCKOI'O (O TPEX CEMAHTUYECKHX COCTABJIAIOIINX
MY3bIKAJIbHOM KOMITO3ULIN)

OmHO M3 caMbIX TONYJISPHBIX Y HCIOJHUTENEH W CHylIaTeded NPOU3BEIACHUN
I1. 1. YaiikoBckoro — Bapuanuu Ha TeMy pOKOKO Op. 33 il BUOJIOHYEIHN C OPKECTPOM —
Ka3aJoch ObI, XOpOIIO OCBEIIEHO B JHUTEpaType, OJHAKO JO CHX MOp Ibeca OCTaeTCs
JIOBOJIBHO 3arajJjOoYHON C TOUYKH 3pEHHUsSl €€ cojepkaHus. B mokiane nemaeTcs MOMBITKA
WHTEPIIPETUPOBATh HEKOTOPhIE OCOOEHHOCTH TemaTu3Ma M (opmbl Bapuanuii B acmekre
BOILJIOIICHHUSI KOMITO3UTOPOM KOHIIENTa «PpagocTh». OTIpaBHON TOYKOHM AJIsI pacCyKICHUM
CTaJIM U3BECTHBIC ciioBa YailkoBckoro, oOpaimieHHbie kK B. @utiienxareny: «3Haelib JU Thl,
YTO TaKO€ POKOKO? ITO He33abomuoe 4yBCTBO padocmuy. OOpeTeHnue padocmu, OTKPHITHE
MUpA, TJIe HET 3a60m W TOpecTed, — Ba)KHAs >KM3HEHHas U TBOpYECKas albTepHATHUBA B
nepuoj, paboThl KOMMIo3uTOopa Haja YerBepToil cuMQoHUEW, B MPeAIBEPUN TsDKEIEHIIero
kpusuca 1877 rona. B kauecTBe BaXKHEMIINX KOMIIOHEHTOB, (DOPMHUPYIOIINX «MY3bIKAJIIbHOE
OJIMIIETBOPEHHME» JITAHHOTO KOHIIETITA, PACCMATPHUBAIOTCA TPU CTHIMCTUYECKUE C]ephl:
pycckas HapojHasi IecHs B TBopuecTBe YailkoBckoro (¢ omopoil Ha BBIBOABI PaboT
A. E. ByIsIKOBCKOT0); BOCIIPUHSATBIA KOMIIO3UTOPOM CKBO3b Mpu3My KHUTU OTTO fIHa 00pa3
Mormapra Kak «BOIUIOIIEHHWE UjAeaja BEJIMKOTO XYJIOKHHUKA, TBOPSIIETO B CHIY
Oecco3HaTeIbHOr0 Mpu3biBa cBoero reHus» (mucbmo Kk H. @. pon Mekk ot 16/28 mapra
1878 1.), HO Takke U «MoOUAPT-POKOKO»; HAKOHEI], «paclo3HaHHOe» YalKOBCKUM
oOpallleHre K >KaHPOBBIM MOJEISM U MpHeMaM MUChMa, XapaKTEPHBIM ISl «TAJaHTHOTO
BEKa», B MY3bIKE €ro COBPEMEHHUKOB — (PAHIYy3CKMX KOMIIO3UTOPOB IEpHOJIa
Oo6noBnenusi, B mepByro odepenb K. Cen-Canca. C Bapuanmii Ha TeMy pPOKOKO B
TBOpuecTBe YalKOBCKOTO HAUYMHAETCS JIMHUS KaK HHCTPYMEHTAJbHBIX, TaK M T€aTPATbHBIX
MIPOM3BEICHUI, B KOTOPBIX «BOCKpemaeTcs» uMeHHO ¢panmy3ckuii XVIII Bek, uto maer
MPaBO TOBOPUTH O KIFOUEBOM 3HAYEHUU JAHHOTO COYMHEHUS Uit (POPMUPOBAHUS BaXKHOU
COCTABIIAIOINICH CTUJISI KOMIIO3UTOPA.

VARIATIONS ON A ROCOCO THEME OP. 33 — ‘L’ISLE JOYEUSE’
IN THE PYOTR ILYICH TCHAIKOVSKY’S WORK
(ON THE THREE SEMANTIC COMPONENTS OF THE MUSICAL COMPOSITION)

One of the most popular works of Pyotr II’yich Tchaikovsky — Variations on a
Rococo Theme op. 33 for cello and orchestra — seems well covered in literature, but so far
the piece remains quite mysterious in terms of its content. The report attempts to interpret
some features of thematic material and forms of Variations in the aspect of the composer’s
embodiment of the concept of ‘joy.” The starting point for the discussion is the well-known
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words of Tchaikovsky, addressed to Wilhelm Fitzenhagen: ‘Do you know what rococo is?
It’s a carefree feeling of joy.” Finding joy, discovering a world where there are no worries
and sorrows, was an important, life and creative, alternative during the composer’s work on
the Fourth Symphony, on the eve of the most difficult crisis of 1877. In this study, three
stylistic spheres are considered as the most important components forming the ‘musical
personification’ of this concept: the Russian folk song in Tchaikovsky’s work (based on the
conclusions of Andrey Budyakovskiy); the image of Mozart as ‘the embodiment of the ideal
of a great artist who creates by virtue of the unconscious appeal of his genius’ (letter to
Nadezhda von Meck dated March 16/28, 1878) perceived by the composer through the
prism of Otto Jahn’s book, but also ‘Mozart-Rococo’; and finally, the use of genre models
and writing techniques of the siecle galant in the music of his contemporaries — French
composers of the Renewal period, primarily Camille Saint-Saéns, — ‘recognized’ by
Tchaikovsky. With Variations on the Rococo theme in Tchaikovsky’s work, a series of both
instrumental and theatrical compositions begins, where the French 18" century is
‘resurrected.” This piece is therefore considered as crucial for the formation of an important
component of the composer’s style.
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MUP JINHWI U IBETOB. MV3bIKA 110 KAPTUHE [IOMITEO BATOHU

B 1746 ronmy wranesHckuii xyaoxxHuk Ilommeo baronu (1708-1787) coszman
yyJleCHyl0 KapTuHy «Bpems npukaspiBaer Crapoctu yHUUYTOXUTH Kpacoty». B Hell Tpu
nepcoHaxa (oxunerBopenus Bpemenu, Ctapoctu u KpacoTsl), MHOTO IBETOB U HECKOJIBKO
nuHui. S ObLT mopakeH 3ToM paboToM ¢ TeX Mmop, Kak BIepBbie yBuaeH ee B Jlonaone. Tak s
Hayvall TyMaTh, K&k MOKHO «TPaHCIIOHHPOBATh» €€ B My3bIKy. MHoOro et s paboTan Hax
cooTHomieHueM (opmbl, 1BeTa U My3blku. B moem noxiazne Oyaer paccmorpeH oOpas
NeUCTBUM, TPHU3BAHHBIN MPOJEMOHCTPUPOBATH CHOCOO HAMUCAHUS HOBOM MY3BIKM U
YCTAHOBUTH CBS3M MEXKIY pAa3IUYHbIMM HCKycCTBaMU. XOTS S 3HaJl, 4YTO Jpyrue
KOMITO3UTOPHI MBITAIUCH CHENAaTh YTO-TO MOJO0OHOE Kak B MPOILJIOM, TaK U ceddac, MHE
XOTEeJI0Ch HAWTHU COOCTBEHHBIN CIIOCOO COUMHEHHS.

B 2016 roxy st Hamucan Mo KapTHHE OJHOMMEHHOE COYMHEHHE s aHcaMOisa u3 11
WHCTPYMEHTOB. Moell 1enpio ObLJI0 HE MPOCTO BOCHPOM3BECTU (UTYpPHI Ha KapTUHE, a,
CKopee, IepelaTb B MY3bIKe BHYTPEHHIOI IMHAMHUKY pabotel batonu. s storo s
MOATOTOBUJI HECKOJBKO IYCThIX HOTHBIX CTAHOB U 3aT€M HAJOXKWJ MX Ha KapTuny. [locne
ATOT0 HApUCOBaJ HAa HUX KOHTYpHI mepcoHaxkeh. Takum oOpa3oMm, HAa HOTHBIX CTaHaX
MOJIYYUITUCH JIMHUH, a TaKKe 00IacTu ¢ pa3HbIMH I1BeTaMu. Clieqyrolei 4acThio mpolecca
ObUTIO COYMHEHHE MbeChl. Sl MCIOIb30Bal TIOCIEAOBATEILHOCTH HOT, YTOOBI BOCTIPOM3BECTH
9TH CTPOKH B CBOEH MapTUType, M «pacKpacui»y (GUTrypbl pasHbIMH rapMmMoHusmu. Kpome
TOTO, 51 BHEC HEKOTOPBIC U3MEHEHHsI, KOTOPbhIE, KAK MHE Ka3aJI0Ch, ObUTH HEOOXOIUMBI.

Takum o0Opa3oM s TmOMNBITAJCS TIOHATH, MOXET JHM TPOU3BEICHUE WCKYCCTBA
MOPOXKJIATh JIPYroe MPOU3BEJACHUE U, 00Jiee KOHKPETHO, MOXKET JIM >KUBOIUCH TTOPOXKIAThH
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My3bIKy. [IpoomkeHe JaHHOroO ONbITa COCTOMT B TOM, YTOOBI HCCIIEA0BATH BO3MOXKHOCTD
TaKMX OTHOLIEHUN MY3BIKHA U CKYJIBIITYPBI, MY3bIKH U JIATEPATYPBI.

A WORLD OF LINES AND COLOURS. MUSIC FROM A PAINTING BY POMPEO BATONI

In 1746 the Italian painter Pompeo Batoni (1708—1787) drew Time Orders the Old
Age to Destroy Beauty. In such a wonderful painting there are three characters (the Time,
the Old Age and the Beauty are personified), many colours and several lines. | was struck
by this work since the very first time | saw it in London. Thus, | started to think how it
could be possible ‘to transpose’ to music. Indeed for many years I’ve been working on the
relations between forms, colours and music. Thus, this paper will investigate this procedure
in order to show a way to write new music today and to establish links among different arts.
Albeit | was aware that other composers tried to do something similar in the past and also
nowadays, my goal has been to find a personal way to investigate the point.

In 2016 | wrote a composition for 11 instruments ensemble with the same title. My
aim was not to merely reproduce figures of the painting; rather, to set in music the internal
dynamics of the work by Batoni. To do this, | prepared some empty musical systems for my
ensemble and | then superimposed them on the painting. After that, | have drawn the lines
of the characters on my empty systems. Thus, | could have lines on my systems and also
areas with different colours. The following part of the process has been composing the
piece. | used chains of notes to reproduce these lines in my score and | ‘coloured’ the
figures with different harmonies. | also made some modifications where | thought they were
needed in order to make the compositions work.

