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PAMIIVINCCAXK KAK MY3bIKAJIBHO-TEOPETUYECKAS ITPOBJIEMA.
YACTbH 1

CrnoBo «pammuinccax» (¢ppani. remplissage — «3aroJHEHNE») 3HAKOMO PYCCKOS3BIYHOMY UHTATEIIO MPEXKIe
Bcero Onaromapst YaiiKoBCKOMY, KOTOPBIH MCIIOIB30BAJ €T0 ISl 0003HAUCHHS «PYTHHHOTO0», BTOPOCTEIIEHHOTO MO CBO-
eil 3HaYMMOCTH MaTepuaa, 3aroIHAIOIIEro MPOCTPAHCTBO MEKAY TeMaMH. PaMInccax XOTsS U «BTOPOCTEIIEHEH», HO
OTHIO[Ib HE MAJIO3aMETEH, XOTsI ObI B UMCTO KOJMUYECTBCHHOM CMBICIIC: HUKAKas KpymHas (opMa KIacCHKO-POMaHTH-
YECKOI 310X HE MOXKET 000WTHCH 0€3 BCAKOTO Pojia IEPEX0/I0B, CBI30K, MPE- U MocT-UKTOB. 1o HaOmonenuto Yaii-
KOBCKOTO (T10-BHMMOMY, CIIPaBEAIMBOMY), SBOJIONNS MY3bIKH ITociie beTxoBeHa mia B HampasiIeHUH runepTpodun
MOJJOOHOTO «3aIOIHSIOIETo» Marepruaina. [1oaToMy paMIuIMccax 3acily>KMBaeT TOTO, YTOObI OTHECTHCh K HEMY KaK K
3acIy’KMBaloIIel BHUMAaHUS TEOpPETHUECKON mmpobdieMe. B nepBoii yacTu cTaThu KaTeropusi paMIUIACCaka paccMaTpH-
BAETCs CKBO3b MTPU3MY ONIO3HINH «CHHTArMaTHKa — IMapaJurMaTukay, kotopas co Bpemer @. ne Coccropa sBisieTcs
KJIIOUEBOM JJIS1 HAYKH O CTPYKType TekcTa. Pamiumccaxk ¢popMaabHO onpeaessieTcs Kak mapajgnrMaTHIecKy 0cinabaeH-
HBIA y4aCTOK MEXJy CTPYKTYPaMH, 3aHUMAIOIIUMH MapagurMaTHIECKN CHIIbHBIC TTO3UIIHH.

Knouegvie cnosa: pamiuinccax, YalikoBckuii, bpamc, Mycoprckuii, napaaurmMaruka, CHUHTarMaTHka,
rapasinrMaTHyecKas MO3UINs, CHHTarMaTHIecKast HO3UIHs, TeMaTHdeckast pabora, IyTriBaHr

© Hakobian (Akopyan ) Levon, 2019
State Institute for Art Studies (Moscow, Russia), head of the department of music theory, Doctor of
Science (Art History)
E-mail: levonh451@yandex.ru

REMPLISSAGE AS AN ISSUE FOR MUSIC THEORY.
PART 1

The word remplissage (French for “filling’ or ‘padding”) is known to Russian readers first of all due to Tchaikovsky,
who used it to label a ‘routine’, secondary material filling the space between themes. Though ‘secondary’, the remplissage
is by no means insignificant, at least in a purely quantitative sense: every large-scale form of classical or romantic
music contains transitional, connecting, leading passages of various kinds. According to Tchaikovsky’s observation (it
seems to be justified), the post-Beethoven music evolved in the direction of the hypertrophy of such ‘padding’ material.
Hence, remplissage deserves to be treated as a noteworthy theoretical issue. In the first part of the article, the category
of remplissage is examined through the prism of the opposition ‘paradigmatics — syntagmatics’, playing the key role
in F. de Saussure’s theory of a text structure. Remplissage is formally defined as a paradigmatically weakened section
between structures occupying strong paradigmatic positions.

Key words: remplissage, Tchaikovsky, Brahms, Mussorgsky, paradigmatics, syntagmatics, paradigmatic position,
syntagmatic position, thematische Arbeit, Zugzwang
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PAMIIVIMCCAK KAK MY3bIKAJIBHO-TEOPETHYECKAS ITPOBJIEMA.
YACTbD 2

OLLlyH_leHI/Ie OMMACHOCTHU BBITCCHCHUA TEMAaTHU3Ma PAMIUIMCCAKEM CTUMYJIIMPOBAJIO MY3bIKAJIbHBIC PEBOIIOLNN HavYaia
XX Beka B CTOJIb K€ 3HAUYUTEIILHOW CTEIEHH, YTO U KPU3KUC POMaHTHYECKoi rapMoHuu. Crienndpuyeckue MeToanl popmo-
O6paSOBaHI/Iﬂ, BCAYIIUE K MUHUMU3AIUN paMILTIMCCaXKa, 6I>IJ'II/I pa3pa60TaHLI B paMKaX 3CTE€TUKN UMIPECCHUOHU3MA U IKC-
npeccuoHn3ma. Bmecre ¢ TeM nepen Jr00bIM KOMIIO3UTOPOM-«PaIKaIoMy MOCIEAHETO CTOJETHs HEM30eKHO BO3HHKANA
OIACHOCTB TOT'O, YTO MY3bIKa, BBINOJIHEHHAsI HOBBIM SI3BIKOM, OyJIET BOCIIPUHSTA ayIUTOPHEH Kak ciiabo anddepeHunpoBan-
HBIH (MapagurMaTHYecKy HeMpUMedaTenbHbIN) pamIutiuccax. [IpuBeneH psa mpuMepoB TOro, Kak 3Ta OIacHOCTh IPeoIoe-
BaJIaCb B TBOPYECTBE Hpe}ICTaBHTeﬂeﬁ Ppa3HbIX MOKOJICHUM U HaHpaBﬂeHHﬁ. Hcnonap30BaHHBIE MHOTUMU U3 HHX, HC3aBUCUMO
OT ApYyT OT Apyra, CXOAHBIC IMPHUEMbI BBICBEYUBAIOT TC OCO66HHOCTI/I CJIO)KHOT'O COBPEMCHHOI'O MY3bIKAJIBHOT'O A3bIKa, KOTO-
pBIe OTBETCTBEHHBI 32 €T0 HEMPEOIOIUMYIO (UM BCE ellle He MPEOA0JICHHYIO0) NapaAurMaTHUECKYI0 «HEJOCTaTOYHOCThY.

