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anBeTCTBMe OT nNpe3npeHTa
Poccumnckon aKageMnmn My3blKn UMeHH HecuHbIX

4 pada npubemembBobame yyacmHuko8
Me>x0yHapooHoU KoHgepeHuuu «<TexHuKa

MY3bIKaAbHOU KoMnosuuuu: Happamub vs

APXUMEKIMOHUKA>». IMO NAMAs KOHGepeH -
uus 8 pamkax HayvHozo npoekma, Komopbiit
npoxodum no uHuyuamube kagedpol aHaAu -

MUYECKO20 MY3bIKO3HAHUS Haueld akademuu.

AAS Hac 0codeHHo BaxHo, umo amo

HayyHoe Meponpusmue, nocBauseHHoe cmonb
CNEUUAADHON MeMe, KaK MY3bIKAALHAS KOMNO3UUus, npodoAXaem 00beduHsme

yueHoix -My3bikoBedoB co Beeli Poccuu u MHozux 3apydexkHbiX cimpaH. TTo mpaduyuu,
caoxubBuelics 8 nocaedHue 20001, 3acedaHus cekuui npoxodsm B cMewarHoM gopMame
— OUHOM U DUCMAHUUOHHOM, KOMOPOBIG YtneA oMmAUUHO ceds 3apekomeHdoBame.
FUOKUd U MOOUABHBIN, OH HE MOABKO He npensmcmByem HaydHoMY 0OWeHURD, HO

u noszborsem onepamubro deAumbes HAYUHBIMU UBBICKAHUSMU. S 0YeHb pada, Ymo

8 KOHepeHUUU NPUHUMAROM YyUacMUe U MACMUMbIE YUeHble, U MOAODble
uccaedoBamenu. Haderoco, 4mo KoHPeEpeHUUS NOCAYXUM YKPENAEHURD HAYUHDIX

koHmakmoB, BzaumodeiicmBuro pasHoix HAYUHbIX WKOA U MPAdUUUN.

XKenaro yenewHol padomabr!

FaAuHa Bacurvebra MaspoBekas
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MpuBeTCTBUE OT peKTopa
Poccuickon akapgeMumn MysbiKM UMeHU THeCUHbIX

4 oueHo pad npubemcmbBoBamo 8 cmerax
Pocculickoli akadeMuu MY3blku uMeHu [THecuHbix
Hawux dopoaux dpyseil — PoCcUticKUX U 3apyoesKHbIX
yueHopix. OdcyxdeHue meopemudeckux Bonpoco
My3biKaAbHOU Komnosuuuu ckBo3b npusmy npodrem
HappamuBHOCMU U APXUMEKIMOHUKU Ce200HS

omHocumes K nepedoBomy u nepenekmubromy

Hanpabaeruro coBpemerHoll MysbikoBedueckoil HayKu.
TeMbl 00KAAJ0B HAZAAOHO deMOHCMpUpYrom Kak onnoduyuro nobecmbBoBamenoroix

U APXUMEKIMOHUYECKUX NPUHUUNOB B MY3bIKAAbHBIX POPMAX PA3HBIX INOX U CruAed,
Mak u ux nopoil zapMoHu4Hoe B3aumodelicmBue. Takoll nodxod BaxeH makxe OAS
My3blkaHmoB ucnoAHumeneir, nedazozob, cmydermo8, o cywecmberHo pacuupgem

npedcmabreHus 0 KOMNO3UYUOHHbIX npoueccax B eBponelickoll Mysbike.

Anekcandp CepeeeBuy PoixXuHCKul

[NpuBeTCTBEHHOE C/IOBO PyKOBOAUTENS
KOHthepeHUUH

KoHgeperyus 8 pamkax npoekma kagedpol
AHAAUMUYECKO20 MY3BIKOSHAHUS < TeXHUKA MY3bIKAAbHOU
KoMno3uyuu>> npoBodumces 6 namolii pas. B amom 200y oHa
nocbaueHa 0dHOU U3 aAKMYaAbHbIX nPodAeM
meopemudeckozo My3blKo3HaAHUS — npupode
HappamuBHocmu B Mysbike u ee OMHOWEHUS

K KOHCMPYKMUBHOIM acnekmam My3biKaAbHOU KOMNO3UUUU,
MepMUHOAOZUU U MemOodoAO2UU aHAAU3A. Mbl padbl
npuBemcmBoBamo korree, omMKAUKHYBWUKCS Ha
npuziawerue Boicmynume ¢ dokAadamMu, u HadeeMcs, Ymo

KOHgpepeHyus CmaHem nAamagopmoii OAs 0OMeHa

MHEHUSMU U HAYUHBIX JUCKYCCuil.

UpuHa TempoBra Cycudko



TE3UCHI JOKJIA/10B
ABSTRACTS
AKOIISH Jlepon OranecoBu4 Levon HAKOBIAN
O0OKMOP UCKYCCMBOBEOECHUS, Dr. Habil. (Doctor of Art Studies),
3a6e0yowull CeKmopom meopuu Head of the Department

of Music Theory,
State Institute of Art Science,
Moscow

my3sviku, I'ocyoapcmeentulil
UHCTMUMYM UCKYCCMBO3HAHUA,
Mocxkea

HOBECTBOBATEJIBHOCTbH B MY3bIKE:
CTAPBIE 1 HOBBIE MOJIEJIN 1 INABJIOHBI

[To muenuto @wuumna ['nacca, TOCKOJBKY Hallle BOCTIPUSATHE MY3bIKH OApOKKO, KJ1ac-
CHULIM3Ma, POMAHTU3Ma U MOJEPHHU3MA OCYUIECTBIISIETCA MPH YYACTHH TCUXOJOTHYECKUX
MEXaHHU3MOB MMAMSATHU U OKUJAHUS, Mbl HEIIPEMEHHO U, CKOpPEE BCETO, HE BIIOJIHE OCO3HAHHO
MPUIIMCHIBAEM ITOM MY3BIKE 3JIEMEHT MOBECTBOBATEIBHOCTU. M3 3TOrO crneayer, 4To My3bl-
Ka — B TOM YHCJIE€ YACTO MHCTPYMEHTAJIbHAS U HE UMEIOIIAsi HUKAKOW MPOrpPaMMBbl — MO-
XKET OBITh BOCIPHUHSTA HAMHU KaK COJIEPKATEIbHBIM HappaTUB C yBIEKaTeIbHOU (HhalyIoi,
€CJIM OHA aKTUBHU3UPYET XPAHAILIMECS B HAIICH MAMSATH UHTEPECHBIE ACCOLIMATUBHBIE CBS3U
Y IPUJIAET UM HAIPaBICHHOCTb, COOTBETCTBYIOLIYIO CTPYKTYpPE HAIIUX OXHUIAHWUW. TeH-
JICHITUST KOMIIOHOBATh MY3BIKAJIbHYIO (hOpMY TI0 MOJICJIA HappaTHUBa YpeBaTa pUCKAMH, OJHH
W3 KOTOPBIX — TUMEPTPOPUS HEBBIPAZUTEIHHOTO, IMIAOJIOHHOTO (CITUIIKOM «0XKHIAEMOTO)
Y TI0O3TOMY HEJOCTATOUHO «3allOMUHAIOUIETOCs») MaTepuaia, HeoOX0AUMOro JIJisi BBICTpau-
BaHUS CBSI3HOM (paldyJibl; MOAOOHOE BCTpEUAETCs aXkKe Y KPYIHBIX KOMIIO3UTOPOB.

OnuH 13 BaXHBIX CIOKETOB UCTOPUM MY3bIKU MOCIEAHETO CTONETUSI — MPEOAO0JICHUE
HappaTUBHOCTU. PajivkanbHbIE 1Iard Ha 3TOM MyTH ObLIU MPEANPUHITH K MUHUMATHCTaMU
(Brirouas ['macca) u, Ha IPYrom KOHIE CTHIIMCTUYECKOTO CIIEKTpa, MPUBEPKEHIIaMU cepHa-
nr3Ma. B ux My3bIke peaylUpOBaHbl KaK aCCOLMALMU C TEM, UYTO YK€ UMEETCS B TE3aypyce
CIIyIlIaTeNs, TaK U BO3MOXHOCTH ISl CYyIIIECTBEHHOTO OOHOBJICHUS MaTepHuaia; HHBIMU CIIO-
BaMH, BOCIIPUATHE TAaKOW MY3BIKH, TIO HJI€€, HE 0COOCHHO HYXKJAETCA B MEXaHU3MaX MaMsITH
U okujaHus. Takol MOAX0Jl TaKKe HECET CepPhE3HbIE PUCKU, U JJISi TOTO, YTOOBI 0OXOAUTH
WX, HOBas My3bIKa «3JUTAPHON» HAMPABIECHHOCTH pa3paboTaia CBOM MOJIETH U MA0JIOHBI.

KiarwueBble caoBa: Dunun Fﬂacc, MHUHUMAJIN3M, CCpHUATIU3M, IIPCOOOJICHHC
HappaTUBHOCTHU

NARRATIVITY IN MUSIC: OLD AND NEW MODELS AND CLICHES

According to Philip Glass, since our perception of the music of baroque, classicism,
romanticism, and modernism is related to psychologic mechanisms of memory and anticipa-
tion, we unwittingly (and, perhaps, largely unconsciously) ascribe to this music an element
of narrativity. Hence, such music— even if it is purely instrumental and non-
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programmatic — can be perceived by us as a meaningful ‘story’ with an engaging ‘plot’, on
condition that it activates interesting associative connections stored in our memory and im-
parts to them a direction in line with the structure of our anticipations. The tendency to
model musical form as a narrative is fraught with risks, one of which consists in a hypertro-
phy of featureless, clichéd (too easily anticipated and, therefore, not especially memorable)
constructive material used to achieve a coherent plot; even great composers were not com-
pletely immune to this.

One of the intrigues of the last century’s music history consists in overcoming the el-
ement of narrativity. Radical steps along this path were taken by ‘minimalists’ (including
Glass) and — on the opposite side of stylistic spectrum — by adepts of serialism. In the mu-
sic of both extreme parties the associations with the contents of the listener’s thesaurus, as
well as the opportunities for substantial renewal of material, are reduced; hence, the mecha-
nisms of memory and anticipation, in principle, are not particularly involved in its percep-
tion. Such an approach, too, carries serious risks, and the ‘highbrow’ art music of recent
decades has developed models and clichés of its own to avoid them.

Keywords: Philip Glass, minimalism, serialism, overcoming of narrative

BAUYNHCKAS flna CranuciaBoBHa
cmyodenm-baxanasp Il kypca,

Kageopa meopuu My3viKi,

Kasanckas 2ocyoapcmeennas
koucepsamopusa umenu H.I". Kueanosa,
Kazanw

Yana BACHINSKAYA

3rd Year Bachelor,

Department of Music Theory,
Kazan State Conservatory named
after N.G. Zhiganova,

Kazan

METOJ0JIOI'USA AHAJIN3A MY3]>IKAJILHOI>1U ®OPMBI
I''TASAMMU 1. YIBCTEPA: «MYJIbTUBAJIEHTHBIN» ITPUHIUII

B nocnennee necsTuneTHe OIIyIIaeTcss 0COObI HHTEpEC OTEeUECTBEHHBIX HCCIIeI0Ba-
TeNel K M3YYEHUIO HOBBIX 3apyOeKHBIX pa3pa0dOTOK B cpepe TEOPUH MY3bIKH, CBSI3aHHBIX
C TapMOHMEN U My3bIKalbHOU (GopMmoil. [IpuMepom penpe3eHTalul OPUTHHAIBHBIX aHATH-
TUYECKHUX TOAXO0JIOB SBIIIETCS COOPHUK Hay4HbIX cTarei «Mys3bikaibHas Gopma, (HOpMbI
u yuerune o ¢popme: Tpu METOIOTOTHYECKUX MPHUHLUIAY, n3naHHbH B 2009 romy mox as-
topctBoM Y. Kamnuna, JI. Xenokocku u [[x. Yabcrepa.

JIx. Yabctep — Teopetuk, npodeccop KopHenbckoro yHuBepcuteTa MMeHH [ 0-
nuHa Cmura. OH NpencTaBuil «MYJIBTHUBAJICHTHBIN» MPUHIMII aHAIW3a MY3bIKaJIbHOU
(dbopMbl, Uaes KOTOPOro 3aKJIIOYAETCA B M3yUYEHHUU MY3BIKAJIBHOIO MPOU3BEIECHUS MOCpea-
CTBOM OIIpEJICTICHHOTO Habopa «0o0yIacTeiy Wi «mnapameTpoB» (OJIM3KO K TOMY, U4TO B OTe-
YEeCTBEHHOM MPAKTHKE U3BECTHO, KaK «1eNOCTHBINM aHanu3» B.A. llykkepmaHna). YueHslii
yTBEpK/IaeT, UTO BHUMAHUE UCCIIEAOBATENS JIOJKHO OBITH COCPEOTOYEHO Ha «OJHOM 00-
JACTH 3a pa3», U MEHbIIIE KOHLIEHTPUPOBATHCS HA TOM, «UTO MPOUCXOAUT B APYrux oOia-
ctsax». OOpamasice k conare berxosena op. 10 Ne 3 u cumdonun Monapra «HOmurepy,
VYa0cTep npeuiaraeT cBoe moHUMaHue (HopMbl FKCo3uli. OH cHAOKaeT OMMCAHUS BECh-
Ma MOAPOOHBIMU CXEMaMH, KOTOpbIE, BMECTE C TEM, BBI3BIBAIOT BOIPOCHI Kak MO HabOpy
aHAIM3UPYEMBIX «o0yacTel», Tak U Mo ¢popMe B 1eJIOM. YUEHBI KOHIIEHTPUPYETCS Ha Te-
MaTUYECKOM pPa3BUTHM MY3bIKaJIbHOIO MaTepualla, WTHOPUPYs, IO CYTH, TOHAJIBHO-
rapMOHUYECKUH cueHapuil counmHeHus. B pamkax 3Toro cooOuieHust OyJeT mpeacTaBieH
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aHaJIN3 SKCIO3UIIMU CoHaThl beTxoBeHa op.10 Ne3, pe3ynbTat KOTOPOTO OTIIMYACTCS OT BbI-
BozoB Jx. Ya0OcTepa.

KuaroueBsie ciaoBa: [[xeitmc Ya6ctep, mysbikanbHas ¢dopma, beTxoBeH, coHara
op. 10 Ne 3

METHODOLOGY OF MUSICAL FORM ANALYSIS THROUGH THE EYES
OF JAMES WEBSTER: THE ‘MULTIVALENT’ PRINCIPLE

In the last decade, there has been a special interest of domestic researchers in study-
ing new foreign developments in the field of music theory related to harmony and musical
form. Original analytical approaches in the field of musical form study are of significant
scientific interest. An example of the representation of such analytical approaches is the col-
lection of scientific articles “Musical Form, Forms and the Doctrine of Form: Three meth-
odological Principles”, published in 2009 under the authorship of W. Kaplin, D. Hepokoski
and D. Webster.

J. Webster — a theorist, professor at Cornell University named after Goldwin Smith,
presented the “multivalent” principle of the analysis of musical form, the idea of which is to
analyze a musical composition through a certain set of “areas” or “parameters” (Close to
what is known in domestic practice as V.A. Zuckerman’s “holistic analysis™).

The scientist argues that the analyst's attention should be focused on “one area at
a time,” and focus less on “what is happening in other areas.” Webster offers his under-
standing of the form of expositions of such works as Beethoven's Sonata, Op. 10 No. 3 and
Mozart’s Jupiter Symphony, providing analyses with very detailed diagrams, which, at the
same time, raise questions both on the set of analyzed “areas” and on the form as a whole.

Despite the wide list of what the scientist calls “areas” of analysis, Webster concen-
trates his analytical research mainly within the framework of the thematic development of
musical material, ignoring, in fact, the tonal-harmonic scenario of the composition. Within
the framework of this work, an analysis of the exposition of Beethoven’s sonata Op. 10
No. 3 will be presented, the result of which is different from the analytical conclusions of J.
Webster’s.

Keywords: James Webster, musical form, Beethoven, sonata op. 10 No. 3

BEJISAK Amutpuii BragumupoBu4 Dmitry BELYAK
KaHouoam ucKyccmeogedeHus, PhD,
cmapuiuil npenodasameis Kageopsl Senior Lecturer,

Department of Music Pedagogy
Gnessins Russian Academy of music,
Moscow

nedazoz2uku u memoouxu, Poccutickas
axademusi My3viku umenu I Hecunuvlx,
Mockea

CIOUTHOCTH B MTHCTPYMEHTAJIBHOM MY3BIKE IL.H. YAHKOBCKOT'O

I1.1. YaitkoBckuit oM U3 MepBbIX B Poccun oOpaTuics K )KaHpy WHCTPYMEHTAb-
HOM ctouThl. B HeM komMmo3uTop 0co60 1eHIT CBOOOy BbIOOpa MaTepualia, ero opraHusa-
MW ¥ TIPUHITUIIOB Pa3BUTHUS, KOTOpasi MPOTUBOIOCTABISIACH CTPOrocTu cuMpoHn3Ma. Xa-
paKTEepHbIC YEPThI CIOUTHI MIPU 3TOM OOHAPY>KUBAIKUCH U B APYTUX COUMHEHHSIX YalKOBCKO-
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ro u ynomuHanuch B padotax b.B. AcadreBa, U.®. Kynuna, H.B. Tymanunoii, A.W. Knu-
MOBHLKOro. OJHAKO MX OCOOEHHOCTH M YCJOBHS NMPETBOPEHUS B MHCTPYMEHTAJIBHOU MY-
3bIKE KOMITIO3UTOPA ONPEIETIEHBI JUIIb YACTUYHO.

YepThl CIOUTHOCTH, KOTOpBIE ONMCHIBAJIM HCCIEIOBATENN, Pa3JEsIOTCS Ha JBE
rpynnsl. Cneyuguuynvimu MOTYT CUUTATbCS KOHTPACTHOCTh (KaK BEAYLIUN MPUHIMI
pa3BUTUSl MaTepuala M OpraHM3alUUd CTPYKTYPBHl NPOU3BEICHHSA), 00O0COOICHHOCTDH
pa3zienoB, OTCYTCTBHE pPa3pabOTOYHOCTH, MNpeodIaJaHue Ma)KOPHBIX TOHAIbHOCTEH.
Hecneyuguunvimu, KOTOpblE YKa3bIBAIOT Ha CIOUTHOCTh TOJIBKO B OINpPEACIIEHHOM
KOHTEKCTE — KaHPOBOCTh TE€MaTU3Ma, CTaBIlIas HEOTHEMJIEMOI YaCThI0 POMAHTUYECKOTO
CUM(OHN3MA, HWHAWBUIYATBHOCTh NAapTUH (OTAEIBHBIX TPYNI WIM HHCTPYMEHTOB)
Y BUPTYO3HOCTb, CBSI3aHHBIE C IPUHIMIIAMU KOHIEPTUPOBAHUS.

CIOMTHOCTB MPOSIBISIETCS U B BbIOOpe cTpoduueckux (Gopm, pasHbIX BHIOB POHJIO,
a Taxke (hopMbl cOHATHHBI. [Ipexie Bcero, 3TOT KOMIIO3UIIMOHHBIN MPUHIIMIT IPETBOPSIETCS
B IIUKJINYECKUX couynHeHnsx. OmHa U3 0CcOOEHHOCTEH CIOMTHOCTH YaWKOBCKOIO
3aKJII0YAaeTCsl B MHAMBHAYAJIbHOCTH  KOMIIO3MLMOHHBIX, TOHAJIbHO-TAPMOHUYECKUX
U TeMOPOBBIX PEIlICHUN B KaXJ0OM COYMHEHUHU. [lpyras — B ee CIUSHUU ¢ CUM(DOHUZMOM
Y KOHLIEPTHOCTBIO B HEXAPAKTEPHBIX ISl Hee )kaHpaX. CIOUTHOCTh B OIlycax KOMIIO3UTOpa
peanu3oBajiach B BHJI€ KapHABaJbHOCTH U KAPTUHHOCTH, YTO YKa3bIBA€T HA CHHTE3 4YEPT
3anaJHOEBPOIEMCKON U PYCCKOM TpaIuLIAi.

TakuM 00pa3oM, CIOUTHOCTbh — OJUH U3 KIIOYEBBIX KOMITIO3UIIMOHHBIX MPUHIUIIOB
B My3blke YalKOBCKOTO, ONpENeNUBLINKI crienupuKy (GopMbl M IpaMaTypruui0 €ro HH-
CTPYMEHTAJIbHBIX COYMHEHUH, a TakKe OT4aCTU OCOOEHHOCTH €ro BbIPAa3UTEJbHBIX
CPEJICTB — rapMOHUU, PaKTypbl, HHCTPYMEHTOBKH.

KiaroueBsie ciaoBa: [1.1. YaiikoBckuii; CIOUTHOCTh; CUM(OHU3M; KOHIIEPTUPOBAHUE;
WHCTpyMEHTalbHast My3bIKa; (popMooOpazoBaHue; IpamMaTyprus; My3bIKaIbHbIN S3bIK

SUITE PRINCIPLE IN PYOTR TCHAIKOVSKY’S INSTRUMENTAL MUSIC

Pyotr Tchaikovsky was one of the first Russian composers applied to the instrumen-
tal suite genre. In it the composer especially appreciated the freedom of material’s choice,
its organization and principles of development, which was opposed to the severity of sym-
phonism. At the same time the characteristic features of the suite were also found in other
Tchaikovsky’s works and were mentioned in the works of Boris Asafiev, losif Kunin,
Nadezhda Tumanina, Arkady Klimovitsky. However, their features and conditions of im-
plementation in his instrumental music are only partially defined.

The suite features described by the researchers can be divided into 2 groups. Contrast
(as the leading principle of the material’s development and the organization of the struc-
ture), sections apartness, the lack of development, the predominance of major keys can be
considered as specific features. Non-specific, which can indicate suite principle only in a
certain context — the genre thematism, which has become an integral part of romantic sym-
phonism; individuality of orchestral parts (individual groups or instruments) and virtuosity
associated with the concerto principle. The suite features also manifest itself in the choice of
strophic forms, different types of rondo, as well as the form of sonatina. First of all, this
compositional principle is implemented in cyclical compositions.

One of the features of Tchaikovsky’s suite lies in the individual compositional, tonal-
harmonic and timbre solutions in each composition. The other is in its fusion with sympho-
nism and concerto principle in genres that are not typical for it. Suite in the composer’s
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opuses was embodied in the form of carnivalesque and picturesqueness, which indicates a
synthesis of features of Western European and Russian traditions.

Thus, suite principle is one of the most important compositional features of Tchai-
kovsky’s music, which determined the specifics of the form and dramaturgy of his instru-
mental compositions as well as in part the peculiarity of his expressive resources as harmo-
ny, texture, instrumentation.

Keywords: Pyotr Tchaikovsky; suite principle; symphonism; concerto principle; in-

strumental music; form; dramaturgy; musical language.
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O MPOBJIEMAX AJAIITAIIMUA HAPPATOJIOI'HYECKOI'O ITOAXOJA
ITPU UCCJIEJOBAHHUU OBPA3HBIX BPEMEHHBIX HCKYCCTB

C 1970-x rr. XX Beka HappaTOJIOTMYECKUN MOAXO0/ SBISACTCS OJHUM U3 BaXKHEHUIITUX
(haKTOPOB METOIOJIOTHIECCKOTO OOHOBJICHUSI B TYMAaHUTAPHBIX AUCIUTUTMHAX, KOTOPHIE U3Y-
4aroT pa3HoOoOpa3Hble BepOallbHble — CEMUOTHYECKHEe — MOBeCcTBOBaHMs. Tawm, rjie B 00b-
€KTaxX MCCIIEJOBAHUS Ha IUIaHE BhIpakeHus (popmasibHasi CTOpOHA MPOU3BEACHUN) CEMHUO-
TUYECKHI 0a3UC OTCYTCTBYET, U HApPaTOJOTHS W3 Pa3padOTaHHOTO W MPOBEPEHHOTO WH-
CTpyMEHTapusl JJIsl aHallu3a, U caMO IOHSATHE HappaTUBa, K COXKaJEHHUIO, MPEeBpaIalOTCs
B MeTa(OphI.

My3bIKanbHbIE TTOBECTBOBAHMS MO CBOEH MPUPOJE SBISIOTCS OOpa3sHBIMU (peHome-
HaMH, Pa3BOPAYMBAIOIIUMHUCS BO BPEMEHH, TaK )K€, KaK U HEKOTOPHIE TPOIECCyaTbHBIC BH-
JIbl BU3yaJIbHBIX UCKYCCTB. 10 3T0#1 mpuunHe aganTamus 6a3uCHBIX MPEANOCHUIOK HappaTo-
JIOTUYECKOTO MOJX0J]a B UCKYCCTBOBETYECKUX JTUCIUIUIMHAX BCET/Ia TEOPETUUECKU KpaiiHe
CIIOKHAsl M 0O4eHb TpyaoeMKkas. Ho eciu cerogHst TeopeTrnueckoe My3bIKO3HAHNE OIIYIIAeT
3alpoc Ha aJanTalyio HappaTOJOTHUX HIEH MPUMEHUTEIFHO K M3YYCHHIO MY3BIKaJIbHBIX
POW3BEACHUIM, TO MEPBHIN 1IAr B 3TOM HANpaBJIEHUH 11€J1eCO00pa3HO AelaTh, ONMUPasCh Ha
uaeu Kilaccuyecko — (umonornueckoit — Happarosioruu. ['1aBHoe — HE0OX0IUMO «3a-
HOBO», MCXOJl U3 O0pa3HON MPHUPOJBI MY3bIKaJbHBIX TOBECTBOBAHHM, KOHLIENTYATH3UPO-
BaTh TaKWe 0a3nMCHBIC KATETOPUN HAPPATOJIOTHH, KaK:

— COOCTBEHHO M)3bIKANbHBIU HAPPAMUS;

— MY3BIKQJIbHBIE COObIMUSL, €TO CO3/IAI0IINE U OPTaHU3YIOIINE;

— Mumemu3m My3bIKAITbHBIX HAPPATUBOB 10 OTHOIICHUIO K TEM WJIM UHBIM aCIeKTaM
peaNbHOCTH;

— QukyuoHarbHOCMb MY3BIKAIBHBIX HAPPATUBOB, 00ECMEYUBAIOLIYI0 MX 3CTETHUYE-
CKYIO YCJIOBHOCTb;

Kpome Toro, mpencraBisieTcsi BAXKHBIM OOHAPYKUTh B MY3bIKaJIbHBIX IIOBECTBOBAHU-
X (YHKIIMOHAIBHBIE aCTIeKThI i quddepeHumanuu «niana ucmopuuy (Coaepx aTeibHO-
CMBICJIOBBIE€ ACTIEKThl HAPPATUBOB) W «niaaHa ouckypca» (hopMaibHO-KOHCTPYKTHUBHBIE ac-
MEKTHl HAPPATHUBOB).
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OOpa3Has nmpupoja BU3yallbHbIX U 3BYKOBBIX MOBECTBOBAaHHI B HCKYCCTBE paju-
KaJbHO M3MEHSET CojepKaHue 0A30BBIX MOHATHI (PUIOIOTHYECKON HappaToJoTuu. Ajar-
Talusi B My3bIKO3HAHUM HAPPATOJIOTMYECKUX MPEJICTABICHUN O MY3BIKAJIbHBIX MPOU3BEIE-
HUSIX €IIe 0’KUIA€T CBOUX MOBUKHUKOB.

KuaroueBble ci10Ba: HappaTosaorus, HappaTOIOTMYECKUM IOAXOX, MY3bIKaJIbHbIN
HappaTHB, MY3BIKaJbHOE COOBITHE, MHUMETUYHOCTH, (UKIMOHAIHM3M, «IJIaH HCTOPHHY,
«IUIaH AUCKYypCay

ON THE ADAPTATION PROBLEMS OF THE NARRATOLOGICAL APPROACH
IN THE STUDY OF FIGURATIVE TEMPORARY ARTS

Since the 1970s the 20th century narratological approach is one of the most important
factors of methodological renewal in the humanities, which study a variety of verbal — se-
miotic - narratives. Where there is no semiotic basis in the objects of study on the plane of
expression (the formal side of works), both narratology from the developed and tested tools
for analysis, and the very concept of narrative, unfortunately, turn into metaphors.

Musical narratives are, by their very nature, figurative phenomena unfolding over
time, just like some processual visual arts. For this reason, the adaptation of the basic prem-
ises of the narratological approach in the art history disciplines is always theoretically ex-
tremely complex and very laborious. But if today theoretical musicology feels the need to
adapt narratological ideas in relation to the study of musical works, then it is advisable to
take the first step in this direction based on the ideas of classical — philological — narratol-
ogy. The main thing is that it is necessary “anew”, based on the figurative nature of musical
narratives, to conceptualize the following basic categories of narratology:

— the actual musical narrative;

— musical events that create and organize it;

— mimetism of musical narratives in relation to certain aspects of reality;

— the fictitiousness of musical narratives, which ensures their aesthetic convention-
ality;

— to discover functional aspects in musical narratives for differentiating the “plan of
history” (content-semantic aspects of narratives) and the “plan of discourse” (formal-
constructive aspects of narratives) in musical works.

The figurative nature of visual and audio narratives in art radically changes the con-
tent of the basic concepts of philological narratology. Adaptation in musicology of narrato-
logical ideas about musical works is still waiting for its devotees.

Keywords: narratology, narratological approach, musical narrative, musical event,
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mimeticism, fictionalism, “plan of history”, “plan of discourse”
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OCOBEHHOCTMH PEIIPU3LI B ITIPOTPAMMHBIX YBEPTIOPAX
®. MEHIAEJBCOHA-BAPTOJIbAN

dopmoobOpazoBanue B yBepTiopax . MeHnenbcoHa-bapTonban — My3bIKOBEIYE-
ckasg o0yacTh, B KOTOPOH ellle HeMallo HepelleHHbIX mpobieM. MccnenoBarenu yacto 06-
pamaT BHUMAaHUE Ha TAPMOHUYHOCTh U CTPOMHOCTH MEH/IEIBCOHOBCKUX (DOPM, CBSI3bIBAS
3TO € KJIACCUYHOCTBHIO MBIIUIEHUSI KOMIIO3UTOpPA, OTMEYasi B HUX HOBU3HY TeEMaTH3Ma U HE
BCEr/1a TUIMYHYIO TPAKTOBKY coHaTHOrO allegro. OqHako B pyCCKOSA3BIYHBIX MCCIIEIOBAHU-
ax (B.J. Konen, C.H. Ilutuna) npoueccsl (popMooOpa3oBaHusi OOBIYHO HE COOTHECEHBI
C IPOrpaMMOH, My3bIKAJIbBHO-TEMATHUECKHE MPOLIECCHl PACCMATPUBAETCSA B KOHTEKCTE COO-
CTBEHHO MY3bIKaJIbHOW KOMIIO3UIIMOHHON JIOTUKHU. TeM caMbIM JUTEepaTypHas IMporpaMma
U COJIepKalluiicsi B HEH HappaTUB IMPAKTUYECKH BBIHECEHBI 3a CKOOKHM TEOPETHYECKOIrO
ocMmbiciieHus. OHOM U3 npoOsieM CTaHOBHUTCS TPAKTOBKA penpu3bl coHaTHOU (opmsbl. Ilo
MHeHn0 A.B. Mapkca, okaszaBuiero Ha MeHE/IbCOHA 3HAYUTENBHOE BIIMSHUE, PENpU3a
IIPEANOJIAracT BO3BPALICHUE SKCIIOHUPOBAHHBIX TEM, YTO NPU HAJIMYHUHM HEKOETO CHOXKETA,
0003HaYEHHOTO B SIBHOM WJIM MOJpa3yMeBaeMOM Mporpamme, MPOTUBOPEUUT €r0 Pa3BepThI-
BaHUIO.

B noknane paccMaTpuBaroTCs penpu3bl TPEX NPOrPaMMHBIX YBEPTIOP, HAIIMCAHHBIX
c omopoil Ha nuTepaTypHbld UCTOUHHUK («CoH B JeTHIOK Houb» (1826), «Mopckas THIb
u cyacTiimBoe aBanue» (1828), «Cka3ka o npekpacHonr Memy3une» (1828). I1pu 1oBoIb-
HO SICHOM CTPOEHMH B 3THX yBEPTIOPAX IKCIIO3UIIMOHHOIO pa3jieiia penpusa Kaxa0i n3 HUX
pelieHa UHANBUAYAIbHO. JTO JaeT OCHOBAHUE MPEIOJIOKHUTh, YTO MPUYMHA TpaHCcPopMa-
Uil MOKET OBITh CBsI3aHA C peaju3aluell mporpamMmmHoro croxera. Llenb gokiaga — BBI-
SBUTb CTPYKTYpPHBbIE OCOOEHHOCTH PENPU3HBIX PA3/EIOB B 3TUX YBEPTIOPAX U COOTHECTH
pe3yJIbTaThl aHAIN3a C 3aJaHHOU IPOIPaMMOM.

Kuaiouesbie cioBa: @. Menaenscon, A.b. Mapkc, conatHas ¢gopma, yBepTropa, mpo-
rpaMMHast My3bIKa

THE PECULIARITIES OF THE RECAPITULATIONS
IN F. MENDELSSOHN BARTHOLDY’S PROGRAMMATIC OVERTURES

Form formation in the overtures of Felix Mendelssohn-Bartholdy is a musicological
area in which there are still many unresolved problems. Researchers often pay attention to
the harmony of Mendelssohn’s forms, linking this with the classical thinking of the com-
poser, noting in them the novelty of the subjects and non-typical interpretation of the sonata
form. However, in Russian-language studies (Valentina Konen, Sophia Pitina), the struc-
tures of overtures are usually not correlated with the program. Thus, the presence of a liter-
ary program and the narrative contained in it are not taken into consideration. One of the
problems is the interpretation of the recapitulation in a sonata form. According to
A.B. Marx, who had a significant influence on Mendelssohn, the return of subjects from the
exposition is not suited for a work, which has an extramusical narrative.

The article examines the recapitulations of four Mendelssohn’s overtures: Ein Som-
mernachtstraum (1826), Meeresstille und gliickliche Fahrt (1828), Die schéne Melusine
(1828), Die Hebriden (1830). The expositions in these overtures are made in a typical way,
but the recapitulations of each of them is solved individually. The reason for the transfor-
mations may be related to the implementation of the program plot. The purpose of the re-
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search is to observe the structural features of the recapitulations in these overtures and cor-
relate the results of the analysis with the program.

Keywords: F. Mendelssohn, A. B. Marx, sonata form, overture, program music
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O CTPYKTYPHO-COAEPKXATEJBHOM METOJIE TUITIOJIOT YU ®OPM
UHCTPYMEHTAJIBHOM MY3bIKH 3IIOXHW BAPOKKO

My3bIKanbHbIA aHAIU3, KaK U3BECTHO, YAaCTO HAINpPABJICH HA YCTAHOBJIEHUE MPUHIIN-
OB MOCTPOEHUS TOTO MJIM MHOTO MPOU3BEACHHS, YTO OOBIYHO BBIPAXKAECTCA B COOTHECCHHUH
€r0 KOMITO3UITMOHHON CTPYKTYPBI C TOW WJIM WHOW THUIOJIOTHEH My3BbIKAIbHBIX (OPM. ABTOP
JIOKJIaJla Ha MpUMEpPE TPYAOB COBPEMEHHBIX POCCHMCKUX MY3BIKOBEIOB OTMEYAET pasiiny-
HOT'O pojia MPOTUBOPEUMsI B MpeAIaraéMblXx UM BapHaHTaX TUIIOJOTUU (OPM HHCTPYMEH-
TaJIbHOM MY3bIKH 3MI0XH 0apOKKO, BO MHOT'OM BbI3BaHHBIE TEM, UTO B UX OCHOBE JIEKUT TEO-
pusi, paspaboTaHHass Ha KJIACCUKO-POMAaHTUYECKOM penepryape. OH, B YaCTHOCTHU, BBHICTY-
MaeT NPOTUB OJHO3HAYHOU nuddepeHurnannm 6apovYHbIX KOMIO3UIMOHHBIX CTPYKTYp Ha
TaK Ha3bIBA€MbI€ OJIHOYACTHBIE U IIUKIMYECKUE, KPUTUKYET MPAKTUKY CIMLIKOM IIUPOKOIO
MIPUMEHEHUS TOHATHS «KOHTPACTHO-COCTaBHas» (opMa B OTHOUIEHHH OAPOYHOTO perep-
Tyapa. B mokname oOpamraercss BHUMaHWE Ha HEOOXOIMMOCTH: TEPBOOUYEPETHOTO YydeTa
3HAKOB MOBTOPEHUS KPYMHBIX Pa3/IeIOB KOMIIO3UILIUU IEJIOT0 MPU ONPEICICHUNA TOW WIH
MHON Pa3HOBUAHOCTH (DOPMBI, OTKa3za OT IMPHU3HAKOB KIIACCULMCTCKONW HEpapXUYHOCTU
B HAUMEHOBAHUSAX KOMIIO3UI[MOHHBIX CTPYKTYP.

IIpu 3TOM npennaraercs NPUHUMIIMAIBHO HOBBIM (YCIOBHO HA3bIBA€MbIl CTPYKTYp-
HO-COJIEPKaTeIbHBIM) METO/] THUIIOJIOTHH, CYTh KOTOPOTO 3aKJIF0YAETCs] B OPTaHUYHOM COYe-
TaHUM CTPYKTYPHO-JIOTHYECKOTO U COJIEPKATEILHOTO (haKTOPOB B My3bIke. B cooTBeTCTBIM
C 3TUM METOAOM Bce (POpPMBI OAPOYHOTO MHCTPYMEHTAIM3MA JENATCA HA MOHOCMPYKMYPbl
(popMbI courHEHM, colepKaHUE KOTOPBIX OTpaHUYMBAETCS paMKaMH OAHOro addexra),
noaucmpyxkmypst (popmbl monradHEKTHBIX COUYMHEHHMM, COCTOAIIMX W3 HECKOJbKHX pas-
JIMYHBIX TI0 MY3BIKAJILHOMY MaTepHaiy, HO 00pa3yrolluxX eIuHOE 1IeJI0e YacTel) U Makpo-
cmpykmypsi (popmbl, 00bEAUHEHHBIE 110 TOMY WA WHOMY TPHHIMITY KPYIHBIX aBTOPCKUX CO-
OpaHuil 0JJTHO’KaHPOBBIX JTMOO PA3HOKAHPOBBIX cOUMHEHUH). Takke npemnoxeHa nuddepeHiu-
alys KoM U3 3TUX IPYIIl HA OCHOBAHUH ONPEEISIONIMX KOMIIO3UIIMOHHBIX TPUHIMIIOB. Ta-
KO€ Pa3/IeJICHUE CBSA3aHO U C UCIIOJIb30BAaHUEM OPUTMHATIBHON TEPMUHOJIOTUH aBTOPA.

KiroueBble ciioBa: My3bikanbHas (popma, MHCTpyMEHTaIbHAsI My3bIKa, 3110Xa OapOKKO,
a(QeKxT, TUMONIOTHSI, MOHOCTPYKTYPBI, OJIMCTPYKTYPbI, MAKPOCTPYKTYPbI
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STRUCTURALLY AND CONTENT METHOD
IN TYPOLOGY OF BAROQUE INSTRUMENTAL MUSIC

Determining the form of a musical composition is one of the important tasks of musi-
cal analysis. This is usually realized in correlating its compositional structure with one or
another typological musical form. Therefore, the author of the report studied some typolo-
gies of baroque musical forms presented in the works of contemporary Russian musicolo-
gists. He found that these typologies were unsatisfactory because they were based on Clas-
sical and Romantic music.

The author opposes the division of all baroque forms into one-movement and cyclic
ones, and criticizes the too broad interpretation of the concept of “contrasting-composite
form”. He pays special attention to the signs of repetition of large sections of the composi-
tion when determining one or another type of form, and also calls for the abandonment of
the classicist hierarchy in the names of compositional structures.

At the same time, a fundamentally new (so-called structural-content) method of ty-
pology is proposed, the main feature of which is the organic combination of structurally log-
ical and content factors in music. According to this method, all the forms of Baroque in-
strumental music divided into monostructures (forms of compositions, whose content is lim-
ited to one affect), polystructures (forms of polyaffective compositions, consisting of sever-
al different movements, but forming a coherent whole) and macrostructures (forms of large
author's collections of single-genre or multi-genre compositions). The subsequent differenti-
ation of each of these large groups on the basis of defining compositional principles is also
proposed and it is largely related to the use of original terminology.

Keywords: musical form, instrumental music, Baroque era, affect, typology, mo-
nostructures, polystructures, macrostructures
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NHTOHAIIMOHHBIE CBA3U B 3SUHTI'THIINJIAX K. IMTTEPCAOP®A:
HAPPATUB U APXUTEKTOHUKA

3unrmmun K. Jlutrepca ¢on Aurrepcaopda ceromHs Majao W3BECTHBI CIYIIATEINIO,
OJIHAKO B CBOE BpeMs ObUTH OYEHb MOIMYJISIPHBI M OKa3aJld 3aMETHOE BO3JIEHCTBUE HA JIalh-
HeUmy cynp0y kanpa. B pokmane pedb MOWIAET O HECKOJBKUX COYMHEHUSX BEHCKOTO
nepuoaa, HamucaHHbIX B 17861789 rr.. «Jloktop u antekapp» (1786, Doktor und
Apotheker), «CuactnuBblii oOMaH, win Y ciyxnuBsie 1yxu» (1786, Der gliickliche Betrug,
oder Die dienstbaren Geister), «UcnpaBuBmmuiics Jlemoxkput» (1787, Democrito corretto —
Der neue Demokrit), «JIto60Bb B cymacmieamem gome» (1787, Die Liebe im Narrenhause),
«Ckpsira Ueponumyc» (1789, Hieronymus Knicker). HecmoTps Ha pasznuuus B CrokeTax
Y COCTaBe JIEHCTBYIONIUX JUI], BCE 3TU COYMHCHUS JIEMOHCTPUPYIOT MHOTO OOIIUX YepT.
B ux ymcie MOXHO Ha3BaTh MHTOHAIIMOHHBIC CBSI3U, XapaKTEPHBIC JIJIST MYy3bIKATbHOW TKAHH
Ka)x/I0¥ u3 orep. B BO3SHUKHOBEHNHU TAaKOTO pojia CBsI3eil HAOII0JaeTCsS HECKOIBKO 3aKOHO-
MepHocTell. CaMu ke OHU BBICTPAUBAIOTCS B CTPOMHYIO U JIOTUYHYIO cCUCTEMY. B aToMm ciy-
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4ae elle CJI0KHO TOBOPUTH O JIEUTMOTHUBHOW TEXHHMKE, OJHAKO €€ YepPThl B HEKOTOPOU CTe-
NIEHU YKe TposBISIOT ce0si. Kazanock Obl, HHTOHAIIMOHHBIE TTOBTOPHI TOJKHBI TyOIUPOBAThH
CIOJKETHbBIC JIMHUU, TOJKPEIUISISl X ¢ MY3bIKAJIbHOW TOYKHU 3peHusi. OTHAKO CUTYalMs OKa-
3BIBACTCSl MHOM: HE CIOKET IUKTYET UCIOJIb30BaHUE TEX WM WHBIX MOTHBOB, a MHTOHAIIHU-
OHHBIE CBSI3M PA3BOPAUYMBAIOT CAMOCTOSITENIBHYIO APAMAaTypru4yecKyr JIMHUIO, BIUSA HA
CTpyKTypy 1enoro. Takum oOpazom, B 3uHrmmnuisx JJurrepcaopda npencraBieHb! ABa aB-
TOHOMHBIX HappaTHUBa: BHEIIHS JTUHUS TTOBECTBOBAHMS, OMTUPAIOIIAsCS HA TEKCT JTUOPETTO,
U BHYTPEHHsIA, My3bIKaibHasi, 00aiaronas cCoOOCTBEHHON JIOTUKOM pa3BUTHSI.

KiaroueBbie cioBa: Kapn Jurrepcnopd, 3HMHTIINWIA, WHTOHAIIMOHHBIE CBSI3H,
HappaTuB

INTONATION CONNECTIONS IN CARL DITTERSDOREF'S SINGSPIELE:
NARRATIVE AND ARCHITECTONICS

Singspiele of Karl Ditters von Dittersdorf are little known to the today listener but at
his time they were very popular and had a noticeable impact on the further evolution of the
genre. The report will focus on several works of the Vienna period written in 1786—1789:
Doktor und Apotheker (1786), Der gliickliche Betrug, oder Die dienstbaren Geister (1786),
Democrito corretto (1787, Der neue Demokrit), Die Liebe im Narrenhause (1787), Hieron-
ymus Knicker (1789). Despite the differences in plots and characters, all these works show
many common features. Among them are the motif connections that are characteristic for
the musical texture each of the operas. Several regularities are observed in the emergence of
such relationships. They themselves line up in a coherent and logical system. In this case, it
1s still difficult to talk about the leitmotif technique, but its features are already manifesting
themselves to some extent. It would seem that motif repetitions should duplicate the story-
lines, reinforcing them from a musical point of view. However, the situation turns out to be
different: it is not the plot that dictates the use of certain motifs, but motif connections de-
velop an independent dramatic line, influencing the structure of the whole. Thus, two auton-
omous narratives are presented in Dittersdorf's singspiel: an external line of narration, based
on the text of the libretto, and an internal, musical one, which has its own logic of develop-
ment.

Keywords: Karl Dittersdorf, Singspiele, motif connections, narrative
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APXUTEKTOHUMKA U HAPPATUB B TPAKTATE MUXAUNJIA BEPE3OBCKOI'O
«COBPAHHUE OT MHOI'MX» 1 B EI'O ITAPTECHOM KOHLEPTE
«KTO B3bIAET HA IT'OPY I'OCITIOAHIO?»

Muxaun bepe3oBckuii — TeopeTUK W KoMmmno3utop nepBoir nosioBuHbl X VIII Beka.
B HayyHOH nuTeparype MOXKXHO BCTPETUTH OTHACIIBHBIE YIIOMHHAHHUS €r0 TEOPETUUYECKOTO
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pYyKOBOJICTBa B ABYX yacTiax: «KpaTkoe nokazanue Mycukuiickoro neHusi» u «Cobpanue oT
MHOTUX». IlepBas yacTp MOCBSIIEHA 3JIEMEHTAPHONW TEOpUU MYy3bIKH. Bo BTOpOil yacTu ns3-
JararoTcsl IpaBuiia My3bIKAJIbHOM KOMIIO3ULIMU. TpakTaT, IpeaIoI0KUTEIbHO HAalTMCAHHBIN
B 1730-e roxpl, onupaeTrcss Ha 3HAUYUTENBbHO Oosiee panHuil Tpya Hukomas [lunernkoro
«Mnea rpaMMaTUKM MYCHKHICKOW». L|eHHOCTh €ro B TOM, 4TO B OTJIMYME OT PYKOBOJCTBA
Hunerkoro, B «CoOpaHuy OT MHOTUX» MaTepuai U3J0XKEH SICHO, KOMIAKTHO M CHCTEMaTH-
yecku. Kpome Toro, bepe3oBckuii paccMOTpesl HEKOTOPbIE CTOPOHBI pabOThl KOMITIO3UTOPA,
OoTCyTCTBytOIME y Jlunenkoro, B 4aCTHOCTH, COUYMHEHHE HHCTPYMEHTAIBHOW MY3BIKH,
a TaK)Ke NepeIoKEeHNE BOKAIbHBIX COUMHEHHUH JUII HHCTPYMEHTOB U HA000POT.

Kak 3TO ecTecTBEHHO M1 TEOPETUYECKUX PYKOBOJICTB, MOCBSIIEHHBIX H3JI0KEHUIO
MPaBWJI KOMITO3MIIMH, TPAKTaT bBepe3oBCKOro NMpenMymecTBEHHO COCPENOTOYEH HAa MY3bl-
KaJIbHOM apXUTEKTOHMKE U JIUIIb B MUHUMAJIBHON CTENIEHU — HA HApPATHUBE.

Kak xommosutrop Muxaun bepe3oBckuii panee He ObuT m3BecTeH. OHAKO yAAIOCh
0OHapyXuUTh KaK MUHMUMYM OJWH MPHUHAJJIEKAIUMNA €My NapTeCHbId KOHUEpT Ha 12 roso-
COB, MPEANOJIOKUTENBHO natupyronuiics 1730-mu rogamu. ITO KOHLEPT Ha cjoBa U3 23
ncanma «Kto B3pier Ha ropy I'ocnogHio?». bepe3oBckoMy Takke MOTYT IPHUHAJJIEKATh
elIe HECKOJIBKO MAapTECHBIX KOHILIEPTOB, OJHAKO HEIPEJIOKHBIX JOKA3aTeNIbCTB €ro aBTop-
CTBa MOKa He HaiaeHo. AHanu3 KoHuepTa «KTo B3bAeT Ha ropy ['ocnonHi0?» MoKa3bIBaeT,
YTO B OTVIMYHME OT bepe3oBCKOro-TeopeTrka, bepe3oBCKUN-KOMIIO3UTOP, COUMHSA KOHLEPT,
MPEUMYILECTBEHHO YJEJsJI BHUMAHUE HAppaTUBY. JTO MPOTUBOPEUYUE CKOpPEE KaxKyIleecs,
YEM pEAIbHO CyLIECTBYIOIIEe. Bo BCAKOM cilydae, ero ocTpoTa LIEJIMKOM 3aBHCHUT OT TpPaK-
TOBKH MOHSTUHN «aPXUTEKTOHUKA» U «HAPPATUBY.

KaroueBble ciioBa: Muxaun bepe3zoBckuii, Hukomait J{uneukuii, Bacunuii Buno-
rpajCKui, MapTECHBIM KOHIIEPT, PyCCKOE 0APOKKO, My3bIKaJIbHAsi CEMAHTHUKA, TEKCTOMY3bI-
KaJibHas hopma, abCOTIOTHAS My3bIKa

ARCHITECTONICS AND NARRATIVE IN MIKHAIL BEREZOVSKY’S
TREATISE “A COLLECTION FROM MULTITUDE” AND IN HIS PARTES
CONCERTO “WHO SHALL ASCEND INTO THE HILL OF THE LORD?”

The theorist and composer Mikhail Berezovsky lived in the first half the the 18" cen-
tury. In the musicological literature, we can find some references to his theoretical treatise
in two parts: A Brief Exposition of Musical Singing and A Collection from Multitude. The
first part deals with elementary music theory. In the second part, rules of musical composi-
tion are considered. The treatise presumable dates back to 1730s. It is based on the much
early treatise by Nicolaus Dylecki A Grammar of Musical Singing. Its value lies in the fact
that, unlike Dylecki’s treatise, 4 Collection from Multitude is clear, concise and systematic.
In addition, Berezovsky considered some aspects of the musical composition Dylecki
lacked; in particular, composing instrumental music, as well as arranging vocal music for
instruments and vice versa.

