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Annotation. The article is devoted to study the role of music in the
“Shakespearean” films created as the result of the outstanding collaboration
of Grigoriy Kozintsev and Dmitri Shostakovich. The article reveals the attitudes
of the film director and the composer towards the role of music in cinema,
and demonstrates its semantical features, due to which the signification
of goes on screen is deepened, which makes it possible to make the sight-
and sound-related images more expressive more alive and the conception
more relief-based. For this aim Shostakovich used not merely a method for
depiction of the events on screen, but a well thought out ramified system
of musical characterizations, due to which his cognitively capacious and
emotionally expressive music within the context of cinematographic works
of art obtained the status of a particular participant of an action and became
a powerful means for revealing the emotional psychological states of the
protagonists, foretelling their fates, in particular, and the development of
the plot, in general, and in the outcome—disclosing the authors’ ethnical
conceptions, in which Shostakovich’s autobiographical features were
also revealed. In such a dynamic comprehension of the works of art, the

* Translated by Dr. Anton Rovner.
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principles which disclosed their profound tragic meaning and accumulated a
new understanding were those of intellectual mounting of the highest order.
Keywords. Hamlet, King Lear, Grigoriy Kozintsev, Dmitri Shostakovich, film
director, composer, image, meaning, music, musical theme, intonation, grief,
lyricism, vertical and intellectual mounting.

Collaboration between film directors and composers within the
realm of cinema has presented a unique phenomenon in the field of
Russian cinema studies, albeit, one that has not been sufficiently studied
up to the present day. In the genre of Russian historical films such
outstanding collaborative works as “Alexander Nevsky” and “lvan the
Terrible” by Sergei Prokofiev and Sergei Eisenstein are well known. As are
the collaborations of Isaak Dunayevsky and Grigoriy Aleksandrov, Tikhon
Khrennikov and Ivan Pyriev, Gennady Gladkov and Mark Zakharov; in the
spheres of adaptation for the screen of the Russian literary classics—of
Victor Ovchinnikov and Sergei Bondarchuk. Animmense role in the art of
the cinematographer has been played by the work of Eduard Artemiev
in collaboration with Arseny Tarkovsky, Nikita Mikhalkov and Andrei
Konchalovsky. We shall turn to the unique collaboration of a film director
and a composer in cinema—Grigoriy Kozintsev and Dmitri Shostakovich,
who worked together for 40 years and who have created the well-known
films: “Novy Vavilon” [“New Babylon”], 1929; the trilogy about Maxim
(“Yunost” Maxima” [“Maxim’s Youth”], 1935; “Vozvrashchenie Maxima”
[“The Return of Maxim”], 1937; “Vyborgskaya storona” [“The Vyborg
Side”], 1939); “Pirogov,” 1947.

In some of the early collaborative works of Kozintsev and
Shostakovich the music was presented in the form of song and
dance genres and revolutionary songs and marches, which were so
widespread that they even accompanied lyrical movie episodes, such
as the pre-final scene of farewell (in the film “Vyborgskaya storona”:
1.47. 52-1.48.50)%. This kind of music carried the additional function

* Here and onwards the numbers indicate the chronometric data of the episode examined in
the film.
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of documenting the time period depicted in the movies. And there
were plenty such “documents” in movies. They alternated with the
genres of everyday life scenes, which were also very characteristic for
that time period. The prologue to the film “Yunost’” Maxima,” where
pre-New Year revels were recreated, was opened by the music of a
gallop, on which the sound of a krakowiak was superposed. Overall,
the musical basis was comprised of operetta-circus music, as well as a
polka and a vernacular waltz, either unaccompanied or accompanied
by a harmonica. The songs with many stanzas were performed in their
entirety, while the dramaturgical situation in many of the episodes
remained static.

However, it would be erroneous to say that Sostakovich only wrote
music in lightweight genres for movies. In other early works, such as,
forinstance, “Novy Vavilon” (and subsequently, in the remarkable song
from the movie of film director Alexander Faintsimmer “The Gadfly,”
1955) Shostakovich’s music was of a lyrical romantic character?. And
not only limited to that. The lyricism in “Novy Vavylon” appeared only
in the scenes of presentatations of hard working people, most notably,
the main heroine—the French saleslady Louise. In his depiction of
the people in power the composer introduced an uproarious gallop,
which downplayed their idle lives. However, as Shostakovich himself
admitted, when he composed music for this film, he adhered least
of all to the principle of mandatory depiction of every single scene:
“I started, chiefly, from the main scene... Its chief aim [i.e. that of
the music—G.K.] was to follow the tempo and rhythm of the movie
picture and to strengthen the impression from it. | aspired to endow
the music, along with the novelty and unusualness presentin it, with a
dynamic sense, and to convey the pathos of ‘Novy Vavilon' [2].

