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Hpuna Cepeeesna 3axapbexosa

TEMA JETCTBA
BO ®PAHITIY3CKOU MY3bIKE XIX BEKA:
K IIOCTAHOBKE ITPOBJIEMbI

,Z[eTCTBo — ocobas Tema B eBpoIreiickoll kynbpType XIX Beka. Mcropu-

YeCcKHUe U COllMaJIbHbIE PAKYPCHI €€ PACCMOTPEHH MOXKHO HAalTU B MHOTOYHC-
JIEHHBIX pab0Tax UCTOPUKOB, KYJIbTYPOJIOTOB, IICUXO0JIOTOB. Tak, aBTophI «Mc-
TOPHUH YAaCTHOM Ku3HMW» mUIIyT: «B XIX Beke peOeHOK OOJIbIlle, YeM KOrzja-
Jin0o, TJIaBEHCTBYeT B ceMbe. Ero JIF00AT, B HETO BKJIAJIBIBAIOT JEHBIH, €ro
BOCIUTHIBAIOT. PebeHOK — HaCJIeHUK, C HUM CBSI3aHO Oy/IyIllee CeMbH, ee
HaJIeXK/Ibl U YasiHUs, ee O0pbba co BpeMeHeM U CMepPThIo» [4, 148]. U manee:
«JlercTBO oTHBIHE [B XIX Beke] paccMaTpuUBaeTCsA KaK JIyJITUN TIEPUOJT, KU3-
Hu. C ONMMCaHUM JIETCTBA HAUMHAETCA KaXkjas aBToOmorpacdus, aBTOPHI I0-
JIOJITY OCTAHABJIMUBAKOTCA HAa CBOMX PAHHUX BOCIIOMHUHAHUAX, B TO BpeMsA KakK
pOMaH BOCHUTAHUSA ONHUCHIBAET IOHOCTh repod. Tak uiau nHaye, JEeTCTBO CTa-
HOBUTCS IIEPHOJIOM, OIIPEAEIAIONINM AaJTbHENUITYIO KU3Hb YeJI0BeKa, a K pe-
OeHKY OTHbIHE HAUMHAIOT OTHOCUTHCA KaK K JIMUHOCTU» [4, 164].

[TonumaHue JileTcTBa Kak (heHOMeHA U Ba’KHOU COCTaBJIAIOIIEN KyJib-
TYpPbl — CO CBOUM CTHJIEM, 3CTETUKOUN U apTedakTaMu — II0-CBOEMY MPETBOPU-
JIOCh B Pa3HbIX €BPOINENCKUX CTPAHAX U UX MYy3bIK&JIbHOM HCKyccTBe. OcTaHO-

BUMCA Mo/ipoOHEee Ha TeMe JIeTCTBA BO (PAHIY3CKOM MY3bIKe, IEMOHCTPUPY-
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Hemopusa my3siku

IOIIeH JIFDOOIBITHBIHN, IOBOJIBHO OOIITUPHBIN ILJIACT KOMIIO3UTOPCKOT'O TBOpYe-
CTBaA.

«lerckuii Boripoc» BO @paHnum cBA3aH, Opexk/ae BCero, ¢ UIeIMU BOC-
IMUTAHUS YeJIOBEeKa, KOTOPhIe BBIIBUHYJIM B CBOHX TPyAax GHUI0COdHI DIIOXHU
IIpocBemenusa u mpicuTean XIX Beka: ®enesnon («O BOCIHUTAHUU JIEBUIL»,
1687), XK.-K. Pycco («dMmib, wian O BocIHTaHHU», 1762), K.A. I'eibBeruit
(«O denoBeke, €ro yYMCTBEHHBIX CIIOCOOHOCTAX U BOCIHUTaHUH», 1773),
J. Iunpo (3ameTku u mucbMa 00 oopasoBanmu, 1758, 1772; «IlocaemoBaTesb-
HOe omnpoBep:keHrHe KHUrm ILembBenuss “O  uyenoBeke”», 1773—78),
JK.A. Konpopce u JI.M. Jlenenetbe («IIpoeKT HalMOHAJIBHOTO 00Pa30BaAHUS »,
1792), B. Ky3zen («O6 obmiectBeHHOM obpa3oBanuu B I'epMaHUM, 1 0COOEHHO
B [Ipyccun», 1833, «O6 obmectBeHHOM obOpasoBaHuu B ['osutangum», 1837),
K. Munute («Hamm ceiHOBBsI», 1869) u ap. Tak Pycco mpussiBai: «Jlrobute
JIeTCTBO, Oy/ibTe BHUMATEJIbHBI K €ro UrpamM U 3abaBaM, K €ro MUJIOMY HH-
CTUHKTY!» [7].

Henb3sa He yIIOMAHYTh U O (PAHITy3CKOU JETCKOU JIUTEpPAType, KOTO-
pas B XIX Beke HauMHaeT paboTaTh HaJ, ajjanTalliell «B3POCIBIX» IIPUBOP-
HbIX cka3ok XVII Beka (Ileppo, WEputbe, a Onya!), 6acen u dunocodckux
MIPOU3BEIEHNM  IPOIJIOTO, a Takke oOcBamBaeT o0Opa3oBaTeJIbHO-
BOCITHTaTe/IbHbIE KAHPHI («KYypHAJIbI», «IMHChbMa», «yYKa3aHUSI», «COBETHI»),
BOJIITIIEOHbBIE CKAa3KH, OBITOBBIE MCTOPHUH, MPUK/IIOUEHUYECKHE PACCKA3bl U I10-

BECTU?.

1 TTogpobOHee 00 aTOoM: [3].

2 HazoBeM HEKOTOpbIe HauboJsiee MoKa3aTeJIbHbIE MIPOU3BEIeHUs (PPaHIy3CKUX aBTOPOB,
HaIMCaHHbIE /IS IETEH:

K.-M. Jlenpenc ne bomoH «KypHau A fetelt, nin J[uajoru NpuaeKHoU IyBepHAHTKU C
ee BocitmtanHuIamMu («Magasin des enfants, ou dialogues entre une sage gouvernante et
plusieurs de ses éleves», 1756);

4
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Bosbinyio posb B uckKyccTBe XIX Beka chirpasl CTHJIb OuaepMmeriep,
odopmusiuiica B 'epmanuu B 1840-e TO/ibl U 3aABUBIIUN 0 cebe B HEKOTO-
PBIX JIPYTUX €BPOIENCKUX CTpaHax, B ToM uucie u Bo ®pannuu. [losasasercs
KyJIPTypa CpeZIHEer0 Kjlacca, yAeJsdiomias BHUMAaHUE KpacoTe IMOBCeHEBHOU

’KU3HH, YIOTY U KOMMOPTY J0Ma, KOTOPBIA CTAHOBUTCSA €AUHCTBEHHBIM YOe-

®. e Kannuce «Anenb u Teomop, wiu nucbMa o Bocnutanuu» («Adele et Théodore ou
lettres sur 1'éducation», 1782), «Ilepes cHOM BO JIBOpIIe, WJIM MIPABUJIa MOPAJIN B OTHOIIIE-
Huu sereii» («Les veillées du chateau ou cours de morale a 1'usage des enfants», 1784),
«Masienbkue SmMurpaHTel, wuiau llepenmcka gereii» («Les Petits Emigrés, ou
Correspondance de quelques enfants: Ouvrage fait pour servir a 'education de la jeunesse»,
1798);

A.Bepkenb «JIpyr pmereii» («L’Ami des Enfants», 1782-83), «YreHue s pgereii»
(«Lectures pour les enfants», 1803);

®. Trokpe-/lromuaunb «®Pandan u Jlonot, wiu Meropusa AByX JAeTed, OCTaBJIEHHBIX Ha
HeobuTaemoM octpoBe» («Fanfan et Lolotte, ou Histoire de deux enfants abandonnés dans
une ile déserte», 1787), «Anekcuc, wiu Jlomuk B jiecy» («Alexis, ou la Maisonette dans les
bois», 1788), «Bukrop, unu uts jeca» («Victor, ou I’Enfant de la foret», 1796), «XKau u
JKanerra, wiim MajieHbKHe TTapHKCKUE UCKaTeIu IPUKIIYeHnii» («Jean et Jeannette, ou
les Petits aventuriers parisiens», 1816), «/IlHu B nepeBHe, Wi KapTUHBI XOpOIIIEeH ceMbU»
(«Journées au village, ou Tableau d'une bonne famille», 1804), «Xopomuii as7a9 U ero
mwieMmsaHHuKN» («Le Bon oncle et les néveaux», 1812);

2K.-H. byiiu «Ckasku moer mouke» («Contes a ma fille», 1809), «CoBeTsl Moel A0UKe»
(«Conseils a ma fille», 1811), «Ckasku gyis nereit ®pannuu» («Contes offerts aux enfants
de France», 1824);

I1. Bnanmap «Mudosorus ans nereir» («Mythologie de la jeunesse, ouvrage élémentaire,
par demandes et par réponses», 1801), «broddon s gereti» («Le Buffon de la jeunesse,
ou Abrégé de I'histoire des trois regnes de la nature, ouvrage élémentaire», 1802), «ILy-
tapx mis nereir» («Le Plutarque de la jeunesse, ou Abrégé des vies des plus grands
hommes de toutes les nations», 1804), «33om s gereii» («L'Esope des enfans, ou Fables
nouvelles en prose composées pour l'instruction morale de 1'enfance. Livre de lecture pour
le premier age», 1827), « Moum getssm» («A mes Enfants», 1844);

C. ne. Ceriop «Conunbl nmpokassl» («Les malheurs de Sophie», 1858), «IIpumepHbIe e-
Boukm» («Les Petites Filles modeles», 1858), «Kanukysbr» («Les Vacances», 1858), «/IBa
HecMbIIEHBIa» («Les Deux nigauds», 1862), «CnaBubie nmetn» («Les bons enfants»,
1862);

K. Cang «Mitaamas cectpa» («La Seour Cadette», 1843), «Masnenbkas ®agerra» («La
Petite Fadette», 1849);

K. Bepu «Jletu kanutana Ipanta» («Les Enfants du capitaine Grant», 1867),
«ITarnapmaTwierHui kanmutad» (Un capitaine de quinze ans», 1878);

. 1’ dpBmwibn  «[IpuKIIIOUeHUs JTOMCTOpUYECKOro Masjbunka» («Aventures dun petit
garcon prehistorique», 1887);

I'. Masio «be3 cembn» («Sans Famille», 1878), «B cembe» («En Famille», 1893).

5




Hemopusa my3siku

JKUIIEM OT Hebe30IMacHbIX 00IleCTBEHHBIX COOBITHHN (BemoMHUM, uTO XIX Bek
Bo ®paHIUM — 3TO BeK peBOJOIUI). [leHTpasbHOE TIOJIOKEHNE B 3TOM JIOME
3aHUMAaeT pebeHOoK: «/leTH, 0 yeM CBUIETEIbCTBYIOT KapTHHBI PyHre, Amep-
simHra u JlaHacupa, coCTaBJIsAIN IeHTPaJIbHOE MeCTO OYp»Kya3HOro JioMa. JTU
rpak/iaHe, MPoOXoJiAlre oOydeHrne, Hy»K/IaJIUCh B OCOOBIX MOPaJIbHBIX U WH-
TeJIJIEKTyaJIbHBIX KaueCcTBAX, a TAKXKE B COI[UAJIBHBIX U KyJIbTYPHBIX HABBIKAX,
YTOOBI 3aHATH CBOe MecTO B 00IecTtBe. O0A3aHHOCTBIO OTIIA OBLIO OCYyIIe-
CTBUTH 3TO SKOHOMHYECKH, a 00513aHHOCThIO MaTEPU — BBIMOJHUTH 3TO HEIIO-
CPeACTBEHHO» [12, 173—174].

YnoMsHyTble B IIUTaTe HEMEIKUU, aBCTPUUCKUUW U AHTJIUHUCKUMN Xy-
JIO’KHUKH, MOTYT OBIThH JIOTIOJIHEHBI UMeHaMU UX (ppaHIfy3ckux kosuier. Oco-
OEHHO CTOUT BBIJIEJIUTH TAKOE SIBJIEHHE, BOSHUKIIIEE BO BTOPOH MmoJioBuHE XIX
Beka BO ®PpaHIMHU, KaK JKyaHCKas KOJIOHUA Xy[OKHUKOB. Boariasisemas
[1.9. ®pepom, oHa obObeauHWIA KaK (PAHITY3CKUX, TaK U HNHOCTPAHHBIX
(Ipexkie Bcero, aMeprUKaHCKUX) »KHUBOITMCIIEB, ITMCABIINX, B OCHOBHOM, OBIT U
MIOBCEHEBHYIO *KU3Hb IIPOCTBIX JIIOJIEN JIEPEBHU U NMPUTopoas. HacTeIMu re-
pOSIMM UX TOJIOTEH CTAHOBATCA JleTu4. Bece 5TO elle pa3 moATBep:KJA€ET, YToO,
o cioBaM C. 'poxoToBa, «... B 310Xy OujepMmeiiepa AETCTBO HAUMHAIOT IIO-
HUMAaTh KaK OCOOBIM M BaXKHBIU mepuoj, B GOPMUPOBAHUM YeJIOBEKA, UMEIO-
U CAMOCTOSITEJIbHYIO IIEHHOCTDH» [1, 20].

Tema gercrBa Bo (ppaHiy3ckoi My3bike XIX Beka mpejicTaBjieHa CO-

junHabpM  crmckoM  aBtopoB  (III. Anbkan, III. I'ymo, K. buze, B. a'9umm,

3 TlompoOHee 00 3TOM COOpaHHU, CBA3aHHOM C MAPHKCKUM IIPUTOPOAOM JDKyaH, MOKHO
MIPOYMTATH 3/1eCh: [18].

4 Hampumep, Ha kaptuHax ®pepa («/letu y kamuHa», «OTopaBiieHHe B IITKOIy», «Ma-
JIeHbKas Kyxapka»), [lapskena («MajieHbKUN AOKTOpP», « MasleHbKHE MOKYNaTeTbHUIIBI»,
«B 6e3omnacHocTn»), [ltoBepke («ManeHbKUM JIy9HUK», «[IpaTku», «I[lomorb»), CeHbska
(«MasieHpKHul TOproBemn», «MaJleHbKUH TIOBap», «YPOK UTeHHsA»), N AHTpeura («Ypok
cBOOOMBI», «JleTu u Bechl», «ITapaa») u ap.
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K. Maccue, C. ®pank, I'. ®ope), koTtopblii B XX BeKe pa3pacTaeTcs elre
6ospie (I'. [Ipepue, K. leGroccu, M. PaBesib, KOMIIO3UTOPHI (PAHITy3CKOU
«1IecTepku» 1 T.7.). C TOUKH 3peHus KaHPOBON U TeMOPOBOM COCTaBJISIONIEN
MIPOU3BEIEHNM, 5TO, IIPEXK/e BCEro, KaMepHasa My3blka — IEeCHU, BOKAJIbHbIE
aHcaMOJII W XOpBbI, COJIbHbIEe W aHcamMOJieBble (OpTenmaHHbIe Mbechl. Pac-
CMOTPHUM HEKOTOPbIE TPUMEPHI.

III. Anbkan. TBopuectBo Illapisa-Banantena Mopanxka (AsbkaHa,
1813—-1888) — oHOTO M3 KPYIMHEUIINX MHAHUCTOB-BUPTYO30B CBOETO BpeMe-
Hu, apyra @. llloeHa — JeMOHCTPUPYET JIOBOJIBHO 3HAYUTEJbHBIU ILJIACT
dpaniysckoil poprenmanHoN My3bIKUA. BaskHyI0 4acTh 3TOTO TBOPUYECTBA CO-
CTaBJISAIOT MbEChl, HAIIMCAaHHbIE C 00pPa30BaTEIbHON I1€JIBI0. ATO OOJIBIIIOE KO-
JINUECTBO HA3BAaHUM W >KAHPOBBIX OIpeJieJIeHUN C YMEHBIIUTEJIbHBIM Ccyd-
puxcom («pOHIONIETTO», «TOKKAaTUHA», «MaJIeHbKHEe (PaHTa3HUH», «CKa304-
Ka», «(aHTa3ueTTa», «MaJeHbKUE TPEJTIOJINN», «IIBECKU» U T.1.), 4 TAKXKE C
MTOCBSIIEHUSIMU pa3TmyHbIM mademoiselle u misss.

Yacro obparaeTcs KOMIIO3UTOP U K COUMHEHUIO HTIO/IOB, BApHaIlUil Ha
TE€MbI U3 UTAIBAHCKUX OTlepP, POH/I0, IIMKJIOB MUHUATIOP, aHCaMOJIel B 4 PYKU.
AJIbKaH NOMHUMO JIEATEJIBHOCTU KOHIIEPTHUPYIOIIETO UCIIOJTHUTENIS 3aHUMAJICH
ellle M IleJarorukou, paboras yacTHbIM 00pa3oM, a Takke Oyaydu IpHUTJIa-
IIeHHBIM IIpemnojiaBaTesieM Mo coabdemKuo B mapuxckoi KoHcepBaTopum
[14, 78]. He uckir04eHO, YTO HEKOTOPBIE U3 €T0 COUMHEHUI ObLIM HATIHCAHBI
C JUTAKTHYECKOU 1eJIbI0: 00yueHus (JacTh 3TIO/IOB, IIUKJIBI MUHHUATIOP, 8 Ma-
JIEHbKUX MPEJIIONUA Ha I€PKOBHBIE JIAABI) W JIOMAIIHETO MYy3WUIIMPOBAHUS

(ancambJ111 B UeThIpe PyKU, HEKOTOPbIe (DaHTAa3UN HA TEMbBI U3 OTIED).

5 Tak pormosieTTo «Ku-0bLT UesToBEeU€eK», OpP. 3 COUMHEHO U MOCBAIIEHO MaJiMya3eab Ma-
pu Korren, HokTiOpH, 0p. 22 nocBsAieH MazgMyasenb diause 1lycsensr; Bapuanuu Ha Temy
Bennuum, op. 16 N25 — mucc Mzabenne ®unpa, Bapuanum tuna danrasuu, op.16 N6 —
mucc Mepu Yuaazop, OBepHbCKoe Oyppe, op. 29 — MaaMyasesb Kiape JlaBaei u ap.
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VccnemoBaTresi OTMEYAIOT TaKUe IIOJIIPHBbIE KadecTBa (OPTEIMHAHHOTO
CTWJIA AJTbKaHa, KaK SKCTPeMaJIbHAsA BUPTYO3HOCTbh, C OJTHON CTOPOHBI, U IIPO-
CTOTa JI0 HAUBHOCTH, C Apyrou. Tak, X0 MakaoHasb/ nuilet: «Ero Mmysbika
MO2KET OBITh HEITIOCHJIBHOM JIJISL JIF0OOTO, KPOME CaMbIX CHJIBHBIX C TOUKHU 3pe-
HUS TEXHUKU, TUHAMUUYECKUX TPeOOBAHWN M BBIHOCIHMBOCTH WUCIIOJTHUTEJIEH.
A Takke OHa MOKeT OBITh HEBEPOSITHO IIpocTou» [19] (mpumep 1).

JleficTBUTEIILHO, B IPOU3BEZIEHUAX AJTbKaHA CI0XKHAsS «OPKECTPOBasi»
dakTypa codyeTaeTcs ¢ U3AIHON IPO3PAYHOCTHIO, 3aTEHIUBBI METPOPUTM® —
C »KaHPOBO SICHBIM, TOMO(OHHO-TAPMOHHYECKHUM CKJIaJ0M, MHOTO3HAYHbIE
TOHAJIPHOCTU MheC U UX OPUTHHAIbHbIE TOHAJIbHO-TADMOHHYECKHUE HAXOIKN?
— C IPOCTBIMH PAaHHEPOMAHTHUYECKUMH 3BYyYaHUSAMU. He ay:k/ ObLT KOMIIO3H-
TOp W CTHJIM3AIMH: B IIUKJIAX €ro MHHUATIOP MOKHO BCTPETUTH PEMapKU
Bpoge alla D. Scarlatti (N214 Duettino), alla “Vedrai carino” di Mozart (N232
Minuettino) u3 dckuzoB op. 63 wiu dans le genre ancien (N215 Tutti de Con-
certo u3 AckusoB op. 63; N3 us 25 Ilpentoauii op. 31), genre ancient (N226

Petit air uz dckuszos op. 63), dans le genre gothique (N216 u3 25 Ilpentoauii

op. 31).

6 5 WK 7-70JIbHBIE apUU WK 2-51 U3 TpUHAAIIAaTH TIeceH, Op.70, HAllMCaHHASA OJJTHOBPEMEH-
HO B JIBYX/IOJIbHOM (IIpaBas pyKa) U TpexXZI0JbHOM (JieBas pyka) pa3Mepe.
7 Kak, Hampumep, B dHrapmonukax (N241) u JIpBossitax (N245) (mpumep 2) u3 ICKU30B
0p.63.
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ITpumep 1. 111. Anpkan. Ckazouka (6e3 omyca).
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7 i B Sempre Prd:

III. I'yno. I'oBops o netrckoit Teme B TBopuectBe Illapssa 'yro (1818
1893), cTOUT, MpeXK/ie BCero, 00PaTUTHCS K €ro BOKAJIbHBIM cOunHeHUusAM. Of1-
HAKO HEKOTOpble IpUMephl MOXKHO HAWUTH U cpelu ero (popTenuaHHbIX MPO-

U3BeJIEHUN — HeOOJIBIIION, HO JIFDOOIBITHON YAaCTH TBOPUYECKOTO HACJIEH,
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r7ie BCTpevaroTes (opTenruaHHble IySThl B YeThIPe PYKH, Bpojie «Tpex Jerkux
nbec» (1879?) win «/IBeHaaaTu OpUrHHAIBHBIX IIbec» (1877), pomaHchl 6e3
CJIOB MEH/IEJTbCOHOBCKOTO THUIIA, HETPYAHBIE BAJIbCHI, CYIIIECTBYIOIIUE B COJIb-
HOM U aHcaM0JIeBOM BH/JIE.

EcTb 3/1ech 1 popTennaHHble IIbEChI, IOCBAIIEHHbIE IeTsAM. Tak, «Me-
HyaT» (1858) 1714 /1 B ueTbipe pyku — nocssiieH bepre u YKanne Jlenuibe.
Jlerkuii Basbe «banm nmereti» (1861) st popTenuaHo coo — IUIEMSHHUIE
kommnoszuropa Illapsorres. ConbHble «Banbe cuiabdoB» (1873) u «Jlomenu-
Herta. KospibenbHas» (1873) — mocssmieHbl gouepu KanHe [13, 216—219)].
Bce 3T0 — (paKTypHO IPOCTHIE, MEJTOAUUECKH U3SAITHbBIE, 3JKAHPOBO SICHBIE IIPO-
U3BeJIeHUs, MTpeJHa3HAUEeHHbIE JIJIA JIETCKOTO WJIN JIIDOUTETHbCKOTO MY3HUITU-
pPOBaHUSI.

3HAUYUTEbHBIA WHTEpPEC IIPEACTaBJISAIOT XOPOBble counHeHUs ['yHO,
HaIlMCAHHbIE JJIs1 TIOOUTEIbCKUX KOJIJIEKTUBOB, M €r0 BOKAJIbHAS My3bIKa JIJIS
nereli. [IpyunHON oOpalleHns KOMIIO3UTOPA K TaKOTO POjia MIPOU3BEEHUIM
CTaJI0 Ha3HaUeHHeE eTo B 1852 roy AUPEKTOPOM IMapPHUKCKOTO XOPOBOTO 001IIe-
ctBa «OpdeoH», a Tak:Ke TUPEKTOPOM IO BOKAJIBHOMY 00pPa30BaHUIO B TOCY-
JTAPCTBEHHBIX ITTKOJIaX CTOHUIEI [16]. B aTOT mepuon (1852—60) mOsABIAIOTCS
ero XopsI a cappella, cpeu KOTOPBIX MOKHO Ha3BaTh COOPHUK JIETCKHUX XOPOB
Ha ctuxu [llapns Tioprena «MosinTBa u yueHue, win Pacnmcanue gusa» (La
priere et 1'étude, ou L'emploi de la journée, 1853—55) co caeaymnumu IByX-,

TpeX- U YeTHIPEXTOJIOCHBIMU (ITPUMEPHI 4—6) «IeCHAMU-YPOKaMU» BHYTPU:

Apudmeruka (L’arithmethique), Myssika (La musique), TBopuectBo (La
recreation), I'eorpadus (La geographie), ITucemo (L’ecriture), Urenue (La lecture), I'pam-

Matuka (La grammaire), PucoBanue (Le dessin), Mcropus ®panmuu (L'histoire de France),

8 B 1877 rogy I'yHO BKJIIOUHUT €r0 B COCTaB 12 OPUTMHAJIBHBIX (POPTENUAHHBIX IbEC B COJIb-
HOU U IySTHOU BepCUsX.

10



Hcemopusa my3ssitku

Cesamennas ucropus (L’histoire sainte), YTpennss mosutsa (La priere du matin), Beuep-
Hss mosutBa (La priere du soir), [lapuiia HebecHast (Reine des cieux), biiarogapcrBeHHBIH
mouieben (L’action de grace), 3akon boxwuii (Le catechisme), MosuTBa niepes Tpamnesoii (Le

benedicite), MosutBa Boropogurie (L’angelus).

Ipumep 4. I11. I'yro. Xop «YTpeHHAA MmoauTBa» Ha cJ. [II. Tropriena

Andante religioso
" e
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IIpumep 6. 111. I'yno. Xop «IIucemo» Ha ci1. III. Tropnena.

Allegretto moderato
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Xopbl cOOpPHHUKA OTJIMYAIOTCA IIPO3PavHOM, MeJIOJAN3UPOBaHHON (ak-
TypOH, 4acTO € dJIeMeHTaMU IOJIU(POHUU, ICHOU TapMOHHYECKOU BepTHKa-
JIBIO, YIOOHON MEJIOANKOM, a TaKKe JIETKUM OTTEeHKOM MPOHHUU B XapaKTepe 1
0Opa3HOCTH IEeCeH.

Y I'yHO Cy1IecTBYIOT U OT/ieIbHBIE JIETCKUE XOPbl HAa JYXOBHBIE U CBET-
ckue Tekcrol (Crienne, [lloBunepa, Kerenapa, buropu, Ckpuba u ap.). Hactb
13 HUX ObLIa M37]aHa B BUJle COOPHUKA U3 15 JIETCKUX TECEH B IEePEIOKEHUS

711 Tostoca ¢ poprenuano (1857):

«beawtil wunosHux» (M. Spenner), C-dur, Allegretto, 2/4

«/lesywka u nmuuka» (E. de la Chauviniere), C-dur, Allegretto, 6/8
«Yxo0awee spemsn» (Mr ***), pour distribution de Prix, C-dur, Allegretto, 2/4
«Cepenada» (E. de la Chauviniere), F-dur, Moderato quasi Allegretto, 6/8
«Meuma» (M. Spenner), D-dur, Andante Moderato, 4/4

«Hucyc 8 acasax» (R. P***), Noél, F-dur, Moderato quasi Andante, 6/8
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«/lobpwlil OeHb, dobpulil gewep» (M. Spenner), Es-dur, Moderato, 4/4
«Bbapxammuas aana» (M. Spenner), G-dur, Allegretto, 6/8

«Kanuxyawt» (L. Bigorie) pour distribution de Prix, B-dur, Allegro animato, 2/4
«Kanmama» (Ch. Turpin) pour distribution de Prix, C-dur, Moderato, 4/4
«AHeen-xpanumens» (A. Quételart), Es-dur, Moderato quasi Andante, 4/4
«Moaumsa /[ese» (Mr ***), F-dur, Andantino, 4/4

«Pazdaua dapos» (Mr ***), F-dur, Allegretto, 3/4

«I'ne300» (A. Quételart), C-dur, Moderato quasi Allegretto, 4/4
«Apugmemuxa» (Ch. Turpin), duettino, G-dur, Allegretto, 2/4

Kak Bu/iHO, COOPHUK COCTOUT M3 II€CEH HA PEJIUTHO3HYIO U CBETCKYIO
TeMy (IpuMepsbI 7, 8). T0 HebOoJIbIIINE IIPOU3BEJIEHHS B KyIIETHBIX hopMax,
HEeOBICTPBIX TEMIIAX, «YAOOHBIX» pa3dMepax M TOHAJIBHOCTAX (MHOT/A C MO-
JlaIbHBIM OTTEHKOM B TapMOHHM), ABHO pPacCUHMTAaHHbIE HA KCIIOJIHEHHE ca-
MHMU JETbMU BO BpeMs MY3BbIKAJIBHBIX 3aHSATHH WM IIEPKOBHBIX JIEHCTBY.
JKaHpOBYyI0 OCHOBY IIECEH COCTAaBJISAIOT XOpaJi, IacTopasib, CEpeHaia U HOBJIb
(poskmecTBeHCKas TecHs1). XopajbHas (4acTo TPEXTroJocHass) U TOMOGOHHO-
rapMoHudeckas QakTypa, IoAiep;KUBAIoIIasi MPOCTYI0 BOKAJIbHYIO ITAPTHIO, —
BCE 3TO IO3BOJIIET BCIIOMHUTH (PpPAHILy3CKHE HAPOJIHbIE JeTCKUE IECEHKHU,

Bpozie «Au claire de le lune» unm «Sur le Pont d’Avignon».

9 Ha yTo yka3pIBaeT KOMMEHTapUil B HEKOTOPHIX ITecHAX — «pour distribution de Prix» («Bo
BpeMs paszgaun Japos»). JIrobonbiTHA HecHs « KAHMKYJIBI», BHYTPh KOTOPOH KOMIIO3UTOP
BKJIIOUaeT paszienn «MosurBa». [lecHa mpezcTraBiser cob0 MUHU-/IENCTBO: MEJIOAUA U
TEKCT PaCIPENEIAIOTCA MEXKAY COJHHBIMH U XOPOBBIMH peIUIMKaMu. B mepBoM ciydae
KOMIIO3UTOP YKa3bIBAET: «COJIO CAMOU cTapIel yueHuIbl, kKak peuntatus (Une éléve plus
agée. Solo. Comme un récitatif)», Bo Bropom — «xop» (Choeur).
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7K. Buze Tpagunuio dopTenuaHHbIX Mbec VI aHCaMOJIA B YeThIpe
PYKU TIpofosKaeT cOopHUK «/lerckue urpbi» (1871) opxka busze (1838-
1875). Kommosutop nmocsstuit ero Maprapure e boibe n ®anu I'yan — oue-
psAM Ky3eHa U Jipyra >keHbl buse KeHeBbeBHI [22, 354], KOTOpbIE JIOJIKHBI
OBLIU CTATh U ITIEPBBIMHU HCIIOJTHUTEISIMH ITHKJIA.

B pykonucu cOOpHUK HACUYUTHIBAJI TOJBKO JECATDH IbEC: IPU U3AaHUU
KOMIIO3UTOP /100aBUI « MBUIbHBIE Iy3bIPU» U «YTOJIKH», a TaK:Ke MOMEHSLT
HasBanue Mmapma «Tpyba u 6apaban» (paHee — «OJIOBAHHBIE COJIZATUKU»)

[10, 3]. B uTore cocraB cOOpHUKA CTaJ TAKUM:

«Kaueau (meumst)», G-dur, Andantino, 6/8

«Boauox (axcnpomm)», a-moll, Allegro vivo, 2/4

«Kykaa (xonvibeavrasn)», H-dur, Andante semplire, 6/8

«/lepessinHble nowaodxu (ckepuo)», a-moll/dur, Allegro vivo, 6/8

«Boaau (panmasus)», B-dur, Andantino molto, 3/4

«Tpyba u bapaban (maput)», h-moll, Allegretto, mouvement de marche, 4/4
«MbvLavHovle nysvipu (poHouHo)», F-dur, Allegretto moderato, 4/4

«Yeonxu (ackus)», D-dur, Allegro vivo, 2/4

«Kmypxu (Hokmioph)», Des-dur, Andante non troppo quasi andantino, 3/4
«Yexapoa (kxanpuc)», a-moll/dur, Allegro molto moderato, 2/4
«Manenvkuil mysxc, marenvkan xceHa (0yam)», B-dur, Andantino, 2/4

«ban (ecanon)», A-dur, Presto, 2/4

Kak ormeuaroT uccinenoBarenu H. JlaBpuk u H. Ctpouan, «bu3se nipen-
IIoJ1arayl pa3Hble BEPCHUH WCIIOJTHEHHSA ITbeC — KaK MHOTOYACTHOE IIEJI0e WJIH
BBIOOPOYHO, C UX TPOU3BOJILHOU TPYIIIIUPOBKOU» [5, 71]. B aTOM ILU1aHE epes,
HaM# UMeHHO COOpHHUK 0e3 04eBHHBIX WHTOHAIMOHHBIX CBA3€H, ipamMaTyp-
TUYeCKOM HAIMPaBJIEHHOCTU M 3aMKHYTOCTH, T7€ IMHEChl YEPEAYIOTCSA MO PUH-

IUITy KOHTpacTa (MeJ[JIEHHO-OBICTPO, MaKOP-MUHOP). OZlHAKO TOHAJIBHYIO U
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00pa3HO-KaHPOBYIO (OTCIOZIa M JIBOMHBIE HA3BaHUS) IIECTPOTY ITbeC HECKOJIb-
KO CIJIasKuBaeT 0000IIeHre Bcero COOpHUKA yepes KaHp GUHATBHOTO TajIolla,
4TO POAHUT 3TO IpousBereHue ¢ «KapuHaBasom xkuBOoTHBIX» K. Cen-Canca.
Hesb3s1 HE OTMETUTh U TEMOPOBO-OPKECTPOBBIA MOTEHITUA AAHHBIX (opTe-
nuaHHbIX nbec. He napom B 1873 roay buse cosmact «MaseHBKYIO CIOUTY»
JUIsl MaJIoro CUM(OHHYECKOTO0 OpPKecTpa Ha OCHOBe HATH W3 HuX («Mapi.
Tpyba u G6apaban», «KompibenpbHasd. Kykna», «9kcmpomt. Bomdok», «Jlyar.

MasieHbKHU MY:K, MaJIeHbKas skeHa», «"amom. ban»).

ITpumep 9. K. buse. «Tpyba u 6apaban. Mapii», 1 mapTust
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[To muenuto JlaBpuk u CTpouaH, Bce MPOU3BeJIEHNE MOHUMAETCA KaK
«HauBHasA (aHTA3UsA HA TEMY JETCKUX UTP» [5, 72] Gyiaroziaps mepBou mbece
«Kauesn. MeuTbl». YMECTHO IIPUBECTU U cj0Ba X. MakgoHaIbJA O TOM, 4YTO
«JleTckue UTpbl» buze «puUCYIOT JETCKUU MHUD C UBAIIHBIM MacTEPCTBOM U
SIBJISIFOTCSI TPEKPACHBIM IIPUMEPOM BBICOKON YTOHUEHHOCTH Ha CJIy:kOe oue-
BUTHOW HaWBHOCTH» [20] (mpumep 9 a, 6).

XoTs My3bIKa «JleTCKuX Urp», JJIA KOTOPOU ITOKa3aTebHbl, B OCHOB-

HOM, 6bICTpBIe TEMIIBI 1 TEXHUWYHBbIE ITaCCa’KH, 4aCTO TpYILHa JJIA JETCKOI'O
16
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HcIoiHeHuu, 1o MHenuio Y. Tumbpesia, «ee ouapoBaTeibHasA IPOCTOTA U sIC-
HOCTB B3bIBa€T KO BCEM MOJIOZIBIM UJIU TEM, KTO MOJIOZ CEPAIIEM» [10, 4]. DTOT
HOCTQJIbTUYECKUU HAJIET OTMEYaloT U JpyTHUe uccieioBarenu: «“JleTckue ur-
pbl” bu3e moKa3bpIBAIOT, KaK UTpa Ha (pOPTENHNAHO TECHO CBA3aHA C UyBCTBEH-
HBIMU U a¢pGEeKTUBHBIMU ONEPALIUAMHE C aMATHIO. J[BeHaIaTh MUHUATIOP-
HBIX BOCLIOMUHAHUU buse 0 JIeTCKUX UTPYIIKax U Urpax MPOHU3aHbl HOCTAIb-

THel 0 HEBUHHOCTU MPOXKUTBIX IHEN» [21, 10].

IIpumep 9 a. «MajieHbKUHN MY:K, MaJIeHbKasl YKeHa», 1 MapTUs

PRIMA
(0 s Th Andantine 0, Nt o3
Vol Cerprs™ 2 o - ﬂ
/ - +—T—— — = - —
e aar=——a SSEEe )
p
b i
o —— = = = = = = i
= et
‘—-...-'
e, T Tg o p P by
i ey e
I#‘-‘ i_rl 1 § E— 1 ¥
9
3 \ L \ l‘\ I‘\ Ikl 1‘\ h
oY ety et R e e e e e s
ITpumep 9 6. «ManeHbKUN MY>K, MAJIEHbKAS YKEHA», 2 MAPTHS
SECONDA
fJ = 76) Andantine . .
— . ﬁ i ‘f f = — —
e st s e v e by e be L 8
wealtol esppioss
rr
4'\-l ] ?i T P\ \} \ N
ey e ey Ay e f s e e s e e
—= 9 1978 L4 ==
7 ;‘ ¥ ’ 7 %
/— - £ “ £fipl ‘8.
e e s e
's_z B i I 1 ﬁzw_ - 13 "
9 =
, X\ M N N \ Y A
| -}EJ L™ ] 4\5- » J:*l-- ?lh- !lhi & [ i‘c. Pf..n
Z Iv L Y L1 L + L1 - 4 L L1 L 1 Jl}
7 E v i % ¥ ¥ qj hg



Hemopusa my3siku

I'. ®opa. Otnan manb Aerckoud TeMe u I'apopuens ®ope (1845-1924),
yell UK A QopTenuaHo B 4eTbipe pyku «Jlowmm» (1894-1896) HeceT

OYE€Hb JIMYHBIN OTIIEYATOK.

«Koavibeavrnasn», E-dur, Allegro moderato, 2/4
«Mi-a-ou», F-dur, Allegro vivo, 3/4

«Cao Hoaau», E-dur, Andantino, 3/4
«Kitty-eanvc», Es-dur, 3/4, Tempo di Valse
«Hexcnocmsb», Des-dur, Andante, 3/4

«Hcnamcxutt maxeu», F-dur, Allegro, 3/8

CoznaB «losmu», ®ops He TOJIBKO BHEC CBOM BKJIaJA B oboralieHue
(ppaHIy3CKOTO IIeJarOTUYeCKOr0 penepTyapal®, HO U YBEKOBEUWJI TPOraTesb-
Hble OTHOIIIEHUS ¢ ceMbell AMMBI Mya3s!!. Pesikre B TBOpUeCTBe KOMIIO3UTOPA
IpOorpaMMHbBIe Ha3BaHUSA IIbeC MePEeJA0T MHTUMHBIN XapaKTep UK. 3/1eCh,
B oT/Inuue oT bu3se, mepesi HaMu MPEACTAIOT CAMHU JIETH, UX JKUBOTHbIE, UX Ca/l,
a Tak»Ke To, 6e3 Yero He JI0JDKEH CYIeCTBOBATh HU OJMH PeOEeHOK — 3TO JlIacKa
1 HEXKHOCT.

Kak u ero mnpeznmecrseHHUKU, Pops MpoAoKaeT JUHUID XaHPOBO
ompejieJIeHHBIX IIbeC, o0pamasch K KoJyblOesabHOUM, MemieHHOMY («Kitty-
BaJIbC») B ObIcTpoMy («Mi-a-ou») BajibcaM M UCIIQAHCKOMY TaHILy CETH/INJIbE.
[Tocneguuii BBOAUT B JIETCKYIO TEMY ITUKJIA MOTUB «MHO3EMHOCTH» (B JIyd-
mux Tpagunusax [lymana).