As i1s natural for theoretical treatises devoted to the presentation of the rules of musi-
cal composition, Mikhail Berezovsky’s one is mainly devoted to musical architectonics, as
for narrative — only to minimal extent.

In our time, Mikhail Berezovsky was not known as the composer. However, at least
one 12-part partes concerto is discovered now. This work presumable dates back to 1730s.
The concerto is based on several lines from 23 psalm: “Who shall ascend into the hill of the
Lord?” Berezovsky could also be the author os several other partes concertos, however,
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hard evidence of his authorship has not yet been found. Through the analysis of the concerto
“Who shall ascend into the hill of the Lord” it becomes clear that unlike Berezovsky the
theoretician, Berezovsky the composer, working on the concerto, mainly paid attention to
the narrative. This contradiction is more apparent than real. In any case, its sharpness de-
pends entirely on the interpretation of the concepts of ‘architectonics’ and ‘narrative’.

Keywords: Mikhail Berezovsky, Nikolai Diletsky, Vasily Vinogradsky, partes con-
certo, Russian baroque, musical semantics, text-musical form, absolute music
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BATHEPOBCKHUI HAPPATUB B «T'PAYKMHE» 0. KAPHABUYIOCA

JIuToBCKast HalMOHAIbHASA ONepa BO3HUKIIA OTHOCUTEIBHO MO3HO, B IEPBOM MOJOBUHE XX
Beka. Ee mepBbie kimaccuueckrue oOpasiibl TECHO CBSI3aHBI C YCTOSIBIIUMUCS TPAJAUIUSIMU PYCCKOM
Y 3aI1aJITHOEBPOIIECMCKOM OMEpHBIX MIKOJ. JlOKiIaj MOCBSIIEH MEPBOM JIMTOBCKOW HAIMOHAJIBbHOU
onepe «I'paxxuna», coznannoi FOprucom Kapuasuutocom (1884—1941) u nocraBineHHOI B HE3aBU-
cumoit JIute B 1933 roay. B Hel npocieXuBarOTCs HE TOJIBKO CTHJIEBBIE YEPThl PYCCKOM KOMIIO-
3UTOPCKOM MIKOJIBI, YTO MPEACKa3yeMo, MOCKOJIbKY KapHaBHYIOC 3HAYUTEIBHYIO YacTh >KU3HU
npoxxus1 B Poccun, HO W BimMsiHME MYy3BIKAIBHBIX ApaMm Puxapma Barmepa. JIuOperro Kasuca
Nugropst (1906-1974), onuparoiieecss Ha OAHOMMEHHYIO TTooMy Aama MuiikeBuda, BOUpaer B ce-
0s1 Tepouyeckre uaeu 3Moxu PoMaHTH3Ma, HallpaBlIeHHbIE Ha MPOOYXKIeHNE HAlMOHAILHOTO CaMo-
co3Hanusi. U B camoii nerenne o kuarune HoBorpyzackoit I'paxune, o61auuBIIencss B JOCTIEXH CY-
Ipyra U BCTaBLIEH Ha 3aIlMTYy POJHMHBI OT KPECTOHOCILIEB, U B €€ MY3bIKaJIbHOM BOIUIOLIEHUU OT-
YETJIMBO MPOSIBISIETCS CBOETO poja BarHepoBCKHM HappaTuB. Mcciienyss My3bIKalbHOE U JIUTEpa-
TypHOe Hacienue KapHaBuuioca, MOXKHO CMEJIO YTBEPXKJaTh, YTO OH OBLJI 3HAKOM C TAKUMHU COYH-
HEHUsIMU, Kak «Puennu, nocnenuuii Tpudyn», « Tpucran u U3onbnay, Terpanorus «Kombiio HuOe-
ayHra». «'pakuHy» ¢ 3TUMH HCIOJIMHCKUMH MOJOTHAMU OOBEIUHSIET KBa3MUCTOPUUYECKOE BPEMS
Y MECTO JEWCTBUSA, OKYTaHHBIC TMEJIeHOW MHda, UIEH YECTH, CIPABEATUBOCTA U OOpHOBI MPOTUB
tupanud. Ee Tparuueckuii U MOJHBIN cuMBOJIM3Ma (huHAM, mapadpasupyonIii pa3Bs3Ki BarHEPOB-
CKHX JIpaM, HaIlOJIHEHHbIE BBICOKMMH HJ€alaMH CaMOIOKEPTBOBAHMSI, TIO3BOJISIIOT CUUTATh COYH-
Henne KapHaBuyioca He MPOCTO caMOW paHHEH MOJHOMACIITAOHOW JUTOBCKOW HAIMOHAJIBHOMN
OIIEPOM, HO U MEPBOM HACTOSALLEH MY3bIKAJIBHOW IpaMOW Ha JINTOBCKOM SI3BIKE.

Karuessie cioBa: IOpruc Kapuasuutoc, onepa, «I'paxxuna», Barnep, HappaTus
WAGNER’S NARRATIVE IN GRAZINA BY JURGIS KARNAVICIUS

The Lithuanian national opera emerged relatively late, in the first half of the 20th
century. Her first classical examples are closely connected with the established traditions of
the Russian and Western European opera schools. The report is devoted to the first Lithua-
nian national opera GrazZina, created by Jurgis Karnavicius (1884—-1941) and staged in inde-
pendent Lithuania in 1933. It traces not only the stylistic features of the Russian composer
school, which is predictable, since Karnavicius lived a significant part of his life in Russia,
but also the influence of the musical dramas of Richard Wagner. The libretto by Kazys
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Incitira (1906—1974), based on the poem of the same name by Adam Mickiewicz, incorpo-
rates the heroic ideas of the Romantic era, aimed at awakening national self-consciousness.
Both in the legend itself about Princess of Naugardukas Grazina, who dressed in the armor
of her husband and defended her homeland from the crusaders, and in its musical embodi-
ment, a kind of Wagnerian narrative is clearly manifested. Exploring the musical and liter-
ary heritage of Karnavicius, we can safely say that he was familiar with such works as Rien-
zi, der Letzte der Tribunen, Tristan und Isolde, the tetralogy Der Ring des Nibelungen.
Grazina with these gigantic canvases is united by a quasi-historical time and place of action,
shrouded in a veil of myth, the ideas of honor, justice and the struggle against tyranny. Its
tragic and symbolic finale, paraphrasing the denouement of Wagnerian dramas filled with
lofty ideals of self-sacrifice, makes Karnavi¢ius’ work not only the earliest full-scale Lithu-
anian national opera, but also the first real musical drama in the Lithuanian language.

Keywords: Jurgis Karnavicius, opera, Grazyna, Wagner, narrative
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HAPPATUB U HAPPATUBHOCTDb
B « JMPUYECKOM CIOUTE» AJIbBAHA BEPT A

HappatuBHblii TOBOPOT B My3bIKO3HAaHUHU 3aTPOHYJ U OeproBeaeHue. Ecnu monseka
Ha3aJl BEJIUCh AMCKYCCHM IO MOBOJAY MPOrPaMMHOCTH M aBTOOMOTrpauyHOCTH TBOPUECTBA
bepra, B uccienoBaHusx MocjaeHET0 BpeMeHU Bce Oojiee OTYETIMBO 3a3Byyaia TeMa Hap-
paTUBHOCTH — KakK B OIE€pax, TaKk U B UHCTPYMEHTaJIbHOM MYy3blke Kommo3uTopa. Oka3za-
JOCh, YTO OOIIMPHBIN MaTepual, CBSI3aHHBIA ¢ ()EHOMEHOM CKPBITOH MPOrPaMMBbI, MOXKET
ObITh BEChbMa YCIIEIIHO MHTEPIPETUPOBAH B KATETOPHUSIX HAppPAaTUBHOCTH. BenukoiaenHbiM
IPUMEPOM TOMY MOJKET IOCIYKUTh «JIupuueckas crouta.

HakomnneHHsli K HACTOSALIEMY BPEMEHHM apCeHAl HICTOYHUKOB MO3BOJISIET TPAKTOBATh
Crouty Kak cucteMmy cyOTEKCTOB, HE TOJbKO MY3bIKaJIbHBIX, HO U BepOanbHbiX. Happarus-
Has CTPYKTypa BKJIIOUYaeT B ceOsi aBTopa (OH K€ repoil), MEPCOHAKEH, CIOKET, HECKOJIBKO
SIBHBIX M CKPBITBIX aJpecaToB, COOBITHUS, MPOUCXOASIINE B ONPEAECICHHOM MECTE U B OIpe-
JICJICHHOE BPEMs, OTYETJINBO BBIPAXKEHHYIO TOUKY 3PEHMsI aBTOpPA, KOTOpas pacKpbIBaeTCs
MOCPEJCTBOM IIUTUPOBAHUS TPEX COYMHEHUM O J00BU: «Jlupudeckoit cumMpoHUN
A. lemmunckoro, «Tpucrana u W3oneae» P.Barnmepa wu De profundis clamavi
. boxnepa.

Ucropus mo0BH, HE UMEIOLIAas CYACTIMBOIO KOHIIA, PAa3BEPTHIBAETCS B HECKOJIBKHUX
IUTAHAX: PeaIbHOM, MUCTHYECKOM U MHUdosiornueckoM. OHa COAEpKUT TpU TUIA HappaTH-
Ba:

® POMAaHTHMYECKU HaAppaTWB, CBSI3aHHBIH C B3aMMOOTHOILIEHHWEM CJIOBA
Y MY3bIKH, KOTOpBIE CJIOBHO NEPETEKAIOT APYr B Apyra: ClIOBO CTPEMUTCS
B MY3bIKY, My3bIKa 00pacTaeT CI0OBaMH;

® HappaTUB KUHO, OTCHUIAIOIIMN K COBPEMEHHOCTH: OypHOE pa3BUTHE KHMHEMa-
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Torpada mpuHecno ¢ coboil Bo3MOKHOCTh play back, oOpaTHoit mepemMoTKH
(ocHOBa OEProBCKUX MAJIMHAPOMOB), COBMEIICHUSI U YEPEIOBAHUSL KPYITHOTO
1 OOIIETo TUIAHOB, YCKOPEHHOTO M 3aMEIJIEHHOTO JIBI)KCHHS,

® HappaTUB J0JcKaQOHHH: TPUEM TMEPMYyTAIlMH, TIEPECTAHOBKHA 3BYKOB CEPUU
noHnMaeTcsi bepromM kak OCHOBa JpaMaTyprHuecKOTO pa3BUTHUS, HUCTOPHUS
paccka3bpiBacTCsS TaKXKe M TOCPEACTBOM MOIU(PHUKAIIMK CEPHHHBIX (HopM
(«mpeTeprieBast Cyan0y»).

KiroueBble cjioBa: HappaTHB, CKpbITas mnporpamma, Anwsban bepr, nutupoBanue,
CJIOBO M MY3bIKa, KUHO, A0JeKa(oHus

NARRATIVE AND NARRATIVITY IN ALBAN BERG’S LYRIC SUITE

The narrative turn in the musicology has also affected the research about Berg. If half
a century ago there were discussions about the programmatic and autobiographical nature of
Berg’s work, in recent studies the theme of narrative has sounded more and more clearly —
both in operas and in the composer’s instrumental music. It turned out that extensive mate-
rial related to the phenomenon of a hidden program can be interpreted very successfully in
the categories of narrative. A great example of this is the Lyric Suite.

The arsenal of sources accumulated to date allows us to interpret the Suite as a sys-
tem of subtexts, not only musical, but also verbal. The narrative structure includes the au-
thor (he is the hero), characters, plot, several explicit and hidden addressees, events happen-
ing in a certain place and at a certain time, a clearly expressed point of view of the author,
which is revealed by quoting of three works about love: Lyric Symphony by A. Zemlinsky,
Tristan and Isolde by R. Wagner and De profundis clamavi by Ch. Baudelaire.

A love story that does not have a happy ending unfolds in several planes: real, mysti-
cal and mythological. It contains three types of narrative:

— a romantic narrative associated with the relationship of words and music, which
seem to flow into each other: the word tends to music, music becomes overgrown with
words.

— the narrative of cinema, referring to the present: the rapid development of cinema
has brought with it the possibility of play back, rewind (the basis of the Berg palindromes),
combining and alternating close-up and general plans, accelerated and slow motion.

— the narrative of dodecaphony: the technique of permutation of series is understood
by Berg as the basis of dramatic development, the story is also told through the modification
of serial forms (“undergoing fate”).

Keywords: narrative, hidden program, Alban Berg, quoting, word and music, cine-
ma, dodecaphony
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«MY3bIKA MAIINH»: HAPPATHUB U KOHCTPYKIUA
B COYMHEHUAX PAHHET'O KOHCTPYKTUBU3MA 1920-x rr.

deHOMEH «MY3BIKM MAIllMH» BIIEPBbIC ObLI O4YepueH B MaHU(DECTaX HTaIbSTHCKUX
(GyTypuUCTOB, HO Ha BBICOKOM XYJOXECTBEHHOM YPOBHE pEAIU30BaH B COYMHEHHSX,
MOSIBUBLIUXCS JIecATUIeTUEM T03ke U He B Utanuu. COOTHOILIEHHE TUIMUYHBIX IIIYMOBBIX
aTpuOyTOB M (POopMOOOpa30BaHMS PACCMATPUBACTCS HA MPUMEPE KIACCHYECKUX 00pa3IoB
«MY3BbIKA MaluH»: opkecTpoBoi mbechl A. OHerrepa «llacudux 231» (1923), HomepoB
«Dabpuka» u «Momnote» u3 Bropor kapTunsl O6anera C. IIpokodbeBa «CTambHOM CKOK»
(1925-1926), Cumdponunyeckoit kaptunsl «3aBoa» A. Mocomnosa (1928), a Taxxke «1rymo-
BbIX 3113040B» Bo Bropoit u Tpetwseit cumdponusx 1. IllocrakoBuua. 1lymoBbie 3Kxcniepu-
MEHTBI UTAJbSIHCKUX (DYTYPUCTOB M PAHHEr0 COBETCKOIO MPOU3BOJICTBEHHOTO HCKYCCTBa
HAIUTM TakKuM 00pa3oM CBOE MPOJIOJDKEHHWE B COYMHEHUSX KOHCTPYKTHBHCTOB, KOTOPBIC
B pa3paboTKe HOBOTO MaTepHalia HEPEAKO MPUOETaTN K TPAAUIIMOHHBIM () OpMaM, B 4aCTHO-
CTH, K BapUaIIHIM.

KaroueBble cjoBa: My3bIKQIbHBIM ~ KOHCTPYKTHUBU3M, «MYy3bIKa  MAIIUH,
C.C. IIpoxodnes, JI./1. llocrakouy, A.B. Moco:os

“MUSIC OF MACHINES”: NARRATIVE AND CONSTRUCTION
IN THE EARLY CONSTRUCTIVISM WORKS OF THE 1920s

The phenomenon of ‘music of machines’ was first outlined in the manifestos of the
Italian futurists, but it was realized at a high artistic level in works that appeared a decade
later and not in Italy. The correlation of typical noise attributes and shaping is considered on
the example of classical examples of ‘music of machines’: A. Honegger’s orchestral piece
Pacific 231 (1923), numbers Factory and Hammers from the second scene of S. Prokofiev’s
ballet The Steel Step (1925 -1926), A. Mosolov's symphonic picture The Plant (1928), as
well as "noise episodes" in D. Shostakovich's Second and Third Symphonies. The noise ex-
periments of Italian futurists and early Soviet industrial art thus found their continuation in
the works of constructivists, who often resorted to traditional forms, in particular, to varia-
tions in the development of new material.

Keywords: musical constructivism, ‘music of machines’, S.S. Prokofiev,
D.D. Shostakovich, A.V. Mosolov
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«HPOTI/IBOPE‘IUI/II?'I OYEHb MHOTI'O» (<kEBTEHUI OHET UH»
II.LU. YAUKOBCKOI'O B OHEHKE KPUTHUKMH 1880-x)

Mys3bIkalIlbHO-KpUTHYECKas: Tpecca XIX Beka — OOBEKT, 3aciHy KHBAOIINKN CIICIH-
aIbHOIO0 BHUMAHUS I U3yYE€HUs COOTHOILIEHUS M B3aUMOJIEWCTBUSI HAPPATUBHBIX U aApXH-
TEKTOHMYECKUX CBOMCTB JAAHHBIX MarepuaioB. Ha ocHOBaHWMM cOOpaHHOTO HaMH KOpITyca
peleH3Ui, MOCBAUICHHBIX IPEMbEPHBIM CIeKTakIsIM «EBrennst OHernHa» B T€4eHHE MEPBO-
IO IATWIETHS, MOKHO IIPOBECTH COOTBETCTBYIOIIMI aHaIW3. B 1ieHTpe BHUMaHus — code-
TaHUE WIH Pa3JebHOE CYIIECTBOBAHUE IMOBECTBOBATENIbHBIX (OMUCATENbHBIX) 3JIEMEHTOB
TEKCTa, MPSIMO, «C KOJIECH CIEAYIOIIMX 32 COOBITUSMH, U KOHIENTYaJIbHbIX KOHCTPYKIIHIA,
KOTOpBIE€ JOJKHBI BO3/IEHCTBOBATh HA YUTATENS B KaueCTBE MHEHHMs dKcmepra. Takoe uc-
CJIEIOBAaHUE NIPEIIIPUHUMAETCS BIIEPBBIE.

Ananmu3 cpe3a MHeHHH 00 «EBrennii OHermHe» mpeacTaBisieTcss 0COOCHHO IUIOAO-
TBOPHBIM, TaK Kak orepa Obljla OCO3HaHa B KaY€CTBE KYJIbTYPHOIO COOBITHS MPAKTHYECKU
c mepBoro mnosieneHus. Hanumo B3auMopelcTBUE ABYX CIOCOOOB OpraHu3allud TEKCTOB
B PELIEH3UAX: XPOHUKA U aHaTMTUKA. Kak/plii n3 HUX OyeT NpOMLIIOCTPUPOBAH B JOKIIA/IE
MIPUMEPAMHU U3 TIPECCHI.

CunpHasi cTopoHa MyOJMKALMA XPOHUKEPOB, MMOCETUTENIEN CIIEKTaKJIe: Hanuuue Je-
TaJIel, SMU30/10B, TOYHBIX NOJAPOOHOCTEH, UMEH, (PaKTOB, KOTOPbIE B COBOKYITHOCTH MOTYT
MIPUBECTU K OOHOBJICHHIO, & TO ¥ NIEPENUCHIBAHUIO LIEIbIX a03a1eB SHIUKIONEANYECKUX U3~
naHuil. PaHHKEe aHAIMTUYECKUE 3TIO/IBI 00 ONepe LIEHHBI CBEXHUM, IPKUM JI0 PE3KOCTH BOC-
HOPUATHEM MY3bIKAIBHOTO SI3bIKA, IpaMaTypruu U onepHbIX Gopm onepsl Yaiikosckoro. Ta-
KUM 00pa3oM, apXUTEKTOHHUYECKU CTPOMHBIE MpPEJCTaBIeHUsI 00 MCTOpUU HIeNeBpa, KOTO-
pble TPOKUBAIOT CIIOKOMHYIO KM3Hb B Y4eOHHKaxX, MOTYT OBITb BHE3AIHO MOKOJIEOJICHBI
CIly4aiiHbIM OOHapyx)eHneM (hakToOB, KOTOpbIe HE ObUTH yuTeHBI paHee. OTHAKO JTOTUIECKUN
HOJXO0J K IOCTPOEHUIO IPEJCTABIECHUN O MY3bIKAJIbHO-UCTOPUYECKUX (PEHOMEHaX HYXK[Ja-
€TCsl B IIOCTOSIHHOM IPUTOKE «HEIPUYECAHHOIO» HAppaTHUBA W3 IPOLUIOTO, JUIS MOAAepXKa-
HUS [TOJTHOLICHHOT'O IIPOLiecca UCCIIEI0OBAHMUS.

KuarwueBsbie cioBa: «EBrennit Oneruny, [1.1. YalikoBckuid, My3bIKajibHasi KPUTHKA,
C.H. Kpyraukos, M.M. UBanos, H.®. Conosbes, L[.A. Kion

“THERE ARE A LOT OF CONTRADICTIONS” (CRITICS’ ASSESSMENT
OF PYOTR TCHAIKOVSKY’S EUGENE ONEGIN IN THE 1880s)

The musical-critical press of the 19th century is an object deserving special attention
for studying the correlation and interaction of the narrative and architectonic properties of
these materials. On the basis of the reviews, we have collected on the premiere performanc-
es of Eugene Onegin during the first five years, we can conduct an appropriate analysis. In
the center of scientific interest is the combination or separate existence of narrative (descrip-
tive) elements of the text, directly, ‘from the wheels’ following the events, and conceptual
structures that should influence the reader as an expert’s opinion. This is the first time such
a study has been undertaken.

Analysis of the section of opinions about EFugene Onegin seems to be especially fruit-
ful, since the opera was recognized as a cultural event almost from the first appearance.
There is an interaction between two ways of organizing texts in reviews: chronicle and ana-
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lytics. Each of them will be illustrated in the report, with examples from the press.

The strength of chroniclers, visitors to performances: the presence of details, epi-
sodes, exact details, names, facts, which together can lead to an update, or even rewriting of
entire paragraphs of encyclopedic publications. The value of the early analytical studies of
the opera is in the fresh, vivid perception of the musical language, dramaturgy and operatic
forms of Tchaikovsky’s opera, which is practically unattainable for our contemporary, and
only there can it be discovered and reconstructed, having understood everything anew.
Thus, the architectonically coherent conceptions of the history of a masterpiece, which live
a quiet life in textbooks, can be suddenly shaken by the accidental discovery of facts that
were not previously taken into account.

However, a logical approach to the construction of ideas about musical-historical
phenomena needs a constant influx of ‘unkempt' narrative from the past in order to maintain
a full-fledged research process.

Keywords: Eugene Onegin, P.I. Tchaikovsky, music criticism, S.N. Kruglikov,
M.M. Ivanov, N.F. Solovyov, Ts.A. Cui
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«30JYIIKA» TO-ABCTPUIICKHU: OITEPA HUKOJISI U3YAPA
B <MHTEPIIPETALIUN» NOT'TAHHA HEIIOMYKA HECTPOS

[TpuHATO CUMTATh, YTO UCTOPHS «OTMEPHOU 30TYIIKK» OEpeT Ha4aao OT OJHOMMEH-
Horo counHeHust JIx. Poccunu (1817). OgHako y pocCMHUEBCKOM «30yIIKW» ObUIA CBOU
npenmectBeHHUIB. Cpenu Hux — «CaHIpuiboHa»  (PPaHIy3CKOTO KOMIO3UTOPA
H. Usyapa, npembepa xoTopoit coctosuiack B 1810 romy Ha mapmkckoil ClieHe, a TaKxke
«Aratuna, unu BosHarpaxaeHHas noopojerens» ¢ my3bikod C. [1aBe3u (1814, Jla Ckana).
CBou BepcuU MOMYJSIPHOTO CIOKETA MOSBUINCH U B ABCTPUU, HO HECKOJIBKO TO3ke. Tak,
23 ampens 1830 roga B Jleononpamraar-tearpe Oblia noctaBieHa « PUHETT 30JyIIKa, UIH
Po3a u Tydns» — Bommebnas neeca FO. Pubuka. Otuactu non Biaustauem Pubuka, HO B oc-
HOBHOM B orope Ha counHeHus: Poccunu u, ocobenno, M3yapa, Ha CBET MOSBHIOCH OJIHO U3
HauboJiee yCHeHbIX MapOAUMHBIX «IIPOUYTEHUI CIOXKeTa — Ibeca 3HAMEHHUTOT0 aBCTpUM-
ckoro napamarypra HWoramna Hemomyka Hectposs Nagerl und Handschuh oder Die
Schicksale der Familie Maxenpfutsch («I'Bo3nuka u mepuatka, win Cynpba ceMeicTBa
Makcenndyu», 1832). B nmoknaae mpeacraBieH CpaBHUTENbHBIM aHanu3 ornepsl M3yapa
u maponuu Hectposi. B xauecTBe acmekToB i cpaBHEHHs M30paHbl ApamMaTyprusi 000ux
COYMHEHHH, CUCTEMA MEPCOHAXKEHN, & TAKKE MAPOJIUNHBIE TEXHUKUA U MIPUEMBI, UCMOJIb3ye-
MbIe JpamaTyproM. Oco0oe BHUMaHUE YJIEJIECHO MY3bIKaJbHBIM HOMEpaM, HalHCaHHBIM
K «I'Bo3uke u nmepyarke» Anonbhom MiomepoM-cTapmmM. MX paccMoTpeHre mo3BosieT
YCTaHOBUTH 3HAUEHUE U (PYHKIUHU MY3BIKH B MMapOJUWHON MHTEPIPETALUU IEPBOUCTOUHU-
Ka. B 1enoM, My3bIKaabHBIM psJl TApOJUU OCHOBAH Ha MCIOJB30BAHUU PA3IUYHBIX OBITO-
BBIX KaHPOB BEHCKOW My3bIKalbHOU >kmM3HM XIX Beka — Mapia, Banbea, lied, a Takke
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o n kBoauOera. TakuM 00pazoM, MOXKHO 3aKJIFOUUTh, YTO OCHOBHOM MPHUEM, UCTIOIb-
3yeMblil MIOJIJIEpOM, CBOJUTCS K CHUKEHUIO Yepes kaHp. «['Bo3auka u nepuaTka» — mnep-
Bas u3 mecTtu onepHbix napoauit M.H. Hectpos. B Heill cknaapiBaeTcst mapoauitHbIi «Qop-
MaT», BIOCIEACTBUN aKTUBHO MPUMEHSEMBIH U KOMeAUoTrpadoM, ¥ KOMIIO3UTOPOM IO OT-
HOLIEHMIO K NomyssipHbIM counHeHusM @. 'eponbaa («amma, mim MpaMmopHast HeBecTay),
JIx. Metiepbepa («PoGept-mpsiBon»), @p. pon @notoa («Mapta») u P. Baraepa («Tan-
reitzepy», «JIoaHrpun»).

Kuaruesbie ciaoa: H. U3yap, U.H. Hectpoii, A. Mroimep-crapmiuii, «30yIIKay,
orepa, orepHas apoausi, BEHCKUI HapOIHBIN TeaTp

AUSTRIAN CINDERELLA: NICOLAS ISOUARD’S OPERA
AS «INTERPRETED» BY JOHANN NEPOMUK NESTROY

It is generally accepted that the history of the Cinderella in the opera can be traced
back to the work by Gioacchino Rossini (1817). However, Rossini's Cenerentola had its
predecessors. These include Cendrillon by the French composer Nicolas Isouard, (1810,
Paris), and also Agatina, o la virtu premiata to music by Stefano Pavesi (1814, La Scala).
Versions of the popular story also appeared in Austria, but somewhat later. On 23 April
1830 at the Leopoldstadt Theatre, Finette Aschenbrédel oder Rose und Schuh, a Zauberspiel
by Julius Ribics, was staged. Partly influenced by Ribics, but mainly based on the works of
Rossini and especially Isouard, one of the most successful parodic ‘readings’ of the story
was made: the play Nager! und Handschuh oder Die Schicksale der Familie Maxenpfutsch
(1832) by the famous Austrian playwright Johann Nepomuk Nestroy. The report presents a
comparative analysis of the opera by Isouard and the parody by Nestroy. Aspects chosen for
comparison are the dramaturgy of both works, the system of characters, and the parody
techniques and methods used by the dramatist. Particular attention is paid to the musical
numbers written for Nagerl und Handschuh by Adolf Miiller senior. Their examination
makes it possible to establish the meaning and function of music in the parodic interpreta-
tion of the source material. In general, the musical sequence of the parody is based on the
use of various everyday genres of Viennese musical life in the 19th century — march,
waltz, lied, as well as yodel and quodlibet. Thus, we can conclude that the main technique
used by Miiller comes down to a reduction through genre. Nagerl und Handschuh is the first
of Nestroy’s six operatic parodies. It forms a parody ‘format’, which was later actively ap-
plied by both the comedian and the composer in relation to popular works by Ferdinand Hé-
rold, (Zampa ou la fiancée de Marbre), Giacomo Meyerbeer (Robert le diable), Friedrich
von Flotow (Martha) and Richard Wagner (Tannhduser, Lohengrin).

Keywords: N. Isouard, J.N. Nestroy, A. Miiller Senior, Cinderella, opera, op-
eratic parody, The Volkstheater in Vienna
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TOHAJIBHAA U TEMATHUYECKAS IPAMATYPI'UA
B OIIEPE P. HITPAYCA «KABAJIEP PO3bI»

Jlokag TOCBSAIIEH OCHOBOIMOJATAIONIMM TPHUHIIUIIAM MY3bIKAJIbHOW OpraHu3aiiuu
B OJHOM U3 oOmienpu3HaHHbix IeaeBpoB lltpayca — omepe «KaBamep posw» (1911).
OTtaenbHbIE TOHAJTBLHOCTU B HEW 00JIAJAalOT CEMAaHTUKOMW, CBA3aHHOW C TEMHU WM HHBIMU
MepCOHaXKaMH, UX SMOLUOHAIBLHBIM COCTOSIHUEM, TeaTpallbHbIM cojiepkaHueM ciieH. Jluc-
MO3UIUSl M B3aUMOJICMCTBHE TOHAJIBHBIX C(ep CTAaHOBUTCS MPOBOJHUKOM MY3BIKAIbHON
JpaMaTypruu npousBenieHus. J[pyrum BaxkHeWmum ee GakTopoM SIBISIETCS XapaKTep Tema-
THU3Ma, COTIPOBOXKAAIOIIETO IepoeB, U ero Tpanchopmaiuu. B nieHTpe nccnenoBanus Haxo-
JITCS TaKW€ CBOMCTBA M BUIOM3MEHEHHS 3TOr0 TEMaTU3Ma, Yepe3 KOTOPhIE HAXOAUT BbIpa-
KEHHUE CIICHHMYECKOe IBMKEHHUE JApambl. TOHAJIbHbIE M TEeMAaTHYECKHE IMPOIECChl B OIeEpe
TPaAKTYIOTCSl KaK TJIaBHbIE MY3bIKAIbHbIE HOCUTEIH CIOKETHOTO PAa3BUTHS KOMEIWHU, TiIaB-
HbIe OPMBI €€ My3bIKaJILHOTO HAppaTHBA.

OaHOBpeMEHHO OyJeT y/eJIeHO BHUMaHUE TEM OCOOEHHOCTSIM TOHAJbHOTO U TeMa-
TUYECKOTO Pa3BUTHUS, KOTOPbIE UMEIOT 3HAYEHUE JJII apXUTEKTOHUKH OIEPHI, MPUAAIOT €l
€UHCTBO M KOMIIO3UIIMOHHYIO CTPOMHOCTh (CKBO3HOE Pa3BUTHE BAJIbCOBBIX TEM, TOHANb-
HBIC U TEMAaTHYCCKUE apKH, OTpakeHrue (HopMbl acTu B popme IIeJI0T0 U TIPoH.).

ITpu ToMm, uto onepa «KaBanep po3b» HEOJHOKPATHO CTAHOBHJIACH MIPEAMETOM BHU-
MaHHs wHccienoBarened (B T.4. B MoHorpadmsx H. gemp Mapa, A. JIxeddepcona,
b. 'minnama, A. Kexa), a ToHanbHOU cuMmBoiuke y IllTpayca mocBsieHbl, B 4aCTHOCTH,
pabotsl P. Tenmepra, nokiaa MpencTaBisieT Pe3yiabTaThl COOCTBEHHBIX aHATUTHYECKUX
HaO0JIIOICHUI aBTOpA, CAEAaHHBIX HAa OCHOBE M3ydeHus napTtutypsl Lltpayca ¢ yuetom pa-
00T Ha3BaHHBIX YUYEHBIX. ABTOpP TaKXke MOCTYJIUPYET OoJiee MUPOKOe 3HAUCHHE CAETaHHBIX
BBIBOJIOB, BBIXOJISIIIIEE 32 MPEEIbl UCCIIETyEMOM ONEPhl U AKTyalbHBIX JIJIsi OEPHOTO TBOP-
YecTBa KOMIIO3UTOPA B 1IEJIOM.

KiaroueBbie cioBa: Puxapn Illrpayc, omepHoe TBOpuecTBO, «KaBamep po3sbi»,
TOHAJIbHAsl CEMaHTUKA, TOHAJIIbHAS U TEMaTUYECKas ApaMaTyprus, My3bIKaJIbHbI HappaTUB,
apXUTEKTOHUKA

TONAL AND THEMATIC DRAMATURGY
IN THE OPERA OF RICHARD STRAUSS DER ROSENKAVALIER

The paper is devoted to the fundamental principles of musical organization in one of
Ruichard Strauss’s world-renowned masterpieces — the opera Der Rosenkavalier (1911).
Separate keys in it have semantics associated with certain characters, their emotional state,
theatrical content of the scenes. The tonal-character relationships express the musical dram-
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aturgy of the work. Another important factor in this dramaturgy is the kind of the themati-
cism that accompanies the characters and its transformation. At the center of consideration
are such properties and modifications of this thematism through which the stage movement
of the drama finds expression. The tonal and thematic processes in the opera are interpreted
as the main musical carriers of the plot development of the comedy, as the main forms of its
musical narrative.

At the same time, attention will be paid to those features of tonal and thematic devel-
opment that are important for the architectonics of the opera, give it unity and compositional
completeness (through the development of waltz themes, tonal and thematic arches, reflec-
tion of the form of a part in the form of a whole, etc.).

Despite the fact that the opera Der Rosenkavalier has repeatedly become the subject
of attention of researchers (including in the monographs of N. del Mar, A. Jefferson,
B. Gilliam, A. Kech), and tonal symbolism in Strauss’s oeuvre has been studied, in particu-
lar, by R. Tenschert, the paper presents the results of the author’s own analytical observa-
tions, made on the basis of the study of Strauss’s score taking into account the works of the
above-mentioned scientists. The author also postulates a broader meaning of the conclusions
drawn, which goes beyond the scope of the studied opera and is relevant for Strauss’s oper-
atic work as a whole.

Keywords: Richard Strauss, opera, Der Rosenkavalier, tonal semantics, tonal and
thematic dramaturgy, musical narrative, architectonics
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3ATAAKH «MY3bIKAJIBHOT'O IPUHOWEHUSA» U.C. BAXA

B Jleitnuurckuii mepuoj TBopuecTBa bax co3mall psij MHOTOYACTHBIX KIJIABUPHBIX
IIPOU3BE/ICHU, BOKPYT KOTOPBIX O HACTOSLIErO0 BPEMEHU HE MPEKPAIAIOTCS TUCKYCCHH.
Cpenn HUX «My3bIKadbHOE NMPUHOIIEHUE» CUUTAETCS CaMbIM 3araJlO4HbIM, U JUISL 3TOrO
€CTh OOBEKTHUBHBIC OCHOBAHUS: B MPOM3BEICHUE OBUIH BKIIOYCHBI HEpacInppoBaHHbIC Ka-
HOHBI, OHO HE UMEJIO OOIIEro MeperieTa, CylecTBOBAIO B BUJIE TPEX OTIEIbHBIX «IAMOK.

Hcropus ero co3gaHus MKMPOKO M3BECTHA: moe3nka B [lorcaam, BcTpeda ¢ Kopojem
Opunpuxom 11, umnpoBuzanust Gpyru Ha NPeJIOKEHHYIO UM TEMY, a Jalieeé — CO3/laHue
MHOTOYAaCTHOTO MpousBeAeHus. VccienoBarenu, yaile BCEro, CYUTAIOT €ro «CBOOOIAHBIM
COOPHUKOMY TbEC, HAMMCAHHBIX HA OJIHY TEMY, U MO3TOMY MpeJIaraloT pa3jindHble BapH-
aHTBl WX TEPEeCTAaHOBKM MJs MPHUJIAHUS JOTMYHOCTU HX MOCIEeNO0BATENbHOCTU (OOBIYHO
MpeIoKEeHNs KacatoTcss obnmactu cummeTtpun). OnaHako bax, ocyiecTBiss ABa BbIycKa
CBOETO COUYMHEHUS B BUJIE «IOJIAPOYHOTO», & 3aTeM «OOBIYHOT0», COXPAHHUII HEU3MEHHBIM
MEpBOHAYAIBHYIO MOCIEA0BATEILHOCTD YACTEN U BO BTOPOM M3 HUX. DTO 3HAYMT, YTO TAKOB
OBUT aBTOPCKHIA 3aMbIcesl. BO3MOXXHOCTh MPUOTU3UTHCS K €r0 MOHUMAHUIO JAeT MCCIeN0-
BaHUE MOJAPOOHOCTENW (popMOOOpa3zoBaHUs, MPUMEHSIEMON B NMPOU3BEICHUU TEXHUKHU: OCO-
00e BHMMaHUE K 3TOH CTOpPOHE TBOPYECTBA OYEBUIHO BO BCEX MPOU3BEACHUSAX BEIHKOTO
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KOMIIO3HUTOPA.

KiroueBble cjioBa: kaHoH, ¢yra, KOHTPIKCIO3ZUIIMS, UK, COOPHUK, MOJAAPOYHOE
W3/IaHHUE, «TeMa KOPOJIsi»

MYSTERIES OF DAS MUSIKALISCHE OPFER BY JOHANN SEBASTIAN BACH

During the Leipzig Period, Bach composed a series of multi-part pieces that have
caused many a debate and are still considered controversial. Among them, The Musical Of-
fering is viewed as the most mysterious. This assumption is not groundless as The Musical
Offering incudes riddle canons, did not have a single binding, and existed as three separate
“folders”.

The roots of the collection are well-known: Bach’s trip to Potsdam, his meeting with
king Frederick II, an improvisation of a fugue on a musical theme received from the king
followed by the composition of a multi-part piece. Scholars tend to look at The Musical Of-
fering as a “flexible collection” of pieces written on the same subject. This is the reason
why they tend to vary the order of pieces as an attempt to make their sequence more logical.
These attempts usually concern the issues of symmetry. However, Bach used the original
order of pieces in both his editions of The Musical Offering—a “gift” and a “general” one.
This indicates that the composer established the original order of pieces intentionally. A de-
tailed study of forms taken by the technique Bach uses in The Musical Offering holds the
promise of unveiling his intention. Obviously, Bach gave special attention to this aspect of
creativity as it runs through his oeuvre.

Keywords: canon, fugue, counterexposition, cycle, collection, gift edition, the
King’s Theme
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«ITPU3BIBAIO BAC IOHATDHD MOE OTYAAHUE U3-3A CPBIBA
MNPON3BOACTBEHHOI'O IIVIAHA»: 10.A. ITAITOPUH, .. IOCTAKOBHNUY,
E.K. MAJIMHOBCKAS 1 BOJIBIIION TEATP B TIEPBOM ITOJIOBUHE 1930-x rr.

VYnpasnssmast bonsmnm tearpom B 1930-1935 rr. E.K. MannHoBckast ”HULIMUPOBA-
Ja OOHOBIICHHE penepTyapa 3a CUeT BKIIOYCHHS B HETO NMPOU3BEICHHIA COBPEMEHHBIX CO-
BETCKHUX KOMITO3UTOPOB. Ocoboe 3HaueHue B TeaTpe B 3TOT NEPUOJ] MPUaBaId COBMECTHON
pabote ¢ I0.A. lanopuneim u J{.J1. lloctakoBuuem. Ot Illanopuna TeaTp Ha NPOTSIKEHUN
LEJIOTO psijia JIET *Aajl MpeJICTaBIeHusl onepbl «JlekaOpucThl», CPOK OKOHUAHUS KOTOPOI
MOCTOSTHHO CABHTAJICI — B pe3yJIbTaTe orepa Oblja 3aKOHUEHA JIUIIb CITyCTS JIBa JAeCITUIIC-
tusi. CorpyauuuectBo ¢ JI.JI. llloctakoBuueM Hocuino Oosiee pa3HOOOPa3HBIM XapakTep.
Komno3urop nonauany o0si3asicst Hanucarh Ui TeaTpa onepy o neece . beanoro «Pa3-
rajka», 3aTeéM B3sUl 00s3aTENBCTBO MO CO3JAHHMIO MPOU3BEICHHS Ha OCHOBE JHOPETTO
A.H. Toncroro u A.O. CrapuyakoBa (MACOJOTHUYECKH BBIBEPEHHAs TEMa KOTOPOIO JOJKHA
ObUIa PAcKpPBITh «POCT YEJIOBEKA B MEPUOJ COLUAIUCTUYECKOIO CTPOMTEILCTBA»). JIuib
K 1933 r. TeaTp U KOMIIO3UTOP, HAKOHEL, ONPEAETIINCEH ¢ Oyayliel MOCTaHOBKOM: eil 10J-
eH ObLT ctaTh oAuH U3 1meneBpoB llocrakoBuua, onepa «Jlegn Makber MieHckoro yes-
na» (mpembepa omnepbl B bonbliom TeaTrpe cocTosiach yKe IOCHE  OTCTaBKU
E.K. ManuHoBckoii ¢ nocta nupekropa). B noknazne, ocHOBaHHOM Ha He IyOJIMKOBaBIIUXCSA
paHee marepuanax PocCCHMICKOro rocyaapCcTBEHHOTO apXuBa JMTEPAaTypbl M HCKycCTBa
u Poccuilckoro rocy1apcTBEHHOIO apXuBa COLMAIBHO-IOJIUTHYECKOW HCTOPUHU, ONPOBEP-
raeTrcsi BCTpeyarolleecss B JIMTEpaType MpPEICTaBIEHUE O penepTyapHOM KOHCEpPBaTHU3ME
«anoxu ManuHoBckoi» B bonbimom Teatpe. Iloka3aHo, 4To pyKOBOJICTBO T€aTpa aKTHMBHO
NBITAIOCh IPUBJIEKATh BBIJAIOIIMXCS KOMIIO3UTOPOB K HAIMCAHUIO NPOU3BENCHHUN MJIs
Bonpmioro Tearpa, a cpaBHUTEIHHO HEOOBIINE PE3YIbTATHI 3TOM PabOTHl B OCHOBHOM OBI-
JIM BBI3BaHbl CPBIBOM BCEX OI'OBAPMBABIIMXCS B JOFOBOpaxX CPOKOB CO CTOPOHBI JINOPETTH-
CTOB M CAMHUX KOMIIO3UTOPOB.

KiarwueBbie caoBa: [[.JI. llocrakoBuu, HO.A. Hlanmopun, E.K. ManunoBckas,
bonbmoit Teatp, 1930-e roaml, coBeTckas My3bIKa, COBETCKas omepa, «Jlemu MaxbGer
MueHckoro ye3aa»

«I URGE YOU TO UNDERSTAND MY DESPAIR BECAUSE OF THE FAILURE
OF THE PRODUCTION PLAN»: YURI SHAPORIN, DMITRI SHOSTAKOVICH,
ELENA MALINOVSKAYA AND THE BOLSHOI THEATER
IN THE FIRST HALF OF THE 1930s.

Elena Malinovskaya, who managed the Bolshoi Theater in 1930-1935, initiated the
renewal of the repertoire by including works by contemporary Soviet composers in it. Spe-
cial importance in the theater during this period was attached to joint work with Yuri
Shaporin and Dmitri Shostakovich. The theater had been waiting for the performance of the
opera “The Decembrists” from Shaporin for a number of years, the deadline for which was
constantly shifting — as a result, the opera was completed only two decades later. Coopera-
tion with Shostakovich was of a more diverse nature. The composer initially undertook to
write an opera for the theater based on the play by Demyan Bedny “The Solution”, then un-
dertook to create a work based on the libretto by Aleksey Tolstoy and Alexander Starchakov
(the ideologically verified theme of which was to reveal “the growth of man during the pe-
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riod of Socialist construction”). It was only by 1933 that the theater and the composer final-
ly decided on a future production: it was to be one of Shostakovich’s masterpieces, the
opera “Lady Macbeth of the Mtsensk District” (the premiere of the opera at the Bolshoi
Theater took place after the resignation of Malinovskaya from the post of director). The re-
port, based on previously unpublished materials from the Russian State Archive of Litera-
ture and Art and the Russian State Archive of Socio-Political History, refutes the notion
found in literature about the repertoire conservatism of the “Malinovskaya era” at the Bol-
shoi Theater. It is shown that the management of the theater actively tried to attract out-
standing composers to write works for the Bolshoi Theater, and the relatively small results
of this work were mainly caused by the failure of all the deadlines stipulated in the contracts
on the part of the librettists and the composers themselves.

Keywords: Dmitri Shostakovich, Yuri Shaporin, Elena Malinovskaya, Bolshoi Thea-
ter, 1930s, Soviet music, Soviet opera, “Lady Macbeth of the Mtsensk district”
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«KYIEI KAJAIITHAKOB» A.T. PYBHHIITENHA

U EIr'0 JUTEPATYPHBII UCTOYHUK: .
KAHP, IPAMATYPI'USA 1 KOMIIO3ULIMS, BBIVIMHHBIN CTUX

«Kymnen Kanamaukosy A.I'. Pyounmreitna (1879) — oaHa u3 He3acIy»KEHHO 3a0bI-
TBIX pyCCKMX omep. /JlBaXIpl 3ampellleHHas Ipud JKU3HU  aBTOpA, HEMOHATAsd
Y HEJOOLICHEHHAs! KaK COBPEMEHHHMKAMHU, TaK U MCCIIEJOBATENSIMHU, 3Ta ONEPA MPEACTABIISIET
co00#1 0/IHy U3 BEPUIMH «PyCCKOT0 HAINpaBJIEHUs» B TBOPUYECTBE KOMIIO3UTOpa. MHOTrOYMC-
JICHHbIE MHTOHALIMOHHBIE, IpaMaTypruueckue W KOMIIO3ULIMOHHBIE Mapajlield ¢ ONepaMu
I'muuaku, {apromepkckoro, Mycoprckoro, boponnna, Pumckoro-KopcakoBa, cMHXpOHHBIE
U AK€ ONEPEKAIIINE PYCCKUX KOMIIO3UTOPOB-COBPEMEHHUKOB 110 BPEMEHU HAXOJKH
Y OTKpPBITUSl JI0Ka3bIBAlOT NpuHauie:)kHOCTh «Kynua KanamHukoBa» OOJBIIOMY CTHUITIO
PYCCKOM KJIACCMYECKOH omepsl. Pemaroiyo poib 3/1eCh ChIrpall BBIOOp HEOOBIYHOTO JIUTE-
patypHoro ucrounnka — «IlecHu npo naps MBana BacunpeBrnua, MOJIOJOrO ONpPUYHUKA
n ynanoro kynua Kanamnukosa» M.IO. JlepmonToBa. JKaHpOBO-CTUIIMCTHYECKUE U KOMIIO-
3UIMOHHBIE 0COOEHHOCTH «IlecHH...» — CHUHTE3 YepT UCTOPUUYECKOM, SMUYECKOU, pa30oii-
HOM, JTUPUYECKON NECHU U OBUTMHBI (C XapaKTEpHBIM JUIsl Hee ObUTMHHBIM CTUXOM), 00yCIIO0-
BUBIIHI sSipKO€ cBOe0Opa3ue My3bIKAIbHOW JIpaMaTypriy Onepbl, — 3aKiIovain B cebe He-
MaJible TPYAHOCTH, HO OHU ObUIM YCHEIIHO peleHbl PyOuHIITeHHOM.

BriepBble IIPOBENEHHBIM aHANU3 JUTEPATYPHOIO TEKCTA ONEPHl U €ro CpPaBHEHUE
C MICTOYHUKOM TMoKazanu, 4ro u3 «llecuu...» JlepmoHTOBa mepeneceno B nubperTo 234
CTHXOTBOPHBIX CTPOKH U3 514, 4T0, C yuyeToM crienupuKyd OpUrHHATIA, CTABHIIO TIepes] KOM-
MO3UTOPOM 3ajauy, onu3kyro Toil, uro peummn A.C. laprombixckuil B « KameHHOM rocte.
Tpaucdopmarus ObunHHOTO (HapoAHOTo) ctuxa «IlecHu...» B BOKaJbHYIO pedb B COJBHON
KAHTHUJIEHE, XOPOBBIX BBICKA3BIBAHUSIX M OCOOEHHO B pEUUTATHBAX MPEICTABISIET OJHY U3
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Hanbosiee opurnHaIBbHBIX ocoOeHHocTel «Kymma KanmamaukoBay. [loncku PyOunmiteiina
B 0071aCTH «OBUIMHHOTO PEYUTATHBA» HE TOXKIECTBEHHBI ombiTaM Pumckoro-Kopcakosa
B «Canko» (1896), HO B 3HAUNTENHHON CTEMEHU COJIMKAIOTCS C HUMU KaK B CaMOM ITOHH-
MaHUU CTHCIM(PUKHA YCTaBHOU (CKa30BOM) pedud, TaK W, B HEKOTOPBIX CIydasx, B MHTOHAIIH-
OHHBIX PEIICHUSIX.

KuaroueBbie ciaoBa: A.l'. Pyounmreitn, M.1O. JlepmontoB, «Kynen Kamamnukosy,
oriepa, TMOPETTO, ApaMaTyprus, KOMIIO3HUITUS, OBITUHHBIN CTHX.

THE MERCHANT KALASHNIKOV BY A. RUBINSTEIN
AND ITS LITERARY SOURCE:
GENRE, DRAMATURGY AND COMPOSITION, FOLK EPIC

The Merchant Kalashnikov by Anton Rubinstein (1879) is one of the undeservedly
forgotten Russian operas. Twice banned during the author’s lifetime, misunderstood, and
underestimated by both contemporaries and researchers, this opera is one of the pinnacles of
the “Russian direction” in the composer’s work. Numerous intonational, dramaturgical, and
compositional parallels with the operas of Glinka, Dargomyzhsky, Mussorgsky, Borodin,
Rimsky-Korsakov, finds and discoveries that are synchronized and even ahead of the time
of contemporary Russian composers prove that The Merchant Kalashnikov belongs to the
great style of Russian classical opera. The decisive role here was played by the choice of an
unusual literary source, A Song about Tsar Ivan Vasilyevich, the Young Oprichnik, and the
Valorous Merchant Kalashnikov by Mikhail Lermontov. Genre-stylistic and compositional
features of 4 Song ... such as the synthesis of the features of a historical, epic, outlaw, and
lyrical ballads, epic (with its characteristic folk epic), which determined the bright originali-
ty of the opera’s musical dramaturgy, contained considerable difficulties but were success-
fully resolved by Rubinstein.

The first analysis of the literary text of the opera and its comparison with the source
showed that 234 poetic lines out of 514 were transferred from Lermontov’s 4 Song... which,
considering the specifics of the original, posed a task for the composer close to the one that
Alexander Dargomyzhsky solved in The Stone Guest. The transformation of the epic (folk)
verse 4 Song... into vocal speech in a solo cantilena, choral parts, and especially in recita-
tives is one of the most original features of The Merchant Kalashnikov. Rubinstein’s search-
es in the field of “folk epic recitative” are not identical to the experiments of Rimsky-
Korsakov in Sadko (1896), but to a large extent approach them both in the very understand-
ing of the specifics of statutory (narrative) speech, and, in some cases, in intonational solu-
tions.