After the movie “Pirogov,” not devoid of a certain schematic
quality, Kozintsev, having been fascinated with Shostakovich’s music,

2Shostakovich’s music to the early movies made in collaboration with Kozintsev was the object
of the research of Joan Titus [1].
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wrote to him: “I have been amazed for many years. Having heard your
music, | have heard my own concept—the most precious things in it
for me” [cit. from: 3, 100].

The main protagonist of the film, the outstanding Russian
surgeon Nikolai Ivanovich Pirogov (performed by artist Konstantin
Skorobogatov), is pronouncing patriotic monologues, while the
music follows the “procedures” customary for those years: a folksong
assemblage, includingunaccompanied melodies,amongthem wedding
and humorous songs; a restaurant-style instrumental background,
conveying the drunken frenzy of visitors, then, the musical context
of a park setting, demonstrating people at recreation, and, finally,
illustrative, applied music sounding out during the words addressed
to Pirogov by his colleague: “Life passes, speeds ahead at full gallop,
and you fail to notice it” (while there is a light gallop sounding behind
the film screen); “life should include pleasures” (accompanied by a
powerful sound of a Viennese waltz).

Two other firmly established images must also be noted—the
bell as a symbol of Russia, danger and duty (it is incorporated at the
moment of the doctors’ call to their oath of loyalty), and the signal of
a trumpet—a call to action dating back to remote antiquity (a similar
start was also used in an early work by Shostakovich—the music to the
film “Novy Vavilon”). The trumpet solo is presented here adjacently to
a narrative-type, lyrical theme, anticipating the image of the peacefully
evolving country from Shostakovich’s “Leningrad” Symphony, i.e. an
objective stanza-song document of the epoch is replaced here with
something personal—a lyrical introduction, “an author’s note.”

The enumerated set of topoi includes the growth of new images—
tragic and grotesque. The first of them are become ramified. The
sphere of the tragic in the film “Pirogov” is at first presented bit by
bit—in connection with the images of the cholera epidemic, and in the
pre-final section of the movie (upon the detection of Pirogov’s illness
upon the words, “Gentlemen, somebody, give me some drink”) it is
concretized by a sinister theme, which transforms into the image of
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heightened anxiety developing prior to the battle for Sevastopol. It is
conveyed in the desolate pressurization of an ostinato-like repetition
of the same sound personifying a state of tense expectation. It turns
out to be that this is only the background against which a lengthy
episode of mysterious steps occurs, culminating in the triumphant
march of the Russian army.

But, most importantly, there is yet another theme, which, though
pertaining to the sphere of the tragic, possesses a dramatic-efficacious
character associated with many of Shostakovich’s acutely intense,
“fulminating” themes. It is heard the moment Pirogov, while setting
out to start operating a patient and not suspecting anything in the
least, is presented with a counterfeit drug. It combines the image of
danger, as well as the attempt to prevent it. We shall relate it to the
protest themes.

Finally, the grotesque image of death (brought along by the
cholera epidemic), which is expressed in the intimidating and
triumphant hymn “contorted” on the beginning of the turns of the
Dies irae (Day of Wrath) sequence, which from the times of the Middle
Ages has symbolized the Day of Judgment.

Altogether, the utilized “new” musical themes in the film
“Pirogov” were directed at the expression of alarm, news of danger,
the creation of the psychological condition of the heroes of Sevastopol,
the concretization of the invisible image of death. All of this tragic
imagery in a non-tragic film in combination with music with the visual
element generated strata of synesthesia in the perception of the
content, conveying great significance to semantic meaning.

The source of such accumulation of semantic meaning was in
Shostakovich’s attitude towards music in cinema, which, according to
him, consisted not in depiction by musical means of each film scene,
but in a well thought-out system of musical characterizations. Those
principles, which were developed in the “Shakespearean” films,
where music transformed from an applicative position to a status of
the participant of the action and became the means of manifestation
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of the authors’ conception, were formed in the context of this system.
Such an understanding of the role of music in cinema, appropriate
for a film director, stemmed from Kozintsev’s conviction that “images
appear not only ‘visible, but also ‘audible,” while music is the ‘flesh
of cinematographic imagery’” [cit. from: 3].

In order to analyze this kind of multiplane sonic-visual imagery,
let us focus our attention on two outstanding screen adaptations
of Shakespeare made by Grigoriy Kozintsev in collaboration with
Shostakovich: “Hamlet” (1964) and “King Lear” (1970). We shall start
with the pre-history, with the moment when the film director in 1953,
having begun work on the screenplay to the film “Hamlet,” expressed
his attitude towards him in his celebratory letter to Shostakovich,
congratulating him on his 50th anniversary: “how much your art and
you have meant and still mean to me. In my dark moments (and there
are so many of them!) | remember you and think to myself: what a
great force is enclosed in you, that “the largest calibres of artillery”
could not do anything with your music. And that our time—with all
the great and terrible things enclosed in it, has been imprinted by you,
without a shadow of a sign of servility or calculation—imprinted with
such a force of truth and expression by art, that it takes one’s breath
away” [cit. from: 3, 99].

