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BypJerra: HEKOTOpPBIE 3ITU30/4bI U3 OPUTAHCKOU MCTOPUH KaHpa

B noknaze OyzeT OpeNNPUHAT KPAaTKUN 3KCKYpC B OPUTAHCKYI0 HCTOPUIO
J)kaHpa «OypJieTTa», KOTOPBIH MOSBUJICS HA aHTJIMACKOU CIleHEe BO BTOPOU MMOJIOBUHE
XVIII Beka © MTOpeJCTaBJAs CcOOOU ONEPHYID MHUHUATIOPY HTAJIBIHCKOTO
poucxokaeHus. JIErkuii u 6e33a00THBIA XapakTep OypJeTT OBICTPO OUYAPOBAI
AQHIJIMUACKYIO MyOJIMKY, Ha CyJI KOTOPON BCKOpE IPE/ICTAaBUJIN MECTHBIN BapUaHT
s)kaHpa — «Mpugac» K. O’Xapsr (1760). MudojorudyecKkuil CrOKeT, MYy3bIKa,
cocTaBjIeHHAs U3 HAPOJIHBIX IIECEH, MEJIOAUN U3 UTATbIHCKUX OIEP, IPKUe TUIIaXKH,
JIAKOHUYHBIE pa3Mephl, MapOAUNHOE HAYaJIO CTAJI OCHOBHBIMU OTJIUYUTEIbHBIMU
yepTaMH >KaHpa Ha HAYaJbHOM JTame ero OpuraHckodl ucropuu. OJHUM U3
MOCJIEICTBUN 3HAMEHUTOr0 AKTa O JIMIEH3USAX 1737 TOJla CTAJI0 YpEe3BBhIYANHO
JIUHAMUYHOEe pa3BuTHe OypseTThl (HapaBHE C JIPYTUMU MaJIbIMH TeaTpPaJIbHBIMU
’KaHpaMHu), IpHUBeJllee K pazHooOpasuio ee ¢opm Ha pyoOexke XVIII-XIX Bekos.
Hepenko moj 5TUM Ha3BaHUEM CKPBIBAINCH IbEChl, KOTOPHIE CTABHUJIHUCH
B HEITATEHTOBAHHBIX TeaTpax W He MOIVIU IIPOUTH 00sA3aTeJbHYI0 IEH3YPY.
V3MeHUYNBOCTh U TUOKOCTB, MIpUCyIHe (opMe OypJIETT, MPUBEIU K IMTOCTEIIEHHOMY
Pa3MbBIBAHHI0 TPAHHI[ TOHATUA W BHECJH  OIpPEAEIEHHYI0  IyTaHHILY
B TEpPMUHOJIOTUYECKUI BOTIPOC.

C TeueHueM BpeMeHU OypJieTTa TpaHCGHOPMHUPOBAIACH U3 JIETKOTO OIIEPHOTO
WHTEPMEIILO J1s yCIaXKAeHN s BKyca apUCTOKPATUU B MaCCOBBIHN MOMYJIAPHBIN KaHP
C aKI[eHTOM Ha COBPEMEHHBIX CIOKETax W SPKHUX TUMa)Kax, PACCUUTAHHBIM Ha
BOCIIPUATHE Pa3HBIX cocsioBul. [Ipy coxpaHeHUHN apuil 1 peYUTaTUBOB MY3bIKa BCE
OoJibIlle CTAHOBWJIACh AKKOMIIAHEMEHTOM K clleHnuYeckoMy elictBuio. Cpenu
OpuUTAaHCKUX aBTOPOB, oOpamaBmuxcsa K dtoMmy kaHpy — [[xk.CaHzaepcow,
k. K. Kpoce, Ix. P. Ilnanme, Y. bépau u apyrue. OT/esbHOE BHUMAaHUE Oy/ieT
yaeneHo OypJsiertam («Ciry»kaHKa W rocroxka», 1770, « HecqacTHBIN ByJIKaH», 1778,
«Ku3Hb, CMepTh U BO3pOXKJAeHHEe MabuuKa-c-Tajgbunka», 1785) B TBOpUECTBE
Yapsapza [lubauna (1745-1814) — KOMIO3UTOPA, ipaMaTypra, akTepa, Xy/I0:KHHUKA,
aHTpenpeHepa.

KiroueBbie cioBa: OypJsieTra, Majible TeaTpajibHbIE KaHPbI, OPUTAHCKUH
teaTp, XVIII-XIX BB., Yapsb3 lubauu
Burletta: Some Episodes of the British history of the genre

The paper will take a brief excursion into the British history of a genre burletta
which had emerged on the English stage in the second half of the 18t century. The
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genre was an opera miniature of the Italian origin. A light and a blithe spirit of
burlettas had enchanted the English audience very quickly. Soon a local variant of the
genre had been presented on the stage — Midas by K. O’Hara (1760). A mythological
plot, folk music, tunes from the Italian operas, bright characters, concise shape had
become features of the genre from the starting point. An extremely dynamic
development of a burletta (on a par with the other low dramatic genres) had been one
of the consequences of the Licensing Act of 1737. The genre had come to a diversity
of its forms at the turn of the 18th and 19th centuries. Sometimes a term “burletta” was
a terminological umbrella for pieces which had been staged in minor theatres and
had no chance to meet with a censorial approval. Uncertainty and flexibility of the
form of burlettas brought to gradual blurring of the frame of the definition and
confused the terminological issue.

In the length of time burletta was transformed from a light operatic intermezzo
for an aristocracy’s delight to a mass popular genre with contemporary plots and vivid
characters pitched at various estates. On retention of arias and recitatives music
became more and more a kind of accompaniment to physical action. James
Sanderson, John Cartwright Cross, Charles Burney, James Robinson Plancé and the
others were among the British authors who had turned to the genre. A special
attention will be paid to several burlettas (The Maid and Mistress (1770), Poor
Vulcan (1778), The Life, Death and Renovation of Tom Thumb (1985) by Charles
Dibdin (1745-1814) — an English composer, librettist, playwright, actor, painter,
entertainer.

Keywords: burletta, low dramatic genres, the British theatre, 18th—1gth
centuries, Charles Dibdin.
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IITocTakoBUY KaK «aBaHTapAHUCT»

[ITocTakoBHMY BCEMUPHO HU3BECTEH IIPEXK/IE BCETO KaK BEJUKUU CUMQMOHUCT,
HEIPEB30UJEHHBIM  MY3bIKAJIbHBIM  JIETOIHCEI] CBOEH Tparudyeckou SIOoXU
1 B HEKOTOPOM pOJie €€ KEePTBa — HEHABUCTHUK pEXUMa, BBIHYKJEHHBIH BO
n30be)xaHue perpeccuil TO U JIeJI0 HACTyIIaTh Ha Tropsio cobcTBeHHOU mecHe. Korma
3TOU HeobxomuMocTH He ObLIO, a Takke Korga IllocTtakoBuu TmoueMy-au00
IepecTaBa 00paIarh Ha Hee BHUMaHUE, OH IIPOSABJISAI cebsl KaK caMbIi HACTOSAIIHUIH
aBaHTApJICT — CMEJbIH  OKCIIEPUMEHTATOP, CKJIOHHBIM K IMPUIYJIUBBIM,
PHUCKOBAaHHBIM KpanHOCTAM. B 1oHocTtu aBTop «Hoca», cumdoHun «OKTAOpIO»
1 My3bIKkH K «HoBomy BaBwioHy» OBLI OJHUM U3 PaJIUKAJIbHBIX XY/IOKHHUKOB-
aBaHTap/IICTOB B MHUPOBOM MacIlTabe — IOJUTMHHBIM ITHOHEPOM MY3BbIKAJIBHOTO
«Tearpa abOcypza», KoOJUIaXka, «aTeMaTHUYeCKOro» IHChMa, MHUKPOIOJINUGOHUH,
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COHOPUCTUKHU (My3bIKU TeMOpOB), — a B IEPUOJ] «OTTENeIUu», yKe Oyaydu He
MO/JIEXKAIUM KPUTHUKE TJIaBOU COBETCKOM My3bIKH, OH OOHOBWJI CBOM apceHas
HOBBIMHU, «UMIIOPTHBIMM», €Ille HeJIaBHO 3alpeIeHHbIMUA MeTOJlaMU OpTaHU3aluu
3BYKOBOTO MaTepuaja M TeM CaMbIM OTKPbUI IILII03bI HOHKOH(GOPMHCTCKOMY
T€UEeHUIO B MO3/IHECOBETCKOU My3bIKe. JIujepsl 5Toro TeueHus — A. BoJKoHCKUH,
3. lenncos, A.Illnutke, C.I'y6aiigynmuaa, A.IlapT — Ha paHHUX 3TallaX CBOEU
KOMIIO3UTOPCKON JIEATEJIbHOCTH HAXOJIWJINCh IO/ CHWJIBHEUIIUM BJIUSHUEM
[ITocTrakoBMYa, B YeM JIETKO yOeIUThCS MIPU 3HAKOMCTBE € UX IIEPBBIMU CEPhEe3HBIMU
TBOPYECKUMH JIOCTUKEHUSIMHU.

KiaroueBsie cioBa: IllocrakoBuu, aBaHrapj, «Hoc», Tearp abcypna,
COBETCKAasA My3bIKa, KOMIO3UTOPbI-HOHKOH(POPMHUCTHI

Shostakovich as an “Avant-Gardist”

Shostakovich is world-famous above all as a great symphonist, as an unrivaled
musical chronicler and, in some ways, as a victim of his tragic era. He was a hater of
the regime, often forced to “stifle his own song” in order to avoid repression. When
there was no such necessity, or when Shostakovich ceased to pay attention to it, he
showed himself as a true avant-gardist: a bold experimenter, prone to bizarre, risky
extremes. In his youth, the author of The Nose, the Symphony No. 2 To October, and
the film score for The New Babylon was one of the most radical avant-garde artists
on a global scale. He can be considered a true pioneer of the musical “theatre of the
absurd,” collage, “athematic” writing, micropolyphony, sonoristics (music of
timbres). During the period of “Thaw,” when he became the leading Soviet composer
immune from any criticism, he updated his arsenal with new, “imported,” and
previously banned methods of organizing sound material, thereby opening the
floodgates to nonconformist trends in late Soviet music. The leaders of this
movement — A. Volkonsky, E. Denisov, A. Schnittke, S. Gubaidulina, A. Part — were
strongly influenced by Shostakovich in the early stages of their compositional careers,
as can be easily heard in their first significant works.

Keywords: Shostakovich, avant-garde, The Nose, theatre of the absurd,
Soviet music, nonconformist composers
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1

My3ssbika /I. /1. IllocTakoBrnua B Yexoc1ioBakuu B 1935—-1938 rogax

Nwma 1. 1. llocTakoBUYa HaXOIUTCA B (pOKyce BHUMAHUA My3bIKaHTOB Poccuu
¥ BCETO MUPA Y3Ke IMMOYTHU 100 JieT. Bckope mocsie IeHUHTPaJICKOU mpeMbepbl [1epBoit
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cuMGOHNH B 1926 TOy U psA/la UCIIOJTHEHUN ee 3a pybekoM B 1928-M, ero My3bIKa
HAQUMHAEeT BCe 4Yallle 3ByuaThb 3a rpaHulleil. [IpemMbepnl ABYX APYTrUX 3HAKOBBIX
counHeHUUN — ormepsl «Jlequ Makber MIleHCKOTO ye3/a» B cepeinHe 1930-X TO/0B
u CegpMoil cum@poHUN B Hadasle 1940-X — 0003HAUMJIM JBa KJIIOUEBBIX 3Talia
B CTAHOBJIEHMH (QUTYpPBl MOJIOJIOTO COBETCKOIO KOMIIO3UTOpa Ha J3amnaje,
O3HAaMEHOBAaHHBIX IOUCTUHE B3PHIBHBIM POCTOM MHTEPECA K €0 UMEeHU U MY3bIKeE.

HecMmoTpsi Ha OTpOMHOE KOJIUYECTBO PaboT, mocssmeHHbIX [IlocTrakoBuuy,
TBOPUECTBO €r0 OCTaBWJIO CTOJIb OOIIUPHBIM U TJIyOOKUU cJieil B HCTOPUU
My3BbIKaJIbHOH KM3HU XX BeKa, YTO J0 CHX IOP eIlle OCTaeTCs HeMaJsio IMpobesioB,
JKAYIIUX CBOEero ocBemieHus. OqHON U3 MaJIOU3yUYeHHBIX OCTAeTCsA TeMa, CBA3aHHASA
¢ ucrnosiHeHHeM U BocnpuaThueM My3blku IllocTakoBuua B YUexocioBakum B 1930-€
rojibl. Mexxay TeM KyJIbTypHasl OOIECTBEHHOCTh STOM CTPaHbI UCHBITHIBAJIA B TOT
mepuos TyOOKWM HWHTEpeC K TBOPUYECTBY U CyAb0e TE€HUATbHOTO PYCCKOTO
KOMITO3UTOpa. JlOCTaTOYHO CKa3aTh, UYTO B 1930-€ roZibl UMEHHO 4eXOCJ0BAIKUMU
TeaTpaJbHBIMU TPyIIaMud ObLJI YCTAaHOBJEH abOCOJIOTHBIA PEKOPZ IO YHCITY
OPUTHHAJIBHBIX MOCTAaHOBOK «Jlequ Makber MueHckoro yesaa»: eciu B CCCP ux
HAaCYUTBHIBAJIOCH TpU, TO B YexocjoBakuu — 4eTbipe, B bpartucnase, llpare,
Osnomoytie u bpHo. bosiee Toro, B ce3oHe 1937—1938 ro/ioB HamMedasaucCh MHATas
U mectas nocTaHoBKU B [lb3enu u MopaBcka-OcTpaBe, He COCTOSBIINECS JIUIIID 10
YHUCTO IOJIMTUYECKUM IIPUUYMHAM — TIIOCJE/IOBaJl OTKa3 OT COBETCKUX BJIACTEH,
3aHATBHIX B TO BpeMs yCEP/IHBIM IIPETBOPEHUEM B KU3Hb WHTEHIIMU IEeYaJIbHO
3HaAMeHUTOH cTaThbu « CyMOyp BMECTO MY3bIKU ».

Nutepec yexoB u cioBakoB K IllocTakoBuuy, OJHAKO, HE OTPAHUYUJICA
TaJAHTJIUBBIMH IOCTaHOBKaMH «Jlemu MakOer MiieHckoro yesma». B aTH rojibl
B Uexoc10BaKkuM NpoOIILIa 3aaiHOEBponelickas npeMbepa cuMpoHudeckor CIOUTHI
u3 omepsl «Jleagu MakOeT MIIEHCKOTrO ye3/ia», 3Bydasli pa3/InNYHble IIPOU3BEEeHU
komnosuropa: IlepBasa u Tperbsa cum@onnu, I[lepBpii KOHIEPT A1 POpTENHAHO
c opkectpoM, CoHara Jiyi1 BUOJIOHYEIU U GopTenruaHo, /[Be mbeckl JJisi CTPYHHOTO
OKTeTa B IMeEpeJIOKeHUU [Jisl CTPYHHOT'O OPKeCTpa, IPEJIIuU U3 34-TO OIlyca.
My3bike [IlocTakoBUYa MMOCBAIIEHBI JECATKH MyOJINKaIUi B 4eXOCTOBAIIKOU ITpecce
(Ha JerrcKkoM, CJIOBAI[KOM M HEMEITKOM A3bIKaX), IPHYEeM HepeJKH ObLIN PeleH3UH,
OTMeYeHHbIe He IIPOCTO 3auHTEPECOBAHHBIM OTHOIIEHWEM, HO TIJIyOOKUM
IIPOHUKHOBEHHEM B MUP XyA0KECTBEHHBIX 00PAa30B KOMIIO3UTOPA.

Cyns 10 raseTHBIM MyOJIMKaIUAM, BCIUIECK HHTEpeca K TBOPUYECTBY
[MTocrakoBuya B Yexoca0BaKUU IpUIIesica HAa 1935—1936 rojpl, Ha4aB CHUXKATbhCA
c1937-ro. HHTepecHO IIpA 3TOM, UYTO, HECMOTPs HA TEKTOHWUYECKHUE CJBUTHU
B ITIOJINTUYECKOU KU3HHU CTpaHbl (paszesn YexXocT0BaKUU MEKAY THUTJIEPOBCKOU
I'epmanuent, Ilonbiieli u BeHrpued, mnocaeAOoBaBIIMKA 3a MOAIHCAHUEM
MIOHXEHCKOTO COTJIallleHUs B ceHTsA0pe 1938 roga), uMms IllocTrakoBrya He UCYE3II0
IIOJTHOCTBIO CO CTPAHUIL UeXOCIOBAIIKUX T'a3eT, a ero My3blKa MPOAO0JIKajla UHOTIA
3ByuaTh II0 paJino U B KOHIlepTax. KapauHaibHble MEPEMEHBI MPOU3OILIN B 1945
ro/Ty, Iocjie 0cBoOokAeHus EBponbl oT darmusma CoBeTCKON apMuei. A B Mae 1947
roaa YexocsaoBakuio BriepBbie moceTus cam IllocTakoBuY, IpUrialieHHbIA IPUHATD
ydacTue B paboTe MeK/IyHApOJHOTO Che3Zla KOMIIOBUTOPOB H MY3BIKOBEIOB
B paMmkax pectuBasia «IIpaxkckas BecHa».
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KaroueBbie cioBa: IllocrakoBuu, «Jlemm Makber MijeHCKOTO yesza»,
Yexocs0BaKkus, MY3bIKAJIbHO-KPDUTUYECKHUE 3aMETKHU, BOCHPUATHE MY3BbIKH
[ITocrakoBuua 3a pybe:xom

Music of Dmitri Shostakovich in Czechoslovakia in 1935-1938

Shostakovich’s name has been the focus of attention among musicians in
Russia and around the world for almost 100 years. Soon after the Leningrad premiere
of his First Symphony in 1926 and a number of its first performances abroad in 1928,
his music began to be heard more and more frequently abroad. The premieres of two
other landmark works — the opera Lady Macbeth of Mtsensk in the mid-1930s and
the Seventh Symphony in the early 1940s — marked two key stages in the emergence
of the young Soviet composer in the West, marked by a truly explosive growth in
interest in his name and music.

Despite the huge number of works devoted to Shostakovich, his work has left
such an extensive and deep trace in the history of musical life in the 20th century that
there are still many gaps waiting to be filled. One of these little-studied subjects is the
performance and perception of Shostakovich’s music in Czechoslovakia in the 1930s.
Meanwhile, the cultural community of that country felt a deep interest in the work
and fate of the brilliant Russian musician at that time. Suffice it to say that in the
1930s it was Czechoslovak theatre companies that set an absolute record for the
number of original productions of Lady Macbeth of Mtsensk: while in the USSR the
opera was staged three times, in Czechoslovakia it was staged four times, in
Bratislava, Prague, Olomouc and Brno. Moreover, in the 1937-1938 season there
were plans for a fifth and sixth staging in Pilsen and Moravska Ostrava, which did not
take place for purely political reasons — it was refused by the Soviet authorities, who
at the time were busy diligently implementing the intentions of the infamous article
‘Sumptuary instead of music’.

The interest of Czechs and Slovaks in Shostakovich, however, was not limited
to talented productions of Lady Macbeth of Mtsensk. During these years, the
Western European premiere of the symphonic Suite from the opera Lady Macbeth of
Mtsensk took place in Czechoslovakia, and various works by the composer were
performed: the First and Third Symphonies, the First Concerto for Piano and
Orchestra, the Sonata for Cello and Piano, the Two Pieces for String Octet arranged
for string orchestra and the Preludes from Opus 34. Dozens of publications in the
Czechoslovak press (in Czech, Slovak and German) have been devoted to
Shostakovich’s music, and not infrequently the reviews were marked not just by an
interested attitude, but by a deep penetration into the world of the composer’s artistic
images.

Judging by newspaper articles, the surge of interest in Shostakovich’s work in
Czechoslovakia occurred in 1935—1936, beginning to decline in 1937. Interestingly,
despite tectonic shifts in the political life of the country (the partition of
Czechoslovakia between Hitler’'s Germany, Poland and Hungary, followed by the
signing of the Munich Agreement in September 1938), Shostakovich’s name did not
completely disappear from the pages of Czechoslovak newspapers, and his music
continued to be heard occasionally on the radio and in concerts. A radical change
came in 1945, after the liberation of Europe from fascism by the Soviet army. And in
May 1947 Shostakovich himself visited Czechoslovakia for the first time, having been
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invited to take part in the International Congress of Composers and Musicologists as
part of the Prague Spring festival.

Keywords: Shostakovich, Lady Macbeth of Mtsensk, Czechoslovakia, music-
critical notes, perception of Shostakovich’s music abroad
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Konuenmus IIpeoopakenus B counHenusnx /1. /1. IllocrakoBuua:
VI3 TEOPETUYECKOT0 U MUCTOJAPHOTrOo Hacaeausa M. B. IOauHou

B noxsiazie BepBble IIpe/icTaBaeHa KoHIen s [IpeobpakeHus B COUMHEHUAX
JI. JI. llocrakoBu4ya, IIpeJjioKeHHasi BbIJAWOINENcsa MHaHHuCTKOM XX  Beka
M. B. IOaunoii. K uccinenoBanuio npusiiedeHbl ctaths HOpmuHo#t o IllocTrakoBuue
«Amurpuii JImutpueBuu IlloctakoBuu (K IIECTHAECSATHIETHIO KOMIIO3UTOPA)»
(1966-1968) 1 sIIMCTOJIAPHOE HAC/IEAUE TUAHUCTKY 1960-X I'T. 3HAYUTETHHOE MECTO
OTBOJUTCA aHAJIN3y KoMMeHTapueB IOauHON K dHUHA/IAM U KOJilaM psijla KaMepHO-
UHCTpyMeHTaIbHbIX counmHeHud IllocrakoBuua. IIpesiomiisisice B IyXOBHO-
ACTETUYECKOM mpouTeHuu HOMHOM, OHU MBICJATCS MUAHUCTKOU KaK HEKUN HUTOT
IIPOMIEHHOTO 3€eMHOr0 IIyTH, KaK «BCTpedya 4YejioBeKa C BeuHOCThIO» B ee
IIPaBOCJIaBHOM IIpejicTaBJeHUN. B yacTHOCTH, paccMaTPpUBAIOTCS 3aK/IIOUYUTEIbHAS
yacth COHATHI I BUOJIOHYEH U GopTenuaHo cod. 40 d-moll u dunan KBuHrera
JUIsT GOpPTENUAHO U CTPYHHBIX cod. 57 g-moll. [1o MpIC/IM TUAHUCTKY, TJTyOMHHBIHT,
OHTOJIOTUYECKHUU CMBICJI MY3bIKU (DUHAJIOB HTUX COUMHEHUN OTKPBHIBAIOT
«00JIeTUEHHBIE, OKPBUIEHHBIE, IPO3pauyHble, HEBeCOMble, OECIJIOTHBIE» KOJBI,
CUMBOJIM3UDYIOINE IIPUMHPEHNE, YMHPOTBOPEHHE, OUHINEHUE JIMUYHOCTH
u [IpeobparkeHre, IMTIOHUMAaeMOe KakK 0JiarolaTHOE COCTOSTHUE, KOTOPOE YeJIOBEK
obperaetr mo Bockpecenun. Takike pacKpbIBaeTCs CMBICT ITO3THYECKHX
conocraBienunn lOaunon u3 Bia. CosmoBeeBa u b.JI. [lacTepHaka, TpPUBOJUMBIX
B KaUeCcTBe aHAJIOTUH K KoHIlenTy [IpeobpakeHus B Mmy3bike IllocTrakoBrya.

Ocoboe BHUMaHHE B JIOKJIaJle aBTOP aKIeHTUPYeT Ha TOM, UTO IJIaBHAA HJies
KOnuHOM, B 0JIE KOTOPOM BO3HUKAET 3Ta KOHIENIUA — UCKOHHO PyCCKOe Havyasio
tBopuecTtBa IllocrakoBmua. OTMeuas KadecTBa, IMPHUCYIIHE €My Kak 4YeJIOBEKY
PYCCKOM KyJbTypbl, IOauHa mpoBOAWUT mapauieau ¢ AHapeeM Py0GseBbIM,
A. C. IlymkunaesiM, @. M. JloctoeBckuM, B. . JleHuHbIM, He pa3bsiACHAS WUX.
Ananusupys MOTHBBI, moOyauBIIe IOauHy moctaBuTh uMeHa PybsieBa u JlennHa
PSIZIOM, aBTOP J€JIaeT 3aK/JII0UEeHHe, YTO TaKUM O00pa3oM ITMAaHKCTKA ITOKa3bIBaeT
npucyTcTBre B My3bike IllocTakoBrya Mupa 3€eMHOTO, CO BCEMH €ro KaTacTpodaMu
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U CTPaIaHUSIMHU, U MUpPa HEOECHOTO, TPOCBETJIEHHOTO, BesTHUE «AHTEIbCKOTO JIyXa
Ha CTPAHUIAX €0 COUNHEHUN ».

B 3axsioueHnHu aBTOpP NPUXOAUT K BBIBOJy, uTo IOawHa ObL1a IepBOU
B COBETCKOM  MY3BIKO3HAHHHM, KTO CTOSJI Yy HCTOKOB pa3paboTaHHOTO
B. B. MeaymieBCKUM OHTOJIOTUYECKOTO METO/Ia aHAIN3a, B OCHOBE KOTOPOTO JIEKUT
IIOHMMaHWe MY3bIKH KaK HWHTOHAIMOHHO BOIUIOmEHHOTO Jloroca ObITHA. ITO
MIO/ITBEP>KAAETCA PSAOM BbICKAa3bIBAHUN MHUAHUCTKUA O IIOMCKE MOJJMHHOUW CyTH
My3bIKQJIBHOTO  IIpouw3BefleHus.  IlpezicraBisiercsi, dYTo  cjoBo  HOamHOM
o IllocrakoBuUue CyIIECTBEHHO [IONOJIHAET PaCIIUPAIIYIOCHd B IMOCJIeJHUE
JIeCATUIIETUA TIAHOPaMy B3IJIAZ0B HA IMYHOCTH U TBOPYECTBO BEJIUKOTO XyJOXKHUKA
C XpUCTUAHCKHUX MO3UITUH.

KiarwoueBbie ciaoBa: [[./I. lllocrakoBuuy, Mapusa IawmnHa, KOHIenmusd
[IpeobpaskeHus, TUXHE KObI, OHTOJIOTUYECKUN METO/] aHAJIN3a, pycCKasi My3bIKa

The concept of Transfiguration in the works of D. D. Shostakovich: from
the theoretical and epistolary heritage of Maria Yudina

The report presents for the first time the concept of Transfiguration in the
works of D. D. Shostakovich, proposed by the outstanding pianist of the 20th century
Maria Yudina. The study involves Yudina’s article about Shostakovich, “Dmitry
Dmitrievich Shostakovich (on the composer’s sixtieth birthday)” (1966-1968), and
the pianist’s epistolary legacy from the 1960s. A significant place is devoted to the
analysis of Yudina’s comments on the finales and codas of a number of Shostakovich’s
chamber-instrumental works. Refracted in Yudina’s spiritual and aesthetic
interpretation, they are thought of by the pianist as a kind of summary of the earthly
path traveled, as “a meeting of man with Eternity” in her Orthodox view. In
particular, the final movement of the Sonata for Cello and Piano op. 40 in D minor,
and the finale of the Quintet for Piano and Strings op. 57 in G minor, are considered.
According to the pianist, the deep, ontological meaning of the music of the finales of
these works is revealed by “lightened, inspired, transparent, weightless, ethereal”
codes, symbolizing reconciliation, peace, purification of the personality and
Transfiguration, understood as a state of grace that a person attains after the
Resurrection. The meaning of Yudina’s poetic comparisons of V1. Solovyov and
B. L. Pasternak, cited as analogies to the concept of Transfiguration in Shostakovich’s
music, is also revealed.

In the report, the author emphasizes that Yudina’s main idea, in the field of
which this concept arises, is the primordially Russian origin of Shostakovich’s work.
Noting the qualities inherent in him as a person of Russian culture, Yudina draws
parallels with Andrei Rublev, A. S. Pushkin, F. M. Dostoevsky, V. I. Lenin, without
explaining them. Analyzing the motives that prompted Yudina to put the names of
Rublev and Lenin side by side, the author concludes that in this way the pianist shows
the presence in Shostakovich’s music of the earthly world, with all its catastrophes
and sufferings, and the heavenly, enlightened world, the breath of “the Angelic spirit
on the pages of his works.”

In conclusion, the author comes to the conclusion that Yudina was the first in
Soviet musicology who stood at the origins of the ontological method of analysis
developed by V. V. Medushevsky, which is based on the understanding of music as
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an intonational embodied Logos of being. This is confirmed by a number of
statements by the pianist about the search for the true essence of a musical work.
It seems that Yudina’s word about Shostakovich significantly complements the
panorama of views on the personality and work of the great artist from Christian
positions that has been expanding in recent decades.

Keywords: D. Shostakovich, Maria Yudina, concept of Transfiguration, silent
codes, ontological method of analysis, Russian music
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JBe ¢pyru /1. /1. llloctakoBuYa — ABE CTPAHUIIBI JIETOIIUCH COBETCKOU
anoxu (K mpoodJjieMe «My3bIKAJIbHOE€ — BHEMY3bIKAJIBHOE» )

B noximane paccmarpuBaroTcesa aBe ¢yru . [. [llocrakoBuuya — NO 1 C-dur
1 NQ 4 e-moll n3 c6opHUKA «24 Ipearaun u Gyru» op. 87 (1950-1951). B HUX aBTOp
HAXOAUT NMPU3HAKU BAXKHEUIINX CTPAHUI] JIETOIIMCU COBETCKOU 3IIOXH, IJIaBHBIM
coObITHEM KOoTOpoU ctasia Benukas OreuecTBeHHas BoriHA. OCMBbICIeHE ee TPUUNH
U TSDKEJIEUIINX II0CIIEICTBUIN, YHU3UTEIFHOE TOJI0KEHNE, B KOTOPOM OKa3aJINCh
MHOTHE HU3BeCTHble KOMIO3UTOPHI mocye IlocraHoBieHusa 1948 roma — Bce 3TO
MOJIyYNJIO OTpaXkeHue Kak B camux ¢yrax, Tak u B llpemoguu k IlepBoit dyre.
[Tpesnonus ompesiesisieTcss aBTOPOM COOOIIeHHs KaK PEKBUEM 10 »KepTBaM Besukoii
OteuecTBeHHOU BOUHBI. Ee Tparuueckuil MoJIyC JIOMOJIHAETCA CATUPUYECKUM
MoOAycoM (yru, KOTOpOH MOXKHO ObLIO OBl TIpeAnocaaTh I0J[3ar0J0BOK
«IlposacenaBmnecs» (Mo Ha3BaHUIO cTuxoTBopeHus B. B.Maskosckoro). Ha
becrieuHocTh U OeckoHeyHble coOpaHus (Kak OAHY W3 MPUYUH HETOTOBHOCTHU
K BOIlHEe) HaMeKaeT KOMILJIEKC CPEJCTB BbIpa3UTENbHOCTU. B aBOiHOU dyre NO 4
TpaHcopManusa TeM INPU COeJIMHEHWH B KOHTPAIlyHKTE paccMaTpuBaeTcs Kak
BoIpakeHue KoHQumkTra wMmexnay [J. /. locrakoBuuem wu U. B. CramuHbIM.
3aBepiieHne pyru MOTHBOM BTOPOU TeMBI TPAKTYETCA KaK «IIOCJIeJHEe CJI0BO»,
KOTOpOE B UCTOPUM OCTAETCA 32 KOMIIO3UTOPOM.

KiawoueBble ciaoBa: nonudonusa, ¢yra, /1. /1. [llocrakoBuu, Ilpemtogus
u pyra C-dur (op. 87), ®yra e-moll (op. 87), cemaHTHKa, CMBICJI, TParu4ecKoe
u carupuudeckoe B My3bike /[[. /I. llloctakoBrya

Two Fugues by D. D. Shostakovich as Two Pages of the Chronicle
of the Soviet Era (to the Problem “Musical — Extra-Musical”)

The report examines two fugues by D. D. Shostakovich — No. 1 C major and
No. 4 E minor from the collection 24 Preludes and Fugues op. 87 (1950-1951). Here
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the author finds signs of the most important pages in the chronicle of the Soviet era,
the main event of which was the Great Patriotic War. Understanding its grave
consequences and the reasons for heavy losses, as well as the humiliating situation in
which many famous composers found themselves after the Decree of 1948 — all this
found expression in these fugues, as well as in the Prelude to the First Fugue. The
First Prelude is defined as a requiem for the victims of the Great Patriotic War. The
tragic mode of the play is complemented by the satirical mode of the fugue, which
could be preceded by the subtitle “The Prozasedavshiesya” (after the title of a poem
by V. V. Mayakovsky). The complex of expressive means points to carelessness and
endless meetings (as one of the reasons for the lack of readiness for war). In the
double fugue No. 4 E minor, the transformation of the themes when combined in
counterpoint is seen as an expression of the conflict between D. D. Shostakovich and
I. V. Stalin. The conclusion of the fugue with the motive of the second theme is
interpreted as “the last word” that remains with the composer in history.

Keywords: polyphony, fugue, D. D. Schostakovich, Prelude and Fugue in C
major (op. 87), Fugue in E minor (op. 87), semantics, meaning, tragic and satirical
in the music of D. D. Schostakovich
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3nauenve OguaHaanarou cumdonuu /1. /1. [llocrakoBuua
IS CTAHOBJIEHUA CUM(POHUYECKOT0 JKaHpa
B KUTANCKOU My3bIKE BTOPOH IOJTOBUHBI XX BeKa

OauH u3 KpYMHEUIIUX MacTepoB HcKyccTBa XX BeKa, BbIJIAIONIUNCH

coBerckuii kommnoautop . /I. [llocTakoBUY MHOTHE CBOU MPOU3BENEHUSA CO3/aBal
Ha ucropuyeckne Tembl. Ero OamaHagnmatas cuMOHUA «1905 TOA» O MEPBOU
PYCCKOH peBoJTIONUH ObLiIa MocBsIneHa copokaneTuo OkTaops (1957). Korga B mae
cieytoiero roga Ha ractpossx B Kurae (IlekuH, Xanukoy, XapOuH) mpousBeieHIE
ucnosHm ['ocynaperBeHHbit cumdonuueckuii opkectp CCCP mox ympaByieHueM
H. II. AHOcOBa, OHO TpOM3BEJO HEU3rJIaJUMOe BIIeUaTJIEHHEe Ha IITUPOKYIO
CJIyNIaTebCKYyI0 ayauTopuio. Ha cuMdoHHI0 00paTHIN MPUCTAIbHOE BHUMAaHUE
IIPEJICTAaBUTENN KUTANUCKON HAIIMOHAJIbHOU KOMIIO3UTOPCKOM IIKOJIbI, MHOTHE U3
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KOTOPBIX IOYTH cpa3y K€ CTajJii aBTOPAMH OPKECTPOBBIX MPOU3BEIEHUU HAa
rcropuyeckue TeMbl. O4eBHJIHO, UTO STOT BOIPOC OTKPBHIBAeT HOBYIO CTPaHUILY
n3ydyeHus TBopuectBa IllocTakoBrya ¥ Ype3BHIUAWHO BajK€H B KOHTEKCTE MCTOPUU
COBPEMEHHOU KHTalcKON My3bIKH. OHAKO OH JI0 CHX IIOpP He ITOJIyYHJ OCBEIeHHU
B POCCUHCKON U KUTANCKON HAayYHOU JIUTEPAType, B CBA3U C UYEM MOXKHO TOBOPHUTH
00 aKTyaJIbHOCTH 1 HOBU3HE TEMbI HACTOSIIETO UCCIIEOBAHUS.

Ilenp pokaza — MOpocaeauTh BiausHue OAUHHAAIATOH CUM@OHUU
JI. JI. [lloctakoBMYa Ha TBOPUYECTBO KUTAWCKHX KOMIIO3UTOPOB KOHIIA 1950-X —
Hayajia 1960-X IT., co3jaTesed CHUMMOHHYECKHX IIPOU3BEJEHUN B CTHJIE
HCTOPUYECKOTO peayin3ma.

B kauectBe Marepuasia mcciaezoBaHuss BbiOpaHbl CuMdonusa NO 2 «BoitHa
npotuB Anounu» Baub FOHBIBE (1959), cuMdoHUYecKast mosMa « Ha IIMHOM peke»
[3saa JuHcansa (1959), cumpoHUYecKkas mosma «I[laMATHHUK HApOAHBIM TepOsM»
[[31011 Bas (1959), Cumdonusa N 1 Jlo UWxymxkyHa (1959), Cumdonusa Ne 2 Ma
Crinyy (1959), Cumdonus N 1 «HebecHbill BeTep u Mope» JIu XyaHpw:ku (1959),
opkecTpoBasi crouta «1949» Jlio WYkyana (1959), Cumdonus «MUITHOHBI
repecekaroT BeJuKyo peky» Uas 13aub (1959), Cumdbonusa «Poamna» Jlu AupisHa
(1959), cumdonus «loaruit mapur» Jun [llanpas (1962) u apyrue Mpou3BeIeHUA.

Ha ocHOBaHMY KOMILJIEKCHOTO aHA/IN3a 3TUX IIPOU3BEIeHNH Oy/ieT MoKa3aHo,
yro BiausgHue OpuHHagumatoir  cuMmdonuu  IllocrakoBuya  IPOSIBUJIOCH
B CUM(POHUYECKUX ITPOU3BEIEHUSIX KUTAHCKUX KOMIIO3UTOPOB B UETHIPEX OCHOBHBIX
acIleKkTax:

1) IpuMeHeHHe kaHpa U GopMbl cuMGOHUU /I TPEJICTABIIEHUSI B My3bIKe
TE€MBbI PEBOIIOIIMOHHON HCTOPUH;

2) UCII0JIb30BaHME ITPOTPAaMMBbI C YKa3aHUEM TEMBI B 3aT0JI0BKEe CUM(MOHUM;

3) mpuBJeYeHHWEe B KauyecTBe OCHOBHBIX TeM CHMMOHHU MEeJOAUN
HCTOPUYECKUX PEBOJIIOIIMOHHBIX IECEH;

4) omopa Ha BbIpaboraHHble IllocTakOBMUEM KOMIO3UIIUOHHBIE MTPUEMBI
(omHOUacTHasA (popMa, CKBOBHOE Pa3BUTHUE TEMATHU3Ma, MOIAJIbHOCTbD, PaCIIUPEHHAs
TOHAJIBHOCTD).

B 1esiom 5T0 cmiocob6eTBOBaIO0 (DOPMHUPOBAHUIO KaHPA CUM(OHUU B TBOPUECTBE
KHUTANCKUX KOMIIO3UTOPOB BTOPOU ITOJIOBUHBI XX BeKa.

KiroueBble cjioBa: coBpeMeHHasi My3bIKa, COBETCKasi My3bIKa, KUTaUCKas
my3bika, /[l./I. [llocrakoBuu, Banp IOHbIZe, 1318 [luHcaup, 13101 Baii, Jlo
Yxyn:kyH, Ma Ceinyy, JIro Uxkyan, Jlu Xyanpuxku, Us 13aup, JIu AupmsH, /[luH
HIaupas

Significance of D. D. Shostakovich’s Eleventh Symphony
for the Formation of the Symphony Genre in Chinese Music
of the Second Half of the 20th Century

One of the greatest masters of the 20th century art, the outstanding Soviet
composer D. D. Shostakovich dedicated many of his works to historical theme. His
Eleventh Symphony 1905 about the first Russian revolution was dedicated to the
fortieth anniversary of October (1957). When in May of the following year, on tour in
China (Beijing, Hangzhou, Harbin), the work was performed by the USSR State
Symphony Orchestra under the direction of N.P. Anosov, it made an indelible
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impression on a wide audience. The symphony attracted close attention from
representatives of the Chinese national school of composers, many of whom almost
immediately became authors of orchestral works on historical themes. Obviously,
this issue opens a new page in the study of the work of Shostakovich and is extremely
important in the context of the history of modern Chinese music. However, it has not
yet been covered in scientific literature in Russia and China, in connection with which
we can talk about the relevance and novelty of the topic of this study.

The main goal is to trace the influence of the Eleventh Symphony by
Shostakovich on the work of Chinese composers of the late 1950s — early 1960s,
creators of symphonic works in the style of historical realism. The following works
were selected as the research material: Symphony No. 2 The War Against Japan by
Wan Yunjie (1959), symphonic poem On the Smoky River by Jiang Dingxian (1959),
symphonic poem Monument to the People’s Heroes by Ju Wei (1959), Symphony
No. 1 by Luo Zhongrong (1959), Symphony No. 2 by Ma Sizui (1959), Symphony No. 1
Heavenly Wind and Sea by Li Huanzhi (1959), orchestral suite 1949 by Liu Zhuang
(1959), Symphony Millions Cross the Great River by Che Jian (1959), Symphony
Motherland by Li Yansheng (1959), symphony Long March by Ding Shande (1962)
and other works.

Based on a comprehensive analysis of these works, it is shown that the
influence of Shostakovich’s Eleventh Symphony was manifested in the symphonic
works of Chinese composers in four main aspects:

1) the use of the genre and form of the symphony to present the theme of
revolutionary history in music;

2) the use of a program indicating the theme in the title of the symphony;

3) the use of melodies of historical revolutionary songs as the main themes of
the symphony;

4) reliance on the compositional techniques developed by Shostakovich
(single-movement form, continuous development of themes, modality, extended
tonality).

In general, this contributed to the formation of the symphony genre in the work
of Chinese composers of the second half of the 20th century.

Keywords. Contemporary music, Soviet music, Chinese music,
D. D. Shostakovich, Wang Yunjie, Jiang Dingxian, Ju Wei, Luo Zhongrong, Ma Sizuu,
Liu Zhuang, Li Huanzhi, Che Jian, Li Yansheng, Ding Shande
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IIporecTaHTCKHUI XOpaJ B OpraHHbIX nmpeaoauax Makca Perepa

XopasibHble TMPEJIIJAUU 3aHUMAIOT CYIIEeCTBEHHOE MeCTO B OpPraHHOM
TBopuecTBe Makca Perepa. B okiaze OyayT paccMOTpeHBI MeETOJIbl PabOThI
KOMIIO3UTOpPAa C IPOTECTAHTCKUM XOpaJioM Ha IpUMepe U30paHHBIX XOPaTbHBIX
MIpeJIIoUil, MPOAaHATU3UPOBAHA B3aWMOCBA3b CTPYKTYPhl XOPaJIbHOTO HarmeBa
¢ dopMmamu nbec, IPEANPUHAT AaHAIN3 My3bIKAJIBHOTO A3bIKa KOMIIO3UTOPA.

ITo mpeaBapuTesbHBIM BBIBOJIAM MCCJIEOBaHUA, Perep B 3TUX COYMHEHUAX
OllMpaeTcsi Ha MOJEIM KOMIIO3UTOPOB-IIPEAIIECTBEHHUKOB U  IMPOJO0JIKAET
TPaAULUKU “KaHpa. B ero mnpesooauax IMIPOCIeKUBAECTCA O4YeBHUJHAA CBA3b
¢ TBopuectBoM M. C. baxa, 4yTo moaTBepKaeTcad CpaBHUTEJIbHBIM aHAJIN30M IIbeC
000UX KOMIIO3UTOPOB, HATIMCAHHBIX HAa OJIUH U TOT K€ XOPaJIbHBIN HATIEB.

Elie oiuH BBIBOJ, IOKJI/1a COCTOUT B TOM, YTO B IIpesIIoausax Perep otxoaut ot
CBOUX IIPUHIIUIIOB PAabOThI €O CTUXOTBOPHBIM TEKCTOM, KOTOpPbIE OOBIUHO
MIPOSABJISJINCH B CBOOOTHOM OTHOIIIEHUU K MIEPBOHMCTOYHUKY (COKpaIlleHUs, IOBTOPbI
U T.7.). TpeneTHO OTHOCSCHh K M3JI0KEHUI0 XOPaJIbHOTO HalleBa, KOMIIO3UTOD He
JIOITyCKAEeT U3MEHEHUH B CTPYKTYpe Xopasia. XopaJs CTaHOBUTCS OpMO0OOPasyonium
(axTopom mpestoani, a TakKe TOHAJIBHO y/IEP>KHUBAeT KOMITO3UIIHIO.

B rapmonunueckom miane Makc Perep ucmosnb3yerT AOCTaTOYHO HPOCTHIE
CpeJicTBa, UTO HeXapaKTEPHO JJIA €ro TBOPUECTBA U 00YCJIOBJIEHO OOroCIyKeOHOM
HAIIPABJIEHHOCTBIO XOPJIbHBIX mpesnoaui. OOpallleHue K 5TOMY KaHPY
1 HEIOCPEICTBEHHO IIPOTECTAHTCKOMY XOPaJly CBA3aHO KaK C JIMYHBbIMU JyXOBHbIMU
HCKAHUAMHU KOMIIO3UTOPA, TAK U €T0 CTPEMJIEHUEM BHECTU CBOM BKJIAJ] B HEMEIIKYIO
TPAAUIIAIO HATTMCAHUSA XOPAJIbHBIX IPETI0INM.

KaroueBsie ciaoBa: Makc Perep, xopasibHast MpeTOius, MPOTECTAHTCKUM
XOpaJl, HEMEIKUI POMaHTUYECKUN OpraH

A Protestant Chorale in Organ Preludes by Max Reger

Choral preludes are centerpieces in an organ work of Max Reger. The paper
will examine the composer’s methods of work with a protestant chorale in several
choral preludes, analyze interrelation of a chorale and a form of preludes, study the
composer’s idiom.

Preliminary findings of the research demonstrate that Reger used in his choral
preludes models of his predecessors continuing the tradition of the genre. There is
also a special link between Reger’s preludes and J. S. Bach’s work. A comparative
analysis of Reger’s preludes and Bach’s works on the same chorales confirms it.
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One of the conclusions of the paper is the following: in his preludes Reger
abandons his principles of work with a verbal text which usually declare themselves
in rather free attitude to the origins (reductions, repetitions etc.). Carefully regarding
an exposition of a chorale Reger does not allow of some alterations in its structure.
A chorale became both a formative and pitch factors in preludes. Reger also uses
quite simple harmonic means which are not typical for his idiom. It was caused by
a liturgical orientation of choral preludes. Reger’s attitude to them as well as to
a protestant chorale is concerned with his personal spiritual pursuit and an urge to
contribute to a German tradition of composing chorale preludes.

Keywords: Mas Reger, choral prelude, protestant chorale, German romantic
organ
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. 1. IllocrakoBuY ucnpasjsier omuoku P. I[Ilymana,
M. I1I. Mycoprckoro u b. . TUIIIeHKO: 0 IPUHIIUIIAX €ro padoThI HAJ,
PEUHCTPYMEHTOBKOM UYy:KUX IAPTUTYP

. . lllocrakoBuuy He pas IIPUXOUIIOCH IIPUHUMATBCA 3a
PEUHCTPYMEHTOBKY UyKUX NapTUTYp. Bece 510 661N MaciTabHble 1OJI0THA: «Bopuc
l'ogynoB» u «XoBaHmuHa» M. II. Mycoprckoro, BHOJIOHYEJIbHbIE KOHIIEPTHI
P. Illymana u b. W. Tumenko. IToBoas! /11 Takol paboOThl ObLIN Pa3HBIMU. 3aHOBO
nHCcTpyMeHTyd «bopuca T'ogyHOBa», OH BBINOJHAJ 3akKa3 bosbIIOro Tearpa,
IPpUHUMAasACh 3a «XOBAaHIUHY», CTAJ] YYaCTHUKOM CBEMOK (PUIbMa-OIepHl,
VHUIIMUPOBAHHBIX pexkuccepom Bepoir CrpoeBoil. BuosoHUenbHBI KOHILIEPT
[Ilymana oH mepeopkecTpoBas o mpockbe Mcrucnasa Pocrponosuya. U suib 3a
KOHIIEPT cBoero ydyeHuka bopuca TuileHKO TpUHAJICS 0O COOCTBEHHOU
WHUIUATUBE.

Mycoprckuii, [llyman, TuieHko — Bce 3TO ObIM KOMIIO3UTOPHI, JIIOOUMbIE
[ITocrakoBuueM. He ciaydaliHO ero oTHOIIeHHE K paboTe HaJ WX MapTHUTYpPaMHU
O0Kas3ajioChb IIPOTUBOPEYUBBIM — HHTEPEC MW BOCXUIEHUE COENUHAJINCH
C OIIYIIIEHWEM HECOBEPIIIEHCTBA OPKECTPOBOr0 IHChMa, B IIpoliecce PabOThI
BO3HUKAJIN COMHEHHs B Ie1ecO00pa3HOCTH 3aTpauyeHHBbIX CUJI U BPEMEHH.
IIpucrynaa k peuHcTpymMeHTOBKe, IIlocTakOoBUY IIOJTHOCTBIO II1€PEOCMBICIINBA
Jlekalue Iepes; HUM MOApPTUTYPhI, CTAHOBACh UX coasBTopoM. UM ecim Ilyman
¢ MycoprckuM He MOTJIM €My BO3pa3uTh, TO THUIEHKO UCHBIThIBAJI IIPU BUJIE CBOETO
COUYMHEHUs, UCIIPABJIEHHOIO r'eHreM, CMelllaHHble YyBcTBa. KaknuMmu npuHnunamu
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PYKOBOJICTBOBAJICSI B paboTe HaJT PEUHCTPYMEHTOBKAMU UYKHUX IMapTUTYP
[ITocrakoBuu? [IorCcKy OTBETA HA ATOT BOIIPOC OYy/IET MOCBSAIIEH TOKJIAI.

KaiouesBsble cioBa: IllocrakoBuy, Mycoprckuii, Illlyman, Tuienko, «bopuc
l'onynoB», «XoBaHIUHa», KOHIEPT /JId BHOJIOHYEJIU C  OPKECTPOM,
PENHCTPYMEHTOBKA

D. D. Shostakovich Corrects the Mistakes of R. Schumann,
M. P. Mussorgsky, and B. 1. Tishchenko:
On the Principles of His Work on Re-Instrumentation
of Other Composers’ Scores

D. D. Shostakovich often had to undertake the re-instrumentation of other
composers’ scores. These were all large-scale works: M. P. Mussorgsky’s Boris
Godunov and Khovanshchina, as well as the cello concertos by R. Schumann and
B. I. Tishchenko. The reasons for such work varied. In re-instrumenting Boris
Godunov, he fulfilled a commission from the Bolshoi Theater; when taking on
Khovanshchina, he participated in the filming of an opera movie initiated by director
Vera Stroyeva. He rearranged Schumann’s cello concerto at the request of Mstislav
Rostropovich. Only the concerto of his student Boris Tishchenko he undertook on his
own initiative.

Mussorgsky, Schumann, and Tishchenko were all composers beloved by
Shostakovich. It is no coincidence that his attitude toward working on their scores
was contradictory — interest and admiration were combined with a sense of
imperfection in the orchestration, and doubts arose during the process about the
appropriateness of the time and effort spent. When approaching the re-
instrumentation, Shostakovich completely rethought the scores before him,
becoming their co-author. While Schumann and Mussorgsky could not object to him,
Tishchenko experienced mixed feelings upon seeing his composition corrected by the
genius. What principles guided Shostakovich in his work on the re-instrumentations
of others’ scores? This question will be the focus of the presentation.

Keywords: Shostakovich, Mussorgsky, Schumann, Tishchenko, Boris
Godunov, Khovanshchina, cello concerto with orchestra, re-instrumentation
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TaHeeB B HCTOPUU PYCCKOU (pOpTEMMAHHOM IITKOJIBI
(K mocTraHOBKE BOIIpPOCa)

CymiecTByeT HeMasioe 4YHCIO OuorpauUuecKMXx U aHAJUTUYECKHX pPaboT
0 TaHeeBe-KOMIO3UTOPE, HO UCKYCCTBY TaHeeBa-MUAHUCTA y/I€JIEHO 3HAUYUTEIHBHO
MeHbIIle BHUMAaHMsI, YeM HHBIM I'PAHAM €TI0 TBOPUYECKOU JIEATETHHOCTH.

B pokiazse mpoBOAUTCA aHAJIM3 KaK/JOTO W3 3TAOB TBOPUECKOTO IIyTU
TaneeBa-nnanucra. Ocoboe BHUMaHUE y7eJseTcsi caMOW paHHeW craauu
CTQHOBJIEHHS  MY3BbIKaHTA,  IIPEAIIEeCTBOBABIIEN  MOCTyIUIEHHIO  TaHeeBa
B KOHCepBaToOpuio. JIJisi peKOHCTPYKIUM 00suKka TaHeeBa-MaHWCTA IPUBJIEUEHBI
M1CbMa, MeMyapbl, KpUTUUECKNE 3aMETKH O €ro HCIIOJHUTEJIHBCKOM MAacCTepPCTBE,
MaTepuaJ bl  OOIIEero  SCTETUUECKOTO  XxapakTepa. IIpeAlpuHAT  aHAIU3
MIEPUOINYECKUX U3JaHUM, CBA3AaHHBIX C BOIpocaMu (pOPTENUAHHOU IIKOJIBI TOTO
BPEMEHH, COCTOSSHHEM HCIOJHUTEIbCKOU KYJIBTYPBI, PpelepTyapoM IOHOTO
My3bIKaHTa, UHANBU/AYAJIbHBIMY THAHUCTUUYECKUMU YUEPTAMHU €T0 MIPeIo/iaBaTesiei.

B noxkstazie pa3pabaThIBalOTCA TE3UCHI:

1. CioxuBmuiicss o6pa3 TaHeeBa MHTeJJIEKTyasIa-HCCIeIOBATENsI 3aCTaBUII
MHOTHUX JyMarb O TaHeeBe-IHMAaHUCTE KaK O «XOJOZHOM» MY3bIKAHTE
C palflMOHAJIPHBIM OTHOIIIEHUEM K MCIIOJIHAEMOU My3blKe. Mex/y TeM, u3ydeHue
apXWBHBIX MaTEPHAJIOB IO3BOJIIET TOBOPUTH 00 obpaTHOM: TaHeeB B CBOEM
HCIIOJTHUTEIBCKOM HCKYCCTBE OBLI IPEXK/e BCEr0 MY3bIKAHTOB-POMAHTHUKOM. Ero
MMUAHUCTUUYECKOMY CTHJII0 CBOWMCTBEHHBI TaKHe KaudecTBa, KaK IMO3TUYHOCTH
U MaTeTUKa, SK3a/IbTallusA U JUpUKa. TaHeeB MOHUMaJ UCKYCCTBO MYy3bIKaHTa KakK
CO3HATEJbHBIN Tpollecc U ObUI JlaJlek OT CTaTUYHOTO CTHUJIMCTUYECKOTO
ayTeHTU3Ma.

2. TaHeeB ObLI XyAOKHHKOM, YCTPEMJIEHHBIM B Oy/ylllee, MBICTUTEJIEM,
pas3feAuM UAen IIPOCBEIEHHOU HWHTEJUIUTEHIIUU CBOEro BpeMeHU. B ero
HCIIOJIHUTEJbCTBE  COBMEIAJINCh  TBOpUYECKWE  HCKAHUSA € ITO9TUKOM
IpeAlecTByOIuX pomantuueckux tpagunuid (H.I. Pyounmreitn, T. Kymanak,
K. YepHu, 3. JI. Jlaurep, 1. Momesnec, M. KiiemenTtn).

3. Ecim roBoputh O HacjelOBaHUM Tpajiuliui, B nuaHu3Me TaHeeBa
BOILJIOTWJIMCH Cpa3y TPU 3CTETUKU, TPU UCIIOJHUTEIBCKUE KYJIbTYPHhI: IIEPBasi U3 HUX
uziet ot K. UepHu, Bropas — ot M. KiiemenTtH, TpeThs — oT B. A. Monapra (9ayapn,
Jlanrep — mepBbId nesaror TaHeeBa o (GopTeNnMaHO B KOHCEPBATOPUU — YUHJICA
dopTrennaHHOMY HCHOJHUTENBCTBY y cBoero otna Jleomosbaa Jlanrepa, B CBOe
BpeMs 3aHUMaBIIIerocs noj pykoBojicteoM M. H. 'ymmerts, yaennka Morapra).

Takum obpaszom, TaHeeB MPETBOPHUJI B CBOEM HCIIOJTHHUTEIHCKOM HCKYCCTBE
MHOTOTPAHHBIN OIBIT HPEAIIECTBYIONUX ITOKOJEHUN IMTNAHUCTOB U CTaJI KJIIOUEBOU
¢urypoii B ucropum nuanuszma XX Beka.

MHororpaHHoOCTh TajlaHTa TaHeeBa-NUaHUCTA 3amevyaTeHa B ay/In03alUCaX
ero ucnoiHeHus ®aurasuum Momapra c-moll (KV 396/385f), B opuruHajapHOMN
aBTOPCKON KaZleHIIMU K KOHIePTYy MorapTra Ajsd JIByX KJIAaBUPOB C OPKECTPOM
(KV 365/316a) (ommybiMKOBaHBI JIUIIH B 2007 TOY).

B [oksaze Takike 3aTrparuBaeTcs BOMNPOC KCTOPHUHM  ayAuO3anuceu
MIPOU3BeEeHUN, UCIIOJHAEMbIX TaHeeBbIM, KaK JOKYMEHTOB, II0 KOTOPBIM MOXKHO
BOCCO3/IaTh €ro MHUAaHUCTUYECKHU 00sinK. OTMeuaeTcs, 4To ayJUO3alKUCH — eIlle
OJlHA BakHAsA WUIOCTach TBopdyeckoi b6morpadun TaHeeBa-muaHHcCTa, BeAb TaHeeB
OKa3aJICA B UMCJIE TEPBBIX PYCCKUX MY3bIKAHTOB, Yb€ HCIIOJHEHHE 3allevyaTyieHO
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Hxynuycom biokom B 1891 rogy Ha poHOrpade damcoHa Ha BOCKOBOM IIUJIMH/IPE.
Wutepuperanusa TaHeeBbIM counHeHUN MomnapTa, CyAsA MO ayAnuO03aIlucsaM, IoJIHA
TBOPUYECKOU CBOOO/BI U OTPAKAEeT OPUTUHATBHOCTD MbIIIIeHUs TaHeeBa-nmuaHucra.

B 3aksoueHum orMmedaercs, 4uTo doprenuaHHas 3cTeTHKa TaHeeBa, ero
HCIIOJIHUTEIbCKYE MPUHIUIBI aKTYJIbHBI JJi COBpeMeHHON ¢opTenuaHHoM
IITKOJIBI ¥ TPEOYIOT YIIy0JIeHHOTO U3yUeH U .

Knouesste caoea: TaHneeB-nmanuct, ¢goprenuaHHoe UCKyccTBo TaHeeBa,
HOBATOPCTBO U TPAJUIIUH, ayJU0o3anucH, TaHeeB — uHTeprperarop Momapra

Taneyev in the History of the Russian Piano School
(to the Question)

There are a considerable number of biographical and analytical works about
Taneyev the composer, but the art of Taneyev the pianist has received considerably
less attention than other aspects of his creative activity.

The report analyzes each stage of Taneyev the pianist’s creative path. Particular
attention is paid to the earliest stage of the musician’s development, which preceded
Taneyev’s admission to the conservatory. Letters, memoirs, critical notes on his
performing skills, and general aesthetic materials are used to reconstruct the image
of Taneyev the pianist. An analysis of periodicals related to the issues of the piano
school of that time, the state of performing culture, the repertoire of the young
musician, and the individual pianistic features of his teachers was undertaken. The
report develops the following theses:

1. The established image of as an intellectual researcher has led many to think
of the pianist as a “cold” musician with a rational attitude to the music he performed.
However, having studied the archival materials, one can assert the opposite: in his
pianistic art, was first and foremost a romantic musician. His pianistic style is
characterized by such qualities as poetry and pathos, exaltation and lyricism.
understood the art of a musician as a creative process and in his performing creativity
was far from static stylistic authenticity.

2. Taneyev was an artist, striving for the future, a thinker who shared the ideas
of the enlightenned intelligentsia of his time. His performance combined creative
quests with the poetics of previous romantic traditions (N. G. Rubinstein, T. Kullak,
C. Czerny, E. L. Langer, I. Moscheles, M. Clementi).

3. If we talk about the inheritance of traditions, Taneyev’s pianism embodied
three aesthetics, three performing cultures at once: the first of them comes from
K. Czerny, the second from M. Clementi, the third from W. A. Mozart (Eduard
Langer, Taneyev’s first piano teacher at the conservatory, studied piano performance
with his father Leopold Langer, who at one time studied under J. N. Hummel.
Hummel is known as a student of Mozart).

Thus, transformed the multifaceted experience of previous generations of
pianists into his performing art and became a key figure in the history of 20th-century
pianism.

The versatility of Taneyev’s talent as a pianist is captured in audio recordings
of his performance of Mozart’s Fantasy in C minor (KV 396/385f), in the original
author’s cadenza for Mozart’s Concerto for two pianos and orchestra (KV 365/316a)
(published only in 2007). The report also touches upon the history of audio
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recordings of works performed by as documents that can be used to recreate
Taneyev’s pianistic image. It is noted that audio recordings are another important
aspect of Taneyev’s creative biography as a pianist, since Taneyev was among the first
Russian musicians whose performance was recorded by Julius Block in 1891 on an
Edison phonograph on a wax cylinder. Judging by the audio recordings, Taneyev’s
interpretation of Mozart’s works is full of creative freedom and reflects the originality
of Taneyev’s thinking as a pianist.

In conclusion, it is noted that Taneyev’s piano aesthetics and his performing
principles are relevant for the modern piano school and require in-depth study.

Key words: the pianist, Taneyev’s piano art, innovation and tradition, audio
recordings, is Mozart’s interpreter
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baaernoe tsopuectso /1. /I. IllocrakoBuua:
KOHTPAITYHKT C 3IIOXO0OH

IIpobsiemy otHomenust [I. /. IllocTakoBuYa K 3II0XE, B KOTOPOH OH KHJI
¥ TBOPWJI, MOKHO IIOHATH TOJIBKO B acIleKTe aMOWBAJIEHTHOTO HPOTUBOPEUMs
TParuv4eckoro (KOMITO3UTOP U TOCYJApCTBEHHBIA CTPOU, HIAEOJIOTHS, MOJUTHKA)
¥ TBOPYECKOTO (JINTUHOCTD U MIO3THUKA CO3U/IaHMS, YKeJITaHHE CO3/[aBaTh My3bIKaJIbHbIE
npousBezieHust). [lyxoBubie uckauus [llocrakoBruua, HalleJIEHHbIE HA ITOUCK Heaa,
BCET/Ia COITPOBOK/IAJINCH OCTPHIMHU KU3HEHHBIMH TMCCOHAHCAMU: C OJTHOU CTOPOHBI,
MHpOBasi 3HAMEHUTOCTh, OJIUH U3 BEAYIINX KOMIIO3UTOPOB CTPAaHbI, 3aCTy:KEHHO
OTMEYEeHHbI MHOTUMHU Harpajamu, ¢ JAPYrod — TpaBJsA B IevaTd, 3alpeT Ha
W3/1aHNe, UCIIOJIHEHNE, IOCTAHOBKY MY3bIKAJIbHBIX TPOU3BE/IEHUN.

[ITocrakoBuY Hamucaja Tpu Oasera — «30JI0TOM Bek» (1929-1930), «bost»
(1931) u «CBembiii pyueii» (1934-1935) B paHHHU NepHoj TBopuecTBa. Ilocie
yOJTUKAINU cTaThu « baseTHas panpinb» (1936) KOMIO3UTOP ObLI KpaiiHe yA3BJIEH
u Oojslee Kk 3TOMY KAHpPY He oOpairascs, HECMOTPsS Ha yroBopbl OajeTMericrepa
10. H. I'puropoBuya. IlocranoBky 6anera «30J10TOM Bek» xopeorpad BO30OHOBUII
TOJIBKO B 1982 roay B bosblom TeaTpe mo mpochbbe BIOBHI KOMIIO3UTOpPA —
H. A. lllocrakoBuy.

Bo BTOpOI1 ITOJIOBHUHE 20-X — IIEPBOM MOJIOBUHE 30-X TOJI0B XX BeKa, B IEPUO/]
coznanus 6aseroB IllocrakoBUUYeEM, MPOUCXOAAT BaXKHBIE COITUAIbHBIE U3MEHEHU S,
a UMeHHO, nepexoy; oT HAIla x MHAyCcTpHUaIU3alii U KOJUIEKTUBU3AIIUN CTPAHBbI.
VcKyceTBO BBIXOJUT Ha YJIMIBI U IUJIOIIA/IN, BOBJIEKAs B CBOIO OPOUTY ITUPOKUE
MAacCChl TPYAAIIUXCSA, MBICJIUTCS KaK MHCTPYMEHT MOHYMEHTA/JILbHOM IIpOmaraHbl,
BO3BEeJIMUUBAHUSA BOXAA U maptuu. lllocTakoBUY Tak XapaKTepU3yeT 3TO BpeMs:
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«DUKIMA TOPKECTBYET, IOTOMY YTO B TOTAJINTAPHOM r'OCy/1apCTBE YeJI0BEK HE UMeeT
HUKAKOT0 3HaUeHUs. EIMHCTBEHHOE, UTO IMeeT 3HaUeHUe, — 3TO 6€30CTAHOBOYHOE
JIBUDKEHHE TOCyJapCTBEHHOrO MexaHu3Ma. MexaHu3M HyXJaeTcad TOJIbKO
B BUHTHUKAX».

B pazBuTum coBeTckoil xopeorpaduu 20-x — 30-X rofioB XX BeKa, KOTOpbIE
BTOU WIXM WHONW Mepe TIOBJUAIN Ha mnocTaHOBKY OaseroB IllocrakoBuua,
BBIICJIAIOTCA CJIe[lyIollle HAIpaBJIeHUdA: K/adccudeckoe, KOTOpPOe OIUPaIOCh Ha
cefloBaHUE TPAJUIUAM; PUMMONAACMuUYeckoe, MPOBO3IJIAlIaBIIIee CBOOOTHBIN
ta”Helr;, A.J/[yHkaH u Teopui0 BbIpasuTesbHOro purma K. Jlaibkpo3sa;
PuskyabmypHo-akpobamuueckoe, PUTMU3UPOBAHHOE UYEKAHHOE JBHIKEHUE
MAaCCOBKM € MYCKYJIBHOM 3JKcIpecclell U CKYJBOTYPHBIM peabedoM Uryp
¥ KOMIO3UINH; Jdpambasiem, OTPaXKaBIIUN CTpeMJIeHHEe MPUOJIU3UTh Oaster
K IpaMaTU4eCKOMY CIIEKTAKJII0, PEAJIMCTUUYECKU BOCIIPOU3BECTU CIOKET B TAHIIE He
TOJIBKO B JIBUKEHUH, HO I MUMUKE, BBIPA3UTEJIbHOM KeCTe.

MOXHO OTMETUTh OCHOBHBIE CTHJIMCTUYECKUE YEPTHI OAJIETHOTO TBOPUYECTBA
[MTocrakoBUYa: AacCOMATUBHOCTb, IIpUEMbl HEOKUJAHHOCTH, BOIUIOIIEHUE
CapKacTUYECKU-TPOTECKHBIX, OJiecTsllle TMapOJUNUHBIX 00pasoB, CTpeMJIEHUe
K KapUKaType B 0OPHUCOBKE MEIIAaHCTBA, MOTOPHOCTh, PUTMHUYHOCTH, MEJIOANYECKas
IUIACTUYHOCTDb, BBIPA3UTEJIbHBIE, APKO OYEpUYEHHBble My3bIKaJIbHbIE KECTHI,
JIAHCAHTHOCTD, 0c00ast 3apsKEHHOCTb SHEPTEeTUKON U KU3HEPAIOCTHOCTHIO.

XXI Bek OTKpBbIBaeT HOBYIO cTpaHHIly OasieTHOro TBopuectBa IllocrakoBuua:
xopeorpad A.PaTMaHCKHI C IO3UIUM COBPEMEHHOI'O IIPOYTEHUS OCYIEeCTBJISET
IIOCTAHOBKY Bcex Tpex 6aneToB: « CBeTIIbIN pyueii», 2003, «boaT», 2005, «3010TOH
Bek» (xopeorpadwus 0. 'puroposuua), 2006.

KiaroueBbie ciaoBa: /l./I. IllocrakoBuu, Oaner, «30JI0TOH Bek», «Boar»,
«CBeT/IbIN pyuyei», CTUIb, BpEMSI, BII0XA

D. D. Shostakovich’s Ballet Oeuvre: Counterpoint with the Era

The problem of the D. D. Shostakovich’s attitude to the era in which he lived
and created understood only in the aspect of an ambivalent contradiction: tragic
(the composer and the state system, its ideology and politics), and creative
(the personality and the poetics of oeuvre, the desire to create musical works).
The spiritual quest of Shostakovich, aimed at finding an ideal, always accompanied
by acute life dissonances: on the one hand, a world celebrity, one of the leading
composers of the country, deservedly noted by many awards, on the other —
persecution in the press, a ban on the publication, performance, staging of musical
works.

Shostakovich wrote three ballets, The Golden Age (1929-1930), Bolt (1931) and
The Bright Stream (1934-1935), in his early creative period. After the publication of
the article Ballet Falsehood (1936), the composer was extremely offended and never
returned to this genre, despite the entreaties of the ballet master Yuri Grigorovich.
The choreographer resumed staging the ballet The Golden Age only in 1982 at the
Bolshoi Theatre at the request of the composer’s widow, 1. A. Shostakovich.

In the second half of the 20s — first half of the 30s of the 20th centuries, the
time of Shostakovich’s ballets, important social changes took place, namely, the
transition from the NEP towards industrialization and collectivization of the country.
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Art came out into the streets and squares, involving broad masses of workers in its
orbit, and understood as an instrument of monumental propaganda, glorification of
the leader and the party. Shostakovich characterized this time as follows: “Fiction
triumphs, because in a totalitarian state, man has no meaning. The only thing that
matters is the ceaseless movement of the state mechanism. The mechanism needs
only cogs.”

In the development of Soviet choreography in the 1920s and 1930s, which to
one degree or another influenced the production of Shostakovich's ballets, the
following trends stand out:

o the classical trend, which relied on following traditions; rhythmic-
plastic, proclaiming the free dance of A. Duncan and the theory of expressive rhythm
of J. Dalcroze;

. physical-acrobatic, rhythmic, measured movement of the crowd with
muscular expression and sculptural relief of figures and compositions;
o drama ballet, reflecting the desire to bring ballet closer to a dramatic

performance, to realistically reproduce the plot in dance not only in movement, but
also in facial expressions and expressive gestures.

The main stylistic features of Shostakovich’s ballet creativity can be noted: the
principle of contrast, associativity, unexpected techniques, the embodiment of
sarcastic-grotesque, brilliantly parodic images, the desire for caricature in the
depiction of the bourgeoisie, motority, rhythm, melodic plasticity, brightly outlined
expressive musical gestures, a special charge of energy and cheerfulness.

The 21st century opens a new page in Shostakovich’s ballet oeuvre:
choreographer A. Ratmansky, from the position of a modern reading, stages all three
ballets (The Bright Stream, 2003, Bolt, 2005, The Golden Age, 2006).

Key words: D. D. Shostakovich, ballet, The Golden Age, Bolt, The Bright
Stream, style, time, era
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Peuenmusa Ceapmoii cumonuu /Imurpus IllocrakoBuua
B OpasujibcKou npecce (1942-1947)

B mepuon gukrtatypel «HoBoro rocyzmapcrBa» (Estado Novo) B Bpazuwinu
(1937-1945) wucnonnenne Cenpmonn cumponnu C-dur cod.60 JIMutpus
[ITocrakoBMYa OBLIO B3alpeNieHO TOCYJapCTBEHHOW IeH3ypoil. Tem He MeHee,
OOIIIMPHOE OCBEIeHNe JIMYHOCTUA U TBOPUECTBA KOMIIO3UTOPA B OPa3uIbCKOH ITpecce
IIPEJIOCTaBJISAET IEHHYI0 MHOOPMAIIUIO O BOCHPUATHU U MOJUTHYECKOM 3HAUEHUU
ATOTO Mpou3BeleHUs B bpaszwiuu. B mokiaze mpeanpuHAT reMeporpaguuecKkui
aHanu3 ynomuHaHuil cyoB «IllocrakoBuu» u «JleHUHTpazckas CcUMQOHUA»,
BBISIBUBIINM 352 cilydas B IyOJUKAITUAX 1940-X rofoB. Hacrosimee ucciaeqoBaHue
COCpEJIOTOYEHO Ha MEPUO/IE 1942-1947 T'OJIOB, KOTOPHIH OXBAaThIBAET aMEPUKAHCKYIO
npembepy CuM@oHUU U TOJ MOcyie ee OPA3UIIbCKOU ITPEMbEPHI, 1 PacCMaTPUBAET
counHeHnue [llocTakoBrYa B ITIOJIUTUYECKOM KOHTEKCTE TOTO BPEMEHH.

KirroueBble MOMEHTBI, OCBEI[aeMble B JIOKJIajie: (a) HCTOpUs Ilepeaayu
naptutypsl B CoenuHeHHble IllTaThl W ee Tocaenymoomied mnpembepsl; (b)
n3obpakenne IllocrakoBrmua Kak reposi BOHWHBI; (¢) mybGsukarusa Oworpaduu
[ITocrakoBmua, HamrucanHON Buktopom CepoBbIM B 1943 roay B bpasunuu (1945);
(d) oOmiecTBeHHOE CONPOTUBJIEHHE Opa3WIbCKOU IIPAaBUTEJIbCTBEHHOU IIEH3ype
COBETCKMX HOBOCTEN W IIOJIaBJIEHUI0 HCHOJHeHus cuMdoHuu; (e) Opasmibckas
npembepa B Puo-ge-Kaueitpo (6 Hos0ps 1946 roza) Ha crazuoHe «diaymMuHeHce»,
ocyIecTBieHHass bpasuibckuM cuM(GOHHUYECKUIM OPKECTPOM B OPKeCTPOM «Pajino
I';1o60» mop ympasienuem ®Ppancucko MuaboHe (1897-1986); u (f) penenswuwu,
OCBEIIAIOIIHE KAYECTBO UCIIOTHEHUS U MYy3bIKaJIbHbIE 0COOEHHOCTH ITPOU3BEIEHMU S,
MTOTYE€PKUBAIOIIHE MHOTOUHCIEHHYIO ayTUTOPHUIO (15 000 3pUTesiei) U IPUCYTCTBHUE
coBetckoro nocya fdxkosa Cypuna (1882-1952).

Coueranne (paxkTOpoB, BKJIIOYas 100y COIO3HHMKOB BO BTOpoil MupoBOM
BOWHe, pacmaja pexuma Estado Novo (1945), naeranuzanuio bBpasuibckon
KommyHunctuyeckorr maptum  «KIIb» B ToM JKe TOfy, YyCTaHOBJIEHHE
JUIIJIOMATUYECKUX OTHOIIeHUH Mexxay bpasunueir u CoBerckum Corosom (1945
1947) ¥ PpacTylIuid HUHTEpeC K COBETCKOM My3bIKe, JIUTepaType U HCKYCCTBY,
CIIOCOOCTBOBAJIO 3HAUUTETBHOMY BJIMSHUIO MPEMbEPHI CUMGMOHUU. DTO OTPAKEHO
B HACTPOEHUH, BBIpaKeHHOM B rasete Diario de Noticias: «JlaBaliTe yCJIBIIINM
cuMmdonurio [IlocrakoBuua B 3TOM rofy. Jlaxe ecyi Mbl Oy/ieM IMOCJIEAHUMU, KTO €H
armtoaupyet» (D’OR, Diario de Noticias, usn. 6871, 18 MapTa 1945).

KaroueBsbie ciaoBa: IllocrakoBud, Estado Novo B bpaszuwium, Cempmast
cumdonus B bpazuinu

The Reception of Dmitri Shostakovich’s Symphony No. 7
in the Brazilian press, 1942-1947

During the Estado Novo dictatorship in Brazil (1937-1945), the premiere of
Dmitri Shostakovich’s Symphony No. 7 in C major, Op. 60, was prohibited by
government censorship. However, extensive press coverage of the composer and his
oeuvre offers a valuable insight into the reception and political significance of this
particular work in Brazil. This study employs a hemerographic analysis of references
to ‘Shostakovich’ and ‘Sinfonia Leningrad’, identifying 352 instances during the
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1940s. Focusing on the period 1942-1947, encompassing the USA first public
performance and the year following the Brazilian premiere, this research investigates
the interplay between the symphony and the prevailing political context.

Key themes emerging from the analysis include: (a) the narrative surrounding
the score’s conveyance to the United States and its subsequent premiere; (b) the
portrayal of Shostakovich as a wartime hero; (c) the publication of Victor Seroff's
1943 biography of Shostakovich in Brazil (1945); (d) the public opposition to the
Brazilian government’s censorship of Soviet news and the suppression of the
symphony’s performance; (e) the Brazilian inaugural performance in Rio de Janeiro
(6th November 1946) at the Fluminense Football Stadium, performed by the
Brazilian Symphony Orchestra and the Radio Globo orchestra under the baton of
Francisco Mignone (1897-1986); and (f) post-concert reviews emphasising the large
audience (15,000 attendees), the sonic characteristics of the performance, the
musical attributes of the work, and the presence of the Soviet ambassador, Iakov
Suritz (1882-1952).

The confluence of factors, including the Allied victory in World War II, the
dissolution of the Estado Novo regime (1945), the legalisation of the Brazilian
Communist Party in the same year, the establishment of diplomatic relations
between Brazil and the Soviet Union (1945-1947), and a growing interest in Soviet
music, literature, and art, contributed to the profound impact of the symphony’s
premiere. This is encapsulated by the sentiment expressed in the Didrio de Noticias:
“Let us hear Shostakovich’s Symphony this year. Even if we are the last to applaud it”
(D’OR, Diario de Noticias, ed. 6871, 18th March 1945).