Keywords: A. Rubinstein, M. Lermontov, The Merchant Kalashnikov, opera, libret-
to, dramaturgy, composition, folk epic.
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PUTOPUKA «<MOIAPTOBA KBAJAPATA»

Kak u3BecTHO, OCHOBOM KJIACCHUYECKOW TEMBI SBIISIETCS METPUUYECKUN BOCBMHUTAKT
B OJIHOM M3 JBYX KOH(UTYpAIUil: MEepHo U3 JIBYX CXOJHBIX MPEIIOKEHUN WU OOJIBIIOE
npeioxkenue. Hapyiienus kBaapaTHOCTH B (hOpME KIIACCHUECKOM TEMbBI B KOHEYHOM CUETE
BOCXOJIAT K TIOBTOPY WJIM M3BATHIO TOW WJIM WHOW METpHUeCcKor (QyHKIMU. DTa Tema Io-
npoOHee Bcero paccMoTpeHa B Tpyaax . Pumana u FO.H. Xonomosa.

OmHaKo ecIu 3TO BEpHO B OTHOIIEHHWH beTXoBeHa M 1MOCIeO0eTXOBEHCKON HEMEIKOM
TpaAauIMU, TO HHaYe OOCTOUT JAEJIO C TeMoi y MolapTta, Ybu METPUUECKHUE KPUCTAIIIBI Ja-
JIEKO HE BCerja CBOAMMBI K TPAJIULIMOHHOMY BOCBMUTAKTy. He MeHee yCTOMYMBBIM OKa3bl-
BaeTcs 0COOBIM 00pa30M yCTPOCHHBIN JIBEHAIATUTAKT U €T0 MPOU3BOIHBIC. JTA CTPYKTY-
pa, KOTOPYIO sl MPEABAPUTEIBHO MPEIIAarald Ha3BaTh «MOLIAPTOBBIM KBaApPaTOM», C METPH-
YEeCKOM TOYKM 3pEHUsi NpPEeNICTaBIsieT CO0OM COBOKYMHOCTh Majoro (o TEPMHUHOJIOTHU
T.C. KropersiH) u GosbIioro npeajioxeHus. [ ero xaJeHIIMOHHOTO TutaHa U (popMbl Xa-
paKkTepeH psJl Kak TapMOHUYECKHX, TaK U CTPYKTYPHBIX OCOOEHHOCTEH.

[To cBOEeMy TPOHMCXOXKICHUIO «MOIAPTOB KBAApPAT» CBsA3aH ¢ oOpaslaMu paHHETO
KJaccuimaMa (OImKanimii, Ho He eIMHCTBEHHBIN npumep — psia TeM Moranna Kpucrtuana
baxa), a Te, B CBOIO ouepeib, BOCXOIAT K 0apouHbIM MojiemsiM. CBsI3b ¢ HUIMH B MOIIAPTOB-
CKOM KBaJpaTe IMpejacTaBiisgercsa Tposkoi. [lomruMo oueBUIHOIN CHUHTaKCHUECKOW U MOpdo-
JIOTUYECKOM, 3TO €Ille U PUTOpHUUEcKas CBs3b: mapa 4+8 mpeacTaBisieT co00i BhIpaKCHHUE
PUTOPUYECKOMN TIaphl propositio-partitio. BivsiHue 3TOM MOJEIM HAa KOMIIO3UIMIO MOLap-
TOBCKOW TEMBI Ka)XETCsI CTOJb 3HAYUTEIBHBIM, UTO JTA)KE€ CPEAU TEX TEM, KOTOPBIE CTPYK-
TYpPHO CBOASTCA K OOBIYHOMY METPHUYECKOMY BOCBMHUTAKTY, TAPMOHUYECKH U (PAKTypHO
BBIJICTISIETCSl 3aMETHAs IPYIITa, 00JIa1al01ast CXOKUM PUTOPHUECKUM UMITYJILCOM.

Kuawuesblie ciaoBa: Monapr, nepuon, NpejioKeHUE, METp, KBaApaT, PUTOPHUKA,
0apoKKO

THE RHETORIC OF “MOZART’S PATTERN”

As we know, the basis of the classical theme is the metrical eight-bar structure in one
of two configurations: a period of two similar phrases or a Sazz. Violations of metrical regu-
larity in classical themes’ forms go back to the repetition or removal of some metric func-
tion. This topic is discussed in more detail in Hugo Riemann’s and Yury Kholopov’s works.

However, if this is true of Beethoven and the post-Beethovenian German tradition,
there is different situation with themes by Mozart, whose metric crystals are not so often re-
ducible to the traditional eight-bar structure. Much more stable would be specially arranged
twelwe-bar structure and its derivatives. This structure, which I tentatively propose to call
“Mozart’s pattern”, is (from the point of view of the metrics) a combination of a four-bar
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phrase and a Satz. Its cadence plan and form are characterized by a number of both harmon-
ic and structural features.

By its origin, the “Mozart pattern” is associated with patterns of early classicism (the
closest, but not unique example is a number of themes by Johann Christian Bach), and
those, in turn, go back to baroque models. The connection with them in the Mozart’s pattern
seems to be threefold. In addition to the obvious syntactic and morphological connection, it
is also a rhetorical connection: the pair 4 + 8 is an expression of the rhetorical pair proposi-
tio-partitio. The influence of this model on the composition of the Mozartian theme seems
to be so significant that even among those themes that are structurally reduced to the usual
metrical eight-bar structure, a noticeable group stands out with a similar rhetorical impulse.

Keywords: Mozart, period, Satz, meter, pattern, rhetoric, baroque
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“UNION DISCORDANTE DE PLUSIEURS SONS”
B MY3BIKAJIBHON KOMITO3UIIUU XVIII-XIX BB.

PaccmarpuBaroTcss mpuMepsl UCHOJIb30BaHUS KIJIACTEPa B MY3BIKAJIbHOM HCKYCCTBE
no XX B. OHM CBs3aHBl C CHUTyalUUsIMH, KOTOpPBIE XapaKTEPU3YIOTCS CIEAYIOIIUMHU
MpU3HaKaMu: 1) HajM4yue ONpeeIEeHHOIO0 BHEMY3bIKAJIbHOTO KOHTEKCTA; 2) 000c00IeHHOE
MOJIOKEHHE B KOMITO3ULIMU — €€ Hayaylo/3aBepllieHue, I KyJIbMUHALUA; 3) CTAOUIbHOCTD
o0nMKa — KjacTep MOSBISIETCS OOBIYHO OJJTHOKPATHO, €CJIU OH MCIIOJIb3YETCSl HECKOJIBKO
pa3, TO ero CTpyKTypa, (pakTypHOE pelieHHue He MEHSIOTCS, OH HE BBICTYIAET B KaueCTBE
oObekTa myia npeoOpazoBaHuil. PaKTUUECKH KIJIACTEP BCErJa CBS3BIBAJICS C SBIICHUSMH,
MPEINOoJaralolMMi MaKCUMAJIbHO CHJIBHYIO SMOLMOHAJIBHYIO PEaKIMio ciaymaTens. Tak,
HauboJiee YacTO OH NMPUMEHSUICA B COUMHEHUSAX OaTaabHON TEeMaTHUKH, UMUTHPYs 3ByYaHHE
nymeyHslx BbicTpesnoB. Cpean npumepoB — mnpousBeneHus I1LA. Iezaps, b. Burepn,
T. bertona. Bropast cutyarusi, B KOTOPO MOT HCIIOJIB30BAThCS KIIACTep — H300pakeHne
KaKOro-au00 yCTpaliaromero Wik KaracTpoduueckoro coObITHs/cOoCcTOssHUS («Xaoc» u3
«Ctuxuit» K. ©. Pebensa, «Cado» W. Maptunu). Tperbs curyanuus — H300paxeHHe
C IOMOIIBI0 KJacTepa (anbIIMBOM HWrpsl My3bIKAaHTOB (¢puHam «CekcreTa IEepeBEHCKHX
My3bIkaHTOB» B. Mouapra). WrpoBoe oOTHOUIEHME K HCIIOJIB30BAaHUIO  KJlacTepa
oOHapy>xuBaercst Takxke B padore B. Xeiiza «VcKyccTBO COUMHEHHS MY3bIKH COBEPILEHHO
HOBBIM criocobom» (1751), npeanuchIBarolIero pa3OpbI3rUBaTh KISKCHI Ha HOTHOM
Oymare — 3a70iro g0 anearopuieckux omnbiToB JIxk. Keitmxa u apyrux aBropoB. Takum
oOpa3om, 10 XX Beka KjacTep 3aHUMall IMOJIOKEHUE ayTcaijepa B Ma)KOpO-MHUHOPHOMU
JaZloBOM cucteme, MposBiss cebd Ha ypoBHe He s3bika, a peuu (D. Coccrop)
Y MHULIMMPYACh KOHKPETHOU cutyanueit. KoMmo3utop okaswiBajics mepes BEIOOpOM: 00
00paTUTHCS K MPUBBIYHBIM CO3BYYHSIM TEPLIOBOTO CTPOEHUs, JIM00 BBECTU UTO-TO, UAYyIIEE
Bpaspe3 co CioxuBIIeics mnpaktukod. Tompko ¢ cepenunbl XIX B. oOHapyXUBarOTCS

34



(% : ; %,

€AMHUYHbIC TIOMBITKA TPaKTOBaTh KJIacTep KaK I[OCJIEI0BAaTENbHO HCIOJIb30BAHHOE
KOJIOpUCTHYECKOe cpencTBo (Hampumep, y L. Anbkana). B GOnbIIMHCTBE K€ CIydaeB €ro
MIPUMEHEHHE MOYTH BCErJa MoJIpa3yMeBajio OTCYTCTBHE IPaMMATHUYECKOrO0 COMOJIYMHEHHUS
C KOHTEKCTOM, OJTHOBPEMEHHO OTPHUIIAsl U YTBEPK/Ias TPATUIIMOHHBIC SI3bIKOBBIE HOPMBI.

KiroueBble ciioBa: kiacTep, aKKOpj, KOMIIO3WIIHMS, TEKCT, peub, S3bIK, Oaramus,
Xaoc

“UNION DISCORDANTE DE PLUSIEURS SONS”
IN THE MUSICAL COMPOSITION OF THE XVIII-XIX CENTURIES

Examples of the cluster in the music before the XXth century are considered. They
are associated with strictly defined situations, which are characterized by the following fea-
tures: (1) the presence of a certain extra-musical context; (2) a separate position in the com-
position — its beginning/end, or culmination; (3) appearance stability - a cluster usually ap-
pears once, if it is used several times, then its appearance (structure, texture solution) does
not change, it does not act as an object for transformations. In fact, the cluster has always
been associated with phenomena that imply the strongest emotional reaction of the listener.
So, most often it was used in battle-themed compositions, imitating the sound of cannon
shots. Examples include the works of P. A. Caesar, B. Viguerie, T. Bethune. The second
situation in which a cluster could be used is the image of some frightening or catastrophic
event/state (Chaos from The Elements by J.-F. Rebel, Sapho by 1. Martini). The third situa-
tion is the depiction with the help of a cluster of a false play of musicians (the finale of the
Sextet of Village Musicians by W. Mozart). A satirical attitude to the use of the cluster is al-
so found in the work of W. Hayes The Art of Composing Music in a Completely New Way,
which prescribes to sprinkle blots on music paper — long before the aleatoric experiments
of J. Cage and other authors. Thus, until the twentieth century. the cluster occupies the posi-
tion of an outsider in the major-minor system, manifesting itself at the level of not language,
but speech (F. Saussure) and being initiated by a specific compositional situation. The com-
poser was faced with a choice: either turn to the usual harmonies of the tertian structure, or
introduce something that runs counter to the established practice. Only from the middle of
the XIXth century single attempts are found to interpret the cluster as a consistently used
coloristic means (for example, by Ch. Alkan). In most cases, the use of the cluster almost
always implied the absence of grammatical subordination with the context, while simulta-
neously denying and affirming traditional language norms.

Keywords: Cluster, chord, composition, text, speech, language, battle, chaos
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«I'EH3EJIb 1 TPETEJIb» U «KKOPOJIEBCKHUE JTETW»
OHI'EJIBBEPTA XYMIIEP/IMUHKA:
K ITPOBJIEME BOIIVIOIIEHUS CKA30YHOI'O CIOKETA

Creun@uika BOIIOLIEHUS CKa3KH U €€ MOTUBOB B MY3bIKaJIbHO-CLIEHUYECKUX MPOU3-
BEJCHUSAX — TMpobjemMa, HEIOCTaTOYHO pa3paboTaHHAasi B COBPEMEHHOM MY3bIKaIbHOU
Hayke. [lepen nccienoBarensiMu 0COOEHHO OCTPO CTOUT BOMPOC O COOTHOIIEHUU CKAa30YHO-
ro MEepBOMCTOYHUKA U JTUOPETTO, MPEANOiIaraonfi 1eTalbHbIil aHAIN3 TOCIEIHEro ¢ yye-
TOM XapaKTEPHBIX 0COOEHHOCTEN CTPYKTYphI CKA30UHOTO JKaHpa. ITa CTPYKTypa MOAPOOHO
paccMaTpHBaeTCsl B MHOTOUHCIIEHHBIX padoTax (puiiooroB u (GpoiabKIOPUCTOB, CPeInd KOTO-
pbix cinenyer otmetutTh TpyAsl B.A. [Ipomma. IlombiTku mogoOHOro anamuza JauOpeTTO
Y IIEPBOMCTOYHMKA HEOJHOKPATHO MPEANPUHUMAINCh B paboTaXx OTEUYECTBEHHBIX
U 3apyOeKHBIX My3bIKoBenoB — b. [lucrenskamma, X. Kamme, O.B. Komapaunkoi u apy-
rux. TeM HE MEHee JI0 CHX IMOp He OBLIO CO3/IaHO €IMHOW TEOPUHU, TIO3BOJISIONICH paccMmar-
pUBaTh MY3BIKAJIIbHO-CIICHUUECKHE MPOU3BEACHUS C TOUKH 3PEHUSI CTPYKTYPHI, (PYHKIUI
Y MOTHUBOB, XapaKTEPHBIX JUIsl CKA30YHOI'O CIOKETA.

[lepcneKTUBHOCTh TAKOTO MOAXOAA MOXKET OBbITh PACCMOTpPEHa Ha MpHUMEpPE JABYX
HamOoJiee M3BECTHBIX OIEp Y4YeHWKa M mocienoBareis Puxapna Barnmepa OurenbOepra
Xymnepaunka — «l'ensens u I'perens» u «KoponeBckue netmy.

JIu6perro onepwl «I'enszens u ['perensy, coznanHoe A. BeTte Ha OCHOBE OJHOMMEH-
HOM cka3ku OpaTbeB ['puMM, BO MHOTOM OJM3KO OpUTHMHAIBHOMY TEKCTy. TeM He MeHee
CIOJKETHAsI COCTaBIISIIONIAsl IPOU3BEICHUS MTOABEPIIIACh PNy M3MEHEHNN, KaCArOIIUXCs Kak
COOBITUH, TaK M F€POEB U BBINOJHAEMBIX UMU (PYHKIUNA. DTa TpaHChOpMaIHs B LEIOM CO-
XpaHUJIa CTPYKTYpPY U OOJIBIIMHCTBO MEPCOHAXKEHN CKa3Ku, HO U3MEHUJIA €€ MOpaJib.

Hpyroii mpuMep omepsl Ha CKa304YHbIM CroxkeT — onepa «KopoisieBckue netu», co-
3/1aHHas Ha OCHOBE COOCTBEHHOW JUTEpAaTypHOM cka3ku nubpertucta D. bepumraitn. He-
CMOTpsI Ha OJM30CTh UCTOPUHU K HApOJHOU CKa3Ke, COOBITHITHAS KaHBa JIMOPETTO JIUIIb OT-
YacTH CIEAYEeT €€ TPaJuLUsaM, UCIBIThIBAs BIUSHUE MY3bIKaJIbHOU ApaMbl P. Baruepa.

KuaroueBble cioBa: ckazouHas orepa, JUOpeTTo, DHrensoept XymnepAauHk, «I eH-
3enb u ['petenby, «KoponeBckue netny, J[x. Kamnoemn, B.S. [Iponmn

HANSEL UND GRETEL AND KONIGSKINDER
BY ENGELBERT HUMPERDINCK:
TO THE PROBLEM OF THE EMBODIMENT OF A FAIRY-TALE PLOT

The specificity of the embodiment of a fairy tale and its motives in musical stage
works is a problem that has not been sufficiently developed in modern musical science. The
question of the relationship between the fairy-tale primary source and the libretto is espe-
cially acute for researchers, which implies a detailed analysis of the latter, taking into ac-
count the characteristic features of the structure of the fairy-tale genre. This structure is con-
sidered in detail in numerous works of philologists and folklorists, among which the works
of V.Ya. Propp. Attempts of such an analysis of the libretto and the original source were re-
peatedly made in the works of domestic and foreign musicologists — B. Distelkamp,
H. Kampe, O.V. Komarnitskaya and others. However, a unified theory has not yet been cre-
ated that allows us to consider musical stage works from the point of view of the structure,
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functions and motifs characteristic of a fairy-tale plot.

The prospects of such an approach can be considered on the example of two of the
most famous operas by the student and follower of Richard Wagner Engelbert Humper-
dinck — Hdnsel und Gretel and Konigskinder.

The libretto of the opera Hdnsel und Gretel, created by A. Vette on the basis of the
folk tale of the same name by the Brothers Grimm, is in many ways close to the original
tale. Nevertheless, the plot component of the work has undergone a number of changes re-
garding both the events and the characters and the functions they perform. This transfor-
mation generally retained the structure and most of the characters of the original tale, but
changed its morality.

Another example of an opera based on a fairy-tale plot is the opera Konigskinder,
created on the basis of the librettist E. Bernstein’s own literary fairy tale. Despite the close-
ness of history to a folk tale, the event outline of the libretto only partly follows its tradi-
tions, being influenced by the musical drama of Richard Wagner.

Keywords: fairy-tale oper, libretto, Engelbert Humperdinck, Hdnsel und Gretel,
Konigskinder; J. Campbell; V.Ya. Propp.
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«BECEJIBIE HUBEJIYHI U»: IAPOJUHBIIA HAPPATUB
B MY3BIKAJIBHOM KYJbTYPE HAYAJIA XX BEKA

B 1858 roay Ha cuene napmxkckoro teatpa «bybdd-Ilapussen» coctostack mpembepa
nepBoro nosHomacirabnoro counnenus JKaka Oddendaxa — «Opdeili B any». Tak Hava-
Jach UCTOPHUST HOBOTO jkaHpa — onepeTThl. Oneperta opdendaxoBckoro oopasma odragana
PAIOM O0COOBIX CBOMCTB; TJIaBHBIE U3 HUX — HCIIOJIb30BaHUE NApOJUIHBIX TEXHOIOTUH, 00-
palieHre K COIMAJIbHOM caThpe W Omopa Ha OBITOBbIE MY3bIKAJIbHBIE KAHPbl — Mapill,
BaJIbC, MOJIbKY, ajon, KaHKaH, KyriaeTsl. [loa BiusHueM 3toi «Moaenu» HaunHas ¢ 1870-x
rofoB 19-ro cronerust B AHrimmu cpopmMupoBanach «caBoiickas omnepa» Yuibsima [ nnbepra
u Aprypa CauinBaHa. A B caMOM Hadayie JBAJATOr0 aBCTPUMCKHN Kommno3utop Ockap
Mtpayc u ero coastop, audpertuct Opuny Onusen (Pumeamyc), mpoBO3riIacuB JO3yHT
«Hazan k Oddendaxy!», co3ganu oaHy U3 caMbIX TOMYJISPHBIX OYPIECKHBIX omneperT «Be-
cenble HUOenyHrm» (1904). OObekTOM Napoauu craja 4yeTBepTas 4acTh BarHEPOBCKOIO
«Kompray — «I'ubenp 6oroB». B oTnmmume ot mudomornueckux omepert Oddendaxa,
Mtpayc 1 OnuBeH MEJAaHTUYHO CIEAOBAIN OJHOMY IIEPBOMCTOYHUKY, COXPAHUB OOJBIIYIO
YacTh BarHEPOBCKUX MEPCOHAXKEHW M MOUTU BCE MEPUNETUU CIOkeTa. OCHOBHBIM, XOTS U HE
€MHCTBECHHBIM, TIPUEMOM JIOCTIDKEHUs KoMuueckoro sddekra B «Hubemynrax» [ltpayca
craHoBHTCs, Kak U y Oddenbaxa, «nepemeleHne) repoes B COBpEMEHHYIO cpely, B JaH-
HOM ciydae — Mu(oornyeckux nepconaxeit Baruepa B ['epmanuto snoxu Bunbrensma I1.
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[To muenuro @puapuxa Huime, Barnep «co3HaTenbHO MEPEBOANI COBPEMEHHOCTh B MU-
¢onorutoy. llltpayc u OnuBeH, NoJ0OHO MHOTUM ApyruM aBTopam Wagner-parodien, 1e-
pemMecTuin 3Ty MU(OJIOTHIO 0OpaTHO, U MAPOAMs BO3HHUKIIA MPAKTUIECKH cama coboit. My-
3BIKAJIBHBIN PsIZi CIIEKTAaKJs pacrnajaeTcs Ha JIB€ HEpaBHOMEpHbIe yacTH. Yarie Bcero, mo-
nooHo Oddendaxy, llTpayc ucnonb3yer Bajibc, Maplll, MOJIbKY U JPYTUe OBITOBBIC KAHPHI,
«YKOpEHsIs», TAaKUM 00pa3zoMm, CloxkeT B KyiabType XIX Beka. Bmecte ¢ Tem, KOMIO3HUTOD
UCTIOJIb3YeT TaKXe CTHIIEBBIE aJUTIO3MHM K MYy3blke Baruepa, mpuem, xotopeiM Oddendax
NPAKTUYECKU He Mosb3oBaics. MiMenHo Onmarogapsi eMy MOXXKHO cuuTaTh «Becenbix HuOe-
JYHTOBY» HE IIPOCTO OypJIeCKHOM OoIepeTTol, HO OeccropHoM mapoaueii Ha onepy Baraepa.

KuaroueBsie ciaoBa: Ockap Illtpayc, ®punr Onusen (Puneamyc), Puxapa Barnep,
«Becenbsle Hubemynrun», «Konpuo HuOenyHra», «I'mbenp OoroB», omeperra, napoaus,
Oypieck

DIE LUSTIGEN NIBELUNGEN: PARODY NARRATIVE
IN THE MUSICAL CULTURE OF THE EARLY TWENTIETH CENTURY

In 1858, the premiere of Jacques Offenbach’s first full-scale work, Orphée aux
Enfers, took place on the stage of the Paris theater “Bouff-Parisien”. Thus began the history
of a new genre — operetta. The operetta of the Offenbach model had a number of special
properties, the main ones being the use of parody technologies, an appeal to social satire and
reliance on everyday musical genres — march, waltz, polka, gallop, cancan, couplets. Under
the influence of this “model”, since the 1870s of the 19th centuries, the “Savoy opera” by
William Gilbert and Arthur Sullivan was formed in England. And at the very beginning of
the twentieth century, the Austrian composer Oscar Strauss and his co-author, librettist Fritz
Oliven (Rideamus), proclaiming the slogan “Back to Offenbach!”, created one of the most
popular burlesque operettas, Die lustigen Nibelungen (1904). The object of the parody was
the fourth part of Wagner’s Ring — Gotterdimmerung. Unlike Offenbach’s mythological
operettas, Strauss and Oliven pedantically followed the same primary source, retaining most
of Wagner’s characters and almost all the twists and turns of the plot. The main, though not
the only, method of achieving a comic effect in Strauss's Nibelungen becomes, like Offen-
bach’s, the «movement» of the characters into the modern environment. In this case, the
mythological characters of Wagner to Germany of the Wilhelm II era. According to Frie-
drich Nietzsche, Wagner “consciously translated modernity into mythology”. Strauss and
Oliven, like many other Wagner-parodien authors, moved this mythology back, and the par-
ody arose almost by itself. The musical series of the performance splits into two uneven
parts. Most often, like Offenbach, Strauss uses waltz, march, polka and other everyday gen-
res, thus “rooting” the plot in the culture of the XIX century. At the same time, the compos-
er also uses stylistic allusions to Wagner's music, a technique that Offenbach practically did
not use. It is thanks to him that the Die lustigen Nibelungen can be considered not just a bur-
lesque operetta, but an indisputable parody of Wagner's opera.

Keywords: Oscar Straus, Fritz Oliven (Rideamus), Richard Wagner, Die lustigen
Nibelungen, Der Ring des Nibelungen, Gétterddmmerung, operetta, parody, burlesque
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CBATOCJIAB PUXTEP KAK UHTEPIIPETATOP HEOKOHYEHHBIX
POPTEIIMAHHBIX COHAT @. IIYBEPTA:
K ITPOBJIEME COTBOPYECTBA KOMITIO3UTOPA U NCITIOJIHUTEJIA

doprenuaHHble COHATHl — OJIHA U3 BAXXHEUIINX cep MHCTPYMEHTAIBHOTO TBOpYE-
ctBa ®panna lydepra. B koMo3uTOpCcKOM HAacIeAUMN T€HHATILHOIO POMAaHTHKA MPEACTaB-
JICHBI NOJJIMHHBIE IIEAEBPBI B 3TOM JKaHpe. BmecTe ¢ TeM, COBPEMEHHBIE NMUAHUCTBI —
MHTEPIPETAaTOPhl (POPTEMHAHHBIX COHAT — 3a4acCTyI0 BBIHYXICHBI TaK UM WHAYE MPEO0JI0-
JeBaTh 3aTPYAHEHUS, CBA3aHHbIE C HE3aBEPILIEHHOCTHIO psiaa 1ukioB. M3 6onee uem 20 co-
HaT s oprenuano, nmpuHaiexamux lyOepty, enBa nmu HE TPETh CUYUTAIOTCS HEOKOH-
yeHHbIMU. K 4Mcioy TpaJuMUMOHHBIX CIOCOOOB pa3pelieHUsi OTMEUYEHHBIX 3aTpyAHEHHM
IOPUHATO OTHOCUTH JOCOUYHMHEHHE, MEPEKOMIIOHOBKY M PEAYKIMIO MOJOOHBIX IUKIOB. Of-
HAKO CYUIECTBYET M YHUKAJIbHBIA OMBIT «3aBEPUICHUS» HEKOTOPBIX COHAT MPHU MOMOIIH HC-
NOJIHUTENBCKUX BBIPA3UTEIBHBIX CPEICTB, 3alleYaTJICHHBIX B ayauo3anucsx CesTociaBa
Puxrtepa. Benukunii nuaHuCT, CIAaBUBIIMKCA IPEACIBHO CTPOIrMM OTHOLICHHWEM K HOTHOMY
TEKCTY MHTEPIPETHUPYEMbIX MPOU3BEACHUMN, CMOT MPEUIOKHUTh BECbMa YOEIUTEIIbHbIE XY-
JI0’KECTBEHHBIE pEIIeHus], 01aroapsi KOTOPBIM B IIPOIECCEe MCTIOTHEHUS BO3HUKAT (et
3aKOHYEHHOCTH OIIPECIIEHHOTO Pa3/ieNa, YaCTH COHATHOIO IMKJIA WX IIPOU3BEICHUS B IIE-
J0M 0€3 KaKoro-i1ubo «JIOMOJHEHUS» KOMIIO3UTOPCKOTIO «IEPBOMCTOYHHMKA». OTMEUEHHBIH
UCIIOJIHUTEIbCKUN (DEHOMEH MNepuoaudecKku yrnoMuHajics B nyonukanusx o C. Puxtepe
(H. Xepconckas, B. MorunbpHHIIKHI), OHAKO II€JICHANPABICHHOE aHATUTUYECKOE OCBEIIle-
HUE TMOAOOHOT0 ONbITa COTBOPYECTBA, PEAIM30BAHHOIO B MCIOIHHUTENBCKOW MPAKTHKE,
IIPEICTABICHO aBTOPOM HACTOSIIEro JOKiIana Brepsble. C 3TOW LENBIO NMPUBIEKACTCS W3-
BecTHasi puxtepoBckas 3anuch poprenuanHonr Conarsl C-dur, DV 840 («PenukBus»), na-
tupoBanHas 1961 ronom (I1apux, JIBoper Illaiio).

KuaiwueBbie ciaoBa: O@. [llyGept, doprenunannoe Hacieaue, >xaHp GopTenuaHHON
COHATHI, He3aBePILIEHHbIE COHATHBIC IUKIBI, C. PuxTep, COTHUTENbCKAsT HHTEPITPETALINS,
COTBOPYECTBO KOMITO3UTOPA U UCTIOJTHATEISA

SVYATOSLAYV RICHTER AS INTERPRETER OF THE UNFINISHED PIANO SO-
NATAS BY F. SCHUBERT: TOWARDS THE PROBLEM OF COMPOSER’S AND
PERFORMER’S CO-AUTHORSHIP

Piano Sonatas are one of the most important spheres of Franz Schubert’s instrumental
work. Genuine masterpieces of this genre are presented in the composer’s heritage of the great
romantic. At the same time, modern pianists, interpreters of these Piano Sonatas, are often forced
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in any case to overcome the difficulties associated with the incompleteness of a number of cycles.
Of the more than 20 Piano Sonatas belonging to Schubert, almost a third is considered as unfin-
ished. Among the traditional ways of resolving the noted difficulties, it is customary to include
completion, rearrangement and reduction of such cycles. However, there is also a unique experi-
ence of “completing” some Sonatas with the help of performing expressive means, captured in
the audio recordings of Svyatoslav Richter. The great pianist, who was famous for his extremely
strict attitude to the musical text of his interpreted works, was able to offer very convincing artis-
tic solutions, thanks to which, in the process of performance, the effect of completeness of a cer-
tain section, part of a sonata cycle, or work as a whole arose without any “addition” of the com-
poser’s “origin”. The noted performing phenomenon was periodically mentioned in publications
on S. Richter (N. Khersonskaya, V. Mogilnitsky), however, the purposeful analytical coverage of
such an experience of co-creation, implemented in performing practice, is presented by the author
of this report for the first time. For this purpose, the well-known Richter recording of the Piano
Sonata in C Major, DV 840 (“Relic”’) dated 1961 (Paris, Chaillot Palace) is used.

Keywords: F. Schubert, piano heritage, genre of piano sonata, unfinished piano cy-
cles, S. Richter, performing interpretation, composer’s and performer’s co-authorship

3AMIIEB I'puropuii CepreeBny Grigory Zaytsev
Kanouoam ucKyccmeogedeHus, PhD,
He3a8UCUMbLI UCCIe008amenb, Independent Researcher
Mockea Moscow

®OPMA, YEI'O Thl XO4YEIIb OT MEHA?
®OPMOOBPA3ZOBAHHUE KAK 9KCHECC

B noknazne npeanpuHsTa MONbITKa B3IJISHYTh HA HEKOTOPbIE HanboJiee pajvKallbHbIE
pa3phiBbl ¢ TUIHYECKUMH CIOCOOAMHM TMOCTPOCHUS (POPMBI MY3BIKATBHOIO COYMHEHHS
C TOYKH 3PEHMSI IKCLECCa Wi, APYTMMH CIIOBaMH, HENIPEAHAMEPEHHBIX MOCIENCTBUM, KO-
TOPBIE €CIIM M YUUTHIBAJIUCH aBTOPAMU MPOU3BEACHUM, TO JUIIb OTYACTH, @ HE BO BCEU UX
nosHoTe. Poxe Kaitya mogoOHOTro poaa BTOpKEHUS CYAbO00OHOCHOW CIy4allHOCTH B MCKYC-
CTBE OTHOCWJI K (MIOCOPCKON KaTeropum «(aHTacTU4ecKkoro» (He MyTaTh C «MHUCTH-
YECKHM» WJIH «CKa30YHBIM»), TaK KakK 3/1eCh BCETJa HaJMUECTBYET MEperyIieTeHrne O0IbIIOro
KOJIM4ecTBa (PaKTOPOB, CO3/IAIOIINX HEYTO MPUHLUIIAAIBLHO OTIMYHOE OT TOTO, YTO MOT OBl
co37aTh 3TOT aBTOp O€3 ydacTus MOJOOHBIX CTOPOHHUX MHBa3uil. OCTAaHOBIIOCH HA He-
CKOJIKHX TIPUMEpax MOZ0GHOr0 poja CIeACTBUM, HaunHas oT Missa cuiusvis toni MoxaH-
Heca Okerema M 3akaHuuBasi cBoeil Bropoi cumdonuein «/IBuxeHue riaHeT», mpemMbepa
KOTOPOM COCTOSJIACh B HavaJie ampesis 3Toro roja. Kaxmaoe u3 3Tux COUMHEHUN O-pa3HOMY
CIIOCOOHO TPOUJUTIOCTPUPOBATh, KaK (opMa TaKOTO poAa MY3bIKATbHBIX COYMHEHHI-
9KCIIECCOB CMOCOOHA CO3/1aBaTh Hperpabl A (uIoco(CKO-3CTETHIECKONH MBICIH, CTpe-
MSIIENCS ompenenuTh WX TpaHuilbl. Jlaxke coBpemeHHble ¢umocodrl, padboTaronue Hal
OCMBICJICHHEM CIJIOKHBIX MPOOJIEMHBIX MOJEl B UCKyCCTBe, K nmpumepy AjieH banbio, cxo-
JSTCS HAa TOM, YTO AHTHYHBIE IPEACTABICHUS O NPOU3BEAECHUM KAaK YEM-TO LEJIOCTHOM
Y KOHEYHOM SIBJISIFOTCSl BKHEWIIUMU JUISl ONpPEIENICHUs HPUPOJIbl IPOU3BEAECHUN HCKYC-
ctBa. Hu B koeil Mmepe He ocniapuBasi TOT QakT, 4TO Ui MPeodIaJatoniero KOJIu4ecTBa npo-
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U3BEeACHUN 3TO OyaeT paboTaTh, aBTOpP JAEMOHCTPUPYET «OOPATHYI0» CTOPOHY MY3BIKaJlhb-
HOU (opMmbl. ObparieHre K 3To 001acTu MPEACTABISIET 3HAYUTEIbHBIN UHTEpEeC, TaK Kak
TpeOyeT nepecMoTpa METOI0JIOTHYECKOTO allapara, ¢ MOMOIIbI0 KOTOPOTO MPOUCXOINT €€
H3y4YeHHUE.

KiaoueBble cioBa: ¢opmooOpa3zoBanue, OTKpbiTas (Gopma, mobunbHas (opma,
4acTh, [1eJI0e, missa cujusvis toni, Okerem, Muiio, Ketimxk, banpro

WHAT DO YOU WANT FROM ME, FORM? SHAPING AS AN EXCESS

In this presentation I’ll try to look at some of the most radical gaps with typical
ways of building a form of a musical composition from the point of view of excess, or if
you like unintended consequences, which even if it was considered by author of a composi-
tions then only partially, but not in its entirety. Roger Caillois attributed similar kind of the
invasion of a significant accident in art to the philosophical category of “fantastic” (not to
be confused with "mystical" or “fabulous™), since there is always a tangle of a large number
of factors that create something fundamentally different from what this author could create
without the participation of such third-party invasions. I’ll focus on few examples of such
consequences, starting from Johannes Ockeghem’s Missa cuiusvis toni and ending with my
Second Symphony The Movement of the Planets which premiere will take place in early
April this year. Each of these compositions is able to illustrate in different ways how the
form of such musical compositions-excesses can create difficulties for philosophical and
aesthetic thought seeking to define their boundaries. Even modern philosophers who are
working on the comprehension of complex problem fields in art, for example Alain Badiou,
agreed that the ancient ideas about the work as something integrated and final are the most
important for determining the nature of pieces of art. Without any arguing the fact that this
will work for the predominant number of works, I would like to show the reverse side of the
musical form, the appeal to which is of considerable interest, since it requires a revision of
the methodological apparatus with which its examination takes place.

Keywords: shaping, open form, mobile form, part, whole, missa cujusvis toni,
Ockeghem, Milhaud, Cage, Badiou

3AHMIIEBA Bepa BacnibeBna
Kanouoam uckyccmeogeoeniisl,
odoyenm, Kagheopa UHCMPYMEeHMOBKU
u ymenus napmumyp, Boennuwiti
UHCMuUmMym (80eHHbIX OUPUANCEPOB)
Boennozo ynusepcumema umenu
KHa3 Anexcanopa Hesckoeo, Mocksa

Vera ZAYTSEVA

PhD, Associate Professor,
Department of Instrumentation
and Scores Reading, Military
Institute (military conductors)
Prince Alexander Nevsky,
Military University, Moscow

CUMPOHUSA Ne3 CIRCUS MAXIMUS 1’KOHA KOPUJIBSAHO:
KOHIEIIT U OPKECTPOBOE BOIIVIOINEHUE

Cumponust Ne 3 1 1yxoBOro opkectpa amepukaHckoro kommnosuropa Ixona Ko-
puibsiHo, HanucanHas B 2004 roy, MOJHUMAET CYIIECTBEHHBIE KOHIIENTYaIbHbIE BOMIPOCHI
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YeJI0BEUECKOro ObITUSI COBpeMeHHOU amoxu. Kommnosuropy ynaercst co3iaTh YHUKaJIbHBIHI
HOCTMOJIEPHUCTCKUN KOHIIENT, OOBEIMHSIOUINN KyJIbTypoJoruueckue peaiauu [[peBHero
MHpa U COBPEMEHHOIO couuMyMa. B nokiane mpeanpuHsaTa NONIBITKA HUCCIEA0BaTh MY3bl-
KaJIbHbIE U OPKECTPOBBIE CPEJICTBA, KOTOPHIMH KOMIIO3UTOP BOIUIOIIAET CIOXHBIE (puito-
co(pcKo-3CTETUUECKHE KATETOPUH B apXUTEKTOHUKE cuMpoHNH. Oco0oe BHUMaHUE YEeIEeHO
HEOOBIYHOU TPAKTOBKE AYXOBOTO OPKECTpPa B BOILJIOLUICHUH 3aMbICiia CUM(OHUHU.

HoBu3Ha 3asB1eHHOI TeMbI 00yCI0BIeHA TeM, 4TO TBopuecTBO Kopuibsino B Poccun
M3yYEHO HEIOCTAaTOYHO JAETAIbHO. lccnenoBaHuil, CIENHATBHO MOCBSLIEHHBIX aHAIU3Y
CPEICTB OpKECTpPOBOM BbIpazuTenbHOCTH B Cumdonun Ne 3, moka He CyIIECTBYeT.
B aHrnos3slyHON UTEpaType €CTh Psifl 3CCe, MOCBALICHHBIX YTOMY IIPOU3BEICHUIO, HO OHU
HOCSIT, B OCHOBHOM, O3HAKOMUTEJIBHBIM XapakTep, NEePeAatoMi BICYATICHUE OT IIPOCIy-
LIMBAHUS NIPOU3BENIECHUS, TIOITOMY aHAJTUTHYECKUM BOIPOCAM, B YACTHOCTH MpoOIeMaM co-
31aHUsI OPKECTPOBOU 3BYYHOCTH, HE YAEISAETCA JOCTATOYHO BHUMAHUS.

Ha pycckoM si3bIke CylIEeCTBYET psJl MHTEPBbIO, KOTOpble KOpUIIBAHO Aail B EPUOL
racTpodbHBIX TypHE B MockBe u CankT-IletepOypre. M3 HUX MOXKHO TIOYEPITHYTH CBEICHHS
0 MPOU3BEICHUAX, UCTIONHABIIUXCS B Poccun, HO He 0 Tperbelt cumpoHNM, KOTOpast MOKa
y Hac He 3By4asa U JI0 CUX IOp HE U3y4eHa.

KuaiwueBbie cioBa: J[xon Kopunbsno, Cumdbonus Circus maximus, ITyXOBOM
OpKECTp, COBpPEMEHHasi MYy3bIKa, COBPEMEHHbIE KOMIIO3UTOPBI, AMEpPUKAHCKAs MY3bIKa,
OpPKECTPOBKA

SYMPHONY NO. 3 CIRCUS MAXIMUS BY JOHN CORIGLIANO:
CONCEPT AND ORCHESTRAL EMBODIMENT

Symphony No. 3 for wind orchestra by American composer John Corigliano, written
in 2004, raises significant conceptual issues of human existence in the modern era. By mak-
ing unexpected narrative and musical analogies, the composer manages to create a unique
postmodern concept that combines the cultural realities of the Ancient World and modern
society. The report will attempt to explore the musical and orchestral means by which the
composer embodies complex philosophical and aesthetic categories in the architectonics of
the symphony. Special attention will be paid to the unusual interpretation of the wind or-
chestra in the embodiment of the idea of the symphony.

The novelty of the stated topic is due to the fact that Corigliano’s work in Russia has
not been studied in sufficient detail. Studies specifically devoted to the analysis of the
means of orchestral expressiveness in Symphony No.3 do not yet exist. In English-
language literature there are a number of essays devoted to this work, but they are mainly
introductory in nature, conveying the impression of listening to the work, therefore, analyti-
cal issues, in particular the problems of creating orchestral sonority, are not given enough
attention.

There are some interviews that Corigliano gave during his tours in Moscow and St.
Petersburg, where you can get information about the works performed in Russia. However,
the Third symphony has not been performed in Russian concert halls to date, so the topic of
this study remains unexplored and may be the beginning of a deeper study of the compos-
er’s work.

Keywords: John Corigliano, Circus maximus Symphony, wind orchestra,
contemporary music, contemporary composers, American music, orchestration
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MPOSIBJIEHUE HAPPATUBHBIX CBOVMCTB B KAMEPHO-
NHCTPYMEHTAJIBHOM TBOPYECTBE JIEPBI AYOPBAX

TBopuecTtBo Jlepbr AyspOax (Banepuu JIbBoBHBI ABepOax) MHOTOTPAaHHO U YPE3BbI-
YaifHO BOCTPeOOBAaHO COBPEMEHHBIMH MCIIOJHUTENISIMU U CIYIIATENIMU: OHA aBTOP CBBIIIE
100 counHeHni pa3IMYHBIX JKAHPOB, aKTUBHO BBICTYNAeT B KaueCTBE MUAHUCTKH, MU3JACT
aBTOpCKHE COOPHHUKU CTUXOB U MPOBOJUT BHICTABKU CBOUX TUIACTUYECKUX M SKUBOIHUCHBIX
pabot. B nmocranoBke criekrakiieil Ha My3bIKy JI. AyspOax nmpUHUMAaNK y4acTue BbIAAIOIIU-
ecst pexxuccepsl u 6anermeiicrepst (1. Hopmaiiep, T. Konep, A. Curepr u np.), ee codnHe-
Husa ucnonHsm . Kpemep, 10. Paxima m np. [lepcrniekTHBHOCTh M3ydeHHs A0 CUX IIOP
OCTAIOIIETOCs] B TEHW OTEYECTBEHHOI'O MCKYCCTBO3HAHMS TBOPUYECKOro Hacieaust Ayaspbax
3aKJIF0OYAETCSl B €r0 CHUHTETHUYECKOM MpHpoJie, Jarolield BO3MOXKHOCTh PAaCKPBITh CHHECTE-
3UHHYI0 IPUPOY KOMIIO3UTOPCKOTO MBIIIIEHHS, BBIIBUTH OCOOCHHOCH MPOSIBICHUS Happa-
TUBHBIX CBOWCTB B MY3bIKaJIbHBIX cOUMHEHMsIX. Ha ocHoBe ananmu3a CoHAThl AJisl CKPUIIKU
u ¢poprenuano «11 centsaops» (2001) Ayspbax u 0JHOMMEHHOT'O aBTOPCKOTO CTHXOTBOpE-
HUS BBISIBJICH MApaJuIeIN3M B PACKPBITHH XYyI0KECTBEHHOTO 3aMbICia, 000CHOBAaHA THIIOTE-
32 00 aMOMBAJICHTHOCTH OOpPa30B, CTPEMSIIMXCA K CUMBOJIM3AIMM W B TO XE€ BpeMs
BCKPBIBAOIINX (DU3HOIIOTHUYECKYIO HATYPAIMCTHYHOCTh TMepeXuBaHus Tparequu. Omnpene-
JieHa CUCTeMa HappaTOJIOTMUeCKUX KOMIOHEHTOB COHAThI (3MU30/bI-COOBITHS, CBSI3aHHBIC
CO 3BYKOM300pa3UTEIbHOCTHIO, BOCCO3AAHUEM aKyCTHUECKOro 3(dexTa Tparnyeckux co-
ObITHiT). OOOCHOBAHO PACHIMPEHUE CEMAHTHYECKOTO TOJISI COUYMHEHUS MPU TTOMOIIM CTUJIHU-
CTHYECKHUX MPUEMOB AJUTIO3MM W UTHUpoBaHud. CrenaH BBIBOJ O TOM, YTO MPHEM LIUTUPO-
BaHUs MOIMYJISIPHON MaTPUOTHYECKON MECHU MPUBHOCUT B OPUTUHAJIBHBIM aBTOPCKUI TEKCT
Ka4eCTBO MHTEPTEKCTYAIbHOCTH U CIIOCOOCTBYET CUMBOJIM3AIINH S3bIKA COHATHI.

KiaroueBbie cioBa: Jlepa AyspOax, coBpeMeHHass My3bIKa, HAppaTHB, DMH30bI-
COOBITHSA

THE MANIFESTATION OF NARRATIVE PROPERTIES
IN THE CHAMBER-INSTRUMENTAL WORK OF LERA AUERBACH

The work of Lera Auerbach (Valeria Lvovna Averbakh) is multifaceted and
extremely in demand by modern performers and listeners: she is the author of over 100
compositions of various genres, actively performs as a pianist, publishes original collections
of poems and holds exhibitions of her plastic and pictorial works. Outstanding directors and
choreographers (D. Normayer, T.Kohler, A. Sigert, etc.) took part in the staging of
performances to the music of L. Auerbach, her compositions were performed by G. Kremer,
Y. Rakhlin, etc. The prospects of studying the creative heritage of Auerbach, which still
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remains in the shadow of Russian art studies, lies in its synthetic nature, which makes it
possible to reveal the synesthetic nature of compositional thinking, to identify the
peculiarities of the manifestation of narrative properties in musical compositions. On the
basis of the analysis of the Sonata for Violin and Piano September 11 (2001) by Auerbach
and the author's poem of the same name, parallelism in the disclosure of artistic intent is
revealed, the hypothesis of ambivalence of images striving for symbolization and at the
same time revealing the physiological naturalness of the experience of tragedy is
substantiated. The system of narratological components of the Sonata is defined (episodes
are events associated with sound acuity, the reconstruction of the acoustic effect of tragic
events). The expansion of the semantic field of the composition with the help of stylistic
techniques of allusion and citation is justified. It is concluded that the technique of quoting a
popular patriotic song brings the quality of intertextuality to the original author's text and
contributes to the symbolization of the sonata language.

Keywords: Lera Auerbach, contemporary music, narrative, episodes-events
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HAPPATHUB U APXUTEKTOHHUKA B « CAJIOMEE» P. HITPAYCA

OCHOBHBIE  acmeKTBhl  TPOOJEMATHKH  JOKJIaJa: COOTHOIIEHWE  HappaTHhBa
Y aQpXUTEKTOHUKHU B JIMTEPATYPHOM IepBoucTOYHUKE — nbece O. Yanpna «Canomes»; co-
OTHOLLICHWE HAappaTHUBAa U apXUTEKTOHUKHU B My3bike P. IllTpayca, HakoHen, aHajorugsoe
COOTHOILIIEHHE B MY3BIKJIBHO-TEATPaIbHOM LEeIOoM. COOTBETCTBEHHO, MAaTEpHUAIOM HCCIIE-
JIOBAaHUs CTAHOBUTCS HE TOJIBKO OIEpa KaK CUHTETUYECKOE ITPOU3BEICHNE, HO U KAXKIBIN U3
YKa3aHHBIX CJIO€B B OoTnAeiabHOCTH. Onepa «Canomesp», ¢ OOHOW CTOPOHBI, U3yY€Ha J1OCTa-
TOYHO, HO JJAHHBIN PaKypc MpeACTaBIIsEeTCS B 10K1aie BrepBble. CriennaabHON MpooieMoil
CTAaHOBUTCS TaKXkKe Cel(puKa B3auMOICUCTBHS HAppaTHUBa U apXUTEKTOHUKU B «Caiiomeey
P. HlTpayca Ha ¢oHE UCTOPUHU OTIEPHI U POJIb JAHHOTO acIeKTa JJs onepbl XX Beka.

BoiBogbl: a) HappaTHB Ibechl Yanbaa GOpMUPYETCS Ha OCHOBE BBIBEPEHHOM apXu-
TEKTOHUKH, HCIIOJb3ysl PA3BETBICHHYIO CHCTEMY IOBTOPOB. B nenoMm Takoe pasButue
HAllOMUHAEeT BEKTOp CHHMpalHd, B KOTOPOM LMKINYHOCTH SIBISIETCS MOIIHBIM (PaKTOpOM
HAaKOIUICHMs HAINPsDKEHUS; U HECMOTPS Ha IIOBTOPBI, BpEeMs XYJI0KECTBEHHOI'O BPEMEHHU
COBITAJIAET C PEAIbHBIM;

6) ltpayc oTpa3ui JIOTMKY TEKCTa, HO HE BOCIPOM3BET €€ B MY3bIKE€ OYyKBaJIbHO.
Crnenyst npUHLUITY «pa3pbIBaOLIecs HUKINYHOCTHY (CIIUPAIN), OH CBOEH CHCTEMOM JIEHT-
MOTHBOB CYIIECTBEHHO JIOTIOJIHAET MPUHIUI CIIUPATIEBUIHBIX BEKTOPOB, Jesas 0co00 3Ha-
YUMBIMA MOMEHTAaMH, HapsAy C BaXHEHIIMMH MOHOJIOTaMH, OPKECTPOBBIE HHTEPIIIOANHN
u Tauey Canomen.
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Berpewanuce naxxe TtpakTtoBkM xkaHpa «Camomen» Kak MHCTEPUU — KOHEYHO, 3TO
IpeyBEINYCHUE, HO NPEYBEIMUYCHHUE TMoKa3aTenbHoe. CKopee 3TO0 aHTUMUCTEpHs], TapoIus
Ha MUCTEPUIO, BUPTYO3HEWIIass Urpa MoJIepHa C apXandeCKUMU MHUCTEPUATBHBIMU MPOOO-
paszamu, BKIIIOYAsi UTPHI C [IUKINYECKUM BPEMEHEM;

B) oTkphiThe LlITpayca cocTOUT B TOM, YTO HappaTHUB U apXUTEKTOHHUKA MY3bIKAJlb-
HOU (hOPMBI COBEPIICHHO OTOXKIECTBIISIFOTCS TAKUM e 00pa3oM, Kak OHU OTOXICCTBIISIOT-
Cs M B JINTEPATYPHOM IepBOUCTOUHUKE. OTCI0/1a — MYTh K JaJbHEUIIIeH IMaHCUTIAIINT MY-
3BIKAJIBHOM apXUTeKTOHMKHU y bepra, [lummepmana u [lITokxay3eHa.

