Hpuna Tyxoea

MY3bIKAJIbHOE UCKYCCTBO
N OBLUEHAYYHAA KAPTUHA MUPA XX BEKA:
AHAJIIOIUN U NAPANNENN

HckyccTBO mocienHux yxke 0oJjiee 4YeM CTa JIET HaXOJUTCS B MOCTOSTHHOM
JaJIoTe ¢ MpEeqUIECTBYOMMMU 3noxaMu. [IpoBeneHne napamieneid U aHaJIOTHiA,
BBICTPAMBAHUE CHUCTEMBI MEXKYJIbTYPHBIX CBSI3€M SIBISETCS OJHUM U3 BaXKHBIX
MHCTPYMEHTOB B MPOLIECCE XYI0KECTBEHHOTO caMoIlo3HaHuss XX BEKa, 4TO Mo-
3BOJISIET €EMY OCO3HATh CBOE MECTO B KOHTEKCTE MCTOPUYECKOro pa3zButus. Kak
JI0KA3aTEIbCTBO ATOr0 TE€3UCAa MOYKHO BCIIOMHUTh MHOT'OYHCIJICHHBIE HEOHANPAB-
nenus (HEOKJIaCCUIIM3M, HEOPOMAHTH3M, HEOIPUMUTUBU3M H T. [1.); ICTCTHYC-
CKO€ BOCIIPHUSITUE COBPEMEHHOCTH CKBO3b IMPU3MY CpeI[HeBeKOBLﬂ16, bapok-
ko' u p.; B MY3bIKE — BO3POXKICHHUE CTAPWHHBIX >KaHPOB (pa3sHOOOpa3HbIE
«My3BIKH JIs...», CONCerto groSSMapTUThI, CEKBEHITNHN), CTHIICH; anesUIsIIus
B TEXHUKAX KOMIIO3MIIMU K MpHEMaM, allpOOMPOBAHHBIM B MPEAUIECTBYIOLIME
KJIACCUKO-POMAaHTHYECKOH 3110XH ((hopMbl pabOThI ¢ cepueii; MOIU(POHNUECKHIE
METOJbl B COHOPHUCTUKE; MOJAJbHBIE IPUHLUMUIIBI B JIaJaX OTIPAHUYECHHOU
TPAHCTIO3UIINH, pPa3HOOOpa3Hble BHUJBl KAaHOHOB, MEH3ypajdbHas pPUTMHKA B
TUHTUHHAOYJIM) 1 MHOTOE, MHOT'O€ JIPYToe¢.

B Toxe BpeMs1, 0cO3HaHME MPUHANIICKHOCTH UCKYCCTBAa CBOEH 3II0XE, MPO-
SIBJISIFOITIEECS] B OTPAKEHUH OCOOEHHOCTEH MHPOBOCIPHSITHS, TPEOYyeT mpuBIeUe-
HUS HE TOJIBKO JUAXPOHUUYECKUX, HO U CUHXPOHUYECKUX AHAJIIOTUN W3 pPa3iny-
HBIX c(ep AeSATeITbHOCTH genoBeka'". CI0KHOCTb B MX BBISBICHHH CBSI3aHA C
TeM, 4TO JUIS BBIBOJOB HEOOXOMMM BPEMEHHON TPOMEKYTOK MEKIY HAOIII0a-
TeJIeM U U3y4aeMbIM sIBIICHMEM. Takol JOQT MO3BOJISET HE TOJBKO CPABHUTH
OJTHOBPEMEHHO CYIIEeCTBYIOMKE ()EHOMEHBI, HO U TOHAThH MX BJIUSHHUE HA CJIO-
JKUBIIYIOCS B KOHKPETHYIO 3MOXY JOTMKY MbIIUIeHUs. [loncky Takux B3ammo-
CBsI3EH MEXKIYy MY3BIKAJIBHBIM A3bIKOM XX B. U OOIIEHAyYHOW KapTUHON MHUpa
Y MOCBSIIEHA TaHHAS CTAaThs.

C mepBoro B3risila MOYKET MOKA3aTbCs, YTO IMPOBEICHHUE AHAIOTUU 3TO
JUIIh (PUKCAIHs TTOBEPXHOCTHBIX CBOMCTB CPaBHUBAEMBIX SIBICHUH, KOTOpas HE

16 Cwm., manpumep, cratbio Y. DKo «Cpennue Beka yxke Hadamuch» [15].

7w, HarpuMep, MoHorpaduio M. JIobanoBol «My3bIKIBHBIA CTUIL U XKaHp. McTopus u
COBpPEMEHHOCTH> [9].

18 JlanHoit mpobOyiemarnke mocBsmieHbl padotel H. 'epacumooii-Ilepcunckoit. B wactHocTH,
cratb «XXI| Bek u “musica mundana’» [3],My3bika B HOBO# KyJIbTypHOU mapaaurme» [4].
[TokazaTenpHOM mpencraBisercs U padora M. ApkagseBa «Kitaccmueckoe M HEKJIACCHYECKOe
MY3bIKO3HAHHE U (yHIaMEHTalIbHas Hayka» [1].



MOKET PAaCKpPbITh OCHOBHBIX TEHICHIIMN B JIOTUKE MBIIIJICHUS KOHKPETHOU 3I10-
xu. [IpuBenemM npumep, KOTOPHIN, C HAIIEH TOYKU 3pEHUs, JOKa3bIBAET 0OpATHOE.

[IpencraBmnsieTcs, 4TO KapaAUHATHLHOE U3MEHEHNE OTHOIICHUS K MY3bIKaJIh-
HOMY BPEMEHH TPOSBISETCS B MEPUOABI (POPMHUPOBAHUS HOBOW SI3BIKOBOM Tapa-
murmbl. Hammpumep, umst snoxu Ars nova (XIVB.) mpoucxoauT, Kak M3BECTHO, OT
HasBaHwus Tpaktata . ne Butpu «Ars nova cantus mensurabilisrre 1320r.)".
B HEM ObUIM 3a70)KEHBI OCHOBBI PA3BUTHS BPEMEHHOH OpPraHM3alHH My3BIKH
BILUIOTH 10 XX cT. [ 1aBHO# naeelt ppaHKOHCKOW M BUTPUIICKON PUTMUYECKOM HO-
BaIuy ObLIO JIeJICHUE JI0JIM Ha TPH WJIH JIBE PaBHBIC €MHUIIBI, YTO B YCIOBUSAX TaK-
TYCOB, TEMITYCOB M MPOJIAIIii 0Opa30BBIBATIO CIOKHYIO HEPAPXUYECKYIO CUCTEMY,
KOTOpAst BIIOCIIEICTBUU MMOCTETIEHHO CMEHWIIACh TAKTOMETPUUYECKOM.

Kax anamoruro sTomy mporeccy Mmo3BoJiMM cebe MPUBECTH OMUCAHUE W3-
MEHEHHUS OTHOIICHUS CPETHEBEKOBOTO YEJIOBEKa KO BPEMEHH, JaHHOE (PpaHITy3-
ckum wuccinenosarenem K. Jle lopdom. Vuéupiii oTmeuaeT, 4yTo «B TEUCHHE
XIV B. cpenHeBeKoBOe BpeMsi XOTS M MEIJICHHO, HO MEHSIOCh. <...> YK€ B
X1l B. HAyano0 IHS CTaja0 BO3IJIANIATHCA CTPAXKHUKAMU 3BYKOM TPYOBI, a B TOP-
TOBBIX TOPOJax U OCOOCHHO B IEHTPaX CYKOHHOTO MPOM3BOACTBa DraHmapuu,
WUtanuu u 'epmanun nosiBuiica pabouuii Koaokoa. TeXHUYeCKuil mporpecc u
pa3BUTHE HAYKH, MOABEPriIed KPUTHUKE apUCTOTEIEBCKYI0 U TOMUCTCKYIO (hu-
3UKY, pa3apoOuiau BpeMs U ClieJald €ro AUCKPETHBIM, MOJATOTOBUB MOSBIIE-
HUE HOBOW Mepbl BPEMEHW — 4aca, ABAANATh YeTBEPTOM 4YacTu AHA. <...> B
koHue 3toro [XIIl. — /. T.] Bexa ObulO clenaHo pemiaroliee yCwine, mpH-
BeIIee K M300PETEHUI0O MEXaHWUYECKUX YaCOB, MOJYUYHBIIUX PACIPOCTpaHe-
Hue B Uranuu, ['epmanuu, @®panuuu, Aurauu, a B XIV-XV BB. U BO BceMm
XpHCTHAHCKOM Mupe» [8,c¢. 171-172].

Takum oOpa3om, MaHHAs aHAJIOTHS TMMOKA3bIBAECT, YTO MOCTEMEHHOE M3Me-
HEHUE MPHHIMIOB BPEMEHHON OpPraHM3alHH B MY3BIKE COBIIANO C MPOLECCOM
JUCKPETU3allM OHTOJOTMYECKOTO BPEMEHHM, MOosiBIeHHUs ¢deHomeHa 4daca. To
ecTb (OpMHUPOBAHHE MEH3YPAIbHON PUTMUKU HE OBLIO BBI3BAHO HMCKIIIOYU-
TEJIbHO MY3BIKAJIbHBIMU TpUYUHAMU. [loCTeneHHbI BBIXOJ CPEIHEBEKOBOIO
YeJIoBeKa 3a TpeAeibl MPUPOJTHOTO, arpapHOTro, PEryJIUPOBABIIETOCS JIUIIb
JIBYMS BpeMEHaMU Trojia (3MMOM | JIETOM) BPEMEHH, U3MEHECHHUE OTHOIICHUS K
HeMy OBLIO MPOLIECCOM, OTPA3UBIIMMCA BO Bcex cdepax aesTeabHocTH. [lyma-
€TCs, YTO 3Ta JAUCKpETH3alus OblIa U MPEABOCXUIIEHA, U OTPaK€Ha B CMEHE
MPUHIMNIIOB PUTMUYECKON OpTraHU3aIi B MYy3bIKE.

[IpuBenénnas anamorwsi, Ha HAII B3TJS, HOKA3bIBAET, YTO 3aKOHOMEPHO-
CTH MHUPOBOCTIPUSATHSI, CKJIAJBIBAIOIINECS B OIMPEACIICHHYIO 310Xy, MPOSBISIOT

19 Hanomuum, yto ®umunn ae Butpu pasBuBaer uaeun @panko KEnbHCKOro, M3M0KEHHBIEC B
Tpaktare «Ars cantus mensurabilisexpsio 1280r.).



cedst BO Bcex cdepax 4YeIoBeuecKod aedarenbHocTu. [loaTomy i moHUMaHMs
CYIIHOCTH MPOUCXOAAIIMX MPOLECCOB, UX YHUBEPCAIBHOCTH, XapaKTEPHOCTH Ta-
KM€ CpPAaBHEHUS NPEACTABISAIOTCA OJHHM W3 BAXKHBIX MHCTPYMEHTOB AaHAIM3a
CHeU(pUKN MBIIUICHUS B ONPEIEICHHbIN HCTOPUYECKUI TIEPUO/I.

