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I. CERCETARI STIINTIFICE iN DOMENIUL
CREATIEI MUZICALE DIN REPUBLICA MOLDOVA

TRATAREA COMPOZITIONALA A STUDIULUI SONOR Nr.5
SEMNE REFLECTATE PE CER DE GHENADIE CIOBANU

COMPOSITION TREATMENT OF SOUND ETUDE No.5
THE SIGNS REFLECTED IN THE SKY BY GHENADIE CIOBANU

SVETLANA BADRAJAN,
doctor, profesor universitar interimar,
Academia de Muzicd, Teatru si Arte Plastice

MARIANA LANGA,
masteranda,
Academia de Muzicd, Teatru si Arte Plastice

CZU 785.77(478)

Prin Studiile Sonore, Gh. Ciobanu a creat o noud categorie a genului de studiu muzical, raportatd la
domeniul muzicii camerale, care reflecta procesele ce se produc in sfera fenomenului ,,gen muzical” in arta
contemporand. Insdsi denumirea Studiu Sonor indicd spre o noud Viziune in ceea ce priveste exploatarea sursei
muzicale sonore. Fiecare dintre cele cinci Studii Sonore tind sa reflecte fenomene artistice, estetice, stilistice §i
tehnologice specifice muzicii contemporane. Totodatd, prin ele trece ca un fir rosu o idee fundamentald: cea a
contopirii omului cu natura, cosmosul §i incercarea de a intelege rostul lui in aceastd lume si in univers.

Cuvinte-cheie: studiu sonor, sonoristicd, tehnologii sonore, tehnicd componisticd, continut ideatic, gen,
structurd

Through the Sound Etudes, Ghenadie Ciobanu created a new category of the musical etude genre, related
to the field of chamber music, which reflects the processes that occur in the sphere of the "musical genre" in
contemporary art. The Sound Etude’s name in itself indicates a new vision of how to exploit the source of musical
sound. Each of the five Sound Etudes tends to reflect artistic, aesthetic, stylistic and technical phenomena specific
to contemporary music. At the same time, they are united by a fundamental idea — the fusion of man with nature
and universe, as well as the attempt of grasping the purpose of man in this world and the universe.

Keywords: sound etude, sound engineering, sound technologies, compositional technique, ideological
content, genre, structure

Valorificarea principiilor avangardismului in creatia compozitorilor din Republica Moldova ce
s-a impus si prin festivalurile Zilele Muzicii Noi a contribuit la extinderea atat sub aspect stilistic, cat si
genuistic, a orizonturilor creatiei muzicale, stimuldnd asimilarea unor noi tehnici ale scriiturii
componistice — sonoristica, aleatorica, serialismul, minimalismul, noile conceptii polifonice si ritmice
s.a. Au aparut lucrari ce indica spre explorarea unor noi spatii sonore pentru R. Moldova. De regula,
acestea au titluri programatice, ce dezvaluie ideile generale ale compozitorului referitoare la
dimensiunile sonore. Spre exemplu: Axis de V. Beleaev. Irealitatea Il, Starea sufletului, Rationament
de O. Palymski; Studii sonore de G. Ciobanu; Tension I (Sincrofonie), Fonem de A. Bojonca, s.a.

Creatia lui Ghenadie Ciobanu se remarca printr-0 diversitate de genuri. Stilul pe care il
abordeaza se afla intr-o continua evolutie, intr-un proces permanent de dezvoltare. Au existat perioade
mari, in care a experimentat cu sunetul, cu diferite componente instrumentale, cu timbrul, cu tehnicile,
cu formele. Nu a aspirat spre o unitate stilistica, dar si-a propus in mod intentionat irepetabilitatea
declarata a fiecarei lucrari noi, ,,m-am condus de impulsurile artistice, am compus doar ceea ce mi s-a
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parut interesant ca teme, ca problematica” [1, p.12]. In prezent Ghenadie Ciobanu are in palmares un
numar impunator de lucrari care reflecta diferite directii, idei, experimentari in materie de compozitie a
autorului. compozitorul remarca: ,,imi este proprie abordarea culturologica in creatie. Unii colegi,
muzicologii, evidentiaza polistilistica creatiei mele, numind-o si eclectica. Cred ca, in cazul meu,
polistilistica reflectd, mai curand, multitudinea impulsurilor creatoare, artistice. Pentru mine
polistilistica nu e doar o tehnicd sau un procedeu — e o particularitate a gandirii compozitionale.
Totodatd, pand acum nu am utilizat ,,tehnica tehnicilor”, cum este numita polistilistica, in scopul
intruchiparii tabloului haosului universal prin intermediul diferitelor universuri sonore, de exemplu™ [1,
p-12]. Estetica postmodernista este una din directiile caracteristice creatiei compozitorului. Un loc aparte
in creatia muzicala a lui Gh. Ciobanu il ocupa Studiile Sonore, lucrari inedite, care reflecta un stadiu
important in activitatea componistica si tendinta permanenta a acestui muzician spre experimentare.

Acest Studiu este ultimul la momentul scrierii acestui articol, a fost compus in anul 2006 si
completeaza firesc ciclul reprezentativ de Studii Sonore din creatia lui Ghenadie Ciobanu. Lucrarea este
creatd pentru ansamblu instrumental, la fel ca si Studiile Sonore nr.1, 2, 3. In cazul dat, componenta
instrumentald include vioara, viola, violoncel, flaut, clarinet, trombon si percutii, fiind ,,0 padure de
sunete. La inceput cristaline, cu timbruri prelungi, misterioase, conturand o lume naturald frematanda,
multicolord, aceste sunete se combina treptat in formule motivice concentrate, cu caracter minimalist,
mozaicat” [2, p.22]. Si in cadrul continutului ideatic al Sudiului Sonor nr.5 se contureaza o atmosfera
poetica, meditativa, exprimata prin titlul sugestiv Semne reflectate pe cer.

In aceasti piesa este folosita o strategie aparte in domeniul tehnicii de compozitie si a utilizarii
sursei sonore, prin intermediul carora sunt exploatate diferite aspecte ale simbolismului muzical, toate
acestea fiind canalizate spre transmiterea unui mesaj, a unui continut, dupa cum sustine compozitorul,
fiind ,,utilizatd o strategie sonora adecvati sublinierii valorilor simbolismului muzical” [2, p.22]. Insusi
titlul face aluzie la prezenta semnului, simbolului. Fluxul sonor discontinuu, in plan melodic si ritmic,
este Intr-o permanenta transformare, Intr-un mixaj de ,,blituri” sonore, intr-o alternanta continua. Astfel,
pe langa faptul ci sunt prezente imagini sonore ce reflectd o stare psihologica sentimentala, acestea
capdta o expresie de simbol, fiind repetate, transformate, asemenea starii perceptiei umane a infinitatii
cand ,.ridica ochii la cer!. Tehnica de scriitura utilizatd de compozitor in Studiul sonor nr.5 este cea
sonoristica, insa se Intdlneste si cea pointilista.

In arhitectonica Studiului Sonor nr.5, se contureaza o structurd tripartiti. Intre partile acestei
forme exista diferite legaturi sub aspect intonational si ritmic, cum ar fi, spre exemplu, formula ritmica
punctatd. Sectiunea intdi ne introduce intr-0 atmosferd misterioasa, enigmatica, care este indicatd de
catre compozitor — Misterioso. Aceasta se datoreaza in mare parte instrumentelor de percutie si a celor
cu corzi, care folosesc tehnica de interpretare dietro al ponticello.

Sectiunea 1 Sectiunea 2 Sectiunea 3

m. 1-25 m. 26-49 m. 50-104

Misterioso - -

L Aprecierea autorului.
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Chiar de la inceput se creeaza impresia unei deschideri spre un portal temporar, spre ancestral.
Trombonul, pe care compozitorul il foloseste pentru prima data in Studiile Sonore, in prima parte apare
ca un simbol al unui instrument vechi roménesc — buciumul, ce In trecut avea o functie importanta de
mobilizare, chemare, enuntare. in cazul dat se impune ca simbolul unui pilon, ca un stalp sonor in jurul
caruia se produc ,,blituri” sonore.

In aceastd masa sonori se integreazi o linie melodica interpretati la flaut, ce ne aminteste de
intonatii si structuri ritmice ale folclorului liric (doind, cantec propriu-zis).
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De fapt, si aceste intonatii constituie un simbol, o aluzie la un strat sonor vechi, ancestral.
Melodia este insotitd dupa cum am mentionat mai sus, de ,,blituri” sonore in diferite registre, ca o
expresie a trecerii prin negura timpului, prin dimensiuni temporale. Aceste ,,blituri” sonore reflecta si
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procesul de experimentare cu sunetul muzical prin combinarea diferitor productii sonore parvenite din
diverse surse instrumentale.

Tehnica pointilismului este exploatata plenar pe parcursul sectiunii a doua. Compozitorul
utilizeaza diferite procedee ritmice, de interpretare etc, cum ar fi: poliritmia, glissando, s.a. Prezenta
glissandou-lui la viori, clarinet, trombon pot fi asociate cu ,,semnele reflectate pe cer” care cad.
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Reperele sonore in aceasta sectiune sunt plasate in grupul corzilor si aerofonelor din lemn. Linia
melodica de la flaut este preluatd de clarinet, schimbarea timbrului in cazul dat ne trimite spre ideea
trecerii prin alt portal temporal, care este foarte flexibil si poate sa ne expulzeze in orice moment in alta
dimensiune.

In sectiunea a treia, prin tehnica sonoristicii, compozitorul creeazi o paletd sonora complexa,
densa atat pe orizontald, cat si pe verticald. Observam prezenta principiului imitatiei la diferite
instrumente si grupuri instrumentale care produce o desfasurare in lant a discursului muzical. Linia
melodica este preluatd de trombon, ce revine in prin plan, iar vibrafonul completeaza sonoritatea
complexa a acestei sectiuni, subliniind atmosfera de mister si revelatie a intregii creatii.

Studiul Sonor nr.5 Semne reflectate pe cer se integreaza in ciclul de Studii Sonore scrise de
Gh. Ciobanu, completand conceptul de Studiu Sonor, elaborat de compozitorul insusi. Prin Studiile
Sonore, Gh. Ciobanu a creat o noua categorie a genului de studiu muzical, raportatd la domeniul muzicii
camerale, care reflecta procesele ce se produc in sfera fenomenului ,,gen muzical” in arta contemporana.
Citandu-l pe A. Sokolov, E. Mironenco subliniaza: ,,Chiar si titlurile multor creatii, ce reprezintd genuri
concrete (Sonatd, Suita, Concert etc.) sunt substituite cu abstract-neutre (Compozitia nr. ... sau Muzica
pentru ...). Abundenta unor astfel de exemple ne permite sa concluzionam ca evitarea canoanelor de gen
a dus, in esentd, la crearea unui nou gen” [3, p.131]. Insasi denumirea Studiu Sonor indica spre o noui
viziune in ceea ce priveste exploatarea sursei muzicale sonore. Fiecare dintre lucrarile acestui ciclu tind
sa reflecte fenomene artistice, estetice, stilistice si tehnologice specifice muzicii contemporane.
Totodata, prin toate cele cinci Studii Sonore trece ca un fir rosu o idee fundamentala: cea a contopirii
omului cu natura, cosmosul si Incercarea de a intelege rostul Iui in aceasta lume si in univers.

Asadar, genul de Studiu Sonor, creat de Ghenadie Ciobanu reprezinta o noutate in materie de
compozitie muzicala. Luand ca bazd un gen muzical arhicunoscut si exploatat de marea majoritate a
compozitorilor, Gh. Ciobanu a reusit sa focuseze intr-o entitate compozitionald unica — Studiu Sonor,
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functia initiala aplicativd a genului, tehnici contemporane de scriiturd componistica, acusticd muzicala,
concept ideatic, materializata prin intermediul unui grup instrumental sonor.
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ABTOPCKWM IUKJ T'HMHbI CBATOH JINTYPTHH CBATOI O HOAHHA
3JATOYCTA AJIA 4X-TOJIOCHOTI'O )KEHCKOI'O XOPA B TBOPUYUECTBE
KOMIIO3UTOPA U JUPUXKEPA BJIAJTUMUPA YOJIAKA

CICLUL DE AUTOR IMNURILE SFINTEI LITURGHII A SFANTULUI IOAN GURA DE AUR
PENTRU COR FEMININ LA 4 VOCI IN CREATIA COMPOZITORULUI SI DIRIJORULUI
VLADIMIR CIOLAC

AUTHOR’S CYCLE HYMNS OF THE HOLY LITURGY OF ST. JOHN CHRYSOSTOM FOR A
FOUR-VOICE FEMALE CHOIR IN THE CREATION OF THE COMPOSER AND CONDUCTOR
VLADIMIR CIOLAC

JIAPUCA BAJIABAH,
JIOKTOP UCKYCCTBOBEJCHUSI, KOH(pEpEeHIIMap YHUBEPCUTAD,
AkazieMusi My3bIKH, T€aTpa U U300pa3UTEIbHBIX UCKYCCTB

CZU 783.2(478)

B oaunoii cmamee snumanue yoeneHo Xxopogomy meopuecmsy MoI0AECKO20 KOMROZUMOPA U Oupuicepd
B. Yonaka. B yenmpe uccnedosanus 6 neti Haxooumcs aemopckuti yuxin 'umnot Cesmou Jlumypeuu Cesimoeo
Hoanna 3namoycma 0nsi 4x-2010CHO20  JICEHCKO20 XOpPA, HANUCAHHBIL 6 COOMBEMCMBUL C KAHOHAMU
npagoCcia8HOll YepKOGHOU MY3blKU. A8Mop noOpoOHO anaIuzupyem 0coOeHHOCMmU opMbl NPOU3EEOCHUS. 8 YELOM
U e2o uacmeti, 3ampazueas MaKdice UCHOIHUMENbCKYIO CHIOPOHY.

Kniouesvie cnosa:. xomnosumopsl, mysvikogeovl Pecnybnuku Mondosa, meopuecmeo KOMRO3UMOPOS
Pecnybnuku Monoosa, 0KaNbHO-XOPOBAsT MY3bIKA, JHCAHPBL YEPKOGHOU MY3blKU, COBPEMEHHAs] PelusUo3HO-
XOPOBAsL MY3bIKA, UCKOIHEHUE PeNUSUOZHO-XOPOBOU MY3blKU, aumypaust, [ umusl ce. Jlumypauu

Acest studiu se axeazd pe creatia corald a compozitorului si dirijorului din Republica Moldova V. Ciolac.
In centrul atentiei autorului se situeaza ciclul de autor Imnurile Sfintei Liturghii Sfintului Ioan Gurd de Aur pentru
cor feminin la 4 voci, scris in conformitate cu canoanele muzicii Bisericii Ortodoxe. Este analizata, in special,
forma arhitectonica, la nivel macro- si micro-structural, precum si specificul interpretarii acesteia.

Cuvinte-cheie: compozitori, muzicologi din Republica Moldova, creatia compozitorilor din Republica
Moldova, muzica vocal-corald, genuri ale muzicii religioase, muzica religioasa contemporand, muzica religioasa
nationald, muzicd corald bisericeascd, interpretarea muzicii religioase, liturghie, Imnuri Liturgice

This article is focused on the choral creative work of the Moldovan composer and conductor V. Ciolac.
Special attention is given to the author’s cycle Hymns of the Holy Liturgy of St. John Chrysostom for a four-voice
female choir composed in accordance with Orthodox Church music canons. The author lays emphasis on the
musical form at macro and micro structural level, underlining the specifics of its interpretation.

Keywords: composers, musicologists from the Republic of Moldova, Moldovan composers’ works, vocal-
choral music, genres of religious music, contemporary spiritual music, national religious music, spiritual choral
music, spiritual music performance, Liturgy Hymns

TeopuectBo B. Yomaka! oTimyaercs XKaHpOBBIM MHOTOOOpasHeM, JyXOBHas, LEPKOBHAs
MY3bIKa 3aHUMaeT B HeM OOJIbIIOe U 3HaYrMOe MecTo. KoMmo3uTop anenmpyer k 60rarcTBy 3ByKOBBIX
KpPAacoK, BJIAJCET COJIMIHBIM apCEHAIOM BBIPA3UTENBHBIX CPEACTB, YMEIO UCIOJIB3YEeT BO3MOKHOCTU
XOPOBBIX I'OJIOCOB.

! Yonak Bragumup — KOMIO3UTOP, AUpHKep, neaaror. Poauncs B 1956 r. B ropoae Usmann Onecckoii obnactu
YCCP. B 1986 rony oxoHunn MongaBcKylo roCyJapCTBEHHYIO KOHCEpBaTOpHio M. I'. My3udecky mo kmaccy
komno3unuu 1. PuBunuca, 3ateM — MongaBckuil rocy1apCTBEHHBII MHCTUTYT HCKYCCTB KakK JAMPHIKEP Xopa.
Unen Coro3a komno3zutopoB Mongosel. Jlaypear Ilpemuii Coro3a komno3utopoB MonaoBsl. PykoBoaun xopom
M. I'. My3ndecky AxanemMun My3BIKH, TeaTpa U H300pa3uTENbHBIX HCKYCCTB, AeTCKUM XxopoM Conop, paboTtan B
xopoBoii kamemne /fouina. Ilpenogaer B AkageMun My3bIKH, TeaTpa M HW300pasHTEIBHBIX HCKYCCTB. ABTOD
cUM(pOHNYECKNX, KAMEPHO-HHCTPYMEHTAIBHBIX, MHOTOUNCIIEHHBIX XOPOBBIX MPON3BEICHUH.
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[o cnoBam camoro aBTopa, [ ummusi c. Jlumypeuu cranu cBoeoOpa3HbIM 3BEHOM, COeTMHUBIINM
Tpaauuu TyxoBHON My3bIku XX — Hagana XX BEKOB ¢ COBpeMeHHOCTHI0. «Heo0XoanMo BCIIOMHHTS,
gto ¢ 30*-40* ronoB XX Beka Ha TeppUTOprUH MOJIOBBI He OBUIO HAITMCAHO HH OJTHOTO MPOU3BEICHUS
9TOro XaHpa (M U3-3a HETAaTUBHOI'O OTHOILICHMS CBETCKHUX BJIACTEH K PEJIMTUU B LIEJIOM, U U3-3a TOTO,
YTO KAaHOHBl HANMCAHMS LIEPKOBHOM My3BIKM BO MHOI'OM OKa3ajuch yTpadeHsl). llocneanum
KOMIIO3UTOPOM, OOpaTUBIIMICS K KaHPY MECHONICHUH iumypauu Ha TEPPUTOPUN HAIICH peciryOIuKH,
Ob11 M. bepe3oBCKUi, CBAMEHHUK U PETEHT. ..

Jlumypeuss Ce. Hoanna 3namoycma Obuta Hammcana B 1993 romy s KEHCKOro xopa
Peneccanc n nocssieHa ero ocHOBaTeNMo U pykoBoautemo T. 3rypsHy. [lepBoHadanbsHO HEKOTOpHIE
HOMepa ObUIM HalMCaHbI ISl CMEIIAHHOTO Xopa 1epkBu Bo3Hecenus ['ocnionHs, KOTOPBIM PyKOBOAUT
Upuna Yonak, a s BoT yxke Ooznee 20 JeT sIBASIOCH TOMOLIHUKOM PEreHTa M, KOHEYHO, MEBYUM ...
OtaenbHble HOMEPa U3 Jlumypauu TIOXTCS 10 CHX MOP BO BPEMSI GOTOCITYKEHHUH .. .»7,

O Jlumypeuu Ce. Hoanna 3namoycma B. Honaka, mpeMbepa KOTOpoO# cocTosutack 6 mas 1994
roga B HannonanenoM my3see, . Mumotuna 3ametnia cieaytomee: «O0pamasich K KaHpy JAumypeu,
B KOTOPOI BEIHMKHE MacTepa MPOILIOr0 CO3Jald BBICOKO-XYI0KECTBEHHbIE MY3bIKAIbHBIE (DOPMBIL,
B. Honak ucmosib30Ball HE TOJBKO OMBIT 3apyOEXHOH MY3BIKH, HO U OCHOBBIBAJICS KaK Ha PYCCKOH
MOJIEJIN TAPMOHHYECKOT0 NMUChbMa (OTPaKEHHOT'O B PEIMTHO3HBIX KOHUEpTax ['aBpumnna Mysudecky u
Muxauna bepe3oBckoro), Ha TpagulusaxX, CO3JAaHHBIX (B MEpBBIC ACCATHICTUS XX BEKa) XOpaMu
B. BynbiueBa u K. IlurpoBa, Tak M Ha ONBITE MHOTOYMCIEHHBIX XOpoB IIpaBociaBHON LEpKBU
Mosmose» [1, ¢.3].

Kpatko oxapaktepuzyeM OJIOK XyJIOKECTBEHHBIX 3ajav, pemeHHbIX B. Yomakom mpu
Hanucanuu Jlumypeuu Ce. Hoanna 3namoycma. B uyepenoBaHMM M CONOCTABICHUHU TMMHOB, IpU
BBICTpaWBaHUHM OOWIETO IUIAaHA B pa3BUTHH JPaMaTHYECKOW COOBITMIMHOCTH, CBSI3aHHOH C
JUTYPrUYeCKUM NEHCTBHMEM, a TaKXKe B COCPEJOTOUYCHHMH Ha €IMHOM COCTOSHHHM, IIOKa3e €ro B
HECKOJIBKMX HIIOCTACSX, IPU COXPAaHEHUWH TPAIULMOHHOIO MOAXO0JA K CTUJIEBBIM HOpMaM TyXOBHOH
MY3BIKH, B TOJTHOM Mepe MPOSBUIACH KOMIIO3UTOPCKAsi CAMOOBITHOCTb.

Tumner cesamoii Jlumypeuu mis 4*-TonocHOTO keHCKOTro xopa B. Uomaka oOpasyroT IHKI
JIYXOBHBIX TIECHONEHHWH, B COCTaBe KOTOpOro 14 OCHOBHBIX pazzenoB. Llukn, QyHKIHOHATHHO
a/IpECOBAHHBIA CONPOBOXKACHUIO LEPKOBHOM CIyXObl, B CTUJIMCTHKO-KOMIIO3ULMOHHOM DELICHUH
OKasaJCcsl CPaBHUTEIBHO CBOOOIHBIM OT 3a[ad MCKIIOUUTENHHO KYJIbTOBOTO NMpEAHAa3HAUYEHUs. DTOT
AaBTOPCKUI BBIOOP CTal OMpEAEesSIONIMM JJIsi TeX XOpPOBBIX HOMEpOB, (MO CyTH, Hambosee SIPKUX U
3HAYNUTEJNIbHBIX), KOTOPbIE CTalll aKLIEHTHO-CMBICIIOBBIMH TOUYKaMH Jlumypeuu, NIOJUUHIIOIUME cebe
Ooyiee JIAKOHMYHBIC, CHENU(UUIECKU-MOIUTBEHHBIE TICCHONIEHUsS, Jefiasi HMX TMPOMEXKYTOUHO-
CBSIZYIOUIMMH B OOIIIEM KOHTEKCTE COUUHEHHSI.

CrpoiiHocTH U 3aBepIIEHHOCTH JIumypauu criocoOCTByeT oOpamiIeHHE ee KpalHUMHU YacTsIMH.
| vacts — Ectenia Mare (d-moll), B koTopoit MmonuTBeHHas: GopMyIia MOMUIIOBAHHS 3BYYUT BHA4ase
YHHCOHHO, 3aTeM 4*-TOJIOCHO (HauMHasi ¢ 8-TO MPOLIEHUs), © BHOBb CXOAMTCS B YHHCOH B 12-M. OHa
JpaMaTypruyeckd TPaKTyeTcsl B KadecTBE IPOJIOTa; CIEAYIOUIHMEe 33 HeW YacTH OTJIMYAloTCs He
BHEIIHUM, 2 BHYTPEHHUM €IMHCTBOM, B KOHEUHOM CYETe MPUBO/A K MOCIeaAHeMYy HoMepy — Mulfi ani
trdaiascd — WTOTOBOM B PUTyaJbHOU CiryxO0e. 3/1ech MPOUCXOIUT ClaBiieHHe B ToHanbHOcTH C-dur,
BBICTYTIas! JIOTHYECKUM 3aBepIIeHUEM Jlumypauu.

LleHTpaIbHBIM CMBICIIOBBIM M KYJIbBMUHAIIHOHHBIM pasnesioM Jlumypeuu sisisercs Pre Tine Te
lauddm, HanycaHHBIN B TAKOHWYHOW, KOHIIEHTPUPOBAHHOW (OpME, HO SMOLMOHAIBHO HACHIIICHHBIH,
ryOOKHI TIO COJEPIKAaHWIO, BBIICPKAHHBIH B MEUIGHHOM TeMIle, yMEpPEHHOW JWHAMHKE U
pacuBeYeHHBIH MHHOPHBIMH KpacKaMmH, OH HEOObIYaliHO SIpKO BbLAeTsieTcsl Ha (oHe Beell Jlumypeuu
CBOEH BO3BBIIICHHONW YUCTOTON U TOP’KECTBEHHBIM 3BYyYaHUEM.

2 U3 unrepBbio B. Yonaka ¢ aBTOPOM CTaTbH.
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Pa3BepHyThIe 0 (hopMe U collepKaHHIO YacTH — Takue, Kak: Fericirile, Veniti sa ne inchinam,
Sfinte Dumnezeule, Mila Pdacii, Tatal nostru, Mulfi ani traiascd, a Takxe HeOOJbIINE NECHONICHUS —
exteHbn Doamne milueste, autudous! Intru impardtia Ta, Pre Marii Domni — B 11e/1oM 06beHHIOTCS
B EJMHOM OECKOH(DIMKTHO-IIOCTIECIOBATEILHOM 3KCIIOHUPOBAHWH PEJIMTHO3HOTO MOJUTBEHHOTO
COCTOSIHUSI, 00BETUHSIONIETO IECHOTICHUS JIumypeuu.

B Bonpoce hopmooOpazoBaHuss HEMOCPEACTBEHHO Pa3lesioB Jlumypeuu UMeeT MecTo oomast
TEHJICHIIHS, 3aKII0YAIoNIascs B BBHIOOPE JIAKOHUYHOW, KOHIICHTPUPOBAHHOW (OPMBI Ha OCHOBE
CTPO(GUYHOCTH, Yallle BAPHAHTHO-CTPOPHUUIESCKON, a TaKkke CBOOOAHOW (POPMBI CKBO3HOTO Pa3BHTHS,
ynotpeOiaseMoit B 4acTsIX MOJUTBEHHON pPEeUHTAIINH.

Tak, B paMKax 2*-4aCTHOTO CTPOEHMs B TakuMx mecHomeHmsx kak Sfinte Dumnezeule, Imnul
Heruvic, npu sipko BBIpa)KEHHOM KOHTPACTE JABYX YaCTei, CKIIabIBACTCS PA3TMYHOE KOMIIO3UIIMOHHOE
pemenne. B Sfinte Dumnezeule TpoekpaTHOe IOBTOpeHHE TIIEPHOAA IOIMOIHEHO CBOOOIHOM
peuuTaLuei, a mocje BO3BpalleHus 3-ro, KaJIeHIIMOHHOTO MOCTPOCHUS U3 -1 4acTH CledyeT penpusa,
3aBepIIaoNIas MEePBYK 4YacTh B mpoctoil 3*-uactHoii dopme. Il wacte — Slava Tie Doamne —
KOHTPACTUPYET IO OTHONICHWIO K | 4YacTW, HAaNmOMHHAS IPHUIIEB MHOTOKPATHBIM BapHAIMOHHBIM
noBroperneM ¢passl «Doamne milueste», H3TOXKEHHOW pa3HOTOHANBHO, a 3aTeM IOCTETIEHHO
mMoaynupytorieit u3 C-dur B 0THOUMEHHYIO MUHOPHYIO TOHAJIBHOCTb.

Heckomnbko apyroro xapaktepa 2*-uactHas ¢popma necHonerus Imnul Heruvic. Bapuarmonso-
npeoOpasyeMblii mepuoj; B | yacTh, pa3BuBas MbICIb 33JaHHOTO CEMHUTAKTa, YBEJIMYHBACT €ro B
JATbHEeHIIeM BapHalliOHHOM Pa3BUTHH JIUIIb HA OJIMH JOTIOTHUTENLHBIN TakT. [[pUHIIMIT KOHTPACTHOTO
COIIOCTABJICHUS JIBYX YacTe OCHOBAH 37IcCh HETIOCPEICTBEHHO Ha YepeIOBAHUHM TEMITIOBOTO JIBHKCHUS
(I vacte — Adagio; 11 yacte — Allegro), a Taxxe TuHaMHYeCKUX mpoduiteit 3Bydanus: I yacts — pp,
Il yacte — f, uto coorBercTBYeT Tpaauimu. OMHAKO 0OCOOEHHOCTh 3aKII0OYEHA B TOM, YTO HPH OIOPE
Ha TPUHLMUI BapbUpPOBaHMS B KAXKIOW M3 YacTeld M penpu3HOCTh, BHocuMyro pasnenom Aliluia,
TEMAaTUYEeCKUH KOHTPACT MEXKY YaCTAMH OTCYTCTBYET, TO3TOMY MOXXHO TOBOPUTH O B3aMMOICHCTBHU
NPUHIIUIA CKBO3HOTO TEMAaTHYECKOTO BAPbUPOBAHUS U 2*-4acTHO# CTPOYUIHOCTH.

KoHIeHTpalMs Ha Wee HENOCPEICTBEHHOTo penuruo3noro ciysxerus B Ne7 Crezul (¢.29) u
Ne31 Pre Marii Domni, ocyriecTsiisieMast ¢ HOMOIIIBIO METOA IEKJIaMaIllMOHHOTO H3JI0KEHH ST, OJIM3KOT0
K Pa3roBOpHOM pedH, jaenaeT popMy cBOOOTHO-MMITPOBU3AIMOHHOM, pA30MKHYTOH, C OpHEHTalMeH Ha
MOHOJIOTHYHOCTh U3JI0XKEHHSI, CBOUCTBEHHYIO CTHITIO BEJICHHS XPUCTHAHCKOTO OOTOCITYKEHHUS.

BeiBog 0 TOoM, uTo oborameHue (GOpMBI MPOUCXOAUT 32 CUET OATaHCHPOBKH «JIOJHKHOTOY»
(mpocras, goctynHas Gopma) U «rpeiaraeMoroy (ee WHIUBHIyaIU3HPOBAHHAS THOKOCTh), HAXOIUT
MOJITBEPIKICHHE, KaK MTPABUIIO, B TOJIOCOBEICHUH, (PAKTYPHBIX U T.II. IPHEMaXx.

[Mpupona dakTypHOW OpraHu3anuK CBs3aHa ¢ TOMO(OHHO-TAPMOHHYECKUM H3JI0KECHHEM H
nprueMaMHy MoJM(pOHUYECKOTO MUChMa. B MepBoM cilydae IPUOPHUTET BEPXHEr0 rojoca Kak Hanboee
SAPKOTO ¥ BBIPA3UTEILHOTO «MEJIOJJMUECKOTO MPOBOJHHUKA WJIEW», OPraHUYHO COBMEIIAIOIIETO M
PETHCTPOBYIO pelibeHOCTh, U UICHHO-TEMATHYECKYIO JTAKOHUYHOCTh, KAYECTBEHHO YPaBHOBEIIMBACT
rapMoHndeckuii (oH. OH o00pa3yercss OTBETHBIM [BIDKCHHEM HIDKHEIO T0J0Ca, BKIIOYAIOIIETO
YyepeIoBaHNe PENETHIINN U CKaYKOB, KOTOPBIE COYETAIOTCS C HEKOTOPOH CTAaTUKOW CPEJHUX TOJIOCOB,
(GYHKIMOHATEHO OTBEYAIONUX TPEOOBAHHSIM FrAPMOHHUUECKOTO 3aMOTHEHUS MEXKY BEPXHUM U HHOKHUM
TOJIOCAMH.

lapmonmnueckasi BepTHKalb HEMOCPEICTBEHHO «Ipou3pactaeT» U3 Jago(yHKIHOHAIEHOTO
CTEPIKHSI MEJIOINYECKOI JINHUM, CKJIA/IBIBAsCh B KOHKPETHBIE U OTPE/ICIICHHBIC YePEI0BaHUS aKKOPIOB
B MX KJIACCHUYECKOM TIOCIIeIOBAaHNH, KaK, Harpumep, B Ne8 Mila Pacii, Ne7 Crezul u T.1. KadecTBeHHOe
pa3HooOpasue (pakTypHOTO HM3JIO0KEHHS JIOCTUTACTCS 3a CYET CPEACTB MMHUTAIMOHHOW IOJIU(OHHH,
NPEOI0JICBAIONICH CTaTHYHOCTh AKKOPJIOBO-TAPMOHUYECKHX KOMIUIEKCOB TMOKHMM BapbHpPOBAaHHEM
motuBoB (NelQ Cuvine-se cu adevarat, 1.12 u 1.1.; Ne9 Pre Tine Te lauddam, pazaen Bine este uz Mila
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pdcii. He nenast BBOJ MMHTAaIIHOHHOCTH CaMOLEIIbIO, KOMIIO3UTOP B IECHONECHUSAX JIumypeuu 10CTUTAeT
a¢dhexTa TeMOPOBO-KOIOPUCTHUECKOTO BaPHUPOBAHUS (DAKTYPHI.

[Tpuposa MHTOHAIMOHHBIX KCTOKOB MPOSBUIIACH B TIECEHHO-KAaHTUJICHHOH, THOKOM METoJHKe,
9acTO HOCALIEH XapakTep JMPUYECKOro HCIOBEAAHMs, KOPHH KOTOPOH HAaxXOIATCA B INIyOMHHBIX
TIacTax TPAIUIHOHHBIX KynbTyp. Tak, B Ne3 Intru impardtia Ta MOHOIMIHBIH 3aIIeB y COMMPYIOIIETO
COMPAHO MOIXBATHIBAETCS OCTAIBHBIMU TOJIOCAMH JKEHCKOTO XOPa, PaClBEUMBasi €ro rapMOHUYECKU U
TeMOpPOBO, CO3/1aBasi, TAKMM 00Pa30M, THAIOTHIHOCT «OOMICHU» MEXITYy HUMHU. DTO MUKPO-JeHCTBIE
B €JMHOM KOHTEKCTE 3BYKOBOTO IOJISl MPOUCXOAUT Ha (POHE MOCTOSHHOT'O BO3BPAIICHHUS] K OCHOBHOMY
YCTOI0, OH K€ SIBJISICTCS MEeANbIO.

B Ne9 Pre Tine Te laudam wnabmiomaeTcss CTHIIM3ALWSA TIECEHHOW MENOAWKH IO/ CBOIOM
LEPKOBHOTO TEKCTa, OMUPAIOUICHCs Ha MEJOAMYEeCKOe pa3BepPThIBAHWE NPU NPOHUKHOBEHHOCTH
JMPUYECKOT0 OOpallleHHs], TPEIETHO-I0BEPUTEIbHBIX UHTOHAIIMNA. B MOMEHT mpophiBa CEKBEHTHBIX
MPOBEICHHI B BOKAIbHOW JIMHUM 3BYYaT CEKYHIOBbIE MHTOHALUH MOYTH 3PUMO OLIYIIAEMOM MPOCHOBL,
KOTOpble B JajbHEHIIEM MepeMekaroTCs HMUTAUUOHHBIME TEPEKIMYKAMH, YTO JenaeT (Gopmy
Pa3OMKHYTO-CBOOOIHOM U TEMOPOBO-BBIpa3HTENIbHOM (TT.55-61).

B npotuBoBec mpuemMy HENpepbIBHOIO pa3BepThIBaHUS Meioandeckoi nuauu, B Ne7 Crezul
solo Oaca OCHOBBIBAE€TCSI Ha PEUYUTALMM W MOCIEAOBATEILHOM [BIDKEHHH BBEPX CO CMEHOH
WHTEPBAJIBHOTO I11ara, 4YTO CII0COOCTBYET KyJIbMHUHALIMOHHOMY HANPsDKEHHIO; B TIOJI0KEHUH CTaOUIIBHO-
BBIJICPKAHHOM TapMOHUM y OCTAJIBHBIX TOJIOCOB 3BydYaT MHOIOCIOWHBIE IE€NANM, 3aKpeIuiss
MICUXOJIOTMYECKOE COCTOSHUE HANPSHKEHHOTO OKUIAHMS; K KOHILY BOCXOXKAEHUS focTuraercsa 3¢ Qext
9K3AJIbTUPOBAHHOCTU PEJIMIMO3HBIX YYBCTB U BEPhLI B bora.

ABTOPCKHI METOA «OXXMBJICHUS» LIEPKOBHOIO TEKCTa BKIIOYAET HEOAHOKPATHBIE TOBTOPHI,
BBOJI TICaJIMOAUPOBAHHOTO IPOM3HOIICHHS, aMETPUUECKOTO MM MEPEMEHHOTO0 METPOPUTMHUYECKOIO
JBIDKEHHS M eTo TipeoOpa3oBanue. B kauecTBe mpuMepa, CBUACTENBCTBYIOIIET0 00 STHX MMMaHEHTHBIX
3aKOHOMEPHOCTSIX, paccMoTpuM niecHonierne Nel 1 Tatdl nostru, HammcanHOE TS COMTPAHO COJIO B XOPa.
I/IHTCpBaIII/IKa MOJIUTBBI 10 30 TakTa He BBIXOAUT 3a HNPEACIIbI KBAPThI, YTO CO3AACT BICUATIICHUEC KPCUU
HapacreB» MOJIIIETrocs], MOTPYKEHHOTO B COCTOSIHHE OTPEIIEHHOCTH M Bompoinatomiero ['ocrmona. B
NapTHUH XOpa 3KCIIOHUPYIOTCSI HavajlbHbIe (pa3bl, KOTOPbIE B JaJbHEHUIIEM HEPEXOISIT K COMUCTY —
MIpUEeM, XapaKTEePHBIH ISl PUTYAIBHBIX [IEPKOBHBIX CIYkKO (PECIIOHCOPHOE TIeHHE ). XOp CONPOBOXKIAET
COJIBHYIO IAPTHUI0, 00pa3yst HOHOBOE 3ByUaHHUe Mejianeii Ha Piano (IeHrue 3aKPhITBIM PTOM), YTO CO3/1aeT
3¢ (}HeKT COCPeIOTOUCHHOTO COCTOSIHUS IPH TEMOPOBOM MITKOCTH I'APMOHUYECKUX CO3BYUUI B CBETIION
da-maxxopHOH ToHaNbHOCTH. [Ipeobnaganue AMATOHWKH, TUIATAIBHOCTh, TUIABHOE TOJIOCOBEICHHUE,
HETOPOILTUBOCTH OOLIETO IBMXKEHUSI C INIaBHBIMU ITOIEMaMU U CIIaJJaMH, METPHUECKasi 1 pUTMUYECKast
acUMMETpHs, BapbHpPOBAaHWE HWHTOHAIIMOHHBIX O00OPOTOB B  mporecce OepexHol  quasi-
WMIIPOBU3ALMOHHOCTH, M, YTO HEMAJIOBA)KHO — BO3BpAlllEHHE K HCXOJHOMY 3MOLHMOHAJIHHOMY
COCTOSIHMIO, HO MHOTO, 0oJiee BBICOKOTO YPOBHS — BOT XapaKTEPHBIE YEPTbl aBTOPCKOI'O METO.a,
LIMPOKO UCIIOJIb3yEMBIE BO BCEH JIumypauu.

Taxum 00pa3oM, MOKHO KOHCTaTHPOBATh CTPEMIIEHHE KOMIIO3UTOPA BOCCO3aTh XapaKTEPHbIE
YEPThl TPpaAUIIUOHHBIX JIMTYPIru4eCKUX MCJ'IOJII/Iﬁ HC TOJIbKO B KOHCTPYKTHBHOM, HO H O6p33HO‘
CEeMaHTHYECKOM OTHOUICHWH. B My3bIKabHOM pa3BUTHH [ UMHOG TIPEBAIUPYET HEHABA3UMBOE
CTpEMJICHHE K CO3JaHHI0 HE KPaTKOBPEMEHHOTO THMITHOTH3UPYIOLIETO ACHCTBHS, CHIOMHUHYTHOTO
HACTPOEHMS, a IMOJTHOBECHOTO COCTOSHUS OJaroCTH, CIIOKOHHOTO YMUPOTBOPEHHSI, TOJTHOTO BBEPEHUS
ce0s1 bory, 4ro mocTuraercs MWHMPOKUM Pa3iuBOM CyOBEKTHBHO-IHPHYECKOH cepbl BHICKAa3bIBaHMU,
KOTOpasi cTajga OCHOBOIIOJAraroniei B 0011ei xapakTepucTUKe MEIOANYECKOTO Pa3BEPThIBAHMS.

[IpuHIMn comnocTaBieHus] Ma)Xopa U MUHOPa — XapaKTEePHBIA NPU3HAK B KOHTEKCTE PAa3BUTHS
MHOTHX II€CHONECHUH Jlumypeuu, B OOIIEM e TOHAJIFHOM IUIaHE MNpeodIataloT MakOpHBIE
TOHAJILHOCTH, YTO CBSA3aHO C XapaKTepoOM 00pa3HOro KOJIOPHUTA FOCIIOACTBYOIIero HacTpoenus: | — d-
moll; 11 — d-moll; Il — d-moll; IV — B-dur; V — G-dur; VI — fis-moll; VIl — C-dur; VIl — F-dur,
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B-dur, g-moll; IX — g-moll; X — B-dur; XI — F-dur; XIl — F-dur; XIll — F-dur, C-dur; XIV — C-
dur.

[lepexox k namoBOM TPOCBETIIEHHOCTH W TOBBIIICHUE POJTM Ma)KOPHBIX TOHAIBHOCTEH B
HOCIICHUX YacTAX ONpenenseT MPOJYMaHHOCTh W IOCTYHATENbHOE MY3bIKAJbHOE pa3BHTHE
HapauleIbHO  PUTYalbHOMY, KOTOpoe 00pa3yeT HEMaJOBa)XHBIH BTOPOH  HMOIMOHAIBHO-
TICUXOJIOTHYECKUH ypOBEHb, COOOINAIOMIMN CBETIYI0 MSTKOCTh HACTPOWKE JIpaMaTypruyecKoro
pa3BepTHIBAHHUS.

BrieuatineHuio ypaBHOBEIICHHOTO TEMaTH3Ma, CTPOMHOCTH KOMIIO3UIIMOHHOM CTPYKTYpHI B
MECHONCHUSAX CIIOCOOCTBYET CHCTEMa KaJIaHCHPOBAHUS, KOTOpas CYIIECTBEHHO MOMOJHIET H
3aKpeIuIsieT AKCIO3WIMOHHBIE OOpa3Hble TOCTyJIaTel TUMHOB. JIyXOBHBIH KaHp JIumypeuu
NpeAnoiaraeT M BBI3BIBACT K JKM3HM HapsAAy C MPUBBIYHBIME (OpPMaMHU KaJaHCOB ITOJHOBECHO-
pa3BEepHYTHIC IOMNOJHEHUS, OCHOBOM JJIsI KOTOPBIX CIIy’KaT ITOJBITOKHUBAIOLIHE CJIOBA MOJIUTBEL:
«aliluia...», «amin...», «si in vecii vecilor...».

ApPXUTEKTOHHKA TaKUX 3aKIIOUYCHUN MOXXET UMETh PasHOOOpasHyr (opMy: OT HEOOJBIIOTO
IByXTakTHOTO momnonHenws (Mila Pdcii, TT.43—46 — nByKpaTHOe Amin) JJO CAMOCTOSATENBHON YacTh
(Imnul Heruvic; Venifi sa ne inchinam, tne muorokpatnoe Aliluia BBIIMBaETCS HE TOJBKO B
CaMOCTOSTEIBHYIO YacTh, HO M KO/ C KOJIOKOJIbHBIMH I0OMIISIIUAMH). TakiuM 00pa3oM, JOCTUTACTCS He
CTOJIBKO KOHCTPYKTUBHOE pPaBHOBECHE, CKOJBKO HTOTOBas CTYNEHb 3MOIMOHAIBHO-CMBICIIOBOTO
pas3BUTHSI.

OO003Ha4YeHHBIIT KOMIIO3UTOPOM JKEHCKHH COCTaB XoOpa OMNpEeAeN BBHIOOP TEeMOpPOBO-
(baKTypHBIX CpEICTB, KOTOpbIE HE HapYIICHBbI AKCIIEPHUMEHTAIbHBIMH HOBOBBEACHHUSIMH U B LIEJIOM
HaXOJATCSI B COOTBETCTBUHM C KJIACCHUYCCKMMH HOpMaMH. V30paHHBIN ke apceHan TPaauIHOHHBIX
NPUEMOB TOJIOCOBEACHHS, (GaKkTypsl W (OPMOOOPa3OBaHUS HE MPEACTAaBISCT TPYAHOCTEH Ui
UCTIOJIHEHHS TPO(ECCHOHATEHO TOATOTOBICHHBIMU XOPUCTAMH.

CTunHcTHKa MYy3BIKQJIBHOTO sI3bIKAa JIumypeuu, KaK W HEKOTOPBIE METOIBI Pa3BHUTHA,
paccuntaHa Ha TPo(ecCHOHATHHO-TIOATOTOBICHHBIH XOPOBOH KOJUIEKTHB, YTO HE BCETJa SBISETCS
00s13aTeNIFHBIM IS [IEPKOBHBIX NMPHX0/0B. OTCIOIa U3BECTHAsI CTENIEHb TPYJHOCTH B HCIIOJHEHUH,
CBSI3aHHAs C aJbTepalUedl CTyneHel, NMyHKTUPHBIMA W TPHOJIBHBIMH (OPMYJIaMH, dJIEMEHTaMH
UMHTAIMOHHOH MTOTU(POHUH.

C npoGiemMaMu WCHOJHEHMS, HEMOCPEJCTBEHHO KACAIOUIMMHKCS CTENeHH BOKAJIbHOU
MIOJITOTOBKH HENPO(ECCHOHANBHBIX XOPOB, COMPSKEHO BBEJACHUE BBICOKOTO PErHCTPOBOTO Hakaia B
MapTHsIX BCEX TOJIOCOB B paMKaXx IOCIEIHEr0 TaKTa, 3aKIIoYarolero necHonenune Multi ani trdiasca.
KomeKkTHBHBIN MPUHIMI UCTIOITHHUTEIBCKOTO MPOIIECCa B XOPOBOM IEHUH MPEABSIBISET K XOpHCTaM
ocoOble TpeboBaHusl. 1Jisi JOCTHKEHHUST OJJHOPOJTHOCTH 3BYUYaHHUSI KaX/IbIi XOPHUCT JIOJKEH OTKa3aThCs
OT CBOCH WHAWBUIYaJIbHOH MaHEphl 3BYKOW3BICUYEHHS M TPU IOMOUIM «3aTEMHEHUS» WIH
«OCBETIICHUSD), OKPYTIICHHS WIIK OTKPBITOCTH HAWTH TaKUe I'Pajiallii, KOTOpblie OyIyT CIIOCOOCTBOBATH
€IMHCTBY, CIUTHOCTH NapTHu. [y JOCTWXKEHHsI aHCcaMOllsi Takke HUMeeT OOJbIIoe 3HaYCHHE
NICUXOJIOTMYECKOE €MHOMBICIIME XOPUCTOB B IOHMMaHUK 00pa3a U OILyIIEHUH 3ByKOBOTO KOJIOPHTA,
TpeOyeMoro Juisi e€ro BoIUIOmEeHHs . Hapsimy ¢ HM300pasUTENbHBIMA W BHIPA3UTEIbHBIMHU
BO3MOXXHOCTSIMH, TEMOD OKa3bIBaeT TaKkKe BIUSHHUE U Ha hopmooOpasoBanue. Hanpumep, coxpanenue
Ha npotsbkeHuu Ne9 Pre Tine Te lauddm TeMOpOBON OJHOPOIHOCTH MOXKET HMOCIYKUTH (PAKTOPOM,
CIOCOOCTBYIOIINM TEJIOCTHOCTH TIECHOTICHUSI U OTJIHYHUIO €ro oT JpyruXx. Juprokep, kemnas sipde,
KOHTpacTHee OTTEHUTh KaKOW-INOO pasfiel, TO0JDKEH HAaWTH JUIS HEro HOBYIO TeMOPOBYIO KpacKy —
HaIpyUMep, UCXOAs U3 xapakrepa paszaena Nol4 Multi ani, BBICBETIUTH B HEM TEMOD.

B uenom Jlumypeus B. Yonaka npeanonaraer ee NpakTHYECKOE UCIIOIb30BaHUE B KYJILTOBOM
puTyaje, 0 YeM CBUAETEILCTBYET MOPSIOK CIeJOBaHUs 00s3aTebHBIX M N3MEHIEMBIX YacTeH, a TaKKe
KpPYT' HCIIOJIb3yEMbIX CpEJICTB, BBIOPAHHBIX C OpHUEHTAI[Mell Ha PYCCKYI0 XOPOBYIO KYyIbTYpy —
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pacmeBHOCTh MEJIOAMYECKON JMHHW, €€ MPOTHKEHHOCTb, CTHIb TOPXKECTBEHHOro (haHpapHOTrO
3By4aHHsS (HAIIOMHHAMOIINX O TAPTECHBIX JYXOBHBIX KOHIIEPTaX), OTCYTCTBHE MEITU3MaTHIECKOMH
OpPHAMEHTAJIbHOCTH, OJIN3KKE TOHAJIBHBIE COOTHOLICHUS, FapMOHUYECcKas (PYHKIIMOHAIBHOCTD, BEIOOD
U IPOyMaHHOCTb JIaJJ0TOHAJIBHBIX CBSI3€H B LEJIOM U B KAKJIOUM U3 YacTEH.

E. MupoHeHKO yTBep»HaeT, 4Tro «B cBoeM counHeHHH B. Yomak OepexHo coxpaHser
TPaJULMIO HAIMOHAIBHOM KYyJIBTOBOM MY3BIKM, HAYLIYI0O OT TBOPUYECTBA OCHOBOIIOJIOKHHUKOB
MoJIaBCKOro uckyccrBa M. bepeszoBckoro, E. Manguueckoro u I'. Mysuuecky. Bmecte ¢ teMm, no
MIPU3HAHMUIO CAMOT'0 aBTOpa, OPUEHTUPOM B HAMCAHUU Jlumypeuu Nl HETO CTAIH Jumypeuu PyCcCcKux
KOMITO3UTOPOB A. ApXaHTeIhCKOTO, I1. Yecnoxosa, A. Kacranabsckoro, I1. YaiikoBckoro,
C. PaxmanuHoOBa...». [lanee My3bIKOBeJ MpPOJODKAET: «XOTS KOHKPETHBIE LUTAThl CTAPUHHBIX
IYXOBHBIX TIECHOIIEHUH B coumHeHWH B. Yomaka OTCYTCTBYIOT, NMpH3HAKd 3HAMEHHOTO pacrieBa
OIyIAIOTCS OJaromapst aCKeTUYHONH MOHOIUYHOCTH, IEPEMEHHOMY METPY, CeKyHIOBBIM JIBIDKEHUSIM-
«CTIOJI3aHMUSAM», TUATOHUKE MOMEBOYHOIO CKJaJa ¢ MepeMEHHOMN J1aJoBOM CTPYKTYpPOH, XapaKTepHOU
JUTS TIEPKOBHOTO OOMXOTHOTO 3BYKOPsiIa. TO My3bIKa OUY€Hb COCPEIOTOUEHHAs, OTPEIICHHAS OT BCETO
CYETHOTO. B Tpamunmsax Kiaccu4eckuX Jumypeuii BeIACpKaHO GopMooOpa3zoBaHUe Ka)I0r0 HOMepa:
aBTOp TMpPHICPKUBACTCS 3aKOHOMEPHOCTEH cTpouHoi (OopMBI, OOYCIOBIEHHOH CTPYKTYpOH
JMTYPTrUYECKOTO TEKCTA, TIOTUHHSISE My3bIKaJIbHYIO MBICIb €r0 aCHMMETpUYHOCTHY [2, ¢.105].

Jlutyprudeckast cnenuuka, ¢ €€ JIOTHKOW TEMaTHYEeCKHX CBs3€H, WHTOHAIMOHHOM
3aBHCHMOCTBIO OT TPAJAMIMOHHOCTH PACI€BOB, OCHOBAHHBIX Ha TIIONEBKaX, 3aKOHOMEPHOCTSIMHU
KaJJaHCUPOBAHMS, BBOJOM PEUUTALIMI B HEKOTOPBIC U3 pa3zesioB, — B HEMAJIOH CTETIEHH 00YCIIOBICHO
MPaKTUIECKUM MpeaHa3HadeHueM Jlumypeuu B. Yonaka 11st XpUCTHAHCKOTO OOTOCITYKEHHSL.

CaM KOMTIO3UTOp B Oecelle C aBTOPOM CTaThU NEKIAPUPYET CBOIO IMO3UIMIO B OTHOIICHHH
HUCIIOJIHCHUA )Z[nyBHOﬁ MY3BIKH TakK: «K mcnonnuresm Y MEHA OAHO IOXCJIIAHUC: METh AYXOBHYIO
MY3BIKy HE (OpPMAIIbHO, & C TIIYOOKHM PEUTHO3HBIM YYBCTBOM W ITOHMMAaHHEM TOTO, O YeM ITOCIb.
Tonmpko TOTHA pPACKPOETCS WCTHHHBIM CMBICI IEPKOBHBIX TEKCTOB, TOJIBKO TOT/A Takas My3bIKa
3a3BYYHUT OCMBICJICHHO U BO3BBIILICHHO, BOKAJIbHO I'PaMOTHO U TapMOHHNYCCKHN CTpOﬁHO, HMHTOHAIITMOHHO
YHCTOM.
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B. IYBOCCAPCKHM, VIOLIN CONCERTO Ne2: POMAHTUYECKHE
AHTHUTE3bI 1 UX ABTOPCKAS TPAHCKPUIIIUA

B. DUBOSSARSKY, CONCERTUL PENTRU VIOARA Nr.2: ANTITEZE ROMANTICE
SI TRANSCRIPTIA ACESTORA DE CATRE AUTOR

B. DUBOSSARSKY, VIOLIN CONCERTO No.2: ROMANTIC
ANTITHESIS AND THE AUTHOR'S TRANSCRIPTION

MAPI'APUTA BEJIBIX,
KOH(pepeHIMap yHUBEPCUTap,
Axanemus My3bIKH, T€aTpa U U300pa3UTEIbHBIX UCKYCCTB

CZU 780.8:780.614.332.082.4(478)
780.8:780.614.332.082.4:781.42

B cmamve uccnedyemcs paszeumue noausiemeHmnoco memamuyeckozo Kommnaekca Kouyepma,
UBNOXHCEHHO20 6 IKCNO3UYUU 6 6Ude DPA3GEPHYMOU JIYMAPCKOU UMNPOSUIAYUU COTUPYIOUell CKPUNKU ¢
svloeNieHuemM CKOpOHO-0pamMamuieckozo (8 2ia6HOU napmuu) u JUPUKO-NAmMemuyecko2o Hayaia (8 nobouHou
napmuu). B paspabomounom paszoeine c60000HOU OOHOYACMHOU KOMNOUYUU C IIEeMEHMAMU COHAMHOCMU U
NPUSHAKAMU  KpewjeHoupyioujeli  popmvl  HayatvbHble MOMUBLL  obeux napmuii 8 YCI08UAX —UHO20
MemPOPpUMMUYECKO20 KOHMEKCMA U 6 pe3yIbmame NpueiedeHus NOIUOCIMUHATNHO20 U3NONHCEHUs, 0COObIX
nonughoHuecKux npuemos (0eckoHeuHo2o u NPONOPYUOHATLHO20 KAHOHO8) NO08EP2AIOMCA dehopmayuu, MeHsIs
c6o10 obpasnyro cywyrnocmo. IlooobHoe passumue npugeno K U3MEHEHUI0 NePEOHAUANLHOU POMAHIMUYECKOL
anmumesvl U onpedenuno mpazuieckyro konyenyuio Konyepma.

Kniouesvie cnosa: nonusnemenmmuulii  memamuuexuil KOMHIeKC, Kpewjenoupylowas — gopma,
ROIUOCMUHAMHOCHD, OECKOHEUHbLI KAHOH, NPONOPYUOHATbHBIL KAHOH, POMAHMUYECKAA AHmMumesa

In articol este cercetatd dezvoltarea complexului polielementic tematic al Concertului, prezentat in
expozitie ca 0 impovizatie desfasuratd, de facturd lautdareascd, a viorii solistice, in care sunt evidentiate caracterul
dramatic de jale (in tema principald) si cel lirico-patetic (in tema secundard). In compartimentul de tratare, in
cadrul compozitiei monopartite libere, cu elemente de sonata si trasdturi ale formei crescendo, motivele initiale
ale ambelor teme sunt supuse deformdrii, schimbdndu-si esenta de imagini, prin plasarea in alt context
metroritmic, expunerea de tip poliostinato si utilizarea unor procedee polifonice speciale (canonul infinit si cel
proportional). Acest tip de dezvoltare a determinat scimbarea antitezei romantice initiale si a configurat conceptia
tragica a Concertului.

Cuvinte-cheie: complex polielementic tematic, forma crescendo, poliostinato, canon infinit, canon
proportional, antitezd romantica

The article examines the evolution of the Concerto's multi-element thematic complex, expressed as an
expanded lautar violin solo improvisation, combining a sorrowfully dramatic (in the main theme), and a lyrically
pathetic (in the secondary theme) elements. In the development section of the free one-part composition with sonata
elements and features of a crescendo form, the initial themes of both parts in a different metro rhythmic context,
and as a result of the involvement of the polyostinate expression and peculiar polyphonic methods (endless and
proportionate canons), are transformed, changing their fugurative essence. This way of development resulted in
a transformation of the initial romantic antithesis and determined the tragic concept of the Concerto.

Keywords: multi-element thematic complex,crescendo form, polyostinate organization, infinite (circular)
canon, proportional canon, romantic antithesis

Bopuc [lyGoccapckuii, TanaHTAMBBIA MOJAABCKUH KOMIIO3UTOP, aJbTUCT, HPEKPACHO
BJIQJICIOIIMI WUIPON Ha CKPHUIIKE, MpenojaBarellb, BOCIHUTABIIMM 3a TOJbI CBOEW NEJarornyecKkou
JIEATENIBHOCTH LISy MOJOJBIX HCIIONHMTENEH, HENABHO yIeNd W3 KU3HH. CHMBOJIMYHO, YTO €ro
JMIUIOMHOU paboToii o okoH4YaHuu By3a B 1973 romy Obun [lepBeiii ckpunmunblit konuept [1]. Violin
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concerto Ne2 (mocneiHMii M3 IIECTH HMHCTPYMEHTAJIbHBIX KOHLEPTOB)! BhIEN M3 HOJ Hepa
kommozuTopa B 2011 roay 3a HECKONBKO JIET 0 ero 6e3BpeMeHHoi KOoH4YHHEI. [Iponssenenue ObLTO
HaIMCaHO O MpockOe BhIMyckHuKa boprca CeMeHOBHYA, HBIHE 3HAMEHHTOTO CKpHIIa4ya, HApPOJIHOTO
aptucta MonnoBsl Mnnana I'blpHEa U TOCBSALIECHO EMY .

OrneHka 4YeThIpex KOHIIEPTOB, MOSBUBIIHXCSA B 80-€ IT., OTpakeHa B KalMTAILHOM TpPYZE
E. MupoHeHko, Tie aBTOp MOHOTpaduu MUIIET O MPOAOKCHUU TPAJUINN KIIACCUYECKOTO UTPOBOTO
KOHIIEPTa-COCTS3aHUS  (TPEXYacTHOE CTPOCHWE IHKIOB, TEMIIOBbIE KOHTPACTBl), O JIEKCHKE
«YHUBEpCAJIBHOTO XapakTepa C aCCUMUJISIUEH OTIEIbHBIX CTHUJIEBBIX JJIEMEHTOB TBOPYECTBA
. HlocrakoBu4ay, MOTYEPKUBALCT, UTO «MY3bIKa KOHIIEPTOB HE MPETEHAYET HA PACKPHITUE CEPHE3HBIX
(bumococKuX 3aMBICIOBY, BB KOHIEPT Busanvouna nis Has 1 CUMGPOHHYECKOTO OpKecTpa B
CBSI3U C OTPaKCHUEM TMOTUCTHIMCTUYCCKUX TeHaeHuui [2, ¢.180—-181]. [IpuBeaeHHBIN BHILIE OT3HIB
tunvder Uit kKputukn 70-80 IT. mpomnioro Beka, KOTOpas HaXOJWIa «POIMMbIC TSATHAY» BIUSHHS
TBopuecTBa IllocTakoBuua B mNpousBeneHUSAX pas3HbIX xkaHpoB b. Jlyboccapckoro, QakTuuecku
OTKa3biBasi eMy B (popMupoBaHWU COOCTBEHHOro cTwiis. OJHAKO, psJ MCCICHOBAHUI TBOpPYECTBA
KOMITO3UTOPA B TIEPBBIE JECSITUIIETHS TEKYIIEro BeKa, Cpeld KOTOPhIX: TUIUIOMHas padora W. benreit
[3], ananutnueckuii ouepk I'. KouapoBoii [4], crates A. Bapnausn [5] 3HaYUTENBHO KOPPEKTUPYIOT
MPEeKHUE OIEHOYHBIE CYXXACHHS, TOKa3blBasg, YTO YXe B Npou3BeAeHUsAX 80-X IT. OTYETIHBO
MPOSBAJINCh BaKHEWIIME CTWJIEBBIE KOHCTAHTBL: POMAaHTHYECKHE IapaMmeTphl OAKCIIPECCHUH,
CBOCOOpa3Has TPaKTOBKA IMPHHIMIIA MOHOTEMAaTH3Ma, TOJIMAJICMEHTHAsS CTPYKTypa TeMaTH3Ma,
XapaKTepHbIE OCOOCHHOCTH JpaMaTyprud counHeHwid. B crarbe T. My3biku, crnenuaibHO
nocBsmeHHo CkpunudHoMy KOHIEpTy No2, pa3BHBAIOTCA IOJNOXKEHHS O HEOPOMAHTHYECKHUX
TeHJICHUUAX, uaymux oT @. Jlucra u M. PaBens, BIUAHUN CKPUIUYHOU MY3bIKH JI. DHECKY, TATOTEHUU
K JKCIIEPUMEHTY, O POJIA NPHUHIIUIIA MOHOTEMAaTH3Ma, 3HAYMMOCTH HAI[MOHAIBHBIX KOpPHEW. ABTOp
CTaThH JaeT XapaKTCPUCTHKY CTPYKTYPHI COUMHEHHUS KaK KOHIIEHTPUYECKOH (POPMBI C AJIEMEHTaMH
COHATHOCTH, TIPEACTaBIsIsl €€ B BHJAC HATTSAHOH CXEMBI, OIpeNeNsieT XapakTep pPa3BUTHS
MHOTOCTYIIEHYATOM IpaMaTyprui ¢ TparudeckuM (puHaaoMm B penpuse [6, ¢.208, 211]. Cnenyer, oqHaKko
3aMeTUTh, 4YTO aHaiu3 KoxiepTa 0bu1 BhINOHEeH T. My3bIKOH Ha OCHOBE KJIaBHUPa, 0 OKOHYATEIHHOIO
3aBepIICHUS KOMIIO3UTOPOM MAapTUTYPhl COYMHEHUS, MOITOMY B OpOMTY €e BHHUMAaHHA HE BOIILIH
BOIIPOCHI OPKECTPOBOH (hakTyphl M, TeM OoJiee, JACTaad peanu3anuu MoJn(QOHUUECKUX PUEMOB B
OpPKECTPOBOM KOHTEKCTe. B 1aHHOW cTaThe cyry00 TEOpeTHYeCKOro IUIaHa CiellaHa IOIbBITKa
3alOJIHATh HEKOTOPhIC AaHAJUTHYSCKUE JIAaKyHBI B IPOIECCE PACCMOTPeHHs TpaHChOpMaIuu
MOJIUTEMATHYECKOTO0 KOMIUIEKCA, aKIICHTHPOBATh COBPEMEHHBIE MPHEMBl OPTaHHU3AIUN OPKECTPOBOM
(hakTypbl, OCOOEHHOCTH ApaMaTypPrHYeCKOTO CTAaHOBIEHHS B COYMHEHHHM, a B UTOre OOOCHOBAThH
MIPaBOMEPHOCTH Tparudeckoi koumenmuu Konmepra.

Bropoi#i ckpunuuHBIA KOHIEPT OBLI HAMKWCaH I BBLIAMOMIETOCS HWCHOJHHUTENS, MO3TOMY
MapTys COJUPYIOIIEH CKPUIKH KOHIIEHTPHPYET B cebe caMble SPKHe, SMOIMOHAIBHO HACHIIIICHHBIS
WHTOHAIUH, OTINYAsICh BMECTE C TEM U BHICOUYAUIIIUM YPOBHEM BUPTYO3HOCTH. JlJIsT SKCTIO3UITUHN BCEX
OCHOBHBIX TEMaTHYECKUX DJIEMEHTOB B BHJI€ CIIOHTAHHON HMITPOBU3AIIMH COJIICTA KOMITO3UTOP U30paj
JKaHPOBYIO MOJICNIb JOWHBI. Ee HavanbHBIM MOTHB — COYETAaHHE TPUOJIBHON WHTOHAIIUU B 0OBEeMe
YMEHBIIICEHHOW TEPIUU C HHUCXOJAINICH YBEIMYCHHOW KBapTOil (QoKycupyer B cebe OrpoMHOE
HanpspbkeHue. HeoTHOKpaTHO OBTOPSISACH, CIIOBHO Oymopaxalnas MO3T HaBs3YHMBAasl TATOCTHAS MBICITb,
3TOT MOTHB BapbUPYETCs, COXPaHsIsi TEM HE MEHEe CBOM xapakTepHbIi npoduis. B mporecce pa3Butus
K HEMY TIPUCOETUHSIOTCS BOCXO/ISIIUE KBAPTOBBIE CIEIUICHUS B aMOUTYCE OOJIBIIION CENTUMBI, a TAKKE
HUCXOJIAINE TaMMOOOpa3HbIe MOTUBHEI C YBEIIMUEHHOW CEKYHJIONH W HUCHAMAIONINMH TpeIheMaMu,
XapaKTepHBIMU I (ONBKIOPHON JoiHBI (mpumep 1). borarcTBoO MHTOHAIMOHHOW NAJUTPHI B

! Kcepokonuu aBTOpCKON mapTutypsl U Kinasupa Violin concerto Ne2 B. Jlyboccapckoro Xpansrces B OubIMoTexe
AKazeMHn My3bIKH, TeaTpa 1 u300pa3urenbHbx uekyccets (Kummnnes, Pecrry6imka Mongosa).
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MEJIOIMYECKOW JIMHUU CBA3aHO C TMOCTOSHHBIM JIAJZOBBIM KOJIOPHPOBAHUEM, OOYCIOBICHHBIM
BapUAHTHOCTBHIO CTYIEHEH M pa3HOHAMPABICHHOCTHIO MX TATOTEHHH, CMEHOW HaTypaibHOro g-moll
JIOPUMCKUM € BBICOKOU IV CTyIeHb10, a 33T€M MUHOPHOIO JIa/1a C TEM K€ YCTOEM C HU3KOU V CTYIIEHBIO
U, KPOME TOTO, C MOSIBJICHHEM MOTCHIIMAIBHOTO YCTos1 0, HAMEUYEHHOTO MHOTOKPATHBIM ITOBTOPEHUEM
JaJ0BOTO TPUTOHA §—CiS. DTOT MOJNUIIEMEHTHBII TEMaTHYECKHH KOMILUICKC, BBIMOJHSAS (YHKIHUIO
TJIaBHOW TapTHH, pa3BepThIBaeTCS B BUAE ABYX BOJIH; BTOpas, BIBOE KOpOuYe€ NEpPBOH, HAYMHACTCS
M3JI0)KEHUEM MY3BIKaJIbHOIO MaTepHaja B OPKECTPE y MEPBbIX CKPUIIOK M anbToB (T.16) u npeasapsier
HOSIBIICHHE 3KCTAaTUYECKH BOCTOPXKEHHOM, ¢ uepTaMu madoca modo4Hoi Tembl y ckpunku S0lo (1.2,
npumep 2) OTTEHEHHOH, BMECTE€ C TEeM, CKPHITBIMM HHTOHALMSAMH ME4aad. JTOT SPKUHA Ipumep
J3YTapCKOW HMMIIPOBU3ALMK OTJIMYAETCS MOBBIMICHHBIM AKCIPECCUBHBIM TOHYCOM, LIMPOYANWIINM
PETUCTPOBBIM ~ PAa3BOPOTOM  MEJOAMYECKOH JMHHMM, adQeKTHpPOBaHHOM MoJaded  KakJIoro
TEMaTU4eCKOr0 MOTHBA, BUPTYO3HOCThIO KaK IMOKa3aTeaeM 0co0oro apructusMa. bpockas Hucxoasmas
KBapTa C BEPIIMHBI-UCTOYHHKA C TPHOJBHBIM OMEBaHHEM V cTymeHu Mukconuauiickoro C C
«mepuanuem» ero III cTyneHu naeT MMITyJIbC MATETUYECKOM NEKIaMallid, Pa3BOPAYMBAIOIIEHCS C
IPEIbEMHBIM BBIICICHUEM KaXKIOI0 MEJIOIUYEcKOro ycros. [1omHOTa 3MOLMOHANBHOTO BBIPAXKEHUS
yCHJIeHa TakKe Onarogapsi IpKOCTH UX TEeMOPOBOTO M T'apMOHHYECKOTO MOMYCPKUBAHMS CTPYHHOH
rpymmoit u apgoit (orkmonenusimu B F-dur, f-moll ¢ mokasom ero mMakopHOH, 3aTeM MHHOPHOM
CyO/JIOMHHAHT, BBEJICHHEM CyOJOMHHAHTBI mocjie anpTepupoBanHoro D, (1.27-28). HampsbkenHoe
rapMOHHYECKOE JIBUKEHHUE MOITOTABINBACT KYJIbMHUHAIIMOHHBIN B3JIET B MAPTUHU COJIUCTA B JIUAUNHCKO-
nmopuiickoMm G ¢ BapuanTamu Il u [V cryneneit, a 3areM 3 deKTHBINA CABUT B BBl TAPMOHUYECKUAN
A-dur, KoJIOpUpPOBaHHBII XPOMATHUECKUM «IILICH(HOM» BUPTYO3HEHIIINX accakeld IUMOaIbHOTO THUIIA.
MMeHHO B paMKaX HMIIPOBU3ALMH, 3KCIIOHHUPYIOIIEH [BE KOHTPACTHBIE IO HACTPOCHHUIO TEMBI,
KPUCTAIUIM3YETC POMAHTUYECKAsi aHTUTE3a CKOPOHO-IpaMaTHYECKOH M CBETJIOH, BOCTOPKEHHO-
MaTeTHYECKOM 00pa3HOCTH.

Orpomuast paspaborounasi yacth Konmepra (11.5-15), oTMedeHHas SIPKAM TEMITOBBIM CIIBUTOM
Allegro, coxepxutr VI pasnenos, BkiItoudas KajeHIMIO coiucta. Kaxaplii M3 HuUX Oazupyercs Ha
BBIJICJICHUH TEMaTHYECKUX MOTHBOB U3 IJIaBHOW M MOOOYHON TEM, aKLIEHTUPOBAHUH HX «POJIEBBIX» U
KOMITO3ULIMOHHBIA QyHKIMH. B yclIoBusIX KapInHaIBHOTO M3MEHEHHSI METPOPUTMUYECKUX YCIOBUH U
croco00B (haKTYpHOTO M3JIOKEHHUSI OHU MOJIBEPraroTCs )KaHPOBOK 1 00pa3Hoi nedopmanyu. Pazsutne
MY3BIKQIBHOTO MaTepHaja UIET 10 KPeIIEHANPYIOIEMY IPUHLHITY, IPEPBIBASICh KPATKUM JTUPUIECKUM
snm3onoM Andante (ir.12), 1 cOnpoBOKAaETCS YCKOPEHHEM TEMIIa U TPOrPECCHPYIOIIUM YCHUIICHUEM
MVHAMUKH. 3epKanbHas perpusa B Temme Presto (1.16), BocmpuHHMAasICh THOCTE KaACHIMH Kak
NPOJOJDKEHUE Pa3pabOTKH, BBINOJIHIET (QYHKIMIO KyJIbMUHALMK COYMHEHUS, 3aBEPIIAEMOro KOJOMW-
karapcucom (Andante, 1.231).

I BcrymurensHBIH pazgen paspabotku (1.5-6) cocTouT W3 Tpex (a3 IUHAMHUYECKOTro
HapacTaHus. BakHyl pojb KHHETHYECKOTO HMITyJbCa BBIMOJHSIET MOTHB MOtto a—b-cis—d-a wu3
3aBepiieHuss riaBHOM Tembl (1.20), BapuantT KoToporo a—h-C—des-a, oTkpbiBas pa3paboTKy,
UCIIOJIb3YETCS Aajiee B Pa3HbIX JIAAOBBIX MOAN(DHUKAIMAX B IPSIMOM M 0OpaLIeHHOM BHUJIE, TOSBISACH B
pa3HbIX IJIacTax OpKecTpoBoi Gaktypel. B mepBoit ¢aze (1.48—51) HaunHaeTcs paccinoeHune GakTypsl
Ha XapakTepHbIE IUIACTBl: MOTUB MO0 y HU3KMX CTPYHHBIX HOIy4YaeT SPKHi, CIOBHO OJUK MOJHHH,
OT3BYK B «IUMOQJIEHOM) MAacCaXXe COIMPYIOIIEH CKPUIKH Ha (JOHE TPEMOJIHUPYIOLIEH TIeJalli B IPYTIIe
CKPHUIIOK. BbljienieHre CeKyHIOBbIX MHUKPOMHTOHAIMN B MHBEPCHH M yBeIHUYeHUH (CKpunka SOl0 —
HU3KWE CTPYHHBIE) HaMeyaeT MPOrPECCUPYIOIIYI0 TEHACHIHMIO KOHTPACTHOTO  JIBHIKEHUS
MEJIOIMYECKUX JIMHUH. 3ambikatoniye (azy WMHUTAIMOHHBIE TEPEKIUYKH B COYETAaHHU C
BBIIIEYKA3aHHBIMH OCOOCHHOCTSIMH OPKECTPOBOTO HM3JIOKEHHs CO3Aal0T aTMocdepy HamnpsHiKeHHOTro
OKUIaHUs MIPEACTOSIIINX «coObITHi» (mpumep 3). Bropas daza (1.5-60) HaunHaeTcs ¢ MOABICHUS
HOBOTO IMMOAIBFHOTO OCTHHATO Yy (aroToB, MOJIEPKAHHOTO APTHUKYJIMPOBAHHBIM OCTHHATHBIM
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TUTACTOM HU3KUX CTPYHHBIX, U MOTHBA MO0 y BaNTOPH B YETBEPHOM YBEIHMUEHHUH, KOTOPBIA POXKIAET
MOIIIHBI IMHUTAITMOHHBIA OT3BYK B BHJE €T0 JAyOIUPOBAHHBIX MEIOINYECKIX BAPHAHTOB B IIPSIMOM U
MPOTHUBOIOJIOKHOM JBIKEHUHU Y (pIeHT 1 KiapHeToB. Bee 3T0 compoBokaaeTcsi HEYKIOHHBIM POCTOM
nuHaMuKH. B Tperweit dasze (1.6) 3Byuanme MoTHBa MO0 y HU3KHUX CTPYHHBIX U (DaroToB yCHICHO
MMUTAIMe! B yMEHBIIEHHYIO TyOJeTMY Y (har0TOB M KIIAPHETOB, KOTOPAs Aajiee JaHa B IIEPECTaHOBKE
BO BJIBOIHE-NIOJBIKHOM KOHTpamyHkTe. Ha 3tom ¢done B maptuum conucra Ha ff Bo3HMKaeT HOBOE
UMOATFHOE OCTHHATO, HWKHHHM CKPBITBIA TOJIOC KOTOPOTO — HHCXOJAIIAs CEKyHIa B JBOWHOM
YBEJIMUEHNH — CTAHOBHUTCS OCHOBOM MEJOJMYECKOW JIMHUM HH3KHX CTPYHHBIX M ()aroTos.
[TocTpoenHas BHayase 1Mo MPUHLUIY CTPYKTYPHOTO CKaTHsI, OHa, CIOBHO PacKpy4YHBAasCh MO CHHPAIU
W HaOupas CWIy, MOCTCIICHHO MOJAHUMACTCS BBEPX MU CKAHAMPYET TEPIOBYIO MOMEBKY Cis—dis—e,
OTTEHSCMYI0 KOJKHM XPOMAaTHYECKHM [IBI)KCHHEM HUCXOAANIMX OKTaB y ckpumku S0lo. Bce arto
MMOATOTaBIMBAET MOABIEHUE AeQOPMUPOBAHHOTO HAYaJIFHOTO MOTHBA TJIaBHON mapTum Bo Il pasmene
pas3pabotku (11.7-8).

CkopOHast MegWTaTHBHAs WHTOHALMS B TMapTHH CONUPYIOMICH CKPHUIIKK B MpPayHOM
¢bpuruiickom fis-moll ¢ wuskoii Il cTyneHspro, B YCIOBUAX PEryJIIPHOrO MeTpa Ha (pOHE OCTHHATHO
MyJBCUPYIOMIETO TapMOHUUYECKOTO IUIacTa BCEH CTPYHHOW TpyNIbI MPUOOpETaeT BOMHCTBEHHBIH,
arpeccuBHbI xapaktep (mpumep 4). CuemneHwe ¢ aKTHBHBIMH TEPUOBBIMH MOTHBAMH U3
BCTYNHUTEIBHOTO pa3/ielia YCHIMBAET DHEPTUIO0 €€ TOCTYIATeNbHOTO ABIKEHUs. bojee mmorHOMy
W3JI0)KECHUIO TIIaBHOW TEMBI y KJIApHETOB U (HaroToB (T.81—-84) KOHTpamyHKTHPYET 3JI0BelIee 3ByYaHne
TPUTOHOBOTO BapHaHTa MOTHBa MOtt0 M yCTpeMJICHHBIC BBEPX BHXPEBBIC MACCAXU CKpUIKH SOIO,
KOTOpBIC UyTh Jajbllle OTTSHIIOTCS U3JIOMaHHOM (urypaiiiei y kcuiogona, Budpadona u apdsi. Eme
0oJjiee MOITHOE 3ByYaHHE HAYaJIbHOTO MOTHBA TJIABHOM TEMBI Y CTPYHHOU TPYIITHI U KIAPHETOB (11.8)
00yCIIOBIIEHO BO3pAcCTaHWEM PUTMHYECKONH ¥ TEMaTHYeCKOH IIOTHOCTH (aKTypel B pe3yibTaTe
MCIIONb30BaHus TpHeMa OeckoHeuHoro kanona (T1.87-88, 91-92). B tperbem pasmene (11.9-10),
HAITMCAHHOM B JIBYXYaCTHOW (OpME C DIIEMEHTOM PETPU3HOCTH, TIIABHAS TeMa ABAXKIBI MOSBISIETCS B
JBOWHOM YBEIIMYECHUH: BHaYale e MPOBOJAT (aroThl, KIAPHETH B HU3KOM PETUCTPE U aNbTHI, 3aTEM
HU3KHE CTPyHHBIC. BHauase ee MpauHoe, rpo3Hoe 3Byudanue (1.93-96) penbedHo BoiaenseTcs Ha GoHe
«IUISICOBOTO» BAPBUPOBAHHOTO OCTHHATO BAJITOPH M YAAPHBIX, BUXPEBBIX Maccaked coimcra |
TPEMOJIUPYIONICH menanu CKpumnok (mpumep 5). 3ateM (1.97-102) Tema compoBoXKmaeTcs OPOCKHM
TaHIIEBAJbHBIM OCTHHATO CKPUNKH SOl0 ¢ XapakTepHOW CHHKOIOW, MOJYEPKHYTON May30i |
aKIIEHTUPOBAHHBIM T'aPMOHHUYECKMM OCTHHATO D-€-a CTpYyHHBIX ¥ BBICOKHX JICPEBSHHBIX.
[loka3zarenbHO, YTO arpeccMBHas JWHAMHKA MEJNOJWYECKOTO0 OCTHHATO YyCHUJIMBaeTcs Oiaromaps
MOBBIIIICHAIO €€ PUTMUYECKON IUIOTHOCTH 3a CUET PENeTHIIMHA 3BYKOB W HCKIIOUEHHIO Tay3 Tph
noBropeHuy. [lapajokcanbHBIN )KaHPOBBI KOHTPACT KOHTPAIYHKTHPYIOIIUX [UIACTOB IEMOHCTPHUPYET
TPOTECKHOCTh ¥ (haHTACMOTOPUYHOCTh MY3BIKaJIHbHON «CHTyalum». Bo BTOpOI 4acTu 3TOTO pasjaena
(1.10) mpomcxXomWT HapacTaHWE JAPAMATHYECKOTO HANpsHKeHHWs  Oliarofaps  BO3PACTAHHIO
JMICCOHAHTHOCTH B TYJBCHPYIOIIEM TapMOHWYECKOM OCTHHATO, HACHIIIEHHOM HHTEpBaIaMu
YMEHBIIIEHHOW M YBEIIMYCHHON KBHHTHI, OOJBIION CENITUMBI, B CONPSHKEHUH C €r0 TOPU30HTAILHBIMU
BapHaHTAMH B TAPTHH COJHCTA. OTO IIOJIMOCTUHATO IIpeJBapseT MPONOPIMOHANBHBIH KaHOH,
MOCTPOCHHBI Ha MPOTHUBOABHXEHUN PACXOISIINXCS XPOMATHUECKUX JTMHUN: HUCXOAIIAS U3JI0KEHa
BUJIE TUCCOHAHTHOTO IIacta B pa3mepe 3/4 (CKpUIKH, BUOJOHYEH, KOHTPadachl), BOCXOAIIAs — Ha
2/4 3By4UT y BaIITOPH, AyOIUpOBaHHBIX anbTamu (T.107—112). MeTrpudeckoe MpoTHBOpeUHEe B KAHOHE
YCHJIMBAETCS] B MOMEHT TOSIBIICHHS 3JIEMEHTa PEIPU3HOCTH — CKAHAWPYEMOTO B TPHOJIBHOM PUTME B
YeThIPEX0JIbHOM METpPe OCHOBHOT'O MOTHBA IJIaBHOW NapTHH y conucta. Ha nuke kynpmuHamu (.11,
ff) MpauHbIii MOTHB MOLtO, «BpaIasce y GIJIEHT 1 KITapHETOB B 0ECKOHEYHOM KaHOHE B §-MOl| ¢ Hu3KOi
V cTyneHpio Ha (OHE TPEMOJHUPYIOLIETO TPE3BYUHS €r0 MaXKOPHOH CyOZOMHHAHTBI, TEMAaTHYECKU
3aMbIKasi TPETHH pa3ziel, B KOMIIO3UIIMOHHOM TUIaHE CITY)KUT Ha4alloM CIIeIYOIIEero dTana pa3paboTKH.
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OnHako TMOSIBIEHHWE Y BaJITOPH MOTHBa MOtt0 B JBOMHOM YBEIWYEHHH, CIUIIKOM KOPOTKUH
JUHAMUYECKUH crazl BBI3bIBAIOT BIEUATICHUE TOPMOKEHHUS, 00pBIBA IIOCTYIATEILHOIO ABHKEHUSI.

Snuzoxn Andante (IV paszen, 11.12) (mpumep 6), HaMCaHHBII B POCTOM TpexyacTHO Gopme,
TEMaTHUYECKH CBA3aH C JKCIO3UIMEH OCHOBHBIX TeM Konmepra. Menoaudeckas JIMHUS y COJMHCTA,
BKJIIOYAIOIIAsl HAYaJbHYI0 MHTOHAIMIO MOOOYHOI TEMBI, CHEIUICHHOI ¢ MOTHBOM €—0—Cis—d riaBHO
TEMBI, CHOKOMHOTO, CO3epLATEeNbHOTO XapakTepa pa3BHUBacTCAd B BBICOYAWIIEM peructpe Ha (oHe
0apKapoJbHOTO AKKOMIIAHEMEHTA BBICOKHX AYXOBBIX M KPaCOYHBIX aKKOpIoB E maxkopo-muHOpa y
CTpyHHOU Tpynnbl. B cpeaneit yactu npo3paunas akTypa OKUBISIETCS Onarojgaps UIMUTAIIMOHHOMY
JUAJIOTY COJHUpYIOeld CKpunkud u kiapHetoB (T.127-130), mamee moaaep>kaHHOMY BaJITOpPHAMH,
KOTOpBIE ¥ HAUWHAIOT PENPU3Y dIIU30/a, BHAYaJIEe IBYMS OKTaBaMH HIDKE, 4 3aTEM Ha IIPEKHEHN BBICOTE.
Jlupuka snu3oza, NTUIIEHHAs CTPACTHOM MAaTETMKH, BOCIPUHUMAETCS KakK JajJeKoe BOCIIOMHHAHUE O
IPESKHUX «COOBITHSAX». B npamarypruueckom miaHe Andante paspbiBaeT HayaThlii paHee IOTOK
JpaMaTHYeCKOro pa3BuTHs. Tem sipue BOCIpPHHUMAaeTCs BTopxkeHue V pasgena Vivace (iu.13),
OTJIMYAIOIIETOCS arPeCCUBHOCTHIO U HEMCTOBOCTHIO BBIPaKEHHBIX B HEM UYBCTB.

B oxHouactHoi kommo3uimu Konnepra Vivace, BbIMONHSS GYHKIUIO CKEPLO, MPEACTABISET
coOoil manpHeHmuit sTanm paspaborku. [lo TpynmHUpoBKe TEMAaTHYECKUX DJIEMEHTOB W MpPHEMaM HX
TpaHchOpMalMy B HEM YETKO BblieneHbl Tpu (aspl. B mepBoil akTHBHOE pa3BHTHE MOIy4aeT
TPUTOHOBBIII BapuMaHT MOTHBa MOWO B COYETaHMM C KBApTOBBIMH IIAaraMd M BOCXOSIIUM
XpOMaTHYeCKUM JABIKEeHUEM. MpperynsapHblii pUTM MEIKUX CHHTaKCHUECKHUX CTPYKTYp B YCIOBHAX
MATHIOIBHOTO MeTpa 5/8 sipko mepenaer xapakrep Bo30YKIEHHOTO, CTHXHWHOTO JBIDKEHUS. | TaBHas
MEJIOIMYECKasi JIMHUS ~ CONUPYIOIIEH CKPUIKH  YIUIOTHSETCs  Onarogapss BOJHOOOpasHOMY
XPOMAaTHYECKOMY KOHTPAITyHKTY BUOJIOHYEeNeH U (haroToB. HanpspkeHue 3HaUUTENIBHO BO3pAcTaeT Mpu
JIByXT'OJIOCHOM H3JI0KEHUH TPUTOHOBOTO MOTHBA B IApTHUH COJIACTA M €r0 MMHUTALM{ B IPIMOM
JBWKEHUH JIEPEBSHHBIMU JTyXOBBIMH B OECKOHEUHOM KaHOHE (T.144—148), a 3aTeM npu KOHTPaCTHOM
JBIDKEHUM YKa3aHHBIX BBIIIE I1acTOB. Bee 3To moarorasnusaeTr BTopyto da3zy (1.14), raoe nossusercs
JIe(OpPMUPOBaHHBIM BapUaHT TJIABHOW TeMbl B pa3Mepe 5/8 c BBIICICHHEM TpPEIbI0 MHOTOKPAaTHO
CKaHJUPYEMON MHTOHAINH YBEIMUEHHON KBAapThl. ETo H37105K€HNE B KOHBYJILCUBHOM PUTME B IpYyIIIIE
JIePEBSHHBIX TyXOBbIX, IyONMpOBaHHOE BaJITOPHAMH, 3BYUHT CIIOBHO JTUKHUI IUIIC B aTMOc(hepe Oprum.
BupTyo3Hble JBYXIOJIOCHBIE TACCAXKHU COJUPYIOIIEH CKPUIIKY JIBOMHBIMU HOTaMU C PENETHLIMNA 3BYKOB
YCUJIMBAIOT 3JI0BEIIMH KOJOPUT MY3bIKAJIBHOH «KapTHHBD» (mpumep 7). JanpHedmee pasBuTHe
MEJIOIMYECKOW JIMHUU COJINCTA, KOHIIEHTPUPYS B cebe CEeKBEHTHOE pa3BUTHE MOTHBa MOtto,
noarorasnusaeT Il a3y — nmosiBnenue B pazmepe 3/4 BapuanTta riaBHON TEMBbI, KOTOPBI HCCTYTUIEHHO
MOBTOPSIETCST B MOIIHOW KyJbMHHAIMM, IyOJIMPOBAaHHBIA BCEMH JYXOBBIMH M CTPYHHBIMH
uHcTpymentamu (1.174-178). Kpatkuii AnHaAMUUECKHi CTIajl, OTMEUSHHBIN Pa3peKEHUEM OPKECTPOBOI
3BY4YHOCTH, PEMHHUCICHIMEeH MOTHBOB 3 Andante u tepuoBbix MoTHBOB 13 I pasnmena pazpaboTku
(1.79-80), BBIMONHSIET (PYHKIHIO CBS3YIOLIETO MOCTPOSHHS K KaJeHIWU coiupyromiei ckpunku (VI
paszeina pa3padboTouHoii yactu Koniepra).

Kanenuust comucra mpencrasisier coOOi HMMIIPOBU3AIMIO, TOCTPOSHHYIO Ha MaTepHale
IJIaBHOH TEeMbl M HHTOHAIMAX MOTHBA MOWO B ad¢exkTHpPOBaHHOW pEUUTATHBHONW MaHepe,
CBOMCTBEHHOM JIDYTapCKOMY MCIIOJIHUTENIBCKOMY CTHIIIO, H OTPa)aeT KPalHIOIO CTENEHb SK3aJIbTal[uH
B BBIPAKEHUN CKOPOHBIX YYBCTB.

