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E. A. Pyuvesckas (1922-2009)



Opranu3anoHHbIH KOMHTET KOH(epeHIHI

Teepoosckaa Tamapa Heopesna, npopektop mo Hay4yHoit pabdore Cankt-IletepOyprekoii
rocylapcTBeHHOH  KoHcepBaropuu  uMeHH  H. A. Pumckoro-KopcakoBa,  mpencenatens
OprromureTa

Agponuna Huna [FOpvesna, npodeccop xadenpst Tteopun Mmysbiku CIIOIK umenn
H. A. Pumckoro-KopcakoBa, — KaHIUZAT  HCKYCCTBOBEICHHSA,  3aMECTHTENb  IIpeJcenaTess
OprkomureTa

Topsuux Bradumup. Braoumuposuu, nouent kadeapsr teopuu mysbiku CIIOIK wmern
H. A. Pumckoro-KopcakoBa,  KaHAMZAT  HMCKYCCTBOBEIEHHs,  3aMECTHTENb  IMpe/ceaaTels
Oprkomurera

Jlasuoenkosa-Xwapa Examepuna [llanooposna, noneHT Kadenpbl OPKECTPOBKH U OOIIET0o
kypca komnosuuu CII6I'K nmenn H. A. Pumckoro-Kopcakosa, kaHuIaT HCKYCCTBOBEEHHS

Jloneosa Mapus Anexceesna, 3aBenyromias Meromuueckum oraenom CIIOIK wumenn
H. A. Pumckoro-Kopcakosa, npernosaBaress kadeapsl TCOPUH My3bIKH

Heanosa Jlapuca Ilasrosna, poueHt kadenpel teopun My3bikn CII6IK  umvenn
H. A. Pumckoro-KopcakoBa, KaHIUIaT HCKYCCTBOBE/ICHHS

Kysbmuna Hamanus Heanoena, nouent xadenpsl Tteopun My3bikn CIIOIK nmenu
H. A. Pumckoro-Kopcakosa

lupoxosa Banewmuna Ilasrosna, npodeccop kadeapsl Teopun my3siku CII6I'K nmenn
H. A. Pumckoro-KopcakoBa, KaHIUIAaT UCKYCCTBOBEICHHS

Ilanenxosa Jlapuca HMeanosna, npenojpaBatelb My3bIKalbHO-TEOPETUYECCKUX JUCIUIIINH
apckocenbckoit rHMHa3UU UCKYCCTB UMEHH A. A. AXMaToBOM



IIpuBeTCTBYI0 yBakaGMbIX HYICHOB MY3BIKOBEIYECKOTO
cooO1ecTa 1 Oarozapio 3a yyactie B Mex1yHapoJHOM Hay4dHOIT
koH(pepeHu B decTb 100-meTHst CO JHS POXICHUS IOKTOpa
ucKyccTBoBeneHHs, mnpodeccopa Jlenunrpaackoit — CaHKT-
TlerepOyprckoit rocynapcTBeHHOH KoHcepBatopun ExaTepuHbl
AnexcanapoBHBI PyubeBckoii!

E. A. PyuneBckast — BBIIAIOMIMIACS YUCHBIH, 3acCTyKEeHHBINA
Jedreib HUCKYCCTB Poccuiickoit Denepanuy, aBTOp
(yHIAMEHTANBHBIX ~ MY3BIKOBEIYECKUX TpynoB. KpymHeiimme
UCCJIC/IOBAHUS TOJIBKO JBYX IOCIEAHUX NCCATUICTHH €€ KU3HHU

BKJIIOYAIOT MOHOTrpaMU M CTaThd O PYCCKUX M 3apyOEKHBIX

KOMIIO3UTOpax, omepax [umHKH, Mycoprckoro, Pumckoro-KopcakoBa, YaiikoBckoro, Baruepa,
Bepau, [Tpokodrera.

IIpodeccuonansHas nesrenbHocTh E. A. PyubeBckoil B CTeHaX KOHCEPBATOPUM B TCUCHUE
Oostee yeM TOITyBeKa JOMOIHSIACH €€ TECHBIM TBOPYECKHM OOIICHUEM C KPYITHBIMU MYy3bIKaHTAMH-
HCTOJHUTENSIMHU, ¢ Bblgaromumucsa kommosutopamu — C. M. Cnonumckum, b. Y. Tumenko,
10. A. ®amukom. [log ee pyKkOBOACTBOM HamucaHo 65 JAWIUIOMHBIX pPadOT, 3allUIICHBI
KaHAWUJIAaTCKHUE UCCepTali. YUeHUKd U nocienosarenu E. A. PyubeBckoil ycrenHo paboTarT B
IletepOyprckoit KOHCEpBATOPHH, ITPOJIOIIKASL €TI0 CBOCTO Y UUTEIs.

E. A. PyubeBckas He TOJBKO IOJIEpIKaja ClIaBHbIe Tpaguuuu JIeHHHrpajackoii —
IetepOyprekoii HayyHOM M IEIAaroruueckol MIKOJbI, HO U OTKPbUIA HOBBIE TOPU3OHTHI B HAyKe O
Mmy3bike. Mx pa3paboTky u mpepmonaraetT Tema Hacrosiieil koHdepeHunu: «Hay4ynoe Hacneaue
E. A. PyubeBckoii B COBpDEMEHHOM My3bIKO3HAHUM.

JKenaro Bam ycriexa B MpOBEICHUH KOH(EPESHIIMH U TUIOZ0TBOPHOTO HAYYHOT0 00IIeHus!

Pexrop Cankr-IlerepOyprckoi rocyapcTBEHHOH KOHCEPBATOPUH
nmenn H. A. Pumckoro-Kopcakosa,

3aciyxeHHsblit aptuct Poccuiickoit deneparu, mpodeccop

A. H. Bacunbes



TE3UCHI JOKJIAJ1IOB
ABSTRACTS

XOJIOIIOBA Banentuna HwukosaeBHa, 00Kkmop UCKyccmeoseoeHus,
npogheccop, sasedyowas Kageopol MeHcOUCYUNTUHAPHBIX CReYUarU3ayuil
MY3b1K06e008  MOCKOBCKOU  20CYOapCmMEenHol  KOHCep8amopuu  UMeHU
I1. Y. Yauixoseckozo

Valentina KHOLOPOVA, Dr. Habil. (Doctor of Art Studies), Full
Professor, Head of the Department of Interdisciplinary Musicological
Studies at the Moscow State Tchaikovsky Conservatory

O KanuTAJBHBIX KOHCTAHTAX B My3bIKaiabHOl Hayke E. A. PyubeBckoii

E. A. PyubeBckas NPHHQUIEKHUT K CaMbIM KpYITHBIM POCCHMCKHM MYy3bIKOBEIaM |
nejxaroraM. BaxHeiilee ee JOCTHKEHHE — BBIBEJEHME BOKAIBHBIX XaHPOB HAa BEAYLIyI0 POJIb B
HCTOPUH MY3BIKAJBHOTO HCKYCCTBA. DTOH 00JAaCTH MOCBSILICHBI ee Tpyabl: «CIOBO M My3bIKa»,
«AHaJU3 BOKaJbHBIX NPOU3BEACHMI» (B coaBTOpcTBE), «O COOTHOIICHUM CJIOBA U MEJIOJAMH B
PYCCKOIl KaMepHO-BOKaJIBHOH My3blke Hadama XX Beka», «O MeTomax TMpeTBOPEHHS W
BBIPA3UTENFHOM 3HAYEHHWH pEUYeBON HWHTOHAaWHM (Ha mpumMepe TBopuectBa C. CIOHHUMCKOTO,
B.TaBpununa u JI. Ilpuroxuna)», Toma wuccienoBanuii o0 omepax [nmukm, Mycoprckoro,
Pumckoro-KopcakoBa, Baraepa. B cooTHomeHnn My3bIkH M clI0Ba PydbeBCKON NPUHAICKHT
Ba)kHelIIIee HayqHOE OTKPBITHE — Gcmpeynsiil pumm. Exo TokazaHa Ta 3aKOHOMEPHOCHb, YTO PUTM
B HaWIydlled BOKalIbHOM My3bIKe IIPH BCEM BEIMKOM CMBICJIOBOM 3HAuUeHHM CJIOBA
BBIPA0ATBIBACTCS UHOLU, YeM pumm Cciogechbvli. VI KpUTHYECKH OLEHHBACTCS My3bIKa C TOYHON
«IpUBSA3KOW» K putMmy cinoBa. Tem cambiM (yHmaMeHTaIbHO OOOCHOBBIBAETCS MPUHIMIHAIBHASL
ABMOHOMHOCb MY3bIKU JIAKE B BOKAJIBHBIX KaHPaX.

Kak axTuBHBIH My3bIKaHT-TeOpeTHK, E. A. PyubeBckas OTYETIIMBO yBHAETA OTPOMHYIO
HEJIOpabOTKY B TEOPUH MY3bIKAIBHOH GOpMbI — CIa0yI0 pa3pabOTKy MY3bIKALIbHO2O MeMamusma.
Ee nentpanpublit Tpys 00 31oM — «DyHKIMM My3bIKalIbHON TeMbl» (1977). B Hem mposiBuIach
HOBAaTOPCKAas KOHIIENIMA TEMaTH3Ma — KaK SBJIEHHA HE TOJIBKO CTPYKTypHOTO, HO H
cooepolcamenbHo20, BBIPAOOTAHbl TOHITHSA: GHEMEKCMOGble W BHYMPUMEKCIOosble  (YHKYuU
TeMaTu3Ma. BHETeKCTOBble — MMEHHO coJepikaTenbHble (yHKIMH, U MX CHCTEMaTH3UpPOBAHHAS
pa3paboTka crajia eIMHCTBEHHON CPer TPYAOB 110 JIaHHOM mpobiemMe.

13 uncna yuennkos E. A. PyubeBckoit Beayumu criennanictamu B Cankt-IletepOyprekoit
kxoHceppatopuu ctanu B. II. Hlupokosa, JI. I1. MBanosa, H. }O0. Adonuna, B. B. opsunx.
E. H. lynoBa 3ansia mocT pekropa beropycckoii rocy1apCTBEHHOM aKaJIeMHH MY3bIKH, a HBIHE —
reHepajgbHoro qupexropa bonbioro Tearpa benapycu.

KmoueBbie cioBa: E. A. PyubeBckas, HOBAaTOpCKas KOHIENNUS, BCTPEUHBIH pHTM,

MY3bIKQIBHBIN TEMAaTH3M, TeMaTHYeCKHEe QyHKIINH, YUCHUKH.



About the Principal Constants in Ekaterina Ruchyevskaya’s Scholarly Music Heritage

Ekaterina Ruchyevskaya ranks among the most significant Russian musicologists and
pedagogues. Her most important achievement is bringing out the vocal genres onto the leading role
in the history of musical art. This subject forms the main topic of her research: “Words and music”,
“Analysis of vocal compositions” (in co-authorship), “About the correlation of words and melody in
early 20th Century Russian chamber-vocal music”, “About the methods of interpretation and
expressive signification of speech intonation (by the example of S. Slonimsky, V. Gavrilin and
L. Prigozhin’s works)”, as well as volumes of research about the operas of Glinka, Mussorgsky,
Rimsky-Korsakov, and Wagner. In the correlation between music and words Ruchyevskaya has
made one of the most significant scholarly discoveries — the approaching rhythm. She proved that
consistent pattern, that thythm in the best vocal music, notwithstanding all the great semantic
meaning, is generated as being different from verbal rhythm. And music with a precise “matching”
to the rhythm of the words is evaluated in a critical manner. Thereby, the essential autonomous
quality of music, even in vocal genres, is substantiated in a fundamental manner.

As an active theorist-musician, Ruchyevskaya saw distinctly the immense deficiency in the
theory of musical form — the weak elaboration of musical thematism. Her chief work on this topic
is “Functions of the musical theme” (1977). This work revealed an innovative conception of
thematism as a phenomenon that is not only structural, but also pertains to the musical content. This
work develops the concepts of the intra-text and extra-text functions of thematism. The beyond-
textual functions are particularly the content-based ones, and their systematized elaboration became
the sole work among the scholarly works on this issue.

Among Ekaterina Ruchyevskaya’s students, the leading specialists at the St. Petersburg
Conservatory are V. Shirokova, L. Ivanova, N. Afonina, and V. Goryachikh. E. Dulova assumed the
position of the Rector of the Belarusian State Academy of Music and recently of the General
Director of the Grand (Bolshoi) Theater of Belarus.

Key words: E. A. Ruchyevskaya, innovative concept, approaching rhythm, musical
thematism, thematic functions, followers.

A®OHUHA Hwuna IOpweBHaA, xanOuoam uckyccmeogeoeHus, npogeccop
xkageopvr  meopuu  myszviku  Canxkm-Ilemepbypeckoii  eocydapcmeeHHOl
xoncepsamopuu umenu H. A. Pumcroeo-Kopcaxosa

Nina AFONINA, PhD, Professor of the Music Theory Department at the Saint
Petersburg Rimsky-Korsakov State Conservatory

O puTMHYeCKOM cJ10Bape My3bIKH BTOPO# M010BHHBI XX Beka

OO6HoBieHue putMa B My3blke XX Beka, 00YCIOBICHHOE 9SBOJIOLMEH My3bIKaJIbHOIO
MBIIUICHUS, OTPaKCHHOE B METOJAX KOMIO3HIMH U 3CTCTHYCCKH-(QHIOCOPCKUX KOHICTIIUSX.
Cucremaruzanusi HOBBIX THIOB putMa B Tpymax B. H. Xomomosoit, E. A. Jly6unern,
A. C. Cokos0Ba M JIpYruX yYeHbIX. 3HAUMMOCTb PUTMHYECKHX OTKPBITHH JUIi OCHOBHBIX YPOBHEH

MHOTOIUIAHOBOI PUTMHYECKO CTPYKTYPBI: 3BYKOBOT'0 ((DOHMYECKOr0) U CHHTAKCHYECKOTO PUTMA.
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OTnnure PUTMUYECKUX HOBAaLWiI TEpBOW MOJOBUHBI XX CTONETHS W MOCICBOSHHOTO
My3blKalbHOTO aBaHrapia. Maen E. A. PyubeBckoil 0 COOTHOIICHHUM KOMIIO3UIIMOHHBIX CUCTEM U
TEeMaTu3Ma KakK CIOXKHOW B3aUMOCBSI3M CTPYKTYPHO YIOpPSIOUEHHOro (yHaameHTa (GOpMBI U ee
MHTOHAIMOHHOTO pe3ynbrata’. JINCTAHINS MEX Ty TPHEMAMH PHTMHHUECKON TEXHUKH H PHTMOM B
XyJI0)KECTBEHHON pealln3aliii 3aMbIcIIa.

Put™mudeckuii cioBapb, KPUCTANIM3YIONIMN pa3IMYHbIC THUIBI JBWKCHUS M BKIIOYAFONIHI
purMuueckue GuUrypsl ¥ (GOpMysbl, TOBTOPSIONIMECS B  Pa3HBIX IMPOU3BEICHHMSAX  Kak
cTuiieonpezensiomue. PUTMuUeckuii puCyHOK B KauyecTBE KPHTEPUSI M3YyUCHHUS PUTMHUUYECKOIO
cinoBapst. OTpaxkeHHe OOIIMX CIOBaPHO-PUTMUUYECKUX 3aKOHOMEPHOCTEH B HMHIUBHIYaJbHbIX
KOH(UIypalusx pucyHKoB. THIIOIOTHS PUTMHUUECKUX PHCYHKOB Ha OCHOBE PA3JIMUECHHs TOITOTHI /
KPaTKOCTH PUTMHYECKUX SJIMHHUII, X COM3MEPUMOCTH, HX COUSTaHHUH.

CHHTaKCHC COHOPHOTO MY3BIKaJIbHOTO MaTepHaja KakK TEOpeTHdecKas MpobieMa; poib
obmux (opm 3ByuaHusi, 3HadeHue (GUrypsl Kak KommoHeHTa cuHTakcuca (E. A. PyuneBckas).
CoorHouleHue (GOHMYECKOr0 M CHHTAKCHYECKOIO YpOBHEH PUTMHUYECKOH opraHuzanuu. Mukpo-
PHUTM, PUTM-TEMOP, TIPO30IIOJOOHBIN CHHTAKCHYECKUI PUTM B aCIIEKTE pPUTMHYECKOTO PUCYHKA.

Crnacnanusanust PUTMHUYECKOTO JBWKEHHs B HoTauuu. «DUKTHBHas» MeTpudecKas
rpaduka. KoHTHHYya bHbIE HOTHBIC 3HAKH, 3aKOJANPOBAHHbBIC B HUX PUTMHYECKUE PUCYHKH.

@DoHMYECKHE M CHHTAKCHYECKHE PUCYHKH pHTMa B OTACIBHBIX HHCTPYMEHTAIBHBIX
npomsBeaeHusix ['. Ycrombekoit, b. Tumenko, C. I'ybaiinynunoi, D. enucosa, . Keiimxa,
K. Ilennepeuxoro, 1. Jlureru, I1. Bynesa, 1pyrux KoMrno3uTopos BTOpoii nosoBuHbl XX Beka.

KiroueBble c¢j10Ba: pUTM, PUTMHYECKHIl CIIOBAapb, My3bIKaJbHBI CHHTaKcHC, (urypa,

o61ue (hopMbI 3By4YaHUsI, KOHTHHYAJIbHbIC HOTHBIC 3HAKH.

About the musical-rhythmic dictionary of the second half of the 20th century

The renewal of rhythm of the 20th century music which was caused by the evolution of
musical thinking as well as reflected in the methods of the composition and aesthetic and
philosophical concepts is analyzed. New types of rhythm in the works of V. Kholopova,
E. Dubinets, A. Sokolov and other scientists are systematized. The significance of rhythmic
discoveries for the main levels of a multifaceted rhythmic structure: sound (phonic) and syntactic
rhythm is considered.

The difference between the rhythmic innovations of the first half of XX century and the
post-war musical avant-garde is defined. In this study E. Ruchyevskaya’s ideas about the
correlation of the compositional systems as well as the themes which itself present a complex
relationship of a structurally organized foundation of the form and it’s intonational result’ were
considered. The distance between the methods of rhythmic technique and rhythm in the artistic
realization of the idea is considered.

It was determined that a rhythmic dictionary crystallizes the various types of the movement
and includes rhythmic figures and formulas that repeat in different works, which reoccur in
different works as style-determining. Rhythmic drawing serves as a criterion for studying the

! Pyuvescras E. dyuxumm My3bikanbHoi Temsr. J1., 1977. C. 126.
2 Ruchyevskaya E. Functions of the musical theme. Leningrad, 1977. P. 126.
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rhythmic vocabulary. The reflection of general vocabulary-rhythmic patterns in individual
configurations of drawings is considered. The typology of rhythmic variants based on the
distinction between longitude / brevity of rhythmic units, their commensurability, their
combinations is established.

Syntax of sonorous musical material is viewed as a theoretical problem; the role of general
forms of the sound, the significance of the figure as a component of syntax (E. Ruchyevskaya) is
analyzed. Correlation between phonic and syntactic levels of rhythmic organization is established.
Micro-rhythm, rhythm-timbre, prose-like syntactic rhythm were considered in the aspect of a
rhythmic pattern.