Kurouessie cnoBa: O. Yansa, P. llltpayc, «Canomes», My3bIKallbHasl ApaMaTyprus,
UMKJINYHOCTh, HAPPAaTUB, apXUTEKTOHUKA

NARRATIVE AND ARCHITECTONICS IN R. STRAUSS’S SALOME

The paper focuses on the correlation of narrative and architectonics both in the liter-
ary source — O. Wilde’s play Salomé and R. Strauss’s music; as well as on the similar cor-
relation in the musical-dramatic whole. Consequently, not only the opera as a synthetic
work, but each of the mentioned layers becomes the material of the research. Although the
opera Salome has been sufficiently studied, the indicated viewpoint is presented for the first
time. The peculiar issue is the specifics of interaction of narrative and architectonics in
R. Strauss’s Salome against the background of the opera history, as well as the importance
of this aspect for the 20th century opera.

Conclusions: a) the narrative of Wilde’s play evolves on the basis of elaborated ar-
chitectonics, employing the multifold system of repetitions. In general, such development
resembles the vector of a spiral, in which cyclicity is an essential cause for the accumulation
of tension. Notwithstanding the repetitions, the unfolding of artistic time corresponds to the
actual one;

b) Strauss has captured the logic of the literary text, but has not recreated it in music
literally. Following the principle of “breaking cyclicity” (a spiral), he, by means of the leit-
motif system, significantly augments the principle of spiral vectors. Along with the crucial
monologues, the orchestral interludes and Salome’s Dance were endowed with particular
importance. The genre of Salome was even interpreted as a mystery play, which, of course,
1s an exaggeration, but still an illustrative one. It is rather an anti-mystery, a parody of mys-
tery, the most skillful Art nouveau play with the ancient mystery prototypes, including the
play with cyclic time;

c) the essence of Strauss’s discovery is the complete identification of narrative and
architectonics of the musical form in the same way that they are identified in the literary
source. It has initiated the further emancipation of musical architectonics in the works by
Berg, Zimmermann, and Stockhausen.

Keywords: O. Wild, R. Strauss, Salome, music dramaturgy, cyclicity, narrative, ar-
chitectonics
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COHATHBIN ITUKJI CKBO3b ITPU3MY
MY3bIKAJIbHOM TEOPUU U JIEKCUKOTPA®UU XVIII-XIX BEKA

JIoKna MOCBSAIIEH TEOPETUUYECKUM IIPEICTABICHUSAM O JKaHPE COHATHI U CTPOCHUH
conatHoro 1ukia B XVIII-XIX Bekax. ABTOpOM paccMaTpUBaIOTCS BOMPOCH TEPMHUHOJIO-
UM, 3CTETUYECKHUE U CTPYKTYpHbIE OCOOEHHOCTH >KaHpa, OKa3aBIIMECs B LIEGHTPE BHUMAaHUS
MY3bIKAJIbHBIX TEOPETUKOB U IPAKTUKOB TOTO BPEMEHHU.

[Tornmanue cnenu@uKd COHATHOTO JKaHpa CYIIECTBEHHO HBOJIIONMOHUPOBao. Eciu
B Hauase XVIII Beka oH paccMaTpuBaics Kak psifi pa3HoxapakTepHbix nbec (Banbrep, Pyc-
co, 3ynbuep), To B 20-x rogax XIX Beka — Kak BaxkHeWmas ¢opma, BKIOJaromas B cels
«BCE OCTaJIbHBIE >KaHPBD» M CIIy)Kallas «00pa3lloM IMOYTH AJsi BCEX MHCTPYMEHTAJbHBIX
U JJa)K€ HEKOTOPBIX BOKAIbHBIX counHeHu» (Peiixa). UMeHHO ¢ 3TOro BpeMEHU TE€OPETUKHU
(B T.u. Mapkc, PumaH) HauMHaIOT BHJIETh B COHATE LIMKI C OTHOCUTENIBHO 3aKpeIIeHHOU
IIOCJIEIOBATEIBHOCTBIO YACTEN U UX CTPOCHUEM.

B npencraBnennsix nauana XVIII Beka (bpoccap, Banbtep, Pycco) conara mano
yeM oTIM4yanach OT Apyrux noiauad@eKTHbIX WHCTPYMEHTAJIbHBIX JKaHPOB (TEPMUH
10.C. BouapoBa), cmbikasick ¢ (aHTa3Huei, KOHIEPTOM, TUBEPTUCMEHTOM, CHUMQpOHHEH
u npod. [lonbITkH 000COOUTH €€ OT APYTUX HUKIMYECKUX KOMIO3HUIMNA OCYIIECTBIISIOTCS
3yablIepoM, TOIUYEPKHYBIIUM CHEIU(DUUECKYI0 CITIOCOOHOCTh COHATHI BhIpaKaTh UYyBCTBA,
u Koxom, oIHMM U3 NEPBBIX YKA3aBIINX HA BHYTPEHHEE €UHCTBO COHATHOIO IIMKJIA KaK Ha
caMOoOBITHYIO 4epTy. TeM He MeHee mpobiema OJIM30CTH APYTUM >KaHpaM MpojoJDKaia
OCTaBaThCs aKkTyalnbHOU. Tak, cpaBHeHHE ¢ (haHTa3Well ¥ MOHOAPAMOMN MOCTABHIIO COHATY
B psiJl COUMHEHU, CIOCOOHBIX BOIIOTUTH SIBHBIM WIIM CKPBITHIN croxkeT (Immunr). JIumb
K KOHIIy CTOJIETHsSI TTOSIBUJIMCH MEPBbIE 3aMeUaHus O IPUHAJICKHOCTH KaHpa K cdepe «abd-
CTpaKTHOI», uncToit Mmy3biku (Ileppu, cTaThs B epBoii peaakiuu cioBaps ['poysa).

B cBoux xapakTepuCTHKax COHAaTbl MY3bIKaJbHbIE TEOPETUKU U JEKCUKOTpadbl
CTPEMMJIIUCH OTPA3UTh PEAIbHYIO0 KOMIIO3UTOPCKYIO MPAKTUKY, MEHSIOMIMICS O0JIMK KaHpa,
a TaKe COOCTBEHHBIE ICTETUYECKHUE B3IJISIIBI HA HETO.

KuwueBble cioBa: coHara, kKiaBupHas My3bika, bpoccap, 3ynbiep, Kox, Puman,
Mapke, [leppu

THE SONATA CYCLE ACROSS THE PRISM OF MUSICAL THEORY
AND LEXICOGRAPHY OF THE XVIII-XIX CENTURIES

The report is devoted to theoretical ideas about the genre of sonata and the structure
of the sonata cycle in the XVIII-XIX centuries. The author examines issues of terminology
as well as aesthetic and structural features of the genre, which were in the spotlight of music
theorists and practicians of that time.
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Understanding the specifics of the sonata genre has evolved significantly. While in
the beginning of the XVIII century it was considered as a series of diverse pieces (Walter,
Rousseau, Sulzer), in the 20s of the XIX century it was considered the most important form
including “all other genres” and serving as “a model for almost all instrumental and even
some vocal compositions” (Reicha). From that very time theorists (including Marx, Rie-
mann) start considering sonata a cycle with a certain sequence of movements and structure.

In the beginning of the XVIII century (Brossard, Walter, Rousseau) sonata was con-
sidered little differing from other polyaffect instrumental genres (the term of Y. Bocharov),
merging with fantasy, concert, divertimento, symphony, etc. Attempts to separate it from
other cyclic compositions were made by Sulzer who emphasized the sonata’s specific ability
to express feelings, and Koch who was one of the first to point out the inner unity of the so-
nata cycle as its distinctive feature. Nevertheless, the problem of proximity to other genres
continued to be relevant. Thus, comparison with fantasy and monodrama put sonata in a se-
ries of compositions capable of embodying an explicit or hidden plot (Schilling). It was only
by the end of the century when the first remarks appeared considering the genre to belong to
the sphere of “abstract”, pure music (Perry, article in the 1st edition of Grove Dictionary).

In their characteristics of sonata music theorists and lexicographers sought to reflect
the real composer's practice, the changing appearance of the genre, as well as their own aes-
thetic views on it.

Keywords: Sonata, Clavier music, Zulzer, Brossard, Koch, Riemann, Marks, Parry
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OBPA3 APXUTEKTYPbI B MY3bIKAJIBHBIX ®OPMAX
PYBEKA XVI-XVII BEKOB

Pa3Butue my3bikanbHbIX popm Ha pydexe XVI-XVII croneTuii mporekano moj 3Ha-
KOM TIOCTETIEHHOTO MPEOJI0JCHHS 3aBUCUMOCTH MY3bIKAIbHOW KOMITO3UIIMH OT TEKCTOBOTO
CHUHTAKCHCa W 3apOXKICHUS MHBIX MPUHIMIIOB hopMooOpazoBanus. HoBusHa 3TO# TeHIEH-
UM 3aKJII0YaNach OTHIOJb HE B MPSMOM OTKa3e OT TEKCTOBOW OCHOBBI, HO B MPUBHECEHUU
B ()OpMy 3JIEMEHTOB, HE 3aBUCSIIUX OT TEKCTa, JIOMOJHUTEIBHBIX (PAKTOPOB CTPYKTYPHPO-
BaHUS, HAPYIIAIOMIUX TEKCTOBBIN MPUHIIMIT M OOHAPYKUBAIOMIUX IPYTHe UCTOYHUKH BIIHS-
HUS Ha 00pa3 My3bIKU.

K takum axropam npeobpazoBanus GopM OTHOCSTCS penpusza U pedpeH, Wih pu-
TypHEIb, BHEIPEHHBIE B TEKCTO-MY3bIKaIbHbIe (PopMbl. Ecian cpenHeBeKoBbIii MOTET MOYKHO
CPaBHHUTH CO CBHTKOM, KOTJIa My3bIKa UJET BCIIEH 32 HEMPEPHIBHO PAa3BEPTHIBAIOIIUMCS TEK-
CTOM M 3aKaHUYMBAETCs TaM, IJi€ KOHYAeTCsl TEKCT, TO PENPU3HBIN MOTET U pepPEeHHBIN MO-
TET NPEICTAl0T B BHJE Kpyra. 3aKoJIbLIOBAHHOCTh O3HA4aeT 3aBepUIeHHOCTb. Kpyr, kak
uea’gbHbI 00pa3 OBITHS, YHUBEPCYM, OJMLETBOPSAET 00pa3 ObITHS KaK HEYTO IIEIOCTHOE.
OH cUMBOJM3MPOBAT BCEOOBEMITIONIYIO MOJHOTY, a TAaKXKe BCEOOIIYI0 B3aMMOCBSI3b U Tap-
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MOHUIO. B My3bIK€ CUMBOJI M CTPYKTypa Kpyra MOSBWINCH MO3JHEE, YEM B apXHUTEKTypE
u sxuBonucu. CTpoeHHe Pernpu3HbIX (OPM BBI3BIBAET MPSMbIC AHAJIOTUU C POU3BEICHUSIMU
KHUBOIIMCU M apXUTEKTYyphl 31moxu Peneccanca. Ha o0Opa3e kpyra oCHOBaHBI KOMITO3UIIMH
nosioted Manrtenbn, [lepymxuno, bortuyennu, Padass, a Takke apXUTEKTYpHBIE COOPY-
»eHus Bo3poxnenus, Hanpumep, bpamante.

Wnest MHOTOKpaTHOM peppeHHOM MOBTOPHOCTH, AITOPUTM PETYJISIPHOTO YeperoBa-
HUS PEIUIMK WM JEHCTBUS 3aMMCTBOBAaHA M3 LIEPKOBHOTO 00psia, a TaKke OT 0OpsIOBBIX
urp. [lepeHoc npuHUIKIIOB 00psia, UTPhI HA AUCTAHIIMIO OT CIIyIIATENsl, HA CUEHY B pe3yJb-
Tare oOpasyeT B My3blk€ HOBO€ — HEUTO, cooOIaroiiee e obpaz gponmanvroco npeo-
CcmosiHus TIepe]] CAyIaTeNsIMH (TaK POKJIAeTCsl CUTyaIusl KOHIIepTa). Penpe3eHTaTUBHOCTbD,
BU3YaJIbHOCTb, IPOCTPAHCTBEHHOCTD, 11€J10€, OPraHU30BAHHOE PUTMHUYECKH, HAIIPSIMYIO OT-
CBUIAIOT K 00pa3y apXUTEKTYPBHI.

B noknane npeanonaraeTcsi moka3aTh CXOJCTBO MPUHUMUIIOB CTPYKTYPUPOBAHUS Ma-
Teprasia U (OpMbI B BU3yaIIbHBIX, TUIACTHYECKUX MCKYCCTBAaX M B MY3BIKE — B MPOCTPaH-
CTBE€ U BO BPEMEHH.

KiroueBble cioBa: my3bika pyoexxa XVI-XVII BB., apxutektypa, «pedpeHHbIA MO-
TeT», 00pa3 Kpyra, penpusa, pedpeH, puTypHenb, Peneccanc

THE IMAGE OF ARCHITECTURE IN MUSICAL FORMS
AT THE TURN OF THE 16TH-17TH CENTURIES

The development of musical forms at the turn of the 16th—17th centuries proceeded
under the sign of a gradual overcoming of the dependence of musical composition on textu-
al syntax and the emergence of other principles of formation. The novelty of this trend was
by no means a direct rejection of the textual basis, but the introduction into the textual-
musical concept of the form of elements that do not depend on the text, additional structur-
ing factors that violate the textual principle and reveal other sources of influence on the im-
age of music.

Such factors of transformation of forms include reprise and refrain, or ritornello, in-
troduced into text-musical forms. If a medieval motet can be figuratively represented as
a scroll, that is, music following a continuously unfolding text and ending where the text
ends, then a reprise motet and a refrain motet appear as a circle. Circularity means com-
pleteness. The circle personifies the image of being as something integral. It symbolized
comprehensive completeness, as well as universal interconnection and harmony. The circle
as an ideal image of being, the universe.

The circle as a symbol and structure in music appeared later than in architecture and
painting. The structure of the reprise forms evokes direct analogies with the works of paint-
ing and architecture of the Renaissance. The image of the circle is based on the composi-
tions of paintings by Andrea Mantegna, Pietro Perugino, Sandro Botticelli, Raffaello Santi,
as well as in the architecture of the Renaissance, for example, Donato Bramante.

The idea of multiple refrain repetition, the algorithm of regular alternation of remarks
or actions is borrowed from the church rite, as well as from ritual games. The transfer of the
principles of the rite, of playing at a distance from the listener, to the stage, as a result,
forms a new thing in music - something that gives it the image of a frontal presence in front
of the audience (this is how the situation of a concert is born). Representation, visuality,
spatiality, the whole, organized rhythmically, directly refer to the image of architecture.
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The report is supposed to show the similarity of the principles of structuring material
and form in visual, plastic arts and music - in space and time.

Keywords: music of the turn of the 16th—17th centuries, architecture, “refrain mo-
tet”, image of a circle, reprise, refrain, ritornello, Renaissance
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«KAPTUHKMU C BBICTABKN» AHHUCA KCEHAKUCA:
«KN3Hb» CAYHATPEKOB BHE ®UJIbBMA

5. KceHaknc U3BeCTEH Kak aBTOP MHCTPYMEHTAJIBHBIX, XOPOBbIX, AJIEKTPOAKYCTHYE-
CKUX COYMHEHUH, TEOPETHK, OOIIECTBEHHBIA IESITENh C CAaMOOBITHBIM BUICHHEM MUDA.
JKanpb! npukIagHON MY3BbIKH HE 3aHUMAIOT B €70 TBOPUECTBE 3aMeTHOro Mecta. OH co3mat
3BYKOBO€ O(OPMIIEHHE K HECKOJIbKMM JOKYMEHTAJIbHBIM M OJHOM aHMManuoHHOU (Formes
rouges, 1960) kaptuHaMm. JlokymeHTanbHble (DUIBMBI 3HAKOMST 3pUTENIEH C HKCIOHATaAMU
BBICTABOK, MPOXOAMBINHMX B KoHIlE 50-x — Havaime 60-x romoB B [lapmwke. B dumbme
3. @ynpunHboHu Orient-Occident (1960) nokazana kosuiekuusi B. EnuceeBa, BbICcTaBieH-
Hast B My3ee UepHycku. OHa cocTosila U3 IpEBHUX CTaTyll U pa3inyHbIX npeaMeTos Mpana,
I'petyn, Erunta, Unnun, Kuras. @unsm Neg-Ale (1961) I1. KaccoBuuia nemonctpupoBai
00BEKTHI OM-apTa COBPEMEHHOTO XyAoKHNKa B. Bazapenu, skcrioHnpoBaBmmecs: B rajiepee
/. Pene.

B noxnane cpasuuBatotcst Orient-Occident u Formes rouges ¢ TIO3ULUN PO MY3bI-
KU B CO3JJaHMHU IIEJILHOTO XYI0XKECTBEHHOT0 oOpa3a guinbMma. BusyanbHbiil psa o0eux kap-
THUH CTPOUTCS CXOJHBIM O0pa30M: MOKa3 CTATUYHBIX OOBEKTOB C pa3HBIX pakypcoB. Kon-
TPAIyHKT 3BYKOBOT'O U BH3YaJbHOI'O IJIAHOB OoJblIEeH YacThio KOHTpacTeH. OgHako B Ori-
ent-Occident KOMIO3UTOp HEe u30eraer M300pa3UTENbHOCTH, CO3/1aBas Kak Obl BHYTPH-
KaJpOBYIO My3bIKy. B 00enx kapThHax 3BYK MCHOJB3YeTCS A OOBETUHEHHS BU3YaIbHBIX
(GparMeHTOB, JHIIb B HECKOJIBKUX 3MH30/1aX OH MOJUYMHSIETCS CMEeHE KaJapoB. B Formes
rouges ayJ0-IUIacT MPEACTABISET COOON OJHOIOJOCHYIO JIMHUIO YepenyIOIIUXCsl TEMOpPOB:
TAHYIUECS 3BYKH, TPEMOJO U TPEIM MUKKOJIO, BHUOJOHYENH, BAJITOPHBI, MpPEphIBAEMbIE
POJOJKUTEIILHBIMU COJI0 Mayioro 6apabana. Orient-Occident co3aaH U3 3BYKOBBIX 00bEK-
toB Oubmuoteku I1. lleddepa: 3amucaHHbIX 3ByKOB TPEHHsI KAPTOHHBIX TPYOOK, Oyauii-
CKOTO TOHra, aJbIIMHCKOTO POra, IAbIXaHUS, BBICTPENIOB, IK30THUECKUX MEJKHUX YJapHBIX
UHCTPYMEHTOB, KOJIOKOJIOB | T.J1. C MX MOMOIIBI0O KOMIIO3UTOP CO3/1aBajl CIOKHBIE «IOJH-
doHnyeckne KOMIUIEKCh». B odummansabiii cnucok counHeHuit 5. KceHakuc BKITIOUMI
JuIIb 3Ty padoty. Takum oOpa3om, Oosiee CBsi3aHHAs ¢ BU3YaJbHBIM IJIACTOM KOMITO3UIIMS
CTajla CaMOCTOSITEJIbHBIM IIPOrPaMMHBIM COYMHEHUEM, B TO BPeMsI KaK KOHTPACTHBIA K BU-
JIeopsily 3ByKOBOW KOHTpAITyHKT B Formes rouges He CMOT CyIIecTBOBaTh BHE (uiibMa. JTO
OO0BSICHIMO CTaTUIHOCTHIO, MPOTSHKEHHOCTHIO M a0CTPAKTHOCTBIO €T0 TIOCTPOSHHM, YTO TIPH
OTCYTCTBHUHU BU3YAJIBHOTO psijia HE MOJIYYaeT ICTETUYECKOrO HAIIOJHEHHUS.
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Kuarwueble cioBa: Sluanc Kcenakuc, canarpek, Formes rouges, Orient-Occident,
Neg-Ale

“PICTURES AT AN EXHIBITION” BY IANNIS XENAKIS:
THE LIFE OF SOUNDTRACKS BEYOND THE FILM

Iannis Xenakis is known as the author of instrumental, choral, and electroacoustic
compositions, a theorist, and a public figure with an original world view. He never saw
functional music as a priority and created sound design only for a few documentaries and
one animated film (Formes rouges, 1960). The documentaries feature exhibits from Parisian
exhibitions of the late 1950s and early 1960s. For example, Orient-Occident (1960) by
E. Fulchignoni showcases V. Eliseev’s collection exhibited at the Musee Cernuschi. The
collection includes ancient statues and artifacts from Iran, Greece, Egypt, India, and China.
Neg-Ale (1961) by P. Kassovitz demonstrates op artworks by the contemporary artist V.
Vasarely from the Denise René Gallery. The paper compares the soundtracks to Orient-
Occident and Formes rouges and discusses their contribution to the imagery of the films.
Both films have similar patterns in the way they construct the visual imagery—static art-
works shown from different angles, while the counterpoint between sound and the visuals is
mostly contrasting. The soundtrack to Orient-Occident is not devoid of figurativeness as the
composer introduces what might be referred to as foreground music. Both films use sound
to bind together visual fragments and the cases when music is dependent on the change of
scenes are rare. The soundtrack to Formes rouges is a monophonic line of alternating tim-
bres: extended sounds, tremolo and piccolo trillo, cellos and French horns interrupted by
long solos of a snare drum. Orient-Occident embraces a set of sound objects from
P. Schaeffer’s library: recorded sounds of shuffling cardboard tubes, a Buddhist gong, an
Alpine horn, breathing, gunshots, exotic small percussion instruments, bells, etc. All these
were used to create elaborate “polyphonic complexes”. Orient-Occident was the only work
Xenakis included in his official list of compositions. Thus, a composition inherent to the
visual language of the film became an independent work of program music, while the con-
trasting counterpoint in Formes rouges could not exist beyond the boundaries of the film.
The reason is the static, abstract and extended nature of its constructs which lose their aes-
thetic value if taken away from the visual structure of the film.

Keywords: lannis Xenakis, soundtrack, Formes rouges, Orient-Occident, Neg-Ale
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K BOITPOCY O KOMITIO3UIIMOHHON UHIUBUJTY ATBHOCTH
CEJIbMOM CUM®OHUMU THA CUBEJINYCA

Cenpmas cumbponus Sna Cubennyca (1924) — counHeHNE YHUKAIBHOE MO Pa3HBIM
napaMmerpaM. B TBopuecTBe KOMIIO3UTOPAa OHO O3HAMEHOBAJIO UTOT UCKaHUH B cUMpOHUYE-
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CKOM jkaHpe. B ncropum eBponenckoi KyiabTypbl 3TOT OIMyC CTAJI IEPBBIM IPUMEPOM OJIHO-
YaCTHOW TPaKTOBKM >kaHpa. Ho riaBHOe — cuM@OHUS UMEET TUI KOMIO3ULMOHHOIO CTPO-
€HUS M pa3BEpThIBAHUSI MaTepualia, KOTOPBIA ONEpPENWsI CBOE BPEMsS M MMEET Napajuliesiu
C KOHTHUHYaJbHBIM THUIOM (OpMOOOpa30BaHus, MOJIYYUBLUIUM JTOMHUHUPOBAHUE B MY3bIKE
nocinennet Tpetu XX Beka. [IpuumHa 3TOro Kpoercs B MOTHBHOW TEXHHUKE, pa3BUBAECMOM
Cubenuycom B CBOEM TBOPUECTBE.

Kak u3BecTHO, KOMIIO3UTOP YAENSI 0c000€ BHUMaHUE BHYTPEHHEH CBS3HM BCErO Te-
MaTUYECKOro Marepuaia (3Ty UJel0 OH BbICKa3al B 3HaMeHUTOH Oecene ¢ ['ycraBom Mare-
pom). CTpoeHue ero KOMIO3UIMI KPOME BHEIIHETO MJIaHa, B TOW WM UHOW CTENEHU COOT-
BETCTBYIOLLETO U3BECTHBIM (pOopMaM, UMeeT BHYTPEHHUH CJIOW, CBsI3aHHBIN ¢ IpeoOpa3oBa-
HUEM OrPAaHUYEHHOTr0 yucia MOTUBOB. [1o100HOE cTpoeHHe sipue BCEro BhIPAXKEHO B MO3/-
Hux counHeHusix — CenpMoil cumponun u cuMmponndeckoit nosme «Tannona» — u UMeeT
HEKOTOPBIE AHAJIOTUU CO CTPYKTYPOU CEPUMHBIX KOMIIO3ULUH.

B noknane cymmupyroTcs B3IISIABI HAa pa3HbIE CIOM KOMIO3MLMOHHOM CTPYKTYpPBI
Cenpmoii cuMpOHUH, CYHIECTBYIOLIME B MCCIEIOBATEIbCKOM JUTEpaType, a KpoMe TOro,
JETaJId UX OPraHU3alMy YTOUHSIOTCS C OMOPON HAa COBPEMEHHBIN TEPMUHOJIOTUYECKUN ar-
napaTt. PopMa COUMHEHHS TpakTyeTcs kak cBoooaHas (1o T. KropersH) ¢ anemMeHTaMu KOH-
TUHYaJIbHO-BOJHOBOI'O THIIa IporieccyanbHocTH (1o B. 3anepankomy).

KuarueBsbie cioBa: fIn Cubennyc, Ceapmas cuMpoHuUs, 0JlHOYACTHAsA CUM(]OHUS,
KOMITO3UIIMOHHAS CTPYKTYpa, KOHTHHYaJIbHO-BOJIHOBOM THII MIPOLIECCYATbHOCTH

ON THE QUESTION OF THE COMPOSITIONAL INDIVIDUALITY
OF THE SEVENTH SYMPHONY BY JAN SIBELIUS

The Seventh Symphony by Jan Sibelius (1924) is a unique composition for various
reasons. Firstly, for the composer, it marked the end of his search in the symphonic genre.
Secondly, this opus became the first example of a one-part interpretation of the genre in the
history of European culture. But the main thing is that the symphony has a type of composi-
tional structure that was ahead of its time and has parallels with the continuous type of shap-
ing characteristic of the last third of the twentieth century. The reason for this lies in the mo-
tivic technique developed by Sibelius in his work.

As you know, in his compositions, the composer paid special attention to the internal
connection of all thematic material (he expressed this idea in a famous conversation with
Gustav Mabhler). The structure of his compositions, in addition to the external plan, more or
less corresponding to the known forms, has an inner layer associated with the transfor-
mation of a limited number of motifs. This structure is most clearly expressed in the later
compositions — the Seventh Symphony and the symphonic poem 7Tapiola — and has some
analogies with the structure of serial compositions.

The report summarizes the views on the different layers of the compositional struc-
ture of the Seventh Symphony that exist in the research literature. The details of their organ-
ization are being clarified based on modern terminology. The form of the composition is in-
terpreted as free (according to Tatyana Kyuregyan) with elements of continuous wave for-
mation (according to Vsevolod Zaderatsky).

Keywords: Jan Sibelius, Seventh Symphony, one-part symphony, compositional
structure, continuum-wave type of processality
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«I1OJIE IIEPECEYb» IOBU A JIDHI'A:
OT PEINIETUTUBHOM TEXHUKM K PEHETUTUBHOM OIIEPE

JaBun JIsur (1957) — coBpeMeHHBIM aMEepUKAHCKUNM KOMITO3UTOpP, YIYACTHUK COJAPY-
xecTBa «CTyK MO KOHCEPBHBIM OaHKaM», aBTOP HECKOJIbKHX YCIEUIHBIX KAMEPHBIX OIeEp.
PeneruTuBHOCTH B TeaTpasibHBIX paboTax JIPHTa BHICTYIAET B pOJIM KapKaca, HA OCHOBE KO-
TOPOTO MPOU3PACTAET 3BYKOBOM MaTepHal pa3jInyHON CTUIIEBON IPUPOIBI.

B omnepe «Ilone nepeceus» (2002) KOMIO3UTOP MPOBOJIUT UACI0 OCTHHATHOCTH Ha
Pa3HbIX YPOBHSX: JipaMaTypruueckoM, BepOoabHOM U MY3bIKaIbHOM. B OCHOBY croxkeTa Jier
«MUHUMAJIUCTCKHID 10 MacmTabaM OJHOCTPAHUYHBIN paccKka3 aMEepUKAHCKOTO MHCATENs
XIX Beka AmOpo3a bupca, B KOTOpoM IIaHTaTop YWIbSIMCOH cpeau Oera JHs OTIpaBiIseT-
Csl Ha JIPYyTrOoM KOHEI MOJIsl ¥ McyYe3aeT Ha Ila3ax M3yMJIEHHBIX JroAei. B omepe cemb kap-
TUH: B JuOperTo Maka BemiMmana nepcoHaku OECKOHEUHO KOMMEHTHUPYIOT HE TOJIBKO
HEOXKUJAAHHYIO MPOMNaxy Irepos, HO U ClIoBa JAPYr Apyra, «BapbUpPOBAaHO» IE€pECKa3bIBas
OJIMH M TOT X€ MaTepuasl. Takum 00pa3oM, pENETUTUBHOE HAYAJIO OTYETIMBO IMPOSBIIAET
ce0sl Ha YpOBHE JpaMaTypruu. PenmeTUTUBHOCTh TakX e 3aJI0KeHa B TEKCTE JUOPETTO Mo-
CPEICTBOM MHOTOYHUCIIEHHBIX ITOBTOPOB OTAEIBHBIX CJIOTOB, CIOB U (pa3.

WNHcTpyMeHTanbHas MapTUsi CTPYHHOIO KBapTeTa CTPOMUTCS KaK LMKJ BapHalMid Ha
TEMYy BCTYNUTEJIBHOIO MAaTTEPHA, OCHOBAHHOTO HAa MHTOHALUAX PUTOPUYECKUX (PUryp ca-
tabasis u circulatio. ['ammoo0Opa3Hoe HUCXO/IAIIEe IBM)KCHUE U HETIPEPHIBHOE BPAIIICHHE TI0
KPYTy OTPaKaroT UJEI0 OECKOHEUHOTo 00CYX/I€HUS €IUHCTBEHHOTO COOBITUS — JIpamaTH-
YEeCKOr0 MCUE3HOBEHUS MHUCTepa Y WiIbsiMCOHA. JIPHT akTUBHO 00pamaeTcst K peneTUTUBHBIM
MpUeMaM CBOMX cTapiiux coBpemMeHHHKOB dununa [nacca (JuHEHHBIN IpoLece CloKeHus
u BolunTanus) U CtuBa Paiixa (penmetutuBHBIE MOTUGOHUYECKHE MPHEMBI), aneuIupyeT
K YMCJIOBOM CHUMBOJIUKE.

[IpuHIIMTT OCTUHATHOCTU B APaMaTypruyeckoM, BepOAIbHOM U MY3BIKAJIBHOM ILIA-
cTax mapturypsl onepsl «llosie mepeceysy MO3BONISIET TOBOPUTH O PEIETUTUBHOM MUHHMMa-
JIU3Me Kak oOLIEM CTHJIEBOM 3HAMEHATeNe, MHTErPUPYIOLEM Pa3IMyYHbIe IO CBOEH IPHUPO/IE
KOMIIOHEHThl B eauHoe uenoe. Omepa B acmnekTe BCeoOBEMITIONIEH pENneTUTUBHOCTH
B MY3BIKOBEJUYECKOMN MUCCIEA0BATENbCKOM JIUTEPATYPE HE pacCCMaTPUBAJIACh.

Kuarwuessbie ciioBa: /By JI>HT, peneTuTBHAsA TeXHUKA, ornepa «Ilose mepeceuny,
NaTTEePH, aMEPUKAHCKUI MY3bIKaJIbHbI MUHUMAJIU3M

THE DIFFICULTY OF CROSSING A FIELD BY DAVID LANG:
FROM REPETITIVE TECHNIQUE TO REPETITIVE OPERA

David Lang (1957) is a contemporary American composer, a member of the “Bang on
a Can” community, the author of several successful chamber operas. Repetitive technique in
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Lang's theatrical works acts as a framework on the basis of which sound material of various
stylistic nature grows. In the opera The Difficulty of Crossing a Field (2002), the composer
carries out the idea of ostinato at different levels: dramaturgy, verbal and musical.

The plot is based on a “minimalist” one-page story by the 19th-century American
writer Ambrose Bierce, in which the planter Williamson travels to the other end of the field
in broad daylight and disappears in front of astonished people. There are seven scenes in the
opera: in libretto of Mac Wellman the characters endlessly comment not only on the unex-
pected loss of the hero, but also on each other's words, “variedly” retelling the same materi-
al. Thus, the repetitive technique beginning clearly manifests itself at the level of dramatur-
gy. Repetitive technique is also embedded in the text of the libretto through numerous repe-
titions of individual syllables, words and phrases.

The instrumental part of the string quartet is built as a cycle of variations on the
theme of the opening pattern, based on the intonations of catabasis and circulatio rhetorical
figures. The gamma-like downward movement and continuous rotation in a circle reflect the
idea of endless discussion of a single event - the dramatic disappearance of Mr. Williamson.
Lang actively refers to the repetitive techniques of his older contemporaries Philip Glass
(linear additive and subtractive processes) and Steve Reich (repetitive polyphonic tech-
niques), appeals to numerical symbolism.

The principle of ostinato in the dramaturgy, verbal and musical layers of the score of
the opera The Difficulty of Crossing a Field allows us to speak of repetitive minimalism as
a common stylistic denominator, integrating components of different nature into a single
whole. The opera in terms of universal repetitive principles was not considered in musico-
logical research literature

Keywords: David Lang, repetitive technique, opera The Difficulty of Crossing a
Field, pattern, American minimal music.
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3BYKOBOM OBBEKT B MY3bIKAJIbHOM KOMITIO3UIIUA
XXI BEKA B TEOPUU U ITPAKTUKE

B coBpeMeHHOW KOMITO3UTOPCKOM MPAKTUKE MOHATHE «3BYKOBOW OOBEKT» IMOCTE-
MIEHHO BBITECHSICT MPEKHUE ONPEACICHHs My3bIKaIbHOTO MaTepuaia. CBOMCTBA 3ByKOBOTO
00BbEeKTa MHOTOACIIEKTHBI 1 MHOTOOOPAa3HbI, paBHO KaK M CEMAaHTHUYECKUE OCOOCHHOCTH: 3TO
JTaOUPHHT, B KOTOPOM CXOJSATCS U PACXOJISATCS MHOXKECTBO MMITYJICOB. TepMuH ObLT mpe-
noxeH [Ieepom [leddepom (1910-1995), nzobperarenem KOHKPETHOM My3bIKH. Ee cTpyk-
TYpHOU €UHMIICH CTAHOBUTCS UMEHHO «3BYKOBOW OOBEKT», OCHOBY KOTOPOI'O COCTABIISAIOT
HepIenTUBHBIE KayecTBa. Omnpe/iesicHHe «KOHKPETHON MY3BIKHY JEMOHCTPUPYET HE3aBH-
CHUMOCTh OT 3BYKOBBIX aOCTpaKIMii B MCIIOJIb30BAaHUU 3BYKOBBIX OOBEKTOB, 3aMMCTBOBaH-
HBIX U3 OKpYIKaromie peabHOCTH. CMBICI 3ByKOBOT'O 00BEKTa BOZHUKAET B KOHTEKCTE OT-
YyXKICHUS aKyCTHYECKOTO COOBITHS OT MOPOXKIAIOIIETO €r0 HCTOYHUKA U OT (PU3UIECKOTO
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aKTa. 3aloJIHEHHE CYILIECTBYIOUIMX <JIAKyH» MEXAY OCHOBAMU MY3BIKJIBHOW AKYCTHKH
Y COOCTBEHHO KOMIO3UTOPCKON NMPAKTUKOM OKa3bIBACTCS JBHKYIIUM CTUMYJIOM KOHIIEII-
nuu Lleddepa.

JI1st HOBOM My3BIKM BTOPOW MOJIOBUHBI XX BEKa ONPEICIAIOIIMM CTaHOBUTCS 3BY-
KOMOPOXAaomuil pusnueckuil pakTop, B TECHON CBSI3U ¢ KOTOPBIM COCYLIECTBYET 3BYKO-
Boil 00bekT. [Insa XenpmyTa JlaxeHMaHa mepBUYHA SHEPTHsl MCHOTHUTEIBCKOTO KECTa.
B toxxe Bpems, penynupoBanHoe ciymianue llleddepa, mpenmonararomiee «OTperieH-
HOCTB» OT HCIIOJIHUTEIBCKUX CPEICTB B II0JIb3Y CHUHTE3a Pa3JIU4HbIX UCTOYHUKOB, IOJTyYa-
€T CBOM BEKTOpP pa3BUTUS B KOHKYPEHLIMM MEXIYy BHIMMBIM U CIBILIHUMBIM. TakoBo,
HampuMep, TBOpuecTBo Kommosutopa [lerepa AGnunrepa, TpanchopMupyromiee npeacTaB-
JI€HUS O peasibHOCTH. Ero 3ByKOBOI 00BEKT — 3TO 1IyM, IPEJCTaBICHHbIN BHE KAKOU-THOO0
CUMBOJIMKH, KOTOPBII 00Jjiee He SIBISIETCS CHHOHMMOM Xaoca WK SHTPONHUU. DTOT Cpe3 pe-
IBHOCTH TPAHCIUPYETCs 4epe3 0coO0yI0 MY3BIKAJIbHYIO ONTHUKY U MpeodpaszyeTcs A0 He-
Y3HABAaEMOCTH.

B nenrtpe noxiana — KJIHOYEBOE MOHATUE COBPEMEHHOIO KOMIIO3UTOPCKOTO TBOpYE-
CTBa — «3BYKOBOH OOBEKT» M B3aUMOUCKJIIOYAIOIINE MPUHIMIBL PEAYLUPOBAHHOE CIIY-
LIAHUE WIN JKE€ 3BYKOBOE BOCIPHUATHE B IIEPCIEKTUBE, KOTOPHIE CTAHOBSTCS OTIPaBHBIMU
TOYKaMH Pa3BUTHUS 3BYKOBOIO OOBEKTa B MPOCTPAHCTBE MEXAY BU3yaJIbHBIM U aKyCTHYE-
CKHM.

KiroueBble ci1oBa: 3ByKOBOW OOBEKT, TEXHHKA KOMIIO3HUIMH, CIYyXOBOE BOCIPHS-
THE, PEYyLIMPOBAHHOE CITyILIaHUE

SOUND OBJECT IN THE MUSICAL COMPOSITION
OF THE 215" CENTURY IN THEORY AND PRACTICE

In modern composing practice, the concept of “sound object” is gradually replacing
the previous definitions of musical material. The properties of the sound object are multi-
faceted and diverse, as are the semantic features: it is a labyrinth in which many attacks and
impulses converge and diverge. The term was proposed by Pierre Schaeffer (1910-1995),
the inventor of concrete music, the structural unit of which is precisely the “sound object”,
the basis of which is perceptual qualities. The definition of “concrete music” demonstrates
independence from sound abstractions in the use of specific sound objects borrowed from
the surrounding reality. The meaning of the sound object in concrete music arises in the
context of the alienation of the acoustic event from the source that generates it and from the
physical act. Filling in the existing “lacunae” between the fundamentals of musical acous-
tics and actual composer's practice turns out to be the driving stimulus for Schaeffer’s con-
cept.

For the new music of the second half of the 20th century, the sound-generating phys-
ical factor becomes decisive, in close connection with which the sound object coexists. For
Helmut Lachenmann, the energy of a performing gesture is primary. At the same time,
Schaeffer's reduced listening, which assumes “detachment” from performing means in favor
of a synthesis of various sources, receives its vector of development in competition between
the visible and the audible. Such, for example, is the work of the composer Peter Ablinger,
which transforms ideas about reality. His sound object is noise, represented without any
symbolism, which is no longer synonymous with chaos or entropy. This slice of reality is
broadcast through a special musical optics and is transformed beyond recognition.
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In the center of the report is the key concept of modern composer creativity - the
"sound object" and mutually exclusive principles: reduced listening or sound perception in
perspective, which become the starting points for the development of a sound object in the
space between visual and acoustic.

Keywords: sound object, composition technique, auditory perception, reduced listen-

ing
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«CUMOH BOKKAHEI'PA»: IPEOBPA’KEHUE ITEPBOI'O ®UHAJIA

OnHa W3 CKBO3HBIX TEM MHUPOBOM BEpAMAHBI — ABTOPCKME PENAKIMH OIep.
A K. Kenurcbepr paznuuaer Tpu OCHOBHBIX THIA peJakTUpoBaHHUs y Bepnu: counHeHue
JOTIOJTHUTENIBHBIX HOMEPOB WJIM CLIEH JJI1 HOBOW MOCTAHOBKHM; aJaNTallys HAIMCAHHOW My-
3BIKM K JPYrOMy JTHOPETTO; CTHIUCTHYECKUE U3MEHEHHSI OJHOBPEMEHHO C CO3JaHHEM HO-
BOH, ApaMaTypru4ecku BayKHOU clieHbl. TpeTHil myTh HauboJiee UHTEPECEH B IJIaHE HBOJIIO-
iy B3r10B Bepau-npamarypra. IlokazarensHbIM B 3TOM CMBICIIE CTAaHOBUTCSI CPABHEHUE
CIIEH, BBIMIOJHSIOUINX CXOIHYIO (YHKIIHIO, HapuMmep, (puHaiIoB, B ABYX pelakLusiX, C KOH-
[EHTpaIMel Ha IpobIeMe B3aNMOCBS3H CIOKETa CO CTPYKTYPHBIMHU 3aKOHOMEPHOCTSIMH.

Oco0eHHOE MECTO B 3TOM OTHOLIEHUH NpuHamiexkuT «Cumony bokkanerpe». Mex-
Iy JBYMS BEPCHSMU OIIEpHI NPOJIErJIa JUCTAHLMA B YETBEPTh BEKa, caMas MPOJOJIKUTENb-
Hasg B TBopuecTBe Bepau. [lpu stom pazaenstonue penakuuu 1860—70-e roasl ctamu Bpe-
MEHEM «IIEPEBOOPYKECHHs», IPUHECIIMM HOBaTopckue maptutypsl «Jlona Kapiocay
" «Auasy. BaxHo u To, 4To peaaktupoBanue «CumoHa bokkaHerpe» cTaio nepBoil KpyIi-
HOI coBMecTHOM paboToit Bepau u Appuro boiito.

[Tpennoxenue Jxynno Pukopan BozooHoBuTh B La Scala onmepy 1857 roga 6w110
BCTPEUYEHO KOMIIO3UTOpOM Oe3 3HTy3uazma. [IpuHsaBmmuch Bee ke 3a padboty, Bepau Hame-
peBasicsi HallTU HOBBIM CIOKETHBIM MOBOPOT ISl OXKMBJIEHUs ¢uHana | akra, mojaras, 4To
3TO NOTpeOyeT JMIIb He3HAUMTENIbHbIX M3MeHeHui. B pesynbrare oOcyxaenus y Bepau
u boiito poaunack uaes mokasarh B onepe 3aceganue CeHara, 4To moTpeboBaIo paIuKaib-
HBIX NpeoOpa3zoBaHuii. OuHAN, U3HAYAIBHO MOCTPOEHHBIM B COOTBETCTBUHU C IPABUIAMHU
la solita forma, ObLT MOJHOCTHIO MEPECMOTPEH, B TOM YHUCJIE B OTHOIICHUU CTPYKTYPHBIX
3akoHOMepHocTel. OgHaKo Aa)e B 3TOM HOBATOPCKOM cuieHe Bepau He mpomaercs ¢ onpe-
JeIeHHBIMU aTpUOyTaMH THUIMOBOHM CTpYKTyphl. [lapamokcanbHa OpraHU4YHOCTh COUYETAHUS
TpaJAMIIMK U HOBATOPCTBA B MYy3bIKaJIbHOM BOILUIOIIEHUH CIOKeTa cleHbl B CeHare, cTaBLIei
OJIHOM U3 BEPILIHH COBMECTHOIO TBOPYECTBA BBIJAIOIINXCSI MY3BbIKAHTOB U APaMaTypros.

KuaroueBsle ciioBa: Bepau, boiito, onepa, «Cumon bokkanerpay, muoperro, la solita
forma, ueHTpasibHbIN UHAT
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SIMON BOCCANEGRA: TRANSFORMATION OF THE FINALE PRIMO

Revised versions of operas by Giuseppe Verdi is one of the constant subjects both in
Russian and foreign musicology. Alla Kenigsberg divided Verdi’s revisions into three
groups: composing extra pieces for new staging, adapting music score for new libretto with
new title, stylistic changing together with creation new dramaturgical important scene. The
third type of revising is the most interesting regarding Verdi’s musical dramaturgy evolu-
tion. Particular interest is comparison of certain functionally equal scenes, for example, fi-
nales, in two versions of the same opera, in the aspect of relationship between the plot and
structural organization of the scena.

Special place in authorized versions of Verdi’s operas is occupied to Simon Boc-
canegra. Firstly, two versions are divided by a distance of almost a quarter of a century, the
longest in Verdi’s carrier. This distance is especially important in the reason that 1860—
1870-th became the time of the most radical stylistic changing, the period which brought
such operas as Don Carlos and Aida. Secondly, the revision of Simon Boccanegra became
the first Verdi’s collaboration with Arrigo Boito.

Giulio Ricordi’s offer to revise the 1857 opera at La Scala in 1881 didn’t recall Ver-
di’s enthusiasm. By the way Verdi took this work intending to refresh the plot in the first act
finale, supposing to restrict the work by several little changes. In the course of the discus-
sion was arose new idea that evoke the radical changes so the first final became completely
new scena. The finale primo, originally constructed in accordance with traditional la solita
forma including stretta, was completely revised, and this revision concerned structural or-
ganization of this finale. Meanwhile in this innovative scena Verdi doesn’t discard some at-
tributes of la solita forma. This union of innovation and tradition in musical creation of the
Senate scena is amazing, marking one of the highest achievement of Verdi and Boito ingen-
1ous co-operating.

Keywords: Verdi, Boito, opera, Simon Boccanegra, libretto, la solita forma, finale
centrale
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PAHHUE NPOU3BEJEHUS I J. ITOCTAKOBHUYA:
TBOPYECKHU ITPOLHECC CKBO3b IIPU3MY BAPUAHTOB

CoznlaHue BapraHTa COYMHEHMS, CBA3aHHOE C IEPEOCMBICIIEHUEM COOTHOILIEHUS YXKeE
HMMEIOIIMXCSl B HEM KOMIIOHEHTOB, @ TaKX€ C MPUBHECEHUEM JOIOJHHUTEIBHBIX, SBISIETCS
OJIHOM M3 (opM TBOpUECKOTO Mponecca. Hanuune mogo6HOro posia J0KYMEHTOB B paHHEM
tBopuectBe JI./]. llocTrakoBuya B ompeneneHHON Mepe KOMIIEHCUPYET CPaBHUTENIbHO He-
00JBIIOE YHCIIO YEepHOBBIX aBTorpadoB sToro mepuona. PopMHpoOBaHHE BapUAHTOB
y KOMIIO3UTOpa MPOSIBISETCS B TpaHC(OpPMALMM KOMIIO3UIIMOHHOTO CTPOEHHMSI, B U3MEHe-
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HUU JeTaliell My3bIKaIbHOW TKaHU 3BYKOBBICOTHOTO, TEMIIOBOIO U TMHAMUYECKOTO IUIaHA,
a TaKXke B MepesiokeHrn (OpTENHUaHHbIX TPOU3BEIACHUI ISl OpKecTpa.

Tax, MmoxkHO HabmoNaTh pacmupenue nenoro pasaena B [Ipemoge G-dur — Bapuan-
Te mbechl «baraTenpy», wim Oojee TOHKOE, TOUYEYHOE, AOOABIICHUE / U3BATHE OTACIHHBIX
TakToB B Bapuanrtax [Ipemtoguu Ne 1 op. 2. JlokanbHast cMeHa J1aJI0BOr0 HAKIOHEHUS OTJIH-
yaeT neecy «Menanxomnush» — BapuaHT nbechl «Tockay (O.I'. [luronckas). Pannee ¢popmu-
pOBaHUE OPKECTPOBOIO MBILUIEHHUS KOMIIO3UTOpPA JEMOHCTPUPYET MHCTPYMEHTOBKA TPEX
npemtoauit op. 2 (NeNe 2,4, 5). Kpome TOro, MHOTHE BapuUaHThl BO3HUKIM MPU HAITMCAHUU
MY3bIKM K MOcTaHOBKe Mbechl B.B. MaskoBckoro «Kiom» — 3To ¥ 3aKOHYEHHBIE OPKECT-
POBBIE M3JI0KEHUS OTJEJIBbHBIX HOMEPOB, U «IIEPEHOC» (HAaKTUYECKH TOTOBOTO HEBOCTPEOO-
BaHHOTO MYy3bIKaNbHOTO Martepuana («CiieHa cBaabOb») B YBEpTIOPY K omepe DpBHUHA
Hpeccens «beansiii Komymo6.

[IprunHON HamucaHus BapHAHTOB CaMbIX IMEPBBIX OIMYCOB CTAHOBUTCA B IEPBYIO
ouepenb TBOPYECKOE M NPOPECCHOHAIBHOE COBEPIICHCTBOBAHME — CTPEMJICHHE
K paciupeHuto (opM U 3ByYKOBOI'O IpocTpaHcTBa. He eAMHMYHO HCTIONb30BaHUE KOHKPET-
HBIX COYMHEHUH M B KadecTBe nojapka. [lo3nHee ke, BeposiTHEE BCEro, BApUaHThl (popmu-
POBAIMCHh B CBSI3U C TPEOOBAHUSIMHU pPEXKUCCEPA W / WM BCIEACTBUE PA3HBIX COCTaBOB 3a-
JNEHUCTBOBAaHHBIX B TEAaTPAJIBHBIX MOCTAaHOBKAX OpPKECTpoB. TeM HE MeHee, HU B OJHOM U3
U3YYEHHBIX CIIy4aeB, HECMOTpPSI Ha pa3HyI0 CTENEHb BBIPAXKEHHOCTH KOPPEKTUPOBKU
U IipeoOpa3oBaHusi, HE MPOUCXOIUT PaJUKAIbHON 00pa3HOM U CTPYKTYpHOU TpaHchopma-
UM COYMHEHMH, YTO TOBOPUT 00 YCTOMUMBOCTH MCXOJHBIX aBTOPCKHUX INPEACTaBICHUNA O
HUX. 3HAKOMCTBO C BapMaHTaMH MPOU3BEICHUI BaKHO KaK IPU UCCIIEN0BAaHNUHN IICUXOJIOTUN
TBOPUYECKOI'O Mpoliecca, TaK U IpU pa3padb0TKe UCIIOIHUTEIbCKON TPAKTOBKHU.