[IpencraBnsieTcs, 4TO OAHUM U3 HAaUOONIBIINX U3MEHEHUH, TPOU30LLIEAIINX
B MblIIUIEHUU XX B., CTAJIO NOHMMAHUE TOrO (paKTa, 4TO €CTECTBEHHAs AJs 3a-
IaTHOEBPOIIEUCKOTO YeJIOBEKa JIOTUKA (PH3MUECKUX 3€MHBIX TpOoLeccoB (KOTOpas
chopmupoBalia U JIOTUKY MBIIUICHHS) HE PACIPOCTPAHSIETCS HA MHKPO- U MaKpoO-
KocMmoc. Teopuss OTHOCUTENBHOCTH, KBAHTOBAsE MEXAHUKA, JOCTHKEHUS KOCMO-
JIOTHMM HaBcerja npeoOpa3uiy MpeaAcTaBiIeHus 00 OOIeHayYHON KapTHUHE MUpa.
3ameTuM, 4TO €€ IOoCJIeIHEE Ha3BaHUE — PENATUBUCTCKAs — CPOPMHUPOBAIOCH
nocyie OTKphITUH A. DifHmTeitHa. XoTs HE0OXOAMMO OTMETHTh, YTO KpOMeE
npodeccuoHaIoB, UHTEPEC K 3TUM MPOIECCaM MPOSIBISET OYE€Hb HEOONBIION
MPOIEHT HACENEHHs BO BCEM MHpe” . B Toxe BpeMs, ONIYIICHHS M3MEHEHHs
MacITaboOB OKPY>KArOLIEro MPOCTPAHCTBA M €r0 B3aUMOJEHCTBHUS CO BpeMe-
HEM, CJIOKHOCTH CTPOEHHMS MATEPUH, HEIIMHEHHOCTH Pa3BUTUS CUCTEM TaK WJIN
MHA4€e ITOCTENEHHO BXOIAT B CO3HAHUE YEJIOBEKA.

Opaumu U3 Takux (PaHTACTHUECKHUX IMPO3PEHUN TEOPEeTHUECKON (PU3MKU
Hayasia XX B. CTallM TEOPUsT OTHOCUTEIILHOCTU M KBaHTOBas MexaHuka. b. ['pun
nuier: «CTpaHHOCTh TEOPUU OTHOCUTEIBHOCTH IMPOUCXOAUT OT TOTO, YTO HAIIU
JIMYHBIE OIIYIIEHHsI IPOCTPAHCTBA U BPEMEHM OTJIMYAIOTCA OT OILLYIIEHUH Jpy-
rux HaOmrogaTenei. <...> C KBaHTOBOW MEXaHHWKOH BCe MO-Apyromy. <...> Paz-
BUTH B ce0€ KBAaHTOBO-MEXAaHUYECKYI0O MHTYHIIMIO TOpa3fo TpyJAHEE, MOCKOIbKY
KBAHTOBAas MEXaHUKa PYLIUT Hallle COOCTBEHHOE, JIMUHOE MPEICTABICHUE O Pe-
anmpHOCTU» [6, ¢. 90]. [TocTynmupyemble KBAHTOBOM MEXaHUKOW OJTHOBPEMEHHOE
CYIIECTBOBAaHHE YaCTUIBI B BHUJIE BOJHBI M KOPIYCKYJBI (KOPIYCKYJISPHO-
BOJIHOBOM JTyaJii3M), CBOMCTBO JIOKAJIILHOCTH BceeHHOH, HEBO3MOKHOCTh OJTHO-
BPEMEHHOTO OTPE/ICICHUS] CKOPOCTH U MECTOIIOJIOKECHHUS YACTHIIBI (PUHIIMIT He-
OIpeNIeIEHHOCTH) U JIp. — BCE ATU ()CHOMEHBI HE (PU3UKY MOXKHO MOHATH U TPH-
HATH JIMIIB 00pa3HO-3MOLMOHANBHO. OIHAKO OHM J1al0T BO3MOXKHOCTh IpEJICTa-
BUTH JPYTrOM MHUKpPO- WJIM MAaKpOKOCMOC, HAJIEJICHHBI MHOW JIOTUKOM, 3aKOHOMEp-
HOCTSIMU U CBsi3iMH. JlymaeTcsi, 4To IMEHHO Ha ()OPMHUPOBAHHE TaKUX MpeCTaBIIe-

20 A. VCIeHCKHii B KHAre «ATONOrHs MAaTEMATHKI MPUBOJIUT OYE€Hb I'PYCTHYIO CTATHCTHUKY:
«Ha Bompoc “CornacHsl 11 B CO CIEAYIOMUM yTBepkaeHHeM: «CoHIe 00palaeTcss BOKPYyT
3emun»?” paBUIIBHBIA OTBET nainu 67 % poccusiH, HeNMpaBWIbHBIN — 28 %,3aTpyaHIIINCH ¢
orBetoM 5 %. <...> {[o 00CTOATENLCTBO, YTO <...> T€ K€ HMU(PBI, C TOYHOCTHIO JO OJHOTO
MIPOIICHTA, JaJl aHAJIOTHYHBIN ompoc B cTpaHax EBpomeiickoro Coro3a, CIIyXHUT claObIM yTe-
meHreM)» [12, c. 44]. B aToM KOHTEKCTE BCIIOMUHAETCs U TpycTHas ¢pasa A. Bebepna, cka-
3anHas uM B 1933r.(!): «Makop 1 MHHOp YK€ 4ETBEPTh BEKa HE CYIIECTBYIOT. TOJBKO 3HAIOT
00 3TOM cerojiHs OueHb HeMHoTHe» [2, ¢. 51].



HUI 0 MUpE U HalpaBJieHbl MHOTHE HOBAIMH, KOTOPbIE HAOIIOJAI0TCS B MY3bIKE Ha
NPOTSDKEHUU Yke Oosiee cta jer. [Ipu aToM xo4ercs NoJYepKHYTh, YTO pedb UAET
HE TOJHKO O BO3HUKHOBEHHU B COYMHEHUSX MHBIX TeM W 00pa3oB. BozmokHOCTH
Pa3IMYHBIX TUITOB CBS3EH TAKKE OTPAKAIOTCS B MOSBICHWU HOBOTO 3BYYAIl[ETO Ma-
Tepuana, NPUHIMIOB padOThl C HUM, €TO LEJIOCTHON OpraHu3allly.

H. I'epacumoBa-Ilepcuickas oTMeUyaeT, 4YTo «EIUHCTBO KAPTUHBI MUpaA B
Hayke U McKyccTBe B cooctBeHHO HoBoe Bpems (XVII — nagamo XX B.), He Tpe-
Oyroliee 10Ka3aTeabCTB, IS HAC OCOOCHHO Ba)XHO TEM, YTO PEBOJIIOLIMOHHBIC
WU3MEHEHHS B NMOHMMAaHWUU BCEMHPHBIX 3aKOHOB, cMeHa Hayunou (a omcroda u
MUPOBO33PEHUECKON) napaouemsl IPOU3OILIH B Havaae XX Beka — B IIEPUOJ pa-
JTUKaJIbHBIX TpeoOpa3oBaHuii U B My3bike» [3, ¢. 253]. Eciu mpoaokuTh npose-
JICHHE aHAJOTM{, TO UMEHHO IIEpBOE TpuAUAaTWIETHE XX BEKa 03HAMEHOBAJIOCH
IEJBIM PSIOM TJIOOABHBIX HAYYHBIX OTKPHITHH. Ha 3TO ke Bpemsi mpuxoasaTcs
T€ OOHOBJIEHUSI MY3BIKAIBHOTO MaTepuana U S3bIKa, KOTOpbIE Aalld HMITYJIbC
KOMITO3UTOPCKUM MCKaHUSIM Ha CTO JIET BIEPE.

21.
[IpuBenemM HEKOTOPBIE pa3po3HEHHbBIE (DAKTHI "
1894r. — mepBas cTaThsd MO OCHOBaM 1910r. — nosma «[IpomeTteii»
tonosiorun  A. Ilyankape, pa3zpabo- A. CxpsibuHa;

TaBIIETO COBPEMEHHBIH TeopeThye- 1913r. — manudect «MckyccTBO TIy-

ckuii QyHIAMEHT 3TOUM HAYKH;
1904r. — oxonHuatenbHas (Gopmynn-
poBka «runore3sl Ilyankape»;
1892-1899rT. — «HoBbrle MeTOOBI HeE-
oecnoit mexanmku», 1905-191QGr. —
«Jlekuuu 1O HeOECHOW MEXAHUKE»
A. Ilyankape, MOCIyXUBIIME OCHOBOM
JUIsE  pa3palbOTKu  OyIylield «reopuu
xaoca» U oOmell Teopuu AUHAMHUYE-
CKHX CHCTEM;
1900r. —
M. IInaHka;
1905r. — cnenuanbHas TEOpHs OTHO-
curenpHocT, 1907-16rr. — oOmasa
Teopus OTHOCUTEJIBHOCTH
A. DUHIITENHA,

1913r. — kBaHTOBas Teopus aTroMma

KBAaHTOBasA I'uIioTe3a

MoB» JI. Pyccomno;

1913r. — nepBoe nonexadoHHO-
cepuitHoe counHeHue A. Bebepna («Op-
KecTpoBas mbeca Ne 1»);

1910€e rr. — TEXHWKAa CHHTETAKKOpJa
H. Pocnasua;
1918r. — yJIBTpaxpoMaTH3M

. Berimnerpaackoro;

1919r. — tpomst 1. Xayapa;

1919r. — cozmanme JI. Tepmenom Tep-
MEHBOKCA,;

Hayamo 1920x rr.— MuHKpPOTOHOBAS
cucreMa A. XaO®bl;

Hayaiao 1920x rr. — «MeTox KOMIIO3U-
MM C JBEHAAIATHI0 COOTHECEHHBIMH
Mex Iy coooit Tonamu» A. IlIénbepra;
1928r. —nosiBieHNE «BOJH MapTeHO»;

%L Daxrer B MIpaBOi KOJIOHKE JJaHbI ¢ OoJiee pacIMpeHHBIMA KOMMEHTapHsIMH, 110 CPAaBHEHUIO C Jie-
BOH, TaK KakK SBJISFOTCS MEHEE U3BECTHBIMH B 00JIACTH TYMAaHUTAPHOTO 3HAHUS. AKIIEHT CTaBUTCS Ha
JOCTIDKEHUSIX (DU3UKH, TIOTOMY 4YTO (hOpMUpOBaHKE TPEX OOIIEHAYYHBIX KApTUH MHpa — apUCTOTe-
JIEBCKOM, HBEOTOHOBCKOM, SWHIIITEHHOBCKOM — CBSI3aHO C IOCTHKEHUSIMU UMEHHO B 3TOH cdepe.