Keywords: Shostakovich, Estado Novo in Brazil, Seventh Symphony in Brazil
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HuxoJsan Maiabko ucnosiaset IlepByro cumdonuio IllocrakoBuua
(mo marepuaiaMm «/[HEBHUKOB KOHIIEPTHBIX PENETUIUI» TUPUKEPA)

PoBHO 100 JieT Ha3aj, BECHOU 1925 To/a, BBIIAIOIIUINCA PYCCKUM JTUPUIKED
Hukonaii AnzipeeBuu Masnbpko (1883-1961), yuenuk H. A. Pumckoro-KopcakoBa
u H. H. YepennuHa, BO BTOpOU pa3 mpuexaj «IITypMoBaTh» I[leTepOypr, Termepb
Jlenunrpaz, 4yTtobbpl HauaTh paboTy B OPUIAPDMOHWU, WHUIMHUPOBATh OTKPBITHE
TUPUKEPCKOTO OT/lesieHusA B KoHcepBaTOpUM U BCTPETUTDH B €€ CTeHaX 19-JIETHETO
Hdmvutpus [lloctakoBuya. MasbKko Bblajia UYeCcTb MpeMbepHOTo ucnoHeHus [lepBoit
1 Bropoii cumdonntii llloctakoBuya — MMEHHO TaK TPAKTOBAIN COOBITUSA COBETCKHUE
HCTOPUKU TIOCJIe OThe3/la AUPHUKeEpa U3 CTPaHbl. B /IefiCTBUTEIBHOCTH, B 1920-€
rogpl He MaJbKko «BbIlIasia YecTb» wurpath IllocrakoBuua, 3T0 IllocTakoBHY
VIOCTOMJICSL YecTU ObITh BKJIIOUEHHBIM B KOHI[EPTHBIE IIporpamMMbl MasbKo:
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COUYMHEHUs I0OHOTO KOMITO3UTOpPA IIONaIM B PyKH OJHOTO M3 JIYUIIIHUX JIUPHUKEPOB
B J/leHuHTrpazae, a, MOXKeT OBITh, U B CTpaHe. YHUKAJIbHBIA apXUBHBIH JOKYMEHT
«/IHEBHUKU KOHIIEPTHBIX PENETUIUH», KOTOphle MaJbKO METOAUYHO BesJ Ha
IPOTSDKEHUM MHOTHX JieT, XpaHuTcs B KabuHere pykomumcedl Poccuiickoro
WHCTUTYTA ucTOpuu HcKyccTB (. 47, om. 1, N2 148). B Terpagu II (1924-1927)
COJIEP?KUTCS OIMCAaHUEe TPUHA/IIATH PENETUITUH, CBA3aHHBIX C ITIOATrOTOBKOU [lepBoii
cuMpOHUH K HUCHOJHEHHIO: Tpu (10, 11, 12 Mas 1926 roaa) — Iepes IpeMbepoi
B Jlenunrpane; tpu (3, 4, 5 UioA 1926 roya) — B XapbKoBe; ueThipe (3, 10, 12, 14
aprycra 1927 roja) — B KuciioBojcke; Tpu (30 aBrycra, 1, 2 ceHTA0ps 1927 roga) —
B baky. 3anucu MaJibKO BOCCO3/IAIOT JIeTAJIbHBIN XO7] PENETUIIMOHHOTO IIpoIecca
1 ITIO3BOJISIIOT HAOJII0ZaTh, KaK B Uepesie PAJOBBIX Oy/IHEH 3HAMEHUTHIHA JUPHKED
obysiekasi B 3BYKOBYIO IUIOTh IMApPTUTYPHBIM IIE€JIEBp MOJIOAOTO aBTOpa.
B nmpodeccrnonanbHBIX JHEBHUKAX MaJIbKO He CTOUT HcKaTh moptpeT IllocTakoBuya,
BBIIIMCAHHBIN KPYMHBIM IUIAaHOM, HO BMECTE€ C TEeM HeJIb3sA 3a0bIBaTh O €ro
IIPUCTPACTHO-3aHTEPECOBAHHOM IIPHCYTCTBUH HA OOJIBIIMHCTBE JIEHUHIPAJICKUX
1 XapbKOBCKHUX PEIETUITUH, IIPOBEIEHHBIX INPUIKEPOM.

KaroueBbie ciaoBa: Hukonmaii Manbko, Jmvutpuii IllocrakoBudy, IlepBas
cuMOHUs, OPKECTP, PENeTUIINH, JUPUKEPCKUE JHEBHUKH, JIeHUHIPaJi, XapbKOB,
KucnoBoack, baky

Nikolai Malko performs Shostakovich’s First Symphony
(based on the conductor’s Concert Rehearsal Diaries)

Exactly 100 years ago, in the spring of 1925, the outstanding Russian conductor
Nikolai Andreevich Malko (1883—1961), a student of N. A. Rimsky-Korsakov and
N. N. Cherepnin, came for the second time to “storm” Petersburg, now Leningrad, to
begin work at the Philharmonic Orchestra, to initiate the opening of a conducting
department at the Conservatory, and to meet 19-year-old Dmitri Shostakovich.
Malko had the honor of the first performance of Shostakovich’s First and Second
Symphonies — this is how Soviet historians interpreted the events after the
conductor’s departure from the country. In fact, in the 1920s it was not Malko who
was “honored” to play Shostakovich, but Shostakovich was honored to be included in
Malko’s concert programs: the young composer’s works fell into the hands of one of
the best conductors in Leningrad. A unique archival document, Concert Rehearsal
Diaries, which Malko methodically wrote over many years, is kept in the Manuscript
Cabinet of the Russian Institute for the History of the Arts (f. 47, op. 1, no. 148).
Notebook II (1924—1927) contains a description of thirteen rehearsals related to the
preparation of the First Symphony for performance: three (10, 11, 12 May 1926) —
before the premiere in Leningrad; three (3, 4, 5 July 1926) — in Kharkov; four (August
3, 10, 12, 14, 1927) — in Kislovodsk; three (August 30, September 1, 2, 1927) — in
Baku. Malko’s notes recreate the details of the rehearsal process and allow us to
observe how, in the course of ordinary everyday life, the famous conductor clothed
the young composer’s masterpiece in sound flesh. In Malko’s professional diaries,
one should not look for a close-up portrait of Shostakovich, but at the same time, one
should not forget about his passionately interested presence at most of the Leningrad
and Kharkov rehearsals led by the conductor.
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Keywords: Nikolai Malko, Dmitry Shostakovich, First Symphony, orchestra,
rehearsals, conductor’s diaries, Leningrad, Kharkov, Kislovodsk, Baku
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(He)BO3MO2KHBIE TIecHH (2024)

Tema gokiaza cBs3aHa € OJIHUM U3 MOUX HEJAaBHUX IIPOU3BEJIEHUN
«(H€)BO3MOKHBIE MIECHU », HATIMCAHHBIM B KOHIIE 2024-T0 ro/ia B paMKax rPaHTOBOM
nporpammbl Aksenov Family Foundation «Pycckas My3bIKa 2.0». 9TO COUMHEHUE
IIpe/IHa3HAauYeHO JJIsi BOKAJIbHO-UHCTPYMEHTAJIBHOTO aHCAMOJIs W IPeJCTaBseT
co00M quasi-BOKaJIbHBIA NUKJI. B mpousBeneHum 3Byyar cruxu Mwuxawia
JlepmoHTOBa, Astekcanapa bioka, ®enopa TroTueBa. TeKCThl, KaK U My3bIKaJIbHBIN
MaTepuas, MojamTcsa ¢parMeHTapHO, He uMes IOCAe0BATEIbHOTO Pa3BUTHA.
B coobmennu  OyyT paccMOTpPEHBI  KOMIIO3WIIMOHHBIE, JIpaMaTypruuecKue
0COOEHHOCTH ITUKJIA, a TaK)Ke paboTa C MO3TUYECKUMHU IEPBOUCTOUHUKAMH.

KiaroueBbie ciaoBa: Mapk bBysomHukoB, «(HE)BO3MOXKHbBIE IIECHU»,
JlepmoHnTOB, bil0K, TroTUEB

(un)possible songs (2024)

The presentation will focus on one of my recent works (un)possible songs,
which was written in late 2024 as part of the Aksenov Family Foundation’s grant
program Russian Music 2.0. This work was written for a vocal-instrumental
ensemble and is a quasi-vocal cycle, with poems by Mikhail Lermontov, Alexander
Blok, and Fyodor Tyutchev. The texts and musical material are presented in
a fragmentary manner, with no sequential development. The analysis will consider
compositional and dramaturgical features, including work with poetic primary
sources.

Keywords: Mark L. Buloshnikov, (un)possible songs, Lermontov, Blok,
Tyutchev
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JAmvurpuii IllocrakoBu4 1 ero Muiaamui coppeMmeHHuk Cuiinab Ban:
ouorpaduueckue napariejid U TBOpUecKUe nepeceueHus

B cranoBnenun Banm CuwimHa (pox. 1936, mpoBuHnus I'aHbcy, Kurail) kak
KOMIIO3UTOpAa He IOCJEJHIOI POJIb ChIFpasio cUM@OHUYECKOE Hacaeaue
. 1. llocrakoBuya. OH mpuobperanl M CaMOCTOATEIbHO H3y4Ya MapTUTYPhI
COBETCKOTO MacTepa, IIOCelaJl KOHIIEPThI C ero My3blkoh. K campIM ApKUM
BOCIIOMUHAHUAM KUTAWCKOTO KOMIIO3UTOpAa OTHOCUTCA HucnosHeHne CumMdboHUU
Ne11 B Illamxae racrpoaupyomuM [J'ocyZapCTBEHHBIM  aKaJeMHUYECKUM
cuMmponuueckuMm opkectpoM CCCP (nupuxep K. IBaHOB) B 1959 rozy.

B. H. XosonoBa Bo BpeMsA cBoero Busuta B IlekuH B 1991 roay Ha3Bajsia Ban
CwinHsA  «mOpojoJiKaTesJeM JIMHUHM HENPEKJIOHHOTO “BOeHHO-0apabaHHOTO”
[ITocrakoBuya». Kutaiickuii KOMIO3UTOP HE OTPUIIAET BJIUSHUSA CBOErO CTapIIIETO
COBpeMeHHUKa. B-nepByio ouepenb OH BUIUT 5TO BIUSAHUE B «JJIMHHOM JIbIXaHUU
MY3bIKH», TO €CThb NPOAOJLKUTENbHBIX IMOCTPOEHUAX C eJUHBIM pPUTMOM,
OPKECTPOBKOM, TEMIIOM U COCTOSIHHEM. DTO HAXOJUT OTPA*KEHHE B MCIOJIb30BAaHUU
PENeTUTUBHON TEXHUKH, 0€CKOHEUHBIX KAaHOHOB, (popM basso u soprano ostinato.
Ocoboe 3HaUYeHNE B MY3bIKE «JJIMHHOTO JbIXaHUsI» UTPAIOT MTHKOBbIE 30HBI. OO60UM
KOMIIO3UTOPaM CBOMCTBEHHBI «MeJIOAUYECKUE KyJIbMUHAIMU»: «MHOTO3TaKHBIE»
MIPOBEJIEHUA MEJIOIUU OPKECTPOBBIM TYTTH CO CMBICJIOBBIMH I1ay3aMU BHYTPH.

Kpome Toro, Bce KuUTaliCKHe HCCI€IOBATENN CUMMOHHUUYECKOTO TBOPUECTBA
Ban CuinHsA OTMEYAIOT «Tparuveckuiul Ayx» ero mpousBefeHnii. CaM KOMIIO3UTOP
0OBsACHSET 5TO OTPaA’KEHHEM B MY3bIKE CBOEro MHPOBO33peHUsA. OHO BO MHOTOM
CJIOKWJIOCH B Tepro/i Ky bTypHOI PEBOJIIOIUH, KOT/Ia OH OB perpeccHpoBaH 3a
MIOJIJIEP’KKY 3allaJ[HOT0 HCKycCTBAa. ITO CO3/JaeT HEKOTOPYyI Omorpaduyeckyro
Mapajuiesib MeXX/ly IByMA KOMIIO3UTOPAMHU.

Ban CuinHP NOYTHJI MAMATh CBOETO CTApIIEero COBPEMEHHUKA M YUYMTEJIA,
HaIlMCaB K JleCATUIETHEN TojoBIMHE co aHsA cMmeptu IllocrakoBuua JIBe
cuMmdonuueckme mosMel « mmynabe» u «CteHanue» (1985).

KiroueBble cji0Ba: KyJbMHUHAIIMOHHAsA 30HA, OPKECTPOBKA, CUM@OHU4,
JOmutpuii lllocrakoBud, Ban CuyinHb, CKphITas IPOTPaMMHOCTD, OCTUHATO
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Dmitry Shostakovich and his Younger Contemporary Xilin Wang:
Biographical Parallels and Creative Intersections

The symphonic works of D. Shostakovich played an important role in the
development of Wang Xilin (born in 1936) as a composer. He acquired and
independently studied the scores of the Soviet master, attended concerts with his
music. His most vivid memories include the performance of Symphony No. 11 in
Shanghai by the touring State Academic Symphony Orchestra of the USSR
(conductor K. Ivanov) in 1959.

During her visit to Beijing in 1991, V. N. Kholopova called X. Wang “the
successor to the line of the unyielding ‘military drum’ Shostakovich.” The Chinese
composer does not deny the influence of his older contemporary. First of all, he sees
it in the “long breath of music”, that is, in lengthy constructions with a common
rhythm, orchestration, tempo or emotion. This is reflected in the technique and form
associated with repetition: endless canons, repetitive technique, basso-ostinato and
soprano-ostinato. Climactic zone plays a special role in the music of “long breathing”.
D. Shostakovich and X. Wang are related by “melodic climax” — multi-layer
performances of the melody in orchestral tutti, with meaningful pauses inside.

All Chinese researchers of Wang’s symphonic works note the “tragic spirit” of
his works. X. Wang explains this by the events of his life: the period of persecution
and exile during the Cultural Revolution. This in turn creates a biographical parallel
between the two contemporaries.

X. Wang. honored the memory of his elder contemporary and teacher by
writing the work Two Symphonic Poems: 1. Impetus, 2. Moan (1985) for the tenth
anniversary of Shostakovich’s death.

Keywords: climactic zone, orchestration, symphony, Shostakovich, Xilin
Wang, hidden program, ostinato
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IITocrakoBuu u bepr: napasuiesnu 1 nepecevyeHusd

15 AHBApA 2025 roja yuuia u3 ;ku3uu Tamapa HukostaeBHa JleBasgd — oquH U3
BeayInux uccienoBatesneir TBopuectBa . /. [lloctakoBruua. BeIOOp TeMBbI BBHI3BAH
’KeJITaHUeM OTZATh JJaHb IIaMATU JOPOTOMY YUUTEJII0 U KOJLJIETe.

Cpenu n3i001eHHBIX My3bIKOBequecKkux TeM Tamapsl HukosiaeBHBI — Tak
Ha3bIBaeMBbIH «JIBOMHOI MOPTPET», TAKUM OBLJIO U ee IIOC/IeHEe BBICTYILIEHHE Ha
temy «IllocrakoBuu u IllHuTke». Ha mepBBIN B3IJIAZ, CO3JaHHE MHOA0OHOTO
nBoriHoro toptpera IlloctakoBuua ©W bepra Bpsii JIM BO3MOMKHO: 3THX
KOMIIO3UTOPOB, KOTOPBbIE HEOCIIOPUMO IIPUHAJJIEKAT K KJIaCCUKAM My3bIKU XX
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BEKa, CJIMIIKOM MHOroe pasjesnder. VX pazbeauHAET IPOCTPAHCTBO U BpeMsd, UX
OTJINYAET OTHOILIEHWE K aBaHTapAy U COLMATIbHO-3HAUMMOMY B UCKYCCTBE, HAKOHeIl,
HECXO/ICTBO UX 00yCJIOBJIEHO IPUHIUIINAIILHO PA3JIUUYHBIM CTaTyCOM KOMIIO3UTOpPA
B CCCP u Ha 3anaje: ecinu IllocTakoBUY MPU BCEM JpaMaTHU3MeE €ro Cy/bObl ObLI
odUINAILHO TPU3HAHHBIM KOMIIO3UTOPOM HOMep ofuH B Coio3e, GUTypoi OUTH
MHU(OSIOTU3UPOBAHHON, HU bepry, Hu KoMy-JIn60 THOMY U3 €r0 MOKOJIeHUS 3aHATh
I0Z00HOE MOJIOJKEHHE B CBOEM OTE€UECTBE OBLJIIO HEBO3MOXKHO B ITPUHITHIIE.

Tem He MeHee, B TBopueckux cyapbax IllocrakoBuua u bepra ObuIN
U riepeceveHus, U napauienu. PoKycHOU TOUKOH CTajia JIEHUHTPA/ICKas IpeMbepa
«Bormieka» 1927 roma, Ha KOTOPOM KOMIIO3UTOPHI BCTpeTWIUCH JiMyHO. OHa
OKazajiach IMPEJABECTHEM ITOCTEAYIOIIEr0 MHPOBOrO TpuyMda OEproBCKON OIephl
U UMIIyJIbCOM K IIOMCKAaM COBPEMEHHOIO OIIEpHOTO CTWIA y  MOJIOAOTO
[IlocrakoBuua, peanus3oBaBiIuxcsa B omnepe «Hoc». Bepr, B cBoW ouepenb, OBbLI
ceuzieresieM ycnexa IllocrakoBuua Ha 3amnaze: B 1928 rofy OH IIPUCYTCTBOBAJI Ha
BeHCckoM 1ipeMbepe IlepBoit cumdonun IllocTakoBuua, IMoOcCjaal ee aBTOPY
BOCTOP>KEHHBIHN OT3BIB (K COXKaJIEHUIO, OH He JIOCTUT aJipecaTa) 1, OU€BUIHO, B35LJI HA
IIPOCMOTP HOTBHI coumHeHuA. Ckopee Bcero, B AHBape 1936-ro IllocrakoBuu
IIPUCYTCTBOBAJI U Ha JIECHUHTPA/ICKOU IpeMbepe «JIyny-cuMbOHUM», TOCBAIIEHHON
namMATu bepra. CBA3b UX UMeH B 1930-€ TOAbl OKa3ajach ApPaMaTUYHOW: KOrAa
pasBepHysiach KammaHusg IpotuB «Jlemu MakbGer», IllocrakoBuYy HEW3MEHHO
IIPUIIOMUHAIN «HEraTUBHOE» BJIMAHWE onepbl bepra, B CBOIO o4epelb, CTAThA
«CymMOyp BMECTO MY3BIKH» MOCIYKHJIA BEPOSITHON HMPUYUHON OTMEHBI KOHIIEPTA
nmaMmATU bepra, 3armianupoBanHoro B Mockse.

I'opaszo ciiokHee mpoBOAUTH napauienu Mexay beprom u IllocrakoBuuem
B c(pepe XymoskeCcTBeHHO-TUIIONOTUYecKOU. Ho m OHM BO3MOXKHBI. B ux umcie —
IIPEEMCTBEHHOCTH C POMAHTHUYECKOU TPpaJUITUEN, IIPOIecCyaTbHOCTh MYy3bIKJIBHOTO
MBIIIJIEHUSA, CKJIOHHOCTD K 330I0BY fI3BIKY U TAaUHOU IIpOrpaMMe, UCIIOJIb30BaHUE
aBTOMOHOT'PaMM U IUTAT (K CJIOBY, TBOPUYECTBO U TOTO U JAPYTrOrO MPUHAIJIEKUT
K IJIaBHBIM OOBEKTaM TIepMEeHEBTHYECKOTO WCTOJIKOBAaHHUsA MY3bIKH), HaKOHEI],
M3BECTHOE CXO/ICTBO B PeLIENIIUH UX My3bIKH, KOTOPAas, C OJHON CTOPOHBI, OKa3a/1ach
KaMHEM IPEeTKHOBEHUs /I IIUPOKOW ITyOJIMKYW KakKk Ype3BbIYAHHO CJIOKHAS
Y HEMIOHATHAsA, C APYTOH JKe, CTajJla MUIIIEHbI0 KPUTUKHU PAAUKAIBHOTO aBaHTap/a
KaK HeJJOCTAaTOYHO IIPOrPECCUBHAA WU K€ KOMIIPOMUCCHAA. PacKpbITHe 3TUX TOUEK
NIPUTAKEHUA-OTTAIKUBAHUA IIOCHY>KUT He TOJIBKO JIydllleMy IIOHUMaHUIO
TBOPUYECTBA JIByX ITPOTAarOHUCTOB, HO U O0JIee TIIyOOKOMY OCO3HAHHIO BCel KapTUHBI
My3bIKU XX Beka.

KaroueBbie ciaoBa: [mutpuii IllocrakoBud, Annb6aH bepr, Tumosorus
XyO>KECTBEHHOTO TBOPYECTBA, CKPHITAd IIPpOrpaMMa, I'e€pMEHEeBTHKA, aBaHTap[
U TpaAUIUA

Shostakovich and Berg: Parallels and Intersections

On January 15, 2025, Tamara Nikolaevna Levaya, one of the leading
researchers of D. Shostakovich’s work, passed away. The choice of the topic was
prompted by the desire to pay tribute to the memory of a dear teacher and colleague.

Among Tamara Nikolaevna’s favorite musicological themes is the so-called
“double portrait”, such was her last performance on the theme Shostakovich and
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Schnittke. At first glance, the creation of such a double portrait of Shostakovich and
Berg is hardly possible: these composers, who indisputably belong to the classics of
twentieth-century music, share too much. They are separated by space and time, they
are distinguished by their attitude to the avant-garde and socially significant in art,
and finally, their dissimilarity is due to the fundamentally different status of the
composer in the USSR and in the West: if Shostakovich, for all the drama of his fate,
was officially recognized as the number one composer in the Union, a figure almost
mythologized, it was impossible for either Berg or anyone else from his generation to
occupy such a position in their homeland in principle.

Nevertheless, there were intersections and parallels in the creative destinies of
Shostakovich and Berg. The focal point was the Leningrad premiere of Wozzeck in
1927, where the composers met in person. It became a harbinger of the subsequent
world triumph of the Berg’s opera and an impulse to the search for a modern opera
style from the young Shostakovich, realized in the opera The Nose. Berg, in turn,
witnessed Shostakovich’s success in the West: in 1928, he attended the Vienna
premiere of Shostakovich’s First Symphony, sent its author an enthusiastic review
(unfortunately, it did not reach the addressee) and, obviously, took the sheet music
of the composition to view. Most likely, in January 1936, Shostakovich attended the
Leningrad premiere of the Lulu-Symphony, dedicated to Berg’s memory. The
connection between their names in the 1930s turned out to be dramatic: when the
campaign against Lady Macbeth unfolded, Shostakovich was invariably reminded of
the “negative” influence of Berg’s opera, in turn, the article Confusion Instead of
Music served as the probable reason for the cancellation of the Berg memorial concert
scheduled in Moscow.

It is much more difficult to draw parallels between Berg and Shostakovich in
the field of artistic typology. But they are also possible. These include continuity with
the romantic tradition, the processivity of musical thinking, a penchant for Aesopian
language and a secret program, the use of automonograms and quotations (by the
way, the work of both belongs to the main objects of hermeneutic interpretation of
music), and finally, the well-known similarity in the reception of their music, which
turned out to be a stumbling block for the general public as extremely complex and
incomprehensible, on the other hand, it became the target of criticism by the radical
avant-garde as insufficiently progressive or compromising. The disclosure of these
points of attraction and repulsion will serve not only to a better understanding of the
work of the two protagonists, but also to a deeper understanding of the whole picture
of twentieth-century music.

Keywords: Dmitry Shostakovich, Alban Berg, typology of artistic creation,
hidden agenda, hermeneutics, avant-garde and tradition
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IIlymoBOI1 acCIEKT B pAHHUX 3KCIIEPUMEHTATBHBIX CUM(POHUAX
J1. . IllocrakoBuua

«KnaccmueckuM» 00pas3lioM NIYMOBOH MYy3BIKM 1920-X TOZOB IO IIPaBY
cuuraetrcs «CumpoHUs ryqkoB» ApceHus ABpaamMoBa, OZTHAKO IIIyMOBbIE OTTOJIOCKU
BCTpEUAloTCAd W B JIpDYTUX NMApTUTypaxX 3TOTO BpeMeHHW. B mpejyiaraemMom J0oKJaze
paccmaTtpuBatoTca Bropad u Tperba cumponun Ivutpusa llocrakoBuya ¢ TOUKH
3peHUs «IIIyMOBOU COCTaBJIAIOIIE», B KOHTEKCTE TeaTPaIN30BaHHbBIX ITPA3/IHECTB
IIePBBIX [1OCJIEPEBOIOIUOHHBIX JIeT. K mocieJHUM OTCBhLIAIOT TaKWe IIPUeMBbl, KaK
sgpKas 3BYKOU300pa3suTeIbHOCTh, MOHTAXXHBIU NOpUHIUN (opMoobpa3zoBaHus,
CKaH/IUPOBAaHUE U XOpoBas peuyurtanusa. B ¢punane Bropoul cum@poHun BKIo4aeTcsa
cupeHa wiu GabpUUHBIA TYAOK — €AUHCTBEHHBIM HEOOBIUHBIM HWHCTPYMEHT
B mapturype. JIpyrue nryMmoBble 3(p@eKThl co3/1a10TCA OOBIYHBIMU OPKECTPOBBIMU
CpeACTBAMU, CPeAN KOTOPBIX 0COOEHHO BBIJIEJIAIOTCSA IBA 3IIU30/1a: 3BYKOBasA Macca
CTPYHHBIX HUHCTPYMEHTOB KaK COHOPHOE II0JI€ B HaYaJle COYNHEHUA U 13-TOJIOCHAA
MMUTAIUsA B paszesie, BeAyllleM K KyJbMHUHAIUU. BeplmimHa My3bIKaJIbHOU
opranuzanuu, noaudoHUd, Aaxke ecJad HTO «UMUTANUA NTOJIUPOHUU»,
IpeBpaimiaercsd 37eCb B CBOIO IIPOTHUBOIIOJIOXKHOCTh — aJeaTOPUYECKHU Xaoc
U, B pe3ysibTaTe, B ImyM. O6a 3mm307a COCTaBJAIOT CBOeOOpasHble IIIyMOBbIE
(opMyJIBI, KOTOPBIE IPOCIEKUBAIOTCA B ITOCIEYIOIUX COYNHEHUAX, UTO TO3BOJIAET
paccMaTpUBaTh WX B KAa4yecTBe IIOBTOPAIOIUXCA (PUIYpP «UHTEPTEKCTYyaJIbHOTO
MUChMa» KOMITO3UTOPA.

KaioueBbie ciaoBa: /[mutpuii IlloctakoBuu, Bropas cumdonus, TpeTbs
cuMOoHUS, IITyMOBAsA My3bIKa

The Noise Aspect in the Early Experimental Symphonies
of D. D. Shostakovich

A “classic” example of noise music from the 1920s is rightly considered Arseny
Avraamov’s Symphony of Sirens; however, echoes of noise also appear in other
scores from that time. This paper examines Dmitri Shostakovich’s Second and Third
Symphonies from the perspective of their “noise components,” in the context of the
theatrical celebrations of the early post-revolutionary years. The report refers to
techniques such as vivid sound imagery, a montage principle of form, chanting, and
choral recitation. The finale of the Second Symphony includes a siren or factory
whistle — the only unusual instrument in the score. Other noise effects are created
using conventional orchestral means, with two episodes particularly standing out: a
sound mass of string instruments as a sonorous field at the beginning of the piece,
and a 13-voiced imitation in the section leading up to the climax. The apex of musical
organization, polyphony, even if it is “imitation of polyphony,” here turns into its
opposite—aleatoric chaos, resulting in noise. Both episodes form distinctive noise
formulas that can be traced in subsequent works, allowing them to be viewed as
recurring figures of the composer’s “intertextual writing.”

Keywords: Dmitry Shostakovich, Second Symphony, Third Symphony, noise
music
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ABTroouorpadusa kak pakTop My3bIKATbHOU KOMIIO3UI[HUH:
00 onepe «MHTep™Meno» Puxapaa IlITpayca

s tBopuectBa Puxappaa IllTpayca oueHb THIIHMYHBI aBTOOMOrpadudeckue
KOHHOTanuu. OcoOEHHOCTh KOMIIO3UTOPA COCTOUT, BO-IIEPBBIX, B TOM, UTO Y HETO
OHU CBS3aHbI HE C BOIUIOIIEHHEM MUPOBO33peHUs, punocodpuu, JyXOBHOTO MUPA
TBOpIIA — KaK 3TO YTBEPAWIOCH B POMAHTUYECKOU ACTETHUKE, — A C MOJIPOOHOCTAMU
peasbHOM JKWU3HU YaCTHOTO JiKIla. Bo-BTOpHIX, cdepol BOIUIOIIEHUS JTOU
IIPUBATHOM c(ephl CTAHOBATCA HE Te JKAHPbI, C KOTOPHIMH TPAJIUIIMOHHO CBI3aH
HCIIOBEJAJIBHBIN CTPON BBbIpa)keHHs (IlecHs, KaMepHas My3bIKa), a >KaHPBI
nmybsmuHble — cuMm@onus («Jomarusas cumdonus») u onepa («MHTEpMenIo»).

B «HWaTepMmeno» (1923) aBTobuorpaduueckas MoAOIIIEKA IPOSIBJISETCS
HanboJIee HEMOCPEICTBEHHO U Pa3HOIIaHOBO. CIOJKET OlepPhl OCHOBAH HA 3IHU30/1e
U3 CEMENHON JKU3HH KOMIIO3UTOpa, a IJIaBHbIe IeWCTBYIOIME JIMIAa —
karnespMericrep PoOept IllTopx u ero sxkeHa KpuctuHa — craHoBATcA alter ego
camoro IllTpayca u ero cynpyru Ilayaunsl. B 1ubperro, Hanmcanuom IllTpaycom,
BOCITPOU3BE/IEHBI MTO/IJIMHHBIE JeTaTU UX 001eH . [Ipu MOMOIIM MHOTOYHCIIEHHBIX
IIUTAT B MMAPTUTYPE IMOSICHAIOTCA KaK 00CTOATEHCTBA MPOdeCCHOHATbHON KU3HU
KOMIIO3UTOPA, TaK U €T0 3CTETUUECKHE YOEKEeHUS.

buorpaduuecku-I0KyMeHTaIbHBIN XapakTep «l/IHTepMerio» CTaHOBUTCA
BaKHBIM (PAaKTOPOM €ro HOBU3HBI. DTy KOMEUIO U3 COBPEMEHHON >KHU3HU MOKHO
paccMaTpUBATh Kak IpeJiTeuy Zeitoper — TJIaBHOTO MY3bIKAJIBHOTO KaHPA «HOBOM
BEIECTBEHHOCTU» 1920-X To0B. /I[paMaTypruueckoe pa3BUTHE B TPAJUIIMOHHOM
IIOHMMAHUHU B OIllEpe OTCYTCTBYET: OHA COCTOUT U3 OT/IEJbHBIX KOHTPACTHBIX CIIEH-
3apHUCOBOK, KaK OYITO «KHHOKAAPOB». B My3bIKAJIbHOM OTHOIIIEHUH « THTEpMeIIIo»
aiaa IITpayca crasno skcnepuMeHTOM. PasBuBas uzeu Ilposiora k¥ «ApuagHe Ha
Haxkxcoce», OH cTpeMuJIcs 37leChb YTBEPJIUTH IJIABEHCTBO CJIOBA U, KAaK CJIE/ICTBUE,
My3BIKaJIbHOU JlekiaMmaruu (parlando) BoO BCeBO3MOKHBIX ee Tpaganusax. OpkecTp,
BCETJIa CIIY?KUBIIUM JIJIA KOMIIO3UTOPaA IJIaBHBIM BBIPA3UTEILHBIM CPEZCTBOM,
B «IHTEpMeNIl0» KOJUYEeCTBEHHO OTPAHUYEH U BHYTPH CI[€H TPAaKTOBaH KaMEPHO.
Ero mopyimaHOE 3HA4YeHHE IPOSIBISETCS B CHMMPOHUYECKNX WHTEPJTIONUAX MEKIY
CIleHaMM, KOTOpbl€ pACKPBIBAIOT MCTUHHOE JIpaMaTU4YeCKOe COJiepKaHue
npoucxosimero. CoOTHOINIEHWE CIEH W WHTEPJIIOAUN HPU STOM YIIOA00JsIeTcs
TPAIUIIMOHHON TTape «PEYUTATUB — apHs» B YKPYITHEHHOM Bujie. Takum obpazom,
naxke tam, rae IllTpayc mocraBui nepes cobor 3a71auy BHIBECTU HA TIEPETHUN TJIaH
CJIOBO, OH B KOHEYHOM CUETE YTBEPIK/IAET 3HAUEHE OPKECTPA KAaK HOCUTEJIS TJTABHOU
MY3bIKAALHOIL CyOCTaHITUN COUNHEHUS.

KmioueBble cioBa: Puxapa IllTpaye, My3bIKaJbHBIM TeaTp, oIlepa
«IHTEepMeIIo», aBTOONOTPpapUIHOCTD, SIKCIIEPUMEHT B OTIEPHOM >KaHpe
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Autobiography as a Factor of Musical Composition:
On the Opera Intermezzo by Richard Strauss

Autobiographical connotations are very typical for the works of Richard
Strauss. The peculiarity of the composer is, firstly, that for him they are connected
not with the embodiment of the worldview, philosophy, spiritual world of the
creator — as was established in romantic aesthetics — but with the details of the real
life of a private person. Secondly, the sphere of embodiment of this private sphere is
not those genres with which the intimate expression is traditionally associated (song,
chamber music), but public genres — symphony (Symphonia domestica) and opera
(Intermezzo).

In Intermezzo (1923) the autobiographical background is manifested most
directly. The plot of the opera is based on an episode from the family life of the
composer, and the main characters — capellmeister Robert Storch and his wife
Christine are the alter ego of Strauss himself and his wife Paulina. The libretto,
written by Strauss, reproduces the authentic details of their conversation. The score
explains both the circumstances of composer’s professional life and his aesthetic
convictions with the help of numerous quotations.

The biographical-documentary nature of Intermezzo becomes an important
factor in its novelty. This comedy from contemporary life can be seen as a forerunner
of Zeitoper, the main musical genre of the “new objectivity” of the 1920s. The opera
lacks dramatic development in the traditional sense: it consists of separate
contrasting scenes-sketches, like “film frames”. In musical terms, Intermezzo became
an experiment for Strauss. Developing the ideas of the Prologue to Ariadne auf
Naxos, he sought to assert the primacy of the word and, as a consequence, musical
declamation (parlando) in all its gradations. The orchestra, which has always served
as the composer’s main means of expression, is limited in quantity and is treated in
a chamber-like manner within the scenes. Its true significance is revealed in the
symphonic interludes between the scenes, which unveil the true dramatic content of
what is happening. The relationship between scenes and interludes is close to the
traditional pair “recitative — aria” in an enlarged form. Thus, even where Strauss set
himself the task of bringing the word to the foreground, he ultimately affirms the
significance of the orchestra as the bearer of the main musical substance of the work.

Keywords: Richard Strauss, opera, Intermezzo, autobiographical
connotations, experiment in opera genre
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ITaccakaibs 1 YakoHaA B onnepax Tomaca Axeca

B noxsiazie paccmatpuBaeTcs MpeoMJIeHUe BapUAIlMOHHO-TIOJIN(POHUYECKUX
dopwm B AByx onepax 6puraHckoro komiosuTopa Tomaca Azeca: «Bypsi» (2004) o
nbece Yunbsama lllekcnupa u «AHresn-ucrtpebutenb» (2016) 1Mo OAHOUMEHHOMY
dunpmy Jlynca ByHiossnsa. B kaxaoMm u3 ciydyaeB 0acco-OCTMHATHASA CTPYKTYpA,
B [IPOJIOJIKEHUE TPAAUIUN AHTJIMHCKOTO MY3BIKQJIBHOTO TeaTpa, (QUKCUPYET
Ba)KHEHIIIe MOMEHTBHI B CTAaHOBJIEHHU II€JIOCTHOTO XyA0>KeCTBEHHOro oOpasa
counHeHUsA, GOpMUPYA 0coboe JAyXOBHOe mpocTpaHcTBOo. B dunane «Bypu»
Iaccakajabs IOJIOKEHAa B OCHOBY UTOroBOro KBUHTEeTa NIpUMUPEHHs TrepoeB
danTactuueckoi wucropun (4-a cuena III pgedictBusi). B Hauane «AHrena-
vcTpeOuTess» 4YaKOHA, Kak OIpesesseT CIeHy caM KOMIIO3UTOP, CJIYKUT
My3bIKaJIbHBIM (DYyHIAaMEHTOM JUUIsI aHCAaMOJISI-TIPEeICTaBJIEHUs TOCTEN, BXOZSIIUX
B OCOOHSIK-3aMaJIHI0 — TJIABHOE MeECTO JIEMCTBUA U B MUCTHYECKOM (uibMe
ByHroass, u B oniepe Azieca (3-s cuena I getictBusi). Pazimuaus IByX BapHamuoOHHO-
1o OHNUECKUX KOHCTPYKITHIM, KOJIOBON M SKCIO3UIIMOHHOM, HE UCUEPITHIBAIOTCS
UX POJIbI0 B KOMIIO3UIIUU OIEpP, MOCKOJIbKY B KaXKJIOM U3 CIydaeB Ajilec HaXOJUT
WHAVUBU/IyaJIbHbIE JpaMaTyprudyeckue pelleHuss Tpu  obmed  JByxdaszHOU
OpraHU3ally BapUallMOHHO-NONNGOHNYECKHUX aHcambsieli. KBUHTET mpUMUpeHUs
B «bype» (TeMa u 16 mosMbOHNYECKUX BapUAIIUH U3 IBYX PABHBIX MOATPYTII) UMEET
KpelleHINPYIOINY TUT Pa3BUTHA, C HEYKJIOHHBIM JIBIKEHHUEM OT CyMpakKa K CBeTY,
OT OJIU(POHUYECKOTO MHOTOTOJIOCUSA K MOHOJIMTHOMY TapMOHUYECKOMY €JUHCTBY
B C-dur. Bo BTOpO¥l omepe 6acco-oCTHHATHBIA aHCaMOJIb OpraHW30BaH 0OoJee
CJIOKHO: 15 Bapwalui, CJIeAyIONIIUX 3a TEMOW, paclaZaioTcs Ha JABE HOATPYIIIHI,
IIOCKOJIBKY TOCTH BXOAAT B JoM aBaxkabl (!). CroppeanucTUUecKuil MOBTOP,
3aJlaHHBIN KUHOKaZpamMu (M JIMOPETTO), MPUBOAUT K BHICTPAMBAHUIO CBOOOIHOU
MY3BbIKaJIbHON PeNpuU3bl, I7I€ MPOUCXOAUT IMOCTENIEHHBIN PA3JI0M OCTUHATHOU TEMBI,
CJIOBHO CaMa peaJbHOCTh TpaHcopMupyeTrcss U ckuMaercd. Tak, omupasch Ha
HacJIelve CBOUX IIPeJIIIeCTBeHHUKOB (1mpeke Bcero benskamuna bpurrena), Axec
MOJIEPHU3UPYET CTApUHHbIE )KaHPbI ITACCKAIBU U YAKOHBI B YCJIOBUAX COBPEMEHHOU
OIIEPHI.

KiroueBble cjioBa: COBpeMeHHas aHTJIMNcKas onepa, Tomac Anec, « Bypsi»,
«AHTeN-UCTPeOUTENb», BapUAIlMOHHO-TIONNGOHNYECKE (OPMBI, KOMIIO3UIHS,
JipaMaryprus, Tpaguuuu, benapkamun bpurren

Passacaglia and Chaconne in the Operas by Thomas Adés

The paper is focused on the using variation-polyphonic forms in two operas
by the British composer Thomas Ades: The Tempest (2004) based on the play
by William Shakespeare and The Exterminating Angel (2016) based on the film of
the same name by Luis Bufiuel. In each case, the basso-ostinato structure, in
continuation of the English musical theater traditions, captures the most important
moments in the formation of the whole artistic image of the work, forming a special
spiritual space. In the finale of The Tempest, the passacaglia forms the basis in the
final Quintet of reconciliation of the heroes in the fantastic story (Scene 4 of Act III).
At the beginning of The Exterminating Angel, the chaconne, as the composer himself
defines the scene, serves as the musical foundation for the ensemble-presentation of
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the guests entering the mansion-trap — the main place of action in both Bunuel’s
mystical film and Ades’s opera (Scene 3 of Act I). The differences between the two
variation-polyphonic constructions, with their coda and the exposition qualities, are
not limited to their role in the composition of the operas, since in each case Ades finds
individual dramaturgical solutions — with a common two-phase organization of
variation-polyphonic ensembles. The Quintet of reconciliation in The Tempest
(theme and 16 polyphonic variations in two equal subgroups) has a crescendo type of
development, with a steady movement from darkness to light, from polyphony to a
monolithic harmonic unity in C major. In the second opera, the basso-ostinato
ensemble is organized in a more complex way: 15 variations following the theme are
divided into two subgroups, since the guests enter the house twice (!). The surrealistic
repetition, determined by the film (and the libretto), leads to the construction of a
free musical reprise, where a gradual breakdown of the ostinato theme occurs, as if
reality itself is transformed and compressed. Thus, relying on the legacy of his
predecessors, and above all Benjamin Britten, Ades modernizes the ancient genres of
passacaglia and chaconne in the context of modern opera.

Keywords: modern English opera, Thomas Ades, The Tempest, The
Exterminating Angel, variation-polyphonic forms, composition, dramaturgy,
traditions, Benjamin Britten
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Konmnent ropoga B mosme «Ilerepoypr» I'. B. CBupugoBa

[leTepOypr — TOpOJA, C CaMOr0 OCHOBaHHs IIPOHU3AHHBIM TaWHaMU,
cuMBoJIaMU U mapagokcamu. Ilopoxkaas, mo cioBam b. B. AcadbeBa, «oliylieHue
MIPU3PAYHOCTH U OPEHHOCTU BCEro, a OTCIOZAa U OCTPOE JIIOOOIBITCTBO K IMPOIIECCY
pa3pylieHuss U CMEPTU», OH OKAa3bIBA€TCS MOIIHBIM CMBICJIOBBIM KOHIIEITOM,
00beTMHAIONUM B ce0e BEJIMKOJIENIHYI0 apXUTEKTypy, NaMATHUKH CTapUHBI,
JKUBOIIMCHOCTh U My3BbIKaJIbHOCTE. B Tpyzax B. H. Tommoposa, paccMaTpuBaroiiero
8HYMpPeHHee COCMOosHUe, NPupody U KYAbMmypy CEBEPHOU CTOJIUIIBI, IMOSBIISIETCS
TEPMHUH «nemepOypacKkuil mekcm», TMOAPa3yMEBAIOIIUN COOCTBEHHBIU «SI3BIK»
ropojia, COOTBETCTBYIOIHI ero cruiato. HensmeHHo mpuBiiekaeT Tema Ilerepbypra
I'. B. CBupuzioBa: KOMIIO3UTOP BOIUIOTUJ 00pa3 ropojia B psj/ie CBOUX COUYMHEHUH,
3a/lyMaB I'PaH/IN03HbIN IIUKJI U3 UeTbIpexX KaHuTaT: «[lecHu o Poccuu. Mucrepusi».

B TBOpuectBe CBuUpuAOBa 006pa3bl IlerepOypra HepaspbIBHO CBS3aHBI
c moa3uelr A. A. biioka. Ha ero cjioBa KOMIIO3UTOPOM HAIIMCAHbI XOPOBBIE ITHUKJIBI:
«Ilerepbyprckue necuu», « Hounsle obsaka», «I[lecuu 6e3Bpemenbsa», « Tpu xopa»,
«'pycTHBIE TIECHU», a TaKXKe OTAeJbHbIe XOpPbl M POMAHCHI, He3aKOHUYEHHAAd
oparopus «/lBeHaauaTp».

[TonsATHE «T1ETEPOYPICKUIL TEKCT», BBEIEHHOE TOMOPOBHIM, ITPEANOJIaraeT He YTo-
TO 3aKOHUYEHHOE, a, KaK 1 JII000H TEKCT, [IOCTOSTHHO PACIITHUPSIOIIEECs U PAa3BUBAIOIIEECS.
[IpeTBOpsAsA TIJIaBHble KOHIENTyaIbHble JIMHUM, CHOPMYJIMPOBAHHBIE YYEHBIM,
CBupuziOB B BOKaJIbHOU 1oaMe «IletepOypr» Ha cioBa biioka (1995) co3ziaeT HOBBIE.
B neBaTH HOMepax 03MbI My3bIKAJIbHAA JIEKCUKA B COUETAHUU CO CJIOBECHBIM TEKCTOM
cozmaet o6passl 20poda («Dirorep», «3010TOE BecI0», «fl MPUTBOXKIAEH K TPAKTUPHOMN
croiike», «IlerepOyprckas meceHka»), npekpacHou damwl («HeBecra», «Berep mpunec
uzzaneka», « boromareppb B ropozie»), anokaauncuca («I'osoc u3 xopa», « PoxkaeHHbIe
B I0/1a TIIyXUE» ).

B pazHbpIXx HOMepax LUKJA ABHO WU MOJACIYyAHO INPUCYTCTBYIOT pa3jINYHbIE
IeperieTeHUs1 OCHOBHBIX CMBICJIOBBIX JIMHUU. B 11e510M, c8upudosckuil ITemepbype
IpeJicTaBJIsieT COOOM CaMOCTOATEbHBIM  KYJIBTYPOJOTUYECKUN OOBEKT A
U3y4YeHUs.

KiaroueBbie ciaoBa: Ilerepbypr, 1merepOyprckuii TeKCT, KOHIIEIT,
I'. B. CBupuzioB, b. B. AcadweB, B. H. Tomopos, A.A.bsok, ropoj, npeKpacHas
JlaMa, allOKJTUIICUC

The concept of the city in the poem Petersburg by G. V. Sviridov
Since the very beginning of its foundation, St. Petersburg has been riddled with

mysteries, symbols and paradoxes. Generating, according to B. V. Asafiev, “a sense of
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the illusory and impermanence of everything, and hence a keen curiosity about the
process of destruction and death,” it turns out to be a powerful semantic concept that
combines magnificent architecture, ancient monuments, picturesqueness and
musicality. All these features of the city in V. N. Toporov’s concept were named
“petersburg text”, implying its own “language”.

In his works, the scientist examines such aspects of St. Petersburg as the
internal state, nature and culture. Invariably attracting G.V. Sviridov, who
repeatedly addressed the theme of St. Petersburg, the composer embodied the image
of the city in a number of his compositions, conceiving a grandiose cycle of four
cantatas: Songs about Russia. The Mystery.

In Sviridov’s work, the images of St. Petersburg are inextricably linked with the
poetry of Blok. The composer wrote choral cycles based on his words: Petersburg
Songs, Night Clouds, Songs of Timelessness, Three Choirs, Sad Songs, as well as
separate choirs and romances, the unfinished oratorio The Twelve.

The concept of the “petersburg text” introduced by Toporov, does not imply
something complete, but, like any text, constantly expanding and developing.
Translating the main conceptual lines formulated by the scientist, Sviridov creates
new ones in the vocal poem Petersburg based on the words of Blok (1995). In nine
numbers of the poem, musical vocabulary combined with the verbal text creates
images: cities (Weather Vane, The Golden Oar, I'm Nailed to the Tavern Counter,
Petersburg Song); the Beautiful Lady (The Bride, The Wind Brought from Afar, Our
Lady of the City); the apocalypse (The Voice from the Choir, Born in the Year of the
Deaf).

In different numbers of the cycle, various interlacing of the main semantic lines
is clearly or implicitly present. In general, Sviridov’s Petersburg is an independent
cultural object for study.

Keywords: Petersburg, Petersburg text, concept, G.V. Sviridov,
B. V. Asafyev, V. N. Toporov, A. A. Blok, city, beautiful lady, apocalypse
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HoBast KOHIIeNnIUsA Pa3BUTUA PyCCKON MYy3bIKH

Bo BTOpO# mosioBuHE 1890-X — 1910-€ ro/bI (IIEPHO/], KOTOPBIN aBTOP /IOKJIa]1a
HasbIBaeT «Pycckum BoocyllecTBiieHreM») OTedecTBeHHAsA My3bIKa BXOJUT B KPYT
My3BbIKAJIbHBIX ~ KYJbTYP MHPOBOTO, TJIOOAJIbHOTO YPOBHSA —  HEMEIKOH,
dpanmysckoii u uUTambAHCKOU. B mpousBeseHusix CkpsiOuHa, PaxmaHWHOBA,
IIpokodreBa u CTPaBHHCKOTO COBEPINAETCA CKAYOK U3 IOTEHIIUAJIBHOTO
B aKTyaJIbHOE  HAI[MOHAJIbHO-XapaKTepHoe cocrosgHue. Craryc caMOOBITHOM
PETHOHAIBHON KYJIBTYPhI TPAaHCHOPMHUPYETCSA B CTAaTyC YHUBEPCATbHOU KYJILTYPBI
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C OTUETJIUBO BBIPAKEHHBIM YHHUKAJILHBIM MHUPOBOCHPUATHEM W MHUPOOIILYIIEHUEM.
N3 «Pycckoro Boocymecrsiienusi» Boipacraet CaHkT-IleTepOyprckas Kiaccuueckast
mKosia XX Beka, 00be/INHUBIIASA B CBOMX BPEMEHHBIX Ipefesiax (1910-e — 1970-€
roJibl) TBOPUYECTBO Tpex reHueB: CTpaBuHcKoro, ITpokodresa u IllocrakoBuya. B ux
MIPOU3BEIEHUAX BOCCO3/IaHbI HauoboJIee TUIUYHbIE (apxeTunimueckue)
BMOITMOHATbHO-CMBICJIOBBIE PEAKITUY YeJIOBEKA Ha OKPYKAIOIUH MUP.

B pa3zBuTHH 0TE€UECTBEHHOTO MY3bIKAJIBHOTO UCKYCCTBA ¢ 30-ro0B XIX Beka
710 70-To/10B XX BeKa MPOCIIEKUBAIOTCS YeThIpe ATarna:

« 30-50-e roxmpl XIX Beka — BakJaJblBAaHWE OCHOB, BBIpa3UBIIIEECS
B JIOCTIDKEHUM €BPONEUCKUX CTaHJApTOB KOMIIO3UTOPCKOTO peMeca,
B YCIIEIITHOM OIThITE OCBOEHUS (POJIBKIIOPA;

e 60-e — 1epBad IOJOBHUHA 90-Xx rozoB XIX Beka — HAIMOHAJIBHO-
OPUEHTUPOBAHHBIM POMAHTHU3M C IMOJACITYAHBIM BbI3pEBaHUEM B HEM HOBOTO,
yCTPEMJIEHHOTO B  Oyayliee TBOPYECKOTO MeToja —  OOBEKTHO-
1300pa3UTEIHPHOIO MOJIUMOPPU3MA;

e BTOpad nOosioBUHA 90-x rogoB XIX — 10-e rogel XX Beka — «Pycckoe
BoocyiiecrBienue»;

« 10-70-e rompl XX Beka — »smoxa CaHKT-IlerepOyprckoil KiiacCHUeCKOM

IITKOJIbI, OTMeYeHHAas1 IJ1I00TbHBIM JJOMUHUPOBAHUEM PYCCKON MY3bIKH.

TBopuecTBO TUTAHOB «Pycckoro BoocyiectBiienus» u Cankr-IlerepOyprekoi
KJIACCUYECKOU IIKOJIbI IIPEJOCTAaBJAeT HeucuyeplaeMble BO3MOXHOCTU JJIA
HauboJIee CJI0KHOTO BHU/Ia My3BbIKAJbHOTO aHAIN3a, HAIlEJIEHHOTO HA MOCTHIKEHUE
KpacoTtel. B mocTossHHO BO30OHOBJISIEMBIX YCUJIMUAX II0 JOCTHKEHUIO 3TOU Ieau
OTeYEeCTBEHHOE MY3bIKO3HAHHE O0peTeT CTaTyC a/IeKBAaTHOCTH IPEAMETY U3yUEeHUS.
ITO MOMOXKEeT BbIPAOOTATh 3CTETUUECKHE OPUEHTHPHI Ha Oyiylilee, TJIaBHBIM U3
KOTOPBIX — COOTBETCTBHE BEJIMKOMY HACJIEUI0, BHIPAKEHHOE B CIOCOOHOCTU €ro
JIAJIbHEUIIIET0 Pa3BUTHA.

KaroueBsie cioBa: «Pycckoe BoocymiectBienue», Caukr-IleTepOyprekas
Kiaccuyeckasa mkosna, Ckpsabun, PaxmanumHoB, IIpokodreB, CTpaBUHCKUH,
[MocrakoBuu

A New Concept in the Development of Russian Music

During the Russian Embodiment (about 1895-1910s), Russian music joined
the global club of the world’s musical cultures, side by side with the German, French,
and Italian traditions. Works by Scriabin, Rachmaninoff, Prokofiev, and Stravinsky
made the leap from potentially to actually representing the national character. An
independent regional culture’s status transformed into that of a universal culture
with unique and clearly expressed worldviews and perceptions. Out of the Russian
Embodiment grew the St. Petersburg Classic School of the 20th century, combining,
while it lasted (from the 1910s to 1970s), the creative output of three geniuses:
Stravinsky, Prokofiev, and Shostakovich. The most typical (archetypal) human
emotional and cognitive responses to the surrounding world are built into their
works.

There were four stages to the development of Russian musical artistry from the
1830s to 1970s:
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« 1830—1860: laying the foundations, as expressed by reaching European
standards for the compositional craft and successful experiments in
incorporating folklore;

« 1860-1895: nationally-oriented romanticism and, hidden within it, the
maturation of a new creative method that looked to the future: object-
descriptive polymorphism;

« 1895-1910s: the Russian Embodiment;

« 1910s—1970s: the era of the St. Petersburg Classic School, noted for the global
dominance of Russian music.

The creative work of the titans of the Russian Embodiment and St. Petersburg
Classic School present endless possibilities for a more complex type of musical
analysis centered on achieving Beauty. In constantly updating its attempts to achieve
that goal, Russian music scholarship takes on a status commensurate to its object of
study. This will help establish aesthetic guideposts for the future, chief among which
is a correspondence with this magnificent heritage expressed in terms of the
possibilities for its further development.

Keywords: Russian Embodiment, St. Petersburg Classic School, Scriabin,
Rachmaninoff, Prokofiev, Stravinsky, Shostakovich
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HoBaropckue uepTbl KOMIO3UTOPCKOM TexHUuKU 1. @. CTpaBHHCKOTO
BO BCTYILIEHUH K Oastety «2Kap-nrtuma»

Cpenu 11e1eBpOB BTOPOM MOJIOBUHBI QO-X IT. XIX — 10-x rT. XX CroJeTui
(mepuoj, KOTOPBIN aBTOP JIOKJIa7ia HasbIBaeT «PycckuM BoocytecTBiennem») ocoboe
MecTO TpUHAIIeKUT OanetHolt  Tpuage  CrpaBuHckoro — «Kap-nruna» —
«ITerpymka» — «BecHa cBsIeHHassi». B mepBoM 3jieMeHTe B3TON TPUAAbl aBTOP
HAIJISITHO  JIEMOHCTPUPYET — XYZI0KECTBEHHbIE ~ BO3MOXKHOCTH  MY3BIKAJIBHOTO
nosimMmopdusma. B komMmeHTapusax k 3anucu «Kap-nitunibl» Ha ayguorpaduyuecKux
pOJIMKaX JJIsl TMHAHOJIbI, OCYIIECTBJIEHHOW KOMIaHuWed «Jdonauickuii» (Aeolian) Bo
BTOPOM TIOJIOBUHE 1920-X T070B, CTpaBUHCKHN IIPUBOAUT HHTEPBAJIHHYIO
KOHCTPYKITHIO B BUJIe TTOCJIE0BATEILHOCTH TPEX TApMOHUYECKUX Tepuui pe—da, da-
06eMoJIb—JIs1-6€MOJIb, COJTb—CU-0EMOJTb. DTy KOHCTPYKIIMIO MOXKHO pAacCMaTPUBATh Kak
Mopdemy KareeBa napcrBa. OHa KjIaieTcsl B OCHOBY XapaKTEPUCTUKU MEPCOHAXKEN
KameeBa mapcrBa M CHUTyaluil ¢ uX y4dacTueM. Tak, B HaUaJbHBIX TaKTax OasieTa
WCIIOJIb30BaHbl JIBE ee pasHoBuaHocTu. Ha ¢oHe 3si0Bemie 3aBOpa*kUBaIOIIE
OKTaBHOM  TPEXJIOJIbHOCTH  BHOJIOHUEJIE ¥ KOHTpPabacoB  IIyHKTHPHO-
CUHKONMPOBAHHBIE TEPIUU Yy TPOMOOHOB BOCHPHUHHUMAIOTCS KaK CIIOpaJlUuecKue
TeJIOABKeHM s (DAaHTACTUUECKHUX CYIIIECTB.
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KOHTpamyHKT JByX CBSI3aHHBIX WHTEPBAJIBHBIM I10JI00HMEM, HO PUTMUYECKH,
dbakTypHO U TEMODOBO HECXOJHBIX B3JIEMEHTOB — OJIMH W3 IEPBBIX B MY3BIKE
CTpaBUHCKOr0 NPHUMEPOB TEKCTOBOrO BOIUIOMIEHUA MopdeMbl cpeabl. OT Hero
NIPOTATUBAIOTCA HUTU INPEEMCTBEHHOCTU K BCTYIIUTEJIBHOMY MHOI'03JIEMEHTHOMY
Mopdy «Ilerpymku», kK pguasiory arota U BaJTOpPHBI B Haudajie «BecHBbI
cBAleHHOW». Oco00T0 BHUMAHUSA 3aCIyKUBaeT KyJabMuHanusA Berymienus «Kap-
OTULBI» (TaKT 14). B 3BYKO-KOHCTPYKTUBHOM ILIAHE OHA OKa3bIBAETCS CJIOKHO
OpPTaHU30BAHHBIM  MATUOKTABHBIM  BUODUPYIOIIUM  CO3BYyYHEM  COHOPHO-
KJIACTEPDHOr0 TUIla. B ero oOCHOBY I0JIOKeHBI (aKTypHble T'OPHU30HTAJIH,
oOpa3oBaHHbIE PA3ITUUHBIMU COUETAHUAMU 00EPTOHOB HATYPAJILHOTO 3BYKOPS/Ia OT
3ByKa pe y MHCTPYMEHTOB CTPYHHOU rpynIiibl opkectpa. CTpaBUHCKUU IO MpPaBy
MOKET CUYUTATBCA IIePBOOTKPBIBATEJIEM 3TOr0 BBIpa3uTeJbHOro cpexacrBa. OHO
HCIIOJIb30BAHO TakKe B IpeApenpu3sHoM paszesne BerymieHus  «BecHBI
CBSIIIEHHOM ».

Karouessie ciaoBa: CrpaBuHckuli, «Kap-mrtuna», «Ilerpymka», «BecHa
CBAIeHHas», HOTUMOPGU3M

INNOVATIVE FEATURES OF STRAVINSKY’S COMPOSITIONAL
TECHNIQUE IN THE INTRODUCTION TO THE FIREBIRD

Among all the masterpieces of the Russian Embodiment, Stravinsky’s ballet
triad (The Firebird, Petrushka, and The Rite of Spring) holds a special place. In the
first element of this triad, the composer clearly demonstrates the artistic potential of
musical polymorphism. In his commentary to a recording of Firebird for
audiographic player piano rolls made by Aeolian in the late 1920s, Stravinsky
introduces an intervallic construction that is a sequence of three harmonic thirds: D—
F, F-flat—A-flat, and G—B-flat. We can consider this construction to be the
morpheme of Kastchei’s kingdom. It is grounded in the musical description of the
characters from Kastchei’s kingdom and the situations in which they play a role. For
instance, two types of this morpheme are used in the opening measures of the ballet.
Against the backdrop of ominously enchanting three-beat figures in octaves in the
cellos and basses, the punctuated-syncopated trombone thirds are perceived as
sporadic bodily movements by the fantastical creatures.

The counterpoint of two elements which are intervallically connected but
which nevertheless diverge rhythmically, texturally, and timbrically is one of the first
examples in Stravinsky’s music of the morpheme of the environment being
implemented in the text. It has genetic links to the introductory multi-elemental
morph in Petrushka and to the bassoon-French horn dialogue at the start of Rite of
Spring. The culmination of the introduction to Firebird (m. 14) deserves special
attention. In terms of sound construction, it is a complexly organized five-octave
vibrating sonoric cluster, laid on a foundation of textural horizontals formed by
various combinations of overtones in the natural scale starting from D played by the
strings. Stravinsky has every right to be considered the composer who discovered this
means of expression. It is also used in the pre-reprise section of the Introduction to
Rite of Spring.

Keywords: Stravinsky, Firebird, Petrushka, Rite of Spring, polymorphism
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Bb. B. Acadpes, E. K. MasiunHoBckasa u BoJsbimoi TeaTp
B II€PBOM MMOJIOBHHE 1930-X IT.

B mosHOU TBOpUYeCKMX U Hay4dHBIX CcBeplleHuUil Ouorpaduum bopuca
BnagumupoBuua AcadbeBa (1884-1949) mepBas MoJjioBUHA 1930-X IT. 3aHUMAET
ocoboe MecTo. ITOT NEPUOJiI O3HAMEHOBAJICA HE TOJBKO PAacCIBETOM TaJlaHTa
AcadpeBa Kak KOMIIO3UTOPA, CO3/IaBIIIETO CBOU, BEPOSATHO, HanboJjiee M3BECTHHIE
npousBesieHuss («Ilnmamsa Ilapmxka» u  «baxunmcapaickuii ¢GOHTaH»), HO
1 UHTEHCUBHBIMU CBA3SIMU MEX/y INPOKUBABIIMM B JIeHUHTpaze My3bIKAaHTOM
1 MOCKOBCKUM bosbiiinm Tearpom. Ero Buzasu B riiaBHoM TeaTpe CoeTckoro Corosa
onL1a erenaapHas nupektop I'ABT Enena KoncrantuHoBHa ManuHoBckast (1875—
1942), 30pKO CJIeIUBIIasl 32 TAJIAaHTAMH OIIEPHOTO U OaseTHOro Mupa JIeHuHrpaza
U «IlepeTsATruBaBIllasg» UX Ha clieHy boJsbIioro.

BzaumogerictBue  AcadbeBa ¢ bosbmiuM  TeaTpoM — pa3BHUBAJIOCh
OZHOBPEMEHHO B HECKOJbKHX IUIOCKOCTAX, KacasChb U IIOCTAHOBKU €rO
npousBefeHnii B 'ABT (ocoboe BHMMaHue yaessioch «IDlmamenu Ilapumka»),
U TIpUIJIallieHus: Ha paboTy B 3TOT TeaTp camoro AcadreBa. PaGora ¢ HUM Bejach
TeaTpOM B KOHTEKCTe TIIONBITOK peINleHUus MacliTabHOM 3a7auu, KOTOPYIO
dopmynupoBasin U IpPABUTEJLCTBEHHbIE KPYrd, W Ipecca: HAWTH U II0OKa3aTh
3PUTEJII0 HOBBIM, COBETCKUU pemnepryap, HO MPU 3TOM He YCTYNAKIUN C TOUYKU
3peHU Xy 0KECTBEHHOTO YPOBH S JOPEBOJIOIIMOHHBIM IIIEJIEBPaM.

CnoxHble mepulleTUW OTHOIIeHHuU AcadbeBa ¢ BosbpIIuM TeaTpoM U ero
JIUPEKTOPOM MaJIMHOBCKOM yCTaHABJIUBAIOTCSA IIpPeXKJEe BCEro IO apXUBHBIM
JIAHHBIM. 3HAUYUTEIbHAA YaCTh MaTepuaaoB Poccuiickoro rocyJapCcTBEHHOTO apXuBa
JINTEpaTyphl U UCKyccTBA U ['ocy/1apCTBEHHOTO IEHTPAIbHOTO TEATPATILHOTO My3€s
nMeHUu A. A. baxpyminHa, MCIOJIB30BaHHBIX MPHU MOATOTOBKE JOKJA/ia, BIEPBbIE
BBOJIUTCS B HAYYHBIH 000POT.

KaioueBblie cioBa: b. B. Acapres, E. K. ManmunoBckas, bosbion Teatp,
1930-€ TO/IbI, COBETCKAsA My3bIKa, COBeTCKUl OaseT, «[lnamsa ITapmka»

Boris Asafyev, Elena Malinovskaya
and the Bolshoi Theater in the first half of the 1930s

The first half of the 1930s occupies a special place in the biography of Boris
Vladimirovich Asafyev (1884—1949), full of creative and scientific achievements. This
period was marked not only by the flowering of Asafiev’s talent as a composer, who
created his probably most famous works (The Flame of Paris and The Fountain of
Bakhchisarati), but also by intense ties between the musician who lived in Leningrad
and the Moscow Bolshoi Theater. His counterpart at the main theater of the Soviet
Union was the legendary director of the GABT, Elena Konstantinovna Malinovskaya
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(1875—1942), who keenly followed the talents of the opera and ballet world of
Leningrad and “dragged” them to the Bolshoi stage.

Asafyev’s interaction with the Bolshoi Theater developed simultaneously on
several levels, touching upon the staging of his works at the GABT (special attention
was paid to The Flame of Paris), and the invitation to work at this theater by Asafyev
himself. The work with Asafyev was conducted by the theater in the context of
attempts to solve a large-scale task that was formulated by both government circles
and the press: to find and show the audience a new, Soviet repertoire, but at the same
time not inferior in terms of artistic level to pre-revolutionary masterpieces.

The complex twists and turns of Asafiev’s relationship with the Bolshoi Theater
and its director Malinovskaya are established primarily based on archival data. A
significant part of the materials of the Russian State Archive of Literature and Art
and the A. A. Bakhrushin State Central Theater Museum used in the preparation of
this article are being introduced into scientific circulation for the first time.

Keywords: Boris Asafyev, Elena Malinovskaya, Bolshoi Theater, 1930s,
Soviet music, Soviet ballet, Flames of Paris
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IMomdpoHNYEeCKNE TEXHUKH B IIUKINIECKOU KOMIIO3UIIHH
peHeccaHcHbIX Mecc De beata Virgine

B pamkax koH(pepennun, mnocameHHon mnamsata /l. . [llocrakoBuua,
HEBO3MOXKHO IPOUTU MHUMO NOJUQPOHUU B CAMbIX PA3HBIX 3HAUEHHUAX CJIOBA, OT
METO/Jla MBIIJIEHHsI, CTOJIb CBOMCTBEHHOTO KOMIIO3UTOPY, /A0 KOHKPETHBIX
nonudoHUUecknX TexHUK. OOpallleHre K CTapuHHOU mMmoaugOHHU, Omopa Ha
TBOPYECTBO MACTEPOB OTAAJIEHHBIX 310X OBLIO IMpHCyIIe TBopIamM XX CTOJIETH.
Takme CcBA3M MHOTOYHCJIEHHBI HM 0O0IIeu3BecTHH: A.Bebepn — X. M3ak,
. ®. CrpaBunckuii — JI>x. 11 BeHosa. B ToT ke psja, 6e3ycs0BHO, JIOJKHA OBITH
noctasyieHa napa . . lllocrakoBuu — U. C. bax. B 1meHTpe Hallero BHUMaHUA
OyaeT, OHAKO, HECKOJIbKO COUMHEHUU 0oJiee paHHEro BPeMEHH: PEeHECCAHCHbIE
Meccbl De beata Virgine. Bpsja jiu UMEHHO C 3TOH My3bIKOH B3aUMOJEHUCTBOBAJI
[ITocTakoBUY, HO KOHTEKCT €ro KOMIIO3UTOPCKOT'O CTAHOBJIEHUS, B3POCJIEHUS ObLI
TaKUM, YTO UHTEpPeC K NOoInU(pOHUN Pa3HbIX BEKOB «pesiyl B Bo3ayxe». B JleHuHrpas
B 1927 roxy mpuesxkayn AinbOaH bepr; mpembepa «Boieka», B KOTOpOM
3a/IEUCTBOBAHO MHOTro mnoJugoHUYeCKUX ¢GOpPM U TeXHUK, BJIOXHOBHJIA
IlTocrakoBuua Ha  co3zganue  omepbl  «Hoc», Takke  HamoJHEHHOU
moin(OHNUECKUMU IpHeMaMU. A KOMIIO3UTOPhl HOBOBEHCKOTO Kpy:KKa ObLIH
IIOTPpY?KEHbl MMEHHO B peHeCcCaHCHOe Hacjenue. VI MHorue mnoaudoHUYECKHUe
TEXHUKH, KOTOPbIe Oy/IyT pacCMOTPEHBI B Meccax Bo3pokaeHusi, HA HOBOM BUTKE
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pPa3BUTHA MY3bIKAJIbHONU HCTOPUM, HA OCHOBE JIDYyTOrO TapMOHHYECKOTO f3BIKA,
yepe3 MOCT U3 My3bIKH baxa, mposBsaTcs U B counHeHusax IlloctakoBruya U CTaHYT
OTHOU M3 BAYKHEUIITNX OCHOB €T0 TBOPUYECTBA.

MaTepuajioM HaCTOSIIETO UCCIIEIOBAHUS CIIYKAT HECKOJIBKO KOMIIO3HUITHI HA
oOIIMI TTIEPBONCTOYHUK — TpUTropuaHcky meccy IX Beatae Mariae Virginis, Kak
sHaMmeHUTHIX (JKocken Jlempe), Tak u MasioudyueHHbIX aBTOpoB (XKocken /I'Op,
Antyan Bpiomens). Byayun HanmmcaHHBIMU Ha OJTHOTOJIOCHBIH cantus prius factus,
MecChI COUeTaloT B ce0e TEXHUKY IHChMa Ha cantus firmus u cantus floridus, a Tak:ke
CKBO3HO€ HMHUTAIIMOHHOE MHUChMO. M3-3a crenuduku IMepBOUCTOYHUKA MECCHI
De beata Virgine agoBO pa3OMKHYTHI, W JIJII BOCIPHUATHSA WX KaK eIUHOU
IMUKJIAYECKOM KOMITO3UITUM aBTOpPaM HEOOXOAUMO HCIOJIb30BaTh JpPyTUe
My3bIKaJIbHbIE CPEJICTBA /i1 CKPEIIEHUS My3bIKAJIBHOTO 11eJ1oro. K HuM oTHOCATCS,
HaIIpUMep, TeMaTHYeCKUe apKU, TUTTUYHbIE JJ1sI MOTETHOHN ()OPMBI BTOPOTO poza (110
B. B. [IpoTomnomoBy), Ha YpOBHE OT/IETbHBIX Pa3/iesIOB, YacTel 1 Bcell Mecchl. Takue
moTuOHUYECKHE ITPHUEMbI, KaK KAaHOH KOHEYHBIH B IPOCTOM WU CJIOKHOM
KOHTPAITYHKTEe, 0ECKOHEUHBIN KAHOH, KAHOHUYECKHe CEKBEHITUH, TOJTH(GOHNYECKHE
BapHaIuu Ha ostinato, CO34aI0T B HUX JOIOJHUTEIBHYIO CUCTEMY KOHCTPYKTHUBHBIX
CBA3€M  MeXJy YacTsIMA U  pasjejaMHu, OObeIuHsIS  KOMIIO3UIIUIO.
B paccMaTpuBaeMbIX Meccax NMPUBBIYHBIE U ITHPOKOU3BECTHBIE MOJTHU(POHUYECKIIE
TEXHUKH OBIBAIOT IIOZJaHBI CTOJIb HETPUBUAIBHO C TOYKU 3PEHUs YCTOSBIIETOCS
BOCIIPHUATHUSI CTPOTOrO MHCHhMA, UTO IIOPOM BBI3BIBAIOT OIIYIIEHHE HEOXKUIAHHBIX
IIPO3PEHUH B Jajiekoe Oyayllee, IMPEABOCXUINEHUs CTHIUCTHYECKHUE HaXOJKU
B MY3bIKe IOCJIEJHUX CTOJIETUM.

KiioueBsble ciioBa: Mecca, Peneccanc, nonudonus, 2Kocken /lemnpe, ’Kocken
J1’Op, AaTyan Bpromerb

Polyphonic Technics in Cyclical Composition
of the Renaissance Masses De beata Virgine

Within a conference dedicated to memory of D.D. Shostakovich it is
impossible to pass by the polyphony in the most various senses of the word, from the
method of thinking, so peculiar to the composer, to the specific polyphonic technics.
Appeal to the ancient polyphony, support on the creation of masters of the old epochs,
were inherent to the creators of the 20th century. Such connections are numerous
and well-known: A. Webern — H. Isaac, I. Stravinsky — G. di Venosa. In the same
row, undoubtably, must be put the pair D. D. Shostakovich — I. S. Bach. In the focus
of our attention, however, will be several compositions of earlier time: the
Renaissance masses De beata Virgine. Unlikely D. D. Shostakovich interacted with
exactly this music, but the context of his composer’s development and formation was
such that the interest to polyphony of different centuries “soared in the air”. In 1927
Alban Berg arrived to Leningrad; the premiere of Vozzek, in which many polyphonic
forms and technics are engaged, inspired Shostakovich to create his opera The Nose,
also filled by polyphony. And the composers of the New Vienna circle were immersed
exactly in the Renaissance heritage. And many of polyphonic technics, which will be
observed in the Renaissance masses, on a new level of the musical history, on the
base of another harmonic language, through the bridge of I. S. Bach’s music, will
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appear also in Shostakovich’s compositions and will become one of the most
important basics of his creation.

A few compositions on a common source, the Gregorian mass IX Beatae
Mariae Virginis, serve as a material for the current study. They belong to some
famous authors (Josquin Desprez) and to some little-researched (Josquin D’Or,
Antoine Brumel). Composed on a monophonic source, the masses combine cantus
firmus and cantus floridus compositional types and through imitational writing.
Because of the peculiarity of the masses’ source, the masses De beata virgine are
heterogeneus in point of mode, and for their perception as a united cyclical
composition the authors had to use another musical option for the fastening of the
musical entire. These include, for example, the thematical arches, typical for the
motet form of the second kind (according to V.V. Protopopov) on the distinct
sections’, parts’ and the whole mass's level. Such polyphonic technics as a finite canon
in simple or composite counterpoint, an infinite canon, canonical sequences,
polyphonic variations on ostinato themes, create in them an additional system of
constructive connections between parts and sections, uniting the composition. In the
analyzed masses familiar and well-known polyphonic technics are represented so
non-trivial from a point of view of established perception of the strict style, that
sometimes cause sensations of unexpected epiphany in future, of anticipation of
stylistic findings in music of the latest centuries.

Keywords: mass, Renaissance, polyphony, Josquin Despez, Josquin D’Or,
Antoine Brumel
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YerBeprass cuM@OHHA — OJHO U3 CaMbIX 3araJlOYHBIX IPOU3BEAEHUN
B TBopueckoM Hacieauu IllocrakoBuya. O6 B3TOM TOBOPHUT OJIEP’KUMOCTH
KOMIIO3UTOpA €€ CO3/JaHueM U OOCTOSTEeNIbCTBA, CJIYYUBIIHECA B IIPOIiEcCe
peneTUuIni, u3-3a KOTOPBIX CJIOKUIACh HEIpocTas cyabba counHeHus. Yerpepras
cuMdoHMs, HECMOTPSA Ha BCIO ee 3allPeTHOCTb, €llle IPU KU3HU KOMIIO3UTOpa
npuobpesia HENOJJIeJIbHBIM HWHTEPEC JUPHIKEPOB U HcceAoBaTesiel, K HeH
obpamasnucy A. B.Tayk, K.II. Kouapamun, W.HW. CosiepTHHCKUH U JIpyTrHe
coBpemeHHUKH IIlocTakoBuya. [Ipon3Be/ieHre TPUKOBBIBAET K cebe BHUMAHUE U T10
ced JieHb; XOTh M PEAKO, HO OHO IPOJIOJKAeT 3By4yaTh Kak B Poccum, Tak u 3a
pybexxom.

UeTBepHOU COCTAaB U HOBAasA OPKECTPOBAA TEXHUKA HE B MOCJIEAHIOI OUepeab
OTIpeZieJIsII0T HOBATOPCTBO 3TOM cuMdoHuu. 1, mo 6osbliiell cTeneHu, 3TO OAHA U3
IJIaBHBIX IPUYUH, 10 KOTOpOU YeTBepTasd cuM(MOHUSA TaK U He CTajIa perepTyapHbIM
counHeHueM. B pgokiaze paccmarpuBaioTcsa HOBble T1oaxoabl IllocTakoBuua
K yAQpHBIM HWHCTPpyMEHTaM, MOJUMOHUYECKUM HOpUeMaM, OPKeCTPOBOU (akType
1 K PaHHee HCII0JIb30BaHHBIM TeMOpaM, KOTOpbhIe B 3TON CUM(MOHUM CTAI UTPATh
HOBYIO JpaMaTypru4ecKylo poJib.

Bropoii BaxkHOM 1poOJIeMOH craHOBUTCA cama (¢urypa Masepa.
Ckpymysie3HOe H3y4yeHUEe ero MapTUTyp 107 Bo3zeiicTBueM CosIepTUHCKOTO
okazaJsio BiaussHue Ha [IlocTakoBrYa, YTO HAOJ/II0/TAETCS HE TOJIBKO B UCIIOJIb30BAaHUU
II0XO0JKEr0 TeMaTHU3Ma, II0JIOOHBIX MY3BIKAJIBLHBIX (OPM, HO W B OPKECTPOBOU
TexXHHUKe. B IoKk1a/1e oTMeualoTcs IpuMepsl U3 mapTutyp Masiepa, cTaBiiue, o Bcen
BUJINMOCTHU, opueHTHpoM i [llocrakoBuya.

KaroueBsie ciaoBa: [IvMutpuii IllocTakoBUY, OpKeCTPOBKA, OpPKeCTpOBas
dakrypa, nonudonusd, I'ycra Masnep, UerBepTasa cuMm@oHUA

Orchestral Technique in Shostakovich’s Symphony No. 4:
a Dialogue with Mahler

The Fourth Symphony is one of the most mysterious works in Shostakovich’s
creative legacy. This is evidenced by the composer’s obsession with its creation and
the circumstances that happened during the rehearsals, which led to the difficult fate
of the composition. The Fourth Symphony, despite all its taboo, gained the genuine
interest of conductors and researchers during the composer’s lifetime, A.V. Gauk,
K. P. Kondrashin, I.I. Sollertinsky and other contemporaries of Shostakovich
addressed it. Interest in the work has persisted to this day, and the symphony,
although rare, continues to be performed both in Russia and abroad.

The four-piece composition and the new orchestral technique not least
determine the innovation of this symphony. This was, to a large extent, the reason
why the Fourth Symphony never became a repertoire composition. The report
examines Shostakovich's new approaches to percussion instruments, polyphonic
techniques, orchestral texture, and earlier timbres, which began to play a new
dramatic role in this symphony.

The second important problem becomes Mahler’s figure itself. The scrupulous
study of his scores under the influence of Sollertinsky influenced Shostakovich, which
is observed not only in the use of similar themes, similar musical forms, but also in
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orchestral technique. The report highlights examples from Mahler's scores, which
apparently became a reference point for Shostakovich.

Keywords. Dmitri Shostakovich, orchestration, orchestral texture,
polyphony, Gustav Mahler, Fourth Symphony
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Baaguvup I'opimHCKHA: Tpe3eHTAIUs TBOPYECTBA

B pamkax /0okJazia s MpeACTaBIII0 3BYKOBbIE U U HalpaBjeHUs PabOoThI,
Ba)KHBIE JIJISI MOET0 TBOPYECTBA:

— MUKPOTOHOBBIE JIaZIbl ¥ paboTa ¢ My3bIKJIbHOU MHTOHaIUEN (pedepeHchl
Ha STHUYECKYIO U 3JIeKTPOHHYIO MY3bIKY);

— paboTa co CJIOKHBIMU PUTMHUYECKUMHU ITOCJIETOBATEIBHOCTAMU U BOIIPOCHI
VX UHTepPIpeTaIUH UCIIOJTHUTEISIMY;

— TeMOpOBbIe BO3MOKHOCTHM B COBPEMEHHOH KOMIIO3UIIUH; OOpa3HbIe
«MOAYJISITOPBI» U 0COObIe TEXHUKU paboThI ¢ TEMOPOM;

— My3bIKaJIbHAsA KpUnrorpadus, Koasl v mudpsl B TapTUTYPax;

— IPOCTPaHCTBEHHAs] KOMIIO3UITUS; CEMAaHTHUKA PabOTHI C IPOCTPAHCTBOM.

KiaroueBbie cioBa: Biagumvup ['opauHCKUM, cOBpeMeHHAs KOMITO3HIIHS,
IIPOCTPAHCTBEHHAS KOMIIO3UIIU S, MUKPOTOHOBBIE JIA T

Vladimir Gorlinsky: Presentation of Creative Works

In this presentation I will present sound ideas and directions of work that are
important for me.

— microtonal harmonies and working with musical intonation (references to
ethnic and electronic music);

— working with complex rhythmic sequences and issues of their interpretation
by performers;

— timbre possibilities in contemporary composition; figurative “modulators”
and special techniques for working with timbre;

— musical cryptography, codes and ciphers in scores;

— spatial composition; semantics of working with space.