Spatialization of rhythmic movement in notation is considered. “Fictitious” metric graphics
is considered. Continuum musical graphics encoded in its rhythmic patterns are considered.

Phonic and syntactic patterns of the rhythm in individual instrumental works by
G. Ustvolskaya, B. Tishchenko, S. Gubaidulina, E. Denisov, J. Cage, K. Penderetsky, G. Ligeti,
P. Boulez, and other composers of the second half of the 20th century were analyzed.

Key words: rhythm, rhythmic dictionary, musical syntax, figure, general forms of sound,

H

continuum musical graphics.

BACUJIBEB IOpuii BsiuecaBoBMY, KaHOUOam UCKYCCMBOBEOCHUs,
ooyenm Kagheopul ucmopuu My3viku Poccuiickoti akademuu My3viku uUMeHu
I'necunvix (Mockea)

Yurij VASILYEV, PhD, Associate Professor of the Music History

Department at the Gnessins Russian Academy of Music (Moscow)

M
Mesoanueckue gopmyJibl E. A. PyuseBckoii B MaTepuasie onepbl «EBrenuii Onerun»
I1. M. YaiikoBcKOro (craTucTHYECKHe 3aMeTKH)
«Menogngaeckue (bopmyIs» (nmm «CXEMBI-NHBAPHAHTHI») paccpeioTOYCHHOTO

MmchTemaTmma3 U npumepbl kK HuUM u3 Berymienus m 1 kaprunsl «Eprenus Oneruna»
I1. M. YaiikoBCKOr0 Kak MIUIIOCTPAlUsl TMIOTE3bl MCCIENOBATENs O CTUIIEBOH POJIM TaKOro
tematu3Ma. IlpoBepka 3TOH TMHOTE3bl CTAaTHCTHYECKUMM CPEACTBAMU C TIOMOIIBIO CTHIICBBIX
PUMET MY3bIKaJIbHOTO SI3bIKA KOMIIO3UTOPa, chOpMUPOBaHHBIX B. A. HyKKepmaH0M4.

Cnoco0 HCCIeIOBaHMS: «HAJIOXKEHUE» CTWIEBBIX IPUMET HAa MarepHal IPUMEpOB C
menoaudeckumu popmynamu PyuseBckoii (60 u3 62 mpuMEpOB UMEIOT TaKHE TPHUMETBHI).

IIpoBepka cTeneHM MX BBIPAKEHHOCTH B NpuMepax PyubeBCKOW B CpaBHEHHMH C JaHHBIMHU
marepuana Berymnenust u 1 xaprunbl «EBrenust OHernHa» B 1I€JIOM: CONOCTAaBIEGHHE CTHIIEBBIX
npumet 1o ux HomuHanam (102 u 134); conocraBieHne CyMMbI TAKTOBBIX JI0JICH 3THX MPUMEPOB C
Mmacitabamu Berynnenus u 7 HomepoB | kapTuHBI onepbl (cooTHouienue 1:3); ycraHoBieHHe
KOJIMYECTBA CTHJEBBIX IPUMET, NPUXOISIIMXCS, B CPEIHEM, HAa OJHY TaKTOBYIO JOIIO
(2,069 nporus 1,478).

® Tepmunst E. A. Pyusenckoit. Cm.: Pyuvesckas E. A. ®ynximn My3sikanbsoii Temst. JI., 1977. C. 145,
* I{ykrepman B. A. Beipasutensuple cpecta mupuku Yaiikosekoro. M., 1971.
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Wurepnperanust  pe3yJbTaToB: JIOCTATOYHASl  «IIPOSIBICHHOCTH» 00BbEMa HPUMEPOB €
MenoaundeckumMu (GopMmyinaMu PydseBckoit B Macmrabax Berymiennst u 1 xaptunbl «EBrenuns
Omneruna» (1/3 oT menoro); BbIpa’keHHast KOHIEHTPAIHMS CTHJIEBBIX NPUMET B HHUX (B CpEIHEM,
Kaxaast 3-1 TakToBas AOJI MaTepHajga TOH 4aCTH ONEpPhbl COJACPIKUT MOBBIIICHHYIO «IIOTHOCTBY
Takux npumer). C TOUKHM 3pEHMsI BOCIPHUATHS — 3TO Pa3BepPThIBAHUE (II0 «OIMOPHBIM TOYKAM»
KOHIIEHTPAI[MA CTWJICBBIX TIPHMET) JIMHUM CTHJIEBBIX 3aKOHOMEPHOCTEH IPOM3BEICHUS,
00€CIeUNBAIONIMX €0 CTHICBOE SANHCTBO U OJHOBPEMEHHO IEMOHCTPUPYIOIINX HHIMBHUYJIbHBIE
YepThl CTHIIE KOMIIO3UTOpA.

BeiBoztbI: cTaTHcTHUECKOE TOATBEpkAeHHE runote3bl E. A. PydbeBckoil o cTuieBoit posn
Menoanueckux (Gopmyn B My3bike «EBrenus Onermna». CTaTUCTHYECKHE NPHEMbI KaK CPEICTBO
00BEKTHBHOIO 10JIX0/1a IIPU U3yUYeHUH CTIIsA YallKOBCKOTO.

Kmouesbie ciaoBa: ctuis YaiikoBckoro, onepa «Eprenuit Onerun», E. A. PyubeBckas,

MeoinuecKue GopMyJIbl, CTHIEBbIE IPUMETBI, CTATUCTHYECKHUE IPHUEMBI.

Melodic formulas of E. Ruchyevskaya in the material of P. Tchaikovsky’s opera
“Eugene Onegin” (statistical notes)

“Melodic formulas” (or “schemes-invariants™) of dispersed microthematism® and examples
to them from the Introductions and Scene 1 of P. Tchaikovsky’s opera “Eugene Onegin” are used as
an illustration of the researcher’s hypothesis about the stylistic role of such thematism. To test this
hypothesis by statistical means the stylistic features of the composer’s musical language, defined by
Victor Zukkerman® were used.

Method of research: “imposition” of stylistic features on the material of the examples with
melodic formulas of Ruchyevskaya (60 out of 62 examples have such features).

In the course of the study the degree of their severity in the examples of Ruchyevskaya in
comparison with the material of the Introduction and Scene 1 of “Eugene Onegin” as a whole was
checked, meaning the comparison of stylistic features according to their denominations (102 and
134); also the comparison of the sum of the beats of these examples with the scales of the
Introduction and 7 fragments of the Scene 1 of the opera (ratio 1:3) was done; the number of
stylistic features that come, on average, per one beat (2.069 versus 1.478) was established.

Interpretation of the results: a sufficient “manifestation” of the volume of examples with
Ruchyevskaya’s melodic formulas on the scale of the Introduction and Scene 1 of “Eugene Onegin”
(1/3 of the whole); a pronounced concentration of stylistic features in them (on average, every 3-rd
beat of the material of this part of the opera contains an increased “density” of such features). From
the positions of perception, this is the deployment (according to the “reference points” of stylistic
features’ concentration) of the line of stylistic patterns of the work, ensuring its stylistic unity and at
the same time demonstrating the individual signs of the composer’s style.

Conclusions: statistical confirmation of Ekaterina Ruchyevskaya’s hypothesis about the
stylistic role of melodic formulas in the music of “Eugene Onegin”. Statistical techniques serve as
means of an objective approach to Tchaikovsky’s style’s study.

> Terms by E. Ruchyevskaya. For details refer to the book “Functions of the musical theme”. Leningrad, 1977. P. 145.
© Zukkerman V. Expressive Means of Tchaikovsky’s Lyrics. Moscow, 1971.
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Key words: Tchaikovsky’s style, opera “Eugene Onegin”, P. Tchaikovsky,
E. Ruchyevskaya, melodic formulas, stylistic sings, statistical devices.

BACUJIBEBA Enena EBrenbeBHa, kanouoam uckyccmeogeoenus, 00yeHm
Kagedpvl  pycckozo  HapoOHo2o — neceHnozo — uckycemea — Cankm-
TlemepOypecko2o 20CydapcmeeHHo2o UHCMUMyma Kyibimypbl

Elena VASILYEVA, PhD, Associate Professor of the Department of Russian
Folk Song Art at the Saint Petersburg State Institute of Culture

dopMooOpasyone TEHIeHIHH B KOPIyce PyccKOro neceHHoro ¢oJsbkiopa

O06BeM KopITyca IECCHHOTro (GOJIBKIOpa BEJIUK M MPHHIHITHAILHO HEHCUUCINM, TaK KaK He
HCUYEPIIBIBACTCS OMYyOJMKOBAHHBIM, 3alIMCAHHBIM U XPAHHMbIM B apXuBax; (UKcalusi — TOJIBKO
MOMEHTAIIbHBII CHUMOK, a TPOLIECC )KU3HU (POTIBKIIOpa OECKOHEUCH 1 Pa3HOOOpa3eH.

CucreMaTHYeCKUE IPEICTABICHUS O KOPIyce NOCTHUTAIOTCs Onarojaps KIacCH(UKAINH,
HepapXU4ecKoil 1 OCHOBAHHOW Ha NpU3HAKaX, BHIOMPAEMBIX 10 TpeM KpHTepusM: obpa3 / Tema,
nosTuka, QyHkuus. Jlorndeckyro kimaccudukaiuo IOHONHIET (HEHOMEHOIOTHYECKas, OMHCAHKUE
JIOKAJIBHBIX IIECCHHBIX TPAJULMil, KOTOpbIC SABIAOTCI (OpMON cyliecTBoBaHUsS (OIBKIOPA.
HaxnanpiBasice ofHa Ha Jpyryro, IB€ KIaCCU(pUKALUKM IPEICTABISIOT KOPIYC IECEHHOTO
(hOJIBKIIOpa KaK MOJBHKHBINA 1 H3MEHUUBBIH.

OnHako, OH CyLIECTBYET Kak IeJI0e — KaK pe3yJbTaT Mpolecca ObITHS MEeCeH YCTHBIX
Tpamuuuid. B ero ocHoBaHMM JIGKHT Tepenadya, BO3MOXKHas Omaromaps Qopme (ycTHOE
BBICKA3bIBaHHE  coxpaHsercss (Gopmoif). OCHOBHOE CBOWCTBO — TIOBTOpPEHHE HareBa
(MHTOHHPYEMOTO, OPraHH30BAaHHOIO BO BPEMEHH IIPOU3HECCHHS) C M3MCHSIOIINMCS CIOBECHBIM
TEKCTOM.

CoeMHCHHUE HANlEBA M TEKCTA OCYIIECTBISCTCS B MEJIOCTpode, ACHCTBEHHOH peanun ObITHs
necHr. DopMbl MeJNOCTPOdBI COOTHOCATCSI € paspsaamMu  KiaccupuKauu U ¢ (peHoMeHaMu
Tpaauiuid. Ps onmcaHuii HaKarUTMBaeTCs, B HEM MPO3pEBaeTCs MCTOpUYecKkas Mopdosorus, HO
OrPAaHUYMTHCS KATAIOrOM M OTCBUIKAMH K ONPEIETICHHBIM MOJEISIM HEJOCTATOYHO.

Komnosumuo — menoctpodsl  GopMmupyeT — B3aUMOJCHCTBHE  JABYX — TEHJICHLUM
(hopmooOpa3oBaHusT —  KPUCTAUIMYECKOW W JWHAMHYECKOi; JefcTBHEe mepBOil —
BOCIIPOM3BEJCHAE MOJENH, HACHCTBHE BTOpOil — ee mpeonoieHue. «UucTeie» 0OpasLbl:
MenocTpo)y MHOTHMX KaJCHIApHBIX IIeCeH O00pa3yloT paBHbIE 0 00BEMY M OpPraHH30BaHHBIC
MOBTOPSIEMOI MOJIEIIBIO CIIOTOPUTMA (Bpasbl; MPOTUBOINOIOKHBIIN MOJIIOC — MPOTSHKHBIE, B KOTOPBIX
MHOI'OKpaTHO — InpeoOpaxaercss HayanbHoe 3epHO. OpHAKO  peaJbHO  BCerja  HMMEHHO
B3auMozeiictBue. IlpocieanTs, OnucaTh 3TH YPOBHH — 3ajadya yBJIEKaTelbHAs W HENlerkas; ee
MOCTENEHHOE pa3pelIeHue CIOCOOCTBYET MOHMMAHHIO (OJIBKIOPA KaK COBEPIIAIOLIETOCs BO
BPEMEHH MPOLECca U OPraHUYHOI'O €IMHOIO LIENIOro.

KiroueBble ciioBa: KOpIyC IECEHHOro (OJNBKIOpA, KIACCU(PUKAIMS JOTHICCKAs U
(heHomeHoIornueckas, Menoctpoda.
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Formative tendencies in the corpus of Russian song folklore

The volume of song folklore’s corpus is large and fundamentally incalculable, since it is not
limited to what has been published, recorded, and stored in archives; fixation is only a snapshot,
however, life of folklore is endless and varied.

Systematic representation of the corpus is achieved through classification, hierarchical and
based on features selected according to three criteria: image / theme, poetics, and function. Logical
classification is complemented by a phenomenological one, a description of local song traditions,
which are a form of folklore’s existence. Superimposed on one another these two classifications
represent the corpus of song folklore as mobile and changeable.

However, it exists as a whole due to the process of being the songs of oral traditions. It is
based on transmission, which is possible due to the form (oral statement is preserved by form). The
main feature is the repetition of a tune (intonated, organized in time of pronunciation) with a
changeable verbal text.

The combination of melody and text is carried out in the melostrophy, the effective reality of
the song’s existence. The forms of the melostrophy correlate with the categories of classification
and with the phenomena of traditions. As a number of descriptions accumulates, historical
morphology becomes visible in it, but it is not enough to confine oneself to a catalog and references
to certain models.

The composition of the melostrophy is formed by the interaction of two trends in form
creation: crystal and dynamic; the action of the first is reproducing the model, while the action of
the second is overcoming it. “Pure” samples: the melostrophy of many calendar songs ones form
phrases equal in volume and organized by a repeatable pattern of syllabic rhythm; the opposite pole
is lingering, in which the initial grain is repeatedly transformed. However, the interaction is always
real. Tracing and describing these levels is a fascinating and difficult task; its gradual solving
contributes to the understanding of folklore as a process taking place in time and a single organic
whole.

Key words: corpus of song folklore, logical and phenomenological classification,
melostrophy.

TAEBCKASI Anna HuxonaeBHa, cmydewmka 4 Kkypca kagheopol
OpesHepyccko2o negueckozo uckycemea Canxkm-Ilemep6ypeckoti
2ocydapcmeennou koncepsamopuu umenu H. A. Pumckoeo-Kopcakosa

Anna GAEVSKAYA, 4th year student of the Department of Ancient Russian
Singing Art at the Saint Petersburg Rimsky-Korsakov State Conservatory

Hukanyeckas opraHu3auus APEeBHEPYCCKUX NECHONEHUN B CBeTe KOHIeNUUH
E. A. PyubeBckoii

JlpeBHEpyccKasi TeBUECKas TpaJunus SBISIETCS HEOThEMJIEMON YacThiO BCEH pPYyCCKOM
MY3BIKQJIBHOW  KyJbTYpel. B mpodeccHoHanbHOM  HCKYyCcCTBE — CPEIHEBEKOBOIO  THIIA,

OPHUCHTUPOBAHHOTI'O Ha JIMTYPru4eCKylO IPAKTUKY, BO3HHUKIM HEKOTOPLIE W3 YHHUBEPCAJIbHBIX
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3aKOHOB MY3BIKQJIBHOTO MBIIIJICHUS, KOTOPBIE BIIEPBBIE OBUIM OMMCAHBI HA MaTepHajle PyCCKOU
My3blkid HoBoro Bpemenu. KoMIuiekchl IpeBHEPYCCKHX NMECHONEHUN M BOKaJbHble LUKIbI XIX—
XX BEKOB MNPEICTABIAIOT COOON SIBICHUS MCKYCCTBA, OOJIQJIAIOIINE PA3IMYHBIM COJCpPIKAHHUEM,
(YHKIHMOHAIBHON TNPUHAIKHOCTHIO, PAIMKAIBHO OTIMYAIOIIMECS IO CBOEMY MY3bIKaJIbHOMY
s3bIKY. TeM He MeHee, psiJi 3aKOHOMEpPHOCTEelH (hOPMUPOBAHUS IPEBHEPYCCKOTr0 MEBYECKOrO IIMKIIA
COOTBETCTBYIOT MIPUHIIMIIAM MY3bIKaJIbHO-TIO3THYECKON IUKIN3ANH, KOTOPBIC OBLIN PACCMOTPEHBI
B paborax E. A. PyubeBckoii Ha MaTepraie BOKaIbHBIX UKIOB HOBOro BpemMeHH.

B coBpeMeHHBIX paboOTax IO My3bIKaJbHOW MEJMEBUCTHKE IMpOOIeME LUKINYHOCTH Kak
€CTECTBEHHOMY  CBOMCTBY  CPEIHEBEKOBBIX  TEKCTOB  yjenseTcs  oco0oe  BHHMaHHE
(A. H. Kpyunnuna, M. C. Eroposa u 1p.). B nokmnane paccMaTpiBaeTcst KOMIUIEKC APEBHEPYCCKUX
MIECHOIICHUH U3 IIECTU CTUXUP, OPTraHU30BaHHBIH 110 MPUHIMIY MY3bIKaJIbHOTO IIUKJIA ¥ BXOISIINI
B JlefictBo 0 CTpanrHoM cyJie — OTAEIBHOE YHHOIIOCIIECJOBAaHNE, TPAAUIHS COBEPUICHHS KOTOPOTO
B koH1le X VI Beka nepexoaut u3 Bemkoro Hosropoma B Mocksy. Ilopsinok coBepmenus [leiicTBa
M3BECTEH Oyarozjapsi cBejeHHsM UMHOBHHMKOB KadepajibHbIX COOOpOB, KHHIaM LAPCKHX U
MaTpUapuInX BbBIXOJOB, @ My3bIKQJIbHBIE TEKCTHl CTUXHP 3a(UKCHPOBAaHbI B HOTHPOBAHHBIX
pyxonucsix XVII cronerust.

AHaNIM3 KOMILIEKCA CTUXHUP, PENPE3CHTHPYIOIMX 3CXAaTOJIOTHYECKYIO JIMHUIO MY3bIKaIbHON
npamaryprud  JleiicTBa, TOKa3bIBaeT, YTO OH MPEJACTaBisieT COOOM  KOHIENTYyallbHOE
COJIepKaTeNIbHOE ~ EAMHCTBO, JIETEPMHUHHUPOBAHHBIM  MEBUSCKMH  LHUKJI, COOTBETCTBYIOLIMI
HOPUHIMIAM  ONpeAeNeHuss LUKiIudeckod Gopmbl, onucannbiM  E. A, PyubeBckoil. 3to
CBHCTENBCTBYET, C OJHON CTOPOHBI, 00 YHHUBEPCATLHOCTH KOHIICIIUH HCCIEI0BATENS, C APYroit
CTOPOHBI, O B3aUMOCBSI3U U HENPEPHIBHON TPaJUIMU B PA3BUTUU PYCCKON MY3bIKHM OT JPEBHOCTH K

COBPEMCHHOCTH.