In this way | tried to investigate if a work of art could generate another work and,
more specifically, if a painting could generate music. After this study, my idea is continue to
investigate this relationships not only starting from paintings but also from sculptures and
from the literature.
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O KOMITO3UITMOHHBIX OCOBEHHOCTSX
BAJIETA B. M. JIEINIEBOBA «KPACHBII BUXPb» (1924)

JlokJaa MOCBSIICH aHaIM3y KOMIO3WIMU Oajiera, CBS3aHHYIO KaK C TEMaTUKOH |
o0Opa3HOCThIO, TMpuIIennieii B OanerHoe HCKyccTBO B 1920-e roapl, Tak M ¢ HOBBIMHU
nouckamMu B obmactu xopeorpaduu (Ganermeiicrep @. B. JlomyxoB). Cam KOMIIO3UTOP
OTIpeIeNIUI KAHpP CBOETO COYMHEHUS KaK «CHUHTETHYECKas ModMa» B JIBYX Mpolleccax ¢
MpoJjoroM u 3nuiioroMm. Takasi xaHpoBas NeUHUILIUS BBIPAXKAET €ro MO3UIIUI0: aKIEHT Ha
€IMHCTBE BCEX KOMIIOHEHTOB OalleTHOTO HMCKYCCTBA, a TaKXKe «IIOAMHYIO» CBOOOMY OT
TPAJUIIMOHHBIX JJII POMaHTUYECKOTO OaeTa CIOKETHBIX KAHOHOB.

Jlpamatyprusi v, COOTBETCTBEHHO, KOMIO3UIUsI «KpacHOTo BUXps» CKIIAIbIBACTCS U3
MPOTHUBOCTOSIHUSI KPACHBIX U YEPHBIX «(OUTYP», CHMBOJIM3UPOBABIINX CHIIbI PEBOJIOIUN U
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KOHTPPEBOIIOLMHU. B My3bIKadbHOM IUIAHE 3TO MPOTUBOCTOSHHE 0003HAYEHO KaK KOHTPACT
IBYX MY3bIKQIbHO-TEMAaTHUYECKUX c(dep, Ha3BaHHBIX JIEMIEBOBBIM «KOMMO3ULIUSL» U
«donpkiop». B mepBoii mpencTaBieH My3bIKaJbHBIM TEMaTH3M, CBSI3aHHBIM ¢ oOpa3amu
MEXaHUCTHUUYECKOrO JIBWKEHUS, (PU3KYJIbTYpHBIX IulacTudeckux ¢opMm. Brtopas cdepa
CBsI3aHAa C LUTUPOBAHUEM TOpPOJCKOro (Qoinbkiopa (mecHu «S6mouko», «llpmaeHok
*KapeHpli»). [loMuMO mpUHIMIA TEMAaTUYECKOrO W CTHJIMCTUYECKOTO KOHTpacTa B
My3bIKaJIbHOW M XOpeorpaduueckoil KOMIO3ULMU Oajnera peaju3oBaH psjl NPUHIIMIIOB,
MO3BOJISIFOIIMX MPOBECTH AHAJOTHIO C MY3bIKaJbHON (hopmoil (pa3paboTka — B CIleHaX
CTOJIKHOBEHHUS PEBOJIOLMOHHBIX M KOHTPPEBOIIOIUOHHBIX CUII; (PMHANbHAS KoAa-anogeos
— CLIEHA «CMBIYKI» pabOYUX U KPECThSH).

«KpacHblil BUXpb» CTal OJHUM U3 MEPBbIX 00pa3loB BOIUIOLIECHUS B OajeTe HOBOU
PEBOMIIOIIMOHHON  TeMaTuku. OTCYTCTBHE CBSI3HOTO CrOXKeTa, abOcTpakTHas ¢opma
BOIUIOLIEHUS! OCHOBHOM MJIeM BCTyHalld B OCTPOE NMPOTUBOPEUUE C OXKUJAAHUAMHU Iy OJIUKH.
baner ycnexa He mMen (MpOIJIO BCEro TPU CHEKTAKIsA), OJHAKO OH COXPaHWJI 3HAYEHUE
CMEJIOT0 JKCIEPUMEHTA, BO MHOIOM CO3BY4YHOro HoBamusaM 1920-x romgoB B Apyrux
HCKYCCTBax.

THE BALLET RED WHIRLWIND BY V. M. DESHEVOV: COMPOSITION FEATURES

The paper is devoted to the analysis of the ballet’s composition. It’s connected the
themes and imagery come to ballet art in the 1920s as well as new searches in the
choreography field (choreographer Fedor Lopukhov). The composer himself defined the
genre of his composition as a ‘synthetic poem’ in two processes with a prologue and an
epilogue. This genre definition reflects his position: an emphasis on the unity of all
components of ballet art, as well as ‘poetic’ freedom from plot canons, which are traditional
for romantic ballet.

The dramaturgy and composition of The Red Whirlwind is made up of the
confrontation between the red and black ‘figures’ symbolized the revolutionary and counter-
revolutionary forces. Musically, this opposition is designated as a contrast between two
musical thematic spheres: ‘composition’ and ‘folklore’ (according to Deshevov). The first
one presents musical thematicism associated with the images of mechanistic movement,
physical culture plastic forms. The second one is related to the urban folklore citation (songs
Yablochko, Fried Chicken). In addition to the principle of thematic and stylistic contrast in
the musical and choreographic composition of the ballet, a number of some principles have
been implemented. Its allows us to draw an analogy with the musical form (the development
sections are in scenes of the collision of revolutionary and counter-revolutionary forces; the
final apotheosis is the scene of the ‘bond’ between workers and peasants).

The Red Whirlwind was one of the first examples of the new revolutionary theme
embodiment in the ballet. The absence of a coherent plot and the abstract form of the main
idea implementation caused a sharp contradiction with the public expectations. The ballet
failed (only three performances were performed). At the same time, it was a bold
experiment. In many aspects its were consonanted with the innovations of the 1920s in other
arts.
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DKCHEPUMEHTHI C JIENTMOTUBAMU B «KOJIBLE» BATHEPA U 3A EI'O IIPEJIEJIAMU

XOTs TEPMUH «ICHTMOTHB)» TOMOTAeT CIylIaTeIsIM YIIyOUTh CBOE ITOHUMAaHUE
MpoU3BEJICHUI Barnepa, TUNHYHBIE OMPENECICHUS CAMOTO TEPMHUHA HEIOCTATOYHBI IS
TOTO, YTOOBI MOJTHOCTHIO OOBICHUTH PA3IUYHBIC 3HAUCHUSI U BO3MOKHOCTH ATOTO MpHUEMa B
My3bIKe Kak camoro Barnepa, Tak u mocie Hero. TepMUH «JIEHTMOTHUBY» HE yHNOTpeOsics
Barnepom B ero rnaBHbBIX TekcTax 00 omepe. IlepBbiM, KTO MPUMEHHUS ITOT TEPMHUH K
My3bike Barnepa, Obu1 I'eopr ®enepneiin. Ilonynspusuposan ero I'anc ¢pon PoinbloreH.
[TyteBogutenu donblioreHa HamucaHbl Uil JroOuTenel; cam OH Obul (uiionorom, He
MMEBIIIUM  MY3BIKQTbHOTO oOOpa3oBanus. K coxkaleHWio, MOAXOA U TMPUOPHUTETHI
@doblIOTEHA IO CUX TTOP OKAa3bIBAIOT BIMSIHUE HA U3y4YeHUE TBOpUecTBa Baruepa.

B cBoem noknazae st Xxody nmpeAcTaBUTh 0ojiee TUIOAOTBOPHBIN MOAXO0J] K BOIPOCY O
nertMoTuBax y Barnepa m ero mnocnepopateneii. C Moel TOYKM 3pEHHS, JEHTMOTHUB
cleyeT ONpeAeNiaTh, YUUTHIBAas TPU B3aWMOJICHCTBYIOIINE CUCTEMBI: 1) cucteMa cBsizeit
MEXy KpaTKUMH MY3bIKaJlbHBIMA MOTUBaMU U TJIaBHBIMU CMBICJIOBBIMH MOTHUBAMH JIPAMBI;
2) TOHaJbHAs CUCTEMa, B KOTOPOU BCE JIGUTMOTHUBBI (PYHKITMOHUPYIOT KaK HECTaOWIIbHbBIE U
«HEpa3pelIeHHbIE)» 3JIEMEHTHI, JIETKO MpeoOpakaroliuecs U pa3BHUBaronivecs; 3) cucrema
YeJIOBEYECKUX IMOIUH, BRIPAKEHHBIX ITIaBHBIM 00pa30M B OPKECTPOBOM MHUCHME.

Psan npuBeneHHbIX NpuUMEpOB U3 My3blkh Barhepa mno3BOJSAT Jyylle IOHATH
B3auMOJeiicTBUE 3TUX Tpex cucreM. OTpbiBkH u3 Bropoit cumdonun PaxmanunHoBa u
lectoit conatel CkpsiOMHA MO3BOJISAT PACIIMPUTH AUCKYCCHIO O BIIMSHUU JIEUTMOTHBA B
CBsI3M € 00Jiee TOUHBIM OIpeIeTICHUEM JTaHHOTO MOHSTHS.

EXPERIMENTS WITH THE LEITMOTIV IN WAGNER’S RING AND BEYOND

Although the term leitmotif helps listeners to deepen their understanding of Wagner’s
works, typical definitions of the term itself are not enough to fully explain the different
meanings and possibilities of this technique in and after Wagner’s music. The term leitmotif
was not used by Wagner in his main texts on opera. The first to apply this term to Wagner’s
music was Georg Federlein. Hans von VVolzogen popularized it.