And after the film came out, in 1968 he suggested to Shostakovich
to write music to the film “King Lear.” However, as Laurel Fay observes,
the composer (despite the fact that, as John Riley writes, he was
exceptionally pleased with his score to the film “Hamlet” [4]) initially
wanted to decline the invitation, despite the fact that the film director,
bearing in mind the composer’sill health and overall fatigue, promised
him that in this case considerably less musical material would be
required than that for the preceding work [5, 267]. Later, however,
the essential reasons for his wavering also became apparent. One of
them was the rejection of the attitude towards music in cinema was
a subservient background means. Isaak Glikman recounted that after
the first repeated recording of the music to the film “Hamlet” poor
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Shostakovich “was distressed after having seen for the first time a
movie in which the music was mingled up with the noise of the sea,
howling of the wind, clatter of hooves, neighing of horses, rustle of
silk, the grating sound of drawbridges, etc., etc., etc. | was also upset
about this, and | demanded that these ‘veracious’ noises be taken off
and the orchestra allowed to be on the loose. Kozintsev promised to
do this. In truth, during the last few days he cleaned out this cinema-
realistic trash with a spade” [cit. from: 3].

Another reason was expressed in the composer’s letter to
Marietta Shaginyan, where he lamented that that his wishes to write
music to “King Lear” in the form of an original separate composition
were not destined to come true, regarding the film with the same title
by Kozintsev merely as a first musical delineation of an independent
composition based on this plot [5, 267].

And indeed, even prior to creating the film “Hamlet,” Kozintsey,
directing Shostakovich’s fantasy, suggested to him his own
understanding of the musical content of the film. Olga Dombrovskaya
cites the film director’s wishes expressed at the end of 1963, that
is, a year prior to the creation of “Hamlet”: “We need to have the
appearance of two separate orchestras, each playing a different style
of music. So to speak, one orchestra ‘representing the composer, a
contemporary symphony orchestra, and a sort of stylized historical
orchestra, depicting the action itself. By the second variety | have
in mind the palace court music: fanfares suiting the tastes of a king,
military kettledrums, music-making of court dames, instruction in
dance for Ophelia, and maybe some variety of art song. Here we must
also mention the farcical orchestra brought over by the comedians:
the trumpets, denoting the introduction to the performance, the jig,
arousing fears of the bloody melodrama to come” [3].

In explaining this variety of sounds needed for the film music,
Dombrovskaya writes that “there is not a single ‘characterization of
the imagery, and nonetheless so much is said of ‘the character of
the music’” [ibid]. But it is hard to agree with this. The film director
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divided in an unusually thoughtful manner the entire auditory space
of the future film into three spheres: the tragic image ‘stemming from
the author, the pompously superficial image of the court with the
farcical-clownish element, adjoining to the former, and the menacing
jig (replaced in the movie by a gallop).

As for the last invitation of Shostakovich on the part of Kozintsey,
according to T. Moore, the film director suggested the composer to
write the music for “King Lear,” because the latter possessed the
ability to compose music which expressed the genuine feelings of
people when “truth in public forums, and even private ones, was
scarce” [6, 150]. For this reason, the music in the scene with Cordelia
was presented by the film director as the “voice of truth” [6, 150].
In addition, having seen portrayals of wartime adversities, Moore
correctly noted their connections with the images of World War I3

Summing up these assertions, | shall permit myself to utter another
one, presuming the reason for Shostakovich’s consent to participate in
both of Kozintsev’s Shakespearean films—the perspectives of the figures
of Hamlet and Lear, outcast, lonely and opposing society as being similar
to himself and possessing certain traits of his own character. This was
written about, already after Shostakovich’s death, by Georgy Sviridov,
who during the lifetime of his teacher, occasionally subjected him to
unfair criticism: “In speaking of his wonderful human qualities, | would
like first of all to talk of his uncompromising courage, arousing a great
amount of respect. Being soft, compliant and at times undetermined in
mundane affairs, this person in his most important characteristics, in his
innermost essence was firm as a firestone” [cit. from: 7, 93].