Keywords: Vladimir Gorlinsky, modern composition, spatial composition,
microtonal harmonies
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CrpanHbIe MaJIpUTaJabl N caTupuueckue oypJsaecku Ko3ssmbl IIpyrkoBa
B BOKaJIbHOM IukJjie Ceprest CJIOHUMCKOTO

Cepreii CiioHumMckuil (1932-2020) — OAUH U3 BEAYIIUX OTEYECTBEHHBIX
MAacCTepPOB B KaHPe KaMepHO-BOKAJIbHOU MY3bIKH. ETr0 CKJIOHHOCTH K JINPUYECKOU
MI033UM OYEBU/IHA YK€ B TOM, CKOJIBKO BOKJIbHBIX IIUKJIOB OH HAMMCAJ HA CTUXU
AnHbl AxMaToBOH. OCOOHSIKOM CTOUT OJHO U3 €ro MOCJETHUX COYUHEHUU —
«Mappurasnsl Ko3pMmbr IIpyTkoBa» (2018). B ocHOBe 1uKJIa j1€KaT OATh MIYTOUHBIX,
CaTUPUYECKUX CTHUXOTBOpeHUil: «KenaHue OBITh HCIAHIEM», «/[peBHerpeuecKou
crapyxe, eciu 6 oHa JoMmorajgachk Moeu Ji00BuU», «HoBorpeueckas IecHsI»,
«Karepuna», « Mol mopTper».

[IpearocsiaHHOE KOMIO3UTOPOM HaszBaHHe «Majpuraabl» He BCTPedaeTcs
y Ko3pMBbI 11 HE UMeeT OTHOIIIEHUSA K MY3bIKQJIbHO-TIO3THUYECKOMY KAHPY, KOTOPBIHN
IepeKuJI pacliBeT B 30Xy PeHeccaHca W TPAJUIIMOHHO IPOCJIABJIA HPEKPACHYIO
namy. Kak BBICOKMI JUPUYECKUM KAaHP MaJIpurajg CyIlecTBOBaJl B TBOpPUECTBE
MHOTHX KOMIIO3UTOpOB XX Beka. OpHako mpuaymaHHoe CJIOHUMCKUM Ha3BaHUeE
«Mapapurasipl» BOCIPUHUMAETCA 37leCh B KOHTEKCTE€ BBICOKONAPHOTO S3bIKA
obbiBaTesisi. BepbanbHbINT psx B mo3a3un Ko3bmbl IIpyTkoBa J€MOHCTPUPYET
CMellleHHe BhICOKOM, MHOT/Ia yCTapeBIlel, JIEKCUKHU U OBITOBOH, TaXke OpaHHOU.

KoMmo3uTop BHOCUT B Ha3BaHUE YacTel IIUKJIa YTOUHEHUS, KOTOPHIX He OBLIO
y [IpytkoBa. YerBepThiii Maapuran «KaTepmHa» JOIOJIHSETCS TMOSCHEHUEM
«Pycckuii yesi0BEK Ha paH/IEBY», a 3aKJIIOUNTEIbHBIN HOMED «MoM MOPTpET» UMEET
MI0/[3ar0JI0BOK «IHTEPBHIO COBPEMEHHOI'O TBOpIA IIOy-Ou3Heca». Majpuraiabl
MIPE/CTAIOT KaK UTPOBBIE, TeaTpaIbHbIE ClieHKU. TeaTpasibHOe Hauasio MPOsBIIsIeTCs
B TOM, YTO II€BEIl 00bABIISAET Ha3BaHUA yacTed. [[loMrUMO aKaJieMIYeCcKOTo BOKasia OH
HCIIOJIb3YET CBUCT, ITOET OTKPBHITHIM 3BYKOM HJIM 3a*KaB HOC, IIEPECTYIIaeT ¢ HOT'U Ha
HOTy, «Oeraer Io CIieHe, IIPOTSAHYB PYKH, FOHASICHh Oe3yCIIeNTHO 3a BooOparkaeMoi
Karepunoii». [IlmanucTt paccMaTpuBaeTcs He TOJIBKO KaK KOHIIEPTMEUCTEP, HO KaK
YYaCTHUK TeaTPaJIbHOTO aHCaMOJIA.

KommosuTtop 3a60TUTCA HE CTOJIBKO O KPAacoTe MeJIOANIECKON JIMHUU, CKOJIBKO
0 TOM, YTOOBI OHA TOYHO CJIEI0BAJIA 32 CJIOBOM, OTPayKajia CEMAaHTHKY TeKcTa. VIMeHHO
3TUM OOYC/IOBJIEHA TEXHWKA IUTAT U aJUTIO3UM HA MOMyJspHBblE HAPOJHbIE IECHU
1 poMaHchl. [luTpoBaHue 3ary1aBHOTO MOTHBA PyCCKOUM Hapo/IHOU ItecHU « Bo cazy i,
B Oropojie», SBCTBEHHbIE aJ/UTIO3UM Ha mecHI0 «Haja mossMu ga Haja 4UCTHIMU»
1 pomaHc «TeMHO-BUIIIHEBAs MIaJib» B Majipurasie « KarepuHa» IprU3BaHbl BOCCO3/IaTh
JIUAJIOT He B Mepy MBbUIKOTO KaBajiepa U OTBEPralolleld ero yxakuBaHUsI OapbIITHU.
OCHOBHO MeTO7 pa3BUTHS CBA3aH C BADUAHTHBIMHU (MeJIOAUKO-UHTEPBAJIbHBIE ITIaTrH)
¥ BapUaIllMOHHBIMHU (PUTMHKA) MPeoOpa30BaHUSAMU, KOTOPbIEe HAIIOMHHAIOT CTOJIb
YacTo BCTPeUalolyecs B 0T€UeCTBEHHON My3bIKe BapHAIlU HA IBE TEMBL.
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BecomocTp BepOasbHOrO Hayasja 3acTaBWa KOMIIO3UTOpAa OTKa3aTbCs OT
TaKUX PACHPOCTPAHEHHBIX >KAHPOBBIX OIpEeJIeHUl, Kak IeCHA U POMAHC.
«Mappuransl Koszbmbl IIpyTkoBa» — 3TO He HPOCTO IIeCEeHHBIM COOpPHUK,
a TIIATeJbHO MPOAYMAHHBIN ITUKJI, 3B€HbSA KOTOPOTO OOBEIUHAIOT KaK TeMaTHKa
CTUXOTBOPEHUN € KOMUUECKUM U CATUPUYECKUM MOATEKCTOM, TaK M OOIIHOCTH
MY3bIKaJIbHO-BBIPA3UTETbHbBIX CPEJICTB.

KaioueBbie ciaoBa: Cepreii Cionumckuii, Kozpma IIpyTkoB, Majpurai,
TeXHHUKA IUTAT U aJUTIO3UU

Strange Madrigals or Satirical Burlesques Kozma Prutkov
in Sergei Slonimsky’s Vocal Cycle

Sergei Slonimsky (1932-2020) is one of the leading Russian masters in the
genre of chamber vocal music. His penchant for lyrical poetry is already evident in
the number of vocal cycles he wrote based on Anna Akhmatova’s poems. One of his
latest works stands out — Kozma Prutkov’s Madrigals (2018). The cycle is based on
five humorous, satirical poems: Desire of Being a Spaniard, To the Ancient Greek
Old Woman, in Case She Would Have Harassed Me, Modern Greek Song, Catherina.
The Russian at the Rendezvous, My Portrait. The name Madrigals given by the
composer is not found in Kozma Prutkov and has nothing to do with the high musical
and poetic genre, which flourished during the Renaissance and traditionally glorified
the beautiful lady. As a high lyrical genre, madrigal existed in the works of many
twentieth-century composers. However, the name Madrigals coined by Slonimsky is
perceived here in the context of the high-sounding language of the layman. The verbal
sequence in Kozma Prutkov’s poetry demonstrates a mixture of high, sometimes
outdated, vocabulary and every day, even abusive. The composer adds clarifications
to the title of the parts of the cycle that Prutkov did not have. The fourth madrigal
Catherina is complemented by the explanation The Russian at the Rendezvous, and
the final issue My Portrait has the subtitle Interview of the Contemporary Show-
Business Creator. Madrigals appear as playful, theatrical skits. The theatrical
beginning is manifested in the fact that the singer announces the names of the parts.
In addition to academic singing, he whistles, sings with an open voice or holding his
nose, shifts from one foot to the other, “runs around the stage with his arms
outstretched, unsuccessfully chasing the imaginary Catherina.” The pianist is
considered not only as an accompanist, but also as a member of a theater ensemble.
The composer cares not so much about the beauty of the melodic line as about making
sure that it accurately follows the word and reflects the semantics of the text. This is
the reason for the technique of quotations and allusions to popular folk songs and
romances. Quoting the title motif of the Russian folk song In the Garden, in the
Garden and explicit allusions to the song Over the Fields and Over the Pure and the
romance Dark Cherry Shawl in the madrigal Catherina are designed to recreate the
dialogue between an excessively ardent cavalier and a young lady rejecting his
courtship. The main method of development is associated with variant (melodic-
interval steps) and variational (rhythmic) transformations, which resemble
variations on two themes so often found in Russian music. The weight of the verbal
principle forced the composer to abandon such common genre definitions as song
and romance. Kozma Prutkov’s Madrigals is not just a song collection based on the
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poems of this author, but a carefully thought—out cycle, the links of which combine
not only the themes of poems with comic and satirical overtones, but also a
community of musical and expressive means.

Keywords: Sergei Slonimsky, Kozma Prutkov, madrigal, technique of
quotations and allusions
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beaopycckue kopau poaa /. /. IlllocrakoBuua:
peasibHOe M1 MEHTAJIbHOEe IIPOCTPAHCTBO

B oxsiazle  packKphIBAalOTCA  HCTOPUYECKHE JaHHble U IPeJaHusd
o mpoucxoxkzeHun poxga IllocrakoBuyeir u3 Benukoro kHskecTBa JIMTOBCKOTO;
IpeAjiaraeTcss  MOPOCIeUTh  BO3MOXKHBIE ~ MeTaMoOpdo3bl  MOpeBpalleHus
IIpeJICTaBUTEIEd MUIAXETCKOTO cocyoBus IllocTakoBHYel B  KPECThSIHCKOE.
Ocsge1atoTcs 0cCOOEHHOCTU UCTOPUUECKOTO Pa3BUTHUSA 0€JIOPYCCKOM KyIbTYPHI (B TOM
yucse, My3blKaJIbHOI) Besimkoro kHszkectBa JlutoBckoro, Peuu IlocmosuToit —
MecTa TepeceueHUs] BOCTOYHOM ¢ 3amaZHOW TPAAULUM;, aHAJTU3UPYIOTCA
ocobeHHOCTH (PYHKIIMOHUPOBAHUA BBICIINX YIEOHBIX 3aBEIEHHU B CTOJIMYHOM
BuwibHOo (B omHOM mM3 KOTOPBIX yumics mpazen IllocrakoBudya); BBISIBJISIOTCSA
MPUYUHBI (POPMHUPOBAHUA IIPOTECTHBHIX HACTPOEHUH B CO3HAHUU MOJIOJBIX
IIpEJICTAaBUTENIEH IUISIXThI, YTO IIPUBEJIO K TIepecesieHui0 (HaCUJIbLCTBEHHOMY)
MHOTUX U3 HUX B CUOUPCKUe palloHbl PocCUiCKON UMIIEPUU.

ABTOp 3HAKOMHUT YuTaTesed ¢ KyabTypod IllemeToBO (HBIHE IepEBHSA
B MsjenbckoM paiioHe, MuHCcKass objiacTh, besapych) B TOT IIEPUO/I, KOTAA 37€Ch
xkunu npenaxu J1. /1. [llocrakoBuYa, IIPeACTaBJsSET €ro BJIAJIENIbIIEB, KOTOpPBIE
OKa3bIBAJIM OTPOMHOE BJIHSAHUE HA (OPMHPOBAHHE MECTHOTO OBbITAa W TPAAUITHMH;
pacckaspiBaeT O IIPAJIEAyIlIKe BEJIUKOro Kommosutopa Ilerpe MuxaitioBuue
[ITocrakoBuue (1808—-1871), KOTOPHIN MPOUCXOIUI U3 OETOPYyCCKOTO Ms1eTHCKOTO
pationa (moBeta) BueHnckout rybepruu (1. Kosomuo) CeBepo-3amagHoro Kpas
Poccuiickoit mMnepuu 1 ObLT OC/TIEAHUM IIPEACTAaBUTENIEM CEMbH, ITPOKHUBABIINM
B [IlemMeTOBO; TpAaHCIMPYET PAcCKa3 O IoceleHnH 3TuX MecT camuM IllocTakoBuuem.

Kpome ToOro, B [OKJIaJie paccMaTpuBaeTCs STHUMOJIOTUSA (paMuInu
[ITocTakoBWY C 1€JIHI0 YTOUHEHUS €€ MTPOUCXO0K/IEHUSA, AaHATU3UPYIOTCSA UCTOUHHUKU,
KOTOpPbIE CBUIETEJIHCTBYIOT O OEJIOPYCCKUX ITPEIKAX KOMIIO3UTOPA.

ABTOp pemnpe3eHTHUpPYeT eKeroAHbI (eCTUBaIb KJIACCUYECKOU MY3BbIKU
«B IllemetoBo y IllocrakoBuYeii», KOTOPHIN IIPOXOJAUT B Pa3HbIX ropojiax beapycu
1 MIOMYJIAPU3UPYET UMsI B TBOPUECTBO KOMIIO3UTOPA B COBPEMEHHOU KYJIBTYPE.
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Kiarwuesbie ciaoBa: Illocrakosud, npeaku, benapycs, Manenb, BuibHO,
nuviaxTa, [llemeroBo, pecTuBaIb

Belarusian Roots of the D. D. Shostakovich Family:
Real and Mental Space

This report reveals historical data and legends about the origins of the
Shostakovich family from the Grand Duchy of Lithuania. It proposes to trace the
possible metamorphoses of the Shostakovichs, originally noble, into peasants. The
work highlights the particularities of the historical development of Belarusian culture
(including music) in the Grand Duchy of Lithuania and the Polish-Lithuanian
Commonwealth—the meeting point of Eastern and Western traditions. It analyzes
the functioning of higher educational institutions in the capital city of Vilno, one of
which was attended by Shostakovich’s great-grandfather. The causes of protest
sentiments among young nobles, which led to the forced relocation of many to
Siberian regions of the Russian Empire, are also examined.

The author introduces readers to the culture of Shemetovo (now a village in the
Myadel District, Minsk Region, Belarus) during the time when D. D. Shostakovich's
ancestors lived there, presenting its owners who had a significant influence on the
formation of local customs and traditions. The paper discusses Shostakovich's great-
grandfather, Pyotr Mikhailovich Shostakovich (1808-1871), who hailed from the
Belarusian Myadel District of the Vilna Province (Kolodno village) in the
Northwestern Krai of the Russian Empire and was the last family member residing
in Shemetovo; it also shares an account of Shostakovich visiting these places.

Additionally, the paper examines the etymology of the surname Shostakovich
in order to clarify its origin, analyzing sources that attest to the composer’s Belarusian
ancestors. The author represents the annual classical music festival In Shemetovo
with the Shostakoviches, which takes place in various cities across Belarus and
popularizes the name and work of the composer in contemporary culture.

Keywords: Shostakovich, ancestors, Belarus, Myadel, Vilno, nobility,
Shemetovo, festival
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Iurarhl-a/lII03UU B My3bIKe — TUIIOJIOTUA U (POPMBI penpe3eHTAIIH

[Toyr muTaTOM-aJTIO3MEeN IIOHUMAETCA PA3HOBUHOCTD ITUTATHI, TEKCT-IOHOP
KOTOPOU OKa3bIBaeTcs cj1abo pasjmuyuMbIM. Ee TUIUYHBIE CIydyad BO3HUKAIOT
B cJIeIyIomMux cumyayusax: (1) U3 MmepBOMCTOUYHUKA COXPaHsSeTCs MHUHUMAaIbHBIN
B CUHTAKCUUYECKOM OTHOIIIEHHUU 3JIeMEHT (BILIOTh 0 €AUHCTBEHHOTO aKKOp/ia WU
MOTHBA), B TOYHOCTU WJIHA C OTAEJbHBIMU HU3MEHEHUSIMH; €ro y3HaBaeMOCTh
B KauecTBe ITUTAThl 0OOECIeUMBAIOT XapaKTepHBble pelpe3eHTaTUBHbIE IPHU3HAKU,
Hanpumep, TeMOpodaKTypHOe pelieHne, pUTMHUYECKU pucyHoK (TpucraH-akkop/,
B «AnibbepTe Xepunre» b. bputrena); (2) npu NIUTUPOBAHUU COXPAHAETCS TOJIBKO
OJIMH TapamMeTp TKaHU (PUTM, 3BYKOBBICOTHBIE KOHTYPBI, TADMOHHUS) IIPU TOJTHOM
0OHOBJIEHNH OCTATBHBIX (CM., HAaIIpUMep, pUTMHUYECKYIo uTaTy Ca ira B «/[masorax
kapMmenutok» @. [TyseHka); (3) MEHSAIOTCSA BCE KOMIIOHEHThI My3bIKAJIbHOTO TEKCTA,
IpuyeM MaciiTab n3MeHeHUU 3aTparmBaeT KaK MUHHMYM €ro IoJIOBHHY (ITUTaTa
JleiTMOTHBa CcHa u3 «Baspkupuu» P.Barmepa B KoHIle BTOpoi yactu Tperbei
cumdonum A. Bpyknepa).

CreneHb y3Hasaemocmu pa3HbIX IJIOCKOCTEN MY3bIKQJIBLHOTO TEKCTA MOKET
ObITh BapwaTWBHOW. Hampumep, mHpU TOYHOM/IOYTH TOYHOM COXPAHEHHUU
3BYKOBBICOTHBIX KOHTYPOB MEJIOUM B COIMPOBOKAEHUU OCTAIOTCA JIMIIG OOIIie
(GyHKIIMOHATIbHBIE TO3WUNHUKA TapMOHHU IIEPBOMCTOYHHKA (IIUTaTa U3 I[UKJIA
«K manekoit Bozmio6seHHoi» JI. berxoBena B ®oprenuaHHoM Tpuo NO1
. Bpamca). Pernpe3eHTaTUBHOCTh ITUTAaThl HMHOTJA CO3/IAlOT  OT/IEJIbHBIE
XapaKkTepHble MeJIOJIMYecKre O0OOpOThI, «BIHUCAHHbIE» B OOHOBJIEHHBIA OOIIHU
KoHTeKCT (autto3usa Ha apuio OHernHa «Korga Obl »KU3HB IOMAllTHUM KPYTrOM» U3
onepsl I1. 1. YalikoBckoro B TpeTheil kapTuHe I akra «Jlequ Makber MijeHCKOTO
yeana» /. /1. IlloctakoBuua).

HekoTopble IIOCKOCTH  MY3BIKQJIBHOTO TEKCTa MOTYT oOeclieunBaTh
y3HABaeMOCTh ITUTAThl 3a CYET PA3HBIX CBOMX KOMIIOHEHTOB. Eciim B KadecTBe
perpe3eHTaHTa IEPBOMCTOYHIKA BBICTYIIA€T TADMOHUS, OHA PeayIN3yeT 3Ty (QYHKITHIO
Kak 3a cueT crenu@uuecKkol, WHAWUBHUAYATHU3UPOBAHHOU CTPYKTYPHl BEPTHKAIU
(mmurara u3 [1atu nbec A1 opkecTpa op. 16 A. Illenbepra B uerBepToii KapTuHe I akTa
«Bommeka» A. bepra), Tak U XapaKTepHOH, y3HaBaeMOU IIOCIEA0BATEIHHOCTH
akkopyioB (ayutro3uss Ha MeJleHHyr0 4acth u3 CoHatbl NC 2 st (popTemuaHo
®. Illonena B ueTBepTOU clieHe omepbl B. @aitna «’Kenmuaa B camy»). Hakower,
aTpUOYIIUM ITUTATHI-AJUTIO3UN CIOCOOCTBYET U BHEMY3BIKAJIBHBIA CEMAHTHYECKUI
IUIaH, COMPOBOXKAAOMNN ee nospienue (TpucraH-akkopy B nepBoil cuene II akra
«Jlyny» A. Bepra, aBromurata Hadaja BTopoll CKpuIM4HOI coHaTbl B Lebenslauf
A. ITauTKe).

OueBHU/THO, UTO IUTATA-AJTIO3UA MOKET OBITh (PAKTHUECKH HEe3aMETHOU JIJIA
cIyxa, TpUOIMKasch K sBJIeHHI0 crwiu3anuu. OHa BBICTyIIaeT KakK eBa
pa3IUYUMbI HaMeK, 3aByaJIMpOBaHHAs CChUIKA, ¢ TpyAoM nauddepeHIupyemMas
CO3HAHUEM CJIyIIATesA. ITO OOCTOATETHCTBO TPEOYET 0COOEHHO TIATEIHHOTO YUeTa
KOHIMeKCcma NCIoJIb30BaHuUs IPU aHAJIN3€E 3TOT0 PO/ia IIUTUPOBAHUSA.

B My3BIKaJIbHOM HCKYCCTBE ITUTAThI-aJLIIO3UU, MPEAIOJIaraioliue BhICOKYIO
CTelleHb TpaHcpOpMAIUU TEKCTAa-J0HOPA, IMOJYy4YMJIM 0co00e pacImpocTpaHeHUe
B XIX-XX BB. JTO He ciaydyallHO — HauWHasd ¢ XIX Beka KOMIIO3UTOPHI BCE Yallle
JIOITyCKAIOT KpallHe CBOOOJHOE OTHOIIIEHUE K MEPBOUCTOUHUKY, MOYAC MOMPOCTY
CcBOOOJTHO ero mepeckaspiBas. MHoOrja Jis HUX W BOBCE HEBaXKHO, Oy/leT JIU OH
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y3HaBaeM (HampuMmep, B «TaHIEBaIbHOU CIOUTE ¢ THUMHOM ['epmaHuu»
X.JlaxeumaHa). B pesysnbrare Impoliecc CIyXOBOM aTpUOYIUM IIUTATHl MOXKET
oOperaTh pa3Hble TPaHU — OT WU3ON[PEHHOW WHTEJJIEKTyaIbHOU WIPHI 0
CUMBOJIMCTCKOTO HaMeKa Ha TIOYTH HEYJIOBUMOE BUJIEHUE TYKOTO «f».

KioueBble cjioBa: IUTAaTa, a/UIIO3UsA, CTWIN3alUfA, TEKCT, KOHTEKCT,
penpe3eHTaTUBHOCTh

Allusive Quotations in Music — Typology and Forms of Representation

An allusive quotation is a type of quotation whose donor text is hardly
distinguishable. Typical cases of it arise in the following situations: (1) a minimal
syntactic element (a single chord or motif) is preserved from the original source,
either exactly or with individual changes; its recognizability as a quotation is ensured
by characteristic representative features, such as a timbre-texture solution or
a rhythmic pattern (the Tristan chord in Britte’s Albert Hering); (2) in quotation only
one parameter of the texture is preserved (rhythm, pitch contours, harmony) with
a complete renewal of the others (for example, the rhythmic quotation Ca ira in
Poulenc’s Dialogues des Carmélites); (3) all components of the musical text change,
and the scale of the changes connected at least with half of it (quotation of the dream
leitmotif from Die Walkiire by R. Wagner at the end of the second part of Symphony
No. 3 by A. Bruckner). The degree of the musical text different planes recognition can
be variable. For example, with the exact/almost exact preservation of the melody
pitch contours, only the general functional positions of the original source harmony
remain in the accompaniment (quotation from the cycle An die ferne Geliebte by
L. Beethoven in Piano Trio No.1 by J.Brahms). The representativeness of
a quotation is sometimes created by individual characteristic melodic turns of phrase,
“inscribed” in an updated general context (an allusion to Onegin’s aria from
P. I. Tchaikovsky’s Eugene Onegin in the third scene of the first act Lady Macbeth of
the Mtsensk District by D. D. Shostakovich).

Some planes of a musical text can ensure the recognizability of a quotation due
to their various components. Harmony may realize its representative function both
due to a specific, individualized chord structure (a quotation from Five Pieces for
Orchestra op. 16 by A. Schoenberg in the fourth scene of the first act A. Berg’s
Wozzeck) and a characteristic, recognizable chord sequence (an allusion to the slow
movement from F. Chopin’s Sonata No. 2 for Piano in the fourth scene V. Fine’s
opera Woman in the Garden). Finally, the attribution of a quotation-allusion is also
facilitated by the extra-musical semantic plan accompanying its appearance (the
Tristan chord in the first scene of the second act Lulu by A. Berg, the autoquote of the
Second Violin Sonata beginning in A. Schnittke’s Lebenslauf).

Obviously, a quotation-allusion can be virtually imperceptible to the ear,
approaching the phenomenon of stylization. It acts as a barely perceptible hint,
aveiled reference, hard to differentiate by the listener’s consciousness. This
circumstance requires especially careful consideration of the context when analyzing
this type of quotation.

In musical art, quotations-allusions, which imply a high degree of donor text
transformation, became especially widespread in the 19th-20th centuries. This fact is
not surprising — starting from the 19th century, composers increasingly allow a free
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attitude to the original source, sometimes simply freely retelling it. Sometimes it
doesn’t matter for them whether it will be recognizable (for example, in
H. Lachenmann’s Tanzsuite mit Deutschlandlied). As a result, the process of
auditory attribution of a quotation can acquire different facets — from a intellectual
game to a symbolic hint at an almost elusive vision of another artistic world.

Keywords: quotation, allusion, stylization, text, context, representativeness
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. . IITocrakoBu4, «IIlecTh pOMaHCOB Ha CJIOBA ANNOHCKHUX IIO3TOB /I
TEHOpa C OPKEeCTPOM» OP. 21: K mpooJeme :kaHpa Orchestergesang

«IIlecTp POMAHCOB Ha CJIOBA SMOHCKUX ITO3TOB JJIsi TEHOPA C OPKECTPOM»
op. 21 JI.J1. lloctakoBUU4a — B KAHPOBOM OTHOIIIEHWU COYMHEHHE JIOBOJIBHO
HeofHO3HauHOe. [lepBble TpU poMaHca, HamUCaHHblE B 1928 roay s rosoca
¢ oprenmano, 3aremM OBUIN TTEPEOCMBICTIEHBI K HTHCTPYMEHTOBAHBI KOMIIO3UTOPOM;
yeTBePTHIH (1931), MATHIN U I1eCTOH (1932) cpasy MOSABUINCH B OPKECTPOBOH BepCUH.

B /oxsiajzie BBIABHUTAETCS TUIIOTE3a O BO3MOXKHOU MPUHAJIEKHOCTU ITHKJIA
K ’KaHPY OPUTHHAJIBHON OPKECTPOBOM MECHU, IPUBBIYHO HMEHYEMOU B 3apyOeKHOM
My3bIKO3HaHUU OHATHEM Orchestergesang. Hecmotps Ha To, uTo Orchestergesang
ocTaercsl SIBJIEHHEM, HEPA3PBhIBHO CBA3AaHHBIM C 3MOXO0H fin de siécle, OTTOI0CKH
’)KaHpa BBUJZly €ro MHOTOJHKOCTHU W IIUPOTHI 3BYKOBOM  peasu3ariuu
0OHaPYKUBAIOTCS TAJIEKO 3a TIPeJIeJIaMHU YCTaHOBJIEHHBIX BpEMEHHBIX PaMOK.

Taxke B pakypc HCCJIEIOBAHUSA MOMAJAET MPOEKIHA 3TOr0 COYMHEHUSA Ha
MmoOdenv Orchestergesang T.Manepa ¢ ee KaMepHOW TPaKTOBKOM IKaHpa.
BesrymmBasich B My3bIKJIBHBIA U TO3TUYECKUU MaTEPUA U ITOAMeYasi HEKOTOpbIe
repeceyeHus ¢ MaJePOBCKOU MOJIEJIBIO, aBTOP IIpejlaraeT pacCMOTPETh ONYC 21 10
mapamerpaM, cQOpMyJIMpDOBaHHBIM B IIpOIlecCe U3yYeHUs IeJ0T0 psfja
OPUTHHAJIBHBIX OPKECTPOBBIX IECEH 3apyOesKHBIX KOMIIO3UTOPOB: JIUTEpaTypHAs
OCHOBa, OPKECTPOBKA, BOKAJbHASA MApTUA, B3aUMOJENCTBHE T0JIOCA M OPKECTPA,
pa3paboTka HHTOHAIIMOHHOTO MaTepHaIa.

AHanu3 nyKiIa mo 33JaHHBIM IapaMeTpaM MOKazaal cjaeaywolnee. Besen 3a
Manepom IIlocTakoBHY He TOJIBKO OepeT 3a OCHOBY IIO33UI0 JIMPUYECKOTO
cojiep:kaHus (TemMa JiIOOBU U CMEPTH), HO U TPAKTyeT OOJIBIION OpKecTp Kak
kamepHbIii. [logoOHasa TeHAeHIMA K HWHTUMU3AUM kaHpa Orchestergesang,
€CTECTBEHHO COITPOBOK/IAIOIIASACA OTKa30M OT OOJIBIIIOTO IMTOJTHO3BYYHOTO OPKECTPa
B II0JIb3y KaMEPHOTO (BILUIOTH JI0 MCIOJIb30BAHUSA PA3IUUYHBIX WHCTPYMEHTAIBHBIX
a"HcaMOJIeBbIX COCTAaBOB) HAOJIIO/IaeTCs W y B3ABIINX OPUEHTHPOM MaJIEPOBCKYIO
Mo7ienb TipezicTaBuTeselr HoBoBeHCKO MIKOJIbl. TBOpUECTBOM 5THX KOMIIO3UTOPOB,
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nmomumMo Majepa, IllocrakoBuuy c Jjerkoii pyku COJUIEPTHHCKOTO YBJIEKAJICS
B IOHOIIIECKUH ITEPUOI.

O6o03peBasi IPUHITUIIBI B3aNMOIEMCTBUSA I0JI0CA U OPKECTPa, aBTOP JIOKJIajia
obpaimaercsa K IapajurMe HEMEIKOro MysbIKoBesa X.-M. BpaxTa, KoHIenmusa
KOTOPOTO OTChLIAET K GUI0cOPCKOMY OCMBICIEHUIO ITUKJIAa, TEM CaMbIM pa3pelras
JIOBOJIBHO CJIOKHYIO CUTYaITHIO C 3 KaHPOBOU NMPUHA I/IEKHOCThIO «I1lecTn poMaHCOB »
K OPUTHHAILHOUN OPKECTPOBOM MeCHE.

KioueBbie cioBa: Orchestergesang, Orchesterlied, opkectpoBas IIecHs,
. locrakosuy, I'. Masnep

D. D. Shostakovich, Six Romances on Words of Japanese Poets for
Tenor and Orchestra Op. 21: On the Issue of Genre Orchestergesang

Dmitri Shostakovich’s Six Romances on Japanese Poems for Tenor and
Orchestra, Op. 21, presents a certain ambiguity in terms of genre. The first three
romances, originally composed in 1928 for voice and piano, were later reinterpreted
and orchestrated by the composer. The fourth romance (1931), as well as the fifth and
sixth (1932), were initially conceived in orchestral form.

This study hypothesizes that the cycle may belong to the genre of the original
orchestral song, commonly referred to in Western musicology as Orchestergesang.
Although Orchestergesang is typically associated with the fin de siecle era, its echoes
can be found beyond this period due to its stylistic diversity and broad range of sonic
realizations.

The study also examines the projection of this work onto Gustav Mahler’s
Orchestergesang model, which features a chamber-like interpretation of the genre.
By analyzing both the musical and poetic material and identifying intersections with
Mahler’s approach, the author proposes to evaluate Op. 21 based on parameters
derived from the study of numerous original orchestral songs by Western composers.
These parameters include the literary foundation, orchestration, vocal part,
interaction between voice and orchestra, and the development of intonational
material.

The analysis of the cycle according to these parameters revealed the following;:
Like Mahler, Shostakovich not only draws upon lyric poetry (themes of love and
death) but also treats the large orchestra as a chamber orchestra. This tendency
toward the intimization of the Orchestergesang genre — accompanied by a shift from
the large full-sounding orchestra to chamber orchestra, including the use of various
instrumental ensembles — can also be observed among composers of the Second
Viennese School, who took Mahler’s model as a reference point. In his youth,
Shostakovich, under the influence of Ivan Sollertinsky, was fascinated by the works
of these composers in addition to Mahler.

In examining the principles of voice-orchestra interaction, the author refers to
the paradigm proposed by German musicologist Hans-Joachim Bracht, whose
concept provides a philosophical perspective on the cycle. This approach helps to
resolve the complex issue of the genre classification of Six Romances as an original
orchestral song.

Keywords: Orchestergesang, Orchesterlied, orchestral song,
D. Shostakovich, G. Mahler
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KiraBupHas My3bIKa «IIOCJA€HEr0 BEJIUMKOTO HUAEepPJAaH Ia»:
uHcTpyMeHTaAbHaA noan@oHusa A. I1. CBeiMHKA B KOHTEKCTE 3I0XU

B coobimenun 6yayT moapoOHO pacCMOTPEHBI CJIOKHEHNIITHE TOTU(POHUUECKUE
TeXHUKH B KjaaBUpHOU My3bike fI.II. CBelMHKAa Ha KOHKPETHBIX W Hambosiee
BBIJIAIOIINXCS IPUMEPAX, 3aMMCTBOBAaHHBIX U3 Pa3HbBIX KAaHPOB: CBETCKUX BapHaAIUU
(mpexxze Bcero HamboJIee MacTepCKUX U 3pesibix — Mein junges Leben hat ein End
u Est-ce Mars), XopaJbHbIX BapHallii Ha IE€PBOUCTOYHUKH, IMPHUHAJIEKAIIIE
Pa3IMYHbIM KOH(ECCUAM, Pa3HbIX TUIIOB (aHTa3UH (B TOM YHCJIEe TaK Ha3bIBAEMbIX
«3x0-(daHTa3uii») u puuepkapa JleBsaroro ToHa, parMeHTOB HEKOTOPHIX Hamboiee
CJIOKHBIX 10 (hopMe U YPOBHIO UCIIOJTHUTEIBCKON TPYTHOCTH TOKKAT.

ABTOD COCPEJIOTOUYNTCS HA MapaLIesIsAX U OTIMYHAX B TEXHUKAX KOMIIO3UITHU
U criocobax KOHCTPYMPOBAHUSA OJHUX U TeX ke (GOPM, KOTOPBIE IPUMEHSIIN B CBOEM
KJIaBUDHOW My3bIK€ BBIJIAIOIINECS COBPEMEHHUKH U  IMPEAIeCTBEHHUKU
KOMIIO3UTOPA, B IepByI0 ouepenb [[:x. Ppeckobasibii 1 HEKOTOpPbIE AHTJIMKUCKUE
BepkuHAMHCTEL (Y. Bépa u O. ['mb6oHe). Takske a1 OGOJIBIIEH HCTOPHUYECKOM
JTOCTOBEPHOCTH K PAacCMOTPEHUIO Oy/IyT MPHUBJE€YEHb COUMHEHHUS B aHAJIOTHYHBIX
J)KaHpax MacTepoB, JKUBIIUX M paOOTaBIIUX HA TEPPUTOPUU MCTOPUUYECKHUX
Hunepnaugos — I1. @ununca u A. BaH JieH KepkxodeHna.

OIHU U3 KJIIOUEBBIX AaCIIEKTOB HCCIENOBAHUS — CIIOCOOBI OIpezieieHus
KJIABUPHBIX TEXHUK M JKaHPOB, B KOTOPHIX HanboJjIee 4acTo IpUMeHseTCs inganno,
0COOEHHO B TeX CJIy4asx, KOT/ia B 3aTJIaBUSAX OTCYTCTBYIOT OIIpe/ieJIEeHHbIE YKa3aHUsI,
a TakyKe MHIMBUAYaJIbHOE aBTOPCKOE MPEJIOMJIEHUE CXOAHBIX TEXHUK B TBOPUYECTBE
Ceenunka, ®peckobanbau, bépma u 'mb660oHCAa. ABTOP MPOCTIEAUT HUCTOKH Psa
KJIQBUPHBIX IOJU(POHUYECKUX TEXHUK B BOKAJIBHBIX COUYMHEHUSAX HA3BAHHBIX
KOMIIO3UTOPOB. ATO OKa3aJI0Ch BO3MOKHBIM OJ1aro/iapsi ropaszio Jydiied u Oosee
IIOJTHON COXPAHHOCTH MX BOKAJIBHOTO HACJIeHs, HEXKeJIU KJIABUPHBIX COUMHEHUH
(3a ucrsmrouenneMm ®peckobanban).
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Byayr 3arponHyThl mpobseMbl addeKToB W CHOoco00B UX OIpeJiesieHusd,
My3BbIKaJIbHBIX yKa3aTesjed Ha XapakTep ucnosiHeHus. Kpome Toro, aBTop KpaTKo
OCBATHUT CTE€NEeHb COXPAHHOCTU U JJOCTOBEPHOCTHU PACCMATPUBAEMBIX MY3bIKAIbHBIX
VCTOYHUKOB, 0COOEHHOCTH X OPUTUHAJIBHOM HOTAIIUU U CBSI3aHHBIE C He TEXHUKU
KOMIIO3UIUY U UTPHI.

KaroueBsie ciaoBa: Ceenunk, bépza, I'mb66oHc, monudoHUsA, KiaBUpHas
My3bIKa, PeHeccanc, panHee 6apokko, daHTasusd, inganno

Keyboard Music of the “Last Great Netherlander”: J. P. Sweelinck’s
Instrumental Polyphony in the Context of the Era

This report will explore the complex polyphonic techniques in the keyboard
music of J. P. Sweelinck using specific and outstanding examples drawn from various
genres: secular variations (primarily the most skillful and mature works — Mein
junges Leben hat ein End and Est-ce Mars), chorale variations based on sources from
different confessions, various types of fantasies (including the so-called “echo
fantasies”) and ricercars of the Ninth Tone, as well as fragments from some of the
most complex toccatas in terms of form and performance difficulty.

The author will focus on the parallels and differences in the compositional
techniques and methods of constructing the same forms employed by the prominent
contemporaries and predecessors of the composer, primarily G. Frescobaldi and
certain English virginalists (W. Byrd and O. Gibbons). Additionally, for greater
historical accuracy, compositions in similar genres by masters who lived and worked
in the territory of the historic Netherlands — P. Philips and A. van den Kerckhoven —
will also be examined.

Key aspects of the study include the ways of defining keyboard techniques and
genres where inganno is most frequently applied, particularly in cases where specific
indications are absent in the titles, as well as the individual authorial interpretation
of similar techniques in the works of Sweelinck, Frescobaldi, Byrd, and Gibbons. The
author will trace the origins of several keyboard polyphonic techniques in the vocal
compositions of these composers, which has become possible due to the significantly
better and more complete preservation of their vocal heritage compared to their
keyboard compositions (with the exception of Frescobaldi).

Issues related to affects and the methods of their definition, as well as musical
indicators of performance character, will also be addressed. Moreover, the author will
briefly illuminate the extent of preservation and authenticity of the musical sources
under consideration, the features of their original notation, and the associated
techniques of composition and performance.

Keywords: Sweelinck, Byrd, Gibbons, polyphony, keyboard music,
Renaissance, early Baroque, fantasy, inganno
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Ot Kapsa Mapuu ¢pon Be6epa k Baagumupy TapHOnmosibckomy:
IapoAuA KaK «IIOPTPET» OIIEPHOrO KaHpa

Jloksaag TIOCBAINEH OIIEPHOM IMapOAUM COBPEMEHHOTO POCCHHCKOTO
komIiio3uTopa Biagumupa TapHomosbckoro «Tpu rpanuu». JIMOPETTO COUMHEHUS
3aMMCTBOBAHO M3 HEOKOHYEHHOT'O Xy/I03KECTBEHHOTO poMaHa «Ku3Hb My3bIKaHTa»
Kapsia Mapuu ¢on BebGepa, B 0THOM U3 3TTU30/I10B KOTOPOT'O B CATUPUUYECKOM KJTIOUE

IIpeacrtaBJI€EHbl TPpH  HaOWOHAJIbHbIE  OIIE€PHBIEC «MOAEJIH» — «bospmas
UTAJIbIHCKaA» U «boJipmiasa (l)paHIIYSCKaH» OIIEPHI, a4 TAKXKE HEMENKad TpaaAuliud —
«0T€YECTBEHHO-POMAaHTHYECKOE MY3bIKaJIbHOE InpeacraBjieHue “ArHecca

Beprayspun”». O0bEKTOM IMapOAUN CTAHOBSATCS YCJIOBHOCTH OIIEPHOTO CIIEKTAKJIS —
«CJIAQJIKO3BYyUMEe»  UTAIbSIHCKONW  BOKAJbHOM  MY3bIKH, KOMIIO3UIMUOHHBIE
ocobeHHOCTH (DpAHITY3CKOM Omepbl, a TakkKe JgpaMaTypruyecKhe IITaMIIbI
COBpEMEHHOTO Bebepy HEMEIIKOTO «IIPeCTaBIEHUS ».

«Tpu rpauuu» TapHONOJBCKOTO, HATUCAHHBIE HA «JIUOPETTO» HEMEIIKOTO
KOMIIO3UTOpa B 1987 roxmy mno 3akazy l'eHHagua PoxKJeCcTBEHCKOTO, XOTA
U PEIN3YIOT 3aJI0)KEHHBIU B TEKCTe€ KDPUTHUECKUN IIOTEHI[UaJ, BCE XKe
UHTEPIIPETUPYIOT TEKCT TO0-cBoeMy. OOBEKTOM MapoAuu U HUPOHUUYECKOTO
[IEPEOCMbICIEHUSA CTAHOBUTCA HE TOJIBKO OIlepa, HO M 3alaJiHoeBpoIencKue
My3bIKaibHbIe cTHIU XVII — Hauasma XIX BB.; B Hell OTUET/IMBO ciablmarcs JIosmm
u Pamo, I'enziesrs 1 bax, a cam BeGep mpejcraBieH MuTaTaMH U3 €ro COOCTBEHHBIX
counHeHu#. [lapoyuiiHoe BebepoBCKOe Havasao yXOAUT Ha 3aJHUU ILJIaH, YCTyHas
MECTO CTWIM3AIMU W aUII03UAM, a CcaMa oOlepa BOCIPUHUMAETCSA B paMKax
IIOCTMO/JIEPHUCTCKOU 3CTETUKH.

Karouessie ciaoBa: K. M. ®on Bebep, B. TapHonosnbckuit, «Tpu rpanun»,
napojus

From Carl Maria von Weber to Vladimir Tarnopolsky:
Parody as a “Portrait” of the Opera Genre

The report is devoted to the opera parody by the contemporary Russian
composer Vladimir Tarnopolsky Three Graces. The libretto of the work is borrowed
from the unfinished fiction novel The Life of a Musician by Carl Maria von Weber, in
one of the episodes of which three national opera «models» are presented in a
satirical key — The Great Italian and The Great French operas, as well as the German
tradition — “The domestic romantic musical performance Agnes Bernauerin”. The
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object of the parody is the conventions of the opera performance — the “sweet sound”
of Italian vocal music, the compositional features of French opera, as well as the
dramatic cliches of the German “performance” contemporary to Weber.
Tarnopolsky’s Three Graces, written to a “libretto” by a German composer in
1987 by order of Gennady Rozhdestvensky, although they realize the critical potential
inherent in the text, still interpret the text in their own way. The object of parody and
ironic rethinking is not only the opera, but also Western European musical styles of
the 17th — early 19th centuries; Lully and Rameau, Handel and Bach are clearly heard
in it, and Weber himself is represented by quotations from his own works. Weber’s
parodic beginning fades into the background, giving way to stylization and allusions,
and the opera itself is perceived within the framework of postmodernist aesthetics.

Keywords: K. M. von Weber, V. Tarnopolsky, The Three Graces, parody
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My3bIka/IbHOE U BHEMY3bIKAJIbHOE COAEpKaHUe
B «IIokpoBe boropoaunsi» /I:x. TaBenepa

Jloksaag TMOCBAIIlEH BONPOCAM  MY3bIKQJIBHOTO U BHEMY3BIKQJIBHOTO
COJIEp>KaHMs B COUMHEHUM JJIs1 COJIMPYIOIIEN BUOJIOHUEIU U CTPYHHOT'O OPKECTpa
«IToxpoB Boropoaunsi» (The Protecting Veil, 1987) JI:kona TaBeHepa (1944—2013).
Ha coszmanue npousBefieHUsA KOMIIO3UTOPA BAOXHOBUJI IIPABOCJIaBHBIN IPa3HUK
[Toxposa IIpecBsaToit Boropoauisl. B ero ocHOBe JIeXKUT JieTeH/1a O ABJIEHUU BoyKbel
Marepu, cmaciiieli TpeKOB OT HalllecTBUs capaliiH B KoHcrantuHomosie X Beka.
Penurnosnoe uyzo nobyauio TaBeHepa HamMcaTh rPaHUO3HYI0 (PPECKy U3 BOCHbMU
yacTel, CBA3aHHYIO C kuTueM boropogunibl — oT PoxkaectBa 7m0 YcreHus.
TeMOpOBBIM OJIMIIETBOPEHHEM TJIABHONM WKOHOMMCHOU (UTYPHI IbeCchl cTaja
BHOJIOHYEJIb, COJINPYIOIas HAa MPOTKEHUU Bcero counHeHus. ConpoBoKaloIme
CTPYHHBbIE HWHCTPYMEHTHI PpAacCMaTPUBAIOTCA AaBTOPOM Kak MPOAOIKEHUE ee
«DeCKOHEUHOH MTeCHU».
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KoMmio3uTop HazBajl CBOe COUMHEHHNE «JIUPUUECKOU WKOHOMW», MPOJOIXKUB
CEPUI0 «3BYKOBBIX HMKOH» (OPUTMHAJIBHBIM TUII KOMIIO3WIIMM B TBOPYECTBE
TaBeHepa, HAMPAMYI COOTHOCHUMBINA C MOHATHEM HKOHBI U XapaKTePHU3YIOIIHUUCS
PEJIUTUO3HBIM MOJYCOM COJEp:KAHUsA, Pe3yJIbTaT €ro MHOTOJIETHUX JyXOBHBIX
IIONCKOB). B couMHeHWM HaAILIA OTpaKeHHe XapaKTepHBbIe UePThl JTOr0 THUIA
KOMIIO3UITUM: ONOpa HAa BU3AHTHUMCKYI0 THMHOTpaduio, CUMBOJIN3M MBbIILJIEHU
(TeMOpOBBIM, MPOCTPAHCTBEHHBIM, YHCIOBOI), CHMMETpUsA, oOpalleHne
K CPeJHEBEKOBO-PEHECCAHCHBIM MOJNU(POHNYECKUM NPUHIUIOAM OpraHU3anuu
MaTepuasia, OSKCTaTUYHOCTh. K uuceiay BakHeHmux Kateropuil «IlokpoBa
Boroposmunbsi» OTHeceM  «3acThIBIIEe» BpeMs, CaKpajJbHOE IIPOCTPAHCTBO,
PUTYyaJIbHOCTD. JlpaMaTyprusa IUKJIa OCHOBaHA HA KOHTPACTHOM COIOCTABJIEHUU
My3bIKJIbHBIX 00pa30B boropoauiel — crpasatomeit Marepu u I{apurst HebecHoi,
yepes NMPU3MY BOCIPUATHS KOTOPOH IMTPOXO/AT OCHOBHBIE €BaHTETbCKUE COOBITHS.

HecMmoTpsi Ha UHCTPYMEHTAJIbHYIO IPUPOY COUMHEHUSA, KOMIIO3UTODP OTBEJ
3HAUUTEJIBPHOE MeCTO KOMMEHTHUPYIOIEMY AaBTOPCKOMY CJIOBY, H3JI0KEHHOMY
B pa3BepHYTOM TEKCTE MPEINCI0OBUS, OPUTUHATIbHBIX PeMapKaxX B MapTUType — OT
KJTIOUEBBIX JJIsT My3bIKaHTa HOHATHU /10 TOPOOHBIX YTOUHEHHU.

B oreuecTBeHHOM U 3apyOeKHOM MYy3bIKO3HAHUU «IIokpoB Boroposuiibi»
Il>xona TaBeHepa paHee MOAPOOHO HE pAaCCMATPUBAJICA, UTO IPEOIPEETUIIO
aKTyaJIbHOCTb ITPEJICTAaBJIEHHOU TEMBI.

Karouessie ciioBa: /[>)xoH TaBeHep, MKOHA B 3ByKax, «[IokpoB boropouiibny,
COBpPEMEHHAs aHIVIMKCKasl akaJeMudeckass My3blka, MUHUMAJIU3M, HOBas MPOCTOTA,
PEIUTHO3HOCTh, PUTYATTbHOCTD

Musical and Non-musical Content in The Protecting Veil by J. Tavener

The report is devoted to the issues of musical and non-musical content in the
composition for solo cello and string orchestra The Protecting Veil (1987) by John
Tavener (1944-2013). The creation of the composer’s work was inspired by an
Orthodox holiday — The Protection of the Most Holy Theotokos. It is based on the
legend of the appearance of the Mother of God, who saved the Greeks from the
Saracen invasion in Constantinople in the X century. A religious miracle prompted
Tavener to paint a grandiose eight—part fresco related to the life of the Virgin Mary —
from Christmas to the Assumption. The timbre personification of the main
iconographic figure of the play was the cello, which is a soloist throughout the
composition. The accompanying stringed instruments are considered by the author
as a continuation of her “endless song”.

The composer called The Protecting Veil a “lyrical icon”, continuing his series
of “sound icons” (an original type of composition in Tavener's work, directly
correlated with the concept of an icon and characterized by a religious mode of
content, the result of many years of spiritual searches by the musician). The
composition reflects the characteristic features of this type of composition: reliance
on Byzantine hymnography, symbolism of thought (timbre, spatial, numerical),
symmetry, appeal to medieval-Renaissance polyphonic principles of material
organization, ecstasy. The most important categories of The Protecting Veil include
“frozen” time, sacred space, and ritualism. The drama of the cycle is based on a
contrasting juxtaposition of musical images of the Virgin Mary, the suffering Mother,
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and the Queen of Heaven, through the prism of which the main evangelical events
take place.

Despite the instrumental nature of the composition, the composer devoted
a significant place to the author’s commentating word, set out in the expanded text
of the preface, original remarks in the score — from key concepts for a musician to
detailed clarifications.

In Russian and foreign musicology, John Tavener’s The Protecting Veil had not
previously been considered in detail, which predetermined the relevance of the
presented topic.

Keywords: John Tavener, Icon in sounds, The Protecting Veil, contemporary
English academic music, minimal music, new simplicity, religiosity, ritualism
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Onepa-mucrepusa «bparbea Kapamazosbsi» A. CmesikoBa:
K TpaKTOBKe kaHpa B XXI Beke

Jloxsiay, mocBsAIeH onepe-mucrepun «bpatbs KapamazoBbl» (2008)
poccuiickoro kommosuTopa A. I1. CmenkoBa. OCHOBHasi €ro Iiejib — IPEJICTaBUTH
COBPEMEHHYIO0 HHTEPIIPETAIINIO OTHOTO U3 CAMBIX PAHHUX TUIIOB OIEpHI (JIyXOBHOI)
B €e >KaHPOBOU Pa3sHOBUJHOCTU — OIEPHI-MUCTEPUU — HA MPUMEPE COUMHEHUS
CmenkoBa. Cpenn 3a71a4 coO0OIIEeHNsT — ITOKA3aTh KJII0UEBbIE CBOMCTBA 3TOTO JKaHPA
oreuecTBeHHOU onepbl B XXI crosietnn. /[aHO oIlpesiesieHNe AYXOBHOU ONeEPHI B
aBTOPCKOU TPAKTOBKE, COIJIACHO KOTOPOMY K JYXOBHBIM OTHOCSATCS OIEPBI, OCHOBY
JINOPETTO  KOTOPBIX  COCTaBJISIOT  pEJUTHO3HBble  CloKeTbl  (OuOieiickue,
€BaHTeJIbCKHE, JKUTUHHBIE), a TaKKe WHTEPIPETUPOBAHHbIE B IIPOU3BEIEHUIX
JINTEPATYPHI TeKCThl U MOTUBHI CBAlleHHOTrO [Incanusa. BnepBrie B 0oTeueCTBEHHOM
My3bIKO3HAHUU  Jud@epeHIIUpPOBaHbl  omepa-Mucrepus u  Oubieiickad
My3bIKaJIbHasA JipaMa, YTO MPEACTABJIAETCA CyI|eCTBEHHBIM /IJI BEpDHOU TPAKTOBKU
UX COJIep:KaHUs U 0COOEHHOCTEN MYy3bIKAJIbHOU [paMaTypruu U CTpyKTypbl. Kaxkias
13 HUX 00J1a/1a€T 0COOBIMHU CIO3KETHBIM IIOJIEM U [PAMaTyprudeCKUMU IPUHIIUIIAMU,
r7ie Hanubosiee 3HAUUMbBIN KPUTEPUU OT/IUYUS — CIOKeT. Tak, OCHOBY OmOseiickoi
MY3BbIKaJIbHOUN paMbl COCTABJIAET COZlePKaHNe BeTX03aBETHBIX TEKCTOB, TOI/IA KaK
B OIlepe-MUCTEPUU — 3TO HOBO3aBeTHBIE U aruorpaduueckue ((KUTUNHbBIE) CIOXKETHI.

B noxisage nmnpuBesieHbl XapaKTEPUCTHUKU, Ba)KHble I MOHUMAHUA
0COOEHHOCTEN COBPEMEHHOU ONEPHI-MUCTEPUU U MPUCYTCTBYIOIINE B «bparhsax
KapamazoBbix» CmenkoBa. OHU IOATBEP:KA€Hbl KOHKPETHBIMU IIpUMepaMU U3 3TOU
onepbl. Cpezin HUX — coeauHeHUEe (PUIOCO(PCKUX, PEIMTHO3HBIX, COIMAIbHBIX,
ACTETUYECKUX U TUUECKUX UJIeH; MOJINKAHPOBOCTh; CUMYJIbTAHHOCTh BPEMEHHBIX
IIPOLIeCCOB; TOJIMMJIACTOBOCTh KaK MPUHIUI MHOTOCJIOWHON JpaMaTypruu;
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IPUCYTCTBHE  TMPUHIIUIIOB  SIHYECKOW W JIMPUYECKOH  JpaMaTypruu;
«KOHTUHya/lIbHasA cuMdoHusanusa» (repmun I. E. KajomwuHoit), mpejicraBieHHas
B BHJI€ CHCT€Mbl WHTOHAIIMOHHBIX cPep U JIEHTMOTHUBOB. J[pyrue XxapakTepUCTUKH
onepel-mucrepun «bpatbs Kapamas3oBbl» MOKHO OTHECTH K apXETHIIMYECKHUM
yepTaM jKaHpa: 3TO BKJIOUeHHe cileH MosieHud (MosutBa Astemu; «XBaJIUTe
l'ocrioma wHamero!»; MosmutBa Mwutn); puTyasibHBIX creH (cyn Haa Mwurei
Kapama3zoBbIM); CIleH UyZeCHOTO IpeobparkeHus (BOCKpellleHe peOeHKa); CIleH CHa
WIN BUJIEHUH, KOTOpbIe ABJAIOT coboi opmy BorkecTBEHHOTO OTKpOBeHUs (COH
Aserin); BOIUIOIIEHUE aKTa TeohaHUH U JP.

B 3aksioueHUU JIOKJIaJia eIaeTcsl BBIBOJ, O KJIIOUEBOM KAadyeCTBe TPAKTOBKU
onepbl-muctepuu B «bparbsix KapamazoBbix» CMesIKoBa, KOTOPOE 3aKIIOUAETCS
B COUETAaHUU B HEW apXETUITNYECKUX U COBPEMEHHBIX UePT JKaHpa.

KiroueBsble ciioBa: COBpeMeHHas OTEYEeCTBEHHAA OIepa, onepa-MUCTepHUs,
«bpartpst KapamaszoBbi», A. CmenkoB, @. M. JlocroeBckuii, 0. JIluMuTpuH, 1yXoBHASA
orepa

The Opera-Mystery The Brothers Karamazov by A. Smelkov:
On the Interpretation of Genre in the 21st Century

The report is devoted to the mystery opera The Brothers Karamazov (2008)
by Russian composer A.P.Smelkov. Its main goal is to present a modern
interpretation of one of the earliest types of opera (spiritual) in its genre variety —
mystery opera, using the example of Smelkov’s work. The demonstration of the key
properties of mystery opera, characteristic of this genre of Russian opera in the 21st
century, is among the objectives of this report. A definition of spiritual opera in the
author's interpretation is given, according to which spiritual operas include operas
whose libretto is based on religious subjects (biblical, evangelical, hagiographic), as
well as texts and motifs of the Holy Scriptures interpreted in works of literature. For
the first time in Russian musicology, mystery opera and biblical musical drama have
been differentiated, which seems essential for the correct interpretation of their
content and features of musical dramaturgy and structure. Each of them has special
plot fields and dramatic principles, where the most significant criterion for difference
is the plot. Thus, the basis of the biblical musical drama is the content of the Old
Testament texts, while in the mystery opera it is the New Testament and
hagiographical plots.

The report presents characteristics that are important for understanding the
features of modern mystery opera and are present in Smelkov’s The Brothers
Karamazov. They are confirmed by specific examples from the opera. It is
a combination of philosophical, religious, social, aesthetic and ethical ideas; multi-
genre; simultaneity of temporary processes; polylayer as a principle of multilayer
dramaturgy; the presence of the principles of epic and lyrical dramaturgy;
“continuous symphonization” (term by G. E. Kaloshina), presented in the form of a
system of intonation spheres and leitmotifs. Other characteristics of the mystery
opera The Brothers Karamazov can be attributed to the archetypal features of the
genre: the inclusion of prayer scenes (Alyosha’s Prayer; Praise Our Lord!; Mitya’s
Prayer); ritual scenes (the trial of Mitya Karamazov); scenes of miraculous
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transformation (resurrection of a child); dream scenes or visions that represent a
form of Divine revelation (Alyosha's dream); embodiment of an act of theophany, etc.

At the end of the report, a conclusion is drawn about the key quality of the
interpretation of the mystery opera in Smelkov’s The Brothers Karamazov, which
lies in its combination of archetypal and modern features of the genre.

Keywords: modern Russian opera, mystery opera, The Brothers Karamazov,
A. Smelkov, F. M. Dostoevsky, Yu. Dimitrin, spiritual opera
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M. A. baaxakupeB — A. K. JIagoB —/I. /I. lllocrakoBuu4:
OpKecTpPOBbI€e NapaLieJun

OpkecTpoBKa Wrpaer O0COOYyI0 pPOJIb B CO3ZJaHUU MYy3bIK&JIBHOTO 00Opasa
cuM(pOHUYECKOTO TTPOU3BEAEHUS, IT03TOMY aHAIN3 0cOOEHHOCTEN MHCTPYMEHTOBKH,
XapaKTEePHbIX JIJIsI KOMIIO3UTOPAa, IMeeT OOJIbIIIOe 3HAUEHE B IOHUMAaHUH CIIeIu(PUKU
€ro TBOPYEeCKOro Iporecca. B 3ToM KOHTEKCTe BO3HUKAIOT BOIIPOCHI: CYILIECTBYET JIU
[IPEEMCTBEHHOCTh IIPUHIIMIIOB HWHCTPYMEHTOBKM, HACKOJBKO KKABIH aBTOP
UHAVUBUAyaJIEH B 3TOU cdepe, MOKHO JII TOBOPUTHh O CBOMCTBEHHOM KOHKDPETHOMY
KOMIIO3UTOPY OPUTHHAJIBHOM OPKECTPOBOM CTHJIE.

JlokJiaz] TIOCBAIIEH PACCMOTPEHUI0 HEKOTOPBHIX 0COOEHHOCTEW OPKECTPOBOTO
[1chbMa KOMIIO3UTOPOB, CBA3AHHBIX TECHBIMHU TBOPUYECKUMU B3aUMOOTHOIIIEHUAMU.
OTnpaBHOM TOYKOH B HCCIIEIOBAaHUU CTaHYT counHeHus M. A. Basakupesa, mepBoro
HACTaBHUKA KOMIIO3UTOPOB «Moryuell Ky4kKd», BO MHOTOM ITOBJIMSBIIIETO HA HX
IIPEATIOUTEHHS B 00JIaCTH HHCTPYMeHTOBKH. OpKecTpOBble MPUHIUNIBI basakupeBa
ObLT BOCHPHUHATHI M TBOpUECKU ItepeocMbiciieHbl H. A. PuMmckum-KopcakoBbsim
U IIepe/laHbl, B CBOIO ouepeb, ero yueHukam — A. K. JIsgoBy u M. O. IllTelinOepry,
nocaegHu u3 KoTopbix cran yuurtesnem [I. JI. llocrakoBuda. HHTepecHbie
1epecevyeHrsi OOHAPYKUBAIOTCS B OPKECTPOBKE TpeX KOMIIO3UTOPOB U3 3TOU
TBOPYECKOU «ceTu» — banakupesa, JIsamosa u llloctakoBuya.

ABTOp uccJelyeT MapTUTYPhl 3THUX aBTOPOB, CBSA3AHHBIX CXOXKEW TeMaTUKOU
1 MEeJIOJUYECKMM MarepuajioM: cuMQ@OHUUYEeCKyl0 I0oMy «Pycb» banakupesa,
OPKECTPOBBIN ITUKJ «BoceMb pycCKMX HApOAHBIX IeceH» JIsgaoBa U «YBepTIOPy Ha
pyccKre ¥ KUprus3ckue HapoaHble TeMbl» IllocrakoBuya. Ilpu paccMmorpeHuu
cuM(pOHUYECKOTO BOILIOIIEHUS 3THX MIPOU3BENEHUH OCHOBHOE BHIMAaHUE 00paIeHo
Ha CJIeAyIOolpe mapaMeTphl: 3ByKon300pa3uTeabHble 3(p@eKThI; OaaHc OPKECTPOBOU
dakTypsl U O0COOEHHOCTH PACIIOJIOKEHUSI TOJOCOB B MHCTPYMEHTAJIBHBIX TPYIINAX;
XapaKTepHble MPHEeMbl OPKECTPOBKU. M3ydeHne 3THX AaCHEKTOB ITO3BOJIMT CHAEIATh
BBIBOZbI O CXOZICTBE U PA3JIMYUU TBOPUYECKOIO IIOJXO0/JAa 3TUX KOMIIO3UTOPOB
K cnenfi(prKe NHCTPYMEHTOBKH.
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KiawoueBbie ciaoBa: M. A. banakupes, A. K. JIanos, . /1. IIlocrakoBuy,
OPKECTPOBKA, HHCTPYMEHTOBKA, OPKECTPOBOE MBIIILJIEHUE

M. A. Balakirev — A. K. Lyadov — D. D. Shostakovich:
Orchestral Parallels

Orchestration plays a special role in creating the musical image of a symphonic
work, which makes the analysis of the characteristics of orchestration typical for
a composer highly significant in understanding the specifics of their creative process.
In this context, questions arise: is there a continuity of orchestration principles, to
what extent is each author unique in this area, and can one speak of an original
orchestral style characteristic of a particular composer?

This report is dedicated to examining some features of orchestral writing of
composers who are closely interconnected through their creative relationships. The
starting point of the study will be the works of M. A. Balakirev, the first mentor of the
composers of the Mighty Handful, who significantly influenced their preferences in
orchestration. The orchestral principles of Balakirev were adopted and creatively
reinterpreted by N. A. Rimsky-Korsakov and, in turn, passed on to his pupils —
A. K. Lyadov and M. O. Shteinberg, the latter of whom became the teacher of
D. D. Shostakovich. Interesting intersections are discovered in the orchestration of
three composers from this creative “network”: Balakirev, Lyadov, and Shostakovich.

The author investigates the scores of these composers, linked by similar themes
and melodic material: Balakirev’s symphonic poem Russia, Lyadov’s orchestral cycle
Eight Russian Folk Songs and Shostakovich’s Overture on Russian and Kirghiz
Themes. In examining the symphonic embodiment of these works, particular
attention is paid to the following parameters: sound-imitation effects; the balance of
orchestral texture and the peculiarities of voice placement within instrumental
groups; characteristic orchestration techniques. The study of these aspects will allow
for conclusions to be drawn about the similarities and differences in the creative
approaches of these composers regarding the specifics of orchestration.

Keywords: M. A. Balakirev, A. K. Lyadov, D. D. Shostakovich, orchestration,
instrumentation, orchestral style
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O HexoTOpBIX a/LTI0O3UAX B KoHnepre N? 2 115 poprenuaHo
c opkecrpom /1. /1. IllocrakoBuUa: K Mpoo0JIeMe TBOPUYECKOTO AUAJIOTa
. . IIocrakoBuua u C. C. IIpoko¢dbeBa

Uccnenoanue TBopueckux napayviesnei C. C. IIpokodwesa u /1. 1. [llocrakoBrya
3aHMMaeT BA)KHOE MECTO B M3YYEeHHM Hacjaeus JByX KiIaccUKOB XX Beka. Cam
IllocrakoBuY He pa3 ymOMHUHaI O poyil TBopuecTtBa IIpokodbeBa B CTaHOBJIEHUU
COOCTBEHHOT'O KOMIIO3UTOPCKOT'O CTHJISAA — KaK B paHHUE TO/bI (B YACTHOCTH, B « AHKETe
IO TICUXOJIOTHU TBOPYECKOTO IIpoliecca» 1927 rojia), Tak U ropaszio mo3/iHee (B cTaThe
«lympl O TpoiiieHHOM myTH» 1956 roza). CieAbl MPOKOMHEBCKOTO BIIMAHUSA
obHapy»xuBatorcs B ITepBoii, I1lecroii u JleBsToi cuMmdonusax, [Ieppom dpoprenrnanHOM
KOHIIepTe U epBOH (popTenraHHOM coHaTe, 24 MPETIOAUAIX.

JKusznepasoctHOCTh, OeckoHMIUKTHOCT KoHuepra N 2 nns doprenuaHo
c OpKecTpoM (1957) Tak»Ke OTChLIAET CKOpee K MPOKOGHhEBCKOMY MHUPOOIIIYIIEHUIO,
yeM K 00pasHbIM chepam, TunuaHbIM 1715 [IloctakoBrya. Yacto KoHIEpT TpaKTyIOT
Kak HeKoe oOpaleHue K MOJIOZIeXKH, OMUpasch B OlLlEHKe IMpeXJie Bcero Ha
o0cToATENbCTBA COYMHEHUs (IIpOU3BeZleHre OBbLJIO CO3/AAaHO /JJIA BBIITYCKHOTO
dK3aMeHa cblHA Kowmmo3utopa, M. /I. IllocrakoBuua). IlomoOHOe 3ameTHOE
yrpoieHue KoHnenmuu HanomuHaeT o Ceabmount Cumdonuu IIpokodnesa,
TPAJUIIMOHHO TPAKTyEMOU B PaMKaxX «JeTCKOU» MY3bIKU. MeXy TeM, IIOMUMO YKe
HaNJIeHHBIX HCCJIe/IoBaTeIsIMU YKa3aHUN Ha Hajnmuyue Oosiee TirybOKOTO, JIMYHOTO
moATeKcTa (HampuMep, MPHUCYTCTBHE ABTOPCKOM MOHOTPAMMBbI B IEPBOM YacTH,
PEMUHHCIIEHIIUN (dparMeHTOB COOCTBEHHBIX PaHHHUX COYMHEHUH), OTCBhUIKU
K TBopuecTBy IIpokodreBa B KoHUepTe mnpeanosiaraioT euje OAUH PakKypc
OCMBICJIEHUA 3TOTO OIyCa.

Asutro3uu Ha noceaHIon cuMdonuto ITpokodreBa, a Takke Ha ero KoHuiept
N© 1 11 popTenuano c opkecTpoM, Mapi 13 oneps! «JIF000Bb K TpeM aleIbCHaAM »
BCTpevaroTes BO Beex yacTax Konnepra lllocrakoBuya. [IpucyTCTBYIOT U 2)KaHPOBEIE,
CTPYKTYPHbBIE, TEeMOPOBBIe mapasiesin. « CBoe» U «UyK0oe» OKa3bIBAIOTCA IIPH 3TOM
HEPA3PBIBHO CBA3aHBI JIPYT € JAPYroM: TO, YTO MOHAYaJly BOCHPUHUMAETCSA KakK
obOpalreHne K >KaHPOBOCTH B paMKax cTwis camoro IllocrakoBuya, MPUBOJHUT
K BIIOJIHE OYE€BUHBIM OTChLIIKAM K TPOKOMDHEBCKUM COUNHEHUAM.

[IepeocmbiciieHrEe «Uy:KUX» CTUJIMCTHUYECKUX IpruemMoB B KonHuepre N? 2
II03BOJIA€T TOBOPUTh HEe CTOJBKO O BausgHMM Ha IllocrakoBuua TBOpYECTBA
[TpokodneBa, CKOJBKO 00 OCO3HAHHOM JUAJIOTe C HaCJAeJHueM CTapIIero
COBpEMEHHUKA.

KnaroueBsle cioBa: IllocrakoBuu, IIpokodneB, TBOpUECKUU JIHAJIOT,
KOHIIepT N2 2 i1 pOopTENHAHO C OPKECTPOM.

Some Example of Allusions in D. Shostakovich’s Piano Concerto No. 2:
To the Issue of Creative Dialogue
Between D. Shostakovich and S. Prokofiev

Analyses of creative parallels between S. Prokofiev and D. Shostakovich occupy
an important place in the field of 20th century music research. Shostakovich himself
mentioned the role of Prokofiev’s works in the development of his own compositional
style — both in his early years (Questionnaire on the Psychology of the Creative
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Process, 1927) and much later (Thoughts on the Path Traveled, 1956). Prokofiev’s
influence is found in Shostakovich’s Symphonies No. 1, 6, 9, the First Piano Concerto
and the First Piano Sonata, and 24 Preludes.

The optimism of the Piano Concerto No. 2 (1957) also reminds rather to the
works of Prokofiev than Shostakovich. The Concerto is often interpreted as an appeal
to youth because of the circumstances of the composition (the work was created for
the final exam of the composer’s son, M. D. Shostakovich). Such a simplification of
the concept recalls Prokofiev’s Symphony No. 7, traditionally interpreted within the
framework of “children” music. Meanwhile, researchers already found of a deeper
personal subtext in Shostakovich’s Concerto (for example, because of the presence of
the author's monogram in the first part, reminiscences of fragments of Shostakovich’s
own early compositions). Allusions to Prokofiev’s works in the Concerto suggest
another one way of interpretation this opus.

Allusions to Prokofiev’s last symphony, as well as to his Piano Concerto No. 1,
and the March from the opera The Love for Three Oranges are found in
Shostakovich’s Concerto. Genre, structural, and timbre parallels are also
representing. “Own” and “foreign” are interconnected: what is at the beginning
perceived as an appeal to genre within the framework of Shostakovich’s own style
leads to quite obvious references to Prokofiev’s works.

The rethinking of “foreign” stylistic features in Concerto No. 2 shows not so
much the influence of Prokofiev’s works on Shostakovich, but rather a conscious
creative dialogue.

Keywords: D. Shostakovich, S. Prokofiev, creative dialogue, Piano Concerto
No. 2
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Mo oHUA 1 HOBBLIL CUHKpemu3m
TBOpuYecTBa Biragnmupa MapTbhiHOBa 1990—2010 rOA0B

[Tonmudonus B XX BeKe JOCTUTJIA CBOETO OUEPETHOTO pacIiBeTa B COeINHEHNU
C TADMOHUYECKHMH CPEJICTBAMH HOBOU MY3BIKH — XPOMAaTHKOH, CBOOOJTHBIM
JINCCOHAHCOM, HOBBIMHM IIPEJICTABJIEHUSIMHU O IPOCTpaHCTBe U BpeMeHU. OHa
IIPOHUKJIA BO BCe HOBeNIINe KOMIIO3UTOPCKHE TEXHUKU, 00pa30BaB HEBU/IAHHbBIE
nocesie GopMbl: B HOBYIO TOHaIbHOCTH [laysisa Xunaemura, imutpusa [llocrakoBuya,
Anempapa KapamanoBa, B MHOTOILJIACTOBYIO ITOJIMMO/IAJIBHOCTh ¢ MEH3ypaJIbHbIMU
kaHoHamMu OsuBbe MeccuaHa, B COHOpHYIO Mukpononudonuto Awveépasa Jlureru,
B CBOEOOpa3HBI M30PUTMHYECKUN «TUHTUHHAOYIU»-KOHTpamyHKT ApBo Ilspra,
B CEpUUHYI0 TEXHHUKY — CBOETO pOJla «HOBBIM CTPOTUH CTHJIb», B CEPUAJIBHYIO
KOMIIO3UITUIO C €ro MHOromapaMeTpoBbIM mucbMoM Meccuana, Ilrepa bBysiesa,
Kapnxatinma IlITokxay3eHa, B 3JIEKTPOHHO-COHOPHBIM 3BYKOBOM CHHTE3
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U B CIEKTPAJIbHYI0O KOMIIO3UIINIO, B ajieaTopuyeckue KaHOHBI Teppu Paiinm,
B TEXHUKY «(a30BOr0 C/IBUTA» C ee TEMIIOBBIM paccioeHreM BpeMenu CtuBa Paiixa,
B HOBOTOH&JIBHYIO Cpely HOBOU IPOCTOTHI B BHJIE XOPOIIO TeMIIEPUPOBAHHBIX
ki1aBupoB XXI Beka I'eopra Ilenenuca u Credana Jlesnpiaca.

[TonmudoHnueckas TeXHUKA — HWMMAaHEHTHO-MYy3bIKaJIbHAsA JUCIUILINHA.
OmHako B pa3HOOOpa3HBIX TapMOHUYECKHX cpelax My3blkMm XX BekKa OHa
COeIUHWJIaCh HE€ TOJBKO C HOBBIMU CTPYKTYPHBIMH KOHIIENIUSAMHU, HO
Y C KOHIIEMIUAMU MUPOBO33PEHUECKUMH U MCTOPUKO-KYJIBTYPHBIMU. ITOT HOBbLUL
CUHKpemu3M CTaJl HOCUTEJeM HOBBIX CMBICJIOB M COJEep:KaTeJIbHBIX PAIOB,
MIPEICTABJIAIONINX CETOAHAIIHIOI KapTUHY MHpPAa B COBPEMEHHBIX 3BYKOBBIX
dopmax.

Oco0ObIfi  B3MJIAZ HA TMOJUMPOHUUECKYI0 KOMIO3UIUIO chHOpMUPOBATICA
B TBopuecTBe Biagmmupa MapTeiHOBa 1990—2010-X I'0/I0B. B ero TpakToBKe HOBBIM
CUHKPETU3M — 3TO KOHIIEMIMS «HOBOrO KaHOHA». OHA moHuMaeTcsd MapThIHOBBIM
KaKk 3HaK COBPEMEHHOW KyJbTypbl, MNOpUIIeJNIed K CBOUM HCTOKAM —
K KAHOHMUYECKOMY — KOMMEHTHUPYIOIIEMY TUITy TBOpYeCTBa. Ee MIpUHIUIBI:

1. Tpakmoska mexcma Kak CaxKpanvbHoll cmpyxkmypul. Tak
chopMyTUpOBaHHBIM  NPUHIMII  O3HAYaeT MpeojioJieHhe HOBOBPEMEHHOM
KOHIIENIIUM MYy3bIKH, TPAKTYIOIed JyXOBHbIE TEKCTbI B S5MOIIMOHAJIBHO-
IICUXOJIOTUYECKOM KJII04e, U IPOUYTEHNE TEKCTOB B KAHOHUYECKOM XapaKTepe: MeTh
10 KHUT'€ — 3HAYUT BOCCO3/1aTh €€ CAKPAJIIbHBIN CMBICJI Yepe3 CTPYKTYPY.

2. KaHmycHoe nucbmo. ITO OIOpa Ha OMBIT co3zjaresield OOrocay:keOHO-
IIEBUECKUX CHCTEM: TPUTOPDUAHUKH, JPEBHEPYCCKOI'O pacmeBa, BU3AHTUUCKOTO
ocMorJlacusi — TPaJUIlU{, WCIOJIb3YIOINe KaHOHU3UPOBaHHbIE (HOPMYJIbI
U apXeTHIIbl, OIIOpa Ha TpaguIMU paHHeU TNOoJu(OHUH, NOJAUPOHUU
HUJIEPJIAH/ACKON IIIKOJIbI, Ha CTWJIb PEHECCAHCHON IOJHU(MOHHUU, BEHEIMAHCKOU
MHOTOXOPHOCTH, IPOTECTAHTCKOTO XOpasia, WCIOJIb30BAHHE AapXaW4decKOTO
(onbprIIOpa, CTUJIMCTUYECKUX UANOM My3bIku HoBOro BpemeHU.

3. IIpunyun xanona. CorjiacHO KaHTyCHOMY MBIIIJIEHUIO, MIPUHIIUN KaHOHA
COCTOUT B KOMMEHTHPOBAHUHU UCTOPUKO-CTUJIUCTUUECKOTO KOMILJIEKCA KaK KaHTyCa,
vox principalis, a aBTOpCKUII KOMMEHTAPUH K HEMYy — KOHTPAIIyHKTHPYIOIIUH VOX
organalis.

B noxksazie OyzeT mokazaHo, KAk KOMILJIEKC HICTOPUYECKUX TEXHUK TOJTU(MOHUU
CTAaHOBUTCA MATEPUAJIOM JJi BOIUIOIIEHUSA HJIeM HOBOTO CHHKPETH3Ma U HOBOTO
KaHOHA KaK KOHI[eNIINU NOJIUDOHUIECKOM.

KiaroueBsie cioBa: IlonudoHus, HOBasg My3blKa, HOBBIM CHHKDETH3M,
«HOBBI KaHOH», KQaHTYCHasi KOMITO3UIIHs, UCTOPUKO-CTUJINCTUIECKUN KOMILIEKC,
vox principalis, aBTOpCKUII KOMMeEHTapuu, vox organalis, Bnagumup MapThIHOB,
«Attokanuncuc», Missa rossica

Polyphony and the New Syncretism
in the Works of Vladimir Martynov from 1990 to 2010

Polyphony in the 20th century reached its next heyday in conjunction with the
harmonic means of the new music — with chromatics, free dissonance, with its new
ideas of space and time. It has penetrated into all the latest compositional techniques,
creating previously unseen forms: into the new tonality of Paul Hindemith, Dmitri
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Shostakovich, Alemdar Karamanov, into the multi-layered polymodality with Olivier
Messiaen’s mensural canons, into Ligeti’s sonorous micropolyphony, into Arvo Part’s
unique isorhythmic “tintinnabuli” counterpoint, into the serial technique — a kind of
“new strict style”, into the serial composition with its multi-parameter writing of
Messiaen, Pierre Boulez, Karlheinz Stockhausen, into the electronic-sonoristic sound
synthesis and into spectral composition, into the aleatoric canons of Terry Riley, into
the “phase shift” technique with its tempo stratification of time of Steve Reich, into
the new tonal environment of new simplicity in the form of the well-tempered claviers
of the 21st century by Georg Pelecis and Stéphane Delplace.

Polyphonic technique is an immanent musical discipline. However, in the
diverse harmonic environments of twentieth-century music, it has been combined
not only with new structural concepts, but also with worldview and historical-cultural
concepts. This new syncretism became the bearer of new meanings and content
series, representing today’s picture of the world in modern sound forms.

A special view of polyphonic composition was formed in the work of Vladimir
Martynov in the 1990s—2010s. In his interpretation, new syncretism is the concept
of a “new canon”. It is understood by Martynov as a sign of modern culture that has
come to its origins — to the canonical — commentary type of creativity. Its principles
are:

1. Treating the text as a sacred structure. The principle so formulated means
overcoming the new-modern conception of music, which treats spiritual texts in an
emotional and psychological way, and reading texts in a canonical character: to sing
according to a book means to recreate its sacred meaning through its structure.

