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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,
structura

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, stimuland 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 11, 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 afld 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 culturologici in creatie. Unii colegi,
muzicologii, evidentiaza polistilistica creatiei mele, numind-o si eclecticd. Cred ca, in cazul meu,
polistilistica reflectd, mai curdnd, multitudinea impulsurilor creatoare, artistice. Pentru mine
polistilistica nu e doar o tehnicd sau un procedeu — e o particularitate a gandirii compozitionale.
Totodata, pana 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 muzicald 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 naturala frematanda,
multicolora, 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 cdrora sunt exploatate diferite aspecte ale simbolismului muzical, toate
acestea fiind canalizate spre transmiterea unui mesaj, a unui continut, dupa cum sustine compozitorul,
fiind ,,utilizata o strategie sonora adecvata sublinierii valorilor simbolismului muzical” [2, p.22]. insu@i
titlul face aluzie la prezenta semnului, simbolului. Fluxul sonor discontinuu, in plan melodic i ritmic,
este intr-o permanenta transformare, intr-un mixaj de ,,blituri” sonore, intr-o alternantd continua. Astfel,
pe langa faptul cd sunt prezente imagini sonore ce reflectd o stare psihologica sentimentala, acestea
capatd o expresie de simbol, fiind repetate, transformate, asemenea starii perceptiei umane a infinitatii
cand ,,ridicd ochii la cer”. Tehnica de scriiturd utilizatd de compozitor in Studiul sonor nr.5 este cea
sonoristica, insa se intdlneste si cea pointilista.

in arhitectonica Studiului Sonor nr.5, se contureazi o structur tripartita. 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 indicata 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 - .-

1 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 romanesc — 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 aceasti masa sonori se integreaza o linie melodica interpretata 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 dupd 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 exploatatd 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 1n 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 atdt pe orizontald, cét 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, raportata 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 reprezinta 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 indici spre o noui
viziune in ceea ce priveste exploatarea sursei muzicale sonore. Fiecare dintre lucrarile acestui ciclu tind
sd 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 lui in aceasta lume si in univers.

Asadar, genul de Studiu Sonor, creat de Ghenadie Ciobanu reprezintd 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 compozitionala unica — Studiu Sonor,
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functia initiala aplicativa a genului, tehnici contemporane de scriiturd componistica, acusticd muzicala,
concept ideatic, materializata prin intermediul unui grup instrumental sonor.
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ABTOPCKWM OUKJI THMHbBI CBATOH JIHTYPTHH CBATOTO HOAHHA
3HTATOYCTA AJIA 4X-TOJIOCHOI'O )KEHCKOI'O XOPA B TBOPYECTBE
KOMIIO3UTOPA U JTUPUKXEPA BJIAJIUMUPA YOJIAKA

CICLUL DE AUTOR IMNURILE SFINTEI LITURGHII A SFANTULUI IOAN GURA DE AUR
PENTRU COR FEMININ LA 4 VOCI IN CREATIA COMPOZITORULUI S$I 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,
JOKTOP UCKYCCTBOBEACHMSI, KOH(EPEHIIAp YHUBEPCUTAD,
AkazieMusi My3bIKH, TeaTpa U U300pa3uTeIbHbIX HCKYCCTB

CZU 783.2(478)

B oannoti cmamve enumanue yoeneHo Xopogomy meopuecmsy MoI0a6CKO20 KOMIOZUMOpa u oupuicepa
B. Yonaxa. B yenmpe uccnedosanus 6 neii Haxooumcs asmopckui yuka T umusr Ceamoti Jlumypeuu Cesamoeo
Hoanna 3namoycma 0as 4x-2010CHO20  JICEHCKO20 XOpd, HANUCAHHBIL 6 COOMBEMCMBUU C KAHOHAMU
npasociasHoul YepKOGHOU My3blKU. AGmMop noopooHo anaruzupyem ocobeHHoCcmu Gopmvl npoussedeHus 8 Yeiom
U e2o uacmet, 3ampazueds MaKdice UCHOIHUMENbCKYIO CHOPOHY.

Knrouegvie cnosa:. xomnosumopsi, my3vikogeovl Pecnybauku Mondoea, meopuecmseo KOMNOZUMOPOE
Pecnybruxu Mondosa, 60KanbHO-XOP0BAs MY3bIKA, HCAHPLL YEPKOBHOU MY3bIKU, COBPEMEHHAsS Penusuo3HO-
X0pO6as My3blKA, UCNOTHEHUE PENUSUOZHO-XOPOGOU MY3bIKU, aumypaus, I umnsl ce. Jlumypauu

Acest studiu se axeazd pe creatia corald a compozitorului i dirijorului din Republica Moldova V. Ciolac.
In centrul ateniei autorului se situeaza ciclul de autor Imnurile Sfintei Liturghii Sfintului Ioan Gurda 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-corala, genuri ale muzicii religioase, muzicad religioasa contemporand, muzicd religioasd
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! ornmMuaeTcst >KaHpOBBIM MHOTrOOOpasHMeM, IyXOBHas, LEPKOBHAs
MY3bIKa 3aHUMaeT B HeM OOJIbIIoe U 3HaYnMOoe MecTo. KomMmo3uTop anemupyeT k 60rarcTBy 3ByKOBBIX
KPacok, BJIAZIEET COJIMIHBIM apCEHAIOM BBIPA3UTEJIBHBIX CPEICTB, YMEJO HCIOIb3YET BO3ZMOXKHOCTH
XOPOBBIX T'OJIOCOB.

! Yonak Biragumup — KOMIIO3UTOD, JUPHXKED, neaaror. Poguics B 1956 r. B ropoae Mamamn Oxecckoit o6mactu
YCCP. B 1986 roay oxoHuni MoiaBcKyl rocyaapCTBEHHYIO KOHcepBaTopuio uM. I. My3uduecky mo Kiaccy
kommno3uiuu I1. PuBumnuca, 3atem — MoniaBckuil rocy1apCTBEHHBIM UHCTUTYT MCKYCCTB KakK JIUPUKEP XOpa.
Unen Coro3a kommo3utopoB Monnossl. Jlaypeat IIpemuit Coro3a koMio3utopoB MosoBsl. PykoBoama xopom
M. I'. My3ndecky AkaaeMun My3bIKH, TeaTpa U H300pa3uTEeIbHBIX HCKYCCTB, IeTCKUM XxopoM Conop, paboTtan B
xopoBo#l kanesmne [ouna. [lpenomaer B AkajeMun My3BIKH, TeaTpa M H300pa3UTENbHBIX HCKYCCTB. ABTOp
CUM(OHUYECKUX, KAMEPHO-UHCTPYMEHTAIBHBIX, MHOTOYUCIICHHBIX XOPOBBIX TPOU3BEACHUH.
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o coBam camoro aBTopa, [ ummusl c6. JIumypeuu cranu cBOeoOpa3HbIM 3BEHOM, COEIMHUBIINM
TpaguIMu TyXoBHOU My3bIkH XX — Hadana XX BEeKOB C COBpeMEHHOCTHIO. «HeoO0XxoaumMo BCTOMHUTB,
410 ¢ 30*~40* rogoB XX Beka Ha TEPPUTOPHUH MOJIIOBHI HE OBLJIO HAIIMCAHO HHU OJHOTO MPOU3BEICHUS
3TOTO XaHpa (M U3-32 HEraTUBHOTO OTHOILIECHHS CBETCKHX BIIACTEH K PEJIMTUH B LIEJIOM, U M3-3a TOTO,
YTO KAHOHBI HANMCAHUS IIEPKOBHOM MY3BIKH BO MHOTOM OKa3ajuch yTpadeHsl). llocmeanum
KOMIIO3UTOPOM, OOPaTHUBILIMICS K XKaHPY NECHONEHU Jumypauu Ha TEPPUTOPUN HALeH peciryOIuKH,
0bu1 M. Bepe3oBckuii, CBAIIEHHUK U PETCHT. ..

Jlumypeus Ce. Hoanna 3namoycma 6vi1a Hanucana B 1993 roxy 1utst skeHCKOT0 X0pa Pereccanc
1 IIOCBSIIIEHA €r0 OCHOBATENI0 U pykoBoauTento 1. 3rypsany. [lepBonadanbHo HEKOTOpBIE HOMEpa ObUIH
HaIucaHbl U151 CMELIaHHOTO Xopa 1epkBHu Bosnecenus ['ocrionns, koTopbiM pykoBoauT Mprna Yonak,
a s BOT yxe 6osee 20 JeT sBIAI0CH IOMOIIHUKOM PEreHTa U, KOHEYHO, IeBYKM ... OTIenbHbIe HOMepa
u3 Jlumyp2uiu TIOYOTCS 10 CHX TIOP BO BPeMs OOTOCITYKEHHUI ...»7%,

O Jlumypeuu Cs. Hoanna 3namoycma B. Yonaka, mpembepa KOTopoil coctosiacs 6 mas 1994
roja B HanmonansHoM Mmy3ee, M. MunmroTina 3amertnina cienyroiee: «O0pamiasch K xaHpy aumypeuu,
B KOTOPOM BEIMKHME MacTepa MPOIUIOro CO3Jald BBICOKO-XYAO)KECTBEHHBIE MY3bIKAJIbHBIC (DOPMBL,
B. Yonak ucmons30Ban He TOJIBKO OIMBIT 3apyOEKHOW MY3BIKH, HO M OCHOBBIBAIICS Kak Ha PYCCKOM
MOJIEJIA TAPMOHHYECKOT0 MUChbMa (OTPaKEHHOTO B PEIMTHO3HBIX KOHIEpTax [aBpumina Mysudecky u
Muxauna bepe3oBckoro), Ha TpaauUusAX, CO3AAaHHBIX (B IepBble JecsaTuieTdss XX Beka) XOpaMu
B. bynsrgeBa u K. IlurpoBa, Tak M Ha OmbITeé MHOTOYHCIIEHHBIX XOpoB IIpaBociaBHOM IEpKBH
Mosmose» [1, ¢.3].

Kpatko oxapakrepm3yeM OJIOK XyIOXECTBEHHBIX 3aja4, pemeHHbIXx B. Yomakom mpu
Hanucauuu Jlumypeuu Ce. Hoanna 3namoycma. B depenoBaHHMM U COIOCTaBICHWU THMHOB, NPHU
BEICTpAaWBaHUHM OOIIEro IJaHa B PAa3BUTHH APaMaTHYECKON COOBITHIHOCTH, CBSI3aHHOH C
JUTYPrUYeCKUM JEWCTBHEM, a TaKK€ B COCPEIOTOYEHHWH Ha €IWHOM COCTOSHUH, IOKa3e ero B
HECKOJIbKMX HIIOCTAcsX, MPU COXPAaHEHUM TPAJAWLMOHHOTO MOJXO0Aa K CTHJIEBBIM HOpMaM JTyXOBHOM
MY3bIKH, B IOJHOM Mepe NpOsSBUIACh KOMIIO3UTOPCKAsi CAMOOBITHOCTb.

Tumnor cesmoii Jlumypeuu s 4*-roJocHOro xeHckoro xopa B. Yomaka o0pa3yroT MHKI
IYXOBHBIX TIECHOTIEHWH, B cOCTaBe KOTOporo 14 ocHOBHBIX pazmenoB. Llukn, ¢yHKIMOHAIBEHO
a/IPECOBAHHBIN COMPOBOMKICHUIO IEPKOBHOM CIYXKObI, B CTHJIMCTHKO-KOMIO3HIIMOHHOM DPEIICHUU
OKazaJiCsl CPaBHUTEIBHO CBOOOIHBIM OT 3a[a4 MCKIIOYUTEIFHO KYJIBbTOBOTO MpEAHa3HAYCHUS. DTOT
aBTOPCKHUH BBIOOP CTal ONPEIENSIOMNM Ul T€X XOPOBBIX HOMEPOB, (1O CyTH, Haubojee SIpKUX U
3HAYHUTENLHBIX), KOTOPBIE CTall aKIIEHTHO-CMBICIIOBBIMH TOUYKaMH Jlumypeuu, NOJINHSIIOIUME cebe
Oosiee JIAKOHWYHBIEC, CHELU(UUECKU-MOJIUTBEHHBIE IIECHONEHMS, Jeflas HX IMPOMEXKYTOUHO-
CBSI3YIOLIMMH B O0IIIEM KOHTEKCTE COUMHEHUSI.

CrpoitHOCTH ¥ 3aBepUICHHOCTH JIumypeuu criocoOCTByeT oOpamMiIeHHe ee KpaHUMHU YacTsIMH.
| vacte — Ectenia Mare (d-moll), 8 koTopoii MmonuTBeHHast popMyIia MOMUIIOBAHHS 3BYYUT BHAYAJIe
YHHCOHHO, 3aTeM 4*-T0JIOCHO (Ha4MHas ¢ §-TO MPOIIEHHs), U BHOBb CXOJIUTCS B YHUCOH B 12-M. OHa
JpaMaTypruyecku TPaKTyeTCs B KadecTBE IPOJIora; CIEAYIOIIME 3a HEH YacTH OTIMYAIOTCA He
BHEIIIHUM, @ BHYTPEHHUM €JMHCTBOM, B KOHEUHOM CUeTEe MPUBOJ K ITociaeHeMy HoMepy — Multi ani
trdiascd — WTOTOBOM B PUTyalIbHOMU CITy:KOe. 3/1eCh MPOUCXOANT ClaBiieHHe B ToHaigpHOCTH C-dur,
BBICTYIIAs IOTHUECKUM 3aBEpIIeHUEM Jlumypeauu.

I{eHTpaIbHBIM CMBICIIOBBIM U KYJIbMHHAIIMOHHBIM pa3nesioM Jlumypeuu sisisietrcs Pre Tine Te
laudam, HaMCaHHBIN B JIAKOHUYHOM, KOHIIEHTPUPOBAHHONW (hopMe, HO AIMOILMOHATIHHO HACKHIIIEHHBIH,
IIyOOKMHA TIO0 COAEP)KAHWIO; BBIIEPKAHHBIA B MEUICHHOM TEMIle, yMEPEHHOH IWHAMUKE |
paciBeYeHHBIH MHUHOPHBIME KpacKaMmH, OH HEOOBIYaiiHO SIpKO BbLuessieTcss Ha GoHe Beel Jlumypeuu
CBOEH BO3BBIIIEHHOW YMCTOTON M TOPKECTBEHHBIM 3BYYaHHEM.

213 untepBrio B. Yonaka ¢ aBTOPOM CTaThH.
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PasBepHyTbIE IO GOPME U COAEPIKAHMIO YaCTH — Takue, Kak: Fericirile, Veniti sa ne inchinam,
Sfinte Dumnezeule, Mila Pacii, Tatal nostru, Mulfi ani traiascd, a Takxe HeOOJIbIINE IIECHOIIEHUS —
exteHpr Doamne milueste, anTrdOHBI Intru imparatia Ta, Pre Marii Domni — B rie1oM 00be IUHAIOTCS
B CIMHOM OCCKOH(IMKTHO-TIOCICOBATEIBHOM 3KCIIOHMPOBAHUHM PEIMIMO3HOTO MOJMTBEHHOTO
COCTOSIHUS, 00BETUHSIONIETO IECHOTICHUs JIumypauu.

B Bompoce hopmooOpazoBaHus HEMOCPEICTBEHHO Pa3ienoB Jlumypeuu AMEeT MecTo oOIIas
TCHJCHIMS, 3aKIIOYAIONIAscs B BBHIOOPE JIAKOHMYHOH, KOHLCHTPUPOBAHHOH (OPMBI Ha OCHOBE
cTpopUIHOCTH, Yalle BapHaHTHO-CTPOMUUECKOH, a TaKkKe CBOOOMHON (HOPMBI CKBO3HOTO Pa3BUTHA,
ynoTpedsieMold B 4acTsIX MOJMTBCHHOW PEUUTAIIHH.

Tak, B paMkax 2*-4aCTHOTO CTPOCHHMS B TakMx necHomnenusx kak Sfinte Dumnezeule, Imnul
Heruvic, npu sipko BBIpQ)KEHHOM KOHTPACTE IBYX YacTei, CKIIa IbIBACTCS PA3InYHOE KOMIIO3HIIHOHHOE
pemrenne. B Sfinte Dumnezeule TpoekpaTHoe mNOBTOpeHHE TNepHOIA JIONOJIHEHO CBOOOTHOI
pednTanuei, a mociie BO3BpAIeHNs 3-T0, KaAeHIIMOHHOTO MTOCTPOSHHS U3 1-if 4acTH clieyeT penpusa,
3aBepIIarolnas MepByl0 4acTh B mMpoctoil 3*-wactHoit dopme. Il wacte — Slava Tie Doamne —
KOHTPAaCTUPYET 1O OTHOIICHHIO K | YacTH, HAlOMHHAs MPUIIEB MHOTOKPATHBIM BapHallMOHHBIM
noBToperneM ¢pa3el «Doamne milueste», WM3MOXKEHHOW pPa3HOTOHAIBHO, a 3aTeM IOCTENEHHO
Moaynupytoreit n3 C-dur B 0THOMMEHHYIO MHHOPHYEO TOHAJIbHOCTb.

Heckounbko apyroro xapakrepa 2*-uactHast popma necuonenus Imnul Heruvic. Bapuanuonso-
npeoOpasyeMblid mepuo B | wacTu, pa3BuBas MBICIHb 33JaHHOTO CEMHUTAKTa, YBEIHMYHBACT €r0 B
JanbHEHIIeM BapUallMOHHOM Pa3BUTHH JIMIIIb HA OJIWH IOTIOJIHUTEIbHBIN TaKT. [I[pUHIIMI KOHTPACTHOTO
COMNOCTAaBJICHHS /IBYX YacTell OCHOBAH 3/1€Ch HETIOCPEACTBEHHO Ha YePEeIOBAHIN TEMITIOBOTO JIBIKCHUS
(I vacte — Adagio; 11 wacte — Allegro), a Taxke AMHaAMUYECKUX mpoduiieit 3By4anus: | yacth — pp,
Il yacte — f, yTo cooTBeTcTBYeT Tpaauimu. OJHAKO OCOOCHHOCTh 3aKJII0OYCHA B TOM, YTO HPH OMOpPE
Ha TPUHIAI BapbUPOBaHHS B KaXJOW M3 YacTed M PEnpU3HOCTh, BHOcHMyro pasmeinom Aliluia,
TEeMaTHYCCKUI KOHTPACT MKy YacTSIMU OTCYTCTBYET, TIO3TOMY MOKHO TOBOPHUTH O B3aUMOCHCTBUH
NPUHIHIIA CKBO3HOTO TEMAaTHYECKOTO BAPbUPOBAHUS U 2*-4acTHOH CTPOYUIHOCTH.

KonuenTparus Ha ujee HEMOCPEACTBEHHOTO PEIUIHo3HOro ciyxenus B Ne7 Crezul (c.29) u
Ne31 Pre Marii Domni, ocyriecTsisiemast ¢ OMOIIIBIO METO/Ia JICKJIaMAIIMOHHOTO H3JI0KEHH ST, OJIM3KOT0
K Pa3roBOpHOH peuw, aenaet GopMy CBOOOIHO-UMIPOBU3AIMOHHOM, PA30OMKHYTOH, C OpUEHTAllMeH Ha
MOHOJIOTHYHOCTH U3JI0KEHUSI, CBOUCTBEHHYIO CTHIIIO BEJICHHSI XPUCTUAHCKOTO OOTOCITYKEHHS.

BeiBoxm 0 TOM, 4TOo OOoramieHue (HOPMBI TMPOMCXOMUT 33 CUET OAJaHCHPOBKHU «IOJDKHOTOY
(npocras, moctynHas GopMa) u «IpeanaraeMoroy (ee WHIAWBUAIyaTH3upOBaHHAs THOKOCTh), HAXOIUT
HOATBEPKICHUE, KaK MTPAaBUIIO, B TOJIOCOBEACHHUH, (DAaKTYPHBIX U T.II. IPUEMaX.

[Mpupona dakTypHOW OpraHu3anuH CBsA3aHAa ¢ TOMO(OHHO-TAPMOHMYECKUM H3JI0KEHHEM H
npreMaMH MoJIM(pOHUYECKOTO MMHChMa. B mepBoM cilyyae MpUOPHUTET BEPXHETO rojoca Kak Hanboee
SPKOTO ¥ BBIPA3UTEIBHOTO «MEJNOAMYECKOr0 IMPOBOAHUKA HIEH», OPraHMYHO COBMEUIAIOIIETO H
PETHCTPOBYIO penbeHOCTD, U UICHHO-TEMAaTHYECKYIO JJAKOHHYHOCTh, KAYECTBEHHO YPaBHOBEIIBACT
rapMoHnueckuii poH. OH oOpasyercss OTBETHBIM JIBWKEHHEM HWKHEIO TOJI0ca, BKIFOUAIOIIETo
YepeJOBaHNe PENETUIINI U CKaYKOB, KOTOPBIE COYETAIOTCS C HEKOTOPOH CTaTHKOW CPEJHHUX T'OJIOCOB,
(GYHKIIMOHAILHO OTBEYAMOLIMX TPEOOBAHUSIM FrapMOHUYECKOTO 3aII0JIHCHUS MKy BEPXHUM U HIDKHUM
TOJIOCaMH.

['apMoHMUeCKash BEPTHKAIb HEMOCPEACTBEHHO «IIpOoHM3pacTaeTy M3 Jago(yHKIHOHAIBHOTO
CTEPIKHSI MEJIOINYECKO# JINHUH, CKJIA/IbIBAsCh B KOHKPETHBIC U OTPEICICHHbBIC YePEI0BAHMUS aKKOPIOB
B UX KJTACCHUYECKOM IMOCIIeIOBAHNY, Kak, Harnpumep, B Ne8 Mila Pdcii, No7 Crezul u T.1m. KauecTBeHHOE
pa3HooOpasue (HaKTypHOTO M3JIOKEHUS JOCTUIAETCS 3a CYET CPEICTB MMHUTAIIMOHHON MOJU(OHUH,
NPEOJIONIEBAONIEH CTATHYHOCTh AKKOPIOBO-TAPMOHUYECKHX KOMIUIEKCOB THOKHM BapbUpOBaHHEM
motuBoB (NelOQ Cuvine-se cu adevarat, 1.12 u 1.1.; Ne9 Pre Tine Te laudam, paznen Bine este uz Mila
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pacii. He nenast BBOJ UMUTallMOHHOCTH CaMOLIEJIbI0, KOMIIO3UTOP B IECHONCHUSX JIumypeuu 1OCTUTaeT
s pexTa TeMOPOBO-KOIOPUCTHUECKOTO BAPEUPOBAHUS (PAKTYPHI.

[Ipupoaa MHTOHAIIMOHHBIX UCTOKOB MPOSBUIACH B IIECEHHO-KAaHTUIEHHON, THOKOH MENOIUKE,
4acTO HOCAIICH XapakTep JMPUYECKOTO HWCIIOBENAHHS, KOPHH KOTOPOH HAaXOASTCS B TIYOMHHBIX
IIACTaxX TPaIUIHOHHEIX KynbTyp. Tak, B Ne3 Intru impdrdtia Ta MOHOIMITHBII 3aIIeB Y COMMPYIOMIETO
COIIPAHO MOIXBATHIBAETCS OCTAIBHBIMU I'OJIOCAMH JKEHCKOTO XOPa, PACLBEUNBAsi €r0 FapMOHUYECKU U
TeMOpOBO, CO31aBast, TAKUM 00pa3oM, JHAJOTHIHOCTD «OOIIEHHS» MEX Iy HUIMU. DTO MUKPO-ACHCTBHIE
B €JMHOM KOHTEKCTE 3ByKOBOTO II0JISl IPOUCXOAUT Ha (DOHE MOCTOSIHHOI'O BO3BPAILEHUS K OCHOBHOMY
YCTOIO, OH K€ SIBJISIETCS I1E€AAJIBIO.

B Ne9 Pre Tine Te laudam waOmromaercs CTWIM3ALMs IECEHHOM MEJOOUKHA MOJ CBOIOM
LEPKOBHOTO TEKCTa, ONHUPAOLICHCS Ha MEJOAMYECKOe pPa3BEepPThIBAHWE IPU IPOHUKHOBEHHOCTH
JUPUYECKOTO OOpalleHHsl, TPEIEeTHO-I0BEPUTEIbHBIX HHTOHAIIMKA. B MOMEHT mpoOphIBa CEKBEHTHBIX
IIPOBEIEHHUH B BOKJIIHOW JIMHUH 3BY4aT CEKYHIOBBIC HHTOHALIMY [TOYTH 3PUMO OLIYIIaeMOH POCHOBL,
KOTOpble B JajJbHEHIIEM MEPEeMEXaroTCi HMMHUTALUMOHHBIMM IEPEKINYKAMHU, 4YTO nenaeT ¢Gopmy
Pa30MKHYTO-CBOOOIHOM U TeMOPOBO-BBIPa3UTENIbHOI (TT.55-61).

B mpoTuBOBeC MpHEMY HEMPEPHIBHOTO Pa3BEPTHIBAHUS MeJIOANYecKoi ymHun, B Ne7 Crezul
solo 0aca OCHOBBIBACTCS Ha PEUYUTAMM W TOCIEJOBATEILHOM JBIKEHHH BBEPX CO CMEHOH
HWHTCPBAJIbHOIO 111ara, 4To CHOCO6CTByCT KYJIbMUHAIIMOHHOMY HAIIPS’)KCHUIO; B ITOJIOKCHUHN CTa6I/IJII)HO-
BBIICPKAHHOW TapMOHMHM Yy OCTaIbHBIX TOJIOCOB 3BY4aT MHOTOCJIOWHBIC IEJaly, 3aKperuisis
TICHXOJIOTHYECKOE COCTOSHUE HANPSHKEHHOTO OYKUIIAHMS; K KOHILY BOCXOXKACHUS NOCTUTAeTCA P PEKT
9K3aJIbTUPOBAHHOCTH PEJIMTHO3HBIX YyBCTB U Bephl B bora.

ABTOpPCKMII METOJl «O0KMBIIEHUS» LIEPKOBHOTO TEKCTa BKJIIOYAET HEOJHOKpPATHBIE MOBTOPHI,
BBOJ NICAJIMOAUPOBAHHOI'O IMMPOMU3HOUWICHUA, aMCTPUUCCKOI'0 WJIM NEPEMEHHOI0 METPOPHUTMUUYCCKOI'O
IBIDKEHUS U ero peoOpa3oBanue. B kauecTBe mpuMepa, CBUAETENBCTBYIOIIET0 00 ITUX UMMaHEHTHBIX
3aKOHOMEPHOCTSIX, paccMOTpuM niecHonienue Nel 1 Tatdl nostru, HanicaHHOE JJIsl COMPaHO COJIO B XOpa.
WntepBanuka MonuTsbl 10 30 TakTa HE BBIXOAUT 3a IPEAEbl KBAPThI, UTO CO3JAET BIICYATICHUE «PEUU
HapacreB» MOJISILErocsi, HOIPY>KEHHOTO B COCTOSIHME OTPELICHHOCTH U Bompoiatomero ['ocnoga. B
MapTUH XOpa IKCIIOHUPYIOTCS HavalbHbIe ()pas3bl, KOTOPbIE B JaJbHEUIIEM HEPeXOsIT K COMUCTY —
MIPUEM, XapaKTEPHBIH ISl PUTYAIBHBIX LEPKOBHBIX CIIYXO0 (PECIOHCOPHOE NEHKE). XOp CONPOBOXKIAET
COJIBHYIO TIAPTHIO, 00pa3ys (hOHOBOE 3ByUaHHE Meaaneii Ha Piano (eHue 3aKPBITBIM PTOM), UTO CO31aeT
3¢ GEeKT COCPEAOTOUEHHOT'O COCTOSIHUS ITPY TEMOPOBOM MATKOCTH FAPMOHHUYECKUX CO3BYUHH B CBETIION
da-makopHOH ToHanbHOCTH. llpeobnamanue AMATOHMKH, IUIAralbHOCTh, IUIABHOE TOJIOCOBEICHHE,
HETOPOIIMBOCTDb 061uero JABWIKCHUA C IIJIABHBIMU IMOJABbEMAMU U CTIaaMU, METPHUUICCKAA U pUTMUYCCKasA
ACHMMETpUs, BapbHPOBAHHE WHTOHALMOHHBIX O0OPOTOB B  Tpolecce OepexHoil  quasi-
HUMIPOBU3AIIMOHHOCTH, H, YTO HEMAJIOBA)XHO — BO3BpAII€CHUC K HCXOAHOMY OMOLIHWOHAJILHOMY
COCTOSIHMIO, HO MHOTO, 0oJiee BBHICOKOTO YpPOBHSI — BOT XapaKTEpHbIE YepThbl aBTOPCKOI'O METO]a,
LIMPOKO MCHOJIb3YEMbIE BO Bcel JIumypeuu.

Takum 00pa3oM, MOXKHO KOHCTaTHPOBATh CTPEMIICHUE KOMIIO3UTOPa BOCCO3/aTh XapaKTEePHbIC
YepThl TPAAWLIUOHHBIX JUTYPrUUYECKUX MEJOAUWN HE TOJBKO B KOHCTPYKTMBHOM, HO M 00pa3HO-
CEMaHTUYECKOM OTHomeHuu. B MY3bIKAQJIbBHOM pPa3BHUTUU T'umnos MMPpEBAIUPYET HCHABA3YUBOC
CTpEMJICHHE K CO3[aHHI0 HE KPAaTKOBPEMEHHOTI'O THUITHOTHU3HPYIOLIETO NEHCTBHS, CHIOMHUHYTHOTO
HACTPOEHHS, a IOJTHOBECHOTO COCTOSHUS OJ1aroCTH, CIOKOMHOTO YMHUPOTBOPEHHSI, TIOJTHOT'O BBEPEHUS
cebst bory, 4to jocTUTaeTCs MHUPOKUM Pa3IMBOM CYyOBEKTHBHO-IMPUIECKOH cdepbl BhICKa3bIBAHUS,
KOTOpasi CTaja OCHOBOIIOJAraloulei B 00l XapaKTepUCTUKE MEIOANYECKOTO Pa3BePTHIBAHHUS.

IIpuHIUI cONOCTaBIEHUS Ma)KOpa U MUHOPA — XapaKTEPHBIN ITPU3HAK B KOHTEKCTE Pa3BUTHUS
MHOTUX TIeCHONeHU# Jlumypeuu, B 0OIEM >X€ TOHAIBHOM IUIaHE MPeoOIagaloT MaKOPHBIE
TOHAJILHOCTH, YTO CBS3aHO C XapaKTepOM 00pa3HOro KOJIOPHUTA FOCIIOICTBYOLIEro HacTpoenus: | — d-
moll; Il — d-moll; Il — d-moll; IV — B-dur; V — G-dur; VI — fis-moll; VIl — C-dur; VIl — F-dur,

16




STUDIUL ARTELOR SI CULTUROLOGIE: istorie, teorie, practica nr.1, 2019

B-dur, g-moll; IX — g-moll; X — B-dur; XI — F-dur; XIl — F-dur; XIll — F-dur, C-dur; XIV — C-
dur.

ITepexon k 71ag0BOM MPOCBETIEHHOCTH M TMOBBIIIEHUE POJM MaKOPHBIX TOHAJIHLHOCTEH B
MOCIEAHUX 4YacTSIX ONpEACNiAeT MPOJYMaHHOCTh M MOCTYNAaTeIbHOE MY3bIKAIBHOE pPa3BUTHE
napajuiebHO  PUTYAIBHOMY, KOTOpPO€ 00pa3yeT HEMaJOBaXXHBIH BTOPOH  3MOIMOHAIBHO-
TICUXOJIOTHYECKUIT yPOBEHb, COOOMIAIONINI CBETIIYIO MATKOCTh HACTPOWKE IPaMaTypradecKOTo
pa3BepTHIBaHUS.

BrieuaTtnenuio ypaBHOBEIIEHHOTO TEMAaTH3Ma, CTPOWHOCTH KOMITO3UIIMOHHOW CTPYKTYpPHI B
MIECHOINIEHUSAX CIIOCOOCTBYET CHCTEMa KaJlaHCUPOBAHMS, KOTOpas CYIIECTBCHHO JOMOJHAET U
3aKpeIUIsIeT AKCMO3UIMOHHBIE OO0pa3Hble TOCTYJIaThl TUMHOB. JIyXOBHBIM kaHp Jlumypeuu
MpenoyiaraeT W BBI3BIBAET K JKM3HHM HAPSAAY C TPUBBIYHBIMA (OpPMaMH KaJaHCOB ITOJIHOBECHO-
pa3BepHYTHIC JOMOJHCHHS, OCHOBOW JMJII KOTOPBIX CIIY)KAaT TOJBITOKUBAIOIINE CIOBA MOJHUTBBI:
«aliluia...», «amin...», «si in vecii vecilor...».

ApPXUTEKTOHHKA TaKUX 3aKITIOUYEHUN MOXKET UMETh Pa3sHOoOpa3Hyro (opMy: OT HEOOIBIIOTO
JIByXTaKTHOTO aonoiHenus (Mila Pdcii, T7.43—46 — nBykpaTtHOoe Amin) 0 CaMOCTOSATEIBHON 4acTh
(Imnul Heruvic; Venifi sa ne inchinam, tne mHorokpatHoe Aliluia BBUTHBAaETCS HE TOJIBKO B
CaMOCTOSITETbHYIO YaCTh, HO U KOAY € KOJIOKOJIBHBIMH I00OWISIIUAME). TakiuM 00pa3zoM, JOCTHTAeTCs He
CTONPKO KOHCTPYKTHBHOE PaBHOBECHE, CKOJBKO HTOTOBas CTYNEHb 3MOIMOHAIBEHO-CMBICIOBOTO
pa3BUTHSL.

OO003HAaYCHHBIN KOMIIO3UTOPOM JKEHCKHUH COCTaB XOpa ONpEACIHI BBIOOD TEMOpPOBO-
(haKTypHBIX CPEICTB, KOTOpbIe HE HAPYIIEHBI SKCIIEPHUMEHTANBHBIMI HOBOBBEACHUSMH U B IIETIOM
HaXOJSITCSI B COOTBETCTBHM C KJIACCHYECKMMH HOpMamH. M30paHHBIH e apceHal TPaJullMOHHBIX
NPUEMOB TOJIOCOBeCHUs, (akTypsl W (QOpMOOOpa3oBaHUS HE MPEACTaBIsieT TPYTHOCTEH st
WCTIOTTHEHHS MTPO(EeCCHOHANBHO MTOATOTOBICHHBIMI XOPUCTAMH.

CThucTHKa MY3BIKQJIBHOTO A3BbIKa ﬂumypzuu, KaKk MW HCKOTOPLIC MCETOJAbI pa3BUTHUA,
paccunTaHa Ha MPO(HeCcCHOHATBHO-TIOATOTOBICHHBIN XOPOBOW KOJUIEKTHB, YTO HE BCETIa SIBIAETCS
O6$I3aT€IH)HI>IM AJ1d IEPKOBHBIX MNPUXOOOB. OTCIOI[a HU3BECTHAsA CTCICHb TPYAHOCTU B HMCIIOJIHCHUMU,
CBSI3aHHASA C ajbTepalell CTyNeHeW, MYHKTHPHBIMH M TPHOJBHBIMH (OpPMYJIaMH, d3JIeMEHTaMH
UMUTAIMOHHOHN TOMH(OHUH.

C npoOiieMaMH WCIIOJHEHMS, HETMOCPEICTBEHHO KACAIOIIMMUCSA CTEIICHH BOKAJbHOMU
MOJITOTOBKY HEMPO(PECCHOHAIFHBIX XOPOB, COMPSHKEHO BBEJCHHE BBICOKOTO PETHCTPOBOTO HAKalla B
MApTUAX BCEX T'OJOCOB B PaMKax IOCIETHETO TaKTa, 3aKIII0YaloNero necHonenne Mulfi ani traiasca.
KomnnekTuBHEBIN IMPUHIOUIT UCIIOJTHUTEIILCKOr'0 IMpouecca B XOPOBOM NCHUU MPEABABIIACT K XOPUCTaAM
0co0ble TpeboBanus. I MOCTHKEHHUS OAHOPOAHOCTH 3ByYaHUS Ka)Iblil XOPUCT JOJKEH OTKA3aThCs
OT CBoen I/IHJII/IBI/I,Z[yaIILHOI‘/II MAaHEpPLI 3BYKOM3BJICUCHHUA U IIPpU TOMOIOHU <«3aTCMHCHUSA» WA
«OCBETIJICHUS», OKPYTIICHUSI WM OTKPBITOCTH HAWTH TaKKe Tpaflallii, KOTOpble OyIyT CIOCOOCTBOBATh
€NHCTBY, CIWTHOCTH TapTuu. [lJIs AOCTWKEHWs aHcaMONsi TakXKe WMeeT OOJNBIIOoe 3HAauYeHHE
TMCUXOJIOT'NYCCKOC CAUHOMBICIINE XOPUCTOB B TIOHUMAaHNHU 06pa3a 1 OIIYHICHUH 3BYKOBOI'O KOJIOPpHUTA,
TpeOyemMoro s ero BormomeHUs. Hapsmy ¢ #300pa3WTenbHBIMH M BBIPA3UTEIHLHBIMU
BO3MOXXHOCTSIMH, TeMOP OKa3bIBaeT TaKXKe BIUsHUE U Ha (hopMooOpazoBanue. Hanpumep, coxpanenue
Ha npoTsukeHun Ne9 Pre Tine Te laduddam TeMOpOBOM OAHOPOIHOCTH MOXKET IOCIYXKHUTh (DaKTOPOM,
CIOCOOCTBYIOIIMM IICJIOCTHOCTH TIECHOTICHUS M OTJIMYUIO €ro OT Jpyrux. Jupwmkep, kemas spue,
KOHTPACTHEE OTTCHUTh KaKOH-THOO pa3jes, MOJKeH HAWTH JJIi HEro HOBYIO TEMOPOBYIO KpacKy —
HanpuUMep, UCXOMs U3 xapakrepa pazuena Nel4 Multi ani, BLICBETIUTH B HEM TeMOD.

B uenom Jlumypeus B. Honaka npejmnonaraeT ee NpakTUYeCKOe UCIOJIb30BaHUE B KYJIHbTOBOM
putyainc, 0 4eM CBUACTEIILCTBYCT IMMOPAIO0K CIICTO0OBaHUA OGﬂSaTeJ'[BHBIX N NU3MCHSEMBbBIX LIE[CTGI‘/‘I, a TaK¥XKe
KpPYT HCIOJBL3YEMBIX CPEICTB, BBIOPAHHBIX C OPHCHTAIMEH Ha PYCCKYH0 XOPOBYIO KYJIbTYpY —
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pPacHeBHOCTh MENOJUYECKOW JIMHWH, €€ MPOTSHKEHHOCTh, CTWIb TOPKECTBEHHOTO (aH(papHOTo
3By4aHHs (HAIOMHUHAIOUIMX O IAapTECHBIX AYXOBHBIX KOHILEPTaX), OTCYTCTBHE MEIN3MaTHYECKOH
OpPHAMEHTAJIbHOCTH, OJIN3KKE TOHAJIbHBIE COOTHOLICHUS, FapMOHHYECKas (PyHKLIIMOHAIBHOCTh, BEIOOD
Y IPOYMaHHOCTb JIaJOTOHANBHBIX CBA3EH B LIEJIOM U B KaXKA0H U3 YacTeil.

E. MupoHeHKO yTBep)KAaeT, 4To «B cBoeM couynHeHHMH B. Yojak OepexHO coxpaHser
TPaJULMI0 HAIMOHAIBHOM KyJIBTOBOM MY3bIKH, HIYLIYH0 OT TBOPYECTBA OCHOBOIIOJIOKHHKOB
MOJIIaBCKOTO ucKyccTBa M. bepesosckoro, E. Manauuesckoro u I'. Mysuuecky. Bmecre ¢ tem, o
MPU3HAHUIO CaMOI'0 aBTOPA, OPUEHTUPOM B HalMCAHWUU Jlumypauy AJsl HETO CTAIH AUMypeuu pyCcCKUX
kommo3utopoB A. Apxanrenbckoro, II. UYecnokoBa, A. Kacraneckoro, II. YaiikoBckoro,
C. PaxmanuzoBa...». Jlazee My3bIKOBEIl HpPONO/DKACT: «XOTS KOHKPETHBIE ILUTAThl CTAPUHHBIX
NYXOBHBIX INECHONEHMH B coumHeHMH B. Yomaka oTCyTCTBYIOT, NMpH3HAKM 3HAMEHHOI'O pacleBa
OLIYIIAIOTCS OMaroaapsi aCKeTHYHONH MOHOAWYHOCTH, IEPEMEHHOMY METPY, CEKYH/IOBBIM JIBHIKEHHSIM-
«CMOJ3aHUSAMY, JUATOHUKE MONEBOYHOIO CKJIaJa C NEPEMEHHOM Jal0BOM CTPYKTYpOH, XapaKTepHOMI
JUIs1 LIEPKOBHOTO OOMXOIHOTO 3BYKOPAAa. ITO My3bIKa OUY€Hb COCPEIOTOUCHHAs, OTPEIICHHAsI OT BCETO
CYETHOTO0. B Tpamunusx Kiaccu4decKux Jumypeuii BhIAEP)KaHO (GOopMOOOpa30BaHue KaXI0ro Homepa:
aBTOp TMPHIEPKUBACTCS 3aKOHOMEPHOCTEW CTpoyHOW (OopMBI, OOYCIOBIEHHOH CTPYKTYpOM
JUTYPrHYECKOT0 TEKCTa, TOTUMHSIS My3bIKaIbHYIO MBICIIb €r0 aCHMMETPUUHOCTHY [2, ¢.105].

Jlutyprudeckas cmnennpuka, ¢ €€ JOTHKOW TEMaTHYECKUX CBsI3eH, WHTOHAIMOHHOM
3aBHCHMOCTBIO OT TPaJAMLMOHHOCTH pAacleBOB, OCHOBAHHBIX Ha TIONEBKaX, 3aKOHOMEPHOCTSIMHU
KaJaHCUPOBAHMUS, BBOJAOM PEUUTALUI B HEKOTOPBIC U3 Pa3eiioB, — B HEMAJION CTEIICHU 00YCIIOBIICHO
MPAaKTUYECKUM NpeaHa3HadeHueM Jlumypeuu B. Honaka 11st XpUCTHAHCKOTO OOTOCITYKEHHSL.

Cam xoMmo3utop B Oecelie ¢ aBTOPOM CTAaThbU JICKIAPHPYET CBOIO IMO3MIHUI0 B OTHOIICHUH
WCTIOJNIHEHHSI TyXOBHOM My3bIKH Tak: «K HCIOTHHUTENAM y MEHS OJHO IMOKEJaHHWE: METh AYXOBHYIO
MY3BIKYy HE QOpPMabHO, a ¢ TIIYOOKUM PEIMTHO3HBIM YYBCTBOM M IMOHUMAHHUEM TOTO, O YeM MOEUIb.
Tonpko TOrJa pPacKpoCTCsa HCTUHHBIN CMBICH HEPKOBHBIX TEKCTOB, TOJBKO TOrga TaKasd MY3bIKa
3a3BYYUT OCMBICJICHHO U BO3BBILICHHO, BOKAJIbHO IPAMOTHO U TAPMOHUYECKU CTPOIHO, MHTOHALIMOHHO
YHCTOM.

Bubauorpaduueckue ccblIKU
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B. IYBOCCAPCKHM, VIOLIN CONCERTO Ne2: POMAHTUYECKHUE
AHTHUTE3bI 1 UX ABTOPCKAS TPAHCKPUIIIIUA

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(epeHIMap YHUBEPCHUTAP,
AkanemMust My3bIKH, TeaTpa U H300pa3UTEIIbHBIX HCKYCCTB

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

B cmamve uccredyemcsi pasgumue RnOIUINEMEHMHO20 memamuyeckoco Komniexca Konyepma,
UBNIOJNCEHHO20 8 IKCHO3UYUU 6 BUOe PA3GEPHYMOU IIYMAPCKOU UMAPOBUIAYUL COTUPYIOWEl CKPURKU C
ebi0eNleHUueM CKOPOHO-0pamMamuiecko2o (8 21A6HOU napmuu) u JUPUKO-namemuyeckozo Hauala (6 nobouHou
napmuu). B pazpabomounom pazdene c60000HOU 0OHOUACMHOU KOMNOUYUU C DIIEMEHMAMU COHAMHOCMU U
npUBHaKamu  KpeweHoupylowel  Gopmbl  HauAlbHbIE MOMUBbL  0Oeux napmuii 6 YCI0GUSX — UHO20
MEMPOPUMMULECKO20 KOHMEKCMA U 8 pe3yIbmame NPUGIeYeHust NOIUOCIMUHAMHO20 U3NONCEHUsL, O0COObIX
noaughonuueckux npuemos (becKkoOHeuHo20 U NPONOPYUOHAILHO20 KAHOHO8) nodsepeaiomcs oedhopmayul, MeHsis
€010 0bpasnyio cywHocms. [10006HOe pasgumue nPuseno K UMEHEHUI0 NePEOHAYAIbHOU POMAHMUYECKOL
anmumessl U ONpedeIusio mpazuieckyio konyenyuio Konyepma.

Kniouesvle cnosa. nonusieMeHmHbll  MeMAMU4eKuti  KOMMIEKC,  Kpewenoupyiowas ¢opma,
RONUOCMUHATNHOCTb, HECKOHEUHbLIL KAHOH, NPONOPYUOHAIbHBLIL KAHOH, POMAHMUYECKAs. AHMUme3d

In articol este cercetatd dezvoltarea complexului polielementic tematic al Concertului, prezentat in
expozitie ca 0 impovizatie desfasuratd, de facturd lautareascd, 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 trasdaturi ale formei crescendo, motivele initiale
ale ambelor teme sunt supuse deformarii, 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, antiteza 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 Jlyboccapckuii, TalaHTIUBBI MOJIABCKHM KOMIIO3UTOp, ajbTHCT, IPEKPACHO
BJIQJICIOIINIT MTPOM Ha CKPHIIKE, NPEnojaBaTelb, BOCIUTABUIMK 3a TOABI CBOEH I€AaroruuecKoit
JIeSITSIILHOCTH TIJISy MOJIOJIBIX HCIIOJHUTENEH, HelaBHO yiesl U3 Ku3HU. CHMBOJHMYHO, YTO €ro
JMIUIOMHON paboToii o okoH4YaHuu By3a B 1973 roay 0wt IlepBsiii ckpunuunbiii kormept [1]. Violin
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concerto MNe2 (mocnemHmii W3 INECTH HMHCTPYMEHTAIbHBIX KOHIIEPTOB)! BhIIEN W3 MHOA Iepa
koMmmo3uTopa B 2011 roay 3a HECKOJBKO JIET J0 ero 0e3BpeMeHHOUW KOoHYHHEI. [IponsBeneHue ObLIO
HaImMcaHo 1o mpockde BeimyckHrnka boprca CemeHOBHYA, HBIHE 3HAMEHHTOTO CKpHUIIa4a, HAPOIHOTO
aptucta Monznossl Minana ['pipHENa M TOCBAILIEHO EMY.

OneHka 4YeThlpeX KOHILIEPTOB, MOSABUBHIMXCA B 80-€ IT., OTpakeHa B KallUTAJIBHOM TpPYZAE
E. MuponeHko, r/ie aBTOp MOHOTpa(uH MHUIIET O MPOJOIHKEHUN TPAJAUINN KIACCHIECKOTO HUTPOBOTO
KOHIIEPTA-COCTA3aHUSI (TpEX4acTHOE CTPOCHUE IIMKIOB, TEMIIOBBIE KOHTPACThI), O JIEKCHUKE
«YHUBEpPCAJIBHOIO XapakTepa C acCCUMWISILUEH OTHAEJIbHBIX CTUJIEBBIX 3JEMEHTOB TBOpPYECTBA
. HlocTtakoBu4ay, HOTYEPKUBAECT, UTO «MY3bIKa KOHLIEPTOB HE IPETCHYET HA PACKPBITUE CEPhE3HBIX
(UIIOCOPCKUX 3aMBICIOBY, BBIACISS KOHUEPT Busanrvouna Ans Has U CUM(OHHYECKOTO OpKecTpa B
CBSI3M C OTPaKCHHUEM TOTUCTHIINCTHYICCKUX TeHAeHIMA [2, ¢.180—181]. IIpuBeacHHBIN BHIIE OT3HIB
tunryer i kputuku 70—80 rr. mponuwioro Beka, KOTOpas HaxOoAuia «POJUMBIE TSATHA» BIUSHUS
tBopuecTBa lllocTakoBrya B mpom3BeACHUAX pa3HBIX xkaHpoB b. Jlyboccapckoro, ¢akrtudeckn
OTKa3bpiBast eMy B (DOpMHUPOBaHWW COOCTBEHHOTO cTwWisl. OIHAKO, DS MCCIETOBAaHUI TBOPYECTBA
KOMIIO3UTOPA B MEPBBIC ACCATHIICTUS TEKYLIETO BeKa, CPEAH KOTOPBIX: TUIIoMHas padbota U. benteit
[3], ananmutiaecknii ouepk I. Kouaposoii [4], cTates A. BapmausH [5] 3HaUUTENbHO KOPPEKTHPYIOT
MIPEeKHUE OIICHOYHbIE CYXACHHS, IOKa3bIBasi, 4TO YK€ B MpousBedeHHsXx 80-X IT. OTYETIMBO
MPOSBUJIINCH Ba)XKHEWIIME CTUJIEBBIE KOHCTAHTBI: POMAHTHYECKHE TapaMeTpbl AIKCIPECCHUH,
CBOEOOpa3Hasi TPaKTOBKAa MPHWHIMIIA MOHOTEMATH3Ma, IIOJHMAJIEMEHTHAs CTPYKTypa TeMaTh3Ma,
XapakTepHble OCOOCHHOCTH Jpamaryprud couymHeHuid. B cratbe T. My3blku, crnenuaibHO
nocBAEeHHOM CkpunuyHoMy KoHLEepTy No2, pa3BHBAlOTCS IOJIOXKEHHS O HEOPOMAHTHYECKHX
TeHIeHIUAX, uaymux oT @. Jlucta u M. PaBens, BIUSHUN CKPUTTUIHON MY3BIKH [[. DHECKY, TATOTCHUA
K 3KCIIEPUMEHTY, O POJIM IMPHUHIUIA MOHOTEMAaTHU3Ma, 3HAYHMMOCTH HAIlMOHAJIBHBIX KOpHEH. ABTOp
CTaThH JaeT XapaKTEPUCTHKY CTPYKTYPHI COYMHEHHS KaK KOHIIEHTPUYECKOW (POPMBI C AIIEMEHTaMH
COHAaTHOCTH, TMPEACTaBIsAsl €€ B BHAE HAITSAHONM CXEMBl, OIpeleNseT XapakTep pa3BUTHS
MHOTOCTYIEHYATON JpaMaTypruu ¢ TparuaeckumM GpuHagoM B pernpmse [6, c.208, 211]. Cnenyer, omHako
3aMeTUTh, 4To aHanu3 KonmepTa 0bu1 BeIMoaHeH T. My3bIKoii Ha OCHOBE KJIAaBHPA, 10 OKOHYATEITHPHOTO
3aBEPILCHHUS KOMIIO3UTOPOM MApTUTYPhl COYMHEHHS, MMO3TOMY B OpOHMTY €€ BHMMaHHs HE BOILIH
BOIIPOCHI OPKECTPOBOM (akTypsl W, TEM OoJjee, NeTalu pealu3aliy MoMH(pOHNIECKUX NMPUEMOB B
OpPKECTPOBOM KOHTEKCTe. B maHHOH cTaTthe Cyry0o TEOpeTHYecKOro IulaHa cliellaHa TIOMBITKA
3allOJIHATh HEKOTOpBhIE AaHAMTHUYECKHE JIAKyHBI B IMPOIECCE PacCMOTpeHHs TpaHChopMaIuu
MOJIUTEMATHYECKOI0 KOMIUIEKCA, aKLIECHTUPOBAaTh COBPEMEHHBIE MPUEMbI OPraHU3ALUU OPKECTPOBOU
(dakTypbl, 0OCOOCHHOCTH APaMaTypPruyeCKOro CTAHOBJCHHUS B COYMHEHHH, a B UTOre OOOCHOBAThH
MIPaBOMEPHOCTH Tparnyeckoi konuenuu Konuepra.

Bropoit ckpunuyHBI KOHIEPT OBUT HANWCAH U BBIJAIOLIETOCS HWCIOIHUTENS, MO3TOMY
MapTys COJUPYIOMIEH CKPUIIKH KOHIIEHTPHPYET B cede camble spKHe, 3MOIMOHAIBHO HACBILIICHHbIE
WHTOHAIUH, OTJIMYAsICh BMECTE C TEM U BBICOUYAWIIUM YPOBHEM BUPTYO3HOCTH. J{JIs 3KCIO3UIMHU BCEX
OCHOBHBIX TEMAaTUYECKUX 3JIEMEHTOB B BUI€ CIIOHTAHHON MMIIPOBU3AIIUH COJHCTA KOMITO3UTOP M30pai
KAHPOBYIO MOJIebh NOWHBI. Ee HadambHBII MOTHB — COYETaHWE TPHOJIBHON WHTOHAIMU B 0O0BeMe
YMEHBIIEHHOW TEPLUUU C HHUCXOJAIICH YBEIIMYCHHOM KBapTOi (QOKycHpyeT B cebe OrpoMHOE
HanpspkeHue. HeoJHOKpaTHO MOBTOPSISICh, CJIOBHO OyJopakaiiasi MO3T HaBS3UMBasl TATOCTHASI MBICIb,
3TOT MOTHUB BapbUPYETCsl, COXpaHssi TEM He MEHee CBOM xapakTepHbIi mpoduis. B npouecce pa3surus
K HEMY TIPHUCOETUHSIIOTCS BOCXO/ISIINE KBAPTOBBIE CIEIUIEHUSI B aMOUTYyCe OOJIBIION CENTUMBI, @ TAKKE
HUCXOJSIIME TaMMOOOpa3Hble MOTHBBI C YBEJIMYCHHOW CEKyHJOH M HUCHAJAOIIMMK NpeabeMaMH,
XapakTepHbIMKU Uil (OJIBKIOPHON JoWHBI (TpuMep 1). boraTcTBO WHTOHAIMOHHOW TANUTPHI B

! Kcepokonuu aBTOPCKON mapTUTypsl U Kinasupa Violin concerto Ne2 B. Jlyboccapckoro Xpassrcest B 6UOIUOTeKe
AxkajnieMiu My3bIKH, TeaTpa 1 n300pa3uteibHbX nckyccTs (Kummnes, Pecrry6mika Mosnnosa).
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MEJIOUYECKOW JIMHUM CBA3aHO C IIOCTOSHHBIM JIQJOBBIM KOJIOPUPOBAHUEM, OOYCIIOBJIEHHBIM
BapUAaHTHOCTBIO CTYICHEH M Pa3HOHANPABICHHOCTBIO MX TATOTEHHH, CMEHOW HarypaibHOro g-moll
JIOPUICKUM € BBICOKOU IV CTyIeHb10, a 33TEM MUHOPHOTO J1a/1a C TEM K€ YCTOEM C HU3KOU V CTYyNEHbIO
U, KPOME TOTO, C MOSBJICHHEM MOTCHIIMAIBLHOTO YCTOs 0, HAMEUEHHOTO MHOTOKPATHBIM TIOBTOPEHUEM
JaJJ0BOTO TPUTOHA (—CiS. DTOT MOJMDICMEHTHBII TEMAaTHYECKH KOMILICKC, BBINOIHSAS (YHKIHIO
IJIABHOW IapTHH, Pa3BEpTHIBAETCS B BUAE IBYX BOJIH; BTOpas, BIBOE KOpOUY€ MEPBOM, HAUWHAETCS
M3JI0)KeHUEM MY3BIKaJIbHOTO MaTepHaja B OPKeCTpe y MEPBbIX CKPUIIOK H anbToB (T.16) 1 mpeaBapseT
HOSIBJICHUE 3KCTATHYECKH BOCTOPXKEHHOM, ¢ yepTaMu madoca modouHoi Tembl y ckpunku SO0 (1.2,
npumep 2) OTTEHEHHOH, BMECTE C TEM, CKPBITHIMH WHTOHALMSAMH Ie4add. JTOT SPKUHA Hpumep
JDYTapCKONH HMMIIPOBHU3AIMM OTJIMYAETCS IOBBIIIEHHBIM SKCIPECCUBHBIM TOHYCOM, IIMpOYANIINM
PETHCTPOBBIM  Pa3BOPOTOM  MENOAWYECKOW JIMHWH, apdEeKTHpOBAHHOW Tomaded  KakIoTo
TEMaTU4eCKOTr0 MOTHBA, BUPTYO3HOCTHIO KaK IMoKa3aTeseM 0co0oro apTiuctuzMa. bpockas Hucxonsmas
KBapTa C BEPUIMHBI-MCTOYHHKA C TPUOJBHBIM OIEBaHHEM V cTymeHH Mukcomuauiickoro C C
«mepuanuem» ero Il cTyneHu naeT MMITyJIbC MATETHUYECKOM NEeKJIaMalWd, pa3BOpPadyHMBAIOLICICS C
MPEIEMHBIM BbIIEJICHHEM KaXKIOT0 MEJIOJUYecKoro ycros. [lonHoTa 3MOIMOHATBHOTO BBIPAXKEHHUS
yCHUJICHA TakKe Onarojapsi SpKOCTH UX TEeMOPOBOTO M I'apMOHHMYECKOIO MOMYEPKUBAHMS CTPYHHOMH
rpynmoii u apdoit (orknonenusimu B F-dur, f-moll ¢ moka3om ero maxopHOi, 3aTeM MHHOPHOM
CcyOZOMWHAHT, BBEIEHHEM CYOJIOMHUHAHTHI TOCHe ambTepupoBaHHoro D; (T1.27-28). HampsoxeHHOE
rapMOHHYECKOE ABWKEHUE MOATOTABINBACT KyJIbMUHALIMOHHBIN B3JIET B IAPTUU COJIKCTA B JIUIUKICKO-
nopuiickoMm G ¢ Bapuantamu 11l u [V cTyneneii, a 3aTeM 3QQeKTHBIN CIBUT B IBaXK/IbI TAPMOHHYECCKHH
A-dur, KoJIOpHUPOBaHHBI XPOMATHUECKUM «IILICH(OM» BUPTYO3HEHIIHMX MacCaell IUMOaTIbHOTO THITA.
NMeHnHO B paMKax HUMIPOBHU3AIMM, SKCIIOHHUPYIOLIEH JB€ KOHTPACTHHIE IO HACTPOEHUIO TEMBI,
KPUCTAIUIM3YETCS POMAHTUYECKash aHTUTe3a CKOPOHO-IpaMaTHYeCKOH M CBETJION, BOCTOPKEHHO-
MaTeTHYeCKoi 00pa3HOCTH.

Orpomuas paspaboTtounas yactb Konnepra (11.5-15), oTMeueHHast SpKUM TEMIIOBBIM CABHTOM
Allegro, comepkur VI pasmenoB, BKIOYas KaJeHIMIO coiucta. Kaxaplii U3 HHUX Oasupyercs Ha
BBIJICJICHUH TEMAaTUYECKUX MOTHBOB U3 TJIABHOW M MOOOYHON TeM, aKIIEHTHPOBAHUH UX «POJIEBBIX» U
KOMITO3UIIMOHHBIA QyHKIMH. B ycloBUsIX KapIWHAIBLHOTO N3MEHEHHSI METPOPUTMUYECKUX YCIIOBHI U
croco00B (PaKTYpHOTO M3JIOKEHHUSI OHU ITOJIBEPratoTcs )KaHPOBOM 1 00pa3Hoil nedopmaryu. Passurue
MY3BIKJIbHOTO MaTepHaja UAEeT Mo KPEeUeHIMPYIOLIeMy TPUHIIUITY, TPEPHIBAsICh KPATKUM JIUPUUECKUM
snmu3oxoM Andante (ir.12), U compoBoXKIaeTCss YCKOPEHHEM TeMIIa M IPOTrPECCUPYIOLIMM yCUIICHUEM
JUHAMUKU. 3epkaibHas penpusa B Temie Presto (1.16), BocmpuHUMasCh IMocjie KaACHIMH Kak
NPOJIOJDKEHUE pa3pabOTKH, BBIMONHIET QYHKIMIO KYJIbMUHAIIMK COYMHEHUS, 3aBEPIIAEMOro KOJIOW-
katapcucom (Andante, 1.231).

I BcrymurensHBIA pazgen paszpabotku (1.5—6) cocTouT W3 Tpex (a3 JUHAMUYECKOro
HapacTaHusl. BaKHYI0 pOJIb KHMHETHYECKOTO HMITYJIbCA BBIMOIHAET MOTHUB MOtto a—b-cis—d-a wu3
3aBepiieHus riaBHOW Tembl (T.20), BapuaHT KoToporo a—h—c—des—-a, oTkpeiBas pa3paboOTKy,
UCTIOJIb3YETCs Aajiee B PA3HBIX JIAJAOBBIX MOAU(DUKAIMAX B MPSIMOM 1 0OpalIeHHOM BUJIE, TIOSIBIISSACH B
pa3HBIX IIacTax OpKecTpoBoi (akTypsl. B meproii aze (1.48—51) HaunHaeTcs paccrioeHne GaKTypsl
Ha XapakTepHbIe TUIACTBI: MOTUB MOtt0 y HU3KUX CTPYHHBIX MOIYYaeT SPKHiA, CIOBHO OJMK MOIJHHH,
OT3BYK B «IIUMOQIILHOMY TIacCaXXe COIMPYIOIIEH CKPUIKH Ha OHE TPEMOJIHUPYIONIEH TIeJall B IPYTITe
CKPUIIOK. Bblenenne ceKyHIOBbIX MHUKPOMHTOHAIMI B MHBEPCUH M YBEJIHYCHUH (CKpunka SOl0 —
HU3KHE CTPyHHbIE) HaMe4aeT TPOTPECCHPYIONIYI0 TEHIEHIMI0 KOHTPACTHOTO  JIBHKEHUS
MEJIONMYECKUX JIMHUH. 3ampikaronie a3y HWMHUTAUUOHHBIE TEPEKIMYKH B COYETAHHU C
BBINIIEYKa3aHHBIME OCOOCHHOCTSIMH OPKECTPOBOTO HM3JIOKEHHs CO3/Ial0T aTMocdepy HamnpspkeHHOTro
OXXUJAHMsI MPEICTOSANINX «coObITHi» (mpumMep 3). Bropas ¢asza (1.5-60) HauMHAETCS C MOSIBJICHUS
HOBOTO IHMMOAJBHOrO OCTMHATO Y ()aroToB, MOIAEPKAHHOTO APTHUKYJIMPOBAHHBIM OCTHHATHBIM
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IUIACTOM HU3KHUX CTPYHHBIX, U MOTHBa MO0 y BaJNTOPH B YETBEPHOM YBEJIMUEHHUU, KOTOPBINA POXKIAET
MOIIHBII UIMUTAIMOHHBIA OT3BYK B BHJE €T0 AyOIMPOBAaHHBIX MEIOANYECKUX BAPHAHTOB B MPSIMOM U
IIPOTUBOIIOJIOKHOM IBIKCHUH Y (DIeHT 1 KnapHeToB. Bee 3T0 conmpoBokaaeTcsi HEYKIIOHHBIM POCTOM
nuHaMuKH. B Tpetbeil daze (11.6) 3Bydanue MoTHBa MO0 y HU3KHUX CTPYHHBIX U (aroToB YCHICHO
UMHTAlel B yMEHBILICHHYIO AyOJeUMY Y (haroToB M KJIIapHETOB, KOTOPasi laliee JaHa B IEPECTaHOBKE
BO BJIBOIHE-TIO/IBIDKHOM KOHTpamyHkTe. Ha sTom ¢one B maptum cosucra Ha ff Bo3HuKaer HOBoOe
nUMOaNbHOE OCTHHATO, HIDKHUM CKPBITBIH TOJOC KOTOPOrO — HHCXOAAIIAS CEKyHAa B ABOHHOM
YBEIMYEHUH — CTAHOBHUTCS OCHOBOH MEJOAWYECKON JIMHUM HU3KUX CTIPYHHbIX M (haroTos.
ITocTpoenHast BHavase 10 NPUHLUILY CTPYKTYPHOT'O CXKaTHsl, OHa, CJIOBHO PacKpy4HMBasCh IO CIIMPaIN
U HaOupas Cuiy, MMOCTCNICHHO MOJHUMACTCS BBEPX M CKAHAMPYET TEPIOBYIO IOMEBKY Cis—dis—e,
OTTEHSEMYI0 KOJIKUM XPOMAaTHYECKHM JBW)KCHHEM HHCXOJIIMX OKTaB y ckpunku SOl0. Bee 3to
MOJTrOTaBIMBACT MOSIBICHUE 1e()OPMUPOBAHHOTO HAYAILHOT'O MOTHBA IIaBHOW maptuu Bo Il paznene
paspabotku (11.7-8).