Kniouesvie cnosa: pammuuccax, Jlebroccu, 11Iénbepr, CrpaBunckuii, Bapes, IllTokxay3eH, mapagurmarvka,
CHHTarMaTHKa, MaTpPUKC, OpraHesuia, )KecT

© Hakobian (Akopyan ) Levon, 2019
State Institute for Art Studies (Moscow, Russia), head of the department of music theory, Doctor of
Science (Art History)
E-mail: levonh45 (@yandex.ru

REMPLISSAGE AS AN ISSUE FOR MUSIC THEORY.
PART 2

The feeling that the valuable thematic stuff risks to be ousted by remplissage, stimulated the musical revolutions of
the early 20" century, perhaps, to the same degree as the crisis of Romantic harmony. Specific compositional techniques,
leading to the minimization of remplissage, were developed within the framework of Impressionist and Expressionist
aesthetics. At the same time any ‘radical’ composer of the last century faced the danger that the music done with the
use of new language would be perceived by the audience as a poorly differentiated (paradigmatically undistinguished)
remplissage. A number of examples illustrate how this danger was overcome in the works by composers representing
different generations and currents. Some similar devices used by them independently of each other highlight those
peculiarities of the complex contemporary music language that are responsible for its insurmountable (or still not
surmounted) paradigmatic ‘insufficiency’.

Key words: remplissage, Debussy, Schoenberg, Stravinsky, Varése, Stockhausen, paradigmatics, syntagmatics,
matrix, organella, gesture
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«IIATh CTAPUHHBIX KUTAVCKHX ¥ SIMIOHCKUX CTUXOTBOPEHW»:
BOCTOYHAS JIMPUKA YAPI3A I'PUDODPCA

B crarbe paccMOTpeH BOKAIbHbIH IUKII «IISTh CTApUHHBIX KUTAHCKUX M ATIOHCKUX CTUXOTBOPEHUI» IS rojioca
u hoprenmnano ameprkanckoro komrosutopa Yapmsa I'puddea (1884—-1920). Obmenue ¢ A. Kymapacsamu, J. bioxom,
A. Bomemom, M. Uto u ocoberno E. ['oThe mHCTIHPHPOBAIO UCKIIOUHTENbHBIN HHTEpec [ puddea k BocToky. bonee
BCEro MY3bIKAaHTa YBJIEK 00pa3 A3WH, BBICTYNABIIMH SK30THYECKUM aHTHUIIONOM 3amazia, HO IPU ATOM SBISIBIIMKCS
HEOTHEMJIEMOH YaCTBhIO KyJIbTypHOTo naHamadra Amepuku. V3ydeHume a3maTcKoil KyJabTyphbl (MY3BIKaJbHOTO
HCKYCCTBA, IT033HH, SITIOHCKOH I'paBIOpHI, (prIocodum) MPUBEIIO K CO3aHHUIO IIPOU3BEICHUS, B KOTOPOM OPHEHTAIBHOE
Hayajo BOIUIOTMJIOCH HA pa3HBIX ypoBHsIX. KoMmo3urop oOpamiaercss K aHTeMUTOHHBIM JiafaM (IJIaBHBIM 00pa3oM
K KUTAlCKOMY TyH-Jajly), K IMATAIlMH TeMOPOB ATHUYECKUX WHCTPYMEHTOB B MapTHH (pOpTENHAaHO, MOITHIECKUM
TEKCTaM (3aMMCTBOBaHHBIM M3 COOPHHKOB AHIVIOS3BIYHBIX IIEPEBOJOB KIIACCHYECKOM KHTAHCKOM M SIIOHCKOH
MM0331H), CIOJKeTaM, CHMBOJIaM (I[BETa, BpeMeH rona) u metadopam (Top, IyHBI, ApakoHa). [puddc u3dupaer MeToxn
CTHJIM3ALUH JAPEBHETO (OJBKIOpa, COMMDKAIOMNN ero ¢ OCHOBOIOJIOKHUKAMU HEO(OIbKIOpHU3Ma (B YACTHOCTH, C
U. ®. CrpaBunckum). Mx o0ObequHsET OLIyIIEHNE apXandecKol epBO3IaHHOCTH, ITPUEM aKIIEHTHOTO BapbUPOBaHMUS,
BapHaHTHO-TIONIEBOYHBIN THIT TEMAaTH3Ma M SKOHOMHOCTB B pab0Te C MaTepHaIOM.

Knioueswvie cnosa: Yapns I'pudde, [19Th cTapUHHBIX KUTAWCKAX U AMOHCKUX CTUXOTBOPEHHM, HE(POIBKIOPHU3M,
OPHEHTAIIN3M, TIEHTAaTOHNKA, AaMEPHKAHCKast My3bIka XX BeKa
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E-mail: yannakrom@yandex.ru

«FIVE POEMS OF ANCIENT CHINA AND JAPAN»:
ORIENTAL LYRICS BY CHARLES GRIFFES

The article describes the vocal cycle «Five Poems of Ancient China and Japan» for voice and piano by the
American composer Charles Griffes (1884—1920). Communication with A. Coomaraswamy, E. Bloch, A. Bolm, M. Ito
and, especially, Eva Gauthier inspired Griffes' exceptional interest in the East. Most of all, the musician was fascinated
by the image of Asia, which was the exotic antipode of the West, but it was an integral part of the cultural landscape of
America. The study of Asian culture (music, poetry, Japanese prints, philosophy) led to the creation of a work in which
the oriental principle was embodied at different levels. The composer refers to the pentatonic modes, imitation of timbres
of ethnic instruments in the piano part, poetic texts (borrowed from collections of English-language translations of
classical Chinese and Japanese poetry), subjects, symbols (colors, seasons) and metaphors (mountains, moon, dragon).
Griffes chooses a method of stylization of ancient folklore, bringing him closer to the founders of neofolklorism (in
particular, to I. F. Stravinsky). They are united by a sense of archaic coloring, rhythmic accents, syncopes, variation of
melody and thrift in work with the material.

Key words: Charles Griffes, Five Poems of Ancient China and Japan, new folkloristics, orientalism, pentatonic
scale, American music of the XX century
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«ITAPTHUSA B BPUK» [IK.K. MEHOTTH U C. BAPBEPA,
wimm HECYACTBE IIO-AMEPUKAHCKU

Crarps MoCBAIIEHa OJHOMY M3 HEMHOTMX COBMECTHBIX IPOEKTOB aMepUKaHCKuX kommo3utopos [px. K. Menortu
n C. bapbepa B obmacti My3blkasmbHOTO Tearpa. Kamepnas omepa «Ilaptust B 6pumx» (1959) unTepnpernpyercst Kak
SIPKUH TIPUMEP OTPAXKEHUSI B 3TOM JKaHPE pealTiii aMepUKAHCKOH TeHCTBUTENFHOCTH XX CTONeTHs. HpaBCcTBEHHBIH 00IHK
TIEPCOHAKEH PACKPBIBACTCS B IIPOLIECCE KAPTOUHOM Urphl. Takoi UTpoii CIy>KUT OPHIK — PacIipOCTPAHEHHBIH B TO BpeMs
BUJI TPOBE/ICHNUS OCYTa, IPU3BAHHBIA 00BEIUHATH JIO/IEH, CIIOCOOCTBOBAThH MX OOMICHHIO. B TakoM cirydyae moueMy MIMEHHO
a1y urpy BbiOpai [x. K. MeHOTTH (JIMOPETTHCT 3TOr0 TBOPYECKOTO TaHAEMa), YTOOBI T0KA3aTh YeI0BEYECKOe HecyacThe?