HecMmoTpsi Ha TOHAJIBHYIO PAa30MKHYTOCTh ITUKJIA (M OTCYTCTBHE MU-

HOPHBIX TIbec), OH J[paMaTypruyecKd YeTKO BbICTPAUBAETCA OT HaudaJIbHOU

10 Kak uszBecTtHO, ®0opa OB IeAaroroM, y KOTOpOro 3aHUMasics U PaBesb, a 1MO3Ke U -
pekTopoMm ITaprkckoi KoHcepBaTOpHH (1905—1920).

11 Emma Moyse, B 3amykectBe Bardac (1862-1934) — meBumna, BosiobiaeHHas I'. dops,
mo3:xke - xkeHa K.JleGroccu. ®ops mocesATui el «La Bonne chanson». Ee mouepu — Jiien
(Tommmn) mocesiliieHa ero ¢goprenuaHHas ciourta «Jloyutm», a ee coBMectHou ¢ [lebroccu
nouepu — Kitoy-9mme (Iy-111ly) — mocBsmeH «/leTckuil yroyiok» Jleboccu.
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KOJIBIOEJIbHOM K KyJIbMHUHAIMOHHON «HexxHocT», 3aBepiiasch OBICTPHIM
duHasioM. EIMHCTBY CIOCOOCTBYET M TPEXIOJBHOCTh €r0 COCTABJISIOIIUX
(kpome «KosbIOesrbHOI») € aKIeHTyanuell BTopou (ciaboit) mou (mpumep

10), CKBO3HbIE€ HHCXOAAIIIKE MEJIOJUYECKHE XOJAbl, TPEXYACTHOE CTPOEHHUE

IIbecC.
ITpumep 10.T. ®ops. «Mi-a-ou», 1 mapTus
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TexHUYeCKHd MUKJI PACCUUTAH HA pa3Hble YPOBHU BJIAJIEHUSA WHCTPY-
MeHTOM: OT HadanbHOro («KosbiOenpHasi») 70 0Oojiee TPOABUHYTOTO
(«HexxHOCTB» C ee MIyMaHOBCKON (pakTypol U BUPTYO3HbIN «VcmaHCKuM Ta-
HeI»).

B nuksie He 06o1mI0Cch U 6€3 3arajIoK-mepeiesiok, KOTOpble KPOIOTCA B
Ha3BaHHUSIX HEKOTOPHIX Ibec: «Mi-a-ou» mpoucxoaut ot « Monsieur Raoul» —
Tak JJIeH 3Bajsia cBoero Opara Paynsa. A «Kitty» — uckakeHHoe oT KarTh

(xnuka cobaku ceMbu bapaak) [22, 62].
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be3yciioBHO, TeMa JieTcTBa BO paHITy3ckord My3bike XIX Beka AaeKo
HE MCYEPIIBIBAETCS YIIOMAHYThIMU coOunHeHUAMHU. OHAKO yKe Ha UX OCHOBa-
HUY MO’KHO TOBOPUTH 00 OTIpezieJIeHHONM 00pa3HOCTH, CTUJIMCTUKE U MIOITHKE
BBIPA3UTEIbHBIX CPEJICTB, a TAKKE O TOM «CHUTYaTHBHOM (POHE», Ha KOTOPOM
TIOSIBJISIIOTCS 3TU (M MHOTHE APYyTHe) counHeHuss. O000IIUM IJIaBHbIE HEH.

«/lomanrHas My3bIKa». Benukas ¢paHIy3ckas PeBOJIIOIUA cTajia
MIPUYUHON HEKOTOPHIX MPHUHIUINAILHBIX JJIsI €BPOIEHCKOro oOImecTBa u
KyJIbTYpBI siBjeHui. OAHUM W3 HUX cTajl (PPaHIy3CKUN aHAJIOT HEMEIKOTO
bunepmeliepa, ¢ ero BHUMaHUEM K JIOMY U YacTHOH >ku3HH. [IpsAMbIM ciien-
CTBHEM BTOTO CTHJISI B My3bIKE SIBIJICSA POCT TaK HAa3bIBAEMOU «JIOMAITHEN MYy-
3BIKA» U KaMepHOTO JIIoOUTeIbcKoro My3unupoBanus. [lo cioBam I'poxoro-
Ba, «>KU3HEHHBIN yKJIaJ] CEMbU BO BpeMeHa OujiepMeiliepa HEMBICIUM 0e3 My-
3UIIMPOBAaHUs — MHOXKECTBO KapTHH, TPABIOP U PUCYHKOB TOTO BPEMEHU 3a-
IevaT/Iev IOYTEHHBIX OTIIOB CEMEUCTBA, IETEN U IOHBIX JIEBYIIEK, UTPAIOIIAX
Ha dopTenuano»? [1, 21].

PacmmdpoBbiBas MOHATHE «JAOMAIIHAA My3bIKa», I'DOXOTOB IHUIIIET:
«...HeMerkoe mnoHATHe “Hausmusik” — My3bIka, pegHa3sHauyeHHAsA IS WC-
MIOJIHEHUSA JIOMa, B HETIPUHYKJEHHON 00CTAaHOBKE... OHA BOBCE He MpeycMaT-
puBaet “ncnosiHerus’ (Aufftihrung) — mociegHee ymecTHO JIUITE HA KOHIIED-
Te. ATy My3BIKY Jlaske He “urparmt. (spielen), ee mpocto “mesator” (machen) —
JUIs COOCTBEHHOTO VAOBOJIBCTBHSA, WJIM K€ “TPEenofHOCAT , “Ipeajaramtr’
(darbieten) — B ToM ciryuae, Korga uMeloTcs caymateau. MTak, “moManrHsis
My3bIKa” pokJieHa ObIToM» [1, 23]. O momyasapHocTH Bo @pannnu XIX Beka

JIIOOUTETHCKUX T€aTPAJIbHBIX IIOCTAHOBOK W MY3HIIMPDOBaHHA BO BpEMA A0-

12 My3unupyomux 6apblllieHb MOXKHO HAUTH U Ha KapTUHaX (QPaHIy3CKUX *KUBOIUCIIEB
(mampuMep, MacTEpPOB SKyaHCKOU IIKOJIBI MJIN PeHyapa).
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MAIITHUX BeuepoB (C TocTAMH WIu 0e3) MUIIYT U aBTOPHI «VcTopuu 4acTHOU
KU3HW» [4, 214].

My3sbikasIbHBIN cJIoBaph ['poyBa Tak xapakTepusdyeT TepMuH «Haus-
musik»: «My3bIKa, MpeHAa3HAYEHHASA JIJIsI CEMENHOTO U IPYKECKOTO JIOMAIII-
HETO WCIIOJIHEHWSA C IEJIbI0 COOCTBEHHOTO pa3BJIeUeHUsI U TOy4YeHHs» [15].
ITOT Ke UCTOUHUK IPeJJIaraeT elle OHO aKTyaJibHOe CJIOBOCOUYETaHUE, BXO-
Jisilllee B IOHATHE «KamMepHas My3blka» — «domestic music-making»: «Jlo-
MalrHee My3unpoBanue B XIX Beke IMPOJO/IKAIO PaClBETATh, XOTA OHO BCE
60JIbIllEe PA3BUBAJIO U ONPEETIAIO CBOM COOCTBEHHBIN pernepTyap, OTJIUYHBIN
OT pelrepTyapa KOHIIEPTHOTO 3ajia. PopTenuano, 0coOeHHO B KOHIIE CTOJIETHUS,
CTaJI0 TJIABEHCTBYIOIIMM JIOMAIlHUM HHCTPYMEHTOM, CHUMBOJIOM >KE€HCKOU
3HAaTHOCTH U COLIMAJILHOU pecleKTabeIbHOCTH, U JOCTYITHBIM IITUPOKOMY KpYy-
Ty mpejcTaBuTesieil cpeaHero kiaacca B CeBepHoit u 3anaguout Espone u Ce-
BepHOU AMepuke»!3 [9]. OpueHTUD Ha JIIOOUTEIHCKOE UCIIOJIHEHNE 3a dhopTe-
MUAHO OIIpe/iesisieT W KAaHPBI «JIOMalllHel My3blku» BO ®paHnuum: 3TO He-
TPY/IHBbIE COJIbHBIE TTHECHI-MUHUATIOPHI, IYAThI B 4 PYKU (COOPHUKU ITbEC TaH-
IeBAJILHOTO XapaKTepa, Bapyalliy Ha TeMbI U3 OIep, MepeyoKeHUs] OPKeCT-
POBBIX IPOU3BE/IEHNI ) U IECHU B CONPOBOXKAEHUHN (POPTENMHUAHO.

HauruBusm. [IpAMbIM cjieCTBUEM OPUEHTAIlMM KaMEPHOTO perep-
Tyapa Ha MY3UIIUPYIOIIEro JIIOOUTENsI CTAHOBUTCS 0co0as MO3THUKA MYy3bI-
KaJIbHOTO f3BIKA, CBA3aHHASA C «IIPOCTHIM», HAUBHBIM CTWIEM. B cBsA3U ¢ mpo-
U3BeJIeHUAMH AJIbKaHa, buse u Apyrux (GppaHIy3cKUX aBTOPOB HCCJIe/IOBaTe-
JIM 4acTo oOpaImiamTcs K OIpeJiesiIeHuIo «naive music». Tak, Hampumep, 06
AnbKaHe maeTcs CJeAylolas XapaKTePUCTHUKA: «MAacTep HAWBHOTO CTHJISI»

[19] (X. MakzmoHaibxm).

13 J[1000TBITHO, KAKUMU BBIPAXKEHUAMHU OIHUCHIBaeTcsA (PopTenrnaHo B OAHON U3 aHTJIUU-
ckux KHUT XIX Beka: HaIpuUMep, «ceMeNUHbIN OpKecTp» [17, 24], «3TOT BEPHBIU ciIyra AJisd
Bcel paboTe» [17, 32].
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JleicTBUTEIbHO, MUHUATIOPHOCTh PAa3MEPOB aHATU3UPYEMBIX MTPOU3-
BeZIeHN, B HEKOTOPBIX CJIy4YasX UX HamepeHHas 006J1er4eHHOCTh WJIU YKOPO-
YEeHHOCTbD, IPOCTOTa (PaKTypPHOTO U3JIOKEHHUA, ICHAsA (JacTo IeceHHas ) MeJio-
VKA, sIpKasi v IMIOHATHAsA 00pa3HOCTb, UCIIOJIHUTEIbCKAS «IOCTYITHOCTh» I03-
BOJIAAIIOT OTHECTU HEKOTOPblE MPOU3BeZleHUA (PPAHIY3CKHUX aBTOPOB K «IIPO-
CTOMY>», HAUBHOMY CTHJIIO.

HauTtuBu3M B My3bIKE — Te€Ma OT/IeJIbHOTO MAaCIITaOHOTO HMCCIe0Ba-
HUs, TeM OoJiee YTO 3TO MOHATHE MPUTATHUBAET, C OAHOU CTOPOHBI, accollra-
TUBHO-CUHOHMMHWYHBIA PAJN «HAUBHBIA-IPUMHUTHBHBIA-MapPTUHAJIBHBIN. .. »
[8, 44], u Torma B My3bIKaJIbHBII HAUTUBU3M BKJIIOUAETCS JETCKOE TBOpUE-
CTBO, (POJIBKJIOP U MaccoBas KyabTypa. C Ipyrod CTOPOHBI, BO3MOKE€H NHOU
CMbBICJIOBOH Psi/l: «HAUBHBIN-CEHTUMEHTAIbHbBIN-MeUTaTeabHbIN...» [8, 12] —
U 371eCh MOYXHO TOBOPUTHb O HOCTAJIBMMH W CTHIH3anuu. Kak muIier
A. PrinieBa, «...HauBHOe BHUJIeHUE (JleJlaHNe) — 3TO IPOCTOAYIIHOE JieJIaHue
CBOETO Mupa-enepsbvle (B 00HOM waze OT Past) mpu HceaaHuu u HE803MOMCHO-
cmu 8 He2o 8epHYymMbCs [Bce KypcuBbl aBTopa — M.3.], 3aBepimaroleecs pajio-
CTBIO OT COTBOPEHHOTO» [8, 50].

B ciaydae ¢ ppaHIy3cKOil My3bIKOUM Ha AETCKYIO TeMy HauBHOE BUJIEHUE
KOMIIO3UTOPOB OKPAIINBAEeT UX MPOU3BEJEHUS B 0COOble KPAaCKU HOCTAJIbI'UU.
ITO CKa3bIBAeTCsA HAa OOpPa3HOU XapaKTEPUCTUKE IMPOU3BENEeHUU («MeUThI»,
«COH», «KOJIbIOeJIbHAsI», «BOCIIOMHWHAHME») W Ha HCIIOJIH30BAHUU IIPHUEMA
CTWJIM3AIlUY CTapUHHBIX (ancien) >XKaHPOB W CTAPUHHOTO MY3HUITMPOBAHUS.
Tak Bo3HMKaeT BHUMaHHE K (PPaHILy3CKON My3bIKe IMPOIILIOTO (IIPEXkKEe BCETO
— K mbecaM (PaHITy3CKUX KJIABECMHHCTOB C UX MPO3PAauYHOU JIBYX-, TPEXTO-
JIOCHOW MeJIOIM3UPOBAHHON (haKTYpOU U OCOOBIM TEMOPOM HHCTPYMEHTA),

BO3pacrarllee Ha INpoTdakeHUU Bcero XIX Beka M mepellaruBaroilee B BEK
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XX-ii ¢ ero «<hommage», «a la maniére» u «dans le genre» Catu, JlebioccH,
PageJisi, KOMIIO3UTOPOB «(PPAHITY3CKOH IIIECTEPKU».

He mMeHee BakeH U OTTEHOK JOOPOAYIIHON MPOHUM, YACTO CBA3aHHBIN
MMEHHO C XapaKTePOM HCIIOJIHEHUSA MPOU3BEJIEHU U BHIBOJIAIIETO €T0, TAKUM
o0pa3oM, 3a paMKH{ UYHCTO JIETCKOTO My3urypoBaHus. OcOOEHHO HaTJIAAHO
3TO MPOJAEMOHCTPUPOBAHO B «JleTckux urpax» buse, 00 UCIOJTHEHUU KOTO-
pbix Y. TumOpest roBoput: «OCHOBHBIMH TPEOOBAaHUAMH JIJIsT 0O0OUX HCIIOJI-
HUTEJIEN ABJIAIOTCA: JIETKOCTh IPUKOCHOBEHUS, KOHTPOJIb IITUPOKOTO CIIEKTPA
TUHAMUYECKUX OTTEHKOB, ObICTpas pedJiekcus U npoHuyamebHoe 4y8cmaeo
tomopa [xypcus Hamt — 1.3.]» [10, 4].

YueGHBIN penepryap. Borpoc 00 yue6HOM penepTyape CTAaHOBUTCS
OJTHUM M3 TJIaBHBIX BO PpaHIy3cKor KyabType XIX Beka, 0cOOEHHO B CBA3U C
My3BbIKaJIbHBIM 00Opa3oBaHueM. Kak OTMeueHO B MY3bIK&JIBHOM CJIOBape
I'poyBa, «Ha mpotsaxkeHun XIX Beka ¢popMasibHOe U He(OpPMAJIBHOE MYy3bI-
KaJIbHOe 00pa30oBaHUeE CYIIECTBOBAIO OOK O OOK. YUeHUKH YacTO 3aHUMAJIUCh
C YUYUTEJISIMU YacTHBIM 0Opa3oM 3a IIpejielaMH CBOUX KOHCEPBATOPHUM WU
OpaJsi TOJIbKO YacTh OT y4eOHOTO IJIaHa, ITpeJiylaraeMoro IIKOoJIoNn» [11].

PaboTta komIo3uTopa B 00pa3oBaTeJIbHOM yUpekAeHUu (HampuMmep, B
ciaydae ¢ AsbkanoM, I'yHO mim @ops) uiim ero 4yacTHble 3aHATUSA CTAHOBSTCS
TIOBOJIOM /115 TIOSIBJIEHUSA «y4eOHBIX» IMbec. B 5TOM IIaHe TTOKa3aTesieH KOM-
MEHTapui, mpeJBapsArIui HebosbIny ¢oprenuanHy mbecy C. PpaHka

«7Karo0b! KyKJIbI»:

«3JTa BOCXUTUTEJIbHAA Mbecka Oputa HanucaHa Cezapom OpaHKoOM JJid
OIHOH 3 ero y4yeHHIl. C HAUBHOCTHIO U CAMBIM TPOTaTEJIbHBIM YyBCTBOM OHA
BBIPa’kaeT rope KyKJIbl, Y KOTOPOH CHJIBHO OOJIUT CepJiLie».
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IIpumep 11. C. ®paHk. «KamoObI KyKJIbI», HA4aJI0

Ce délicieux pelit morceau fut ecrit par
César Franck pour Uune de ses jeunes éleves.
Il exprime avec une naiveté et un sentiment
des plus touchants la désolation d'une poupée
qut aurail une grosse peine de coeur.
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Hemaso BaskeH U TOT (haKT, UTO B OTKPBITOU B 1795 roxy [lapukckoi
KOHcepBaTopuu (0coOeHHO BO BpeMs PyKOBoOjicTBa eio Kepybunu (1822-1842)
dopTenmnano HauMHAET 3aHUMAaTh IIPUBUJIETHPOBAHHOE MECTO U KaK HCIIOJI-
HUTEJIbCKUM, U KaK IleJarOruyecKuil MHCTPYMEHT (Ha TeOpeTUUeCKHUX U BO-
KaJIbHBIX 3aHATUAX). KpoMe Toro, Hapsaay ¢ mpodeccroHasaMu, B KOHCEPBa-
TOPUAX HAYMHAIOT 00y4aTh UCIOJTHUTETbCTBY MTUAHUCTOB-TI00UTEIIEN U YUU-
TeJied My3bIKH — U 3J/IECh CBOIO POJIb ChITPpAIK Mo/ia Ha opTelruaHHble KOH-
IepThl, BHUMAaHUe K Kapbepe BUPTY030B (JIuct, A. PyOMHIITENH), a TakXke
JIBUKEHNE BHYTPU CPeHEro kjacca 3a «(opTenuaHo B KaKAOM Jiome» [11].
[Toxosxyro MbIicab HaxoauM U y E. JlykoBa: «KecTkoe jaBiieHre 0OIIEeCTBEH-
HOTO MHEHUSs, YCUJIeHHOEe TTOAYEPKHYTO BBICOKUM IMPECTUIKEM JIIOJIeH, BjaJie-
IOIUX MY3BbIKAQJIbHBIMU HAaBBIKAMHU, CYI[€CTBEHHO PaCIIMPUIO KPYT HYK/Aal0-
IUXCA B My3bIKaJIbHOM oOpa3oBanuu. [Ipuuem yueba, 0cOGEHHO Yy UMEHUTO-
ro My3bIKaHTa, HEe TOJIBKO obecreunBaja JOCyT, HO MOJiuac U Kapbepy, a Tak-
’Ke BBITO/THOE 3aMYKeCTBO» [2, 224].

OOpa3Hbie MOayChl U CTUJIMCTHKA MPOU3BeAeHu. B cBoeM wmc-

cJiIeJOBaHHNHU (beHOMeHa AE€TCTBA B TBOPYECTBE OTEYECTBCHHbBIX KOMIIO3UTOPOB
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1. HemupoBckas ToBopuT 06 0Opa3HBIX MOjiycaX, MPUBOAAIIUX K CO3/IaHUIO
0cO00M My3bIKAJIbHOU MO3TUKU B IPOU3BEJIEHUAX HA JIETCKYIO TeMy [6, 6]. B
CBA3U C QPPaHIy3CKON My3bIKON 0Opa3Hble MOYCHI OYAYT CIle/lyoIIue:

. Wrpel 1 urpymku (¢ ocoObIM BHUMaHUEM K KyKJIam);

J [ITxosna, yueHue (B TOM UHcje U PeIUTHO3HOE) U mpasaHuku (Poxe-

CTBO, KAHUKYJIbI);

. Ckaska u BostebHbIe cyiectBa (¢eu, cuabdbl U AP.);

) ’KuBoTtHbIe (KOIIKH, COOAKU) U IITUIHI;

o Oxkpy-xeHnue (caj, 10M);

. Jlroqu (pOACTBEHHUKHU, HAHU, TyBEPHAHTKU) U YYBCTBA, KOTOPBIE UCITHI-

THIBAIOT K peOEHKY.

Kak BuHO, B OCHOBHOM OOpa3Hble MOYChI KacaloTCsl BHEINTHUX aTpPHU-
OyTOB JieTcTBa. /IeTCKUU «3BYKOBOM» MOPTPET 3/IECh CO3/IAETCSA IMPHU ITOMOIIH
MIpeMETOB, JIIOAeU U 00IIel aTMochephl, OKpYKaIlel peOeHKa, HO HE €ro
camoro (McKJroueHue 371ech — MUK Oopa, Hecyluil OUeHb CUJIbHBINA 3MOIH-
OHAJIbHO-JIMYHBIN 3apAJ] U PUCYIOIIUUN Kak caMmux Jietei — [omnmu u Paysns,
TaK ¥ YyBCTBO 110 OTHOIIIEHHUIO K HUM — HEKHOCTD).

UTo ’Ke KacaeTcs CTUJINCTUKU aHAIM3UPYEMBIX COUYMHEHHUU, TO B OC-
HOBHOM 3TO KaMepHO-HHCTpyMeHTaJbHble ((opTennaHHble MUHHUATIOPHI,
IIUKJIBI M COOPHUKU IIbeC) U KaMePHO-BOKaJIbHbIE IPOU3Be/IeHUs (MaJIeHbKUE
XOpbI M TIECHU C aKKOMITAaHEMEHTOM) C KaHPOBOU (wale Bcero — IeceHHo-
TaHIIEBAJILHOI) OIpe/ieJIEHHOCThI0. Bce OHM, Tak WM MHaUe, CBA3aHbBI C TEK-
CTOM M ITPOTPAaMMHOCTBI0, Oy/Ib TO BOKaJIbHAsA My3bIKa Ha CJIOBa QPaHITy3CKUX
aBTOPOB WJIM WHCTPYMEHTAJIbHbIE ITheChl Ha CIOJKEThI U3 J€TCKOU JKHU3HU.
Ocoboe BHUMAaHUE yJIEJAIOT KOMIO3UTOPHI (OPTEMUAHHOMY JIy3TY, U 371€ChH

MOKHO Ha3BaTh ellle HEMAJIO aBTOPOB U Mpou3BeieHuN («basbHble ClieHbI»,
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TaHIpl, Mapiu K. MaccHe; AyaTTHHO, «JIMCTOK mM3 anpboma», cKepIo, Ka-
npuckl K. Cen-CaHca u Jip.) B 9TOM JKaHpeE.

Eme ogHa 0COOEHHOCTh — CYIIECTBOBaHHE OOJIBIIMHCTBA M3 Ha3BaH-
HbBIX TIPOU3BEJEHNN B HECKOJILKUX TEMOPOBBIX BEPCUAX: XOp — rojoc ¢ ¢op-
tenmmaHo (I'yHO), cosibHOe — aHcaM0OiieBoe (QopTenmuaHHOE ITPOU3BEECHHE
(AnbkaH), ancambJieBoe (popTenraHHOe — OPKECTPOBOe Mpou3Beienus (buse,
®op»s), UTO rOBOPUT 0 HOTaTOM KOMIIO3UIIOHHOM ITOTEHITHAJIE JAHHBIX COUH-
HEHUH 1 00 UX YCIIOBHOU «HAUBHOCTU» U «IIPOCTOTE».

Tema mercTBa Bo dpaHIly3ckod My3bike XIX Beka elie TpebyeT Oosiee
MOZIPOOHOTO U JieTaJIbHOTO u3yueHus. [loka ke MOXKHO ¢ YBEPEHHOCTBIO CKa-
3aTh, 4YTO 3TO (heHOMEH, UMEIIUN 0cob0e 3HaUeHUe U MECTO B KyJIBTYPe TOTO

BpPEMEHU.
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Ivana Petkovi¢ Lozo

Heana Ilemxosuu Jlo3o

«PRELUDES» BY CLAUDE DEBUSSY -
THE IDEA OF THE WORK AS A CYCLE

The two separate «livres» of «Préludes», written between 1910 and
1913, represent the culmination of Claude Debussy’s work in the field of piano
music. These two «livres» are the purest representation of the composer’s
fantastic music world, as well as possibility of its pictorial (and/or dreamlike
imagery, fantastic-imaginative) «readout» in listener consciousness.

Starting with Romantic era, from Frederick Chopin, over Felix
Mendelssohn, César Franck and Max Reger (whose pieces of this kind are
closer to baroque type), preludes were, as independent piano pieces of smaller
scale, and not as «introductory» movements, on a turn of 20t century and
during its first half, composed by Sergei Rachmaninoff, Alexander Scriabin
and Dmitri Shostakovich. In fact, in Chopin, Scriabin and Shostakovich’s
opuses, there is a cycle of 24 preludes in all major and minor tonalities.
Debussy’s cycle is not conceived in that manner. Instead, it is mostly based on
visual «facts» or «immediate data» of visual sense, which is indicated by their

titles that appear at the end, in parentheses, witnessing of composer’s
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intention that free visual associations that may emerge during listening of
these miniatures only get their concrete definition at the end.

With all mentioned composers, word is about «free cycles», i.e.
collection of pieces with common title that can be performed separately
(similarly as Schumann’s «Kinderszenen», List’s «Années de pelerinage»,
Grieg’s «Lyriske stykker», Bartok’s «Mikrokozmosz», etc.). However, «there
are cycles that represent organic unity with carefully measured and arranged
contrasts, motivic and thematic bonds, which gives special allure to their
integral performing. Chopin and Debussy’s “Préludes” are precisely that type
of cycles» [4, 73—74]. In that sense, it is very interesting to point out on Irina
Susidko’s interpretation of Debussy’s «Préludes». Her approach reveals
proportions and symmetries in the «Préludes» as well as role of the golden
mean in all possible manifestations (as straight, inverted, mirrored, as well as
increasing and decreasing progression). She comes to the conclusion that
«Debussy uses almost mathematical norms of musical tectonic and creates an
architecture that we experience as the organic entity of his works» [14, 19].

French composer used in full extent freedom that prelude as a form
gives, treating it in a rich and versatile manner. In different writings on
Debussy’s opus, we found various perspectives and approaches in focusing on
the «Préludes». Thus, for example, Paul Roberts writes about the relation of
music and visual arts to examine any possible grounds for relating Debussy to
Impressionism [13, 177—189, 191—199, 218—238, 239—284].* Siglind Bruhn

discusses images and ideas, as well as the extra-musical subtext in Debussy’s

1 In his book «Images. The Piano Music of Claude Debussy» Paul Roberts probes the
sources of Debussy’s artistic inspiration, relating the «impressionist» titles to the artistic
and literary ferment of the time. In that sense, he creates dense network of relationships
between titles and characteristic of Debussy’s musical language emphasizing that «music
portrays everything, even those objects that are purely visible. By means of almost
inconceivable powers it seems to give the ear eyes» [13, 7].
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piano works [5, 1—180, 377—384].2 Roy Howat writes on Russian imprints in
Debussy’s piano music [6, 31—51], Simon Trezise focuses on Debussy’s
concept of «rhythmicised time» [15, 232—255]3, Boyd Pomeroy on tonal-
structural diversity in the «Préludes» [9, 155—178]4, Marianne Wheeldon on
interplay of continuity and discontinuity in the late piano works of Debussy

[16, 97—-115]5, while Ralph P. Locke searches for exotic places, peoples, and

2 In the study «Images and Ideas in Modern French Piano Music», Siglind Bruhn
investigates how three French composers of the twentieth century, Claude Debussy,
Maurice Ravel, and Olivier Messiaen, express extra-musical subtexts in their piano works.
She shows how the relation between the subtexts and the musical works can be broadly
categorized in terms of pictoriality and interiority. In case of Debussy’s piano music, Bruhn
decided to analyze «Préludes» — each musical piece and each source text in its entirety and
in depth. Although, Debussy’s music provides a complete aesthetic experience even when
perceived without any extra musical stimuli, there is much more to the composer’s
explanatory after-titles than meets the eye, according to Bruhn.

3 Simon Trezise, in his article «Debussy’s “rhythmicised time”» enters the maze-like
domain of the temporal in music and problematizes a temporal dichotomy, pulse/beat,
metre, metrical units/hypermeasure, rhythmic structures, etc. Through brief survey of the
First Book of «Préludes», Trezise gives a rounded view of Debussy’s treatment of metre.
These works, according to the author, reflect many aspects of Debussy’s music and so
constitute an excellent starting point for Trezise’s investigation in this field [15, 236—240].

4 In Boyd Pomeroy’s article «Debussy’s tonality: a formal perspective», application of
certain traditional concepts of formal syntax to a composer usually thought resistant to
them results in a reappraisal of what are now received views on Debussy, not least his
status as a proto-avant-gardist. According to Pomeroy’s opinion «the two books of Préludes
make excellent case studies on account of this hybrid genre’s restricted dimensions and
formal concision. They can serve to illustrate a diverse assortment of idiomatically
Debussyan tonal and formal techniques, from those most reminiscent of traditional tonal
practice to some of his furthest departures from that practice. This characteristic tonal-
structural diversity could usefully be conceived in terms of hypothetical continuum along
which the relative position of individual Préludes would be indicative of the extent of
traditional tonal practice operative in a given piece». Thus, the author comes to a
conclusion that «those least traditional preludes would occupy the left end of such a
continuum, those most traditional the right» [9, 165—177].

5 As a productive starting point for a discussion of Debussy’s late style, Wheeldon largely
refers to Stockhausen’s moment form, which represents one of the few theoretical attempts
to broach musical discontinuity, both theoretically and aesthetically. Following a summary
of Stockhausen’s ideas, she analyze three late works — «Feuilles mortes», «Ce qu’a vu le
vent d’Ouest» and «Ondine» — in light of his arguments, taking into consideration the
increasingly autonomous ideas of these compositions, their nondevelopmental modes of

35



Texnuxa My3blKaJleOﬁ KomMmno3uuuu

ways of life in Debussy’s miniatures and other solo piano pieces, etc. [7, 31—
33, 65, 228]. What we realised is that none of aforementioned authors focus
on the «Préludes» as a cycle with a very specific musical dramaturgy.

Since each prelude represents well balanced entirety, it could be
performed separately, which is most common case. However, «since each
prelude has its own place in the cycle, their integral performing presents
fulfilment of composer’s global intention» [4, 74]. The reason why we consider
that the 24 miniatures together form the cycle lies in the fact that there are a
number of integrative factors that relate to different musical components and
their elements throughout the whole work and affect the integral perception of
«Préludes». In other words, these integrative factors derive from Debussy’s
uttermost specific compositional principles and compositional procedures, as
well as compositional-technical solutions based on which a complete musical-
dramatic flow is being built, in terms of:

e shaping the entire musical flow on principles of building a
structure out of fragments, that is, very specific thematic work with carefully
measured and distributed contrasts;

e textural organization — mostly three-layered texture where one
layer represent melody, often in short strokes, fragments; second is
accompaniment given as ‘flat’/‘solid’ chords or as broken/arpeggiated chords;
third layer appears as a pedal tone. Not so seldom, three-layered texture is
given as three staves (this is a case in the «2i¢me Livre»);

e  specific type of melodic material based on various scales and their
potential mutual combinations; thus, it is possible to notice melodies based on

diatonic scale / major and minor scale, chromatic scale, anhemitonic

presentation and, finally, the potential openness in their forms. According to Wheeldon’s
opinion this could be considered as unifying factor for Debussy’s late opus.
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pentatonic scale, diatonic (Gregorian) modes or a whole-tone scale, and on
their most diverse «coloured» mixtures;

e  harmony solutions — parallel movement of consonant or dissonant
chords, chromatic/mediant relationships (between chords a major/minor
third apart), as well as, saturated harmonic language with use of more
complex harmonies and chromatics, all in the function of colour; [4, 74]

e dynamics, agogics, articulation and/or «character» of colour;

e the specified components of temporal organization, that is, the
«breathing» or «waves movement» of the musical flow, such as tempo, the
rate of unfolding of musical time, decelerations and accelerations of «colour».
[10, 342]

All aforementioned musical components, along with various modes of
motivic and harmonic interconnectivity, are involved in process of «Préludes»
linking, their integration or disintegration, aggregation or segregation,
convergence or divergence in the metaphorical sense, that is, different ways of
grouping individual preludes [10, 343].

On macro-level of this very specific cycle, there are entireties, i.e.
phases in unfolding of musical flow intensity that represent smaller
parts/waves with its own dramaturgy, which encompasses development,
increase of musical flow intensity, its decrease, anti-climax or episode, and at
the end reaching climax or appearance of epilogue. Interesting thing is that
number of preludes, which group together into «waves»¢, has regular growth.

Thus, the first «Book» is divided into three «waves»: first of which is
comprised of first three preludes — 1, «Danseuses de Delphes», 2, «Voiles», 3,

«Le vent dans la plaine»; second «wave» of next four — 4, «Les sons et les

6 Tijana Popovi¢ Mladjenovi¢ uses term «wave» in a relation to Debussy’s music, that is,
unfolding and shaping of a musical flow in time. [10, 310—311]
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parfums tournent dans l'air du soir», 5, «Les collines d’Anacapri», 6, «Des
pas sur la neige» and 7, «Ce qu’a vu le vent d’ouest»; and the third of last five
preludes — 8, «La fille aux cheveux de lin», 9, «La sérénade interrompue»,

10, «La cathédrale engloutie», 11, «La danse de Puck», and 12, «Minstrels».

Macro-level of a cycle - «Waves» of the First «Book»

THE FIRST «KWAVE» THE SECOND «WAVE)» THE THIRD «WAVE
Danseuses de Delphes (1)  Les sons et les parfums La fille aux cheveux de lin (8)
Voiles (2) tournent dans l'air du soir (4)  La sérénade interrompue (9)
Le vent dans Ia plaine (3) Les collines d'Anacapri (5) La cathédrale engloutie (10)
Des pas sur Ia neige (6) La danse de Puck (11)
Ce qu’a vu le vent d’ouest (7) Minestrels (12)

Musical flow of the first «Book» is followed by second «Book» that is
divided into two larger «waves». First «wave» is comprised of first six
preludes grouped into two smaller «waves» — first «half-wave» 1/13,
«Brouillards» (the first prelude in the Second «Book» is the thirteenth in the
entire cycle of 24 preludes), 2/14, «Feuilles mortes», 3/15, «La puerta del
Vino», and second «half-wave» 4/16, «Les fées sont d’exquises danseuses»,
5/17, «Bruyeres», 6/18, «Général Lavine — eccentric». Second larger «wave»
consists of last six miniatures, also grouped into two smaller «waves» — first
«half-wave» 7/19, «La terrasse des audiences du clair de lune»7, 8/20,
«Ondine», 9/21, «<Hommage a S. Pickwick Esq. P.P.M.P.C.», and second
«half-wave» 10/22, «Canope», 11/23, «Les tierces alternées», and 12/24,

«Feux d’artifice».

7 For more details on «La terrasse des audiences du clair de lune», see [3, 97—109].
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Macro-level of a cycle — «Waves» of the Second «Book»

THE FIRST «WAVE»

First «half-wave» Second «half-wave»
Brouillards (1/13) Les fées sont d’exquises danseuses (4/10)
Feuilles mortes (2/14) Bruyéres (5/17)

La Puerta del Vino (3/15)  General Lavine — eccentric (6/18)

THE SECOND «WAVE»

First «half-wave» Second «half-wave»
La terrasse des audiences du clair de lune (7/19) Canope (10/22
Ondine (8/20) Les tierces alternées (11/23)
Hommage a S. Pickwick Esq. P.P.M.P.C. (9/21) Feux d’Artifice (12/24)

In that way, one could sense, musical flow «decomposition» is
performed in ever-wider strokes, from initial grouping of three miniatures
until final joining of six comprised of two «half-waves» made of three
preludes each. Both «books», viewed as a whole, could be interpreted as a
constant musical-dramaturgic development with vacillations in its intensity —
sort of «ups» and «downs» characterized by anti-climax, episode, and
epilogue.

The First «Book» consists of:

1. «Danseuses de Delphes», «group portrait» of a sort, prelude that
evokes antique age and serious, solemn dance of religious nature, a part of
Apollo’s temple in Delphi ritual, based on figures depicted on Greek antique
vases. This prelude represents Debussy’s characteristic procedures in building
musical flow — in terms of its formal and textural shaping, use of certain types
of scales and melodic material. Those procedures make significant binding

factor if all 12 preludes of the First «Book» are observed as integral whole.
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They can be noted in «hidden» three-layered texture that is present in all
parts of three-part form of prelude (a a; b transition a.), within which a a; a»
parts move inside of chromatic scale, leaving impression of harmonic density
and saturation (chromatic melody is wrapped with heavy chord
accompaniment). Needed contrast is brought by b part — characterized by
softer sound, use of anhemitonic pentatonic scale in melodic layer and
accompaniment in form of chord parallelisms over pedal tone. Transition
towards a. part brings specific sound based on relationship between chords a
third apart. This prelude gravitating towards in B-flat misses only whole-tone
scale so that «synopsis» of all Debussy’s procedures would be complete (see

Example 1).

Example 1. C. Debussy. «Danseuses de Delphes», First «Book» of «Préludes». Lent
et grave, mm. 1—9.

Lent et grave (J =44)

dowx et soulenu — —~—
e ————— /‘—_\‘ Z . . -
A1 0 . H . . 1 ﬂ ﬂ ?-
=peh— 3 — 3 = —
y ¥ $ e ————
A L I VA |
(l “i—J | | \L__‘/ /4 =
= | | |

LT f . _
= PP e =D I 5
i e s - - 3 $
S N - i ” e % J‘
- j" ¥ $ £ - S v !. B irﬂg
ks
P.lesnty =] 7 F.%
S ——— . .
1 ) 1 O35 =
- Y/ %1 ?1 - ,—-1 2 2
2 $ = ok o=, g % a g
- R \'L—r SN
i l T | s
== = o — o : =
. ﬁ@‘ 4 = %‘V = =
> ‘ :_ bt ~ ‘F .&_./
TP F T 1 %]
v' T ——— —



Texnuxa My3bﬂ{a./leOﬁ KomMmno3uuuu

2. «Voiles», element of water, sea, is prelude based on consistent
whole-tone material of musical flow, which decomposes all relevant factors of
tonality and is used coloristic in terms of its distinctively fluid, «watery»
sonority. In center of this prelude, in a few measures, pentatonic nucleus —
earliest «childhood» of music life, its archetype basis — and overall
«penetrating» pentatonic sounding shortly supersedes whole-tone scale.
Musical nucleus of the prelude is made by figure based on parallel thirds
whose appearance forms some sort of ostinato, as well as pedal tone, which is
not rhythmsized in regular rhythmic patterns; instead, it has free, irregular
pulse making association that way of swaying anchored ships, their
approaching and retreating from one (more or less) fixed point. «Voiles» give
an impression of external static breached only by light internal movements. In
terms of tempo, sound acoustic quality, tonal center, formal and textural
shaping this prelude does not represent great contrast to previous. However,
contrary to character stability and definitiveness of «Danseuses de Delphes»,
this prelude gives an impression of uncertainty and sort of remoteness in

expression (see Example 2).

Example 2. C. Debussy. «Voiles», First «Book» of «Préludes». Modéré, mm. 1—13.

Modéré (f: 88)
(Dans un rythme sans rigueur et caressant.)
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tres doux

Example 3. C. Debussy. «Le vent dans la plaine», First «Book» of «Préludes».