2. Cantus writing. This is a reliance on the experience of the creators of
liturgical singing systems: Gregorian, Old Russian chant, Byzantine osmoglasia —
traditions that use canonized formulas and archetypes, reliance on the traditions of
early polyphony, polyphony of the Dutch school, on the style of Renaissance
polyphony, Venetian polychorus, Protestant chorale, use of archaic folklore, stylistic
idioms of New Age music.

3. The principle of canon. According to cantus thinking, the principle of canon
consists in commenting on the historical-stylistic complex as cantus, vox principalis,
while the author’s commentary on it is a counterpointing vox organalis.

The paper will show how the complex of historical techniques of polyphony
becomes a material for the realization of the author's model of new syncretism
as a concept of polyphonic.

Keywords: Polyphony, new music, new syncretism, “new canon”, cantus
composition, historical and stylistic complex, vox principalis, author’s commentary,
vox organalis, Vladimir Martynov, Apocalypse, Missa rossica
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Onepa kak cumponun: «Pugeano» berxosena
B Bepcuu 7K. Kactuab-baasa

B 1826 roay B [lapuske BBIILIO B CBET IEPBOE U €ITUHCTBEHHOE NPUKU3HEHHOE
U3aHHEe NapTUTYphl olepbl berxoBeHa «®Puaenno», KOTOpPOe JOJIKHO OBLIO
IIpEeJINIECTBOBATh IOCTAaHOBKE 35TOU omepbl B TeaTpe «OjieoH». CHEKTakJIb He
COCTOsIJICSI, HO (PPaHIY3CKUN KOMIIO3UTOP, KPUTHUK U HCTOPUK My3bIku Kozed
Kactunb-bnaz (1784-1857) B 1846 rTomy wu3gas coOCTBEHHYIO IepepabOoTKy
«®uenno», Ha3BaB ee «JIeoHOpAa: OOJIBITIAS OMEpa B UEThIpEX akTax». [lepepaboTka
Kactuib-biaza 6n11a mocrasyiena B KoposieBckoMm Teatpe bproccess 1 iekabps 1847
rozia. Tekct TuOPETTO TaKKe MoABEPres nepeziesike. BpeMs u MecTo JelcTBUs ObLIO
obo3HaueHO Kak «lcmanus, okoyo 1600» (B tubperto «Puaeano» TouHas AaTa He
yKa3aHa), a HEKOTOpbIe repoy N3MEHWIN CBOM NMeHa Ha IOUEPKHYTO UCITAaHCKHUE.

K Tomy BpemeHu onepa «®uienno» MPpOUYHO BOIILJIA B penepTyap HEMEIKUX
Tpynn ['epmanuu u ABCTpHUHU; e€e WCIOJIHSIN HeMellKue apTucTbl B IleTepOypre
(1818, 1819, 1831, 1841), a B JIouaoHe B 1833 u 1835 rogax oHa Iuia Ha aHIJIMHACKOM
a3bike. Ilepenesiku Kacajinch B OCHOBHOM Pa3TOBOPHBIX JIMAJIOTOB, KOTOpPbIE BO
BTOpOoU mosioBuHe XIX Beka 4acTo 3aMeHSUIMCh PeuuTaTHBAMM, HAMMCAHHBIMU
MECTHBIMU KOMIIO3UTOPAMHU.

Bepcusa Kacruip-biiaza — camas pagukaibHas, IOCKOJIBKY, IOMUMO 3aM€eHBI
JINQJIOTOB HAa pEYUTATHUBBI, 37leCh NPEAIPUHATA IONbITKA IIPEBPATUTH OIEPY
B «PacCIeTy0» CUM(OHUIO.

Hekoropsie snuzoapl «®Ouiesno» OCTABJIEHbI B HEIPUKOCHOBEHHOCTU, HO
Jipyrue, WHOTJlAa HUUYTh HE MeHee BaKHble, U3BAThl, a BMECTO HUX BCTaBJIEHBI
dparmMeHTHl U3 JIpYTHX INPOU3BEJIEHUN beTxoBeHa, K KOTOPHIM IIPUCIOCOOJIEHBI
TEeKCTHI TUOPeTTO. BosibIle Bcero ncnob3oBaHo MaTepuasia u3 Ceapmoi ciM@oHny,
oJHaKo 3ByuaT Takxke Andante u3 [1aToii cuMmbOHUY U IIECHS «AJleIana».

Kactunp-bias ciegoBan pacnpocTpaHeHHOMY MHEHHUIO O TOM, YTO beTxoBeH
KaK OIEPHBIM KOMIIO3UTOP CHJIBHO YyCTymnaeT beTxoBeHy-cuMGOHUCTY U, BUJIMMO,
pelyI MakCHMAaJIbHO IPUOIN3UTh «@Pujenno» K BBICIIMM CTaHAApTaM O00UX
>KaHpPOB.

dTa TpUuy/UinBasg Bepcus BbI3Bajsia ojio0peHue kHA3d B. @. Omoesckoro,
CUYUTABIIIET0, YTO TeKCT «PuIeIn0» MOoAX0AuT K My3bike CelbMOl CUMMOHUU «KaK
HeJIb3sl JIydllle». BoJibHOE oOpallleHue ¢ IeJeBpaMH IPOILIOTO ObLIO BIIOJIHE
TUIUYHO JJIsi My3bIKaJabHOU mpakTuku XIX Beka, rje ObUIM pacnpoCTpaHEHbI
nonyppu, napadpassl 1 GaHTa3UuM Ha TEMBI OMYJIAPHBIX onep. OAHAKO TAaCTUYYO
Kactunb-biaza BBRITJIAAUT YHUKAJIBHBIM U J€MOHCTPHUPYET CIelU(UKY peleniiuu
«Dunenro» My3bIKaHTOM JIPYTOU SIIOXU U APYTOU KYJIbTYPHI.

KiroueBsblie ciioBa: berxoseH, ®uzenno, Kactunb-bias, penenius, onepa,
cuMmdonus, nepepaboTka

Opera as symphony: Beethoven’s Fidelio
in the Version of J. Castil-Blaze

In 1826, the first and only one lifetime edition of the score of Beethoven’s opera
Fidelio was published in Paris, preceding the supposed production of the opera at the
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Odeon theatre. The performance did not take place, but the French composer, critic
and music historian Joseph Castil-Blaze (1784-1857) published his own revision of
Fidelio in 1846, as Leonora: a grand opera in four acts. Castil-Blaze’s reworking was
staged at the Théatre Royal de Bruxelles on 1 December 1847. The text of the libretto
also underwent a revision. The time and place of the action was indicated ‘Spain, circa
1600’ (the exact date was not given in the Fidelio libretto), and some characters had
their names changed to emphasize Spanish flavor.

By that time the opera Fidelio was firmly established in the repertoire of
German companies in Germany and Austria; it was sometimes performed by German
companies in St Petersburg (1818, 1819, 1833, 1841), and in London in 1833 and 1835
it was performed in English. The revisions primarily concerned spoken dialogues,
which in the second half of the 19th century were often replaced by recitatives written
by local composers.

Castil-Blaze’s version is the most radical, for in addition to replacing the
dialogue with recitatives, it attempts to turn the opera into a ‘sung’ symphony.

Some episodes of Fidelio are left intact, but others, sometimes no less
important, are removed and in their place are inserted fragments from other works
by Beethoven to which the libretto texts have been adapted. The largest part of the
material was borrowed from the Seventh Symphony, but the Andante from the Fifth
Symphony and the song Adelaide were also used.

Castille-Blaze followed the popular belief that Beethoven as an opera composer
was inferior to Beethoven as a symphonist, and apparently decided to bring Fidelio
as close as possible to the highest standards of both genres.

This bizarre version won the approval of Prince V. F. Odoyevsky, who believed
that the text of Fidelio suited the music of the Seventh Symphony “as well as
possible”. The free treatment of masterpieces of the past was quite typical of 19th
century musical practice, where potpourris, paraphrases and fantasies on themes
from popular operas were common. However, Castil-Blaze’s pasticcio seems unique
and demonstrates the specific reception of Fidelio by a musician who belonged to
another cultural tradition.

Keywords: Beethoven, Fidelio, Castil-Blaze, reception, opera, symphony,
revision
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HeusBecTHOE MY3BIKATbHO-TEOPETHYECKOE PYKOBOJACTBO
ceMbu UeCHOKOBBIX (K BOIPOCY O PAHHUX yYeOHUKaX
IO 3JIEMEHTAPHOM TEOPUU MYy3bIKHA)

B3ieT AyXxOBHO-My3BIKQJIBLHOTO TBOpPYECTBA PYCCKHUX MACTEpPOB Ha pybexxe
XIX-XX BeKOB, Ha3BaHHBIM WCTOPUKAMM BIIOCJIEACTBUH mepuoaoM Hosoro
HalpaBJeHusi, 0e3yCI0BHO, TOTOBUJICA B HeJIpaX PEreHTCKOU mpodeccuu B TeueHue
Bcero XIX crosetus. M3yueHuem ob6pa3oBaHus pereHToB B Poccum 3Toro mepuojsa
0 cUX TMOp B3aHUMAJINCh JIUIIb W30paHHO: NPUMEHUTEJIBHO K TBOPYECKOH
JlesiTeTbHOCTH U Omorpacdmm Toro wam wHoro Jesatens (A. H. Kapaces,
A. B. Hukosnbckuii, B.®. KomapoB). Perenrckoe o0Opa3oBaHHe B CTOJUYHBIX
[IEHTpPaxX U NPOBUHIVAJIBHBIX T'OPOJAX CUJIBHO Pa3HUJIOCh, a BOIIPOC O TOM, KakK
HAYYUTh MEBUUX HOTHOUM IpPaMoTe, CObQemKU0, dIeEMEHTAPHON TEOPUU MY3BIKU
CTAaHOBWJICA IIepes KaKAbIM pYKOBOJUTEJIEM ILepKOBHOro xopa. Ortyactu
oOpa3oBaHWEM pereHTOB 3aHUMayiach [IpujBopHas IeBYecKas Karmesia
(PerenTckue xiaceol) u CuHOmanpbHOe yumtuie (IleBueckue Kypchl), HO B Hauase
XX cToJsieTrsi MHOTHE KOMIIO3UTOPBI [yXOBHOU MY3BIKH MOIJIM COBEPIIEHCTBOBATH
cBOe 00pa3oBaHMeE yKe B KOHCEPBATOPHAX U My3bIKAJIbHBIX YUHJIUIIAX, B TOM YHCJIE
B My3BbIKUIBHO-IpAMaTUUEeCKOM yuminile MOCKOBCKOTO (pUIapMOHHUYECKOTO
obmectBa mpu NPMO.

IlepkOoBHBIE XOPUCTBI, PETEHTHI, yUUTEJA IIeHUA BO BTOpoU mosioBuHe XIX
BEKAa COCTABJISUIM CaMyl0 OOJIBIIIYI) KAaTErOPHIO CIEHUAJIMCTOB, KOTOPHIM ObLIa
HeoOXo/MMa Kpenkas My3blKajibHas 0a3za. Bmecre ¢ TeM, O pereHTCKOM
obpazoBaHuu XIX—XX BEKOB HaM HPAKTHUYECKH HUYEro He U3BECTHO.

B pykonucaom ¢onze I1. I'. HecnokoBa Poccutiickoro HanmonanbHOro My3ses
MY3BbIKH XPAHUTCS PYKOIHCHBIH COOPHUK JYXOBHON MY3BIKA ceMbU UeCHOKOBBIX
(PHMM. ®. 36. N2 30), rme Obul oOHaApy:KeH peAKUU MaMITHUK MY3bIKaJIbHOU
a30yKu, MPaKTUKyeMOU B PETEHTCKOU cpejle IOKOHCEPBATOPCKOTO BpeMEHU. ITO
«dJyieMeHTapHbIe YPOKH MEHUSA» — CaMOOBITHAS CUCTEMA U3YYEeHUs DJIeMeHTapHON
TEOpUU MY3bIKM, H3JIO)KEHHAasd Ha Tpex C IIOJIOBUHOU CTPAHHUIAX B BHUJIE
JIBYXTOJIOCHOTO COJIbeKI0. «DjleMeHTapHble YPOKU IEeHUsA» — CaMbl paHHUU
oOpasel] pereHTCKOTro coabde/I?K10, My3bIKOBEJIEHUIO HEU3BECTHBIH, U €r0 IIEHHOCTh
Heocniopuma. Cero/iHs OH MOKET BOCHPUHUMATHCSA KaK MaMATHUK TEOPETUUECKON
MBICJIH, TAK KaK BPEMs €ro CO3JaHuA OTHOCUTCA K 1850—1860-m rogam. OH Takxke
IIpeJicTaBJIsieT cOOOU JoMallTHee PYKOBOJCTBO 110 COTb(e/KIN0 ceMbi YeCHOKOBBIX,
CBUJIETENIBCTBYsSI 00 MHTEpece ee UWIEHOB K IPENOJAaBAHUI0 OCHOB MY3bIKQJIHLHOU
rPAaMOTHOCTH.

KiroueBble cioBa: YecHOKOBBI, pereHT, asbOyka, LlypukoB, mocobue,
My3bIKaJIbHAs TPAMOTHOCTD, IIEBYECKOe 00pa3oBaHue

The Unknown Musical and Theoretical Leadership of the Chesnokov
Family (on the Issue of Early Textbooks on Elementary Music Theory)

The rise of the spiritual and musical creativity of Russian masters at the turn
of the 19th-20th centuries, later called by historians the period of a New Trend, was
certainly prepared in the depths of the regency profession throughout the 19th
century. So far, only a few have partly studied the education of regents in Russia
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during this period with regard to the creative activity and biography of one or another
figure (A.N. Karasev, A.V.Nikolsky, V.F.Komarov). Regency education in
metropolitan centers and provincial cities varied greatly, and the question of how to
teach singers musical notation, solfeggio and elementary music theory was faced by
each head of the church choir. The Court Singing Chapel (Regents’ classes) and the
Synodal College (Singing Courses) were partly involved in the education of the
regents, but at the beginning of the 20th century many sacred music composers could
improve their education already at conservatories and music schools, including the
Music and Drama School of the Moscow Philharmonic Society at the IRMS. In the
second half of the 19th century, church choristers, regents, and singing teachers
formed the largest category of specialists who needed a strong musical base. At the
same time, we know practically nothing about the regency education of the XIX—-XX
centuries.

The P. G. Chesnokov’s manuscript collection of the Russian National Museum
of Music contains a handwritten collection of sacred music by the Chesnokov family
(RNMM. F. 36. No. 30), where a rare monument of the musical alphabet practiced in
the regency environment of the pre-conservative period was discovered. These are
Elementary Singing Lessons — an original system of studying elementary music
theory, presented on 3 and a half pages in the form of a two-voice solfeggio.
Elementary Singing Lessons is the earliest example of a regency solfeggio, unknown
to musicology, and its value is undeniable. It can now be perceived as a monument of
theoretical thought, since the time of its creation: the 1850s and 1860s. It also
provides a home-based solfeggio guide for the Chesnokov family, attesting to its
members’ interest in teaching the basics of musical literacy.

Keywords: Chesnokovs, regent, ABC, Tsurikov, manual, musical literacy,
singing education
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bykBa — uuci10 — 3BYK:
3BOJIIOIMA TBOPUECKOT0 MeTo/ja KoMIo3uTopa Asekcanzapa Knandenn

OueHb paHO HAIIEIINI CBOI0 OPUTHMHAJIBHYI0 TBOPUYECKYI0 MaHEpPy U CTHIb
Asnekcannp Kuaiidesnb B I0HOCTH HaxOAWICA TNOJ, CWIBHBIM BINAHUEM JIMUTpHUA
[ITocrakoBrmya. OKOHYMB KaK BUOJIOHYEJIUCT IITKOJIY-/IeCATIIETKY pu JIeHMHTpajcKoi
KoHcepBaTopud, KHaiidenp B 1961 roay mocTynua B MOCKOBCKYI0 KOHCEPBATOPHIO
B k1acc McruciaBa PocrpornoBuua, chirpaB Ha BCTYIIUTEIBHOM HK3aMeHe BbIyUeHHBIN
1o cyxy IlepBbiii BuosoHuesibHbIN KOHIEPT [llocTakoBrya. B paHHNX npon3BesieHUAX
Kuaiidessa MOKHO yeIIbIIaTh cx0xKyto ¢ [IlocTakoBUYeM 5KCIIEHTPUKY U TeaTPaIbHOCTb.
OnHako y»e B HUX MOXKHO HAUTH CTPOTYI0 OpPTraHU3aIMIO, CBA3aHHYIO, IIPeX/ie BCero,
C YHUCJIOBBIMHU PAZIAMU.
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B Hauaste 80-x roj10B TBOpUecKuil MeTo Astekcanapa Kuaiidess okoHuaTebHO
BBIKPUCTAJUIN30BBIBAETCA B CTPOMHYIO cucTeMy. IIpoliecc COUMHUTENBCTBA BKJIIOUAIT
B cebs1 HeCKOJIBKO ATarnoB. [IepBhIi M3 HUX — 3TO MOUCK KOJOBOTO CJIOBA WJIN KOJIOBOU
dpasel. [asee, mnosb3ysick MeTosioM KabOanbl, Kuatidenb mnepeBOAUT OYKBbI
B YHCJIOBBIE Ps/IbI, YaCTO IIOJIb3ysICh Pa3HBIMU cHcTeMaMH HyMmeparnuu. Cambli
IIPUBBIYHBIN — KOT/Ia OYKBBI IIEPEBOAATCS B YMCJIA COTJIACHO MTOPSIKOBBIM HOMEpPaM B
pycckoM andasute, oT 1 10 33. ATO HEe €AUHCTBEHHBINA CHOCOD, MOCKOJIbKY Ha
HyMepaIUi0 MOKET BJIUATh UCXOAHBIU JINTEPATYPHBIN NCTOUHUK.

Hanpumep, npu Hanucanuu «BocbMo¥i ry1aBeI» B KauecTBe OCHOBHOTO UHCJIA
KOMIIO3UTOp obpaimaercss K 1mudpe 14, MOCKOJbKY HMEHHO CTOJIBKO CTHUXOB
B BOCbMOWM IJ1aBe OubJietickoii KHUTH «IlecHb necHeli» CosiomoHa. COOTBETCTBEHHO,
HyMepanusa andaBuTa uaeT no 14 6yks, oT «A» 10 «M», 3atem oT «H» 10 «’b» u ot
«bl» mo «f». Ilocye TOrO Kak cOCTaBJIE€HBI UHCJIOBBIE PSAABI, MAaTPHUIlA OY/yIIETO
MIPOU3BEeHNsI, KOMIIO3UTOP MPHUCTYIIaeT K IIPOIIECCY COUMHEHMs, OIpeiesis, Ha
YTO W Kak OyayT BJIUATH BblMaBiue yucyia. C MOMOIIBI0 YKCE YCTaHABIUBAETCS
PUTM, COUETAaHUS TOJIOCOB U IOPSI/IOK U3 BCTYIUIEHUS, OCOOEHHOCTH TapMOHHU
U MeJIoAuKU. IIpu 3TOM KaKyIIUUCA JeTEPMHHU3M He SABJISETCA TOTAJIbHBIM,
KOMIIO3UTOP 00513aTEJIbHO IIPOBEPSIET BHYTPEHHUM CJIYXOM M IIPU HEOOXOHUMOCTH
KOPPEKTHPYET UTOTOBBIN pe3ybTaT. [10J0OHBIM TBOPUECKUH METO/I, COUETAIOITUI
paruo u cBoboay (KOMIIO3UTOpP He OrPaHUYHBAET ce0A B paMKaxX TOHW WJIM WHOU
JIAIOBON CUCTEMBI, OyZlb TO MaXXOp W MHWHOp WIHU Ao/ieKadOoHUs), TPUBOJUT
K HeOOBIYalTHO HHTEPECHBIM U SIPKUM Pe3yJIbTaTaM.

KiroueBble cjioBa: coBpeMeHHas My3bika, KHatidesb, Teopus KOMIIO3UIINH,
METOAbI KOMITO3UITUHT

Letter — Number — Sound:
The Evolution of Alexander Knaifel’s Composing Method

The composer Alexander Knaifel found his way and his style early on. In his
youth he was influenced by Dmitri Shostakovich’s music. In 1961 Knaifel as a cellist,
graduated from the Secondary Special Music School of the Leningrad State
Conservatory. In the same year he entered the Moscow Conservatory in the class of
Mstislav Rostropovich, having played Shostakovich’s First Concerto by ear for the
entrance examination. Knaifel’s early works have a similar eccentricity and
theatricality to Shostakovich’s. These works also have a strict order associated with
numerical series.

In the early 1980s, Alexander Knaifel’s creative method evolved into
a structured system. The process of composing involved several stages. The first is
the search for a code word or code phrase. Next, using the Kabbalah method, Knaifel
translates the letters into numerical series, often using different numbering systems.
The simplest is when letters are translated into numbers according to the serial
numbers of each letter of the Russian alphabet, from 1 to 33. This is not the only way.
Numbering can be influenced by the original literary source.

For example, when Knaifel was writing Chapter Eight, he uses the number 14
as the main number, because that is the number of verses in the eighth chapter of the
biblical book of Song of Songs by Solomon. Accordingly, the Russian alphabet is
numbered by 14 letters, from A to M, then from H to K and from bI to A. Once the
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numerical series, the matrix of the future work, has been established, the composer
begins the process of composing, determining what and how the numbers will work.
The numbers are used to determine the rhythm, the combinations of voices and the
order of the introduction, the peculiarities of harmony and melody. The apparent
determinism is not total, the composer necessarily checks with his inner ear and, if
necessary, corrects the final result. The composer does not limit himself to one or
another system (major and minor or dodecaphony). Such a creative method,
combining rationality and freedom, leads to unusually interesting and colorful
results.

Key words: Contemporary music, Alexander Knaifel, theory of composition,

composition methods
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Mesxkay UpOHUEN U HCKPEHHOCTBIO:
K mpoOJsieMe nocTupoHuu B Mmy3bike IllocrakoBuua

B KOHTEKCTe COBPEMEHHOCTH ITOCTUPOHHUS MPEJICTABISAET COO0OM MHOTOJINKOE
ACTETUYECKOE SIBJIEHUE, IOHMMaeMoe, IPeXK/e BCero, Kak HEKOe IIPOMEKYTOUHOE
COCTOSTHHE MEK/Ty UDOHUEN U UCKPEHHOCTHIO. [IpryeM B KaXKZIOM OT/I€JIBHOM CITydae
CTENIeHb BBIPA’KEHHOCTH TOTO WM HWHOTO KOMIIOHEHTA MOXKET OBITh Pa3IMYHOM.
B otsimume OoT cOGCTBEHHO MPOHUH, ITPEJINOIararolieil, Kak IIpaBuIo, paciurudpoBKy
«CKPBITOTO» CMBICJIA €€ aJ[pecaToM, B IOCTUPOHUM TIOHUMaHWE MMPaB/Abl pa3pyIiaer
CYTbh IOHSATHS.

[Ipy TONBITKE HAWTU CEMAaHTUYECKU CXOXKHE C TIOCTUPOHUEHN SIBJIEHUSA
OKa3bIBAETCS BOBMOKHBIM OOHAPYKUTH UX B 00JIaCTU JINTEpATYypOBeieHUs. MimeeTcs
B BU/Iy, B YaCTHOCTH, (peHOMEH «JIMPUYECKON CAaTUPBI», HAIIEAINN BOILJIOIIEHNE
B TBOPUECTBE CATUPUKOHIIEB €Ille B Havajie MPOILIOro crosieTus. HecoydaltHO mx
II033Us CTaJla OCHOBOM JIJII MHOKECTBA MY3bIKAJIbHBIX COUMHEHUN KOMIIO3UTOPOB
XX Beka. ToHKOe OIIyllleHHE CMBICJIOBON aMOWBAJIEHTHOCTH ITO3BOJISIIO aBTOpaM
OastaHCHPOBAaTh MEXKAY UPOHUYECKUM U JINPUYECKUM paKypcaMH BbICKa3bIBaHUA.

[IppMepoM TOMY MOKET CJIYKHTb BOKaJIbHBIN IHKJI «CaTupbi» JIMutpus
[lTocrakoBuua Ha ctuxu Camu YepHoro (1960), 1eMOHCTPUPYIOIIUN XapaKTEPHOE
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O6asaHcUpoBaHNE MEXKY CATUPOU U JIMPUKOU, UPOHUEN U UCKPEHHOCThI0. Ha nHOM
YPOBHE 3TH Ke KauecTBa BOIIOTUIINCH y IIlocTakoBU4a B «AHTH(POPMATUCTHYECKOM
paiike», T/ie HapsAy C OTKPOBEHHBIM KOMHKOBAHHEM MPOCTYIIAeT aBTOpCKas
pedekcus, CcyObeKTUBHOE OTHOIIIEHUE K JIpAMaTUYIHBIM COOBITUAM 1948 roja.

Cam KOMITO3UTOP TOBOPIJI: «CIUTAIO CTOJIH K€ HEOOXOAUMBIM 1 YeJIOBEUHBIM
cMex B My3blKe, KaKk HeOOXOJUMBI JIMpUKaA, Tpareaus, nadoc u Apyrue “BbICOKHE
JKaHPBI ». AHAIN3 YIIOMAHYTHIX COUMHEHUN PUBOJUT K BBIBOJLY, UYTO B TBOPUECTBE
[ITocTakoBMYa KOMUYECKOE 3aYaCTYIO COCYIIIECTBYET C JIMPUYECKUM, a TPAHb MEX/Y
VpOHMEN U HCKPEHHOCTHIO OKa3blBaeTcs II0AYacC TPYAHO OIpeleJuMON. ITO
00CTOATEBCTBO MMO3BOJIAET PacCMaTPUBATh OT/le/IbHbIE omychl IIlocTakoBUYa yepes
IIpU3MY IOCTUPOHUM.

KiaroueBble cjioBa: UPOHUA, HCKPEHHOCTb, IIOCTUPOHUA, CATUPUKOH,
Japuyeckas catupa, lllocrakosuu

Between Irony and Sincerity:
Towards the Problem of Post-Irony in Shostakovich’s Music

In the context of modernity, post-irony is a multifaceted aesthetic
phenomenon, understood primarily as a kind of intermediate state between irony
and sincerity. Moreover, in each individual case, the degree of expression of one or
another component may be different. Unlike irony proper, which usually involves the
deciphering of the “hidden” meaning by its addressee, in post-irony, the
understanding of truth destroys the essence of the concept.

When trying to find semantically similar phenomena to post-irony, it turns out
to be possible to discover them in the field of literary criticism. This refers, in
particular, to the phenomenon of “lyrical satire”, which was embodied in the works
of the Satyriconists at the beginning of the last century. It is no coincidence that their
poetry became the basis for many musical compositions by composers of the 20th
century. A subtle sense of semantic ambivalence allowed the authors to balance
between the ironic and lyrical aspects of the statement.

An example of this is the vocal cycle Satires by Dmitry Shostakovich on the
poems of Sasha Cherny (1960), demonstrating a characteristic balance between satire
and lyricism, irony and sincerity. On a different level, these same qualities were
embodied in Shostakovich’s Antiformalistic Rayok, where, along with frank comic
timing, the author’s reflection and subjective attitude to the dramatic events of 1948
emerge.

The composer himself said: “I consider laughter in music to be as necessary
and humane as lyricism, tragedy, pathos and other ‘high genres’. An analysis of the
aforementioned works leads to the conclusion that in Shostakovich’s work the comic
often coexists with the lyrical, and the line between irony and sincerity is sometimes
difficult to define. This circumstance allows us to consider individual works by
Shostakovich through the prism of post-irony.

Keywords: irony, sincerity, post-irony, Satyricon, lyrical satire, Shostakovich
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K ¢pminocodpun mysbiku /Imurpusa Illocrakosuua

. II. llocTakoBUY HUKOTZIA HE (pOPMYITHPOBAJI CJIOBECHO CBOeH dunocoduu,
X0Ts1 puocopUIeCKUH CKIIaJ] ero My3bIKU ObLT 0OUeBH/IeH y2ke B [lepBoii cuMmdoHUm.
Bce uzmen n mpuHIUIIBI cBoel mocodpuu OH CYMes BBIPA3UTh MY3bIKAJIbHBIMU
cpeZicTBaMU, JOCTYIIHBIMHU JJII UHTEPIpeTaluU JaJleKO He KaXK/I0My CJIyIIaTesIlo.
Tak, Hachelad CBOWM NOPOU3BEJeHUSA MHOTOYUCJIEHHBIMU LUTaTaMU U3
IIPOW3BENEHUN KJIACCMKOB €BPOIENCKOM ¥ PYCCKOM MY3BIKH, a TaKKe
aBTOIMTATaMH, KOMIIO3UTODP-MBICJIUTEb CO3/1aBajl CJIOKHEUIIIUN WHTEPTEKCT,
OTJIUYAIOITUUACA TEeCTPON MOJUCTUIMCTUKON, CMBICJIOBOM MHOTO3HAYHOCTHIO,
JIAJIEKON aCCONMATHUBHOCTHIO. MIMEHHO 3TOT MHTEPTEKCT BBOJUT UJIEU U 00pasbl
[lTocrakoBMYa B KOHTEKCT MHUPOBOM KYJIBTYPHl KaK «PABHOTO» C BEJUKHUMU
npejaniecTBeHHUKaMu — baxom, TaiimroMm, Momaptom, berxoBeHom, Poccunu,
Baruepom, Mycoprckum, YaitkoBckum, Masepom, P.IlItpaycom, CTpaBUHCKUM,
Beprom... C upoHueii u 63 UPOHUHU.

MysbikanbHble TeKCThl IllocTakoBuda coaep:kaT B cebe B 3aru@poBaHHOM
BUJIE COKPOBEHHbIE MBICJU XyJAOKHUKA — JIAUPUYECKOTO, TE€POUYECKOrO,
MEIUTATUBHOTO W TPAreIMMHOr0 IIaHA, HEPEJIKO BOCXOAAINE K HEOKUAAHHBIM
dmnocodpckum 06001IeHUAM WU OOpallleHHble K OCTPHIM IOJIMTUYECKUM
nHOcKazaHuAM. Ocoboe 3HaueHHe B (QUIOCODUU MY3bIKM KOMIIO3UTOPA HMEET
WHTEPMEINATIbHOCTh, KOTOPAs MO3BOJIAET HOHATh CKPBITHIN CMBICI MY3bIKaJIbHBIX
[IUTAT, B OPUTHHAJIE ABJIAIOIUXCA BOKAJIBHBIMU (Dpa3amMu, a 3HAYUT, OIIUPAOIIUXCA
Ha CJIOBECHBbIe KOMIIOHEHTHI, O0Jiee HEMOCPEe/ICTBEHHO Tepeaninue ¢puaocodpckue
CMBICJIBI ITPOM3BeAeHUsA. BesMKa posib U MOHOTPAaMM, IIPEACTABJIAIONINX COOOH
CrycTKU JUIHBIX cMbIcjioB (HaunHasts ¢ BACH u koHuas EAEDA), nieHTpajibHOE
MECTO CpeU KOTOPBIX 3aHUMaeT aBToMoHorpamma — DSCH, cuMBOJI aBTOPCKOTO
«f». Cucrema paszauuHo 3amMu(GPOBAHHBIX M MHOTO3HAUHBIX JIEUTMOTHBOB,
IIEPEKINKAIOIUXCS U TEPEIJIETEHHBIX MeXKAy cCOO0MH, ITPeICTaBISIOT My3bIKAJIbHYIO
dunocodpuo IllocTakoBuua, AOCTYIHYIO JUIA NMOHUMAaHUA B JIeTAIAX JIAIIb A
130paHHBIX €IUHOMBIIIIEHHUKOB.

OOpaliieHre KOMIIO3UTOPA OJTHOBPEMEHHO K PAa3JUYHBIM IIacTaM
My3BbIKQIbHONH KYJBTYpPhl — OT J0AeKadOHHO-CEPUAJIPHBIX AaOCTPaKIUN 10
HHU3KOMPOOHOTO KUUa — IPUBOJUIIO €r0 K BHYTPEHHE TPOTUBOPEYUBBIM CTHIIEBBIM
HAJIOKEHHUAM, KOTOPbIE MOKHO OOBSICHUTH IIPUEMOM JABOMHOTO KOJWUPOBAHUS,
OIIPaBJBIBAIOIIMM  COCYILIECTBOBAHME MPOTUBOMOJIOKHBIX CMBICJIOB  IIEJIOTO.
[Tomo6HBIM UTOT MY3bBIKUIBHOTO (QUIOCODCTBOBAHUSA O3HAYAJ TParuyecKyio
HEPa3peNIuMOCTh KU3HEHHBIX U KYJIbTYPHBIX MPOTHUBOpeunil. IIpuMmepHO 3Ty xKe
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1po06sieMy, TOJIBKO B Gojiee kpynHoM Maciintabe, [llocrakoBuu ob603HAUAET uepes
TEPHAPHOCTh MAaKPOCTPYKTYP CBOUX IPOU3Be/IeHUH (Tpuaasl cuMpOHUM, HaIeTos,
omep u Ap.). Tpuaasl B €ro TBOPUECTBE COMPATAIOT IPOU3BENEHUs, €/IUHbIE II0
3aMBICJTy, HO pa3JU4YHble B CTHJIUCTUYECKOM U OCTETHUYECKOM OTHOIIEHUH,
B IIPOTUBOPEYUBOE I[EJI0E.

KiroueBble c¢j10Ba: TEPHAPHOCTb MAKPOCTPYKTYP, UHTEPTEKCTYyaJIbHOCTD,
MHTEPMEANATIbHOCTD, MOJUCTUWINCTUKA, aBTOIIUTATHOCTh, MOHOTPAMMOIIEHTPHU3M,
VPOHU3M U aBTOUPOHUS, JBOMHOE KOJUPOBaHNeE, IIOJINTUYECKOEe NHOCKA3aHUe

Towards Dmitri Shostakovich’s Philosophy of Music

D. D. Shostakovich never verbally formulated his philosophy, although the
philosophical nature of his music was already evident in the 1st Symphony. Composer
was able to express all the ideas and principles of his philosophy using musical means
that are not accessible to every listener. Thus, saturating his works with numerous
quotations from classics of European and Russian music, as well as auto-citations,
the composer-thinker created a complex intertext characterized by a motley
polystylistics, semantic ambiguity, and distant associativity. It is this intertext that
introduces Shostakovich’s ideas and images into the context of world culture as an
“equal” with the great predecessors — Bach, Haydn, Mozart, Beethoven, Rossini,
Wagner, Mussorgsky, Tchaikovsky, Mahler, R. Strauss, Stravinsky, Berg... With and
without irony.

The musical texts of Shostakovich contain in encrypted form the artist’s
innermost thoughts — lyrical, heroic, meditative and tragic, often going back to
unexpected philosophical generalizations or turning to sharp political allegories.
Intermediality is of particular importance in the philosophy of Shostakovich’s music,
which makes it possible to understand the hidden meaning of musical quotations,
which are vocal phrases in the original, and therefore rely on verbal components that
more directly convey the philosophical meanings of the work. The role of monograms
is also great, representing clusters of personal meanings (starting with BACH and
ending with EAEDA), the central place among which is occupied by the
automonogram — DSCH, the symbol of the author’s “I”. A system of variously
encrypted and multi-valued leitmotifs, echoing and intertwined with each other,
represent the musical philosophy of Shostakovich, accessible in detail only to selected
like-minded people.

Shostakovich’s simultaneous appeal to various layers of musical culture, from
dodecaphone—serial abstractions to low-grade kitsch, led the composer to internally
contradictory stylistic overlaps, which can be explained by the use of double coding,
justifying the coexistence of opposite meanings of the whole. Such a result of musical
philosophizing meant the tragic insolubility of life and cultural contradictions.
Approximately the same problem, only on a larger scale, is indicated by Shostakovich
through the ternary macrostructures of his works (triads of symphonies, ballets,
operas, etc.). The triads in Shostakovich’s work combine works that are unified in
concept, but different in stylistic and aesthetic terms, into a contradictory whole.

Keywords: ternary of macrostructures, intertextuality, intermediality,
polystylistics, autocitation, monogrammocentrism, irony and auto-irony, double
coding, political allegory
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TemOpoBasa apamaryprusa B cuMonuu «Cepena» I1. Xunaemura

ABTOop pmoxsaza obpamaercsi k cuMmdonum II. Xunzpemurta «CepenHa»,
HAIIUCAaHHOU B 1946 Toj1y 10 CIIeUaIbHOMY 3aKa3y i CUM(POHNYECKOTO OPKeCTpa
B Jlajytace u pejicTaBIIAmoIIel coO0U IpKUU 00pasel] 3pesioro CTUIIA KOMIIO3UTOPA.

CumdoHUs opraHmM30BaHA KaK dYeTbIpexdyacTHas Kommoauius. Ee mepsas
YacTh BBICTYTAET B POJIU KJIACCHYECKOTO COHATHOTO Allegro ¢ 3epKaJIbHOU PENPU30H,
BTOpas — CJIOJKHAs TpexdacTHas ¢opma ¢ Tpuo, mapadpa3 Ha TeMy U3 Mapiia
JI. BerxoBena (Marsch fiir die bohmische Landwehr WoO 18 N2 1), TpeThsI COCTOUT
U3 JIByX pa3HOXapaKTEPHBIX pa3/eioB C KaJIEHIHUAMH COJIUCTOB, T/ie TIePBbIH
IIpeJICTaBJIEH PacIeBHON MesIo/iueH, a BTOPOU SIPKO KOHTPACTUPYET eMy, pa3pylas
«CEepbe3HOCTh» TJIABHOW TEMBI CBOMM IIyTJIUBBIM HAdajiOM, YeTBEpTas 4YacTh —
ITOJTHOIIEHHBIN MacIITaOHbIN ¢UHAIT B COHATHON (opMe ¢ 60raThIM TeMaTUIECKUM
MaTepPHUATIOM.

Ocoboe BHUMAaHUE B JOKJIAJle VAEJIEHO COCTaBy OPKeCcTpa: MHCTPYMEHTOBKA
CJIY?KUT TJIAaBHBIM KOMIIO3HITMOHHBIM OPUEHTHPOM Bcell cumdonnu. HauwmHas
CIIEPBOUM dYacTH, XHHJIEMUT TINATEJIbHO paboTaeT Haa TeMOpaMmu, BBIIEAA
3HAUMMbIE COJIbHbIE WHCTPYMEHTbI W CO3/aBas BBIpA3UTEJIbHbIE aHCAMOJIU U3
Pa3HBIX UHCTPYMEHTAJIbHBIX IpyIl. B cumdoHnu ckiampiBaeTcss ocobast TeMOpoBast
sioruka. Tak, B MepBON YaCTH HCIIOJIb30BaH MOJHBIA COCTAB OPKECTPA, IIPH 3TOM
IJIaBHbIE€ T€MBbI ITIOPYYEHbl COJIbHBIM HMHCTPpyMeHTaM. Bo BTOpO# U TpeThel 4acTax
KOMITIO3UTOP PEIaeT OT/ATh IIPEANIOUTEHE COUETAHUIO OT/IETbHBIX I'PYII (JIyXOBOH,
yAAQpPHOH U CTPYHHOM), OTKAa3aBIIUCh OT TYTTUMHOTO 3By4aHUs. B ueTBepTOll yacTu
XWHAEMHUT BO3BpAIllaeT MOJHBIM COCTaB, CO3/1aBasi CUMMETPUUYHYIO KOMIIO3HITHIO.
Takoe OpKecTpOBOe pellleHHe BCTpeuaeTcss ¥ B JAPYTUX IIPOU3BENEHUAX
KOMITO3UTOPA.

PaccMoTpeB HHCTPYMEHTOBKY B cuM@oHNu «CepeHa» KaK KOMIIO3UIIUOHHOE
CPE/CTBO, a TaK)Ke CPaBHUB €€ C JIDYTUMH CHUM(GOHUYECKUMHU IPOU3BEIEHUSIMU
XUHZEMUTa, aBTOP OTMeUaeT 0co00e OTHOIIIEHHE KOMIIO3UTOPA K KAXKIOMY TeMOpY
KaK K HOCUTEII0 HeKOH (prmocodCKO-3CTEeTUUECKOU UIEH.

KiaroueBsie cioBa: cuMmdoHnusa, cuMpOHNYECKOE TBOPUYECTBO, XUHJ/IEMUT,
TeMOp, TeMOpOBbIe B3aUMO/IENCTBH, OPKECTPOBKA, KApTUHA MUpa, pumocodcko-
ACTETUYECKAS KOHIIEIITUS

Timbre Dramaturgy in the Symphony Serena by P. Hindemith

The author of the report addresses P.Hindemith’s symphony Serena,
composed in 1946 by special commission for the symphony orchestra in Dallas, which
represents a vivid example of the composer’s mature style.
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The symphony is organized as a four-movement composition. The first
movement functions as a classical sonata Allegro with a mirrored recapitulation; the
second is a complex three-part form with a trio, paraphrasing a theme from
L. Beethoven’s march (Marsch fiir die bohmische Landwehr WoO 18 No. 1); the third
consists of two contrasting sections featuring soloist cadences, where the first
presents a lyrical melody and the second sharply contrasts it, undermining the
“seriousness” of the main theme with its playful beginning. The fourth movement is
a fully developed sonata-form finale with rich thematic material.

The report pays special attention to the orchestration: the instrumentation
serves as the main compositional guideline throughout the symphony. From the first
movement onward, Hindemith carefully works with timbres, highlighting significant
solo instruments and creating expressive ensembles from various instrumental
groups. A particular timbral logic unfolds within the symphony. For instance, in the
first movement, the full orchestral ensemble is used, while the main themes are
assigned to solo instruments. In the second and third movements, the composer opts
for combinations of individual groups (woodwinds, percussion, and strings),
avoiding full tutti sound. In the fourth movement, Hindemith returns to the full
ensemble, creating a symmetrical composition. This orchestral solution is also found
in other works by the composer.

By examining the orchestration in the symphony Serena as a compositional
tool and comparing it to other symphonic works by Hindemith, the author notes the
composer’s particular relationship to each timbre as a bearer of a certain
philosophical-aesthetic idea.

Keywords: symphony, symphonic creativity, Hindemith, timbre, timbre
interactions, orchestration, picture of the world, philosophical and aesthetic concept
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IIporpaMMHBbIE€e KAMEPHO-UHCTPYMEHTAIbHbIE COUNHEHUA
JIopsl IIIBeHAUHTEP: OT BU3YyAJIBHOTO K AKyCTUYECKOMY

[IporpaMmMHasi KaMepHO-UHCTPYMEHTAIbHAsI My3bIKa 3aHUMAET IIEHTPATbHOE
MECTO B TBOPYECTBE COBPEMEHHOIO aMEPHKAaHCKOTO0 KOMIIO3uTOpa JIopsI
[IIBeggunrep (Laura Schwendinger, 1962). Bripa3urenbHble Ha3BaHUA ee
COUMHEHUUN o0O0yC/I0BJIEHbI BJIUSHUEM BHU3yaJbHBIX BIIEYAaTJIEHWH HaA IMPOIlecC
My3BbIKAJIbHOTO TBOPYECTBA. [JIAaBHBIM KMCTOUHUKOM BJIOXHOBEHUS BBICTYIIAE€T
»KHBOITHCDH — KaHPBHI ITel3aka U JKEHCKOTO IMIOPTPETA, a TAaK’Ke KOHKPETHBIE TEXHUKHU
¥ TIPUEMBI ITHUChMA Pa3HBIX 310X (OT peHeccaHCHOTO MeToAa chymMaro U 6apOYHOTO
KbSIPOCKYPO JI0 IIyaHTW/In3Ma XX CTOJIETHA).
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Jlopa IlIBeHsiuHTEep YyOEAUTETHHO BBICTPAUBAET MY3bIKAJIIbHO-)KUBOIKCHbIE
MapauieJiIi Ha Pa3HbIX YPOBHSX: OHA CIIOCOOHA IiepefilaTh B 3BYKAX YHUKAJIbHBIN
XapaKTep IepCOHAXKa, BBIPAXKEHHBIM B IUIACTUUECKOM PUCYHKeE, KecTe, OO0Iei
KOMIIO3UITUH, KOJIOPUCTHYECKON raMme, CTHJIEBOM MaHepe aBTOpa->KuBomucra (OoT
ITerpyca Kpucryca no ITabno ITukacco B 1ukie u3 ceMu nbec «My3bl Xy/IOKHUKA»
(2017) g aedTsl, KIapHeTa, CKPUIKU, BUOJIOHYENH, (QOPTENUAHO U Y/IAPHBIX);
CKOHIIEHTPUPOBAaTh BU3YaJbHOE M aKyCTUUYECKOE BOCIPUATHE ITyOJIUKH, IO-CBOEMY
«OMY3BIKAJIMBAsI» XyJIOKECTBEHHbIE NPHUEMBbI MHchbMa. Hampumep, B KaMepHOM
aHcambyie «Masku KucTblo» (Brushstrokes, 2010, /yis QIedTHI, KJIapHeTa, CKPHUIIKH,
BUOJIOHYEH, (DOPTENMHUAHO U YAAPHBIX) My3bIKaJbHbIE aHAJIOTUU OAPOYHOTO IIpHeMa
KbSIPOCKYPO BO3HHUKAIOT ITOCPEJICTBOM ITPOTUBOIIOCTABJIEHUS JIAJIOBBIX (CBET/MaXKop —
TeHb/MUHOP) W JWHaAMHYecKnx IostocoB (forte/piano), mpocTpaHCTBEHHO-
PETUCTPOBBIX MEPEKTIOUEHNH, TEMOPOBBIX COUETAHUN MHCTPYMEHTOB. PeHeccaHCHBIT
npueM chyMaTo CBA3AH C «pa3MbIBAaHUEM» MEJOAUUYECKOU JIMHUH, «PACIbLIIEHUEM»
KOHTypa B apHeIKUPOBAHHBIX MMACCA’KaX MEJKUMU JJTUTETLHOCTSIMHE, BbIZIEPKAHHBIX
meflajisgX, BBIPA3UTEIbPHOM CKOJIbKeHUM glissando W TPUIVIYIIEHHOM pizzicato
cTpyHHBIX. TOHKas 3ByKOIHCh KAMEPHBIX COCTABOB, U3SAIIECTBO MEJIOANIECKUX JTUHUH,
SMOIMOHAIbHASL HAIIOJTHEHHOCTh IIO3BOJIAIOT €l yCTaHABJIMBaTh ybOeauTesIbHOe
Xy/I0’KECTBEHHOE B3aUMOJIENCTBIE IPOCTPAHCTBEHHOTO U BPEMEHHOI0, HaIpPaBJIAA
BEKTOP BHUMAHUs ayJINTOPUU OT 3PUTETHHBIX BIIEUATIEHUN K CTyXOBBIM.

BusyasibHO-aKyCTUUECKHH ACIIEKT IMTPOTPaMMHBIX KAMEPHO-MHCTPYMEHTATBHBIX
counHeHnuti JIopsl IIIBeHAUHTED B My3bIKOBETUECKOU HICCIIEI0BATEIBCKOU JINTEPATYPE
CHeIUAIFHO He pacCCMaTPUBAJICS.

KmoueBbie ciaoBa: Jlopa IlIBengunrep, «My3bl XyZoKHUKa», «Masku
KUCThIO», cpyMaTo, KbIPOCKYypPO, COBpEMEHHAas aMepPUKaHCKasa My3bIKa

Laura Schwendinger’s Programmatic Chamber Instrumental Works:
From Visual to Acoustic

Instrumental chamber music occupies a central place in the work of
contemporary American composer Laura Schwendinger (1962). The expressive titles
of her compositions are due to the influence of visual impressions on the process of
musical creativity. The main source of inspiration is painting — the genres of
landscape and female portraiture, as well as specific techniques and methods of
painting from different eras (from the Renaissance sfumato method and baroque
chiaroscuro to the pointillism of the 20th century). Laura Schwendinger convincingly
builds musical and pictorial parallels on different levels: she is able to convey in
sounds the unique character of the hero, expressed in plastic drawing, gesture,
general composition, color range, stylistic manner of the author-painter (from Petrus
Christus to Pablo Picasso in the cycle of seven pieces The Artist’s Muses (2017) for
flute, clarinet, violin, cello, piano and percussion); to concentrate the visual and
acoustic perception of the audience, in her own way “musicalizing” artistic techniques
of writing. For example, in the chamber ensemble Brushstrokes (2010, for flute,
clarinet, violin, cello, piano and percussion), musical analogies of the Baroque
chiaroscuro technique arise through the opposition of modal (light/major —
shadow/minor) and dynamic poles (forte/piano), spatial-register switches, and
timbre combinations of instruments. The Renaissance technique of sfumato is
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associated with the “blurring” of the melodic line, the “spraying” of the contour in
arpeggiated passages of small durations, sustained pedals, expressive sliding
glissando and muted pizzicato of the strings. The subtle sound painting of chamber
ensembles, the elegance of melodic lines, and emotional fullness allow it to establish
a convincing artistic interaction of the spatial and temporal, directing the vector of
the audience’s attention from visual impressions to auditory ones.

The visual-acoustic aspect of Laura Schwendinger’s programmatic chamber-
instrumental works has not been specifically considered in musicological research
literature.

Keywords: Laura Schwendinger, The Artist's Muses, Brushstrokes,
Artemisia, sfumato, chiaroscuro, contemporary American music
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Ilepeocmbiciienue muga
B «I'omepoBckom mupe» ®puapuxa Asrycra bynrepra

OmnepHas TeTpayioTHs HeMeIKoro kommnoautopa ®puapuxa ABrycra byHrepra
(1845—1915) «I'omepoBckuit mup» (Homerische Welt), 6yay4du B cBoe BpeMs OJTHUM
13 CaMbIX aMOUITMO3HBIX OIIEPHBIX IPOEKTOB €BPOITENCKOU CIIeHBI, B MOC/IEAYIOIIIE
JleCATUIETHS yTPATHUIa U3BECTHOCTD, CTaB JIOCTOSTHUEM HUCTOpUU. TeTpasiorus Oblia
co3aHa byHrepToM Kak 4acTh ele 00Jiee MaciTabHOTO 3aMbIciIa TeKCAJIOTHHU T10/T
BIieyaT/ieHueM OT ycriexa « Kosbia HubemyHroB» Puxapaa Baraepa u crana, Takum
obpa3oM, Kak CJIE[ICTBHEM BarHEPUAaHCKUX YCTPEMJIEHHMUA KOMIIO3UTOpA, TaK
U TIPOSIBJIEHHEM HEKOTOPOW BHYTPEHHEH IOJeMUKH ¢ HUMU. Kakmas dacTb
TETPAJIOTUM COCTOUT W3 ABTOHOMHOM B COJIEP’KATE€IbHOM U KOMIIO3UITMOHHOM
OTHOIIIEHUSX TPETIOAUN U omephl: yacTh 1 — «Ilupues» c mpemogaueit «Ilommdem»
(1898); wactp 2 — «HaBcukas» ¢ npesoaueii «CupeHsl u crpaHcTBue Opuccesi» (1901);
yactb 3 — «BosBpamenue Opuccesi Ha POAUHY» C mpeoauei «Boxon Tenemaxa»
(1896); uyacts 4 — «Cmeptb Ontuicces» ¢ npesoaneii «ITpomanue Tesrerona» (1903).

JImbperTro BceX YacTed TETPAJIOTHU  COCTABJIEHO  KOMIIO3UTOPOM,
COCpEeJIOTOYHUBIIIEMC Ha IosMax ['oMepa Kak Ha HUJEAUTbHOM WCTOUYHUKE JJIA
MOHYMEHTAJIBHBIX 110 00beMy U cojiep;KaHulo omnep. B pesysabraTe ByHTEpT co3pat
OpPUTHHAJIPHOE JIUTEPATypHOE MPOU3BEIeHNEe, OCHOBAHHOE HE TOJIPKO Ha TEKCTaX
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I'omepa, HO U Ha JPEBHETPEUECKON HCTOpHU U MUDOIOTHH, Orarogaps yemy OH
CYIIIECTBEHHO OTKJIOHWJICSA OT IepBOUCTOUHUKA. CIOXKeT H3MeHEeH M MecTaMu
IIepEOCMBICIEH TIOCPEJCTBOM BBeJIeHUsSI HOBBIX II€PCOHAKeH, a TIJIaBHBIA Tepoil
B MHTepIipeTaniiu bByHrepra pacKpbIBaeTCs COBEPIIEHHO HETHUIUYHO. Ero
IIOBEJIEHHWEe OTJIMYaeTcsl YacTOM U HEOKUJAaHHOM CMEHOH  COCTOSHHH,
SMOITMOHAJIPHONM  HEeCTaOWJIbHOCTHIO, IIEPeJJaHHONM  KOMIIO3UTOPOM  Uepes
MMO3TUYECKUHA U My3bIKIbHBIN TekcT. HopmatuBHas it Opuccess repouka
CTAaHOBUTCS JIUIIb OAHOW M3 TpaHed obpasa, UTO IPOSIBJSETCSA y:Ke Ha YpPOBHE
TPYIIIBI JIEUTMOTHUBOB MIEPCOHAYKA: U3 JIEBATU JIENTMOTHBOB TOJILKO YEThIPE MOXKHO
OTHECTH K c(epe repouku, APyrue Ke UMeIT JpaMaTUIeCKUi WIN IacTOPaIbHbIN
xXapakTep. ABTOpCKas UWHTepIperanus byHreprom o00pa3oB T'OMEPOBCKUX
IepcoHa)KeH, BKJIIOYEHHE B JEeUCTBHE HOBBIX (PUTYpP C HECBONCTBEHHBIMH WX
MH(OJOTUYECKUM WU  HCTOPUYECKUM  XapaKTePUCTHKaM  (YHKIUAMH,
neperieTeHue ucropun Opucces ¢ HOBBIMHU CIOKETHBIMU JIMHUSMH, — BCE 3TO
OTpa’kaeT MO3JHEPOMAHTHUECKUH U OTUYACTH HUIIIIEAHCKUI TepONYECKHU U KOHIIEMNT,
aKTyaJIbHBIN JJIs1 Xy/103KEeCTBEHHBIX U JyXOBHBIX IMMONCKOB ByHTepTa.

Kirouesslie ciioBa: Opuapux Asrycr byHrepr, omepa, Terpanorus, I'omep,
Onucceit

Rethinking Myth in Friedrich August Bungert’s Homeric World

German composer Friedrich August Bungert’s (1845-1915) opera tetralogy
Homerische Welt was one of the most ambitious opera projects of the European stage
at the time, but in the following decades it lost its fame, becoming a treasure of
history. The tetralogy was created by Bungert as part of an even larger scheme of
hexology inspired by the success of Richard Wagner’s Der Ring des Nibelungen and
is thus both a consequence of the composer’s Wagnerian aspirations and a
manifestation of some internal polemics with them. Each part of the tetralogy
consists of a prelude and an opera, each of which is autonomous in content and
composition: part 1 Kirke with the prelude Polyphemos (1898); part 2 Nausikaa with
the prelude Die Sirenen und Odysseus’ Strandung (1901); part 3 Odysseus’
Heimkehr with the prelude Telemachos’ Ausfahrt (1896); part 4 Odysseus’ Tod with
the prelude Telegonos’ Abschied (1903).

The libretto for all the parts of the tetralogy was composed by the composer,
who focused on Homer’s poems as the ideal source for the volume and content of
monumental operas. As a result, Bungert created an original literary work based not
only on Homer’s texts, but also on ancient Greek history and mythology, whereby he
deviated significantly from the original source. The plot is altered and reimagined in
places through the introduction of new characters, and the main character in
Bungert’s interpretation is revealed in a completely atypical way. His behavior is
characterized by frequent and unexpected mood swings, emotional instability,
conveyed by Bungert through poetic and musical text. The normative heroic for
Odysseus is only one of the facets of the image, which is manifested already at the
level of the group of the character’s leitmotifs: of the nine leitmotifs, only four can be
attributed to the sphere of heroics, the other leitmotifs are dramatic or pastoral in
nature. Bungert’s interpretation of the images of Homeric characters, the inclusion
of new figures with functions not characteristic of their mythological or historical
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characteristics, the interweaving of the story of the Odysseus with new plot lines, all
this reflects the late romantic and partly Nietzschean heroic concept, relevant to
Bungert’s artistic and spiritual searches.

Keywords: Friedrich August Bungert, opera, tetralogy, Homer, Odysseus
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HrpoBas crpaTerus B My3bIKAJIbHOUW KOMIIO3UIITUU
ot Anuca Kcenakuca 10 bepuxapaa JIanra

B foxiaze mpociexuBaeTcs JIMHUA TIPUMEHEHHA UTPOBOU CTpaTeruu
B KauecTBe OCHOBBI MY3bIKUIbHOU KOMHOO3ULUU. OTIPaBHON TOUKOU TPAeKTOPUU
aHaJIM3a CJIYKUT Teopus UTp B TBopuecTBe AHnca Kcenakuca.

Jlns tBopuectBa KceHakmca xapakTepHBI «My3bIKaJbHBIE UTPBI», KOTOPbIE
BOIUIOTWJINCh B €ro HWHTEPAKTUBHBIX KOMIO3uIusax «Jlyamab» (Duel, 1959),
u «Crparerus» (Stratégie, 1962). B okazie MPOTUBOIIOCTABIAETCS CTPEMJIEHUE
K OPraHu3aI[ii B COOTBETCTBUH C JIETEPMUHUPOBAHHBIMY MIPaBUJIAMU UTPHI U UTPa
B nmuranuio VlckycerBeHHOTo VI HTe /IIeKTa KOMIIO3UTOPOM.

KoHnennus meTa-KOMIIO3UITUM, BOIJIOTUBIIAACA B IUKJEe «MOHAZOJI0TUH»
bepuxapsia Jlanra, nmosyuunsia cBoe pa3BUTHE Uepe3 MCIIOJIb30BaHUE KJIE€TOYHBIX
aBTomaroB u3 urpsl J:xona Xoprona Konses oy HazBanueM «Kusub». B aToit uepe
6e3 u2pokos Ha MEePBOM 3TAlle OIpEJIeIAI0TCA IepBOHAYANIbHBIE TAHHbBIE, A 3aTEM
UTpaoINi 3aHUMAaeT MO3UIINI0 TAaCCUBHOTO Haboaresiss. OCHOBOM UTPBI CIIYKUT
ujless UMHUTAIUU OUOJIOTMYECKUX IMporeccoB. JIaHT WUCIHOJIb3yeT B KauyecTBe
«KJIETOUHOTO MaTepuasia» 3JIEMEHTBl U3 yKe CyIIEeCTBYIOIIUX IIPOU3BEJEeHUN,
IIpe/ICTaBIAA LUTATy B BHUJE JyIla, a I[OcaeAylollee pa3BUTHE OCYIeCTBJIAeT
QHAJIOTUYHO OMOJIOTUYECKUM IIPOIECCAM.

B 1meHTpe JoKjazja — KJIIOUYEBOE i1 COBPEMEHHOTO KOMIIO3UTOPCKOIO
TBOpUYeCTBa IIOHATHE HIPOBOM CTpPATETHH, KOTOpasg B YCJIOBUAX HACTOAIIETO
BpPEMEHU CTAHOBUTCSA CBA3YIOIINM 3BEHOM MEXKY XYA0KHUKOM U VICKyCCTBEHHBIM
VHTe/1IeKTOM — reHepUpYyIOIUM KOMIIO3UIHIO.

KiroueBsle cjioBa: UrpoBas CTpaTerus, TEXHUKAa KOMIIO3UIUU, fHHUC
Kcenakuc bepuxapz JIaur

Game Strategy in Musical Composition
from Iannis Xenakis to Bernhard Lang

The report traces the application of gaming strategy as the foundation of
musical composition. The starting point for the trajectory of analysis is the game
theory present in the works of Iannis Xenakis. Xenakis’s creativity is characterized
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by “musical games,” which are embodied in his interactive compositions Duel (1959)
and Stratégie (1962). The report contrasts the pursuit of organization according to
deterministic rules of the game with the imitation of Artificial Intelligence by the
composer.

The concept of meta-composition, realized in Bernhard Lang’s cycle Monologs,
is developed through the use of cellular automata from John Horton Conway’s game
Life. In this player-less game, initial conditions are defined at the first stage, and
subsequently, the player assumes the role of a passive observer. The game is based
on the idea of simulating biological processes. Lang uses elements from already
existing works as “cellular material,” representing quotations in the form of loops,
and further development occurs in a manner analogous to biological processes.

At the heart of the report is the key concept of gaming strategy, which, in
contemporary compositional practice, becomes a connecting link between the artist
and Artificial Intelligence — generating the composition.

Keywords: gaming strategy, composition technique, Iannis Xenakis,
Bernhard Lang
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3Byuanias eBpelickas HPOHUA: YK3UCTEeHIIUAIBHBINA IOMOP
IMIocrakoBuua B «Carupax» («KapTuHKaX mMpoIioro»)

B wuioHe 1960 roma IllocTakoBUY MPUHAI CI0KHOE pelleHue OQUITHATBHO
BCTYIIUTh B KOMMYyHHCTHYECKYIO MTAPTUIO. ITO COOBITHE OBLIIO MCTOJIKOBAHO YUEHBIMU
[I0-Pa3HOMY: HEKOTOPBIE CUYUTAIOT €ro akTOM IIPEJAaHHOCTH, B TO BpPEM: KaK JApPYyTUe
paccMaTpyUBalOT €ro Kak pe3yJsbraT IIOJIMTUYECKOro JaBjeHuA. B ToT mepuop
[ITocrakoBry ObLT HasHadeH mpescenateaem Coro3a kommo3utopoB PCOCP, uto
YKpeIULAo ero ¢Ba3b ¢ CoBerckuM Coro30M Ha pOHE JIMYHBIX KPU3UCOB, IIEPEeKUTHIX UM
1ocJle BO3BpallleHusA U3 /[pesseHa, I/ie OH CTal CBUZETENIEM YKACHBIX ITOCIJIEZCTBUI
MOXKapHBIX OOMOApPAMPOBOK 1945 rojja. B 3THX MPOTUBOPEUYUBHIX U 5MOIMOHAJIBHO
CJIOKHBIX ycnoBuAx IllocrakoBudY Hamucasl He TOJIBKO CBOM I€YAJIbHO WU3BECTHBIN
Bocbmoil KBapTeT, HO U peako obcy:kmaembiii 1uka mneceH «Carupbl (KapTuHku
mpouwioro)».  MysbikoBes;, ety IlleitHOepr  yTBep:KAaer, UYTO  eBpelicKas
SK3UCTEHI[UAIbHASA UPOHUS CTajla OJHUM U3 OCHOBHBIX MYy3bIKAaJIbHBIX MEXaHU3MOB €T
HIMOMaTUYecKol sKcnpeccuBHOCTU. Coderas UPOHUIO, CaTUPy, HapOJUI0 U I'POTeCK,
[MTocrakoBUY HAMNOJIHAET CBOIO MY3bIKY IOMOPOM, KOTOPBIM OCHOBAaH He Ha
0e3HaZIE)KHOCTY HUTWIN3MA, a HA SK3UCTEHIIUAIBHBIX U MOPAIBHBIX BOIIPOCAX
€BpEeNCKON 3TUKU. Uepe3 JleTabHBIN MYy3bIKAJIBHBIM U TEKCTOBBIUM aHaIn3 «Cartup»
aBTOP JIOKJI3JIa OCBEIlaeT HIOAHCHI U CJIO?KHOCTh €BPENCKON 9K3UCTEHIMAIbBHOU NPOHUHU
1 ee My3bIKAJIbHBIX IPOSABJIEHUN, BKOTOPBIX HECOOTBETCTBYIOIIME MeTpUYecKue
MMIUIUKAIUY, HEeOJAHO3HAUHble TapMOHUYecKHe QYHKIUN U IIpeyBeJIMYeHHbIe
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MY3bIKaJIbHbI€ KJIMIII€ OCMBICJIEHHO K BbI3bIBAIOIIE OCIIapUBAIOT YCTAHOBJICHHBIE
KOMIIO3UIIMOHHbIE HOPMBI.

KaroueBbie cioBa: IllocrakoBuy, «Catupbl (KapTHHKH IIPOIILIOrO)»,
eBpelcKas UpOHUSA

Jewish Irony: Shostakovich’s Existential Humor
in Satires (Pictures of the Past)

In June 1960, Shostakovich made the difficult decision to officially join the
Communist Party. This event has been interpreted by scholars in conflicting ways,
with some arguing it was an act of commitment, while others acknowledge it as the
result of political pressure. At the time, Shostakovich was appointed as Chairman of
the RSFSR Union of Composers, solidifying his commitment to the Soviet Union
amongst personal crises experienced upon returning from Dresden after witnessing
the horrifying aftermath of the 1945 firebombings. Under these conflicting,
emotional conditions Shostakovich composed not only his infamous Eighth quartet
but also the rarely discussed song cycle, Satires: Pictures of the Past. Musicologist
Esti Sheinberg has argued that Jewish existential irony became one of the primary
musical mechanisms for his idiomatic expressivity. By blending irony, satire, parody
and the grotesque, Shostakovich infuses his music with an enduring thread of humor
that finds its foundation not within the hopelessness of nihilism but rather within the
existential and moral inquiries of the Jewish ethos. Through a close musical and
textual examination of the Satires, the author of the report illuminates the nuances
and complexity of Jewish existential irony and its musical manifestations — wherein
incongruous metric implications, ambiguous harmonic functions, and exaggerated
musical clichés nuanced and challenged established compositional norms.

Keywords: Shostakovich, Satires: Pictures of the Past, Jewish irony
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«Hecuactbsa Opdes» u «Onepbr-muHyTEN>» /. MUiio:
0CO0EHHOCTH 3BYKOBBICOTHOU OpPraHU3aly B YCJIOBUAX PA3JTUUYHOTO
CMBICJIOBOTO KOHTEKCTa

MHorue uccienonarenau TBopuecTBa [I. Mulio BBIAEIAIOT 1920-€ oAbl Kak
O0COOBIN STall, NpeJACTaBJIE€HHBIM SAPKUMH OOpa3llaMH KaMePHBIX TeaTpajbHO-
CIleHNYeCKUX mpousBefeHnt. CaM KOMIIO3UTOpP IIOJUEPKUBAI CBOM HHTeEpec
K MaJbIM  OmepHbIM ¢dopMaM. ITOT NEPUOJ, TaKXKe XapaKTepusyeTcs
crucTeMaTUYecKUM obpaliieHrneM K obOpasam aHTUUYHOU Mudosoruu. «HecuacTbs
Opdes» u Tpu «Oneppl-MUHYTKW», HaOWCAaHHblE B 1924 W 1927 TrojAax
COOTBETCTBEHHO, /IEMOHCTPUPYIOT IOPA3UTETbHYIO PA3HUILY B TPAKTOBKE aHTUYHBIX
CIO’KETOB IIPU BHEIIIHEM CXO/ICTBe IIPHUEMOB MUCbMa M KOMIIO3UTOPCKOU TEeXHUKM.
Ob6mue cBOMCTBA MY3BIKAIBHOTO MaTepuasa 3THUX MPOU3BENEHUN — TATOTEHUE
K IIOJIMIUIACTOBBIM CTPYKTypaM, II€EPEMEHUYNBOCTh 3BYKOpSAZA, HCIIOJIb30BAHUE
KPaCOYHBIX KBAPTO-KBUHTOBBIX CO3BYUMI, « BHEIIHASA» XaOTHYHOCTD, KAa3aJI0Ch OB,
HEIPeZICKa3yeEMOCTh CHCTEMHBIX OTHommeHui. OCHOBHON wujeel, B TOM 4YHCJIE,
JipaMaTypruueckon, craHoButca «HWrpa». OpHako OpU TOM, YTO CIOXKEThI 8cex
YKa3aHHBIX OIEp Ccojlep:KaT JOCTATOYHO TPAJUIMOHHBIE CUTYyaIlUH, ITOBOPOTHI,
a JIMOPETTO IpeAIoaaraeT HaJlnune TAaKUX THIIOBBIX (POPM Kak «JIIOOOBHBIN Ty3T»,
«clieHa Tubenu repos» U T.Jd., SMOIMOHAIbHAs OKpPacKa, CMBICJOBbIE OTTEHKU
moguac OBIBAIOT /AMAMETPAJIbHO IPOTUBOMOJIOKHBIMU TIPU  OTKPOBEHHOM
1peo0J1aIaHU Y OJTHUX U TeX YK€ CPEJICTB.

OcHOBHasA yCTaHOBKA JIOKJaJla — CpaBHEHHEe XapaKTEPHBIX 3IU30/I0B U3
«Hecuactuit Opdesi» u «Tpex omep-MHUHYTOK» C TOUKU 3PEHHs OCOOEHHOCTEM
3BYKOBBICOTHOM,  JIQIOTADMOHHYECKOH, METPHUUYECKOH U  CHHTAKCUYECKOU
opraHuzanuu. B pe3ysibTaTe MOXKHO CJieJIaTh CJEAYIOIIUU BBIBOJA: TIPEAETbHO
«11eJIbHasgA» KOMIIO3UTOPCKAsA TexHUKa Muiio, BHyTpeHHAA CUCTEMHOCTbh KOTOPOU BO
MHOTOM OOyCJIOBJIEeHA CBOMCTBAMU €TI0 AaBTOPCKOM CTWJIMCTUKH, OTJIUYAETCA
rHOKOCThI0O M aJJallTUBHOCTHIO, CIIOCOOHOCTHIO pPabOTaTh B paMKaX pPa3HBIX
HappaTUBOB.

KiroueBblie ciioBa: Mulio, onepsl, Tpuiaorus, «Onepbl-MuHyTKN», Opdei,
QHTUYHBIN MU

The Misfortunes of Orpheus and Opera-Minutes by D. Milhaud:
Features of Pitch Organization in Conditions
of Different Semantic Contexts

Many researchers of D. Milhaud’s creativity highlight the 1920s as a special
phase, represented by vivid examples of chamber theatrical works. The composer
emphasized his interest in small operatic forms. This period is characterized by
a systematic appeal to images of ancient mythology. The Misfortunes of Orpheus and
the three Minute Operas, written in 1924 and 1927 respectively, demonstrate
a striking difference in the interpretation of ancient plots despite a superficial
similarity in compositional techniques and writing methods. The common properties
of the musical material in these works include a tendency towards polyplastic
structures, variability of pitch sequences, the use of colorful quartal-quintal
harmonies, an apparently chaotic “external” quality, and the unpredictability of
systemic relationships. The main dramaturgical idea becomes “play”. Although the
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plots of all these operas contain traditional situations and twists, and the librettos
suggest typical forms such as “love duet”, “hero’s death scene” etc., emotional
coloration and semantic nuances can sometimes be diametrically opposed, despite
the overt predominance of similar means.

The main focus of this work is a comparison of characteristic episodes from
The Misfortunes of Orpheus and the Three Minute Operas in terms of features of
pitch, modal-harmonic, metric, and syntactic organization. As a result, we can
conclude that Millaud’s extremely “integral” compositional technique, whose
internal systematization is largely determined by the properties of his distinctive
style, is marked by flexibility and adaptability, showcasing its ability to operate within
different narratives.

Keywords: Milhaud, operas, trilogy, Opéras minute, Orpheus, ancient myth
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. . IlocTakoBUY — OPKECTPATOP UYKUX COUNMHEHU M

ABTropckuit opkectpoBbiii ctuib . /1. IllocTakoBrYa 0CO3HAETCA MTHOBEHHO.
MOHOJIUTHOCTh U NMOJIU(POHUUHOCTh, MaHepa paboTaTh KPYIMHBIMU OPKECTPOBBIMU
IUIACTaMM, COe/INHEeHNEe KOHTPACTHBIX TeMOPOB U KpallHUX PerucTpoB, 0OMaHUYUBO
IIpocTasi UHCTPYMEHTOBKA C OOJIBIIMM KOJHWYECTBOM YHHCOHOB U KaXKyIIMMHUCS
MIPOCTHIMU UHCTPYMEHTAJIbHBIMU PEIIeHNs M — KauecTBa, B TON WU MHOU CTeleHU
IIPUCYIIHE eT0 OPKECTPOBBIM COUMHEHUAM.

Wuo#t monxon BuaeH B opkecTpoBKax IllocTakoBuua MpOU3BEAEHUN APYTUX
KOMIIO3UTOPOB, HANMCAHHBIX B PAa3HBIX JKAaHpAaX M NPUHAJIEKAIMUX PA3HBIM
ucropuueckuM snoxaM. Kpome «bopuca T'ogyHoBa» u  «XOBaHIIUHBI»
M. I1. Mycoprckoro HazoBeM «BoceMb OpUTAHCKUX U aMEPUKAHCKUX HAPOIHBIX
mecen», «Ilecaro Meducrodens o 610xe» Mycoprckoro u JI. BaH beTxoBeHa, yacTu
6eTxoBeHCKUX coHAT, pomaHc H. A. Pumckoro-KopcakoBa «fI B rpote xkzaaj tebs»,
«Boennbii mapm» @. Illybepra, aBe coHatbl («Ilacropanb» m «Kampuaumo»)
. Ckapsnattu u psax apyrux. Ilpu pabote HaJ HWHCTPYMEHTOBKAMHM UYXKUX
counHeHn# IIlocTakoBHY KaxKAbIH pa3 co3JaeT OCOOBI OPKECTPOBBIA CTHJIb,
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INPUHIUNUAIBHO OTJUYHBIA OT COOCTBEHHON MaHepbhl, CJIOBHO MHUMHKPUPYA
B 33/IaHHBIX MY3bIKAJIbHO-CTUJIMCTUUECKUX PAMKAaX UHBIX BDEMEH U MHBIX 3By4aHUU.

Korpa Mbl paccMaTrpuBaeM MHCTPYMEHTOBKY IeceHKU BuncenTa FOmanca «Yait
ISl IBOMX», TO CJIBIIIMM IOJIy-/PDKa30BO€, IIOJIy-3CTPaJHOE 3BYYaHHE OpKeCTpa.
[ITocTakoBUY UMUTHPYET OPKECTPOBKY PAHHETO aMEPUKAHCKOTO MIO3UMKJIA 1920-X
rOZIOB, HO HE B UMCTOM BHJIe, KAK TOHKYIO IPO(EeCCHOHAIBHYIO CTIJIN3AIINIO, a TAK, KaK
caM OH ee BOCIPUHUMAaJ U TOHUMaJI. MaJiblii cocTaB opkecTpa B « BocbMu OpUTaHCKUX
Y aMEPUKAHCKUX HAPOHBIX MECHAX» MOATATIKUBAET K Pa3MbIILIEHUAM O HEOOJIBIIINX
KOJUJIEKTUBAaX IPOBUHIIMAIBHBIX rOpo/AoB. IlosyHapoHasa, B HEKOTOPOM CMBICIIE JaKe
quasi-HapoAHasA UHCTPYMEHTAJIbHAA OKpacka — UMEHHO TaKoe OIyllleHle BO3HUKAET
or opkecrpoBku IllocrakoBuua. IlpoporpkurenbHas pabota Hag —«bopucom
FomynoBbiM», «XoBaHIIUHOM», «IlecHAMM U IUIICKAMH CMepPTH» IIpUBesa
[MTocrakoB4a K BHIPAOOTKE COOCTBEHHOTO OPKECTPOBOTO «IIOHUMAHHA» MY3BIKU
Mycoprckoro, KapIuHaJIbHO OTJIMYAIOIIErocs OT 3ByKOBBIX PellleHUH KaK aBTopa, TaK
1 KOMIIO3UTOpa-penakropa — Pumckoro-Kopcakosa.

Kmiouessble cioBa: /[. /I. [llocrakoBuy, M. I1. Mycoprckuii, H. A. Pumckuii-
Kopcaxkos, B. FOmaHc, opkecTpoBKa, CTUIN3aAA

D. D. Shostakovich as an Orchestrator of Others’ Works

Dmitry Shostakovich’s orchestral style is instantly recognizable — monolithic
and polyphonic, characterized by large orchestral layers, contrasting timbres,
extreme registers, and deceptively simple instrumentation featuring unisons and
seemingly straightforward instrumental solutions. These qualities, to varying
degrees, are inherent in his orchestral works.

However, a different approach emerges in Shostakovich’s orchestrations of
works by other composers, spanning various genres and historical periods. In
addition to Mussorgsky’s Boris Godunov and Khovanshchina, notable examples
include Eight British and American Folk Songs, Mussorgsky and Beethoven’s
Mephistopheles’ Song of the Flea, excerpts from Beethoven’s sonatas, Rimsky-
Korsakov’s romance I Waited for You in the Grotto, Schubert’s Military March, and
two sonatas (Pastorale and Capriccio) by Domenico Scarlatti, among others. When
orchestrating these works, Shostakovich adopts a distinct orchestral style each time,
fundamentally different from his own, as if mimicking the musical and stylistic
frameworks of different eras and sonorities.

His orchestration of Vincent Youmans’s song Tea for Two evokes a half-jazz,
half-pop orchestral sound, imitating the style of an early American musical from the
1920s. However, rather than a direct reproduction, Shostakovich presents a refined
professional stylization shaped by his own perception and understanding. Similarly,
the small ensemble in Eight British and American Folk Songs recalls provincial town
bands, with a semi-popular, even quasi-popular instrumental coloring.

His long-term work on Boris Godunov, Khovanshchina, and Songs and
Dances of Death allowed him to develop a unique orchestral interpretation of
Mussorgsky’s music, which was radically different from the sound solutions of both
the author himself and Rimsky-Korsakov as a composer-editor.

Keywords: D. D. Shostakovich, M. P. Mussorgsky, N. A. Rimsky-Korsakov,
V. Youmans, orchestration, stylization
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«ITapaaurmMma pacCIIUPEHHOI'0 CO3HAHUA>» KaK KOHIENTyaJIbHAA OCHOBA
KOMIIO3UTOPCKUX TEXHUK B My3bIKe XX Beka

[Ipu BceM pa3zHOOOpa3uy CTUJIEH U HAINIPABJIEHUHN B aKaJeMHUYECKON My3bIKe
XX Beka OYeBUZHBI U UX 00IIHe 4epThbl, 00yCJIOBJIEHHbIE MUPOBO33PEHUECKUMU
KOHCTAaHTaMH, OOBEUHSAIONINMU TBOPYECTBO XYy/IOXKHUKOB, IOPOU JHaMeTPaIbHO
IIPOTUBOIIOJIOXKHBIX IO PAAY aCIeKTOB MY3bIKAJIBHOTO fA3bIKa. HekJlaccmuecKyro
MHPOBO33PEHUYECKYI0 IMapafiurMy, CMeHHUBHIyl0 B XX BeKe MPEeXHIOI0
(k1accuuecKkyio), UCCJIeAOBATENU OIPEJIEIAI0T MO-Pa3HOMY: Kak JeBajbBallUio
aaTpornionienTpusma (10. H. XosonoB), mapaaurmy cdepsr (M. T. [IpocHAKOB).
IIpencraBisiercsa Takke, 4TO €e MOXXHO Ha3BaThb «IapaJlUrMOU pACIIMPEHHOTO
CO3HAHUSA», YUUTHIBAsA, YTO OJHON M3 BAXKHEUIIIHX ee XapaKTEPUCTUK CTAHOBUTCA
IIPEO0/I0JIEHIE CyOBEeKT-00bEKTHOU nuddepeHnanuu, CBOMCTBEHHO
KJIaCCUYECKOMY MUPOBOCIIPUATHUIO, ¥ CTPEMJIEHHE K JIOCTUKEHUIO TAKOTO COCTOSHUSA
CO3HAHUS, KOTOPOE IO3BOJISET UYEJOBEKY OIIYTUTh OHTOJIOTUYECKYIO OOIIHOCTH
C IICUXUKOMU JIPYTHUX JIIOJIEN U OKPY>KAIOIINUM MUPOM.