Kniouegvie cnosa: xan Kapno Menortu, Camroans bapbep, ameprkaHckas My3blka, KaMepHasi orepa, JIHOpeTTo,
urpa, KapTel, OpuIK

© Krivtsova Anna, 2019
Gnesins Russian Academy of Music (Moscow, Russia), Postgraduate Student of the Department of
Analytic Musicology
E-mail: casseto@mail.ru

“A HAND OF BRIDGE” BY G. K. MENOTTI AND S. BARBER,
OR UNHAPPINESS IN THE AMERICAN MANNER

The article is devoted to one of the few common projects of the American composers G. C. Menotti and S. Barber in
a musical theater. The opera in one act «The Hand of Bridge» (1959) is interpreted as a vivid example of the 20th century
American reality reflected in this genre. The moral portraits of the characters are evulgated in the process of the card game.
Bridge serves as such a game — a popular leisure activity at that time, intended to integrate people together and to work
toward their communication. In that case, why did G. C. Menotti (the librettist of this creative tandem) choose this game
to show human unhappiness?

Key words: Gian Carlo Menotti, Samuel Barber, American music, opera in one act, libretto, hand, cards, Bridge
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®EPHAHJIO COP 1 MUXAWJI BBICOTCKHIA: BCTPEYA NI MU®?
(K BOITPOCY O KOHTAKTAX PYCCKHUX U 3APYBEKHBIX THTAPUCTOB
XIX BEKA)

VcTopusi KOHTAaKTOB PYCCKUX M 3apyO€KHBIX MY3bIKAHTOB, IMPOUCXOAMBIIMX Ha MPOTSKEHUHM HECKOJIBKHX
BEKOB, ITOJIHA IPKUX UHTEPECHBIX (aKTOB, HO TAK)KE BCEBO3ZMOXHBIX MU (OB, KOTOPBIE BCTPEUAIOTCS AAXKE B CEPhE3HBIX
uccienoBanusax. OJHA U3 TaKUX JIETeHI — BooOpaxkaeMasi BCTpeda UCIaHO-(PPaHIly3CKOr0 KOMIO3UTOpA M THTApUCTA
@®epuango Copa, nmpuexasmero B Poccuiickylo ummnepuio B 1823 roay, ¥ My3bIKaHTa-CaMOpPOJIKa MOCKOBCKOTO
UMIIPOBH3aTOpa-CeMUCTPYHHHKa Muxanna TumodeeBnua Bricorckoro. B crarbe uccienyercs, kak Ha OCHOBE
aHek/1oTa mucarens ¥ nyonunucra Muxanina CtaxoBu4ya HCTOPUKOM TUTaphl Bajepuanom PycaHoBBIM B cO31aHHOM
UM ouepke ObUIa mpuayMaHa OosblIas ClieHa, KOTOpas B JeHCTBUTENLHOCTH BPsJ JIX MOIVIa UMeTh MecTo. OHaKo JTa
UJICOJIOTHUECKH yAaqHash UCTOPUs ObliIa TOIXBaueHa B COBETCKHE TOJIbI M IEPEMUCHIBACTCS 10 CUX ITOP. B muchMeHHBIX
uctoyHukax Cop HUTZAE He YIIOMHHAET O CBOEH BCTpeue ¢ pyCCKUM apTUCTOM, a HanmucaHHas Beicorckum «PaHTazus
Jutst TuTapbl Ha Temy Copay cTana, cKopee BCero, II0I0M 3HAaKOMCTBAa POCCHICKOTO THTapUCTa ¢ HOTHBIMU U3AaHUSIMU
Ibec M3BECTHOro racrposiepa. [lonTBepskaeHHEeM HEBO3ZMOXKHOCTH PeabHON BCTPEeUH H Yk TeM Oosee apyx0Osl Copa
U BBICOTCKOrO MOXET CIYXHTh NPHHIMNHAIBHAS pa3HHUIA CONMAIBHBIX KPYroB, B KOTOPBIX CYIIECTBOBAIH 3TH
BBIIAIONIUECS MY3BbIKAHTHI.

Knioueswvie cnosa: ®epnanno Cop, Muxaun Beicorckuii, CtaxoBuy, Kilaccudeckasi FTUTapa, CeMUCTpyHHas THTapa
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FERNANDO SOR AND MIKHAIL VYSOTSKY: METING OR MYTH?
(ABOUT CONTACTS BETWEEN RUSSIAN AND FOREIGN GUITARISTS
OF THE XX CENTURY)

The contact history of the Russian and foreign musicians occurring during several centuries is full of the
bright interesting facts, but also various myths which one can meet even in serious researches. One of such legends
is the imagined meeting of the Spanish-French composer and guitarist Fernando Sor who arrived in the Russian
Empire in 1823 and the gifted musician, the Moscow improviser on seven strings Mikhail Timofeyevich Vysotsky.
In the article it is investigated as on the basis of a joke of the writer and the publicist Mikhail Stakhovich the
historian of a guitar Valerian Rusanov in a sketch created a big fiction scene which in fact could hardly have taken
place. However, this ideologically “successful” story was picked up in the Soviet years and is being rewritten even
nowadays. In written sources Sor does not mention the meeting with the Russian actor anywhere, and “The fantasy
for the guitar on the theme of Sor” written by Vysotsky became, most likely, a fruit of acquaintance of the Russian
guitarist with musical editions of pieces by the famous guest performer. The basic difference of social circles in
which these outstanding musicians lived can serve as a confirmation of impossibility of the real meeting, let alone
Sor and Vysotsky's friendship.

Key words: Fernando Sor, Mikhail Vysotsky, Stakhovich, classical guitar, seven string guitar
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TBOPYECKOE CREDO BLETHAMCKOI'O IMAHHUCTA
JAHT TXAH IIOHA

B crarhe mpencTaBiIeHBI OCHOBHBIC COOBITHsS TBopueckod Oworpadum [anr Txait Illoma — wu3BecTHOTO
BbETHAMCKOIO MHUAHUCTA, BbIMYCKHUKa MOCKOBCKOW TrocynapcTBeHHOM koHcepBatopuu um. II. M. YaiikoBckoro,
nobexurenss X Mexnynaponnoro konkypca uMm. @. Ilomena (1980), upiHe mpodeccopa YHuepcurera MoHpeass
(Kanana), KoncepBaropun O6epnuna (Oraito, CIIA), [lentpa nHHOBanmii Kuralickoil HallMOHAIBEHOMN IIKOJIBI MY3BIKH
(ITexun, KHP), mouetHOTO mipodpeccopa LieHTpanbHoii KoHCepBaTopuu My3bIkd (IIekuH). ApXUBHBIC MAaTEPHAIBI JIMIHBIX
nen Jlaur Txail llona-cTyneHTa M acCHCTEHTa-CTakepa C XapakTepucTUKamu ero menaroroB — B. A. Harancona,
. A. bamkupoBa, a TaK)Ke HHTEPBBIO C THAHUCTOM JAaf0T HOBBIC CBeIeHNS 0 ronax ero o0yueHwst B CCCP. Ocoboe BHIMaHIE
B CTaThe YIEJICHO MY3BIKAIbHO-3cTeTHUecKuM B3nsinaMm Jlanr Txait [llona, kacarommMcs BOIPOCOB B3aMMOJICHCTBHS
COBPEMCHHBIX UCTIONTHUTEILCKUX IITKOJI EBPOITBI M A3WH, YPOBHS COBPEMEHHOTO a3UATCKOTO MMHAHM3Ma H OOCYKICHHUS €TO
«OOJIEBBIX TOUYCK» — TIEPEBEC TEXHUIM3MA TIEPE/T XYI0KECTBEHHOW CTOPOHOI NCTIOTHEHUS, HUBEITUPOBAHUE SMOIIUH TTO]T
BIIMSIHUEM BBICOKUX TEXHOJIOTHM 1 Ap. OTaenbHble pekoMeHaanuu Mactep-kiaccos [Janr Txaii [llona 8 KHP gononustor
TBOPYECKHIN TIOPTPET €T0 MY3bIKATBHO-TICIaTOTHICCKIMH TPEICTABICHUSIMH.