From this estimation it becomes obvious that initially
Shostakovich, although, naturally, having been inspired by Kozintsev’s
initiative, nonetheless, remained true to himself, and the initial

3 According to her, “Schostakovich’s works expressed people’s grief over the trauma of war
and loss, and this too was part of Kozintsev’s vision for Lear and another key reason for his
collaboration with the composer: ‘the cry of grief, bursting through the dumbness of time, must
be heard’” [Ibid, p. 150].
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leadership of the film director did not fetter his consciousness, and
in the long run gave the composer creative freedom. The designs of
both lay in the platitude of the ethical idea in correspondence with
the conceptions of the two “Shakespearean” tragedies, at the core
of which lay the moral test of the human being, experienced by him
inwardly, psychologically. And the “inward element,” according to
Alexander Mikhailov, is the same theater, the same world “where
there is heaven and hell, where a ceaseless struggle is carried out
between virtues and vices demonstrating themselves quite actively
and independently, as the personified powers aspiring to subjugate
human beings to their power—one and all, ‘me, just as any other “I.”
[8, 132]. In the transmission of such an inner world of the protagonist,
Shostakovich’s music, remaining an inalienable part of the sonic and
visual image of the film, virtually carried out the most important role.
For this reason, we shall pay special attention on it.

In both of the tragedy films the main protagonists, having lost
their close relations, unexpectedly for themselves went through an
immense scale of calamities which erupted in their families, royal
courts and countries. These protagonists were obliged to comprehend
the reasons for the catastrophes and their frightening escalations.
This aspiration obliged the composer to convey in his music the sound
image of the cognitive process (let us remind ourselves that the main
weapon at Hamlet’s disposal is his power of thought). Shostakovich
possessed the ability of recreation of such sound imagery. He was
distinguished for “a special combination of intellectualism and the
most intensive emotionalism,” where “feeling is intellectualized and
refined, while thought is heated to such a degree, that it becomes
acute experience” [9, 77].

Shostakovich’s intonations were characterized by an unusual
cognitive capacity. They carried in themselves the semantics of
remote medieval images, as well as those of the recent history of
Stalin’s times, when the composer himself experienced years of
public political persecution. As a result of this, the sound imagery
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of the cognitive process in both films is also permeated with the
protagonists reflecting about their tragedies, as well as the composer’s
own emotional experience. Why the composer?—Because he himself
inserts by musical means his own autograph (known as the “monogram
motive” or the “monogram theme”)—the initial of his name and
the first few letters of his surname, spelled “Schostakowitsch” in
German, which results in the appearance of the recognized intonation
of D-es-c-h (the German equivalent of the notes D, E-flat, C, B). The
latter conveys intense thought and a broad spectrum of emotional
conditions connected with images of overcoming obstacles, which in
Shostakovich’s case are connected “with a special kind of ‘heaviness’
of vocal-speech intonations” [ibid., p. 45].

Shostakovich’s monogram theme permeates the leitmotif system
in his music to both films and creates an emotional psychological
contrast to their visual element. In “Hamlet” the visual exposition of
the image of the Elsinore castle is assembled from a deserted rocky sea
landscape, a burning torch against the background of a stone wall of a
gloomy medieval castle, lowered funeral flags, a precipitate galloping
of horsemen speeding to the place where the tragedy occurred, a
massive drawing-bridge serving as the gates of the castle, and the
bars descending menacingly, with sharp battlements tightly closing
off communication with the outer world. And towards the end we can
also see a deep moat with black water, from where there is no rescue.

Example 1 a, Screenshot from film “Hamlet”
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Example 1 b. Screenshot from film “Hamlet”

The musical exposition, permeated with Shostakovich’s monogram
theme opens up a broad-scale panorama of the approaching of
catastrophe and grief, which is based on the interaction of the grim
and the lyrical themes:

— repeated orchestral clustery “thuds,” evoking in the listener’s
memory a similar image from Shostakovich’s vocal-symphonic poem
“The Execution of Stepan Razin” occurring during the words “the
deacon hit me with tarriance in the teeth” (the poem was written in
1964, the same year as the music to the film “Hamlet”);

—in this sphere another image is active—the infernal, grim image
of mysterious footsteps, as recreated by the orchestra), subsequently
concretized in connection with the Ghost of Hamlet’s father and its
short reminiscence in the light footsteps of Ophelia going towards the
water)*;

—the theme of the mournful and heroic funeral march soundingin
a state of “high-degree upheaval” [an expression of Sergei Eisenstein];

— the theme of the composer’s reflections in connection with
influxes of the symbol of footsteps.

41t must be reminded that the theme of the footsteps used by Shostakovich for the concretization
of the preparation of the Russian warriors preparing for the battle for Sevastopol in the film
Pirogov is brought in here again, but for a more complex—psychological image of the Ghost of
Hamlet’s father.
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Towards the end the Prologue is unexpectedly illuminated by a
short choral fragment melting in ether, most likely connected with the
epitaph to Hamlet. Along with this, a well-known share of bitter irony
lies concealed here, since in Denmark, which is a prison, there cannot
be any enlightenment.