O6mras 3epkanbHast penpusa Konrepra (11.16) B Temme Prest0 maunHaeTcss HA TOHUYECKOM
OpraHHOM IYHKTE HW3JI0KEHHEM MOTHBA U3 JBYX KBapT, KOTOPBIH OBbUI 4acThIO SKCHO3UIIMOHHOTO
M3NOKeHUsT TiaBHOW TeMbl (T.2—-3). TokkaTHOE BapHAaHTHO-OCTHHATHOE BOCXOAIINECE BIKCHUE
MEJIOANYECKON JIMHUM MapTHH COJIKMCTa CONPOBOXKAACTCS MMHUTALMOHHBIMU NEPEKINYKaMH MOTHBA
motto y ¢uedT M KiIapHETOB B CBOEM H3HAYAIBHOM BHJE, 3aT€M €ro BapHaHTAMH B UYETBEPHOM
yBenu4YeHnHn y (haroTtoB, HE COBMAJAIOUINMH IO CBOEW CHHTAKCHYECKOW CTPYKTYpE C UJICHEHHEM
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ocHoBHOU nuHHMK (T.191-193). TlosiBNeHHE XpPOMAaTUUECKOTO KOHTpAIyHKTa BaJTOpPH M (aroToB B
TpexgoapHOM MeTpe (T.195-197) cozmaer sipkoe MeTpHuYecKoe MPOTHBOPEYHE IUIACTOB IYXOBBIX U
CTPYHHBIX HHCTPYMEHTOB. MakcuManbHOE HaNpsKeHWE BO3HUKAET C MOAKIIOUYEHHEM MOTHBOB MOtto B
OECKOHCYHOM KaHOHE, TPEJIH B KOTOPBIX aKICHTHUPYIOTCS JUCCOHAHTHBIM co3Byunem des—c—h—f—b.
Bece 3TOT mMOTOK  KOHTPAcTHBIX  TEMaTHMYECKHX  3JEMEHTOB  IIOJrOTAaBIMBAET  PEHpPU3Y
TpaHC(OPMHUPOBAHHOTO BapHaHTa MOOOYHOW TEMBI. 3aKIIOYCHHAs B PaMKH YeTBIPEXJOJLHOTO
PEryJIsipHOIO METpa, PUTMUYECKU NPUMHUTHBHASA, OHA IOTEepsia CBOOOAY IBIXaHUS, HMOITHYECKYIO
OJyXOTBOPEHHOCTh, MPUOIM3UBILUCH MO XapaKkTepy K AehopMUpOBaHHOI TIaBHOW Teme (mpumep 8).
OHa u3/10’)kKeHa KOMIIO3UTOPOM B BHJ€ NMPONOPLHOHAIBHOIO KAHOHA: MAacCHUBHOE MPAayHOE TEMBI Y
BaJITOPH U ()aroToB COYETACTCS C €€ 3By4aHHEM B USTBEPHOM YMEHBILICHUHU Y COJIUCTA, KOTOPOE CO3JaeT
3¢ dexT KonokonbHOCTH. OCHOBHOE TEMATHYECKOE SIpO0 MOOOYHOHN NapTHH, ABAXK /bl IOBTOPUBLIKNCH HA
OJHOH BBICOTE, IIPOIOJKAET CBOE CEKBEHTHOE BOCXOASIIIEE IBUKEHHUE, IIOCTEIIEHHO APOOUTCS Ha Oosee
MEJIKUE TOCTPOCHHS M TMEPEXOJUT B BOCXOSAIIYI0 XPOMATHUECKYIO JIMHHIO, BBIOJIHSIOMIYIO YXKE
¢yHkuuio ¢ona. M3noxeHnne MOOOYHOW TEMBbI B KAHOHE BOCBMBIMH MPH YETBEPHOM YMEHBIICHUU
COBEPILUCHHO HUBEJIUpPYET € y3HaBaeMocTb. OHO CTaHOBUTCSA (AKTYpPHBIM IJIEMEHTOM W HAYMHAET
BBITIOJIHATh M300pasUTENbHYI0 poiib. CHATHE XapaKTEPHOTO PHUTMHUYECKOTO MPOQHIsS B KBAPTOBOM
MOTHBE W3 TJIABHOW TEMBI TakXke IMpeBpamiaer ero B (ouoBeii smement. C 1.206 oOpasyercs
pa3pacTarolluiics [OUCCOHAHTHBIA IJIACT, KOTOPBIA HMUTUPYET KOJIOKOJBHBIA 3BOH. 31€Ch
B. lyboccapckuii M300peTaTeIbHO HCIIONB3YET Pa3HOOOpPAa3HBIC 3BYKOM300pa3HTENbHBIC IPUEMBIL.
CoueTaHue IUCCOHAHTHOTO KBapTOBOTO IUIACTa C PEHNETHLHEH 3BYKOB B IAapTHU COJHCTa C
HACBHIIIEHHON XpoMaTH3MaMH W KBapTO-CEITUMOBBIMH MOTHBAMHU JIMHHEH CKpHmok (T.208-213)
NepeaaeT XapakTep IUIBIBYILICH», BEBICOTHO-HEONPEAEICHHON 3BYYHOCTH. TOT ke 3¢ (deKT BO3HUKAET
OpU  METPUYECKHM HEpPerysipHOM MMUTALMM KBAapTOBBIX  «IIAroB» B IapTHH  COJHCTA
YETHIPEXTOJIOCHBIMU TUCCOHAHTHBIMH CO3BYUHSIMH CKPUITMYHOH rpymiisl (T.208-213), koTOpas B TO ke
BpeMs BBIIENAET «yHapbl» JABYX pa3HbIX TIPYNI KOJOKOJOB. M31moKeHHe yNOMSHYTOM BbIIIE
XpOMaTHYECKOM IMHUM HU3KUX JYXOBBIX U CTPYHHBIX KPYIHBIMU JUIUTEIBHOCTSIMA B CHHKOTIHPOBAHOM
puT™Me Ha (OHE TPEMOJIO JIMTABP UMHTUPYET 3BydaHHE OOJBIIOTO KOJIOKOJA, TPHCOEINHHUBILIETOCS K
obmemy miepe3BoHy (T.214-224). Pe3kuii »aHPOBBIH KOHTPACT OPKECTPOBBIX IUIACTOB IPOU3BOJUT
KYTKUH TpoTecKOBbIi 3((deKT, mpeapernias pernpu3Hoe MPoBeIeHIEe OCHOBHOTO MOTHBA TJIaBHOM TEMbI
(u.19) B yBenmueHUH B BBICOKOM PErucTpe y (OJICHT M KIapHETOB B KBapTO-OKTaBHOW TyOJIMPOBKE Ha
(oHE BOJIHOOOPA3HOIO HYETHIPEXTOJOCHOTO XpoMaTrhieckoro riacta. OH CIOBHO JIMIIMICS CBOCH
«TEJIECHOI» CHIIBI, yTEePsIB MPEXKHIOI arpecCUBHOCTh U BOMHCTBEHHOCTh. Pe3koe maseHue rpamyca
HanpspKEHUs 00YCIIOBIIEHO U Pa3pesKEHUEM OPKECTPOBOM IUIOTHOCTH B CBSI3U C OTKIIIOUEHHEM CTPYHHOU
TPYMIbI, ¥ MOCTENEHHBIM PUTMHYECKUM TOPMOXKEHUEM, U CTIaJOM JUHAMUKH.

3asepinaroinast Konmepr koaa (Andante, ¢ 1.23 1) HaurHaeTCst e4aibHBIM MOHOJIOTOM COJTUCTA.
HacpliieHHass MHTOHAIMSIMA YMEHBIICHHOW KBapThl, OOJBIION CENTUMBI, TPUTOHA, MEJIOANYECKAs
JUHUSL BBIPAXKACT YYBCTBO CIIEpXKaHHOW CKopOu. BHawane ee OTTEHSAIOT KpaTKue BO3TIIACHl (IICHT,
WHTOHALIMY «B3/10Xa» Y KJIIAPHETOB Ha (JOHE BOCXOIAIIET0 XPOMAaTHUECKOT'0 IBMXKEHHS B TAPTUH ap (Bl
C nosiBneHHEM B HEll MOTHBA IIaBHOU TeMBbI (T.239) OHA CONPOBOXKIIAETCS TPU3PAYHBIM XOPATIOM apQbl,
UMHUTAHMOHHBIMH OTTOJIOCKAMH M aKYPHOH «BS3bI0» XPOMATHYECKUX (PUIYypaTUBHBIX KOHTPAITYHKTOB
y ¢ueidT, a 3areMm y kiapHeToB. K Hanbomnee 3KCIIpecCMBHOM 3aBepIIaronield 4acTH MOHOJIOTa COJTUCTA
(1.248-254) mpuCOEIUHSIOTCS] OTTOJIOCKH U3 TOOOYHOM TEMBI. B KOHIIE KOJIBI Y BRICOKHX JTYXOBBIX €IIe
pa3 BO3HHUKAIOT MHTOHAIMM TJIABHOW TEMBI B COINPOBOXKIECHUU KPHUCTAIBHOTO 3BY4YaHHs Xopaya
BuOpadoHa u ap(bl, KOTOPHIE TTOCTETICHHO UCYE3aI0T B TUIIIHHE.

Violin concerto Ne2 — mpou3BedcHHE CIOXHOE W HEOJHO3HAYHOE KaK B KOMIIO3HIIMOHHO-
CTPYKTYPHOM, TaK U B JIpaMaTypru4eckoM acrekrax. M30paB B KauecTBe TOUKM OTHpaBJIeHHs quasi-
(hONTBKITOPHBIA MaTepral ¢ XapaKTepHOH 00pa3HOCTHIO U CBOMCTBEHHBIM €My CIIOCOOOM H3JI0KEHHS H
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CTHJIEM HMHTEpIpeTallii, KOMIIO3UTOp MOIIeN MO MyTH ero JedopMaluH, KOTOPBIH HpPUBEN ero K
paspyLEHNIO, IeCTPYKIUH IEPBOHAYAIBHBIX MY3bIKAIbHBIX 00Pa30B.

MHOTr037€MEHTHBI TEMaTHUYECKUH KOMIIJIEKC, pacCpeAOTOYEHHBI B 3KCIIO3UIIMOHHON
UMIIPOBH3ALMM  COJIUCTA, IIO3BOJIMJI KOMIIO3UTOPY BBIACIUTH IJIaBHBIE M BTOPOCTCIICHHBIE
TEMAaTU4YECKUE IEMEHTHI, KOKAbII U3 KOTOPBIX MEPCOHATIU3UPYETCS, BHIIOIHSSA B COUMHEHUH T WIN
WHBIE POJIEBBIE U KOMIIO3ULIMOHHBIE (DYHKIIUH.

OnHuM U3 TIaBHBIX PHEMOB IIPe0Opa30BaHUs TEM SBJIAETCS MX IepeMeTpu3anus (B paMKax
pasmepoB 4/4, 3/4, 5/8), a Takxe U3MEHEHHE BHYTPCHHEH PUTMUYECKON OpraHu3aliy B HAIIPaBJICHUU
YIpOLIeHUs, 00e3TMYNBaHUS JTUOO0 IPOTECKOBOTO €€ HCKAXKEHU.

B 3HauurenpHON cTeneHn MeTamop(o3bl TeMaTH3Ma OO0YCJIOBJIECHBI HCIOJIB30BAaHUEM B €TO
pPasBUTUM MENOJUYECKON, TapMOHHYECKOHM © (akTypHOH OCTHHATHOCTH, KOTOpBIE HEPEAKO
00BEIUHSIOTCS B IOJIMOCTUHATHBIE ILIACTHI.

OpkectpoBast ¢aktypa Konuepra TemaTudeckd HacblmeHa. KoMIO3WTOp WIMPOKO U
Pa3sHOOOpPa3HO HMCMONB3YyeT KOHTPAITYHKTUPOBAHUWE PE3KO KOHTPACTHBIX JKAHPOBBIX DIIEMEHTOB W
IUTACTOB, CIIOCOOCTBYIOIIEE KOPPEKTHUPOBKE MIIM, BO MHOTHX CIIydasiX, IEPEOCMBICICHHIO 00pa3HOro
KoHTeKkcTa. [IpruMeHeHrne OECKOHEYHOTr0 KaHOHA B HAYaJbHBIX U Pa3pabOTOUHBIX MOCTPOSHHSAX JaeT
AKTUBHBIM HMITyJIbC KUHETHYECKOMY HPOABMKEHUIO MeNogudeckux uHui. [IponopuuoHanbHbIN
KaHOH, TMOSBIAIOIIMICS TPU TOATOTOBKE KYyJbMHUHAIMM, CO3/MaeT SpPKOE METPOPUTMHUECKOE
MIPOTHUBOpEYHE, CTUMYJIUPYIOLIEE POCT IMHAMUYECKOTO HANPSHKEHHUS.

Opxkectp Konuepra no cBoemy coctaBy cieLu(HUeH: B IPyMIe ACPEBSIHHBIX TyXOBbIX TOJIBKO
¢ueiiTsl, puieitra piccolo, kiapueTsl in A U GaroThl, MEAHBIC IyXOBbIC IPEACTABICHBI JIHIIb BAJTOPHOM,
rpynmna ynapHbIX (JUTaBphl, KCHIOGoH, BHOPOhOH U apda) UCIONp30BaHA B MAPTUTYPE IMPEIeTbHO
9KOHOMHO, TPEANOYTUTENIFHO B IUIAHE TOHKOW KOJOPHCTHYECKOW HIOAHCHPOBKH OCHOBHOI'O
TeMaTH3Ma, CTpyHHas IpyMIa MPUCYTCTBYET B MOJHOM cocTaBe. Conupyrolasi CKpHUIKa BBITTOIHSAET
JTUIUPYIOYI0 posib. Ee mapTus KOHUEHTpHUpYET B ceOe OCHOBHOW TeMaTHYEeCKUH MaTepHuall, AaBas
aKTHUBHBIM UMITYJIEC €TO Pa3BUTHIO B OPKECTpE.

OnnouactHas komnos3uuust Konnepra mo cBoumM oOOIIMM MapaMeTpaM COOTBETCTBYET
NPOTOTHIIAM CBOOOIHBIX POMAHTHYECKUX (OPM, OTIMYAsACh OT HUX JOMHUHHMPOBAaHMEM NPUHLIMIA
pazpaboToyHOCTH M 0OJiee CIIOXKHOW BHYTPEHHEH Hepapxuel, MpUCYIIeH KaKIOMYy €€ pasleny.
Hpamaryprudeckuii npoduiab COYMHEHHS NOJUMHSIETCS HPUHLIMIY KpEIIEHIUPOBAHUS, KOTOPBIN
MPOSBIISIETCS Ha PA3HBIX YPOBHSX: B YCHJICHHM JAECTPYKLUMH TE€M B IpOIecce IMOCTYMaTeNbHOTO
pa3BUTHUS, KOHTPACTA KAHPOBO-XaPAKTEPHBIX IJIACTOB B OPKECTPOBOIi (hakType, B YCKOPEHHH TEMIIOB B
Pa3paboTOYHBIX pa3feiax — BapHalMsIX M HEYKJIOHHOM IOBBIIEHUM JUHAMHUKH. CIOXHas 10
CTpYKType KoMmIo3unusi KoHlepTa cKkperuisieTcsl TeMaTH4ecKUME U (paKTYPHBIMHU apKaMH.

KapnunanbHas nedopmariys riiaBHEIX TEM IPYBEIa K 3aMEHE IIEPBOHAYAIBHON POMaHTUYECKOH
AHTHUTE3Bl CKOPOHO-JPAMAaTUIECKOW W JINPUKO-TIATETUIECKO cep APYroH, rae GoraTemmii cCrekTp
MOJTHOKPOBHBIX YEJIOBEUECKHUX YYBCTB IPOTUBOCTOUT HETATUBHOMY, arpeCCUBHOMY Hadany. Jlymaercs,
yro b. JlyOoccapckuii, TaTaHTJIMBBINA U Uy TKUN MY3BIKAHT, ITBITAJICS OCMBICIUTh IPOTHBOPEUHS HAIIETO
TPEBOXKHOTO BpPEeMEHH. BO3MOXXHO, YTO CMBICT Tparudeckor KoHmenmww Violin concerto Ne2
3aKJII0YAaeTCsl B OTPAKCHWU JEBalbBAllMM IPEKPACHBIX MOITHYECKHX HACAIOB M YCTPEMIICHHH,
KOTOpbIe, MOJJ00OHO ABYIMKOMY fHycCy, cOpachiBasi KpacHBYIO BHELIHIOIO 000JI0UKY, IIPEBPAIIAIOTCS B
CBOIO TIPOTHMBOMOJOXKHOCTE. IIpocBernennoe 3aBepmienue KoHmepra gaeT Hamexmy, YTO 3I10
HaKa3yeMo, OHO ITOCTETIEHHO TEPSET CUITYy U MCUE3AET, OCTABIIAA, TEM HE MEHEE, B IyIlI€ IBONCTBEHHBIE
YyBCTBAa TOTPSICEHHS OT MEPEKUTOr0, BHYTPEHHEH OIyCTOIIEHHOCTH M KaKOT'0-TO OTPEIIEHHOTO
CIIOKOWCTBHUS.
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POPTEIIMAHHOE TBOPYHECTBO CHEKAHDI IIBICJIAPD:
OBIIASA XAPAKTEPUCTHUKA, YEPTBI CTHJIA

CARACTERISTICA GENERALA SI TRASATURILE STILISTICE
ALE CREATIEI PENTRU PIAN A SNEJANEI PISLARI

PIANO CREATION BY S. PYSLARI: GENERAL CHARACTERISTICS, STYLISTIC FEATURES

JIMUTPUI KABAKOB,
JIOKTOPAaHT,
AxkanemMus My3bIKH, T€aTpa U U300pa3UTEIbHBIX HCKYCCTB,
U. 0. IPOPEKTOpPA 110 HAYYHO-UCCIIE0BATEIbCKOM U NHHOBAILMOHHOM EATEIBHOCTH,
[IpyuaHEeCTpOBCKUIT HHCTUTYT UCKYCCTB

CBETJIAHA IUPKYHOBA,
JOKTOP MCKYCCTBOBeACHHUS, IIpodeccop,
Axkanemusi My3bIKH, T€aTpa U U300pa3UTEIbHBIX UCKYCCTB

CZU 780.8:780.616.432(478)
780.8:[780.616.432]:781.6

B cmamve xapaxmepuszyromes gpopmenuannsie npoussedenus C. [lvicniaps, cozoannsie ¢ 1990-¢ u 2010-
e 22. OHu 0eMOoHCmpUpYIom 360I0YUI0 KOMHOZUMOPCKO20 CIMUISL, NPOAGISIOUYIOCS 8 OBUICEHUU O POMAHIMUIMA
K cunmesy COBPEeMEHHbIX MeXHUK Komnozuyuu. B munuamiopax 1990-x ee. domunupyrom aupuyeckue oopasvl,
MY3bIKATbHASL OPAMAMYP2USL PA3GEPMBIBAEMCS 8 PAMKAX MEMAMUMA KIACCUYECKO20 MUNA, 38VKOBbICOMHOE
MblUIEHUEe peanu3yemcs 6 Qopme 2apMOHUYECKOU MOHANbHOCIMU, (QAKmypa Cmpoumcs KAk 20MO@OHHO-
eapmonuyeckuti cknad. Onycvr 2010-x 2. ceudemenbcmeyrom o QONbKIOPHOU OpUEHMAYUU U O CEA3U C
penemumugnocmoro. OHU omHocamcsa K obaacmu nedazozuyeckozo penepmyapa [IMII, 6azupyiomces ua
gonvkropHom mamepuane, OeMOHCMPUPYIOM UCNOIb308AHUE BAPUAHMHOCY, BAPUAYUOHHOCMU U TMOYHOU
NOBMOPHOCMU KAK CNOC0O08 UHMOHAYUOHHO-MEMAMUYECKO20 PA36UTNUSL.

Knroueevie cnoea:. Cueowcana Ilvicnaps, (opmenuannas MuHUammopda, pOMAHMU3M, MUHUMATUZM,
penemumugHas MexHuKkd, noCmMmoOepHUIM

In articol sunt caracterizate lucrdrile pentru pian de S. Pislari, create in anii 1990 si 2010. Ele
demonstreaza evolutia stilului componistic al S. Pislari, ce se manifesta in miscarea de la romantism spre sinteza
tehnicilor moderne de compozitie. In miniaturile anilor 1990 domind imagini lirice, dramarurgia muzicald se
desfasoara in cadrul tematismului clasic, gandirea modala se realizeaza in forma de tonalitate armonicad, textura
este construitd ca omofon-armonicd. Opusurile anilor 2010 demonstreaza orientarea compozitorului spre
stilistica folclorica si conexiunile cu repetitivitatea. Acestea se referd la repertoriul pedagogic pentru scolile de
muzicd, se bazeaza pe un material folcloric, demonstreaza utilizarea procedeelor variantic, variational si de
ostinato si cel al repetitivitarii exacte, ca modalitate de expunere si dezvoltare a tematismului.

Cuvinte-cheie: Smejana Pislari, miniaturd pentru pian, romantism, minimalism, tehnica repetitivad,
postmodernism

In the article we characterize the piano compositions by S. Pyslari created in the 1990s and 2010s. They
demonstrate the evolution of the composer's style which manifests itself in its movement from romanticism to the
synthesis of modern compositional techniques. It is the lyrical images that dominate in the miniatures composed
in the 1990s, the musical dramaturgy evolves within the framework of classical thematism, the modal thought is
carried out in the form of harmonic tonality, the texture is constructed as a homophone-harmonic one. The 2010s
opuses show folkloric orientation and relation to repetitiveness. They refer to the pedagogical repertoire of music
schools, based on folkloric material, demonstrating the use of variation, variance and striet repetition as means
of tonal and thematical development.

Keywords: Snejana Pyslari, piano, miniature, romanticism, minimalism, repetitive, technique,
postmodernism

®oprennanHas My3bika CHexaHbl [lpiciiaph, €caMOOBITHOrO KOMIIO3MTOpa, IIeiarora,
aKTHBHOTO oOmIecTBeHHOTO nearenst Pecryomukn MonmoBa konma XX — nagana XXI BB., 3aHUMaET
BHUJTHOE MECTO B €€ JKaHPOBO MHOT000Opa3HOM KOMITO3UTOPCKOM TBOPYECTBE, KOTOPOE B IIEIOM
XapaKTEPHU3yeTCsl IBHBIM MTPEBATMPOBAHUEM KaMEPHOU MY3BIKH — HHCTPYMEHTAIBLHOHN U (B MEHBIIICH
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cTeneHy) BokaiabHOU. st popTennano C. [Ipicnapb cOunHSET OTACTbHBIE MBECH] U IUKIIBI MUHUATIOP:
Bapuayuu ons ¢opmenuano na memy xopana U. C. Baxa (1992), Tpu mysvikanvhvlx nopmpema:
Ilonen, Ckpabun, Paxmanunos (nepsas pex. — 1992, sropas — 2013), Les Cantilenes (nepBast pen.
— 1993, Bropas — 2012), Sostenuto (1998), Tpu mondasckue napoousie necuu: Ilnau nesecmot,
bsmyma, B menu dyba (2000). K HIM mpUMBIKaeT psix MPOW3BENSHUH AUIAKTHIECKOTO perepryapa:
Tazayszsacka (Caddngea, 2014), Omnpasnssace ¢ Kuwunes (M-am pornit la Chisindu, 2015), HAcckas
b6omyma (Batuta de la lasi, 2015); counnenne s Goprenuano B 4etsipe pyku [lpaso xopo (2013).

®oprermmano Tpaktyercs C. [Ipicmapp Takke Kak y4acTHHK HHCTPYMEHTAIBHBIX TySTOB C
compano-cakcoponom (Dneeuss, 1993), reHop-caxcoponom (Incantation / 3axrunanue, 2002), harorom
(Oxommnuuws | Vindtoreascd, 2005), 6apounoii dueiiroit (emoipe nvecwor, 2009-2010).

@dopTrenuaHo SABISAETCA HEOTHEMJIEMBIM KOMIIOHEHTOM TBOPYECKOI'O Ipolecca 3TOro
komnosuropa. C. [Ipicnmapp mnpu3HaeTcsi, 4YTO BO3HUKAIOUIME B yME MY3BIKAJIbHBIE MBICIH,
MpeTHa3HAYCHHBIE MJIS WCIOJTHEHHA Ha (OpPTENHaHO, OHA Cpas3y 3alHChIBAeT M KaKoe-TO BpeMs
pa3BuBaeT «Ha Oymarey. Ha onpenenenHoM 3Tare npoBepseT HalMCaHHOE 32 HHCTPYMEHTOM, UTO JaeT
BO3MOJKHOCTB JIYHIIE IOYyBCTBOBATH MY3bIKATBHOE ITPOCTPAHCTBO C TOUKH 3PSHUS 00heMa 3BYJYaHUs ’
peanuzanuu (akTypHOH uien. B mporecce co3gaHusi OpKeCTPOBBIX U aHCAMOJIEBBIX OMYCOB POSUIIO
TaKkKe TMPUHAMISKUT OIpenerleHHoe Mecrto. Ha HavanbHOM 3rTame pabOThl HajA TaKUMHU
npousBeneHusMu C. IIpicnaps KOMOUHUPYET HAPTUTYPHBIE MECTA C TUPEKIIIOHOM; COJTBHBIE MECTa UITH
(parMeHTBl, CBSI3aHHBIC C OPKECTPOBOW TEXHUKOMU, 3alMCHIBAET Cpa3y B MapTUTypy. TyTTHHHBIE ke
pas3zensl, mpeanoiaraoniie 00beM 3ByJaHus WIIH PETUCTPOBBIA KOHTPACT, OHA BCErna MPOBEpsET 3a
¢doprenuano.

06 0co00i1 ponu posiist B CyIb0€ 3TOro KOMIIO3UTOPA CBUAETENBCTBYIOT (aKkThl Ouorpadum, a
Takke coOctBeHHbIe BbIcKaszbiBaHus C. IIpicmaps. HauanpHOe My3bIKabHOE O0pa3oBaHWE OHA
MoJy4ynsia Kak NMUaHUuCTKa. B onHoM u3 mepenad Ha TenekaHane NIT, MOCBSIIEHHOW TBOPYECTBY
C. IIsicnape, Bemymiasi, mMo-BHIUMOMY, He 0e3 BeJoMa caMOro KOMITO3uTopa, coobmmmna: «Eme c
panHero aerctBa CHexkaHa MPOsBUJIA MHTEPEC K UTPe Ha POPTENHaHo, HO TOHAYATY JIUIIb TIOTOMY, YTO
Ha HEM Hrpajia crapiias cecTpa. Toraa HUKTO U IPEAIoI0KUTh HE MOT, UTO My3bIKa OTPEAEITUT BCIO ee
JAJTbHEHIIYI0 XKU3HbY [1].

B Bo3pacte mectn et CHexaHa Oblna 3aducieHa B Kadpamickylo My3bIKalbHYIO MIKOIY,
KOTOPYIO C OTJIMYMEM OKOHYMJIa MMEHHO Kak NraHucTka. JlanpHeliee o0y4ueHue B PecyOinkanckom
My3bIKaIIbHOM Koemke uM. LT, Haru u B Akagemun My3bIKH, TeaTpa U H300pa3UTENbHBIX NCKYCCTB,
KOTOpOE OHa IPOILIa KaK KOMITO3UTOP, YIIPOUHIIO €€ 3HaHHE BO3ZMOXKHOCTEH posiyisl. MI3BeCTHO, UTO MpH
MOCTYyIUNIEHUH B My3bikanbHOe yuwmiuiie C. [Ipicmapp opHeHTHpoBajach Ha CIIEIHATBHOCTD
@opmenuano, uo JI. llypkaHy, BBISICHMB, 4YTO OHa COYHMHSET MY3bIKy, MepenpoduIupoBa
aOWUTYpPHEHTKY Ha CIEeUUABHOCTh Teopusi My3viku, TOCKOJBKY MO Y4eOHOMY IUIaHy TEOPETHUKH
M3y4Yal0T OCHOBBI KOMIIO3HIIUY Ha MPOTSHKEHUH YETHIPEX JIeT.

U3 Bcero ckazaHHOTO sicHO, uTo Juisa C. [Ibicnaps GoprenuaHo sBIsSETCS OJJHUM M3 BaKHEHIIINX
WHCTPYMEHTOB, €ro TeMOp CTaHOBUTCS HEOOXOAMMBIM KOMIIOHEHTOM B pEaIM3alUU Pa3IUYHBIX
KOMITO3UTOPCKHX 3aMBICIOB, a (popTenuanHas My3blka Kak cepa TBOpYECTBA MPOXOJUT «KPacHOH
HUTBIO» B JestenbHocTd C. [Ibicoaps M npouepumBacT penbedHY0 JHHUIO DBOJIOIHU €€ aBTopa.
Kanposyto cdepy ¢oprennaHHOW My3BIKM Kak O0O0JacThb CaMOCTOSITENBHOTO KOMIO3UTOPCKOTO
tBOpuecTBa C. IIpicapp cuuTaeT CIOKHOW M MpOoTHBOpeunBOi. OHA NpPHU3HAETCS, YTO MHCAThH IS
¢dopTenuano B HallM JTHU OYEHb OTBETCTBEHHO, NMOCKOJBKY CIMIIKOM 3HAYUTEIbHBI TBOPEHHS BCEX
MUAHUCTOB-KOMIIO3UTOPOB, OCTABMBLIMX CJI€Jl B MCTOPUU MY3bIKHM. B 0COOEHHOCTHM 3TO Kacaercs
¢dopTenuanHoi My3bIKH XX BEKa M JPKA30BBIX MUAHUCTHYECKUX KOMIIO3HIIU, KOTOPhIE BHECIH BKJIA]T
B pa3BuTHE (DopTeUaHHON (aKTyphl U CIeNU(DUKHA 3BYKOU3BICUCHUSI.

B tBOpuectBe C. IIpicaaph posib TPAaKTyeTCs IBOSKO: KaK KaMEPHBIM 3KBHUBAJIEHT OPKECTpa
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(mepBast mbeca U3 Tpex mondasckux necer, Ilpaso xopo s (opTenuaHo B YETHIPE PYKH) M Kak
poAoJDKaTeNlb (HOPTENMAHHBIX POMAHTUYECKUX Tpaguuuil (TakoBsl Kanmunenvt, Tpu My36IKanibHbix
nopmpema, Bapuayuu na xopan baxa). ®opTenuaHHbIE COYMHEHHS IEMOHCTPHPYIOT Ba)KHEUIIHE
HanpasneHus nckanui C. [Ipicnapp, TOKa3bIBaIOT €€ XyA0KECTBEHHbBIE TPUOPUTETHI M TOKA3aTENbHBI C
TOYKU 3pEHUSI CTUJIEBOM XapaKTepUCTUKU TBOpuecTBa. OCOOEHHOCTH TEMAaTHYECKOTO MaTepHaia U
MPUHIMIIOB PpabOTHl ¢ HUM, cHeuru(uKa My3bIKAIBHOTO SI3bIKa ¥ GOpMOOOpa3oBaHUs MPOU3BEIACHUN
C.Ilpicnapy g QopTenuaHo OTpPaKAlOT HEMOBTOPUMYIO  aBTOPCKYIO  MHAMBHIYANbHOCTH
KOMIIO3UTOPA, CBA3aHHYIO C TITOTEHHMEM K JIAKOHMYHOCTH, MHHHATIOPU3MY, IpeoOsagaHuio
KOHCTaTallud HaJ JJIUTEIbHBIM pa3BepThIBAHMEM, a TaKK€ C TMapaJOKCAIbHBIM COCEACTBOM
ApXETUNMUYHBIX  (DONBKIOPHBIX MPOTOTHIOB  (0Opa3HBIX ©  CTPYKTYpHBIX) C  TIPEAETBHO
WHAWBHUyaIN3UPOBAHHBIMUA aBAaHTAPJAHBIMU A3BIKOBBIMU JIEKCEMAMHU.

®oprennannble MuHUATIOpHl CHEexaHbl [Ipicmaps 1992-1998-x rT., BpemeHu ee 00ydeHus: B
KOHCEPBATOPUH, MO’KHO OXapaKTEPHU30BaTh KaK MEPBbIA 3Tall HA IIyTH IOMCKOB COOCTBEHHOI'O CTHJIS.
Bribop xaHpoB, OpM U CPEACTB BBIPA3UTEIBHOCTH B HUX MPOAMKTOBAH TaKke TPeOOBaHUSIMU
y4eOHBIX MJIAHOB U NPOTPaMM, B COOTBETCTBUHU C KOTOPBIMH OBJIaleHHE KOMIIO3UTOPCKUM PEMECIIOM
MPOXOAUT CTaIUHM OCBOCHHUS MEPUOJIA U IPOCTHIX (JOPM, CO3aHHS BapUALIMOHHBIX U COHATHBIX LIUKJIOB
Y U3y4YCHHS] TEXHUKU OPKECTPOBOTO MUChMa. JlaHHBIE OITychl HECYT Ha ce0e Clie/Ibl BIUSHHA ee Mearora
— 1I. PuBunuca, mposBuBIIMECS BO BHHMAaHHM KaK K CTPOMHOCTH M OPTaHUYHOCTH OOIIeH
KOHCTPYKIIUH, TaK W K JeTaJsM HOTHOro Tekcra. B koncepBaropckue roas! C. IIbicnaps Hamucana
Bapuayuu onsa popmenuano na memy xopana U.C. baxa, counnenne Les Cantilenes m ibecy Sostenuto.
B HHMX TI7aBEHCTBYIOT JHpHYECKHE OOpasbl, PELICHHbIE B TPAAMLUSIX POMAHTU3Ma, HOPMAaTHBHO
MMOHMMaHHEe TeMaTh3Ma KaK OCHOBBI MY3bIKaJIbHO-JpaMaTypru4ecKUx MpOIecCCOB, 3BYKOBBICOTHOE
MBILJICHUE ONUPAETCSI Ha TapMOHMYECKYI0 TOHAIBHOCTb, HCIOJB3YIOTCSl YTBEPAMBIIMECS BUIBI
¢dopTennanHoi hakTypsl.

K naHHO# cCTHNEBO rpynme OTHOCHTCS W LUK Tpu MY3bIKaaibHbiX nopmpema 07
dopmenuano: lllonen, Ckpsadoun, Paxmanunos, KOTOPHIA 1O KAHPOBOW MPUHAIIC)KHOCTH COYETAET B
cebe TpU3HAKK IMKJIA MHUHHATIOP M TPOTPAMMHOW pOMaHTHYecKoi CcrouThl. CounHeHHe OBLIO
HanMcaHo B 1992 r. W mpeAcTaBiIeHO Ha HJK3aMEHE MO KOMIIO3MLIMH B KOHIIE HEpBOro Kypca
KOHcepBaTopckoro oOydeHus moa HazBanueMm Ipenroouu. B 2012 r. C. IIpicaapb BBIIOTHUIA BTOPYIO
pPEeAaKIMIO IMKJIA: BEPHYB IEPBOHAYAIBHOE Ha3BaHHWE, KOMIIO3UTOP OTPEJaKTHPOBaJIa MEPBYIO MbECY
(LLlonen), a B mocneiHe yTOYHIIIA IPUMEHEHHUE TIE/IAITH.

Xapakrepusys aanubiii muki, C. [Teicnapbs moguepkruBaeT, 4To B BBIOOPE «IOPTPETUPYEMBIX»
KOMIIO3UTOPOB MPOSBUIIMCH €€ IOHOIIeCKUe (PopTerraHHble IPUCTPACTHA: BCE N30paHHbIE MYy3bIKaHTbI
— CJaBSIHCKHE KOMITO3UTOPHI-POMAHTHKH, COUETAOIIIE TATaHT KOMIIO3UTOpA U MTHAHUCTA, OJIecTsIIe
Brajeromue Gpoprenuannoil (akTypoil ¥ UMEIOIIUe MHIMBUIYalbHbIH odepk’. [IpuMedaTensHO, 4TO
u ceifuac, o npomectBun Bpemenu, C. Ilpicnaps He «OoTpeKaeTcs» OT CBOMX paHHUX omycoB. bosee
TOTO: B HACTOSIIEE BPEMSI OHA TIOBTOPHO OOpaTHiIAach K IOHOMIECKHM (DOpTeNMaHHBIM MUHHATIOPAM,
co3J1aJIa BTOPYIO BEPCHUIO, allpoOHpoBaia e B KOHLIEPTHOI MIPAKTUKE U OIyOJIMKOBaJIA.

B ornmune ot paHHMX (OpTENMaHHBIE NMbEC, OPUEHTUPOBAHHBIX HA CTUJIMCTHKY IO3THETO
pomanTusMa, counHerus C. [Tsicnaps 2010-X IT. OJHOCTBIO OCHOBaHbI Ha (HOJILKIIOPHOM MaTepHalie
(l'acaysacka; Omnpasnssce ¢ Kuwunes, bsmyma, [Ipaso xopo). OHU TaKOHUYHBI, TIPOCTHI O hakType
M, KaKk OBUIO CKa3aHo, SIBIAIOTCA YacThi0 (DOPTEMHAHHOTO IEJarornyeckoro pernepryapa JEeTCKAX
My3BIKJIBHBIX MKONI%. Moprenuannubie MuauaTiopbl C. Ibicnaps (oIbKIOPHOrO XapakTepa 00Ia1aroT

! TlokasarensHo, uto C. ITbicapb CO3HATENBHO HE OOpPATHIACH K €IIE OJHOMY sp4YailieMy IPeACTAaBUTEIO
¢doprenmmanaoro pomantmimMa — @. Jlucty. OHa cumraet, 9to moprpeT JIucrta B 3TOM IMKIE HPO3BYyYas OBI
M3JHIIHE OpaBypHO M HAPYIIWII ObI TUPHUUECKYIO0 KOHIEMIHIO. Y K ToMYy ke JUI IOHOIIIECKOT0 MCIIOHEeHUs Jlucm
ObLI OBl HECKOJIBKO CII0)KHOBAT.

2 B cO3/1aHMK 9THX MPOU3BEIEHUI GONBITYI0 POJIb chirpaa ['anmuna Boporan, 601b110i SHTY3HAcT hOpTENHAHHOI
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o0mumu yepramu. Kommosutop oOpaiaercss K TaHIEBaJbHBIM MEIOOMsIM M B padoTe ¢ HUMH
IposiBIIsIET OepeKHOe OTHOLICHHWE K MaTepually: CaMHd MeJNOAUMH Hpeo0pas3yroTcs BapHaHTHO;
BapHaIOHHbIE [IPOLIECCHI, CBA3aHHBIE C 0OHOBJICHUEM (DAKTYPBl, IPOUCXOISIT B AKKOMIIAHEMEHTE.

C. IIpicnaps HEOTHOKPATHO MOJUYEPKHUBAJIA, YTO (DOJIBKIOP PA3HBIX 3THOCOB CUATAET OJHUM 3
HCTOYHUKOB CBOET'O TBOPYECTBA, YTBEPKAAs, UTO «B AyXOBHOM KyJIbTYpe OOJIBIIMHCTBA HAPOJOB MHUpa
HapoJHasi MHCTPYMEHTaIbHAs! My3blKa 3aHUMAaeT 3HauuTeJIbHOe MecTo» [2, c.45]. B moarBepxaenne
OHa IPUBOJUT MBICITH HccienoBarens ¢onpkinopa Y. Manuesckoro: «bymydan crierududeckoit hopmoit
OTpa’keHHs OBbITa, HCTOPHM, MHPOBO33PDEHHUS, XYIOXKECTBEHHbIX HMIIYJIbCOB Hapola, HapOIHAas
MHCTPYMEHTANbHAs My3blKa YCUIMSAMH MHOTHX MTOKOJICHUH HA MPOTSHKEHUH BEKOB COPMHUPOBAIIACH B
CaMOOBITHOE ICTETHUECKOE SIBJICHHE, IIPEACTAaBIISAIOIIECE 3HAUNTEIbHBII HHTEPEC HE TOJIBKO VI HAYKH,
HO U JJI1 COBPEMEHHOT'O MY3bIKaIbHOTO TBOpUECTBa» [3, c.6].

JaHHas MeToIoJIOTHMYECKas YCTaHOBKa, YCBOCHHAash B Ipolecce OOydeHHs B Kiacce
I1. PuBunnca, obycrnoBmia HEO(pOIBKIOPHYIO OpueHTaruio MHorux npomsBeaeHuit C. [lpicmaps. B
X0/l MEXIYHapOJHOH HaydyHOW KOH(EpeHIMH [0 BompocaM QOJbKIopa M MOCTHOIBKIOpa
KOMIIO3UTOp yKazama: «B coumHeHusx, co3maHHbIX MHOKO B 2000-x rr., HEo(hONBKIOpHAS JTUHUSL
CTaHOBHTCSl TpeoONaiaromied M  XapakTepusyeTcs pa3HOooOpasHbIMH (opMamMu TpPUMEHEHUS
(hoNBKIOPHBIX TIUTATY [4, ¢.270]. B 31Ol CBs3M OBLIM Ha3BaHBI Tpu MOIOABCKUE HAPOOHLIE NECHU TS
dopTenuano, MOJNIOKHUBILKME HAYaJ0 HEO(DOJbKIOPHOMY HANpPAaBICHUIO B €€ TBOPYECTBE, CIOUTA
Ipazonecmea Mondoswt (Serbarile Moldovei), xopoBoe counnenue [ atidyykas oouna (Doina
Haiducului) u doprenuanHble MUHHATIOPHI TUIAKTHIECKOTO penepryapa: [ aeayszsicka (Kaodwvinoca),
Omnpasnssice 6 Kuwunes (M-am pornit la Chisinau), Hcckas 6amyma, Ipaso xopo.

DONBKIOPHYIO OPHEHTALINIO, IEKIAPUPYEMYIO yKe Ha3BaHUEM — Tpu MOI0a8CKUE HAPOOHbIE
necHu, IMeeT M BTOpor mukimdeckuii ¢hoprenuannbiii omyc C. [Ipicnaps. /laHHOE coumHeHme crano
nepBbiM 00pa3lioM B TBOPYECTBE KOMIIO3UTOpPA, IMOCTPOSHHBIM Ha OyKBAJILHOM IIMTUPOBAHUU
¢donpkiiopa. Cama KOMIIO3UTOpP B cTatbe Ponb (onvkiopHol yumamel 6 KOHMEKCMe HEeKOMOpPbIX
CMUAUCIMUYECKUX —0CODeHHOCmel NpemeopeHuss MONOABCKOU HAPOOHOU MY3bIKU HA npumepe
cobcmeennbix npouszeedenuli coobmaet: «VICXOJHOW TOUYKOM NPOW3BEIACHUN TEX JIET CTAHOBSATCS
00pa3ubl HAPOAHOHN MY3bIKH, COOpaHHBIE B (DOJIBKIOPHBIX 3KCIIEAULIUSIX, COOCTBEHHbBIE PACIIN(pPOBKU
3amuceil apxuBa AKaJIeMIH MY3bIKH, a TaKke (POIBKIOpHBIE COOPHUKH, U31aHHbIe B MOJIIOBE B pa3HbIE
r0/161. My3BIKaIbHBIN MaTepPHas CIOMTHI st poprenuano Trei Cdntece populare moldovenesti noctpoen
Ha pacupoBaHHBIX MHOIO 00pasiiax KpecThstHCKOTO (hosibkiopa: Jalea miresei, Bdatuta, Sub umbra
unui stejar» [4, ¢.270].

OuenuBas B uesioM goprennanHoe TBopuectso C. IIpicnaps, HEOOXOAMMO OTMETUTH TSATOTEHHUE
KOMITO3UTOpa K JKaHPY MHHHATIOPbI — BCE €€ OIyChI JUISA POsUIT MOTYT OBITh ONpeNeNeHbl 3TUM
TIOHSITHEM, KOTOPOE COOTBETCTBYIOT MPEACTABICHHUIO O pou3BeeHr: Manoit popmer. C. I1bicnapp He
oOpamiaercss K MaciiTaOHBIM XAaHPOBBIM (popMaM COHAaThl WJIM KOHIEPTA, HE CO3[AaeT KPYMHBIX
MaHOPaMHbBIX, KOHIICTIIMOHHBIX TIOJIOTEH, ei On3ku GopMaThl HEOOIBIINX MY3BIKAILHBIX MTOPTPETOB,
XapakTepHBIX 00pa30B, OBITOBBIX 3apHCOBOK, Pa3BEPTHIBAIOIINXCS B MpeesiaXx MPOCTHIX M CIOXHBIX
¢dopm. OOOCHOBaHHEM TAKOW MPEAPACIIONIOKEHHOCTH K MHHUATIOPH3MY MOKHO CUHMTATh JBa (pakTopa:

MeIarOTHKH, MMAHKCTKa, padoTaromast B Tapakimu u ¢ 2013 1. u3aronias CepuIo XpecTOMATHIA TIeJarOrn4ecKoro
penepTyapa Uil My3bIKaJIbHBIX IIKOJ IO OOmMM Ha3BaHHeM JKueoul posnv. Mysvika 6 meoux pykax. CBoei
METOAMYCCKON U U3AATENBCKON pabOTON OHA IpecieIyeT 1eb OOHOBICHHS YIeOHOH (hOpTeIUaHHOM! JINTEPATYPHI
32 CUYeT BKJIIOYEHHs TMPOU3BENCHUN COBPEMEHHBIX AaBTOPOB, MPETBOPSIONINX CTHJIMCTUKY MOJIIABCKOM,
0OoNTapCKOM M IPYTUX HAIMOHATBHBIX MY3BIKABHBIX KYJIBTYP, YTOOBI YICHUKH UMEJIH BO3MOXKHOCTh MTPOBOINTH
napajuielld B Pa3BUTHH PA3HBIX KOMITO3UTOPCKHUX MIKOJ M MOTJH HAOII0JIaTh MEperuieTeHHe KYJIbTYPHBIX
TpaJuIii B TBOPUECTBE COBPEMEHHBIX KOMITO3UTOPOB.

CotpymumuectBo ¢ I'. boporan Beummnocs i C. Ileicnaps B co3manue U myOnuKanuio MUHUATIOp [ aeaysacka,
Omnpasnasace ¢ Kuwunes v Acckas 6amyma, Ilpaso xopo.
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C OZHOM CTOPOHBI, OJIN30CTH ICTETHKE POMAHTU3Ma C €r0 CTPEMIICHHEM 3alieyaTiieTh HeMOBTOPUMOCTh
MT'HOBEHUS, C IPYTOM — PaMKH «COLMAJIBHOIO 3aKa3ay, MPeAIojaratone OrpaHnIeHHbIe MacITa0bl
IBEC [IE€AarOrMYECKOro penepryapa A1 HaYMHAIOIINX.

U B omnom, u B apyrom ciydae y C.Ilpicnapp mMenuch KOHKPETHBIE XYAOKECTBCHHBIC
HPOTOTHIIBI — POMAHTUYECKUE MIPETIOIUH, 3TIOABI, APYTHe MUHUATIOPH! 1u1d ¢oprenuano @. Hlomnena,
P. lllymana, A. CkpsiOuna, a takxke Muxpoxocmoc b. baproka — coBpeMeHHas MIKOJa WIPhl Ha
¢doprenmano, mhechl pycckux (A. Jlsgosa, C. Maiikamapa, C. I[IpokodseBa, JI. KabGaneBckoro) u
oreuyectBeHHBIX (C. JloGers, B. Porapy, B. bensiea) koMmo3uTopos.

[IpeapacmnonokeHHOCTh K COUMHEHUIO ManbIX (OpM OOHapyKHBaeTcs HE TOJBKO B 00JacTu
(dopTennaHHON My3bIKH, HO NpeINCTaBisieT co0oil cTuieBylo mapagurmy TtBopuectBa C. [Ipicimaps u
MOATBEP)KIACTCS €€ MPOU3BEACHUSIMH JIsl IPYTUX HCIONHUTEIbCKUX cocTaBoB. Cpean Hamboiee
MOKa3aTeNbHBIX YKaXkeM Dreeuio Ui conpano-cakcohona u dhoprenuano, Prevmy Mapcus (Marsyas
flute) st daeiiter comno, 3axrunanue (Incantation), cymectByroriee B AByX TeMOPOBBIX BEPCHSIX H
MHoOrHe JApyrue. JlaHHoe KkauecTBO Kommnosutopckoro weinuieHus C. [Ieicnapp MoxeT OBITh
aTTECTOBAHO HE MPOCTO Kak IO3TH3alMs MalblXx (OpM, «MHHUMYMa», HO KaK OCOOBIM THI
XYAOKECTBEHHOIO MBIIIJICHUS! KOMIIO3UTOPa — MHHHUMAJMCTCKAsl YCTAaHOBKA, OOYCIIOBJICHHAsS
3CTeTHKON mocTMoaepHu3Ma. CyIIHOCTh 3TOM COBPEMEHHOM TBOPYECKOW YCTAHOBKH BBISBISIETCS B
pa3paboTKe My3bIKaJIbHBIX CTPYKTYP C MAJIBIM YHCJIOM YacTeH U ¢ YIPOIIEHHOH CBA3bI0 MEX Iy HUMH.
I'myOoko 3aKoHOMEpHO, 4TO B MpoaHalIn3upoBaHHbIX omycax C. Ilpicnaps Ha mepBbIi M1aH BBIXOAUT
OPUHIMI Pa3HOrO pojJa MOBTOPOB: OStinatd, BapHMaHTHOCTH M BapHAIL[MOHHOCTH, CO3IAIOLIHUX
BIICUATJICHHE J[BIKCHUS Ha MecTe, NpeObIBaHMA B 3aMKHYTOM XYJIOKECTBEHHOM KOHTHHYYME.
MuHnManucTckasi TBOpYecKas MO3UIMS, MO-BUANMOMY, COBIQJaeT C TaKOW dYepToil XapakTepa
Cuexanbl [Ipicmapp, KOTOpas BbIpaXaeTcd B YMEHHM JIAKOHMYHO W TOYHO BBIPa)KaTh MBbICTIb,
OTrpaHUYMBATH TJABHOE OT BTOPOCTENIEHHOTO M COXPaHSATh TOJNBKO CyTh. Ha3BaHHas 0COOCHHOCTH
OTYETIIMBO OOHApYXXMBAETCS B €€ JUTEPATypHBIX TPyJax, a TaKKe B MaHEpPEe YHCTO UYEIOBEUECKOTO
OO0ILIeHHS.

[Tpu nomuHMpoBanuu B GoprenuanHoii My3bike C. [Tbicnaph jkaHpa Mbechl OBIageHue Oomee
O00BEMHBIM MY3BIKAUIBHBIM MPOCTPAHCTBOM OCYLIECTBISIETCS MyTeM NUKJIM3aUMH MHUHHUATIOP.
[TokazarenbHO, YTO CO3aHKUE IIUKJIOB HJAET 10 MPOCTOMY ITYTH KOJHMYECTBEHHOT'O BO3PACTaHUS IbEC:
Tpu mysvixanvuwix nopmpema, Tpu mondasckue HapooHvie necru. OObeAUHIIOMNAM IPUHIIUIIOM B 3TOM
cllyyae CTaHOBMTCS OOIIas KaHpOBas MPHUHAAJIEKHOCTb YacTel LuKiIa, o0ecreunBaronias eIuHCTBO
LIEJIOTO TPY UHAWBUIYAJIHHOM PEUICHUH KaX 0N U3 COCTABHBIX YacTeH.

Hpyras 3ameuaemasi ocobeHHOCTh QoprenuanHoi My3biku C. Ilbicnape kpoetcst B cdepe ee
o0pa3HbIX KOHUeNuuii. B paHHUX pOSNBHBIX OMycaX KOMIIO3UTOpPAa OYEBHAHO TOCIOJICTBO
CyOBEKTHUBHON JIMPHKH, BBIpaXarollelWcs B Tepefade YyBCTB TOMIIEHHUS, TPYCTH, 3JIETHYECKOU
3amymunBocTd. Kpyr o0pa3oB coumHenwmii st ¢oprenmano 2000-x rr. oboramaercs IHPHKO-
SMUYECKOH TEMAaTHUKOM, CBSI3aHHOW C TPaJWIHUSAMH, OObIYasMU W 00psaaMu (oybKIOpa pasHBIX
HaponoB. C. [Isiciapb NpuBIIeKaeT CTUXHS HAPOAHBIX TAHLEB, HECYIINX B ce0€e OrPOMHBIN TO3UTUBHBIN
3apsil MaccoBOTro Mpa3fgHU4HOro AeiictBa (bamyma, [azayszsacka, Ilpaso xopo), HENPUTA3ATEILHON
IIYTKH ¥ Becenoi necuu (Omnpasassace ¢ Kuwunes, B menu 0y6a).

[lonnmanue uaeitno-o0pasHoro coaepkanus ¢oprenuanHbix counnenuid C. [Ieicnaps Bceraa
oOJyieryaercsi HaJlMYMeM BHEMY3BIKAIBHBIX KOMIIOHEHTOB — JKaHPOBBIX accouumanuii (b>myma,
lacaysacka, Ilpaso xopo), TporpaMMHBIX 3arojioBKoB (Tpu my3swvikanvuwix nopmpema: [llonen,
Ckpsabun, Paxmanunos), CBSI3bIO C JINTEPATYPHBIM WK (OJIBKIOPHBIM MIEPBOMCTOYHUKOM (S0Stenuto,
Tpu monoasckue Hapoouwle necnu: Inau neeecmol, B>myma, B menu 0y6a).

B cdepe cpeactB my3bikaiabHOro sisbika (oprenuanHele MuHHaTiOpel CHexxaHbl [1bicaps
JE€MOHCTPHUPYIOT MIPUBEP KEHHOCTD KJIACCHKO-POMaHTHYECKUM TPaaUIUSIM. OcHoBy
JpaMaTypruyecKuX IMPOIECCOB COCTABISAIOT TeMAaTHYECKHE W TOHAJIbHBIE MPeoOpa3oBaHMA, MPUUEM
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OCHOBHOHM aKIICHT MPUXOJUTCS HA MY3bIKaJbHBII CHHTAKCHC — HWHTOHAIIMOHHO-PHTMHYECKYIO
penbeHOCTh MOTHBOB H (Dpa3, BBIPA3HUTCIIBHOCTh AaKKOPAOBOH BEPTHKAIHA, OOOCHOBAHHOCTH
KyJbMUHALUH.

B cBs3u ¢ oOpamienneM K (GoNBKIOPHOH Jekcuke ocoboe 3HaueHHe MpUOOpeTaeT MPUHIUI
BApUAHTHOTO COOTHONIICHUS TeM B paMKaxX OJHOTO TPOM3BEICHHS W BapHAIMOHHOIO crocoba
npeoOpa3oBaHusl TEMAaTHYECKOr0 MaTepuayia. BapbUpOBaHHBIH W TOYHBIH MOBTOP Ha4albHBIX
TEMaTUYEeCKUX UMITYJILCOB B MUHHAATIOPAX (POJIBKIOPHON OPUCHTAIMH POXKIACT HE TOJIBKO aCCOLUAIINN
C HapOJHBIM TBOpUeCTBOM. OH OKa3bIBACTCS OPraHUYHO CBSI3AHHBIM C TAKUM COBPEMEHHBIM CIIOCOOOM
KOMITO3UTOPCKON pabOThl KaK PeNeTHTHBHOCTD.

[IpencrasieHnble B craThe GopTenuannbie npousseaeHus C. [Ibicnapb, co3aaHHbIe B MEPHOJ
19922015 rr., naroT OCHOBaHME W AJs HAONIOJACHUN HaJ IBOJIOLHEl KOMIO3MTOPCKOro MUchLMa.
Ona MOXeT OBbITh ONpe/ieNieHa KaK JBIKECHHUE 0 MyTH 0OPETCHUSI TBOPUYECKON MHAMBUIYaTbHOCTH OT
MPUBEPKECHHOCTH POMAHTH3MY K CHHTE3Y Pa3JInYHbIX TEXHUK COBPEMEHHOI KOMIIO3UIIHH.
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PRINCIPII COMPOZITIONALE
iN TRIO-URILE LUI GHEORGHE NEAGA

COMPOSITION PRINCIPLES IN GHEORGHE NEAGA'S TRIOS

NATALIA CHICIUC,
doctoranda,
Academia de Muzica, Teatru si Arte Plastice

CZU 85.73(478)
785.73:781.61

Muzica instrumentald de camerd semnata de Gheorghe Neaga constituie un repertoriu bogat in creatii
reprezentative pentru domeniul muzicii academice autohtone. Cu atdt mai mult cu cdt, din perspectiva artei
componistice, autorul a tins in cadrul acesteia catre o excelare in cazul fiecarui element de expresivitate muzicald.
Drept dovezi in acest sens pot fi considerate si cele doud Trio-uri neaghiene. Scrise in doud perioade distincte
(1976, respectiv 2001), acestea reprezintd o polaritate din punctul de vedere al perceperii si tratarii
compozitionale si dramaturgice a continutului muzical. Prin urmare, articolul de fata este propus in scopul
prezentarii unor principii si tehnici utilizate de Gheorghe Neaga in cadrul celor doud opusuri in sensul evolutiei
mdiestriei sale componistice.

Cuvinte-cheie: creatie instrumentald de camerd, trio, compozitie, dramaturgie muzicald

Gheorghe Neaga's instrumental chamber music constitutes a rich repertoire with representative works
for the field of native academic music. More than that, from the perspective of composition art, the author tended
to excellence for each element of musical expressiveness. As evidence of this can be considered Gheorghe Neaga's
two Trios. Written in two separated periods (1976 and 2001 respectively), both represent a polarity in terms of
perception and treatment of the musical content's composition and drama. Therefore, the article aims to present
some principles and techniques used by Gheorghe Neaga in those two opuses as regards the evolution of his
componistic mastery.

Keywords: instrumental chamber music, trio, composition, musical dramaturgy

Repertoriul compozitorului Gheorghe Neaga in domeniul muzicii instrumentale de camera
cuprinde opusuri reprezentative pentru arta componisticd autohtona. Printre lucrarile care confirma
elocvent aceastd asertiune se numard si cele raportate la genurile de ansamblu cameral. Acestea
insumeaza caracteristici reprezentative ale stilului componistic neaghian, printre care influenta
folclorului si tratarea inedita a elementelor folclorice, varietatea timbrald, expresivitatea continutului
muzical si relevarea sugestiva a temelor, originalitatea abordarii principiilor arhitecturale si a tehnicilor
polifonice etc.

Dintre creatiile instrumentale de ansamblu se evidentiaza doud Trio-uri: unul pentru clarinet,
vioara si pian si altul pentru vioara, violoncel si pian. Desi nu au figurat vreodata ca obiecte ale cercetarii
muzicologice — decat ocazional in cazul primului Trio! — ambele lucrari pot fi considerate veritabile
mostre ale scriiturii sale componistice. Scrise in perioade distincte, acestea indica o relativa polaritate
in sensul evolutiei componistice neaghiene, fapt care poate fi argumentat numai prin studierea
profilurilor tematice, a continuturilor ideatice, a planurilor de forme, a principiilor si tehnicilor
compozitionale si, nu in ultimul rand, a multitudinii de elemente muzicale constitutive.

Primul Trio a aparut in anul 1976, intr-o perioada in care ansamblurile camerale constituiau o
arie determinanta pentru repertoriul compozitorilor autohtoni, fiecare dintre acestia incercand sa ofere
muzicii noi fatete sonore, ideatice, ritmice, arhitecturale etc. Iar in contextul in care ,,in domeniul trio-
urilor instrumentale ale anilor 19701980 se observa o tendinta catre o diversitate a componentelor
interpretative” [1, p.21]%, Gheorghe Neaga si-a dedicat creatia unei formatii relativ moderne de

! Unele detalii despre Trio-ul pentru clarinet, vioara si pian se gisesc doar in KIETUHWY, E. Komnosumopu
Cosemcroti Mondasuu. Kuminues: Jluteparypa aptuctukd, 1987, p.238-239.
2 Aceasti traducere din limba rusd, precum si urmdtoarele, imi apartin.
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clarinet, vioara si pian. Desi nu exista imprimari ale Trio-ului, se pare ca o prima interpretare,
care a avut loc in Conservatorul chisinauian, i-a apartinut compozitorului, insotit de clarinetistul Eugen
Verbetchi si pianistul Victor Levinzon.?

»Lucrarea a fost dedicatd soldatilor din unititile muzicale” [2, p.238] ale fostei Uniuni a
Republicilor Sovietice Socialiste. Acest fapt nu stirbeste totusi din atitudinea academica a Iui Gheorghe
Neaga fatd de profilul ideatic si de procedeele de expunere si tratare a componentelor acestuia. Or,
conturul tematic este unul eterogen, influentat de cunoscuta melodie ostaseasca Ilouma Ilonesas, dar
inspirat si din afinitatile conjugate intre Rondo alla ingharese quasi un capriccio op.129 — subintitulat
de Beethoven Die Wut iiber den verlorenen Groschen — si cantecul popular Am un leu si vreu sa-| beu,
gasit si in varianta Mdi stejar frumos si verde.*

Asadar, ,.,compozitorul n-a gésit ceva condamnabil in imbinarea celor trei straturi si a creat o
lucrare ciclica mare” [2, p.238], In care suprapunerea sau alternarea temelor reprezentative sunt procedee
firesti in expunerea intregului continut. imprumutand in diferitd masurd elemente ritmico-melodice din
interiorul celor trei creatii-sursd, autorul devanseaza citarea si se Indeparteaza atat de mult de variantele
originale, Incit acestea devin doar eventuale componente ale unui puzzle.

Intr-o structura cvadripartita tipica pentru un ciclu sonato-simfonic, ,,partitura Trio-ului exercita
o atractie prin caracterul iesit din comun, ba chiar si excentric” [2, p.238]. Cele patru parti, desi aflate
din punct de vedere ideatic sub paravanul unui melanj al elementelor extrase din melodiile enumerate
mai sus, comporta totusi trasaturi diferite. Astfel, inlantuirea imaginilor si a starilor de spirit sugerate
prin formuldri muzicale structurale, facturale sau ritmico-melodice indica perseverenta neaghiana de a
accentua traditionalul contrast dintre miscari.

Prima parte — Allegretto scherzando — se gaseste intr-o forma de sonata polifonizata inca din
prima expunere tematicd a expozitiei (vezi Exemplul nr.1). Cu certitudine procedeele imitative —
expuneri directe si recurente, imitatii severe, libere ori in stretto insotite de o polifonie contrastanta si a
straturilor, de imbindri cat mai derivate provocate de contrapunctul mobil, de ostinato si microostinato
— sunt cele care Tmpiedica sectionarea exactd a compartimentelor structurii. Pe 1anga toate acestea,
elaborarea motivica aflatd sub autoritatea principiului varierii este metoda esentiala de realizare a
travaliului tematic 1n intreaga forma, intrucat expozitia si repriza nu arata prea diferit de compartimentul
dezvoltarii.

Exemplul nr.1:
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Din punct de vedere tematic, ciclul lui Gheorghe Neaga debuteazad cu elemente razlete din
melodia soldateasca Ilouma Ilonesas, observate atat in tema principald, cat si in cea secundara. Initial

3 Din memoriile fiicelor compozitorului.
4 Unele informatii in plus pot fi gasite si in KIETUHWY, E. Komnosumoper Cosemckoii Mondasuu. Kumuines:
Jlureparypa aptuctukd, 1987, p.238.

37



STUDIUL ARTELOR S§I CULTUROLOGIE: istorie, teorie, practica nr.1, 2019

intr-un contrast izbitor, apoi ca o continuare a scriiturii polifonizate (este adaugat contrapunctul triplu si
cvadruplu), melodia intervine si in partea a doua — Intermezzo scherzando. In cadrul formei tripartite
mari cu reprizd a acesteia nu doar ca s-ar gasi unele secvente melodice mai clare, ci mai mult,
compozitorul incearca sa le suprapund stratificat odata cu debuturile Rondo-ului beethovenian si al
cantecului popular, care, la o prima analiza ne aminteste mai mult de Rapsodia nr.1 a lui George Enescu.
Intr-o alta ordine de idei, compartimentele exterioare — A si A — cuprind aceste ultime doua teme, iar
in sectiunea mediana — B — mai sunt addugate si secventele melodico-ritmice tipic militaresti.
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Centrul liric al Trio-ului — Largo — contrasteaza cu celelalte trei parti printr-o scriitura

rarefiata, predominare a duratelor mari si a indicatiilor metrice de 3/2 si 4/2 dar si a ignorarii influentelor
tematice exterioare. Desi se gaseste intr-o formd asemanatoare cu cea din miscarea precedenta —
tripartitd mare cu repriza, aceasta rezida intr-o singura tema — A. Melodia secunda — un B conventional
nu se prezinta drept una individualizata, noul gasindu-se doar in formularile melodico-ritmice scurte ale
clarinetului si viorii suprapuse peste acelasi continut pianistic din A.

O ultima faza a osmozei celor trei teme se gaseste in partea a patra — Perpetuum mobile.
Suficient de redusa in comparatie cu primele trei miscari, in mod paradoxal, aceasta reprezintd tocmai
»cea mai dinamizatd etapa a dezvoltarii” [2, p.238] din Intreaga lucrare. Or, pe langéd polifonizarea
intensa a continutului muzical, Gheorghe Neaga intervine si asupra formularii ritmice, mai nou, sub
influentele ,ritmurilor de muzica usoara si jazz” [2, p.238]. lar daca duratele mari caracterizeaza centrul
liric al opusului, atunci duratele mici si foarte mici se gasesc anume in final. Toate cele trei melodii
suporta repetate parafrazari, ajungandu-se de la expuneri initiale prin patrimi si optimi la unele finale de
pani la treizecisidoimi. Intr-un sfarsit, compozitorul pune punct lucririi sale anume cu intonatiile din
inceputul cantecului Am un leu si vreu sa-1 beu, primul motiv fiind transfigurat ritmic si melodic, in timp
ce al doilea este expus in forma sa originala.

Exemplul nr.3:
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Incheind aceasta descriere succinti a desfasurarii dramaturgiei Trio-ului pentru clarinet, vioara
si pian, se poate evidentia faptul cd Gheorghe Neaga a incercat sd cuprindd un interval extins al
culturalitatii, atat in timp, cat si in spatiu: pornind de la Beethoven catre folclorul roméanesc, bineinteles
vizat prin Enescu si ajungand la céantecul ostasesc sovietic. lar prin intermediul procesului de
suprapuneri si, mai des, de inldntuiri tematici, compozitorul reuseste sa unifice intr-o anumita masura
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trei domenii muzicale — academic, militar si folcloric. Toate acestea se gasesc incorporate intr-un mod
firesc In contextul unor forme traditionale si continuturi intens polifonizate dedicate unei componente
timbrale moderne.

Spre deosebire de primul opus al genului, Trio-ul aparut in 2001 — in cazul caruia lipseste atat
imprimarea cat si o eventuald interpretare® — poate fi considerat un exemplu concludent al innoirilor
survenite Tn muzica sfarsitului de secol XX si inceputului de mileniu III. Desi se gaseste intr-o perioada
a tendintelor de ,.individualizare a ansamblurilor instrumentale” [1, p.24], creatia este consacratda de
aceasta data unei componente clasice de vioara, violoncel si pian, iar titlul este utilizat ,,doar pentru a
indica aspectul cantitativ al unitatii de interpretare si nu pentru a impune autorului careva obligatii
semantice sau de structurd” [1, p.26].

La fel ca si in cazul altor lucrari de camera ale sale aparute aproximativ in aceeasi perioada (un
alt exemplu potrivit ar putea fi Sonata pentru pian), Gheorghe Neaga abordeaza un plan semantic
abundent in elemente ritmico-melodice 1n perimetrul restrans al unei constructii arhitecturale mai putin
traditionale. Elaborata intr-o singurd miscare, de altfel dupa modelul monopartit lisztian, creatia se
prezinta ntr-o structura libera 1n care autorul ofera sporadic unele repere ale urmatoarelor forme:

- tripartitd cu repriza (sinteticd sau nu): aceasta se manifesta atat in schema generald a lucrarii,
cat si printre diferitele grupuri de sectiuni interioare;

- de rondo: celula tematica din debutul creatiei se regaseste periodic in Intreaga arhitecturd in
ideea perpetudrii unui refren sau chiar microrefren; aceasta constatare se mai refera si la
continuturile altor sectiuni care, desi sunt raspandite ulterior aproape haotic pe tot parcursul
Trio-ului, sugereaza careva déja-vu-uri;

- varianticd: numeroasele sectiuni ale structurii pot fi considerate variante integrate intr-un lant
transformational continuu;

- de sonata: cele doud elemente tematice din inceput (vezi Exemplul nr.4) apar pe parcursul
textului muzical fie expozitiv, fie in dezvoltare.

Exemplul nr.4:
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Intr-o altd ordine de idei, acest Trio pentru vioara, violoncel si pian este o dovada apreciabila a
orientarilor eclectice neaghiene, sub ale caror paravan compozitorul a incercat abordarea unor noi
parametri ai dramaturgiei muzicale. Or, in baza unui sir de principii de dezvoltare cromatica si polifonica
a fondului ideatic al creatiei, acesta a tins catre concilierea celor doua fete ale lui lanus, legand vechile
principii ale polifoniei liniare de o structura monopartita coplesita de formulari tematice a la Hindemith.
Mai mult, asupra intregii creatii planeaza ambiguitatea modala cu centrul pe do, majorul si minorul
gasindu-se intr-o stransa relatie In aproape orice element ritmico-melodic al continutului. Acest
procedeu ia sfarsit abia 1n ultima expunere tematicad din partida pianului, care nu este altceva decét o
formulare diminuata a primului element tematic dublat intr-un interval de cvintdecima.

> Din memoriile fiicelor compozitorului, a existat o tentativé esuatd de interpretare imediat dupa aparitia lucrarii.
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pentru clarinet, vioara si pian — cuprinsul temelor expuse pe o factura predominant polifonica sugereaza
o oscilare a autorului intre pastrarea unor concepte compozitionale si dramaturgice clasice si Insusirea
altor principii specifice pentru muzica moderna, atunci Trio-ul pentru vioara, violoncel si pian reprezinta
in sine un argument convingator asupra tendintelor compozitorului spre aspecte innoitoare ale muzicii,

Exemplul nr.5:

pppppp

G-
’\ 1)

R T - ] ,
o e i
" 7ty Y 1 T ot 1 P | 1 1
b, =4 1 L] 1 ¥
~J

: =
.. e I3 g ¥
G i e b

S

b
J

tratarile inovative mai ales de nivel dramaturgic fiind substantiale.

N
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Intr-un final, elaborind aceste schite de analizi elementard a desfasuririi dramaturgice si
compozitionale — care pot constitui, de altfel, un punct de plecare in cazul unor cercetari exhaustive
asupra genului, in repertoriul instrumental de camera al compozitorului Gheorghe Neaga — se poate
conchide asupra caracterului polar al celor doua opusuri. Daca in cazul primului dintre acestea — Trio
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MY3BbIKAJIBHO-APAMATYPI'HYECKASA U CEMAHTUYECKASA KOHUOEIIIA
SJETHYECKOH ITOAMBIT. YOBAHY

CONCEPTUL MUZICAL-DRAMATURGIC SI SEMANTIC
AL POEMULUI ELEGIAC DE GHENADIE CIOBANU

MUSICAL-DRAMATURGICAL AND SEMANTIC CONCEPT
OF THE ELEGIAC POEM BY GHENADIE CIOBANU

IRINA CIOBANU-SUHOMLIN,
doctor, profesor universitar,
Academia de Muzica, Teatru si Arte Plastice

CZU 785.11.04(478)

B cmamve ananusupyemcs «Dnecuveckass nosma» u3 60KATbHO-CUMPOHUYecKo2o yukia «llo
npoumenuuy (,, Aprés Une Lecture”) I'. Yobany na cmuxu B. Mames ¢ mouku 3peHusi ceManmuieckux Kaiecme
UBOPAHHO20 NOIMUYECKO20 UCHOYHUKA U XAPAKMEPA 3aUMOCESI3U MY3bIKU U NOI3UU, HA KOMOPOU OCHOBbLEAEMCSL
My3bIKanbHas — opamamypeust npouszeedenus. Ilpednacaemcst  eblcmpoums — MY3bIKALIbHO-MEOPEMUUECKYIO
uHmepnpemayuio NOIMbl, KOPPEIUPYs. My3blKaLbHYIO IKCAPECCUIO €20 UHMOHAYUOHHOU U TA0060U OP2aAHU3AYUL,
GakmypHo-membposo2o pewienusi, KOMROZUYUOHHO-MEXHULECKUX NpUemMos u Gopmvl 8 yeiom ¢ o6pazno-
CEMAHMUYECKUMU  CPeOCMEAMU  NOIMUUECKUX CMPOK. A6mop npuxooum K 6bl600Y, HYMO MY3bIKAIbHO-
Opamamypeuyeckas KOHYenyus Npou3eeOeHuUss He O02PAHUYUBAEMCs nepeoayetl dSMOYull U Yyecme NoI3ul,
KOMRO3UMOP 8biCMPausaem 60ojee CroACHyI0, KpOCC-8PEMEHHYI0 U NOAULTOCCHYIO KOHYENYUIO.

Kniouegvle cnoga: my3uikaivbHO-OpamMamypeudeckas KOHYenyus, CeMAHmuKd, nod3us U MY3biKd,
B0KAILHO-CUMDPOHUYECKOE npousgedenue, YUK, NoIMd

In articol este analizat ,,Poemul elegiac” din ciclul vocal-simfonic ,, Aprés Une Lecture” de Gh. Ciobanu
pe versuri de V. Matei, din punctul de vedere al calitatilor semantice ale sursei poetice alese si al naturii relatiei
dintre muzica §i poezie pe care se bazeazd dramaturgia muzicald a operei. Se propune construirea unei
interpretari muzical-teoretice a poemului, prin corelarea expresiei muzicale a organizarii sale modale si
intonationale, a solutiilor texturale si timbrale, a tehnicii compozitionale si a formei in general, cu mijloace
semantic-imagistice ale liniilor poetice. Autorul ajunge la concluzia, ca conceptul muzical-dramatic al operei nu
se limiteaza la transferul emotiilor si sentimentelor ce se contin in poezie, Ci compozitorul construieste un concept
mai complex, cross-temporal si poliglosic.

Cuvinte-cheie: conceptul musical-dramatic, semantica, muzica si poezie, lucrare vocal-simfonica, ciclu,
poem

The article analyses the “Elegiac Poem” from the vocal-symphonic cycle “After Reading” (“Apres Une
Lecture”) by Gh. Ciobanu on the verses by V. Matei in terms of the semantic qualities of the chosen poetic source
and the nature of the relationship between music and poetry on which the musical dramaturgy of the work is based.
We propose constructing a musical-theoretical interpretation of the poem, correlating the musical expression of
its intonation and modal organization, the textural and timbral solutions, compositional techniques and forms in
general with the image and semantic means of the poetic lines. The author concludes that the musical-dramatic
concept of the work is not limited to rendering the emotions and feelings of poetry, the composer builds a more
complex, cross-temporal and polyglossic concept.

Keywords: musical-dramaturgic concept, semantics, poetry and music, vocal-symphonic work, cycle,
poem

Onezuueckas nosma (2016) ans GapuToHa C OPKECTPOM M3 MPOAOJIKAIOLIETOCS BOKAJIBHOTO
mukna 1o npoumenuu (Aprés Une Lecture) — cpaBHUTENBbHOE HOBOE counHeHue [ ennaaus Yobany.
KomnosuTop 3agymail U yxe BOIUIOTHII CBOIO MJICI0 B HECKOJIBKHMX YacTAX 3TOT0 OOCIIAIOIIEro ObITh
MacIITaOHBIM BOKaJIbHO-CUM(OHUYECKOTO TBOPEHUsS] Ha CTUXU COBPEMEHHBIX PYMBIHCKHX MOJTOB,
Ka)Iblii pa3 U30Upasi HOBOTO aBTOpa U HOBYIO KHHUTY CTHXOB JJISi CBOETO MY3BIKaJbHOTO MPOYTEHHSI.
ABTOpPOM MOATHUYECKUX CTPOK B Dnecuueckol noame ctan Banepuit MaTeil — mMpoKo nevaTaromunics
MO3T, MyONIUYHAsK MEPCOHA, U3BECTHASI CBOCH aKTUBHOM OOIIECTBEHHOW MO3MLHUEH, TaJaHT KOTOPOTO
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CTIOJIHA PACKPBUICSA B CTUXOTBOpHOU automoruu Cruciada balcanica [1] (Bamxanckuii kpecmosbiii
noxo0 — 37eCh U Jajee MEpPeBOJ MOITUUYECKUX HA3BaHWM, BBICKA3bIBAHMH KOMIIO3UTOpPA U T.I. C
PYMBIHCKOTO SI3bIKa Ha PyCCKUI MpUHAIIEXHUT aBTopy ctatbl — M. Y.-C.). IMEeHHO U3 CTHXOB 3TOTO
nostryeckoro coopuuka I'. Hobany oToOpain oTaenbHbIE CTPOKH, CKOMITMIMPOBAHHBIE 3aTEM B €IMHBIT
TEKCT, TIOJI0KEHHBII B OCHOBY MY3BIKaIbHOTO TIPOU3BEACHHS.

[To 3ampIcly KOMIIO3MTOpA, BOKAIbHO-CUM(OHHYECKHH LUK [lo npoumenuu JOIKEH
BOIUIOTUTD Pa3IMYHbIE B3aUMOCBSI3U MEXKIY MY3BIKaJIbHBIM U JIMTEPATypHBIM TEKCTaMHU, MY3bIKE MPH
9TOM OTBOJUTCS POJIb «AKIEHTYallu! U SMOLMOHAIBLHOTO TOTIOTHEHNSI CEMAaHTUYECKHUX BAJIEHTHOCTEN
no33um» [2]. Ycxoas u3 3Tol TBOPUECKOH YCTAHOBKH, IIENIbIO TaHHOW CTAaThbU SIBISETCS BBISBICHUE
0cOOEHHOCTEH MY3bIKaJIbHO-APAaMaTypPru4eCKOd KOHLUEHLHUH Jre2uyeckoli nodmul, B TOM 4YUCIIE —
CEMaHTHUYECKMX KayeCcTB M30paHHOTO IOA3TUYECKOTO MCTOYHHKA U XapakTepa B3aUMOCBS3H
MY3BIKaIBHOTO U TIO3TUYECKOTO PAIOB, COOCTBEHHO MY3BIKaIbHOM ApamMaTypruu MPOU3BEACHUS.

HecomHEeHHO, OJHON M3 KOHCTAaHT 33yMAaHHOTO KOMIIO3HTOPOM IIMKJIA CTAHOBUTCS IOUCK
pa3HooOpa3us B MOAX0AE K TOATUIECKOMY CJIOBY, OOJICUEHUS €T0 B Pa3IMYHbIC MY3bIKAIbHBIE (POPMBIL.
Otcrona My3bIKaJIbHAs aCCOMATHUBHOCTD Y aJUTFO3UH, BIIOTH O MPUBICYECHHS BarHEPOBCKOW LIUTATHI,
— B OJHOM cirydae [3], ¥ MEXaHUCTHYHOCTh PATa MPH MOATHIECKOM MHOTOCIIOBHH — B JpyroM [4],
ucnonb3oBaHabie . YobaHy mpu TpakTOBKE MOCTMOACPHHUCTCKOW mod3uu J. [amaiiky-IlayHa. Dtn
BBIPA3UTEIBHBIE CPEACTBA W  KOMIIO3HLIMOHHBIE TPUEMBI CIY)KaT PAa3HBIM  MY3BIKaIbHO-
JIpaMaTyprudeckuM KOHLIEMIUSM — TOJUCTHIMCTUYECKOH B [1ocmmo0epHucmeKol noome u Kpoce-
KyJIbTYPHOH, C TPUBHUBKOW D3JIEMEHTa MaccOBOH KyJlbTypel — B Pan-nosme. T. e. oOpasHo-
SMOLMOHAIBHBIT MHUP CTUXOTBOPHOTO HMCTOYHHMKA (B KOTOPOM, HaiO HPU3HATh, HET YCTOWYIMBBHIX
00pa3oB), CO3JaHHBI C TMOMOIIBI0 KOHKPETHBIX XYIOKECTBEHHBIX MPUEMOB, OKAa3bIBACTCS JIHIIb
OTIIPAaBHON TOYKOW JII CBOOOTHOTO TOJIETa TBOPUYECKON (haHTa3MHM KOMIIO3UTOPA, KOTOPEIH, OTHAKO,
YYTKO OTHOCHUTCS K CEMaHTHUKE CIJIOB M JIEKCHUECKHX KOHCTPYKUHMH, pacimupss ee, HHOTJa
napagoKCcalbHO, B My3bIKaJIbHOM CMEICTIE. B Apyrux ciryyasx oH mposBIseT 0co00e BHUMaHKE K 001Iei
SMOLMOHAIBHON OKPAIIEHHOCTH U JSKCIPECCHBHOCTH TEKCTOB, YKPBITHIX 0oJiee NPO3pauHbIMHU
CEeMaHTHUYECKMMH TOKpoBaMH. B mobom cnywae, pe3ylbTaT MY3BIKAIBHOIO NPOYTEHHS [MO33UU
KOMITO3UTOPOM B IIMKJIE HE CBOANTCS K MIUTIOCTPALIMY WM MTOCIIEA0BATEIEHOMY KOMMEHTAPHUIO CTHXA,
aneyuupysi K 0oJiee CIOXKHBIM YpPOBHSIM BOCTPHSTHST U TpeOys Oosiee TIyOOKOTO MOHMMAaHHSI
MY3BIKJIbHOM KOHIENIIMYA TPOU3BEICHHUS.

Co3maHHbIE U YCHELIHO UCTIONHEHHBIE, BCE TP YaCTH LUKIA — [locmMo0epHucmeKas nosma
(Poem postmodern), Pon-nosma (Poem-rap) wu Oneeuueckas noosma (Poem elegiac) —
MIPOIEMOHCTPUPOBAJIHN, YTO B BbIOOpe cTuxoTBOpeHuid I'. HobaHy He MposSBUII CBOMX NMPEANOYTEHHH,
MIPHUJIEP>KUBASICH KAKOTO-TO OJTHOTO MO3TUYECKOTO CTHIIA, )KaHpa WK HarnpasieHusa. OnHako, 3aMeTHO,
YTO KOMIIO3UTOpPA, HECOMHEHHO, NMPHUBJIEKAeT HE IMPOCTO COBPEMEHHAs, HO aKTyalbHas MO33UA, C
MPUCYLIMMH € KayeCcTBaMH MHOTOMEPHOCTH ITPOCTPAHCTB, TUCKPETHOCTH CO3HAHMS, OECKOHEYHOCTH,
MOOUIBHOCTH M CIIOHTAHHOCTH 00pa3oB.

«Uuras ctuxu M3 KHUTU barkauckuil kpecmoswiti noxood, s OOHApYKWJI 4yBCTBUTEIBHYIO
MT033HI0, CTOJIb )K€ AJIETHYHYI0, CKOJIb M JPaMaTHYHYI0», — AEIUTCS BIIEUATICHUSIMHI KOMITO3UTOD [2].
(B mapoHMMHYECKMX Tapax 3JETUYECKHH — DJIETWYHBIA W ApaMaTHUYeCKUd — IpaMaTU9HBIN IS
aBTOpa My3bIKH, HECOMHEHHO, BayKHA HE POI0Bas IPUHAJIEIKHOCTD JINPUKE UITH ApaMe, a UyBCTBEHHAA
CTOpPOHA, a B Nape YyBCTBEHHBI — YYBCTBUTEJIBHBI HMMEET 3HAUEHHE Kak oOllee 4yBCTBEHHOE
BOCHPUATHE MHpPA, TaK U MMOBBIIIEHO-3MOLMOHAIBHAS PEAKIM, BIEYATIUTENBHOCTD, B JAHHOM CIIy4yae
— T03Ta).

B ocHOBY O3THYECKOTO TeKCTa Decuteckoll noIMbl TIOJI0KEHBI (PPArMEHTHI CIEAYIONINX TT03M
B. Marest: Buoenue vz xuuru HMepa cruos, B ympennem mymane u3 coopHuka 3amopckas 36e30a, l[lecus
n3 Cuepmo 3enona, a Takxe /[otina, COYMHEHHAS ¥ UCTTOTHEHHAS TIOATOM. XOTS CTPOKH TO3THIECKOM
KOMITHJISIIIAW JUTSE MY3bIKQJTIbHOTO MPOU3BEICHUS WICHTH(OUIIMPOBAHBI, BCE K€, HA HAIll B3TJISII, €ro
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MY3BIKAIBHBINA Psifl CIeyeT OLIEHUBATh ¢ OoJiee MIMPOKUX MO3MLMH, KaK BOIJIOMICHUE MOITHYECKOTO
MOCJIEBKYCHSI OT IPOUYTEHUs Bcel anToaoruu B. Marest.

OO6pa3zHbIif MUp, CO3AaBaeMblil H30PAaHHBIMHU MMOATHYECKUMH CTPOKaMH, GOPMUpPYETCS WHAYE,
YeM B JIByX NPEABIIYLINX CTUXOTBOpeHHAX, oToOpanHbIX ['. Yobany mis cBoero mukia. B Tekcre
Onecuueckoll noImbl, TPOHU3AHHOM OHTOJIOTHYECKOW pedieKCHel, BBIICTSIIOTCS OT/AENbHbIC
yCTOMUMBBIE 00pa3bl — CTapoe BOCIIOMHHAHKE, IPYyTUE MPOCTPAHCTBA, YTPEHHUH TyMaH, celoH Jec,
KOTOpBIE, OTHOCSTCS HE K OOBIYHOMY, COOBITHHHOMY IUIaHy, a aleUIMPYIOT K YyBCTBEHHOMY
BOCTIpUSATHIO. B cTUX0TBOpHOM Habope MaJio TIaroiioB, IepeaaroInX ABIKEHNE U aKTHBHOE JICCTBHE,
UMCEIOIIMeCs TEepeAaloT CKOpee COCTOSHHE U BICUATIICHHS: «KacaroCch», «OCTAaHOBUIIACHY,
«OTKpBIBAIOTCSA», «ucuezator» u T.1. Co3maercs OMIylIeHne 3bI0KOCTH, TAaWHCTBEHHOCTH,
NPEAYyBCTBUS, MPEABOCXUIICHUS YETO-TO 3HAYUTEIBHOTO, YTO M MPUBJICKIO KOMIIO3UTOPA, MO €ro
COOCTBEHHOMY MPU3HAHHMIO.

My3bIKambHO-ApaMaTyprudeckasl KOHIEIIHS JDie2udeckoll no9Mbl CTPOUTCS BOKPYT OIHOTO
CHUHTETHYECKOTO, MY3bIKaJIbHO-IIOITHUECKOT0 00pa3a, KOTOPBIH SBISIET Lelbli MUP B TPOU3BEICHUN

I'. Yobany — QONBKIOPHON MOWHBI KaK TWPOTOTHIIA MEJOIUHM, HWCIOIHAEMOW TOJOCOM |
XYJOXKECTBCHHBIM CBHCTOM caMHM mo3ToM — Banepuem Mateem. (Bonee TouHOe >kaHpOBOE
ompeJiesieHNe My3bIKalbHOTO 00pasma, Mo 3aMEYaHdui0 KOMIIO3WTOpa, — cdntec doinit —

JoHOOOpa3Hast miecHs). JIOWHBI ¢ JaHHBIM IMO3THYECKHM TEKCTOM HET B AHTOJNOTHH baiKkaHCKuil
Kpecmogbvlii noxoo, ee TMosiBlicHue B [loome — 3TO IO TBOPUECKOTO BOOOPaKEHUSI KOMIIO3UTODA,
KOTOPBIH, OJJHAKO, IPOSICHSAET U OCBELIAET BECh KOHLIEIIMOHHBIA 3aMbICENl My3bIKaJIbHOI'O COUNHEHNS,
BBICTYyIIasi CBOEGOOPA3HBIM KJIFOYOM K IOHMMAHHIO €ro 00pa3HO-3MoLMOHalbHOro mupa. I'. Hobany
oOpamiaercsi K coJepKaTellbHOMY MOTEHIUATY JIHPHUYECKONW MPOTSHKHOW JOWHBI KakK CHUMBOJIA,
OJIMLIETBOPSIIOIIEI0 B CEMAHTHYECKOM CMBICIIE I€4aib, OJWHOYECTBO U MOKOPHOCThH IEPEHd JIULIOM
Cyas0bl. B mIOHMMaHUM KOMITO3UTOpa AOHHA — «3TO BBIPAKEHHE UCKOHHOW (IpeBHEW, N3HAYAIBHOMN)
TOCKM» [2], mepeqaBaeMoil TPYJIHO MEPEBOAUMBIM Ha JPYTUE SI3BIKM PYMBIHCKUM CJIOBOM dOr Kak
BBIP@KEHHE CHJIBHOTO JAYIIEBHOI'O COCTOSIHMS, YyBCTBa JyIIEBHOro crpaganus. OpHo U3
MHOTOYHCIICHHBIX JeQUHHUIINI 3TOr0 eMKOr0 MOHSTHS, COTIIACHO PYMBIHCKOMY TOJIKOBOMY CJIOBapIo,
COOTBETCTBYET OINPEEJICHHUIO Iernyeckuil (anernyeckum odpaszom) [5]. IlpeononeBas uckymenue B
OuepeHON pa3 MHTEPNPETUPOBATH ATH IMOHSITHA, CTABIINE CHMBOJIAMU PYMBIHCKOM TpaJWIIMOHHON
KYJIbTYPBI, OTPaHMYMMCSl YKa3aHHEM Ha (pakT HCIIONB30BaHUS B TEKCTE M JIPYTHX CXOXKHX 00pa3os,
HaIpHUMep, Jieca Kak CUMBOJIA Me4all, MeJIaHXOJIMH, HECOBIBIINXCSA HAAEK] B IUPHUECKON 033U M.
OMUHECKY.

Kommnoszutop ycnpiman B no33un B. Matess HHKpYCTHPOBaHHBIE 3IEMEHTBI, KOPPEIHUPYIOIINE C
00pa3HbIM cTpoeM AoWHBI. COeTMHUB CTPOKH Pa3HBIX CTUXOTBOPEHUH IS CBOEH Diecuueckoli noambl,
OH TIOBBICWJI MX KOHIEHTpAIMIO, MPeABapss TeM CAMbIM MOSBIEHHE IOWHBI B KyJIbMHHAIMOHHOM
NYHKTE MpousBeneHus. HMHkopnopupoBaHue ogHoro u3 o0ObekroB B Choucke IIeneBpoB
HEMaTepHAIBHOTO KYJIBTYpPHOT0 Hacuenus yenoBedectra mo Bepcuu FOHECKO — pyMBIHCKO# TOMHBI,
— B LEJIbHYI, YCTOMYMBYI0O M 3aKOHUYEHHYIO MY3BIKaJIbHO-ApPaMaTypru4eckylo KOHCTPYKLHUIO
Dnezuneckoti n0OIMbl IPUAAET COUNHEHUIO MHOM, BO3BBIIICHHBIH, TPAHCIICHICHTHBIN MacITad, CIIOBHO
NPUMUPSIS YelloBeueckoe ObITHE U MeTaQU3MUECKIe U3MEPEHHSI, BO3OOHOBIISIS CBS3b MEXKIY MPOIILIHIM
1 HACTOSIIIIUM, MaKPOKOCMOCOM U MUKPOKOCMOCOM.

MeTtoibl ¥ CpelcTBa MYy3BIKAIbHOM peanu3anuu SToH (WIOCOPCKOW MO CBOCH CYTH
MY3BIKQIbHO-APaMaTypru4ecKO KOHLENIMH OOHapY)KMBAalOT HE MEHEe CTPOHHYI0 MY3BIKaJIbHYIO
OpraHM3alMI0 TPOU3BEACHUS, B KOTOPOH NOWHE OTBOAMTCA KIIIOUEBAs POJb OJHOIO M3 F€HEPATOPOB
MY3BIKQJIFHOTO MaTepraia.

C omHOW CTOPOHBI, WM3BECTHO, YTO IPQPEKT CO3EpLUAHUs HEPENKO OCTUTACTCS TaKHUMH
Cpe/ICTBaMH KakK JUIMTENILHO BBIIEPKUBAcMasi OCTUHATHOCTh, YCTOWYMBBIA THI (DaKTYphl, MEIOUKA
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BpalllaTeIbHOTO THIA, pETyJsApHas MOHOTOHHAs pUTMHYECKas NyJbcalldsd, IHUKIANYHOCTh B
MIPOTUBOIIONIOKHOCTh TTOCTYNATENFHOCTH PAa3BUTHA W T. M., a TaKKe — MY3bIKaIbHBIE (OPMBI C
MOBTOpPeHHEM (pempu3Hble, BapwanuoHHbE) [6, ¢.96—-100]. C papyroif CTOpPOHBI, W3BECTHAs
putMHYeckas cBoOoza J0iH B MaHepe rubato, mo3Bosistomas CKOHIIGHTPUPOBATHCS Ha MY3bIKAIbHON
JKCIIPECCHH, BAPHAHTHOCTH HEOONBIIOTO YHCIa KPATKUX MENOAMYECKUX IIIEMEHTOB, TPaHAYAINAs C
WMIIPOBU3ALMOHHOCTBIO, OPHAMEHTHKA, OoraTtas laJoBas OCHOBa C HCIOJb30BAHHEM TEMHOIUKU
MOBBILIAIOT YPOBEHB 3TOH IKCIIPECCHH.

My3BIKaIbHOE TMPOYTEHHE MOITUYECKOTO TEKCTa (OTHOIICHWS CIOBO — MY3bIKa) BITOJTHE
TPaJAULIMOHHO, KOMIIO3UTOP CTPOTO CJIENYET €r0 pPUTMUYECKONH OpraHU3allMy B BUJIE YETHIPEXCIOKHON
CTOIITBI C aKI[EHTOM Ha BTOPOM CJIOT€ — BTOPOii TeoH “—* * +_+ '_* COOTBETCTBYIOIEE €My My3bIKAIIbHOE
oopmienue Texcta B 1 paszmene — 3aTakTHBI MOTUB B TPEXJIOJbHOM pasmepe 3/2. B manbHelem
pUTMHKA CTHXa MOXET MEHATHCSA, KaK H MY3BIKaJbHBI METPOPUTM, OJHAKO Ojarogaps
MPENMYIIECTBEHHO CHILTAONYEeCKOl MY3BIKATbHO-TEKCTOBON OpTraHM3alliy, IMO3BOJISIONIEH CIET0BATh
3a aKLIEHTaMH CTUXa, B MEJIOJUU BO3HUKAET TECHAs CBA3b MY3BIKH CO CIOBOM. J1Ji BCEX MY3BIKAJIbHBIX
(hpa3 xapakTepeH 3aTaKkT, COOTBETCTBYIOIINIA OJTHOCIOKHOW aHaKpy3e, a TaKKe KPYIHbBIE, TIABHBIM
00pa3oM YeThIpeXIONbHBIE CTOMBL JIMIIP OMHAXKIBI, B TISITOM pasfene, KOMIIO3UTOP J00aBMII
MOBTOPEHHUE OJTHOTO CJIora B CJIOBE M 3aliepXall OKOHYaHWe ()pa3bl HAa CHHKOIE, CIIErKa HapyIluB
aKIEeHTHI cTHxa (T1.287-289).