H. Bopa; 1929-193%r. — «lonisation»). Bapesa.
1925r.— mepBas  ¢GopMyIUPOBKA

KBaHTOBOUW MexaHuku B. ['elizenbepra;

1922-1924r. — mnepBbie HECTAIHO-

HapHbI€ pEHICHUsI YpaBHEHUW DUH-

mreriHa A. @puamaHoM, JaBIIME Ha-

qaji0 (OPMHUPOBAHHUIO TEOPUH HECTa-

uroHapHou BceeneHnHnoi;

1929r. — 3akoH BceoOmero paszodera-

HHS TaJaKTUK D). Xab0ua.

OTOT CpaBHUTEIBHBIN U COBEPIIEHHO HEMOJIHBIN MepeYeHb HAIJISIHO TO0-
Ka3bIBA€T, YTO M3MEHEHUS, MPOUCXOJUBIINE B MY3bIKE, SBISIOTCS MPOLIECCOM,
00YCJIOBJICHHBIM HE TOJIBKO €€ MPEAIIEeCTBYIOIUM UCTOPUUYECKUM PA3BUTHEM, HO
U CUTYyaIMeil, CIOKUBIIEHCS B 00IIEHAayYHO KapTUHE MUDA.

B Toxe BpeMs HEOOXOIUMO OTMETHTH, YTO XYJ0KECTBEHHBIM U €CTEeCT-
BEHHOHAYYHbIN MOAXOJ K BUIAECHUIO, MPEJCTABICHUIO MUPAa BO MHOTOM, & UHOT/IA
¥ KapIMHAIBHO OTIHYA0TCS . OMepHpYIONas abCTPAKIHSIME, CI0KHO BepOaIH-
3UpyeMbIMH 00pazaMu My3blKa CIIOCOOHA TepenaBaTh €uié TOJIBKO (GOPMHUPYIO-
IIMEeCs. HOBbIE CHCTEMbI B3aMMOCBSI3€H B 1I€JIOCTHO-UHTYUTHBHOM Buje. MHorma
NPEIBOCXHUIIAs CaMble CMellble Hay4yHble ujeu. «Mysvika paHblle APYTUX HUC-
kycctB, — nuiietr H. ['epacumoBa-Ilepcunckas, — u naxe npexae () HaydHOTO
NPOHUKHOBEHUS OTKPbUIA (a 3HAYMUT, U MPOJEMOHCTPUPOBAIA) THHAMHUYHOCTD U
UEPAPXUYHOCTD LIEIOCTHOCTH, OOHAPYKUJIAa IHEPTHIO0 BPEMEHH, HEOJHOPOIHOCTD
ero mpoTeKaHus (Y4TO MOKa SBJISETCS JHUIIb TUTIOTE30M B HAyKe) U, KOHEUHO, €T0
KaueCTBEHHOCTh. <...> Ceifuac 0COOEHHO aKTyaJIbHOW OKa3ajlaCh CIIOCOOHOCTH
MY3BIKH IepeAaTh WIS MHOTOMEpHOCTH Mupa» [3,c. 255].

22 Ouenp APKO OMHUCAN 3TOT ()EHOMEH BbIIAIOUINICA (PU3UK-MEXaHUK, OJTUH U3 OCHOBOIIOJIOXK-
HUKOB KOCMOHaBTHKHU b. Paymen6ax: «f momHIo, Korja BbIIIIa MOS IIepBasi KHUXKKA O mep-
CHEKTHBE M OHAa HIMPOKO 0OCYyKJanaach, OJUH XYyNO0XHHUK CTal FOBOPUTh, KAaK €My MHOIO
MOSI KHMJKKA Jaia, M CTall u3jaratb MHE MOM uaeu <...> S| MOMHIO, KaK 51 ObLJI yJIHBIICH.
[ToTomy 4TO HHYEro TOro, 0 4€M OH MHE TOBOPHJI, —B MOEH KHMIKKE HE ObLIO, s PO 3TO HE
IymMal, He MHcall, HU4ero He 3Hal. <...> OH COBEpILIEHHO Jpyroe 4uTaj, YeM s Halucal.
<...> Hao6opoT, OT3BIBBI MpEACTaBUTEIICH JIOTHUECKOTO 3HAHUSA O MOEH paboTe — HHKECHE-
pOB, PU3UKOB, MaTEMaTUKOB — TOXE€ OBUIM MOJIOXKHUTENIbHBIE, HO OHU CO3/JaBaiu cebe co-
BEPIIICHHO JAPYrod MUp, MHE, KOHEUHO, Ooyiee OJIM3KUM, XOTh TOXKE MHOTAa HEOXHUTaHHBIH.
<...> ] Torpa moHsJ, 4TO CYHIECTBYIOT JBa CIOCO0a MBIIIICHUS, M, XOTS OHU TOBOPAT Ha
PYCCKOM s3bIKE 00 OJTHOM U TOM K€, — OHM APYT APYra HE B COCTOSHHUHU MOHATH. <...> €CTh
JIBa crioco0a BOCTIPUATHS MPHUPOIBI, KHUT, BCETO — XY/J0KECTBEHHBINA U Joruueckuii. U xo-
r[a NUIIYT JIOTUKHM, TO HE JIOTMKH, XYJOKHUKH, HUYErO0 HE NMOHMMAaroT. MM goka3siBaTh
OeCCMBICIIEHHO, OHHM MMOHUMAIOT MUp 1mo-apyromy» [10,c. 430].



23
AKaI[CMI/I‘IeCKa}I MY3bIKa XX BEKa U3MEHSET HE TOJIbKO Cam marepuain ,

CrocoObl €ro OpraHu3allii, HO U CaMy JIOTMKY MBIIIJIEHUS, OCHOBOW KOTOPOW
OblJ1a TIPOYHO BBIPAOOTaHHAS B KIIACCHKO-POMAHTHUYECKYIO SIMOXY CHHTAKCHYE-
ckasg cucrtema. Paspymiaetcs Ta 0e3yKOpU3HEHHasl LEIOCTHOCTh, KOTOpast pery-
aupoBajiach (GopMysiol I:M:t u Oblla OCHOBaHA HAa CTPOTOM HEPAPXUUYECKOM
OPUHIUIE, TPUYUHHO-CIIEICTBEHHOM JABMKEHUHU OT MEHbIIEro K Oonbiiemy. Ha-
IpUMEP, HA SKCIO3UIITMOHHOM TEMATUYECKOM YPOBHE 3TO BhIPAXKaJIOCh JABUKEHH-
€M OT MOTHBa K IEPUONY, YTO PETyJUPOBATIOCH SCHOCTHIO (PYHKITMOHAITHHOU
TapMOHUU W TOJACPKUBAIOCH (DAKTypHBIM U TeMOpOBBIM enuHCTBOM. Ceitdac
CIIylaTeNb YK€ HUYEro He MOXKET MpelicKa3aTh B MY3bIKAIBHOM CTaHOBJICHUH,
OH TOJIHOCTBIO BEIOM KOMIIO3UTOPOM MO Pa3zHOOOPa3HbIM 3BYKOBBIM JIAOUPHH-
TaM. DTO HOBO€ OLIYIIEHHWE MYCTh OYEHb OTHAJIEHHO, HO MOYKHO CPaBHHUThH CO
CBOMCTBOM JIOKAJTLHOCTH BcenmeHHo#: yacTuIisl, 6€3yCIOBHO CBSI3aHBI MEXKy CO-
OOl, HO TOHATH «IPOTPAMMY>» WX B3aUMOCBSI3H, MPEACKa3aTh B KAKOM MECTE
OECKOHEYHOI0 MPOCTPAHCTBA OHA MPOSBUTCS, HEBO3MOXKHO.

Haubosnee HarnsgHo 3Ty U3MEHUBIIYIOCS MY3bIKaIbHYIO JIOTUKY UMEHHO
Ha CMHTAKCHUYECKOM YpPOBHE JIEMOHCTPUPYIOT, Ha HAIll B3IJIS[, COYMHEHUS, B
KOTOPBIX MCHOJIB3YETCS 3aMMCTBOBaHHbIN MaTepuai. B kauecTBe npumepa oc-
TaHOBUMCS Ha paboTe C TEMOU B MEPENOKEHUU IJISI OPKECTpa MECTUTOJOCHON
Fuga (Ricercataysz «My3bikanpHoro npunomieHus» M.C. baxa A. BebGepna
(1935) u xonumepre Jgus ckpunku ¢ opkectpom  «Offertorium»
C. I'y6aiinymnoii (1980—-1988". Dti npoussenenns BEIGPaHE MOTOMY, YTO,
C OJHOM CTOPOHBI, 00a OCHOBBIBAIOTCS Ha OAHON M ToH ke Teme Dpunpu-
xa Il. C ppyroi, ux moyiyBekoBas OTAAIEHHOCTh APYr OT Apyra HaéT BO3-
MOXHOCTbh MOKa3aTh SBOJIIOLMIO B OTXOJI€ MY3bIKH XX BEeKa OT JOTHYECKUX
MPUHITUIIOB, BEIPa00OTaHHBIX UCKyccTBOM HoBoro Bpemenu. besycinoBHo, 4TO
BebGepn u ['ybalinynunaa craBmim niepea coO0i pa3Hble KaK Xy10KECTBECHHBIE,
TaKk ¥ TeXxHU4Yeckue 3agayu. OgHako oOIHOCTh B paboTe ¢ UUTUPYEMOM Te-
MOM MO3BOJISIIOT MPOBOJIUTH CPAaBHEHUS.