CkopOHasi MeOWTaTHBHAs WHTOHALUS B MApTUM CONUPYIOIIEH CKPUIIKH B MpPayHOM
¢purniickom fis-moll ¢ muskoii Il cryneHslo, B yCIOBUSX PEryJIsipHOrO MeTpa Ha (JOHE OCTHHATHO
MyJAbCUPYIOIIETO TapMOHMYECKOrO IUIacTa BCEH CTPYHHOW TpymIbl MPHOOpETaeT BOMHCTBEHHBIH,
arpeccuBHbI xapaktep (mpumep 4). CiermieHne ¢ aKTUBHBIMH TEPLOBBIMH MOTHBAMH U3
BCTYNUTEIBHOTO pa3/iela YCUJIMBAET SHEPrUI0 €€ IOCTYINaTeNbHOro ABIKeHUs. bojee mioTHomy
M3TI0’KEHUIO TJIABHOW TeMBI Y KJIapHETOB U (aroTos (T.81-84) KOHTpammyHKTUPYET 3JI0BEIIee 3ByIaHue
TPUTOHOBOTO BapHaHTa MOTHBa MOtt0 M yCTpEeMJICHHBIC BBEPX BHXPEBBIC Maccaku CKpUIKH SO0,
KOTOpBIC UyTh JTANIbIIIEe OTTEHIIOTCS U3IIOMaHHOM (Quryparuei y kcrtodoHa, BudpadoHna u apdsr. Eme
OoJsiee MOIITHOE 3ByYaHHE HAYallbHOrO MOTHBA TJIAaBHOM TEMBI y CTPYHHOH TPYIIBI U KJIapHETOB (11.8)
00YCJIOBIEHO BO3PACTAHUEM PHUTMHUYECKOW M TEMAaTHUYECKOW IUIOTHOCTH (aKkTypbl B pe3yibTaTe
UCIIOJIb30BaHUsl npueMa OeckoneuHoro kanona (1.87-88, 91-92). B tperbem pasmene (11.9-10),
HAIMCAaHHOM B JIBYX4YacTHOU (hopMe C DJIEMEHTOM PEMpPU3HOCTH, TIIaBHASI TeMa JBaKAbI TIOSBIISETCS B
JBOWHOM YBEIMUEHHH: BHAa4ale €€ MPOBOIAT (aroTel, KIAPHETH B HU3KOM PETUCTPE U ANbTHI, 3aTEM
HU3KWE CTpyHHBIC. BHadane ee MpagHoe, rpo3HOe 3Bydanue (1.93-96) penpedHO BeigenseTcs Ha GoHe
«IIJISICOBOTO» BapbHPOBAaHHOTO OCTHHATO BAJITOPH M YAApHBIX, BUXPEBbIX Maccaked conmcra U
TpeMonupyoomeil nexanu ckpunok (npumep 5). 3atem (1.97-102) Tema compoBokgaeTcsi OPOCKUM
TaHIIEBAJbHBIM OCTHHATO CKpUMKH SOl0 ¢ XapakTepHOW CHHKOIOW, MOJYEPKHYTOH may3od H
AKIICHTHPOBAHHBIM TaPMOHMYECKHMM OCTHHATO D—€-a CTPYHHBIX ¥ BBICOKHX JICPCBSHHBIX.
[lokaszarenbHO, YTO arpeccuBHas AWHAMHKa MEJNOAWYECKOr0 OCTHHATO YyCHJIMBaeTcs Ojaromapsi
MOBBIIIEHUIO €€ PUTMUYECKON IUIOTHOCTHU 3a CHET PEeNeTHIMH 3BYKOB M HCKIIIOYEHMIO Tay3 INpHU
noBTropeHuy. [lapagokcanbHbIi >KaHPOBBIM KOHTPACT KOHTPAILYHKTHPYIOIIKX [JIACTOB IEMOHCTPUPYET
TPOTECKHOCTh M (DAHTACMOTOPUYHOCTD MY3BIKAIBHOW «CUTyaln». Bo BTOpOil yactu 3TOTO pasiena
(1.10) mpowcxoAWT HapacTaHWE JPaMaTUYECKOTO  HAMpsDKEHUs  Onarojgaps  BO3PACTaHHUIO
JUCCOHAHTHOCTH B IIYJIbCHPYIOLUIEM TapMOHHYECKOM OCTHHATO, HACBHIIEHHOM HHTEpBalaMu
YMEHBIICHHON U YBEIMYEHHON KBHHTHI, OOJNBIION CENTUMBI, B CONPSIKEHUH C €r0 TOPU30HTAIbHBIMU
BapHaHTAMH B NapTHM COJHMCTA. OTO IOJMOCTUHATO TMpeABapseT NPONOPLHMOHAIBHBIN KaHOH,
MTOCTPOEHHBIN Ha MPOTHUBOJABMKEHUN PACXOASAIINXCA XPOMATHIECKUX JTMHUM: HUCXOASIIAS U3JI0KEeHa
BUJIE JMCCOHAHTHOTO TIACTa B pa3mepe 3/4 (CKpUIIKH, BUOJIOHYEIH, KOHTPa0achl), BOCXOsIIAs — Ha
2/4 3ByuuT y BaJITOPH, AyOIupoBaHHBIX anbTamu (T.107—112). MeTpruueckoe npoTHBOpeUre B KaHOHE
YCHJIMBAETCSl B MOMEHT ITOSIBIICHHA 3JIEMEHTA PENPU3HOCTH — CKaHAWPYEMOTO B TPHOJIBHOM PUTME B
YeTHIPEXA0JILHOM METPEe OCHOBHOI'O MOTHBA IJIaBHOM NapTuu y conucta. Ha nuke kynbmuHannu (.11,
ff) MpauHbIii MOTHB MOtLO, «Bpalascky y GISHT 1 KIIapHETOB B OeCKOHEUYHOM KaHOHE B §-MOll ¢ Hu3Koi
V cryneHplo Ha (pOHE TPEMOJUPYIOMIETO TPE3BYUMS €ro MaKOPHOH CyOJOMHHAHTHI, TEMaTHYECKH
3aMbIKasi TPETUH pa3zei, B KOMIIO3UIIMOHHOM IUIaHE CITYKHUT Ha4aJloM CIIeLyIOLIEero 3Tana pa3paboTKH.
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OpHako MOSIBICHHE Y BAJTOPH MOTHBA MOIO B [BOMHOM YBEIMYCHMH, CIMIIKOM KOPOTKUM
JUHAMUYECKUH crajl BBI3BIBAIOT BIEUaTICHHE TOPMOKEHHUsI, 0OpBIBa MOCTYMATEILHOTO IBHKEHUSI.

Omuzon Andante (IV paszen, 11.12) (mpumep 6), HaIMCAHHEBIA B IPOCTOM TpeX4acTHOH popMme,
TEMaTHYECKH CBA3aH C JKCIO3UIMEeN ocHOBHBIX TeM Konuepra. Menoauueckas NHHUS y COJMCTA,
BKJTFOYAIONIAsl HAYaIbHYI0 WHTOHAIMIO TTOOOYHOI TeMBI, CICIUICHHOH ¢ MOTHBOM €—0—CiS—d riaBHOI
TEMbl, CIOKOMHOI0, CO3epLATEeIbHOI0 XapakTepa pPa3BHBAeTCA B BbICOYAMIIEM perucrpe Ha (oHe
0apKapoJIFHOTO aKKOMIIAHEMEHTa BBICOKHMX AYXOBBIX M KPacOYHBIX aKKOpJAOB E maskopo-muHOpa y
CTpyHHOH rpynmsl. B cpeaneil yactu npo3pauHast ¢pakTypa oXHUBIsAETCA O6jarogapsi IMUTaLlMOHHOMY
JIUaJIoTy COJHpYIoUed CKpHUIIKH W KiapHeToB (T.127-130), mamee moanepKaHHOMY BaJTOPHAMH,
KOTOpBIE U HAUWHAIOT pENpu3y 313013, BHaUaje ABYMs OKTaBaMHU HIDKE, a 3aTEM Ha MPEKHEH BBICOTE.
Jlupuka snu3ona, MMIIEHHAss CTPACTHON NMATETHUKH, BOCHPUHUMAETCS KakK AaJeKOe BOCIIOMHHAHHE O
NPEKHUX «COOBITUSIX». B nmpamarypruueckom mmiane Andante paspbiBaeT HauaTblii paHee MOTOK
JIPaMaTHYeCKOTO pas3BUTHA. TeM spdue BOCIPHHHMMAeTCs Brop:keHme V paszmena Vivace (u.13),
OTIIMYAIOILETOCS arPECCUBHOCTHIO U HEUCTOBOCTBIO BBIPAXKECHHBIX B HEM 1yBCTB.

B oanouactHoit kommo3uimu Koniepra Vivace, BbINONHsS GYHKIHMIO CKEPIIO, MPEICTABISCT
co0oil mampHeWmmiA dTan pazpaboTku. [lo rpynmupoBKke TEMaTHYECKHUX DJIEMEHTOB M MpUEMaM HX
TpaHchOpMallM B HEM YeTKO BbIieneHbl Tpu (aspl. B mepBoil akTHBHOE pa3BHTHE MOTyYaeT
TPUTOHOBBIII BapHaHT MOTHBa MOtt0 B coYeTaHMHM C KBAapPTOBBIMHM INAaraMd H BOCXOISIINM
XPOMAaTHYECKUM JBIKEHUEM. VIpperysipHbIi PUTM MEJIKMX CHHTaKCHUYECKHX CTPYKTYP B YCJIOBHSX
MSTHIOIBHOTO METpa 5/8 pKo mepeaaeT Xxapakrep Bo30YKIESHHOTO, CTUXUIHHOTO JABMKEHUS. | naBHas
MEJIONMYECKAs] JIMHUS ~ CONHUPYIOLICH CKPUIKH  YIUIOTHSeTCs  Onaromapss  BOJHOOOPa3HOMY
XPOMaTHYECKOMY KOHTPAIYHKTY BHOJIOHUENEH U arotoB. HampsbkeHre 3HaunTeTbHO BO3pacTaeT Npu
JIBYXT'OJIOCHOM H3JIOKEHHUH TPUTOHOBOTO MOTHMBA B MAapTHUH COJIUCTA M €r0 MMHUTAIUA B HPIMOM
JIBIKCHHUH JIEPEBSHHBIMHU TyXOBBIMH B OeCKOHeuHOM KaHOHE (T.144-148), a 3aTeM npu KOHTPACTHOM
JIBUKCHUH YKa3aHHBIX BhIIIE TUIACTOB. Bee 3T0 moAroraBnuBaeT BTOpyro dasy (11.14), rae nossusercs
nehOpMUPOBAHHBIA BapuaHT TIABHOW TeMbl B pa3Mepe 5/8 ¢ BBIOEIIEHHEM TPENbI0 MHOTOKPATHO
CKaHJIUPYyEeMON MHTOHAIMH YBEJINYEHHON KBapThl. ETo M30)keHrne B KOHBYJIBCUBHOM PUTME B TpyIIIe
JIEPEBSHHBIX JTyXOBBIX, IyOINPOBAaHHOE BaJITOPHAMH, 3BYYHT CIIOBHO JUKHI TUIAC B aTMoc(hepe Oprum.
BupTyo3Hbie ABYXTOJIOCHBIE TACCAXKH COMUPYIOLIEH CKPUIIKM IBOMHBIMU HOTAMHU C PETIETHLNI 3BYKOB
YCHJIMBAIOT 3JIOBEIIMH KOJIOPUT MY3BIKAJIbHOW «KapTUHBD (mpumep 7). [lanbHelinee pa3Butue
MEJIOIMYECKOW JIMHUU COJINCTA, KOHLEHTPUPYS B cebe CEeKBEHTHOE pa3BUTHE MOTHBa MOtto,
nonrorasiuBaer Il pasy — nosinenue B pasmepe 3/4 BapuaHTa riiaBHON TEMBI, KOTOPBIA UCCTYTUICHHO
MOBTOPSIETC B MOIIHOM KYJIbMHHALIMK, AyOJUPOBAaHHBIA BCEMH JOyXOBBIMU U CTPYHHBIMH
uHcTpyMentamu (T.174-178). Kparkuii AHHAMHUYECKHH CIIajl, OTMEUSHHBIN Pa3peKeHUEM OPKECTPOBOI
3ByYHOCTH, PEMHUHHUCIICHIIMEH MOTHBOB 13 Andante u teproBeix MoTHBOB 13 Il pasziena pa3paboTku
(1.79-80), BBITIONHSAET (PYHKIUIO CBA3YIOIIETO TMOCTPOCHHUS K KAJACHIWU conmpyromei ckpunku (VI
paszena paspaborouHoit yactu Konuepra).

Kanennust comucra mpeacrasisieT coOoi HMMITPOBU3AIMIO, MOCTPOSHHYIO HAa MarepHaie
IJIABHOW TeMbl M MHTOHAUMAX MoTHBa MOtt0 B adQeKTHUpOBaHHON pEUYUTATUBHONM MaHepe,
CBOMCTBEHHOM JIDYTApPCKOMY UCIIOHUTENBECKOMY CTHIIIO, U OTpa)kaeT KPaHIOIO CTETIEHb SK3aJIbTal[H
B BBIPAKEHUU CKOPOHBIX YYBCTB.

O6mas 3epkanbHas penpusa Konnepra (u.16) B Temne Presto HaunmHaeTcss Ha TOHHYECKOM
OpraHHOM ITyHKTE H3JI0)KEHHEM MOTHBA W3 IBYX KBAapT, KOTOPHIH OBUI YaCThIO SKCIIO3UIIOHHOTO
M3JI0KEeHUsT ThaBHOM Tembl (T.2-3). TokkaTHOe BapHWaHTHO-OCTHHATHOE BOCXOJILEE JABHKECHHE
MEJIOANYECKON JIMHUM TapTHH COJKCTa COMPOBOXKAAETCS WMHUTAIIMOHHBIMHU TNEPEKINYKaMH MOTHBA
motto y ¢uedT M KIapHETOB B CBOEM HW3HAYAIBHOM BHJIE, 3aTE€M €ro BapHAHTAMH B UYETBEPHOM
yBENMYEHHH Y (ParoToB, HE COBMAJAIOIIMMH TI0 CBOEH CHHTAKCHYECKOH CTPYKTYype C UYICHEHHEM
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ocHoBHOM JHUH (T.191-193). IlosBACHHE XPOMATHUECKOrO KOHTPAIyHKTa BaJTOPH U (ParoroB B
TpexaoiabHOM MeTpe (T.195-197) cosmaeT sipkoe METpUYECKOe MPOTHBOPEYHE IUIACTOB JTYXOBBIX U
CTPYHHBIX HHCTPYMEHTOB. MakCcHMaIbHOE HapsDKEHUE BO3HUKAET € MOAKIOYEHHEM MOTHBOB MOtto B
OCCKOHEYHOM KaHOHE, TPEJIH B KOTOPBIX aKLUCHTHUPYIOTCS JUCCOHAHTHBIM co3Byuuem des—Cc—h—f—b.
Becp 3TOT TMOTOK  KOHTPAcTHBIX TEMaTHYECKHX  3JEMEHTOB  MMOJATrOTAaBIMBACT  PENpHU3Y
TpaHC(OPMHUPOBAHHOIO BapHaHTa IOOOYHOM TEMBl. 3aKIIOYCHHAs B PAaMKH YETBIPEXAOJIHOIO
PEryJsIpHOTO METpa, PUTMHUYECKH NPUMHUTHUBHASA, OHAa MOTepsia CBOOOAY IbIXaHUs, MOITHYECKYIO
OJlyXOTBOPEHHOCTb, TPUOIM3HUBIIUCH TI0 XapakTepy K AeGpOpMUpPOBAHHON TIIaBHOI TeMe (Ipumep §).
Ona u310’XkeHa KOMIIO3UTOPOM B BHJE NPONOPLHMOHATBHOTO KaHOHA: MACCHBHOE MPAayHOE TEMBI y
BaJITOPH U (paroToB COYETAETCS C €€ 3ByUYaHHEM B UETBEPHOM YMEHBILICHHH Y COIHCTA, KOTOPOE CO3JaeT
3 ekt KooKoIbHOCTH. OCHOBHOE TEMATHIECKOE SAPO MMOOOTHOM TApTHH, TBAYKIBI TOBTOPHUBIIIICH HA
OJHOH BBICOTE, TPOIOJKAET CBOE CEKBEHTHOE BOCXOASIICE IBUKEHHUE, IIOCTENICHHO APOOUTCS Ha Ooee
MEJIKME TOCTPOEHMSI M IMEPEeXOAUT B BOCXOISLIYIO XPOMAaTHYECKYIO JHMHUIO, BBIMOJIHAIOIIYIO YK€
¢yHkuuio ¢ona. M3noxeHne noOOYHOM TEMbl B KAHOHE BOCBMBIMH IIPH YETBEPHOM YMEHBLICHUU
COBEpPILIEHHO HUBEIUpPYET e y3HaBaeMocTb. OHO CTaHOBUTCS (aKTYpHBIM SJIEMEHTOM W HAaYMHAET
BBINOJIHATh M300pa3UTENbHYI0 poiib. CHATHE XapaKTEPHOTO PUTMHUYECKOrO MPOQHIIS B KBapTOBOM
MOTHBE W3 TJIABHOW TEMBI Takxke IpeBpamiaer ero B (onoBbiii 3nement. C 1.206 o0Opasyercs
paspacTaroluiicss JAUCCOHAHTHBIA IUIACT, KOTOPBIM HMMHUTHPYET KOJIOKOJIBHBIM 3BOH. 31€ch
b. JlyOoccapckuii n300peTaTeIhbHO HCIIONB3YET pPa3HOOOpa3HblE 3BYKOM300pa3WUTENbHBIE MPUEMBIL.
Coueranue AMCCOHAHTHOTO KBapTOBOIO IUIaCTa C pEMeTHIMEed 3BYKOB B MAapTUU COJHUCTa C
HACBIIICHHON XpOMAaTU3MaMU W KBapTO-CEMTUMOBBIMH MOTHBAMH JIMHHEH CKpunok (1.208-213)
NepeaaeT XapakTep «IUIBIBYIICH)», BBICOTHO-HEONPEACICHHONW 3BYYHOCTH. TOT ke AP PEeKT BO3HUKAET
OpU  METPUYECKH HEperyIsipHOW HMMHUTAlMM KBapTOBBIX  «IIATOB» B IMapTHH  COJIHCTA
YEeTHIPEXTOJIOCHBIMHU TUCCOHAHTHBIMH CO3BYUYHSIMH CKpUITMYHOM Tpymikl (T.208—213), koTOpas B TO ke
BpeMs BBIIENSACT «ydapbl» JBYX PAa3HBIX TPYII KOJOKOJOB. M3lmokeHHe YIOMSHYTOW BBIIIE
XPOMAaTHUYECKON JTMHUU HU3KUX JYXOBBIX U CTPYHHBIX KPYIIHBIMU JUIUTEIBHOCTSIMU B CHHKOTIUPOBAaHOM
put™Me Ha (OHE TPEMOJIO JUTaBP UMHUTUPYET 3BydaHHe OOJBIIOro KOJIOKOJA, IPHUCOEINHHUBILIETOCS K
obmemy mnepe3BoHy (T.214-224). Pe3kuil KaHPOBBIM KOHTPAcT OPKECTPOBBIX IUIACTOB MPOU3BOIUT
KYTKHUI rpoTecKoBbIi 3()(eKT, mpeaperias pernpru3Hoe MPOBeIeHINEe OCHOBHOTO MOTHBA TJIaBHOH TEMbI
(u.19) B yBenMUeHHN B BHICOKOM perrcTpe Y (ICUT U KIapHETOB B KBAPTO-OKTABHOW TyOJIMPOBKE Ha
(oHE BOJIHOOOPA3HOIO UYETHIPEXT'OJOCHOTO XpoMaTrhieckoro riacta. OH CIOBHO JIMIIWICA CBOEH
«TEJIECHON» CHJIBI, YTEPSIB MPEXKHIOI arpecCUBHOCTh W BOMHCTBEHHOCTH. Pe3koe mameHue rpamyca
HarnpsHKEHUs 00YCIIOBIICHO U pa3peKEHHEM OPKECTPOBOM TUIOTHOCTH B CBSI3H C OTKIIIOUEHHEM CTPYHHOH
TPYIIIBL, U HOCTETIEHHBIM PUTMHUYECKUM TOPMOKEHUEM, U CIIAJI0OM AMHAMUKH.

3asepatoinast Konuepr koxa (Andante, ¢ 1.231) HaurHaeTCsl e4aibHBIM MOHOJIOTOM COJTUCTA.
HacplleHHass MHTOHAIMSIMA YMEHBIICHHOW KBapThl, OOJBIION CENTUMBI, TPUTOHA, MEJIOJUYECKas
JIMHMSL BBIPa)KaeT YyBCTBO CIEpXaHHOW ckopOu. BHawane ee OTTEHSIOT KpaTKue BO3IJIAChl (IICHT,
WHTOHAIIMY «B3JI0Xa» Y KJIAPHETOB Ha (POHE BOCXOJISIIETO XPOMATHUECKOTO IBHIKEHHS B TAPTHH ap(BbI.
C nosiBneHrEeM B HEl MOTHBA I1aBHOU TeMBbI (T.239) oHa CONPOBOXKIAETCS IPU3PAUHBIM XOPAIOM apQwl,
WMHUTAHOHHBIMH OTTOJIOCKAMH M 2)KYPHOU «BSI3bI0» XPOMATUYECKUX (PUTYpPaTUBHBIX KOHTPAITYHKTOB
y ¢ueiT, a 3arem y kinapHeToB. K Hanbomnee 3KCIIpecCHBHON 3aBeplIaroield 4acTH MOHOJIOTa COJTUCTa
(1.248-254) nmpuCOeTUHSIOTCS OTTOJIOCKHU U3 TOO0YHOM TeMbI. B KOHIIE KOBI Y BRICOKUX JTyXOBBIX €II1e
pa3 BO3ZHUKAIOT WHTOHAIIMM TJIABHOW TEMBbI B COMNPOBOXKJICHUW KPUCTAJIBHOTO 3BYYaHHs XOpaia
BuOpadoHa 1 apQbl, KOTOPBIE IOCTENIEHHO NCYE3aI0T B TUILIMHE.

Violin concerto Ne2 — mpou3BeleHUE CIOXHOE W HEOAHO3HAYHOE KaK B KOMIIO3UITHOHHO-
CTPYKTYPHOM, TaK U B JIpaMaTypruueckoM acrekrtax. M30paB B KauecTBe TOUKM OTIpaBiICHHs quasi-
(ONBKIIOPHBIN MaTepHal ¢ XapakTepHOH 00pa3HOCTBHIO U CBOMCTBEHHBIM €My CIIOCOOOM M3JIOKEHUS U
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CTWJIEM HMHTEpIPETallui, KOMIIO3UTOp IOLIEN 0 IyTH ero JedopMaluy, KOTOPbI IPUBEN €ro K
pa3pyILIeHHIO, IECTPYKINH MEPBOHAYAIBHBIX MY3bIKATBHBIX 00pa30B.

MHOro3j1eMEHTHBI TEMAaTUYECKUM KOMIUIEKC, PAacCPEeIOTOYEHHBI B 3KCIO3UITMOHHOMN
MMIPOBU3ALMN COJIUCTA, IIO3BOJIMI KOMIIO3UTOPY BBIJENUTh TJIABHBIE M BTOPOCTEIEHHBIE
TEMaTHUYECKHE 3JIEMEHTHI, KaXIblil U3 KOTOPBIX NEPCOHATU3ZUPYETCS, BHIMOIHSS B COYMHEHNHU T€ WU
MHBIE POJIEBBIE U KOMIIO3ULIMOHHBIE (DYHKIIUH.

OnHUM U3 TTaBHBIX MPHUEMOB MPeoOpa3oBaHUs TeM SIBIISIETCS UX IepeMeTpu3anus (B paMKax
pasmepoB 4/4, 3/4, 5/8), a Takke H3MEHEHNE BHYTPEHHEH PUTMUYECKON OPraHU3allii B HAMIPABICHUH
yIpouieHus1, 00e3TMYNBaHus MO0 IPOTECKOBOTO €€ HCKAKCHUSI.

B 3naunrtenpHOW creneHn MeTamMopdo3bl TeMaTH3Ma O00YCIOBJIECHBI HUCIOJNB30BAaHUEM B €TO
pa3BUTUM MENOAMYECKOW, TapMOHHYECKOHM ¥ (aKTypHOW OCTHHATHOCTH, KOTOPBIE HEPEIKo
00BETUHSIOTCS B TOJIMOCTHHATHBIC TLTACTHI.

OpkectpoBast ¢axktypa Konuepra Temaruuecku HacblmeHa. KoMmo3urop IIHMpPOKO u
Pa3sHOOOpPAa3HO HCIONB3YEeT KOHTPAIyHKTUPOBAHHWE PE3KO KOHTPACTHBIX JKAHPOBBIX UIEMEHTOB U
TUTACTOB, CIIOCOOCTBYIOIEE KOPPEKTHPOBKE MIIM, BO MHOTHX CIIydasX, EPEOCMBICICHHIO 00pa3HOro
KoHTeKcTa. [IpuMeHeHrne OECKOHEYHOTr0 KaHOHA B HAYaJbHBIX U Pa3pabOTOUHBIX MOCTPOEHUSAX AACT
AKTUBHBIM HMITyJIbC KHMHETHMYECKOMY IMPOABMKEHUIO MENOAUYECKUX JUHUM. [IponopunuoHanbHbIN
KAaHOH, MOSBIIOMMUICI TpH TOATOTOBKE KYyJIBMHHAIMM, CO3MaeT SIPKOE METPOPUTMHUECKOE
MIPOTHUBOPEYHE, CTHMYJIUPYIOLIEE POCT INHAMUYECKOTO HANPSKECHHUS.

Opxkectp Konuepra 1o cBoeMy cocTaBy crielu(pHUeH: B TPYIIE ACPEBSIHHBIX TyXOBBIX TOJIBKO
dueiiTsl, puteitra piccolo, kirapueTsl iN A U GaroTel, MEIHBIE AyXOBbIC MPEACTABICHBI JIHIIb BAITOPHOM,
rpylmna yaapHbIX (JUTaBpbl, KcuinodoH, BUOpopoH M apda) MCHONb30BaHa B MApTUType MpeAeTbHO
SKOHOMHO, NpPEANOYTHTEIbHO B TIIJIJaHE TOHKONW KOJIOPUCTHYECKOM HIOAHCHPOBKHM OCHOBHOI'O
TeMaTH3Ma, CTPYHHAs TPyNIa MPUCYTCTBYET B MOJHOM cocTaBe. Conmpyromas CKpHUIKa BBITOIHSAET
TUIUPYIONIYI0 poiib. Ee mapTus KOHUEHTpHpYET B cebe OCHOBHOW TEMAaTWYeCKUH MaTepHal, JaBas
AKTHUBHBIM UMITYJIEC €TO Pa3BUTHIO B OPKECTPE.

OnnouactHass kommosunusi Koiepra mo cBouM OOIIUM MapamMeTpaM COOTBETCTBYET
NPOTOTHIIAM CBOOOJHBIX POMAHTHYECKHUX (OPM, OTIMYAsACh OT HHUX JOMWUHHPOBAHHEM MPUHIIMIA
pa3paboToYHOCTH W 0oJiee CIOXHOH BHYTPEHHEW HMepapXuei, mpHucymedl KakIoMy ee pasieny.
Hpamaryprudeckuii npoQuib COYMHEHHS MOJYMHSCTCS NPUHIMIY KpEIISHIUPOBAHUS, KOTOPBIH
MPOSIBISIETCS HAa PA3HBIX YPOBHAX: B YCHJIEHHMH JIECTPYKLIMH TEM B Ipolecce MOCTyNaTeIbHOrOo
Pa3BUTHS, KOHTPACTa KaHPOBO-XapAKTEPHBIX IJIACTOB B OPKECTPOBOil (hakType, B YCKOPEHHH TEMIIOB B
pa3pabOTOYHBIX pa3fenax — BapHalMAX M HEYKIOHHOM TMOBBIIIEHHH AWHAMUKW. CiloXHas 1o
CTpyKType KoMno3uuus KoHmepra ckperuisiercst TeMaTn4ecKuMH U (pakTypHBIMU apKaMH.

KapnunanbHas nedopmMaiiyst riiaBHBIX TEM MIPUBEIa K 3aMeHe TIePBOHAYATBHON POMaHTHYECKOM
AQHTHUTE3bl CKOPOHO-APAMAaTHUECKON U JIMPUKO-NIATETUUECKON cep ApyroM, rae GoraTedimmii CekTp
MTOJIHOKPOBHBIX YEIIOBEYECKHUX YyBCTB IPOTUBOCTOUT HEFATHBHOMY, arpeCCUBHOMY Hadaiy. /[ymaercs,
yto b. Jly6occapckuii, TaJaHTIAMBBINA U UyTKUI MY3BIKAHT, ITBITAJICS] OCMBICIIUTE IPOTUBOPEUHS HAILIETO
TPEBOXKHOTO BpPEMEHH. B0O3MOXXHO, 4YTO CMBICH Tparudeckod KoHuUenuuu Violin concerto Ne2
3aKJIIOYaeTCsl B OTPAXXEHWM JIEBAJbBAIlMM MPEKPACHBIX MO3ITHYECKUX HJEaIOB W YCTPEMIICHUH,
KOTOpBIE, TT0/I00HO ABYIHKOMY SIHYyCy, cOpachiBas KpaCHBYIO BHEIIHIOIO 000JIOUKY, IIPEBPAIIAIOTCS B
CBOIO TPOTHUBOMNOJOXKHOCTh. IIpocBeTiieHHoe 3aBepmieHue KoHuepra paer Hagexay, 4To 3I10
HaKa3yeMoO, OHO ITOCTETIEHHO TePSET CUITy M UCUYE3aeT, OCTaBIIss, TEM HE MEHEe, B IyIle IBOHCTBEHHbIE
YYBCTBa TOTPSCEHUS OT MEPEKUTOr0, BHYTPEHHEH OIYCTOUIEHHOCTH M KAaKOI'O-TO OTPELIEHHOIO
CIIOKOMCTBHUS.
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®OPTEIIMAHHOE TBOPYECTBO CHEKAHDI IIBICJIAPD:
OBIIASA XAPAKTEPUCTHKA, YEPTbBI CTHJIA

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

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

JIMUTPUN KABAKOB,
JIOKTOPAHT,
AkazieMusi My3bIKH, T€aTpa U U300pa3uTeIbHBIX UCKYCCTB,
H. 0. IPOPEKTOPA MO HAYYHO-UCCIIEI0BATEILCKOM U MHHOBALIMOHHOW JIESITEbHOCTH,
[IpuaHEeCTpOBCKUI HHCTUTYT UCKYCCTB

CBETJIAHA HUPKYHOBA,
JOKTOP UCKYCCTBOBEICHHUS, TIpodeccop,
AkanieMusi My3bIKH, T€aTpa U U300pa3uTeIbHbIX HCKYCCTB

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

B cmamoe xapaxmepusyromcesa gpopmenuannvie npoussedenus C. Ilviciaps, cozoannvie 8 1990-e u 2010-
e 22. OHu 0eMOHCmMpUpYIom 360110YUI0 KOMHOZUMOPCKO20 CIMUILSL, NPOAGIAIOUYIOCS 8 OBUICEHUU O POMAHIMUIMA
K CUHmMe3y COBPEMEHHbIX MeXHUK Komnosuyuu. B munuamiopax 1990-x zz. domunupyiom aupuueckue oopasbi,
MYBbIKAAbHAS OpAMAMYPUA PA3GEPMBIBAEMCA 8 PAMKAX MEMAMUIMA KIACCUYECKO20 MUNA, 38VKO8bICOMHOE
MblUIeHUe peanu3yemcs 6 Qopme 2apMOHUHECKOU MOHANGHOCMU, QAKmMypa CMpoumcs Kaxk 20MOQOHHO-
eapmoHnuyeckuti cknad. Onycvr 2010-x 2. ceudemenbcmeyrom o QONbKIOPHOU OpUeHmMAyuu u O CEA3U C
penemumuenocmoio. Onu omuocamca Kk obnacmu nedazocuyeckoeo penepmyapa [JMIII, 6azupyromcs Ha
@onvkiopHom mamepuane, OeMOHCHMPUPYIOT UCHOIb3OBAHUE BAPUAHIMHOCIU, BAPUAYUOHHOCIU U MOYHOI
NOBMOPHOCIU KAK CNOCODO08 UHMOHAYUOHHO-MEMAMUYECKO20 PAZGUMUSL.

Kniouegvie cnosa. Cuescana Ilvicnapsb, opmenuannas MuHuamiopa, pOMAHMUSM, MUHUMATUIM,
DpenemumueHas mexHuka, noCmmoOoepHU3M

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 manifestd 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: Snejana Pislari, miniaturd pentru pian, romantism, minimalism, tehnica repetitivd,
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

®doprenuanHas My3bika CHexanbl [IbICiIaph, CaMOOBITHOIO KOMIIO3MTOpA, Iiejaarora,
AKTUBHOTO OOIIECTBEHHOTO jaesrens Pecydomuku MomnmoBa konma XX — Hayana XXI BB., 3aHUMaeT
BHJIHOE MECTO B €€ JKaHPOBO MHOT0OOPa3HOM KOMIIO3UTOPCKOM TBOPUYECTBE, KOTOPOE B IIEJIOM
XapaKTepU3yeTcs ABHBIM MPEBaITPOBAHIEM KaMEPHOW MY3bIKH — WHCTPYMEHTAIBHOHN U (B MEHbBIIICH
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cTerieHu) BokaiubHO. J{ist hoprenmano C. [Tpiciapb COUMHSAET OTICIbHBIE MBECHI U IIUKIIBl MUHUATIOP:
Bapuayuu ons gpopmenuano na memy xopana M. C. Baxa (1992), Tpu mysvikaiohvlx nopmpema:
Llonen, Ckpabun, Paxmanunos (nepsas pea. — 1992, sropas — 2013), Les Cantilénes (nepBast pen.
— 1993, Bropass — 2012), Sostenuto (1998), Tpu mondasckue napoousie necnu: Ilnau Hesecmul,
bsmyma, B menu oyba (2000). K HUM mpUMBIKaeT psiji MPOU3BEICHUN JUIaKTUYECKOTO perepryapa:
Taeayssacka (Cadangea, 2014), Omnpasnssace ¢ Kuwunee (M-am pornit la Chisinau, 2015), Acckas
oomyma (Batuta de la lasi, 2015); counnenune s poprenuaHo B 4eTsipe pyku [1paso xopo (2013).

®oprenuano tpakryercss C. [lpicinapb Tarke Kak y4aCTHUK MHCTPYMEHTAIBHBIX JyJTOB C
compano-cakcoponom (Drezus, 1993), reHop-caxcoponom (Incantation / 3axaunanue, 2002), harorom
(Oxomnuuws | Vindtoreascda, 2005), 6apounoit daeiiroit (Yemuipe nvecwr, 2009—-2010).

doprenraHo SBISAETCS HEOTHEMJIEMbIM KOMIOHEHTOM TBOPYECKOro Mpolecca 3TOro
kommosutopa. C. Ileiciapp Tpu3HAETCS, 4YTO BO3HUKAIONIME B YME MY3bIKAIbLHBIE MBICIH,
npeiHa3HaYeHHbIC ISl MCHOJHEHHS Ha (HOpPTENMHaHO, OHAa Cpa3y 3allUChIBaCT M KaKOe-TO BpeMs
pasBuBaeT «Ha Oymare». Ha onpeeneHHOM dTare mpoBepseT HATMCAHHOE 32 HHCTPYMEHTOM, YTO JJAeT
BO3MOJKHOCTB JIY4IIIe IOYYBCTBOBATh MY3bIKaJIbHOE MMPOCTPAHCTBO C TOUKH 3pEHHSI 00beMa 3BYUaHHUs U
peanuzanuu (akTypHO# uIeH. B mporiecce co3maHus OpKECTPOBBIX U aHCAMOIEBBIX OMYCOB POSITIO
TaKXkKe NPUHAUICKHUT ONpeAelicHHoe Mecto. Ha HavampHOM dTame paboThl Haa  TaKHUMHU
npouseneHusmu C. [Ibiciapb KOMOMHUPYET MAPTUTYPHBIC MECTa C AUPEKIIHOHOM; COJbHBIC MECTA HIIH
(hparMeHTHI, CBA3aHHBIE C OPKECTPOBON TEXHUKOH, 3aIMCHIBAET Cpa3y B MapTUTYpy. TYyTTUHHBIE Ke
pasnenbl, Ipeanoiaraiiie 00beM 3ByYaHUsl WM PETHCTPOBBIA KOHTPACT, OHA BCET/a MPOBEPSIET 3a
(dopTenuaHo.

006 oco0oii ponu posutst B CyAp0€ ATOr0 KOMIIO3UTOPA CBUAETENLCTBYIOT (DaKTHI Onorpadu, a
Takke coOcTBeHHble BbickasbiBaHus C. Ilbiciapp. HauanmpHoe My3bIKalibHOE 00pa3oBaHHE OHA
MOJIy4nJia KaKk NuaHucTtka. B ogHoil w3 mepenau Ha tenekanasne NIT, mocBsimieHHOW TBOPUYECTBY
C. Ilpicnapp, Bemymias, MO-BUAMMOMY, He 0€3 BeJOMa caMOro KOMIO3uTopa, coobmmia: «Eme c
panHero netcrBa CHe)xaHa MpOsIBUIIA HHTEPEC K Urpe Ha (POpTENUaHo, HO TIOHAY ATy JIUIIb [IOTOMY, YTO
Ha HEM UTrpaja ctapias cectpa. Toraa HUKTO U MPEANOI0KUTh HE MOT, YTO MY3bIKa OIPEICITUT BCIO e
JaTbHEHTITYI0 KU3HBY [1].

B Bo3pacte mectu et CHexaHa Oblna 3aducieHa B Kodpalickyro My3bIKaabHYIO MIKOMY,
KOTOPYIO C OTJIMYMEM OKOHUYMIIA MMEHHO Kak MHaHucTKa. JlanpHeiimee o0ydyeHue B Pecydnukanckom
My3bIKaTbHOM Koyutemke uM. LIT. Haru u B AkaieMun My3bIKH, TeaTpa U n300pa3uTeIbHbIX HCKYCCTB,
KOTOPOE OHA MPOIIlIa KaK KOMITIO3UTOP, YIIPOUKIIO €€ 3HAHUE BO3MOXKHOCTEH posuist. I3BecTHO, 4TO pH
NOCTYIUICHHH B My3bikanbHoe yumwinine C. Ilpiciapb OpHEHTHpOBajach Ha CIEIHAIbHOCTD
@opmenuano, uo JI. IlypkaHy, BBIICHHMB, 4YTO OHA COYMHSET MY3BIKY, MepenpoGUIMPOBAT
AOUTYPHEHTKY Ha CHeNUATbHOCTh Teopusi My3viku, TOCKOJBKY TO Y4eOHOMY IJIaHy TEOPETHUKU
U3Y4al0T OCHOBBI KOMITO3UIIMU HA MPOTSXKCHUH YEThIPEX JICT.

U3 Bcero ckazaHHOTO sicHO, uTo Jyisa C. [Tbiciaaps GopTenuaHo sIBIAETCS OJHUM M3 BaXKHEHIIINX
HHCTPYMEHTOB, €ro TeMOp CTaHOBHUTCS HEOOXOJMMBIM KOMIIOHEHTOM B pEaH3allii Pa3IndHbIX
KOMITO3UTOPCKHX 3aMBICIIOB, a (popTenuanHas My3blka Kak cdepa TBOpYECTBA MPOXOJUT «KPaCHOMH
HUTBIO» B JesaTenbHocTH C. Ilbiciapbh W mpouepuuBacT pelibeHYIO JIMHUIO JBOJIOIUKM €¢ aBTOpa.
XKanpoByto chepy GoprenuaHHONW My3bIKH Kak 00JacTh CaMOCTOSITEIBHOIO KOMIIO3UTOPCKOTO
tBopuectBa C. [Ipiciape cunTaeT CIOKHON M mpoTuBopeurBoi. OHA TPH3HACTCS, YTO MHCATh JUIS
doprenuaHo B HAIIM JHU OYCHb OTBETCTBEHHO, MOCKOJIBKY CIHIIKOM 3HAYUTEIBHBI TBOPEHHS BCEX
HaHKCTOB-KOMITO3UTOPOB, OCTaBHBIIMX CJlIel B UCTOPHU MY3bIKH. B OCOOCHHOCTH 3TO KacaeTcs
doprenmanHol My3bIKM XX BeKa M PKa30BBIX MUAHUCTHYECKUX KOMITO3UIMH, KOTOPBIE BHECITH BKJIa]]
B pa3BuTHe HOPTENHAHHON (HaKTyphl U CTICIM(DUKH 3ByKOU3BICUCHHS.

B tBopuectBe C. Ilpicnapp posulb TpakTyeTcs ABOSKO: KaK KaMEPHBIH SKBUBAJICHT OPKECTpa
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(mepBas meeca u3 Tpex monodasckux necen, Ilpaso xopo mis GopTenruaHo B YETHIPE PYKH) M Kak
poaoDKaTeNb (HOpTENMaHHBIX POMAHTUUECKUX TPAaguLUi (TakoBbl Kanmunenvl, Tpu My3uiKanibHbix
nopmpema, Bapuayuu na xopan baxa). ®opTenuaHHbIe COUYMHEHHS IEMOHCTPHPYIOT BayKHEHIHUE
HanpasneHus uckannii C. [Isicmapp, TOKa3bIBAIOT €€ XyA0KECTBEHHbIE TPHOPUTETHI M TOKA3aTEIIbHBI C
TOUYKU 3pEHUS] CTUJIEBOHM XapaKTepUCTUKU TBOpuecTBa. OCOOEHHOCTH TEMAaTHYECKOTO MaTepHhaia U
MIPUHIIAIIOB PabOTHI C HUM, crieln(rKa My3bIKATBHOTO SI3bIKa U (pOpMOOOpa30BaHUs MIPOU3BENECHUI
C. Ileicmapp st QopTenmnaHo OTPaKAIOT HETOBTOPUMYIO aBTOPCKYI0 HHIMBUAYAIbHOCTH
KOMIIO3UTOPa, CBS3aHHYIO C TSITOTEHHEM K JIaKOHMYHOCTH, MHHHATIOPH3MY, NpeoOsiagaHuio
KOHCTaTallid HaJ [OIUTETBHBIM pa3BepThHIBAHMEM, a TaKkKe C TapaJioKCATbHBIM COCEICTBOM
ApXCTUNUYHBIX  (ONBKIOPHBIX MPOTOTHUIOB  (OOpa3HBIX W CTPYKTYPHBIX) C  TPEAEIbHO
VHAWBHUTY ATU3NPOBAHHBIMA aBAaHTAPIHBIMH S3BIKOBBIMH JIEKCEMAMH.

®doprenuannbie MuHUATIOPH! CHexkanbl [Teicmaps 1992-1998-x rr., BpeMeHu ee 00y4eHUs B
KOHCEPBATOPUH, MOJKHO OXapaKTepPH30BaTh KaK MEPBbIHA 3Tal Ha IyTH MOMCKOB COOCTBEHHOI'O CTHIIS.
Brei6op xaHpoB, (hOpM W CpEACTB BBIPA3UTENHLHOCTH B HHAX NPOAWKTOBAH TaKXke TpPEeOOBaHUSMHU
y4eOHBIX TUIAHOB M MPOTPaMM, B COOTBETCTBUH C KOTOPBIMH OBJaJeHHE KOMIIO3UTOPCKUM PEMECIOM
MPOXOIUT CTaTUH OCBOCHHUS TEPHO/Ia M IPOCTHIX (HOPM, CO3/IaHHS BAPUAIIMOHHBIX U COHATHBIX LIUKJIOB
Y M3YYEHHUS TEXHUKH OPKECTPOBOTO MUCHEMa. J[aHHBIE OITyChI HECYT Ha ce0e ciie/bl BIUSHUS ee Iefarora
— II. PuBmnmca, mposBUBIIMECS BO BHUMAaHWU KaK K CTPOWHOCTH W OPraHUYHOCTH oOmIen
KOHCTPYKITUH, TaK W K JIETAIIM HOTHOTO TekcTta. B koHcepBaropckue ronsl C. Ilpicmaps Hamumcana
Bapuayuu ons popmenuano na memy xopana U.C. baxa, counnenue Les Cantilenes u nbecy Sostenuto.
B HHX TNaBEHCTBYIOT JHpPHYECKUE OOpa3bl, pEICHHbIE B TPAAMLUSAX POMAHTHU3Ma, HOPMAaTHBHO
MMOHMMaHHE TeMaTH3Ma KaK OCHOBBI MY3BIKAIbHO-IPAMATYPTrHYECKUX MPOIECCOB, 3BYKOBBICOTHOE
MBIIUJIEHHE OMHpaeTcsl Ha TapMOHUYECKYI0 TOHAJIBHOCTh, HCHOIB3YIOTCS YTBEPAUBIIHMECS BHJIbI
(hoprenmanHoil paxTyphl.

K maHHOW CTHIEBOW TpyIme OTHOCHUTCS W LUK Tpu My3bIKAAbHbIX nopmpema OJis
¢dopmenuano: lllonen, Cxpsidoun, Paxmanunos, KOTOPBIHA MO XKAHPOBOW MPUHAIICKHOCTA COUYETACT B
cebe TMpU3HAKK IWKIA MHHHATIOP W TPOTPaMMHON pOMaHTHUYECKOH crouThl. CounHeHue ObLIO
HarcaHo B 1992 r. u mpencraBIeHO Ha JK3aMEHE IO KOMIIO3WIIMKM B KOHIIE IMEPBOTO Kypca
KOHCEpBAaTOpCcKoro ooyudeHus nox HazBanueM [lpentoouu. B 2012 r. C. Ilpicnapp BEIIONHUIA BTOPYIO
PEeAaKIMIO [HUKIIA: BEPHYB MEPBOHAYAIEHOE HA3BaHUE, KOMIIO3UTOP OTPEIAKTHPOBANIA TIEPBYIO TTHECY
(Illonemn), a B OCIeAHEN YTOUHMIIA IPUMEHEHHE TI€TAITH.

Xapaxrepusys naHabeii uki, C. [Ipicnaps oq4epKUBaET, 9TO B BBIOOPE «IIOPTPETUPYEMBIX)
KOMITO3UTOPOB MPOSIBUIIKNCH €€ I0HOIIecKne (popTennanHble MPUCTPACTHS: BCe N30paHHbIE My3bIKAHTHI
— CIIaBSHCKHE KOMITO3UTOPBI-POMAHTHKH, COYETAIONINE TaJaHT KOMIIO3UTOPa U TTHAHKCTA, OJIECTSINe
Brajeromue GpopTenuaHHoi PakTypoll 1 MMEIOLINE UHIMBHAYalbHbIN Touepk’. [[puMedaTensHO, 9To
U ceifuac, o mporrectsuu Bpemenu, C. IIsicaaps He «oTpekaeTcs» OT CBOMX paHHHX OIycoB. boree
TOTO: B HACTOAIIEEe BPEMs OHA IMOBTOPHO OOpATHIIACh K FOHOIIECKHM (OPTENHAaHHBIM MHUHHUATIOPaM,
co3JlaJia BTOPYIO BEPCHUIO, allpoOUpoBalia ee B KOHLEPTHOM MPaKTHKE U OMyOJIMKOBaA.

B ornuume or paHHHX (OpTENHAaHHBIE MbEC, OPUCHTHPOBAHHBIX HA CTHIUCTHUKY IO3IHETO
pomantusma, counnenus C. Ilpicnaps 2010-X IT. HONMHOCTHIO OCHOBAaHBI Ha (OJIBKIOPHOM MaTepualie
(lacayssacka; Omnpasnssicoe 6 Kuwunes, bsmyma, [Ipaso xopo). OHU JTaKOHUYHBI, TIPOCTHI 1O hakType
U, Kak OBUIO CKAa3aHO, SBJISIOTCA YacTbi0 (POPTENHAHHOTO MEJAarorduecKoro pemnepryapa JeTCKHUX
My3bIKaTBHBIX K02, Moprenuannbie Muanatiopsl C. Tlbicnapb GOIBLKIOPHOTO XapakTepa 06IaaarT

! Tlokazatensho, yro C. IIbiciaph CO3HATENBHO HE O0OpaTHiIach K €lle OJHOMY spYaifiieMy MPEeICTaABUTEIO
¢doprenuannoro pomantusma — . Jluery. OHa cuuraer, yTo moprper JIUCTa B 3TOM IMKIE NPO3BYYan ObI
W3JHIIHE OpaBYPHO M HApPYIIWII OBl JIMPUYECKYIO KOHIENIHIO. M K TOMY ke JUIsl FOHOLIECKOTO UCHOIHEeHUs Jlucm
ObUT OB HECKOJIBKO CII0’KHOBAT.

2 B cO3/1aHMH ITHX POU3BEICHMUI GONBITYIO POJIh chirpana ['anmunaa BoporaH, 6071b110if SHTY3HACT HOPTENHAHHO
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obmumMu dyepramu. Komro3urop oOpamaercss K TaHICBAIBHBIM MEJNOMUSM U B paboTe ¢ HHUMHU
nposiBIIsieT OepeXHOe OTHOLICHHWE K MaTepualy: CaMH MEJIOJUM Npeo0pa3yloTcsi BapHaHTHO,
BapUaIIOHHBIE MTPOLIECCH, CBA3aHHBIE ¢ 0OHOBICHHUEM (DAKTYpPBl, IPOUCXOIAT B AKKOMIIAHEMEHTE.

C. IIpicnaps HEOMHOKPATHO MOYCPKHUBATIA, YTO (HOIBKIOP PA3HBIX 3THOCOB CYMTACT OJJHUM U3
HCTOYHUKOB CBOETO TBOPYECTBA, YTBEPKAAsl, UTO «B TyXOBHOM KyJIbType OONBIIMHCTBA HAPOJOB MHpa
HapoJHAs WHCTPYMEHTAJIbHAsS My3bIKa 3aHUMAET 3Ha4uTeIhHOE MecTo» [2, ¢.45]. B moarBepxaeHme
OHa MPHUBOAUT MBICIb HccneaoBaTens Gpomnbknopa Y. Manuesckoro: «byayun cnienuduyeckoit popmoit
OTpaKeHHs1 OBbITa, WCTOPHH, MHPOBO33DECHUS, XYJIOKECTBEHHBIX HMITYyJbCOB Hapoja, HapoIHas
WHCTPYMEHTAIbHAS MY3bIKa YCHIIMSMHA MHOTHX TIOKOJIEHUI Ha MMPOTSHKEHUH BEKOB C(hOpPMHUPOBAjach B
CaMOOBITHOE ICTETHUECKOE SIBJICHHE, IPEACTaBIISIONIeE 3HAYNTEIbHBIN HHTEPEC HE TONBKO JAJIsl HAYKH,
HO Y JJI COBPEMEHHOTO MY3bIKATFHOTO TBOpPYECTBa [3, €.6].

JlanHas MeTomoNOrMyecKasi yCTaHOBKA, YCBOEHHas B TMporecce OOydeHuss B Kjacce
I1. Puunuca, o0ycnoBuia HeoOIBKIOPHYIO OpUEHTAIMI0 MHOTHX ITpou3BeneHuii C. [Isiciaaps. B xone
MEXIyHAPOIHOW HAayYHOW KOH(EPEHIMH MO BompocaM (OIBKIOpa M MOCTPOIBKIOPA KOMITO3UTOP
ykazana: «B coumHeHMsX, co3gaHHbIXx MHOKO B 2000-X TT., HEO(ONBKIOpHAS JUHHS CTaHOBHUTCS
MpeoOIaAaroIel U XapakTepru3yeTcsi pa3sHOOOpa3HBIMU (hopMaMu TPUMEHEHUS (OIBKIIOPHBIX ITUTAT»
[4, ¢.270]. B oaroit cBs3u ObUIM Ha3BaHBI Tpu MOnOABCKUe HAPOOHble necHu AN (POPTENHaHO,
TIOJIOXKHBIINE Hayaso Heo(OJIHKIOPHOMY HAlpaBleHUIO B €€ TBOpYECTBe, CiouTa [lpazonecmsa
Monooswr (Serbarile Moldovei), xopoBoe counnenue [atioyykas oouna (Doina Haiducului) u
(dopTenuanHbie MUHHATIOPHI TUIAKTHUECKOTO penepryapa: [ aeayssicka (Kaowinowca), Omnpasisisice 6
Kuwunes (M-am pornit la Chisindau), Acckas 6smyma, Ilpaso xopo.

QDONBKIOPHYIO OPUEHTAIIHIO, JEKIAPUPYEMYIO ViK€ Ha3BaHUEM — 1pu MOn0a8cKue HapooHble
necHu, UMeeT U BTOpol nukimdeckuid ¢oprenuannsiii omyc C. [picnaps. JlaHHOE counHEHHE CTanIo
MepBeIM  00pa3lOoM B TBOPYECTBE KOMITO3UTOPA, IMOCTPOCHHBIM Ha OYKBAaJbHOM LHUTHPOBAHHUH
¢donbkiopa. Cama KOMIO3UTOp B cTatbe Ponb (onvkiopHoll yumamel 6 KOHMEKCMe HEeKOMOpPblX
CMUAUCIMUYECKUX 0CODeHHOCmel NpemeopeHuss MONOABCKOU HAPOOHOU MY3bIKU HA npumepe
cobcmeenHbix npouseedenuti coodmaeT: «VCXoqHOW TOYKOW IMPOW3BENEHUH TeX JIeT CTaHOBSTCS
00pasibl HAPOTHOW MY3bIKH, COOpaHHBIC B (DOJBKIOPHBIX IKCICIUIUAX, COOCTBEHHBIE PacIu(pOBKH
3anmcel apxuBa AKaJIeMUU MY3bIKH, a Takke (DOIBKIIOpHBIE COOPHUKH, U3IaHHBIE B MOJIIOBE B pa3HbIe
roibl. My3bIKaIbHBIH MaTepHalt CIOUTHI i1t hopTenuano Trei Cdntece populare moldovenesti moctpoeH
Ha pacupoBaHHBIX MHOIO 00pasiiax KpecThssHCKOTO (osbkiopa: Jalea miresei, Bdtuta, Sub umbra
unui stejar» [4, ¢.270].

OuenuBas B 1iesioM goprenranHoe TBopuecTBo C. [Ibicnaps, HEOOXOAMMO OTMETUTH TATOTECHHE
KOMIIO3UTOpPA K XaHPY MHUHHATIOPHI — BCE €€ OITYCHI JUIS POSUIL MOTYT OBITh OMNpPEIEICHBI dTHM
MIOHATHEM, KOTOPOE COOTBETCTBYIOT MIPEJICTABICHHUIO O Tpou3BeaeHnr Majioi ¢opmel. C. IIsicnaps He
oOpaiaeTcss K MacimTaOHbIM KaHPOBBIM (DOpMaM COHAThl WJIM KOHIIEpTA, HE CO3JaeT KPYIHBIX
MAaHOPaMHBIX, KOHIENIMOHHBIX TIOJIOTEH, ei Oi3Ku (hopMaThl HEOOIBIINX MY3BIKAIbHBIX IIOPTPETOB,
XapakTepHbIX 00pa30B, OBITOBBIX 3apHCOBOK, Pa3BEPTHIBAIOIINXCS B MpeesiaX MPOCThIX M CIOMHBIX
¢dopM. OOOCHOBaHUEM TaKO MPEAPACTIONOKESHHOCTH K MUHUATIOPU3MY MOYKHO CUHMTATh JiBa (pakTopa:

Mearoruky, MTHaHUCTKa, padoTaromas B Tapakmuu u ¢ 2013 1. uzgaronas cepuro XpecToMaTHi MeJarorudeckoro
penepTyapa Uil MY3BIKaJIBHBIX IIKOJI IO oOmmM HasBaHWeM JKugoil posns. Myswvika 6 meoux pykax. Coeit
METOAMYECKOH U U3AaTENbCKOM paboTON OHA ITpecieTyeT e 0OHOBICHHS Y4eOHOH (hopTeTMaHHOH JTUTEPaTypHI
32 CYeT BKJIIOYCHHS IPOM3BEICHWHA COBPEMEHHBIX aBTOPOB, IPETBOPSAIONINX CTHJIMCTHKY MOJIJABCKOH,
0oJIrapcKoii U Ipyrux HaMOHAJIBHBIX MY3BIKAJIBHBIX KYJIBTYpP, YTOOB! YYEHHKH UMEIH BO3MOKHOCTH IIPOBOJIUTH
napajuleJldi B Pa3BUTHM Pa3HBIX KOMIIO3UTOPCKMX INKOJ W MOIJIM HAOII0AaTh II€peIUIeTeHHE KYJIBTYPHBIX
TpaauLMi B TBOPUECTBE COBPEMEHHBIX KOMIIO3UTOPOB.

Cotpynumnuectso ¢ I'. boporan Beummnock st C. IIeicnaps B cozganue u myOnukanuio MuHuaTiop I aeaysacka,
Omnpasnsasace ¢ Kuwunes v HAcckas 6omyma, Ilpaso xopo.
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C OJTHOHM CTOPOHBI, OJIM30CTh ICTETHKE POMAaHTU3MA C €r0 CTPEMJICHHEM 3aleqaTieTh HEHOBTOPUMOCTh
MTHOBEHUS, C IPYTOM — PaMKH «COLMATBHOTO 3aKa3ay, MPeIojaraonie orpaHiIeHHbIe MaclITa0bl
MbEC MEAarornIecKoro penepryapa s HaYMHAIOMINX.

U B omnoM, u B apyrom ciaydae y C. Ilbicnapp MMenIHCh KOHKPETHBIE XYIOXKECTBECHHBIE
MPOTOTHITEI — POMAHTHUYECKUE MPETIOIUH, 3TIOABI, APYrHe MUHUATIOPH 1u1a poprenuano . [Hlonena,
P. llymana, A. CkpsiOuna, a Takke Mukpoxocmoc b. baproka — coBpeMeHHas MIKOJia WTPHl Ha
¢doprenmano, meecsl pycckux (A. Jlsgosa, C. Maiikanapa, C. IlpoxodreBa, J[. KabaneBckoro) u
oreuectBeHHBIX (C. JIoGens, B. Porapy, B. benseBa) koMno3utopos.

[IpenpacnonoXeHHOCTh K COYMHEHHUIO MaNbIX (popM OOHapyKHWBaeTCs HE TOIBKO B OOIACTH
(dopTennaHHOi My3BIKH, HO MIPEACTaBIACT COO0H cTUJIeBYyI0 mapagurmy tBopuectBa C. Ilpicmaps u
MOJATBEP)KIACTCS €€ NMPOU3BEACHUSIMH IJI IPYTUX HCIOJHHUTEIbCKUX cocTaBoB. Cpean Hambonee
MOKa3aTeJIbHBIX YKaKeM Drecuto IUis conpaHo-cakcooHa u dhoprenuano, Paetmy Mapcus (Marsyas
flute) mns daueiiter cono, 3axrunanue (Incantation), cymectByromee B ABYX TEMOPOBBIX BEPCHAX H
MHorue npyrue. [lanHoe kauecTBO Kommo3utopckoro MeinuieHus C. Ilpicmapp MoxeT ObITh
aTTECTOBAHO HE MPOCTO Kak IMO3TH3alMs MalblX (opM, «MHUHHUMYMa», HO KaK OCOOBIA THI
XYH0)KECTBEHHOTO MBIIIJICHUS! KOMIIO3UTOPa — MHHHUMAJMCTCKAsl YCTaHOBKA, OOYCIIOBIICHHAS
3CTETUKON mocTMmoaepHu3Ma. CyIIHOCTh 3TOM COBPEMEHHON TBOPYECKOM YCTAHOBKH BBISBIISIETCS] B
pa3paboTKe MY3BIKaJIbHBIX CTPYKTYP C MaJILIM YHCJIOM YacTeH U ¢ YIPOILEHHOH CBA3BI0 MEXY HUMHU.
['my0okxo 3aKOHOMEpHO, 4TO B MpoaHaTu3NpoBaHHBIX omycax C. Ilpiciaps Ha TIEpBEIi MJIaH BBEIXOIUT
OPUHLUIT Pa3HOTO pojJa IOBTOPOB: O0StiNAtd, BapHaHTHOCTH ¥ BAPHAIMOHHOCTH, CO3/AIOIINX
BIICUATJICHNE JBIDKCHUS HA MecTe, MpeObIBaHMS B 3aMKHYTOM XYJOXXCCTBEHHOM KOHTHHYYME.
MuHMMaINCTCKAass TBOpYECKash MO3MLMS, IO-BUOMMOMY, COBIIAJaeT C TAaKOM 4YEpTOM Xapakrepa
Cuexanbl [Ipicmapb, KOTOpasi BbIpakaeTcs B YMEHHM JIAKOHMYHO W TOYHO BBIPa)KaTh MEICTb,
OTIPaHUYMBATH TJABHOE OT BTOPOCTENIEHHOTO M COXPaHATh TOJIBKO CyTh. Ha3BaHHas 0COOEHHOCTH
OTYETIMBO OOHApPYXHUBAETCS B €€ JUTEPATYPHBIX TPYAax, a TAKKE B MaHEpPE YUCTO YeIOBEYECKOTO
OOIIIeHMSI.

[Tpu nomuHMpoBaHNH B QoprenuanHon my3bike C. [Isicmapp sxaHpa TIbechl OBIa/ieHue Oojee
00BbEMHBIM MY3BIKAILHBIM MPOCTPAHCTBOM OCYIIECTBISIETCS. MyTeM NUKJIM3AMU MUHHATIOP.
[loka3zarenbHO, YTO CO3JaHME LUKIOB UIET 110 IPOCTOMY ITyTH KOJIMYECTBEHHOI'O BO3PACTAHMUS IbEC:
Tpu my3zvikansnvix nopmpema, Tpu monoasckue napoonwvie necru. OObeIUHIIOIINM IPUHIMIIOM B 3TOM
cllyyae CTaHOBHTCS OOIlas KaHpoBas MPUHAAJIEKHOCTh YacTel LuKia, obecriednBaronias eIuHCTBO
LEJIOTO MPY MHAUBHUYATbHOM PELICHUH KaXKA0i U3 COCTaBHBIX YacTeH.

Hpyras 3ameuyaemasi ocobeHHOCTh hoprenuanHoit my3siku C. [Ibicaaps kpoercst B cdepe ee
o0pa3HbIX KoOHHenuui. B paHHUX POSIBHBIX OIycaX KOMIIO3UTOPAa OUYEBUAHO TOCIOJCTBO
CyObEKTUBHOM JIMPUKH, BBIpaXKarolleiics B Iepegade YyBCTB TOMJICHHSA, TPYCTH, 3JIETMUYECKOM
3agymuuBocTd. Kpyr oOpa3oB couuHenmii it ¢oprenuano 2000-x rr. obOoram@aercs JHPHKO-
SMHMYECKOH TEMAaTUKOM, CBSI3aHHOW C TpagWLMSAMH, OObIYasMH U 00psaaMu (hosIbKIOpa pPasHBIX
HaponoB. C. [1bicnaph NpUBIEKaeT CTUXHUS HAPOIHBIX TAHIIEB, HECYIINX B ce0e OIPOMHBIN TO3UTHBHBIN
3aps]l MacCOBOTO Mpa3gHUYHOTO neictBa (hamyma, Iacayzacka, Ilpaso xopo), HEMPUTI3ATEIHHOU
LIyTKH U Becenoil necHu (Omnpasnsisico ¢ Kuwunes, B menu 0yoa).

[Monumanue uaeliHo-00pa3Horo conepxanus Goprenuanupix counHennit C. [Ieicnaps Bceraa
obyieryaercsi HaJlMYMEeM BHEMY3BIKAIbHBIX KOMIIOHEHTOB — J>KaHPOBBIX accoumauuii (b>myma,
T'acayzacka, Ilpaso xopo), TpOrpaMMHBIX 3aroiioBKOB (7Tpu my3wvikanehwix nopmpema: Illonen,
Ckpsbun, Paxmanunos), CBSI3bIO C JINTEPATypHBIM WM (OJIBKIOPHBIM MEPBOMCTOYHHKOM (S0Stenuto,
Tpu monoasckue Hapoouvie necnu: Ilnay nesecmot, bsmyma, B menu 0y6a).

B cdepe cpeacTB my3bikaiabHOro sisbika (oprenuanabie MUHHATIOPE CHexaHbl [Tbicmaphb
JIEeMOHCTPUPYIOT MPUBEPKEHHOCTh KJIACCUKO-POMaHTHYECKUM TpagULIUsM. OcHoBy
JpaMaTyprudeckux IMpOLECCOB COCTABIAIOT TEMAaTHUECKHE W TOHAJbHBIE MPeoOpa3oBaHUs, NpUYEeM
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OCHOBHOI aKIIEHT MPHUXOJUTCS HA MY3bIKAIbHBI CUHTAKCUC — WHTOHAIMOHHO-PUTMUYECKYIO
penbeHOCTh MOTHBOB W (Ppa3, BBIPA3UTEIBLHOCTh aKKOPAOBOW BEPTUKAIHM, OOOCHOBAaHHOCTh
KyJIbMUHALWN.