Animé, mm. 1-6.

Animé ( J =126)
ausst légérement que possible

’
hi—7

s 3 oo o
Poh f

i e L L L I I

uuuuuu

,\,\,\
¥

2 . == -
"’r\_;ﬁ 1 rxgzﬁ ! -ri\_/t"ﬁ{' Y #Jﬁ' ¥
— _— = —

3. «Le vent dans la plaine», power of elementary force, toccata-like

rhythm and character. There is a constant rhythmic pulse from which, almost

seamlessly, derives short-breath melody. Formal shaping of this prelude

resembles to the first one (a a: b a.), as well as use of pentatonic scale and

relationship between chords a third apart. Tonal gravitational field is in B-flat

(see Example 3). Considering these analogies, it is possible to interpret these
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three preludes as three-part form «A B A;» — where «Le vent dans la plaine»
would represent highly dynamized reprise of «Danseuses de Delphes» and
«Voiles» contrasting segment «B». Contrast brought by second prelude is
precisely the way it should be in a three-part form. It does not bring contrast
in all musical parameters, since it keeps connections with the first and the
third prelude, but it does bring difference using whole-tone scale, as it was
mentioned.

4. «Les sons et les parfums tournent dans I’air du soir», impression of
circularity and continuity, «bathing» with perfumes of sounds and sounds of
perfumes; title of this prelude represents a citation from Charles Baudelaire’s
poem «Harmonie du soir» from his volume of poems «Les Fleurs du mal». It
has a character that can be compared with «Danseuses de Delphes» — leaving
the impression of a new starting point. Harmony language is unusually rich
due to use of seventh chords and chromatic which results with full and
saturated sound associated with inert motion (see Example 4). There are
thematic resembles with the first prelude (starting theme from «Danseuses de
Delphes» is familiar with the motive that appears in the third measure of the
fourth prelude). Deflection from the first prelude, as well from complete first

segment of a cycle is tonal center in A.

Example 4. C. Debussy. «Les sons et les parfumes tournent dans l'air du soir», First
«Book» of «Préludes». Modéré, mm. 1—10.

Modéré (o= 84)
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5. «Les collines d’Anacapri», sunny Naples skies and freshness, a space

Example 5. C. Debussy. «Les collines d’Anacapri», First «Book» of «Préludes».

Trés modéré, mm. 1—12.

sense this prelude gravitates toward in B field.

soaked with quasi-bells sounds, mandolin or guitar, tarantella, diatonic
melody of Napolitan folk-song, movements of a slow waltz, superposing color
over color in a harmonic sense; this prelude, comprised of a short introduction
and three parts a b a;, has a function of genre-scene (see Example 5). On a
scale level, the fifth prelude makes connection with «Danseuses de Delphes»,
«Le vent dans la plaine» and «Les sons et les parfums tournent dans I'air du

soir», while toccata-like sound refers to «Le vent dans la plaine». In tonal
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6. «Des pas sur la neige» is at the very edge of silence; «stepping (des
pas)»8 is given as an ostinato repetition of seconds on a desolated path of a
whole-tone scale, then within modal diatonic — this is a prelude of icy
desolation of nature and soul. Three-part form (a b a;) and three-layered
texture are part of a cycle vocabulary, as well as of this prelude. Its beginning
in a melodic line/melodic layer could be connected with a very beginning of
the first prelude and much more with a melody of the second one, which, as in
this case, moves in the whole-scale sequence. Gravitational tonal center of this

musical «ongoing» is in d (see Example 6).

Example 6. C. Debussy. «Des pas sur la neige», First «Book» of «Préludes». Triste
et lent, mm. 1-7.
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7. «Ce qu’a vu le vent d’ouest», an element of eruptive, stormy,
infuriated nature, and man’s powerlessness — a virtuously prelude in Liszt
manner. Three-part form (A B A;) with Coda at the end, and three-layered
texture characterized by melody in short strokes, virtuosic accompaniment
and pedal tones make association, foremost, with «Le vent dans la plaine»,

while rich harmony and sort of harmony saturation make connection with

8 More on this prelude, as well as, on sound pictures and photographic memory in
Debussy’s «Préludes» wrote Ivana Petkovié. [8, 133—144]
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«Danseuses de Delphes» and «Les sons et les parfums tournent dans I'air du
soir». Acoustically, this prelude involves wide dynamic range, from pp to ff,

and it gravitates toward in f-sharp «field» (see Example 7).

Example 7. C. Debussy. «Ce qu’a vu le vent d’ouest», First «Book» of «Préludes».
Animé et tumultueux, mm. 1-6.

Animé et tumultueux
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The past four preludes can be understood as the second relatively
integral whole within the first «Book» cycle. Prelude «Les sons et les parfums
tournent dans I’air du soir» has a character of a new beginning; the intensity,
in dramatic sense, is growing in «Les collines d’Anacapri» and it would
logically be continued in the prelude «Ce qu'a vu le vent d’ouest» — that would
be a culminating moment. However, the continuity of development is
«interrupted» by the sixth prelude «Des pas sur la neige», which has the

function of delaying the culmination, but at the same time, reinforcing it, with

46


http://en.wikipedia.org/wiki/Ce_qu%27a_vu_le_vent_d%27ouest
http://en.wikipedia.org/wiki/Des_pas_sur_la_neige

Texnuxa MySbIKaJleOﬁ KomMmno3uuuu

the moment when it occurs. In all four preludes, connections with the first
segment/«wave» of the cycle are noticeable.

8. «La fille aux cheveux de lin», a musical «portrait» of a young
Scottish girl who sings a simple song in the morning sun, inspired by verses
Leconte de Lisle. This prelude-«drawing» has spontaneous melody and chord
accompaniment within modal diatonic that gravitates towards in G-flat and

has a function of a new beginning (see Example 8).

Example 8. C. Debussy. «La fille aux cheveux de lin», First «Book» of «Préludes».
Tres calme et doucement expressif, mm. 1—13.

Treés calme et doucement expressif ( J:GG)
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9. «La sérénade interrompue», new genre-scene, a scene from Spanish
life with elements of humor. This prelude is characterized by guitar playing
imitations and melody of Phrygian origin, which is occasionally enriched with
oriental «spices»; a serenade that starts and ends intermittently, until the very
end of the prelude when this anticipated serenade-like melody appears and

takes on the indication of the Spanish lyric poem (see Example 9). Similar to
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the prelude «La fille aux cheveux de lin», «La sérénade interrompue» has a

distinctive expression and color, and its tonal gravitational «field» is in b-flat.
Example 9. C. Debussy. «La sérénade interrompue», First «Book» of «Préludes».
Modérément animé, mm. 1—24.

Modérément animé
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10. «La cathédrale engloutie» a b a; b; a- is based on an ancient Breton
myth in which a cathedral, submerged underwater off the coast of the Island
of Ys, rises up from the sea on clear mornings when the water is transparent.
Sounds can be heard of priests chanting, bells chiming, and the organ playing,
from across the sea. The movement of this prelude rests on depicting of the
medieval practice of fauxbourdon, with a coral-like theme accompanied by
parallel chords on the ostinato figure in a deep register, with the bubbling of
the bells on pedal base from which the aliquot tones are released. Center of

gravitation of this prelude is in C (see Example 10).
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Example 10. C. Debussy. «La cathédrale engloutie», First «Book» of «Préludes».
Profondément calme, mm. 1—12.

Profondément calme ( Dans une brume doucement sonore)
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11. «La danse de Puck», a portrait of the restless Shakespeare’s spirit
from «Midsummer night». Dotted rhythm and various musical materials in
this prelude depict genre plays and point to Puck’s antics, his sudden jumps
and unexpected disappearances and appearances. It is precisely the melody of
dotted rhythm that can be brought into connection with the pentatonic
melody from the «Le vent dans la plaine» and the tarantella-like melody from
the «Les collines d’Anacapri»; therefore, it is close to the type of toccata-like

preludes and it gravitates toward in E-flat (see Example 11).
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Example 11. C. Debussy. «La danse de Puck», First «Book» of «Préludes».
Capricieux et léger, mm. 1—12.
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12. «Minstrels», a grotesque group portrait of English minstrels. It is a
prelude of high-density texture, harmony saturation, with a pentatonic motif
interweaving into all segments of the music flow. It is latent music for the
theater and has a function of the epilogue of the first «Book» cycle (see

Example 12).
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Example 12. C. Debussy. «Minstrels», First «Book» of «Préludes».
Modéré, mm. 1—17.
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Therefore, cycle starts with first three preludes, which are the most
coherent group of the entire cycle. The first («Danseuses de Delphes») and the
third («Le vent dans la plaine») preludes have similarities on a level of form,
texture, type of used scales and motivic plane. Moreover, third prelude could
be considered as significantly altered and prominently dynamized pandan to
the first. Taking into account their relationship, second prelude («Voiles»)
represents decrease of intensity, i.e. anti-climax on a micro-level. While the
first and the third resonate with tangibility and stability, second prelude has

sort of vagueness, but at the same time retains motivic relationship with the
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first. Thus, it is possible to interpret these three preludes as a three-part form
— «A B A» where all three parts gravitate toward in B-flat «field».

Next group of preludes represent new stage in development that is,
with exception of anti-climax sixth («Des pas sur la neige» — interpolated, in
specific way, crucial and very significant episode with a completely different
character), in constant growth and reaches climax in seventh prelude («Ce
qua vu le vent d’ouest»). The fourth prelude («Les sons et les parfums
tournent dans I'air du soir») has motivic references to the first one, as well as
similar harmonic solutions, and could be considered as new beginning with
heightened intensity. Fifth prelude («Les collines d’Anacapri»), similarly to
the third, has toccata-like rhythm, while it shares prominent mobility of
metro-rhythmic structure with seventh and ninth («La sérénade
interrompue») preludes. Sixth prelude («Des pas sur la neige») is an anti-
climax of the second «wave», being almost at very edge of silence, in the
acoustic frames of pp and p dynamic. With its distant, unfathomable
atmosphere, it mostly resembles to the second one («Voiles»). Power of
culmination point reached in the seventh prelude («Ce qu’a vu le vent
d'ouest») follows from anti-climax of the sixth. In addition, the seventh
prelude represents more intense, almost eruptive form of the sound picture
given in the third prelude («Le vent dans la plaine»).

The next «wave» of preludes is the most interesting one; it has similar
dramaturgical flow as the previous, where the eighth prelude («La fille aux
cheveux de lin») marks new beginning of the heightened intensity compared
to the fourth, the same way that the fourth does to the first. Culmination
reached in the seventh prelude emphasises that new beginning of the third
«wave» in the eighth prelude. This prelude resonate on a scale level, that is,
modality, with the sixth one («Des pas sur la neige»), and also, on a level of
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Javanese gamelan sonority, with the second one («Voiles»). The ninth prelude
(«La sérénade interrompue») musically «communicate» with the fifth («Les
collines d’Anacapri») and the third («Le vent dans la plaine») — toccata-like
rhythm, but as well as, partially, with the first one («Danseuses de Delphes»)
on a harmonic level. Anti-climax/climax of the third «wave», the tenth
prelude («La cathédrale engloutie») has significantly more impact than the
sixth («Des pas sur la neige») and the seventh («Ce qu’a vu le vent d’ouest»)
together, previous pair of anti-climax and climax. Indeed, seemingly
paradoxical, the tenth prelude represents, simultaneously, climax and anti-
climax of the First «Book». Although, it is harmonised on diatonic basis in a
slow tempo and mainly pp dynamics, it achieves powerful sound volume, no
less than that of the seventh prelude. In addition, it resonates with the sixth
and the second («Voiles») preludes on the basis of a short, but striking whole-
tone fragment. Based on the motivic level and metro-rhythmical
configuration, the eleventh prelude («La danse de Puck») corresponds with
the third, the fifth and the ninth, while the grotesque-like twelfth prelude
(«Minstrels») resonates with the fourth prelude («Les sons et les parfums
tournent dans l'air du soir») as its far-reaching scherzo transformation, and
with ninth one on the level of fragmentary structure that was built similar to
the concept of collage of Picasso and Braque. The last miniature from the third
«wave», a sort of music for a theatre, has a function of an epilogue of the
entire First «Book». If we look at the third «wave» separately from the
previous musical flow, we could to reach to the different conclusion about its
own dramaturgical curve: increase of the intensity in the eighth and ninth
preludes, reaching culmination in the tenth and then, conditionally said,
decline through the fantastic world of the eleventh until an interrupted
grotesque epilogue of the twelfth. This symmetrical scheme is centred on
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tenth prelude, and formal organization of the third «<wave» can be seen as «A
B A, B: Ao», which is also a formal organization of the tenth prelude itself, that
is a b a; b, a.. See Illustration 1.

Illustration 1. Preludes grouping into «waves» — intensity diagram and
interconnection of preludes of the First «Book»

Preludes grouping into «waves» — intensity diagram and interconnection of preludes of the First «Book»
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The Second «Book» of «Préludes» also contains 12 miniatures that in
compositionally technical and expressive sense follow the path of the previous
twelve. They give impression of reaching higher level in work with elements
that are seen in the first «Book». Their structural organization, as well as
texture, become more complex, and combination of musical means are more

subtle. More complex structure of each individual miniature contributes to
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their independence and therefore weaker mutual interconnections (see

Ilustration 2). That is way sometimes relationships between preludes of the

Second «Book» with those of the First «Book» are stronger than within

Second «Book» itself.

Illustration 2. Preludes grouping into «waves» — intensity diagram and
interconnection of preludes of the Second «Book»

Preludes grouping into «waves» — intensity diagram and interconnection of preludes of the Second «Book»
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Thus, prelude 1/13, «Brouillards» unequivocally corresponds to 2,

«Voiles». Namely, in both cases there is some form of unsteadiness and

vagueness. Representation of indeterminacy is achieved using whole-tone

scale (also without anchor) in 2, «Voiles», and bitonality, in C — in B-flat, in

1/13, «Brouillards». Prelude 2/14, «Feuilles mortes» can be linked with 1,
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«Danseuses de Delphes» and 4, «Les sons et les perfums tournent dans l'air
du soir» on musical level on similar chords factures and saturated harmonic
language which is rich in seven-chords and nine-chords, as well as open
chromatic scale. Prelude 3/15, «La puerta del Vino» has its reference in 9,
«La sérénade interrompue». The latter brings simulation of playing a guitar,
which accompanies melody of Phrygian origin with occasional oriental
«spices». Base of «La puerta del Vino» makes ostinato repetition of Habanera
rhythm (in D-flat «field»), over which, in some sort of bitonal relationship,
develops melody coloured by ornaments, oriental adulterants, with
characteristic augmented second, elements of chromatic-scale, with base in E
as a specific gravitational centre with prominent second step of Phrygian
mode and Andalusian fifth.o

Prelude 4/16, «Les fées sont d’exquises danseuses» is analogues to 11,
«La danse de Puck». Music determination of the two, points out to fantastic
worlds. Structures of the compositions are similar: initial and final parts of
both miniatures are based on rapid passages (with punctuated rhythm in the
first and steady pulse in the second), while the contrasting segment of musical
flow characterize chord-facture and is wealthier in harmonic sense. Movement
itself unfolds in frame of modal diatonic. This prelude has, above all, clear
connection with 1/13, «Brouillards» and 2/14, «Feuilles mortes». Probably
the most prominent similarity is between 5/17, «Bruyeres» and 8, «La fille
aux cheveux de lin». Pentatonic melody, characterizing «Bruyeres», coexisting
with simple harmonic progression in frame of major diatonic with the
elements of modality, represents sound equivalent or even more elaborated
«sound picture» of the prelude «La fille aux cheveux de lin». The next couple

of similar preludes are 6/18, «Général Lavine — eccentric» and 12,

9 More details on Debussy’s prelude «La puerta del Vino», see [11, 27—40; 12, 119—135].
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«Minstrels», both serving as epilogue. Arsenal of expressive means is similar
and characterized by use of breakthrough of mediant relationships,
emphasised rhythmical component and agogic, staccato effects and saturated
harmony, which in case of «Général Lavine — eccentric» creates an impression
of grotesque, while in second Minstrels’ merrymaking. Prelude 6/18,
«Général Lavine — eccentric» is on a motivic level strongly connected also
with 1/13, «Brouillards» and 2/14, «Feuilles mortes».

Therefore, similarities between preludes go as following;:

- 7/19, «La terrasse des audiences du clair de lune» with 1/13,
«Brouillards» and 4/16, «Les fées sont d’exquises danseuses», as well as 2,
«Voiles»;

- 8/20, «Ondine» also with 4/16, «Les fées sont d’exquises
danseuses» and 1/13, «Brouillards», and based on scherzo-like character with
12, «Minstrels»;

- Sonority of 9/21, «<Hommage a S. Pickwick Esq. P.P.M.P.C.» can be
recognized in 10, «La cathédrale engloutie», motivic material and scale in 5,
«Les collines d’Anacapri» and metro-rhythmical configuration in 12,
«Minstrels»;

- prelude 10/22, «Canope» resonates, on the basis of sonority,
harmony progression with dominant modality and chromatized melody built
on fragments with 10, «La cathédrale engloutie», and with Javanese gamelan-
like sound of 8, «La fille aux cheveux de lin» and 2, «Violes»;

- Whole-tone scale in a crucial part of musical flow of prelude 11/23,
«Les tierces alternées» can be related with 2/14, «Feuilles mortes» and 2,
«Voiles». Thus, the last segment of global development is more complex and it
leads toward sound explosion in 12/24, «Feux d’artifice». «Canope», 10/22,
as an anti-climax of this «half-wave», precede to an effective sound flickering
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11/23, «Les tierces alternées», and sonorous outburst prelude 12/24, «Feux
d’artifice». In thata sense, one could realise that the most prominent
dramaturgical points are 77, «Ce qu’a vu le vent d’ouest» and 12/24, «Feux
d’artifice», that represent culmination points of the entire musical
development. Along with them, 10, «La cathédrale engloutie» serves a
function of global anti-climax, characterized by extremely high volume (see

Illustration 3).

Illustration 3. Interconnections between preludes of the First and the Second
«Book»

Interconnections between preludes of the First and the Second «Book»
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Particularly interesting compositional solutions come into focus
regarding the entirety of musical dramaturgy while interpreting tonal «fields»
dramaturgy,© both in analysis of individual preludes and grouped in «waves»,
in each Book separately and as a 24-preludes cycle. They seem to make a

strong argument to consider both books of preludes as an integral music-

10 More details on tonal «fields» dramaturgy of Debussy’s «Préludes», see [2, 179—204].

58


http://en.wikipedia.org/wiki/Ce_qu%27a_vu_le_vent_d%27ouest
http://en.wikipedia.org/wiki/La_cath%C3%A9drale_engloutie

Texnuxa My3blKaJleOﬁ KomMmno3uuuu

dramaturgical whole. Namely, in first segment/«wave», all three preludes
gravitate toward in B-flat «field» making the beginning of cycle to be stable.
In second segment/«wave» preludes gravitate toward in A (the fourth
prelude), in B (the fifth), in d (the sixth), in f-sharp (the seventh) marking
(with changed order) tones of minor seventh chord: B-d-f-sharp-A. Therefore,
first appears tone of a seventh of seventh cord, then root and third and finally
fifth. Order of tonal gravitational «fields» in the third «wave» is: in G-flat, in
b-flat, in C, in E-flat, in G, which, similarly as in previous «tonal plateau»,
represents tones of minor seventh chord or half-diminished seventh chord.
This duality comes from the fact that there are two possible fifths of the
seventh chord: G and G-flat, thus consequently forming chords ¢ — e-flat — g —
b-flat (minor seventh) ¢ — e-flat — g-flat — b-flat (half-diminished seventh). It
is interesting to notice that Debussy alternated interval of fifth in the third

«wave».

First «Book»:
First «<wave» (1-3 preludes)
in B-flat
Second «wave» (4-7 preludes)
in A, in B, in d, in f-sharp (tones of minor seventh-chord)
Third «wave» (8-12 preludes)
in G-flat, in b-flat, in C, in E-flat, in G (tones of minor seventh-chord or
half-diminished seventh-chord)
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First six preludes of the second book gravitate toward in C, in c-sharp,
in D-flat, in D-flat, in A-flat, in F. Even «tonal plateaus» of these preludes, in
different order, give tones of major seventh chord: d-flat — f — a-flat — c/c-
sharp. In case of this segment of a cycle, increase of preludes number in a
group is solved by repeating tone of a root and addition of a tone of alternative
seventh. Tones of both seventh appear first, then root, fifth and at the end
minor third of seventh chord. Last segment of musical flow is characterized by
following «tonal plateaus»: in f-sharp, in D, in F, in d, in C, in F. Even in this
group, one can observe tones of minor major seventh and minor seventh
chord, but not in complete form since fifth (tone a) is left out: d — f-sharp/f —

C.

Second «Book»:
First «<wave» (1-6/13-18 preludes)
in C, in c-sharp, in D-flat, in D-flat, in A-flat, in F
(tones of the major/minor seventh-chord)
Second «wave» (7-12/19-24 preludes)
in f-sharp,inD,inF,ind,inC,in F

(tones of minor major seventh-chord or minor seventh-chord)

So, basis of this quasi tonal progression holds chain of seventh chords
whose root represents half-tone step upward: b-d-f-sharp-a — c-e-flat-g/g-
flat-b-flat — d-flat-f-a-flat-c/c-sharp —d-f/f-sharp-(a)-c, which contributes

to a tight integration of a cycle in to unify whole.
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Tonal progression - chain of seventh chords:
b-d-f-sharp-a
|
c-e-flat-g/g-flat-b-flat
|
d-flat-f-a-flat-c/c-sharp

|
d-f/f-sharp-(a)-c

In that sense, Debussy’s choice of seventh chord as «base
harmony» /«base chord», a sort of gamma of this cycle, is interesting because
it can be linked with his harmonic way of thinking characterized by
emancipation of dissonance, parallel movements of seventh chords and ninth
chords, as well as extension of tonal way of thinking to the extreme. In a
relation to that, «colour» and sound «softness» of seventh chord can be
interpreted as base/dominant «tone/colour/shade» of Debussy’s cycle. It is
author’s «signature» in harmonic language realm, «signature» that
projects/predicts upcoming period of music history.it On the same level,
«echo» of past times can be found being exposed through affirmation of
(possible) quasi tonal centre of the cycle. Namely, «bitonality» of the last
prelude — «Feux d’artifice» (in F — in D-flat), together with starting in B-flat
«plateau» (first three preludes), affirms b-flat minor chord, so it is possible to
mark b-flat minor as «tonal centre» of the cycle and integrative factor of

«Préludes» [2, 198-199].

1 Tt is interesting to notice that Kholopov emphasizes specific harmonic way of thinking in
shaping of a musical flow in Debussy’s preludes, see [1, 484—549].
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Possible tonal centre of a cycle:

1. «Danseuses de Delphes» 12/24. «Feux d’artifice»
2. «\Voilesy
3. «Le vent dans la plaine»

«Bitonality»

in B-flat «plateau
«plateatt in F— in D-flat

B-flat minor

In the end, it seems that the integral performance of all preludes of the
first and second «Book» really represents the fulfilment of the global
compositional idea. This idea confirms the manner in which the musical flow
set of twenty-four miniatures is structured. An integral whole is accomplished
by using specific compositional principles and compositional procedures,
compositional-technical solutions, as well as programmatic content
determinations of compositions. Nevertheless, Debussy delegated the
performer to make a decision on how he or she will perform «Préludes» —
apiece or integral. In that sense, it would be interesting to deal with the choice
of preludes and their combinations the performers made when decided not to
present one or, on the other hand, all twenty-four miniatures. The question is

would it still be present logic of a cycle?
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Kaaccuxku XX gexka

¢~ @2 —>

FOausa CepeeesHa Bexcaep

O METOAJOJIOTNYECKHNX OCHOBAHUNAX
TBOPYECKOI'O ITPOIIECCA AJIbBAHA BEPTA

MHOI‘OJIeTHee H3ydy€HHue KOMIIO3MIITMOHHOT'O IIponecca Asinbana

Bepra BHOBb 1 BHOBb 3aCTaBJIsIET UCKaTh OOOCHOBAHUE TEX UJIU HUHBIX €ro
ocobeHHocTel. OOpaIaer Ha cebs1 BHUMAaHME TO MaJIoe 3HaUeHHe, KOTOPOE
npuaaercsa beprom TeMe Kak MCXOAHOMY UMITYJIbCY JIJIA COUMHEHMs. MHO-
rO€e CBU/IETEJIbCTBYET O TOM, UTO bepr He IpuHAa i/1eKasl Ui He BIIOJIHE IIPU-
HaJyIekajl K pUTOPUYECKOU KyJIbType, MOHNMAaBIIe KOMIIO3UIIHIO KaK JIO-
rAYecKoe paccykJieHue Ha olnpesiesieHHy1o TeMy. HecoMHeHHO, OTKa3 OT TO-
HAJILHOCTH U IIOCJIEAYIOIEE OCBOEHHE METO/Ia COUMHEHUS IPU MTOMOIIU 12
TOHOB ITOBJIEKJIH 32 COOOU U KapUHAJIbHOE IIEPEOCMBICTIEHHE TPOIlecca Co-
yrHeHuA. Ho z1e10 He TOIbKO B 3TOM. HeKkoTopbie 4epThl CXO/ICTBA C Teope-
TUYECKUMU KOHIENIUAMU 1920—30-X TO/IOB MO3BOJIAIOT BUJIETh POJCTBO
KOMITO3UIIMOHHBIX MPUHIIUIIOB bepra ¢ coBpeMeHHOU eMy My3bIKaJbHOU
TeOpHEN U ACTETUKOM, MOOYKIAIOT MOAHATh BOIIPOC O CyII[eCTBOBAaHUU 00-
X 3aKOHOMEPHOCTEH, OIIPEIETUBIITNX COOOU M TO, KaK CJIBIIITAIN, aHAJIH-
3UPOBAJIN U UCTOJIKOBBIBAIN MY3bIKY, 1 TO, KaK €€ COUMHSIH.

Yro ciiegyeT MOHUMATh MO, COBpeMeHHOU bepry My3bIKaJibHOU TeO-
puen? ATo KOMILIEKC BO33PEeHUN, U3BECTHBIN HbIHE I10/] HAa3BAaHUEM SHeEpre-
TH3Ma (B 1930-€ rojIbl B OTEUECTBEHHON HayKe OH OIpeJIesIsyIcs Kak «JuHa-

MHUYeCcKoe HallpaBjieHue»). CoBpeMeHHOe My3bIKO3HAHUE JIEMOHCTPHUPYET

68



Kaaccuxu XX sexa

MIPUCTAJIbHOE BHUMAHUE K SHEPTETU3MY U CTPEMUTCS K €r0 HOBOMY OCMBbIC-
JIEHHUIO, 0 4YeM He Tak AaBHO nucasia T.B. I{aperpasackas! [5]. Bmecrte ¢ Tem
OH BH/IeJICS KaK HeKas [eJIOCTHOCTh y2Ke B 0eProBCKOe BpeMs, UTO IOATBEP-
*kmaet «Vcropus My3bIKaIbHOM 3cTeTUKN» Pymosbda [ledxke (1934), ee aB-
TOP BIIEPBBIE BBOAUT B HAYUHBIN OOMXO/ ¥ caM TEPMUH «3HEPreTu3M» («die
Energetik»). Illedke mocBAIaeT SHEPTETU3MY CPABHUTEIHHO HEOOJIBIIION
paszen mof HazBaHueM «CoBpeMeHHOCTb» [32, 393—450]. KpaTtko 06006-
II[M €TO0 COoJlep;KaHue.

dHeprerusMm nmonnMmaercs [lledke kak Beyliee HaITpaBJIeHNE COBPe-
MEHHOU MY3bIKQJIbHOU 3CTETUKU, KOTOPOE MPOTUBOCTOUT KaK repMeHEB-
THUKE, TaK U GOpMaIn3My, ¥ POJICTBEHHO (P€HOMEHOJIOTUH C TOYKHU 3PEHUS
TEOPUM MO3HaHUA. Pty OJIM3KUX IO CMBICTy HAMMEHOBAHUM — «3CTETHUKA
HaIPsSKEHUsA», «MOTOpUKa», «OMOJIOTHS TOHOB», «opranuka» — Illedxe
IIPETIOYNTAET TEPMUH «9HEPTETU3M », AKIIEHTUPYsI BHUMaHMe Ha JyXOBHOMI
CTOPOHE SIBJIEHUS.

YueHne 5sHepreTusMa, KOTOPOE HMeeT TJIyDOKHWE WCTOpHYECKUe
KopHU — cpeau mpouero [lledke ykaspiBaeT xeipoHomuio, Tpy/ibl [llomneH-
rayspa, BarHepoBckylo «Ormnepy u ipaMmy» — cpOpMUPOBaIOCh B Hauasie XX
cronetusa. XavHpux Illeakep (Heinrich Schenker, 1868-1935) mepBbIiM
MIpe/ICTAaBUJI SHEPTETU3M KaK 3aKOHUEHHYIO CHCTEMY B CBOEM «YUEHUH O
rapmonun» («Harmonielehre», 1906). HezaBucumo ot IlleHkepa B 3TOM Ke
nyxe GyH/IaMeHT 3CTETUKU DHEpreTu3Ma 310Kl Asryct XambM (August
Halm, 1869—1929), Tpy/Zibl KOTOPOTO UMEIN 3IOXaIbHOE Bo3zercTBre («O
JIBYX KyJIbTypax B My3bIke» («Von zwei Kulturen der Musik») un «Cumdonus
AnTtona bpyknaepa» («Die Symphonie Anton Bruckners»), 1913-1914). ITog

BJIHSHUEM XaibMa CKJIaabIiBaeTcs KoHrenusa dpHera Kypra (Ernst Kurth,

1 JHepreTU3M paccMaTpUBAeTCs B OTHOM U3 pas/iesioB « KeMOPHUXKCKOM UCTOPUM 3amaj-
HOEBPOIIENCKON Teopuu My3bIKU» [30]. PaHee, B 1960-€ IT., OH yHOMUHAJICA B TPyAaX
K. Tanbxaysa. Cm. [4, 110—111].
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1886—1946) («IIpeamochlIKM TeopeTHYecKou rapMoHun» («Voraus-
setzungen der theoretischen Harmonik»), 1913). B uuncie npuBep:keHIieB
SHepreTusMa HaszBaHbl Takke XaHc Mepcman (Hans Mersmann, 1891-—
1971), ®purn Moze (Fritz Jode, 1887-1970), l'epman Por (1882-1938), Buiis-
resbM Bepkep (Wilhelm Werker, 1873-1948) u masion3BecTHbIN y Hac Bajib-
tep Kpyr (Walther Krug, 1875-1955).

Kak u3BeCcTHO, B OCHOBE HOBOT'O YUEHUsI JIEXKUT IIOHATHUE CUJIBI B Pas-
JINYHBIX IPOSIBJIEHUAX. DHEPTreTU3M OT/INYaeT HallpaBJIEHHOCTh Ha CIIEIU-
rueckn My3bIKaJIbHOE, €r0 IIeJIb — «II03HaHWe abCOJIFOTHOTO, IMOKOSIIe-
rocs B cebe xapakrepa *ku3Hu TOHOB» (X. IIleHkep). My3bIka He OAparkaeT
MIPUPO/ie, OHA caMa eCTh BBICIIas MMPHUPO/A, OHA TTOHMMAETCS KaK «JpaMa
CHJI, HO He ijpaMa nepcoHaxkei» (A. XanpMm). KoMIo3uTOp — He MO3T 3ByKOB,
KaK TPaKTyeT repMeHeBTHKa, OH B M3HAYaJIbHOM cMbIciie Tonsetzer: co3maer
MY3bIKaJIbHYIO TKaHb U €€ 3aKOHBI. 3aKOHBI 3TH CJI0KHbBI U JOCTYITHbBI JIUIIb
HCKYIIIEHHBIM U CBEIYIITUM — JIIOOUTETBCTBO U IUJIETAHTU3M IIPEJCTaBUTE-
JIAMU SHepPreTU3Ma KaTeropuuecku orBepraercs. /[y Toro, 4ToObl MO3HATH
’KU3Hb MY3bIKH, HEOOXO/IIMO ITOCTHYb ee BHYTPEHHHE B3aUMOCBS3H, CTPYK-
TypHbIE 3aKOHOMEPHOCTH. «KTO He C/IBIIMUT My3bIKy TAKUM 00pa3oMm, TOT
B0oOOIIle HUKOT/Ia ee He CJIbIai», — 3asaBisAeT llleHkep, uMes: B BUy Mep-
BUYHYIO JINHUIO U €€ pa3BePThIBaHUE [IUT. T10: 32, 421].

IToCcKOJIbBKY OCHOBAaHHUS MY3bIKH UIIyTCS BHE UeJIOBEKAa, B JKUBOM U
HEXXKHMBOM MUPE, Ha ITIOMOIIb IPUXOAAT Orosorusi, pusnka, MEXaHUKa U 30/1-
YecTBO. B cOOTBETCTBUM C 3aKOHAMH OMOJIOTUHM TOH TPAKTYeTCSA KaK KUBOE
CYILIECTBO, OH 00J1a/TaeT KU3HEHHON CUJION, BUTAJIBHOCTHIO, CTPEMJIEHUEM,
HaIlpaBJIEHHOCTHIO, TEH/AEHIINEN U BoJiel. BpeMeHHOe NTpoTeKaHue Mpou3-
BeJIeHUS MPE/ICTAeT KaK IIPOSABJIEHNE JKU3HEHHOU CHJIBI MOTHBA, KOTOPBIN
pa3BUBAETCs, PACTET, PAaCIIBETAET, 3aTEM C1abeeT U yMHUPAaeT.

dusnka 1 MexaHuKa COODIAI0T MYy3bIKaJIbHON TEOPUU IIPeCTaBIIe-

HHE O ABHXXEHHUU TeEJia, €Ir0 JNHaMUKeE. I[BI/I}KGHI/IG MOZKET OCYLIECTBJIATBCA
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O/THOHATIPaBJIEHHO, Ha OJTHOM YPOBHE, JIN0O OMHUCHIBATH KPUBBIE 110 3aKOHAM
Oa/UTHCTUKHU. B HEM JAeHCTBYIOT EHTPOOEKHBIE CHJIBI, OIPEJIEIAIONINe Xa-
paKTep BOJIH, OHO CJIeJyeT 3aKOHAM IPaBUTAIINU, CUJIbI TAKECTH.

TemaTruueckoe MOHUMAaeETCs Kak «(popma B IPOCTPAHCTBE», «JIMHEAP-
HOe cofiep:kaHue». JINHUU BOCXOsAIIe, HUCXOJIAIINE, IPAMbIE, 3aTHYThIE 1
KpUBbIE, IyTH U CBOJIbI 00PA3YIOT apXUTEKTYPHO-TNHAMUUECKUE HaIIPsKe-
Hus. My3blka — cTposiiias BoJisA, oOpaijamlnas BpeMs B IIPOCTPAHCTBO,
Hapylamoiias paBHOBecHe U ycTaHaBiuBawilinas ero. C mpocTpaHCTBEH-
HBIMH ITpezicTaBieHusaMu, otmedaet [lledke, paboTaet u IlleHkep, B
3aJHUH, CPEHUN U IEPpEeTHUN IUIaH [cM. 32, 433].

[Iledpke momgyepkuBaeT MeccuaHckuil macgoc sHepreTusma. «l3me-
pUTEILHOE UCKYCCTBO» MY3bIKAJIbHOTO aHA/IN3a, KAaK UMEHOBAJI €ro XajbM,
He YZIOBJIETBOPSIETCA TEM, UTOOBI «CIIOCOOCTBOBATH ICHOMY ITPEJICTaBJICHUIO
1 HEeJIBYyCMBICJIEHHOMY CYXKIEeHUIO» [32, 423], BLIHOCHUMOMY C «Y4e€TOM pe-
aJIbHOU, TEXHUYECKON MCTOPUU CO3aHUSI COUMHEHU» [32, 436]. Illenkep,
XaJibM W UX IIOCJIEJIOBATEN «XOTAT CYAUTh, BECTH, IIPAaBUTh, BIUATH Ha
TBOPYECTBO, YKa3bIBaTh EMY ITyTU» [32, 424]. Y 1aBaJI0Ch JI1 UM 3TO — BOIIPOC
HEIIPOCTOM.

’Kenanve nHTEPIIPETUPOBATh My3bIKaJIbHOE MbIIILJIEHHE bepra u ero
TBOPUYECKHUU IMPOIIECC TTOCPEICTBOM SHEPTETUYECKOU TEOPUU MOKET MOKa-
3aThcsl Mayi0060CHOBaHHBIM. [IpecTaBuTen sHepreTU3Ma obpaliainch K
coBceM MHBIM KomIto3uTopam: knaccuku XVIII—XIX Bekos y Illenkepa,
bax, Baruep u bpykuep y Kypta, bax y Bepkepa. Bce 310 Mmy3bika 60siee uiu
MeHee JayieKoro Mmponuioro. OTHOIIEHUSI ¢ COBPEMEHHOCTBIO Y SHEPreTH-
CTOB OBLTU BecbMa CI0KHBIMU. [IleHKkep M3BeCTEeH KaK SIPOCTHBIN IMTPOTHUB-
HUK HOBOH My3bIKU. KypT B mpeJincIoBUN KO BTOpOMY U3AaHUI0 « OCHOB JIH-
HeapHOTr0 KOHTPAIIYHKTa» 3asBJISET, YTO JINHEAPHOCTh U aTOHAJILHOCTD HE
UMEIOT HHYero ooero [cM. 31, 5], a B mruchbMe XaJbMy B pa3Zipa*keHUH ce-

TyeT Ha TO, YTO «IIPOU3BOJUTESN aTOHAJIbHO-A0/AeKa¢OHHOro myma (u3
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Benn! u bepiirHa) 3710ynoTpebsisior ero “JInHeapHBIM KOHTPAITYHKTOM JJIS
CO3/IaHUSI CBOUX JIMIIIEHHBIX TapMOHUM O€ECIIOMOIIHBIX KapakyJew...»
[31, 139]. CBA3D 1IEHKEPOBCKUX KATETOPUI C COBPEMEHHON MY3bIKAJIbHOU
MpaKTUKOU Torza B EBpolle HUKTO He BUEJl — 3TO MO3/IHENIIIee Pa3BUTHE
ero TeOpUH y>Ke Ha aMepUKaHCKOH IOUBe, KOrJa OHa ObLIa aJjlalTUPOBAHA
JUISl aHAJIM3a aTOHAJIBHOM MY3BIKU [cM. 35, 12]. JIMHeapHbI KOHTPAILYHKT
KypTa, kak IpUHSATO CUMTATh, BCKOPMIJI UHbIE TEHJEHIINU — B IIEPBYIO OUe-
penb HeobapoUHYI0 MOJINU(OHUI0, HO HE aTOHAJIbHBIE U Jl0/leKapOHHbBIE CO-
YHHEHUS HOBOBEHIIEB I10CJIE IIEPBOM MHUPOBOU BOUHBI [CM. 31, 129—167].
YUT06bI BHIUTH 32 PAMKU OBEPXHOCTHBIX AHAJIOTUH U CITyYalHBIX Ma-
pasiiesiell, He0OX0IMMO TTOCTABUTH BOIIPOC O TOM, YTO U B KAKOU Mepe 3HaJI
WM MOT 3HaTh Anbban bepr u3 Teopuu sHepretusma. [Ipu sToM efBa ju
MO>KHO UTHOPUPOBATh KOHTEKCT BCe HOBOBEHCKOU IIKOJIBI U IIPEKe BCEro
BO33peHHUs ee TJiaBbl ApHosibga Illénbepra, yuyuTblBasg HpPU 3TOM, YTO
B3TJISA/bI, 3HAHUS, YCTPEMJIEHUS IIEHOEPTOBCKOTO U GEPTOBCKOTO OKpYIKe-
HUS MOIJIY pasjnyaTbes. bojiee Bcero BasKHbBI B JAHHOM KOHTEKCTE KOHIE-
nuu llenkepa u Kypra. Mma Xanpma pakTUYecKy He YIIOMUHAETC B J10-
KyMeHTaX HOBOM BEHCKOM IIKOJIBI, B TO BpeMsI KaK 00JIbIlIOoe 3HAYeHUE TTPHU-
obpetaroT nepudeputiinbie purypol: Bunbsresnism Bepkep u Banbrep Kpyr.
Haunewm c Illenkepa, ocTaBUB 3a paMKaMH{ HAalller0 pacCMOTPEHUA
JTOBOeHHbIN mepuojl, koraa Illernkep u Illén6epr obianuch audHo u Ilen-
Oepr MMoJIEMU3UPOBAJI C KOJJIETOU B «YUEeHUHM O TapMOHUU»2. BaskHee 11
Hac TO, HACKOJIbKO u3BecTHbI ObLTU [IIéHOepry snoxasibHble paboTs! [llen-
Kepa, I7ie N3JI03KeHa KOHIENIHs CTPYKTYPbl My3bIKaJIbHOTO IIPOU3BEIEHN S,

€CTb IIOHATHUA HepBHqHOﬁ JIMHWH, IIPHUMEPbI aHAJIUTHYECKON pPeEAYKINHA.