KiroueBble cioBa: apeBHepycckas Mysbika, [leiictBo o CrpamHoMm cyae, CTUXHPA,

JIPEBHEPYCCKHI MeBUECKUI LUK, BOKAJIBHBIN MK, E. A. PyubeBckas.

Cyclic organization of ancient Russian chants in the concept of E. Ruchyevskaya

The ancient Russian singing tradition is an integral part of the entire Russian musical culture.
In the conditions of professional art of the medieval type, oriented towards liturgical practice, many
of those universal laws of musical thinking arose, which are described on the material of Russian
music of the New Age. Complexes of ancient Russian chants and vocal cycles of the 18th—20th
centuries are art phenomenon that have different content and are radically different in their musical
language. Nevertheless, many regularities in the formation of the Old Russian singing cycle
correspond to the principles of musical and poetic cyclization, which were considered in the works
of E. Ruchyevskaya on the material of the vocal cycles of the New Age.

In modern works on musical medieval studies, special attention is paid to the problem of
cyclicity as a natural property of medieval texts (A. Kruchinina, M. Egorova, etc.). The subject of
our study is a complex of ancient Russian hymns of six stichera, organized according to the
principle of a musical cycle and included in the Act of the Last Judgment — a separate rite, the
tradition of performing which was passed from Veliky Novgorod to Moscow at the end of the 16th
century. The order of performing the Action is known due to the information of the episcopal
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Service books, the books of royal and patriarchal exits, and the musical texts of the stichera are
recorded in notated manuscripts of the 17th century.

The analysis of the stichera complex representing the eschatological line of the musical
dramaturgy of the Action shows that it is a conceptual meaningful unity, a deterministic singing
cycle that corresponds to the principles of determining the cyclic form described by
E. Ruchyevskaya. This indicates, on the one hand, the universality of the researcher’s concept, on
the other hand, about the relationship and continuous tradition in the development of Russian music
from antiquity to the present.

Key words: ancient Russian music, Act of the Last Judgment, stichera, ancient Russian
singing cycle, vocal cycle, E. Ruchyevskaya.

TEPBEP Jlapuca JIbBOBHa, 00Kmop  UCKYCCMBOGEOeHuUs,
npogheccop, kagedpa anarumuueckozo mysvikosnanus Poccuiicko
arkademuu my3sviku umenu I necunvix (Mockea)

Larisa GERVER, Dr. Habil. (Doctor of Art Studies), Full

Professor, Analytical Musicology Department at the Gnessins

Russian Academy of Music (Moscow)

O napaiokcajJbHOM COOTBETCTBHH KaTeropuii «peabed — GoH» 1 «TeMa — HHBAPHAHT
0CO0EHHOCTSIM TeMATHYeCKOro pa3BuTus B puuepkapax XVI — nauana XVII Beka

Pazpaborannas E. A. PyubeBcko#l KOHIENUUs My3bIKaJIbHOW TeMbl 0OpalleHa K «My3bIKe
KJIACCHYECKOiT B IIHPOKOM CMBICIIE C0Ba» . OJIHAKO HEKOTOPHIE OTACIBHO B3STHIC KATCTOPHH 3TOi
KOHIICTIIINK OOHAPYI)KMBAIOT YHUBEpPCAIbHbIE CBOMCTBA. VX NMpUMEHEHHE OKa3bIBAETCSl HE TOJIBKO
BO3MOXKHBIM, HO ¥ HEOOXOJAMMBIM TIPU OOBSACHEHHH TEMATHYECKOTO PAa3BUTHS B TAK HA3bIBAEMBIX
MO3aMYECKHX pHYEPKApax M INOJOOHBIX UM IOIM(POHHYCCKHX Ibecax KoHma XVI — Hauama
XVII Bexka. MatepuanaoM MO3aHKH CITy>KaT JAECATKH TeMaTHUYECKUX MPOBEICHNUH, CKOMIIOHOBAaHHBIX
no npunmmny penseda u (oua®. TIpoBEIEHUS TeM, COCTABISIOUME (DOH, HACTO CIMBAIOTCS B
CIUIOLIHYIO JIMHMIO T0J0Ca, JIMIIEHHYIO I1ay3. MHOroudcIeHHble NpeoOpa3oBaHus TeM
OCYIIECTBIAIOTCS  TOCPEACTBOM — TPHMEHEHWS — TeXHHKH  UH2AHHO',  WCTIONB3YeTCs W
HenponopyuonaibHoe W3MeHeHue putMa. IIpy 5TOM HHBApHAHTOM TEMBI CIYXKUT €€ Cl02080U

(comvmuzayuonnwlil) cocmas.

Koueslie coBa: pensed, GoH, TeMa, HHBAPHAHT, PHYCPKAP, TEXHUKA HHIAHHO.

7 Pyuvescras E. A. Oynkiun My3bikanbHoi TemsL. JI., 1977. C. 7.

§ T epeep JI. JI. VIHTaHHO ¥ APYTHe CEKPeThl MOIN(GOHNYECKOil TeXHHKH BTOPOii mosoBuHbl X VI — Havama XVII Beka.
M., 2018, C. 197-198, 221-223.

° Tam xe, raassi 111-V.
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On the paradoxical correspondence of the categories “relief — background” and “theme —
invariant” to the peculiarities of thematic development in ricercars of the 16th — early 17th
centuries

The concept of the musical theme developed by E. Ruchyevskaya refers to “classical music
in the broad sense of the word”'’. However, some individual categories of this concept reveal
universal properties. Their application proves to be not only possible, but also necessary when
explaining the thematic development in the so-called mosaic ricercars and similar polyphonic pieces
of the late 16th — early 17th centuries. Dozens of statements of subjects (themes) serve as the
material for mosaics. They are composed according to the principle of relief and background''. The
subject statements, which make up the background, often merge into a continuous melodic line,
devoid of pauses. Numerous transformations of the subjects are carried out using the inganno
technique'?; a disproportionate change of rhythm is also used. At the same time, the invariant of the

subject is the sequence of its so/misation-syllables.

Key words: E. Ruchyevskaya, relief, background, theme, invariant, ricercar, inganno
technique.

TJIMBUHCKHWI Basepuii BUKTOPOBIY, D0KmOp UCKyCcmeosedens,
MYy36IKO6E0, Hesasucumblii uccredosamens (Hoto-Hopk, CLLIA)

Valery GLIVINSKY, Dr. Habil. (Doctor of Art Studies), musicologist,
independent scholar (New York, USA)

HoBble moaX0ABI K aHAJIH3Y PYCCKOM MY3BIKH

Pycckast My3bIKa SIBIISIETCSI BaKHEHTIIeH COCTaBHOU YacThIO MHPOBOM
My3blKaJ'[bHOI‘/‘I KYJIbTYPbI C OTYETIUBO BOCIIPUHUMAEMBIM CIIyXOM HallMOHAJIbHBIM
cBoeoOpasueM.  Pemaromyro ponk B 3TOM  HWrpaeT  TBOPYECTBO  IIPEACTAaBUTENEH
Camnkr-IlerepOyprekoit knmaccuueckoit mkonst — CrpaBunckoro, IIpokodseBa u [llocrakoBuya.
Ilo cymecTBy, OHO CTaJO HMCTOPUYECKHM BBIBOJIOM, CAEIAHHBIM W3 XYIO0)KECTBEHHOT'O OIIBITA
npenmecTBeHHUKOB. CyThb 3TOTO BBIBOJA 3aKJIIOYACTCS B CO3JaHHM HOBOTO  TBOPYECKOTO
MeTola — OOBEKTHO-U300pa3uTesbHOro moauMopdusMa. Ero o0ObekTHas n300pa3UTENbHOCTD
00ycIIOBIIEHa II€peopHeHTaluel My3bIKalbHOH OOpa3sHOCTH C BHYTPEHHEIO MHUpa 4YeloBeKa
Ha  BHCIIHMH  NPUPOAHBIA  Mup.  XapakTepUCTHKa  OOBEKTHOH H300pa3sUTENbHOCTU
OCHOBBIBAETCS Ha METOJOJIOTMH MOpP(OIOrHYecKoro aHaiamsa. Mopdemsl cpenbl, BpeMeHH,
COOBITHS, TIPOCTPAHCTBA, IBIDKCHUS OOpasylOT CHEeNU(PUYECKHHA My3bIKAIbHO-BBIPA3UTEIBHBIN
ILIACT, Urparomuit posb [OCPEHUKA MEXKITY BHELIHUM MHPOM u

IPOCTPAHCTBCHHO-BPEMCHHBIMU UHTYULIUAMHA U MPEACTABICHUAMU CIYIIATCIIA.

' Ruchyevskaya, E. Functions of the musical theme. Leningrad, 1977. P. 7.
" Gerver, L. Inganno and other secrets of polyphonic technique of the second half of the sixteenth to the beginning of
the seventeenth century. Moscow, 2018. Pp. 197-198, 221-223.
"2 Ibid. Chapters I11-V.
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Tonumopdu3M HOBOTO TBOPUECKOrO METO/A BBITEKAET M3 MpPEICTaBICHUS 00 00bEKTEe KakK O
NOTCHUHUAJIBHOM MHOXXECTBC HWHIAUBUAYAJIU3UPOBAHHBIX (I)OpM. EJII/IHCTBO Hnx MHOFOO6pa3Vlﬂ
OCHOBBIBAaCTCS Ha H3HAYANbHO 3aJaHHOH KOHCTPYKTHUBHOHM IIpEeIIOCHUIKE. B My3blke eio
OKa3bIBAETCSl 3BYKOBAas KOHCTPYKLHS C THIIOBBIM Ha0OpOM XapaKTepHBIX 4epT, WiIn Mopdema.
Mopd Kak TEKCTOBBIH IpencTaBUTeNb MOppeMbl TpaHCHOPMHUPYET €€ B IKAHPOBYIO H
CTHJIMCTHYECKYIO «IUIOTh U KPOBB)» KOHKPETHOI'O MY3BIKAJIBFHOIO IpousBeneHus. Mopdema u Mopd
00BETMHEHBI KOHCTPYKTHBHO-COZIEPIKATEIILHO (MMMaHEHTHO-KOHIICNTYaJIbHO). [Tpumepst
00beKTHO-H300pasuTenpHoro monuMopusma B «Caako» Pumckoro-Kopcakosa, «Iletpymike»
CrpaBunckoro, «Anekcanape Hesckom» IIpokodseBa, 3mu301e HAIIeCTBHS U3 HEpBOH dYacTH
Cenpmoit cumdonnu 1llocTakoBHYa CBUACTENBCTBYIOT, YTO MCHUXOJIOTM3UPOBAHHAS 3BYKOIHUCH
SIBJISICTCSI OCHOBHBIM CPEJICTBOM pealiM3allii XyHOXKECTBEHHOro 3aMbicia. Ero mopdonoruyeckuii
aQHAIM3 HA MAaKCHUMaJbHO LIMPOKOM Kpyre IPOU3BEIACHHH pPYCCKHX KOMIIO3UTOpoB XIX-—

XX BEKOB — aKTyalbHEHIIas 3a/1a4a COBPEMEHHOTO POCCUHCKOTO MYy3BbIKO3HAHHUS.

KiioueBble ciloBa: 00BEKTHO-M300pa3sUTEIbHBIA HMOJIUMOP(U3M, IICHXOJIOrU3MPOBAHHAS
3Bykonuck, H. A. Pumckuii-Kopcakos, U. ®. Crpasunckuii, C. C. IIpokodses, /1. [1. IllocrakoBuy,

Cankr-IlerepOyprekas Kinaccudeckas MKoa.

New approaches to analyzing Russian music

Russian music is a vital component of global musical culture, one with clearly audible
national originality. Playing decisive role in it, the work of members of the St. Petersburg Classical
School — Stravinsky, Prokofiev, and Shostakovich — can be examined as a historical outcome
forged from the artistic experiences of their predecessors. At its core, their work comes down to the
building of a new creative method: object-descriptive polymorphism. Its object descriptiveness rests
on refocusing musical imagery from a person’s internal world to the outside, natural world.
Morphological analysis methodologies provide a way to describe this refocusing. Morphemes of the
environment, time, event, space, and movement make up a specific, musically expressive layer
which plays the role of intermediary between the exterior world and the listener’s intuitions and
ideas of space and time.

The polymorphism of this new creative method stems from the concept of the object as a
potential multiplicity of individualized forms. This diversity is unified by an initially provided
constructive prerequisite. Musically, this is a sound construction with a typical set of characteristic
traits: a morpheme. As a text representation of the morpheme, the morph transforms it into the
generic and stylistic “flesh and blood” of a specific musical work. The morpheme and morph are
connected in constructive and content-related (innately conceptual) ways. Examples of object-
descriptive polymorphism in Rimsky-Korsakov’s “Sadko”, Stravinsky’s “Petrushka”, Prokofiev’s
“Alexander Nevsky”, and the invasion episode from Shostakovich’s Symphony No. 7 prove that
psychologically enriched tone painting is a foundational tool for realizing the artistic concept. A
morphological analysis of this expressive mean, covering as wide an array as possible of 19th and
20th century works by Russian composers, is a pressing task for current-day Russian musicology.

Key words: object-descriptive polymorphism, psychologically enriched tone painting,

N. Rimsky-Korsakov, 1. Stravinsky, S. Prokofiev, D. Shostakovich, St. Petersburg Classical School.
16



TOPAYUX Baagumup BaagumupoBuy, xanouoam uckyccmeogeoenus,
doyenm Kageopul meopuu MY3bIKU Canxm-Ilemep6ypecrotu
eocyoapcmeennoil - koncepsamopuu  umenu H. A. Pumckozo-Kopcakosa,
doyenm Kagedpvl ucmopuu 3ana0HOE8PONENCKOL U PYCCKOU KYIbmypol
Cankm-Ilemepbypeckozo eocyoapcmeennozo ynusepcumema

Vladimir GORYACHIKH, PhD, Associate Professor of the Music Theory
Department at the Saint Petersburg Rimsky-Korsakov State Conservatory,

Associate Professor of the History of West-European and Russian Culture
at the Saint Petersburg State University

Bpems B «XoBanmune» M. I1. Mycoprckoro

Wnes BpemMeHM HEpa3pbIBHO CBs3aHAa C AaBTOPCKOW KOHIENIUed «XOBaHIIUHBD).
«[Ipomeniee B HacTosAmeM — BOT Mos 3aj1a4ya», — mucan M. II. Mycoprekuii B. B. Cracosy,
HauMHas paboty Haj omnepoll. OIHAKO 8pems ucmopuieckoe, KOTOPOE OCMBICISIETCS B ONepe Kak
COIMATIBHO-TIOIUTUYECKUI ¥ PENUTHO3HBI KOHMIMKT © TMPOCHUPYETCS KOMIIO3UTOPOM Ha
COBPEMEHHYIO €My 310Xy, — JIHIIb 4YaCTh MHOTOCJIOWHOM BpeMeHHdﬁ CTPYKTYPBI B «XOBaHII[IHEY.
Jlaxke He 3arparuBas cOOCTBEHHO MY3bIKQIbHBIH IUIAH, B ONEPE MOXKHO BBLICIHMTH CIICIYIONIHE
YPOBHH BOIUIOIICHHS UACH BpeMeHH. CroocemHo-coObimuliHoe épeMsi OTMEYCHO B « XOBaHIIIHE
HE TOJIKO CIPECCOBBIBAHMEM BPEMEHU HCTOPHYECKOTO, HO M CHMBOJM3ALMell BPEMEHU CYTOK.
VY1po (paccBeT) U HOYb B ONEpPe — 3TO BPEeMsi JICHCTBUS, JICMEHTHI BpeMeHHdﬁ JpaMaTypruu, B
TOM 4Kcie 00O3HAdYaKoINe KpaiHHe TOYKH «XOBaHIIMHBD, ee Hauyano («Paccer ma Mockse-
peke») M KOHel[ (HOYHas CLeHa B JECHOM ckuTy). Ho B eme Oonbluedl cremeHn — 5TO
CHMBOJIYECKOE TIPOCTPAHCTBO, aKTyaIH3UPYIOIIEe HAICIOKETHBIN TIJIaH.

TeueHue BpeMeHHU B ipaMaTypruu « XOBaHIIUHbBDY KUMEET 0COObIC YEPThI: C OHOW CTOPOHBDI,
BO3HHMKACT WJUIIO3MS €r0 HENPEPBIBHOCTH (KpaiiHee NPOSBICHHE TAaKOW HWHTEpPIpEeTalud —
KoHIenust «onepsl oxHoro nmHs» H. W. Terepunoii); ¢ apyroil — BHe3allHbIE OCTAHOBKH C
[epeBOJIOM  JICHCTBHS B JPYroW IUjIaH, Bpemeum,ie pa3pbIBbI, OLIYIICHHE Mapaulein3Ma
MIPOMCXOSAIINX COOBITHH.

Hay BceMu CHOKETHBIMH KOJUTM3USIMU BO3BBIIIIACTCS 8pems dcxamoouyeckoe. OxuiaHmne
U TIPUXOJ «IOCIETHUX BPEMEH» MOHMMAETCs B OIepe, B MEPBYIO OYEpe/lb, B PEIUTHO3HOM CMBICIIE
(munus Jlocudes u packoiabHUKOB). «[Iprcreno BpeMms...» — OJHA U3 KIIOYEBBIX (pa3 Onepbl, B
pa3HBIX BapMaHTaxX 3Bydyallas BO BCEX aKTax «XOBaHIIMHBD. B Ooiice MHMPOKOM CMBICIE MOTHB
OJKHJIaHUS «Cy/IbOBI PEIICHbs», TPArn4ecKol pas3Bsi3Ku paBHO Xxapakrepusyer [ocudes nu Mapoy,
Bacwmust [onmuisiHa, crpenblioB W uX BokAis lBana XoBaHckoro. OTUM OOBsACHACTCA
HEOObIUHAS — C TOYKH 3PCHUsl TPAAULMOHHOW OMNEPHOW ApaMaTyprud — MacCHBHOCTD,
663}leﬂTeﬂbHOCTb TJIaBHBIX repoeB ((XOBaHLLlI/lH])I». Nx l'IOCTyl'lKVl y)Ke HE MOFyT IIOBJIMATH HA X0
COOBITHIA, UM OCTAETCS TOIBKO KIATh HEH30EKHOIO KOHIIA.

Takum 00pa3oM BpeMs CTAHOBHUTCSI IICHTPAIBHBIM CMBICIIOOOPA3YOIIMM 3JIEMEHTOM
CIOXKETa U ApaMaTypruu « XOBaHIIUHbD», €€ PEATFHOT0 U CUMBOJIMUECKOTO TUIAHOB.