A. CokonoB nuimieT, yto «BebGepH mocTtaBui mepea coOoi, Kazaloch Obl,
napaJoKCAIbHYIO 3a/1ady. HE U3MEHUB HU HOTHI B 0aXOBCKOM OpWUTHHAJIE, BBIpa-
3UTh B 3TOW MY3BIKE CYIIECTBO CBOETO COOCTBEHHOTO MbIIIUICHUA. JJaHHOE coun-
HeHue <...> SBIsETCA KakK Obl pe3yJbTaTOM OCMBICICHUSI BO3MOMXHOCTEH yiKe
BITOJIHE OTPEICIMBIIICICS U UCIIOIBb30BaHHON BeGepHOM B psjie COUMHEHUN TeX-
HUKHA cerMeHTHOW monmekadonum» [11, c¢. 123]. U nmanee: «B 3toM cMemieHUH
CIYIIATEJIbCKOTO BHUMAHUSI HA YPOBEHb MUKPOMHTOHAIIMN YK€ 3aKJIF0YAETCS Xa-

2Kak My3bIKajbHbIC HAYHHAIOT OCO3HABATHCS IIYMBI, B COUMHEHHS BBOIATCS <HOBHIEY
SBYKH — 3BYKOIIyMbI (J1. Pyccomno), anekTpoMy3bIKallbHbIe HHCTPYMEHTBI, CHPEHBI H IIp.
ITepBas Bepcus counnenus — 1980r., sropas — 1982r., tpetss — 1986r.



pakTepHeiimas 0coOeHHOCTh BeOepHOBCKOro cTris» [11, ¢. 124]. MoxHo n06a-
BUTH, YTO TAKOW MHTEpPEC K MeJbUalllieMy YPOBHIO XapakKTepeH u aisi Gpopmu-
pyIoLIeics B 3TO BpeMsl PU3UKH MUKPOMHUPA.

Tema ®@yru msnaraercs B texuuke KlangfarbenmelodieOauanaanares u3
JIBEHA/IIIATH TIPOBEACHUN TEMBI CETMEHTHPOBAHBI OJJMHAKOBO, XOTSI MIPEJICTAIOT B
Pa3IMYHBIX TeMOPOBBIX BapuaHTaX. [JuHAMUYECKHA ¥ ap TUKYISIIIUOHHBIN K€ Psi-
JIbI B HEX TOKAECTBCHHBI .

Ilpumep 1.

H. C. bax-A. Beoepn. Fuga (Ricercata), uznoscenue memot
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Ilpumep 2

Cxema cecmenm auyuu membol

()

Cama Tema COCTOUT M3 JIBYX KOHTPACTHBIX (pa3. mepBas — BOCXOSIIEE
JBH>KEHHUE TI0 3BYKaM TPE3BYUHSI + HUCXOSIIUI XO/T HA YMEHBIIEHHYIO CENITUMY;
BTOpasi — HUCXOSIINI XpOMaTUYECKUN XOJI + KajJaHcupoBanue. BebepH peanu-
3yeT, 0€3yCIIOBHO, PEBOJIIOLIMOHHOE /JII CBOETO0 BPEMEHH pelieHue. Bo-nepBbix,
TEMOPOBBIM CETMEHTHPOBAHUEM OH JAPOOUT MPUBBIYHYIO LIETOCTHOCTH TeMBI. Bo-
BTOPBIX, TAKOE YJICHEHNE MEHSET €€ CHHTaKCUYECKYIO JIOTUKY. Eciiu mepBas ¢pa-

> [MompoGusii ananns Fuga (Ricercatapaxa-BeGepua cm.: B MoHorpapun A. Cokonosa
«Mys3sikanbHas kommo3uius XX Beka: [uanexkruka tBopuectBa» [11, c. 123-130].Bapu-
aHT CMHTAaKCHYECKOT0 aHajin3a TeMbl CM.. B cTaThe A. XKapkoBa «TeMOpOBBIII CHHTaKCHUC B
ACTEKTe B3aWMOJICHCTBUS KYJIbTYPHBIX Tpaguuuii» [7].



3a, KaK UMITYJIbC, TTIO3BOJISIONINN y3HABATh TEMY MPHU JATbHEUIITNX MPOBEACHUSAX,
COXpaHsIeT €IWHCTBO, TO BTOpas IpOOUTCS HAa MOTHUBBI. [Ipu 3TOM HE0OX0aUMO
o0paTuTh BHUMaHHE, YTO 00Jie€ MPOCTOM CIMOCOO 3aKIIYaICS Obl B €IHMHOM
INPUHLINIIE YICHEHUS HUCXOMAAIIEr0 XpOMaTHYECKOTO X0/4a 10 MaJIbIM CEKyHAaM,
UCTIOJTHSEMBIM OJTHUM WHCTpyMEHTOM. JlJis 3TOTO HAaZ0 OBLIO OBl pa3JeNuTh YeT-
BEPTHIN cerMeHT: BMecTo d—des—Cc—hiate Bapuant d—des c—h Torna, 3a uckito-
YEHHEM JBYX KBapTOBBIX CKAyKOB B / T., JIOTMKA 3BYKOBBICOTHOTO JPOOJICHHS
BTOPOH (hpasbl onupanack Obl HA TPUHITUI TEPUOTUIHOCTH.

BebGepH >xe momu€pkuBaeT yCKOpEHHE ABMKEHUS (Y€TBEPTH BMECTO IOJIO-
BUHHBIX) TeMOPOBBIM 00beauHeHHeM (TT. 6—7).ITomyyaeTcs, 4To raBHBIM (hak-
TOPOM, KOTOPOMY MOJUYUHSETCS IPOOJICHNE, CTAHOBUTCS BPEMS JJICHUSI CETMEH-
TOB BTOpOi (hpa3bl. Kaxkaplii M3 HUX paBeH YEThIPEM YETBEPTSAM 3a UCKIIOYCHHEM
TPEXYETBEPTHOTO MEPBOTO (HAa MECTe MEPBOIM YETBEPTH — May3a) M msatoro (OH
paBeH TPEeM YETBEPTSAM, YTO OOYCIOBICHO 3BYKOBBICOTHBIM CTPOCHHUEM TEMBI).
[Ipu sToM myist TOTO, 4TOOBI COXpaHUTH BBHIOpaHHYI JOTHKY 113BYyK TeMbI
(emmucTBenHbii!)?® momydaer mBOiHYI0 (DYHKIMIO: 3aKaHYMBAET TPETUH Cer-
MEHT M HAaYWHAET YEeTBEPTHINA, YTO MOAUEPKUBACTCS TEMOPOBBIM TyOIMpOBa-
HUEeM (eTo OJHOBPEMEHHO WTPAIOT BajJTOpHA M TPpoMOOH). biaromaps stomy
BTOpas (paza mo TeMOPOBOMY M JMHAMUYECKOMY PEHICHUIO MPUOOPETAET SIB-
HO BBIPQKCHHBIN SMOWYECKHI XapakKTep, OTCYTCTBYIOIIMA B opuruHaie (3a
UCKJIIOYEHHEM BOCBMOTI'O TaKTa, XOpernyecKas JIOTuKa KOTOPOTo M3-3a €ro pPUT-
MUYECKOW OpTraHU3allMi M BBICOTHOTO COOTHOIICHHUS C CEJbMBIM HHUKAaK HE
MOXKeT OBITh HapylieHa). APTHKYJISIHOHHBIN e psa B Oonblieid mMepe Ha-
IpaBJieH Ha COXpAaHEHUE PAaBHOMEPHOCTH JABUKEHUS BO BCEH TeMe.

CnenoBatenbHO, B TaHHOM ciaydae BebGepH, ¢ omHOM cTOpoHBI, MaHH(]e-
CTUPYET pa3phiB C KJIACCUYECKUMH MPUHIUIAMH OpPTaHU3allU [EJIOCTHOCTU Te-
MBI ¥, COOTBETCTBEHHO, C KJIACCHYECKHM CHHTAKCHUCOM. DTO 3aKJIIOYAETCS B TEM-
OpOBOM, TMHAMUYECKOW, apTUKYJISAIMOHHOW cerMeHTanuu. OcoOCHHOCTH Ipo0-
JIeHHsI BTOPO# (hpa3bl MOKA3bIBAIOT, YTO TJIABHOM CTPYKTYPHOH 3aKOHOMEPHO-
CTBIO JUII KOMITO3UTOpPA CTAHOBSTCS HE 3BYKOBBICOTHOCTh U METP, a BpeMs, KO-
TOpO€ 3aHMMAET KaXAbld (PparMEHT HUCXOJIIET0 XPOMATHYECKOro XoAa. JTO
JI0Ka3bIBaeT TPEXUETBEPTHOE PEUICHHE MATOTO CErMEHTa BTOPOM (ppa3bl — CKauKH
Ha TEPIHIO U KBAPThI OTJEJICHBI U TEMOPOBO, 1 PUTMUYECKUM CTPOCHUEM. XOTS,
eciu Obl BebGepH mpoayOiupoBan 143Byk TeMbl y TpOMOOHA M BaJITOPHBI (Kak
uM GbUTO clenaHo Ha 113Byke), TO BpeMEHHAs MEPHOCTb Obl coxpaHunach. Ta-
KUM 00pa3oM, HapymIaeTcsl MPUBBIYHAS MO KJIACCHUYECKUM 3aKOHAM PEryJisp-

%% Hazio 0TMETHTB, 4TO BO BCEX MPOBEACHHSX TeMbl Ha 103ByKe IPHCYTCTBYET IHIIAKATO ap-
¢b1. MBI 37€Ch TpUHUMaeM TOUKY 3peHusi A. COKOJIOBa, KOTOPBIA CUUTAET, YTO 3TO «MOYKHO



HOCTh. ClIe10BaTENbHO, JUCKPETU3ALHUS TEMBI IPUBOJUT K TOMY, YTO YIIPaB-
JAIOT TNPUHIUNAMHU OpraHu3alud  EJOCTHOCTU Takue (AKTOpbl Kak:
1) TemOpoBasi cerMeHTaIUsl Y HHCTPYMEHTOB OJHOW T'pymibl (B JaHHOM CITy-
gae — MCIHON JTyXOBOW); 2) apTUKYJISAIMOHHOEC M JUHAMUYECKOE €JIIHHCTBO;
3) BpeMeHHOH (akTop; 4) HHTepBaIbHOE CTPOCHHE (XapaKTEpHBIH IOKa3a-
TEJb CEPUHHOTO MBIIIICHHUS).