Kurouessbie cioBa: [llocTakoBuy, TBOpUECKHUIl MPOLIECC, BAPUAHTHI, HHCTPYMEHTOB-
Ka, OPKECTp, aBTOrpadsbl, IpetoIuu

EARLY WORKS BY DMITRI SHOSTAKOVICH: AN INSIGHT INTO
THE CREATIVE PROCESS THROUGH VERSIONS OF MUSICAL WORKS

One of the forms of the creative process is the redevelopment of a composition
through rethinking the balance of its components or adding new ones. Some evidence for
this form of creativity is found in early works by Dmitri Shostakovich. This, however, is
offset by a relatively low number of draft manuscripts related to the same period. Shostako-
vich creates musical versions of his works by transforming their composition, introducing
changes into their pitch, tempo and dynamics or making orchestral arrangements of piano
music.

Thus, Prelude in G-dur, a variation of Bagatelle, sees an extension of the whole sec-
tion, while Prelude No. 1, Op. 2 undergoes a more subtle and selective addition/removal of
certain bars. A local change in mode is seen in Melancholy, a variant of the Nostalgia piece
(O.G. Digonskaya). Shostakovich developed orchestral thinking quite early as is seen in the
instrumentation of the three preludes from Op. 2, Nos. 2, 4, 5. In addition, many variations
appeared when writing music for the production of Vladimir Mayakovsky's The Bedbug.
They include complete orchestral arrangements of certain pieces and the use of completely
ready yet redundant musical material, e.g., the Wedding Scene in the Overture to Erwin
Dressel's opera Armer Columbus.

By and large, Shostakovich produced versions of his early works due to his continu-
ous creative and professional development, i.e., a desire to expand musical forms and the
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sound space. It was also not uncommon to use certain compositions as a gift. Later, versions
appeared to meet the demands of directors and/or various orchestras assembled for a specif-
ic production. None of the cases analyzed in this paper, however, was subjected to a radical
figurative and/or structural transformation. Transformations were found to be only limited
to a varying degree of adjustment. This indicates that Shostakovich did not tend to alter the
initial concept of his works. To conclude, investigation of musical versions is crucial for re-
search in the psychology of creativity and the development of performance interpretations.

Keywords: Shostakovich, creative process, variants, instrumentation, orchestra,
autographs, preludes
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CMBICJIOBBIE U TEMATUYECKHUE TPAHC®OPMALIUN
B KOMHNYECKHUX APUAX CEPE/IUHBI XVIII BEKA

dopMHpOBaHHUA COHATHBIX KOMITO3UIIMOHHBIX TMPHUHIIMIIOB B HTAJIBSHCKOW Omepe
¢ 1720-x ronoB yxe Obulo mpeaMmeTroM obcyxaeHus. Llenp HacTosimero nokiaaga — oOpa-
TUTh BHUMaHUE HAa HEKOTOPbIE HEOOBIYHbIE KOMIIO3UIIMOHHBIE U TEMaTHUYECKHUE PELICHUS
B TPAKTOBKE COHATHBIX (opM B apusix. OHM BCTPEUAIOTCS TOBOJIBHO PEIKO, OAHAKO MOTYT
CIy>)KUTh HMHIUKATOPOM OCO3HAHHs OONBIION THOKOCTH W TOTEHIMAIBLHOW JIOTUYECKOU
CIIO)KHOCTHM, IpPHUCYIIEH COHATHbIM  CTpykTypaMm. CaMmbIMU  PaclpOCTPAHEHHBIMU
Y TUIIOBBIMU MOYKHO CUUTAaTh TaKW€ KOMIIO3UIUH, B KOTOPBIX 00pa3HOE MPOTUBOIIOCTABIIE-
HUE JBYX JKCIIO3UIIMOHHBIX 30H, SICHO BBIPRXKEHHOE B TEMaTHUYECKOM KOHTPACTE TJIaBHOW H
mo00YHOM mapTuii, 00yCIOBIEHO MPOTHBOIIOCTABICHHEM B TeKCTe. Hapsmy ¢ aTuM UMeroT-
csl, yCTh U PEJKUE MPUMEPHI, KOI'/1a TaKasi My3bIKaJIbHO-TEMAaTHUYECKasl OMIMO3ULINS BO3HU-
KaeT BHE MPSIMON CBA3HM C TEKCTOM, WM, OOJiee TOTO, BOIIPEKH TEKCTY, T.€. B MOMEHT €ro
nmoBTOpa. PaHHME mpUMepsl TAKOTO POAa OTMEYAIOTCS B OTIENBHBIX apUsiX U3 WHTEPMEIIO
u komuueckux omnep JIx.b. [lepronesu. K nauany 1750-x rr. oTaensHble ciiydan oOHapy-
KHUBAIOTCSI B KoMmuyeckoi omepe «bepronbno, beprombanno u Kakacenno» (mactuydo,
1749), a Taxke B onepax O0ydda b. 'anmynmu. Ananu3 aByx uz Hux — Mi fanno ridere u3
onepsl «Jlyrnasiit mup» (1750) u Al bello delle femine n3 «Mupa HaBbiBOpoT, Win [lox Bia-
CTbIO JKeHIIUH» (1750) — mo3BoOJIsET IE€TAIbHO PACCMOTPETh TEMAaTUUYECKUE U CMBICIIOBBIE
TpaHchopMaum, KOTOPbIE CTAHOBSTCS CIEACTBUEM TaKOW HEOOBIYHOW TPAKTOBKU COHAT-
HOI (POpMBI B €€ B3aUMOICHCTBUH C TEKCTOM.

KiaroueBsle cioBa: onepa XVIII Beka, komuueckue apun, coHaTHas (hopma B apHsix,
MY3bIKA U CJIIOBO
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SEMANTIC AND THEMATIC TRANSFORMATIONS
IN COMIC ARIAS IN THE MIDDLE OF THE 18TH CENTURY

The formation of sonata compositional principles in Italian opera from the 1720s was
already a subject of discussion. The purpose of this report is to draw attention to some unu-
sual compositional and thematic solutions in the interpretation of sonata forms in arias. Alt-
hough they are quite rare, they can serve as an indicator of the great flexibility and potential
logical complexity inherent in sonata structures. The most common and typical composi-
tions can be considered those in which the figurative opposition of two exposition zones,
clearly expressed in the thematic contrast of the main and secondary parts, is due to the op-
position in the text. Along with this, there are examples, albeit rare, when such a musical
thematic opposition arises outside of direct connection with the text, or, moreover, contrary
to the text, i.e. at the time of the repetition of this text. Early examples of this kind are noted
in individual arias from the intermezzo and comic operas by G.B. Pergolesi. By the begin-
ning of the 1750s individual cases are noted in the comic opera Bertoldo, Bertoldino and
Cacasenno (pasticcio, 1749), as well as in the buffa operas by B. Galuppi. An analysis of
two of them — “Mi fanno ridere” from the opera Il mondo della luna (1750) and “Al bello
delle femine” from I/ mondo alla roversa, o sia Le donne che comandano (1750) - allows us
to examine in detail the thematic and semantic transformations that result from such an unu-
sual interpretation of the sonata form in its interaction with the text.

Keywords: 18th century opera, comic arias, sonata form in arias, music and word
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ITPOBJIEMA KOMITO3UIIMOHHOI'O EAUHCTBA B BOJIBILIUX
IHOJIMPOHHUYECKHUX ITCAJIMOBBIX IMKJIAX XVI-XVII BB.

Bo BTopoit momoBune XVI Beka CKIaapIBaeTCS TPATUIUS CO3IaHUS OOJBIIOTO TI0-
IU(OHUYECKOTO MCATIMOBOTO ITUKJIA, OCHOBY KOTOPO#i, MO BCEM BUAMMOCTH, 3anoxui Op-
nanno au Jlacco cBoumu «IlokasaubIMU TicaiMamMu» (oK. 1560). Benen 3a HuM mocienoBa-
mu Anexcannp Yrtennans, Knon Jlexen, ['enpux ot u apyrue aBTopsl. bonbmue mncas-
MOBBIE ITUKJIBI KaK 0c00asi )KaHpOBasi Pa3HOBUAHOCTH €I11€ HE TOJYYIIH JOJDKHOTO BHUMA-
HUSI B OTEUECTBEHHOM MY3bIKO3HAaHUU. B cBOE BpeMsi OHM CyIIECTBOBAJIW HapsAy C APYyrou
BETBbIO MHOTOTOJIOCHOTO TICAJIMOTIEHUS (XapaKTepHOU ISl IPOTECTAHTCKOM KYyJIBTYpPbI, HO
HE TOJIBKO) — «METPUYECKON MCANTHPbIo». B pamMkax «MeTpuueckoil mcantupm» Bcsi Ouo-
Jeiickasi KHUTa Oblila U3JI0KEHA CTUXOTBOPHO B MEPEBOJIE HA €BPOMNEHCKUE SI3bIKU U pactie-
Bajach MPEUMYIIECTBEHHO CHIITAOMYECKH, YTO JeNano €€ MPOCTOM M JIOCTYIHOMW ISl HC-
MOJIHEHUS 0€3 HEOOXOAMMOCTH MPUBJICKATh TPO(ECCHOHANBHBIX TIEBUYKMX. B oTiimuune ot Hee
JUIsi OOJIBIIUX TMICAJIMOBBIX IIMKJIOB XapaKTEpPHO MpeodsalaHie WMHUTAIMOHHOTO CTHIIS
IIMChMa, 4aCTO BECbMa BUPTYO3HOI'O, U aBTOPCKUE PELICHUsS KOMIIO3ULUHU, KOTOpas W3
cOOpHHUKa, TaKUM 00pa3oM, MpeBpaiaercs B HUKII. [[UKiIbl Ha3BaHHBIX aBTOPOB MHIUBUTY-
QIBbHBI C TOYKU 3PEHUS BHIOOpA TCAIIMOB, JaJ0BOM CTPYKTYPHI M JAPYTUX MApamMeTpoB 00-
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el apXUTEKTOHUKH (HapuUMep, CIIocoO0B BHYTPEHHEN OpraHu3aIluy YacTel, IPUMEHEHHUS
U pacrpenenenus canto fermo). 9to nenaer Gospine MoJn(GOHUUECKUE ICATIMOBBIE LIUKIIbI
XVI-XVII BB. cnenuduueckum >xkaHpoBbIM (peHOMEHOM KoHIla Peneccanca u Hauana Oa-
POKKO, KOTJja MHAUBUIYAJBHOE POKIAETCS KaK BBIJIAOIIEECs M0 CBOMM KaueCTBaM BBIMNOJI-
HEHUE 00IIe HOPMBL.

KiaroueBnle cioBa: OoJbllike IICaJMOBBIE IIMKIBI, JIagoBass cHcTeMa PeHeccanca,
cantus firmus

THE PROBLEM OF COMPOSITIONAL UNITY IN LARGE POLYPHONIC
PSALM CYCLES OF THE SIXTEENTH AND SEVENTEENTH CENTURIES

In the second half of the 16th century a tradition of the great polyphonic psalm cycle
developed, the basis of which seems to have been laid by Orlando di Lasso with his Peniten-
tial Psalms (c. 1560). He was followed by Alexander Utendal, Claude Le Jeune, Heinrich
Schiitz, and other authors. The great psalm cycles as a special genre variety have not yet re-
ceived the attention they deserve in Russian musicology. They existed along with another
branch of polyphonic psalmody (typical of Protestant culture, but not only), the “metrical
psalter”, which presented the entire biblical book in verse in translation into European lan-
guages and was sung mostly in syllabic, which made it easy and accessible to perform with-
out the need to employ professional singers. In contrast, large psalm cycles are characterized
by the prevalence of an imitative style of writing, often quite virtuoso, and authorial solu-
tions to the composition, which thus transforms from a collection into a cycle. The cycles of
the named authors are individual in terms of their choice of psalms, modal structure, and
other parameters of the overall architectonics (e.g., the way the parts are internally orga-
nized, the use and distribution of canto fermo). This makes the large polyphonic psalm cy-
cles of the 16th—17th centuries a specific genre phenomenon of the late Renaissance and
early Baroque, when the individual is born as an outstanding fulfillment of the general
norm.

Keywords: great psalm cycles, Renaissance modal system, cantus firmus
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MMPOU3BBEJEHMUE, «IIEPEIHAI'HYBIIEE 2IIOXY»:
TPETbA CUM®OHUA 10.H. HINIIAKOBA

Hoxnan nocsimieH Tperbelt cuMpOHUM AJIT OpKECTpa PYCCKUX HAPOIHBIX UHCTPY-
menToB lOpus Hukomaesuua [llumakosa (1976), npousBeneHnIo, He3acly»KeHHO 3a0bITO-
My. UHTOHAIIMOHHAS KE€CTKOCTh, HEKOTOPasi KOHCTPYKTUBHOCTh U «BBIUYPHOCTHY» TEMATU3-
Ma, OrocpenoBaHHasi (HOIBKIOPHOCTb, OOMIIME MOJU(POHUYECKUX MPUEMOB B CBOE BpeMs
OTIYyTHYJIM COBPEMEHHUKOB, OTJIOXKHB HCIIOJIHEHHE CUM(OHHMM TMOYTH HA YETBEPTh BEKa.
BricTtymasi, ¢ ogHOW CTOpPOHBI, KaK MPOJOKATETh TPATUIUNA PYCCKOW CUMGMOHUYIECKON
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mkosel (cumdonuu bopoauna, Taneesa, [ mazynosa, Yaitkosckoro, [Ipokodsesa), obpara-
AChb K TPAaJUIMOHHBIM CXeMaM H J>KaHpaMm (SIHUKO-TTOBECTBOBATENbHBIA COHATHO-
CUM(pOHUYECKHI IMKJI C UCIIOJB30BAaHUEM CHHTE3HMPYIOIIEro (hrHama), MeTogaM pa3BUTHUS
(coueTaHne COHATHOCTH M BapUaLlMOHHOCTH), 0OPa3HOCTH (KOJIOKOJIBHOCTh, CKOMOPOILIEY-
HOCTB), [1IUTIakoB CTaBUT OYCHH CEPHE3HBIN BONPOC 00 YHUBEPCATHLHOCTH PYCCKUX HAPOJI-
HBIX MHCTPYMEHTOB W UX aJanTallii K opkecTpy cuMpoHudeckomy. TpeThsi cum@poHus
OKa3aach BAKHBIM IIarOM Ha MyTH K TaKOW YHUBEPCAITHLHOCTH Oarogaps MCIOIb30BAHUIO
MpUEeMOB CUMGPOHHYECKOTO OpKecTpa (Hampumep, IUTENbHBIE KaJCHIIMOHHBIE COJIO) H
cUM(OHM3MA KaK MpUHIMMIA (JISHTHHTOHAIIMOHHOCTh, MOHOTeMaTu3M). OTclo/1a ¥ Topaszio
OonpIIHiA akieHT Ha punocodcekoif mpobieMaTuke, yeM Ha U300pa3uTeNbHOCTH (B OTIHYNE
OT MIPOU3BECHUI CIOUTHOTO >KaHpPa): 3TO M pa3MbIIUIeHHE 0 cyab0ax PoauHebl, ee mpouiom
¥ HACTOSIIEM, U BOTIPOCHI YeJIOBEUECKOTO ObITUS. C ATOW TOYKHM 3pCHHS HENb3sS HE OTME-
TUTh TIyOOKOE BIIMAHHME MojAenu cuMPOHMM W TexHUKH nucbMa IllocTakoBuya, mposB-
JISIFOIIEECcss HE TOJBKO B QJUTIO3MAX K OMPECIEHHBIM TeMaM, HO M B OOIIHOCTH 00pa3oB,
UAeH, ApamMaTypruu, MpUHIUIOB (GopmMooOpa3oBaHus U OpKecTpoBKU. HakoHer, omHO U3
WHTEPECHEHIITNX M BAXKHBIX Ka4eCTB CUM(OHHHA — OPKECTPOBOE MUCHMO. Pedp uueT He To-
JIpKO 00 OOOTalieHuu 3BYKOBOMW IMMATUTPHI, TIOMCKAaX HOBBIX CPEJCTB 3BYKOMHCH (OIHA U3
WHTEPECHEUIINX TeMOPOBhIX HaxoA0K [lluiakoBa — Tak Ha3bIBaEMbIE «MEPIIAIOIINE 3BYY-
HOCTH»). MacTepckoe BlaJIecHHEe OPKECTPOM TPOSIBISIETCS U B COTIOCTABICHUN OPKECTPOBBIX
TPYMII, U B HAXOXKICHUU OallaHCa COJIMPYIOIINX MPOBEACHUHN U TyOJIUPOBOK, U, CAMOE TJIaB-
HOE€, — B YMEJIOM «IIPUCIIOCOOJIEHUI» TPUEMOB CUM(OHUYECKOTO OPKECTPa K HAPOJAHOMY.

KuroueBble ci10Ba: OpKeCTp pyCCKUX HAPOIHBIX HHCTPYMEHTOB, CUM(OHMUSI, pyccKasi
KJIacCUYeCcKasi IMIKOJa, YHUBEPCAIbHOCTh, (HOpMa, COHATHO-CUM(POHHYECKHH LMK,
TEMaTH3M, MOJIUPOHHUSI, OPKECTPOBOE TUCHMO

THE WORK THAT “STEPPED OVER” THE EPOCH:
THE THIRD SYMPHONY BY YURI N. SHISHAKOV

The report is devoted to the Third Symphony for the Russian folk instruments
orchestra (1976) by Yuri Nikolaevich Shishakov, a work that has been undeservedly
forgotten. Intonational rigidity, some constructiveness and “pretentiousness” of thematism,
vicarious folklore, an abundance of polyphonic techniques scared off contemporaries at a
time, postponing the performance of the symphony for almost a quarter of a century.
Speaking, on the one hand, as a successor of the traditions of the Russian symphonic school
(symphonies of Borodin, Taneyev, Glazunov, Tchaikovsky, Prokofiev), and referring to
traditional schemes and genres (epic-narrative sonata-symphonic cycle using synthesizing
finale), development methods (combination of sonata and variation), and imagery (bell-
ringing, buffoonery) Shishakov raises a very serious question about the universality of
Russian folk instruments and their adaptation to the symphonic orchestra. The Third
Symphony proved to be a milestone towards such universality due to the use of techniques
of the symphony orchestra (for example, long cadence solos) and symphonism as a principle
(leit-intonation, monothematism). Hence the much greater emphasis on philosophical issues
than on figurativeness (unlike works of the suite genre): this is a reflection on the fate of the
Motherland, its past and present, and questions of human existence. From this point of view,
it 1s impossible to ignore the profound influence of Shostakovich's symphony model and
writing technique, manifested not only in allusions to certain topics, but also in the
generality of images, ideas, dramaturgy, principles of shaping and orchestration. Finally, one
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of the most interesting and important qualities of the symphony is the orchestral writing. It
i1s not just about enriching the sound palette, searching for new recording tools (one of
Shishakov's most interesting timbre finds is the so-called “shimmering sonority”). Mastery
of the orchestra is expressed in the comparison of orchestral groups, as well as in finding a
balance of solo performances and duplications, and, most importantly, in the skillful
“adaptation” of the techniques of the symphony orchestra to the folk one.

Keywords: Russian folk instruments orchestra, Symphony, the Russian classical
school, universality, form, sonata-symphonic cycle, thematism, polyphony, orchestral
writing
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3BYKOBOE MBIIIJVIEHUE BAPE3A _
B CBETE COBPEMEHHbBIX AHAJIMTHUYECKUX KOHIEIIINHU

YHUKaTbHOE 1 MUCTUYECKOE Hayajao My3bIKM Darapa Bapesa ormedanu kak psaoBbIe
CIIyllaTeNd, TaK M HpoecCHOHANbHbIE MYy3bIKaHThI, cpenn Kotopbix II. Jrocanen u
I1. bynes. IlocneqHuii roBOpUII O CO3BYYHOCTH OPKECTPOBOM «ApKaHbD» (OT JIaT. arcanum
— TaiiHa) Bapes3a ¢ nu4HOCTBIO KOMIIO3UTOpa. J[focamneH ke MoJl TAMHCTBEHHOCThIO ITOHU-
MaJl HE TOJBKO CAMO 3BYy4YaHWE, HO U TEXHUKY, €€ MOPOAUBLIYID. MHp aHaIUTUYECKOTO
OCMBICJICHUS MY3BIKM Bape3a OH cUuTall «3aKpBITBIM.

CaM KOMITO3UTOp, KaK M3BECTHO, HE OCTABWJI aBTOTEOPUU HIIM MOAOOHBIX TPYIOB,
MO3BOJIMBIIKMX OBl 00JIEE TOYHO CYAUTHh O KOMIIO3UIIMOHHO-TEXHUYECKOW CTOPOHE €ro COYH-
HEHHUN. DTO MOPOANIO, B CBOIO OUYEPE/Ib, HECKOJIBKO aHAIMTUUECKUX KOHICTIINMI, oOpaIieH-
HbIX, B OOJIbLIEH CTENneHH, K caMOil (pyHJaMEeHTalbHOM, 3ByKOBBICOTHOI CTOpPOHE MY3bl-
KaJnbHOU opranu3auuu y Bapesa. [lepBas TeopeTnueckas pabota o €ro My3bIKe MpUHA/JIe-
x*uT A. Bunmbxaiimy, /e aBTOp TmpemiaraeT uAcr «0a30Boil (HopMynbD, «KBHHTO-
TPUTOHOBOM 3BYKOPSITHOW MOJEIN» U «LUEHTPAJIBbHOTO aKkopaa». Eiie oHy Teoputo, OCHO-
BBIBAIOLIYIOCS Ha «HOTHBIX Ipynnax», npemioxui I1. Kneiiton. Ananutudeckas KOHIEN-
s J[x. bepnapaa, aBTopa MmoHorpadun o Bapese, npemiaraer TEOpHIO «IIpoIeccoB U Oa-
30BOM KOHCTPYKIMW». BmecTe ¢ Tem, Npy OlleHKE JEeHCTBEHHOCTH BBIBEACHHBIX UMH 3aKO-
HOMEPHOCTEM M METO/A aHAJIN3a BOZHUKAIOT COMHEHHS.

B cBeTe oTeuecTBEHHON TEOpUHU 3ByKOBOE MBILIUIEHHE Bape3a oTBevaeT riaBHbIM 3a-
KOHOMEPHOCTSIM rapMoHuN XX BeKa ¢ €€ JBEHaAIaTUTOHOBOCTHIO, CBOOOIOW JUCCOHAHCA
Y UHAMBUIYAIbHOCTBIO  (YHKUMOHANBbHBIX oOTHomeHuil. OcHoBy My3blku Bapesa
B 3BYKOBBICOTHOM AaCIIEKTE COCTABJISIET T€MUTOHHUKA, KOTOPAsl PEAIU3yEeTCs B BEPTHUKAIIb-
HOM, TOPU30HTaJIbHOM W JUAroHaJlbHOM IpenoMieHuu. [Ipy CKIIOHHOCTH KOMIIO3UTOPA
K MAaCCHBHBIM 3BYKOOOPa30BaHHUSAM M TPOJYMAaHHOW TEMOpPHKE CKIIAIBIBAIOTCA OCOOBIC
dopMynbl  (HaKTYpHO-TAPMOHUYECKOTO M3JI0KEHHUS, BBIPAKEHHbIE B BHUIE «TEeMOpPO-
MHTEPBAJILHOM CETMEHTALMN», YTO COIJIACYeTCsl ¢ KOMIO3UIIMOHHBIMU YCTAaHOBKAMH CaMoO-
ro Bapesa, roBopuBIiero, 4to «reMOp JOHKEH IPOPUCOBBIBATH KOHTYPY.
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KiroueBble ciioBa: 3}:[rap Bape3, TCOPHUA COBpeMeHHOﬁ KOMIIO3MIIMHU, T'apMOHMNA,
TCXHHUKA MYBBIKaHBHOﬁ KOMITIO3UILINH

VARESE’S SOUND THINKING IN THE LIGHT
OF MODERN ANALYTICAL CONCEPTS

The unique and mystical principle of the music of Edgard Varese was noted by both
ordinary listeners and professional musicians, including P. Dusapin and P. Boulez. The lat-
ter spoke about the convergence of Varese's orchestral Arcana (from the Latin “Arcanum”
which means “mystery”) with the personality of the composer. Dusapin understood this
mystery not as a sound, but as a technique by which it was created. He considered the world
of analytical understanding of Varése’s music to be “closed”.

The composer, as is known, did not write autotheories or similar works that would
make it possible to more accurately judge the compositional and technical side of his com-
positions. This, in turn, gave rise to several analytical concepts, directed, to a greater extent,
to the most fundamental, pitch side of Varése's musical organization. The first theoretical
work on the music of Varése belongs to A. Wilheim, where the author proposes the idea of
a “basic formulae”, a “the fith-tritone scale model” and a “central chord”. Another theory
based on «note-groups» was suggested by P. Clayton. The analytical concept of J. Bernard,
the author of a monograph on Varese, proposes a theory of “processes and basic construc-
tion”. At the same time, there are doubts when assessing the effectiveness of the regularities
they derived and the method of analysis.

In the light of domestic theory, Varese’s sound thinking meets the main rules of har-
mony of the 20th century with its twelve-tone nature, freedom of dissonance and individual-
ity of functional relations. The basis of Varese's music in the pitch aspect is hemitonics,
which is realized in vertical, horizontal and diagonal forms. The composer was inclined to
use massive sound formations and elaborate timbre. From here, special formulas of texture-
harmonic presentation are formed, expressed in the form of “timbre-interval segmentation”.
This is consistent with the compositional principles of Varése, who said that “the timbre
should draw the outline”.

Keywords: Edgard Varese, theory of modern composition, harmony, technique of
musical composition
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LE BAL DES BLANCHISSEUSES BIJAJUMUPA JYKEJIBCKOI'O:
«MIO3UK-XOJUUI» — BAJIET B UETBIPEX YACTSAX

B noxnane oOcyxaroTcsi KOMIIO3UIIMOHHBIE U KaHPOBBIE OCOOEHHOCTH MY3bIKH 0a-
nera Le Bal des Blanchisseuses («ban mpaueky), HanucanHoi Bmagumupom Jlykenbckum
B 1946 romy nns baneroB Enucelickux mnoneil. B xopeorpapum Pomana Iletu, xots
U BKJIIOUaBIIEH B ce0sl 3JI€MEHThl KJIACCHYECKOTO TaHIa, aKIEHT ObLI CAeNIaH Ha ICTETHKE
MIO3UK-XO0JUIa; BEIYIIyI0 MapTHIO MCHONHWIA apTUCTKa kabape «bam TabGapen» danusimb
Hapmanc. Ilpurmamenne J{ykeIbCKOTO B Ka4ECTBE aBTOpPa MY3BIKH OOBSICHSIOCH, C OJHOM
CTOpPOHBI, €r0 3HAKOMCTBOM M MPEKHUM ONBITOM coTBopuecTBa ¢ bopucom KoxHo (xymo-
KECTBEHHBIM PYKOBOJMUTEINIEM TPYIIILI U aBTOpOM JHOpeTTo «bana mpauek»), a ¢ qpyroi —
penyTauuen yCIemHoro KOMIO3UTopa pa3BiIeKaTeIbHON My3bikd. Ha3zBanust HomepoB «ba-
Ja mpayvek» OTChUIAIOT Kak K Kiaccuueckomy Oanety («lla-me-me»), Tak M K «JIETKOMY»
xaHpy («bmro3»); My3bika, HaIPOTHUB, 00JAAET CTUIEBBIM U UHTOHALIMOHHBIM €JUHCTBOM.
CaM KOMITO3UTOpP Ha3BaJl MAPTUTYPY «OOJIETYCHHOW», UMES B BUJY ameUISAIUI0 K Xapak-
TEPHBIM JJII MIO3UK-XOJUIa «O0mMM MecTam». B cpaBHeHuu c Oosiee paHHUMH OaneTamu
Hyxkenbckoro («3epup u dnopa», «OOuecTBeHHbIE cabl»), «bail mpadyek» HEOObIYEH B
TUTAaHE KOMITO3UIIMOHHOTO penieHus. OH COCTOUT U3 YEeThIpeX HOMEPOB, (PYHKIIMH KOTOPBIX
COOTBETCTBYIOT YacCTSIM KJIACCHYECKOTO0 CHUM(OHHYECKOTO IHKIA. IJTO OOCTOSTEIBCTBO
MIPUBJIEKAET BHUMAaHUE, MOCKOJbKY JlyKenbCkuil, Oy Tydn aBTOpOM Tpex cuM(OHUt (TpeThs
OblJIa HamMCcaHa B OJIMH TOJ] ¢ 00CYK/1aeMbIM OaJeTOM), HUKOT/Ia HE TTO3UIIMOHUPOBAT ceOs
kak cuMpoHuct. B ornuune ot Ponana Iletn [lykenbckuil B TO BpeMsl peIIMTENBHO pasrpa-
HUYUBAT «CEPHE3HYIO» M «JIETKYIO» MY3bIKy. TeM mpumedarenbHel, 4To, co3/aBasi OajeT-
HYI0 MAPTUTYPY, COOTBETCTBYIOUIYIO CTHIIMCTUKE MIO3UK-XOJUIA, OH CMOJEIUPOBaI CUMQO-
HUYeckui 1uki. BMmecrte ¢ TeM cuMdoHus kak «abCONOTHAsS» MOJENb OKa3bIBAETCS CO-
3By4yHa BHEBPEMEHHOMY M BHEIMYHOCTHOMY CIOKeTy Oarnera. B gokmaze, Hapsamxy
C My3bIKQJIbHBIM TEKCTOM Oarnera (PyKONMMCHOM MApTUTYpPOM U HU3JAAHHBIM KJIABUPOM)
Y UCTOPUYECKMMM JOKYMEHTaMU O HEM, MNpPUBJIEKaIOTCA MapTuTypbl BTopoir u Tperwei
cuM(pOHUM, a TaK)Ke JOCTYTHbIE aBTOPY HOTHI O0Jiee paHHUX 0aIeTOB.

KuaiwueBble ciaoBa: Buamumup Jlykensckuii, Bepnon [liok, «Le Bal des
Blanchisseuses», «ban npadek», «cumpoHn3M», OaneTHass My3blka XX BeKa, KOMIIO3UTOP-
CKO€ MBIIICHUE

LE BAL DES BLANCHISSEUSES BY VLADIMIR DUKELSKY:
“MUSIC HALL” — BALLET IN FOUR MOVEMENTS

Author discusses compositional and generic aspects of Vladimir Dukelsky’s music
for the ballet Le Bal des Blanchisseuses (Washewomen’s Ball) which was composed in 1946
for Ballets des Champs-Elysées company. Choreography by Roland Petit, although includ-
ing some classical ballet elements, at the same time accented music hall aesthetics while the
leading role was danced by Danielle Darmance, Bal Tabarin cabaret dancer. Dukelsky was
invited as the ballet composer, firstly, for his previous experience of ballet collaboration
with Boris Kochno (then artistic director of Ballets des Champs-Elysées and librettist of Le
Bal des Blanchisseuses), and, secondly, for his reputation as successful songwriter. The
numbers of Le Bal refer to classical ballet (Pas de deux) as well as to light music (Blues).
Music, on the opposite, is stylistically and internationally homogeneous. Dukelsky himself
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qualified his score as «facilitated» having in mind idioms which were typical for music hall.
Composition of the Le Bal des Blanchisseuses is unusual in comparison with Dukelsky’s
early ballets (Zephyr et Flore and Jardin Public) and includes four “movements” which
functionally correspond to structure of classical symphony. This fact is notable because
Dukelsky, being a composer of three symphonies (the third one was composed in the same
year with Le Bal des Blanchisseuses), never presented himself as “symphonist”. Unlike Ro-
land Petit, Dukelsky vigorously demarcated his own “serious” and “light” music. In this re-
spect it is remarkable that composing stylistically «light» ballet score Dukelsy actually
modelled “classical” symphonic cycle. At the same time “absolute” symphonic model dis-
plays its consonance with the ballet plot — timeless and impersonal. Along with the ballet
score (both orchestral manuscript and printed piano versions) as well as historical docu-
ments about the ballet the author appeal to the scores of Dukelsky’s Second and Third Sym-
phonies as well as scores of his earlier ballets.

Keywords: Vladimir Dukelsky, Vernon Duke, Le Bal des Blanchisseuses, Washer-
women’s Ball, “symphonism”, XXth century ballet music
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BOCTOK U 3AIIAl B OIIEPHBIX HAPPATUBAX XX BEKA:
OT CTOJIKHOBEHUM K 3EPKAJIbHBIM OTPAXKEHUSIM

Onepa nposiBisia HHTEpEC K BOCTOKY Ha MPOTSHKEHUH BCEM HCTOPHUM JKaHpa, OJJHAKO
LEJOCTHBIM B3I/ HAa 3BOJIIOLIMIO €r0 BOCIPUATHS U MHTEPIIPETALIMM O CUX IOp HE Mpea-
npunumainica. OOpamiasch K Haubosnee 3HAYUMBIM —oOfepaM, CBsi3aHHbIM ¢ Kutaem
u Snonueit («Manam batrepdnsity u «Typannor» Jxakomo Ilyuunnu, «Peke Kepibro»
benmxamuna bputrena, «Houn B kuraiickoil onepe» Jlxyaut Beiip), BblIeIMM OCHOBHBIE
Bexu sBosmonnn Bocroka B onmepHeix HapparuBax XX Beka. Omepa-nputdya bpurrena ne
paccMarpuBaliach B JaHHOM pakypce, «Houb B kutaiickoil onepe» Beiip npakTtuuecku He
U3y4eHa, XOTs MONYJIIpHA Ha €BPONEHCKUX CLICHAX.

B onepnbix croxerax Hauana XX cronetus Bocrok u 3anan no TpaauiMu MEPCOHU-
bunupyrorcs, co3aaBas OMHapHOe poTUBOCTOsiHUE. Pe3ynbTatom B «Manam barrepduistiiy
(1903) u «Typanmor» (1926) oka3biBaeTcsi cuMBoIHueckas modena 3amana: [IMHKEepTOH Ty-
o6ut Yno-Yuo-can, Kanad nmoxopsier Typanaor.

Bo Bropoii monosuHe XX Beka OTHOIIEHUE K BOCTOKY MEHSIETCS: OH CTAHOBUTCS 4a-
CTBIO €IMHOTO C 3anajoM KyJbTYpHOTO IPOCTPAHCTBA, BbI3bIBasi MHOIOYUCIICHHbIE IUATIOTH
u otpaxenus. B «Peke Kepawto» bpurrena (1964), ocHoBaHHOW Ha mbece MoTomaca
J3topo «CymunaraBa», KOHQIIMKT JIByX MHUPOB OTCYTCTBYeT. BMecTo Hero BO3HMKaeT OT-
pakeHre BOCTOYHOTO CIOXKETa B 3alaJIHOM HappaTHUBe: COOBITHS NepeHocaTcs B AHruio. B
KAaueCTBE MHCTPYMEHTA JINAJIOTa KyJIbTYp UCIOJIb3YETCSl CONTOCTABIEHUE JIBYX T€ATPaJIbHBIX
CUCTEM: €BPOIEHCKOMN JIMTYpru4yecKord ApaMbl B KpalHUX pa3[enax W SANOHCKOW JpaMbl B
ucropuu besymHon marepu.
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B «Houu B kutaiickoii omepe» Beiip (1987) cuctema «aBOHHOTO HappaTHBay», IO
MBICJIA KOMIIO3UTOPA, 3€PKAIBHO OTpPa)kaeT CTPYKTYpPY MIEKCIUPOBCKOro «lamieray.
«BHenrHee KOabpLo» COCTABISAET KU3Hb HHKEeHepa HYao JIuHA, B EHTpe HaeTcs «BCTABHOM»
criekTakib no nbece 13u [3toascana «Cupota u3 ceMbu Yskao». JlucTaHIus BOZHUKAET HE
Mexy Boctokom u 3amagom, a MEXaAy MOACISIMU €BPOIEUCKON ONepbl B KpallHUX aKTax
Y IIEKUHCKOW OIEepbl — B LEHTPAJIBHOM aKTE.

Takum oOpa3zoMmM, Ha CMEHy HOpPOTUBOOOPCTBY NepcoHM(pUIMPOBAaHHBIX BocToka
1 3anaja OpuXxoJuT KyJIbTyPHBIN YHUBEPCAIU3M U B3aUMHOE OTPAKEHUE JBYX KYJIBTYP.

KuarueBble ciaoBa: Boctok B omepe, omepa XX BeKka, ONEpHbIM HappaTuB,
KyJIbTYpHBIM yHUBepcanusM, «Manam barrepdnaity, «Uno-uno-can», «Typangor», «Peka
Kepnsro», «Houb B kutaiickoit onepe», Jxxyaut Belip

EAST AND WEST IN OPERA NARRATIVES OF THE 20TH CENTURY:
FROM COLLISIONS TO MIRROR REFLECTIONS

The opera has shown interest in the East throughout the history of the genre, but
a holistic view of the evolution of its perception and interpretation has not yet been taken.
Turning to the most significant operas associated with China and Japan (Madama Butterfly
and Turandot by Giacomo Puccini, Curlew River by Benjamin Britten, A Night at the Chi-
nese Opera by Judith Weir), let us highlight the main milestones in the evolution of the East
in opera narratives of the 20th century. Britten’s opera-parable was not considered from this
perspective, Weir's A Night at the Chinese Opera is practically unexplored, although it is
popular on the European scenes.

In opera narratives of the early twentieth century East and West are traditionally per-
sonified, creating a binary confrontation. The result in Madama Butterfly (1903) and Turan-
dot (1926) is a symbolic victory for the West: Pinkerton destroys Cio-Cio-san, Calaf con-
quers Turandot.

In the second half of the 20th century, the attitude towards the East is changing: it
becomes a part of a single cultural space with the West, causing numerous dialogues and
reflections. In Britten's Curlew River (1964), based on Motomasa Juro’s (it TTH) play
Sumidagawa (f&H /), there is no conflict between the two worlds. Instead, there is a re-
flection of the Eastern plot in the Western narrative: events are transferred to England. As a
tool for the dialogue of cultures, a comparison of two theatrical systems is used: the Europe-
an liturgical drama in the out sections and the Japanese Noh drama in the story of Mad
Mother.

In A Night at the Chinese Opera by Weir (1987), the “double narrative” system, ac-
cording to the composer, mirrors the structure of Shakespeare’s Hamlet. The “outer ring” is
the life of the engineer Chao Lin, in the center there is an “inner” performance based on the

play by Ji Junxiang ({28 B4#F) The Orphan of Zhao (&FCHI/L). The distance does not arise

between East and West, but between the models of European opera in the out acts and Pe-
king opera in the central act.

Thus, the confrontation between the personified East and West is being replaced by
cultural universalism and mutual reflection of the two cultures.

Keywords: Orient in opera, 20th century opera, opera narrative, cultural universal-
ism, Madama Butterfly, Turandot, Curlew River, A Night at Chinese Opera, Judith Weir
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®EHOMEH INPOU3BEJIEHUSA B YCJIOBUAX MUHUMAJIN3IMA

MHorue TpaJAuIMOHHBIC KaTErOpUU €BPOIEHCKON TpodecCHoHaIbHON KOMITO3UTOP-
CKOM My3bIKM ObUIH CYIIECTBEHHO IpeoOpa3oBaHbl BO BTOPOH MoJ0BHHE XX BEKa B Pe3yJib-
TaTe MOCJIEI0BATEIIbHBIX IKCIIEPUMEHTATOPCKUX UCKAHUN KOMIIO3UTOPOB aBaHTapaa. OgHa
U3 HUX — MYy3bIKaJlbHOE Tpou3BeleHue. B mokmaze OyayT paccMOTpEeHbI OCOOCHHOCTH
(YyHKIMOHUPOBAHUS TIPOU3BEICHUS B YCIOBUIX MUHUMaTU3Ma. OHU OMHICHIBAIOTCS B COOT-
BETCTBHH C MIPU3HAKAMH, XaPaAKTEPU3YIOMNUMHU 3Ty (HOPMY CYIIECTBOBAHUS MY3BIKU: HAJIH-
Yhue HWHIWBHUAYaJbHOTO aBTOPCKOTO 3aMbIClia, 3aBEPIICHHOCTh M BBICTPOCHHOCTH
B IIPOCTPAHCTBE M BPEMEHU B BUJE KOMITO3UIIMH, 3aITUCh B HOTHOM TEKCTE C HEOOXOIUMOM
U JIOCTAaTOYHOM IMOJHOTOM, COXpaHEHUE UACHTUYHOCTH MPU JaTbHEUIINX BOCIPOU3BEACHH-
X, nuddepeHIIUpOBaHHBIA TUT KOMMYHHKATUBHOM CUTyalud. MUHUMATUCTCKUE OMYChI
MO-TIPEeKHEMY (UKCUPYIOTCS B HOTHOM TEKCTE, KOTOPOMY HEYKOCHUTEIBHO JOJIKEH CJIeIO-
BaTh MCIIOJIHUTENb, HCKITFOYAIOT UMITPOBU3AIMIO U (DYHKITMOHUPYIOT B paMKax «apTUQuIu-
QITBHBIX» CIMIOCOOOB KOMMYHHKAIMU. OJTHAKO TIPH STOM OTCYTCTBYET KOMIO3UIIMOHHAS Op-
raHu3alusi My3bIKH, a HOTHBIH TEKCT PEaylHUpPYeTCs 10 «yKa3aTelbHOro 3Haka». Pemiaro-
Iyl0 pOjb B MNPeoOpa3oBaHUU KATETOPUH «IIPOU3BEACHHE» 3]IeCh HWIrpaeT JSCTETHUKa
Y TEXHUKAa KOMMO3WIMHU. PeanmusyeMble 4epe3 PEneTUTUBU3M IPUHIMIIBI HEACHCTBUSA U
npeObIBaHUsl, OECKOHEUYHOCTU E€JUHOTO, HE COCTOSINEr0 M3 4acTed, «0e3’MMITyJIbCHOTO)
JBIKEHUSI BO BPEMEHH, HE UMEIOIIEM ITPOIILJIOTO U OyayIero, BUAOU3IMEHUIN 3Ty JOMUHU-
PYIOIIYIO Ha MPOTSHKEHUHU HECKOIBKUX BEKOB (pOpMy CyIIeCTBOBaHUs COunHEeHHs. [1o HeKo-
TOPBIM TapamMeTpaM (HEMOJHOE COOTBETCTBHE HOTHOIO TEKCTa «MY3bIKAJIIbHO-3ByKOBOMY
MPEAMETY» KOMIO3UIIMH, BHICOKAsl CTETIEHb UCIIOIHUTENBCKON HHUIIMATUBBI B OpraHu3aliu
MY3BIKQIHHOTO MPOIIecca) MUHUMAIMCTCKUNM OMyC OOHApY>KMBAeT CXOJCTBO C (opMamu
CyIIECTBOBAHUS CTAPUHHOU MY3bIKH.

KarwueBble cioBa: MWHUMAJIN3M, MY3bIKAJIbHOC IIPOU3BCACHUC, aBaHTapJ, TCXHUKA
KOMIIO3UIINH, (1)opMa CymCCTBOBAHUA MY3bIKHU, IIPU3HAKH IIPOU3BCACHUA

THE PHENOMENON “MUSICAL WORK?” IN THE MINIMALISM

Many traditional categories of European professional compositional music were
transformed in the second half of the twentieth century as a result of e experimental searches
of avant-garde composers. One of them is a musical work. The report will consider the fea-
tures of the functioning of the work in the minimalism. They are described according to the
following characteristics: the presence of an individual author's idea, the presence of a form,
written fixation with the necessary and sufficient completeness, preservation of identity dur-
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ing further reproductions, a differentiated type of communicative situation. Minimalist
opuses are still fixed in the musical notation, which the performer must follow, exclude im-
provisation and function in the terms of “artistic” communication methods. However, there
is no compositional organization of the music, and the musical text is reduced to an “index
sign”. Aesthetics and technique of composition play at important role in the transformation
of the category of “work” here. The principles of inactivity, the infinity of non-partless,
movement in time, which has no past and no future, realized through repetitive method,
have modified this dominant form of the existence of the composition for several centuries.
According to some parameters (incomplete correspondence of the musical text to the “sound
subject” of the composition, a high degree of performing initiative in the organization of the
musical process), the minimalist opus similarities with the forms of existence of ancient mu-
sic.

Keywords: minimalism, musical work, avant-garde, composition technique, form of
existence of music, signs of the musical work
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«METAMOP®O3bI» P. LITPAYCA:
CIHEIUPUKA MY3BIKAJIBHOI'O HAPPATUBA

B crarbe paccmarpuBaroTCs NPUHLMINBL HappaTUBHOro MbinuieHus P. [Itpayca
B «Metamopdo3zax» (1945) — coumHeHuwM I IBAIIATH TPEX CTPYHHBIX HHCTPYMEHTOB.
Kommnoszurop, pa3zsBuBas u mpeoOpa3oBbiBasi My3bIKaJIbHBIA MaTepHall, BEJET MOBECTBOBA-
HUE, BOIUIONIAsl TPaypHO-CKOPOHbIE YyBCTBA MO MOBOY HEBOCIOJIHUMOM YTpaThl KyJIbTYp-
HBIX MaMATHUKOB ['epmanuu u ABcTpuu (BO BpeMs BTopoil MupoBoil BOIHBI paspylieH
MionxeHckuii Teatp, Jpesnenckas, bepnunckas, Benckas omepa, nqom ['ére). OcHOBHOIM
¢boKyc BHUMaAHUS B CTaThe COCPEIOTOUYCH HA aBTOPCKHUX CIOCO0ax pabOThI ¢ TEMATHYECKUM
MaTtepuaaoMm, KoTopbeie Obuth chopmupoBansl llITpaycom B mpeaniecTByOMMUX cuMpoHuYEe-
CKMX COUMHEHHUSIX, a4 TAK)KE HA MHTOHALMOHHOM ApaMarypruu. Tak, tema TpaypHoro mapma
u3 Tpetweit cumponnn beTxoBeHa CTaHOBUTCS OCHOBOW MY3BIKaJIbHOTO MaTepHalia, BKIIO-
4asich M KaK LIUTaTa, 1 KaK MOTUBHO-UHTOHAIIMOHHOE SIAPO KITIOYEBBIX TeM «MeTamopdo3s».

P. tpayc, packpbiBasi CMBICIOBYIO Het0 MeTaMopho3 («npespawjenuey, «npeobpa-
308anuey, «npeodpadicenuey), BRICTpAaUBACT pa3BUTHE MaTepuana Tak, YTO U3 OJAHOTO UHTO-
HaIIMOHHO-TAPMOHHMYECKOTO sijpa (MEepPBbIX TAKTOB COYMHEHHS) BHIPACTAIOT OCTaJbHbIC WH-
TOHALINH, ABJIAIOIIMECS «MeTaMopdo3zamu» nepBoil. Takum 00pa3oM, HappaTUB pacKphiBa-
€TCsl KakK IeTb peoOpa3oBaHui UCXOIHOTO sJpa.

ITogxon ¢ mo3uuuii TEOpUM HappaTUBa MO3BOJIIET MPOAHAIM3UPOBATH I10CIENOBA-
TEJTBLHOCTh MY3bIKAJIbHBIX COOBITHI «MeTtamMopdo3» B UX B3aUMOACUCTBUHU, YTIyOJssich B
NOIPOOHOCTH KOHIIETIIIMM COYMHEHMsI, TIOCBAIIEHHOTO YXOJAy LEJION 3MOXU — TMO3AHEpO-
MaHTHYECKOI aBCTPO-HEMEIKON MY3bIKAIbHOU KYJIbTYPBI.
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Kuarwuebie ciaoBa: P. llltpayc, Meramopdo3bl, My3bIKaJIbHBIM HappaTuB, cUMQO-
HUYECKas My3blKa, IPOTPaMMHast My3blKa, TPAYPHBIA MapIil

METAMORPHOSEN BY RICHARD STRAUSS:
THE SPECIFICITY OF THE MUSICAL NARRATIVE

The principles of narrative thinking by R. Strauss in Metamorphosen (composition
for twenty-three string instruments) are discussed in the article. The composer, developing
and transforming the musical material, narrates, embodying mournful and mournful feelings
about the loss of irreplaceable cultural monuments of Germany and Austria (due to the
events of the Second World War, the Munich theater, the Dresden, Berlin, Vienna Opera,
Goethe’s house were destroyed). The main focus of attention in the article is focused on the
author’s ways of working with thematic material, which were formed by Strauss in his pre-
vious symphonic compositions, as well as on intonational dramaturgy. Thus, the quotation
of Beethoven's symphony (in the symphonic poem Ein Heldenleben op. 40), already used
by the composer, is again the basis of the musical material, when the theme of the funeral
march of Beethoven's Third Symphony is included both as a quotation (in the code of the
composition) and as a motive-intonational core of the key themes of Metamorphosen.

R. Strauss, revealing the semantic idea of metamorphoses (“transformation”), builds
the development of the material in such a way that from one intonational-harmonic core (the
first measures of the composition) other intonations grow, which are “metamorphoses”
(“transformation”) of the first. Thus, the narrative is revealed as a chain of transformations
of the original core.

The approach from the standpoint of the theory of narrative allows us to analyze the
sequence of musical events of the Metamorphosen in their interaction, delving into the de-
tails of the concept of the composition dedicated to the passing of an entire era - the late
Romantic Austro-German musical culture.

Keywords: R. Strauss, Metamorphosen, musical narrative, symphonic music,
program music, funeral march
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TEMATHUYECKHUE U CTPYKTYPHBIE TIPOLHECCHI
B IYACTHU COHATBI BETXOBEHA OP. 101:
K BOITPOCY O HAPPATUBE U APXUTEKTOHHUKE

W3 Bcex kiaccuueckux (opM COHATHAasi, MOXKalyH, Hanboyiee SIPKO JAEMOHCTPUPYET
OMIO3UILIMIO TPUHIUIIOB apXUTEKTOHUKU U HappaTUBHOCTU. C OJHOW CTOPOHBI, OHA Mpea-
CTaBJII€T COOOM CTPOMHYIO KOHCTPYKLHIO, KOTOPYIO OpPraHU3YyIOT JKECTKHE TOHAJIBHO-
rapMOHMYECKUE 3aKOHOMEPHOCTH U yCTOsIBIIasiCsl cucTema kaaeHuil. C npyroi xe, ocodast
BHYTPEHHSISI TPOIECCYATBHOCTh 3TOM (OPMBI TO3BOJSIET OOHAPYKUTh B HEU CXOJCTBO
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C JINTEPATYPHBIM COYMHEHUEM. B HEll eCTh HEKHI CIOKET, BBICTPOCHHBINM, KaK U3BECTHO, HA
OCHOBE TEMaTHYECKOTO KOH(IHMKTA, KOTOPBIA pa3BUBAETCS HA MPOTSHKEHUU Bcel (Hopmbl
Y IPUBOJUT K ONPEJEICHHOMY XYy/10KECTBEHHOMY UTOTY.