[lepBriit paznmen Onecuueckoti nodmvl OTKPHIBAETCA THXOM OpPKECTPOBOM 3BYYHOCTBIO,
KOPPECTIOHIUPYIOIIEH XapakTepy, 0003HaUeHHOMY aBTOPCKOW peMapKoii trasognato — medraTrensHo,
3aBopoxeHHo. [Ipo3paunas ¢akrypa rerepodoHHOTO cloXKeHUs! GOPMUpPYETCS U3 KPATKUX MOTHBOB
OT/ICNbHBIX JICPEBSHHBIX JyXOBBIX, IYOJMPOBAaHHBIX pa3jielieHHbIMH cTpyHHBIMEH (diVisi) wu
BUOpapOHOM C KOJOKOJIHUYMKAMH, CIIOBHO TOBHCAIONINX B BO3AyXE Ha IMENAISIX, MOKOSIIUXCA Ha
MPOYHOM OCHOBAaHUM — JUTUTEIIHLHO BBIICPKUBAEMOM nieany H BromoHvesnei.

B WHTOHAaNMOHHOM CMBICIE B TEPBHIX ISTH TaKTaX OPKECTPOBOM (akTypbl HaMeEUaloTCs
OCHOBHBIC 3JIEMEHTHI ONPEACIICHHOTO HHTEPBAILHOTO CTPOCHHS: TMapa CEeKyH], CMEIIAIoIUXCs Ha
MOJIYTOH, MpPEBEIAoIUX OyayIIyl0 XpOMaTH3alfi0, PENeTUIIMH OJHOTO 3ByKa y (OpTENHaHo ¢
(rieiToil MWUKKOJIO W MenoAudeckas QopMmylia HUCXOASMIEH KamMOuaThl (HEAKKOPAOBBIH 3BYK
HAYaBILIErOCs HUCXOMSIIETO ABMXKEHHS, MOCIE KOTOPOTrO CIeAyeT HUCXOJSIIMHA TEePIOBbI CKAaYOK C
3allOJIHEHWEM IIyTeM BO3BpAIleHHs K TMPOIYyIIEHHOMY 3BYKYy) y IIepBOro KkiapHera. Bce atu
WHTOHAIMOHHBIE EAWHUILI O(QOPMIIEHBI B BHUAE YETHIPEX3BYUHBIX ITOBTOPSIOMIMXCA (POPMYIT
mectHaauaTbiMi. OTIMYaeTcsl OT HUX TOJNBKO TJIMCCaHIIO BTOPBIX CKPHIIOK B Juanazone 0.7 —
YMEHBIIIEHHOW OKTaBbl. OIMCaHHBIE AJIEMEHTHI, PacCHITaHHbIE B (DaKType, HOCAT (PUTypaIriiOHHBINA
MEJIOJIMYECKU I XapaKTep.

B T.6 cpmemana mombITKa mpuAath OoJibIle BECOMOCTH HOBOMY JHATOHHYECKOMY
(HeXpoMaTH3MpPOBAaHHOMY) BapHaHTy M3BWJIMCTOW, BOCXOMSIIE-HUCXO/AIICH YeThIPEX3BYyJHOM
($hopMyJibl, HAJICTUB €€ YKPYITHCHHONH PUTMHUKOW MOJIOBUHHBIX C TOYKOM M 4YeTBepTel B pasmepe 3/2.
OpHAaKo 3BYYHT OHA MO-TIPEKHEMY OOJIETYSHHO M3-32 MPOO0JIKAIOIIET0Cs TeTepOPOHHOTO pa3aeIeHIs
U TOCJEIYIOUIer0 HACIOCHUS! OTHENbHBIX 3BYKOBBIX TOYEK M AyOnupyrommx nexpaied. biaaromaps
3aCTHIBAHMIO 3BYKOB Ha MeNaisx Ha (OHE JPYrHX, BBIICPKAHHBIX Ieianeil GOpMUPYIOTCS THXHE
JHMCCOHMPYIOIME KJIacTepbl B BEPXHEM, BO3AYLIHOM JHara3oHe 3By4aHHs y ckpurok divisi u aByx
¢neitr. OtaenbHBIE MENKHE WHTOHAIMOHHBIE COOBITHS, KOTOpPbIE TPOHWCXOIAT B OMNHMCAHHOW
OPKECTPOBOM reTepo)OHNH A0 BCTYIUICHUS COIHMCTA, COXPAHSIOT CEKYHJOBO-TEPLOBYIO HHTEPBAILHYIO
OCHOBY, 3asIBICHHYIO C CaMOro Hadaina mpousBeneHus. Haubomee 3anmomuHaromuiics o0IMK U3 BCEX
3THX JJIEMEHTOB — Y YEThIPEX3BYYHOU QOPMYIIBI KAMOHATHI, KOTOpAsi IOBTOPSIETCS] HEOTHOKPATHO B
MIEPBOHAYAIILHOM BHJIE U Ha TOM K€ BBICOTE B NAPTUH NIEPBOTO KJIAPHETA.

CexyHI0BO-TEPIIOBBII KOMITIEKC B OOPMIICHHH OTHOCHUTENILHO KPYIHBIX UIUTEILHOCTEH —
YEeTBEPTEH 1 MOJOBUHHBIX C TOYKOW — IMOSBISIETCS B TEMAaTHUECKOM 3HAYEHHUH B ITAPTHH BCTYTHBIIETO
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conucTa. 3/eCh HE TOJIKO SKCHOHHUPYETCS KIO4eBas HHTOHALMS Orecuy B BHJAC ONpENEICHHON
pUTMO(OPMYJIBI, HO M HAMEYAIOTCSl BaKHEHIIE IPUEMBI €€ Pa3BUTHA. YKE B IIEPBOM IPEATIOKCHUU
HavyaabHbIA UCXOIHBIA MOTHUB, IIPECTABIISAIONINI COO0 TEPIIOBO-CEKYHIOBBIN yIOp B 3BYK O, HaUWHAET
pacupsThes, 00pa3ysi MeNoIUUEcKyto GopMmyly kamOuatsl. Bo BTOpoM NpennoXeHWH CEeKBEHTHO-
MIOBTOPHOT'O TIEPHOAA, KOTOPBII COOTBETCTBYET IEPBBIM IBYM CTPOKAaM TEKCTa, BAPHAHT CEKYHIOBO-
TepLOBO pUTMO(OPMYJIIBI KAMOHATHI XPOMATU3UPYETCS U CEKBEHIIUPYETCS B HUCXOASIIEM JIBUKCHUH,
BBIIIPSIMIISISICH BO BTOPOM 3BeHE. TeM caMbIM IOUTH OKTaBHOE MPOCTPAHCTBO C LIeHTpoM O pa3OuBaercs
Ha JIBa CerMEHTa: MEpBbIi — MEXAy HIDKHEH Tepuueil h—d, 3amonmHseTcs mperMyIIecTBEHHO B
BOCXOJISIIIIEM HarpaBjieHHH Onaronapsi BBOAHOTOHOBOCTH (@is—h, Cis—d). Bropoii — mexay BepxHeit
KBHHTO# M LICHTPAJIbHBIM TOHOM a—0, — Ha000pOT, B HUCXOAAIIEM, ITyTeM OyKBaJIBHO CIIOJI3AIOIIEH 110
MaJIBIM CEKYHAaM M3BHIIUCTON MEJIOINIECKON JINHHUH.

OxpyXaiolipe MEIOJUI0 COJIMCTa HWHCTPYMEHTAIBHBIE To0Jl0ca MPO3pavyHOH  (aKkTyphl
00pa3yloTcs Ha OCHOBE TOrO )K€ TE€PLIOBO-CEKYHAOBOI'O MHTEPBAIBHOI'O KOMIUIEKCA, HHTOHAIIMOHHO
OCMBICJICHHOI'O KaK IIOCTOSIHHO BapbHPYEMBIC MW CEKBCHTHO IIEPEMCHIACMBIC UYCTBIPCX3BYYHBIC
¢dhopMyIBl KaMOMATHl THOO MHOTOKPATHO ITOBTOPEHHEIE, TpeJIeoOpasHble, ABY3BYUYHBIE CEKYHIOBEIE,
6narozxap51 myjJbCallyi INECTHAAUATBIX OTIUYAOMHUCCIA B PUTMHUYCCKOM OTHOUICHUM OT IIapTHU
OapuToHa.

B (dakTypHOM OTHOIIEHHMM WHCTPYMEHTAIbHOE COIPOBOXAECHHE BTOPOrO NPEATIOKEHUS
MpeJICTaBIsIeT co00H oOpasel rerepodoHun Oaronapst Jy0JupoOBKaM OCHOBHOT'O MOTHBa — KaMOHUAaThI
[IECTHAAATBIMU, IIOBHCAIOIIEI0 Ha PAa3HOBPEMEHHO (OpPMHUPYIOLIMXCS mefanix. JIuTerapHo
BBIZICP)KHBaEMasl Te/[ajlb BHOJIOHYEH TepemeniaeTcs Ha 3Byk d. Xiéctkoe opkectpoBoe tutti B Buze
3aCTBIBIIECTO aKKOPJa U3 JIBYX YHCTHIX KBUHT Ha PAacCTOSHHUU CEKyHIIbI B KpaiiHux peructpax (F-C u
d’-a% ¢ Gompmoii Tepumeii B mentpe (€'-gis') MapKMpyeT IpaHHIy MeXIy IepBEIM H BTOPHIM
paszaenamu.

Crenyromuii KOHTPAcTHBIH paszzmen ¢ o0o3HaueHueM wmerponoma .~100 B pasmepe 2/4

BOILIONIaeT 00Opa3 yerkoro (pemapka leggero) mBmkeHus: Ha (OHE KBApTO-KBUHTOBOW II€Iaiin
BUOJIOHYEJIEH € aJbTaMH M KOHTPa0acoB ABMXKYTCS ABA CIUIOIIHBIX (PUTypPAMOHHBIX IJIACTa B BBICOKOM
peructpe. IlepBeie HeThIpe MyJbTa MEPBBIX CKPHUIIOK, MyOJMPOBAHHBIE MOOYEPEAHO BCTYMAIONIMMHU
¢nefiTaMy, UCHOJHAIOT CEKYHAOBO-TEPLOBYIO HUCXOISIIYIO YETHIPEX3BYUHYIO (opMmyiy (Tepuusi B
obpameHun JIByX pasHbIX cekyHjy — d°-des’-c’-as’-ges?), BbUMBaIONIyIOCS B JUIMTENHHOE
TpeneoOpa3Hoe TPOJOIDKEHHE C 3aBEpIICHHEM TEeM K€ CEKYHIIOBO-TEPIIOBBIM BOCXOJSIIMM
4eThIPEX3ByUHeM. BTOpoil miacT, MpeAcTaBIeHHbIH BTOphIMU cKpunkamu diVisi, TyOaupoBaHHBIX
YepeAyIIIUMICSI B TOW € MaHepe TepBBIM W BTOPBIM KIApHETaMH, O3BYYHMBAIOT TaKKe
YeTBIPEX3BYUHYI0, HO yiKe BOCXOJIAMLYI0 GUrypy B o6beme yM. 4 ¢ 6.3 B 1leHTpe U M.2 1O KpasM — C>—
des?—es?fes?, moBTOpsIeMyI0 OCTHHATHO HA MPOTSKEHHH 0OMIbIIeil uacTu paszena (T1.40-74).

OOmiee BrievaTieHUe MHOTOCIOHHOCTH W TIOJMJIAJIOBOCTH BEPXHHX TOJIOCOB CKIIAbIBACTCS
Onaroznaps pa3IMUHUIO YeTHIPEX3BYUHBIX (POpMyT (BBIMMCAHHAS TPEb U BOCXOAALINN 000POT), a TaKkKe
UX 3BYKOBOMY COCTaBY, B KOTOPOM IPOTHUBOIIOCTABIICHBI 3BYKH U3 KPAHUX CETMEHTOB renTaxop/a co
crpykrypoir 1 1 1 1 2 2 (c-des—d-es—fes—ges—as). [Isa macra, OpraHM30BaHHBIE B BHJIE
MOHOPUTMHUYECKOTO JBWKEHHS IIECTHAANATEIMUA — CBOEro poxa perpetuum mobile, Bomomaror Oer
BpeMeHH. DTa accollMalys YCHIIMBAETCS OJaroapsi THKAIOIMIMM BpeMsl OT BpPEMEHH TPUTOHAM (DIIEHT,
IyOJIMPOBaHHBIX [NIMCCAaHANPYIOMIMMH B 00bEME TeX jK€ HHTEPBAJIOB MTOCIEIHUMU ITyJIbTAMH CKPUIIOK,
KOJIOKOJIbuMKamMu W BUOpadoHoM. OJHAKO KOMIIO3HTOP IBITACTCS MPEOJIOJIETh MEXaHUCTUYHOCTH
MOHOPUTMHUYECKON TyJibCAllMK MyTeM oOserdenusi oodmiero 3By4anus (leggero, mp), ymeHbIieHuUs
3Byuamei maccbl Oxaromaps diviSi CTPyHHBIX M UX JyOJHPOBKH YEPEAYIOIIMMHUCS JICPEBSIHHBIMH
JyXOBBIMH, JTOOMBAsCh KaMEpHOT'O 3BYUYaHHS, IapaUICIBHOTO COJIEPKAHUIO TOITUYECKOTO TEKCTa
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(«aypa», «Kacarocby, «3aMepiia», «cTapoe BOCIOMUHaHUE» U T.11.). Kpy)keBo CTPYHHBIX COTKAHO TAaKUM
00pa3oM, 9TOOBI MOXKHO OBLITO OTYETIIMBEE YCIBIIIATE 3BYYaHUE IEPEBIHHBIX TyXOBBIX.

HwmxHme ronoca opkectpa — BHOJIOHYENH, KOHTPaOAChl M allbThl — TaKKe€ OPTaHW30BaHBI B
CaMOCTOSTEJIbHBIN MJIACT Neaield pa3Horo HHTEPBaJIbHOTO COCTaBa, B TOM YMCIIE — KBUHTBI, TPUTOHBI,
CEKyHJIOBBIE KOMILIEKCHI (HalIpUMep, COeTNHEHHE IBYX CEKyH] Ha pacCTOSHUU TpuToHA B T.108). DT
nefany, KOTOphle MHOTJA YCHIIMBAIOTCS TeTepOo(OHHBIMU HACIOSHHSIMUA APYTHX TOJIOCOB, CO3/AAIOT
MOCTOSHHBIA (POH, KOMIIEHCHPYS U OalaHCHPYs aKTHBHOCTH MPOUCXOISIINX 3BYKOBBIX COOBITHH U
obecniednBast OOIIYIO AIIETHIHOCTb.

Penkue mpopeiBel TpyO Ha Mf, CIOBHO W3 yIOMHUHAEMON B TEKCTE «TEMHOTBD», «IPYTHX
MIPOCTPAHCTBY, Ha (DOHE CTAOMIBHBIX TIeAalell TaKKe yIaCcTBYIOT B CO3/IAHUH MTPEICTABICHUS O PA3HOM
BPEMEHH — IyJbCHPYIOUIEM, CyOBEKTHBHOM M PpACTSHYTOM, BEYHOM. OTH W JApYyrue JAeTalu
OPKECTpPOBOW TKaHW (HaIpuMep, TIIMCCaHAO KOJIOKOJBYMKOB M BHOpadoHa) BOCIIPHHUMAIOTCS Kak
TeMOpOBBIC OJIMKH, CO3IAIONINE HACTPOCHHE.

Pa3ButHue B 5TOM paszzese OCyLIecTBISIETCS B OCHOBHOM (PaKTypHO-TEMOPOBBIMH CPEACTBAMH
— BKJIFOUYEHUEM-OTKIFOYEHHEM HHCTPYMEHTOB, a Tak)Ke€ U3MEHEHHEM PACCTOSHHS MEXAYy KpalHUMH
TOYKAMH OCTHHATO B TIEPBOM OPKECTPOBOM ILIACTE, MPOHCXOJSAIINM H3-32 COKpAIICHHUS BPEMEHHU
ucnonHeHus Tpenu. [lepen BCTymuieHHe comucta Ha (OHE 3TOTO BapbUPOBAHHOI'O OCTUHATO TEAllb
KOHTPabacoB ¥ abTOB YCTaHABIMBACTCS Ha 3ByKe U, a BUOJOHYEIH MMO3KE CTPOSAT KBUHTOBYIO TIe/Ialb
K HUM. BeTyruienue conrcTa HenocpeaCTBEHHO FOTOBAT (DaroThl ¢ BUOJIOHYEISIMU, IPEABOCXHUIIAIOIINE
€r0 TePIIOBO-CEKYyHIOBBIN 3a4nH. B mracToBoi opkecTpoBoOi (akType y anbTa, JyOJIupoBaHHOTO Oac-
KJIAPHETOM, TIPOCKAIIb3BIBAET HUCXOMANINA CEKyHIOBO-TEPIOBBIH O0OPOT IIECTHAANATHIX Kak
PEMHUHUCIEHIMS TIEPBOM YaCTH W OJHOBPEMEHHO — HACTPOWKa COJHCTA, KOTOPBIH HCIOJHSET €ro
BapHaHTHI U B IEPBOM, ¥ BO BTOPOM IIPEIIOKEHUH 3TOTO paszesia. Bo BTopoMm mpeaiokeHun mepruoaa
MOBTOPHO-CEKBEHTHOTO CTPOCHHUSI PaCUIMpPEHUE CEKYHIOBO-TEPLOBON (OPMYyNbl HpUOIIDKAETCA K
WHTOHALMSAM JoWHBI (Ha crmoBax “Alte spatii se deschid”, 1.74-80). DTo BBI3BIBACT WILTIO3UIO
WHTOHAITMOHHOTO U3MEHEHHSI B COCTaBE YETHIPEX3BYUHON IMOCTYIIEHHOH (DOPMYITBI M3-32 METPHUIECKOTO
nepeMellieHns ee Hayajna Ha ciadyro jgomo. «WHble mpocTpaHCTBa» CIOBHO WILTFOCTPHPYIOTCS
aphooOpa3HbIMU, aprieHKUPOBaHHBIMU Taccakamu (oprenuano va f. Ha Bpems mcuesaer menasb,
YCTaHABJIMBASCh ITOPKE HA IPYTHX 3BYKAX.

[Tocne okoHUaHMS MapTUU COJKCTA MPOUCXOIUT MepeopraHu3anus (GakTypbl, HcUYe3aeT
IJIaCTOBOCTh, OJIHAKO €€ DJIEMEHTHI (CEeKYHIOBO-TEPIOBBIN KOMIUIEKC W TpelieoOpa3HOe JIBHKEHHE),
W3MeNTbYasicCh, COXpaHsIOTCs B GyHKIHU QoHa. PenbedhoM kK HUM CTaHOBSTCS OTAEIbHBIC HHTOHAIIMU
JIOMHBI — MHTOHHPYeMbIe Ha f HuUCHagaroe KBapThl U CEKYH/IbI, BIIUCAHHBIE B 00beM TepHUH (KaK
MPOXOISAIINHN 3BYK OT TEPIIOBOTO TOHA J1aJia C TIOCJIEAYIOIINM PEABEMOM K IEPBOM CTYIIEHN) Y METHBIX
IyX0BbIX. KOMIO3UTOp 1aeT HECKOJIBKO BapHaHTOB TPEX3BYUHOr0 000poTa JOWHBI — KpaTkui (1.116—
117), nomueii (1.96-97), pacmupennsii (1.102-104) wu  opuamentupoBanubiii (1.117-119),
JIEMOHCTPHPYSl HEOJJHOKPATHO CBOIO MPUBEPKEHHOCTh BAPUAHTHOMY MPUHIIUITY Pa3BUTHS MEJOJUH B
Onezuueckoil noame.

B cnenyromiem, tpetbeM pasueine (—106, T.127—-166) mporcCXOIUT YIUIOTHEHHE OPKECTPOBOMA

(akTypbl, MHOTOCIOHHOCTh KOTOPOH YBEJIWYMBAETCS, HE TEpsisl JIETKOCTH, BO3IYIIHOCTH 3BYYaHUS
(corlacHO KOMIO3UTOPCKON pemapke Senza accenti). Ilpu coxpaHeHHH CMEIIAHHOH OPKECTPOBKH
NapTHU JEPEBSHHBIX JyXOBBIX, TyOJIMPOBAHHBIX CTPYHHBIMU OiViSi, 00pa3yroT AeBATH JIMHHUI: LIECTh
JePEBSHHO-CTPYHHBIX M TPU — TOJBKO CTPYHHBIE (Y YETBEPTHIX H MATHIX MYJIBTOB IEPBBIX CKPUIIOK U
MIATOTO ITyJbTa BTOPHIX), OOJBIIMHCTBO KOTOPHIX BapUAHTHO COOTHOCATCS APYT C APYTOM, peasu3ys
uaew rerepooHHOro MHOrorosocus. OOMmMMH NPUHIMIT CTPOGHUS BCEX OTHUX JIMHHA —
M30PUTMHUYECKOE OCTHHATO, ITPH KOTOPOM JBYXTAaKTHAsh MEIOIAMKO-PUTMHUYECKas GpopMysa B KaXA0H
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U3 JEBATH JIMHUM, CHOPMHUPOBAHHBIX MATHAAUATHI) OPKECTPOBBIMHM IAPTHAMM, HEM3MEHHO
HIOBTOPSIETCS IBA/IIATE pas.

3BYKOBBICOTHOM OCHOBOW 3TOTO pasjiesia ABISETCS MOJMIAJ0BOCTh, TAK KaK BEPXHSS YacTh
3ByYaIllero MPOCTPAHCTBA OMMPAETCs HA BapHAHTHBIC KOMOWHanWu 3ByKoB eS—d-des—c—hb-g-f B
HapTUSAX TPEX OTHEIBbHO B3ATBHIX (IEHT, JyONMPOBAHHBIX WIIM BapbHPOBAHHBIX IATHIO JHHHIMH Y
IIECTH TTyJIbTOB MEPBBIX CKPHUIIOK. A B HIDKHEH, TAKKE M0 HPUHIIUITY TeTePOPOHUHU, COOTHOCSTCS TPU
KJIapHETa C CaMOCTOSTENBHBIME TAPTHSAMH U IyOJIHpYIOIIHe MO0 BapbUPYIOIINE MX YETHIPE JTHHUU
BTOPBIX CKPHIIOK, 00pazoBaHHbIe 3ByKamu €is'—fis'—gis'—cis>~h’. O6muit HaGop B cymme HaeT mouTH
MIOJIHYI0 XpOMaTHUYeCKyto rammy (0e3 3BYKOB € M a), OJHaKO WHTOHALIMOHHOE OCMBICICHHE €€
OIMPAETCs Ha KPAaTKWEe MOTHBBI Ha OCHOBE TOTO K€ CEKYHIOBO-TEPIIOBOTO KOMILIEKCA M3 TEPLHUH B
OKPYXXEHUH JIBYX CEKYH]I, TJIe TEPIHs MOKET OBbITh 3aMeHEHa 0oJiee IIMPOKUM UHTEPBAIOM, JIHOO Ha
TpesieoOpasHoe MOCIEI0BAHNE TOBTOPSIIOIIMXCS CEKYH]L.

[IpuxoTianMBas PUTMHYECKAs Wrpa KpaTKuX (GOpMyJa B HEU3MEHHOM, HO IEPETUBAIOIIEMCS
pasHbIMH TPaHSIMH 3BYKOBOM IMPOCTPAHCTBE, HAIIOMUHAET BUTPAKHYI0 TexHHKY OnuBbe Meccuana,
U3ITIO0IEHHBIMA TEXHUYECKMMH TIPUEMAMH KOTOPOT'O TaKKe OblLIa OCTUHATHOCTH M TOJIMIIAJ0BOCT.
CB006OIHOE OCTHHATO KOJIOKOJIBYUKOB, ACCOIMUPYIOIIEECs ¢ OIIMKaMHU CBETa, YCHINBAET KPACOUHOCT.
OGpalieHie KOMIIO3UTOpPa K KOJIOPUCTHYECKONH OPKECTPOBOM 3BYYHOCTH BBI3BAHO IMOITHYECKUM
TEKCTOM B TAPTHH COJIMCTA, B KOTOPOM peub MIET O «IBeTax (KpacKax), MCYE3afolnX B yTPEHHEM
Tymane». Jisiyecs meaaid BUOJIOHYENEH ¢ KOHTpabacaMu, KOTOPHIM H3peKa BTOPAT (aroTsl u
KOHTpaaroT, MOABOIAT MO 3Ty 3BYKOBYIO HIPY CONMIHBINA (yHpameHT. MicTanBaHue 3ByYHOCTH Ha
THeIald B KOHIIE pas/iesia CONMPOBOKIACTCS HAHU3BIBAHMUEM OTIEIBbHBIX KPATKUX (pOpMyT — 060pPOTOB
OyyIIei TOMHBI.

YerBeptoiii pazmen (=62, T.184) oka3piBaeTCs KyJIbMHUHAIMOHHBIM B OOIICH KOMITO3HIIUH

Dnezuueckoii nosmbl, Tak €ro MPeICTaBUI caM KOMIIO3UTOP B aBTOPCKOM aHHOTALIMH Ha IPOU3BEICHHE.
3nech Bce TOAYMHEHO JIOMHE, KOTOpas 3BYYHT B pPa3HBIX BapHaHTaX: BHAyYalle MEJIOIHIO JOWHBI
UCTIOJTHSIET OAPUTOH COJIO, 3aTEM OHA CJIBIIUTCS B 3alUCH, B UCTIOJHEHUH T103Ta, KOTOPHI HareBaeT
HECKOJIBKO CTpO(d, a 3aTeM HacBUCTHIBaeT ee. KOMIIO3UTOp, B CBOEM CTPEMIICHMHM K COXPAaHEHHUIO
ayTEHTUYHOCTH, MCIIONB30Baj HEKOTOpPhIE crienuduyeckue NpueMbl HApOJHOTO MHCTPYMEHTAIBHOTO
WCIIOJIHUTEIIbCTBA.

Tak, OpKecTpOBO€ BCTYIUIEHHE OTKPBHIBAECTCSl XapaKTEPHBIM IACCAXKEM — B3JIETOM HHU3KUX
CTPYHHBIX, JyONMHpOBaHHBIX (paroToM W Oac-KIapHETOM, 3BYKOBOW OCHOBOW KOTOPOTO SIBIISIETCS
reMHOJIBHBIN TOMUHAHTOBBIM Jag OT §, € JABYMS YBEJIMYEHHBIMH CeKyHIaMmu. KMmuTanums
aJleaTOPHUYECKUMH CPeACTBaMHU IMMOanbHON ummpoBu3anmu ad libitum y ¢oprennano, kotopas
UCIIOJIHAETCA ylIapaMH IO CTpyHaM HajlloyKaMH OT KcuiodoHa WM nuMmOan, mpeaBapsieT, a 3aTeM
BKIIMHUBAETCSI B MapTHIO coiucra co cioBamu “Hai, doru si iar doina” — nByMS KIFOYE€BBIMHU
TOHSATHSAMHU JJIi 00pa3HO-3MOIMOHATLHON KOHIENIMU Tpou3BeeHus. V3MeHeHne HamnpaBiIeHUs
MEJIOIMYECKON JINHUM IIECHH C HUCXOSILETO (TOUHEee, HUCIAIAI0IIero) Ha BOCXOSIIEee U JOCTHKEHNE
IV, a 3atem V crymneHell MUAaTOHMYECKOTO JOJUHCKOTO Jiajja ( CBSI3aHO C OCTAaHOBKOHM Omaromaps
ajieaTopuIeCKOMy paciiupeHuio y poprenuano. B najgpHelem 3Tu 1Ba npueMa — reMHOJIbHBIN B3JIET
W anearopuyeckass UMUTALWs MMIIPOBU3ALMH — PACHpPOCTPAHSIOTCS W Ha JPyrue HHCTPYMEHTHI
OPKECTPOBOH MAPTHTYPHI. 3BYHaHUIO JOHHBI B ayIHO3aITUCH KOMIIO3UTOP OTBEN MPUMEPHO | MHUHYTY
10 cexyHz, ykazaB CBOOOAHBIN XapaKkTep ee UCIOIHEHUI — Senza metrum.

BosBpanienue nejanei y KOHTpabacoB ¢ abTaMU H TAPMOHHYECKON (QUTYpaIMH 110 ITUPOKUM
HHTEepBajaM y (opTenuaHo, COMPOBOXKIAIOIIMX OyAyIlyl0 HadalbHy (pasy OapuTOHa, KOTOpas
HaOupaeTcs J1eBoil pykoil hopTenuaHo B KjiacTep, BO30OHOBIISIET €CTECTBEHHBIN X0 COOBITHIA [109Mbi,
NePEKIIFOUEHHBI BpeMeHHO Ha JoiHy. Cyas 1Mo TEeKCTy, BO3HHUKAIOIIAS COJEepIKaTellbHAs penpu3a
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pacmupena, oopacTasi HOBEIMH o0pa3aMH U CMbICTIaMH. B mapTum coymcta BHOBb 3ByYaT CEKYHJIOBO-
TepIOBbIe MHTOHAIINH, HO TETIEPh B PACIIHPEHHOM 00BeMe Oarogaps MEJIOAMIECKOMY pa3pacTaHuIo B
BEpPXHEM JHaIra3oHe 3BydaHus. JTa KII0YeBas WHTOHAIUS MPOJOIDKAET Pa3BUBATHCS B OPKECTPOBOM
TKaHM B BHUJIC KPATKUX YCTBIPEX3BYYHBIX OOOPOTOB INECTHAMIATHIMU JUIUTEIHHOCTAMHU. CIIOBHO
WLTIOCTPHUPYS TTOITHIECKYIO (Ppa3y «B IMEeUaTbHOM HAHU3BIBAHUH KOJIEI», YCTOWYMBBIA CEKYHIOBO-
TEPIIOBEII 000POT, B KOTOPOM TeTeph MPeo0IaIaloT MaJIbIe CEKYH IbI, HAUMHAET CEKBECHIIMPOBATHCS IO
ManeM TepiusM. ['eHepupysl psiag OJAHOBPEMEHHO 3BYyYallUX WHCTPYMEHTAJIbHBIX BApUAHTOB, OH
CTAaHOBUTCS OCHOBOIl OCTPOBKOB TeTepooHHOW (aKkTypsl, HANOMHHAS OTUM TIEPBBIA pasen
COYMHCHHS. ODJIEMEHTBHl TapMOHHYECKOW (urypanuu (HopTenuaHo — OTACIbHBIC apIeIKHO 10
JTUCCOHUPYIOIIMM HWHTEpPBAJIaM, KaK TPaBWIO, B CBEPXOKTaBHOM JHama3oHe, OyXTaloT 10
OPKECTPOBBIM MapTusM. He 3a0bITHI M yBEIMYCHHBIC CEKYHJIBI, CBSI3aHHBIC C JJOWHOM, KOTOPBIE TOXKE
BHOCST BKJIJ] B OOIIYIO XPOMATH3AIMIO 3ByYaHUSI.

BHezanHbIl cIBUI, NPOUCXOASAIIMM H3-3a PE3KOr0 H3MEHEHMS XapakTepa 3By4YaHUS —
BTOP)KEHHUE MCCOHUPYIOIMX aKKOpAoB-rpo3abeB Ha ff ¢ apruxymsuwmeit marcato molto y Bcero
opkecrtpa tutti, kpome (IelT 1 KITAPHETOB, MO ICP)KAHHBIX YAAPHBIMH, 3HAMEHYET HACTYIUICHHE MISITOTO

paznmena (=78, T.254). DTOT HOBBIH, JApaMaTHYECKHIl 00pa3 MOSBWICS B Jiecuueckol nosme B

pe3ysbTaTe KOMIO3UTOPCKON TPAKTOBKH TEKCTA «3HAMEHA PA3BEBAIOTCS HA BETPY», aCCOLIMUPYEMOTO €
BOCHHBIMH MITaHAapTaMu. UepeqoBaHue rpO3HBIX aKKOPIOB C OOCBBIMH KINYaMHU JYXOBBIX, B OCHOBE
KOTOPBIX JIGKHUT OTAAJICHHBIN BAPHUAHT TOH K€ YETHIPEX3BYUHOU (POPMYJIIBI METIKHUMHU ATUTEIBHOCTIMHI
(B maHHOM cilyyae — TPHUOJIAIMU IIECTHAANATHIX), HO B BOCXOJSIIEM JABIKEHHH M MHTEPBAIBLHOM
pacIIMpeHn, CMEHAETCS 3MM30J0M B CMEIIaHHON TeXHHKE.

31ech aneaTopHuYecKre KBaApaThl CO BIMCAHHBIMU KPAaTKMMH WHTOHAIIMOHHO-PUTMUYECKUMHU
¢dopmynamu, cBOOOIHO YepeIyIOIMMHUCS SENzZa Metrum y BTopoi ¢uieHThI, TpeThero rodost 1 BTOPOTO
KJIapHETa, HAKJIaAbIBalOTCSl HA JIMHUM CTPOTOr0 OCTUHATO y MEpBOM (IIEHTHI, IEPBOr0 U TPETHETO
KiIapHeToB. Y  (UEHThl TNMKKOJIO TOYHAs JABYXTaKTHAas OCTHHATHAs IIOCJIEIOBATEIbHOCTh
YCTaHABJIMBAETCS CO BTOPOTO TIOBTOPEHUS, a CTPYHHBIE ¢ BUOpPaOHOM y4acTBYIOT B BapbUPOBaHUU
OCTHHATHBIX JINHUI, B OUEpETHON pa3 JEMOHCTPUPYSI OCTHHATHO-BapHAllMOHHYIO TeXHUKY. [Ipu aTom
JUHAW CTPYHHBIX IO OTHOIIEHHWIO JIPYT K JIPYry 1O BEPTUKAIM TaKKe BapUAHTHBI U (HOPMUPYIOT
rerepooHHYI0 (QakTypy. B meisom cknanpiBaeTcsi OPKECTPOBBIM OJOK M3 JBYX TaKTOB, KOTOPBI
HEOJIHOKPATHO MoBTOpsieTcs (T.263-292), uepenysich TO C MapTHEW COJKCTA, TO C OOEBBIMH KIHYaAMHU
JTyXOBBIX.

B MHTOHAIIMOHHOM CTPOEHHMH MY3BIKaJIBHOTO MaTepualia MOCIEIHEro paszena HabiaromaeTcs
PEMUHUCLECHIIUS UHTOHAMNA NEPBOM YAaCTH — CEKYHIOBO-TEPLIOBBIA YETHIPEX3BYUHbIA KOMILIEKC B
HUCXO/ISIIIEM IBH)KEHHUH IIECTHAANATHIX Y IEpBOi (IICHTHI, HUCXOISIIUE TPeneoOpa3Hble IBY3ByUHbIE
MOTHUBBI y BTOpoH (hieiTel n BUOpadoHa, BOCXOISIINE — y TPETbEro KiIapHeTa, a Takke olImas
CEKYHJIOBO-TEPLIOBasi OCHOBA MEIOANYECKUX JTMHHMA.

Taxast cIo)XHO OpraHMu30BaHHasi TeMOPO-COHOPHAs (aKkTypa repeaaeT 3bI0K0CTh, HEPEeaIbHOCTh
MeTaopruIecKkoro TEKCTa, B KOTOPOM OCCHHHUH JieC C IMOXKYXJIOW TPaBOW M YBSIIIMMHU JIMCTBHSIMH,
OJTUIIETBOPSIOMINE OBICTPOTEYHOCTH JKM3HH, MajaeT K 3Be3/1aM, KaKk CHMBOJIY BEYHOTO cBeTa. [Ipu aTom
BO3HUKAIOT aCCOLMAIMY C TUIATOHOBCKHUM IPEJCTABICHUEM O JyIlle, KOTOpas BO3BPAILIAETCS K CBOECH
3Be3ze. Bo3M0OXHO, 3TO 1 XOTe BRIPa3uTh My3bIKAIEHBIMU CPEICTBAMHU KOMIIO3HUTOP, ITyTEM COYETAaHUS
JIMHEMHOTO BpPEMEHHU IOCTOSHHBIX M3MEHEHHH M LUPKYJISAPHOTO, LUKINYECKOTO OCTHHATO Kak
BPEMEHHOTO OJINLIETBOPEHUS BEYHOCTH. THX0€ OKOHYaHNE TPOU3BEIECHUS, C HCTAaUBAIOIIEH Ha MeasIX
3BYYHOCTBIO, T/I€ OTJENbHBIE aKTHBHBIE JIETAIM BOCIPUHUMAIOTCS KaK OTTOJIOCKH MPOILIOTO, BITOJIHE
COOTBETCTBYET OOIIEH KOHIEHIINH DIecutecKoli HOMbl.

B 3akmiouenwe, CcymMMHpyeM —pe3ylbTaThl aHAIMTHYEeCKWX Habmogenuil. OOpasHo-
JpaMaTypruyeckasi KOHLENIMsS IPOU3BENEHUS pacIiupsieT pPaMKH [OJITHYECKOI0 TEKCTa, H
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OCYILIECTBIISIETCS. 3TO COOCTBEHHO MY3BIKAaJIbHBIMU CpelcTBaMu. LleTbHOCTh COYMHEHUS Ha OCHOBE
KOMIIWISIIMM MO3THYECKUX TEKCTOB OOECIeuns €IUHbI MHTOHAIIMOHHBIM KOMIUIEKC, B KOTOPOM
BeAylllee 3HaUCHHE NMPUOOpEeTaeT CeKyHIOBO-TeplLoBas MHTepBajiuka. [locienoBaHue OBYX CEKyHI,
00paMJISIFOIIIMX ~TEpPLHIO, CTAHOBHUTCS BAKHOW KOHCTPYKTUBHOW W CEMaHTHYECKOH eIWHHLECH
npousBeneHus. Ee KOHKpeTHast ”HTOHaUMOHHAs GOopMa U, COOTBETCTBEHHO, BHIPA3UTEIbHOE 3HAUCHNE
MEHSIETCS] B 3aBUCIMOCTH OT KOHTEKCTa, MOSIBIISIETCS JTX OHA B 3arjaBHOM (QyHKIMH — peibeda miu
¢oHa, yyacTBYyeT JIM OHA B CO3/laHUHU 00JIee I MEHee HalpsDKEHHOro o0pasa uin uyscTBa. [losBnenue
MHOXECTBA BAPUAHTOB OAHOM CEKyHI0BO-TE€PLIOBOI ()OPMYJIBI HAAEIISIET €€ HE TOJIbKO KOHCTPYKTUBHOM
¢byHKUHMEH, HO 1 00ecTeYrBaeT MOJTUCEMAHTHICCKUN XapaKTep.

OTO M 3arjaBHbI MOTHB COJO OapuTOHA, KOHLEHTPHUPOBAHHOE MY3BIKAJIbHOE BBIPAKECHUE
BepOaJIbHOTO CMBICIIA BCEH TIOAMBI, C €T0 OTTPAHNYEHHOCTBIO OT OKPYIKaIOIIEeH WHTOHALIMOHHOHN CPeIbl.
OT0 M OCHOBa JNMHUH (PAKTypBl, KOTOPBIE CIOBHO PACHBUIAIOT OCHOBHOW CMBICT, OOBOJIAaKUBAasi €ro
o0mumu hopMaMu ABUKEHNUS, HOCKOJIBKY B BUIE POBHBIX IIECTHAANATHIX MOHOPUTMHYECKOH (haKTypbl
BapbUPOBaHHBIE MOTHUBHI TOTO K€ MHTEPBAJIBHOTO COJEpPXaHHS TEpSAIOT CBOIO MHIMUBUAYAJIBHOCTb U
3HAYUTEJIBHOCTh. VX 3amaua — pas3BUTHE M JBIDKECHHE 00pasa; TeM caMbIM, MPHOOpeTas maccakxHo-
(GurypaTuBHBI XapakTep, OHH yTPAuUBAIOT POJIb WHTOHAIMOHHOW KOHLEHTPALMHU, HO HaJIeNSIOTCS
(dopmooOpazyromuMe GyHKIUSIMHE.

CeKyHI0BO-TEPIIOBbIE MHTOHALMOHHBIE CTPYKTYpPBHl SABISIIOTCA  DIIEMEHTAMH  J1aJOBOU
(MomaIbHOI) CHCTEMBI, MOTMMOAAIbHBIE cOueTanus B [1oome Taxke Hepeakr. KoMmo3nTop mocTossHHO
M3MEHSIET BeIMYMHY U30PaHHBIX MHTEPBAJIOB, B 3aBUCUMOCTH OT IIOATHUYECKOTO KOHTEKCTa, TOUYHEE, OT
€ro 3MOLMOHAJIbHO-UYYBCTBEHHOW BBIPa3sUTENbHOCTH. /[l paspsaku HampsokKeHdHs  OOBIYHO
UCTIONIB3YIOTCS OOJBIINE CEKYHIBI, U HAO0OPOT, VISl €T0 YCHIICHHS TPUMEHSIOTCS Masibie. CyMMUpPOBaB
BCE MHTEPBAJIbl, BO3HUKAIOIINE HA IPOTSHKEHNN OAHOTO pa3fena, MOJIyYnM OAVH JIaJ, B CIEAYIOIEM —
Ipyroil. B pe3ynbrare ckiaablBaeTcs IOJHAs XpoMaTHdecKas raMma. 110 MHEHUIO KOMIIO3UTOPA, 3TO
JaeT OoJbIINEe KPAaCOYHbIE BOSMOXKHOCTH, KOTIa OH HE OIPaHWYEH KaKOW-TO ONpEeAETICHHOW JIaZoBOH
CTPYKTYpPO.

CMelliaHHas TEXHUKA KOMIIO3UIUH, TpuMeHeHHas . Uobany B Dnecuueckoii nosme, BKIOYACT
UCIIOIB30BaHNE MPHEMOB WHTOHALIMOHHOTO BapbHPOBaHUS, TEXHUKM OCTHHATO, OPKECTPOBOM
rerepoOHNH, TJIACTOBOM (MONHMILIACTOBOW) (aKTyphl, ajleaTOPHKH, a TaKke TeMOpPO-COHOPHOTO
nuceMa. Takoe pazHooOpa3re KOMIO3UTOPCKHUX CPEJICTB TOTPEOOBAIIOCH ISl CO3IaHHS SMOLIMOHAIBLHO-
00pa3HOi TMyOMHBI M Pa3HOOOpasusi OTTEHKOB YYBCTB M HACTPOCHMH, CBA3aHHBIX HE CTOJBKO C
9K3MCTEHIIMAILHOW 3apHCOBKOW — TPYCTHOW >XM3HEHHOW HCTOpHEH, CKONBKO ¢ (uimocodckon
MEYaJbIO.

Konnenmust Snecuuecroii nosmst I'. Ho6aHy — MOYTH MOIUTIIOCCHAS (MHOTOpPEYEBasi) U Kpocc-
TeMIopanbHas (4pe3-BpeMeHHas): MPEoJ0JICHHEe MOMEHTa Pa30pBAaHHOCTH COBPEMEHHOTO CO3HaHUS,
KOTOpPOE UILET ¥ HaXOJUT FaApMOHUIO B O0pAIIeHNH K POAHUKAM YUCTOM, He3aMyTHEHHON ayTEeHTHYHON
HAI[MOHAIBHON KyJNbTypbl. DTOT MHPOBO33PEHYECKMH M KyJIbTYpPHBIH acCIeKT, XapaKTepU3YIOLIHii
COBPEMEHHOCTh KaK KOH()JIMKTHYIO 310Xy, BBIP&KEH B MY3bIKAJILHOM IPOU3BEICHUU HE TOJIBKO
MO3TUYECKH, HO U MYy3BIKaJIbHO. J[Ba MHpa — TPaJAMIIMOHHBIX [IEHHOCTEH M COBPEMEHHBIX TIOMCKOB,
KOTOpPBIE CETOIHS pa3/IeIeHbl BpEMEHEM U MPOCTPAHCTBOM, Pa3Indasich (fOpMaMu CBOETO HPOSBICHNUS,
OKa3bIBAIOTCS OJIIKE, YeM KaxkeTcs. [Ipr 3ToM KOMITO3UTOpY yaanock H30eXaTh IBYX COAEpKaTebHO-
CEMaHTHYECKUX IITAMIIOB, CBSA3aHHBIX C MOATHYECKUM M MY3bIKAILHBIM 00pallieHueM Kak K TUITHIHO
POMaHTHYECKUM JKaHpaM, TaK U K QOIbKIOpHEIM oOpa3uaM. OnuH U3 HUX — 00pa3 pOMaHTHYECKOTO
repos, CpaXkaloLIerocsi CO CBOEH cyAbOOH, Ipyrol — MOrpyKeHHEe B HCTOPUYECKUH KOJOZEL
PYMBIHCKOTO O€CCO3HATEIbHOTO — MUOpUTHUecKoe npoctpanctso (J1. bnara). I'. YobaHy, onupasichk
Ha Tmo’3ui0 B. Martes, BbeicTpauBaeT COOCTBEHHOE, OPraHMYHOE JyXOBHO-3MOLMOHAIBHOE
MPOCTPAHCTBO, MEPETUIABIISAS UMITYJIbChl TPAJIUIMKA U COBPEMEHHOCTH, WHUIMHPYS TPaHCHOPMAIIUIO
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CYHICCTBYIOIIUX KYJBbTYPHBIX KOHOB. COBCpH_Ia}I JIMYHOCTHYIKO THOCCOJIOTHYCCKYIO PCBOJIFOIUIO,

KOMITO3UTOP JAEMOHCTPHUPYET B OYEpPENHON pa3 COOCTBEHHBIH MPOPHIB K HOBOW KYJIBTYPHOMH

WICHTUYHOCTH, KOTOPBIH, Ha HAIl B3I, MW ONpeAenseT CcHenu(puky ero TBOPUECKOM

UHIAWBUAYAJIbHOCTH B KYJIBTYPHOM neizaxe COBpPCMCHHOCTH.

=
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KOMITIO3MIOUOHHO-APAMATYPI'HYECKHUE OCOBEHHOCTH
BOKAJIBHOI'O HUKJIA JEBATAA JIYHA TEHHAIUA YOBAHY

PARTICULARITATILE COMPOZITIONAL-DRAMATURGICE ALE CICLULUI VOCAL
A NOUA LUNA IN CER DE GHENADIE CIOBANU

COMPOSITIONAL AND DRAMATURGICAL FEATURES OF THE NINTH MOON
(4 NOUA LUNA IN CER) VOCAL CYCLE BY GHENADIE CIOBANU

EJJEHA KOHYHOBA,
MY3BIKOBE/I,

CBETJIAHA IIUPKYHOBA,
JIOKTOP UCKYCCTBOBEICHHS, Ipodeccop,
AkazieMusi My3bIKH, T€aTpa U U300pa3uTeIbHBIX HCKYCCTB

CZU 784.087.612.2(478)
784.087.612.2:781.61

B cmamve packpuvisaromea KomMnosuyuoHHO-Opamamypauieckue 0COOeHHOCMU BOKAIbHO2O YUKIA
«lesamasn ayna» I. Yobany, romopsie 00YyClO8NeHbl €20 NPUHAOLEIHCHOCMbIO K (hopme  croumul.
Xapaxmepuzyemcs, UHMOHAYUOHHO-MEMAMUYECKOe U MeMOpogoe CcmpoeHue KadcOOU U3 yemwlpex udacmetl,
BbIAGISAIOMCS UX KOMRO3UYUOHHbIE PYyHKYUU. [lenaemcs 618600, UmMo eOUHCMEY Yel020 CNOCOOCMEYem Men0OUKo-
UHMOHAYUOHHASL OOUHOCTND YaACmel, CXOOHbLE 2DOMKOCIHO-OUHAMUYECKUEe NPUEMbl 3A6EPULIEHUSL KANCOOT Hacu
U 0bwull 6OCMOYHBLIL KOJOPUM MY3bIKU, CO30A8AeMblll 8blOOPOM CNEYUDUUECK020 aHCAMOsL UCNOHUMEINel,
38yuaHUeM mMeKcma HA KUMaucKoM sA3vlKe, J1A008bIM U PUMMUYECKUM CMPOeM 38VK08020 Mamepuand.
Cywecmeennyto poas uepaem Quiocopckuil xapakmep nOIMUYECKO20 MEKCMd ¢ MURUYHOU 01 KUMAUCKOU
nossuu udeetl eOUHeHUs YenoeeKd, NPUpoobl U KOCMocd.

Knruesvte cnoesa: ['ennaouii Yobawny, 6oKanvbHwlli Yuki, crloumd, Opamamypeus, KOMHO3UYUOHHAs
@yHKYus, TUpuKa, 3moc

In articol sunt dezvaluite particularitdtile compozitional-dramaturgice ale ciclului vocal ,, A noua lund in
cer” de Ghenadie Ciobanu, determinate de forma de suitd a lucarii. AUtorii caracterizeazd structura intonational-
tematica si timbrald a celor patru parti, determindnd functiile compozitionale ale acestora. In concluzie, autorii
constatd ca unitatea intregului este asiguratd de comunitatea melodica si intonationald a partilor componente,
utilizarea unor procedee similare ale dinamicii pentru finalizarea fiecarei piese, de caracterul general oriental al
muzicii, conditionat de alegerea ansamblului specific de interpreti, de pronuntarea textului in limba chinezd, cdt
si de structura modald si ritmica a materialului sonor. Un rol esential il comporta continutul filozofic al textului
poetic, ce denotd prezenta ideii specifice poeziei chineze: unitatea omului, naturii si universului.

Cuvinte-cheie: Ghenadie Ciobanu, ciclu vocal, suitd, dramaturgie, functia compozitionald, liricd, poezie
epicd

The article reveals the compositional and dramaturgical features of ,, The Ninth moon” vocal cycle by
Ghenadie Ciobanu, which are determined by its belonging to the form of the suite. Characterized by intonation-
thematic and timbre structure of each of the four parts, identifies their compositional functions. It is concluded
that the unity of the whole is facilitated by the melodic-intonational community of the parts, similar loud-dynamic
techniques for completing each part and the overall oriental flavor of music, due to the choice of a specific
ensemble of performers, the sound of the Chinese text, modal and rhythmic structure of the sound material. A
significant role is played the philosophical nature of the poetic text with the idea of the unity of man, nature and
space, typical of Chinese poetry.

Keywords: Ghenadie Ciobanu, song cycle, suite, playwriting, composition function, lyrics, epic

[IpeameTom aHaM3a B HACTOSIIEH CTATHE SIBISICTCS] HATUCAHHBINA B 1992 TO1y BOKATBHBIHN ITUKIT
Heeamas nyna l'enHamuss YoOaHy Ha CTHXM KHTAMCKUX IIO3TOB. OTO MPOU3BEJECHHE, BIIEPBBIC
MpeJICTaBICHHOE MyOJIMKe Ha TBOPUECKOM coOpaHuu Coro3a KOMIIO3UTOPOB M MYy3bIKOBEI0OB MOJIIOBEI
BCKOpE IIOCIIE €r0 3aBEepINeHUs, B CISAYIOIIEM K€ TOAy MPO3BYJa0 B paMKax MeXTyHapOoIHOTO
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(becTHBaNII COBpEMEHHOU MY3BIKH J{Hu Hogou my3viky B Kummnese. M XoTs B mpecce HE MOSBUIOCH
CKOJIBKO-HHOYAb pa3BepHYTHIX PEIECH3WH WM aHAIUTHYECKUX 3aMETOK, ITOCBSIIEHHBIX ASTOMY
COYMHEHHIO, OHO, 0€3 COMHEHHS, OCTAJIOCh B PSIIy HanOOJee 3aIIOMHUBIIINXCS My3bIKATbHBIX SBICHHUH
¢dectuBani. BrocnencTBun BOKaNbHBIN LUK UcTonHsuics B Pymbiuu, a B 1994 romy monmseprcs
JIETATFHOMY MY3bIKOBETYECKOMY aHaIM3y B paMKax IUIUIOMHON paOoThl, aBTOPOM W HAYYHBIM
PYKOBOJUTENIEM KOTOPOH CTaIM MUIIYIIHE 3TH CTPOKH. [liicKyccun B mporecce 00CyXIeHHsT JaHHOTO
AHAJIMTUYECKOTO TpyJAa W HHTepec K couuHeHuto [. YobaHy, «IIpoBOLMPYIOMIEMY» LENbIA P
aKTyaJIbHBIX TEOPETHUECKUX MPoOIIeM, MO0y K CO3JaHNI0 HAYYHBIX ITyOIUKAINH, TTOCBAIIEHHBIX
3TOMY KaMEepPHO-BOKaJIbHOMY OITYCY.

Boxkanbuelil nukn /lessmas 1yHa UHTEPECEH 110 MHOTUM npuuuHaM. Haubosee oueBunHbIe 13
HUX — OPUTMHAJIBHOCTH JINTEPATYPHOI'O IEPBOMCTOYHUKA U CBOEOOpa3ue CPeACTB MY3bIKabHOM
BBIpa3UTeIbHOCTH. [IepBbIii U3 HA3BaHHBIX MOTUBOB 00YCIIOBIUII MOSIBIICHHE OTEILHON HAYYHOM CTaThU
o Ha3BaHUEeM O nodmMuyecKoli 0CHo8e BoKANbHO20 yukia «/leeamas aynay I ennaous Yobany [1]. B
HaCTOSIIEH MyOJMKAIMM PacCMaTPHUBAIOTCS KOMIIO3UIIMOHHBIE M JpaMaTyprudeckue OCOOCHHOCTH
BokajpHOro Iwkna I'. Yobany /Jlesamas 1ayHa, KOTOpble, Ha Hall B3TIISAA, OMPEACISIOTCS €ro
MNPUHAAJIEKHOCTBEO K COUTHO-IIUKIIMYECKUM CTPYKTypaM. J{edCTBUTEIBHO, KaXAasl U3 YEThIPEX YacTel
COYMHEHMsI 0a3upyeTcsl Ha CAMOCTOSITEIbHOM TEMaTU3Me, IMEET B CBOSH OCHOBE 3aBepILIEHHYIO (hopMy,
OTrpaHWYEHA OT APYTUX HEOOJIBIINMH IIe3ypaMH.

[lepByto yacTh, 00pa3HBIE MUP KOTOPOW OMpeNeNsieTcss KapTUHON BJIAKHON OCEHHEH HOYH,
MOXHO OXapaKTepHU30BaTh KaK Ay3T I0J0Ca U AHIJIMICKOT0 POXKKA; BPEMsl OT BPEMEHH OH YepeayeTcs
C IPEpBIBAIOIIMMUCA MOHOTOHHBIMM 3ByKaMH yAapHbiX. Kaxknad U3 Begylux METOAMYECKUX JTUHUI
pasBuBaercsi camocTosiTeldbHO. CodeTasich, OHH COCYIIECTBYIOT B OOIIEH MY3BIKQILHOW TKaHH, HE
CTaJIKUBAsACh U HE MPOTHUBOPEYA APYT IPYTy, CKOPEE — B3aUMOJOMOIHSACH.

MenoauKo-MHTOHAIIMOHHOE Pa3BUTHE MY3BIKM IEPBOM YaCTH OCHOBAaHO Ha IOCTENEHHOM
pa3ABMKCHUN MHTEPBAJIBHOTO Juamna3oHa. BapraHTHbIC H3MEHEHHS HHTOHAIIMOHHOTO 3epHa (TEpIIUH)
3alOJHSAIOT CEeMHAUATh TAaKTOB, JHIIb K BOCEMHAALATOMY AOCTUrass KBUHTHL IIpu NBMKEHHH K
KYJIbMHHALIMHU [TOCTETIEHHO pacIIupsieTcs Auana3oH. 1 31ech, BTOps aHTIIUIICKOMY POXKKY, B BOKATbHOMN
MapTHH TIOSBISETCS OOJIbIIIasi CENTHMA, MMOYEPKHYTAst ABAX/Ibl IPOU3HOCUMBIM CIIOBOM Mang (zyua).
[locne aTtoro nUHAMHUYECKHM CHaj MPUBOAMT K 3aKIIOYEHHIO: UM CTAHOBHUTCS COJBHOE 3By4YaHHE
TaMOypHHa.

Hayaio BTopoii yacTw, r/1e BO3HHKAeT 00pa3 1o3Ta, CIyCKAIOIIETrocs B JIOKE 110 TEUSHUIO PEKH,
BBOJIUT CIIyIIATENS B MHYIO 00pasHyto chepy. Pe3ko 3Byuainue yaapusie (pemapka ben ritmato, sempre
marcato) BOCIIPHHAMAIOTCSI PaBHOIIPABHBIMU B aHCaMOIle WCMONHUTENeH. Menoquieckuii Tuana3ox
3TOW YacTW OTpaHWYeH KBUHTOM, 3aTO BOKalbHas MapTHs HACBHIIIAETCA IMyHKTHUPHBIMH PHUTMaMH,
CHHKONIaMH. Bce TO B coueTaHWH ¢ MPOH3MTENbHBIM 0Stinato pokka Ha 3BYyKe o C03/1a€T KOHTPACT
npeablayel NepBOM YacTH.

TpeTbs 4acTh, BOCIPOU3BOIAIIAS KAPTUHY OTPAXKEHHBIX B HEOE 03sI0IIHMX MO JOKAEM I[BETOB,
OMaaIINX MOKPBIX JUCTHEB U TyMaHa HaJ JIOAKOM, camasi npoTskeHHas B uukie. Kparkas pernka
AHTJIMIICKOTO POXKa JKCIOHUPYET WHTOHALMOHHOE 3€pHO Bcel yacTH. MM sBisgercs wmHTEpBan
CeNTUMbI, 00pa30BaHHBIA KpalHWMH 3ByKaMH HA3BaHHON WHTOHAIUM. DTOT HMHTEPBAN, BIIEPBEHIC
MIPO3BYYaBIINI B KyJIbMHHALMU TIEPBOI YAaCTH, CTAHOBUTCS 3/IECh OCHOBOW MEJIOANYECKOTO pPa3BUTHS,
BapBUPYSICh CAMBIMH PA3IMYHBIMH CIIOCOOaMH. DTO W MHOTOOOpa3Hble PUTMHUYECKHE BAapHUAHTHI, U
obmnue cexyHa (oOpallleHWe CenTHMBI), ¥ MHOTOKpaTHO moBTopstomuiics mpuem glissando,
MOTYEPKUBAIOIINN PE3KOE PACIIMPEHUE METOJNYECKOTrO Juana3oHa. B nanpHeleM pa3BepThIBaHUU
MaTepuraia BHyTpeHHee MPOCTPAHCTBO MAJIOW CETITUMBI 3aIIOTHIETCS MHTOHALIMSAMH, TOCTPOSHHBIMHU Ha
TUIWYHBIX JUIS TIEHTaTOHUKM XOJAaX («IIOKauMBaHHWE)» MEJIOAMU Ha OOJIBIIMX TEpUUSX U OOIBIIMX
CeKyHJIaX), YTO MPHUIAET MY3BIKAJIbHOW TKAaHW XapaKTEPHBI BOCTOYHBIN KOMOpuT. TpeThs yactp —
KyJIbMUHAIIMSL JINpUYEecKoil o0pa3Hoil chepbl mukia. DTO MpPOsBISETCS B MNpeoOiagaHuu 3/1ech
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MEJIOIMYECKOT0 Hayajia ¥ B OTCYTCTBUH yJapHBIX HHCTPYMEHTOB, YTO B IMOJIHOW Mepe KOMIICHCUPYETCS
3By4YaHHEM IOCIEAHEN YaCcTH IIUKJIA, €€ UCIIOMHIET TOIBKO IPYIIa YAapHBIX.

3aKTFOYNTENBHOM, KaK M TPEM TepPBBEIM YacTsM, COOTBETCTBOBaJa modTudeckas ctpoda. [lo
cnoBam ['.YoOaHy, CTUXOTBOpEHHE, BIOXHOBHBILEE CO3JaHHUE UETBEPTOM YACTH, HAIOIHEHO
3By4YaHHEM IIEPKOBHBIX KOJOKOJOB M «TOMOTOM KOHCKMX KOMBIT IO IMypmiamei Tpase». Ho B
OKOHYATEJIbHOM BapHaHTe KOMIIO3UTOP MCKIFOUMII €T0 13 00IIEro TeKCTa IUKIa. MOTHBBI 3TOTO MOTJTIH
OBITH Pa3MTUYHBIMHE: MIPEJIOKIM CBOHM BapHaHT TPAKTOBKH JaHHOTO IpreMa.

OTCcyTCTBHE MENOAMYECKOTO0 Hadana B (pUHAJIEe BOKAIBHOTO IWKJIa, 0e3 COMHEHHS,
9KCTPAOPAMHAPHOE MY3BIKAIBHOE «COOBITHEY», HE MOTYIIee HE MpPUBIEYb BHUMAHWE CITyIIATeIs.
3By4yaHue JUIIb aHCAMONS yAapHBIX (IPU MOJHOM OTCYTCTBHH MEIOIWYECKHX TOJIOCOB), KOHEYHO,
HapylaeT CIOXHBIIYIOCS K 3TOMY BPEMEHH MHEPIHIO BOCHPUSTHSA, aKTUBU3UPYET CIyIIaTeIbCKUN
uHTepec. B To ke Bpemsl 3TOT MpHeM — HE YTO MHOE KaK YacTHOE MNposBicHHE Oonee oOmiei
TICHXOJIOTHYECKOH 3aKOHOMEpPHOCTH. Ee MOXHO 0003HAaYUTh Kak cJIoM ChOpMHPOBABIICHCS
CIIyIIATEeTIbCKONH yCTaHOBKU. [Ipumepsl TOMy OOHapy>KHMBAIOTCsI, KaK MPaBUIIO, B 3aKIIOYUTEIBHBIX
pasnenax ¢gopmbl. Takoe MX MECTOIONOKEHUE CIYKUT aKIICHTUPOBAHUIO 3aBEPIIAIOIIETO XapaKTepa
JaHHBIX pazgenoB. Ty xe (opMooOpa3yronlyto (QYHKIIMIO B KOHTEKCTE IICJIOrO BBIMOJIHSICT U
HECTaH/JIapTHOE TEMOPOBOE pellleHne HHANA BOKAJHHOTO LUKIIA.

OnuceIBaeMBbIii IpHEM MIPUMEYaTeNIeH U C TOUKU 3peHuUs copepkanns. MHOrooOpasrue TeMOpoB
BOCBMH HCIIOJIB3YEMBIX 3/I€Ch yJapHBIX HHCTPYMEHTOB M HWMIPOBH3ALMOHHAS HEMPEICKa3yeMOCTh
PUTMHUYECKOTO pa3BEPTHIBAHMS YETBEPTOW YacTH BOKaimbHOTo Iukia ['. YoOaHy BBIZBIBAIOT SIpKHE
accoIMaIy CO 3BYyYaHHEM OpKecTpa raMenaH (B COCTaB KOTOPOTO, KaK M3BECTHO, BXOJST TJIABHBIM
o0pa3oM ynapHble WHCTPYMEHTBI, a OCHOBHBIM MPUHIMIIOM pPa3BEPTHIBAHUS  SIBISIETCS
WMIIPOBU3AIMOHHOCTh). (OueBWAHAs Tmapaiielb C BOCTOYHOW Tpagullied MYy3WIPOBAHHS B
3aKITIOYCHUH UK IPEBHEKNUTAiCKOW TEMATUKH — €CTECTBEHHOE OOBSICHEHUE TAKOTO PELICHUS YACTH.
OGocHOBaHMEM BBHIOOpA HCIOIHHUTEIHCKOTO COCTaBa MOXKET IOCITYKHTh W TO, YTO MPEAeIbHO
SMOIMOHAIFHYI0, MEIOAMYECKH HACHIIIIEHHYIO TPETHIO YaCTh aBTOP CTPEMHTCS KOHTPACTHO OTTEHUTH:
OTCIO/1a JIOTUYHBIM MPEACTABISETCS TEMOPOBOE PEIIEHHE ITOI0 HOMEPA — JINIIIEHHOE MEJIOJJUIECKOTO
Havana (2 ¢ HAM WM TEKCTa), ero 3By4YaHHe KaK HENlb3s JIy4Ile TMepenaeT OOBheKTHBHBINA XapakTep
00pa3HOro coAepKaHUS COUNHEHUSI.

Hrak, mnepen HaMM YETHIPEXUACTHBIM BOKAJIbHBIM IHKJ, CXOJHBIA 1O KOMIIO3UIIMH CO
CTPOEHHEM JPYTUX — THUIHYECKUX — IHUKINYecKuX GopMm. B ocHOBE pacrosioskeHus: 4actel 3Toi
(OPMBI JIOKHUT TaKoe B3aUMOCHCTBHE PUHIIMIIOB KOHTPACcTa M €IUHCTBA, KOTOPOE HOPMATUBHO JIJIsI
CTapUHHOW YeTHIPEXYaCTHON TaHIEBAIBHOMN CIOWTHI. AHAJIOTHS CO CTAPHHHOM IUKIMYECKO (hopmMoit
NPUBOJIUTCA HAaMU HE B CBS3M C TMOMNBITKOH TakUM 00pa3oM OOHAPYXUTh >KaHPOBBIE HCTOKH
aHATM3UPYEMOT0 BOKAJILHOTO IMKJIA. Peub UeT InIIb O JIOTHIEeCKOM 000NN IUKIHYECKOH (POpMBI B
oboux cnyuasx. PaccmatpuBas ¢ 3TO MO3MIMK HOMEpa BOKaibHOTO Iukia I. YobaHy, MOXHO
yOEIHUTHCS, YTO KAK/BIH U3 HUX BBIMOIHSIET OMpPECTICHHYI0 KOMIIO3UIIMOHHYIO (DYHKIIUIO: TIEPBBIA U
BTOPOH, SKCIIOHUPYSI LIEHTPaJIbHbIE 00pa3bl, CXOAHBI C HE CIMIIKOM KOHTPACTUPYIOIIMMH aJlIeMaH 01
U KypaHTOW, TPEThs — KaK JIMPUYECKUH IIEHTP TNPOU3BEJCHUS — HAllOMUHAeT capabaHmy, a
3aKIIIOYHTENFHAS YacTh COMOCTaBUMa ¢ (UHANBHOW >kuroil. TakuMm 00pa3oM, WHIVBHIYaTH3AIUSL
KOMITO3UIIMOHHBIX (PYHKIMIA KaXXI01 4aCTH LUKJIA BBICTYIA€T OAHUM M3 (PaKTOPOB €0 €AMHCTBA.

JIpyrum cpeicTBOM €IMHCTBA ITUKIIA SIBIISIETCS €r0 TeMOpOBasi cTopoHa. B My3bIKanbHOM TKaH!
NEPBOM M BTOPOH YacTeil MpeACTaBICHbl BCE UCIONb3YEMBIE B IPOU3BEICHIUH MHCTPYMEHTHI: €CIIU B
HayaJIbHOM HOMEpE yIapHBIE BBIIOIHAIOT BCIIOMOTaTENbHYIO (PYHKIHMIO, OHU JIMIIb OOPaMIIIOT yST
rojoca M poXKa, BCTyIas Mo o4epe] B 1ay3axX, TO BO BTOPOM OHHM CTAHOBSITCSI PaBHONPAaBHBIMU B
UCIIOJIHUTENILCKOM ~aHcamOie, 4YTO TOAYEPKHYTO CHIDKEHHEM MEJOJMYECKOH poJM Trojioca |
AHTJIMICKOTO POKKA: B BOKAJIBHOW IMApTUH CYXKAaeTCsl MENIOJUYECKUI JHana3oH, POKOK CTAaTHYHO
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MOBTOPSICT OJWH 3BYK. J[BE MOCIEAYIONINE YacTHU ITUKJIA BBISBISIOT TCHICHIMIO pa3felieHUs BCETO
WCTIOJIHUTEIILCKOTO COCTaBa Ha JIBE TEMOPOBBIC IPYMIIBI: MEJIOUYECKYI0, 00pa30BaHHYIO TOJIOCOM U
AHTIMHACKUM POXKKOM, W PUTMHYECKYIO, B KOTOPYIO BXOJST BCe yaapHbie. Takum o0pa3oM, TpeThs U
YeTBepTas YacTH BOKAJILHOTO ITUKJIA YCJIOBHO MOXKHO HA3BaTh KAJCHIMAMHU KaKIOW M3 TEMOPOBBIX
rpymim. TpeTuii HOMep MOCTPOEH KaK JUAJIOT ToJoca M aHTIMHCKOTO POXKKA; Yepe/JOBAHUE MX PETLIHK
penbeHO BBISBISET TEMOPOBBIC OCOOCHHOCTH KaXKJIOTO HCIIOJNHUTENSA. B (UHaNbHOW YacTH IHKIIA
BIICPBBIC HCIIOJIB3YETCS CIUHOBPEMEHHOEC COCIUHCHHE BCEX YIApHBIX, Jarollee BO3MOXHOCTh
MOTYEPKHYTh HX TEMOPOBOE CBOEOOpasme.

B kauecTBe cienyromero GpakTopa, CriocoOCTBYIOMIETO SAMHCTBY IUKJIIA, IPEACTACT MEJIOIUKO-
WHTOHAIIMOHHAs (MHTEepBaNbHAA) OOUIHOCTh. MHTEpBaNbl TepUWHU, CEKYHIBI, CENTHMBI OYKBAIBHO
MTPOHU3BIBAIOT MPOU3BEACHUE, CO3/IaBasi MHTOHAIIMOHHYIO CBSA3b MEXKy HOMepaMu. Tak, repBas 4acTh
HA4YMHACTCS C OOJIBIION TEPIMU B BOKAJILHOW mapTuu. [loBTOpeHHas ABCHAIIATh Pa3 HAa MPOTSHKCHUN
CEMHA/IIIATH TAaKTOB B COYCTAHWU C OOMIMEM CEKYHJOBBIX XOJOB, OHa HACTPAWBACT BOCIIPHATHE
CJIyIIaTeIsl Ha MIEHTATOHUYECKYI OCHOBY 3BYKOBBICOTHOM CTOPOHBI IPOU3BEACHUS. VIMEHHO Tepiuto
KOMITO3UTOP JIeNIacT OCHOBOIOJIATAOINEH B HHTOHAIIMOHHOM KOMILIEKCe npou3BeieHus. He ciydaitno
OHAa KCIOJIb30BaHA B KYJIbMUHAIIMU TPEThEH YacTH U, TEM CAMBIM, BCETO ITHKJIA.

Eme oguuM uHTEpBajoM, (pOPMHUPYIOIIUM HHTOHAIIMOHHBIA KPYT NPOW3BEACHUS, SBISCTCS
cenTtuMa. «3aBOCBaHHAs») B PE3yNIbTaTe MOCTEMCHHOTO PACIIMPEHUS 3BYKOBBICOTHOTO JMANa3oHa B
KyJbMHHALIMU MIEPBON YacTH, B JajbHEHIIEM CEeNTHMA MOSBIAETCS TOJNBKO B TpeTheil. 3aTo 3/1ech OHa
nproOpeTaeT TNIAaBEHCTBYIONIYIO POJib, MPOHHU3BIBAS BCIO MY3bIKATbHYIO TKaHb. MHTepecHa JOTHKa
WHTEPBAJFHOTO «JIBIKSHHS» B 3TUX YacTsX (Tabmuma 1):

Tabmuma 1.

IlepBas yacTh Tperbs yacTpb

Tepuus < CemThMa > TepUus cenTrMa > Tepius < CenTuMma

Bo BrOpoii wacth, mpeAcTaBISIONICH HWHYIO 00pa3Hyl cdepy, B MEIOIWH, Kak YyxKe
YKa3bIBaJIOCh, MPEeobIafaloT CEKyHJOBBIE WHTOHAIMH. BoKanbHas mapTHs CKOpee acCHUMHINPYET
puTMUYeckue GOopMYIIbI YIapHBIX, HEXKENH MoJTydaeT COOCTBEHHOE caMOCTosTeNbHOE pazBuTre. C 3Toi
TOYKU 3peHusi, 0e3BOKaJIbHOE pelIeHHe (prHaia MOXXHO paccMaTpuBaTh KaK MPOAOJDKEHHE JIMHHUH,
HAaMEUYEHHOW BTOpOW YacThio nukia. OboOdIaroniee 3HaYeHNE YETBEPTOM YacTH MPOSIBISIETCS U B €€
CBA3X C HPEAbIIYyIIMUM HOMEpPOM: PUTMHUYECKHH PHUCYHOK (prHama 3auMCTBOBaH M3 MNapTHH
AHTIIMIICKOTO POXKKA TPETHEH YaCTH.

KoMno3uinoHHOMY €IMHCTBY LIMKJIA CIYXXHUT W OTIOJHUTENbHBIII MOMEHT €r0 MY3BbIKaJIbHOU
KOHCTPYKIUH: Ka)KJasi U3 4aCTeH NMEET KOPOTKOE, HO OUYEHb XapaKTEPHOE MO0 IPOMKOCTHOM JTUHAMHUKE
okoHuanue: piano — crescendo — forte — diminuendo — piano. ExBa pa3nuunmoe B 1epBoii 4acTH B
UCIIOJIHEHUH TaMOypHHa SOl0, OHO BOCTIpHHUMAETCS KaK OTAAIICHHOE 3X0. BO BTOpO#i YacTu Mbl BUAUM
JETATN3alUI0 3TOr0 MpUeMa — HAaCTOWYMBBIE YaCTHIE yAapbl FOHra MOJYEPKUBAIOT JUHAMHUYECKYIO
BONHY. B KoOHIle TpeThell 4acTW cTaBmias yxe NPUBBIYHON (OpMyJia OKOHYAHHUS TOPYdYaAeTCs
aHrIMiickoMy poxky. M B ¢uHane rpomoriacHslii Oosbinoii Gapaban 3akimodaer nukn Ha ff. Dror
MpHeM, I0JTydasi pa3BUTHE OT HOMEpa K HOMepYy, HECMOTpPSI Ha CBOIO KPAaTKOCTh, CO3/IaeT CKBO3HYIO
JIUHUIO B IPOU3BE/ICHNH, CBSI3BIBAET €TO B OJHO IIEJIOE.

EnunctBo opmel B [essmotl iyHe IPOSIBISIETCS M B €€ ApaMaTypruueckoM 1iade. [lockoiabKy
OJTHUM W3 TJIAaBHBIX (AKTOPOB IIEJIOCTHOCTH IMKJIA SIBJISETCSl €ro JUTEpaTypHas OCHOBa (0 4YeM
MOPOOHO TOBOPUTCS B JAPYroil cTaThe aBTOPOB [1]), a OCHOBHOH CHO)KETHO-CMBICIIOBOW JIMHUEH
MIPOM3BENIEHUS] CTAHOBHUTCA Uaes HepaspbiBHOCTH TpHanbl «Hebo — 3emns — Yenosek», mpuarue
MPUPOBI U MEPA BO BCEM UX MHOT000pas3ui, enuHeHne repos ¢ Kocmocom, — ee 6e3 HaTsSHKKH MOYXKHO
ONpEAETUTh KaK MJEI0 «TapMOHMM MHpPa», LEHTPalbHYIO HACI0 dmoca. Beab, Kak H3BECTHO,
O00BbEKTUBU3UPOBAHHBIA PACCKa3 Teposi O MPOUCHICNIINX COOBITHSX, TIOKa3 XH3HH BO BCEM ee
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MHOT000pa3uu M IIUPOTE, OCO3HAHUE SIUHCTBA MHUPO3JAHHS, MPEACTABIACT UACHHO-00pa3HbI MHp
MPOU3BEAEHUN SITUUECKUX.

Ho ne Tompko 3Ta MbICHb cTama oOwbenuHstomeit mia counHenus [. YUobany. CoBepiieHHO
OUYEBHJIHO, YTO C TOUKHU 3PEHUS POJIOBBIX IPU3HAKOB KAXKJ0€ CTHXOTBOPEHHUE I[IMKIIA OTMEYEHO 0COOBIMU
yepTamu. Tak, IepBoe U3 HUX, OObEKTUBHO-OTCTPAHEHHO OMMCHIBAIOLIEE OCEHHIOI NMPHPOIY, MOXKHO
Ha3BaTh dNHUYecKUM. Bo BropoM — cTpoku «JlyHa, momyMecsiy oceHHUI» (0OpalleHne) U «IUIBIBY U 4,
CILyCKaIOCh 10 TEYEHHUIO» BBIAAIOT IIPUCYTCTBHUE TUPUIECKOTO Ieposl, SIBIISIOIErOCs I0KA JIUILb YaCThI0
HOYHOTO IeH3axa. ITO JaeT OCHOBAHUE T'OBOPUTH O JIMPHKO-3MHUYECKUX CBOMCTBaX NAHHOTO CTHXA:
n300paxxaeMoe COOBITHE MPEMOTHOCUTCS HE TOJIBKO ONMHMCATENFHO, HO M CKBO3b MPU3MY MEPEKUBAHUN
JMPUYECKOr0 Tepos, NPHUAABasi IPOUCXOAALIEMY JHYHOCTHBIN OTTEHOK. 3aTO TPETHH OTPBIBOK,
3aKaH4YMBAIOIIUKCS BOIIPOCOM T'epOsi O CBOEH CyAbOe U SIBISIOMIMKCS IMOIMOHATIBHON KyJIbMHHAIIMEH
IIUKJIA, SBHO MOYET OBbITh 0003HAYEH JIUPHUYESCKUM, TaK KaK MUMEHHO JIMPUKA BBIIBUTAeT HA IEPBbIN MTaH
COJEPKAHUS ero CyObeKTUBHYIO CTOpoHY. CiemoBaTenbHO, B JIUTEPAaTYpHOH OCHOBE NPOU3BEACHUS
MPOCIICKUBACTCS  ONPEJEIICHHOE JBM)KEHUE XYI0)KECTBEHHO-POJOBBIX UYEPT: OT OJIHYECKUX K
JUPUYECKUM, Yepe3 UX B3aUMOIPOHUKHOBEHHE.

PackpeiTHiO 3TOTO Tmpolecca MOAYMHEHO M HECKOJIBKO CTaTUYHOE, ITOBECTBOBATENBHOE
pa3BEpTHIBAHME MY3BIKAJIBHOM TKaHU. B IepByI0 odepenp, OHO IPOSABISAETCS B BOKAJIbHOM NapTHUU
muka. CocTosmias u3 KOPOTKUX (Ppa3-MHTOHALMH, TE KaXXI0MY 3BYKY COOTBETCTBYET ONpEIEICHHOE
CIIOBO TEKCTa, JIMHUS TOJOca HOCUT IMOAYEPKHYTO PEUNUTATUBHBIA XapakTtep. DTUM JOCTHIaeTCs
OLIYIICHUE PACCKa3a, IOBECTBOBAHUS, XapaKTEPHOE U1 3110ca. B To jke BpeMs mapTHsI MELLIO-COIIPaHO,
OKpallleHHass pPAa3JUYHBIMH OSMOLMOHANBHBIMHM OTTEHKaMH B KaXZOM dYacTH (B mepBOod —
co3epIlaTeNbHO-CIIOKOWHAs, BO BTOpOW — 0oJiee HampsDKEHHAs, B TPEThel —AKCIpeccuBHas), CO3AaeT
B Macmtabe BCero IHKia o0pa3 UINTEIbHOTO MEPEeKUBAHUS OIHOTO COOBITHS, THIWYHBIA IS
JIMPUYECKUX NTPOU3BEICHUM.

C TOYKM 3peHHs ApaMaTypruu MPeICTaBISIeTCs BaKHBIM M HAllMOHAJIBHBIM KOJIOPUT MY3bIKU
mukna. JlocturaeMelii pasaMYHBIME OYTAMH (BBIOOp crenu(HUUecKoro aHcamOisi HCIIOJIHUTENEH,
3By4aHHEC TCKCTOB Ha KHTalCKOM A3BIKEC, JaJOMHTOHAIITMOHHAs OCHOBA MaTepI/IaJIa) u HpOHH3bIBaIOHII/II>'I
BCE YaCTH, OH TIEPEe/IacT «IK30THYESCKHE TOHA BOCTOYHOMW MOITHUKH, OOpallieHne Briryob BekoBy [2, €.8].

JIupuKO-3MIMYeCKhe  OCOOCHHOCTH  aHAJIM3MPYEMOTO  BOKAIBHOTO IMKIA  pesibeHO
NPOSIBIISIIOTCS U B popMooOpa3oBanuu. Yactu, HeOombIue 0 00beMy, oiHOA((EKTHBIE IO CMBICY,
CKBO3HBIE M OTKPBITHIE 110 CTPOCHHIO, BEIPAXKAIOT TUITUYHOE JJ15 IMPUKH CTPEMIIEHHE K MUHUATIOPU3MY.
O TOM ke CBHIETENLCTBYET U 0c00asi pojb CHHTAKCHYECKOTO YPOBHSI MY3BIKaIbHOW KOHCTPYKIIHU:
KOMITO3UTOpP BBIBOJMT Ha NEPBBIA IIaH HE TEMAaTHUECKHE, a MEJOJUKO-UHTOHALMOHHbIE, JIaJ0BbIE,
puTMuUeckue, GakTypHble (OPMbI OPraHU3aUKN KaK OCHOBHBIE JIMHUHM MY3bIKAIEHOT'O Pa3BUTHSL.

Bwmecte ¢ TEM, COCAMHCHHUEC OTHOCHUTCIIbHO CaMOCTOATCIIBHBIX HOMECPOB B ‘-IeTLIpeX‘IaCTHBIﬁ
LIUKJI KaK psAfa QUKCHPOBAHHBIX «IIO3THYECKUX KAPTHH» 00pa3yeT HOCTPOESHUE, OCHOBHBIM IPHHLIUIIOM
KOTOPOTO CTaHOBHTCSl JIOTIOJIHSIONIEE COIOCTABICHUE, CBOWCTBEHHOE MAHOPAMHOMY OSIHYECKOMY
pasBepThiBaHMIO. CIeoBaTeNIbHO, JIUPHYECKHE MUHHMATIOPHI, OOBEIUHEHHBIE B IMKJI, CTaHOBSTCS
OTpa)KEeHHEM BpEMEHHOH Oe3rpaHMYHOCTH d1oca. TakuM o0pa3oM, HUccieqoBaHUE OCOOCHHOCTEH
XYJI0’KECTBEHHOTO COJIEPXKAaHUS U, IIMPE, JOTHKH 00IIero pa3BUTHUS BOKAJIBHOTO UK /lessamas n1yHa
I'. Yo6aHy mo3BoJIsieT TOBOPHUTH O PETBOPEHUH 3aKOHOMEPHOCTEH JTMPHKO-3ITUIECKOT0 XapaKTepa.
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REVELATIE BJAJIUMHAPA YOJIAKA: OTPA’JKEHUE CAKPAJIBHOM
TEMATHKHU CPEACTBAMUA HEOAPXAUKHU

REVELATIE DE VLADIMIR CIOLAC: REFLECTAREA TEMATICII SACRALE
PRIN MIJLOACELE NEO-ARHAICII

THE REVELATION BY VLADIMIR CIOLAC: REFLECTION OF THE SACRED SUBJECTS
BY NEO-ARCHAIC MEANS

T'AJIMHA KOYAPOBA,
JOKTOP UCKYCCTBOBEICHHUS, TIpodeccop,
AkanieMusi My3bIKH, T€aTpa U U300pa3UTEIbHBIX HCKYCCTB

CZU 785.16(478)

Cmamusi nocesaujena Ho8OMy HPOU3BEOEHUI0 MOIOABCK020 Komnozumopa Bradumupa HYonaxa Revelatie
(Omkposenue) Onsi CmpyHHO20 OpKecmpa u npeocmasisiem coO0l aHAIUMUYEeCKUll 3Mmio0, PACKPbleaouull
CUMBONUKY €20 HA36aHUSL 8 KOHMEKCme OCHOGHOU KOHYenyuu couunenus. B e2o ocmose nedxcum uodes
UHOUBUOYATILHOZO  XYOOIICECMBEHHO20 pelleHls, OPUEHMUPOBAHHO20 KAK HA 00bekmusHoe, mMak U Ha
cybvekmusHoe  GOCHpusimue  PenucuO3HO-PUIOCOPCKOT  MmeMamuku U  Ompadcauezo  My3biKAIbHbLMU
cpedcmeamu NPUHYUNBL COBPEMEHHOL MEeHOEHYUU CO30ANUsL HOBOT NPOCmonbl. Amop 3ampazuéaem npu 5mom
npo6nembl, CEI3AHHbIE C OCMbBICTICHUEM «HOBO20 CAKPATIbHO20 NPOCMPAHCMEAY, C KOCMUMOM MbIULEHUSL, U, KAK
pesyibmam, ¢ 0opawenuem K Heoapxauke 1 apxemunam CmapurHbX NeCHONEeHUL, RePeHOCUMbIM 6 amMocgepy
UHCIPYMEHMATLHO20 MY3UYUPOBGAHUSL.

Knrwouesvie cnosa:. mondascruii komnosumop, Bradumup Yonax, cumeonuxa nazeanus, Omrposenue,
«HOBOE CAKPANbHOE NPOCMPAHCMEO», KOCMUZM MbIUIEHUS, APXEMun, Heoapxauxkda, anoio2usi npocmomul,
NPUHYUN A00UYUU, OUATOHUKA, AYOUOBU3YATIbHASL 8EePCUsL

Articolul este dedicat unei creatii noi semnata de compozitorul moldovean Vladimir Ciolac, intitulata
Revelatie pentru orchestra de coarde §i prezintd un studiu analitic ce vizeaza simbolismul titlului in contextul
conceptului general al opusului. La baza acestuia se situeaza o viziune artisticd originald, orientatd Spre perceptia
obiectiva si subiectiva a tematicii religios-filozofice, ce reflecta prin mijloace muzicale principiile tendingelor
contemporane de creare a unei noi simplicitdti. Autoarea abordeazd probleme legate cu constientizarea asa
numitului ,,nou spatiu sacral”, cu cosmicitatea gdndirii si, ca rezultat, cu folosirea metodelor neo-arhaicii si
arhetipurilor cdntarilor stravechi, transferate in atmosfera practicii muzicii instrumentale.

Cuvinte-cheie: compozitorul moldovenesc, Viadimir Ciolac, Revelatie, simbolica titlului, ,, noul spatiul
sacral”, gandirea cosmicd, arhetip, neo-arhaicd, apologia simplicitatii, principiul de aditie, diatonica, versiunea
audiovizualad

The article is devoted to the new work Revelatie (Revelation) for string orchestra by the Moldovan
composer Vladimir Cholak and is an analytical study revealing the symbolism of its title in the context of the basic
concept of the composition. It is based on the idea of an individual artistic solution, oriented both to the objective
and subjective perception of religious and philosophical themes and reflecting the principles of the modern trends
of creating new simplicity by means of music. The author touches upon the problems associated with
understanding the "new sacred space", with the cosmism of thinking, and, as a result, with the appeal to the neo-
archaic and archetypes of ancient chants, transferred to the atmosphere of contemporary instrumental music
making.

Keywords: Moldovan composer, Vladimir Cholak, symbolism of the title, Revelation, "new sacred space”,
cosmism of thinking, archetype, neo-archaic, simplicity apology, addition principle, diatonic, audiovisual version

B mpemyiaraemoii craThe aHaMU3UpPYyETCs HOBoe counHeHnne Bmagumupa Yonaka — Revelatie
JUTS CTPYHHOT'O OpKecTpa, 3aBepuieHHoe aBTopoM 2 uroHs 2017 roga u 1 oktsa6ps 2017 1. BBIIIOXKEHHOE
B ay/IMOBU3YyallbHON BEPCUH B MHTEPHETE €ro chbiHoM, Makcumom Yomakom®. 3amucaHo oHO 371eCh B
rucnosHenun HaunonansHoro opkectpa Monaasckoro Pagno u TB non ynpasnenuem Jlenuca Haycosa.
[To3xe oHO Mpo3ByYaso B aOCOMIOTHOHN NpeMbepe Ha aBTOpckoM KoHuepTe B. Yomaka 24 mas 2018
roga, npu ydactuum HanuoHanmpHOro kamepHoro opkectpa OpraHHoro 3aja (IMPHKHpPOBAJ caM

! https://www.youtube.com/watch?v=GP9mt7JBcHo
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KOMITO3UTOD) U, C TEM e OpPKecTpoM, B KoHuepTe (ectuBans [ru nosotl mysviku 4 nions 2018 rona
(mapmwxep B. Argpuern).

[IponsBenenue, o3arnaBieHHOe Kak OmKposeHue, IMEET CBOI0 CUMBOIIMKY Ha3BaHUS U B 3TOM
CMBICIIC CTaBHUT TEpel] MY3bIKOBEJOM-HCCIIEAOBATEIEM psA MPOOJIEM, CBSI3aHHBIX C OTPaKCHHEM
JyXOBHOW TEMaTHKH (a B ayJUOBH3YyaJbHONH BEPCUH — M MOTHBOB KOCMI3Ma) KaK B CO/IEP)KaTEIbHOM
ACITeKTe, TaK U C TOYKH 3peHus «sBieHus: OTKpOBEeHUs» yepe3 popMUpoOBaHUE «HOBOTO CAKPaJIbHOTO
MPOCTPAHCTBA» MY3bIKH. CaM KOMITO3UTOP COOOIIMII aBTOPY CTAThH O KOHIICTIIINU CBOEH HOBOI paOOThHI
B DJIEKTPOHHOM mmcbMe oT 28 wmioHs 2018 roma crenyromiee: «3aMBbICeN 3TOTO COYMHEHHS MOXKHO
OTHECTH K KaTeropud (uiocoCKo-peUrio3HOM, KaK pasMbIIUICHHE O JKU3HM 4YeJOBEKa, €ro
MOCTYIKAaX W MECTE B 3TOM CIIO)KHOM H ITPOTHBOPEYHBOM MUpe. MTOT 3THX pa3MBIUIEHH — BCTpeda
co Bceesbimanm CoznarteneM, rae IPOUCXOANUT OTKPOBEHHOE OCO3HAHUE TOTO, YTO ThI CAEall B ATOH
3eMHOM KH3HN»?,

[lonsTHO, 4UTO YK€ caMO Ha3BaHWE B TAaKOM cirydae TpakTyercs B. UomakoMm B cyOBEeKTHBHOM
KJIIo4e, TOrJa Kak, B TO K€ BpeMs, B Hay4dyHOH juTeparype (B TOM yucie W OOTOCIOBCKOW) OHO
pacmmppoBEIBaeTCS MHOTOIUIaHOBO. Jla W B menoM mpoOiieMa HAMMEHOBAHHSI MY3BIKATBHOTO
MPOU3BENICHHS B HACTOSIEE BpeMs TOXeE OIleHMBaeTcsl mo-pazHoMy. Hampumep, K. 3eHkun B cTathe
Kynemypa 6 npocmpancmee my3viku TIOCBSIIAET €M LENbIi pa3nen — My3biKanbHblli CMbICIL U €20 UMA,
OTJIENIHPHO 3aJ]aBasiCh BOIPOCOM — «KAKOW MOXET OBITh MYy3BbIKAJIbHAS T€PMEHEBTHKA, BHIPOCIIAS W3
TpaZulUU XPUCTHAHCKOTO (B YaCTHOCTH, MpaBOClaBHOro) Mupocozepuanus» [1, ¢.39]. Ilostomy
MIPEJICTABIISIETCS HENUITHUM O003HAYHTHh OCHOBHBIC ACHEKTHI TPAKTOBKH TepMuHA OmKposeHue B
IIIPOKOM CMBICIIE 3TOTO CJIOBa, HE CYXKas €ro J0 SBIEeHUS ATIOKAIUIICHCa, KaK 3TO, HAPUMED, UMEET
MECTO IMPH UCTIONIB30BAHNH CTyKOBI IepeBoa Google.