KaroueBsie caoBa: M. II. Mycoprckuii, «XoBaHIIMHA», BpeMs, ApaMaTyprus OIepbl,

HCTOpPUSA, 5CXATOJIOT U,
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Time in “Khovanshchina” by M. Mussorgsky

The idea of time is integrally linked with the author’s concept of “Khovanshchina”.
M. Mussorgsky wrote to V. Stasov, “To show the past in the present is my goal”, starting to work
on an opera. However, historical time which is interpreted in the opera as a socio-political and
religious conflict and projected by the composer onto the contemporary era is only a part of the
multi-layered temporal structure in “Khovanshchina”. Even without dissecting it in musical terms it
is possible to distinguish the following levels of embodiment of the idea of time in the opera. Plot-
event time is marked in “Khovanshchina” not only by pressing historical time, but also by
symbolizing the time of day. Time of action in the opera is symbolized by morning (sunrise) and
night, elements of temporal dramaturgy, including those denoting the extreme points of
“Khovanshchina”, its beginning (“Dawn on the Moscow River”) and end (night scene in the forest
monastery). But to an even greater extent it is a symbolic space that actualizes the supra-plot plan.

The flow of time of “Khovanshchina™s dramaturgy has special features: on the one hand,
the illusion of its continuity arises (the extreme manifestation of such an interpretation is
N. Teterina’s “opera of one day” concept); on the other hand, abrupt stops with flashforward of
action, time gaps, and the sense of parallelism of ongoing events.

Eschatological time rises above all plot conflicts. The expectation and arrival of the “end
times” is understood in the opera, first, in a religious sense (Dositheus’s and schismatics’ plot line).
“The time has come...” is one of the key phrases of the opera and can be heard in different versions
in all acts of “Khovanshchina”. In a broader sense, the motive of waiting for the “fate’s decision”,
for the tragic denouement equally characterizes Dositheus and Marfa, Vasily Golitsyn, the archers,
and their leader Ivan Khovansky. This explains the unusual — from the point of view of traditional
opera dramaturgy — passivity, inactivity of “Khovanshchina”’s main characters. Their actions can
no longer affect the course of events, all there is to do is to wait for the inevitable end.

Thus, time becomes the central semantic element of the plot and dramaturgy of
“Khovanshchina” on both real and symbolic levels.

Key words: M. Mussorgsky, “Khovanshchina”, time, opera dramaturgy, history,
eschatology.
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JEI'TSIPEBA Haranss UBanoBHa, 0okmop uckyccmeogeoenust, npogheccop,
Kkagedpa  ucmopuu  3apybesxcnoiu  myzviku  Canxkm-Ilemepbypeckoii
2ocyoapcmeennou koncepsamopuu umenu H. A. Pumckoeo-Kopcakoea

Natalia DEGTYAREVA, Dr. Habil. (Doctor of Art Studies), Full Professor,
Foreign Music History Department at the Saint Petersburg Rimsky-Korsakov

State Conservatory

ABTOpCKHE peMapKH B HOTHOM TeKCTe KaK BbIPasKeHHe PeKUCCePCKOi BOJIM KOMIIO3UTOPa

B monorpadun «,,XoBaHIINHA KaK XyI0KECTBEHHBIN (eHOMeH» (pasmen «Mycoprekuii-
pexuccep»)” E. A. PyuneBcKas BHICTPAHBACT THIIONOTHIO PEMApOK KOMIIO3HTOpA B omepax «bopuc
TonyHoB» u «XOBaHIUMHA», BBIICISS pPEMapKH, CBs3aHHbIE C ONHMCAHHEM OOCTAHOBKH,
0003HAaYCHHEM JKECTOB, MUMHKH W JBIKCHHII B MAaCCOBBIX M HHTCPHEPHBIX CIICHAX, MOBEICHMUS
repoeB B AMAIOre W MOHONIOre U ap. B maparpade comepkuTcs M moapasieieHue peMapok Io
YPOBHSIM COIEPYKAHWS: PeMapKu OBITOBBIC M ICHXOIOTHYCCKHE («PEMapKH ICHXOIOTHYECKON
MOZICKA3KM»), PEMapKH «IMOLIMOHAIBHOTO TOHa», PEMapKH H300pa3UTeIbHbIC W IIPOLECCyaTbHbIC
(oToOpaxaromue JeUcTBrE) U Ip.

[IpexcraBisieTcs, YTO 95Ta THUIIOJNOTHS, KAaK W MCXOJMHBIC IIOCBUIKM HCCIIEHOBATENs,
xXapakTepusyronme Metoq Mycoprckoro (CBs3b peMapok ¢ My3bIKAJIBHOH apamarypruei;
MOHUMaHHE PeMapKH Kak crocoda «BHELIHEro BBIPAXKEHHsS B JKECTE U B JBM)KCHUSX BHYTpPEHHEI
KIsHE»' ' TepoeB M 1p.), HOCAT OGOOIIAIONM XapakTep, BCIGACTBHE UEro MOTYT CTaTh
OPHEHTHUPOM IIPH AHAIM3€ APYTUX SBICHUN MY3bIKaJIbHO-TEATPAIBHOTO MCKYCCTBA, NAaXKE €CIIU ATH
SBIICHHS B MY3bIKQIbHO-MUCTOPUYECKOM, XPOHOJOTHYECKOM, OOpa3HO-CTHUIICBOM OTHOIICHUU
Ype3BBIYAHO JAJIEKH M OT 3M0XH MyCOprckoro, u OT TBOPYECKHX WJICAIOB PYCCKOTO
KOMITO3HUTOPA.

C 9THUX TO3MIMIT B HACTOSIIEM COOOIIEHUH Oy IyT pACCMOTPEHBI PEKUCCEPCKHUE YKa3aHHs B
psize aBCTPO-HEMEIKHX OIep IMepBOM MOJIOBUHBI XX BeKa, aBTOPCTBO JIMTEPATYpHOTO TEKCTa B
KOTOPBIX TPUHAISKUT camuM kommnoszutopam («Camomes» P. Iltpayca, «Bommek» A. bepra,
«Dnopentuiickas Tparequs» A. Llemnunckoro, «/lanpuuit 3808» 1 «OtMeuennsiey @. lpekepa).
B Tex ciywasx, xorma JmOpeTTO ONEphl TPEJCTaBIsSCT COOOW TEKCT OPUTHHAIBHOTO
JPaMaTHYECKOTrO MPOU3BEACHHS, 0c000€ BHUMAHHE IMPEANONaraeTcsl yIeIuTh Pa3HOUTCHUSIM —

peMapKam, KOTOPBIE C ONPEICICHHON LETbI0 BHOCHT HIIH H3MEHSIET KOMIIO3UTOP.

KiaroueBble cioBa: pemapku, «XoaHmuHay Mycoprekoro, E. A. PyubeBckas,
My3BbIKaJIbHAS JIPaMaTyprist, PeKUCCEPCKUE YKa3aHHUsI.

1 Pyuvesckas E. «XoBaHimHa» Mycoprckoro kak XyJosxectBeHHblid penomen. K npo6ieme nmostuku xanpa. CIT6.,
2005. C. 249-290.
' Tam xe. C. 251.
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Author’s remarks in a musical text as an expression of the director’s will of the composer

In the monograph «,,Khovanshchina®“ as an artistic phenomenon» (chapter “Mussorgsky the
director”)”® E. Ruchyevskaya builds a typology of the composer's remarks in the operas “Boris
Godunov” and “Khovanshchina”, highlighting the remarks associated with description of the
situation, designation of gestures, facial expressions and movements in mass and interior scenes, the
behavior of the characters in dialogue and monologue, etc. The paragraph also contains a
subdivision of remarks by content levels: everyday and psychological remarks (“psychological hint
remarks”), “emotional tone” remarks, visual and procedural remarks (displaying action), etc.

It seems that this typology, as well as the initial premises of the researcher that characterize
Mussorgsky’s method (the connection of stage directions with musical dramaturgy; understanding
the stage direction as a way of “external expression in gesture and in the movements of the inner
life”'® of the characters, etc.) are generalizing character, as a result of which they can become a
reference point in the analysis of other phenomena of musical and theatrical art, even if these
phenomena in the musical-historical, chronological, figurative-stylistic respect are extremely far
from both Mussorgsky’s era and the creative ideals of Russian composer.

From these positions, this report will consider the director’s instructions in several Austro-
German operas of the first half of the 20th century, the authorship of the literary text in which
belongs to the composers themselves (“Salome” by R. Strauss, “Wozzeck” by A. Berg, “Florentine
Tragedy” by A. Zemlinsky, “The Distant Ringing” and “The Stigmatized” by F. Schreker). In cases
where the libretto of the opera is the text of an original dramatic work, special attention is supposed
to be paid to variants — remarks that the composer introduces or changes for a specific purpose.

Key words: remarks, Mussorgsky’s “Khovanshchina”, E. Ruchyevskaya, musical

dramaturgy, director’s instructions.

JOJITOBA Mapusi AJjiekceeBHa, npenodasameins Kagpeopvl meopuu
myzviku Cankm-IlemepOypackoii 20¢ydapcmeeHHol KOHCEPBAMOopUY UMeHU
H. A. Pumcrozo-Kopcaxosa

Maria DOLGOVA, Lecturer of the Music Theory Department at the Saint
Petersburg Rimsky-Korsakov State Conservatory

K npoﬁ.ﬂeMe TEaTPAJbHOCTH B COHATaX l'lay.rm Xungemura: HHCTPYMEHTAJIbHBbIEC aMILIya

O6H_IHOCTI> ApaMaTypruieCKkux W KOMIIO3MIMOHHBIX MPWHIUIIOB B PaA3JIMYHBIX JKaHpaX
TBOpPYECTBA XI/IH,E[eMI/ITa TOBOPUT O CYIIHOCTHOM €JWHCTBEC MY3BIK&JIbHOTO  MBIIIJICHUA

KOMIIO3UTOpA. Cas3b UHCTPYMCHTAJIBHBIX COHAT C TEaTpaJIbHbIMU OIlyCaMU KOMIIO3UTOpa

' Ruchyevskaya E. Mussorgsky’s “Khovanshchina” as an artistic phenomenon. On the problem of genre poetics. St.
Petersburg, 2005. Pp. 249-290.
' 1bid., p. 251.
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MPUCYTCTBYET Ha HECKOJBKUX YPOBHIX. Bo-mepBbIX, 0OpasHbIl CTPOH 9KCIO3UILMOHHOTO
TEeMaTU3Ma COHAT MO3BOJISICT IIPOBECTHU ONPEEICHHbIE aHAJIOIUHU C THIOJIOTHEeH aKTePCKUX aMIuTya
KJIACCUIIMCTCKOTO M POMAHTHYECKOro Tearpa. Bo-BTopbIX, B 00nacTu (hopMoOOpazoBaHUs TaKxke
MIPOCIICKUBAIOTCS CBS3U C JIOTHKO OMEPHON U — IIUpPEe — TeaTpaibHON COOBITHHHOCTH.

cDOpMI/IpOBaHI/Ie y3HaBac€MbIX aMIllya B cOHaTax XMH}leMl/ITa BO MHOI'OM NPCAONPEALIIACTCA
0COOCHHOCTSIMH TeMOpa M TEXHHYECKUX BO3MOMKHOCTEH CONMPYIOMINX MHCTPYMEHTOB. TemOpoBas
XapaKkTepHOCTh — HE HOBOE SIBICHHE B MHCTPYMEHTAJIbHOH My3bIKE, HO MMEHHO B COHaTax
XHMHAEMUTa 3Ta CTOPOHA XapPAKTEPUCTHKU MY3bIKAJIILHOIO 00pa3a pOKAAeT HEernoCpe]CTBEHHbIE
acCOLMAlUK C TeaTpabHBIMHU aMIllya. Tak JocTHraeTcst y3HaBaeMocTh 00pasa, OJyIlEeBIEHHE €To,
cBOeoOpa3Hoe «0000IIeHHe Yepe3 TeMOp» HMHCTPyMEHTa. B IKCMO3MIMOHHBIX TeMaxX IEPBBIX
yacTeil coHar s TyObl M Qoprenuano, robos um ¢oprenunaHo, koHrpadaca u QoprenuaHo
«BBIXOJIT Ha CLEHY» SpPKHE, HEMOBTOPUMBIC IEPCOHAXKH C HHAMBHAYaJIbHOH HHTOHaluel. B
coHaTe Jull KJIapHeTa M (OpTeNnnaHo upe3BbIYAHHO SPKO  MPOSIBISETCS AKTHBHOCTH
JpaMaTypru4eckoro IulaHa, ero oOyCJIOBJIEHHOCTh crenupukoil odpaszHoro amiutya. CoHaTHas
CTPYKTypa HEpBOW 4YacTH 3JeCh IOJBEpPraeTcsi 3HAYUTENBHOW Ae(hOpMaIlMu I0J JaBICHHEM
JIpaMaTypruveckoil JIOTMKH, €e BHYTPEHHETO CIOKeTa.

ConarHast (opMma, €CTECTBEHHO, PacIojaraeT CaMbIMU IIUPOKHMH BO3MOXKHOCTAMH JUIS
TeaTpaau3aluy ee KOMIO3HIHMOHHOM CTPYKTYpbl. TearpanbHblil MOIYC My3bIKaJIBHOTO MBILIICHUS
XUMHIEMUTA B PaMKaX COHATHOH (hOPMBI pACKPBIBACTCS KAK SIBICHHE IPAaMaTypPruyeCKH MOIBHIKHOE
M MHJIMBUJYaJIbHOE.

TlomoGHBI MOAXOM TO3BOJSIET MO-HOBOMY OLICHHTH OCOOCHHOCTH ABOJIOLHMU COHATHOM
(hopMBI M — IIMpEe — COHATHOTO LHKJIAa B KaMepHOil My3bike cepeamHbl XX Beka. Kak u B
XVIII Beke, ”HCTpYMEHTaIbHBIE XKaHPbI 000ramaoTcst 01arogaps CBA3sAM C TEATPOM.

Karouesbie cioBa: [I. Xunaemur, TearpanbHOCTh, aMIUTya, HHCTPYMEHTAIbHBIE COHATHI,

JpaMaTyprusi COHaTHOH (hOPMBI.

On the problem of theatricality of Paul Hindemith’s sonatas: instrumental roles

The universality of dramaturgical and compositional principles in various genres of
Hindemith’s work proves the essential unity of the composer’s musical thinking. The connection of
instrumental sonatas with the composer’s theatrical opuses is present on several levels. Firstly, the
sonatas’ characteristic features of expositional themes allow us to draw certain analogies with the
typology of the acting roles of the classical and romantic theater. Secondly, in the field of musical
form there are also connections with the logic of opera and, more broadly, theatre dramatic
composition.

Genesis of recognizable roles in Hindemith’s sonatas is largely determined by the
peculiarities of timbre and technical capabilities of solo instruments. Timbre characterization can’t
be regarded as a new phenomenon in instrumental music, but it is precisely in Hindemith’s sonatas
that this side of the musical image’s characterization gives rise to direct associations with theatre
roles. Through such associations is achieved the recognition of the image, its animation, a kind of
“generalization through the timbre” of an instrument. Bright, unique characters with individual
intonation “enter the scene” with the exposition themes of first movements of the Tuba, Oboe,
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Double bass sonatas. In the Clarinet sonata high activity of the dramatic plan is extremely clearly
manifested, depending on the specifics of the instrument role. The sonata structure of the first
movement here suffers considerable deformation under the pressure of dramatic logic.

The sonata form naturally has the widest possibilities for the theatricalization of its
compositional structure. The theatrical mode of Hindemith’s musical thinking within the framework
of the sonata form is revealed as a dramaturgically mobile and individual phenomenon.

This approach allows us to re-evaluate the features of the evolution of sonata form and,
more broadly, the sonata cycle in chamber music of the mid-twentieth century. As in the
XVIII century, instrumental genres are enriched by connections with theater.

Key words: P. Hindemith, theatricality, role, instrumental sonatas, dramaturgy of sonata

form.

JAYJOBA Exarepuna HukosiaeBHa, 00Kmop  UCKYCCMBOBEOEHUs,

npogeccop, eenepanvnviii  oupekmop Hayuonanrvnozo axademuueckozo

bonvuwozo meampa onepwi u 6arema Pecnyoauxu Beaapyco

Ekaterina DULOVA, Dr. Habil. (Doctor of Art Studies), Full Professor,
General Director of the National Academic Bolshoi Opera and Ballet Theatre
of the Republic of Belarus

b

My3blKaJ’leaﬂ TEKCTOJOIusl U My3bIKa/IbHasl (l)opMa: myTH B3auMojielicTBUS

MeXIUCIUIUTHHAPHBIA acTIeKT B TPAKTOBKE ICTETHUECKOW 3aBEPIICHHOCTH MY3bIKAIbHOU
(dopmbl crieupUIECKH PACKPLIBAETCS B MY3bIKAJIBbHO-TEATPAIBHBIX JKAHPAX, B AHAIUTHYECKHX
MOAXOJMaX K TIOHSATHIO «MYy3BIKQJIbHBIH TekcT». OTHeNbHOE HAlpaBICHUE WCCICIOBAHUSI —
MY36IKATbHASL MEKCMON02USL U (POpMA.

XyI0KECTBEHHbIH TEKCT MY3bIKAIBHO-TEATPAIBHOIO TMPOM3BEIACHUS KaK  KOMILIEKC
MHOKECTBA COCTABIISIOLIMX €r0 TEKCTOB (JINTEPaTyPHBIi HEPBOUCTOYHHK; KOPIIYC COIYTCTBYIOIINX
JIMOPETTO KTEKCTOB)» — JINTEPATYPHBIX M BHEIUTEPATYPHBIX; TMOPETTO; IIOCTAHOBKA — B €AUHCTBE
pexuccypbl, cueHorpaduu, xopeorpaduyueckoi, IMpHKEpPCKOW HHTeprnperanuu). My3blkanbHas
MapTuTypa Kak jkaHp ¥ ¢opma. M3ydeHue HUCTOpUM CO3JaHUs OHEphl MM Oalera, «CyabObD»
KOMIO3UTOPCKOTO TEKCTA B PENAKLMUsIX, B UCTOPUM IMOCTAHOBOK (KYIIOPBI, BCTABKM HEABTOPCKOTO
TEKCTA U T. I1.) U BAPUAHTOB U3JIAHUH.

«ABTOpCKas KOMIIO3UTOPCKAasi BOJIS» B YCIOBHSX MY3bIKAJIbHO-TEATPAIBHBIX HKAHPOB.
E. A. PyuneBckast o cynsbe omepsr «Boiina u mup» C. IlpokodseBa. [Ipobiema mpamaryprim
CLIEHHYECKOI'0 COUMHEHUSI.

Bo3MoxHbBIE 00aCTH W3YYEHUSI MY3bIKAIbHO-TEATPAIbHBIX JKAHPOB M HX (OPM Ha OCHOBE
TEKCTOJIOTHYECKOTO MOAXO0/a:
® 3areyaT/ICHHbI HCCIE0BAaTeIeM Ha OCHOBAaHMM pabOThl € JOKYMEHTAMH W TMApTUTYPOit

npoyecc KOMRO3UMOPCKO20 Meopyecmsd, UIyIMH 0T 0COOEHHOCTEH paboThl ¢ TeaTpaibHOI
MY3bIKOH;

e My3bIKanbHas (popMa (CTPYKTypa U IPOLECC) B YCIOBUSIX MY3bIKaJIbHO-TEATPAILHBIX KAHPOB;
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e mpobiieMa [EJIOCTHOCTH My3bIKaJbHOM (OPMBI KAk 3aleyaTiieHHON aBTOPCKOW  BOJIH
(mepBOHAYATbHOE COOTHOIICHWE AaKTOB ¥ KAapTHH, pOIb pasBUTHA B [IpaMaTyprud
KOMITO3HIMH, CHCTEMa TeMAaTHYCCKOH M MHTOHALMOHHOM OpPraHM3ali{ B YCIOBHSAX KYIIOp U
BCTaBOK U T. [I.).