Let us also mention here the sort of nonmusical sound images: an
alarm bell heralding misfortune, four cannon shots, Gertrude’s crying
on Hamlet’s chest (artists: Elsa Radzina and Innokenty Smoktunovsky)
and the rumble of a resounding bass drum gathering together the
people on the plaza, separating the Prologue from the commenced
action, following the principle of layering one type of thematic
material on the other. This entire “vertical mounting” [a concept
of Sergei Eisenstein]®, based on two expositions which are given in
simultaneity, not only conveys the spirit of the time period, but also
leads into Shakespeare’s “space of tragedy” [a concept of Grigoriy
Kozintsev]. The development of the tragic meaning takes place here
as the result of the mounting of two conceptions: the visions of the
Prologue as conceived by the film director and the composer.

In the short musical “summary” to the film all the themes are
given not only in their exposition, but also in development—the
intertexture within one narration and confrontation. Thus, the theme
of the funeral march moves closer to the theme of sad reflections
and is suspended in the air unresolved on the question motive, while
the “strokes of the sexton” intrudes into the ostinato rhythm of the
bell. The theme of the reflections is also endowed with the rush of
the sound image of heavy footsteps, after which the gates of the
Elsinore fortress become hermetically closed. In the creation of this

° The vertical mounting is labeled as such, because Eisenstein compares it with the outward
appearance of a musical score for symphony orchestra, elucidating that “passing from the
image of such a musical page to a sonic-visual score, we would have to say that on this new
stage another line is added to the musical score. This is the score of the visual cinema frames
which correspond in their own way, pliably, to the motion of the music, and vice versa” [10,
104].
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musical masterpiece we can see that nobody else’s will weighed over
Shostakovich’s fantasy.

The themes of sad reflections about the fates of the two protagonists
is what each of Kozintsev’s two films on Shakespeare’s plots begins with.
These themes are likewise sounded out by many of the monologues
spoken by the leading characters: Hamlet’s “To be or not to be?”,
Claudius’ discourse with himself, Edmund Gloucester’s monologue,
wherein he contrives this perfidious designs, King Lear’s speech after
the banishment of Cordelia, after having become disappointed with his
daughters. At the same time, there are also some differences present
in the musical introductions to the films. In “Hamlet” the theme of
the reflections is preceded by the question intonation. As in colloquial
speech, its core is an ascending melodic line repeated numerous times.
In the 19th century the “question” intonation was a favorite in the music
of the Romanticist composers and was of lyrical character (Schumann
“Warum?”), dramatic (Wagner, Trtistan and Isolde, Prelude and
Liebestod), chorale-like and exalted (Tchaikovsky “Romeo and Juliet”)
or mournful (Rachmaninoff song “Oh no, | pray, do not go away”).

But never before has the “question” intonation been so pained
or carried such a universal and, at the same time, such a personal
character as in Shostakovich’s music. Repeating itself numerous times,
ascending to a certain high pitch register among the “incandescent”
horns, it is distinguished by an unusual concentration of mournful
imagery existing in an insoluble conflict with a depersonalized
force expressed in shattering orchestral thrusts of fate. This theme,
particularly, is what forms the basis of Hamlet’s funereal-heroic march.
This kind of change testifies of the development of his image from the
reflexive to the active.

Example 2. Hamlet. Series 1. 2 min. 43 sec.—duration 3 min. 47 sec.: https://

www.youtube.com/watch?v=vaORGojXf8I.

It is significant that the interrogatory musical intonations in the
mono-scene of King Claudius in front of the mirror (artist Mikhail
Nazvanov), resulting from his admitting to having committed crimes,
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seem to be alleviated and toned down, due to the fact that his
explicit answers dismiss the arising questions, as the result of which
the intonations are predominantly directed downwards. And it must
be said that Vygostsky, in all fairness, considers him to be the most
efficient character®. Notwithstanding all the paradox, in the tragedy
the king seems not to be a criminal (the murder of his brother was
carried out by him before the beginning of the play, while the king in
many ways demonstrates himself as being favorable towards Hamlet,
trying to establish good relations with him and even to disperse his
sorrow, since the prince’s persistence in this mood would ultimately
be quite dangerous for Claudius). For this reason, he is in a state of
constant alarm, and this, in the long run, leads to his death. And this
is why he also embarks on steps to bring in Hamlet into the court
atmosphere, whereas in reality, as Daniil Elkonin would say—into an
inter-psychical form [13] (organizing meetings and conversations of the
prince with Ophelia, the courtiers, Polonius, the queen mother, even
allowing the theatrical performance, and, only after having already
despaired of his amiable goals, arranging for Hamlet’s departure for
England and, ultimately, the latter’s duel with Laertes). From hence the
impression is created that he is rushing towards his death “preparing
his destruction” [according to Lev Vygotsky]’. And in the scene of the
king’s confession, even though the action seems to halt, it continues its
development in the music, showing Claudius’ impending doom.