Cpenu mposiBJeHHN HOBOW MHPOBO33PEHUYECKOU MapajuIrMbl B My3blKe XX
BEKa OTMETUM CJIeNIyIolue: «pa3dMbiBaHue» nuddepeHuuanuu peabeda u dona
B (pakType; HCIOJIb30BAHUE HEKJIACCUYECKUX «MY3BIKAIBHBIX TI'pPaMMaTHK,
TEPSAIONIUX CBA3b ¢ BepOAIHHBIM A3BIKOM U HEPEJKO OMUPAIOITUXCA HA MPUHITUIIBI
BUBYJIbHBIX UCKYCCTB; TpaHChOpPMAIMs My3bIK&JILHOTO BPEMEHU B COOTBETCTBUU
C XyZIO’)KECTBEHHBIMHU HJI€SIMU KOMIIO3UTOPA; IIOBBIIIIEHHOE BHUMAaHHE K YHCTO
pusnyeckuM acmeKTamM My3bIKaJIbHOTO 3BYKa; «ypaBHUBAaHME B IMIpaBax»
MYy3bIKQJIbHBIX 3BYKOB U IIIyMOB; UCIIOJIb30BAHUE METO/I0B KOMIIO3UIIUH, KOTOPHIE
IIOMOTAI0T OTPAHUYUTH «ABTOPCKUM MPOU3BOJI» HEKUMH «OOBEKTUBHBIMHU», HE
3aBUCANIMAMU OT BOJIM KOMIIO3UTOPA, 3aKOHOMEPHOCTSIMU; ajieaTOpUKa KakK elle
OoJjiee BbICOKAs CTeleHb CBODOOABI XYZ03KECTBEHHOTO TeKCTa OT aBTOPCKOTO
KOHTPOJISI; aKTUBHOE HCIIOJIb30BaHHWE 3aMMCTBOBAHHOI'O Marepuasa; TATOTEHUe
K 0c000T0 pojia pUTYaJIbHOCTH, KaK IPAaBUJIO, HE OTPAHUUYEHHON paMKaMU KaKOMU-
JIN0O OTpesieJIEHHON PEJIUTUH; UHTEPEeC KOMIIO3UTOPOB K KOJIJIEKTUBHBIM (popMam
MBIIIUIEHUS W Xy/I0KECTBEHHOTO TBopdYecTBA (MuUdy, JpeBHEMY O0OPAI0BOMY
donbrIOpY U AP.).

HHTepecHO, YTO TaKasi CMeHa MUPOBO33PEHUECKUX YCTAHOBOK ITPOUCXOIUT HE
TOJIBKO B TYMaHUTApHOU cdepe, HO OTUYACTH M B €CTECTBEHHBIX Haykax. Tax,
OCMBICJIEHHE OTKPBITUH KBAaHTOBOM MeEXaHUKH ITOOYK/IaeT HEKOTOPBIX YUYEHBIX
IpeJiyiaraTh BeCcbMa 5K30THUECKHE TPAKTOBKU peasibHOCTU. Hanbosiee n3BeCTHOM U3
WHTEepIpeTalluii KBAHTOBOM MeEXaHWKH, IIOXKaJIyd, CcTajla MHOTOMHPOBAs
UHTepIpeTanus X. OBepeTTa, IpeAroJaramlias cocyllecTBOBaHNEe 0ECKOHEUYHOTO
MHOKECTBA AJIbTEPHATUBHBIX MHUPOB. AHAJIU3UPYA KOHIEMIIUIO OBEPETTA,
M. b. MeHckuUil fieyiaeT CylleCTBEHHOE YTOUHEeHHe: CYIIeCTBYeT JIUIIb OJUH MUP —
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KBAHTOBBIY, HO OH B CHJIy CBOEN O€CKOHEYHOCTH U HEIIPECKAa3yeMOCTH HEJOCTYIIEH
BOCIIPUATHIO YeJIOBeKa, MO3TOMY HMEHHO IIPU BOCHPUATHUU KBAHTOBBIM MUP
«paccyiauBaeTcsi» Ha OeCKOHEUHOe MHOXKECTBO aJIbTEPHATUBHBIX KJIACCUUECKUX
MHPOB, U3 KOTOPBIX CO3HAHUE BhIOMpPaeT HanboJiee MpueMIeMbli 1151 cebs1 BApUAHT.
YueHblll flaske JesaeT CMeJIoe TPEAIOIOKeHUe, YTO CeJIEKI[USA aJbTePHATUB He
IIPOCTO MPOMCXOAUT B CO3HAHUU HAOJI0/IaTesisl, a OHA TOXK/ECTBEHHA CO3HAHUIO,
TOYHee, ero HauboJiee r;ry00OKOMY ILJIACTY, HA TPaHU CO3HAHUsS U 6eCCO3HATETHHOTO.

HecMmoTps HaA TO, UTO TaKOe IPAMOE OTOXK/IECTBJIEHUE CO3HAHUA (IIyCTh AaXKe
TUIyOMHHOTO CJIOS IICUXUKH) C ITPOLIECCOM Pa3fieJIeHUs aTbTePHATHB IPE/ICTaBISETCS
CIIOPHBIM, HE BbI3bIBAET COMHEHUU TOT (PaKT, UTO HA TJTyOMHHOM YPOBHE CO3HAHUSA
MIPOUCXOJIAT Ba)KHBIE IICUXUYECKUE IIPOIECChl, KOTOPhble, OUEBUAHO, MPOTEKAIOT
CYII[eCTBEHHO MHBIM 00pa3oM IO CPAaBHEHUIO C TEM, UTO MPOUCXOJUT B «BEPXHEM
cioe». B 3TON CBs3W TMOKa3aTe/JIbHO BHUMaHUE K TJIyOMHHBIM IICUXUYECKHUM
mporeccaMm €O CTOPOHBI (GuiI0codoB (KOHHIENIUA «YUCTOU JJIUNTETHHOCTH»
A. Beprcona, denomenosoruss 3. I'yccepssa) u nesateneill mckyccrBa (Hambosiee
MIOCJIe/IOBATEIbHBIMU B U3YYEHUU TAKUX IIPOIIECCOB OB CIOPPEAJIUCTHI).

BosBpamasgich K My3blKe, OTMETUM, 4YTO BeChbMa CHMITOMATHYHBIM
MIPEe/ICTaBJIseTCS aKTUBHOE HM3y4YeHUEe 3alaJHbIMH KOMIIO3UTOPAMHU MY3bIKAJIbHOU
KyJIBTYPbl U JIyXOBHBIX NpakTHUK Bocroka. Ilo-Bupmmomy, 3TO 0O0YCIOBJIEHO
CTPEMJIEHHEM JIOCTHYb 0OCOOOr0 IICUXUYECKOTO COCTOSIHUSI, HAa TPAHU CO3HAHUA
1 6ecco3HaTeJIbHOTO, IPU KOTOPOM CTHUPAIOTCH CyObeKT-00BEeKTHBIE PA3JTUUUSA, UTO
II03BOJISIET BHUIETh MUP BO BCEHM €ro IMOJIHOTE U CJIOKHOCTH, HE OTPaHUYEHHOU
paMKaMu OOBIZIEHHOTO BOCIPUATUA. fApKUM NOPUMEPOM XY 0KECTBEHHOTO
BOILJIOIIEHUS TAKOTO «IIOTPAHUYHOTO» COCTOSHUS CO3HAHUSA MOKET CJIYKUTD Ollepa
M. ®enmmana Neither, repouHs KOTOPOW HA MPOTSIKEHUHM BCETO IPOU3BEIEHUS
«bajaHCcUpyeT» Ha TpaHU OCO3HABAHWSA W HEOCO3HABaHUS COOCTBEHHOU
HJIEHTUYHOCTH.

Pe3roMupys ckazaHHOE, MOKHO C/IeJIaTh CJIEAYIOIIEe BHIBO/IbI:

1. OOIIHOCTH Xy/I0KECTBEHHBIX IIPUHITUIIOB, 00beIMHAIONIAs PA3TUUHbIE CTUITH
U HalIpaBJIeHUs1 B akaJeMuuyeckol My3bike XX Beka, o00ycJjioBjaeHa
HEKJIAaCCUYECKON MHUPOBO33PEHUYECKON IMapaiurMoi;

2. YYuTsIBas TO, YTO NMPUHIIUNINAIBHOE 3HAUEHHE /IJI1 OTOU MapajUTrMbl HMeEeT
IpeosiojieHre  CyObeKT-OOBEKTHBIX  pas3jIdYdi, ee MOXKHO Ha3BaTh
«TIapAIUTMOU pPACITUPEHHOTO CO3HAHUSA »;

3. OOHapY:KUBAIOTCA CYIIECTBEHHbIE IMapa/UieJld B KapTHHE MHUPA, KOTOpas
BBIDUCOBBIBAETCA B pe3ybTaTe aHaJINW3a HAyUYHBIX U Xy/I0XKECTBEHHBIX
OTKpBhITUN XX BEKa;

4. BHUMaHUe K TJIyOMHHBIM IICUXUUYECKUM IMIPOIECCAaM CO CTOPOHBI XY/IOKHUKOB
1 yuyeHbIXx XX Beka OOYCJIOBJIEHO TeM, UYTO H3y4YeHHe STUX IPOIECCOB
crrocobceTByeT 601ee rTyb0OKOMY ITO3HAHHUIO MHUPA.

KiiroueBsble cj10Ba: pacuiipeHHoe CO3HaHUE, KOMIIO3UTOPCKUE TEXHUKU XX
BEKa, akajemMuueckasd My3blka XX BeKa, HEKJacchuyeckasd MUPOBO33peHuYecKasd
IapasiuirMa, MHOTOMUPOBAas UHTEPIIpeTals KBAHTOBON MexXaHUKH, oriepa Neither
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“Paradigm of Expanded Consciousness” as a Conceptual Basis
for Compositional Techniques in Music of the 20th Century

With all the diversity of styles and trends in academic music of the 20th
century, their common features are also obvious, due to ideological constants that
unite the work of artists who are sometimes diametrically opposed in a number of
aspects of musical language. The non-classical worldview paradigm, which replaced
the previous (classical) one in the 20th century, is defined by researchers in different
ways: as the devaluation of anthropocentrism (Yu. N. Kholopov), the paradigm of the
sphere (M. T. Prosnyakov). It also seems that it can be called the “paradigm of
expanded consciousness,” given that one of its most important characteristics is
overcoming the subject-object differentiation inherent in the classical worldview, and
the desire to achieve a state of consciousness that allows a person to feel an
ontological community with the psyche of other people and the world around them.

Among the manifestations of the new ideological paradigm in the music of the
20th century, we note the following: “blurring” of the differentiation of relief and
background in texture; the use of non-classical “musical grammars” that lose touch
with verbal language and are often based on the principles of the visual arts;
transformation of musical time in accordance with the artistic ideas of the composer;
increased attention to the purely physical aspects of musical sound; “equalization of
rights” for musical sounds and noises; the use of composition methods that help limit
the “author’s arbitrariness” to certain “objective” laws independent of the composer’s
will; aleatorics as an even higher degree of freedom of a literary text from authorial
control; active use of borrowed material; attraction to a special kind of ritual,
as a rule, not limited by the framework of any particular religion; composers’ interest
in collective forms of thinking and artistic creativity (myth, ancient ritual folklore,
ete.).

It is interesting that such a change in ideological attitudes occurs not only in
the humanitarian sphere, but partly also in the natural sciences. Thus, understanding
the discoveries of quantum mechanics prompts some scientists to propose very exotic
interpretations of reality. The most famous interpretation of quantum mechanics is,
perhaps, the many-worlds interpretation of H. Everett, which assumes the
coexistence of an infinite number of alternative worlds. Analyzing the concept of
Everett, M. B. Mensky makes a significant clarification: there is only one world — the
quantum one, but, due to its infinity and unpredictability, it is inaccessible to human
perception, therefore, it is during perception that the quantum world “stratifies” into
an infinite number of alternative classical worlds, from which consciousness chooses
the most acceptable option for itself. The scientist even makes a bold assumption that
the selection of alternatives does not just occur in the mind of the observer, but it is
identical to consciousness, or rather, its deepest layer, on the border between
consciousness and the unconscious.

Despite the fact that such a direct identification of consciousness (even the
deep layer of the psyche) with the process of separating alternatives seems
controversial, there is no doubt that at the deep level of consciousness important
mental processes occur, which obviously proceed in a significantly different way
compared to what happens in the “upper layer.” In this regard, the attention to deep
mental processes on the part of philosophers (the concept of “pure duration” of
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A. Bergson, the phenomenology of E. Husserl) and artists (the surrealists were the
most consistent in the study of such processes) is indicative.

Returning to music, we note that the active study by Western composers of the
musical culture and spiritual practices of the East seems very symptomatic.
Apparently, this is due to the desire to achieve a special mental state, on the verge of
consciousness and the unconscious, in which subject-object differences are erased,
which allows one to see the world in all its completeness and complexity, not limited
by the framework of everyday perception. A striking example of the artistic
embodiment of such a “borderline” state of consciousness is M. Feldman’s opera
Neither, the heroine of which, throughout the entire work, “balances” on the brink of
awareness and unawareness of her own identity.

Summarizing what has been said, we can draw the following conclusions:

1. The commonality of artistic principles, uniting various styles and trends in
academic music of the 20th century, is determined by the non-classical
worldview paradigm;

2. Considering that overcoming subject-object differences is of fundamental
importance for this paradigm, it can be called the “paradigm of expanded
consciousness”;

3. Significant parallels are discovered in the picture of the world that emerges as
a result of the analysis of scientific and artistic discoveries of the 20th century;

4. The attention to deep mental processes on the part of artists and scientists of
the 20th century is due to the fact that the study of these processes contributes
to a deeper knowledge of the world.

Keywords: expanded consciousness, compositional techniques of the 20th
century, academic music of the 20th century, non-classical worldview paradigm,
many-worlds interpretation of quantum mechanics, opera Neither
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Six sonnets composés au secret /I. Muiio — 7K. Kaccy:
O MPUHIIUIIAX TUKIA3AINA

B kosoccasibHOM Hacieauu Jlapumyca Muiio 3aMeTHOE MeCTO HMPUHAJIEKUT
COUYMHEHUAM JIJId XO0pa, IMpex/Je BCero KaHTaTaM U XOpOBBIM IUKJIaM. B Hauase
XX Beka 3TU KaHPHI 00peTalT 0COOEHHYI0 aKTyaJbHOCTh B BBIPAKEHUHM OCTPHIX
pobsieM COBPEMEHHOCTH, 1 MU0 OKa3bIBaeTcs B aBaHTap/le STOH TeHJEHITUH.
B mukite Six sonnets composés au secret Muiio obpaiaercs K cTuxaMm U3 cOOpHHUKa
Trente-trois sonnets composés au secret Mana Kaccy, OogHOro u3 JIHJIEPOB
Comporusyienusi. CoOHETHl COUYMHSIJIUCh 3UMOM 1941 rojla B TYJIY3CKOU TIOPbMeE
Furgole, xorna B pacnopspkenun Kaccy He ObUIO Jlaske KapaHjamia U OyMmard.
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B 1944 roay c6opHuK ObLI U3AaH IMOJAMNOJBHO, a B 1946-M Haxoausmnuiicsa B CIIIA
Muiio OTKJIUKHYJICS HA 3TH TEKCThI COOCTBEHHBIMH XOPaMHU.

Omyc Muiio BeICTpanBaeTcsl B [paMaTypruuecKy BhIBEPEHHYIO KOMITO3UIHIO:
IIepBble /IBA XOpa MPEJICTAIOT KAaK TPAaypHBIM MPOJIOT M UH(pEPHAJIbHBIN Maplil,
MoCJeHUNM — MeaJieHHbIU ¢puHanm B ¢opMe aAuasiora O CMepTU U OeccMepTHUH.
YerBepTasi 4acTh CTAHOBUTCSA JIMPUUYECKHUM IIEHTPOM, CBOoeoOpasHbIM Adagio,
oOpaMJIEHHBIM JIByMs >KaHPOBBIMH XOpaMH — «CKepI0» U BaJbcOM. Takum
obpa3oM, B IUKJIE JEUCTBYIOT COHATHO-CUM(pOHNUECKNE 3aKOHOMEPHOCTH 3a CYeT
HepPapXUYHOCTU U (QYHKIMOHAJIBbHOU AuddepeHIINAIUN YacTel, KpaillHue U3
KOTOPBIX IIPECTABJISIOTCA Oosiee HAIPSKEHHBIMH, BHYTPEHHE KOHTPACTHBIMU 10
CpaBHEHUIO ¢ «MOHOA(PPEKTHBIMU» cpeTHUMHU. Pesibed rukiia popMupyercs Takxke
1o OHNUYECKUMU IIPUEeMaMHU Pa3BUTHsI, B YaCTHOCTU, KAHOHAMH — OT HEOOJIBIITNX
BKpaIIeHNU KaHOHUYECKOT'0 U3JI0KEHU JI0 11eJI0T0 Xopa B (popMe KaHOHA.

Ecnu Kaccy obGparaercss K OCBAIIEHHOMY CTOJIETHSAMH >KaHPY COHETa, TO
BbIOOp Muiio MHOrorosocusi a cappella ¢ akieHTOM Ha KAaHOHAX OTChLIAET K CTOJIb
’)Ke JIaBHEU TpaAUuIMKU NOJN(GOHUYECKON NIAHCOH, KyJbMHHAIUEed KOTOPOHU CTal
XVIBek — BpeMsa mepBOro paciBera @panHiy3ckoro conera. Obe Tpaguuu
Iepe;KUBalOT HOBBIN B3JjieT ¢ KoHIA XIX croserusa. Co3HaTeIbHOE OTPaHUYEHUE
ctporoii GopMOH CcOHeTa, Kak U IPHEMaMH HMUTAIIMOHHOTO KOHTpPAIyHKTa
B BOKQJIbHOM MHOTOT'OJIOCHH, MOXKHO BOCIIPUHUMATh KaK CUMBOJI BHEIITHUX TPAHUII,
OyZb TO TIOPEMHOE 3aKJIIUYeHUE WIW BBIHYXKJAEHHAs SMUTrpanusi, 000CTPAIONINX
OIIyIlleHVe BHYTPEHHEN cBOOO/IbI B 6€30CTAHOBOYHOM I10JIETE MBICJIU U YyBCTBA.

KiaroueBbie ciaoBa: /I. Mutio, K. Kaccy, ConmpotuBiienue, xop a cappella,
XOPOBOU ITUKJI, KAHOH

Six sonnets composés au secret by D. Milhaud — J. Cassou:
on the Principles of Cyclization

In the colossal legacy of Darius Milhaud, a prominent place belongs to works
for choir, primarily cantatas and choral cycles. At the beginning of the twentieth
century, these genres acquired particular relevance in expressing the pressing
problems of our time, and Darius Milhaud found himself at the forefront of this trend.
In the cycle Six sonnets composés au secret Milhaud turns to the poems of Jean
Cassou, one of the leaders of the Resistance. Trente-trois sonnets composés au secret
were composed in the winter of 1941 in the Furgole prison of Toulouse, when Cassou
did not even have a pencil and paper at his disposal. In 1944, the collection was
published clandestinely, and in 1946, Milhaud, who was in the United States, became
acquainted with the texts and immediately responded to the collection with his own
choirs.

Milhaud’s opus is built into a dramaturgically precise composition, in which
the first two choruses appear as a mournful prologue and an infernal march, the last
is a slow finale in the form of a dialogue about death and immortality. The fourth
movement is the lyrical center, a kind of Adagio, framed by two genre choirs —
“scherzo” and waltz. Thus, sonata-symphonic patterns operate in the cycle due to the
hierarchy and functional differentiation of parts, the outermost of which seem more
intense, internally contrasting, compared to the “mono-affective” middle ones.
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If Cassou turns to the time-honored genre of the sonnet, Milhaud’s choice of
a cappella polyphony with an emphasis on the canons refers to an equally long
tradition of polyphonic chanson, which culminated in the 16th century — the time of
the first flowering of the French sonnet. Both traditions have experienced a new rise
since the end of the 19th century.

Conscious limitation by the strict form of the sonnet, as well as by the
techniques of imitative counterpoint, can be perceived as a symbol of external
boundaries, be it imprisonment or forced emigration, exacerbating the feeling of
inner freedom in the non-stop flight of thoughts and feelings

Keywords: D. Milhaud, J. Cassou, Resistance, a cappella choir, choral cycle,
canon
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Pe3oHaHC OTCYTCTBUA: T'OJIOC, HOCTAJIBI'YA M IIaMATH B CEMU POMaHCcax
Ha ctuxu Asiekcanapa baoka /Imurpusa IllocrakoBuua

Cemp pomaHcOoB Ha cruxu AjekcaHjipa bioka op. 127 (1967) Amurpus
[MToctakoBuya — 3TO TiIybOKas MeAUTAIUs O TOJIoCe, HOCTAJIbIMU U IaMATH,
IIpOUCX0/iA1asA Ha POHe PYyCCKOTO CUMBOJIM3MA U II03/IHECOBETCKOM 3cTeTUKU. CeMb
CTUXOTBOpeHUN AJsiekcanzpa biioka /i1 cOmpaHO, CKPUIIKH, BUOJIOHYETU
U hopTenuaHo npecTapiiseT co00i KOMIIO3UINIO, B KOTOPOU I'0JIOC OJHOBPEMEHHO
3aHMMAaeT IeHTPAJIbHYI0 IO3UIUI0 U JIeCTa0MIN3UPYeTCs, PacTBOPSAACh BO
(parmMeHTapHBIX MY3BIKAIBHBIX TeKCTypax. B [okiiazie IIUKJI paccMaTpuBaeTcCA
yepe3 mpusMy KpuTuku ¢oHoreHTpusma u auddepanca (pasznauuanusa) Kaka
Heppuzapl, KOHIENNUW 3epHa ronoca Posanza bapra, Tumosiornu HOCTaJIbruu
Cretsianbl boiim u punocoduu MmysbikaabHON skcnpeccuBHOCTU [TuTepa Kusu. 3t
IIEPCIIeKTUBBl TOKa3bIBalOT, Kak CeMb pPOMAHCOB BOIUIOMIAIOT IJIYOOKYIO
dumocodckyio BOBJIEUEHHOCTh B OTCYTCTBUE, TOCKY U HECTAOUIBHOCTh CMBICJIA.

ITos3usa biioka, oTinuaromascss MUCTUYECKON TOCKOH U SK3UCTEHIIUAILHOU
HeyBEPEHHOCTbI0, HAXOJUT WJieaJIbHbI OTKJIMK B IO3/IHEM CTHJIE€ KOMIO3UIIUU
[ITocrakoBuyYa, rae TUIINHA U (parMeHTaLVs TOBOPAT CTOJIb YK€ MOIITHO, KaK U 3BYK.
Tostoc compaHo, HEPEIKO MPEPHIBAEMBIN WJIU MOTJIONIAEMbIN aHCaMOJIeM, OTPaXKaeT
caen Jleppusbl, T/i€ CMbBICJ IIOCTOSSHHO YCKOJIB3A€T, CONPOTUBJIAACH CTAOMIIBHOMY
IIPUCYTCTBUIO. B TO ke Bpems 3epHO rosioca bapra cTaHOBUTCA BaXKHBIM, IIOCKOJIBKY
YyBCTBUTEJIbHbIE, TAKTWJIbHBbIE KaudecTBA [IBIXaHUA, TOHA U APTUKYJIALUU
MIOTUEPKUBAIOT MaTEpUAIbHOCTh 3BYKAa B YIIEPO TEKCTOBOM fCHOCTU. JTa HUrpa
MeX/ly IPUCYTCTBHEM W HCYE€3HOBEHHEM JleJlaeT TOJIOC OJHOBPEMEHHO
BBIPDA3UTEJIBHBIM U  CHEKTPAJIbHBIM, OT3BIBAsCh HA YTO-TO 0OE3BO3BPATHO
yTpadueHHoe. YTayOaeHHbIN hopManu3M KuBu mpezjiaraer ere ofHy TOUKY 3peHus,
IpeAmnosiarasg, 4YTO 9SKCIOpPEeCCHMBHAsA CWjia My3bIKM BO3HHUKaeT He U3

95


mailto:ivanarpetkovic@gmail.com

S N

BKCTPaMy3bIKAJIbHOTO 3HAUEHUS, a U3 ee BHYTPEHHUX CTPYKTyp. B Cemu pomaHcax
[llocrakoBUY  WCIOJIB3YeT HTH  CTPYKTYPbl, MPUMEHSISI T'apMOHHYECKYIO
HeCTaOMJIBHOCTh ¥ BOKaJIbHOE HCTauBaHHe, YTOOBI BHI3ZBATH BMOIIMHU, KOTOPHIE
COIIPOTUBJIAIOTCS IIPSAMOMY IIPEICTaBIEHUIO.

Hocranbrus ¢gopMupyer CTPYKTYpy IIMKJIAa U €ro 3MOIMOHAJIbHYIO TIyOuHY,
COOTHOCSCH C KOHIEeNIued pedieKCUBHON HOcTanbruu boiim, KoTopas mpu3HaeT
HEBO3MOXKHOCTH BO3BpaIlleHHus1. BMecTo TOoro 4To0bl pEKOHCTPYUPOBATH IOTEPSIHHOE
nponuioe, CeMb POMaHCOB 3aJIEPKUBAIOTCA Ha TPENIMHAX IaMATH, OCOOEHHO
B ¢puHaNbHOU IlecHe «My3bIKa», TI/ie TOJIOC PacTBOPSAETCsS, OCTaBJIAA TOJBKO
WHCTPpYMEHTaJIbHbIE OT3BYKH. TakuMm obpaszom, IIlocTakoBHY He IMPOCTO ITUIIET
My3bIKYy Ha cTUXH BJIOKa — OH BOILJIOIIAET ero TeMBI, CO3/IaBas 3BYKOBOU JIaHAIIAdT,
I/ie BpeMs, UCTOPUS U UIEHTUYHOCTD CJIMBAIOTCSA B 3aBOPAKUBAIOIIYIO0 METUTAIIHIO
0 MMPEXO/IAIIEM.

KmioueBble ciaoBa: /Imutpuii IllocrakoBuu, Anekcanap bisok, Cemb
POMaHCOB Ha cTUXU BJIoKa, pyCCKUN CUMBOJIU3M

Resonances of Absence: Voice, Nostalgia, and Memory in Dmitri
Shostakovich’s Seven Romances on Alexander Blok’s Verses

Dmitri Shostakovich’s Seven Romances on Alexander Blok’s Verses, Op. 127
(1967), is a profound meditation on voice, nostalgia, and memory, set against the
backdrop of Russian Symbolism and late Soviet aesthetics. By setting seven of Blok’s
poems for soprano, violin, cello, and piano, Shostakovich crafts a work where the
voice is simultaneously central and destabilized, dissolving into fragmented musical
textures. This paper explores the cycle through Jacques Derrida’s critique of
phonocentrism and différance, Roland Barthes’ le grain de la voix, Svetlana Boym’s
typology of nostalgia, and Peter Kivy’s philosophy of musical expressivity. These
perspectives reveal how Seven Romances embodies a deeply philosophical
engagement with absence, longing, and the instability of meaning.

Blok’s poetry, marked by mystical longing and existential uncertainty, finds an
ideal counterpart in Shostakovich’s late compositional style, where silence and
fragmentation speak as powerfully as sound. The soprano’s voice, often disrupted or
absorbed by the ensemble, reflects Derrida’s trace, where meaning is continually
deferred, resisting stable presence. At the same time, Barthes’ grain of the voice
comes to the fore, as the raw, tactile qualities of breath, tone, and articulation
emphasize the materiality of sound over textual clarity. This interplay between
presence and disappearance renders the voice both expressive and spectral, echoing
something irretrievably lost. Kivy’s enhanced formalism offers another lens,
suggesting that music’s expressive power arises not from extramusical meaning but
from its internal structures. In Seven Romances, Shostakovich exploits these
structures, using harmonic instability and vocal dissolution to evoke emotions that
resist direct representation.

Nostalgia shapes the cycle’s structure and emotional depth, aligning with
Boym’s concept of reflective nostalgia, which acknowledges the impossibility of
return. Rather than reconstructing a lost past, Seven Romances lingers in the
fractures of memory, particularly in the final song, Music, where the voice dissolves,
leaving only instrumental echoes. In this way, Shostakovich does not merely set
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Blok’s poetry to music—he enacts its themes, creating a sonic landscape where time,
history, and identity blur into a haunting meditation on impermanence.

Keywords: Dmitry Shostakovich, Alexander Blok, Seven Romances on
Alexander Blok’s Verses, Russian Symbolism
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IMTocTakOBUY-UHCTPYMEHTATOP: PEOPKeCTPOBKAa BHO/IOHUEIBHOTO
KOHIepTa JiA-MuHOP P. [IlymaHa B KOHTEKCTE MacTEPCTBAa

Onmnoit u3 ¢dopm TBopueckoro mporecca /. JI. [llocrakoBuua ObLia
MHCTPYMEHTOBKA IPOU3BEIEHUN JIPYTHUX KOMIIO3UTOPOB. M XOTS Takuwe mapTUTYPhI
HEMHOTOUMCJIEHHBl M CWIbHEHIINM 00pa3oM pasHATcA Mo MacirrabaMm (0oT mbec
J1. Ckapsiattu 0 onepHbIX 1meneBpoB M. I1. Mycoprckoro), cepbe3HOe OTHOIIIEHHE KO
BCEM HUM TMOATBEPKIAETCA HAJIMYMEM Y KaK/IOM COOTBETCTBYIOIIETO OITyCHOT'O
HOMepa. K ux 4ncyry OTHOCHTCSI M HOBasi OPKECTPOBKA BHOJIOHUYETBHOTO KOHIIEPTA JIsl-
vuHop P. Illymana, camenanHas no mpocbbe M. JI. PocTpomoBuya u mo3BOJIAIONIAS
MIOJTyIUTh TpeJicTaBieHre o nojxoaax IllocrakoBuya K KPyITHON HHCTPYMEHTAIHBHOMN
(opmMme B Takux crydasx.

BepexHO 00X0/1Ch C THTOHAIIMOHHOU U (paKTypHOU cpepamMmu OpuUTrHHAIA, CO
CTOPOHBI OPKeCcTpa KOMIIO3UTOP JaeT cebe HECKOIbKO O0JIbINY mpocTop. [Ipu aToM
MHOTHE BHOCUMbIE U3MEHEHUS HOCAT TEXHUUECKUHN XapaKTep U OTPaKawT o0Iue
MIOIXO/IbI K MHCTPYMEHTOBKE B XX BeKe: 1) COCTaB — YeThIPE BAJITOPHBI BMECTO IBYX,
TpyObI B BMecTo TpyO F, Hasmnume (el ThI-ITUKKO0JI0, apdHI, I1eJI0i 6aTapen JINTaBp;
2) IUalla30H pACIIMPEH BBEPX U BHU3 3a CYET IHUKKOJIO U IMATHCTPYHHBIX
KOHTPa0aCoB; 3) AaKKOP/IOBbIE BEPTUKAJIN HE TOJILKO YKPEIUJIEHbI U COAJIaHCUPOBAHHI,
HO U «yKpallleHbI» (HallpUMeD, I€PEBSIHHbBIE TyXOBbIE B HEOOBIYHOM 3BYKOBBICOTHOM
MIOPSI/IKE); 4) ycuyieH (B TOM 4YHC/IE BBEpEHHEM HOBBIX TeMOpDOB) KOJIOPUT,
IIPEJICTABJISIS UYepeay 3allOMHUHAIOIIUXCS WHCTPYMEHTAJIbHBIX KAPTHHOK (110
MOTHBaM IMOPOU OTHOOOPA3HBIX IIIYMAaHOBCKUX); 5) ¢haKTypa CryllleHa U YIIOTHEHA
(BBOJIOM MMUTAIUM, PUTMUYECKUX (purypanuii). J[pyrue u3MeHeHUs aneIupyoT
K cTiiio camoro IllocrakoBuua: 1) BHUMAaHHE K YHCTBIM TeMOpam (BO BCAKOM
cJIyyae, OTKa3 OT COBMeEIEHUs pa3HbIX (PakTypHbIX GYHKIUNA B OJHOM TeMOpe);
2) BHUMAaHUE K JINHEAPHOMY HaJaJly, OTYACTH CBA3aHHOE C IPEbIYIIUM acClIeKTOM
U TPUBOJsAINEe K HWHTOHAIIMOHHOW (M BooOIme ¢pa3oBoil) WU HUMHUTAIMOHHOM
3a0CTPEHHOCTH; STOT MOMEHT HHTEpPECEH U ¢ TOYKH 3pEeHUs IpUCYIIel
[IlocTakOBUYY SKOHOMHUM MaTepuaja, KOrjia pe3yJbTaT JOCTUTAeTCs MUHUMAJIbHO
HEOOXOUMBIM YHCJIOM 3JIEMEHTOB, PEAJU30BAaHHBIX B MAaKCHMAaJbHOM YHCJIE
BO3MOKHOCTEWN; 3) HAaKOHeIl, KaK HeIPUMETHbBIN aBTOPCKUI pocuepk, Ha OJHOU U3
IIePBBIX CTPAHUI] 0OHAPYKUBAETCS SITU30/1 TAJIOMUPYIOIIEro puTMa TPyO 1 BaJITOPH.
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HccienoBanme JIONIOJHSIET TMpPeEJICTaBJIeHUsT 00 OpPKECTPOBOM IIOYEPKE
[ITocrakoBuua, GOKycHpPysCh Ha ciaydae ero paboThl € YyKUM aBTOPCKUM
MaTepuajioM. Pe3yabpTaThl MOTYT OBITH BOCTPEOOBAHBI B TaKUX JIUCIUILUIMHAX, KaK
HCTOPUSA My3bIKU XX BeKa, NUCTOPUSA OPKECTPOBBIX CTUJIEH, MHCTPYMEHTOBKA.

KinroueBble ciaoBa: Illyman, IIlocrakoBu4Y, OpKeCTp, BHOJIOHYEIID,
WHCTPYMEHTOBKA, TeMOP, pakTypa

Shostakovich the Instrumentalist: New Orchestration of the Cello
Concerto in A Minor by Robert Schumann in the Context of Excellence

One of the forms of D.D.Shostakovich’s creative process was the
instrumentation of works of other composers. And although these scores are not
numerous, they vary greatly in scale (ranging from plays by D. Scarlatti to the
operatic masterpieces of M. Mussorgsky), a serious attitude towards all of them
is confirmed by the presence of each corresponding opus number. Among them
is a new orchestration of the Cello Concerto in A minor by R. Schumann, made at the
request of M. L. Rostropovich and allowing us to get an idea of Shostakovich’s
approaches to large instrumental form in such cases.

Carefully handling the intonation and texture spheres of the original, the
composer gives himself a little more freedom in the interpretation of the orchestra.
At the same time, many of the changes are technical in nature and reflect the general
approaches to instrumentation in the 20th century: 1) orchestra includes 4 French
horns instead of two, B pipes instead of F pipes, the presence of a piccolo flute, harp,
and a battery of timpani; 2) the range is expanded up and down due to piccolo and
five-string double basses; 3) chord verticals are not only strengthened and balanced,
but also “decorated” (for example, woodwinds in an unusual pitch order); 4) the
orchestral coloring is enhanced (including by entrusting new timbres), presenting a
series of memorable instrumental “pictures” (based on sometimes monotonous
Schumannian ones); 5) the texture is condensed (by introducing imitations, rhythmic
figurations). Other changes appeal to the style of Shostakovich himself: 1) attention
to pure timbres (in any case, the rejection of combining different textural functions
in one timbre); 2) attention to the linear principle, partly related to the previous
aspect and leading to intonation (and generally phrasal) and imitative sharpness; this
point is also interesting from the point of view of Shostakovich’s inherent economy
of material, when the result is achieved by the minimum required number of
elements implemented in the maximum number of possibilities; 3) finally, as an
inconspicuous stroke of the author, an episode of the galloping rhythm of trumpets
and French horns is found on one of the first pages.

The study complements the understanding of Shostakovich’s orchestral
handwriting, focusing on the case of his work with someone else’s author’s material.
The results can be in demand in such disciplines as the History of 20th century Music,
the History of Orchestral Styles, and Instrumentation.

Keywords: Schumann, Shostakovich, orchestra, cello, instrumentation,
timbre, texture
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Opxkectpossbie guaaoru /1. /1. IllocrakoBuua: cuM@PoOHUA KaK oniepa

Jloksaz TocBsAIEeH opKecTpoBoi TexHuke B cuMmdonusx /1. /1. IllocrakoBuya.
M3 Bcex BO3MOXXHBIX Mpo0OJieM, CBSI3aHHBIX C aHAJU30M 3TOTO BaXKHEUIIIETO
komIioHeHTa cTus [IlocTakoBuUYa, akIEeHT c/eslaH Ha (GyHKIHMHA OPKECTPOBKH KakK
ZipaMaTypruueckoro u (opmMoobOpasyoIero cpeicTBa, Ha TeX BO3MOXKHOCTSX,
KOTOpbIE€ /JIaeT OPKECTPOBOE IHCHMO B IIOCTPOEHUH MY3bIKAJTbHON KOMITO3UIIUH.
B nerTpe BHUMaHUsA — BTOpas yacTh IIsaTHaAaroi cumdbonnu (1972), HanmucaHHasd,
Kak W MHorue wMejjieHHble dYactu cuMdboHuil IlloctakoBuya, B CBOOOIHO
Y ODUTUHAJILHO TPAKTOBAHHOU POHJIAIbHOUN (hOpMe, OCHOBAaHHON Ha MYy3BbIKAJIbHO-
TeMaTUYECKUX U TeMOPOBBIX KOHTpAcTaX. Bo3HUKatOmMMUH [uasoruueckuil apgexr
3aCTaBJIsIET BCIIOMHUTH PsIZT COUMHEHWM, B KOTOPBIX aHTHUTE3a KOHTPACTHBIX
B 00pa3HOM M TEMOPOBOM OTHOIIIEHUYU MYy3bIKAJIbHBIX UJIEN CTAHOBUTCS UMILYJIBCOM
K UX I[eJIEHAIPABJIEHHOMY Pa3BUTHUIO U B3auMOJieHcTBUIO. B Andante YeTBepToro
doprenuannoro kourepra JI. Ban berxoBeHa op. 58 (1804) Takoro pojga aHTHUTE3a
M3/IaBHA Y MHOTUX YUEHbBIX BbI3bIBAJIA ACCOIMAIIUY CO 3BHAMEHUTOU CIIEHOU Jrajiora
¢ pypusamu u3 «Opdes u Ippunuku» K. B. ['1ioka. berxoBeHckoe Andante B CBOIO
ouepesb CTaJ0 CBOEOOPa3HOW MOJIEJIBI0 Ui MeJJIEHHON uYactu Tperbero
doprenuanHoro koHmepra b.Baptoka (1945). Ocobas TpakTOBKa 3TOTO
HappaTuBa — 0€3 MPAMOT0 COOTBETCTBUA MU(OIIOITHIECKOMY CIOXKETY TJTIOKOBCKOM
oIephl, HO C SICHO IPOYEPUYEHHOU AHTUTE30H JKU3HU U CMEPTH — MpeJIoKeHa
IllocrakoBuY€eM B 15 CUM(OHUU.

KiaroueBbie ciaoBa: IllocrakoBud, llarHanamarasa cumdoHus, beTxoBeH,
UeTBepThIl (popTENMAHHBIN KOHIEPT OP. 58
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Orchestral Dialogues by Dmitri Shostakovich: Symphony as Opera

The paper is devoted to orchestral technique in the symphonies of Dmitri
D. Shostakovich. Among all possible aspects of the analysis of this most important
component of Shostakovich’s style, attention is focused on the function of
orchestration as a dramatic and formative means, on the methods that orchestral
writing provides in constructing a musical work. The object of analysis is the second
movement of the 15th Symphony (1972), written in a freely and originally interpreted
rondo form, based on contrasts of themes and timbre, like many slow movements of
Shostakovich's symphonies. The dialogical effect that arises in this case resembles a
number of works in which the antithesis of musical ideas contrasting in imagery and
timbre becomes an impulse for their interaction and development. In the Andante of
Beethoven’s 4th Piano Concerto, Op. 58 (1804), for example, such an antithesis has
long been associated by many researchers with the famous scene of the dialogue with
Furies from Gluck’s Orpheus and Eurydice. This Andante by Beethoven in turn
became a kind of model for the slow movement of Bela Bartok’s 3d Piano Concerto
(1945). In his 15th Symphony, Shostakovich offered his own, special interpretation of
this narrative — without direct correspondence to the mythopoetic plot of Gluck’s
opera, but with a clearly outlined antithesis of life and death.

Keywords: Shostakovich, Fifteenth Symphony, Beethoven, Fourth Piano
Concerto op. 58

MAJIBITEBA Anacracus AJIeKCaHAPOBHA Anastasiya A. MALTSEVA
doxmop uckyccmeosedeHus, r : Doctor Sci. (Art Studies),
doyenm xagdedpuvl uCMoOpuU MY3blKLU, Associate Professor,
Kxagedpwvl meopuu Music History Department,
MY3blKU U KOMNO3UYULU, Music History and Composition
Hosocubupckas eocydapcmeeHHas Department, M. I. Glinka
KxoHcepsamopus umeru M. U. I'nunku, Novosibirsk State Conservatory
Hoesocubupck, Poccus Novosibirsk, Russia

aamaltseva@mail.
ru

My3bIKAJIbHO-pUTOPUUYECKUE (PUTYPHI OAPOKKO:
AayTEeHTUYHOE 3HAaHUeE VS aHAJIUTH4YeCcKasa MoJe b

B fmoxsazie KOHCTATHPYIOTCA U OOCYKAAIOTCSI B JAUCKYCCUOHHOM KJTIOUE
CYIIIECTBEHHBIE ITPOTUBOPEUHS, KOTOPble BO3HUKAIOT TPHU COIOCTABJIEHUU
3a(pUKCUPOBAHHBIX B UICTOYHHUKAX AIIOXH OAPOKKO MepeuHeld My3bIKaJIbHBIX QUTYD,
o0pasymIux  aymeHmuuyHoe  meopemuueckoe  3HaAHUe, W  IITUPOKO
pacIpoCcTpaHeHHO! M0JeAu aHAAU3a MY3blKU B OTIOPE Ha PeTyITUPOBAHHBIA CITHUCOK
MY3bIKaJIbHO-PUTOPUYECKUX DUTYP, TPAKTOBAHHBIX B HCCJIEIOBAHUAX, KAK IIPABUJIO,
C MHTOHAITMOHHO-CEMaHTHYECKOU TOUKHU 3peHUsI. ABTOD IIpe/IyIaraeT Be Ha3BaHHbBIE
obyslacTH HMeEHOBaTh coOoTBeTcTBeHHO Figurenlehren (yueHuss o durypax)
u Figurenlehre (yueHnue o ¢purypax).

B 1ieHTpe BHUMaHUs HaXOAATCA OBITYIOIHE B OTEYECTBEHHOM U 3apy0eskHOM
My3bIKOBHAHUH HEPEAKO OJTHOCTOPOHHHE, OTHAKO YPE3BHIUANHO BOCTPEOOBAHHbBIE
CY’KZIEHUSI O TOM, YTO CYIIECTBYET CUCTeMa OAPOUHBIX MY3bIKAJIbHO-PUTOPUYECKUX
¢uryp; durypsl onucaHbl «B TPAKTaTax IO MY3bIKAJIbHOU PUTOPUKE» U «UETKO
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KoAU(UIIpOBaHbl»;  (PUTYpHI, TepeyucjeHHble B TpaKTaTax, o00pa3yioT
YHUBEPCATBHBIN CJIOBAaph HHTOHAIUHA-CUMBOJIOB («MY3bIKQIbHBIN JIEKCUKOH BIIOXU
0apOKKO»); GUTYPHI — HTO UCKIIOUUTEIHLHO OTKJIOHEHHS OT HOPM CTPOTOTO CTHJIA,
WICIIOJIb3yeMble B LIEJIAX YCUJIEHUS BHIPA3UTEIbHOCTH BbICKA3bIBAHUS; YCTOUYMBBIE
3HAUYEHUs MY3bIKQJIbHO-PUTOPUYECKUX (PUTYD JAaHBI B TPAKTAaTaX 3MOXU OAPOKKO;
¢uryp 3adukcupoBaHO MHOrO, HO KOMIIO3UTOPBHI HCIOJIB3YIOT JIWIIb «CaMBble
pacrnpoctpaHeHHble» (10—20 dwuryp); Gurypsl BO3HHUKJIA B  HEMEIKOH
(JIIOTepaHCKOM) BOKQJIBHOM JIyXOBHOM MYy3BbIKE; YYeHHE O MY3BbIKaJIbHO-

puTOpUuecKux GUrypax — TMPUHAUIEKHOCTh MPOTECTAHTCKOU MYy3bIKaJIbHOU
TEOPHUMU.
B omope Ha My3bIKaJIbHO-TeOpeTUUYecKrue wucTouHuku XVII — mepBoiut

nonBuHbl XVIII Beka u cBefleHUs N0 ucTOpUOrpadum MU3ydeHUs MY3bIKAIbHOU
PUTOPHUKHU (C aKI[EHTOM Ha MEPBYIO MOJOBUHY XX CTOJIETHSA, KOT/Ia 3apOKIAeTcs,
B TOM uwmcie, He Oe3 BiusAHUA uzaeosoruu Deutschtum, uaes paccMaTpuBaeMou
repMeHEeBTUYECKON MOJeJIn) JIeMOHCTPUpYeTcs HeOOXOAMMOCTh OCO3HAHUSA
Figurenlehre xax MuoJIOrH3UPOBAaHHOTO 3HAHUS, JIUIIh OTYACTH CBA3AHHOTO CO
CBOMMU KOPHAMU.

KiaroueBbie cjoBa: 0apoKkKO, My3bIKaJIbHAsg PUTOPUKA, YyUYEHHE
0 My3bIKQJIbHO-pUTOpUYECKUX durypax, Figurenlehre, My3bIKaJIbHO-PUTOPUYECKUE
(urypsl, TpakTaThI O My3bIKE, aHATIU3 MY3bIKU

Musical-Rhetorical Figures of the Baroque:
Authentic Meaning vs Analytical Model

The paper identifies and discusses the essential contradictions that arise when
comparing the lists of musical figures recorded in Baroque sources, which form
authentic theoretical knowledge, and the widespread model of analyzing music on
the basis of a reduced list of figures, treated in studies, as a rule, from the
intonational-semantic point of view. The author proposes to name the two areas
Figurenlehren (doctrines of figures) and Figurenlehre (doctrine of figures)
respectively.

The focus is on the often one-sided, but highly demanded, judgements in
musicology: there is a system of Baroque musical-rhetorical figures; figures are
described ‘in treatises on musical rhetoric’ and ‘clearly codified’; figures listed in
treatises form a universal vocabulary of intonation-symbols (‘musical lexicon of the
Baroque era’); figures are exclusively deviations from the norms of strict style used
to enhance the expressiveness of an utterance; stable meanings of musical-rhetorical
figures are given in Baroque treatises; there are many figures recorded, but
composers use only ‘the most common’ (10-20 figures); figures originated in German
(Lutheran) vocal sacred music; the doctrine of musical and rhetorical figures belongs
to Protestant musical theory.

Relying on music-theoretical sources of the 17th — first half of the 18th century
and on the historiography of the study of musical rhetoric (with an emphasis on the
first half of the 20th century, when the idea of the hermeneutic model in question
was born, including, not without the influence of Deutschtum ideology), the necessity
of understanding Figurenlehre as a mythologized knowledge, only partly connected
with its roots, is demonstrated.
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Keywords: Baroque, musical rhetoric, doctrine of musical-rhetorical figures,
Figurenlehre, musical-rhetorical figures, treatises on music, music analysis
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Apxus C. 1. TaneeBa B Kiiuny:
no cjaeaam ucciaenosanuii ®@. I'. ApzamanoBa

Ioknan moceseH pabore @.I'. ApzamaHoBa ¢ JOKYMEHTaMU HM3 apXUBa
C. 1. TaneeBa, xpausmerocs B J/lome-mysee I1. . Yatikopckoro B Kinuny (I'’/IMY).
Bynyuu mpemnogaBaTesieM Moau¢OHUN U aHAIN3a, Ap3aMaHOB ellle B TOAbl yueObl
yBJiekaeTcs ¢purypoul TaHeeBa-nezarora, KOTopasi CTAaHOBUTCSA JJIs1 HETO €/[Ba JIN He
IJIaBHBIM HAyYHBIM HHTEPECOM, KpPACHOM HHUTHIO IIPOXOASA CKBO3b BCIO
podeCCUOHAJIBHYIO EATELHOCTh: OH BBICTYIIA€T HE TOJIBKO B KauecTBe aBTOpa-
Hccie[oBaTesisl MeJaroruueckux pa3paboTok TaHeeBa, HO M MPUHUMAET aKTUBHOE
ydacTue B PeIaKTUPOBAHUU M COCTABJIEHUU PA3JIUYHBIX COOPHUKOB W U3JIAHUU.
[T510710M KpOIIOTJIMBOM apXUBHOU pabOThl Ap3aMaHOBA CTAHOBUTCS KaHAWJIATCKAs
nuccepranusa «C. . Tanee — megaror» (1953—1955, B IBYX TOMAax), B KOTOPOH
paccMaTpuBalOTCs U3bICKaHUA TaHeeBa B 00J1acTy Teopuu GOPMBI U ITPETOJaBaHUSA
Kypca MY3bIKJIbHBIX (OpPM, pa3pabOTAaHHOTO W BBEJIEHHOTO €ro CTapaHUSAMHU
B KOHCEPBATOPCKYIO IporpaMmy B 1897 roay. BriocsieicTBUH 3TOT TPYA ObLT IBAXKIBI
U37laH B BuJe KHUrA 1of Ha3zBaHueM «C. . TaneeB — mnpernoaasaTesb Kypca
My3bIKaIbHBIX popM» (M.: Mysbika, 1963; 1984), craB nepBbIM U, (QaKTUYECKH,
eIUHCTBEHHBIM HCCJIEOBAHHEM, CIENUaJIbHO TMOCBSIMIEHHBIM MpobemMam
TaHEEBCKOTO Kypca MYy3bIKaJIbHOTO aHajiu3a. Bo MHOroM 3TO CBA3aHO CO
crerquUKON MaTepuasioB, HOCAIIUX XapaKTep Pa3pO3HEHHBIX, (h)parMeHTaApPHBIX,
YacTO TPYAHOUMTAEMBIX UEPHOBBIX 3aMETOK, YTO IMPEJICTABJIAET 3HAYUTEJIbHbIE
TPYAHOCTU JJIA UCCJeoBaTesid. ABTOp JIOKJIaJjia JiejlaeT IIONBITKY YCTaHOBUTH
COOTBETCTBUSA MEXK/y PYKOIMCHBIMM MCTOYHHUKAMH, IOCHYKUBIIUMH OCHOBOU
paboTel Ap3aMaHOBa, ¢ MOJIMHHUKAMH M3 KJIWHCKOTO apxvBa TaHeeBa, KOTOPHIE
YIIOMHUHAIOTCs, KaK MPAaBUJIO, B BU/Ie 0000IIEHHON CChUIKU (HAIIpUMED: «UYE€PHOBBIE
3aMeTKH / 3amuch / KoHcHekT, apxuB I'JIMUY»). Bce 3TO He TOJBKO HO3BOJIUT
OYEPTUTh KPYT AOKYMEHTOB, C KOTOPHIMHU HEKOrJa paboTasi Ap3aMaHOB, HO
Y IIPOJIOJI’KUTh HAauyaTOe MM HCCJIe/IOBaHHe, 000TaTUB €ro HOBBIMH HCTOUYHUKAMH,
C IO3UIIUM COBPEMEHHBIX — KaK OTE€UEeCTBEHHBIX, TaK U 3apyOeKHbIX —
MIpe/ICTaBJIeHUN O My3bIKaJIbHBIX (pOpMax.

KiawoueBbie ciaoBa: C. 1. TaneeB, ®. I'. Ap3amaHOB, NOpelo/iaBaHUE
My3bIKaJIbHON (POpMBI
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The Archive of S. 1. Taneyev in Klin:
Tracing the Research of F. G. Arzamov

The report is dedicated to the work of F. G. Arzamov with documents from
the archive of S. I. Taneyev, stored in the P. I. Tchaikovsky House Museum in Klin
(GDMCH). As a teacher of polyphony and analysis, Arzamov became fascinated with
the figure of Taneyev as an educator during his studies, which became his primary
scientific interest, weaving through his entire professional activity. He not only acted
as an author researching Taneyev’s pedagogical developments but also actively
participated in editing and compiling various collections and publications. The fruit
of Arzamov’s meticulous archival work is his candidate dissertation S. I. Taneyev —
Educator (1953—1955, in two volumes), which examines Taneyev’s studies in the
theory of form and the teaching of the course on musical forms, developed and
introduced into the conservatory program through his efforts in 1897. This work was
subsequently published twice as a book titled S. I. Taneyev — Lecturer of the Course
on Musical Forms (Moscow: Muzyka, 1963; 1984), becoming the first and, in fact,
the only study specifically dedicated to the problems of Taneyev’s course on musical
analysis. This is largely related to the specifics of the materials, which are
characterized by being disparate, fragmentary, and often difficult-to-read rough
notes, presenting significant challenges for the researcher. The author of the report
attempts to establish correspondences between the handwritten sources that formed
the basis of Arzamov’s work and the originals from Taneyev’s Klin archive, which are
typically referenced in a generalized manner (for example: “rough notes / recording /
outline, GDMCH archive”). All this will not only help outline the range of documents
with which Arzamov once worked but also continue his research, enriching it with
new sources from the perspective of contemporary — both domestic and foreign —
understandings of musical forms.

Keywords: S. 1. Taneyev, F. G. Arzamanov, teaching musical form
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PoJib yaapHbIX HHCTPYMEHTOB
B OpuaHaanarou cum@onuu /I./I. [IlocrakoBuua:
HCIIOJTHUTEJIbCKHE TPYAHOCTH M (h)OPMBI PA0OTHI C HUMH

B opkectpe XX Beka poJib y/IapHbIX MHCTPYMEHTOB B APTUTYPE 3HAUNUTEIHHO
BbIpocsia. Hapsily co CTpyHHOH U JAyXOBOM TPYyIIOH, yAapHble CTajlu
IIOJTHOIIPABHBIMU ~ yYACTHUKAMHM COJIBHBIX OIHU30J0B U JApPaMaTypruyecKoro
pa3BuTHA. JTO OBUIO CBSA3AHO, C OAHOW CTOPOHBI, C TMOUCKAMH KOMIIO3UTOPOB
B o0Osactu TeMOpa U 3ByKa, a C APYrod — c 3BoJonueld nHcTpyMeHTapus. Cpeau
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KOMIIO3UTOPOB, AKTHUBHO HCIIOJIb30BABIINX y/IapDHBbIE B CBOUX CUM(OHUYECKUX
omycax, ortmetruMm [I.Manepa, P.Illtpayca, W. CrpaBunckoro, b. baproka,
. IllocTakoBuua.

B TBopuectBe IllocTakoBuua ¢ MepBOM IOHOWIECKONW CUM@OHUU OTYETIIMBO
MIPOSAIBJIAETCS YHUKAJIbHOE NPOYTEHUE YAAPHBIX WHCTPYMEHTOB, NOAYEPKUBAETCA
3HAYMMOCTh 3TON OPKECTPOBOM TPYIIIBI, KOTOPOH IOPY4YAIOTCA OCHOBHBIE
TeMaThu4deckue U (pakTypHble sjeMeHThl. IllocTakoBUY MHAUBUIYAJIBHO TPAKTyeT
MPUPOAY Vy/IapHBIX, HAXOJUT COBEPIIEHHO HOBBIE CIIOCOOBI BHEJIDEHUS ITUX
WHCTPYMEHTOB B MYy3bIKQJIbHYIO TKaHb, II03BOJISASI UM PACKPBITHCA C HOBOM CTOPOHBI.
3BYKON300pa3UTEJIbHOCTh MacCTEPCKU coueTaeTcs ¢ GUIocoPCKUM OCMBICTIEHUEM
MY3bIKQJIBHOT'O MaTepuaa.

[ITocTakoBUY HACTOJIBKO AaKTyaJleH B CETOJHAIIHEM MHUpe YZAApHbIX
WHCTPYMEHTOB, UTO Ha KOHKypCaX WJIN NPOCIYIINBAHUAX B IPOQPecCUOHAJIbHbIE
cuM@oHUUECKNe OPKECTPBI Bcerga OoJibIliash YacTh METOAUYECKOTO0 MaTepuaia —
3TO €ro My3blKa, OCOOEHHO /Jis Majoro OapabaHa u KcuiaodoHa. My3bIKy
[ITocrakoBuya IEHAT U JIIOOAT He TOJIbKO B Poccuu, HO 1 Ha 3a pyOe:koMm. [losiroTroBka
K UCIIOJIHEHUIO €r0 OPKECTPOBBIX COUMHEHUU B MY3bIKAJIbHBIX yUeOHBIX 3aBe/IEHUAX
3aHUMAaeT OTEeIbHOE MECTO B 00pa30BaTeIbHOM IIPOITECCE.

Texnuueckue cioxkHoctu B OpguHHAzAnAatou cuUMQOHUU  CBA3AHBI
C 9KCTPEMAJIbHO KOHTPACTHBIMM HIOAHCAMH, OYE€Hb MNOJABUKHBIMU TeMIIaMH,
pUTMUYECKUMU GUTYpPaMU U aHCAMOJIEBON UTPOU KaK C MHCTPYMEHTaMU OPKECTPa,
TaK U BHYTPH TPYNIIbI YAApHBIX. ['pynma y/apHbIX MOKeT BBICTYIIaTh B KadeCTBe
OTAEJIBHOU PUTM-CEKIIUHM, NPOTUBOCTOAIIEN OPKeCTpy, a TaKXKe CIIYKUTh
(pyHZIaMEHTOM /1711 BCETO OPKeCTpa.

TBopuectBO IllocTakoBMYa KAaK OAHOTO U3 KPYHHEUIINX OTE€YEeCTBEHHBIX
aBTOpOB XX CTOJIETUs MPUBJIEKAeT BHUMaHNe MHOXKeCTBa uccienonaresneil. Cpeau
paboT, TOCBAIIEHHBIX YAAPHBIM HHCTPYMEHTAM B COYHMHEHHUAX KOMIIO3UTOPA,
OTMETUM CTaThbU U OTJleJibHble (dparMeHTbl B uHccienoBaHusx B. bubepras,
3. B. Jlenucosa, . M. IllabynoBoii. Kpome Toro, cymiecTByeT HECKOJIbKO IIPUMEPOB
CO3/IaHU Ha OCHOBE €ro IapTUTYP IMePeIoKeHUH sl y4eOHBIX IT0COOHH, 3TIO0B
u ibec (PK. lenekiodom, B. CHerupeBsim, M. Bekowm, T. ATKameMm u JpyTUMH).

KiaroueBble cjoBa: yaapHble MHCTpyMeHTHI, IlloctakoBud, cumdoOHUH,
cuM@OHUUECKOEe TBOPUECTBO, TPYyNIA y/IAPHBIX MHCTPYMEHTOB CUM@OHUUYECKOTO
OpKecTpa, OpPKecTpoBasi MapTUTypa, TPaKTOBKA yAapHbBIX, JINTaBphl, OapabaH,
KCUJIO(POH, UCTIOJTHUTETbCKUE TPY/THOCTH

The role of percussion in D. D. Shostakovich’s Eleventh
Symphony: performing difficulties and forms of working with them

In the orchestra of the XX century, the role of percussion instruments in the
score has grown significantly. Along with the string and wind groups, the
percussionists became full-fledged participants in solo episodes and dramatic
development. This was due, on the one hand, to the search for composers in the field
of timbre and sound, and, on the other, to the organological evolution of the
instrumentation. Among the composers who actively used percussion in their
symphonic opuses, we note G.Mahler, R. Strauss, I.Stravinsky, B. Bartok,
D. Shostakovich. From the first youth symphony, Shostakovich’s work clearly shows
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a unique interpretation of percussion instruments, emphasizing the importance of
this orchestral group, which is entrusted with the main thematic and textural
elements. The most significant thing is that Shostakovich interprets the nature of
percussion individually, finds completely new ways to introduce these instruments
into the musical texture, allowing them to open up from a completely different side.
Sound perception is masterfully combined here with a philosophical understanding
of the musical material.

Shostakovich is so relevant in today’s world of percussion instruments that at
competitions or auditions for professional symphony orchestras, most of the teaching
material is Shostakovich’s music, especially for snare drum and xylophone.
Shostakovich’s music is appreciated and loved not only in Russia, but also in the
West. Preparation for the performance of his orchestral compositions in music
schools occupies a separate place in the educational process.

The technical difficulties in Eleventh Symphony are associated with
extremely contrasting nuances, very fluid tempos, rhythmic figures, and ensemble
playing both with orchestra instruments and within a percussion group. The drum
group can act as a separate rhythm section opposing the orchestra, as well as serve as
the foundation for the entire orchestra.

Among the composers of the XX century, Shostakovich’s work as one of the
largest Russian authors attracts the attention of many researchers. Among the works
devoted to percussion instruments in the works of Shostakovich, we note articles and
individual fragments in the studies of V. Bibergan, E. Denisov, I. M. Shabunova. In
addition, there are several examples of the creation of arrangements for textbooks,
etudes and plays based on his scores (by J. Delecluze, V. Snegirev, M. Beck, T. Atkats
and others).

Keywords: percussion instruments, Shostakovich, symphonies, symphonic
creativity, orchestra percussion group, orchestral score, interpretation of percussion,
timpani, drum, performance difficulties
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HapO,ZIHI)Ie II€CHHU B OPraHHOM TBOPUYECTBE 0acCKCKHuX KOMITIO3HUTOPOB

OpranHasa kyiabTypa Crpansl backoB u HaBappbl cio0KWIach IO
BO3/IEICTBUEM €BPOIEHCKUX TEHJEHIIMU, CBSI3aHHBIX, BO-TIEPBBIX, C IIOSBJIEHUEM
OpPraHOB POMAHTUYECKOTO THIIA, U, BO-BTOPBIX, ¢ PedOpPMATOPCKUMHU HIESIMU,
OCHOBAaHHBIMH Ha  IepecMOTpe (QYHKIMH MY3bIKH B  KaTOJHYECKOM
borociay:keHuHM, — OOJIBIIYI0O POJb B PaCIPOCTPAaHEHUHW 3TUX UJIEN CBHITpaIU
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6ackckue KOMIO3UTOPHI, 00yuasIuecs Bo ®pannuu, 'epmanuu u beasruu. Ho ecthb
U TpeTUH BJJIEMEHT, MPUIIEAIINN WU3BHE: «MY3bIKAJIbHBIA HAIMOHAIU3M».
CrpemsieHue yTBEPAUTH OACKCKYI0 HWJIEHTUYHOCTh MPOABUIOCH B paboTe 1O
BOCCTAHOBJIEHUIO My3bIKJIbHOTO Hacieausa. OHa Hayasiach B IepBoU nosioBuHe XIX
BEKa C CHCTEMATHUYECKOro cOopa HapOJHBIX IeceH. VIMEHHO C MEeCHAMM CBs3aH
«MECTHBIH KOJIOPUT» OACKCKOTO OPTaHHOTO MCKYCCTBA: B PsJie TPOU3BEAEHUN JIJIA
opraHa TeMaTHUYeCKUN MaTepuas ObUT B3AT U3 COOPHUKOB, COCTABJIEHHBIX TAKUMU
My3BbIKOBeZlaMU, Kak PecyppekchoH Mapus ne Ackys (1864—1951) u Xoce AHTOHNO
ne Jouoctusa (1886-1956). Ilagpe JloHocTwsa OB  TakiKe OPraHHUCTOM
Y KOMIIO3UTOPOM, HCIIOJIb30BABIIUM II€CEHHBIN MaTepuas B IMPOU3BEAEHUAX MJIA
opraHa. BTopoll My3bIKAHT, AKTHBHO HCIIOJB30BABIINM OAaCKCKYI0 HapOAHYIO
MYy3BIKY B CBOUX IpousBeZleHUsax, — Xecyc I'ypuau (1886-1961). B cBoeil peuun
C MPOTpaMMHBIM Ha3BaHUeM «HapogHas TmecHsd Kak IpeaMeT MYy3bIKaJTbHOU
KOMIIO3UITUM», TPOYUTAHHOUM B CBS3U CO BCTYyIUIGHUEM B  JIOJKHOCTH
MIOJTHOIIPABHOTO wWieHa AkafeMuu u3AMHbIX HuckycerB CanH-®epHanno (1947),
I'ypuau yTBep:KJajl, 4YTo HapoJHas My3blKa — 3TO I'PyObINl KaMeHb, 00pabOTaHHBIH
KOMIIO3UTOPOM, W YaCTO OHA CTAHOBUTCA BCEro JIUIIL CPEJCTBOM «CO3JAAHUSA
KPacOTBI».

O6paboTKU TeceH UCIOJIb30BAJINCh HE TOJIBKO B KOHIEPTHOM OpPTaHHOM
pernepTyape, HO TaKXKe U B AUMYP2UUeCKOM, IOCKOJIbKY MHOTHE MeJIOJIUU UMEIOT
PEJINTUO3HYI0 TeMaTHuKy. IJTO caMmas spKasd OTJINYUTEJbHAs YepTa OPraHHOTO
TBODYECTBA O0ACKCKUX KOMIIO3UTOPOB, KOTOPOM TOCBAIIEHA OCHOBHASA 4YacTh
JIOKJIaz1a.

KiroueBble cjioBa: opraH, OpraHHBIM pelnepTyap, pPOMaHTUYECKUM Opras,
HapoAHble necHu, PeHacumbeHnTo, cnnanus, Ctpana backoB u HaBappa

Folk Songs in the Organ Works of Basque Composers

The organ music of the Basque Country and Navarre Spanish regions
developed under the influence of European trends, associated, firstly, with the
introduction of Romantic-type organs and, secondly, with the influence of Church
music reform movements: an important role in the dissemination of these ideas was
played by Basque composers who studied in France, Germany and Belgium. But there
was also a third element coming from abroad: “musical nationalism”. The desire to
establish a Basque identity was manifested in the efforts to restore Basque musical
heritage. This began in the first half of the 19th century with the systematic collection
of folk songs. It is precisely this heritage that gives Basque organ music its local flavor:
the themes used in several works come from collections compiled by musicologists
such as Resurreccion Maria de Azcué (1864—1951) and José Antonio de Donostia
(1886—1956). Donostia himself was an organist and composer, and he used this
material in his organ works as well. The second organist who actively employed
Basque folk music in his works was Jests Guridi (1886—1961). In his speech Popular
Song as a Theme for Musical Composition, given on the occasion of his investiture
as a full member of the San Fernando Academy of Fine Arts (1947), Guridi stated that
popular music is a rough stone worked by the composer, and often merely a means
to “create beauty”.
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The arrangements of Basque folk songs were used not only in the concert organ
repertoire, but also in the liturgical repertoire, as many of the melodies have religious
themes. This is the most notable distinctive feature of the organ works of Basque
composers, to which the majority of this report is devoted.

Keywords: organ, organ repertoire, Romantic organ, folk songs, musical
nationalism, Spain, Basque Country and Navarra
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O xoMIO3uNUAX KOHIEePTHBIX apuii JI. Ban BerxoBeHna

KoHIlepTHBIE apuU W CIl€HbI, HallMCaHHble BeTXOBEHOM B pAaHHUU IEPHO]
TBOPUYECTBA, MO-TIPEKHEMY IIPUHAJIEKAT K MAJOU3YUYEHHOU YaCTH €ro HacJIeusl.
Co3/aHHbIlE Ha HEMEIKWE W WTAJbIHCKHME TEKCThl, OHU TECHO CBS3aHBI CO
cnenpUKON KaHPOB HEMEIKOTO 3UHTTINWIA, (PAHIY3CKOM KOMUUECKOU OIEPHI,
UTaIbsHCKOU buffa u seria. B kaxkmoil u3 apuii 5Ta CBA3b MPOSBIISETCSA M0-PAa3HOMY,
OJTHAKO MOXXKHO 3aMETHUTh, UYTO B HEMEIKUX apHsX, HapAAy C XapaKTepHOU I
BUHTIINWIA W (PaAHIy3CKOH KOMHUUYECKOU OImepbl IMEeCEHHOW CTUJIUCTHKOM,
0OHApPY’KMBAIOTCA OTYET/IMBbIe TMPUMEThl HUTAJIbAHCKONW ONEPHO-BOKAJIbHOU
BUPTYO3HOCTHU.

AHaM3 My3BIKJIbHBIX (OPM apui II03BOJISIET IIOHATH, YTO beTxoBeH
B OOJIBIIIEA CTENIEHU OPUEHTUPYETCS MMEHHO Ha UTAJIbSHCKHE KOMIIO3UIIMOHHBIE
Mozenu. KymnieTHOCTh, CBOWCTBEHHAsi COJBHBIM HOMEpPaM U3 HeMeIKOU
1 ppaHITy3CKOH KOMHYECKUX OIlep, B YHCTOM BHJI€ IPUCYTCTBYET JIUIIh B OJHOM
IIpou3BeeHNN — B TeHOpoBoii apuu Welch ein Leben! Ein ganzes Meer, co3janHOMI
B KauecTBe BCTaBHOW uiA 3uHrmmwisa Mraama Ywmiaypa «IIpekpacHas
6armMavyHuIa». B OCTaIbHBIX HCIIOJIB3YIOTCS XapaKTEPHBIE /I KPYITHOMACIIITaOHbIX
UTAJIbAHCKUX OIIEPHBIX apuid BTOPOU 0s10BUHBI X VIII Beka MpUHIUIIBI COHATHOCTU
(Soll ein Schuh nicht driicken u Mit Madeln sich vertragen) wau craBias
MIOIYJIAPHOU B 1780-90-€ TOAbI CTPYKTypa apuu-poHzo (Priifung des Kiissens),
TaK)Ke BOIUIOIIEHHAs MO3JHee B UTAJIbIHCKOM ciieHe Ah, perfido. OqHako oJiMH U3
caMbIX IIePBBIX 0ETXOBEHCKUX KOHIIEPTHBIX HOMEDOB TakKoro poaa — apusa Erste
Liebe, Himmelslust / Primo Amore piacer del ciel — abCOIIOTHO OPUTHHAJIEH 110
CBOEH CTPYKType. B couMHEeHUH 4YeThbIpe KPYIHBIX OTHOCHUTEJIBHO 3aBEPIIEHHBIX
pasjiesia, KaKAbI U3 KOTOPBIX IIPEJICTABIISIET ONpeseeHHbIH abdeKT 1 HamucaH
B caMOCTOATENIbHOU (popMe. B /1okazie ocyiecTBiseTcs MOMbITKA HHTEPIPETAl[uN
STOH CTPYKTYPBI, BBICKA3bIBAIOTCA IIPEAIIONOKEHUSI O TOM, KAKOBBI €€ HCTOKH
Y aHAJIOTH, a TaKyKe MPUBOJAATCS BO3MOXKHBIE 00pasIlbl, HA KOTOpPble beTXxoBeH MOr
OPUEHTHUPOBATHCS.
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KaroueBsbie ciioBa: beTxoBeH, paHHUU Ilepuoj TBOPUECTBA, KOHI|EPTHas
apus, BUPTYO3HBIN CTUJIb

On the Concert Aria Compositions of L. van Beethoven

The concert arias and scenes written by Beethoven in the early period of his
creativity still belong to a little-studied part of his legacy. Created on German and
Italian texts, they are closely linked to the specifics of the genres of German Singspiel,
French comic opera, and Italian buffa and seria. In each aria, this connection
manifests differently; however, it is noticeable that in the German arias, alongside
the song style characteristic of Singspiel and French comic opera, there are distinct
traces of Italian operatic vocal virtuosity.

The analysis of the musical forms of the arias reveals that Beethoven is largely
oriented toward Italian compositional models. The strophic form, typical of solo
numbers from German and French comic operas, is present in pure form only in one
work — the tenor aria Welch ein Leben! Ein ganzes Meer, created as an insert for the
Singspiel Die schone Schusterin of Ignaz Umlauf. In the others, the principles of
sonata form characteristic of large-scale Italian operatic arias from the second half of
the 18th century (as seen in Soll ein Schuh nicht driicken and Mit Mddeln sich
vertragen) or the aria-rondo6 structure that became popular in the 1780s and 9os (as
in Priifung des Kiissens) are utilized, which was later embodied in the Italian scene
Ah, perfido. However, one of Beethoven’s earliest concert numbers of this kind — the
aria Erste Liebe, Himmelslust / Primo Amore piacer del ciel — is absolutely original
in its structure. The piece consists of four major relatively complete sections, each
representing a specific affect and written in a self-contained form. This report
attempts to interpret this structure, suggests its origins and analogs, and presents
possible examples that Beethoven might have been guided by.

Keywords: Beethoven, early period of creativity, concert aria, virtuosity
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AnTnnomuu ¢pyruposauusix popm IllocrakoBuua:
YCKOJIb3AIOIIHUI JIUK (DYTU U €€ IePCOHAKHbIE MACKH

dyrupoBannble ¢Gopmbl [llocTakoBuya pa3HOOOpa3HbI; UX  OOJHMK
B 3BHAUHMTEJILHON CTEIleHUW OIIpefesisieTcss BpeMeHeM co3faHus. Ho HensMeHHO
TJIaBHOE: 3TH (POPMBI AHMUHOMUYHDBL, TO €CTh B PSJI€ OTHOIIIEHUN IBOUCTBEHHBI I10
CBOEN IMPUPOJIE.

B paHHHe TO/BI KOMIIO3UTOP IIPUMEHSET MHOTOTOJIOCHBIE MHOTI'OTEMHBIE
oy OHNYECKHE TIOCTPOEHM I, BOCXOAAIINE K Pyre, HO B KOPHE OTJIUYAIOIIEECS OT
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TaKOBOU MpeXK/ie BCEro KOJIMUECTBOM MMUTHUPYEMBIX TEM U KBA3UXAOTUUECKUM UX
HarpoMoxkaeHueM. BrociencrBuu nonudoHmueckoe MbinieHue IllocrakoBuya
CKJIOHSAETCA K HEKOU aBTOJU/IAKTUKE, PE3YJIbTaTOM KOTOPOIN CTAaHOBUTCS LIEJIBIN P/,
«HOPMAaTHUBHBIX» Qyr-ckeTuen. M3 Takux Gyr Bo MHOTOM ¢opMupyeTcs op. 87 us 24
npeyroauil u Qyr.

B conarnO-cumdonuueckux npousBefenusax lllocrakoBuya ¢yra mosydaer
IapasioKCaJIbHOE BOILIOIIEHHE B pa3paboTKaX, He CTOJIbKO BBIAENSASA U OTTEHsSA
YaCcTHbIE MOMEHTBI Pa3BUTHSA, CKOJIBKO CTAHOBACHh IEHTPOM KoMno3urnuu. U tema,
U TIPOTUBOCJIOKEHU S TaKOU (yTru BOMPAIOT B cebsI IPaKTUUECKHU BCE TEMbBI COHATHOM
skcrio3unuu. Ilo cytu, 3TO rpaHAMO3HOEe QyraTto, pas3BuBlleeca 10 ¢Qyru.
[TapasuieTbHO C TAKOTO pojla MAcIITaOHBIMU (OpMaMH BCTPeYaeTcs: UX IOJTHAS
MIPOTUBOIIOJIOKHOCTh: HJUTIOCTPATUBHOE (yrupoBaHHUEe, HAPOUUTO OE3BICKYCHOE,
WIN, HAIPOTUB, HUBEJUpYIOIlee Ha CJIyX CcaMy KOHCTPYKIMIO, BIUIOTH IO
COHOPHOCTH.

Ocob6piM mpuemMoMm My3blku IIlocTakoBHYa, CTABIIMM CBOEro  pojia
NOJIN(POHNYECKUM 3HAKOM, CTAHOBUTCA «HEHAYaBIIaACA» (pyra: Hekad WHUIUAIUA
(pyrupoBaHHOTO IpoLecca, He MpUBeAIIas K pe3yabTaTy. B onpeziesieHHOM cMbICIEe
3TO IPOU3BOJIHOE DPYTU U OPKECTPOBBIX COMOCTABIEHHUM.

KapTuHOU cTpalIHON Tpareny, BBICKA3aHHOU A3BIKOM IIPUEMAa, CTAHOBUTCA
WHBOJIIOTUBHAS (PYrUpOBAaHHOCTH, IMOUYTH (QU3WYECKH OTOOpasKamIas pacraj
MBICJIA B pe3yJIbTaTe HACWUJIBCTBEHHOTO BO3JEUCTBUA, KOrAa MNoaudOoHUYecKas
(dopMma BOILIOIIAET y2Ke He KOHIIEHTPAIHUIO MBICJIH, a €€ pa3pyIleHue.

Hakonen, antute3oii ¢yre B wuMHTallMoHHOW TexHuke IllocTakoBuua
craHOBUTCA KaHOH. OH Bcerza oTesieH OT co0cTBeHHO ¢yT U GQyraTo, U CTAaHOBUTCS
CBOET0 PO/ia 3HAKOM COXPAHHOCTU CTUJIA.

Jlnsi GoJiee ETaIbHOTO PACCMOTPEHHs II€PEUNCIEHHBIX CBOHCTB B 3TOM
coo01eHnu BIOpaH JleBATHIN KBapTeT.

KimoueBbie ciaoBa: ¢yra, ¢gyrato, KaHOH, UMUTAIUA, MOJIUPOHUUYECKA
dopma

Antinomies of Shostakovich’s Fugue Forms:
the Elusive Face of the Fugue and Its Character Masks

The fugue forms of Shostakovich are diverse; their character is largely
determined by the time of their creation. However, one constant remains: these
forms are antinomic, meaning they possess a dual nature in several respects.

In his early years, the composer employs multi-voiced, multi-thematic
polyphonic constructions that hark back to the fugue but differ fundamentally in the
number of imitated themes and their quasi-chaotic aggregation. Later,
Shostakovich’s polyphonic thinking tends toward a kind of autodidacticism, resulting
in a series of “normative” fugue sketches. Such fugues largely contribute to the
formation of his opus 87, which consists of 24 preludes and fugues.

In Shostakovich’s sonata-symphonic works, the fugue takes on a paradoxical
incarnation in developments, not merely highlighting and accentuating individual
moments of evolution but becoming the center of the composition itself. Both the
theme and the counterpoint of such a fugue absorb virtually all themes from the
sonata exposition. Essentially, this is a grand fugato that has evolved into a full fugue.
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Alongside such large-scale forms, one can encounter their complete opposite:
illustrative fuguing that is deliberately unrefined, or, conversely, that which obscures
the very structure to the point of sonority.

A particular technique in Shostakovich’s music, which has become a sort of
polyphonic hallmark, is the “unbegun” fugue: a certain initiation of the fugal process
that does not lead to fruition. In a certain sense, this is a derivative of both the fugue
and orchestral comparisons.

The image of a dreadful tragedy, expressed through the language of this
technique, manifests as involutive fuguing, which almost physically reflects the
disintegration of thought due to violent influence, where the polyphonic form
embodies not the concentration of thought but its destruction.

Finally, the antithesis of the fugue in Shostakovich’s imitative technique
becomes the canon. It is always distinct from the fugues and fugatos, serving as a kind
of sign of stylistic preservation.

For a more detailed examination of the aforementioned properties, this paper
has chosen the Ninth Quartet.

Keywords: fugue, fugato, canon, imitation, polyphonic form
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IITocTrakoBUY U CTAHOBJIEHHUE KOMIIO3UTOPCKHUX OPraHU3aIui
B HAIIMOHAJIBHBIX peciyoankax Cpegnero I[IoBoxbsA

B moknane paccmatpuBaercs BiaussHue Jmutpusa IlloctakoBuua Ha pa3BUTHE
KOMIIO3UTOPCKOTO TBOPUYECTBA B HAITMOHAJILHBIX pecitydsinkax CpemHero [10BoKbs
B 1960-€ TO/IbI.