AKTYanbHOCTh H3YHEHHS MY3bIKATBHON HOPMBI OIepsI (6aneTa) Ha HECKOTBKEX BPEMEHHBIX
«ydacTKax»: Ha 3Tanax (GopMHUPOBaHHs HAOPOCKOB U ICKH30B, X PEAAKTHPOBAHHS U MPEBPAIICHHUS
B CaMOCTOSITENbHBIC OIH30[bl M pa3/eibl, KAPTHHBl M AaKThl, HA HSTale pPEJaKTUPOBAHUS IPH
MO/ITOTOBKE OTEePhI MK GajeTa K MOCTaHOBKe WK K u3nanmo. O6pasyercs Hanbosee JOCTOBEpHAs
[0 METOAY UCCICIOBAHUS chepa U3yyeHus KOMNO3UMOPCKO20 NPOYeccd N My3bIKaIbHOU opMbl 8
VCA0BUAX MY3bIKATbHO-MEAmPAIbHbIX JHCAHPOS HA JI0KAa3aTeIbHOW TEKCTOJIOrMYECKOH OCHOBE B

YCJIOBHSIX CPAaBHEHUSI TEKCTOB, (POPMHUPYIOLIHNX XYI0KECTBEHHOE LIEJIO0E.

KiroueBbie ciioBa: E. A. PyubeBckas, My3bIKajbHas (opMa, My3bIKallbHash TEKCTOJIOTHS,

orepa, 63.H€T, IIpoLecc KOMIIO3UTOPCKOI'O TBOPUECTBA.

Musical textology and musical form: ways of interaction

Interdisciplinary aspect in the interpretation of the aesthetic completeness of the musical
form is specifically revealed in musical and theatrical genres, and in analytical approach to the
concept of “musical text”. A separate area of research includes musical textology and form.

An artistic text of a musical-theatrical work as a complex of its constituent texts (literary
source; corpus of accompanying libretto “texts”, both literary and non-literary; libretto; staging in
the unity of directing, scenography, choreographic, conductor’s interpretation). Musical score as a
genre and form. Studying the history of the creation of an opera or ballet; “fate” of the composer’s
text in its editions, in the history of productions (cuts, inserts of non-author’s text, etc.) and printed
editions.

“Author’s composer’s will” in terms of musical and theatrical genres. E. Ruchyevskaya
about S. Prokofiev’s “War and Peace” opera’s fate. The problem of stage composition’s dramaturgy
is considered.

Possible areas of study of musical and theatrical genres and their forms based on the
textological method:

e composer’s creative process captured by the researcher on the basis of work with documents
and scores, coming from the peculiarities of working with theatrical music;

e musical form (structure and process) in terms of musical and theatrical genres;

e the problem of musical form’s integrity as an imprinted author’s will (the initial correlation of
acts and pictures, the role of development in dramaturgy and composition, the system of
thematic and intonational organization in terms of cuts and inserts, etc.).

The relevance of studying the musical form of an opera (ballet) at several temporary
“stages”: forming sketches and sketches, editing them, and turning into independent episodes and
sections, scenes and acts, at the editing stage when preparing an opera or ballet for staging or
publication. The most reliable in terms of the research method is the sphere of studying the
compositional process and musical form in the context of musical and theatrical genres on an

evidence-based textological basis in terms of comparing texts that shape an artistic whole.
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Key words: E. Ruchyevskaya, musical form, musical textology, opera, ballet, composer’s
creative process.

3EMJISIHULIBIHA Mapuna BaagumuposHa, Kanouoam
UCKYCCMBOBEOeHUsl, CIAPWULl npenooasameib Kageopvl meopuu My3blKu
Canxm-IlemepOypeckoi  20Cy0apcmeeHHoOU  KOHCEp8amopuu  UMEeHU
H. A. Pumcrozo-Kopcaxosa

Marina ZEMLYANITSYNA, PhD, Senior Lecturer of the Music Theory
Department at the Saint Petersburg Rimsky-Korsakov State Conservatory

Ilcuxonoruveckuii TeaTp B BokaabHoM nukJje U. PoraneBa «OQxuaanue»

«Oxunanue» WM. PorameBa  mnpogoymkaeT — JMHUIO — PasBUTHS  CTPOTOro,  HIIH
JIETePMUHUPOBAHHOTO BOKAJIBHOIO IHKIA. OObeAUHIIOMNM (AKTOPOM SIBISCTCS CKBO3HAs HIEs
BOTUIOIICHUS MEPEKUBAHUN TUPUIECKON TE€POMHN, PeaT3alisi KOTOPOH — PEe3ysIbTaT PEeKUCCYPBI
KOMITO3UTOPA.

B muxiie HeT 4eTkol mociaenoBaTeIbHOCTH KOHKPETHBIX COOBITHII, OJHAKO MX Pa3MBITOCTh
YCUIMBACT KOHIEHTPHPOBAHHOCTh HAa BHYTPEHHEM COCTOSIHUH, AT KOTOPOTO XapaKTepHO
OTCYTCTBUE CTPOrOM MPUYMHHO-CIIECTBEHHON MM XpPOHOIOTH4ecKoil cBsi3u. Tak, B MEeCHAX LMK
CBOOO/IHO COYETAIOTCSI pa3HbIe BpeMeHHLie TIEPHO/IBI: BOCIIOMHHAHHS W3 HPOILUIOrO M COOBITHSA
Hacrosiiero BpemeHH. OulyiieHHe BHYTPCHHEHW HEYCTOWYMBOCTH, 3BIOKOCTH BpPEMEHH W
[IPOCTPAHCTBA YCHWJIMBACTCSl COYETAHMEM B MOHOJOIMYECKOH pEYM TEpOMHHM pas3HBIX (Gopm
oOpameHnss Kk camMoil cebe — Kak OT CBOEro Jjmma («i»), Tak M OT JIMIa BOOOpakaeMoro
cobecenHuka («Tbl»). B Kakmol IecHe MacTepCKM BBIMHCAHBI IICHXOJIOTMYECKUE HIOAHCHI,
Onmarozapst KOTOPBIM LHUKJI HPOHU3aH YyBCTBOM CHJIBHOIO BHYTPEHHEro OECHOKOWCTBA U
HAINpsHDKEHHOCTH (CIIOXKHAsS, MOPOH MapajoKcaibHas (pasupoBKa, COMYTCTBYIOLIAS MPEBPALICHHUIO
MOATUYECKOTO CJIOBA B CJIOBO OMY3BIKAJEHHOE, HEPETYJsIpHbIE PUTMBI B (pOpPTENUAHHOW MApTUH,
TOHAJIbHASI HEOIIPEAEIIEHHOCTH TP 3aBEPLICHUH HOMEPOB U JIp.).

I{mkor ckperuieH 9eTKOoM IpaMaTypruuecKoi JMHUEH, IMEIoIIel CBoe Hadallo, HHTCHCHBHOE,
9MOIMOHAIBHO Hapacraroniee pa3Butue U ¢GuHai. DakTopbl, 00BEIUHSIONINEG TECHH B OOIIYIO
[IEJIOCTHOCTh, HPHCYTCTBYIOT Ha pasHBIX YPOBHAX — B BepbambHOM (ctixu b. Kophmiosa,
gepeayromuecs ¢ BOKAIN3UPOBAHHBIMHU 3IH30/1aMH), BOKAJIbHOM M HWHCTPYMEHTAJIbHOM IUIAHAX.
IleMeHTHPYIOLIYIO POJIb B LUKJIE UIPAIOT (OPTEIHAHHBIC HHTEPMEINH U TOCTIIOIMN M CKBO3HOW
TEMAaTHU3M.

OTInMYUTENbHON  0COOCHHOCTBIO «OKHIaHUS» SIBISCTCS COYETAHHE XYJ0KECTBEHHO
BOIUIOICHHOH Pa3bATOCTH IIOBECTBOBAHUS, POXKIEHHOIO Kak OBl PacKOOPJMHHPOBAHHBIM

CO3HAHUEM, U [[paMaTprH‘ICCKOﬁ SICHOCTH, JKECTKON KOMITO3UITMOHHOM OopraHu3alluy 1UKJIA.

KiaroueBbie ciioBa: U. Poranes, «Oxxumganney, BOKQIbHBINA UK, ICHXOJIOTHYECKUNA TeaTp,

CKBO3HOM TEMaTHU3M, MOHOJIOTHYCCKOEC ITOBCCTBOBAHUEC, IMTOOTHYCCKOC CIIOBO.
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Psychological theater in 1. Rogalev’s vocal cycle “The Waiting”

“The Waiting” by I. Rogalev follows the path of rigorous and deterministic vocal cycle. The
binding factor is the main idea of manifesting the feelings and the experience of the protagonist, the
realization of which is the result of composer’s directing.

You can barely catch on to the actual plot in “The Waiting”. However, the vagueness of
these events puts an emphasis on the emotional state, by the nature of which there is no strictly
causal or chronological relationship. The sequence of the songs presents a mix of memories and the
current feelings and experiences. The feeling of inner experiences, the fragility of time and space is
enhanced by the combination in the heroine’s monologue speech of various forms of addressing
herself — both on her own behalf (“I”), and on behalf of an imaginary interlocutor (“you”). Each
song thoroughly draws out psychological nuances, which paint the cycle with a sense of intense
anxiety and tension (complex, sometimes counterintuitive phrasing, accompanying the transition of
written word into music, uneven beats in the piano part, tonal uncertainty at the end of the numbers,
etc.).

The cycle is held together with a distinct dramatic line, which has its origin, an intense,
emotionally increasing development and a finale. The elements that glue the songs together, ravel
them into a coherent comb of a bigger picture make their appearances at different levels — verbal
(verses by B. Kornilov, alternating with vocal episodes), vocal and instrumental. Piano interludes
and postludes, as well as cross-cutting thematism play a binding role in the cycle.

The signature feature of “The Waiting” is the mixture of tastefully embodied frenzy of the
narrative, sort of born out of an incoherent mind, with theatric clarity and a rigid compositional
arrangement of the cycle.

Key words: 1. Rogalev, “The Waiting”, vocal cycle, psychological theatre, cross-cutting
thematism, monologue narration, poetic word.

3EHKHWH KouctanTun BiaguMHpPOBUY, OOKMOp UCKYCCMBOBEOCHUs,
npocgheccop, npopekmop  no  Hayumou  pabome  Mockosckoll
2ocyoapcmeennoul koncepsamopuu umenu I1. M. Yaiikosckoeo

Konstantin ZENKIN, Dr. Habil. (Doctor of Art Studies), Full Professor,
Vice rector for research activities of the Moscow State Tchaikovsky
Conservatory

KOMHO3HHHOHHO-}IP2MaTprﬂ‘leCKHe MO/eJIM B KOHIlepTax u CI/[M(l)OHﬂﬂX PaxmanunoBa

Llens moxTaza — BBIABUTH CTUIICBBIC MOAEIH CHM(OHHI U KOHIIEpTOB PaxMaHUHOBA B IBYX
aclieKTax: a) TeMaTHYecKoro Marepuana ¥ 0) KOMIIO3MIMH, IIOHSATOW Kak HappaTHUBHBII
npamatyprudeckuil mporecc. I1ockonbKy «Toukol nmepecedeHMs» Ha3BAHHBIX aCIEKTOB SIBISAIOTCS
JIEUTTEMBI U JIEHTHHTOHALIMM, NPOXOJIAIINE B Pa3IMYHBIX YACTAX LIMKIA, TO UMEHHO OHU BMECTE C
UX TPaHC(OPMALUSAMU CTAHYT IVIABHBIM HPEIMETOM PACCMOTPEHHSI.
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B uncme 3amau: BBIABICHHE CHEHM(UKHM My3BIKAIbHOW JIpaMaTyprHd KOHIIEPTOB H
cumponunii y PaxmanuHoBa; crenu(UKM BOIUIOIIEHMS JAHHBIX KAHPOB HA PA3HBIX HTarax
TBOpuecTBa (paHHuii: Ilepsolii konnept u Ilepsas cumdonus; nenTpanbHblii: Bropoit n Tperuit
KOHIEPT, Bropast cumbonus; mo3aHuii: mpou3BeeHNs aMEPUKAHCKOTO IEPUO/IA).

Oukcupys mozaenu, ycsoennsie 1o tpaauiun (ILonen, Jluct, YaiikoBckuit, ['a3yHoOB u
IpyTHe, a Takoke cuMBoll Dies irae), MbI IpraeM 0co60¢ 3HAUCHHE YHHKATbHBIM PaXMAaHHHOBCKIM
MOJEIAM, OCOOCHHO XapaKTepHBIM JUI TPOM3BEICHUH BTOPOrO 3Tama, CPeAd KOTOPBIX:
KOJIOKOJILHOE JIBIDKCHHE («PACKauyKa»); apXanyecKue y3K00ObeMHbIe MHTOHALMH, NPUILEIIINE 13
3HAMEHHOI'0 POCIIEBA; «IAPAIINe» JIUPUYECKHE KaHTUIIEHHbIe Menoaun. Ocoboe BHUMaHue Oyner
YIENEHO MY3bIKAJIbHOM — [paMaTypruy IO3JHHMX IIPOM3BEJIEHMH B KOHTEKCTE MHPOBOM
POMAHTHYECKOW ¥ MOCTPOMAHTHYECKON TPAJUIIMH U COBPEMEHHBIX TCH/ICHIIUH.

BriBoasr:

e cruis PaxmMaHMHOBa, NPOYHO OMMPAsCh HAa POMAHTHYECKYIO TPAAMIMIO, CYIIECTBEHHO €€
oboramaer u pacuupsieT, Jeias ee MOMTHHHOU IPUHAIICKHOCTEI0 XX BeKa, a He PyAUMEHTOM
MpeIbIIYILEro;

e BBIABJIACTCA 00LIEE M PA3INYHOE B HHTOHALMOHHO-PAMaTypPruueCKHX HHBapHaHTaX CUM(OHUI
¥ KOHLepTOB PaxMaHMHOBa — B XapakTepe M CTENEHM BBIPAKECHHOCTU JIEUTTEM, B OCMBICICHHU
LHUKJIA KaK €IMHOT0 IPOIecca, B CaMO My3bIKalIbHO-paMaTyprudeckKoi KOHIEINH;

® OCMBICISI CBOIO MY3BIKYy IIPEXKIE BCEro Kak «IeHue» (B TOM 4ucie Ha (opTenmaHo) u
«pedeBoe» BBICKA3bIBaHUE (B HIMPOKOM CMbICHIE ClI0BA), PaXMaHMHOB ylelseT He MeHbliee

BHHMaHHE JKECTOBOW, (PU3NUECKH-/IBUTATEIILHON CTOPOHE.

Knrouesbie caoBa: C. B. PaxmanuHOB, (opTenmaHHBI KOHIEPT, CHM(OHHS, CTUIb,

MOJIETIb, My3bIKAJIbHAS IpaMaTyprHsl.

Compositional and dramaturgical models in Rachmaninov’s concertos and symphonies

The purpose of the report is to reveal the style models of Rachmaninov’s symphonies and
concertos in two aspects: a) thematic material and b) composition, understood as a narrative
dramaturgic process. Since the “point of intersection” of these aspects are the leitthemes and
leitmotivs that take place in different parts of the cycle, they and their transformations will become
the main subject of consideration.

Among the tasks: revealing the specifics of the musical dramaturgy of concertos and
symphonies by Rachmaninov; the specifics of implementation of these genres at different stages of
his creative life (early stage: First Concerto and First Symphony; central: Second and Third
Concertos, Second Symphony; late: works of the American period).

Fixing the models adopted by tradition (Chopin, Liszt, Tchaikovsky, Glazunov, etc.,
including the Dies irae symbol), we attach special importance to the unique Rachmaninov models,
especially characteristic of the second stage period’s works, including: bell movement (“swing”);
archaic narrow-volume intonations that came from Znamenny chant; “soaring” lyrical cantilena
melodies. Particular attention will be paid to the musical dramaturgy of his later works in the
context of global romantic and post-romantic tradition and modern trends.
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Conclusions:
e Rachmaninov’s style, firmly relying on the romantic tradition, significantly enriches and
expands it, making it a true accessory of the 20th century, and not a vestige of the previous one;
e reveals the common and different in the intonational-dramaturgical invariants of Rachmaninov’s
symphonies and concertos — in the nature and degree of expression of the leitthemes, in
understanding the cycle as a single process, in the musical-dramaturgical concept itself;
e comprehending his music primarily as “singing” (including on the piano) and verbal statement
(in the broad sense of the word), Rachmaninov pays no less attention to the gestural, physical
aspect.

Key words: S. Rachmaninov, piano concerto, symphony, style, model, music dramaturgy.

HUBAHOBA Jlapuca IlaBiaoBHa, KkanOuoam uUCKYcCmME08EOCHUs,
doyenm  Kkageoper  meopuu  myzeiku  Canxm-IlemepOypeckot
2ocyoapcemeenHoll koncepsamopuu umenu H. A. Pumckoeo- Kopcakosa

Larisa IVANOVA, PhD, Associate Professor of the Music Theory
Department at the Saint Petersburg Rimsky-Korsakov — State

Conservatory

Kypc «CoBpeMeHHast kKaMepHasi My3bIKay» (Y HCIIOJTHUTeJIeit)
U «AHAJIN3 MY3bIKAJbHBIX NIPOU3BEACHUI»

«CoBpeMeHHasi KaMepHasi My3bIKa» Kak IMPOJOJDKCHUE IpenMera «AHalM3 MY3bIKaJbHBIX
MIPOU3BEICHHI.

Omnopa Ha nonoxenust pabot E. A. PyuseBckoii: «Kinaccuueckass My3bikaiibHas Gopmay,
«DyHKIMH My3bIKaIBHON Tembl», «Tematusm u ¢opMa B METOMOJIOTHMH aHAINW3a MY3BIKH
XX Bekay.

Criennduika aHann3a KaMepHO#t My3bIKH, 00yCIOBIICHHAsI €€ KaHPOBBIMU OCOOCHHOCTSIMU.

IIpoGiema BBIOOpa mpomsBeneHnid B Kypce «CoBpeMeHHass KaMepHash My3bIKay,
oxBaTbIBaronieM nepuog XX — Havano XXI Beka.

TlocTpoenue kypca Juisi CTPYHHOTO OTAJICHHUs HA OCHOBE PACCMOTPEHHS IIPOM3BEICHUH IS
Pa3HBIX HCIIOJIHUTEIBCKUX COCTABOB: COJILHOIO CTPYHHOIO HMHCTPYMEHTA; CTPYHHOTO KBapTeTa,
TPHO, Jy9Ta; CMEIIAHHBIX aHCAMOJIEH C y4acTHEM CTPYHHBIX.