B cBs3u ¢ obpamenueM K (QOIBKIOPHOHN JIGKCHKE 0c000e 3HAaYeHUE MPHOOpETacT MPHUHITUI
BapUAHTHOTO COOTHOIICHHUS TEM B paMKax OJIHOTO TPOMW3BEACHHS M BapHAIIMOHHOTO CIOco0a
npeoOpa3oBaHus TEMaTHYECKOro MaTephalia. BapbUpOBaHHBIA ¥ TOYHBIA TIOBTOP HAYaIbHBIX
TEMaTHUYECKUX UMITYJILCOB B MHHUATIOPAX (POJIBKIOPHON OpUEHTAIMH POXKIAET HE TOJIBKO acCOIHAINN
C HapOJHBIM TBOpYeCTBOM. OH OKa3bIBACTCS OPraHUYHO CBSI3aHHBIM C TAKUM COBPEMEHHBIM CIIOCOO0M
KOMITO3UTOPCKO pabOThl KAaK PeNeTHTHBHOCTD.

[IpencraBnennsie B crathe (oprenuannbie npoussencaus C. [Ipicnapb, co3naHHBIC B IEPUOJ
19922015 rr., 1al0T OCHOBAaHUE U Ui HAOIOACHHUM HaJ IBOJIONMEl KOMIIO3MTOPCKOI0 MUChMA.
OHa MOXeT OBITh OTpeJieNieHa KaK JBIKEHHE 0 MMyTH 00PEeTeHHsT TBOPUECKOW WHANBUAYATLHOCTH OT
MPUBEPKCHHOCTH POMAHTH3MY K CUHTE3Y Pa3JINYHBIX TEXHUK COBPEMEHHOM KOMITIO3HIIUY.
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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
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Muzica instrumentald de camera 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 doua 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 fatd este propus in scopul
prezentarii unor principii si tehnici utilizate de Gheorghe Neaga in cadrul celor doua opusuri in sensul evolutiei
mdiestriei sale componistice.

Cuvinte-cheie: creatie instrumentald de camerad, 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 componistica autohtona. Printre lucrarile care confirma
elocvent aceastd asertiune se numara 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 timbrala, expresivitatea continutului
muzical gi relevarea sugestiva a temelor, originalitatea abordarii principiilor arhitecturale si a tehnicilor
polifonice etc.

Dintre creatiile instrumentale de ansamblu se evidentiaza doua 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. lar in contextul in care ,,in domeniul trio-
urilor instrumentale ale anilor 1970-1980 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 KIETUHWUY, E. Komnosumopot
Cosemcxkou Monoasuu. Knmnnes: Jluteparypa aptuctuka, 1987, p.238-239.
2 Aceastd 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 chisinduian, 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 ITouma 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-1 beu,
gasit si in varianta Mdi stejar frumos si verde.*

Asadar, ,,compozitorul n-a gasit ceva condamnabil in Tmbinarea 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 masuri elemente ritmico-melodice din
interiorul celor trei creatii-sursa, autorul devanseaza citarea si se indeparteaza atat de mult de variantele
originale, Incat acestea devin doar eventuale componente ale unui puzzle.

Intr-o structura cvadripartita tipica pentru un ciclu sonato-simfonic, ,,partitura Trio-ului exercita
o0 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, Tnlantuirea imaginilor si a starilor de spirit sugerate
prin formulari 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 tematica a expozitiei (vezi Exemplul nr.1). Cu certitudine procedeele imitative —
expuneri directe si recurente, imitatii severe, libere ori in stretto nsotite de o polifonie contrastanta si a
straturilor, de imbinari cat mai derivate provocate de contrapunctul mobil, de ostinato si microostinato
— sunt cele care impiedica sectionarea exactd a compartimentelor structurii. Pe langa toate acestea,
elaborarea motivica aflatd sub autoritatea principiului varierii este metoda esentiald de realizare a
travaliului tematic in Intreaga forma, intrucat expozitia si repriza nu arata prea diferit de compartimentul

o .-
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Din punct de vedere tematic, ciclul lui Gheorghe Neaga debuteaza cu elemente razlete din
melodia soldateasca /louma Ilonesas, observate atat in tema principald, cat si in cea secundard. Initial

3 Din memoriile fiicelor compozitorului.
4 Unele informatii in plus pot fi gasite si in KIETUHWUY, E. Komnosumoper Cosemckoii Mondasuu. Kumines:
Jlureparypa apructuka, 1987, p.238.
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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 gisi unele secvente melodice mai clare, ci mai mult,
compozitorul incearca sa le suprapuna 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 altd ordine de idei, compartimentele exterioare — A si A' — cuprind aceste ultime doua teme, iar
in sectiunea mediana — B — mai sunt adaugate si secventele melodico-ritmice tipic militaresti.
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Centrul liric al Trio-ului — Largo — contrasteaza cu celelalte trei parti printr-o scriiturd

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 formad asemanatoare cu cea din miscarea precedentd —
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 i 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, iIn mod paradoxal, aceasta reprezinta tocmai
»cea mai dinamizatd etapd a dezvoltarii” [2, p.238] din Intreaga lucrare. Or, pe langd 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 parafraziri, ajungandu-se de la expuneri initiale prin patrimi si optimi la unele finale de
pana la treizecisidoimi. Intr-un sfarsit, compozitorul pune punct lucrarii 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.
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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 sa cuprindd un interval extins al
culturalitatii, atat in timp, cat si in spatiu: pornind de la Beethoven cétre folclorul roménesc, bineinteles
vizat prin Enescu si ajungand la cantecul ostisesc sovietic. lar prin intermediul procesului de
suprapuneri si, mai des, de inlantuiri tematici, compozitorul reuseste sa unifice intr-o anumitd 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 sfarsgitului 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 consacratd de
aceastd 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 structura” [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 in perimetrul restrans al unei constructii arhitecturale mai putin
traditionale. Elaborata intr-o singura miscare, de altfel dupd modelul monopartit lisztian, creatia se
prezinta intr-o structura liberd in care autorul ofera sporadic unele repere ale urmatoarelor forme:

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

- de rondo: celula tematica din debutul creatiei se regaseste periodic in intreaga arhitectura in
ideea perpetuarii unui refren sau chiar microrefren; aceastd constatare se mai referd 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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b) al doilea element tematic

Intr-o altd ordine de idei, acest Trio pentru vioara, violoncel si pian este o dovada apreciabili 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 [anus, 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 stransd relatie in aproape orice element ritmico-melodic al continutului. Acest
procedeu ia sfarsit abia in ultima expunere tematicad din partida pianului, care nu este altceva decat o
formulare diminuata a primului element tematic dublat intr-un interval de cvintdecima.

> Din memoriile fiicelor compozitorului, a existat o tentativd esuata de interpretare imediat dupa aparitia lucrarii.
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Exemplul nr.5:
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Intr-un final, elaborand aceste schite de analizi elementard a desfisurarii 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
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 Tnnoitoare ale muzicii,
tratarile inovative mai ales de nivel dramaturgic fiind substantiale.

Referinte bibliografice

1. KO3JIOBA, H., IUPKYHOBA, C. Kamepro-ancambnesas mysvika ¢ Pecnyonuxe Monoosa: eonpocwi

meopuu, ucmopuu u memoouku npenooasanus. Chisinau: Pontos, 2014. ISBN 978-9975-51-529-0. ISMN

979-0-3480-0193-7.

KIIETUHWY, E. Komnosumoper Cosemckoii Moroasuu. Kummmaes: JInutepatypa apTucTukd, 1987.

3. MUIIIOTHUHA, 1. KamepHO-HHCTpyMEHTAIBFHOE TBOPYECTBO (K BOIPOCY O HAIMOHAIBLHOM CTHIC). B:
Mysvikanvnas kyromypa Monoascrkot CCP. Mocksa: Mys3sika, 1978, ¢.36-42.

4. MUJIIOTUHA, U. KamepHblii HHCTpYMEHTAIbHbIH ancaMOJIb B MOJIIaBCKOit My3bike 60—70-x royos. B:
Mysvikansrnoe meopuecmso ¢ Cogemckot Monoasuu. Kumnues: Illtuunma, 1988, ¢.36-42.

5. CTOIJIAP, 3. I'eopeuni Haea. Knmmaes: Kapts Mongosensicka, 1973.

>

40



STUDIUL ARTELOR SI CULTUROLOGIE: istorie, teorie, practica nr.1, 2019

MY3BIKAJIBHO-APAMATYPITHYECKASA U CEMAHTUYECKASA KOHIOEIIIA
SJIETHYECKOH ITO3MBI T. YOBAHY

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

MUSICAL-DRAMATURGICAL AND SEMANTIC CONCEPT
OF THE ELEGIAC POEM BY GHENADIE CIOBANU
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Academia de Muzica, Teatru si Arte Plastice

CZU 785.11.04(478)

B cmamve ananusupyemca «Dnecuueckas nosma» u3 GoKanbHo-cumgponuveckozo yuxaa «llo
npoumenuuy (,,Aprés Une Lecture”) I'. Yobany na cmuxu B. Mames ¢ mouku 3peHusi ceManmuyeckux Kavecms
U3OPAHHO20 NOIMUYECKO20 UCIMOYHUKA U XAPAKMePa 83aUMOCEA3U MY3bIKUL U NOI3UU, HA KOMOPOU OCHOBbIBACMCSL
My3vIKanbhas —opamamypaus —npouszgedenus. Ilpednacaemcs — ebicmpoums — MY3bIKANbHO-MEOPEMUUECKYIO
UHmMepNpemayuio NOIMol, KOPpenupys My3vlKaibHyI0 IKCAPECCUI0 e20 UHMOHAYUOHHOU U 1A0060 OP2aHU3AYUL,
QaxmypHo-membpo6o20 peuienus, KOMNOSUYUOHHO-MEXHUUECKUX NPUeMos u @Gopmvl 8 yeiom ¢ obpasHo-
CeMAHMU4ecKuMy Ccpeocmeamy HNOIMUYECKUX CMpoK. A6mop npuxooum K 6bl600Y, HYMO MY3bIKAIbHO-
opamamypauiecKkas KOHYenyus HNpousgeoeHus He 0zpanuyugaemcs nepeoavell dMOyull u 4yecme MNoI3uU,
KOMRO3UMOp 8bicmpaugaem 0oaee CI0HCHYIO0, KPOCC-6PEMEHHYIO U NOTUTOCCHYIO KOHYERYUIO.

Kniouegvie cnoga: my3uikanbHO-Opamamypesudeckas KOHYenyus, CeMaumuKd, nod3us U My3viKd,
B0KAILHO-CUMPOHUUECKOE npoussedenue, YUK, NOIMA

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 organizdrii sale modale §i
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 pO€zie, 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” (“Aprés 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

Onezuyeckas noama (2016) mas GapuTOHA C OPKECTPOM M3 MPOJIOJDKAIOIIETOCS BOKATLHOTO
nukna /1o npoumenuu (Apres Une Lecture) — cpaBHUTENbHOE HOBoe counHeHue ['enHamaus Yobany.
KommnosuTop 3agyman u yxe BOIUIOTHII CBOIO HJICI0 B HECKOJIBKHX YacTAX 3TOT0 00CIIAIOMIEro ObITh
MacITaOHBIM BOKAILHO-CUM(POHUYECKOTO TBOPEHHSI HA CTUXU COBPEMEHHBIX PYMBIHCKHX TOJTOB,
KaXIplii pa3 U30Mpasi HOBOI'O aBTOpa U HOBYIO KHHUT'Y CTHXOB JJISI CBOETO MY3BIKaJbHOTO MPOUYTEHHUS.
ABTOpPOM MOATHYECKUX CTPOK B Decuueckoti nosme ctan Banepuit MaTet — MMPOKO TeUaTarOIIAnCs
MO3T, MyOJIMYHAsI TIEPCOHA, U3BECTHAS CBOCH aKTWBHON OOIIECTBEHHOMW IMO3WIIMEH, TajJaHT KOTOPOTO
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CIIOJIHA PACKPBUICA B CTHXOTBOpHOM aHtomoruu Cruciada balcanica [1] (Baakanckuil kpecmogoiil
noxo0 — 37eCh U Jajiee MEpPeBOJ MOITHUECKUX HA3BaHWH, BBICKAa3bIBAHWN KOMIIO3UTOpA U T.HI. C
PYMBIHCKOTO SI3bIKa Ha PyCCKUH NpUHAISKUT aBTOpy ctaTthi — M. Y.-C.). IMEHHO U3 CTHXOB 3TOTrO
nmo3tuieckoro coopuuka I'. Yo6aHy 0TOOpa OTAeNbHBIE CTPOKH, CKOMITHITUPOBAHHBIE 3aT€M B €IIMHBII
TEKCT, TIOJI0KEHHBII B OCHOBY MY3bIKAIbHOTO IIPOU3BEACHNS.

Ilo 3ampICy KOMIO3WTOpPA, BOKATBHO-CUM(pOHWYECKUH TWKI [lo npoumeHuu TOIKEH
BOIUIOTUTh PA3IHYHBIE B3aUMOCBSI3H MEXAY MY3bIKAIbHBIM U JUTEPATYPHBIM TEKCTAMU, MY3bIKE [IPU
3TOM OTBOJUTCS POJIb «AKIEHTYallMd U SMOLIMOHAIBHOTO JIOTIOHEHHSI CEMAaHTHUECKHUX BaJIEHTHOCTEH
mo33um» [2]. Vcxoas u3 9Toi TBOPUECKO YCTAaHOBKH, IENBI0 NAHHOW CTAaThH SIBISIETCA BBIABIICHHE
0c0o0EHHOCTEH MY3BIKAIbHO-IPaMaTyPruuecKol KOHLCMIMH Jrecuyeckoll nodmyvl, B TOM 4YUCIIe —
CEMaHTHYECKMX KadecTB W30paHHOTO I[IO3THYECKOTO WCTOYHWKA M XapakTepa B3anMMOCBS3H
MY3BIKQIEHOTO W TTIO3THYECKOTO PSI0B, COOCTBEHHO MY3BIKaJIHHON ApaMaTypriuul MPOU3BEICHUSI.

HecomHeHHO, 0JHOW M3 KOHCTAHT 33yMaHHOTO KOMIIO3UTOPOM ITMKJIa CTAaHOBUTCSI IOHUCK
pa3zHO00pa3ust B MOIXOE K MOITUIECKOMY CIIOBY, OOJIEUCHHUS €T0 B Pa3IMIHbIE MYy3bIKAEHBIE (DOPMBI.
Otcrona My3bIKaJIbHasl aCCOLMATUBHOCTD M aJUTFO3UH, BIJIOTH 10 MIPUBJIEYEHNS BarHEPOBCKOM LIUTATHI,
— B OJHOM ciyyae [3], 1 MEXaHUCTUYHOCTh paMa MpU MOITHYECKOM MHOTOCIOBUM — B Jpyrom [4],
ncrons3oBaHHble . YoOaHy mpu TpakTOBKE MOCTMOJEPHHUCTCKOM moa3mu D. [amaiiky-Ilbyna. Ot
BBIpAa3UTEIbHBIE CpPEACTBA W  KOMIIO3MLIMOHHBIE TPHEMBl CIY)KaT Pa3sHBIM  MY3bIKaJIbHO-
JIpaMaTyprUYeCKUM KOHIICTIIIUSAM — MOIUCTIIIUCTHIECKON B [locmmoodepHucmckou nosme u Kpoce-
KYJIbTYPHOH, C TpPHBUBKOH OJJIEMEHTAa MacCOBOW KyJIbTypel — B Pon-noome. T. e. oOpazHo-
SMOIMOHAIBHBI MHUP CTHXOTBOPHOTO HMCTOYHHMKA (B KOTOPOM, HaJ0 NpPU3HATh, HET YCTOWYMBBIX
00pa30B), CO3JAHHBIM C TIOMOINBI0 KOHKPETHBIX XYHO0XKECTBEHHBIX IMPHUEMOB, OKAa3bIBACTCS IIUIIID
OTIPaBHOW TOYKOH I CBOOOJHOTO TIOJIETa TBOPUECKOW (paHTa3uM KOMIIO3UTOPA, KOTOPHIH, OJHAKO,
YYyTKO OTHOCHUTCSI K CEMAHTHUKE CJIOB M JIEKCHYECKMX KOHCTPYKLUH, paclupsis ee, HHOrna
MapaoKcabHO, B My3bIKAIbHOM CMEBICIIE. B IpyTuX ciy4asx oH MposBIsET 0c000e BHUMaHUE K 001Iei
SMOIMOHATFHON OKpAIIEHHOCTH U SKCIPECCHBHOCTH TEKCTOB, YKPBITHIX OoJiee MpO3pavuHbIMU
CEMaHTHYECKUMH TOKpoBaMH. B mo0OM ciydae, pe3yinbTaT MY3BIKaJIbHOTO MPOYTEHUS MOI3HH
KOMITO3UTOPOM B IIUKJIE HE CBOAMUTCS K WIUTIOCTPAIMK MM NTOCIIE0BATEIbHOMY KOMMEHTAPHUIO CTHXA,
aneipyst Kk Ooyiee CIOXHBIM YpPOBHSIM BOCHpUATHS W TpeOys Oojee TIyOOKOrO0 MOHUMAHHS
MY3bIKaJIbHON KOHIEIIUY IPOU3BEICHUSL.

CoznaHHbIe U yCTIENTHO WCIIOJTHEHHbIE, BCE TPH YacTH IUKIa — [locmmodeprucmekas nosma
(Poem postmodern), Pon-nooma (Poem-rap) wu Oneeuueckass noosma (Poem elegiac) —
MPOIEMOHCTPUPOBAIIH, YTO B BbIOOpE cTUXOTBOpeHui ['. HobaHy He TPOSIBUI CBOMX MPEINOYTCHUIH,
NPUACPKUBAACH KAKOI'O-TO OJHOTO MO3TUYECKOr0O CTHIIA, XKaHpa WK HarnpasieHus. OIHaKo, 3aMETHO,
YTO KOMIIO3UTOPA, HECOMHEHHO, IPHBIIEKAET HE MPOCTO COBPEMEHHAs, HO aKTyallbHasl 033U, C
MPUCYIIMMH €i KayecTBAMH MHOTOMEPHOCTH MPOCTPAHCTB, TUCKPETHOCTH CO3HAHMS, OECKOHEYHOCTH,
MOOMIIFHOCTH M CHIOHTAaHHOCTH 00pa3oB.

«Uuras cTMXU U3 KHUTU barkauckuil Kpecmoewviti noxoo, si OOHAPYKWI YyBCTBUTEIHHYIO
TI033HI0, CTOJIb XK€ AJIETUIHYIO, CKOJIb U APAMATUIHYIO», — METUTCS BIECYATICHUSIMUA KOMITO3UTOD [2].
(B mapoHMMHYECKHX Tapax 3JeTUYECKHd — DJIETHYHBIA W JApaMaTHYeCKUHd — IpaMaTUYHbIA NIt
aBTOpa My3bIKH, HECOMHEHHO, BayKHA HE POA0Bask MPUHAAJIEKHOCTD JIMPUKE WITH JJpaMe, a IyBCTBEHHAS
CTOpPOHA, a B Nape YyBCTBEHHBIM — YYBCTBHUTEJIBHBIH MMEET 3Hau€HHE Kak oOliee 4yBCTBEHHOE
BOCTIPUSATHE MHPA, TaK U MOBBIIIEHO-3MOIMOHAIbHAS PEAKIIHS, BICYATIUTEILHOCTD, B JAHHOM CIIy4ae
— 1o3Ta).

B 0cHOBY O3THYECKOTO TEKCTa Diecuteckoli noIMul TION0KEHBI (YParMEeHTHI CIEAYIOIINX TI03M
B. Marest: Buoenue w3 kxauru Hepa crnos, B ympennem mymane n3 coopHuka 3amopckas 36e30a, Ilecus
u3 Cuepmo 3eHona, a Takxke /otina, COUMHEHHAs! U UCIIOIHEHHASI TOTOM. XOTS CTPOKU MO3TUYECKOU
KOMIIWJISIIMN JUIl MY3BbIKaJIbHOI'O MPOU3BEACHUS WACHTH()UIIMPOBAHBI, BCE K€, HA HAll B3I, €ro
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MY3BIKQJIBHBIA PSIIl CIIEAYET OLIEHUBATh C 0OJee MIMPOKUX MO3UIIHA, KaK BOIUIOIIEHHE TOATHYECKOTO
MOCJIEBKYCHS OT IPOYTEHHUA BCEX aHToNoruu B. Mares.

OOpa3HbIil MUp, CO31aBaCMbIil M30PaHHBIMU MOATHYCCKUMH CTPOKaMHU, (POPMUPYETCS WHAYE,
4YeM B JIBYX HPEIBIIYIINX CTHXOTBOPEHHAX, 0TOOpaHHBIX I'. UobaHy mns cBoero mukia. B Texcre
Onezuueckou nodmvl, TPOHU3AHHOM OHTOJOTHMYCCKON pe(ICKCUCH, BBIACISAIOTCS OTACIbHBIC
yCTOHYHBEIE 00pa3bl — CTapoe BOCTIOMWHAHHE, APYTHE MPOCTPAHCTBA, YTPEHHUM TyMaH, CeJ0H Jiec,
KOTOpBIC, OTHOCSTCS HE K OOBIYHOMY, COOBITUHHOMY IUIaHY, & aleUTUPYIOT K YyBCTBCHHOMY
BOCTIPUATHIO. B CTUXOTBOpHOM HabO0Ope MaJIo TJ1aroiioB, IepeAArOIINX ABKEHUE U aKTUBHOE JICHCTBUE,
UMEIOIINECS MEPENal0T CKOpPEe COCTOSHUE W BICYATIICHHS: «KACAKOChY», «OCTAaHOBUIACHY,
«OTKPBIBAIOTCS», «ucue3aror» u T.1.  Co3maercs ONIyIIEHWE 3bIOKOCTH, TAaWMHCTBEHHOCTH,
MPEAYYBCTBUS, IPEIBOCXUILICHHS YEro-TO 3HAUYUTEIBHOrO, YTO U MPHUBJIEKIO KOMIIO3UTOPA, MO €ro
cOOCTBEHHOMY TIPU3HAHHUIO.

My3bIKansHO-IpaMaTypruueckasl KOHICTIHS Diecuyeckoll nodMbl CTPOUTCSI BOKPYT OJIHOTO
CHHTETHYECKOT0, MY3BIKAIFHO-TIOPTHIECKOTO 00pa3a, KOTOPHIA SIBIISET IENbIii MUP B IIPOM3BEIECHUN

I'' Yobany — onbkinopHOW JOWHBI Kak MPOTOTHIA MEJNOIWH, HCIOJIHAEMONH TOJIOCOM |
XyIOKECTBEHHBIM CBHCTOM CaMuUM 103TOM — Banepuem Mareem. (bomee TodHOe XaHpOBOE
ompezeNeHNe My3BIKAIFHOTO 00pa3ia, MO 3aMEYaHWI0 KOMIO3WTOpa, — cdntec doinit —

norHOooOpa3Hast mecHs). JIOWHBI ¢ JaHHBIM MOSTHYECKHMM TEKCTOM HET B AHTOJIOTUHM bBankanckuil
Kpecmosblli noxoo, ee TNosiBlieHue B [loome — 3TO IUIOJ TBOPYECKOrO0 BOOOPaXKEHUS KOMIIO3UTOPA,
KOTOpPBIN, OJTHAKO, TIPOSICHSIET U OCBEIAeT BECh KOHIEMIIMOHHBIN 3aMbICeN MY3bIKAJIbHOTO COUYMHEHUS,
BBICTYIIAsi CBOEOOpa3HBIM KIIIOYOM K TMOHMMAaHHIO €ro oOpasHo-3MonuoHanbsHoro mupa. . Hobany
oOpamiaercsi K coAep)KaTellbHOMY IOTCHLUAITy JHMPUYECKONW MPOTSHKHOW MOMHBI Kak CHUMBOJIA,
OJIMLETBOPSIONIETO B CEMAHTHUYECKOM CMBICHIE Iedallb, OJMHOYECTBO M TOKOPHOCTh Iepes JIULOM
Cyns0bl. B TOHMMaHUM KOMIIO3UTOpA JTOWHA — «3TO BBIPAXKEHHE WCKOHHOH (ApeBHEH, N3HAYATHFHON)
TOoCcKW» [2], mepesaBaeMoil TPYIHO TMEPEBOIUMBIM Ha JAPYTUE S3bIKHM PYMBIHCKHM clioBoM dOr kak
BBIp@XEHHE CHJIBHOTO JYIIEBHOTO COCTOSIHMSA, YYyBCTBAa JylIeBHOro cTpaganud. OnHo u3
MHOTOYHCIIEHHBIX A€)UHHULINI 3TOT0 EMKOro MOHSATHSA, COTIACHO PYMBIHCKOMY TOJIKOBOMY CJIOBApIo,
COOTBETCTBYET ONPE/CIICHHUIO dJIErMUeCKui (3rerudeckumM obpasom) [5]. IlpeomosieBas uckyiieHue B
OUYEPEAHON Pa3 MHTEPIPETUPOBATH ATU TOHSATHS, CTABIIHE CHMBOJAMU PYMBIHCKOW TpPaaWLMOHHON
KYJIBTYPbI, OTpaHUYMMCSl yKa3aHHEM Ha (pakT HCIIOIb30BAHUS B TEKCTE M JIPYTHX CXOXHX 00pazoB,
HanpHUMep, Jieca Kak CHMBOJIA MTeYaH, MEJIAHXOJMH, HECOBIBIINXCS HA/ICXK]T B JJUPHUECKON TI0A3uH M.
OMHHECKY.

Komnosutop ycnsiman B noa3uu B. MaTest ”HKpyCTHPOBaHHBIE AJIEMEHTHI, KOPPEIHPYIOIINE C
00pa3HbIM cTpoeM J1oKHbl. COeIMHUB CTPOKH Pa3HbIX CTUXOTBOPEHUH IJIsi CBOCH Drecuueckoli noamsi,
OH TOBBICHJI WX KOHLEHTPALHUIO, NpeABapsisi TEM CaMbIM IOSBJICHHE JOHHBI B KyJIbMHHALIOHHOM
NYHKTE Tpou3BeneHus. MHKopropupoBaHue ogHoro u3 o0bekroB B Chomcke IIeneBpoB
HEMaTEpUAIBHOTO KyJIbTypHOTro Hacineaus yenoseuectsa o Bepcuu KOHECKO — pyMbIHCKON T0MHBL,
— B LEJbHYIO, YCTOHYMBYIO U 3aKOHUEHHYIO MY3bIKaJbHO-IPaMaTypru4ecKyl0 KOHCTPYKLHUIO
Dnezuneckoii n0IMbl NPUAAET COUNHEHUIO MHOM, BO3BBILICHHBIH, TPAaHCLEHACHTHBIH MacIITad, CIOBHO
NPUMHPSS YesloBeuecKoe ObITHE U MeTaQU3MUECKHE U3MEPEHHUSI, BO3OOHOBIISIS CBSA3b MEKAY MPOLIIBIM
¥ HACTOSIINM, MaKPOKOCMOCOM U MHKPOKOCMOCOM.

MeTtoabl M cpelncTBa My3BIKaJbHOM peanu3anuu 3Tod  (uiIocopckod Mo CBOeH cyTH
MY3BIKAIEHO-APaMaTypPTUYeCKOW KOHIIEMIMN OOHApPYKHWBAalOT HE MEHEe CTPOWHYI0 MY3BIKAJIBHYIO
OpraHM3aIHI0 TIPOU3BEACHHUS, B KOTOPOW NOWHE OTBOAMTCA KIIIOYEBAs POJIb OJHOTO M3 T€HEPaTOPOB
MY3BIKQJIBHOTO MaTepHana.

C oaHOW CTOPOHBI, HM3BECTHO, YTO APQEKT CO3EPLAHUSA HEPEIKO TOCTUIACTCS TaKHUMH
CpeACTBaMH KakK JUIMTENILHO BBIICPKUBaeMasi OCTUHATHOCTh, YCTOHUMBBIA TN (AKTYpbl, MEOJUKA
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BpalaTeJIbHOIO THIIA, PEryJsApHAas MOHOTOHHAas pUTMHMYECKas IIyJbCallis, LUKIMYHOCTH B
MPOTUBOIMOJIOKHOCTh TOCTYNATEIBHOCTH PAa3BUTUS M T. 1., @ TAKKE — MY3bIKaJbHBIE (OPMBI C
MOBTOpEHHEM (perpu3Hble, BapuauuoHHblE) [6, ¢.96—100]. C npyroil CTOpOHBI, H3BECTHAs
puTMHUUecKas cBoOO/a JI0iH B MaHepe rubato, mo3Bossiommas CKOHIEHTPHPOBATHCS Ha MY3bIKAIBHOM
SKCHPECCHH, BAPUAHTHOCTh HEOONBLIOr0 YKCa KPaTKUX MENOJUYECKUX 3JIEMEHTOB, TpaHHYaas ¢
HMMIIPOBU3ALMOHHOCTIO, OPHAMEHTHKA, Oorartas JajoBas OCHOBA C MHCIOJb30BAaHHEM TI'e€MHOIUKU
MOBBIIIAIOT YPOBEHb 3TOH KCIIPECCUH.

My3bIKaJIbHOE TPOYTEHUE TMOITUUYECKOTO TEKCTa (OTHOLICHHUSI CIOBO — MY3BIKA) BIIOJHE
TPaJULMOHHO, KOMIIO3UTOP CTPOTO CIEAYET €r0 PUTMHUIECKON OpraHU3alliy B BUJE YEThIPEXCIIOKHON
CTOIIBI C aKLIEHTOM Ha BTOPOM CJIOr€ — BTOpPOM MeoH _+ * +_+ *_.. COOTBETCTBYIOIIIEE EMY MYy3BbIKAJIbHOE
odopMIieHHE TeKCTa B 1 pa3zgeirle — 3aTaKTHBIM MOTHB B TPEXAO0JIRHOM pasMepe 3/2. B mambHelem
PUTMHUKA CTHXa MOXET MEHSTbCA, KaK M My3bIKaJbHBIM METPOPUTM, OAHAKO Ojaromaps
MPEUMYIIECTBEHHO CHITIA0MUECKON MY3bIKaJIbHO-TEKCTOBOM OpraHM3alliy, MTO3BOJISIOMIEH clIeq0BaTh
3a aKIEHTaMH CTHXa, B MEJIOANH BO3HUKAET TECHAs! CBSA3b MY3bIKH CO CIOBOM. [lJIsl BCeX My3bIKAIbHBIX
¢dpa3 xapakTepeH 3aTaKkT, COOTBETCTBYIOIIUI OJHOCIIOKHON aHaKpy3e, a TakKe KpYIHbIE, TJaBHBIM
00pa3oM YeThIPEXJ0JIbHbIE CTOMBI. JIMIIb ONHAaXKABI, B MATOM pas3zaeie, KOMIO3UTOP J00aBHII
MOBTOPEHHE OJHOIO CJiora B CJIOBE M 3alepikajl OKOH4YaHue (pa3bl HA CHHKOIE, CJIErKa HapyLIuB
aKIeHThI cTuxa (T.287-289).

IlepBbiil paszmen Oiaecuueckoti nodmbl OTKPBIBACTCS TUXOW OPKECTPOBOM 3BYYHOCTHIO,
KOPPECIIOHIUPYIOIIEH XapakTepy, 0003HaYCHHOMY aBTOPCKOW peMapKoii trasognato — meuTaTenbHo,
3aBopokeHHO. [Ipo3pauHast pakrypa reTepoQOHHOTO CloKeHHs (opMUpyeTcss U3 KPaTKUX MOTHBOB
OTIENbHBIX JEPEBSIHHBIX JIyXOBBIX, AyOJUPOBAHHBIX pa3leldcHHbIMH CTpyHHbIMH (diViSi) wu
BUOpaOHOM C KOJIOKOJBYMKAMHM, CJIOBHO TOBHCAMOIIMX B BO3AyXE Ha TEalsiX, MOKOSIIUXCS Ha
MIPOYHOM OCHOBAaHHUM — JUINTEIIHHO BBIACPKMBAacMOM nefany H Brononvene.

B WHTOHaUMOHHOM CMBICIE B MNEPBBIX ISITH TaKTaX OPKECTPOBOM (hakTypbl HaMEUaIOTCS
OCHOBHBIE 3JIEMEHTBHI ONPEACICHHOI0 HHTEPBAJIBHOTO CTPOCHMS: Mapa CEKyHJ, CMEIIAIoNuXcs Ha
MOJYTOH, MpPEABCLIAOMUX OYIyIIyl0 XpOMAaTH3alMI0, PENEeTHUIMU OJHOIO 3BYKa Yy (opremuaHo c
¢deliTol MUKKOIO W Menonudeckas (opmyrna HHUCXOAAIIEH KamMOuaTbl (HEAKKOPJOBBIM 3BYK
HAYaBIIEroCs] HUCXOSIIETo IBMKEHUS, TIOCIE KOTOPOro CJelyeT HUCXOISIINN TEpPLOBBIA CKAYOK C
3all0OJJHEHUEM ITyTE€M BO3BpALICHUSI K IPOIYLICHHOMY 3BYKYy) Yy IIepBoro kiapHera. Bce 3t
WHTOHAIIMOHHBIE EJUHUIBI O(QOPMIICHBI B BHJIE YETHIPEX3BYUHBIX MOBTOPSIOMIUXCS (QOPMYI
mectHaguaTeiMd. OTIMYaeTcs OT HUX TOJNBKO TIJIMCCAHIO0 BTOPBIX CKPHMIIOK B Juana3oHe 0.7 —
YMEHBIICHHON OKTaBbl. ONKCaHHBIE 3JIEMEHTHI, PacChIlaHHble B (akType, HOCAT (QUrypanuOHHBINR
MEJIOINYECKUH XapakTep.

B 1.6 cpemana mombiTKa mpuaate OoJibllle BECOMOCTH HOBOMY JHATOHHYECKOMY
(HeXpoMaTH3MpPOBAaHHOMY) BapHaHTy M3BWJIMCTOM, BOCXOMSIIE-HUCXOAIIEH YeThIPEX3BYyUHOU
(hopMyITBI, HAIETTUB €€ YKPYIMHEHHON PUTMUKOW MOJIOBHHHBIX C TOYKOW W YeTBepTed B pasmepe 3/2.
OnHaKO 3BYYHUT OHA MO-TIPEKHEMY OOJIEMYEHHO M3-32 MPOJI0JDKAIOIIETOCS TeTepOQOHHOTO pa3aeieHus
U TIOCJIEYIONIEr0 HACIOEHHs OTIENbHBIX 3BYKOBBIX TOYEK W XyOnupyromux mnexaneil. braromaps
3aCTHIBAHMIO 3BYKOB Ha MeAainsx Ha (oHe APYruX, BBIACP)KAHHBIX Nefaieidl GpopMupyroTcs TUXue
JMCCOHMPYIOIUE KJIAacTephl B BEPXHEM, BO3IYIIHOM IHAna3oHe 3By4aHHs y CKpunok divisi u aByx
¢nedit. OTaenbHbIE MENKWE HMHTOHALMOHHBIE COOBITHSI, KOTOpBIE MPOMCXOIT B ONHCAHHOH
OPKeCTPOBO# reTepo)OHNH 0 BCTYIUICHHSI COJIMCTA, COXPAHSIOT CEKYHIOBO-TEPIIOBYIO HHTEPBAIbHYIO
OCHOBY, 3asBIIEHHYIO C CaMOT0 Hadaja mpousBeaeHus. Hanbosee 3amomMuHaOMmMiicss 00IMK U3 BCeX
3THX 3JIEMEHTOB — Y YETHIPEX3BYYHOU (POpMyIIBl KaMOHAaThl, KOTOpasi MOBTOPSIETCSI HEOJHOKPATHO B
MEepPBOHAYAIIFHOM BHJIE U Ha TOH K€ BHICOTE B TAPTUH NIEPBOTO KIIApHETA.

CexyHI0BO-TEpLOBbIH KOMIUIEKC B O(OPMIICHUHA OTHOCHTEJIEHO KPYIHBIX UINTENBHOCTEH —
YETBEPTEH U MONOBUHHBIX C TOYKOW — MOSBIISIETCS B TEMAaTHYECKOM 3HAYEHHUH B TAPTHH BCTYIIUBLIETO
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coNMCTa. 3/1eCh HE TOJIBKO SKCIOHHPYETCs KIoueBas MHTOHAIWs Onecut B BHIE OINPEAEICHHOM
pUTMO(GOPMYJIBI, HO U HAMEYAIOTCSl Ba)KHEHIIIME MTPUEMBI €€ Pa3BUTHUs. YKe B IEPBOM IPEIUIOKCHUH
HavyaJbHBIA UCXOIHBIA MOTHUB, MPECTABIISIONINI COO0I TEPLIOBO-CEKYHIOBBIN YIOp B 3BYK 0, HauMHaeT
pacmmpsAThes, 00pa3yst MeIoAndecKyo (Gopmyrry kaMOuaTel. Bo BTOpoM mpersioKeHHH CEeKBEHTHO-
HOBTOPHOT'O MEPUOIa, KOTOPBIH COOTBETCTBYET IEPBBIM JIByM CTPOKaM TEKCTa, BAPHAHT CEKYHIIOBO-
TEPIIOBOH PUTMO(GOPMYITBI KAMOMATH XPOMATU3UPYETCS M CEKBEHIMPYETCS B HUCXOISIIEM IBI)KCHHH,
BBINPSMIISISICH BO BTOPOM 3BeHE. TeM caMbIM IMOYTH OKTaBHOE MPOCTPAHCTBO C LIeHTpoM d pa3duBaercs
Ha J[Ba CETMEHTA: TEPBbI — MEXIy HWXKHEH Tepuuei h—d, 3amojHseTcs NPEUMYIIECTBEHHO B
BOCXO/ISIIIIEM HANpaBjeHHH Oiaromapsi BBOAHOTOHOBOCTH (@is—h, Cis—d). Bropoit — mexay BepxHeit
KBUHTOM U LICHTPAIBHBIM TOHOM 8—0, — Ha000pOT, B HUCXOAAIIEM, ITyTeM OYKBaJIbHO CIIOJI3AIOIICH 110
MaJIbIM CeKyH/IaM U3BIJIMCTON MEJIOMYECKOM JINHNH.

OkpyXKalome MeJIOJUI0 COJUCTa HHCTPYMEHTAIbHBIC TOJI0ca TPO3padyHol  (akTypsl
00pa3yloTcs Ha OCHOBE TOTO € TEPLOBO-CEKYHIOBOTO MHTEPBAJIBHOTO KOMIUICKCA, MHTOHAI[HOHHO
OCMBICIICHHOTO KakK IOCTOSIHHO BapbUpyeMble M CEKBEHTHO IIepeMellaeMble YeThIPEX3BYUYHEIC
¢dopmynbl kamOuaThl 100 MHOTOKPATHO MOBTOPEHHBIE, TpesieoOpasHbie, JBY3BYUHBIC CEKYHIIOBBIC,
Onaromapst MyJlbCallMM HIECTHAALATHIX OTIMYAIOMINECS B PUTMHUYECKOM OTHOIICHHH OT TApTHH
OapuToHa.

B ¢akTypHOM OTHOIICHHH WHCTPYMEHTAILHOE COIMPOBOXKICHUE BTOPOrO IPEIIOKCHUS
MpeJIcTaBIsIeT co00it 00pazern rerepodornn Oaronaps yoIUpOBKaM OCHOBHOTO MOTHBa — KaMOHAThHI
IICCTHAIATBIMK, TIOBHCAIOLICTO HA Pa3HOBPEMEHHO (OpPMHUpYIOIIMXCS mnenaisax. JlmuTensHo
BBIEpKMBaeMas Meaib BUOJOHYETH nepeMertaercs Ha 3Byk 0. XmécTkoe opkectpoBoe tutti B Buae
3aCTBIBILIETO aKKOp/A M3 JIBYX YHCTBHIX KBHHT Ha PACCTOSHUM CEKYH/BI B KpaitHux peructpax (F-C u
d?>-a% c¢ Gompmoii Tepumeit B meHTpe (€'-gis') MapKupyeT IpaHMIly MeXITy TepBHIM M BTOPHIM
paszenamu.

Crenyromuii KOHTPAcTHBIH paszmen ¢ o0o3HaueHneM MerpoHoma ~100 B pasmepe 2/4

BoIUIOmaeT obpas serkoro (pemapka leggero) newkeHus: Ha (HOHE KBApPTO-KBUHTOBOW TeTaliH
BUOJIOHYEJICH C aJIbTAMH M KOHTPa0aCOB IBMKYTCSI JIBa CIUTOIIHBIX (DUTYPALMOHHBIX TJIACTa B BBICOKOM
peructpe. IlepBbie 4eThipe MyJbTa MEPBBIX CKPHIIOK, JyOJUPOBAaHHBIC MOOYEPEIHO BCTYMAKOIIUMH
(neliTaMu, UCTIONHSAIOT CEKYHIOBO-TEPIOBYI0 HHCXOJSIIYI0 YETHIPEX3BYUHYIO (opmyiy (Tepius B
obpameHnn JByX pasHEIX cekyHn — d°-des’-c’-as’-ges?), BBUIMBAOIIyIOCS B JUIMTENHHOE
TpeneoOpa3sHoe TMPOJODKEHHE C 3aBEpPIICHHEM TEeM K€ CEKYHIOBO-TEPLOBBIM BOCXOSIINAM
4eThIpeX3ByureM. BTOpoil miacT, MpeacTaBieHHBI BTOphIMU cKpunkamu diVisi, TyOaupoBaHHBIX
YEepeoyIOIMMUCS B TOW JK€ MaHepe IEepBbIM M BTOPHIM KJIAPHETaMH, O3BYUYHBAIOT TaKKe
YeTBIPEX3BYUHYIO, HO yiKe BOCXOJAILYI0 GUrypy B o6beMe yM. 4 ¢ 6.3 B 1eHTpe U M.2 1O KpasM — C>—
des?—es*fes?, moBTOpsAEMYIO OCTHHATHO HA MPOTSKEHHH GOJIbIIeH yacTh pasjena (T1.40-74).

OOGmiee BreYaTieHHE MHOTOCIOWHOCTH W TOJHJIAI0BOCTH BEPXHHX TOJIOCOB CKJIAIbIBACTCSI
Oraroapsi pa3IMyuHIO YeTBIPEX3BYUHBIX (GOpMYII (BBINMCAHHAS TPEIIb H BOCXOMASIINIA 000pOT), a TaKXKe
UX 3ByKOBOMY COCTaBy, B KOTOPOM IPOTHBOIIOCTABIICHBI 3ByKH U3 KPAifHUX CETMEHTOB renTaxop/a co
crpyktypoir 1 1 1 1 2 2 (c-des—d-es—fes—ges—as). [Ia r1uiacra, OpraHM30BaHHBIC B BHJIE
MOHOPHUTMHYECKOTO JBIKEHHUS IIECTHAAATHIMA — CBOETO poza perpetuum mobile, Bomromaror 6er
BpPEMEHH. DTa accolualns yCUIIMBaeTCs Oyiarogapsi THKAIOIUM BpeMsi OT BpEMEHH TPUTOHAM (IICHT,
JyOIMPOBaHHBIX [NTHCCAHAUPYIONIMME B 00beMe TeX )K€ HHTEPBAJIOB MOCICAHUMH MyJIbTaMU CKPUIIOK,
KOJIOKOJIbYMKaMU W BUOpadoHOM. OJHAKO KOMIIO3UTOP MBITACTCS MPEOJI0NIETh MEXaHUCTHYHOCTh
MOHOPHTMUYECKOH MyJbCALMU MyTeM obOierdeHust obimero 3Bydanus (leggero, mp), ymeHblieHus
3Byuareii mMaccbl Osiaromapst diViSi CTpyHHBIX U UX JyOJMPOBKH YEPEAYHOIIMMHUCS JIEPEBIHHBIMH
JyXOBBIMHU, JI0OMBAsCh KaMEPHOI'O 3BYYaHHs, MApAJUICIBHOIO COICPIKAHHIO TMOITHYECKOTO TEKCTa

45



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

(«aypay, «kacarochy, «3aMepia», «CTapoe BOCIOMUHAHKE) U T.11.). Kpy)XKeBo CTpYHHBIX COTKaHO TaKHM
00pa3oM, 4TOOBI MOXKHO OBLITO OTYETIIMBEE YCIBIIIATh 3BYYaHUE ICPEBIHHBIX TyXOBBIX.

Hwxnue rojgoca opkecTpa — BHOJOHYEIH, KOHTPA0achl U ajdbThl — TaKKe OPraHU30BaHbBI B
CaMOCTOSITETIHHBIH IIIACT MeJalIell pa3HOTO MHTEPBAIBHOTO COCTaBa, B TOM YHCIIe — KBUHTHI, TPUTOHEI,
CEKYHIOBbIE KOMILJIEKCHI (HampuMep, COeTUHEHUE ABYX CEKYH] Ha pacCTOSHUU TpuToHa B T.108). DT
MeJaly, KOTOphle MHOTJA YCHJIMBAIOTCS TeTepO(OHHBIMA HACIOSHHUSMH JIPYTHX TOJOCOB, CO3JAI0T
MMOCTOSTHHBIN (POH, KOMIEHCHUPYS M OalaHCHPysd aKTHBHOCTH MPOUCXOMSIINX 3BYKOBBIX COOBITHH U
obecrieynBast OO0 JIETHYHOCTb.

Penkue mpophiBel TpyO Ha Mf, CIOBHO W3 yIIOMHHAEMON B TEKCTE «TEMHOTBD», «IPYTHX
MPOCTPAHCTBY, Ha (OHE CTAOMIIBHBIX TeJaei TaKKe YIacTBYIOT B CO3JJaHUU MTPECTABICHUS O Pa3HOM
BpEMEHH — IIyJIbCHPYIOMIEM, CyOBEKTHBHOM M PACTIHYTOM, BEYHOM. OTH W JpyTHE AeTalH
OPKECTPOBOM TKaHM (HampHUMep, TJIMCCAHIO KOJOKOJBYHKOB M BHOpadoHa) BOCIPHHHMAIOTCS Kak
TeMOpOBBIE OJIMKH, CO3JAIOIINE HACTPOCHHE.

PazBuTHE B 5TOM pasjesne OCyIIECTBISETCS B OCHOBHOM (DaKTYpPHO-TEMOPOBBIMH CPEICTBAMHU
— BKJIFOUCHUEM-OTKJIFOUCHUEM MHCTPYMEHTOB, a TaK)KE€ U3MEHCHHEM PACCTOSHHS MEXIYy KpalHUMU
TOYKaMH OCTHHATO B TIEPBOM OPKECTPOBOM IIIACTE, MPOUCXOMASANIMM H3-3a COKPAILCHHS BPEMEHH
vcrionHeHus Tpenu. Ilepen BeTymiieHne conucTa Ha (JOHE STOTO BapbUPOBAHHOTO OCTHHATO TEAAIh
KOHTPa0acoB ¥ aJIbTOB YCTaHABIMBACTCS Ha 3ByKe U, a BUOJIOHYEIH MO3KE CTPOSAT KBUHTOBYIO TIealb
K HUM. BCcTyruieHre conrcta HemocpeICTBEHHO TOTOBAT ()aroThl ¢ BUOJIOHYEISIMHU, TIPEIBOCXUIIIAOIINE
€ro TEPILIOBO-CEKYHIOBBIN 3aunH. B mracToBoii opkecTpoBol (hakType y ajbTa, JyO0JupoBaHHOro Oac-
KJIQPHETOM, TPOCKAIB3bIBAET HUCXOJSIINN CEKYHIOBO-TEPLOBBIH OO0OPOT WISCTHAINATHIX Kak
PEMUHHCIICHITUST TIEPBOM YacTH W OJHOBPEMEHHO — HACTPOHKA COJHCTA, KOTOPHIM HCIIONHSET €ro
BapHaHTHI U B TIEPBOM, 1 BO BTOPOM IPEIIOKEHUH 3TOTO pa3zaeia. Bo BTopoM NpeanoKeHnH mepuoia
MTOBTOPHO-CEKBEHTHOTO CTPOEHUSI PaCIIMPEHHE CEKYHIOBO-TEPIIOBOM (opMynbl mpuOImKaeTcs K
WHTOHAIUsAM JouHBI (Ha cioBax “Alte spatii se deschid”, T.74-80). DTo BBI3BIBaCT HILTIO3UIO
WHTOHAIIMOHHOT'O U3MEHEHHUS B COCTABE YETHIPEX3BYUHOU MOCTYIIEHHOH (POPMYIIBI U3-32 METPHUYECKOTO
MepeMenIeHnsT ee Hadala Ha ciiadyio nomo. «MHble TpOCTpaHCTBa» CIOBHO HILTIOCTPHUPYIOTCS
ap(hooOpasHBIMH, apreHKUPOBAHHBIME MaccaxkamMu (oprenuano Ha f. Ha Bpems mcuesaer memais,
YCTaHaBIUBASCh 03K HA JAPYTUX 3BYKaX.

Ilocne okOHYaHUS MApPTHH COJHUCTa TPOUCXOIUT IepeopraHu3anus (akTypbel, HcYe3aeT
IJIACTOBOCTh, OJTHAKO €€ AJIIEMEHTHI (CEKYHOBO-TEPIIOBBIA KOMIUIEKC M TPEIe0Opa3HOe JABMKCHHE),
M3MeTbYasich, COXpaHstoTcs B ¢GyHKmH (poHa. PembedoM kK HUM CTAaHOBATCS OTIEIbHBIE WHTOHAIIUH
JIOWHBEI — MHTOHUpYyeMble Ha T HuCHamaromme KBapThl U CEKYH/IBI, BIUCAHHBEIE B 00beM TepIiuu (Kak
MPOXOJISIINAN 3BYK OT TEPIIOBOTO TOHA JIa/Ia C TIOCIEYFOIINM IIPEIEeMOM K MEPBO CTYTIEHHN) Y METHBIX
IyXOBBIX. KOMITO3UTOP /TaeT HECKOJIBKO BApUAHTOB TPEX3BYYHOTO 000pOTa JOWHBI — KpaTkuid (T.116—
117), nomueii (1.96-97), pacmupennsii (1.102-104) wu opuamentupoBanubiii (1.117-119),
JIEMOHCTPHUPYSI HEOJAHOKPATHO CBOIO MPUBEPKEHHOCTh BAPHAHTHOMY MPHHIIUITY Pa3BUTHS MEIIONUU B
Onezuueckoii nosme.

B crenyromiem, tpetbeM pazueine (—106, T.127—-166) nporCXOIUT YIUIOTHEHHE OPKECTPOBOI

(akTypbl, MHOTOCJIOMHOCTh KOTOPOH YBEJIUYHMBACTCS, HE TEPss JICTKOCTH, BO3IYIIHOCTH 3BYYaHHS
(corlacHO KOMIO3UTOPCKOM pemapke Senza accenti). Ilpu coxpaHeHHH CMEIIAHHON OPKECTPOBKH
NapTHU JEPEBSIHHBIX JyXOBBIX, TyOJMPOBAHHBIX CTPYHHBIMHU JiViSi, 00pa3yroT AeBATH JIMHHUI: LIECTh
JEPEBSIHHO-CTPYHHBIX M TPH — TOJBKO CTPYHHBIE (Y YETBEPTHIX M MATHIX MYJIHTOB MEPBBIX CKPUIIOK U
MSITOrO IYJIbTa BTOPBIX), OOJIBIIMHCTBO KOTOPBHIX BAPHAHTHO COOTHOCSATCS APYT C IPYTOM, peanu3ys
uaew rerepooHHOro MHOrorosiocus. OOMmMMH NPUHIMIT CTPOGHUS BCEX OTHX JIMHUA —
M30PUTMHUYECKOE OCTHHATO, ITPH KOTOPOM ABYXTAKTHAsT MEIOAUKO-PUTMUYECKass popMyrna B KaXA0H
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U3 JICBATH JIMHHUH, C(HOPMUPOBAHHBIX IISITHAAIATHIO OPKECTPOBBIMH MAPTHAMH, HEU3MEHHO
HOBTOPSIETCS IBAIATH Pa3.

3BYKOBBICOTHO OCHOBOM 3TOTO pasjiena sBJISETCS MOJHIAI0BOCTh, TaK KaK BEPXHSS 4acTh
3Bydalero MpPOCTPAHCTBA ONMUPACTCS HAa BapHaHTHbIC KOMOHWHAIMK 3ByKOB eS—d-des—c-b-g-f B
HapTUAX TPEX OTAENBHO B3ATHIX (ICHT, MyOJMPOBAHHBIX WIIM BAPbUPOBAHHBIX ISATHIO JIHHUAMH Y
IIECTU MYJIbTOB MEPBBIX CKPUTIOK. A B HI)KHEH, TAKXKE 110 MPHHIMITY reTepO(MOHUH, COOTHOCSTCS TPH
KJIapHEeTa C CaMOCTOSTEILHBIMU MAPTUAMH M AyOJUPYIONIHE JTHOO BapbUPYIONINE UX YEThIPE JTHHUU
BTOPBIX CKPHIIOK, 06pa3oBaHHbIe 3ByKamu eis’—fis’—gis'—cis>~h'. O6mmii HaGop B cymme naeT moutn
HOJIHYI0 XPOMAaTHYECKyl0 rammy (0e3 3ByKOB € W a), OJHAKO HMHTOHAIIMOHHOE OCMBICIICHHE €€
OIUpAcTCsl Ha KPaTKUE MOTHBBI Ha OCHOBE TOTO JK€ CEKYyHIOBO-TEPLIOBOTO KOMIUIEKCA M3 TEPLUH B
OKPY)KEHHH JIBYX CEKYH]I, IJIe TepIHs MOXET ObITh 3aMeHeHa 0oJice MIMPOKUM HHTEPBAJIOM, JTHOO Ha
TpeseoOpa3Hoe MOCISIOBAHHUE TOBTOPSIFOIIMXCS CEKYHI.

[TpuxoTnuBas puUTMHUECKAss WUrpa KpaTkux (OpMyT B HEU3MEHHOM, HO IEPETHBAIONICMCS
Pa3HBIMHU TPAaHSIMU 3BYKOBOM IIPOCTPAHCTBE, HATIOMHHAET BUTPaXHYI0 TexHUKY OnuBbe MeccuaHa,
U3IIO0JICHHBIME TEXHHYECKUMH MPUEMaMH KOTOPOr'0 TakKe ObLIa OCTUHATHOCTh M TOJHJIAI0BOCTb.
CB00OIHOE OCTHHATO KOJOKOJIBYMKOB, ACCOIUUPYIOIIEECs ¢ OJMKaMH CBETa, YCHIMBAET KPACOYHOCTb.
OO0parieane KOMIO3UTOPa K KOJOPHCTUYECKOW OPKECTPOBOW 3BYYHOCTH BBI3BAHO MOITHYCCKUM
TEKCTOM B MApTHH COJIKCTA, B KOTOPOW pedb MIET O «IBeTax (Kpackax), UCYE3aIoIINX B YTPCHHEM
TymaHey. J{siiuecs nemand BHOJOHYENEH ¢ KOHTpabacaMu, KOTOPBIM H3pEAKa BTOPAT (aroThl H
KOHTpadaroT, MOIBOJIT MO/ 3Ty 3BYKOBYIO MIpy CONUAHBINA (hyHAameHT. McranBaHue 3ByYHOCTH Ha
neJaay B KOHIIE pa3ziesia COMPOBOXKIAACTCS HAHU3BIBAHUEM OT/CIbHBIX KPAaTKUX (hopMys — 000pOTOB
OymyIieit TOWHBI.

UYerBepTsiii pazmen (=62, T1.184) oxa3piBaeTcs KyJIbMUHAIIMOHHBIM B OOIIEH KOMITO3UITUH

Dnezuneckoli nodmbl, Tak €ro MPeCTaBUI caM KOMIIO3UTOP B aBTOPCKOM aHHOTALMK Ha IPOU3BEACHHUE.
3neck Bce MOMYUHEHO [OWHE, KOTOpas 3BYYMT B pa3HbIX BapHaHTaX: BHAayYaJle MENOAMIO JIOMHBI
UCIIOJIHSCT OAPUTOH COJIO, 3aTEM OHA CJBILIUTCS B 3allUCH, B UCIOJIHEHUH 03Ta, KOTOPBII HaleBaeT
HECKOJIBKO CTpo(d, a 3aTeM HacBUCTHIBacT ee. KOoMIO3UTOp, B CBOEM CTPEMIICHHH K COXPaHEHHIO
ayTEHTUYHOCTH, MCIIOJIB30BaJ HEKOTOpbIEe crienudruyeckue MpueMbl HApOJHOTO MHCTPYMEHTAILHOTO
WCIIOJIHUTEIIbCTBA.

Tak, opkecTpoBOe BCTYIJIEHHE OTKPBIBAETCS XapaKTEpHBIM MacCaXeM — B3JIETOM HH3KHX
CTPYHHBIX, IyOnupoBaHHbIX (paroToM M Oac-KJIapHETOM, 3BYKOBOH OCHOBOW KOTOPOIO SIBJISIETCS
TeMHOJIBHBII TOMUHAHTOBBIM Jag OT §, € JABYMs YBEIMYEHHBIMH CeKyHAaMu. KMmuranus
aJleaTOPHUYECKUMH CPeACTBAMHU IMMOanbHON ummpoBusaimu ad libitum y ¢oprennano, kotopas
UCIIOJIHAETCA ylIapaMH 0 CTpyHaM HajloyKaMH OT KcuwiodoHa MM numOan, mpeaBapsieT, a 3aTeM
BKJIMHMBAeTCS B MAapTHIO CONMCTa co cioBamu “‘Hai, doru si iar doina” — nByMS KIIIOUEBBIMH
HNOHATHAMHU JJIs1 00Pa3HO-3MOLMOHATBHON KOHLENUMU NpOoW3BeleHUs. V3MeHeHHe HanpaBiIeHUs
MEJIOINYECKOH JINHUM IIECHH C HUCXOAILETo (TOUHEee, HUCIAIAI0IIEero) Ha BOCXOSIIEe U JOCTHKEHHNE
IV, a 3atem V cTyneHeil AMaTOHMYECKOrO 30JIMMCKOrO Jjaja ( CBA3aHO C OCTAHOBKOHM OJjaromaps
areaTOpUYECKOMY PacLIMPeHuIo y ¢poprenuano. B nanbHelieM 3Tu 1Ba mpreMa — IreMUOJIbHBIHN B3JIET
W anearopuyeckas MMHTAIMS HMIIPOBHU3AIMM — PACHPOCTPAHSIOTCS M HAa JIPYrHe€ WHCTPYMEHTHI
OpPKECTPOBOIl MapTUTYPHI. 3BYYaHHIO JOWHBI B ayIN03aIMCH KOMIIO3UTOP OTBEJT IMPUMEPHO | MUHYTY
10 cexyHz, yka3zaB CBOOOAHBIN XapaKkTep ee UCIOIHEHNI — Senza metrum.

BosBpanienue nejanei y KoHTpabacoB ¢ ajJbTaMU H TAPMOHHYECKON (UTYPAIIUH 110 ITHPOKHM
MHTEpBajiaM y (OPTENUaHO, COMPOBOXKAAIOMIMX OYyAyIlyl0 HadanbHyl0 (pasy OapuToHa, KOTOpas
HaOupaeTcs JIeBoil pykoi hopTenuaHo B KJiacTep, BO30OHOBIISIET €CTECTBEHHBIN X01 COOBITHIA [109Mmbt,
MEPEeKIIIOYEHHBI BpeMeHHO Ha JoiHy. Cynsd Mo TeKCTy, BO3HMKAIOIIAs COAEp)KaTelbHAas pernpusa
pacuipena, oOpacTtasi HOBBIMM 00pa3aMu M CMbICJIaMH. B mapTuu conucTa BHOBb 3By4aT CEKYHI0BO-
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TEPILIOBBIE MHTOHAIINY, HO TETIEPh B PACIIHPCHHOM 00beMe Oiaroiaps MeJoJHuecKoMy pa3pacTaHHIo B
BEpXHEM AMana3oHe 3By4aHUs. JTa KIIOUEBas UHTOHAIUS MPOJOJIKAET Pa3BUBATHCS B OPKECTPOBOM
TKaHM B BHUJIC KPATKUX YETBIPEX3BYYHBIX OOOPOTOB INIECTHAALATHIMU JIUTEIbHOCTAMU. CIIOBHO
WJUTIOCTPHUPYS TTOITHYECKYIO (Ppa3y «B IMEYATHHOM HAaHU3BIBAHWH KOJIEI», YCTOWYMBBIA CEKYHIOBO-
TEPIIOBEII 000POT, B KOTOPOM TeTeph MPeo0IaIaloT MaJIbIe CEKYH/IbI, HAUMHACT CEKBCHIIUPOBATHCS 110
MaJbpIM TepuusM. ['eHepupys psiI OJHOBPEMEHHO 3ByYalldUX HHCTPYMEHTAIBHBIX BAapHUAHTOB, OH
CTAaHOBUTCS OCHOBOIl OCTPOBKOB TeTepoOHHOW (aKTyphl, HANOMHHAS O3TUM TIEPBBIA pasJen
COUYMHCHHS. DJIEMEHTBHl TapMOHHYECKOW (urypanuu (HopTenuaHo — OTACIbHBIC apIe/KHO 10
JTUCCOHUPYIOIIMM HWHTEpPBAJIaM, KaK TPaBWIO, B CBEPXOKTaBHOM JHama3oHe, ONyXTaloT 10
OPKECTPOBBIM MapTusM. He 3a0bITHl M YBEIIMYCHHBIC CEKYH/IBI, CBSI3aHHBIE C JJOWHOM, KOTOPBIE TOXKE
BHOCSIT BKJIaJ] B OOIIIYIO XPOMATH3AIHMIO 3ByYaHIISL.

BHezanHbIl cIBUI, NPOUCXOMSAIIMM H3-3a PE3KOr0 H3MEHEHHUsl XapakTepa 3By4YaHUs —
BTOP)KEHHUE MCCOHUPYIOIIMX aKKOpAoB-rpo3abeB Ha ff ¢ aprukymsumeir marcato molto y Bcero
opkecrtpa tutti, kpome (IelT 1 KITAPHETOB, MOICPKAHHBIX YAAPHBIMH, 3HAMEHYET HACTYIUICHHE TISITOTO

pasmena (~=78, T.254). DTOT HOBBIHA, ApaMaTHYeCKHuil 00pa3 MOABUICA B De2uueckoll nosme B

pe3ysbTaTe KOMIIO3UTOPCKOM TPAKTOBKH TEKCTa «3HAMEHA PAa3BEBAIOTCS HA BETPY», ACCOLMUPYEMOTO C
BOCHHBIMH MITaHAapTaMu. YepenoBaHue rpo3HBIX aKKOPIOB C OOCBBIMH KIIMYaMH JYXOBBIX, B OCHOBE
KOTOPBIX JIGKHUT OTAAJCHHBIA BAPHUAHT TOH K€ YETHIPEX3BYUHOU (HOPMYITBI METKUMH AJTUTEIHHOCTAMHU
(B IaHHOM ciy4ae — TPUOJSIMH IIECTHAILATHIX), HO B BOCXOISIIEM IBW)KEHHM U HMHTEPBAJIHHOM
pacIIvpeHn, CMEHAETCS 3MM30J0M B CMEIIaHHON TeXHHKE.

3nech aneaTopudecKue KBaIpaThl CO BIMCAHHBIMH KPAaTKUMHU WHTOHALMOHHO-PUTMHYECKUMHU
(dopmynamu, cBOOOIHO YepeIyIOIMMMHUCS SENZa Metrum y BTopo# (uiedTsI, TpeThero rodos U BTOPOTro
KJIapHETa, HAKJIaJbIBAIOTCSl HA JIMHUM CTPOTOTO OCTUHATO y TEPBOH (IEHTHI, IEPBOTO U TPETHETO
KIapHeToB. Y  (UEeHTbl TNMKKOJIO TOYHAS JABYXTakTHas OCTHUHATHAs IIOCIEIOBATEIBHOCTh
yCTaHAaBIMBAETCSl CO BTOPOTO MOBTOPEHUS, a CTPYHHBIE ¢ BUOPaOHOM Y4acTBYIOT B BapbHPOBAHUU
OCTHHATHBIX JIMHUH, B OYEPeHON pa3 IEMOHCTPUPYS OCTHHATHO-BapHALIMOHHYIO TeXHUKY. [Ipu sTom
JUHAW CTPYHHBIX IO OTHOIIEHHWIO IPYT K JIPYTy IO BEPTHKAJIM TAKKE BapUaHTHBI U (OPMHUPYIOT
rerepoQoHHYI0 (QakTypy. B 1enom ckinaneiBaeTCsi OPKECTPOBBIM OJOK W3 NIBYX TaKTOB, KOTOPBIH
HEOJTHOKPATHO MoBTOpsieTcs (T.263-292), uepenysach TO C MapTHEW COJHCTA, TO ¢ OOEBBIMH KIHYaAMHU
JYXOBBIX.