Knroueswie cnosa: Nanr Txait Hlon, X MexnyHaponusiit koukypc uM. @. [llonena, MockoBckas rocygapcTBeHHas
koHcepBatopus uM. [1. Y. YaiikoBckoro, B3auMOoIEeHCTBUE UCIIOIHUTEILCKUX KO EBponbl 1 A3uun

© Zheng Lisha, 2019
Tchaikovsky Moscow State Conservatory (Moscow, Russia), degree seeking student, Department of

History and Theory of Performing Art
E-mail: zlisa714721120@hotmail.com

VIETNAMESE PIANIST DANG THAI SON'S CREATIVE CREDO

The article presents the main events of the creative biography of Dang Thai Son — the famous Vietnamese pianist,
a graduate of the Tchaikovsky Moscow State Conservatory, winner of the X International F. Chopin Piano Competition
(1980), now a professor at the University of Montreal (Canada), Oberlin Conservatory (Ohio, United States), Beijing
Advanced Innovation Center for Chinese National School of Music (Beijing, China), honorary professor at the Central
Conservatory of Music (Beijing). The archival materials of the personal files of Dang Thai Son — a student and a 2 year
post-graduate student with the characteristics of his teachers — V. A. Natanson, D. A. Bashkirov, as well as interviews with
the pianist give new information about the years of his training in the USSR. Special attention is paid to the musical and
aesthetic views of Dang Thai Son concerning the interaction of modern performing schools in Europe and Asia, the level
of modern Asian pianism and discussion of its “pain points” — technical advantage at the expense of the artistic side of
performance, emotional leveling under the influence of high technologies, etc. The separate recommendations of the Dang
Thai Son’s master classes in the PRC complement the creative portrait with his musical and pedagogical ideas.

Key words: Dang Thai Son, X International F. Chopin Piano Competition, Tchaikovsky Moscow State Conservatory,
interaction of performing schools in Europe and Asia
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«BPEMEHA I'OJIA» B KUTAE:
HAIIMOHAJIBHBIE TPA/IMIIUUA B IIBECE Y3Hb U

Crarbsl OCBsIIIIeHa 0COOCHHOCTSIM MPETBOPEHUS HAMOHAIBHBIX TPAJULUIA B OPKECTPOBOM IbECE COBPEMEHHOTO
kuTarckoro kommnosuropa UYsue U «Bpemena rogay». HannoHansHOE Hagaio BOIUIONIEHO B COYMHEHUH Ha Pa3HbIX YPOBHSIX.
UsHb BbIpa3uiia MUPOIIOHUMAaHKE, JIPEBHUE PETUTHO3HBIE U PHUIIOCO(CKUE BO33PEHHUS KUTAUIEB HA CMEHY CE30HOB; 00pa-
THJIACh K KJIACCUYECKOW YTOHYEHHOHM KMTAWCKOW MO33HH, CBSI3aHHOM C OTpakeHHeM 00pa3oB MPUPOJIbI; HOCTPOMIIA MY3bI-
KaJIbHYIO TKaHb COYMHEHUsI HA OCHOBE MHTOHAIIMOHHOTO M METPOPUTMUYECKOT0 MaTepralia HalOHAILHOTO XaHpa 6abaHb.

B npamarypruy counHeHHs Hallulo OTPaKEHHE KUBOE «JIbIXaHUE» TIPUPO/IbL, CBS3aHHOE B KUTAlCKON CHCTEME TIPe-
CTaBJICHUH O MUpE C TapMOHKEH MHB U sH. BoIHOOOpa3HOe pa3BUTHE IMHAMMKH, CTYIIEHHE U Pa3pshKEHUE INIOTHOCTH (ak-
TYpbI, CMEHa TEMIIOB [T03BOJIMIIM BBIPa3UTh B3aMMOOOYCIIOBIEHHOCTh TUX JIBYX Hadai. dunocopust nyannzma uHb U SiH
MposiBIJIa ce0sl M Ha YPOBHE JINTEPATYpPHON NPOrPaMMbl — B YEThIPEX MEH3aKHBIX CTUXOTBOPHBIX dNHrpadax KUTaHCKuX
no31oB AuHactuu CyH — Cy Ilu u 11331 I'yHa. HanmonansHbIi My3bIKaJIbHBIN KOJIOPUT B Tbece «BpemeHa rosa» Borwio-
IIeH MOCPEICTBOM CBOOOIHOTO IMTUPOBAHUS 6abaHb — TPaUIIMOHHOIO JKaHpa KUTalCKOW HapOTHOH My3bIKH. DobKIIop-
HBII TIEPBOMCTOYHHK IIPOHN3BIBAET BECh MaTepHall COUMHEHNSI, BIUIETASICh B My3bIKaJIbHYIO TKaHb B BUJIE OT/JEIBbHBIX IIEHTa-
TOHHBIX MHTOHAIMH U LEJbIX (hpa3; NposiBIsieT ceOst Ha MeTPOPUTMHYECKOM YPOBHE (KOJIMYECTBO JIONEH M X COOTHOLIEHHE
B BOCbMU CTpOKax 0a0aHb MpOrpaMMHUPYIOT IOCTOSIHHYIO CMEHY MeTpa B Iibece). TBopueckoe npesioMyIeHHe HallMOHAIbHBIX
KHATaUCKUX TpauLuii momoriio YsHe U nipesictaBuTh BOCTOUHBII B3IJISL HA CMEHY BPEMEH rojia.