In the film “King Lear” the theme of tortuous reflections is
dispelled by the character of brittle gloom, conveyed by a lonely solo
flute line. It imitates an artless pipe tune, on top of which a lonely
melodic line sung by a male voice is superposed without any further
accompaniment. The answers to the interrogatory intonations are

¢ According to Vygotsky, the “mechanism of the motion of the action is entirely in the king,
and not in Hamlet; had the former been absent, the action would have stood in one place,
since nobody, except for him, undertakes anything in the play, not even Hamlet, and everything
occurs as the result of the king’s actions...” [12, 473].

7 For a more detailed discussion of this, see: [14].
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provided by unusual fragmentary dance-like elements, creating the
effects of swift clownish speech-like effects. And, indeed, the theme
of the reflections, in which the composer’s “personal” thoughts are
expressed, in this case, about the destinies of personality and the
state, is entrusted here to the Jester, the only character who is allowed
to utter incriminating thoughts. Subsequently, this let-theme, as in
“Hamlet,” will appear surrounded by other, sharply conflicting images.
One of them, resembling the strokes of fate is presented by menacing
clusters with “gnashing sounds” created by brass and woodwind
instruments. And here also, in contrast to the aforementioned, the
mournful, tragically sounding lexemes of sighs and groans find their
way, preparing the appearance of the monodies of wanderers,
overcome with deathly sadness.

The most relief episode built on the theme of the composer’s
reflections on the fate of his native country is the scene after
Cordelia’s banishment, when the leit-theme becomes infiltrated with
motives of fate, menacing footsteps, the intonations of Shostakovich’s
“autograph,” which in combination with the immense mass scene
of the people bowing to the king recreates the image of sorrow of
a planetary sense. Here, once again, the crescendo motion of the
double expositions (the musical and the sonic-visual) results in the
accumulation of tragic semantical meaning.

Example 3 a. Screenshot from film “King Lear”
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Example 3 b. King Lear. Series 1. 18 min. 07 sec.—20 min. 37 sec. https://

www.youtube.com/watch?v=aVZirl-TPFs.

The mournful strokes of fate as a characteristic topos in the
music to “Hamlet” is connected with the image of the Ghost. Sadness
reigns in Hamlet’s consciousness from the very beginning. According
to Vygotsky, Hamlet “feels that there will be cause for grief—he
does not know yet, the secret has not been opened to him, but it
is encumbered in his soul... and from hence comes the deep, doleful
unease, unsurpassable in its intensity .. only the subconscious
subliminal sphere of his soul feels this, and he suffers from the yet
unborn, springing up knowledge” [12, 387].

Theimage of the Ghostis characterized by a depersonalized, supra-
temporal theme of heavy infernal gait, conveying the sense of the
impending catastrophe. In the scene with the queen mother Kozintsev
consciously abstains from the visual manifestation of the Ghost at the
moment of Hamlet’s vision of it. The film director even allows us to
hear his words. But instead of presenting the visual element, he brings
out into the forefront Hamlet shaken by horror, accompanied by the
leitmotif of his father. According to the observation of D. Fairfax,
“his image is thus present auratically, by having been synesthesically
paired with a musical refrain. There is no need to show the Ghost, as it
is evoked through other means, and Kozintsev thus ingeniously leaves
the objective reality of its appearance as an open question, to be
decided upon freely by the spectator” [15]%. In this episode the image
of the Ghost is revealed only by means of musical expressivity, the so-
called “substituting refrain” [a term of Marina Sabinina], and Hamlet’s
psychological characteristic features, while his outward appearance is
replenished by means of “intellectual mounting” [a concept of Sergei
Eisenstein]®. Such a fusion of expositions results not in the sum, but

8 Analogously to the Ghost, the auratic image of death was created by Shostakovich in the
movie “Pirogov.”

9 Intellectual mounting is not the “mounting not of the roughly physiological overtone sounds,
while the sounds of overtones of an intellectual type, that is the conflict-filled combination of
accompanying intellectual effects between each other” [11, 58].
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in their composition and, maybe to a certain degree, in which the
powerful accumulation of the tragic semantical meaning occurs.

Henceforward, the theme of menacing footsteps shall accompany
the image of Hamlet, appearing in the scene of the improvised
performance of the street actors, the episode of the queen mother’s
condemnation of him, the return of the prince to Denmark, the scene
of Ophelia’s death and the episode with the gravedigger, in the screen
episode of Hamlet’s fatal wounding, as well as in his funeral march.