ACIeKTbl aHanu3a: KIACCHKO-POMAHTHYECKHE U HEKJIACCHYECKHE THIIbI TeMAaTHYECKOTO
MaTepuana, ocoOBbIil aKIEHT Ha ero TeMOPOBOW COCTaBISIONICH, TeMOpoBas «pamaTyprus» B

pa3BepThIBaHUH (OPMBI-TIpOLIECCa.

KiroueBble ciloBa: coBpeMEHHass KaMepHash My3blka, HpoOiiemaTHka Kypca, BbIOOp

HpOI/ISBCI[eHPIﬁ, ACITICKTBI aHaJIM3a.
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“Contemporary chamber music” (for performers) and “Analysis of musical compositions”
courses

“Contemporary chamber music” as a continuation of the subject “Analysis of musical
compositions”.

Reliance on the provisions of the works by E. Ruchyevskaya: “Classical musical form”,
“Functions of the musical theme”, “Thematism and form in the methodology of music analysis of
the 20th century”.

The specificity of the analysis of chamber music due to its genre features is considered.

The problem of choosing works in the course “Contemporary chamber music”, covering the
period of the XX — beginning of the XXI century is viewed.

Constructing a course for a string department based on the consideration of works for
different performing teams: solo string instrument; string quartet, trio, duet; mixed ensembles with
strings.

Aspects of analysis: classical-romantic and non-classical types of thematic material, a
special emphasis on its timbre component, timbre “drama” in the deployment of the form-process.

Key words: contemporary chamber music, course issues, selection of compositions, aspects
of analysis.

KAPIIYH Hagexaa ApkaabeBHa, couckamens Kagheopbl meopuu My3blKu
Cankm-IlemepOypackoii ~ 20cy0apcmeennol  KOHCepeamopuu — uMeHu
H. A. Pumckoeo-Kopcakosa

Nadezhda KARPUN, Applicant of the Music Theory Department at the
Saint Petersburg Rimsky-Korsakov State Conservatory

IIpodaembl TeMaTH3Ma B My3bIKke XX BeKa U HX OTPaskeHHe B AHTHCUM(OHMSX
1960-1970-x roxos

Jlns My3BIKaJbHOTO MCKyccTBa XX BeKa XapaKTEpPHO 3HAYUTEIbHOE IE€PEOCMBICICHHE
(eHOMEHa TemaTH3Ma, ero (YHKIHOHAIBHBIX W CTPYKTYpHBIX mpu3HakoB. CooTHoIIeHHE
BaXHEHIIMX TeMaTWdecKux (yHKuui, ompenensieMbix E. A. PydubeBCKOil Kak BHETEKCTOBBIC U
BHYTPUTEKCTOBBIC, COXPAHEHHE XPYIKOI'O PABHOBECHS MEXKIYy HHUMH CTall0 BECbMa aKTyaJlbHbIM
JUISL anmucum@onui. ITO SBJICHUE BO3HUKIIO B PaMKaX aHTUHCKYCCTBA JaJaucToB B 1920-e roist
(E. Tonbrmes, D. llynapxod) u momayumno cBoe pasutie B 1960-1970-x romax B TBOpUECTBE
X. O. lonuepa, JI. bepuo, K. Pronmana, A. [IIautke u 1pyrux.

AnTcuM(poOHUs 10 mpupoje cBoeil aHTMHOMHYHA. C OJHON CTOPOHBI, €¢ BaKHEHIIeH
OCOOCHHOCTBIO  SIBISIETCS  OTPUIIAHHWE OMPECISIONINX YePT IKAHPA-«IIEPBOMCTOUYHHKA», C
JPYToii, — CHIIbHAsI 3aBUCUMOCTB OT Hero. OOpaiieHne K My3bIKaTbHOMY 1Tpoo0pasy, 3a10KeHHOe
B CaMOM Ha3BaHHH, 00yClIaBIMBaeT npeodiaganne B OONBIINHCTBE aHTHCUM(OHNUN BHETEKCTOBBIX
¢GyHkumii Temaru3ama. Begymiee 3HadeHHE JaHHBIX (DYHKLIHH TakKe ONPEACNSCTCS MOYTH

TMOBCEMECTHBIM HCTOJb30BAHUEM IIUTAT U KOJUTAKHOU TEXHHUKH, BCICACTBUEC YE€TO BECH peHLC(bHLIﬁ
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MaTepuas OKa3bIBACTCS BTOPHUYCH, HAPYIIACTCS MPHHIUI WHTOHAIMOHHOTO pa3BuTHi. IIpobiema
KOppeJsiiMM BHYTPCHHUX W BHEIIHMX TEMAaTHYECKHX CBS3€H, TaKUM 00pa3oM, compsiraetcsi B
AQHTUCHUM(OHHAX C MPOOJICMOH PENPEe3eHTATHBHOCTH COOCTBEHHO OPHTHHAIBHOTO MY3BIKAIBHOTO

Marepuana, OlpeesIeHUs ero OTIIMYUTENbHBIX YePT U cTaTyca B hopme.

Cpenn pemeHdi JaHHBIX HpoOJieM — 3aMeHa MHOTOYACTHOTO ILHUKJIA Ha KPaTKYIo
OZIHOYACTHYIO (ha3HyI0 KOMIIO3HMIMIO, B KOTOPOH, B OTIMYHE OT KPYNHOW (OPMBI, MPHUHIUI
UHTOHAILIMOHHOTO Pa3BUTHs He urpaer Ooibiioil ponmu («CuMQOHHS COBPEMEHHOIO MHPa»
PronmaHa); coueTaHHe TPaJHIMOHHOTO CHM(GOHHYECKOro IPUHIUNA PA3BUTUSA U HHBIX CIOCOOOB
tematuueckoro oonosnenus (Ilepsas cumdponns lnurke). B «Cumdonun» bepno temarnueckoe
pa3BUTHE 3aKIIOYAETCSl B IOCTENEHHONH MOMAYJIALMU OT MaTepHaia, OTOPBAHHOIO OT BHELIHUX
CBsI3eH, K TPaHANO3HOMY KOJITaXy U 00paTHO.

IIpobnema coOTHOLIEHHs] BHYTPEHHHX M BHEHIHMX (DYHKIMI TeMaTH3Ma CBOMCTBEHHA H
JIpyT'MM HalpaBlICHUSM AaHTHHCKYCCTBA M OTPaKaeT MepexXOIHbIH XapakTep HckyccTBa 1960—
1970-X TOJI0B B LICJIOM.

KitoueBble ciioBa: TeMaTU3M, BHETEKCTOBbIC M BHYTPUTEKCTOBbIC (DYHKIIMH TeMaTH3Ma,
AQHTUHCKYCCTBO, aHTUCHMOoHMS, A. [IIHuTKe, JI. Bepno.

Issues of thematism in the 20th-century music and their reflections in the anti-symphonies
of the 1960s-1970s

The musical art of the 20th century is characterized by a significant rethinking of the
phenomenon of thematism, its functional and structural features. Keeping a balance between intra-
text and extra-text functions of the thematism (notions by E. Ruchyevskaya) became very relevant
for anti-symphonies. This phenomenon appeared in the 1920s as part of the anti-art of the Dadaists
(J. Golyscheff, E. Schulhoff) and developed in the 1960s—-1970s in the works of H. O. Donner,
L. Berio, K. Rydman, A. Schnittke and others.

An anti-symphony itself is antinomic. On the one hand, anti-symphony’s most important
feature is the denial of the “original” genre’s defining features. On the other hand, a dependence on
symphony is strong too. This dependence, using quotations and collage cause the predominance of
extra-text functions of the thematism, crisis of the intonational development and a situation when all
the forefront material can become secondary. In this way, the issue of the correlation of intra-text
and extra-text functions of the thematism in anti-symphonies is related with the problem of
representativeness of the original text itself, determining its distinctive features and status in the
form. Rydman (“Symphony of the Modern World”), Schnittke (Symphony Ne 1), Berio (“Sinfonia™)
offer their solutions to these problems.

The issues of balance between intra-text and extra-text functions of the thematism is also
characteristic of other anti-art directions and reflects the transitional nature of art in the 1960s—
1970s as a whole.

Key words: thematism, intra-text and extra-text functions of the thematism, anti-art, anti-
symphony, A. Schnittke, L. Berio.
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KOMAPHUIKAS Ouabra BuccapuonoBHa, TTIOKTOP
HCKYCCTBOBEJICHUs,  npodeccop  Kadeapsl  MEKIUCHHUIUIMHAPHBIX
crenuanu3anui MY3BIKOBEIOB MockoBckoi rocy1apCTBEHHOM
koHcepBaTopuu uMmenu 1. Y. YaiikoBckoro

Olga KOMARNITSKAYA, Dr. Habil. (Doctor of Art Studies),
Professor of the Department of Interdisciplinary Musicological Studies at

the Moscow State Tchaikovsky Conservatory

]
P

«IlapajuieTbHAsA APAMATYPrusi» B COBPEMEHHOM ONEPHOM HCKYCCTBe
BTOPOIi NM010BHHBI XX Beka

Konnenuus «mapamiesbpHOl JpaMaTyprum», SIBUBIINCH OJHUM U3 OTKpPBITHIT (uiocoduu
uckyccrBa XX BeKa, Halllla CBOE pAacHpOCTpaHEHME B TeaTpe, JIMTEpaType, My3bIKE, KHHO.
«[lapamnensHas ApaMaTyprus» CTaja BaKHEWIIMM OPraHU3YIOIMM (AKTOPOM My3bIKAIBHBIX
HpOH3Be)leHVII>‘I B PasJMYHBIX JKaHpax. PasButne B OJHOM COYMHCHHH MPOTUBOIIOJIOKHBIX
JpaMaTyprudeckux cep yCHINBAeT CMBICIIOBYIO HAIOJHEHHOCTb, CHHTE3HPYsI UX B €IMHOE LEJI0e.
B omepHOM TeaTpe 3TOT CIEHHMYECKMH THUII CTal MOKA3aTENbHBIM KaK HJIA PYCCKOM, Tak M A
3aMaJHOEBPONEHCKON 1 aMEPUKAHCKON MYy3bIKH.

Oxno m3 nepseix npousseneHuit — «Compatel» b. A. Hummepmana (1964, mo mbece
1. Jlenna), rae IpoOU30ILIO pa3zieleHue CHEHHYECKOTO MPOCTPAHCTBA HA CEKTOPa, B KOHIIE — Ha
24 cuenbl Ha cueHe. OCOOEHHOCTBIO COAEPXKAHMS 3[EChb CTAHOBHUTCS «HECBS3aHHOCTB»
JpaMaTyprudeckux cep, aaoru3m JedcTBys.

JIBynIaHOBOCTh IpaMaTypruu IokaszaTeldbHa maiusi omepel «Mactep u  Maprapuray
C. M. Cnonunmckoro (1972, o pomany M. A. Bynrakosa). ITonmuponuueckas cTpykTypa poMaHa,
«CIIOKHBIC ~ KOHTPAITyHKTBI»  CIOKCTHO-(DaOyNIbHBIX JIMHMII IIpeJOIpeleNiin  CcBoeoOpasue
CLICHHYECKOTO M MYy3BIKaJIbBHOTO BOILIONIEHHUs onephl. Kak n B pomaHe, BpeMs 3[eCh TeUeT B JBYX
U3MEpPEHUsIX, 00pa3ysi cCaMOCTOSITE/IbHBIC KaHAJbI IpaMaTypriu: OJMH U3 HUX cBsa3aH ¢ Memrya ['a-
Houpu n eBaHrenbCKUMH IEPCOHAXAMH, ApYyroif — ¢ Mactepom, Maprapuroil u JuTepaTypHBIM
OKpy>keHreM Maccomnura.

Jpamaryprus «Jlomurs» P. K. lenpuna (1994, no pomany B. B. HabokoBa) npencrabieHa
6-KaHaIbHOCTBIO JBMKeHus JjeidictBus: Cynbu, BbeIHOCsAIIME mpurosop l'ymOepry; MmonurBa
ManbunkoB B 1epkBH; apamatrypr Kmp Kyunbtu kak jkepTBa yOWiiCTBA; OCHOBHOE CHOKETHOE
JIeHCTBHE € y4acTHEM IJIaBHBIX IEPCOHAXEH; OPKECTPOBBIE SMH30/bl; 1yIThl PekiaMucTok.

SlpkuM  00pasloM IPOM3BECHUS C «IApAUICNBHOH [OpaMaTypruei» sBILIETCS OIepa
COBPEMEHHOro amepHukanckoro kommosutopa J[x. Kopumbsno «llpuspaxu Bepcams» (1991, mo
tperbeit wactu Ttpuiaoruu II. O. bomapme «IIpecrynnas wmatb»). Tpu 1ulana naeifictBus
COCYIIECTBYIOT HE3aBHCUMO JIPYT OT JpyTa: IIePBbIil U3 HUX CBS3aH C OTPaKCHUEM OTYCTOPOHHETO
MHUpa, B KOTOPOM HaxoJsTcs kasHeHHble Mapust Antyanerta, JlionoBuk XVI u ux nsop; BTOpoit
mwiaH — octpoymHas Oyddonaga (mup Purapo, CrozanHbl, AnbMaBuBbl, Posunsl, KepyOuHo);

TPETH TIJIaH BOCTIPOM3BOAUT IPO3HBIE COOBITHS Bennkoit (hpaHIry3cKoil peBOTFOIUH.

30



KiroueBble ciioBa: «mapajuienbHas JpaMaTyprus», onepa, b. A. Llmmvepman, «Congate»,
C. M. Cnonunmckuii, «Macrep n Maprapuray, P. K. Hlenpun, «Jlonmuta», k. KopuibsHo,
«IIpm3pakn Bepcamnsy.

“Parallel Dramaturgy” in modern opera art of the second half of the 20th century

The concept of “parallel dramaturgy” being one of the discoveries of the philosophy of art of
the 20th century has found its distribution in theater, literature, music, and cinema. “Parallel
dramaturgy” has become the most important organizing factor in musical works of various genres.
The development of opposite dramatic spheres in one work enhances the semantic fullness,
synthesizing them into a single whole. For the opera theatre, this stage type became indicative of
Russian, Western European, and American music.

One of the first works is “Soldiers” by B. Zimmerman (1964, based on the play by J. Lenz),
where the stage space was divided into sectors, at the end into 24 scenes on the stage. The
peculiarity of the content here are the “disconnectedness” of the dramatic spheres, and the alogism
of action.

The duality of the dramaturgy is indicative of the opera “The Master and Margarita” by
S. Slonimsky (1972, based on the novel by M. Bulgakov). The polyphonic structure of the novel,
the “complex counterpoints” of plot lines predetermined the originality of the stage and musical
embodiment of the opera. Same as in the novel, time here flows in two dimensions forming
independent channels of dramaturgy: one of them is associated with Yeshua Ha-Nozri and the
gospel characters, the other with the Master, Margarita, and the literary environment of Massolit.

The dramaturgy of “Lolita” by R. Shchedrin (1994, based on the novel by V. Nabokov) is
represented by a 6-channel action movement: Judges pronouncing sentence on Humbert; the Boys’
prayer in the church; playwright Claire Quilty as a murder victim; the main plot of action with the
participation of the main characters; orchestral episodes; duets of Advertisers.

A striking example of a work with “parallel dramaturgy” is the opera “The Ghosts of
Versailles” by the modern American composer G. Corigliano (1991, based on the third part of the
trilogy by P. Beaumarchais “The Guilty Mother”). Three plans of action coexist independently of
each other: the first of them is connected with the reflection of the other world, in which the
executed Marie Antoinette, Louis XVI and their court are located; the second plan is a witty
buffoonery (the world of Figaro, Susanna, Almaviva, Rosina, Cherubino); the third plan reproduces
the formidable events of the French Revolution.

Key words: “parallel dramaturgy”, opera, B. Zimmerman, “Soldiers”, S. Slonimsky, “The
Master and Margarita”, R. Shchedrin, “Lolita”, G. Corigliano, “The Ghosts of Versailles”.
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IMABJIOBA Ceeri1ana AHATOJILEBHA, Kanouoam
UCKyccmeogeoerust, 0oyeHm Kageopel ucmopuu mysviku Poccuiickou
axkaodemuu my3sviku umenu I necunvix (Mockea)

Svetlana PAVLOVA, PhD, Assistant Professor of the Music History

Department at the Gnessins Russian Academy of Music (Moscow)

EBanrenue B naMsiTHHKAaX pycckoii onepbi: M. U. I'nmunka «Pyciaan u Jlioamuiay

C¢epa rymaHuTapHBIX HCCICIOBAaHUI TMEpeXHMBAaeT B HACTOsIEe BpeMsi OOHOBIICHHE,
CBSI3aHHOE C O(MIMATBHBIM BO3BPAIICHUEM PEJIUTHUA B MHPOBO33pEHHE OOLIECTBA, B TOM YHCIIE
HAyYHOro. MeTO0JIOrnYeckn 3TO MOXKET OBITh MOAMEPKAHO TAK HA3bIBAEMOMW YUBUIUAYUOHHOU
meopueii'’, KOTOpas TAKKe BEIXOJUT M3 HCTOPHUECCKOrO 3a6BeHHs. JUIs HCKYCCTBOBEICHHS BAKHO
MOJIOXKEHHE O HEM3MCHHO COONIOaeMOil B CTPOCHHM NWBIIM3ALUH TPHANE: PEIUTHI —
KyJbTypa — TOCYJapcTBO, OOHApY)KMBAIOLIEH MNPSMYIO CBSI3b SIBICHUH KYJIBTYpBl C «THIIOM
BEPOBAHMS» U FOCYAAPCTBEHHBIM CTPOEM.

MpIcib 0 Takoro poja B3aMMOCBS3M HM3BECTHAa B TPYAaX O SI3BIYECKUX KyJbTypax. B
NPHIOKEHUH K MaMSATHUKAM XPUCTHAHCKOTrO OOLIECTBa, TeM 0o0Jee CBETCKUM IaMsITHHKaM, OHA
HAXOAMWTCS B CTaAMU pa3paboTku. ONHAKO ee TepCHeKTUBHOCTh, HANpPUMEp, B H3YYCHHHU
OTCYECTBEHHOI My3BIKM TIPEACTABISIETCS OYCBUAHOW. VIMEHHO —«xarexmzauus» HKaHPOB
€BPOIEHCKON CBETCKOM KyJIbTYPbl, IPHOOPETEHHE UMH BAXKHOTO JUISI PYCCKOTO MHPOBO33PEHUS
€6aN2eNbCKO20  CMbICIA BO MHOTOM OIPENEIMIN pPa3BUTHE OTEUECTBEHHOIO MY3bIKAIbHOIO
HCKYCCTBA, €r0 CTAHOBJICHUE B POJIM BEAYIIETO MHUPOBOW KYJIBTYPBI.

OJHUM U3 HEPBBIX CBETCKUX JKAHPOB, MCIBITABLIIMX HAa ce0e CMBICIOBOE IpeodpaxeHue,
crana onepa. OJHUM U3 NEPBBIX PYCCKHX I'€HHEB, B TBOPYECTBE KOTOPBIX 3TO COBEPLIMIOCH, —
M. A. Iunka. TeaTpanbHble COYMHEHMs MPEACTABISIIOT KOMIIO3UTOPA CO3JATeNeM HE TpareJuu
(>xaHpa co HUIEH(OM S3bIYECKOI BBIPA3UTEIBHOCTH), @ XPUCTUAHCKOW CYEHUUeCKol nponoseou, B
KOTOpO JeHCTBYIOLIME JIMLA M CUTYalMH PACKPBLIBAIOTCS CO CTOPOHbI «ucnonnenus Eeancenusny
I OTKIIOHEHHS OT 0603HaYenHoro B Epanrenuu mytu'®.