Kniouesvie crnosa: Ysnb U, «Bpemena ropay, KuTaliCKuid TpaJUIMOHHBIN aHp 0a0aHb, KUTAHCKUH KaJeHAapb,
KMTakckas nossus nuHacTun CyH, COBpeMEHHask KUTalcKas My3bIKa

© Liu Suya, 2019
Nizhniy Novgorod State Conservatoire named after M. 1. Glinka (Nizhniy Novgorod, Russia), post-
graduate student of the Music History Department
E-mail: 78229565 1@qq.com
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“FOUR SEASONS” IN CHINA:
NATIONAL TRADITIONS IN THE PIECE OF CHEN YI

The article is devoted to the peculiarities of the implementation of national traditions in the orchestral piece of the
modern Chinese composer Chen Yi “Four Seasons”. The national principle is embodied in the composition at different
levels. Chen expressed the ancient religious and philosophical views of the Chinese on the change of seasons; turned to
classical sophisticated Chinese poetry related to the reflection of images of nature; built musical texture of the composition
based on intonation and rhythm material of the Baban national genre. In the drama of the composition, the living “breath”
of nature is reflected in the Chinese system of ideas about the world with the harmony of yin and yang. The wavelike
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development of the dynamics, thickening and discharging of the texture density, change of tempo allowed to express
the interdependence of these two principles. The philosophy of dualism of yin and yang manifested itself at the level of
the literary program — in the four landscape poetic epigraphs of the Chinese poets of the Song dynasty — Su Shi and
Zeng Gong. The national musical flavor in the piece “Four Seasons” is embodied through the free quotation of Baban,
a traditional genre of Chinese folk music. The folklore source permeates all the material of the composition, interlacing
with the musical fabric in the form of individual pentatonic intonations and whole phrases; manifests itself at the metro-
rhythmic level. The creative refraction of Chinese national traditions helped Chen Yi to provide an oriental view at the
change of seasons.

Key words.: Chen Yi, “Four Seasons”, the Chinese traditional genre Baban, the Chinese calendar, the Chinese poetry
of the Song dynasty, modern Chinese music
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«IHEBHUKMN» Y3Hb CAOIOHA:
OCOBEHHOCTH COHOPHOM TPAKTOBKH ®OPTEIIMAHO

B mpemmaraemoii craTthe paccMaTPUBAIOTCS OCOOCHHOCTH COHOPHOW TPAKTOBKM (DOpTENUHAaHO B IUKIIAX
«DIARY I» («neBuux I»), «<DIARY II» («/IuneBnuk II») u «DIARY III» («/IneBHuk III») Hemenkoro koMmo3uropa
KuTaickoro npoucxoxaeHus Ysnp Csorona, yuenuka Jpépns Jlurern. OtnenpHoe BHUMaHUE yAEICHO MPEICTABICHUIO
€ro 3CTETUYECKOH KOHLENIINH, COCPEJOTOUEHHON BOKPYT U3Y4YEHHUs CKPBITHIX BO3MOXKHOCTEH 3ByKa. BaxkHbIM ee myH-
KTOM SIBJISIeTCS OCO3HaHUE (PEHOMEHA TUIINHBI B My3bIKe, OTCI0Aa OepeT Hayasio 0cobast IPUBEP>KEHHOCTh KOMITIO3UTOPA
K TUXHUM HIOQHCaM.

Ha nmpumepax nokasana oxna u3 ocobeHnocreit crmwist Ysnp CsioloHa — paboTa ¢ J1anuiapHbIM 3BYKOBBIM Ma-
TepuanoM. B 3Tux ycnoBusx Oosblioe 3HaY€HHE MPUOOPETAET MCIIOIb30BAHNE TPUEMOB, PACIIUPSIONINX TeMOpOBbIe
BO3MOXKHOCTH POSUISl, — «3aBUCAIOIIUX» KJIACTEPHBIX CO3BYYMH, O€33By4YHOE Ha)kaTHe KJIABUATyphl, UCIIOJIb30BAHUE
MOTEHIIMaJa POsIsl KaK [MIMITKOBOTO HHCTpyMeHTa U rp. Kpome Toro, B cTarke 0TMeueHbl 0COOEHHOCTH TPAKTOBKH UsHb
CsI0I0HOM pUTMa, COEAMHSIONIEr0 B PAMKaxX OJHOW KOMIIO3MIIUM TAKTOMETPUYECKYI0 U XPOHOMETPUYECKYIO CHCTEMBI,
JUHAMUKHU (MCIIOJIb30BaHUE BBIPA3UTEIBHBIX BOZMOKHOCTEH THXHMX HIOAHCOB, IIOJIMAMHAMUKH, Y3Q(PEKTOB 5X0), peru-
CTPOB (COCPEIOTOYECHHOCTD B IPE/IeIax OJHOTO OIPAaHMYEHHOTO JMaIla30Ha).

Kniouesvie crosa: Usnb Cs1010H, coHOpHAst KoMno3umus, Gpoprenuannsiii nuki «/neBruk I» («DIARY I1»), 3ByKo-
BbIE BOBMO>KHOCTH (DOPTEIHAHO

© Chen Shuyun, 2019
Nizhniy Novgorod Glinka State Conservatoire (Nizhny Novgorod, Russia), post-graduate student of the
Department of Musical pedagogy and performance
E-mail: 52419832 1@qq.com

“DIARIES” CHEN XIAOYONG:
FEATURES SONOROUS INTERPRETATION OF THE PIANO

The proposed article discusses the features of the sonorous interpretation of the piano in the cycles “DIARY I”,
“DIARY II” and “DIARY III” by German composer of Chinese origin Chen Xiaoyong, a student of Gyorgy Ligeti. Special
attention is paid to the presentation of his aesthetic concept, centered around the study of the hidden possibilities of sound.
An important point of the creative concept of the composer is the awareness of the phenomenon of silence in music, hence
the composer’s special passion for the lower threshold of the dynamic range.

A number of examples show one of the features of the composer’s style — working with lapidary sound material.
Under these conditions, the use of techniques that expand the timbre capabilities of the piano, the “hanging” cluster
consonances, the silent pressing of the keyboard, the use of the potential of the piano as a plucking instrument, etc., becomes
very important. The features of the interpretation of the rhythm connecting the tactometric and chronometric systems in
one composition are noted. The features of Chen Xiaoyun’s interpretation of the rhythm, combining the tactometric and
chronometric systems, the dynamics (using the expressive possibilities of quiet nuances, polydynamics, echo effects);
registers (the concentration of the entire composition within one limited range) are noted.