In my paper | am presenting a more practical approach in the discussion of leitmotif
in and after Wagner’s music. From my point of view, it is not necessary to define leitmotif
without understanding that the leitmotif is not such if it does not belong to three interacting
systems: 1) a systems of connections between brief musical motives and the main motives
of the drama; 2) a tonality system in which all the keynotes function as unstable and
‘unresolved’ elements that are easily transformed and developed; 3) a system of human
emotion, expressed by instruments of a symphony orchestra.
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[TAPTUMEHTO U TOHAJIbHO-®YHKIIMOHAJIbHBIIN LIUKJI: TJIYBUHHAS CBSI3b

TexHrka KOMIO3MIMM MApPTUMEHTO ObUla BO3POXKIEHA HEJABHO YCUIIUSAMU
Pob6epra I'bepaunrena. OH mOpeuIoKUI  UHTEPHpPETAUI0 MNAapTUMEHTH Kak TpyMi
(maTTepHOB) OCHOBAHHBIX HA TICUXOJIOTMYECKON HJIe€ CXEMbl, U BECh TajJaHTHBIA CTHJIb B
MYy3bIKE KaK MOCIEI0BATEIbHOCTh 3ayYEHHBIX BUHBETOK. 3a 3TUM CKPBIBAECTCS UI€s MOTHOU
OTMEHbl TOHAJIbHO-QYHKIMOHAILHON Teopuu rapMoHuu. Bce 3To Hauvanmoch paHee, B
HIEHKEPUAHCKOM cucTteMe, KOTopas 3aMEeHMJIa TapMOHHM3aLMI0 MEJOJAWU MHUCbMEHHBIMU
ynpaxHeHUs MU ¢ 1UppoBbIM OacoM. CeroaHs, «IpaBUJIO OKTaBbD) 3aMEHHJIO TOHAJIbHO-
byHKUMOHANBHBIX UK. OnHako, mpu Oosee OJM3KOM PAaCCMOTPEHUH, MPEUIOKEHHAS
Oenene Genaposid rapMOHHU3alMsl TAMMbI B TIpe/iesiaX OKTaBbl COCTOUT U3 psifia TOHAJIBHO-
(GYHKIMOHAIBHBIX LHUKIOB. OTIMYME TEXHUKH MAPTUMEHTH OT UCIOJb3YEMBIX CErOJHS B
nejarorvke Ha 3amajie ynpakHeHUH ¢ nU@pOBbIM 6acOM W B UMHUTAIIMOHHON MOJU(OHUU
3aKJII0YaeTCs B TOM, YTO NAPTUMEHTH MpeaaratoT U iU poBoi 6ac U cCerMEHThI MEJIOIUU U
Oaca 0Oe3 uu¢poBku. s TOro, 4roObl HMMIIPOBU3MPOBATh MAPTUMEHTH, HCIOJHUTEIb
JOJKEH MMETh COJUAHYIO IIOJrOTOBKY B 00JacTH BOCHMTaHUS CllyXa M TOHAJIbHO-
(YHKIMOHAJIBHOM rapMOHUU. ABTOp MpejylaraeT He U30JIMPOBaTh TEXHUKY NApPTUMEHTO OT
(GYHKIMOHAJIBHOM TEOpUU rapMOHUH, @ OOBbEIUHUTD UX, TaK, YTOObI DEeHapoIu oKa3alics He
BparoMm Pamo, a ero nocienoparenem.

PARTIMENTO AND TONAL-FUNCTIONAL CYCLE: A PROFOUND LIAISON

The compositional technique of partimento has been revived in the recent decade by
Robert Gierdingen. He suggests the interpretation of the patterns (partimenti) as schemata
and the gallant style as a sequence of memorized vignettes. This concept is intended for
complete elimination of theory of tonal-harmonic functions. It started with schenkerianism,
with substitution of harmonization by figured bass realization. Today, the ‘rule of the
octave’ is offered as an alternative to T-S-D-T cycle. However, looking at, say,
Fedele Fenaroli’s suggestions on harmonization of the scale, one can notice that it falls into
several tonal-harmonic cycles. A major difference of partimenti technique from commonly
used today figured bass realization and imitative counterpoint exercises is based upon the
fact that partimenti offer both figured bass reading and harmonization of unfigured melodic
segments. In order to play partimenti one must have well-developed tonal-functional ear.
The author suggests not the isolation of functional theory of harmony from partimenti but
linking one to another, so that Fenaroli becomes not the enemy but the follower of Rameau.

129


https://e.mail.ru/compose?To=ikhanna1@jhmi.edu

XACAHIIIMH Aszamar
HaamiaoBuda

kanoudam uckyccmbBobedenus,
doyenm; kacgpedpa 3cmpaoHo-
0xxa306020 ucnoiHumesvcmba,
Vpumckuni eocyoapcmBentviil

uHcmumym uckycemb um. 3a2upa
WMcmaeuroba, Ypa

Asamat KHASANSHIN

PhD, Associated Professor,
Department of Pop-Jazz
Performance, Ufa State Institute of
Arts named after Z. Ismaguilov,
Ufa, Russia

/
brigadir_narodny@

mail.ru

KOoMNO3ULMA U11 CUMOOHUYECKOT'O OPKECTPA «3EMJIA ITOJIOBLIEB»
A3AMATA XACAHIINHA KAK BAPUAHT PEAJIM3ALIMM TTPUHITUIIA MOMENT FORM B
OBJIACTU BPEMEHHOTO CUHTE3A

HoBbie TuNBI HECEpUUHOW KOMIIO3UIMH, AKTYaJW3UPOBAHHBIE HAuMHAsA C KOHIA
1940-x rr. (otkpeitas ¢opma, MOOMIb, Tpaduyeckass My3blka, aleaTopHas KOMIO3UIUS,
MoayibHas (opmMa W Ap). — TEM HE MEHee, JAEMOHCTPUPOBAIM OONBIIYI0 CTENEHb
OTIOCPEJIOBAHHOCTh  TPAJAMIIMOHHBIM  KJIACCUKO-POMAHTHUYECKUM THUTMOM (OPMBL.  DTO
BBIPA3WIOCH, B IEPBYIO OUEpe/lb, B UX 3aBUCMMOCTH OT TUIU3ALUU 00OHO20-e0UHCMBEHHO20
nporotuna  (GopmMooOpa3oBaHUs,  PEMPE3CHTUPYIOLIEIO0  HMCXOJHYI0  HappaTHBHO-
MMOBECTBOBATEIBHYIO CTPYKTYPY pPa3BEPTHIBAHUS MaTepuasa, acCOIMUPYIOIIETocsS C TeM
WIN UHBIM €T0 «Pa3BUTUEM», OuHamukou ¢opmei. Ha 3T0 yka3plBaeT HEBO3ZMOXKHOCTb HU
OIHOW M3 HUX OTOMTH OT (yHIAAMEHTAIBHBIX XapPAKTEPUCTHK — TaKUX, KakK: C613b
AJIEMEHTOB (TPUHAJUICKAIIMX K JIOOBIM KOHTEKCTaM), HCIIOJIb30BAaHUE KOHMPACMO8,
NPOMANCEHHOCMb, BBICTPOCHHAS KaK «peasin3alusi HEKOero KOMIO3UTOPCKOTO CLEHAPHS,
HAJIMYKe HANPsDKEHUN B Opamamypeuu hopmoobpazosanus u T. 1.

EavHCTBEHHBIH THUN KOMIO3UIUMH, NPOTHUBOCTOALIUMN 3ITOMY — CMAMUyecKds
momenm-gpopma (Moment Form), mmpoudaiiniiee mpuMEHEHHE KOTOPOH MBI HaXOIWM B
tBopuecTBe K. IlITokxay3eHna Haunnas ¢ koHna 1950-x — nadana 1960-x rr. («KoHTaKkThD»
u 1p.). [loxanyii, nepBbIM MBICIb O MOJOOHOM MPOTUBOCTOSTHUU 03ByumI 0. Xononos B
cratbe 1975 1. «Quo Vadis? MysbikaibHOE MbIUIeHHE cerofs». OH yKa3bIBaeT, 4To,
kaxaas Moment Form «xe ecTh TOYKa €AMHOW JMHUHM BPEMEHH, a BHICBOOOXKIIEHHOE W3
MOTHUBUPYIOILIETO €ro KOHTEKCTa MTHOBEHUE KOHIICHTPAILMK Ha OINpeIeJIeHHOM COCTOSIHUU,
yTo co3naeT (mo BeipakeHuto llltokxayszena) “BeprukanpHbie cpe3nl” (Texte 1, 199). ...
EnBa nu Oyner mpeyBenMUYeHHMEM CKaszaTh, YTO MOJ00HAs KOHIICTIIHSA, BBIpOCIIAs Ha
€BPOIEHCKON IOYBE, B CYIIHOCTH, BBIIUIA 3a MpEeAeNbl €e TpaAulluii U OOHapyKUBaET
OJIM30CTh K UM TPATUITUOHHON BOCTOUHOUN MY3BIKH».

Hauunas ¢ 1840-x rr. («As3uarckue mecHu» AmsObeBa Ha TEMbI OAIIKUPCKOTO W
Tarapckoro (Qoibkiopa, onepa «Ammanar-0ex», «Mcnanckue» yBepTiopsl [ TUHKH U 1Ip.)
pycckasi My3blka OCBaWBAaeT WHTOHAIIMOHHBIM «pecypc» BOCTOYHBIX AITHOCOB, CO31aBas
1enoe HamnpasieHue MonepHa — pycckuti My3vikaavHullti opueHmanauzm. OCHOBHBIE YEPThI
€ro XOPOIIO U3BECTHBI OTEYECTBEHHON MY3bIKAJIIbHON HayKe.

[Ipennaraemast nnsi aHanM3a KOMITO3UIUS ISl CUM(OHUYECKOTO OpKecTpa «3eMist
[TosioBIIEBY» NEMOHCTPUPYET HO8bIU Mun 6occo3danus dcretuku «Pycckoro Bocrokay, HO
OCHOBaHHBII Ha (hopmMooOpasyromeM MpuHIUIe cratudeckoir Moment Form (a He Ha
MPUHIIMIIE HUCXOJIHOM HAppaTUBHO-TIOBECTBOBATEIBHOM CTPYKTYpbl  pa3BEPTHIBAHUS
MaTepuaia, aCCOIUUPYIOIIECTOCs C TEM WM UHBIM €T0 «Pa3BUTHEM», OUHAMUKOU (hopMbL).
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COMPOSITION FOR THE SYMPHONY ORCHESTRA THE LAND OF POLOVTSY BY
AZAMAT KHASANSHIN AS A VARIANT OF THE MOMENT FORM PRINCIPLE IMPLEMENTATION
IN THE FIELD OF TEMPORARY SYNTHESIS

New types of non-serial compositions, updated since the late 1940s. (open form,
mobile, graphic music, aleatory composition, modular form, etc.). — nevertheless, showed a
greater degree of mediation by the traditional classic-romantic type of form. This is
expressed, first of all, in their dependence on the typification of a single prototype of
shaping, representing the initial narrative structure of the unfolding of the material
associated with one or another of its ‘development,’ the dynamics of form. This is indicated
by the impossibility of any of them to deviate from the fundamental characteristics — such
as: the connection of elements (belonging to any contexts), the use of contrasts, length —
built as ‘the realization of a certain composer’s script,” the presence of tensions in the
dramaturgy of shaping, etc.

The only type of composition that opposes this is a static moment-form (Moment
Form), the widest application of which we find in the works of Karlheinz Stockhausen since
the late 1950s — early 1960s (Contacts, etc.). Perhaps the first idea of such a confrontation
was voiced by Yuri Kholopov in his 1975 article Quo Vadis? Musical Thinking Today. He
points out that each Moment Form ‘is not a point of a single line of time, but a moment of
concentration on a certain state released from the context that motivates it, which creates (in
Stockhausen’s words) vertical slices (Texte 1, 199). ... It would hardly be an exaggeration to
say that such a concept, which grew on European soil, essentially went beyond the limits of
its traditions and reveals an affinity to the ideas of traditional oriental music.’