B omepe «Pycman wu Jlrogmumnay mnpeoOpazoBaHHe jkaHpa OCOOCHHO BIIEYATIISIET,
CBUJICTEJILCTBYS O, Ka3aJoCh Obl, HEBOSMOXXHOW B S3bIYECKOM KOHTEKCTE OIEphl (MOXKET OBITH,
MOTOMY U Ha3BaHHOM «BOJIIEOHO») €BaHIEIILCKOI UCTOPUH PyCCKOTo Mupa. Kak 3T0 BbIpakeHO B

093U, MY3bIKE, IpaMaTypruy ONepsl, pACCMAaTPUBAETCS B AHOHCUPYEMOM JIOKJIaJIE.

Karouesbie cioa: M. U. I'muuka, «Pycman u Jlrogmmiay, omepa, IUBHIM3AIIMOHHAS

TEOpHUs, PEIUTHs, CLICHUUECKas IPOIIOBEIb.

The Gospel in the Masterpieces of Russian Opera: M. Glinka “Ruslan and Lyudmila”

The field of humanitarian research is currently undergoing a renewal associated with the
official return of religion to the worldview of society including the scientific one. Methodologically,

17 Janunesckuit H. Poccust u EBpora. M., 2018.
'8 Apxuen. Makapwii. [IpaBociaso-normatieckoe Gorocrosue. T. 1. CIT6., 1868.
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this can be supported by the so-called civilizational theory"®, which is also coming out of historical
oblivion. It is important for art criticism that the triad of religion — culture — state, which is
invariably observed in the structure of civilization, reveals a direct connection between cultural
phenomena and both the “type of belief” and the state system.

The idea of this kind of relationship is known in works on pagan cultures. In respect to the
monuments of the Christian society, especially secular monuments, it is under development.
However, its prospects, for example, in the study of Russian music seems obvious. It was the
“catechization” of the genres of European secular culture, the acquisition of evangelical meaning by
them, which is important for the Russian worldview, that largely determined the development of
Russian musical art, its formation as a leading world culture.

Opera was one of the first secular genres to experience a semantic transformation. This was
accomplished in the work of one of the first Russian geniuses, M. Glinka. Theatrical compositions
represent the composer as the creator not of a tragedy (a genre with a trail of pagan expressiveness)
but of a Christian stage sermon in which the characters and situations are revealed from the side of
the “accomplishment of the Gospel” or deviation from the path indicated in the Gospel*.

In the opera “Ruslan and Lyudmila” the scale of genre transformation is particularly
impressive, testifying to the seemingly impossible for the pagan context (hence called “fairy-tale”)
the evangelical history of Holy Russia. How this is expressed in poetry, music, and opera
dramaturgy is discussed in the announced report.

Key words: M. Glinka, “Ruslan and Lyudmila”, opera, civilizational theory, religion, stage

s€rmon.

PAMCKUH Wocud TeHpuxoBMY, cnasuviii  pedakmop — 2azembl
«Mapuuncxuit ~ meampy, weg-peoaxmop  «Cankm-Ilemepbypeckozo
MysbikanbHo2o eecmuukay, npeocedamens CeKyu KpUMuKy u My3blKO3HaAHUs
Coioza xomnosumopog Cankm-Ilemepoypea

Tosif RAISKIN, Editor-in-chief of the “Mariinsky Theatre” newspaper,
editor-in-chief of the “St. Petersburg Musical Bulletin”, chairman of the

criticism and musicology section of the Union of Composers of Saint

Petersburg

Moii IIpoxodnen

«Boitna u mup» Cepres IlpokopbreBa B Moeil ciymarensckoir 6uorpaduu. Ot nepsoit
nocranoBku B MAJIEI'OTe ¢ Tarbsinoit JlaBpoBoit u Cepreem LllanomHuKoBbIM, OT IPEMbEPH] B
Bonbmiom ¢ [anunoii BumneBckoit B ponn Hartamm u cnexrakns TemupkanoBa B KupoBckom ¢
T'amunoint KosaneBoit u Cepreem Jleitdepkycom — 10 4YeThIpex MOCTAHOBOK B MapHHHCKOM 3a

30 yileT XyJI0XKEeCTBEHHOTo pykoBojcTBa Banepus I'eprueBa. OT HazpyraresnbcTBa HajJ 3aMBICIOM

' Danilevsky N. Russia and Europe. Moscow, 2018.
% Archbishop Macarius. Orthodox dogmatic theology. T. 1. St. Petersburg, 1868.
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BEIIMKOTO KOMIIO3UTOPA, OECKOHEUHBIX «HICOTOTNYECKHUX» MPHINPOK U O€3KaNIOCTHBIX KyIIOp —
K BOCCTaHOBJIEHHIO MOJJIMHHOTO TEKCTA ONEPhI-JIIONEH.

Mapuunckuit Teatp — «Jlom IlpokodpneBa». Psimom ¢ Manbsiv TearpoM B MockBe —
«domom Octposckoro» mmn ¢ Komenn ®pances — «Jlomom Mosbepa», Haml Tearp 10 IpaBy
HOcHT 3TO obs3biBatomiee nms. Ha crene Mapunnku uayT Bce aeBsth onep Ceprest CepreeBuua,
BKJIIOYAsl KOHLEPTHOE HCIIONHEHHE IOHOIIeckoi «Mannanens» U «BenukaHna» JeBSATHIETHETO
Cepesxu IIpoxodseBa. IlocTaBaeHbl MIM My3BIKAIBHO HCIOIHEHBI BCE OaleThl; B KOHIEPTHOM
3a5ie — BCEe CUM(OHHU U HHCTPYMEHTAJIbHBIC KOHIIEPTHI KOMIIO3UTOPA, €r0 KAMEPHbIEC COUMHCHHS.

Cepreii IIpokodbeB — BeqMUalIIMi MEIOAUCT B PycCKoi My3bike. Ero Hm Ha koro ne
MOXO0XKUE MEJIOANYECKHEe OTKPOBEHUSI — OyJb TO ONEpPHbIE KAaHTHUJICHbl MIIM TE€Mbl MEICHHBIX
yacteil cuMm@oHuii, conar, Oyap To xapakrepHble nomnesku B «Cemene Kotkoy», «JlysHbe» unmu
MOpa3UTeNnbHO pacreras 1npo3a Toncroro u JlocToeBCKOro — 30J10TOH 3amac Hamieil My3bIKalbHON

KJIIACCHUKH.

Kuarouesnie cioBa: C. C. Ilpokodwe, onepsl, «BoiiHa u mupy», menoanka [Ipokodnesa,

MapuuHckuii Teatp.

My Prokofiev

“War and Peace” by Sergei Prokofiev in my listener’s biography. From the first production
at MALEGOT with Tatyana Lavrova and Sergei Shaposhnikov, from the premiere at the Bolshoi
with Galina Vishnevskaya as Natasha, and Temirkanov’s performance at Kirovskoye with Galina
Kovaleva and Sergei Leiferkus, to four productions at the Mariinsky Theater in 30 years of Valery
Gergiev’s artistic direction. From outrage against the idea of the great composer, endless
“ideological” nit-picking and ruthless cuts to the restoration of the original text of his epic opera.

Mariinsky Theater is the “Prokofiev’s House”. Next to the Maly Theater in Moscow —
“The House of Ostrovsky” or with the Comédie Francaise — “The House of Moliere”, our theater
rightfully bears this obliging name. All nine operas by Sergei Prokofiev were staged at the
Mariinsky Theater including concert performances of “Maddalena” composed in his young days,
and “The Giant” composed by nine-year-old Prokofiev. All ballets were staged or musically
performed; there were also performances in the concert hall of all his symphonies, instrumental
concertos of the composer, chamber compositions.

Sergei Prokofiev is the greatest melodist in Russian music. His melodic revelations bear no
similarities with other composers’ works — be it opera cantilenas or the themes in slow movements
of symphonies, sonatas, be it characteristic chants in “Semyon Kotko”, “The Duenna”, or the
amazingly sung prose by Tolstoy and Dostoevsky, represent the gold reserve of our musical
classics.

Key words: S. Prokofiev, operas, “War and Peace”, Prokofiev’s melody, Mariinsky
Theatre.
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POT'AJIEB Hrops Edumonuu, KOMRO3UMop, Kanouoam
uckyccmeogeoenus:, npogeccop kageoper meopuu mysviku Cankm-
Ilemepbypeckoil 20¢y0apcmeentou KOHcepeamopuu UMeHU
H. A. Pumckozco-Kopcakosa

Igor ROGALEV, composer, PhD, Professor of the Music Theory
Department at the Saint Petersburg Rimsky-Korsakov State Conservatory

O Bropoii yactu Ceasmoii cumbonun Cepres Ilpokodrea

Bropast — sxanpoBas — 4acte Ceapmoii cumdonun IIpokodbeBa BIOIHE BIUCHIBACTCS B
CJIOKHBIIYIOCS CTOJECTHUSIMU TPAIMIMIO, COTJIACHO KOTOPOH [JOBOJIBHO YacTO B JIEKOPAILMIX
nexnapupyemoro kanpa (Jlemmnep, Menyat, Mapm, Banbc u mp.) ocHOBHas ujest cuM(pOHHH
BBICBEUMBACTCSI C OCOOEHHOH spkocThio. Tak, Hampumep, OOCTOMT [€l10 C MEHYy3TOM
40-it cumbponnu Morapra, Tpetheil dacTbto [1sToit cumdonnu berxoBena, neHiepaMu CUMpOHHIA
Manepa, ckepio B cumponusx LllocrakoBuya.

Bwmecte ¢ em «Banbey» n3 Cenbmoii cumponuu IIpokodbeBa NPUHIUINAILHO OTJIMYEH OT
MIEPEUYNCICHHBIX ¥ MHOTUX IPYTHX JXKaHPOBBIX YacTei, mOO ABISIETCA KIIOYEBBHIM B MOHMMaHHUU
TpParuueckoil CyTH BCero mpousBeaeHHs. B 3ToM yHuKanbHOCTH NaHHOI yacTH. OHa — LEHTp, Ie
My3bIKaJIbHBIMU CPEICTBAMH CHOPMYIUPOBAH TPArHUECKUI CMBICI MPOKO(BEBCKOTO TIOCIAHUS.

Kak ¥ OONBIIMHCTBO >KaHPOBBIX YacTeil CHM(OHUYECKUX LUKIOB, «Banbc» ocHOBaH Ha
ObITOBOM Marepuane. B nanHoMm ciyuae 3To — eme oJHO oTKpeiTHe [IpokodbeBa — KHHOMY3bIKA.
I'maBHas Tema Allegretto kakeTcst comeamIeil ¢ SKpaHa 3ByKOBOH JOPOXKKOH xKypHala «XpoHHKa
TTHSD».

JlaHHOMY «KHMHOIIHOMY» BallbCy NpOTHBOCTOMT YK€ He KHHeMarorpaduyeckui, He
ObITOBOH, a nupUuecKuid, HexHbld Baibe, poiacTBeHHBI 1O HacTpoeHuto Banbcam Haramm,
3oy IKy.

Ha npotuBonocraBienny, a 3aTeM U CTOJKHOBEHMH ABYX BEpCUH Bajbca — OBITOBOH M
HEOBITOBOW — OCHOBaHa JpaMaTyprus JaHHOW dacTu. Ha BceM ee mMpoTsKeHHH OBITOBOE Hadalo
OyKBaJIBHO pa3beliaeT «IMPHKY COCTOSIHHS» BTOPOH BaJbCOBOW BEpCHM M OJIM3KOTO K HEil 110
Marepuaiy TpHoO.

Ha nepBoM sTame mpoucxoIuT paspylleHHe MaTepuana BTOporo Baibca. Ha Bropom —
(haHTaCMaropuueckoe MNPEeBpAICHUE JIMPUYECKOT0 «KHHOBAJIBCA» B  MOBTOPSIOUIYIOCS C
arpeccUBHbBIM yrnopcTBoM (andapy. I'pomoriiacHoe Top:kecTByIoLIee JHKOBAaHHE IO CIIydaro

YHUYTOXKCHHUA NIEPBOHAYAIIBHOTO JIMPUICCKOI'O 00sinKa TemMbi!

Kurouessie ciaoBa: [Ipokodses, Cenpmast cuMpOHHMs, BAIbC, ApaMaTyprus, KHHOMY3bIKa.

About the Second Movement of the Seventh Symphony by Sergei Prokofiev

The second — genre — movement of Prokofiev’s Seventh Symphony fits perfectly into the
centuries-old tradition, according to which it is quite often in the scenery of the declared genre
(Landler, Minuet, March, Waltz, etc.). The main idea of the symphony is highlighted with special
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brightness. This is the case, for example, with the Minuet 40 of Mozart’s Symphony, the third
movement of Beethoven’s Fifth Symphony, the landlers of Mahler’s Symphonies, the scherzo in
Shostakovich’s symphonies.

At the same time, “Waltz” from Prokofiev’s Seventh Symphony is fundamentally different
from the listed, and many other genre parts, because it is the key to understanding the tragic essence
of the whole work. This is the uniqueness of this movement. It is the core where the tragic meaning
of Prokofiev’s message is formulated by musical means.

Like most genre parts of symphonic cycles, “Waltz” is based on everyday material. In this
case, it is movie music (another Prokofiev discovery!). The main theme of Allegretto seems to be
the soundtrack of the “Chronicle of the Day” magazine that has come off the screen.

This “cinematic” Waltz is opposed no longer by a cinematic, not household, but by the
lyrical, gentle Waltz, related in mood to the Waltzes of Natasha, Cinderella.

The dramaturgy of this part is based on the opposition, and then the collision of two versions
of the waltz: everyday and non-everyday. Throughout its entire course the everyday beginning
literally corrodes the “lyric of the state” of the second waltz version and the trio close to it in
material.

At the first stage, the material of the second waltz is destroyed. On the second — the
phantasmagoric transformation of the lyrical “cinema waltz” turns into a fanfare repeated with
aggressive persistence. Loud triumphant rejoicing over destruction of the theme’s original lyrical
appearance!

Key words: Prokofiev, Seventh Symphony, waltz, dramaturgy, film music.

CAAMUMIIBUJIN Haranbs HuxkoJiaeBHa, Kanouoam
UCKYCCMBOBEOeHUsl,  CMapuuil  HAYYHbld — COMPYOHUK — CEeKmopa
meopuu my3eiku 1 ocyoapcmeenno2o uHCmumyma uckyccmeo3Hatusl
(Mocksa)

Natalia SAAMISHVILI, PhD, Senior Researcher of the Department
of the Music Theory at the State Institute for Art Studies (Moscow)

i\ //

“Innocence” Kaiin Caapuaxo: oT 3aMbIcJIa K BOILIOIIEHHIO

TsopuectBo Kaitn Caapuaxo mnoOyawsio roBOpUTh O Heil Kak 00 OJHOM U3 CaMbIX
3HAYNUTEIBHBIX COBPEMEHHBIX KOMIIO3UTOPOB HE TOJIFKO Y Hee Ha poJuHe, B OUHISHANY, HO U 1O
BCeMy MHpY. Bombmias mois 3TOro ycmexa, 0€3yCIOBHO, NPUHAICKUT €€ COYMHEHHSIM JUIS
My3bIKaJbHOTO Tearpa. K kakaoli HoOBoi omepe Caapruaxo NPUKOBAaHO BHUMAHUE KPUTHKOB H
nyOnuku. “Innocence”, BmepBble mNpejacTaBieHHas Ha (ectuBane B Okc-aH-IIpoBaHce JeTom
2021 roma, He cTaja B TOM CMBICIIE UCKITIOUSHHEM.

OsxuIaHue ee MpemMbepbl ObUIO YCHICHHBIM — B CBSI3M C IEPEHOCOM BCEH MPOrpamMMBbI
(hecTuBaAN 1O NMPHYMHE NAHJIEMHUU HA OJUH I'OJ — ¥ OKa3aJoCh BEChMa ONPABIAHHBIM: B CBOCH
MAITOW MO CYeTy Omepe, Kak M B 4eThipex Npeaplayumx, Caapuaxo MogHUMaeTr riobajbHble U

BOJIHYIOIIIME TE€MbI, 00JIeKasi X B OpUrHHAIbHYIO (opmy. Ho 31ech oHa BriepBble Oeper 3a OCHOBY
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CIO)KeTa pealbHOC COOBITHE, OTAaBas Ha CyJA 3PUTENSl CBOETO POAA PACCYKICHHEC O TpareIuu
pacctpena B mkode (schoolshooting).

Jlpyroii CTOpOHOH Memally 3aTSHYBIIErOCs MOATOTOBUTENIBHOIO IPOLECCa ITOCTAHOBKH
OMEpPBl CTATH HECKOJIBKO BHICOKOH(MEPEHIMIT C CaMHM KOMIIO3UTOPOM M HHBIMH yYaCTHHKAMHU
MOCTAHOBKH, KOTOpbIE TPEIJIOKCHBI OpraHu3atopaMd (ecTHBaisi B LIMPOKOM JIOCTYIIC |
MPHOTKPHIBAIOT 3aBECY TOrO TAWHCTBA. Kak 3apOokmalicst 3aMbICeN MPOU3BEICHHS; KAKOBBI ObLIN
B/IOXHOBJISIFOIIIME HMMITYJIbCHI; KakK MPOJABHTANAach paboTa Ha IyTH K MOCTAHOBKE OINEPhI; Kak
cootHocHTes “Innocence” ¢ orepHbIM TBOpuecTBOM Caapraxo M COBPEMEHHBIM MY3bIKAIbHBIM

TCanOM? — Ha stux BOIIpOCaxX Mbl HAMEPEHBLI CKOHIICHTPUPOBATL CBOC COOGIIICHI/IC.

KimioueBsle caoBa: K. Caapmaxo, omepHoe TBOpuecTBo, “Innocence”, A. Bbapsep,
My3bIKaJbHbIH Teatp, pecTuBaib B Dkc-aH-IIpoBaHce.

Kaija Saariaho’s “Innocence”: from idea to realization

The work of Kaija Saariaho prompted people to talk about her as one of the most significant
contemporary composers not only in her homeland, Finland, but also around the world. A large
share of this success, of course, belongs to her compositions for musical theater. Every new opera
by Saariaho attracts the attention of critics and the public. “Innocence”, first presented at the Aix-
en-Provence festival in the summer of 2021, was no exception in this sense.

The expectation of its premiere was intensified — due to the postponement for one year of
the entire festival program due to the pandemic— and became very justified: in her fifth opera, as in
the previous four, Saariaho raises universal and thrilling topics, presenting them in a unique form.
But here, for the first time, she takes a real event as the basis of the plot letting the audience be a
judge of a kind of reflection about the school shooting tragedy.