Key words: Chen Xiaoyun, sonorous composition, piano cycle “Diary I”’; piano sound capabilities

Cmamuws nanucana npu noooepoicke Kumatickoeo cmunenouansiozo ¢ponoa
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HACJIEJIUE 1 OGHOBJIEHUE TPAJIUIITMOHHOM MY3BIKH:
HBECA JJI1 ®OPTEIIMAHO «CAO U BAPABAHBI B CYMEPKAX» JIU UHXAS

Cratbs npencTaBiseT co00i aHANUTHYECKUI OuepK, MOCBALICHHBIN OHOMY M3 Hanbosee sIPKUX U U3BECTHBIX
Npou3BeleHUH KUTalickoro hoprenuaHHoro uckyccrsa — nbece Jlu Muxas «Csio u 6apabanbl B cymepkax». B3ss 3a
OCHOBY INOMYJIAPHYIO (DOJIBKIOPHYIO MEIOAUI0, KOMIO3UTOP CO3Jajl CBOOOAHYIO ee 00paboTKy B JKaHpE BapHALUi.
B crarbe paccka3blBaeTCs O HapOJHOM OPUTHHAJE, €r0 NPOUCXOXKIECHUU, MOITUYECKUX NEPBOMCTOYHHUKAX, XYIO0KE-
CTBEHHOU M MY3BIKAJIBHOU CTPyKType. 1IpociiekuBaroTCcs CBSI3U C TEOPUEH «IOP U PEK», €€ OTPAKEHUE B CTUIIMCTUKE
NPOU3BENCHHS, IIPEOOPAKAIOLIETO MPUBBIYHBIC KUTAHCKOMY CIIYIIATENIO TPEACTABICHHUS O CYIIHOCTH MY3bIKaJIbHOTO
BOIUIOLEHUS TPAJUIUOHHON KUTAHCKON My3bIKA B COBPEMEHHOM KOMIIO3UTOPCKOM TBOPYECTBE.

Kniouesvie cnosa: kuraiickas My3bika, GOpTenHaHHas KyJIbTypa, HApOIHbIC TPAJAMLINHU, MOITUYECKUN TEKCT,
XYIIO)KECTBEHHOC TIPEOOpaKeHue

© Chen Jian, 2019
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HERITAGE AND RENOVATION OF TRADITIONAL MUSIC:
A PIANO PIECE BY LI INHAI “FLUTE AND DRUM AT SUNSET”

The article is an analytical essay about one of the most prominent and well-known works of Chinese piano art — Li
Inhai’s “Flute And Drum At Sunset”. Taking the popular folk melody as a basis, the composer created its free processing
in the genre of variations. The article tells about the folk original, its origin, poetic primary sources, artistic and musical
structure. Relationships with the theory of “mountains and rivers ”, its reflection in the stylistics of the work, which
transforms the usual Chinese listener ideas about the essence of the musical embodiment of traditional Chinese music in
contemporary composer's work, are traced.

Key words: chinese music, piano culture, national tradition, poetry, art criticism
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CUMBOJIMYECKHUE 3JIEMEHTBI U CTPYKTYPbBI
B CTUIE TINTINNABULI

Tintinnabuli mocTuraet BBHICOKO#l CTeNmeHH CBEPXUHAMBHUIYATbHOCTH, OPTaHHU3Ys CBEPXHHIUBUAYATbHBIH
paHee CyIIECTBOBABIIKI MPOCTO# 3BYKOBO# Marepuan Tpuajsl. [10MOOHBIM CBEPXUHAUBHUIYATbHBIM 00pa3oMm
crienuuUecKuil 3apaHee cCOCTaBICHHbBIH HabOp MpaBui o6ecIeYrBaeT NHANBUAYAIBHOCTE, a TAKXXe pasHooOpa-
3H€ eAMHO KOMITO3UIIH B OYCHb OTPAHHYCHHBIX YCIOBUAX. ITO 03HAYACT, OMHAKO, YTO CHMBOJIHUYECKOE 3HAUCHHE
MY3BIKH JJOJDKHO OBITH 3aKJIIOYCHO B CTPyKType. Cama JasoBasi cHCTeMa BO BCEOOIeM TOHUMAHHUH SBISETCS CHM-
BOJIOM B3aMMOCBS3H HU3KOTO YPOBHS C YPOBHEM BEPXHHUM (3eMJIsl, MOA3EMHBIA MUP U HEUTO 3a Mpe/eiaMi 3EMITH,
Hebeca). PasnnuHble npe3eHTanuy, pa3paboTKy, U3MEHEHUST 1 KOMOMHAIMH JIAJ0B COOOLIAIOT My3BIKE JOIOIHHU-
TeNbHBIE CMBICTBI. Ompenesss HHIUBUAYATbHO 3HAYUMYIO CTPYKTYpY, CTWJIb tintinnabuli cHoBa mpeogoneBaer
JUXOTOMHIO CTPYKTYPBI U CHMBOJIHYECKOTO COMEPIKAHUS, COXPAHSIA «HATUHAUBUIYATbHYIO HEHTPATbHOCTHY.

Knwouesvie crnosa: Tintinnabuli, ApBo Ilsapt, cuMBoIMYeCKHE MY3BIKaJIbHBIE CTPYKTYpPbl, HOBasi TOHAJIb-
HOCTb, MUHUMAJIA3M
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Mendelssohn Bartholdy”, lecturer in music theory (Leipzig, Germany), Music School “Josef Matthias
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SYMBOLIC ELEMENTS AND STRUCTURES IN TINTINNABULI STYLE

The tintinnabuli achieves a high degree of neutral supra-individuality by organizing the supra-individual
preexistent simple tonal material of triad in a similar supra-individual manner: a specific pre-arranged set of
rules ensures the individuality as well as the variety of a single compostion within the self-mposed very limited
conditions. This means however that the symbolic meaning of the music has to be incorporated in the structure.
The scale itself is in universal understanding a symbol of the interconnection of a lower level with an upper
level (earth and something beyond earth, either heaven above or underworld). Different presentations, elabora-
tions, alterations and combinations of scales add further symbolic layers. By choosing in this way an individual
meaningful structure the tintinnabuli style once again overcomes the dichotomy of structure and expression in
a unique way.

Key words: Tintinnabuli, Arvo Part, symbolic musical structures, new tonality, minimalism
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JAUAJIOI'A C APBO ITAPTOM HA SA3BIKE TINTINNABULI:
AJIBI'MPIAC MAPTUHAUTHUC, BJIAJJUMUP MAPTHIHOB

Apgo IIapt — ¢urypa 3HaK0Bast B ceropguAmHei Kynprype. OH 3aTparuBaeT IITyOMHHBIE TPOOIEMBI XyI0KECTBEHHOTO
TBOPYECTBA, €0 IIENU U CMBICIA, KOTOPhIE BCTAIOT Iepeq KaKIbIM KOMIO3UTOPOM HAIIEr0 BPEMEHH M KOTOpBIE OH caM
permaer st cedst pamukaibHo. [ xommosuTopoB ¢urypa Ilspra Hagenena ocoObIM 3HaYeHHEM. B kpyry Omm3kux emy
10 HANPaBIICHUIO COOPAThEB IO MCKYCCTBY OH OKA3aJICsl BOCTPEOOBAHHBIM IS OOIICHHUS HA MPOCTPAHCTBE MY3BIKAIEHOTO
MPOU3BENEHHS. DTO TPOUCXONUT B (hopMe auanora ¢ HUM, C €ro TBOPYECTBOM, M Ha ero s3eike tintinnabuli. B crarbe
paccMaTpmuBaeTcsl OIBIT oOpamieHust K TBOpuecTBy llapra kommo3utopoB Ajbrupmaca MapruHaiiTuca m Brmaammmpa
MapTsiHOBa, IJIS1 KOTOPHIX CTHIB «tintinnabuli» («KOJTOKOTBYMKI») CBOMM SPKHM H y3HABAEGMBIM aBTOPCKHM MOYEPKOM
TTOCITY>KHJI SI36IKOM OOIIEHHS ¥ TOHUMAHUS MEKIy Komro3utopamu. Camo oOpamieHne CBOMM TBOpUecTBOM K [LapTy apyrux
KOMITO3UTOPOB CIY’KUT HEOCIIOPHMBIM JI0Ka3aTeIbCTBOM aKTYyaJbHOCTH €r0o (DUTYphl B COBPEMEHHOH KyabType. B kagecTse
MIPUMEPOB B CTAaThe MPHUBJIEKAIOTCS MPOU3BeieHNs Anbrupaaca Maprunaiituca «['uMH cB. @paHIKCKay ISl COTMCTOB, XOPa,
opraHa ¥ MarHuTHOH 1eHku u «ILsapt. 3umay u3 mukina «Bpemena roga» Bragumupa MapTeiHoBa.