OcHOBY [JOKJaJia COCTaBWJIM HW3yYeHHbIE JOKYMEHTAJIbHblE MaTEepPUaJIbI,
cBsi3aHHble ¢ moe3nikaMu I[llocrtakoBuua B pernoH Cpexasero IloBosmkbsa: KazaHb
(1962, 1965) u Momxap-Omy (1965). OHE BO MHOTOM GBUIH CBS3aHBI ¢ IPO6IEMOit
YKpeIUIEHUS TBOPYECKHX OpPTaHM3aIlui, KOTOPYI0 YeTKO O0003HAuWa Ui cebs
[ITocTakoBHY Kak IIPeceaaTeb TOJbKO YTO BO3HUKINEro Coio3a KOMIIO3UTOPOB
PCO®CP (1960). Ero Bo3pelicTBme Ha KU3Hb KOMIIO3UTOPCKHUX OpTaHHU3AIUN
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BBIPA3UJIOCh HE TOJIBKO B aJJMUHHCTPAaTUBHOM ¢opMaTe, HO B IIEPBYIO OUepeab
B MHOT'OIJIAHOBOM TBOPUYECKOM BO3/IEHICTBUM HA MOJIOABIX KOMIIO3UTOPOB.

3HakoM 3¢dekTuBHOCTH BU3UTOB IllocTrakoBuya crasm (HakT aKTHUBHOTO
pa3BUTUA CUMMOHUUYECKHUX KAHPOB, TO €CTh TOW 00JIaCTH, B KOTOPOH aBTOPHUTET
KOMIIO3UTOpa OBLIT BeCchMa BHICOKMM. PazymeeTcsi, 5TOMY CIOCOOCTBOBAIU U JIPYTHE
dakTops! (co3ganue B 1967 romy Cumdonuueckoro opkecrpa l'ocymapcTBeHHOM
dunapmonun TACCP umenu I'.Tykasa mnoj ymnpasiaenunemM Harana PaxsuHa,
nHUInrpoBanueiid H. I'. JKuranoBbsim).

B sTOM cwmblIciie JIOCTOMHBI BHUMAHHSA CHUMQOHUYECKHE HCKAHUA TaKUX
KOMIIO3UTOPOB, Kak AnMa3 MoHackIinioB, Auatosauli JIynmos, Jleonus JIlo00BCKUH,
Penar EnukeeB. B kauecTBe mnpuMepa SPKOTO OTPAKEHUs XyJO0KECTBEHHBIX
U CTWINCTHUUEeCKUX uepT cuMdonu3ma IllocTrakoBruya MOKET CIIYKUTh OJTHOYACTHAS
cumdoHnusa-nmosma «Myca [xxanmuwib» (1971) AnMasa MoHAacCHIIIOBA, JJI1 KOTOPOM
XapaKTEPHBI BBICOKASA CTENEeHb SMOIMOHAJIBHOTO HAMPsKEHHs W OKCIPECCUH,
obure pe3Kol KOHTPACTHOCTH U BbIpaboTaHHbIN IIlocTakoBHYeM IpHEM ITOKa3a
obpa3za daruzma.

[ITocTakoBUY CBHITPas O0COOYIO POJIb U B Pa3sBUTUM MapUUCKOTO OTAEeIEHUS
Coroza komno3zutopoB PCPCP. Ero yuactue B cbeszie 1965 roga mocrocoOCTBOBAIO
3HAUYUTEJILHOMY C/IBUTY B Pa3BUTHUU MY3bIKUILHOU KyJbTypbl Mapuiickoit ACCP.
Tak, o sauyHod wmHUIUatuBe IlloctakoBuua AHaTonuii JIynmoB ObLI HazHaAYeH
IpeziceziaTesieM 3Toro ot/esenusa Coro3sa KoMmo3utopos. Taxxke B Momkap-Oiry 6611
npursaiied [Tosp JIBOUpUH — TaJaHTJIUBBIN IE€Jaror, KOMIO3UTOP, BBIIMYCKHUK
T'oppkoBckoll (HbIHE HuKeropoackoil) rocy/IapCTBEHHOU KOHCEPBATOPUU JJIs
MIOZITOTOBKY MOJIOJIBIX HAITMOHAJIbHBIX KOMIIO3UTOPOB.

[ITocTakoBWY CTajql OAHUM M3 CaMbIX ABTOPHUTETHBIX KOMIIO3UTOPOB TOT'O
BpEMEHU KaK OPHUEHTUP JJIsI TBOPUYECKOTO IOAPAKAHUA MHOTUMH MOJIOABIMU
KoMmno3utopaMmu pecryosuk Cpegnero [10BOKbS.

Kirouessle cioBa: [llocrakosuy, Coro3 komno3utopos PCOCP, tarapckasn
My3bIKa, MApUUCKAasA My3bIKa, CUM@oHUYecKas My3bIKa

Shostakovich and the Formation of Composers’ Organizations
in the National Republics of the Middle Volga Region

This paper examines the influence of Dmitry Shostakovich on the development
of composers’ creative work in the national republics of the Middle Volga region
during the 1960s. The foundation of the report is based on documented materials
related to Shostakovich’s trips to the Middle Volga region: Kazan (1962, 1965) and
Yoshkar-Ola (1965). These visits were largely focused on strengthening creative
organizations, a task that Shostakovich clearly prioritized as the chairman of the
newly established Union of Composers of the RSFSR (1960). His impact on these
organizations manifested not only through administrative measures but primarily
through his multifaceted creative influence on young composers.

The active development of symphonic genres became a hallmark of
Shostakovich’s visits, an area where his authority was particularly high. Of course,
other factors also contributed to this trend (such as the establishment in 1967 of the
Symphony Orchestra of the State Philharmonic of the TASSR named after G. Tukay
under the direction of Nathan Rahlin, initiated by N. G. Zhiganov).
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In this context, the symphonic endeavors of composers such as Almaz
Monasypov, Anatoly Luppov, Leonid Lyubovsky, Renat Enikeev deserve special
attention. A vivid example of the artistic and stylistic traits of Shostakovich's
symphonism is Monasypov’s one-movement symphonic poem Musa Jalil (1971),
characterized by its intense emotional tension, expressiveness, sharp contrasts, and
the method developed by Shostakovich for depicting the image of fascism.

Shostakovich also played a significant role in the development of the Mari
branch of the Union of Composers of the RSFSR. His participation in the 1965
congress contributed greatly to the advancement of musical culture in the Mari ASSR.
By his personal initiative, Anatoly Luppov was appointed chairman of this branch of
the Union of Composers. Additionally, Paul Dvoyrin, a talented educator and
composer and a graduate of the Gorky (now Nizhny Novgorod) State Conservatory,
was invited to Yoshkar-Ola to train young national composers.

Shostakovich became one of the most authoritative composers of the time,
serving as a model for creative emulation for many young composers from the
republics of the Middle Volga region.

Keywords: Shostakovich, Union of Composers of the RSFSR, Tatar music,
Mari music, symphonic music
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OpkecTrpoBas NaJIUTPa KaK CPeJACTBO BOILIOIIEHUA Xy/10KECTBEHHOTO
3aMbICJIa HA IpUMepe IIbec A JyX0Boro opkecrpa «Ilapagokce»
u «IIpudaunxkenue» A. ITaBaouyka

JyxoBoit opkectp XXI Beka — IOJHOMPABHbBIN yUaCTHUK TBOPUECKOH KU3HU
poccuiickoro obiectBa. MHOrue OTedyecTBEHHbIE KOMIIO3UTOPHI C UHTEPECOM
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obOpamaiTcsi K 5TOMY KOJIJIEKTHUBY, CO37laBas OPHUTHHAIbHBIE IPOU3BEJEHUA,
BOIUIOIIAs Xy/IO’KECTBEHHbIE 0O0pa3bl, CO3BYYHbIE COBPEMEHHBIM KYJIBTYPHBIM
peayisiM. B CBA3M ¢ 3TUM TpEACTABIISIETCA AKTYIbHBIM H3YYeHHE MPUHITUTIOB
WHCTPYMEHTOBKH J|JI1 [yXOBOT'O OPKECTPA.

Anekcelt ITaBiOYyK — POCCUHCKHI KOMIIO3UTOP, BBIITYCKHUK CapaTOBCKOM
rocyZlapcTBeHHOU KoHcepBaTopuu umenu JI. B. CobuHoBa (xsiacc mpodeccopa
A. A. BepuHra), jaypear MeXAyHapOAHBIX U BcepocCHMUCKHUX KOHKYPCOB, aBTOPD
COUYMHEHWN I CUM(pOHUYECKOTO M JyXOBOTO OPKECTPOB, OPKECTPA PYCCKUX
HapOJHBIX HUHCTPYMEHTOB, XOPOBOM, BOKAJIBHONH U KaMeEPHO-UHCTPYMEHTAIHbHOU
My3bIKU. ET0 mpoun3BeieHus peryIsspHO UCIOTHAIOTCS JIYUITUMU KOJUIEKTHBAMU HA
pa3INIHbIX (peCTUBAIIAX COBPEMEHHOI'O UCKYCCTBA, TAKUX KaK « MOCKOBCKas OCEHb»,
«[Tanopama wmysbiku Poccun», «Mysbsika Poccum», «TBopueckasd macrepckas»
Y MHOTUX JIPYTHX.

JlyxoBoii opkecTp B TBopuecTBe IlaBiiouyka 3aHuUMaeT ocoboe MecTo,
CTAaHOBSACh BAXKHBIM CPEJICTBOM peIM3allid €ero Xy[O0KECTBEHHBIX 00pa3oB.
KoMIT03UTOpP TOHKO YYBCTBYET aKyCTHUECKHE CBOHCTBA M IIPEUMYIIECTBA TyXOBBIX
WHCTPYMEHTOB, T'PaMOTHO HCIIOJIb3ysl WX, O0Oraimaer 3By4aHUE IPOU3BEAEHUS
OPUTHHAJIBHBIMU OPKECTPOBBIMU KpackaMu. B joxiyase OyAeT IpennpuHsATa
IIOTIBITKA BBISIBUTH XapaKTePHBIE YEPTHI MHCTPYMEHTOBKH KOMIIO3UTOPA Ha IIPUMeEpPe
ZIByX TPOU3BEJEHUN i AyXoBoro opkecrpa: «Ilapagoke» u «IIpubsmmkeHnue»,
KOTOpBbIE SIPKO PACKPBIBAIOT KOJIODUCTHYECKHE OCOOEHHOCTH W TEXHUUYECKUE
BO3MOXKHOCTH 5TOTO OPKECTPOBOTO cocTaBa. B mokiaze OyayT paccMOTpEHBI
Y IpyTHE BBIPA3UTEJbHBIE CPEJCTBA W HHCTPYMEHTAJIbHBbIE IPUEMBI, HAMPSAMYIO
CBSI3aHHBIE C BOIUIOIIEHUEM XY[0KECTBEHHOTO 3aMbICJIa COUMHEHUH.

KiroueBblie cjI0Ba: JIyxOBOU OPKECTP, COBPEMEHHAsI My3bIKa, OPKECTPOBKA,
WHCTPYMEHTOBKa, A. [TaBmouyk

The Orchestral Palette as a Means of Embodying an
Artistic Idea Using the Example of the Pieces for Wind Orchestra
Paradox and Approximation by A. Pavlyuchuk

The wind orchestra of the 21st century is a full participant in the creative life of
Russian society. Many Russian composers turn to this collective with interest,
creating original works, embodying artistic images that sound similar to modern
cultural realities. In this context, it becomes relevant to study the principles of
instrumentation for a wind orchestra.

One of the authors following this trend is Alexey Pavlyuchuk, a Russian
composer, a graduate of the Saratov State Conservatory named after L. V. Sobinov in
the class of Professor A. A.Bering, a laureate of international and All-Russian
competitions, the author of compositions for symphonic and wind orchestras,
orchestra of Russian folk instruments, choral, vocal and chamber instrumental
music. His works are regularly performed by the best groups at various festivals of
contemporary art, such as: Moscow Autumn, Panorama of Music of Russia, Music
of Russia, Creative Workshop and many others.

The wind orchestra occupies a special place in the work of Pavlyuchuk and is
an important means of realizing his artistic images. The composer is keenly aware of
the acoustic properties and advantages of wind instruments, using them
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competently, enriches the sound of the work with original orchestral colors. The
report will attempt to identify the characteristic features of the composer's
instrumentation using the example of two works for a wind orchestra: Paradox and
Approximation, which sufficiently reveal the coloristic features and technical
capabilities of this orchestral composition. The concept of the works will also be
considered from the point of view of various expressive means and instrumental
techniques used by Pavlyuchuk to embody an artistic idea.

Keywords: wind orchestra, modern music, orchestration, instrumentation,
A. Pavlyuchuk
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MoO3KyXUHCKHE YHUBEPCUTETHI
u nepnana cueHa /lmurpusn IlllocrakoBuua

B kynprypHOU wucropum Poccum MHOro 3a0BITBIX WJIM HaMEPEHHO
3aMaJl[YMBAaEMbIX IO pAAYy NPUYUH UMeH ©u coObiTuil. K Takum coObITUAM
OTHOCHJINCh, K TIPUMEPY, BbIE3/IbI IPECTAaBUTENIEN PA3IUIHBIX CJI0EB O0IIeCTBa U3
Poccun B 1OCIIEpPEBOJIIOIUOHHBIN IIEPUOJT U HX IOCTOSIHHOE IIPOKUBAaHHE 3a
IpejieiaMy CTPAHBbI.

B 1966 rony B Poccuio BepHysnach Kiieomarpa AnHzpeeBHa KapaccapuHu-
Mo3kyxuHa, mpuBe3s ¢ coboil apxuB OpaTbeB MO3:KYyXUHBIX, KOTOPBIA OBLI
pacripefiesieH MexXAy My3eAMH U JOKyMeHTaJlbHbIMU (poHmamu MockBbl, CaHKT-
[TerepOypra u IleH3bl. ATOT OTPOMHBIN apXUB «B IMATH CyHAYKaX» MaJOU3y4eH.
B niepBy1o ouepenip nccsie0BaTe I HHTEPECOBAIMCH JOKyMeHTaMu MBaHa Miibrua
Mo3KyxuHa, aKTepa, CIleHApUCTa W pexXuccepa, U B MeEHbBIIEH CTeleHu —
Anekcanzpa HMiapuya, onepHOro mepna-6aca. MHorue Iamnkyd ¢ MarephajiaMd He
O6bUT BOCTpeOOBaHbI HU pazy. Mexay TeM B apxuBe OpaTbeB MO3:KyXUHBIX
coJiep;KaTcs yIOMHUHAHUA 00 MMeEHaX JIECSTKOB JiesATesed, KaXKAblH U3 KOTOPBIX
JIOCTOMIH CHEeIUAJIbHOT'O U3yYeHU.

MIMeHHO B 3TUX apXWBaX JIOKJIAUMKOM OOHApY>KEHbI IepBble YIIOMHUHAHUSA
o «Kpyxke Kepaunbix», Kpy:xke npysei kamepHoii Mmy3biku (KJIIKM) u JIMutpuu
[MTocrakoBuue. Ecinu o Kepaunckom Kpykke yro6uTesiell pycCKOM My3bIKM MHOTHUM
n3BecTHO, TO 0 K/ITKM 3HaloT euHUIIBI, TeM 00Jiee O ero B3auMOCBS3H ¢ /IMUTpremM
[lTocrakoBuuem. CaM KOMHOO3UTOP B O(QUIIMAJIPHBIX HCTOYHUKAX HU paszy He
ynomuHas o KJIKM, 1160 3TH cBefeHUs] He ObLIN JOIYIIEHbl K IIeYaTH IO Py
npuurH. Mexy TeM, B HaCTOAlLlee BpeMs COBEPIIEHHO TOYHO MOKHO yTBEPKJATh
0 MecTe ePBbIX BRICTYIIEeHNH 10HOT0 JIMuTpus [llocTakoBruyua B KauecTBe MUAHUCTA
Ha cueHe K/JIKM. Ho coxpaHmiiocs jiv 31aHue, IpeiHa3HaueHHOe /IJ18 BCTped YIEHOB
KpY’KKa, M €r0 KOHIIePTHBIN 3271 UMEHHO B TOM BHJle, KOT/]a TaM 3By4aJl POsiJb MO/
HE COBCEM ellle YBepEHHbIMHM pyKaMH IOHOro nuaHucra? Kakyo poJib ChIrpajio
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coobiiectBo B cynibbe [Imutpus [lloctakoBuua? OTBeTaM Ha 3TU U APYTHE BOIPOCHI
Oy/ieT MOCBAIIEH JOKIIAI.

Kpowme Toro, aBTOp BliepBbIe IPEACTABUT JOKYMEHTHl U3 ApxuBa Kep3uHbIX,
xpaHsameroca B HayuHo-mccieoBaTesbckoM OTAee pykonuced Pocculickon
rocyZIapCTBeHHOU OubGimoTeku. ITO JiBe YHUKaIbHblE (oTorpaduu U MIHUCHMO
Astekcanapa WMibnua Mo3KyxrHa, HMeEOIHE HEIOCPeACTBEHHOE OTHOIIEHUE
K Hauyasty TBopueckoro mytu lllocrakoBuya.

KiaroueBbie cioBa: Kep3unbl, Mo3:kyxuHbl, KpyKoK JrroOUTEIEH PYyCCKOM
My3bIKU, Kpy:KKe Apy3ell KamepHOI My3bIKH, I0HBIN [IlocTakoBUY

“Mozzhukhin Universities”
and the First Stage of Dmitry Shostakovich

In the cultural history of Russia, there are many forgotten or intentionally
silenced names and events for various reasons. One such event was the emigration of
representatives from various social strata of society from Russia during the post-
revolutionary period and their permanent residence outside the country.

In 1966, Cleopatra Andreevna Karassarini-Mozzhukhina returned to Russia,
bringing with her the archive of the Mozzhukhins, which was distributed among the
museums and documentary collections of Moscow, St. Petersburg, and Penza. This
vast archive, comprising “five chests,” remains poorly studied. Researchers have
primarily focused on the documents of Ivan Ilyich Mozzhukhin, an actor,
screenwriter, and director, and to a lesser extent on Alexander Ilyich, an opera bass
singer. Many folders contain materials that have never been utilized. Meanwhile, the
archive of the Mozzhukhins includes references to dozens of figures, each deserving
of special study.

In these archives, the author discovered the first mentions of the Kerzin Circle,
the Circle of Friends of Chamber Music (KDKM), and Dmitri Shostakovich. While
many are familiar with the Kerzin Circle of Russian music lovers, very few know about
KDKM, let alone its connections to Dmitri Shostakovich. The composer himself never
mentioned KDKM in official sources, or such information was not allowed to be
published for various reasons. However, it is now possible to assert definitively the
venue of Dmitri Shostakovich’s early performances as a pianist on the KDKM stage.
Yet, has this building and concert hall survived in the same form since the piano was
played there by the still somewhat uncertain hands of the young pianist? What role
did this community play in Dmitri Shostakovich’s fate? The report will address these
and other questions.

Additionally, the author will present documents from the Kerzin Archive,
housed in the Research Department of Manuscripts of the Russian State Library, for
the first time. This includes two unique photographs and a letter from Alexander
Ilyich Mozzhukhin, which are directly related to the beginning of Shostakovich’s
creative path.

Keywords: Kerzins, Mozzhukhins, Circle of Russian Music Lovers, Circle of
Friends of Chamber Music, young Shostakovich
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Kiaccuueckue 6asierHbie ¢popmsl B 0aserax /I. IllocrakoBuua

IIoctakoBUY Hamucasa Tpu Oanera — «30J0TOH Bek» (1929—1930), «Bboar»
(1931) u «CBetmbiii pyueit» (1934—1935). MX CIOKeThl MOCBSIIEHBI aKTyaIbHBIM
COBETCKMM TeMaM, a IJIaBHBIMH TreposMu crajau (yrbosmcerel, pabodyre 3aBoja
1 KOJTXO3HUKU. [10aTOMYy cpesii My3bIKaJIbHBIX HOMEPOB 0OajieTOB Hemasias POJib
OTBeJieHa TAHIAM B ITOIYJIAPHBIX COBPEMEHHbIX KaHpaX, MPeK/Ae UyK/IbIX OaIeTHOH
KyJIbType ((POKCTPOTY, KaHKaHY, TAHTO U JIPYTUM). OJHAKO Xy/I03KECTBEHHBIH METO/I
KOMIIO3UTOpa He ObLI MOTOHENW 3a HOBATOPCTBOM. beccriopHO, OH OCHOBaH Ha
3aKOHOMEPHOCTSIX KJIACCUYECKOTO 0AJIETHOTO CIIEKTAKIIS.

Kak usBectHo, IllocTakoBuY yBjieKayicsi 6ajleTOM C IOHBIX JIET, MOCTOSIHHO
IoceIasl CIEKTAKJId MU ObLI XOPOIIO 3HAKOM KaK C KJIACCHYECKUM OaIeTHBIM
penepTryapoM, TakK ¥ C€ HOBBIMH IIOCTaHOBKamMu. KEro oOIIUpHBIE 3HAHUA
ocobeHHOCTelI M 3aKOHOMEPHOCTEH KaHpa HAaIIM IIPETBOPEHHE BO BCEX TpeEX
O6aneTHBIX MapTUTypax. Kaxkias u3 HUX mpecTaBiaseT cOO0M KPYIHYIO TPEXAKTHYIO
dopmy c¢ amodeozom. JIpamaTyprusi OCHOBAaHA HA KJIACCUYECKUX OaJIEeTHBIX
3aKOHOMEPHOCTSIX, B3aKJIIOUAIONIUXCA B COUYETAHUM XapaKTePHBIX U JIUPHUKO-
JipaMaTUYecKux clieH. TaHIleBaJIbHbIE KaHPbI, IPUIIEININE U3 KYJIbTYP MIO3UK-
X0JIJIa ¥ COBETCKOT'0 OBbITa, CTAJIM B HUX BBIPA3UTEIbHBIM CPEJICTBOM, OOHOBUBIIHM
OaJIETHBIH A3BIK.

KnaoueBnsie ciaoBa: Oaner, IllocrakoBuu, Kjaccuueckue (QOPMHI,
TUBEPTHUCMEHT, BapHaIiy, aJlaskuo, pas de deux, anodeos

Classical Ballet Forms in D. Shostakovich’s Ballets

Shostakovich wrote three ballets — The Golden Age (1929—1930), The Bolt
(1931) and The Limpid Stream (1934—1935). Their plots revealed current cutting-
edge Soviet themes, and the main characters were football players, factory workers
and collective farmers. Therefore, among the musical numbers of ballets, a silent role
is assigned to dances in popular modern genres, previously alien to ballet culture
(foxtrot, cancan, tango and others). However, the composer’s artistic method was not
a pursuit of innovation. Undoubtedly, it is based on the laws of classical ballet
performance.

As is well known, Shostakovich was a lover and connoisseur of ballet theater
from a young age. He constantly attended ballet performances and was well
acquainted with both the classical ballet repertoire and new productions. His
extensive knowledge of the peculiarities and patterns of the ballet genre has found
extensive implementation in his ballet scores. Shostakovich’s ballets were created in
a large three-act form with an apotheosis. Their dramaturgy is based on classical
ballet patterns of combining characteristic and lyrically dramatic scenes. Dance
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genres, which came from the cultures of the music hall and Soviet reality, became
only a new expressive means in them, updating the ballet language.

Keywords: ballet, Shostakovich, classical forms, divertissement, variations,
the adagio, pas de deux, the apotheosis
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IIpousBeaenusa o Beaukoi OreuecTBEHHOM BOMTHE KOMIIO3UTOPOB
mkoJbl /1. /1. [ITocTakoBruya Kak TBOPUYECKOE 3aBelllaHue YUuuTeisd

Tema Benukoit OTeuecTBEHHOW BOWHBI IIPOXOJUT UYepe3 TBOPUECTBO
JI. 1. lllocTakoBrYa B TOM YHCJI€ U B IIOCJIEBOEHHBIN MEPUOJ], 0COOEHHO B 1960-€
royibl. OHa TIpeTBOPSETCA B COUMHEHUSAX Pa3HbBIX KaHPOB: B CezmbMou u BochbMoit
cumdonusax, Bropom dpoprenmannom tpuo namatu U. Y. Coneptunckoro, Bropoi
doprenuaHHON CcOHaTe, MbecaX W3 BOKAJIBHOTO IHUKJA OpP. 62, MEMOPHAIbLHBIX
nmbecax « HoBopoccuiickue KypaHThl», « TpaypHO-TpUyM@aTbHBIA TPEJTIo» MaMATH
repoes CTaJMHIPa/ICKOi OUTBBI W JPYrux. B HUX CKiajbIBaeTcss 3HAKOBBIN
KOMILJIEKC, CBSI3aHHBIA C BOIUIOIIEHWEM BOEHHOW TEMbBI: OT KOMIIO3UIIIOHHO-
ipaMaTypTrUUeCcKuX UAeu /10 CEMaHTUKU CPEJICTB My3bIKQJIbHOUN BhIPAa3UTEIHLHOCTH.

ITU «BOEHHbBIE TPOU3BEIEHUA» OKAa3a/IU BIIMAHUE HA KOMIIO3UTOPOB, HE TOJIBKO
obyuapruxcs y [IlocTrakoBrUYa, HO ¥ UCITBITABIIIHMX BJIMSTHUE €70 TPAAUIIUI U TBOPUECKH
UX pa3BUBABIINX. B pesynbraTe cHOPMHUPOBAIOCH HAMNpaBieHHUE, HA3bIBAEMOE
«tmkoson /. /1. llloctakoBrua». B counHEeHUSIX KOMIIO3UTOPOB 3TOTO HAIIPaBJIEHU —
KaMepHbBIX, BOKAJIbHO-CUM(MOHUUYECKUX, My3bIKaJIbHO-TeaTpaJibHbIx — TemMa BOB
IIpe/ICTaBJIeHA IIPEK/IE BCETO CKBO3b IIPU3MY Tpareinu JIeHUHTpaJCKOH 0JI0Ka Ibl.

OmgHuM U3 paHHUX ObLT MUK «JIEHUHTPaZICKUH OJIOKHOT» i (DOPTENHAHO
O. A. ErmaxoBa. OpHako Haubosiee TOJHO TemMa Obula  paspaboTtaHa
B IPOM3BEJIeHUAX TMocaeauux acnupaHtoB IllocrtakoBuua. «JleHUHTpajcKas
6amnana» Ha ctuxu O. ©. Beprrosbi, Tpuntux «Memopuasn mobeapl» il OpraHa
I'.T. benoBa, cumdonus «XpoHuka Osokanbl» b. U. Tumenko, cuMpoHUUYECKas
nmosma «IlocBsameHne wmys:kecTBy» B. A.YcmeHckoro — 00pasibl MacIITaOHBIX
OpaTOpUAIBbHBIX, CHM(MOHUYECKUX, OPTaHHBIX KOMIO3UIUN. B TeaTpasibHOM kKaHpe
TeMa BOIUIOIIleHA B OajyeTax YCIeHCKOro — «JIeTAT kypaBiu», «I[lamMaTu repos»,
«Jlopora B JieHb», B Tejieonepe besoBa «JIeHMHTrpajickasa HoBe1a». BoeHHasd tema
OTpa3mjIach U B KAaMEPHBIX COUMHEHUAX — TAKUX, KAaK BOKAJIbHBIN MUK « CTpaHUITBI
JTHEBHUKAa» Ha CTHUXH beprrosbl win (GopTenuaHHOU Ibece «XOpas CKOPOM»
benosa.

KoMIo3uIinoHHbIe U BhIpa3UTeIbHbIE IPUHITUIIBI, OTKPBITHIE [IlocTakoBUUeM
JUIs BOILIOLIEHUA TeMbl Benankod OrTeuecTBEHHOM BOWMHBI, HAIIJIM CaMOOBITHOE,
HOBATOPCKOE BOILIOIIEHNE B KOJUIEKTUBHOM COUMHeHUU «I[IpuHOIIeHne YUnuTearo»
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i1 Gospiioro  cuMgoHmueckoro opkecrtpa B. /. bubeprana, [I.T. Bemnosa,
A. JI. MuanakansaHa, B. JI. HaroBunpiia u b. 1. TuieHko, co3JaHHOTO K 100-JIETUIO
co nuAa poxaenud /1. /1. [llocrakoBuyua.

Kiarouesbie ciaoBa: mkosa /l. /l. [llocrakoBuya, mocjaeqHue acIUpPaHTBI
. II. [llocrakoBuua, Tema Benmkoi OTeuecTBEHHONW BOWHBI B IIPOU3BENEHUIX
. . IloctakoBrYa, KOMIIO3UIIMOHHBIE U BbIpa3UTEJbHbIE UYEPThl «BOEHHBIX
npousBezienuii» /1. /1. [llocrakoBuya, BOeHHass TeMa B TBOPYECTBE YUYEHUKOB
J1. J1. IllocTakoBrYa

Works About the Great Patriotic War by Dmitri Shostakovich’s School
of Composers as a Teacher’s Creative Testament

Works about the Great Patriotic War by D. D. Shostakovich’s school of
composers as a Teacher’s Creative Testament Abstract: The theme of the Great
Patriotic War runs through the work of D. D. Shostakovich not only during the war
years, but also after the war, especially in the 1960s. It covers works of different
genres: Symphonies No. 7, 8, Piano Trio No. 2 in memory of I. I. Sollertinsky, Piano
Sonata No. 2, pieces from the vocal cycle Op. 62, memorial pieces Novorossiysk
Chimes, Funeral and Triumphal Prelude in memory of the heroes of the Battle of
Stalingrad, etc. They form a significant complex of musical content on this topic and
expressive features of its implementation: from compositional and dramatic ideas to
the semantics of musical expression.

These “military works” influenced the composers not only who studied under
Shostakovich, but also those who were influenced by his traditions and creatively
developed them. As a result, a trend was formed called the “school of
D. D. Shostakovich.” They are reflected in the works of many genres: from chamber
to vocal-symphonic and musical-theatrical canvases. First of all, the theme was
embodied through the tragedy of the Leningrad blockade.

One of the earliest was the cycle Leningrad Notebook for piano by
O. A. Yevlakhov. But the theme was most fully developed in the works of
Shostakovich’s last graduate students. The Leningrad Ballad based on
O. F. Bergholz’s poems, the triptych Victory Memorial for organ by G. G. Belov, the
symphony Chronicle of the Blockade by B. 1. Tishchenko, the symphonic poem
Dedication to Courage by V. A. Uspensky are examples of large-scale genres of
oratorio and symphonic, organ genres. In the theatrical genre, the theme is embodied
in Uspensky’s ballets The Cranes are Flying, In Memory of the Hero, The Road to
the Day, in Belov’s television opera Leningrad Novella. The military theme was also
reflected in chamber genres, such as the vocal cycle Diary Pages based on poems by
Bergholz or the piano piece Chorale of Sorrow by Belov. The compositional and
expressive principles discovered by Shostakovich to embody the theme of the Great
Patriotic War found an original, innovative embodiment in the collective composition
Offering to the Teacher for the large symphony orchestra by V. D. Bibergan,
G. G. Belov, A. D. Mnatsakanyan, V. L. Nagovitsyn and B. I. Tishchenko, created to
mark the 100th anniversary of the birth of D. D. Shostakovich.

Keywords: D. D. Shostakovich’s school, D. D. Shostakovich’s last graduate
students, the theme of the Great Patriotic War in the works of D. D. Shostakovich,
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compositional and expressive features of D. D. Shostakovich’s “military works”, the
military theme in the works of D. D. Shostakovich’s students
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«HTe/VIeKTyaJIbHBI MUHUMATHU3M»
TexXHUKa nepe3soHoOB Ilojsa Pyaepca

[Ton Pynepc (p. 1949) — OJUH U3 BeJylIUX IpeACTaBUTEIeNl COBpeEMEeHHOU
JIATCKOW MY3BIKH, AOOWBIIUICS IIUPOKOro OOIlecTBeHHOro mnpusHaHus. OH
SIBJISIETCSI aBTOPOM OPUTHHAIILHOU KOMITO3UIIMOHHON TEXHUKH, KOTOPasl IMOJIyduIa
Ha3BaHWE TEXHUKU Tepe3BOHOB (change ringing technique). Ee wucTouHUKOM
MIOCIY?>KUJIO PACHPOCTPAaHEHHOE B AHTJIMKAHCKOW I[EPKBU HMCKYCCTBO 3BOHUTH
B HECKOJIBKO  KOJIOKOJIOB B  CTPOTO  OMIpeZieJIEHHOW  IOC/Ie0BATEIbHOCTH,
KOHTPOJIUPYEMOUM MaTeMaTHYeCKUMU ajiropuTMamMu. TexHuUKa Oblia paspaboTaHa
Pynepcom Bo BTOpO#l mosioBuHE 1970-X rojioB. KOMIIO3UTOp Ompejiesinil ee Kak
WHAVUBUIyAIbHYI0 (POPMY «MHTEJUIEKTYaJILHOTO MHUHUMAJIU3Ma», YTBEPK/AAsA, YTO
OHA TMO3BOJIMJIA €My KOHTDPOJIMPOBAaTh KOMIIO3WUIIMOHHBIM MpOIecC B ITUPOKUX
Macirabax. B moksaze paccMaTpUBalOTCsI OCHOBHBIE ITPUHITUITBI 3TOM TEXHUKH.

[Top «KOJIOKOJIaMU» KOMIIO3UTOP TIOHUMAaeT MOTUBHbIE TUEUKU IIPOCTEHIIIEro
3BYKOBOT'O CTPO€HHUS, KOTOpble IIPU IIOBTOPEHUH KOMOWHUPYIOTCS COTJIACHO
YHCJIOBBIM  TabauiaM. ITO MOryT OBITh TraMMOOOpasHbIE  DJIEMEHTHI,
0oOpHCOBBIBAIONIE JAUATOHUKY TOW WJIM WHOM TOHAJIBHOCTHU, WU (PparMeHThl
CUMMETPUYHBIX JIQZIOB, a TAK)K€ MOTUBBI, OCHOBAaHHbIE HA JIOMAaHHBIX AKKOp/IaX.
Hepenko B kauecTBe 6@30BOr0 MaTepuasa BbHICTYNAIOT IUTAThI U3 cOuMHeHUl baxa
wiu Illy6epra. [loMmuMo KOMOMHATOPUKHU, Pyzepc IpuUMeHSET K «II€PEe3BOHHBIM »
TeMaM TOHATbHbIE TPAHCIIO3UITUY, pUTMHYECKUE YBEJTUUEHUS, a TAKKe oOpalaercs
K TIIpUeMy U3BJIEUEeHUsI HOT, HAIIOMHHAIOIIEMY IIPOIEAYyPhl  ITOJIyUYeHHUS
IIPOU3BOAHBIX CEPUIHBIX PsA0B B «JIyimy» Bepra.

B mepBBIX couMHEHHUSAX Jarckoro komrmoaurtopa (Capriccio pian’e forte,
CxpunuyHbiil KOHIIepT N 1) TeXHUKA MEPE3BOHOB He PETyJIUPOBajia BECh MPOIeCe
COUMHEHHUs, a 3aTparuBajia JIUIIb HEKOTOpble ero paszaenbl. Kommnos3unuu
BBICTPAMBAJINCh HA 4YepeJOBAaHUU CTPOTO pPerJIaMeHTHPOBAHHBIX U CBOOOJHO
OpraHn3oBaHHBIX ceknuil. B 1980-e ronawpl Pyzepc coszaer mnbechl, IETUKOM
OCHOBaHHBIE Ha TexHUKe Iepe3BoHOB (Four Compositions, Diferencias, Manhattan
Abstraction). B pamkax OJIHOTO COUYMHEHHs OH paboTaeT OHOBPEMEHHO
C HECKOJIBKUMU YHUCJIOBBIMH TaOJIUIIAMU, UTO IPUBOJAUT K MHOTOCJIOMHOM TEKCTYypeE.
[IpennoutreHue OTAAETCSA MEPMYTAIMOHHBIM ITUKJIAM C MATHIO, CEMbIO, BOCBMbIO
Y IBEHA/IIAThIO BJIeMeHTaMU (KOJIOKOJIaMU), TIEPECTAHOBKH 3aYacTyl0 OIUPAIOTCS
Ha MeTo/ mpsAMoi u oopatHo# Plain Hunt (wnu anroputm /I>xoHcona—TpoTrepa).
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B 1990-e rosipl Ha OCHOBe TEXHUKU IEPe3BOHOB Pyzepc pazpaboTas HOBBIU
KOMIIO3UITUOHHBIN MeTOJ, — TeXHUKYy MUHUMODP(O03, KOTopas perjiaMeHTHUpOoBaJia
CHCTEMaTHU4YEeCKYyI0 BEICOTHYIO CMEHY MOTUBHBIX A4eeK. CyTh ee COCTosAIa B TOM, YTO
WHTEPBAJIbl MEXAY IMOCJAEIHUM 3BYKOM IIPEABIAYIIEro CerMeHTa W HadaJIbHBIM
CJIEAYIOIIETO B UCXO/IHON TeMe OIpeNessiiu BhICOTY s4yeeK MPU UX IepPecTaHOBKE.
Bniepsbie 3TOT IpreM KOMIIO3UTOP UCII0JIb30BaJ B BuosioHyesbHOM KOHIepTe NO 2
(1993), a Haubos1ee MacITAOHOE BOIUIOIIEHNE TEXHUKA MUHUMOP(}O3 MMOJTydnsa Bo
Bropoii cumdonum (1995).

KnaoueBsle ciaoBa: Ilon Pyznepc, UHTeIUIEKTyaJIbHBIM MUHUMAJIN3M,
TEeXHUKa IePe3BOHOB, TEXHNKAa MUHUMOPG03, nepmyTanus, Plain Hunt

“Intelligent Minimalism”: Poul Ruders’ Change Ringing Technique

Poul Ruders is one of the leading representatives of modern Danish music, who
has achieved wide public recognition. He is the author of an original compositional
technique called the change ringing technique. Its source was the widespread art in
the Anglican Church of ringing several bells in a strictly defined sequence controlled
by mathematical algorithms. The technique was developed by Ruders in the second
half of the 1970s. The composer defined it as an individual form of “intelligent
minimalism” and claimed that it allowed him to control the compositional process on
a large scale. The report discusses the basic principles of this technique.

By “bells” the composer means the motif cells of the simplest sound structure,
which, when repeated, are combined according to numerical tables. These can be
scale motifs based on diatonic or whole-tone scale fragments, as well as motifs based
on broken chords. Quotations from works by Bach or Schubert can be used as the
main material. In addition to combinatorics, Ruders applies tonal transpositions and
rhythmic increases to change ringing themes, and also uses a technique of picked
notes that resembles the procedures for obtaining derived rows in Berg’s Lulu.

In the first compositions of the Danish composer (Capriccio pian’e forte, Violin
Concerto No. 1), the change ringing technique did not regulate the entire composition
process, but affected only some of its sections. The compositions were arranged in
alternating strictly regulated and loosely organized sections. In the 1980s, Ruders
created compositions based entirely on the change ringing technique (Four
Compositions, Diferencias, Manhattan Abstraction). Within the framework of one
piece, he works simultaneously with several numerical tables, which leads to a multi-
layered texture. Permutation cycles with five, seven, eight, and twelve elements
(bells) are preferred; permutations often rely on the forward and backward Plain
Hunt method (or the Johnson—Trotter algorithm).

In the 1990s, based on the change ringing technique, Ruders developed a new
compositional method, the minimorphosis technique, which regulates the systematic
pitch transposition of motif cells. Its essence was that the intervals between the last
sound of the previous segment and the beginning of the next one in the original theme
determined the pitch of the cells when they were rearranged. For the first time, the
composer used this technique in Cello Concerto No. 2 (1993), and the technique of
minimorphosis received its most extensive embodiment in the Second Symphony

(1995).
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ITAHKHA Eaena BaiepueBHa
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(I)pOTI‘OJII)I-ﬂI/IaJIOI‘I/I Ha IIYTHU K HMHTaHHOHHOﬁ KOMIIO3MIINHN

®poTTosbl, CO37jaHHBIE HAa  JUAJIOTUYECKHE  TEKCThbl,  COCTaBJIAIOT
IIpUMeEeYATEeIbHYI0 YacTh HACJIEeINs WTAIbIHCKOU CBETCKOM MHOI'OTOJIOCHOU MeCHU
mepBoii Tpetu XVI Beka, Oyayuu Jmiib B 00IIeM IUIaHE PacCMOTPEHHBIMU
CHEeIUINCTAaMU B O0JIaCTH peHeccaHCHOU TecHU. [[uanoruyeckue ¢GPOTTOIIBI
TPaKTYIOTCs, KaK IMPABWIO, B CBSI3U C BO3MOXKHBIM TeaTPAIbHBIM KOHTEKCTOM KX
BO3HUKHOBEHHUsSI WJIH >KaHPOBOTO AaKIEHTa, JIM0O, BCJIEJ 3a HepapXudecKou
IPYNIIMPOBKOM >KaHPOBBIX HOMHUHAIMM, W3JI0KEHHOW B IMPOIIEHUU O MPUBWIETHUU
Baptosnomeo TpoMOOHUYMHO, KaK «HAPO/IHASA» BETBb UTATBIHCKOMN MPO(ecCHOHATbHON
IleCeHHON Tpaaunuu. Mexay TeM, B KauecTBe JIMTEPATypHONW OCHOBBI B HUX
HICITOJIb30BaHbI IIIMPOKO M3BeCTHBIE CTPOdbI IleTpapku 1 COBpEMEHHBIX ITPUIBOPHBIX
noatoB — Cepaduno Axswiano, Hukkono ma Koppemxko, Axomo CanHaazapo,
[Tarduio Caccn, a Takke aHOHUMHASA M093US.

CTUXOTBOpHBIE UAJIOTU, KaK IMPaBWIO, HAMNOJHEHBbI WUTPON CJIOB, CMBICIIOB
U IIOATEKCTOB, YTO OTBEUAeT KaK M3HAYAJILHOU HTPOBOUM IPHUPOJE CAMOTO IOHATHSA
(poTTOJIBI, TAaK U BJIETAHTHOMY CTHJIIO IIPUIBOPHOM JIMPUKU Hadasa UYMHKBEYEHTO.
Perninky ycs10BHBIX HEIIOMMEHOBAHHBIX IIEPCOHAMKEN XapPaKTEPU3YIOTCSA KPATKOCTHIO,
CMHTAKCUYECKOU HEINOJHOTOM, HAaIlOJIHEHBI SAPKUMH BOIPOCHUTEIBHBIMH  HJIU
BOCKJIMIIATEJIbHBIMU ~ MMacCayKaMH, YTO BjedeT 3a CcOoOOH  COOTBETCTBYIOIIHE
My3bIKaJIbHbBIE perieHusa. Harbosiee TOUHO OTBeUaeT AUAIOTMYEeCKUM TEKCTaM WU UX
dparmenTamM IMHUTAITMOHHOE MTHCHMO, BBITIOJTHSIOIIEE /IBE 33/IaUM: 1) IOYEPKUBAHIE
CMbICJIa CJIOB U CJIOBOCOYETAHUM, YCWJIEHHE HX BBIPA3UTEBHOCTU, UTO NIPUAAET
MMUTAlMOHHBIM y4JacTKaM 3HAaueHHe PaHHUX MAaJIpUTAIN3MOB; 2) HapyIlIeHue
pPEeryJIIpHOM CTPYKTYPHOU OpPraHU3alliM IMO3THYECKOTO TEKCTa, M, KaK CJIEeJICTBUE,
nedopmanus, XoTs1 Obl YaCTUYHAS ¥ OTPAHUYEHHAs, TeceHHOH ¢hopMbl. [TokazaTesbHO,
YTO OCHOBHas YacTh JUAJOTHUECKUX (POTTOJ co37laHa My3bIKAaHTAMU, B UYbEM
TBOpYECTBE Haubosiee SIPKO TMPOSBUIACH TEHJEHIUA K I1€PEOCMBICIEHUIO
MHOTOT'OJIOCHO! TIECHU B HaIlpaBJieHHMU 0osiee CBOOOIHOM KOMITO3HIIMHU, BILJIOTH 70
CKBO3HOH, — Baptosomeo Tpombonunto, Mukesie [Tesentn, Mapko Kapsi, Kocraniio
®ecCTHI.

KnaoueBsle ciaoBa: ©&poTrosa, [Auajor, HNMHUTAIMOHHOE IIUCHMO,
Bapronomeo Tpombonunno, Mukesne Ilesentu, Mapko Kapa, Kocranno ®ecra
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Dialogues on the Way to Imitative Composition

Frottolas, created for dialogic texts, constitute a remarkable part of the legacy
of Italian secular multi-voiced song of the first third of the XVI century, being only
considered in general by specialists in the field of Renaissance song. Dialogic frottolas
are interpreted, as a rule, in connection with the possible theatrical context of their
emergence or genre accent, or, following the hierarchical grouping of genre
nominations, set forth in the petition for privilege of Bartolomeo Tromboncino, as a
“folk” branch of the Italian professional song tradition. Meanwhile, as a literary basis,
they use the widely known stanzas of Petrarch and contemporary court poets —
Serafino Aquilano, Niccolo da Correggio, Jacopo Sannazaro, Panfilo Sassi, as well as
anonymous poetry.

Poetic dialogues, as a rule, are filled with a play of words, meanings and
subtexts, which corresponds both to the original playful nature of the concept of the
frottola itself, and to the elegant style of the court lyric of the beginning of
Cinquecento. Replicas of conditional unnamed characters are characterized by
brevity, syntactic incompleteness, filled with vivid questioning or exclamation
passages, which entails appropriate musical solutions. The most accurate response
to dialogic texts or their fragments is imitation, which fulfills two tasks:
1) emphasizing the meaning of words and phrases, enhancing their expressiveness,
which gives the imitative sections the meaning of early madrigalisms; 2) breaking the
regular structural organization of the poetic text, and, as a consequence, deformation,
albeit partial and limited, of the song form. Significantly, the main part of the
dialogical frottolas is created by musicians whose work most clearly manifested the
tendency to re-think the multi-voiced song in the direction of a freer composition, up
to a through-song, — Bartolomeo Tromboncino, Michele Pesenti, Marco Cara,
Costanzo Festa.

Keywords: frottola, dialogue, imitation, Bartolomeo Tromboncino, Michele
Pesenti, Marco Cara, Costanzo Festa
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O muanmasinzme Bukropa EKMMOBCKOTro

Buktop AsnekceeBnd EKUMOBCKUU (1947—2024) — H3BECTHBIM POCCHUCKUM
KOMITIO3UTOP, YOEXK/IEHHO CJIEOBABIIIHMHA B TBOPYECTBE HEKOT/Ia CDOPMYTHPOBAHHOMY
JUIs1 cebsi JIeBU3Y «HOBOE JIOJDKHO OBITH HOBBIM BO BCEX MBICJIMMBIX OTHOITIEHHSX».
Peub, mpesk/ie Bcero, HAET O HOBU3HE, ONPEIE/IAEMOM, KaK IOAYEPKHUBAJI CAM aBTOP, 110
OTHOIIIEHWIO K pPaHee CO3/IaHHBIM COOCTBEHHBIM COYMHEHHAM. My3bIKaJIbHbBIE
KOMITO3UIIUY EKHUMOBCKOrO, OTMEUeHHbIE, C OJIHOH CTOPOHBI, OPHUTHHAIBLHBIMU
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MO3TUYECKUMU HAWMEHOBAaHUAMU, a C JAPYrOM — HEUTpaJIbHBIMHU «ITU(POBBIMU»
0003HaYEHUSMU B JIMAMIA30HE OT €IUHUIIBI /IO CTa, PAa3/INYAIOTCs IO CrIocobaM MHUchMa.

EKMMOBCKHI-MY3bIKOBE]], OCMBICIUBABIINN COOCTBEHHOE TBOPYECTBO B TOM
Yucje U aHAJIMTUYECKH, KIacCUu(UIIMPOBAJI CBOM IPOU3BEAEHUS C TOUKU 3PEHUSA
npeobsaamoniell B HUX TexHUKU. OOmuMpHas HOMEHKJIATypa KOMIIO3UITMOHHBIX
IIPUEMOB, KOTOPBIMU OTMEUEHBl €ero IpPOU3BeJEeHUsA, BKJIIOUaeT B cebs
1 MUHUMAaJIU3M.

UTo mpeAcTaBaAI0T cO00M MUHUMATUCTCKUE omychl BukTopa EXMMOBCKOTO —
Xy[OJKHHUKA, I KOTOPOTO aBaHTapJIHble YCTAHOBKU OBbLIU TPUOPUTETHBIMU
B TBOpuecTBe? Kak COOTHOCUTCS peleTUTUBHAS HJesd ¢ APYTMMU CTOPOHAMU
My3bIKQJIBHOH KOMIIO3UIIUM — TEKCTYPHOUH, 3BYKOBBICOTHOH, TeMOpOBOI
U purMudeckoi? Kakyio TEpMHHOJIOTHUUECKYIO JIEKCUKY HUCHOJIb3yeT KOMIIO3UTOP,
XapakTepusys cnenuuyeckre OTIMUUTEIbHbIE KAUecTBa CBOMX COUMHEHNH, U KaK
OHA COOTHOCUTCSI C MY3BIKAJIbHBIM MaTepuasioM? B HacrosleMm aokiajzie OyayT,
B YACTHOCTHU, PAaCCMOTPEHBI KOMITIO3UIUU NON©Q 52 1 100.

KiaioueBble cioBa: Buktop ExuMoBCKHM, MUHUMaIU3M, COBPEMEHHas
MY3bIKa

About the Minimalism of Victor Ekimovsky

Viktor Alekseevich Ekimovsky (1947-2024) is a famous Russian composer
who firmly followed the motto he once formulated for himself: “the new must be new
in every conceivable respect.” This refers, first of all, to novelty, defined, as the author
himself emphasized, in relation to his own previously created works. Ekimovsky’s
musical compositions, marked, on the one hand, by original poetic names, and on the
other, by neutral “digital” designations ranging from one to one hundred, differ in
their compositional methods.

Ekimovsky, a musicologist who also analyzed his own work analytically,
classified his works in terms of the technique that prevailed in them. The extensive
range of compositional techniques that distinguish his works includes minimalism.

What do the minimalist works of Viktor Ekimovsky — an artist for whom
avant-garde principles were a priority in his work — represent? How does the
repetitive idea correlates to other aspects of musical composition — textural, pitch,
timbre and rhythmic? What terminological vocabulary does the composer use to
characterize the specific distinctive qualities of his compositions, and how does it
correlate to the musical material? In this report, in particular, compositions No. 52
and 100 will be considered.

Key words: Victor Ekimovsky, minimalism, contemporary music

Ksenia V. PARNIKOVA
Master’s Student, Analytical
Musicology Department

ITAPHUKOBA Kcenusa BauyecsiaBoBHa
MazucmpaHm kageopwl
aHaAumMu4ecKo20 MY3blKO3HaAHUS

B COABTOPCTBE C in cooperation with

ksyushag7@inbox.ru
123


mailto:ksyusha97@inbox.ru

S N

Irina S. STOGNIY

Dr. Sci. (Art Studies),

Full Professor, Analytical
Musicology Department,
Editor-in-Chief of the Journal
‘Scholarly papers of Russian

CTOTHUH Upuna CamoiiioBHA
doxmop uckyccmeosedeHus,

npogheccop kagedpbl AaHAAUMUUECKO20
MY3bIKOZHAHUR, 21A8HbIU pedaxKmop
acypHana «Yuenste 3anucku Poccutickoll
axademuu My3viku umeHu I'HeCuHbIX», 2 )
Poccutickas akademusn i.stogniy@gnesin- Gnesin Academy of Music’,
My3blxu umeru I'HecuHblx, academy.ru Gnesin Russian Academy of
Mockea, Poccus Music, Moscow, Russia

Omnepa «ITacca:xupka» B KOHTEKCTEe TBopuecTtBa M. BaitHOGepra

Jloxnaz mocesIeH aHaau3y onepbl «Ilaccaskupka» MeuwnciaBa BaitHOGepra,
BBINIE/INEN B Ie4aTh B 1974 TOAY U TOJYYUBIIEH BBICOKYIO OIEHKY JIMUTpus
[ITocrakoBuya. JdTa omepa craja KyJbMHUHAIMed MHOTOTPDAHHOTO TBOpYECTBa
Baitn6epra, KOTOpoe OXBaThIBAET PA3HOOOPa3HbIE MYy3bIKAIbHbBIE KaHPbI.

AKIIEeHTUDYIOTCA TpeAllecTByole paboThl KOMIO3UTOpAa — TaKHe, Kak
«EBpeiickue niecHu» u Illecras cumdoHUs, CBA3U ¢ KOTOPBIMU ITOMOTAIOT TUIy0Ke
MOHATh KOMIIO3UITMOHHO-TeMaTnuyeckue u uiaocodpckue ugen «llaccakupku».
TeMbl BOWHBI, IUMYHOUN Tpareiuu U cy/ibObI EBPEHCKOT0 HAPO/Ia JIEXKAT KaK B OCHOBE
aHaJIM3a CaMUX MPOU3BEJIEHUH, TaK U UX KOHTEKCTYaJIbHOTO OCMbIC/IeHUA. Takxke
paccMaTpuBalOTCA Mmapayuied ¢ TBopuectBoM [ mutpus IllocrakoBuua,
B YAaCTHOCTHU, TeMa (pammnsma, xapakTepHas Jjisi 000UX KOMIIO3UTOPOB.

B «Ilaccaxxupke» BaitHOepr ob6paiaeTcs K MHOTOTPAHHBIM U TJIyOOKUM
obpaszaM, ee IEHTPaJbHBIMHU MEPCOHAKAMU CTAHOBATCS OBIBIIAS 3aKJIIOUEHHAs
OcBeHITUMA U ee HA/I3UPATEIbHUIIA, IIPE/ICTAIOIINE B PA3HBIX BPEMEHHBIX IJIaCTaX.
B omepe BomwiomeHbl ¢duiocodckre pasmblnuieHus BaitHOepra. C IIOMOIIBIO
Pa3JINUHBIX CPEJCTB MYy3bIKQJIBHOU JIEKCUMKA W MaCTePCKU BBICTPOEHHOU
JlpaMaTypruu KOMITIO3HUTOP aKIeHTUPYET CJI0’KHBIE coIhaIbHbIE
Y TICUXOJIOTUYEeCK e BOIPOCHI.

ObHapy:keHHble Temaruuyeckue cBs3u «[laccakmpku» €  JAPYTUMU
COUMHEHUSAMU KOMII03UTOpa (B ocobeHHoCTH ¢ « EBpelickumu necusamu» u lllecroit
cumdoOHHUell), aTakke C OJU3KUMH MO JyXy IpousBefieHuAMH IllocrakoBuya
(BokanmpHBIM IUKJIOM «l3 eBpelCKOM HApPOAHOU II033WU», TpHUHAAIATOU
cuMdoHUM) yOexIal0T B aKTYJIbHOCTU U OTPOMHOM IIeHHOCTHU oriephbl BaiinGepra
U IEMOHCTPHUPYIOT ero prtocodcko-scrernueckuil guasior c [llocrakoBuuem.

KiroueBblie ciioBa: BaitHOepr, [llocrakoBud, onepa «Ilaccakupka», babuit
Ap, KoMIIO3UIIYs, €EBPENCKAsA TeMa, BOEHHBIN, «13 eBpelCKOU HapOIHON MTO33UN »,
OcBenium, puTModopMyJia, TeMa HaIlleCTBUS, JIEUTMOTHUB, CMBICJIOBasI ITapaJliesih

Opera The Passenger in the Context of the Works of M. Weinberg

The lecture is devoted to the analysis of the opera The Passenger by Mieczystaw
Weinberg, published in 1974 and highly appreciated by Dmitry Shostakovich. This
opera is the culmination of Weinberg’s multifaceted work, which covers a variety of
musical genres.

The main emphasis is on the composer’s previous works, such as Jewish Songs
and the Sixth Symphony, the matching with which help to better understand the
compositional-musical and philosophical ideas of The Passenger. The themes of war,

124



S N

personal tragedy and the fate of the Jewish people underlie both the analysis of the
works themselves and their contextual understanding. Parallels with the work of
Dmitry Shostakovich are also considered, in particular, the theme of fascism,
characteristic of both composers.

In The Passenger Weinberg turns to multifaceted and profound images:
a former Auschwitz prisoner and her guard, who appear to the viewer in different
time layers. The opera embodies Weinberg’s philosophical reflections. With the help
of various means of musical vocabulary, as well as masterfully constructed
dramaturgy, the composer emphasizes complex social and psychological issues. An
analysis of the themes of The Passenger and its connection with other works by the
composer (especially with Jewish Songs and the Sixth Symphony), as well as with
similar works by Shostakovich (the vocal cycle From Jewish Folk Poetry, the
Thirteenth Symphony) convince us of the relevance and enormous value of the opera
The Passenger, representing a philosophical and aesthetic dialogue between
Weinberg and Shostakovich.

Keywords: Weinberg, Shostakovich, opera The Passenger, Babi Yar,
composition, Jewish theme, military, From Jewish Folk Poetry, Auschwitz, rhythmic
formula, invasion theme, leitmotif, keynote, semantic parallel
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IIIBerimapusa Kak onepHbIN TOnmoc Ha pyoe:xe XVIII-XIX BekoB

Kak m3BecTHO, B omepe pybexxa XVIII-XIX BekoB 3aMeTHYIO POJIb UTPAIOT
CIOXKeThl, cBsA3aHHbIe co [[IBeiiiapueii. dTa ropHas crpaHa c jerkoil pyku ’Kan-Kaka
Pycco BocmpuHuMMasiach Kak  HeKOe  HJeaJlbHOe  MeCTO, HaceJeHHOoe
CBOOOJIONIIOOMBBIMU U OJU3KUMH K TIPUPOJE JIIOABMHU, HE HCIIOPUYEHHBIMHU
nuBWIN3ane. HeyauBUTENbHO, YTO COOTBETCTBYIOIIIME O0Opasbl BO BTOPOH
nosioBuHe XVIII Beka mMpOKO UCIIOJIb30BAJIUCH B UCKyCCTBE. JlereHa 0 Busbresabme
Tenne, B 1740—1760-€ BOOXHOBUBINASA HECKOJIBKUX JpaMaTyproB Ha CO3JaHUE
TpareAvii U NMpeBpaTUBIIAACA B OJWH U3 IJIaBHBIX cuMBOJIOB IlIBeliniapuu, mocie
Bennkoi ppaHIy3cKOM PEeBOIONUY IPOHUKJIA U Ha ONEPHYIO clieHy («Buibreabm
Tesbe» A. I'perpu, 1791). OgHAKO CIOKETBHI, TaK WJIM WHA4Ye CBSA3aHHBIE C BTOU
CTPaHOM, TTOSIBJISIIOTCA B €BPOIIENCKOM MY3bIKAJIBHOM TeaTpe elrle B 70-e roabl X VIII
Beka («IIIBeiinapckue cupotbi» I1. Kbapu — A. Boponu, 1770, suHrmmnmwib «Mepu
u barenu» U. B. don I'éte, 1779, osoxkeHHbIN HAa My3bIKy K. 3. doH 3ekenmopdom
B 1780). Bosblmass 4yacTh IMOJOOHBIX COYMHEHHI CYIIECTBYEeT He 000COO0JIEHHO,
a CoCTaBJIsIeT IPYMITbl, OOBIYHO OIMUPAIOIIHECS HA OJIUH UCTOYHUK. [[ppuMepoM MoryT
CJIY?>KUTb HE TOJIPKO yKe YIOMSHYThIe JIUOpeTTO, HO U «/[Ba mBeinapua» II. 'aBo
(1792) u /I:x. ®eppapu (1799), «duza» JI. Kepyounu (1794) u I:x. C. Maiipa (1801),
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a Tak:ke pAaj onep, BocxoaAmux K Hopesute JK.-I1. Knapu ge ®nopuana «Knoguaa»
(«Knomuna, min ManeHbKHI NOCBUIbHBIN» A. B. BpyHU, 1794, «JIucoer» I'perpu,
1797, «Poszerra, mBeunapckasa mnacrymka» [.b. bupes, 1806). IllBetinapus
BBICTYTIAET B HUX Yallle BCEro He IMMPOCTO KaK »KUBOIUCHBIN (DOH, HO KaK y3HaBaeMbIi
TOIIOC, COJEPKAIMU OIpeJ/ieJIeHHBII Ha0Op CIOKETHBIX MOTHBOB, MHOTHE U3
KOTOPBIX HAXOJIAT TAKKe My3bIKaJIbHOE BOILIONeHue. CucTeMaTHu3allui U aHAJIU3Y
STHUX MOTUBOB U IOCBAIIEH JOKJIA.

KaioueBble ciaoBa: IlIBelinapus, tonoc, A. I'petpu, A. boponu, K. 3. don
3exeniopd, I1. I'ao, /3. ®eppapu, JI. Kepyobunu, [[x. C. Maiip

Switzerland as an Operatic Topos
at the Turn of the 18th and 19th Centuries

As is known, plots related to Switzerland play a significant role in opera at the
turn of the 18th and 19th centuries. This mountainous country, thanks to Jean-
Jacques Rousseau, was perceived as a kind of ideal place, inhabited by freedom-
loving people close to nature, unspoiled by civilization. It is not surprising that the
corresponding images were widely used in art in the second half of the 18th century.
The legend of William Tell, which inspired several playwrights to create tragedies in
the 1740s—1760s and became one of the main symbols of Switzerland, penetrated the
opera stage after the French Revolution (Guillaume Tell by André Grétry, 1791).
However, the plots somehow connected with this country appeared in European
musical theatre as early as the 17770s (Le orfane svizzere by Pietro Chiari and Antonio
Boroni, 1770; the singspiel Jery und Bdtely by Johann Wolfgang Goethe, 1779, set to
music by Karl Siegmund von Seckendorff in 1780). Most of these works do not exist
in isolation, but rather form groups usually based on one source. Examples include
not only the librettos already mentioned, but also Les deux Suisses by Pierre Gaveaux
(1792) and I due svizzeri by Giacomo Gotifredo Ferrari (1799), Eliza, ou Le voyage
aux glaciers du Mont St Bernard by Luigi Cherubini (1794) and Elisa ossia Il monte
San Bernardo by Giovanni Simone Mayr (1801), as well as a number of operas that
go back to the Claudine by Jean-Pierre Claris de Florian (Claudine, ou le petit
commissionnaire by Antonio Bartolomeo Bruni, 1794, Lisbeth by Gretry, 1797,
Rosette, das Schweizer Hirtenmadchen by Gottlob Benedict Bierey, 1806).
Switzerland appears in these operas not just as a picturesque background, but as a
recognizable topic containing a certain set of plot motifs, many of which also find
musical embodiment. The report is devoted to the systematization and analysis of
these motifs.

Keywords: Switzerland, topos, A. Gretry, A. Boroni, K. Z. von Seckendorff,
P. Gaveaux, G. Ferrari, L. Cherubini, J. S. Mayr
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TBopueckue crpareruu /I. IllocrakoBuua
B cuMmdoHnIeckoi my3sbike Uiky [[3aabapa

TBopuecTBO KHUTaWickoro kommo3uTopa UYxky II3aupspa (1922—2017)
IIpeJicTaBJIsAeT Ba>KHBIU 3TAll pa3BUTUA cUM@OHUYECKOU My3bIku B Kurtae. OnuH u3
JuiepoB B obsiactu kuTalickol cumdbonum, Yxky 1[3gHBID fABJIsgETCA aBTOPOM 10
cuMoHUN U pAfa cuM@POHHYECKUX IIpOU3BeJleHWU B JPYTUX KAaHpPaAX, O €ro
TBOPUECKOM IIyTH HCCJIeIOBATeJN TOBOPAT KaK O <«MHUKPOKOCMOCE HCTOPUH
KUTalCKOM cuUM(OHUUYECKOW MYy3bIKH», IIOCKOJIbKY €ro Hacjiefine OTpakaeT
pa3BUTHeE KUTANCKON cUM(OHNYECKOU MY3bIKU 32 MOCJIe/IHUE 50 JIeT.

Mysbika Yxky l[3sHBOpA coueTaeT TPAJUIIUU €BPOIENCKOTo cuM@oHU3MA
Y KUTANCKOU TPaIUIIMOHHOU MY3bIKAJIBHOU KyJIbTypbl. ONUpasach Ha KJIaCCUUECKUe
TUIBI CUM(MOHNYECKOU ApaMaTypTUU U COBPEMEHHbIE KOMIIO3UTOPCKUE TEXHUKHU,
OH COelIVHfAEeT HuX C KUTAWCKOM TIecHel, NeHTAaTOHUKOH, TpaJUuIMOHHBIMU
WHCTPYMEHTAMHU U BJIEMEHTaMU HAIlMOHAJILHOTO MY3bIKQJIbHOTO TeaTpa, a, IJIaBHOE,
IIPOTPAMMHBIM  CO/iep;KaHHEM, TeCHO CBS3aHHBIM C KHTANUCKOU HCTOpHUEH
U TPAJIUITUSAMU.

BMmecte ¢ Tem, Ha TBopuecTBO UKy lI3siHBpa OOJIBIIIOE BIMSHHE OKasajia
poccuiickass KOMIIO3UTOPCKass TMmKojaa XX Beka W OCOOEHHO TBOPYECTBO
A. . IllocrakoBuya, Ha YTO caM KOMIIO3UTOP YKa3bIBaJl HEOJHOKPATHO. TBOpUecKue
crparteruu IlllocrakoBuua HamboJiee APKO MPOSABJIAIOTCA B PAHHUX ITPOU3BENEHUIX
Uxxy Ll3aupospa, ero «®PecruBasibHOU yBepTiOpe» u IlepBoii cuM@oHUU.
«®ecTuBasbHAsA YBEPTIOPAa» — CBOETO POJia «KUTANCKUU BapuaHT» «IIpa3gHuuHON
yBepTIOpbl» IllocTakoBHUYa, YTO MPOCJIEKUBAETCSA B JApPaMaTypruu KOMIIO3UIIHNU,
XapaKTepe TeEMAaTU3Ma U HHCTPYMEHTOBKE, a TAK)Ke B OOIIEM TOPKECTBEHHOM TOHE
My3biku. B IlepBoit cuM@oHMH TpU3HAKU CUM@POHWUYECKOU ApamMaTypruu
[ITocTrakoBHYa BEIpaKEHbI 00JI€e HHANBU/IYAITU3UPOBAHO, KAK 00001IeHe OJIN3KUX
KOMIIO3UTOPY NpHeMoOB cuM@oHuueckoro nucbma. Biausnue IIlocrakoBuua
IIPOCJIEIKUBAETCA KAaK HA YPOBHE OTAEJIbHBIX MPUEMOB (aKTUBHOE HCIIOJIb30BAHUE
nou(OHUYECKUX IPUHIHUIIOB Pa3BUTUSA B Pa3pabOTOYHBIX paszenax (OpMBI,
pabora ¢ }KaHPOM — TOKKATHOCTb M METOJI «CHIKEHHs Uepe3 KaHpP» B XOPaJTbHOM
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pasgese Bo 11 yactu, poJsib yZIapHBIX UHCTPYMEHTOB B OPKECTPOBOM APTUTYPE U IP.),
TaK U YPOBHE JpaMaTypTHH I1eJIOTO.

KiarwoueBbie ciaoBa: UYxy lI3aapsp, «PectuBasibHadg yBepTiopa», llepBas
cuMpOHUA

D. Shostakovich’s Creative Strategies
in the Symphonic Music of Zhu Jian’er

The work of Chinese composer Zhu Jian’er (1922—2017) represents an
important stage in the development of symphonic music in China. One of the leaders
in the field of Chinese symphony, Zhu Jian’er composed 10 symphonies and
a number of symphonic works in other genres, and his career has been described by
scholars as a ‘microcosm of Chinese symphonic music history’, as his legacy reflects
the development of Chinese symphonic music in the past 50 years.

Zhu Jian’er’s music combines the traditions of European symphonism and
Chinese traditional music culture. Drawing on classical types of symphonic
dramaturgy and modern compositional techniques, he combines them with Chinese
song, pentatonicism, traditional instruments and elements of national musical
theatre, and, most importantly, programmatic content closely related to Chinese
history and tradition.

At the same time, Zhu Jian’er’s work was greatly influenced by the Russian
school of composition of the twentieth century and, especially, by the work of
D. D. Shostakovich, as the composer himself pointed out on numerous occasions. The
principles of Shostakovich’s symphonism are most clearly manifested in Zhu Jian’er’s
early works, his Festival Overture and First Symphony. The Festival Overture
is a kind of ‘Chinese version’ of Shostakovich’s Festive Overture, which can be traced
in the dramaturgy of the composition, the nature of the thematicism and
instrumentation, and the overall solemn tone of the music. In the First Symphony
the characteristics of Shostakovich’s symphonic dramaturgy are expressed in a more
individualized way, as a generalization of symphonic writing techniques close to the
composer. Shostakovich's influence can be traced both at the level of individual
techniques (active use of polyphonic development techniques in the development
sections of the form, work with genre (toccatas and the method of ‘reduction through
genre’ in the chorale section in the second movement), the role of percussion
instruments in the orchestral score, etc.) and at the level of the dramaturgy of the
whole.

Keywords: Zhu Jian’er, Festive Overture, First Symphony
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KamepHnasa onepa Jleonunga /lecaraukoBa «beanasn JInza»:
auaJgor ¢ «Ilemneacom u Meauzangon» Kiaoaa /Iedroccu

B nenTpe noksnaza — kamepHas omnepa JI. A. JlecatHukoBa «bennasa Jluza»,
co3/laHHAsg UM B 1976 TOAYy BO BpeMs yuebbl B JIEHMHTPAJICKOM KOHCEPBATOPUM.
B mepBoM TeaTpasibHOM COYMHEHUU KOMIIO3UTODP OTpas3uj CBOU IOHOIIECKHE
BIIEUAT/IEHUA OT 3HaKOMcTBa ¢ My3bikoi K. Jlebioccu M, B YaCTHOCTH, €ro Onepoi
«Ilenneac u Menuszanga». ABTOp JOKJIaJila UCCJEAyeT BIUSHUE CUMBOJIHCTCKOM
naptuTypsl Jleboceu Ha «bennyio JIuzy» JlecataukoBa. OHO IIPOSBIISIETCA BO BCEX
KOMIIOHEHTAaX OJHOAKTHOT'O CHEKTaKJs. JTO JMOPETTO, B KOTOPOM KOMIIO3UTOD,
oumniasg ogHouMeHHyI0 noBecTh H. M. Kapam3uHa OoT BTOpPOCTENE€HHBIX JieTajiel,
KOHIIEHTPUPYeTCA Ha BHYTPEHHUX IIEepe:KUBAHUAX TepoeB; My3bIKaJIbHAA
JipaMaTyprus, OCHOBaHHAsd Ha IOCJEJOBAaHUU CKBO3HBIX CII€eH C BKpaIlIeHUEM
apuo30 JIu3pl; BOKaJIbHBbIE APTUU NEPCOHAXKEW, BBINIOJITHEHHBIE B PEUUTATHUBHO-
JleKJIaMaIlMOHHOU CTUJIMCTUKE CO CKPYILyJIe3HBIM OTpakeHueM cjioBa. Kpome Toro,
BozJzelicTBue «llesneaca» BUAUTCA B OTCYTCTBUM TPAJAUIMOHHBIX I OIEPHI
TAQHI[EBAJIbHBIX U XOPOBBIX SMHU30/I0B, «MOHOTOHHOW» CTaTUKe U3JI0KEHUS,
BO3HUKAIOIIEU 3a cUeT MeJIOJUYECKOT0 U pUTMUUYECKOro ostinato, HAaKOHeI], B CaMOM
MYy3BbIKQJIBHOM f3BIKE, OTCHUIAIOIEM K YCJIOKHEHHOU TapMOHUM U PUTMUKE
IIOCTPOMAaHTHU3Ma.

Crnenom paccmarpuBaeTcs ajanTanus aBTOPCKOTO JKCIIEpUMEHTa K HOpMam
COBETCKOU KaMmepHOU omnepbl. «begHad JIuza» ¢ ee MHTUMHBIM JIUTEPATypPHBIM
CIO>KETOM, IIOYTHU HUBEJINPOBAHHOU TeaTPaJIbHOCTBHIO, JIAKOHUYHBIM
HCIIOJIHUTEJIbCKAM COCTaBOM M TeMaTU4YeCKOU CHAasHHOCTBIO 3a CYeT JIeUTTeM
repouHu BoOpajsia MHOTHE YepThl 3TOrO KaHpa, KOTOPBIN B 1970-e rozpl B CCCP
nepexkuBasl PeHeccaHc. B KOHIle uccieioBaHUA CleJIaH BBIBOJl, UTO «benHas
Jluza» — He TOJIbKO YHUKAJIbHBIN 00pa3el] KaMepHOH onepbl, OpUEHTUPOBAHHBIHN Ha
KOHKPETHYIO MapTUTYPY IPOILIOTr0, HO ¥ KpalHe MOKa3aTeJIbHbIN OIyC /IJI1 CAMOTO
HecaraukoBa. C HEero Havasach ycreluHas Kapbepa KOMIIO3UTOPa B My3bIKaJIbHOM
TeaTpe, a KaMepPHOCTh, paboTa «II0 MOJEIU», OCTUHATHOCTh U IIOBBIIIIEHHOE
BHUMAHUE K CJIOBY B OYyIIIEM CTaJTU BEAYIIIUMH KAaTETOPUSAMHU €T0 CTUJIA.

KirroueBble cjioBa: My3bIKaJIbHBIN TeaTp, onepa, JlecaTHUKOB, /ebroccu

The Chamber Opera of Leonid Desyatnikov Poor Lisa:
a Dialogue with Pelleas and Melisande of Claude Debussy

At the center of this report is the chamber opera of L. A. Desyatnikov Poor Lisa,
created by him in 1976 while studying at the Leningrad Conservatory. In the first
theatrical composition the composer reflected his youthful impressions of
acquaintance with the music of K. Debussy and, in particular, his opera Pelleas and
Melisanda. In the report author explores the influence of Debussy’s symbolist score
on Desyatnikov’s Poor Lisa. It manifests itself in all components of a one-act
performance — in the libretto, where the composer, cleaning the story of the
eponymous tale of N. M. Karamzin from secondary details, concentrates on the inner
experiences of the characters. In musical dramaturgy, based on the following of
through scenes with a splash of Lisa’s arioso. In the vocal parts of the characters,
executed in a recitative and recitation style with a scrupulous reflection of the word.
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In the absence of traditional dance and choral episodes for opera. In the
“monotonous” statics of the presentation, arising from the melodic and rhythmic
ostinato. In musical language, referring to the complicated harmony and rhythm of
postromanticism.

Next, the adaptation of the author’s experiment to the norms of the Soviet
chamber opera is considered. Poor Lisa with its intimate literary plot, almost leveled
theatricality, laconic performance and thematic welding due to the heroine’s leittem
absorbed many features of this genre, which in the 1970s in the USSR experienced
the Renaissance. At the end of the study, it was concluded, that Poor Lisa is not only
a unique example of a chamber opera, focused on a specific score of the past, but also
an extremely revealing opus for Desyatnikov himself. With him the composer’s
successful career in the musical theater began, and chamberness, work “according to
the model”, ostination and increased attention to the word in the future became the
leading categories of his style.

Keywords: musical theatre, opera, Desyatnikov, Debussy
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Pono B puHamax coHaTHO-cuMpoHNYecKux HUKI0B IIpokodneBa
" IITocrakoBnua: aABa B3IJIfA/1a HA HEMEIIKYIO TeOpHUI0 (OPMBbI

Bompoc penennmu HeMenkoul Teopuu dopMm, B ToM umciae ¢GopM POH/IO,
B komno3unimoHHon TexHuke C.C.IIpokodreBa u /. /. [llocrakoBuua paHee He
MpUBJEKA]T CHEIUAIBHOTO BHUMAaHUA ucciaenoBareneil. K stum  dopmam
KOMIIO3UTOPBI 00paIayIuCch MOCTOSHHO, U UMEHHO OHH ITOCTYKUITU (DyH/TAMEHTOM JIJIsI
peayin3aIiu UX UHANBU/IyTbHO-CTUJIEBBIX UepT B 06s1acTu (popMooOpa30BaHUS.

U Ilpokodres, u IllocTakoBUY He BOCIPOU3BOAAT (DOPMBI POHJO ITACCUBHO,
a rpeJuiaraloT  HOBAaTOPCKHE BapUaHTbhl HUX TPaKTOBKU. Cucremarudeckoe
ynoTpebsieHne 3TUX CTPYKTYPHBIX THUIIOB B (UHAIAX COHATHO-CUMMOHUUYECKUX
IUKJIOB TTOKa3bIBaeT UX OOTATHIN ITOTEHITHAI.

PaziuunHbIl mOAXOA K MHTEPIPETAlMd B TOM 4YMCJIE MHOTOTEMHBIX POHJO
MIOATBEPIKJAeT HHAUBUAYAIbHbIE OCOOEHHOCTH KOMIIO3UITHOHHOTO MBIILIEHUS
ITpokodreBa u IllocTakoBuua M, Kak CJAeACTBHE, PA3HBIM IMOJIXO/ K IPOIECCY
dopmoobpazoBanusa. AHAIU3 UX COUMHEHUH B TaKOM pPaKypce IT03BOJISET JIydllle
MOHATH MpOOJEeMYy  COOTHOIIIEHUS TPaAWuIMM U  HOBATOPCTBA, TEOPUHU
1 KOMIIO3UTOPCKOU MIPAKTUKM.

KiaroueBbie ciaoBa: IIpokodrwes, IllocTakoBud, GOpMbl pPOH/I0, HEMeEIKAsA
Teopus GpopM
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Rondo in the Finales of Sonata-Symphony Cycles by Prokofiev and
Shostakovich: Two Views on the German Theory of Form

The question of the reception of German theory of forms, including rondo
forms, in the compositional techniques of S. S. Prokofiev and D. D. Shostakovich has
not previously received special attention from researchers. Both composers
constantly turned to these forms, which served as a foundation for implementing
their individual stylistic features in formal development.

Prokofiev and Shostakovich do not passively reproduce rondo forms; instead,
they offer innovative interpretations of them. The systematic use of these structural
types in the finales of sonata-symphonic cycles demonstrates their rich potential.

The different approaches to interpretation, including multi-thematic rondos,
confirm the individual characteristics of the compositional thinking of Prokofiev and
Shostakovich, resulting in distinct approaches to the process of form-making.
Analyzing their compositions from this perspective allows for a better understanding
of the relationship between tradition and innovation, theory and compositional
practice.