Since the 1840s. (Asian Songs by Alyabyev on the themes of Bashkir and Tatar
folklore, the opera Ammalat-bek, Spanish overtures by Glinka, etc.) Russian music is
mastering the intonational ‘resource’ of eastern ethnic groups, creating a whole trend of
Modernism — Russian musical orientalism. Its main features are well known to Russian
musical science.

The composition for the symphony orchestra The Land of Polovtsy proposed for
analysis demonstrates a new type of recreation of the aesthetics of the ‘Russian East,” but
based on the formative principle of the static Moment Form (and not on the principle of the
initial narrative structure of the unfolding of material associated with one or another of its
‘development,” the dynamics of the form).
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«JIOJIUTA» P. IEAPUHA: CLLEHUYECKUE UHTEPIIPETALIUU «KOMIIO3UTOPCKOM
PEXXHCCYPBI» B MEHSIIOIEMCSI BPEMEHU

«KOMHOBI/ITOpCKa}I PEKHUCCYpa» BOCIPHHUMACTCA KaK CIWHCTBO aABTOPCKOI'O
J'H/I6peTTO 1 cOOCTBEHHO MY3BIKAJIbHOT'O TCKCTA OICPHOTO MPOU3BCIACHUA B TOJIIKOBAHHUUN
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PEXKHUCCEPOB-TIOCTAHOBUIMKOB.  3aJaHHas «KOMIIO3UTOpPCKas pexuccypa»  «Jlomutem
P. K. lllenpuHa ¢ €€ MHOXECTBEHHBIMH CMbICIaMH (YHAcCJIE€IOBaHHBIMU OT HAOOKOBCKOI'O
NEPBOUCTOYHMKA), 3PQPEKTHON ApaMaryprueil MU H300peTATENbHBIMU MY3bIKAJIbHBIMU
HaXOJKaMU OTKpPHIBAET BOMCTHHY O€3rpaHUYHbIE BO3MOYKHOCTH [UISl PEXKHCCEPCKUX
UHTepIpeTanuii, OyAb TO IMOCIEAOBATEIBHOE H3JI0KEHUE CIOKETa WM OHcepHas urpa ¢
MOJATEKCTAMH.

Ha mnpumepe tpex cuennyeckux Bepcuil «JlomuTe» (MPEeMBEPHOrO MIBEACKOTO
cnektaknsa 1994 roma, mepmckoro — 2003 roma u mocnmeaner moctaHoBku 2019-2020
rOZIOB B TPAKTOBKE MapHMHCKOI0 TeaTpa) MpeilaraeTcsl IpoCIeAUTh KOPPEISLIUIO 3aMbICiIa
KOMIIO3UTOpAa U PEKUCCEPCKOTO OIIYUICHUS «JAyXa BpPEMEHH», a TaKkKe KaHPOBYIO
TpaHCQOpMaALUIO ONEphl OT MPETEHLUMO3HBIX NPOYTEHHH B MaHEpPE HATYpaJUCTUYECKOTO
TeaTpa B MPOH3UTENbHBIN COLIMATIbHO-O0IMYNTENbHBIN TaMQIIeT.

LOLITABY R. SHCHEDRIN:
STAGE INTERPRETATIONS OF ‘COMPOSER DIRECTING’ IN A CHANGING TIMES

‘Composer Directing’ is perceived as the unity of the author’s libretto and the actual
musical text of an opera work as interpreted by stage directors. The given ‘composer
directing’ of Lolita by Rodion Shchedrin with her multiple meanings (inherited from
Nabokov’s primary source), spectacular dramaturgy and inventive musical discoveries
opens up truly endless possibilities for director’s interpretations, whether a sequential
presentation of a plot or a bead play with subtexts.

Using the example of three stage versions of Lolita (Swedish premiere performance
in 1994, Perm performance in 2003 and the last performance of 2019-2020 in the version of
the Mariinsky Theater), it is proposed to trace the correlation between the composer’s
intention and the director’s sense of the ‘spirit of the times,” as well as the genre
transformation of the opera from pretentious readings in the manner of naturalistic theater in
a poignant socially accusatory pamphlet.
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«ITPOIIECC KAK ®OPMA»: O HEKOTOPBLIX KOHCTPYKTUBHBIX ITPUHLIMIIAX B MY3bIKE
CIIEKTPAJINCTOB

Nneonorn cnekTpaibHOTO ABMKEHUS, PAJIMKAJIBHO MEPECMOTPEB KOHIIENLINIO 3BYKa,
CMOTJIM HAMETUTh BO MHOTOM PEBOJIOLMOHHBIC TEPCIEKTUBBI MPEXKAE BCEro B 00JIACTH
My3bIKadbHOW  (opmbl. BbIgBUHYTass WMHU  KaTeropusi <JIMMUHAJIBLHOTO»  OTKpBLIA
BO3MOXHOCTH pPAacCMaTpuBaTh 3BYK KakK IIPOLIECC, YTO HE MOIJI0O HE CKas3aTbCs Ha
JanbHEHIIEM IEPEOCMBICIIEHUN KaTErOpuil My3bIKaJIbHOW PUTOPUKHU (TOMUKU, HAPPATUBA).
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Bocnpuaumast 3ByK Kak )KHBOW OPraHU3M, HAXOISIIUICS B TIOCTOSTHHOM JIBUKCHUU U
Pa3BUTHH, KOMIIO3UTOPBI-CIIEKTPAIUCTHI COOTBETCTBEHHO MBICIIAT M CKJIAJBIBAIOLIYIOCS U3
TaKUX 3BYKO3JEMEHTOB (opmy. DPopMa-moTOK, MNpPEJCTABIAOLIAs COOOM cTpysiieecs
Oecue3ypHOE Da3BUTHE, B KOTOPOM HEYJIOBUMO MEHAIOTCA (ha3bl COCTOSHHI-IICHUH,
xapaktepHa s Takod My3blkd. Ilo Belpakenuto 0. H. Xonomnosa, 3z1eck yxe He dopma
BOCIIPUHHMMAETCSI KaK IPOLECC, a IMPOILecC BOCHPUHUMAETCS Kak (opMa My3bIKaJIbHOTO
COUYMHEHHUS.

[locne ombrtoB XK. I'puse, yka3piBaBIIETO Ha HEOOXOAUMOCTH IMPENCKA3yEMbIX
U3MEHEHU B (opmMooOpa3oBaHMM, YHOPABIAOIIMUX (M YHPABIAEMBbIX) IpolLEccaMu
BOCIHIPUSATHS, Pa3HOOOpa3HbIE BO3MOYKHOCTH NPOLECCYalbHOTO pa3BEpThIBaAHUS wIar 3a
marom pasBuBasia K. Caapuaxo. OnHa M3 TaKMX KOHCTPYKTHBHBIX BO3MOXHOCTEH —
npoyecc UHMepnoiAyuu, B KOTOPOM HAXOAAT CBOE BOIUIOLIEHHE pasHble (POpPMBI
MOCTENIEHHOTO pa3BepThiBaHUs. OaHUM M3 HauOoJiee YacTO BCTPEYAIOUIMXCS BUOB
MHTEPNOJSALIUN ABJISETCS UHTEPIONALNS «METOIO0M OJIMKalIIero coceia», 4YTo MO3BOJISET
CO3aTh HEMPEPBIBHO U3MEHSIOUIMICA HEKOHTPACTHBIN JINHEWHBIN Nporiecc. Takol mporecc
MOXXHO BHJICTh B paHHHX couuHeHusix Caapuaxo, Hampumep, Vers le blanc mns
anektponuku (1982) u Verblendungen mnst snekrponuku u kamepHoro ancam6is (1982—
84). B nmocinenymomeM KOMIIO3UTOP HEPENKO HCIOJb30Baja METOJ HAJIOXKEHHBIX
napamMeTpuuecKux rpadukoB, 4TO MOXKHO HaOmoaTh B «Laterna magica» (2008).

‘PROCESS AS A FORM’:
ON SOME PRINCIPLES OF FORM-BUILDING IN THE MUSIC BY SPECTRAL COMPOSERS

As soon as the ideologists of spectral movement radically revised the concept of a
sound, they got an idea to revise musical form as well. They proposed the category of
‘liminal” which opened the possibilities of treating sound as a process and this couldn’t be
escaped in further redefining of music rhetoric categories such as topoi and narrative.

Spectral composers perceive the sound as a living organism which is constantly
developing and dynamically expands. Respectively they think over the form in music.
Treating sound as a living organism in its continuous dynamic development, the composers
committed to spectralism conceive a form that emerges from the totality of such sound
elements as an entity with inner processual qualities. In doing so, they take up the ideas
floating in the air. Form as a stream in which the phases of durational states show seamless
flowing qualities, constitute a novelty characteristic for the 20" century music. At the same
time this phenomenon represents well-forgotten ‘old ways’ coming as an answer to the
increasing concentration of sound events characteristic of last centuries. According to
Yuri Kholopov, here process is perceived as a form of music composition rather than form
as a process.

After Gérard Grisey’s experiments on the form building one of the disciples,
composer Kaija Saariaho took steps in developing different possibilities of continual
gradual changes. One of the main ideas in this field is of interpolation process, the
phenomenon where different possibilities of gradual change take place. The most often type
of interpolation is a ‘nearest neibor method’ which makes possible to create continual
developing linear process. Such a process we see in Saariaho’s early works, for example
Vers le Blanc for electronics (1982) and Verblendungen for Electronics and Ensemble
(1982—-84). In the future composer often used the method of superimposed parametric
charts, as in Laterna Magica (2008).
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M3YYEHUE MY3bIKU PEYH C TIOMOILBIO KOMITBIOTEPHBIX MHCTPYMEHTOB KOMITO3ULIMU

Kak sapko mpowmmtroctpupoBan Jleom SlHauek, BbICKa3bIBaHUE IEPENACT HE TOJIBKO
JEKCUYECKUEe 3HAa4eHMs, HO U HACTpPOEHME M uyBCcTBa rosopsmero. IlogoOHoe
WCIIOJIb30BAHUE MPOCOJIUH BBI3BIBAET HHTEPEC KOMIIO3UTOPOB HA MPOTSHKEHUHN BEKOB, JaXe
€CJIM pacCMaTpUBaTh TOJIBKO MHCTPYMEHTAIbHYIO My3bIKy. Ceroaus, 6marogapst Bce Ooiee
3¢ (dEeKTUBHBIM KOHBEpTEpaM ayJIuO-B-MUJU, TPAHCKPUIILIUS «PEUEBOM MEJIOAUM» U3
pedeBoro BbICKa3bIBaHUS OOJbIIE HE MpeAcTaBisieT co0oil cioxHoM 3amauu. OgHako
OLICHKAa pEYEBBIX IIATTEPHOB Il AKYCTUYECKMX HHCTPYMEHTOB BCE €IIE€ OCTaeTCs
TPYIHOJOCTUKUMOM MPOOJIEMOH, €CIM UICTOYHUK OJHOBPEMEHHO HE CIIBIIICH U / WM KOTJa
npoctoe otcaexuBanue fO He yaoBieTBOpseT NOTPEOHOCTH KOMIO3UTOpA. +

B sTOoM KOHTekcTe mpe3eHTauust OyJIeT WIUIIOCTPUPOBATh KOMIIBIOTEPHYIO Cpeay
KOMIIO3UIMHK, pa3paboranHyro B Open MusiC, cnenuanbHO TNpeIHA3HAUYCHHYIO IS
uccienoBaHuss M o0pabOTKM MPOCOAMYECKUX JaHHBIX. [IporpaMMHble HHCTPYMEHTHI
paszesieHbl Ha 4YeThbIpe KAaTeropuu: MOJyJu aHanu3a (Bkitouas ayauo-sB-MIDI u aynwmo-
TEKCTOBOE MPEJCTABJIEHUE MAAaHHBIX, a TaKXKe JECKPUITOPBI IMPOCOAMYECKHUX JdaHHBIX);
KOMIIOHEHTHI (PUIbTpaluu (BKJIIOYash TPUBUAIbHBIE (UIBTPBL, a Takke OoJee CIO0XKHbIE
GuIbTpEl Ha OCHOBE LEHTPOMJIOB WM JMCCOHAHCA); BbICOTA TOHa (Menonuueckas /
rapMOHUYECKast); KBAaHTOBATEIN JUIMTEIBHOCTH U AUHAMUYECKHE, MOIYJIH NpeoOpa3oBaHus
JUIsL OLICHKU 3BYKa U DKCIIOpPTa JaHHBIX.