B MHTOHAIIMOHHOM CTPOEHHMH MY3BIKaJIBHOTO MaTepuaja MOCIEAHEro pasnesia HalOJronaeTcs
PEMHMHHUCLUEHIMST MHTOHALIMH MEPBOH 4acTH — CEKYHAOBO-TEPLIOBBIH YETHIPEX3BYUHBIH KOMIUIEKC B
HUCXO/ISIIIEM JIBH)KEHUH IIECTHANATHIX Y IEpBOH (IICHTHI, HUCXOSIINE TpeaeoOpa3Hble ABY3ByYHbIE
MOTHUBBI y BTOpOH (hielTel u BUOpadoHa, BOCXOASIIME — y TPEThEro KIapHETa, a TakkKe o0Ias
CEKYHJIOBO-TEPIIOBasi OCHOBA MEIOAMYECKUX JTMHHMA.

Taxast co)XHO OpraHr30BaHHasi TeMOPO-COHOpHAs (aKTypa MepeaaeT 3bI0K0CTh, HepeaTbHOCTh
MeTaopruvIecKkoro TEKCTa, B KOTOPOM OCEHHHUI JieC C MOXKYXJIOW TPaBOM M YBSIALIMMHU JIUCTBSIMH,
OJTUIIETBOPSIOIINE OBICTPOTEYHOCTH KMU3HH, MajJjaeT K 3Be3/1aM, Kak CHMBOJIY BEYHOTO cBeTa. [Ipu atom
BO3HHMKAIOT aCCOLMAIMH C MJIATOHOBCKUM IPEICTABICHUEM O AyIlIe, KOTOpas BO3BpallaeTcs K CBOEH
3Be3ze. Bo3M0OXkHO, 3TO 1 X0TeN BRIPa3uTh My3bIKAJIBHBIMU CPEICTBAMHU KOMIIO3UTOP, ITyTEM COYETAaHUS
JUHEMHOTO BpPEMEHHU TIOCTOSHHBIX M3MEHEHHH M UUPKYJISPHOTO, LUKINYECKOTO OCTHHATO Kak
BPEMEHHOTO OJINLIETBOPEHUS BEYHOCTH. THX0€ OKOHYaHNE TPOU3BEICHUS, C HCTAaUBAIOIIEH HA TEeasIX
3BYYHOCTBIO, TJI€ OTAENbHBIE aKTHBHBIE JIETATM BOCHPUHUMAIOTCS KaK OTTOJIOCKH MPOILIOTO, BIOJIHE
COOTBETCTBYET OOIIEH KOHIEHIINH DIecutecKoli HOMbl.

B 3aximouenue, cyMMupyeM pe3yibTaThl aHaJIMTHYECKWX HabmopeHuit. OOpasHo-
IpaMaTypruyeckasi KOHLENIMS [POW3BEAEHHUS pacIIMpsieT pPaMKH [O3THYECKOr0 TEKCTa, W
OCYIIECTBIISIETCSI ATO COOCTBEHHO MY3BIKAIBHBIMH CpeAcTBaMH. LleNbHOCTh COYMHEHHS Ha OCHOBE
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KOMITIIALIMK TTO3TUYECKUX TEKCTOB O0ECNedrs eAWHBI WHTOHAIIMOHHBIA KOMIUIEKC, B KOTOPOM
BeAylllee 3HaUCHHE MPUOOpETaeT CeKyHAOBO-TEpLOBas MHTepBaiuKa. [locieqoBaHue OBYX CEKYH[,
00paMJISIFOIIINX ~TEPLHIO, CTAHOBUTCS BAKHOM KOHCTPYKTMBHOH M CEMaHTHYECKON eIWHHIEH
npousBeneHNs. Ee KoHKpeTHass MHTOHAIIMOHHAS (hOopMa M, COOTBETCTBEHHO, BBIPA3UTEIIbHOE 3HAUCHNE
MEHSIETCS] B 3aBUCIMOCTU OT KOHTEKCTa, MOSIBIISIETCS JTM OHA B 3arjaBHOM (QyHKUMU — peibeda miu
(oHa, ydacTByeT I OHA B CO3J[aHMH O0JIee M MeHee HammpsHKeHHOTo 00pa3a win 9yBcTBa. [losBneHme
MHOKECTBA BAPUAHTOB OJHOM CEKYHI0BO-TEPLOBOI POPMYITBI HAAETSIET €€ HE TOJIBKO KOHCTPYKTUBHOM
¢byHKLMEH, HO 1 00ecTieYrBaeT MOJTUCEMAHTHISCKUI XapaKTep.

OTO W 3arfaBHBIA MOTHB COJIO OapWTOHA, KOHIIEHTPHUPOBAHHOE MY3BIKAIFHOE BBIPAKEHHE
BepOaJIbHOTO CMBICIIA BCEH TIOAMEI, C €r0 OTTPAHNYEHHOCTHIO OT OKPY’KaIOIIeH HHTOHALIMOHHON CpeIbl.
DTO ¥ OCHOBa JIMHUH (PAKTYyphl, KOTOPHIE CIOBHO PACIBUISIIOT OCHOBHOHM CMBICT, OOBOJIAKMBAs €To
oOmMu opMamMu IBIKEHIIS, TIOCKOJIBKY B BUIE POBHBIX IIECTHAAIATHIX MOHOPUTMHYECKOH (haKTyphI
BapbUPOBaHHBIE MOTHUBHI TOTO )K€ MHTEPBAJIBHOTO COJEPXaHMS TEPSAIOT CBOIO MHIMBUAYAIBHOCTH U
3HAYUTENbHOCTh. VX 3aaua — pa3BUTHE W JBW)KEHHE 00pas3a; TeM caMbIM, MPUOOpeTast macca)KHo-
(burypaTuBHBIA XapakTep, OHH yTPauyMBAIOT POJIb MHTOHAIIMOHHON KOHICHTPALMH, HO HAJEINSIOTCS
(dhopMoobOpazyromuMu (HyHKITHSIMIL.

CeKkyHI0BO-TEpLOBbIE HMHTOHALMOHHBIE CTPYKTYPBl SIBJISIIOTCA — BJIEMEHTaMH  JIaJI0BOM
(MomaIbHOI) CHCTEMBI, MOTMMOAAIbHBIE cOueTanus B [1oome Taxke Hepeakr. KoMmo3nTop nmocTossHHO
M3MEHSET BEIMYNHY N30paHHBIX HHTEPBAJIOB, B 3aBUCHMOCTH OT TIOATHYECKOTO KOHTEKCTA, TOUYHEE, OT
€ro SMOIMOHAIBHO-UYYBCTBEHHOW BBIPA3UTENBHOCTU. /[l pa3psaku  HampsoKeHHsT  OOBIYHO
UCTIONIB3YIOTCS OOJBIINE CEKYHABI, 1 HA000POT, UTS €T0 YCHIICHHS PUMEHSIOTCS Majible. CyMMHUPOBaB
BCE MHTEPBAJIbI, BO3HUKAIOLIUE HA MPOTSHKEHUU OJHOrO pa3/iena, HOoJy4YruM OJIMH JIaJl, B CIACAYIOLEM —
JIpyroil. B pesynbrare ckiaablBacTCs IOJIHAsA XpoMaTHdecKkas raMMa. 110 MHEHHI0O KOMIIO3UTOpPa, 3TO
JaeT OOJBIINE KPacOYHbIE BOZMOKHOCTH, KOTAa OH HE OTpaHUYEH KaKOH-TO ONpeeIeHHON J1aJoBOH
CTPYKTYPOH.

CMelliaHHas TEXHUKA KOMIIO3UIUH, puMeHeHHas . Yo0aHy B Dnecuueckoil nosme, BKIOYACT
WCIIOJIb30BAaHUE NPUEMOB HHTOHALMOHHOIO BAapbUPOBAHMS, TEXHUKU OCTHHATO, OPKECTPOBOMU
rerepoOHUH, TJIACTOBOM (MONHMILIACTOBOW) (aKTyphl, ajleaTOpHKH, a TaKke TeMOpPO-COHOPHOTO
nuchMa. Takoe pasHooOpa3re KOMIIO3UTOPCKUX CPEACTB MOTPEOOBAIOCH JUIS CO3JaHHS SMOIOHAIBHO-
o0pa3Hoii TIyOWHBI W Pa3HOOOpa3usi OTTEHKOB YYBCTB W HACTPOCHHIA, CBS3aHHBIX HE CTOIBKO C
9K3UCTEHIIMAILHOW 3apHCOBKOW — TPYCTHOW >XM3HEHHOW HCTOpHEH, CKONBKO ¢ (uimocopckon
MeYablo.

Konnenuus dnecuueckoii nosmet I'. HobaHy — NOUTH NOJIUTIIOCCHAs (MHOTOpEUeBasi) U KPOcc-
TeMIopaibHasl (UYpe3-BpeMEeHHas): TPEOJI0JIeHe MOMEHTa Pa30pBaHHOCTH COBPEMEHHOTO CO3HAHHSA,
KOTOPOE HIIET U HaXOJUT TAPMOHUIO B 0OpAIlleHNH K POAHUKAM YHCTOH, He3aMyTHEHHOH ayTeHTUIHOM
HAI[MOHAIBHON KyJNbTYyphl. OTOT MHPOBO33PEHYECKMH M KYyJIbTYPHBIH acCIeKT, XapaKTepU3YIOLIHi
COBPEMEHHOCTh KaK KOH(IWUKTHYI) 3I0XY, BHIPAXEH B MY3BIKAJIbHOM IPOU3BEIECHUU HE TOJBKO
MO3TUYECKH, HO U MY3BIKaJIbHO. J[Ba MHpa — TpPaJAMLIMOHHBIX LIEHHOCTEH M COBPEMEHHBIX TIOMCKOB,
KOTOPBIE CETOTHS pa3JIeIeHbl BpEMEHEM U MPOCTPAHCTBOM, Pa3INYasich (hOpMaMu CBOETO TPOSBICHUS,
OKa3bIBArOTCH Oirke, yeM Kaxercs. [[pu 5ToM KOMIO3UTOPY yAaI0Cch H30ekKaTh IBYX COAEpKATEIHHO-
CEMaHTHUYECKUX IITAMIIOB, CBSA3aHHBIX C MOATHYECKHM M MY3bIKAJIbHBIM 00paIlieHueM Kak K THITHIHO
POMaHTHYECKUM KaHpaM, Tak U K QonbKIOpHEIM oOpa3uaM. OnuH U3 HUX — 00pa3 POMaHTHYECKOr0
Teposi, CPakaromerocss co CBOeH CcyapOOi, Apyrodl — TMOTPYKEHHE B HCTOPUUYCCKUN KOJOJIEI
PYMBIHCKOTO O€CCO3HATEIBHOT0 — MuopuTHUeckoe poctpancTtBo (JI. biara). I'. Hobany, onupasicek
Ha Tmo’3ui0 B. Martes, BeicTpauBaeT COOCTBEHHOE, OpPraHMYHOE JyXOBHO-3MOLMOHAIHLHOE
MPOCTPAHCTBO, MEPEIUIABISIS UMITYIBCHl TPAAWINA U COBPEMEHHOCTH, HHUIIMUPYS TpaHCHOPMAIIHIO
CYLIECTBYIOIMX KYyJNBTYpHBIX KOmOB. CoBeplias JHMYHOCTHYIO THOCEOJOTHYECKYIO PEBOIIOLUIO,
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KOMITO3UTOP JEMOHCTPHUPYET B OYEPEIHON pa3 COOCTBEHHBIH MPOPHIB K HOBOH KyJIbTYypHOI

NACHTHYHOCTH, KOTOpBIf’I, Ha Haml B304, W OOPCACIIACT CHGLII/I(l)I/IKy €ro TBOp‘-ICCKOfI

UHIAWBUAYAJIBHOCTH B KYJIbTYPHOM nen3axe COBPECMCHHOCTH.
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KOMIIO3NIIUOHHO-APAMATYPI'MUYECKHUE OCOBEHHOCTH
BOKAJIBHOI'O HUKJIA JEBATAA JIYHA TEHHAIUSA 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

EJIEHA KOHYHOBA,
MY3BIKOBE/I,

CBETJIAHA IUPKYHOBA,
JOKTOP UCKYCCTBOBEEHMsI, IIpodeccop,
AkazieMusi My3bIKH, T€aTpa U U300pa3UTEIbHBIX UCKYCCTB

CZU 784.087.612.2(478)
784.087.612.2:781.61

B cmamve packpvieaiomcs KOMNO3UYUOHHO-OPAMATYPSUYECKUE OCOOEHHOCU BOKANLHO20 YUKIA
«desamas nyna» I. Yobamy, romopvie 00ycroenenvl €20 NPUHAONEHCHOCHBIO K (opme  Cloumbl.
Xapaxmepuzyemcs. uHMOHAYUOHHO-MEMAMUYECKOe U MeMOpogoe CmpoeHue KadcOOU U3 yemwlpex udacmetl,
BbIAGNAIOMCS UX KOMROZUYUOHKbBLE DyHKYUL. [lenaemcs 661600, Umo eOUHCMEY Yel020 CnoCOOCmayem MenoOUKo-
UHMOHAYUOHHASL OOUIHOCTID YACMEH, CXOOHbIE 2POMKOCHHO-OUHAMUYECKUE NPUEMbL 3ABEPULEHUSL KANCOOT HACTU
U 0OWULL BOCMOUHBIIL KOJOPUN MY3bIKU, CO30A68AeMblll 8bIO0POM CHEYUPUUECKO20 aHCaMOIs UCHOIHUmMENel,
3@yuaHUeM MEKCMA HA KUMAUCKOM 53blKe, 1A008bIM U PUMMUYECKUM CHPOeM 36YK08020 MaAmepudaid.
Cywecmgennyio poib ucpaem QuioCOPCKULl Xapakmep nOIMUYECKO20 MeKCma ¢ MUNUYHOU 015 KUMAUCKOU
nod3uU udeell eOUHEeHUs YeI08eKd, NPUPoObl U KOCMOCA.

Knrouesvie cnosa. I'ennaouii Yobawny, 60KanbHbll YUKL, CIOUMA, OpaAMamypeusi, KOMHO3UYUOHHAS
@ynryus, 1upuKka, snoc

In articol sunt dezviluite particularitdtile compozitional-dramaturgice ale ciclului vocal ,,A noua lund in
cer” de Ghenadie Ciobanu, determinate de forma de suitd a lucarii. AUtorii caracterizeaza structura intonational-
tematicd si timbrald a celor patru parti, determindnd functiile compozitionale ale acestora. In concluzie, autorii
constatd cd unitatea intregului este asiguratda 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, cat
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 aHanu3a B HACTOSALIEH CTAThE SIBISIETCS] HATUCAHHBIN B 1992 rony BOKaIbHBIN ITUKI
leeamasn nyna T'enHamus YoOaHy Ha CTHUXM KHTAHCKUX II03TOB. DTO MPOU3BEJCHHE, BIICPBBIC
MIPEICTABICHHOE MyOJIMKE Ha TBOPUYECKOM coOpannn Coro3a KOMIIO3UTOPOB M MY3BIKOBEIOB MOJITOBEI
BCKOpE IOCJE €ro 3aBeplICHUs, B CIEAYIOIIEM K€ roay Mpo3BydaJo B pamkax MexayHapoJHOTO
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(dhecTuBans COBpEeMEHHOM MY3bIKU /Hu HoBoU Mmy3viky B KumuueBe. M XOTs B TIpecce HE MOSBHIOCH
CKOJIBKO-HHOYIb Pa3BEPHYTHIX PEICH3MA WM aHAIUTHYCCKUX 3aMETOK, MOCBSIIEHHBIX 3ITOMY
COYMHEHHIO, OHO, 0€3 COMHEHHUSI, OCTAIOCH B Py HanOoJee 3aIOMHUBIINXCS MY3bIKABHBIX SBJICHUH
(dectuBasa. BriocnencTBum BOKANBHBIA MUK WUCTONHsUICA B Pymbranm, a B 1994 rogy moasepres
JETATLHOMY MY3bIKOBETYECKOMY aHAIM3y B paMKaxX IUILUIOMHON paOOThl, aBTOPOM W HAYYHBIM
PYKOBOAMTEIEM KOTOPOH CTalli MHUIIYIINE 3TH CTPOKH. [IMCKyccru B mporiecce 00CYKACHUS JaHHOTO
AHAIMTUYECKOTO Tpylda W HWHTepec K counmHeHunto 1. YobaHy, «IpOBOLMPYIOMEMY» MENbIH psia
AKTyaJIbHBIX TEOPETHUECKUX MPOOIIeM, TOOY I K CO3JJaHUI0 HAYYHBIX ITyOJIMKAIIHiA, TTOCBSIICHHBIX
3TOMY KaMEPHO-BOKAJIbHOMY OITyCY.

BoxkanbHeiil nukn /lessimas 1yHa AHTEPECEH 10 MHOTUM NpuuuHaM. Haunbosee oueBuaHbIC U3
HUX — OPUTHHAIBHOCTH JHUTEPATYPHOTO IMEPBOMCTOYHMKA M CBOEOOpa3Me CPEICTB MY3bIKAIBHOM
BEIPa3UTEIHHOCTH. [IepBhIii N3 HA3BaHHBIX MOTHBOB 00YCITIOBHJI MOSIBIIEHUE OTACIbHON HAYIHOM CTaThU
o HazBaHueM O nodMuyecKoll 0CHo8e BOKAIbHO20 yukia «/leeamas aynay I ennaous Yoobany [1]. B
HACTOAIIEH MyOIMKAIIMF PacCMaTPUBAIOTCS KOMITO3HIIMOHHBIE M IpaMaTyprHYecKue OCOOEHHOCTH
BokanpHOrO 1ukna ['. Yobany /Jlesamas iayna, KOTOpble, Ha HAll B3MJIAL, ONPEACISIOTCA €ro
MIPUHAJIEKHOCTHIO K CIOUTHO-IIUKINYECKUM CTPYKTypaM. JleficTBUTENbHO, KaX/1as U3 YeThIpeX yacTei
COuMHeHHs 0a3upyeTcs Ha CAaMOCTOSATEIFHOM TeMaTHU3Me, IMEET B CBOEH OCHOBE 3aBEpIIECHHYIO (popmy,
OTrpaHHYeHa OT IPYTUX HEOOIBIINMH LIE3yPaMH.

[lepByto wacTh, 0Opa3HBIII MUP KOTOPOW OIpenesieTcss KapTHHOM BIaKHOH OCEHHEH HOYH,
MOKHO OXapaKTEepH30BaTh KaK Jy3T rojloca U aHTJIMICKOTO POKKa; BpeMsl OT BpEMEHH OH YepeayeTcs
C IPEpHIBAIOIIUMUCI MOHOTOHHBIMH 3BYKaMM yAapHbIX. Kaknas u3 BeAyIIUX METOAMYSCKUX JTUHUI
pa3BuBaercsi camoctosiTenbHO. CodeTasch, OHH COCYIIECTBYIOT B OOIIEH My3BIKaJbHOW TKaHHU, HE
CTaJIKUBAsICh U HE MIPOTUBOpEYA APYT APYTY, CKOpee — B3aUMOIOTIOIHAACE.

MenoauKO-UHTOHALIMOHHOE PAa3BUTHE MY3BIKM IMEPBOM YacTU OCHOBAHO Ha IOCTEIEHHOM
pa3aBMKEHUN WHTEPBAJIBHOTO MUana3oHa. BapuaHTHbIE N3MEHEHUS HHTOHAIIMOHHOTO 3epHA (TepIInn)
3alOJHSAIOT CEMHAJATh TAaKTOB, JHIIb K BOCEMHAAIATOMY JOCTUTas KBHUHTHL. llpu NBIKEHUH K
KYJbMUHALUU IOCTENIEHHO PAaCIIUPSETCS Auamna3oH. M 31eck, BTOpsl aHMIHICKOMY POXKKY, B BOKAJIIBHOU
MapTHH TOSIBISICTCS OOJIbIIIAs CENTHMA, MOJUEPKHYTAsl BAXK/Ibl MPOU3HOCHMBIM CIIOBOM Mang (zyua).
[Tocne sToro nuHaMHUYeCKUW craj MPUBOAUT K 3AKIIOUYEHUIO: UM CTAaHOBHUTCS COJIBHOE 3BYYaHUE
TaMOypHHa.

Hauano BTOpOii 9acTu, Te BOSHUKAET 00pa3 Moa3Ta, CIyCKAIOMIErocs B JIOJKE [0 TEYCHUIO PEKH,
BBOJIMT CJIyIIATEIs B HHYIO 00pas3Hyio cdepy. Pe3ko 3Bydainue yaapusie (pemapka ben ritmato, sempre
marcato) BOCIpHHHUMAIOTCS PAaBHONPABHBEIMU B aHCaAMOJIe MCTIOMHUTENCH. Memoanueckuii auana3oH
STOM 4YacTW OrpaHWYEH KBHUHTOM, 3aTO BOKajJbHAasl MApTHUsl HACBIAETCS MYyHKTUPHBIMA PUTMaMHU,
cuHKONaMu. Bce 3T0 B coyeTaHMu ¢ MPOH3UTENBHEIM OStinato poskka Ha 3Byke d° co3maer KOHTpacT
HpeAbIAYyIEel IEPBOU YacTH.

TpeTbs 9acTh, BOCIPOU3BOIAIIAS KAPTUHY OTPAXKEHHBIX B HeOE 03sI0IIHX O TOMKAEM I[BETOB,
OTIaJAI0IINX MOKPBIX JHCTHEB U TyMaHa HaJ JIOJIKOH, camas NMpoTsHkeHHas B nukie. KpaTkas perinka
AHIJIMHACKOTO POXKKA SKCIOHUPYET HMHTOHAIIMOHHOE 3€pHO Bcell vacTtu. MM sBisgeTcs WHTEpBal
CEeNTHMBI, 00pa30BaHHBIM KPAWHWMHU 3BYKAMH HAa3BaHHOW WHTOHAIMK. OJTOT WHTEPBAN, BIIEPBbIC
MPO3BYYaBIINI B KyJIbMUHALIMU TIEPBOM YACTH, CTAHOBUTCS 3/1€CH OCHOBOM MEJIOJMYECKOr0 Pa3BUTHS,
BapbUPYICh CAMBIMH PA3IMYHBIMHA CIIOCOOaMU. DTO WU MHOTOOOpPA3HbIE PUTMHUYECKUE BapUAHTHI, U
obuire cekyHa (oOpallleHHe CeNnTHMbI), ¥ MHOTOKpAaTHO moBTopstomuiics mpuem glissando,
MTOTYEPKHUBAIOIINN PE3KOE PACIIUPEHNE MEOANYECKOro Juana3oHa. B manpHeiimemM pa3BepThIBAaHUN
MaTepuaia BHyTPEHHEE MPOCTPAHCTBO MaJIOM CENTUMBI 3aII0JIHACTCA MHTOHALUAMHU, TOCTPOCHHBIMU Ha
TUMUYHBIX JJIS NICHTATOHMKM XOJax («IOKauMBaHUE» MEJIOJUM Ha OOJBIINX TEPLMSIX U OOJBIIMX
CEKyHJIaX), YTO MPHJAET MY3bIKaTbHOW TKAHW XapaKTEPHBIA BOCTOYHBIN KOJIOpUT. TpeThs yacth —
KyJIbMHHAIIUS JIUPUYECKON O0O0pa3HOW cdepbl NIUKIA. JTO MPOSBILETCS B MNpeobiajaHuu 37ech
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MEJIOIMYECKOT0 Hayaja U B OTCYTCTBUH YAPHBIX HHCTPYMEHTOB, UTO B IIOJIHOM Mepe KOMIICHCUPYETCS
3By4YaHUEM TOCIETHEN YaCcTH [IUKIIA, €€ UCTIOTHSIET TOIBKO TPYIINa YAAPHBIX.

3aKIFOUMTENIBHOM, KaK U TPEM IEPBBIM YacTsM, COOTBETCTBOBaja Mo3THYecKas cTpoda. Ilo
cioBam [. YobaHy, CTHXOTBOpEHHWE, BIOXHOBHBIIEE CO3/IaHHWE YETBEPTOW YACTH, HAIOJHEHO
3ByYaHHUEM IIEPKOBHBIX KOJIOKOJIOB M «TOMOTOM KOHCKMX KOMBIT MO Imypmamiei TpaBe». Ho B
OKOHYATEIFHOM BapHaHTE KOMITO3UTOP UCKITFOUMI €r0 U3 00IIero TeKCTa IUKIa. MOTHBBI 3TOTO MOTIIH
OBITH PA3TUYHBIMHU: MIPEIJIOAKUM CBON BapUaHT TPAKTOBKH JAHHOTO MpHeMa.

OTCyTCTBHE MEJIOJAMYECKOTO0 Hadaia B (PUHAJNC BOKAIBHOTO IWMKIa, 0€3 COMHEHWUS,
SKCTPAOPAUHAPHOE MY3BIKATHHOE «COOBITHE», HE MOTYIIee He NpHBIeYb BHUMAaHHE CIyIIaTels.
3By4yaHHe JIMIIL aHCAMOJNS yIapHbIX (IPU MOJTHOM OTCYTCTBUH MEJOIUYECKHX TOJIOCOB), KOHEYHO,
HapylIaeT CJIOKHUBIIYIOCS K 3TOMY BPEMEHH WHEPLHUI0 BOCHPUATHS, AaKTHBU3UPYET CIyLIaTEIbCKUI
uHTepec. B TO e Bpems 3TOT mpHeM — HE YTO MHOE KaK YacTHOEe TPOsBIEHHE Ooiee oOmieit
TICUXOJIOTHYECKOW 3aKOHOMEpHOCTH. Ee MOXHO 0003HauuTh Kak CJIIOM C(HOpMHUPOBaBIICHCS
CITyIIaTeIbCKOW YCTaHOBKH. [IpuMepsl ToMy OOHapy>KMBAIOTCS, KaK MPaBUJIO, B 3aKIFOYHTEIHHBIX
pasnenax popmbl. Takoe UX MECTOIOJOKEHHE CIYKUT aKIICHTUPOBAHHUIO 3aBEPIIAIOIIETO XapaKTepa
MaHHBIX pazzaenoB. Ty xe ¢(opMooOpasyromyro (QyHKIHIO B KOHTEKCTE IIEIOTO BBIMONHSIET U
HECTaHJIaPTHOE TeMOPOBOE peleHne (GruHala BOKAIBHOTO [IUKJIIA.

OnuceIBaeMbIii IPUEM MMPUMEUATENICH U C TOYKU 3pSHUs copiepkanus. MHOrooopasue TeMOpoB
BOCBMH HCIOJIb3YEMBIX 3[I€Ch YIApPHBIX MHCTPYMEHTOB M HMIIPOBU3ALMOHHASl HENPEICKa3yeMOCTh
PUTMHYECKOTO Pa3BEPTHIBAHUS UYETBEPTOM 4YaCTH BOKalIbHOro Iukia I'. HoOaHy BBI3BIBAIOT SPKUE
acCoITMaIlMU CO 3BYYaHHEM OpKECTpa raMeiaH (B COCTaB KOTOPOTO, KaK M3BECTHO, BXOMAT TJIaBHBIM
o0pa3oM ymapHble WHCTPYMEHTH, a OCHOBHBIM IIPUHIIAIIOM pPa3BEPTHIBAHUS  SBISETCS
UMIIPOBU3AIIMOHHOCTh). (OYeBHIHAS Tapajieib C BOCTOYHOM TpaAguIMedl MY3UIIUPOBAHUS B
3aKJTFOYEHUH KT TPEBHEKUTAWCKON TEMAaTHKH — €CTECTBEHHOE OOBSICHEHUE TAKOT'O PEIICHHUS YaCTH.
OG6ocHOBaHHMEM BBIOOpPA HUCIOJIHHMTEIBCKOTO COCTaBa MOXET IMOCIYKUTh W TO, 4YTO IPEICIIBHO
SMOITMOHATBHYIO, MEJIOJINYECKU HACBHIIICHHYIO TPETHIO YacTh aBTOP CTPEMHUTCSI KOHTPACTHO OTTEHUTH:
OTCIOJIa JIOTUYHBIM TPEACTABISETCS TEMOPOBOE PEIIEHHE ITOT0 HOMEPa — JIMIIIEHHOE MEJIOTUTIeCKOTO
Havajga (a ¢ HAM M TEKCTa), €ro 3BydYaHHE KaK HeJb3sl JIydlle MepenacT OOBbeKTHUBHBIA XapakTep
00pa3HOTO0 CONEpIKaHUSI COUMHEHUSI.

Wrak, mepeq HaMH YETHIPEXUACTHBIA BOKANbHBIA LUK, CXOAHBIA MO KOMIIO3HULIMHU CO
CTPOCHHUEM JIPYTUX — THUIHYECKUX — IMKINYSCKUX (GopM. B OCHOBE pacIioyioKeHUsT YacTel 3TOH
(hOPMBI JIGKUT TaKOE B3aUMOJICHCTBUE MTPUHIIMIIOB KOHTPACTa U €MHCTBA, KOTOPOE€ HOPMATHBHO JIS
CTapUHHOW YEThIPEXYaCTHON TAaHIICBAIILHOM CIOUTHI. AHAJIOTHS CO CTAPUHHOM IUKIMYECKON (HOpMOii
MPUBOAUTCS HAaMH HEe B CBS3M C TIONMBITKOW TakuM 00pa3oM OOHApYXHUTh >KAHPOBBIE HCTOKH
aHAM3UPYEMOTO BOKAJIBLHOTO IIUKIA. Pedb UeT UMb 0 IOTHYECKOM MOA00HH ITUKINIeCKOi (popMEl B
oboux ciyuasx. PaccmarpuBas ¢ 3TOM NO3MIMU HOMEpa BOKaJibHOro mnukia I'. YoOaHy, MOXKHO
yOeIUThCS, UTO KK M3 HUX BBITIOJHSET ONPEIEICHHYI KOMITO3UIIMOHHYIO (DYHKITUIO: TIEPBBIA U
BTOPOM, DKCIIOHUPYS [IEHTPATBLHBIE 00pa3bl, CXOIHBI C HE CIUIIKOM KOHTPACTUPYIOMIUMH aJUIEMaH 10M
U KypaHTOW, TpeThsi — KaK IJIMPUYECKUH IIEHTp IMPOM3BENCHUS — HANOMUHAET capabaHIy, a
3aKJTFOUUTENbHAS YacTh COMocTaBUMa C (puHanbHOW >xuroi. Takum oOpa3oM, WHIWBUIYaTH3AIIHS
KOMITO3UITMOHHBIX (DYHKIIMHA KaKIOM YaCTH ITUKJIA BRICTYIIAET OJHUM U3 (DAKTOPOB €T0 CIMHCTBA.

JpyruM cpescTBOM eUHCTBA IUKIIA SBISIETCS €ro TeMOpOoBast CTOpoHa. B My3bIkanbHON TKaHH
TIEPBOM M BTOPOW YacTeill IpencTaBlIeHbl BCE MCIOIL3YEMBIE B TIPON3BEICHUA HHCTPYMEHTHI: €CIH B
HAYaJbHOM HOMEpPE yJIapHbIC BBIMOIHIIOT BCIIOMOTaTeIbHYI0 (QYHKIIMIO, OHH JIMIIL 00paMIISIIOT Ay3T
rojioca U poXKKa, BCTyMasl MO0 OYepeaH B Iay3ax, TO BO BTOPOM OHHU CTAaHOBSITCS PAaBHONPABHBIMU B
HCIOJHUTEIBCKOM aHcamOJjie, YTO MOMYCPKHYTO CHIDKEHHEM MEJOJUYEeCKOH poJid Trojoca M|
AHTJIMMCKOTO POKKAa: B BOKAJIBHOW MApTUM CYKAETCA MEJOIWYECKUN AWamna3zoH, POXKOK CTATUUYHO
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MOBTOPSIET OAWH 3BYK. J[BE MOCIEAYIOIINE YacTH IUKJIA BBISBISIIOT TEHICHIMIO pa3felieHHs] BCETO
WCTIOJTHUTEIILCKOTO COCTaBa Ha JIBE TEMOPOBBIC TPYIIIBI MEJIOIMYECKYI0, 00pa30BaHHYIO TOJIOCOM U
AHTJIMICKUM POXKKOM, H PUTMUYECKYIO, B KOTOPYIO BXOJST BCE ynapHble. TakuM oOpa3oM, TPEThs H
YeTBepTas YacTH BOKAJIBHOTO ITMKJIA YCJIOBHO MOXKHO HAa3BaTh KAJACHIMAMHU KaKIOW M3 TEMOPOBBIX
rpynmn. TpeTuiit HoMep MOCTPOEH KaK JUAIOT ToJI0ca M aHTJIMICKOTO POXKKA; YePEeIOBAHUE UX PEIUTUK
penbedHO BBISABISICT TEMOPOBBIE OCOOCHHOCTH KaKIOTO HCHOTHUTESI. B QUHAIBHON YacTH IHKIIA
BIIEPBBIC HCIIONB3YETCS EIMHOBPEMEHHOE COEIUHEHHE BCEX YIApHBIX, Marollee BO3MOKHOCTD
MOJYEPKHYTh UX TeMOpOBOE cBoeoOpasue.

B kauecTBe ciemqyromiero pakTopa, CrtocoOCTBYIOMIETO EAMHCTBY UKIIA, IPEICTAET MEIOTUKO-
WHTOHAIIMOHHAs (MHTEpBaIbHAsA) OOUIHOCTh. MHTEpBaNbI TEPUUHU, CEKYHIbI, CENTHUMBI OYKBAJILHO
MIPOHU3BIBAIOT MPOM3BEACHNE, CO3/IaBasi MHTOHAIIMOHHYIO CBSI3b MEXTy HOMepaMu. Tak, rmepBas 9acTh
Ha4YMHAETCS ¢ OOJNBIION TEpUUU B BOKAIbHOW mapTuu. [loBTopeHHas ABeHAAATh pa3 Ha MPOTSHKEHUN
CEMHAJIIIaTH TAKTOB B COYETAHWU C OOMJIMEM CEKYHJIOBBIX XOJIOB, OHA HACTPAMBAET BOCIPHUSTHE
CITyIIaTeNsi Ha MMEHTATOHNYECKYI0 OCHOBY 3BYKOBBICOTHOM CTOPOHBI IPOU3BEACHNS. VIMEHHO Tepuuio
KOMITO3UTOP JIeaeT OCHOBOIIOJIAraroliell B MHTOHAIIMOHHOM KOMILIEKCe pou3BeacHus. He ciydaiino
OHa HCIOJIb30BaHa B KyJIbMUHAIIUN TpCTLCP'I qaCcTu U, TEM CaMbIM, BCCTO ITUKJIA.

Eme omanM wHTEpBajoM, (GOPMUPYIONINM HHTOHAIIMOHHBIN KPYT TPOW3BEACHUS, SBISCTCS
cenTuMa. «3aBOEBaHHAsS» B PE3yJIbTATe MOCTEIICHHOTO PACIIMPEHMs 3BYKOBBICOTHOTO JMAara3oHa B
KYJbMUHALUU NIEPBOM YaCTH, B aJbHEUIIEM CENTUMA MOSBISETCSA TOIBKO B TPEThel. 3aTO 3[€Ch OHA
nproOpeTaeT INIaBEHCTBYIOIIYIO POJb, MPOHHU3BIBAS BCIO MY3BIKAJIbHYIO TKaHb. MHTepecHa lormka
HMHTEPBAJILHOTO «JIBUKCHHS» B 3TUX YacTsx (Tadbuuua 1):

Tabmuma 1.

IlepBas yacTh Tperbst yacThb

TepIUs < CceNTUMa > TCPIUA cenTuMa > TepuMsa < cenTuMa

Bo BTOpo#l wacTh, mpelCcTaBIAOIMICH HHYIO o0Opa3Hyro cdepy, B MEIOJUH, Kak YykKe
YKa3bIBaJOCh, MPEOOJaNAIOT CEKYHAOBBIE WHTOHAUMHU. BokanbHas mapTusi CKOpee acCUMHIUPYET
puT™Mudeckue GopMyIbl yOapHbBIX, HEXENHU I0JIy4aeT COOCTBEHHOE CaMOCTOsITeNIbHOE pa3BuTHe. C 3Toi
TOYKU 3peHusi, 0e3BOKANIbHOE pelieHue (QuHala MOXKHO paccMaTpuBaTh KaK MPOAOJDKEHHE JIMHUH,
HaMEUYEHHOM BTOpOH vacThio nukia. OboOmiatoniee 3HaUeHNE YETBEPTOM YacTH MPOSIBISIETCS U B €€
CBSI3AX C TPEABIYIIUM HOMEPOM: PUTMHYECKHH pPHCYHOK (MHAla 3aWMCTBOBaH M3 MapTHH
AHIIMACKOTO POKKA TPEThEH YACTH.

KoMMno3uIMoHHOMY €AMHCTBY LIMKJIA CIIY>KUT U JONOJIHUTENLHBIA MOMEHT €T0 MY3bIKaJIbHON
KOHCTPYKIIUH: KaXX/1asi M3 YacTeil MMeeT KOPOTKOEe, HO OUY€Hb XapaKTepHOe 110 TPOMKOCTHOHN TUHAMUKE
okoHyanue: piano — crescendo — forte — diminuendo — piano. ExBa pa3nuuumoe B epBOii 4acTH B
UCIIOJTHEeHNH TaMOyprHa S0l0, OHO BOCTIpHHUMAETCS KaK OTAAICHHOE 9X0. BO BTOpO# 4acTH Mbl BUIUM
JIeTaIM3alI0 3TOTO TpUeMa — HACTONYMBBIC YacThle yJaphl TOHra MOAYEPKUBAIOT JUHAMHYECKYIO
BOoMHY. B KoHILle TpeTheld uacTu cTaBIIas y>K€ HPUBBIYHON (OpMysna OKOHYAHHS IOPY4aeTCs
aHrIuiickoMy poxky. M B ¢uHane rpomoriacHsiii OosbIoii Gapaban 3akimodaer nukn Ha ff. Dtor
npueM, Mojlydyasl pa3BUTHE OT HOMEpa K HOMEpY, HECMOTpPsI Ha CBOIO KPAaTKOCTh, CO3JaeT CKBO3HYIO
JIMHUIO B IPOU3BEJCHNH, CBS3bIBAET €I0 B OJHO LIEJIOE.

EnnnacTBO hopMEI B [esamoti 1yne IPOSBIISIECTCS U B €€ IpaMaTyprudeckom raHe. [Tockoimpky
OJHUM M3 TJIABHBIX (DAKTOPOB ILIEJIOCTHOCTH LHKJIA SIBIAETCSl €ro JUTEpaTypHas OCHOBa (0 4eM
MOAPOOHO TOBOPUTCSA B APYroi cTaThe aBTOPOB [1]), @ OCHOBHOH CHOKETHO-CMBICIOBOW JIMHUEH
MPOM3BEIECHHUSI CTAHOBHUTCS MJesl Hepa3pbIBHOCTH Tpuansl «Hebo — 3emmsas — Yenoek», npusitue
MPUPOABI U MHPa BO BCEM MX MHOT000pa3u, ennHeHue repos ¢ Kocmocom, — ee 0e3 HaTSHKKH MOYKHO
OINIPENIENINTh KaK WJICI «TapMOHMHM MHpa», IEHTPaJbHYI0 WK droca. Benb, Kak H3BECTHO,
O00BEKTUBU3UPOBAHHBIA PAaCcCKa3 Teposi O MPOUCHIEAIINX COOBITHSX, TOKa3 XM3HH BO BCEM €€
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MHOT000pa3uyl U MHPOTE, OCO3HAHUE €AMHCTBA MHUPO3/IaHMS, IPEICTABIACT HACHHO-00pa3HBII MUp
MIPOU3BEICHUH SMTUYECKUX.

Ho He Tonbko 3Ta MBICHH CTayia oObenuHsIONIeH s counHenus . YUobany. CoBepiieHHO
OUYEBHIHO, YTO C TOUKHU 3PEHUS POLOBBIX IPU3HAKOB KAK10€ CTUXOTBOPEHHUE IIUKJIA OTMEYEHO 0COOBIMU
yepramu. Tak, mepBoe U3 HUX, 0OBEKTUBHO-OTCTPAHEHHO OMKCHIBAIOIIECE OCEHHIOI MPHUPOIY, MOXKHO
Ha3BaTh dIMYeCKUM. Bo BTopoM — cTpoku «JIyHa, momymMecsisy oceHHU» (00palleHue) U «IUIbIBY H 4,
CITyCKArOCh MO0 TEUYEHHUIO» BBIJAIOT MPUCYTCTBUE IMPUUECKOTO T€POS, SIBIISIOLIETOCS MOKA JIUIIB YacThIO
HOYHOTO Mel3aka. JTO aeT OCHOBaHME TOBOPUTH O JIMPUKO-3IUYECKHUX CBOMCTBAaX AAHHOTO CTHXa:
n300paxkaeMoe COOBITHE MPEIIOTHOCUTCSA HE TOJIBKO OIHMCATENIbHO, HO ¥ CKBO3b IIPU3MY NEPEKUBAHUI
JUPUYECKOTO Teposi, NpUAaBas MPOUCXOJAIIEMY JHYHOCTHBIA OTTEHOK. 3aTO TPETHH OTpPHIBOK,
3aKaHYMBAIOIIUIICS BOIIPOCOM T€pPOsI O CBOEH CyIp0€ U SBISTFOIIUNCS SMOIMOHAIEHOW KyJTbMUHAIIEH
LIUKJIA, IBHO MOET OBbITh 0003HA4EH JIUPUUECKUM, TAK KaK UMEHHO JIMPUKA BBIJIBUTaeT HA IEPBBIN IUIaH
COJep)KaHusl ero CyObeKTUBHYIO cTopoHy. ClieoBaTenbHO, B JUTEPAaTYpHOH OCHOBE MPOW3BEACHUS
MIPOCIIEKUBAECTCSI  ONPENENICHHOE JBIKEHHE XYIOKECTBEHHO-POAOBBIX YEPT: OT OJMHYECKUX K
JUPUYECKUM, Yepe3 UX B3aMMOIIPOHUKHOBEHUE.

PackpeiTHiO 3TOr0 mpomecca MOAYMHEHO M HECKOIBKO CTAaTHYHOE, ITOBECTBOBATEIIBHOE
pa3BepTHIBAHUE MY3BIKAIBHON TKaHW. B mepByro odepenb, OHO MpPOSBISETCS B BOKAaIbHOW IapTHUH
mukna. CocTosas u3 KOpOTKUX (pa3-uHTOHAIMH, TAe KaXXI0MYy 3ByKY COOTBETCTBYET OIpeIeIeHHOE
CIIOBO TEKCTa, JIMHUSA TOJI0Ca HOCUT MOJYEPKHYTO PEUUTATHBHBIN XapakTep. OTHM IOCTHracTcs
OIIlyIIIEHHE PacCKa3a, IOBECTBOBAHUS, XapaKTEpHOE AJIs dnoca. B To e Bpemst mapTHs MEII0-COIpaHo,
OKpallleHHasl pa3IMYHbIMA SMOLIMOHAJIBHBIMU OTTEHKaMH B Kaxaod dYactu (B mepBoil —
CO3epIaTeNbHO-CITOKOWHAs, BO BTOPOU — 0oJiee HalpsbKeHHAas, B TPETbeld —AKCIPECCUBHAS ), CO3/1aeT
B Macmrabe Bcero IuKiIa o0pa3 UIMTEIHHOTO MEepeXUBaHUs OJHOTO COOBITHS, THUIAYHBIA IS
JUPUIECKUX MPOU3BEICHUN.

C TouKkHM 3peHHs JIpaMaTypruy MpeiCcTaBisieTCs BaXKHBIM M HAllMOHAJIBHBIA KOJIOPUT MY3BIKU
mukna. JlocTuraeMelii  pasIMYHBIME TYTSAMH (BBIOOp CreUU(pUUECKOro aHcamOnsi HCIIONHUTENEH,
3By4aHHE TEKCTOB Ha KUTaHCKOM SI3bIK€, JIAJOMHTOHALIMOHHAs OCHOBA MaTepraa) U MPOHU3BIBAIOLIHIA
BCE YaCTH, OH NePeIaeT «IK30TUIECKUE TOHA BOCTOUHOI MOITHUKH, OOpallieHne BriiyOb BeKoB» [2, ¢.8].

Jlupuko-snuyeckue  O0COOEHHOCTH  AHATU3UPYEMOIO  BOKIBHOIO  IHUKJIA  pelbedHO
MpOSBIAIOTCS U B (popmMooOpazoBanuu. Yactu, Hebompue Mo 00bemMy, ogHoad(HEKTHBIE IO CMBICITY,
CKBO3HBIE M OTKPBITHIE 110 CTPOSHUIO, BEIPAXKAIOT TUITMYHOE JUISL TUPUKH CTPEMIIEHHE K MUHUATIOPU3MY.
O TOM e CBHIETEIbCTBYET U 0c00as pojb CHHTAKCHYECKOI'O YPOBHS MY3BIKaJIbHOM KOHCTPYKLHU:
KOMIIO3UTOpP BBIBOJUT Ha NMEPBBIM IUIAaH HE TeMaTH4YeCKHe, a MEJOJUKO-WHTOHAIMOHHBIE, JIaJ0BbIE,
puTMuueckue, GakTypHble (OPMBI OPraHU3alUN KaK OCHOBHBIE JIMHUHM MY3bIKAIBHOI'O PA3BUTHSL.

Bmecre ¢ TeM, coeMHEHHE OTHOCUTEIBHO CaMOCTOSITENIbHBIX HOMEPOB B UETBIPEXYACTHBIN
UK KaK psifia QUKCUPOBAHHBIX «ITOITHUECKUX KAPTHH» 00pa3yeT MOCTPOEHHE, OCHOBHBIM MPHHIIUTIOM
KOTOpPOTO CTaHOBHUTCS JOIOJIHSIOIIEE COMOCTABIEHHE, CBONCTBEHHOE ITAHOPAMHOMY SIHYECKOMY
pasBepThiBaHNO. CleoBaTeNbHO, JTHPHYECKHE MUHHATIOPHI, OOBETUHEHHBIE B IMKJI, CTaHOBSTCS
OTpaKeHHEM BpEMEHHOH Oe3rpaHMyHOCTH 3moca. TakuM oOpa3oM, HccienoBaHHE OCOOCHHOCTEH
XYA0KECTBEHHOT'O COJIEPXKaHUs U, LIMPE, JOTMKH OOIIEro Pa3BUTHUs BOKAJIBHOIO LUKNIA [esamasn 1yHa
I'. YobaHy mo3BoJIsieT TOBOPUTH O TIPETBOPEHUH 3aKOHOMEPHOCTEH JIMPUKO-3MTUYECKOTO XapaKTepa.
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REVELATIE BJIAJUMUPA YOJAKA: OTPA’JKEHUE CAKPAJIBHOUN
TEMATHUKHU CPEACTBAMU 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

I'AJIMHA KOYAPOBA,
JOKTOP MUCKYCCTBOBEACHUS, Ipodeccop,
AKanemMus My3bIKH, T€aTpa U U300pa3UTEIIbHBIX HCKYCCTB

CZU 785.16(478)

Cmambs noceawena HO8OMy NPOU3BeOeHUI0 MOI0ABCK020 Komnosumopa Braoumupa Yonaxa Revelatie
(Omxkpogenue) 01 cmpyHHO20 OpKecmpa u npedcmasisem coOOl AHAIUMUYEeCKUU 3MiI00, pACKpblearouull
CUMBOIUKY €20 HA36AHUA 6 KOHMEKCme OCHOBHOU KOHyenyuu couuHeHus. B e2o ochoee nexcum udes
UHOUBUOYATILHOZO  XYOOIHCECMBEHHO20 PeUleHUs, OPUEHMUPOBAHHO20 KAK HA O0O0BbEeKMmugHoe, Maxk u Ha
CYOvbeKmuUsHOe  BOCHpUAMUE  PEAUSUOIHO-PUIOCOPCKOU  MeMamuKy U OMpadXCaowe20  My3blKaTbHbLMU
cpedcmeamu NPUHYUNBL COBPEMEHHOU MeHOeHYUul CO30anus HO8OU NPOCMomyl. Aemop 3ampazusaem npu 5mom
npoodaeMbl, CEA3AHHBIE C OCMBICTIEHUEM «HOBO20 CAKPATbHO20 NPOCMPAHCIBAY, C KOCMUSMOM MbIUIEHU, U, KAK
pe3ynomam, ¢ obpawenuem K Heoapxauxe u apXemunam CmapuHHblx HeCHONeHUl, NepeHoOCUMbIM 8 ammocdepy
UHCIMPYMEHMATLHO20 MY3UYUPOSAHUSL.

Knrouesvie cnoea. monoasckuii komnosumop, Braoumup Yonax, cumeonuxa nassanus, OmkposeHue,
«HOB0€ CAKPANbHOE NPOCMPAHCHEO)», KOCMUSM MUIULIEHUSA, apXemun, HeoapXaukd, anoiocus npocinomul,
NPUHYUN a00uyuu, OUAMOHUKA, AYOUOBU3YATbHASL 8ePCUsL

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 situeazd 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 simplicitati. 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 cosmica, arhetip, neo-arhaicd, apologia simplicitatii, principiul de aditie, diatonica, versiunea
audiovizuald

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 nmpeanaraemoii crathe aHanm3upyerca HOBoe counHenne Brmaammmpa Yonaka — Revelatie
JUIsl CTPYHHOT'O OPKeCTpa, 3aBepieHHoe aBTopoM 2 uioHs 2017 rona u 1 okta0ps 2017 1. BeUIIOXKEHHOE
B ay/IMOBM3yallbHOW BEPCUM B MHTEPHETE €ro chiHOM, Makcumom Yomakom!. 3amucano oHoO 371ech B
ncnonHenny HanmonansHoro opkectpa Monnasckoro Paaro u TB non ynpasnenneM Jlennca Yaycosa.
[To3ke oHO MPO3BYYAIO B aOCONFOTHOU MpeMbepe Ha aBTOpcKoM KoHIepte B. Yomaka 24 mas 2018
roga, mpu ydacTum HammonampHOTO KamepHOro opkectpa OpraHHOTO 3ama (AMPIKHAPOBAT caM

! https://www.youtube.com/watch?v=GP9mt7JBcHo
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KOMITO3UTOP) H, C TEM XK€ OPKECTPOM, B KOHIepTe decTuBans Jnu nosot mysvixu 4 utons 2018 roma
(mupmxep B. Anapuen).

[IpousBenenue, o3arnaBieHHoe Kak Omkposenie, UMEET CBOI0 CHMBOJIUKY Ha3BaHHA U B 3TOM
CMBICTIE CTaBUT Tepe]] My3BIKOBEIOM-HCCIEAOBATENEeM psAI IMPOOJIeM, CBS3aHHBIX C OTPAKEHHUEM
JYXOBHOW TEMaTUKU (a B ayIMOBHU3YaJIbHON BEPCHU — U MOTHBOB KOCMH3Ma) KaK B COACPKaTeIbHOM
acmeKTe, TaK U C TOYKH 3peHust «iBieHns OTKpOBEHMs» depe3 (POPMHUPOBAHUE HOBOTO CaKPaILHOTO
MPOCTPAaHCTBa» MY3bIKH. CaM KOMITO3UTOP COOOLIHI aBTOPY CTaThH O KOHIETIINU CBOSH HOBOU pabOTHI
B 3JIEKTPOHHOM mucbMe OT 28 umioHa 2018 roma crnemyromiee: «3aMbICeNl 3TOTO COYMHEHUS MOXKHO
OTHECTH K Kareropud (Quioco(CKO-pENIUTHO3HON, KaK pa3MBIIIIEHHE O JKW3HH YeJIOBEKa, ero
MOCTYIKaX U MECTE B 3TOM CJIOKHOM W TIPOTUBOPEYUBOM MHUpe. MTOT 3TUX pa3MBILIUIEHHH — BCTpeya
co BcesprmianMm Co3pareseM, Te MPOUCXOAUT OTKPOBEHHOE OCO3HAHHE TOTO, YTO THI CAETAN B 3TOM
3eMHOM KU3HI»?.

[lonsTHO, 4TO YK€ caMO Ha3BaHUE B TAKOM cllydyae TpakTyercs B. HonakoMm B cyOBEeKTHBHOM
KITFOYe, TOT/la Kak, B TO )K€ BpeMs, B HAy4yHOU NuTepaType (B TOM dHCIIEe W OOTOCIOBCKOH) OHO
pacudpoBbiBaeTcs MHOTOILTaHOBO. Jla M B menoM mnpoOineMa HAaWMEHOBAHUS MY3BIKAIBHOTO
MIPOM3BEICHNS B HACTOSIIIIEE BpEMs TOXeE OleHHBaeTcs mo-pasHoMy. Hampumep, K. 3eHkuH B craThe
Kynemypa 6 npocmpancmee my3viku NOCBSIIIAET €U UENbIN pa3aen — My3viKaabHbll CMbICA U €20 UMSL,
OTJENBFHO 337aBasiCh BOIPOCOM — «KaKOH MOXKET ObITh My3bIKalbHAsi TEPMEHEBTHKA, BBIPOCILAS U3
TPaIWIIUU XPUCTHAHCKOTO (B YaCTHOCTH, MPaBOCIaBHOT0) mmpocodepuanus» [1, ¢.39]. Ilostomy
NPECTABIISCTCS] HENUIIHUM O0003HAUYWUTh OCHOBHBIC acCIEKThl TPAKTOBKH TepMuHa Omkpogenue B
HIMPOKOM CMBICJIE STOTO CJIOBA, HE CY)Kasl €ro A0 SBICHUs AMOKAIUIICHCA, KaK 3TO, HApUMeEp, IMEET
MECTO TIPH UCTIOIb30BaHUH CITyXObI TIepeBoaa Google.

W cambie pacnpocTpaHeHHbIE OOBSCHEHHUSI JAIOT B MHTEPHETE BBIICPKKU M3 Bukumneanu u
pasHoro pona cioBapeid. B mepBoM, camMoM TOMyISPHOM HCTOYHHKE OmKpogeHue B PEIUTHH U
TEOJIOTHH TPaKTyeTCs KaK «pa3sHOOOpa3HOe OTKphITHE borom ceds caMoro u CBOEH BOJH JIHOMSIM.
OTKpOBEHNE MOXKET UCXOIUTh KakK HemocpeAcTBeHHO oT bora, Tak u yepe3 mocpeqHHKOB. <...> B
XPUCTHAHCKON TPaJWIMK CYIIECTBYeT MOHATHE ectecTBeHHOoro otkposenus (Natural revelation),
HA3bIBAEMOI'0 TAK)KEe MOBCEMECTHBIM, OOIIMM (B 3HaYCHHH BceoOmiero obsamanus <...>). [log aTum
MTOHATHEM TIOHUMAETCs OTKPBITHE borom camMoro cedst mocpeicTBOM COTBOPEHHOTO MUPA, IPUPOIBI, U
OTKpbITHE BOoroM HpaBCTBEHHBIX 3aKOHOB IJIFOJIIM BHYTPH UX cOBeCTH. OTIMYHTEThHAsT OCOOEHHOCTh
9TOTO THIA OTKPOBEHHsI 3aKJIFOYAeTCs B TOM, YTO JUIsl TOCTWXKEHHUS €ro He TpeOyeTcs HHKaKoro
CBEPXBECTECTBEHHOT'O BMEIIATEIHCTBA, HO JOCTATOYHO CIIOCOOHOCTEH pazyma 4yeroBekay [2].

BrioniHe 0ueBHIIHO, YTO, XOTS B JTHX ONpEJAEICHUSIX Ha IEPBOM MECTE€ CTOMT MMsi bora,
B. Yonak Bce k€ B CBOEM TOJKOBAaHHY 3aroJIOBKa HOBOTO COYMHEHHS MCXOIUT MMEHHO M3 TIOHATHUS
ecmecmeenHo20 omkposerus. TeM caMbIM OH B OTIPEAENICHHON CTETIeHN MUHUMAJU3UPYET €r0 CMBICT,
a, TOYHee TOBOPSl — KOHKPETU3UPYET, OJHOBPEMEHHO OCTAaBJISISL CITYIIATEII0 POCTPAHCTBO I Oosee
CBOOOIHOI MHTEPITPETAIMN — TO €CTh, Ja€T €My OCHOBaHHUE TOBOPS ciioBamu Toro e K. 3eHkuna, s
«OCO3HAHMS HEU3PEUYCHHOU TyOuHBI My3bikM» [1, ¢.47]. Paccyxmas o0 3Toi CTOpOHE B paKypce
JaBHEH Tpagumuu e€ WMEHOBaHWs, ydeHbld oTmedaeT: «llo-BuaumoMy, HanOOIBIIyIO CBOOOMY
MY3BIKAIIbHOMY MBITIIEHUEO MOTJIIH IPEIOCTABUTD PA3IMYHBIE BUJIBI XPaMOBOW MY3bIKH, HE CBS3aHHEIC
C KOHKPETHOM KaHPOBO-OBITOBO CHTYaIlUe, a HAIIPOTUB, BHIBOJISIINE YEIOBEKA U3 TIaHA BPEMEHHU B
chepy Beunoctu. [IpeaBapsroinee e nMeHoBaHue TyxoBHOU My3biku (Credo, Sanctus, Stabat Mater u
Jp.), KOHKPETU3UPYSI CMBICI, OTHIOABb HE TOABEPrajio €ro OrpaHHYCHHUIO, MOCKOJIbKY OTCBLIANO K
Nmenam CyImHOCTH, YbM HEU3PCUCHHOCTh W HEONPEACIMMOCTh OECKOHEYHOTO TPEBOCXOIST
My3BIKaJIbHYIO cTuxuio» [Tam xe].

2 Y3 51eKTPOHHOM MEPENNCKK aBTOpa CTaThy ¢ Komro3utopoM (apxus I'. Koaposoii).
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Uro ke KacaeTcsl COBPEMEHHOTO TMOJIX0Ja, TO 3/IECh, KOT/Ia MBI CTAIIKHBAEMCS C SIBIIEHUEM
CaKpanbHo-KoHYyepmuo2o uckyccmea, no ompeaenenuto H. Dyasaunkoit [3, c.131], Bo3HHKaIOT
HEKOTOpbIe pa3Hornacud. Tak, HarpuMmep, B. MapTbIHOB, BBOJS TEPMUH CaKpaibHOE NPOCMPAHCMEBO,
MPOBOANT HYETKOE pa3TpaHHyeHune [BYX cdep My3bIKH — KOMIO3UTOPCKOH M CakpajIbHOH,
noguepkuBas: «B oOTIMYME OT KOMIO3BUTOPCKOM My3blku res facta, rpuropuanckas Tpaauius
MpeICTaBIsIeT cCO00K He 001acTh PYKOTBOPHOCTH U CIIEIAHHOCTH, TO €CTh HE 00JIaCTh MCKYCCTBa, HO
HEPYKOTBOPHYIO 00JIaCTh CBAIICHHOTO, CYIIECTBYIOIIET0 TIOMUMO YeJIOBEeKa U ero ycuinid. IMeHHo 3Ty
00J1aCTh CBSAIICHHOTO MBI OIPEIEIHM TEPMUHOM cakpaibHoe npocmpancmeo» [4, ¢.128]. ABtop
WCXOIWT TIPH STOM M3 MMOHUMAaHHWS MY3bIKAIBHOTO MTPOM3BECHIS KaK BEIIH, 3aMedasi: «Yke B CaMOM
HUIMYAW WAEW BEIIW TaWTCS HEMNPEeoNOJUMOE NPEMSITCTBHE Ha MYyTH K MOHWMAHHUIO TPHPOIBI
cakpaspHOTrO TpocTpaHcTBa» [Tam xe]. B ntore oH, CBA3bIBas MOHATHE MPOU3BENECHUS, WIIH OITyca C
MOHATHEM MYyONHWKAIlMM W C TPOIlecCOM NOTpeOIeHrs, BO3Pa)KaeT MPOTHB TE3WCa O PEATbHOM
CYLIECTBOBAaHUU B COBPEMEHHOM MY3BIKAaJIbHON MPAKTHKE «HOBOI'O CAKPaJbHOTO IMPOCTPAHCTBA» H
JieJTaeT KPaCHOPEUMBEIN BBIBOJ], YTO OHO CYIIIECTBYET MOKA JIMIIb KaK «JIMHUS TOPU30HTA, TIOCTOSHHO
yoansdiomascs OT Hac MO0 Mepe Hallero MNpuOMKeHWss K HeH, 3TO JHIIb HMHTEHIMS Hallero
COBPEMEHHOIO CyIllecTBOBaHUs» [4, c.142].

Brnagumup Yomak, omHako, co3maBasi My3bIKY, MPUHAIISKAIIYI0 TyXOBHOH cdepe, B dTOM
CMBICIIE, TI0O BCEH BHUAMMOCTH, CTaBWJI ce0e MMEHHO MoaoOHyo 3amady (HOpMHpPOBaHUS HOBOTO
CaKpaJIbHOTO TMPOCTPAaHCTBA dYepe3 KOMITIO3UTOPCKOE TBOpYecTBO. B ero moprdene Hemao
MPOM3BEICHHI, KOTOPBIE MPEICTABISIIOT COOOW M JUTYPTUYECKUE KaHPhl — BIPOYEM, KaK MPaBHIIO,
TBOPYECKU UM IpeoOpakaeMble B pe3yiIbTaTe CUHTE3a Pa3HOPOAHBIX XPUCTUAHCKUX TPAAUIIHIA, a TAKKe
WCTIONTb30BaHMS COBPEMEHHBIX CPENCTB BHIPAKEHHUSA. DJTO, KCTATH, MO3BOJIIET OTHECTH €r0 — YXKe
JOCTaTOYHO ONBITHOTO KOMIIO3UTOpa — K TOMY M3 2 THIIOB XYAOKHUKOB, O KOTOPBIX MHIIET
I'. layropaBuueHe B craTthe CakpaibHOCHb COBPEMEHHOU MY3bIKU — Mugh unu pearvnocms? [5, ¢.173].
OnHa, B 9aCTHOCTH, TOBOPHUT O HENMPUMUPHUMOM KOH(JIMKTE MEXIy HHMH, UMes B BHUAY, C OJIHOM
CTOPOHBI, «TIOKOPHOT'O CJIE0BATENS TPAAUINN JTUTYPTUYECKON MY3BIKH U, C APYTrOf — 3TroJMTapHOrO
XYIO0XKHHUKA, CKIIOHHOTO K CBOEH MpaB/ie U K MpaBy NepcoHambHoro obmmenns ¢ borom» [Tam xe].

B. Youmak, aymaercs, 1mo OOJIbIIEH YacTH HAXOAICh B CBOEM OOraToM W pPa3sHOOOpa3HOM
TBOPYECTBE B ONBITE BOIUIOMICHUS uaen OmKposeHs, B aHATU3UPYEMOM HaMU COYMHEHWH, Ha ceil pa3
0oJiee KOHKPETHO O3ariiaBlieHHOM B JaHHOM KJIFOYe, WINET IyTh K 3TOW CBOEH IpaBjie U K IpaBy
oOparnieHus kK bory B monbITKax MpHOIMKEHUS K «IOKOHIIEPTHBIMY» MY3BbIKaJIbHBIM (POpMaM, BO3POKIAs
MIPUHIIMAIIEI UHTOHUPOBAHUS, XapaKTepHBIE ISl CTAPUHHBIX PACII€BOB, HE CTOJIBKO HCIIOJHICMBIX,
CKOJIBKO CJIOBHO POXJAIOIIMXCS 110 HAUTHIO CBBIIIE B ITPOLIECCE MOJUTBEHHOTO akTa. B 3ToM cmbIcie
OH B YEM-TO COTIPHUKACAETCS MBICIBIO U C TPAKTOBKOHW CakpajibHOCTH Y B. MapThiHOBA.

Brpouem, ipu 3TOM OH MTEPEHOCUT ITH MPUHIIHUITEI B COBPEMEHHBI KOHTEKCT, MOJIEPHU3UPYSI
HX COTJIACHO TPEOOBAHHSAM PETPO-CTHIIS U, B YACTHOCTH, Heo-apxauku. HamomHio: 00 «axmyanuzayuu
U 860cmpebosanHocmuy B HOBEHINIEH KyJIbTYpPHOU CUTYaLlUU «CMApOy cmpame2uu, COCPETOTOUNBIIICH
B cebe MHOTOBEKOBOW KHM3HEHHBIH NOTEHIMAm» [6, c.5], MHIIyT Jaxe Yy4eHbIe-MEIUCBHCTHI.
H. Edumosa, aBTop 3T0i hopmMynupoBkH, 100aBiseT K Hell: «HbIHe B My3bIKaIbHBIN O0MX0/ aKTUBHO
BO3BpAIIalOTCS HEKOT/Ia 3a0bIThle aHATUTUYECKUN WHCTPYMEHTAPH, TEXHUKH, TEPMUHBI, CMBICIIEI
...<...> YHHBepcaJIbHO-MHOKE€CTBEHHbIE WHTOHAIIMOHHBIE CHCTEMBI, HalleJICHHbIE HAa CaMOpPa3BUTHE,
CHCTEMBl MHOT'OBAPUAHTHOT'O IIPOUYTEHUS], TATOTEIOINE K CHHTE3Y, K KOHCTPYHPOBAaHHIO, MOJIAbHOCTB,
MOJIMMOJTATBHOCTh, MPUCYIINE HBIHE A3BIKY BBICOKOW MY3BIKM — BCE 3TO OBLJIO yXe 3HAKOMO
KaponuHrckoMy BpeMeHH, IEPEX0HON KO BTOPOMY ThICSUEIIETHIO 31oxe» [6, ¢.5—6].