However, the image of the heavy gait produces an intimidating
effect not only by its vociferous sounding, but also in the suppressed
soft one, as well. The grim footsteps depicted by the orchestras sound
in an ostinato manner in the depiction of the Ghost and accompany
his dialogue with Hamlet. But what is most interesting is that the
theme of the footsteps appears long before the appearance of the
Ghost himself and prepares Hamlet’s words: “My father’s spirit in
arms. All is not well.”

Example 4. “Hamlet”. Series 1. 14 min. 17 sec.—15 min. 17 sec: https://www.

youtube.com/watch?v=vaORGojXf8l.

The footsteps, hollow, yet precisely delineated in the orchestra,
are depicted in Hamlet’s monologue “To be or not to be?”, the light
footsteps with a dancing gait are recreated in an orchestra during the
actor’s narration about Hecuba, the short, disconnected steps can be
heard in the orchestra during the murder of the king, her husband,
the suppressed funereal steps—in the scene with Claudius before the
mirror. All of these metamorphoses show that the depicted events
do not occur without the participation of hidden, albeit extremely
powerful forces, while the music is brought into the scene on the
screen following the laws of symphonic development, i.e. with the
ceaseless elaboration of the chief musical themes and their conflicting
interactions. Consequently, the image of supernatural forces not
possessed of visual embodiment may be recognized by its traditional
auratic meaning, and solely through the means of music.

Compatible in both films is the musical depiction of the royal
court. In “Hamlet” it is ambiguous and is expressed in four elements.
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The first element is expressed by the heralding heavyweight
orchestral clusters which grew out of the chord theme of the Prologue,
resembling “strokes of the sexton” in “The Execution of Stepan Razin.”
They concretize the triumphant fanfares sounding at the ball.

The second element presents a stylization of pretentious “pas”
in the motion of the gavotte, as well as the ceremonial festive
appearance of Gertrude with Claudius, in which their inviolable power
is demonstrated.

The third element presents the motions of Ophelia®®, which she
had learned by heart during her dance lessons, and mechanical in
character, in correspondence with Kozintsev’s conception. Such doll-
like imagery in Shostakovich’s music is brought out by musicologist
Vera Valkova into an archetype endowed with an evil character, not
infrequently changing into a frightening robot, and at times into the
image of death [16, 100]. The evil here is represented not by Ophelia,
but by the castle walls surrounding her as a prison and the court
intrigues destroying her life.

The fourth element is the generalized image of the court atmosp-
here, expressed in an aimlessly eccentric run against a continuous
toccata. The ceaseless fluster is also conveyed during the musings of
Hamlet, who is in doubt of his mother’s innocence.

Also, during the unhurried appearance of the actors on the street
before the Elsinore castle and the end of their conversation with the
prince and on the threshold of their going out on stage, there is a fast
gallop sounding off-screen, anticipating Claudius’ shameful reaction,
which is inactivated according to the principle of “being beside oneself
with rage,” i.e. losing one’s natural state of being. Such a phenomenon,
defined by Sergei Eisenstein as a “leap into the opposite” [17, 249], is

1 During the time of the shooting of the film Kozintsev wrote to Shostakovich a letter with the
request to write a “Dance of Ophelia,” which would recreate the image of the sweet half-child
girl who “is turned into a doll, a wind-up toy with artificial movement and a learned smile...”
since he wished “to express by means of the monotonous mechanical quality of dance the
qualities of soullessness and inhumanity” [cit. from: 3].
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used here as direct pathetic composition: the standing person starts to
run, the silent person begins to scream. At that, it is a paradox that the
gallop begins subtly, in a hostile suppressed way, long before Claudius’
flight. And when it builds up to a rabid tempo, such a sumptuous
composition enhances unusually the sense of catastrophism.

In this scene the intensity in the accumulation of meaning
runs so high, that the vertical element of the two expositions, not
bearing the pressure, explodes, after which each of the expressive
elements (the musical and the visual) seems to reduce itself to the
level of absurdity. The music brings into motion all of the depicted
people on screen, including the orchestral musicians, who begin to
play some absurd buffoonish themes. Predicting the moral unmasking
of the king, it intensifies this event continuously, as a result of which
the cinematography “rouses itself,” and the tempo of development
accelerates remarkably. In this speedy race, an immense role is also
played by its outer “drive” by means of an unusual combination of
the majestic mournful march and horse galloping. At the same time,
the exposition of sound and image—the king—turns into a cowardly
madman, who, similarly to an animal, saves himself by flight.

The contrariety to this “explosion” of expositions is the prince.
However, he comprehends well and intellectualizes the “emotionally
charged idea” [to use the expression of Sigmund Freud], bringing
in a sense of “arbitrariness” (i.e. used in his own manner), merely
“covering” it by madness. Hamlet openly “drags” Claudius into his line
of actions of disclosing the latter’s crime by creating a living copy of
the otherworldly message from the Ghost. Consequently, what at first
seemed to be madness turned out to be in reality as real as it can be.