WuTepecHblld TpUMEp COOTHOIICHUSI apXUTEKTOHWKMA M HappaThBa MOXKHO HAOIIO-
naTh B niepBoit yactu coHatsl Ne 28 A-dur (op. 101) JI. Ban berxoBena. OHa He pa3 npuBJie-
Kaja BHUMaHHE UCCIIE[OBaTeNed Kak SpPKUM OpuUMep TPAaKTOBKM COHAaTHOW (OpMBI
B MIO3JHUI1 MepUOJI TBOpUYECTBA KOMIIO3UTOpa. OTMeUasi B HEM MMOBECTBOBATEIBHOCTD U3JIO-
YKEHUS, TeKy4eCTh, OTCYTCTBHME UETKHUX BHYTPEHHUX TPAHUI], YUYCHbIC H3Jarajii HEPEIKO
IIPOTUBOTOJIOKHBIE B3IVl HA €€ ApaMaTypruro. BeiienuM cpeaym OCHOBHBIX OTCYTCTBHE
tematudyeckux koHtpactoB (FO.H. Tronun, JI.B. Kupunnnna), HenpepslBHOE HHTOHAIIMOH-
HO€ OOHOBJICHHE, MPOTHUBOCTOSAIIEE TEMATHUYECKON «MoHHCTHYHOCTW» (Bi1. [IpoTomnomnos),
HAKOHEII, SIBHbII KOHTPAcT MPOTHUBOIIOJOKHBIX TOINOCOB, MPUBOJAIINNA K BOZHHUKHOBEHUIO
«JIpamMaTH4ecKuX MOMEHTOB kpusuca» (P. Xarren). CKIOHSSACH K MOCTIEAHENH TOYKE 3pECHUS,
aBTOp JOKJIaJa paccMaTpuBaeT (opMy MepBOi YacTu 28 COHATHI B pyclie IelcTBUS TOH]a-
oynel (Tepmun P.H. bep6epoBa), xapaktepusytoliei CKpbIThIe, CBOETO POJia MUKpOIpama-
TypPrAYECKHE TPOLECCHl B COYMHEHUN U JEMOHCTPHUPYIOIIEH €ro HappaTHUBHOE CBOMCTBO.
Jlpyroii acrekT aHanu3a, CBSI3aHHBIA ¢ TOUCKOM (POPMBI BTOPOTO IJIaHa, BHISBISET KOPPEK-
TUPYIOLLYIO TEHJEHIUIO B KOMIIO3UIMHU, KOTOPAsi 3aKJIF0YAETCS B «CKPEIUICHUW) CIOKHBIX U
M3MEHUYUBBIX JApaMaTypruyeckux MPOIECCOB B apXUTEKTOHUYECKH CTPOHMHYIO KOHCTPYK-
LHIO.

KiaroueBbie ciaoBa: berxoBeH, conara op. 101, xoHdnukTHas npamaryprus,
ToH(pabysa, UHCTPYMEHTaJIbHasl CTPO(QUUHOCTh, HAPPATUB, APXUTEKTOHUKA

BEETHOVEN’S PIANO SONATA OP. 101, MOVEMENT 1:
NARRATIVE VS ARCHITECTONICS

Of all the classical forms of music, a sonata is, perhaps, the most illustrative when it
comes to the opposition of narrative and architectonics. On the one hand, sonata form is an
elegant structure shaped by rigid tonal and harmonic laws and a well-established system of
cadences. On the other hand, its specific internal processes make it very similar to a work of
literature. It has a plot that revolves around a thematic conflict evolving throughout the
length of the form until it reaches a certain artistic result.

An interesting example of the interaction between narrative and architectonics is
Movement 1 of Beethoven's Piano Sonata No. 28 in A major, Op. 101. This sonata has been
the focus of numerous scholars as an illustrative example of form that marks the beginning
of Beethoven's final period. They have highlighted its narration, fluidity, and lack of clear
internal boundaries. However, they would often share opposing views on its dramaturgy.
Thus, Yu.N. Tyulin and L.V.Kirillina underscored a lack of thematic contrasts;
V. Protopopov wrote about the constant renewal of intonation juxtaposed to the monistic
character of thematic development; R. Hatten pointed out at the contrast of the two oppos-
ing toposes that “create dramatic moments of crisis”. The paper shares Robert Hatten’s per-
spective and describes the form of Movement 1, Op. 101 as the domain of tone fabula
(R.N. Berberov’s term). This approach allows to indicate hidden microdramaturgy of com-
position while revealing its narrative character. Another aspect of analysis related to the
search of a background form identifies a compositional trend for adjustment, where com-
plex and ever-changing dramaturgy is “glued” to produce an elegant architectonic structure.
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Keywords: Beethoven, sonata op. 101, conflict dramaturgy, tonfabula, instrumental
strophicity, narrative, architectonics

OIIEPA HA DKPAHE / OKPAH B OIIEPE:
K ITPOBJIEME BU3YAJIN3ALIUU CIOKETA

Paznuunbie mpueMbl ¥ (QOpMBI TEpPEHECEHUs OMEPhl HA DKpaH HM3BECTHBI YXKe
c Hayama XX crojnetus. Tak, punem «Dayct B axy» (1903) ogHoro u3 3aunHarenei KuHe-
maTorpada, ¢ppaniry3ckoro kunopexxuccepa JK. Menbeca, ObUT BAOXHOBIICH J[paMaTHUYECKON
nerengont «Ocyxaenne @aycray I'. bepnuosa. Jlanee mocienoBanu GuibMbI-OTIepbl, GUITh-
MBI-KOHLIEPTHI C ONEPHBIMU U OAIETHBIMU (PparMeHTaMH, 3aMMCU CLEHUYECKUX BOILIOIIE-
Hul oniep. Bo BTOpO OJOBUHE CTONETHS MOSBWINCH KOMIIO3UIMH, OCHOBAHHBIE HA HOBOM
TUTIE CUHTE3a UCKYCCTB, O0BEIMHSIONINE BO3MOXKHOCTH KHHEMaTorpada, TeneBuaeHus, My-
3BIKU U PA3IUYHBIX (POPM JIMTEPATYPHOTO TBOPUECTBA —TeEJI€-, BUACO- U MEIUAOTIEPHI.

[TapannenbHO B My3bIKaJIbHOM T€aTpPe LIEJ MPOLECC «BHEAPEHUS» IKPAHHBIX HCKYC-
CTB, HAUaBIIUNCI OPUEHTHUPOBOUHO Ha pyoOexke 20-x — 30-x. B 1930 roay B pa3HbIX cTpaHax
HE3aBUCHUMO JAPYT OT Apyra ObLIM OCYIIECTBICHBI ONIEPHbIE TOCTAHOBKU C UCIOJIH30BAHUEM
kuHonpoekuit: «Xpucrtopop Komym6» 1. Muiio (bepnun) u «J[)KOHHH HaurpbIBacT»
3. Kmeneka (Kuep). BaxxHbIM nieproioM JiJIsi aKkTUBHOTO BKIIFOUEHHUS SKpaHa B ONEpy CTa-
HOBATCS 1960-¢ To/BI, KOrJa B TBOPYECTBE Pa3HBIX TeaTpPajIbHBIX JesITeNeH (hopMupyercs
KOHUEMIMS «TOTAIbHOTO Teatpa». Hampumep, b.A.l{lummepMaHH XapakTepu3yeT CBOIO
onepy «Conmatel» (mpembepa 1965) kak «maH-aKyCTUYECKHID» MYy3bIKAJIbHBIA TeaTp, 00b-
SAVHSIONINI BBIPA3UTEIILHOCTD YEJIIOBEUECKOM peuH, reHue, 0aneT, MaHTOMUMY, U300pa3u-
TETHHOE UCKYCCTBO, KHHO U MarHUTO()OHHYTO 3aIiCh.

Bce aTi nmponecchbl B TOM WM MHOM Mepe NPEABOCXUTHWIN MOSBICHUE B OIIEPHOM Te-
atpe Hayana XXI Beka udpoBbix TexHojorui. [loHauany 3aMeHUB KUHO- M BUIEOCPEICTBA
B CcIieHOTrpaduu, OHU MMOCTETIEHHO 3aXBaTHJIM BCE MPOCTPAHCTBO OMEpHOro crekrakis. Ho-
BbId (JEHOMEH B MY3BIKaJIHLHOM TEaTpE MOCJIECIAHUX JIET HOCUT HAa3BAaHUE UJKUTAJ-OMEPHI,
peanuszyeMor B pa3zHooOpaszHbIX (hopMmaTax OT HMUPPOBOTO «O(POPMIICHHS» KIACCUYECKHUX
COUYMHEHUH 10 CO3JaHUsl YHUKAJIbHBIX, HE MMOBTOPSIOLUINUX APYT ApYyra ONEpHbIX IUJKUATAI-
MIPOEKTOB.

OcymiecTBisis KpaTkuii 0030p ucTopud U (HOpM B3aUMOJCHCTBHS OINEPHI U dKpaHa,
aBTOP 3aJIa€TCSl BOMPOCOM: KaKOBBI (DYHKIIMHM SKPAaHHOM BH3yallM3allMM 1LIEJIOTO OMEPHOIO
CIIEKTAaKJIS WU €T0 OTICIIBHBIX KOMIIOHEHTOB M KaK OHU pa0OTaIOT HAa BOCIIPUATHE CIOXKeTa?

KiaroueBble cioBa: TOTajdbHBIA TeaTp, KUHOKaApbl B omepe, (uibM-omnepa,
Meauaornepa, nudponas onepa

VISUALIZING THE PLOT: OPERA ON SCREEN VS A SCREEN IN OPERA

Adapting opera for screen through a range of forms and techniques was already
a common practice as early as the beginning of the 20" century. Thus, in 1903, Georges
Mélies, one of the early pioneers of cinema, produced The Damnation of Faust, a film in-
spired by the namesake dramatic legend by Hector Berlioz. This was followed by opera
films, concert films with fragments of opera and ballet, and recordings of staged opera per-
formances. The second half of the 20" century saw the emergence of a brand-new genres
embracing cinema, television, music and literature — tele, video and multi-media operas.
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At the same time, starting with the turn of the 1920s-1930s, musical theatre was
gradually adopting screen arts. In 1930, two countries independently produced operas fea-
turing screen projections — Christopher Columbus by Darius Milhaud was shown in Berlin
and Jonny Strikes Up by Ernst Krenek in Kiev. The 1960s became a milestone as using a
screen in opera was gaining more and more momentum. It was then that the concept of “to-
tal theatre” emerged. Describing his opera The Soldiers that premiered in 1965,
B.A. Zimmermann calls it a panacoustic musical theatre that combines the expressiveness of
human speech, singing, dancing, ballet, pantomime, fine art, cinema and tape recording.

Each of the above contributed in its own way to the adoption of digital technology by
the 21% century opera. Initially replacing cinematic and video techniques, digital tools grad-
ually penetrated all the dimensions of opera. The new phenomenon that has been on the rise
over the past few years is now known as digital opera. It is implemented through a range of
formats starting from digital “touches” added to classical works to the development of orig-
nal digital operatic projects.

The paper provides a brief overview of the history and forms of interaction
common for opera and the screen. Naturally, a question begs itself. It concerns the functions
of a screen-based visualization of an opera or its specific components and the impact it pro-
duces on the perception of the plot.

Keywords: total theatre, film frames in opera, film-opera, media opera, digital opera
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YBEPTIOPA VS PEXXUCCYPA: K BOITPOCY O )KAHPE U ®OPME
B PYCCKOM JPAMATHYECKOM TEATPE XX BEKA

@dopMma yBEpTIOPHI B )KaHPE MY3bIKH K IPaMaTUYECKOMY CIIEKTAKIIIO Pa3BUBAJIACH HA
npoTsbkeHnn XIX cToyeTusi CMHXPOHHO W aHAJOTWYHO COOTBETCTBYIOUIMM (PeHOMEHaM
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B OIlepe M IMPOrpaMMHOM KOHLIEPTHOW My3bIke. My3bIKaibHOE COJIEPIKaHUE CaMOoro 1o cede
BBOJHOT'O MHCTPYMEHTAJIBHOIO pa3jieda U €ro CBA3U C APYTMMH HOMEpPaMHU MY3BIKH CIIEK-
TaKJIsl UMENU OOJbIIIOe 3HAYEHHE, MPEKIe BCEro JUIsl KOMIIO3UTOpA, HO U JJIS Tearpa, uTo
3aduKcupoBaHo eme B Te3nucax «l'amOyprckoit apamaryprum» I'. Jleccunra. C nosiBiIeHHEM
TaK Ha3bIBAEMOT0 «PEKHUCCEPCKOT0 T€aTpa» OTHOLIEHUE K YBEPTIOPAM B ApaMe paJauKalbHO
nepeMeHwI0ch. Ha npumepe 0oTeueCcTBEHHON MPAKTUKU IIEPBBIX ABYX AecsaTuieTui XX Be-
ka (B mocranoBkax MXT, crymmu Ha Odunepckoii, KamepHoro tearpa u nap.) MOXKHO
Ha0JII0/1aTh, KaK MY3bIKaJIbHbIE MTPeaMOYJIbl Ha Pa3HBIX dTalax, OT «3aKa3a» MY3bIKH JI0 IO-
TOBOM M JJa)K€ BBIIMYIIEHHON paOOThl, HEMPEKIOHHO U3bIMAJINCh U3 KOMIUIEKCOB 3BYKOBOTO
conpoBoxJeHus. [Ipn 3TOM HEHyXHBIH B PEXHUCCEPCKON KOHLEMNIMM IPENBAPUTEIbHBIN
0eccIOBECHBI HAPPATUB HEPENKO KOMIIEHCHPOBAJICS IOCIECIOBUEM: IMPH COKpAIICHUU
YHCJIa yBEPTIOP 3aMETHO HApacTaeT YUCIIO BBOJUMBIX MYy3bIKaIbHBIX JNUI0roB, GUHAIOB U
T. 1. AHAJIOTMYHbBIE SIBJIEHUSI MOXKHO HAOJI0JaTh B IpaMaTUYECKOM M MY3BIKaJIbHOM TeaTpe
(omepe, OGanere) Tex ke JeT no Bcemy mupy. C cepenunbl 1920-x TenaeHuus npuodperaer
oOpaTHbIi BeKTOp. Bo MHOroM noj1i BIUSIHMEM 3KCIIEPUMEHTOB C ONEPOil, a TaKKe HapacTa-
HUSl HEOKJIACCUYECKUX TEHJEHIUH MOCTAHOBIIMKM HAYMHAIOT MpuUOerarb K MHCLIEHUPOBKE
YBEPTIOPBI, POKIAETCS CLiEHHYecKas (opmMa Tak Ha3bIBAEMON «PEXKHCCEPCKONW HOBEILIBI)
(repmun M.O. KneOenb) Ha My3bike. BeneacTsue 3Toro BO3HUKAIOT HOBBIE TPeOOBAaHHUS U
MOKEJIAHUS K KOMITIO3UTOpaM, 3aMETHO M3MEHSETCsI O0JIMK CO37jaBaeMbIX Ha pyoexe 1920—
30-X romoB TeaTpaJbHBIX OPKECTPOBBIX BCTYIUIEHHM, YTO B CBOIO OYEPEb OKa3bIBAET BIIMS-
HHUE Ha OIepy, MPOrpaMMHO-CUM(OHUYECKUE KaHpPbI U OaneT. OTpakaeTcst 3Ta TeHACHLIUS
¥ Ha My3bIKe B KHHeMartorpade, TJe MpoJobKaeT pa3BUBATHCSA M TOcie Toro, kak B 1940-x
KOMITO3UTOPCKOE TBOPYECTBO B c(pepe ApaMaTUUYECKOTo TeaTrpa TepseT NPEKHIOK 3HAYM-
TEIBHOCTb.

KuroueBble ciioBa: yBepTiopa, pexuccypa, ApaMmarudeckuid Teatp, CTaHUCIABCKUH,
Hemuposuu-/lanuenko, Meriepxonb

OVERTURE VS STAGE DIRECTING: ON THE QUESTION OF GENRE AND
COMPOSITION IN TWENTIETH-CENTURY RUSSIAN DRAMATIC THEATRE

The form of the overture in the genre of music for the dramatic production developed
throughout the 19th century synchronously and similarly to the corresponding phenomena
in opera and programme concert music. The musical content of the introductory instrumen-
tal section itself and its links to other musical numbers in the play were of great signifi-
cance, first and foremost for the composer, but also for the theatre, as was documented in
Lessing’s Theses of the Hamburg Dramaturgy (Hamburgische Dramaturgie). With the
emergence of the so-called “director’s theatre”, the attitude towards overtures in drama un-
derwent a radical change. Russian practice in the first two decades of the 20th century (in
productions by the Moscow Art Theatre, the studio at Offitserskaya, the Chamber Theatre
and others) demonstrates how musical preamble sequences were inevitably excluded from
soundtrack complexes at various stages, from “commissioning” music to finished and even
produced works. At the same time, a pre-wordless narrative, unnecessary in the director's
concept, was often compensated for by an afterword: while the number of overtures was re-
duced, the number of musical epilogues and finales, etc., was noticeably increased. Similar
phenomena can be observed in dramatic and musical theatre (opera, ballet) of the same
years throughout the world. Since the mid-1920s the trend has been reversed. Largely under
the influence of experiments with opera, as well as the rise of neoclassical tendencies, stage

73



(% : ; %,

directors begin to resort to staging overtures, and a stage form of the so-called “stage novel”
(M.O. Knebel’s term) on music is born. This led to the emergence of new demands and re-
quirements for composers, and a considerable change in the appearance of theatrical orches-
tral introductions created at the turn of the 1920s and 1930s, which in turn influenced the
opera, the symphonic programme genres and the ballet. This trend is also reflected in music
in the cinema, where it continues to develop even after the composer's work in the sphere of
dramatic theatre loses its former significance in the 1940s.

Keywords: overture, stage directing, drama theatre, Stanislavsky, Nemirovich-
Danchenko, Meyerhold
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OKYHEBA Exkartepuna I'ypbeBHa
00KMOP UCKYCCMBOBEOCHUS,
npogeccop kagpeopvl meopuu
MY3bIKU U KOMROSUYUL,

UHCTPYMEHTAJIbHBIA KOHIIEPT B TBOPYECTBE BEHTA CEPEHCEHA

B TBOpuecTBe coBpeMeHHOro gaTckoro kommnosuropa benra Cépencena HHCTpYMEH-
TaJbHBIA KOHIIEPT 3aHUMAET JUAMpYIOUIlee MOoJIoKeHHE. MY3BIKAHTOM CO3/1aHO BOCEMb
KOHLIEPTOB U PsJl OPKECTPOBBIX IIBEC C YYACTHEM COJIMPYIOIIET0 MHCTpyMeHTa. Ha ocHOBe
UX aHAJIM3a B JIOKJIa/1€ PACKphIBAETCS MOAXO0 KOMIIO3UTOPA K 3TOMY >KaHPY U BO3MOKHOCTH
€ro OOHOBIICHMSL.

OpnHa U3 XapaKTepHBIX 4YepT KOHUEPTHBIX onycoB CEpeHceHa — MpOrpaMMHOCTb.
CounHeHus1 KOMIO3UTOPA OOBEIUHSIOTCS OOLIMMH TEMAMU paclajia, NCYE3HOBEHHUS, a TaK-
Ke peduieKCUr My3bIKaJIbHON KYJIbTYPBI, YTO IPUBOAMUT K HACHIIIEHUIO MY3BIKaJIHbHOIO Ma-
TepHualia pa3IMUYHbIMU CTUIUCTUYECKUMU ajuTto3usiMu. Enunas koHuenTyanabHas cdepa mo-
poxaaer B TBopuecTBe CépeHceHa (PeHOMEH MEXKAYOIyCHBIX CBSI3€H, a CTHJIMCTHUYECKUE U
TeMOpOBO-(haKTypHbI€ IPOTUBOIIOCTABIEHUS Pa3HOPOAHOTO MaTepHala Mo-HOBOMY BOILIO-
IIAI0T IPUHLHUI JUAJIOTMYHOCTH, CBOMCTBEHHBIN KaHPY KOHLIEPTA.

[IporpamMmmMHOCTH 00YCIOBIMBAET Pa3HOOOpa3re KOMITO3UIIMOHHBIX PEIICHUN KOH-
LEPTOB, B CBA3M C YE€M BCE COUMHEHHUs Mpeanaraercs nud@epeHunpoBaTh Ha JBE TPYIIIbL:
OJIHY PEIpe3eHTUPYIOT KOMIIO3ULMOHHBIE MOJIENH, COXPaHSIoMKE JTUOO0 OOHOBISIOIINE
KOHIIEpTHYI0 ¢opmy (TakoBbl CKpUNUYHBIN KOHIEpPT, KmapHeroBwiii konuept, Tpernii
(dopTenuaHHbIil KOHLIEPT), a APYTyI0 — MOJIENH, OPUEHTUPYIOIIHUECS HA UHAUBUAYATbHBIN
npoekT (IlepBblit poprennannblii koHuept, Konuepr g akkopaeona, Konuept nis kiase-
CHHA U Jip.). B mociennem citydae B aHp KOHLEPTa HEPEIKO BHEIPSIOTCS 3JIEMEHTHI UH-
CTPYMEHTAJIBHOIO TeaTpa.

B kauecTBe cnenu@uueckoro cpencTsa ApaMaTypruu B KOHUEPTHBIX omycax CEpeH-
CeHa BBLAEISAETCS IMpPUEM TEeMOpPOBO-aKyCTHUECKOM TpaHcopmaluuu 3BYKOBOHM cpenbl,
MPEINOoJaraloil CMEHy CIIOCOOOB MI'PbI, HHCTPYMEHTOB WMJIM MCTOYHUKOB 3BYKa (HAIpH-
Mep, MePexo]l OPKECTPAHTOB K MEHHUIO U UTPe Ha rapMoHUKax B KoHuepTe 1 akkopJeoHa,
nepexoj OT UIPpbl TPEMOJIO K TPEHHUIO HaKJa4HOW Oymaru o jaepeBo B Mignon-Papillons,
3aMelIeHHEe aKyCTHYECKOIro 3ByuyaHHs MarHuTo(poHHON 3amuchio B KilapHeToBOM KOHLEp-
TC).
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[IpeanpuHATHIN aHaIW3 MO3BOJISET CAENATh BBIBOJ, UTO chepa MHCTPYMEHTAILHOTO
KOHIlepTa oOpa3yeT B TBopuecTBe CEpeHCceHa €IMHOE MY3bIKaJIbHO-CEMaHTHUECKOe Ipo-
CTPaHCTBO, 00JIaJal0IIee XapaKTEPHBIMHU YEpTaMHU.

KuroueBble ciioBa: coBpeMeHHas My3blKa, narckas My3bika, bent CépeHceH, uH-
CTPYMEHTAIbHBIM KOHUEPT, TPAJAULMOHHAS KOMIIO3UIIMOHHAS MOJENb, WHANUBUIYaIbHBIN
IPOEKT, TEMOPOBO-aKyCTHUYECKasi TpaHC(hOpMAIHsl 3ByKOBO CpEIbl

INSTRUMENTAL CONCERT IN THE OEUVRE OF BENT SORENSEN

In the oeuvre of the modern Danish composer Bent Serensen, the instrumental con-
certo occupies a leading position. The musician created 8 concerts, as well as orchestral
pieces involving a solo instrument. Based on their analysis, the report reveals the compos-
er’s approach to this genre and the possibility of updating it.

A characteristic feature of Serensen’s concert opuses is program. The composer’s
works are united by common topics of decay, disappearance, reflection of musical culture,
which leads to the saturation of musical material with various stylistic allusions. The uni-
fied conceptual sphere gives rise to the phenomenon of inter-opuses connections in the oeu-
vre of the Danish composer, and the stylistic and timbre and texture contrasts of the hetero-
geneous material embody the principle of dialogue, which is characteristic of the concert
genre.

Program determines the variety of compositional solutions of Segrensen’s concerts. In
this regard, it is proposed to differentiate all compositions into two groups: one is represent-
ed by compositional models that preserve or update the concert form (for example, the Vio-
lin Concerto, Clarinet Concerto, Third Piano Concerto), and the other is models that focus
on an individual project (for example, the First Piano Concerto, Accordion Concerto, Harp-
sichord Concerto, etc.). In the latter case, elements of instrumental theater are often intro-
duced into the concert genre.

A specific means of dramaturgy in Serensen’s concert opuses is the technique of
timbre and acoustic transformation of the sound sphere, which involves changing the ways
of playing, instruments or sound sources (for example, the transition of orchestra members
to singing and playing harmonics in an Accordion Concerto, the transition from playing
tremolo to sandpaper blocks in Mignon-Papillons, substitution acoustic sound by a tape re-
cording in a Clarinet concert).

The analysis made allows us to conclude that the sphere of instrumental concert
forms a single musical-semantic space in Serensen’s oeuvre, which has characteristic fea-
tures.

Keywords: contemporary music, Danish music, Bent Serensen, instrumental concert,
traditional composition model, individual project, timbre and acoustic transformation of the
sound sphere
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I[IAPPOBASI OIIEPA: ITAPAIOKC IMAHJAEMMHY U HOBBIN KAHP?

JIaGopaTopus uccieaoBanus HUppoBOil onepsl — 3TO KyJIbTYPHO-00pa30BaTEIIbHBIM
MIPOEKT, PACCUNTAHHBIM Ha MOMYJIIPU3ALNIO ONIEPHOTO KaHpa B OHJIAWH-IIPOCTPAHCTBE, I10-
MCK HOBBIX ()OPM MY3BIKILHOTO T€aTpa W aHallu3 CHTYalluH, BOSHHUKINEH B chepe KyJIbTy-
pbl B cBa3u ¢ COVID-orpannyeHusMH.

B 2020 rogy k »xaHpy uudpoBoro Tearpa BO3HUK OTPOMHBIA MHTEPEC, OJIHAKO UHTE-
pec 3TOT OBLI CKOpee BBHIHYKICHHBIM: apTUCTHI, 00s13aHHBIE COOIOIAaTh KapaHTUHHBIE Me-
PBl, UCKAJIM BO3MOXHOCTb CO3/IaHUSI HOBBIX CIIOCOOOB KOMMYHHMKAalMU ¢ ayauropuen. On-
HAaKoO B OIIEpHON cdepe B MepBYIO odepeb MyOIMKOBAIUCH BUIEOChEMKH CHEKTAKIEH, U4TO
HE MOJKET B IIOJIHOM CMBICJIE HA3bIBAThCS OHJIANH-TIPOEKTAMHU.

Cnyctss HEKOTOpOE BpEMsI MOSBWINCH IEPBbIE ONEPHBbIE MOCTAHOBKH, CO3/IaHHBIE
CHELUAIBHO U1 OHJIAWH-TIPEMBEPBI, U OHU BBI3BAIIM MHTEPEC HE TOJIBKO Yy CIELUAINCTOB,
HO M 'y LIMPOKOM ayIUTOpHUH. BO3MOKHOCTH BCEMUPHOM CETH IMO3BOJIMIM CO3AAaBaTh MEX-
JTYHApOIHbBIE OTEPHBIE IPOEKTHI BO BPEMs BCEOOIIEH CaMOM30JISIIUH, IPEACTABIATH IIECB-
PBI KJIACCUYECKOT'O MY3bIKaJBHOIO T€aTpa B COBPEMEHHOM (opMaTe U MPUBJIEKATh HOBYIO
ay IUTOPHIO.

Kyparop nabopatopuu ucciaenoBanust uudposoit onepsl — Jmutpuil OTIKOBCKHIA,
OIMH M3 CO3JaTelIel U BUSMOHEPOB HOBOI'O KaHpa, JlaypeaT HannoHaabHON ONEpHOU IIpe-
Muu «OHeruH» B HOMUHAIMK «Jlydmnii onnaitH-npoext™. B 2020 roay oH cHsul GpuibM-
onepy B kaHpe screenlife «[Tup Bo Bpemst uyms» 1I.A. Kron. Taxke JIMutpuii Ob1T HHUITH-
aTopoM U pexxuccepoM Oosee yem 10 oHnaifH-onep, JOCTYMHBIX K U3Y4YeHHIO Ha caiite Jla-

6opaTtopumu.
Hay4nast HOBH3Ha COOOIIECHHSI COCTOUT B M3yYCHHH HOBOT'O aCIEKTa CYIICCTBYIOIIC-
ro 3HAHHUS — €ro aBTOP SIBISCTCS MPAKTUKYIOIIUM PEXKUCCEPOM IHU(PPOBBIX CIEKTAKICH

M IPOCBETHUTENIEM B 007acTH U(POBOTO UCKyccTBA. HaKOMICHHBIN OMBIT MyOJUYHBIX BbI-
CTYIUICHUH M YHUKAJbHBINA OMBIT CO3JaHMS NU(POBBIX OMEPHBIX padOT, MPU3HAHHBIX MPO-
(heccuoHalIbHBIM COO0ILIECTBOM, COCTABUIIU SMIUPUYECKYIO 0a3y HCCIeIOBaHMS.

KiroueBble cjioBa: oHJaiiH onepa; nudpoBoe UCKYyCCTBO; My3bIKa; T€aTp; aBaHrap;
pEeXHCCypa; KypaTOpCKasi 1eATEIbHOCTD

DIGITAL OPERA: PANDEMIC PARADOX OR NEW GENRE?

The International Digital Opera Lab is a cultural and educational project designed to
popularize the opera genre in the online space, search for new forms of musical theater, and
analyze the situation that has arisen in the cultural sphere due to COVID restrictions.

In 2020 there was enormous interest in the genre of digital theater, but this interest
was rather forced: artists, obliged to comply with quarantine measures, were looking for an
opportunity to create new ways of communication with the audience. In the opera sphere,
however, it was primarily video webcast of performances that could not be called online
projects in the full sense of the word.

After a while the first opera productions created specifically for online premiere ap-
peared and they aroused interest not only among specialists, but also among the general au-
dience. The possibilities of the World Wide Web made it possible to create international
opera projects at a time of universal self-isolation, to present masterpieces of classical musi-
cal theater in a modern format and to attract new audiences.
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The curator of the digital opera research laboratory is Dmitry Otyakovsky, one of the
creators and visionaries of the new genre, winner of the Onegin National Opera Prize in the
Best Online Project category. In 2020 he made a film opera in the screenlife genre, 4 Feast
in Time of Plague by C.A. Cui. Dmitry was also the initiator and director of more than 10
online operas available for study on the Lab’s website.

The scientific novelty of the work lies in the exploration of a new aspect of existing
knowledge — the author of the work is a practicing director of digital performances and an
educator in the field of digital art. The accumulated experience of public performances and
the unique experience of creating digital opera works recognized by the professional com-
munity formed the empirical basis of the research.

Keywords: online opera; digital art; music; theater; avant-garde; directing; curatorial
work
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HPEOBPAKEHHUE JIOH )KYAHA:
O MY3bIKAJIBHOU JPAMATYPI'M OIIEPBI A.C. JAPI'OMBIZKCKOI'O

B HenmaBHEM mpornuioM HcTopudeckas Hayka, B TOM YHCIIE U My3bIKalibHasi, ObLIa Cy-
ry0o maeonorusupoBaHa. B pamkax Takoro noaxoga c(hopMHpOBaIOCh OJXHOCTOPOHHEE
npejicTaBieHue 00 ONEpHOM TBOPYECTBE PYCCKUX KOMIIO3UTOPOB M, B YaCTHOCTH,
A.C. apromsDkckoro. MueanoruzupoBaHHOE MHUPOBO33PEHHME AKLEHTHPOBAJIO B CHOXKETE
U cucrteMe IepcoHaxen omnep «Pycanka» n «KamMeHHBIM IOCTb» COLHUAIBHYIO COCTaBIISIO-
1y, 4YTO MpUJaBajio NPUMHUTUBHOCTU coJepkaHuio obeux omep. Ilpu Takom moaxozae B
cnose IlymknHa, moaaep:kaHHOM HMHTOHaIMEN J[aproMpDKCKOro, MOJYEpKUBAIOCH BbIpaA-
KEHHUE KJIACCOBOM HECIIPaBEUIMBOCTU B «Pycanke» M 3K3aJIbTHPOBAaHHOTO apUCTOKpaTU3Ma
B «Kamennom rocrey. Co BpeMeHeM, KOT/a UCCIeI0BaTeNId OCBOOOIMINCH OT UACOI0THYe-
CKUX HEOOXOAMMOCTEH, OTKPBUIOCH 00JIEe MIMPOKOE MOJIE CMBICIIOB, OCHOBHOM U3 KOTOPBIX
CBSI3aH C BO3BPAILCHUEM PEIMTMO3HOIO MHUPOBO33PEHHS B TaKUE OOJACTH I'yMaHUTApHOU
HayKH, KaK puinocodusi, Gpuinonorus, Bceooas ucTopusi, My3blko3HaHue U ap. M3ydeHue B
UJICUTNCTUYECKOM Kiroue o0eux omep JlaproMbIXCKOro OTKpBIBAE€T MHOE — 00ujeuenose-
yeckoe COJepKaHue, O3BOJISIET YBUJIETh B CIIOBE, MY3bIKE U JIpaM€ 3THUX ITPOU3BEICHUIN HO-
BBIE CMBICJIBI U C/IEJIATh HOBBIE BBIBOJIBI.

KuarwueBbie ciaoBa: A.C. Jlaprombiokckuit, A.C. [lymkun, «KameHHBII TroCTbY,
«Pycankay

THE TRANSFIGURATION OF DON JUAN: ON THE MUSICAL DRAMATURGY
OF ALEXANDER DARGOMYZHSKY'S OPERA THE STONE GUEST

In the recent past, historical science, with music included, was strictly ideologized.
Within the framework of this approach, a one-sided view of Russian composers’ opera and,
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particularly, of A.S. Dargomyzhsky’s work was formed. This ideologized worldview em-
phasized the social component in the plot and in the array of characters in such operas as
“The Mermaid” and “The Stone Guest”, which gave a primitive touch to the content of both
abovementioned operas. With this approach in mind, Pushkin's language and style, support-
ed by the intonation of Dargomyzhsky, emphasized the expression of class injustice in The
Mermaid and exalted aristocracy in The Stone Guest. Over time, when researchers freed
themselves from ideological necessities, a wider field of meanings was found. The main ne-
cessity mentioned previously has to do with the return of the religious worldview to such
areas of liberal arts as philosophy, philology, general history, musicology, etc. The study of
both Dargomyzhsky’s operas in such an idealistic way suggests a different — universal in-
terpretation and allows one to see new meanings in the word, music and drama of these
works and draw new conclusions accordingly.

Keywords: A.S. Dargomyzhsky, A.S. Pushkin, «Stone Guest», «Mermaid»
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JATUHCKHUE KOMITIO3ULIUU ®POTTOJLHBIX COBPAHUIA:
METPUKA CTUXA U MY3bIKAJIbHAA PUTMHUKA

JIupuka JpeBHEPUMCKHX aBTOPOB COCTABIISIET HEOOJBIYI0, HO 3HAYUMYIO YacTh TEK-
CTOB, CTABIIMX OCHOBOM HTAJbIHCKHUX CBETCKMX IeceH KoHua XV — mnepBou tpetu XVI
Beka. OOpallleHne K JaTUHCKOW M0A3UH 00YCIIOBIICHO KaK 0O0Iel TeHICHIINEeH aHTUKU3alUN
UCKYCCTBa, TaK U aKTyaJln3aluell Hacjaeaus: OTJACJIbHBIX aBTOPOB B AESTEIbHOCTH (PUIIOJIO-
roB-ryMaHucToB. CriocoObl MPETBOPEHHUSI JTATHHCKONH METPUKUA BO (PPOTTOIHHOU KOMITO3H-
11U, IOYTH HE TPUBJIEKAIOIINE BHUMAaHUS CHEIHAIMCTOB, PACCMATPUBAIOTCSI HA MaTepHralie
Tpex counHenuit: Dissimulare etiam sperasti ®ununmno ne Jlypano (Beprunuii, « Hennay,
kH. [V, 305-308; Bocsmas kuura ¢porron OtraBuano Ilerpyuun, 1507), Quicunque ille
fuit Mapkerro Kapsr (Cekcr [Iponepuuii, cemb nepBbix auctuxos aeruu XII u3z Bropoi
KHMru aneruit; Tperbs kaura gporron Annpea Antuko, 1513) u Adspicias utinam bapro-
aomeo TpomOonumuo (OBummii, «I'epouns», [lucemo VII. JIlumona — Duero, 183-196;
Bropas kuura ¢pporron Aunpea Autuko, 1520 (1516). Bo Bcex Tpex npousBeneHUsIX TEKCT
MOYTH JEKJIaMUPYETCs B KAHTyCE, TEM HE MEHEE, C Pa3HOW CTENEHbIO TOYHOCTH Mepeaaun
€ro MeTpuuecKkux ocoOeHHOCTel. B ocHOBY ogHOYacTHOW CKBO3HOU kKommno3uiuu JlypaHo
IIOJIO)KEHBI YETBIPE TE€K3aMeTpa, BIIOJIHE TOYHO IEPENAHHBIE MY3bIKaJIbHOW PUTMUKOU
C HEOOJBIIMMU OTKJIOHEHHUSIMH, B OTJAEIBHBIX CIydyasX HAPYIIAIOMIMMU JAKTUIA OPUTH-
HAJIBHOTO TeKkcTa. My3bika cTpoduueckoil nmecHu Kapbl cozmaHa TONBKO ISl TIEPBOTO 3Jie-
TMYECKOr0 JIUCTUXA, YTO HE JAeT BO3MOXKHOCTh O0CYXk/JaTh COOTHOIIEHHE MOATHYECKOTO
Y MY3bIKaJIbHOIO PUTMA B MOCJIEYIOLINX AUCTUXAX, HECMOTPSI HA OTYETIMBO BBIPAKEHHBIN
JEKJIaMallMOHHBIN XapaKkTep KaHTyca, MOAAEPKUBAEMOr0 MOYTH 3KBUPUTMUUYECKUMU HUXK-
HUMU Trojjocamu. MacuitaObHas CKBO3Hasi KOMIIO3ULIUA TpOMOOHUYMHO (TaKXkKe 3JerHyecKHuid
JUCTHX) CO3[laHa, MO-BUAMMOMY, U1 MCIIOJIHEHUS aBTOPOM — IIPUIBOPHBIM IIE€BLIOM-
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JIFOTHUCTOM, TIOCKOJIbKY BBIpa3UTEJIbHAsS JCKIaMallisl KaHTyca HECKOJIBKO TUCTAHIIMPOBaHA
OT OCTaJILHBIX T'OJIOCOB; CJICIOBATEIHLHO, OTHOIIICHUE K METPUKE JJATMHCKOTO TEKCTa 3/1eCh
6omnee cBOOOHOE, UeM B JIBYX JIPYTUX 00pasiax.

KiroueBsble cinoBa: (porrona, JaTUHCKAs MO33UsI, aHTUYHAs METPHUKA, FeK3aMeTp,
anernueckuit auctux, @ununmo ae Jlypano, Mapkerro Kapa, bapronomeo TpomboHunHO

LATIN COMPOSITIONS FROTTOLA COLLECTIONS:
THE METRIC OF VERSE AND MUSICAL RHYTHM

The lyric poetry of ancient Roman authors makes up a small but significant part of
the texts that became the basis of Italian secular songs of the late 15th - first third of the
16th century. The appeal to Latin poetry is due both to the general trend of art antiquity and
to the actualization of the heritage of individual authors in the activities of humanist philol-
ogists. Ways of translating Latin metrics into a frottola composition, which almost do not
attract the attention of specialists, are considered on the basis of three works: “Dissimulare
etiam sperasti” by Filippo de Lurano (Virgil, “Aeneid”, Book IV, 305-308; The Eighth
book of frottole by Ottaviano Petrucci, 1507), “Quicunque ille fuit” by Marchetto Cara
(Sextus Propertius, 7 first distichs of elegy XII from the Second Book of Elegies; Third
book of frottole by Andrea Antico, 1513) and “Adspicias utinam” by Bartolomeo
Tromboncino (Ovid, “Heroides”, Seventh Letter of Dido to Aeneas, 183-196; Second book
of frottole by Andrea Antico, 1520 (1516)). In all three works, the text is almost recited in
the cantus, however, with varying degrees of accuracy in conveying its metrical features.
Lurano’s one-part cross-cutting composition is based on four hexameters, quite accurately
conveyed by musical rhythm with slight deviations, in some cases violating the dactyls of
the original text. The music of Cara’s strophic song was created only for the first elegiac
distich, which makes it impossible to discuss the relationship between poetic and musical
rhythm in subsequent distichs, despite the clearly pronounced declamatory nature of the
cantus, supported by almost equirhythmic lower voices. The large-scale cross-cutting com-
position of Tromboncino (also an elegiac distich) was created, apparently, to be performed
by the author, a court lute singer, since the expressive recitation of the cantus is somewhat
distanced from the rest of the voices; consequently, the relation to the metrics of the Latin
text is more-free freer here than in the other two examples.

Keywords: frottola, Latin poetry, antique metric, hexameter, elegiac distich, Filippo
de Lurano, Marchetto Cara, Bartolomeo Tromboncino
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CTPYKTYPHASA INO9TUKA ®OPTEIIMAHHOI'O TPUO
HUKOJIAAA KOPHAOPDA

B obnactu kaMepHO-UHCTPYMEHTAIBbHOM My3blkH KoMmno3utopoMm Hukomaem Cepre-
esnueM Kopumopdom (1947-2001) Op110 co3/1aHO 1Ba MPOU3BEACHUS B kaHpe TpHo — «B
yecth Anbdpena [HIautke (AGSCH)» (1986) nnst CKpUIKy, ajibTa U BUOJIOHYEIH, a TAKXKE
Are You Ready, Brother? (1996) nnst CKpunku, BUOJIOHYEIN U (OPTEITUAHO.

doprenuaHHOE TPUO HE pa3 UCHONHsUIOCH B Poccum u 3a pyOekom, ero MOKHO
YCIIBIIIATh B 3allUCH TAKUX M3BECTHBIX COBPEMEHHBIX MY3bIKaHTOB, kak II. KomaunHckas,
A. UBamkun, . CokonoB — cM.: MegaDisc Classics (Contemporary Music Label), 7817.

Crunuctudeckuii 0O0IMK MPOU3BEICHHS ONPEAesieTCs] MHOTUMU (pakTOpaMu: CTpoe-
HUEM MY3bIKaJIbHOW KOMIO3UIMU (TIPOM3BEICHUE HE IETTUTCS HA OT/AEIbHBIC YaCcTH, OJIHAKO
UMeeT cBOe0Opa3Hyl0 BHYTPEHHIOIO CTPYKTYpPY); 3aKIIOUEHHOW B Ha3BaHUM pedepeHimen
K TEKCTY PETUTHO3HOTO COJIEPIKaHUs; CAMUM CTPOSHHEM MY3bIKAJIIbHOW TKAaHU.

Crtporre KOHCTPYKTHBHBIE CBOWCTBA 3BYKOBOW MaTepWu, HUKOTAA HE AEKIAPHPO-
BaHHBIC aBTOPOM, OJHAKO BBISBIIIEMBIC TPU JETATLHOM CTPYKTYPHOM aHAJIM3€ TEKCTa
(«MUKpoOaHan3e»), MO3BOJIAIOT TOBOPUTH O CIOKHOMW M CaMOOBITHOMW KOMIO3WUIIMOHHON
texnuke Kopuaopda. Ee nens He 3ambIkaeTcst Ha caMoii cee, a COCTOUT B TOM, YTOOBI J10-
HECTH Ba)XHBIM COJEpkKATEIbHbIN NOChUL. CTPpyKTypHasi MOJTHUKA ITPOU3BEICHUS, COUETAO-
1iero B cebe MpoCTOTy € M3OIIPEHHOW KOHCTPYKTUBHOW CIIOKHOCTBIO, OTKPBIBACT MYyTh K
TailHaM MOJIJTMHHOTO XY/10°)KECTBEHHOTO MacTepPCTBa, OAyXOTBOPEHHOIO TITyOOKOM nieei.

Kuarouessbie cioBa: Huxomnait Kopanopd, Are You Ready, Brother?, cTpykTypa, 1mos-
THKa, COBPEMCHHAsI My3bIKaJIbHAS! KOMITO3UITUS, PYCCKHIA MYy3bIKATbHBI MUHUMAITU3M

STRUCTURAL POETICS OF THE PIANO TRIO BY NIKOLAI KORNDORF

In the field of chamber instrumental music, composer Nikolai Sergeevich Korndorf
(1947-2001) created two works in the trio genre — In Honour of Alfred Schnittke (AGSCH”
(1986) for violin, viola and cello and Are You Ready, Brother? (1996) for violin, cello and
piano.

The piano trio has been performed more than once both in Russia and abroad, it can
be heard in the recording of such famous contemporary musicians as P. Kopatchinskaya,
A. Ivashkin, I. Sokolov — MegaDisc Classics (Contemporary Music Label), 7817.

The stylistic appearance of a work is determined by many factors: the structure of the
musical composition (the work is not divided into separate parts, but has a peculiar internal
structure); the reference to the religious content contained in the title; very structure of the
musical texture.

The strict constructive properties of sound matter, never declared by the author, but
revealed during a detailed structural analisys of the text (microanalysis), allow us to speak
of Korndorf’s complex and original compositional technique. Its purpose is not limited to
itself, but is to convey an important meaningful message. The structural poetics of the work,
which combines simplicity with sophisticated constructive complexity, opens the way to the
secrets of true artistic craftsmanship, inspired by a deep idea.

Keywords: Nikolai Korndorf, Are You Ready, Brother?, structure, poetics, contem-
porary musical composition, Russian musical minimalism
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«POMEO " JUKYJIBETTA» I'. BEPJIMO3A: MY3bIKAJIbHAS
«PECTPYKTYPU3ALIMSA» HIEKCITMPOBCKOI'O IOBECTBOBAHUA

«Pomeo u JIxynberTa» (B mapTUType: ApamMaThyeckasi CuM(pOHHS C XOpaMH, BOKaJlb-
HBIMH COJO M TIPOJIOTOM B XOpPOBOM peuuTaTuBe) Obuia 3akoHueHa [. bepnmozom
B ceHTsIOpe, a BHepBble ucnoigHeHa B HosiOpe 1839 roxa. «/Ipamarudeckas cumponus» co-
CTOUT U3 CEMHU YacTel, KakJasi U3 KOTOPbIX CHa0KeHa MOSICHUTEIbHBIMU CIOBAMH.

CoBpeMeHHbIE HCCIeA0BaTEIbCKUE MOAXOAbl HAlLlEIEHbl KaK Ha aHAJIU3 COYMHEHUs
B €r0 COBOKYITHOCTH, TaK M Ha paz00p €ro OTJENbHBIX YacTel; OCOOCHHO MHTPUTYET yue-
HbIX Adagio (mo bepnno3y, cyena no68u) n npookatuBHas VI yacts (Pomeo B rpoOHuIie
Kanynertn).

Kak npaBuio, MOXXHO TOBOPUTH 00 HMHTEPTEKCTyaJIbHOM IOAXOJAE, YTO IO CYTH
O4YeHb OJIM3KO K HappaTHBY, MPOOJIEMbI KOTOPOTO pacCMaTpUBAIOTCS Ha KOHrpecce. O0mmein
ABIISIETCS yOEXKIEHHOCTh B TOM, 4TO bepimo3 okazaics moj BO3JAeCTBIEM HE CTOJIBKO TEK-
cta nbechl lllexcnupa, cKoIbKO, MPEXIE BCEro, MO TMITHOTHYECKUM BIUSHUEM CIEKTAaKIIs,
MCHOJHEHHOTO Tpynmnoit 60ota B 1827 roay. Oto cornmacyercsi ¢ KoMmMeHTapusimu bepmnumo-
3a oTHOcuTeNnbHO Bepcuu Jl. ['appuka v mporpaMMHBIMM BBIKJIQJKaMU; a TaKKe HJI€aTbHO
YKJIaJbIBAETCA B KOHIICTILIMIO pOMaHTHYECKOr0 HappaTuBa. B noknane Oyaer cienaH akieHT
Ha crneuu(puKe IOBECTBOBAHUS B HMHCTPYMEHTANbHBIX CHEHaX M HX (OPMAIbHO-
CTPYKTYPHOM BOILIOIEHUHU BO B3aUMOCBSI3M C XOPOBBIMU 3M30/1aMU U periukaMu. Kpome
3TOTO, IO BO3MOXKHOCTH, OyIyT MPOCIEKEHBI «MY3BbIKAJbHBIE COOBITHS», OTPaKEHHBIC B
MPOrpaMMHBIX 3aroJIOBKax M MOJPa3yMEBAIOIIME BbIPAXKEHHE IMOLMU Tepost (IepcoHaxa)
WM J1aKe KOHKPETHOTO IBUYKEHUS U HKECTA.

[Tponor cumdonuu (mo cimosam J[x. Pamrona, npecienyromuii nenb «pakTUIECKH
CHETh MY3bIKY, KOTOpasi MOCJIEAYEeT 3a HUM») MpeiaraeT pa3Hble MOJEIN IMPOrPaAMMHOIO
HappaTHBa, ero Npo0aeMaTuKa TakkKe HallJIeT OTPaXKEHNUE B COOOLICHHH.

KiroueBble cioBa: Happatus, bepianos, Pomeo n Jlxynbserra, nporpamma, Illexc-
NUp, MOBECTBOBATENBHOCTb, N300paKEHUE, TEATPAIBHOCTh

ROMEOQ ET JULIETTE BY HECTOR BERLIOZ:
MUSICAL ‘RESTRUCTURING’ OF SHAKESPEARE’S NARRATIVE

Romeéo et Juliette by Hector Berlioz: Musical “Restructuring” of Shakespeare’s Nar-
rative “Romeo and Juliette” (in the score: a dramatic symphony with choruses, vocal solos,
and a prologue in choral recitative), was completed by the composer in September 1839 and
first performed in November. “The Dramatic Symphony” consists of 7 movements, each
with a specific program. Modern research approaches aim both at analyzing the work as a
whole and at parsing its individual movements; the scholars of the Adagio (according to
Berlioz, the love scene) and the provocative Part VI (Romeo in Capuletti’s tomb) are partic-
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ularly intriguing. One can generally speak of an intertextual approach, which is essentially
very close to the narrative whose problems are addressed in this congress. The common be-
lief is that Berlioz was influenced not so much by Shakespeare’s literature (the play), but
above all by the hypnotic influence of the play performed by Abbott's company in 1827.
This is consistent with Berlioz's comments on D. Garrick and programmatic deductions; and
also fits perfectly into the concept of the Romantic narrative. The paper will focus on the
specificity of the narrative in the instrumental scenes and their formal-structural embodi-
ment in relationship to the choral and cue scenes, and, if possible, trace the “musical events”
reflected in the program titles and implying the expression of a character’s (character’s)
emotion or even a specific movement and gesture.