W cambie pactpocTpaHeHHBIE OOBSICHEHUS NAlOT B MHTEPHETE BHIICPXKKH M3 Bukumenuu u
pasHoro pona cioBapeil. B mepBoM, caMOM MOMyJsipHOM HCTOYHUKE OmKposeHue B PEIUTUH U
TEOJIOTUU TPAKTYETCs KaK «pa3sHooOpa3HOe OTKphITHE borom cebs caMOro M CBOEH BOJH JIFOISIM.
OTKpOBEHHE MOXKET UCXOAUTh KaK HEMOCPEJCTBEHHO OT bora, Tak M 4epe3 MOCpemHUKOB. <...> B
XPUCTHAHCKON TpaJHIMK CYHIECTBYeT MOHsITHE ecTecTBeHHOro otkpoBenus (Natural revelation),
HA3bIBAEMOT'0 TaKXKe MOBCEMECTHBIM, OOIIMM (B 3HaYeHHH BceoOmiero odiamanus <...>). [log atum
TIOHSITHEM TIOHUMAETCS OTKphITHE BoroM camoro cedst mocpeIcTBOM COTBOPEHHOTO MHPa, IPUPOJIBL, U
OTKpbITHE BOroM HpaBCTBEHHBIX 3aKOHOB JIIOJSIM BHYTPH MX COBecTH. OTIHYHTENbHAS OCOOCHHOCTh
3TOTO THIA OTKPOBEHHS 3aKIOYaeTCd B TOM, YTO IS TOCTIDKEHHS €ro He TpeOyeTcs HHKaKoTo
CBEPXBECTECTBEHHOI'O BMEIIATEIHCTBA, HO JJOCTATOYHO CIIOCOOHOCTEH pazyma demoBekay [2].

Briontae oueBMAHO, YTO, XOTSA B ITHUX OINpPEACICHHUAX HAa MEpBOM MecTe cTouT ums bora,
B. Honak Bce e B CBOEM TOJIKOBAHWHW 3aroJIOBKa HOBOTO COYMHEHHSI HCXOJUT MMEHHO W3 TIOHSTHS
ecmecmeenHo20 omkposetus. TeM caMbIM OH B ONpPEAETICHHON CTeTIeHH MUHUMAJIHU3UPYET €r0 CMBICT,
a, TOYHEe TOBOPS — KOHKPETU3UPYET, OJTHOBPEMEHHO OCTaBJIAS CIYIIATEIO MTPOCTPAHCTBO IS OoJiee
CBOOOIHOM MHTEPIIPETAIUH — TO €CTh, JaeT €My OCHOBAHHE TOBOPs ciioBamu Toro ke K. 3eHkuna, s
«OCO3HAHMS HEM3PEUYCHHOU TayOmHBI My3biku» [1, ¢.47]. Paccyxnmas o6 3Toil cTOpoHEe B pakypce
JlaBHEH Tpaauiuu €€ HWMEHOBaHHWsSA, ydeHbId oTMeuaeT: «[lo-BuaumMoMy, HauOOJBIIYIO CBOOOMY
MY3bIKQTEHOMY MBIIUIEHHIO MOTIIU MPEIOCTABUTh Pa3IMYHbBIE BUJIBI XPaMOBOI MY3bIKH, HE CBSI3aHHBIC
C KOHKPETHOM KaHPOBO-OBITOBON CHTYyallMeH, a HAIPOTUB, BHIBOJSIIINE YEIOBEKA U3 TUIaHA BPEMEHHU B
chepy Beunoctu. [IpeaBapsroiee e nMeHOBaHKe TyxoBHOM My3biku (Credo, Sanctus, Stabat Mater u
Ip.), KOHKPETU3UPYS CMBICI, OTHIOAb HE MOABEPrajio €ro OrpaHMYECHHIO, MOCKOJIBKY OTCBHLIANO K
Umenam CymHOCTH, YbM HEHU3PEUECHHOCTh W HEONPEAETMMOCTh OECKOHEYHOIo MpPEBOCXOST
My3BIKaJIbHYT0 cTUXHIO» [ Tam xe].

2 13 5neKTpOHHOI TIepenncKy aBTOpa CTaThu ¢ KoMiosuTopoM (apxus I'. Kogaposoit).
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Uro xe KacaeTcsd COBPEMEHHOI0 MOAXOAd, TO 37E€Ch, KOIZa MBI CTAJKUBAaEMCS C SBICHHEM
CAKpanbHO-KOHYepmuo2o uckyccmea, mo ompenenennto H. 'ymsawmmnkoit [3, c.131], Bo3HHKaiOT
HEKOTOphIe pasHoriacus. Tak, Hanpumep, B. MapTsIHOB, BBOS TEPMUH CAKPAIbHOE NPOCMPAHCIEO,
MPOBOJUT YETKOE pa3rpaHuueHre AByX cdep MY3bIKH — KOMIIO3UTOPCKOH M CakpaibHOM,
noj4epkuBas: «B ominmune OT KOMHO3UTOPCKOM My3biku res facta, rpuropuanckas TpaIumus
npeacTaBisieT co00il He 00JIacCTh PYKOTBOPHOCTH M CAETaHHOCTH, TO €CTh He 00J1acTh HCKYCCTBa, HO
HEPYKOTBOPHYIO 00J1aCTh CBSILIEHHOTO, CYIIECTBYIOIIET0 IOMUMO YeJI0BEKa U ero ycuinil. IMeHHO 3Ty
00J1aCTh CBSAIIEHHOTO MBI ONPEICIUM TEPMHHOM cakpaivhoe npocmpauncmeo» [4, ¢.128]. ABTop
HCXOJUT TPHU 3TOM M3 MOHUMAHUS MY3bIKaJIbHOTO IIPOU3BEIEHUS KaK BEIIH, 3aMeuasi: «YKe B caMOM
HOIMYAN HAEU BEIIM TAaWTCs HENPEeOoNOJMMOE NPEISITCTBHE Ha IIyTH K IIOHUMAHUIO IIPUPOABI
cakpajgpHOro nmpocTtpaHcTBa» [Tam xe]. B utore oH, cBA3bIBask MOHATUE NMPOU3BEEHUS, UIIH OITyca C
MOHATHEM NYONMKAaMM W C MPOLEecCOM MNOTPeONICHHs, BO3paKaeT MPOTHB Te3UCa O peabHOM
CYLIECTBOBAaHHUHM B COBPEMEHHOH My3bIKaJbHON IPAKTHKE «HOBOIO CAaKpajJbHOI'O IPOCTPAHCTBA» MU
JieJIaeT KPaCHOPEUMBBIM BBIBOJ], YTO OHO CYIIECTBYET MOKa JHIIb KaK «IMHUSA TOPU30HTA, IIOCTOSHHO
yAaSIomascss OT Hac IO Mepe Hallero NpuONMKEeHUs K HeW, 3TO JMIIb HHTEHIMSA Halero
COBpEMEHHOT0 cylecTBoBaHus» [4, c.142].

Bnamumup Yomak, omHako, co3gaBas My3bIKy, MPHHAAJICKAILYI0 TYXOBHOW cdepe, B ITOM
CMBICIIC, TI0 BCEH BHUAMMOCTH, CTaBWI ce0e HMMEHHO MOAOOHYI0 3amady (HOpMHpPOBAaHUS HOBOI'O
CaKpaJbHOTO TIPOCTPAHCTBAa YeEpe3 KOMIIO3UTOPCKOE TBOpUYecTBO. B ero moprdene Hemano
MIPOU3BEICHU, KOTOPBIE MPEICTABISIOT COOOH M JUTYpPruidecKre >KaHpbl — BIPOYEM, KaK IPaBHUIIO,
TBOPYECKU UM IpeoOpakaeMble B pe3yIbTaTe CUHTE3a Pa3HOPOAHBIX XPUCTUAHCKUX TPAAULIHM, a TAKKe
WCIIOJIb30BaHMUsI COBPEMEHHBIX CPEJCTB BhIpAXKEHHUSA. DTO, KCTATH, MO3BOJIIET OTHECTH €ro — YxkKe
JOCTaTOYHO OMNBITHOTO KOMIIO3UTOpAa — K TOMY M3 2 THIIOB XYAOKHHUKOB, O KOTOPBIX IHIIET
I'. layHopaBuueHe B cTatbe CakpaibHOCHb COBPEMEHHOU MY3bIKU — Mugh unu peansrnocms? [5, ¢.173].
Ona, B 4acTHOCTH, TOBOPUT O HENPUMHUPHUMOM KOH(MIMKTE MEXIy HUMH, UMes B BUAY, C OJHOM
CTOPOHBI, KIIOKOPHOT'O CJIEAOBATENS TPAIULMN JIUTYPTUIECKON MY3BIKH U, C IPYTOH — 3TOJIUTapHOTO
XYJOKHHUKA, CKIIOHHOTO K CBOEH MpaB/ie U K MpaBy NepcoHanpHoro odmenus ¢ borom» [Tam xe].

B. Yonak, mymaercsa, mo Oonblield 4acTH HaxosChb B CBOEM OOraroM M pa3sHOOOPa3HOM
TBOPYECTBE B OMBITE BOILIOICHUS uaen OmKposenus, B aHAIN3UPyEeMOM HaM1 COYMHEHUH, Ha ceil pa3
0oJyiee KOHKPETHO 03ariiaBJICHHOM B JIaHHOM KIIIOYE, WINET MyTh K 3TOH CBOEW MpaBle W K IMpaBy
obparienusi K bory B monsITKax MpuOIMKEHUS K «JOKOHLIEPTHBIM» MY3bIKaJIbHBIM (OpPMaM, BO3POKIAsSL
MIPUHLIMIIBI MHTOHHPOBAHUS, XapaKTepHbIE JJIS CTAPHUHHBIX PAcleBOB, HE CTOJBKO HCIIOJIHSIEMBIX,
CKOJIBKO CJIOBHO POKAAIOIIMXCS 110 HAUTHIO CBBIIIE B MPOLIECCE MOJUTBEHHOTO akTa. B 3TOM cMbIciie
OH B YEM-TO COIIPUKACAETCS MBICIIBIO M C TPAKTOBKOM cakpasJlbHOCTH Y B. MapThiHOBa.

Brnipouewm, nipy 3TOM OH MEPEHOCHUT 3TH MPHUHLHUIIEI B COBPEMEHHBIN KOHTEKCT, MOJAEPHU3UPYS
UX COINIaCHO TPEOOBaHMUAM PETPO-CTHIIS U, B YACTHOCTH, Heo-apxauku. HamomHio: 00 «axmyanuzayuu
U 60cmpebo8anHocmy B HOBEHILEH KyJIbTypHOW CUTYallUu «cmapoy cmpamezuu, COCPeT0TOUNBILEH
B ce0e MHOTOBEKOBOH JKM3HEHHBIH MOTEHOWANM» [6, C.5], MUIyT paxe y4YeHbIE-MEIUEBUCTHI
H. EdumoBa, aBrop 310ii HopMynHpoBKH, 100aBiseT K Hel: «HblHE B My3bIKaJIbHBIH 00MX0 aKTUBHO
BO3BpAIAIOTCA HEKOT/Ia 3a0bIThle aHATUTUYECKUI WHCTPYMEHTAPH, TEXHUKH, TEPMUHBI, CMBICIIBI
...<...> YHHBepCaJIbHO-MHO>KE€CTBEHHbIC WHTOHAI[MOHHBIE CHCTEMBI, HAllEJICHHBIE HA CAMOpPa3BUTHE,
CUCTEMbI MHOTOBAPHUAHTHOTO ITPOYTEHHUS, TATOTEIONINE K CHHTE3Y, K KOHCTPYHNPOBAHHUIO, MOIaJIbHOCTH,
MOJIMMO/IAIbHOCTh, MPUCYIIME HBIHE S3BIKY BBICOKOW MY3BIKH — BCE 3TO OBUIO YK€ 3HAKOMO
KaponuHrckoMy BpeMeHH, IEPEXOAHON KO BTOPOMY THICSYEIIETHIO 310Xe» |6, ¢.5—6].

HccnenoBarens oOpariaeT BHUMaHWE Ha OCOOBI BEKTOP TOW 3TIOXH, «OOpaIIeHHBIA B CTOPOHY
€AMHOCYIIIHOCTHON MY3BIKHM, €€ HEHCUYEpPIAaeMbIX BO3MOXHOCTEH, HaNpaBJIEHHBIH Ha IOCTHXKEHHE
nuctuHoi Kpacotel boxxecTBeHHOTO 3aKOHA, Ha cTshDkaHue boskecTBeHHOW Onarojatu, a depes Hee Ha
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ypa3yMeHHUE 3TOr0 3aKOHa», I0J1arasi, 4TO OH «BHOBB Kak Oy/TO ObI BEpHYJI OPUS MUSICA K €ro HCXOTHOI
CTYTICHH, K JKEJTaHUIO BCe HadaTh «C Hyms» [Tam xe, c.8].

OTOT NPUHLUI — HAYaTh «C HYJISD» — CTaJl OCHOBHBIM MMITYJIbCOM U ISl IOCTPOEHUS BCE
CTPYKTYpPBI MY3bIKATbHOTO MHTOHUPOBaHUA U B Revelatie B. Yonaka, rie u3 oAHOTO-€IWHCTBEHHOTO
ToHa f — KaK CMMBOJIA MIEPBO3IEMEHTA 3BYKOBOIT MaTepUU — CBOETO POJia «MOHA/IbI», BOILIOIIAOIIEH
aOCOIIOTHBIN TOKOW M COCTOSIHWE KBHETH3Ma B CBOEM HCXOJHOM 3BYYaHHHM Ha pp, MOCTEIIEHHO
BBIPACTA€T MHOTOI'OJIOCHOE IecHomeHue. Ero oOmuil Xxapakrep oOmIpeneieH aBTOPCKUMH
0003HaueHNAMHM TeMIla U crocoba ucnoiaHenus: Con chiaro tristezza, Moderato con moto. OnHako,
HECMOTpsSI Ha yKa3aHUE Ha MOJABMKHO-yMEpPEHHBIH TEMII, OHO Pa3BHBAETCS CTENEHHO, HECIEIIHO B
PUTMHYECKOM OTHOLICHHWH (IO METPOHOMY IOJOBHMHA=55), IOCKOJIBKY OCHOBaHO Ha JBHXCHUU
WCKITIOYUTENBHO KPYMHBIMU JUIUTENBHOCTSMH (LEIBIMH M TOJOBUHHBIMH, T/Ie-TO MPOAJICBAEMBIMHU
NYHKTHPaMH WM OCTAHOBKaMH Ha OpPEeBHCAX), MECTaMU OPraHU30BaHHOM I10 PUHIMITY cantus planus,
HO B IIEJIOM CKOpPEE CBOMCTBEHHOM CTapHHHBIM XOpaJlaM.

C Ttouku 3peHHs (aKTyphl HaclaWBaeMbIE TOJIOCA HEYACTO SKBUPHTMHYHBI, OHH CKOpee
Pa3sHOPOAHBI IO CBOCH MEIOANYECKOH (DYHKUMHU: OIHU 00pa3yroT IeJalu, HHbIe IOBTOPSIOT KPaTKUe
ocTUHAaTHBIE (UTYphI; Oollee WHAWBUAYATU3UPOBAHHBIE B MEJIOAMYECKOM OTHOIICHUH TEMBI
pa3BHUBalOTCA aBTOHOMHO, CO37JaBas pa3BETBICHHbIE KOHTPANYHKTHI, MOPOH C 3JIeMEHTaMHU
MIPOTUBOIBHKCHHUSL.

KoHnTypsl TeM, MooKeHHBIE B OCHOBY 3THX IEpEeIUIETEHUH T'0JI0COB, ONMPEENIOTCS CTPOro
JUATOHWYHBIM XapaKTEepOM MPEHMYIIECTBEHHO IJIABHOTO ABWXEHHS (IMIIb B T.68 mposBisercs
Ja0Bast IEPEMEHHOCTh 3a cyeT BBeneHus 3Byka d natural, a B T1.75—77 B rapMOHHYECKOM BEPTHKAIH
BO3HMKA€T POMAHTHYECKH 3ByYalllMi akKKOpZ — Malbli-yMEHBIICHHbBI CENTaKKOpA, 31eCh
BeicTymatomuii  kak II; b-moll). Jlnama3oH Ha4YajabHBIX MOTHBOB IOJBEPraeTcsi MOCTEIICHHOMY
PacUIMPEHHUIO TIO MPUHLIUITY aJAULIUN — I00aBICHUs OJIU3IeKAINX TOHOB B TOCTYIICHHOM JBIKECHHN
WJIN 32 CYET XOA0B Ha TEPLHIO, YTO CIIOCOOCTBYET (POPMHUPOBAHHIO HE TOJIBKO TEMAaTH3Ma, HO U JTaJJOBBIX
CTPYKTYP. ABTOP MBICIUT MOJAJIBHO, H30Hpast MOHaYally TETpaxopA Kak CBOETro poJia apXeTHl Jaia u
KaK OTHPaBHYIO TOUKY JUIS ()OPMHUPOBAHHS TEMBbI MEPBBIX CKPHIIOK, BBOJS (PUTHHCKHE O0OPOTHI U
JlaXke MHTOHAIIMIO U3 CpeTHEBeKOBOI cekBeHnK Dies irae (B 1.43), 01HAKO TOHAIBHOE MBIILJICHHE BCE
K€ SABHO TPOCTYIAET, YIpaBiIsAs OOlIeH KOMITO3WIIMEH: BCs mheca BeiAepskana B f-moll, uro
MOTYEPKUBAETCS M TPUCYTCTBUEM PENpPU3HOCTH (C 1.9 mMapTUTYpbI), KOTOpas MO3BOJSET HpPUIATh
obmeit opme, yBeHUaHHOU KOmo#-morendo, cTpoitHOCTh M 3akOHYeHHOCTh. Koma, BeTymas mocie
(dbepMaThl, MOIIHOTO AWCCOHAHTHOro akkopma tutti wma ff m rayOokoi reHepanpHOlN mMays3Hl,
BOIUIOMAIONIEH pUTOpHUEcKylo (Hrypy apoSiOpesis’, MoJHOCTHIO MepecTpamBaeT BOCHPUATHE Ha
KapIMHAJIBHYI0 CMEHY HACTPOCHHUS: HHUCXOJIee TraMMOOOpa3HOe JBWKEHHE, HauuHarolleecs C
¢dpurniickoro 000poTa 1 3aTeM NepeiaBaeMoe OT TAPTUH BEPXHUX TOJIOCOB K HIKHUM, C «OCETaHUEM)
TOHOB MOCTYIICHHOTO 3BYKOpSiia B KJIACTEPHYIO MeJallb 3a CYeT MHOXKECTBeHHbIX diViSi, mpHBOIHT,
HECMOTpsSI Ha TOCJIETHUN BCIUIECK SMOIMHA, K TOCTEIEHHOMY M OKOHYAaTEebHOMY pPacTBOPEHUIO
3BYYHOCTH, C BO3BPATOM K HCXOJTHOMY pp.

Bce cranoBienne 3TOH KOMIO3HWIMK TOAYMHEHO MPOIECCYaTbHOMY MPUHIIUITY: OHAa CIIOBHO
POKIaeTcs Ha HaIlNX IJ1a3ax, Kak CBOOOTHBIN MOIHIIOT TOJIOCOB JIFOJICKOTO X0OPa, MPOXOIIIINN Yepes3
HECKOJIBKO II0CJIEI0BATENbHBIX BOJH NMOCTENIEHHOTO TUHAMMUYECKOTO M PETUCTPOBOTO pa3pacTaHUs U
OOHOBJIEHHSI TEMaTH3Ma, Ha4aj0 KOTOPhIX 0003Hayaercs nudpamu naptutypsl. [IpuHnmn agaummy u
3/1eCh BBICTYIIAET KaK OCHOBA 7151 YOPMHUPOBAaHUS MHOTOT'OJIOCHS 32 CUET HACTauBaEMBbIX TAPTUI, TOHOB
BEPTUKAIBHBIX 00pa30BaHWi, TEMOPOBBIX KOMIUIEKCOB. Kakymascsi «amojorus MpPOCTOTBD),

3 Boo0liie paccMOTpEHHE MOTUBHBIX CTPYKTYP ¥ 000POTOB B 3TOM COYMHEHHH C TOYKU 3pEHMUsI MX (POPMYIILHOCTH
(B TOM 4mCIe, U B CBS3M C UCIIOJIb30BAaHHEM apXETHUIIOB MHTOHHPOBAHHUS M PUTOPUIECKUX (DUTYDP) MOXKET CTaTh
MPEMETOM OTAEIBHOTO 00CYKICHHUS.
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olLleHMBaeMas IPU W3HAYAIbHOM BH3YaJIbHOM O3HAKOMJIGHHWH C HApTHTYpOH, 000pauynBaeTcsi, OJJHAKO,
JOCTATOYHOU CIIOKHOCTBIO IIPH CIIyXOBOM OLIEHKE BO3HUKAIOIINX FAPMOHHYECKHX 3By4yHOCTER. Hapsaay
C «IYCTBIMH» KBHHTAMH, NPOTSHYTBIMH JHMOO KOMOMHHPYEMBIMH MEXIy cO000H M C APYrHMMHU
WHTEPBAJIBHBIMH 3JIEMEHTaMHU, Ba)KHOE MECTO 3/1€Ch 3aHMMAIOT CEKyHIOBble (QoHHUYecKre 3()(EeKTHl,
YaCTUYHO CO3/laBacMble C MOMOIIBI0 reTepo(OHHBIX MPHUEMOB rosiocoBeneHus. CenTumsl 34ech 1O
OoJblIel YacTH 3BydYaT MATKO, B OTJIMYKE OT CEKYHII, B KOHIIE KOHLIOB (POPMHUPYIOIIHX B perpuse u
KOJIe TOJNMKIACTepHblE TapMOHUHU, KOTOpbIE, IMO-BUIUMOMY, IO CYTH CBOEH NpHU3BaHBI CO3/aTh
cOHOpHBIE (D (PEKTHI, CBOHCTBEHHBIC «BHE3EMHOM aTMOC(hepey.

B cBs3u ¢ nanHoi accouumanyei B 3aBeplleHre Hallel cTaTbu 00paTuM BHUMAaHUE ellle Ha OJTUH
aCIeKT paccMOTpenHs mpousseneHus B. Yomaka Revelafie — a MMEHHO, Ha KOCMH3M* aBTOpPCKOM
KOHIICTIMH, HalleAmnid Haubojee HENOCPEACTBEHHOE OCBEICHHE B ayIHOBU3yaJbHON BEpPCHH,
co3manHoi mpu yuyactuu M. Yomaka. 3pmeck, mo cyTH Jena, TaKKe IO-CBOEMY OTpaXkeHa uies
CaKpaJIbHOr0 MPOCTPAHCTBA, CO3JaHHOTO bo)XeCTBEHHOW BOJIEH, a I 3eMJISIH BOIUIOLIEHHOTO B
co3eplaHuy Heba W Pa3MBIIUICHHH O MECTE YeJIOBEUECKOH JTMYHOCTH U POJIM €ro B oOwIel KapTHHE
mupa. ['omy0as 3emis, okyTaHHas 00TaKkaMu, MEPHAIbI 3Be3/1, POPMHUPYIOIIHE IaMs HeOECHOTO CBETa
WIM YrajblBaeMble KOHTYPBI BOOOpakaeMbIX HEOOXKHTENEH, OTPOMHBIE TAJIAKTUKH U OTICIIbHBIC
3BE3JIHbIC TYMaHHOCTH — BCE 3TO CIIOBHO KOHIIEHTPUPYET B cebe boskecTBeHHBIH CBET, KOTOPHIH elle
s[p4Ye OTTEHSETCS OapXaTHBIM TeMHO-CHHHUM (hOHOM 3Be3qHOro Heba. M 3To He BooOpaXkaeMblH, a, 1o
BeIpakeHHI0 B. TomopoBa, peanbHBIl MUp, «pealbHOE OBITHE, €r0 IEIOCTHOCTh, MTOHUMAaeMOe Kak
0J1aro M OTCHUIAONIEE K Uee 6 0 %K € C T B € H H O T 0 KaK HOCUTENs 3Toro Oiara»°. IMeHHO Takum
BUAMTCS U HAM MOHMMaHHE OOIIEro 3ambIciia HOBoro counHeHus B. Homaka, koTopoe, HecMOTps Ha
MPUHAAJICKHOCTh K JKAaHPY MHCTPYMEHTAJBbHBIX MPOM3BENEHHH, ITOBECTBYET €ro TOJOCOM 00
yOeXIEHUSIX KOMIIO3UTOpA, ITOCBATUBILEIO OOQJIBIIYI0 YacThb CBOETO TBOPUYECTBA BOIUIOLICHUIO
CaKpaJIbHOM TEMaTUKH.
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SUITA CORALA CASA MARE LA I1ZVOARE DE T. ZGUREANU:
PARTICULARITATI COMPOZITIONALE

THE CHORAL SUITE THE BIG HOUSE AT THE RIVERS BY T. ZGUREANU:
COMPOSITION PARTICULARITIES

SVETLANA COSCIUG,
profesor, Colegiul de Muzica si Pedagogie, Balti

CZU 784.087.68.083.1(478)

Suita corala “Casa mare la izvoare” de Teodor Zgureanu pe versurile lui Anatol Ciocanu prezinta un
model al ciclului, in care genurile folclorice, exprimate in parti componente, se imbind intr-o structurd
compozitionala specifica suitei instrumentale folclorice. Cele patru parti ale suitei: Doina, Hora, Batuta, Sarba,
prin intermediul genului si textului literar, la fel si prin mijloacele de expresivitate, caracteristice fiecarui numar
in parte, se incadreaza intr-o unitate compozitionald, elementul unificator al careia este dramaturgia. Unitatea
suitei “Casd mare la izvoare” este asigurata si de folosirea, pe parcursul ciclului, a tonalitatilor inrudite: g-moll
— G-dur — F-dur — B-dur. Limbajul muzical al suitei este simplu, bazat pe relatii armonice traditionale, ritmurile
dansurilor folclorice, predomind factura orchestrald, ceea ce justifica pe deplin originea genului.

Cuvinte-cheie: suita corala, genuri folclorice, microciclu

The choral-suite “The Big House at the Rivers” by Theodor Zgureanu, based on Anatol Ciocanu’s verses,
presents a model of the cycle where the folk genres, expressed in the constituent parts are combined in a
composition structure, that is specific to an instrumental folk suite. In the four parts of the suite — Doina, Hora,
Batuta, Sarba, through the genre of literary text and the expressivity means characteristic of each number, are all
combined in a composition uniz, the main unifying element being dramaturgy, centered on ,,microcycles”. The
suite unity of “The Big House at the Rivers” is also assured throughout the cycle by some of the tonalities: g-moll
— G-dur — F-dur — B-dur. The musical language of this suite is simple, based on traditional harmonic relations
and on folk dance rythms, where also persists the orchestra structure that justifies the origin of this genre.

Keywords: choral suite, folk-genres, microcycle

Personalitate marcanta a culturii nationale (compozitor, dirijor, pedagog), Teodor Zgureanu
inscrie numele siu in muzica autohtona prin numeroase creatii in diverse genuri. In vasta sa creatie
corald un rol important revine suitei, intrucat debutul sau in compozitie a pornit anume de la acest gen.
Drept sursa de inspiratie in abordarea genului respectiv i-a servit cantecul popular, dragostea pentru care
i-a fost implantatd de citre tatal sau. La fel, in acumularea bogatului material folcloric a contribuit si
activitatea lui T. Zgureanu la Cabinetul de Folclor de la Casa de Creatie populara.

Suita Casa mare la izvoare, pe versurile poetului Anatol Ciocanu, editatd in 1986 in culegerea
Coruri, a fost interpretata de catre Corul Radioteleviziunii din Moldova in anul 1982 (partea I) si in
1984 (integral). Putem inainta ipoteza ca lucrarea a fost scrisa pentru corul respectiv in aceeasi perioada,
intrucat T. Zgureanu activa deja in calitate de conducator artistic si prim-dirijor al Capelei corale
Moldova a Radioteleviziunii (1976-1987). Aceasta suita se evidentiaza prin utilizarea unui material
folcloric veritabil, intrucat ambii creatori, descendenti din mediu rural, au ales un suport muzical-literar
bazat pe o dramaturgie in crestere.

Suita corald Casd mare la izvoare consta din patru parti: I. Doina. Il. Hora. Ill. Batuta. V.
Sarba. Luand in considerare specificul muzicii populare instrumentale ciclice, care permite alternarea
fie ,,a doud piese contrastante — doind lentd de natura improvizatorica sau a doud dansuri diferite ca
tempo si caracter — de exemplu, hora si sarba” [citat in: 1, p.12], In suita data alternarea a patru parti
succesive scoate in evidentd ,,diverse aspecte, diverse fatete ale unei piese dezvoltate... factori, ce ne
caracterizeaza ca popor... cunund de melodii” [din spusele compozitorului].

Doina, Andante, g-moll, 3/4, evoca vechimea si bogata istorie a moldoveanului pe acest pamant.
Textul poetic al Doinei, in stransa legatura cu cel muzical, reprezintd o perioada alcatuita din trei
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propozitii, fiecare din ele indeplinind o anumita functie, ceea ce coincide cu structura ,,strofei elastice”
a unei doine propriu-zise [3, p.304].

Propozitia expozitiva a, cu functie de introducere, este alcatuita din doua fraze (mas.1-8):

- prima fraza este expusa in partida basilor pe motivul ascendent al doinei, asociat cu urcusul pe
un deal, se opreste pe pedala tonicii (mas.4-8);

- fraza a doua — pe pedala tonicii se suprapun alte intonatii descendente de doina in partida
altistelor, asociate cu coborarea in vale. Alaturarea pedalei altistelor in octava peste pedala basilor
creeaza impresia spatiului mioritic — dealurile si véile noastre.

Intonatiile luminoase ale solo sopranei, cu functie de continuare a discursului literar-muzical —
propozitia dezvoltatoare b (a) (mas.9—16) justifica conotatia sensului notiunii de doind, ce tine ,,de sfera
semantica a intonationalului: ... ,;melodie cantatd de femei” [2, p.311]. In conformitate cu textul literar
,Lanu-i luminat”, compozitorul introduce armoniile simple de dominanta si tonicd pentru a sublinia
sfarsitul partii de mijloc (mas.15-16).

Inceputul propozitiei concluzive a; (mis.16-25) se prezinti ca o culminatie a Doinei, intrucat
subliniaza munca depusa ,,cu dor”, a omului (mas.17-19). Ultimele fraze ale solistei contin un ornament
specific melodicii vocale folclorice. Armoniile de dominanta si tonica insotesc concluzia solistei, corul
incheind discursul muzical pe armonia tonicii, cu prezenta coroanei pe ultimul sunet (mas.24-25).

Intreg materialul muzical al Doinei este alcatuit din motive intonationale diferite ale genului in
cauza. Din fuziunea acestor motive se tese forma muzicald a genului — o structurd tripartitd de
dimensiuni mici, dar si o ,,forma intermediara cantec-doina” [3, p.318], la realizarea acesteia contribuind
atat masura ternara, cat si tempo-ul Andante.

a b(@ a

ab bia avara

1-8 9-16 16-25

Hora, G-dur, 6/8, constituie ,,centrul liric al ciclului, fiind plasat de reguld, in zona mediana a
compozitiei” [1, p.74]. Hora Incepe cu armonia in cvintd, in partida vocilor barbatesti, pe silaba “dzum”,
ce creeaza ,,efectul imitarii” cimpoiului [1, p.29]. Primele doud masuri introduc in ritmul de hora. in
calitate de material muzical compozitorul foloseste un citat folcloric, vizat si de cercetatorul si
muzicologul G. Ciaicovschi-Meresanu si inclus in culegerea Leru-i ler — Jocul mare — o ,hora
ritualica, consacratad nunului mare” 5, p.8, 232].

Structura pétrata a perioadelor repetate din muzica dansului permite atat conturarea unei forme
strofice de cantec, cat si a unei forme tripartite mici cu introducere:

Intr. a b (a) a

atar b+br  arta

1-2 3-10 11-18 19-25

Pe parcursul discursului muzical se pastreaza atat ritmul de hora, cat si tonalitatea. Repartitia
vocilor corale aranjate in factura omofon-armonicd aminteste de sonoritatea unei mici formatii
instrumentale. Melodia principald este expusad in partida sopranelor, ce se asociazd cu sonoritatea
viorilor; n partea din mijloc melodia este preluatd de partida tenorilor, iar in repriza tenorii completeaza
armonic tema principald a partidei sopranelor. Basii si altistele sustin melodia pe fundalul armonic,
imitand contrabasul si viola. O modulatie din G-dur in F-dur prezinta un episod tranzitoriu, ce introduce
in atmosfera urmatorului numar al Suitei — Batuta, subliniat de intonatiile strigatelor de bucurie (més.26—
29) si a tropaitului (mas.30).

Batuta, F-dur-B-dur, Vivo, 2/4, prin caracterul vioi, imaginile textului literar si formula ritmica
caracteristica, aduce in fata ascultatorului un alai de nunta. Forma bipartita a dansului este structurata
pe strofe variate, atdt in privinta textului literar, cat si a celui muzical. Unul din mijloacele de
expresivitate ale Batutei se refera la factura omofon-armonica, ce sugereaza sonoritatea tarafului-fanfara
din secolul XX, ce insotea alaiurile de nunta. Spre exemplu, vocea sopranelor imitd timbrul trompetei,
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vocea tenorilor — saxofonul, iar vocea basilor — trombonul; restul vocilor imita ritmul tobei. Aceste
intrari succesive ale vocilor corale amintesc, totodata, si de o intrecere intre instrumentisti, intrucat
fiecare voce ilustreaza variat un anumit episod (strofd). Caracterul ,,de voie bund” al fanfarei se mentine
pe parcursul intregii lucrari. Datorita tempoului indicat in partiturd, dansului Bdtuta i se poate atribui
trasaturi de ,,hora-batuta” [4, p.32].

Batuta incepe in tonalitatea F-dur (strofele 1-2); urmeaza apoi o modulatie in tonalitatea B-dur
(subdominanta F-dur, strofele 3-5); lucrarea finalizand in tonalitatea F-dur (dominanta tonalitatii B-
dur, pentru urmétorul numar).

A As(var.) B
Intr. cupl.l cupl.2 cupl.3 cupl4 cupl5 cupl.6

a + a ata b + b b, + bs+ bs
26-30 18 9-16 17-24  25-32 33-40 41-48 49-56 57-64
C-F F F F B B B F F

Sarba, B-dur, Presto. Tempo di sirba. Inceputul Sarbei, la fel, ca si cel al Batutei, este anuntat
prin motivul de apel al cvartei in toate vocile (cu exceptia vocii A), care cheama la joc. Daca in Batuta
a fost realizatd sonoritatea tarafului-fanfara in cadrul alaiului de nuntd intr-un tempou vioi, in Sdrba,
iuresul dansului este evident. Mesajul ideatic si de gen i atribuie “proprietati rezumative” [1, p.74].
Aceasta duce la accentuarea finalului, intrucat suita data se caracterizeaza prin ,,profil tempo-imagistic
ascendent” [citat in 1, p.74].

Primele patru masuri prezinta o scurta introducere, ce imita sonoritatea unui taraf (partidele A,
T — 2 viori si B — un contrabas), cu functie de acompaniament pentru partida S. Aceasta factura
omofon-armonica, cu repartizarea individualizatd a functiilor vocilor este pastratd pe tot parcursul
lucrarii.

Sarba prezinta un cantec de joc, avand forma de strofa cu refren, cu introducere si coda:

Intr. cuplet refren coda

a +al b@ + b(@ c(a)

1;2-5 6-13 14-21 22-29 30-37 38-39

B B B B

Unitatea compozitiei suitei Casd mare la izvoare este asiguratd si de folosirea, pe parcursul
ciclului a tonalitatilor inrudite: g-moll — G-dur — F-dur — B-dur. Limbajul muzical al suitei Casa mare
la izvoare este simplu, bazat pe relatii armonice traditionale, ritmuri de dansuri folclorice, factura
orchestrald, ceea ce justificd pe deplin originea acestui gen.

Utilizarea materialului muzical-folcloric divers, infrumusetat cu imaginile textului poetic,
permite organizarea in cadrul suitei, a principiului contrastului, ca element unificator al dramaturgiei
acesteia. Contrastul de gen caracteristic pentru suita determina aparitia ,,formei constituant-contrastante
care influenteaza Intr-un mod aparte asupra procesului de organizare a ciclului. Partile structurale in
aceastd forma reprezintd un fel de ,,suitd in suitd”, dezvéluind o succesiune liberda a unor sectiuni
contrastante ca tempo, gen si imagine, aranjate dupa principiul transferului subit dintr-un plan in altul”
[1, p.76]. Spre exemplu, partile I, Doina si I, Hora se prezinta ca un microciclu bipartit. Partile II, Hora
si I, Bdtuta, la fel se prezinta ca un microciclu bipartit. Si in final, un alt ciclu bipartit, ce contribuie la
conexiunea logica a compozitiei, formand o arca de la partea I, Doina spre partea IV, Sdrba, cantecul
constituind o ,,forma intermediara” [3, p.318] situate intre aceste doua genuri: cdntec-doind si cdntec-
joc. Aceasta este legatd de dezviluirea succesivd 1n toate partile, a unui continut concret, ce
conditioneaza logica compozitionala si relatiile genuistice.

Folosind genul folcloric in calitate de mijloc principal in crearea imaginii artistice in corelatie
cu textul poetic, T. Zgureanu ii atribuie si o alta functie — cea a modalitatii de exprimare. Astfel doina
»presupune o stare de puternica traire sufleteasca si o profunda interiorizare. Cantata de roman in mod
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individual si “pentru sine” [3, p.299]. Pentru Doina, compozitorul utilizeaza vocea soprano solo, adica
prin intermediul doinei se percepe o modalitate de exprimare individuala — ,,eu-1”. Daca Hora este
asociata cu dansul fetelor, Batuta in contrast, prezinta un dans al flacailor iar finalul — Sdrba, devine
un dans comun pentru toti. Deci, de la cantecul-doina (a ,,eu-lui individual) prin dansurile ,,feminin”
(ce caracterizeaza frumusetea si gratia femeii) si ,,masculin” (ce caracterizeaza vigurozitatea barbatului)
spre dansul tuturor in toiul unei petreceri campenesti. Caracterul simplu si mobil, structura
compozitionala elastica si emotivitatea imaginilor confera suitei Casa mare la izvoare accesibilitate si
viabilitate.

Partea I. Doina 1. Hora I11. Batuta IV. Sérba
Genul folcloric cintec-doind dans dans cntec-joc
Mod. de exprimare | individual feminin barbatesc comun
Maisuri 3/4 6/8 2/4 2/4
Tonalitate g-moll G-dur F-B-dur B-dur
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In paginile aricolului se propune o trecere in revista a studiilor in care se reflecta creatia compozitorului
V. Ciolac, cu scopul de a evidentia cele mai importante genuri abordate in palmaresul sau componistic, se
mentioneaza tendinta de reinviere a muzicii spirituale in Republica Moldova si directiile ce se contureaza in
perioada anilor ‘90 in cadrul culturii muzicale autohtone. Autorul pune in vizor problema actuald ce tine de
continuitatea traditiilor si, totodatd, de inovatiile realizate in cadrul muzicii religioase autohtone, prezentind o
expunere sumativa a activitatii componistice a lui V. Ciolac.

Cuvinte-cheie: muzica religioasa, varietate stilistica, muzica spirituald, creatie corald

A review of the studies of V. Ciolac's creation is reflected in the pages of the aricle, in order to highlight
the most important genres approached in his compositional record, emphasis is made on the tendency to revive
the spiritual music in the Republic of Moldova and the directions outlined during the 1990s within the native
musical culture. The current issue regarding the continuity of the traditions and the innovations made in the local
religious music is presented, as well as a succint summary of V. Ciolac's compositional activity.

Keywords: religious music, stylistic variety, spiritual music, choral creation

Abordarea componistica a genurilor ce apartin domeniului muzicii religioase devine deja o
tendinta caracteristica destul de raspandita in arealul culturii muzicale autohtone. Acest fapt poate fi
urmdrit n ultimele decenii ale secolului XX, in acelasi timp afirmandu-se tot mai intens si la inceputul
secolului XXI, printr-o varietate stilistica bogata. Tendinta centrala in care se incadreaza fenomenul dat
este legata de interpretarea si abordarea valorilor religioase exprimate prin prisma artei muzicale.
Aceasta orientare se manifestd sub aspectul de estetizare a creatiilor muzicale cu tematica religioasa,
procesul generand o imbinare a conceptiilor etico-religioase cu cele estetico-artistice. Schimbarile
social-politice produse in viata Republicii Moldova au determinat manifestarea unui interes sporit al
compozitorilor autohtoni pentru genurile muzicii religioase, acest val de reinviere a muzicii cultice
atingand si genurile muzicii catolice reprezentate destul de variat in creatia compozitorului V. Ciolac.

Despre tendinta de reinviere a muzicii spirituale in Republica Moldova mentioneaza Elena
Mironenco, 1n articolul sdu Tendinte noi in creatia compozitorilor din Moldova (anii 90): ,,Cataclismele
vietii sociale de la sfarsitul anilor 80 — inceputul anilor 90 (destramarea Uniunii Sovietice, ruinarea
mitului comunist, obtinerea independentei Moldovei) inevitabil genereaza aparitia unor noi tendinte in
creatia muzicald a republicii. Prima din ele este reinvierea muzicii religioase” [1, p.104].

In articolul Peisajul componistic al anilor ‘90 aceeasi autoare prezinta o caracteristica succintd
a activitatii lui V. Ciolac evidentiind cele mai importante evenimente din biografia compozitorului care
au lasat o amprenta pronuntata si in creatia sa si, in acelasi timp, au contribuit la formarea viziunilor sale
artistice. Tot in acest articol cercetitoarea face o tentativa de a evidentia anumite directii ce se contureaza
in perioada vizata in cadrul culturii muzicale autohtone. Astfel, ea mentioneaza ca ,,muzica spirituala
contemporand din Moldova <...> e diferitd nu numai dupa locul unde este interpretata, dar si dupa modul
de abordare a textelor si genurilor originare. Deosebirea principiala a modusurilor stilistice a lucrarilor
se depisteaza 1n asimilarea a doua traditii diferite a muzicii de cult romanesti, care s-au pastrat pe

65



STUDIUL ARTELOR S§I CULTUROLOGIE: istorie, teorie, practica nr.1, 2019

teritoriul Romaéniei si Moldovei pana-n zilele noastre. Una, conventional vorbind, este cea ,,de partes”,
care a incorporat cuceririle muzicii bisericesti multivocale vechi. Alta, conventional vorbind, — cea
»ortodoxd”, ce nu accepta multivocalitatea, dar cu intransigentd pastreaza monodia veche bizantina,
cantarea la unison” [2, p.43]. In concordantd cu cele expuse mai sus mentionim ci in creatia lui
V. Ciolac poate fi urmarita o continuitate a traditiilor ce tin de bransa muzicii bisericesti cu mai multe
VOCi.

O problema actuala ce tine de continuitatea traditiilor si totodata de inovatiile realizate in cadrul
muzicii religioase autohtone este abordatd de cercetatoarea Irina Ciobanu-Suhomlin, in articolul
Prolegomene la metodologia cercetarii muzicii religioase in creatia compozitorilor din Republica
Moldova. Autoarea scrie: ,Identificarea subiectului de studii — muzicii religioase — cu scopuri
metodologice prevede specificarea intregului domeniu al creatiei compozitorilor din Republica
Moldova. Acest domeniu ca parte componentd a artelor bisericesti se distinge printr-0 serie de
particularitati, precum: caracterul unic al interactiunii componentelor in cadrul diadei ,traditie-
inovatie”, relationarea muzicii cu canoanele bisericesti (muzica in sistemul ritului ortodox), cumularea
functiilor cultice si estetice, etc.” [3, p.169]. Pentru studiul nostru este relevanta si altd idee a autoarei
care sustine cd ,,muzica religioasd din acest spatiu poseda un limbaj propriu, ce cuprinde metode
specifice de abordare a temelor si subiectelor religioase. Astazi compozitorii de muzica cu tematica
religioasa se alimenteaza cu succes din intreg arsenalul tehnologic acumulat in decursul ultimului secol
in muzica profesionista moderna. Specificitatea domeniului, intersectandu-se cu specificitatea perioadei,
produce un tablou multidirectional, policentric, nesincron, polietnic etc. al muzicii religioase
contemporane” [ibid.].

I. Ciobanu-Suhomlin pune in vizor sorgintea muzicii bisericesti. Ea evidentiaza doua brange ale
muzicii religioase autohtone: muzica religioasa de traditie bizantina care capata in Republica Moldova
la inceputul anilor "90 un sens aparte, de revenire la izvoare n cautarea identitatii roméanesti, incadrandu-
se In procesele de reinviere si inviorare a straturilor autentice arhaice de folclor. A doua bransa este
reprezentata de muzica corala a cappella de factura armonica in limba slavona bisericeasca si se asociaza
cu cultura rusa [3, p.172].

Un fapt important evidentiat de catre 1. Ciobanu-Suhomlin in articolul vizat il constituie
clasificarea autorilor de muzica religioasa in doua categorii: ,,Primii s-au promovat ca profesionisti de
strand si compun 1n strictd corelare cu canoanele ortodoxiei, muzica acestora fiind destinata interpretarii
in cadrul slujbelor religioase. Printre ei de obicei se afla fete bisericesti sau conducétori ai corurilor din
lacagele sfinte. Compozitorii care utilizeaza cu libertate cantarile bisericesti sau textele canonice, sau se
bazeazd in creatiile lor pe functia ritualica, sacrala a muzicii eclesiastice apartin altei categorii de
profesionisti, si anume, celor cu inspiratie artistica libera” [3, p.172].

Din punct de vedere teoretic, prezinta interes clasificarea muzicii in trei grupuri diferite conform
criteriului functional: 1) muzica bisericeascd propriu-zisd (cantata la strand); 2) muzica spiritualda de
concert si 3) muzica spirituald universala, care poate fi interpretata atat la strana cat si in silile de concert.

Astfel, se disting curentele: 1) bisericesc, 2) laic cu tematica religioasa si 3) laic-bisericesc.

In baza criteriului ce se refera la modul de interpretare, se deosebeste: 1) cantarea monodici
bisericeasca, 2) cantarea corald a cappella bisericeasca sau bisericeasca de concert, 3) muzica vocal-
instrumentald sau muzica instrumentala cu tematica religioasa [3, p.172] .

In muzicologia autohtond, pe langi studiile in care se reflectd activitatea artistici a
compozitorului V. Ciolac, se evidentiaza un sir de cercetari ce tin de investigatii in domeniul muzicii
instrumentale sau corale, de identificarea anumitor particularitati sau de prezentarea tabelului cronologic
al lucrarilor autorului. Astfel, de un real folos a fost catalogul elaborat de I. Ciobanu-Suhomlin intitulat
Repertoriul general al creatiei muzicale din Republica Moldova (ultimele doua decenii ale secolului
XX), in care se contin informatii utile din punct de vedere istoriografic, deoarece prezinta referinte cu
privire la premiera lucrarilor lui V. Ciolac si la ordonarea lor cronologica [4, p.235]. De asemeneca
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catalogul contine clasificarea compozitiilor din punct de vedere al genurilor, dupa cum si date precise
privind componenta interpretativa, titlurile lucrarilor, anul compunerii, dupa care urmeaza informatii
referitoare la interpretarea lucrarii.

Alte aspecte ce vizeazd sfera muzicii sacre au fost elucidate in articolele muzicologilor
N. Ozarenskaia, V. Galaicu, P. Rotaru.

Cercetatoarea Tatiana Muzica a prezentat in mod sumativ activitatea componistica a lui
V. Ciolac, pornind de la afirmatia precum ca artistul apartine generatiei compozitorilor moldoveni care
continud traditiile muzicale vechi, concentrandu-se asupra ideii de renastere a muzicii religioase [5,
p.116].

Elena Nagacevschi este unul din muzicologii autohtoni ce se ocupa sistematic de studierea
creatiei componistice a lui V. Ciolac. Pe langa articolul in care este reflectata activitatea artisticd a
compozitorului [6, p.51], cercetatoarea in articolele sale insumeaza un sir de observatii asupra lucrarilor
autorului. Spre exemplu, In studiul Creatia instrumentala a lui Viadimir Ciolac autoarea evidentiaza
unele aspecte ale compozitiilor din domeniul vizat [7, p.71], sunt propuse caracteristici succinte, dar
pretioase din punct de vedere al continuitatii si inovatiilor ce se reliefeaza in lucrarile instrumentale ale
compozitorului. De asemenea, sunt schitate pe scurt unele informatii privind lucrarile compuse pentru
orchestra de coarde — Stampd, Noapte de Crdciun, Dyptych, Luttuoso pentru orchestra simfonica:
Psalmodie, Memoria, precum si cele pentru orga — Le tombeau. Tot in articolul nominalizat autoarea
ofera lista integrala a creatiilor lui V. Ciolac din perioada anilor 1981-2007, incadrata intr-un tabel, unde
sunt specificate unele date despre anul compunerii §i prima interpretare a lucrarilor, informatii ce au
servit drept indicii utile pentru studiul nostru.

Articolul intitulat Creatia corald a lui Viadimir Ciolac [8, p.53] de E. Nagacevschi cuprinde un
sumar succint al genurilor muzicii corale abordate de catre compozitor pe parcursul activitatii sale
artistice. Autoarea accentueaza faptul ca lucrarile corale au o important{d majora in creatia sa, situandu-
se pe o pozitie centrala. Spre regret, E. Nagacevschi nu propune nici o clasificare, limitaindu-se doar la
lista integrala a compozitiilor corale semnate de V. Ciolac, iar expunerea cu caracter sumar vizeaza in
special continutul emotiv al lucrarilor.

Pe langa articolele informative cu privire la activitatea compozitorului, au fost elaborate si studii
stiintifice ce presupun conturarea diferitor aspecte ale unor creatii separate. Printre acestea mentionam
articolul publicat de T. Muzica, intitulat Particularitati de gen ale Requiemului de Viadimir Ciolac [9,
p.130].

Un alt aspect este relatat de Larisa Balaban in articolul Requiemul de V. Ciolac: particularitati
de compozitie si dramaturgie. Cercetitoarea remarcd schimbadrile pe care le face compozitorul in
structura traditionald a recviemului prin diverse procedee de imbinare a unor parti si omiterea altora.
Unul din factorii ce-1 determina pe autor sa recurgi la o astfel de modalitate pentru constituirea formei,
reiese din tratarea artistica a textului canonic. In legitura cu acest fapt, L. Balaban atesta tendinta de
exprimare laconica, ce se manifestd prin structurarea si succesiunea partilor [10, p.137]. Cercetatoarea
atrage o atentie deosebitd laturii modal-armonice, rolului acompaniamentului, facturii corale, ce
contribuie la etalarea nuantelor de tragism, dramatism, dupa cum si a sferei lirico-filozofice.

O alta lucrare ce continua lista compozitiilor lui V. Ciolac care se atribuie muzicii catolice,
reprezentata in studiile cercetatorilor din Republica Moldova este Stabat Mater. O analiza muzicologica
sumara este realizatd de Emilia Moraru, autoarea evidentiind nu atat caracteristicile stilistice ale lucrarii,
cat latura semantica redatd prin prisma limbajului armonic dezvoltat, nuantelor dinamice, poliritmiei
etc. [11, p.133].

Un studiu mai profund al lucrarii nominalizate cu o caracteristica a particularitatilor limbajului
muzical si a dramaturgiei apartine cercetdtoarei Elena Sambris [12, p.26]. Ea accentueaza faptul ca
V. Ciolac trateaza textul de limba latina ca pe un detentor al continutului sacral, conturand semantica
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cripticd a acestuia. Astfel, anume textul este cel ce determind dezvoltarea liniei dramaturgice a lucrarii,
reliefdnd desfasurarea treptatd a ideii de baza, ce aduce la formarea unei sfere imagistice unice. Un
procedeu specific pentru V. Ciolac devine evidentierea anumitor cuvinte-cheie, ce contin ideea poetica
principala.

O analiza din perspectiva stilistica si a limbajului muzical este relevata in articolul L. Balaban
Stabat Mater de Viadimir Ciolac: particularitati compozitionale si de gen. Autoarea ofera informatii
succinte ce tin de istoria aparifiei genului, evidentiind importanta acestuia in cultura muzicald
occidentala, ramificarea lui in douad branse — cea bisericeasca si concertisticd. De asemenea, autoarea
descopera trasaturi specifice muzicii sacre ce pot fi depistate in modul de tratare a textului si in metodele
de corelatie a textului si a muzicii care, gratie mijloacelor utilizate, intruchipeaza continutul ideatic
religios, ca unul din reperele centrale ale lucrarii in cauza [13, p.191].

Un studiu mai amplu este realizat de Svetlana Tircunova, — Despre compozitia si unele
principii de organizare a formei in Magnificatul de V. Ciolac [14, p.139] — care expune elementele
principale de structurare a formei, tematismului, dupa cum si cele ale limbajului armonic si ale facturii.
Evidentiind anumite caracteristici ale tempourilor utilizate de autor, cercetitoarea a constatat ca
predominarea migcarilor moderate marturiseste despre prezenta conceptului antropocentric, deoarece
aceste tempouri corespund cu viteza proceselor vitale umane. Analizand in detaliu lucrarea, autoarea
concluzioneaza: ,,1. In legitura cu faptul ca V. Ciolac utilizeaza textul canonic al rugaciunii medievale,
compozitia Magnificat in mare masura este determinata de principiile de organizare ce provin din
traditiile coralului gregorian si din genurile epocii Ars Antiqua. Axarea pe normele de gandire preclasice
aduce la predominarea formelor plenare, deschise, fara repriza. 2. In lucrarea lui V. Ciolac sunt utilizate
diverse principii — cel al identitatii, contrastului si repetarilor variate. Ultimul se realizeaza intr-o forma
variantica i devine predominant in toate laturile si la diferite nivele ierarhice ale textului muzical.
3. Sinteza originala a celor trei principii de baza a dezvoltarii materialului muzical (cu predominarea
formei variantice) in Magnificat de V. Ciolac devine o particularitate stilistica importanta a lucrarii date
si probabil se atribuie la componentele de formare a stilului creatiei compozitorului la general” [14,
p.140].

O altd compozitie ampla a lui V. Ciolac oglindita In muzicologia autohtona este Messe pentru
cor, solisti, orchestra camerald i orga, care a fost analizatd foarte amanuntit din punctul de vedere al
formei desfasurarii dramaturgiei si a interpretarii textului canonic, in articolul cercetitoarei Margarita
Belah [15, p.178].

E. Nagacevschi subliniaza faptul cd V. Ciolac este la moment unicul compozitor din {ara, care
a abordat genul de Misa, ca si pe cele mai cunoscute texte sacrosancte latine, semnand compozitii de
dimensiuni ample — Requiem, Stabat Mater, Magnificat si miniaturi corale cum sunt Miserere, Ave
Maria, Laudate Dominum ce ocupa un loc important in palmaresul artistic al compozitorului. De
asemenea, cercetdtoarea remarca faptul cd in creatia lui V. Ciolac, de la o compozitie la alta, se
contureaza treptat tendinta unei influente stilistice a compozitiilor bisericesti de traditie ortodoxa asupra
celor religioase de concert de inspiratie catolica. ,,Lucrul paralel in ambianta muzicala a ortodoxiei (cu
texte Tn romana si in slavona bisericeascd) si in cea a catolicismului (cu texte latine) 1l face sa intuiasca
inrudirea dintre ele si radacinile lor comune” [16, p.43]. Ca urmare, E. Nagacevschi remarca: ,,V. Ciolac
readuce conceptul de communio, coboprocms in genul bisericesc catolic” [ibid].

Un alt cadru reflectat in perimetrul investigatiilor din muzicologia autohtona este legat de
ramura muzicii bisericesti de rit ortodox, ce ocupa un loc important in creatia compozitului. L. Balaban
a elaborat un sir de articole stiintifice in care elucideaza in mare parte muzica corala a lui V. Ciolac. In
studiul Priveghere de Viadimir Ciolac: particularitati compozitionale si de gen autoarea evidentiaza un
sir de particularitati stilistice si compozitionale ale lucrarii, referindu-se, in primul rand, la structura
ciclului si remarcand faptul cd acesta este organizat conform succesiunii din cadrul serviciului divin
ortodox, fiind orientat astfel spre o expunere neconflictuald a imaginilor muzicale [17, p.157]. Forma
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opusului se centreaza pe elemente compozitionale specifice pentru muzica religioasa corala de traditie
ortodoxa. Conducerea vocilor se bazeaza pe principiul clasic de miscare treptata, turatiile melodice se
deosebesc prin caracterul cantabil si tardganat, in alte cazuri predomina maniera declamativa ce este
specifica de fapt pentru genul dat. Metodele principale de dezvoltare a materialului muzical se axeaza
pe diverse procedee polifonice. Utilizarea liberda a disonantelor in Priveghere aduce, intr-0 oarecare
masura, anumite dificultati de ordin interpretativ, de altfel, creand si senzatia ca acesta nu corespunde
cerintelor serviciului ortodox divin.

Imnele sfintei Liturghii de V. Ciolac este o altd lucrare studiata de L. Balaban [18, p.157] ce
apartine cultului ortodox. Autoarea observa o anumitd continuitate In abordarea genului de muzica
religioasd in componistica autohtond, incepand cu fondatorii artei corale din secolul XIX, in special
G. Musicescu, M. Berezovschi si E. Mandicevschi. In acelasi timp, ea depisteazi anumite particularitati
ale scriiturii armonice ce demonstreaza legatura dintre compozitorul contemporan si reprezentantii scolii
componistice ruse — A. Arhanghelskii, A. Kastalskii, P. Cesnokov — in ceea ce priveste urmarea unor
modele caracteristice pentru muzica eclesiastica.

Pe langa opusurile ce se atribuie domeniului muzicii religioase ce ocupd un loc de frunte in
palmaresul artistic al compozitorului, creatia sa demonstreaza o varietate de abordiri ce tin de
diversitatea tematica si experimentarea in cadrul mai multor genuri ale muzicii instrumentale, vocal-
instrumentale. Aceste opusuri, care dateaza din diferiti ani, de asemenea sunt cercetate sub diferite
aspecte in muzicologia autohtona.

Este cert faptul ca cea mai mare parte a creatiei lui V. Ciolac o alcédtuiesc compozitiile corale ce
se axeazd pe o tematicd religioasd. Desi creatia compozitorului se afld permanent in vizorul
muzicologilor din Republica Moldova, totusi existd lacune in ceea ce priveste acumularea observatiilor
stiintifice si sistematizarea acestora, aplicarea metodelor contemporane, in special, a celor ce se inscriu
in cadrul tematicii interdisciplinare in domeniul muzicii religioase, precum si al spatiului sacral universal
si aportului componistic individual.

V. Ciolac propune o abordare proprie, incluzand in perimetrul intereselor sale creative traditiile
muzicale europene care s-au format in lucrarile muzical-spirituale ale lui J. S. Bach, W. A. Mozart,
J. Brahms, A. Dvorék s.a., opusurile carora reprezinta valori incontestabile si, in acelasi timp, repere
stilistice pentru creatia compozitorului din Republica Moldova.
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In Sonata pentru vioard si pian, S. Buzild si-a propus o sarcind destul de dificild: sa imbine elementele
folclorice cu cele clasice si contemporane in cadrul unui ciclu de sonatd, cu formele lui bine determinate,
incercdnd sa exprime psihologia omului contemporan intr-un gen cu o istorie seculard. In acest ciclu aparent
traditional autorul opereaza cu tehnicile moderne de compozitie imbinate cu variate procedee polifonice si cu
elemente caracteristice muzicii populare. Analiza Sonatei lui S. Buzild releva trasaturi comune ale acestui ciclu
Cu Sonata pentru vioara si pian ,,in caracter popular romdnesc” de George Enescu. Acestea se manifesta atdt in
tratarea generald a ciclului, cdt si in caracterul tematismului, in modalitatile de utilizare a mijloacelor de expresie.
Prin cele doud sonate, compozitorii de parcd ne povestesc, fiecare in felul siu, despre locurile de bastind, despre
horele admirate in copilarie, despre natura pitoreasca a meleagurilor natale, despre iscusitii lautari pe care i-au
ascultat candva.

Cuvinte-cheie: S. Buzild, G. Enescu, elemente folclorice, sonatd pentru vioara si pian

In his Sonata for Violin and Piano S. Buzila has taken on a rather difficult task: to combine folkloric
elements with classical and contemporary elements in a sonata cycle, with its well-defined form, trying to express
the psychology of the contemporary man in a genre with a history of several centuries. In this seemingly traditional
cycle, the author operates with modern composition techniques mixed with various polyphonic devices and
elements characteristic of folklore. The analysis of S. Buzild's Sonata reveals common features of this cycle with
the Sonata for violin and piano "in Romanian folk character” by G. Enescu. These are manifested both in the
general treatment of the cycle and in the character of the musical theme, in the ways of using the means of
expression. Through both of the two sonatas, the composers tell us, each one in his own way, about their native
places, about the national dances admired in childhood, about the picturesque nature of their motherlands, about
the gifted fiddlers they once listened to.

Keywords: S. Buzild, G. Enescu, folkloric elements, piano, sonata for violin and piano

Sonata este apreciata pe buna dreptate ca fiind unul dintre cele mai importante genuri ale muzicii
instrumentale de camera. Evolutia sonatei in creatia componistica din Moldova, in opinia muzicologilor,
cuprinde cateva etape [1, p.89]. Prima din ele dateaza cu anii 50 ai secolului trecut cand apar primele
sonate pentru pian, apoi si pentru alte instrumente (vioara, violoncel, clarinet). Sonatele din aceasta
perioada, desi diferentiate prin specificul stilistic al fiecdrui compozitor, denotd mai multe puncte de
tangenta care se releva prin prezenta elementelor folclorice si prin utilizarea unor mijloace de expresie
destul de traditionale.

Urmatoarea etapa in dezvoltarea genului de sonata (anii 60) poate fi definita ca o perioada de
trecere pe care muzicologul S. Tircunova o compara cu puntea dintr-o forma de sonatd, mentionand ca
in acesti ani s-a depasit teza initiald enuntatd in deceniul precedent, insd o noud tezd incd nu a fost
formulatd [1, p.90], facandu-se simtite doar unele semne razlete ale acestui nou. Ele se manifestd prin
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utilizarea unui tematism nou, a unor noi procedee si tehnici componistice, a unor noi modalitéti de tratare
a folclorului.

Pe parcursul anilor 70-80 genul de sonatd in creatia compozitorilor autohtoni atinge punctele
de varf atat sub aspect cantitativ, in aceasta perioada fiind compuse cele mai multe sonate, cat si calitativ:
Se observa o si mai mare (in comparatie cu etapa precedentd) diversificare a abordarilor conceptuale,
arhitectonice, timbrale, discursul muzical capatand tot mai multa libertate in desfasurarea sa interioara,
generand exprimari tot mai originale influentate direct si indirect de ,,monstrii sacri” ai muzicii sec. XX
Stravinski, Bartok, Enescu, Sostakovici s.a. In sonatele compozitorilor chisinduieni din aceasta perioada
se realizeaza o sinteza originald a celor mai variate mijloace de expresivitate muzicala mostenite de la
predecesori si imbogatite cu diverse elemente specifice folclorului precum si o imbinare a texturii
omofone caracteristice genului de sonata cu principiile de expunere si de dezvoltare preluate din muzica
polifonica.

Cele patru sonate compuse de S. Buzila (Sonata pentru flaut si pian,1973, Sonata pentru vioara
si orchestra de camerd, 1975, Sonata pentru pian, 1978 si Sonata pentru vioard solo,1982) pot servi
exemple elocvente ale afirmatiilor de mai sus.

Anul 1975 i-a adus compozitorului Serafim Buzila mai multe reusite si izbanzi, una dintre ele
fiind legata de aparitia Sonatei pentru vioara si orchestra de camerd. Dorinta de a compune ceva pentru
instrumentul sdu preferat pe care 1-a studiat in copilarie si prin care a intrat in lumea muzicii — vioara —
i-1 coplesea de mai mult timp. Decizia i-a fost determinata si de marea admiratie pe care o nutrea fata
de creatia marelui violonist si compozitor roman George Enescu. Cele trei sonate enesciene pentru
vioard si pian, si, in special, Sonata nr.3 ,,in caracter popular romdnesc” l-au inspirat pe tanarul
compozitor chisinduian impulsionandu-| spre crearea Sonatei pentru vioara si pian pe care el i-a dedicat-
0 lui George Enescu.

Sonata pentru vioara si orhestra de camera de S.Buzila a fost prezentata la Plenara Uniunii
Compozitorilor din Moldova (in varianta pentru vioara si pian, variantd in care aceasta lucrare va fi
editatd n anul 1998) fiind bine apreciata de catre colegii compozitori si muzicologi: Eugen Doga, David
Feodov, Vasile Zagorschi, Dimitrii Preanisnicov, Orest Tarasenco, Vladimir Bitkin, Izolda Miliutina,
Iulia Tibulschi [2].

In compozitia sa, S. Buzili si-a propus o sarcini destul de dificila: si imbine elementele
folclorice cu cele clasice si contemporane in cadrul sonatei traditionale, cu formele ei bine determinate,
incercand sa exprime psihologia omului contemporan intr-un gen cu o istorie seculara. Ciclul Sonatei
este alcatuit din trei parti, formand o succesiune de tempouri aranjate intr-o ordine relativ traditionala:
moderat — lent — repede.

Prima parte — Moderato — comporta un caracter cantabil si este realizatd intr-o forma de
sonata aparent obisnuitd, avand toate compartimentele tiparului clasic, inclusiv o introducere si o coda.
Cele doud teme de baza (tema grupului principal si cea a grupului secundar) nu sunt foarte contrastante,
ambele fiind destul de lirice, cea secundara evidentiindu-se totusi printr-o cantabilitate mai pronuntata.
Contrastul cel mai puternic, accentuat si prin schimbarea de tempo, se releva intre tema concluziei —
energica si dansantd — si celelalte compartimente ale expozitiei.

Discursul muzical al introducerii este incredintat pianului. Dupa cum mentioneaza O. Vlaicu
pasajele de bravura bazate pe motive scurte descendente denota o provenientd melodica [3, p.121], fiind
de fapt o melodie ,,ingrosatd”. Compozitorul utilizeazd in constructia materialului o varietate de
procedee, ca de exemplu: miscari in unison la distanta de doud octave, imitatia in directii opuse, acorduri
madrite $i micsorate, salturi pe intervale de cvinte, septime, octave bazandu-se pe desene ritmice ce contin
cvintolete, sextolete, septolete, triolete, saisprezecimi si optimi, ce imprimd muzicii un caracter
monumental, patetic.
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In expozitia formei de sonatd, care incepe in tonalitatea As-dur, gasim toate cele patru
subdiviziuni traditionale: grupul principal, puntea, grupul secundar si concluzia, insa, cu anumite
particularitati constructive.

Pe parcursul intregului grup principal (As-dur) predominad caracterul cantabil cu elemente
dansante. Acest compartiment reprezinta o constructie ce denota trasaturi de rondo (cu sapte sectiuni
abajcaydas) prin revenirea multipld a elementului tematic @, care joacd rolul de micro-refren. In
continutul discursului muzical observam un dialog ce contine parca o intrebare exprimatd de ambele
partide reunite Intr-o singura linie melodica expusa in trei octave si un raspuns sonorizat doar in partida
pianului. Treptele a patra ridicatd si a saptea coborata (caracteristice modului lidic si celui mixolidic)
specifice melodiei populare si incrustate in tema, confera temei o sonoritate expresiva.
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Primul microepisod (b) incepe sub indicatia dinamica p in tonalitatea b-moll. Imitand vocea
superioard a pianului, vioara executd o melodie fina, lirica cu un colorit in care se simtpot fi intuite

elementele folclorice. Acestea se datoreaza utilizarii cvartei lidice si a sextei dorice si pot fi interpretate
ca manifestdri ale cromaticii alterationale generand totodata si efectul de polimodalism alternativ.
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Prima reprizd a refrenului (ai, cifra 1) este diminuatd in jumatate. Autorul utilizeaza aici
elemente de polifonie contrastantd si imitativd. Observam procedeul de imitatie libera a materialului
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tematic Intre linia melodica a viorii i ména dreaptd a pianului. Totodata, in ména stanga a pianului suna
varianta temei refrenului Tn miscare contrara.
Exemplul 4.
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Microepisodul urmétor (C) contine mai multe elemente contrastante, primul din ele fiind in
factura acordica. Partida pianului din mana dreapta suna in registrul acut, mai sus decat cea a viorii, ceea
ce creeaza un efect sonor foarte expresiv. Ulterior, textura ambelor instrumente devine mai echilibrata
din punct de vedere sonor gratie utilizarii registrului mediu din partida pianului. Observam aici si
procedeul de imitatie in inversare intre mana dreapta si mana stanga a pianului. Urmatorul element se
bazeaza pe imbinarea expunerii imitative cu cea heterofonica, in care participa ambele instrumente, iar
structurile ritmice noi cu cvartoletele expuse in partida viorii adauga noi nuante expresive. La sfarsitul
microepisodului ¢ sund un dialog intre cele doud instrumente imbogatit cu ornamente (mordent, triluri,
vorsclag). Si aici autorul foloseste heterofonia in straturile superior si inferior din partida pianului,
imbinand-o cu imitatia.

Reluarea microrefrenului a; (cifra2) este variata sub aspect tonal, tema fiind expusa cu o sexta
mica in jos. Compozitorul din nou recurge la imitatie, doar ca de data aceasta se imita nu primul motiv
din tema (ca 1n a1) ci al doilea. Imitatia are loc Intre mana dreaptd a pianului $i linia melodica a viorii
(mas. 3).

Urmatoarul microepisod, d, capata un caracter mai dramatic datorita octavelor expuse in mana
stdnga a pianului si liniei melodice a viorii in care sunt prezente acordurile structurate pe intervale de
cvinte, sexte, octave etc., realizate prin crescendo.

Ultima expunere a microrefrenului as (cifra 3), imbinda doua functii compozitionale: cea de
repriza pentru forma temei grupului secundar si cea de punte. Si aici predomind expunerea imitativa:
observam imitatia strictd (canonica) intre vioard si mana stanga a pianului care se produce pe fundalul
unei pulsatii uniforme expusa In mana dreapta a pianului ceea ce imprima temei noi nuante expresive.

Tema grupului secundar (cifra 4 ) — E-dur, 4/4 — este contrastanta prin continutul sdu ritmico-
melodic, gratie caruia discursul muzical capata un caracter calm si pozitiv. Structura ei poate fi apreciata
ca forma tripartita simpla e-f-e. Sectiunea e constituie o perioada din doud propozitii a cate patru masuri
fiecare. In linia melodica a viorii deslusim elementele inspirate din refrenul temei grupului principal a
expuse in largire. Daca pe parcursul grupului principal ambele instrumente in egala masura participau
la expunerea discursului muzical, aici pianul are un rol evident complementar fata de vioara. Astfel,
constatdm un alt tip de relatie intre cele doua instrumente.

I
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Exemplul 5.
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Sectiunea f poate fi apreciatd ca o mica dezvoltare bazata pe un material tematic asemanator cu
cel din prima sectiune. Linia melodica a viorii si pianului isi pastreaza structura ritmica, doar functiile
pianului fiind mai diversificate: alaturi de functia de acompaniament, constatam aici si prezenta unor
contrapuncte melodice ce insotesc tema viorii. La sfarsitul sectiunii, in linia melodica a partidei pianului,
se face observatd miscarea pe triolete In directie descendenta expusa 1n linia basului si imitata apoi la
vioara si, ulterior, in mana dreapta a pianului care are functia de introducere a reprizei.

Repriza e (cifra 5) incepe prin expunerea temei in forma de canon pe doua voci intre cele doua
instrumente participante. in masura a patra, autorul aplica procedeul de imitatie liberd intre vioara si
mana stanga a pianului. Spre deosebire de grupul principal care impreuna cu puntea formau un tot intreg,
grupul secundar si concluzia sunt separate printr-o mica cadenta a viorii a cdrei functie compozitionala
consta in marcarea unei noi sectiuni contrastante in cadrul expozitiei.

Tema concluziei — Allegro non tanto — contrasteaza puternic cu toate sectiunile precedente
prin caracterul energic si tempoul rapid. Compozitorul utilizeaza in acest compartiment desene ritmice
noi prin imbinarea masurilor (2/4; 3/4) ce sugereaza imaginea unui joc popular.
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Ca si 1n sonatele clasice, S. Buzila indica repetarea integrala a expozitiei. Tratarea, incepe cu 0
scurtd introducere care comportd un caracter energic si pozitiv datoritd miscarilor melodice
prin saisprezecimi in directie ascendenta, efectuate in partida viorii; trioletelor expuse in factura acordica
(In mana dreaptd); octavelor perfecte (in mana stdngd) din acompaniament realizate in directie opusa si
nuantelor dinamice f, ff ,mf.

Tratarea propriu zisa (cifra 7) este inruditd cu compartimentele precedente (introducere si
expozitie) prin tempoul Moderato si caracterul meditativ. Aceasta cuprinde un episod, dar si dezvoltarea
elementelor din tema principald a expozitiei. Episodul incepe in partida pianului la nuanta de p, iar dupa
sase masuri se alatura si vioara care imita materialul expus anterior la pian.
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Exemplul 7.
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De la cifra 8, observam prezenta tot mai pronuntata a diferitelor elemente tematice din grupul
principal: unele suna destul de recognoscibil, altele sunt puternic modificate, capatand nuante dramatice.
Pe parcurs, intervine si o micro-cadentd a viorii (cinci masuri) care se bazeaza pe elementele din
introducere (ultimele trei masuri) jucand rolul de tranzitie spre urmatoarea faza a tratarii in care deslugim
elemente din microsectiunea a, din sectiunea as (din grupul principal). La sfargitul tratarii intervine
materialul din microepisodul ¢, pe nuanta dinamica de ff.

Repriza diminuatd readuce atmosfera din expozitic. Ea contine tema principald redusa la
sectiunile a, b, ¢, a3 si tema secundara care se transpune in tonalitatea h-moll. Concluzia lipseste.

Coda sintetizeaza continuturile tematice din compartimentele precedente. Aici compozitorul
obtine o crestere dinamica spre ff realizata prin factura acordica, prin miscarea vioaie in durate mici ce
imprima muzicii caracterul unui joc popular.

Partea a 11-a, scrisa in forma bipartita mare cu repriza, contrasteaza puternic cu prima, prin
materialul tematic nou si caracterul improvizatoric, doinit al muzicii care indica spre sfera lirico-
meditativa a cantecului popular, compozitorul apropiindu-se de sursa muzicii folclorice, iar vorbirea
muzicald prin intermediul careia sunt expuse ideile autorului emanand o plasticitate naturala.

Primul compartiment — A, Andantino improvisamente — readuce in memorie imaginea partii
secunde din Sonata pentru vioard si pian in caracter popular romdnesc de G. Enescu. Acesta se
divizeaza n patru sectiuni diferite dupa continutul lor tematic: a b ¢ d.

Materialul muzical al sectiunii a este expus in partida pianului la nuanta de p. Tema este realizata
prin durate de doimi si patrimi imbogatite cu diverse ornamente care sund pe fundalul unui ostinato
ritmico-melodic.

ST
\ JERR

Exemplul 8.
andantinoe improvisazente 3
2 x yu J i A
| T el
f— T =1
R g
'Paotto voce egale
o 7
O = = T3 ¥ o —
= & & @l e - . B &
p 3% I% IvIe &+

In sectiunea b compozitorul utilizeazi expunerea polifonici imitativa: proposta, care este
expusi in partida pianului (in mana dreapta), fiind bazata pe desenele ritmice de doimi, patrimi, triolete
si saisprezecimi, si reluata ulterior intr-o varianta modificatd in partida viorii la nuanta de mp.

Sectiunea C (cifra 2) pastreaza caracterul si modul de expunere imitativ din compartimentul
precedent. In primele patru masuri are loc procedeul de imitatie a primului motiv care se expune
concomitent la cele doud instrumente dupa care se traseazad in mai multe variante modificate ritmic in
partida pianului si apoi la vioara. Ulterior, desenul ritmico-melodic se modifica prin utilizarea trioletelor
din saisprezecimi, procedeelor glissando, portamento.
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Spre deosebire de sectiunile precedente, in d urmarim o gama variata de nuante dinamice (de la
pp pana la ff, tot aici atingdndu-se si culminatia) si o diversificare a texturii pianului: apar numeroase
acorduri dispersate in registrele extreme (preponderent de structura tertara, insa disonante — trisonuri
marite, micsorate) care se evitau anterior, pe fundalul carora in partida viorii apare o linie melodica
expresiva, cu un pronuntat un caracter dramatic, care se diminueaza treptat spre sfarsitul sectiunii.

Compartimentul B — Allegretto — releva trasaturi metro-ritmice originale (schimbarea
metrului din 24/16 in 6/ 8 ) si prezentarea unui nou material muzical. Tema (care poate fi comparata cu
un cantec de jale) este realizatad in partida viorii fiind sustinuta de un contrapunct melodic sonorizat de
mana stanga a pianului si un acompaniament asemanator celui de tambal, datoritd desenului ritmico-
melodic cu repetarea primei celule (bazate pe cvinte perfecte si septime mici), expus in mana dreapta,

ce imprima melodiei o expresivitate aparte.
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Repriza este mult mai scurta si puternic modificata: factura ambelor instrumente este mai
simplificata, fiind construita din diferite formatiuni tematice preluate din compartimentul A. La sfarsit,
sub remarca scordatura, in partida viorii se observa un glissando sustinut de acorduri de septima expuse
in registrele extreme ale pianului.

in concluzie, mentionam ci aceasti muzici lasi o impresie profunda asupra ascultitorului prin
prospetimea si plasticitatea imaginilor, prin sinceritatea si firescul exprimarii Imbinate cu maiestria
componistica si cizelarea tuturor detaliilor, astfel incat a doua parte a sonatei ar putea fi interpretata cu
succes ca o piesa de sine statitoare.

Partea a Il1-a — Allegro molto — este scrisa in forma de rondo (cu cinci compartimente),
fiind bazata pe un tematism dansant, ce sugereaza imagini muzicale noi, readucand, insd, in memorie si
atmosfera ce domina in prima parte a sonatei, forméand astfel un arc imaginar ce reuneste partile extreme
ale ciclului si 1i confera integritate.

Refrenul A (scris in forma bipartitd cu mica repriza aa; bai) este expus in tonalitatea a-moll si
chiar de la prima masura sesizam caracterul vesel si séltaret al unui dans popular asemanator cu sérba.
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Tema, expusa In forma unei perioade mari (aa1, 25 de masuri), este aparent foarte simpla, fiind
sonorizatd monodic la pian si apoi reluatd de vioara dublatd de pian si insotitd de un acompaniament
»straveziu”, format din cvinte paralele, transformate treptat In trisonuri.
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Cea de-a doua perioada contine un nou material tematic, tot de influenta folclorica, care se
realizeazd intr-un dialog imitativ intre partida viorii si cea din mana dreapta a pianului. O scurtd
interventie a viorii solo in crescendo conduce spre mica repriza.

Episodul B (cifra 4) — Des dur — denota legaturi intonative cu primul element al temei
principale din prima parte a ciclului expus in largire (prin doimi si note intregi) sonorizat in partida
viorii. Articuland o forma tripartitd simpla (C d ), acest episod contrasteaza fatd de compartimentul
precedent prin pulsatia ritmico-melodica neintrerupta formata din optimi si saisprezecimi expusa la pian
in care se accentueaza timpii slabi, astfel formandu-se o oarecare contradictie cu partida viorii. Repriza
locala (cifra 5) este una sintetica si include tema episodului expusa de vioara care sund in contrapunct
cu tema refrenului sonorizata in partida pianului.
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Ultimele trei masuri joacd rolul de punte catre repriza propriu zisa a refrenului (diminuata)
expusa in imitatie in tonalitatea e-moll.

Episodul C — Andante — are un caracter liric, cantabil, divizdndu-Se in trei sectiuni contrastante
(e f g) bazate pe elementele ritmico-melodice ,,doinite” din partea a Il-a a ciclului. in ultima sectiune din
episodul C isi fac aparitia unele elemente ale temei refrenului, atat in miscare directd, cat si in inversare,
discursul agitdndu-se treptat si conducand spre ultima repriza (si aceasta prescurtatd) a refrenului. Spre
deosebire de inceputul monodic al finalului, aici tema este expusa intr-o facturd acordica care modifica
putin caracterul muzicii, acesta devenind mai dramatic.

Coda sintetici se bazeazi pe continuturile tematice din partile anterioare ale Sonatei. in linia
melodica a viorii se expune materialul melodic al temei secundare din prima parte a ciclului, iar in
partida pianului se traseazi tema refrenul din final. Incepand cu piu Allegro, in ambele partide
predomina elementele din refren, conducand spre o culminatie dinamica si finalizand discursul muzical
pe acordul Es-dur in nuanta de sf .

Dupa cum mentioneaza O. Vlaicu, acest final ulterior a fost editat ca piesa de sine statatoare si
gratie expresivitatii materialului tematic, pregnantei imaginilor muzicale, limbajului profund national si
logicii dramaturgiei a intrat in repertoriul didactic din institutiile de Tnvatamant muzical [4, p.54].

In urma analizei Sonatei pentru vioard si pian de S. Buzila constatim ci in aceasta lucrare scrisa
in prima perioada de creatie a compozitorului se contureaza unele trasaturi stilistice ce vor deveni
specifice manierei sale in perioada matura. In acest ciclu aparent traditional autorul opereazi cu tehnicile
moderne ale compozitiei secolului XX, imbinate cu variate procedee polifonice si cu elemente
caracteristice folclorului muzical national.

Desi ,,nici unul dintre muzicienii autohtoni n-a studiat compozitia in clasa lui G. Enescu, cu
toate acestea, toti compozitorii din Republica Moldova sunt bine familiarizati cu creatia enesciana” [5,
p.121]. S. Buzila a fost un mare admirator si un foarte bun cunoscator al operei enesciene, iar prin
propria-i creatie s-a aritat a fi si un continuator fidel al traditiilor lasate de marele muzician roman. in
special aceasta se refera la atitudinea enesciana fatd de muzica populara. Fara a utiliza citate, S. Buzila,
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ca si G. Enescu creeazd o muzica imbibatd de parfumul melodiilor populare si impregnata de ritmurile
preluate din folclor.

Demersul analitic asupra Sonatei pentru vioara si pian de Serafim Buzila releva trasaturi comune
ale acestui ciclu cu Sonata pentru vioara si pian ,,in caracter popular romdnesc” de George Enescu, caruia
ii este dedicata. Acestea se manifesta atat in tratarea generala a ciclului cat si in caracterul tematismului,
in modalitatile de utilizare a mijloacelor de expresie. Ambele sonate abunda in teme de sorginte folclorica,
in episoade cu utilizarea ingenioasd a eterofoniei si procedeelor polifonice. Afinitatile intre cele doua
lucrari pot fi observate si in sonoritatea originala a instrumentelor, in efectele timbrale, in coloristica
structural si chiar in unele momente de scriiturd pianistica si violonisticd. In ambele sonate, surprinde
rafinamentul gradatiei dinamice si diversitatea ritmica, care tinde sa exprime cele mai fine nuante si stari
sufletesti. Prin cele doud sonate, compozitorii de parca ne povestesc, fiecare in felul sau, despre locurile
de bastind, despre horele admirate in copilarie, despre natura pitoreasca a meleagurilor natale, despre
iscusitii lautari pe care i-au ascultat cu atata placere in timpurile de candva.
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CONCERTUL Nr.1 PENTRU CORN SI ORCHESTRA DE OLEG NEGRUTA:
PARTICULARITATI COMPOZITIONALE

CONCERTO No.1 FOR HORN AND ORCHESTRA BY OLEG NEGRUTA:
COMPOSITIONAL PARTICULARITIES
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Concertul nr.1 pentru corn si orchestra de Oleg Negruta este primul concert dedicat acestui instrument
in creatia autohtona. Concertul respecta structura clasica traditionala din trei miscari contrastante (Allegro
moderato — Andante tranquillo — Allegro con brio), prima fiind scrisa in forma clasica de sonatd cu expozitie
dubla. Cea de-a doua migcare reprezinta o forma tripartita simplda §i este mai este cunoscutd ca o miniaturd
separatd pentru corn si pian. Partea a treia, Finalul, este un Rondo clasic alcatuit din cinci sectiuni cu introducere

subliniat §i in cadentele originale cu caracter doinit si stil improvizatoric. Scopul articolului de fata este studierea
particularitatilor stilistice si de gen precum si unele ascpecte compozitionale.
Cuvinte-cheie: Oleg Negruta, concert, corn, orchestrd

Concerto No.l for horn and orchestra by Oleg Negruta is the first concerto dedicated to this instrument
in the national composition repertoire. The concerto follows the classical structure with three contrasting
movements (Allegro moderato — Andante tranquillo — Allegro con brio), the first of which is written in sonata form
with double exposition. The second movement represents a simple tripartite form and is better known as a separate
miniature for horn and piano. The third, final part, is a classic Rondo, consisting of five sections with introduction
and coda. The composer highlights the sound qualities and technical possibilities of the horn, which is also
emphasized in the original cadenzas with a doina character and improvisational style. The purpose of this article
is the study of the stylistic and genre particularities of the Concerto, along with some composition aspects.

Keywords: Oleg Negruta, concerto, horn, orchestra

Desi este destul de modest, repertoriul pentru corn din Moldova cuprinde doua creatii ce
reprezinta genul de concert: Concertul nr.1 si nr.2 pentru corn si orchestrd semnate de compozitorul
Oleg Negruta. Mentiondm ca in creatia sa, muzica instrumentala de diferite genuri (destinata diverselor
componente interpretative — orchestra simfonica, de estrada si jazz, ansambluri camerale) ocupa un loc
aparte iar concertele instrumentale sunt in numar de 15: pentru vioard, pian, violoncel, contrabas,
marimba, soprano de coloraturd si pentru instrumente de suflat. Printre acestea din urma, se remarca:
Concertul pentru trombon §i orchestra simfonica (1987), Concertul pentru trompetd si orchestra
simfonica (1990), Concertul pentru oboi si orchestra (2009), 3 concerte pentru clarinet si orchestra de
camera (1986, 1993 si 2008 respectiv), Concertul nr.1 pentru corn si orchestra de camera (1988) si
Concertul nr.2 pentru corn si orchestra simfonica (1992).

Analzand acete creatii ale compozitorului, E. Mironenco afirma: ,,Dupa stilul lor, concertele lui
O. Negruta nu pretind la descoperirea unor orizonturi noi; de reguld, predomina trasaturile concertelor
traditionale clasice si romantice, totusi sinteza lor cu elemente de estrada si jazz, tematismul atractiv si
sincer, 0 permanenta energie emotionald juvenild contribuie la succesul lor pe scenele de estrada” [1,
p.176-177].

Interesul sporit fata de corn ,,se datoreaza timbrului sau mat si nobil care I-a cucerit, precum si
posibilitatile acestuia” — sustine compozitorul!. Aportul sdu cel mai important pentru acest instrument
I-a constituit cele doud concerte, precum si lucrarea Concertino, pentru doi corni si orchestra care poate
fi considerat ca un al treilea concert.

! Interviu personal oferit autoarei de O. Negruta, 09.02.2018.
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Concertul pentru corn si orchestra de camera nr.1 este scris in 1988, fiind interpretat in premiera
absoluta in data de 20 februarie 1989, in incinta Salii cu Orga din Chisindu, de catre Artistul Emerit,
conferentiarul universitar Gheorghe Ichim (discipolul prof. V. Buianovski, unul din cei mai talentati
reprezentanti ai gcolii de corn din Sankt-Petersburg) si orchestra de camera sub bagheta dirijorului
Alfred Ghersfeld. Mai tarziu, Concertul a fost imprimat cu orchestra simfonicd a Companiei de Stat
Teleradio-Moldova in interpretarea aceluiasi solist. In anul 2010, Concertul nr.1 pentru corn si
orchestra, a fost editat la Plovdiv, Bulgaria, in cadrul unei culegeri cu genericul Muzica romantica a sec.
XX pentru corn, autorul acesteia fiind renumitul cornist gi profesor de corn din Bulgaria, Stoian
Karaivanov [2, p.48-70].

Din punct de vedere structural, Concertul este alcatuit din trei miscari, raportul tempourilor fiind
unul traditional: Allegro moderato — Andante tranquillo — Allegro con brio, de altfel, tipic si pentru alte
concerte ale compozitorului. Ca exemplu, putem mentiona Concertul nr.1 pentru clarinet si orchestra
[3, p.39].
instrumentului si maiestria interpretativa a solistului. Este scrisa in forma de sonata, cu dublad expozitie
— o alta trasatura tipica pentru concertele instrumentale ale lui O. Negruta (drept exemplu poate servi
Concertul nr.1 pentru clarinet mentionat anterior).

Tonalitatea de baza a primei parti, B-dur, ca si tonalitatea temei secundare — F-dur, intra in
cercul celor mai comode tonalitdti pentru interpretare la corn. Meritd de mentionat ca alegerea tonalitatii
de baza este determinata de constructia instrumentului dublu, care imbina doua tipuri de acordaj — B si
F, si ii ofera interpretului comoditatea in emiterea sunetelor ce apartin tonalitatii B-dur.

Tema principald este optimistd, energica, cu amprenta genului primar de mars, care se
evidentiaza prin folosirea masurii alla breve, a ritmului punctat si a altor procedee. La capitolul
specificul modal-tonal, compozitorul foloseste elementele modului lidic specific folclorului
moldovenesc, $i anume treapta a patra ridicata.

Exemplul nr.1
Allegro moderato
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Toate temele (principald, de legitura si secundard) se expun mai intai in orchestra. Cornul isi
face aparitia in litera C cu tema principala, creand senzatia de miscare impetuoasa, subliniatd de masura
de all breve si tempoul foarte rapid. Aici partida orchestrald devine mai transparenta, mai laconica,
sustinand partida solistica prin intermediul unor acorduri separate sau glissando.
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Exemplul nr.2
Allegro moderato
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Tema secundara (litera F, cantabile) prezintd un nou colorit: se schimbi masura, melodia
devine mai liricd, mai expresiva. Caracterul mai luminos al acestei teme se accentueazd prin
tonalitatea F-dur, conturand raportul clasic al tonalitatilor temei principale si a celei secundare. Tema
secundard aminteste un cantec popular urban, usor stilizat.

Exemplul nr.3
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Se remarca faptul, ca tema secundara a Concertului a fost folosita ulterior de catre compozitor,
ca tema secundara in prima parte a Trioului pentru, pian, vioara si violoncel, semnat in 2004. Ambele
teme sunt expuse in F-dur (vezi exemplul muzical nr.5). Totodata, in Trioul pentru, pian, vioara i
violoncel, aceastd melodie este destinata violoncelului.

Este stiut ca in practica componistica universala existd mai multe cazuri cand o creatie destinata
cornului se interpreteaza ulterior la violoncel, reiesind din similitudinea diapazonului ambelor
instrumente. Ca exemplu, putem numi Adagio si Allegro pentru corn (violoncel sau vioard) si pian,
op.70 de R. Schumann, Trio pentru corn (sau violoncel), vioara si pian op.40 de J. Brahms sau Romanta
pentru corn (sau violoncel) si pian, in F-dur, 0p.36 de C. Saint-Saens. Concomitent, subliniem, ca alte
straturi sonore ale partiturii din ambele creatii unde se expune tema vizata nu coincid. Prin urmare, aici
putem vorbi despre folosirea autocitatului.
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Exemplul nr.4
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Un astfel de procedeu in creatia lui O. Negruta poate fi tratat ca tematism migrat, pe care il
putem gasi si in alte opusuri ale sale. De exemplu, tema incipientd a Poemului pentru corn si pian
coincide cu tema miniaturii instrumentale pentru trompeta si pian.

Tratarea (Tempo primo), bazata pe tema principala, este mai laconica comparativ cu expozitia,
realizdndu-se in mare parte in orchestra, Cu exceptia unei fraze la corn, bazata pe elementul doi al temei
principale si contine patru etape.

in prima etapi, procesele de dezvoltare facturala si tematica sunt destul de intense. Primele
patru masuri sunt expuse in tonalitatea dominantei In partida orchestrald, maestoso, dupa care se
foloseste procedeul intrebare — raspuns, intre orchestra si solist.