HUccnenoBarens oOpaiaeT BHUMaHWE Ha 0COOBINA BEKTOP TOM 3MOXH, «OOpaILICeHHBIA B CTOPOHY
€AMHOCYIITHOCTHONW MY3BIKH, €€ HEHWCYEepPHaeMbIX BO3MOXKHOCTEH, HAIpaBIEHHBIA Ha IOCTIDKEHHE
uctuHoil Kpacotsl boxkecTBeHHOT0 3aKoHa, Ha cTsbkaHue bokecTBeHHOM OnaronaTH, a yepe3 Hee Ha
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ypa3yMeHHe 3TOT0 3aKOHay, [0J1arasi, 4TO OH «BHOBb Kak Oy/1T0 ObI BEpHYJT OPUS MUSICA K €ro HCXOTHO
CTYIICHHU, K JKEJIaHUIO BCE HauaTh «C Hyys» [ Tam xe, c.8].

OTOT MPHUHIUIT — HAYaTh «C HYJS» — CTaJl OCHOBHBIM HMITYJIBCOM H JUIS TIOCTPOSHUS BCEH
CTPYKTYPBI MYy3BIKaIbHOTO WHTOHUPOBaHUS U B Revelatie B. Yonaka, rae n3 0HOTO-€IMHCTBEHHOTO
ToHa f — Kak cMMBOJIa MEPBO3TIEMEHTA 3BYKOBOH MaTepru — CBOETO POJIa MOHA/IBD», BOILIOIIAOIICH
aOCOIOTHBIN TIOKOH M COCTOSHHE KBHETH3Ma B CBOEM HCXOIHOM 3BYYaHHH Ha pp, TOCTETICHHO
BBIPACTaCT MHOTOTOJIOCHOE IiecHOmeHue. Ero oOmmii  xapakTep ONpeNeicH aBTOPCKUMHU
0003HaueHnsAMH TeMIla U crocoba ucnoiHenus: Con chiaro tristezza, Moderato con moto. Oxnako,
HECMOTpSI Ha yKa3aHWE Ha IOJBIKHO-yMEPEHHBIH TEMII, OHO Pa3BHBAETCS CTEIIEHHO, HECIIEIIHO B
PUTMHYECKOM OTHOIICHHU (110 METPOHOMY TOJIOBHHA=S55), TOCKOJBKY OCHOBAaHO Ha JBIKCHUU
WCKITIOYUTEIBHO KPYITHBIMH ITENBHOCTSMH (LEIBIMH U TIOJOBUHHBIMH, T/IE-TO TPOAJIEBAEMBIMHU
INYHKTHPaMH I OCTAHOBKaMH Ha OpEeBHCAx), MECTaMU OPraHU30BaHHOM I10 IPUHITHITY cantus planus,
HO B IIEJIOM CKOpEE CBOMCTBEHHOM CTAPUHHBIM XOpasiaM.

C Toukum 3peHus (akTyppl HacIaWBaeMble TOJOCAa HEYACTO AKBUPUTMUYHBI, OHH CKOpee
Pa3HOPOJIHBI TI0 CBOCH MEIOIUYEeCKON (PYHKIMU: OHU 00pa3yIoT MEIaH, HHBIC TOBTOPSIIOT KpaTKUE
OCTHHATHBIE (UTyphl, 0o0Jee WHANBHIYyaTU3UPOBAHHBIE B MEJIOJUYECKOM OTHOIICHHHA TEMBI
pa3BHUBAlOTCA AaBTOHOMHO, CO37aBas pPAa3BETBICHHBIE KOHTPAMYHKTHI, IOPOH C DJIEMEHTaMHU
MIPOTUBOIBUKCHHUSI.

KoHTypsl TeM, MoNoKeHHBIE B OCHOBY 3THX NEPEIUIETEHUH TOJOCOB, OMPEEISAIOTCS CTPOTO
JIUATOHUYHBIM XapaKTEepPOM MPEHMYIIECTBEHHO IUIABHOTO IBWKCHHS (JIUIIb B T.68 MPOSIBIACTCS
Jaj0Basi IEPEeMEHHOCTh 3a cyeT BBeneHus 3Byka d natural, a B T1.75—77 B rapMOHHYECKO# BEpTHKAIH
BO3HMKAaeT POMAHTHYECKH 3BYYalldil aKKOPI — MaJbIi-yMEHBIICHHBI CENTaKKOPH, 31eCh
BeicTymafomuii kak II; b-moll). JImamazon HayaabHBIX MOTHBOB ITOJBEPraeTCs IMOCTECIICHHOMY
PaCIIMPEeHHUIO IO TIPUHIIUITY aJIUITUN — JO0aBICHUS OIU3JISKAIIIX TOHOB B TIOCTYTIEHHOM JBM)XEHUN
WJTH 32 CUET XOJIOB Ha TEPIIHIO, YTO CIIOCOOCTBYET (DOPMUPOBAHUIO HE TOJIBKO TEMaTH3Ma, HO U JIaI0BBIX
CTPYKTYpP. ABTOP MBICIIMT MOAAJILHO, M30Mpast MOHAYATy TETPaXOpa KaK CBOCTO pOJia apXeTHI Jiaja
KaK OTMPAaBHYIO TOYKY IS (hOPMHUPOBAaHUS TEMBI TIEPBBIX CKPUIIOK, BBOIS (PPUTHHCKHE OOOPOTHI H
Jlayke MHTOHAIIMIO U3 CPEHEBEKOBO# cexBeHmmu Dies irae (B 1.43), 0HaKO TOHAIBHOE MBIIIJICHHE BCE
K€ SIBHO TPOCTYMaeT, yMpaBisis OOIIed KOMIo3uimei: Bcs mbeca Bbiaepykana B f-moll, gro
MOTYEPKUBACTCS W TPUCYTCTBUEM PENPU3HOCTH (C 1.9 MapTUTYpHI), KOTOpas TO3BOJSAET NpPUIATh
obrreit opMe, YBeHUaHHOM KOmOM-MOrendo, cTpoifHOCTh W 3akoHYeHHOCTh. Koma, BeTymas mocie
depmathl, MOIIHOTO JAUCCOHAHTHOrO akkopaa tutti wma ff w rayOokoil reHepanbHOW mMay3bI,
BOILTONIAIONIEH PUTOPUUECKYIO (GUrypy apOoSiOpesis’, MoTHOCTBIO IepecTpanBaeT BOCIIPHSTHE Ha
KapAWHAIBHYIO CMEHY HACTPOCHHWS: HHUCXOMIIee TaMMOOOpa3HOE [BW)KCHHE, HAYHMHAIOIIeecs C
¢puruiickoro 000poTa U 3aTeM IepeaaBaeMoe OT MAPTUH BEPXHUX TOJIOCOB K HIKHHUM, C «OCEIAHUEM)
TOHOB ITOCTYIIEHHOTO 3BYKOPsa B KITACTEPHYIO TeAalb 3a CUET MHOKeCTBeHHBIX diVisSi, mpuBomuT,
HECMOTpPS Ha TIOCJIETHUI BCIDIECK SMOIMA, K TIOCTEIICHHOMY M OKOHYAaTEeILHOMY PacCTBOPEHHIO
3BYYHOCTH, C BO3BPATOM K HCXOJIHOMY pp.

Bce cranoBiieHne 3TOH KOMIO3WIMU TOAYMHEHO TMPOIECCYaThbHOMY MPUHIIUITY: OHA CIIOBHO
POXKIaeTcs Ha HaIlKMX TJIa3ax, Kak CBOOOHBIN MOJMIIOT TOJIOCOB JIFOJICKOTO XOPa, MPOXOSIIHN Yepes3
HECKOJIbKO IOCJIeI0BATEIbHBIX BOJIH IMOCTEIIEHHOTO TUHAMHUYECKOrO M PETUCTPOBOrO pa3pacTaHus U
OOHOBJICHHUS TeMaTHU3Ma, Ha4ajo KOTOPhIX 0003Hayaercs nudpamu naptutypsl. [IpuHIMN agaunmu u
3/1eCh BBICTYIIACT KaK OCHOBA JIjis1 (JOPMHUPOBAHHUS MHOTOTOJIOCHS 3 CUET HACIAMBAEMbIX MMAPTHH, TOHOB
BEPTHKAJIbHBIX 00pa30BaHMi, TEMOPOBBIX KOMILIEKCOB. Kakylascs «amojiorusi MPOCTOTHI,

3 Boo0l1e pacCMOTPEHNE MOTHBHBIX CTPYKTYP ¥ 000POTOB B 3TOM COUMHEHUH C TOYKHU 3PEHHS UX (POPMYILHOCTH
(B TOM YMCIIe, M B CBSI3U C HCIIOJIb30BAHHEM apXETUIIOB MHTOHUPOBAHUS M PUTOPUYECKHX (PUTYp) MOXKET CTaTh
MPEZIMETOM OTAEIBEHOTO 00CYKICHHSI.
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OlLleHMBaeMasi IPU W3HAYaIbHOM BU3YaJIbHOM O3HAaKOMJIEHUM C IapTUTYpoH, 000pauyuBaeTcsi, 0JJHAKO,
JOCTATOYHOM CIOHOCTBIO ITPH CIIyXOBOW OLIEHKE BO3HUKAIOINX FrapMOHNYECKHX 3By4dHOCTeH. Hapsiny
C «IYCTBIMH» KBUHTaMH, MNPOTAHYTHIMH JHOO KOMOWHHPYEMBIMH MEXIy CO00H M C ApYrHMH
MHTEPBAJbHBIMH 3JIEMEHTaMHU, Ba)KHOE MECTO 3/1€Ch 3aHMMAIOT CEKyHIOBble (QoHHUYecKHE 3(P(EKTH,
YaCTUYHO CO3/laBacMble C MOMOIIBI0 TeTepO(OHHBIX MPHUEMOB TosiocoBeneHus. CenTuMmsbl 34ech 1o
OosipLIel YacCTH 3BydYaT MATKO, B OTJIMYME OT CEKYH[, B KOHIIE KOHLIOB (DOPMHUPYIOIIUX B PENpU3e U
KOZA€ IOJMKIACTEPHBbIE TAapMOHMH, KOTOpbIE, IO-BUAMMOMY, II0 CYTH CBOEH NpPHU3BaHbl CO34aTh
COHOpHBIE 3P PEKTHI, CBOMCTBEHHBIC «BHE3EMHOM aTMocdepey.

B cBs131 ¢ JanHO# acconuanyell B 3aBEpIICHAE HAIIICH CTaThH 0OpaTUM BHUMaHUE CIIle Ha OJTNH
acmeKT paccMoTpeHus mpoussenenus B. Yonaka Revelafie — a UMEHHO, Ha KOCMH3M* aBTOPCKOM
KOHIIENIINY, Hameamui Haubojee HENOCPEACTBEHHOE OCBEILCHHE B ayIUMOBU3YalbHOM BEPCHH,
co3manHoi mpu ydactum M. Yomaka. 37ech, 1Mo CyTH Jiena, TaKKe I0-CBOEMY OTpakeHa uies
CaKpaJbHOIO IPOCTPAHCTBA, CO3/laHHOrO boXecTBEeHHOW Bojel, a g 3eMJISH BOIUIOLIEHHOIO B
CO3epLaHuy Heba U Pa3MBILIUICHUH O MECTE 4YeJIOBEUECKOH JIMUHOCTH U POJIM €ro B OOLIeH KapTuHE
mupa. ['ory0as 3emitst, okyTaHHas 0OJaKaMu, MUPHaZbI 3Be311, (hOpMHUpYIOLIHE IaMsa HeOECHOTO CBETa
WIM yrajplBaeMble KOHTYpPBl BOOOpakaeMbIX HEOOXKHUTENEW, OTPOMHBIC TaTaKTUKW W OTHENbHBIC
3BE3JIHBIE TYMaHHOCTH — BCE 3TO CIIOBHO KOHLIEHTPUPYET B ceOe boskecTBEHHBII CBET, KOTOPHIN ere
spyUe OTTeHsieTCsl OapXaTHBIM TEMHO-CHHUM (DOHOM 3Be3qHOTrO Heba. M 3To He BooOpaskaeMeli, a, 1o
BelpakeHHI0 B. TomopoBa, peanbHBIi MHp, «peajbHOE OBITHE, €r0 LEeIOCTHOCTh, IIOHMMAEMOEe Kak
Gy1aro ¥ OTCHUIAKONIEE K Uee 6 0 %K € C T B € H H O T 0 KaK HOCUTENS 3Toro Osara»°. IMeHHO Takum
BUAMTCS M HAM MOHWMAaHUE OOIIETo 3aMbicia HOBOTO counHeHus: B. Yonaka, KoTopoe, HECMOTpS Ha
NPUHAAICKHOCTh K JKAHPY HHCTPYMEHTAIbHBIX MPOM3BEIEHHH, IIOBECTBYET €ro TIOJIOCOM 00
yOSXKICHUAX KOMIIO3UTOPA, MOCBATHBIIETO OOJNBIIYI0 YacThb CBOETO TBOPUYECTBA BOILIOUICHUIO
CaKpaJlbHOU TEMATUKH.
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SUITA CORALA CASA MARE LA 1ZVOARE 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 “Casda mare la izvoare” de Teodor Zgureanu pe versurile lui Anatol Ciocanu prezintd un
model al ciclului, in care genurile folclorice, exprimate in pdrti componente, se imbind intr-o structurd
compozitionald 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 incadreazad intr-0 unitate compozitionald, elementul unificator al careia este dramaturgia. Unitatea
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 este simplu, bazat pe relatii armonice traditionale, ritmurile
dansurilor folclorice, predomina factura orchestrald, ceea ce justifica pe deplin originea genului.

Cuvinte-cheie: suitd corald, 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 unit, 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 sau 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 implantata de catre 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 Casd mare la izvoare, pe versurile poetului Anatol Ciocanu, editata 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 Casa mare la izvoare consta din patru parti: I. Doina. Il. Hora. lll. Batuta. 1V.
Sdrba. Luand in considerare specificul muzicii populare instrumentale ciclice, care permite alternarea
fie ,,a doud piese contrastante — doind lentd de naturd improvizatorica sau a doua 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 1n evidenta ,,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 doud 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 cobordrea in vale. Aldturarea pedalei altistelor in octava peste pedala basilor
creeaza impresia spatiului mioritic — dealurile si vaile noastre.

Intonatiile luminoase ale solo sopranei, cu functie de continuare a discursului literar-muzical —
propozitia dezvoltdtoare b (a) (mas.9-16) justifica conotatia sensului notiunii de doind, ce tine ,,de sfera
semantici a intonationalului: ... ,,melodie cantati de femei” [2, p.311]. In conformitate cu textul literar
,Lanu-i luminat”, compozitorul introduce armoniile simple de dominanta si tonica 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 depusi ,,cu dor”, a omului (mas.17-19). Ultimele fraze ale solistei contin un ornament
specific melodicii vocale folclorice. Armoniile de dominanta si tonica nsotesc 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
cauzd. 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 awra

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 1n cvintd, in partida vocilor barbatesti, pe silaba “dzum”,
ce creeazi ,.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, consacratd nunului mare” [5, p.8, 232].

Structura patrata 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

ata b+ b a>tay

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 n factura omofon-armonicd aminteste de sonoritatea unei mici formatii
instrumentale. Melodia principald este expusa in partida sopranelor, ce se asociazd cu sonoritatea
viorilor; n partea din mijloc melodia este preluata 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 (mas.26—
29) si a tropaitului (méas.30).

Batuta, F-dur-B-dur, Vivo, 2/4, prin caracterul vioi, imaginile textului literar si formula ritmica
caracteristica, aduce in fata ascultdtorului 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 nuntd. 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 buna” al fanfarei se mentine
pe parcursul intregii lucrari. Datoritd tempoului indicat in partitura, dansului Bdtuta i Se poate atribui
trasaturi de ,,hora-batuta” [4, p.32].

Bdtuta 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 urmatorul numar).

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

a + a ata b + b b + bas+ bs
26-30 1-8 9-16 17-24  25-32 33-40 41-48 49-56 57-64
C-F F F F B B B F F

Sérba, 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 nunta intr-un tempou vioi, in Sdrba,
iuresul dansului este evident. Mesajul ideatic si de gen 1i 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 pastrata pe tot parcursul
lucrarii.

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

Intr. cuplet refren coda

a +al b@ + b@ c()

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 asigurata 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”, dezvaluind o succesiune liberd 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 II, Hora se prezinta ca un microciclu bipartit. Partile II, Hora
si I, Batuta, 1a 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, Sarba, cantecul
constituind o ,,forma intermediara” [3, p.318] situate intre aceste doua genuri: cdntec-doina si cdantec-
joc. Aceasta este legatd de dezvidluirea succesiva in 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 modalitdatii 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 individuald — ,,eu-1”. Daca Hora este
asociata cu dansul fetelor, Bdtuta in contrast, prezintd 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 cantec-doind dans dans cantec-joc
Mod. de exprimare | individual feminin barbatesc comun
Misura 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 revistd a studiilor in care se reflectd 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 §i, totodata, de inovatiile realizate in cadrul muzicii religioase autohtone, prezentdind 0
expunere sumativa a activitdtii 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
urmarit 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 legatd 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 sau Tendinte noi in creatia compozitorilor din Moldova (anii 90): ,,Cataclismele
vietii sociale de la sfarsitul anilor 80 — inceputul anilor 90 (destraimarea 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 prezinti o caracteristica succinti
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 cercetdtoarea face o tentativa de a evidentia anumite directii ce se contureaza
in perioada vizatd in cadrul culturii muzicale autohtone. Astfel, ea mentioneaza ca ,,muzica spirituala
contemporana din Moldova <...> e diferitd nu numai dupa locul unde este interpretata, dar si dupd modul
de abordare a textelor i genurilor originare. Deosebirea principiald a modusurilor stilistice a lucrarilor
se depisteaza 1n asimilarea a doua traditii diferite a muzicii de cult romanesti, care s-au pastrat pe
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teritoriul Roméaniei 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
»ortodoxa”, 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 ca in creatia lui
V. Ciolac poate fi urmdrita 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 abordata de cercetdtoarea 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 ca ,,muzica religioasa din acest spatiu posedd un limbaj propriu, ce cuprinde metode
specifice de abordare a temelor §i subiectelor religioase. Astdzi 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 branse ale
muzicii religioase autohtone: muzica religioasa de traditie bizantind care capata in Republica Moldova
la inceputul anilor '90 un sens aparte, de revenire la izvoare 1n cautarea identitatii romanesti, incadrandu-
se In procesele de reinviere si inviorare a straturilor autentice arhaice de folclor. A doua bransa este
reprezentatd 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 I. 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 in 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
lacasele sfinte. Compozitorii care utilizeaza cu libertate cantarile bisericesti sau textele canonice, sau se
bazeaza in creatiile lor pe functia ritualica, sacralda 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 bisericeasca propriu-zisa (cantatd la strand); 2) muzica spirituala de
concert si 3) muzica spirituald universala, care poate fi interpretata atat la strand cat si n salile 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 monodica
bisericeasca, 2) cantarea corald a cappella bisericeascad sau bisericeasca de concert, 3) muzica vocal-
instrumentald sau muzica instrumentald cu tematica religioasa [3, p.172] .

In muzicologia autohtoni, pe langi studiile in care se reflectia activitatea artisticd a
compozitorului V. Ciolac, se evidentiaza un sir de cercetari ce tin de investigatii iIn 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 asemenea
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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 vizeaza sfera muzicii sacre au fost elucidate in articolele muzicologilor
N. Ozarenskaia, V. Galaicu, P. Rotaru.

Cercetitoarea 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 reflectatd activitatea artistica 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 Craciun, 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 19812007, incadrata intr-un tabel, unde
sunt specificate unele date despre anul compunerii si prima interpretare a lucrarilor, informatii ce au
servit drept indicii utile pentru studiul nostru.

Articolul intitulat Creatia corald a lui Vladimir 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 importantd majora in creatia sa, situandu-
se pe o pozitie centrala. Spre regret, E. Nagacevschi nu propune nici o clasificare, limitindu-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 mentiondm
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. Cercetatoarea remarca schimbarile pe care le face compozitorul in
structura traditionala a recviemului prin diverse procedee de imbinare a unor parti si omiterea altora.
Unul din factorii ce-1 determina pe autor sa recurga la o astfel de modalitate pentru constituirea formei,
reiese din tratarea artisticd a textului canonic. In legatura 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 deosebita 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 continud lista compozitiilor lui V. Ciolac care se atribuie muzicii catolice,
reprezentati in studiile cercetatorilor din Republica Moldova este Stabat Mater. O analiza muzicologica
sumara este realizata 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 cercetitoarei Elena Sambris [12, p.26]. Ea accentueaza faptul ca
V. Ciolac trateaza textul de limba latind ca pe un detentor al continutului sacral, conturand semantica
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cripticd a acestuia. Astfel, anume textul este cel ce determina dezvoltarea liniei dramaturgice a lucrarii,
reliefand desfasurarea treptata 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 stilisticd si a limbajului muzical este relevata in articolul L. Balaban
Stabat Mater de Vladimir Ciolac: particularitati compozitionale si de gen. Autoarea ofera informatii
succinte ce tin de istoria aparitiei genului, evidentiind importanta acestuia in cultura muzicala
occidentald, ramificarea lui in doua branse — cea bisericeasca si concertistica. 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 §i 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 comporzifia §i 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 miscarilor moderate marturiseste despre prezenta conceptului antropocentric, deoarece
aceste tempouri corespund cu viteza proceselor vitale umane. Analizind in detaliu lucrarea, autoarea
concluzioneaza: ,,1. in legatura cu faptul ca V. Ciolac utilizeaza textul canonic al rugaciunii medievale,
compozitia Magnificat in mare masurd este determinatd 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 si 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 alta compozitie ampla a lui V. Ciolac oglindita in muzicologia autohtona este Messe pentru
cor, solisti, orchestra camerald si orga, care a fost analizatd foarte amanuntit din punctul de vedere al
formei desfasurarii dramaturgiei si a interpretarii textului canonic, in articolul cercetatoarei Margarita
Belah [15, p.178].

E. Nagacevschi subliniaza faptul ca V. Ciolac este la moment unicul compozitor din tara, 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 ocupd un loc important in palmaresul artistic al compozitorului. De
asemenea, cercetatoarea 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 muzicald a ortodoxiei (cu
texte in romana si 1n slavona bisericeasca) 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, co6oprnocms 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 corald a lui V. Ciolac. In
studiul Priveghere de Viadimir Ciolac: particularitati compozitionale §i de gen autoarea evidentiaza un
sir de particularitati stilistice si compozitionale ale lucrarii, referindu-se, in primul rand, la structura
ciclului si remarcand faptul ca 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 centreazi pe elemente compozitionale specifice pentru muzica religioasa corali 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 predomind 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
masurd, 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 depisteaza 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 demonstreazd o varietate de abordari 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 alcatuiesc 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 §i 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. Dvotak 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: sd 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 trasdturi comune ale acestui ciclu
cu Sonata pentru vioara si pian ,,in caracter popular romdnesc” de George Enescu. Acestea se manifesta atdt in
tratarea generala a ciclului, cat si in caracterul tematismului, in modalitdtile de utilizare a mijloacelor de expresie.
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 candva.

Cuvinte-cheie: S. Buzild, G. Enescu, elemente folclorice, sonatd pentru vioard §i 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 apreciatd 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 fiecarui 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 definitd ca o perioada de
trecere pe care muzicologul S. Tircunova o compara cu puntea dintr-o forma de sonata, mentionand ca
in acesti ani s-a depdsit teza initiald enuntatd in deceniul precedent, insd o noud teza incd nu a fost
formulatd [1, p.90], facdndu-se simtite doar unele semne razlete ale acestui nou. Ele se manifesta 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 exprimadri tot mai originale influentate direct si indirect de ,,monstrii sacri” ai muzicii sec. XX
Stravinski, Bartok, Enescu, Sostakovici s.a. In sonatele compozitorilor chisinauieni din aceasta perioada
se realizeaza o sinteza originala a celor mai variate mijloace de expresivitate muzicala mostenite de la
predecesori si imbogétite 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 vioard
si orchestra de camera, 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 Buzild mai multe reusite si izbanzi, una dintre ele
fiind legata de aparitia Sonatei pentru vioara si orchestra de camera. Dorinta de a compune ceva pentru
instrumentul sau 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 determinatd si de marea admiratie pe care o nutrea fata
de creatia marelui violonist si compozitor romén George Enescu. Cele trei sonate enesciene pentru
vioard si pian, si, in special, Sonata nr.3 ,,in caracter popular romdnesc” 1-au inspirat pe tanarul
compozitor chisinduian impulsionandu-1 spre crearea Sonatei pentru vioard 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 aceastd lucrare va fi
editata in 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,
lulia Tibulschi [2].

In compozitia sa, S. Buzild 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 realizata intr-o forma de
sonata aparent obignuitd, avand toate compartimentele tiparului clasic, inclusiv o introducere si o coda.
Cele doua 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 dansanta — 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 distantd de doud octave, imitatia in directii opuse, acorduri
madrite gi micsorate, salturi pe intervale de cvinte, septime, octave bazandu-se pe desene ritmice ce contin
cvintolete, sextolete, septolete, triolete, saisprezecimi si optimi, ce imprimad muzicii un caracter
monumental, patetic.
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In expozitia formei de sonatd, care incepe in tonalitatea As-dur, gisim toate cele patru
subdiviziuni traditionale: grupul principal, puntea, grupul secundar si concluzia, insa, cu anumite
particularitati constructive.

Pe parcursul intregului grup principal (As-dur) predomind caracterul cantabil cu elemente
dansante. Acest compartiment reprezintd o constructie ce denotd trasaturi de rondo (cu sapte sectiuni
aba;ca,das) prin revenirea multipld a elementului tematic a, care joacd rolul de micro-refren. in
continutul discursului muzical observam un dialog ce contine parca o intrebare exprimatd de ambele
partide reunite intr-0 singura linie melodica expusa 1n trei octave si un raspuns sonorizat doar in partida
pianului. Treptele a patra ridicata 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 manifestari ale cromaticii alterationale generand totodata si efectul de polimodalism alternativ.
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Prima repriza a refrenului (ai, cifra 1) este diminuatd in jumatate. Autorul utilizeaza aici
elemente de polifonie contrastanta si imitativd. Observam procedeul de imitatie libera a materialului
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tematic intre linia melodica a viorii $i mana dreapta a pianului. Totodatd, In mana stanga a pianului suna
varianta temei refrenului in migcare contrara.
Exemplul 4.
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Microepisodul urmator (C) contine mai multe elemente contrastante, primul din ele fiind in
facturd acordica. Partida pianului din mana dreapta suna 1n registrul acut, mai sus decét 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 méana stangd a pianului. Urmatorul element se
bazeaza pe imbinarea expunerii imitative cu cea heterofonicd, in care participa ambele instrumente, iar
structurile ritmice noi cu cvartoletele expuse in partida viorii adauga noi nuante expresive. La sfargitul
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 cd de data aceasta se imita nu primul motiv
din tema (ca in a) ci al doilea. Imitatia are loc intre mana dreapta a pianului si linia melodica a viorii
(mas. 3).

Urmatoarul microepisod, d, capdta un caracter mai dramatic datoritd 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), imbina doud functii compozitionale: cea de
reprizd pentru forma temei grupului secundar si cea de punte. Si aici predomind expunerea imitativa:
observam imitatia stricta (canonicd) intre vioara i mana stanga a pianului care se produce pe fundalul
unei pulsatii uniforme expusa in méana dreapta a pianului ceea ce imprima temei noi nuante expresive.

Tema grupului secundar (cifra 4 ) — E-dur, 4/4 — este contrastanta prin continutul sau 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 doua propozitii a cate patru masuri
fiecare. In linia melodici 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 fatd de vioara. Astfel,
constatdm un alt tip de relatie intre cele doua instrumente.
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Sectiunea f poate fi apreciata 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 observata miscarea pe triolete in directie descendentd expusa in 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 misura a patra, autorul aplici 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 cérei functie compozitionala
constd 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 o
scurtd introducere care comportd un caracter energic si pozitiv datoritd migcarilor melodice
prin saisprezecimi in directie ascendentd, efectuate in partida viorii; trioletelor expuse in factura acordica
(in ména dreapta); octavelor perfecte (in ména stingd) din acompaniament realizate in directie opusa si
nuantelor dinamice f, ff ,mf.

Tratarea propriu zisd (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 principala 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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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 deslusim
elemente din microsectiunea @, din sectiunea as (din grupul principal). La sfarsitul 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 Il-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 céreia sunt expuse ideile autorului emanand o plasticitate naturala.

Primul compartiment — A, Andantino improvisamente — readuce in memorie imaginea partii
secunde din Sonata pentru vioara si pian in caracter popular romdnesc de G. Enescu. Acesta se
divizeaza in 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 suna pe fundalul unui ostinato
ritmico-melodic.

Exemplul 8.
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In sectiunea b compozitorul utilizeazi expunerea polifonici imitativa: proposta, care este
expusa in partida pianului (in mana dreapta), fiind bazata pe desenele ritmice de doimi, patrimi, triolete
si saisprezecimi, si reluatd 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 dupd care se traseaza 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
madrite, 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 1n 6/ 8 ) si prezentarea unui nou material muzical. Tema (care poate fi comparata cu
un cantec de jale) este realizata in partida viorii fiind sustinutd 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.

Exemplul 9.
piangendo Y o
o — TEEY pa— i P —
J e - B T—z - T
i
{ o B L N o i E = % BT b~ M . 234

‘( siuile :
> : T o i f E

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, mentionim 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

KN
e

succes ca o piesa de sine statatoare.
Partea a I11-a — Allegro molto — este scrisa in forma de rondo (cu cinci compartimente),

fiind bazata pe un tematism dansant, ce sugereaza imagini muzicale noi, readucand, insa, in memorie si
atmosfera ce domina 1n prima parte a sonatei, formand astfel un arc imaginar ce reuneste partile extreme
ale ciclului si 1i confera integritate.

Refrenul A (scris in forma bipartita cu mica repriza aa: ba:) este expus in tonalitatea a-moll si
chiar de la prima masura sesizam caracterul vesel si saltaret al unui dans popular asemanétor cu sarba.

Exemplul 10.
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Tema, expusa in forma unei perioade mari (aa, 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 influentd folclorica, care se
realizeaza intr-un dialog imitativ intre partida viorii si cea din mana dreaptd a pianului. O scurta
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 (¢ 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
locald (cifra 5) este una sintetica si include tema episodului expusa de vioara care suna in contrapunct
cu tema refrenului sonorizata in partida pianului.

Exemplul 11.
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Ultimele trei masuri joacad rolul de punte catre repriza propriu zisd 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 directa, cat si in inversare,
discursul agitandu-se treptat si conducénd spre ultima repriza (si aceasta prescurtatd) a refrenului. Spre
deosebire de inceputul monodic al finalului, aici tema este expusa Intr-o factura acordicad care modifica
putin caracterul muzicii, acesta devenind mai dramatic.

Coda sinteticd se bazeaza 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 finalizdnd 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 Invatdmant muzical [4, p.54].

in urma analizei Sonatei pentru vioard si pian de S. Buzila constatam ca in aceasti lucrare scrisa
in prima perioadd de creatie a compozitorului se contureazd unele trasaturi stilistice ce vor deveni
specifice manierei sale in perioada matura. in acest ciclu aparent traditional autorul opereaza 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 aratat a fi si un continuator fidel al traditiilor lasate de marele muzician roméan. 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 vioard si pian ,,in caracter popular romdnesc” de George Enescu, caruia
ii este dedicatd. Acestea se manifesta atit in tratarea generald a ciclului cat si in caracterul tematismului,
in modalitatile de utilizare a mijloacelor de expresie. Ambele sonate abunda 1n teme de sorginte folclorica,
in episoade cu utilizarea ingenioasa a eterofoniei si procedeelor polifonice. Afinitatile intre cele doua
lucrari pot fi observate si In sonoritatea originald a instrumentelor, in efectele timbrale, in coloristica
structurald si chiar in unele momente de scriiturd pianisticd si violonistica. 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 parcd ne povestesc, fiecare in felul sdu, despre locurile
de bastina, 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

DORINA MUNTEANU,
doctoranda,
Academia de Muzica, Teatru si Arte Plastice

CZU 780.8:780.646.3.082.4(478)
780.8:[780.646.3.082.4]:781.6
Concertul nr.1 pentru corn §i orchestra de Oleg Negruta este primul concert dedicat acestui instrument
in creatia autohtond. Concertul respectd structura clasica traditionala din trei miscari contrastante (Allegro
moderato — Andante tranquillo — Allegro con brio), prima fiind scrisd in forma clasica de sonatd cu expozitie
dubla. Cea de-a doua miscare reprezinta o forma tripartita simpla si 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 i 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
reprezintd genul de concert: Concertul nr.1 si nr.2 pentru corn si orchestra 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 vioara, pian, violoncel, contrabas,
marimba, soprano de coloratura si pentru instrumente de suflat. Printre acestea din urma, se remarca:
Concertul pentru trombon si 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, o permanenta energie emotionala juvenila contribuie la succesul lor pe scenele de estrada” [1,
p.176-177].

Interesul sporit fatd de corn ,,se datoreaza timbrului sdu mat si nobil care l-a cucerit, precum si
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 orchestrd de camera nr.1 este scris in 1988, fiind interpretat in premiera
absoluta in data de 20 februarie 1989, in incinta Salii cu Orgd din Chisinau, de catre Artistul Emerit,
conferentiarul universitar Gheorghe Ichim (discipolul prof. V. Buianovski, unul din cei mai talentati
reprezentanti ai scolii de corn din Sankt-Petersburg) si orchestra de camera sub bagheta dirijorului
Alfred Ghersfeld. Mai tarziu, Concertul a fost imprimat cu orchestra simfonica 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 si 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 dubla 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 tonalitati pentru interpretare la corn. Merita de mentionat ca alegerea tonalitatii
de baza este determinata de constructia instrumentului dublu, care imbina doua tipuri de acordaj — B si
F, si 1i ofera interpretului comoditatea in emiterea sunetelor ce apartin tonalitatii B-dur.

Tema principald este optimistd, energicd, cu amprenta genului primar de mars, care se
evidentiazd 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, si anume treapta a patra ridicata.

Exemplul nr.1
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Toate temele (principald, de legatura si secundard) se expun mai intdi in orchestrd. Cornul isi
face aparitia in litera C cu tema principald, creand senzatia de miscare impetuoasa, subliniata 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) prezinta un nou colorit: Se schimba masura, melodia
devine mai liricd, mai expresiva. Caracterul mai luminos al acestei teme se accentueaza 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, vioard si violoncel, semnat in 2004. Ambele
teme sunt expuse in F-dur (vezi exemplul muzical nr.5). Totodata, in Trioul pentru, pian, vioard si
violoncel, aceastda 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, reiegind din similitudinea diapazonului ambelor
instrumente. Ca exemplu, putem numi Adagio si Allegro pentru corn (violoncel sau vioara) si pian,
op.70 de R. Schumann, Trio pentru corn (sau violoncel), vioard si pian 0p.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 Iui 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 §i pian
coincide cu tema miniaturii instrumentale pentru trompeta si pian.

Tratarea (Tempo primo), bazata pe tema principala, este mai laconica comparativ cu expozitia,
realizandu-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 migcarea 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.

Daca 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 atét 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 orgad 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 constituitd 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 tipicd 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 datd partida cornului este patrunsd de ritmica de tip parlando-rubato,
melismatica de sorginte populard (mordente superior), specifice arealului folcloric roméanesc. Dupd cum
afirma Gh. Ichim, ,,cadenta reprezintd 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 Tmbogétitd cu alte procedee
tehnice. Remarcam aici imitatia buciumului prin intonatii de cvarti-cvintd 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 intai 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, realizand un contrast intre partile extreme. Acest material muzical a aparut initial in 1967,
ca o piesa 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 vioara, violoncel §i pian.

Fiind scrisa in forma tripartitd simpla, partea a doua nu introduce un contrast tematic prea mare
intre sectiuni (a a1 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 lenta, 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 liricAi — atat romaneascd, cat si europeand. Aceastd
trasatura sinteticd a melodiei partii mediane, ii confera o atractivitate sonora deosebita.

Melodia debuteaza cu o introducere din 4 masuri in orchestra (o propozitie), cu implicarea
migcarii descendente pe secunde cromatice, care reda un caracter trist, sensibil, tdnguitor. Pe plan
armonic se foloseste succesiunea acordica t DD Sgs 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 evidenta melodicitatea si
profunzimea ei. Totodata, 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 a2 (m.39). Accentuam trasaturile tipice pentru cadentd, in codul concertului
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instrumental din perioada clasicd sau romantica: rubato, caracterul improvizator al partidei solistice,
accentul pus pe calitatea sunetului i nu pe complexitatea tehnica.

Exemplul nr.6
Cadenza rubato
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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 reprezinta apogeul partii mediane, dupa care apare o
mini-cadentd (mm. 60-61) construita pe sunetele dominantei, care pregateste o codda mica, unde se
accentueaza cele mai importante intonatii ale temei romantei.

Exemplul nr.7

64 rit. molto
4} . L T e - —

L] [ = . - | —* IT . - [ ~* [ = [ —* L] - Il |
m:“:;ﬁﬁf__.:#ﬁfpo g VT # T he 1V [ @ 7 & a2 |
e s s e e S s e s e s
0] [ 4 . . 1 > 1 - ' ' ' y

—_ mf —— mp calando ——— p ——— Pp morendo
55
= =
|
s & —— 11—
NU Y] 1
[J)
J affemtuoso — D
Tabelul 2
PARTEA A 2-A. ROMANZE
Andante tranquillo Rubato Primo tempo
Intro a ai cadenza a2 coda
c c c c ¢, B, Es, f, ¢ ¢, 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 forma 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 asemanarea 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 larga, 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 articulata si completata pe plan armonic si
ritmic de orchestra.

Exemplul nr.10
Presto (J=192)
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Ultima expunere a refrenului (primo tempo) introduce unele modificari legate preponderent de
partida cornului. Linia melodicd se plaseazd cu o octavd mai sus, devenind astfel mai tensionata.
Raportul instrumentului solistic cu orchestra se bazeaza pe procedeul intrebare—rdaspuns, pe un dialog,
tipic genului de concert. Partea a treia, precum si intreg concertul se incheie cu o scurtd codd — 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 1nsa, cd aceasta creatie a intrat deja in repertoriul concertistic national, avand in
vedere ca 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 i In patrimoniul componisticii
universale.
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OPTAHHOCTbD KAK IIPUHITAI IIOCTPOEHUA OPKECTPOBO 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

CHEKAHA IIBICJIAPD,
JIOKTOP UCKYCCTBOBEJICHUS U KYJBbTYPOJIOTHUH, JIEKTOP YHUBEPCUTAD,
AkazeMusi My3bIKH, T€aTpa U U300pa3uTeIbHbIX HCKYCCTB

CZU 780.8:780.614.332.083.21.088:785.11

B oannoii cmamve ananusupyiomcs Hekomopbvie 0CoOEHHOCMU OP2AHHO20 MbIUIEHUS 8 OPKECIMPOBOl
mpanckpunyuu daxoeckoui Yaxonel Ilasna Pusunuca, komopble HQWIU NPoseieHue 8 UCNOIb3068aAHUL MEOTIEHHBIX
U peoKuUx cmen memopa, KOHMPACMHOM CONOCMABIEHUU OPKECHPOBBIX MACC U 0CODOU peucmpo8oll OUCNO3UYUU,
BbIPAIICEHNOU 8 YCIOBHOM PA30ENeHUU UHCIPYMEHMO8 OPKeCmpd HA 1A0UAIbHbIE U SA3bIYKOBbLE.

Knrouegwie cnosa: Ilasen Pusunuc, Yaxona, memop, opeannocms, 0codds pecucmposas OUucnosuyus,
nabuanbHble UHCMPYMEHmbl, A3bIYKO8ble UHCTPYMeHmbl, 0rgano pleno, memobpogwiii 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 gi-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 organisticd, 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

OpHOM M3 KOHCTPYKTHBHBIX CBepx3agad B cuMmponudeckoMm tBopuecTBe II. PuBmiuca
1970-x rr. sBAsETCS U OPraHHOCTH KaK MPHUHIIMIIA IOCTPOCHUS OPKeCTPOBOH Tkanu. OHa Haubosee
penbedro BbIpazunack B Cum¢ponuueckux manyax (1969), Vuuconax (1973) u opkecTpoBoii
tpanckpunuuu Yaxoust (1972) U.C. baxa. Tepmun opeannocms Ob11 npeanoxen H. 3eiidac B cratbe
Ilagen Pusunuc, paccMaTpuBalolledl COYMHEHHS] KOMIIO3UTOpa, M (uUrypupoBall Kak CHHOHHM
«UILTIO3UM OPTaHHOM 3By4YHOCTW» [1, €.60].

Nnesa opranHocTH B Ha3BaHHBIX INpou3BeleHusx [I. PuBuimca cBs3aHa ¢ BOIUIOLICHUEM
Pa3INYHBIX KOMIIO3ULMOHHBIX 3a7au: HeOPOIbKIOPHbIX — B Cum@oHnuyeckux manyax u YHucownax,
HeoOapouHbX — B Yakowue. B mepBoM cilyuae OpraHHOCTb CIY)KWJIa PACKPBITHIO MOTEHIMATbHBIX
BO3MOXXHOCTEH MOHOJMHU M €€ CUM(OHHU3AINH, aKIIEHTUPOBAHHIO PA3HBIX YPOBHEW TOPU3OHTAIN Kak
pycell KWHETHYEeCKOM SHEepruu; BO BTOPOM — OblJa HAOpsAMYIO CBsi3aHA C OPraHOM Kak C
WHCTPYMEHTOM, BO MHOTOM OTPEIEIISFOIIAM MOITHYIO MYy3bIKaTbHO-(QHUIOCOPCKYO0 KOHIIETIIIHIO ITOXH
Bapoxkxko.
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Cpenu HanOoJsiee NOMYJISIPHBIX MY3bIKAJIbHBIX HHCTPYMEHTOB bapokko MMeHHO opras o6ianan
0cOOBIMU BO3MOKHOCTSIMU 110 CO3/IaHHIO HOBOTO 00pasa nmpoctpaHcTa. ['. PriOMHIIEBa CBA3BIBAET STOT
¢akT ¢ ero moutu OecrpeeNbHBIM 3BYKOBBICOTHBIM JHANa30HOM U HCKIIOUUTEIHHBIM TeMOPOBBIM
MHOroo0OpasueMm, a TaKKe C TeM, 4YTO OpraHHas My3blKa CO3JaBajach C pacuyeToM Ha SpKHe
aKycTHuecKue 3QQeKTbl, KOTOpble CTAHOBUIINCH BO3MOXKHBIMH B YCIIOBHAX OOLIMPHOTO BHYTPEHHETO
MIPOCTPAHCTBA XPHUCTHAHCKOrO Xpama. [lo MHEHHIO HCCIenoBaTeNs, «XapaKTEepHbIE IUIsl OpraHHON
MY3bIKH BHE3AITHBIE CMEHBI PETUCTPOB (TEMOPOBOW OKPACKM) M MHTCHCHBHOCTH 3BYYaHHsI CO3/aBallid
WILTIO3UI0 IPOCTPAHCTBEHHOTO MEpEMEIIeHHS ‘‘3BYKOBBIX Macc” Ha JaJleKhe WK ONM3KHe PacCTOSHHUS,
YTO BBI3BIBAJIO Y CIIyLIATENEH OLIyIIeHHE IPeObIBaHUS BHYTPH TPEXMEPHOT'O 3BYKOBOI'O IIPOCTPAHCTBA
[2, c.9].

Wnes opkecTpoBku 6axoBCKOro menaespa Bo3Hukia y [1. PuBummca eme B cTyJeHUECKHE TOABI
BO Bpemsi paboTel moj pykoBoacTtBoMm JI. I'ypoBa. Ydenmueckuii BapraHT HHUKaK He TPHU3HABAJICS
aBTOPOM OKOHYATENbHBIM, M Ha TNPOTSHKEHUHM Ooliee JHecATka JeT Yaxona upeTepneBaia psl
KapAVHAIBHBIX M3MEHEHMH, CBS3aHHBIX C DBOJIONUEH MY3BIKAaIbHBIX B3[VIAJOB KOMIIO3UTOpA H
nproOpeTeHreM UM Mpo(hecCHOHAIBHOTO OMBITa U MacTepcTBa. B pe3ynbrate Obuta co3fana pabora,
no noBoxay kotopoi Il. PuBmimuc yTBepknam, 4To 3TO €AMHCTBEHHAs U3 COOCTBEHHBIX MAapTHTYp, B
KOTOPO# €ro 1mo4Tu Bce ycrpanBaiio. OCHOBHOE B HEW 3aKJIFOYAIOCh B pPealN3allii OPTaHHBIX UeH (B
gactHOCTH, tutti), mpu KOTOPBIX Kakaas MOCIeayromas KyJIbMHHAINSA CHIBHEE TMPEIbIIyIIeH.
BricTpanBass OpKecTpoBBIM BapuaHT Yakoubi, KOMIIO3UTOP YCWIMI IUHAMHYECKHE KOHTPACTHI
CKPUIIMYHOTO OpHUrHHAaJa, Yepenysl 3Byd4aHHE PA3IMYHBIX MHCTPYMEHTAJIBHBIX TPYIII MO aHAJOTHH C
perucTpaMy OpraHa W TeM CaMbIM OINpeAessAs HE TOJNBKO MOUIHOCTh U IIOTHOCTH 3BYYaHUS
OpPKECTPOBOM MAaccChl, HO U €€ XapaKTep.

Eme ogHuM mMoBOIOM 1St BEI3PEBAHMSI UIEH OPTaHHOCTH KaK OJHOHN M3 TeMOPOBO-CTHIIEBBIX
JOMHUHAHT cuM(oHNYecKoil My3biku I1. PuBnnnca crano BiusHUE TMYHOCTH BBIAAIOLIETOCS UCTOPUKA
opkectpa 0. ®opryHaToBa, 00mIeHE ¢ KOTOPHIM, HadaBiieecs B 1961 T. B paMKax KOMITO3UTOPCKOTO
ceMHuHapa B IBaHOBO U MpoJUIMBIIEECs MMOYTH YEThIpE AECATHUIETHS, BO MHOTOM HAJIOXKHJIO OTIIEYaTOK
Ha TBOPYECTBO U ACTETHUYECKHE B3ITIAAbI KOMIIO3UTOpA. YTIyOJIIEHHO M3ydas CO CBOMMHU YUCHUKAMHU
MHUPOBYIO CUM(OHUYECKYIO JIUTEpaTypy U oOpaiasi BHUMaHHWE HA HECTaHAAPTHBIC KOMITO3UIIMOHHBIE
peleHns B TOM WM HHOM npou3BeaeHuu, npodeccop 0. @opryHaToB, HapsiLy ¢ IpyruMH, IPUBOIUI
B nipumep bonepo M. PaBensi, B KOTOpoM TeMOp, Kak CIEJICTBUE «OPKECTPOBBIX 3aTei» (BBIpaKeHHE
H. Pumckoro-KopcakoBa) komMno3utopoB-HoBaTopoB XIX B., cran apamartyprueid, Gpopmoi u maxe
coJiep>kaHueM 3Toro omyca. [IoMuMo OpUrnHAIBEHOrO IPUMEHEHUS! CONBHBIX TEMOPOB, YUaCTBYIOIINX
B pa3BepTHIBAHUHU MY3bIKaIBHOTO MaTepHaia, OrpOMHast PoJib B HEM OTBEJICHa CMEIIaHHBIM TeMOpaM 1
BBIPa3UTEIbHOCTH tutti.

KagecTBo opranHocTu opkecTpoBoii GpakTypbl B Yaxone BO3HUKAET Onaronaps psay GakTopos,
BOXHEHIIMMHU M3 KOTOPBIX SIBISIFOTCS NMPUMEHEHHE CBOWMCTBEHHBIX OPraHHON MY3bIKE PEIKHUX CMEH
TeMOpa, TeppacooOpa3HOW OPKECTPOBKM TEMAaTHUECKHUX OJOKOB M KOHTPACTHOTO COIIOCTABJICHUS
3BYKOBBIX MacC; a TaKkKe cneyugpuueckas pecucmposas Oucno3uyust, 3aKkIrYaroniascs B yCIOBHOM
pa3fesieHnd MHCTPYMEHTOB Ha TPyHMy JaOWalbHBIX W TPYMIY S3bIYKOBBIX B 3aBUCHMOCTH OT
PETUCTPOBOM CUTYaIIMH U XapaKTepa KOHKPETHOTO My3bIKaJIbHOTO MaTepHaia. Paccmorpum nogpoOHee
KaX/Iblii U3 PaKTOPOB JOCTIKEHHS OPTaHHOTO 3By4aHus B counHenusix 1. Pusmiuca.

Kak wm3BecTHO, MpOM3BENCHMSM, CO3AaHHBIM Ul OpraHa, caMoro OOJIBIIOTO W CJIOXHOTO
MY3BIKQIBHOTO HHCTPYMEHTA, CBOUCTBEHHBI PEJIKUE CMEHBI PETHCTPOB, PAKTyphI, TEMOpA, THHAMHUKH.
[IpoBoas mapamnenu MexIy oObEMOM 3BYKOBOH MacChl M TPOTSHKEHHOCTBHIO Pa3liesioB (HOPMBI,
A. IlenGepr yTBepkaai, 4To 4yeM OoJblie 3BYKOBasi Macca, TeM KpYyIHee J0JDKHA ObITh My3bIKalbHas
cTpykrypa [3, c.182]. Ilosromy ¢opma opraHHOTO NPOM3BEACHHA OOBIYHO CKIAIBIBAECTCS U3
pa3BepHYTHIX OJOKOB pa3IMYHON TWHAMUKH U HEOAMHAKOBOTO TEMOPOBOIO COIEPKAaHMs, IOTOMY YTO
cneun¢uKa Urpsl Ha OpraHe 3aKiovaeTcs HE CTOJNBKO B UTPE KPacKaMu, CKOJIBKO B HOCTETIEHHOM
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MEIJIEHHOM HCYEPIAaHUM COIEPXAHUSA U TIyOMHBl MHCTPYMEHTAIbHOM MIEeU TOW WIM HMHON 4acTH
MY3BIKJIbHOTO MTPOU3BEICHHUSL.

Kak n3Bectno, ckpunnunas Yaxona W.C. baxa u3 pe-MunopHo# [lapmumel 119 CKPUIIKH COJIO
JMILIEHA TTyOOKHX, PE3KO OYEpPUEHHBIX MPOTHBOIOCTABIEHUII — OCHOBHOM KOHTpAacT B HEH CO3JaeT
JUIIb MaXOpHAs 4YacTh, BHOCSIAS B pa3BUTHE MY3BIKM IIPOCBETIIEHHBIE TOHa. BpicTpauBas
OPKECTPOBBIE BAapHUaHTBl BOCBMHTAaKTOBOM TEMBI XOpalbHOro ckinaga, II. PuBummmc ycwnmn
JUHAMHUYECKHE  KOHTPAacTbl  CKPUIIMYHOTO  OpUTMHAaNa, 4epeAysd  3BY4YaHHME  pa3IUYHBIX
MHCTPYMEHTAIBHBIX TPy IO aHAJIOTMU C PETUCTPAaMU OpraHa U TEM CaMbIM OINpPEAENsAs HE TOIBKO
MOIIHOCTh U IJIOTHOCTH 3BYy4YaHMs OPKECTPOBOM Macchl, HO M ee xapakrep. «Co3maTh CpencTBaMu
OpKecCTpa WUTIO3HIO0 OPTraHHOW 3BYYHOCTH — OCHOBHas uaest Yaxouw: PuBnnuca», — numet H. 3efidac,
BBIIECTSAS. B COYMHEHHU «KPYIHBIE IUIACTBI 3BYYHOCTH, COIIOCTABICHHSI PETUCTPOB U TI'PaHAMO3HBIC
JUHAMHUYECKHUE TIEpEmaIpl: 0T Pianissimo mo BemmuaBo-mMpaunoro fortissimo tperseit, 3aKmounTeNbLHOM
KyJapMuHanum» [1, c.61].

3HauyuTeNbHAs POJIb B TPAHCKPUILIMU IIPOM3BENEHUS NPUHAUICKUT TEMOPY CTPYHHBIX,
MIPUMEPOM YEro MOXKET CIYUTh HadaJdbHOE n3JiokeHue TeMbl Buononuemsimu. Y 1.C. baxa Tema cpazy
3aaeT OOmUH TOH «COYETaHWEM KOHIIGHTPHPOBAHHOW MWHOPHOCTH C JHEpPrued pa3MepeHHO-
aKTUBHOTO Xapakrepa, <...> o0emas HEYTO MHOIO3HAUYHUTENIFHOE, CypOBO-MY>KECTBEHHOE U
TOop KecTBeHHOE» [4, ¢.215]. I1. PuBmiuc ke nocpeacTsom TemOpa n30paHHON UM CONUPYIOIIEH TPYIIIBI
Buostonyeseit divisi a 3, oTmryaromieiicst 60raTcTBOM 3BYKOBBIX U THHAMHYECKHX OTTEHKOB, COOOIIACT
TEME TEIUIOTY 3BydYaHHs YEJIOBEUECKOro rojoca, 4ro mepenaer, nepedpasupys B. Llykkepmana,
«BO3BBIIICHHYIO M1€Yajb, IO BpeMEHaM MPUOIMKAIONIYIOCS K TParu3my, HO M He H30eraronyro Terioi
yenoBedHOCTH» [4, ¢.215]. Pomp commpyromux BBICOKMX CTPYHHBIX BaXHA W B H3JIO0KECHHUU
pPEUUTATUBHBIX MOCTPOCHUH — CBOErO poJa «IMPHUUYECKHX OTCTYIUIGHHH» OT TeMbl. 37ech MapTUu
CTPYHHBIX HOCAT BUPTYO3HBIM XapakTep, HEMPEPHIBHBIM JBIKECHHEM HAIOMHUHAS THI CKPUIIMYHOTO
IyOisi M HEpeaKO KOHTPAcCTHPYsS C HETOPOIUIMBOM PHUTMUYECKOW IyJbCallueii, CBOWCTBEHHOU
OCTaJIbHBIM BapHaLUsiM.

Obpasnast cepa, cBA3aHHAs C MCIOIb30BAHUEM [EPEBAHHBIX yXOBBIX HHCTPYMEHTOB,
NPUBHOCUT B COYMHEHHE MHOE KadecTBO 3BydaHus. Obnamasi oco00H KOMITAaKTHOCTBIO, a TOPOH U
HaNpsDKEHHOCTBIO TeMOpa Omaromapsi SipKOM HWHAMBUAYAIU3ALMH PErHCTPOB POAOBBIX M BHUIOBBIX
WHCTPYMEHTOB, IYXOBBIE BCAKHI pa3 HAIOJIHAIOT KOJOPUT BapHaLlUii HOBBIMH KPACOYHBIMH OTTEHKaMHU
KaKk B TEMaTMYECKMX TPOBEACHHIX, TaK U B KOHTPAIyHKTHPYIOIIUX JIMHUSAX. MeIHble IyXOBbIE
o0oramarT JUHAMHYECKHE BO3MOXKHOCTU OpKecTpa Yaxowwl, puaaBas 3By4aHHIO MOIIb U OJECK, a
TaKXe CIy)XaT MeJaIbHOW M PUTMHYECKON omopoil ¢akTypbl. Bennka ponb MyXOBBIX B CO3JaHUU
«OpraHHOW MUKCTYpbI, NMPHIAIOIIEH HOBYIO OKpacKy AyOnupyeMoMy TeMOpy B 3aBHCUMOCTH OT
uHTepBana ayomuposkm» [1, c¢.61]. H. 3eiidac cBsa3pIBaeT ¢ TaHHBIM NPUEMOM «HOBYIO OPKECTPOBYIO
JIEKCHUKY», IPUCYIIYI0 COUYMHEHUSIM Kommo3uTopa 1970-x rr.

Oco0Oble  (opMBI  CONBHOTO WJIM KOMOWHHUPOBAHHOIO TNPUMEHEHHS HHCTPYMEHTOB
CUM(OHNYECKOTO OPKECTpa SIBIISIOTCS XapaKTepHBIM MPHUEMOM CO3J]aHUsI OPTaHHOCTH OPKECTPOBOMH
GbakTypel M MOryT OBITH OIPpENeNIeHbl KaK cneyuguueckas peaucmpogas oucnosuyuss (TEPMUH
W. bapcooii) [3, c.171]. McxoaHol TOYKO# ISl CO3MaHMSI ITOA00HBIX TEMOPOBBIX aJUTFO3UH CTAJIO IS
I1. PuBnnmca 3HaHUE BBIPA3UTENBHBIX M TEXHUUECKUX BO3MOXKHOCTEH OpraHa, a TaKkKe ONpeesIeHHBIX
KaHOHOB PETHUCTPOBKH, 3aKpPEIUIEHHBIX B IPAKTUKE OPraHHOIO HCIOJIHUTENbCTBA PeHeccaHca
bapokko ¥ OTHOCSIIMXCS, TIaBHBIM OOpa3oM, K NPUMEHEHHIO PETHCTPOB OpraHa, KOTOpBIE IO
YCTPOUCTBY TPYO MOJpa3/IesuINCh Ha JJAOUATbHBIC U SI3bIYKOBBIE.

Jlabuanvuvie PErucTpsl ABISIOTCS OCHOBHOM TEeMOpOBOH Tpymmoil opraHa, a MX MSTKOE,
«OKPYTJI0e», JIUIICHHOE OCTPhIX 00EPTOHOB 3By4aHHE BapbUPYyETCs B Ipenesiax ot pp 1o msrkoro f. K
9TOM TPYIIE NPUHAAIIEKAT:
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— peructpsl QIeHT, IpUMEHSIOMUecs I U3JI0KESHUS MEJIOINYECKON JIMHUM U B Ka4eCTBE
3BYKOBOMW HaJICTPONKH;

— wTpaiixepsl (HeM. Streicher — cTpyHHBIIT), KOTOPBIE HCHONB3YOTCS MPEUMYIICCTBEHHO B
9KCIOHUPOBAHUHU COJIBHOIO Tosioca, ()OHA M OYEHb THUXMX AaKKOPAOBBIX SIHM300B B
JAMHAMHYECKOH aMILTUTY/Ie OT pp A0 Mf;

— TPUHIUNANB, HWMEIIIME IUIOTHYI0, HACBHILEHHYI, «MY)KECTBEHHYIO» OKpacky H
YIOTpeOsIoIuecs B KA4eCTBE OCHOBHOTO I'0JIOCa B TPOMKOM U IIOJIHOM 3ByYaHHMHU OpraHa;

— PpErucTpbl TNPHU3BYKOB (QIMKBOTBI M MHUKCTYpPHI), B KOTOPBIX KaKOblH TOH HMEET
COOTBETCTBEHHO OJMH WJIM HECKOJBbKO Oojiee crnaOblX TapMOHHYECKHX HAJICTPOCK, HE
UCIOJb3YEMbIX OTIENBHO, a MTOJKII0YAEMbIX K OCHOBHBIM UM COJIMPYIOIINM Ha PAacCTOSHUU
Pa3IMYHBIX HHTEPBAJIOB.

A3viukoebie PErHCTPBl  00JAaJAIOT OCOOBIM XapaKTePHBIM, «OCTPBIM» TEeMOpPOM, OHH
MPUMEHSAIOTCA B KauecTBE COJIMPYIOUIMX, B PA3JIMYHBIX COYETAHUSAX, & TAKKE HCIOJB3YIOTCS IpH
MIOJIHOM 3BYYaHHUHU OpraHa.

CoenuHeHue JTaOHATbHBIX U S3bIYKOBBIX PETHCTPOB BMECTE C MHUKCTypol oOpasyer Organo
pleno, peann3yemoe Kak 3ByKOBasi «ITMPAMHUJIay: YeM rPOMYE aKKOPJI, TeM OHa rpaHIro3Hee. MHUKCTypa
«3BYKOBOH KOPOHBI», CO3[JaBaeMasi BBICOKUMH OOEPTOHOBBIMH DErHCTpaMH, IPHOAET oOLeMy
KOJIOPUTY COUMHEHUS SIPKOCTh U OJIECK.

Ha3Bannble TeMOpoOBBIE perucTpsl opraHa B mepBoii monoBuHe XX B. chopmuposamu
COOTBETCTBYIOIIME MM YCJIOBHBIE OPKECTPOBbIE OHKBUBaJEHTbl. COIJACHO CHUCTEMaTHYECKOMH
KIaccu(UKAlMA  MY3bIKaJIbHBIX ~MHCTPYMEHTOB XOpHOOCTens—3akca, TMPHHATOW 32 OCHOBY
WHCTPYMEHTOBEJEHUSI MHOrux eBponeiickux crpaH u CIIIA, nyxoBble MHCTPYMEHTHI NEJSATCS Ha
nabuajbHbIe, A3BIYKOBBIC U MYHIIITYYHbIE (aMOyIIIOpHBIe). Y mabuanpHbiX (at. labium — ry6a), k
KOTOPBIM OTHOCSITCS BCE€ BHIbl (DICHT, HCTOUYHMKOM KOJICOAaHWH SBIISIETCS CTPYS BO3/AyXa,
paccekarorasicst 06 OCTpbiii kpait uHCTpyMenrta (labium). YV s3bIYKOBBIX HMCTOYHHKOM BHOparuu
SBIISIETCS KOJICOMIOIIMIICS SI3BIUOK, HAXOAALIMHCS B MYHIIITYKE HHCTpyMeHTa. JlaHHasi rpymma
BKITIOYAET CEMEHCTBO ro00eB, KIapHETOB, ParoTo, cakcoGoHOB. Y MYHAINTYYHBIX HHCTPYMEHTOB, K
KOTOPBIM MPUHAIJIEKAT MEAHBIE IyXOBEIE (BaJITOpHA, TPyOa, TPOMOOH, Ty0a), peryasiTopoM KoJieOaHui
cToyba BO3yXxa B HHCTPYMEHTE SIBJISIETCSl aMOYIIIOP My3bIKAHTA.

Ecnu roBopute 00 opraHe, To ero (eHTOBBIE PETHCTPbl HAIIOMUHAIOT 3BY4aHUE (IICHTHI
MTUKKOJIO W OOINbIIoi (hJIeldThl B HU3KOW M CpeJHEH TecCUType; IUTpaixepbl — CTPYHHYIO TPYIIILY
OpKeCTpa; MPUHIIMIIAIBI aCCOIUUPYIOTCS ¢ MEAHBIMHU U JIEPEBSIHHBIMH MHCTPYMEHTaMU B CPETHEM U
CpeAHEe-HU3KOM PETruCcTpax; MUKCTYpaM M aIMKBOTaM IIPHCBAaUBAIOTCS CBOWCTBA AEPEBSIHHBIX JYXOBBIX
B CpElIHE-BHICOKOM M BBICOKOM perucrpax. Bcem yciioBHO i1aOuaibHBIM perucTpaM COOTBETCTBYET
AMHAMHYECKas aMIUTUTYya oT p a0 Mf. B kauecTBe S3BIYKOBBIX PETMCTPOB HCIOJIB3YIOTCS TJIaBHBIM
00pa3oM JiepeBsHHBIE yXOBbIC B BBICOKOU U BbIcOUaiiiieii Teccutype B quHamuke ot f no ff. B Yakone
I1. PuBmiirca MOXHO BBIJICIIUTH IISITh CIIOCOOOB UMUTALIMK CHEIU(PUUSCKON OpraHHON JTUCIIO3ULINH:

— npeoOnaganue TeMOpOB (IIECHT 1 BAJITOPH B CPEAHEM PETHCTPE C ANHAMHKOM p, mf, KOTOPBIM,
O CJIOBaM KOMITO3HTOPA, «CBOMCTBEHHA HEKOTOPasi PaCCHITIATOCTbh, PHIXJIOCTh 3BYKay; 00ecleunBaeT
3BYKOBBIE CBOMCTBA J1a0MAJILHOTO PErucTpa OpraHa;

— IOMHUHHUPOBaHHE ceMeNcTBa T0O0EB H/WIIH IPYTUX JIEPEBSIHHBIX TyXOBBIX B UX HauboJee IpKo
3BYYalllUX PErucTpax; MPUBOAUT K C(HOKYyCHPOBAHHOCTH, TJIOTHOCTH 3ByKa, CIOBHO COOpPaHHOTO B
ITy4OK, AaHAJIOTHYHO SA3BIYKOBOMY PETUCTPY;

— TOCTIOJICTBO TEBYYETO, HAIIOJIHEHHOTO TeMOpa CTPYHHOU TPYIIIBI OPKECTPA; aCCOMUNPYETCSI
CO LITpalxepoM;

— BEPTUKAIBHOE WJIM TOPU3OHTAIBFHOE COYETaHHE YCIIOBHO JaOHalbHBIX M SI3BIYKOBBIX
WHCTPYMEHTOB; IPUBOAUT K CO3/IaHUIO WITIO3UY TIPUHITUIIANA;
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— tutti, mocTpoeHHOE TIO MPHHITKUIY PABHOMEPHOT'O 3aITOJHEHUSA BCEX «ITaKEN» OPKECTPOBOM
BEpPTUKAJIM, NPHU KOTOPOM MYy3bIKaJbHas TKaHb, HE pAacCHaarollascsi Ha OTICJIbHBIE SPYCHl, HE
coJiepKalias TeCCUTYPHBIX IMyCTOT M XOPOLIO cOaTaHCHpOBaHHAas MO BepTUKaiH, Gopmupyer Organo
pleno.