XoTs npocouueckue 0COOEHHOCTH peun JiexkKaT B OCHOBE MY3bIKAJILHOIO OOIIEHNS,
UHCTPYMEHTBl M  HOTHAas 3allUCh  «COIPOTUBIIAIOTCA»  JKECJIIAHUID  KOMIIO3UTOPOB
TpaHCKpuOUpoBaTh pedb. VIMEHHO uCClleJoOBaHUE HANpPSKEHHOCTH, BO3HHUKAIOIIEH B
pe3yJabpTaTe dSTOr0 CONPOTHUBIIEHUS, MOXET O0003HAUYUTh HBOJIOLUIO MY3BIKAJIbHOU
KOMITIO3UILIMH B CICAYIOIINE NECATUICTHS.

Bbyner mpezncraBieHO OpKecTpoBOe M aHCamMOJIEBOE BOCIIPOU3BEIEHUE OTPHIBKOB
peun, 4ToObl 0OpPHCOBAThH TEKYIIEE COCTOSHUE HCCIeI0BaHUM aBTOpA.

EXPLORING THE MUSIC OF SPEECH
THROUGH COMPUTER ASSISTED COMPOSITION TOOLS

As poignantly illustrated by Leo$ Janadfek an utterance conveys, not only lexical
meanings, but the mood and feelings of the speaker. Such use of prosody has spiked
composers’ interest for ages, even when instrumental-only music is considered. Today,
thanks to increasingly effective audio-to-midi converters, the transcription of the ‘speech
melody’ from a spoke utterance does not represent a challenging task anymore. However,
scoring speech patterns for acoustic instruments still remains an elusive issue if the source is
not concurrently audible and/or when the simple fO tracking doesn’t satisfy composer’s
needs.

Within this context, the presentation will illustrate a computer-assisted composition
environment developed in Open Music specifically tailored for the exploration and
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manipulation of prosodic data. The software tools are organized into four categories:
analysis modules (including audio-to-MIDI, and audio-to-textual representation of data, but
also prosodic-data descriptors); filtering components (including trivial filters as well as
more complex centroid or dissonance-base filters); pitch (melodic/harmonic); duration and
dynamic quantizers, conversion modules for aural evaluations and data export.

Albeit the prosodic features of speech are at the very roots of musical
communication, Instruments and music notation ‘resist’ the composers’ desire of speech to
be transcribed. It is precisely the exploration of the tensions emerging from this resistance
that might mark the evolution of musical composition in the next decades to come.

Orchestral and ensemble rendering of speech excerpts will be presented to outline the
current state of the author’s research.
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SILLABAZIONE SCIVOLATA Y MOJTYJIbHASI MEJIOIIES:
OCOBEHHOCTHU BOKAJILHOT'O CTUJISI CAJIbBATOPE IIIAPPUHO

ABaHrapasbie TpakTHKH XX BeKa aKTYaIM3HpPOBAIM HETPAJAUIIMOHHBIC MPHEMbI
TICHHSI, 00OTalIAI0IINe COHOPHYIO MAIHUTPY, PACIIUPHUIN (GOPMBI, TPOMEKYTOUHBIE MEKITY
TICHHEM U PeYbl0, M OTPEACITIINA BEKTOP JATLHEHIITNX SKCIIEPUMEHTAIBHBIX TIOUCKOB B ATOH
obmactu. Cpeny OTKPBITHH, COBEPIIEHHBIX B OE3rpaHMYHOM TPOCTPAHCTBE BOKAIBHBIX
apTUKYJIALNNNA, 0cO00TO BHUMaHHMS 3aClTy’)KMBaeT BOKalbHbBIN cTrib CanbBarope [llappuno,
CTaBINN ero «(pUpMeHHBIM 3HAKOM» M Ha3BaHHBIH uM Sillabazione scivolata (ckonp3simas
CJIOTOBAs APTUKYJISIINSA ).

Ha mpumepe omep «JxuBbIii cBeT Moux oueii» (“Luci mie traditrici”) u «Ot mopo3a
kK Mopo3y» (“Da gelo a gelo”) B mokmane wccieayrOTCss OCHOBHBIE DJIEMEHTHI BOKAJIBHOI'O
cTiist Kommosutopa. Ocoboe BHHMaHHUE YACTSETCS MOMIYJIO, UMEIOIIEMY IBYXYaCTHYIO
0a30ByI0 CTPYKTYpy: JJIWHHAs HoTa (messa di voce), ucmomHsemas niente-crescendo, u
OBICTPO apTHUKYJIHMPYEMBIH IONypeueBOi «apabeck», yxomdmuid B niente-diminuendo.
ABTOp  pacKpbIBaeT KOMIIO3HUTOPCKYIO CTPAaTeTHMI0 CEMaHTHYECKOH  KOAU(pUKAUU
sillabazione scivolata u pa3HbIX (OpM Pa3rOBOPHOM peduM, a TAKXKE 3aTparuBacT BOIPOCHI
KOHCTPYHMPOBAHHUS I1€JI0T0, B OCHOBE KOTOPOTO JISKHUT MPOIECC BAPUAHTHON MOBTOPHOCTH U
TpaHchopManuu BOKaJIbHBIX MOJYJICH, 0Opa3yroNuii B KOHCYHOM HTOIE OPUTHHAIBHYIO
MOJTyJIbHYIO MEJIOTIEHO.

SILLABAZIONE SCIVOLATA AND MODULAR MELOPEA:
FEATURES VOCAL STYLE OF SALVATORE SCIARRINO

The avant-garde practices of the twentieth century actualized non-traditional singing
techniques that enrich the sonor palette, expanded the forms intermediate between singing
and speech, and determined the vector of further experimental searches in this area. Among
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the discoveries made in the boundless space of vocal articulations, the vocal style of
Salvatore Sciarrino, which became his ‘trademark’ and named by him sillabazione scivolata
(gliding syllable articulation), deserves special attention. On the example of the operas The
Killing Flower* (Luci mie traditrici) and From Frost to New Frost (Da gelo a gelo), the
report examines the main elements of the composer’s vocal style. Special attention is paid to
the module, which has a two-part basic structure: a long note (messa di voce), performed by
niente-crescendo, and a rapidly articulated almost spoken ‘arabesque,” going into niente-
diminuendo. The author reveals the composer’s strategy of semantic codification of
sillabazione scivolata and various forms of colloquial speech, and also touches on the issues
of constructing the whole, which is based on the process of variant repetition and

transformation of vocal modules, which ultimately forms the original modular melopea.
*HpI/IBOI[,HTCH Ha3BaHWUA, KOTOPBLIC OIEPHI MOJYYHUIN B aHTJIOA3BIYHBIX CTPAaHaX.
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ITPOBJIEMBI KOMITO3ULIMK B BOIOCJTYKEHHUU ITPABOCJTABHOI TPA UL
(TEKCT U ETO METAMOP®O3bI)

B akanmemunueckoi My3bIKaJdbHOW KysnbType HOBOro BpemeHu 3amadeil CTaHOBUTCS
MaKCHUMaJIbHO TOYHAas Iepeaya aBTOPCKOTO 3aMbICiia B UHTEPIIPETALUK UCTIOTHUTEIIS.

B npaBocnaBHoil Oorociy:keOHOM TpaaulMKy IENbl0 SBISETCS Haubojee TOYHas U
riyooKass MHTEpIpeTalus KaHOHMYECKOr0 TEKCTa M MaKCHUMAaJIbHO TMOJIHOE COOTBETCTBUE
npoucxojsieMy oOpsiay. My3bIKalbHBI TEKCT paccMaTpUBaeTCs Kak MaTepuan s
BCTpanBaHUsl B KaHBY OOrOCIy>KEHHsI, KaK YaCTh CHHKPETHUYECKOIO JEWCTBA, MOITOMY HE
ABJISIETCSI 4YEM-TO OKOHYATEJIbHBIM M HE3bIOJEMBIM. OTOT acleKT HWHTepIpeTaIiu
MY3bIKQJIBHOT'O TEKCTa OCTAETCS O CUX MOP MPAKTUUYECKUA HE U3yUYECHHBIM.

HenocpeactBeHHOe BIMSHHME HA HCIOJIHSAEMOE IECHONEHWE MOTYT OKa3blBaTh U
OOBEKTUBHBIE MapameTpbl (HampuMmep, BeJlWYMHA XpaMa M COOTBETCTBYIOLIAs
MPOJOJKUTENILHOCTh  KaXJEHUs), ©  CyObeKTHBHBbIE (aKTOpbl  («ame  H3BOJIUT
MIPEACTOSITENbY UM PETEHT), U KOHKPETHBIE )KU3HEHHBIE CUTYAIlNH.