Cea de-a doua etapa se expune in orchestra (mm.166), in care are loc tratarea activa a facturii.
Linia basului expusa cu patrimi, folosind miscarea preponderent descendentd, asimileaza unele procedee
jazzistice, cum ar fi walking bass. Un sir de elemente motivice trec prin diferite tonalitati (Es-dur, g-
moll, B-dur) pana la aparitia unui tematism nou.

Daci etapele precedente au fost legate mai mult de stilistica jazzului, mai ales cu ritm punctat,
atunci in cea de-a treia etapa sesizam influenta stilului baroc. Aceasta sectiune incepe in g-moll (m.181)
si se deosebeste printr-0 transformare tonala destul de intensa, implicand atat tonalitatile de gradul | de
inrudire (c-moll, Es-dur), cat si tonalitati mai indepartate (Ges-dur, B-dur). Gratie schimbarilor
frecvente ale centrelor tonale, aceastda sectiune capata un caracter incordat si dramatic, devenind o
adevarata culminatie a intregii tratari. Ultima, cea de-a patra etapi, foloseste punctul de orgd pe
dominanta (incepand cu m.191) si pregateste aparitia reprizei (m.198, I, festivo), in cadrul careia tema
principala contine acelasi material muzical, iar cea secundara (m.230, L) este expusa in tonalitatea de
baza B-dur, confirmand legitatile formei de sonata.

Coda (m.262, Tempo primo) este constituita din 3 sectiuni ale caror material tematic trateaza
elementele temelor principale si secundare. Suprapunerea lor serveste drept dovada ca aici coda este
tratatd ca o a doua dezvoltare, destul de tipica pentru forma de sonata clasica, mai ales, in creatia lui
L. van Beethoven (de exemplu, in Sonata nr.21 pentru pian). Dupa D. Bughici, coda uneori urmeaza
structura dezvoltirii [4, p.74]. In cazul dat, tematismul temei principale se evidentiaza in sectiunile 1 si
3 ale codei, iar cadenta se construieste pe baza temei secundare. Prin acest procedeu, se expune repetat
conflictul de baza al formei de sonata. Sectiunea a doua, realizata ca o cadenta instrumentala destul de
instrumentului. Pentru prima data partida cornului este patrunsa de ritmica de tip parlando-rubato,
melismatica de sorginte populara (mordente superior), specifice arealului folcloric romanesc. Dupa cum
afirma Gh. Ichim, ,,cadenta reprezinta o improvizatie in stil popular cu caracter doinit. Aici compozitorul

temei secundare)” [5, p.42].
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Cadenta este expusd pe un diapazon extins al cornului si este imbogatita cu alte procedee
tehnice. Remarcam aici imitatia buciumului prin intonatii de cvarta-cvinta si melodia construita

preponderent pe scard naturala.

Exemplul nr.5
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Cea de-a treia sectiune se bazeaza pe tema principala, care se face auzita mai intéi in orchestra
(Primo tempo, p.59). in partida cornului apare glissando (rar intalnit in concertele clasice), care in acest
context este Imprumutat din partida orchestrala a temei principale din expozitie, litera C.

Generalizand particularitatile structurale ale primei miscari, le vom reflecta in cadrul unui tabel

ce urmeaza:
Tabelul 1
PARTEA |
Expozitia dubla Repriza
Dezvoltare

Orchestra Corn Coda
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Abrevieri:

TP — tema principala

TS — tema secundara

Pun. — Puntea

Et. — Etapa

Sect. — sectiune

M. — masura

|. — litera

Partea a 2-a a concertului, Romantd, reprezinta paginile cele mai expresive si lirice ale
concertului, realizind un contrast intre partile extreme. Acest material muzical a aparut initial in 1967,
ca o piesd cu denumirea Melodie pentru corn si pian. Ulterior, in 1988 piesa a fost prelucrata ca o parte
mediand a concertului vizat, iar in 2004 compozitorul 0 introduce ca parte de mijloc — Romanta — in
Trioului pentru vioard, violoncel si pian.

Fiind scrisa in forma tripartita simpla, partea a doua nu introduce un contrast tematic prea mare
intre sectiuni (a a; a2). Masura de 6/8 se asociaza cu diferite tipuri de miscare dansanta in tempo moderat
(Andante tranquillo). Folosirea acesteia, pe de o parte, creeaza unele aluzii cu genul de barcarola iar,
pe de alta parte, creeaza asociatii cu aspectul ritmic al genului de zord moldoveneasca, fapt confirmat
de Gh. Ichim, care scrie: ,,Dupa conceptul autorului, tema se asociaza cu hora lentd, cu dansul fetelor.
Insasi dupa trasaturile sale tema este vocal-coregrafica” [5, p.42]. In afara de aceasta, se simte foarte
pronuntat influenta genului vocal de romanta liricdi — atit roméneasca, cat si europeand. Aceastd
trasatura sintetica a melodiei partii mediane, ii confera o atractivitate sonora deosebita.

Melodia debuteaza cu o introducere din 4 masuri in orchestra (o propozitie), cu implicarea
miscarii descendente pe secunde cromatice, care reda un caracter trist, sensibil, tanguitor. Pe plan
armonic se foloseste succesiunea acordica t DD, Sg4 T t, subliniind coloritul muzicii romantice.

Tema propriu-zisa la corn este expusa in registrul mediu si imbina cateva motive, care treptat
construiesc o melodie mai complexa, cantata preponderent legato si imbogatita cu mordente. Caracterul
cantabil si calm sugerat de autor (dolce amabile, dolce cantabile) scoate in evidentd melodicitatea si
profunzimea ei. Totodatd, autorul valorifica calitatile timbrale ale cornului.

Specificul genului de concert se realizeaza prin implicarea unei cadente mici care se afla la
hotarul sectiunilor a; si @2 (m.39). Accentuam trasaturile tipice pentru cadentd, in codul concertului
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instrumental din perioada clasica sau romantica: rubato, caracterul improvizator al partidei solistice,
accentul pus pe calitatea sunetului i nu pe complexitatea tehnica.
Exemplul nr.6

Cadenza rubato

I
f) i } 7 am

allargando

Sectiunea a, introduce un model ritmic nou, bazat pe pulsatia optimilor, unele schimbari pe plan
factural si dinamic. De asemenea si melodia se reinnoieste prin implicarea intonatiilor cromatice,
sunetelor acute (c2) procedeul de sincopare, care reda starea emotiva.

Anume cea de-a treia expunere a temei reprezintd apogeul partii mediane, dupa care apare o
mini-cadentd (mm. 60—61) construitd pe sunetele dominantei, care pregateste o coda mica, unde se
accentueaza cele mai importante intonatii ale temei romantei.

Exemplul nr.7
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Tabelul 2
PARTEA A 2-A. ROMANZE
Andante tranquillo Rubato Primo tempo
Intro a ai cadenza a coda
c c c c ¢, B, Es, f, c ¢, C,As, c(9)
m.1 m.5 litera P, m.21 m.39 m.40 m.62
6/8 6/8 6/8 senza metro 6/8 6/8

Partea a 3-a a ciclului este compusd in formd de rondo clasic, alcatuit din 5 sectiuni plus
introducere si coda. Refrenul in tempoul Allegro con brio are un caracter dansant si vioi, tipic pentru
partile finale din creatiile ciclice, pe de o parte, si pentru genul de rondo, pe de alta parte. Coloritul
moldovenesc aici este subliniat de treapta a 1V-a ridicata si a VII-a coboratd, ceea ce ne permite sa
afirmam ca autorul foloseste modul acustic 1.

Sub aspect metroritmic, O. Negruta utilizeaza masura de 6/8, iar specificul ritmic al refrenului,
in opinia lui Gh. Ichim, consta in aseméanarea cu dansul moldovenesc sdrba [5, p.43].
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Exemplul nr.8
[ﬂ Allegro con brio
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Primul episod contine un contrast care se realizeaza pe mai multe planuri: se schimba masura
(4/4), tempoul (Meno mosso), cercul de tonalitati (in loc de F-dur apare a-moll, d-moll, g-moll). Sub
aspectul genuistic se observa influenta genului de lied, a carui melodie largd, cantabila contrasteaza in
mod evident cu refrenul.

Exemplul nr.9
Meno mosso
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Cea de-a doua expunere refrenului (Primo tempo, mm.70-106) nu introduce schimbari
considerabile, partida solistica fiind expusa la fel ca prima data. Acelasi lucru se constata si in orchestra,
acompaniamentul pastrand pulsatia pe optimi.

Fiind scris in tempo Presto, in masura 2/4, cel de-al doilea episod are un caracter de dans mult
mai vioi, impetuos si cu un ritm sacadat ce aminteste de un galop. Initial tema se expune in partida
orchestrala, fiind preluata ulterior de corn, marcata, bine articulatd si completata pe plan armonic si
ritmic de orchestra.

Exemplul nr.10
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Ultima expunere a refrenului (primo tempo) introduce unele modificari legate preponderent de
partida cornului. Linia melodicd se plaseazda cu o octavd mai sus, devenind astfel mai tensionata.
Raportul instrumentului solistic cu orchestra se bazeaza pe procedeul intrebare—raspuns, pe un dialog,
tipic genului de concert. Partea a treia, precum si intreg concertul se incheie cu o scurta coda — stretto,
bazata pe tema refrenului, care, de fapt, reprezinta o ultima mini-cadenta a solistului:

Exemplul nr.11
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Tabelul 3
PARTEA A 3-A. FINALE
Alegro con brio Meno mosso Primo tempo Presto Primo tempo Stretto
Introducere | Refren Episodul 1 Refren Episodul 2 Refren coda
F A,dgD,g Fd F Des, f, C, f, Des, F F
Ges, F

m.1 m.9 m.40 m.70 m.107 m.175 m.199

6/8 4/4 6/8 2/4 6/8 6/8

Concertul pentru corn si orchestra nr.1 de O. Negruta este, asadar primul in istoria muzicii
nationale, ce propune un discurs muzical original si dificultati de interpretare ce reprezintd o provocare
chiar si pentru un instrumentist de virtuozitate.

Putem afirma insa, ca aceasta creatie a intrat deja in repertoriul concertistic national, avand in
vedere cd a fost deja interpretat de cornisti experimentati precum Gh. Ichim si V. Zlotescu. Astfel, Oleg
Negruta a inscris o frumoasa pagina nu doar in istoria muzicii nationale ci si in patrimoniul componisticii
universale.
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OPTAHHOCTbD KAK IIPUHITAI IIOCTPOEHUA OPKECTPOBOI TKAHU B
TPAHCKPHUIIIIMA BAXOBCKOM Y4KOHBI TIABJIA PUBAJIMCA

GANDIREA ORCHESTRALA ORGANISTICA CA PRINCIPIU DE ORGANIZARE
A FACTURII IN TRANSCRIPTIA CIACONEI BACHIENE DE PAVEL RIVILIS

THE IMPLEMENTATION OF ORGANISTIC THINKING PRINCIPLES IN PAVEL RIVILIS’S
ORCHESTRAL TRANSCRIPTION OF J.S. BACH’S CIACONNE

CHEXXAHA I1BICJIAPD,
JOKTOP UCKYCCTBOBEIECHMS U KYJIBTYPOJIOTUH, JIEKTOP YHUBEPCUTAP,
Axanemus My3bIKH, T€aTpa U U300pa3UTEIbHBIX UCKYCCTB

CZU 780.8:780.614.332.083.21.088:785.11

B oannoii cmamve ananusupyiomcs Hekomopbvie 0CoOEHHOCMU OP2AHHOZ0 MbIUIEHUS 8 OPKEeCIPOBOl
mpanckpunyuu oaxosckou Yaxonwl Ilasna Pusunuca, komopbvie HQWaU nposiéieHue 8 UCNONb308AHUU MEOEeHHbIX
U peoKux cmen memopa, KOHMPACMHOM CONOCMABIEHUU OPKECMPOBBIX MACC U 0CODOU Pe2Ucmpo8ol OUCNO3UYUL,
BbIPAIICEHNOU 8 YCIOBHOM PA30ENeHUU UHCIPYMEHMO8 OPKeCMpd HA 1A0UAbHbIE U SA3bIYKOBbLE.

Kniouegwie cnosa: Ilasen Pusunuc, Yaxona, membp, opeannocms, 0cobas pecucmposas OUCno3uyus,
nabuanbHble UHCMPYMEHmbl, A3bIYKO8ble UHCTPYMeHmbl, 0rgano pleno, memobposwiii Muxcm

In acest articol autorul analizeazd transcriptia Ciaconei bachiene de P. Rivilis din punctul de vedere al
realizarii unor procedee a gandirii orchestrale organistice, care si-a gasit expresia in utilizarea schimbarii lente,
rare a timbrului; a principiului de contrapunere contrastanta a maselor orchestrale precum §i in crearea "unei
dispozitii speciale de registru”, care este exprimata prin separarea conventionald a instrumentelor in grupurile
labiale si cele cu ancie.

Cuvinte-cheie: Pavel Rivilis, Ciacona, timbru, gdndire orchestrala organistica, dispozitie speciald de
registru, instrumente labiale, instrumente cu ancie, organo pleno, mixt timbral

This article focuses on the analysis of several peculiarities of Pavel Rivilis’s organistic thinking in the
orchestral transcription of J.S. Bach’s Ciaconne, principles that are implemented by the composer through the
use of slow and rare timbre changes; contrastive comparison of the orchestral masses and "special registers’
disposition”, expressed in a conventional separation of instruments into groups of labial and reed instruments.

Keywords: Pavel Rivilis, Ciaconne, timbre, organ thinking, special registers disposition, labial
instruments, reed instruments, organo pleno, timbral mixt

OnHOW M3 KOHCTPYKTHBHBIX CBepx3ajad B cUMQoHHYeckoM TBOpuecTBe [I. PuBmiuca
1970-x TT. sIBISIETCS WJiesl OPTraHHOCTH KaK MPUHITKIA IIOCTPOCHHS OPKECTpoBOit TkaHu. OHa HauboJee
pensedro BBIpasuinack B Cum@onuuveckux manyax (1969), Vuuconax (1973) m opkectpoBoit
tparckpumuu Yakoner (1972) N.C. baxa. Tepmun opeannocms Obun npenioxer H. 3eiidac B ctarbe
Ilasen Pusunuc, paccMaTpHBAIOIICH COYMHEHHS KOMIIO3UTOPa, W (DUTYPHPOBANl KaK CHHOHHM
«WJLTIO3UU OPTaHHOM 3BydHOCTHY [1, €.60].

Unes oprannoctn B Ha3BaHHBIX NpomsBeneHusx Il. PuBmimca cBsizaHa ¢ BoOmIOLICHHEM
Pa3NINYHBIX KOMITO3UITUOHHBIX 3aj1au: HEOQOIBKIOPHBIX — B Cum@onuyeckux manyax u Ynucownax,
Heo0apoyHbIXx — B Yakowue. B mepBoM cilyuae OpraHHOCTH CIY)KHJIA PACKPBITHIO MOTEHIIMATBHBIX
BO3MOXHOCTEH MOHOAMHU M €€ CUM(OHHU3ALNH, aKLEHTUPOBAHUIO PAa3HBIX YPOBHEH TOPHU3OHTAIIM KaK
pycell KWHETHYeCKOW SHEeprMu; BO BTOPOM — Oblla HampsMyK0 CBsi3aHA C OpPraHoOM Kak C
MHCTPYMEHTOM, BO MHOTOM OMPEAEIISIOIIMM MOLITHYIO MYy3bIKaIbHO-(QHUIOCOPCKYI0 KOHLEIIHIO TTOXU
Bbapoxxko.
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Cpenu Hanbosee MOMyISPHBIX MY3BIKAIBHBIX HHCTPYMEHTOB bapokko nMeHHO opran obsaaai
0cOOBIMU BO3MOYKHOCTSIMH 10 CO3IaHHIO HOBOTO 00pasa npocTpaHcTsa. I'. PriOuHIIEBa CBA3BIBAET 3TOT
¢akT ¢ ero moutu OecrpenenbHbBIM 3BYKOBBICOTHBIM JHMANla30HOM M HCKIIOYUTEIBHBIM TEMOPOBBIM
MHOrooOpa3ueM, a TakKKe C TeM, YTO OpraHHas My3blKa CO37aBajach C pacueToM Ha spKue
aKycTudeckue 3QQeKTbl, KOTOpble CTAHOBUINCH BO3MOXHBIMH B YCJIOBHSIX OOLIMPHOTO BHYTPEHHETO
MIPOCTPAHCTBA XPUCTHAHCKOro Xxpama. [lo MHEHHIO HccieaoBaTelNs, «XapaKTepHble Ui OpraHHOMN
MY3BIKH BHE3AITHBIE CMEHBI PETUCTPOB (TEMOPOBON OKpPackKH) U MHTEHCUBHOCTH 3BYYaHHsI CO3/IaBalIN
WIITIO3UI0 IPOCTPAHCTBEHHOTO IIEPEMEILICHHS ‘“3BYKOBBIX Macc” Ha JaJieKhe WK OJM3KHUE PACCTOSHMUS,
YTO BBI3BIBAJIO Y CIIyIIaTeNeH ollyieHue nNpeObIBaHus BHYTPH TPEXMEPHOTO 3BYKOBOT'O TPOCTPAHCTBAY
[2, c.9].

Unes opkecTpoBkH 0ax0BCKOTo0 Lie/ieBpa Bo3HUKa y [1. PuBuimca eie B cTyJeHUECKHE TO/bI
BO BpeMsi pabotel moj pykoBoacTBoM JI. ['ypoBa. YyeHnueckuil BapuaHT HHKAaK HE MpPU3HABAJICS
aBTOPOM OKOHYATENbHBIM, M Ha INPOTSHKEHUM Oosiee aecsATKa JeT Yaxkona nperepneBanta psal
KapAWHAJIBHBIX M3MEHEHMH, CBSA3aHHBIX C JBOJIOLMEH MY3BIKAJIBHBIX B3MVIAJ0OB KOMIIO3UTOpA U
MproOpeTeHrneM UM Mpo(ecCHOHATBFHOTO OIBITa U MacTepcTBa. B pesynbrate Oblia co3maHa pabora,
1o noBoxy koropoi II. PuBuimc yTBepxkzan, 4To 3TO €OUHCTBEHHAs M3 COOCTBEHHBIX MAapTUTYD, B
KOTOPO# ero mouTu Bce ycrpanBano. OCHOBHOE B HEH 3aKJII0YAIOCH B pealii3allii OpTaHHbIX uie (B
qacTHOCTH, tUtti), mpM KOTOpPBIX Kaxaas MOCIEAYIOIas KyJIbMHHALMS CUJIbHEE MHPEIbLIYIICH.
BricTpanBas opkecTpoBblif BapuaHT Yakoubl, KOMIIO3UTOP YCWIMI JUHAMUYECKHE KOHTPACTHI
CKPMITMYHOTO OpUTMHAJA, Yepeaysl 3ByYaHHE Pa3IUYHBIX MHCTPYMEHTAJbHBIX TPYIII IO aHAJOTHH C
perucTpaMy OpraHa W TEM CaMbIM OIpEAEssl HE TOJIBKO MOLIHOCTh M IUIOTHOCTh 3BYYaHHUS
OPKECTPOBOM Macchl, HO U €€ XapaKTep.

Eme ogHuM 1moBomoM 1Sl BEI3PEBAHUS UAEH OPraHHOCTH KaK OJHOM M3 TeMOPOBO-CTHIIEBBIX
JOMHUHAHT cuMpoHndeckoit Mmy3biku [1. PuBmiuca crano BIUsSHUE TMYHOCTH BBIIAIONIETOCS UCTOPUKA
opkectpa 0. ®opryHaToBa, 00LICHHE ¢ KOTOPBIM, HauaBiieecs B 1961 1. B paMKax KOMIIO3UTOPCKOTO
ceMHHapa B MIBaHOBO ¥ MPOAJIMBIIEECS OYTH YETHIPE ACCATHIICTHS, BO MHOTOM HAJIOKUIIO OTIIEYaTOK
Ha TBOPYECTBO U DCTETHUYECKHE B3TJIABI KOMIIO3UTOpA. YTIyOJIIEHHO M3y4ast CO CBOMMHU yYEHUKaMHU
MHUPOBYIO CUM(OHHUYECKYIO JIUTEPATYpy U oOpalasi BHUMAaHUE HA HECTaHAAPTHBIE KOMIIO3ULIMOHHBIE
pelieHns B TOM WK MHOM Mpou3BeaeHut, npodeccop 0. @opryHaToB, Hapsily ¢ IpyTUMH, TPUBOIUI
B nipumep bonepo M. PaBensi, B KOTOpOM TeMOp, Kak CIEACTBUE «OPKECTPOBBIX 3aTel» (BBIpaKEHUE
H. Pumckoro-KopcakoBa) kommnosutopoB-HOBaTopoB XIX B., cranm mpamaryprueit, Gpopmoit u maxe
coJiep>)kaHueM dToro omyca. [IoMUMO OpUTHHATEHOTO IPUMEHEHUSI COIBHBIX TEMOPOB, YYaCTBYIOLIHX
B Pa3BEPTHIBAHUHU MY3BIKaJIbHOTO MaTepHaia, OrPOMHAsl POJIb B HEM OTBEJCHA CMELIaHHBIM TeMOpaM 1
BBIPa3UTEIbHOCTH tUtti.

KadecTBo opranHocTH OpKecTpoBOii pakTypbl B Yaxone BO3HHKAET Onaronaps psay GakTopos,
BXHEHIIMMHU U3 KOTOPBIX SBJSIFOTCS INPUMEHEHHE CBOWCTBEHHBIX OPraHHOW MY3BIKE PEIKHX CMEH
TeMOpa, TeppacooOpa3HOW OPKECTPOBKM TEMATHYECKUX OJOKOB M KOHTPACTHOTO COIOCTaBJICHUS
3BYKOBBIX MAacc; a TaKke cneyuguueckas pecucmposas Oucno3uyisl, 3aKIrYaromascs B yCIOBHOM
pa3fereHnd HMHCTPYMEHTOB Ha TpYyNIy JaOWalbHBIX M TPYMIY S3bIYKOBBIX B 3aBHCUMOCTH OT
PETUCTPOBOM CHTYAITUH M XapaKTepa KOHKPETHOTO My3bIKaIIbHOTO MaTepuaia. PaccMoTpuM noapobHee
KaXXZIblii U3 PaKTOPOB JOCTHKEHHS OPTaHHOTO 3By4aHus B counHenusx 11. Pusmiuca.

Kak w3BecTHO, mMpow3BeneHUsIM, CO3TAHHBIM ISl OpraHa, camoro OOJBIIOTO0 W CIIOKHOTO
MY3BIKQJIbHOTO HHCTPYMEHTA, CBOMCTBEHHBI PEKUE CMEHBI PETHCTPOB, (PAKTypHl, TEMOPA, TUHAMHUKH.
[IpoBoas mapamnenu Mexngy OObEMOM 3BYKOBOW MacChl M NPOTSHKEHHOCTBIO Pas3lienoB (HOpMBL,
A. llenbepr yTBepxaai, 4To yeM OOJbIIe 3ByKOBask Macca, TeM KpyIHee A0JDKHA OBITh My3bIKaJIbHAas
crpykrypa [3, c.182]. IlosTomy ¢opma OpraHHOro NpOU3BEACHUS OOBIYHO CKJIAJIBIBACTCS U3
Pa3BEepPHYTHIX OJIOKOB Pa3TUYHON IMHAMUKN U HEOJUHAKOBOTO TEMOPOBOTO COEPIKAaHMUs, IOTOMY YTO
crennuKa UTPhl HA OpTaHe 3akKIfo4aeTcs HEe CTONBKO B UTPE KPackaMH, CKOJIBKO B TOCTEIIEHHOM
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MEAJICHHOM HCYEPNaHUM COJIEPXKAaHUSI U TIAyOMHBI MHCTPYMEHTAJIbHOW WIEH TOW WIM WHOW YacTH
MY3bIKQJIBHOTO IIPOU3BEICHUS.

Kaxk n3BectHo, ckpunmunas Yaxona W.C. baxa n3 pe-munopHO# /lapmumul I CKPUIIKHA COJIO
JMIIEeHA TIYyOOKHX, PE3KO OYepUEHHBIX MPOTHUBOMOCTABICHUII — OCHOBHOM KOHTpacT B HEW cO3JacT
JHUIIb M@KOpPHAas 4YacTbh, BHOCSIIAs B pa3sBUTHE MY3BIKM IIPOCBETJICHHBIE TOHA. BricTpanBas
OpKECTpPOBbIE BapUaHThl BOCBMHUTAaKTOBOM TEMBl XopaJbpHOro ckmajga, IlI. PuBmmmc ycunmn
JUHAMUYECKHWE  KOHTPAcThl  CKPUIIMYHOTO  OpUTMHANA, 4epeays  3BY4YaHHE  pa3IMYHBIX
MHCTPYMEHTAJIBHBIX TPYII 10 aHAJIOTUU C PETUCTPAMU OpraHa M TE€M CAMbIM OINpenesss HE TOJIBKO
MOIIIHOCTh W IUIOTHOCTH 3BY4YaHMsS OPKECTPOBOM Macchl, HO U ee xapakrep. «Co3maTk CpeicTBaMH
OpKecTpa WLTIO3UI0 OPTaHHOM 3BYYHOCTH — OCHOBHAS Hjiesl YaxoHnwvl PuBnnmcay, — mumet H. 3eiidac,
BBIIETSISI B COYMHEHUU «KPYIHBIE IUIACTHI 3BYYHOCTH, COIIOCTABJICHHS PETUCTPOB U TPaHAMO3HBIE
JMHAMHUYECKHUE Tepenapl: oT Pianissimo o BeaumyaBo-mpadHoro fortissimo Tpersei, 3aKIF0YnTeIbHOM
KynpbMuHaum» [1, c.61].

3HauynTeNbHAS POJIb B TPAHCKPUIIMK IPOM3BENCHHS NPUHAUICKUT TeMOPY CTPYHHBIX,
MPUMEPOM YETO MOXKET CITY>KUTh HAUAJIbHOE U3JI0XKeHHEe TeMbl BuosioHuesiMu. Y 1.C. baxa tema cpasy
3a7aeT OOLIM TOH «COYETaHHWEM KOHIIGHTPUPOBAHHOW MHMHOPHOCTH C SHEpPruedl pa3MepeHHO-
aKTUBHOTO Xapakrepa, <...> o0ellas HEYTO MHOTO3HAYHUTENLHOE, CypOBO-MY)KECTBCHHOE U
Topx)ecTBeHHOe» [4, ¢.215]. I1. PuBnimc ke mocpeacTBoM TeMOpa H30paHHON UM COMUPYIOIIEH TP YIIIIBI
Brojonuesei divisi a 3, oTmuarorerics 60raTcTBOM 3BYKOBBIX M JHHAMHUYECKHUX OTTEHKOB, COOOIIaeT
TEMe TeIUIOTYy 3BYy4YaHMs 4EJIOBEYECKOro Trojioca, 4yTo mepenaer, nepedpasupys B. Llykkepmana,
«BO3BBILICHHYIO I1€4ajlb, 10 BpEMEHaM MPUOIMKAIOLIYIOCS K TParu3my, HO 1 He M30€erarollyto TerIoi
gyenoBeyHocTH» [4, c.215]. Ponap comupyromIMX BBICOKMX CTPYHHBIX BaXXHA M B H3JI0KEHUHU
PEUUTATUBHBIX MOCTPOCHUH — CBOEr0 poja «IMPUYECKHX OTCTYIUIEHHI» OT TeMBbl. 34ech MapTHd
CTPYHHBIX HOCAT BUPTYO3HBIM XapakTep, HENPEpPhIBHBIM JBHKEHUEM HAIOMHUHASI THUI CKPUIIMYHOTO
nyOiast W HEepeaKko KOHTPACTHPYS C HETOPOIUIMBOM PHTMHUYECKOW ITyNIbCallieil, CBOWCTBEHHOU
OCTaJIbHBIM BapHalHsM.

OOpasznas cdepa, cBs3aHHas C MCIOIB30BAHUEM JIEPEBSIHHBIX JIYXOBBIX WHCTPYMEHTOB,
NPUBHOCUT B COYMHEHHE MHOE KadecTBO 3BydaHus. Obnanas oco0OH KOMIIAKTHOCTBIO, a TOPOH U
HaNpsSKEHHOCTBI0 TeMOpa Oyaromaps spKOH MHIUBUAYAIH3alldd PETHCTPOB POIOBBIX M BHIOBBIX
WHCTPYMEHTOB, AyXOBbI€ BCAKUN pa3 HAMOIHAIOT KOJIOPUT BapHalliii HOBBIMHU KPACOUYHBIMH OTTEHKAMHU
Kak B TEMAaTU4YEeCKHUX TPOBEACHUSX, TaK M B KOHTPAIyHKTHPYIOIIMX JIMHMAX. MenHble AyXOBBIE
o0orammaT TUHAMHYECKHE BO3MOXKHOCTH OpKecTpa Yaxowsi, puAaBas 3By4YaHHIO MOIIb U OJIECK, a
TaKXe CIy)XaT HeJaJIbHOW M PUTMHYECKO omopoil ¢axTypbl. Bennka ponb OyXOBBIX B CO3JaHUU
«OpraHHOW MMKCTYpBI, MPUAAIONIEH HOBYIO OKpacKy ayomupyeMoMy TemMOpy B 3aBUCHMOCTH OT
uHTepBajga AyonupoBku» [1, c.61]. H. 3eiidac cBA3bIBacT ¢ JaHHBIM MPUEMOM «HOBYIO OPKECTPOBYIO
JIEKCHUKY», IPUCYIIYIO COYMHEHUSIM Kommno3uTopa 1970-x rr.

OcoOble  (QopMBI  CONBHOTO WJIM KOMOWHUPOBAHHOTO TIPUMEHEHHS WHCTPYMEHTOB
CUM(OHHYECKOTO OPKECTpa SBIISIOTCS XapaKTepHBIM MPUEMOM CO3JaHHs OPTaHHOCTH OPKECTPOBOM
GdakTypbl ¥ MOTYT OBITh ONpEICIICHbI KaK cneyupuueckas pecucmposas oucnosuyus (TePMHUH
. bapcooii) [3, c.171]. McxomHO# TOYKO#M AT CO3IaHMUs TOAO0HBIX TEMOPOBBIX aJITIO3HH CTAJIO IS
I1. PuBminca 3HaHUE BBIPA3UTENBHBIX M TEXHUUYECKUX BO3MOXKHOCTEN OpraHa, a TakXke OIpeeIEHHBIX
KaHOHOB PETHCTPOBKH, 3aKpPEIUIEHHBIX B MPAaKTHKE OPraHHOTO HCIOJHHUTENhCTBA PeHeccanca wu
Bapokko u oOTHOCSAIMIMXCSA, TJIaBHBIM 00pa3oM, K TNPHUMEHEHUIO PErucTpOB OpraHa, KOTOpBIE IIO
YCTPOMCTBY TpYyO MOAPA3AEISUINCH Ha JIAOUAIBbHBIC U S3bIYKOBBIE.

Jlabuanvhvie PETUCTPBI SIBISIOTCS OCHOBHON TeMOPOBOH TIpyMION opraHa, a WX MsTKOE,
«OKPYTJIOE», JINIIEHHOE OCTPBIX 00EPTOHOB 3ByYaHUE BapbUPYyETCs B Ipenesiax ot pp 1o msrkoro f. K
3TOM IpyINe NpUHAIJIEKAT:

91



STUDIUL ARTELOR S§I CULTUROLOGIE: istorie, teorie, practica nr.1, 2019

— peructpbl (IeHT, TPUMEHSIOMUECS sl U3JI0KEHUS MEIOANYECKON JIMHUM U B KauecTBE
3BYKOBOU HAaJICTPOUKH;

— mrpaiixepsl (HeM. Streicher — cTpyHHBII), KOTOpbIE UCIIONB3YIOTCS IPEUMYIIECTBEHHO B
SKCIOHUPOBAHUHM COJILHOTO TOJIoca, ()OHA M OYEHb THUXHMX AaKKOPAOBBIX SIH30J0B B
JMHAMUYECKON aMIUTUTy/e OT pp a0 Mf;

— IPUHLMUNATBL, HMEIOLUE IUIOTHYI0, HACBHIIICHHYI0, «MYXXECTBEHHYIO» OKpacKy H
yIoOTpeOISIONIrecs B Ka4eCTBE OCHOBHOT'O TOJIOCa B TPOMKOM U ITOJTHOM 3BYyYaHHUHU OPraHa;

— PErucTpbl NPHU3BYKOB (QIMKBOTBI M MHUKCTYPbI), B KOTOPBIX KaXIbli TOH HMEET
COOTBETCTBEHHO OAMH WM HECKOJBbKO Oojiee ciaOblX IapMOHMYECKHX HAJICTPOEK, He
HCIOJIb3YEMBIX OTJENIBHO, a OJKII0YAEMbIX K OCHOBHBIM M COJIMPYIOLIMM Ha PacCTOSIHUU
Pa3NUYHBIX UHTEPBAJIOB.

A3vlukoebie PETHCTPHl  00JaJal0T OCOOBIM  XapaKTepHBIM, «OCTPBIM» TeMOpPOM, OHH
IPUMEHSIOTCS B KAa4eCTBE CONMPYIOIIMX, B PA3IMUYHBIX COYETAHMAX, a TAKXKE HCIIOJIB3YIOTCA NPHU
MIOJTHOM 3BYYaHUH OpPIaHa.

Coenunenue 1aOHaNbHBIX U S3IYKOBBIX PETUCTPOB BMECTE C MHUKCTypoil oOpasyer Organo
pleno, peanu3yemoe Kak 3ByKOBasi «ITHPAMH/Ia»: 4eM IPOMYE aKKOPJI, TEM OHa rpaHano3Hee. MUKCTypa
«3BYKOBOH KODOHBI», CO3[aBaeMasi BBICOKUMH OOEPTOHOBBIMH DETHCTpaMH, MpPHIAET oOueMy
KOJIOPUTY COUMHEHUS SIPKOCTh U OJIECK.

HaspanHble TEeMOpOBBIE pPETHUCTPHl OpraHa B TEpBOM MOJOBHHE XX B. CHOPMHPOBAIN
COOTBETCTBYIOIINE WM YCJIOBHBIE OpPKECTPOBbIE OSKBUBaJeHThL. (COINIACHO CHCTEMaTHYECKOU
KiIacCu(UKalMM  MY3bIKaJbHBIX HMHCTPYMEHTOB XoOpHOOCTens—3akca, MNPUHATOH 3a OCHOBY
WHCTPYMEHTOBEIeHU MHOruX eBporeickux crtpaH U CIIA, myxoBble MHCTPYMEHTBHI JENSTCA Ha
nabuajbHbIe, I3BIYKOBBIC U MYHIIITYYHbIC (aMOyIIIOpHBIC). Y nabuanbHbIX (at. labium — ry6a), k
KOTOPBIM OTHOCSITCA BCE€ BHIBl (DIEHT, HCTOUYHUKOM KoieOaHUi SBIAETCS CTPysS BO3AyXa,
paccekatomasics 00 ocTpblii kpail mHCTpyMeHTta (labium). VYV s3bIYKOBBIX HCTOYHMKOM BHOpanuu
SBIISIETCSL KOJICOMIOIIMIICS SI3bIYOK, HAXOAALIMHCS B MYHALITYKE HHCTpyMmeHTa. JlaHHas rpynma
BKJIIOYAeT CeMENHCTBO ro00eB, KIapHETOB, (aroTo, cakcoGoHOB. Y MYHAIITYYHBIX HHCTPYMEHTOB, K
KOTOPBIM MPUHAJIIEKAT METHbIE JYXOBBIE (BaITOpPHA, TpyOa, TPOMOOH, Ty0a), peryasTopoM KojeOaHui
cTosiba BO3ayXa B MHCTPYMEHTE SIBISETCS aMOYILIIOp My3bIKaHTA.

Ecmu roBoputh 00 opraHe, TO ero (uIEHTOBBIE PETHCTPHI HAIOMHUHAIOT 3BY4YaHUE (IICHTHI
MMUKKOJIO W OONbIION (DIEHTHl B HU3KOW W CpeMHEl TecCHUType; ITpalXxepbl — CTPYHHYIO TPYIITY
OpKecTpa; MPHUHIHIAIB ACCOUUUPYIOTCA C MEAHBIMU M JICPEBSIHHBIMA HHCTPYMEHTAMH B CPEIHEM U
CpeIHe-HU3KOM PEerucTpax; MUKCTYpaM U aJIMKBOTaM IPHCBAMBAIOTCS CBOICTBA AEPEBAHHBIX TyXOBBIX
B CPEAHE-BBICOKOM M BBICOKOM perucrpax. Bcem ycinoBHO JlabHanbHBIM PErHCTPaM COOTBETCTBYET
JIMHAMUYECKask aMIUTUTya oT p 1o Mf. B kauecTBe SI3bIYKOBBIX PETHCTPOB MCIHOJIB3YHOTCS TJIaBHBIM
00pa3oM JiepeBsIHHbIC yXOBbIC B BBICOKOI M BbICOYaiiIiiei Teccutype B quHamuke ot f o ff. B Yakone
I1. PuBunnca MOXXHO BBIAETUTH MATh CIOCOOOB MMHUTALMK CIIEHU(UUECKON OPraHHOM AUCIIO3ULINH:

— npeo0iiaganue TeMOPOB (PJICHT ¥ BAJITOPH B CPETHEM PETUCTPE C IUHAMUKOM p, Mf, KOTOPBIM,
0 CJIOBaM KOMITO3UTOPA, «CBOMCTBEHHA HEKOTOPAsl PACCHITUATOCTb, PHIXJIOCTh 3BYKa»; 00ecrneynBaeT
3BYKOBBIE CBOMCTBA JJa0MATBHOTO PErucTpa Oprana;

— IOMUHHUPOBaHKE CEMEHCTBA TOOOEB H/WITH JIPYTUX JICPEBSIHHBIX [yXOBBIX B UX HaHOOJIEE IPKO
3By4YalllUX PErucTpax; MPUBOIUT K CHOKYCHPOBAHHOCTH, INIOTHOCTH 3BYKa, CJIOBHO COOpPaHHOTO B
MTy4O0K, AaHAJIOTHYHO SI3BIYKOBOMY PETHUCTPY;

— TOCIIO/ICTBO TEBYYETr0, HAIIOJIHEHHOTO TeMOpa CTPYHHOH TPYIIIBI OPKECTPa; aCCOLUUPYETCs
CO LITpaiixepom;

— BEpPTHUKAIbHOE WM TOPHU3OHTAIBHOE COYETAHHWE YCIOBHO JIA0OHMABHBIX M S3BIYKOBBIX
WHCTPYMEHTOB; IPUBOAUT K CO3AaHUIO MJUTIO3UU MPUHLIUIIANIA,
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— tutti, mocTpoeHHOE TIO MPHHITUITY PABHOMEPHOT'O 3alTOJHEHUS BCEX «ITaXEH» OPKECTPOBOM
BEPTHKAIIM, NPHU KOTOPOM MY3bIKalbHAsg TKaHb, HE pAaCMaJarolnascs Ha OTIENbHBIE SIPYCHl, He
coJlleprKaIiasi TECCUTYPHBIX IYCTOT M XOPOIIIO cOaTaHCHPOBAaHHAS 10 BepTHKaH, hopmupyet Organo
pleno.

Takum o0pa3om, ckopOHas dKCIpeccus capabaHapl, Tadhoc ¥ THMHAIHOCTh Xopaia, pedueBas
WHTOHAIMOHHOCTh MOMEHTOB <«JICKJIaMallii», HENOKOJeOuMas POBHOCTh <«JIyOJieiiy», SHEprus u
HEYKJIIOHHAsI TIOCTYNAaTeIhbHOCTh WHTEPMEAWHA OKa3aJUCh OTIPABHOW TOYKOW IS  CO3JaHHS
MacmTaOHOW 3HAYWUTENBHONW OPKECTPOBOW TpaHCKpuniuu Yakonwt 11. PuBummca, B KOTOpO¥
crierQuIecKas «PerucTpoBasi OKpacka» KaxJI0H M3 OPKECTPOBBIX TPYIIT HE TOJIBKO CIOCOOCTBYET
CO3aHHIO WILTIO3WH OPTaHHOTO 3BYyYaHUs, HO i HECET CBOIO BXXHYIO paMaTypruidecKyro Harpy3Ky. B
YaCTHOCTH, CTPYHHBIC BBICTYIIAIOT B POJIM TEMOPOB, U3JIATAIOIINX OCHOBHYIO TEMY, a TaKiKe UTPAIOT
pPOJIb CBOETO POJa «IMPUUSCKHUX OTCTYIUICHUW», OTTEHSIONIMX Pa3Jeibl, B KOTOPHIX MPOUCXOMIUT
OCHOBHOE€ JApamaTypruieckoe paszButue. CBOEro poja TeMOPOBBIMH TIEPCOHAaKaMH 3TOTO JIEHCTBa
CTaHOBSTCS HMHCTPYMEHTBI VCIO0GHO JAOUATLHOU W YCIOBHO A3bIYKOG0U TPYHI CUM(OHHUYECKOTO
OpKecTpa, Poib CYMMHPOBAHHS MY3BIKAIBHOTO MaTepralia, CBOCOOPa3HBIX HMTOTOB €ro Pa3BUTHS,
BBITMIONHSIOT )CNIOGHblE HNPUHYUNAAbI, B KOTOPBIX TPOUCXOJUT KOHTPACTHOE COIIOCTABIICHHUE
«PETHCTPOB» KaK B OPKECTPOBOW TOPU3OHTAIU, TaK U B €€ BepTHKaIU. M, HaKOHEI, KyJIbMUHAIUCH
MY3bIKaJBHOTO MPOIIeCCa CTAHOBUTCS 3ByKOBas mupamuaa organo pleno.
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KOHIEPTHAA MY3bIKA C. IIBICJIAPb — OBPA3ELl TBOPYECKHUX IIOUNCKOB
MOJIOAOT'O KOMITIO3UTOPA

MUZICA CONCERTANTA DE S. PISLARI — MODEL AL CAUTARILOR ARTISTICE ALE UNUI
TANAR COMPOZITOR

CONCERT MUSIC BY S. PYSLARI AS A SAMPLE OF CREATIVE SEARCH OF A YOUNG
COMPOSER

EJJEHA CAMBPUIII,
JIOKTOP MCKYCCTBOBECHMSI, KOH(EpEeHIIap YHUBEPCUTAP,
AKkanemMus My3bIKH, T€aTpa U H300pa3UTEIbHBIX HCKYCCTB

CZU 785.6(478)

B cmamve paccmampusaemcs Konyepmuas mysvika C. Ilviciape — apkoe u OUHAMUYHOE COYUHEHUe,
omauyarujeecsi OPUSUHALHOCIbIO 3AMbICAA, NOUCKOM HempaOUyUOHHbIX NPUHYUNOE (OopMOoobdpazosanus,
HOBU3HOU MY3bIKAIbHO20 A3bIKaA. Cpedu MHOJCecmea pasiuidnblX KOHCMPYKMUBHBIX 3AKOHOMEPHOCMeEl 8ecbMd
NI0OOMBOPHOU OKA3ANACH pAOOMA C NAPAMEMPOM MACCHI 38YKA KAK HOBbIM (DaAKMYPHO-OUHAMUYECKUM NPUEMOM,
VKA3bI8AIOUWUM HA COBPEMEHHYIO MPAKMOBKY MOOENU KOHYEPMHO20 HCAHPA.

Knrouesuvie cnosa: konyepmnas mysvika, C. Ilvicnaps, 3aKkoHOMEpHOCU Op2aHU3AYUU CIPYKIMYPbl

Articolul se refera la Muzica concertantd de S. Pislari — o compozitie luminoasa si dinamicd, ce se
distinge prin originalitatea ideilor, cautarea unor principii neconventionale de structurare a formei, noutatea
limbajului muzical. Printre diferitele si numeroasele legitati constructive prezente in creatia analizatd, a fost
foarte interesant sd lucram cu parametrul masei sonore, ca procedeu dinamic-factural nou, ce indica spre tratarea
moderna a modelului de gen concertant.

Cuvinte-cheie: Muzica concertantd, S. Pislari, legitati de organizare a structurii

The article deals with the Concert Music by S. Pyslari — a bright and dynamic composition, distinguished
by the originality of the idea, the search for unconventional principles of form construction, the novelty of the
musical language. Among the many different constructive patterns, it has been very fruitful to work with the
parameter of the mass of sound as a new texturally-dynamic method, pointing to the modern interpretation of the
concert genre model.

Keywords: concert music, S. Pyslari, patterns of organizing the structure

Cuexana Wnpuanyna Ilbiciape NMpuUHAIIEKUT K TOMY MOKOJIEHHIO TBOPYECKUX JIMYHOCTEH,
KOTOpbIE BOLIIM B My3bIKaJIbHOE HCKyccTBO PecnyOnukn MomnnoBa B 90-x romax MHUHYBIIETO BEKa.
Ceiiuac MHOTME M3 HUX, 3aBOEBaB NpPU3HAHME, YKE CHOPMHUPOBAIHUCH KaK XYHOKHUKH, [IPUBJICKILIUE
BHUMaHHWE KaK UCIOIHUTENEH, Tak U My3bikoBeoB. Counnenus C. [Ipicnapps 9acTo 3By4aT B CTOJIHIIE
Mo:nzoBsl Ha exerogHoM MexxayHapoaHoM dhectuBane Juu Hogoti my3vixu. Hac 3anHTEpecoBasio 0JJHO
W3 NPOU3BeIeHNH CUM(POHIYECKOTO XaHpa — Kownyepmuas my3vika, KOTopoe ObuIo Harucano B 1996
r. u ucnonHeno B 2004 r. B pamkax QectuBans opkectpoM HarmonanpHON (umapMOHHH TIOX
pykoBoactBoM O. IIemsiMckoro. K HactosieMy BpeMEHM B TBOPUECKOM MOpTdene KOMIIO3UTOpa
UMeeTCs elle OJHO KpymHoe cuMdoHmveckoe npousBeneHue — [ocnodaps Mondoswr (Prince of
Moldavia), co3mannoe B 2013 1. u ucnomnenHoe B 2015 1. Ha dectuane /[nu HOGoU My3vIKU
HarmoHaabHbpIM cUM(OHHYECKAM OpKecTpoM Teinepaduo-Monoosa non ymnpasienuem JI. Yaycosa.
B3siB 32 OCHOBY 3TH COYHMHEHUHsI, Mbl MOTJIH OBl TOBOPHTH 00 SBOIIOIUK CUM(POHUYIECKOTO CTHIIS
C. Ilpicnapp, HO He Xemasi 3a0eraTb BIEpel, OCTAHOBUMCS Ha MEPBOM W3 HHX, MOCKOJIBKY KaxI0e
3aCiIy’>KMBaeT OTJEJIbHOI'0 pasroBopa.

[IpousBeneHust CyIIECTBEHHO OTIMYAIOTCA B YKAHPOBOM HAKJIOHEHHH, peanu3ys JBa
CaMOOBITHBIX THITA CHM()OHUYECKON MY3bIKH — KOHIIEPT JUISI OPKECTpa ¥ CUM(pOHUYECKUE BapHallny;
B OCHOBE WX KOHIIETIIIMH JIexaT pa3Hble MPUHIIMITLI Opranu3aiui. Ha npuMepe 5THX COUnHEHU I MOXKHO
MPOCIEANTh ONPENEICHHYI0 JIMHUIO Pa3BUTHA OPKECTPOBOIO MBIIUICHUS KOMIIO3UTOPA, YTO
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MOTBEPKIAIOT U ClIoBa camoro apropa: «Celdyac MOM CTHIIb M3MEHWICS, s YK€ MUY HE TaKk», —
rosopur C. IIsIcIaph, — «HO HA TOT MOMEHT 3TO OBLIO aKTYalIbHBIM»?.

Tak 49To e OBUTO BOCTpEeOOBaHHBIM JUISI HAYWHAIOMIETO KoMmIo3uTopa? OTBETHB Ha 3TOT
BOIIPOC, MBI CMOKEM JIy4Ille TOHATH, YTO MPEACTABIIsIIa COOOH KyIbTypHas apagurma pyoexa BeKOB,
(opMupoBaBIIasi MOJOABIX XYAOKHHKOB. PaccmoTpum cHadana, ecTb TU B KoHyepmuou my3vike
C. IIpicnaph THMH3UPOBAHHBIE aTPUOYTHI KJIACCUYECKOW apXUTEKTOHUKU U KaKUM IyTeM IIell aBTOp B
OCBOEHHUH HOBBIX SI3bIKOBBIX CPEJICTB.

Konyepmnas mysvixka (Musica concertata) — npumioMHas paboTa, HammucaHHas B Kiacce
counHenus [laBna bopuconya Pusminca. 9710 spkuil, TMHAMUYHBIN, «OCTPOCIOKETHBINY» omyc. Ero
My3bIKaslbHast  (hadyda JEeMOHCTPHUPYET KOHLEIMIMI0 IIOMCKA HOBBIX 3BYKOBBIX CTPYKTYP,
Pa3BOpaYUBAIOIIUXCS B pyciie HHANBUAYAILHOTO PoeKkTa. MHOTrooOpasue YMOHOHAIBLHBIX MOYCOB,
MIPEJICTABICHHBIX B COYMHEHHM, COMNPSKEHO C MHOYKECTBOM KOHTPACTOB, KOTOpPHIE MOTYEPKHYTHI
CTPEMUTENBHBIMH TIEPEeXOdaMH OT OAHOHN c(hephl BBIPa3UTENHHOCTH K Apyroil. Takoe cooTHOIIEHE
OTBEUaeT JyXy KOHIEPTHOrO JKaHpa, peaqu3ys TMPUHLIMIIBI KOHUEPTHOW JApamMaTypruu. B
XyI0KECTBEHHOM NMPOCTPAHCTBE MPOU3BEACHUS COMOCTABIISIFOTCS. TPO3HBIM UMIIEPATUB, MPUXOTIUBAS
W3JIOMaHHOCTh, OTCTPaHEHHAs MEAWTANUs, OOOCTPEHHAsT UMITYJIILCUBHOCTB. Byny4yH NalekuMu OT
HEOPOMAHTUYECKUX YCTPEMIIEHHH, MOJ0O0HBIE KOJUIM3MM IOKa3aTelbHBbl JUIs Halled SIMOXH Kak
OTpakeHHE COBPEMEHHOTO B3IUIA/Ia HA MHP CKBO3b NPU3MY CIOXHBIX NEpUTIETHH pyOexa BeKoB. B
OTCYTCTBHE (DOJILKIOPHBIX JIEKCEM COUMHEHUE HE COOTHOCHUTCS M ¢ HEO(OIBKIOPHBIM HalpaBlIcHHEM.
MHOrocnoMHOCTh COAEpXKAaHHSI TMPEACTAET B JUAJIOTMYECKOM HECIUSHUU PA3HBIX IUIACTOB, B
HECBOAUMOCTH XYJO0>KECTBEHHBIX aHTUTE3 K €MHON MapagurMe, 4YTO OTBEYAET COBPEMEHHON MOJEIN
KOHIIEPTHOTO COUYMHEHHS OPKECTPOBOTO THIIA.

Obwue 3aKOHOMEPHOCU opeanuzayuu BBICTPAUBAIOTCS BOKpYT [JIABHOTO
cucremooOpasyromiero (Qakropa — TPUHOWNA KOHTHHYAIBHOW DBOJIOUMOHHOCTH, KOTOPBIH
mpodyepuyrBaeT pPUTM (OPMBI, 3aJaBaeMblii KOHTPACTUPOBAaHWEM MHOXECTBA WHTOHAIIMOHHBIX
AJIEMEHTOB C WX TOCIEAYIONIMM CBOOOJHO BapWaHTHBIM pa3zBuTueM. OOpasyercss KOHMUHYAIbHO-
Kowmpacmuulti mun xomnosuyuu, o B. 3amepankomy [1, ¢.323-324], B KOTOpOM NapauIeIbHO
TIPOSIBIISIOTCS. HEKOTOPBIE KIIACCHUECKUE TIPUHITUITEI (JOPMOOOpPa30BAHHS.

KoHTHHYaTbHO-3BOJIOIIMOHHBIA TPUHIMI  Pa3BepThIBAaHUS (OPMBI  B3aHMOJICHCTBYET C
COHATHBIM U CIUTHOLIMKIMYECKUM, MTPETOMIEHHBIMH, TJIABHBIM 00pa30M, B CEMAaHTHYECKOM acCIeKTe.
CoHaTHOCTH BOIUIOIIAETCS Yepe3 MHBAPUAHTHBIN 00pa3HO-CMBICIOBOM CIOXKET COHATHOU CTPYKTYPHI,
MPEJICTABICHHBIM KAk Jyalu3M JBYyX OOpa3HbIX cdep — aKTUBHOH M MEJAMTATUBHOM.
[TocnenoBaTenbHOCTh OCHOBHBIX KOHTPACTUPYIOUIMX Ppa3/IEIOB U UX COOTHOLIEHUE MOAYMUHSAIOTCS
periaMeHTy COHaTHOM (OpMBI, yKa3biBash HA €€ CKPBITBIM T€HE3UC, MOAKPEIUIICMBIH TakkKe
COOTBETCTBYIOIIEHN JpaMaTyprueil — JIeMCTBEHHO-aKTUBHOM, OJIHAKO HAMEYEHHBIN TUI CTPYKTYpPhI HE
YTBEPKAAETCS MHTOHAIIMOHHO-TEMATHYECKAMHU CBSI3SIMH U TapMOHHUYECKOW (PYHKIIMOHAILHOCTHIO. B
UTOT€ COHATHOCThH OKa3bIBACTCS Pa3MbITON, POK/as IBOWCTBEHHOCTh IIOHUMAHUS (DOPMBI.

Paznensr koMmo3uuuu OOHAPYKMBAIOT OHUPYHKIMOHAIBHOCTH Oylaronaps NpPUCYTCTBHIO
Pa3INYHBIX JIOTHYECKUX MPUHIIMIIOB HECKOJIIBKHUX KIIAaCCUYeCKUX (hopM:

1) pasmen A (11.1-11), Sostenuto: BerymeHne/iepBast SKCIO3UITHS;

2) pa3zen B (11.12-24), Barbaro: ocHOBHOI1 pa3en/Bropast SKCIIO3HIIMS;

3) pasgen C (11.25-29), Allegretto scherzando: smmsoxa/pa3paboTka;

4) pazzmen D (11.30-46), Furioso: nepsas penpu3a, yCIOBHas/JIOKHAS PETIPH3a;

5) pasaen E (11.47-55), Barbaro: Bropas penpusa/kona.

2 W3 nuuHoit Gecembl, cocTosiueiics 4.09.2017 T.
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Jloruko-QyHKIHOHATBHBIE CBSA3U MOAJCPKUBAIOTCS PSIIOM COOTBETCTBYIOIIMX aTpPUOYTOB H
CEeMaHTHKOH, HalpuMep, KOHTPACTOM JKCIO3MLIMOHHOIO W PAa3BHBAIOLIETO THUIIOB H3JIOXKEHUS,
IIPOTUBOIIOCTABJIEHUEM JIByX THIIOB OOPa3HOCTHM — aKTHMBHOM M MEAMTATHBHOW U Ap. Peanmusyrorcs
TaK)k€ YHHBEpCAJIbHBIE 3aKOHBl KOMMYHHKAIlMH XYAOXKECTBEHHOTO BBICKA3bIBAaHUS, BBIPAYKAEMbIC
bopmyoii i-m-t (initio — motus — terminus).

OpHaKko TJIaBHOW OCOOCHHOCTBIO NAHHOH CTPYKTYpBHI SIBISETCS OTCYTCTBHE TPaAMLMOHHO
MOHUMAaeMOM PEeNpHU3bl, TIOCKOJBbKY B 30HE ee okuaaHus (pazgen D) 3ByduT HOBBIH TeMaTH4eCKUi
MaTepHa, PU 3TOM HHTOHALIMOHHOE OOHOBIICHHE MPOIOJDKAETCS BIIOTH A0 KOIbl. B cBorO ouepens,
B KOJI€, BBINOJHSAIONICH OJHOBPEMEHHO ()YHKIMIO PENpPH3bI, MPOBOAATCS ABE BAXKHEWIINE TEMBI
MPOM3BEICHUS — TJaBHAs TeMa JKcho3umuu (1m.47-51) w riaaBHas TeMa penpu3bl, TO €CTh
npennocieanero pasnena D (11.52-55). Ho pasnmen D cam mpejicraeT yCcloOBHOH pemnpu3oii, Tak Kak
CYLIECTBEHHO OTIMYACTCS B MHTOHAIIMOHHOM IUTaHE OT TeMaTH3Ma JKCIIO3UIMHU, XOTS MO 00pa3Ho-
ACCOLMATUBHOMY CXOJICTBY cTpemuTenbHOe furioso ero Bemyieit Temsr (11.30) BOCIPUHUMAETCS KaK
NPOJOJDKEHUE Tpo3HOro barbaro HayanbHOW TeMbl OCHOBHOTO pasjelia — «TIJIaBHOW mapTum» (1.12).
HecmoTpst Ha siBHOE MHTOHAIIMOHHOE HECOBIIAJICHHE HOBas «TJIaBHAsl MapTHs» MOJIydYaeT MPaBO Ha
caMopeaJIn3aliio, BEITECHSS U3 Xy I0KECTBEHHOTO IPOCTPAHCTBA COYMHEHHSI OOBIUHYIO penpusy. Tak
nepBasi penpusa He ONpPaBIbIBAET OXKUAAHUN M OKa3bIBaeTCAd HE COCTOSBLICHCS, HAlIOMUHAS JIOKHYIO
penpusy B KIACCHUECKHX MY3bIKAIBHBIX (pOpMax (XOTS U B MHOM CMBICIIE — KaK TEMaTH4YEeCKOe, a He
TOHAJIFHOE HECOOTBETCTBHE).

bu¢yHkunoHanbHOCTE MposBIsieTCsl U B cpenHeM pasgene — C, u B MEHbLICH CTENneHH
3arparuBaeT nepsbie 18a — A u B. Hauano Kounyepmuou my3vixu copmemaeT pyHKINN BCTYTUICHUS U
MEPBOI AKCIO3UIUH, TIOCKOJBKY MpPEACTaBiIsAeT co0Ol COMOCTaBlIiEHHE ABYX TEM M MX BapHaHTHOE
paszButue. llo3mHee B HOBOW rinaBHOW mapTtuu penpussl — pazgene D (m.30) — oOHapyxuTCs
HEKOTOpasi MHTOHAIMOHHAS OOLIHOCTH CO BTOPOi Temoil BerymieHus (1.2). OmHAKO TeMaTHU3M
BCTYITUTEIBHOTO pa3ziesia 3arnevyarieBaeT J0BOIBHO OIH3KIE SMOIMOHAIBHBIE MOAYCHI, HEJOCTATOUHBIE
JUTSE CO3JAHMS OIMYIIEHUS TOJTHOMPABHON COHATHOW JKCHO3WNHU. TakwuMmu cBOicTBamMu oOnamaer
MMEHHO BTOpoi#l pasmen — B. Kpome Toro, mepsbiii pasznen (A) HageleH COOTBETCTBYIONUMU IS
BCTYIUIEHUSI ~ OOpa3HO-CEMAaHTHUECKUMM  aTpuOyTaMM —  TOJI3Y4e-XpOMaTHYeCKUH  MeJoc,
WHTOHAIIMOHHOE «HAIIYyIBIBAHUE», 3apOKACHHE OCHOBHBIX 3€pPEH MBICIH, — BCE 3TO POXKAAET
TPaIUIIMOHHBIN JJIsl HAYaJbHBIX pa3JelioB KPYITHBIX KOMITO3HIIMI 00pa3 cTaHOBJICHUsI, TIOUCKA.

OcHoBHO# pazgen B o0pa3zyeT 5KCHO3UIHIO: 3/1€Ch MOSBIISETCS CypOBO-PEIINTEIbHAS, JKECTKO
Y HACTOMUYMBO 3Bydallas riaBHas naptus (11.12), Ha OCHOBe ee MHTOHAIMOHHOTO MaTepuala BeIpacTaeT
c3yomas (1.16), ux oTTeHseT OO0pa3HO NPOTUBOpEYMBAs, CEMAaHTHUYECKH HEOIHO3HAYHas,
KOHTPAIyHKTHYECKH CIIOKHO BBICTpOEHHAst mobouHast (11.18) 1 manupapHO-1oI4epKHyTast, OTYETINBO
CKaHIMpOBaHHAsA, TaKXXe HWHTOHAIIMOHHO TPOMU3BOJHAS OT TJIABHOM TEMBI 3aKJIIOYUTENbHa,
BBIMOJIHSIOIIAS OAHOBPEMEHHO (QYHKLHMIO TPEIBHKTA-CBSI3KM K CleAyiomeMy paszeny (u.24).
KommozunmonHnass MOy sy, MPOUCXOIAIAs B YeTBEPTOM pazzeiie GopMbl (YCIIOBHAsI penpH3a, O
KOTOPOl TOBOPWJIOCH BBIIIE), PETPOCIEKTUBHO pa3pyllaeT 3Ty CTPOMHYIO JIOTHKY COHAaTHOH
SKCHO3WIMH, JIMIIAs €€ TOYEK OMOphl M yKa3aHHOW oOocHoBaHHOCTH. Komnosuuwmst Konyepmmoii
MY3bIKU YCIIOKHSAETCS, CTAHOBUTCSI MHOTO3HAYHOM.

Paznen C (11.25) mpencraeT Kak 3nu301/pa3padoTKa, Tak KaK, ¢ 0THOH CTOPOHBI, OH IPOJIOIKAET
passuTHe 00pa30B TIIABHON MapTHH, XOTA M cymiecTBeHHo Menser ee moxayc (Allegretto scherzando
BMecTo Barbaro), ¢ qpyroit cropoHbl HHTOHAIMOHHBIA MaTepuall 3HAaYUTEIbHO OOHOBIICH U MOYTH HE
uaeHtTuguuupyercs. B tanHHoM ciiydae B 60JbIIeH Mepe MPOSIBISETCS CXOJCTBO HE CTOJIBKO MEJIOUKO-
WHTOHAIMOHHBIX 3JIEMEHTOB, CKOJIBKO HEKOTOPBIX OOIIMX TMapamMeTpoB 3BYKOBOW TKaHH —
«mmapameTpoB 3kchpeccun», mo B. Xomomosoit [2, ¢.100], 4ro BeIpaxaeTcd B CKaHIUPOBaHHUU
AKKOPJIOB-KJIACTEPOB, MITPUXax Marcato, MacCCHBHOM 3ByKOBOM OOBEME.
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KoHTrHYanbHO-3BOMIOIIMOHHBIN IPUHIUI BHOCUT CBOM KOPPEKTUBBI BO BCE Pa3Jiesibl COHATHOM
KOMIIO3ULIMY, ONpOo6ep2ds  NOAHOCMbIO UMW HYACMUYHO — YHKYUOHANbHBIE — YCMAHOBKU — ee
Op2aHU3AYUOHHOU CUCIEMDL.

B T0 )¢ Bpems Kowuyepmuas my3vika NaeT TPUMEp COYMHEHUs, TAC B KauecTBE (opmbl
mpemve2o niaxa TpovyepyeHa CIUTHOLMKINYeCKas KoMnosunus. Beryminenue u conatHoe allegro
(pasaenst A u B), ckeprio (pasaen C) u ¢punan ¢ kogoi (paszaenst D u E) — BOT 0OCHOBHBIE YacTH 3TOTO
uKna. JInpuko-MeauTaTuBHbBIE 00pas3bl HE PEaIM30BAINCh B «CaMOCTOATENIHOM YacTH», XOTS UM
OTBEICHA 3HAYMTEIbHAS PO B pasfenax B um D (dkcmoswmmm W penpuse COHATHOH (OPMEI).
Crenuduyeckoe SMOLMOHAEHOE HAKIOHEHHE 3TOM JIMPUKH — 3KCIIPECCHOHUCTCKU-HANPSHKEHHOE B
IEPBOM CJIy4ae M TaWHCTBEHHO-WH(EPHAIBHOE BO BTOPOM — HE IIO3BOJMIM JAaHHBIM 3MOLUSAM
paclpoCTpaHUThHCSI BIIMPh B JOCTaTOYHOM 0O0BEME, TaK KaK OpPraHU3YIOIUM U OJHOBPEMEHHO
CAepKUBAIOIIUM  (akTOpoM 37eCh BBICTYNHJIM COOCTBEHHO JApamMaTypruiyeckue MPHUHLUIIBI
KOHLEPTHOro Tuma. B 3Tom cmeicine Kowyepmnas my3vika TPEACTABISIET COBPEMEHHYIO MOIEIb
KOHIIEPTa JII OPKECTPA, I/Ie OTCYTCTBYIOT THITUYHO CUM()OHUYECKUE TN TEIBHBIE ATAITbl CTAHOBJICHUS
Y Pa3BUTHS OJHOT'O MOAYCA, HO aKTyaJIbHBIMHU OKa3bIBatOTCS OBICTPhIE CMEHBI COCTOSIHUM, IepeOpOCKU
B pasHbIe Cepbl, KOHTPACTHI PA3IMNYHOTO YPOBHS U F'CHE3HUCA.

CTpyKTYpHO OpraHM3YIOIIUE MPHHIUIBI KOMIO3HUIUK BKIIIOYAIOT B CBOIO OpOUTY TaKxke U
NPOU3BOOHbBIL KOHMpAcm, TPETBOPSIEMBbId IBaXIbl. B mepBoM ciaydae OH co3maercs OTHAJICHHBIM
MEJIOIUKO-PUTMHUUYECKIM POJICTBOM BTOPOM TE€MBI BCTYIUICHUS C TJaBHOM mapTueil penpusbl (0 4eM
TOBOPIUIOCH BHIIIIE), a BO BTOPOM — CBSI3BIO TNIABHOM M TOOOYHOH napTuii u3 paszaena B (. 18) ¢ Bexymieit
TeMoii rienTpansHoro pasaena C Allegretto scherzando (11.26). iMeHHO 3TH CKPBIThIC HHTOHAIIMOHHBIC
MOCTBI MEXK]Ty TEMaTH3MOM, KOTOPBIH B LIEJIOM BOCIIPUHUMAETCS KaK CaMOCTOSITENIbHBIN, U HAJIENSIOT
paznen C Ou¢pyHKIIMOHATEHOCTHIO 313043/ pa3paboTku. JJaHHBIN MPON3BOAHBIN KOHTPACT PACCTABIISET
OTIpeJICIICHHBIE CMBICIIOBBIE aKIEHTHl B MPOM3BEIEHHU, TJ€ MHOroe Kak OYATO YKIOHSETCS OT
OJTHO3HAYHBIX OTBETOB. lIpuMeuarenbHO €ro MposiBIEHHE B MHOTO3JIEMEHTHOW MOOOYHOM HapTHH,
KOTOpasi pa3BOpayMBAETCS B TPeX IUIAcTax (akTypbl: Y ACPEBSIHHBIX AYXOBBIX 3BYYHMT HaJpPHIBHO-
CTCHAIONINH MOTHB B BBICOKOM PETHCTpE, Y BAITOPH — pa3MaIlUCThIe CKaYKH B CPEIHEM PETUCTPE, Y
CTPYHHBIX — IIECTH3BYYHBIE IOJYTOHOBBIE KjacTepel B 0ObEMe KBapThl, AyOIMpOBaHHBIE U
pa3dpocaHHbIe BHU3 HA TPH C TIOJIOBUHO OKTaBbl. TpH 371eMeHTa MPEICTAIOT KaK TPU CAMOCTOS TEITbHBIX
MIEPCOHAXKA Ha CIIEHE U BEJyT ce0s B JallbHEHIIeM BecbMa He3aBUCHMO. [10siBIIeHIE WIIH HCUE3HOBEHUE
TPETHETO IEMEHTa BKYIIE€ WM IIOPO3Hb C ABYMS IPYTHMH U COCTaBJISIET CyTh 3BYKOBOI'O CTAHOBJICHUS
BCETO 3Tarna No0OYHOM MapTHH, KOTOpasi OpraHu30BaHa B POHJ000Pa3HYI0 CTPYKTYPY. DTOT 3JEMEHT
CTaHOBHTCSl PUTMO-(QAKTypHO-TAPMOHUYECKHM HCTOUYHUKOM ISl TEMaTH3Ma CJIEAYIOLIEro pas3ziena u
PETPOCIIEKTUBHO OOHAPYKUBAET OT/AAJICHHBIE CBS3H C TEMOM TIIaBHOM MapTHH KCIIO3UIINH.

Urak, kaxy1mascs BHEeIIHe CB00O/a M HEMPUHYKJICHHOCTh U3JI0KEHUS, POSIBIIsSieMast B CBSI3U C
JeHCTBUEM NPUHLIMIIA KOHTHHYaJbHOH HBOJIOLMOHHOCTH, KOOPIUHHUPYETCA YeabiM pAaodom
KOHCMPYKMUBHBIX 3AKOHOMEPHOCMell, BAXKHEWIIIHE CPEIH KOTOPHIX:

1) oOpa3HO-ceMaHTHYECKHE COOTHOIICHUS! COHATHOTO TUITA M IIUKJIMYECKOH (hOPMBI;

2) yHUBEpCAJbHBII 3aKOH KOMMYHHUKAIIMU XYI0’KECTBEHHOT'O BHICKA3bIBAHHS KaK Peaiu3aius

Tpuasl iNitio — motus — terminus;

3) KOHTpACT THIIOB M3JI0KEHHS — IHKCIIO3UIIMOHHOTO U Pa3BHUBAIOILETO;

4) mpOM3BOMIHBII KOHTPACT;

5) KOCBeHHO (YCIIOBHO) TPaKTOBaHHAas PEIIPU3HOCTb.

B Konyepmmoii my3vike MHOXKECTBO KOHTPACTHBIX COMOCTABICHUH COSUHSAETCS CO CBOOOAHBIM
BapUaHTHBIM TpeoOpa3oBaHHeM TemaTtudMa. [locTpoeHus pa3inuyHoOi TpoTshKeHHOCTH ((ha3sl)
TPYNIUPYIOTCS B Pa3lelibl, SBIAIONIMECS 3TallaMH B €OUHOU JUHUU KOHMPACMHO-8APUAHMHO20
Pazeepmul8anus.
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JaHHas TUHUS TOAUYUHSCTCA CIe0VIOWUM OOWUM 3AKOHOMEPHOCMAM, TIPONOIDKAIOIINM P
KOHCTPYKTHBHBIX IIPUHIUIIOB OPTaHU3aLNH:

6) TeMOpoBas AWCIO3WIMS (B3aHMMO3aBHUCHMOCTh TEMOPOB) M CKPBITHI TEMOPOBBIA CIOKET
(;moruka TeMOpOBOI TOPU3OHTAIIN);

7) NPUHLMI KOHLEPTUPOBAHHS MajbIX OPKECTPOBBIX I'PYII KaK OCHOBAa TEMOPOBOI'O pUTMA
(dhopMBbI;

8) NpUHLMI AWHAMHYECKOH BOJHBI B PACIOJOXEHHUH JBYX THIIOB KYJIbMHUHAIIMKM C WX
JIOTUYECKOH COTTIACOBAHHOCTHIO (PaboTa ¢ «Maccol 3ByKa»);

9) mponopIuK 30J0TOTO CEYEHUsI B OPraHNU3aLU BCE KOMITO3ULUH.

CooTHOIIEHNE NaHHBIX NPUHLUIOB POXKIACT WHAWBUAYAJIbHBINH NPO(UIb MPOU3BENEHUS, B
pe3ynbTaTe XyJI0KeCTBEHHas KOHIeNuus KonyepmHou My3vlku OKa3bIBaeTCsS pealn30BaHHOMN B mpex
cybcucmemax:

a) OCHOBHBIE pasfefbl KOMIIO3MIMH 00pa3yloT COHaTHy0 ¢opMy B CHHTE3E CO
CIIMTHOLIMKITUYECKOH,

0) muHaMHKO-(haKTypHBIE (a3bl BHICTPOSHBI HA OCHOBE MPUHIUIA JUHAMHYECKOW BOJIHEI,

B) TeMOpOBasi JIOTHKA Pa3BepTHIBAHHS MOJUMNHSICTCS IIPHHIUITY KOHIEPTUPOBAHUSL.

IlepBbie nBe cyOCHCTEMBl B3aUMHO KOPPETUPYIOTCS, TPEThs NPEACTABISACT OTACIbHBIM,
OTHOCHUTEIBHO  CaMOCTOATENBHBI  CJIOW  XYJOXKECTBEHHOro  cojaepkaHus. KoHTuHyanmbHast
3BOJIIOLIMOHHOCTH BBICTYIIAET YHUBEPCAIbHBIM HayalloOM, TPOHU3BIBAIOIINM BCE YPOBHHU CTPYKTYPBHI.

B amHamuko-dpaktypHOM mpoduie ¢GopMbl TpodepuuBaeTCs abpUC HECKOJIBKHUX BOIH,
BIIMCBHIBAIOIINUXCSI B MPOIIOPIIUH 30JI0TOTO CEYEHMS. 3/€Ch BBICTPAWBAIOTCS JBa TUIA KyJIbMHHALIWN:
mepBasi —  BBICOKAas, OMOLMOHAJIBHO  HAKaJeHHAs, HEPBHO-B3BMHYEHHAs  KyJIbMUHALUS
AKCIIPECCHOHUCTCKOTO TeHEe3MCca, BTOpas — TYTTHIHAA, ¢ TUIOTHOH (akTypoil. B mx B3anmMomercTBuu
MPOSIBIIIETCS MPHUHIMI OaJaHCUPOBAHUS, WIPHI CO 3BYKOM Kak OJUH W3 TPUEMOB METoJa
KOoHLepTUpOBaHusi. OH pealn3yercsi depe3 COINOCTAaBICHHE OBYX THIIOB 3BYKOBBIX MapaMeTpOB —
IUI0THOE, MaccuBHOE tUtti 1 BeICOYAMIIINIA, TPOH3UTEIILHO-UCTOHYCHHBIA PETHCTP Y CKPUTIOK U (PIICHT.
Co3pmaeTcss MHOAMBUAYAIbHBIH PUCYHOK 3BYKOBOI'O NPOCTPAHCTBA C OXBAaTOM KpalHUX TOYEK — B
BBICOTY M INIyOMHY. BaskHble MOMEHTHI OTMEUEHBI IByMs I'€HEpaJbHbIMU Iay3aMH: OHA MapKUpPYyeT
TPaHUIly MEXIY BCTYIUIEHHEM U SKCIO3UIMEN U OTMEYeHa TyTTUHHOW KyapMuHanuen (11.12), npyras
HaXOIUTCS MEXIy pa3paOOTKOM M penpu30i B TOYKE 30J0TOI0 CEUYEHHs M BBIAEJICHA BBHICOUYANIINM
perucTpom ckpumok (m.40).

@dakTypHO-AMHAMUYECKOe Crescendo HeOJHOKPAaTHO TOAYEPKHBACT 4ICHCHHE (OPMBI,
nproOperast pojib KOHCTPYKTHBHOTO MPUHIIHIA, JOCTUTAIOIIET0 MAaKCUMAJIBHOTO MPOSIBICHHUS B KOJE
counHeHns.. OKOHYaHNE MPOW3BEACHUS 3HAMEHYET KyJIbMHHAIMIO BCEW (OPMBI, KOTOpasi OTMEYeHa
BCIUIECKOM JIBYX MOIIHBIX 3BYKOBBIX BOJH, CIEIYyIOUIMX oaHa 3a apyroil. Ilocie mnmmrensHOro
(haKkTypHO-TUHAMHYECKOTO HapacTaHUs Bcero opkectpa (11.46—51) perucTpoBblil OBEM U SIPOCTHOE
BHXPEBOE JBIKCHHE CKPHUIIOK B BhICOUAHIIEM peructpe (11.52—55) BOCIPHUHUMAETCS KakK MOCJeIHEe,
npeaenbHoe HapshKeHUe SMOLMHA. JBoiHas KyIbMUHALMS B KOHIIE IPOU3BEACHUS, BRIPOCIIAs U3 psiia
JTUHAMHYECKHX BOCXOXIEHUH, TIOJYEPKMUBAET ABE BaXKHEHIIINE TEMBI IIPOU3BEACHNUS — TTIABHYTO TAPTHIO
9KCHO3UIHH U TJIaBHYIO NApTHIO PETIPHU3HI.

Tak pabora ¢ mapaMeTpoM MacChl 3ByKa CTAHOBUTCS €Ill€ OJHUM CMBICIOTIOPOKIAIONIHM
(dhakTopom B Kommo3uiii. Ho Bce k€ OCHOBHOM COJEp’KaTeIhHOW HIIeel OKashIBaeTCS TeMOpoBas
TEeXHUKa. PacCMOTpEeHHIO MPUHLMIIOB KOHLIEPTHPOBAaHUS M TEMOPOBBIX peLICHMI OyAeT MOocBsIIeHa
BTOpas 4acTh NPEANPUHATOTO aHAJIN3a B BUE OTIEIHHOM CTAaThH.

[lonBons UTOTH, OTMETUM HECTAaHIAPTHBIN MOAXO0X B 00nacTu GopMooOpa30BaHus, ONOPY Ha
MHOX€ECTBO KOHCTPYKTHBHBIX MPUHLMIIOB U B OCOOEHHOCTH paboTy ¢ MapaMeTpoM Macchl 3ByKa Kak
0CO0BIM (aKTypHO-AMHAMUYECKIM TPHUEMOM, YKa3bIBAIOIIUM Ha COBPEMEHHYIO TPAKTOBKY MOJETH
KOHIEPTHOTO aHpa.
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®OPTEIIUAHHAS MY3BIKA TAJIMHBI YCTBOJIBCKOM,
NN JIEAU C MOJIOTKOM

MUZICA PENTRU PIAN DE GALINA USTVOLSKAYA SAU LADY CU CIOCANUL
PIANO MUSIC BY GALINA USTVOLSKAYA, OR LADY WITH A HAMMER

HUPUHA CTEITIAHOBA,
JOKTOP MCKYCCTBOBEACHHUS, ITpodeccop,

EJJEHA CUMOHSHI,
acrypaHTKa,
MockoBckas rocyiapctBeHHasi Koncepatopus um. I1.1. YaiikoBckoro,
MockBa, Poccus

CZU 780.8:780.616.432(470)

Cmamovsa nocseawena ¢popmenuarnnomy meopuecmsy Ianuner Heanognvl Ycmeoabckoti — 0OHOU U3
camvix 3a2a0ounvix ueyp omeuecmeenHou myzviku XX eexa. Yuuxanvnocme ee ¢popmenuanno2o cmuiis
3aKT0YAENCA 8 ANONI02ULL YOAPHOCTNU, NOHUMAEMOU KOMNOZUMOPOM OYKBATbHO U 00BEOEHHOU 00 MAKCUMYMA 8
nocinednux gopmenuannvix conamax. Ilamou (1986) u Illecmou (1988), 20e npunyun axyeHmupoexu Kaxicoo2o
36YKa 8 MOYHOM cmbiciie cnoga abcomomusupyemcs. Ilpu smom [anuna Ycmeonvckaa Oemoncmpupyem
WUpoUaiuylo amMnaumyoy YOapHoCmu Kax npuema: Om OOUHOYHBIX HANPANCEHHLIX, NPeOeibHO COOPAHHbIX
38YK06-CMYKO8 00 HEUCHOBO KOIOMAUUX KIACMEPO8, PAZHO0Opaszue KOMopblX Nopaicdemn.

Knroueswie cnosa: I'anuna Ycmsonvckas, KoMnosumop, popmenuano, yoapHocms, covunenue

Articolul este dedicat creatiei pentru pian de Galina Ivanovna Ustvolskaya, una dintre cele mai
misterioase figuri ale muzicii ruse din secolul XX. Unicitatea stilului ei pianistic constd in apologia manierei
percusive, pe care compozitoarea o intelege in sensul direct al cuvdntului si este adusd la apogeu in ultimele
sonate pentru pian: a Cincea (1986) si a Sasea (1988), unde principiul accentuarii fiecarui sunet in sensul exact
al cuvantului este absolutizat. In acelasi timp, Galina Ustvolskaya demonstreazd cea mai larga amplitudine a
manierei percusive: de la sunete izolate intense, sunete-bdtdai extrem de rezervate, la clustere ciocanite frenetic, a
cdror varietate este uimitoare.

Cuvinte-cheie: Galina Ustvolskaya, compozitor, pian, manierd percusivd, creatie muzicald

The article is a survey of piano creation by Galina lvanovna Ustvolskaya, one of the most mysterious
figures in Russian music of the twentieth century. The uniqueness of her piano style is in the apology of the
hammering that the composer understands literally and maximize in the last piano sonatas: Fifth (1986) and Sixth
(1988), where the principle of accent every sound in the strict sense makes a fetish. At the same time Ustvolskaya
demonstrates very wide amplitude of the hammering as the method: from single intense, extremely collected
sounds-knocks up to furiously strike on by clusters, which diversity is amazing.

Keywords: Galina Ustvolskaya, composer, piano, percussion, composition

lanuHa YCTBOMBCKAs — OJIHA U3 CaMbIX 3araJIouHbIX PUTYp PycCKOM My3bIkH XX BEKa, XOTS
OBl MMOTOMY, YTO €€ TBOPYECTBO HE TOJILKO HUKOTJIAa HE TNPETEHIOBAJI0O Ha «OOIIUTENHLHOCTHY», HE
CTPEMHJIOCH K CIyIIaTento, HO ObUIO JIEMOHCTPATUBHO OTIOPOXKEHO OT Hero. YenmoBek
0ECKOMIIPOMHUCCHBI U B XHU3HH, U B MY3bIKE, KOTOPOMY HNPHUCYIIA XECTKOCTb U KAaTErOPUYHOCTH
cyxneHuit. «MomganuBa. XapakTep CIOKHBINA U HENPEICKa3yeMbIid: TO 3aMKHYTa, TO 0COOCHHO 100pa
W cepJieyHay, — muieT o Heit my3sikoBen O. ['maakosa [1, ¢.33].

l'anuna VYcTBonbckas okoHuwsa JIGHHHIPaJCKyr0 KOHCEPBAaTOPHIO, 3aTEM AcCNUPAHTYpPy IO
knaccy kommoszunuu JI. loctakoBuua. Matp ¢ OONBIIMM WUHTEPECOM U YBKEHHEM OTHOCHIICS K
COUMHEHMSM CBOEH YUEHHMIIBI, O YEM CBUAETEIBCTBYET €0 BBICKA3bIBAHUE: «Sl BEPIO B TO, YTO My3bIKA
[anmuHbl Y CTBONIBCKON 00pETET BCEMUPHOE MTPU3HAHKE. ..» [IUT. TI0: 1, ¢.41] 1, KOHEYHO, IUTUPOBAHHUE
ee TeM B COOCTBeHHbIX mpom3BeaeHusAx (B Ilstom cTpyHHOM KBaprere m CroMTe Ha CTUXH
Muxkenanmkeno). WzsectHo, uro lllocrakoBuu [ake CTaBWJI TBOPYECTBO Y CTBOJBCKOM BBIIIE
COOCTBEHHOTO.
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[IponsBenenuss YcCTBOJIBCKOIM wYallle BCEro BBI3BIBAIOT MOTpACEHUE-MIOK. M He ToNbKo y
mo0uTeNe, HoO U y OONBIIMHCTBA UCKYIICHHBIX MpodeccrnoHanoB. OHAa CO3HATENTFHO WTHOPHPOBAJa
nr00ble, B TOM YHCIIE U COBPEMEHHBIE, XyA0)KECTBEHHbIE HampaBieHus. «B KaXaoM ee cOunHEHHUH
BUJICH XYAOKHHUK, HE YAOBIETBOPSIOLUIMICS TEM, YTO HALIU APYTrHe, M30eraoumii myTrei, KoTopble
“mporonTanHeit m Jyermee”», mucan o Hed A. Coxop [2, c.165]. Cama T'ammnaa YcTBONBCKas
yTBepxkAana: «JlomkHa 3By4aTh TOJBKO HacTosAllas M cuibHas My3blka» [3]. Ee coumHeHnwus,
JEHCTBUTEIBHO, OTIIMYAET HEBEPOSITHAS CHUJIA: 3TO I'POM, LIyHaMu, KaTaknu3M! OIycel KOMIIO3UTOPA HE
CTOJIBKO MHOT'O3BYYHBI, CKOJIbKO MHOTOIIYMHBI, €CJIH IIOJ] IIyMOM IMOJpa3yMeBaTh IPOMKOCTb.

lNanuna Y cTBONBCKAs ONepeauia cCBOe BpeMs Kak MUHUMYM Ha IoJjiBeKa. Ee My3bIka 1 ceroass
3BYYHUT COBPEMEHHO M «aBaHTapAHO», HECMOTPS Ha TO, YTO OTPaKaeT PEAINH HE HBIHEIIHETro, a
yIIeaumero BpeMeHu. B cMenocT My3bIKaJIbHOTO SI3bIKa OHA HE YCTYMaeT HUKOMY U3 MPOCIIaBIEHHBIX
OTEYECTBCHHBIX aBaHTapaucToB: HU LlIHuTke, HU ['yOaiimynuHoll, Hu JleHUCOBY, HU MHOTHUM JIPYyTUM
KOMIIO3UTOpPaM, IPETECHIYIOLINM Ha TO XK€ 3BaHUeE.

K crncky cBoux coumHeHuid Y CTBOJbCKasi MOAONIIA OYeHb KPUTHYHO U TpeboBarenbHo. s
Karajgora € 0ToOpaHo Bcero 24 omyca. B HEM HeT CIEHHMYeCKHX MPOW3BEIEHHW — HHU OIep, HU
basieroB. OHa BOOOIIE KOMITO3UTOP HE TearpayibHblid. CIO0XKHO MPEICTaBUTH ceOe Y CTBOJBLCKYIO,
MOJBICKUBAIOIIYIO KaKoi-mnOo cioxkeT. OHa cama 1o cebe «CIOKET», HE JOIMyCKAIOIIUH HHKaKHX
BHEIIHUX BTOP>KCHHH. TBOPUECTBO €€ €AWHO, OJHOTEMHO, XOTS ONPEACIUTh 3Ty I€HEPAIbHYIO TEMY
KpaiiHe CJIOXHO, He BMajas B «IPex» MPOTHUBOpPEUUs C aBTOpPOM. B cojepxaHHM MpOU3BEICHUI
YCTBONBCKOM BCeTaa coxpaHseTcs 3aKpbiTas — HeQopMmyupyemas — 30Ha. C JOCTAaTOYHOU moneit
YBEPEHHOCTH MOYKHO CKa3aTh TOJIBKO O €€ TPAarn4HOCTH, U O TOM, YTO PE3KOCTh 3ByYaHHUs COUMHEHUHN
OTpakaeT OKPY’KAIOUIYIO KHU3Hb.

Crimcok covnHEHWI YCTBOJNBCKOW Ha TEPBBIA B3I BIIOIHE «aKaJleMUYeH»: CHUM(OHHH,
CIOWTa, COHATHI, KOHLIEPT, MPENOIUH, Ty3T, TPUO, OKTeT. M3 Hero «BbimaaaoT» Juiib Kommnozniuu
(Nel, Ne2, Ne3). Ognaxo mpu Oojiee JeTaTbHOM PAaCCMOTPEHUH CTAHOBHUTCS OYEBUIHBIM, YTO KaHP IS
VCTBOBCKOM — 3TO yClI0BHOCTh. CBOM «KaMEpHBIE»' COUMHEHHMs OHA HAChINIANa TAaKOH MOLIBIO M
JTUHAMH3MOM, YTO B3phIBaJia BCE KAHOHBI KAMEPHOCTH B 1I€JIOM U BCE KAHOHBI THAaHU3Ma B YaCTHOCTH,
o uem TouyHo mwmcana O.I'mankoBa: «TBopuecTBO YcCTBONBCKOH <...> 3TO ,Kpail” BO BCEM: B
MaKCHUMAaJIbHO COJIEPKATEIbHON HACBHIIIEHHOCTH KAXKIOTO MOTHBA, KaXKIIOTO 3BYKa; B OOXKHUTraroliem
SMOIIMOHAJILHOM HaKaje; B MHTEJUIEKTyaJJbHOM HANIOJHEHUH U MOLTHOM DHEPreTHYEeCKOM U3ITYUSHHUN
[1, c.11].

CumMponum YCTBOJIBCKON TaKkKe «HE IpYKarT» ¢ Tpaiuiued. B KaxkIyro BBOJUTCS BOKaI: B
[lepBoii — 3TO TOI0Ca IBYX MaIBYUKOB COIMCTOB, BO BTOpoii — meBen-conuct, B TpeTbel — conmct?,
B UeTBeproit — >xeHCKui rojoc, B [laroii — conucr-uren. MHTEpecHO, uTO BCe cUMQOHUH, 3a
uckimoueHreM [lepBod, WMEIOT Ha3BaHUSA, YKa3bIBalOIIME Ha OMNPEJCNIEHHYI0 JyXOBHYIO
cocrasisitolnyto (Bropast — Hcmunnas, eeunaa braeocmy!, Tpetsst — Hucyce Meccus, cnacu nac!,
UerBeprass — Monumsa, Ilatas — Amen). Ilpu 3ToM cama YCTBOJBCKash SIPOCTHO OTBepraia
PETUTNO3HBIN ITOATEKCT CBOEH MY3BIKH U JIs ce0s YETKO pa3zessiia «IyXOBHOE» U «penurno3noey. Ilo
ceugerenscTBy O. I'mankoBoil, oHa yTBepknmana: «S BKIOUMIAa B CBOM Karajlor MO€ HCTHHHOE,
JyXOBHOE HE PeIUTHO3H0€e TBOpUYecTBOY [1, €.3].

He Tonbko counHeHus YCTBONBCKOM, HO U €€ IUPEKTUBBI-TIOCTYNIAThl OYKBaJIbHO B3PBHIBAIOT
co3Hanme: «S, kak J[noren, 3abpanach Obl B 00UKy M Kniaa TaM. DTO ObUT OBI JIydIINil BApHAHT MOEi
*Ku3Hm» [1, ¢.25], «5 mpomry Bcex, KOMy JOpPOro MO€ TBOPYECTBO, HE AENaTh €ro TEOPETUYECKOIO
aHanmuza» [1, c.9]. Ceromus Obl cka3zaid, 4TO MOJOOHBIMH 3asiBICHHAMH OHA SMATHPYET IyOJIHKY,

! VerBonbekast He Tepliesa clioBa KamepHbie TI0 OTHOIIEHUIO K CBOMM COUYMHEHHSIM, YTBEPXKIAs, YTO OHA IUIIET
MY3BIKY MOAbKO UHCIPYMEHMATLHYIO.
2 YCTBOJIbCKAsE HE YTOUHSIET, KAKOM MMEHHO.
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HCKYCCTBEHHO BBI3BbIBas K cebe umHTepec. Ho, umtas BocmoMuHaHuS 00 YCTBOJBCKOHW, CiTyIIas
BBICKa3bIBaHUA T€X, KTO €€ 3HaJI, C KEM OHa O0IaIach, IOHUMACIIb, YTO MEHbIIE BCEr0O 3Ta XKECHIIMHA
ObLIa CKJIOHHA K 3MaTaxy, IIyMy BOKPYT ce0sl U CBOEH My3bIKH.

Wutpuryer HacToHumBoe oOpamieHHe YcTBONbCKOW K Qoprenmnano. MccnemoBaTtens ee
TBOpuecTBa, O. ['maakosa, otMeuaeT: «Posib B My3bIKe Y CTBOIBCKOM — WHCTPYMEHT ‘‘0€3yCIIOBHBIN »
[1, c.36] B TOM OTHOILLIECHHUH, YTO OE3yCIOBHO €T0 y4acTHE B COCTaBaX OONBLUIMHCTBA COYMHEHHH. Posiib
Juig Hee yHuUBepcaneH. Cyas Mo BceMy, YCTBOJIBCKas CUUTANA €ro MOJIXOSAIIUM I BBIPAKEHUS
JMOOBbIX UIEH, CMBICIIOB, KOHLENIUN. PopTennano NpucyTCTBYET BO BCEX COUMHEHHUSX, OTOOPAaHHBIX
ero JUIs KaTanora, 3a uckimouenueM [1satoit cumdonun. bonee Toro, o01ue 4epThl CTHIIS KOMIIO3UTOPa
(bopMUpYIOTCSI, TIPEKAE BCEro, B (JOPTENMAaHHOM TBOPYECTBE: BIIOJHE BO3MOXKHO, YTO IPUPOIHAS
yIApPHOCTh pOSJIsl, CTONb ONM3Kas YCTBOJNBCKOW, BIMsAJAa HA CTAaHOBJICHHE €€ HEMOBTOPHUMOIO
MY3BIKIBHOTO SI3bIKa M HAMJIYYIIUM 00pa3oM IepeaaBana crenuuyecKylo SMOLUI0 ee My3blkd. Ho
aBTOP — B OUEPETHOM pa3 — CO CBOMCTBEHHOM €i MPOTUBOPEUHMBOCTHIO OTBEPTJIA 3TO MPEIIOIOKEHUE:
«MHorue Ha3piBalOT (OPTEMHAHO MOUM TJaBHBIM HHCTPYMEHTOM, HO 3TO He Tak» [1, c.117].
YcomHuMCs, Beb Ha JA€le pPOsUIb y YCTBOJBCKOW IIEMOHCTPHPYET OCCKOHEYHOCTH BO3MOXKHBIX
KOMOWHAIWH B BEPTUKAIBHOM CPE3€ My3bIKaJIbHOH TKaHH.