The symphony’s prologue, according to J. Rushton, pursues the goal of “actually
singing the music that follows”, offers different models of program narrative, and its prob-
lematics will also be reflected in the message.

Keywords: Narrative, Berlioz, Romeo and Juliet, program, Shakespeare,
representation, theatricality
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LEITFADEN B TKAHU CUMBOJIMYECKOI'O CIO’KETA
N ®YHKIIUU APXUTEKTOHUKU AKTA Y BATHEPA

[Ipeanonaraercs mokasarb JIB€ CTOPOHBI MOBECTBOBAHMSI COOCTBEHHO MY3bIKAJIbHOMN
dopmsl, kak ee BooOpaxkan Puxapa Baruep. IlepByro yClIOBHO HAa30BEM CHMBOJWYECKUM
CIO)KETOM, €ro JEUCTBUE IIPOCIEKUBACTCS HA YPOBHE 4YEPENAOBAHUSA CLECH-SABICHUU
Y ONIEPHBIX aKTOB. BTOpas — «Teyo» 3TOro Crokera W NMPEACTaBIseT TEMAaTHYECKYHO He-
npepbIBHOCTh, Fade, kak ee MbIcawi U BoIulomjal caM Kommo3utop. Ero cimyx oTinyana
CHOCOOHOCTh YEpKHUBaTh B I0Ji€ BHUMAaHHUS MHOXECTBO MapaMeTpPOB TEMaTHYECKOro Ma-
Tepuaja W, AEMOHCTPUPYS €ro B MPEAETbHO KOHTPACTHBIX OOCTOSTENHCTBAX, MPUXOIUTH
K 3 dexTy «monHoi HeyzHaBaemocTu» (miad [Joudepeit Peiina u Por Xarena), HO 00bIYHO
IIPOLIECC IPSIACHUSN» COCTOSUI B COXPAHEHUU OJHUX U BAPbUPOBAHUM APYTUX XapaKTepH-
CTHK. A TMOCKOJBKY, Kak oOHapyxui emie OpHect KypT, peub uaer o nepBUYHBIX, «IPO-
CTBIX» MOTHBAX, O OYTH OApOYHON PUTOPHUKE, UX «ICUCTBUE» U MPEBPAIICHUS KOMIIO3H-
TOPY YJaBaJOCh MPOBECTH HE3aMETHO, YCUJIMBAs BIEYATIICHHE, KOTJa My3bIKajdbHas Apama
JIOCTUTAJIA Y3JIOBBIX TOYEK.

CHUMBOIMYECKUI MY3bIKaIbHBINA CIOKET — HE WJUIFOCTpPAalys ITOBECTBOBAaHHUA B Jipa-
M€, OH MPEJCTABISIET BHYTPEHHIO (OPMY TOTO, YTO HAMPABISAET TEUEHHE MOAPOOHOCTEN
K BCIIBIIIIKAM [MOHUMAaHUSA-COUYBCTBUA. DTa (OopMa TOYHO PAacCCUMTaHA 10 BPEMEHU U IpPO-
nopuusM, 00y1ajaeT COOCTBEHHON JEHCTBEHHOU BBIPA3UTENbHOCTHIO U OJHOBPEMEHHO MO-
XKeT ObITh MHTEPIPETUPOBaHA KaK 00pa3 BCEro MPOUCXOMASIIETo, JOCTUTAIOUINI BOCTIPHS-
THS OYEHb MOCTENEHHO. FIMEHHO «IPHUKPBITOCTH» OT HEMEIJIEHHOTO PAa3bsICHCHUS JIETAECT
onepsl Baruepa cTonb NpUTIATaTeIbHBIMU.

Meronsl komno3uuu Barnepa aBrop nokinana paccMmarpusaeT Ha npuMmepe III akra
«Banpkupumn» u Il akra « Tpucrana u M3o0mb1a61».

KuaiwueBble cioBa: HappaTHB, MOBECTBOBaHME, CUMBOJIMUECKHil croxkeT, Leitfaden,
nponopiuu, 6apouHas putopuka, Puxapa Baraep.

LEITFADEN IN THE FABRIC OF THE SYMBOLIC PLOT AND THE FUNCTION
OF THE ARCHITECTONICS OF THE ACT IN WAGNER

It is supposed to show two sides of the narrative of the musical form itself, as Rich-
ard Wagner imagined it. The first one is conventionally called a symbolic plot, its action can
be traced at the level of alternating scenes-phenomena and opera acts. The second is the
“body” of this plot and represents the thematic continuity — Fade — as the composer him-
self thought and embodied it. His hearing was distinguished by the ability to keep many pa-
rameters of thematic material in the field of attention and, demonstrating it in extremely
contrasting circumstances, come to the effect of “complete unrecognizability” (the crying of
the Daughters of the Rhine and the Horn of Hagen), but usually the process of “spinning”
consisted in preserving some and varying other characteristics. And since, as Ernest Kurt
also discovered, we are talking about primary, “simple” motives, about almost baroque
rhetoric, the composer managed to carry out their “action” and transformations almost im-
perceptibly, reinforcing the impression when the musical drama reached the nodal points.

A symbolic musical plot is not an illustration of a narrative in the form of a drama, it
represents the inner form of what directs the flow of details to flashes of understanding-
sympathy. This form is precisely calculated in time and proportions, has its own effective
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expressiveness and at the same time can be interpreted as an image of everything that is
happening, reaching perception very gradually. It is the “cover-up” from the immediate ex-
planation of direct perception that makes Wagner’s operas so attractive.

We shall talk about Wagner’s composition methods using the example of the 3rd act
of Walkiirie and the 2nd act of Tristan und Isolde.

Keywords: narrative, symbolic plot, Leitfaden, proportions, baroque rhetoric, Rich-
ard Wagner.
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C. PAXMAHHMHOB. IPEJIIOAUSA CIS-MOLL OP. 3 Ne 2:
BAND-BEPCHUU OPbI CBUHI'A

JlerkokaHpoBbl€ MEPepabOTKH KJIACCUYECKOM MY3bIKHA COCTaBIISIOT 3aMETHBIN IJIACT
XYyJI0)KECTBEHHOTO Hacjeaus 3pbl cBuHTa. [IpakTtuka “jazzing the classics” / “swinging the
classics” 3aTpoHyJa TBOPUECTBO JIECATKOB KOMIIO3MUTOPOB, B TOM 4Hclie U PaxmaHuHOBa:
TEMBI ero (hOpTEMUaHHBIX KOHIIEPTOB JIETJIA B OCHOBY 3CTPATHBIX MECEH, a CAaMbIM BOCTpE-
OOBaHHBIM TIEPBUYHBIM TEKCTOM JUIsI MHCTPYMEHTAJIBHBIX TPAHCKpUMIHiA cTana [Ipemronus
cis-moll. Ee band-Bepcuu (1 ¢ TOUKH 3peHUS] COOTBETCTBUS HKA3UHTY KaK CTHIEBOMY (e-
HOMEHY, U B OTHOIIEHUU IMPUEMOB TPAHCKPUNTOPCKON TEXHUKH) /10 CHX MOp HE CTaHOBU-
JHUCh TPEAMETOM CHElNHaJbHOrO BHUMaHUS. Pe3ynbTaTel aHaJIUTHYECKOTO PacCMOTPEHHS
apaHKUPOBOK COCTABJISIOT HAYUYHYIO HOBU3HY MCCIIEJOBaHUS.

Kax b1t u3 «0OHOBIEHHBIX» BapuaHTOB [Ipentonuu obagaeT kak oOUMMU JJi CTU-
JIeBOM NIEpeOpUEHTAINY YepTaMHu (IT0IMEHa BBICOKUX KAHPOB MPUKIIAHBIMH, 00JIETYCHHBIH
MOJIyC BBICKAa3bIBaHWS, TAUMHUHT HE 0OJee TPEeX MHUHYT, «IEPEeBOI» aKaJeMHUECKOTO THIIA
PUTMUKHA B CBUHIOBBIH, (PaKTypHO-TEMOpPOBBIE MpeoOpa3oBaHusl), TaK U MHIUBUIYAIHHO
IPETBOPEHHBIMU MTpUEMaMH TpaHC(hOpMaLMKM OpUrHHaNA (B IEPBYIO O4Yepe/b, CTPYKTYpPHO-
KOMITO3UITMOHHOTO TJIaHa).

3aKOHOMEpHO, YTO OOJbIIAs YacTh apamkupoBok [Ipemognu mpegHasHaueHa s
Our-09HI0B — WX CayHJ] MOXKHO Ha3BaTh 3BYKOBBIM OpEHIOM JIMOXH. Penpe3eHTaTHBHBI B
5TOM OTHOILIEHHH U MO OOUIMM MapaMeTpaM CXOKH BEpCHH, 3BYYaBIlKE B MCIOIHEHUU Op-
kecTpoB . Dmnunrrona (1938), I'. I'pest (1939) u [Ix. Turaprena (1941). x xapakrepusy-
€T CTa0MIIBHOCTh MOHOTEMTIA TIPY MOIITHOM CBHHT€, CBSI3aHHOW C HUM CIIeIU(UKON apTUKY-
Jsuuu U Gpa3upoBKH, CBOEOOpa3HOE MCMOJIb30BAHUE NMPUEMOB PUTMHUECKONW TUMHUHYIUH,
natonmx 3ddexr “double time” wnmm “double time feeling”, daxrypHas ammmudukanms,
JIETKOE BTOPKEHUE B CTPYKTYpy opuruHana. Emie pa3 oTMeTUM, 4TO MPEIOMIIEHUE KaXkI0TO
W3 HA3BaHHBIX TIPUEMOB B TPEX TPAHCKPHUIIIHUAX UMEET UHINBUIYaTbHBIN XapaKkTep.

OcoOHsixoM cpenu 63Ha-Bepeuii [Ipentonuu cToUT apaHKUpOBKa U3 pernepryapa op-
kecrpa Jx. Xunrona (1930). B Helt aOCONMIOTHO TOYHO COXpaHSETCS MOJHAs CTPYKTypa
opurunana. [lo 3Toit mpuunHe Bepcuio XUITOHA MOXKHO OBIIIO OBl Ha3BaTh MHCTPYMEHTOB-
KOM (CayHI-TpaHCKpHUIILIKE) (OPTEMUAaHHOTO OIlyca, C OTOBOPKON Ha TMEpeMEIICHUE B
MHYIO COLMOKYJIBTYPHYIO HUIIY U HOBBIE YCIOBUS XYJI0KECTBEHHONW KOMMYHHKaIuu. Cre-
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nududeH cayHa apaH)XHUPOBKH, OPUEHTUPOBaHHBIN Ha cuMmdomka3 1. Yaittmena, mo mpu-
Mepy KOTOporo XWJTOH BBOAUT B OPKECTp CTpyHHbIE. Kpome Toro, 3Ty BepcHio OTJIMYaeT
OTCYTCTBHE CBUHTA: B HEW MPHUHLHUIUAIBHO COXPAHSIETCS «IPSIMOM» PUTM, a Takxke (B OT-
JMYUEe OT MOHOTEMIIA BBIIICHA3BAaHHBIX OOpA3IlOB) aroruka, MPHUCYTCTBYIOIIAsl B TIEPBOMC-
TOYHHKE.

Takum ob6pazom, paccMmoTpennble band-Bepcun Ilpemoguu PaxmanunHoBa 1eMoOH-
CTPUPYIOT KaK THUIOJOTHYECKOE COOTBETCTBUE (peHoMeHy “‘jazzing the classics”, Tak u uH-
TMBUIYAIBHOCTD TPAHCKPUIITOPCKUX TPaHC(HOPMAITHiA.

KnioueBble cnoBa: [OKasuHI, apaHXMPOBKWU Knaccuku, PaxmanuHos, Mpentoaus
cis-moll, I'. Fpan, K. XUNTOH, [. INNNHITOH.

S. RACHMANINOFF. PRELUDE C# MINOR OP.3#2:
SWING ERA’S BAND ARRANGEMENTS

Light-genre adaptations of classical music make up a significant layer of the artistic
heritage of the Swing Era. The practice of “jazzing the classics” / “swinging the classics”
affected the work of dozens of composers, including Rachmaninoft: the themes of his piano
concertos formed the basis of pop songs, and Prelude C# minor became the most popular
primary text for instrumental transcriptions. Its band versions (both in terms of matching
jazzing as a stylistic phenomenon, and in terms of transcription techniques) have not yet be-
come the subject of special attention. The results of the analytical consideration of the ar-
rangements constitute the scientific novelty of the study. Each of the “updated” versions of
the Prelude has both features common to stylistic reorientation (replacing high genres with
applied ones, a lightweight mode of utterance, timing of no more than three minutes, “trans-
ferring” the academic type of rhythm into swing, texture-timbre transformations), and indi-
vidually implemented techniques transformation of the original (first of all, structural and
compositional plan). It is natural that most of the arrangements of the Prelude are intended
for big bands — their sound can be called the sound brand of the era. Representative in this
respect and similar in general parameters are the versions performed by the orchestras of
D. Ellington (1938), G. Gray (1939) and J. Teagarten (1941). They are characterized by the
stability of a monotempo with a powerful swing and the specificity of articulation and
phrasing associated with it, the peculiar use of rhythmic diminution techniques that give the
effect of “double time” or “double time feeling”, textured amplification, and a slight intru-
sion into the structure of the original. Once again, we note that the refraction of each of
these techniques in three transcriptions has an individual character. Standing apart among
the band versions of the Prelude is an arrangement from the repertoire of the J. Hylton or-
chestra (1930). It absolutely preserves the complete structure of the original. For this reason,
this version could be called an instrumentation (sound transcription) of a piano opus, with a
reservation for moving to a different socio-cultural niche and new conditions for artistic
communication. The sound of the arrangement is specific, oriented to P. Whiteman’s sym-
pho-jazz, following the example of which Hylton introduces strings into the orchestra. In
addition, this version is distinguished by the absence of swing: it fundamentally retains the
“straight” rhythm, as well as (unlike the monotempo of the above samples) the agogics pre-
sent in the original source. Thus, the considered band-versions of Rachmaninov’s Prelude
demonstrate both a typological correspondence to the phenomenon of “jazzing the classics”
and the individuality of transcriptional transformations.
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MOPTUYECKUUN U TIPO3AUYECKHUU TEKCT
B OPATOPHUAJIBHOM ITACCHUOHE:
CHEIIU®UKA MY3bIKAJIBHO-IPAMATYPIT'HTUECKOI'O BOIIJIOILEHUS

HccnenoBanre MocBSIIEHO CTPYKTYPHBIM OCOOCHHOCTSIM OpaTOPHAIBHOTO IMaCCHOHA
KaK YHUKAJIbHOTO (peHOMEHA, 0OBEAMHSIONIETO PA3IMYHBIE MY3bIKATbHO-)KaHPOBbIE (DOPMBI.
Cpeny MHOTOYHMCIICHHBIX XapaKTEPUCTUK OPAaTOPHUAIBLHBIX MAaCCHOHOB 0CO00€¢ BHUMAaHUWE
yACJIEHO paboTe KOMIIO3UTOPA HaJl MY3bIKAJIbHBIM BOIUIOIIEHUEM IMOATHYECKOTO (XOpaib-
HOT'0, MaJIpUTaJILHOTO) U MPO3anvecKoro (IPeX/ie BCEro €BaHreIbCKOT0) TEKCTA.

[TosiBiieHHE OpaTOPUATBHOTO MMACCHOHA Ha CTHIKE JIBYX KaHPOB MPHUBEIIO K TOMY, UYTO
Ha OOBEIMHEHUE PAa3HBIX TEKCTOB B €IMHOE CTPYKTYPHOE IIEJIO€ BIUSIIOT OJHOBPEMEHHO
nBa ¢akTopa: JOTMKAa OOroCIyKeHHs, B KOTOPOM YepeayloTCs MPO3anyuyecKre W ModThuYe-
ckue (parMeHThl, U JIOTHKA MY3bIKAJIBHON PaMaTypruu, I/i€ COMOCTABICHHUE MPO3andeCKO-
r0 Y MOATUYECKOT0 TEKCTA MPUBOJIUT K MOSIBJICHUIO KOHTpACTA. 3a/aueid KOMIIO3UTOpa Ipu
3TOM CTAHOBUTCS HE TOJBKO O0BEAMHEHNE PA3HBIX TEKCTOB B TAPMOHUYHOE 11€J10€, HO U TI0-
CTPOCHHE CBOETO poOja «HAPPATOJOTHUECKON TpaeKTopuu» BoIuiolieHus CTpacTHOrO Cro-
xKerTa.

Marepuanom HCCIEIOBaHUS CTalM MAaCCHOHBI PA3IMYHBIX aBTOPOB, CO3JaHHBIC
B XVII-XXI cronerusix (B Tom uucie «Ctpactu mo Marderw» U.C. baxa, «Crtpactu»
I'. Tepriorenbepra, «Pacmsatue» . Pymmens, «Ctpactu mo Jlyke: 700000 mued cmycTsi»
I'. Haxepa, «Ctpactu u Bockpecenue» A. Mynu, «IIbeta» [Ix. Mioxieitzena u zip.)

Paccmotpensl crienytoiye crnocoObl COSAUHEHUS MO3THYECKOTO M MPO3anuydeCcKoro
TEKCTa B TACCUOHE:

— npoTtuBonocrtasieHue. IIpo3andecknili TEKCT OCHOBaH Ha MPUHLMUIHUAIBHO WHOU
PUTMUYECKOMN U J1aJOBOM OCHOBE, UEM MOITUYECKUM;

— IPOU3BOJHOCTh. PeunTaTuB BBIBEIEH U3 XOpaja, MOCTPOCH Ha €ro MHTOHAIUSX,
YHOPSIIOYEH METPUUECKH, HO PUTMUUYECKH CBOOOICH (0€3 MOBTOPHOCTH, CBOMCTBEHHOMN XO-
paiy), 4TO MO3BOJSET NPUOIU3UTH €r0 K MHTOHAIIUSAM PEYH.

Kpome Toro, 0600611eHa KOHIIETIINS XY/10)KECTBEHHOW MHOTOIIJIAHOBOCTH KaK HJICH-
HOHM KOHIIENIUU JXaHpa TMacCHOHAa. B mpUMEHEHWH K OTICIBHBIM 00pasiaMm j>KaHpa 3TOT
noaXxo ] mpociexuBaetrcs B padotax JIx. barra, JI. Memamena, YO. I'abas, JI. bepe3oBuyk
U IPYTUX OTEUECTBEHHBIX U 3apyO0eKHBIX MY3bIKOBE/IOB.

Kuaruesble ¢jioBa: opaTOpUaIbHbIA MACCUOH, MOATUYECKUN W MPO3aUYE€CKUN TEKCT
B MY3bIKaJIbHOM ITPOM3BEICHUH; XY/I0KECTBEHHAs] MHOTOINIAHOBOCTh; MYy3bIKAJIbHAS Apama-
Typrus
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POETIC AND PROSE TEXT IN THE ORATORICAL PASSION:
THE SPECIFICS OF MUSICAL AND DRAMATIC EMBODIMENT

This study is devoted to the structural features of the oratorical passion as a unique
phenomenon combining various musical genre forms. Among the numerous characteristics
of oratorical passions, special attention is paid to the composer’s work on the musical em-
bodiment of poetic (chorale, madrigal) and prose (primarily gospel) texts.

The appearance of the oratorical passion at the junction of the genres of passion and
oratorio has led to the fact that two factors simultaneously influence the unification of dif-
ferent texts into a structural whole: the logic of liturgy, in which prose and poetic fragments
alternate, and the logic of musical drama, where the comparison of prose and poetic text
leads to the appearance of contrast. The task of the composer at the same time becomes not
only the unification of different texts into a harmonious whole, but also the construction of a
kind of ‘narratological trajectory’ of the embodiment of a Passion plot.

The material of the study was passion works by various authors created from the 18
to the 21 centuries (including Matthdus-Passion by Johann Sebastian Bach, Die Passion by
Heinrich von Herzogenberg, Crucifixion by Paul Ernst Ruppel, 700000 Tage spditer by Gerd
Zacher, Passion and Resurrection by Ivan Moody, Pieta by John Muehleisen et al.)

The following ways of combining poetic and prose text in passion are considered:

— opposition. The prose text is based on a fundamentally different rhythmic and
modal basis than the poetic one.

— derivation. The recitative is derived from the chorale, built on its intonations, or-
dered metrically, but rhythmically free (without repetition characteristic of the chorale),
which allows it to be brought closer to the intonations of speech.

In addition, the concept of artistic diversity as an ideological concept of the passion
genre is generalized. This approach can be traced in the works of John Butt, Daniel Mela-
med, Yuri Gabay, Larisa Berezovchuk and other Russian and foreign musicologists.

Keywords: oratorio passion, poetic and prose text in a piece of music; artistic
versatility; musical dramaturgy
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CIIEHUPUKA OIIEPHOI'O ’)KAHPA B IIPOEKTAX DIGITAL OPERA

Digital opera — 0HO U3 caMbIX MOJIOJBIX HAIIPABJICHUNA COBPEMEHHOT'O MCKYCCTBA,
XapaKTepHbIE YePThl U aTpUOyTHl KOTOPOTO €Ill€ HE BIIOJHE ompeenaeHbl. MOXKHO CKa3aTh,
YTO 3TO XYJAO0XKECTBEHHOE TEUYEHHE HAXOAMUTCS B aKTUBHOW (a3ze (popMUpOBaHHS, CaMO-
OMpeIeNICHUs B MOJPKAHP WM B OTEIbHBIN XKaHP.

B coBpemenHoM nckyccTBe «1udpoBas onepa» MpeacTaBlieHa yKe JOBOJIbHO 00Jib-
IIMM YKCJIOM Mpou3BenaeHui. VX manuTpa mupoka u pazHooOpa3Ha, METOJbI K€ UCCIE0-

87



(% : ; %,

BaHUS TaKUX COYMHEHUH TOJBKO (OPMYJIUPYIOTCS U Pa3HATCS B 3aBUCHUMOCTH OT IOJXOJ0B
KOHKPETHOro yuyeHoro. Takum oOpa3om, peub UJET O (peHOMEHE, KOTOPbI CTPEMUTEIBHO
Pa3BUBAETCs, MyTUPYET U MOJYJIUPYET B OAHOM ITOTOKE KYJBTYpPbl 1 BPEMEHHU C HAMHU.

Llenp nmoxmama — BBISIBUTH HamOoJiee XapakTepHbIE (IO OTHOLICHHIO K IU(PPOBOM
oIepe) 4epThl MY3bIKAIBHOTO CTHJIA M JpaMaTypruy B TaKUX MPOU3BEJIEHUX, Kak «['pexo-
nagenue» u «Komenus ropoaa [lerepOypra» no meecam [lanuuna Xapmca, a takxke «Me-
7es» 10 MOTHBAaM OJHOMMEHHOW Tpareanu EBpumuaa, co3qaHHBIX aBTOPOM 3TOTO COOOIIIe-
Hus Pycramom CarpueBsiM. HayuHasi HOBU3HA 00yCIIOBIE€HA ONMOPOM HAa HE U3yYEHHBIE CO-
YUHEHUS COBPEMEHHOIO KOMIIO3MTOPA, CO3JaHHbIE I IEPEJOBOTO  MY3BIKAIBHO-
TEaTPAJILHOI0 HalPaBJICHUS.

KuroueBble cjioBa: oHyaiiH onepa; nupoBoe UCKYCCTBO; My3bIKa; TeaTp; aBaHTaAp/;
KOMITO3UIUS

SPECIFICS OF THE OPERA GENRE IN DIGITAL OPERA PROJECTS

Digital opera is one of the youngest trends in contemporary art, which characteristic
features and attributes have not yet been fully defined. This art movement is in the active
phase of formation, self-determination into a subgenre or into a separate genre.

In contemporary art, “digital opera” is already represented by a fairly large number of
extremely varied works, but research methods are only being formulated and vary depend-
ing on the researcher. Thus, we have a phenomenon that is rapidly developing, mutating and
modulating in the same stream of culture and time with us.

The purpose of this work is to identify the most characteristic (in relation to digital
opera) features of the music and musical dramaturgy of the following works: “Lapse from
virtue” and “Comedy of the City of Petersburg” based on the plays by Daniil Kharms and
“Medea” based on the tragedy by Euripides. The choice of the researched works is due to
the fact that the author of the article is the composer of these operas.

Keywords: online opera; digital art; music; theater; avant-garde; composition

CAIOKOBA Bepa BragumupoBHa Vera SADOKOVA
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HAYYHO20 JHCYPHANA « YueHvle 3anucku
Poccuiickoit akademuu
my3viku umenu I necunvixy, Mocksa

«IIUKOBASI JAMA» IL.U. YAHUKOBCKOT'O.
KATEI'OPUM TPOCTPAHCTBA U BPEMEHHU
B PACKPBITUM TAHATAJIOTUUYECKOHN ®ABYJIbI

Omnepa I1.M. YaiikoBckoro «IInkoBas gamay» paccMaTpuBaeTcs ¢ MO3UIUU HAppaTo-
JIOTHH, 32 OCHOBY B3SIT paKypC OCMBICIEHUS U (DOPMBI BOIUIOIICHUS (DEHOMEHA CMEPTH.

OTmeuaeTcst KIII0YEBast POJIb TMOPOTOBBIX 3HAKOB M CHMBOJIOB, (HOPMHUPYIOIIUX
CTPYKTYpPY BHYTPHUTEKCTOBOI'O ITPOCTPAHCTBA W MPOCTABIISIONINX IVIABHBIE CEMaHTUYECKHE
aKIIEHTbI, KOTOPbIE OCYIIECTBISIOT Mepexo/l OT OyKBAJIbHOTO IJIaHA MTOBECTBOBAHUSI K MHO-
CKa3aTeJIbHOMY.
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CHMBOJIMYECKH MHTEPIPETUPYIOTCS IEMEHThI TEKCTa: MEPCOHAXH OIephl, 00CTOsI-
TEJIbCTBA U COOBITUS (THETYILEE OXKUJAHHUE U ITepeceUeHe TPaHMIIbl); aKyCTUYECKUE 3HAKU
(andapsel, BoeHHbIE CHUTHANBI, YAaphl B 1BEPb, OKHO, M0JI, TPUOIIKAIONIMECs [Iard, MoJj-
HOYHBIN 001 yacoB). B pesynbTaTe MOJEIUpyeTCsl CEMAaHTUYECKOE IOJIE, BCE CMBICIOBBIC
€AMHMIIBI KOTOPOIO HM3MEPSIOTCS IOJOXKEHUEM OTHOCHUTEIBHO TPAHMIIBI «KHU3HBb-CMEPTH
Y HAJIEJISIIOTCS OJJHOM M3 TpeX QyHKIUI: «J10», «Hay, «mocie» nopora. Mx B3aumoneiicTaue
(bopMupyeT EHTP, COOTHECEHHBIN C SIAPOM CEMAHTUYECKOTO MO «CMEPTHY», BEICTPAHBACT
nyThb. [IpocTpaHCTBEHHO-BPEMEHHON AacHEeKT OCMBICICHHUS CMEPTH COJIMKAeT COYMHEHUE
C TEKCTOM MOrpedanbHOro 00psaa, B KOTOPOM HOCieIHEee COOBITHE YeI0BEYECKON JKU3HU
TaKXKe PENPE3CHTUPYETCS B IPOCTPAHCTBEHHBIX KATETOPUAX U OTOXKIAECTBIIACTCS C IIyTEM.

CemaHTHUYECKHE TTAPAJUIEIH ONEPbI C MU(POPUTYATBHBIM CIIEHAPHEM MPOCICKUBAIOT-
Csl HA YPOBHE KOHILEIIMYU U BOIUIOLICHMS 3aMbIC)Ia. B COOTBETCTBUH CO CXEMOM NEPEXOIHO-
ro puryaia (oTAeneHrue — MPOMEXKYTOUHBIM 3Tal — BKJIOYEHHE) paccCMaTpUBAETCS KOM-
MO3ULUS TEKCTA, BHYTPUTEKCTOBBIE CTPYKTYpPhI (CUMBOJIMYECKAsi MHTEPIPETALUs TUAIOrOB,
CO3/AIOIINX APAaMaTypPruyecKyl0 OCHOBY TEKCTa M PACKPHIBAIOIIMUX HACH0 TPYAHOIO MYTH),
CUMBOJINYECKHE MTEPCOHAKHBIE PYHKIIMHU U UX TPAKTOBKA.

[Ipoutenue «IIMkoBOM IaMbl» B aCNEKTE XYJOKECTBEHHON TaHATAJIOTMH I103BOJISET
clenaTh HHTEpeCHbIe HAOIIOACHUS O O3 THEM CTUIIE KOMIIO3UTOPA.

KuroueBble cjioBa: CcMepTh, BpEMS-IIPOCTPAHCTBO, PAKypC MOBECTBOBAHMS,
«ITuxoBas namay, puryansHbii cueHapui; [1.1. YaiikoBckuit

THE QUEEN OF SPADES BY PYOTR TCHAIKOVSKY.
CATEGORIES OF SPACE AND TIME
IN THE DISCLOSURE OF THE THANATALOGICAL PLOT

Tchaikovsky’s opera The Queen of Spades is considered from the perspective of nar-
ratology — the perspective of understanding and the form of embodiment of the phenome-
non of death. The key role of threshold space-time signs and symbols forming the structure
of the intra-textual space, putting down the main semantic accents, making the transition
from the literal narrative plan to the allegorical one is noted.

The symbolic interpretation of the elements of the text is traced: opera characters,
circumstances and events (oppressive expectation and border crossing); acoustic signs (fan-
fare, military signals, blows on the door, window, floor, approaching footsteps, midnight
clock striking), as a result of which a symbolic field is modeled, all semantic units of which
are measured by position relative to the border “life-death”, are endowed with one of three
symbolic functions: “before”, “on”, “after” the threshold. Their interaction forms a center
correlated with the core of the semantic field ‘death’, builds a path. The space-time aspect of
understanding death brings the work closer to the text of the funeral rite, in which the last
event of human life is also represented in spatial categories, identified with the path.

Semantic parallels of the opera with the mythological scenario can be traced at the
level of the concept, the embodiment of the idea. In accordance with the scheme of the tran-
sitional ritual (separation — intermediate stage — inclusion) is considered: the structure of
the text, intra-text structures (symbolic interpretation of dialogues that create a composition-
al dramatic basis of the text, revealing the idea of a difficult path), symbolic character func-
tions and their interpretation.

Reading the Queen of Spades in the aspect of artistic thanatalogy allows us to make
interesting observations about the composer's late style.
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OIIEPA A.H. BEPCTOBCKOI'O «COH HASIBY» U «PYCJIAH U JIFOIMHNJIA»
M.U. I'VIMHKU: CFO’KETHBIE U KOMITIO3UILINOHHBIE IIEPECEUYEHUSA

Onepa «CoH HasiBy, unu Uypoa gonuHay Oblia co3nana A.H. BepctoBckum B 1844
roxy, ciycts outd 10 jet mocne mpeMbepsl «ACKOIbI0BOM MoTwibl» (1835), mpuHectieit
KOMIIO3UTOPY CJaBy W ycmex. B 3TomM couMHeHHMM OH oOpamiaeTcss K MpPOU3BEICHUIO
B.1. ana «Houb Ha pacnyTee, uinu YTpo Beduepa MyApeHEE», KOTOPOE OH XapaKTepU3yeT
KaK «CTapylo ObIBAIBIIHMHY B JIMIIaX». B 3TOM COUMHEHUU MPUBOIATCS «IPEaHbsl CTAPUHBI
IyOOKOI», MOBECTBYIOIIME O CBATOBCTBE KHSI3EM M XaHOB K KHSKHE 30pe, KOTopas IMocie
yepeapl (paHTACTUYECKUX MPHUKIIOUEHUM 0OpeTaeT CBOE CYacThe ¢ BO3JIOOJEHHBIM — Mu-
nomeM. CroxeT pacckasza [lams, nepepaborannbiii kHsizeM A.A. lllaxoBckuMm B TUOpeETTO,
BBIJIEPKAHBI B ACTETUKE POMAHTU3Ma, C 3JIEMEHTAMU CIABSHCKOTO 3Moca U (DaHTaCTUKH. 3a
nBa roja 1o npembepbl «CHa HasiBy» myOiinke Oblia nmpenacrasieHa onepa «Pycnan u Jloa-
muna» (1842) M.U. I'muaku. CouynHeHHsI 000MX KOMIIO3UTOPOB OKa3aJuCh YPE3BBIYANHO
CXOXH IO CIOXKETY, Ha 4TO O0palaiy BHUMaHHE KaK COBPEMEHHHUKH BepcTtoBckoro, Tak u
uccieoBareny ero teopyectsa. O0e omepbl OBUTM BOCIPHHSTHI MyOJIMKOW JTOBOJIBHO XO-
nonHo. ITo Beipaxennto A.H. CepoBa, «CoH HasiBy» MMeEIl «IOJOBUHHBIN ycnex». OngHako,
HECMOTPS Ha BHEILIHEE CXOJCTBO U CTPEMIICHUE KOMIIO3UTOPOB K PA3BUTHUIO HAITMOHAIBHOU
TPaJUIIAU, OTIEPHl 3HAYUTEIIBHO OTIWYAIOTCS APYT OT Apyra. [ nmHKa, Oyaydu HOBATOPOM,
BO MHOI'OM OTXOJHUT OT WTaJbSHCKOM M (paHIly3CKOM OMepHBbIX IIKOJ, a BepcTroBckwuii,
HAIpPOTHUB, CO3[]a€T CBOE COUMHEHHUE MO 00pa3Iily «CTapbixX» BOJLIECOHBIX OINEp, CTOJIb XapaK-
tepHbIX 11 1820—1830-x rogor XIX cronerus. Jloknan MocBsIIeH aHAIU3y 0COOCHHOCTEM
CIOJKETA U MY3bIKAJIbHOW KOMITO3ULIMK onepbl «COH HasiBYy» C €€ OUYEBHUIHBIM MapaJlIeisM C
«Pycnanom u JIrommuiioi» ['TMHKY, a TakKe BIUSHUIO €BPOINEUCKON ONMEPHON TPAAULIMM Ha
PYCCKYIO B IEPUOJ] €€ PA3BUTHSI U CTAHOBJICHHUS.

KuarwueBbie ciaoBa: A.H. Bepcrosckuit, M.U. I'nunka, onepa, «CoH HasiBy, WU
Uyposa nommna», «Pycnan u Jlrogmuna»

ALEXEY VERSTOVSKY’S DAY DREAM AND GLINKA'’S
RUSLAN AND LYUDMILA: PLOT AND COMPOSITIONAL INTERSECTIONS

The opera Day Dream, or The Chur Valley (Son nayavu, or Churova dolina) was cre-
ated by Alexey Verstovsky in 1844, almost 10 years after the premiere of Askold's Grave
(1835), which brought fame and success to the composer. In this opera, he refers to the
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work of Vladimir Dal The Night at the Crossroads, or the Morning of the Evening is More
Complicated, which he characterizes as ‘an old thing in the faces.’ It describes as ‘the leg-
ends of the ancient deep,’ telling about the matchmaking of princes and khans to Princess
Zora, who, after a series of fantastic adventures, finds her happiness with her lover, Milos.
The plot of Dal's story, revised for the opera by Prince Alexander Shakhovsky in the libret-
to, sustained in the aesthetics of romanticism, with elements of Slavic epic and fiction. Two
years before the premiere of the Day Dream, the opera Ruslan and Lyudmila (1842) by Mi-
khail Glinka was presented to the public. The compositions of both composers turned out to
be extremely similar in plot, which was noticed by both Verstovsky's contemporaries and
researchers of his work. Both operas were received by the public rather coldly. In the words
of Alexander Serov, Day Dream had ‘half success.” However, despite the external similarity
and the desire of the composers to develop the national tradition, the operas differ signifi-
cantly from each other. Glinka, being an innovator, largely departs from the Italian and
French opera schools, and Verstovsky, on the contrary, creates his composition on the mod-
el of the ‘old’ magic operas, so characteristic of the 1820s and 1830s. The report is devoted
to the analysis of the features of the plot and musical composition of the opera Day Dream,
its obvious parallels with Glinka's Ruslan and Lyudmila, as well as the influence of the Eu-
ropean opera tradition on the Russian during its development and formation.

Keywords: Alexey Verstovsky, Mikhail Glinka, opera, Day Dream, or The Chur
Valley, Ruslan and Lyudmila
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CUMP®OHHNYECKHUE I'PABIOPBI «/IOH KUXOT» KAPA KAPAEBA
KAK OIIBIT HAPPATUBHOM AYTOTEPAIIUH

Cumdonnueckue rpaBropsl «Jlon Kuxor» Kapa Kapaea BbI3bIBaloT 0c00BIN HHTEpPEC
B CWJIy CMBICIIOBOM MHOTO3HAYHOCTH. BakHeliee OTian4yre 3Toro Nponu3BeACHHs OT My3bl-
ku KapaeBa k onHonmennomy ¢uiabmy I'. Ko3uniieBa B nenenonaraHuu: cUM(pOHUYECKHE
I'PAaBIOPHI CO3/IaBAIMCH KOMIIO3UTOPOM B ayTOTepaneBTHYeCKHX Heisx. Kapaesckui «/lon
Kuxor» paccmarpuBaercs Kak HappaTUB PUKEPOBCKOTO «MOTYIIETO YEJIOBEKa», KOTOPBII
CTpPEMUTCS JOTSAHYTh CBOE€ MOJCO3HAHUE O CBETJIOTO MOJIS CO3HAHUS, MO (OPMYITUPOBKE
[Ipycra. 3nanue «Happaropa» o puHaze HCTOPUHU U TITyOOKO JTUYHOCTHBIN XapaKkTep Happa-
THBa 00YCIIOBJIMBAIOT €0 TPAareJAUMHY0 CYyLIIHOCTh, BO MHOTOM OIpPEIEIIssl APaMaTypruio U
ApXUTEKTOHUKY MpOM3BeAEHUsA. B TakoMm acmekre KapaeBckue CHUM(OHMYECKHE I'PaBIOPHI
«/lon Kuxor» paccMaTpuBaroTcs BIIEpPBBIE.

KuaroueBble cioBa: HappaTuBHas ayToTepanusi, HappaTUBHBIM aHaIu3, «IOTOK
CO3HaHMs», apxUTeKkToHuKa, Kapa Kapaes, «/lon Kuxor»

SYMPHONIC ENGRAVINGS DON QUIXOTE BY KARA KARAEV
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AS AN EXPERIENCE OF NARRATIVE AUTOTHERAPY

Symphonic engravings Don Quixote by Kara Karaev are of particular interest, pri-
marily because of the semantic, metaphorical ambiguity. The most important difference be-
tween symphonic engravings and music from the film of the same name by G. Kozintsev is
that they were created by the composer for autotherapeutic purposes. Therefore, Don Quix-
ote by Karaev is considered as the narrative of Ricoeur’s “person who can”, who seeks to
reach his subconscious to the bright field of consciousness, according to Proust's formula-
tion. The knowledge of the “narrator” about the finale of the story and the deeply personal
nature of the narrative determine the tragic essence of the narrative, largely determining the
dramaturgy and architectonics of the work. In this perspective, the symphonic engravings
Don Quixote are considered for the first time.

Keywords: narrative autotherapy, narrative analysis, “stream of consciousness”, ar-
chitectonics, Kara Karaev, Don Quixote
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3®PEKT CMEIIAHHOM PEAJIBHOCTH
B PIANO CONCERTO CUMOHA CTEHA-AHIAEPCEHA

B noknazae uccienyroTcsi TOUKH NEPECEUEHUs] peasibHOTrO U BUpTyalibHOTrO B KoHIiep-
Te nns doprenuaHo, cemiuiepa, opkecrpa u Buaeo (2014) komnosutopa Cumona CreHa-
Annepcena (p. 1976). Oto peakuil mpuMep MYJIbTUMEIUHHOTO COYMHEHUS B JKaHpPE WH-
CTPYMEHTAJIBHOrO KOHIEpTA. [Ipon3BeneHne MocTpoeHO Ha B3aMMOJECUCTBUN PEAIBHOCTEN:
UTPBI )KUBBIX MY3bIKAHTOB M aKyCTUYECKUX 3BYYaHUN MHCTPYMEHTOB ¢ IU(POBOU cpenoi
— 3aIMCAHHBIMU 3apaHee BUJEO, TPAHCIMPYEMBIMH Ha HECKOJBKUX 3KPaHaX, M 3ByKaMH,
BOCIIPOM3BOJMMBIMHM C IIOMOIIBIO cemIuiepa. TOYKOM CONPUKOCHOBEHMSI pa3HBIX MHUPOB
CTaHOBUTCS (POPTENHAHO, OHO CYIIECTBYET CPa3y B JIBYX BOIUIOIICHUSX: KaK KOHIEPTHBIN
POsUIb M KaK €ro BUPTyaJlbHbIN JABOWHUK — Pa3pyLIEHHbIA MHCTPYMEHT (B Hayajle COYMHE-
HUS Ha BUJIEO IIOKa3aH MOMEHT €r0 MaJIeHUs C BBICOTHI BOCBMU METPOB).

Konnepr paccMatpuBaercst ¢ Mo3uui NOCTIU(GPOBOI 3CTETUKU B COBPEMEHHOM HC-
KYCCTBE U CBSI3aHHBIX C HEIO MOHATHI: Meaua, MpaBibl, WJUTIO3UM M OMUOKH. Vcnone3ys
MOCTMOJIEPHUCTCKYIO KaTErOpHUIO IEKOHCTPYKIMH, aBTOP JTOKJIa/1a MOKa3bIBAET, KaK KOMIIO-
3UTOp «IIepecoOrpaeTy CIOMaHHBIA pOslb B BUPTyalbHbIM MHCTpyMeHT. KoHueprt como-
cTaBiisieTcsl ¢ Oojiee paHHUMHU counHeHHsIMH CTeHa-AHAepceHa, MYJIbTUMEIUMHBIMHU TPO-
M3BEICHUAMH ¢ QOPTEINAHO y JPYTHX KoMmo3uTopo (Muxasns Baitns, Moxarreca Kpaii-
miepa, Credana [Ipunca) u ¢ paboTamMmu cCoBpeMeHHBIX XyA0KHUKOB (["abpuasisl J>kepo3bl
u Pomeo Kacremryqun).

Cumon CteH-AHIEpCEH — OJIMH M3 BEAYIIMX E€BPONEHCKUX KOMIIO3UTOPOB, HO Ha
PYCCKOM $I3bIKE€ MCCIIEJOBAaHUN O HEM NMPAKTUYECKU HET. B pyCcCKOSI3bIYHOM MY3bIKOBEIE-
HUM TaKXe Majo NpeACTaBIeHbl padOThl O MYJbTUMEIUNHBIX MPOU3BEIECHUSIX COBPEMEH-
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HBIX aBTOpOB. B crtaThe OyaeT u3ydyeH Kak TBopueckuii meton CTeHa-AHIepceHa, Tak
Y BO3MOJKHBIE TTOAXObI K aHAJIM3y HOBOM MY3BIKH.

KiroueBsble cioBa: Cumon CteH-AHAEpCEH, MyJIbTUMEINA KOMIIO3HIINS, TTOCTIH(]-
poBasi 3CTETHKA, CMELIaHHAs PeallbHOCTb, JIEKOHCTPYKIHMS, KOHIEMIMsS IBOMHMKA, KOH-
KpEeTHasi MHCTPYMEHTaJIbHAasl My3bIKa

THE NOTION OF MIXED REALITY
IN SIMON STEEN-ANDERSEN’S PIANO CONCERTO

This article explores the interrelationship between the real and the virtual in Simon
Steen-Anderson's Piano Concerto (2014) for piano, sampler, video and orchestra. It is a rare
example of instrumental concerto being a multimedia work. The piece is based on the inter-
action of “realities”. Live performers with their acoustic instruments are juxtaposed with the
virtual environment: pre-recorded video clips and sounds coming from the sampler. The in-
tersection of real and virtual is the piano itself, which exists in two embodiments: first, as
a grand piano, and second, as a virtual doppelgidnger (the clips show the instrument being
destroyed at the start of the piece).

This paper deals with the Piano Concerto drawing on the concept of post-digital aes-
thetics in contemporary arts, as well as its companion features: the notions of mediality,
truth, illusions and errors. Using the concept of deconstruction, the article displays how the
composer rebuilds the broken piano into a virtualized instrument. The Piano Concerto is
considered within the larger body of Steen-Andersen’s work and multimedia pieces written
by Michael Beil, Johannes Kreidler and Stefan Prins, as well as works by contemporary art-
ists Gabriella Gerosa and Romeo Castellucci.

While Simon Steen-Andersen is one of the leading European composers, there is not
much research about his work in Russian. Also, there is not much research into multimedia
pieces written by contemporary composers. The article explores Steen-Andersen's artistic
methodology as well as some possible approaches to analyzing new music.

Keywords: Simon Steen-Andersen, multimedia composition, post-digital aesthetics,
mixed reality, deconstruction, doppelgdnger, musique concréte instrumentale
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JI. BAH BETXOBEH: «IBUKEHUE MbBICJIN» B 3BYKAX

HappaTuBHOCTB (1I0BECTBOBATEIBHOCTh) B MY3bIKE CO BCEH OUEBUIHOCTHIO IMPUCYT-
CTBYET TaM, IJI€ JAHO CIIOBECHOE BBIPAKEHUE XYJI0)KECTBEHHOW Mjen. OJHAKO MOXHO JIU
TOBOPUTH O HAPPATUBHOCTH B MHCTPYMEHTAIBHBIX MMPOU3BEICHUSIX, HE UMEIOINX BepOahb-
HOT'O TOJATBEPKJCHUS XYJIOKECTBEHHOTO 3aMbIC/Ia B BUJE MPOrpaMmbl WM 3ariaBus? Ha
Halll B3IJISA, JII000€ My3bIKaIbHOE MPOU3BEACHHE (Jaxke UMerolee 0000LUIeHHOE onpeee-
HUE — «COHaTa», «CUM(POHU», «BapUalun», «(yra») sBISETCS JUUYHBIM BbICKA3bIBAHHEM
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KOMIIO3UTOpA, €ro 00pa3HbIM paccka3oM o cede, O CBOMX YYBCTBAX, O CBOEM OTHOILIEHHH K
MUDY.

Hepenko Tum My3bIKaTbHOTO BBICKa3bIBaHHS OOYCIIaBIMBaeTCs caMmoi (opMoii-
KAHPOM, COJIEpIKallel ONpeAeICHHYI0 ApaMaTyprudeckyro ¢alyiry, croxker. KomamuectBo
«JIEHCTBYIOIUX JHID (TeM-00pa30B), UX pa3BUTHE, B3aUMOACHCTBUE U KOHEUHBIH PE3yJlb-
TaT ONPEIEINIAIOT UACHHOE U MYy3bIKAJIIbHOE CO/IEep)KaHue Mbechl. JononHuTtenbuyo nHpop-
MalMI0 B TIOBECTBOBAHME BHOCST HEOXUIAHHBIE OTCTYIUICHHS B U3JI0)KEHUU Marepuala, B
KOTOPBIX KOMIIO3UTOP BHE3AITHO MPEPHIBAET CTUXHIO 3BYKOBOI'O MOTOKA U KaK Obl «IOrpy-
&KaeTcs» B 00JIaCTh CBOUX MBbICIIEH, BOCHOMUHAHUM, COKPOBEHHBIX YYBCTB, Pa3MBILUICHUI.
B 3THX OTCTYyNIeHUSIX YCIOBHO OTpa)kaeTcs «JIBUKEHHE MbICIN» aBTopa. Hambonee sipkue
00pasIibl MOJOOHBIX BHICKA3bIBAHUHN «MBICIIEH BCIyX» OOHAPYKUBAIOTCS B HHCTPYMEHTAIIb-
HBIX IIPOU3BENCHUIX beTxoBeHa — cuMpoHUAX, (POPTENHAHHBIX COHATAX, CTPYHHBIX KBap-
TeTax.

B 00b1YHOM CTPYKTYpHOM aHaiu3e MmojoOHbIe (pparMeHThl, Kak MpaBHIIO, HE pac-
CMaTpPUBAIOTCS, T.K. OHH HE BIMAIOT Ha OOMIYI0 KOHCTPYKIHIO MY3BIKaIbHOU (hopmbl. Mx
3BYKOBasl HAaIlOJHEHHOCTh IIPHOOpeTaeT 0co0yH0 CEMAHTUYECKYIO 3HAYMMOCTbh IPU Happa-
TUBHOM aHaJIN3e, yriyOJIsomeM MOHUMaHue Xy J0’)KECTBEHHOTO CO/IEP)KaHUsl My3bIKaIbHO-
ro npousBeneHus. [lomyueHHble HaOMIOAEHUS BHOCSIT JOMOJHUTEIbHBIE YEPThl HE TOJIBKO
B XapaKTEPUCTUKY CTHUJISI KOMIIO3UTOpA, HO W, B IEJIOM, €r0 TBOPYECKOTO W JIMYHOCTHOIO
HOpTpeTa.

Kiro4yeBble cJjI0Ba: WHCTpyMEHTalIbHAas MY3bIKa, BBICKA3bIBAHWE, HAPPATUBHBIN
aHanu3, beTXOBEH, «MBICIH BCIIyX», XyJOKECTBEHHOE COAECPKaHNE, CTHIIb KOMIIO3UTOPA.

LUDWIG VAN BEETHOVEN: THE “MOVEMENT OF THOUGHT” IN SOUNDS

Narrative in music is clearly present where a verbal expression of an artistic idea is
given. However, is it possible to talk about narrativity in instrumental works that do not
have verbal confirmation of artistic intent in the form of a programme or title? In our opin-
ion, any musical composition (even having a generalized definition — “sonata”, “sympho-
ny”, “variations”, “fugue”) is a personal statement of the composer, his figurative story
about himself, about his feelings, about his relation to the world.

Quite often, the type of musical utterance is conditioned by the form-genre itself,
which contains a certain dramaturgic plot, a storyline. The number of “characters” (themes-
images), their development, interaction and final result determine the ideological and musi-
cal content of the play. Additional information in the narrative is provided by unexpected
digressions in the presentation of the material, in which the composer suddenly interrupts
the element of the sound flow and, as it were, “plunges” into the area of his thoughts, mem-
ories, innermost feelings, reflections. The musical sounds of such digressions conditionally
reflect the “movement of thought” of the author. The most striking examples of such state-
ments “thinking aloud” are found in the instrumental works of L.V. Beethoven - sympho-
nies, piano sonatas, string quartets.