On the other hand, the protracted preparatory process of staging the opera was the reason for
the appearance of several video conferences with the composer himself and other participants of the
production, which were offered by the organizers of the festival in wide access and opened the veil
of this mystery. How did the idea of the work was born; what were the inspirational impulses; how
was the work progressing on the way to staging the opera; how does “Innocence” relate to
Saariaho’s opera work and contemporary musical theater? We intend to focus our report on these

issues.

Key words: K. Saariaho, opera art, “Innocence”, A. Barriere, musical theatre, Aix-en-
Provence festival.
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CABOCKHMHA Taauna ApceHbeBHa, npenodasamein
Cankm-IlemepOypecko2co — My3bIKAIbHO20 — YUUTUWA — UMEHU
H. A. Pumckozo-Kopcakoea

Galina SAVOSKINA, Lecturer of the Saint Petersburg
Musical College named after N. Rimsky-Korsakov

«boraTbipckue BopoTray — dPunan «KapTuHok ¢ BbicTaBKU» Mycoprekoro

«boraTelpckre BOpOTa» — yHHMKanbHas CTpaHUIa B TBOpYecTBE MycCOprekoro,
BOIUIONIAMONIAass O0pa3 HapoJa B SIHMYECKOM KIIOYE U IPOHHMKHYTast MaocoM yTBEPXKICHUS
BBICOKHX TTOJIOXKUTEIILHBIX Hauall xku3HU. «borarsipckue Bopotay — «CiaaBbes» HOBOI'O BPEMEHH.

O6a ®uHana NPEACTABIAIOT BCE CTOPOHBI COJACPXKAHUS LEJIOro, B TOM YHCIE —
KOH(JIMKTHBIC W TpareiniiHble, IPUYEM YPOBEHb KOH(QIIMKTHOCTH B PHHAlle NUKIA BBIINIE, YEM B
Ounane «MBana Cycanmna» [nuakn. B «CrnaBecs» OHHM  TIpEACTaBICHBI TOHAIBHBIMHU
PEMUHHCIICHIMSAMH, 38 KOTOPBIMU — Y3JIOBBIC MOMEHTBI TPAreAMHHOTO CIOXKETa, a TAKIKE 0COOBIM
BapuaHToM MotuBa «CiaBbCs» — popmynoi ymeepoicoenus, BMEUIAIONICH BCIO MOJHOTY
JMAIEKTHYECKH CIIOKHOM udeu ymeepoicoenus yepes npeodoeHue, XapakTepHon uist ko ['nHky.

B ®unane «KapTrHOK» KOH(IMKT NPUCYTCTBYET N3HAYAJIBHO U BBIPAXKEH KOHTPACTOM TEM,
COZIEp)KaHUE KOTOPBIX MPHUHAJJICKUT HE CIOKETY MPa3AHUYHON KapTHHKH, @ MUpPY TJIaBHBIX Wi
MKiIa. VcxonHoe OTHOLIEHME TeM — BapUAaHT IJABHOTO TEMATHYEeCKOr0 MOTHBA IHMKIIA,
NIPE/ICTABICHHOT0 TIPAaMMATHYEeCKH HEACIMMOH Iapoil  KOMIIO3MLMOHHO CaMOCTOSITEIIbHBIX
KapTHHOK. B ®uHane sta mapa — BHYTpEHHEE 3BEHO €JUHON (OPMBI, KOH(QIHUKT KOTOPOrO

pasperaercsi o X0y pa3BUTHSI, HOJAUNHEHHOTO JIOTHKE TUHKUHCKOU (hOPMYTIbL YMEEPIHCOCHU.

KiwoueBble cJioBa: MyCOpFCKHﬁ, «KapTI/IHKI/I C BBICTABKH», ((BOFaTBIpCKI/Ie BOpoOTayn,

F.]'II/IHKa, «Ban CyCﬂHHH)), ((C.IIaBI)C}D), nacu qUKiia, d)opMyna YTBEPXKACHUA, KOMIIO3ULIUA.

“Bogatyr Gates” — Finale of “Pictures at an Exhibition” by Mussorgsky

The “Bogatyr Gates” is a unique page in Mussorgsky’s work embodying the image of the
people in an epic vein and imbued with the pathos of affirming the high positive principles of life.
“Bogatyr Gates” is “Glory” of the new time.

Both Finals represent all aspects of the content of the whole including conflict and tragedy,
and the level of conflict in the Final of the cycle is higher than in the Final of “Ivan Susanin” by
Glinka. In “Glory” they are represented by tonal reminiscences, behind which are the key moments
of the tragic plot, as well as a special version of the “Glory” motif — an affirmation formula that
contains the entirety of the dialectically complex idea of affirmation through overcoming, which is
characteristic of Glinka’s codes.

In the “Pictures” Finale the conflict is present from the very beginning and is expressed by
the contrast of themes, the content of which belongs not to the plot of the festive picture but to the
world of the cycle’s main ideas. The initial relation of themes is a variant of the main thematic
motif of the cycle represented by a grammatically indivisible pair of compositionally independent
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pictures. In the Finale this pair is an internal link of a unified form, the conflict of which is resolved
over the course of development subordinate to the logic of Glinka’s formula of affirmation.

Key words: Mussorgsky, “Pictures at an Exhibition”, “Bogatyr Gates”, Glinka, “Ivan
Susanin”, “Glory”, ideas of the cycle, the formula of affirmation, composition.

CYCHUJKO Upuna IlerpoBHa, doxmop uckyccmeosedenus, npogheccop,
3asedyowas  Kageopou aHanumuueckozo My3svikosnanus Poccutickoii
axkaodemuu mysviku umenu I necunvix (Mockea)

Irina SUSIDKO, Dr. Habil (Doktor of Arts Studies), Full Professor, Head
of the Analitical Department at the Gnessins Russian Academy of Music
(Moscow)

Io33usi — ciy:kaHka My3bIKH?
O poJu MO3THYECKOr0 TeKCcTa B uTanbsinckoil apun XVIII Beka

B noknage poib MoITHYECKOro TEKCTa B KOMMO3ULMHU HTanbsHckod apum XVIII Beka
paccMOTpeHa ¢ JBYX TOYEK 3peHHs: 1) CBs3b CTPOMHUYECKOIl OpraHU3alMi CTUXA U MY3BIKAIBHON
(dopmbl; 2) KOppensiys My3bIKaIbHO-TEMATHYECKUX CBOWCTB apHu M MO3THYECKHX TOIMOCOB. DTH
BOIIPOCH! ~ HCOJHOKPATHO IPUBJCKAIM BHUMAaHHE My3bIKOBEJOB; ObUIM  CHOPMHPOBAHBI
MIPE/ICTABICHHS O B3aUMOCBSI3H B OIEpe seria TMOITUYECKON CTPYKTYPhI U3 JIBYX YETBEPOCTHUIIUN U
dopmbl da capo; O THUMM3ALMU My3bIKAIBHOH CTHJIMCTHKM B Pa3HBIX BHAaX apuu, 00
OTHOCHTEIIHOM HE3aBUCHMOCTHU apHU OT KOHKPETHOTO OIIECPHOI'O CIOKETA, YTO HOPOMIIO IPAKTUKY
MePEeHOca COJBHBIX HOMEPOB U3 COYMHEHHs B COUMHEHHe. Hepeako Takue Te3uchl IPUBOAMIN K
BBIBOJaM 00 aHTHAPAMaTHYHOCTH OIEPHI seria Kak «KOHIEPTa B KOCTIOMAX», KOTOPBIC B KOHCYHOM
cuere BbI3BaM ee peopmy B cepennne X VIII Beka.

Tem He MeHee, CyIIECTBYIOT apryMEHTbI, H3MEHSIONIME OLEHKY MECTa UTalbIHCKOH apuu B
pPa3sBUTUM My3bIKAJIbHOH KOMMO3MIMH. B 1okimage npuBeIeHbl KOHKPETHBbIE HPUMEPHI U3
HTAIBSHCKHX orep 1720-X roJoB, WLIIOCTPUPYIOIIHE TaHHbIH Te3uc. [IoMIMO 3TOro, COOTHOIICHHE
CJIOBECHOTO TECTa M MY3BIKH B ONEPHON KOMIIO3UIUHM PACCMOTPEHO B JIOKIIAJAE HAa MPHMEpE TPex
coibHbIX HOMepoB u3 omep K. B. T'mokxa — Ezio (Ilpara, 1750), Antigono (Pum, 1756),
HanucaHHbIX Ha Jmoperro II. Meracrasno, u Orfeo ed Euridice (Bena, 1762, mubperrto
P. Kanpuabumxu). OHM JEMOHCTPUPYIOT HYacTO BCTpEYarollyrocss y [Jfoka MpakTHKy camo-
3aUMCTBOBaHUS M Tapoiauu. OJHAKO HMHTEpHpeTalys OSTOH TEXHMKH B JAaHHOM Cllydae He
OrpaHHYHMBACTCS HIEMEHTAPHBIM MIPUCIOCOOJICHHEM MY3bIKH K HOBOMY TEKCTY, HAIIPOTHB, HIMEHHO
CJIOBECHBIH TEKCT TUKTYST KOMIIO3UIIMOHHBIC U CTHINCTHYSCKHE H3MEHEHHS, TPeo0pa3ys THIT apuu
(aria d’imitazione B Ezio, aria amorosa B Antigono) n xaup (recitativo accompagnato ua $hone
MY3bIKaJILHOTO «I1ei3axka» B Orfeo).

Bce 910 mozBomsier chenaTb BBIBOJA, BO-TIEPBBIX, O Topas3io OOJbIIeH 3HAYNMOCTH

IMO3THYECKOIro TEKCTa B My3blKaJ'le0]‘/'l KOMIIO3UMIIUU W CTUJIMCTHKC HTAJIbSIHCKON apuu, 4em
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MPUHSTO CYMTATh; BO-BTOPBIX, O TOYKAX COMPHKOCHOBEHHs pedopmaropckux counneHui 1760-x
TOJIOB ¢ MEHHCTPUMOM OTIEpHI seria.

KiaoueBsle cioBa: wuranbsHckas onepa XVIII Beka, apus, MO3THYECKHH TEKCT,

My3bIKalbHasT popma.

Is poetry the servant of music? On the role of the poetic text in an 18th century Italian aria

The paper discusses some issues: 1) the connection of the stanza’s organization of verse and
musical form, 2) the correlation of musical-thematic properties of aria and poetic topoi (affects,
arias-imitazione, d’azione), 3) the practice of transferring solo numbers from an opera to the opera
using another poetic text. These parameters have repeatedly attracted the attention of musicologists.
A circle of ideas was formed: about the dominant in the opera seria poetic structure of an aria of
two quatrains, suggesting the form da capo; about the limiting standardization of arias musical
stylistics depending on their type, but at the same time about the relative independence of music
from the poetic text and from the particular operatic plot, which justified the practice of rifacimento.
In the studies of musicologists until the end of the twentieth century, these characteristics caused, as
a rule, a negative assessment, served as arguments of conventionality, schematism of the opera
seria, and its dramatic and aesthetic flaws.

An analysis of the poetics of the 18th century libretto made it possible to significantly
deepen and partially modify the ideas about the figurative structure and functions of the aria in the
opera seria. The paper contains both typical and specific examples of manifestation of these
analytical theses. In addition, the connection of verbal text and music in the operatic composition is
considered on the example of the analysis of three solo numbers from operas by C. W. Gluck:
“Ezio” (Prague, 1750), “Antigono” (Rome, 1756), written on the libretto by P. Metastasio, and
“Orfeo ed Euridice” (Vienna, 1762, libretto by R. Calzabigi). They represent the practice of self-
borrowing and parodies often encountered in Gluck’s works. However, the interpretation of this
technique in this case is not limited to the elementary adaptation of music to the new text; on the
contrary, it is the verbal text that dictates compositional and stylistic changes, transforming the
aria’s type (aria-imitazione in “Ezio”, aria-amorosa in “Antigono”) and the genre too (recitativo
accompagnato on the background of musical “landscape” in “Orfeo”).

All this allows us to conclude, firstly, about the much greater significance of the poetic text
in the musical composition and style of the Italian aria, as is commonly believed; and secondly,
about the points of contact between the reformist works of the 1760s and the mainstream opera
seria.

Keywords: 18th century Italian opera, aria, poetic text, musical form.
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HIUPOKOBA Banentuna IlaBiaoBHa, kanouoam uckyccmeogeoeHus,
npogheccop  kagpeoper  meopuu  mysviku  Cankm-Ilemepbypeckoii
eocyoapcemeenHoll Koncepsamopuu umenu H. A. Pumckozo-Kopcakosa
Valentina SHIROKOVA, PhD, Professor of the Music Theory
Department at the Saint Petersburg Rimsky-Korsakov — State
Conservatory

Teopus «obmmux gopm 3pydanusi» B kuure E. A. PyubeBckoii
«DYHKIHN MY3bIKAJIbHOH TeMbD» H MePCIeKTUBA AaJbHeHIINX HecaeJ0BaAHUI

Ionsarue «obmux ¢opm 3Bydanusi» B kuure E. A. PyubeBckoil. « DyHKIUN My3bIKaIbHOM
TeMbl». Ero npuHIMNUANbHOE OTIMYME OT IOHATUS «oOmue (opmbl IBikKeHUs». JlecTHuIa
yOBIBaHHMS MHOTO3HAYHOCTH MY3BIKQJIBHOW CTPYKTYPBI U CTYNEHH, Ha KOTOPBIX (DYHKIMOHHUDPYIOT
obmme ¢opmer 3Byudanus (OD3). OtHomenne O®D3 K MOHATHIO «MY3BIKAJIBHBIA S3BIK», HX
HeToXxaecTBeHHOCTh. AHanorust O®3 (o PyubeBckoii) ¢ ponemamu 1 MophemaMu BepOaILHOTO
A3bIKa, HO HE CO CJIOBAaMH, CMHTarMami, ¢pazamu. OD3 kak siBjeHHE CyOTEMaTHYECKOro YPOBHS.
TpaauuMOHHBI HHCTPYMEHTapuUil My3bIKOBEJA-aHAJIUTHKA, €ro (OKYCHUPOBAHHE HA BEPXHHX
CTYIEHSX JIECTHUIBI YOBIBaHMS MHOTO3HAYHOCTH. HenoCTaTOYHOCTh BHUMAHHS —HIDKHHM,
JIOCEMAaHTUYECKHM PsijlaM My3bIKaIbHOH CTPYKTypbl. CUMYJIBTAHHOCTh BEPXHHUX M HWKHUX PSJIOB,
CHMYJITAaHHOCTb OTHOILEHHH «TeMa, TEMATH3M — 00LI1e (POPMBI 3By UAHHSD.

CrunepaznmuuntensHas ponb O®P3 (KOHTHHEHTANbHBIA, SMOXANbHBIN, aXKe aBTOPCKUI
crwmm). ['nnorernueckoe npeacTaBieHne 00 MUHIAMBUIYaIbHOM CTHIIE NPOU3BEICHHS, aKTyalbHOE
MPEK/Ie BCEro Ul KPYIHBIX, MHOTOCOCTABHBIX LUKIMYECKHX KOMIIO3HILHMH — OIep, OpaTOpHii.
O®3 kaxk KI0Y K MCCICIOBAHHIO WHAMBHAYAIRHOTO CTHIs mpousBeaeHus. OM3 kak riayOuHHAS
OCHOBA XYJ0’KECTBEHHOW HEIOCTHOCTH IPOU3BEACHHA, €r0 MHIMBHUAYaIbHOTO CTUINCTUYECKOTrO
«remTansTay. Onepexatomas posnb ODP3 B TBopueckoM npouecce. OD3 u nepBUUHBINA yPOBEHb
XY/I0’KECTBEHHOTO 0000IIECHHS TPOU3BEICHHSI.

WuauBuayansubiid crumucTnaeckuii «remtanst» «Crpacreit no Moanny» u «Crpacreit 1o
Mardeton» M. C. baxa. «OOmmii 3HameHarenb» HHAUBHAYyanbHOro crtuist «Crpacteit 1o
WNoauny» — ctune “dur” (TBep/blil), «00MIHMi 3HAMCHATENbY) WHINBUAYaIbHOTO cTiiisi «CTpacTeit
no Mardero» — cruib “moll” (msarkuit). BzaumMocBsizp Hu3IIEro (CyOTeMaTHYeCKOro) U BBICLIETO

(zpamatyprudeckoro) yposrei «Ilaccuonos» baxa.

Kirwouessie cinoBa: E. A. Pyusesckast, o0uire Gpopmbl 3By4aHusl, aBTOPCKUI CTHIIb, CTUIIb
npousBenenus, «Ilaccuonsn U. C. baxa, ctuim “dur” u “moll”.

The concept of “general forms of sound” in the book “Functions of the musical theme”
by E. Ruchyevskaya and the perspective of further research

The concept of “general forms of sound” in the book by E. Ruchyevskaya “Functions of the
musical theme”. Its fundamental difference from the concept of “general forms of movement” is
analyzed. The stairway of decreasing polysemy of the musical structure and the steps on which the
general forms of sound (GFS) function is considered. GF'S’s connection to the concept of “musical
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language”, their non-identity is viewed. Analogy of GFS (according to Ruchyevskaya) with
phonemes and morphemes of a verbal language, but not with words, syntagmas, phrases is
considered. GFS as a phenomenon of the sub-thematic level is considered. The traditional toolkit of
the musicologist-analyst, its focus on the upper stairs of the stairway of decreasing ambiguity is
analyzed. Lack of attention to the lower, pre-semantic ranks of the musical structure is emphasized.
The simultaneity of the upper and lower ranks, the simultaneity of the relationship “theme,
thematism and common forms of sound” is considered.

Style distinctive role of GFS (continental, epochal, even author’s styles) is considered. A
hypothetical idea of the individual style of a work, relevant primarily for large, multi-part cyclic
compositions like operas, oratorios is presented. GFS as a key to the study of the individual style of
a work is considered. GFS as the deep basis of the artistic integrity of a work, its individual stylistic
“gestalt” is considered. Leading role of GFS in the creative process is considered. GFS and the
primary level of artistic generalization of the work is emphasized.

The individual stylistic “gestalt” of the “St John Passion” and “St Matthew Passion” by
J. S.Bach is considered. The “common denominator” of the individual style of the “St. John
Passion” is the “dur” (hard) style, the “common denominator” of the individual style of the “St.
Matthew Passion” is the “moll” (soft) style. The relationship between the lower (subthematic) and
higher (dramaturgic) levels of Bach’s Passions is considered.

Key words: E. Ruchyevskaya, general forms of sound, author’s style, style of a work, “The
St Matthew Passion” by J. S. Bach, “dur” and “moll” styles.
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Hayunoe nacnenue E. A. PydbeBckoil B COBpeMEHHOM MY3bIKO3HAHUU
Te3ucsl MexayHapoaHON HAyqHOH KOH(pepeHIHH,
nocBstieHHoM 100-1eTrro co AHS pOXKIECHUS
JIOKTOpa UCKyCCTBOBeAeHUS, ipodeccopa E. A. PyubeBckoit
14-15 HOs10ps1 2022 T.

Academic heritage of E. Ruchyevskaya in modern musicology
International academic conference dedicated to the centenary of the birth
of Doctor of Art Studies,

Professor E. Ruchyevskaya
November 14-15, 2022
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