NMeHHO B 3aBUCHMMOCTH OT IPOUCXOJSIIETO B XpaMe pUTyalla U BOJIEU3bSIBICHUS
CBSILIEHHOCITY)KUTEJIEH, OTBEYAIOIMIMX 34 COBEPIICHHE JIMTYPrHYECKOro  JeiCTBa,
WCIIOJIHAEMBIN TeKCT (KaK MY3bIKaIbHBINA, TaK W JIUTEPATYPHBIA) MOXKET MOJBEPraThCs
3HAYUTENBHBIM MeTaMopQo3aM: MOBTOP CTPOK, PaA3ENOB WM LEIbIX MECHONECHUN MpHU
3aMEJICHUH CBSILIEHHOJCHCTBUS; COKpAlIEHUE OTACNIbHBIX IIECHONEHUNM (Hampumep,
CTUXUp, Tponapeil KaHOHA) WM WX 4YacTed; M3MEHEHHWE TemIa IpPU COOTBETCTBYIOILIEM
YCKOPEHUU WM 3aMeJICHUH X0/a OOroCiyKeHHs; M3MEHEHHUE UCTIOIHUTEIHCKOTO COCTaBa
WM TPAHCHO3UIMUSA B 3aBUCUMOCTH OT KOHKPETHBIX YCJIIOBUM JAHHOT'O KIIMPOCHOTO XOpa
Wi aHcamOns (Hampumep, OTCYTCTBHE OacoB WM BBICOKUX TEHOPOB); HM3MEHEHHE
JUHAMUKH B 3aBUCUMOCTH OT MOKEJIAHUN PEreHTa WA CBSILEHCTBA.
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B0O3MOXHO W3MEHEHUE CTPYKTypbl, MEJOJUKH, PUTMUYECKOTO pHUCYHKa (B
OCOOEHHOCTU B OCMOITIACHBIX HAIlEBAaX), PAaCIOJIOKEHUS M MEIOJUYECKOTO IOJIOKEHUS
AKKOPJIOB, B PsIZIE CIIy4aeB HOBBIC BAPUAHTBI CTAHOBATCS MECTHOM TPAJULIUEH.

Pesynprar oOkaspiBaeTcs B IOJHOM MeEpE HENPEICKA3yEMBbIM, a B COBOKYIIHOCTH
BO3HMKAE€T  3HAUYUTEIBHOE  pa3HOOOpa3ue  BO3MOXKHBIX  MHTEpHIpETaluid  OJHOTO
MY3BIKAJIBHOTO TIECHOIIEHUS U 3aMETHBIE PA3JIMYUSL €TO TPAKTOBOK.

PROBLEMS OF COMPOSITION IN THE WORSHIP OF THE ORTHODOX BACKGROUND
(TEXT AND ITS METAMORPHOSES)

In the academic music culture of the New Age, the task becomes the most accurate
transfer of the author’s idea in the interpretation of the performer.

In the Orthodox liturgical tradition, the goal is the most accurate and profound
interpretation of the canonical text and the best possible alignment of the rite that is taking
place. The musical text is considered as a material for embedding into the divine service
canvas, as part of the syncretic action, so it is not something final and inviolable. This
aspect of the interpretation of a musical text is still practically unexplored.

Objective parameters (for example, the size of the church and the corresponding
duration of incense), subjective factors (‘more often than not, the primate’ or the chanter),
and specific life situations can have a direct influence on the chant being performed.

It depends on what is happening in the temple ritual and expression of the priests
responsible for the liturgical action, executable the text (as well as musical and literary) can
undergo a significant metamorphosis: repeat rows, sections, or entire songs at slowing the
priest; the contraction of certain songs (e.g., sticheron, troparion of the Canon), or their
parts; the change of pace with a corresponding acceleration or deceleration stroke worship;
changing the composition or transposition depending on the specific conditions of the choir
or ensemble (for example, the absence of bass or high tenors); changing the dynamics
depending on the wishes of the chanter or the priesthood.

It is possible to change the structure, melody, rhythmic pattern (especially in
vociferous melodies), the location and melodic position of the chords, in some cases, new
versions become a local tradition.

The result is completely unpredictable, and in the aggregate there is a significant
variety of possible interpretations of one musical chant and noticeable differences in its
interpretations.
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[TPUHIATILEI KOMIIO3ULIMU B X)KAHPE IYMKU

B nmoxmane paccMOTpeHBl KOMIIO3ULIMOHHBIE 3aKOHOMEPHOCTM B BOKAQJIbHBIX U
MHCTPYMEHTalIbHBIX counHeHusx XIX Beka, HamucaHHBIX B kaHpe ayMku. Mccienyercs
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TEHE3UC JKaHpa, €ro XapakTEepHblE OCOOCHHOCTM M HWHTEPHpPETAallMd B TBOPYECTBE
KOMITO3UTOPOB PA3HBIX HAI[MOHAJIBHBIX ILIKOJ, MPEUMYLIECTBEHHO ciaBsiHCKUX. Ocoboe
MECTO OTBOAMTCS AaHAJIU3y M BBIABICHUIO TJIABHBIX MPUHUIUIOB (opMOOOpa3oBaHUS B
nyMKax AHTOHMHA J[Boprkaka (eMy NMPUHAJIEKUT HauOOJbIIee KOJIMYECTBO MPOU3BEICHUN
ATOTO KaHpa).

Jlymka OblJa TECHO CBf3aHa C HAlUMOHAJIbHBIMU TEHIECHUUSMU B Pa3BUTHU
MY3bIKaJIbHOW KYJBTYpPbl U C UJESIMHU MAHCIaBU3Ma, AKTYaJIbHBIMH JJIs BTOPOW MOJIOBHHBI
XIX Beka. IMEHHO B 3TOM KOHTEKCTE >KaHpP paccMaTpUBAETCSI B HEMHOTOUMCIEHHBIX
My3BIKOBEUECKUX paboTax. B noxiajge, onHako, CAelaH aAKLIEHT Ha TEOPETUYECKOU
npo0OsieMe: COOTHOIIEHHHM KOMIIO3WLMK B JyMKax € HNPUHLIMIIAMH OpraHU3aluy OOJbIION
pomantuueckoit ¢opmbl. CpaBHenue nymok JIBopxkaka, H. Jlsicenko, II. YalikoBckoro
MO3BOJIMJIO BBISIBUTH TUIMYECKUE M MHAWBHIyaIbHO-aBTOpCKUE pemeHusi. OCHOBY (OpMBI
COCTaBJIICT NPUHIINII, XapaKTEPHBIN A1 HAPOJAHOIO TBOPUYECTBA: YepEAOBaHHE MEJIEHHON
necHu M ObicTporo TaHma. ComocTaBiIeHUE KOHTPACTHBIX TEM, MX BapbUPOBAHHE U
TpaHcpopManus CTaBAT JyMKY B OJMH psJ C TAKMMHU jKaHpaMH, Kak paricoaus u o6amiasa.

PRINCIPLES OF COMPOSITION IN THE GENRE OF DUMKA

The paper is devoted to the composition patterns in the vocal and instrumental pieces
by the 19" century, which were created in the genre of dumka. The genesis of the genre, its
characteristic features and its interpretations in the works of different national school
composers, mainly Slavic, are discussed in the study. A special place is given to the analysis
and identification of the main principles of composition in Dvorak’s dumkas (most of the
works in this genre were created by him).

Dumka was closely connected to national trends in the development of musical
culture and to ideas of pan-Slavism, which was relevant during the second half of the 19"
century. Exactly in this context the genre is considered in a few of musicological works.
The article, however, focuses on the theoretical problem: interrelation of composition in
dumkas with the principles of organization of big romantic form. The comparison of
Dvorak, Mykola Lysenko, Pyotr Tchaikovsky dumkas allowed to reveal typical and
individual author’s solutions. The form is based on the principle, which is distinctive for
folk art: alternation of slow song and quick dance. The matching of contrasting themes,
variation and transformation of them put dumka in the same row of the genres as rhapsody
and ballad.
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®OPMBbI COBPEMEHHO! TTOJIM®OHUM:
K BOITPOCY O CTABMJIbBHOM U MOBMJIBHOM B UCKYCCTBE

BOHpOC CcTaOMJILHOTO ¥ MOOMIJILHOTO B HCKYCCTBC OOWH M3 HNCHTPAJIBbHBIX B CUCTCMC
HAaYYHO-TCOPCTUYCCKOTO 3HAHUH. Ero IMPUHOHUIINAJIBHOC 3HAUYCHUC OYCBUIHO, IMOCKOJIBKY
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JaHHAas IUXOTOMUSI KOPPEIUPYETCs C MpodIeMaMy TPaJAULIMKA U MHHOBALIMH, KJIACCUYECKOI0
W aBaHrapJHOIO, WHBapuaHTa W BapuaHTa. KOHCTPYKT «cTaOMIbHOE — MOOMIIBHOE
MPOELUPYETCA HA KOMIIO3ULIMOHHBIA MHCTPYMEHTApUd, (POPMBI, CTUIIH, YPOBHH CTPYKTYpPBI
XYJI0’)KECTBEHHOTO TE€KCTa U T.JI., U B KOHEYHOM CUETE€ CIOCOOCTBYET MOHHMMAHHUIO JIOTUKU
MCTOPUYECKOTO PA3BEPTHIBAHUSI MCKYCCTBA, IPEEMCTBEHHBIX CBA3€H B HEM, BOCHPUATHIO
00ILIEro U 3KCTPAOPAUHAPHOTO.

Tem Gosee HHTEPECHO YSACHUTH 3HAUEHHE ATOTO0 aKCHOMATHYECKOT0 KOHCTPYKTA JJIs
MOJIN(OHUYECKOTO  HUCKYCCTBa, (OPMBI, TMPUEMBbI, TEXHHKAa KOTOPOro  OOBIYHO
paccMaTpHUBarOTCs KaK BOIIOLICHUE TPAJULMHA CTPOrOro akaJeMu3Ma.

B noknane paccmarpuBaemasi nmpoOieMa CIpOELMpPOBaHA HAa KJIACCUYECKHE (POPMBI
noJin(OoHNU, MHKOPIIOPUPOBAHHBIE B COBPEMEHHYIO XYy/I0KECTBEHHYIO NpPaKTHKY. Peub
noier o kaHoHe u (pyre — Gopmax B CEMaHTUYECKOM OTHOLIEHUH MPEACTABIISIOMIMX
JUXOTOMHUYECKYIO0 mapy. MysbikanbHas QopMa «KaHOH» KaKk MU CaMO €€ HauMEHOBaHUE
TEeHepUpYyIOT B cede TNpeACTaBiIeHUs] O KAaHOHE KakK CHHOHUME CTa0MJIBHOCTH U

yctoiunBoctd. HampoTtus, ¢pyra — ¢opma 00 3cTeTHKe JBHKEHUS B MHOroooOpaszuu
TOJIKOBAHMM 3TOr0 CJOBa, MPEACIbHO «MOOMIIBHA» MO cHocobaM | IpuemMam
dhopmoobpazoBaHus.

O6e dopMbl 00CTOSTENHPHO TPEACTaBICHBI B MHOXXECTBEHHOM pPa3HOOOpa3uu
MIPOU3BEACHUI COBPEMEHHOM My3bIKH. [Ipy 3TOM KaXkaast U3 HUX B HOBBIX CTHJIUCTHYCCKHX
YCIIOBUSX JICMOHCTPHUPYET HEHCUEPIIaeMbli TOTCHIIMA CBOSH CTpyKTypbl. U eciu i pyru
BKJIFOUCHHE B «PEECTp» aKTyaJbHBIX (OPM COBPEMEHHOW My3bIKH HE SBIICTCSA
MPUHIMITHAIEHO HOBBIM (JaKTOM €€ UCTOPUH (BCTIOMHUM, HaIlpUMeEp, MOAX01bI beTxoBeHa),
TO MeTaMop(o3bl, MPOMCXOMAANINEC C KAHOHOM, IIO3BOJISIIOT TOBOPHTH 00 OTOMU
nonupoHudecko (opMe HE TOJIbKO C TMO3ULIUU €€ MPUPOJHOW KOHCTAHTHOCTU U
KOHCTPYKTUBHOW OJTHO3HAYHOCTHU, HO M KaK MpUMepe MOOMIBHON CTPYKTYpbI, HaJICJI€HHON
HOBBIMU Kau€CTBEHHBIMHU XapaKTEPUCTHUKAMHU.