In conventional structural analysis, such fragments are usually not considered, since
they do not affect the overall construction of the musical form. Their sound content acquires
a special semantic significance in the course of narrative analysis, which deepens the under-
standing of the artistic content of a musical work. The obtained observations introduce addi-
tional features not only into the characteristics of the composer's style, but also in general,
his creative and personal portrait.
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Keywords: instrumental music, utterance, narrative analysis, Beethoven, “thinking
aloud”, artistic content, composer’s style.
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HAPPATTUBHBIE CTPATEI'NA B TBOPYECTBE U.C. BAXA

B noknane OyayT paccMaTpuBaThCsl pa3iMUHbIE MPOSBICHUS HApPaTUBHBIX CTpare-
ruii B TBopuectBe M.C. baxa. Tepmun «nappamusnocmuvy 0003Ha4aeT JIMHEHHOE Pa3BEPThI-
BaHUE TEKCTA, T.C. HAPPAMUBHLIM CHIAHOBUMCA 6Ce, YUMo 001a0aem 8PeMeHHOl CIMpPYKm)-
pou u noopasymesaem Hexkoe usmenenue cumyayuu. OQHaAKO HappPATUB MOXKET OBbITh HECIO-
KETHBIM U HEJIMHEWHBIM.

OOBEeKTOM HApPPATUBHOTO AaHAJIHM3a MOXKET CIYXHUTh JIIOOOW 3JIEMEHT MY3bIKH, BBI-
MOJIHSIOIIMM POJIb CMBICIIOHOCUTEIS, HAIPUMED, mpe3gyuue, KOTOpOe HEPEAKO CTAHOBHUTCS
MHTOHAIIMOHHO-TeMaTrn4yecko ocHoBoM counHenuit M.C. baxa. Tak, Bo ®paHIy3cKo# CIOU-
Te d-moll Tpe3Byume nposiBISIETCs] KaK CIOKETHBIA AJIEMEHT, ONpeesisisi Hanboiee BaXKHbIC
TOYKH MEJIOJUYECKOro pa3Butusa. BosHukaer cBoeoOpa3Hasi «MHTpUTa» B UTPE €ro TOHAMHM.
Ha cBoem kpoliie4HOM YpOBHE OHO JAEMOHCTPHUPYET CEMAHTUKY MpUEMa, UMMAHEHTHO MpH-
cyliero mMysblke. Ero camo/1ocTaTo4HOCTh 00ECIeUnBAETCS CAMOCTOSITENbHBIM MPOIIECCOM
pa3BUTHS, CBSI3aHHBIM C IIOMCKOM BEpCUH 3JIeMEHTa. AHAJIOTUYHBIM 00Pa30M MOKET OBbITH
MOCTPOEH JIaJI0OBbIM, TOHAJIIbHBIN WM TAPMOHUYECKUIN CIOXKET.

HappatuBHyto QyHKIMIO BBITIOJNHSET U KOMROZUWUOHHBLI naan. [IpumepoM MOTyT
ciyxuthb Tokkatel U.C. baxa. Komno3uuus 11000# TOKKaThl MpeicTaBlIeHa BCTYIUTEIbHON
umnpoBuzanueit, Adagio u ¢pyroid. ®unocoPpckuii CMbICT 3TOM KOHCTPYKIIMH 3aKIIFOYACTCS
B TOM, YTO JIBIDKEHHE K 3aKIIOYUTEIBHON (Pyre OCymecTBIsIeTCs B BUAEC METOJIa TOCTEINECH-
HOTO «HapallMBaHWs» HWHTOHAMM B TPOLIECCE [BWKEHUS K HEH BHYTPU LHKJIA.
B 3akmtounTenbHON Gyre TON MM MHOM TOKKAThl BCE OTKPHUCTAJUIM30BABIINECS SJIEMEHTHI:
pUTM, paxkTypa, rapMOHUS, MEJIOANA, TUHEApHAasl B3aUMOCBS3b I'0JIOCOB MOJIY4al0T CBOE BO-
TJIOLIEHUE U KOHKPETHOE XY0KECTBEHHOE pElIeHHE.

B nenoctHOM HappaTrBe CBOMM KPaCHOPEUMBBIM «TOJIOCOM» HANENISAETCs ghakmypa.
B kanTare Ne 150 U.C. baxa «K Tebe, 'ocionu, Bo3HoOIy aynry MOoo» (hakTypHbIe pUCYH-
KM UTPalOT BaKHEHIIYIO POJb B TPAKTOBKE CJIOBECHOIO TEKCTa M JAIOT HAIJISIHOE Ipea-
cTaBjieHHEe 00 MX HAappaTHBHBIX BO3MOXKHOCTIX. Kaxmas ctpoda 0axoBCKOM KOMIIO3ULIUU
JTEMOHCTpHUPYET cBoe (hakTypHOe penieHue. B nepsoii cmpoge — «K Tebe, I'ocriogn», «Bo3-
HECEHHUe» YU BOIUIOIIAETCS C MIOMOIIBIO BOCXOSIIETO IBUKEHHUS TOJI0COB U MHTOHALM-
el BocxXosIel OKTaBbl, COOTBETCTBYIOILIEH ciioBaM. CaMa ke «Iyllay IMOJHa MeYyaiu, co-
KpYIICHUS, MOKassHUSI. DTOMY COOTBETCTBYET mpembsi cmpoga «Jla He mocThiKychy. bax
UCIOJIb3YET MPSIMOM MOPSAOK BCTYIJICHUS TOJIOCOB, HO OT conpano K bacy, 0iaaroaaps yemy
BO3HUKAET 3€pKajibHasi CHMMETPHS 110 OTHOIICHHUIO K NepBOi cTpode. CMBICT 3aKitoyaeTcs
B TOM, 9TO «Tb1» M «» pa3leneHo MHTOHAIMOHHO Wi ¢akTypHo. boxkectBeHHOE «Tb1»
BCEI/Ia CBSI3AHO C MOABEMOM, «SI», HA00OPOT, MHTOHAILIMOHHO MPOPUCOBAHO XpOMaTHYe-
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CKHUM CITyCKOM M HHUCXOJSIIUM aOpucoM JBHKEeHUS rojiocoB. Cummempus y baxa — Baxk-
HEHIINT HOCUTENb UIeH TAPMOHHUH M COBEPIICHCTBA. MUp MOJIOH CTpaJiaHuii, HO OH TapMo-
HUYEH.

Haxonen, monansnsiii npoyecc, CymecTBYIOMUN B BHIE CMEHBI MOHAIbHBIX COObI-
muil, Takxe 0ONafaeT HappamuHviMu CBOMCTBAMH, KOTOpPbIE MOTYT MPOSBISTHCS IO-
paszHomy: 1) B Bue obwux xapakmepucmuxk TOHAIbHOCTEH, 3aKPEIUIEHHBIX CTOJCTHIMU; 2)
B KAUECTBE JIUHUU CIOHCEMHO20 N08ecmeosanusi (TOHATbHOCTH MPUBSA3aHbl K KOHKPETHBIM
COOBITHSIM WJIM TEPCOHAXKAM, AHAJIOTHMYHO CIOMHCEMHOM)Y N08ecmeosanuio U odpasys To-
HAJIBbHYIO JPAMaTypruro); 3) B Ka4eCTBE OCHOBHOTO KOHYenma COUYMHEHUs], (QYHKIIUOHUPYS
KaK Hecrodicemuvlli Happamus. B 0060ux 1ukiax 0aXxOBCKHX MacCCHOHOB TOHAIBHOCThH C-
moll — ctpaternuecku Hambosee BaxkHas. OHa 3asgBIISIET O ceO€ B CBSI3U C MmMeleCHbIMU M)-
Kamu, menecHol cmepmvlo U nocpebdenuem. ToOHaTBbHOCTH f-moll ucnonsdyercs baxom
B CBSI3U C TEMOM NpeiaTeNnbCcTBa U, COOTBETCTBEHHO, MOSBISETCS BIEPBbIE B cCUTyaluu Tai-
HOM Beuepu. Bropast TonanbHOCTh, G-dur, BOIUIOLIAET nacxanvhsiti cMbich TaifHO# Bedyepwu.
B memom, MoxHO yTBepkaarh, uTo bax OykBambHO «uccienyer» CBsIeHHOE MHUCaHUE,
POYEPUNBAs THHUNA MEXTy COOBITHSIMH U TICPCOHAKAMH.

KiaroueBsie cioBa: U.C. bax, napparu, ®paniy3ckas ctouta d-moll, kanTarta
Neo 150, cummerpus

NARRATIVE STRATEGIES IN THE WORK OF LS. BACH

The report (article) will consider various manifestations of narrative strategies in the
work of [.S. Bach. The term “narrativity” refers to the linear expansion of the text i.e. narra-
tive is everything that has a temporal structure and implies a certain change in the situation.
However the narrative can be non-plot and non-linear.

The object of narrative analysis can be any element of music that is a meaning carrier
for example a triad which is often the intonation-thematic basis of 1.S. Bach. Thus in the
“French” suite in d-moll the triad appears as a plot element defining the most important
points of melodic development. There is a kind of “intrigue” in the game with his tones. At
its tiny level it demonstrates the semantics of a technique that is immanent in music. Its self-
sufficiency is ensured by an independent development process associated with the search for
versions of the element. A modal tonal or harmonic plot can be constructed in a similar way.

The compositional plan also performs a narrative function. An example is the tocca-
tas of I.S. Bach. The composition of any toccata is represented by an introductory improvi-
sation, an adagio and a fugue. The philosophical meaning of this construction lies in the fact
that the movement to the final fugue is carried out in the form of a method of gradual
“building up” of intonations in the process of moving towards it within the cycle. In the fi-
nal fugue of this or that toccata, all crystallized elements: rhythm, texture, harmony, melo-
dy, linear interconnection of voices are embodied and each time have a specific artistic solu-
tion.

In a holistic narrative, texture has its own eloquent “voice”. In cantata No. 150 J.S.
Bach To Thee, O Lord, 1 lift up my soul textured drawings play an important role in the in-
terpretation of the verbal text and give a visual representation of their narrative possibilities.
Each stanza of Bach’s composition has its own textural solution. In the first stanza — To
Thee, O Lord, I lift up my soul the “ascension” of the soul is embodied by means of textural
organization: the ascending movement of voices and the intonation of the ascending octave
corresponding to the words. The “soul” itself is full of sadness contrition, repentance. This
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corresponds to the third stanza Let me not be put to shame. Bach in it also uses a direct order
of entry of voices, but from soprano to bass, due to which a mirror symmetry arises in rela-
tion to the first stanza. The meaning lies in the fact that Bach’s “You” and “/” are divided
intonation or texture. The divine “You” is always associated with the rise “I”” on the contra-
ry, is drawn intonation with a chromatic descent, and a descending outline of the movement
of voices. Bach's symmetry is the most important bearer of the idea of harmony and perfec-
tion. The world is full of suffering but it is harmonious.

Finally, there is a tonal process that exists in the form of a change of tonal events. It
has narrative properties, which can manifest themselves in different ways 1) in the form of
general characteristics fixed for centuries; 2) as a line of plot narration (tonality is tied to
specific events or characters, similar to plot narration and forming tonal dramaturgy); 3) as
the main concept of the composition, functioning as a non-plot narrative. In both cycles of
Bach's passions, the key of c-moll is strategically the most important. She declares herself in
connection with bodily torments bodily death and burial. The key f-moll is used by Bach in
connection with the theme of betrayal and, accordingly appears for the first time in the sit-
uation of the Last Supper. The second key G-dur embodies the Easter meaning of the Last
Supper. In general it can be argued that Bach literally “explores” Holy Scripture drawing
lines between events and characters.

Keywords: 1.S. Bach, Narrative, French Suite in d-moll, Cantata No. 150, Symmetry
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«OP®EM U 3BPUJIUKA» K.B. ITIOKA:
EIIE PA3 O6 APUU CHE FARO SENZA EURIDICE

Apus Opdes Che faro senza Euridice mopoamna muckyccun eme B XVIII Beke
(Yapnw3 bepuu, Morann Kapn @puapux PensmTad u 1p.), KOTOpble HE YTUXJIW U BIOCIE-
crBun (Onyapa lanciuk, I'epman AOepr, Anbdpen Ditnmreitn, lltepan Kynue). B
MEPBYIO O04Yepeah 00CYKIaT0Ch HECOOTBETCTBUE CBETIIONO XapaKTepa MYy3bIKH TParnuecKoi
CUTyallMH: TepOoi OIUIAKMBAET CBOIO BO3JIIOOJIEHHYIO BO BTOPOM pa3, Temepb y»Ke OKOHYa-
TEJIbHO €€ MoTepsB. Takoe HECOOTBETCTBUE 00palaio Ha cedst BHUMAHUE YK€ IIOTOMY, YTO
'm0k B MCTOpPUM ONEphl MUMEN PEIyTalHi0 KOMIIO3UTOpa, BIIEPBBIE TECHEUIIHNM 00pa3zoM
CBSI3aBIIETO MY3bIKY CO CLIEHUYECKHM JEHCTBUEM, HanOoIee IPKUM ITPUMEPOM YETO CUUTa-
etcs cuena Opdes ¢ hypusimu y BpaT Auja.

B noknane BBIABMHYTa rumore3a O HaJIW4uM B omepe [roka oco0oil iupuko-
IpaMaTHdeckoil (adysbl, BHyTPEHHET0, TIIyOMHHOTO HappaTUBa CKIIaAbIBAIOLICHCA U3 psiaa
XapaKTEePHbIX MEJIOJUYECKUX 00OpOTOB. DTU MOBTOPSIOIINECS MOTHBBI, CBS3bIBAIOIIME HA
PacCcTOSTHUM 3HAYUMBIE JJIs CIOKEeTa My3bIKaJIbHbIe HOMEpa, HE MOTYT ObITh YII0100JIEHBI HU
JEUTMOTUBAM, HU TEMaM-PEMUHUCLECHIUAM, TUIIMYHBIM Ul ONEpPHOM apamarypruu XIX
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Beka. C OOJIbILIMM OCHOBAHHMEM HX MOKHO Ha3BaTh TOMOCAMH, CBOMCTBEHHBIMU MY3bIKaJb-
HOMY BoIUIomeHuto apdekToB amoroso u lamento. 1ok BIUCHIBaeT 3TH «00IIHME MECTa» B
OpUTMHAIIbHBIA MY3bIKaJIbHBIM KOHTEKCT, MpHAaBasi UM TEM CaMbIM HHJUBUAYAJIbHYIO
OKpacKy " y3HaBaeMbiii o0k, Menomust Che faro senza Euridice, 3aKII09UTEIILHON apyun
Opdes, HECMOTPsT HA CBOIO OPTraHUYHOCTh M KIIACCUYECKYIO «CAMOJOCTATOYHOCTHY, CyM-
MUPYET

MEJIOUIEeCKrue 000POTHI, paCCPEIOTOUEHHBIC B APYTHX CONBHBIX HOMepax Opdes u B xope,
OTKpBIBAIOIIEM Orepy. Pe3ynbrar, K KOTOpOMY MIPUBOJIUT Pa3BePTHIBAHUE ITOTO HAPPATHUBA,
B OIlepe TOYHEE BCEro MOXHO O003HAYUTh KaK MY3bIKaJIbHOE BOIUIOLIEHUE KaTapcuca.
Hamuune B «Opdeey [moka my3bikanbHOU (halylibl, poOKIAOMIEHCS U3 B3aUMOJICHCTBUS
MeNbYalIINX CUHTAKCUYECKUX €IMHMUI], MO3BOJISIET OCTABUTh BOIIPOC O CBOWMCTBAaxX Happa-
THBa B CTAPUHHOM Omepe, O B3aUMHOW KOPPENSIUN CIO)KETHOTO pPa3BUTHUS B TUOPETTO, MY-
3bIKAJIbHON KOMIIO3UIIMU U JIMHUU KaHPOBO-MEJIOJNYECKUX TOMOCOB, YTO MOKET WUHUIIUU-
pOBaTh HOBbIE AHATTUTUYECKUE TTOIXO/IbI.

Kuaruesbie ciaoBa: Kpuctod Bummbansn I'miok, «Opdeit u «IBpuankay», TOmoc,
addexr, HappaTUB

ORFEO ED EURIDICE BY CHRISTOPH WILLIBALD GLUCK:
ONCE AGAIN ON THE ARIA CHE FARO SENZA EURIDICE

Orpheus’s aria Che faro senza Euridice gave rise to discussions as early as the 18th
century (Charles Burney, Ludwig Relshtab and others), which did not subside even later
(Eduard Hanslik, Hermann Abert, Alfred Einstein, Stefan Kunze). First of all, the discrep-
ancy between the light nature of the music and the tragic situation was discussed: the hero
mourns his beloved, for the second time, now finally her loss. Such a discrepancy drew at-
tention to itself already because Gluck had a reputation in the history of the opera as a com-
poser who for the first time closely connected music with stage action, the most striking ex-
ample of which is the scene of Orfeo with furies at the gates of Hades.

The report puts forward a hypothesis about the presence in Gluck's opera of a special
lyrical and dramatic plot, which consists of the sequence of a number of characteristic me-
lodic turns. These recurring motifs, linking at a distance musical numbers significant for the
plot, cannot be likened to either leitmotifs or reminiscence themes typical of 19th-century
operatic dramaturgy. With good reason, they can be called topoi, characteristic of the musi-
cal embodiment of the affects amoroso and lamento. Gluck, however, inscribes these
“common places” in the original musical context, thus giving them an individual coloring
and a recognizable appearance. The melody of Che faro senz’ Euridice, the final aria of Or-
pheus, despite its organic and classical “self-sufficiency”, collects melodic turns dispersed
in other solo numbers of Orfeo and in the choir that opens the opera. The result to which the
unfolding of this narrative leads can best be described in the opera as the musical embodi-
ment of catharsis. The presence in Gluck's Orfeo of the essence of a musical plot, born from
the interaction of the smallest syntactic units, allows us to raise the question of the proper-
ties of the narrative in an old opera, the mutual correlation of plot development in the libret-
to, musical composition and the line of genre-melodic topoi, which may initiate new analyt-
ical approaches.

Keywords: Christoph Willibald Gluck, Orfeo ed Eurydice, topos, affect, narrative
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HAPPATHUB VS TOH®ABY.JIA: O MAPAJUIEJIBHBIX IPOLIECCAX
B AHIJIO-AMEPUKAHCKOM U POCCUMCKOM TEOPUU

Hecmotps Ha Bce mpoTMBOpEUMs, CBA3aHHBIE C IOHUMAaHUEM MY3bIKAJIBHOIO IIPOU3-
BEJICHUS KaK HappaThBa, 3TO HAIPaBIICHHE B IOCIEIHHUE TOAbl AKTUBHO pPa3BUBACTCS
B 3apy0e:kHOM My3bIKO3HaHUU. COBOKYIMHOCTh pabOT Takux aBTOpoB, kak dpen DBepert
Mayc, Kan XKax Hatee, 93po Tapactu, Mapra I'pabomi, baiipon Anmen, Maiikn Kisitn
COCTaBIIIET KOPIYC COBPEMEHHBIX TPYJOB MO «MY3bIKAIbHOW HAppaTOJIOTUU», CTaBILIEH
B [IOCJIEAHUE TOJbI OTACIBHON BETBbIO MY3bIKOBEACHUS. ICTOPHIO «MY3bIKAJIbBHOIO Happa-
THUBa» MPUHATO CETOJIHS OTCUMUTHIBATH OT PE30HAHCHOU crathu Mayca B The New Grove
Dictionary; cpeau TpyAoB HociaeAHUX JeT — «Teopuss My3bIKaJIbHOTO HappaTHUBa»
b. AnMeHa, rae NnpeaioKeH KOHKPETHBIM MHCTPYMEHTApUW ISl aHaIM3a MY3BIKAJIBHOTO
HappaTtuBa B omnope Ha teoputo Hoptpona ®pas, nureparypHOro KpUTHKa HOHTHAHCKOU
LIKOJIBL.

B Poccuu ananu3 cMbIcioBoi (coaep:kaTeabHOM) CTOPOHBI MY3bIKaJIbHOTO IMPOU3BE-
JEHUS] TaK)Ke MMEET BECbMA JJINTEIbHYIO MCTOPHUI0O — OT MHTOHALMOHHOW Teopuu bose-
cnaBa JleononbaoBuua SBopckoro u bopuca Bmagumuposuda AcadbeBa, aHaTUTHYECKHX
noaxonoB Buktopa Abpamosuua Ilykkepmana, Jleo A6pamoBuya Mazens u Buktopa Ilert-
poBuua boOposckoro a0 konuenuuii Muusl AnexceeBHbl bapcoBoii (nHTOHaIMOHHAs (Pady-
na) u PocrucnaBa HuxonaeBuua bepbOepoBa (ToH(pabyna), co3nammux SBHYIO Mapayieib
MOAXO0JaM B AaHIJIO-AMEPUKAHCKOM My3bIKaJIbHOM Happatosioruu. llepsas pacmmpser,
yrayOmsieT, KOHKPETU3UPYET MOJAXO0Jl K aHaJu3y TeMaTUYECKUX OTHOLIEHUM Kak MpOosiBie-
HUIO JIpaMaTyprUyeCKUX IPOLECCOB B MIO3JHEPOMAHTUYECKOM CIIOKHO OPIraHHW30BAHHOM
COHATHO-CUM(OHUYECKOM IUKJIE Ha Pa3HBIX YPOBHSAX €ro opraHu3anuu. Bropas ctpoutcs
Ha OCHOBE OMHAPHBIX OMMO3UIINNA, HanboJee OJU3KO MPUMBIKAs K TEOpUun AJMEHa, OJTHAKO
MMEET U CYLIECTBEHHBIE OTJINYUS.
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Llenp cooOmieHnss — 0003HAYUTH OCHOBHBIC KOHIIENTYalIbHBIE OIOPHI, METOJIbI
U pe3yJbTaThl MPUMEHEHUS WHCTPYMEHTOB HApPPATHBHOTO AaHAM3a CErOJIHS, BBISBUTH
CONMKEHUS U PACXOKIEHUS 3apyOeKHOTO M POCCHIICKOTO OIBITA.

KiroueBsble cjioBa: HappaTHB, HAPPATOJOTUUYECKUNA aHANIM3, MHTOHALIMOHHAs (aly-
na, ToH(pabyna, baiipon Anmen, PoctucnaB HuxonaeBumu bepbOepo, MHHa AnekceeBHa
bapcosa

NARRATIVE VS TONFABULA:
ON PARALLEL PROCESSES IN FOREIGN AND RUSSIAN THEORY

Despite all the contradictions associated with the understanding of a musical work as
a narrative, this trend has been actively developing in foreign musicology in recent years.
The works of such authors as Fred Everett Maus, Jean Jacques Nattiez, Eero Tarasti, Marta
Grabosh, Byron Almen, Michael Klein make up the corpus of modern works on “musical
narratology” which has become a separate branch of musicology in recent years. The history
of the “musical narrative” is usually counted today from Maus’s article in The New Grove
Dictionary; among the works of recent years is B. Almen's Theory of Musical Narrative,
which proposes specific tools for the analysis of musical narrative based on the theory of
Northrop Frye, a literary critic of the Jungian school.

In Russia the analysis of the semantic (content) side of a musical work also has a
long history — from the intonation theory of Boleslav Yavorsky and Boris Asafiev, the ana-
lytical approaches of Viktor Zuckerman, Leo Mazel and Viktor Bobrovsky to the concepts
of Inna Barsova (intonation plot) and Rostislav Berberov (tonfabula), creating a clear paral-
lel to approaches in Anglo-American musical narratology. The first one expands, deepens,
and concretizes the approach to the analysis of thematic relationships as a manifestation of
dramatic processes in the late Romantic, complexely organized sonata-symphony cycle at
different levels of its organization. The second one is built on the basis of binary opposi-
tions, adjoining Almen’s theory most closely, but with significant differences.

The purpose of the paper is to identify the main conceptual pillars, methods and re-
sults of applying the tools of narrative analysis today, to identify the convergence and di-
vergence of foreign and Russian experience.

Keywords: narrative, narratological analysis, intonational plot, tone-plot, Byron Al-
men, Rostislav Nikolaevich Berberov, Inna Alekseevna Barsova
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MAPK-AHJIPE AMJIEH «JIECHOMH LIAPb»:
HOBOE IMPOUYTEHME TEKCTA WU.B. TETE

B noxnane mpencraBieH KOMIO3UIMOHHBIM aHaln3 3TIoJa «JlecHOU mapp» KaHau-
CKOr0O MHaHKWCTa-KoMIio3utopa Mapka-Anzape AmileHa. ABTOp M3BECTEH KaK CYNEpBUPTYO03
U WCIIOJIHUTENb PEAKUX COYMHEHWH. Llukn aBeHaauaTtv 3TIOAOB BO BCEX MHHOPHBIX TO-
HaJbHOCTAX 3aKoHYEH B 2009 rogy. OTH TpaJWLMOHHBIE KOHIIEPTHO-BUPTYO3HbIE MHECHI BO
MHOI'OM IOJAPAXKar0T My3bIke KOMITO3UTOpOB XIX Beka. Tem He MmeHee, AMIIEH co31all CBOI
VH/MBUYaJbHBIA (POPTENHMAHHBIM NOYEPK, BKJIAbIBAs B 3TU COUMHEHHSI HEOOBIYHBIE KOM-
NO3ULMOHHBIE UJEH.

Croxer «Jlecnoro naps» Moranna Bonbdranra ¢on 'ere umeer 6oraryio ucTopuro.
Knaccuueckoil uHTepnperanueil TekcTta B My3blke cuumraercss mnecHs ®panna llyOepra
C OJHOMMEHHBIM Ha3BaHMEM, KOTOpas MOPOAMIIA LEbIi psal TpaHCKpunuui. OTHAKO MExX-
ny aTioioM Mapka-Annpe Amiena u necueid Lllybepra HeT cBsI3u, O UeM MUILIET caM aBTOpP.

B nenTpe BHMMaHMS HEOOBIYHBIA MOJIXOJ KOMIIO3UTOpA K CO3JAaHUIO IPOU3BEJE-
HUSl — UHCTPYMEHTAIbHOE NepenokeHne Tekcra Oamnanbl «JlecHol mapb». Mapk-AHpe
AMIIeH NepeBOIUT TEKCT B HOBYIO CHCTEMY 3HAKOB, OCTaBJIsAs MHTOHALMOHHYIO OCHOBY,
IPOINOPLNHN JUAJIOTOB U CLIEHAPHIA.

KoMmmnosunusg npousBeneHus: LUEIMKOM 3aBHCUT OT CTPYKTYpbl NEPBOMCTOYHMKA.
AHanu3 TOHAJIBHOTO IUIaHA, UHTOHALMMN, (PaKTypbl U MIEPEX0/0B, a TAKXKE COOTHECEHUSI TEK-
cta 'ere W My3BIKaJBHOTO MaTepHaja MO3BOJWIM ONPEAEIUTh OCOOCHHOCTH (OPMBI
U CYIIECTBEHHBIE N3MEHEHUS B 00pa3HOi cepe Oaabl.

B TpakToBKE AMIieHa CIOKETHAas IMHUSI TTpeoOpa3oBaHa B pa3BuTue oopasa JlecHoro
naps. 3ajokeHHas B Tekcte ['eTe crupaibHOCTh POPMEI, T.€. MIOBTOPEHHE ACUCTBUI Ha HO-
BOM 3Tale, siBjisercs JUisi AMiIeHa OCHOBOM KOMITO3MIIMOHHOTO 3ambIcia. TekcT Oaiansl,
CTaB OCHOBOH (hOPMBI ITIO/IA, H3MEHIJI COJICPKAHUE MY3bIKAIbHOTO MTPOU3BEICHUSI.

KuawueBble caoBa: Mapk-Augpe Awmien, «Jlecnoir uape», W.B.Tere,
WHCTPYMEHTAJIbHOE NIEPEJIOKEHNE TEKCTa

MARC-ANDRE HAMELIN «ERLKONIG»:
A NEW READING OF GOETHE’S ORIGINAL TEXT

The article presents a compositional analysis of Marc-Andre Hamelin’s etude “Erl-
konig”. The Canadian pianist-composer Marc-Andre Hamelin is known as a super virtuoso
and performer of rare compositions. His series of twelve studies in all minor keys was com-
pleted in 2009. Hamelin's études are traditional concert virtuoso pieces, in many cases imi-
tating the music of 19th century composers. Nevertheless, Hamelin created his own individ-
ual piano style, putting interesting compositional ideas into these compositions.

The story of The Forest King by Johann Eriedrich Wolfgang von Goethe has a rich
history. Franz Schubert's song of the same name is considered the classical interpretation of
the text in music, which has given rise to a number of transcriptions. However, there is no
connection between Marc-Andre Hamelin's etude and Schubert’s song, the author himself
writes about this in the preface to the etudes.

The focus is on the composer’s unusual approach to creating a work. This is an in-
strumental arrangement of the text of the ballad “The Forest King”. Marc-André Hamelin
translates the text into a new system of signs, leaving the intonational basis, the proportions
of the dialogues and the script.

101



(% : ; %,

The composition of a work depends entirely on the structure of the original source.
An analysis of the tonal plan, intonations, textures and transitions, as well as the ratio of
Goethe's text and musical material made it possible to determine the features of the form
and significant changes in the imaginative sphere of the ballad.

In Hamelin’s interpretation, the storyline is transformed into the development of the
image of the Forest King. Helicity of the form of the poem, i.e. the repetition of actions at a
new stage is the basis of the compositional concept for Hamelin. The text of the ballad, thus
becoming the basis of the form of the etude, changed the content of the musical work.

Keywords: Marc-Andre Hamelin, “Erlkonig”, Goethe,

CsHb JI3ioub

KOMRO3UmMop, My3bIK08eo,
evinyckuuya Poccuiickotl akademuu
My36IKU umenu I Hecunbix,
Hanvuun, Kumaui

Xian LEYUN

Composer, Musicologist,

Graduate from the

Gnessins Russian Academy of Music,
Nanning, China

& J
INOBECTBOBATEJIbBHOCTDb B CUM®OHUAX BAH CUJIMHA

Ban Cununsb (pon.1936) — kurTalickuii KOMIO3UTOP, MBICIUTENh U Myonuuct. Ero
cuMOHMUECKOE HAcleaue He pa3 MPUBJICKAI0 BHUMaHue uccienonareneit (B. Xomonosoii,
I1. Jlo, A. Ban, JI. Po6ucona). OH aBTOp Jecatu CUM(OHHUHN, YaCTh U3 KOTOPHIX HamKcaHa
o 3aka3y (NeNe 2, 6, 7, 8, 10), a yacTh npeacTaBisieT co00i, Kak TOBOPUT caM KOMITO3HUTOP,
ero «uctuHHoe TBopuecTBo». K mocneanum otHocutcs Cum@onus Ne 1, craBmias BbITyCK-
HO#1 paboTtoit Ban Cununs B lllanxaiickoit koHcepBaTopun. InurpadomM K Held KOMIIO3UTOP
u30pall CTUXU COBPEMEHHOTo KuTaickoro nosta Jly Cuns o 6e33aBeTHOM ciykeHuu Po-
nuae. Pabota ¢ Tematu3mMoM u 001ast JpaMaTyprus OTpaskatoT YCTAHOBKH POMAHTHUYECKOM
cumponuu. B wHeil wuysctByercs BiusHue [I.U. Yaiikosckoro, C.C. Ilpokodnena,
J.J. llocrakoBuua. B mamsath o moate Hanmucadn u Cumdonus Ne 5. Bo Bpems KynbtypHoit
PEBOJIOLMH U3-32 UJICUHBIX PACXOXKJCHUU C MonuTukor naptur Ban CuiinHb, BBICTyNaB-
il TOOOPHUKOM 3aMaJHOr0 UCKyCCTBa, Obul cociaHd B npoBuHIuto Llanscu (1964—-1977).
DTOT mepuo CTal JUIsl Hero TshKeNbIM UclbiTaHussM. OIHaKo moclie peaObuauTalu U BO3-
BpaumieHuss B Ilekun oH nmpopomxun u3zydenue mnaprtutyp K. Ilennpepeukoro,
B. Jltorocnasckoro, JI. Jlurern. A. llIautke. B Cumdonusx Ne 3 u Ne 4 Hanuim BeIXOH €ro
nepexuBaHus nepuoaa cchbulku. O0a COUYMHEHHUSI CXOKU MPAUYHBIM OPKECTPOBBIM KOJIOPH-
TOM, HCIIOJb30BAHMEM KOMIIO3MLIMOHHBIX TEXHUK BTOPOM BOJIHBI aBaHrapia. B mpenucio-
BUU K M3JAHUAM CUM(POHUN KOMIIO3UTOP PACCKa3bIBaeT 00 MX MAEHHOM M OOpa3HOM CO-
JepKaHuu. AHaIU3 My3bIKQJIBHOIO MarepHualia u ero TpancopManuil IO3BOJIAIOT J€Talu-
3UpOBATh U YTOUYHUTh 3TU aBTOPCKUE MPEACTABICHHUS.

KiroueBble cioBa: coBpeMEeHHas KuTaiickas My3blka, cumdonus, KynpTypHas
peBomonusi, Ban Cunuab, My3bIKaJIbHOE COJIEpKaHUE, aBaHTap/l, HOIU(POHUS

NARRATIVE IN SYMPHONIES OF THE CHINESE COMPOSER XILIN WANG

Wang Xilin (b.1936) is a Chinese composer, thinker and publicist. His symphonic
legacy has repeatedly attracted the attention of researchers (V. Kholopova, P. Lo, A. Wang,
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J. Robison). He is the author of ten symphonies, some of which were commissioned (No 2,
No.4, No 6, No 7, No 8 and No 10), while others represent, as the composer himself says,
his "true creation". The latter includes Symphony No 1, which was Wang Xilin's graduation
work at the Shanghai Conservatory. As its epigraph, the composer chose verses by the con-
temporary Chinese poet Lu Xin about selfless service to the motherland. The work with
themes and the overall dramaturgy reflect the attitudes of a Romantic symphony. The influ-
ence of Tchaikovsky, Prokofiev and Shostakovich can be felt. Symphony No 5 was also
written in memory of this poet.During the Cultural Revolution, Wang Xilin, an advocate of
Western art, was exiled to Shanxi province (1964-1977) because of his ideological differ-
ences with Party policies. This period was a severe trial for him. However, after his rehabili-
tation and return to Beijing, he continued to study scores by K. Penderecki, W. Lutostawski,
D. Ligeti, A. Schnittke. In Symphonies No 3 and No 4 his experiences of exile find expres-
sion. Both works are similar in their gloomy orchestral colour and the use of compositional
techniques of the second wave of the avant-garde. In the introduction to the editions of the
symphonies, the composer expounds on their ideological and figurative content. The analy-
sis of the musical material and its transformations allows these authors' ideas to be detailed
and refined.

Keywords: contemporary Chinese music, symphony, Cultural Revolution, Wang
Xilin, musical content, avant-garde, polyphony
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NHCTPYMEHTAJIBHBIE COYMHEHMUS JI/KOHA ATAMCA
80x — 90x I'OJ1OB XX BEKA: HEKOTOPBIE IPUHIAIIBI APXUTEKTOHUKHU

Jlxon Kynumx Anamc — oiHa U3 KpyNHEUIux Guryp aMepukaHCKOTO akajemMuye-
ckoro nuckycctBa XX—XXI Beka, KOMIIO3UTOP C OPUTMHAIBHBIMU UACAMU U IPKOU UHIVUBU-
Ty aJIbHOCTBIO.

Xora Apamca 4acTO pacCMaTpyuBalOT KaK MHUHHMAJIKACTA, TEXHHMKAa €ro IHCbMa
HENPEpPHIBHO MEHSIETCS, B TOM 4Hcie B oOnactu (opmooOpazoBanus. Mbl oOpaTHINCh
K IByM counHeHusM nepuoga 1980x—1990x (cam KOMMO3UTOP Ha3bIBaJI 3TU TOABI «TUIIEP-
JUPUYECKUMI» U «TUIMEPMENIOUYECKUMI») U MTOCTABUIN 33]]a4y BBISIBUTh apXUTEKTOHUYE-
CKHE TIPUHLHUIBI KOMIO3UIMHU B «YdeHuu o rapmoHum» (1985) u CxkpunuyHoM KOHIIEpTE
(1993). B nienTpe Haiiero BHUMaHUSI — MPUHIUIBI COSTUHEHUS (PParMeHTOB KOMIIO3UIIUU
B €IMHOE 1I€J10€, TUIIbl BOZHUKAIOIINX B3aUMOCBSI3EH.

B3aumoperictBue pazHbIX apaMeTpoB — METPUUECKOTO, PUTMUAYECKOTO, METOANYE-
CKOr'0, TAPMOHUYECKOTO — JIa€T KOMIIO3UTOPY BO3MOKHOCTh BapbHpPOBATH MPUHIIMIIBI 11€-
3ypUpOBaHUsA, a TAKKE€ MACKHPOBATh MX, COXPAHSSA MPU 3TOM NPU3HAKKU WieHeHus. [Ipun-
Ul (hopmMooOpa3oBanusi AjlaMca TOKa €Ile HEe3HAYUTEIIbHO M3YyYeHbl B MY3BIKO3HAHHH,
KaK 3apy0eXKHOM, TaK U OT€UECTBEHHOM.
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Kuawuesbie cioBa: J[koH AngamMc, My3bIKajdbHbIM MOCTMOJACPHU3M, MUHUMAJIU3M,
pereTUTHBHAS TeXHUKA, apXUTEKTOHHUKA B My3bIKe, (popMO0oOpa3oBaHue B XX Beke

INSTRUMENTAL WORKS BY JOHN ADAMS 80s — 90s
OF THE 20th CENTURY: SOME PRINCIPLES OF ARCHITECTONICS

John Coolidge Adams is one of the greatest figures of American academic art of the
20th-21st centuries, a composer with original ideas and a vivid personality.

Although Adams is often regarded as a minimalist, his composition technique is con-
stantly changing, including formal area. We turned to two compositions from the period of
the 1980s-1990s (the composer himself called these years “hyperlyrical” and “hypermelod-
1c”), and set the task of revealing the architectonic principles of composition in the Harmo-
nielehre (1985) and the Violin Concerto (1993). Our focus is on the principles of connecting
the fragments of the composition into a single whole, the types of appearing connection.

The interaction of different parameters - metric, rhythmic, melodic, harmonic —
gives the composer the opportunity to vary the principles of caesuring, as well as mask
them, while maintaining the signs of articulation. Adams’s formal principles have so far
been little studied in musicology, both foreign and Russian.

Keywords: John Adams, musical postmodernism, minimalism, repetitive technique,
architectonics in music, shaping in the 20th century
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HAPPATHUB KAK MY3bIKOBEJTYECKASI KATETOPUSI: SITMCTEMO-
JJOTHYECKHUU CTATYC

[lonate  «HappaTuB», OCHOBaTEIbHO  pa3padOTaHHOE B  HAPPaTOJIOTHHU
Y B Pa3JIMYHBIX BapuanusxX ACPUHULMM TPEACTABICHHOE B JINTEPATYPOBEAUECCKUX
U CTPYKTYPATUCTCKUX UCCIEAOBAHUSIX, COBCEM HEJABHO MPUIILIO B My3bIKOBeAeHHE. Mex-
Iy TeM, HECMOTpSI Ha YYaCTHUBIIIHECS OOpallleHUs B My3bIKOBETUECKUX paboTax K ATOMY IO-
HATHIO, KOMIUIEKCHBIX HCCJEIOBAaHUN HAa PYCCKOM S3BIKE, MOCBSIICHHBIX TOJKOBAHHUIO M
MPOSIBJICHUSM HappaTHBa B IPOU3BEACHHUIX MY3bIKaJIbHOTO TBOPUYECTBA, IIOKA HE CYIIECTBY-
eT. IMeHHO mo3TOMY MpeACTaBISIeTCS MHTEPECHBIM B3TJISTHYTh Ha MpoOJieMy HappaTuBa C
MO3UIIMY TIO3HABATEIIbHBIX 3371a4 MY3bIKATbHOW aHAIMTUKH, M C TEM, YTOOBI YTOUHUTH Ipa-
HUIIBI 3TOTO TOHATHUS, €r0 O€3yCIOBHOCTH (WJIM, HAMpPOTUB, (PaKyIbTATUBHBIA XapakTep),
MPOJTyKTUBHOCTH U 11€JI€CO00PA3HOCTh UCIIOJIb30BAHUS B CTPYKTYPE MY3bIKO3ZHAHHUS.

B sTOoM oTHOIIEHNN MONMMQOHUS KaK UCKYCCTBO C SPKO BBIPAKEHHBIM MPOIECCyallb-
HBIM HA4aJIoM M KakK OTpaciib TEOPETHUYECKOTO MY3bIKO3HAHUSI C OTPA0OTaHHBIM KPYrom
B3aMMOCBSI3aHHBIX, TJIYOOKO OCMBICICHHBIX MOHSATUN, CTAHOBUTCS MPUBJIEKATEIBHBIM 00b-
€KTOM JIJISl pACCMOTPEHUS AEPUHUIIMN «HAPPATUBY», BBISICHEHUS €r0 SMHUCTEMOJIOTMYECKOro
cTaTyca B KOHTEKCTE YUCHHUS O MY3bIKAJIbHOU opMe.
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enp nokiiaga COCTOMT B CPABHUTEIBHOM aHANINM3€ JUHIBUCTUYECKHUX, CTPYKTypa-
JIMCTCKUX Y MY3BIKOBEIUECKUX TOJIKOBAHUW IOHSTUSA «HAPPATHBY», a4 TAKKE B BBIIBICHUU
3HAYEHHUs 3TOW KaTEroOpuu JJIsI MO3HABATEIbHOW MY3bIKAIIbHO-AHAJIUTUYECKON AESATEIbHO-
ctu. PaccMarpuBaroTcs TOYKM 3peHUs] Ha mpobiieMmy HapparuBa Pomana bapra, Aprtypa
Hanto, ®panknuna Pynonsda Ankepcmura u ap. O4eBUAHO, YTO B TpYJax Mo (PpHiIonoruu
MOHSTUE HApPPATHUBA TPAKTYETCS KaK KaHpoBas AePUHHUINST — OCOOCHHBINA CIOCOO MOBECT-
BOBaHMS, OCHOBAaHHBIM HAa HEMPEPHIBHOM COOBITUMHOW CIOXKETHOM CTPYKTYpE C y4acTHEM
SHHOTO YHWclia JEeHCTBYIOMMX Jinll (mepcoHaxei). CTpyKTYpaTuCTCKUM TOAXO0 Mpearnoa-
raeT JKCIUIMKAUI0O W aHAJIM3 JTOTO IOHATHA B CEMHOTHYECKOM U KYJIbTYPOJOTHUYECKOM
KJIFOYE.

B My3bIKOBETUECKON AHATUTUYECKOW MPAKTHKE MOHSITHUE HAPPATHBA HCIOJIb3YETCS
B y3KOM  3HAQY€HUHM, MNPEUMYIIECTBEHHO B J3TUMOJOTMYECKOW €ro KOHHOTalHH
Y UHTEPIPETUPYETCA KAK CHUHOHUM ITOHATUHN «Pa3BEPTBIBAHUEY, «IIpOLECC». B CBA3M ¢ aTUM
B JIOKJIaJIe CTAaBUTCS BOIMPOC OO0 HJIEHTUYHOCTU TOHATUNA «HAPPATUB» M KIIPOIECCH
M pacCMOTPEHHH WX B KOHTEKCTe TeopuH WHTOHanuu bopuca AcadneBa («My3bIKkanbHAS
dbopma Kak mporecc») C IeIbl0 YTOYHEHUS (YHKIIMOHAIBHOTO PAa3Iudus MEXIy HUMH
Y KOPPEKTHOTO MPUJIOKEHHUS K aHAIM3y MY3bIKH KaK MCKYCCTBY CYOCTaHIIMOHAIBLHO IMPO-
LecCyalbHOMY. B KauecTBe My3bIKAIBHBIX MPUMEPOB IMPUBJIICKAIOTCA COYMHEHUS KOMIIO3HU-
TOPOB Pa3HBIX AMOX W HAMPABICHUI.

KiroueBblie cioBa: HappaTHB, TEKCT, MPOLIECC, CTPYKTYpa, apXUTEKTOHMKA, MOJIH-
¢donus, pyra, cTpyKTypain3m, Teopus uHtoHanus, b.B. Acadpren

NARRATIVE AS A MUSICOLOGICAL CATEGORY:
EPISTEMOLOGICAL STATUS

The concept of “narrative”, which was thoroughly developed in narratology and pre-
sented in literary and structural studies in various variations of the definition, has recently
come to musicology. Meanwhile, despite the frequent references to this concept in musico-
logical works, there are no comprehensive studies in Russian devoted to the interpretation
and manifestations of narrative in works of musical creativity. That is why it seems interest-
ing to look at the problem of narrative from the perspective of the cognitive tasks of music
analytics, and in order to clarify the boundaries of this concept, its unconditional (or, con-
versely, optional nature), productivity and expediency of use in the structure of musicology.

In this regard, polyphony, as an art with a pronounced procedural beginning and as
a branch of theoretical musicology with a well-developed range of interrelated, deeply
meaningful concepts, becomes an attractive object for considering the definition of “narra-
tive”, clarifying its epistemological status in the context of the doctrine of musical form.

The purpose of the report is to make a comparative analysis of the linguistic, struc-
turalist and musicological interpretations of the concept of "narrative", and to identify the
significance of this category for cognitive musical-analytical activity. The points of view on
the problem of the narrative of Roland Barthes, Arthur Danto, Franklin Rudolf Ankersmit
and others are considered. It is obvious that in the works on philology the concept of narra-
tive is interpreted as a genre definition - a special way of narration based on a continuous
event-based plot structure with the participation of a certain number of actors (characters).
The structuralist approach involves the explication and analysis of this concept in a semiotic
and culturological key.
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In musicological analytical practice, the concept of narrative is used in a narrow
sense, mainly in its etymological connotation and is interpreted as a synonym for the con-
cepts of “deployment”, “process”. In this regard, the report raises the question of the identi-
ty of the concepts of “narrative” and “process” and their consideration in the context of Bo-
ris Asafiev’s theory of intonation (“Musical form as a process”) in order to clarify the func-
tional difference between them and correctly apply to the analysis of music as an art. sub-
stantive procedural. The compositions of composers of different eras and trends are used as

musical examples.

Keywords: narrative, text, process, structure, architectonics, polyphony, fugue,
structuralism, intonation theory, B.V. Asafiev
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BJIUAHUSA ®PAHIIY3CKOM KYJIbTYPBI
HA TBOPYECTBO KOPXA AIIEPTUCA

OnuH u3 3HAKOBBIX KOMIO3UTOPOB XX Beka M mnepBor yetBepTd XXI cromerns
XKopx Anepruc poausncs B I'perrivi, HO OOJNBIIYIO YacTh KU3HH MpoBesl Bo Ppaniuu. B
[Tapmwxke oH Havgan CBOIO MPO(ECCHOHANBHYIO Kapbepy, B ABHHBOHE MOIYYHII IIEPBOE MPO-
(deccuonanbHoe npu3HaHue, B banwbosie, npuropoae Ilapuxka, OCHOBaJ My3bIKAJIBHO-
TeaTpaibHyto jJadboparopuio ATEM BmecTe co cBoelt xeHoi, akTpucoit Daut Cko0; B co-
TpyaHuuyectBe ¢ (paniry3ckum neHrpom IRCAM Hamucan MHTEpMeIualbHble COUMHEHMS
Macinations, Luna Park, Thinking Things n npyrue. B UHTEpBBIO KOMIIO3UTOP caM OTMEYall
BHYTPEHHIOIO IPUHA/IJIE)KHOCTh CTPaHe, B KOTOPOU MPOBEN OOJBIUIYIO YAaCTh CBOEH JKU3HM.
B ueM KOHKpETHO TMposiBIsSeTCS BIUSHUE (PPaHITy3CKOM KyJIbTyphl Ha ero TBopuecTtBo? Ka-
KM€ UMEHHO KyJbTypHbIe KOabl Onm3ku Aneprucy? Urto u3 ¢paHily3ckoro tearpa, KHHO
u ¢pmnocoun MOKHO OOHAPYKHUTH B MeToJax padoTel kommo3uTopa? Kak mousitue dpan-
I[y3CKOI0 JpamaTypra u pexuccepa AHTOHEHa ApPTO «Tello 0e3 OpraHoB» MOMOTaeT oxa-
paKkTepu30BaTh OCOOCHHOCTH B3aUMOJICUCTBUS MEXKIY OJJIEMEHTaMH B TMPOU3BEIICHUSIX
Anepruca? OTBeTbl Ha 3TH BONPOCHI MO3BOJAT Oosiee MOAPOOHO OMUCATh OCOOEHHOCTH
MBIIIUICHUSI aBTOPA M €ro TBOpUYECKUE B3aMMOCBs3H. [Ipu paboTe Hax TeMoil OBLIM UCTIONb-
30BaHbl MAPTUTYPbl KAMEPHBIX U TeaTpajbHBIX MbeC Amnepruca, eBporneickue HaydHble pa-
00ThI 00 aBTOPE, HECKOJIBKO Pa3IMYHBIX UHTEPBBIO C KOMIIO3UTOPOM, a TaKkKe HaydHbIE UC-
TOYHUKH, TO3BOJISIONINE OXapaKTEPU30BaATh MapajuIey U CBSA3U C (PPAHILY3CKOHW KYIbTYp-
HOH MAEHTUYHOCTHIO. [10/10OHBIN pakypc pacCMOTpEHHUs] TBOpUYECTBAa Amepruca UCIoib3y-
eTCsl BIIEPBbIEC; KPOME TOrO, psif Ouorpadpuueckux (HakToB U3 KU3HU KOMIIO3UTOPA BIEPBHIC
OyZeT 03ByY€H Ha PYCCKOM SI3bIKE.

KiroueBsble cioBa: XKopx Anepruc, ppaHiy3ckas My3bika, AHTOHEH ApTO, COBpe-
MEHHas aKaJeMU4ecKas My3bIKa, THTepMeauanbHocTh, IRCAM
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INFLUENCES OF FRENCH CULTURE
ON THE WORKS BY GEORGES APERGHIS

One of the famous composers of the 20th century and the first quarter of the 21st cen-
tury, Georges Aperghis was born in Greece, but he spent most of his life in France. In Paris
he began his professional career, in Avignon he received first professional recognition, in
Bagnolet, a suburb of Paris, he founded the ATEM music and theater laboratory with his
wife, actress Edith Skob; in collaboration with IRCAM has written intermedial composi-
tions Macinations, Luna Park, Thinking Things and others. In an interview, the composer
himself noted the internal belonging to the country in which he spent most of his life. What
exactly is the influence of French culture on his work? What cultural codes are close to
Aperghis? What type of French theatre, cinema and philosophy can be found in the com-
poser's creative methods? How does the French playwright and director Antonin Artaud's
concept of "body without organs" help to characterize the interaction between elements in
Aperghis's works? The answers to these questions will get a more detailed description of the
features of the author's thinking and his relationships with French artists. Chamber and thea-
ter pieces by Aperghis, European scientific works about the author, several different inter-
views with the composer, as well as articles and books that allow finding parallels and con-
nections with French cultural identity were used for this research. This is the first time that
Aperghis' work has been viewed in this way; in addition, a number of biographical facts
from the life of the composer will be voiced in Russian for the first time.

Keywords: Georges Aperghis, French music, Antonin Artaud, contemporary music,
intermediality, IRCAM
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