2 006 atoMm cm. B auccepranuu E. Jlaryrunoit [2]. BsaaumoorHomenus Illenkepa u II1€n-
Oepra, CXOICTBO U pa3JIMYMe UX TEOPUU CTATIU TEMOU MHOTOUHCIEHHBIX UCCIe/I0BAaHUN,
cm. [17], [18], [20], [28]. Tlocne 1910 roga ums III€énbGepra MOCTOSSHHO IPUCYTCTBYET B
nHeBHUKax lllenkepa.
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Cpenu mo3aHUX IIEHKEPOBCKUX paboT B 6ubiauoreke III€énbOepra mpucyt-
CTBYET JIMIIb 1-i BhIIycK «Bosu k 3Byky» («Der Tonwille», 1921), a Takske
cTaThsA 0 c-moll’Hoii mpestioinu u3 « X0pPOoIIo TEMIIEPUPOBAHHOIO KJIaBHPa »
[33]. «CBOoGOAHOTO MICbMa» OH CKopee Bcero He unTall. [IIéabepr mtyaupo-
Bas IlleHkepa B 1922—1923 rojax — Ha IIOACTyHax K A0oAeKadOHUH B COO-
CTBEHHOM TBOPYECTBE [cM. 20, 27]. 3aHATHA 3TU HAIUIN OTPa’KEHUE B HE
JIMIIIEHHBIX PEBHOCTH TOJIEMHUYECKHX 3aMeTKax [44]: IIIéHOepr roBopuUT 0
[ITeHkepe Kak pasgyTOoM aBTOPUTETE, KOTOPOMY yAeJseTcsl HEOIPAaBIaHHO
MHOTO BHUMaHUA3. OHAKO ITO3THEUIITHE €r0 BHICKA3bIBAHUSA CMSTYAIOTCS.
«...Ha cBeTe oueHb MaJIo JIIoiel, KOTOpble UMEIOT MMOHATHE O KPAcOTe MY3bl-
KaJIbHOH (OPMBI, — KOHCTaTHPYeT OH B 1931 Tozy B uchMe Moszedy Pydepy.
— ... HemHOrHMe Mosioble, OXKAIYH, MOTYT 3HATh 3TO OT MeHs (BO3MOXKHO,
eme ot Illenkepa?)» [6, 225]. [Ipu3HaBasi 5TO, OH YKa3bIBaeT U BaKHellllee
otanuune: «Ilepsuuynad suHuAa llleHkepa — ovH pa3pes CKBO3b 1esioe. Ho
HY?KHO ¢/IeJIaTh MHOTO pa3pe30oB» [1uT. mo: 18, 199].

B To Bpems [11én6epr u IlleHkep MbICUIU ce0sl aHTAaTOHUCTAMHU, CEU-
yac sicHee BUAUTCS o01ee Mmexxay HuMu. Ob6a OHU BBIXOAIIBI U3 OTHOU U TOU
»Ke KyJIbTYpHOU cpenibl — Bennl pybexka XIX—XX BexkoB. Ob6a pa3aIuuHBIM
crtocoboM co3Aa10T MOJIesb rTyOuHHON cTpyKTyphl (v lllenkepa — Ursatz, y
[ITenbepra — Grundgestalt), aganTupyioT yueHue o 6ecco3HaTeTbHOM U 00
OpraHuIlu3Me, CTAHOBATCS CO3/IaTe/IAMH BJIUATEIBHBIX IITKOJI, Pa3BUBAIO-
IMUX UX uaeu (cMm. oo atom [21], [27]).

Ecnu c [llenkepom I11€HOepr ObLJ1 3HAKOM JINYHO, cuTyarus ¢ Kyprom
nHasa. ApHET KypT — yposkeHell BeHbl, BocnmuTaHHUK BeHCKOro yHHUBEpCHU-
TeTa, MPeJICTaBUTEb COBEPIIIEHHO JPYTrOU Cpejibl, KOTOpasi HUKAaK HE CBf-
3aHa ¢ HOBOBeHCKOH 11Koou. OTbhesy B IlIBeliiaprio OTAaanI ero oT BeHbl.

Baxkuenimmii Tpyz Kyprta, « OCHOBBI JINHEAPHOTO KOHTPAITYHKTAa», BBIIIIEI B

3 bosee Bcero IlI€én6epra Bo3myiana BeickasbiBaemas lllnenriepom, Illenkepom u mo-
TOOHBIMH MBICJIb O KOHIIE UCKYCCTBA U KYJIBTYPHI.
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T'O/ibl IIEPBOM MUPOBOU BOMHBI (1916), 1 3TO BecbMa 3aTPYAHUJIO €r0 pelern-
IUI0: MHOTHE NOTeHI[MaJIbHble UMTATEeIU OKasajauch Ha ¢poHTe. KHUra
ObLIa IOPOTrol, U He TaK-TO JIETKO OBLIIO KyIIUTh ee 3a mpeziesiamu [lIBeria-
puu [cM. 31, 130]. Y1 o 5TOH, U IO MHOTHUM JAPYTUM IPUYHUHAM, B TOM YHUCJIE
1 aHTHCEMUTCKOTO xapakTepa (006 aToM B [36]), obunaabHbIe akageMude-
CKH€e KPYT'M HPOUTHOPUPOBAJIM KHUTY, BCTPETUB €€ BBIXOJ MOJTYAHUEM
[31, 130]. Bompeku cyiecTBytomemMy MHEHUIO O ToM, yTo IIIéHbepr ObLI
IepBbIM yuTaTeIeM «JIMHEapHOTO KOHTPAIYHKTa», B 1931 IOy OH caM IpH-
3HaeTcsA B oOpaTHOM: eMy (Kak U ero yueHHuKaM) U3BECTHO JIMIIIb Ha3BaHUE
BTOM KHUTH, O KOTOPOU TaK MHOTO roBOpAT. IIpuumHa OTTOp>KEHUA — B
HenpuaTuu [1IéH6eproM camoro MOHATHUS JUHEAPHOTO KOHTPAIIYHKTA: 3TO
TO, YTO BBITVIAJAUT KaK KOHTPAIIyHKT, HO TAaKOBBIM He siBjseTrcs (cMm. [43],
[23, 36]). [lIénb6epr MOHUMAET KOHTPAIYHKT B U3HAYAJILHOM CMbICJIe (HOTa
MIPOTUB HOTBI, TOUKA IIPOTUB TOUKH) U HE pasjiesisdeT liepeHeceHne 3TOU Ka-
TerOpUU Ha JIMIIEHHYIO INCKPETHOCTH JIUHUIO.

B otnuume ot IlI€énbepra, bepr He cTpeMHICA K TEOPETUUECKOMY
OCMBICJIEHHIO TTPO6ieM KoMIIO3Uuruu. OH He MOKYIaJ TEOPETUIECKUX TPY-
JI0B U HEe U3y4aJl UX CHEeNUATIbHO, HO CPa)KaJics 32 MHTEePEChl HOBOU MY3bIKU
(T.e. My3bIKM HOBOW BEHCKOU IIIKOJIBI) MpEK/ie BCErO Ha IOIMPUIIE MY3bl-
KaJIbHOM ITyOJIMITUCTUKU.

Bbepr He 6b1s1 3HAKOM ¢ [IleHKepOM JIMUHO, XOTS XOPOIIIO 3HAJI €TI0 NMSI
B CBSI3M C IIIEHOEPTOBCKUM «YUE€HHUEM O TADMOHUU », COCTABJIsIs yKa3aTesb K
HeMy. B ero 6ubsimoreke HeT HUYETO IMIEHKEPOBCKOTO, KpoMe TabJIuIl UH-
CTPYMeHTOBKU, usAaHHbIX IlleHkepoMm mop mnceBpoHuMoM Aptyp Hwuios

[15]4. Omnako ¢ Tpymamm Illenkepa ObLIM 3HAKOMBI JIPY3bA U YUEHUKHU

4 OHM BJIOKEHBI B HE COJEp KaIllMii 3amuceil yueOHUK HHCTPYMEHTOBKH bBepinosa
(Berlioz—Strauss Instrumentationslehre. Teil I. Leipzig: C.F. Peters, 1905). Hapsiay c
TabsiuiaMmu, rae bepr moMeTra 0coOOEHHOCTH CTPOsI PAa3/IMYHBIX YXOBBIX MHCTPYMEHTOB,
B KHUTY BJIO’KEH JIUCTOK ¢ ()parMeHTOM HHCTPYMEHTOBKH «IleTpymku» CTpaBHHCKOTO
(Haponwuble rysisitHbs Ha MaciieHOH, 11. 15).
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Bepra, xoTs 60JIBIITUHCTBO CBU/IETENIHCTB JATUPYIOTCS OoJjlee MO3THUM Bpe-
MeHeM5. Tak, AnopHo ynomuHaet IlleHkepa B HECKOJIBKUX paboTax 1950—
60-X rO/10B, IIOCTOSAHHO OTMeuas HeJOCTATOUHOCTh AHAJIMTUYECKOTO METO/Ia
penykiun®. B Hekposiore IllToiiepmany (1964) OH oTMeUaeT, YTO IeJIb aHa-
JIN3a — «BbICBEUMBAHUE UHJIUBUAYAJIbHON CTPYKTYPbl KOHKPETHOTO COYU-
HeHUs» [12, 313], HO He peAyKIIHs JI0 BceoOIero’. A B craTbe 0 HepopMasib-
HOU My3bIKe (1961) OH IPU3HAET, YTO My3bIKOBeJIeHUE (pa3ymeeTcsi, IMes B
BU/Ty EBPOIIEUCKOE) 10 CETO BpEMEHHU MPaKTUYeCKU He 00paIaaoch K CTPyK-
TyPHOMY aHJIU3y COUMHEHM 32 UCKIIoueHneM Xaiiupuxa [llenkepa u ApH-
cta Kypra, xotopble oOpeueHbl Ha TO, UTOOBI OBITH ayTcaujepamMu (CM.
[11, 254]). Usyuan lllenkepa yuenuk u 6uorpad bepra Bunu Paiix. B 1934
ro/ly B COBMECTHO M3/IaBaeMOM UMM KypHaJe «23» OH MyOJIMKyeT pelleH-
3uio Ha KHury OcBasibaa MoHaca, pa3bACHAIONIYIO IIeHKEPOBCKYIO TEOPHUIOS:
OHAa IIPOHM3aHa MOYTUTEJbHBIM OTHOIIeHHEeM K [lleHKkepy U HenmouTUTE Ib-
HBIM — K €r0 YUEHHKY. YKe mocje cmepTu bepra, B 1943 roay, Paiix yuran
nekiuu o lllenkepe B Iltopuxe, 0 ueM ymoMHHaeT B CBOEM IUChbMe Paiixy

BebGepno.

5 s Illenkepa ynmoMmuHaeTcd B muchbMax Bepry ®puna Knsitaa [48] u Otro Woxsa [52].
[Tocneauuii orMeuaet: « HekoTopble HaOJIIOAEHNUS MHTEPECHBI, HO HATIBIIIIEHHBIH CTapO-
MOJIHBIH CTHIb» [52]. fI Giraroziapio 3a mpejocTaBjIeHHe 3TUX UTAT Ji-pa Peruny Byr.
JroH Besuiec, KOTOpOro, 0OTHAKO, HEJIB3SI OTHECTU K OJIM3KOMY OKpY:KeHHI0 bepra, ymo-
MmuHaeT uMmeHa lllenkepa u Kypra auiis B mucbMax 1940-1950-X IT.

6 Peub 0 craTbsix «Kpurepuu HOBOI My3biku» («Kriterien der neuen Musik», 1957 [11]),
«Hexkpoutor IllToiiepmany» («Nach Steuermanns Tod», 1964 [12]), «Ha mytu k Hedop-
MaJIbHOU My3bIKe» («Vers une musique informelle», 1961 [13]), «OyHKIIUN KpacKu B My-
3pike» («Funktion der Farbe in der Musik», 1966 [10]), «®parMeHT 0 My3bIKE M PEUH»
(«Fragment iber Musik und Sprache», 1956 [9]). Cm. 06 3TOM Takxe [22].

7 Ta 3xe MBICJIb IIPOBOAUTCA U B MOHOTrpaduu AsiopHo o bepre (riaBe «AHanu3 u bepr»)
[8].

8 Oswald Jonas. Das Wesen des musikalischen Kunstwerks. Cm. [29].

9 «£I 6bI OXOTHO ITO3HAKOMUJICA ¢ Bammu goxkstagamu! OHu Beab 3anucanbl? Hampumep,
TO, 4TO BbI ToBOopuTe O Illenkepe! Bbl 3aHuManuch UM panbline?» [42]. [lutupyercs c
paspemenuss Ponpa INayns 3axepa (Paul Sacher Stiftung). fI 6iaromapro a-pa Peruny
Byt 3a mipeiocTaBiieHUe 3TOTO UCTOYHHUKA.
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HHuTepecHO o0paTuThes U K cBujerenbcrBaMm Illenkepa o bepre. B
AHeBHUKaX U nucbMax lllenkepa nmsa bepra ynomunaercs pefko. F13BecTHO,
yto IlleHkep ObLI IMPUTJIAIIeH HA KOHIEPT yueHuKoB III€nbGepra B HOAOpe
1907 roaa, HO He ABWiICA TyZa. [lo-BuimMoMy, OH CO3HATEIbHO IVCTAHIU-
pyeTcsi OT YY>KJA0W eMy 3KCIPECCHOHMUCTCKON aTOHAJIbHOU My3bIKU. Co-
IJIAaCHO IIIEHKEPOBCKOMY JHEBHUKY, B aripesie 1927 [layinp Kienay© «cpeau
IIpoYero OOBSICHSAET aTOHAJIBHYIO TEOPHIO 10 AsibOaHy bepry», KOTOPYyIO
[ITenkep moHuMaeT Masio [50]. B 1928 rosy oH ciymraer o paauo Alterberg-
Lieder Bepra u otmeuaeT: «bepr: mecHu B COIPOBOKIEHUH OPKECTPA; OUEeHb
yacTo 00OpOTHI, HE TOJBKO TOHAJIbHBIE, HO WHTOHAJIbHO-TPUBHAILHbBIE
[51]. C uponueii Boctipuaumaet Illenkep u nucbmo bepra, agpecoBaHHOE
ero yueHUKy AHTOHY X00OKeHY, IJle OH OIlacaeTcs TOro, UTO CO3/IaHUe ap-
xruBa POTOTPAaMM MOKET HOBPEIUTH PACIIPOCTPAHEHUIO COBPEMEHHOU MYy-
3bIKM U HaHecTHU yIiepb ee pemyrtanuu ([40], cMm. Takke [49]). OueBUaHO,
npuaupku [llenkepa 0ObACHAIOTCA B TOM YHCJIE U TEM, UTO OH HCIIBITHIBAJI
peBHOCTH K yueHukam IlIénbepra 3a TO, YTO OHU MyOJIMYHO IO/IJIEPKUBAIIU
€r0, B OTJINYHE OT €ro COOCTBEHHBIX, KOTOPhIE HE BCTYIAIUCH 32 YUUTENA U
He oTcTauBasiu ero untepecos!t. Cam Illenkep He obOpalaicsa K aHaJIN3y My-
3bIku bepra, ogHako ero yueHuk ®enukc o Kybe ocyiiecTBun aHamus
MIEPBOCTPYKTYPHI B /IByX Bepcusx mecHu bepra «SchlieBe mir die Augen
beide» (cm. ero «Das Lehrbuch der musikalischen Kunstgesetze») u mpumen
K BBIBOJIy, YTO B IIEPBOM CJIydyae OH — OJIapeHHbBIN MY3bIKaHT, BO BTOPOM —

HCIIOpUYEH aTOHAJIBHOCTBIO [39]. Takum oOpaszom, bepr — Kak, BIrpouyem, 1

10 TTaysip ABryct poH Kitenay (Paul August von Klenau, 1883-1946) — maTckuii KomIio-
3UTOP U IUPMKEP HEMEIKOTO ITPOUCXOXK/IEHHU .

11 B nuceMe Mopuny BuosiHy 0T 20.7.1923 OH € TOpeublo ceTyeT: «by/ib BBl yUeHUKaMu
[I1én6epra, unu Ilpekepa, wiu By3onu [..] BbI BcTasiu ObI Ha TOJI0BY, n30eraysu ObI Bce
VJIUIIBI, BCE TOPOIAa U OOIIECTBA, TPATUI/IH ObI CBOU IEHBI'H, UTOOBI OBITH C HUMU U COZIEP-
’KaTh UX; HO BBl TaK MPOHUKJIMCDH IIPABJOMN, YTO CITUTE M XPAIUTE Jla’ke IIPU CBETE JIHA,
Kak OyZITO £ 1al0 BaM ONHYM, a He IIpaBay» [39].
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BCs MIEHOEPTroBCKasd MIKoJIa — ocTaeTcs 1A [lleHkepa My3bIKaHTOM UyKUM
1 aOCOJIFOTHO YY>KbIM.

Yro kacaercsa bepra, OH ckopee BCero MOT UMeTh IIpe/ICTaBJIEHNE U O
Teopuu lllenkepa, u o Teopuu Kypra, cnenjuajbHO He yuTad UX TPyAo0B. B
Havyasle 19020-X OH 4acTO HaBellaJl yuuTessd B ero Busie B MeajuHre, I7ie
MOTJIU 00CYKaThCs caMble pa3Hble CBA3aHHbIE C My3bIKOU TeMbl. Kakue-To
CBEJIEHUSI MOTJIA OBITh IMOYEPIHYTHI U3 MY3bIKAJIbHBIX JKyPHAJIOB (Hampu-
Mep, B HOsIOpe 1920-T0 B BeHCKOM KypHasie Anbruch, koTopsriit bepr Bcerga
yuTas, 6pl1a omyO6IMKoBaHa IepBas Iy1aBa « Kpusuca poMaHTHUECKOU Trap-
MoHun» Kyprta [26])2. MHOTO€ U3 TEPMUHOJIOTUU SHEPTETHU3MA ITPOUYHO BO-
IIJI0 B MYy3BbIKaJIbHO-UCTOPUUECKOE CO3HAHUE B BHUJlE KJIUIIE U TTOCTOSHHO
HCIO0JIb30BAJIOCh MY3bIKQJIbHBIMU KPUTUKAMU (B TOM YHCJIE U OJUO3HBIM
HOnmycom KopHrosnpaom!3). TepmuH «InHeapHOCTb» ObLIT u3BecTeH bepry
ele ¢ JOBOEHHBIX BpeMeH, OH MHOTOOOpPa3HO MPUMEHSJICS B OTHOIIIEHUH
BEHCKOU My3bIKH U 0coOeHHO Kk Mautepy, I1Ién6epry, a Takxke Illpekepy u
camomy Bepry (o coobuienmio Mozeda IImuna, Konpax AHzopre Hazpa
coHaTy bepra «JinHeapHBIM HCKyCCTBOM» )4,

Heckosibko nHad cuTyanuus ¢ KHUrou Bepkepa «VcceyenoBanue cuMm-
METPUU B MOCTPOEHUU PyT U MOTUBHBIX CBs3el mpeatoiui u Gyt “XopoIro
TeMIlepupoBaHHoro kiaaBupa” MoranHa CebacrbsaHa baxa» [37] — oHa ObL1a
MIPOYMTAHA U C OOJIBIITUM UHTEPECOM BOCIIPUHATA B IIIEHOEPTOBCKOM OKpY-
»kenun. ima Busibresibma Bepkepa ceiiuac mouTy 3a6bITO, OTHAKO MOSIBIIE-
HUE ero B psJly peJicTaBUTEsIeN SHepPreTU3Ma BecbMa CUMIITOMAaTUYHO: 3TO
B UBBECTHOU Mepe «HeMelkui KoHntoc». Kak O6bI HU 3aMaHUYMBO OBLIIO BKJTIO-

YUTH B P/l U3BECTHBIX bepry Teopuii yueHue camoro KoHtoca, 77151 5TOT0O HET

12 Hezazmouiro 10 atoro bepr cobupascs 3akaouuTh KOHTpAkT ¢ UE u BO3r/1aBUTH BEH-
CKYI0 PEIAKITUIO JKyPHAJIa, OT Yer0 BHIHYK/IEH ObLI OTKA3aThCsI 10 COCTOSTHHUIO 3/TOPOBBSI.
13 B yacTHOCTH, OH MHIIET: «“ATOHAJIBHOCTH , “TIOJIBMKHAsI UTPA 3BYKOB”, “JIMHEaAp-
HOCTB”, — BCce 9TO 0603HaUaeT 3Ty OeclieIbHYI0, TPEUMYIIeCTBEHHO UHTEJJIEKTYJTbHYIO
MIPOIYKIINIO, KOTOPasi IIOCTOSTHHO HYKJAETCs B PerenTax, GopMysiax, JI0O3yHrax» [24].

14 TTucemo Bepra III€ubepry oT 15.9.1912 [19, 279].
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HU MaJIeUIINX OCHOBaHUM. Kak n3BecTHO, BO BpeMs IIepBOU IOe3/IKU Ha 3a-
mmaj B HosAOpe 1923 roga Konroc mpouunTar jekiuio B bepimne B My3biko-
BerueckoM obiiectBe (cM. [7, 70—71]), ofHaAKO HUKAKUX YIIOMHHAHUH O HeH
B MY3BIKQJIbHBIX JKypHaJIaX, PaBHO KaK ¥ HEMEIKOSA3BIUHBIX ITyOJIUKAIIAI
Konroca, 06HapyXuTh He yziasoch. C YBEPEHHOCTHIO MOKHO KOHCTaTHPO-
BaTh, 4TO KoHI0ca bepr He 3Hay U He MOT 3HaTh, 4 BCe MapaJlyIesIu ero TBOp-
YeCKOTO METO/Ia C METPOTEKTOHU3MOM OOBACHSIOTCS YAUBUTETLHBIMU COB-
MaJleHUAMMU.

Ho BepHeMca k Bepkepy. B cBoeM Tpyzie OH HIpeApUHUMAET aHAIN3
npenoaun 1 Gyr baxa ¢ TOUky 3peHns CHMMETPUY U YUCJI0BBIX 3aKOHOMeEP-
Hocrell. Ero 3a1aua — mpo/ieMOHCTPUPOBATh «B3aMMOCBSA3b BCEX IMapaMeT-
POB KOMIIO3UIIMU: OT UHTEPBAJIbHBIX COOTHOIIIEHUN MeJIbYalIlInX MOTUBOB
710 ouepTaHuil popMebl B iesioM» [23, 51]. Ob11iee KOJTUUECTBO TAKTOB, UUCJIO
MIPOBEJIEHUH TeMbl, KOJTMYeCTBO TOHOB, IVIOTHOCTD I'0OJIOCOBEIEHNS 06pa3yeT
IIeJIBI KOMILJIEKC TOUHBIX cOOTBeTCcTBUM. Tak, anaym3upys dyry cis-moll u3
IIEPBOTO TOMA, Bepkep NpUXOIUT K 3aKJIIOUEHHIO O IOBTOPEHUU B CTPYKTYPE

COUYHMHEHUA OIIpEeJdEJIEHHbBIX YU CEII:

«BHOBB 115! Hu o71viH TOH (yTH HE OCTaJICA 32 pAMKaMHU UCCJI€/IOBAaHUS, IIOATBEP-
JKTAI0T €r0 OCHOBHYIO (hopMysTy. —

2 X 115 = 230, IeCATUKpaTHAsA OCHOBHAasA opmysa 23 = (1x5) + (2x2) + (2x3) +
(2x4) IATUTOJIOCHOU IBOMHOM (PyTH.

dta ocHOBHasA ¢GopMysia, HAKOHEIl, BOSHUKAET U IMOCPEJICTBOM CYMMHUPOBAHUS
BCEX MOTUBHBIX TPYIII:

1 TpyIINa 3amoTHSOIIUX TOJI0COB,

4 TPYIIIBI TJIaBHOM TeMbI [= (1x5) + (2x2) + (2x3) + (2x4)],

7 TPyIII KOHTpaTeMhlI [= (1x5) + (2x2) +(2x3) + (2x4) + (2x2) + (2x3) + 2x4)],

4 TPYIIIbI TADMOHUHY MPOTUBOCIOKeHUS [= (1x5) + (2x2) +(2x3) + (2x4)],

5 BCTPOEHHBIX CTPETTHBIX TEM U T.JI.

2 y/Iep>KaHHBIX TPOTUBOCIOKEHUS.

Cymma: 23» [37, 83].

15 [Togxon Bepkepa BIuchIBaeTCs B KOHTEKCT IIMPOKO U3BECTHHIX B Hauajie TEOPUU Iie-
PUOIUYHOCTH U CEpUUHOCTU, YUeHUs 0 OmopuTMax, paspabarsiBaeMbix 1. CBO6OI0H,
B. ®auccowm, I1. KammepepoMm u Xxopolio u3BecTHBIX bepry.
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Kuura Bepkepa ObL1a BcTpeueHa KpUTUKOU ¢ HeofobpeHueM. baxo-
Be/Ibl OTHECJIUCH K HEUM CKENTHYEeCKH, eCJIM He cKa3aTh Oosibilie — Bepkep B
MX IJ1a3ax ObLI MOYTH YTO IapsaTanoM (cM. [23, 53]). Beickazasics o Hel u
cam Illenkep: «CauIIKOM MHOTO (PU3BUKU, aKYCTUKU U MAaTeMaTUKU, IIPU-
BHeCEHHBIX n3BHe. OHU UyK/1bI My3bIKe. UTo moymart 661 bax, mpouynTtaii oH
takoe. MccnenoBanus Bepkepa u Kypra oTpakaoT Hallle IledajibHOe BpeMs.
O0a oHM IIJIOXO CJBIIIAT MY3BIKY» [ITUT. TIO: 34, 91].

[TepBbIM U3 HOBOBeHIEB KHUTY IpouuTtas [II€ubepr, mosayuuB ee B
nogapok ot [losibHay3pa Ha pOKAECTBO 1924 roAa®. Kak riracar ero 3aMmeTKu
[46, cM. pucyHOK 1], oH cpa3y ke mpocMoTper ee ¢ Pobepro I'epxapyiom u
0OHAPYKUJI, YTO «COZePIKAHUE U METO/I, ONMChIBA€MbIU B HEU, HE SBJISETCSA
Yy>KJBIM»: BCE 3TO OH YKe JieJiajl B TPeThel 4acTu CBoer cepeHaibl (Bapua-
I[UX), KOTOpble OBLIU 33/yMaHbl B 1919, a 3aBepIlleHbl B 1920 roay. Tam
TOKe IMPUCYTCTBYIOT UYMCJIOBble 3akoHOMepHOcTU. K aTont kHure IllenGepr
BO3BpalllaJicA U I034Hee, B 1028 roay?7.

Bepr nosyuun kuury Bepkepa B nmosapok oT BebepHa Ha /ieHb POXK-
ZleHus B (peBpasie 1934 roza. B nmuceMe, mpeziecTBOBaBIEeM MOAAPKY, Be-
6epH HanomuHaetr bepry o kuure, nogapenHou IlIénbepry 6osiee 10 jeT
Ha3aJl, " JlaKe JIOMMyCcKaeT, uyTo y bepra yxke ecTh Takasd: «fl BHOBb 3aymMaJt
nmozilapuTh Tebe KHUTY U MOIILIIO ee B caMoe Ourkatiiiee Bpems: B. Bepkep
“UccnenoBanus cumMmerpuu B nocrpoenuun ¢yr U.C. baxa”. Ho, moxeTt
OBITH, OHA y TeOs yKke ecThb? [loMHUIIB, Kak Oosiee fecAaTu JieT Ha3as [1ob-
Hay»?p npuHec ee [IIEHOepPry, KOTOPBIU TOT/Ia BOCIIPUHSI €€ ¢ OOJIBIINM HH-
TepecoM, [OH II0JIapuJI ee] U MHe TOXKe, K MOEMY 50-JIETHIO, IIOCKOJIbKY 5 B

TocJIeTHee BpeMsl ITIOCTOSTHHO TOBOPHJI O Hel» [41]'8. OqHAKO B OTBETHOM

16 Tak rJ1aCUT HAJIITUCh, cAeanHas IIIénOeprom Ha aBaHTHTYJIE (CM. [45]).
17 B HeH ecTh MIEHOEPTOBCKUE IIOMETKH, AaTHpOBaHHbIE 18.4.1928. B 3ameTKax CTOAT
nmathl 20/1X.1928 1 6/12.1928.
18 15.2.1934 bepr 6s1arogapur 3a Oy/IyIIy0 KHUTY, KOTOPYIO KJIET C OOJIBIIIUM UHTEPECOM
[38].
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nuchMe 15.2.1934 bepr He cool111aeT 0 3HakoMcTBe ¢ BepkepoM, XOTs HeJb35
HCKJIIOYUTH TOTO, YTO OH BHU/IeJ ITogapeHHyto [IIénbepry kKHUTY, mpresKas K
HeMy B MezynHr®. Ero co6CTBEHHBIN HK3EMILIAP2° HE HOCUT CJIEIOB IIO-

IPOOHOTO N3YyUEeHHUs — BUANMO, B 1934 TO/ly y HETO yKe He HAIJIOCh HU Bpe-

MEHH, HU KeJIaHUS JIJI 5TOTO.

PucyHox 1. Arnold Schonberg. Zu (Wilhelm) Werker’s Studien iiber die Symetrie
der Fugen ... etc ... bei Bach. 20.09.1928. ®akcummie. ASC. T 35_33, f. 1.
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19 B mosib3y 6oJiee paHHEro 3HAKOMCTBA TOBOPUT POJIb YKCIOBBIX 3aKOHOMEPHOCTEH U
caM XapakTep BBIUMCIEHUH (KpaTHOCTh OIPEeIEHHOMY YKCIy) B JABYX COYMHEHUSX,
HAITMCAHHBIX B cepeiiHe 1920-X ro10B: KamepHoM KoHIepTe u JInpuueckoii cioute. Of1-
HAaKO IIOKa 3TO OCTAETCS JIUIIIH TPEATIONOKEHUEM.

20 Alban Berg Stiftung.
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Hampotus, kuury Bassrepa Kpyra [25] Bepr 3Han oueHb XOpOIIIo2L.
Nwms ee aBTOpa ceruac BpsA JIU O UeM-HUOYAb TOBOPUT HaM. ITO OJIUH U3
MHOTHX MY3bIKaJbHBIX IHcaTesiel, 61arornoyiydyHo KaHyBIIUX B JieTy. Ero
orer, ropuct I'ycraB Kiiemenc ®@ennkce Kpyr (Gustav Clemens Felix Krug,
1844—1902), 6pu1 Apyrom 1oHOCcTH Ppuapuxa Hurle 1 ropsIyum NOKIOH-
HuKoM Baruepa. CeIH yHacsezoBas nmpodeccuio oTma (OH CIIYKHUJT y4acTKO-
BeIM cyzbell B Illondxaiime (bageH)) u ero ropsiayio J0OOBb K MY3BIKE.
Knaura Banprepa Kpyra BmuchiBaeTcsi B psAJ, PeaKIIMOHHBIX ITaM@JeToB
KOHIIAa 1910 — Hayajia 1920-X IT., HallpaBJeHHbIX IPOTUB HOBOU MY3bIKU
(«DyTypHCcTHUECKasa OIACHOCTh» U «HoBas acTeTrka My3bIKaJIbHOM UMIIO-
TeHIMU» XaHca [IdunHepa, MHOTOUNCIEHHBIE CTaThU MY3bIKAJIbHOTO KPHU-
thkKa «Neue Freie Presse» lOnuyca KopHrosbaa). bepr, KOTOpbIiii B Jiyxe
Kapna Kpayca 60oposics 3a UMCTOTY sI3bIKa, CUMTAJ CBOUM JIOJITOM BCTY-
nuThes 3a My3bIKy [IIéH6epra u ero 11kos1bl. OH IJIAaHUPOBAJI CTAThIO IPOTUB
Kpyra22, ogHako Tak u He Hamucasa ee — kosuieru u3d UE ybeqauim ero, 4ro
KHHTA HE CTOUT TOTO, UTOOBI TPATUTh HA HEee BpeMsI23.

ObpaTtumcs K KOHIenIuu KHUru Kpyra, B KOTOPOU HaXxo/IsIT CBOE OT-
pakeHUe AaKTyaJIbHblE B TO BpeMs HJeH HHepreTu3Ma — OHU CTAHOBATCA
IUIAIIAPMOM JIJISI O3KECTOUEHHOU KPUTUKU COBPEMEHHOTO UcKyccTBa. Kpyr
HCXOJIUT U3 TOTO, UTO MY3bIKa — aOCOJIIOTHOE UCKYCCTBO, JIUIIIEHHOE IIPE/I-
MeTHOCTU. « OHA MMeeT JIUIb caMy cebsi, CBOM COOCTBEHHbBIE CUJIBI U CPEJI-
CTBa, KOTOpble (OPMUPYIOT cebsi B criope U KOHQJIUKTE MO OTHOIIIEHUIO K
nesioMmy. OHa OflHA MeeT He TOJIbKO MeTO/Ibl, HO U 3aKOHBI, OHA OJHA CBO-

6OILH8. OT BCET'0 BHENIHETO, ITIOJTHOCTBIO CaMa I1I0 cebe 1 II0O3TOMY, BOGMOXKHO,

21 06 3TO cBUZETENbCTBYET (HaKT 0OHAPYKEHHOT'0 UM IJIaruara B aHTHUIIEHOEPTOBCKOM
craTbe JJb3bl buHeHeb/, KOTopas M03auMCTBOBAJIa HECKOJIBKO maccaxeit Kpyra 6e3
yKa3aHHA Ha UCTOYHUK, CM. [16].

22 B aHHOTHPOBAaHHBIN 0€PTOBCKUI SK3eMIUISP KHUTH, XpaHAmuiics B 6ubiroreke bepra
(Alban Berg Stiftung), By10KeHBI JINCTKH C IPEABAPUTETPHBIMY 3aTTUCSIMHU JIJIS CTAThU.
23 B yactHocTtH, Xepnka nucan bepry: «9To HaCTOJIBKO IJIynias NUCAHWHA, YTO MBI OKa-
»)KeM MHOTO YeCTH 3TOMY APYTY, ecid Boob11Ie OyzieM 3aHUMAaThCs er0 KHUTOU» [47].
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OsaropojiHeliliee U3 UCKyccTB» [25, 8]. My3bika «TpeOyeT IIaCTHYECKOM,
dbopMyroIel CUIBI KaK eIBa JIM YTO-TO HHOE, KaKk HUUTO nHoe. 1160 oHa 00-
JIaZlaeT CTPOKAN MU, ITPUCYIITUMHU JIUIIb el 0HOU (ureigenst) 3akoHaMu »
[25, 15].

B coBpeMeHHOI My3bIKaJIbHOM IIPOAYKIIMU €T0 HE Y OBJIETBOPSET B
IIEPBYIO OUepesb TO, UTO 3TO «HE My3bIKa, HO JIUTEpATypPa C My3bIKaJIbHBIM
COIIPOBOXK/IEHHEM » [25, 9], OHA MOJAYUHSIETCA HE My3bIKaJIbHBIM, HO JIUTE-
paTypHBIM 3aKOHaAM, IIOTOMY He ITOHATHA 6e3 padbsicHeHu. Kpyr 6e30roBo-
POYHO IIPU3HAET JIMIIb ABYX KOMIIO3UTOPOB B HCTOPHUH MY3bIKH: 3TO bax,
koToporo Kpyr cuutaetr pojoHauaIbHUKOM MY3bIKQJIBHON TPAAUIIUU B Ile-
jioM («OH ObLT My3bIKaJIbHEE BCEX, BEITMUAUIIINU MY3bIKaHT, KOO IEJTMKOM
U TOJIHOCTBIO OCTJICA B MYy3bIKe» [25, 17]), u BpykHep, KOTOpbBII MOYTH
eZIMHCTBEHHBIHN U3 Beex ciaenyer eii. Ecoin « beTxoBeH yesioBeuHblil, BpykHEp
OoskecTBEHHBIN» [25, 118]. OcTasibHBbIE KOMIIO3UTOPHI, 32 UCKIIOUEHHEM,
noxkayiayu, Baruepa, o «Ilapcudase» KOTOPOro OH OT3bIBAETCA HCKJIIOUU-
TEJIbHO BBICOKO, HE COOTBETCTBYIOT TOM BBICOKOU IJIAHKE MCTUHHON MY3bI-
KaJIbHOCTHU, 33/IaHHOU 3TUMH TeHUAMU. beTX0OBeH MPOU3BOAUT «BII€YaTJe-
HHUEe MacTepckoii», YalKOBCKUU — «BIIeUaTieHue cajoHa» [25, 27]. [le-
O10ccH TOXKe He MYy3bIKaHT, OH CO3/1aTellb « He3KHO-TIECTPBIX KCHIOTPadui»
[25, 24]. OTTOp:KeHUE BBI3BIBAET M THUIIEPTPOPHUPOBAHHAS SMOIMOHAIb-
HOCTbB, IMPHUCYIIas My3bIKe II03/THETO0 poMaHTH3Ma. «VICKycCTBO — 3TO He
MIpUOEKUIIE JJIs1 U3JTUAHUN O0JIbHOU aymru. Mysbika obJiafiaeT cBoer cob-
CTBEHHOU, YMCTOU *KU3HbIO, HE3aBUCUMO OT JKeJIJaHUH My3bIKaHTa» [ 25, 25].
C ocoboii peskocThio Kpyr HanasiaeT Ha Manepa u III€éubepra, yto bepr He
MOKET eMy MPOCTUTh. BMecTe ¢ TeM, HEKOTOPbIE MO0 KeHUsd KHUuru Kpyra,
B IIEPBYIO OUepeb YTBEPKAEHUA aBTOPA O Xy0?KECTBEHHOU aBTOHOMUHU MY-
3bIKH, HE HYK/IaIOIIEelcsl B OITIOpe Ha METO/IbI MHBIX HCKYCCTB, HAXOISIT 07100-

peHue y bepra (Ha moJisiX OH IUIIIET: «BEPHO», «XOPOIIIO»).
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Wtak, bepr He u3y4yas cCOBpeMeHHYIO TEOPUIO My3bIKHU CHENNAJIBHO U
CKOpee Bcero He ObLI 3HAKOM C KJII0OUEBBIMU TPYZAaMU IIPUBEPIKEHIEB YHEP-
reTU3Ma, XOTS U MOT UMeTh O HUX HEKOTOPOe MpeJCTaBJIeHNUE, B TOM YHUCIIE
1 OJraroziapsi YTEHUIO MHOU JIUTEPATYPhl O My3bIKe, CPEIN KOTOPOU ObLIa U
nosieMuyeckas. /lokazaTesabCcTBa YCBOEHUS H/leN SHEPTeTU3Ma Mbl HAXO/IUM
B caMoi 6eproBckoii My3bike. OO0 5TOM JIydllle BCEro CyAUTh Ha OCHOBAaHUU
YepHOBBIX PyKONHUCEeN COUMHEHMNU, HAIIUCAaHHBIX nocse «Boiieka», T. e. B
nepuop ¢ 1923 roaa. Tam cpopmupoBasiack ocobass MaHepa rpaduueckoin
dbukcanuu ugen cournHeHus 6e3 UCIO0JIb30BaHM S HOTHBIX 3HAKOB.