C npyroil cTOpOHBI, HENIb3s1 TOBOPUTH O TOM, 4TO BeOepH MoJHOCThIO OT-
Ka3bIBACTCSI OT HOPM KJIACCUYECKOM JIOTUKU. Ha ypoBHE TE€MBbI 3TO JOKa3bIBAET
TEMOPOBOE W APTUKYISIIMOHHOE €IWHCTBO TEPBOM (hpasbl, CIyXKallel W y3Ha-
BaeMbIM MMITYJIbCOM I BCeX €€ JBCHAJLATH IpOBeACHMM, 1 INitio Bcelr Dyru.
Emé onHMM mokazaresieM COXpAaHEHUs HOPM KJIACCUYECKOW JIOTMKHW, MPUHLMIIA
I:m:t coyxuT 3aBepmenue counHeHns. A. COKOJIOB CYMTAET, YTO «UMEHHO B 3a-
KITI0unTenpHoi yactn dyru-puuepkatsl BeGepH BrepBble peanusyeT KpYIHBIHA
m1aH 0aXxOBCKOTO pPa3BEPTHIBAHUS, OTKA3bIBASCh OT MHUKPOCETrMEHTAIIMU MaTe-
puasa v UCIOJb3ys MOYTH KIACCHUECKUI TUM MOJUMeNouyeckoi ¢haktypsl. s
HEro 3TO, MO CYUIECTBY, —IIUTaTa CTHUI, rae bax npeacraBieH HE TOJIBKO
KaK «aBTOP KOMIIO3ULIMOHHOM MOJIEJIH, HO KaK aBTOP CaMON MY3bIKH, HEOKHIaH-
HO TOJIYYMBILIUN B CBOE PACTIOPSKEHUE BCE CPECTBA CUM(POHUYECKOTO OPKECTpa
Hamrero Bpemenu» [11, ¢. 126]. B 1o ke Bpemsi, yMCHbBIICHNUE yaHTUIH3AIHUH
(bakTypbl U yCUJIEHHE JIMHEAPHOCTH TOJ0COB, IPUBOJIAIIEE K 3BYYAHUIO MOCIE/-
HEro NPOBEACHUS TEMBI Y BCETO OpKecTpa, npuaaer dyre KI1acCu4ecKyro LEno-
CTHOCTh U 3aBEPIIEHHOCTh. DTOT (pparmenT (r1. 197-205)acconmupyercs ¢ Ko-
0¥ MOHYMEHTAJIBHBIX TIOJIOTEH. JIoCTUTAeTCsl 3TO B IEPBYIO OYepeh Oiarogaps
MMEHHO OOpallleHHI0 K KJIACCUYECKOM JIOTMKE €IMHCTBA HAa YPOBHSIX TeMOpa u
MEJIOJIMYECKON JTMHEAPHOCTU. Y CIlyllaTesis BO3HUKAET OIIyIIeHUE OOpeTeHus
OTOpPBI, LETBHOCTH, MACIITAOHOCTH, HO OJHOBPEMEHHO U COPa3MEPEHHOCTH,
PACIIOJI0KEHHOCTH K YEIOBEKY OKPYKAIOIIETr0 MUPA.

WNuTonannonuslii MaTepuan Konuepra mist ckpurku ¢ opkectpom «Offer-
torium» C. I'ybaiinyIMHON IMOJHOCTBIO BBIBOJUTCS M3 TeMbl «MYy3bIKaJIbHOTO
npuHoueHus». M3BecTHa nporpamma COYMHEHMs. B miepBoM paszaene mpoucxo-
JIAT <GKEPTBOMPUHOILICHUE» TEMBI, YTO HA CTPYKTYPHOM YPOBHE BBIPAXKa€TCs B €€
MHOT'OKPaTHOM LIUTUPOBAHUU C TOCTEIIEHHBIM OTCEYEHUEM TMEPBBIX U MOCICIHUX
3BYKOB. JTO NPHUBOJUT K TOMY, YTO OT CJIOKHOU MEJOJANYECKON JINHUU OCTAETCA
auib 3BYK e (1. 56). B tpethem xe pazmene (1. 108) mpoucxoaur «Bo3pok/ie-
HHE» TeMbI — OT OJHOTO 3BYKa K LETOCTHOCTH

paciieHUBaTh KaK MHTOHAIIMOHHBIN aKIICHT, OTMEYAOIIUI TOUKY “30J10TOro cedeHus” B Teme» [11,
c. 125].
2" Anam3 Konmepra cm.: B Mororpadmn B. Xomonosoii «Codust I'yGaiinymuua» [13,c. 193-198].



[Ipsmast cBs3b MeXAy BEOSPHOBCKON M T'yOalyJTMHCKOW TPAaKTOBKOW Te-
Mbl @puapuxa |l crnbimHa cpaly. OHa 3akitoyaeTrcs B TOM, YTO HMCHOJb3YyeTCs
texunka Klangfarbenmelodienoxoxmuii coctas HMHCTpyMEHTOB®®, mepBbIii 3BYK
otnaH TpomMOoHy. CienoBaTeNnbHO, MPOCISKUBAETCs ABHBIN nuanor ['yOanmaynu-
Holt ¢ BebepHoM, naxe Oosiee, ueM ¢ baxom.

Ipumep 3.
C. I'yoanoyauna, «Offertorium»
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OpnHako 3a BHeIIHEH OOUIHOCTHIO B paboTe ¢ TEMOMl CTOST MPUHLMUIIU-
aJIbHBIE OTIUYHSL.

Bo-nepBrix, ['ybaiinynuHa ncnonb3yer BapuaHT TeMbl He U3 Ricercar a 6a
omuskuii Ricercar a 3dr 6axoBCKOTO OpUTHHAIA €ro0 OTJIMYAeT HaJUYHe Tay3bl
BMECTO 3JIMTOBAaHHON HOTHI Ha MEPBOM YETBEPTH IIECTOTO TaKTa) O3 mocie-
HEro TOHMYecKoro 3Byka. B. XonomoBa cuuTaeT, Ijsl TOTO <«4TOOBI HE «3aMK-
HYTH  TE€MY B caMOM Hauaje npowusBeneHus, ['ybaliaynnHa He 3aBepiiaer e€ mo-
CJIeIHUM, TOHnYeckuM ToHOM 0> [13,c. 195].B Toxke BpeMs, TeMa 3aKaHUNBACTCS
TpemoJo BantopHel e—f Brirouenne B Hee 3ByKa f mpuBoauT K «0ax0BCKOMY» KO-
an4yecTBY 3BYKOB — 21.CrnenctBuem 3Toro siBisiercs TOT GakT, 4To €, K KOTOPOMY
penyuupyercsi Bcs MeJoAnyecKas JIMHUS B KOHIIE TIEPBOTO pasziesia, TOUHO JAEIHUT
TeMy Ha JIB€ paBHbIE YacTH, MO3BOJISISI CHMMETPUYHO OTCEKaTh KpailHue 3BYKHU.

Bo-BTOpbIX, KOMITO3UTOP TpaHcTOHUPYET Temy B d-moll.

B-Tpetbux, ['ybaiinynuHa ¢ caMoro Hayania Ja)xe He CErMEHTUPYET, a pac-
IBUISIET MaTepual, Apo0si ero Ha onuHOYHbIe 3ByKH. Ecnu y BebGepna coxpansi-

28 Bebepn — 3acypamHeHHBIC BanTOopHa, TpyOa, TpombOoH; ['ybaiimynuHa — 3acypJIuHEHHBIE
¢ueiita, parot, BanTopHa, TpyoOa, Parot.



JIOCh MBIIIUICHHE MTPUBBIYHBIMA CHHTAKCUYECKUMH €MHUIIAMH, TO B 9TOM Clly4ae
3Ta JIOTMKA OTCYTCTBYeT. TeMa MepHO pacrpeenseTcss Mexay TPOMOOHOM U da-
rotoM (1-23Byku), BantopHoit u ¢ueritord (4—5u 6—73Bykn) u 1. 1. OgHAKO B
TEMOPOBOM PEIICHUH TEMbI MOKHO HANTH CBOM 3aKOHOMEPHOCTH.

Ilpumep 4.

Cxema cezmenm auuu memol
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KoMI103uTop oTpuIiaeT NpuBbIYHOE CUHTAKCUYECKOE JIEJICHUE TEMBI HA JIBE
¢passbl. JlocTuraercs 3To, C OAHON CTOPOHBI, TyTEM TEMOPOBOTO PacCpeqOTOUE-
HUs U o0benuHeHus. B nepBoii ppase, cocrosiiein U3 msiTu 3ByKOB, COEAUHIIOTCS
JIBa TIOCJIEHUX, YTO BpoJie Obl NOJUEPKUBAET TPAJAULMOHHYIO JOTHKY 3aBepllie-
Hus. OIHaKO TOYHO TaKk)Ke OOBEIUHSIOTCS U JiBa MEPBBIX 3ByKa BTOPOH (hpassl,
II0CJIE KOTOPBIX CIEAYIOT TPU OAMHOYHBIX U nays3a. C Apyroi CTOpOHBI, May3a,
nocrapiieHHas ['yOaiiymMHON B HaJaJie MECTOro TakTa (€AMHCTBEHHOE OTIINYHE
ITOTO BapuaHTa OT 0AXOBCKOI0), IEJIUT TeMy He Ha JBe ¢pasbl, a Ha Tpu (par-
MeHTa. [IepBble 1Ba, 3aHUMAIOIIKE 1O J1Ba C ITOJOBUHOW TaKTa, CETMEHTUPOBAHBI
3epkanbHO: 3+ 2/2 + 3 3Byka. Tperuii pparment (11 3ByKOB) KapaAuHAIBHO OTJIH-
gaetcs. [IpencraBnsiercs, yTo UMEHHO 37ech [ yOaiimynuaa nutupyetr BebepHa —
YCKOpEHHUE JBUKEHHUS BHOBb O3HaMEHOBAaHO TeMOpoBoW oOmHOCThIO. [Tokaza-
TENbHO M aHaJOrM4HOe 00beauHeHne uMeHHO 11-143ByKkoB, U €AMHCTBEHHBIH
Clly4ad JBOMHOU (‘pyHKulng, B JJAHHOM CJIy4a€ HalpaBJICHHbIM HA JOCTUKECHUE
YHCIIOBOM CUMMETPHUHU (YeThIpe CErMEHTa 3aKJIIYaloT B cede, COOTBETCTBEHHO,
4 +4 +2 +23BykoB). To ects ['yOaiimynuna 6marogaps TeMOPOBOMY €IUHCTBY K
KOHITYy YKPYIHSIET CerMEHTbI, MOMYEPKHUBasi TaKUM 00pa3oM HamboJjee XxapakTep-
HbIC MHTOHALIMHU. HUCXOIAIINNA XPOMATUYECKUN XOI M ABUKEHUE K KaJIaHCHPO-
BaHHIO (HEOOXOIMMO 3aMETUTh, YTO 3TH HHTEpBaJbHbIC cOYeTaHHUs OyayT B
JabHEUIIeM aKTUBHO y4acTBOBATh B PA3BUTHH).

Urak, B pabote ¢ Temoil u3 «My3bIKalbHOTO IpUHOIIEHU» ['yOaiiynu-
Ha NOJHOCTBIO OTKAa3bIBAETCS OT KJIACCUYECKOIrOo CHHTakcuca. Jlymaercs, 4To
Hanbosiee BaXXKHBIMU (PAKTOPAMHU KOMIIO3UTOPCKOM JIOTMKU CTAHOBSITCH:
1) uHTEpBaNBbHOE, a HE HHTOHAIIMOHHOE MBIILICHUE, YTO MO3BOJIMAJIO JIETKO Te-
PECTPOUTH NMPHUBBIYHYIO ABYX(Pa30BYIO CTPYKTYpY; 2) pa3iuvHbIC YHCIOBHIE
3aKOHOMEPHOCTH, MPOSIBUBIINECS U HA YPOBHE TEMOPOBOTO CETMEHTUPOBAHUS
TE€MBI, U B CTPYKTYpP€ BCETO COUYMHEHHS.