B Komnosuyuu ona éocbmu konmpabacos, y0apHo2o UHCmpymenma u opmenuano CaMbIM
«HEUCTOBBIM» U «IUKUM» B TMHAMUYECKOM IJIaHE OKa3bIBACTCSI MMEHHO POSUIb, OT KOTOPOT'o TpeOyeTcst
3amkanuBaromas 3ByuHocTb ffff. doprenmnano 3meck M0MWKHO OBITH CHIbHEE M KOHTpabacoB, W
MOJIOTKOB. YCTBOJIbCKasi — KaK OOBIYHO — HIET HAIEPEeKOp TPAOULUSAM KaMEPHOT'O HCIIOJIHEHHS.
[lepBoe, uemy y4at B kj1accax KaMepHBIX aHCaMOJIe MMaHUCTOB, — YCMHPSITh MOIIb POsULS, FPaMOTHO
COOTHOCUThH 3By4YaHHE HHCTPYMEHTa C JPYIMMH YYacTHHKAMH KOJUIEKTHBA, ydaT «yCTymHaTb» B
JUHAMHYECKOM IUIAHE TEM € CTPYHHBIM. YCTBOJIBCKAas HAaMEPEHHO WIHOPUPYET IpaBHia: €€
¢dopTenuano B Ba pa3a MOIIHEE, OHA JEMOHCTPATUBHO MOUYEPKUBACT TUHAMUYECKOE MTPEBOCXOICTBO
posis.

OnHrM U3 CaMBIX BOCTPEOOBAaHHBIX COUYMHEHHH Y CTBOJBCKOW OKazaics hoibuiou oyam O
suononyenu u popmenuano, nponaranaupyemsiii M. Pocrponosuuem. Jpyroii uHTepnperaTop maysra,
Buononuenuct I'. lludd, rosopmn: «l'anmmHa VYcTBOJbCKAas NHIIET OTYACTH OYEHb T'POMKYIO,
arpecCcUBHYIO, BIACTHYIO, OTUYACTH yAApHYIO, ,,CTyUallylo” 1 BCEraa MpeaeiabHO JAKOHUYHYIO MY3BIKY»
[1,¢.99]. K Tomy, uTO hopTennano y YCcTBOIBCKOW — 3TO «00i», Bce MPUBBIKIH, HO B borbuom dyame
U BHOJIOHYEJb, CaMbIil «IOIOIIMN» HWHCTPYMEHT, MPEBPALEH €1 B Mepkyccuio. Kak mumer
O. I'magkoBa, «...MpeACTaBICHUE O BUOJIOHYEIH KaK yIapHOM HHCTPYMEHTE, MosIBIIsieTcs BiepBhie. He
CTOJIBKO TOJOCOM TMOIOIIMM, TOBOPSIIMM, CKOJBKO TEMOPOM pE3KMX JAHMCCOHAHTHBIX KpPAacoK,
CKaHMPOBAHHBIX 3BYYHOCTEH, KpUYAIMX KOHTPACTOB...» [1, ¢.104].

@opTeNnUaHHOE TBOPYECTBO Y CTBOJIBCKOM — OTO alorei, KyJbMUHALUsS YyAAPHOCTH B
TpakToBKe posuid XX Beka. MHTepecHO, 4TO y TakuxX KOMIIO3UTOpOB, kak WM. CrpaBuHCKU,
C. IIpokodnes, b. baprok, [1. Xungemut ynapHble TEHICHIWH B TPAKTOBKE (POPTENHAHO OBLIH, Kak
MPaBUIIO, CONPSIKEHBI C PUTMHUYECKOM PE3KOCTHIO, N300PETaTEeNbHOCTRIO U CIIOKHOCTBIO ¢uryp. Ho
MPOU3BEEHUS YCTBONBCKOM I POANs — OTO NPHUMEpP NPOTHBOINOJOXKHBIA, TIZE€ yIApHOCTbH
BBISIBIISIETCA BHE M3OLIPEHHOW PHUTMUKH. DTy OCOOCHHOCTh OY€Hb TOYHO moametwi b. Tumenko:
«HMckyccTBO YCTBOJIBCKON HE pa3BIeKaTeNbHO... PUTM BbinpsMieH. HuUKakux M3bICKOB U KalpH30B.
JUIMHHBIE TenW OJMHAKOBBIX JUIMTENBHOCTEW (Kak MpaBHJIO — YETBEPTEH) TPYINIUPYIOTCS B
oM (QOHNUYECKHE TOCTPOCHUS. AKLIECHTUPOBKOH PYKOBOJIUT CMBIC, a He ceTka. [losTomy Y cTBONBCKAs
HEPEJIKO OTKA3bIBAETCS OT TAKTOBOW YepTHI. DTa MpOCTast Ha MEPBBIA B3IJISJ CHCTEMa BPEMEHHOI
OpraHu3aly CTOJNb yOenuTebHa U €CTECTBEHHA, YTO TIO3BOJISICT MIPH MHHUMYME CPEJCTB JIOCTUTATh

3 Konuepr u [lepBast coHata — €AMHCTBEHHbIE POU3BEIEHUS 1/ POPTENMAHO ¢ TAKTOBOM OpraHu3aluel, ganee
VYcTBONBCKAS OT HEE OTKA3BIBACTCS.
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HEBEPOSATHOIO pUTMHUYEcKoro Hamopa» [4, c.143]. bomee TOro, TSXKEIOBECHOCTbH W MOIIb 3TOH
YAApPHOCTHU JIOBJIEET HE TOJIBKO HAJ PUTMOM, HO U HaJl TapMOHUEH, 1 Hal GOPMOM — MPaKTHYECKH Hall
BceM. IlapafgokcanbHO, HO HEUCTOBAs YAAPHOCTh — 3TO OJHOBPEMEHHO U OCHOBHOM 3ByKOBOM CUMBOJI
MPOM3BENICHHS,  CIIOCO0 €ro BOCIIPOU3BEICHHS.

Bunumo, VcTBoIbCKas 0CO3HABAIA, YTO JUIA PEATU3alH CBOEH «BCEIEHHOM 3BYKOB» KOHLIEPT
He ObLT OYeHb MOAXOMSIINM XaHpoM (Dopmenuannviii KOHYepm OCTAICI «OJUHOKUM» IPUMEPOM B
CIMCKE COYMHEHHUH KOMII03uTOpa). biinoke eil okaszanack coHata, KOTOpas MOABEPIIach KOJIOCCATIbHBIM
MeTaMop(o3aM MOA «JaBJICHUEM» 3BYKOBBIX NPHOPUTETOB-CUMBOJIOB aBTopa. CoHaTa mojouuia e
TEM, YTO B OTJIMYKE OT KOHLEPTa JAaBajla BO3MOXHOCTH BBIAEPKATh COUMHEHHE B €IMHOM TOTaJIbHO-
yaapHoMm ctuie. OZHaKo, OT COHAThl Y YCTBOJBCKOHM, IO OOJBLIOMY CYETYy, OCTaJIOCH JIMLIb OJIHO
HazBaHue. Hu cTpykTypa, HM TemMaTW3M, HM HPUHLUIBI JpaMaTypruuecKoro pa3BepTHIBAHHUSA HE
COOTBETCTBYIOT TPAJUIIMOHHBIM O Hell pecTaBieHus M. [[puBbIdHbIe «(hOpMBI OOLICHHUS C POSUIEM ee
MaJI0 uHTepecyloT. [Ilnanucty, npucTynuBIIEMy K W3yYEHHIO 9TOr0 TBOPYECTBA, ClelyeT 3a0bITh 00
aKaJeMHuecKoM IuaHu3Me. JIMrn BcTpeyaroTcsl TOJBKO TOT/A, KOTrJa HY>KHO MPOJUINTH HOTY, HO HE
CBs3aTh cocegHHe. MHTOHAIIMOHHBIX JUI HET BooOmie. EnMMHCTBEHHBIM pa3 B caMOM KOHIE MSATOH
npenroaun Y crBonbekas muieT legato. Kpaiine mo6omsiTHO, uTo B I11TOM COHAaTE KOMITO3UTOP CTaBUT
JUTY Ha JBE HOTHl, HO B CHOCKE IOSCHSET, YTO JIMra O3HauyaeT yAap OJAHMM HaJlbLieM, a He
MOCJIETIOBATEIbHOE COCMHCHHUE ABYX HOT. TaM ke BCTpedaeM peMapKy «HEHCTOBOTO» eSPressivissimo.
CrpaHHOCTH He 00OLUIM CTOPOHOW WM menanb. B Toi e [laroll coHare, eAMHCTBEHHBIN pa3 aBTOp
o003Ha4yaeT meJajb M JAeT IOSCHEHHE, KOTOpOE ACKIApaTHMBHO NPOTHBOPEUHUT BYJIKAHMYECKOMH
obOpasHocty mpowmsBeneHus: «Haxare memamp MSTKO, HECHJIBHO». Pemapku YcTBOIBCKOH BOOOIIE
CIIOHTaHHBI U Hempeackazyembl. B Tpetbeli conate Bapyr Bo3Hukaet Pprofondo, oTHocsiieecs JIuiib K
OJIHO OKTaBe.

O6 anmiuukaType MOKHO CYAWUTH MO CHOCKAM: «COBMAJIAIOIINE HOTHI B 00CHX pyKax yaapsTh
OJTHOBPEMEHHO O00CHMH PYKaMN», «yHapATh IMEPBBIM MalbLIEM TPH HOTHD», «OOKOM IISATOrO MabLay.
IlocnenHee ykazaHWE HaBOJAWT Ha MBICIB O IOJHOM YHUYTOXKEHWM NMPHHLUIA WHIWBUAYaTbHOCTH
nanbleB. «bokoM mATOro masjbiia» 03Ha4YaeT MEePIeHIUKYIISIPHYIO JIaJOHb OTHOCHTEIHHO KJIaBHATYPHI
U, CIIeJ0BATENbHO, BEPTUKAIBHBINA yIap BCeil pyKH peOpoMm.

@dopTenuaHHble COYMHEHMSI Y CTBOJICKOM «B3pbIBOONacHb». C HMHCTPYMEHTOM OHa
oOpamiaercsi OecllepeMOHHO, IMKO, COBCEM «HEIMBUIIM30BAHHO» HE TOJIBKO C TOYKM 3PEHUS
POMaHTHYECKOr0 NHaHW3Ma, HO M C mo3unuu HoBoro nuaHumzmMa XX Beka — C. IIpokodnesa,
W. CrpaBunckoro, b. baptoka, Il. Xunaemura: Xxjemer KJIaBUaTypy JaJlOHSAMH, ObeT KylakaMdh H
noktsamu. KommosuTopa He HHTepecyeT TpaJuUMOHHas QopTenuaHHas TEeXHUKa. B3ameH oHa
npejiaraeT KJIacTepHylo, pazHooOpa3re KOTOPOH JEMOHCTPUPYET OMSTh K€ B CHOCKAX: «KIJIAcTep
KHCTBIO», «OOKOM KHCTH WJIM TpeMs MalbllaMiy, «KJIAacTep BCEW PYKOI», «KJlacTep — yAapATh
MaKkCUMyM HOT». Takum oOpa3om Y cTBoJIbCKas, I depeHInpyst KIacTepHYIO «alluIMKaTypy», Bcerna
TOYHO 3HAET, KAKOW MMEHHO yaap HeoOxoauM. Jlo Hee HUKTO M3 PyCCKHX KIIACCHKOB HE OTHOCHIICS K
POSUII0O TaK «HEMOYTHTENbHO». [lomoOHBIE SIBIEHMS MOXHO ObUIO OBl OOBSCHUTH MOTPEOHOCTHIO
BaXHEHIIIETO aKIIeHTa, TOTYePKUBAHNEM KYJIbMUHAIINN, HEOOXOIUMOCTBIO SIPKOTO TISITHA B MAPTUTYPE.
Ho Benp 5T prieMbl HOCST MPUHITMITAAIBHBIN, TOCTOSHHBIN XapakTep. JTO HE U3BICKH, a PSIIOBBIC IS
Y CTBOJIBCKOI 3BYYHOCTH, HEKHE UCTIOTHUTENBCKHE «IUTaMITbD». Bce 3To BRITISANUT Ooiee YeM CTpaHHO.
«Konen ¢oprenmano» O. ['magkoBa ormedaet B [IsToii u Illectoit conarax: «2Toil BapBapckoii cue,
MOTpsiCalOIled M OTTAIKUBAIOIIEH pEalbHOCTBIO BBIPAXKEHUS 3714, TPYAHO OTBICKATh AaHAJOr B
¢doprenuannoii uteparype. Ctuxusi popTuccMo U yIbTpapOpPTUCCHMO, NABAIMINX, “‘pa3zduBaromux’
CIIyX KIJIaCTepOB, HA30MJIMBO CTYYalllMX, YXKACHBIX B CBOEH HEOJONMMON pPaBHOMEPHOCTH YAApOB
BBI3BIBAIOIIE HEMY3bIKanbHay |1, ¢.122].
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«Knmactep kmactepoB» YCTBOJIBCKOH — Hrpa KOCTSIIKaMu nanbleB. Kommosutop Tpedyer:
«Y map KOCTOYKaMH MaibIeB AOJDKEH ObITH ciblimieH!». IHTeprpeTHpoBaTh 3TO MOXKHO OYEHB ITHPOKO:
KaK HEO)KMIAHHBIN M CTPAITHBIA CTYK B IBEPb, KaK BCECOKPYIIAIOMINH (PH3NIecKuil yaap, Wid — eClid
yrogHo — temy cyns0b1. M. COKONOB BhIpa3uil MPEANoIOKEeHHE, YTO KIacTep y Y CTBOIBCKONH — 3TO
3BYKOBOHM aHajor opyaus nbIToK. OH TakXke yTBEp)KIaeT, YTO OOpa3Hble UMITYIIbCHI, TIOPOAMBIINE
arpecCUBHO-HACTYMNATEIbHBIE 3BYYHOCTH €€ (OPTEMHAaHHBIX COYMHEHHH, B 3HAYMTEILHOW CTETEHH
CBSI3aHBl C DIOXOW TOTATUTApH3Ma, XOTS aBTOp MoOHOrpaduu 00 YCTBOJBCKOH OTBEpraeTr 3To:
«YCTBONIbCKAs aHAITMOHANbHA W amoiauTuaHa» [1, c.44]. O.I'magkoBa Takke MOTICPKHBACT, YTO
YcrBonbckas, B ormnyne oT LlloctakoBrya (KOTOPBIH, 1O €€ MHEHUIO, MTUILET «O BPEMEHNY ), MUILET «O
cebey. JleticTBuTensHO, 0 cebe, HO B CBoeM BpeMeHH. Jla i BooOIIe, MOXKET I MCTUHHBIA XyI0KHUK
nucate BHe ero koHrekcra? B. CycnuH Hampsimyro cBsizbiBaeT BTopyio coHaTy YCTBOJIBCKOW €
TSDKEJICUIIIMM TIEPUOJIOM €€ BOSHHKHOBEHUs: «BTopas conara juist opTenuano coznana B 1949 rony,
atotT rox He 0buT B CCCP Takum, kak Bce. CtamuH mpa3gHoBai 70-IeTHe CO THS CBOECTO POKICHUS, U
CTpaHa Oblla MOJABJICHA BOJIHOW apecTOB W CTpaxa, KyJbTYPHBIA Teppop IOCTUT HEBUIAHHOW B
YeIIOBeYeCKON WcTOpuHM BepmuHbB» [4, c.145]. CnoBa HCIONHUTENEHUIBI MY3BIKH Y CTBOJIIBCKOM
E. IlynkoBoii numrs moaTBepKAaroT 3T0: «bomee MpadHoil W 0e3bICXOTHONW MY3BIKH sI HAKOTZA HE
urpana. Sl BUXKY B €€ My3bIK€ KOHILICHTPALlMOHHBIE JIareps W CIBIILY BOIUIM >XepTB. HecmoTps Ha
KaKYIIYIOCS OTHOCHUTENBHYIO JIETKOCTh TEKCTA, My3bIKa Y CTBOJIBCKOW OYEHB TPYAHA /ISl UCTIOTHEHWS,
TaK KaK MEJUIEHHBIE HOTHI HEOOXOAMMO 3alOJHATh U3HYTPH, & 3TO CTPALIHO ,,BBIMAThIBAeT » [5, ¢.16]%.

®dopTenraHHbIe OMyCHl Y CTBOJIBCKOM HEBUPTYO3HEI B IPUBBIYHOM IIOHUMAHHH 3TOTO CIIOBA, HO
OT 3TOTO OHU HE CTAHOBSTCA JIETKUMH. PaxMaHMHOB OYeHb TOYHO 3aMeTHII: «HecMoTps Ha TpyaHOCTH
B counHenuax lllonena u .HI/ICTa, HX IIPOU3BEACHHA BCCra MMaHUCTUYHBI. Ectb TPYAHOCTHU ABYX POJOB:
OJTHM BO3HUKAIOT H3-3a HE3HAHWsI KOMIIO3UTOPOM TPUPOAB! (POpTEmruaHO; OH MHUIIET COYNHEHUS
HEYIOOHBIC JIJIsl UCTIOJTHEHHMS, 0e3 Kakoi-Tn00 3(h(HeKTHOCTH s MUaHU3Ma; TPYAHOCTH K€ 10 CBOEH
MIPUPOJIE MUAHUCTUIECKUE JIETYE TIPEOJOTUMBDY [6, ¢.83]. YcTBONMBCKAsE — 3TO KaKk pa3 TOT CIydaid,
KOT/Ia KOMITO3UTOP HE BJIaJieeT MHCTPYMEHTOM, HE 3HaeT (WJIM He JKeJaeT 3HaTh) ero OCOOSHHOCTEH 1
MUIIET JJIs POsUIsl TaK, KaKk Xoyercs. TpyIHOCTh BOCIPOW3BEACHUS e¢ (opTenuaHHON MY3BIKH
3aKJIFOYAETCs] B HAKaJle SMOIIMOHAILHOTO TIOJIS, TICUXOJIOTHYECKOW OCTpOTe 00pa3oB U OOBICHAETCS
KpaiiHe aBaHTapIHBIMH METO/IaM1 BOCIIPOU3BECHNS 3BYKOB. CII0KHOCTH MPOU3BEACHUN Y CTBOJILCKOM
MOYXHO OXapaKTCPU30BaTh KaK MNPCOJOJICHUEC MHCTPYMECHTA, U B 3TOM UX HETPAJUIIMOHHOCTL. Onu
OJIMHAKOBO M3MATBIBAIOT KaK CIyIIATENsl, TaK U UCTIOJTHUATEIS.

CoBeplICHHO OYEBWIHO, YTO YCTBOJIbCKAsl OTpE/eNnia MOIIHOE TEYeHHE B COBPEMEHHOW
PYCCKOH MY3BIKE; BIIPOUYEM, A0 YPOBHS CaMOil Y CTBOJIBCKOM MPOJOIDKATENN €€ OTKPBITUI MOIHSATHCS
HE CMOTJIM — XOTs OBl IOTOMY, YTO OHA caMa 3TH OTKPBITHUS JIOBEJA J0 TPEIEIOB BOZMOYKHOTO.
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* Y IMBUTENBHO TO, YTO NPOOJIEMA TOTAIMTAPU3MA Y Y CTBOJILCKOM POIKIAETCS B KOHTEKCTE KAMEPHON MY3bIKHU: el
HE HYXHBI MOHYMEHTaJIbHBIE CHM(pOHNYECKHEe TTON0THA, Kak [llocTakoBudy. Ho, MOXeT OBITH 3TO MPOUCXOIUT
IIOTOMY, YTO B CTPOI'OM CMBICIIE IPAMATYpPrusi B €€ COYMHEHUAX OTCYTCTBYET, & IIOPTPET SMOXW» IPEICTABIIEH,
IIPeX/ie BCEro, B 3ByKOBOI MeTadope PU3NIECKHUX MBITOK.
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II. CERCETARI STIINTIFICE iN DOMENIUL FOLCLORULUI MUZICAL

®OJIbKJIOPHbLIN PEIIEPTYAP CFOPHUKOB KOPYHHCKOI'O (1937)
U I'EPHI®EIIBJIA (1940): COBPEMEHHBIN PAKYPC

REPERTORIUL FOLCLORIC IN CULEGEREILE KORCINSKI (1937) SI GHERSFELD (1940):
PERSPECTIVA CONTEMPORANA

FOLKLORE REPERTOIRE FROM KORCHINSKI'S (1937) AND GHERSHFELD'S (1940)
COLLECTIONS IN CONTEMPORARY VISION

BACWJINI JPATOM,
JOKTOpaHT, AKaJleMusi My3bIKH, T€aTpa U U300pa3uTEIIbHBIX HCKYCCTB,
3aB. Kadeapoi XOpOBOro AUPHKUPOBAHUS U BOKAJILHOTO UCKYCCTBA,
IIpyuaHECTPOBCKUI MHCTUTYT HCKYCCTB

CZU 78.031.4(478+498)
784.4(478+498)

Cmamopsa nocesawena pacCmMompenuio ¢ no3uyuli CO8PEeMenHOCU penepmyapa necHU Kak-makxogoul, u3
DYMBIHCKUX (DOIbKIIOPHBIX KOJIEKYULL, U3OAHHBIX HA lesom bepezy [Tnecmpa 6 30-e—40-¢ 20061 XX sexa. Peus uoem
0 08yx MeHee uzsecmublx coopanusx B. Kopuunckoeo (1937) u /. 'epupenvoa (1940). Penepmyap 6vin ycio6no
CCPYNNUPOBAH NO MY3bIKAIbHO-NOIMUYECKOMY COOEPICAHUI0 6 MPU SPYANbL a) NCeO0-HAPOOHble NeCHU,
Hanucanuvle 8 HApOOHOM CUJle, OMPAdXCarowue peanuu KyabmypHot NOTUMUKU pemenu; 6) necHu u3 Mecmnozo
HAPOOHO20 penepmyapa; 8) NecHu U3 PYMbIHCKO20 (PONbKIOPHO20 PENEPMYAPa UWUPOKO20 PACHPOCIP AHEHUS, CO
8cell PYMbIHCKOU meppumopuu.

Knroueewie cnoea: B. Kopuunckuii, /1. I'epuighenso, gonvrnopHuie konnekyuu, negulii bepee [Jnecmpa

Articolul se axeazd pe trecerea in revistd, din perspectivele contemporaneitatii, a repertoriului de cantec
propriu-zis din culegerile de folclor romanesc din stanga Nistrului editate in anii 30—40 ai secolului XX. In atentia
autorilor se afld doud culegeri mai putin cunoscute, ce pot fi chiar considerate raritati bibliografice — Korcinski
(1937) si Ghersfeld (1940). Repertoriul a fost grupat in mod conventional in trei compartimente, conform
continutului muzical-poetic: a) cantece cu tenta pseudo-folclorica, scrise ,,in stil popular”, ce reflecta realitatile
politicilor culturale ale timpului; b) cantece din repertoriul folcloric local; ¢) cdntece din repertoriul folcloric
romdnesc de circulatie larga, din intreg arealul romdnesc

Cuvinte-cheie: V. Korcinski, D. Ghersfeld, colectii de folclor, malul sting al Nistrului

The article is focused on reviewing, from the perspectives of contemporary times, the repertoire of the
song itself from the Romanian folklore collections from the left bank of the River Dniester, published in the 30s—
40s of the 20th century. There are two less known collections, which may even be considered bibliographic rarities
— signed by Korchinski (1937) and Ghershfeld (1940). The repertoire was conventionally grouped in three
compartments according to the musical-poetic content: a) pseudo-folk songs, written in folk style, reflecting the
realities of the cultural policies of the time; b) songs from the local folk repertoire; c) songs from the Romanian
folkloric repertoire of wide circulation in the whole Romanian area

Keywords: V. Korchinski, D. Ghersfeld, folklore collections, the left bank of the River Dniester

[Momumo matepuanioB, COOPaHHBIX B (POJIBKIOPHBIX IKCHEAUIUSAK, XPAHIIIUXCS B Pa3HBIX
(donbkIOpHBIX apxuBax PecnyOnuku MooBa, BaKHBIM HCTOYHUKOM B M3YUCHHU JTUPUICCKON MECHH
JIONUHBI J{HECTpa, KaKk OJTHOTO U3 CaMbIX KU3HECHOCOOHBIX, MOMYJISIPHBIX BUJIOB JIMPHYECKOTO KaHPa
coBpeMeHHOCTH, sBIsiFoTca cOopHukn 30—40-x romoB XX Beka. B mocnemnue rompl, Onaromaps
BHEJIPEHUIO HOBBIX TEXHOJIOTHH B OmOmmoTekax PecmyOmmkyn MomoBa, CTalnu JOCTYITHBI HEKOTOPHIE
U3 3THX COOPHUKOB; XOTS B TO K€ BpeMs, IEINbIA PAJl APYTHX eIl sBIseTcs OnOImorpaduueckoit
peakocTeio. Takum 00pa3oM, OYEHb AKTyalbHBIM CTajJO0 PACCMOTPECHHE COACPIKAIIETOCS B HHX
pemnepTyapa, B 0ojiee MMPOKOM CPaBHHUTEITHLHOM KOHTEKCTE YK€ COOpaHHOTO Ha MPOTSHKEHUU Ooiiee
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MOJIyBEKA M M3BECTHOIO HA CETOAHSIIHUI JeHb, C MO3UIMH COBPEMEHHOCTH. JlaHHas cTaThs
OCHOBBIBACTCS Ha aHaNW3e Marephaja JABYX COOpPHHKOB, OIyOJIMKOBAaHHBIX IIO peaKIhe
B. Kopumnnackoro (1937, Mockga) [1] u . I'epmdenpna (1940, Tupacmons) [2]. IlepBeiit n3 3THX
COOpHUKOB COAEPKUT HMHCTPYMEHTAIbHBIE MENOAWHU, BTOPOH — BOKAJIbHBIE MEJIOIUU U XOPOBBIE
apaHmKUPOBKH.

Eme B XIX Beke Teomop Bypana, oanH U3 mMUOHEpOB PYMBIHCKOW (DONBKIOPUCTHKH, CAeal
MEPBbIE 3aMKCH O POIBKIIOPE PyMbIH, HACENIABIIUX 3TH MecTa. B nepBoii momosune XX Beka 8 MACCP
HAYaJIOCh CHUCTEMAaTHYeCKoe COOMpaHue My3bIKaIBHOTO (pompkiopa mgonmuebl [Hectpa. B To Bpewms,
cllefysl elle HeYETKUM, TOJIBKO 3apOKAAI0IIMMCS MPUHIIUIIAM COBPEMEHHOH (OIBKIOPUCTUKH, TIECHU
HEpPEeAKO 3alMCHIBAIUCHL Oe3 macmopTu3anuu: «Koneunas mens (cOopa donpkiaopa) CBOAMIACH K
MPaKTUYECKUM LIEJISIM — U3/IaHUI0 COOPHUKOB, TPAHCKPHUIILIMYU Ha 0a3e cOOpaHHOTro MaTepHana, XOTs B
OOJIBLIMHCTBE KOJUICKIWH MPOCKAIB3bIBAET METOAOJNOTHYECKasi HEYBEPEHHOCTh B cOOpe M 3ammcu
MEJIOANA — Jake €eCIH CpeAd aBTOPOB OTMEYAIOTCA IPAKTHKH, (OIBKIOPHCTHI  HIH
npodeccuoHaIbHBIE MY3bIKAHTBD (37I€Ch U Jaliee — mepeBop aBTopa crateu — B. J1.) [3, ¢.55]. Tax,
MTOMHMO PsIa H3BECTHBIX (DOIBKIIOPUCTOB, MY3BIKaHTOB, dTHOTpadoB, Takux kKak [1. Kropy, K. Henny,
E. Jlebenera, B. Kopunnckutii, /1. I'epmdensn, JI. I'ypos, H. Cmokunn, I1. lltedanyks u np., B 20—40-
e roasl XX Beka QoIbKIOp cOOMpat TaK ke MPernojaBaTeNy, CTyJeHTh U IIKOJbHUKHA PErHOHA.

B mpomecce anammza pemepTyapa 00CyXJaeMbIX COOPHHKOB OY€Hb BaXKHO YYECTh H
nucropuueckuii KoHTekCT — 1937-1940-¢ roget B CCCP cranu amoreeM «BHEAPCHUS B JKHU3HB»
KOMMYHHCTHYECKON HICONIOTHH — (PaKT, OTMEUEHHBI MHOTHMH HccienoBarensiMu. Kak m3BecTHO, B
MACCP xynbTypHas A€ATEIbHOCTh OblIa B3sITa IMOJ CTPOTHH KOHTPOJIb PAa3IHYHBIX KOMHTETOB H
CTPYKTYp, Takux kak Hayunsiii mommaBckuii komuteT B Tupacnone (1926), MockoBCKUM MHCTUTYT
nuctopun u KynsTypsl (1934), Myseit Hapomo CCCP u ap. My3bIKanbHbIH (OIBKIOP OBLT MpH3BaH
CTaThb WHCTPYMEHTOM KOMMYHHCTHUYECKOH IMpomaraHiibl M CIYy)KHThb IIeJIIM HOBOM KyJbTYypHOMU
JOKTPHHBI, & MOIeKAINN U31aHUIO (POIBKIOP — OBITH «IOIUT-KOPPEKTHBIMY.

Tax, penepTyap JaHHBIX COOPHUKOB COJEPHKUT:

1. IlecHn, yy:kepoaHbie (OTbKIOPHOMY MeJIOCY (BKJIIOYAsl COBEeTCKHME WM COUHMHEHHbIE B
HAPOJHOM CTHJIe). SIpKUM MPUMEPOM TaKOTO TOJXOAa K COCTaBJICHHUIO COOPHHKA MOMET CIYXKHUTh
Koinmewe (Ilecnu), uznannsiii B Tupacnoine B 1940-m roay noz pepakiueii JI. I'epuidensaa, B KOTOPOM
10 u3 50 meceH — 3TO COBETCKHME U COYMHEHHBIC B HAPOJHOM cTuiie Menoaun (Mumepuayuonan, Xopa
xonxosuuxos, Ilecua o Cosemckoii Monoasuu, Mapw rxomosyes W 1p). MexIy TeMm, COCTaB
WHCTPYMEHTAIBHOTO penepTyapa cOopHuka B. KopumHckoro, Ha mepBbIii B3I, HE OTpa)kact
MJIC0JOTHUECKOT0 BIUsHUS BpeMeHu. Hampumep, Tpeth (14) uz 49 menonuii — noitael. Kak n3BecTHO,
3Ta Pa3HOBUAHOCTH JIUpHUECKOro xaHpa B 60—80-¢ roxpr XX B. OblIa MapruHAJIU3UPOBaHA BIUIOTH JI0
«MOJTYAIMBOT0» 3aMpeTa, CYUTAsICh HECOBMECTHMOM CO «CUACTIIMBOID AKU3HBIO COBETCKOTO YEJIOBEKa.
Hpyryto tpeth cOopuuka (14 00pa3iioB) COCTABIAIOT CBaJCOHBIC 3aCTOJBHBIC MIECHU — H 3TO TOXKE
WHTEpeCHBIN (hakT, mockobKy B. KopurHckuit okaszascs eJMHCTBEHHBIM COCTaBUTEIEM 3TOTO IEpHOAA,
OIyONIMKOBABIIMM MY3bIKaJbHBIE TPUMEPHI CBajeOHOrO perepryapa. Bce e, mpu Oojee
BHUMATEJILHOM aHAIN3€, BBISIBISIETCS, YTO LENBIA PSA MEJOJUH 3TOro cOOpHHKAa HE COOTBETCTBYET
crenupuKe MOJIJABCKOTO (DOJIBKIOPHOTO MENOCa, TaK KaK COJIEPXKHT MHOXKECTBO «UCKYCCTBEHHBIX)
XpOMaTHYECKUX XOJOB M YBEIMUYEHHBIX CEKYHJ, AKLEHThl M APYTHUe€ YYKEPOJHBIE CTPYKTypHBIE
aneMeHThl. [1000HBIH MeIoC MPEACTABIISET ONPEACIIEHHBIN UHTEPEC IS MCCIEAOBaHHUSA, OIHAKO B
paMKax 3TOH HEOOJIBIION CTaTbM MBI HE MMEEM BO3MOXKHOCThH JETAIbHO €ro MpPOaHaIM3HPOBATh.
OTMEeTHM TOJNBKO TOT (aKT, 4TO, MO HAIIEMYy MHEHHIO, 3TO CKOpEE BCETO MEJIOJHH, MPUHAJIEKAIINEe
JIPYTUM Hapo/aaM, WIIN aBTOPCKOTO MPOUCXOXKIEHHS, HAITMCAHHbBIE B HAPOJIHOM CTHIIE.

2. Ilecnu cen noaunbl JHecTpa, MHOTHE U3 KOTOPBIX MOTYT OBITH yCIBIIIAHBI U CETOAHS, OHU
BOIIUIM B penepTyap (oBLKIOPHBIX aHcaMOliell M CONMCTOB (DONBKIOPHOW MY3BIKH ATOTO apeaa.
BapuaHTbl MHOTHX W3 3TUX MEJIOIHMI MBI 3alTMCAIA BO BPEeMS HAIIMX IKCIEAUIINH, OPTaHN30BAaHHBIX B
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MoCIieAHUE TobI (Harpumep, Jlucmok nonvinu, Du, Unana; [puou, mrodumseiil, npuou eeuepkom, Y
Hnecmpa, y okpaunst v ap.). [1o HalieMy MHEHHUIO, BKIIIOYEHHE 3TOTO perepTyapa B JaHHbIC COOPHUKH
Ha CaMOM JieJie OTpakaeT peallbHYI0 KapTHHY (DYHKIIMOHHPOBAHUS STOrO JKaHPA B MY3BIKATHHOM
(onbKIIOpe TOrO BPEeMEHH.

3. IlecHu LIMPOKOTO pacPOCTPAHEHN s, BCTPEUAIOIINECs KaK Ha TeppuTopun Mexay [IpyTom
u JlHecTpoM, Tak M Ha BCEM PYMBIHCKOM 3THHYECKOM IPOCTPAHCTBE, MOMYJISIPHBIE B TO BpeMs, a
HEKOTOPBIE JaK€ M CerofHs. JTOT (akT UPE3BBIYAHO WHTEPECEH, IMOCKOIBKY ATOT pemepTyap
«IIPOCOYMIICS B aHAM3UPYEeMble COOpPHUKH BOIIPEKH OnuTenbHOM nensype. (Kak n3BecTHO, IEH30pbI
CTPEMUITUCH OTMEKEBATHCS OT BCETO «BPAKECKOT0, OYpIKya3HO-PYMBIHCKOTOY).

OnHoOM M3 TaKUX MEJIOIHUH SBJISETCS, HalpUMEp, TI000BHAsI TIecHs /[op, dopyre (Tocka, neuans)
[2, ¢.93], nomerieHHas B cOOpHUK B XOpoBoi 00paboTke C. Opdeena. ITa MeIOaUI U3BECTHA CIIE C
Havana XIX Beka, Oyayuu onyoiaukoBanHON AHTOHOM [lanHOM B Byxapecre, B 1831, B cOopHuke Poezii
deosebite sau cdntece de lume. Tak xe, B xoHme XIX Beka, W3BECTHBIN PyMBIHCKHN KOMIIO3UTOP
I"aBpumn My3uuecky ciesan XOpoBYIO apaHXHPOBKY OJJTHOTO M3 BAPHAHTOB 3TOM MeNOINHU, KOTOpasi Mo
cell meHp QUTYpHUpyeT B pernepTyapax XOPOBBIX KOJJIEKTHBOB, CTaB KIIACCHKOW HAIIMOHAIFHOW MY3BIKH.
Xoposas 00paboTKa 3ToM mecHu B coopuuke /. ['epmidenbna ynpolieHa, CXeMaTU3UPOBaHa U JlaHa C
JPYTUM TEKCTOM — O TSDKENOH CcyapOe 3aMyXXHEH KCeHIIMHBI, XOTs mpuneB «Jop, mopymne» Obul
coxpaneH (dop — epycmub, mocka, neuan).

Jpyrast iecHs U3 3TOTO K¢ coopHuka — Bate-i, Doamne, pe ciocoi (Hakaowcu, Booice, 6osp) —
Tak)Ke M3BECTHA BO BCEM PYMBIHCKOM apeajie emle ¢ Hadana XIX Beka, Kak «PEeBONIOIOHHA TTEeCHS,
OImyOJIMKOBaHHas B ymoMmsiHyToM cOopHuke AHTOoHa [lanna. Kak w B ciydae mpenbimymiell TiecHH,
BEpCHUsl MENIOJINH, BKIIOUEeHHast B Kwinmeute, ympolieHa, a B TEKCT J00aBICHBI HECKOJIBKO CTPOK,
aKIIEHTUPYIOMINX MOTHB YTHETEHHOCTH HApona W OE3BICXOTHOCTH KPECThIHCKOHW >xm3HH. HykHO
OTMETHTh, YTO MMEHHO JTOT, BHIOW3MEHEHHBIH MONOOHBIM 00pa3oM BapuaHT OBITOBaT B TOABI
coBerckoi Baactu B MCCP.

U B coopauk B. KopunHckoro, n3nanusiii B 1937 roxy B MockBe, ObLITH BKIIFOYEHBI MEIIOINH,
KOTOPBIM NIOCYACTIMBHIIOCH TPOUTH Uepe3 KOMMYHHCTHYECKYIO IIEH3ypy Toro Bpemenu. Cpenu tex 14
WHCTPYMEHTAIBHBIX JOWH, 0 KOTOPHIX YIIOMHHAJIOCH BBIIIE, MOKHO HAUTH BapHAHTHI OUE€Hb H3BECTHOM
Hotiner Onma, OBCEMECTHO pacrpocTpaHeHHOW B PymbiHuu (ocobenHo B Bamaxum) Tex BpeMeH U
JOIIeAIIeH 10 HallluX JTHEH.

BrIBO/IBI, KOTOPBIE MOXHO C/IENIATh U3 BBHIIEU3I0KEHHOTO CYMMAapHOTO aHAJIN3a COACPKaHUS
periepTyapa 3TUX JIBYX COOPHHKOB MOJJIABCKOTO MY3bIKaIbHOTO (onbkiIopa JeBodepexbs JHectpa,
CBOJIATCS K HECKOJIBKMM OCHOBHBIM TIOJIOXKEHHSIM, KOTOPBIE CIIeyeT MPUHATH BO BHUIMaHHUE B OYAyIIHX
WCCIIETOBAHUSX.

1. Xors paHHBle COOPHMKHM OBUIM COCTAaBIEHBI C HEKOTOPBIMH METOJOJIOTMYECKHUMHU
HEJ0CTaTKaMH, IPUCYIIUMH (OJIBKIOPUCTHKE TeX BPEMEH (B YaCTHOCTH, TIECHH OBLIH 3aIrucaHbl 0e3
MACTIOPTH3AIINH ), B HUX COACPIKUTCS EHHBIN (OJIBKIOPHBIN MaTepual, MpeACcTaBISIONINNA pernepTyap
TeX JIET, YaCTh KOTOPOI'O COXPAaHMIIACh 0 HAIIUX JHEH.

2. CpenaB yCTYINKYy HIEOJIOTHHM TOTO BPEMEHH B BHJIE BBEICHHS HEKOTOPBIX «HOBBIXY,
MOJIUTU3UPOBAHHBIX, COYMHEHHBIX B HAPOJHOM CTHJIE M T.II., 00pa3loB, COCTaBHTENN COOPHHKOB
BKITFOUWIIH | PSiJI CTAPUHHBIX PYMBIHCKUX MEJIOIUH, paCIIpOCTPaHEHHBIX B 00JIee IIMPOKOM STHUIECKOM
apeare.

3. HMcxons u3 BBINIECKAa3aHHOTO, HEOOXOOUMO TIIyOOKOE, CHCTEMAaTHYECKOE HCCIIEOBaHNE
penepryapa 3THX COOPHHKOB B CpPaBHEHHMM C T€M, YTO 3allMCaH WJIM ONMYOJMKOBAaH B HAIIM JHH, C
MO3UIMI COBPEMEHHOTO ITHOMY3BIKO3HAHUSI.
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III. VALENTELE CULTURAL-ARTISTICE. ASIGURAREA METODICO-
STIINTIFICA A PROCESULUI DIDACTIC SI A ACTIVITATII CONCERTISTICE
DIN DOMENIU

LES MUSICIENS DU SOUS-SOL
MUZICIENII DE METROU

MYVY3bIKAHTbBI METPO

ALINA BYSTRITSKAYA,
musicologue, Paris, France

CZU 78.091:625.42

Dans cet article nous tentons de présenter sous différents angles les musiciens du métro a Paris. Eux dont
la présence fut pendant longtemps interdite pour étre désormais tolérée. D 'une certaine fagon, la réglementation
n’a fait que suivre et entériner une situation créée par les musiciens eux-mémes. Placée devant le fait accompli,
la direction de la RATP a tenté de fournir un cadre a cette présence diffuse d’artistes en sous-sol qui n’ont que
leur art pour Vivre. La musique s est invitée dans le métro bien avant qu’on lui en donne I’autorisation. A travers
la présence d’orchestres, s ’invente un fonctionnement interne et collectif avec ses lois propres. Les musiciens du
métro, par ailleurs, participent aussi a la sauvegarde de la diversité musicale.

Mots clefs: musiciens du métro, Paris, Régie Autonome des Transports Parisiens (RATP)

In acest articol autorul prezintd diferite aspecte ce se referd la muzicienii care activeazd in metroul din
Paris. Prezenta lor mult timp a fost interzisd, inainte de a fi toleratd. Intr-un fel, muzicienii ingisi au fost cei care
au creat si au influentat deciziile directiei metroului (RATP). Confruntandu-se cu un fapt ,,implinit”, directia a
Incercat sa ,,incadreze” oarecum aceste prezente difuze ale artistilor de metrou, pentru majoritatea carora, arta
lor e singura posibilitate de-a asigura existenta. Muzica s-a incetdtenit in metrou cu mult inainte de a primi
permisiunea. Prezenfa orchestrelor si ansamblurilor muzicale in metroul parizian a conditionat inraddcinarea
unor legitati de organizare proprii, ce au influentat oarecum hotdrdrile conducerii acestuia. In plus, muzicienii de
metrou participad la protejarea diversitatii culturii muzicale.

Cuvinte-cheie: muzicieni de metrou, Paris, Régie Autonome des Transports Parisiens (RATP)

B omou cmamve coenana nonvimka HAMemMumb PAaziuyHble ACNEKMbl KACAIOWUECs MY3bIKAHMOS,
pabomarowux 8 napudicckom mempo. Ilpucymcemeue My3vIKaHmMos 6 Mempo 00120e GpeMs 3anpeuanocs. B
HEKOMOPOM CMbICIe, NPpasuia Oas uspvl 6 Mempo co30aiu camu myzvikaumol. CMOIKHY8uUCH ¢ axmom
APUCYMCMEUs. MY3bIKAHMO8, pyKogoocmeo Mmempo (RATP) nonvimanoce ynopsoouums ux KOIUYECmeo.
Bonvuwuncmey uz nux noozemmulii 20pod obecneuusaem cywecmeosanue. My3vlka npudiCuiact 6 Mempo 3a00120
00 moeo, Kaxk eil Ovl10 0ano paspeuieHue. bnazodaps npucymcmeulo OpKecmpos8 U PA3HbIX MY3bIKATbHBIX
ancambuel, OMIUYAIOWUXCSL COOCMEEHHOU OpeaHu3ayuel, Npasuid U 3aKOHbL U2pbl 6 Mempo Obliu
nepecmompennol. bBonee mo2o, My3bIKanmvl Mempo MAKdCe YUACMEYIOM 6 COXPAHEHUU MY3bIKANIbHO2O
PA3HO0OpA3US U MPAOUYUU.

Knioueswie cnoea: mysvixanmul mempo, Iapuoc, Régie Autonome des Transports Parisiens (RATP)

Presque un siécle aprés la création du métro (1900), en 1997, la RATP (Régie Autonome des
Transports Parisiens) crée I'Espace Musique Accord (EMA) et le label «musicien du métro». Pour les
musiciens labellisés sont organisés des concours, des festivals (Rock en Seine, Solidays ou Art Rock),
et des concerts. Les chaines de télévision nationales et internationales, les journaux montrent
réguliérement leur intérét pour cette catégorie d'artistes souterrains, notamment avant le casting qui se
déroule deux fois par ans ou avant un événement important. A 'occasion de son vingtiéme anniversaire,
I’EMA a permis I’¢lection de cinq chanteurs/groupes par des votes publics parmi plus de 80 musiciens
du métro.

Ces artistes ont pu se produire devant un plus large public a I’Olympia [1], I’'une des plus
prestigieuses salles de Paris. Bien que cela ne soit nulle part indiqué, on peut dire que I'EMA assume,
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d'une certaine maniere, le role d'impresario pour ses musiciens. Sur ce sujet, deux travaux
scientifiques ont été publiés a dix-huit ans d’intervalle, celui Anne-Marie Green (Musicien de métro,
L'Harmattan, 1998) et celui de Muriel Froment-Meurice (Produire et réguler les espaces publics
contemporains: Les politiques de gestion de 1’indésirabilité a Paris, thése pour I’obtention du doctorat
de géographie, Université Paris-Est, Universit¢é de Genéve — thése soutenue en 2015). De la
comparaison de ces deux études se dégage 1’idée majeure d’une forme de contrdle exercé par la politique
de PEMA sur les musiciens du métro. Il s’agit pour la RATP de trouver des solutions favorisant
I’encadrement de musiciens mobiles qui, par définition, échappent a tout enfermement statutaire.
Tableau I. Comparaison de 18 ans de présence des musiciens dans le métro.

GREEN Anne Marie

FROMENT-MEURICE Muriel

«En 1985, pour mieux contréler la
présence de ces musiciens qui somme
toute créent I'animation, la RATP tente de
les recenser et accorde une autorisation a
soixante-quinze d'entre eux» [2, p.22].

«"La premiére raison c’est que coté RATP, on était envahi
par des mendiants, musiciens illicites qui opéraient dans les
trains, la ou ¢a importunait des voyageurs". Entretien avec
ZM, Responsable de ’EMA, 8/02/2011» [3, p.222].

«Cette évolution vis-a-vis de la musique
permet a la RATP d'exercer un contréle
sur les modalités de cette présence
incompressible malgré les interdictions
(de nombreux musiciens non autorisés
continuent de jouer dans les rames et sont
réguliérement l'objet d'articles dans la
presse)» [2, p.23].

« Lors des entretiens réalisés avec les responsables du
dispositif (ceux de I’EMA et ceux du département
communication), [contrdle] c’est toujours le premier
argument mobilisé pour justifier la volonté d’encadrer les
musiciens. Pourtant, lors de I’entretien avec le responsable
du service central « Relations clients a distance », celui-ci
ne fait état de quasiment aucune plainte au sujet des
musiciens. En 2010, les musiciens représentent ainsi 68

plaintes sur un total de 53266, et la mise en place du
systéme d’accréditation n’aurait pas fait varier I’ordre de
grandeur» [3, p.223].

«l s’agit a la fois d’exercer un controle sur les lieux de
de les
comportements de musiciens en exergant un contrdle sur les

«Par exemple, les instruments ¢lectrifiés

sont moins nombreux, ce qui peut|l’activité musicale mais aussi normaliser

d'ailleurs s'expliquer par le fait, que plus
sonores, ils sont plus facilement|modalités d’exercice de I’activité» [3, p.225].
repérables et contrdlables par les agents

de la RATP» [2, p.97].

La présence de musiciens dans le métro est mentionnée pour la premiere fois dans l'article 74
du décret n° 730 du 22 mars 1942: «l1 est interdit a toute personne de faire usage dans les voitures, dans

les salles d'attente, sur les quais ou dans les dépendances des gares accessibles aux voyageurs et autres
usagers, d'appareils ou instruments sonores» [2]. On voit immédiatement que cette présence est jugée
indésirable. Néanmoins, ’interdiction est rapidement contournée par de nombreux musiciens qui
investissent le métro.

Suit une période de longue éclipse jusqu’a I’organisation, en 1977, par la RATP d’une sorte de
festival interne baptis¢é Métro molto allegro. Pour la premiére fois, 100 artistes regoivent 1’ autorisation
de jouer pendant 4 jours dans 20 stations avec un final a la station Auber. De fait, en 1980, de nombreux
musiciens jouent dans le métro [3, p.221]. «En 1982, une enquéte ethnographique de six mois de
Frédéric Audard (1982) révele déja I’existence de 75 autorisations et 1’existence de 300 demandes non
satisfaites» [3, p.222]. «En 1985, pour mieux contréler la présence de ces musiciens qui somme toute
créent l'animation, la RATP tente de les recenser et accorde une autorisation a soixante-gquinze d'entre
eux. Ils doivent alors porter le badge que le service de la sécurité de la RATP leur délivre. Parallélement
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les musiciens non-accrédités demeurent, parfois tolérés, mais le plus souvent verbalisés par la RATP»
[2, p.23]. Un musicien qui a joué en 1990-1993 dans un orchestre du métro affirme qu'il n'avait pas
d'autorisation de jouer dans le métro mais que la présence de 1'orchestre était tolérée (interview juin
2017).

Les musiciens parrainés par la RATP en 1997 étaient au nombre d’environ 250. Il y avait donc
un réel besoin de clarification de la situation. Depuis la mise en place de ’EMA qui a mis un peu d’ordre
dans les pratiques individuelles, le fonctionnement global est resté identique. Les musiciens sans
accréditation sont encore nombreux. La plupart de ces musiciens dits «illégaux» jouent seulement dans
les rames. Ils espérent ainsi échapper au controle des badges, plus fréquent et plus systématique dans
les couloirs que dans les rames. En cas de controle, leur est demandé de quitter le métro. «Certains
musiciens ont été battus, nombre d'entre eux ont été insultésy, ils peuvent méme &étre mis a ’amende,
mais «tous savent que les amendes resteront impayées» [4]. Peu de temps apreés, ils reviennent jouer. s
jouent et/ou chantent environ 2 morceaux, puis passent parmi les voyageurs pour effectuer la quéte de
l'argent et changent de rame. Ils sont pour cette raison associés aux mendiants. Ils jouent souvent seuls
ou en duo. Ils privilégient des périodes ou les contréles se font plus rares: le week-end, pendant les fétes
de fin d'année et en juin-juillet, lors des vacances estivales. On peut cependant noter que certains d'entre
eux ne s'adressent pas a 'EMA pour obtenir une autorisation, sans doute pour ne pas éveiller les
soupgons et rester libres [2, p.141].

Comme I’indique la thése (voir le tableau ci-dessus et p.225) le renouvellement de badge, qui
s’effectue tous les 6 mois, fait partic du controle des musiciens [2, p.225]. Les musiciens accrédités
s'engagent a respecter le réglement et les conditions établis par la RATP qui stipulent I’interdiction de
jouer dans les rames et la vente de CD. En ce qui concerne la vente de CD, une certaine tolérance s’est
installée au fil du temps. Les attitudes des contréleurs ne sont pas toujours identiques a cet égard. Tantot
ils demandent a I’artiste de les cacher, tantot ce dernier écope d’une amende importante (60 euros si
I'amende est acquittée immédiatement, 110 euros avec les frais de dossier). Pour obtenir le droit de
passer une audition en vue d’intégrer le groupe officiellement reconnu des musiciens du métro, le
candidat doit envoyer une courte lettre de motivation par la voie postale ou électronique en janvier et en
juillet. Dans sa demande, doit étre précisé le style de musique joué (interview septembre 2017). Ni le
niveau d'étude, ni I'expérience ne sont pris en compte. Tous les ans, il y aurait entre 2000 et 3000
demandes. La présélection des candidats est faite préalablement en fonction du style de musique indiqué
dans la premieére demande. L’EMA convoque ensuite par voie postale certains candidats sélectionnés
pour une audition.

Le jury comprend le responsable de ’EMA, 3 ou 4 agents de la RATP, et 1 ou 2 voyageurs. Il
est possible qu'il y ait également des journalistes et des étudiants. L'audition est filmée. Le candidat
présente deux ceuvres de son choix et le jury lui pose quelques questions. Les critéres de présélection et
de sélection demeurent encore vagues et imprécis, et varient selon le jury. On pourrait parler a leur
encontre d’un véritable "flou artistique”. D'apres le dossier de presse du 01.10.2010, «la sélection s’ opére
sur des criteres de qualité musicale et de motivation. Le jury veille en particulier a la diversité des styles,
des rythmes et des cultures pour offrir une sélection variée, a I’'image des voyageurs» [5]. Les musiciens
recoivent la réponse environ une semaine plus tard. Ceux qui viennent pour le renouvellement regoivent
leurs badges apres la délibération. Chaque nouveau musicien est enregistré dans la base de données de
I’EMA. 11 doit posséder une piéce d'identité (une carte de séjour pour les étrangers) et il est photographié
sur place. Ces données se renouvellent automatiquement.

Le musicien regoit un badge et un document avec le réglement sur place. Pour les musiciens
solistes, ce document ne sert finalement qu’en cas de contrdle lorsqu’on lui rappelle I’interdiction de la
vente de CD. La couleur et la typographie des badges sont 1égerement modifiées selon une fréquence
d’une année ou deux, histoire d’éviter les contrefagons et la circulation de badges illicites:
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Exemple 1. Deux versions du badge de musicien du métro.
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Malgré ces précautions, les agents de la RATP vérifient rarement le badge de prés. La plupart
du temps, la simple présence du badge porté en évidence peut suffire. Tous les six mois, pour renouveler
l'autorisation, les musiciens payent des frais de dossier. Au début c'était 20 €. A partir de 2013, les frais
d'un orchestre étaient a la charge du responsable de 'orchestre. Apres 2013 les frais de dossier se sont
stabilisés autour de 16 euros. Entre autres, une participation leur est demandée aux animations gratuites.
Ainsi pouvons-nous dire que le vaste espace de transport urbain qu’est le métro est devenu officiellement
une grande salle de concerts ou voisinent des styles et des pratiques trés différents. Certains couloirs
possédent une résonance acoustique parfaite pour la musique live, et d'autres moins.

La musique dans le métro est également un hybride entre les sons "purs” et les bruits
caractéristiques d’un lieu de passage animé par les annonces, le raclement des bagages, des portes, les
conversations, les interpellations, bref toute la gamme sonore d’une humanité en perpétuel déplacement.
L’usage d’amplificateurs est normalement interdit par le réglement de ’EMA. Dans la réalité, certains
prennent le risque de les utiliser, a I’exception des harpistes et de quelques accordéonistes. Il y a donc
des emplacements privilégiés et trés recherchés en fonction d’une part de 1’acoustique, et d’autre part
de I’affluence.

La ligne 1 du métro est ainsi la plus occupée par les musiciens en raison du trajet qui traverse
nombre de quartiers historiques de la ville de Paris. C'est par elle que transitent le plus grand nombre de
touristes. Certaines stations de cette ligne sont occupées en permanence, du matin jusque tard le soir,
d'autres le sont d’une fagon plus intermittente.

A Tl'exception de la station Chatelet, véritable nceud de croisement de nombreuses lignes,
dévolue, selon le réeglement, aux orchestres, il n’y a pas d’emplacement réservé nominalement a tel ou
tel musicien. Le premier arrivé joue. Tel est la loi du métro. Certains musiciens ont cependant réussi a
s’arroger une place fixe. Les stations Franklin D. Roosevelt, Concorde, Palais Royal-Musée du Louvre,
voire aussi Hotel de Ville sont ainsi occupées par les mémes musiciens qui y jouent réguliérement
(environ 3-4 musiciens ou groupes)™ Ailleurs, les musiciens se répartissent en fonction des places
disponibles. S’il est assez difficile d’obtenir des chiffres, qui de toute fagon, évoluent sans cesse, la ville
souterraine du métro parisien compterait actuellement autant de musiciens que de stations (300
musiciens pour 302 stations). On dénombre trois orchestres, de nombreuses formations de 2 a 6
musiciens et un nombre élevé d’artistes en solo.

La plupart des musiciens instrumentistes jouent de la musique classique, de la musique
traditionnelle et du jazz. Le genre de musique des chanteurs est plus varié: reggae, rap, ragga, pop

! Pour enchainer la journée ils se contactent par téléphone (voir plus en détails le chapitre mon expérience
personnelle dans le métro).
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alternatif, rock, lyrique (classique), variété pop, urban pop, swing, soul, folk, chanson francaise, blues,
afro, funk, jazz, pop/électro, a capella. Il y a donc chez les chanteurs une extréme variété des gots, a
I’image de la diversité musicale en France. Les instruments reflétent également une prodigieuse richesse
acoustique avec cependant une distinction entre une catégorie d’usage répandu et une autre plus
traditionnelle. Ainsi les instruments a vent ou a cordes occidentaux peuvent en cotoyer d’autres, plus
exotiques, comme le balafon ou le djembé.

Orchestres

Dans le métro de Paris il y a trois orchestres permanents: l'orchestre de musique classique, celui
de musique folklorique de I'Amérique latine et celui des musiciens et chanteurs de musique folklorique
russe et ukrainienne. Dans Les conflits de 1’activité: le cas d’un collectif de musiciens du métro [6],
l'auteur décrit en détails ses observations d'un groupe de musiciens d'Amérique latine. Leur musique
était parfois associée aux bruits ambiants. Ces musiciens sont venus en France pour travailler. S'installer
dans le métro était leur seule préoccupation. La plupart d'entre eux sont seuls, sans famille. Les agents
de la RATP les contrdlent souvent. A un musicien ivre ils retirent le badge. Depuis 2010 cet orchestre
semblait se produire de moins en moins. En réalité, le groupe s'est réduit considérablement. Au début, il
comprenait 15 a 20 personnes maintenant il n'en reste que 5 ou 6. Si avant ils jouaient dans les marchés,
maintenant ils se concentrent dans le métro. Cet exemple révéle en partie la précarité d’un orchestre du
métro. Dans I'orchestre ukrainien, la majorité des musiciens viennent des villes de Lviv et Ternopol. Ils
sont donc soudés par la méme appartenance communautaire. Il s’agit par ailleurs d’une formation
exclusivement masculine. La formation habituelle est de 8 ou 9 personnes, en comprenant celui ou celle
qui se charge de la vente de CD. Ces vendeurs improvisés ont souvent le role d’organisateurs. L'orchestre
est normalement formé de contrebassistes, violonistes, clarinettistes, guitaristes, et accordéonistes. Mais
tout dépend aussi des musiciens présents a Paris. Avant les musiciens venaient avec des visas de trois
mois. Les responsables de l'orchestre organisaient les invitations et l'accés aux visas aupres de
I'"Ambassade de France a Kiev. Ils dépendaient — et dépendent toujours — de I'Association Slave de
Paris qui organisait régulierement les concerts et les festivals. Le sé¢jour de ces musiciens en France était
consacré a ces événements. C'est grace a elle qu'ils obtenaient le visa sous la dénomination de «
profession artistique et culturelle » pour une durée de trois mois. A la fin du séjour, les musiciens
repartaient en Ukraine pour céder la place a d'autres musiciens. Cela crée un courant et l'orchestre
fonctionne sans interruption, sur le modéle du "turn over”. Si le fonctionnement n’a pas changé, depuis
début 2017, les Ukrainiens n'ont plus besoin de visa pour un sé¢jour de trois mois, ce qui facilite les
voyages. Il est difficile de savoir ce que I’EMA pense de ce fonctionnement.

Leur répertoire est tiré des chants traditionnels russes, ukrainiens et juifs chantés et joués par
ceeur dans la langue d'origine. Les musiciens jouent et chantent a 3 ou 4 voix en méme temps. L'orchestre
joue 6h par jour, tous les jours de la semaine, y compris le dimanche. Les musiciens s’octroient une
pause d’environ 10 minutes apres chaque session d’une heure. Pour compléter leur revenu, les musiciens
peuvent aussi se produire le week-end devant un café non loin de la Place des Vosges. L’orchestre de
musique classique est quant a Iui un orchestre de chambre a cordes fondé en 1988. Il portait le nom de
I'Orchestre Métropolitain de Paris. Aprés 1997, le nom de l'orchestre s’est transformé en Prélude de
Paris. Sur la couverture des CD figure encore I'ancien nom. Cet orchestre s'est produit principalement
dans le métro. Avec la création de I'Espace Métro Accord (EMA) par la RATP I'orchestre de musique
classique a obtenu un statut reconnu par I'Etat. Il est dirigé par une association avec une présidente aidée
de quelques membres. Le fondateur de cet orchestre a cédé la direction a son successeur.

Depuis sa fondation, I'orchestre a accueilli des musiciens de 30 nationalités différentes environ.
Parmi eux, de nombreux étudiants instrumentistes en formation dans les domaines afférents:
composition, direction d'orchestre, pédagogie ou musicologie. Cet orchestre accueille également des
musiciens professionnels, frangais ou étrangers naturalisés en France. La plupart des musiciens exercent
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en général une double activité: musicien du métro et professeur de musique, ou autre. Une certaine
diversité s’exprime alors, avec des musiciens par ailleurs diplomés dans des domaines aussi variés que
la psychologie, le sport hippique ou le droit. De temps en temps, s’adjoignent a I’orchestre d’autres
artistes, acteurs et peintres, bien souvent des connaissances amicales des musiciens, qui animent la quéte.
L'orchestre propose en effet 3 CD vendus pendant la prestation musicale. Le répertoire de 1'orchestre
couvre les périodes baroques, classiques et romantiques (voir la liste des ceuvres en bas de page, d’apres
le site de l'orchestre et complétée pas mes soins).

La programmation est modifiée au début de chaque semaine, les lundis a partir de 15h (jusqu'a
17h). Seule la programmation estivale est établie pour une durée de trois ou quatre semaines, en raison
des vacances de la responsable du planning. Auparavant, la programmation s’effectuait par téléphone et
la réponse du planning était immédiate. Il fallait appeler sur un numéro fixe et donner les jours
disponibles. Formellement, les responsables disaient que ceux qui appelaient les premiers avaient plus
de chance d’obtenir un travail que les autres. Mais ce n'était pas toujours respecté. Désormais, la
programmation se réalise uniquement par texto, les musiciens envoyant leurs disponibilités des le lundi
matin. Le week-end, l'orchestre du métro se produit a I'extérieur, Place Collette au Palais Royal. La il
faut prendre en compte les conditions climatiques. Les prestations peuvent étre annulées a cause du froid
ou de la pluie. Quand il fait chaud, les musiciens sont censés jouer a I'ombre ou en cas contraire continuer
une partie de leur travail dans le métro. Pour compléter ou modifier les horaires les échanges se font par
texto. Un autre aspect de 1'organisation de 1'orchestre tient a la lutte contre les retards par les amendes:

10 euro pour 1-15 min. de retard.
20 euro pour 16-30 min. du retard.
50 euro pour ceux qui sont programmés mais ne sont pas venus.

Auparavant, l'argent ainsi collecté était distribué aux musiciens présents. Les musiciens
pouvaient rendre volontairement I'argent a ceux qui étaient en retard. Depuis 2011, I'argent des retards
est remis a l'association. Il est destiné aux aides humanitaires et au repas des musiciens qui Se tient une
fois par an dans un restaurant japonais. Pour justifier les retards en raison des transports, il suffit bien
souvent d'avoir un justificatif pour éviter de payer I'amende. Prélude de Paris a tenu des concerts dans
différents pays tant en Europe, qu’aux USA ou en Afrique [7].

Instruments traditionnels (quelques exemples)

Dans le métro, les instruments traditionnels de tous les pays du monde sont les bienvenus. On
peut y entendre résonner balafon, kamalengoni, dombra, marimba, bandoura, djembé, scie, etc. Mais
comme les musiciens n'ont pas toujours une place et des horaires fixes, entendre un de ces instruments
dans les couloirs du métro reléve en général de la chance, car rares sont les musiciens qui en jouent
encore. Certains instruments traditionnels ont méme disparu du métro comme par exemple 1’erhu, le
kamantcha, la sitare ou la timbale. Parmi les instruments les plus originaux, on trouve encore la scie
musicale et le didgeridoo. On peut donner une bréve description de ces deux instruments assez
étonnants.

La scie musicale est une lame d'acier qui produit le son par frottement a 1'aide d'un archet ou au
moyen d’un battement. En modifiant la courbure avec la main droite le son change de hauteur. La partie
la plus large de I’instrument produit les sons de basses quand la plus restreinte se charge des sons aigus.
L'origine de cet instrument n'est pas bien connue. Il est entendu au Canada et en Argentine au XIX®
siécle. A l'origine, la scie musicale avait 2 octaves. De nos jours il peut y en avoir 4, dont la tessiture
ressemble a celle du violon (5 sol jouables de A2 a A6). A l'origine on jouait avec un mollet (petit
marteau), maintenant avec un archet. D'aprés l'entretien avec le musicien (09/09/2017) le jeu avec un
mollet est un peu plus compliqué qu'avec un archet. L'archet qu'il utilise est celui du violon, 1'archet du
violoncelle est aussi possible mais il est un peu trop grand pour faire vibrer facilement la scie. Sur la
scie peuvent étre jouées les ceuvres du répertoire classique, des improvisations et d'autres styles selon le
niveau et le désir du musicien. Les vibrations de cet instrument rendent la résonance sonore parfois trés
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imprécise.

Le didgeridoo est un imposant instrument a vent d'origine australienne. Il est composé d’un tube
unique en bois dont la longueur peut varier de 100 a 180 cm et le diamétre de 5 a 30 cm. A l'origine, il
s’agissait d’un instrument d'accompagnement de rituels sacrés. En Europe son usage a été désacralisé
pour étre employé principalement dans les musiques folk et pop. A I'aide de la technique de la respiration
circulaire I'instrument produit un son continu. Traditionnellement le didgeridoo a une seule note qui
sonne comme un bourdon. Il a plus un réle de percussion que de mélodie. Pour changer de note le
musicien doit changer d’instrument. De nos jours certains luthiers fabriquent des didgeridoo comme des
trombones a coulisse avec la possibilité de régler la note.

Le métro est pour les musiciens une vaste salle de concerts ou s’échangent et se métissent tout
a la fois des sons et un peu d’humanité. «On envoie des Sourires, on regoit des souriresy, «Ce que j'aime,
moi, c'est pouvoir faire découvrir ma musique a tout le monde et pouvoir discuter apres avec les gens
librementy avouent deux musiciens (entretien septembre 2017) [7]. Drole de vie artistique que celle des
musiciens du métro. A une minorité d'entre eux la scéne souterraine offre une chance d'accéder a la
célébrité, mais pour la majorité c'est la dure et bien réelle vocation qui permet de tenir pour enchanter
le monde.
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In prezentul articol este analizatd din punct de vedere stiintific si interpretativ unicitatea artei dirijorale
a lui Serghei Lunchevici. Articolul relateaza etapele parcurse de S. Lunchevici in urma carora s-a format
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specificul artei sale dirijorale inconfundabile si anume imbinarea dintre cunostintele capdtate in urma studierii
specialitatii de dirijor simfonic cu aptitudinile «meserieiy de dirijor-lautar al orchestrei de muzica populara
«Fluierasy.

Cuvinte-cheie: S. Lunchevici, arta dirijorald, maniera specificd, dirijor simfonic, dirijor-lautar,
«Fluieras»

This article presents an analysis of Serghei Lunchevici's unique art of conducting from a scientific and
interpretative point of view. The article states the stages Serghei Lunchevici went through as a result of which he
succeeded in creating his own distinct art of conducting - namely a combination of the knowledge he obtained
while studying the speciality of symphony orchestra conductor with his natural bent (aptitude) for the profession
of Lautar-conductor of the ,, Fluieras” Folk Music Orchestra

Keywords: Serghei Lunchevici, art of conducting, specific manner, symphony orchestra conductor, lautar
conductor, ,,Fluieras”

Visul lui Serghei Lunchevici de a deveni dirijor de orchestra simfonica a aparut in anii de
studentie din cadrul conservatorului din Chisindu. Dezvoltarea vertiginoasd a talentatului violonist
academic in clasa reputatului pedagog losif Dailis, dupa trei ani de ucenicie 1-a adus la ideea de a capata
in paralel o a doua profesie — cea de dirijor de muzica simfonica.

Dorinta sa a fost aprobata de comisia de examinare cat si a unicului la acel moment pedagog de
dirijat simfonic in persoana lui Boris Miliutin care la acea vreme activa in calitate de prim dirijor la
orchestra simfonica a Filarmonicii de Stat din Republica Moldova. Posesor a unei Inalte culturi si
maiestrie artisticd B. Miliutin a promovat traditiile renumitei scoli de dirijat academic din Petersburg.

Trebuie de mentionat faptul ca deja in secolul XIX orchestra simfonica din Petersburg condusa
de A.F. Napravnic era consideratd una din cele mai bune orchestre ale lumii, iar conservatorul din
Petersburg — prima institutie ruseasca in care a fost inaugurata clasa de specialitate dirijat simfonic.
Din anul 1906 conducatorul orchestrei simfonice studentesti a fost N.N. Cerepnin, sub indrumarea
caruia a studiat si a obtinut profesia de dirijor de muzica simfonica si marele compozitor S. Prokofiev.
De asemenea, elevul lui N. Cerepnin, A.V. Gauc a fost profesor-titular la catedra de dirijat simfonic in
clasa céaruia au studiat remarcabilii dirijori rusi: E. Mravinschii, A. Melic-Pasaev, C. Simonov,
E. Gricurov, E. Svetlanov, G. Provatorov, N. Malico. Din aceasta generatie ,,stelara” a facut parte si
B. Miliutin care si-a facut studiile in clasa lui A. Gauc pe parcursul a trei ani iar dupd trecerea
profesorului sdu la Moscova a continuat sa studieze in clasa renumitului dirijor contemporan I.A. Musin,
fost elev a lui N. Malico. Scoala lui I.A. Musin si a lui A. Gauc i-au creat lui B. Miliutin conceptele de
baza a respectivei profesii — cea de dirijor. Aceste concepte adaugate la talentul lui B. Miliutin au
conturat principiile stilului sau individual de a dirija. Marea arta a dirijorului B. Miliutin rezida in a simti
colectivul ca fiind un instrument unic, multicolor, care emite sunete diverse, fiind alcituit din muzicieni
instrumentisti ce simt si gandesc individual.

,,Numai munca intensa de ani de zile alaturi de orchestra sa poate sa creeze un organism care
sa sune cand toti actioneaza ca un instrument unic si aceastd concordanta, aceastd supunere benevola
cerintei imperioase a unei singure nazuinte pur si simplu copleseste,” — scrie G. Cocearova in
monografia Boris Miliutin [1, p.78]. Adica, dirijorul orchestrei trebuie sa execute si functia de regizor
muzical. Un alt principiu important al ,,scolii lui B. Miliutin” consta in ,,iscusinta desavarsita de a ghici
sau mai corect spus, de a prevedea intentiile autorului, de a putea sa se contopeasca organic cu ele, fara
prea multe cuvinte, fara factori moralizatori sa atingi rezultate mult ravnite [ibidem, p.74].

Profesia in cauza cere nu pur si simplu un auz muzical dezvoltat, dar anume un auz muzical de
dirijor, un sim¢ fin al fiecarei culori instrumentale, care se creeaza doar in urma studierii minutioase a
caracterului fiecarui instrument, la fel si a practicii artistice de interpretare la multe din ele. Toate aceste
principii si alte taine ale profesiei B. Miliutin cu o satisfactie deosebita i le-a transmis studentului sau
S. Lunchevici, contribuind plenar si la dezvoltarea multilaterald a personalitatii tanarului muzician
instrumentist. Aici ne referim la formarea conceptiei despre lume, a aspectelor morale, viziunilor
estetice, individualitatii artistice, fanteziei creatoare, la cresterea maiestriei profesionale. lata ce isi
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aminteste B Miliutin despre sarguinciosul sau student: ,,Pe Serghei Lunchevici, care visa pe atunci sa
devina dirijor de orchestra simfonica, 1-am primit in clasa mea, banuindu-i talentul. N-a trebuit sa treaca
mult timp ca sa ma conving pe deplin de acest lucru. Chiar de la primele lectii Serghei s-a manifestat ca
unul dintre cei mai capabili studenti pe care i-am avut vreodata. Prima lucrare pe care a abordat-0, era
Simfonia nr.5 de P.l. Ceaikovski... Eram atunci convins, ca Serghei Lunchevici va deveni un eminent
dirijor de orchestra simfonica” [2, p.12]. Paralel cu orele de dirijat simfonic, in ultimii doi ani de studii
la conservator, S.Lunchevici a fost primit in grupul viorilor prime ale orchestrei simfonice a
Filarmonicii de Stat din Republica Moldova. Deosebitul entuziasm cu care a muncit S. Lunchevici a dat
roade minunate: curand devine un violonist de frunte. La fel, in perioada de studentie la Conservator
Serghei Lunchevici a participat la cAteva manifestari artistice de mare amploare, ca, de exemplu, primul
Festival republican al tineretului din Moldova si Festivalul unional de la Moscova din anul 1957.

Absolvind Conservatorul din Chisindu in anul 1957 la doud specialititi: vioara — clasa
profesorului Iosif Dailis si dirijat simfonic — clasa profesorului B. Miliutin, respectiv putea fi considerat
»hepot-elev” a lui A. Gauc si I. Musin, S. Lunchevici nu avea nici o indoiald ca va activa in continuare
in orchestra simfonica a Filarmonicii, fapt care i-ar permite in scurt timp sa devina dirijor de orchestra
simfonica: visul sau cel mare.

Dar soarta a dispus sa fie altfel: Ministerul Culturii a Republicii Moldova i-a propus pe
neasteptate s devina ,,lautar”, numindu-I dirijor al orhestrei de muzica populari a Filarmonicii. In acelas
an, orchestrei i s-a conferit numele Fluieras. Aceasta intorsatura brusca in cariera sa de tdnar muzician,
la Inceput i-a produs o stare de confuzie, de dezorientare profunda. S. Lunchevici marturiseste: ,,Am
venit la prima repetitie a Fluierasului ca intr-un muzeu de cultura artistica, parca vizusem pentru prima
data fluierul, naiul, tambalul. Orchestra era alcatuitd pe atunci din muzicanti populari, cunoscétori ai
stilului interpretative lautaresc. La acestea s-au alaturat cativa absolventi ai Conservatorului (Lev
Kiseliov — clarinetist si C. Croitoru — acordeonist). N-o s intram in conflict cu “batranii”? Indoielile
nu ma paraseau. S-au iscat chiar unele neintelegeri intre batrani si tineri in chestiuni de interpretare, mai
ales intre vioristi. Ce puteam si fac? Mi-am dat silinta si-i impac si pe unii si pe altii... Intr-un timp
destul de scurt mi-a venit increderea ca voi izbuti sa creez o formatie orchestrald omogena, un colectiv
solidar, monolit” [ibidem, p.17-18].

Intr-adevar, muzicienii-lautari se deosebesc substantial de muzicienii care aveau studii de scoala
academica. Ei erau 1n acelasi timp si muzicanti, si poeti interpretand si compunandu-si singuri melodiile.
Pe atunci canta in orchestra Alexandru Feraru — fiul vestitului violonist Iulii Patlajan; canta Ignat Bratu,
nelipsit de la nici o nunta din satul Truseni, apoi Alexei Botosanu. incd neavand titluri si diplome, ei
deveniserd indrumaétorii de nadejde ai tandrului viorist, proaspat absolvent al Conservatorului. Si el
sorbea cu aviditate fiecare gest, fiece nuantd din bogatul arsenal interpretativ al acestor mari maestri.
Aceasta aga-zisa ,,academie de muzica populara” a fost piatra de temelie a manierei sale de interpretare
inconfundabile.

Colegii sai mai in varstd au primit cu bucurie propunerea de a fi condusi de talentatul violonist
Serghei Lunchevici. In semn de adanca veneratie, Nicolae Radu, fiul renumitului lautar Petre Radu, i-a
daruit lui Serghei cea mai scumpa relicva a sa — vioara tatilui sau.

Viata a demonstrat cd numirea lui S. Lunchevici 1n acea functie a fost de bun augur. Numai
peste un an de munca creatoare, si anume, in 1958, este numit conducator artistic si prim-dirijor al
orchestrei Fluieras. Tandrul muzician a inceput sia lucreze cu orchestra. Cu toate ca avea studii
academice, ele nu-i asigurau posibilitatea de a asimila materialul pentru a-si atribui rolul de ,,primas”.
Acest rol specific presupune combinatia a doua functii — prim violonist si dirijor al orchestrei de muzica
populara. In acele momente grele lui S. Lunchevici i-a venit in ajutor odata cu lautarii din orchestra,
legendarul Isidor Burdin (1914-1999) — violonist, compozitor, folclorist si conducator al diverselor
formatii de muzicd populara autohtone, personalitate marcantd din istoria culturii din Republica
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Moldova. N. Sulac in articolul sau intitulat Isidor Burdin — o legendd nestiutd scria: ,,In limba roméana
nu se gasesc informatii aproape de niciun fel despre 1. Burdin. Cu greu gasesti cate ceva 1n limba rusa
sau 1n cea evreiasca. Si totusi, |. Burdin a pus poate cea mai grea piatra la temelia folclorului basarabean”
[3]. Acest fapt e confirmat si de I. Nenita — fost acordeonist in orchestra Fluieras: ,,Fondatorul multor
tarafuri si orchestre, printre care si orchestra Fluieras, ramane, totusi, un mister necunoscut in totalitate.
Daca pe Burdin nu-1 vom cunoaste cat il stim pe Mihai Eminescu, nu vom intelege nici rolul muzicii
populare si mai ales importanta vitala a acesteia in cultura nationala” [4, p.1]. Insemnatatea lui I. Burdin
constd in faptul ca el a fost primul si singurul muzician din Basarabia sub conducerea caruia s-a cantat
doar muzica folclorica specifica acestei zone.! Pentru Serghei Lunchevici el a devenit cel mai autentic
invatator care l-a familiarizat cu secretele artei interpretative si orchestrale lautaresti.

In 1945, dupa sfarsitul celui de-al Doilea Razboi Mondial, |. Burdin se stabileste la Chisinau,
unde, 1n acelasi an, infiinteaza primul taraf profesionist din cadrul Filarmonicii de Stat, care mai apoi
devine orchestra Fluieras. Credinta sa fata de Patria Romaneasca i-a adus mari probleme din partea
KGB-ului. 19 aprilie 1951 agentii KGB il aresteaza. Dupa 5 ani de captivitate, este eliberat pentru buna
purtare si revine la Chisindu in 1956 fiind numit dirijor al Orchestrei Radiodifuziunii din Chisinau. in
acelas an a avut loc intalnirea lui S. Lunchevici cu I. Burdin, care a constituit inceputul stransei prietenii
care i-a legat pe cei doi mari artisti de-a lungul mai multor ani. La baza acestei prietenii au stat inainte
de toate valorile umane dar si cele ale creatiei, cand I. Burdin ii dezvaluia S. Lunchevici deosebirile artei
de interpretare lautareascad. Anume la sugestia lui I. Burdin, in 1957, S. Lunchevici a fost invitat in
orchestra Fluieras pe post de prim-violonist. Lectiile de teorie si practica petrecute cu maestrul artei
lautaresti I. Burdin i-au permis lui S. Lunchevici sa cunoasca deosebirea esentiala dintre interpretarea
violonistilor-1dutari si cea a violonistilor cu profil academic. Aceste particularitati specifice se manifesta
spre exemplu, in maniera de interpretare decorativa — apogiaturi, mordente, triluri, cind apogiatura se
foloseste doar cea din terta sau secunda preponderent pe timpul slab; iar mordento, spre deosebire de
cel clasic, se interpreteazd cu nota auxiliard de jos. Adeseori in muzica populard mordentele se
transforma in tril. Pentru executarea lor la fel exista particularitati specifice: prin ,,salturi” de arcus in
volum de semiton. Pentru astfel de triluri s-a inrddacinat atributul de nervoase, astfel fiind supranumite
de I. Burdin.

Pe langa melismatica originald, multe alte secrete S. Lunchevici a reusit sa le transpuna in
procesul interpretdrii concertistice a numerelor solo, referitoare la procedeul glissando ori cel al
alternarii prin contrast a interpretarii cu vibratie sau fara vibratie. Devenind prim-dirijor si conducator
artistic al orchestrei de muzica populara Fluieras, S. Lunchevici continua sa-si dezvolte si sa-si cizeleze
maniera de executare lautareasca, imprumutand procedee interpretative si de orchestrare de la faimosii
lautari violonisti ai Fluierasului: Ignat Bratu, Timofei Radu, lulii Patlajan.

Cu ajutorul lui I. Burdin, Serghei Lunchevici a asimilat cu rapiditate specificul de dirijare
lautareasca. In scurt timp ,S. Lunchevici a stiut si imbine strilucit nu numai scoala academica de vioard
cu maniera populara de interpretare, dar si sa dirijeze, interpretdnd. Aceasta, evident, i-a dat libertatea
necesard temperamentului sau impetuos, libertate, de care este lipsit dirijorul de muzica simfonica. In
curand, S. Lunchevici si-a format un stil aparte de interpretare lautéreasca, stil alimentat si ridicat pe cea
mai inaltd treaptd a maiestriei in urma studiilor profesioniste clasice.

Ajutorul acordat de I. Burdin lui S. Lunchevici a fost cu atat mai necesar, din motivul ca
Orchestra de muzica populara primind numele Fluieras, avea nevoie de o reorganizare totald. De ce era
necesara aceasta restructurare mare a formatiei? Ea a fost dictata de conditiile in care viata artistica si

Ysidor Burdin s-a nascut la 1 iulie 1914 in orasul Briila, Romania. Tatil sdu a fost si el violinist in orchestra
simfonica. Dinainte de conservator 1. Burdin deja activeaza in calitate de violonist in diferite orchestre de muzica
populari din Romania. intre anii 1935-1940 a urmat cursurile Academiei Regale de Muzica si Arti Dramatici din
Bucuresti la specialitatea vioara in clasa violonistului C.C. Nottara care, la randul sau, a studiat vioara cu renumitul
violonist Robert Klenk.
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social-culturala din Moldova intrase intr-o etapa de inflorire. Pe scurt, amintim istoria de inceput a
acestui colectiv, care a inceput in anul 1945, cand I. Burdin organizeaza primul taraf din cadrul
Filarmonicii. Acest taraf, in 1949, a fost reorganizat in orchestra de instrumente populare moldovenesti
a Filarmonicii de Stat din Moldova sub conducerea compozitorului si folcloristului Vladimir Baronciuc,
care a studiat vioara la Moscova si a lucrat la Teatrul Romen. intre anii 1951-1956 Gheorghe Tirtau —
lautar si compozitor — a fost conducator artistic si prim-dirijor al orchestrei de muzica populara a
Filarmonicii din RSSM. In anii 1956-1958 a condus orchestra (din 1957 — Fluieras) compozitorul
David Fedov.

In anii 1940, in cadrul Filarmonicii din Moldova a fost infiintata orchestra de muzica populara
pentru a prezenta in evolutiile sale cele mai de seama trasaturi ale interpretarii melosului popular. La
inceput, colectivul concerta prin orasele si satele din Republica Moldova. In zilele Decadei artei
moldovenesti, care a avut loc in decembrie 1949 — ianuarie 1950 la Moscova, orchestra a elogiat arta
lautareasca in capitala URSS. Turneele orchestrei deveneau tot mai indelungate. La inceput concertau
prin orasele si satele din Ucraina. Tot in acesti ani au devenit celebri solistii orchestrei: Tamara Ceban
si Gheorghe Esanu. In 1955, orchestra de instrumente populare impreund cu alte colective ale
Filarmonicii din Moldova au participat la turnarea filmului Melodii moldovenesti, care a fost prezentat
in strainatate. Insa pana in 1957 colectivul nu ficuse turnee in afara granitelor Uniunii Sovietice. Cu
toate astea, politica social-culturala era orientata spre faptul ca orchestra de muzica populara sa devina
un ambasador al pacii, a prieteniei intre popoare. Pentru ca orchestra sa ajunga a fi o ,,carte de vizitd”
sau 1n termeni mai moderni, dupad cum se spune azi ,,un brand” la nivel de scara mondiala aparuse
necesitatea de a organiza turnee in tari strdine, pe alte continente. Pentru atingerea acestui scop era
nevoie de o restructurare a colectivului.

Dupa spusele lui G. Ciaicovschi-Meresanu, ,,Orchestra se si afirmase ca o formatie ce a preluat
in chip creator traditiile, fiind un propagandist activ al muzicii populare moldovenesti. Insi nu fusese
atinsa incd altitudinea maxima in ceea ce priveste nivelul maiestriei interpretative, ba chiar era nevoie
de anumite schimbari in componenta colectivului, in sensul completarii lui cu tineri instrumentisti
talentati, a asigurarii unei omogenitati structurale optime s.a.” [2, p.14].

In ceea ce priveste componenta orchestrei de instrumente populare a Filarmonicii moldovenesti,
in ea inainte dominau instrumentele de suflat (clarinete, flaut, oboi, trompete, trombon cu pedald), de
percutie (tobda mica, toba mare cu talgere, dairea), fluier, cimpoi, bucium, tambale portative si
instrumente cu coarde: viori prime si secunde, viold, violoncel, contrabas. Acest tip de formatiile de
lautari de la sat (de nunta) a fost inlocuit cu al doilea tip de formatie instrumentala, preferata din oras
(cunoscuta ca taraf), unde lipseau instrumentele de suflat de alama si instrumente de percutie. Asadar,
componenta orchestrei de instrumente populare de la Filarmonica moldoveneasca, care primise cu acest

prilej 0 noua denumire — Orchestra de muzica populara “Fluieras”, — era urmatoarea:
Nai (fluier) 1 interpret
Flaut 1 interpret
Clarinet prim (taragota) 1 interpret
Clarinet secund (cimpoi) 1 interpret
Tambal 2 interpreti
Acordeon 2 interpreti
Viori prime 4 interpreti
Viori secunde 2 interpreti
Viola 1 interpret
Violoncel 1 interpret
Contrabasi 2 interpreti
g
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In componenta data unisonul ,,reginei muzicii” — vioara— cu instrumente populare i imprima
muzicii o culoare originald — e si firesc faptul ca ansamblul de vioristi reprezintd nucleul orchestrei.
Aproape fiecare muzicant poate evolua in ipostaza de solist. Ca si orice colectiv popular, Fluieras canta
fara dirijor in sensul unanim acceptat al cuvantului: rolul de dirijor ii revine vioristului prim — Serghei
Lunchevici.

Pe langa acestea, orchestra mai dispunea de patru solisti cantareti si o pereche de dansatori.
Dintre cantareti in primul rand trebuie numiti trei: Tamara Ciobanu (Ceban), Gheorghe Esanu, Maria
Biesu. Tamara Ciobanu era solistd a orchestrei din anul 1949. In zilele Decadei artei moldovenesti la
Moscova, anume datorita ei, popoarele URSS au aflat despre acest pamant in necontenita primenire,
numit Moldova, cand a cantat perlele folclorice Leana, Marioard, Bun ii vinul ghiurghiuliu, Doina de
E. Coca.

Din 1953 solistul orchestrei devine Gheorghe Esanu, posesor al unei voci lirice de bariton, cu
tinuta scenica impecabila. Gh. Esanu interpreteaza cu acelasi succes cantece lirice, cantece de gluma,
cantece ale compozitorilor moldoveni contemporani: D. Gheorghita, A. Ranga s.a. Amintim ca steaua
operei mondiale, Artista poporului Maria Biesu, fiind studenta in anul I1I, din 1958 canta in orchestra
de muzica populara Fluieras in componenta céreia a evoluat in tard si peste hotare, a participat la Zilele
culturii §i literaturii moldovenesti 1la Moscova din anul 1960. Patrunsa de spiritul muzicii nationale, ea
interpreta cantecele Mazarea, Doina vdilor nistrene, Cantec de jale, Lung e drumul i cotit $. a.

Tabloul coregrafic Dar de nunta cu mult entuziasm a fost interpretat de dansatorii I. Sajin si
E. Latcova.

Necesitatea de a restructura colectivul Fluieras s-a confirmat chiar in primul turneu din
straindtate. In 1958, Fluieras a intreprins un turneu in Republica Democrati Germana, dupa care ziarul
Fraies Ardes scria: ,,Concertul orchestrei Fluieras e un mare eveniment, artistii din Moldova ne-au
cucerit inimile” [5]. In 1959, cu ocazia turneului din Finlanda, ziarul din Helsinki Kansan Uutiset
apreciaza: ,,Acest ansamblu e un colectiv, al carui fiecare membru luat aparte ¢ un interpret de clasa
superioara. Dar deosebit de marcanta e finetea de interpretare in ansamblu” [ibidem].

Anul 1960 pentru orchestra Fluieras a avut semnificatia unui serios examen de maturitate:
Decada artei i literaturii moldovenesti la Moscova (29 mai — 7 iunie, 1960), pe care l-a sustinut cu un
succes namaipomenit. La Moscova, concertele Fluierasului au avut sali pline de spectatori in sala
Kremlinului cat si in Sala cu coloane a Casei sindicatelor, in sala de concerte P.l. Ceaikovski, la Teatrul
Mare Academic de Opera. Dupa Decadd o mare parte din participantii Fluierasului au fost decorati cu
ordine si medalii, au fost distinsi cu titluri onorifice, iar Serghei Lunchevici a fost decorat cu ordinul
Drapelul Rosu de Munca si cu titlul onorific de Maestru emerit in arte din RSSM.

Decada artei si literaturii moldovenesti la Moscova a fost un eveniment de cotiturd pentru
S. Lunchevici in alegerea caii de dirijor pentru viitor, risipind orice indoiald de a deveni dirijor de
orchestra simfonica sau de a ramane dirijor al orchestrei de muzica populara Fluieras. Acest fapt este
confirmat in amintirile lui G. Ciaicovschi-Meresanu, care activa in calitate de director al Filarmonicii
nationale: ,,Ne-am inteles ca el sd accepte sa fie conducator al orchestrei Fluieras, iar dupa ce revenim
de la Moscova i se va pistra locul in orchestra simfonica. Intre timp s-a incadrat la Fluieras si a indragit
intr-atat si acest gen de muzica, muzica populard, muzica lautareasca, mai ales ca el a facut foarte mult
pentru reforma orchestrei” [6, p.36]. Intr-adevar, a fost reinnoitd nu numai componenta orchestrei, dar
si repertoriul. Meritul lui este ca dacad pana atunci era o orchestrd de acompaniament pe langa solistii-
cantareti — T. Ciobanu, G. Esanu, odata cu venirea lui S. Lunchevici, centrul de greutate a fost pus pe
umerii orchestrei.