Takum o0pazom, ckopOHas sKkcmpeccus capabanipl, madoc ¥ THMHUYHOCTH XOpasia, peueBast
MHTOHALIMOHHOCTh MOMEHTOB («JICKIaMalln», HEMOKOoJeOMMas POBHOCTb «1yOiei», SHeprus u
HEYKJIOHHAs TIOCTYNAaTeNbHOCTh HWHTEPMEAMH OKa3aJuCh OTIPABHOM TOYKOW M  CO3JaHMS
MacIITaOHOM 3HAYMTENILHOW OpPKEeCTpPOBOM TpaHckpunimu Yaxoww: [1. PuBmnuca, B KoTOpo#
crenn(uIecKasl «perucTpoBas OKpacka» KaxZOM U3 OPKECTPOBBIX IPYII HE TOJIBKO CIIOCOOCTBYET
CO3/IaHHIO WIITIO3UM OPTaHHOTO 3ByYaHUs, HO U HECET CBOIO BaXKHYIO JpaMaTypruiecKyro Harpysky. B
YaCTHOCTH, CTPYHHBIE BBICTYIAIOT B POJIM TEMOPOB, M3/IArarolINX OCHOBHYIO TEMY, a TAaKXKe UIPArOT
pOIIb CBOETO POJA «IMPHUYECKHX OTCTYIUICHHI», OTTEHSIONMX pPa3ienbl, B KOTOPBIX IPOHUCXOIUT
OCHOBHOE JApamaTrypruieckoe paszputre. CBoero poaa TeMOPOBBIMH IEPCOHAaKaMH ITOTO JCHCTBa
CTaHOBSTCS HHCTPYMEHTBl YCI0GHO NAOUANbHOU M YCIOBHO A3bIYKOSOU TPYHI CUM(DOHHUECKOTO
OpKEecTpa, poJib CYMMHPOBaHHsI MY3BIKQJIBHOTO MaTepHaja, CBOSOOpa3HBIX HMTOI'OB €r0 Pa3BUTHUS,
BBITIONHSIOT )YCNIOBHbIE NPUHYUNAAbl, B KOTOPBIX IPOMCXOJUT KOHTPACTHOE COIOCTABIICHHUE
«PETHCTPOB» KaK B OPKECTPOBOW FOPU30HTANM, TaK U B €€ BepTHKanu. M, HakoHew, KyJIbMUHAIUEH
MY3BIKaJIBHOTO TPOIIECCa CTAHOBUTCS 3ByKOBas mupamuaa organo pleno.
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KOHLHEPTHAA MY3bIKA C. IBICJIAPb — OBPA3EIl TBOPYECKHUX IIOUCKOB
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

EJEHA CAMBPUIII,
JIOKTOP MCKYCCTBOBEACHMSI, KOH(EPEHIIAp YHUBEPCHUTAP,
AkanieMusi My3bIKH, T€aTpa U U300pa3UTEIbHBIX HCKYCCTB

CZU 785.6(478)

B cmamve paccmampusaemca Konyepmnas mysvika C. [lviciaps — Apkoe u ounamuunoe covunenue,
omauyaroueecs OpUSUHATLHOCbBIO 3AMBICIA, NOUCKOM HEMpAOUYUOHHBIX NPUHYUNOE DOpMOoOpaA306aHUs,
HOBU3HOU MY3bIKAbHO20 A3bika. Cpeou MHOJICecmea pasiuitblX KOHCHMPYKMUGHbIX 3AKOHOMEPHOCHET 6ecbMd
NI000MBOPHOU OKA3ANACH PAOOMA ¢ NApaAMempoM MACChbl 36YKA KAK HOBbIM (haKMypHO-OUHAMUYECKUM NPUEMOM,
VKA3bI8AIOWUM HA COBPEMEHHYIO MPAKIMOBKY MOOENU KOHYEPMHO20 HCAHPA.

Knrwouesvie cnosa: konyepmuas mysvixa, C. Iviciaps, 3akoHOMepHOCIU OP2AHUZAYUU CIPYKIYDbL

Articolul se referd 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

Cuexxana WnbuanyHa Ilpicnapb NPUHAANEKUT K TOMY HOKOJIEHHIO TBOPUYECKHX JMYHOCTEH,
KOTOpBIE BOLLIM B My3bIKaJIbHOE MCKyccTBO Pecrybnmku MonmoBa B 90-X roax MHHYBIIETO BeEKa.
Ceiiuac MHOTME M3 HUX, 3aBOCBaB NpPU3HAHHE, YKe CHOPMHUPOBAIHCH KaK XYAO0KHUKH, MPUBJICKIIUE
BHUMAaHUE KaK WCIOJHUTENEH, Tak U My3bikoBenoB. Counnenus C. Ilpicnapp yacTo 3By4ar B CTOJIMLE
Mo:ioBeI Ha exeroHoM MexxayHapogHoM dectuBane /Juu Hogou my3viku. Hac 3anHTEepecoBaio 0JJHO
13 MPOM3BeIeHUH CUMPOHNUYECKOT0 XaHpa — Konyepmuas my3svika, KoTopoe 0bu10 Hamucano B 1996
r. u ucronHeHo B 2004 r. B pamkax ¢ectuBansg opkectpoMm HarnumoHansHOH (UIapMOHHMU TOJ
pykoBoactBoM O. [IembiMckoro. K HacrosimieMy BpeMeHH B TBOPYECKOM MOpT(ene KOMIIO3UTOpa
UMEeTCsl elle OJHO KpymHoe cuMdoHHuecKoe npousBeneHue — I ocnodaps Mondoswr (Prince of
Moldavia), cosmannoe B 2013 1. u wucrmomHennoe B 2015 r. Ha dectuBane JHu HOB0U MY3bIKU
HarmmonanpHbpIM cUMpOHUYECKHUM OpKecTpoM Tenepaduo-Mondosa mnop ynpasinenuem Jl. Yaycosa.
B3siB 32 OCHOBY 3TM COYMHEHHsI, MBI MOIJIH OBl TOBOPUTH 00 3BONIOLMH CUM(POHUYECKOTO CTHIIS
C. Ilpicmaps, HO He >Kemas 3a0eraTh BIIEPE], OCTAHOBMMCS HA MEPBOM M3 HHUX, TOCKOIBKY KaxIoe
3aCIyKUBAET OTAEIBHOTO pa3roBopa.

IIpon3BeneHusi CyIIECTBEHHO OTIMYAIOTCA B JKaHPOBOM HAKJIOHEHWH, pealn3ys [Ba
CaMOOBITHBIX THIA CUM()OHUYECKON MY3bIKM — KOHILIEPT Ul OpKECTpa U CUM(pOHUYECKUE BapHallly;
B OCHOBE X KOHIIETILIMH JIEKAT pa3Hble MPUHIUILI Opranu3anuy. Ha npumepe aTuX COYMHEHN MOKHO
MPOCIEINTh ONpPEIENIEHHYI0 JIMHHAI0O Pa3BUTHS OPKECTPOBOTO MBIIIICHHS KOMIIO3UTOPA, HTO
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MOJITBEPIKIAIOT U CJIoBa caMoro aBtopa: «Ceifuac MO CTHIIb M3MEHUIICS, sl YK€ THUINY HE TaKk», —
rosoput C. ITbic1aph, — «HO Ha TOT MOMEHT 3TO OBLIO aKTyalbHBIM»?.

Tak 4To ke ObLIO BOCTPEOOBAHHBIM JUIS HavyMHAIOIIEro Kommo3utopa? OTBETHB Ha 3TOT
BOIPOC, MBI CMOYEM JY4IIEe TOHATH, YTO TPEJCTABIISIIA COOON KyIbTypHAas Mapajurma pyoexka BeKoB,
(dopMupoBaBIIas MOJOMABIX XyIOKHUKOB. PaccMOTpuM cHavaina, ecTb M B Kowyepmmuou my3vike
C. I[Tpicnapb TUTM3UPOBAHHbBIC ATPHOYTHI KIIACCHYECKON apXUTEKTOHUKH U KAKHM IYTEM IIell aBTOP B
OCBOCHHHU HOBBIX SI3bIKOBBIX CPE/ICTB.

Konyepmnas myswika (Musica concertata) — nurmuioMHas paboTa, HalMCaHHas B Kiacce
counHenus [laBma boprcoBnya PuBmimca. D10 SpKuif, TMHAMHYHBINA, «OCTPOCIOKETHBIN omyc. Ero
My3bIKaibHas  (a0ynaa JAEMOHCTPUPYET KOHIICHIMIO TIOMCKAa HOBBIX 3BYKOBBIX  CTPYKTYD,
Pa3BOPAYUBAIOIIUXCS B pyciie HHAMBUIYAILHOTO IPOeKTa. MHOTr000pa3re SMOIMOHATILHBIX MOJYCOB,
NPE/ICTABIICHHBIX B COYMHEHUH, COMPSDKEHO C MHOXKECTBOM KOHTPACTOB, KOTOPBIC MOMYEPKHYTHI
CTPEMUTENIBHBIMH TIEPEX0JIAMU OT OIHOHN cepbl BHIPA3UTENBHOCTH K JIpyroi. Takoe coOoTHOIICHHE
OTBEYAET JyXy KOHIIEPTHOTO JKaHpa, peanu3ys MPHUHIUIBI KOHIEPTHOW JpaMaTypruu. B
XyIOKECTBEHHOM MPOCTPAHCTBE MPOU3BEICHUS COMOCTABIISIIOTCS] TPO3HBII UMIICPATUB, TIPUXOTINBASI
W3JIOMaHHOCTh, OTCTPAHCHHAS MEIUTAINS, OOOCTPEHHAS WUMITYJIbCHUBHOCTh. Bynydyd naneKkuMu OT
HEOPOMAHTUYCCKUX YCTPEMJICHUN, MOJOOHBIC KOJJIM3HM IOKA3aTelIbHBI JJISl HAlIeW SIOXH Kak
OTpa)kKEHHE COBPEMECHHOIO B3IJIsIa HA MUP CKBO3b MPHU3MY CJIOXKHBIX MEpUIETHH pyOeka BexoB. B
oTCyTCTBHE (HOINBKIOPHBIX JIEKCEM COUMHEHUE HE COOTHOCHTCS M ¢ HEO(DOIBKIOPHBIM HAMpPaBICHUEM.
MHOTrOCIIOWHOCTh  COJCpIKAHUSI MPEACTaCT B JAUAIOTMYECKOM HECIMSHUM pa3HBIX IUIACTOB, B
HECBOJMMOCTH XY/I0)KECTBEHHBIX aHTUTE3 K CIUHOM MapajurMe, 4TO OTBEYACT COBPEMEHHON MOCIH
KOHIIEPTHOTO COYMHEHHS OPKECTPOBOTO THIIA.

Obwue 3aKOHOMepHOCMU opeanuzayuu BBICTPAUBAIOTCS BOKpYT TJIABHOTO
cucteMooOpasyromiero (akropa — TPUHIUNA KOHTHHYAIbHOW 3BOJIIOMUOHHOCTH, KOTOPBIT
nNpoYepuuBacT pPUTM (QOPMBI, 3a/JaBaCMblii KOHTPACTUPOBAHHMEM MHOXKECTBA HWHTOHAIIMOHHBIX
9JIEMEHTOB C MX MOCIEAYIOUIMM CBOOOJIHO BapUaHTHBIM pa3BUTHEM. OOpa3yercsi KOHMUHYanibHO-
KOHmpacmuull mun xomnozuyuu, mo B. 3amepankomy [1, ¢.323-324], B KOTOpOM MapalieNbHO
HPOSIBIISIIOTCS. HEKOTOPBIE KIIACCHYECKUE MTPUHIUTIBI (popMOooOpa3oBaHus.

KoHTHHYaNBbHO-3BONIOIIMOHHBIA TMPUHIMI  pa3BepThIBaHUS (OPMBI  B3aMMOJICHCTBYET C
COHATHBIM U CIIMUTHOIUKJINYECKUAM, MPETOMIICHHBIMH, IVIABHBIM 00pa3oM, B CEMaHTUYECKOM ACTICKTE.
COHATHOCTH BOIUIOIIACTCS Yepe3 WHBAPUAHTHBIH 00Pa3HO-CMBICIIOBOW CHOKET COHATHOM CTPYKTYPBI,
NpPE/ICTABJICHHBI Kak Jyajqu3M JBYX OOpasHbIX cdep — aKTHBHOW W MEJUTATHBHOM.
[TocnenoBaTeIbHOCTh OCHOBHBIX KOHTPACTUPYIOIIMX PAa3eiOB M UX COOTHOLICHHE MOAYHHSIIOTCS
periiaMeHTy COHATHOW (OpPMBI, yKa3biBash Ha €€ CKPBITBI TEHE3UC, MOAKPEIUIAEMbIH TaKKe
COOTBETCTBYIOIIEH JpaMaTyprueii — JAeHCTBCHHO-aKTHBHOM, 0JTHAKO HAMEUCHHBINA THIT CTPYKTYPhI HE
YTBEPKIACTCSI MHTOHAIIMOHHO-TEMATHYECKUMHU CBSI3SIMA U TapMOHHYECKOH (PyHKIIMOHATBHOCTHIO. B
UTOT€ COHATHOCTh OKA3bIBACTCS PA3MBITOM, POXK/Ias IBOUCTBEHHOCTh MOHUMaHUS (YOPMBI.

Paznensr koMmo3unuu OOHApYKWBAIOT OHUPYHKIHOHAIBHOCTH OJaroiaps MPUCYTCTBHIO
Pa3INYHBIX JIOTHYECKUX MPUHITUIIOB HECKOJIBKHUX KIIACCUYECKUX (HopM:

1) pasmen A (u.1-11), Sostenuto: BeryruieHne/iepBast SKCIO3UIINS;

2) pasmen B (11.12-24), Barbaro: ocnoBHoi pasmen/Bropast SKCIIO3HIIHS;

3) paznen C (11.25-29), Allegretto scherzando: snu3on/pa3zpaboTka;

4) pazmen D (11.30-46), Furioso: mepsas pernpusa, yCaoBHAs/TOKHAS PETIPH3A;

5) pasgen E (11.47-55), Barbaro: Bropas pemnpusa/kona.

2 U3 nuunoi Oecenpl, cocrosBeiics 4.09.2017 r.
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Jloruko-hyHKITMOHATBHBIE CBS3W TOIAECPKUBAIOTCA PSIIOM COOTBETCTBYIOIINX aTPUOYTOB H
CEeMaHTHKOH, HalpuMep, KOHTPACTOM SKCIO3MLIMOHHOTO W PAa3BHBAIOLUIETO THUIIOB H3JIOXKCHUS,
MPOTUBOIOCTABIICHUEM JIBYX THIIOB OOPa3HOCTH — aKTHBHOM M MEAMTATHBHOW U Jp. Peanmusyrorcs
TaK)kKe€ YHUBEpCAIbHBIE 3aKOHB KOMMYHHKAIIMH XYAOXKECTBEHHOTO BBICKA3bIBAHUS, BBIPAYKAEMBbIE
dopmyoit i-m-t (initio — motus — terminus).

OpHako TIaBHOH OCOOCHHOCTBIO JaHHOW CTPYKTYpPHI SIBISIETCSI OTCYTCTBHE TPaTUIIIOHHO
MMOHMMAaeMOM PempHu3bl, TTOCKOJIBKY B 30HE ee OxumaHus (pa3gen D) 3ByUWT HOBBIM TeMaTHYECKHUIT
MaTepHal, Py 3TOM HHTOHALIMOHHOE OOHOBJICHHE MPOIOJDKAETCS BILIOTH A0 KOIBL. B cBoto ouepens,
B KOJZ€, BBHITIONHSIOMIEH ONHOBPEMEHHO (YHKIIHMIO PETPHU3bI, TMPOBOISATCS JBE BAKHEUIIHE TEMBI
Npou3BeleHNsT — TJaBHas TeMa dKkcrno3uuuu (U.47-51) W TaBHas TeMa pemnpu3bl, TO €CTh
npenmnocneanero pasnaena D (11.52-55). Ho pasmen D cam mpeacraeT ycmoBHOW pemnpu3oi, Tak Kak
CYIIECTBEHHO OTJIMYAETCS B WHTOHAIMOHHOM IUIaHE OT TeMaTH3Ma JKCIIO3WIMH, XOTS 1Mo oOpasHo-
acCOLIMATUBHOMY CXOJICTBY cTpeMuTelibHOe furioso ero Bemyiueit temsl (11.30) BOCIpUHUMAETCs KakK
MpoJoIDKeHHe Tpo3Horo barbaro mavampHO#I TeMBI OCHOBHOTO pasjielia — «TJIaBHOM mapTum» (1.12).
HecMmoTps Ha sBHOE MHTOHAIIMOHHOE HECOBIAJCHHE HOBAs «TJaBHAs MapTHs» MOJIy4yaeT MpaBo Ha
caMopealIn3alfio, BEITECHSSI 3 XyI0KECTBEHHOTO TIPOCTPAHCTBAa COUMHEHUS OOBIUHYIO penpu3y. Tak
MepBasi penpr3a He ONMpPaBIbIBACT OKUIAHWN M OKA3BIBACTCA HE COCTOSBIICHCS, HATIOMUHAS JIOKHYIO
penpu3y B KJIACCHYECKHX MY3BIKAIBHBIX (OpMax (XOTS U B MHOM CMBICIIE — KaK TeMaTH4YecKoe, a He
TOHAJIFHOE HECOOTBETCTBHE).

budyHkunonansHOCTE TposiBIIsieTcsl U B cpegHeM pasgene — C, U B MEHbBIICH CTENCHH
3aTparuBaeT nepsble 1Ba — A u B. Hauano Konyepmuou mysviku copmenaeT GyHKIUN BCTYIUICHHS U
MEPBON IKCHO3WIINHU, TTOCKOJIBKY TPECTABISIET COOOH COIMOCTABICHHE IBYX TEM W WX BapHAHTHOE
passutue. IloznHee B HOBOHM TiiaBHOW mapTtuu penpussl — pazzaene D (11.30) — oOHapyxuTcs
HEKOTOpas WHTOHAIMOHHAs OOIHOCTh CO BTOpOW TemoW BeTyruieHHs (11.2). OgHako TeMaTH3M
BCTYMHTEIHHOTO pa3zenia 3aredaTieBaeT JOBOIHHO OJIM3KIE SIMOIIMOHAIBHBIE MOIYCHI, HEJIOCTATOYHBIE
JUISL CO3JIaHMSI OIYIIECHUS TIOJHONPABHON COHATHOW 3KCHO3MIMU. TakuMu CBOMCTBaMM 00JamaeT
WMeHHO BTopoi pazmen — B. Kpome Toro, mepBbiii pazgen (A) HaaelneH COOTBETCTBYIOIIMMU ISt
BCTYIUICHUsSI ~ O0pa3HO-CEMAaHTHUECKUMH  aTpuOyTaMH —  TIOJI3Y4e-XpOMAaTHYeCKHH  MeIoc,
WHTOHAIMOHHOE «HAIIYTIBIBAHUE», 3apOXKJICHHE OCHOBHBIX 3€PEH MEBICIIH, — BCE 3TO POXKIAeT
TPaJAUIINOHHBIN [T HAYaIbHBIX Pa3JIeNIOB KPYIMTHBIX KOMIIO3HUIMN 00pa3 CTaHOBIIEHUS, TOMCKA.

OcHoBHO# paznen B 00pa3zyeT SKCIO3UIHIO: 3/1eCh TOSBIISIETCS CypOBO-PEITUTEIbHAS, )KECTKO
Y HACTOMUYMBO 3By4Yaias riaBHas maptus (11.12), Ha OCHOBE €€ MHTOHAIMOHHOTO MaTeprala BIpacTaeT
cessytomast (1.16), uX OTTeHsSeT 0Opa3HO MPOTHBOPEUMBAs, CEMAHTUYECKH HEOJHO3HAYHAS,
KOHTPAITyHKTHYECKHU CI0HO BBICTpOCHHAs 1mo0o4Has (11.18) v manumapHO-TIo{4epKHYTasl, OTYETINBO
CKaHIMPOBAaHHASA, TaK)Xe WHTOHAIIMOHHO TIPOWM3BOJHAS OT TJIABHOHM TEMBl 3aKIIIOYUTENbHA,
BBITIOJTHSIOIIAS OJHOBPEMEHHO (DYHKIMIO TPEABUKTA-CBI3KM K cieaymomieMy paszgeny (11.24).
KommnozunmonHast Moy siusi, TPOUCXOAAIIAs B YETBEPTOM pazjelne (HopMbl (YCIOBHAs perpusa, o
KOTOpPOH TOBOPWJIOCH BBIIIE), PETPOCHEKTHUBHO pPAa3pylIaeT 3Ty CTPOHHYIO JIOTHKY COHAaTHOM
9KCIIO3UIINH, JIMIIAs €€ TOYeK OMOpbl M yKa3zaHHOW oOocHoBaHHOCTH. Kommnosunusa Kowyepmmoii
MY3bIKU YCIIOKHAETCS, CTAHOBUTCS MHOTO3HAYHOH.

Pasnen C (11.25) npecraet Kak 3nu307/pa3paboTKa, Tak KaK, ¢ OJTHON CTOPOHBI, OH IPOI0JKACT
pa3BuTHE 00pa30B INIABHOW MapTHH, XOTS M CymiecTBeHHO MeHsier ee moxayc (Allegretto scherzando
BMecTo Barbaro), ¢ apyroit cTOpOHBI HHTOHAIIMOHHBINA MaTepHajl 3HAYUTEIHO OOHOBJIEH U ITOYTH HE
uaeHTuguuupyercs. B naHHOM cirydae B 60JbIIel Mepe MPOSBIISIETCS CXOJICTBO HE CTOJIEKO MEIIOTKO-
WHTOHALIMOHHBIX 3JIEMEHTOB, CKOJBKO HEKOTOPbIX OOIIMX [apaMeTpoOB 3BYKOBOM TKaHU —
«IapaMeTpoB IKCTIpeccum», o B. Xomonosoii [2, ¢.100], uTo BeIpaykaeTcst B CKaHAUPOBAHUN aKKOPIOB-
KJIaCTEPOB, LITPUXax Marcato, MacCHBHOM 3BYKOBOM OOBEME.
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KoHTHHYaIEHO-3BONIOIIMOHHBIN IPUHITUT BHOCUT CBOM KOPPEKTUBBI BO BCE Pa3Jielibl COHATHOM
KOMIIO3ULIMU, ONpo8epeds NOAHOCMbIO UMW YACIMUYHO — QYHKYUOHATbHBIE — YCMAHOBKU — ee
OpP2aHU3AYUOHHOU CUCEMDL.

B T0 e Bpems Kowuyepmuas my3vika NaeT TPUMEp COUYMHEHHS, TJC B KauecTBE popmbl
mpemve2o niana MPOYEepPUYCHA CIMTHOLMKIMYECKas kommo3unus. Berymnenune u conatnoe allegro
(pasgenst A u B), ckepuo (pasgen C) u ¢punan ¢ komoii (pasgenst D u E) — BOT 0OCHOBHEIE YacTH 3TOTO
mukna. JInpuko-MeauTaTUBHBIE 00pa3bl HE PEeaM30BANINCh B «CaMOCTOSTENLHOM YacTH», XOTS UM
OTBEIcHA 3HAa4YMTENbHAs Poiib B pazfenax B m D (3kcmosunmu u penpuse COHATHOH (HOPMEI).
Crierudryeckoe SMOIMOHALHOE HAKIIOHEHHUE 3TOW JIMPHKH — 3KCIPECCUOHUCTCKU-HATIPSIKCHHOE B
NEpBOM Ciy4ae ¥ TaWuHCTBEHHO-WH(EpHAIBHOE BO BTOPOM — HE IO3BOJMIU JAHHBIM 3MOLUSM
pacIpoCTPaHUTHLCSI BIIMPh B JIOCTATOYHOM 00BbEME, TaK KaK OPTaHMU3YIOIUM U OJHOBPEMEHHO
CICPKUBAIOIUM  (aKTOpOM  37eCh BBICTYNHIM COOCTBEHHO JpaMaTypruvyecKue MPHHIIUTIBI
KOHLEPTHOTO THMa. B 3TOoM cMmbicne Kowyepmuas my3vika TPeACTaBISeT COBPEMEHHYIO MOJCTb
KOHIIEPTa JUISI OPKECTPA, TJIe OTCYTCTBYIOT TUITUYHO CUM()OHUYIECKUE JUTUTEIHHBIC ATAITbI CTAHOBJICHUS
" pa3BUTUA OAHOI'0O MOJAYCa, HO aKTyaJIbHBIMU OKa3bIBAIOTCA 6I>ICTpI>IC CMCHBI COCTOSIHI/II\/'I, Hepe6pOCKI/I
B pa3HbIe Cephl, KOHTPACTHI PA3TUYHOTO YPOBHS M TeHE3HUCA.

CTpYKTYpHO OpPTraHU3YIOIIUE MPHUHIUIBI KOMIO3HMIIMK BKIIOYAIOT B CBOIO OPOUTY TaKke U
NPOU3BOOHBILL KOHMpACH, TIPETBOPSIEMbIH NBaXIbl. B mepBoM ciydae OH cO3/1aeTcs OTAAICHHBIM
MEJIOTUKO-PUTMHYECKIM POJICTBOM BTOPOI TeMbI BCTYIUICHHUS C TJaBHOM mapTueil penpusbl (0 4eMm
TOBOPHJIOCH BHIIIIC), @ BO BTOPOM — CBS3BIO TJIAaBHOW U MOO0YHOM napTuii u3 pazaena B (11.18) ¢ Bemymeit
TeMoii rienTpanbHoro pasaena C Allegretto scherzando (11.26). iMeHHO 3TH CKpBIThIC HHTOHAIIMOHHBIC
MOCTBI MEX]ly TEMaTH3MOM, KOTOPBIH B IIEJIOM BOCIPUHHUMACTCS KaK CAMOCTOSTCIBHBIN, U HAJCISIIOT
paznen C OugyHKIIMOHAIBHOCTBIO 3MKU30a/pa3padoTku. JJaHHbIN TPOU3BOAHBIN KOHTPACT PACCTABIISCT
OTpEJICIICHHBIC CMBICIOBBIC AKIIEHTHI B IMPOU3BEACHHH, TJC MHOTOe Kak OyITO YKJIOHSETCS OT
OAHO3HAYHbIX OTBETOB. HpHMeaneano €ro MnposBJICHUE B MHOT03J1€MEHTHON HO60‘IHOI7[ napTuu,
KOTOpasi pa3BOpayMBaeTCsl B TPeX IUIACTax (aKTypbl: Y ACPEBSHHBIX JYXOBBIX 3BYYHT HaJIPHIBHO-
CTCHAIOIINHA MOTHB B BBICOKOM PETHCTpE, Y BAITOPH — Pa3MAIllUCThIe CKAYKH B CPETHEM PETUCTPE, Y
CTPYHHBIX — IIECTH3BYYHbIE MOJYTOHOBBIE KacTepbhl B 0ObEeMe KBapThl, IyOJMpOBaHHBIE W
pa3dpocaHHbIC BHU3 HA TPH C TIOJIOBHHO# OKTaBbl. TpH 371eMeHTa MPEICTAIOT KaK TPU CAMOCTOSATEITbHBIX
MIEPCOHAXKA Ha CIICHE U BEJyT ceOs B JabHEHIIIeM BecbMa He3aBUCHMO. [10sBIICHUE W UCUE3HOBCHUE
TPETHETO JICMEHTA BKYIIC WJIM IMTOPO3HBL C ABYMS APYTYUMU U COCTABJISCT CYTh 3BYKOBOT'O CTAHOBJICHUA
BCET0 3Tarna NoOOYHOM MapTHH, KOTOpask OPraHU30BaHA B POHI000PA3HYIO CTPYKTYPY. DTOT SJIEMEHT
CTaHOBHTCSl PUTMO-(PAKTYpHO-TAPMOHUYECKUM HUCTOYHMKOM JJIsi TeMaTH3Ma CIEAYIONIEro pasjiesia u
PETPOCIIEKTUBHO 00HAPYKHBAET OT/IATICHHBIE CBS3H C TEMOU TJIABHOM MapTHH DKCIIO3UIIHH.

Htak, kaxyIascs BHEIIHEe CB000/1a U HEMPUHYKJICHHOCTh U3JI0KEHUS, IPOSIBIIIEMAs B CBSA3H C
JeCTBUEM TPUHIMIIA KOHTHHYaJIbHOM DBOJIOIMOHHOCTH, KOOPIUHHUPYETCS yYeabiM  pPioom
KOHCMPYKMUBHBIX 3AKOHOMEPHOCMEl, BAXKHEHUIIIHE CPETH KOTOPHIX:

1) oOpa3HO-CeMaHTHYECKHE COOTHOIICHHUS! COHATHOTO TUIA M IIUKJINYECKOH (POPMBI;

2) yHUBEpCAIbHBIN 3aKOH KOMMYHHKAIIMH XY/I0’KECTBCHHOT'O BHICKA3bIBAHHS KaK Peaiu3arus

Tpuasl iNitio — motus — terminus;

3) KOHTpACT THIIOB M3JI0KEHHS — SKCIO3UITHOHHOTO ¥ Pa3BUBAIOIIETO;

4) TPOU3BOAHBIN KOHTPACT;

5) KocBeHHO (YCIOBHO) TPAKTOBAHHAS PEIPHU3HOCTD.

B Konyepmmoii my3vike MHOXKECTBO KOHTPACTHBIX COTIOCTABIICHHUH COSTMHSETCSI CO CBOOOIHBIM
BapHaHTHBIM TIpeoOpa3oBaHueM TemaTu3Mma. llocTpoeHust pa3nmuyHON mpoTsHkeHHOCTH ((asbl)
TPYNITUPYIOTCS B Pa3Jielibl, SBISIONIMECS JTallaMH B €OUHOU JAUHUU KOHMPACMHO-6APUAHMHO20
paseepmolearusl.
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JlaHHas TUHUSA NONUYMHSCTCA CIe0YIOWUM OOWUM 3AKOHOMEPHOCMAM, TPONODKAIOIIUM P
KOHCTPYKTHBHBIX IPUHIUIIOB OPraHU3aLUH:

6) TeMOpoBas AMCIO3MLMUS (B3aMMO3aBHCUMOCTh TEMOPOB) M CKPBITBI TEMOPOBBIN CIOXKET
(JTormka TeMOpOBOI TOPHU30HTAIIH);

7) NPUHLUI KOHLUEPTUPOBAHUS MAJIBIX OPKECTPOBBIX TPYII KaK OCHOBa TeMOPOBOTO pUTMa
hopmer;

8) NpUHLMI AWHAMHYECKOM BOJIHBI B PAcIIOJOXEHUHM [BYX THIIOB KyJIbMHUHALIMU C HX
JIOTHYECKOH COTIaCOBaHHOCTBIO (paboTa ¢ «Maccoi 3ByKa»);

9) nponopiyK 30JI0TOrO CEYSHHS B OPraHU3aLUHU BCEH KOMIIO3ULIUH.

CooTHOIIEHUE MaHHBIX MPUHLIUIOB POXKIAeT WHAWBUAYAJIbHBIN MPO(UIb MPOU3BEACHHS, B
pe3yibTaTe XyA0XKECTBEHHAs! KOHLIENMs KoHyepmuo My3biKyu OKa3bIBa€TCS PEAIN30BAHHON B mpex
cybcucmemax:

a) OCHOBHBIE pa3feNbl KOMIIO3UIMH 00pa3yloT coHaTHylo ¢GopMy B CHHTE3€ CO
CIIMTHOIUKINYECKOM,

0) auHamuKO-(pakTypHBIE (Pa3bl BEICTPOSHBI HA OCHOBE MPUHIIMIIA JUHAMUYECKON BOJIHEI,

B) TeMOpOBasi JIOTHKA Pa3BepPTHIBAHUS NOJUUHICTCS IPUHLUITY KOHLEPTUPOBAHUSL.

IlepBle nBe cyOcHcTEMBl B3aUMHO KOPPENUPYIOTCS, TPEThS IPEACTABISAET OTIENIbHBIM,
OTHOCUTEIIBHO  CAMOCTOSTENIBHBI  CIIOM  XyNOKECTBEHHOro  conepxaHus. KoHTMHyasbHas
9BOJIIOLIMOHHOCTh BBICTYIAET YHUBEPCAJIBHBIM HA4aI0M, IPOHU3BIBAIOIIUM BCE YPOBHH CTPYKTYPHI.

B munamuko-¢aktypHoM mnpoduie (opmbl TMpodepyuBaeTcsl aOpHUC HECKOJNBKHX BOJH,
BITMCBHIBAIOIINXCSL B MPOIMOPLUHU 30JI0TOTO0 CEYEHUs. 3AECh BBICTPAWBAIOTCS [[BA THIA KyJIbMHUHALUIL:
mepBas —  BBICOKAas, OSMOLMOHANbHO  HaKaJeHHas, HEPBHO-B3BUHUEHHAs  KyJIbMHHAIUSL
HKCHPECCHOHUCTCKOTO TeHe3rca, BTOpasi — TYTTUHHAA, ¢ TNIOTHOU (dakTypoil. B ux B3amMoneiicTBun
NpOSIBJIICTCS NPUHLMI OaJaHCUPOBAHMS, WIPBl CO 3BYKOM Kak OOUH U3 IPUEMOB METoxa
KoHIepTupoBaHus. OH peanu3yercs uyepe3 COINOCTABJICHHE JBYX THUIIOB 3BYKOBBIX IapaMeTpOB —
IUI0THOE, MaccuBHOE tUtti ¥ BRICOYAMIIIHIA, IPOH3UTEILHO-UCTOHYCHHBIH PETHCTP Y CKPUTIOK U (DIICHT.
Coznaercs MHIMBUAYAlbHBIM PUCYHOK 3BYKOBOT'O MPOCTPAHCTBA C OXBAaTOM KpallHHX TOYEK — B
BBICOTY | TTyOuHY. Ba)kHbIe MOMEHTBI OTMEUEHBI IByMsl TeHEPaIbHBIMU TIay3aMH: OJlHA MapKHpYyeT
TPaHUIly MEXKIY BCTYIUIEHHEM U SKCITO3UIMEH ¥ OTMEYEeHa TYTTHHHOW KylbMUHAIMen (11.12), npyras
HaxOJIUTCA MEXIY pa3paO0TKOW M Penpu30i B TOYKE 30J0TOTO CEUYCHHS W BBIJIECICHA BBHICOYANUIITUM
peructpoM ckpuriok (1r.40).

DakTypHO-AIMHAMHUYECKOe Crescendo HEeoJHOKPAaTHO MOAYEPKHBACT 4WiCHEHHE (OPMBI,
npuobperasi poib KOHCTPYKTHUBHOTO MPHHITHIA, IOCTUTAIOIIEr0 MAaKCUMAaIIbHOTO MPOSIBICHUS B KOJIE
counHeHuss. OKOHUaHME NPOU3BEACHUS 3HAMEHYET KyJIbMHMHALMIO BCe (OpMBI, KOTOpas OTMEUeHa
BCIJIECKOM JIBYX MOIIHBIX 3BYKOBBIX BOJIH, CIEAYIONIMX OFHa 3a aApyroi. Ilocme mmurtensHOrO
(haKTypHO-IMHAMHYECKOTO HapacTaHUs Bcero opkectpa (1.46—51) perucTpoBblif HOABEM U SIPOCTHOE
BUXPEBOE JIBIKCHUE CKPUIIOK B BhIcOuaiimeM peructpe (11.52—55) BocprHUMAaETCs KaK MOcIeHee,
MpeielIbHOE HaIPsDKEHNE SMOIMNA. J|BOItHAS Ky IbMHUHAIIUS B KOHIIE POU3BEACHUS, BRIPOCIIasd U3 psjia
JUHAMHYECKUX BOCXOXIEHHUH, IOJUEPKUBACT ABE BAKHEHIIINE TEMbI IPOU3BEACHUS — ITIaBHYIO MAPTUIO
9KCIO3UIINH U TIIABHYIO MApTHIO PETIPU3BI.

Tak pabora ¢ mapaMeTpoM MaccChl 3ByKa CTAHOBUTCS €€ OJHHUM CMBICIONIOPOKAAIOIINM
¢dakTopom B kommnosuiuu. Ho Bce e OCHOBHOH conepaTelnbHOW Haeei oka3biBaeTcs TeMOpoBas
TeXHHUKa. PacCMOTpPEHHIO TPUHIIUIIOB KOHIIEPTUPOBAHMS M TEMOPOBBIX pElIeHHi OyeT MOCBSIIeHA
BTOpas 4aCTh NPEANPUHATOrO aHAJIN3a B BUAE OT/ENBHOMN CTAaThH.

IloaBoas WTOTH, OTMETUM HECTaHAAPTHBIN MoaX0A B obmactu hopmMooOpa3oBaHus, OTIOPY Ha
MHOECTBO KOHCTPYKTHBHBIX IPUHIIMIIOB U B 0COOEHHOCTH paboTy ¢ TapamMeTpoM Macchl 3ByKa Kak
0CcOOBIM (DaKTYpPHO-AMHAMHYECKUM IMPHEMOM, YKA3bIBAIOLINM HA COBPEMEHHYIO TPAKTOBKY MOJEIH
KOHIIEPTHOTO KaHpa.
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®OPTENNMAHHAS 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

NPUHA CTEIIAHOBA,
JOKTOP UCKYCCTBOBEICHHSI, Ipodeccop,

EJIEHA CUMOHSHI,
aCIIMPAHTKA,
MockoBckas rocygapcrBeHHast Koucepsaropus um. 11.1. Yaitkosckoro,
Mocksa, Poccust

CZU 780.8:780.616.432(470)

Cmamus noceswena @opmenuannomy meopuecmsy I anunvt Heanosuvl Ycmeonvckou — 00HOU u3
camvix 302a004HbIX Qhueyp omeuecmeennol mysviku XX eexa. Ynuxanbnocmv ee hopmenuanHozo Ccmuis
3aKTOUAENCS 8 AN0L02UU YOAPHOCMU, NOHUMAEMOU KOMNO3UMOPOM OYKBANLHO U 008EOEHHOU 00 MAKCUMYMA 8
nocnednux gopmenuannvix conamax. Ilamou (1986) u Llecmoii (1988), 20e npunyun akyenmuposKu Kaxcoo2o
36YKA 8 MOYHOM cMblcie cnoga abcomomuszupyemces. Ipu smom anuna Ycmeoawckas Oemoncmpupyem
wupouatiuylo amnaumyoy YOapHOCMU KAk Npuema: om OOUHOYHBIX HANPSINCEHHLIX, NPeOeibHO COOPAHHbIX
38YK0G-CIYKO8 00 HEUCHOB0 KOJOMAWUX KIACMEPO8, PA3ZHO06pa3ue KOMopbLx nopajicaen.

Knrwouesvie cnosa: I'anuna Yemeonvckas, KomMnosumop, (opmenuano, yOapHocmp, COYUHEHUe

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 consta 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 largd amplitudine a
manierei percusive: de la sunete izolate intense, sunete-bdtdi extrem de rezervate, la clustere ciocanite frenetic, a
caror varietate este uimitoare.

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

The article is a survey of piano creation by Galina Ivanovnha 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

I'annHa YCTBOMBCKAs — OAHA U3 CaMbIX 3aralouHbIX GUTYp pyCcCKOM My3bIKH XX BeKa, XOTs
OB TIOTOMY, YTO €€ TBOPYECTBO HE TOJBKO HHUKOI/A HE MPETCHJOBANIO Ha «OOMIUTENLHOCTHY», HE
CTPEMHMJIOCH K CIyLIaTeno, HO ObUIO JE€MOHCTPATUBHO OTIOPOXXEHO OT Hero. YenoBek
0ECKOMIIPOMUCCHBII W B XHU3HH, U B MY3bIKE, KOTOPOMY INPHUCYIIA KECTKOCTb U KAaTETrOPUYHOCTH
cyxzaeHui. «MomyanuBa. XapakTep CJIOKHBIA 1 HENPEACKa3yeMblii: TO 3aMKHYTa, TO 0COOEHHO 100pa
U cepJieyHay, — muineT o Heit myssikoBe O. Imaakosa [1, ¢.33].

T'anuna YcTBosibCcKasi OKOHUMJIA JIEHMHIPAJACKYI0 KOHCEPBATOPHIO, 3aT€M ACHUPAHTYPY IO
knaccy xkomnozuuun [l. IlloctakoBuua. MaTp ¢ OONbIIMM HMHTEPECOM M YBaKEHHEM OTHOCHIICS K
COYMHEHHSM CBOEH YUECHHIIBI, O YeM CBHAETEIBCTBYET €TO BHICKA3bIBaHUE: «Sl BEPIO B TO, YTO My3BIKa
l"amuab! Y cTBONBCKON 00peTeT BCEMUPHOE MpU3HAHKE. .. » [IIUT. 10: 1, ¢.41] 1, KOHEYHO, IUTUPOBAHHUE
ee TeM B COOCTBEHHBIX Mpou3BeneHUsXx (B Ilarom crtpyHHoM kBaptere m CiouTe Ha CTHXH
Muxkenanmxkeno). M3BectHo, uro IllocTakoBuY make CTaBUJ TBOPYECTBO Y CTBOJIBCKOW BBIIIE
COOCTBEHHOTO.
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IIpousBenenust YCTBOJIBCKOW 4Yallle BCETO BBI3BIBAIOT MOTPSACEHUE-IIOK. M He TONBKO Yy
nrobuTenei, Ho W'y OONBIIMHCTBA UCKYLICHHBIX MpodeccrnonanoB. OHa cCO3HATEIbHO MTHOPUPOBAJIA
nro0ble, B TOM YHCIE U COBPEMEHHBIC, XYyA0KECTBCHHbIC HampaBieHus. «B KaxaoM ee cOUMHEHUH
BUJICH XYAOXKHUK, HE YIOBJICTBOPSIOLIMICA TEM, YTO HALUIM APYrue, U30Eraroluii myTei, KOTopble
“mporonTaHHelt u nermee”», mucad o Hed A. Coxop [2, c.165]. Cama T'anmna YcTBoOJbCKas
yIBepkaana: «JlopkHa 3BydyaTh TOJIBKO HacTosimass W cuwibHas Mysbika» [3]. Ee coumnenws,
JIEHCTBUTEIBHO, OTVINYAET HEBEPOSTHASI CUIIA: 3TO TPOM, IIyHaMH, KaTakiau3M! Omycbl KOMIIO3UTOpa He
CTOJIbKO MHOT03BYYHBI, CKOJIBKO MHOTOIITYMHBI, €CJIH MOJ] IIIyMOM IOJpa3yMeBaTh TPOMKOCTb.

INanuna YcTBOBCKAs Onepeania cBoe BpeMsi Kak MUHUMYM Ha 1ojiBeka. Ee My3bIka 1 cerogss
3BYYUT COBPEMEHHO U «aBaHTapAHO», HECMOTPS Ha TO, YTO OTPAKaeT PEeaui HE HBIHEIIHEro, a
yIIEAIero BpeMeHu. B cMenocTy My3bIKaJIbHOTO S13bIKa OHA HE YCTYIIAeT HUKOMY M3 IPOCIAaBICHHBIX
OTEUYEeCTBEHHBIX aBaHTapaucToB: HU [llauTke, HU ['yOaiimynuHON, HE JIeHHCOBY, HI MHOTHUM JIPYTHM
KOMIIO3UTOpaM, IPETEHIYIOIIUM Ha TO K€ 3BaHUE.

K cnmcky cBomx counHeHMI YCTBOJBCKAs MOAOINIA OY€Hb KPUTUYHO U TpeOoBarenbHO. s
Kartajora e oTo0paHo Bcero 24 omyca. B HeM HeT ClIIeHMYeCKMX NMpPOM3BEINCHWH — HU Omep, HU
OameroB. OHa BOOOIE KOMITO3UTOP HE TearpanbHbIA. CIOXKHO TMPEICTaBUTH cede Y CTBOIBCKYIO,
MOJIBICKMBAIONIYIO KaKoH-1rb0 croxkeTr. OHa cama mo cebe «CIOXKET», He OIYCKAIONINA HUKAKUX
BHEIIHUX BTOp)KeHUH. TBOpUYECTBO €€ eTMHO, OJJHOTEMHO, XOTS OINPENEIUTh 3Ty TeHEPAIbHYI0 TeEMY
KpailHe CIIOXKHO, HE BMajas B «Ipex» IMPOTHBOPEUMsS C aBTOPOM. B coxmepkaHMM NpPOU3BEINCHUIN
YCTBOJIBCKOHM BCEra COXpaHsIeTcs 3aKpbiTas — HepopMmynupyemas — 30Ha. C JOCTaTOYHOM jJoe
YBEPEHHOCTH MO’KHO CKa3aTh TOJIBKO O €€ TParuyHOCTH, U O TOM, YTO PE3KOCTh 3BY4aHUsI COUMHEHUI
OTpa’kaeT OKPYKAIOLIYIO KU3Hb.

CnucoKk CouMHEHHWH YCTBOJNBCKOW Ha TIEPBBIM B3IJIA[ BIIOJHE «aKaIeMUYeH»: CUM(OHHH,
CIOMTa, COHATbI, KOHLEPT, NPENIOINH, Ay3T, TPHUO, OKTET. M3 Hero «BeimanaT» aumbs Kommnosuunu
(Nel, No2, Ne3). OmHako nipu OoJiee JeTaIbHOM PACCMOTPEHHN CTAHOBUTCSI OUEBUIHBIM, UTO JKaHD AJIS
VCTBONBCKOM — 3TO YCIOBHOCTh, CBOM «KaMEPHBIE»' COYMHEHMsI OHA HACHINIAIA TAKOW MOLIBIO
JUHAMU3MOM, YTO B3pbIBajla BCE KAHOHBI KAMEPHOCTH B LIEJIOM M BCE KaHOHBI [TMAHW3Ma B YaCTHOCTH,
o ueM TouHo mmcana O. I'magkoBa: «TBopuecTBO YCTBOJBCKOW <...> 3TO ,,Kpail” BO BCEM: B
MaKCHUMaJIbHO COJEP)KaTEIbHONH HACBHIIEHHOCTH KaKIOI'0 MOTHBA, KaXIOrO 3BYKa; B OOXKHUrarolem
SMOLMOHAJILHOM HaKaje; B MHTEUIEKTYaJIbHOM HAIlOJHEHUH ¥ MOILITHOM 3HEPreTHUYECKOM M3Ty4ESHUMI»
[1, c.11].

Cumbonnm YCTBONBCKON TaKke «HE JPYKaT» ¢ Tpaaunued. B KakIyro BBOAWUTCS BOKAT: B
[TepBoii — 3TO TOJIOCA JIBYX MAJIBYUKOB COJIMCTOB, BO BTOpOit — 1eBen-conuct, B TpeTbel — conmct?,
B UerBeproil — >keHCKu# romoc, B Ilaroit — comucr-uten. MHTEpecHO, uTO Bce cuMdoHMH, 3a
uckmouenreM llepBol, HMEIOT Ha3BaHWS, YKa3bIBAlOIIME Ha ONPEIHCIICHHYIO JJIyXOBHYIO
coctassitonnyo (Bropas — HUcmunnas, eeunas bracocms!, Tpetbst — Hucyce Meccus, cnacu nac!,
Yerseprast — Moaumsa, Ilatas — Amen). Ilpu 3Tom cama YcCTBOJIbCKas SPOCTHO OTBEpraia
PEJIMTHO3HBIN OATEKCT CBOEH MY3BIKU M IS ce0s1 YETKO pasfierisya «IyXOBHOe» U «penuruo3noey. [lo
ceuzerensctBy O. I'magkoBoii, oHa yTBepxknana: «S BKIOYMIA B CBOW KaTaJor MOE HCTHHHOE,
JyXOBHOE HE PETMIHO3HOE TBOpUecTBO» [ 1, ¢.3].

He Tonmpko coumHeHns YCTBOIBCKOH, HO U €€ AMPEKTUBBI-IOCTYNIATHl OyKBAIbHO B3PBHIBAIOT
co3Hanue: «fl, kak JluoreH, 3abpanace Obl B 00UKY M >KriIa TaM. DTO ObLT OBl JIydIIMi BapuaHT MOei
xu3HU» [1, ¢.25], «5 mpomry Bcex, KOMy JOpPOTO MOE TBOPYECTBO, HE JIETATh €r0 TEOPETHUECKOTO
anamuza» [1, ¢.9]. Ceromust Obl cka3zajw, 4TO MOJOOHBIMH 3asBICHHSAMH OHA SIATHPYET IMyOJHKY,

! VerBonbeKas He Tepriena ClioBa kamephvle TI0 OTHOLIEHUIO K CBOMM COUMHEHUSIM, YTBEPKAS, UTO OHA TULIET
MY3BIKY /MOIbKO UHCIPYMEHMANbHYIO.
2 YCTBONBCKAS HE YTOUHSIET, KAKON MMEHHO.
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HCKYCCTBEHHO BbI3bIBasi K cebe uHrepec. Ho, umras BocnoMuHaHus 00 YCTBOJBCKOM, CilyIlas
BBICKa3bIBaHHA T€X, KTO €€ 3HaJl, C KEM OHa 00IIanach, IOHUMACIb, YTO MEHBIIE BCETO ATA KECHIIMHA
ObLIa CKIIOHHA K 3MaTaxy, IIyMy BOKPYT ce0sl U CBOEi MY3bIKH.

WaTpuryer HactoitunBoe oOparneHne YCTBOJbCKOW K (oprenmano. McciemoBaTtens ee
TBOpuecTBa, O. [maakoBa, oTMeuaeT: «Posiib B My3bIKe Y CTBOJICKOM — MHCTPYMEHT “‘0€3yCIOBHBIN
[1, c.36] B TOM OTHOIIIEHHUH, 9TO OE3yCIOBHO €T0 y4acTHe B COCTaBaX OOJBIIMHCTBA COUNHEHUH. Posip
i Hee yHuBepcajeH. Cyns mo BceMy, YCTBOJbCKas CUMTANA €ro MOAXOSIINM JUIS BBIPAKECHUS
JMOOBIX UIeH, CMBICIIOB, KOHLeNIUHA. DopTennano NpUCyTCTBYET BO BCEX COUMHEHMSX, OTOOPaHHBIX
€10 JUISL KaTaJora, 3a uckiaouenueM I1stoit cumdonun. bonee toro, obiye 4epThl CTHII KOMIIO3UTOpa
(dopMHpPYIOTCS, TIpEKAE BCEro, B (HOPTENMAHHOM TBOPYECTBE: BIIOJHE BO3MOXKHO, YTO TNPUPOIHAS
YHApPHOCTb pOSUIsl, CTOJIb OnM3Kas YCTBOJNBCKOW, BIMsJIA HAa CTAaHOBJIEHHE €€ HEIOBTOPUMOIO
MY3BIKQJIBHOTO $I3bIKa M HAWJIYYIIMM 00pa3oM IepeaaBaia crelu(uyecKyro sMouuio ee My3bslku. Ho
aBTOp — B 0YEPEAHOI pa3 — CO CBOMCTBEHHOM €11 MPOTHBOPEUUBOCTHIO OTBEPIIIA ATO MPEOIOKEHHE:
«MHorre Ha3pIBalOT (OPTEMHAHO MOUM TJIABHBIM HHCTPYMEHTOM, HO 3T0 He Tak» [1, ¢.117].
YcomHuMCs, BeAb Ha JAele pOsuib y YCTBOJIBCKOW JIEMOHCTPHPYET OCCKOHEYHOCTh BO3MOXKHBIX
KOMOWHAIW{ B BEPTUKAIBHOM CPE3€ MY3bIKaJIbHOH TKaHH.

B Komnosuyuu ona éocomu xonmpabacos, yoapHo2o uHcmpymenma u Qopmenuano cambIM
«HEUCTOBBIM» U «TUKUM» B THHAMUYECKOM TJIaHEe OKa3bIBAETCSI HMEHHO POSUIb, OT KOTOPOTO TpedyeTcst
samkanuBaronias 3By4Hocts ffff. dopremuano 3xech MOMKHO OBITH CHJIBHEE W KOHTPabacoB, U
MOJIOTKOB. YCTBOJIbCKasi — KaK OOBIYHO — HJIET HAEPEKOp TPAIAHMLHUSM KaMEPHOTO HCIIOJHEHHS.
[epBoe, uemy y4aT B KJlaccax KaMepHBIX aHCaMOJIel MMaHUCTOB, — YCMHPSTH MOIIb POSUIS, TPAMOTHO
COOTHOCUTH 3BY4YaHHE WHCTPYMEHTa C JPYTMMH YYaCTHUKAaMH KOJUIEKTHBA, y4aT «yCTyNaTb» B
JTUHAMMYECKOM IUJIaHE TEM K€ CTPYHHBIM. YCTBOJIbCKAash HaMEpEeHHO WrHOpPUpPYeT IpaBuia: ee
¢dopTenuaHo B IBa pa3a MOLIHEE, OHA JEMOHCTPATUBHO NOJUYEPKUBACT TUHAMUYECKOE [IPEBOCXOCTBO
posis.

OnHUM U3 caMbIX BOCTPEOOBAHHBIX COYMHEHHH YCTBOJNBCKOW OKazancs borbuioi 0yam 0714
suoaonYenu u hopmenuaro, nponaranaupyeMerii M. PoctpomoBudem. [pyroit mHTEpIpeTaTOp IyaTa,
puononuenuct [. udd, rosopun: «[ammHa YCTBONBCKas MUIIET OTYACTH OYEHb TPOMKYIO,
arpecCUBHYIO, BIIACTHYIO, OTYACTH yIAPHYIO, ,,CTy4allyl0” W BCETrJa MPeaeiIbHO JAKOHUYHYIO MY3BIKY»
[1, c.99]. K Tomy, uTo hopTenuano y Y cTBOIBCKONW — 3TO «00i1», BCe NPUBLIKIN, HO B bobuiom oyame
W BHOJIOHYEJb, CaMbIil «IOIOIIMI» HMHCTPYMEHT, MpEBpalleH e B mepkyccuio. Kak mumer
O. I'magkoBa, «...MPEACTAaBICHAE O BUOJOHUYENHN KaK yIapHOM MHCTPYMEHTE, OABISAETCS BliepBhle. He
CTOJIBKO TOJIOCOM TMOIOIIUM, TOBOPSIIMM, CKOJBKO TEMOpPOM pE3KUX JHUCCOHAHTHBIX KpPAacoK,
CKaH/IMPOBAHHBIX 3BYYHOCTEH, KpUYAIMX KOHTPACTOB...» [1, ¢.104].

@DopTennaHHOE TBOPYECTBO YCTBOJNBCKOW — 3TO amored, KyJIbMHUHALMA YJApHOCTH B
TpakToBKE posisi XX Beka. VHTepecHO, YTO Yy TaKMX KOMIIO3UTOpoB, kak M. CrTpaBHHCKWIA,
C. Ilpokoodres, b. baprok, II. XunaeMur ynapHsle TEHACHLIUN B TPAaKTOBKe (popTennaHo ObUIH, Kak
MPaBUIIO, CONPSHKEHBI C PUTMUYECKOW PE3KOCTHIO, U300PETATENBHOCTRIO U CIOKHOCTHIO Guryp. Ho
MPOU3BEJAEHUA YCTBOJBCKOM JUIsi POsIi — 3TO MNPUMEP NPOTUBOMOJIOKHBIN, TA€ YAAPHOCTb
BBISIBJISICTCS BHE M3OILIPEHHOW PUTMHUKH. DTy OCOOEHHOCTh O4YEeHb TOUHO moameTun b. Tumenko:
«HMckyccTBO YCTBOJIBCKON HE Pa3BIEKATENbHO... PUTM BhIIpsiviieH. HUKaKkUX W3BICKOB U KalpU30B.
JUTMHHBIE LeNW OJUHAKOBBIX [UIMTENBHOCTEH (KaK MpaBWIO — YETBEPTEH) TpyNIUPYIOTCS B
oM OHIMYECKHE MTOCTPOEHUS. AKIIEHTHPOBKOM PyKOBOIUT CMBICH, a He ceTKa. [loaTomy Y cTBOIBCKAS
HEPEJKO OTKA3BIBAETCS OT TAKTOBOM YePTHI. DTa MpOCTas Ha MEPBBIA B3IV CHCTEMA BPEMEHHOM
OpTraHu3allu CTOJb yOenuTeIbHa U €CTECTBEHHA, YTO MO3BOJIET MIPH MUHUMYME CPEACTB IOCTUTATh

3 KOHHCpT u HepBaﬂ COHAaTa — €JUHCTBCHHBIC IIPOU3BEACHUA TJId (1)OpT€l'[I/IaH0 C TAKTOBOM OpFaHH3aHH€ﬁ, Jajec
VcTBOIBCKAS OT Hee OTKA3bIBACTCH.
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HEBEPOSATHOTO PUTMUYECKOTO Hamopa» [4, c¢.143]. bomee Toro, TSKETOBECHOCTh M MOIL 3TOH
YIApPHOCTH JIOBJIEET HE TOJIBKO HaJ PUTMOM, HO M HaJl TApMOHUEH, 1 Hall OPMOI — MPaKTHYECKH HaJl
BceM. [lapamokcanbHO, HO HEUCTOBas YApPHOCTh — 3TO OAHOBPEMEHHO U OCHOBHOM 3BYKOBOM CHMBOII
IPOM3BENEHHS, U CIIOCO0 €ro BOCIPOU3BEICHHUS.

Bunumo, YcTBoibCcKas oco3HaBalia, UTo JUlsd peaau3alii CBOEH «BCEIEHHOM 3BYKOB)» KOHLEPT
He OBl O4EHb MOAXOIIIIUM XaHpoM (Dopmenuannulii KOHYepm OCTAIICS «OTUHOKUM) IPUMEPOM B
CIHCKE COYMHEHHI KoMITo3uTOpa). biinmke eif okazanack coHata, KOTOpas OABEPTIACH KOJIOCCATEHBIM
MeTaMop(o3aM TOA «IAaBICHUEM» 3BYKOBBIX MPHOPUTETOB-CUMBOJIOB aBTopa. CoHaTa mojouuia ei
T€M, 4TO B OTIMYHE OT KOHLEPTA AaBajla BO3MOXHOCTb BBIACPKATH COUNHEHHE B €IMHOM TOTaJIbHO-
ynapaoMm ctuie. OZHAaKo, OT COHATBl Y YCTBOJBCKOHM, MO OOJBIIOMY CYETYy, OCTaJOCh JIMLIb OJIHO
HazBaHWe. Hu cTpykTypa, HM TeMaTH3M, HM MPHUHIUIBI IPAMATyprudecKOrO0 pPa3BEPTHIBAHHA HE
COOTBETCTBYIOT TPAJULIMOHHBIM O Hell mpeacTaBieHusM. [IpuBbIdHbIe «(OpPMBI OOLICHU C POsUIEM €€
MaJIo uHTepecyloT. [InanucTy, mpucTynuBIIEMY K U3yYEHHIO 3TOTO TBOPYECTBA, CIEAyeT 3a0bITh 00
aKaJeMHYECKOM IHaHu3Me. JIMTH BCTpedaroTCsl TOJBKO TOTAA, KOTZa HY)KHO IPOJIJINTH HOTY, HO HE
CBs3aTh cocelHue. MIHTOHAIMOHHBIX JIUT HET BOOOIIe. ENWHCTBEHHBIN pa3 B CaMOM KOHIIC IATOM
npenoanu Y crBosbekas mumer legato. Kpaiine mo6ombiTHO, 9To B [11TO# COHaTE KOMITO3UTOP CTABUT
JUTy Ha JBE HOTBI, HO B CHOCKE MOSCHSET, YTO JUIa O3HAYaeT yAap OAHHMM NaJbLEM, a HE
HOCJIEIOBATEIbHOE COCIMHEHHUE ABYX HOT. TaM ke BcTpedaeM peMapKy «HEHCTOBOT0» ESPressivissimo.
CtpaHHOCTH HE O0OIUIM CTOPOHOW M menanb. B toit xe [laToit coHare, eNMHCTBEHHBIN pa3 aBTOP
o003HayaeT menallb W JAeT MOSICHEHHWE, KOTOpOE JACKIApaTHBHO TPOTHBOPEUYHUT BYJIKAHHMYCCKON
obOpazHocTu mpousBeneHus: «HaxaTh menanb MSTKo, HECHIIbHO». Pemapku YcTBOJIBCKOW BOOOIIE
CIIOHTAHHBI U HenpeckadyeMbl. B Tpetbeit conate Bapyr Bo3HukaeT profondo, otHocsmeecst JTHiib K
OJTHOM OKTaBe.

OO0 anmiukaType MOXKHO CYAUTH [0 CHOCKAM: «COBIAJAIOIINE HOTHI B 00EHX pyKax yaapsTh
OJTHOBPEMEHHO 00CHMH PyKaMm», «yIapsATh MEPBBIM MajJblieM TPH HOTHD», «OOKOM TISITOTO MAbLAy.
Ilocneanee ykazaHue HaBOJUT Ha MBICIb O IMOJHOM YHHYTO)KEHHWH MPHUHLUINA WHAWBUIYaIbHOCTH
nanbleB. «bOKOM IATOro majblia» 03HavaeT MEePIEeHIUKYIIIPHYIO TaJ0Hb OTHOCUTEIBHO KJIaBHATYpPHI
, CJIEIOBATEIHLHO, BEPTUKAIBHBIA yaap BCeU PYKH peOpoM.