2y BebGepna sTo 113Byk Temsl, y ['yOaiigynunoii — 14.



[IpyHIMIIHATEHO WHOW, HEKIACCUYECKUM TTOJIXO0J MOKHO HAUTHU U B Opra-
HU3aLMKU EJTOCTHOCTH BCEro mpowusBeaeHus. KoHuepT 3aBepiaeTcs Bo3Bpallie-
HueM Tembl (1. 134).B To ke Bpems, kak TouHo oTMedaeT A. COKOJIOB, ««BTOPOES
MPUIIECTBHE", OJHAKO, OCTAETCS MOYTH HE3aMEUEHHBIM, MOCKOJIbKY aJULIUS
TEMBbI OCYIISCTBIIICTCS B paKOXOAHOM u3nokeHuu» [11,c. 204]. Ycaplmars TeMy
IIpY TAKOM MPOBEJAECHUM HEJB35, €€ MOXKHO TOJIbKO YBUJETh B MAPTUTYPE.

Ilpumep 5.
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IIpencraBnsercs, 4TO B TAaKOM 3aBEPLICHUM CXOIATCS ABE TEHACHIIUU,
XapaKTepHbIE IJIs1 MY3bIKAIbHOIO MbIIEHU XX Beka. C OJJHOW CTOPOHBI, HE-
oOblyaifHasi aHAIMTUYHOCTb, CTPYKTYPHOCTh, HaIlpaBji€HHAas Ha BbIPAOOTKY
0CcO00M, KXl pa3 MHAUBHUAYAJbHON B3aMMOCBS3U KaK Ha ypOBHE MaTepua-
Ja, TaK ¥ Ha YPOBHE IIEJIOCTHOCTH (CBOE0Opa3HOE «IBMKEHHE OT TeKcTa»). C
Ipyroi, BO3MOXHOCTh TOJBKO MHTYUTHMBHOI'O MOCTHXEHHUS €IUHCTBA MPOU3-
BEJCHUS, a HE NPEICIbIIIAaHUsA, MOJACIUPOBAHUS HOBOIO 3Tala CTAaHOBJICHUS
COUMHEHUS («IBM)KCHHE OT Bocan;{TH;{>>30).

Taxum oOpa3om, MPOJENIaHHBIN aHAIN3 HATJSAHO MOKa3aj Ty 3BOJIOLHUIO,
KOTOPYIO IPOLUIO KOMITIO3UTOPCKOE MBIIUIEHUE HA NPOTSHKEHUU IOoJyBeka. Ero
ATaIlbl CBA3aHbI C OTKAa30M OT KJIACCUYECKOW JIOTMKH, BBIXOJOM Ha MEPBBIN
nJaH MHBIX (akTopoB: TemOpa, HMHTEpBaja, YHCIOBBIX 3aKOHOMEPHOCTEH.
YcunuBaercss BHUMaHHME K 3BYKY, €r0 CAMOLIEHHOCTb. Takas HanpaBJI€HHOCTH
pPa3BUTHs MY3BIKaJIBHOTO MCKycCTBA XX BEKa SIBJISIETCS UMEHHO MOATOTOBJICH-
HOM TPEAbIAYIIMMHU NIEPUOJAMHU ABOJIIOIMEN, a HE peotironuen. [lo kpanHen
Mepe, Tak cunuTai A. BC6CpH31.

CrpemiieHne MO3HATh NEPBOHAYAJIO, IEPBOUCTOYHUK BCETO CYIIETO, OCHO-
BY CTPOCHMSI MaTeEpUU U BcesleHHOM, YTO SIBIIETCA XapaKTEPHOW YE€pPTOM COBpe-
MEHHOW Hay4YHOU IMApaJUrMbl, HAIJIO CBOE OTPAXKEHUE U B UCKycCTBE. My3bIKa K
KOHITy XX BEKa B CBOUX TEXHHUYECKHUX ITOMCKaX JOILIA IO ONPEAECICHHON IpaHu-
bl YK€ JOCKOHAJIbHO M3Y4Y€H 3BYK, €0 CTPOCHME; PAa3JINYHbIE aKyCTUYECKHE
3aKOHOMEPHOCTH CTAHOBATCS MJEEH LENbIX MPOU3BEICHHUI; MOCTOSHHO H300pe-

30 Cm. 06 aTOM cratsio aBTopa «The Art of Music of the second half of XX — theginning of
§(1XI century: the problem of listeners perceptiots]|
Cwm. : [2].



TAlOTCSI HOBBIC 3BYYaHHMsI, JIOCTUTAEMbIe KaK C IOMOIIBIO pabOThI C Kjaccudye-
CKHM M HEKJIACCHYSCKUM MHCTPYMEHTApHUEM, TaK U JIEKTPOHHBIMH CPEACTBAMU,;
MOSIBJISIFOTCSI HOBBIE MHCTPYMEHTHI M MOJU(DHITUPYIOTCS CTaphbie; OCBOCHO (hU3H-
YECKOE MPOCTPAHCTBO B DKCIEPUMEHTAX C PA3IMYHONM TEXHHUKON W IOMEIICHHUS -
MH; BOKHBIM ()aKTOPOM 3BYYaHHS CTaja THUIIMHA. DTOT CIHCOK MOYKHO JUIUTH
MOYTH OCCKOHEYHO, OJTHAKO TJIABHOE — 3TO TO, YTO MY3bIKaJbHas MaTEPHs Mpe/-
CTaBJISICTCS HA JAHHBIA MOMEHT JOCKOHAJIBHO U3YYCHHOM.

B xoHTEKCcTE BCEro BBINMIECKAa3aHHOTO HEMIPEMEHHO BO3HUKAET BOTPOC: UTO
xe manbine? A. DitamTeiiH B cBoeM Credonamnucai: «Camoe mpeKpacHoe H TiTy-
00KO€ MepeKMBaHUE, BHITIA/IAIONICE HA JIOJII0 YeJIOBEeKa, — 3TO OIMYIIEHUE TauHCT-
BeHHOCTH. OHO JIGKUT B OCHOBE PEIIUTHUU U BCeX HanboJiee TTyOOKUX TEHACHIIUHN B
HAyKe U B UCKYCCTBE. TOT, KTO HE UCTIBITAII 3TOTO ONIYIICHHUS, KAKETCSl MHE €CITH HE
MEPTBEIIOM, TO, BO BCSIKOM CIIydae, CIIeNbIM. <...> $I HOBOJILCTBYIOCH TE€M, UYTO C
U3YMJIEHUEM CTPOIO JIOTAJKH 00 3TUX TalHAX WU CMHUPEHHO IBITAIOCh MBICIIEHHO
CO3/J1aTh JAJICKO HE MOJIHYIO KAPTUHY COBEPILIEHHON CTPYKTYPBI BCEro cymiero» [14,
c. 332].ITosTOoMy, BO3MOXKHO, B TAMHCTBEHHOM MY3BIKaJIbHOM OYAyIIIeM Hac JKICT
r100abHOE OTKPBITHE, BEPOSATHOCTH KOTOPOTO MBI CEHYac MOXKEM TOJIBKO MPEIIO-
JIOKUTh U OITYTUTh, HO HE MPEICTABUTH B YeM OHO OyJIET 3aKIFOUAThCS.

Iryna Tukova

ART OF MUSIC AND GENERAL SCIENTIFIC PICTURE
OF THE XX CENTURY WORLD:
ANALOGIES AND PARALLELS

Art of the last more then hundred years has cessel@logue with previ-
ous époques. Finding parallels and analogies, ibgilidhe system of intercultural
connections is one of the important tools in thecpss of artistic self-knowledge
of XX century that let it comprehend its place e tcontext of historic develop-
ment. As a prove of this thesis we may rememberemans neo-schools; esthetic
perception of contemporary epoch through the prdnthe Middle Ages, Ba-
roque etc; in music — revival of early genres,esylappellation to methods ap-
probated in epochs previous to the classical-roimante in composition tech-
niques and much much more.

At the same time realization of the fact that a&tbhgs to its epoch, mani-
fested in reflection of peculiarities of the womberception, demands not only
diachronic but also synchronic analogies from défe spheres of human activ-
ity>2. The difficulty of finding such analogies is comted with the fact that it

32\Works of N. Gerasimova-Persidskaya are dedicatetthis problem, articles «XXI century
and “musica mundane”» [3], «Music in new culturatadigm» [4] in particular. Rather reveal-



IS necessary to have time distance between obsandephenomenon he stud-
ies to do any conclusions. Such gap permits nog tmicompare phenomena
existing at the same time but also to understaed thfluence on prevalent
logic of thinking in a given epoch. To the seardhsoch interconnections be-
tween musical language of XX century and gener&ngific picture of the
world this report is dedicated.

It seems that one of the biggest changes that pdente in mentality of
XX century became understanding of the fact thatinah for West-European
person logic of physical Earth processes (that foached logic of thinking)
does not spread on micro- and macrocosm. The tlegastativity, quantum me-
chanics, achievements in cosmology have changedation of general scientific
picture of the world for ever. Though it should fmentioned that except people
who are connected with it due to their professiamy small percentage of popula-
tion in the whole world shows the interest to thpsacesses. At the same time
feeling of changes of scales of space around ust&nteraction with time, com-
plexity of matter structure, nonlinearity of systedevelopment slowly enter con-
sciousness of man in this or that way whether her@wf it or not.

One of such fantastic insights of theoretical pbysof the beginning of
XX century became the theory of relativity and guam mechanics. B. Green
writes: «The theory of relativity seems strangedwse our personal feelings
of space and time differ from the feelings of otbéservers. <...> It is quite
different with quantum mechanics. <...> To develo@gwm mechanical in-
tuition is much more difficult because quantum neeths destroys our own
personal notion of reality» [6, p. 90]. Such poatak of quantum mechanics
as simultaneous existence of particle as wave amnguscle, the property of
locality of the Universe, impossibility of simultaous determination of
speed and location of a particle etc, all thesenpheena can be understood
and excepted by a person if he is not a physiaidy emotionally like im-
ages. Nevertheless they give possibility to imagnether abstract micro- or
macrocosm that possesses different logic, rulescandections. It seems a lot of
innovations that have existed in music for morentaahundred years just have
purpose to create such notions of the world. iesessary to emphasize that we
are talking not only about appearing of differémérhes and images in works.
Possibilities of different types of connections also reflected in appearance of
new sounding material, principles of work withit§, integral organization.