S. Lunchevici a Indridgit muzica populara, a indragit dansurile populare atat de mult ca a renuntat
la ideea de a deveni dirijor de muzica simfonica. Muzica populard moldoveneasca a devenit sensul vietii
sale. Dupa spusele sale, ,,Nu poti sd nu te indragostesti de ea. Pe mine ma atrage nu numai melodia si
temperamentul cantecelor moldovenesti, dar si lirismul lor filozofic cu un bogat continut. Spre exemplu,
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in fiecare cantec popular de dragoste atat cuvintele, cat si melodia au un sens generalizator: eroul
presimte bucuria intalnirii apropiate cu iubita, impartasind-o parca lumii intregi. Folclorul pentru dirijor
prezinta un material bogat, pe baza caruia se poate crea o muzica simfonica dintre cele mai valoroase”
[7, p.170]. B. Miliutin isi aminteste: ,,Dupa multi ani de la absolvirea conservatorului 1-am intrebat pe
Serghei Lunchevici daca nu doreste cumva sa revina la dirijatul simfonic. Mi-a raspuns cé nu se va putea
desparti niciodatd de orchestra de muzica populara” [2, p.12]. Cu toate astea, S. Lunchevici pana la
sfarsitul vietii isi amintea cu multd recunostintd de profesorul sau, pretuind inalt stilul intelectual-
emotional al dirijorului, dandu-i o definitie fixa: ,,Despre Miliutin dirijorul se vorbea uneori ca despre
un maestru cu o emotionalitate redusa, cd era prea academic. Dar arta de a-si stdpani dorinta intru
manifestarea emotiilor personale in numele triumfului scopului propus, — este o insusire doar a
dirjjorului de mare calibru» [1, p.29]. Scoala de inaltd maiestrie a lui B. Miliutin in combinatie cu
practica artei lautaresti, traditiile careia S. Lunchevici le-a asimilat multumita lui I. Burdin dar si
muzicantilor din popor (lautari) au creat acel irepetabil individual stil de dirijare concertistic de
virtuozitate. Alaturi de orchestra Fluieras, pe parcursul a patruzeci de ani a cutreierat continentele
bucurandu-se de un deosebit succes. Cu sigurantd, anume de la B. Miliutin, S. Lunchevici a preluat
caracterul ,,inteligent” de a dirija, ce se mainifesta si in maniera sa de interpretare, plind de temperament.
Cat priveste temperamentul, S. Lunchevici afirma urmatoarele: ,,Chiar de la prima aparitie pe scena
unionald a cantaretilor sau muzicantilor moldoveni, s-a raspandit si s-a inradacinat parerea ca suntem
un popor cu mult temperament. E adevarat. Dar de ce trebuie un foc peste masura de arzator? Este mult
mai interesant si mai greu sd demonstrezi temperamentul interior, demnitatea nobild a unui suflet
patimas. Mie mi place sa storc din vioara caracterul cantabil al folclorului si sunt convins ca melodiile
si cantecele cu cel mai incetinit ritm ascund adevaratul temperament moldovenesc” [6, p.27].

Maniera inteligenta de interpretare la vioara si de dirijare a lui S. Lunchevici se manifestau si in
combinatiile lumina-umbra, bucurie-tristete. Aceasta calitate a lui S. Lunchevici o scoate in evidenta in
cartea sa muzicologul I. Miliutina: ,,Muzician de o rara finete, Serghei transmitea prin interpretarea sa
cu o putere aparte si un simt plin de franchete, acel vesnic dor, care reprezinta, in fond, insdsi muzica.
Premizele catre ele au aparut in viata lui Serghei mai devreme. La acea vreme, nu putea si nu lase
amprente in sufletul baiatului sensibil tragedia de familie si anume, despartirea in frageda tinerete, de
parinti, cand tatal sau a fost pe nedrept deportat. El a cazut sub valul represiilor care s-au perindat in anii
postbelici ai regimului stalinist, ajungand si pe pamanturile Moldovei. Chiar daca a fost reabilitat post-
mortem, senzatia de amaraciune i-a ramas in suflet pentru toatd viata. Iata cum s-au contopit, in
interpretarea lui S. Lunchevici, lumina si intunericul, jalea si bucuria. Pe langd toate acestea,
interpretarea sa se deosebea printr-o noblete uimitoare a viorii sale, in cantilena si in pasajele sclipitoare.
Aceste calitati de mare pret s-au unit in interpretarea sa cu suflarea vie a folclorului, alcatuind
fundamentul solid al maiestriei sale, asa precum un diamant natural ajunge sa straluceasca intens dupa
o minutioasa slefuire” [8, p.146,147).

Urmeaza sa mentiondm inca o calitate a stilului de dirijat a lui S. Lunchevici — entuziasmul
artistic, pe care iarasi, 1-a mostenit datorita colaborarii cu B. Miliutin, artist la pupitrul dirijoral si purtator
de artistism In comunicarea cu oamenii. Aceastd definitie, cu prisosintd o putem raporta lui
S. Lunchevici care era un muzician multilateral dezvoltat: violonist, dirijor si foarte bun actor, - din acest
motiv, concertele Fluieras-ului erau adevarate spectacole. Putem spune ca, lumea venea la concerte nu
doar ca sa asculte muzica bund, dar sa si zimbeasca la reprizele lui mute cu Tamara Ciobanu, la flirtul
lejer cu inconfundabila Zinaida Julea, la schimbul de priviri cu marele Nicolae Sulac, la felul cum 1isi
arunca Alexei Botoganu cimpoiul pe umar §i cum se impéarteau vioristii in doud grupuri, ludndu-se la
intrecere. Ca marele violonist a fost i un mare actor a demonstrat-o cu prisosintda mai tarziu, mai ales,
prin rolul lui Toma Alistar — rol rarisim in istoria cinematografiei, jucat cu virtuozitate, ca pe note.
Serghei Lunchevici tindea sa prefaca orice program nou, orice numaér de concert intr-un mic spectacol.
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Deseori puteai vedea pe scena momente teatralizate, in care participa nemijlocit si dirijorul Fluieras-
ului. G. Ciaichovschi-Meresanu scria: ,,Deseori Lunchevici se gaseste in dialog prin mimica, gesturi cu
solistii cantareti, redand plastic ba mosneagul mofturos, ba barbatul incurca-lume, ba badita
indrdgostitul, ori alt personaj al cantecelor interpretate de Tamara Ciobanu, Gheorghe Esanu, Zinaida
Julea s.a.” [2, p.36].

Arta dirijorala a lui S. Lunchevici diferd de oricare altd orchestra de muzica populard, in ceea
ce priveste componenta repertoriului. Pe vremuri, despre Moldova nu se prea stia in lume. Unicii
ambasadori ai republicii erau Fluierasul, Jocul si alte cateva colective artistice. Si, fara indoiala, scopul
orchestrei Fluieras, in primul rand, a fost de a propaga melodiile populare, cantece, jocurile in aspectul
lor autohton, agsa cum le-a creat poporul, dar in prelucrarea lautarilor. Vorbind despre accesibilitatea
universala a folclorului muzical moldovenesc, S. Lunchevici afirma ca acesta ,.este inteles si usor
perceput nu numai pe scena sateasca, de oamenii care singuri l-au creat, dar si in silile de concert ale
celorlalte republici unionale, ba chiar si de publicul de peste hotare: din Franta, Canada, India s.a.”
[ibidem, p.38]. Asadar, zeci de melodii si jocuri populare moldovenesti au rasunat pe diferite meridiane
ale globului in interpretarea Fluieras-ului: hore, batute, sirbe, hanguri, Invartite, balade, doine, romante,
cantece de dragoste, de dor, de gluma, satirice, contemporane din perioada Marelui Razboi pentru
Apararea Patriei s.a. Pas cu pas, tendinta de a Tmbogéti repertoriul orchestrei cu creatii contemporane in
spirit folcloric a luat amploare. La apelul lansat de S. Lunchevici au raspuns compozitorii profesionisti,
care au devenit colaboratori activi ai orchestrei Fluieras — Dumitru Gheorghita, Eugen Doga,
Alexandru Ranga, Constantin Rusnac, Serghei Ciuhrii, Gheorghe Mustea, Tudor Chiriac, cat si
interpretii instrumentisti — Vasile Goia, Valeriu Negruta, Victor Copacinschi, Vasile Craciun, Simion
Duja s.a. Acesti autori au realizat multe prelucrari ale pieselor originale inspirate din folclorul national.
Cunoasterea aspectelor de aranjament al partiturilor simfonice 1-a ajutat pe S. Lunchevici nu numai sa
insuseasca rapid si sa asimileze bazele aranjamentului traditional lautaresc, dar a servit drept impuls
pentru a compune si a include in repertoriul Fluieras-ului prelucrari proprii ale melodiilor folclorice, pe
versurile poetilor M. Eminescu, V. Teleuca, Em. Bucov, Gr. Vieru, P. Zadnipru, A. Busuioc s.a.

Ca un veritabil cetdtean al lumii, el a fost In plindtatea cuvantului tolerant si deschis intru
prietenia dintre popoare, fapt bine reflectat in aria repertoriala a concertelor orchestrei sale:
,»S. Lunchevici nu include in programele concertelor doar creatiile folclorice moldovenesti. Repertoriul
Fluieras-ului cuprinde si piese, apartinand folclorului muzical al altor popoare: rus, ucrainean, belorus,
estonian, kazah, bulgar, gdgauz s.a. lar cu ocazia turneelor in striinatate sunt incluse si creatii populare
din tarile vizitate”, — scrie G. Ciaicovschi-Meresanu [ibidem, p.39].

Trebuie de mentionat faptul ca In programele concertelor Fluieras-ului erau incluse si creatii de
sorginte clasica din repertoriul international, adaptate de S. Lunchevici pentru orchestra de instrumente
populare. Spre exemplu: Rondo alla turca din Sonata A-dur de Mozart, Dans slavon de A. Dvorak s.a.
Astfel putem afirma ca s-a realizat visul de candva al lui S. Lunchevici, macar partial, de a dirija creatii
simfonice. Toate acestea reprezinta specificul talentului sau universal de interpretare si dirijare, in care
s-au imbinat in mod fericit scoala academica clasica cu scoala ,,academica” folclorica. El uimea prin
,.simtul” stilului fiecarei creatii interpretate. Cum a spus si Nina lonascu (sotia lui Serghei Lunchevici):
,.Noi, ceilalti, stim cd daca Serghei Lunchevici canta Jalea tiganului, 1acrima Soroca, iar daca interpreta

un preludiu din creatia lui Debussy, se umplea Franta de lacrimi”.?
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PERSONAJUL SANTUZZA DIN CAVALLERIA RUSTICANA
DE PIETRO MASCAGNI
iN VIZIUNEA INTERPRETATIVA A MARIEI BIESU

SANTUZZA’S CHARACTER FROM CAVALLERIA RUSTICANA
BY PIETRO MASCAGNI, CEATED BY MARIA BIESU
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Santuzza din opera lui Pietro Mascaghi Cavalleria rusticana este un personaj complex, integru, pentru
redarea caruia in scend se solicitd interpretei o intelegere, o patrundere in specificul continutului Verist si o mare
daruire. Maria Biesu a creat cU maiestrie artistica, dramaturgicd, vocal-interpretativa si, nUin ultimul
rdand, psihologica, personajul unic si irepetabil al Santuzzei, ddind dovada de o expresivitate muzical-artistica
perfecta. Caracterul pasional al personajului a fost reflectat prin culorile vocale inedite ale vocii Mariei Biesu,
dezvaluind-se pluridimensional si armonios starea interioara a Santuzzei. Datoritd tehnicii vocale excelente a
prima‘donnei, a talentului sau actoricesc, a fost posibila redarea profunzimii trairilor, a starii si a conflictului
interior al Santuzzei pe tot parcursul operei, intelegerea complexitatii acestui personaj feminin. Interpreta a
cucerit prin neobisnuinta eleganta a vocalizelor, prin tehnica filigrand in aria ,, Voi lo sapete o mamma*. Maria
Biesu poseddnd cu desavdrsire arta scenicd, a stiut sa transmitd starea de spirit a personajului, confirmdand anume
prin acest rol potentialul sau enorm, ca vocalista, impundndu-se si ca o actritd de o fortd dramaticd inegalabila.

Cuvinte-cheie: Maria Biesu, Cavalleria rusticana, Pietro Mascagni, Santuzza, soprano, artd de
interpretare vocald, opera

Santuzza from Pietro Mascaghi’s opera Cavalleria Rusticana is a complex, upstanding character which
requires a profound understanding, great dedication and penetration into the specifics of the contents from the
interpreter. Maria Biesu succeeded to create a unique and unrepeatable character of Santuzza due to her artistic,
unerring feeling of dramaturgy, vocal-interpretative and psychological skills. Her musical-artistic expressiveness
can be qualified as perfect. The passionate personality of the main character was reflected by the genuine vocal
colours of Maria Biesu’s voice, revealing in this way Santuzza’s multi-dimensional and harmonious inner state.
The complexity of the female character of Santuzza can be understood due to prima’donna’s excellent vocal
techniques and her acting talent that deeply reflect Santuzza’s feelings, the state and inner conflict throughout the
work. The singer conquers the public by means of her remarkable elegance of vocalizations and the filigree
technique in the aria "Voi lo sapete o mamma’”. Possessing extraordinary musical endowments, Maria Biesu knew
how to convey the main character’s spirit and namely by means of this role she testified her enormous potential
as a vocalist and proved herself as an actress with unequivocal dramatic force.

Keywords: Maria Biesu, Cavalleria rusticana, Pietro Mascagni, Santuzza, soprano, vocal art, opera

Pe parcursul stralucitei sale cariere, Maria Biesu a interpretat numeroase roluri, a creat personaje
unice si irepetabile, a rdmas in istoria culturii nationale ca ,,personalitate plurivalenta, primadona a
Operei Nationale din Chisindu, soprand de renume mondial, profesor universitar, academician, laureata
a prestigioase premii internationale si distinctii guvernamentale, fondatoare si animatoare a unui
festival-concurs international de canto, titulara a unei cariere lirice internationale de mare succes,
continuatoare si edificatoare a celor mai bune traditii ale artei vocale academice din Europa si din
intreaga lume, actor important al vietii culturale din tara si din strainatate. Maria Biesu s-a bucurat
dintotdeauna de atentia sporita a specialistilor si de admiratia inéltatoare a publicului select” [1, p.140].

Dintre toate ipostazele mentionate, creatia artistica, fara indoiala, ocupa un loc central in
palmaresul artistic al primadonei. Pe parcursul carierei sale artistice, Maria Biesu a oferit o viziune
proprie asupra mai multor chipuri feminine verdiene, printre care: Desdemona din opera Otello, Aida
din opera omonima, Leonora din Trubadurul, Elisabeth din Don Carlos, Amelia din Bal Mascat,
Leonora din Forta Destinului, Abigaille din Nabucco, a interpretat rolurile principale din Norma de
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V. Bellini si Adrienne Lecouvreur de F. Cilea. Maria Biesu a avut un aport considerabil in promovarea
pe scena liricului national a capodoperelor operei rusesti. In acest context merita de mentionat rolurile
Tatianei din Evghenii Oneghin, al Lizei din Dama de Pica, al Nastasiei din Vrajitoarea, al lolantei din
opera cu acelasi nume de P. Ceaikovski, al Zemfirei din Aleko de S. Rahmaninov.

Un loc apare in aceasta lista 1i apartine operei veriste. Printre cele mai renumite roluri au fost
Cio Cio San din Madama Butterfly, Mimi din Boema, Tosca si Turandot din operele lui G. Puccini;
Nedda din Paiate de R. Leoncavallo si Santuzza din Cavalleria Rusticana de P. Mascagni. Subliniem
faptul, ca o mare parte din personajele veriste interpretate de M. Biesu sunt studiate de specialisti, mai
putin rolul Santuzzei din Cavalleria Rusticana. ,Elegiaca si suferinda Santuzza” — asa este
caracterizata tratarea Mariei Biesu a personajului de catre muzicologul Vladimir Axionov [2, p.18].

Se stie, ca opera Cavalleria Rusticana este o lucrare intr-un singur act, scrisa de reprezentantul
verismului italian, compozitorul Pietro Mascagni (1863-1945) in 1890 (libret de Giovanni Targioni-
Tozetti si Guido Menasci, dupa nuveld lui Giovanni Verga).® Aceasta capodopera lirica in general, si
rolul Santuzzei ca parte componenta, au avut o semnificatie aparte in cariera artistica a Mariei Biesu.
Materialul muzical bogat, cantilena desavarsita a partidelor vocale, emotiile extreme, materializate in
partiturd, oferd o posibilitate de a demonstra pe deplin nu doar abilitétile extraordinare ale cantaretei,
dar si talentul ei dramatic.

Un moment esential in dezvoltarea conflictului il reprezinta Romanza e Scena Santuzzei, care
redd sentimente puternice si contradictorii ale eroinei. Sub aspect scenic, aceasta schiteaza o situatie
dificild in care se afla eroina: Santuzza este trista, tulburata, banuiala si suferinta pun stapanire pe sufletul
ei. Starile sufletesti ale eroinei se schimba brusc, neasteptat, polurile emotionale — de la speranta la
deznddejde — sunt conturate foarte pronuntat in partitura muzicald. Emotiile sunt redate nu doar prin
linia vocald, dar si prin intermediul resurselor orchestrale. Trasaturile amintite determina structura
mozaicald, fluida, instabild a acestei scene. Romanza e Scena este alcdtuitd din doud sectiuni,
compozitorul folosind acelasi material tematic, distribuit iscusit intre partida vocala si cea orchestrala,
la baza caruia stau doua elemente principale: primul se expune in cadrul introducerii orchestrale, ca o
melodie lirica, fragild, cu un ambitus destul de limitat, care brusc capata o fortd si o expresivitate
deosebitd, un dramatism puternic, sustinut de largirea diapazonului melodic si introducerea dinamicii f.
Aceasta tema redd nemijlocit starea launtrica a eroinei (Tema 1).

Exemplul 1
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Cel de-al doilea element se expune in partida sopranei: eroina apeleaza la Mamma Lucia, iar
partida ei este plind de intonatii lamento (Tema 2). Acest material melodic va deveni ulterior un alt

LN

element important in constructia muzicala a scenei.

3 Vom expune succint subiectul operei: ,,inaintea ridicarii cortinei se aude o serenadi (Siciliana). Turiddu o canta
sub ferestrele Lolei, pe care a iubit-o inainte de a pleca in armata, gasind-o la intoarcere, maritatd. Pentru a se
consola, Turiddu si-a gasit o altd iubita, Santuzza, si a jurat sa o ia de nevastd, dar uitdndu-si promisiunile, s-a
intors la Lola. in timp ce tdranii cantd bucuria primaverii, Santuzza cere noutiti despre Turridu de la mama
acestuia. Mai multi l-au vazut pe langd casa Lolei. Intrebat de Santuzza unde si-a petrecut noaptea, tanarul ii
raspunde nepdsator, apoi cu violenta. Aparitia Lolei o exaspereaza si, cand 1l intalneste pe Alfio, sotul acesteia, i
povesteste totul. Alfio jura sa se razbune. Dupa un scurt Intermezzo orchestral, actiunea se precipitd. Abia incheiata
petrecerea de Pasti, Alfio 1l infruntd pe Turiddu. O ultima privire a lui Turiddu spre Santuzza si Mamma Lucia
precede lupta dintre cei doi barbati. Vestea cade ca un trasnet. Turiddu a fost ucis” [3].
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Exemplul 2
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Pentru a reda mai clar structura acestei scene, prezentam urmatoarea schema:

Introducere A Al Intermediu B A2
orchestral
mm.1-10 mm.11-30 mm.31-38 mm.39-43 mm.44-62 mm.63-82
e moll e moll e moll e moll cis moll-e E dur-e moll
moll
Voilo sapete, mamma M ’amo 'amai Quell’invida Me [’harapito
Tema 1 in Tema 2 in partida Tema 2 in Temal
orchestra vocala orchestra

Interactiunea partidei vocale cu cea orchestrala este foarte variata: sub influenta specificului

stilistic verist tematismul principal se expune des in orchestra, iar in partida eroinei se creeaza o linie

contrastantd — intreruptd, neuniforma, fragmentata. Specificul partidei melodice merita o atentie aparte.
Gratie faptului ca melodia vocald urmeaza toate nuantele textului cantat, se creeaza un stil melodic

flexibil, care reflectd schimbarile sentimentelor eroinei. De exemplu, in sectiunea B Santuzza canta

despre sentimentele Lolei care, dupa spusele ei, arde de gelozie. Pulsatia ritmica sincopata in orchestra,
o melodie expresiva in registrul grav si alte procedee contureaza chipul rivalei Santuzzei. in momentul

cand trairile eroinei ating apogeul, concentrarea sunetelor in registrul acut este maxima, iar fraza

concluziva a ariei (Lola e Turiddu s ’amano, Lola e Turiddu s amano, io piango, i0 piango, io piango!)

se bazeazd pe un diapazon fara precedent: de la sunetul la din octava a doua melodia cade pana la

sunetul si din octava mica. Sub aspect vocal, Romanze e Scena imbina procedee de origine diferita —
de la o cantilena pura la un recitativ, un stil declamator. Partida eroinei nu doar reda starea ei zbuciumata,
dar pune in fata interpretei mai multe sarcini si dificultiti, depasite cu succes de Maria Biesu. In cadrul
mai multor prestatii scenice, cantdreata a demonstrat o ascensiune emotiva, o acumulare a fortei vocale

si a dramatismului expunerii artistice. Partea concluziva a scenei era interpretatd de Maria Biesu cu
vocea penetrantd, cu o articulatie ferma, cu implicarea altor procedee care redau nemijlocit starea
eroinei. In conformitate cu stilistica operei veriste, apogeurile partidei vocale sunt deseori fortificate

printr-un unison orchestral, drept exemplu servind prima culminatie a scenei:
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Exemplul 3
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In aceste fragmente vocea si orchestra sunt tratate egal, soprana devenind un partener complet
al orchestrei. Sonoritatea, forta si plenitudinea vocii, specificul frazarii ei trebuie nu doar sa fie
comparabil cu expunerea orchestrald culminantd, dar si sd se incadreze perfect in factura vocal-
orchestrala. Putem afirma cu certitudine, cd Maria Biesu simtea intuitiv acest specific al stilului verist
— emotiv, exploziv si nestabil — si 1l reda perfect in procesul de interpretare a partidei Santuzzei.

Ca si in alte opere veriste, in opera Cavalleria Rusticana, Maria Biesu a demonstrat pe deplin
abilitatile vocii sale. Dupa cum marturiseste colegul ei de scena, cantaretul Vladimir Dragos, primadona
Anume acolo, in opinia lui, profesorii i-au slefuit vocea, aceasta obtinand o culoare timbrala frumoasa,
o nuantad proaspata, o respiratie corectd, un sunet uniform, egal si echilibrat in toate registrele si alte
calitdti atribuite fenomenului bel canto. Anume ele, fiind imbinate firesc cu vocea data de la Dumnezeu,
a asigurat stilul vocal al Mariei Biesu — unic si incomparabil.

Sub aspect dramatic, in Cavalleria Rusticana Maria Biesu creeaza chipul unei femei simple, de
la tard, avand o lumea interioara puternica, de 0 sinceritate coplesitoare. in viziunea artistei Maria Biesu,
Santuzza este conturatd ca un personaj plin de demnitate, de niste principii morale ferme. Putem
presupune ca experienta personald a primadonei a influentat tratarea chipului Santuzzei.

Detalii de valoare au fost descoperite gratie interviului oferit de catre regizorul Eleonora
Constantinova, care a colaborat cu Maria Biesu, asupra duetului Santuzza — Turiddu (interpret de
partenerul primadonei, Mihail Munteanu). Dupa cum marturiseste E. Constantinova, Maria Biesu, fiind
intotdeauna ocupatd cu diverse obligatiuni sociale, obstesti, a aparut la repetitie cu doar cateva zile
inainte de premiera. Dupa ce regizorul i-a explicat sarcinile ei scenice, Maria Biesu a interpretat duetul
impecabil din punct de vedere actoricesc, nu doar realizand cu succes toate sarcinile formulate de regizor
si demonstrand o precizie actoriceasca fascinantd, dar si surprizand prin aceasta pe toatd lumea aflata in
sala. M. Biesu a reusit s transmita pe deplin drama eroinei, trecerile ei emotive neasteptate — de la starea
pozitiva in sectiunea initiald a duetului cu Turiddu, cand Santuzza incearca sa-1 convinga cu binevointa,
la reactiile negative puternice, atunci cand constientizeaza ca iubitul nu este sincer cu ea. Acest fapt
confirma in plus nu doar talentul vocal incontestabil al Mariei Biesu, dar si aptitudinile extraordinarele
el actoricesti. ,,Desi Maria avea o voce mai liricd decit se cere pentru partida Santuzzei, — adauga
E. Constantinova, — ea canta si in cadrul spectacolelor si in concerte cu un sunet divin, cu atita
sinceritate, ca nici un ascultator nu putea raméane indiferent”, ,,Maria lucra foarte mult, intotdeauna
demonstra o atitudine extrem de serioasa fatd de profesia ei, venea la spectacole cu 2—3 ore nainte, se
pregatea psihologic si emotional sa cante partida sa™. Ea lucra foarte mult cu maestrul de concert, cu
dirijorul, era atenta si disciplinata. Sub aspect vocal, mai multi colegi ai primadonei afirmau: cind Maria

4 Din interviu cu regizorul N. Constantinova.
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Biesu fécea parte din spectacol, maniera vocald a tuturor solistilor se schimba, devenind mai uniforma,
orientatd mai mult spre tehnica vocala si calitatea sunetului primadonei. Pentru toti solistii (si nu numai)
Maria Biesu era un ,,camerton”, un ,.etalon” al stilului belcanto, influentand pozitiv rezultatul sonor al
tuturor artistilor implicati in spectacolul de opera.

Talentul Mariei Biesu imbina belcanto-ul cu arta scenica elevatd, cunoasterea amanuntita a
partiturii muzicale cu desenul scenic bine pus la punct, trairile vietii cotidiene cu emotiile scenice,
intuitia artistica cu disciplina intelectuala, creand unul din cele mai faimoase roluri din cariera ei —
Santuzza din opera lui P. Mascagni Cavalleria Rusticana.
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Articolul include analiza a doua din creatiile corale semnate de cunoscuta compozitoare Zlata Tkaci,
,,Dulce plai” si ,, Lacul albastru”. Ambele miniaturi cuprind o serie de mijloace de expresivitate care ajutd
considerabil la formarea conceptului muzical al creatiilor. In practica interpretativd, atdt pe parcursul pregatirii
materialului muzical in procesul repetitiilor, cdt si in scend, miniaturile corale ale Z. Tkaci ridica in fata
dirijorului o serie de dificultati de ordin tehnic si conceptual. Autorul vine cu o serie de idei desprinse din propria
practicad interpretativd, menite a accelera procesul de studiere a pieselor corale si a aduce la urechile publicului
o varianta cat mai desavarsita a interpretarii creatiilor sus-mentionate.

Cuvinte-cheie: concept muzical, formd muzicald, interpretare concertisticd, mijloace de expresivitate
muzicald, miniaturd corald, procedee interpretative, scriiturd corald, Zlata Tkaci

This article includes an analysis of two choral creations signed by the well-known composer Zlata Tkaci,
,Dulce plai” and ,, Lacul albastru”. Both miniatures include a range of means of expressiveness that help
considerably the formation of the concept of musical creations. In interpretative practice during the preparation
of the musical material at the rehearsals and on the stage, the choral miniatures of Z. Tkaci put a series of
technical and conceptual difficulties before the conductor. The author comes with some ideas drawn from his
interpretative practice, aimed to accelerate the process of studying the choral pieces and to bring to the public's
ears an interpretation as perfect as possible of the above-mentioned creations.

Keywords: musical concept, musical form, interpretation in concert, musical means of expressiveness,
choral miniature, interpretative processes, choral writing, Zlata Tkaci

Muzica corala a fost si este un fenomen care prin definitie manifesta exteriorizarea esentei unui
lucru sau a unui proces §i care este perceputd la modul direct de citre unul sau mai multi indivizi.
Deseori, anume aceasta muzica este indragitd de multi si inteleasd mai cu usurintd in comparatie cu
genurile muzicii instrumentale. Unul din motivele preferintei pentru acestui gen este prezenta textului
literar, dar si accesibilitatea vocala, adica posibilitatea oricarui individ de a imita linia melodica a piesei
in varianta initiala, cu vocea.

In Moldova, pe parcursul primei jumititi a sec. XX, muzica corald s-a manifestat mereu ca o
punte care unea membrii unei comunitati prin interese comune, datoritd introducerii acesteia in multe
dintre institutiile publice, incepand cu scolile orasenesti, pana la casele de culturd din cele mai
indepartate sate. Insa, formatiile corale nu erau profesioniste iar scoala componistici locald nu era una
avansatd, astfel Incat piesele corale prezentau de cele mai dese ori simple prelucrari ale folclorului local.
Totusi, pe masura ce societatea devenea mai dezvoltata, a aparut si nevoia de o crestere profesionala in
domeniul muzicii. Muzicologul Elena Mironenco mentioneaza ca ,transformarile cardinale ce apar la
trecerea dintre epoci, de reguld sunt concentrate imprejurul anilor cu doud zerouri. Dar confluenta
sec. XX—XXI este legata si de procesul trecerii intr-un nou secol si mileniu, ce se deosebeste printr-un
grad extrem de inalt in transformarea culturii si artei, printre care si creatia componistica” [1]. Astfel, in
a doua jumatate a sec. XX, in Republica Moldova apar o serie de compozitori care intr-o masura oarecare
satisfac cererea publicului, totodata ridicand nivelul cultural general la o treaptd mult mai inalta. Una
din reprezentantele acestei pleiade de compozitori a fost si Zlata Tkaci, care gratie talentului si studiilor
sale a reusit sa lase posteritatii o serie de lucrdri in cele mai diverse genuri muzicale, inclusiv pentru
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diferite componente corale. Printre acestea, un interes sporit pentru noi prezintd piesele corale pentru
cor mixt, scrise la confluenta sec. XX—XXI. Miniaturile corale ale Zlatei Tkaci sunt adevarate perle ale
muzicii corale nationale. Pe langa limbajul muzical bine dezvoltat si aranjarea reusitd a textelor poetice
pe liniile melodice, aceste creatii se mai deosebesc si prin sonoritatea coloratd, prin expresivitatea
textului si, nu in ultimul rand, prin eleganta in alcatuirea formei si supletea facturii. Muzicologul
Margarita Belah afirma, pe buna dreptate, ca ,,creatiile muzicale ale compozitoarei de multa vreme au
ocupat un loc deosebit in repertoriul diferitor colective artistice din Moldova. Motivele sunt cunoasterea
in profunzime a particularitatilor aranjamentului, virtuozitatea utilizarii facturii, precum si gama larga
de genuri abordate...” [2]. Deci, toate aceste aptitudini ale Z. Tkaci au ajutat-o si creeze adevarate
modele de compozitie muzicala demne de a fi analizate si interpretate de colectivele profesioniste.

In practica interpretativa, atdt pe parcursul pregitirii materialului muzical in procesul
repetitiilor, cat si in scend, miniaturile corale ale Z. Tkaci ridica in fata dirijorului o serie de dificultati
de ordin tehnic si conceptual. Textele poetice pe care le foloseste compozitoarea sunt atat de profunde
ca sens, incat in procesul tratarii lor se ivesc o multitudine de directii si idei de abordare a acestora. De
cele mai dese ori, ele vizeaza tematica vietii si mortii, interactiunea dintre univers si om, lumea interioara
a omului situat in centrul universului, relatia dintre individ si societate, idei ce au avut o popularitate
mare in perioada romantici. In general, a doua jumitate a secolului XX, in actuala Republica Moldova
este caracterizatd de o influentd neo-romantica, care s-a manifestat in creatiile diferitor compozitori
moldoveni printre care Z. Tkaci, V. Zagorschi, s.a. Mentionam in primul rand acesti doi autori, intrucat
la ambii omul, personalitatea umana se afld in prim plan, iar ideile social-politice, atit de uzate pe
parcursul primei jumatati a sec. XX sunt tratate mult mai discret.

Nu este intamplator ca miniatura corala este indragita de compozitorii perioadei post-sovietice
din Republica Moldova. Este binecunoscut, ca miniatura corala s-a cristalizat ca gen muzical in perioada
romantismului, rfdmanand pe tot parcursul sec. XX un mod de a relata intr-un timp restrans un micro-
cosmos plin de idei, sentimente, senzatii, §.a. si nu e de mirare cd anume acest gen este unul dominant
si in creatia majoritatii compozitorilor neo-romantici, inclusiv mai multi compozitori locali. Un alt motiv
pentru care miniatura corala are succes atit in cercul componistic cat si in cel interpretativ este forma ei
destul de mica si concentrata, faptul ca poate relata un univers intreg intr-o dimensiune relativ mica,
neavand nevoie de forme desfasurate, tratari filozofice extreme si de alte componente caracteristice unei
opere, simfonii s.a., compozitorii recurgand doar la un minim de mijloace de expresivitate.

Dupa cum a fost relatat anterior, creatia componistica a Z. Tkaci este una diversa si demna de
apreciat, insd in cazul de fatd ne vom concentra atentia asupra a doud din miniaturile corale pentru
componenta mixtd — Dulce plai si Lacul albastru, ambele compuse pe textele poetei Agnesa Rogca. O
primd comparatie, fie chiar si superficiald, observam ca lucrarile mentionate releva un contrast muzical
si sunt total diferite ca forma, material muzical, factura si metru.

Dulce Plai este o miniatura corald de dimensiuni restranse, scrisa intr-o forma bipartita simpla,
avand la baza intonativd un motiv simplu cu caracter dansant. Si masura de 5/4, si desenul ritmic
mentinut aproape identic pe parcursul intregii lucrari, si tempoul Vivo, si metrul lucrrii, toate indica
legaturi cu muzica de dans. Textul folosit de compozitoare pentru Dulce Plai la prima vedere este o
poezie cu caracter pastoral, in care se descrie un peisaj din natura, insa nu unul simplu, ci un loc cu totul
deosebit, unde este prezentd marea albastrd, rauri de argint, muntii carunti, cranguri de privighetori,
toate corelate intr-un singur tablou. Piesa Dulce plai poartd un caracter vesel si pozitv. Compozitoarea
nu face exces de mijloace de expresivitate, toate cele utilizate in piesd sunt pe deplin justificate si apar
la locul potrivit. Planul dinamic al lucrarii este destul de variat, de la mp pana la ff, cu nuante de
crescendo, diminuendo, sau chiar sf. De asemenea, la capitolul tempo intalnim cateva ritenuto-uri si a
tempo. Cel mai reprezentativ mijloc de expresivitate in aceasta piesa corald este armonia bogata. Factura
acordica permite compozitoarei folosirea unor sonorititi dintre cele mai diverse, septacorduri marite,
micsorate, nonacorduri, toate aparand in diferite rasturnari si pozitii. Complexitatea limbajului armonic
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prezintd dificultate in interpretarea piesei in practica concertisticad. Aceasta aduce cu sine o serie de
probleme si impedimente Tn procesul descifrarii si, mai mult ca atat, in scend. Pe langa faptul ca armonia
in Dulce plai prezinta un strat foarte dezvoltat, aceasta se raporteaza si la un tempo extrem de rapid, fapt
ce impiedica i mai mult reusita unei interpretari excelente, tempoul Vivo excluzand, practic,
posibilitatea corectdrii planului armonic pe parcursul lucrarii corale. Pentru interpretarea acestei
miniaturi este necesar in primul rand un cor profesionist sau, cel putin, unul de studii, dar bine initiat,
cu o maniera de interpretare si emitere a sunetului foarte usoara, apropiata celei din epoca Renasterii, cu
0 dictie perfectd si nu in ultimul rdnd cu o capacitate auditiva excelentd din partea artistilor de cor in
general si a dirijorului in special. Este principiald de asemenea respectarea exactd a procedeelor de
articulare prezente in piesa corala Dulce Plai, acestea de cele mai multe ori ajutand la pastrarea directiei
corecte a planului armonic prin stabilirea unor punti sau a unor acorduri-cheie pe sunete cu durate mai
lungi sau pe accente, fie ele prozodice sau melodice. Un alt factor decisiv in reusita interpretarii acestei
miniaturi este $i componenta corala: cu cat corul este mai numeros, cu atat va fi mai dificil de a dobandi
toate mijloacele de expresivitate intr-un produs bine inchegat.

Dar cel mai complicat pentru un interpret este procesul de transmitere publicului a mesajului
estetic si a continutului muzical-poetic al piesei. Este de datoria dirijorului de a gasi anume acele
mijloace si tratéri, folosirea carora ar facilita accesibilitatea perceptiei produsului artistic. Pentru aceasta
este nevoie de o studiere atentd a textului poetic si descifrarea sensului si ideilor de dincolo de cuvinte.

Lacul Albastru diferd semnificativ de Dulce Plai, aici armonia fiind si mai diversa, cu acorduri
mai complexe, cu unele elemente polifonice imitative si cu o serie de alteratii care se succed consecutiv
pe parcursul intregii lucrari. Factura este mai bogata si, respectiv, ambitusul vocilor este mai larg. Deci,
pe langa faptul ci se releva o armonie sofisticata, un diapazon extins, fiind utilizat deseori registrul inalt
si nuanta p, mai apar si sarituri la intervale de sexte si septime care nu sunt dintre cele mai comode 1n
interpretarea corala. De asemenea, pe parcursul piesei, in afara de tempourile initial stabilite, apar 0 Serie
de schimbari de tempo precum si de nuante. Aceasta creatie necesita o atentie sporitd asupra intonatiei
si structurii armonice 1n special. Este principial pentru un dirijor de a crea conditii de sonoritate pentru
ca artistii de cor sa poatd sesiza si emite cu mai multa usurinta liniile lor melodice. Un factor extrem de
important in cazul schimbarii planului armonic pe parcursul lucrarii este respectarea strictd a pauzelor,
in timpul cérora grupurile corale au posibilitatea de a-si gasi sunetele urmatorului strat armonic. Dictia
are un rol important in emiterea exacta a sunetului, iar frazarea corecta ajuta la crearea formei.

Forma piesei Lacul Albastru este una tripartitda simpld, unde prima parte si repriza poarta un
caracter linistit, partea mediana fiind mai rapida si mai agitata. Desi lucrarea este scrisa in tonalitatea c-
moll, prezenta alteratiilor si inflexiunilor armonice nu ofera senzatia prezentei unei tonalitati stabile.
Unicul loc 1n aceasta creatie unde putem sesiza sau intelege mai lesne tonalitatea este inceputul reprizei,
insa nu pentru mult timp, ci doar pe parcursul a opt masuri. Nici spre sfarsitul peisei nu avem o tonalitate
bine conturata, ultimul acord fiind constituit din doua cvinte perfecte (citind de la vocea inferioara spre
cea superioard): c-g-f-c, ce imbina cele trei trepte functionale de baza ale tonalitatii —t, d si S.

In lucrarile corale Dulce Plai si Lacul Albastru ideile poetice sunt diferite, respectiv si materialul
muzical, mijloacele de expresivitate, forma sunt diferite ba, mai mult, formeaza un contrast tematic. insa
exista un detaliu comun in ambele texte poetice si anume — motivul apei. in Dulce Plai apa este prezenti
sub forma marii albastre, iar in Lacul Albastru ea reprezinta chiar imaginea centrala — lacul. Nu in
zadar acest motiv tematic este preferat de multi poeti, caci ,,pentru mentalitatea arhaica, apa a generat o
paradigma de semnificatii, pe cat de variatd, pe atat de contradictorie: originea vietii, mijloc de
purificare, centru de regenerare, plus semn al binecuvantarii, al sacralitatii, al imaginarului, dar si
instrument al mortii, al maleficului, al stagnarii prin inghetare” [3]. Deci, in contextul celor relatate
anterior putem spune ca apa poate intruchipa cele mai diverse idei sub cele mai variate forme si din cele
mai contrastante perspective. insa, pe langa textele poetice, apa fiind purtitoare de o energie colosala,

131




STUDIUL ARTELOR S§I CULTUROLOGIE: istorie, teorie, practica nr.1, 2019

poate fi reflectatd si In muzica, aceasta din urma fiind cel mai desavarsit mod de redare a tuturor
fenomenelor cunoscute fiintei umane. Z. Tkaci a abordat motivul apei si in alte creatii corale semnate
de ea (de ex: Addnca mare). In miniatura corald Dulce Plai, insi, masura si ritmul general al piesei nu
prezinta altceva decat o continud migcare a valurilor marii, miscare ce oferd o senzatie de exercitare a
fortei magnetice specifice apei, prin care te captiveaza si, de ce nu, — te hipnotizeaza, in sensul bun al
cuvantului. $i sonoritatea armonica contribuie la redarea acelorasi imagini — migcarea apei, senzatia de
larg, volum, imensitate, necunoscut s.a. factori specifici marii. Pe de alta parte, traiectoria liniei melodice
redd un peisaj pastoral care, prin corelatia cu toate mijloacele de expresivitate exemplificate anterior,
formeaza un tablou complex.

Lacul Albastru prezinta insa o alta latura a apei, total diferitad de cea din Dulce plai. Senzatiile
de adanc, necunoscut, intuneric §.a. nu ne parasesc nici pentru un moment pe tot parcursul lucrarii. Cu
siguranta, aceastd creatie este una dintre cele mai desavarsite miniaturi corale semnate de Z. Tkaci,
deoarece mesajul piesei respective este unul mult mai complex In comparatie cu alte miniaturi ale
compozitoarei. Dacéd in Dulce Plai este ilustrat un simplu tablou din naturd, atunci in Lacul Albastru
rolul primordial revine lumii launtrice a omului. Desi initial si in acest caz, textul poetic pare sa ilustreze
un tablou din natura, acesta diferd semnificativ prin faptul ca nu doar descrie o imagine, ci prezinta un
rezultat al unei analize si tratari personale: apa, (aici — lacul) ar semnifica nemijlocit sufletul omului si
ratiunea lui, precum si toate elementele aferente gandului omenesc. Armonia acestei lucrari este mai
complexa decat in Dulce plai si reflectd o senzatie cosmica lipsitd de timp si spatiu, senzatie care poate
fi simtita si in spatiul subacvatic. Dupa cum s-a relatat anterior, apa este un purtator puternic de energie,
si dacd ar fi sd compardm cu ceva lumea launtrica a unui individ, ludnd 1n calcul cd cosmosul este prea
necunoscut, consideram ca anume acest element natural, apa, ar putea fi acela care ar reda pe deplin
procesele ce au loc in micro-cosmosul personal.

Splendoarea acestei creatii, mesajul poetic si cel muzical necesitd a fi aduse in fata publicului
de catre interpreti, intr-0 forma cat mai convingatoare, dirijorului revenindu-i un rol important in
procesul interpretativ. Este de datoria lui sa respecte intocmai forma si structura creatiei si, In special,
sd nu trateze prea personal sensul textului, ci sd ofere spatiu de imaginatie celor care audiaza aceasta
lucrare. Lacul Albastru este ca un micro-cosmos, pe care-l oferi ascultatorului, iar acesta il umple cu
propriile fantezii, asociatii, trairi.

Oricat de complexe sau de simple ar fi sensurile textelor acestor doua miniaturi corale, ambele
piese necesita o pregatire buna si o buna cunoastere a materialului muzical. De asemenea, este principial
de a respecta integritatea formei, structurii si tuturor mijloacelor de expresivitate.
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In this article I would like to summarise my experiences with the early recordings of piano playing, share
my thoughts about their importance and possibly open the door for the reader of a subject that has earned less
attention by performing musicians today and which could, in my opinion, help them open new perspectives of
understanding and performing music, and enrich their musicianship. The subject can practically affect the work
of performing musicians, but it can be meaningful for everyone working in music.

Keywords: early recordings, piano art, performance style, historical musical recordings

Articolul reflecta experienta de lucru a autorului cu inregistrarile vechi ale unor interpretari la pian,
experientda pe care o impartdseste in speranta focusarii atentiei muzicienilor asupra importantei acestora, din
perspectiva unor noi deschideri spre intelegerea si interpretarea muzicii, spre imbogdtirea experientelor de
interpretare. Subiectul poate fi util atat muzicienilor-practicieni, cdt si tuturor celor interesati de muzica.

Cuvinte-cheie: inregistrari timpurii, arta de interpretare la pian, stil de interpretare, inregistrari
documentate istoric

The first recordings of classical music that survived and are worth to mention date from no
earlier than 1897 [1]. When saying early recordings, | refer to those which were made in about the
following 50 years so approximately between 1900 and 1950. How do these recordings sound to today’s
performers and what do they have to do with them? Before answering these questions, | would like to
analyse a few problems.

Today the major part of the classical repertoire is available for everyone on recordings by
different performers. It is natural for musicians to discover music history through recordings and they
are even expected to do so. The use of this possibility has also become a fundamental element in the
learning process: during our performance studies we get to know to pieces not only through the score
but also with the help of recordings. However, it has not always been like this. Before recordings started
to be numerous and easily available — so until not long ago — musicians were supposed to prepare
their own interpretation based only on the written music, rarely heard live performances and the
tradition: the help of teachers from older generations and written studies about performance practice.

I don’t think that this possibility of obvious advantages should take our attention from certain
details of the studied music that we should discover ourselves during the learning process. Namely
listening to the interpretation of someone else unconsciously and unavoidably influences our own
interpretation. It is not necessarily a problem, but as we generally listen to recordings of this era, we get
used to certain ways of interpreting which are typical nowadays and which are perhaps also the results
of the industrial number of recordings that are being made. Without judging these characteristics, we
can say that they can become part of our own interpreting and lay down certain rules for us that we are
unconsciously trying to follow. In my opinion it is worth to look at the characteristics of another era and
find new perspectives to be a bit independent from what we already know well and to simply enrich our
musical mind with something different and “new”. Another — perhaps the most important — raison
d’étre of this topic roots in our reproductive performing tradition.
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Performing music of preceding times doesn’t have a long history, still the differences between
the performers of its periods are significant. As we know, European music had been focusing on
contemporary works up to the 19th century; musicians had to be familiar with the style of the actual
period. The movement of rediscovering former works appeared and became a tradition thanks to
Mendelssohn and his generation. In fact, we are continuing this tradition today as we perform pieces
from centuries before again and again — at least reproductive performing takes a bigger part of
performances than the contemporaries.

The essential problem of our reproductive performing is that regarding the major part of the
repertoire we don’t have the chance to hear the piece performed by its composer or his contemporaries.
Beyond the (apparently) concrete information of the score we can only guess the characteristics and the
principles of the performing style of the given era. But why cannot the score be enough for the
reconstruction of a piece?

For a long time, musicology had identified music with its written form [2]. However, physically
realised, performed music had always existed earlier than its notated version. In many cultures,
nowadays music still only exists while it is being performed, and it is never notated. The written
representation of the notes in the score (pitch, approximate — drastically simplified — duration and
dynamics) is far not equal to the piece. Notating in the score can thus only serve the goal to preserve the
main characteristics of a piece and to give guidelines for its performance — as most of the characteristics
of a musical phenomenon cannot be precisely notated in our musical notation. And even if they could
be, it wouldn’t be possible to realise all of them, nor by the most suitable performer. The practically
unnotatable details are very important though, what is more, the experience of the listener depends
mostly on these. Therefore, it is necessary to have a performer who is — with sufficient knowledge,
interpreting the score correctly, by the help of different tools — able to transmit the content of the piece.
However, different performers have different approach to the same work, and they use — with certain
similarities — different tools for expressing the musical content. Not to say that because of the
complexity of the process, beyond a certain level of planning, no performer is able to repeat the exact
same performance. Consequently, different performances of the same piece are going to be different;
we could even say that every time it is a new piece that we can hear. This diversity of the renewal of
compositions means the sense of reproductive performing.

Now we can see that the role of the performer is essential in making music, in bringing the
notated music to life. The tools used by a performer in order to transmit the content of a piece, and the
ways of using them mean the performance style that characterizes the performer; the way how the
performer diverges from the basic acoustic dimensions in order to emphasize the importance of musical
components and to realise the intentions of the composer [3]. A performance style can characterize a
single performer or a group (e.g. the performers of a nation or a culture) and the performers of a
generation or an era.

Just like its role in music making, performance style is very complex and is a result of various
things. As performers (just like any other humans) we are part of a process of a continuous interaction
between our individuum and our milieu. Milieu means everything that has ever surrounded us: things
from our everyday life as well as our musical experiences. The era we were born and grew up in, our
home, environment, nationality, mother tongue etc. — all these things took part in forming our
personality and our performing style. All the sources from which we built up our musical knowledge
are also part of our milieu; our professors of music and everything that we learned from them,
performances (and recordings) that we heard. We can also mention our experiences in other forms of art
as well, and numerous other things — the list is long. Important is that — beyond the evident difference
of each individuum — everyone has experienced a different milieu and a different interaction between
milieu and individuum. The contrast in milieu, and therefore in performance style as well, can be even
more impressive between performers of different eras — such as in the case of the early recordings.
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The major part of the performers of the early recordings were born in the 19" century and the
rest of them also at least before the 1% World War. This fact means already a lot when we talk about the
milieu of a performer. It is enough to think about the historical events of the 20™ century to see that the
difference is huge. But we cannot forget about the technical development during this time either and
about the way our everyday life has changed. Let’s analyse some of these aspects, mostly those which
can have the most influence on a musician!

“Life has been speeded up” — we have been saying already since a few decades and perhaps
the diagnosis has more and more truth nowadays. E.g. it is already hard to imagine our life without
internet, yet it was not so long when it became an essential part of it. “Time is money” — we say, and
we run, because everyone does, and we feel we need to compete with the others in more and more things.
We became used to get quickly what we want so maybe we also became less patient with things that we
cannot speed up with technology. The concept of time must have been very different 100-150 years
ago. | am not saying that in those times we didn’t have to be efficient in work and try to save time, but
I have the impression that people could take more time for things they chose to be important for them. |
suppose that the priorities were different too, but for example today we can admire the architecture or
the decorative art of this era: the objects that people surrounded themselves with in their everyday life
— because they invested more time and energy in making them. | suppose that their relation with time
was different from ours. Time plays an essential role in music making, and even if it is hard to prove it
in practice, | believe that this relation had unconsciously made its influence on the performer and his/her
music.

It would be very interesting to compare the general level of the noise pollution of this era and
today. We could also draw a parallel between this and the growing of the cities and see how these
changes influenced the everyday life of citizens. How much they were disturbed by noises, how many
strangers they met every day, how far they had to travel and how, how far they were from nature and
how much chance they had to enjoy it etc. Robert Schumann advises lots of walks to musicians [4].
Already this composer who lived in the first half of the 19" century found cities too disturbing and
considered it very important to spend as much time as possible in nature (walking). I think this is
surprising if we compare cities of his time with those today. It would be probably shocking for him (and
his contemporaries) to experience today’s citizen life.

We could continue the list of changes in everyday life during the last 100—150 years but let’s
focus on the musical aspects! In the 19" century listening to music was only possible in live
performances so there was no chance to do it every day and everywhere and not for everyone. People
could go to concerts sometimes or play at home for each other if they had instruments and could play
them (in the case of musicians this possibility is evident). In both ways listening to music meant a special
occasion and it had a great value. Nowadays we can find music almost everywhere: in a shop that we
enter, in our car, in restaurants etc. or we can simply listen to anything at home any time. Despite the
obvious advantages of this possibility we can say that listening to music has been devalued. 150 years
ago it was an extraordinary thing, every time a kind of “celebration” so I think people used to appreciate
it more and respect it with more attention. (Nowadays | have the impression that it can mean a difficulty
for the audience to listen to an entire concert and focus on the music — perhaps it hasn’t been always
like that.) Also, the long tradition of making music at home together, not only for musicians but for a
lot of amateurs as well, played an important role. (This beautiful habit has been disappearing from our
life and one of its reasons may be the massive production of recordings.) | suppose that in these times
people could experience the “magic”, the transcendental dimension of music more easily and naturally
than we now.

Musicians did thus not have as many musical experiences as we do nowadays. In these
circumstances the role of teachers and colleges is even more important. The major part of what they
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could learn about music came from their professors/masters and from the written studies about music
and performance. However, [ don’t see it as a deficiency. Perhaps their personal experiences were more
intense and maybe they had to rely more on their own musical instinct that is, in my opinion, a positive
exigency (as mentioned in the introduction, perhaps today we are too much influenced by other
performers).

Analysing these aspects, | have been creating a general image about musicians and performance
in these times. | think that it is the general concept about music and performance, the attitude that is so
different in them — the attitude of both the performer and the public towards music. | have the impression
that — not being able to record and repeat it — performed music was expected to be first of all something
more spontaneous and moving. People didn’t go to a concert to “count the mistakes™ of the performer,
but primarily to have an emotional-intellectual experience. The performer had maybe more freedom in
using all his/her tools in order to make this experience happen (which could practically mean even
improvisation).

We shouldn’t forget either that at this time the tradition of performing former works was still
young. Musicians still performed their contemporaries’ (and their own) pieces in a large number, maybe
even more than music of preceding times. It means that they were still comfortable in this long tradition
of working on the most recent compositions, like baroque musicians, accommodating to new ideas,
following new movements — unlike most of the performers today who are trying to discover the
“museum” of music and understand the language of previous centuries. I believe that this atmosphere is
very important in performing music, especially in music of preceding times, for “filling the pieces with
life”. The early recordings still carry this atmosphere throughout a century. Despite the bad sound quality
of many of them sometimes it is still possible to feel something about this different attitude, how the
performer touches the piece. I think we can learn something from them regarding this.

If we are playing music from the 19" century, these performers can obviously show us a way,
as they had experienced the style of the period personally, many times even knew, heard or played and
studied with the composer himself/herself. It happens for the first time in our music history that we can
travel back 100 years in time and listen to someone playing. A century doesn’t seem to be a great time
compared to the dimensions of music history but regarding the history of performance it is. If not for
the above-mentioned reasons, it is surely worth to listen to the early recordings if we realize that both
our life and its musical part have changed much more during the last century than before during much
less time. Therefore, it is interesting to see how it was before, and the early recordings can let us have a
look in these times.

Nowadays most of the early recordings are available on Youtube. While listening to them, our
first impressions might be the followings: we can hear many arpeggiated chords, even when it is not
indicated in the score; tempi can be unusually fast or slow; we can hear mistakes; we might find the way
of playing too much free, rhapsodic, “too romantic” in general. But let’s not forget that although this is
something new for us, we are listening to widely recognized artists who are representing the performance
style of their era, the way of playing which was preferred by most of the public! Let’s listen to some
examples and try to find the reason of the mentioned musical phenomena!

Some Welte piano roll recordings preserved performances by Carl Reinecke (1824-1910) [5],
German pianist, composer, conductor and teacher. The piano rolls don’t have such a good quality as
other recording techniques, but they reliably represent the tempi, dynamics and the use of pedal in the
original performances. On a recording from 1905 Reinecke is playing the slow movement of the piano
concerto in D-major (KV 537) of Mozart in his own transcription for piano solo [6]. Why is he
arpeggiating so many chords? Maybe he wants to have a richer sound in order to imitate the orchestra.
Another function of arpeggio is to mark certain harmonies which seem to have more importance than
the others. These can be significant moments in the metric or the melodic structure, or harmonies with
more dissonance. This is possible thanks to the effect of the arpeggio that the function of a harmony
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becomes clearer if we can hear some of its notes first also separately and then together. Also, we can
more easily differentiate melody and accompaniment.

Playing the soprano voice with a delay compared to the bass is — according to my experiences
— something that we try to avoid nowadays. Let’s listen to Fanny Davies (1861-1934) [7], student of
Clara Schumann, playing the last movement (Nicht schnell) from Schumann’s Davidsbiindlertinze in
1930! [8]. The first thing we might notice is that at least half of the bass notes are not sounding together
with the soprano. However, if our ears were not trained in the way to spot that kind of “disorder”, in my
opinion we would only hear that more interesting harmonies and melodic intervals are clear, they play
an important role and they would take our attention. If we listen to the piece in an analytic way while
looking at the score, we can realize that delays happen at these moments of importance. This gives an
explanation to what the pianist is doing, perhaps not even consciously but intuitively.

On the same recording we can also observe the before mentioned rubato, the freedom in time
that might sound too much for us. While listening to this performance, my first impression was that the
music has a pleasing, natural pulsation and a good tempo. If we listen to the meter more carefully, we
realize that the quarters in the 3/4 never have the same length, what is more, their difference is huge
sometimes, but the general impression is still balanced. Mostly the first and the third quarters are longer,
and the second quarters are shorter than their written duration. The explanation for that is like the one
for the delay between bass and soprano: the pianist takes more time in more significant moments and
moves on where there is less information.

We can find a lot more recordings, enjoy and analyse them, and discover more about the
performance style 100 years ago. I only wanted to introduce this subject to people who haven’t heard
much about it yet, and to motivate musicians to be more open for new ideas in musical performance and
to continue research in this topic.

We could look at the musical performance of our time from a different point of view, and we
have seen what kind of things can influence our way of playing. We have had an analytic look into the
musical performance of a former era, and we have heard some examples which can represent it. Probably
not everyone will sympathize with the aesthetics of this time, but | hope it can be interesting and
inspiring for everyone to listen to the early recordings and to think about their background. | believe that
we can always learn from each other, so I think we shouldn’t ignore performers from a former era when
we have the chance, for the first time in music history, to reconnect with them in such a direct way.
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Motivul, din punct de vedere semantic, implica atdat motivul propriu-zis, componictic, cdt si contextul socio-
istoric si cultural; el contine atdt implozivul ritmico-melodic, cdt si o esentializare conceptuala care determind
forma evenimentului sonor. Exemplele alese sunt doar o incercare pentru un Quod erat demonstrandum, ele fiind
tot creatii implozive, miniaturale, in care spectacolul total al innoirilor este, conceptual, reconfigurat. As afirma un
posibil indreptar muzicologic marcand evenimentele ante i post Erik Satie, ,, clasicul” avangardist al modernitatii,
modernitatea insasi fiind un modo hodiernus pentru fiecare epoca.

Cuvinte-cheie: avangarda, miniatural, spectacol total, Erik Satie, Arvo Part

The motif form, from the semantic point of view, implies both the composition motif itself and the social-
historical and cultural context: the implosion of the musical motif and its formal consequence determine a constant
whose foundation is timelessness; it contains both the rhythmic-melodic implosion and a conceptual essentialization
that determine the form of the sound event. The chosen examples are just a test for Quod erat demonstrandum, which
is also an implosive miniature creation, in which the total show of the renewal is conceptually reconfigured. A
possible musical guide marking ante and post Erik Satie, the "classic” avant-gardists of modernity, events, can be
mentioned, modernity itself being a modo hodiernus of every age.

Keywords: avant-garde, miniature, total show, Erik Satie, Arvo Part

Desi citatul lui Valéry, in 1935, exprima scepticismul autorului, reculul asimilandu-se unui
primitivism cauzat de inumanul tratamentului uman, printr-un exercitiu de perceptie, acelasi citat poate fi
inteles in ideea recurentei ca etern inceput. Cauza, ratiunea, punctul de plecare intr-o creatie este motivul.

Etimologic vorbind, motivul vine de la adjectivul latin motivus — cauza miscarii. Putem vorbi
despre un motiv muzical, pe care Hugo Riemann il numea ,,continut concret in unitatea ritmicd primara”?
si un motiv determinat de spectacolul socio-cultural si istoric — spectacol total inteles ca deconstructie
innoitoare, definit de cele doud axe, sincronic-paradigmatica si diacronic-sintagmatica. Acesta adauga
motivului muzical componenta narativa care-1 individualizeaza si-i conferd o dinamica proprie. Astfel ca,
de la notiune la concept, motivul exprima binarul unei structuri antinomice si expresia imploziva a innoirii.

Ceea ce numim motiv poate fi:

— prima implozie formala cu semnificatii dincolo de redarea sa ritmico-melodica;

— 0 latentad formald, asa cum, la polul opus, in devenirea ei, forma muzicala este, dupa opinia lui
Theodor W. Adorno, un continut sedimentat [2, p.4];

— redimensionarea simbolicd a miniaturalului (semnul infoarcerii intr-o copildrie a spiritului):
,,Numai jocul artistului si jocul copilului pot aici jos sa creasca si sd piard, sa construiasca si sa darame cu
inocenta. In felul acesta, ca artist si copil, se joaca focul activ care pliasmuieste si nimiceste cu inocenta” [3,
p.7].

Implozia motivica este explozia eului artistic intr-0 negare a obisnuintei.

Forma — continut sedimentat, dobandeste energii potentiale, in functie de inaltimea afirmarii. Raul/
secolului, indiferent de secol, a fost mereu un semn identitar al artistului, tradus in expresia sensibila ca
semn al ineditului: de la preclasicul si clasicul exprimarii, la imploziile dodecafonice gandite ca reactie la
inertia organizarii tonale si sociale, la ,,ingineriile” sonore ale secolului XX pentru care sunetul aproape ca

'Hugo Riemann (1849-1919) apud Jonas, Oswald (1982). Introduction to the Theory of Heinrich Schenker (1934:
Das Wesen des musikalischen Kunstwerks: Eine Einfiihrung in Die Lehre Heinrich Schenkers) "[...] the concrete
content of a rhythmically basic time-unit" [1, p.12].
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nu mai avea nevoie de muzicd, la repetitivul minimalist, la cautarea sunetului ,,pur”, pana la ticere ca
tonalitate existentiala.

Implozia motivica a existat mereu, pentru ca Tnnoirea este permanenta.

Propun un posibil indreptar muzicologic prin care evenimentele sonore, intr-un etern inceput al
jocului, ar putea fi randuite ante si post Erik Satie, figura ,clasici” de avangardist al modernitatii, la
interferenta secolelor XIX-XX; creatia-referinta ar putea fi Vexaions din 1893. Angoasa unei iubiri
neimplinite (motivul - componenta narativa ) va crea angoasa repetitiva de 840 de ori; inspirat de alchimia
lui Paracelsus (1493-1541), cel mai cunoscut reprezentant al vrajitoriei ,,stiintifice”. Titlul unei scrieri care
ar fi putut inspira ,,potiunea” sonora a lui Satie, era, Coelum philosophorum ou Livre des vexations (Cerul
filosofilor sau Cartea tulbutarilor — vexatiunilor): ,,Toate lucrurile sunt otrava, si nimic nu este fara otrava;
singura, doza face ca un lucru sa nu mai fie o otrava”

De ce Erik Satie? Angoasa despartirii este marturisita intr-0 scrisoare din 28 iunie 1893, in care-i
scria fratelui sau, Conrad si asteaptd gandind ca timpul va hotari. Timpul singur a hotarat: in 1949, Henri
Sauguet atrage atentia lui John Cage asupra acestei piese. Cage o gaseste interesanta dar exclude ideea unei
performante. Muzica »saraca” a i 6 om0 s ki el B s s o i
,clasicului” avangardist, este un preambul al B RN
tdcerii; contemporanii 1l numeau Maitre, ca pe 0
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momentul in care societatea de productie e inlocuita cu societatea de consum si ca urmare, valoarea, cu
semnificatia. Repetitivul poate semnifica drogul ca ,,interactivitate nebuna in circuit inchis” [4, trad.n.].

Quo vadis, musica? In octombrie 1961, John Cage (1912-1992) publica Silence: Prelegeri si
scrieri [5] (,,Pentru Nancy Wilson Ross care inseamna atat de mult pentru mine incat am mai tacut inca o
data”); o culegere de 23 de prelegeri, eseuri si articole scrise intre anii 1939-1961, multe inspirate de
cursurile de muzica experimentala pe care le-a predat la Universitatea Wesleyan din 1950 pana la moartea
sa. Linigtea in gandirea lui Cage nu e sinonima cu ,,prezenta unei absente”, Ci denumirea insasi a realitatii.
,Datorita linistii — spune Cage — zgomotele intra definitiv in muzica mea si nu selectate, ci in multitudinea
celor care sunt si care vor fi” [6, tr. n.]. Aceastd afirmatie se materializeaza in creatia sa, din 1951, Peisaj
imaginar, de la inceputul experimentelor universitare, compus din bruiajul tranzistoarelor.

Care e motivul, care e forma? Motivul devine textul in absentia care anuntd noua ,,Galaxie
Marconi”, pe care sociologul si filosoful Marshall McLuhan o anunta ca succesoarea ,,Galaxiei Gutenberg”
[7]. Piesa reprezentativa a lui John Cage ramane Silence 4'33, in trei parti (33", 2'40” si 1'20"), realizata la
Woodstock, New York, la 29 august 1952. Pianistul David Tudor a interpretat aceasta piesd, deschizand
capacul pianului, doar sa marcheze finalul partilor; publicul s-a suparat si a parasit sala, in aceeasi liniste.
In cartea sa, Silence, Cage afirma ca acest concept de liniste nu se poate descrie decat in cuvinte pe care le
numeste zgomote organizate [8]. Tendinta irezistibila de disonanta (Adorno) este calea spre liniste, iar
linistea in muzica este un ,,concept care se confirma prin tot ce il dezminte” (Hegel) [9].
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In 1964, la San Francisco,
Terry Riley prezinta un nou
concept, o creatie din 53 de
motive pentru 35 de
instrumente, intitulatd In C
(In Do). Fiecare motiv se
canta timp de, aproximativ,

un minut, piesa avand o
duratd intre 45 si 90 de
minute. Creatia lui Riley
pare sd continue angoasa
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Estonianul Arvo Part (n. 1935) este autorul unui nou concept muzical, tintinnabuli. ,,Construiesc
cu materia ceva mai primitiva [...] Cele trei note ale unui acord perfect rasuna ca un clopot. De aceea
am numit aceasta tintinnabuli [...] fuga in saracia de bunavoie” [10, p.71].

Daci neoclasicii vienezi se refugiau in infrastructurile sonore ca gest al revoltei, comunicarea
fara comuniune a contemporaneitatii conduce la ,,fuga in saracia de bunavoie”, ca gest al cautarii unei
corespondente intre sine si sunet. Cu Arvo Part, minimalismul atinge cote mesianice; este recunoasterea
dimensiunii lumesti in fata Dumnezeirii; nu angoasa e motivul, ci constiinta impécarii cu sine. Muzica
lui Arvo Part este Muzica celuilalt [11]. Aceasta sintagma apare ca idee, odata cu intrebarea ramasa
celebra a etnomuzicologul Julien Tiersot (1857-1936), in prefata studiului Notes d'ethnographie
musicale (1905-1910): ,,Muzica popoarelor indepirtate in spatiu n-are aceleasi drepturi cu cea a
popoarelor indepartate in timp?” [12, tr. n.].

Muzica lui Arvo Part se inscrie in generozitatea exprimata de Muzica celuilalt, in nevoia
justificatd de reintoarcere a comunicarii, la comuniune. Baudrillard atrage atentia asupra faptului ca nu
se poate trai in comuniune, c¢i doar intr-0 comunicare — ,,[...] formd moderna, tehnica si aseptizata a
comuniunii este comunicarea, contactul”

S e & e B T
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,é"‘”\'i)- == SEprrr = "Iiz]_:é = ' urmitoarea: Dacd ne gandim la forma,
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[ l N ~x de poartd. De nu vei trece prin ea, atunci
& =—% ;0’\% A E === J==—=F  nu vel intra acolo. Asadar, aceasta e
forma [10, p.78]. Un exemplu din creatia
f(g,‘» =SS s ———=————= lui Arvo Pirt, ar putea fi cea dedicata
P ,cazului  Tarkovski”: un  ostinato
f{%*‘" = = = —=—— tintinnabular,  precumpanitor  intre
. addancuri §i inalgimi. Impresionat de
[ &° - = = 25 = == St = ' exilul aceluiasi mare regisor, in 1987, la

un an dupa moartea lui Tarkovski, Arvo

Part 1i dedica piesa Arbos.
Desi creatia lui Arvo Part e mult mai numeroasa, cu aceste douda exemple, m-am oprit in mod
deosebit asupra ideii de minimalism — comuniune. In creatia sa, sunetul rimane doar un termen de
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comparatie fata de care intelegem linistea si tacerea. Minimalismul siau inseamna gestul generos, crestin
si imaterial ca ,,acel nimic din care Dumnezeu a creat lumea” [10, p.68].

In Franta secolului XIV, apare Le Roman de Fauvel, atribuit lui Gervais du Bus (istoria unui
magar care-si va Insusi casa stapanului, - 0 criticd adusa coruptiei care a cuprins biserica si sistemul
politic). Implozivul incepe cu acronimul celor sase naravuri: la Flatterie (lingusirea), 1'Avarice
(zgarcenia), la Vilenie — «U»y tipografiat cu V (infamia), la Variété (inconsecventa), I'Envie (pofta) et
la Lacheté (lasitatea). Le Roman de Fauvel 1i va inspira compozitorului Philippe de Vitry (1291-1361),
o frescd muzicald in spiritul Artei Noi (Ars Nova) al cirei teoretician este, aldturi de Jehan des Muris?.
»Iscoditor al naturii” [15], dupa cum il numea Petrarca, Philippe de Vitry, in tratatul sau, Ars nova
(1322), face urmatoarea afirmatie demna de modernismul secolului XX: ,,Muzica numita falsa, nu este
catusi de putin falsad; din contra, ea este corecta si necesara” [15, p.408].

Cum se realizeaza relatia sunet—cuvant in motetul sau, La mesnie fauveline?

La mesnie fauveline Curtea fauvelind

La mesnie fauveline Neamul lui Fauvel

Qui a mau fere s’encline Care este dispus sd faca rdau
Volentiers et de legier, De bunavoie si necugetat,
Car ainc a autre doctrine, Pentru ca alti doctrindg n-are,
Science ne dicipline Nici stiinta sau disciplind,

Ne deigna soi asegier Consideratd Adevarata...

A devoir aperceii... [tr.n].

Abundenta narativa, politextualitatea determind scriitura polifonica; motivul muzical este o
izometrie de natura prozodica; cuvantul — le mot este implozia, iar forma, (continutul sedimentat) este
motetul.

Un alt exemplu, din timpul perioadei Ars Nova, care a fascinat, mai ales compozitorii francezi
postwebernieni, este rondoul, farad forma de rondo, Ma fin est mon commencement al lui Guillaume de
Machaut. Caracterul aforistic al textului, chiasmul [16] ca figura de stil antitetica (Ma fin est mon
commencement / Et mon commencement ma fin) confera acestui rondo formi ciclica de palindrom. intre
cele 22 de rondouri la doua, trei si patru voci, rondo-ul, Ma fin est mon commencement, se retine prin
retorica sa care-1 apropie, dupa opinia lui Pierre Boulez, de creatia franceza postweberniana: ,,[...] si care
si mai mult, este cantat pe un text care dezvaluie cheia rebusului, ca si cum muzica ar vorbi pentru a se
defini ea Insasi, suficientd siesi™:

2 Johannes de Muris sau Jean des Murs, formele Jean des Murs si Jean de Meurs apartinind documentelor tarzii,
savant, matematician, astronom, nacut in tinutul Lisieux (1290 — 1350/5). in 1319, redacteaza Ars novae musicae
[14].

31...] et qui de surcroit est chanté sur un texte livrant la clef du rébus comme si la musique « parlait », pour se
définir elle-méme dans son autosuffisance : « Ma fin est mon commencement, et mon commencement ma fin / Et
teneure vraiment se rétrograde ainsi. » Larousse Encyclopédie, article Guillaume de Machaut ou, Guillaume de
Machault [17].
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Mes tiers chans trois fois seulement Cintarea mea-ntreita, de trei ori
Se retrograde et einsi fin. Se intoarce si astfel s-a sfirsit [tr. n.].

Ma fin est mon commencement
Guillar

In aceasta creatie a lui Guillaume de Machaut, rondoul este o abstractiune, iar semnul imploziv al
revenirii este recurenta — consecinta figurii de stil poetice: ,,Grija de reafirmare, din timp in timp (pentru
a evita dispersia sentimentului tonal), un acord cu stabilitate pronuntata e poate, la originea acestei fraze
muzicale punctate, frazate, decupate cu ceea ce Pierre Boulez numeste clausules harmoniques™. Prin
clausules harmoniques putem intelege formule cadentiale si entitati armonice, sau, dupd cum preciza
Jacques Chailley, in acelasi articol, poate pentru prima data in istoria muzicii, ne aflam in fata unor
,.blocuri armonice” care nu sunt rezultanta ocazionala a liniilor contrapunctice.

Din motivul ca sentinta aforistica (dimensiunea narativa), irizeaza categoriile sintactice: monodia
(componenta polifonica), polifonia (trei voci), omofonia (,,blocuri armonice”, clausules harmoniques);
printr-un artificiu, poate fi prezentd si heterofonia [Etepog. heteros — diferit], prin insasi recurenta
melodica. Tot Pierre Boulez afirma ca, ,,Webern, prin Debussy, combate retorica mostenita, in vederea
reabilitdrii puterii sunetului™ [trad. n.]. Astfel ca, in Simfonia, op.21, creatie din 1928, Pierre Boulez
remarci aceeasi recurentd intilnita in sec. XIV, la Guillaume de Machaut [18].

Ex.2. A. Webern — seria din Simfonia, op.21

)

y.a —o be * o o " —
w,:;

Daca in rondoul lui Machaut, rondoul este recurenta, in creatia lui Webern, pe langa seria
recurenta, transpare ideea de intoarcerii la sunetul pur, prin descarnarea melodica i izolarile politimbrale.
Pentru Webern, propria sa estetica este deviza Non multa sed multum, scrisa ca dedicatie lui Alban Berg,
pe coperta celor ,,Sechs Bagatellen, 0p.9” (1913). In prefata aceleiasi creatii Arnold Schonberg, vorbind
despre aceasta creatie, defineste implozivul webernian astfel: £ cu atdt mai mult sa pledezi in favoarea

4 LAROUSSE Dictionnaires de Francais, article GUILLAUME DE MACHAULT: Le souci de réaffirmer de temps
en temps (pour éviter la dispersion du sentiment tonal) un accord a la stabilité prononcée est peut-étre a l'origine
de cette phrase musicale ponctuée, phrasée, découpée par ce que Pierre Boulez appelle des «clausules
harmonigues» [17].

5> Webern, a travers Debussy, réagit violemment contre toute rhétorique d'héritage, en vue de réhabiliter le pouvoir
du son [18].
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conciziunii acestor piese, cu cdt concizia insdasi pledeaza in favoarea lor. Imaginati-va cdta sobrietate e
necesara pentru a fi scurt. Dintr-o privire poti face un poem, dintr-un suspin, un roman. Dar ca sa exprimi
un roman printr-un singur gest, o fericire intr-o singurd respiratie, o astfel de concentrare nu e posibild
daca nu excluzi, intr-0 anumitd mdsurd, sentimentalitatea [19, p.109, trad. n.]. Excluderea intr-o anumita
masura, a sentimentalitatii la reprezentantii neoclasicismului vienez, nu este o dezumanizare, ci un strigat
profund uman intr-un anumit moment al istoriei, acea constiinta riguroasa a non-identitatii (Theodor
W. Adorno) urmata de un refugiu estetic In infrastructurile sonore.

Ce spun zgomotele organizate (cuvintele) despre motiv si forma? Sunt doud notiuni care se
suprapun? Amandoua constituie monada in care motivul continua sa fie ,,fugitivul, tranzitoriul”, iar forma,
fara a fi ,,eternd” si ,,imuabild”, va fi doar ,,sedimentarea” vremelnica a motivului in propria sa ,,uzura”.

Motivul nu mai e sunetul, ci cautarea lui, iar forma raméane o redimensionare semnificativa a
acestei latente formale.
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In mai 2017 compozitoarea Irina Oddgescu-Tutuianu a implinit frumoasa virsti de 80 de ani!
Reprezentantd a unui modernism de factura moderata, in sensul realizarii unei sinteze intre vechi si nou, a unui
echilibru intre traditia simfonica si principiile folclorului romdnesc, Irina Odagescu-Tutuianu a abordat aproape
toate genurile muzicale. Din lista cu cele aproximativ 80 de opusuri lipseste opera, in timp ce domeniul muzicii
corale este puternic reprezentat. Compozitoarea continud traditia corala clasica romaneascad, cizelandu-si un stil
personal in care introduce intonatia folcloricd, determindnd un limbaj modal asociat cu ritmuri asimetrice.
Personalitatea sa creatoare se distinge printr-o tehnica solida de compozitie, o gandire melodicd modald cu ample
dezvoltari armonico-polifonice, o subtila cunoastere a orchestratiei si a conducerii vocilor umane, dimensiuni
innobilate de o expresie directd, spontand, patrunsa de sinceritate.

Cuvinte-cheie: Irina Oddgescu-Tutuianu, compozitoare, modernism de facturd moderatd, traditie corald,
intonatie folclorica, factura ritmica

In May 2017 the composer Irina Odagescu-Tutuianu reached the beautiful age of 80 years!
Representative of a modernism of a moderated persuasion, within the meaning of making a synthesis between the
old and the new, balance between the symphonic tradition and the principles of the Romanian folklore, Irina
Odagescu-Tutuianu has approached almost all the musical genres. From the list of about 80 ops, opera is missing,
while the choral music field is heavily represented. The composer continues the classic Romanian choral tradition,
in which she introduces the folkloric intonation, determining a modal language associated with assymetric
rhythms. Her creative personality is distinguished by a solid composition technique, a modal melodic thinking
with ample harmonic-polyphonic developements, a subtle knowledge of orchestration and effective conduct of the
human voices, dimensions ennobled by a direct and spontaneous expression, penetrated by sincerity.

Keywords: Irina Odagescu-Tutuianu, composer, modernism of moderated persuasion, choral tradition,
flokloric intonation, rhythmic structure

In luna mai 2017 Irina Odagescu-Tutuianu a implinit frumoasa varstai de 80 de ani.
Compozitoarea face parte dintr-o generatie stralucitoare, avandu-i ca exponenti pe Mihai Moldovan,
Liviu Glodeanu, George Draga, Nicolae Brandus, Corneliu Dan Georgescu, Octavian Nemescu, Vasile
Spatarelu, Anton Zeman, Corneliu Cezar si altii. Inca din perioada post-enesciani s-a remarcat ca
reprezentantd a unui modernism de facturd moderata, in sensul realizarii unei moderatii Intre vechi si
nou, a unui echilibru intre traditia simfonica si principiile folclorului romanesc, opusurile ultimei
perioade purtand marca aleatorismului si neomodalismului.

Personalitatea sa creatoare s-a distins prin doua trasaturi pregnante si aparent contradictorii: pe
de o parte, o expresivitate riguroasd, masiva, puternicd, manifestatd in solicitarea ansamblurilor
simfonice ample, unde instrumentele de percutie sunt de mare importanta si, pe de alta parte, o maniera
de exprimare complet diferita care alterneaza cu cea precedenta, caracterizata prin sonoritati dispersate,
o scriiturd largd, o mare economie de mijloace, dar cu originalitatea si ingeniozitatea solutiilor emisiei
sonore (ne referim Indeosebi la lucrarile sale vocale) care pretinde compozitiei o fortd de comunicare
remarcabild, aptd de a sugera cele mai diverse sentimente si stiri psihice. Acestea sunt cele doua
coordonate ale Irinei Odagescu-Tutuianu, cele doud fete care se combina intr-un mod personal,
asigurand opusurilor sale semnul autenticitatii.

Recunoasterea valorii creatiei sale a venit mai intdi pe plan national, cu premii ale Uniunii
Compozitorilor, Premiul Academiei Roméne, dar si pe plan international, castigand Medalia de argint
la Concursul de muzica polifonica de la Ibague (Columbia) in 1981 cu Balada pentru cor de voci
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feminine si un an mai tarziu Diploma si Medalia Concursului International de Compozitie de la Viotti-
Valsesia de la Vercelli (Italia) cu Sonata pentru vioard si pian, Premiul Zilelor Mondiale ale Muzicii
de la Graz pentru poemul coral De doi, Marele Trofeu la Concursul International Pacea Religiilor pentru
Tatal nostru. Aceste premii au confirmat nenumaratele succese in fata publicului, atat in tara cat si peste
hotare, in Europa, cele doud Americi si in Asia, acolo unde operele i-au fost prezentate (peste 300 de
concerte si spectacole). In competitii si in cronicile de concert s-a apreciat tehnica sa solidd de
compozitie, gandirea melodicd modald cu ample dezvoltari armonico-polifonice, subtila cunoastere a
orchestratiei, arta conducerii vocilor umane, dimensiuni innobilate de o expresie directd, spontana,
patrunsa de sinceritate.

Studiul stiintei muzicii a inceput pentru Irina Odéagescu-Tutuianu pe bancile Conservatorului
Ciprian Porumbescu din Bucuresti (1957-1963), unde mari nume ale invatamantului muzical romanesc
au ghidat-o: 1.D. Chirescu (teorie si solfegiu), Paul Constantinescu si Alexandru Pascanu (armonie),
Zeno Vancea si Myriam Marbé (contrapunct), Tudor Ciortea (forme muzicale), Alfred Mendelsohn si
Tiberiu Olah (compozitie), Anatol Vieru (orchestratie), Vinicius Grefiens (citire de partituri) si Emilia
Comisel (folclor). In anul 1964 a obtinut o bursi la Paris, dar oficialititile romane nu i-au permis
plecarea, urmand a se perfectiona in strainatate mai tarziu, la cursul de muzica moderna de la Darmstadt
(1972 si 1976) cu Yannis Xenakis, Karlheinz Stockhausen, Gyorgy Ligeti, Mauricio Kagel.

In activitatea sa componistica a abordat aproape toate genurile muzicale, de la ample partituri
vocal-simfonice la sonate pentru instrument solo. Din substantiala lista a opusurilor sale (aproximativ
80 de opusuri) lipseste opera, caci de scena liricdi compozitoarea nu s-a apropiat decat cu poeme
coregrafice. Pe lista creatiei sale se regaseste Chemarea pamdntului, oratoriu pentru cor mixt, recitatori
si orchestra, Passacaglia pentru orchestra, poemul simfonic Piscuri, Improvizatii dramatice pentru
orchestra mare, Momente — concertino pentru orchestra de coarde, poemul coregrafic Batalia cu facle
inspirat de panzele pictorului Theodor Aman, poemul coregrafic Cdantec inalt, Cetatea de pamdant —
compozitie vocal-simfonica pentru recitatori, trei ansambluri corale si orchestra, Tinerefe fara batrdnete
si viatd fara de moarte — poem pentru orchestra de camera si recitator, dupa basmul lui Petre Ispirescu,
Sonata pentru vioarad si pian, Melos — sonata pentru viold solo, Muzica pentru doud piane si percutie,
Variatiuni pentru pian pe o tema populara din Bihor, Passacaglia pentru orga.

Domeniul muzicii corale este puternic reprezentat, preocupdrile sale in aceastd directie
insumand o constanta. Irina Odagescu-Tutuianu continua traditia corald clasicd romaneasca, cizelandu-
si un stil personal in care introduce intonatia folclorica, determinand un limbaj modal asociat cu ritmuri
asimetrice. Madrigalul, poemul, suita, miniatura corala si tematica religioasa sunt prezente in creatia sa,
iar teza sa de doctorat, sustinuta in anul 2003, reprezinta o retrospectiva a creatiei sale corale, structurata
pe 3 sectiuni:

1. lucréri cu iz partial folcloric: Cdntdnd plaiul Mioritei, la romdneascad, Balada, La ivit de zori,
Despre pace, Diptic de ceremonie;

2. lucrdri mai elaborate, cu tentd modala: Pe nimb de vulturi, Numele patriei, Tatdl nostru,
Cdntarea patimirii noastre, Incantatii,

3. lucrdri de ample dimensiuni, foarte elaborate, cu scriitura moderna: poemele corale Oglindire,
Rugul pdinii pentru cor mixt, doi recitatori si percutie, dedicat Rascoalei taranesti din 1907, De
doi, Raddcini strabune, cantata corala Chemarea pamdntului, Simfonia corala Timpul
pdamdntului pentru cor mixt, recitatori si percutie.

Practicdnd in paralel analiza si cercetarea muzicologica, Irina Odéagescu-Tutuianu a fost
prezenta in revistele de specialitate cu studii, analize muzicale, tratate didactice, a fost invitatd la
conferinte si prelegeri internationale, la emisiuni radio si TV. Din anul 1967 si-a inceput activitatea
didactica la Universitatea Nationala de Muzica din Bucuresti, unde a predat disciplina Citire de partituri
timp de peste 40 de ani. In acelasi timp a condus sectia corali a UCMR, a fost Vicepresedinte al
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Asociatiei Nationale Corale din Romania, a facut parte din juriul Festivalului Tinerilor Dirijori de la
Craiova, stimuland creatia si interpretarea corald. Pentru bogata sa activitate Universitatea din Pitesti i-
a acordat titlul de Doctor honoris causa in anul 2008.

Din repertoriul curent al Corului Gavriil Musicescu al Filarmonicii Moldova din Iasi® face parte
rugaciunea 7atal nostru semnatd de Irina Odagescu-Tutuianu, lucrare ce a fost interpretata in diverse
concerte religioase si concerte de muzicd romaneasca, sub conducerea dirijorului Doru Morariu.

Scrisa inaintea complexei scene dramatice Rugul pdinii, miniatura corala Cantand plaiul
Mioritei dateaza din anul 1977. A fost compusa pentru cor de femei si pian, iar ulterior a fost aranjata
pentru cor mixt, fiind dedicatd dirijorului si profesorului Petre Craciun. Pe versurile lui Nicusor
Constantinescu, compozitoarea a creat un cantec frumos inchinat plaiurilor romanesti, intinderilor
dundarene si gorunilor ce implinesc vrerea strabunilor.

Din punct de vedere structural, piesa se desfasoara pe tiparele unei forme tristrofice complexe
cu repriza dinamica: ABAv.

Strofa A (m 1-33) = constructie bistrofica mica

— A (m.1-12) = perioada tripodica simetrica cu 3 fraze: a (m.1-4), av (m.5- 8) si av (m.9-12)

— Al (m.13-28) = perioada bipodica simetrica, al (m.13-20) si alv (m.21-28).

— complement cadential (m.29-33).

Strofa B (m.34-44) = constructie monostrofica

—al (m.34-39)
—b (m.40-44)

Retranzitie catre mi (m.45-46)

Strofa Av (m.48-79) = repriza dinamica, dinamizarea realizdndu-se prin imbogatirea planurilor
sonore (adaugare de voci) si prin schimbarea planului tono-modal. Se pastreazd aceeasi structurd a
strofei expozitive.

Cele trei strofe sunt delimitate la nivel agogic: Allegretto giocoso, Meno mosso maestoso, A
tempo. Prima strofa are un caracter deschis, debutand in tonalitatea lui mi minor si cadentand in fa major,
cea de a doua strofa evolueaza din re bemol major catre la major, iar stofa a treia reia cadrul tonal initial.

Materialul tematic debuteaza cu unisonul vocilor feminine si are o puternica pregnanta ritmica,
derulandu-se pe baza alternantei masurilor 5/8+7/8+7/8+5/8. Usoarele desprinderi din unison fac sa
rasune acordul treptei intai cu imprimarea clard a cadrului tonal.

Ex.1. Voci feminine

nf Alegretto giocoso
3= K | WL

Ne’am nds-cut in ani de floa-re pe'a-le mi-o-ri-tei  pla-iuri  un-de sal-ta ca-tre soa -re

Tril de cio-car-lii si na-iuri  un-de sal -ta ca-tre soa -re tril de cio-car-lii si na-iuri

Ascensiunea sopranelor intensificd planul dinamic pentru ca intrarea intregului ansamblu coral,
prin intrarea vocilor barbatesti, s aduca apoi surpriza lui subito piano. Sopranele nu renunta la
suprematia melodicd, fiind secondate de catre tenori, timp in care mixtura alto—bas realizeazd un

& Din Corul Gavriil Musicescu face parte si semnatara articolului de fati.
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acompaniament pe o pedala ritmica. Acest ostinato, precum si secventarea motivului sopranelor suscita
o crestere treptatd a intensitatii de-a lungul unei fraze de larga respiratie.

Scriitura omofona alterneaza cu tratarea polifonica, cum este acel fugatto din masurile 25-28.
Imitatia liberda se realizeaza pe un traseu descendent, care imbogiteste imaginea sonorda si
concluzioneaza esenta tematico-lirica a primei strofe:

Ex.2. Moment polifonic:

y -f | " P | i ) |
! S 1 N Y N { l { 1 1 1 ]
=
D)) r—r Y i
T T T 1
1 5 1 Il 1
__}\-/
1 O 1 Il 1
T T T
! A A A
D e = e
7z N [@]) 1 i) Iv4 1
O 1y 1 ’V | 1

~\
fCaunréude a - pa Vi - e

Meno mosso maestoso al strofei mediane se afld in stransa corelatie cu Allegretto giocoso prin
inlocuirea valorii de patrime cu punct, cu patrime. Tempoul nu cedeaza prea mult, de aceea cantarea 1si
pastreaza factura ritmica si nu marjeaza doar pe expresia melodicd. Se renuntd la mersul schiopatat al
masurilor de 5/8, respectiv 7/8, iar noua stare emotionald, de meditatie, impune organizarea constanta a
formulelor ritmice 1n cadrul masurii de 4/4. Acumularea de tensiune implica deschiderea vocilor caitre
acut, divizarea vocilor si cresterea dinamica, atingdndu-se punctul culminant al intregii lucrarii pe
acordul lui fa major in fortissimo (masura 40). Din substanta poetico-muzicala a sectiunii secundare este
extrasa formularea necesara titulaturii acestei lucréri, readusa ulterior in coda.

A tempo indica inceputul reprizei, ce aduce un nou text poetic. Usoare modificéri apar si la
nivelul textului muzical; motivul sopranelor si al altistelor se aseazd pe armonia de cvintd ,,goald” a
vocilor barbatesti (mi-si), adancind coordonata modala a materialului muzical, iar ulterior sopranele si
tenorii sunt decalati polifonic. Momentul de fugatto este esentializat, caci demersul polifonic implica
participarea vocilor feminine si a basilor.

Pauza generald face trecerea citre coda, moment in care miscarea este identicd cu tempoul
strofei B. Cantarea se stinge intr-o nuanta scazuta, iar ultimele acorduri de mi major propun o intonare
abia sesizabila (perdendosi) cu mici asezari pe fiecare silaba a cuvantului, pentru a face textul inteligibil.

Ex.3. Chintesenta mioritica

B P  Poco meno mosso PP  perdendosi
4 gl n ¥ " n T } T T T T T T T 3 I
y 4% = 1 T 1 Il | Il T 1 1 T I — < - 1
1 fan ) r A Il 1 I ! _CFe = = = P I o ry {
[)) - - =
Can-téand pla-iul mi - o - ri - tei
hs P PP  perdendosi
P
1 fan ) r A I Il Il Il 1 Il Il I 1 Il i} Il Il & 1
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Can-tand pla-iul mi - o ri - el
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e e ————— Fet - |
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Lucrare compusa in urma cu 40 de ani, Cdntdnd plaiul Mioritei denotd o buna cunoastere a
resurselor vocale, o inventivitate melodico-ritmica, o imbinare a functionalitatii tonale cu elemente de
tip modal, o solida tehnicd de compozitie, in care scriitura omofona alterneaza cu elemente de polifonie
libera.

.in ceea ce ma priveste, eu pledez pentru o muzici a expresiei, noud prin tinutd si forma,
tragandu-si seva din inepuizabila comoard a cantecului popular roménesc” [1, p.41]. Animata de
frumoase ganduri, Irina Odagescu-Tutuianu a sustinut creatia muzicald roméaneasca, dezvaluindu-ne-o
astfel: ,,Astazi... muzicianul 1si gaseste motivatia de a fi in muzica sa, straduindu-se ca ea sa conchida
si sa realizeze maniera pe care o doresc oamenii acestui pamant, ea este destinatd multimii acestei tari.
Muzica sa va fi astfel intr-o perpetud determinare cosmicd, de o permanenta interiorizare, ea va fi o
balada, o oda, un cantec inchinat existentei linistite, umanismului. Astfel este si astfel trebuie sa fie
muzica unui romén, n totalitate devotat prezentului pe care il trdim, trecutului care succedem, viitorului
care va naste timpul muzicii sale” [1, p.45].

Referinte bibliografice
1. SARBU, C. Irina Odagescu-Tutuianu. in: Muzica. 1987, nr.6, pp.13-16.
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The aim of current article is not to provide a psychological explanation of human reaction to the music,
but rather to follow the idea of music phenomena explanations throughout time. It encompasses three main
aspects: human perception, certain music elements, and historical transformations based on the evolution of music
theory. These aspects are illustrated through the subjective and objective features of perception. Music elements
are described the way they were explained by several remarkable theorists throughout time. The elucidation of
some aspects of perception in music occurs via different interpretations that theorists provide as the basis of
historical evolution of musical thinking and understanding.

Keywords: music perception, music evolution, music elements, music theory, history of theory

Scopul articolului de fatd nu este de a oferi o explicatie psihologicd a modalitatii umane de a reactiona
la muzicd, dar, de a urmari cum a fost explicat fenomenul muzical pe parcursul timpului. Drept bazd servesc trei
aspecte principale: perceptia umand, elementele muzicale §i transformarile istorice in urma evolutiei teoriei
muzicii. Acestea sunt analizate prin prisma trasdaturilor subiective si obiective ale perceptiei. Elementele muzicale
sunt descrise asa cum erau interpretate intr-o anumita perioadd istorica. Elucidarea unelor aspecte ale perceptiei
in muzicd rezultd in baza acestor interpretdri, care servesc drept punct de pornire a evolutiei si intelegerii gandirii
muzicale.