@dopTenuaHHbIE COYMHEHMSI Y CTBOJIBCKOM «B3pbIBOONAacHb». (C HMHCTPYMEHTOM OHa
oOpamiaercst OeClIEpeMOHHO, IHKO, COBCEM «HELMBIWIM30BAHHO» HE TOJBKO C TOYKH 3PEHUS
POMAaHTHYECKOr0 IMUaHW3Ma, HO M C no3unmu HoBoro nuanm3ama XX Beka — C. IIpokodbesa,
. Crpasunckoro, b. baproka, II. Xungemura: xyiemeT KJIaBUATypy JaJOHSAMH, ObeT KyJakamMH U
nokTssMu. KommosuTopa He WHTepecyeT TpaJulMOHHAas QopTenuaHHas TeXHWKa. B3ameH oHa
npeasiaraeT KJIacTepHYyl0, pa3zHooOpasue KOTOPOH JAEMOHCTPUPYET OMATh K€ B CHOCKAaX: «KJIACTep
KHUCTBIO», «DOOKOM KHCTH WM TpeMsl MalbliaMH», «KJIAacTep BCEH PYKOW», «KiacTep — yIapATh
MaKCUMyM HOT». Takum oOpa3om Y cTBoJIbCKast, AuddepeHpys KIacTepHyIO «aluInKaTypy», Bceraa
TOYHO 3HAET, KAKOW MMEHHO yaap HeoOxoauM. Jlo Hee HUKTO U3 PyCCKUX KJIACCHKOB HE OTHOCHIICS K
POSUII0 TaK «HEMOYTHTENbHO». [lomoOHBIE SIBIEHUS MOXHO ObUIO OBl OOBSICHUTH MOTPEOHOCTHIO
Ba)KHEHILIETO aKLEHTa, TOJYEPKUBAHNEM KyJIbMHHALMH, HEOOXOAUMOCTBIO SIPKOT'0 IISTHA B TAPTUTYPE.
Ho Benp 5TH mpHeMbI HOCAT NPUHIMITHAIBHBIN, TOCTOSHHBIN XapaKkTep. JTO HE U3BICKH, a PSIOBBIE IS
Y CTBONBCKOM 3BYYHOCTH, HEKHME UCTIOTHUTEIBCKUE «IITaMITbI». Bee 3T0 BRITIISANT GoJiee YeM CTpaHHO.
«Konen poprennano» O. I'magkoBa ormeuaet B [sroit u lllectoli conatax: «2Toii BapBapcKoi cuie,
MOTpsICAlOMIed ¥ OTTAJIKUBAIOMICH pEaTbHOCTHIO BBIPAXKEHHS 3714, TPYAHO OTHICKATh AaHAJOr B
¢doprenuannoit aureparype. CTUXus GOPTUCCUMO U YIbTPadOPTUCCHMO, AABSINUX, “pa3OuBaronux’
CIIyX KJIACTEPOB, HA30MJIMBO CTy4YallUX, YXAaCHBIX B CBOEH HEONOJIMMON pPaBHOMEPHOCTH YAApOB
BBI3BIBAIOIIIE HEMYy3bIKaibHay [ 1, ¢.122].
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«KacTtep kmacTtepoB» YCTBOJBCKOM — HWIpa KOCTAINIKaMH MajblleB. Kommo3utop TpeOyeT:
«¥Y nap KOCTOYKaMHU MajbIeB JOKEH OBITh CIBIIICH!». IHTepnpeTHpoBaTh 3TO MOKHO OYEHB IITUPOKO:
KaK HEOXKHMJIAHHBIN U CTPAIIHBIA CTYK B JBEPb, KaK BCECOKPYIIAONMUI (pU3ndecKuil yaap, UM — eClid
yrogao — teMy cyas0b1. 1. CoKoloB BBIpas3uil MPearoiIoXKeH e, YTO Ki1acTep ¥ Y CTBOIBCKON — 3TO
3BYKOBOM aHajor opyaus nbITok. OH Takke YTBEPIKIAeT, YTO OoOpa3Hble UMIIYJIbCHI, TTOPOIAMBIINE
arpecCHBHO-HACTYIATEIbHBIE 3BYYHOCTH €€ (POPTENMaHHBIX COYMHEHHH, B 3HAYUTEIHHOW CTENICHH
CBSI3aHBI C DIIOXOH TOTaTUTapu3Ma, XOTS aBTOp MoOHorpaduu 00 YCTBOJBCKOW OTBEpraer 3To:
«YCTBONIbCKAsL aHAIMOHANIBbHA M anmoiuTudHay [1, c.44]. O. [magkoBa Takke MOMAYCPKHUBACT, YTO
YcrBonbckas, B oiimure ot [lloctakoBuda (KOTOPEIiA, IO €€ MHEHUIO, TTHIIET «O BPEMEHN»), TTHIIIET «O
cebey». JlelicTBUTENBHO, 0 ceOe, HO B cBoeM BpeMeHH. Jla 1 BooOIIe, MOXKET I UCTUHHBIA XyTI0KHHK
mucath BHe ero koHtekcra? B. CycnmH HampsiMylo cBA3bIBaeT BTopyro coHaTy YCTBONBCKOM C
TSOKEJSUIIINM TIEPHUOJIOM €€ BOSHUKHOBEHUs: «BTopas conara st ¢poprenmano co3nana B 1949 rony,
3T10T Tox He Obu1 B CCCP Takum, kak Bce. CtanuH npazgHoBai 70-JIeTre co JAHS CBOCTO POXKICHHUS, U
cTpaHa Oblla TIOJaBIeHA BOJHOW apecTOB W CTpaxa, KyJIbTYpHBIH Teppop MOCTUT HEBUIAHHON B
YEJIOBEUECKOM HCTOpUU BepliuHb [4, ¢.145]. CnoBa UCHOMHUTEIBHUII MY3BIKH Y CTBOJIBCKOU
E. TlynkoBo¥ nuibs MOATBEpkAatoT 3T0: «bonee MpayHOW W OE3BICXOJHON MY3BIKH sI HUKOTZIA HE
urpana. Sl BIKy B ee My3bIKe KOHIIEHTPAIlMOHHBIE JIarepsi W CIBIITy BOIUIH XepTB. HecMoTps Ha
KaXXymyrocs OTHOCHUTCJIbHYIO JICTKOCTh TEKCTa, MYy3bIKa Y cTBOIBCKOM OYEHB TpyaHa oJid UCIIOJIHCHUA,
TaK KaK MEJUICHHBIE HOTBI HEOOXOMMO 3aIOJHATh U3HYTPH, a 3TO CTPALIHO ,,BBIMAThIBacT » [5, ¢.16]%.

@opTenruaHHbIe OIYChl Y CTBOILCKON HEBUPTYO3HbI B IPUBBIYHOM IIOHUMAHUU 3TOTO CJI0BA, HO
OT ATOT'0 OHHU HE CTAHOBSTCSA JETKMMHU. PaxMaHMHOB OY€Hb TOYHO 3aMETHII: «HCCMOTpﬂ Ha TPyAHOCTH
B counHeHusX [llonena u JIncra, mx nmponsBeieHNs BCeT1a MHAaHUCTUYHBL. ECTh TPYAHOCTH IBYX POJIOB:
OJHU BO3HHMKAIOT HM3-3a HE3HAHUSA KOMIIO3UTOPOM HPHUPOALI q)OpTCHI/IaHO; OH IHMIIET COYHMHCHUA
Hey/T0OHBIE /ISl NCIIOTHEHHS, 0e3 Kakoi-mnoo 3¢ deKTHOCTH IS MHaHu3Ma; TPYAHOCTH K€ TI0 CBOeH
MPUPOJIe MTHAHUCTUIECKHE JIeTde MpeoomuMbl» [6, ¢.83]. YcTBoMbCKass — 3TO Kak pa3 TOT CIIydai,
KOTJ]a KOMITO3UTOP HE BIIajJiceT MHCTPYMEHTOM, HE 3HAaeT (WJIM He JKelnaeT 3HaTh) ero 0cOOEHHOCTEH U
MUIIET IS pOsUlse TaK, KaK XoueTcs. TpymHOCTh BOCTIpOWM3BeNCHUS €€ (HOPTENHAHHON MY3BIKH
3aKIII0YaeTCsl B HaKaJle SYMOIMOHAIBHOTO IMOJIs, TICHXOJIOTHYECKOW OCTpoTe 00pa3oB U OOBSCHSETCS
KpaiiHe aBaHTapIHBIMH METOJIaMH BOCIIPOU3BEACHHS 3BYKOB. CII0)KHOCTH IPOU3BEICHUN Y CTBOIBCKOM
MOXKHO OXapaKTepHU30BaTh KaK IMPEOJOJICHHE MHCTPYMEHTA, U B 3TOM HX HETPaIUIIMOHHOCTH. OHH
OAWHAaKOBO M3MATHLIBAIOT KaK CIIyHIATEJIA, TaAK U UCTIOJIHUTECIIA.

CoBepilieHHO OYEeBHIHO, YTO YCTBOJBCKAs OMpEENMiIa MOIHOE TEUEHHE B COBPEMEHHOM
PYCCKOM MY3BIKE; BIIPOYEM, JI0 YPOBHA CaMOW Y CTBOJIbCKOM MPOJOJIKATENN €€ OTKPBITUM MOJHATHCS
HE CMOTJIM — XOTsI OBl IOTOMY, YTO OHA CaMa 3TH OTKPBITHS JOBENA 70 PEEIIOB BO3MOXKHOTO.
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II. CERCETARI STIINTIFICE iN DOMENIUL FOLCLORULUI MUZICAL

®OJIBKJIOPHBIN PENIEPTYAP CEOPHUKOB KOPYHHCKOI'O (1937)
U I'EPHI®EJIB/IA (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

BACWJIMI JTPATOM,
JAOKTOPAHT, AKa,Z[CMI/ISI MY3bIKH, TCATpa U I/I306paSI/ITCJ'II>HI>IX HCKYCCTB,
3aB. KaQ)eaPOil XOPOBOTO TUPHKUPOBAHUS U BOKATHHOT'O UCKYCCTBA,
HpI/II[HeCTpOBCKI/Iﬁ HHCTUTYT UCKYCCTB

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

Cmamus nocéaujena paccmMompenuio ¢ no3uyuti CO6PeMeHHOCMU penepmyapa necHu Kak-makoeou, u3
DPYMBIHCKUX (DONBKIIOPHBIX KOJLIEKYULL, U30AHHBIX HA lesom bepezy [Jnecmpa 6 30-e—40-e 20061 XX gexa. Peub uoem
0 08yx MeHee uzgecmuvlx coopanuax B. Kopuunckoeo (1937) u /. I'epugpenvoa (1940). Penepmyap 6vi1 ycio6Ho
CZPYNNUPOBAH NO MY3bIKAIbHO-NOIMUYECKOMY COOEPIUCAHUIO 8 MPU SPYNNbL: a) NCe800-HAPOOHble NeCHU,
HAnUcauHvle 8 HapOOHOM CIuUJle, OMPANCAIOWUE PEanuu KyabmypHOU ROIUMUKY 8peMenU; 0) NeCHU U3 MeCmHO20
HApOOHO20 penepmyapa,; 8) NeCHU U3 PYMbIHCKO20 (PONbKIOPHO20 penepmyapa Wupoko2o pacnpocmpanerus, co
8cell PYMbIHCKOU meppumopuu.

Knrueswvie cnosa: B. Kopuunckui, /. I'epuighenso, ghonvknopusie koiexyuu, eswlii bepee [necmpa

Articolul se axeazd pe trecerea in revistd, din perspectivele contemporaneitatii, a repertoriului de cintec
propriu-zis din culegerile de folclor romdnesc 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 realitdtile
politicilor culturale ale timpului; b) cantece din repertoriul folcloric local; c) cantece din repertoriul folcloric
romanesc de circulatie larga, din intreg arealul romdnesc

Cuvinte-cheie: V. Korcinski, D. Ghersfeld, colectii de folclor, malul stang 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 MatepuasioB, COOPaHHBIX B (OJIBKIOPHBIX IKCHEAUIUAK, XPAHSIIUXCS B Pa3HBIX
(donbKIIOpHBIX apxuBax PecnyOimku MoioBa, BaXXHBIM UCTOYHHKOM B U3YYCHUHN JIMPUICCKON TIECHH
JoJIMHBI J{HEecTpa, Kak OJTHOTO M3 CaAMBIX KU3HECTIOCOOHBIX, TOMYJISIPHBIX BUOB JTUPHUCCKOTO KaHpa
coBpeMeHHOCTH, sBIsIOTCS cOopuuku 30-40-x romoB XX Beka. B mocnemnue rombl, Ojaromaps
BHEJIPEHUIO HOBBIX TEXHOJIOTHI B OnOnmnoTekax PecryOnmku MommoBa, ctanu AOCTYITHBI HEKOTOPHIE
U3 OTUX COOPHMKOB; XOTS B TO K€ BpeMs, IENBIN PsI APYTHUX €IIe SABISETCS OubmuorpadudecKoi
penkocteio. Takum 00pa3oM, OYEHb AaKTyallbHBIM CTaJ0 PACCMOTPEHHE COJEPIKAIIEerocs B HUX
penepryapa, B 0oyiee IIMPOKOM CPaBHUTEIHLHOM KOHTEKCTE YK€ COOpaHHOTO Ha MPOTSDKEHUM Ooliee
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[OJyB€Ka M M3BECTHOI'O HAa CETrOJHSIIHUM J€Hb, C IO3UIMH COBpeMeHHOCTU. JlaHHas cTaThs
OCHOBBIBACTCSl Ha aHaJM3€ Marepuana IByX COOpPHHMKOB, ONMYyOJIMKOBaHHBIX MOJ pedaKIuei
B. Kopuunckoro (1937, Mocksa) [1] u J. I'epmdensaa (1940, Tupacnons) [2]. [lepBriii 3 3THX
COOpHHUKOB COAEPKUT HMHCTPYMEHTAJIbHBIC MEJIOIUH, BTOPOM — BOKAJIbHBIE MEJIOJUH U XOPOBBIE
apaHXUPOBKH.

Eme B XIX Beke Teomop bypana, oquH U3 MHOHEPOB PYMBIHCKOW (DOIBKIOPUCTHKH, CHETAI
TepBBIE 3auch 0 POITBKIOPE PyMBIH, HACENIABIINX 3T MecTa. B mepBoii momosuae XX Beka B MACCP
HAYalIoCh CUCTEMAaTHYecKoe coOMpaHHe MYy3bIKalbHOTO (osbkiopa monuHbl JHectpa. B To Bpewms,
clledysl ellle HeUETKUM, TOJIBKO 3apOXKAAI0IINMCS IPUHINUIIAM COBPEMEHHOH (OIBKIOPUCTUKY, TIECHU
HEepeAKOo 3amuchiBalMCh Oe3 macmoprtu3auuu: «Koneunas wmenb (cOopa Qonbkiiopa) CBOAWIACH K
MPAKTUYECKUM LIEJIIM — U3/1aHUI0 COOPHUKOB, TPAHCKPHUIILIMY Ha 0a3e cOOpaHHOIro MaTepuana, XOTs B
OOJIBLIMHCTBE KOJUIEKLMH IPOCKAIb3bIBAET METOAOJIOTNYECKasi HEYBEPEHHOCTh B cOOpe M 3alucu
MEJNOAWH — JaXe eCllM Cpeld aBTOPOB OTMEYAIOTCS MPAKTUKU, (DOJIBKIOPUCTBI WK
npoeccuoHaIbHBIE MY3BIKaHTBD (371eCh U Aajiee — mepeBox aBTopa crateu — B. J1.) [3, ¢.55]. Taxk,
MOMHUMO DsAJIa U3BECTHBIX (OJIBKIOPUCTOB, MY3bIKAaHTOB, 3THOrpadoB, Takux kKak [1. Keopy, K. Henny,
E. Jlebenera, B. Kopunnckuii, /1. 'epmdensn, JI. I'ypos, H. Cmokuna, I1. HTedanyks u ap., B 20—40-
e rogsl XX Beka QOIbKIOp cOOMpaH TaK ke MPernoJaBaTeNy, CTyJeHThl U IIKOJbHUKH PETHOHA.

B mnpomecce ananmza penepTyapa o0O0CYKIaeMbIX COOPHHKOB OYEHb BaXKHO YYeCTb M
ncropudecknii KoHTeKCT — 1937-1940-e rogsr B CCCP cramm amoreeM «BHEAPEHUS B JKHU3HB)»
KOMMYHHCTHUYECKOW UIEONOrHU — (DaKT, OTMEUCHHBIH MHOTUMH HccliefioBaTesiMu. Kak m3BecTHO, B
MACCP xynbTypHasi AeATETbHOCTh ObLIa B3siTa IOJ CTPOTUH KOHTPOIb Pa3IMYHBIX KOMHTETOB M
CTPYKTYp, Takux kak Haydanerii monmaBckuii komuteT B Tupacmone (1926), MockoBcknil HHCTUTYT
uctopuu 1 KynbTypsl (1934), Myseii naponos CCCP u ap. My3bIkanbHbIi (ONBKIOp OBUT MPU3BaH
CTaTh HMHCTPYMEHTOM KOMMYHHUCTHYECKOM MpOMaraHgbl M CIYXHUTb LEISIM HOBOH KyJIbTYpPHOI
JOKTPHHBL, a MOUISKAIINN U31aHUIO (DOIBKIOP — OBITh «HOJIUT-KOPPEKTHBIMY.

Tak, penepTyap JaHHBIX COOPHUKOB COJICPIKHT:

1. IlecHn, yy:kepoaHbie (POJBKIOPHOMY MeJIOCYy (BK/IIOYAS COBETCKHE MU COYMHEHHbIE B
HAPOAHOM CTWJIE). SIpKMM NPUMEPOM TaKOTO MOAXO0Ja K COCTABICHUIO COOPHHKA MOXKET CIYXHUTh
Kvinmewe (Ilecnu), usnannsiii B Tupacnone B 1940-m roxy moj pepakiueit Jl. Tepidenbaa, B KOTOpoM
10 u3 50 meceH — 3TO COBETCKHE U COUMHEHHBIEC B HAPOJHOM CTHIIE Mestonun (Mumepnayuonan, Xopa
roaxosnuxos, Ilecuss o Cosemckou Monoasuu, Mapw komosyes M 1p). MexIy TeM, COCTaB
WHCTPYMEHTAJIBHOTO penepTyapa cOopHuka B. KopumHckoro, Ha mepBblil B3MIs[, HE OTpa)kaer
WJE0JOTHUECKOr0 BIUAHUS BpeMeHu. Hampumep, Tpets (14) uz 49 menonuit — noitael. Kak n3sectHo,
3Ta Pa3sHOBUAHOCTH JIMpHUUecKoro kanpa B 60—80-e roapt XX B. Obl1a MapruHaJIU3MPOBaHa BIUIOTh 10
«MOJTYAIMBOTO0» 3aIpeTa, CUNTasICh HECOBMECTUMOMN CO «CYACTIIMBOI» JKU3HBIO COBETCKOTO YEJIOBEKA.
Hpyryto tpeth coopuuka (14 oOpa3iioB) COCTaBISIOT CBaJCOHBIC 3aCTONBHBIC MIECHU — M 3TO TOXKE
MHTEpeCHBIN (akT, mockoIbKy B. KopunHckuiil okaszancs eJMHCTBEHHBIM COCTaBUTEIEM 3TOT0 IEPHOAA,
OIyOJIMKOBABIIIMM ~MY3bIKaJbHbIE MPUMEPhI CBaJeOHOro pernepryapa. Bce ke, mnpu Oojee
BHUMATEJEHOM aHaJIM3€e, BBISIBISIETCS, YTO LENbIA Psiji MEIOHi 3TOro cOOpHHKA HE COOTBETCTBYET
cennpuKe MOJIIABCKOrO (POJBKIOPHOIO MEJOCa, TaK KaK CONEPHKHUT MHOMXKECTBO «HCKYCCTBEHHBIX)
XPOMAaTHUYECKMX XOJOB W YBEJIMYCHHBIX CEKYHJ, aKIEHThl W JPyTrHe Uy>KEpOJHbIE CTPYKTypHBIE
aneMeHThl. 11om00HBI Menoc MmpeAcTaBiIseT ONpeAeiEéHHBIA UHTEpeC AJS WCCIEeNOBaHUs, OIHAKO B
paMKax 3ToW HEOOJBIION CTaThbd Mbl HE WMEEM BO3MOXKHOCThH JICTAIBHO €r0 MPOaHaIH3HPOBATh.
OTMETHM TOJNBKO TOT (haKT, YTO, IO HAIEMY MHEHHIO, 3TO CKOpEe BCETO MEJIOJHH, MPHHAIISKAIINE
JpYTHUM HapoJiaM, WIN aBTOPCKOTO MPOUCXOXKICHHUS, HAITCAHHBIE B «HAPOJAHOM CTHIIE».

2. IMecnu cen poaunbl JJHecTpa, MHOTHE U3 KOTOPBIX MOTYT OBITH YCIBIIIAHBI U CETO/IHS, OHU
BOLIUIM B penepTyap (pobKIOpHBIX aHcaMOnedl M COMMCTOB (DOJIBKIOPHON MY3BIKH 3TOTO apeaia.
BapuaHTbl MHOTHX M3 3THX MEJIOJHH MBI 3alIMCAIN BO BPEMS HAIIMX 3KCIEAULINI, OPraHU30BaHHBIX B
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mocieAHue roael (Hampumep, Jlucmok noavinu, i, Hisna; [puou, mobumslli, npuou eewepkom, Y
Hrnecmpa, y okpaunel v 1p.). [1o HalieMy MHEHHIO, BKIIFOYSHHUE TOTO perepTyapa B JaHHbIE COOPHUKU
Ha CaMoM Jiejie OTpakaeT peasibHYI0 KapTHHY (YHKIHMOHHPOBAHUS ATOTO KaHPa B MY3BIKAIEHOM
(hOJBKIIOPE TOTO BPEMEHH.

3. [TecHu LIMPOKOT0 pacnpoCTPAHEHMS1, BCTPEUAIOLIHECS KaK Ha TEPPUTOPUH Mexay [IpyTom
u JlHecTpom, Tak M Ha BCEM PYMBIHCKOM 3THHYECKOM IPOCTPAHCTBE, MOMYJIIPHBIC B TO BpeMs, a
HEKOTOpBIE Jake W ceromHs. DTOT (akT Ype3BbIYAHO HHTEPECeH, IOCKOJIBKY J3TOT perepryap
«TIPOCOYHJICS B aHATM3UPYEMble COOPHUKH BONPEKH OIuTeNnbHOH 1eH3ype. (Kak u3BecTHO, IEH30PHI
CTPEMIJIUCH OTMEKEBATHCS OT BCETO «BPAKECKOT0, OyPIKYa3HO-PYMBIHCKOTOY).

OnHoli U3 TaKKX MEJIOANH SIBIISAETCS, HAIIpUMeED, Tr000BHas1 iecHs JJop, dopyre (Tocka, nevany)
[2, ¢.93], nomemennas B cOOpHHUK B X0poBoii o0padoTke C. Opdeena. DTa Memoanus U3BECTHA CIIE C
Hauana XIX Beka, Oyayuu onmyoirkoBanHo# AHToHOM [TanHoM B Byxapecre, B 1831, B coopruke Poezii
deosebite sau cdntece de lume. Tak xe, B xoHue XIX Beka, U3BECTHBIH PYMBIHCKHH KOMITO3HTOD
["aBpuun My3ndecky caesnan XOpoBYIO apaHKHMPOBKY OJHOTO M3 BApUAHTOB 3TOM MeNOIUH, KOTOPas 10
ceil 1eHb QUrypupyer B perepTyapax XOpOBbIX KOJUIEKTHBOB, CTaB KJIACCUKOW HAITMOHAILHON MY3bIKH.
Xoposast 06paboTka dToit mecHu B cOopuuke /. ['epmidensaa ympornena, cxeMaTn3upoBaHa U 1aHa C
JPYTUM TEKCTOM — O TSDKENOH cyapOe 3aMyKHEH JKEHIUMHBI, XOTs mnpunes «Jlop, nopyne» ObL1
coxpaneH (0op — epycms, MOcKa, neuanv).

Jpyras necHs u3 3Toro ke cooprruka — Bate-i, Doamne, pe ciocoi (Hakaorcu, Bodce, 6osap) —
TaKXe M3BECTHA BO BCEM PYMBIHCKOM apeaje eule ¢ Hadyana XIX Beka, Kak «peBOJOLUOHHAS» TIECHS,
omyOnMKOBaHHAsE B yrmoMsiHyToM cOopHuke AHToHa [lanHa. Kak u B cimyyae mpeaplaymieil mecHw,
BEpCUsl MEJIOIUH, BKIIOUEHHass B Kwinmeute, ynpolleHa, a B TEKCT A00aBIEHBI HECKOJIBKO CTPOK,
aKUEHTUPYIOIINX MOTHUB YTHETEHHOCTH Hapola M OE3BICXOJHOCTH KPECTBhSIHCKOW >Ku3HH. HyxHO
OTMETHUTh, YTO MMEHHO 3TOT, BHIOW3MEHEHHBIH MOJOOHBIM 00pa3oM BapuaHT OBITOBAaJd B TOABI
copetckoi Biactu B MCCP.

N B coopuuk B. Kopuunckoro, u3nanusiii B 1937 rony B MockBe, ObUIH BKJITFOUEHBI MEJIOUH,
KOTOPBIM OCYACTIMBUIIOCH IPOUTHU Yepe3 KOMMYHUCTHUECKYIO LEH3Yypy Toro BpeMeHnu. Cpeau tex 14
WHCTPYMEHTAIBHBIX JIOWH, O KOTOPBIX YIIOMHHAIOCH BBIIIE, MO)KHO HAITH BapHAHTHI OYEHb H3BECTHOMN
Lotinbt Onma, TOBCEMECTHO pacrpocTpaHeHHOH B PymbiHnm (ocobeHHO B Bamaxum) Tex BpemeH u
JOLIEIIIENA O HAIUX THEN.

BEIBO/IBI, KOTOPBIE MOXHO C/IIATh U3 BBHIMICH3IOKEHHOTO CYMMapHOTO aHaJIi3a CO/ICPIKaHHs
penepryapa 3TUX IBYX COOPHHMKOB MOJIIABCKOTO MY3BIKaIbHOTO (hosibkiopa jgeBodepexbs JHectpa,
CBOJISITCS K HECKOJILKUM OCHOBHBIM TTOJIOKEHHSM, KOTOPBIE CIIeyeT MPUHATH BO BHUMaHUE B Oy TyIIHX
HCCIIC/IOBAHUSX.

1. Xors paHHBle COOPHMKM OBUIM COCTaBIEHBI C HEKOTOPBIMH METOJO0JOIMYECKUMHU
HEJIOCTATKaMH, MPUCYIIUMH (OJIBKIOPUCTHKE TEX BpeMeH (B YaCTHOCTH, MECHHU OBUIN 3amvcaHbl 0e3
NAacTOPTH3al1), B HUX COAEPIKUTCS LEHHBIN (OJIBKIOPHBIN MaTepual, NpeACTaBIAIOLINNA penepTryap
TeX JIET, YaCTh KOTOPOT'0 COXPAHMIIACH JIO HAIIIUX JHEH.

2. CaenaB ycTyNKy HIEOJOTHM TOTO BPEMEHH B BHJE BBEICHHS HEKOTOPBIX «HOBBIX»,
NOJIMTU3UPOBAHHBIX, COYMHEHHBIX B HApPOJHOM CTWIE M T.I., 00pa3loB, COCTaBUTENN COOPHHUKOB
BKITFOUMJIH | PSIJT CTAPUHHBIX PYMBIHCKHX MEJIOJIV, PACTIPOCTPAHEHHBIX B 00JIee MMPOKOM STHHYECKOM
apeae.

3. Hcxonst W3 BBIIIECKa3aHHOTO, HEOOXOAUMO TIJIyOOKOE, CHCTEMAaTHYECKOE HCCIICIOBAHKE
perieptyapa 3THX COOPHHUKOB B CpPaBHEHHWH C TEM, YTO 3allMCaH WM OMYOJIMKOBaH B HAIIW JIHH, C
MO3HULUI COBPEMEHHOTO 3THOMY3BIKO3HAHUSI.
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1. 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 lautorisation. 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 prezinta 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. Prezenta orchestrelor si ansamblurilor muzicale in metroul parizian a conditionat inraddcinarea
unor legitdti 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 omoii cmamve coenana nonvImMKA HAMEMUMb PA3IUYHbIE ACHEKMbl KACAIOWUECS MY3bIKAHMOS,
pabomarowux 8 napudicckom mempo. Ilpucymemeue My3bIKaHmMos 6 Mempo 00120e 8peMsi 3anpeuanocs. B
HEKOMOPOM CMbICe, NPASUId ONsi USPbl 6 Mempo COo30anu camu my3vikanmol. CHOIKHY8UUCH ¢ (hakmom
APUCYMCMEUsL  MY3bIKAHMO8, pYKosoocmeo mempo (RATP) nonvimanoce ynopsoouums ux KOAU4ecmeo.
Bonvuwuncmey us Hux noosemunlii 20pod obecneuusaem cyujecmeosanue. My3vlka npuxicuiacs 6 mempo 3a00i120
00 moeo, kak el ObL10 Oano paspeuienue. brazodaps npucymcmeuio opkecmpoé u pasHvlX MY3bIKALbHBIX
ancamoneu, OMIUYAIOWUXCA COOCMBEHHOU Opeanu3ayuell, npasuild U 3aKOHbl USPbl 6 Mempo Obliu
nepecmompennvl. bonee mozo, Mysblkanmvl Mempo mMakdice YU4acmeylom 6 COXPAHEHUU MY3bIKAIbHO20
PA3HO0OPA3UsL U MPAOUYUU.

Kniouesvie cnosa: mysvixanmuol mempo, Iapuoic, 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 1'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
régulierement 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 l'occasion de son vingtiéme anniversaire,
I’EMA a permis 1’élection de cing 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 maniére, 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 1’obtention du doctorat
de géographie, Université Paris-Est, Université de Genéve — thése soutenue en 2015). De la
comparaison de ces deux études se dégage 1’idée majeure d’une forme de controle 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 controler 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 c6té RATP, on était envahi
par des mendiants, musiciens illicites qui opéraient dans les
trains, 1a 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 controle
sur les modalités de cette présence
incompressible malgré les interdictions
(de nombreux musiciens non autorisés
continuent de jouer dans les rames et sont
régulierement 1'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 ’ordre de
grandeur» [3, p.223].

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

«Par exemple, les instruments électrifiés

sont moins nombreux, ce qui peut|l’activité musicale mais aussi normaliser les
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 controlables par les agents

de la RATP» [2, p.97].

La présence de musiciens dans le métro est mentionnée pour la premiére fois dans l'article 74

du décret n°® 730 du 22 mars 1942: «ll 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, I’interdiction est rapidement contournée par de nombreux musiciens qui
investissent le métro.

Suit une période de longue éclipse jusqu’a 1’organisation, en 1977, par la RATP d’une sorte de
festival interne baptisé 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 contrdler 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. lls doivent alors porter le badge que le service de la sécurité de la RATP leur délivre. Paralléelement
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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 I'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 I’amende,
mais «tous savent que les amendes resteront impayées» [4]. Peu de temps aprés, ils reviennent jouer. IS
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 ot les controles 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 & I'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 partie du contr6le 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 ’artiste de les cacher, tant6t ce dernier écope d’une amende importante (60 euros si
'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 l'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 premi¢re 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'aprés le dossier de presse du 01.10.2010, «la sélection s’ opeére
sur des critéres 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 recoivent
leurs badges apres la délibération. Chaque nouveau musicien est enregistré dans la base de données de
I’EMA. 1l doit posséder une piece 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 1égérement 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.

RATH

9

07361

30/09/2015
31/03/2015

WL

Alina Bystritskaya

9 | s
DU METRC DU METRO

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 tres 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 facon plus intermittente.

A T'exception de la station Chatelet, véritable nceud de croisement de nombreuses lignes,
dévolue, selon le réglement, 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 frangaise, blues,
afro, funk, jazz, pop/électro, a capella. Il y a donc chez les chanteurs une extréme variété des gofts, 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: lI'orchestre de musique classique, celui
de musique folklorique de ' Amérique latine et celui des musiciens et chanteurs de musique folklorique
russe et ukrainienne. Dans Les conflits de ’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 1'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 réle 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'acceés aux visas aupres de
'"Ambassade de France a Kiev. Ils dépendaient — et dépendent toujours — de I'Association Slave de
Paris qui organisait réguliérement 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 séjour 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 aprés 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 lui 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 1'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 1’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 I'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 dés le lundi
matin. Le week-end, 'orchestre du métro se produit a 1'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 programmes mais ne sont pas venus.

Auparavant, l'argent ainsi collecté était distribué aux musiciens présents. Les musiciens
pouvaient rendre volontairement '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 I'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'apres 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, I'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 '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 l'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  la
c¢lébrité, 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 capatate in urma studierii
specialitatii de dirijor simfonic cu aptitudinile «meserieiy de dirijor-lautar al orchestrei de muzica populard
«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 1nalte culturi si
maiestrie artisticd B. Miliutin a promovat traditiile renumitei scoli de dirijat academic din Petersburg.

Trebuie de mentionat faptul cé deja in secolul XIX orchestra simfonicé 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
caruia 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 dupa trecerea profesorului sau la
Moscova a continuat sa studieze in clasa renumitului dirijor contemporan I.A. Musin, fost elev a lui
N. Malico. Scoala lui I.LA. 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 sdu 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 alcatuit 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 $i aceasta concordanta, aceasta 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 cauzi cere nu pur si simplu un auz muzical dezvoltat, dar anume un auz muzical de
dirijor, un simt fin al fiecarei culori instrumentale, care se creeazd doar n urma studierii minutioase a
caracterului fiecérui 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 deosebitd i le-a transmis studentului sau
S. Lunchevici, contribuind plenar si la dezvoltarea multilaterald a personalitatii tdnarului muzician
instrumentist. Aici ne referim la formarea conceptiei despre lume, a aspectelor morale, viziunilor
estetice, individualitatii artistice, fanteziei creatoare, la cresterea maiestriei profesionale. Iata ce isi
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aminteste B Miliutin despre sarguinciosul sdu student: ,,Pe Serghei Lunchevici, care visa pe atunci sa
devina dirijor de orchestra simfonica, I-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.I. 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 doua specialitati: vioara — clasa
profesorului losif 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 indoiala 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 sdu cel mare.

Dar soarta a dispus sa fie altfel: Ministerul Culturii a Republicii Moldova i-a propus pe
neasteptate s devina ,,lautar”, numindu-1 dirijor al orhestrei de muzica populara a Filarmonicii. In acelas
an, orchestrei i s-a conferit numele Fluieras. Aceasta intorsaturd brusca in cariera sa de tAnar 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 culturd artistica, parca viazusem pentru prima
data fluierul, naiul, tambalul. Orchestra era alcatuita pe atunci din muzicanti populari, cunoscatori ai
stilului interpretative lautaresc. La acestea s-au alaturat cativa absolventi ai Conservatorului (Lev
Kiseliov — clarinetist si C. Croitoru — acordeonist). N-o sa intram in conflict cu “batranii”? Indoielile
nu ma paraseau. S-au iscat chiar unele neintelegeri intre bdtrdni 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 orchestrala omogena, un colectiv
solidar, monolit” [ibidem, p.17-18].

Intr-adevir, 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 [ulii Patlajan; canta Ignat Bratu,
nelipsit de la nici o nunti din satul Truseni, apoi Alexei Botosanu. Incd neavand titluri si diplome, ei
devenisera indrumatorii 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 asa-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 adanci veneratie, Nicolae Radu, fiul renumitului lautar Petre Radu, i-a
daruit lui Serghei cea mai scumpd relicvd a sa — vioara tatélui sau.

Viata a demonstrat ca numirea lui S. Lunchevici in 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. Tanarul muzician a inceput sa 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 populard autohtone, personalitate marcantd din istoria culturii din Republica
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Moldova. N. Sulac in articolul sdu intitulat Isidor Burdin — o legendd nestiutd scria: ,,in limba romana
nu se gasesc informatii aproape de niciun fel despre I. Burdin. Cu greu gasesti cate ceva in limba rusa
sau in 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, raimane, 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]. Insemnitatea lui I. Burdin
consta in faptul cd el a fost primul si singurul muzician din Basarabia sub conducerea céruia s-a cantat
doar muzici folcloricd specificd 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, I. Burdin se stabileste la Chisindu,
unde, in 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 intdlnirea 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 lautareasca. Anume la sugestia lui 1. 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 cunoascad deosebirea esentiala dintre interpretarea
violonistilor-lautari si cea a violonistilor cu profil academic. Aceste particularitati specifice se manifesta
spre exemplu, in maniera de interpretare decorativd — apogiaturi, mordente, triluri, cAnd 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 popularda 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 interpretarii concertistice a numerelor solo, referitoare la procedeul glissando ori cel al
alternarii prin contrast a interpretdrii cu vibratie sau fara vibratie. Devenind prim-dirijor si conducator
artistic al orchestrei de muzica populara Fluieras, S. Lunchevici continua sa-si dezvolte si sd-si cizeleze
maniera de executare lautireasca, imprumutand procedee interpretative si de orchestrare de la faimosii
lautari violonisti ai Fluierasului: Ignat Bratu, Timofei Radu, lulii Patlajan.

Cu ajutorul lui 1. Burdin, Serghei Lunchevici a asimilat cu rapiditate specificul de dirijare
lautdreasca. in scurt timp ,S. Lunchevici a stiut si imbine strilucit nu numai scoala academica de vioara
cu maniera populara de interpretare, dar si sa dirijeze, interpretand. Aceasta, evident, i-a dat libertatea
necesara temperamentului siu impetuos, libertate, de care este lipsit dirijorul de muzica simfonica. In
curand, S. Lunchevici si-a format un stil aparte de interpretare lautareasca, stil alimentat si ridicat pe cea
mai Tnalta treapta a maiestriei in urma studiilor profesioniste clasice.

Ajutorul acordat de I. Burdin lui S. Lunchevici a fost cu atdt mai necesar, din motivul ca
Orchestra de muzica populard 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 ndscut la 1 iulie 1914 in orasul Briila, Romania. Tatal sdu a fost si el violinist in orchestra
simfonicd. 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 Arta Dramatici din
Bucuresti la specialitatea vioara in clasa violonistului C.C. Nottara care, la randul sdu, a studiat vioara cu renumitul
violonist Robert Klenk.
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social-culturala din Moldova intrase intr-o etapd 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 pécii, a prieteniei Intre popoare. Pentru ca orchestra sa ajunga a fi o ,,carte de vizita”
sau 1n termeni mai moderni, dupa 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. insa nu fusese
atinsa inca 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 Tnainte dominau instrumentele de suflat (clarinete, flaut, oboi, trompete, trombon cu pedald), de
percutie (tobd mica, tobd 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 o noud 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 dati unisonul ,,reginei muzicii” — vioara — cu instrumente populare ii 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 datoritd ei, popoarele URSS au aflat despre acest pamant in necontenitd 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. Gheorghitd, A. Ranga s.a. Amintim ca steaua
operei mondiale, Artista poporului Maria Biesu, fiind studenta in anul III, din 1958 canta in orchestra
de muzica populara Fluieras in componenta careia a evoluat in tard si peste hotare, a participat la Zilele
culturii si literaturii moldovenesti 1a Moscova din anul 1960. Patrunsa de spiritul muzicii nationale, ea
interpreta cantecele Mazdrea, Doina vdailor nistrene, Cdntec de jale, Lung e drumul si cotit s. 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
strainatate. In 1958, Fluieras a intreprins un turneu in Republica Democrati Germani, dupi care ziarul
Fraies Ardes scria: ,,Concertul orchestrei Fluieras € 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 e 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 I-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.1. Ceaikovski, la Teatrul
Mare Academic de Opera. Dupa Decadd 0 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 Muncad si cu titlul onorific de Maestru emerit in arte din RSSM.

Decada artei si literaturii moldovenesti la Moscova a fost un eveniment de cotitura pentru
S. Lunchevici in alegerea cdii de dirijor pentru viitor, risipind orice indoiala de a deveni dirijor de
orchestra simfonica sau de a raméane 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 sa accepte sa fie conducator al orchestrei Fluieras, iar dupd ce revenim
de la Moscova i se va pastra locul in orchestra simfonica. Intre timp s-a incadrat la Fluieras si a indragit
intr-atat si acest gen de muzicd, muzica populard, muzica lautareasca, mai ales ca el a facut foarte mult
pentru reforma orchestrei” [6, p.36]. Intr-adevir, a fost reinnoiti nu numai componenta orchestrei, dar
si repertoriul. Meritul lui este cd dacad pand 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 indragit muzica populara, a indragit dansurile populare atat de mult ca a renuntat
la ideea de a deveni dirijor de muzica simfonica. Muzica popularda moldoveneasca a devenit sensul vietii
sale. Dupa spusele sale, ,,Nu poti sa 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 cintec popular de dragoste atit cuvintele, cit si melodia au un sens generalizator: eroul
presimte bucuria intalnirii apropiate cu iubita, impartagind-o parca lumii intregi. Folclorul pentru dirijor
prezintd un material bogat, pe baza caruia se poate crea o muzica simfonicé 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 ¢ nu se va putea
desparti niciodatd de orchestra de muzica populara” [2, p.12]. Cu toate astea, S. Lunchevici pana la
sfarsitul vietii 1si 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, ca era prea academic. Dar arta de a-si stdpani dorinta Intru
manifestarea emotiilor personale in numele triumfului scopului propus, — este o insusire doar a
dirijorului de mare calibru» [1, p.29]. Scoala de inaltd mdiestrie a lui B. Miliutin in combinatie cu
practica artei lautaresti, traditiile careia S. Lunchevici le-a asimilat multumita Iui 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 afirmd 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 Tmi 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 lumind-umbra, bucurie-tristete. Aceasta calitate a lui S. Lunchevici o scoate n 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 reprezintd, in fond, Tnsdsi muzica.
Premizele catre ele au aparut in viata lui Serghei mai devreme. La acea vreme, nu putea sa 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 langa 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 1n 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 mentionam 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. Aceasta 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 zambeasca 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 Botosanu cimpoiul pe umar si cum se imparteau vioristii in doua grupuri, ludndu-se la
intrecere. Ca marele violonist a fost i un mare actor a demonstrat-o cu prisosintd 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 numar de concert intr-un mic spectacol.
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Deseori puteai vedea pe scend momente teatralizate, in care participa nemijlocit si dirijorul Fluieras-
ului. G. Ciaichovschi-Meresanu scria: ,,Deseori Lunchevici se gaseste in dialog prin mimica, gesturi cu
soligtii cantéreti, redand plastic ba mosneagul mofturos, ba barbatul incurca-lume, ba badita
indragostitul, ori alt personaj al cantecelor interpretate de Tamara Ciobanu, Gheorghe Esanu, Zinaida
Julea s.a.” [2, p.36].

Arta dirijorald a lui S. Lunchevici difera de oricare altd orchestra de muzica populara, 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, fard indoiala, scopul
orchestrei Fluieras, in primul rand, a fost de a propaga melodiile populare, cantece, jocurile in aspectul
lor autohton, asa 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 1n salile 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, sarbe, 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 imbogdti 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 I-a ajutat pe S. Lunchevici nu numai sa
insuseasca rapid si sd 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 plinatatea cuvantului tolerant si deschis intru
prietenia dintre popoare, fapt bine reflectat in aria repertoriald a concertelor orchestrei sale:
»3. 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 strainatate 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 Tmbinat in mod fericit scoala academica clasica cu scoala ,,academica” folclorica. El uimea prin
»simtul” stilului fiecarei creatii interpretate. Cum a spus si Nina Ionascu (sotia lui Serghei Lunchevici):
,»Noi, ceilalti, stim ca daca Serghei Lunchevici canta Jalea tiganului, lacrima Soroca, iar daci 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

TATIANA BUSUIOC,
doctoranda,
Academia de Muzica, Teatru si Arte Plastice
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Santuzza din opera lui Pietro Mascaghi Cavalleria rusticana este un personaj complex, integru, pentru
redarea cdruia in scend se solicitd interpretei o intelegere, o patrundere in specificul continutului Verist si o mare
daruire. Maria Biesu a creat Cu madiestrie artisticd, dramaturgicd, vocal-interpretativa si, NU in ultimul
rdnd, psihologicd, personajul unic si irepetabil al Santuzzei, dind 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 interioard 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 o0 mamma*. Maria
Biesu posedand cu desavdrsire arta scenicd, a stiut sd transmita starea de spirit a personajului, confirmdand anume
prin acest rol potentialul sau enorm, ca vocalista, impundndu-se si ca o actrita de o fortd dramatica inegalabila.

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

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 i irepetabile, a rdmas 1n istoria culturii nationale ca ,,personalitate plurivalenta, primadona a
Operei Nationale din Chisinau, 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 inéltdtoare a publicului select” [1, p.140].

Dintre toate ipostazele mentionate, creatia artisticd, fara indoiald, ocupa un loc central in
palmaresul artistic al primadonei. Pe parcursul carierei sale artistice, Maria Biesu a oferit 0 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 meritd de mentionat rolurile
Tatianei din Evghenii Oneghin, al Lizei din Dama de Pica, al Nastasiei din Vrgjitoarea, al lolantei din
opera cu acelasi nume de P. Ceaikovski, al Zemfirei din Aleko de S. Rahmaninov.

Un loc apare 1n 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, dupd nuveld lui Giovanni Verga).® Aceasta capodopera liricd 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
partitura, ofera o posibilitate de a demonstra pe deplin nu doar abilitdtile 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
dificila in care se afld 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
deznadejde — sunt conturate foarte pronuntat in partitura muzicala. Emotiile sunt redate nu doar prin
linia vocala, dar si prin intermediul resurselor orchestrale. Trasaturile amintite determind structura
mozaicala, fluida, instabild a acestei scene. Romanza e Scena este alcdtuita din doua sectiuni,
compozitorul folosind acelasi material tematic, distribuit iscusit intre partida vocala si cea orchestrala,
la baza caruia stau doud elemente principale: primul se expune in cadrul introducerii orchestrale, ca o
melodie lirica, fragila, cu un ambitus destul de limitat, care brusc capatd o fortd si o expresivitate
deosebitd, un dramatism puternic, sustinut de largirea diapazonului melodic si introducerea dinamicii f.
Aceasta tema reda nemijlocit starea launtrici 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
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partida ei este plind de intonatii lamento (Tema 2). Acest material melodic va deveni ulterior un alt
element important in constructia muzicald a scenei.

3 Vom expune succint subiectul operei: ,,inaintea ridicarii cortinei se aude o serenada (Siciliana). Turiddu o canta
sub ferestrele Lolei, pe care a iubit-o inainte de a pleca in armata, gasind-o la intoarcere, maritata. Pentru a se
consola, Turiddu si-a gasit o altd iubitd, Santuzza, si a jurat sa o ia de nevastd, dar uitdndu-si promisiunile, s-a
intors la Lola. In timp ce taranii cantd bucuria primaverii, Santuzza cere noutiti despre Turridu de la mama
acestuia. Mai multi 1-au vizut pe langi casa Lolei. Intrebat de Santuzza unde si-a petrecut noaptea, tanarul fi
raspunde nepasator, apoi cu violenta. Aparitia Lolei o exaspereaza si, cand il intalneste pe Alfio, sotul acesteia, 1i
povesteste totul. Alfio jura sa se razbune. Dupa un scurt Intermezzo orchestral, actiunea se precipita. Abia incheiata
petrecerea de Pasti, Alfio il 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, prezentdm urmatoarea schema:

nr.1, 2019

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 Tema 1
orchestra vocala orchestrda

Interactiunea partidei vocale cu cea orchestrald 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 cd melodia vocald urmeaza toate nuantele textului cantat, se creeaza un stil melodic
flexibil, care reflecta 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 bazeaza 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 diferitd —
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, cantireata 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 penetranta, 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 culminanta, 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 il 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 scend, cantaretul Vladimir Dragos, primadona
Anume acolo, in opinia lui, profesorii i-au slefuit vocea, aceasta obtindnd o culoare timbrala frumoasa,
0 nuanta proaspatd, o respiratie corectd, un sunet uniform, egal si echilibrat in toate registrele si alte
calitati 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 fascinanta, dar si surprizand prin aceasta pe toata lumea aflatd in
sala. M. Biesu a reusit sa transmita pe deplin drama eroinei, trecerile ei emotive neasteptate — de la starea
pozitiva In sectiunea initiald a duetului cu Turiddu, cand Santuzza incearcd sa-1 convingd 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
ei actoricesti. ,,Desi Maria avea o voce mai liricd decat 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 ramane indiferent”, ,,Maria lucra foarte mult, intotdeauna
demonstra o atitudine extrem de serioasa fata de profesia ei, venea la spectacole cu 2—3 ore inainte, se
pregatea psihologic si emotional sd 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: cand Maria

4 Din interviu cu regizorul N. Constantinova.
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Biesu facea 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 ($i nu numai)
Maria Biesu era un ,,camerton”, un ,.etalon” al stilului belcanto, influentand pozitiv rezultatul sonor al
tuturor artistilor implicati Tn spectacolul de opera.

Talentul Mariei Biesu imbind belcanto-ul cu arta scenica elevatd, cunoasterea amanuntita a
partiturii muzicale cu desenul scenic bine pus la punct, tréirile vietii cotidiene cu emotiile scenice,
intuitia artisticd 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
practica interpretativd, menite a accelera procesul de studiere a pieselor corale i a aduce la urechile publicului
o variantd cdt mai desavdrsitd 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 definifie manifestd exteriorizarea esentei unui
lucru sau a unui proces si care este perceputd la modul direct de citre unul sau mai multi indivizi.
Deseori, anume aceastd muzica este indragita 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 jumatiti a sec. XX, muzica corala s-a manifestat mereu ca o
punte care unea membrii unei comunitati prin interese comune, datorita introducerii acesteia in multe
dintre institutiile publice, incepand cu scolile orasenesti, pana la casele de cultura din cele mai
indepartate sate. insd, formatiile corale nu erau profesioniste iar scoala componistica locald nu era una
avansata, 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 profesionald in
domeniul muzicii. Muzicologul Elena Mironenco mentioneaza ca ,transformadrile cardinale ce apar la
trecerea dintre epoci, de regula sunt concentrate imprejurul anilor cu doua zerouri. Dar confluenta
sec. XX—XXI este legatd si de procesul trecerii intr-un nou secol si mileniu, ce se deosebeste printr-un
grad extrem de 1nalt 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 inaltd. Una
din reprezentantele acestei pleiade de compozitori a fost si Zlata Tkaci, care gratie talentului si studiilor
sale a reusit s lase posteritatii o serie de lucrari in cele mai diverse genuri muzicale, inclusiv pentru
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diferite componente corale. Printre acestea, un interes sporit pentru noi prezinta piesele corale pentru
cor mixt, scrise la confluenta sec. XX—XXI. Miniaturile corale ale Zlatei Tkaci sunt adevarate perle ale
muzicii corale nationale. Pe 1anga limbajul muzical bine dezvoltat si aranjarea reusita 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 Beldh 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 sa creeze adevarate
modele de compozitie muzicald demne de a fi analizate si interpretate de colectivele profesioniste.

In practica interpretativd, atdt pe parcursul pregatirii 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, incét 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 romantica. in general, a doua jumdtate 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 afla in prim plan, iar ideile social-politice, atdt 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, rimanand pe tot parcursul sec. XX un mod de a relata intr-un timp restrans un micro-
cosmos plin de idei, sentimente, senzatii, s.a. si nu e de mirare ca anume acest gen este unul dominant
sl In creatia majoritatii compozitorilor neo-romantici, inclusiv mai multi compozitori locali. Un alt motiv
pentru care miniatura corala are succes atat 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, insa in cazul de fatd ne vom concentra atentia asupra a doud din miniaturile corale pentru
componenta mixta — Dulce plai si Lacul albastru, ambele compuse pe textele poetei Agnesa Rosca. O
primd comparatie, fie chiar si superficiala, observam ca lucrarile mentionate releva un contrast muzical
si sunt total diferite ca forma, material muzical, factura si metru.

Dulce Plai este o miniatura corala de dimensiuni restranse, scrisd 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 lucrarii, 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 albastra, rauri de argint, muntii carunti, cranguri de privighetori,
toate corelate intr-un singur tablou. Piesa Dulce plai poarta un caracter vesel si pozitv. Compozitoarea
nu face exces de mijloace de expresivitate, toate cele utilizate in piesa 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 sonoritati 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 concertistica. Aceasta aduce cu sine o serie de
probleme si impedimente 1n procesul descifrarii si, mai mult ca atat, in scena. 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 si mai mult reusita unei interpretiri excelente, tempoul Vivo excluzdnd, practic,
posibilitatea corectarii 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
o dictie perfectd si nu in ultimul rand cu o capacitate auditiva excelenta 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 corald: 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 tratari, folosirea carora ar facilita accesibilitatea perceptiei produsului artistic. Pentru aceasta
este nevoie de o studiere atenta 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 ca 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 in
interpretarea corald. De asemenea, pe parcursul piesei, In afara de tempourile initial stabilite, apar o serie
de schimbari de tempo precum si de nuante. Aceasta creatie necesita o atentie sporitd asupra intonatiei
si structurii armonice n special. Este principial pentru un dirijor de a crea conditii de sonoritate pentru
ca artistii de cor sa poatd sesiza si emite cu mai multd usurinta liniile lor melodice. Un factor extrem de
important in cazul schimbarii planului armonic pe parcursul lucrarii este respectarea stricta a pauzelor,
in timpul cérora grupurile corale au posibilitatea de a-si gisi 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 tripartitd simpla, 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, formeazi un contrast tematic. Insa
existd 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 arhaicd, apa a generat o
paradigma de semnificatii, pe cat de variata, pe atdt 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. Insi, pe langa textele poetice, apa fiind purtitoare de o energie colosal,
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poate fi reflectata 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 miscare a valurilor marii, miscare ce ofera 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 aceloragi imagini — miscarea 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 diferitd de cea din Dulce plai. Senzatiile
de adanc, necunoscut, intuneric §.a. nu ne parasesc nici pentru un moment pe tot parcursul lucrarii. Cu
siguranta, aceasta 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. Daca in Dulce Plai este ilustrat un simplu tablou din natura, atunci in Lacul Albastru
rolul primordial revine lumii lduntrice a omului. Desi initial si in acest caz, textul poetic pare sa ilustreze
un tablou din natura, acesta difera 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 lucrdri este mai
complexa decat in Dulce plai si reflectd o senzatie cosmica lipsita 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 sa comparam cu ceva lumea launtrica a unui individ, ludnd in calcul ca 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 s 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 doud 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,
experientd pe care o impartdseste in speranta focusarii atentiei muzicienilor asupra importantei acestora, din
perspectiva unor noi deschideri spre infelegerea si interpretarea muzicii, spre imbogdtirea experientelor de
interpretare. Subiectul poate fi util atat muzicienilor-practicieni, cdt si tuturor celor interesati de muzicd.

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. | 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. I 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 conceptuald 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 marcind evenimentele ante si post Erik Satie, ,, clasicul” avangardist al modernitdtii,
modernitatea insdsi 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-l individualizeaza si-i confera o dinamica proprie. Astfel ca,
de la notiune la concept, motivul exprima binarul unei structuri antinomice si expresia implozivd a innoirii.

Ceea ce numim motiv poate fi:

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

— 0 latentd 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 sa piard, sa construiasca si sa dirame cu
inocenta. In felul acesta, ca artist si copil, se joaca focul activ care plasmuieste si nimiceste cu inocentd” [3,
p.7].

Implozia motivica este explozia eului artistic intr-o negare a obignuintei.

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 cdutarea sunetului ,,pur”, pana la tacere ca
tonalitate existentiala.

Implozia motivica a existat mereu, pentru ¢ innoirea 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 modernititii, 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” sonori 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;
singurd, doza face ca un lucru sa nu mai fie o otrava”

De ce Erik Satie? Angoasa despartirii este marturisita intr-o scrisoare din 28 iunie 1893, in care-i
scria fratelui sau, Conrad si asteaptd gandind ca timpul va hotéri. Timpul singur a hotarat: in 1949, Henri
Sauguet atrage atentia lui John Cage asupra acestei piese. Cage o gaseste interesantd dar exclude ideea unei

performante. Muzica »saraca” a s i oo 540 i o et B e ke o prdble e s
,clasicului” avangardist, este un preambul al G e g

tacerii; contemporanii il numeau Maitre, ca pe 0 v 2 | A
tristete socraticd. Replierea catre sine este ,“k;ﬁg%,}sggg&,q,:@ﬁ*ﬁwfg'@ g@?&".ﬂ?ﬁi@i‘fz%&
socraticul Cunoaste-te pe tine insufi, iar tacerea este r i H T a7
acelasi socratic Eu stiu ca nu stiu nimic. Satie f)*"*ﬂ'ﬁ*FTAf:z%*#}f'f'i‘ifj'fii’!ii%ii?ifgzi
deschide drumul céatre tdcere ca tonalitate

existentiald; repetitivul Vexatiunilor sale din 1893 :an g b et J u B

devine previziunea socio-economica a anilor ’60: in 5@'” e wf h:ﬁg}ﬁ iﬁﬂﬁ e aﬁLﬁg’ﬁ'
1963, John Cage organizeaza, la New York, la | 9 sl ,,E,,, j:'"”"”""u' N —

Pocket Theatre (Teatrul de Buzunar), prima

interpretare completa a Vexatiunilor, creatia de 13 2 ;,,,;, e e

masuri a lui Erik Satie, repetatd de 840 de ori. Asa  ef—pirhe* '“’J bﬁgjl’i’ h—u; 7
incepe minimalismul, arta continutului ,,de nici un

fel” in care maxima e doar economia. Anii *60 sunt semnalati de filosoful francez Jean Baudrillard ca

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. Linistea in gandirea lui Cage nu e sinonima cu ,,prezenta unei absente”, Ci denumirea insasi a realitatii.
,Datorita linistii — spune Cage — zgomotele intrad 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 piesa, deschizand
capacul pianului, doar sa marcheze finalul partilor; publicul s-a suparat si a parasit sala, in aceeasi liniste.
In cartea sa, Silence, Cage afirmi ci acest concept de liniste nu se poate descrie decat in cuvinte pe care le
numeste zgomote organizate [8]. Tendintd irezistibila de disonantad (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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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]. Aceastd 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 indepartate 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, ci doar intr-0 comunicare — ,,[...] forma moderna, tehnica si aseptizata a
comuniunii este comunicarea, contactul”
[13].

Parerea lui Arvo Part despre forma era
urmatoarea: Dacd ne gandim la forma,

atunci nu vom intra niciodatd in viata
vesnicd. Este acelasi lucru ca §i atunci

cand ne e frica de moarte sau este un fel
de poarta. De nu vei trece prin ea, atunci

e e F nu vei intra acolo. Asadar, aceasta e
’ forma [10, p.78]. Un exemplu din creatia
E’?_%a s——e—1 = =———r- =—=7lui Arvo Part, ar putea fi cea dedicata
) ' i »cazului  Tarkovski”: un  ostinato
; é" —— = == = tintinnabular,  precumpanitor  intre
. addncuri §i inalgimi. Impresionat de
(6>~ - = =2 —=—— = i exilul aceluiasi mare regisor, in 1987, la

un an dupd moartea lui Tarkovski, Arvo

Part 1i dedica piesa Arbos.
Desi creatia lui Arvo Part e mult mai numeroasa, cu aceste doud exemple, m-am oprit 1n 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 taicerea. Minimalismul siu 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), '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 carei teoretician este, alaturi 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 falsi; din contra, ea este corecta si necesara” [15, p.408].

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

La mesnie fauveline Curtea fauvelina

La mesnie fauveline Neamul lui Fauvel

Qui a mau fere s’encline Care este dispus sd facd rau
Volentiers et de legier, De bundbvoie si necugetat,
Car ainc a autre doctrine, Pentru cd altid doctrind n-are,
Science ne dicipline Nici stiinta sau disciplind,

Ne deigna soi asegier Consideratd Adevarata...

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

Abundenta narativa, politextualitatea determina 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, fara 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 forma 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 Insisi, suficientd siesi’:

2 Johannes de Muris sau Jean des Murs, formele Jean des Murs si Jean de Meurs apartinind documentelor tarzii,
savant, matematician, astronom, nicut 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
Se retrograde et einsi fin.

Cintarea mea-ntreitd, de trei ori
Se intoarce si astfel s-a sfirsit [tr. n.].

Ma fin est mon commencement
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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, dupa 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 prezenta si heterofonia [£tepog. heteros — diferit], prin insdsi recurenta
melodica. Tot Pierre Boulez afirma ca, ,,Webern, prin Debussy, combate retorica mostenita, in vederea
reabilitdrii puterii sunetului™ [trad. n.]. Astfel cd, in Simfonia, op.21, creatie din 1928, Pierre Boulez
remarca aceeasi recurentd intalnita in sec. XIV, la Guillaume de Machaut [18].

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

Daca in rondoul lui Machaut, rondoul este recurenta, in creatia lui Webern, pe langa seria
recurentd, transpare ideea de intoarcerii la sunetul pur, prin descarnarea melodica si izolarile politimbrale.
Pentru Webern, propria sa estetica este deviza Non multa sed multum, scrisa ca dedicatie Iui 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 atat mai mult sa pledezi in favoarea

4 LAROUSSE Dictionnaires de Francais, article GUILLAUME DE MACHAULT: Le souci de réaffirmer de temps
en temps (pour eviter 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
harmoniques» [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 insasi 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
dacd nu excluzi, intr-0 anumita masurd, sentimentalitatea [19, p.109, trad. n.]. Excluderea intr-o anumita
masurd, a sentimentalitatii la reprezentantii neoclasicismului vienez, nu este o dezumanizare, ci un strigit
profund uman intr-un anumit moment al istoriei, acea constiinta riguroasda 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 ,,eterna” si ,,imuabild”, va fi doar ,,sedimentarea” vremelnica a motivului in propria sa ,,uzura”.

Motivul nu mai e sunetul, ci cautarea lui, iar forma ramane 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!
Reprezentantda a unui modernism de factura moderatd, in sensul realizarii unei sinteze intre vechi si nou, a unui
echilibru intre traditia simfonica si principiile folclorului romanesc, 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, cizeldndu-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, pdtrunsa de sinceritate.

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

In May 2017 the composer Irina Oddgescu-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-Tuguianu 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 Oddagescu-Tutuianu, composer, modernism of moderated persuasion, choral tradition,
flokloric intonation, rhythmic structure

In luna mai 2017 Irina Odigescu-Tutuianu a implinit frumoasa varsti 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. Incd din perioada post-enesciani s-a remarcat ca
reprezentantd a unui modernism de facturd moderatd, 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, 0 expresivitate riguroasa, masivd, 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 precedentd, caracterizata prin sonoritati dispersate,
o scriitura larga, 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
remarcabila, aptd de a sugera cele mai diverse sentimente si stari psihice. Acestea sunt cele doua
coordonate ale Irinei Odagescu-Tutuianu, cele doud fete care se combind 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 1n 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 melodica modald cu ample dezvoltari armonico-polifonice, subtila cunoastere a
orchestratiei, arta conducerii vocilor umane, dimensiuni innobilate de o expresie directa, spontana,
patrunsa de sinceritate.

Studiul stiintei muzicii a inceput pentru Irina Odagescu-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 muzicd moderna de la Darmstadt
(1972 51 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, céci de scena liricd compozitoarea nu s-a apropiat decit 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 Batdlia cu facle
inspirat de panzele pictorului Theodor Aman, poemul coregrafic Cdantec inalt, Cetatea de pamdnt —
compozitie vocal-simfonica pentru recitatori, trei ansambluri corale si orchestra, Tinerete fara batrdanete
si viatd fara de moarte — poem pentru orchestra de camera si recitator, dupa basmul lui Petre Ispirescu,
Sonata pentru vioara si pian, Melos — sonata pentru viold solo, Muzica pentru doud piane §i percutie,
Variatiuni pentru pian pe o tema populara din Bihor, Passacaglia pentru orgd.

Domeniul muzicii corale este puternic reprezentat, preocuparile sale in aceastd directie
insumand o constanta. Irina Oddgescu-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, reprezintd o retrospectiva a creatiei sale corale, structurata
pe 3 sectiuni:

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

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

3. lucrari de ample dimensiuni, foarte elaborate, cu scriitura moderna: poemele corale Oglindire,
Rugul painii pentru cor mixt, doi recitatori si percutie, dedicat Rascoalei taranesti din 1907, De
doi, Rdaddcini strabune, cantata corala Chemarea pdmdntului, simfonia corald Timpul
pamantului pentru cor mixt, recitatori si percutie.

Practicind in paralel analiza si cercetarea muzicologica, Irina Odagescu-Tutuianu a fost
prezenta in revistele de specialitate cu studii, analize muzicale, tratate didactice, a fost invitata la
conferinte si prelegeri internationale, la emisiuni radio si TV. Din anul 1967 si-a inceput activitatea
didactica la Universitatea Nationald 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
rugiciunea Tatal nostru semnata 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 corald Cdntdnd plaiul
Mioritei dateaza din anul 1977. A fost compusa pentru cor de femei si pian, iar ulterior a fost aranjata
pentru cor mixt, fiind dedicata dirijorului si profesorului Petre Craciun. Pe versurile lui Nicusor
Constantinescu, compozitoarea a creat un cantec frumos inchinat plaiurilor roménesti, intinderilor
dundrene 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 péstreazd aceeasi structura 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 intdi cu imprimarea clara a cadrului tonal.

Ex.1. Voci feminine
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Tril de cio-car-lii si na-iuri  un-de sal -ta ca-tre soa -re tril de cio-car-lii si na-iuri

)«

y A il

| LA
_—

O O [ (—
| NIy g gl= 1

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

® Din Corul Gavriil Musicescu face parte si semnatara articolului de fata.
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acompaniament pe o pedald ritmica. Acest ostinato, precum si secventarea motivului sopranelor suscita
o crestere treptata 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 realizeazd pe un traseu descendent, care imbogiteste imaginea sonord si
concluzioneaza esenta tematico-lirica a primei strofe:

Ex.2. Moment polifonic:
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Meno mosso maestoso al strofei mediane se afla in stransa corelatie cu Allegretto giocoso prin
inlocuirea valorii de patrime cu punct, cu patrime. Tempoul nu cedeaza prea mult, de aceea cantarea isi
pastreaza factura ritmica si nu marjeaza doar pe expresia melodicd. Se renunta la mersul schiopatat al
masurilor de 5/8, respectiv 7/8, iar noua stare emotionald, de meditatie, impune organizarea constanta a
formulelor ritmice in cadrul masurii de 4/4. Acumularea de tensiune implica deschiderea vocilor catre
acut, divizarea vocilor si cresterea dinamicd, atingdndu-se punctul culminant al intregii lucrarii pe
acordul lui fa major in fortissimo (masura 40). Din substanta poetico-muzicala a sectiunii secundare este
extrasd formularea necesara titulaturii acestei lucrari, 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 aseaza 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 generala face trecerea citre codd, moment in care migcarea este identicd cu tempoul
strofei B. Cantarea se stinge intr-o nuanta scazuta, iar ultimele acorduri de mi major propun o intonare
abia sesizabild (perdendosi) cu mici asezari pe fiecare silaba a cuvantului, pentru a face textul inteligibil.