N. Gerasimova-Persidskaya says, that «integritythef picture of the
world in science and art in proper New time (XVthke beginning of XX c.)

ing seems also work of M. Arcadiev «Classical aad-olassical musicology and fundamental
science» [1].



that does not need to be proved is particularlyartgnt for us because revolu-
tionary changes in understanding world-wide laveplacement of scientific
(and consequently Weltanschauung) paradigwk place at the beginning of
XX century, during the period of radical changesnusic as well» [3, p. 253].
If we continue giving analogies, it was just thesfithirty year period that is
marked by the whole series of global scientificcdigeries. At the same time
we have the renovation of musical material and lagg that gave impulse to
composers researches for the next hundred years.

Look at some separate facts:
1894- the first article about fundamentals910— poem  «Prometheus» by

of typology of H. Poincare who developed. Skryabin;
contemporary theoretical base for this sdi913— manifest «The art of noises» by

ence; L. Russolo;
1904- final definition of «Poincare’s hy-1913—- the first dodecaphonic work by
pothesis»; A. Webern («Orchestra piece N 1»,

1892-1899- «New methods of celestialithout opus);
mechanics»,1905-1910- «Lectures on1910-s- the technology of synthetac-
celestial mechanics» by H. Poincare thebrd by N. Roslavets;

became the basement of the developmé&gil8— ultra-chromatism by
of the future «theory of chaos» and ofVishnegradskiy;

general theory of dynamic systems; 1919- tropes by J. Hauer;

1900- quantum hypothesis by M. Plank; 1919— creation of termenvox by
1905- special theory of relativityl907— L. Termen;

16— general theory of relativity bythe beginning of 1920-s- micro-tone
A. Einstein; system by A. Haba;

1913- quantum theory of atom bythe beginning of 1920-s- «method of
N. Bohr; composition with twelve tones corre-
1925- the first definition of quantum meiated with each other» by
chanics by W. Heisenberg; A. Schoenberg;

1922-1924- the first non stationary solu1928— the appearance of «Marteno’s
tions of Einstein’'s equations bywvaves»;

A. Freedman, that gave the beginning 1®29-1931- «lonization» by E. Varese.
the formation of non stationary Universe

theory;

1929- the law of general recession of gal-

axies by E. Hubble.

This comparative and quite incomplete list cleaiypws that changes in
music is a process conditioned not only by its jgnes historic development, but
also by the situation in general scientific pictaféhe world.



At the same time it is necessary to mention thastar and natural sci-
ences’ approach to vision, imagining of the wontd different in many aspects
and sometimes cardinaffy

Music is one of such «different understanding»operates abstractions
and images that is complicated to verbalize, thatly it can give in integral-
intuitive form new systems of interconnections the¢ only in the process of
formation. Sometimes it preempts the boldest siemeas. Music before any
other arts, — writes N. Gerasimova-Persidskaya)d-even before (!) scientific
insight discovered (and it means demonstrated) ™igsaand hierarchy of integ-
rity, energy of time, heterogeneity of its flowiGgis still only hypothesis in sci-
ence) and of course its quality» [3, p. 255].

Academic music of XX century alters not only thetenal itself, the ways of its
organization, but the logic of thinking, thinkindnieh basement was the syntax system
solidly developed in classic-romantic epoch. Thepioachable integrity, that was
regulated by formula i:m:t and was based on stietarchic principle, cause-effect
movement from smaller to bigger. For example absipnal thematic level it was
expressed by the movement from motive to perioslag regulated by clarity of func-
tional harmony and supported by integrity of textand timbre. Nowadays the listener
can predict nothing in formation of music, he isnptetely driven by the composer
through different sound mazes. This new feelingghaistantly but may be compared
with the locality property of the Universe: paggino doubt are interconnected, but it is
impossible to understand the «programme» of thrdonnection, to predict in what
place of infinite space it will be demonstrated.

From our point of view the most clearly this chashgausical logic precisely at
syntax level is demonstrated in works where borcomaterial is used. As an exam-
ple let's take the work with the theme in transpasifor the orchestra of six-voice
Fuga (Ricercata) from Musikalisches Opfer by B&:h by A. Webern (1935) and
concerto for the violin with orchestra «Offertoriviy S. Gubaidulina (1980-1986).

% This phenomenon was vividly described by outstagdihysicist-mechanic, one of the
founders of cosmonautics B. Raushenbach: «I rememben my first book about per-
spective was published and it was discussed la@gginter began to tell me how much it
had given him and started to expound my ideas tc<me | remember how astonished |
was. Because there was nothing of what he saidyirbaok, | had not thought about it,
written about it, known nothing.<...> He read sonrmgghabsolutely different from what | had
written. <...> And on the contrary opinions of remetatives of logical knowledge about my
work — engineers, physicists, mathematicians — #isy were positive, but they created abso-
lutely different world for themselves. It was ofurse more similar to mine, closer to me, though
also sometimes unexpected. <...> Then | understoadttiere are two ways of thinking and
though they both speak in Russian about the samgstlthey can’t understand each other. <...>
there are two ways of perception of nature, boakgthing — artistic and logical. And when logi-
cians write people who are not logicians, artistsjerstand nothing. It is useless to persuade
them, they see the world in a different way» [13430].



These two works are chosen because from the omkeldwdh they are based on the
same theme by Friedrich Il. From the other harg-fi€ar term that divides them
gives the possibility to show evolution in deviatiof XX century music from logical
principles elaborated by the art of New time. NalztdA. Webern and S. Gubaidulina
set different artistic and technical problems. Mhetess their community in work
with quoted theme allows comparifig

A. Sokolov writes, that «Webern set himself it ns&@em paradoxical prob-
lem: without changing a single note in Bach'’s oraito express in this music the
essence of his own mentality» [11, p. 123]. Andhieir on: «In this shift of listener’s
attention to the level of micro-intonations the mndsaracteristic peculiarity of We-
bern style is manifested» [11, p. 124]. It may blieel that such interest to the
smallest level is typical also for physics of mmyem that was formed at that time.

The theme of Fuga is set forth in Klangfarbenmedagichnique. Eleven
from twelve theme conduction are segmented in démeesway, though in differ-
ent timbre versions. But dynamic and articulatiows are identical.

Example 1.
J. S. Bach-A. Webern. Fuga (Ricercata), conduction of the theme
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341t should be mentioned that these works has bleady analyzed in scientific literature not
once. Integral analysis of Fuga (Ricercata) by. B&&h-A. Webern was done by A. Sokolov
[11], syntactical analysis of the theme — by A. @oa [7]. Structure of «Offertorium» by

S. Gubaidulina was described in details by V. Kpbola [13]. G. Grigorieva offers compari-
son of stylistic interpretations of Friedrich I'sheme by J.S. Bach—-A. Webern—
S. Gubaidulina—E. Denisov [5]. | shall take thekrie offer my version of analysis of Frie-

drich II's theme from the point of view of compo'sdogic pattern.



Example 2.
Scheme of theme segmentation
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The theme itself consists of two contrasting phsasiee first — ascending
motion by the sounds of triaddescending motion to reduced seventh; the sec-
ond one — descending chromatic motiariosing. Webern makes no doubt revo-
lutionary for his time solution. First, he subdigglhabitual integrity of the theme
by timbre segmenting. Secondly, such articulatibanges its syntactic logic. If
the first phrase as an impulse, that allows to gee the theme in its future
conducting, keeps unity, the second is divided mmatives. Moreover it is neces-
sary to mention that the same principle of dividofglescending chromatic mo-
tion into small seconds performed by the sameunstnt would be easier way.
For this it would have been necessary to divideand segment in the following
way: d-des c-h instead ofd-des-c-h In such a case except two fourths jumps in
the seventh bar the logic of pitch of sound divwidof the second phrase would
have been based on the principle of periodicity.

But Webern emphasizes acceleration of motion (bedtcinstead of half-
notes) by timbre unification (bars 6-7). As a reshuig main factor which division
submits to became the time of the second phrasmesdg lasting (duration).
Each of them is equal to four crochets except toreehet first one (instead of
the first crochet we have rest) and the fifthgiegual to three crochets, which is
determined by pitch structure of the theme). Moezadw keep chosen logic the
eleventh sound of the theme gets double functibfinishes the third segment
and starts the fourth one. It is stressed by tintdmebling (it is simultaneously
played by the French horn and trombone). Due t® tte second phrase by its
timbre and dynamic decision acquires obviously fhested iambic character,
that does not exist in the original (with exceptmfithe eight’s bar — its trochee
logic because of its rhythmic organization andlpitorrelation with the seventh
one cannot be upset in no way). As for articulasenes it is mostly serves the
preserving of evenness of motion in the whole theme

Consequently, in this case Webern on the one hardfests the break-up
with classical principles of organization of themetegrity and as a result with
classical syntaxes. It lies in timbre, dynamic amnticulation segmentation. The
particularities of the second phrase division slioat not the pitch and metre but
evenness of time that occupies each fragment afedesng chromatic motion
became the principle rule for the composer. ltr®/pd by three-crochet solution
of the fifth segment in the second phrase — leapkirds and fourths are divided



both by timbre and rhythmical structure. Thoughébern doubled the four-

teenth sound of the theme at the French horn amdlione (as it was done at
the eleventh one), then time regularity would hheen preserved. In such a
way habitual for classical laws regularity was kepnk Consequently, dis-

credit of the theme leads to the situation wheeeptinciples of integrity organiza-

tion are ruled by such factors as: 1) timbre sedgatien at the instruments of the
same group (in our case — wind brass); 2) artiomand dynamic unity; 3) factor

of time; 4) interval structure (characteristic teatof serial thinking).

On the other hand we cannot say that Webern coetpletjected norms of
classical logic. At the level of the theme it i©ped by timbre and articulation
unity of the first phrase that serves as an impuleecan recognize for all its
twelve works and initio of the whole Fuga. The céetipn of the work is another
prove of preserving the norms of classical logibe tprinciple of i:m:t.
A. Sokolov norms of classical logic considers tjaist in the final part of Fuga-
ricercata Webern for the first time fulfills largeale plan (close-up) of Bach’ s
development, rejects micro-segmentation of the natand uses almost classi-
cal type of poly-melodic texture. For him it iskaittom quotation of the
style» [11, c. 126]. At the same time reducing oinpilisation of the texture
and reinforcement of voices linearity, that leadstihe sounding of the last
conducting of the theme at the whole orchestragyied~uga classical integrity
and completeness. This fragment (bars 197-205ksscaated with coda of
monumental canvases. It is achieved first of ad thuresorting to the classical
logic of unity at the levels of timbre and melodiizearity. The listener has a
feeling of getting support, integrity, large scélat at the same time of ade-
quacy, sympathies of the world to human.