Knrouesvie cnosa: Apso Ilapt, Bnaqumup MapteiHoB, Anbrupnac Maprunaituc, tintinnabuli
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E-mail: katunyanm@mail.ru

DIALOGUES WITH ARVO PART IN TINTINNABULI:
ALGIRDAS MARTINAITIS, VLADIMIR MARTYNOV

Arvo Pirt is a symbolic figure in today's culture. He touches on the deep-seated problems of artistic creativity,
its goals and meanings that confront every composer of our time and which he himself solves radically. For composers
Pért’s figure has a special meaning. In a circle of friends, who shared his direction of art, he was in demand for
communication in the space of a musical work. This occurs in the form of a dialogue with him, with his work, and in his
language tintinnabuli. The article deals with the experience of addressing the works of Part by the composers Algirdas
Martynaytis and Vladimir Martynov, for whom the tintinnabuli style (bells) was used as the language of communication
and understanding between their composers. The reference of other composers to Part in their own works serves as an
indisputable proof of the relevance of his figure in modern culture. The works of Algirdas Martinaitis “Hymn of Sts.
Francis” for soloists, choir, organ and magnetic film and “Pért. Winter” from the cycle “Seasons” by Vladimir Martynov
are given as examples in the article.

Key words: Arvo Pért, Vladimir Martynov, Algirdas Martinaitis, tintinnabuli
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«KOJIJIA’K HA TEMY BACH» A. IISIPTA:
B3IUISA A B ITPOLIJVIOE HA IIYTHU B BYAYLIEE

B crarbe paccmaTrpuBaeTcs COYMHEHHE MEPBOIO, «IOMEPeNOMHOro» nepuona teopuectBa A. Ilspra — «Kommax
Ha Temy BACH» (1964). Hacrosmmii omyc — sipkuii oOpaser MOJMCTHIMCTHYECKOH KOMITO3MIMM, OTMEYEHHOU
0orarcTBOM TEXHHK M IPHEMOB €€ peain3anuu. Bemyinell nmpu 3TOM CTaHOBUTCS TEXHHMKa KOJUIaKa, MOJpa3yMeBaromias
o0beMHEHNE B paMKax OIHOTO IPOM3BEACHMSI OapouHOi m aBaHrapaHod cruimcTuku. B Tokkare Ilspr BocnpousBogut
MIPEKIE BCEro (hakTypHbIE 0COOEHHOCTH OapOYHOTO YKaHpa ITyTeM BOCCO3JaHMsI €ro MOTOPHOH pUTMUKH. OJJHAKO ITIaBHBIM
BBIPA3UTENIBHBIM IEMEHTOM KaK 3[1€Ch, TAK U B APYTUX YaCTAX CTAHOBHUTCS AECATU3BYKOBasl CEpHsl, OCHOBaHHAs HA 3ByKaX
a"arpammsl bach. Snpo «Komnaxay — Ttema-aHarpaMma — He SBISICTCS 3apaHee MpelyCTaHOBICHHBIM MaTepuasiom. [Ispr
oOperaer ee, BCIyIIMBAsICh B MHTOHAIIMN 0axOBCKOM KiaBUpHON CapabaH/ibl, TIOTHOCTHIO MPOIUTHPOBAHHOM MM BO BTOPOI
YaCcTH C AHAJIOTUUYHBIM Ha3BaHUEM. BecbMa MHTEpEeCHBbI IPUEMBI PA3BUTHS CEPUM: OHA Pa3BEPTHIBACTCS 110 FOPU3OHTAIH,
MIpUYEeM KOMITO3UTOP BBOJHUT TEMOPOBYIO M PETHCTPOBYIO IIEPEOKPACKY €€ 3BYKOB; CEpHsl CErMEHTHPYETCs, IPH STOM
Ka)KZIbIi M3 CETMEHTOB TIPEACTACT B BUIE CO3BYUHs, a CEpHsl LIEIMKOM — B BUJIE Jiekaakkop/a (B Tokkare); cepus mogaercst
OIHOBPEMEHHO B BHJIE MEJIOANYECKHX JIMHUH U rapMOHHYecKnX KoMIuiekcoB (CapabaHsa), MpoOBOANUTCS B IIPSIMOM BHJIE, B
HMHBEPCHH, PAKOXOJIE M paKkoxojie MHBepcHu (Bce yacTh). Ho mneiinblii cmblcn «Konaka», Kak MpeiCTaBIsieTCs], JISKUT BHE
0/I00HBIX TEXHUYECKHX MprueMoB. B mysbike baxa (mmpe — crapuHHO#N My3bike) [IpT BUANT OCHOBY CBOETO MCKYCCTBA.
Bo3M0OHO, 4TO yrKe 3/1eCh Ha4yaJluCh TONCKH, BIIOCJICICTBUH IIPUBE/IINE aBTOPA K CO3AaHMIO CTHIIS «tintinnabuliy.
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THE COLLAGE ON “BACH” BY A. PART:
THE APPEAL TO THE TRADITION ON THE WAY TO THE FUTURE

This article touches upon the composition of the first period — the Collage on “BACH” (1964). “Collage” is the
notable polystylistic piece, which stands out due to its compositional techniques and methods of their realization. Herein
collage is the principal technique, which. The author combines in one work the music of two different epochs, Baroque
and Avant-garde. He makes experiments on the style and its implementation. In a Toccata A. Part reproduces, first of all,
textural peculiarities of the Baroque genre by means of recreating its motoric rhythmic. But the main descriptive element
here, as well as in other parts, is a ten-tone series, based on the anagram bach. The heart of the “Collage” — the theme-
anagram — is not the previously pre-defined material. Pért acquires it while listening to the intonations of J. S. Bach’s
Sarabande for the keyboard, which he cites and comments on through serialism. The metods of developing the series are
quite peculiar — it is spread out horizontally, and moreover, the composer introduces the timbre and register variations
of its sounds; the series is segmented and each of the segments appears as a consonance, and the series as a whole in the
form of a deca-cord (in a Toccata); the series is presented both in the form of melodic lines and harmonic complexes
(Sarabanda). But his purpose is not the catchy effects. The music of Bach presents the ground for Pért’s own music, even
though it was then Avant-garde. It is possible that the composer’s way to the “tintinnabuli”-style starts here.