[Togo6Ho ToMy, Kak IlleHKep cUUTAT BaXKHEUIIUM JIJIs1 IOHUMaHUSA
3aKOHOB COUMHEHUs CPEIHUM, HO He IepeJHUN IJIaH, TPUHIUILI MY3bl-
KaJIbHOTO MblILIeHUs bepra sicHee Bcero MpOosIBIAAIOTCA HAa HAUATbHBIX 3Ta-
IaxX KOMIO3UIINHU, IIPEJIIEeCTBYIOIINX paboTe HAJ, 3aIUChI0 TeKCTa. 371ech
HMeeT MECTO «3HEPTUHHO-CTPYKTYPHBIN Ayaiu3m» (BbipaxkeHue T. [lape-
rpazckoii). C ogHOM CTOPOHBI, bepr counHsAeT coryiacHO HaMe4eHHOMY M3-
HAYaJIbHO IJIaHY, OCHOBAHHOMY Ha TaKTOBBIX MPOTOPIUAX OYYIIIETO COUH-
HEHUs, OmIpeJlesiAeEMbIX COOTHOIIIEHUEM BpeMeHHBIX OTpe3koB. C zpyrou,
dopmupyer ero apamMaTypruyueckuili Npodusb, CO3/1aBaeMbIl UepeIoun
HapacTaHUU U CIaJIOB.

Kak u3BecTHO, K1r0ueBbIM /171 Teopuu llleHkepa sABjsgeTCsa NOHATHE
Ursatz, mogpasymeBatoiiiee co3/laHe COUMHEHUS U3 MEPBOCTPYKTYPhI-3M-
opuoHa. OTMeTHM, UTO Hallle BUIEHUE 3TOTO MOHATHUS celiyac HOCUT OTIIe-
YaToK Tocjieaymwolnero pa3sutusa uaen lllenkepa — cTpykTypaau3Mma, reHe-
PAaTUBHOU TEOPUU MY3BIKU, HCCJIENOBaBIIeN MOPOXKJeHHe TekcTa. Cam
[ITenkep He TbITAJICA TPOCIEIUTH MPOIECC CO3/IaHUA COUMHEHUS, XOT He
pa3 TOBOPUJI 00 3TOM.

B 6GeproBcKuX YEPHOBBIX PYKOMHUCAX MOKHO OOHApYy:KUTh aHAJIOT

IIEPBOCTPYKTYPHI, UMeloIel, B oTsinune oT llleHkepa, He TMHeapHO-rapMo-
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HUYECKYI0, HO CKOpee JIMHeapHO-AUHAMHYECKyI0 IpUpoay (o ompezesie-
Huio KypTta, «TOHBI ABJISAIOTCS, COOCTBEHHO, JIMIIb 0AJ17IACTOM JIMHUH» [ ITHT.
0: 3, 25]. ATO KOMIIO3UIIMOHHASA MOJIeJIb, KOTOpas B IPOIleCCe CTAHOBJIE-
HHUs He Pa3BePTHIBAETCs JIMHEHHO, HO CKOpPEe PaCIPOCTPAHSIETCA BO BCEX
HaIlpaBJIEHUSX, PacTeT KaK JIepeBo, obpacras AeTanisiMu4. B ee ocHOBe ue-
peoBaHue, IMyIbCallis PA3HOMACIITAOHbBIX HAIIPSIPKEHUH 1 CIIaI0B, 00pasy-
IOIIUX IPaMaTypPruuecKui Ipoduib, CBOET0 PO/ia SHEPreTUYECKUN CKeJIeT.
Hamomnio, uto Illedke moguepkuBas nepeocMbICAeHIE TPAAUIMOHHOH Ka-
TETOPUU TPOMKOCTH, KOTOPasi CTAHOBUTCS CMBICJIOBBIM BBIPAKEHHEM BHYT-
PEHHHUX AUHAMHYECKHX COOBITHH. /I ¢HUKcauy MOJOOHBIX IIPOILIECCOB
IIPH OTCYTCTBUU COOCTBEHHO HOTHOTO TeKcTa bepr ucIosb3yeT Kak CTPeJIKU
u rpaduueckre 3Haku «crescendo» u «diminuendo» (BUI0YKH), TAK ¥ 000-
3HaueHusa auHamuku («forte», «piano»). OauH u3 HanboJiee IMOKa3aTe b-
HBIX IIPUMEPOB JIMHEAPHO-AUHAMUUECKOH IIEPBOCTPYKTYPhl OOHAPYKHBA-
eTCs B pAaHHUX DCKU3aX KUHOMY3bIKU U3 «JIysry», I/ie ApyT MoJ1 APYTOM pas-
MeIIeHbI UEThIPE ITOCIEA0BATEILHO pa3pab0TaHHbIX BApUAHTA ApaMaTyprii-
YeCcKOro mpoduis, JOTOJTHEHHBIX CKYIIBIMU peMapkamu (PucyHku 2 a, 0, B;

CM. Takke [1, 72—74]).

Pucymox 2 a. Ansban Bepr. dckus Kunomyssiku us oneps! «JIymy». ONB MS F
21 Berg 80.8.2v. Pykomnuch
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Pucynox 2 6. Anbban bepr. Ockusz Kunomyssiku u3 onepsl «JIymy». Pacmmd-
POBKa Ha HEMEITKOM

Bei der Verhaftung (dazu Tri[ller]) alles piano u. eigentlich Beginn
des Perpetuums —————___ Mitte p=enthaftet (befreit)

Vgl andere Losung:

<Schlagwerk> Mitte Qd. Schlagwerk

m.d.

pp <P —pp

Vorhang
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Pucynox 2 8. Anvban Bepr. Ocku3 KnHomysbiku u3 onepsl «JIymy»: pacurudg-
POBKa Ha PyCCKOM

ITpu apecte (Tpenp) Bce piano U COOCTBEHHO HA9alo

HepreTyyM ———_ cCepeauHa p=0cBOOOKIeHA

Cp. Opyroe pemieHue:
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B kauecTBe IEPBOCPYKTYPHI MOXKHO paccMaTpHUBaTh U OOIIUH ILIaH,
OCHOBAHHBIA Ha TAKTOBBIX IIPOMOPIHAX OyAyIIero couynmHeHUsA (Hepemako
CTPYKTypHAasA U DSHEPTrUiHAss MOJEJIH B HEM COBMEIIAIOTCHA, KaK B ILJIaHE
Anaxxno KamepHoro KoHIlepTa, cM. PucyHku 3 a, 6 [Takke 1, 123]). Cummer-
PHs ¥ TPOIIOPIIOHAIFHOCTD PA3/IEJIOB HE JIOCTUTAETCS HHTYUTHBHO, HO Iie-
JIEHAIIPABJIEHHO CO3/Ia€TCs U IMPOCUYUTHIBAETCA: Bepr COUHMHAET, 3aMO0THIS
TaKTOBYIO CETKY, JTUOO IMOJITOHSST KOJIMYECTBO TAKTOB, /ieJiasd HeOOXOIMMbIe
BCTaBKH.

Pucynox 3 a. Anp6an Bepr. Jlucnosunusa Adagio KamepHoro kornepra. ONB MS
F 21 Berg 74/V f.15. Pykonuch

e Zéo

Pucynox 3 6. Anpban Bepr. Jucnosunus Adagio Kamepaoro kornepra. ONB MS
F 21 Berg 74/V f.15. PacimudpoBka
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WTak, OTCyTCTBHE HENOCPE/ICTBEHHBIX JI0OKA3aTeJIbCTB 3HAKOMCTBA
Bepra c Teopuell sHepreTu3Ma He JIOJDKHO BBOJUTH HAac B 3a0JIy:KieHmUeE.
I'epMeTH3M HOBOU BEHCKOU IIIKOJIbI, CIIOTUBIIENCA BOKPYT purypsl IIeH-
bepra, ero TEOPETUUYECKON MBICIA M KOMIIO3UTOPCKOTO TBOPUYECTBA, HECO-
MHEHHO HaKJIaJ[bIBAJI OTIIEUaTOK U Ha MUPOBO33peHue ee wieHOB. Ho 3To He
MOTJIO TPEMNATCTBOBATh BOCIPUATHUIO aKTyaJbHBIX B IIOCJIEBOEHHOE BpPEMSI
UJiel, KOTOPbIE CTAJIN BRIPA3UTEIIMU IIPECTIOBYTOTO «/IyXa AIIOXU». JHEPTe-
TU3M KaK apXeTHIl MY3bIKaJbHOTO MbIIJIEHUSA B TOW WM WHOU CTEIleHU
IIPOSIBII ce0s1 BO Beex 00JIACTSAX, CBA3AHHBIX C MY3bIKON — 5CTETHKE, TEOPUH,
KOMIO3UIIUH.

B cBeTe mpuBeIEHHBIX paccy:KJeHUU 00 3HepreTu3Me IO-HOBOMY
3BYYUT U peIuInKa u3 u3dpectHoro OTkpwITOro nichbMma bepra o KamepHom
KoHIIepTe (1925), I7le OH ¢ UPOHUEN 3aMeuaeT O CBOEN «POMaHTUYECKO!»
CKJIOHHOCTH K IIPOTPAMMHOUM My3bIKe, KOTOpas IMPUBEJIET B HETOJIOBAHUE
BCEX ATUX «JINHEAPUCTOB» U «(PU3UOJIOTOB», K KOHTPAITYHKTHUCTOB» U «(POp-
MAaJIUCTOB», €CJIU UM He COOOIIUTh, YTO U OHM 3JIECh HAUAYT YeM IOKHU-
BUTHCA (cM. [14, 27—28]). UTo 3TO, Kak He pedeKcHs Mo MOBOAY SHEpre-
TU3Ma U €T0 BO3/IeUCTBUS Ha COOCTBEHHOE TBOpUuecTBO? bepr kak Oy/iTo Be-
JIeT CKPBITYIO IIOJIEMUKY C HUM, 32 KOTOPOH MeK/Iy TeM CTOUT YCBOEHHE MHO-
TUX ero MoJioxKeHuul. VI3yyeHue B TaKkOM pakypce TBopuectBa bepra — 3a-

7laya OyayIIux uccjieJ0BaHUH.
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My3svikarbHoe maopuecmaeo pyoedxca XX—XXI cmoaemuii

¢~ @2 —>

Tamvana BaadumuposHa Llape2padckas

«PYCCKUI CJIE/I» B TBOPYECTBE
XAPPHCOHA BEPTYHCJIA

Cap Xappucon béprtyuca (p.1934) — OAWH U3 CAaMbIX UMEHUTHIX U

KPYIHBIX KOMIIO3UTOPOB BesmmkoOputannu pydexka XX—XXI BekoB. Ero mpo-
U3BeJleHUs, KaK WHCTPYMEeHTA/IbHbIe, TAK U ONEePHbIE, UCIOJHAIOTCA HAa BCeX
KOHTHHEHTAaX, 3aBOeBaJIU NMPU3HAHUE KPUTUKU U MyOaukul. B Hateil ctpane
OH U3BECTEH MaJIo (Kak, BIIpOUEM, 1 MHOTHE IPYTHe COBpEMEHHbIE 3amaJiHbIe
KOMIIO3UTOPBI), XOTS €ro MPOU3BeAeHUsA MEPUOJUUECKHA 3ByYail Ha OTeue-
CTBEHHOU clieHe (Tak, B. KOpoBckuil uCIoMHAI B paMKax dectuBais «Jpyroe
MIPOCTPAHCTBO» 2014 rojaa nbecy bépryunciaa «Carmen Arcadia Mecanicae Per-
petuum»2).

TBopuecTBO Xappucona bépTyurcia MHOTUM 00513aHO PYCCKOMY HCKYC-
CTBY, B YaCTHOCTHU, BO37ieicTBUIO My3bIku 11.®. CtpaBunckoro. Hanbosee sipko

9TO MPOABUJIOCH B oriepe «ITanu u JI>Ky/ir», HaMCaHHOM 110 MOTHBAM aHTJIHI-

1 BoT, HampuMep, XapaKTepUCTHUKA, KOTOPYIO JasI My3blike BEpTyncia oquH u3 Iydmmnx opu-
TaHCKUX KpUTUKOB Tom CepBuc: «IlepBOpOAHBIN IMHAMU3M JIBIKET My3bIKOoM BépTyncia;
€My MPHUCYIEe YyBCTBO BHUTAJIBHOU IPUPOAHOU ITyJIbCAIlUH, ITPOCTAUBAIOIEe BCIO HAITy
JKU3HB, ObIOIIeecs B HeJipaxX MPUPOJHOTO MUPA; B 3TOM €CTh HEUTO HEHCTOBOE, HO U OJTHO-
BPEMEHHO JINPUYECKOE; IT0JTHOE SHEPTHUH, HO U MeJIAaHXOJIMH; HO BCET/ia UIIyIlee, Heyaep-
JKHMOE, 3a/ieBaloliee yIry» [6]

2 «MexaHu4UecKasi HEIPEPbIBHASA ITIECHb APKaJIMK» JJIs1 KAMEPHOTO aHCAMOJIsI T OPKeCcTpa
(1977—78), counnenune, HanucaHHoe 1Mo KapTtuHe [1. Kiee « Yupukatomias MammuHa».
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CKOT0 IUIOLIAJTHOTO TeaTpa, HEeNmOCPeACTBEHHO MHoAXBaTUBIIENd HUTH «lleT-
pymku». CaM KOMIIO3UTOP He pa3 BbICKa3bIBAJICS HA TEMY TOTO, KaK BaKeH ObLIT
JIJ1s1 HETO OTIBIT U3YUEeHHUs U PAHHUX 0aJIeTOB, U HEOKJIACCUUECKUX ITPOU3BE/IE-
HUM, ocobeHHO «CuMmdoHU A AyxoBbix». CuMBOJMYHO, uTO bépTrymci
Hamucaa Ha cMepTh CTPaBUHCKOTO B 1972 ToAy KpacuBylo Ibecy « Tombeau»
(Hagrpobue), TeM caMbIM KakK ObI OTO3BAaBIINCh HA aHAJOTUYHBIN IOCTYIIOK
CTpaBUHCKOTO, CO3/IaBIIET0 B 19190—20 rogax «CuM@oHHU IyXOBBIX» Ha
cmepTh Jlebroccu.

Ho 6b11 1 ApPyrol pyccKuMl ciiefl, Takke UMeBIIUHN 17151 bépTyncna na-
JIEKO UAyIIHE TIOCTIeCTBUA U OTHOCUTEIBHO MAJIOM3BECTHBIN B NCKYCCTBOBE/I-
YeCKUX Kpyrax. Peub ujleT 0 ero cCOTpyJHHYECTBE ¢ OPUTAHCKUM WHIKEHEPOM
pycckoro npoucxoxzaeHusa Ilutepom 3uHOBbeBbIM. VICTOPHUIO 3TUX B3aMOOT-
HOIIIeHUH MBI ObI XOTEJIN OCBETUT.

[Tutep 3UHOBBEB — KTO OH? HaMeTM HEKOTOpPHBIE BeXU ero buorpadumn:
[Tutep, oH ke IleTp JIbBOBUY 3uHOBBEB — CbIH JIbBa 3uHOBBEBA U Codbu 3u-
HOBBEBOMU, ypokaeHHOU KHsKHBI Codbu Jlosropykoi. Ob6a poauTesis IIpouc-
XOJTUJIY U3 TBOPSHCKUX poccuiickux cemeit (PucyHoxk 1), 6exkaBmiux B Besnko-
O6puTaHUIO MocJie peBoJTonuu. Ero fie/1 1o oTioBcKou JuHuu — JleB AjiekcaH-
npoBuY 3UHOBBEB (1880—1958) — KPYIIHBIN MPOMBIIIIJIEHHUK U 3€MJIeBJIajie-
Jiell, meTeproCcKuil ye3aHbIN MPEaBOAUTENb TBOPSHCTBA, JIEMCTBUTETLHBIN
CTaTCKUU COBETHUK, wieH IV I'ocyaapcTtBeHHoM Aymbl ot CaHKT-IleTepOypr-
ckoll ry0epHUH, 4ieH I'ocynapcrBenHoro Copera. B iHU mepeBopoTa 3UHOBHEB
cyMmeJ1 J0OUThCs OCBOOOXKIEHUST MeJicecTep, pabOTaBIINX B TrOCIHUTae 3UM-
HETO JIBOPIIA; OH HE MPUHSJI BJIACTh OOJIBIIIEBUKOB U YBE3 CEMbBIO B DCTOHHIO, a
B HayaJsie 1920 rojia SMUTrpupoBaj BMecte ¢ xkeHor Osbroit [lerpoBHoii (1883 —
1972), bpeiyimHON UMIlepaTpUIlbl Asiekcauapbl PeOpOBHEI, U JIETHMU B AH-

TJINIO.
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Pucynox 1. Tom cembu 3UHOBBEBBIX HA DOHTAHKeE OBLT IIOCTPOEH 110 IMPOEKTY aBTOpa
3uMmHero Bop1ua baprosiomeo Pacrpenin

Ero crapmuii ceia Jles JIbBoBuY 3uHOBBEB (Leo Zinovieff, 19005—1951),
otel [leTpa 3uHOBBEBA, MOJIYUNJT HHKEHEPHOE 00pa30oBaHue, a B ro/ibl Bropoi
MHPOBOUN BOWHBI JOCIYKWJICA /10 3BaHUA Maiiopa B Kopmyce kopoJieBCKOU
MOPCKOH TEXOTHI.

Babymka [Terpa 3uHOBbEBa IO MaTepPUHCKOMN JUHUU — KHATUHA Codbs
AnekceeBHa Jlosropykas (B geBuuectBe — rpaduasa boOpuHCcKasa, BO BTOpOM
Opake — cBeTJielas KHATHHA BosikoHckast, 1887—1949) B JIeTCTBe Urpasa C
netbMu Hukosas 11, mpu IBOpe KOTOPOTO CIIY>KUJIU €€ poACTBeHHUKU. I'pad-
ckuii pox bobpuHckux Hadasicsa oT Anekces I'puropreBrua bobpruHCKoro, BHe-
O6pauHoro ceiHa umiepatpuinsl Exatepuns! II u ee dasopura I'puropus Op-
soBa. Codbsa AnekceeBHa B mepuo/, baskaHCcKUX BOMH 1912—1913 roi0B J100-
POBOJIBIIEM paboTajsia BpAauOM-XUPYProM B TOCIHUTAJIAX cepbckoit apmuu. 3a

paboTy B XOJIEpHOM Jiarepe Ha cepOcKo-OoirapckoM (poHTE MOTydmsia
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Harpaay u3 pyk kopouis [lerpa I (KapareoprueBuua). Codbsi 6p1a OTHOU U3
MePBBIX B Poccuu »KeHITUH-aBTOMOOUIUCTOK M aBUATPHUCC, COCTOs/IAa YIEHOM
NwmnepaTtopckoro Poccuiickoro ABTomobuiabHOTo O6I1iectBa [9].

[Tutep 3MHOBBEB yUMJICA CHAUAsIA B IPUBUJIETUPOBAHHBIX AHTJIMUCKUX
mkoaax (Guildford Grammar School, Gordonstownschool), 3atem B Oxkc-
dopze. Yke ero yHUBEPCUTETCKUH ITyTh MPUBJIEKAET BHUMaHUEe CBOEU HEOP/IU-
HApPHOCTHIO: HauaB 3aHUMAThLCA HAa MEIUIIMHCKOM (aKyJIbTeTe, OH 3aBEPIII
ero B 1958 roty 3a1TUTON JOKTOPCKOU JIccePTAIIUM Ha (haKyJIbTETE T€OJOTUH.

Ho Hacrosiel crpacTbio 3SMHOBBhEBA CTaIa My3bIKa, XOTS CUCTeMaTHye-
cKoro oOpa3oBaHUs OH TaK U He IOJIyYWI. YPOKH eMy ITOHavaly JlaBaja Oa-
OyIIIKa 110 OTILY, a K KOHITy O0y4YeHUs B IIIKOJI€ OH ITPOSIBUJI IIEPBbIE MPU3HAKU
WHTepeca K paZiInodJIEKTPOHUKE, U 5TO PA3BEPHYJIO €T0 B CTOPOHY 9KCNepuUMeH-
manvHoil my3viku. B Oxedopze oH opraHu30Bal MaJeHbKYIO TPYIITY U ITpO/ie-
JIBIBAJI OTIBITHI C TIOPTATUBHBIM JIEHTOBBIM MarHuTO(poHOM (tape recorder). Ta-
KHUM 00pa3oM, ero nosipjieHrue Ha OPUTAHCKOU MY3bIKQJIbHOU ClleHEe 3HaAMEHY-
eTcs IepBBIMU U BeChMa CYIIeCTBEHHBIMU MOIBITKAMHU OCBOUTH HOBBIU 3BYKO-
BOU MUDP — MUP 5JIEKTPOHHOU My3bIKU. V1 ecii B KOHIe 50-X OH ellle KaK-TO
MIBITAJICSA COBMeEIATh 0(UIUAILHBIN MOCT C yBJIEKATEIbHBIM X000U, paboTas B
MHUHHCTEPCTBE aBUAIIMHU U TIOIYTHO paboTas B cBOOOHOE BPEMsI CO 3ByKOBOC-
MIPOU3BOJISIIEN U 3ByKO3aMMHUCHIBAIOIIEN TEXHUKOM, TO B 1960 ro/ly OH OKOHYa-
TEJIbHO YIIEeJI ¢ TOCY/IapCTBEHHOMN CIIy>KObI U 3aHSJICA OpraHU3alled CBOeu

YACTHOU CTY/INU 3JIEKTPOHHON My3bIKU (PUCYHOK 2).
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Pucynox 2. ITutep 3UHOBBEB B CTYAUH BJIEKTPOHHOUN MY3bIKU

AsekTpoHHas (OHA Ke JIEKTPOAKYCTUUECKasi) My3bIKa B 3TOT IEPHUO/I
CTPEMHUTEIPHO BBIZIBUTAETCSA Ha IepeIHUN IUIaH. B KoHIE 40-x Bo OpaHIuu
CBOIO JleATenbHOCTh HaunHaeT 1Ibep leddep B cTyauu OpaHIly3CcKOro pasinuo
u TB, 4T0, KaK U3BECTHO, IPUBEJIO K MOSBJIEHUI0 KOHKPEMHOU MYy3biku. B 1951
romry B KenpHe Obl1a OCHOBaHA CTyAus 3alaJHO-HEMEIKOTO Paavo
(Westdeutsche Rundfunk). Ee co3garensimu 6p1tu Beprep Metiep-duiuiep u
I'epbepT AiiMepT, a 3aTeEM C HEIO YCIIENTHO COTPY/IHUYAJ BhIZIAIONIUHCS KOMIIO-
sutop Kapsxaitun IlITokxay3eH, cO3/IaBIINU CBOIO BEPCUIO 3JIEKTPOHHOU MY-
3bIKU. B 50—60 rozp1 XX BeKa CTYUH BOSHUKAIOT U B IPYTUX reorpaduuecKux
toukax: B Muiane (ctynus di Fonologia musicale mox pykoBoacreom b. Ma-

nepubl u JI. bepuo), B Anonuu (ryie pabotaiu B pazHoe Bpems fA. Kcenakuc u
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K. llITokxayseHn), B CeBepHoii Amepuke (ctyanu Kosymbuiickoro, MytmHOMC-
ckoro u [IpuHCTOHCKOTO YHUBepCcUTETOB). KaXkmas Takas cTyus JielicTBoBasia
B CBOEM COOCTBEHHOM HAaITpaBJIEHUH, pa3pabaTbhIBajia CBOIO cTpareruio. Kon-
TAKThI OCYIIIECTBJISJINCH IIPU TOMOIIIY KOMIIO3UTOPOB-BU3UTEPOB, TPUBHOCHUB-
IITUX CBOU OMBIT B JIeSITEJILHOCTD CTyAUH. Tak, MprexaBIIui M0 MPUIJIallleHUI0
sanoHckoro paauo llITokxay3eH, TOMUMO BCETO IPOYETO, OKYHYJICSA B ATTOHCKYIO
KYJIBTYPY, U 3TO CTaJI0 CTaPTOBOM TOYKOU I PsAAa 3JIEKTPOHHBIX KOMITIO3U-
Ui, B TOM YHCJIE U3BECTHOU ITbechl «TejleMy3bIka». 3aMeTHM, YTO ITOHAYATY
My3bIKaJIbHasl 3JIEKTPOHUKA — 5TO MPeporaThBa UCKJIIYUTESbHO aBaHTap/l-
HBIX KOMIIO3UTOPOB: BCE OHM, KaK IEPBOIPOXO/IIbI, CKOpee 3KCIIepUMEeHTHU-
PYIOT, YeM COUMHSAIOT, YTO HENOCPE/ICTBEHHO CKa3bIBAeTCsl HA MY3bIKAJIbHOM
MPOJIYKTE. ATOT IPOAYKT OUEHb 330TepPUU€EH, U JI0 CUX IIOP He BIIOJIHE ACHO, Ka-
KOBA K€ €ro Xy/105KeCTBEHHAs IIEHHOCT.

Kak BnmchIBaeTcs B 3TOT IIOTOK SKCIIEPUMEHTOB XappucoH beprtyuci?
OH, o cj10BaM HccJIefloBaTes e, CBOU UHTePeC K 3JIEKTPOHHOU My3bIKe cop-
MuposBas B nepuoy, moe3znku B CIIIA 1966—67 rofoB, IOJyYUB ACIIAPAHTCKYIO
crunenauio Harkness fellowship [5, 71]. IlepBblii ero BU3UT COCTOsIICS B
[IpuHCTOHCKUM YHUBEPCUTET, T7ie beépTyuci Berperm Muitona ba66utra, ns-
BECTHOT'O CBOEM BeCchbMa HENPOCTOM, MaTeMaTUYeCK OPUEeHTUPOBAHHOUN aHa-
JINTHYECKO MeTozou (set theory). 9to, o/1HAKO Ke, HE 3aUHTEpeCcOBAIO BEp-
TYHUCJIa, & BOT COUMHEeHUs B200UTTa ¢ yyacTrHeM 3JIEKTPOHUKU3 MPOU3BEIN Ha
HEero CWibHOe BIleuaTsieHue. Brociencrsuu bepryuci nocetus takxke Mim-
HONCKHUU YHUBEPCUTET, U3BECTHBIN 3KcliepuMeHTaMu OtTo JItoHuHra u Bia-

numMupa YcadeBckoro. HeoObI4HOE 3ByuaHue 3JIeKTPOHUKH €My ITOHPaBUJIOCH,

3 K aToMy MOMeHTY ObLIM HamHcaHbl Ibechl ba0ouTTa «KOMITO3UIUs [JI CHHTE3aTopa»
(«Composition for Synthesizer», 1961), «AHcambsu jy1s1 cuHTe3aTopa» («Ensembles for
Synthesizer», 1964), «Bunenue u mosutBa» («Vision and Prayer», 1961) u «®umomesna»
(«Philomel», 1964) ¢ ucnosib30BaHNEM 3JIEKTPOHUKH.

105



My3svikarbHoe maopuecmaeo pyoedxca XX—XXI cmoaemuii

U OH c/ieJiajl CBOU NepBble pOOKUeE 1Iary B IPUMEHEHNU TEXHUYECKUX CPEJICTB,
HCII0JIb30BaB MeradoH B counHeHuu «MoHozpaMma» (1967). AMIuTndUKamus
(ycuyieHme) MHCTPYMEHTOB TakK:ke ObLia IMpuMeHeHa B mbece «Homoc» st
dbedThl, KJIapHETa, paroTa, BaJITOPHBI 1 opKecTpa (1968). K MoMeHTy Bo3Bpa-
nmeHus B Beaukobputanuio BEpTyurci yxke nMesl HEKOTOPBIN OMBIT IPUMeEHe-
HU 3JIEKTPOHHBIX YCTPONCTB U UHCTpyMeHTOB. Ho B bputanuu, 3a uckiitoue-
HueM ctyauu BBC, 5/IeKTpOHHBIX CTY/IMU MPaKTUdecKu He O6bL10. M1 BOT B 3TOM
TOUKe IepeceKaroTces myTu XappucoHa bépryucaa u [lutepa 3uHOBBEBA.

B 1966—67 rogax 3uHOBbEB, BMecTe ¢ Jlenneii JlepOuIup, aHIJIUHACKON
HcCJIe0BATEIbHUIIEH U KOMIIO3UTOPOM 3JIEKTPOHHOU MY3bIKH, U bpaiiaHom
X0/1:KCTOHOM, T€JIEBU3UOHHBIM KOMIIO3UTOPOM U TEXHMKOM, OCHOBAJI OpTaHU-
3aruio o HazBauueM «Unit Delta Plus», koTopas Obl1a Ipu3BaHa co34aBaTh
U IpOIMaraHAUpOBaTh 3JIEKTPOHHYI0 MY3bIKy. CBOe JIMUHOE COCTOSTHUE OH
HaIIpaBWJI HA CO3/JaHHE€ OTPOMHOM aHAJIOTOBOM CTYIUH, KOTOPAs 3aHsjIa HeMa-
JIYIO YacTh ero Aoma B paiioHe Putney Ha tore Jlongona. Korpa ato 3ansarue
CTaJI0O HEMOCWJILHBIM JIJIsl OJTHOTO YeJioBeKa, 3UHOBbEB IIPUIJIACKUJ HA PaboTy
nmxxeHnepa /[siiBa Kokkepesta (Dave Cockerell) m mporpammucra Ilutepa
I'ponno (Peter Grogno), KOTOpble MOMOTJIN B CO3/TAaHUN OOIIUPHOU 3JIEKTPOH-
HOU CHCTEMBI, OCHOBAHHOU Ha 0a3e MUKpPOKOMIIbIOTEpOB Mapku DEC PDPS.
Cucrema MorJia yrpasJsaTh aHAJIOTOBBIMU (TO €CTh YIIPaBJIseMbIMU HaIpsiKe-
HHUEM BJIEKTPUUECTBA) MOJIY/ISIMH MEPBBIX CUHTE3aTOPOB 3NHOBheBa. Eif mau
nMma «MUSYS». OHa o4yeHb ITOXO/IMJIa HA COBPEMEHHBIE KOMITbIOTEDHBIE CTY-
MU — yIpasyieHue o00py/IOBAaHUEM U MHCTPYMEHTAMHU OCYIIECTBJIAIOCH TTPU
nomoinu crauzaptHoi QWERTY-kiaBuaTypsl ¥ UyBCTBUTEIHLHON K KAaCAHUIO
KJIaBUATyphl ¢popTenuaHHoro Tumna. Eciu yuecTh, UTO 3HAMEHUTBIN UHIKEHED
Bbo6 Myt (Bob Moog), co3aaTesib CaMOT0 U3BECTHOTO MYy3bIKAJIbHOTO CTHTE3A-

TOpPAa, B T€ IroJbl TOJIbBKO HAYKMHAJI UCCJI€JOBAHUA B obJstacTu KOHTPOJIUPYEMOTIO
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HaIps>KEHUs, CTAHOBUTCS SICHBIM, UTO TEXHUUYECKHE HJied 3UHOBbeBa OBLIN
TIOUCTHHE HEBEPOATHBI. Be/ib B Te BpeMeHa abcoII0THOE OOJIBIITUHCTBO YeJI0-
BedyecTBa HEKOe IT0700Me KOMITBIOTEPOB BHEJIO TOJIBKO B (haHTACTHUECKHX
durpMmax u cepuanax tuna «Star Trek»4. 3a gBaanaTh JIeT /10 OSABIEHUS IIE€P-
BBIX JIOCTYITHBIX II0 IleHe KOMIObIOTEPOB 3UHOBBEB Y KE MOT € IIOMOIIbIO CBOEU
cucreMbl «MUSYS» COXpaHATh U BOCIPOU3BOJUTH IleJible KOMIIO3UIIAHU, a
Takyke KOHTPOJIMPOBATh ITapaMeTpbl 3ByKa. Ero mporpamMMmHoe obecrieueHue
Jlaske OBLJIO CIOCOOHO TMEPEBOAUTH T'OTOBYI0 MY3bIKY B HOBBIE 3BYKH U 3(-
dexTol. B 1968 rosy 3unoBbeB u J[31iB Kokkepest pazpaboTain KOHTPOJIUPY-
€MbI KOMITBIOTEPOM CHEKTPAJIbHBIN CHUHTe3aTOp. K mx KoMaH/e Ipucoeiu-
Huics kommio3uTtop Tpucrpam Kapu (Tristram Cary), KOTOpbIH co37aBaJl 3JIeK-
TPOHHYI0 My3bIKY A1 TB [1].

['71e-To B 3TO BpeMs cocTossIach BCTpeda 3UHOBbeBa U beépTynciia, HO HU
31HOBBEB, HU BEPTyHCII HE MOIJIH, MO CJIOBAM MHTEPBBIOEPOB, TOYHO BCIIOM-
HUTb, KOT/Ia 3TO MPOU3OIILI0. BrieuaTieHre, KOTOpOe OHU IPOU3BEH JPYT Ha
Zipyra, ObLIIO CUJIBHBIM. M 0UueHb CKOPpO 3UHOBBEB CTaJl HE3aMEHUM /111 BEpTy-
HCJ1a, BO-TIEPBBIX, KaK MIOMOIIHUK B pa3paboTKe 3JIEKTPOHHBIX MY3bIKaJIbHbBIX
3¢dHEKTOB, BO-BTOPHIX — U 3TO YJIUBUTEIBHO — TEKCTOB U JIUOPETTO /IJIs PA3HBIX
MY3bIKaJIbHBIX Tbec. BEpTyucs npusHaBasics: «f BOCIIpuHUMAJ ero KaKk BU3H-
oHepa» [5, 67], 9TO IOJ>KHO HAM 1aTh MMOHATH, YTO 3UHOBLEB, BUUMO, IIPSIMO-
Taky (POHTAHUPOBaAI ueaAMU. OTHOIIeHNE K SUHOBbEBY OCHOBBIBAJIOCH TAKKE
Ha OOJIBITIOM CXOZICTBE MHTEPECOB: 00a ObLIN yBJIEUEeHbI UesIMU MAIlIMH U Me-
xaHU3MOB. Ho, moMuMo 3TOro, 060uM OBLIO CBOMCTBEHHO YBJIeUEHHE MOJEP-

HUCTCKOU JIUTEPATYPOH, U 3TO UMEJIO CBOU IIOCJIE/ICTBUS.

4 Star Trek («3Be3gHBIN ITyTh») — MHOTOYACTHBIN KYJIBTOBBIN CEpPHAJl, YpE3BBIYANHO MOILY-
JsIpHBIN B BestmkoOpuTtanuu c 1966 roja.
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Co BpeMeHH TIepBOI BCTPEYN UMH OBLIO BBHITIOJTHEHO HEMAJIO COBMECT-
HBIX IPOEKTOB. VIX MOKHO pa3/ie/IUTh Ha JIBe TPYIIIbL:
- CO3/IaHUe CMEeNIaHHbIX HHCTPYMEHTAJIbHBIX aHCAMOJIeN C 5JIEKTPOHUKOM;
- CO3/IaHUe COUYMHEHUU B KaHpPe My3BbIKaJIbHOTO TeaTpa, rae 3UHOBHEB BHICTY-

IIUJI B POJIU JINOPETTHUCTA.

CmewaHHble 80KANbHO-UHCMPYMEHMANbHblEe aHCamMbAU

C 91eKMPOHUKOIL:

1969 — UeTbIpe UHTEPJIIOAUN JJIs Tpareauu (111 6ac-KaapHeTa U Mar-
HUTOG(hOHHOH JIEHTHI);

1969 — BTOpas Bepcus «Linoi» (gms GacceT-kiapHeTa, opTenHuaHo,
MarHuTO(OHHOM JIEHTHI U TAHIIOPA, He OITyOJIMKOBaHA);

1970 — «Meny3a» jj1s1 aHcaMbJIsI ¥ IBYX MarHuTO(POHOBS;

1970 — «CUrHaJIbl» JIId KJIapHeTa U 3JIeKTPOHUKU;

1971 — «Ilo3/ipaBuTesIbHAS IECHB» JIJIsI MATHUTO(OHA CTEPEO, HAaIlUCaH-
Has K JIHIO poxkaeHusa Anbbepra Illee, nupexkropa usaareabctsa KOHUBepcal.

1971—72 — «XpOHOMETP>» JIJIA JIByX YETHIPEXT0POKEYHBIX MarHUTODO-
HOB. DTO €JINHCTBEHHAs YHCTO 3JIEKTPOHHAA KoMIto3unusa beépryucaa. OcHOB-
Hasd ujied « XpoHOMeTpa» — MPOIEeCChl, IPOTEKaIe BO BpeMeHU. [Ipeaucio-
BHE K 3TOH IThece Hamucaa SUHOBbeB: «MaTtepuas ajia “XpoHoMmeTrpa” OBLI co-
OpaH IyTeM 3alliChIBaHUS 3BYKOB PAa3JIUYHBIX YacoB B JIOH/IOHE. ITU 3BYKH
IIO/IBEPIJIMCH aHAJIN3Y U MoMellleHbl B 6aHK AaHHbIX Ctyauu EMS. Komiibio-
Tepy ObLJI Ha3HAUEH PsAJI Olepalyii, KOTOpbIe IIPUBEIN K HEKOTOPHIM U3MeHe-

HUAM B coOpaHHOM Martepuase. IloiydeHHBIN MaTepuas ObLT 00paboTaH U

5 HeCMOTpH Ha TO, 4TO KOMHOSI/ITOp II032K€ HE BKJIIOYaJI Ha3BaHHBIE BBIIIIE IIbECHhI B O(I)I/IIII/I-
aJIBHBIH CITMCOK CBOMX COUYMHEHUHU, « Mery3a» Oblia caMbIM KPYITHBIM ITPOU3BE/IEHUEM, T10-
ABUBIINMCA B pe3yJibTare coTpyHU4YecTBa béprynciia u 3uHOBbEBA.
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IIO/IBEPTHYT TEMOPOBOMY KOHTPOJTIO» [3]. DTO ObLyIa ITIEpBas 3JIEKTPOHHAS KOM-
no3unus B BenukoOputanuu. Yackl, 3anucaHHble 3UHOBbEBBIM U bépTyuc-
JIoM, ObLTU B3ATHI U3 My3es HayKd, K HUM Tak:ke ObL1a JoOaBIeHa 3aIIUCh Ya-
coB ¢ bamrHu bur beH.