Ex.3. Chintesenta mioritica
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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 tehnica 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 tinuta si forma,
tragandu-si seva din inepuizabila comoarda a cantecului popular romanesc” [1, p.41]. Animata de
frumoase ganduri, Irina Odagescu-Tutuianu a sustinut creatia muzicala romaneasca, dezvaluindu-ne-o
astfel: ,,Astazi... muzicianul isi géseste motivatia de a fi in muzica sa, straduindu-se ca ea sa conchida
si s 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 roman, in totalitate devotat prezentului pe care il traim, 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 muzica, dar, de a urmari cum a fost explicat fenomenul muzical pe parcursul timpului. Drept baza servesc trei
aspecte principale: perceptia umand, elementele muzicale si 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 anumitd perioada 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. I 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.

ROX NookrwdPRE

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, pluritonique 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, factura, ritm, dinamica s.a., evidentiind faptul cd 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-1 are autorul transcriptiei care, ca si compozitorul si interpretul, trebuie sa patrunda
in continutul emotional si conceptual al lucrarii originale §i sa o transcrie in forme noi, ce asigurd pastrarea
continutului ideatic al acesteia. Din aceasta cauza transcriptia in formd scrisa obtine statutul unui text muzical
de sine statator, cdci interpretul nu abordeaza textul original, ci lucrarea transcrisa.

Cuvinte-cheie: transcriere muzicald, acordeon, facturd, ritm, dinamicd, 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 ii 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, Tnsd aceasta actiune raméane 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 intermediara dintre
compozitor si ascultator este interpretul, scopul caruia consta in redarea continutului lucrarii muzicale.
Este necesar ca interpretul sd fie In stare sa redea informatia codificatd de autor. Un artist adevarat
poseda doua aptitudini importante — el este in stare sa 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 Imbind 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 lucréri 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
perceputa nu ca o munca tehnica, dar ca 0 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
schimba 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 trasituri ale originalului, deoarece nu fiecare lucrare, fiind
transferata in alte conditii timbral-instrumentale, pastreaza in egala masurad conceptul ideatic initial.

Factura. Toate schimbarile care apar n procesul transcriptiei se refera in mare parte la factura.
Redimensionarea facturii integral sau a unor componente ale ei este legatd 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 in
pastrarea corespondentelor imaginilor muzicale. Procesul de realizare a transcriptiei se bazeaza 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, avand si un anumit impact in arhitectonica lucrarii muzicale.

Timbrul. Una din principalele probleme in procesul de transcriptie se refera la timbru. Se stie,
cd in 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 luiJ. S. Bach, unde arta contrapunctului
are o pondere majora 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 poarta o functie cu o pondere majora,
fiind redat cu ajutorul mijloacelor instrumentale, apar unele aspecte noi ce contribuie la relevarea
semanticii lucrarii muzicale transcrise, $i prin aceasta nu diminueazd cu nimic valoarea artistica a
acesteia.

Astfel, selectarea opusurilor pentru transcriptie poate fi conditionatad de asemanarile dintre
sonoritdtile instrumentelor, iar in cele mai dese cazuri, autorii opteazd anume pentru acest tip.
Transcrierea pentru instrumentele care au o sunare timbrala specifica, ce diferd mult de instrumentul
original, este mai complicatd, 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 carora 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 iIn momentul selectarii
creatiei muzicale pentru transcriptie. Autorul transcriptiei trebuie sa tina cont de corelatia factorilor ce
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existd 1n arta muzicala: irepetabilitatea timbrala, legitura organica 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 descoperd mult mai amplu decit in interpretarea orchestrald. In muzica solistici-
instrumentald o insemndtate majord o au nuantele timbrale din interiorul sundrii 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 integral 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 lucrarii,
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 lucrarii transcrise
se referda 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 agogica si dinamicd, care au un rol mult mai important decat timbrul, in
interpretarea expresiva.

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

Echivalenta emotiva-conceptualid a unor factori de expresie muzicala se afld la baza
procedeelor tehnice ale transcriptiei. Spre exemplu: atingerea efectelor dinamice necesare cu ajutorul
mijloacelor facturii (marirea densitétii 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 sid reprezinte rezultatul revalorificarii
factorilor expresivitatii muzicale a lucrarii ce poate fi utilizat tinand cont de specificul instrumentului
nou (spre exemplu, factura poate fi divizatd in doud nivele: melodia expusd la vocea de sus si
acompaniamentul format din figuratii armonice, la acordeon aceasta pedald mecanica poate fi inlocuita
cu acorduri de durata lungd).

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 lucririi originale si
pastrate fara schimbari, iar altd parte poate fi variabila — ca urmare, pot aparea 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 intonationala 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, dupad cum si
nivelul de influentd a specificului sunarii 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 péstrarea conceptului artistic, fard indoiald aduc spre schimbarea mijloacelor de realizare a
conceptului artistic la instrumentul nou, adicd adaptarea lucrarii muzicale la alte conditii instrumentale
trebuie si aducd 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 instrumentald a conceptului compozitorului. Astfel, calea parcursd 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 n
forma scrisa 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 sd posede un stil propriu, o maniera
interpretativa individuald, mijloace indragite, de aici reiese ca trebuie sa 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 cé:

1. reconsiderarea creativa a mijloacelor de realizare cu conditia pastrarii continutului ideatic-
artistic al lucrarii muzicale si schimbarea expunerii materialului muzical tinand cont de
conditiile instrumentale noi, trebuie sd devind esenta si specificul transcriptiei;

2. 1ndeterminarea principiilor de baza a transcriptiei este necesar de a tine cont de urmétoarele
momente: a) imbinarea stabilitatii 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
instrumentald ce nu corespund caracteristicelor specificului instrumental nou; b)
imbogdtirea 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, corespunzitor instrumentelor originalului. Preconizadnd o transcriptie,
trebuie sa 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 transcrisd in conditii timbrale
noi luand in considerare modificarea inevitabilda a facturii, corelatiilor de registru, uneori si a
apogiaturilor. Dorinta de a face sonoritatea transcriptiei cit 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 maximalad 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, evitdnd problemele legate de aspectul tehnic. Notiunea de comoditate a devenit o
categorie istoricd. Ea se schimba impreuna cu istoria dezvoltarii instrumentului si a interpretarii — ceea
ce Tnainte se considera o prerogativa doar a unor persoane, astazi devine accesibil pentru majoritatea
interpretilor.
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B.H. JIATOIMMNHCKHN 1 KHEBCKASI IIKOJIA
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BORIS LYATOSHINSKY SI SCOALA KIEVEANA
(LA SEMICENTENARUL TRECERII IN ETERNITATE A COMPOZITORULUTI)

B.N. LIATOSHINSKY AND THE KIEV SCHOOL
(DEDICATED TO THE 50 YEARS FROM HIS DEATH)

EJEHA 3UHBKEBUY,
JIOKTOp XaOmimTar, mpodeccop,
HannonaneHas My3bikanbHas akagemus Y kpanssl umenu I1.1. Yalikosckoro,
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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 gcoald 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
JIamowuncxozo (1895-1988) — ¢ynoamopa yxpaunckoi cumponuu u coz0amens 3AMEUAMENbHbIX
npou3eeoeHull 8 CAMbIX PA3HLIX dHcanpax. Axyenmupyemcs poas JIamouwuncko2o-nedazozea, 8 Kuacce KOmopozo
copmuposanacsy Ko2opma KOMROIUMOPO8, U3BECMHASL NOO HA36AHUEM «HOBASI KUEBCKAS WKONIAY UNU «KUEBCKUTI
asaneapoy. Omo JI. I'paboscxuil, B. I'oozsyxuu, B. Curwbeecmpos, E. Cmankosuy, npoooisicusuiue 06HOGIeHUe
VKPAUHCKO20 MY3bIKAIbHO20 UCKYCCMBA, Hayamoe JIAmOowuncKum.

Knroueevie cnoea. yxpaunckas mysvika, asaneapo, Jlamowwunckuii, Ipabosckuii, [o03ayxuil,
Cunveecmpos, Cmankosuu

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 nonroro BpeMeHH, Kak CIIpaBeIMBO OTMEUAJIH T€, KTO He Oe3pa3iuyeH K cyab0am
YKPaHCKOI'O HCKYCCTBa, TOJBKO JBa TIO0J0OCa U3 XOpa YKPAMHCKOH KyJbTYphl TOITYYHIIH
MEXIYHApOJHYI0 HW3BECTHOCTB: CKYIBNTOP AJleKCaHIp ApXHWIIEHKO M pexuccep AJeKkcaHip
HosxeHko. Bee ocranbHoe, 0cO0EHHO ecii TOBOPUTH 00 YKPaUHCKUX KOMITO3UTOPAX, «PacTBOPSIIOCHY
B obmeM — HeauddepeHIMPOBaHHOM IMOHSATHH «COBETCKas My3blka». Ceiuac cuTyalusi, KOHEUHO,
n3MeHunacb. Ho mepBbM, ybe KMMS ObBUIO 100aBIEHO K 3TOMY KpaTKoMy chucky, Obim Bopuc
Huxonaesnu JIATOMMHCKAN.

Mecto b. JIATOMIMHCKOrO B YKpPaWHCKOW KyJIbType OYEHb 3HAUMUTENbHO. I yKpawmHCKON
MY3bIKH OH — TO K€, uTo, uyTo s Ilonpmm — K. IIlnmanoBckuii, b. baprok — st Benrpun,
JIx. Onecky — st Pymeiaun. CBetiias M My>KeCTBEHHAS IMYHOCTb, JISTOMIMHCKHAN TPOXKHI TPYTHYIO
xu3Hb (1895—-1968). OH He ObLT 00JIACKaH COBETCKOW BIIACTHIO, OOJIEe TOr0, UMEHHO €0 TBOPYECTBO
MTOCTOSTHHO TTO/IBEPTajIOCh TOHEHUSM, TIOCKOJIbKY HE BIMCHIBAJIOCH B Y3aKOHEHHBIE PAMKH COIIPEaIN3Ma.
Ero ooBunsnu B popmammsme (u3BectHoe mocraHoBieHue [IK KIICC 1948 r.), B KOCMOIIOIUTH3ME
(1949), kxpuTHYECKOMY TIOHOIIIEHHUIO MMOABepraiuch ero Bropas cumdonns (1936) u Tpetss (1951), ero
ornepsl. Bo BpeMst o100HBIX MOJUTHUECKUX KaMIaHui JISTOIIMHCKUIA BeJl ce0st My>kecTBeHHO. OH He
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Kasijics, He 00eIlall «MCIIPaBUThCS», 8 — HAIPOTUB — 3alUIIall CBOU IPOU3BEACHUS, OTCTauBaJl IPaBoO
MMETh CBOW CTHIIb, COOCTBEHHYIO TBOPYECKYI mosuumiol. Bo BpeMeHa BceoOuueil BHyTpeHHEH
HECBOOO/BI, OH ObLT a0COMIOTHO BHYTPEHHE CBOOOTHBIM YEIIOBEKOM.

Bricokoe uenoBedyeckoe TOCTOMHCTBO, KOTOpOoe ObLIo npucyiie JIaTommHacKkoMy, 6e3yCioBHO,
CTajlo OJHOW M3 MPUYUH TOTO, YTO UMEHHO M3 €ro Kiacca BBIIUIM TJaBHbIE «OyHTapW» yKpauHCKON
My3bikun — B. CumbsBectpos, JI. ['paboBckuii, B. I'omzsimkuii. Ho, koHeUHO, epBOOYEpeHYIO POIbH
CBITPAJIA B 5TOM TaJaHT, BEICOKUI MPOQeCcCHOHANN3M U MOUIMHHBIN «eBpoIen3mM» JISTommHCKoro.

OH TBOpMIJI BO BCEX KaHpax (Cpeau ero Mpou3BeAeHUil 5 cuM¢oHUil, 2 omepbl, YBEpTIOPHI,
[I03MBI, WHCTPYMEHTaJbHbIC aHCAaMOJIM, XOpbl, POMAHCHl M T.I.), U €ro TBOPYECTBO OKAa3aJIo
CTHUMYJIUpYIOIlee BO3ACHCTBHE Ha MNYTH M CyAbOBl YKPAaMHCKOH MY3BIKH, B OCOOCHHOCTH
cM(OHUYIECKOM:

— ero cuM(pOHMH 33JaNH YKPAaUHCKOMY CHUM(OHHM3MY «YCKOPEHHE», KOTOpPOE BBIBEJIO
YKpauHCKYI0 CHM(OHHUIO Ha 00IIeeBPONICHCKUI YPOBEHB;

— HMEHHO JIATOIMHCKHUM «IIpouYepTUI» B YKPAaUHCKOW MYy3BIKE JHHHIO KOHIEMIIMOHHOIO
KOH(JIMKTHO-IpaMaTHYECKOro CUM(OHU3Ma, CTABLIETO BEAYIIUM B TBOPUECTBE YKPAMHCKUX
cUM(OHHCTOB,

— JIATOMMHCKUN pacIIMpUIl apceHan TOATUKHM YKpPauHCKOW cHMQOHWH, TpeodpazoBan ee
TUTIOJIOTHIO, TIOKa3aJl BO3MOXKHOCTh aTUIIMYHBIX perreHuid. Kaxnast cumdonust JIATommHcKoro
— 3TO CIIOP C CaMHUM COOOM, CIIOp C KAHOHOM, CIOP C MPEIBIIYIIHNM OIIyCOM.

[Houtu Bca xu3Hb Jlarommumuckoro (¢ 1913 r.) cessana ¢ KueBom, rae oH yuuics B
yHHBepcuTeTe (OKOHYII Fopuandeckuii GpakynsTet B 1918 r.) 1 koHCepBaTOpum — B Kinacce P. ['muepa
(oxonumnn B 1919). Kak mpodeccop KueBckoit KOHCepBaTOPUH OH BEJ KJIACChl KOMIIO3HMIIMU U
opkecTpoBkH. Cpeny ero yueHuKoB, IOMUMO Ha3BaHHBIX, — Mropp bansa (komMno3utop 1 My3bIKOBE/,
BIIOCJICACTBUM M3BECTHBIH CBOMMH (YHAAaMEHTAIbHBIMU HCCIEIOBAaHMAMU O  CIAaBSHCKHX
MY3BIKJIBHBIX KyJIbTypax), komno3utopsl Urops 1llamo, Branumup 3aropues, CstocnaB KpyTukos,
Jlecs Hpruxo, Bmamumup ['y6a, u np. [locnemHumu cpenu ero BocnHTaHHUKOB ObLTH OcBanbrac
banakayckac, Eprenmii CrankoBnd u MBan Kapabum, xotopele mocie cmepTu JIaTommHCKOTO
3aKaHYMBAJIM KOHCEPBATOPHIO M0 Kiaccy MupociaBa Ckopuka.

Koneuno, He oaumH JIATOIIMHCKWI NpeAcTaBIsT B T€ TOJAbl YKPaMHCKYIO My3bIKy. Ero
COBpeMEHHHMKaMH ¥ Koyiieramu 1o pabore B KueBckoit koncepsaropun 0butn v Kozuukwid, Jles
PeByukuii, Aunpeii LltorapeHko W Op., Takke BOCIMTABIINE HE OJHO IOKOJICHHE YKPAaWHCKHX
KoMmro3uTopoB. Ho — mokasarenpHO, YTO MMEHHO B Kiacce JIATOIIMHCKOro 3apoawicsi BHPYC
aBaHrapza. JIATOIMHCKUI BEJIMKOJIEITHO OPUEHTUPOBAIICS B COBPEMEHHOM €BPOIEHCKON My3bIKAJIBHON
KYJIBTYpP€, XOPOLIO 3HaJl HOBO-BEHCKYIO IIKOJIY, XOTsI He OBl €€ IociIeIoBaTeIeM; 3Hall BCe HOBEUIINE
BeSHHUSI CBOETO BpEMEHHU. YK€ IIepBble €ro TNPOW3BEACHUS TIOKa3bIBAIOT, YTO OH HE ObLI
3arporpaMMHpOBaH Ha MOJAYMHEHHE JOTMaM Collpean3Ma.

JIATOIIMHCKHUI HE YyYWJI CBOMX YYEHHKOB OBITH OYHTapsIMH, HO €ro HE3aBUCHMAs MO3ULMS
Hay4uia uX 3ToMy. Ml Bo MHOrOM OHU TIOBTOPHIIH TPYAHYIO CYIBOY CBOETO yuuTens. B mepByro ouepens
3TO KacaeTcsl ero CTyAEHTOB M acnupaHToB 1960-x rr. (3T0 I'paboBckuii, CunbBectpoB, ['oa3siukuid,
3aropiieB), KOTOpPbI€ BOIUIM B HCTOPHIO YKPAaWHCKOM MY3bIKM TOJI Ha3BaHUEM «HOBas KHEBCKas
IIKOJIa», WM «KWEBCKWHA aBaHrapa». LMeHHO OHHM, TOJMOJFHO OCBOMB aBaHTapAHBIE U
NocTaBaHrapAHble TeueHus: XX Beka, ObUIM NEpPBBIMH, KTO Ppa3[BUHYJ] TEMAaTU4YeCKUE U
TEXHOJIOTHYECKHE pPAMKH YKPAMHCKOW MY3BIKM, 32 YTO TOJYYIJIN TONHYIO 03y MOJUTHYECKHX

1 Cm. 06 atom: Tlo cTpanuuam 3a6biTeix crenorpamm (B. Jistommuckuit u 1948 rox). Tly6nukamus 1 npuMedanus
E. 3unbkeBnu [1].
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OOBUHEHUI U KapaTeabHbIX aKIi (MckiItoueHre u3 Coro3a KOMIIO3UTOPOB, 3alIPEThl Ha UCIIONHEHUE U
nyOnukanun). Ceiiyac Bce OHM PU3HAHBI, UCTIONHAIOTCSA B Pa3HBIX CTpaHaX MHpa.

Jleonuna I'padoBckoro (p. 1935, c 1989 xuset B CIIIA) Ha3bIBaIN «aloCTONIOM YKPAUHCKOTO
aBanrapaa». OH OJHMM W3 MEPBBIX CTAN MPEACTABIATh YKPAHMHCKYIO MY3bIKY 3a mpenemamu CCCP
(1970 — Bapmiasckas ocenb, [omeomopghus II; 1971 — Porrepmam, MyssikanbHas Hemens
Tayneamyc, Mope). DTo OH MepeBell Ha YKPAaHHCKUi U pycckuit si3piku kHury E. Kpeneka 12-monoswiil
xoumpanyukm W kaury . Enunexa Bgedenue 6 12-monogyro Komnozuyuto, 0 KOTOPOH MOJIOABIE
YKpauHCKHE aBaHrapAucThl mocTurand aoxaekadonuto. A B 1975 romy B ero mepeBome Obuia
orryonuKoBaHa Mcmopus 2apMoHuy U KOHMpanyHKkma Moseda Xomuncskoro. B I'paGoBckoM Beerna
COEAMHSUINCH YYCHBIH U TBOPEIl (IOMUMO KOHCEPBATOPCKOTO 00pa30BaHusl, OH IMEET YHUBEPCHUTETCKOE
— 9KoHOMHuecKui GaxyiapreT KueBckoro yHusepcurera), eMy IpUHAIUIEKHUT HEMAJIO SIPKUX CTaTel,
oImyONMKOBaHHBIX B KypHane Cosemckasa mysvika (Tne oH pabortanm pemaktopoMm B 1981-89 rr.).
PanyonansHbIi CTHIIB MBIIIEHHUS | pabOBCKOT0 BCETAa OLIYTHM B €T0 TBOPUECTBE (HE CIyYaliHO YXKe B
60-¢ IT. OH MeuTall 0 COCeTUHEHUH MY3bIKU 1 kKnoepHetuku!). 1960-¢ rT. B TBOpuecTBe ['paboBckoro —
3TO My3bIKa aTOHAJIbHO-COHOPHUCTUYECKAS, C JIEMEHTAMH MOJAIBHOCTH — Kak Mukpocmpykmypbi 11
robost cono, Koncmanmel Aisl 4eThipeX (OPTEMBbSHO, MIECTH TPYMIN MEPKYCCHH U CKPHUIKH COJIO;
Anownckue xokKy Uit TeHOPA, (preiTsl MUKKoTO0, harota u kcmnodora. 1970-e — 3To anropuTMHUYECcKUe
KOMITO3UIIMH, MPEICTaBICHHbIC UKIOM [ omeomopghuii niis poprenbsao (I-111) u cumdonngeckoro
opkectpa (1V), roe coueTaroTcst «CTPYKTYypPHBIA MEHUMAIH3MY (BBIpaXkeHue | paboBCKOT0) U «OOTbIIIast
¢opmay. Cam ['paboBCKHil cuMTaeT, YTO OH OBLI MEPBHIM MHUHUMAJIMCTOM B COBETCKOH My3bike. B
MOCJIEAYIOUINE TOJIbl €T0 TBOPYECTBO, MO CJIOBAM KOMIIO3UTOPA, — 3TO «TEXHUKA KOHTPOJIHUPYEMBIX
CIlyJyalHBIX TIPOLIECCOB», C THUINUYHBIM JUIsi ['paboBckoro nyanu3Mom: aOCTpakuus 4Yuciaa U
YTOHYEHHOCTh 3ByKa. PalllioHalbHOE Hauyalno HUKOTJa HE MOJAaBIsIeT SMOLMOHAIBHBIX KayecTB
npousBeneHuit ['paboBckoro. OHM Bcerma OTIMYAIOTCS TOHKHM BKYCOM, padWHHUPOBAHHOCTHIO,
BBICOKMM YYBCTBOM CTHUJIAL.

Burammii INom3sukuii (p. 1936) BeIAETSIICS Cpeld MOJIOBIX KHEBCKUX aBaHTAPANCTOB CBOUM
panukanu3MoM. Jlpy3psi Has3bIBalMl €ro «yJbTpa-MoAepHUCT». OH SKCHEpUMEHTHPOBal B 00JacTu
KOHKPETHON MYy3BIKHM, B YaCTHOCTH, OH CO3fal Torga Yemsvipe smioda Ons maznumogona (1964):
Peanusayus  29/1, Omancunuposannviii uemooan, Aumughopmenvano w Hioancvl, € 3BYKH
W3BJICKAIUCh TBO3ASMHU, KOTOpble Opocalii B IIMHKOBBIA 0ak, ygapamMH HO 4YEMOAAHy, TPEHHUEM
pac4eckoii Bl1oJib cTpyH (oprenbsino. Torna — B 1960-e — 3T0 BBITIIACIO BhI3bIBaOIEH (POHIO0M IO
OTHOLICHUIO K COBETCKOM My3blKe. TeXHUKY «KOHKPETHOH My3bIKM» ['Om3siukuil mo3xe ymadHO
WCTIOJIB30BAN B MY3bIKAJIbHOM O0(OPMIICHHN MYJIbTHUIEMOB.

CepuifHOCTh M IYaHTWIM3M JISKUT B OCHOBE (hopTenbsHHOM mbechl ['om3siukoro Paspuigu
naockocmeti (1963). CTUMynoM K ee CO3IaHHMIO IOCIY)XKWIa KHUTa 00 OTKPBITHUSIX COBPEMEHHOM
¢u3uKu, W Tbeca SBISETCS CBOETO POAA «MY3BIKabHBIM KOHCIIEKTOM» POXKICHUS MaTepuu.
«Bo3HUKHOBEHHE, CYIIECTBOBAHME, HUYTO — BOT Ba)KHEMIIME ATallbl CTAHOBICHHS (OPMBDY, —
0OBsICHSIET aBTOp. — MBI PUCYTCTBYEM IIPH TMOSIBICHAN YaCTHUIl 3TOW MAaTEpPHH, KAaKOW-TO 3BYKOBOM
Tia3Mel...». Cam [om3skuii cunrtaer, 4To B ero pabote Hall Paspwvieamu niockocmetl ChITpalio poib
ero 3HakoMcTBO ¢ Klavierstiicke K. llITokxay3eHa.

Banentun CuabBectpoB (p. 1937), moxamyi, HanOoJiee W3BECTHBIA M3 BCEX YUYCHUKOB
b. Jlsrommackoro. OH MHOIO HCHOJNHSETCS M MHOIO IMIIET, B €r0 TBOPYECTBE IPEACTABIICHBI
MIPaKTHYECKH BCE XKAHPBI, KPOME MY3bIKATBHOTO TeaTpa. M Bce — HeopanHapHBI IO HCIIOTHUTEIBCKOMY
COCTaBy M KOHIIECTIIITHOHHOW-KAHPOBOMY pelieHuto: [locmaroouu, KOTOpbIE HUUEro He 3aBEpINaioT, a
JEep3KO CyHIECTBYIOT camu 1o cede; Ilsras cumdonus, 0003HaYeHHass aBTOPOM Kak postsinfonia —
CcBOE00OPa3HOE X0 COHATHO-CUM(DOHHYECKOTO IMKIIA; Tuxue nechu — IpaHuo3HbIH, cBbilre 100 MUHYT
3BY4aHHsI BOKIBHBIN UKL, CBOETO POJia «CUM(OHMS» IS ToJIoca U (HOPTENBSIHO.
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Benymue My3bIKaHTBI ¢ MUPOBBIM MMEHEM OT3bIBalOTCS 0 CHUJIBBECTPOBE B IPEBOCXOMIHBIX
CTETEHSIX:

Apso I1spt: «Ecnu 6b1 MEHS IOMIPOCHIIN Ha3BaTh UMSI COBPEMEHHOT'O KOMIIO3UTOPA, TO MIEPBHIM
st ipon3Hec 061 UMsT CHITEBECTPOBAY.

I'ma Kanuenu: «Mms CunibBecTpoBa accolMMpyeTcss Y MEHA, B IEPBYIO Ouepelb C
BO3BBIIIEHHOCTBIO, YUCTOTOM, TOPSAAOYHOCTBIO, YECTHOCTHIO U BOXKBUM AapoM...».

My3sbiky CuibBecTpoBa MOCIENHUX JIET TOYHO XapakTepusyroT cioBa CTaHKOBHYA: «...OH
MOTPYKEH B IMOMCK KpPacoThl, OTCIOJIa €ro CTPEMJIEHME K KiacCHMuecKkoMmy Mmarepuany. CryxeHue
KpacoTe B HMCKycCTBe». J|eHCTBHUTENBHO, B €r0 NPOU3BEACHUAX CeHuyac IOCIOACTBYET MEJIOAMSM,
KJlacCU4ecKasi SICHOCTh (MHBIMH TIPHHUMAaeMasi 3a YMNPOILIEHHOCThb), MOITHYECKas BO3BBILICHHOCTH
BbICKa3bIBaHMA. [Ipu 3TOM coxpansieTcsa cBolcTBeHHass CHIbBECTPOBY M3OLIPEHHAs KOMIIO3UTOPCKAst
TEXHHUKA U XapaKTepHbIE I HEro 3ByKOOOpa3bl, TUIIMYHBIE JIEKCEMBI (KaK CTOJIb CBOMCTBEHHbIE €My
(buUrypanroHHble «CTPYCHUS», TACTOPATIBHBIC «30BBI»).

Ilepuon ero ronomeckoro Sturm und Drang cBsizaH, Kak U y €ro TOBapHIIEH M COyUYEHUKOB, C
cepuiinoii texuukoir (Tpuo mnst ueitter, TpyOsl W uenmectbl, 1962; Mucmepus, 1964 u np.),
MyaHTHUJIN3MOM, aneatopukod, coHopuctukoi (IIpoexnmm Ha KinaBecwH, BHOpaOH W KOJOKOIA,
Monoous nns ¢doprenbsiHo U opkectpa, Cumponus Ne2 — Bce 1965 m ap.). Ho gaxke stm
TEXHOJIOTMYHBbIE MapTUTYPHl YK€ TOT/a OTIMYAJIO IJIABEHCTBO JUPUYECKOrO0 Hayaja, OIIyIIajach
pacTBOPEHHAS B HUX MEJIOIUYECKAs S3HEPTHsl (XOTs METIOAU3Ma B 0OBIYHOM IOHUMAHUH 3/1€Ch, KOHEUHO,
He OBLIO).

B npomsBenennsx 1970-x rr. NOSBISIFOTCS 3JIEMEHTHI XeTIEHUHTa, THCTPYMEHTAILHOT'O TeaTpa
(Apama nnst ckpuriku, BuosoH4yenu u poprenbsto, 1971; cumboHust s BUOTOHYETH, HOPTEMBIHO U
opkectpa Meoumayus, 1972 w nAp.), NOCTENEHHO CMSr4aeTcs JIEKCHKA, aBaHTApAHOE IHCHhMO
coueTaeTcs C TOHAJHHBIM MBIIIEHHEM (B 3TOM IUTaHe mokasarenbHbl KBaprer Nel, 1974; YerBepTas
cumdonust — 1976 u Ilsaras — 1980). OMOUNOHANTBEHO-TIONHOBECHBIM CTaHOBHUTCS y CHIIbBECTPOBA
OTIENBHBIN 3BYKO-TeMOp, 3BYKO-pUTM, Jaxe maysa. [lopaxkaeT TBOpuMash My3bIKOH 0OBEMHOCTH
3BYKOBBIX MHUPOB, UX «KOCMHYECKasD» OecrpeaeabHOCTb, 3((EeKTh MPOCTPAaHCTBEHHON NEPCIEKTUBHIL.
3BYKOBBIE CTYIIEHHS BBI3BIBAIOT AacCOIMAIM C MOLIHBIMH CBETOBBIMH BCIBIIIKAMH W HX
MOCJEIYIOUIM PACCEHBAHUEM.

B nocnennue pecatunetus B My3bike CHIIbBECTpOBA elle OOJbLIEe yCUIMBAETCS BHUMAaHUE K
3BYKY KaK TAKOBOMY, MaHepe 1 KaueCTBY €ro Mpou3HeceHus. VicTanBaHie HHTOHAIIMOHHBIX UMITYJIbCOB,
nenanbHele NUICH(Bl  («mOCne3ByuHs»), (GakTypHas MPO3pavyHOCTh — TIOYTH OECIIOTHOCTb,
netanpHedmas (OyKBaJlbHO MOTAKTOBAas) TEMIOBAsk M JWHAMHYECKas HIOAHCHPOBKA — BOT oOIIHe
NPUMETBI COYMHEHUI 3THX JieT (Becmuuxk for strings and piano, 1997; Epitaph to L.B. for strings and
piano, 1999; Pexsuem Onsn Jlapucei, 1uisi XOpa, CONUCTOB U opkecTpa, 1999; Ocennssn cepenada s
cornpaHo U kaMmepHoro opkectpa, 2000; [umu-2001 o1 opxecmpa v ap.). CBON HBIHEIIHUN CTHIIb CaM
KOMITO3UTOP Ha3bIBAET «METa-MY3bIKOI» (MeTahopruecKOl My3bIKOH), a UCCIIEI0BATENN ONPEAEIISIOT
€ro KaK «MEeJMTAaTHBHBIA TOCTMOJIEPHU3M». APryMEHTaMHU CIYXHT JUIS HUX quasi-TIpoCToTa s3bIKa
NPOM3BEECHUH, CTWIIEBAs WMHTALUS «AHOHUMHOIO IwieTaHTu3Ma» (CHIbBECTPOB HA3bIBACT €ro
«chalbplii  CTHIIBY), KyJIbTHBUPYyEMas KOMIO3UTOPOM OCTETHKA THIIMHBI, MEIJICHHbIE TEMIIHI,
MOJJUEPKUBAIONINE  JTUPUKO-MEIUTATUBHYIO OKPAlIEHHOCTh MY3bIKH. OJHAKO OT THITUYHBIX
MOCTMOAEPHHUCTCKUX siBJIeHUH CHUIIBBECTPOBA OTIMYAET MOJIHOE OTCYTCTBHE UPOHUH 110 OTHOLICHHUIO K
AJUTIO3NTHOMY MaTepHally, NCKPEHHE-IMOIIMOHAIFHOE BYYBCTBOBAHHE B HETO.

N3 «vmaammxy» yuennkoB b. JIstommHackoro Beigenunmck EBrenuii CtankoBu4 (p. 1942) u
HBan Kapa6un (1945-2002). O6a pa3Buin cUM(pOHHYECKYIO TPAIHULUIO CBOETO y4uuTels. FIMeHHO K
HEell BOCXOJUT TOT MHTEPECHBI CHHTE3 AIOCA M JPaMbl, KOTOPBIM POXKJICHBI Takne CHM(MOHUYIECKHE
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nmosiotHa kak Ilepas cumdonus Kapabuua [lame necen 06 Vrpaune (1974) u Tpetbsi cumdonus
CrankoBuva A cmeepooicytoco Ha ctuxu [1. TerauHbI 1151 conrcTa, xopa u opkectpa (1976).

CTaHkoBMY CTajl MPHU3HAHHBIM JIUJICPOM KOMIIO3UTOPCKOW «Mojoaexu 1970-x» w,
CBOEOOpa3HO MPOJODKMB MHCCcHIO b. JIATommHCKOrO, chirpan OONBIIyI0O PONb B OOHOBICHHH
yKpauHckoi My3blkdn. OH cpa3y BBICTHMIICS CpPEAM CBEPCTHHKOB CBOCH HSMOLMOHAIBHON
PacKOBaHHOCTBIO, OTKPHITOW ad(heKTHPOBAHHOCTHIO YYBCTBA, TEXHOJIOTHYECKOW CBOOOMOH, SIPKOM
HAallMOHAJIbHON YKOPEHEHHOCTBIO. DTO KOMIIO3UTOpP MOIIHOI'O IPaMaTH4ecKOro TEeMIepaMeHTa M
SMHUYECKOTo AbIxaHus. Jlake kamepHbIe KaHpbl OOPETaloT MO €ro mepoM adCOMIOTHO HE KaMEpHYIO
MOIIlb — KakK, K mpuMepy, TpeTss kamepHas cuMborus 11 GraeiTs! 1 ctpyHHOTO OpKectpa (1982) —
MexnynaponHas TpubyHa kommo3utopoB mpu FOHECKO Brmoumna ee B umcino 10 mywmmx
npomsBeneHuii 1985 rona.

B cBoe Bpemst CTaHKOBHY OTJall JaHb aBaHTapAHBIM U IOCTaBaHTapAHBIM TeHACHUUSIM. EcTh y
HETO OMYCHl, CBsI3aHHbIE ¢ Urpod uyxkumu ctuiasmu (Cumdonuerra, 1971), quasi-Oapounsie
kommosummu Sinfonia Larga (1973), u “pomantudeckne” (Cumbonns Ned Lirica). Kax ucTuHHBIH
npodeccuoHal, OH PaBHO YCIEUIHO paboTaeT B JIIOOBIX XaHPax, B TOM YHCIIE U MPUKIAAHBIX (My3bIKa
KuHO, HanpuMep). Ho Bce ke Oosee Bcero OH TATOTEET K KOHIETIIMOHHOHN ApaMaTypruy mpoOIeMHO-
¢unocodekoro mrana. OTcona — JTOMHUHHPOBAHHE B €r0 TBOPUECTBE MOHYMEHTAIBHBIX (OopM —
TeaTpalibHBIX, CAM(YOHUIECKUX, BOKAIbHO-UHCTPYMEHTAIbHBIX.

Ero cumbonnn (8 «Oompmux» m 9 xamepHbIX), Kak u cuMpoHun CHIIbBECTPOBa, BHIBEIN
YKPaMHCKYIO0 CUM(OHHIO Ha MEXKIyHapoIHYt0 apeHy. Onepa [[sim nanopomi (1980) crana B YkpanHe
MIEPBOI M YHUKAJIBHOM T10 JKaHPOBOMY PELICHHUIO (OJIBK-0Iepoi (0OHa MOABEPIIIach UICOIOTUIECKOMY
MpecIeIOBaHUI0 M ObLIa CHATA C MMOCTaHOBKHW). HOBBIM CIIOBOM B yKpaWHCKOM Oaiere cTamu (oJbK-
Oanet Maiicvka niu (1986), 6aner-nactuuuo Hiu nepeo Pizosom (1990), o6a — no H. INorosro; apam-
Oanetsl Onvea (1982) m Buxuueu (1999), BHOXHOBIEHHBIE MOATHKOW IPEBHEPYCCKHUX IIETOIHCEH.
Msorue mnpousBeneHuss CTaHKOBMYA IOCBSIIEHBl TPAarMYeCKUM CTPAaHUIIAM HCTOPUH Y KpPauHbI:
Hanaxioa (1992) — sxeprBam T'omomomopa, Kaoouur-pexeuem (1991) — tparenuu Babpero Slpa;
Yopua enezis (1991), Mysuka pyooeo nicy (1992), Iloema ckop6omu (1993) — tpareaunu YepHoObLIS.
B mocneanue rogpl — Kak Uy MHOTHX YKPaWHCKHX KOMIIO3UTOPOB — B TBopuecTBe CTaHKOBHYA
BO3POIUIICS 3alPEIISHHBIA paHee ®aHp — TyXOBHOU My3bIkH (Hexail nputide yapcmesie Teoe nis xopa
1 cuM(OHUYECKOT0 OpKecTpa Ha TeKcThl u3 bubmmu — 1994; Mysuka na ncammu /Jlasudosi — 1998—
2000, JTutyprust Cesitoro Moanna 3natoycra — 2004).

Jist my3bikn CTaHKOBHYA XapaKTepeH runepOoIn3M CpeicTB U MacIiTaboB — € Ype3MEPHBIM
HanpsDKEHUEM MY3bIKQTBHOW TKaHHW: TMOJIMIUIACTOBBIE TYTTH, TPOMOIOJOOHBIE aKyCTHYECKHE
W3BEPKEHMS, BBI3BIBAIOIIME aHAJOrMu ¢ OyiicTBoMm ctuxuidl. Ho ecTb u npyroe — morpyxeHue B
MUWUHy, B TAKOE 3BEHsILEe 0€3MOJIBHE, YTO KAKETCSI, OyATO CIIBIIIHO JbIXaHUE MbICIH.

BesycnoBHO, HE TONBKO MPSIMbIE YYCHUKU JISTOMIMHCKOTO CTaJIM MPOAOIDKATENSMHU €Tro JIea.
JIsTommMHCKUI TaBHO CTall 0OwWeli, yHUBEPCATLHOW TPaAUIMeN ISl YKPAUHCKOW MY3bIKU, BHE KOTOPOM
He (POPMHUPYETCS HU OJTHO M3 €€ ABJIeHHI?. Tak 4To B pasroBOpe O BIMAHUU JIATOIIMHCKOTO Ha CYIL0bI
YKPanHCKOW MY3bIKH PeUb JOJDKHA UATH HE TOJIBKO O «KHEBCKOW IIKOJIE.

Kpome TOro, B Hacrosimee Bpemst reorpapuyeckuii NOpUHOMI B  KiIacCH(pUKaLUH
KOMIIO3UTOPCKHUX IIKON YKpawHbl OYeHb YCJIOBeH. M1 He TOJBKO TOTOMY, 4YTO MPEJCTaBUTEIN
«1bBOBCKOM mkonbDy (Mupocnas Ckopuk, I'ennaanii Jlsmenko, I'anna ['aBpuien) u «xapbKOBCKOI
koD (JIeB Kooy, Cepreit [Tmmotukos, Anekcanap LlleTurckuit) — xxuByT 1 padbotaroT B Kuese.
CoBpeMeHHasi KOMIIO3UTOPCKAsE MOJIOJICKD (POPMHPYETCS O] BO3JICHCTBHEM NEpeKpeCcmublX BIASHUM,
IZle paBHO 3HAUYUMBI M «KHEBCKas», M JIbBOBCKas», M «XapbKOBCKas» IIKOJIBL. Bce oHM B paBHOM

206 srom noapobuee: E. 3unbkesuu. JKusme mpaduyuii [2].
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CTENEeHU BHOCST CBOIO JIENITY B ()OPMUPOBAHHE HAIIMOHATIBHOTO CTHIISI, UMEHHO UX KO/LIEKIMUBHbILL OTIBIT
CIOCOOCTBYET Pa3BUTHIO COBPEMEHHOM YKPAaMHCKOM MY3BIKH.

bubauorpaduyeckue CChIIKA

1. Tlo crpanunam 3a0bTeiX creHOrpamM (b. Jlarommuckuit u 1948 rox). IlyOnmukanust u mpuMedaHus
E. 3unpkeBnd. B: Myswvikanvnas akademus, 1996, Nel, ¢.37-39.

2. 3UHBKEBWUY, E. Xwuzne tpamutmii. B: Bopuc Huxonaesuu Jlamowunckuii: Coopuux cmameii. Cocr.
M.J1. Komuma. Kues: Mys3. Ykpaina, 1987, ¢.168-176.
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MAPHUA YEBOTAPH — YYACTHHUIIA 3AJIBIBYPICKUX ®ECTUBAJIENA
MARIA CEBOTARI LA FESTIVALURILE DIN SALZBURG

MARIA CEBOTARI AT THE SALZBURG FESTIVALS

CEPT'Ell MWINIELNIKUH,
JIOKTOPAHT, AKaJeMUsi My3bIKH, T€aTpa U U300pa3UTEIbHBIX UCKYCCTB,
coymct HanimonaneHOTO TeaTpa onepsl U 6asiera uM. M. buemry

CZU 782.1.071.2(478+430)

Edicecoonwiii nemmnuti 3anvybypeckuil hecmusans — 00un u3 Haubo.iee nPecmudiCHbIX U 3HAYUMBIX 6 MUpe
mysviku. IIposooumsiti Ha podune B.A. Moyapma c 1920 2., oun cayscum c80eobpazHbiM UHOUKAMOPOM
06wWecmeenHo-noaUmuYeckol u Kyavmyprou ocusuu Eeponvl. Ilpucymcmeue M. Yebomapu na oannom
hecmusane 6 kauecmee ONEPHOLL U KAMEPHOU Nesuybl — 0cobas Inoxa 8 ee kapvepe (Komopas noopazoensemcs
Ha 06a smana: dosoennwiii (1931-1932 u 1938—1939) u nocnesoennuviii (1945-1948)), komopas ommeuena ocobo
APKUMU OOCIMUNCEHUAMU 8 MEopUYecmee NPUMAOOHHDI, uUMesuie 2POMKULL NYOIuUHbIll pe3oHaHc. B pabome
npeocmagienvl panee HeusgeCmuvlie MOA0A8CcKoMy uumamenio (nepeeedennvie asmopom OAHHOU CMAMblU C
HEeMEYKo20 SI3bIKA) 2a3emuble OMKIUKU HA CheKmaxau ¢ yyacmuem apmucmku. [lo pedxum omozcpaghusim,
HAUlOeHHbIM 8 HeMeyKoM apxuee, makdyice ycmanogieHo, umo nemom 1943 2. M. Yebomapu ecmpeuanace 6
3anvybypee ¢ P. Llmpaycom.

Knrouesvie cnosa. 3anvybypeckuii pecmusany, Mapus Yebomapu, Boavgpeane Amaoeti Moyapm,
Puxapo Llimpayc, 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 cantareata
de operd, 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 stralucite performante artistice, care au
fost inalt apreciate de public si critica muzicalda. In articol sunt prezentate materiale din ziare, ce reflectd
interpretarea de catre M. Cebotari a rolurilor din spectacole, montate in cadrul festivalului (in traducerea din
germand de catre autorul articolului), necunoscute pana astazi 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 ycnex nebrora M. Ueborapu B boceme k. Ilyuumnm 15 ampens 1931 r. B
Npe3fieHcKoi Staatsoper mpuBiek BHUMaHWE BbLIaromierocs qupwkepa b. Bambrepa. OH mpe okt
NEBUIIE BBICTYNUTDH Ha 3anbl0yprckoM (ecTuBaie, B aBryCTe TOTO JKe roja, TJIe COCTOSUICS ee 1e010T B
posr Amypa B ottepe K.B. I'moka Opgheti u Dspuduxa. B 3ToM ropojie HaurmHAIOIIasI IEBUTIA BHICTYTIHIIA
BHOBb B 1932 r., HCHONHUB 3Ty K€ MapTHIO, a TAKXKE SMHM30AMYECKHE POJIM MEPBOrO MajbuuKka B
Bomwuebnoii ¢greime B. A. Mouapra u niepBoii pycanku B Obepone K.M. ¢pon Bebepa. [locie yaaunbix
BeICTyIUICHWH B JIpesnene u 3anpuOypre TBOpYECKash Kapbepa IEBHIBI CTalla CTPEMHUTEIBHO
pa3BUBATHCA U IPUOOPETaTh MEKAYHAPOHBIN XapaKTep.
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OcHoBannbli B 1920 1., 3anp1i0yprekuii pecTuBaIbh K TOMY BPEMEHH YoKe ITPOIEMOHCTPHPOBAIT
CUJy JyXa BEJIMKOW aBCTPUUCKOW HalWW, NOTEpHEeBIIEH nopaxeHue B IlepBoil MUPOBOH BOIHE,
MEpPEeHECIIed TATOTHl pa3pyxH, JIMIIMBIIEHCS KOJOCCATbHOM MMIIEPUH M OTPOMHOIO KOJIMYECTBA
TeppUTOpHl. YUpexxaeHneM B poaHoM ropoge B.A. Momapra eme ogHOrO KyIbTypHOTO IIEHTpa
(decTuBanb 3aKpenws HOBBIE, JEMOKPATHYHBIE OSCTETUUYECKHE YCTAaHOBKH, B MPOTHBOBEC
«HAaIBIIEHHO» nMnepckoi Bene.

C npuxoznom k Brnactd I'mtnepa B 'epmanun B Havane 1933 r., aBcTpuiickoe XpHUCTHAHCKO-
KOPIOpPaTUBHOE TOCYIapCTBO, PYKOBOAMMOE KaHIiepoM 3. lonbdycom, cTano pasapaxarb Qropepa,
KOTODPBIM CTPEMHWJICS BCEMH, MHOTAA OY€Hb NEP3KMMH, CIIOCOOaMHU pacKayaTb YCTOM COCEOHEH
KaToJrueckoi cTpanbl. OCOOEHHO ero JecTBUS ObUTH OLIYyTHMBI B MPUTPAHUYHBIX TOPOJax, B TOM
yucie u B 3anpioypre. Pamuctckue BaacT ['epmannu ctamm 00MKOTHPOBATH (PecTHBAIb, OT3HIBATH
BBIIAIONINXCS MY3BIKAHTOB, B TOM YHCIIE ¥ OJHOro M3 ocHoBareneit — P. [lltpaycal. Ha pectusane B
1933 r. M. YeboTapu, Kak elle He BIOJHE 3aBOEBAaBILICH MEpBble MO3UIUH NEBHIE, MPEICTaBUICS
CITy4ail HCTIOJTHUTH OoJiee 3HAaUNMYT0 TapThio — IBpUINKY B Opghee u Iepuouxe K.B. I'mroka, 3ameHUB
M. Miromiep, HEMEUKYI apTHUCTKY, SKOOBI «OTKa3aBUIYIOCS» OT BbICTyIUuieHHs. OJHaKo Bce
BO3pacratomas monyisipaocts M. Ueborapu B [Ipesnene u bepnuHe, BBIHYIUT U €€ CO CIEAYIOIIETO
rojia He NMOKa3bIBaThes OoJee B 3aybLIOypre pagu BO3SMOXKHOCTH ITOCTOSIHHO NeTh B bepnuHckoii onepe.

Annexcuss ABctpuu ['epmanmeit B 1938 r. mama BO3MOXKHOCTH HEMEIKUM IIEBIIAM YIKE
OecIpersITCTBEHHO y4acTBOBaTh B (pectuase. Jlerom aToro ke roga M. Yebotapu npUIIIOCh 3aMEHUTh
¢unckyto nesuny A. PayraBaapa B maptuu ['padpunm B Cgadvbe Dueapo, He 3aXOTEBIIYIO METh Ha
Tepputopun Tpersero peiixa, u BeHrepky M. bokop B maptuu Llepnunsl B Jor JKyane, koTopast Oblia
MpU3HAHA «PAacOBO HETIONHOIICHHBIM drieMeHToM» [1, ¢.497]. Ilocnenntioto Beicoko nennn P. lltpayc,
OHa TIPEBOCXOJHO HMCHOJH:UIA ero omepbl B Jlpesnene mo 1933 r., mocie yero Oblla M3rHaHA W3
I'epmanuu. E. PyaHUIIKUN KOMMEHTUPYET: «€CIU HE NIPUHUMATh BO BHUMAHUE MOPAJIbHBIN aCIIEKT, 3Ty
3aMeHy MOXKHO OBUIO OBl CuecTh BIOJHE paBHOLEHHOM» [1, c.497]. B 1938 r. M. Ueborapu crena B
3anpulypre cpasy ABe pazHOXapakTepHbIE MOLAPTOBCKUE MapTHH, 00€ MPOILIH ¢ TPOMKHM YCIIEXOM.
ApTUCTKa COBMECTMIIA BBICTYIUICHHSI B CYOPETOYHOM, TOYTH MELL0-CONIPAHOBOI NapTHHU KPECThSIHKU
Lepnunel ¢ ponsio ['paduiHu, HaNMCaHHOW JAJISI COBEPUICHHO JAPYTOTO THIIA ToJjoca, W HaJelICHHYIO
MHBIM XapaKTepOM, NMPsIMO MPOTHBOIOJIOKHBIM NEpBOMY 00pa3y. DTUM OHa HE TOJBKO IIOopazoBaja
nyOnuKy (ecTuBais, KOTopas He CibIIajia ee HECKOJBbKO JIET, HO M yOUBHJIA KPUTUKOB. B craThe
nepuonuueckoro m3aanus Neues Wiener Journal momemiena crenyromias uabopmarms: «Mapus
YeboTapu, KOTOpast, K TOMY K€, KpacuBasi )KeHINHA, iepKajia MyOIuKy B HApsSHKEHUH, KOTa Ha OTHON
CIICHE aKTEePCKH «IIPUMHUPSIIa» HAUBHYIO KPECThSHCKYIO JIEBYIIKY C BETMUECTBEHHON rpaduHein» [2].

CoBpeMEHHUKHM HE pa3 OTMEYalM, 4YTO HPUPOJHAs ECTECTBEHHOCTh BOKAIM3ALUH U
MCKPEHHOCTH 4yBcTB M. UeboTapu Kak HeJb3s JTy4lle OAXOIUIHN ISl MHTEPIPETALMH POJIEH B oepax
B.A. MomapTta, Ha/ieJIeHHBIX >KUBOCTBHIO, UHTEIUIUTEHTHOCTBIO, U300PETaTeNbHOCTRIO U TITyOOKHM,
TIOJUTMHHBIM 4yBCTBOM?. «OCOOEHHO CBOEOOPA3HO M MPOHMKHOBEHHO MCTIOJHSIINCH TIEBHUIIEH MAPTUH
MouapTa, KOorja CIMBAINCh BOEIWHO 3BYYaHHE IUBHOIO TOJIOCA M E€CTECTBEHHOE CIEHHYECKOe
MIOBEJICHUE B JII0O00H N3 SMOLMOHATIBHBIX HIIOCTaced — OT (PPUBOJILHOTO KOKETCTBA JI0 IPaMaTHYECKOTO
nagoca», — coobmaer H. Juayuenko [3, c.96]. Ha 3ampulyprckom dectuBasie B 3TOT XK€ roj

! OcHosarenamu 3anbUOyprekoro (pecTUBas CUUTAIOTCS TAKKE W JPYIHE BBLIAIOIIMECS TMYHOCTH U3 MUpA
MCKycCTB: Tiucarens . hoH ['opmaHcTans, My3bikoBe ] u muanucT P. Petu, pexxuccep M. Pelinxapar, nexopatop
A. Ponnep, nupexrop Benckoit onepsr @. Ilanbk.

2 B 1934 r. M. YeGoTapu npucBonn 3BaHue Kammersgngerin, Beicodaiinnyto Harpaay Juis MeBa B 3anaHoi
EBpomne. M3BecTHO, UTO OHa NPUCYkKAAETCS HE CTOJIBKO 32 BBIJAIOIUECS JOCTHXEHHS B BOKAJIBHOW KyIbTYype B
LEJIOM, CKOJIBKO 3a BBICOKHMIH BKJIaJ MMEHHO B HEMEIKYIO €€ COCTABIAIOIIYIO, B TOM YHCIE U 32 UCIOJIHEHHE
My3bikn B.A. Monapra. B 1949 r. M. Ue6otapu, onHoBpemenHo ¢ P. IlItpaycom, cranoBuTcs [loueTHBIM wiieHOM
o6mecrsa Mozarteum.
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M. Yebotapu, kpome llepnuusl u I'padunu B onepax B.A. Mouapra, crena taxke naptuio Codu B
criekrakine Kasanep poszwr P. Ilrpayca, cmonTupoBanHoM B Festspielhaus. T'azera Vélkischer
Beobachter or 29 aBrycra coo0miana, 4To NEBHIA: «IOCTABHJIA YUCTOC M HEOMPAYCHHOEC HHUYEM
Hacnaxaenue» [4, c.241].

O crune npoBeAeHUs MPEABOCHHBIX 3albLOYPICKUX (ecTuBalieil «3a00THUIICS» caM MUHHCTP
npomaraumsl  g-p 1. [eG6embc, mocme Hero «MEpONpHSTHE MPHOOPENTO dYepThl HALHOHAN-
COIMAITUCTUYECKOT0, MIOBHHUCTHYECKOTO (opyma» [1, ¢.498]. Coueranue B mporpamme 1939 r.
WTAIBIHCKUX M HeMelkux omep B.A. Monapra taxke He cimydaiiHo. [loanucanHBIA 32 HECKOJIBKO
MECSIIEB JI0 TOTO «CTANBHOM MakT» Mexy [ 'epmanueii u Utanueit mpegonpenenni BEIOOp penepryapa,
O00BEIMHAIONINI Ha YPOBHE MY3BIKH 00€ arpecCHMBHBIE CTpaHbl. J(OMOAIMHHO M3BECTHO, YTO JIETOM
1939 r. cnexraknu JJon XKyan (9 aBrycra) u [loxuwenue uz cepans (14 aBrycra), B KOTOPBIX IPHHAMAIIA
yaactue M. Yebotapm, mocetnn cam ¢ropep. U3 kuuru E. Pymgamnkoro Myseika u mysvixaumol
Tpemveeo petixa u3BecTHO: «IIpencraBnenuem (onepoit JJou JKyan — C. I1.) oH ocTayics 4pe3BbIYaliHO
JIOBOJICH, W BCEM HCIIOJIHUTESIM OblIa BBIpa)KE€HA €ro JINYHAS IPU3HATEIBHOCTh 3a IOCTaBJIEHHOE
ynoBonbcTBHE» [ 1, ¢.505]. D10 ObLIO MocnenHee nocemeHne A. ['UTiepoM My3bIKalbHBIX MPAa3IHECTB,
KOTOpBIE 3aBEpIIMIIUCH paHbIlle CPOKA, TaK Kak yepe3 JBe Helenu HanaaeHueM ['epmanun Ha [lombiry
Hayanach BTopas MupoBas BoiHa.

[Maptus Koncranuer B ucnonsennu M. UeGotapu Beera Teio NpuHIMaach MyOJIMKOi, B TOM
YKcie U AOBOJBHO N30aJI0BaHHOM M MCKYLIEHHOW, HaIpuMep, MeJloMaHaMu (hecTuBais B 3ansLoypre.
[TepBbiit ToM u3nauus 3anrvybdyeckue gecmusanu (1920-1945) uHbopMUpPYET O BHICTYIUICHHHU TTIEBUIIbI
B 9T0# maptuu B 1939 r.: «Mapust UeGoTapy He TOJIILKO BUPTYO3HO CIIelia CIOKHEHIINE KOJIOpaTyphl B
naptur KoHCTaHIIBI, HO ¥ YCHIIHAJIA IpaMaTHIeCKue aKIeHTHl B posm» [5, ¢.260].

B camprit pasrap BoitHbI, B Hauane aBrycra 1943 r. pexxuccep ¢ MUpOBBIM UMeHeM P. 'apTman
ycTpoms B 3anplOyprckom Moyapmeyme MacTep-Kiace IIsi HEMELKUX M WHOCTPaHHBIX IOCTEeH, Ha
KOTOPOM JEeMOHCTpUpOBan Ha mnpumepe OyddoHamueix cueH u3 Apuaduvt na Haxcoce cBon
XyAokecTBeHHbIe morcku. Ha sTom Meponpusitun mobwsiBanm P. Hltpayc u M. Yebotapu. Crapsiit
KOMIIO3UTOP B TMOCIEIHUA pa3 AUpWKUpoBad BeHckuMm (umapMOHMYECKHM OpPKECTPOM Ha
3anb0yprckoM (ecThBalie B KOHIEPTE, COCTOSAIIEM M3 npousBeAcHuil B.A. MomapTa. Dta BeTpeua
KOMIIO3UTOpa C JIIOOMMOM NEBMLEH, CTONb pelkas B 3TWU TOJbl, IpUMeyaTelbHa TEM, YTO OHA
3aredaTiieHa B cepuu gortorpaduii, Ha ogHoM u3 KoTopeix P. Illtpayc, nmoa BceoOmmue anjaoauCMeHTHI,
npuBeTcTByeT M. UeboTapu noxkaTneM pyKd ¥ HCKPEHHEH YIBIOKOH.

[Tocne xanutynsuuu I'epmanun Bo BTopoil MupoBoi BOiiHE, 7Sl MEBUIBI HACTYIMI HOBBIM
SIPKAN TBOPYECKMIA ATal Ha ciieHax (ectuBans B 3ambiioypre, o koropoM E. Pynuunkuii numet: «B
KOHIIe BOWHBI 3anpuOypr, kak u baiipeiiT, Obul cHIBHO paspylieH OOMOapAHpPOBKAMH COIO3HHKOB,
MHOTH€ JKUTEIH Orn0u Ha GpoHTaX, Kak U BCIOAY, Hapuiia paspyxa. OTHaKo OKKyIallMOHHBIE BIACTH
1M03a00THWIIMCH O BO3OOHOBJICHNH MY3BIKaJIbHOMH *13HH. Teneps My3bika MolapTa JomKHa ObUta CTaTh
CTHMYJIOM K JyXOBHOMY OOHOBJICHHIO HAllMH, U (pecTHBaIM BO30OHOBMIIM B IEPBOE XKE ITOCICBOSHHOE
aetoy» [1, ¢.518]. B 1945 r. M. UeGoTtapu ucnoiHwia TpyaHeiiyo posb Koncraniist B [Toxuwenuu u3
cepans B.A. Momnapra, a Takxe 29 aBrycra B 3ane Moyapmeym ana COIbHBIA KOHIIEPT, COCTOSAITUHN U3
apuii I.®. I'ennens, B.A. Monapra, K.M. Bebepa, u XK. buze. B koHuepre Tarxke mpo3Bydann
kannonertsl M. Taiimna, mecan ®. IllyGepra n D.B. Koprronsaa. B ciemyrouiem roxy nesuia
ucnonnuna naptuto 'padunn B Ceadvde Pueapo Ha NTATBIHCKOM SI3BIKE.

B 1947 r. M. Yebotapu npuHsIa y4acThe B MUPOBOH Ipembepe onepsl Cuepms Jlanmona
MOJIOJIOI0 aBCTPUHCKOro kommo3utopa [. ¢oH DitHemMa, HanMCAaHHOE IO OJHOMMEHHOW Ipame
I'. Broxuepa. OHa cocTosuiach B paMKax 3ajbl0yprckoro pecTuBais, Tae NeBULa OJIECTsIe NCTIONHIIA
CJIOKHEMIYI0 BO Bcex OTHouIeHusx naptuto Jlrocuib. H. Jlugyuenko otrmevaet: «biarogapsi cBoeit
CIICHHYECKOW M MY3BIKaJIbHOHM omapeHHocTH, YeboTaph co3mana 3TOT 00pa3 oueHb CBOEOOpa3HO U
€CTECTBEHHO, YTO NPUHECIIO el 3aciykeHHbIH ycrex» [3, c¢.73]. TpuymdansHas npembepa npruHecia
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KOMIIO3UTOPY MEXIyHapoJgHoe npuszHanue. Cuepmo [Janmona — M B HAIlU JHU CaMO€ U3BECTHOE
counHeHue ymepuero B 1996 r. aBropa mMy3siku. K cuacTbio, cOXpaHUBILASCS TOTHAS 3aIIUCh TIEPBOTO
CIEKTAaKJISl M CETOHS JaeT BO3MOXKHOCTB YCIIBILIATh JAHHYIO oniepy ¢ ucnoinenuem M. YeboTapu.

IleBumia He cMoria puHATH yuactue B Apabeinne P. llltpayca, npoxonusmieit B 3ansidoypre B
Te ke Henenu, 4to u Cuepmo Janmona, X0t Apaberna — HpakTHUECKH MEPEHECEHHBIN HIOPUXCKHUNA
crieKTakih Havana 1946 ., rae apTucTka ¢ O0IBIINM YCIIEXOM HCIIOHIIIA TJIaBHYIO poiib. [lo Hamemy
MHEHUIO, SIMHCTBEHHBIM MPEMATCTBHEM IOCTYXKHIA CTOJIb OTBETCTBEHHAss M HOBasl MapTus JIIocuib.
M. Yebotapu pexoMeHAOBajla AMPEKTOpPY (ecTuBalsl Mpuriacuth (06e3 MpOoCIylIMBaHHA) Ha POJIb
3nenku JI. menma Kasza, kotopas BeicTymia B ancamb6ie ¢ M. Paitaur (Apabenna), FO. Ilarmakom
(Bnemep) u X. Xorrepom (Mannpeika) mox pykoBoactBoM K. bema. K Moo ot miBeiiniapckoii neBurie
M. Yeborapu nmuTaiza CHMIIATHIO, Ta OTBeYaja B3auMHOCTHIO. JI. memna Kasa, cpaBHHBas NCITOTHEHHE
napTun Apaberutpl IByMs SpKUMH apTUCTKaMHU, tucana o M. Paiiauar: «OHa Oblia Tak ke XOpoIia, HO
ee Helb3s ObUI0 cpaBHUTHL ¢ M. UeboTapu» [6, ¢.332].

Ilocnennmit pectuBane B 3ampudypre ams M. Uebortapu coctosmics B 1948 1., yxe mocie
cmepru cynpyra I'. luccns. Tlesuna ucnonauna Ispunuky B Opgee u Jepuouxe K.B. T'moka 3, a Takxe
naptiio M30TTel B HOBOM MaJIOM3BECTHOM NPOU3BEACHHH — OPaTOPUHU LIBEHLIAPCKOTO KOMIIO3UTOPA
®. Maptuna Boauwebnoiii Hanumox 1o pomany JX. benbe Tpucman u Hzonvoa. 8 aBrycra 1948 r. B
sanpiOyprekom 3ane Aula Academica meBuiia NpuHSJIA Y4acTHE B KOHIIEPTE JAYXOBHOW MY3BIKH,
ucronHuB Morter B.A. Momapra Exsultate, jubilate (KV 168) u maptuio compano B Mecce
JI. Ban berxoBena C-dur, op. 86. 22 aBrycra 1948 r. cOCTOSIIOCH MOCIIEAHEE BBICTYIICHUE aPTUCTKH B
pamkax QectuBans B 3anbi0ypre, Ha Toii ke cuene Aula Academica M. YeGotapu conupoBana B
Bonbmoit mecce f-moll Ne3 (WAB 28) A. Bpykuepa.

W3 BblIeCKa3aHHOTO MOXKHO CJENaTh CleAyIolmue BbIBOABL. Yuactue M. Yebotapu B
3anp0yprckoM ¢ecTrBalie B Ka4eCTBE ONIEPHONW M KaMEePHOW TEBHIIBI — 0co0asi 31oxXa B ee Kapbepe,
KOTOpasi mojpa3jeiseTcs Ha aBa 3tama: jgoBoeHHbIH (1931-1932 u 1938-1939) u mocieBoeHHBIH
(1945-1948). OtcyTcTBHE MEBUIIBI B YUCIIC TMPUIIAIICHHBIX conucToB ¢ 1933 mo 1938 rr. cBsizaHo ¢
OolikoTupoBaHueM (ecTUBaJIL CO CTOPOHBI (DAIIMCTCKOW AMKTATYpbl, NpHULICAIIEH K BIacTH B
I'epmanun. [lpomecc neHanmdukanum He KOCcHyNcs nuuHoctd M. YebGorapu, u oHa cMmoria
OeCIpensTCTBEHHO BBICTYIIATh Ha ()eCTUBAJIEC YEThIPE CE30HA, BILIOTH JI0 YX01a u3 xu3Hu (1945-1948).

Brinatomuyecs: TBOpuecKue AOCTHKEHUSI apTUCTKH Ha 3abLOYPrCKMX CLEHAaX CBS3aHBI C €€
ydacTueM B riaBHbIX onepax K.B. I'moka u B.A. Mouapra, B My3bIKaIbHO-CIIEHUYECKIX MOCTaHOBKaX
XX B., a TaKkkKe B KOHLEPTHBIX BBICTYIUIEHUSX. OTMEUEHHbIE BhICOYANIINM MpPO¢ecCHOHATBHBIM
MAaCTEpPCTBOM M HAICAIIHNE OTKIIMK U NPHU3HAHUEC KPUTUKOB U MEJIOMAHOB, OHU BIIMCAHBI B 30JI0ThIC
CTaHUIBl XPOHUKH MOYTH CTOJIETHETO (PecTUBAIS.
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