Key words: A. Part, J. S. Bach, collage, polystylistics, serial technique
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BUBJENCKHUI IICAJIOM B COUMHEHUSIX A. IISIPTA:
BOILIOIIEHUE OCHOBHBIX )KAHPOBBIX IIPU3HAKOB

IIpenmer craTth — OWONEMCKHI TICAJIOM KaK MCTOYHHK O3apeHHss W BIOXHOBeHHS ApBo Ilapra, a Taxxke
My3BIKaJIbHBIC COUNHEHHS 3CTOHCKOTO KOMITO3UTOPA, CO3JAaHHbBIC Ha IICaJIMOBBIC TeKCTHI. CTaThsl MOBECTBYET O BIUSHHUH
oubneiickoro mcaama Ha TBopuecTBe A. [lapTa M mokaswiBaeT, yTo Ojaromaps INcajaMaM KOMITO3UTOP HaIllesl HOBBIH,
COOCTBEHHBIN CTWIIb. ABTOp CTaThH aKICHTHPYET BHUMAHHE HA TOM, YTO Ba)KHBIE OCOOCHHOCTH OMONEHCKUX ICaIMOB,
TaKkde KaK MOJHMTBEHHAs JWAJOTMYHOCTH, IPOCTOTA ITOBECTBOBAHMS, MMIIPOBU3AIIMOHHOCTh, MPUHIUII Hapajienn3ma,
HaITH OTpa)keHHE B MCAJIMOBBIX coumHeHHs A. IIsgpTa, ¥ BOIUIOTWINCH B HAWICHHOM KOMIIO3MUTOPOM HOBOM CTHIIC
tintinnabuli. Oco6oe BHIMaHuE B cTaThe yaesieTcs ncaamMoBbiM counHeHnsaM «De profundis» (129 mcanom), «Miserere»
(50 mcanom) u «Ilcammy mst ctpyHHOTO OpKecTpa» (112 mcamom).

Knrouesvie cnosa: A. Tlapr, icanom, MOJIMTBA, CTHITB, tintinnabuli
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THE BIBLICAL PSALM IN THE WORKS OF A. PART:
THE IMPLEMENTATION OF THE MAIN GENRE CHARACTERISTICS

The article deals with a biblical psalm as a source of spiritual insight and inspiration for Arvo Pért. It also discusses
some musical works written by the Estonian composer on the basis of biblical psalmic texts. In the article, author explains
the influence of the biblical psalm on the works of A. Part and shows that due to the biblical psalms the composer discovered
a new style that has become characteristic of his creative works. The article focuses on such important features of biblical
psalms as prayerful dialogue, simplicity of narration, improvisation, the principle of parallelism — all are reflected in
A. Pirt's psalmic works and embodied in the tintinnabuli style, found by the composer. Special attention is paid to the
psalm compositions “De profundis” (psalm 129), “Miserere” (psalm 50) and “Psalm for string orchestra” (psalm 112).

Key words: A. Pdrt, psalm, prayer, style, tintinnabuli
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MY3bIKA APBO ITAAPTA B IIEPECEYEHUU UCKYCCTB

Crarbs MOCBSAIIEHA B3aMMOJCHCTBUIO MY3bIKH H3BECTHOTO COBPEMEHHOTO KoMmo3uTopa Apso I[lspra ¢ apyrumun
BUIaMH HcKyccTB. [Ipex/ie Bcero sTo kacaercst KHHO, CaMOro MaccoBoro n3 Hux. OOmmuit ciucok (GuiIbMOB, Tie 3BYYHUT
my3bika [Tspra, qocTuraer AByX COTEH M MOJpaszelisieTcs Ha JBa poia MarepuaiioB. IlepBblil U3 HUX — (UIbMBI, B
KOTOpBIX [ISIpT ydacTBOBal Kak KOMIIO3UTOP, TO €CTh KaK aBTOp CHELHUAIBHO CO3JaHHON MY3bIKH. OHH OTHOCSTCS K
nepuony 10 1980 roxa, k Bpemenam, koraa [Tspr sxun 8 CCCP 1, 1oqo0HO MHOTHM KOJuIeram, akTHBHO padoTall B KMHO.
ITocne orpe3ma n3 CCCP, xorna xommo3uTop ocen B 3amagHoMm bepnune, 3Ta AedTenbHOCTS Ipekparwiack. Ho oueHb
CKOPO KHHO CaMo CTaJlo0 UCKaTh ero My3biky. C 3TOr0 MOMEHTa HaYMHAETCsI BTOpasl 4acTh MSIPTOBCKOW KuHOOMOrpaduu
u BTOpOf/II poa €ro0 KWHOMY3BIKH: UCITIOJIb30BAHUE B (bI/IJ'[bMaX €ro HpOH3Be}:[eHPIﬁ, HE NPCAHA3HAUYCHHBIX CIICHHUAJIBHO JJId
KWHO. DTa MpaKkTUKa yCIENIHO MPOIOKAETCs 10 ceil JIeHb. B crarbe paccMarpuBaeTcs JBa MpHUMepa KOHTAKTOB MYy3bIKH
[Isipra v BU3yanbHbIX HCKYCCTB: 31n30/ 13 GuiibMa Tenrusza AOynanze «[lokasuue» (1984) u cnexrakib Pobepra Yuncona
«Crpactu o Anamy» (2015) Ha marepuane 6onbioii kommosunuu [Ispra «Ilnauy Anama» u Apyrux COYNHEHHUH.

Kniouesvie cnosa: Apeo Ilsapt, kuHomysbika, AOynanze, «Ilokasuaue», «Crpactu mo Anamy», Podepr Yuicow,
Gesamtkunstwerk
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MUSIC BY ARVO PART IN INTERACTION OF ARTS

The article is devoted to the interaction of the music of the famous contemporary composer Arvo Part with other arts.
First of all, it concerns the cinema, the most popular of them. The general list of films where the music of Part sounds reaches
two hundreds, and is divided into two kinds of materials. The first of them consists of films in which Pért participated as a
composer, that is, as the author of specially created music. They belong to the period before 1980, to the times when Pért lived
in the USSR and, like many colleagues he worked actively in the cinema. After leaving the USSR, when the composer settled
in West Berlin, this activity ceased. But very soon the cinema itself began to look for his music. From this moment on, the
second part of Part’s cinema biography and the second kind of his film music has begun: the use of his works, not specifically
intended for cinema, in films. This practice continues successfully up to the present day. The article discusses two examples
of contacts between Part’s music and media arts: an episode from Tengiz Abuladze’s film “Repentance” (1984) and Robert
Wilson’s performance “Adam’s Passion” (2015) based on Pért’s great composition “Adam’s Lament” and other works.

Keywords: Arvo Péart, film music, Abuladze, film “Repentance”, “Adam’s Passion”, Robert Wilson, Gesamtkunstwerk
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