Intonation material of the Concerto for the vioand orchestra «Offerto-
rium» by S. Gubaidulina goes out completely frora theme of Musikalisches
Opfer. The programme of the work is known. In tingt fpart we see «sacrifice» of
the theme, that at the level of structure is exg@@dy its numerous repetitions
with gradual cutting of first and last soundselds to the fact that the only sound
e (f. 56) is left of all the complicated melodic line the third part (f. 108) we wit-
ness «renaissance» of the theme — from the onhdsimuthe integrity.

We can hear immediately the direct connection betw&. Webern’ and
S. Gubaidulina’s interpretation of Friedrich IlI'seime. It consists in the follow-
ing: technique Klangfarbenmelodie is used, simiiast of instruments, the first
sound is given to the trombone. Consequently we nsggak about
S. Gubaidulina’s dialogue not only with Bach bwgoalith Webern.



Example 3.
«Offertorium» by S. Gubaidulina
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Though behind formal resemblance there is prinaference.

Firstly, Gubaidulina uses variant of the theme fnomn Ricercar a 6, but
similar Ricercar a 3 (it differs from Bach'’s originby the rest instead of a league
note at the first crochet of the sixth bar) withoie last tonic sound.
V. Kholopova believes «that not «to lock” the theateéhe very beginning of the
work Gubaidulina does not finish it by the lastitot [13, p. 195]. At the same
time the theme ends by the French horn tremeefoincluding of the sounélinto
it leads to «Bach’s» quantity of sounds — 21. Aesulte which the whole me-
lodic line is reduced to at the end of the last paactly divides the theme into
two equal parts which permits to cut symmetricakyreme sounds.

Second. The composer transports the theme intold-mo

Third, Gubaidulina from the very beginning not esagments the material
but scatters; disperses it, splitting it up intpaate sounds. If Webern kept
thinking by usual syntactic units, in this caselslagic is absent. The theme is
evenly divided between the trombone and bassodhgtunds), French horn and
flute (4-5 and 6-7 sounds) etc. Neverthelesspbssible to find its own appro-
priateness in timbre solution.

Example 4.

The scheme of theme segmentation
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The composer denies usual syntactic division oftieene into two phrases. It
is achieved on the one hand by timbre dispersaluaifitation. In the first phrase



that consists of five sounds two last ones arednithich seems to emphasize tradi-
tional logic of conclusion. Though two first sounolsthe second phrase are also
united in the same way, three separate sounds r@st fallow them.

On the other hand the rest written by Gubaidulintha beginning of the
sixth bar (the only difference of this variant frahre one of Bach) divides the
theme not into two phrases but into three fragmeftis first two fragments that
occupy two bars and a half are segmented mirret-ltk 2 : 2+ 3 sounds. The
third fragment (11 sounds) differs cardinally. tioks like it is just here
Gubaidulina quotes Webern — an acceleration of anois marked by timbre
unity once again. The similar uniting of just 11-sbbuinds is also indicative. And
the only case of double function, in this caseal@e to the achieving of numeri-
cal symmetry (four segments respectively consigt-oft + 2 + 2 sounds). That is
due to the timber unity Gubaidulina makes segmeigger towards the end and
in such a way emphasizes the most typical for tih@nation: descending chro-
matic motion and motion to the closing (it is nex@gyg to mention that these in-
terval combinations will take an active part in tevelopment in future).

To recapitulate, in her work with the theme from dwkalisches Opfer
Gubaidulina rejects classical syntax completelyseéms that the following be-
come the most important factors of the composedgc! 1) interval but not into-
nation thinking that allowed to reconstruct easilyual two-phrase structure;
2) different numerical rules manifested at the lefdimbre segmentation of the
theme and in the structure of the whole work.

We may find different in principle neo-classicalpapach in organization
of the whole work integrity. The Concerto finishieg the return of the theme
(f. 134). At the same time as A. Sokolov verily ines ««the second advent”
though remains almost unnoticed because the addifithe theme is realized in
Crustacea-like motion» [11, p. 204]. One cannot hlea theme in such a carry-
ing out, it can only be seen in the score.

Example 5.
Carrying out of thetheme in Crustacea-like motion
non espr.
A s. L. ° Oe/r—\ ’ T ES»Ii\
Venosolo Ay = 1% e ==
[y} —_ — I | I—‘<.§f f
VTNV
637 < O O~
’ 9 /} G-/\IQ é T | e A { T l 9-/—?1'. — — ]
ANV | T LS I ﬁu I ‘-i' | I N i Z i I’V‘F)' i ! i
v <sf P ohd go ——

It seems that in such ending we have two tendemygpesal for the musical
mentality of XX centuries. On the one hand, exuawary analytics, structurality
directed to the elaboration of special, each tingvidual interconnection both at



the level of the material and at the level of imigg(peculiar «motion from the
text»). On the other hand — possibility of percaptf the work integrity only in-
tuitively, not by before, prior-to-listening, moded of a new stage of work’s
coming into being («motion from perception»).

Consequently, the analysis that has been maddyckawed the evolu-
tion of composer’'s mentality for half a centurys lstages are connected with re-
jection of classical logic, coming of other facttosthe forefront such as: timbre,
interval, numeric rules. More attention is paidte sound, its own value.

The desire to cognize the firstprimary source, iorigf all existing, the
base of matter and Universe structure is a tygeatiure of contemporary scien-
tific paradigm. It found its reflection also in arfhe music by the end of
XX century in its technological searches has coma tertain limit: the sound,
its structure has been thoroughly learned; diffeaeoustic rules become the idea
of whole works; new sounds are invented constantiigey are achieved both
with help of classical and non-classical instrureaartd by electronic means; new
instruments appear and old ones are modified; palyspace is mastered with
different technology and premises; silence hasmecan important factor of mu-
sic. This list can be prolonged to infinity but imain thing is that musical matter
seems to be thoroughly learned at present.

In the context of all above said the question itadly emerges: what'’s fur-
ther? A. Einstein in his Credo wrote: «The mostubiéal and deep feeling hu-
man can have is the feeling of mystery. It is ia ttase of religion and all the
deepest tendencies in science and art. The ondaighaot experienced it seems
to me if not dead at least blind. <...> | am satsfth making guesses about
these mysteries in amazement and with humble triongreate in my thoughts
far from complete picture of the perfect structofeall existing» [14, p. 332].
That is why it is quite possible that a global disery waits for us in the mysteri-
ous musical future. We can only suppose and fealviray its probability, but we
cannot imagine in what it will consist.
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Tykosea Hpuna. My3bIKaJIbHOE HCKYCCTBO M O0LICHAYYHAS] KAPTHHA MH-
pa XX Beka: aHajgoruu U napauieau. Crarbs MOCBALIEHA Mpobiieme 00yClioB-
JICHHOCTU Pa3BUTHsI MY3bIKaJIbHOIO UCKycCcTBA XX BEKa MPOIECCaMH, MPOUCXOIs-
IIMMU B UHBIX c(pepax 4erI0BEUECKON NESITeNbHOCTH, B YACTHOCTH, B €CTECTBEHHBIX
Haykax. [IpoBoasTCs nmapasienu Mex 1y OTKPBITUSIME B MY3bIKE U (PU3UKE B IEPBOM
TpuauatwieTnd XX cronetus. 3MeHeHus B MPUHIUIAX MY3bIKAJIFHOTO MBbIIILTe-
HUSI WUTIOCTPUPYIOTCS Ha rpuMepe padoThl ¢ Temoii B Fuga (Ricercata). Bebepna
U KOHIIepTe 1151 cKpunku ¢ opkectpoM «Offertorium»C. I'ybaiixyauHOiA.

Knroueswvie cnosa: obuieHayuHas KapTUHa MUPa, My3bIKaJbHOE HCKYCCTBO
XX Beka, My3bIKanbHOE MbluieHue, A. Bedeps, C. ['ybaiinynuna.

Tykosa Ipuna. My3u4He MHCTEUTBO TAa 3arajbHOHAYKOBAa KapTHUHA
cBity XX cropivusi: anajgorii Ta mapaJjeni. CTaTTio IPUCBAYCHO MPoOIeMi
00yMOBJIEHOCTI PO3BUTKY MY3MYHOT0 MHCTENTBa XX CTOpIYYs MPOLIECaMH, IO



B1I0YBarOThCS B 1HIIUX cdepax JIIOACHKOL TISUIBHOCTI, 30KpeMa, B MPUPOTHUINX
Haykax. [IpoBoasThCs mapanesi MiX BIIKPUTTIMU B MY3HIll Ta (i3Il B TEPIIO-
My TpuasaTHpiydl XX cropivds. 3MIHA Yy TPHHIUNAX MY3UYHOTO MUCICHHS
UTFOCTPYIOTHCS Ha TIpUKIIanax poodotu 3 remoro B Fuga (Ricercata). Bebepna ta
KOHIIEPTI /11 cKpuniku ¢ opkectpoMm «Offertorium»C. I'ybaitayauHOi.

Kntouoei cnoea. 3aranbHOHAyKOBa KapTHHA CBITY, MY3WYHE MHCTEITBO
XX cropiuusi, My3uuHe mucieHus, A. Beoeps, C. I'ybaiigynuna.

Tukova Iryna. Art of music and general scientific picture of tie XX century
world: analogies and parallels.The article is dedicated to the problem of coriat
of development of Art of music of the XX centurydageneral scientific picture of the
world. Parallels between musical and physical insig the first thirty year period of
XX century are spent. Changings of the principlethe musical mentality are illus-
trated by examples of working with theme in FugedRata) by A. Webern and con-
certo for the violin with orchestra «Offertoriumy $. Gubaidulina.

Key words: general scientific picture, art of music of the X&ntury, mu-
sical mentality, A. Webern, S. Gubaidulina.

Tukova Iryna. Musikkunst und das gemeinwissenschaftliche Weltldl des
XX Jahrhunderts: Analogien und Parallelen.Der Artikel wurde dem Problem von
der Determiniertheit der Entwicklung von Musikkudsts XX Jahrhunderts mit den
Prozessen, die in anderen Bereichen menschlichigkdi& stattfanden, unter ande-
rem in Naturwissenschaft, gewidmet. Es werden lBeawischen den Entdeckun-
gen in der Musik und in der Physik binnen der erstepig Jahre des XX Jahrhun-
derts gezogen. Die Veranderung in den Prinzipietisikdenkweise werden durch
das Beispiel des Werkes mit dem Thema in Fuga ¢tz von Webern und des
Konzerts flr Violine und Orchester «Offertoriumsnv@ubaidulina veranschaulicht.

Steuerbegriffe: gemeinwissenschaftliches Weltbild, Musikkunst des
Jahrhunderts, Musikdenkweise, Webern, Gubaidulina.