He BaaBasich B TexHUYeCKHE MOAPOOHOCTH 3TOU KOMIIO3UITUHU, OTMeE-
THUM: TO, YTO CETOJIHS Ka’XKeTCsl BIOJIHE IIPOCTBIM, /I T€X, KTO JieJal TOJIbKO
TIepBbIE IIaTH B KOMIIbIOTEPHON MYy3bIKe, ITPE/ICTABJISAIO0 OOJIBIITHE CIIOKHOCTH.
3UHOBBEB 3aMeuaeT, YTo paboTa Haj «XPOHOMETPOM» OTHsJIA TPH Mecsra
[5, 73]. CymecTBeHHOU MPO6IEMOI, KOTOPYIO PEITUIN TOT/Ia 3UHOBBEB U BEP-
TyHuCJI, OblJTa MHOTOKaHa/IbHAsI 3aIMCh, OTKPBIBINAA JIJIA KOMIIO3UTOPa BO3-
MO>KHOCTU IIPOCTPAHCTBEHHBIX 5(P(PEKTOB My3bIKU. Takke Ibeca «XpPOHO-
MeTp» 0003HAUMJIa IMyTh K BIIEUATJIAIONIEN OPKECTPOBOM KOMMIO3UIUU bepTy-
ucaa « Tpuymd BpeMeHU »°, Ir7ie pUTMHUYECKHE U ITPOCTPAHCTBEHHBIE UIEN KOM-
MO3UTOPa HAIILUIA CBOE IOJTHOE BOIUIOIIeHHEe. 3aMeTUM TaKKe, UTO SKCIepH-
MeHT bépTyuciia u 3uHOBbEBA COBIA/IAET 110 BpeMeHH ¢ uaesamu /1. Jiuretu, Ko-
TOPBI HE3aBUCHMO OT HUX IHUIIET cBOI0 «CHUMGMOHUYECKYIO ITOAMY I 100
METPOHOMOB» (1962).

JIJ1s1 Bcell 9TOM TPYIIIBI COUMHEHUM CYIIIECTBEHHBIM SIBJISIETCSA TO, UTO
BépTyuci BriepBble 0OpaliaeT BHUMaHUE HA cmepeoaddexmyl. YKe ¢ Hauaia
70-X OH BBOJIUT B CBOM KOMIIO3UIIMY OPUTHHAIbHbBIE PACCTAHOBKH HCIIOJTHUTE-
JIE-UHCTPYMEHTAJIUCTOB U MeBIOB. PaboTast ¢ 3MHOBbEBBIM, BEPTyHCI, BO3-
MOKHO, y?Ke HaIIyIIbIBaJI cTepeodddeKThl CBOUX OyAYIINX XOPOBBIX IIPOU3BE-

JleHUH, TaKuX, Kak «Ilojst ckopbu»” u « Ha camom mmopore HOUH »8.

6 H. Birtwistle. Triumph of Time for orchestra (1971—72).

7 «The Fields of Sorrow» for mixed choir (1972).

8 «On the sheer threshold of the night» for 4 soloists and twelve part chorus (1980).
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JIBe 5TU Ibechl HECYT B ceOe Uiel0 MPOCTPAHCTBEHHOCTH, PEIIEHHYIO Ue-
pe3 pacIoJioKeH1e apTUCTOB Ha ciieHe. B «Ilossax ckopbu» JielicTBHE IIPOKC-
XO/IUT B Aujie, I7le B CyMpauHbIX Iel3akax JABUXKYTCA TEHH YMePIIUX. XOp
HaIllMCaH Ha CTUXW AB30HWUs, OTHocsAmuecsa Kk Mudy oo Opdeed, pucyioiiue
CIleHy OJIy>kKJaHUsl JABYX BJIIOOJIEHHBIX. B MPOCTPaHCTBEHHYIO JAUCIIO3UITUIO
(pHCYyHOK 3) KOMITO3UTOP BKJIIOUMJI JIByX COJIMCTOB, CTOAIIUX IT033H XOpa U
NepeKJInKaIuxcs 6e3 0B, Kak ecau Obl moAapasyMeBaembie Opdeit u IBpu-
JIMKa ayKaJIuCh B Jiecy. PacriosioikeHue COJIMCTOB OTUETIUBO COBMIAJIAET C BO3-

MOXHBIM ITIOJIOZKEHUEM CTepeOYCPIJII/ITeJIefI.

Pucynox 3. X. bépryncn. «Ilosst ckopbu». PacnosioskeHre UCIIOJTHUTEIIEN Ha CIIEHE

oo solo
s e

S L.}

[
[ [FO © [ CEE

Majpuran «Ha caMmoM mopore HOUHM» JIJIST 4 COJIMCTOB U 12-TOJIOCHOTO
XOpa TaKKe MMeeT IMPOCTPAHCTBEHHBbIE OCOOEHHOCTH B PACCTAHOBKE IIEBI[OB
(pucyHok 4). OHa obycoBeHa mpoucxoaanumu auaaoramu: Opdest ¢ I'aze-

coM u Opdest ¢ DBpUINKOU.

9 CroxkeT 00 Opdee 1 IBpunKe B Ipon3BeieHUAX BEPTyncia paccCMOTPEH aBTOPOM C TOUKH
3peHMsI BOILIOIIEHUS TOTIOCA MEJIAaHXOJIUH B: [7].
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Pucynox 4. X. béptyuci. «Ha camom nopore Houu». PaccTaHOBKa MEBIIOB

Tenor 1 Alto 4 (counter — tenor)

Tenors Altos

Basses O O O O OHPHEUE © Q O OSopranos

Bass 4 O O O O Soprano 1
HADES EURYDICE

B nmanpHeiem Bépryuci OyzieT B IOJIHONM Mepe MOJIb30BaThCs IPO-
CTPAHCTBEHHBIMHM PACCTAaHOBKAMU, a BIIOCJIEJCTBUU U TEpPEMEIeHUsIMU HC-
TIOJTHUTEJIEH T10 CIleHe, KaK 3TO MPOUCXOUT B OPKECTPOBOM counHeHUU «Tari-
HBIN TeaTp»1°. TO caMo 110 cebe OJIM3KO I10 ujee JKaHPy HHCTPYMEHTAIHbHOTO
TeaTpa, HO UMeeT M0/ cO00M, KaKk HaM BUJIUTCS, U JIOTIOJTHUTEIbHYIO KOHIIEII-
TyaJIbHYIO OCHOBY — paboTy CO cTepeopa3MellleHueM UCTOUHUKOB 3BYKa B BJIEK-

TPOHHOU CTy/Inu 3UHOBHEBA.

3uHosbes — aubpemmucm

1970 — «Henus: cmepth Opdesa»i. 31ech 3SUHOBBHEB BIIEPBBIE ABJISAETCA
B HOBOM KaUeCTBE: OH aBTOP TEKCTA, KOTOPHIM caM BeCchMa JIETKOMBICJIEHHO Xa-
paKTepHU30Ba/I KaK « HEU3BECTHO OTKY/la B3ABIIUNCS JUKUHM CTUX» [5, 71].

B counHeHHON 3UWHOBBEBBIM J[paMaTHUECKOHN CIIEHE YUYaCTBYIOT TpU

IepcoHaka: pacckaszuuk, Opdent u IBpUINKA, HO UCIIOJIHAET UX O/HA IIEBUIIA,

10 Secret Theatre (1984) a1 kamepHOro aHcamOJIs.
11 Nenia: the death of Orpheus (1970).
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KOTOpAas I0JKHA UCIIOJIb30BaTh KaK ObI « TPU T0JI0Ca», TP MAaHEPHI IEHUSA 1A
co3/IaHusA Xy/loxkecTBeHHOTO 3¢ derta. CBoeobpasue TeKCTa CIleHbI 3aKII0Ua-
eTcsd B TOM, UTO BCEe TPU IE€PCOHa)Xa CyIeCTBYIOT MPAaKTUYeCKd BHE JUAJIOra,
caMu 10 cebe: paccka3uyuK COCPeOTOYeH Ha moBecTBoBaHUU, Opdelt mpous-
HOCHUT JIUIIb UM IBPUAUKU, IBPUANKA NIPOU3HOCUT UMA Opdesd U ellle He-
CKOJIPKO yTEIIUTETHHBIX CJI0B. Takoe MOXKHO BOOOpa3UTh Ha CIleHE ApMapoU-
HOTO KYKOJIBHOTO TeaTpa: OJUH aKTep, paccKasblBas U MOKa3bIBas, M300pa-
»KaeT CBOMM TI'0JIOCOM KYKOJI-IIEPCOHAKel 2 (TO, UTO 371eCh KaKeTCs JIUIIID IIPe/-
MIOJIOKEHNEM, CTAaHET BIOCJIEACTBUU OJIHUM U3 KJIIOUEBBIX IIPUEMOB B OIlepe
«Macka Opdesi»3).

Copep:kaHueM TeKCTa OT pacCKa34yuKa CTAHOBUTCA KPATKOe IIOBECTBO-
BaHUe 0 TOM, Kak Opdell BCTpeTu1 cBoto cMepTh. ToH imbpeTTrcTa obpaiiaer
Ha cebs1 BHUMaHUE CBOEH 00BEKTUBHOCTHIO, Jlaske OECCTPACTHOCTHIO — 3TO BBI-
3BIBAET accoruanuio ¢ 6pexroBckuM Verfremdung, «octpanenuem». [Ipume-
YyaTeJIbHO, YTO UMEHHO B MaHepe «3IMUYeCKOro TeaTpa» 37IeCh pellleHa U cama
durypa pacckazunka, BbICTYIIAIONIETO B POJIU HEKOEN «CTOPOHHEH CUJIbI», B
YyeM OYEeBUJIHO MPOABJISETCA €T0 CXOJCTBO € KOJUIEKTUBHBIM TOJIOCOM XOpa B
JIpEBHETPEYECKON Tpareanu.

Paccka3 HappaTopa 6€35MOIIMOHAJIEH, OH BCETO JINIIb (QUKCUPYET «CO-
CTOSIHUE JIeJI» B TOT MOMEHT, Korzia Opdeil mepekuBaeT CBOU IOCJIeTHUE JTHU

Ha 6ejtoM cBeTe. OOparasich K TEKCTY pacCKa3yrKa, Mbl 3aMedaeM, UTO IIOBECT-

12 CaM KOMIIO3UTOP FOBOPUT 00 3TOM Tak: «EcTh /iBa criocoba pacckasbiBaTh: MEPBBIA — 3TO
pacckas3bIBaTh Kak ObI B IIEPBBIN pa3, U Ipyrod — epeckas3blBaTh, KaK 9TO JIeJ1aloT JeTu. Bee,
4yTo cBA3aHO ¢ OpdeeM — 3TO epecka3 — OH OXBATHIBAET HE TOJIBKO OJIUH aCIEKT UCTOPUU
Opdest, HO Bech Mud nenukoMm. Eciu umeents e0 ¢ MudowMm, 5 1mojiaram, Hy»KHO UMETh
JIeJI0 o BeeM 1esbiM "' [4].

13 Bo3MOkHO, uTO B « HeHUM» Tak:Ke CKa3aJI0Ch BIUSHUE IPUEMOB HAPOJTHOTO KYKOJIBHOTO
TeaTpa, KOTOpbIi BépTyucs npumenus eme B onepe «Ilanu u J[>kyau», IOCTPOEHHON Ha
MaTepHuaJie AaHIVIMUCKOT0 KYKOJIBHOTO IPMapOYHOTI0 IIPe/ICTABIEHUA.
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BOBAHUE BeJIeTCA B JIyXe cerka UpOHUYeCcKOTo IMpoTokosa: BoT Opdeit, priga-
IO 1 MaHUAKaJIbHO COCPENOTOUYEHHBI HA CMEPTH JIFDOMMOM; BOT >KE€H-
IUHEI (B Mude — MeHa Ibl WJIU BaKXaHKH), Hanasaomue Ha Opdes u youBato-
e ero; Bot Mup nocie cmeptu Opdes. Ckynoe moBecTBOBaHNE, B KOTOPOM
U3pe/iKka BCTPEYAIOTCS MHOTO3HAUYUTEIbHbIE KOMMEHTUPYIOIINE 3aMeYaHUs:
HaIIpUMep, CJI0BA MPO «0e3yMHYI0 IIPUXOTh» MOKHO TPAKTOBATh KaK OTCBHLIKY
K TOMY H€ CJIMIIIKOM U3BECTHOMY COOBITHIO MU(Da, e IBpUAUKA ITOTHOAET OT
yKyca 3MeH, yberas OT Ipecje/iloBaHNU mmuesoBojia Apuctes. Hekotopsie Bep-
cuu muda 06 Opdee yka3bIBalOT, YTO €€ CMEPTh — 3TO Pe3YJIbTAT ee HaKa3aHUsA
ATI0J17T0HOM 32 CyIIPY?KECKYI0 U3MeHY, MMOCKOJIbKY ApHCTel 100UJICs ee OTBET-
HOTO YyBCTBa, 0 ueM Opdeii He morazpiBasics. Ee 1r0001bITHAS TOAPOOHOCTD:
OIHMCaHUe MPUPOJAHBIX KAaTaKJIM3MOB B MOMEHT CMEPTHU IIeBIla COIIPOBOXK/IA-
eTcs KpaCHOPEYHUBBIM KOMMEHTapueM — «KakK oObIUHO» (as is customary), 4to
nmo0aBysieT 6ecCTPaCTHOCTH B MTOBeCTBOBaHME. MudosiornyecKkas COCTaBJIsIO-
I11asi UTPaeT CBOIO POJIb BO BCeM: cuacThe JIIo6Bu Opdest ypaBHOBENTUBAETCSA €TI0
TParuuecKkou CMepPThIO — UTO BBEPXY, TO U BHU3Y, I10 3aKOHY MU(a.

Camo mpousBefieHNe€ CUTHAJIU3UPYET CBOMM YCTPOMCTBOM O PUTYyaslb-
HOU OCHOBE: MHCTPYMEHTOBKA, HAIIPUMED, COBEPIIIEHHO OYEBU/ITHO 3aMBbIIILISA-
Jlach KaK Mozi061e aHTUYHOTO HOTPe0IbHOTO PUTYAJIa C €T0 3ByYaHUEM [yXO-
BBbIX UHCTPYMEHTOB (B « HeHUU» UCTIOIB3YIOTCA TPU KPACUBEUIIIUX 10 3ByYa-
HUIO0 UHCTPYMEHTA — Oac-KJapHeTa), a posjIb MPU3BaH UCHOJHUTD POJIb IIUTI-
KOBOT'O — JIUPBI WJIN KUdapbl — MOCKOJILKY OH IPenapupoBaH C MOMOIIBIO pe-
3UHOK. Tpu MaHephI IIeHUA 4eTKO uddepeHIUPYIOT MePpCOHAMXKEN: paccKas-
YUK JleficTByeT B MaHepe Sprechgesang, Opdeit n IBpuaNKa XapaKTePU3YIOTCS
pa3sHbIMU MeBUYecKUMU MaHepaMu. Eciu 9Bpuanka npousHocut umsa Opdes
MPOTS>KHO U HAPACIIEB, B /IyXe HEMPUTA3ATEJIbHOTO «IIECEHHOTO CTUJISA» KJlac-

crJecKou amoxu, To Opdent y3HaeTcs: I0 MAaHbEPUCTCKON CTUIUCTUKE TTIEHUSA:
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TPeJIU, TPEMOJIO, TJIMCCAH/I0, CTAKKATO, KPEIIeHJ0 U JUMUHYSH0 HAa OHOM
3BYKe, ZI0JITUe BOKAJIN3bl HA OTHOM CJIOTe — BCe TO, YTO JOJKHO BbIJJaBaTh Ma-
cTepa IIeHUsd, BJIaJEI0Iero BCeEM apCeHa/IOM BOKaJIbHBIX IIPUEMOB.

«Cmepts Opdesa» MOKeT pacCMaTpUBATHCA KAK 3CKU3 K CAMOMY Mac-

mrrabaoMy npoekty bépryuciia u 3uHoBbeBa — onepe « Macka Opdesi»4.

«Macxa Opges» (1969—1981)

Onepa «Macka Opdess» — oAUH U3 CAMBIX KPYITHBIX U aMOHITMO3HBIX
OIIEPHBIX TPOEKTOB BTOPOU MMoI0BUHBI XX Beka. Tema Opdes s bepryucia
ObL1a IEHTPAJILHOM B TBOPUECTBE, M OH UCKaJI BO3MOKHOCTh €€ BOILIOTUTh. He-
CMOTPsI Ha TO, YTO CHauajia IpeJnojarajaoch HaIKUcaTh OIePy Mo Ibece Mu-
messa aa lenbaeposa «Cmepth gokTopa Paycra» (1 3UHOBBEB Jake CO3aaT
orpoMHoOe aubpeTTo!), Bee ke TeMa Opdess B KOHIIE KOHIIOB OKa3aJiach Mpe/l-
MIOYTUTEJIHLHEE.

Bxsiayi 3uHOBBhEBA B TOT OpUS Magnum BeJUK U pa3Hoobpa3eH: OH
Harmucas JUOpeTTo, U 3TO JIUOPETTO MpeJicTaBiseT coO0OM OUueHb 3HAUNTEb-
HBIN MPOEKT, /e ucropus Opdest mpernoiHeECeHa COBEPIIIEHHO HEOOBIKHOBEH-
HBIM cII0cOO60M; OH pa3dpaboTas 3ByuaHue rojioca AoJjsioHa, KOTOPOe MpeIno-
Jlarajioch C/ieJiaTh 3JIEKTPOHHBIM, XOTsA caMOMy 3UHOBbEMY TaK U HE y/AaJIOCh

9TO 3By4YaHUeE BOIUIOTUTBS.

14 The Mask of Orpheus, opera in 3 acts.
15 K koHITy paboThl Ha/ Ollepoii 3MHOBHEB, BJIOKUBIIIUI BCE CBOU JIEHHI'H B 3JIEKTPOHHYIO
CTYAUIO, OcTasICs Oe3 CpeJicTB, M BEPTymes1, KOTOPHIM He XOTeJ OTKa3bIBaThCA OT UJIeH 3UHO-
BbEBA, 3aKaHYMUBAJI dJIEKTPOHHYIO 4yacTh omnepbl B IPKAMe ¢ nmomonibio /lxynnaHna AH-
JlepceHa, UHXeHepa U KOMIIO3UTOopa.
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OcHoBHBIE Hie 3UHOBBEBA B JINOPETTO CBSI3aHBI C KOPEHHBIM IIPE00-
pa3oBaHueM MHU@da KaKk HappaTUBa B CJIOKHYIO IOCTMOJEPHUCTCKYI0 KOHCTPYK-
IIUIO, TJle KaXK/IbIY ITIePCOHAXK MPEJCTABJIEH TPEM S UIIOCTACAMU: KaK MeBel], KaK
MUM U KaK KyKJa.

He Bx0/4 BO BCe JleTa/I IPaH/IM03HBIX 3aMbICJIOB KOMIIO3UTOPA U JIUO-
pertrcta (OJHUM U3 HAIPABJIEHUH B KOTOPOM OBLJIO OCYII[ECTBJIEHUE 3JIEK-
TPOHHOTO 3BYKOBOTO CJIOS B OTIEPE, HA TOT MOMEHT BechbMa IpobJieMaTuyHOe),
0003HaUNM HEKOTOPBIE UJIENHBIE OTIOPHI.

JIubperTo onepsl — 310 HMcTopusa camoro Opdes. Ho mockosibky 3uHO-
BbEB IIPUEPKUBAJICA TaK HA3BIBAEMOU «apPHUCTOTEJIEBCKOM» TOUKH 3PEHHUA, a
UMeHHO, uTo Opdelt kak purypa HUKOrJa He CyIIeCTBOBAJ, HO MPEJCTABIISAET
co0oli cobupaTesibHbIN 00pa3, OH B TUOPETTO IejIeHaNpaBJIeHHO OTPa3uI pas-
Hble Bepcuu Muda. B pesyabrate cymectByeT Tpu Opdes, Tpu IBPUAUKU U TPU
Aprucress; IMEHHO O3TOMY KaKJbIU U3 HUX BOILIOIIEH B TPEX BUAX — KaK Ye-
JIoOBeK (mpeJicTaBJIeHHBIU MEBIIOM), KaK repod (mpe/cTaBIeHHBIM MUMOM) U
kak Mu@ (mpeacTaBieHHbIN KYKJION).

MHOKeCcTBEHHOCTh MH@da OTpakeHa HeJINHEWHOCThI0 HappaTUBa:
HatnipuMep, Opdell ymupaeT HeCKOJIbKO pa3 3a ClieKTaksib. [lepecka3arh Teue-
HUe CIIEeKTaKJIsI HEBO3MOXKHO; 006 5TOM MOXKHO JJa’Ke CyIUTh I10 MPEANCIOBUIO,
koTopoe IluTtep 3MHOBBEB MpEANOC/IaN OMyOJIUKOBAHHOMY H3/aTEIbCTBOM
«Universal» subperro. /la’ke B CBOEM CHJIBHO COKPAIllEeHHOM BH7lE JIUOPETTO
0OpUCOBBIBAET HE CTOJIBKO TIOCJIEI0BATEILHOCTh COOBITHM, CKOJIBKO UX HEOJI-

HO3HAYHOCTbh U BO3MOKHOCTh 00pa30BbIBATh Pa3Hble BEPCUU.

16 351ech He 060ILIOCH 0e3 TEXHUUECKON MOJI/Iep>KKH Mapukckoro uHerutyra UPKAM, ero
BBIJJAIOIIMXCA MYy3bIKaHTOB-TEXHOJIOTOB bappu Anzepcena u »Kan-batucra bappsepa.
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HenuHellHOCTh HAppaTUBA OCYIIECTBJIAET UAEI0 HEJITMHEMHOTO MHOMKe-
cTBeHHOTO BpemeHU: «Yepe3 Opdes obo3Hauaercs: Briciiee CyiiecTBo, Xpo-
Hoc win Bpems. EcTh cBuieTeIbCTBA, UTO OHO JEIUI0OCh HA TPH APYTUX: ‘Oec-
KOHEYHOE BpeMs , ‘ABJIEHHOE BpeMs U ‘HepoAuBIIeecs Bpems » [8, 2]. Tpoii-
CTBEHHOCTh BpEMEHU MOKET UMEeTh OTHOIIIeHUE K uesiM MeccruaHa, KOTOPbIi
TaK:Ke YKa3bIBaJI HA pa3HbIe TUIIbI BpEMEHM.

KombuHanus My3bIKU, IeHUs, ApamMbl, MUpa, MUMHUUECKOTO ITPE/ICTaB-
JIEHUs, TAHIIA, 3JIEKTPOHUKH — BCe 3TO HAIIPaBJIEHO Ha CO3/IaHMeE TeaTpa, KOTO-
PBIM KaK KOHIIEMNIUs OBbLIT OJIM)KEe BCETO K «TeaTpy >KECTOKOCTH» AHTOHEHa
ApTo, IpeyIaraBIIero BEPHYThCS Ha CIleHe TeaTpa K Maruu U puTyaiam. Puty-
aJIbHOCTH — Uflesi, OUeHb Osim3Kas bépryuciy c ero jir060BbI0 K MUy, — BOIILIa
B PE30HAHC C TeaTpoM ApTO.

MO3KHO OTMETHUTD YBJIEYEHHOCTH JIMOPETTHCTA U KOMIIO3UTOPA HEKOTO-
pbIMU (pOopMaIbHBIMU MOMEHTaMU, HAaIPUMEDP, TPOUIHOCThIO. Tpu AelicTBUA,
B KaXK/IOM JIEHCTBUU T10 TPU CIIEHBI; TPU EPCOHAMKA, KAXK/IbIN ITEPCOHAMXK UMeeT
TPU BOILJIOIIEHUS — TAKON HAKUM Ha TPOUYHOCTh, BUIMMO, UMeeT 10/, cOO0M
dumnocodckyio ocHOBY (0OpaTUM BHUMAaHUE Ha lepeceyeHne B TeKeTe 3SUHOBb-
eBa Opdes u Opdusma). TpueIMHCTBO — TO, UTO MTUTAET HAIITY KYJIBTYPY €lIle C
JIOXPUCTUAHCKUX BPEMEH U TO, UTO IIO3BOJIAET BO3/I€MICTBOBATh HE Yepes JIO-
UKy IPUUYUHHO-CJIE/ICTBEHHBIX CBSA3EH, a yepe3 0oJiee CI0KHbIE MEeXaHU3Mbl
6ecco3HaTEIHHOTO.

B pesysibTaTe BOBHHUKAET COBEPIIIEHHO HeoObIYHAs 00IIasi CTPYKTypa —
BETBAIMIASACSA, JTAOUPUHTHASA, C TOBTOPAMU U BO3BPAIIlEHUSIMU.

OTKyza B34JIMCh BCe 3THU UJlen? 3UHOBBEB UPOHUBUPOBAI: «IDTO BCE MOS
yyzecHas rosioBa! OHa IoJIHa IPUYY/IJIUBBIX BellleH, KOTOPBIE JIe3yT U3 Hee U

HX HY>KHO YKPOIIaTh ¥ MpUpy4YaTh. ThMa Hapoay ckazasa 6b61: “O, 53TO CIUITKOM
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cmesio”. Ho s Tak HUKOTZIa HE CUUTAT — BO3MOKHO, IIOTOMY UTO S PYCCKHI!»

[2].

Kak >xe B utore ciaoxuiaach cyzipba I[lutepa 3unoBbeBa? OH OCHOBAJ
KOMIIAQHMIO I10 NIPOJiaKe CUHTE3aTOPOB, U BBIPYYEHHbBIE OT 3TOr'0 JIeHbI'U 1IN
Ha QYHKIMOHUPOBAHME U pa3BUTHE CTyAuU. ITHCTPYMeHTBI, KOTOPBIE OH U €TO
COTPYAHUKU CO3/]1aBAJIU, — CUHTE3aTOPBI — JIeJIAJINCH JJIA IIIKOJI, HAyYHbIX VH-
CTUTYTOB, My3bIKAaHTOB, B TOM YHCJIE U IIOII-MY3bIKAHTOB, TO €CTh JIJI BCEX, KTO
MOT HaWTH UM npuMeHeHre. OHU BOIIUIA B UCTOPUIO MY3bIKU, U OYKBAJIBHO B
MIPOIIJIOM TOAY cuHTe3aTopy Synthi-100 6bLIa TOCBsAINEHA crelraTbHAs BbI-
craBka B Adpunax. Ceituac 3UHOBbBEB BCE TaK K€ 3aHUMAEeTCs 3JIEKTPOHHOU My-
3BIKOH, HO 5JIEKTPOHHBIE UHCTPYMEHTHI OOJIbIIE HE JIesIaeT.

Ecnu roBoputh 0 kKoHTakTax [Iutepa 3uHOBBEBA HE TOIBKO ¢ bépTryuc-
JIOM, HO U C JIpyTUMU OPUTAHCKUMU MY3bIKaHTaMU, TO 371eCh BHIPUCOBBIBAETCS
naxke 6osiee BrieyatsisAiomas kaptuda. Ero cunatesarop VCS3 Hates npuMeHe-
Hre B My3bike Tpynmbl Pink Floyd B kyspToBOM anpbome «TemHas ctopoHa
JIyusi» (The Dark Side of the Moon), a no3niHee B aibbome « Kuciopoa» »Kana
Muriend 7Kappa, 1 5Ta CTOpOHa COTPY/IHUYECTBA 3UHOBBEBA JI0 CUX I1OP HEJIO-
CTaTOYHO ucciesioBaHa. He cocrosicsa u npoekT ¢ MakkapTHH, KOTOPBIU IIPU-
XOJIWJI B CTy/INI0 3MHOBbEBA U MOpaXKaJICA anmnapaTtype, IPUKUAbIBas, Kak Obl
BCE 3TO UCIIOJIb30BaTh. B 2010 3MHOBBEB CTAJI OJIydYaTh 3aKa3bl HA COUMHEHUE
MY3bIKQIBHOTO COIPOBOXKJIEHUSA JJIs1 OTKphIBaBIIelicss B CtambOysie apXuUTek-
TYPHO-CKYJIBIITYPHO-MY3bIKAJIbHON MHCTALIANUU. [lo-HacToAeMy Iie/ipbii
3aKa3 IIOCJIEZI0BAJI B 9TO K€ BpeMs OT BeHCKOTo apT-¢poHaa TBA-21. 3a atum
3aKa30M nocsenoBaiu Jipyrue. OH ONUIIeT 3JIEKTPOHHYIO MY3bIKy U Ha3bIBaeT

cebs mocienoBaresneM [Ivepa Illedpdepa — mruoHepa «KOHKPETHOU MY3BIKU»,
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KOT7]a B OCHOBY OepyTcsl peayibHble, IPUPOHBIE 3BYKH U IIIyMbI, KOTOPbIE 00-

pabaThIBAIOTCA U MUKIITUPYIOTCA /IS CO3/IaHUSA MY3bIKaJIbHON TKaHU.
3UHOBBEB YTBEPIKIAET, YTO OBITH PYCCKUM JIJIsI HETO O4YeHb BaykHO. OH

YYBCTBYeT ce0s pyCCKUM ¥ YyBCTBYET CUMIIATHIO K Poccuu. « BHyTpu y MeHs

“pycckas mymma”» [2], — Tak OH TOBOPHT.
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duaun Osan

MUSIC THEORY A LA LENINGRAD:
AN INTERVIEW WITH TATIANA BERSHADSKAYA

Most cTaThs1 TOCBAIIEHA TEOPETHYECKOH MIKOoJTe JIeHnHTpaickoi — [leTepOyprckoi KoH-
CEpBATOPHU U ee CO3/IaTesIsAM, 3aMedaTeIbHbIM My3bIKaHTaM-MBbICJIUTEISIM, KOMIIO3UTOPaM, T€O-
petukam — bopucy Biagumuposuuy Acadreny, IOpuo Hukonaesuuy Tionuny u Xpucrodopy
CrenanoBuuy Kymraapény. Kazanace Ob1, 3TH yaeHbIe paboTau B pa3HbIX cepax My3bIKOBE/IE-
Hus: b. B. AcadpreB — o6mue mpobemsr Mmyssiky; FO. H. Tronua — rapmonus; X. C. KymrHapés —
nosmndonus. Ho, TeM He MeHee, UX yUeHHS OKa3aJIUCh BHYTPEHHE HACTOJIBKO OJIM3KUMHU (HAJIEI0Ch,
s1 CMOTY 3TO II0Ka3aTh), UTO UM YAAJIOCh CJIUTHCA B €JUHYIO IITKOJIY, KOTOPOI MBI, TEOPETHKHU CETO-
JHAIIHETO JH, IPU/Iep>KUBaeMcs U 3aBeTaM KOTOPOU cilefryeM.

My article is dedicated to the theoretical school of the Leningrad—St. Petersburg Conserva-
tory, and to this theoretical school’s founders, the wonderful musicians, composers, and theorists
Boris Asafiev, Yuri Tiulin, and Christopher Kushnarev. It would seem that these scholars worked

in different spheres of musicology: Asafiev on general problems in music; Tiulin on harmony; and

Kushnarev on polyphony. Nevertheless, their studies turned out to be inherently so closely related
(as I hope to show) that they successfully merged into a single integrated school, which we, today’s
theorists, uphold, and whose legacies we follow! [7, 9].

So begins Tatiana Bershadskaya’s “Jlenunrpaackas—mneTepOyprckas

mkosia Teopun My3bikn” (The Leningrad—St. Petersburg school of music the-

I would like to thank Daniil Shutko for his help in setting up this interview, Maxim
Krivosheyev for transcribing the audio version into Russian, and of course Bershadskaya
herself, for her generosity, hospitality, and everything she has done for the field.

1 All translations from Russian into English are mine unless otherwise indicated. I usually
leave the Cyrillic version for quotations, terms, and titles, with English transliterations
and/or translations added. When 1 transliterate I use the Library of Congress’s system.
However, certain anglicized names—Asafiev, Bershadskaya, and Christopher, or Moscow
and St. Petersburg, for example—appear throughout. I usually put the original Russian in
the text, in a footnote, or in a column running side by side with my translations. However,
in the interest of space, I do not include the original Russian text of the interview itself.
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ory), an article that examines the nature and history of this significant branch
of Russian music theory. An icon of the field, Bershadskaya was born on July
4, 1921 — when Vladimir Lenin ruled the country not yet called the Union of
Soviet Socialist Republics — in Petrograd, a Russified “Petersburg,” the city
that would soon change its name once again, to “Leningrad,” this time in
honor of the communist revolutionary himself2. Her father, Sergei Bershad-
sky (1881-1942), a quite famous conductor and a composer of some repute,
studied composition at the St. Petersburg conservatory with Nikolai Rimsky-
Korsakov — yes, that Rimsky-Korsakov, who died in 19083. The two schools of
music theory, of Moscow and St. Petersburg, are known to any music theorist
inside the former Soviet Union, but virtually unknown to those outside. In a
sense, the “St. Petersburg school” is the only such school in Russia, since it
arose primarily in contradistinction to the overwhelming influence of Moscow
in the twentieth century. In other words, it is more common to hear St. Pe-
tersburg or Leningrad as a qualifier for music theory than it is to hear Mos-
cow: whereas a concept from the former might be a “St. Petersburg music
theory” concept, one from the latter will likely just be a “music theory” con-
cept. They have swum against the Muscovite tide for many decades now in St.
Petersburg, and it seems most everyone has made their peace with the situa-
tion. This did not stop Bershadskaya, however — with whom I sat down for an
interview on February 15, 2018 — from raking Moscow and their music theo-

rists over the coals in our discussion. She was particularly critical of Yuri

2 In September 1991 this city once again, and one hopes for the last time, was renamed, go-
ing back to its original name, Saint Petersburg (Canxm Ilemepbype). 1 use “Leningrad”
and “St. Petersburg” interchangeably in this essay/interview.

3 It is hard to judge Bershadsky’s compositions, since in the fall of 1941, at the beginning of
the 900-day blockade of Leningrad by the Nazis, a bomb completely wiped out his entire
archive, along with a grand piano and an Amati violin. What was more valuable, the Amati
or the compositions, we will probably never know.
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Kholopov (1932—2003), Moscow’s (and arguably Russia’s) most famous mu-
sic theorist in the late twentieth century. And now, one could reasonably ar-
gue, Bershadskaya herself is Russia’s most famous living music theorist.
Without question, she is the leading figure of the St. Petersburg school of mu-
sic theory, as she studied with two — Tiulin and Kushnarev — of the three fig-
ures from the opening quotation of my essay.

Before I get to the interview I must contextualize the Moscow-
Leningrad dichotomy and Bershadskaya’s role therein. The lineage of the
Leningrad school can be traced directly to Boleslav Yavorsky (1877-1942) and
his “theory of modal rhythm”4. This is ironic insofar as Yavorsky had very lit-
tle to do with Russia’s “northern capital,” as St. Petersburg is sometimes
called—he spent most of his career in Ukraine or in and around Moscow. But
Yavorsky and his theories, on which Asafiev drew extensively, did not develop
in a vacuum. Rather, they arose in significant part as a counterbalance to the
encroaching harmonic functionalism of Hugo Riemann (1849-1919) in Russia
in the early to mid-twentieth century.

Rimsky-Korsakov, with his Yue6bHux 2apmonuu (Harmony textbook,
1885: [22]), is sometimes cited as one of the originators of harmonic func-
tionalism in Russias. For instance, Rimsky-Korsakov explained: “The main
triads of the major and minor mode—the tonic, on the first scale degree, the

subdominant, on the fourth scale degree and the dominant, on the fifth scale

4 For more on Yavorsky’s life and work in English, see: [36, 450—509 and 718-795];
[38, 2.1—2.16]; [40, 76—86]; or [41, 109—164]. For the same in Russian see: [1]; [32, 375—
94]; or [34] and [33].

5In a 1950 review of a new edition of Rimsky-Korsakov’s textbook, one post-WWII Soviet
author, Joseph Ryzhkin, went so far as to claim that it was a mistake to credit Riemann, a
German, for functionalism and that Rimsky should be given credit for doing so [23, 108].
This view was ultimately understood as revisionist, and Riemann is generally given the
same credit in Russia as elsewhere for his role in the history of harmonic functionalism.
However, Bershadskaya, in our discussion, overstated Riemann’s role in Rimsky’s work—
see the interview below.
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degree—are the main basis of any harmonization, since in any tonality con-
sisting of these three triads all notes of the scale are present” [22, 15].

A discussion of the beginnings of harmonic functionalism in Russia is
beyond the scope of my work here, but a few points are worth making. Rie-
mann was certainly the first to use the term “function,” which he borrowed
from mathematics, and his Vereinfachte Harmonielehre oder die Lehre von
den tonalen Funktionen der Akkorde, from 1893, is far more important in the
history of function theory than Rimsky-Korsakov’s harmony text. Still, Rim-
sky-Korsakov’s formulation, from eight years before Riemann’s Vereinfachte,
is an important part of that history. Rimsky-Korsakov viewed the three triads
not simply as three chords with tonic, subdominant, and dominant roots, but
as representatives of families of chords that could fulfill one of the three func-
tions, and he clearly spelled out these three families and called them
“groups”: monuueckas epynna (tonic group), cybdomuHanmosas epynna
(subdominant group), and domunanmosas epynna (dominant group)
[21, 66]. Finally, in his textbook, he immediately focused on the harmoniza-
tion of melodies using I-IV-V-I progressions, also a trademark of harmonic
functionalism.

The first true proponent of Riemannian theory in Russia was Grigori
Catoire (1861—1926) who, at the suggestion of Tchaikovsky, went to Berlin in
1885 to study piano and composition, ultimately with Otto Tiersch and
Philipp Riifer. After Catoire’s return to Russia in 1887 he studied with Rim-

sky-Korsakov, among others, so it was only natural that he combine his expe-

6 «I'J1aBHBIE TPE3BYYUS MaKOPHOTO M MHHOPHOTO Jiafia: ToHUuYeckoe — I crymenu, cybmo-
MUHaHTOBOe — IV cTylleHu U IOMUHAHTOBOE — V CTYyIIeHU — CyTh IJIaBHAs OCHOBA BCAKOU
rapMOHU3ALMHU, TaK KaK B TOHAX, COCTABJIAIOIINX 3TH TPU TPE3BYUYHsA, 3aKJIIOYAIOTCA BCE
CTYIIEHU TaMMBbI».
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rience in Germany with his studies under Rimsky-Korsakov.” About Catoire’s
Teopemuueckuii xkypc 2apmoruu (Theoretical course of harmony) (1924—
1925), Ellon Carpenter writes: “The introduction to the theory of functional
harmony in Catoire’s textbook was unique among Russian textbooks of this
time. Although Catoire invented neither the idea nor the method of its
presentation, his adaptation of the principles of Riemann’s theories... became
a permanent part of the Soviet theory of harmony” [36, 603].

Early in Catoire’s textbook, which he used for his classes at the Mos-
cow Conservatory, he lays out the tripartite system for chords in a diatonic
system.8 Catoire’s was the first Russian text to clearly label that tripartite sys-
tem as “T,” “S,” and “D,” using German letters (which do not exist in Cyrillic
obviously — Rimsky-Korsakov’s textbook uses only roman numerals for the
three functions). Significantly, Catoire had several students at the Moscow
Conservatory who would go on to write the most important and enduring
harmony textbook in Soviet Russia, the Yue6Hux ecapmornuu (Harmony text-
book), usually called the Bpueaomuwiii yuebHux (“Brigade” textbook). Its au-
thors — Joseph Dubovsky (1892-1969), Sergei Evseev (1894—1956), Vladimir
Sokolov (1897-1950), and Igor Sposobin (1900—1954) — who all studied with
Catoire, essentially created the Moscow school of music theory with this book.
Believe it or not, it is still the harmony textbook (in a revised and updated
form of course) widely used in the Russian Federation today. It was first pub-
lished in two volumes in 1934 and 1936 as IIpaxkmuueckuil kypc capmoruu (A
practical course of harmony), but the second edition [14], the Yuebnux 2ap-

MoHuu, is what remained. It is currently in its fifth edition, published in 2016.