Cuvinte-cheie: perceptia muzicald, evolutia muzicald, elemente muzicale, teoria muzicii, istoria teoriei

Perception had always played a crucial role in music, because it is connected with the way in
which the man perceives, experiences, or reacts to specific information — sounds. All sounds are
organized temporally in a particular manner and possess certain characteristics, such as pitch, timbre,
and intensity. However, the truth about sounds and music is the strong connection with the laws of
physics, natural laws of human perception, and their limits. As everything in this world, music has
evolved and changed due to circumstances, and based on the level of human understanding. While the
nature with its tremendous diversity has a conservative property derived from its cyclic evolution,
human nature always seeks changes, because everything becomes in a relatively short time “used, old,
or boring”. Therefore, there is a continuing research to find something new, or else, a different way to
look and explain the same phenomena — what is heard and how is heard. The history of music theory
allows us to acknowledge how music developed in time, to see the evolution of music explanation, and
realize the perception features.

The aim of this article is not to provide a psychological explanation of human reaction to the
music, but to follow the idea of music phenomena explanations throughout time. 1 will focus on
extremities: the subjective and the objective aspects of perception. While the subjective aspect belongs
to hermeneutics, in other words to beliefs, the objective facet is an adherent of rhetoric, with its need to
organize and classify elements which constitute music and giving them a rational explanations.

The subjective aspect is the most controversial due to a huge diversity of possibilities to
understand music. For instance, one of the most notable roles is held by religion, providing the
organizational law for both, spiritual and social life for many centuries. Therefore, under its aesthetics
music knew the approach of dedication to the God and had to serve religion’s values. Another side of
subjective aspect is the taste, probably the most arguably, because it is entirely based on each person
experience and identity. In fact, there is no absolute truth about what is right, there is no good or bad.
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Every culture possesses its own representation of what music is, a “map”” of the domains of inquiry and
the relations between these domains [1, p.27].

Whereas the subjective aspect is omnipresent in music, | would prefer to focus on objective
features without disregarding subjective interpretations. The main reason is that the subjective beliefs
create a predisposition that more or less, influences the perception. Music elements themselves exist
without any judgment, as part of the nature; therefore, it is always the question how human perception
interprets them.

The rhetoric facet offers the possibility to rationalize music phenomena. Many theorists
mentioned the role and the importance of the experience in music, as a consequence of how music
influences the man. The following chart offers a classification based on gradual layers through which
perception acts:

Result — Experience

Understanding — What is understood?

Effect

Background — Memory — Taste

Performance — Hearing

The layers above are — “filters,” through which music is processed and which directly lead to
the result of perception. The process of hearing results into the next level, where background, memory
and taste influence the result — the effect. Further, in strong connection with all previous factors,
something is understood and there is an individual way for that as well. Finally, the result and experience
is both, subjective and objective, a point where the music acquires meaning.

Doris Stockmann [2] presents the “chain of communication” for folk music, from a
psychological perspective:
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This chart above illustrates in a complex manner all possible processes, including modern
possibilities of processing the sound, starting from oral tradition and including both, acoustic world and
technology. This chain of communication comprises both, the subjective and the objective, although it
elucidates a modern, scientific explanation of perception phenomena.

In order to understand how perception has arrived at such complexity, it is important to bring
light on some aspects of perception from ancient time and on. Based on available documents, ancient
thinkers are the first ones who have described their musical understanding based on universal,
astrological concepts. Most famous is Pythagoras universal explanation of intervals, as one of the music
elements:

® Pythagorean view of the universe, in musical intervals. From Sir John Hawkins 4
General History of the Science and Practice of Music, 1(1853; reprint, London, Dover, 1963), 65.

One must acknowledge the ancient thinkers’ tendency to connect the music understanding with
the whole universe, as a significant part of this universe.

From the fifth century BCE until around 1800, rhetoric served as the most prestigious and
influential means of conceptualizing and organizing a language, and articulating how it can be best
effective, persuasive, and elegant [3, p.847]. During the ancient Greek period, Aristoxenus was the first
who theorize about musical motion. In explaining how the voice moves when singing melody, he
touches several times on a unique functional quality of notes — which he calls dynameis — determined
by their position within the tetrachord: “In respect of the magnitudes of intervals and the pitches of
notes, the facts about melody seem to be in some way indeterminate, but in respect of function
(dynameis), forms and positions they appear to be determinate and ordered” [4, p.180]. Aristoxenus also
divide music into three domains: pitch, rhythm and melody, by analyzing them based on observation of
musical practice. Thus, Aristoxenus reflects the empirical phenomenon of sounding music over the
disparate discourses of Pythagorean speculation and traditional metric respectively, and thus creates an
autonomous music theory subordinated only to a general systematics [1, p.28]. The idea of motion
nowadays is reflected through the five characteristics of energetics [5]:

thematization of “force” | — the idea of theme is based on various features

musical logic — the progress of events

centrality of form — how units are integrated into a dynamic whole
anti-historicism — the natural “law”, ignoring all extra-musical, social factors
cultural-ethical mission | — the sacred duty of rescuing and reviving musical culture

From another perspective, it necessary to point out the five classical parts of rhetoric, which
were established by the early Roman period (c.100 BCE):
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inventio — addresses the problem of developing ideas
dispositio — determine the linear ordering and arrangement of ideas
elocutio — is the source of style and expression

memoria and | —deal with aspect of performance, memory and delivery; is the technique of making
pronunciatio | the conceptualized oration persuasive to an audience

In connection with perception, these elements express a logical line of how the man understands
that a process needs to occur. This process was taken into music as well. Likewise, it is obvious the
analogy between the five traditional parts of the rhetoric and the five characteristics of energetics.

As a result, we can see the tendency to deal with something real, a “material” substance, rather
then be in the cage of speculative thoughts. Another interesting approach in connection with
psychological aspects of perception has been made in the early period. For example, Franchino Gaffurio
in De harmonia closes with the resonances of musical systems with virtue, the sense, and the
cosmological structure of the world, resonances reflected in the structure and disposition of his treatises
[6]. Athanasius Kircher explains the idea of Misurgia universalis [7]. In addition, he wrote two great
divisions of respectively seven and three books:

The nature of sounds and voice.

The music of Hebrews and Greeks.

The basic mathematics of harmony.

The division of the monochord.

The elements of composition.

Musical instruments.

Style, affect, and the relations of poetry and music.

Combinatorics and is application to the composition of music.

The magic of consonance and dissonance.

0. The correspondence of musica mundana to the harmonies of nature, the spirits, and the
universe.

RO NookrowdPRE

The melody had always been a strong argument that catches the attention. Therefore, it had
consistently concerned theorists. The word invented for a single melodic line — monody, was
formulated by the German theorist Wolfgang Caspar Printz (1641-1717) [8, p.162]. In connection with
the melody, we can follow many ramifications that led to focus the attention to elements such: tone
perception, intervals, modes, scales, or even compositional tools for writing a melody. Each of these
elements could be a subject for an individual research.

One of the prominent theorists, who were concerned about melody and tone perception, was
Johann Mattheson. He argued that music was a “mathematical science that demonstrates through
numbers the true difference and categories of sounds, and from which we can learn to compose the most
skilled and natural harmonies” [9, p.9-10]. For Mattheson musical judgment was important, rather then
the explanation of tones, intervals, through mathematical proportions. Likewise, the same question is
present nowadays in energetics, which has its core from the idea of motion: “The characteristic quality
of tones in music is change of various sorts: of location, frequency, amplitude, speed, duration, timbre
density, complexity and so forth” [5, p.930]. Johann Mattheson in Grundlage einer Ehren-Pforte
(Hamburg, 1740), p.230 states: I am absolutely convinced that mathematics must be a servant and
follower of music, and not the other way around, since mathematics is only a tool that belongs to things
in tantum, not in totum. Music can thus not be a part of mathematics. On the contrary, mathematics is
more properly a part of music, since its components and mechanisms are not the goal of music, but only
various means”. In other words, Mattheson tried to escape from that pure mathematical elaboration, and
to bring sensus [10] to the music and to compositional approaches as well.
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Another theorist, Zarlino, was interested in some characteristics of the melody mentioned before
— figurenlehre. Melody started to be analyzed from another perspective, on another level, where above
all, the main concern was its structure. The theorist who has described meticulously all melodic figures
is Joachim Burmeister, in Musical Poetics [11]. The idea was to segment the integral music line, in
orders to identify specific motions, which could be rationally identified and after being understood, to
be used in a specific context.

The next big step in music, that led to revision of music explanations and had a new impact to
the music perception, is the counterpoint era. The new challenge had arisen due to the fact that two or
more voices are dealing with a stronger implication of affective aspects. At the beginning, the most
important was to classify harmonic intervals and what was noticed is their ability to increase and release
the tension. Due to consonances and dissonances, harmonic sounds are able to awake a more strong
reaction to the music, by possessing the feature to create and solve an imaginary conflict. This new
approach of music explanation has become a problem of pedagogy as well. The main question was:
“how to hear?” and “what is heard?”. Fux’s Gradus ad parnasum is the best illustration for this idea.
Whilethe previous theorists were intended primarily to teach composers, Fux’s explanations can be used
by both, composers and listeners as well. Moreover, as a result, a larger horizon for music analysis and
interpretation become possible.

Another significant step, which deeply changed the music elaboration, was the concept of
tonality and harmony. In terms of perception, a huge, new revision brought a number of possibilities
and required new explanations. Tonality appeared as “the ground” on which music has given a new life.
In connection with the concept tonalite: “There have also been some basic theoretical disagreements
about whether its constituent musical elements are melodies or harmonies: however narrow the
definition given to the term, the domain of tonal music is enormous, diverse, and complex that one can
choose almost any combination of musical phenomena and theoretical principles as the basis for
discussion” [12, p.726]. An interesting perception is elaboratied by Francois-Joseph Fetis, for whom
theory and history assumed a commutative identity; each representing one leg of a larger dialectic
synthesized by an ideal that Fetis termed tonalite [13, p.37]. He also conceptualizes four terms:
unitonique, transitonique, pluritonigue and onitonique. All these terms have the meaning that is far from
modern perception of tonality. They are connected with a specific way the music sounds, and more
exactly with some temporality. At the same time, the ground was prepared for the exploration of the
harmony and recognition of chords, especially major and minor chords. The fundamental theorists of
harmony are: Heinrich C. Koch, who has based his theory on grundton and overtones that creates the
condition to realize the chords; and Jean-Philippe Rameau, who wrote two fundamental treaties that
opened a new era for the music.

The most important moment in evolution of perception is that it always went along with musical
changes, psychological changes, meanings, developments and so on, but, at the same time it was the
foundation for both, theoretical or practical aspects, either speculations or concrete analysis.
Nevertheless, the “forever question” remains open: do music theories, conceptualizations and
classifications offer an explanation for learning, or due to perception, they represent only a variety of
points of view from which anyone can choose what is more appropriate to fulfill an empty spot?
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Articolul se refera la mai multe aspecte generale legate de transcrierea lucrarilor academice pentru
acordeon, acest proces fiind tratat intdi de toate ca unul creativ, ce porneste de la viziunile artistice ale
compozitorului si ale interpretului. Sunt expuse obiectivele centrale ale transcrierii, cdt si particularitatile legate
de timbru, registru, facturd, ritm, dinamica s.a., evidentiind faptul ca la baza procedeelor tehnice ale transcriptiei
se afla echivalenta emotiva-conceptuald a factorilor de expresie muzicald a instrumentelor. De asemenea, Se
subliniaza si rolul pe care-l are autorul transcriptiei care, ca si compozitorul si interpretul, trebuie sd patrunda
in continutul emotional si conceptual al lucrarii originale §i sa o transcrie in forme noi, ce asigurd pdstrarea
continutului ideatic al acesteia. Din aceasta cauza transcriptia in formd scrisa obtine statutul unui text muzical
de sine statator, caci interpretul nu abordeaza textul original, ci lucrarea transcrisa.

Cuvinte-cheie: transcriere muzicald, acordeon, facturd, ritm, dinamica, timbru, registru

The article refers to several general aspects related to the transcription of academic works for accordion,
this process being treated first of all as a creative one, starting from the artistic visions of the composer and
performer. The central objectives of the transcription, as well as the peculiarities related to timbre, register,
texture, rhythm, dynamics, etc., are highlighted, emphasizing the fact that the technical-transcriptional procedures
are based on the emotional-conceptual equivalence of the instruments’ musical expression factors. It also
emphasizes the role of the transcriptionist who, as a composer and interpreter, must perceive the emotional and
conceptual content of the original work and transcribe it into new forms that ensure the preservation of its
ideological content. This is why the transcription in written form obtains the status of a self-contained musical
text, for the interpreter does not approach the original text, but the transcribed work.

Keywords: musical transcription, accordion, texture, rhythm, dynamic, timbre, register

Procesul creativ reprezinta un fenomen artistic in care rolul principal 1i revine compozitorului,
astfel, prin selectarea celor mai caracteristice intonatii, trecute prin prisma viziunilor artistice ale
autorului, sunt create imagini muzicale proprii, In care sunt reflectate lumea sentimentelor
compozitorului, epoca, coloritul national. Procesul de compunere a unei lucrari muzicale se incheie cu
scrierea notelor, insa aceastd actiune raimane nefinisata, in cazul in care opusul nu a fost interpretat si nu
a ajuns la ascultitor. In textul muzical se contine informatia despre impulsul creativ, gandirea artistica
a compozitorului, particularitatile stilistice, semantica etc. Ca urmare, persoana intermediard dintre
compozitor si ascultitor este interpretul, scopul céruia consta in redarea continutului lucrarii muzicale.
Este necesar ca interpretul sa fie in stare si redea informatia codificatd de autor. Un artist adevarat
poseda doud aptitudini importante — el este in stare sd perceapa continutul ideatic al lucrarii pe care o va
interpreta si, totodatd, posedd gradul de dificultate al tehnicii interpretative pentru a o executa.
Capacitatea de a sesiza ideea compozitorului deseori se imbina cu o alta aptitudine a interpretului, si
anume, cea de coautor, deoarece in procesul executdrii el improvizeaza, acest fapt considerandu-se a fi
o abilitate extrem de pretioasa a artistului-interpret.

Compozitorul isi realizeaza conceptul sau artistic intr-o anumita forma de expunere — vocal,
instrumental sau vocal-instrumental, fie pentru orchestra, instrument solo, etc., preconizand diferite
componente instrumentale sau vocale. Astfel, pentru interpretarea unei lucrari muzicale ample, destinate
pentru o componentd orchestrald, apare necesitatea transcriptiei, pentru a face posibild executarea
acesteia doar la un singur instrument. Transcriptiile nu inseamna libertate totala, ele, totusi, pastreaza
un sir de restrictii ce nu permit indepartarea maximala de la original.
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Obiectivul central al transcriptiei este legat de pastrarea si descoperirea continutului lucrarii
muzicale in conditiile transcrierii instrumentale noi. Reiesind din acest fapt, transcriptia trebuie sa fie
perceputd nu ca o munca tehnica, dar ca o modalitate a unui proces creativ de interpretare — interpretare
cu mijloace instrumentale. Fiind o modalitate de manifestare a procesului creativ si interpretativ,
transcriptia este legata de solutionarea a doud probleme ce apar in acest context:

1) revizuirea mijloacelor cu ajutorul carora se reda imaginea muzicala, in legatura cu faptul ca se
schimbd conditiile timbral-instrumentale,

ale instrumentului pentru care se efectueaza transcrierea.

Una din conditiile selectarii lucrarilor muzicale pentru transcriptii sunt cerintele ce se refera la
pistrarea celor mai importante trasaturi ale originalului, deoarece nu fiecare lucrare, fiind
transferata in alte conditii timbral-instrumentale, pastreaza in egala masura conceptul ideatic initial.

Factura. Toate schimbadrile care apar in procesul transcriptiei se refera in mare parte la factura.
Redimensionarea facturii integral sau a unor componente ale ei este legata de necesitatea pastrarii
trasaturilor sonoritatii reale a lucrarii in conditiile instrumentale noi. La transformare participa mai multi
factori ai expresiei muzicale (dinamica, ritmica, apogiatura, timbrul etc.), care au un rol esential 1n
pastrarea corespondentelor imaginilor muzicale. Procesul de realizare a transcriptiei se bazeazad pe
similitudinea functiilor Indeplinite de diferite mijloace de expresie precum:

Dinamica, conform careia este reglat gradul de intensitate si ascensiune/descrestere a sunetelor,
avand un rol decisiv in crearea caracterului emotiv al muzicii. Dinamica contribuie la scoaterea in
evidenta a contrastelor componentelor facturii. Si ritmica are un rol esential in crearea caracterului
lucrarii muzicale iar schimbarile ritmico-facturale genereaza anumite tensionari ale sonoritatii,
contribuind si la individualizarea vocilor. Apogiatura este extrem de importanta in crearea caracterului
diferit al melodiei si in atingerea diverselor grade de sensibilitate sau profunzime a sonoritatii. Registrul,
ca si celelalte mijloace, are un caracter deosebit de important in redarea caracterului muzicii, pentru
crearea diferitelor gradatii de tensiune, avind si un anumit impact in arhitectonica lucrarii muzicale.

Timbrul. Una din principalele probleme in procesul de transcriptie se refera la timbru. Se stie,
ca 1n diferite stiluri, in speciile adiacente muzicii instrumentale si in anumite creatii, functiile timbrale
sunt diferite, unul din motivele diversificarii functiei timbrale fiind rolul inegal al acestuia in formarea
imaginii muzicale. Un exemplu 1n acest sens poate servi muzica lui J. S. Bach, unde arta contrapunctului
are o pondere majord comparativ cu factorul timbral. In procesul transcrierii, creatia in care functia
timbrului este echivalenta cu cea conceptuala isi pierde coloritul initial si din aceasta cauza se pierd cele
mai esentiale laturi ale ideii initiale. In alte creatii, unde timbrul nu poarti o functie cu o pondere majora,
fiind redat cu ajutorul mijloacelor instrumentale, apar unele aspecte noi ce contribuie la relevarea
semanticii lucrdrii muzicale transcrise, si prin aceasta nu diminueazd cu nimic valoarea artistica a
acesteia.

Astfel, selectarea opusurilor pentru transcriptie poate fi conditionatd de asemandrile dintre
sonoritatile instrumentelor, iar In cele mai dese cazuri, autorii opteazd anume pentru acest tip.
Transcrierea pentru instrumentele care au o sunare timbrald specificd, ce diferda mult de instrumentul
original, este mai complicata, deoarece cautarea unei facturi comode pentru instrumentul nou solicitd o
mai mare atentie si perspicacitate, autorul transcrierii urmand sa selecteze echivalentele mijloacelor de
expresie. Ca urmare, diferentierea specificului timbral-instrumental nu poate fi un impediment in
selectarea lucrarilor muzicale pentru a fi transcrise, dar necesitd o mai mare creativitate si dibacie in
cautarea mijloacelor cu ajutorul cirora ele pot fi realizate. Evident, in cazul in care aseméanarea timbrala
este mai apropiatd, autorii Intdmpind mai putine dificultati. Inegalitatea functiei timbrale, in diferite
stiluri si specii ale muzicii instrumentale, devine cauza aparitiei unor indoieli Tn momentul selectarii
creatiei muzicale pentru transcriptie. Autorul transcriptiei trebuie sa tind cont de corelatia factorilor ce
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existd 1n arta muzicala: irepetabilitatea timbrala, legdtura organicd cu complexul intonational-sonor si
posibilitatea redarii variate a conceptului artistic al autorului.

Instrumentele solistice au un arsenal enorm de mijloace expresive si tehnice pentru redarea celor
mai diverse dispozitii si caractere muzicale. In interpretarea solistica potentialul mijloacelor de expresie
artistici se descopera mult mai amplu decdt in interpretarea orchestrald. In muzica solistica-
instrumentald o Insemndtate majord o au nuantele timbrale din interiorul sunérii omogene a fiecarui
instrument, ca un mijloc important pentru atingerea scopurilor unei realizari artistice de calitate. Aici
timbrul indeplineste functia de jonctiune si se plaseaza pe prim-plan ca o forma de consolidare a unui
material tematic determinat. In transcriptie, lucrarea integrali se transfera intr-o noud sfera timbrala si
contrapunerea timbrald nu joaca rolul decisiv, din acest motiv transcriptia unei lucrari compuse pentru
un anumit instrument solo este cu mult mai favorabila si fara riscul de a se deforma continutul lucrérii,
comparativ cu opusurile scrise pentru orchestra.

Totusi, timbrul este doar unul din componentele complexului de mijloace interpretative ale unui
instrument muzical. Elementele decisive in crearea imaginii conceptuale integrale a lucririi transcrise
se refera in mod special la mijloacele realizarii instrumentale in general, ce tin de capacitatea
instrumentelor de a se adapta la redarea caracterului diferit a melodiilor. Pentru redarea intregului
complex al aspectelor muzical-artistice a unei opere muzicale, autorul transcrierii mai intdi o va
conceptualiza extrem de atent si va atrage atentia si la alte mijloace de expresie importante cum sunt
plasticitatea si mobilitatea agogicd si dinamica, care au un rol mult mai important decat timbrul, in
interpretarea expresiva.

Din cele expuse mai sus putem concluziona ca importanta mijloacelor de expresie in transcriptia
muzicald se referd la crearea conceptiei artistice si a caracterului muzicii cat si la contrapunerea
gradatiilor sonore. Anume pe acestea se bazeaza echivalenta emotiva-conceptuala a limbajului muzical
din transcriptii.

Echivalenta emotiva-conceptuald a unor factori de expresie muzicald se afla la baza
procedeelor tehnice ale transcriptiei. Spre exemplu: atingerea efectelor dinamice necesare cu ajutorul
mijloacelor facturii (marirea densitatii sau, din contra, rarefierea tesaturii) autorul transcrierii va depista
formele adecvate de jalonare a sunetului prin revizuirea apogiaturii; evidentierea vocilor prin mijloace
instrumentale cat si prin schimbarea componentelor facturii ce nu corespund specificului instrumentului
pentru care se face transcriptia.

Introducerea unor procedee de transcriptie trebuie sa reprezinte rezultatul revalorificarii
factorilor expresivitatii muzicale a lucrarii ce poate fi utilizat tindnd cont de specificul instrumentului
nou (spre exemplu, factura poate fi divizata in doua nivele: melodia expusa la vocea de sus si
acompaniamentul format din figuratii armonice, la acordeon aceastd pedald mecanica poate fi inlocuita
cu acorduri de durata lunga).

in procesul transcriptiei trebuie de luat in consideratie faptul ca mijloacele de expresie in muzica
sunt menite pentru redarea emotiilor. Fiecare mijloc de expresie oferd un anumit efect emotiv, asa, spre
exemplu, miscarea ascendentd a melodiei este legatda de tensionarea fundalului emotiv, iar miscarea
descendentd, invers — de atenuarea acestuia. In dependenti de conceptul lucrarii originale si
pastrate fard schimbdri, iar altd parte poate fi variabila — ca urmare, pot apérea noi tipuri de factura.
Componentele neesentiale ale facturii ce nu corespund specificului instrumentului pot fi omise in
transcriptie. Cautarea mijloacelor de expresie necesare pentru redarea continutului muzical in conditiile
noi de transcriptie se axeaza pe esenta intonationald a muzicii, posibilitatea instrumentelor de a se adapta
la continutul divers al lucrarilor muzicale si specificul instrumentului.

Actiunea factorilor timbrului si adaptarii instrumentului la caracterul melodiei, dupa cum si
nivelul de influenta a specificului sundrii instrumentului asupra imaginii muzicale permanent variaza,
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fiind tratat in fiecare caz aparte intr-o noua calitate. Schimbarea timbrului, inlocuirea instrumentului,
totodata pastrarea conceptului artistic, fara indoiald aduc spre schimbarea mijloacelor de realizare a
conceptului artistic la instrumentul nou, adica adaptarea lucrarii muzicale la alte conditii instrumentale
trebuie si aduca la schimbari orientate spre pastrarea conceptului creatiei muzicale. In ajustarea
originalului la conditiile specifice ale unui alt instrument, autorul transcriptiei revede toate mijloacele
de realizare instrumentala a conceptului compozitorului. Astfel, calea parcursa de la conceptul
compozitorului spre interpret se mareste inca cu o treapta — textul de note al transcriptiei. Textul nou
trebuie sa reflecte intocmai intentiile compozitorului si anume, interpretarea instrumentala distinsa, dupa
cum si cunoasterea multilaterald a specificului instrumentelor.

Autorul transcriptiei indeplineste si functia de compozitor, si cea de interpret — ca si
compozitorul, acesta se patrunde de continutul emotional si conceptual al lucrarii originale si o transcrie
in forme noi, ce asigura Insa pastrarea continutului ideatic al acesteia. Din aceasta cauza transcriptia in
forma scrisd obtine statutul unui text muzical de sine statator. Ca urmare, interpretul care lucreaza asupra
creatiei, uneori nu se mai adreseaza la textul original al lucrarii muzicale.

Ca interpretator, autorul transcriptiei trateaza creatia detaliat in corespundere cu nivelul sau
cultural si in conformitate cu propria percepere a stilului. Prezenta elementului creativ este necesara
pentru a efectua o transcriptie, deoarece in lipsa acestuia, interpretatorul nu va putea sa redea continutul
ideatic-emotiv al creatiei muzicale si atunci procesul de transcriptie se va transforma doar intr-o simpla
transcriere a notelor. Ar fi de dorit ca autorul transcriptiei sa posede un stil propriu, 0 maniera
interpretativa individuald, mijloace indragite, de aici reiese ca trebuie sd posede si capacitatea de a
in acest caz transcriptia poate deveni un proces creativ de reconsiderare a continutului muzical al creatiei
originale, ce permite largirea hotarelor in privinta stilurilor.

Daca in procesul transcriptiei se pastreaza continutul artistic al lucrarii muzicale redat printr-un
complex de mijloace de expresie, atunci atenuarea diminutiva a fundalului emotiv din cauza schimbarii
timbrului, e permisa, evident in parametrii interpretarii creative. Reiesind din cele expuse mai sus putem
concluziona ca:

1. reconsiderarea creativa a mijloacelor de realizare cu conditia pastrarii continutului ideatic-
artistic al lucrarii muzicale si schimbarea expunerii materialului muzical tindnd cont de
conditiile instrumentale noi, trebuie sd devina esenta si specificul transcriptiei;

2. indeterminarea principiilor de baza a transcriptiei este necesar de a tine cont de urmatoarele
momente: a) imbinarea stabilitdtii elementelor structural-conceptuale cu mobilitatea
mijloacelor de realizare ce se contin in imaginea muzicald ca un complex integral; b)
diferentierea functiei timbrale in diverse stiluri, in domeniile adiacente ale artei
interpretative si in creatii aparte; c) interpatrunderea sferelor artei interpretative a
domeniilor adiacente pe baza esentei intonationale a muzicii; d) caracterul individual,
creativ al interpretarii interpretatoare cu mijloace instrumentale.

3. transcriptiei creative 1i sunt caracteristice: a) dezicerea de mijloace de realizare
instrumentala ce nu corespund caracteristicelor specificului instrumental nou; b)
imbogatirea lucrarii originale cu noi mijloace de expresie tipice pentru instrumentul pentru
care se face transcriptia.

Selectarea creatiilor pentru transcriptie este determinatd de compatibilitatea sonoritatii
instrumentelor, adaptarea (spre exemplu, a acordeonului) pentru redarea diferitelor caractere a muzicii
si capacitatea lui de expresie, corespunzator instrumentelor originalului. Preconizdnd o transcriptie,
trebuie s fii capabil de a inchipui auditiv lucrarea in conditiile instrumentale noi.

in incheierea articolului, expunem principiile de baza pentru efectuarea transcriptiei pentru
acordeon:
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1. Pastrarea trasaturilor stilistice si genuistice a lucrarii ce va fi transcrisa in conditii timbrale
noi ludnd in considerare modificarea inevitabila a facturii, corelatiilor de registru, uneori si a
apogiaturilor. Dorinta de a face sonoritatea transcriptiei cat mai interesanta nu trebuie sa afecteze sau sa
indeparteze autorii intr-o lume de imagini ce nu sunt reflectate in lucrarea autentica. Autorul transcriptiei
trebuie sa pastreze ideea compozitorului si totodata sa revada mijloacele de realizare a acesteia. Pentru
efectuarea procesului de transcriptie, autorul trebuie sa posede cunostinte fundamentale din domeniul
teoriei muzicii, de asemenea si capacitatea de a compune, si talent de interpretator.

2. Apropierea maximald a efectului fonic a transcriptiei de sonoritatea autentica intr-o noua
calitate, atat timbrala si in ce priveste tehnica interpretativa.

3. Corespunderea transcriptiei specificului instrumentului (acordeonului). La procedeele tehnice
orientate spre indeplinirea acestui principiu, se atribuie: atingerea efectelor dinamice necesare pe calea
ascensiunii densitatii tesaturii muzicale sau, din contra, rarefierea ei, revizuirea apogiaturii din lucrarea
originald, descifrarea pedalizarii (cu mijloacele specifice acordeonului), preschimbarea elementelor
facturii, polifonizarea tesaturii etc.

4. Comoditatea interpretarii creatiei muzicale permite concentrarea atentiei asupra pedalizarii
pe plan interpretativ, evitand problemele legate de aspectul tehnic. Notiunea de comoditate a devenit o
categorie istorica. Ea se schimba impreuna cu istoria dezvoltarii instrumentului si a interpretarii — ceea
ce Tnainte se considera o prerogativa doar a unor persoane, astizi devine accesibil pentru majoritatea
interpretilor.
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B.H. JIITOIUHCKUI U KHEBCKASI ILIKOJIA
(K 50-JIETHIO CO JHSI CMEPTH)

BORIS LYATOSHINSKY SI SCOALA KIEVEANA
(LA SEMICENTENARUL TRECERII IN ETERNITATE A COMPOZITORULUI)

B.N. LIATOSHINSKY AND THE KIEV SCHOOL
(DEDICATED TO THE 50 YEARS FROM HIS DEATH)

EJEHA 3UHBKEBUY,
JOKTOp XaOmimTaT, npodeccop,
HammonansHast my3bikasibHas akageMusi Y kpaudbl umenu [1.1. YalikoBckoro,
Kues, Ykpaunna

CZU 78.071.1(477)

In centrul articolului este situatd figura eminentului compozitor ucrainean Boris Nicolaevici Lyatoshinski
(1895-1988), fondator al simfoniei ucrainene si autor al unor importante lucrdi in cele mai diverse genuri. Autorul
accentueaza rolul pe care I-a avut Lyatoshinski in pedagogia muzicald — in clasa sa de compozitie s-au format
numerosi compozitori, acaesta fiind cunoscutd ca ,,noua scoald kieveana” sau ,,avandarda kieveana”. Acestia
sunt compozitorii L. Hrabovski, V. Hodziatsky, V. Silvestrov, E. Stankovych, care au continuat innoirea artei
muzicale, inceputa de Liatoshinski.

Cuvinte-cheie: muzica ucraineand, avangardd, Liatoshinski, Hrabovski, Hodziatsky, Silvestrov,
Stankovych

B yenmpe cmamvu — ¢ueypa evidarowezocs ykpaunckozo komnosumopa Bopuca Hukxonaesuua
JIamowunckozo (1895-1988) — pynoamopa ykpaunckoii cumponuu u cozoamens 3AMEYAMENbHBIX
NPOU3BEOCeHUTl 8 CAMbIX PA3HBIX JHCaAHpax. Axyenmupyemcs poiv JIamowuncko2o-nedazoza, 8 Kiacce KOmopozo
chopmuposanacs, K020pma KOMROZUMOPO8, U3BECHHASL OO HA36AHUEM «HOBAS KUCBCKASL WKONIAY UMY «KUEBCKULL
asaneapoy. dmo JI. I'paboscruii, B. I'oozaykuii, B. Cunveecmpos, E. Cmanxosuu, npodoaicusuiue obHos1eHuUe
VKPAUHCKO20 MY3bIKAIbHO20 UCKYCCMEA, Havamoe JIAmowuHcKum.

Knrwwuesvle cnosa. ykpaunckas mysvika, asaneapd, Jlamowwunckui, [Ipaboeckuti, [ 003saykutl,
Cunveecmpos, Cmankosuy

The article focuses on the figure of the outstanding Ukranian composer B.N. Liatoshinsky (1895-1988)
— founder of the Ukranian symphony and creator of splendid musical compositions in different genres. Emphasis
is laid on B.N. Liatoshinsky’s activity as a teacher in whose class was formed a host of composers known as ,,the
new Kiev school” or ,,the Kiev avante — garde”. Among them there are such great musicians as L. Hrabovsky,
V. Hodziatsky, V. Silvestrov, E. Stankovych who continued to enrich the Ukranian musical art started by
B.N. Liatoshinsky.

Keynwords: Ukrainian music, avante-garde, Liatoshinsky, Hrabovsky, Hodziatsky, Stankovych

B teuenue monroro BpeMeHH, Kak CIIPaBeIMBO OTMEYAIH Te, KTO He Oe3pa3iuyeH K cyapdam
YKPamHCKOTO HCKYCCTBa, TOJIBKO J[Ba TOJIOCA W3 XOpa YKPAWMHCKOW KyJNBTYpbl TOTYYHIIN
MEXIYHApOIHYI0 HW3BECTHOCTh: CKYJIBNTOpP AJeKcaHap ApXHUIIEHKO M pexuccep AJeKcaHap
JoBxkenko. Bee ocTansHoe, 0COOEHHO €l TOBOPHUTH 00 YKPAMHCKIX KOMITO3UTOPAX, «PaCTBOPSIIOCH)
B obmemM — HeauddepeHMPOBaHHOM MOHSATHH «COBETCKasi My3bika». Ceifuac cuTyarus, KOHEYHO,
n3MeHunacb. Ho mepBbIM, ube HMMsi ObIIO JIOOABIEHO K 3TOMY KpaTKoMy CIHCKY, Obul Bopuc
Huxonaeuu JISTOMIMHCKUH.

Mecro b. JIATONIMHCKOTO B YKPauHCKOM KyJIbType OYE€Hb 3HA4YMTENbHO. JUIg yKpaumHCKOM
MY3bIKM OH — TO e, yTo, yTo mis [lonmpmm — K. Illumanosckuii, b. baprok — mist Benrpuu,
JIx. OHecky — 1t PymbiHun. CBeTnas M My>K€CTBEHHAs JINYHOCTb, JISTOMMHCKUNA MTPOKII TPYAHYIO
*u3Hb (1895—-1968). OH He ObLT 00JIACKAaH COBETCKOW BJIACTHIO, 0OJICe TOr0, UMEHHO €r0 TBOPUYECTBO
ITOCTOSTHHO NTO/IBEPTaJIOCh TOHEHUSIM, TIOCKOJIBKY HE BIIMCHIBAJIOCH B y3aKOHEHHBIE paMKH COLIpEaIn3Ma.
Ero o6Bunsnu B ¢opmanuzme (u3BectHoe nocranosnenune [[K KIICC 1948 r.), B kocMoOIoIuTH3ME
(1949), kpuTHYECKOMY TIOHOIIIEHUIO MOABEpraauch ero Bropas cumdonus (1936) u Tperss (1951), ero
orepsl. Bo BpeMst mog00HBIX MONMTHYECKUX KamnaHui JIsTomuHckuii Ben ceds MyxecTBeHHO. OH He
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Kasijics, He 00eIan « ACTIPaBUTHCSI», 8 — HAIPOTHUB — 3alIHILal CBOH MMPOU3BEACHUS, OTCTAWBAI IPABO
MMETh CBOM CTHIIb, COOCTBEHHYIO TBOPYECKYHO MO3MIMIO’. Bo BpeMmeHa BceoOliel BHyTpeHHeH
HECBOOOIbI, OH OBIT a0COTIOTHO BHYTPEHHE CBOOOTHBIM YEIIOBEKOM.

Bricokoe uenoBeyeckoe TO0CTOMHCTBO, KOTOpoe ObLIO mpucyile JIaTommHckoMy, 6e3yCciIoBHO,
CTaJI0 OJHOW M3 MPHUYUH TOTO, YTO UMEHHO M3 €ro Kjacca BBIIUIM IJIaBHblE «OyHTapn» yKpPaumHCKOH
My3bik — B. CunbBectpos, JI. 'pabosckuii, B. ['og3sukuii. Ho, koHEUHO, MepBOOYEPEIHYIO POJIb
CBIIPAJIN B 3TOM TaJAHT, BEICOKHUI MTPOPEeCCHOHANN3M U OUIMHHBIN «eBpoIen3m» JIaTommHcKoro.

OH TBOpWIJ BO BCEX KaHpax (Cpeau ero mpowsBeneHuil 5 cuMQoHuH, 2 OIepsl, YBEpPTIOPHI,
MO5MBI, HHCTPYMEHTaJbHbIE aHCaMOJIM, XOpbI, POMAaHCHl M T.I.), M €ro TBOPYECTBO OKAa3aJo
CTUMYJIUPYIOIIEE BO3IACHCTBME HA IIyTH M CyObObl YKPaWHCKOH My3bIKH, B OCOOCHHOCTH
CcUM(OHIYECKOH:

— ero cuM(pOHMM 33JadH YKPAaWUHCKOMY CHMQOHH3MY «YCKOPEHHE», KOTOPOE BBIBEJIO
YKpPamHCKYI0 CUM(OHHIO Ha O0IIeeBPOIIEHCKUH YPOBEHB;

— HMEHHO JIATOMHCKUM «IIpOYepTUI» B YKPAaWMHCKOM MYy3BIKE JHHHUIO KOHLEMIIMOHHOTO
KOH(IJIMKTHO-IpaMaTHYECKOT0 CUM(OHM3Ma, CTaBLIETO BEAYIIUM B TBOPYECTBE YKPAUHCKUX
CUM(]OHHCTOB;

— JlaTOmMHCKWI pacupui apceHald IOATHKH YKPAaWHCKOH cuM(pOoHHMH, Tpeodpa3oBall ee
TUIOJIOTHIO, TOKa3aJI BO3MOXKHOCTh aTUIMYHBIX pemeHnid. Kaxnas cumdonus JIaTommackoro
— 3TO CIIOP C CAaMHUM COOOIA, CIIOp C KAHOHOM, CIIOP C MPEIBIAYIINM OITyCOM.

[Mourn Bcs xu3Hb Jlarommuckoro (¢ 1913 r.) cesaszama ¢ KueBom, rae oH y4wics B
yHHBepcuTeTe (OKOHYHI opuaudeckuii pakynsTeT B 1918 r.) 1 koHCcepBaTopru — B Kiacce P. [uepa
(oxorumn B 1919). Kak mpodeccop KueBckoil koHcepBaTOpMH OH BeN KIIACCHI KOMIIO3HUIIUU H
opkecTpoBkH. Cpeai ero y4eHHKOB, IOMUMO Ha3BaHHBIX, — Mropb banza (KoMno3uTop u My3bIKOBEN,
BIIOCJICICTBHA  HM3BECTHBIH CBOMMHU  (YHAaMEHTAIBHBIMH  HCCICJIOBAHUSAMH O  CIABSHCKHX
MY3BIKQIIBHBIX KYJNbTypax), komno3utopsl Urops [llamo, Bragumup 3aropues, Cestocnas KpyTukos,
Jlecs Hwruxo, Bnamumup ['y6a, u np. [locnenHumu cpeny ero BOCHMTAHHUKOB Obutd OcBajibaac
banakayckac, EBrenmii CrankoBnd um HMBan Kapabur, xoropsle mocie cmepTH JISTOIMHCKOTO
3aKaH4YMBaJIN KOHCEPBATOPUIO MO Kitaccy Mupocnasa Ckopuka.

Koneuno, He oauH JIATOMIMHCKUI NpeACTaBIsUlI B Te TOAbl YKPaMHCKYIO My3bIKYy. Ero
COBpEMEHHUKaMH U KoJieramu 1o padore B Kuesckoii koHcepBaTopuu 0butn Oummmm Kosunkwuii, Jles
Peyukwuii, Augpeit llltorapeHko u ap., Takke BOCHUTABIINE HE OJHO IOKOJICHHE YKPAMHCKUX
KOoMMo3uTopoB. Ho — moka3aTenpbHO, 4TO WMEHHO B Kiacce JIATOMIMHCKOTO 3apOofuics BHUPYC
aBaHrapza. JIATOIMHCKUN BEIUKOJIEITHO OPUEHTUPOBAIICS B COBPEMEHHOM €BPOINEHCKON MY3bIKAJIbHON
KYJITYPE, XOPOIIIO 3HAJl HOBO-BEHCKYIO IIKOIY, XOTS He ObLI ee TociieioBaTesIeM; 3Hall BCe HOBEHIIHe
BESHHUS CBOETO0 BPEMEHH. YK€ IMepBbleé €ro INPOM3BEACHHUS IIOKA3bIBAlOT, YTO OH HE ObLI
3aporpaMMHpPOBaH Ha MOAYMHEHHE JOIMaM COLpEaIn3Ma.

JISTOIIMHCKYI HE YyYWJI CBOUX YYEHHKOB OBITh OYHTapsiMH, HO €r0 HE3aBUCHMAasi IO3WIIHS
Hay4uJia uX 3ToMy. Ml BO MHOroM OHHU IOBTOPHJIM TPYAHYIO CyABOY cBoero yuutens. B mepByio ouepens
3TO KacaeTcsl ero CTyAEeHTOB H acmupanToB 1960-x rr. (310 I'paboBckmii, CrunbpBecTpoB, [oa3sikmid,
3aropueB), KOTOpbIE BOLLIM B HCTOPHIO YKPAaWHCKOH MY3BIKH I10JI Ha3BaHHEM «HOBas KHEBCKas
IIKOJIa», WJIN «KWEBCKMHA aBaHrapa». VIMEHHO OHHM, MOJNOJBHO OCBOMB aBaHrapJIHbIE |
MOCTaBaHTapAHbIE Te4eHHs XX BeKa, ObUIM TEpBBIMH, KTO pa3IBHHYJ TEMaTHYECKHE U
TEXHOJIOTMUECKNE paMKH YKPAaMHCKOW MY3BIKHM, 32 YTO MOJIYYWIN TOJHYIO 103y IOJUTHYECKHX

1 CMm. 06 atom: TTo cTpanuuam 3a6biThix creHorpamm (B. JIatomunckuii u 1948 rox). Tly6aukanys 1 npuMedaHus
E. 3unbkeBnd [1].
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OOBUHEHHUI 1 KapaTeNbHBIX aKui (McKroueHne n3 Coro3a KOMIIO3UTOPOB, 3alIPEThl Ha HCTIONHEHHE U
myOnukarun). Ceiidac Bce OHU MPU3HAHBI, UCTIOHIIOTCS B PA3HBIX CTPaHAX MHPA.

Jleonnna I'paGoBckoro (p. 1935, ¢ 1989 xuset B CIIIA) Ha3pIBaIM «amoCcTOIOM YKPAHHCKOTO
aBaHrapia». OH OZHMM W3 NEPBBIX CTAJ MPEACTABIATh YKPaHMHCKYIO My3bIKy 3a mpenenamu CCCP
(1970 — Bapmasckass oceub, [omeomopgpus II; 1971 — Porrepmam, MyssikanbHas Hemens
layneamyc, Mope). DTo OH mepeBell Ha YKpaUHCKUiA 1 pycckuit si3biku kHUry E. Kpeneka 12-monoswiil
xowmpanyukm u kaury . Enunexka Bgedenue ¢ 12-monosylo Komnozuyuto, IO KOTOPOH MOJOABIC
YKpamHCKHE aBaHTapAUCTBl TocTuranu paoxekadonuio. A B 1975 romy B ero mepeBoie Obuia
ony6nukoBana Mcmopus eapmonuu u konmpanynkma Mozepa Xomuacbkoro. B I'paGoBckoM Beerma
COEAMHSUINCH YUCHBIN 1 TBOpEIl (IOMUMO KOHCEPBATOPCKOTo 00pa30BaHMsl, OH UMEET YHUBEPCUTETCKOE
— SKOHOMHYECKHUH (akynbTeT KueBckoro yHuBepcuTeTa), €My NpUHAUICKUT HEMAJIO SIPKUX CTaTew,
OIyOJIMKOBaHHBIX B kypHane Cosemckas mysvika (Tne oH pabotan peaaktopoM B 1981-89 rr.).
PanmonanbHBIN CTHIIH MBIIIUTEHUS | pabOBCKOTO BCET/1a OIIYTHM B €T0 TBOPYECTBE (HE CIIyIaifHO yKE B
60-¢ TT. OH MeuTal 0 COeTUHEHUH My3bIKU 1 KnOepHeTuku!). 1960-e rT. B TBOpuecTBe ['paboBckoro —
3TO My3bIKa aTOHAIBbHO-COHOPHCTUYECKAS, C SIEMEHTAaMH MOAATIBHOCTU — KaK Muxpocmpykmypul 15
robost cono, Koncmanmer nast 4eTbipex (OPTENBbSHO, IIECTH TPYMI MEPKYCCHH U CKPHUIIKH COJIO;
Anonckue xoxKy ansi TeHOpa, QIICHTHI THUKKOJIO, (arota u kcunopona. 1970-e — 3To adropuTMudecKue
KOMITO3UIIMH, TIPEICTaBICHHBIE MHUKIOM [ omeomopghuti nns goprenbsuao (I-111) n cumpormgeckoro
opkectpa (1V), rae coueTaroTcst «CTpyKTYPHBIM MEHUMAaIH3M» (Beipaskerne [ paboBckoro) u «0ompiast
¢dopmay. Cam ['paboBckuii cumTaeT, 9YTO OH OBUT MEPBBIM MHUHHMAIHCTOM B COBETCKOW My3bIKe. B
MOCJEIYIOLINE TOABl €T0 TBOPUECTBO, [0 CJIOBaM KOMIIO3UTOPA, — 3TO «TEXHUKA KOHTPOJIUPYEMBIX
CIly4ailHBIX TIPOLECCOB», C THUMUYHBIM Ui ['paboBckoro ayanu3Mom: aOCTpakius 4HCIa |
YTOHUYEHHOCTh 3ByKa. PalnoHajipbHOE Ha4yajao HHUKOIZAa HE IOAABISET SMOLMOHAIBHBIX KauyecTB
npousBeneHnii ['pabdoBckoro. OHM Bceraa OTIMYAIOTCS TOHKHUM BKYCOM, paMHHPOBAHHOCTHIO,
BBICOKUM YYBCTBOM CTHJISL.

Butanuii IN'om3siukuii (p. 1936) Beigensics cpeaur MOJIOABIX KHEBCKIX aBaHTapINCTOB CBOUM
paaukanu3MoM. Jlpy3psi Ha3bIBAIM €r0 «yJIbTpa-MoAepHHCT». OH 3KCIIEpUMEHTHpPOBal B o01acTu
KOHKPETHON MY3bIKH, B YaCTHOCTH, OH co3lail Toraa Yemwvipe smioda oas maznumogona (1964):
Peanuzayus  29/1, Omancunuposannwiii  uemooan, Aumugpopmenvsino w Hioancel, Te 3BYKH
W3BJICKAUCHh TBO3ASIMU, KOTOpble Opocalli B IIMHKOBBIA Oak, yJapaMd IO 4YeMOJaHy, TPEHHEM
pacdeckoii Bois cTpyH QopremnbsHo. Torna — B 1960-e — 3T0 BBITIISAAENO0 BEI3bIBaOIIEH (PPOH/IOM IO
OTHOILIEHUIO K COBETCKOM My3bIKE€. TE€XHUKY «KOHKPETHOM MY3BIKM» ['OA3SLKHANA MO3KE yAauHO
WCTOJIb30BAJI B MY3bIKaJIbHOM 0(OPMICHUN MYJIbT(HUIEMOB.

CepuifHOCTh M TYaHTHJIM3M JIGKUT B OCHOBE (hopTembsHHON mbechkl ['om3sikoro Paspuigu
nrockocmeti (1963). CTuMynoM K ee CO3/IaHHIO IOCIY)XHWJIa KHUTAa 00 OTKPBITUSIX COBPEMEHHOMN
¢u3uKu, W Ibeca SBISETCS CBOETO POAA «MY3bIKaJBHBIM KOHCIEKTOM» POXKICHUS MAaTepHu.
«Bo3HUKHOBEHHE, CYIIECTBOBaHME, HMUTO — BOT Ba)KHEWIIHME ATalbl CTAHOBICHHS (OPMBD), —
00BsICHSIET aBTOpP. — MBI NPUCYTCTBYEM IIPH TMOSBICHUH YaCTHUI] 3TOW MAaTepHH, KAaKOM-TO 3BYKOBOM
1a3Mel...». Cam [om3sinkuii cautaeT, 4to B ero padote Hax Paszpwieamu niockocmell ChITPaio poib
ero 3HakoMCTBO ¢ Klavierstiicke K. lllTokxay3eHa.

Banentun CuubBectpoB (p. 1937), moxanmyii, HanOonee W3BECTHBIH U3 BCEX YUYECHHKOB
b. JIarommackoro. OH MHOTO HCIONHAETCS W MHOTO IHIIET, B €ro TBOPYECTBE IIPEICTABICHBI
MPAaKTUYECKHU BCE KaHPBI, KPOME MY3bIKaJILHOTO TeaTpa. M Bce — HeopIuHAPHBI 110 UCTIOTHUTEIbCKOMY
COCTaBy M KOHUEMIIMOHHON-)KaHPOBOMY peLICHUI0: [locmnioouu, KOTOpble HUUETO HE 3aBEpIIAOT, a
JIEP3KO CYIIECTBYIOT caMu 1o cebe; [Isaras cumdonus, o0o3HaueHHass aBTOpOM Kak postsinfonia —
CBOE0OPa3HOE 3X0 COHATHO-CUM()OHMYECKOT0 INKIA; Tuxue nechu — rpaHAno3HbIN, cBblie 100 MUHYT
3BY4aHUs BOKIBHBIN IIHKII, CBOETO poJia «CUM(OHHSD IS ToJIoca U (OPTETBSHO.
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Benymime My3bIKaHTBl ¢ MEPOBBIM HMMEHEM OT3bIBatOTCS 0 CHIIBBECTPOBE B MPEBOCXOAHBIX
CTETICHSIX:

Apso Iapt: «Ecau Obl MEHS NOIIPOCHUIIN Ha3BaTh UM COBPEMEHHOI'O KOMIIO3UTOPA, TO MIEPBBIM
g pousHec Obl nMsi CHIIbBECTPOBAY.

I'ma Kanwemn: «Wmsa CunbBecTpoBa accOMUpPYETCS y MeEHS, B TIEPBYIO OYepeap C
BO3BBIIIEHHOCTBIO, YUCTOTOM, MOPAIOYHOCTBIO, YECTHOCTBIO M BOXKBUM JapoMm...».

My3biky CuibBecTpoBa HOCIEAHUX JIET TOYHO XapakTepusyroT cioBa CTaHKOBHYA: «...OH
HOIPY’KE€H B IIOMCK KpacoThl, OTCIOJa €ro CTpeMJIEHHE K KiIaccMueckoMy Marepuany. CiyxeHue
KpacoTe B HCKyccTBe». [lefCTBUTENBbHO, B €ro MPOM3BEACHHIX Ceiiuac TOCHOACTBYET MENOIUSM,
KJIaCCUYECKasi SICHOCTh (MHBIMM IIPUHHUMAaeMas 3a YIIPOIIEHHOCTH), MO3THYECKas BO3BBILICHHOCTh
BbIcKa3bpIBaHus. [Ipu 3ToM coxpaHsiercs cBolicTBeHHass CUIIBBECTPOBY M3OIIPEHHAs] KOMIIO3UTOPCKast
TEXHUKA U XapaKTepHBIE ISl HEro 3ByKOOOpa3bl, TUIIMYHBIE JIEKCEMBI (KaK CTOJIb CBOMCTBEHHBIE €My
(burypanroHHbIe «CTPYCHUS, IACTOPATIBHBIC «30BBD»).

[epuon ero ronomeckoro Sturm und Drang cBsizaH, Kak ¥ 'y €ro TOBapuillell U COy4YeHHKOB, C
cepuiinoit Texumkou (Tpmo must Queiiter, TpyObl m wemectsr, 1962; Mucmepus, 1964 u np.),
MyaHTHJIM3MOM, aleaTopukoi, coHopuctukoil (I[Ipoexuun Ha Ki1aBecuH, BHOpad)OH M KOJOKOJIA,
Monoouss nns ¢doprenbsiHo u opkectpa, Cumponus Ne2 — Bce 1965 u nap.). Ho naxke »tm
TEXHOJIOTHYHBIE MAapPTUTYPbl YK€ TOIrJa OTJIMYAJIO TJIAaBEHCTBO JIMPUYECKOTO Hayaja, OLIyIIanach
pacTBOpEHHAs B HUX MEJIOIUYECKasi JHEPTHS (XOTS METIOAM3Ma B 0OBIYHOM IOHUMAHUH 3/1€Ch, KOHEYHO,
He OBLIO0).

B npousBenenusax 1970-x rr. DOsABISIOTCA 31€MEHTBI XEIEHUHIa, THCTPYMEHTAIBHOIO T€aTpa
(Apama nns ckpuriky, BuosioH4yenu u poprenbsHo, 1971; cumbonust i BUOTOHYEH, HOPTENBIHO U
opkectpa Meoumayus, 1972 w pAp.), TOCTENEHHO CMSTYAETCSA JIGKCHKA, aBAaHTApJHOE IHCHMO
coueTaeTcsd C TOHAJbHBIM MBIIIIEHHEM (B 3TOM IutaHe nokas3arenabHbl KBaprer Nel, 1974; YersepTas
cumbponns — 1976 u Ilatas — 1980). OMoMOHATEHO-TIOTHOBECHBIM CTaHOBHUTCA Yy CHIIBBECTpOBA
OTIENbHBIN 3BYKO-TEMOp, 3BYKO-DUTM, Jaxe maysa. [lopakaeT TBOpuMash My3bIKOH OOBEMHOCTB
3BYKOBBIX MHPOB, UX «KOCMHUYECKas»» OecrpesebHOCTh, 3PPEKTh MPOCTPAHCTBEHHON ITEPCIIEKTHUBHI.
3BYKOBBIC CTYIIEHHMsS BBI3BIBAIOT AaCCOIMALMM C MOLIHBIMH CBETOBBIMHM BCHBILKAMH W HX
MOCIIEAYIOLINM PacCeUBaHUEM.

B nocnennue necstunerus B My3bike CHIIbBECTpOBa elle OOoJbIlle YCUIMBACTCS BHUMAHKE K
3BYKY KaK TaKOBOMY, MaHepe 1 KaueCTBY €ro pou3HeceHus. MlctanBanue HHTOHALIMOHHBIX UMITYJIbCOB,
nefalibHble  IUICH(BI  («IOCIe3ByUnsn»), ¢akTypHas MPO3PavyHOCTh — TIOYTH OECIUIOTHOCTD,
netanbHeias (OyKBaJIbHO HMOTAKTOBAas) TEMIOBAas M JWHAMHUYECKas HIOAHCHPOBKAa — BOT oOwIHe
MPUMETHI COYMHEHWH THX JieT (Becmuux for strings and piano, 1997; Epitaph to L.B. for strings and
piano, 1999; Pexsuem oas Jlapucei, 1as xopa, COMUCTOB U opkectpa, 1999; Ocennss cepenada nns
compaHo u kamepHoro opkectpa, 2000; [umn-2001 ona opkecmpa n ap.). CBON HBIHEIIHUNA CTUIIb CaM
KOMITO3UTOP HAa3bIBAET «META-MY3bIKOW» (MeTadOpHUeCKOl MY3BIKOI), 8 UCCIEIOBATENN ONPEIEISIOT
€ro KaKk «MEIUTATHBHBIA IOCTMOJIEPHU3M». APryMEHTaMHU CIYXHT JUII HUX quasi-IpoCTOTa s3bIKa
MPOU3BEICHUH, CTHJIEBAs WMHTAIUS «AHOHHMHOTO JuieTaHTu3Ma» (CHIIbBECTPOB HA3bIBA€T €ro
«cnmaObIil  CTUIBY»), KyJNbTUBHUpYyEMass KOMIIO3UTOPOM JCTETHKAa THINWHBI, MEJJICHHbIE TEMIIHI,
NOJUYEPKHUBAIOLINE JIUPUKO-MEIUTATUBHYIO OKPALIEHHOCTh MY3bIKH. OIHAKO OT THIIMYHBIX
MOCTMOJIEPHUCTCKUX sIBIeHUI CHUIIBBECTPOBA OTIUYAET MOJTHOE OTCYTCTBUE MPOHHH IO OTHOIICHHIO K
AIUTIO3UIHOMY MaTepualty, HCKpeHHE-3MOIIMOHAJIbHOE BYYBCTBOBAHHE B HETO.

U3 «mnagmmx» ydenukos b. Jlstommuckoro seiaenminchk EBrennii CtankoBu4 (p. 1942) n
HBan Kapa6un (1945-2002). O6a pa3Buiin cuM(pOHHYIECKYIO TPAIMUIIHIO CBOETO yuuTess. IMEHHO K
HEH BOCXOIUT TOT MHTEPECHBIA CHHTE3 3I0Ca M JPaMbl, KOTOPBIM POXKICHBI Takue CUM(pOHUYECKHE

163



STUDIUL ARTELOR S§I CULTUROLOGIE: istorie, teorie, practica nr.1, 2019

nonotHa kak I[lepBas cumdonus Kapabuna Ilams necen 06 Yrpaune (1974) n Tpetbs cumdonus
CrankoBuya A cmeepooicyrocs Ha ctuxu 11. TerauHb! 111 conmcta, xopa u opkectpa (1976).

CTaHKOBHY CTal TMPU3HAHHBEIM JIHIEPOM KOMIIO3HTOPCKON «momiomexu 1970-x» w,
CBOCOOpa3HO NPONODKUB MHUCCHIO b. JIATOmMMHCKOro, chirpai OONBIIyI0 PONb B OOHOBICHUHU
yKpamHCKOW My3blkH. OH Ccpa3y BBJICTHIICA CpeOu CBEPCTHHKOB CBOCH AMONIMOHAIHHOU
PacKOBaHHOCTBIO, OTKPBITOH adheKTUpOBaHHOCTHIO YYBCTBA, TEXHOJIOTHYECKOW CBOOOIOH, SpKOU
HAIlMOHAJBLHON YKOPEHEHHOCTHIO. DTO KOMIIO3UTOP MOIIHOTO JpaMaTH4ecKoro TeMIepaMeHTa W
3MMYECKOro AbIxaHus. Jlaske kamepHbIe XKaHPbl OOPETaOT IOA €ro MepoM adCOIIOTHO HE KaMEPHYIO
MOIIb — Kak, K npuMepy, TpeTbs kamepHast cuMoHus 11 (IeldTsl 1 cTpyHHOTo opkecTpa (1982) —
Mexnynaponuas TpuOyHa kommosutopoB mpu FOHECKO Brmoumma ee B umcino 10 mywmmx
npousseneHuit 1985 roga.

B cBoe Bpems CTaHKOBHY OTJall JaHb aBaHTApAHBIM U IOCTaBaHTapAHBIM TeHACHIMSIM. EcThb y
HEro ONYyCHl, CBA3aHHbIE C Wrpod uyxumu crwiamu (Cumdonuerra, 1971), quasi-6apounbie
komnosunuu Sinfonia Larga (1973), u “pomantuueckue” (Cumponus Ned Lirica). Kak ucTuHHBIN
npoecCuoHal, OH PaBHO YCIIEIIHO padOTaeT B JIFOOBIX KaHpaX, B TOM YUCIE U MPHUKIATHBIX (My3bIKa
KuHO, HanpuMep). Ho Bce xe Gosee Bcero oH TAroTeeT K KOHLENIIMOHHON ApamMaTypruu npoOieMHo-
¢unocodcekoro miana. OTcroga — JOMUHUPOBAHUE B €r0 TBOPYECTBE MOHYMEHTAJIbHBIX (OpPM —
TeaTpaJIbHBIX, CUM(OHUIECKUX, BOKAJIbHO-MHCTPYMEHTAJIbHBIX.

Ero cum¢onnu (8 «Oompmmx» U 9 KaMmepHbIX), Kak u cuMpoHuu CHIIbBECTPOBA, BBIBEIU
YKpamHCKYI0 cuM(OHHIO Ha MeXayHapoaHyo apeny. Onepa [[eim nanopomi (1980) crana B Ykpanne
NEPBOM M YHUKAJIBHOM 110 KaHPOBOMY PELICHHUIO (OIbK-0Iepoii (OHa MOABEPIIIACH UICOTIOTUIECKOMY
MpecieOBaHUI0 U OblIa CHATA C MOCTAaHOBKU). HOBBIM CIIOBOM B yKpawHCKOM Oanere cTainu (oybK-
6anet Maiicvka niu (1986), 6aner-nactuudo Hiu neped Pizosom (1990), 06a — no H. [Noromro; apam-
Oanetel Onvea (1982) u Buxuueu (1999), BNOXHOBICHHBIC MO3TUKOW JIPEBHEPYCCKHX JICTOIHCEH.
Muorue mnpousBeneHuss CTaHKOBMYA MOCBSAMICHBI TPAarMUeCKUM CTPAHUIAM HCTOPHU YKpauHBI:
IHanaxioa (1992) — xepteam ['omogomopa, Kaoouw-pexeuem (1991) — tpareaun Babwero Spa;
Yopua enezis (1991), Mysuxa pyoozo nicy (1992), IToema ckopbomu (1993) — tpareann YepHoObLIS.
B mnocneanue roapl — Kak Uy MHOTMX YKPaWHCKHX KOMIIO3UTOPOB — B TBopuecTBe CTaHKOBHYA
BO3POJIIICS 3aNPEIISHHBIN paHee )aHp — TyXOBHOUM My3bIku (Hexail nputioe yapcmsie Teéoc nis xopa
U CUM(OHHUYECKOTO OpKecTpa Ha TeKCThl u3 bubmuu — 1994; Mysuka na ncarmu /Jasuoosi — 1998—
2000, Jlutyprus Cssitoro Moanuna 3naroycra — 2004).

st Mmy3biku CTaHKOBHYA XapaKTepeH TUnepOoIu3M CPeICTB U MacIITabOB — € Ype3MEPHBIM
HamnpsDKEHHEM MY3BIKQIbHOW TKAaHHW: TOJIMIUIACTOBBIE TYTTH, TIPOMOIOJOOHBIE aKyCTUYECKUE
W3BEP)KEHHS, BBI3BIBAIOIINE aHAJOrMU ¢ OyHcTBOM ctuxuid. Ho ecTh m Ipyroe — TOrpyKeHHE B
MuwuHy, B TaKOE 3BEHsIIee 0€3MOJIBHE, YTO KAKETCSI, OY/ATO CIIBIIIHO JIbIXaHUE MBICITH.

Be3yciioBHO, HE TONBKO MPsSIMbIE YYEHUKU JISTOMIMHCKOrO CTaJIM MPOAOJDKATENISAMH €0 Jela.
JIaTommMHCKUN TaBHO CTaNl 0Owjell, yHUBEPCATLHOM TPaAUIUeH IS YKPanHCKOU MY3BIKH, BHE KOTOPOU
He (POPMHPYETCS HH OJIHO 3 €€ SBIEHUI?. TaK 4To B pa3srOBOPE O BIMAHUM JISTOIIMHCKOTO Ha CyIb0bI
YKPanHCKOW MY3bIKH PeUb JOJDKHA UATH HE TOJIBKO O «KHMEBCKOM IIKOJIE».

Kpome Ttoro, B Hacrosmee Bpemsi Teorpaduueckuii TMPHHOWAN B  KJIACCHU(PHUKAIIH
KOMITO3UTOPCKHX IIKOJ YKpauHbl OY€Hb YCJIOBeH. M He TOJNBKO MOTOMY, YTO NpEACTaBHTENN
«TbBOBCKOH mKOIB (Mupocnas Ckopuk, I'eananuit Jlsmenko, ['anna "'aBpumen) n «XxapbKOBCKOI
mkois (JIeB Konony0, Cepreii [Inmotukos, Anekcanap Lletunckuit) — >xuByT u padoratoT B Kuese.
CoBpeMeHHasi KOMIIO3UTOPCKAask MOJIO/ICKD (POPMHUPYETCS O] BO3ACHCTBHEM HepeKpecmublX BIUSHUM,
TJIe PaBHO 3HAYUMBI H «KHEBCKas», M «JIbBOBCKAs», U «XapbKOBCKas» WIKOJLL. Bce oHM B paBHOM

2 06 stom noapo6Hee: E. 3unbkesud. Kusus mpaduyuii [2].
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CTETIeHH BHOCST CBOIO JICTITY B ()OPMUPOBAHHE HAITMOHATIBHOTO CTUJISL, HMEHHO UX KOLIEKMUBHBIL OTIBIT
CIOCOOCTBYET Pa3BUTHIO COBPEMEHHOHN YKPAMHCKONW MY3BIKH.

Bubauorpaduyeckue cchlIKU

1. Tlo crpanunam 3a0biThix creHorpamm (b. Jlstommuckuit m 1948 ron). IlyOnukanms u nmpumedaHus
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2. 3UHBKEBWUY, E. Xwuzne tpamutmii. B: Bopuc Huxonaesuu Jlamowunckuu: Coopuux cmameii. Cocr.
M.J1. Komuma. Kues: My3. Ykpaina, 1987, ¢.168-176.
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MAPHSI YEBOTAPU — YYACTHHIIA 3AJIBIIBYPICKUX ®ECTUBAJIENA
MARIA CEBOTARI LA FESTIVALURILE DIN SALZBURG

MARIA CEBOTARI AT THE SALZBURG FESTIVALS

CEPTE MUWJININELIKUMN,
JOKTOPAHT, AKaJjeMHs My3bIKH, T€aTpa U U300pa3UTEIIbHBIX HCKYCCTB,
comuct HanmonansHOTO Tearpa onepsl u 6anera um. M. buemnry

CZU 782.1.071.2(478+430)

Eswcecoomnbiil nemnuii 3anvybypeckuil pecmusans — 00uH u3z Hauboiee nPecmuNCHbIX U SHAYUMbIX 8 MUpe
mysviku. Ilposooumviii ma podunme B.A. Moyapma c 1920 2., ou cayscum c80eoOpasHbiM UHOUKAMOPOM
obujecmgenHo-noaumuyeckou u Kyaomypuou owcusnu Eeponwsi. Ilpucymcmeue M. Yebomapu na Oanrom
ecmugsane 6 kauecmee onepHOU U KAMEPHOU Nesuybl — 0cobas Inoxa 6 ee kapvepe (Komopas noopasoensiemcs
Ha 06a smana: dosoennwiii (1931-1932 u 1938—1939) u nocnesoennviii (1945-1948)), komopas ommeuena ocobo
APKUMU OOCIUINCEHUAMU 8 MEopUecmee NPUMAOOHHBI, UMesuiue SpoMKUL nyoIuunblll pesonanc. B pabome
npeocmasnenvl panee Heuzgecmuvle MOoN0AGCKoMy yumamenio (nepeseoennvle a8mMOpoM OAHHOU CMAMbU C
HEMEeYKO20 S3bIKA) 2d3enHble OMKIUKU HA Cnekmakiu ¢ yuyacmuem apmucmiu. ITo pedxum gomoepaghusim,
HAUOEeHHbLIM 8 HeMeyKoM apxuge, makdice ycmanosneno, umo aemom 1943 o. M. Yebomapu ecmpeuanacv 8
3anvybypee ¢ P. Llmpaycom.

Knruesvte cnosa: 3anvybypeckuii ¢ecmusans, Mapua Yebomapu, Boavgpeane Amaoeti Moyapm,
Puxapo Llmpayc, pawusm, denayugpuxayus

Prestigiosul festival din Salzburg (Salzburger Festspiele), care se are loc in fiecare vard in orasul natal
al lui Mozart, este unul dintre cele mai importante evenimente din lumea muzicii. Fondat in 1920, el a devenit
indicatorul vietii politico-sociale si culturale europene. Prezenta M. Cebotari la festival, in calitate de cintareata
de opera, oratoriu si lied a devenit o treapta importantd in cariera ei (ce se imparte in doud etape: antebelicd
(19311932 u 1938—1939) si postbelica (1945-1948)) si este marcata de strdalucite performante artistice, care au
fost inalt apreciate de public si critica muzicald. In articol sunt prezentate materiale din ziare, ce reflectd
interpretarea de cdatre M. Cebotari a rolurilor din spectacole, montate in cadrul festivalului (in traducerea din
germand de catre autorul articolului), necunoscute pdna astdzi cititorului moldovean. La fel, datorita fotografiilor
rare, depistate in arhivele germane, este atestat faptul ca M. Cebotari s-a intdlnit la Salzburg cu R. Strauss in
vara anului 1943.

Cuvintele-cheie: Festivalul din Salzburg, Maria Cebotari, Wolfgang Amadeus Mozart, Richard Strauss,
fascism, denazificare

The annual summer Salzburg festival is one of the most prestigious and important events in the musical
world. Since 1920 the festival has been held in the homeland of W.A. Mozart and serves as an indicator of the
socio-political life of Europe. The presence of M. Cebotari at this festival as opera and chamber singer had a very
special role in her career (which could be subdivided into two periods: pre-war (1931-1932 and 1938-1939) and
post-war (1945-1948)) being marked by bright artistic performances that were highly appreciated both by the
public and critics. The article presents materials from newspaper reviews that reflect M. Cebotari's interpretation
of the parts from the performances played at the festival. These materials, previously unknown to the Moldovan
reader, have been translated from the German language by the author. Also, rare photographs from a German
archive are included to demonstrate that in the summer of 1943 M. Cebotari met R. Strauss in Salzburg.

Keywords: Salzburg festival, Maria Cebotari, Wolfgang Amadeus Mozart, Richard Strauss, fascism,
denazification

I'pomkuii ycmex nebrora M. Uebotapu B boceme k. Ilyuaumnu 15 ampens 1931r. B
npe3neHckoi Staatsoper mpuBiek BHHUMaHHME Bhlamomierocs auprkepa b. Bansrepa. On mpenmoxun
TIEBUIIE BBICTYITUTH Ha 3albII0yprckoM (hecTrBaie, B aBryCTe TOTO JKe rojia, T COCTOSIICS ee JIeOIT B
ponu Amypa B oniepe K.B. I'moka Opdpeii u D6puouxa. B 31oM ropojie HaUMHAIOIIAS [IEBUIIA BHICTYTIHIIA
BHOBb B 1932 r., HUCMIOMHUB 3Ty XK€ MApTHIO, a TaKKe SIMU30JWYECKHE POJIM MEPBOTO MajlbuHKa B
Bonwebnoii ¢neiime B. A. Mouapra u nepsoii pycanku B Obepore K.M. ¢pon Bebepa. [locie ynaunsix
BeIcTymieHUd B J[lpesmene u 3anpuOypre TBOpYecKash Kapbepa IEBHLBI CTajla CTPEMHUTEIBHO
pa3BHUBATHCA U MPUOOPETATh MEKIAYHAPOAHBIN XapaKTep.
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OcuoBannslii B 1920 r., 3ansn0yprekuii pecTBaib K TOMY BPEMEHH yXKe POJEeMOHCTPHPOBAI
CUJIy JyXa BEJIMKOW aBCTPUMCKOW Hauuy, NoTepreBled nopaxeHue B IlepBoil MupoBoi BOIiHE,
MIEPEHECIIe TATOTHl Pa3pyXH, JHUIIUBIICHCS KOJOCCATHHON HMMIIEPHH M OTPOMHOTO KOJHYECTBA
TeppuTopuil. YupexneHuem B poaHoM ropoae B.A. Momapra emie 0AHOTO KyJbTYpHOTO LIEHTpa
(decTHBaNF  3aKpemMJI HOBBIC, JEMOKPAaTHYHBIE JOCTETHYECKHE YCTAaHOBKH, B IPOTHBOBEC
«HaIBILIEHHON» uMIepckor Bene.

C npuxomoM K Biactu ['mtiiepa B I'epmanuu B Havane 1933 r., aBCTpUiCKOe XPUCTHAHCKO-
KOPIIOPaTHBHOE TOCYIapCTBO, PyKoBoanMOe KaHIiepoM O. Jlomasdycom, cTamo pa3apaxars ¢ropepa,
KOTODPBI CTpEMHWJICS BCEMH, MHOT/AAa OYeHb NEP3KMMH, CIIOCOOaMHU pacKayaTb YCTOM COCEOHEH
Katonndeckor crpanbl. OCOOEHHO ero AEeUCTBUS OBUIH ONIYyTUMBI B MPUTPAHUYHBIX TOPOAAX, B TOM
yncie U B 3anpuoypre. ®ammcrtckue Binactu ['epMannn cranu O0MKOTHPOBaTH (heCTHBAJb, OT3HIBATH
BBLIAIOIMXCSA MY3bIKAHTOB, B TOM 4YHCIIE U OXHOro M3 ocHoBareneil — P. Illtpaycal. Ha ¢ectusane B
1933 r. M. Yeborapu, Kak €ilie HE BIIOJHE 3aBOCBABIICH IEPBbIC MMO3UIUHU IICBHIIC, IIPEICTABHIICS
CITyYaii MCTIOJIHUTh 00JIee 3HAUMMYI0 TapThio — DBpUIUKY B Opgee u Depuduxe K.B. I'nroka, 3amMmeHUB
M. Mromiep, HEMENKYI0 apTHCTKY, SKOOBI «OTKa3aBIIyIOCS» OT BhICTyIUieHHS. OgHAKO Bce
BO3pacratoias nonyispHoctb M. UeboTtapu B Jlpe3neHe u bepinuHe, BEIHYAUT U €€ CO CICAYIOIIETO
rojia He OKa3bIBaThCs OoJee B 3anbpl0ypre paan BO3MOKHOCTH MOCTOSIHHO METh B bepiauHCKoi omepe.

Annekcusi ABctpuu [epmanmeit B 1938 r. gama BO3MOXKHOCTP HEMELKHM IIEBLAM YXKe
OecrpensITCTBEHHO yd4acTBoBaTh B (ectuBasie. Jlerom 3toro ke roga M. YeGorapu MNpHILIOCH
3aMeHHTh GUHCKYIO TieBUIly A. PayraBaapa B maptuu ['padunu B Ceadvbe @ueapo, He 3aXOTEBIIYIO
neTh Ha TeppuTopuu TpeThero peiixa, u BeHrepky M. bokop B naptuu Llepnunel B /Jon 2Kyane, koTopas
Oblla TIPU3HAHA «PAacoOBO HEIMOJHOICHHBIM 3jieMeHTOM» [1, ¢.497]. TlocieaHior BBICOKO IICHWI
P. lllTpayc, oHa mpeBOCXOMHO UCTIONH:IA ero orepsl B JpesneHe 10 1933 r., mocne yero ObLIa M3rHAHA
u3 'epmanun. E. Py Hunknii KOMMEHTHPYET: «ECIIM HE IPUHUMAaTh BO BHUMAaHUE MOPAJIBHBIN aCIIEKT,
3Ty 3aMeHY MOXKHO OBLTO OBI CHECTh BIIOJHE paBHOIEHHOI [ 1, ¢.497]. B 1938 r. M. UeboTtapu cniena B
3ane0ypre cpa3y JBe pasHOXapaKTepHbIe MOIAPTOBCKUE MapTUH, 00€ MPOILIA C TPOMKHM YCIIEXOM.
ApPTHCTKA COBMECTMIIA BBICTYIUICHHS B CyOPETOYHOM, MOYTH MEII0-COITPAHOBON MapTHH KPECThSIHKU
Hepnunasl ¢ ponpro ['paduHu, HamMcaHHOW AJIST COBEPIICHHO IPYTOr0 THIA TOJ0Ca, W HaJleICHHYIO
WHBIM XapaKTepoM, MPsIMO MPOTHUBOIOJIOKHBIM MEpBOMY 00pa3y. DTUM OHa HE TOJNBKO IMopaxoBaja
nyOnmKky (hecTHBans, KOTOpas He CNbIIIala ee HECKOJBbKO JIET, HO M yJIUBHIIA KPUTUKOB. B craThe
neproanueckoro m3aanus Neues Wiener Journal momermiena cremyromnias uabopmaiwst: «Mapust
YeboTapu, KOTOpast, K TOMY ke, KpacuBasi )KeHIIWHA, JiepiKajia yOIuKy B HANPSHKEHUH, KOTIa Ha OJTHON
CIIEHE aKTEePCKHU «ITPUMHPSIIA» HAUBHYIO KPECThIHCKYIO JIEBYIIKY C BEIMYECTBEHHOU TpaduHei» [2].

COBpeMeHHI/IKI/I HE pa3 OTMEHaJIM, 4YTO MNpHUpOoAHad CCTCCTBCHHOCTL BOKaJIM3allMU U
HUCKPEHHOCTH 4yBCTB M. UeboTapu Kak HEJIb3s JyUIIe MOAXOAUIIH JJI HHTEPIPETALIMU POJICH B onepax
B.A. Monapta, HaJleleHHBIX >KHBOCTHIO, HMHTEJUTUTEHTHOCTHIO, M300PETAaTENEHOCTRIO M TIIyOOKHM,
TIOUTMHHBIM 4yBCTBOM?, «OCOGEHHO CBOEOOPA3HO M MPOHUKHOBEHHO MCIIOJHSINCH MEBUIIEH MapTHH
Mouapra, Korja CIMBAIMCh BOEIWHO 3BYyYaHHE IMBHOIO TrojOCAa W €CTECTBEHHOE CLIEHHMYECKOE
MOBeJeHHWe B JIF000M W3 3MOIMOHAIBHBIX HIOCTacei — OT (PUBOJIBHOTO KOKETCTBA [0
JIpamarndeckoro nagoca», — coodmiaet H. dunydenko [3, ¢.96]. Ha 3ansii0yprckom dectrpaiie B 3TOT

! Ocnosarensmu 3anbubyprekoro (ecTUBaIsS CUUTAIOTCS TAKKE M JIPYTHE BBUIAIOIIMECS JIMYHOCTH U3 MHpa
uckycctB: nucareins I, pon ['opmancTans, My3bikoBesa U nmuanuct P. Peru, pexxuccep M. Pelinxapar, nexoparop
A. Pomnep, nupextop Benckoit onepsr @. Ilanbk.

2 B 1934 r. M. Ye6orapu npucsounu 3BaHue Kammersdingerin, Beicouaiinyio Harpagy jIs IeBla B 3amagHoil
EBpome. M3BecTHO, YTO OHA MPUCYXKIACTCA HE CTOJIBKO 32 BBIJAIOIIUECS JOCTHKECHHS B BOKAIFHON KYJIBTypE B
IIEJIOM, CKOJIBKO 32 BBICOKHMH BKJIaJ MMEHHO B HEMEIKYIO €€ COCTABISIONIYIO, B TOM YHCIE M 32 HCIOJTHEHHE
My3sIkd B.A. MomapTta. B 1949 r. M. Ue6orapu, onHoBpemenHo ¢ P. llltpaycom, ctanoButcs [loueTHBIM wieHOM
obmectsa Mozarteum.
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xe ron M. Yebotapu, kpome Llepnmunbl u ['padunn B omepax B.A. Mouapra, criena Taxke mapTaio
Cotwu B cniekrakie Kasanep poswt P. llltpayca, cmontupoBanHom B Festspielhaus. Tazera Volkischer
Beobachter or 29 aBrycra coofmiana, 4To MEBHIA: «IOCTABHJIA YHCTOC M HEOMpPAYEHHOC HHYEM
HacnaxjaeHue» [4, c.241].

O ctune npoBeneHNs MPEABOSCHHBIX 3abLIOYPIrcKux (pecTrBajei «3a00THIICS» caM MHHHCTD
nponaranas  a-p M. TeG6enbc, mocle Yero «MEpONpHATHE ITIPHOOPENo dYepThl  HAIMOHAI-
COLMAIMCTUYECKOTO, MOBHHUCTHYECKOTO (opyma» [1, ¢.498]. Coueranue B mporpamme 1939r.
WTAIBIHCKUX W Hemeukux omep B.A. Momapra takke He cimydaitHo. [lommucaHHBIN 3a HECKOJIBKO
MECSIIIEB JI0 TOTO «CTAIbHOM MakT» Mexay | epmanueit n tanueit npegonpeaenui BEIOOP perepTyapa,
O0BEOUHAIOLINN Ha YPOBHE MY3bIKM 00€ arpeccuMBHbIC CTpaHbl. JlONOAIMHHO M3BECTHO, YTO JIETOM
1939 r. cnexraxnu Jown JKyan (9 aBrycra) u oxuwenue uz cepans (14 aprycra), B KOTOPBIX IPHHUMANA
yuactue M. Uebotapu, mocetun cam ¢ropep. M3 kuuru E. Pymauukoro Myseika u myswvikanmol
Tpemvbezo petixa n3BectHo: «lIpencrasnenunem (omepoit JJor Kyan — C. 11.) oH ocTancs 4pe3BedaitHO
JIOBOJICH, W BCEM HMCIIOJIHUTESIM ObLIa BhIpaKEHA €ro JIMYHAs MPU3HATEIBHOCTH 32 JIOCTaBICHHOE
yaoBosbcTBUe» [ 1, €.505]. D10 ObII0 MIOCTETHEE TTOCcemeHue A. [ UTiIepoM My3BbIKaTFHBIX MPA3IHECTB,
KOTOPBIC 3aBEPILMINCH PaHbLIEe CPOKA, TAK KaK Uepe3 ABe HeAenn HanaleHueM | epmanuu Ha [lonbiry
Havanachk Bropas MupoBas BoWHa.

[Naptus Koncranip! B ucionmaennu M. Yebotapu Bcerja TETTO MPUHUMAIIACH ITyOJIHKOMA, B TOM
4rcie U JOBOJBHO U30aJI0BaHHOM M MCKYIICHHOW, HAIpUMep, MeJloMaHamu (ecTuBaist B 3ansroypre.
ITepebiit ToM m3nanus 3anvybdyeckue gecmusanu (1920-1945) uabopMUpPYET O BHICTYIUICHUH TTEBHUIIBI
B 9Toi maptuu B 1939 r.: «Mapus Yebotapu HE TOIBKO BUPTYO3HO CIIENa CIOKHEUIIIHE KOJIOpaTyphl B
naptuu KoHCTaHIIbl, HO ¥ yCHIIMJIa JpaMaTH4ecKue akleHTs! B posn» [5, ¢.260].

B camplii pasrap BoiiHbL, B Hayaze aBrycra 1943 r. pexxuccep ¢ MupoBsIM uMeHeM P. 'aptman
YCTPOWII B 3abLOyprckoM Moyapmeyme mMacTep-Kiace Uil HEMEUKUX M WHOCTPAHHBIX T'OCTEH, Ha
KOTOPOM JICMOHCTpUpPOBal Ha mnpumepe OyhdoHamubix ciueH u3 Apuaduvl na Haxcoce cBou
XyJIOXKeCTBeHHbIe MoucKkd. Ha stom meporpustun noOwsBanu P. Illtpayc u M. UebGorapu. Crapsrit
KOMIIO3UTOPp B TMOCIEIHUA pa3 AUPHWKUpoBal BeHCkuM (UIapMOHMYECKHM OpPKECTPOM Ha
3anp0yprckom QectuBaiie B KOHLEPTE, cOCTOsIEM M3 mpousBeaeHuil B.A. Monapra. Ota BcTpeua
KOMITO3UTOpa C JIOOMMOM TMEBHIIEH, CTONb peakas B 3TH TOABI, NMpHUMeyaTeldbHa TEM, YTO OHa
3areyariicHa B cepuu gororpaduii, Ha oHON K3 KoTopeix P. IlTpayc, nmoa BceoOIye aruioaucMeHTHI,
npuBetrcTByeT M. UeboTapu mokatreM pyKd U HCKPEHHEH yIIbIOKOH.

ITocne xanuryssiuuu I'epmManun Bo BTopoil MUpOBOW BOIHE, IS MEBULBI HACTYIINUI HOBBIN
SpKUil TBOPUECKUH 3Tam Ha cueHax (ectusaist B 3anbulypre, o koropoM E. Pyaaunkuit numer: «B
KOHIIE BOWHBI 3anbLOypr, Kak u baiipeilr, Obu1 CHIIBHO pa3pylieH 60MOapAHpOBKaMHM COIO3HUKOB,
MHOTHE KUTeJH IOrHOJM Ha GpoHTaX, Kak U BCIOJY, apuiia pa3pyxa. OIHaKo OKKyIallMOHHBIE BIACTH
1103a00TWIINCH O BO30OOHOBJIEHUH MY3bIKaJIbHOM *u3HU. Teneps My3bika MonapTa qoKHa ObUIa CTaTh
CTHMYJIOM K JyXOBHOMY OOHOBJICHHIO HAIMH, 1 (pecTHBa M BO30OHOBWIIM B TIEPBOE XKE IMOCIEBOSHHOE
neto» [1, ¢.518]. B 1945 r. M. UeboTtapu ucnonauia TpyaHeiryro ponb Koncranist B [loxuwenuu uz
cepans B.A. Mouapra, a takxe 29 aBrycra B 3a1e Moyapmeym nana CONbHBIM KOHIIEPT, COCTOSIINN U3
apuii [.®. I'eanmens, B.A. Momnapra, K.M. Bebepa, u XK. buze. B kxoHmepre Takke Npo3BydaIH
kaHIOHeTTsl W. [aiinna, mecun @. IlyGepra m O.B. Koprronsna. B crienyromem roay neBuua
vcnioamIa napturo I'paduan B Ceadvde Dueapo Ha NTATBIHCKOM SI3BIKE.

B 1947 r. M. YeOotapu mpuHsIa ydacTHe B MUPOBOW mpembepe onepsl Cuepms Janmona
MOJIOJOTO aBCTpHiickoro kommnosutopa I'. o DiiHema, HamucaHHOE IO OJHOMMEHHOH Ipame
I'. broxaepa. OHa cocTosIach B paMKax 3albIi0yprckoro ¢pectuBalls, T MeBHIla OJISCTSIIE UCTIONHIIIA
CJIOKHEWIIYI0 BO BCceX OTHOIIEHUsAX napturo Jlrocuns. H. lunydenko ormeuaetr: «bnaromapst coeit
CIIEHUYECKON M MY3BIKAIBHOU omapeHHocTH, UeboTaph co3maia 3TOT 00pa3 odeHb CBOEOOpa3HO U
€CTECTBEHHO, YTO MPHUHECIIO i 3aciayKeHHbIH ycnex» [3, ¢.73]. TpuymbanbHas npeMbepa npuHecIa
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KOMIIO3UTOPY MeXIyHapogHoe mpusHanue. Cuepms [anmona — W B HAlIM JAHU CaMOE€ M3BECTHOE
counHeHne ymepiero B 1996 r. aropa my3siku. K cuacTbio, COXpaHHBIIASACS HOJNHAS 3aIMCh IIEPBOIO
CIEKTAKJIS M CETOHS JaeT BO3MOXKHOCTh YCIIBILIATh JaHHYIO onepy ¢ ucnoiaHenueMm M. YeboTapu.

[leBnua He cMoria NpUHATE y4yactue B Apabenne P. llltpayca, npoxoausiiei B 3ansn0ypre B
Te ke Hemenn, 9to u Cuepmo [Janmona, X0t Apabenia — PpaKkTHISCKH TIEPEHECEHHBIN MIOPUXCKHMA
CHEKTaKIb Hayana 1946 r., rue apTucTka ¢ OONBLINM YCIEXOM HUCIIOJIHUIIA TJIaBHYIO pojb. [1o Hamemy
MHEHUIO, €JUHCTBEHHBIM MPEISITCTBUEM IIOCIYXKHIIA CTOJIb OTBETCTBEHHAsI M HOBas MapTus JIrocuis.
M. YeboTapu pexkoMeHIOBalla AUPEKTOPY (hecTHBANI NPUTIIACUTH (0e3 MPOCIYyIIMBaHUS) Ha POIb
3nenku JI. nenna Kasa, xoropast BeicTynuia B ancamOie ¢ M. Paitaur (ApabGemna), 1O. [Tatnakom
(Brnemep) u X. Xorrepom (Manapsika) mox pykoBoactBoM K. bema. K momomoit mBeiiapckoii mesurie
M. YeboTapu nmuTanga CUMIATHIO, Ta OTBeyasa B3auMHoCThI0. JI. nenna Kasa, cpaBHuBas ucronHeHune
naptiu Apabesisl AByMsl IPKUMHU apTHCTKaMHU, Tircana o M. Paitaunr: «OHa Obl1a Tak jke Xopolia, HO
ee Henmb3s 0b110 cpaBHATH ¢ M. UeboTtapm» [6, ¢.332].

[Mocnenuuii dectuBansy B 3anpudypre ans M. Uebotapu cocrosuics B 1948 r., yxe mocie
cmepru cynpyra I'. Jlucens. Ilepuna ncnonawnna spuauky B Opghee u Jepuduxe K.B. T'mroka 3, a Takxke
naptiio M30TTel B HOBOM MaJIOM3BECTHOM MPOU3BEACHHH — OPaTOPUH HMIBEHIIAPCKOTO KOMITO3UTOpA
®. Maptuna Bonuwebnvii nanumok no pomany X. benve Tpucman u Hzonvoa. 8 aBrycra 1948 . B
sanpiOyprekoM 3ane Aula Academica meBuia mpuHsIa ydacTHE B KOHIEPTE MYXOBHOW MY3BIKH,
uconuuB Moter B.A. Momapra Exsultate, jubilate (KV 168) u maptuio compaHo B Mecce
JI. Ban Berxosena C-dur, op. 86. 22 aBrycta 1948 r. cOCTOSIIOCH MIOC/IEIHEE BHICTYIJICHUE ApPTHCTKH B
pamkax QectuBais B 3anbuoypre, Ha Toii ke ciiene Aula Academica M. YeGorapu conupoBaia B
Bonsrmoit mecce f-moll Ne3 (WAB 28) A. Bpykrepa.

W3 BrIlIecka3zaHHOTO MOXKHO CJIeNaTh CIEOyoIIue BHIBOABL. Ydactue M. YebGotapu B
3anpu0yprckoM (pecTrBale B Ka4eCcTBE ONMEPHON W KaMepHOHW MEeBHIIBI — 0co0asi 31oxa B ee Kapbepe,
KOTOpasi mojpaszensercs Ha aBa dtama: goBoeHHBIH (1931-1932 u 1938-1939) u mocneBoeHHBII
(1945-1948). OTcyTcTBHE MEBHILBI B YUCIIE MPUIJIAICHHBIX coaucToB ¢ 1933 mo 1938 rr. cBszaHo ¢
OolikoTHpoBaHHEM (ecTUBANIL CO CTOPOHBI (DANIMCTCKOW AMKTATYypbl, MpHIIEAINIEH K BIacCTH B
I'epmanun. Ilpouecc neHaunpukanuu He KoOcHylIcs JuuHoctd M. Yebortapu, u oHa cMmoria
OeCIpensTCTBEHHO BBICTYIATh Ha ()eCTUBAJIC YSThIPE CE30HA, BILIOTH JI0 yXo1a u3 xu3Hu (1945-1948).

Beinarommuecsi TBOpUECKUE JOCTHKEHUSI apTUCTKH Ha 3abLIOYPICKUX CIEHAaX CBS3aHBI C e
yuacTtheM B riaBHbIX onepax K.B. I'moka u B.A. MouapTta, B My3bIKaJlbHO-CLIECHUYECKHX [TOCTAHOBKAX
XX B., a TaKkKe B KOHIIEPTHBIX BBICTYIUIEHHsIX. OTMEUEHHBIE BBICOYAWIIMM MPOQECcCHOHATEHBIM
MacTEepCTBOM W Hallle[IIe OTKJIMK M NPU3HAHHE KPUTHUKOB M MEJIOMAaHOB, OHH BIIMCAHBI B 30JI0THIE
CTaHUIBl XPOHUKH MOYTH CTOJIETHETO (PeCTHUBAIS.
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% B pomu Opdest BhICTyNMIIA 3HAMEHUTAs TIeBULA . XEHIeH, KOTopas B NaMATh O CBOEi MapTHEpLIE 110 3TOMY
CIEKTAKIIO, HA moxopoHax M. Ueborapu cnena aputo Che faro senza Euridice (TTomepsn s Depuduxy...).
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