O4eBUAHO, YTO MApPAJOKChl COBPEMEHHON MONM(POHUM TO3BOJISIIOT IO-HOBOMY
B3IJITHYTh Ha MpoOJieMy CTaOWIbHOIO M MOOWJIBHOTO B HMCKYCCTBE, MOJYEPKHYTh
OTHOCUTENBHOCTh M HMHBEPCUOHHOCTb JIAHHOTO KOHCTPYKTa, OTMETHUTh CIOCOOHOCTH
«OKeCTKHUX» (OpM, COXpaHssi CBOM HCXOJHBIM alroOpuT™M, MOAUPUIIUPOBATHCS U
BCTPaMBAThCS B PA3IMUHbIE CTUJIEBBIE MTOTOKU U MEPCOHAIBHBIE IKCIIEPUMEHTHI.

Hogslit «00pa3» sTaioHHbix GopM nonudonun OyJeT Mmoka3zaH Ha MpUMepe aHaIu3a
COYMHEHUMN KOMIIO3UTOPOB HOBEMIIEH UCTOPHH.

MODERN POLYPHONY FORMS: ON THE ISSUE OF THE STABLE AND THE MOBILE IN ART

The issue of the stable and the mobile in art is one of the pivotal issues in the
scientific and theoretical knowledge system. Its fundamental importance is obvious since
that dichotomy correlates with the problems of the tradition and the innovation, the classical
and the avant-garde, the invariant and the variant. The ‘stable — mobile’ construct is
projected onto the tools, forms, styles, and structure levels of the literary text, etc. and
eventually facilitates understanding the logics of the historical development of the art and
the genetic affinity in it, and the perception of the common and the extraordinary.

The more so since it is interesting to comprehend the import of that binary construct
for the polyphonic art, the forms, methods, and techniques of which are normally viewed as
the embodiment of the rigorous academism traditions.

In the report, this problem is projected onto the classical forms of polyphony
incorporated in the contemporary artistic practice. The reference will be to the canon and the
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fugue, the forms which semantically represent a dichotomous pair. The musical form of
‘canon’ just as its very name generates an insight into a canon as a synonym of stability and
sturdiness. Conversely, the fugue is the embodiment of an insight into the motion aesthetics
(in the broad sense of the word) being a marginally ‘open’ form in terms of its internal
arrangement.

Both forms are represented in detail by a large variety of contemporary musical
compositions. At the same time, each of them, building upon their basic principles,
demonstrates an inexhaustible potential of its structure in a new stylistic environment. And
if the inclusion of the fugue in the ‘register’ of the current forms of contemporary music is
not a fundamentally new fact of its history (let’s recall, for example, Beethoven’s innovative
approaches), the metamorphoses happening to the canon enable that polyphonic form to be
discussed not only in terms of its constructive unambiguity but also as an example of a
mobile structure endowed with new qualitative characteristics.

It is obvious that the paradoxes of the contemporary polyphony allow taking a fresh
look at the problem of the stable and the mobile in art, emphasizing the relative and
inversive nature of that construct, and highlighting that the ‘rigid’ forms, while retaining
their generic algorithm, are capable of being modified and of fitting into a variety of style
flows and experiments.

The new ‘image’ of the model forms of polyphony will be exemplified by the
analysis of the compositions by the contemporary history composers.
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BAXOBCKUE «YETBEPKW»

['pynnupoBka mbec 3a00TUT U UX aBTOPOB, U UCCieNOBaTeNe. Y MepBbIX 3TO MpO-
SBJISIETCSI YK€ B Ha3BaHUSX COOPHUKOB, a BTOPBIX BEAET K MHOTOACHEKTHOMY MOHCKY
CKPBITBIX MEXaHM3MOB MBIIIJIEHUS] KOMIIO3UTOPOB.

Pa3noobpasnbie criocoObl aBTOPCKOTO 00bEIMHEHUS COUMHEHUN packpbul A. Muika
B crarbe «baxoBckue “mectépku’» (1999). B kpymHbIX IUKIHYEeCKHUX omycax baxa
oOpamaer Ha ce0s BHUMaHUE U Jpyras «Mepa»: uemegépka, oOpasyemas KaHOHAMU
(«MckyccTBO yru») mub60 MPOHU3aHHBIMH KaHOHUYECKON pabotoi ayatamu («KimaBupHoe
ynpakaerue |1»).

3amernm: y baxa kaHOoHBI 00bIYHO TpymmupytoTcs mo 10 wmn/u no 4: «Kanonuueckue
Bapuain...» BWV 769 coxepxat 4 KOHTpamyHKTHYeCKWX KaHoHa (Bapuauuu |-1V) u 4
tematnueckux  (V Bapuauus); «My3blkanbHOE — OpuHOIIeHHWE» — 10  KaHOHOB:
6 KoHTpanyHKTHYeCKUX U 4 TemaTuueckuX; «Pasmuunbie kaHoHbL.» BWV 1087 — sto 14
KaHOHOB, 3allMCaHHbIX Tpynnamu u3 4, 6 1 4 KAHOHOB.

B nelicTBuTenbHOCTH TpynnupoBKa 1o 4 3aTparuBaeTr y baxa He TOJBKO KaHOHBI:
BCIIOMHUM, KaK MHOTO OH Hamucaj 4-4aCTHBIX CIOMT M COHAT. Tak 4TO HEYJUBUTEIHHO, YTO
U 4 OpKeCTpOBBIC CIOWTHI, CO3JaHHBIE B pa3HbIE TOJbI, COOpaHBl U MPOHYMEPOBAHBI
B. llImuepoM kak crieruduyueckas vemseéepka.
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HeoOxonmuMo wu3ydarb He TOJIBKO TO, Kak bax opeanuzyem 4eTBEpkH CBOMX
COYMHEHUH, HO U TO, KaK IOJ JIaBJIEHUEM OOCTOSITENBCTB OH CaM Hapyuiaem HaMEYeHHbIE
IUIaHbl (UTO UMEJIO MECTO MpH IpaBUpoBKe «My3blkabHOTO puHOIIEHUs» U «lckyccTBa
byrm»).

Ho nro6ble 0axoBCcKue rpyNIUpPOBKU CTABIT BONPOC: Kakue (pakTopbl 00eCIeurnBaOT
B HUX pa3HOOOpa3ue M CKPEIUIAoT 1ejoe? A. Muiika mokasai 3TO Ha CTPYKTYype IIeCTEPOK;
B IpelyiaraeMoil paboTe [enaercsd NONbITKa NPOAaHAIU3UPOBATH B JIAHHOM aCIEKTe
baxosckue «4emeeépKuy.

BACH’S ‘FOURS’

The grouping of pieces is the matter of concern for both composers and researchers.
For the former, it manifests itself already in the titles of collections, while for the latter it
leads to a multifaceted search for the hidden mechanisms of thinking of composers.

Various ways of the author’s combination of works were revealed by Anatoly Milka
in his article Bach'’s Sixes (1999). In Bach’s large cyclical opuses, our attention is drawn to
another kind of ‘measure’: the four, formed by canons (Die Kunst der Fuge) or duettos
pierced by canonical work (Clavieruebung I11).

Note: Bach’s canons are usually grouped by 10 or/and 4: Einige Canonische
Veraenderungen BWV 769 contains 4 contrapuntal canons (variations I-1V) and 4 thematic
ones (V variation); Musicalisches Opfer — 10 canons: 6 countrapunctal and 4 thematic;
Verschiedene Canones BWV 1087 is 14 canons written in groups of 4, 6 and 4 canons.

In fact, the grouping of 4 concerns not only the canons in Bach: let us remember how
many 4-part suites and sonatas he wrote. So it is not surprising that 4 orchestral suites,
created in different years, were collected and numbered by Wolfgang Schmieder as a
specific group of four.

It is necessary to study not only how Bach organizes his group of four-compositions,
but also how, under the pressure of circumstances, he himself violates his plans (which took
place when engraving the Musicalisches Opfer and Die Kunst der Fuge).

But any Bach groupings put the question: what factors provide diversity in them and
at the same time hold the whole together? Anatoly Milka showed this on the structure of
‘sixes’; This article attempts to perform an analyze in this aspect regarding Bach’s ‘fours.’
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TEKCT KAK KOMITO3ULIMOHHBII MATEPHAJI B [IPOM3BEJIEHUSX JKOPKA AIIEPTUCA

JlokJia MOCBAIIEH PaCCMOTPEHUIO KOMITO3UIIMOHHOTO MPUHITUIA PA0OTHI C TEKCTOM
Kopxa Anepruca. Mnes mnepeocMbICIE€HUsS CIOB B 3BYKOBBIE 3JEMEHTHl MapTUTYPHI
PEryJIsIpHO HMCIOJIb3YeTCsl C cepelMHbl XX BEKa Pa3IM4YHbIMU aBTOPAMH, CPEOU KOTOPBIX
Karens, Keik, lItokxaysen, bepuo, @yppep u apyrue. Anepruc — OJUH U3 HEMHOTHUX
KOMIIO3UTOPOB, KTO B TEYEHHUE JIUTEIBHOTO BPEMEHU CHCTEMAaTHYECKU oOpalaercs K
(dboHEMaM U cITOBaM KaK KOMITO3UIIMOHHOMY MaTepHaly.
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Anepruc uCToab3yeT TEKCTOBbIC KOHCTPYKTHI B TIPOU3BEICHUSAX Pa3HBIX KAHPOB —
KaMEpHBIX, MY3bIKaJTbHO-T€ATPAIBHBIX, OMEPHBIX; MBI PACCMOTPUM COJBHBIC THECHI IS
BOKAJIUCTOB M WHCTPYMEHTAJIUCTOB, COYMHECHUS C HEOONBIIMMH COCTaBaMHU aHCamOliel u
MY3bIKaJIBHOTO TeaTpa. TeKCT CEerMEHTUPYETCS Ha pa3iiMdHbIe YPOBHU: OT TMPEIIOKEHUH,
¢pa3, cmoB 10 camMoro MeNkoro ApooOsieHuss Ha Qouetuky. Kommosutop mnepecosnaer
B3aMMO/ICHCTBHE TJIACHBIX W COTJIACHBIX I (POPMHUPOBAHUS PA3TUIHBIX AKYCTHUECKHX
3¢ (dekToB. 3HAYUTEIHHYIO POJIh B MPOIECCE UTPAET PUTM, CaM MPOUCXOJSANIUN U3 CaMOTO
3ByKO(OHETHYECKOTO MaTepuasiia Ju00, (OHEMBbI HMCIHOJB3YIOTCS B KaueCTBE CO3/IaHUS
JIOTIOJTHATEIHHBIX AP(HEKTOB B HHCTPYMEHTAILHOU ITAPTUH.