7 Significantly, Catoire was also influenced by the Belgian Francois-Auguste Gevaert and
his Traité d’harmonie theorique et practique, from 1905-1907.

8 See, specifically, chapter 2, Ob6pasosarue axkopdoe duamonuueckoii cucmemoii (The
formation of chords in a diatonic system) [15, 14—34].
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Yuri Kholopov, the clear leader of the Moscow school until his death in 2003,
studied from the brigade textbook with Igor Sposobin at the Moscow Con-
servatory. In many ways one could draw a direct line from that textbook to
Kholopov’s magnum opus, his treatise on harmony, I'apmorus: meopemuue-
ckuil kypc (Harmony: A theoretical course) [31]), which is probably the finest
exemplar of the Moscow school of music theory to this day9. A final point
about the Moscow school: I began my discussion with Rimsky-Korsakov, who
was a Petersburger through and through. In other words, all music theory in
Russia can be traced back to St. Petersburg, and not to Moscow, since the
former is where all significant nineteenth-century advances took place.

The Leningrad school is, in many ways, more interesting than the Mos-
cow school, insofar as it is more extraordinary. Do they acknowledge func-
tional theory there? Of course, in large part through Tiulin’s works. He, for
one, was a proponent of Riemann, but Tiulin worked within the confines of
the Leningrad school, which began, as I said, with Yavorsky. It is hard to put
into words Yavorsky’s influence on music theory in Russia. His ideas — many
of which survive to this day—were studied in conservatories across the coun-
try. Those who studied with Yavorsky or were otherwise directly influenced
by him include Arnold Al'shchvang, Boris Asafiev, Leah Averbukh, Ber-
shadskaya, Nadezhda Briusova, Lev Mazel’, Dmitri Melkikh, Sergei Prokofiev,
Sergei Protopopov, Isaac Rabinovich, Yuri Tiulin, and Victor Tsukkerman, for
example. Yavorsky also held tremendous sway over the young Dmitri Shosta-
kovich, whom he met in Moscow in March 1925, when the composer was just
19, at Shostakovich’s first concert of his own works. It was this meeting that

drew Shostakovich to Yavorsky and, importantly, to Moscow. They remained

9 Though Kholopov calls it a textbook (yuebnux) in the Preface [31, 3], the book is really a
treatise (mpaxmam). His I'apmonus: npakmuueckutl kypc (Harmony: A practical course)
[30] is much more a textbook than the former.
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close until Yavorsky’s death in 1942. Bobykina’s /[mumpuii IIlocmakosuu: 8
nucovmax u dokymermax (Dmitri Shostakovich: In letters and documents), for
example, contains sixty-six letters from Shostakovich to Yavorsky [13, 9—132).
The connection between Yavorsky and Shostakovich, and any potential influ-
ence that Yavorsky’s theories had on Shostakovich’s composition style, is a
topic ripe for exploration.

With respect to Yavorsky’s overall impact, writing in 1927, noted musi-
cologist Leonid Sabaneev said: “Whether for good or for evil, all musical Rus-
sia at present is divided into “Yavorians” and “Old-Believers,” with the former
inclining towards aggressive action along the whole musical front. Though
still insufficiently verified, the new theory [the “theory of modal rhythm™] is
being introduced into institutions of music learning, its half-mystical, half-
cabalistic propositions taking the place of the simple recipes of old naive theo-
ry which possessed the advantage of not requiring obedience” [42, 210].

To a significant extent, the “Old-Believers” came to represent the Mos-
cow school, and the “Yavorians” the Leningrad. Yavorsky significantly en-
larged the Russian musical lexicon by coining musical terms: mseomenue
(“gravitation”), conpscenue (“conjunction”), npedvikm (“retransition”), and
nepemenHwlil and yseauueHustil (“mutable” and “augmented”) modes, for ex-
ample. Yavorsky also introduced ummonauus (“intonatsiia” or, translated,
“intonation”), a term Boris Asafiev would essentially stake his reputation on
in his two-volume My3svixarvHaa popma xax npouecc (Musical form as pro-

cess), the second volume of which bears the title THmonauyus [2]1.

10 “Old-Believers” (cmapoobpsdunt) are Eastern Orthodox Christians who do not adhere to
certain mid-seventeenth-century liturgical reforms, so there is a bit of irony in Sabaneev’s
comments here.

11 For an English translation of Myswsikansras popma kax npouecc see Tull 1977.
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Yavorsky made a big impression on Asafiev (1884-1949), the so-called
“father of Soviet musicology”, when they met. On May 3, 1915, Asafiev wrote

to Vladimir Derzhanovsky:

Ceroyias mo3HaKOMmWICA ¢ IBOpCKUM: 3TO OYKBIIbHO HEHCYEPIIAEMO
WHTepecHBIN uestoBek. Ero ciaymare — o/iHa pafiocTs... B ero merose s 00-
peJi TOo, UTO TaK JIaBHO WUCKaJI, — MPOYHBIN HAay4YHBIA (PyHIAMEHT TEOPUU
MY3BIKH, H0O0 JI0 CHX IIOP S COBEPIIIEHHO He Y/IOBJIETBOPSJICS TEM, UTO MHE
IIOHOCUJIU B KOHCEPBATOPUHU U yueOHUKAX, a caM He B CUJIax ObLII CO3/1aTh
eITUHYIO OCHOBY.

Today I met Yavorsky: this is literally an inexhaustibly interesting
person. To listen to him is pure joy... In his method I have found that
which I have long sought—a substantial scientific foundation for music
theory, because I have been completely unsatisfied with that which the
conservatory and textbooks have given me, nor do I myself have the
strength to create a uniform basis for such a theory [34, 296—297].

Asafiev would go on to be, arguably, the most important Soviet musi-
cologist in the twentieth century and, as Bershadskaya states, the founder of
the Leningrad school of music theory2. Asafiev was clearly inspired by Ya-
vorsky, while at the same time he took a hard line against the intruding har-

monic functionalism represented by Riemann and his proponents in Russia:

U3 TeopeTHKOB IIyOOKHUH aHAIN3 “TPUTOHHOCTU U PACKPBITHE 3HA-
YeHHUs 5TOU UHTOHAITMOHHOU cdephbl B COBPEMEHHOU My3bIKe JJajl pyCCKUU
MYy3bIKaHT-MbIcIUTENDb B.JI. IBOpCKuii.

Haob6opor, pabcku momumHuBIias cebe yMbl MHOTHX TEOPETHKOB
pUMaHOBCKasA cucTeMa «(PYHKIMOHAILHON FADMOHUN » 3aKPENOIIAeT CIyX
U CO3HAaHME KOMIIO3UTOPOB CBOEW KOHCEPBATUBHOU MeXaHUYECKOU
«IIPEJlyCTaHOBJIEHHOCThIO». JTA CUCTEMA fABJISAETCS MeYabHbIM HacCJeu-
€M TaK Ha3bIBaeMOro «reHepayi-6aca», mudpoBaHHOro 6aca, T.e. yueHUs O
rapMOHUM, POXK/ABIIETOCA U3 MPAKTUKU OPraHHOI'O U KJIaBUPHOI'O COIPO-
BOXK/IEHU s, CBOETO PO/ia aKKOMIIaHUATOPCTBA.

12 As the reader is probably aware, a music theorist in Russia is, first and foremost, a musi-
cologist (my3virosed), as is the case in most European countries, which is to say that theo-
ry is a subfield of musicology in Russia.
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Among theorists it was the Russian musician-thinker Boleslav Ya-
vorsky who undertook a deep analysis of “tritonality” and discovered the
meaning of its intonational purview in contemporary music.

On the other hand, Riemann’s system of “functional harmony,” which
has slavishly subordinated the minds of many theorists, subjugates the
composer’s hearing and consciousness with its conservative, mechanical
“predetermination.” This system is the sad legacy of the so-called “general
bass,” figured bass, i.e., the teaching of harmony born of the practice of or-
gan and piano accompaniment, some kind of “accompaniment school.”

[2, 243-244].

This quotation reveals the genesis of the Leningrad school of music
theory. Asafiev goes on to further rebuke Riemann and his denial of the
“physiological” and “intonational” aspect of music (245—246). As is well
known, Asafiev continued Yavorsky’s legacy of “intonatsiia,” which moved
away from a scientific acoustical view of music to one based on the human ex-
perience, music psychology and cognition, and musical emotions:3. Intonatsi-
ia is extremely difficult to define—you can read Bershadskaya’s definition be-
low when I asked her—so I will not get into its intricacies, which I myself only
half understand. There is even a famous joke in Russia about Asafiev and in-
tonatsiia worth recounting: Two musicologists were talking at Asafiev’s funer-
al. One says to the other, “it’'s a shame about Boris Vladimirovich,” to which
the other replies, “yes...it’s also a shame he never explained what he meant by
‘intonatsiia’!

This is worth recounting because, as Yuri Kholopov once told me, the
joke was invented by Igor Sposobin. So already in the early 1950s — Sposobin
died in 1954 — the Moscow school was ribbing the Leningrad school. Never-
theless, with Asafiev’s work a new music theory was born, one that was

uniquely Soviet and, in an abstract sense at least, uniquely Russian.

13 Sergei Protopopov’s daemenmut cmpoerus myswvikanvhoil peuu (Elements of the struc-
ture of musical speech), which he cowrote with Yavorsky, features an entire chapter on
unmonauus [20, 117—155], which is likely where Asafiev drew inspiration for the second
volume of Myssikaavras gpopma kax npouecc, published fourteen years thereafter.
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This brings up a final point about the Leningrad school’s origins: it can
also be linked to pressure on musicologists from the Soviet government to
create a Marxist musical science devoid of Germanic underpinnings. On Feb-
ruary 5, 1930, Soviet People’s Commissar Anatoly Lunacharsky convened a
conference on Yavorsky’s Theory of Modal Rhythm. It was as if modal rhythm
was put on trial by the Soviet government. The write-up in IIpoaemapckuii

my3wvikanm (Proletarian musician) states the aim of the conference clearly:

I'staBHBIM BOIIpOCOM, 3aHABIIMM BHHUMAaHHWE KOH(EpeHIUU IO Teo-
pUM JIAZIOBOTO PUTMAa B TeUeHHe IOYTH TpeX JHel, ObLJI BOIIPOC O TOM,
HACKOJIPKO 3Ta TEOPHSA B OCHOBHBIX CBOMX IIPEJANOCHLUIKAX COOTBETCTBYET
IIPUHIUIAM JIHAJIEKTUUEeCKOI0 MaTephajinu3Ma U MOXKeT JId OHA ABUTHCA
HCXOZHBIM MOMEHTOM JIJIs1 MapPKCHUCTCKOU HAyKU O MYy3BbIKe.

The main question of the conference on the theory of modal rhythm,
which took place over the course of almost three days, was to what extent
this theory, within its fundamental premises, corresponds to the principles
of dialectical materialism and whether it can be a starting point for a
Marxist musical science. [16, 6].

So this was a serious matter indeed. Yavorsky opened and closed the
conference, giving speeches of three to four hours each. Many — former stu-
dents for instance, such as Al'shchvang, Averbukh, Briusova, Protopopov,
Rabinovich, and Tsukkerman — spoke in favor of Yavorsky’s theory. However,
Nikolai Garbuzov attacked modal rhythm on an acoustical basis, and Mikhail
Ivanov-Boretsky attacked it on a historical basis, stating that there was noth-
ing new about tritone resolution (which was at the basis of the theory).
Ivanov-Boretsky then linked Yavorsky’s theory to “impressionism” and, with
it, “bourgeois” ideals, which were of course antithetical to Marxism [16, 7].
Ultimately, Lunacharsky, who seems to have been a lifelong friend to Ya-

vorsky, weighed in on Yavorsky’s side:

f He pemmicsa ObI CKa3aTh, YTO TEOPHUSA JIAJIOBOTO PUTMA €CTh MapK-
CUCTCKAasI TeOpHUsl B My3bIKe, HO 51 TBEP/IO YOE€XKeH, UTO 3TO €CTh TEOpUs,
HaubOoJiee Po/icTBEHHAA MapKCU3MYy U, BEPOSTHO, Pa3BUTHE MapPKCUCTCKO-
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ro My3bIKOBeJIeHUsA Oy/ieT UTTH [Sic] MMEHHO IO JIMHHWHU JaIbHEHIIero
Pa3BUTHSI TEOPHUU JIAJIOBOTO PUTMA W JAJIBHEHUIIEr0o IMIPOHUKHOBEHUS €€
HaYaJIaM¥ TUAJIEKTUYECKOTO MaTepruaaIn3Ma.

Though I would not call the theory of modal rhythm a Marxist theory
of music, I am firmly convinced that it is the theory most closely related to
Marxism. Likely, the development of Marxist musicology will move pre-
cisely along the lines of the further development of the theory of modal
rhythm and the further adoption of dialectical materialism to its principles.

[19, 13].

To be blunt, Yavorsky was a Slav — read here, not German — which
likely made it easier to promote his novel ideas. As with all things Soviet,
however, the pendulum soon swung to the other side and Yavorsky, by the
mid 1930s, was out of favor. This did not stop others, primarily Asafiev, from
taking up Yavorsky’s mantle and forming new related ideas.

Bershadskaya’s two teachers, Kushnarev (1890-1960) and Tiulin
(1893-1978), are an important link between Asafiev and the present-day Len-
ingrad school. The former, whose large portrait hangs in Bershadskaya’s liv-
ing room, did not publish much, but what little he did publish addressed two
topics: polyphony and Armenian monody (see Kushnarev 1971 and 1958, re-
spectively). Bershadskaya often refers to “monody” in her writings, as she did
in our discussion, which is a direct result of her studies with Kushnarev. Tiu-
lin was far more prolific than Kushnarev and had a larger impact on the
course of Soviet music theory. I have listed his main books in my bibliog-
raphy, which I encourage the reader to examine. His career began with his
Yuenue o capmoruu (Study of harmony) [27]. Late in life he wrote a fascinat-
ing book called Cmpoenue mysvikanvHoil peuu (The structure of musical
speech) — the same title as Yavorsky’s 1908 monograph [35] — which gives
Tiulin’s unique views on musical form, among other things. His Yueb6Hux

2apmoruu (Harmony textbook), which he cowrote with Nikolai Privano [29],
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represents Leningrad’s answer to the much more famous Muscovite brigade
textbook. Tiulin and Privano’s textbook has a Riemannian angle — T, D, and S,
are used prominently early on—but it is much more muted when compared to
the brigade textbook. Strikingly, Tiulin and Privano’s harmonic analyses of
excerpts are done entirely with roman numerals and not with the three Rie-
mannian descriptors as they are in the brigade textbook, which shows the au-
thors’ penchant for Stufentheorie over Funktionstheorie4. Tiulin’s ultimate
achievement was to bring the Leningrad school into the mainstream so that
they could continue the traditions of Yavorsky and Asafiev.

Bershadskaya continues this tradition to the present day. In her article
on the Leningrad school she goes into detail about the underpinnings of
“western” theory, and suggests that this is in line with the Moscow school to a
large extent. She often mentions the “acoustical” basis for this line of think-
ing, and how the “human” element is left out. Though she mentions only Hin-
demith by name (in passing) in this part of the article, one thinks immediately
of Heinrich Helmholtz, Heinrich Hertz, and Riemann as well. In short, west-
ern theory, and the Moscow school with it, has “ignored” the “psychological”
and “human” element of sound and music. The following quotation sums up

her beliefs about how the Leningrad school differs:

Harmma mkosia ucXoAuT U3 MPUHIUIIHAIBHO APYrux nos3unuii. Ilep-
Bas MO3UIUS — MY3bIKa M Ue/108eK, My3blKa U YeJI0BEUECKOe MBIIILIEHHE,
My3bIKa M YEJIOBEUECKUH HHTEJIEKT, €er0 ICHUXOJIOTHs, 3aKOHbI BOCIIPHSI-
tuss. Y cBoel 3aZjauel Hallla TeOPHs CTABUT HE YCTAHOBJIEHWE CBS3EH ¢
aKyCTHUKOH, 4TO, B O0OIIIEM, OUEBH/THO U HE HYKJIAeTCsl B ITOJATBEPIKIEHUAX,
a pacKpbhITHE TaWHBbI TOTO, KaK aKyCTHUYECKHE SIBJIEHUS, TO €CTh SBJIEHUS
MaTepUATIbHOI IPUPO/IBI, CTAHOBATCS UCKYCCTBOM, CTAHOBATCS CPEICTBOM
BBIpayKEHMS AYIIEBHBIX MMEPEKUBAHUN YeJI0BEKA, CTAHOBATCS MY3blKoll. B
STOM MHE BHUAUTCS MPUHIUIIHAIBHOE OTJIMYHE HAIlled poccHiickoi (M s
OBl CKa3zajia, MPEeKEe BCEro, /AeHUH2PAOCKOU) KOHIIEMIUH, COXPaHSIOen
CBOE 3HaUEeHHe JI0 CUX I0P.

14 Notably, there is no Schenkerian slant whatsoever in either textbook.
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Our school comes from principally different positions [from those in
the West]. The first position is that of music and the human being, music
and human thought, music and human intellect, its psychology, the laws of
perception. And the goal of our theory is not to establish connections with
acoustics, which generally is clear and not in need of confirmation but, ra-
ther, to discover the secret of how acoustical phenomena — that is, phe-
nomena of the material world—become art, become a means of expressing
the internal experiences of the human being, become music. Herein lies
the principal distinction of our Russian (and, I would say, first and fore-
most, Leningrad) conception, which has preserved its significance to this
day [7, 10]; [italics original].

I have included Bershadskaya’s main books in my bibliography. Her
non-pedagogical output spans from OcHogHble KOMNO3UUUOHHDLE
3AKOHOMEPHOCMU MHO0202010CUSL PYCCKOU HAPOOHOU KPeCcmbsaHCKOU NnecHu
(Fundamental compositional rules in multi-voiced Russian folk-peasant
songs) [9], a rewrite of her 1954 dissertation, to B n1adax ¢ 2capmoHnueil, 8
eapmoHuu c¢ aadamu: ovepxu (In modes with harmony, in harmony with
modes: Essays) [3]. Her main theoretical work, however, is Jlexuuu no
eapmoruu (Lectures on harmony, [6]). In the same fashion that one could
draw a direct line between the brigade textbook and Kholopov’s I'apmonus,
one could draw that same line from Tiulin’s Yuenue to her Jlexyuu. Among
many awards, her most famous is that of “Distinguished Artist of the Russian
Federation.” She is currently working on a book on musical methodology for
music school teachers.

In the interview that follows I worked chronologically, roughly, using
the first 45 minutes to ask historical questions, largely outside of music, and
the second 45 minutes to focus on music and music theory. Her stories of life
in the early Soviet Union, and of living through the 900-day Nazi blockade of
Leningrad during WWII, are at once fascinating and chilling. Her apartment,
in which we met, is something of a Soviet time capsule — she has lived there

since 1924 — with memorabilia from many decades of life and music making.
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In this introductory essay I have likely raised as many questions as I
have answered. A logical next step would be to examine the issues in more
depth. For instance, what is the history of harmonic functionalism in Russia?
What are the similarities and differences among the four key harmony texts—
by the brigade, Kholopov, Tiulin, and Bershadskaya — which I cited above?
What are some specific examples of concepts, not just “intonatsiia” but others
as well, from the Leningrad school, and how does one use them in musical
analysis? How does intonatsiia differ from voice leading (a topic we discussed
in the interview)? And to what extent did Soviet pressure shape music theory
in the twentieth century? Another fascinating theme, which I have not yet
mentioned directly, would be the role that women played in the history of
Russian music theory. If Bershadskaya is not currently the most famous mu-
sic theorist in Russia, then that honor would likely fall to Yuri Kholopov’s sis-
ter, Valentina Kholopova, who is 83. But the topic of women music theorists
in Russia begins long before these two figures. For example, Leah Averbukh,
Nadezhda Briusova, Ekaterina Maltseva, Sofia Beliaeva-Eksempliarskaiia,
Maria Medvedeva, and Anna Charnova were all active in the late-nineteenth
and early-twentieth centuries and made important contributions to music
theory. Beliaeva-Eksempliarskaiia coauthored, with Yavorsky, a fascinating
monograph on music cognition, Bocnpusmue .1adogblx mMeao00uveckux no-
cmpoenuil (The perception of modal melodic structures), in 1926. Charnova
actually went to Germany to study with Riemann, and published two articles
on him and his theories, in 1897 and 1898, after her return to Russia
[36, 358n5]. And currently, there are more women than men in music theory
in Russia [37]. My essay is just an introduction to all of these issues, in which
Bershadskaya has played a central role for the better part of a century. Here is

the interview, condensed and edited for content, which I translated from the
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original Russian. Occasionally I add Russian words (in italics) or other edito-
rial commentary (in roman type) in square brackets, or footnotes, for clarity’s

sake.

INTERVIEW WITH TATIANA BERSHADSKAYA

P. E: 1. I read that your father studied with Rimsky-Korsakov
at the conservatory. What did he say about his studies with him?

T. B: I only recently realized why he spoke so little with me about the
conservatory. I remembered one phrase he said which, at the time, didn’t re-
ally register. In the old building of the conservatory, as you entered, there
were two large marble memorial plaques on which they etched the names of
famous graduates. The list began with Tchaikovsky. In 1908, the year of Rim-
sky-Korsakov’s death, they etched Maximilian Steinberg. And suddenly my
dad said to me, “do you know that I was to have been on that plaque?” But it
was the year of Rimsky-Korsakov’s death, and in place of my father they
etched Steinberg’s name, since he was Rimsky-Korsakov’s son-in-law. You
know, I just remembered this phrase by chance and it suddenly all made

sense to me. It seems he had some kind of bitterness or resentment.

2. So he didn’t say much about those times?

Yes, he didn’t say much about his conservatory days.

3.That’s too bad, since he surely knew Stravinsky, who also
studied with Rimsky-Korsakov at the same time.
We never discussed Stravinsky at all for some reason. My dad was

more from the classical school.
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4. When we met last November you said that you were a
“non-partisan” [6ecnapmuiinstit] Bolshevik. What did you mean
by that?

I'm happy to answer that, but I'd like to say a couple more things about
my dad. He finished the conservatory not only as a composer, but also as a
violinist, violist, and conductor. Practically speaking, he worked principally as
a conductor, and his work as a composer was manifested more in orchestra-

tion and arranging. After I was born he no longer really wrote music.

5. Where did he work?
The last place he worked was the Regional Operetta of Leningrad. He

was therefore always on business trips. We rarely saw him at home.

6. Which compositions did he like to conduct?

All operettas really. He had no symphonic practice or experience, so he
didn’t know the symphonic literature. He orchestrated a lot. He often con-
ducted Nikolai Strelnikov’s operettas. And I think, to this day, they are per-

formed in his orchestrations. This was his work.

7. And now about you being a non-partisan Bolshevik.
This was a label for people who, with all their heart, were supportive of
the direction of our country and government, but who did not join the com-

munist party.
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8. You were never a member of the communist party?

Not only was I never a member of the party, I was not a Pioneer, which
was strange for my ages. I was not a Komsomol6. Why was this so? The thing
is, my family, in which I grew up and held so dear to my heart, was a family of

“low-level dissidents,” as one might say now.

9. You have some noble bloodlines I’'ve read.

My grandfather had a noble estate himself, but this is not an old blood-
line. But my family members were all monarchists. My grandmother suffered
the 1917 revolution with unbelievably great pain. She kept a portrait of the
Tsarevich for a long time, until 1937, when it became dangerous to have such
things. She needed to get rid of it then. It was such an internal rejection for
my family, what was going on in the country, but it became customary. And
my mother was very religious. All my family was religious except for my father,
who said about himself, “I'm a militant atheist.” And he said that his initials, S.
V. B., stood for the “Union of militant atheists.” But he never objected to reli-
gion at home. I've had religious icons hanging in my home ever since. And
you know, this is what has sustained me. I was also raised in the Christian
faith and I'm still devoted to it. And therefore they didn’t allow me to become

a Pioneer, nor did I want to.

10. You mentioned 1937. Were you living in this apartment?

I've lived my whole life in this apartment, since I was three.

15 The “Vladimir Lenin All-Union Pioneer Organization,” which existed from 1922 to 1991,
was something of a mandatory boy/girl scout organization meant to indoctrinate children
with communist ideals.

16 The “All-Union Leninist Young Communist League,” or the “Komsomol,” was the next
step in the communist indoctrination of youth, for teenagers.
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11. They say the Great Terror was truly horrible’.

It was horrible. My mom always worked. By education she was a
French language teacher but, because she had problems with her legs, she
couldn’t work as a teacher and, instead, worked her whole life as a bookkeep-
er. As such, she rose through the ranks and ultimately was the senior ac-
countant at some state bank. I don’t remember which one exactly—I was still
young—but she was working there. And on a form that she filled out...we all
had to fill out very detailed forms all the time, answering “who’s your father”
and “who’s your mother.” All relatives. And my mother wrote that her father
was a private nobleman [auunbiii déopsaHum]. This was my grandfather. He

inherited a private noble estate, and my mother wrote this on a form.

12. And this was dangerous?

It became dangerous. Our building superintendent — who was attract-
ed to my mom... she was very beautiful and generally wonderful — said to her,
“you know, Nina Grigorevna, I shouldn’t tell you this, but they’re coming soon

to search your house.”

13. My God!

This is how we lived. We burned a lot of stuff. Not only the portrait of
the Tsarevich, but many books that were forbidden at that time. I remember
burning a book of poetry by Igor Severyanin. In short, we burned and burned
and burned. The search of our apartment never came, but my mother was

fired from all jobs, in particular, as a bookkeeper. And she couldn’t get hired

17 The “Great Terror” [boavwoii meppop] was a period of communist party purges in Sta-
linist Russia from 1936 to 1938. It is estimated that roughly 500,000 people died at the
hands of Stalin’s government.
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anywhere. And then my mom — she was a very decisive woman and generally

fabulous — wrote a long letter to Mikhail Kalinin:8,

14. And he responded?

Yes, can you imagine, he responded. And they gave her her job back. I
myself went with her to Smolny for the answer. I wasn’t able to go with her in
the building, and I waited a long time for her outside, but they gave her Kali-
nin’s answer with the demand that she be reinstated to all of her jobs. So

things like this also happened. This was 1937.

15. You said that your mother was religious and your father
an atheist. I've read that Rimsky-Korsakov was also an atheist.
Perhaps your father learned that from Rimsky?

Possibly, but I'm not sure that Rimsky-Korsakov was really an atheist.
He was, so to speak, a pagan. Or he was more clearly a pantheist. Neverthe-
less, my mom and dad got married in a church despite the fact that he was a
non-believer. And for a long time I had their wedding candle sticks, and her
bridal veil, and some Brusselian lacework, which I was able to exchange for

butter in 1943.

16. In one of your previous interviews I read how you said, “I
lived a double life, hiding my sympathies for the Pioneers at home
and, at school, the fact that I would attend services at St. Nicholas
Cathedral.”

Absolutely true, a double life.

18 Kalinin was the head of state for the Russian Republic of the Soviet Union, and a mem-
ber of the Soviet Politburo. The Russian city Kaliningrad, formerly Konigsberg, is named
after him.
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17. How long did that last?

Psychologically it was very difficult. It lasted until the war. Because
during the war my entire family died. St. Nicholas Cathedral never left my life,
strictly speaking, and it would still be in my life were I able to get there now.
Back then, such activity was severely persecuted. Pavel Serebriakov, the rector
of the conservatory at that time, was very strict in monitoring his staff, mak-
ing sure that no one was religious. For a long time I had to hide such things at
work. But you know, religion is such an intimate thing that it never really in-
fluenced my work or my social life. Psychologically, especially during my
school years, it was difficult for me. But still, one thing did not affect the other.
It was simply another side of my life, which did not affect work or anything
else. But in my heart of hearts I always identified with my country, my Soviet
Union. I painfully lived through its demise and I still can’t completely come to
terms with the fact that it’s gone. I simply want to add that this phrase, “non-
partisan Bolshevik,” at that time was a certain social status — there were such

people who were outside of the communist party.

18. Were you invited to become a member of the party?
Endlessly. I remember one discussion with the secretary of our party
organization, Iudovin, who said, “Tatiana Sergeevna, please join the party. We

so need decent people like you.”

19. And how did you answer?

I said that I'm not worthy. That was always my answer.

20. That was a very wise answer. About the blockade. My
mother was Norwegian, and she lived through the Nazi occupation
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of Norway. I remember one interesting story my mom liked to tell
about how, once, someone gave her and her friend a rutabaga. And
they fried it in fish oil, and it was one of the best meals of her life.

I understand her like no one else can.

21. And so my question. Do you have any stories of a similar
meal during the 900-day blockade of Leningrad by the Nazis?

You know, I don’t remember that the word “meal” even existed for us,
as such. There was simply no such thing as a meal. But not for all 900 days.
There were different days. The most horrific from the point of view of starva-
tion, unthinkable starvation, that was the winter of 1941-1942, because in
1943 there began to appear certain products, and I began working at the kin-
dergarten and there the concept “meal” existed. There they had kasha, with

no meat. This was 1943. It was a bit better.

22, You must have thought about death during the blockade?

I didn’t think about death. You know, all my family, except my old aunt,
died. But I myself... it was some kind of internal conviction, but I felt that I
would survive. I don’t know what to call it, but I saw for myself a post-war life.
It was always on the horizon. And I think that it was like this not only for me.
But for my mom it was different. From the very beginning she said, “we’re all
going to die.” This was at the very beginning of the war, before there was even
starvation. But I didn’t share this feeling. I don’t know, I just didn’t think
about it. When you ask me about it now I can tell you that I always had a
sense of what will be after the war. Yet I saw death all around me. I still see
visions of a headless body at the corner of Voznesensky Prospect and Isaaki-

evsky Square. I was coming home from the conservatory and the bombard-
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ment started. It was artillery fire and I hid. And as I emerged onto Voznesen-
sky and began to turn to Isaakievsky Square, right there at the Mariinsky Pal-
ace a person without a head was lying there. I still see that image. Then on
Maksimilianovsky Alley, near the gates that lead to Maksimilianovsky hospi-
tal, the corpses of a man and boy were lying there, for about two weeks. I saw
them on my way to the conservatory. They had frozen. It was 40 degrees be-
low zero Celsius. I didn’t go to the conservatory every day, because of person-
nel mobilization rules on our team. But every time I did go for about two

weeks those corpses were still there.

23. Were there any Germans in the city limits?

No, none.

24. I understand that the blockade was around the city.

Around the city, not that close. Around Pulkovo, near the airport. They
would fire artillery from Pulkovo. November 6, 1941, I remember like today. I
was on duty at the conservatory on the anti-aircraft defense team. They didn’t
allow us to go home, so we lived there for a while. They let us go out once eve-
ry several days to wash up, when the water was still running, which soon end-
ed. And then we returned and were on duty 24 hours a day. I remember No-
vember 6 because November 7 is Victory Day of the November communist
revolution. There’s a famous parade, which they still show on television. And
on the eve of November 6 we were building barricades near the Gorky House
of Culture. This is near the Narvsky Gates, downtown. And right over us, I
remember it just like now, shells from the German artillery started flying,
from Pulkovo to Vasilevsky Island. Then we arrived at the conservatory, and I
was on duty in the rector’s office. That’s where I slept. And I remember the

142



Hnmepeaniro

solemn meeting of the Politburo on November 6, which they broadcast on the
radio since there were not yet any televisions. Levinthan told us of how the
Germans had been stopped in Moscow. This was the first time that they had

been stopped. The next morning was the parade.

25. In Norway it was horrible for my mom, but for the Ger-
mans and Hitler, Scandinavians were closely related, so Norwe-
gians were not treated so awfully. Not so with Slavs. What the
Germans did here was atrocious. What can you say about how you
view the German people, then and now?

It’s a completely distinct treatment between the concept “German” as a
nationality and “German” as an enemy, a fascist. I love German culture, music,
and literature, as I always have. I grew up on Beethoven and Schubert. Here’s
my portrait of Beethoven [she points to the portrait on the wall], my most fa-
vorite composer. Musorgsky is right next to him. But I love Beethoven more

than Musorgsky, for sure.

26. Well he wrote quite a bit more music.

True. But at any rate, I'm absolutely not a nationalist. I have no fascist
underpinnings one way or the other. And therefore for me the concepts “ene-
my” and “German,” even if we are speaking of “Germans,” it was always just a
word, not an essence. We always had many German friends. I grew up sur-
rounded by German families. I began my education at a private German
school. This school was founded by the Wissendorfs. My family was quite
afraid of Soviet influence. After all, this was the 1920s. It was all new, and
they were scared of the Soviets. Therefore when my cousin, who also grew up

in this apartment, and I turned seven, they didn’t put us in Soviet schools but,
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rather, a private German school. My grandmother and I would travel to Va-
silevsky Island to this school. It’s not close. We would walk right over the Ne-
va river in winter when it was frozen. The Wissendorfs lived in a very famous
German house, near St. Catherine’s Cathedral if I'm not mistaken, at the cor-
ner of the First Line and Grand Prospect. Their private school, which was in a
different building, was closed down, so they opened up the new German
school in their big apartment. We studied in that German school two years,
and then they closed it. And then we had to go to a different school, this time
Soviet. I loved my Soviet school with all my heart and I still love it to this day.
I wouldn’t have traded it for the world. I think we got an outstanding educa-

tion. We had wonderful teachers.

27. I remember telling you that my father was a communist.
Wonderful!

28. He, like you, suffered when the Soviet Union ended.

Yes, I suffered, and still suffer.

29. For my dad it was a real catastrophe, but I’'m not so in-
terested in asking you what was good about communism, since I
knew that from my father. I would like to ask you...

What was bad?

30. Yes, think about that. Of course you know what people
say generally, but in your opinion, what was bad about com-

munism?
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In terms of what was bad I would say, as I now understand it, there
was some manifestation of historical laws. You see, communist ideas, these
are the same as those from evangelical Christianity. And as with any such ide-
as they are beautiful as ideas, but as soon as real people begin to realize them
in practice, then those same people, as earthly beings, begin to ruin those ide-
as. In my consideration, the impossibility to put into action these ideas as
they were meant to be—ideal—doomed the system to failure. Because not all
people, especially those striving for advancement, were capable of preserving
the realization of these ideas in life. This is my conviction. So it’s not so much
that there was something bad, but that’s how it all appeared. Also, there was a
certain inflexibility in the realization of ideas, a demand for like-mindedness
[edurombicaue] in some sense. This was bad about communism, of course.

And in essence? In my opinion there was nothing bad about communism.

31. Let’s return to music and the Leningrad school of music
theory. Asafiev, Tiulin, Kushnarev — your teachers. Let’s start
with Moscow in opposition to Leningrad. What exactly is the
“Moscow school” of music theory in your opinion?

I have a lot of problems with it. The thing is, in my opinion we must
first define the “Russian school” in contrast to the western-European school
of music theory, insofar as I understand that school. Because, practically
speaking, I know more about what went on in the nineteenth and the begin-
ning of the twentieth centuries. The most recent new works from the West I
simply don’t know. But I can say that our Russian music-theory school—on
the whole Moscow and St. Petersburg, since there really are no more, only
those two — is distinguished by our search for the moment of human percep-

tion [MomeHm uenogeueckozo socnpusmus].
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32. And the Moscow school as well?

Yes, Moscow as well. It essentially started there. The first person who
conducted this search was Yavorsky. He was the first to say that a mode [.1a0d]
is gravitation [msiecomenue]. And what does gravitation mean? There’s no
“weight” in music. So this is an analysis of our perception. The moment of our
psychological, human evaluation [ouenxa]. That is, we speak of mode as a

manifestation of the human perception of that which sounds.

33. OK, but is this the entire Russian school of music theory?

Yes, the entire Russian school.

34. Well then what exactly is the Moscow school?
The Moscow school came later. And the Petersburg school came with

Asafiev, Tiulin, and Kushnarev.

35. And Bershadskaya!

Bershadskaya is just their successor. They were the founders. These
were people with university degrees, all three. Tiulin finished both the math-
ematical and law faculties. Asafiev finished the history faculty, I think, but I
can’t remember precisely9. But what exactly does a university education
mean? It’s an education that always demanded a logical thought process.
The Moscow school was founded by people who graduated Church-Slavonic
schools, seminaries. That is, Moscow was of a more emotional-sensuous bent,
but with us, we had strict logic. The first thing that Yuri Tiulin demanded of

us in our discussions was that we had no errors in formal logic. That which

19 Asafiev finished the history faculty of St. Petersburg University in 1908.
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the Moscow school doesn’t really demand. The Moscow school is more meta-

phorical.

36. The first name that comes to my mind with the Moscow
school is Igor Sposobin, right?

Yes, if you like, he was among the very first.

37. And also Grigori Catoire, who also promoted Riemann.
This was very important to them.

Here in Russia Rimsky-Korsakov emanated from Riemann. Rimsky’s
textbook is essentially Riemannianz°. By the way Tiulin also relied quite a bit
on Riemann. Riemann is at the basis of our school. You see, the entire school
is essentially European insofar as it rests on the study, first and foremost, of
the rules of the major-minor system. And because of the recognition of this
system as a single inviolable system, this sometimes hinders the possibility of
seeing different systems. Why, for example, does the western system differ so
markedly from eastern systems? After all, eastern systems are also systems.
But our western education, at least in part, does not allow for the considera-
tion of other systems. If you recall the Moscow, even the European school of
the nineteenth and twentieth centuries, what did they teach? They taught how
to form the major-minor system. The same as Riemann. They simply didn’t
allow for other schools of thought. If you’ll allow, this began, first and fore-

most, with the Leningrad school. Thanks to Kushnarev, we began to

20 Here Bershadskaya is mistaken. It is entirely likely that Rimsky-Korsakov consulted not
a single source from Riemann in writing his textbook in the fall of 1884. Riemann’s Verein-
fachte Harmonielehre only appeared in 1893, and Riemann’s earlier works would have
been of little interest to Rimsky, if even available. Rimsky was far more influenced by the
works of Heinrich Bellermann, Luigi Cherubini, Anatoly Liadov, and Tchaikovsky (see:
[36, 309-325], and [39, 208-242].
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acknowledge that there exist other regulated systems outside of major and

minor.

38. Here you’re speaking of his work with Armenian mono-
dy?

Exactly. Everyone knows that monody exists. Abroad and in Moscow,
everyone knows. But somehow monody is not considered to be of equal value
to the major-minor system. And, at the basis of all teachings, the chord is giv-
en as a unit. They search for the chord in systems where it simply doesn’t act
as such. Right up to Shostakovich, even. Take, for instance, Alexander
Dolzhansky, who wrote about Shostakovich’s early works. He immediately
pulls everything in the direction of chords. This is the tendency to see music,
first and foremost, as a succession of chords. hether we judge its content or
whether we judge what we call a “mode,” ultimately we are always looking for
the chord. Not understanding that there is another line, the horizontal. Thus
the presentation into the system of different types of thinking, this is the
hallmark of the Leningrad school. In Moscow they speak of “monodic things”
but they miss the point. For example, Yuri Kholopov. As my teacher Yuri Tiu-
lin said about Yuri Kholopov, “Kholopov has read so much that he can’t even

digest it.” Kholopov’s assertions are a complete mishmash [kawal].

39. Are you speaking now of Kholopov’s textbooks on har-
mony?

His harmony textbooks, and his other works. His last work, Music-
Theoretical Systems [see: [32]], is a total mess. Did I give you the little book I

wrote not long ago?
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40. Harmony in Modes?

Yes. In that book I have a rather clear criticism of what Kholopov does
in his books. He lacks logic, and he doesn’t follow the rules of formal logic.
One definition does not follow another. For example, he says that, “a mode is
a pitch-system of music” [1a0d0 — amo 38ykxoevicomHan cucmema My3wikiL].