Keywords: Prokofiev, Shostakovich, rondo forms, German theory of forms
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«H BJIOKM B yCTa MOU HOBYIO II€CHb...»:
Bap B komnosunuu « Hopa6epreckux MecTrep3uHIrepoB»

[Tecernass ¢opma B «cUMMOHUUYECKOU» oOllepe OOBIYHO HAaJieieHa
pesysabTupyloiell gynkiueii. Ha nmpumepe Broporo akra «Tpucrana u M30abap1»
MOXKHO yOeZuThcd B HEOOBIKHOBEHHO 3(deKkTuBHOU paboTe 3TON JIOTHUKH,
«BBIBOJAIIEN» W3 JJIUTEJBHOTO CJIOKHOTO Pa3BUTUA OYEHb IIPOCTYI0, MOYTHU
JIETCKYIO TleceHKy. B «MelicTep3uHrepax» «II€CHU» BCTPOEHBI B COBEPIIIEHHO MHOE
CMBICJIOBOE IIeJIoe: pa3Hble THIBI 0ApOB UTPAalOT pa3Hble POJIM B Pa3BepTHIBAHUU
KOMIIO3UITuU. PaccMaTpuBas ABUKEHHE OT OJHOTO 6apa K ApyroMmy, yoexxaaenibes
B TOM, UYTO JIOTUKA KaXKJOTO aKTa BBITEKAaeT W3 UX BHYTPEHHEU KaHPOBOU
nuddepeHIUau  BCTPOEHHBIX B Hero 6apoB W U3 «O00Ied wuien» ux
IpenoiHeceHUs. B mepBOM akTe 3TO pa3BUTHeE, Pa3BepThIBaHUE «KaPTUHBI» JKaHpa
1 €70 BO3MOXKHOCTEH, BO BTOPOM — KOHTPACT HECOIIOCTaBUMOT0, U TOJILKO B TPETHEM
UTOT, OOpeTeHHas «HOBas MECHb». B /mokiazie Oyzier Mmoka3aHo, KaK U3MEHWIOCH
KOMIO3UIIUOHHO-QYHKIIMOHAJIBHOE  MBIIJIEHHWE KOMIIO3UTOpPA CO  BpeMeH
«Tanrenzepa» U 4eM OHO BBIAEJAIOCHh HA (POHE JOCTUKEHUN COBPEMEHHUKOB.
B 3akioueHue OyZeT BBICKa3aHA THUIOTE3a O HOBOM CJIOE€  COJIep:KaHUA
POMaHTUYECKOW OMNepbl, TIJe WHAWUBUAYAJIbHBI NOPUHIUI  MYy3bIKAJIbHOU
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KOMIIO3UIIUN KaXX/J0TO IPOU3BEJEHUS HUrPAET POJIb CHUMBOJIA €ro IeJI0OCTHOTO
CoJ/Iep>KaHus U OJTHOBPEMEHHO IIPEJICTaBJIAET T€ €r0 CBOUCTBA, KOTOPbhIE TO3BOJISIOT
BOCIIPDUHUMATh U TIEPEKUBATh €ro Kak o0cCco0yi WHAUBUAYATU3UPOBAHHYIO
’KaHPOBYIO PA3HOBUHOCTb.

KaroueBsie cioBa: 6ap, nmecHs, Gopma, :KaHp, KOMIIO3UITUOHHBIA CHMBOJI

“And Put a New Song in My Mouth...”:
Bar in the Composition of Die Meistersinger von Niirnberg

The song form in a “symphonic” opera is usually endowed with a resultant
function. Using the example of the second Act of Tristan and Isolde, one can see the
extraordinarily effective work of this logic, which “deduces” a very simple, almost
childish song from a long complex development. In the Meistersingers, the “songs”
are embedded in a completely unlike semantic whole: different types of bars play
different roles in the unfolding of the composition. Looking at the movement from
one bar to another, you become convinced that the logic of each act follows from their
internal genre differentiation of the bars embedded in it and from the “general idea”
of their presentation. In the first act, this is the development, the unfolding of the
“picture” of the genre and its possibilities, in the second — the contrast of the
incomparable, and only in the third is the result, the acquired “new song”. The report
will show how the composer’s compositional and functional thinking has changed
since the days of Tannhauser and how it stood out against the background of the
achievements of his contemporaries. In conclusion, a hypothesis will be made about
a new layer of the content of romantic opera, where the individual principle of
musical composition of each work plays the role of a symbol of its integral content
and at the same time represents those of its properties that allow it to be perceived
and experienced as a special individualized variety of genre.

Keywords: bar, song, form, genre, compositional symbol
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CoBpeMeHHas MPAKTHKA COUYNHEHUA KaJleHI{UH
K KoHIlepTaM B. A. Monjapra /i/is1 BAJITOPHBI C OPKECTPOM:
COJIMCT B INAJIOTE C KOMIIO3UTOPOM

B noksazie ¢ HOBBIX O3UITUM paCCMaTPUBAIOTCA OCOOEHHOCTH 3aKII0UUTEIbHBIX
KaJIeHITUHA K TIeEPBBIM YacTsIM KOHIEPTOB B. A. Mormapra /ijisi BAJITOPHBI C OPKECTPOM
KV 447 u KV 495. B umeroineiicsi HaydHOU JIUTEPAType, KaK IIPABUIIO, 0OCYKIAIOTCS
KaJIeHIIUN KJIaCCUKO-DOMAHTHUYECKOU SIIOXU, HaIMMCaHHbIe MPo¢ecCHOHATBHBIMU
Komno3umopavmu (aBTOpaMHd KOHIIEPTOB WA  KOMIIO3UTOPAMU-COJIUCTAMU).
[TockosbKy MonapT He OCTaBWJI KaJIeHITMHM K CBOMM BaJITOPHOBBIM KOHIIEPTaM,
B HAaIlleM CJIydyae IPUHITUIHAIBHO WHBIM CTAHOBUTCA caM OOBEKT HCCIeOBaHUS,
a UMEHHO KOPITyC KaJleHIIUM, COUMHEHHBIX MPO(eCcCHOHATIBHBIMU 8A1MOPHUCAMU
XX—-XXI BeKOB.

CoBpeMeHHasi  TexHUMKA  3ByKO3amHcH, o0eclieuuBaloniasg  COXpaHEHUe
BoicTyIuieHNH Ha CD, DVD u ceTeBBIX pecypcax — C IPHUBJIEUYEHNEM PA3BETBJIEHHBIX
IIOMCKOBBIX KAHAJIOB — TIO3BOJIMIA COOpaTh KOJUIEKIIMIO, HACUUTHIBAIOIIYI0 Ha
CETOJTHANIHUY JileHb 89 3BYKOBBIX (aiIOB. ATO KaJIEHIINH, CO3ZJaHHbIE K KOHIlEpTaM
Morapta KpyIMHEHIITUMH MacTepaMM Pa3jIMYHbIX BaJTOPHOBBIX IIIKOJI, B HX UHCIIE
Banepuii Ilonex u Butanuii bysanosckuii, [lennuc bpeiin u I'epman bayman, Aseccruo
Asuterpunu u Panek Babopak. PaciiigpoBka 3amnviceii ¢ MaKCUMAaJIbHO TOUHBIM HOTHBIM
TPaHCKPUOHUPOBAaHUEM OOpA3IIOB Jaja BO3MOXKHOCTb ITPOU3BECTH MHOTOYPOBHEBBIN
aHaIN3 OOHAPYKEHHBIX KAJIEHIIMHA W Pa3rPaHUYUTh WX HE TOJIBKO II0 ITPUHITUILY
COOTHOIIIEHUS C OPUTMHAJIBHBIM TEMAaTHU3MOM KOHIEPTA, YTO Habsroaercsa B paboTax
E. u Il. bagypa-Ckoga, f.Toprana, O.IloHoMapeHKO ©  JpYyTUX AaBTOPOB.
IIpencraByieHHass B JIOKJIJle TUIIOJIOTHS KAJIEeHIIUM 3aTparuBaeT CTPYKTYPHO-
KOMITO3UIIMOHHBIA M KAHPOBO-CTUJIEBOM acHeKThl PabOThI COJIMCTA HAJl MaTEPHUAJIOM
KOMIIO3UTOpPA U TIOMOTAaeT BBIABUTh OajJlaHC MeEXAy «HUMIIPOBU3AIMOHHON»
1 «1rcbMeHHON» (E. ®oMeHKO0) coCTaBIIAIONIMME TBOPUYECKOTO Mpoliecca. JlaspHen as
CHCTEMATHU3aIusA AHAJIUTUYECKUX HaOJIO/IeHn B TIEPCIIEKTUBE HalleJieHa Ha
pa3paboTKy METOAUYECKHX PEeKOMEHAIM, KOTOPble MOTJIU Obl OBITh IOJIE3HBIMU
MOJIOZBIM MYy3bIKaHTaM IIPU COYMHEHWU COOCTBEHHBIX KaJIEHIIUH K BaJITOPHOBBIM
KoHIlepTaM Mornapra.

Kirouesslie cioBa: B. A. MonapTt, KOHIIEPTHI 11 BAJITOPHBI C OPKECTPOM,
3aKJIIOUUTeIbHAA KaJIeHIIUsA, COUNHeHne, aHaJIU3, TUIIOJIOTHUs, CTUIb

Contemporary Practice of Composing Cadences for W. A. Mozart’s Horn
Concertos with Orchestra: The Soloist in Dialogue with the Composer

The report examines from a new perspective the features of the final cadenzas
to the first movements of W. A. Mozart’s Concertos for French horn and orchestra
KV 447 and KV 495. In the available scientific literature, as a rule, cadenzas of the
classical-romantic era written by professional composers (concert authors or soloist
composers) are discussed. Since Mozart did not leave cadenzas for his French horn
concertos, in our case the object of research itself becomes fundamentally different,
namely, the corpus of cadenzas composed by professional French horn players of the
XX—XXI centuries. Modern sound recording technology, which ensures the
preservation of performances on CD, DVD and online resources — with the

133



S N

involvement of extensive search channels — has allowed us to assemble a collection
of 89 sound files at the moment. These are cadenzas created for Mozart’s concerts by
the greatest masters of various French horn schools, including Valery Polekh and
Vitaly Buyanovsky, Dennis Brain and Hermann Bauman, Alessio Allegrini and Radek
Baborak. Decoding the recordings with the most accurate musical transcription of
the samples made it possible to perform a multi-level analysis of the detected
cadences and distinguish them not only according to the principle of correlation with
the original thematicism of the concert, which is observed in the works of E. and P.
Badura-Skoda, Ya. Torgan, O. Ponomarenko, etc. authors. The typology of cadences
presented in the report touches on the structural-compositional and genre-stylistic
aspects of the soloist’s work on the composer’s material and helps to identify the
balance between the “improvisational” and “written” (E. Fomenko) components of
the creative process. Further systematization of analytical observations in the future
is aimed at developing methodological recommendations that could be useful to
young musicians when composing their own cadenzas for Mozart's French horn
concertos.

Keywords: V. A. Mozart, concertos for French horn and orchestra, final
cadence, composition, analysis, typology, style

Iosif G. RAISKIN
Editor-in-Chief of the Editorial
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Amurpuii IIlocTakoBUY — BJIACTUTEID TyM.
TaliHOIIMCH NN «TaHHada CBOOOIa» ?

A xoten ObI cka3aTh O JIOOUMOM KOMIO3UTOPE KaK 00 yuuTese HeCKOJIbKUX
MTOKOJIEHUY My3BbIKAHTOB 1 0OPa30BaHHBIX CIIyIIaTesIeH.

Berynmaio B MOJIEMHKY € yBaKaeMbIMU aBTOpPaMH C UX HW3BECTHBIMU
omnpezieJIeHUSAMU CKPBITOro cMblcia cuMdoHui [llocTrakoBrua Kak «TallHOIHCH».
[ITocTakoBUY TOBOPWJI MpaBAy B JIKIO, He mpuberas K TaWHOIKCH, KaK CKaKeM,
Muxaun Bynrakos ninu Hukonait 9pzamas. lllocTakoBUY 10J1b30BaJICA MYIIKUHCKON
(6JIOKOBCKOIT)  «TallHOM  cBOOOAOW», KoTOpas My3bike (B 0OCOOEHHOCTH,
WHCTPYMEHTAJIBHON) JIOCTyITHA B HaUBBICHIEN cTeneHH. Peyb 0 TIIyOMHHOM
noaTekcte cuMmdonuit lllocrakoBuya apryMeHTHUpPYETCA APKUMH MY3bIKQIbHBIMU
npuMepaMu  (BOpodyeM, XOpOIIO  3HAKOMBIMHM  YBa)KaeMOW  ayUTOpUU
koHbepennuu). Ilpoiizer Hemasno AecATWIETHN, TMpexae uYeM CcUMGOOHUU
[ITocTakoBMYa MOKHO OYAET UCIOJIHATH KaK «abCOJIOTHYIO MY3bIKY» (110 dayapay
FaHC/IMKY), WIN, TIOJIB3YACh TEDMUHOJIOTHEN 3allaIHOT0 MY3bIKO3HAHUSA, Kak only
text. lna psapga nokosieHudl coBpeMeHHUKoOB Jlmutpus IlloctakoBuya u ero
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OMMKANIINX «HACJIETHUKOB» My3bIKa KOMIIO3UTOpPA HEOTZeJIMMa OT BPEMEHU, €€
IIOPOZIUBIIIETO, OT BpEMEHHU B HEl HaBCeET/la 3arevyaTjaeHHOoro.

KaroueBbie ciaoBa: IllocrakoBuu, cumdponnu IllocrakoBmua, «TarHas
cBoboza»

Dmitri Shostakovich is the Ruler of Thoughts.
Cryptography or “Secret Freedom”?

I would like to speak about my favorite composer as a teacher of several
generations of musicians and educated listeners. I engage in a debate with esteemed
authors regarding their well-known definitions of the hidden meaning of
Shostakovich’s symphonies as “cipher.” Shostakovich spoke the truth openly, without
resorting to cipher, unlike, say, Mikhail Bulgakov or Nikolai Erdman. Shostakovich
utilized a Pushkin (or Blok) “secret freedom,” which is, in the highest degree,
available to music (especially instrumental music). The discourse on the profound
subtext of Shostakovich’s symphonies is supported by vivid musical examples (which,
of course, are well-known to the respected audience of the conference). It will take
decades before Shostakovich's symphonies can be performed as “absolute music”
(according to Eduard Hanslick), or, using Western musicology terminology, as only
text. For several generations of Shostakovich’s contemporaries and his closest
“heirs,” the composer’s music is inseparable from the time that birthed it, from the
time forever captured within it.

Keywords: Shostakovich, Shostakovich’s symphonies, “secret freedom”
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. . IIlocTakoBUY: XyJOKHUK U CMEPThH

D. D. Shostakovich: Artist and Death
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AbTEpHATHUBA «ONEPAKKINHO» B COBETCKOH KYJbType 1930-X — 1950-X
1 TBOpuYeckue crpareruu lllocrakosuua

The Alternative to “Opera&Cinema” in Soviet Culture of the 1930s —
1950s and Shostakovich’s Creative Strategies

POIITAHUAH Apus Arya ROSHANIAN
acnupanm Koaymbuiickozo Postgraduate Student,
yHusepcumema, Columbia University,
Huio-Hopx, CIIIA New-York, USA

=
BN\
My3bIka/IbHasA UPOHUA U IBYCMbICJIEHHOCTh
B My3bIKe K nnbece « Kiionm» ITlocrakoBuua

B myssike /[Imutpusda [llocrakoBuua K nbece Baagmmupa Maskosckoro «Kior»
Op.19 TeCHO B3aUMOJIEUCTBYIOT MYy3bIKIbHAsd MPOHUA, JBYCMbBICJIEHHOCTD
Y COIIUOIIOJINTUYECKUU KOHTEKCT, YTO YCUJIMBAET CATUPUYECKYI0 KPUTHUKY DPaHHETO
coBerckoro obmiectBa. Hecrabusnbhuble oTHomieHus IllocrakoBuua u MasikoBCKOTO
B IIEPUOJ], CO3/IAHUS IBECHI NMOOYK/IAI0T COIMIOCTABUTDH UX Xy/I0KECTBEHHBIE MOJXO/IBI,
B KOTOPBIX pacKpbiBaeTcsi o00Iass CKJIOHHOCTh K 3aBYaJIMPOBAHHOU KPUTHKE
COBETCKOI'0 pesKHMa.

[IpennaraemMplii aHaN3 H3y4yaeT My3bIKayibHBbIE puctpactus IllocrakoBuua,
B YaCTHOCTH, €r0 UCIOJIb30BaHUE I0MOPA, KOMEJUNHBIX 3JIEMEHTOB, CATUPHI, a TAKXKe
TO, KaK OH IIPpeTBOpseT 3allaJIHble U pycCKUe My3bIKaJIbHble CTWIN I
aKIIEHTUPOBAHUS HECOOTBETCTBUSA MEXAY N300pakeHreM HOBOTO PYCCKOTO YeJIOBEKA
(HPIIMaHa) B bece ¥ COBETCKUM ITposieTapcKum uzaeanoM. IllocrakoBud ObUT U3BECTEH
CBOEU CKJIOHHOCTBIO K JIByCMBICJIEHHOMY OCY:KAEHUIO. DTO HAXOAUT OTpakeHue B
HCIIOJIb3YEMBIX UM KOMIIO3UIITMOHHBIX METOAX U TEXHUKAX, B TOM UHCJIE B crienuduke
WHCTPYMEHTOBKU (HampuMep, B oOpallleHUU K HETPAIUIIMOHHBIM HHCTPYMEHTAaM,
TAaKUM KaK aKKOPZIEOH U (JIEKCATOH): Bce 3TO pabOTaeT Ha CO3/jaHNE HECOOTBETCTBUI
MeXJly n300pakeHreM OypiKya3HBIX YCTPEMJIEHUM B MbeCe U COBETCKUM HEAJIOM.
[IpumMeps! U3 MapTUTYPbI — TakKe KaKk « POKCTPOT» U «['ajion» — IEMOHCTPUPYIOT, KaK
[ITocTakoBUY MCHOJIB3YET PUTMUUECKYIO U MEJIOANYECKYI0 PACCOTJIACOBAHHOCTD JIJIS
CO3ZJaHUSA HMPOHWYECKOro mnozaTekcTa. CHHKONBI U JIMCCOHAHCHI JIOTOJIHUTEIBHO
cocOOCTBYET CO3J@HUIO0 TPEBOXKHOTO, HO KOMHYECKOTO 3(ddeKTa, a KOHTpPACTHbIE
MY3bIKQJIbHBIE CTUJIM B IEPBOM (XaOTUYHOM U KaKOOHUYHOM) U BTOPOM JIEUCTBUU
(VIIpOIllEeHHOM U TOHQJIBHOM), OTPaXKAalOT H3MeHAIUNCcA (OKYC MOhechbl MEXIY
JIeKa/IEHTCKUM MPOIUIBIM U YTOITMYECKUM OYyIIIM.

XoTa My3blKa U3HAYAJIBHO IPeJICTaBisdgeTcs KaK MpsAMoe OTpaKeHHe CBOero
BpeMeHU, 6oJiee TIIyOOKUI aHAIU3 BBIABJISAET CJIOM CKPBITON KPUTHUKU, 3aJI02KEHHOM
B Hell. O0masa ckioHHOCTh MasikoBckoro u IllocTakoBMua K MPOHUM U CATHUPE
MI03BOJINJIA BBIPA3UTH 3aBYyaJINPOBAHHOE O0eClleHUBAaHUE COBETCKOU CHCTEMBI.
B nccsenoBaHuM TakKe pacCMaTPUBAETCA UX COBMECTHBIM TBOPYECKHU IIPOIECC
B OIIOpe HA CYIIECTBYIOIIYI0 JIOKYMEHTAIlUI0, YTOObl M3YyUYUThb BJIUSAHUE
pesxuccepckoro BuieHusa BeeBosona MeliepxosbZia Ha KOMIIO3UTOPCKUE PellleHUs
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[MlocrakoBuua. B 3akiroueHnn aBTOp MNOKAa3bIBaeT, 4To B mapturype «Kioma»
OTPa3WIOCh COUYETAHUE XYy/I0’KECTBEHHON CBOOO/IBI U MTOJTUTUYECKUX OTPAaHUUYEHUH,
a TakXe JEeMOHCTPUDYIOTCA IIeHHble WJIen O TeXHUKAX, HUCIO0JIb3yeMbIX
XyAOKHUKAaMU, Pa0OTAIOIIUMU B YCJIOBUSAX PEIPECCUBHON CUCTEMBI.

KaioueBble cioBa: /Jlvurpuii IllocrakoBuu, Biagumup MasKoBCKUMH,
BceBoston Metiepxonba, « Kimom»

Musical Irony and Double Entendre in Shostakovich’s
Incidental Music to The Bedbug («Kjom»), Op. 19

Dmitri Shostakovich’s incidental music for Vladimir Mayakovsky’s play The
Bedbug («Kmom»), Op. 19, is marked by its interplay of musical irony, double
entendres, and socio-political context to enhance its satirical critique of early Soviet
society. Additionally, the context of Shostakovich’s and Mayakovsky’s unsteady
relationship during the play’s creation juxtaposes their artistic approaches with their
shared inclination towards veiled criticism of the Soviet regime.

The proposed analysis studies Shostakovich’s musical choices — specifically
reviewing his use of humor, comedic timing, and satirical musicality — and how he
leverages Western and Russian musical styles to highlight the incongruity between
the play’s portrayal of nouveau riche NEPman and the Soviet’s proletariat ideal.
Shostakovich had a known penchant for ambiguous disapproval. The core argument
is established via the composer’s compositional methods and techniques —
including unconventional instrumentation, such as the accordion and flexatone — to
create incongruities between the play's depiction of bourgeois aspirations and the
Soviet ideal. Examples from the score — such as the Foxtrot and Galop — show how
Shostakovich employed rhythmic and melodic incongruities to create a sense of
ironic distance. The use of syncopation and dissonances further contribute to the
music’s unsettling, yet comedic effect while also considering the contrasting musical
styles used in Act I (chaotic and cacophonous) and Act II (simplistic and tonal) to
reflect the play’s shifting focus between past decadence and a utopian future.

While the music is initially presented as a straightforward reflection of its
time, a deeper analysis reveals a layer of concealed criticism embedded within it.
Mayakovsky’s and Shostakovich’s shared proclivity for irony and satire allowed for
a subtle depreciation of the Soviet system. The study further investigates their
collaborative process, drawing upon extant documentation to explore the influence
of Vsevolod Meyerhold’s theatrical vision on Shostakovich’s compositional
decisions. Ultimately, The Bedbug’s incidental score serves as a compelling
examination of the complex negotiation of artistic freedom and political constraint,
offering valuable insights into the techniques employed by artists operating within
oppressive systems.

Keywords: Dmitry Shostakovich, Vladimir Mayakovsky, Vsevolod
Meyerhold, The Bedbug
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®deHomMeH (POHEMHOUM KOMIIO3UIIUY B XOPOBOU MY3bIKE TPEThen
yerBepTu XX BEeKa

denomen (GHOHEMHOU KOMITO3UIIMHU, TOSBUBIINUCSA B 3allaIHOEBPOIEUCKOM
XOPOBOU My3bIKE B TpeTbel yeTBepTU XX BeKa, He TOJIbKO ITOCTABIJI 10/l COMHEHHE €€
allPUOPHYIO CTPOGUUHOCTH, HO 1 BO MHOTOM M3MEHIJT TPAUITHOHHOE IPEJICTaBIEHIE
0 XOPOBOM COYMHEHUHM KakK 3»KaHpe, Oa3upymolieMcsi Ha cJjioBe. IlepBble OIIBITHI
B IIpOCTpPaHCTBe 3JIeKTPOHHBIX (Gesang der Jiinglinge K. IllTokxay3eHa) U KUBBIX
(Anagrama M. Karemss u Carré K. IllTokxay3eHa) BOKaJIbHO-UHCTPYMEHTAJIBHBIX
COYMHEHUH MPUBEJIM K BOCIPUATHIO HE3aBHUCHUMBIX OT Pa3BEPTHIBAHUSA KOHKPETHOT'O
CJIOBECHOTO psizia GOHEM KaK CAaMOCTOSITETbHBIX 3JIEMEHTOB KOMITIO3UITUH.

Ky/bMUHAITUOHHBIMHA ~ COYMHEHUSIMH B Pa3BUTUM HAed  (HOHEMHOMN
KOMIIO3UITUHA MOTYT OBITh IMPHU3HAHBI JIBa BOKAJIBHBIX omyca 1. Jluretn — Aventures
(1962) u Nouvelle aventures (1966) He TOJBKO 110 KOJTUYECTBY HCIIOJIb3yeMbIX (hOHEM,
HO U II0 YUCJIY JEeTEPMHUHUPYEMBIX UMU apTHUKY/AIUOHHBIX IpreMoB. Co BTOpOi
IIOJIOBUHBI 1960-X TOJIOB JI0 KOHIIA TPeThel YeTBePTH XX BeKa 3J1eMeHThl (DOHEMHOM
KOMIIO3HITUH ITPOHUKAIOT B TBOPUYECTBO IIEJIOTO psijia IpezacraBuTesielr Hopewmei
My3bIKU — OT b. Maziepnsl, JI. bepuo u fI. Kcenakuca 10 X. Xosuturepa u b. ®epHuxoy.

dakTryecky, GOHEMHAS KOMIIO3HUIIHS CBOUM ITOSIBJIEHUEM ITPOIEMOHCTPHUPOBAJIA
BBICOKHE DBOJIIOIMOHHBIE TIOTEHIIMM BOKAJIBHOW MYy3bIKH, 3aK/IIOYAIOIIHecs Kak
B OTKPBITHH HOBBIX (DAKTYPHBIX BUIOB U TEMOPOBBIX IIPHEMOB, TaK X B MTHOM OTHOITIEHUH
K Ipo0OyieMe BepOaJIbHOTO TEKCTa, M3 IPEIKOMIIO3UIIMOHHOIO 0asrca COYMHEHHS
IIPEBPATHBIIETOCS B IJIABHOTO COIO3HMKA KOMIIO3UTOPA B PACIIMPEHHH TeMOPOBBIX
PECYpPCOB COUYMHEHUS.

KiaroueBsble ciioBa: poHeMHas KOMIIO3UIUA, XOpoBasd My3bika, M. Karep,
K. Illtoxkxaysen, /1. Jluretn, b. MagepHna, JI. bepuo, f. Kcenakuc, X. Xosuturepa,
b. ®epauxoy

The Phenomenon of the Phoneme Composition in Choral Music of the
Third Quarter of the 20th Century

The phenomenon of phoneme composition was appeared in Western
European choral music in the third quarter of the 20th century and questioned it’s
a priori strophic. Also, phoneme composition changed the traditional idea of the
choral composition as a genre based on a word. The first experiments in the space of
electronic (Gesang der Jiinglinge by K. Stockhausen) and live (Anagrama by
M. Kagel and Carré by K. Stockhausen) vocal and instrumental compositions led to
the perception of phonemes independent of the deployment of a specific verbal row
as independent elements of the composition.

The culminating works in the development of the idea of phoneme
composition can be recognized as two vocal opuses of G. Ligeti — Aventures (1962)

138



S N

and Nouvelle aventures (1966) not only by the number of phonemes used, but also
by the number of articulatory techniques they determine. From the second half of the
1960s to the end of the third quarter of the 20th century, elements of a phoneme
composition penetrate the work of many composers — from B. Maderna, L. Berio and
J. Xenakis to H. Holliger and B. Ferneyhough.

In fact, the phoneme composition demonstrated by its appearance the high
evolutionary potencies of vocal music: both in the discovery of new textured species
and timbre techniques, and in a different attitude to the problem of verbal text, from
the pre-composition basis of the composition that turned into the main ally of the
composer in expanding the timbre resources of the composition.

Keywords: phoneme composition, choral music, M. Kagel, K. Stockhausen,
G. Ligeti, B. Maderna, L. Berio, J. Xenakis, H. Holliger, B. Ferneyhough
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Onepa A. bepra «BoIigiek»:
IICUXO0AHAIUTHYECKHUH PaKypC PacCCMOTPEHUA

Omepa A. Bepra «Borek» paccMaTpuBaeTcss B IICHXOaHATUTHYECKOM
paKypce, B COOTBETCTBUU C IMPOCTPAHCTBEHHON MOJIEIBIO IICHXUYECKOTO allapara,
IIpe/ICTaBJIeHHOMN MHCTAHIIUAMHU b6ecco3HaTeJIbHOTO, IIpeICO3HATEILHOTO
1 co3HaTeibHOTO. C OTHOUM CTOPOHBI, IPEAIIOCHIKON K MO00HOMY OCMBICTIEHUIO
CTAaHOBHUTCA MHOTOCJIOHHASA ceMaHTHueckas (akTypa JUOPETTO, B KOTOPOH SIBHO
IIPUCYTCTBYIOT JBa Pa3/IMUHBIX C TOYKU 3PEHUs COJIEpPKAHUA U (QOPMBI €ro
BBIDA)KEHUS IIACTA: apXaW4yeCKHl, BHEBPEMEHHOH, XaOTUYHBIH U Kak OyATo
JIOTUYECKU 0ecCBA3HBIA (momoOHbBIHI MHCTAaHIIUH 0ecco3HaTEeJILHOTO)
U «I[IOBEPXHOCTHBIN», «peabedHbIII», COOTHECEHHBIH € KOHKPETHBIM MECTOM
1 BpeMeHeM pa3BEPTHIBAHUSA CIOJKETA, ONPEEIEHHOTO IIPUUYNHHO-CIIEICTBEHHBIMU
cBs3siMU (MMOAO0OHBIM MHCTAHIIMK CO3HATEJILHOT0). C IPYrOd CTOPOHBI, CMBICJIOBEIE
IapauleJIi ¢ IPOCTPAHCTBEHHOW MOJIEJIbI0 MCUXUYECKOTO allllapaTa BbICTPAHBaET
XapakTep B3aWMOJIENCTBUSA STHX IJIACTOB, KOTOPBINM OCYIIECTBJISETCS, IMOJ00HO
JINAJIOTy CO3HAHUA W 0ecco3HaTeIbHOrO, IIOCPEICTBOM TaKMX MEXaHH3MOB, KakK
OTpHUIlaHUE, BHITECHEHUE, TPOEKITN U SKCTEPHATU3AIUA.

Hccnenyercss TyiyOMHHAsI, «IPEBHSSI» YacTh BepOAJIbHOIO TEKCTa, KOTOPYIO
dopmupyoT apxawyHble MOTHUBBI, OTCHUIAIOIIME K CKas3KkaM, pHUTyajiaM,
(pONBKJIOPHBIM TeKcTaM, OHMOJEHCKHM BETXO- U HOBO3aBETHBIM KCTOYHHKAM
(mpeskzie Bcero 3cxXaTOJIOTHUECKHMM W KHUTe EXkiecuacrta). AHaIU3 apxXxanmdecKuXx
MOTHBOB IO3BOJIMJI HE TOJIPKO YCTAHOBUTH MX TECHYIO B3aMOCBS3b, HO U BBIABUTH
JIBE TJIaBHbIE CeMaHTHYecKHe JJMHUU omepbl. OJlHA U3 HUX CBSA3aHA C PA3BUTUEM
BeTX03aBeTHOU TeMbl J[HA 'ocmogusd, Apyrad — ¢ MoTuBaMu KHUTU Exkiecuacra.
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[IpociexuBaeTcsi pa3BUTHE 3TUX JIMHUM, COOTHECEHHE C HePBOMCTOUYHUKOM
(mocTemeHHOE  CMBICJIOBOE  HCKa)KeHHWe, IapoAvupoBaHue) UX  (QYHKIUH.
[I[pUHIUNINAIBHO HOBBIM CTJIO PAacCMOTPEHHE apXamyecKoro Iulacra Kak
I1eJIOCTHOT'O TEKCTa.

Pa3BepThiBaHHE apXamyecKoro TIJIyOMHHOTO TIJIacTa IIPOCJIEKUBAETCA
B MY3bIKQJIbHOM TEKCTE€ HA Pa3JINUHBIX CMBICJIOBBIX U KOMIIO3UIIMOHHBIX YPOBHSX:
Ha YpOBHE MOTHBOB, TE€M, >KaHPOBOU ipaMaTypruu.

JlestaeTcs BBIBOJ, O TOM, UTO TJIyOMHHBIM apXandyecKui maacT TeKCeTa, 10100HO
Oecco3HaTeNIPHON YaCTH TICUXUKH, TIPECTABJIEHHBIN CHIPHIMU OeCcCBA3HBIMU
oOpazaMu, CTAaHOBUTCA HCTOYHUKOM OHEPTHU, CMBICJIOBBIX HMILYJIBCOB OIE€PHI
Borriek» 1 UTpaeTt KJI0UEBYIO POJIb B pa3BepPThIBAHUU (PalyIIbl.

KiaioueBble ciaoBa: omnepa «Borek», mncuxuueckuidl — ammapar,
Oecco3HaTeIbHOE, apXaNUeCKUH IJIACT, 5CXaTOJIOTHYECKasa cxeMa

A. Berg’s Opera Wozzeck:
a Psychoanalytical Angle of Consideration

Berg’s opera Wozzeck is viewed from a psychoanalytical perspective, in
accordance with a spatial model of the mental apparatus represented by the instances
of the unconscious, preconscious and conscious. On the one hand, the prerequisite
for such an understanding is the multi-layered semantic texture of the libretto, in
which two different layers of content and form of expression are clearly present:
archaic, timeless, chaotic and seemingly logically incoherent (similar to the
unconscious) and “surface”, “relief”, correlated with the specific place and time of the
plot's unfolding, defined by cause-and-effect connections (similar to the conscious).
On the other hand, semantic parallels with the spatial model of the psychic apparatus
are built by the nature of interaction between these layers, which is carried out, like
the dialogue between consciousness and unconsciousness, through such mechanisms
as negation, displacement, projection and externalisation.

The deep, “ancient” part of the verbal text is studied; it is formed by archaic
motifs that refer to fairy tales, rituals, folklore texts, and biblical Old and New
Testament sources (primarily eschatological and the Book of Ecclesiastes). Analyses
of archaic motifs allowed not only to establish their close interrelation, but also to
identify two main semantic lines of the opera. One of them is connected with the
development of the Old Testament theme of the Day of the Lord, the other with the
motifs of the Book of Ecclesiastes. We trace the development of these lines, their
correlation with the source material (gradual semantic distortion and parody) and
their functions. The consideration of the archaic stratum as an integral text is a
fundamentally new one.

The unfolding of the archaic deep layer is traced in the musical text at various
semantic and compositional levels: at the level of motifs, themes, genre dramaturgy.

It is concluded that the deep archaic layer of the text, like the unconscious part
of the psyche represented by raw incoherent images, is the source of energy and
semantic impulses of the opera Wozzeck and plays a key role in the unfolding of the
plot.
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Keywords: opera Wozzeck, psychic apparatus, unconscious, archaic stratum,
eschatological scheme
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PackoJ. I1ars akToB 0 «XoBaHIuHe» (2023)

Jloknan Oyxer mnoceBsmeH «Packoiay» — KOMIIO3WIIMU JJIsI  OOJIBIIIOTO
a"HcamOJ1s1, HallFCAaHHOU 110 3aka3y ¢oHza V-A-C 1 UCIOJIHEHHOU B JleKabpe 2023
rojga B OJHOM M3 KOHIIEPTOB IIpOrpaMMbl «PeMOHT crapbhix KopabOsei» [loma
kyapTypbl ['DC-2. Kak BuaHO u3 HasBaHusA, «Packos» BCTYIaeT B CMBICJIOBOU
Y My3bIKQJIbHBIN JAuasor ¢ omepoil Mycoprckoro. PazjiudHble acleKTbl 3TOTO
nuasora 6yayT pacCMOTPEHBI B CTPYKTYPHOM UM KOHTEKCTHOM aHaJIU3e HapTUTYPhI
Y BU/I€03allNCU IPEMbeEPHI.

KiroueBsble ciioBa: AuToH CBeT/IMUHBIN, «Packosi», Mycoprckuit
Divide. Five Acts about Khovanshchina (2023)

The presentation will be devoted to Divide, a composition for a large ensemble,
commissioned by V-A-C Foundation and performed in December 2023 in one of the
concerts of the Refitting Old Ships program of the GES-2 House of Culture. As the
title suggests, Divide enters into a musical and semantic dialogue with Mussorgsky’s
opera. Various aspects of this dialogue will be considered in a structural and
contextual analysis of the score and video recording of the premiere.

Keywords: Anton Svetlichny, Divide, Mussorgsky
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Cnekrakib «CBasieOKka»: B3aNMOJAEHCTBHE YEJI0BEUYECKOro
M MeXaHu4YeCcKkoro B my3bike ropsa CrpaBunckoro 1 HukoJsiaa ITomosa

B 2024 romy mockoBckuii Teatrp «HoBas Omepa» mpeicTaBUJI MPEMbEPY
«CBaziebku» HUropss CrpaBuHckoro. [lomnojiHeHHMEM K HUCTOPUYECKON HapTUTYype
crasu HoBble 1Iposior u dnuor asropcrBa komno3uropa Hukosada Ilonosa. Takasn
CTPYKTypa CHEKTakJis IOABWIACh H3-3a BBEJEHUA BTOPOrO CIOXKeTa: B IIapy
cBaziebHOMYy 00psay xopeorpad IlaBesn I'styxoB BeiOpas apamy «I'po3a» AsiekcaHjipa
OcTpoBcKoOro.

«CBaziebka» ABUIACh PYOEKHBIM IMPOU3BEIEHUEM U B TBOPUYECTBE CAMOTO
CTpaBMHCKOIO, U CpeZl CO3JaHHBIX UM HNapTUTYp A «Pycckux ce3oHoB» Cepresd
HaruneBa. KoMmmo3uTop 371ech BBIIIEN 32 IMPeAesbl 0JIETHOTO KaHpa U 0003HAUMIT
COUMHEHUE KaK «pyccKue xopeorpaduyecKkue CIeHbl C MY3bIKOH U TEeHHeM».
B «XpoHuke Moei :KU3HU» OH TaK:Ke YKAa3bIBAET, UTO HHCTPYMEHTAJIUCTHI JOJIKHBI
pacriosaraTbCs Ha CIieHe BMECTe ¢ MeBIIAMU U TAHI[OBIIMKAMU. DTa uzesd He ObLia
peasin30BaHa HAa IPeMbepe, HO HalllJIa CBOE BOILIOIIEHYE B COBDEMEHHOM CIIEKTaKJIIE.
Bce yuacTHuKH, a Tak»Ke BOKAJbHBIA HApOAHBIN aHcaMmOsb B Ilposore u dnuiore
pa3MelanTesd B Pa3HbIX 30HAaX CIIeHBI U J]Ja’Ke BBIXOJAT 3a ee Npezenbl. Paciinpenue
CIIEHMYECKOT'0 IIPOCTPAHCTBA MPOABJISAETCA U B My3bIKJIbHOM pelieHuu y [lomosa:
rojoca W WHCTPYMEHTHl YCWJIEHBbl, U UX 3BYUYaHUA BMECTE C 3JIEKTPOHUKOU
1 00paboTKaMH B PpeXHMe PpPeaJbHOTO BpPEMEHH TPaHCIUPYIOTCA dUepes
MHOTOKaHAJIbHYIO ayZJUOCUCTEMY.

CortacHo 3ambicity CTpaBUHCKOTO, posisii B «CBajzieOKe» JTOJIKHBI ObLTH OBITH
3aMeHeHbl Ha MeXaHWYecKue MUAaHWHO U (UCTapMOHUIO, Yero He IMOJIyYUJIOCH
peasin30BaTh Ha IpeMbepe M3-3a CJIOKHOCTEN B UX CUHXPOHU3AIMU. B criektaksie
«HoBou1 Omepbl» dopTenraHHble IMAPTUU HCIOJHAKTCA HAa [AUCKIABUpaXx —
COBPEMEHHBIX aHAJOraX MEeXaHWYeCKUX WHCTPYMEHTOB, HO YIIPaBjsgeMbIX
C IIOMOII[bI0 KOMIIBIOTEPA.

HoBble TeXHOJIOTUM TO3BOJIAIOT HE TOJBKO B3IVIAHYTh Ha IapTUTYPY
CTOJIETHEH JIaBHOCTU C HEOKHUJAHHOTO pakKypca, HO U TIJIyOxKe IOrpy3UThCA
B TBOpYecKuil Mup CTpaBUHCKOTO. B « My3bIKQIBHON MO3THKE» OH yZEeJIseT 0co0oe
BHUMaHUE WCIOJHEHUSAM U WHTEPIpeTalusAM, U Ha IpUMepe ero paboThl
Cc MMaHOJaMU MOXKHO 3aMeTUThb, KaK HMMEHHO BOIUIOLIAIOTCA HUJAEU O TOYHOM
CJIeJOBAHUM HOTHOMY TEKCTy, W Kakas JoJid CBOOOJIbl TpEAIOoJiaraeTcs s
MYy3BIKAHTOB. TeXHOJOTUYecKue pelleHUs B CIeKTakKJle CTaBAT HeCTaH/JAApPTHBIE
3aJlauMl Tepej] UCHOJTHUTEISIMH, KOTOpPble JOJIKHBI BCTPpAWBAThCs B aHcaMOJib
C MEXaHU3UPOBAHHBIMU 0OBEKTAMHU.

KomroueBsbie ciroBa: rops CtpaBuHckuil, Hukostaii IToros, muanosa, 6aser,
WHTEPIIPETANU, 3JIEKTPOAKYCTHUKA

Les Noces: The Interplay of the Human
and the Mechanical in the Music of Igor Stravinsky and Nikolai Popov

In 2024, Moscow’s Novaya Opera Theatre staged the premiere of Igor

Stravinsky’s Les Noces. The historical score was supplemented by a new prologue and
epilogue by composer Nikolai Popov. This structure of the spectacle was created by
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the introduction of a second plot: The choreographer Pavel Glukhov chose the drama
Groza’ by Alexander Ostrovsky to be combined with the wedding ceremony.

Les Noces was a landmark piece both in Stravinsky’s own compositions and in
the scores he created for Sergei Diaghilev’s Russian Seasons. Here the composer went
beyond the ballet genre, describing the work as “Russian choreographic scenes with
music and singing”. In the Chronicle of My Life, he also states that instrumentalists
should be placed on stage with the singers and dancers. This idea was not realized at
the premiere, but has found its fulfilment in today’s production. All the participants,
as well as the vocal folk ensemble in the prologue and epilogue, are placed in different
parts of the stage and even beyond it. The expansion of the stage space is also
reflected in Popov's musical solution: voices and instruments are amplified and their
sounds, along with electronics and real-time processing, are transmitted through
a multi-channel audio system.

According to Stravinsky’s concept, the pianos in Les Noces should have been
replaced by mechanical pianos and harmoniums, but this was not possible at the
premiere due to difficulties in synchronization. In the Novaya Opera production, the
piano parts are played on disklaviers — modern analogues of mechanical
instruments, but controlled by a computer.

The new technology not only offers an unexpected perspective on a score from
a century ago, but also a deeper insight into Stravinsky’s artistic world. In Musical
Poetics, he focuses on performance and interpretation, and his work with the
pianolas is an example of how ideas about following the musical text closely are
realized and how much freedom is left to the musicians. Technological solutions pose
unconventional challenges to the performers, who must integrate themselves into the
ensemble with mechanized objects.

Keywords: Igor Stravinsky, Nikolai Popov, piano, ballet, interpretation,
electroacoustics
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HNBan I'posnbii mociae IIporkodneBa: ncropust u mu@ B 6asiere
I'puropoBunua—Yynaku u onepe CJIOHUMCKOIO

Kunopunem «HMBan I'posnbiii» JiizeHiTeliHa—IIpokodbeBa — OHO U3
KYJIbTOBBIX Xy/I03K€CTBEHHO-MY3bIKaJIbHBIX ITPOU3BeIeHN XX BeKa 0 pyCCKOM Iape.
Pexxuiccep © KOMHO3UTOP IIPEACTABUIN MHOTOTPAHHBIA TOPTPET IPABUTENS
Y IPOTHUBOPEUYUBBI 00Opa3 uesioBeka. JTa paboTa HW3HAYAJIBHO CO3/IaBAjiach Ha
3aKa3, HO He ObLIa IIOJIHOCTBIO 3aBepllleHAa U IO/Beprjach IeH3ype. ABTOpPBHI
CJIEYIONIUX TIOKOJIEHUH CJIOBHO CTPEMUJIUCH «JOTOBOPUTh» 3a IIpokodnena
U DU3eHIIITelHa, pacKpbiBasg JIMYHOCTh ['PO3HOr0, UbHU ICUXOJIOTUUYECKU
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HEYCTOMYMBBIE COCTOSTHUSA U MPUBBIUKU (MHUTEJIBHOCTD, UCTOBAS PETUTHO3HOCTD,
caMOOIIpaB/IaHNe, OPTHACTUYECKHEe MacKapaJaHble MUPhl ¢ OMPUYHUKAMU) BJIUSIIIH
Ha IIpUHUMAaeMble pelleHusl.

B ocHoBy 6astera I'puropoBuua u Uynaku «BaH ['po3HbIi» (1975) mooxKeHa
my3bika IIpokodreBa kK (GuiabMy, OJHAKO HOBass KOMIIO3UIMA U CIlEHHUUYECKOE
3By4aHHWe IIOTPeOOBAJIM OT aBTOPOB OPUTHHAIBHBIX pEIIeHUM, B TOM UYHCIIE
00aBJIeHNs B MAapTUTYPY GparMeHToOB U3 Apyrux counnenuil [Ipokodrepa. baner
CTaJI He IIPOCTO MePeIoKeHNEM KHUHOMY3bIKH, 8 CAMOCTOATEIbHBIM IPOU3BE/IEHUEM.
B wucciienoBaTesibCKOM JIUTEpaType MYy3bIKAIBHOM YacTh OajieTa He Y/IeJIsyIoCh
JIOJDKHOTO BHUMaHUA. B x071e aHanu3a JiesaeTcs: BbIBOJI, UTO BBEJeHUE MY3bIKU U3
KaHTaThl «AsiekcaHap HeBckuii» CBS3aHO ¢ paciiupeHueM obpasza IMepBOU JKEHbI
I'po3Horo Anacracuu.

®uwipM u OasieT BBICTYNAKOT HE3asABJIEHHBIMH HCTOYHUKAMU OIEPHI
Cnonumckoro «Bunenuss HMoanna I'po3Horo» (1995). Omepy MOKHO Ha3BaTh
«TpeTbell cepuell KUHOGWIbMAa», TaK Kak IO CIeHapuio JU3eHINTeHa B HeU
JIOJKeH ObLT OBITh ITOKa3aH 3IMM307] mokopeHUs Hosropopaa. Pazopenme ropoja
1 Ka3HU HOBrOpOJIleB — KyJIbMUHaIUsA omnepbl CiioHUMcKoro. Kak u B 6asere (r7e
MOSABJISAIOTCSA CHUMBoOJIMYeckue Gurypbl JIMKoB cMepTd U BecTHUKOB I10O06ezbI),
B Ollepe IIOMHMO WCTOPUYECKOW JIMHUU BaXXHYI0 COCTABJIAIONIYI0 UIPAET
MHCTUYECKasd CTOpPOHA U 3CXaTOJIOTUYecKHWe MOTHUBBI. JlelicTBUe HauyWMHAEeTCs
c 3aBemanus I'po3HOrO, BCe COOBITHS €ro KU3HU, MpeJCTaBJIeHHble Ha CIleHe, —
BOCIIOMUHAHUSA-BU/IEHUA. B omepe BcTpeuaroTcs 50U30/1bl, TOBTOPAOIINE GUIbM
(muppl w MogUTBBl lMoaHHA ¢ ONPHUYHHKAMU), B MPEMbEPHON IIOCTAaHOBKE
00HAPYKUBAIOTCA IMEPEKIUUKH ¢ OaseToM (I10COX, TPOH, MacKapajiHasi JUYHNHA — He
IIPOCTO MIPeIMEThI BpeMeHH I pO3HOT0, 8 CHMBOJIBI €70 BHYTPEHHUX COCTOSTHUM ). OTU
KOMIIO3UIITUOHHBIE U JpaMaTypruyecKkue peIleHus CTAaHOBATCA HE CTOJIBKO
BHEIITHUM IIOJIpa’kaHUEeM, CKOJIbKO MHPOJIOJKEHHEM TPAAUIINU, YTO OTPaskKaeTcs
1 B My3bIKAJIbHOM ILJIaHE (HMCIIOJIb30BaHMUE (POJTBKIOPHBIX MEJIOAUN M IePKOBHBIX
IIECHOTIEHU !, TEMaTU3M IJIaBHOT'O T€POST).

KaioueBble cioBa: MBan [I'posubiii, IIpokodseB, I'puroposud,
CnoHumcKui, 6aseT, [paMaTyprus onepbl

Ivan the Terrible after Prokofiev: History and Myth
in the Ballet by Grigorovich and Chulaki, and The Opera by Slonimsky

The film Ivan the Terrible by Eisenstein and Prokofiev is one of the iconic
artistic and musical works of the 20! century about this historical figure. The director
and composer presented a multifaceted portrait of the ruler and a contradictory
image of a man. This work was originally created to order, but was not fully completed
and was censored. The authors of the following generations seemed to be trying to
“finish the conversation” for Prokofiev and Eisenstein, revealing the personality of
Ivan the Terrible, whose psychologically unstable states and habits (suspiciousness,
devout religiosity, self-justification, orgiastic masquerade feasts with the oprichniks)
influenced the decisions made.

Ballet Ivan the Terrible (1975) by Grigorovich and Chulaki is based on
Prokofiev’s music for the film, but the new composition and stage sound required
original solutions from the authors, including adding fragments from other works by
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Prokofiev to the score. The ballet was not just an arrangement of film music, but an
independent work. In the research literature, the musical part of the ballet has not
been given due attention. The analysis concludes that the introduction of music from
the cantata Alexander Nevsky is associated with the expansion of the image of Ivan
the Terrible’s first wife, Anastasia.

The film and ballet act as undeclared sources of the opera Visions of Ivan the
Terrible by Slonimsky (1995). The opera can be called the “third part of the film,”
since according to Eisenstein’s script it was supposed to show an episode of the
conquest of Novgorod. The destruction of the city and the execution of Novgorodians
is the culmination of Slonimsky’s opera. As in the ballet (where the symbolic figures
of the Faces of Death and the Messengers of Victory appear), in the opera, in addition
to the historical line, the mystical side and eschatological motifs play an important
role. The action begins with Ivan the Terrible’s will, all the events of his life presented
on stage are memories-visions. The opera contains episodes that repeat the film
(feasts and prayers of Ivan with the oprichniks), in the premiere production there are
echoes of the ballet (the staff, the throne, the masquerade mask are not just objects
of Ivan the Terrible’s time, but symbols of his internal states) these compositional
and dramatic decisions are not so much an external imitation, but a continuation of
tradition, which is also reflected in the musical plan (the use of folk melodies and
church chants, the thematic nature of the main character).

Keywords: Ivan the Terrible, S. Prokofiev, Yu. Grigorovich, S. Slonimsky,
ballet, opera dramaturgy
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. 1. IITlocrakoBu4. IIpeatoagusa As-dur N2 17 op. 34:
OIIBIT OOPa3HOU UHTEPIPETAITNH

doprenuannoe TBOpYecTBO IllocrakoBnya He Tak OOIIUPHO, Kak
cuMbOoHUYECKOe, KaMepHOe U orepHoe. TeMm He MeHee, 3/1eCh CO BCEH IOJIHOTOMN
MPOABUWJICA YHUKAJIBHBIM CTWIb KoMIlo3uTtopa. [laxke HeGosbias dhoprenuaHHas
MUHUATIOPA MOET CKa3aTh O MHOTOM.

I moppobHOro pacecMorpenus uzbpana IIpenromus As-dur NO 17 op. 34.
Ilenp aHaIM3a — BBIABJIEHUE XY 0KECTBEHHOTO 00pasa mpousBeaeHus. [Ibeca moy
HazBaHueM «llpentogusi», He uUMeIas KOHKPETHOTO 3arjiaBus, JOIyCKAeT
IIMPOKYI0 MHTEpPIpeTanuio oOpa3Horo cojaep:kanusd. [IoHATHE «HUHTepIIpETAIUs»
IIpelyCMAaTPUBAET JIMYHOCTHBIA, WHAUBUAYAJIBHBIA TIIOJX0] K PaCCMOTPEHUIO
Y MCTOJIKOBAHUIO 00Pa3HOM chepHI MHECHI.

Xy/moKecTBEHHBIH 00pa3 My3BIKAIBHOTO TMPOU3BEAEHUSA — CYOBEKTHBHBIN
dbeHOMEeH, TPOAYKT MBICIUTETLHOU W JIYXOBHOU JEATESHHOCTH KOMIIO3UTOPA,
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oToOpakaoIii B HeoOblUallHO eMKOH ¢opMme 0000IeHHOe OTpa)keHue
JIeICTBUTEIBHOCTH. BMecTe ¢ Tem, B 3ByKOBOU (popMe Iepe/laloTcs BHYTpeHHHE
NepeKUBaHUsA, YyBCTBA U SMOIUM aBTOpa. [locTukeHUe Xy/0:KeCTBEHHOTO o0pasa
onypaeTcd Ha COJepKaTeJbHYl0 U  CMBICJIOBYID) OCHOBY  MY3BIKQJIBHOTO
npousBesieHus. [loJIOTHO My3bIKaJdbHOW TkKaHu IIpemtogum NQ 17 As-dur
HeOoObIYaiHO OABUKHO, BEIPA3UTEIFHO, OTPA’KaeT TOHUYAMIIINE OTTEHKH JIBUKEH U
MBICJIM, Pa3BUTHA YYBCTBEHHO-3MOIIMOHAJIBHOTO IOBECTBOBAHUA KOMIIO3UTOPA.
CpenctBa BBIPA3UTEIBHOCTH HEOOBIUAWHO CKPOMHBI, HUX HCKYCHOE COYeTaHUe
MIO3BOJIAET KOMIIO3UTOPY JOCTAaTOYHO SAPKO BBICTPOUTh JIOTUKY U OOJIHUK
My3BbIKAJIbHON KOMIIO3UIIUU. BhIfABIIEHNE 00pa3HOTO COJiep:KaHUs Mbechl TpebyeT
CKPYIIYJIE3HOI'O aHAJIN3a KaXKJI0T'0 IIapaMeTpa My3bIKaJIbHOU TKAHU B OT/AEJIbHOCTH
Y B PA3JINUHBIX KOMOUHAIUAX COBMECTHOTO JeUCTBUS.

B ocBoeHUU MeTOZia MHTEPIIPETAIUU XY[O0KECTBEHHOTO oOpas3a HyKJaeTcs
KQKAbIM My3BbIKAHT, IIPU3BAaHHBI y4yacTBOBATb B IIpPOIlecCe BOCCO3JAHUA
MY3bIKQJIPHOTO TNPOU3BeZleHus (HCIIOJIHUTENb, HCCJIeIoBaTeNb). TOJBKO IOJIHOE
IIPOHUKHOBEHUE B COJIEP’KATEJIbHBIN M 00pPa3HBIN CTPOU MY3BIKAJIBHOTO IIefieBpa
MOXKET NMPUOIU3BUTHh K XYJ0KECTBEHHOMY 3aMBbICIy KOMIIO3UTOpa. A 3TO U €CTh
IJIaBHaA IeJIb MY3bIKaHTA, IIPUKACAIOIIErocs K YHUKAJIbHOMY TBOPEHHUIO BEJIUKOTO
Macrepa.

KiroueBble cioBa: oprenraHHas MUHHATIOPA, XYy/0XKECTBEHHBIU oOpa3
My3BbIKAJIbHOTO IIPOU3BEJIEHUsI, ONBIT O0Opa3HOUW WHTEepIpeTaruu, aHaJIu3
My3bIKQJIBHOTO TEKCTA, MapaMeTPhl MYy3bIKAJIbHON TKAHU, CPEACTBA MY3bIKaJIbHOU
BBIPA3UTETLHOCTH, IIPOIIECC MIOCTHKEHUSI Xy/I0?KECTBEHHOTO 0Opa3a B My3bIKe

Dmitri Shostakovich. Prelude As-dur No. 17 op. 34:
Experience of the Figurative Interpretation

Shostakovich’s piano works are not as extensive as his symphonic, chamber
and operatic works. Nevertheless, the composer’s unique style is fully manifested
here. Even a small piano miniature can say a lot.

Prelude A-dur No. 17 op. 34 was chosen for detailed consideration. The
purpose of the consideration is to identify the artistic image of the work. The piece
called Prelude, which does not have a specific title, allows for a broad interpretation
of the figurative content. The concept of “interpretation” provides for a personal,
individual approach to the consideration and interpretation of the figurative sphere
of the play.

The artistic image of a musical work is a subjective phenomenon, a product of
the composer’s mental and spiritual activity, reflecting a generalized reflection of
reality in an unusually capacious form. At the same time, the author’s inner
experiences, feelings and emotions are conveyed in sound form. The comprehension
of the artistic image is based on the substantive and semantic basis of a musical work.
The canvas of the musical fabric of Prelude No. 17 A-dur is unusually mobile,
expressive, reflecting the subtlest shades of the movement of thought, the
development of the composer’s sensual and emotional narration. The means of
expression are unusually modest, their skillful combination allows the composer to
quite vividly build the logic and appearance of the musical composition. Revealing
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the figurative content of the piece requires a scrupulous analysis of each parameter
of the musical fabric separately and in various combinations of joint action.

Every musician called to participate in the process of recreating a musical work
(performer, researcher) needs to master the method of interpreting the artistic
image. Only complete penetration into the substantive and figurative structure of
a musical masterpiece can bring you closer to the composer’s artistic intent. And this
is the main goal of musician touching the unique creation of the great master.

Keywords: Piano miniature, artistic image of a musical work, experience of
the figurative interpretation, analysis of the musical text, parameters of the musical
fabric, means of musical expression, process of understanding the artistic image in
music
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doprenuanHbie coHaThl IITHUTKE:
TPAaHU MYy3bIKAJIbHOI'O 1 BHEMY3bIKAJIbHOTO

d®oprenuanuble coHaThl A. [[lHUTKe mpeacTaBaAlOT cobOUW  IIporiece
pa3BepThIBAaHUA, BCAKHH Pa3 BBICTPAMBAMOIIHMICA U3 KOMOHHAIIUM XapaKTEePHBIX
«CIOJKETHBIX» 3BEHBEB: CBOOOJHO pa3BUBAIOMIENCSA OJIHOTOJIOCHOM MOHOJUH
MeJIUTAaTUBHOTO CKJIaJia, KOJIOKOJIBHOrO 0aca, Xopasia, KJIAaCTEPHBIX Ilaccarkei,
aJUTIO3UH, JKAHPOBBIX DJIEMEHTOB.

Tuxuil MOHOJIOT M CO3epIlaTeJIbHbIN XOpaJl B HU3KOM PETHUCTPE — OCHOBHBIE
«mmepcoHaxku» IlepBoil coHaThl. PyHKIUS Xopajla — HEHW3MEHHO yTellaromas,
rapMoHu3yiomas, 6aroctHas. [Ipu 5ToM BCAKHUEH pa3 OH CTPOUTCS 3aHOBO, CJIOBHO
OTKJIMKAsChb Ha IMPOUCXOMAAIHNE COOBITUA; K HEMY IIPOKJIAJIBIBAETCA IIyTh IIPU
ITOMOIIIM ITOCTEIIEHHOTO HapaIlllUBaHUA XOPATIbHBIX 3JIEMEHTOB. SHAUUTEIBbHYIO POJIb
B DTOM HIPaeT KOJIOKOJIbHBIH 0ac ¢ ero peaKuMH, I'YJIKHMH, MHOTO3HAUHTEIHLHO
TSDKEJIBIMHM  «IIIaTaMU», BBIZIEJIEHHBI B CaMOCTOSITENIbHYIO JiMHHIO. B IlepBoii
u Tperbeli coHarax HaOJOAaeTcsi cxoAHas KoHIenius. IIpocrass MOBTOPHOCTH
MOKET BBITJISIZIETh OCOOBIM ITPHEMOM, IIPUBJIEKAs BHUMAaHHE KAXKIOU «METOUbIO»
(HampuMep, MeJIbYarIled BADUAHTHOU N3MEHUYHNBOCTHIO IOBTOPAMOIINXCS ppas).

VHO# coziep KaTeJIbHBIN IIACT IPECTABJISET CONPsKEHHE MeIUTATHBHOTO
1 DKCIIPECCUBHOTO HauaJl, IPKO BhIpakKeHHOe B (OpTelHaHHBbIX coHaTax IIIHuTKe.
Octphle nepenajibl 3By4YHOCTH — OT 3aTa€HHOTO /10 OIVIYIIUTEIbHO-3KCTATHYHOIO —
CO3/IAIOT TAKOHM IICHMXOJIOTHYECKUH (OH, NHPHU KOTOPOM HenpeodckKasyemocms
cmaHosumca Hopmoil. Tak Bomnomaercs ¢uiocodekas koHuennus Ilepesoil
COHAThI: HHYTO He OKOHYATEeJIbHO, MO0 BO BCAKOW CYITHOCTH TAaHTCSA
IIPOTHBOIOJIOXKHBIM IIOJIFOC. XOpasl OKa3bIBAeTCA He IIOCJIEAHHM HPHOEKHIIEM
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Iyl U co3HaHusA. [loaToMy coHaTa 3aBepIiaeTcs peuyruTaTuBOM, CJIOBHO HAauMHAA
HOBBIU ITUKJI IOMCKOB U (PMI0COGCKOTO OCMBICTIEHUSA ITPOIILJIOTO.

HeropomsinBoe pa3BepThiBaHHE MY3bIKAJIBHOTO MaTepuajia, 4peBaToe
B3PBIBOM HOBOU SHEPTUU, IPUCYTCTBYET BO BCEX M€e/IJIEHHBIX YACTAX (DOPTENMUAHHBIX
conat IlTautke. B TpeTbeil coHaTe M0:XHO ToBOpUTH O mapHoctu I u III wacreit
(Lento), xotopwle ciayxkaT obpaslmaMyd MeAUTAaTUBHOU WHTOHAIMOHHOCTH. Kak
u IlepByto, TpeTpl0 COHATy OTKPBIBaeT PEUYUTATUB B HU3KOM perucrpe. Jluanazon
JIMTHAMUKH TIPOCTHUPAETCS OT COCTOSHUSA IIOKOs J0 MaKCUMAaJIbHO JUHAMHYECKOU
TOYKU HaOpsPKeHWs, BCAKUN pa3 BO3Bpalllalolleiicd BHOBb IIOCJIE CIIQJia.
KoMmo3uTop seTrasbHO pacKpblBaeT HEeIMHAMUYHBIA MPOIECC Pa3BepThIBAHUS,
JIMIIIEHHBIH cOoOBbITUIHOCTH, (abyJbHOCTH H 0O0JIAAAIOIMIUE  MOHOTOHHOCTBIO,
paccpeloTOYEHHOCThIO, HelleJeyCTPEMJIEHHOCThIO pa3BepThiBaHUA. OJIHAKO YaCTO
MeIUTaTUBHO-CO3€PIaTeIbHOE U OKCIPECCUBHO-3KCTATUYHOE Hayaysia THUOKO
nepexofAT JApPyr B JIpyra, BOIUIOIIAd  IICUXOJIOTUYECKH  HaIpsKeHHbIe
Y MHOTOIUIAHOBBIE CMBICJIBI, COYETAIOIIME BHEIIHIOI0 CTAaTUKy C TIJIyOMHHOU
JAuHaMukou. Tuxue 3BYYHOCTH, BHE3AIIHO B3PBIBAIOIIHECA PE3KHMH KacKaJlaMu
KJIACTEPOB WU PENeTHUIIMOHHBIMHU, BIUIOTH JO KOHBYJIbCHUBHBIX, IOBTOPAMH TOHA
IIOYTHU BCETJa COIIyTCTBYIOT JIPYT ZIPYTY, BOIUIOIIASA MOJIAPHBbIE MUPbI, XapaKTepPHbIE
JUIA MUPOOIIYIIEHUsA XyZOoKHHKAa XX BeKa. IJTO MOPOSBUJIOCh B TBOPYECTBE
. lllocrakoBuua, A.Tep-Tepsana, B.CuabBectpoBa, b.Tumenko, 0. Byiko,
C. I'ybatimynunoii, A. Kapamanosa, A. Ilapta, A. [IlHuTKe U ApyTUX.

BaskHeHUIInH IPOBOAHUK COJIEPKaTeIbHOM JMHUY ITpou3BeaeHull [IIHUTKe —
IIUTAThl U QJUTIO3UH, HA OCHOBE KOTOPBIX BBICTPAMBAETCA KOHIIENIHUA, K IIPUMEDPY,
BTropoii doprenuanHoi coHaThl. B ee I yacTu ucronb3yercs pakTypa, Beaylnasi CBOU
myTh OT Ilpentoguu A. OHerrepa, B CBOIO OuUepe/ib BOCIIPOU3BOAAINAA PUTYpaAITUU
npesoguu C-dur U. C. baxa. II yacte mnpexcrasiisier coboi capabaHay, pUTMOM
U akTypod HamoMuHawmyo YakoHy panaa ckpunku baxa, Apuio I'enzens,
[Tpemoguio C-dur [Ilocrakouua, Capabauy B. PssboBa — courHeHHUsI, KOTOPBIE TaK
Wi uHadve ajipecyloT K baxy. IIpu atom Ps6oB B cBoelt CapabaHjie ITOYTH TOUHO
BOCIPOU3BOAUT (akTypy U putMm npestoauu llloctakoBuua, a Takke TeMbl 11 yactu
Bropoii conats! IITHUTKe. B 5TOM CBSI3M a//TIO3UH HAIPABJISIOT BOCIPUSATHE YKe He
TOJILKO K mpenoauun baxa, HO u Kk ee uHmepnpemayuu llocrakoBuuem u IIIHUTKE.
Tak  cmletaroTcss — CTWIM,  paclIMpAA  XYy/I0KECTBEHHOE  IPOCTPAHCTBO
Pa3HOOOpPAa3HBIMHU BKJIIOUEHUSAMH U 00pa3ys MOATEKCTOBBIE CTPYKTYPHI.

TakuM o0Opa3oM, B TBOpYecTBe KOMIIO3UTOPOB XX—XXI BB. ecTh JIMHWUSA,
OTChUIAKOINAAd HE TOJIBKO K IIEPBOMCTOYHHKY, HO U K €ro HHTepPIIPeTaIUsIM.
OTKpbITHE KOMIIO3UTOPAMU HOBBIX U3MEPEHNU CYII[eCTBOBAHU S UY>KOTO MaTepuaia
obpa3yeT Takue CBfA3H, IIPH KOTOPBIX MPOUCXOAUT oOOpalieHue Jaxke He
K IIEPBOMCTOYHHUKY, a K er0 MOAUMUKAIUAM, K UHBIM €TI0 BOIIOIIEHUAM.

KiroueBbie ciioBa: MY3bIKaJIbHOE, BHEMY3bIKAJIbHOE€, PEYUTATHB, XOpaJ,
MeAuTaTUuBHOE, SKCIIPECCHUBHOE, peJII/II‘I/IOSHO-(I)I/IJIOCO(I)CKOG, CMbICJI, MHOT'OIIVIaHOBOCTD,
IIOATEKCT, AJJIIO3HUH, HHTEPIIPpETAA

Schnittke’s Piano Sonatas: Facets of the Musical and Extra-Musical

A. Schnittke’s piano sonatas represent a process of unfolding, each time built
from a combination of characteristic “plot” links: a freely unfolding monophonic
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monody of a meditative nature, a bell bass, a chorale, cluster passages, allusions, and
genre elements.

A quiet monologue and a contemplative chorale in a low register are the main
“characters” of the First Sonata. The function of the chorale is invariably comforting,
harmonizing, and blissful. At the same time, it is built anew each time, as if
responding to the events taking place; a path to it is paved with the help of a gradual
build-up of choral elements. A significant role in this is played by the bell bass, with
its rare, booming, meaningfully heavy “steps”, singled out into an independent line.
A similar concept is observed in the First and Third Sonatas. It is noteworthy that
simple repetition can seem like a special technique, attracting attention with every
“trifle” (in this case, the smallest variant variability of the repeated phrases).

Another layer of content is the conjugation of meditative and expressive
principles, clearly expressed in Schnittke’s piano sonatas. Sharp changes in
sonority — from hidden to deafeningly ecstatic — create such a psychological
background in which unpredictability becomes the norm. This is how the
philosophical concept of the First Sonata is embodied: nothing is final, for in every
essence there is an opposite pole. The chorale turns out to be not the last refuge of
the soul and consciousness. Therefore, the sonata ends with a recitative, as if
beginning a new cycle of searches and philosophical understanding of the past.

A leisurely unfolding of musical material, fraught with an explosion of new
energy, is present in all the slow parts of Schnittke’s piano sonatas. In the Third
Sonata, we can speak of the pairing of the first and third parts (Lento), which serve
as examples of meditative intonation. Like the First, the Third Sonata opens with a
recitative in a low register. The range of dynamics in the sonatas extends from a state
of rest to the most dynamic point of tension, each time returning again after a decline.
The composer reveals in detail the non-dynamic process of unfolding, devoid of
eventfulness, plot, and possessing monotony, dispersion, and lack of purposefulness
of unfolding. However, the meditative-contemplative and expressive-ecstatic
principles often flexibly transition into each other, embodying psychologically tense
and multifaceted meanings, combining external statics with deep dynamics. Quiet
sonorities, suddenly exploding with sharp cascades of clusters or rehearsed, even
convulsive, repetitions of sound almost always accompany each other, embodying the
polar worlds characteristic of the worldview of the artist of the 20th century. This was
manifested in the works of D.Shostakovich, A.Ter-Teryan, V. Silvestrov,
B. Tishchenko, Yu. Butsko, S. Gubaidulina, A. Karamanov, A. Part, A. Schnittke, and
others. The most important conductor of the substantive line of Schnittke’s works is
the presence of quotations and allusions, on the basis of which the concept of, for
example, the Second Piano Sonata is built. In the first part of the sonata, the texture
is used, leading its way from the Prelude by A. Honegger, in turn reproducing the
figurations of the Prelude in C major by J. S. Bach. The second part of Schnittke’s
sonata is a sarabande, the rhythm and texture of which resembles Bach’s Chaconne
for violin, Handel’'s Aria, Shostakovich’s Prelude in C major, V.Ryabov’s
Sarabande — works that in one way or another refer to I. S. Bach. At the same time,
Ryabov in his Sarabande almost exactly reproduces the texture and rhythm of
Shostakovich’s prelude, as well as the themes of the second part of A. Schnittke’s
Second Sonata. In this regard, the allusions direct perception not only to I. S. Bach’s
prelude, but also to its interpretation by Shostakovich and Schnittke. This is how
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styles are intertwined, expanding the artistic space with various inclusions and
forming subtextual structures.

Thus, in the work of composers of the 20th-21st centuries there is a line that
refers not only to the original source, but also to its interpretations. The discovery by
composers of new dimensions of the existence of foreign material creates such
connections in which there is an appeal not even to the original source, but to its
modifications, to its other incarnations.

Keywords: musical, extra-musical, recitative, chorale, meditative, expressive,
religious and philosophical, meaning, multidimensionality, subtext, allusions,
interpretation
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Cantus floridus u mapadpasa:
Ha0JII0/IEeHUA HAJl KOMIIO3UI[THOHHBIM IIPOI[ECCOM B My3bIKe XV BeKa

B pycckos3pIYHOM My3bIKO3HAHUM TeXHUKU cantus floridus m mapadpasy
IIPUHATO PaccMaTpUBaTh 000COOJIEHHO: MEPBYI0 — B KOHTEKCTE KOMITO3UITIOHHOTO
IIpoliecca IepPBOi MOJIOBUHBI XV BeKa, BTOPYIO — B CBSA3HM C UMUTAIMOHHBIM CKJIJIOM
dakTyppl (MHaYe — TEXHHWKA CKBO3HOTO HMMHTAIMOHHOTO IHCHhbMa), KOTOPBIU
MIOJIyYWUJI PacIpoCTPaHEHHE B IMOCJEJHEU UETBEPTH TOTO K€ M Ha MPOTSKEHUU
caenymwoitiero crosietus. CpaBHeHHe B3IJIsf0B oreuecTBeHHbIX (H. A. Cumaxkosa,
I0. K. EBioknmoBa) u 3apybexnbix (9. Cmapke, /[Ik. boiin) wuccienoBatesneit
ITOKa3bIBaET, YTO:

1) mousitue cantus floridus B 3amagHpIX paboTax OTCYTCTBYET; Ba’KHO TaKiKe
MIOAYEPKHYTh, YTO TEPMHH He ayTEeHTUYHbIH, BJATHHCKUX PEHECCAHCHBIX
U paHHEOAPOUHBIX Tpy/laX BCTPEYaeTCsA KpalHe PpeIKO | HAJleJsAeTCI WHBIM
cmbiciom (paboter 3era KanmbpBuausa Exercitationes musicae, Crepano BanHeo
Recanetum de musica aurea);

2) B OT€YECTBEHHOM MY3bIKO3HAHUHU €JIMHOT0 B3IJIsI/la HA TEXHUKH cantus
floridus u mapadpasy He CyIIecTBYeT.

Takoe mosioxkeHue fies, 0e3yCJIOBHO, CO3/aeT MyTaHUIy MpuU paboTe Kak
C Hay9YHOM, Tak U yueOHoU iuTepaTtypoii. IToaxon /2. Boiiia mpezcrasiisieTcsa 6osiee
VHUBEPCAJIbHBIM, IIOCKOJIbKY He IIOCTYJIUPYeT CBSI3b TEXHUKH mapadpasbl
C UMHUTAIIMOHHBIM CKJIAZIOM (haKTyphl; 60Jiee TOro — 00a siBJIeHUs paCCMaTPUBAIOTCS
Kak pasHble GOpMBI BOIUIOIIEHUSA OHOTO U TOTO Ke mpolecca. Takoil moaxon
II03BOJISIET CHATH IPOTUBOPEYUS, C KOTOPBIMH MOKET CTOJIKHYTHCS KaKIbIH, KTO
QHAJIM3UPYET COUMHEHNS BTOPOU — TpeThel 4yeTBepTel XV Beka. IMEHHO B 3TO
BpeMs HEPEIKO CO3/1aBaJIUCh COUMHEHUsI 0e3 Pa3BUTOU MMHUTAIIMOHHON (haKTypHI,
JIEMOHCTPHUPYIOIIHE, OHAKO, pacIpeie/ieHre MaTepruajia IEPBOMCTOYHHUKA BHYTPU
MHOTOrosiocusi. Kak wTor — TIpemiolKeHa KOHIIENIUsS, CYMMUPYIOIIas
U 000011IaroIas MHEHU MY3bIKOBE/IOB, ZIOIIOJTHEHHAA COOCTBEHHBIMU
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HaO/I0/IEHUAMH aBTOpa. B KadecTBe MpUMEPOB OYAyT PacCMOTPEHBI COUMHEHUS
I'miioma [lrodau, MoxanHeca Oxerema, a TakKe IIpeJicTaBUTeNIed aHIJIMHACKOUN
mkoJibl: J>xona Jlancreii6ia, Jimonens ITayspa.

Karouesslie caoBa: cantus floridus, napadpasa, Bospoxkaenue, 3. Capke,
k. boup, 10. K. EBmokumoBa, H. A. CumakoBa

Cantus Floridus and Paraphrase:
on the Compositional Process in 15th-Century Music

In Russian musicology, the cantus floridus and paraphrase techniques are
usually considered separately: the former in the context of the compositional process
of the first half of the 15t century, the latter in connection with the imitative texture
(otherwise, the technique of through imitative writing), which became widespread in
the last quarter of that century and throughout the following century. A comparison
of the views of domestic (N. A. Simakova, Yu. K. Evdokimova) and foreign (E. Sparks,
J. Boyd) researchers shows that:

1) the concept of cantus floridus is absent in Western works; in this context, it
is important to emphasize that the term is not authentic, it was extremely rare in
Latin Renaissance and early Baroque works and was endowed with a different
meaning (Seth Calvisius’ Exercitationes musicae, Stefano Vanneo’s Recanetum de
musica aurea);

2) in the domestic — there is no single view on the techniques of cantus floridus
and paraphrase. This state of affairs, of course, creates confusion when working with
both scientific and educational literature. J. Boyd’s approach seems more universal,
since it does not postulate a connection between the technique of paraphrase and the
imitative texture; moreover, both phenomena are considered as different forms of
embodiment of the same process. This approach allows us to remove the
contradictions that anyone who analyzes the works of the second - third quarters of
the 15t century may encounter. It was at this time that works were often created
without a developed imitative texture, demonstrating, however, the distribution of
the original source material within the polyphonic texture. As a result, a concept that
summarizes and generalizes the opinions of musicologists is proposed,
supplemented by the author’s own observations. As examples, the works of
Guillaume Dufay, Johannes Ockeghem will be considered, as well as representatives
of the English school: John Dunstable, Lionel Power.

Keywords: cantus floridus, paraphrase, Renaissance, E. Sparks, G. Boyd,
Yu. K. Evdokimova, N. A. Simakova
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«CtuneBan HOJIPI(I)OHPI}I»: O 1nMpenogasannum HOJII/I(I)OHI/II/I CTPOToro CTujiada

Paznen «MHOTOrosocue CTpoOroro CTWIs», WIA «MHOTOTOJIOCHE CTPOTOro
nuchMa» B Kypce noiudoHNU 3aHUMaeT ocoboe Mecto. B Haubosbiiell Mepe OH
OTpakaeT UCTOPUKO-TEOPETUUECKUN IMPUHIIUI, JIeKAIUA B OCHOBE IOCTPOEHUS
JUCHUIINHBI, YWUTaeMOU aBTOPOM B MOCKOBCKON KOHCEpBAaTOPDUM HMEHU
I1. K. YatikoBckoro. Mcropuueckass HaIlpaBJIEHHOCTh Kypca B IleJIoM HauboJsiee
ONTHUMAaJbHA, B TAaKOM CJIydae MOKHO HAOJIIOATh IOCIE0BATEIHHOCTh CMEHBI
OHOTO HCTOPUYECKOTO CTWJA JAPYTUM, PAaBHO KAaK JIOTUKY 3TUX CMEH U UX
IIpeeMCTBEHHBIN XapaKTep.

Ctuib BOKIBbHOU moim@oHUN BTOPOU 1MOJI0BUHBI XV—XVI BEeKOB oTMeueH
pPAZOM TIOKa3aTeJIbHbIX NPU3HAKOB. DTUM OOYCJIOBJIEH IOAXOMA K HW3yUYEeHUIO
oIn(OHUUECKOU TEXHUKU, (DOPMBI, }KAHPOBOM CHCTEMBI, a TaKKe K HAMMCAHUIO
IIPAKTUYECKUX PaboT, KOTOPHIA HU B KOell Mepe He abCTparupyercs OT CTUJIEBBIX
0COOEHHOCTEN H3y4yaeMoro Iiepuofila KakK XyJIO?KECTBEHHOro (peHoMeHa.
Oco0eHHOCTh Kypca ompefieisieTcsi HEeCKOJbKUMU (aKTOpaMH: CYIIeCTBEHHBIM
paciivpeHueM TpaHUl] W3y4aeMoro IIepHhoJia, 4YTO CTaJl0 BO3MOXKHBIM 3a CUeT
IIpUBJI€UEHUs IUPOKOT0 KPyra HpOU3BeIeHNU; yCUJIEeHUeM ayTeHTUYHOCTU TeOpUH,
JUI1 4Yero HCIOJIb3YIOTCA CTapUHHBIE PYKOBOJICTBA II0 My3bIKe, IIOMOTAIOIUe
OCBETUTHh BAKHEUIIINE SABJIEHUS B TECHOU COOTHECEHHOCTH C IIPeCTABIEHUAMU
BIIOXU; YCUJIEHWEM IIPUHIIUIIA NCTOPU3Ma B IIPENoJaBaHUU MOJU(MOHUN CTPOrOro
IINCbMA; M3JIOXKEHWEM  Marepuajia 10 IPUHIUIY OT  «ayTEeHTHYHOTO
K COBpEMEHHOMY», TO €CTb OT OPUTMHQJIBHOU TPAKTOBKU fBJEHUA K €ro
COBpeMeHHOMYy cMbIiciay. Ilpum »sToM mnpuemMbl nOAU(MOHUYECKOW TEXHUKU
paccMaTpUBAIOTCA CKBO3b IIPU3MY CTUJIEBBIX 3aKOHOMEPHOCTEN: aKIIeHT HallpaBJieH
Ha pacKpbITHEe 0COOeHHOCTEN MOIU(MOHUUECKOTO MHOTOTOJIOCUA C YUYETOM I[€JIOTO
pA/la TOKa3aTeJIbHbBIX JJI1 HETO KOMIIOHEHTOB, TAKUX KaK PUTM U METpP, TEMaTU3M
U [IpUeMbl TeMaTH4YEeCKOTO PAa3BUTHUA, JIaJ, U (PaKTypa, NPUHLIUIBLI OCTPOEHU:
¢opwmbl. [Ipu ocBoeHUM TOIMMOHUY CTPOTOTO MUChbMAa BHUMAHUE COCPEIOTOYEHO He
CTOJIBKO Ha M3Yy4YEHUU CaMUX KOHTPAIlyHKTUUECKHUX HOPM, CKOJIBKO Ha WuX
IIpeJIOMJIEHUH B PA3HBIX CTHUJIEBBIX CHCTEMAX.