Haubonee pacrpoctpanenHas ¢opmMa KOMIO3UIIMOHHOW PabOThl KOMOWHAIIMOHHAS,
TJIc BapbUPYIOTCS CIIOCOOBI COYETAHMUS DPA3JIMYHBIX TEKCTOBBIX sdeek. KomOmHaTOpHKa
BBICTYIIaeT KaK OJIMH W3 BEIYIUX KOMITO3UITMOHHBIX MPUHITUIIOB U C JIPYTUMHU CPEICTBAMU
MY3bIKaJIBHOTO SI3bIKA M CHHTAKCHCA: TIPU BBICTPAWBAHHH MEJIOAMYCCKUX (pa3, PUTMOB U
naxe pemapok. MOHEMBI M CIIOBa MOTYT pa3palaThiBaThCs KaK B CIUSHHH C MEJIOJHUKO-
PUTMHUYECCKUMHU MHTOHAIIUSMH, TaK U B KQUECTBE OTICIHHOU MOTM(POHUIECKON JTHHHH.

BriOpanHass Tema B KadecTBE OTJACIBHOTO OOBEKTa HE pa3padarhiBanach, OJHAKO
OTYACTH TIOJIHUMACTCS B HECKOJIBKHX HWHOCTPAHHBIX paboTax, Cpead KOTOPBIX
uccnenoBanue JI. JlypHbe, TOCBSIICHHOE WCKIIOYUTCIIBHO OINEPHOMY JKaHpPY, KHHTa
muopertucta I1. lllengu o6 wux coBMecTHOW pabore nax Machinations, B cratbe
M. Pebmitoka 00 Amepruce W JApyruX CTaThIX O €ro mpousBencHusx. Cpeau pyccKux
ucclieoBaHui Tema 3atparuBaercs B crathe FO. [TanTeneeBoid.

TEXT AS A COMPOSITIONAL MATERIAL IN THE WORKS OF GEORGES APERGHIS

The research explores the compositional principle of working with text by
Georges Aperghis. The idea of rethinking words into sound elements has been regularly
used since the middle of the 20" century by various authors, including Kagel, Cage,
Stockhausen, Berio, Furrer and others. Aperghis is one of the few composers who for a long
time systematically using phonemes and words as a compositional material.

Aperghis uses text constructs in works of various genres: chamber music, musical
theater, opera; we will analyze solo pieces for vocalists and instrumentalists, compositions
for small ensembles and musical theater. The text is segmented into different levels:
sentences, phrases, words and the smallest phonetic divisions. The composer recreates the
interaction of vowels and consonants for different acoustic effects. Rhythm plays a
significant role in this because the sound-phonetic material has a strong connection with it.

The most common form of compositional work is combinational, with a different
variations of texts segments. The combinatorial method is one of the leading compositional
principles with other parts of musical language and syntax: it is used in building melodic
phrases, with rhythms, remarks etc. Phonemes and words can be both in fusion with
melodic-rhythmic intonations, and as a separate polyphonic line.

The selected topic was not developed as an independent object, however, it is partly
in several foreign works, including a study by Daniel Durney devoted exclusively to the
opera genre, a book by librettist Peter Szendy about their joint work on Machinations, in
Matthias Rebstock’s article about Aperghis and in other articles about his works. Among
Russian studies, the topic is mentioned in the article by Yulia Panteleeva.
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NMUTAIIMOHHA S 1 KOHTPAITYHKTUYECKAS CTPYKTYPA
KAHOHOB U. C. bAXA BWV 1087

«Pa3nmuyHbIe KAHOHBI HA BOCEMb HAYaJIbHBIX 0aCOBBIX HOT MPEIMICCTBYIOMIEH apui»
(Verschiedene Canones iiber die ersten acht Fundamental-Noten vorheriger Arie),
BWV 1087 — wuderbipHaanaTe 3amu(poBaHHBIX KaHOHOB, CBOEOOpPA3HO TOTOJHSIOUIUX
«Apwuto ¢ paznmuunbiMu Bapuanusmu» (Aria mit verschiedenen Verenderungen), BWV 988
(T'ompnOepr-Bapuanum). OTH KaHOHBI PACKPHIBAIOT KAaK YK€ 3aJI0KCHHBIE B COOCTBEHHO
BapHUaIUAX, TaK ¥ HOBbIC IMUTAIIMOHHBIC U KOHTPAITYHKTUYECKHAE BOBMOKHOCTH TEMBI.

OO6cyxmaemast Tpyrnia KaHOHOB Oblla 3amucaHa B KOHIE (Ha BHYTPEHHEHW CTOpOHE
00710kKH) ©0axOBCKOTO JK3eMIUIsipa wu3naHusg [onbpadepr-Bapuanuii — YeTBEPTOro
KnaBupHoro ympakHeHUWs, OHa paCIICHMBAeTCS HUCCIEJOBaTesIMH Kak pabora,
CBSI3BIBAIONIAST MACIITA0HBIN BapUAIlMOHHBIA UK U C « My3bIKaabHBIM MPUHOLICHHEM», U
B IIEJIOM — C KOHTPAIyHKTHUYECKU HAIOJIHEHHBIMU Tpyaamu baxa 1740-x romos. KaHoHbI
OTJIMYAIOTCS TI0 CPEJCTBAM IOCTPOCHUS W THIaM OOpaOOTKH MEePBOMCTOYHUKA, KOTOPBIM
BBICTYIIACT KakK B (GyHKIUHU cantus firmus, Tak U B poJin MHUIIMYMA MM MEJIOJWH rojoca B
nesoM. MiMuTalmoHHas U KOHTPAIyHKTHYECKast padoTa B KAHOHAX BBISBIISICT IIUPOYAUIITHIA
CIEKTP BO3MOXHOCTEH TEMBbI, MOBTOPHOCTh B COCIAMHEHHSIX TOJIOCOB COYETACTCS C
OOHOBJICHHEM, HWCIIOJB3YIOTCS  ClEeNU(PUICCKUE KOHCTPYKTHBHBIE apKd, BCE 3TO
o0ycraBiIMBaeT MPUMEHEHHE KOMIUIEKCA Pa3HbIX BHJIOB CIIOKHOTO KOHTPAITyHKTA.

CyIecTByroIye MHOTOYHCIICHHBIC MyOIHMKAIlMA TIOCBSIIEHBI MCCICIOBAHUIO ITHX
KaHOHOB M 000COOJIEHHO — KaK CPaBHUTEIbHO HEJIaBHO OOHapykeHHOH pykomnucu (1974),
U Kak cocTaBHOW 4actu [onpnOepr-Bapuanuii, 1 kak oOpa3loB KaHOHOB Pa3HOTO BHJA.
Hactosimast paboTa CONEpIKUT CHCTEMAaTH3allMI0 BUAOB CIIOKHOTO KOHTPAIyHKTa B
00CyXIaeMOo# TpyIllie KaHOHOB, KOTOpas COMOCTABIISIETCS C BHIAMH Pa0OThI B KaHOHAaX
«My3BIKaTbHOTO TMPHUHOIICHUS». K  0O0CYKICHHIO TPHUBJICKAIOTCS COOTBETCTBYIOIIHE
pas3aensl TPAKTaTOB ¥ YYCOHHKOB 110 TEOPUH KOHTPAITYHKTa U KAaHOHA.

IMITATIONAL AND CONTRAPUNCTAL STRUCTURE
OF J. S. BACH’S CANONS BWYV 1087

‘Various canons for eight initial bass notes of the previous Aria’ (Verschiedene
Canones tiber die ersten acht Fundamental-Noten vorheriger Arie), BWV 1087 — fourteen
encrypted canons, peculiarly complementing the ‘Aria with various variations’ (Aria mit
Verschiedenen Verenderungen), BWV 988 (Goldberg Variations). These canons reveal
both those already laid down in variations, and new imitative-counterpoint possibilities of
the theme.
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The group of canons under discussion was recorded on the inner side of the back
cover of Bach’s copy of the Goldberg Variations edition — the fourth Clavier Exercise; it is
regarded by researchers as a work linking a large-scale variational cycle with the Musical
Offering and, in general, with the contrapunctually filled works of the 1740s. years. The
canons differ in the means of construction and the types of processing of the original source,
which acts both in the function of cantus firmus and serves as initiation or a melody of the
voice as a whole. Imitation and counterpoint work in the canons reveals the widest range of
possibilities of the theme, its repetition in the connections of voices is combined with
renewal, specific constructive arches are used, which necessitates the use of a complex of
different types of complex counterpoint.

Existing numerous publications are devoted to the study of these canons and
separately — both as a relatively recently discovered manuscript (1974), and as an integral
part of the Goldberg Variations, and as samples of different types of canons. This work
contains a systematization of different kinds of complex counterpoint in the discussed here
group of canons, which is compared with the types of working with the canons of the
Musical Offering. The relevant sections of treatises and textbooks on the theory of
counterpoint and canon are involved in the discussion.

144



OrJiaBJienue

IIpuBercTBHE OT npe3uaeHTa Poccuiickoit akagemun My3bikn nMeHu [ HeCUHBIX
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Views on a Piece for Harp Solo Puzzle by Al Ravin
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KAHOKOMITO3UTOpa (Ha MpUMeEpe MY3bIKAIbHOTO pemicHus (uibMoB «IIpuObITHE)
Jennn BunbuéBa u «Koponb» «JIpBuma Mumo) | Off-Screen Music in the Film:
Creativity ‘by Order’ As Working Condition by Movie Composer (analyzing music
for movies Arrival by Denny Villeneuve and The King by David Michaud)
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TBopuectBo ®Ppancya-bepHapa Maia Kak MOUCK CUCTEMHOTO BBIXOJA U3 KpHU3UCA
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texnosoruu | The work of Frangois-Bernard Mache as a Search for a Systemic Way
out of the Crisis of the Musical Avant-garde: Natural Models, Archetypes, New
Sound Technologies
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CuMmpoHHS B KOHTEKCTE 0apOUYHOM MY3bIKaIbHOM TepMuHoJoruu | Symphony in the
Context of Baroque Musical Terminology
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Bparunckas Hatamusa AnexcanaposBHa | Natalia Braginskaya
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stansl 3Bosmonnu | Musical Structure of Polychoral Liturgies in Partes Style: Stages
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BannkoBa Bepa Bopucosna | Vera Val’kova
Muxkpomnpoiieccbl B My3bIKadbHOW ¢GopMe: NYTH HAYYHOTO OCMBICICHHS |
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