“Harmony” is a pitch system of music, but not “mode.”

41. Were you acquainted with Kholopov?

TB: Of course, he came up to St. Petersburg. He came to visit me here
in my apartment. But the Moscow school is a real mess [kxasapdax]. Kholopov
introduced a great confusion [cymsamuua] having excluded the concept of
harmony as a material structure. He confused harmony with mode. This is his

problem. They are different things.

42. Does the Moscow school rely too heavily on German the-
orists, like Riemann, and the German school of theory?

No. There have been no Germans in the Moscow school for quite some
time. No Riemann. If we are talking about the major-minor system, then of

course Riemann, but if about later developments, then no.

43. I know that Asafiev really liked Yavorsky and didn’t like
Riemann.

Well, Asafiev overstated that. Because Riemann conforms to the ma-
jor-minor system. Generally, I have my own conception with respect to the
positions from which we must approach musical systems. I consider a musical
system to be a phenomenon that develops historically. And no system can

pretend to be absolutely universal. That’s the stranglehold [3acuave] of the
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major-minor system in the minds and, in part, the practice of European music
and musicians. If we look at European music from, say, the end of the six-
teenth century, then one could say that the major-minor system continues to
be in effect. Because if we were to take film music or popular music, which is
all current and exists as actual intoned music [uHmonupyemas myswvixal,
then that music is significantly more common than that of Schoenberg or oth-
ers like him, if we speak generally about major-minor music. Is this by
chance? No, it’s not by chance but, rather, it happens because the laws of the
major-minor system, like no others, were placed at the basis of the properties
of the very material of the music. That is, the properties of sound, the acoustic
materials. So they mixed together Riemann’s ideas with ideas of others, etc.
As we were taught, this is the Hegelian triad. his note negates this note as
tonic, and this note reestablishes it. Which is to say thesis, antithesis, and a
new whole [i.e., synthesis]. Take this note for example [Bershadskaya plays a
repeated G#4 on the piano]. It certainly sounds like a tonic after a while. But
if I put it in context [she plays it now as m. 5—6 of Beethoven’s Moonlight So-
nata] it sounds different. These are the rules of the major-minor system,
which even Rameau showed us. And ultimately Riemann built a system on
this, and it’s not going anywhere. But other nearby systems also exist. And
this acknowledgement of other systems, with their own sets of laws, is what is
gained by the logic of our Leningrad school of music theory. And, if you like,
this is a generalization, because I had two teachers, Tiulin and Kushnarev and,
to a certain extent, Asafiev. And, if I can say so, I've tried to generalize their
thoughts. I came up with the concept of the “distinct unit of a musical system”
[pasnas edunuua cucmemst 8 my3vike]. After all, any system has its own unit.
Suppose I say, “the road from St. Petersburg to Moscow is some 600 kilome-
ters.” I'm not going to say that it’'s 600 square kilometers. No. Linear distanc-
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es are so measured, correct? And about the square meterage of a room I'm
not going to speak about simple linear meters, I'm going to speak about
square meters. It’s exactly like that with a musical system. There are distinct
units of motion, of thought. Perhaps it’s a chord, or perhaps a separate note.
It’s important not to confuse these two concepts. One can’t gauge peasant
folksongs with chords. The Ukrainian folksong “Shedrik, Shedrik” [Ber-
shadskaya plays this song on the piano]. Here’s every note, and here’s the
tonic. There are no chords. And it’s wrong to analyze such things with chords.
Just as it’s wrong to analyze using only single notes that which happens in the
music of Beethoven or Wagner. So this is the juxtaposition of distinct units,

which I have not seen in any other theoretical school.

44. Only in St. Petersburg.

Yes, only in St. Petersburg. Of course people speak about chords and
tones. But to contrast them as two distinct systems of thought, you can’t find
that anywhere else. And that’s how it begins. Someone plays Shostakovich

and they find chords where there are none.

45. Now the most difficult question, what’s the definition of
intonatsiia?

Sometimes it’s understood too simplistically. That is, they say that in-
tonatsiia is, say, melody. Melody is intonatsiia. And then that becomes all of
intonatsiia. That is, they essentially equate the concept of “intonatsiia” with
“motive.” But Asafiev spoke of something completely different. And I think
I've given a definition that’s closer to the essence of what Asafiev had in mind.
I said that intonatsiia is “the pitch result of the overwhelming demand of the
human being to express its emotional state with the voice” [38yxoeoil
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pe3yavmam Heo00AUMOIl nompe6uocmu Hesn06eKda 20/10Com evlpa3umbs ceoe

JdyuiesHoe cocmosiHue].

46. Because before Asafiev it was a lot simpler—intonatsiia
came from Yavorsky.

And Yavorsky, perhaps unwittingly, already had that in mind.

47. PE: I’ve worked with a Yavorskian analysis of Chopin. It’s
an intonational analysis. It maps the horizontal position of all
notes in the Chopin prelude. It shows how they are “intoned,” hor-
izontally speaking, do I have that right?

Yes, horizontally.

48. So it’s very similar to voice leading [20.10co8edenue], but
it’s not voice leading.

No it’s not voice leading.

49. Voice leading is more mechanical?

Voice leading can happen between structures that are, internally, not
even connected to each other. For example, if speaking in your terms, here’s
one motive, and here’s another [Bershadskaya plays the first two bars of
Mozart’s A major Piano Sonata, KV 331]. And between them you have voice
leading. But the intonatsiia is divided completely differently. With respect to
intonatsiia, there are two2!. And there is also voice leading between them.

That is, to reduce intonatsiia to voice leading is incorrect. Intonatsiia is that

21 Tt was, and still is, unclear to me how these two intonatsiia differ from the idea of two
motives in those first two bars of Mozart KV 331.
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which stands above the absolutely material structure. I'm currently writing an
article on methodology for music school teachers. And there I begin one of the
sections by asking what music is. It’s an art and, as any art, it’s a product of
human spiritual activity, but any art also has its material side. Because the
spiritual that we have in art can only be transferred through the material side.
Beginning with such a phenomenon as our language and speech, because lan-
guage is also spiritual, but it expresses itself in the material word. Painting is
a spiritual art, but it is expressed through material. Paints, drawings. Music,
of course, is a spiritual art, but it expresses itself through material, through

notes. Anything spiritual can be perceived only through material.

50. You said that all music is tonal, correct?

Yes, of course. And I consider tonality to be a category of pitch.

51. Of pitch?

Yes, there must be pitches. Quite recently, this past June, I published a
new article, “The Music of Noises: Is It Music?” And there I tried to prove that,
if the entire composition is made up only of noises, then it’s not music. It
could be some different type of art. By the way, Kholopov offered the term
“Timbral Music” [membpuxka]. Timbre has a colossal expressive significance,
but this is not music. Music must definitely have absolute pitches. And in this
I cite classical thinkers, in particular, Herodotus, who wrote that a sound can
be a musical sound only if it can be thoughtfully reproduced by the human
voice. A most wise thought, which Asafiev then took, since he also speaks
about this important vocal moment. And how I characterized intonatsiia to

you earlier. It’s “the pitch result of the overwhelming demand of the human
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being to express its emotional state with the voice.” Do you understand? With

the voice!

52. The voice, that’s the key moment?

Absolutely, the key moment.

53.You said, in one of your interviews, that “one of my most
important theses, which I can consider my own discovery, is the
introduction of the transmitter [Hocumeanb] and informant
[ungpopmamop] of modal function [radoean pynrxuusa].

And that’s the unit of motion [edunuua deuxcerus]. That’s it, the in-
formant. What does informant mean? In a monodic system, one note is suffi-
cient. The note “informs” us. There is a note, it is the informant, it is the tonic.
Or it is not the tonic. And in the harmonic system the informant—an entire

complex — is the chord. That’s what I mean when I speak of a “unit of motion.”

54. When we met last November you said that your favorite
composers were Beethoven and Tchaikovsky, do I remember that
correctly?

Indeed.

55. Do you have other favorite composers, perhaps more re-
cent, say of the twentieth century?

Well, I grew up on tonal music. Because tonality exists in any music.
Tonicality [monuxaavHocms] — this is not tonality — refers to music with the
sense of a clear tonic. So I grew up on that type of music. I can name twenti-

eth-century composers whom I listen to with pleasure. Shostakovich, Schnitt-
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ke. They both have a sense of a gravitation toward the tonic. Music that is
openly simply dissonant and not tonic-oriented, I can listen to it, but I don’t
really like it. I would never put it on and listen to it myself. Shostakovich and
Schnittke I'd happily play. But ultimately my heart is there where Tiulin’s
heart was. He also preferred tonal major-minor music. I also like folk music.
I studied folklore for many years. This is when I studied with Kushnarev and
wrote a dissertation on multi-voiced Russian folk-peasant songs. I was likely
the first to suggest that Russian folk songs are not monolithic, but that they
have different areas and fields, which can in fact be completely different. The
music of our northern peoples, for instance, vastly differs from music of the
Donskoi region, and so on. It’s generally considered that mine was the first
work to suggest that. And in this I was able to work with music that was not

from the major-minor system.

56. It opened up a different world for you?

Yes, a different world. But more important, being a student of Kush-
narev and Tiulin, I could unite and deduce those generalities that the juxtapo-
sition of different systems allowed for. So I didn’t consider monody to be

some kind of impoverished system.
57. Tatiana Sergeevna, thank you so much for talking with

me today.

You're most welcome.
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CBEAEHHNA Ob ABTOPAX 1 AHHOTAIINUA

3AXAPBEKOBA Hpuna CepreesHa —
KaHAUJAT HCKYCCTBOBEAEHUs, MOIEeHT Kadeapbl
TEOPUU MY3BbIKU PoccHUCKON aKaJieMUN MY3BbIKU
uM. ['HeCUHBIX

Irina S. ZAKHARBEKOVA is a Candidate
in Art Studies, Assistant Professor at the Music
Theory Department of the Gnesin Russian
Academy of Music

E-mail: i.z-bekova@yandex.ru

TEMA JETCTBA BO ®PAHITY3CKOM MY3BIKE
XIX BEKA: K IOCTAHOBKE ITPOBJIEMBI

AnHoTtanuda. B cratee paccmaTpuBaerca gopTennuaHHasg U BOKAJIbHAA
My3blKa TAaKUX (PpaHIly3ckux KoMmno3uTopoB XIX Beka, kak III. Anbkaw,
[I. I'yno, 7K. buse, I'. ®ope. McciemoBaTeIbCKUU aKIIEHT C/leJIaH HE CTOJIBKO
Ha pa3bope My3bIKAJIBHOTO fA3bIKa M30pPAaHHBIX MPOU3BENEHUN, CKOJIBKO HA
HCTOPUKO-KYJIBTYPHOM KOHTEKCTe, B KOTOPOM OHHM HaxOAATCH, a TaKXKe Ha
HEKOTOPBIX TPUYHUHAX, 00YCIOBUBIIUX UX TOSBJIEHUE.

Tema sieTcTBa B My3bIKaJIbHOU KyJbType ®@pannuuu XIX Beka 3aHUMAET
oco0yto posib. OHA ecTeCTBEHHO BbITEKAeT M3 O0IEero BHUMAaHUS K JIETCTBY,
nieMoHcTpupyemoro dunocodpamu, megaroraMu u nucareaamu XVIII-XIX
BEKOB, U CBf3aHAa C HECKOJBKUMHU (aKTOpaMu. Bo-TllepBbIX, 3TO HIeU
BOCITUTaHUs My3UIIUPYIOIEero jJobuTtessa. B pamkax ctusis bunepmeiiep (B ero
dpaHIry3cKOll Pa3HOBUAHOCTH) U MOJEe Ha JioMalllHee MY3HIIMPOBaHUE
BO3HUKAET 3aIlpOC Ha CO3/laHKe HETPYAHBIX U YOOHBIX MbeC JJIsI COJIBHOTO U
ancambJieBoro ucnosHeHus1. Ocobast posb 3/1eCh OTBOAUTCS (HOPTEMUAHHOMY
ATy B 4 PYKHU U IIECHAM JJIA ToJioca ¢ poprenuasHo. Bo-BTOPHIX, B CBA3U C
oTKpbITUEM [lapuKCKOU KOHCEPBATOPUM U JPYTUX MY3bIKAIBHBIX YueOHBIX
3aBeIeHUI, a TaK)Ke€ C YACTHBIMH MY3BIKAJIbHBIMH 3aHATHAMH TpedyeTcs
co3/laHre y4eOHOTO MaTepWajia, OPHUEHTHPOBAHHOTO HA HAYWHAIOIIUAX
My3BIKAHTOB Ppa3HOTO Bo3pacTa. B-TpeTbux, 3TO 0COOBIM  B3IJIAJ
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KOMIIO3UTOPOB, OOBEIUHAIIINN HAUBHOCTb, IOMOP U HOCTaJbIuio. UXx
CMeIllEHWe OIIpefiejisieT He TOJIbKO oOpas3Hble MOAYChl U30paHHBIX
IIPOU3BEZEHNN, HO U BHIOOP KOMIIO3UTOPAMU ONPeAEIeHHBIX KaHPOB, HOpM
Y CUCTEMBI BBIPA3UTEIbHBIX CPE/ICTB JIJISI UX CO37[aHUS.

B nenom deHOMEH JIeTCTBA MMeeT CBOE Ba)KHOE MECTO U 3HaueHHe BO
(dgpaHIy3cKol My3bIKaJIbHOU KyJIbType XIX Beka.

KroueBbie cioBa: QpaHIily3ckas KamMepHas My3bIKa, TeMa JIETCTBA,
JIoOMalllHee My3UIUPOBaHUe, y4eOHbIN penepTyap, HAUTUBU3M

THE THEME OF CHILDHOOD IN FRENCH
19TH-CENTURY MUSIC: A FIRST-TIME OVERVIEW

Abstract. The paper describes piano and vocal music of the 19th-century
French composers — Ch. Alkan, Ch. Gounod, J. Bizet, and G. Fauré. The
research does not focus that much on the analysis of musical language of
selected works, rather, it explores their historical and cultural context as well
as some of the reasons for their appearance.

The theme of childhood in the 19th-century French musical culture has a
special role. It naturally follows from the general attention to childhood
demonstrated by philosophers, educators, and writers of the 18th-19th
centuries, and has several ideas behind. Firstly, an idea of educating a music
lover. The Biedermeier style (in its French version) and the fashion for
domestic music-making created a demand for easy and convenient pieces for
solo and ensemble performance. The priority was given to piano four-hands
and songs for voice and piano. Secondly, the opening of Paris Conservatory,
numerous other music education institutions as well as private music classes
required the development of educational material for beginner musicians of
different ages. Thirdly, this is a special vision of composers that combined
naivety, humor and nostalgia. This mix does not only shape the imagery of
selected works, but also the composer’s preference for certain genres, forms
and systems of expressive means.

To conclude it should be noted that the theme of childhood in the 19th-
century French music is a remarkable phenomenon worthy of further
consideration.

Key words: French chamber music, theme of childhood, Hausmusik,
teaching repertoire, naive style
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«ITPEJTIOANN» KJIOJA JEBIOCCH:
NAEA ITPON3BEAEHNA KAK IITUKJIA

AnnHoranusa. «[Ipertonun» Knoma Jleboccu — 3TO 24 IMIpeJTIONiNU,
o0beIUHEHHBIE B IBA COOPHUKA I10 12 MPETIOAUN KaXKabii. Kaxkmoe u3 aTux
HeOOJIBININX MPOU3BEEHUN HACTOJIBKO  CaMOJIOCTAaTOYHO, UYTO, Kak
ITOATBEPIK/AAET IIPAKTHUKA, UX MOKHO UCIOJIHATH HE3aBUCUMO JAPYT OT Apyra. B
HCCJIEIOBAHUN TOJAHUMAETCS BOIPOC O BO3MOXKHOCTH HWCIIOJIb30BaHUSA
TEPMHUHA «IUKJI», B OTJIMUYKME OT TEPMHHA «COOPHUK», IJid O0OO3HAUEHUS
CTPYKTYPHOTO IIeJIOT0, 00bequHsIoero 24 mnpemtogun Kioga [lebroccu. B
XOJIe MICCJIe/IOBaHMs ObLI BBISBJIIEH PAJ O0BEIMHAIONINX (PAaKTOPOB, KOTOPHIE
IIDOHU3BIBAIOT BCE YPOBHU KaXKAOH U3 BXOJAIIUX B Hero pabor, u
obecreunBalOT IeJOCTHOe BocupuATue «Ilpemtomuii». Ilpum aHanmuze
«IIpemtopuii» uccienoBatenu TBopuectBa K. Jlebroccu onmuparoTes: Ha MeJTbIi
CITEKTP IIOJXO/IOB U IEMOHCTPUPYIOT pa3HOOOpa3e ToUueK 3peHus1 (Hampumep,
ITon PoGepte, 3urauna bpyH, Poit Xosart, Catimon Tpesuc, boiia ITomepoii,
Panbd II. Jloke u ap.). OgHako ObLIO OOHApPYKEHO, YTO IIPU ONHCAHUU
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«IIpemtouii» HU OUH U3 YKAa3aHHBIX aBTOPOB HE pACCMATPUBAET UX KAK ITUKJI
C OPUTHMHAJILHOU MY3bIKaJIbHOU [paMaTyprueu.

MpI moJtaraeM, 4To 24 My3bIKaJbHbIE MUHHATIOPHI (POPMUPYIOT UK.
ITO MOATBEPKIAETCA PAAOM 00beTMHAIONINX (PAKTOPOB, IIPEICTABIEHHBIX HA
Pa3HBIX YPOBHAX KaXKJIOW W3 pPabOT €AWHOr0 CTPYKTYPHOTO IIEJIOTO, WU
obecreyrBaroImx 1I€JIOCTHOE BOCIIpUATHE «IIpentouii». At
obbenuHALNIE (PAKTOPHI CYyTh OPUTHMHAJIbHBIE, KpaliHe HeCTaHAapTHBIE
KOMIIO3UITMOHHbIE PUHIMIIBI U MPAKTHKU aBTOpPA, a TaKKe TEXHUUECKUE
KOMIIO3UITUOHHBIE pelleHusA, (OPMUPYIOIIHe MY3bIKaJIbHO-/IpAMaTUUeCKUI
MIOTOK:

- IeJIOCTHBIM MYy3BbIKQJIbHBIU MOTOK CTPOUTCA IO MPUHIIUILY
CO3/laHUA 1eJ0TO0 U3 psAAa @parmMeHTOB (TOHKasg TeMaTUYecKasd
paszpaboTka);

- 0cOOEHHOCTH Xy 0KECTBEHHON TEXHUKMU;

- 0COOBIH THUII MEJIOJUYECKOTO A3bIKA;

- IpUeMbl TapMOHUY;

- JIWHAMMKa, aroruka, MITPUXU U/WIN «XapaKTep» I[BETOBOM
TTAJTUTPHI;

- cnenuduUUecKre KOMIIOHEHThI BPEMEHHOW OpTraHU3allHH,
TaK Ha3bIBaeMOE «JIbIXaHWEe» UJIU «BOJIHbI» B IOTOKE MY3bIKU.

B cratbe, Ha OCHOBe KPUTHYECKOIO aHAJIN3a, pPaCCMaTPHUBAETCH
«cBOOOHOE TBOpUecTBO» K. Jlebroccu. MIMEHHO 3TOT TBOPYECKUH ITOAXO
JIEZKUT B OCHOBE 24 aHAJIU3UPYEMBIX MPETIOAUHN U IT03BOJIsIET aBTOPaM CTaThU
paccMaTpUBaTh UX KaK IUKJI C ODUTHHAJIBHOU MY3bIKaJIbHOM JJpaMaTypruen.

KiaroueBbie ciaoBa: Kiox  lebroccu, «IIpemopun»,  ITUKI,
o0 benuHsAIONEe (PAaKTOPhl, ODUTUHAIbHASA My3bIKaJIbHAA IpaMaTyPrusi.

«PRELUDES» BY CLAUDE DEBUSSY —
THE IDEA OF THE WORK AS A CYCLE

Abstract: Claude Debussy’s «Préludes» are 24 pieces for solo piano
divided into two books of 12 preludes each. Since every miniature represents
well-balanced entirety, it could be performed separately, which is most
common case. Our research question is as follows: is it possible to consider
Debussy’s 24 preludes as a cycle, rather than a collection, and if it does, which
are integrative factors that relate all levels of the pieces and affect integral
perception of «Préludes»?

In different writings on Debussy’s opus, we found various perspectives
and approaches in focusing on the «Préludes» (for example, Paul Roberts,
Siglind Bruhn, Roy Howat, Simon Trezise, Boyd Pomeroy, Ralph P. Locke, etc).
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What we realised is that none of aforementioned authors focus on the
«Préludes» as a cycle with a very specific musical dramaturgy.

The reason why we consider that the 24 miniatures together form the
cycle lies in the fact that there are a number of integrative factors that relate to
different musical components and their elements throughout of the whole work
and affect the integral perception of «Préludes». These integrative factors
derive from Debussy’s uttermost specific compositional principles and
compositional procedures, as well as compositional-technical solutions based
on which a complete musical-dramatic flow is being built, in terms of:

shaping the entire musical flow on principles of building a

structure out of fragments, that is, very specific thematic work;

textural organization;

specific type of melodic material;

harmony solutions;

dynamics, agogics, articulation and/or «character» of colour;
specified components of temporal organization, that is, the

«breathing» or «waves movement» of the musical flow.
Based on critical-analytical methodology, this paper will emphasize
Debussy’s «free creativity» that lies in his 24 preludes and our comprehension
of them as a cycle with a very specific musical dramaturgy.

Key words: Claude Debussy, «Préludes», cycle, integrative factors,
specific musical dramaturgy
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O METOAO/IO'MYECKHMX OCHOBAHUMNAX
TBOPUYECKOI'O ITPOIIECCA AJIBBAHA BEPTA

AnHoTanua. B crarbe paccMaTpuBalTCA ~ TeOpEeTUYECKHe U
METO/0JIOTUYEeCKEe MCTOKHM TBOpUYeCcKoro mporecca Asbbana bepra.
[TocraHoBKa BoOmpoca O TOM, B KakOW CTelleHW MeTOAbl aHaau3a |
TeoOpeTUYeCcKre KOHIIENIIMU COOTBETCTBYIOIIEr0 MepUo/ia BO3AEUCTBYIOT Ha
reHe3UC  MY3bIKaJbHOTO  IIPOU3BENEHUs, OTBEYAIOT  OCOOEHHOCTAM
MY3BbIKQJIPHOTO MBIIJIEHUA KOMIO3UTOpPA, MO3BOJIIET YBUJIETh TOUYKHU
COIPUKOCHOBEHUS MeEXAy Teoprhell My3blIKU W KoMIo3ulimel. I'mmoresa
aBTOpa 3aKJII0YaeTcsi B TOM, 4YTO YydYeHHe 3HHepreTu3sMa Kak Haubosee
BJIUATEJIbHOE HANpaBJIEHNE TEOPETUYECKOU MBIC/IM, ONPENEJIAI0 HEe TOJIBKO
TO, KaK CJIBIIIAJIN, aHAJIM3UPOBAIN U UCTOJIKOBBIBAJI MY3bIKY, HO U TO, KaK €ee
COYUHSIN.

ABTOp BBOJIUT B HAyYHBIN 0OMXOJ, OCHOBHBIE ITOJIOKEHUS HCCIIEIOBAHUS
P.Illebke (1934), omHAa U3 TJIaB KOTOPOTO IIOCBSIEHA JHEPTreTHU3My Kak
Be/IyIlleMy HAIPaBJIEHUI0 COBPEMEHHOW MY3BIKQ&JIBLHOU 3CTETHUKU, KOTOpPOE
npezcrasiAoT I'eapux [llerakep, Aprycet XanbpMm, IpHeT Kypt, Xanc Mepcmas,
®pur, Mone, Tepman Pot, Bubrensm Bepkep u Bansrep Kpyr. Ha ocHoOBe
OOIITMPHOTO KOPITyca UCTOYHUKOB, B UHCJIE KOTOPBIX IIHMChMa, JTHEBHHUKOBBIE
3aIKCHU, 3aMeTKH, a TAKXKE CTAaThbU, HAIIMCAHHBIE B Pa3HbIE TOJbI, UCCIIEIYeTCsA
peleniiysa SHEPreTU3Ma, B MEPBYIO ouepenb, koHnenuu lllenkepa, Kypra u
Bepkepa, B 1eHOEPTOBCKOM OKPYKEHUMU.

JlokazaTesibcTBA yCBOEHUs HUjiel sHepreTu3Ma AjsibbaHom beprom mbl
HAXO/JMM B IEPBYIO Ouepe/ib B camMoi ero Mysbike. He Oyayduu 3HAKOM ¢
COBPEMEHHBIMU €My TeOPEeTUUYECKUMU KOHIENIUAMU, bepr WHTyUTHBHO
npubIU3WICA K HUM B CBOEM TBOPUECKOM IIpollecce, HadajibHbIE STAIlbl
KOTOPOT'O OTMEUYEHbI «3HEPTUMHO-CTPYKTYPHBIM Jyain3MOM» (BBIpaKEHUE
T. Ilaperpaackoii). Camble HeENOCPEJCTBEHHbIE aHAJIOTUM B aJTOPUTME
coOunHeHUsA bepra HaxogUT U IIEHKEPOBCKAsA HJlesd IIEPBOCTPYKTYPHI Kak
sMOpHoHa OyayIIero COUnHeH!sA, pa3yMeeTcsl, BHe KOHTEKCTA KJIaCCHUYECKOU
rapMOHMUU.

KiroueBble cjI0Ba: SHEPreTu3M, HOBOBEHCKas IIKOJIa, AsibOaH bepr,
KOMITO3UIIMOHHBIN Tipoliecc, XauHpux Illenkep, 9pHct Kyprt, Busbrensm
Bepkep, Banvrep Kpyr

ABOUT METHODOLOGICAL BASIS
OF ALBAN BERG’S CREATIVE PROCESS

Abstract. The article discusses theoretical and methodological origins of
Alban Berg’s creative process. A study of how methods of analysis and
theoretical concepts of the corresponding period affect the genesis of the
musical work and meet the peculiarities of a composer’s musical thinking,
reveals the points of contact between the theory of music and composition. Our
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hypothesis is that energeticism as the most influential theoretical concept
determined not only how music was listened to, analyzed and interpreted, but
also how it was composed.

Our aim is to share the results of the study by R. Schafke (1934) with the
scientific community. One of its chapters focuses on energeticism as a key area
of modern musical aesthetics represented by Heinrich Schenker, August Halm,
Ernst Kurth, Hans Mersmann, Fritz Jode, Hermann Roth, Wilhelm Werker,
and Walter Krug. The study is based on an extensive body of sources including
letters, diaries, notes as well as articles written in different years. It focuses on
the reception of energeticism, primarily the concepts of Schenker, Kurth, and
Werker, in the Schoenberg circle.

It is obvious that Alban Berg adopted the ideas of energetism which is
evidenced, first and foremost, by his music. Unaware of contemporary
theoretical concepts, Berg intuitively approached them in his creative process,
whose early stages are marked by “energy-structural dualism” (according to T.
Tsaregradskaya). The closest analogy in the algorithm of Berg's composition is
Schenker's idea of the primary structure as an embryo of future composition
(except for the cases of classical harmony).

Key words: energeticism, Vienna School, Alban Berg, composition,
Heinrich Schenker, Ernst Kurth, Wilhelm Werker, Walther Krug
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IHaperpagckaa Tarpana Biaaaummu-
POBHA — JIOKTOP UCKYCCTBOBe/eHUs, mpodeccop
Kadeapbl aHAJIMTUYECKOTO MY3bIKO3HaHUS PAM
UM. 'HECUHBIX.

Tatiana V. Tsaregeadskaya — Doctor in
Art Studies, Professor at the Analytical Musicology
Department of the Gnesin Russian Academy of
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«PYCCKUM CJIE» B TBOPUECTBE XAPPHCOHA BEPTYHUCJIA

AnHoTanua. bputanckuii KoMno3utop XappucoH BepTyucs ¢ nepBbIxX
IIIaroB CBOEM KOMIIO3UTOPCKON Kapbepbl ONMUpAJICA HAa TBOPYECTBO CBOUX
IIpeJIIIECTBEHHUKOB, U3 KOTOPBIX HauboJiee 3aMeTHOe BJIUSHUE Ha HEro
okazas pycckuii kommnos3utop M.®. CrpaBunckuii. Ho CtpaBuHCKUNA He OBLI
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€/INHCTBEHHBIM KOMIIO3UTOPOM PYCCKOTO IIPOUCXOKJAEHUSA, TOBJIUABIIUM Ha
béprtyucaa. JIpyroit apTUCT PyCCKOTO MPOUCXOKAEHUA TaKKe OKa3ayl BechMa
cylecTBeHHOe BozzelcTBre. Ero umsa — [lutep 3MHOBBEB, M 3TOT MY3bIKAaHT
ObLT  TEepBbIM  OpPUTAHCKUM  3JEKTPOHHBIM  KOMIIO3UTOpPOM.  Ero
apUCTOKPAaTHYECKOe PYCCKOe MPOUCXOokJeHre (OH — MOTOMOK BoOpHHCKUX,
J10JITOPYKOBBIX, 3UHOBBEBBIX) CHITPAJIO POJIb B TOU YAUBUTETBHOU PyCCKOU
IIIUPOTE U CMEJOCTU, C KOTOpOU 3UHOBBEB B3sJICA 3a pellleHHe 3aj1ady,
CTOSABIIUX TepeJ 3JIEKTPOHHOU My3bIKOW. IIoMUMO pellleHus TeXHUYECKUX
3ayiau (ycuiieHue 3ByKa, OT/eIbHbIE 3BYKOBbIE 3(hPEKThI, IPOCTPAHCTBEHHBIE
CIleHUYECKUE PelleHnsA), 3UHOBbEB HMeJ U TJIO0AJbHOE BJIMSHUE Ha
BbépTyucia, HanmUcaB eMy JiBa BBhIAAOIUXCA JTUOPeTTO (1151 mbechl « HeHus:
cmepTh Opdesi» u Ana rpaHamo3Hou omepbl «Macka Opdesi»). B arux
JINOPETTO WHIKEHEP-MY3bIKAHT IIPOSABUJ cebs KaK 4YesIOBEK, HaJleJIeHHBIU
HeJI0KUHHOU apyauIien u Kak XYJI05KHUK, BOCHPUHSABIINU
IIOCTMO/IEPHUCTCKYIO 3cTeTHUKY. HecMoTps Ha TO, uTo nocsie 1980x bepTtyuci u
3UHOBbEB O0O0JIBIIIE HE COTPYAHUYANIHU, 0OInee BO3AeHCTBUE 3UHOBHEBA
roctdaKTyM 3aMeTHO U I10 Cel JIEHb B TaK HazbiBaeMoM « OpdeiHOM IIPOeKTe »
béprtyucia, HampuMep B KamepHoU onepe « Kopusiop».

KiaroueBbie ciaoBa: XappucoH beépryucn, Ilutep 3uHOBBEB,
BKCIIEPUMEHTAIbHOE HallpaBJIeHUe B My3bIKe, CTy/IUs 3JI€EKTPOHHON MY3BIKU,
IIOCTMO/IEPHUCTCKUM My3bIKQJIbHBIN TEaTP

“RUSSIAN TRACE” IN THE WORK OF HARRISON BIRTWISTLE

Abstract. British composer Harrison Birtwistle from the very beginning
of his composer s career sought creative impulses from his ancestors, among
which the most evident influence was produced by Russian composer Igor
Stravinsky. But Stravinsky wasn't the only composer of Russian origin
important for Birtwistle as a source of inspiration. Another artist of Russian
origin also became a powerful source of creative ideas for British composer. His
name is Peter Zinoviev and this person became the first musician in Great
Britain who began to produce experiments with electronic instruments and
electronic music. His aristocratic roots (Zinoviev belongs to the aristocratic
families of Bobrinskiys, Dolgorukovs, Zinovievs) played considerable role in his
attitude to the complex problems of electronic music which were solved with
genuinely Russian invention talent and courage. Besides working with
technical problems like sound amplification, sound effects, sound engineering,
scenic space development, Zinoviev also had global influence on Birtwistle: he
produced two librettos (one — for chamber cantata “Nenia: The death of
Orpheus; and the second — for grand opera “The Mask of Orpheus”). In these
librettos musician and engineer showed as an erudite, profound interpreter of
ancient mythology and at the same time as an artist with a taste for
postvodernist ideas. “The Mask of Orpheus” became the last project of Zinoviev
and Birtwistle. Nevertheless the impact of Peter Zinoviev is evident in a number
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of Birtwistle 's compositions which belong to so-called “Orpheus-project”, for
example, in opera “The Corridor”.

Key words: Harrison Birtwistle, Peter Zinoviev, experimental music,
electronic studio, postmodern musical theatre

S

I09/I/1 ®uaun - mnpocdeccop XaHrep
Komnemxka, Cutu YHuBepcuter Hpro-Mopka
(Teopust my3biku), PhD

Philip EWELL is Associate Professor of
Music Theory at Hunter College, City University of
New York, Ph.D. in Music Theory, Yale University,
2001

Email: pewell@hunter.cuny.edu

TEOPUA MY3bIKU B IYXE IEHHHI'PAJTA.
NMHTEPBDBIO C TATBbAHOU BEPIHIA/ICKOU

AnHotanusa. Bor yxke Oosee 1mectusecatu Jer TarbsaHa CepreeBHa
Bepiafckas siBasgeTcs KJII04eBON (QUTYPOU B PYCCKOSA3BIYHOM MUPE MY3bIKU
U Teopuu My3bIkH. [lTomumo npounx 3acayr, T.C. Bepmasckas — 6eccriopHbIHT
JIUJlep TaK Ha3blBaeMOU «JIEHUHTPAJICKOU IIIKOJbI» TEOPUH MY3BIKH,
BO3HUKIEXN B XX BeKe B IPOTUBOBEC CHUJIBHOMY BJIMSHUIO MOCKOBCKHX
MYy3bIKOBETUECKHUX TEUEHHW, W3BECTHBIX IOJ, OOIUM Heo(UIHNATbHBIM
HazBaHueM «MoCKOBcKast Ikosia». Ha mpotsixkenun 60ipine yactu XX Beka
OTHOIIIEHUSA MEXJY ABYMsl STUMHU IIKOJaMU ObLIM OTMeUeHbl HEKOTOPOH
CTEIEeHbIO0 HAIPS»KEeHHOCTU. MOCKOBCKas IIKoJ1a Obly1a 00Jiee U3BECTHOM, U3-
3a yero HayuHoe OObe/INHEHNE B CEBEPO-3aMa[HON YaCTU CTPAHBI 3a4YaCTYIO
OCTaBaJIOCh B TEHU.

Hauaso J/eHWHTPaAJICKOM MIKOJIe IIOJIOKWA bosecnaB ABopckuii. B
OCHOBHOM OH paboranm B MockBe u OJm3JeKallluXx TOpoJax H PeaKo
corpynanydan c Ilerepbyprom. OpHaKo, mo OoJbIneld 4yacTu, obe IITKOJIbI
006513aHbI CBOMM CYII[€CTBOBAHUEM HEKOTOPHIM ITOJBUKKAM, ITPOUCXOTUBIITUM
B XIX Beke nmeHHO B CaHkT-IlerepOypre. Haunnas ¢ Pumckoro-Kopcakosa,
BO MHOTHX TPY/AaX PYCCKUX TEOPETHUKOB MY3bIKU IPOCJIEKUBAETCS CUJIbHOE
TATOTEHWE B CTOPOHY TrapmMoHuYeckoro ¢yHKnuoHanusMma. Cpoeu
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KyJIbBMAHAIIUU 3TOT MOJX0JT AocTuraeT B paborax I'eoprus Karyapa, Urops
CriocobuHa M psAAa APYTUX HcCe/loBaTesied, KOTOPBIX II0 IPaBy MOKHO
CYUTATh OCHOBATEJIAMU B 1920-1930 I'T. MOCKOBCKOU IITKOJIBI TEOPUU MY3BbIKU
B Poccuu. T.C. bepuiaackaa ABasAeTcA IpeiCTaBUTENIEM ellle OJHOU PyCCKOU
MYy3BbIKQJIbHOM TeOpeTUUecKOl Tpaauiuu, Oepyleid Hayajio B paborax
b. ABopckoro u, moszgHee, bopuca AcadreBa, Xpucrodpopa Kymnapesa u
Opus Tronunaa (Kymaapés u TromnH ObLTH OHOKAITHUKAMu bepiiragckoii).

CraTbsi HaumHaeTcd C O0O030pHOM uYacTu, TrJe II0Ka3aH KOHTEKCT,
00yCJIOBUBIIIMHA CO3/aHNE JIEHMHTPAJICKOM ¥ MOCKOBCKOUM IIIKOJI TEOPHUHU
My3blkd. B Hel Takxke aHanmusupyerca poiab T.C. bepuiaackoii u ee
IIpEe/IIIECTBEHHUKOB B CTAHOBJIEHUU 3TUX HUE0JIOTMUYECKUX OObeIMHEHUM.
Jlajiee TmpejicTaBjIeHO MOJIPOOHOE WHTEPBBIO, IIPOBEJIEHHOE AaBTOPOM C
Tarbsinour bepmazckoir 15 deBpanss 2018 1. B ee kBaptupe B CaHKT-
ITetepOypre. B untepsbio T.C. Bepiazickas euTcsa UCTOPUSAMU U3 KU3HHU,
CBOMMU B3IJIAZIaMU HAa MY3bIKY U TEOPUIO MY3bIKU.

KiroueBbie cioBa: Teopus  My3bIKH, MOCKOBCKas  IIIKOJIAQ,
JIEHUHTpaJickas IKosia, TatbsAHa CepreeBHa bepiiazckasda, Xyro Pumaw,
l'eopruii Karyap, bosecnas ABopckuii, FOpuit Tronun, FOpuii Xosomos

MUSIC THEORY A LA LENINGRAD:
AN INTERVIEW WITH TATIANA BERSHADSKAYA

Abstract. For over sixty years Tatiana Bershadskaya has played a central
role in music and music theory in Russia. Specifically, she is the undisputed
leader of the so-called “Leningrad School” of music theory, which arose in
contradistinction to the strong influence of Moscow, and what is often called
the “Moscow School,” in the twentieth century. For much of the twentieth
century there was a certain tension between these two schools, with the more-
famous Moscow School often outshining its northern counterpart.

The Leningrad School traces its roots back to Boleslav Yavorsky, who
worked primarily in and around Moscow, and had little to do with St.
Petersburg. Yet both schools owe their existence, for the most part, to
developments that took place in nineteenth-century St. Petersburg. Beginning
with Rimsky-Korsakov, there was a strong pull toward harmonic functionalism
in the works of Russian music theorists. This culminated in the works of
Gregori Catoire, Igor Sposobin, and others, who essentially founded the
“Moscow School” of music theory in Russia in the 1920s and 1930s.
Bershadskaya represents another Russian music-theoretical tradition, which
stemmed from the work of Yavorsky and, subsequently, Boris Asafiev,
Christopher Kushnarev, and Yuri Tiulin, the latter two with whom she studied.

In this work, in an introductory essay, the author contextualizes these two
schools of music theory, and the role that Bershadskaya and her predecessors
played in their formation. After the introductory essay the author offers an
extensive interview that he conducted with Bershadskaya at her apartment in
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St. Petersburg, from February 15, 2018, in which she discusses her life in and
her views on music and music theory.

Key words: Music theory, Moscow school, Leningrad school, Tatiana
Bershadskaya, Hugo Riemann, Grigori Catoire, Boleslav Yavorsky, Yuri Tiulin,

Yuri Kholopov
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