KiroueBblie ciaoBa: CTporuil cTuib, MOJMU(OHMUs, KOHTPAIYHKT, HOTAIHs,
TEeXHHKA

“Stylistic Polyphony”: On Teaching “Strict Counterpoint”

The “strict counterpoint” section in the course of polyphony occupies a special
place. To the greatest extent, it reflects the historical and theoretical principle based
on the construction of the discipline, taught by the author at the Moscow State
Tchaikovsky Conservatory. The historical focus of the course as a whole is the most
optimal, in this case it is possible to observe the sequence of change of one historical
style, as well as the logic of this change and their successive nature. The style of vocal
polyphony of the middle of the 15%—16t centuries is marked by a number of
indicative features. This approach provided for the study of polyphonic technique,
form, genre system, as well as writing practical works that are in no way abstracted
from the stylistic directions of the studied period as an artistic phenomenon. The
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peculiarity of determining the course by several factors: a significant expansion of the
boundaries of the studied period, which became possible due to the involvement of a
wide range of movement; the degree of authenticity of the theory, for which ancient
music manuals are involved, helping to illuminate important phenomena in close
correlation with the ideas of the era; fundamental principles of historicism in
teaching polyphony of strict writing; The presentation of the material is based on the
principle of “authentic to modern”, that is, from the original interpretation
corresponding to its modern meaning. At the same time, the methods of polyphonic
technique are based on the prism of stylistic patterns: the emphasis is aimed at
expanding the scale of polyphony, taking into account a number of components
indicative of it. Such as rhythm and meter, thematic invention and methods of
thematic development, mode and texture, form conceptual structures. When
studying polyphony of strict style, attention is focused not so much on the study of
individual contrapuntal norms, but on their refraction in different stylistic
conditions.

Keywords: Strict style, polyphony, counterpoint, notation, technique
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/IBa 3nu3oaa My3bIKAJIbHOM JIETOIIUCHU PYyCCKOM PEBOJIIOIUM:
YerBepras («M:xopckas») cum@ponusa B. B. IllepoaueBa
Kak npeareua OauHHaanaTou cuM@oHuu («1905 roa»)
. . IllocrakoBuua

dBosmoniusi (WM, ecaud BoOcCHob30oBaThcsa TepMuHOM JI. O. AkomsHa,
WHBOJIIOIUSA) peBoIIOIMOHHOr0 Muda B TBopyecTBe /[I. /I. [llocTrakoBruua ocraercs
OMHOW U3 KJIIYEBBIX IIPOOJIEM, TIOCTOSHHO IIPUBJIEKAIONMIE BHHUMAaHUE
vucciaenoBaTeyneii. B Jokyame  paccMaTrpuBaeTcs — IIPOU3BEAEHHE — CTapIIero
coBpeMeHHUKa Kommosautopa — B. B.IllepbaueBa, KOTOpBIHA, Oyayuu, Kak
u [llocrakoBuu, yuenukom M. O. IlITefinGepra, B 1920—1930-€ IT. aKTUBHO paboTaJ
B OoJsibIlioM cuM@oHUUecKoM kaHpe. YerBepTas («Mxopckas») cumdoHus (1932—
1935) Ha ctuxu I1. JI. Jlaenkoro — MOHYMeHTaJIbHOE BOKaJIbHO-CUMMOHUYECKOE
II0JIOTHO — BOILIOIIAET HUCTOPUIO PEBOJIIOIIMOHHON 00phOBI pabouux MKopcKoro
3aBoja. [Ipeamosiarasock, yto cuMdoHus OyAeT BKIOUATh ceMb uacTeld; [llepbauen
710 MOMEHTa IIpeMbepbl paboTaJl MMEHHO HAaJ] CEMUYACTHBIM ITUKJIOM, OJHAKO
B /lekabpe 1935 u siHBape 1936 A. B.'aykoM OBLIM HCIIOJTHEHBI TOJIBKO IIE€PBBIE
YeThIpe JacTu (B 4eTBEPTOM, CTaBIIEH TaKMM 0Opa3oM (pUHAIbHOI, IMOBECTBYETCS
0 BOCCTaHMHM pabOYUX-MKOPIEB B Jlekabpe 1905 roza). JlpamaTtuueckue
obcTosiTeNIbCTBA CyAbOBI IIPOM3BEAEHUSA II0JIPOOHO PACKPBHIBAIOTCA B OYEPKE
M. B. MuxeeBoui. Ilaptutypa, BOCCO3JaHHAd MO COXPAHUBIIUMCA PYKOIHCHBIM
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MaTepuajiaM M (QOTOKONUAM aBTorpada IO PYKOBOACTBOM IJIABHOTO HAYYHOTO
corpynauka CaHkTt-IleTepOyprckoii koHcepBatopuu H. A. MapTeiHOBa, ObLIa
omybsimkoBaHa B uszarenabcrBe « KommosutopsCaHkT-IleTepOypr» (2022), Toraa xe
B paMKax Ipa3JHOBAaHUA 300-jetus Mkopckux 3aBofoB B KosilinHE COCTOAIOCH
HCHOJIHEHNEe CUM(QOHUU CUJIAMH CTY[JEeHTOB KOHCEPBATOPUM IIOJ, yIIpaBJIeHUEM
pexropa A. H. Bacunbesa.

AHa/IN3 MO3THKU, KOMIIO3UIINU, 0COOEHHOCTEH OPKECTPOBOTO U BOKAJIBHO-
xopoBoro nuchbMa «lxopckoii» cuM¢pOHNU TOKa3bIBaeT, YTO Ha IOAXOJ aBTOpa
CTUXOTBOPHOTO TEeKCTAa W KOMIIO3UTOpPA OKa3ajl CYIECTBEHHOE BJIUSHUE HEMOU
KuHeMaTorpad, B 4acTHOCTH, JeOTHRIN dunbm Cepres diizeHiTeiiHa «Ctauka»
(1924). MoXHO TIPENINOJIOKUTh TaKXKe, YTO B JApaMaTypruyd KpPYITHBIX
«UHAYCTPUAIBHBIX» CUM(OHUYECKUX IIPOEKTOB, CO3/IaBABIINXCA B Hadaje 1930-X,
MIPEJIOMUJINCh YepThl KHUHeMaTorpa)uuecKoro »KaHpa, IIOJYyYHUBIIEro Ha3BaHUE
«cuM@pOHUS OOBIIOTO TOpoJia» (K 3TOMY KaHPY MOKHO OTHECTU U (PUIIbMBI «OTIIa»
OTeYeCTBEHHOH JoKyMeHTancTuku /[3uru Beprosa). KoHKpeTusamusa BpeMEeHHOTO
JinamnasoHa COOBITUM, COCPeZloTOYeHHe Ha OoO0beKkTax ypOaHHCTHUYECKOro ILIaHa,
CUMBOJIN3alMAl OT/AEJIbHBIX IIePCOHA)KeU, MPOTUBOIIOCTABJIEHUE U CTOJIKHOBEHUE
KOHTPACTHBIX CO/IEPKATEJIbHBIX KOMILIEKCOB, IOCTOSAHHbIE CMEHBI TEeMIIOPUTMA,
MOHTAQ>XHOCTh KAaK OCHOBOIIOJIATAIOIIMU NPUHIIUII — BCE 3TH «CUMQMOHUYECKHUE»
KauecTBa KHHeMaTorpaduueckoro MbIUieHus B «J»Kopckoii» BO3BpallaloTcs
B 00JIaCTh MY3BIKAJIBHOM J[pAaMaTypruu U MOJIEJIUPYIOTCA C IIOMOIIbI0 IIPHUEMOB
KOMITO3UTOPCKOU TeXHUKH. OTMeTuM, uTO pabore HaJ cHMMOHUEN COMyTCTBOBAJ
yaauHbli ombIT IllepbOaueBa B 00J1aCTH KUHOMY3BIKH (My3bIKa K KHHOQDUIHBMY
«I'posa», 1934).

MHorue My3bIKaJIbHO-CIOKETHBIE («ay/IMOBU3yaJIbHBIE») TOIOCHI, a TaK¥Ke
dakTypHBIE, TeMOPOBbIE U KOHTPAIyHKTUUECKHE pelieHus cumdonuu IllepbaueBa
HalayT nposokenue B Cumdbonun [lloctakoBuya «1905 rofi». C « BBIHYKIEHHOMN »
YeThIPEXYACTHOCTHIO «M3KOPCKOM» KOppeupyeT U HUMeIoIlasg OIpe/leIeHHBbIN
MOTEeHIIMaJI OTKphITOCTU popMa nmkiia OgquHHAATOU. BasKHBIM OTJIMUNEM MOKET
II0OKa3aThCsA OTCYTCTBUE B IOCJEAHEN BepOAJILHOTO TEKCTa U XOpa, HO HE CJIe/IyeT
3abbIBaTh O HAIMCAHHBIX HECKOJIbKO paHee JlecaTw mo3Max Ha CJI0Ba
PEBOIOIMOHHBIX IIO3TOB Op. 88, Takike MOCBAIMIEHHBIX COOBITHUSIM 1905 Toza
U cOCTaBUBIINX (HApsAAy C TOMJIUHHBIMA  PEBOJIOIUOHHBIMU  IIECHSIMH)
MHTOHAIIMOHHYI0 OCHOBY OJHOTO W3 BEPIIMHHBIX CUMQOHUUECKUX COUYUHEHUU
[MocrakoBuya.

KiaroueBbie cioBa: B. B.Illep6aueB, Cumponus NO 4 («Hxkopckas»),
. II. lllocrakoBuu, OpumaHaanartas («1905-U T0/») cuMGOHUSI, OPKECTPOBAs
TeXHUKA, KOHTPAIIyHKTUUYECKasA TeEXHUKa, cMM@OoHNYecKasa (popMa, My3bIKa KHHO

Two Episodes of the Musical Chronicle of the Russian Revolution:
Fourth (Izhorskaya) Symphony by Vladimir Shcherbachev
as a Precursor of the Symphony No 11 The Year 1905
by Dmitri Shostakovich

The evolution (or, using Levon O. Hakobyan’s term, involution) of the
revolutionary myth in the Dmitry Shostakovich’s heritage, remains one of the key
problems that constantly attracts the attention of researchers. The report examines
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the work of the senior composer’s contemporary Vladimir Shcherbachev, who, like
Shostakovich, was a student of Maximilian Steinberg: in 1920—-1930s, Shcherbachev
actively worked in the large symphonic genre. His Fourth (Izhorskaya) Symphony
(1932—1935) on poems by Pavel Daletsky, a monumental vocal-symphonic canvas,
embodies the history of revolutionary struggle of workers of Izhora Plant. The
symphony was supposed to include seven parts; until the premiere Shcherbachev
worked precisely on the sevenfold cycle, but in December 1935 and January 1936
Aleksander Gauk performed only the first four parts (the fourth, thus becoming final,
tells of the Izhora workers’ rebellion in December 1905). Dramatic circumstances of
the fate of the work are revealed in detail in the article by Marina V. Mikheeva. The
score recreated from manuscript materials and autograph photocopies under the
supervision of Nikolay A. Martynov, the Chief research worker of the Saint
Petersburg Conservatory, was published in the publishing house Kompozitor«Saint
Petersburg (2022), then within the framework of celebration of 300-year
anniversary of Izhora Plants in Kolpino took place the performance of a Symphony
by the students of the conservatory under the direction of the Rector Alexei
N. Vasilyev.

Analysis of the poetics, composition, features of orchestral and vocal-choral
writing in Izhorskaya symphony shows that the approach of the author of the verbal
text and composer was significantly influenced by silent cinema — in particular,
The Strike, debut film by Sergei Eisenstein (1924). It can also be assumed that in the
dramaturgy of large “industrial” symphonic projects created in the early 1930s, there
are the features of the cinematographic genre called “symphony of a big city” (the
documental films by Dziga Vertov can be attributed to this genre). Specification of
the temporal range of events, concentration on urban objects, symbolization of
individual characters, contrast and collision of contrasting content complexes,
constant changes of temporythm, montage as a fundamental principle — all these
“symphonic” qualities of cinematographic thinking return in Izhorskaya to the field
of musical dramaturgy and are modeled by resources of compositional techniques. It
is important that the work on the Symphony was accompanied by a successful
experience of Shcherbachev in the field of film music (music for the movie The Storm,
1934).

Many musical-narrative (“audio-visual”) topos, as well as texture, timbre and
counterpoint solutions of the symphony of Shcherbachev will find continuation in the
Shostakovich’s Symphony The Year 1905. Form of the cycle of the Eleventh, having
a certain potential of openness, correlates with “forced” four-part Izhorskaya
composition. The absence in the verbal text and choir can be considered as an
important difference, but it should not be forgotten that Ten Poems on the words of
revolutionary poets op. 88, also devoted to the events of 1905, have been written a
few earlier: they formed (along with authentic revolutionary songs) the intonation
basis of one of Shostakovich’s the great symphonic works.

Keywords: Vladimir V. Shcherbachev, Fourth (“Izhorskaya” Symphony,
Dmitry D. Shostakovich, Symphony No 11 “The Year 19057, orchestral technics,
counterpoint technics, symphonic form, film music
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JAvurpuin IlllocrakoBu4 u 6osrapckuii kommnosurop Ilanuo Biaaaurepos

TBopuectBo [mutpus [ImutpueBmua IllocTrakoBUuYa OCTAaBUJIO CBOM CJIef
B OOJITADCKOM MY3BbIKQJIBHOM HCKYCCTBE, OTMEUEHHOM WCTHHHBIM ITOYUTAHHEM
1 Heocs1abeBaloIMM HHTEPECOM K COUMHEHHSM KOMIIO3UTOpA HAa MNPOTIKEHUU
necatwietTul. Hemasyio posib ChIrpajid MHOTOJIETHUE KOHTAKThI, CJ0KUBIITHECS
B KOHIle 1940-x rofoB Mexay IllocrtakoBuuem u I[lanuo BaagurepoBsim (1899—
1978).

Yuace B bepinuHe, BiaagurepoB mpekpacHO 3HaJI PYCCKYI0 MYy3BIKY B 1910-e
ro/ibl OH 3aHMUMAJICA B KJlacce BBIMyCKHMKA MOCKOBCKON KoHcepBatopuu IlaBia
IOona. Ho Bnepseie B CCCP BiiagurepoB momnas TOJBKO B 1948 roay, B pasrap
cOOBITHH, CBA3AHHBIX ¢ MHCbMOM JK/1aHOBa, I7ie HAPSAY € IPYTUMH KOMIIO3UTOPAMHU
pe3ko ocyxganca u IllocrakoBudy. B uactHOUl Oeceme B MockBe Biamurepos
Bbickazasica o IllocrakoBuye Kak O Hecnpasedauso 20HUMOM 2eHUAAbHOM
xomno3umope. Heciyuaitno B 3ToT rof IllocrakoBuUY Hamucag BOKAJIBHBIN ITUKJI
«/3 eBpeuckoU MO33UM» JJIA CONPAHO, MEII0-CONPAHO U TEHOPA, B KOTOPOM
ciaep:kaHHO, 0e3 madoca mepeaBas TparudyeckKre KOJUIU3UU U, BO3MOIKHO,
acconuupoBaJI ceds ¢ TOHUMBIM HAapPOIOM.

Jdra TeMa OTJIUKHYJIaCb W B TBOp4YecTBe BiagurepoBa co3jgaHuem
cumdoHnueckoro omyca «EBpelickasg mosma» (1951), T/A€e HCIOJb3YIOTCSA
MeJIOIMYeCcKre MHTOHAIIMY CTADUHHOTO Kaduuld, HATleTOr0 KOT/Ia-TO IMpajie/ly KoM
KOMIIO3UTOPA, >XKUTOMUPCKUM PABBUHOM. IJTa JIPEBHsASA ITOMHUHAJIbHAs MOJIATBA
COJIEPKUT B cebe mpoineHre 06 OTIYIEHUU TPEXOB YMEPIIIUM, yTelllaeT YeJI0BeKa
1 oOeperaeT ero OoT OTYasTHUA U OJUHOYECTBA, 0CBOO0K/1as1 OT ckopbeit. CpeacTBaMu
OpKecTpa KOMIIO3UTOP CO37aeT MeTadhopHUIecKUi 3BYyKOBON 0Opa3 MOJUTBEHHOTO
obpsiza. B aTom npousBesieHun BiiagurepoB oTAas gaHb MaMATH HE TOJIBKO CBOUM
IpesikaM, HO M BCEM jKepTBaM XOJIOKOCTA. « EBPEMCKYI0 I05My» BBICOKO OIl€HUJI
Jvmutpuii ImutpueBud IllocTakoBUY, MOCETUBIIINK Bosirapuio ¢ racTpoJisiMH B 1956
TOJly, OTMETHJI, UTO 5TO YHUKAAbHOE COUUHEHUE U NO c80ell 8blpa3umenbHoCmu, U no
KOMNO3UMOPCKOMY macmepcmay.

KiaroueBbie cioBa: IllocrakoBuu, BiamurepoB, Oosrapckas My3bIKa,
BOKaJIbHBIHN 1K1, EBpelickas mosma

Dmitri Shostakovich and Bulgarian Composer Pancho Vladigerov
The work of Dmitri Dmitrievich Shostakovich has left its mark on Bulgarian

music. The true honouring of his music over the decades has also determined the
relentless interest in the composer’s works. The long-standing contacts formed in the
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late 1940s between Shostakovich and Vladigerov (1899—1978) played an important
role.

Studying in Berlin, Vladigerov had an excellent knowledge of Russian music,
having studied in the 1910s in the class of Pavel Yuon, a graduate of the Moscow
Conservatoire. But Vladigerov first came to the USSR only in 1948, in the midst of
the events associated with Zhdanov’s letter, which, along with other composers,
sharply condemned Shostakovich. In a private conversation in Moscow, Vladigerov
spoke of Shostakovich as a genius composer unjustly persecuted. It is no coincidence
that in this year Shostakovich wrote the vocal cycle From Jewish Poetry for soprano,
mezzo-soprano and tenor, in which he conveyed tragic collisions with restraint and
without pathos and, perhaps, associated himself with the persecuted people.

This theme is also notable in Vladigerov’s work through the creation of his
symphonic opus Jewish Poem (1951), which uses the melodic intonations of an
ancient kaddish sung by the composer’s great-grandfather, a rabbi from Zhitomir.
This ancient memorial prayer contains a bearer for the remission of sins of the
deceased, it consoles a person and protects him from despair and loneliness, freeing
him from sorrow. The composer uses the means of the orchestra to create
a metaphorical sound image of a prayer rite. In this work Vladigerov pays tribute not
only to his ancestors but also to all the victims of the Holocaust. Jewish Poem was
highly appreciated by Dmitri Dmitrievich Shostakovich, who visited Bulgaria on tour
in 1956, noting that it was a unique work both in its expressiveness and
compositional skill.

Keywords: Shostakovich, Vladigerov, Bulgarian music, Song cycle, Jewish
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“NHTE/NTUTEeHIIUA Y PEBOJIIONMSA”’ M “CTAHOBJIEHHUE YeJIOBEeKa”:
o peunennuu [Iaroit cimponuu IllocrakoBuua

B Jsiexmuu paccMaTpuUBaeTCs TPOIl “UHTEJUIMTEHITUS W PEBOJIIONUA , KOTOPBII
ChITpajl 3HAYUTEJIPHYIO POJIb B PELENIUA MHOTUX COBETCKUX CUM(OHUMN, BKIIOYAs
[Taryro IllocrakoBWdYa: COMHEBAIOIIUNCA WHTEJUINTEHT IIPOXOJIUT IIEPECTPOUKY
CO3HAHUS B TOPHIJIE PEBOJIIONNY / CTPOUTEJIBCTBA Colaan3Ma. B 1930-€e rozpl, mocsie
pocirycka PAIIMa, BHUMaHUe KOMIIO3UTOPOB MEPEKITIOUMIIOCh C MAaCCOBOM MECHU Ha
cuM@OHUI0, TTpuUeM “‘cuMGOHU3M~, TIOHUMAEeMbIN KaK BbIpayKeHUEe OOJIbIIUX Ui
IIOCPE/ICTBOM CJIOXKHOM TEMATHYeCKOM OpraHu3anuu, craja 0ojiee BajkeH, YeM
IUTaKaTHAs IIPOTPAaMMHOCTh COBETCKHUX TeM. Ho W HelporpaMMHble CUMGOHUHN
JIOJKHBI OB MMETh “COZIEprKaHUE”, U CIOXKET O MePeCcTPONKe MHTEJUITUTEHTa CTasl
OJTHUM U3 Hanbosiee pacrrpocTpaHeHHbIX (cp. cumdonuu ITonosa, [Ilanopuna, [llecras
cuMmdoHus MsickoBckoro). [loHATHE mepecTPONKH, MHEPEKOBKHU, MEPEBOCITUTAHUS
CTaJI0 OCOOEHHO TOITYJISIPHBIM ITOCIe TOro, Kak MakcuM ['opbKuii OmyOIMKOBaI CBOU
BIIEUATJIEHUsI OT ToceleHusi besoMmopo-banruiickoro kaHajma, ITOCTPOEHHOTO

157



S N

3aKJIIOYEHHBIMU (HampuMep, pacKyJadyeHHbIMU KpecrbsiHamu). IllocTtakoBuy
CUMTAJICSI KOMIIO3UTOPOM, KOTOPBIA YK€ I€PeCcTpOWsICs, OTOHAsA OT (opmamusma
“Hoca” m mpuns k 6osiee “peanmcruueckort “Jlemun Mak6er”. Ho B 1936 roay emy
MIPUIIJIOCH TIEPECTPANBATHCA €Ille pa3, W MMEHHO 3Ta IEePecTporKa U CTaja, JJIsd
TosikoBaresiei Ilaroii cumdonuu, ee copep:kaHueM. ABTOOHOrpadUYHOCTh B HEU
BUJIEJTU KaK Te, KTO ee Mo/iep KkuBast (Hanmpumep, Asekcelt ToICTOMH, ¢ ero 3HaMEHUTOU
dbpazoii o “craHOBIIEHNN UYeJIOBEKA”, TaK U Te, KTO ee pe3K0 KpUTHUKoBaj. CIoKeT
IIEPECTPOUBIIIETOCS KOMIIO3UTOpPA TOJMIOOWICA W JeATeNISIM CMEKHBIX HCKYCCTB,
Y B JIEKIINU TaKyKe MPUBOJIATCS MPUMEPHI CIOXKETOB, TJIe IIPOTOTUIIOM TJIABHOTO T'epOost

cras1 umeHHo [IloctakoBuy, OastaHCUPYA MEXK/Ty PEATbHOCTHIO U (PUKITHUE.

KaroueBblie cioBa: IllocrakoBuu, Ilaras cumdoHUA, IepecTporka
WHTEJUTUTEHTA

“The Intelligentsia and the Revolution” and “The Formation of Man”:
on the Reception of Shostakovich’s Fifth Symphony

This lecture examines the trope of “intelligentsia and revolution,” which played
a significant role in the reception of many Soviet symphonies, including
Shostakovich’s Fifth: the questioning intelligentsia undergoes a transformation of
consciousness in the crucible of revolution/socialist construction. In the 1930s, after
the dissolution of RAPM (Russian Association of Proletarian Musicians), composers
shifted their attention from mass song to symphony, with “symphonism,” understood
as the expression of grand ideas through complex thematic organization, becoming
more important than the poster-like programmatic themes of Soviet music. However,
non-programmatic symphonies were also expected to have “content,” and the
narrative of the intelligentsia’s transformation became one of the most prevalent
themes (cf. the symphonies of Popov, Shaporin, and Myaskovsky’s Sixth Symphony).
The concept of transformation, retraining, and re-education became particularly
popular after Maxim Gorky published his impressions from his visit to the
construction of the White Sea-Baltic Canal, built by prisoners (for instance,
dispossessed peasants). Shostakovich was considered a composer who had already
transformed, moving away from the formalism of The Nose to a more “realistic”
approach in Lady Macbeth. However, in 1936 he had to undergo another
transformation, and this very transformation became, for interpreters of the Fifth
Symphony, its content. Autobiographical elements were noted by both supporters
(e.g., Alexei Tolstoy, with his famous phrase about “the becoming of a man”) and
critics alike. The narrative of the transformed composer resonated with figures in
related arts, and the lecture also presents examples of narratives where Shostakovich
himself became the prototype for the main character, balancing between reality and
fiction.

Keywords: Shostakovich, Fifth Symphony, intelligentsia’s transformation
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«3dx0 BOUHBI» B /leBaToun cum@poHun-pekpueme Ban CuiinHAa

V3ydyeHne :KaHPOB — MOIIIHBIN AaHAJIUTUYECKUU HHCTPYMEHT /11 HOHUMAaHUA
BeJIyIIUX TEHAEHIIUHN 5T0XU, TBOPUECKOU IIKOJIbI WU OTAEJIBHOTO KOMIIO3UTOpA.
CoBpeMeHHBIN TOAXO0/, IpeAIioiaraeT IOHUMaHUe He TOJIbKO TOro, KaKylo (PyHKITUIO
BBITIOJTHSJT TOT WJIM MHOU JKaHP B KOHKPETHYIO 3II0XY, HO U TO, KaK er0 COBpeMeHHasd
Bepcus CBA3aHA €O CBOMMHU IIPOTOTUIIAMH, KakK MY3bIKUIBHBIMHU, TakK
Y BHEMY3BbIKQJIbHBIMH.

B XX Beke CJIOKUJICS 3HAUUTEJIHbHBIN IJIACT U3 MPOU3BEAEHUN CMEIIAHHOTO
J)KaHpa, KOTOpble CTaJd pa3HbIMU BEpCUAMH COBMEIEHUs 4YepT CUM@OHUU
U pekBueMa. C TOUKM 3peHHUA «KAaHPOBOTO CTWJIA» U «KAHPOBOTO COJIEPIKAHUA»
cuMOHUA-PEKBUEM TIPE/ICTABIAET COOOU CI0KHOE COEJUHEHUE JIUTYPIHYECKOTO
Y KOHIIEPTHOTO >KaHPOB. JTO fABJIEHHUE TUIINYHO /IJII COBPEMEHHOUN My3bIKU. Uucs10
nofO0HBIX TpousBefeHUt B XX Beke BeJIUKO. Bo MHOroM 3TO CBSA3aHO
C BeJTMUAUIITUMU OTPSACEHUAMU, OYKBAJIbHO PACKOJIOBIINMU MUP, — PEBOJIIOIUAMU
u BoitHaMu. C TOYKH 3peHUs KaHPOBOTO COZIEPKAHUs B PeKBUeMe HauboJsiee SpKo
3arevatiieHa Of[Ha M3 BaXKHBIX 00pa3HbIX cep uckycersa XX Beka — TeMa CMEPTH,
OeccMepTHSA U MOUCKOB IyXOBHOU OIIOPHI B BEUHBIX I[EHHOCTSIX.

[Tono6Has TeMaTHKA CTOJIb K€ EMKO BOILIONIAeTCs U B cuM@oHUsAX. [[J1s1 MHOTHUX
aBTOPOB OpPHMEHTHPOM THocIy:kwin BoeHHble cuMdonuu /l./I. llocTtakoBuya.
Kuratickuii kommosutop Ban CwinHB cTal B CBOEH cTpaHe TeM, KTO HamboJiee
MIOCJIEZI0BATEJIbHO  Pa3BUBAJI  TPAJUIIMU  COBETCKOTO KOMIIO3UTOpa. byayuun
MIPUPOKAEHHBIM CUMMOHUCTOM, aBTOPOM JecATH cuMdbonuii, Ban Cuiuab BOepBble
B KMTaNCKOU My3bIKe co37a1 cCMM(pOHUIO-ZIpaMy. KpuTHKYU Ha3bIBAIN €T0 «KUTANCKUM
[MlocrakoBuuem». Tparuueckuii madoc Hamiena Haubosiee IOJHOE IPETBOPEHUE
B JleBaATON cuMdoHHU Op.60 (2015), HaA3BAaHHONW KOMIIO3UTOPOM «KuTaiickum
pekBueMoM». B omope Ha KOHIENIUI0 «CEeMAaHTUYECKOIO HWHBapUaHTa»
M. I'. Apanosckoro, Ha npuMmepe Cumdonun-pexksuema N2 9 Ban CuinHA nokazaHa
VH/IMBUyaJIbHAA TPAKTOBKA «3KaHPOBO-CTPYKTYPHOI'O KAHOHA» 3TOI'O COYNHEHU.

KiaroueBsblie ciioBa: cuMmbonus, peksueM, Ban Cuiuab, KuTalickas My3bIKa,
’KaHPOBBIY KAHOH

“Echo of War” in the Ninth Symphony-Requiem by Wang Xilin

The study of genres is a powerful analytical tool for understanding the leading
trends of an era, a creative school, or an individual composer. The modern approach
involves understanding not only what function a particular genre performed
in a particular era, but also how its modern version relates to its prototypes, both
musical and non-musical.

In the twentieth century, there was a significant layer of works of mixed genre,
which are different versions of combining the genre features of a symphony and a
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requiem. From the point of view of “genre style” and “genre content”, the requiem
symphony is a complex combination of liturgical and concert genres. This
phenomenon is typical for modern music. The number of such works in the twentieth
century is great. This is largely due to the great upheavals that literally split the
world — revolutions and wars. From the point of view of genre content, requiem most
vividly captures one of the most important figurative spheres of twentieth—century
art — the theme of death, immortality and the search for spiritual support in eternal
values.

A similar theme is just as succinctly embodied in symphonies. For many
authors, the military symphonies of D. D. Shostakovich served as a reference point.
The Chinese composer Wang Xilin became the one in his country who most
consistently developed the traditions of Shostakovich’s symphonism. Being a born
symphonist, the author of ten symphonies, Wang Xilin created a drama symphony
for the first time in Chinese music. Critics called him “the Chinese Shostakovich.” The
tragic pathos of his symphonies found its fullest expression in the 9gth Symphony
Op. 60 (2015), called by the composer the Chinese Requiem. Based on the concept of
the “semantic invariant” by M. G. Aranovsky, using the example of the Requiem
Symphony No. 9 by Wang Xilin, shows an individual interpretation of the “genre-
structural canon” of the symphony.

Keywords: symphony, requiem, Wang Xilin, Chinese music, genre canon
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Peuenmusa my3siku IIlocrakoBuua B Annonuu ¢ koHa XX Beka
/10 HACTOAIIETO BPEMEHN: U3yUYE€HHE NMPEAbICTOPHH U MPOOGIeM

Joxnan mpenocraniisieT WUHGOPMAIMIO O BOCIPUATHU PYCCKOM MY3BIKU
B fAlmoHnu BO BTOpOU nosioBuHe XX BeKa, B NepUO/, KOT/ia CTPaHa HAaXOAWJIach BO
BJIACTHU MOJIUTUKYU U MEX/IyHapOAHON OOCTaHOBKU.

[Tocne Maiin3u AnoHus cTaja TOTAIUTAPHBIM T'OCY/IapCTBOM, U XYIOKHUKU
Y UHTEJUIEKTyasIbl, KOTOpblE CUWTAJIXM KOMMYHU3M HJeajliOM, IIOJBEPrajuch
JKeCTOKUM penpeccusM. Jlumb nocie nopaxkeHusa fAnonuu Bo Bropoit mupoBoit
BOWHE JIeMOKpaTUs Hauayia pa3BUBATHCA MO/, PyKOBOACTBOM IJIABHOTO YIIPABJIEHUA
okkynanuoHabix cua CIIA (GHQ), u penpeccuun TmNpOTUB KOMMYyHH3Ma
IpeKkpaTwinchk. B To ke Bpema fAnoHUA BHe3allHO cTaja IIPOPOCCUMCKOM,
pa3AesIuBIINCh HA MPOAMEPUKAHCKUE U aHTHAaMepUKaHCKHe (pakIuu, U UHTepeC
K PyCCKOM MYy3bIKE 3HAUUTEIBHO KoJebayics B 3aBUCUMOCTH OT IOJIUTHYECKOU
cuTyanuu. fApKuM DOpPUMEpPOM B3TOTO CTajJl HWHIUAEHT C PBHIOAIIKUM CYAHOM
«DyKypoMapy» B MapTe 1954 roja, CTaBIINM >XePTBOM HUCHBITAHUA BOJOPOJHOU
6omOb1 CIHIA. ODTOT UWHIUAEHT BBI3BAT AaHTHUAMEPHUKAHCKHE HACTPOEHMU.
B pesyspTare nomnynasgpusanusa UHCTPYMEHTAJIBHOU MY3BIKH, KOTOpasd B TO BpeMsd
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B flMoHMM  mpoaBHTajiach B OCHOBHOM  MY3bIKAaHTaMHU,  CBSI3aHHBIMHU
¢ ConpasucTuueckoi ¥ KOMMyHHCTUYECKOW MapTUAMHM, ObLIa JIONOJIHEHA
COITUATbHBIM (peHOMEHOM, U3BECTHBIM Kak «Ilororue rosoca fAmoHuM», B paMKax
KOTOpOro ucnoidsack «IlecHsp o ymecax» 1. JI. IllocrakoBuya ¢ nepeBeieHHbIM Ha
SITTOHCKUM A3BIK TEKCTOM. OZTHAKO C POCTOM SITIOHCKON SKOHOMHKHU OOIIECTBO CTAJIO
0oJiee CKJIOHHBIM K aMEPHUKAHCKOU KYJIbType, IIPOAMEPUKAHCKHE CHUJIbI YKPEITHIN
CBOH ITO3UINH, U MHTepec K IIlocTakoBUYy cTal CTPEMUTEIBHO yracathb. bosee Toro,
BOCITPHUATHE PYCCKOW MYy3bIKH B SIMIOHUM IPOJIOJI?KAIO KOJIEOAThCsl, HAXOASACH IO
CHUJIPHBIM BJIMSHHUEM MEXKAYHAPOAHBIX COOBITHIH, TAKUX KaK BbeTHaMcKkas BOIHA,
[Tepectpoiika u mosiBieHne «CBuzerenbcrBa» IllocTakoBuya, OIMyOJTMKOBAHHOTO
C. BonkoBbiM. B okiazme Takike OyayT MpeACTaBJIeHbl JaHHBIE O HpeMbepax
KpymHbIX mpousBezieHud IllocrakoBuua B fMOHMHM W O B3amucAX COYMHEHUH,
OCYIIECTBJIEHHBIX 32 IIOCTAEAHHE 50 JIET.

KiroueBsble ciaoBa: «lloriue ronoca Anonuun», «IlecHa o jecax», My3bIKa
ITocrakoBuua B fAAmoHNN

Japan’s Reception of Shostakovich’s Ouevre from the Late 20th Century
to the Present: Exploring the Background and Problems

This paper provides specific information about the reception of Russian music
in Japan during the latter half of the 20th century, a time when the country was at
the mercy of politics and international situations.

After the Meiji Restoration, Japan was a totalitarian state, and artists and
intellectuals who considered communism to be an ideal were severely oppressed. It
was only after Japan’s defeat in World War II that democratization progressed under
the guidance of the US GHQ, and the oppression of communism disappeared. At the
same time, Japan suddenly became a pro-American nation, and was divided into pro-
American and anti-American factions, and interest in Russian music fluctuated
greatly depending on the political situation. A typical example of this is the
“Fukuryumaru incident” in March 1954, when Japanese fishing boat Fukuryumaru
became the victim of US hydrogen bomb test. This incident gave rise to anti-
American sentiment, and the popularization of art music, which was being promoted
in Japan at the time mainly by musicians affiliated with the Socialist and Communist
parties, was joined by a social phenomenon known as the Singing Movement, in
which Shostakovich’s Song of the Forests was sung with Japanese translations,
becoming a major movement. As the Japanese economy continued to grow stronger,
the public became more inclined toward American culture, pro-American forces rose
to power, and interest in Shostakovich rapidly waned. Furthermore, Japan’s
acceptance of Russian music continued to fluctuate, strongly influenced by
international situations such as the Vietnam War, Perestroika, or the appearance of
Volkov’s Testimony of Shostakovich, Japan’s acceptance of Shostakovich continues
to waver. This presentation will also introduce data on the premiere of Shostakovich’s
major works in Japan and detailed performance records from the past 50 years.

Keywords: Singing Voices of Japan, Song of the Forests, Shostakovich’s
music in Japan
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IMomdpoHnUuecKkass TEXHUKA KaK 3JIEMEHT
dunocodcko-screTnueckoi KOHNenuuu B tTeopuecrse Tan /lyHa

Upes3BplyallHO Ba)KHAsA POJIb MOJU(POHUYECKUX IPUHIUIIOB OpPraHU3aIuu
My3BIKAJIbHOTO MaTepuaja OTHOCUTCS K YHUCIy OCHOBOIIOJIATAIONINX IPU3HAKOB,
xXapakTepusynnux My3blky XX — Havasa XXI BekoB. Hapsanmy c Bo3pokieHueM
CTapDUHHBIX MOJU(POHUYECKUX KAHPOB U (GOPM KOMIIO3UTOPAMHU IPOIILJIOTO
cTosieTusi ObUI pa3paboTaH LEJBINA PsAA HOBATOPCKUX NOJIU(MOHUYECKUX TEXHUK,
0COOEHHOCTBIO KOTOPBIX CTQJIO0 TO, UYTO KOMIIOHEHTaMH MOJIU(MOHUIECKOTO
COUeTaHUs MOTYT BBICTYIIATh HE TOJIbKO MeJIOAUUECKHE I'0JI0Ca, HO U TAKUE CJI0KHbIE
KOMIUJIEKCHbIe 00pa30BaHMA, KaK MY3BIKQJIbHBIH CTHWIb (IOJIMCTHINCTUKA
B TBopuecTBe A. lllHuTke, JI. Bepuo u JApyrux aBTOPOB) WM JaKe MYy3BIKa,
IpUHAJJIEeKAIMAsd KaKOU-JIM00 KYyJIBTYPHO-UCTOPUYECKOU TPAAUIUU B I€JIOM
(konnenmusa Weltmusik K. IlITokxay3eHna). IIpu aToM nondpOHUUYECKOE COUETAHUE
MY3BIKM Pa3HBIX 5M0X U KYyJbTYPHBIX TPAAUIIUI NPUBOAUT K IMOSABJIEHHUIO TAKOTO
cuerudpuueckoro apdexra, Kak «Im0anupOHUA BpeMeH», a NOJy4YUBIINE IINPOKOe
pacrnpocTpaHeHre IIpUeMbl IPOCTPAHCTBEHHOTO PACC/IOEHUS 3ByUYaHUs MO3BOJIAIOT
rOBOPUTh O «HOAUMOHUMU IpocTpaHCTB». Kpome TOro, ucHoJb30BaHUE
MyJbTUMEUUHBIX TEXHOJOTUU IMOPOAWIO Takoe fABJIEHHEe, KaK «IOJIU(OHUA
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BUBYJIbHBIX PAJIOB», KOTOpas 00pa3yeTcs coueTaHUueM JeUCTBUN UCIIOJIHUTeIeN Ha
CIleHEe C U300paKeHUAMH, apaJIIeJIbHO TPAHCIUPYEMBIMU Ha YKPaHe.

B 3TOM KOHTEKCTEe TBOPUECTBO BBIJIAIOIIETOCA KUTAHCKOTO 1 aMEPUKAHCKOTO
komro3uTopa Tan JlyHa TmpexacTraBjiseT co0OMl TpuUMep OPUTHHAIBHOUN
Y WHINBU/TyaJITN3UPOBAHHOMN TPAKTOBKH NOJTU(POHUUECKUX IIPUEMOB
B OpraHM3allui My3bIKaJIbHOTO MaTepuajia. TU IPUEMbBI COCTaBWIU (PyH/IaMEHT
KOMITO3UTOPCKOU TexHUKHU TaH JlyHa, a 0COOEHHOCTH MX TPAKTOBKU 0OYCJIOBJIEHBI
dumnocodcko-screTmueckumMu  uzesIMU  aBTopa. Hambosiee  BaXKHYIO  POJIb
B TBopuecTBe TaH /[yHa urpaet nosnudoHUA KyJbTYPHBIX TPAAUIIUN U HOBATOPCKUE
MyJIbTUMEIUIHbIE SKcIepuMeHThl. Tak, B mpousBeneHun «Kapra» (The Map)
STHOTpauyecKkre BHUEO03aNMNCU KUTANUCKOTO (OJIbKIIOpa HAKJIQABIBAIOTCA Ha
3By4YaHUE OPKeCTPa U COTUPYIOIIEN BUOJIOHYEIH, IPUUEM HapPTUH CUM(MOHUIECKOTO
OpPKecTpa U COJIMCTAa aKTUBHO B3aMMOJENCTBYIOT C MY3bIKOU, TPAaHCIUPYEMOU
c 9KpaHa (JacTo Mpu 3TOM 00pasyrTcsa reTepodOHHbIE coueTaHUsA). B pesyabraTe
dopmupyercss  cBoeoOpa3HBIM  KOHTPAIYHKT  IPOCTPAHCTB  (CIIEHUYECKOTO
IIPOCTPAHCTBA M IIPOCTPAHCTBA OBITOBAHHSA KUTAWCKOTO (POJIBKJIOpA) U 3BYKOBBIX
IUIACTOB: 3BYYaHUSA KHUTANCKOTO (HOJIBKIOpPA B €ro MOIJIMHHOM, 3THOTpadHUUecKu
JIOCTOBEPHOM BUJI€ U MY3bIKU /IJ1 CUM(POHUUECKOTO OPKECTPA, OCHOBAHHOM HA TOM
JKe caMOM MaTepuaJie.

B 1o e Bpems TpakToBKa TaH JlyHOM NpuUHIMOA MOJU(POHUUYECKOTO
HACJIOEHUSI BPEMEH U TPOCTPAHCTB HeceT Ha cebe OTIeYaTOK TBOPUYECKOTO
IIEPEOCMBICJIEHUS  PA3JUUYHbIX (UIOCOPCKUX HCTOYHUKOB, CpPEAU KOTOPBIX
HanboJlee Ba’KHOe 3HaUE€HUE MMEIOT HJIeN JaocusMma, Oyanuama, U [[3un (Kauru
[TepemeH, BXOZAIIEH B YMCIO KAHOHHYECKUX TEKCTOB KOH(QYIIMAHCTBA), a TaKIKe
KyJIbTYypbl Y-Uy, K BOXKHEUIIIUM 3JIeMeHTaM KOTOPOU OTHOCHUTCS IIaMaHu3M. Tak,
B Ghost Opera njis UMbl U CTPYHHOTO KBapTeTa COCYIECTBYIOT TPU BPEMEHHBIX
IUIacTa, OO0OO3HAUEHHBIX KOMMO3UTOpOoM Kak «IIpomuioe», «Hacrosmee»
1 «BeyHOCTH», /€10 B3auMOieCcTBUA KOTOPBIX TaH /lyH nouepnHys u3 Hyo onepsl
(%) — MraMaHCKOTO pUTYyaJsia, PacIpOCTPAHEHHOTO B IPOBUHIINU XYHAHb.

Eme oAMH WHTEpecHbI JKCIEepUMEHT IIpe/CTaBjiseT co0OM LUK Yi,
HaTMcaHHBIN no/, BausHueM U 1[3uH ($4) 1 npeJicTaBIAIONINN cOO0M HaJIOKEHUE
CaMOCTOATETbHBIX IPOU3BEEHUN 1S BHOIoHYesH cosio (Yir — Intercourse of Fire
and Water), rutaps! (Yi2), BHOJIOHUYETIH U KUTAUCKUX OPOH30BBIX KOJIOKOJIHLUYUKOB
(Yi3, B kauecTBe kKotoporo Beictymaet Il vacts — Earth — cumdbonuu Heaven Earth
Mankind) Ha opkecTpoBoe cOYMHEHHE Yi0, KOTOPOE, B CBOIO OYEPE/lb, BKIIOUAET
(parmMeHTHl HECKOJIBKUX paHee HaNMCAaHHBIX TmpousBefeHuin Tau [lyHa.
KoMmo3uTop orpezesisieT KOHIENIUIO IIUKJIAa KaK B3aUMOJENCTBUE TOTO, UTO yiKe
CYIIIECTBYET, C TEM, UTO €IIle TOJIbKO MOXKET ocyInecTBUTheA (“existing and potential”).
B sTOM cMmpbIciie OTCHUIKM K paHee HAINMCAHHBIM HPOU3BEAEHUSIM CTAHOBATCS
MY3bIKQJIbHBIM BOIUIOIIIEHUEM WJeN HEeNPEepPhIBHOTO HU3MEHEHUs BCETO CYIIEero,
IIpEJICTABIISIONIENR COO0N HE TOJBKO KJI04eBYI0 MbIcab UM 113UWH, HO U OTpa)keHue
YHHUBEPCAJIBHOTO 3aKOHA Pa3BUTHUSA BeesleHHOU.

[To pesysbTaTaM IPOBEAEHHOTO HUCCJIENOBAHUSA MOKHO CZI€JIaTh CJIEIYIOINe
BBIBO/IbI:

1. IlommdpoHuss — oOAUH U3 OCHOBHBIX IPUHIUIIOB, OPTAaHUIYIOIIUX

Pa3HOPOAHBIN My3bIKaJILHBIN MaTepuaJsl B My3bike TaH JlyHa;
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2. B TBOopuectBe Tan /lyHa noOJy4arOT WHAWBUAYAJIBHYI0 TPAKTOBKY TaKue
crerpuuHble NOJIUPOHNYECKHE IPUEMBbl, KaK IT0JIU(OHUA KyJIbTYDP, BpEMeH
Y IPOCTPAHCTB;

3. Ha nonudonnueckyro texnuky Tan /[yHa okazanu 3Ha4YUTeJbHOE BJIUAHUE
KUTalcKue peurno3no-punocodckue uieu;

4. BaxkHyo posb B co3AaHUU TMOJAU(POHUYECKON 3BYKOBOM TKAHU B psie
counHeHull TaH /lyHa UrparoT MyIbTUMeIUHBbIE TEXHOJIOTHUH.

Kiarouesbie ciaoBa: Tan /lyH, nosudoHUA KyJbTyp, NOJU(POHUA BPEMEH,
nostngouus npocrpaucts, The Map, Ghost Opera, Intercourse of Fire and Water —
Yi1

Polyphonic Technique as an Element
of the Philosophical and Aesthetic Concept in the Tan Dun’s Ouevre

The extremely important role of polyphonic principles of organizing musical
material is one of the fundamental features characterizing the music of the 20th
century. Along with the revival of ancient polyphonic genres and forms, composers
of the last century developed a number of innovative polyphonic techniques. The
peculiarity of these techniques is that a component of a polyphonic combination can
be not only melodic voices, but also such complex formations as a musical style
(polystylistics in the works of A. Schnittke, L. Berio and other authors) or even music
belonging to any cultural and historical tradition as a whole (the concept of
Weltmusik by K. Stockhausen). At the same time, the polyphonic combination of
music from different eras and cultural traditions leads to the appearance of such a
specific effect as “polyphony of times,” and the widespread techniques of spatial
stratification of sound allow us to speak of “polyphony of spaces.” In addition, the use
of multimedia technologies has given rise to such a phenomenon as “polyphony of
visuals,” which is formed by a combination of the actions of performers on stage with
images simultaneously broadcast on the screen.

In this context, the work of the outstanding Chinese and American composer
Tan Dun is an example of an original and individualized interpretation of polyphonic
techniques in the organization of musical material. These techniques are the
foundation of Tan Dun’s compositional technique, and the peculiarities of their
interpretation are determined by the philosophical and aesthetic ideas of the author.
The most important role in Tan Dun's work is played by the polyphony of cultural
traditions and innovative multimedia experiments. Thus, in the work The Map,
ethnographic video recordings of Chinese folklore are superimposed on the sound of
an orchestra and a solo cello, and the parts of the symphony orchestra and soloist
actively interact with the music broadcast from the screen (often heterophonic
combinations are formed). As a result, a kind of counterpoint is formed between
spaces (stage space and the space of existence of Chinese folklore) and sound layers:
the sound of Chinese folklore in its authentic, ethnographically reliable form and
music for a symphony orchestra, based on the same material.

At the same time, Tan Dun’s interpretation of the principle of polyphonic
layering of times and spaces bears the imprint of a creative rethinking of various
philosophical sources, among which the most important are the ideas of Taoism,
Buddhism, the I Ching (Book of Changes, one of the canonical texts of Confucianism),
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as well as the Wu-Chu culture, the most important element of which is shamanism.
Thus, in Ghost Opera for pipa and string quartet, three-time layers coexist, which are
designated by the composer as Past, Present and Eternity, the idea of the interaction
of which Tang Dun took from Nuo opera (##;) — a shamanic ritual common in Hunan
province.

Another interesting experiment is the Yi cycle, written under the influence of
the I Ching (%£) and representing the superimposition of independent works for solo
cello (Yi1 — Intercourse of Fire and Water), guitar (Yi2), cello and Chinese bronze
bells (Yi3, the plan of which has not yet been realized) on the orchestral work Yio,
which, in turn, includes fragments of several previously written works by Tan Dun.
The composer defines the concept of a cycle as the interaction of what already exists
with what can yet be realized (“existing and potential”). It is also interesting that in
the symphony Heaven Earth Mankind there are references to the previously written
concert by Yi1, which perhaps hints at the idea of continuous change of what already
exists, which is not only the key thought of the I Ching, but also a reflection of the
universal law of the development of the Universe.

Based on the results of the study, the following conclusions can be drawn:

1. Polyphony is one of the basic principles organizing the heterogeneous musical
material in Tan Dun’s music;

2. Inthe works of Tan Dun, such specific polyphonic techniques as the polyphony
of cultures, times and spaces receive an individual interpretation;

3. Tan Dun’s polyphonic technique was significantly influenced by Chinese
religious and philosophical ideas;

4. Multimedia technologies play an important role in the creation of polyphonic
sound fabric in a number of Tan Dun’s compositions.

Keywords: Tan Dun, polyphony of cultures, polyphony of times, polyphony
of spaces, The Map, Ghost Opera, Intercourse of Fire and Water — Yi1
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IMoaundoHnYEeCKUH UK KaK IOKYMEHT 3IIOXHU:
IocrakoBu4, CTOHUMCKHUU (K BOIPOCY MOCTAOKYMEHTAIbHOCTH )

TepMHH «IIOCTAOKYMEHTAJIbHOCTb», MOSBUBIINUCA B HAYYHOU JIUTepaType
90-x 10/1oB XX BeKa, ObLJI 00yCJIOBJIEH HOBBIM ITOZIXO/IOM B M3ydYeHUU (DEHOMEHOB
kuHeMaTorpada, d¢ororpaduu, mnostudeckoro TopuectBa (H. B. bapkoBckas,
3. K. AGnynnaeBa). Bo riaBy yrijia mpe/icTaBUTEJSAMH 3TOTO HaIlpaBJIeHUSA ObLI
IIOJIOKEH BOIIPOC O HEOOXOJIMMOCTU M3yUYeHUS HCKYCCTBA UM IIPEKIE BCETO €ro
BU3YJIbHBIX (DOPM, COBMEIIAIOIINX HUTPOBYIO (XYZ0KECTBEHHYI0) U HEHUTPOBYIO
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(HOKyMeHTaJIbHYI0) CTHJINCTUKY, HE TOJbKO B JCTETHYECKOM H3MEPEHUH, HO
U B IOKYMEHTAJIbHOM.

Uto KacaeTcsi My3BIKQJIbHOTO HCKYCCTBA, JOKYMEHTAaJIbHbIE AaCIEKTHI
M3y4aeMbIX IPOU3BEJIEHUN  Bcerza Haxogwiauch B (Qokyce  BHUMaHUA
rccsesioBaTesiell. ATOT BONPOC He CBOAUTCA K UKcaluu IepuoAa paboTh
KOMIIO3UTOpa HAaJ, COUYMHEHUAMHU WJIM JlaTaM U MecTy npembep. Ilog
MIOCTAOKYMEHTAJIbHOCTBI0O HMeeTCsI B BHAY OOBeKTUBHasA (JOKyMeHTaIbHAs)
nHOopMaIus, KOTopas Tak WIN WHAYe 3arevyaTjieHa B OPUTHHAJIbHOM KJIaBUPE WU
[MAPTUTYypPe COYMHEHU M OTPa)keHa B COJEpP>KaHUM BO BCeM ero MH(POPMAaTHBHOM
1 nHGOPMAITMOHHOM 00beMe: B aBTOPCKUX IPEIUCIOBUSX, IPUMEUYaHUIX,
peMapkax, IOSICHEHUAX, B My3bIKQJIbHOM fI3bIKE, B TOM UHCJIE Yepe3 aJUTI03UU WU
IIOCPEICTBOM ITUTAT.

MO>KHO CKa3aTh, UTO «IIOCTIOKYMEHTAJIbHOCTh» B TOM 3HAa4Y€HUH, B KAKOM 3TO
MOHATHE TPaKTyeTcA IociaenoBarensMu wuaer P.bapra, ectb HemnpesoxHas
COCTABJIAIONIASA «I€JIOCTHOTO» MY3bIKOBEUECKOTO aHAIN3a, XOTA CAMO 3TO IIOHATHE
IIOKA He BXOJIUT B My3bIKOBETUECKUU Te3aypPYC.

[IpuMeThl MOCTAOKYMEHTAJIBHOCTH Pa3bpocaHbl MO BCEMY CIHEKTPY >KaHPOB
KJIACCMYECKOT0 MY3bIKQJIbHOTO HAacCJe[us, BKJIOYAasA IPUMepbl TaK Ha3bIBaeMOU
«OpPUS—MY3bIKH», K KOTOPOM OTHOCATCS W UHCTPYMEHTaJIbHble MOJIN(POHUYECKUE
IIMKJIBI BEJINKUX MacTepoB 3Tou popmsl ([Ixk. Ppeckobanbau, U. C. bax, A. Pelixa,
I1. Xuagemur, /. /1. [llocrakoBuy, P.K. llegpun, C.M. CiounmMmckuii). Benp
Ka’KJloe U3 STUX COUMHEHUU 00YCIOBJIEHO HE TOJIbKO TBOPUYECKUM HUMITYJIbCOM HJTH
TUIIOM MBIIIJIEHUS JUYHOCTHA, HO CBS3aHO C T€M WJIM HUHBIM 3HAKOBBIM (PakTOM
¥ BHYTPEeHHEH MOTPeOHOCThI0 KOMIIO3UTOPAa OTPearupoBaTh Ha HETO, U BBICTYIIAET
B KauecTBe CBOe0OPa3HO JOKYMEeHTATbHON XPOHUKH.

H3yuyeHne 3THUX COUYMHEHUU B aCIEKTE ITOCT/IOKYMEHTAJIHbHOCTH I103BOJISET
IIPUOTKPBITh HOBBIE TPAHU M HIOAHCHI UX COJIep:KaHUSA, JOKYMEHTUPYIOIHUE Te WU
HHbBIE (paKThI U OOCTOSTEIHCTBA UCTOPHUUECKOTO, OOIIEKYIFTYPHOT0, MEXKIUIHOCTHOTO,
STUYECKOr0 XapaKTepa.

B soxsiazie TOHSTHE IOCTAOKYMEHTAJIBHOCTH pa3pabaThIBaeTcss Ha IPUMeEPE
onHoMMeHHbIX (¢opTrenuanHbix counHeHudl [l. [llocrakoBuya u C. CIOHUMCKOTO
«24 npesoanu u ¢yru». [lokazaHo, KakuM 00pa3oM KOMIIO3UTOPBI JJOKYMEHTHUPYIOT
B OTHX ITPOM3BEJIEHUAX CBOE OTHOIIEHWE K TOMY WU HMHOMY COOBITHIO, JIMYHOCTH,
HCTOPUYECKOMY WJIN XYJIOXKECTBEHHOMY (aKTy; aHAJIM3UPYeTCs WHCTPyMEHTapHu,
C TIOMOIITHI0 KOTOPOT'O COUMHEHUS ITPUOOPETAIOT 3HAUEHE UCTOPUUECKOU XPOHHUKHU.

KiroueBble cJ10Ba: IMOCTAOKYMEHTAJIbHOCTh, NOJUMDOHUYECKUN ITHUKJI,
HCTOpUYECKHE XPOHUKU, «JIOKYMEHTAJIbHOE» U «XyA0KEeCTBEHHOe», (popMa-IINKJI
«24 nipestoauu u pyru», 1. /1. Hlocrakopud, C. M. CjioHUMCKUH

Polyphonic Cycle as a Document of the Era:
Shostakovich, Slonimsky (on the Issue of Post-Documentary)

The term postdocumentary, which appeared in the scientific literature of the
90s of the twentieth century, was due to a new approach to the study of the
phenomena of cinematography, photography, poetry (N.V. Barkovskaya,
Z. K. Abdullaeva). The representatives of this direction put at the forefront the issue
of the need to study art and, above all, its visual forms, combining play (artistic) and
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non-play (documentary) styles, not only in the aesthetic dimension, but also in the
documentary one.

As for musical art, the documentary aspects of the works studied have always
been the focus of attention of researchers. And the discussion here is not limited to
the dates of the composer’s work on the compositions or the dates and places of the
premieres. Postdocumentary means objective (documentary) information that is
somehow sealed in the original piano score or score of the work and reflected in the
content in all its authorial informative and informational volume: in the author's
prefaces, notes, remarks, explanations, in the musical language, including through
allusions or by means of quotations.

In this regard, we can say that postdocumentary in the sense in which this
concept is interpreted by followers of the ideas of R. Barthes, is an indispensable
component of a “holistic” musicological analysis, although the concept of
“postdocumentary” itself is not yet included in the musicological thesaurus. The signs
of post-documentary are scattered across the entire spectrum of genres of classical
musical heritage, including examples of the so-called “opus music”, which includes
instrumental polyphonic cycles of the great masters of this form (Frescobaldi, Bach,
Reicha, Hindemith, Shostakovich, Shchedrin, Slonimsky). After all, each of these
compositions is conditioned not only by creative impulses, but is connected with one
or another significant historical fact and acts as a kind of documentary chronicle.

The study of these compositions in the aspect of post-documentary allows us
to reveal many facets and nuances of their content, documenting certain facts and
circumstances of a historical, general cultural, interpersonal, ethical nature.

In the report, the concept of post-documentary is developed using the example
of the eponymous compositions of D. Shostakovich and S. Slonimsky 24 Preludes
and Fugues. It is shown how composers document their attitude to a particular event,
historical or artistic fact in their compositions, express their attitude to a colleague;
the tools with which the composition acquires the meaning of a historical chronicle
are analyzed.

Keywords: post-documentary, polyphonic cycle, historical chronicles,
“documentary” and “artistic’, form-cycle 24 Preludes and Fugues,
D. D. Shostakovich, S. M. Slonimsky
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CuMm@oHuA B TBOpUECTBE KEHITUH-KOMIO3UTOPOB XIX Beka

3osoroit poua cuMmbonnueckor My3bIki XIX Beka BKJIIOUAET B ce0s mpexke
BCET0 MMEHA BEJIUKUX KOMIIO3UTOPOB-MY:KUUH, ONPEIEABIINX IyTU PA3BUTUA
>)kaHpa. OIHAKO B 3TO Ke BpeMs HapaBHE C HUMU CyIIECTBOBAJIU U TaJaHTIUBbIE
JKEHIIMHBI-KOMIIO3UTOPHI, KOTOPblE TakKKe paboTaysum B kaHpe cuMGOHHUU. ITO
ObLTH, B YacTHOCTH, OMuns Matiep (1812—1883), Jlyuza ®appank (1804-1875),
Anbdpuna Auape (1841—1929), Anmca Mapu Cvmur (1839—1884), Omu buu (1867—
1944) u napyrue. B pamkax JokJiaza Mbl B3IJISHEM Ha IPUBBIUHBIA BCEM >KaHP
C IPYTOTO pakKypca, a HMEHHO PpacCMOTPUM, KaK CUMQOHUIO IIPeJICTABIIAIN
KOMIIO3UTOPBI->KEHIIMHB XIX Beka W MoueMy Ha UX COUMHEHHUS TaKXKe CTOUT
obpaTUTh BHUMAaHUE.

JKenmwmua, wus30paBIias B KayecTBe OCHOBHOU Tmpodeccuu 3aHATHE
KOMITIO3UITUeN — (pUrypa HOBas, a B KAKOM-TO CMBICJIE /IaKe YHUKaJIbHAasA. BIIoTh 710
OTHOCUTEJIPHO HE/IaBHETO BPEMEHU CUMTAJIOCh, YTO JKEHIITUHAM HE JIaHO COYUHSATH
B KPYIHBIX KaHpPax M JUPHKUPOBATh CHM(POHUYECKUM HJIN ONIEPHBIM OPKECTPOM.
B XVIII-XIX Bekax 5Ta TOYKa 3peHHs BCELEJIO rocrnoAcTBoBasa. OfHAKO, N3YyUYUB
CIIMUCOK JKEHIIMH-KOMIIO3UTOPOB W WX Hacjeawe, Mbl Haiaem OoJsiee 20
IIpeJICTAaBUTEIbHUI PA3HBIX CTPAH, KOTOPHIE MHUCAJIU B JKaHPe CUM(MOHUH.

Ocoboe MecTo 3aHMMaeT TBOpYecTBO OMuauu Maiiep, yueHunsl K. JI€Be
u A. b. Mapkca. IlomyuuB mnpodeccHOHAIbHOE KOMIIO3UTOPCKOEe ObOpa3oBaHUe
YacTHBIM 00pa30oM, OHA CTaJia OJTHOM U3 IIEPBBIX, KTO He IM000ICA 3asIBUTH O cebe.
iMeHHO el yzlasioch AOOUThCA ycrexa y MyOJUKU U NMPU3HAHUS COBPEMEHHUKOB.
Avimnusa Matiep — aBTop 8 cuM@OHUH, 15 KOHIEPTHBIX YBEPTIOP (B TOM UHCIIE
yBepTIopbl «®aycT», cod. 46), OHOU omepbl, MHOKECTBA KaMEPHBIX COUMHEHUM.
B TBopueckoM ImoyepKe KOMIIO3UTOPa Mbl HAXOJUM HOBBIE UYePTHI B 00pa3HOU cdepe,
My3BbIKQUIbHOU (OpMe UM MHCTPYMEHTOBKE, a TakKe B (PMIOCOPCKOU KOHIEMITUU
cuM(QpOHUH.

B XIX Beke, B 3II0Xy paciBeTa pOMaHTH3Ma, CHMQOHHS Bce OOJIbIIE
CTAaHOBHWJIACh CYOBEKTHUBHBIM >KaHPOM, B KOTOPOM KAa’KJIbIi aBTOP MOT BBIPa3HTh
cOOCTBEHHbIE  IIepEXUBAHUS, BHYTPEHHHH MHP U CBO€  BOCIPHUATHE
ZericTBUTeNIbHOCTU. B cumdoHusax Omwiuu Mavlep U JpYyrUX JKeHIIUH-
KOMITO3UTOPOB MBI BHJUM CTPEMJIEHUE K 00Jiee 00BEKTUBHOMY Xy/I03KECTBEHHOMY
BBICKA3bIBAHUIO. OTU COYMHEHHUs OTHOCATCSA K HANpaBJIEHUIO SIUYECKOT0
cuM$pOHM3MA, TJle aBTOP BBICTYNAET B POJIU paccKa3urlKa MCTOPHUHU, a HE TJIABHOTO
JIENCTBYIOIIETO JIUIIA.

Jloxsaz mpeacTaBisieT cOOON HCTOPUYECKUN 0030p, KOTOPHIA MOAKPEIIEH
WLTIOCTPAUsIMU, TAOJTUIAMH U HOTHBIMUY IIPUMEPaMHU.

KiaioueBble cioBa: cumdponusa XIX Beka, KEHIUHBI-KOMIIO3UTOPHI,
poMaHTu3M, AMuaus Maiiep, ncTopus KaHpa

Symphonies by Women Composers of the 19th Century

The golden fund of symphonic music of the 19th century includes, first and
foremost, the names of great male composers who defined the genre’s development.
At the same time, however, there were talented female composers who also composed
symphonies. We must mention Emilie Mayer (1812—1883), Louise Farrank (1804—
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1875), Elfrida Andree (1841-1929), Alice Mary Smith (1839-1884), Amy Beach
(1867—-1944), and others. In this paper we will consider the familiar genre from
a different point of view, namely how the symphony was represented by female
composers of the nineteenth century and why their works are also worth studying.

A woman who has chosen composition as her main profession is a new and, in
a sense, even unique figure. Until recently, it was generally believed that women were
not capable of composing in major genres or conducting a symphony or opera
orchestra. In the eighteenth and nineteenth centuries, this view prevailed. However,
if we examine the list of women composers and their works, we will find more than
20 women from different countries who wrote symphonic works.

The work of Emilie Mayer deserves special mention. She was a student of
C. Lowe and A. B. Marx. Mayer was one of the first women to receive professional
training in composition and was not afraid to make herself known. She undoubtedly
achieved the greatest success and recognition among her contemporaries. Emilie
Mayer is the author of eight symphonies, 15 concert overtures (including the Faust
Overture op. 46), one opera and numerous chamber works. In the composer's
creative manner, we find new features in the imagery, musical form and
instrumentation, as well as in the philosophical concept of the symphony.

In the 19th century, at the height of Romanticism, the symphony became an
increasingly subjective genre in which each composer could express his own
experiences, his inner world and his perception of reality. In the symphonies of
Emilie Mayer and women composers in general, we see a desire for a more objective
artistic expression. Symphonies composed by women in the nineteenth century
belong to the trend of epic symphonism, where the author acts as the narrator of the
story rather than being the protagonist.

The paper offers a historical overview supported by illustrations, tables and
musical examples.

Keywords: symphony of the 19th century, female composers, Romanticism,
Emilie Mayer, history of genre
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HOIEC/IABCKAA Mapusa BukropoBHa
Kxanduoam uckyccmeosedeHus,
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ITomudonusa B TBopuecTBe Apuda Mupsoena

[Ipenmer HACTOAIIEr0 WCCAeAOBaHUSA — TOJUGOHUS B TBOPUYECTBE
BBIJIAIOIIErocs a3epO0ail/PKaHCKOTO M POCCHUCKOTO KOMIIO3UTOpA, ITHAHUCTA
1 opraHucra Apuda A6y bl oryibl Mup3soeBa (p. 1944).

Apud Mup3soes nostyuns obpa3oBaHre B BakHCKOM KOHCepBAaTOPUH B KJ1acce
npodeccopa Kapa KapaeBa, KOTOpbIi, B CBOIO O4Yepe/lb, ObLI YUeHUKOM JIMUTpUs
[MTocrakoBuua. TBopuecTBO Mup3oeBa nmpejcTaBasieT co00il rapMOHUYHBIN CUHTE3
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3aMaJHOTO ¥ BOCTOUHOTO, KaTOJIMYECKOTO, MPOTECTAHTCKOTO U MYCYJIbMaHCKOTO.
B ero my3bike neperiaBjieHbl HEMeIKasA Kaaccudeckas noaudoHUs U eBpOIeNCKoe
0apOKKO, UTAJIHTHCKOE BO3POXK/IEHNE U BOCTOUHBIN MyramaT. KoMImo3uTop siBsieTcst
IIpeJICTAaBUTEIEM TOJUCTHUJIUCTUKUA B 00J1aCTU HEOOAPOYHOU UM HEOPEHECCAHCHOU
My3bIKA BocToka u 3amajia, OCHOBOIIOJIOXKHUKOM a3epOaii/iKaHCKON peJTUTHO3HO-
MeMOPHaIbHON NOIU(MOHNUECKON MY3bIKU.

A. Mup3oeB — KPYITHbBIH CIIENUATUCT U ITponaranauct TBopuectsa M. C. baxa.
C nmeneMm baxa cBs3aHo obpaieHne a3zepOai?kaHCKOTr0 KOMIIO3UTOPa K OpTaHHOM
My3bike. Hemenkas nosngoHus CBOOOTHOTO CTUJIS MOJIyJHIa HOBOE MPeJIOMJIEHHE
B TaKUX COYMHEHMsAX MupsoeBa, Kak «Xopaa U kiaccuueckass ¢pyra» u «Hopas
yeTbIpexroyiocHass ¢yra k ®anrasuu BWV 542 U. C. baxa» g opraHa coJo;
«ITommdoHnueckass apusi» AJs CKPUIIKM U oOpraHa, KBapTeT /i1 CTPYHHBIX
WHCTpyMeHTOB; [IBoiiHas dyra, ITonmdonnueckas TeTpaab, a TakKe OT/AEIbHBIE
IIHECHI U3 [IUKJIA «24 Ipeaoauu u Qyru» i GopTennaHo.

Bepmmuo#i TBopyectBa MupaoeBa crtaysa «OpranHass cuUMGOHUS MMaMATU
. C. baxa, win OpHaMeHTaJIbHO-MyTaMHbIE, XOpaJIbHblE MW TMOJU(POHUUYECKHE
Bapuaruu» c-moll op. 30 (1984) — counHeHHe, MOCBIIIEHHOE 300-JIETHIO CO JTHSA
POXKJIEHUsS BEJUKOTO HEMEIKOTO KOMIIO3UTOpa. YeTBeprasg dYacTh ITUKJIA
IIpe/ICTaBsieT COO0OM MOHYMEHTAJIbHYI0 (yry 6axoBcKoro obpasija ¢ 4yepTaMu
HAIIMOHAJIbHOU CTUJIMCTUKU U UCIIOJIb30BAHUEM KOJIJIaKa — TEMBI KpecTa U TeMBbI
npestioguu b-moll u3 I Toma «XopoImo TeMIIepupoBaHHOTO KJaBupa» baxa.

Ha ocHoBe aHa/iM3a mepeuyrcIeHHbIX COUMHEHUU MOKHO CJZIeJIaTh BBIBO/IbI
0 3HaueHnU noanu@oHuu B My3bike Mup3oeBa u o posin KapaeBa B ero TBOpuecKoM
CTQHOBJIEHUU.

KiaroueBbie ciaoBa: Apud MupsoeB, azepOail/XKaHCKUH KOMIIO3UTOD,
. JI. llocrakoBuu, Kapa Kapaes, Hemenkas kinaccudeckad nonugonus, U. C. bax,
¢dyra, Heobapokko, wmyramar, OpranHas cumdonus mnamatu . C. Baxa,
HallMOHAJIbHASA CTUJIUCTHKA.

Polyphony in the Arif Mirzoev’s Oeuvre

The subject of this research is polyphony in the works of the outstanding
Azerbaijani and Russian composer, pianist and organist Arif Abdullah oglu Mirzoev
(b. 1944).

Mirzoev Arif Mirzoev was educated at the Baku Conservatory in the class of
Professor Kara Karaev, who, in turn, was a student of D.D. Shostakovich.
A. Mirzoev’s work is a harmonious synthesis of Western and Eastern, Catholic,
Protestant and Muslim. His music combines German classical polyphony and
European Baroque, Italian Renaissance and Oriental mughamat. The composer is a
representative of polystylistics in the field of neo-baroque and neo-Renaissance
music of the East and West, the founder of Azerbaijani religious and memorial
polyphonic music.

Mirzoev is a major specialist and propagandist of J.S. Bach’s work. The
Azerbaijani composer’s appeal to organ music is connected with the name of Bach.
German free-style polyphony received a new refraction in such works by Mirzoev as
Chorale and Classical Fugue and New Four-voice Fugue to J. S. Bach’s Fantasy
BWYV 542 for organ; Polyphonic Aria for violin and organ, Quartet for string
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instruments; Double Fugue, Polyphonic Notebook, as well as individual pieces from
the cycle 24 preludes and fugues for piano.

The pinnacle of Arif Mirzoev’s work is the Organ Symphony in Memory of J. S.
Bach, or Ornamental-Mugham, Chorale and Polyphonic Variations in C Minor
op. 30 (1984), a work dedicated to the 300th anniversary of the birth of the great
German composer. The fourth part of the cycle is a monumental fugue of the Bach
pattern with features of national stylistics and the use of collage themes of the cross
and the theme of the prelude in B flat minor from the first volume of Bach’s Well-
Tempered Clavier.

Based on the analysis of these works, conclusions can be drawn about the
importance of polyphony in the music of Mirzoev and the role of Kara Karaev in his
creative development.

Keywords: Arif Mirzoev, Azerbaijani composer, D. D. Shostakovich, Kara
Karaev, German classical polyphony, J. S. Bach, fugue, neo-Baroque, mughamat,
Organ Symphony in memory of J. S. Bach, national style
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CucremHoe u pu3oMaTudecKoe
B KOMIIO3UIIMOHHOM cTpareruu Kop:ka Anmepruca

KommosunnonHas jioruka Kop:ka Arnepruca cBs3aHa C IlepecedeHHeM JIBYX
IIPOTUBOIIOJIOKHBIX CTPATerruil: CTPOrOM JIeTEPMUHUPOBAHHOCTU M PU30MaTUYECKOUN
MHOKeCTBEHHOCTU. MblI 00paTWinch K KaMepHbIM IMPOU3BEIEHUS KOMIIO3UTOPA,
CO3/IAaHHBIM B IIEPUO/T ero paboThl B TBOpUeckol jabopatopuu ATEM, 1 oOHapy»Kuiu
aQHAJIOTUU MEXKy cXxeMaMu Anlepruca U THIUYHBIMU pUrypamu yati — puTMUUECKUMU
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PUCYHKaMU, UCIIOIb3YEMbBIMU B MH/IUMCKOM MPAKTUKe KOHHAKOJIA. Yati OCHOBBIBAIOTCSA
Ha reoMeTpHUYecKnX (hopMax CyKAIIIMXCA U PACXOAAIIUXCA TPEYTOJIbHUKOB, KOTOpbIe
BO3HUKAIOT B pe3yJIbTaTe J00aBJIEHNUS WIN PEIyKIINU CJIOTOB B BOKJIbHOU MEPKYCCUU.
B psizie UHCTPYMEHTAIbHBIX Y BOKQJIBHBIX ITPOU3BE/IEHUI KOMIIO3UTOPA HAOIIOAAIOTCSA
AQHAJIOTUYHBIE CXEMBI, T7le DJIEeMEHTAMH BBICTYIIAIOT HE TOJBKO CJIOTH, HO TaKKe
3BYKOBBICOTBI, pUTMUYeckue GUrypbl U KecTbl. CJI0KHOCTb BBISIBJIEHUS STUX CXEM
o0ycJIOBJIeHa HaMepeHHBIM U IOCJIEe0BATEIbHBIM Pa3MbIBAHUEM OJHO3HAYHOCTU
BJIEMEHTOB KOMIIO3UITUM, MX MyTa0eJbHOCThIO, OIMEHAMU U TpaHCHOPMAIUAMU.
Xy10’KeCTBEHHBIH MOJIX0/, AIlepruca COOTHOCUTCS C KOHIEMIINEeH PU30MBbl, ITOAPOOHO
onucanHou JKuiem Jlenézom u @enmkcom I'Batrapu B ux pabore 1976 roga «Tricsua
11ato». ConocrapyieHre 3TOM KOHIIENITUY C CUCTEMATUIECKOM JIOTUKOU Yatl TO3BOJISAET
6oJ1ee TOUHO OXapaKTEpPU30BaTh MPAKTUKY Anepruca, oObsacHASA coueTaHue MopsaKa
Y IPPETYJIIPHOCTH B €r0 TBOPYECTBe.

KiaroueBble ci1toBa: My3bika XX Beka, sKopk Anepruc, KOMIIO3UIIMOHHbBIE
cXeMbl, KOHHAKOJI, TeoMeTpudeckue QUTypsI yati, pusaoma

Systemic and Rhizomatic
in the Compositional Strategy of Georges Aperghis

Georges Aperghis’s compositional logic is characterized by a unique
intersection of two strategies: strict determinism and rhizomatic plurality. The focus
of this study is Aperghis’s chamber pieces from his period of work in the laboratory
ATEM, with a particular emphasis on the identification of analogies between his
schemes and the typical figuras yati — rhythmic patterns from the Indian konnakol
practice. These rhythmic patterns, commonly referred to as yati, are derived from
geometric figures of tapering and diverging triangles, which emerge as a result of the
addition or reduction of syllables in vocal percussion. Aperghis’s body of work,
encompassing instrumental and vocal compositions, reveals analogous schemes
where elements transcend their initial function as mere syllables, metamorphosing
into sound pitches, rhythmic figures, and even gestures. The discernment of these
schemes is hindered by Aperghis’s deliberate and consistent deliberate disconnection
of elements, resulting in their mutability, substitutions, and transformations.
Aperghis’s artistic approach aligns with the concept of rhizome, a term coined by
Gilles Deleuze and Félix Guattari in their 1976 work A Thousand Plateaus. The
juxtaposition of this concept with the systematic logic of yati facilitates a more precise
characterization of Aperghis’s practice. It enables an explanation of the simultaneous
presence of order and irregularity in his work.

Keywords: 20th-century music, Georges Aperghis, compositional schemes,
connacol, yati geometric figures, rhizome
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I'osioc uesr0BEeYECKOM CIPAaBEINBOCTH — /IO U IMOCJIE TPEMbEPDI
«Ceapmoii cum@ponun» IlllocrakoBuua B Kurae

Jlokiaz mocBsllleH ucTtopuueckoirr poan «Ceapmoii cumM@oHMU» JIMHUTPHA
[ITocTakoBMYA Kak CUMBOJIA COIPOTUBJIEHUS QalIU3My U YKPEIJIEHUs KyJIbTypHO-
nosiutudeckou cBsizu mMexay CCCP u Kutaem B roawsl Bropoli MHPOBOM BOUMHBI.
AxnieHTHpyeTCsI BHUMaHUE Ha  KJIIOUEBBIX IPEMbeEpax  IIPOU3BENEHUS,
paccMaTpUBAIOTCA KUTAHCKO-COBETCKOE COTPYAHUYECTBO B chepe My3bIKU. B pabore
coueTaeTcs UCTOPUYECKHUM aHaIU3 €  KYJIbTYPOJOTHYECKHM  TMOJAXO/I0M,
JIEMOHCTPUPY#, KaK HCKYCCTBO MOKET CJIYKUTh WHCTPYMEHTOM ITOJIMTUYECKOU
MOOWJIM3AIUM ¥ MEXAYHApPOJHOW  COJHUAAPHOCTH. PackpbIBaeTcsd  KU3Hb
¥ TBOPUECTBO JupuKepa KuTalickoro HalMOHAJIbHOTO OajieTa W IEPBOTO
npeacenarens AnpsHca cuMpoHUYeckux opkectpoB Kurasa bans Lgymans.

KaroueBbie cioBa: Cenpmasa cumdonusa IllocrakoBuya, KHTANCKO-
COBETCKOE COTPY/JIHUYECTBO, My3blKa M TIOJIUTHKA, IIpeMbepa JleHwHTrpajckas
cuM@oHUA

The Voice of Human Justice — Before and After the Premiere
of Shostakovich’s Seventh Symphony in China

The report is devoted to the historical role of Dmitry Shostakovich’s Seventh
Symphony as a symbol of resistance to fascism and the strengthening of cultural and
political ties between the USSR and China during World War II. The focus is on the
key premieres of the work, and Sino-Soviet cooperation in the sphere of music is
considered. The work combines historical analysis with a cultural approach,
demonstrating how art can serve as an instrument of political mobilization and
international solidarity. The life and work of Bian Zushan, conductor of the China
National Ballet and first chairman of the Alliance of China Symphony Orchestras, is
revealed.

Keywords: Shostakovich’s Seventh Symphony, Chinese-Soviet cooperation,
music and politics, premiere of the Leningrad Symphony
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