Example 5. “Hamlet”. Series 1. 1 hour 02 min. 15 sec.—1 h. 03 min. 50 sec.:
https://www.youtube.com/watch? v=vaORGojXf8I.

In “King Lear” there is satire present that is no less explicit. It can
be heard in the trumpet signals, which in the scene of gathering of
the knights for battle against Edmund Gloucester (artist Regimantas
Adamaitis) are built not on the sounds summoning people for the
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gathering, but on the swift scherzo-like musical themes. Concretely,
the satire is expressed in the figure of the Jester (artist Oleg Dal), who
in his dialogues with the king throws out bold incriminating retorts,
alternating them with a certain simple song performed in an almost
pattering manner and a subsequent incorporation of a lightweight
tune from the Prologue, which creates the effect of discrediting the
actions of the crowned elder. But what is most astonishing, the satire
in the role of the Jester during the course of the development of
the dramaturgy gives place to lyricism. Such is his tune at the very
end of the movie, acquiring the mournful-lyrical character with
hardly noticeable mocking echoes in the scene of Cordelia (artist
Valentina Shendrikova) bent over Lear, which is perceived as a bitter
summing-up “from the author.” Such a reinterpretation of the musical
theme demonstrated the relief manifestation of the principles of
Shostakovich’s symphonic writing, which in this fragment serves as an
expansion of lyrical imagery.

The intergrowth of lyricism in both films is the idea directed at
the manifestation of human traits in the protagonists. This is what
happens with Ophelia (artist Anastasia Vertinskaya), who prior to her
death frees herself from her conditional conventional frameworks.
In comparison with its stylized exposition, reminding of an image of
a wound-up toy, she appears in the image of a simple artless girl,
humming to herself the sad lyrical song “Bonny sweet Robin is all my
joy,” which conveys her presentiments of her death. The impression is
created that in such moments the girl seems to be more alive than she
was at the time of the dance. It is astonishing that the leit-timbre of
the harpsichord, which previously characterized Ophelia, is replaced
here by the expressive sound of the muted, almost speaking violin.
The harpsichord, too, seems to acquire human traits, rendering images
of short steps alternating with disconnected retorts. And the short
landscape-like musical motive associated with dispersing circles of
water seems to be absolutely new. It carries death and enlightenment,
what the subsequent screenshots of Ophelia drowned convince us of.
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Expansion of the lyrical sphere revealing itself in the music serves here
as a sort of compensation and “lightning rod” of the tragedy.

One of the most significant fragments of germination of lyricism
is the scene of Hamlet’s duel with Laertes (artist Stepan Oleksenko),
based on a peculiar parade of all the infernal forces (the dynamic
recapitulation of the musical themes of the Prologue), which includes
the themes of the royal court, menacing bass drum strokes, shots,
alarm bells and the theme of the Ghost seeming to speed in a demonic
gallop. It is astonishing, how it sounds triumphantly and victoriously,
intertwining with patches of the theme of the court, after which, after
exhausting its hostility, calms down, accompanying Hamlet’s quiet
passing onto nonexistence.

Example 6. Screenshot from film “Hamlet”

In the film “King Lear” the lyricism germinates in the scene of
Edgar Gloucester at the grave of his father (artist Leonhard Merzin). It
organically appears from the impendent silence disrupted only by the
howl of the wind. The mournful choral lament in the desolate space,
sounding softly at first as a symbol of the spiritual catharsis of the
elder Gloucester and an extended silence, acquires unprecedented
strength and during the course of a lengthy period of time (42.36—
46.50), growing to the significance of supra-temporal music, spreads
over a wide-ranging battle scene, associated with analogous episodes
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from World War Il. Once again, just like in “Hamlet,” in combination
of the composers’ reflection elucidating the visual element, there
occurs an “explosion” of both expositions: in the plotline there is
an unmasking of the negative characters (Goneril, Regan, Edmund),
the buildup of the death of all the main characters of the play, the
misfortunes of the people during the war, the scorched earth. And in
the music there occurs the theme of the sorrowful reflections of the
composer, interfused with the nation-wide grievous and at the same
time protesting angry cry, reaching universal significance (similarly to
the indignant cry of the people in the poem “The Execution of Stepan
Razin”), which in the gigantic space of the tragedy accumulates the
meaning of catastrophism to an ultimate degree of shock.

The protest music of an explosive character is also a manifestation
of human characteristics, which are expressed in the protagonists’
efficacy. The feelings of protest are conveyed most acutely in the
storm scene, most notably, not even as much the outward type, as
a phenomenon of nature, as the inner, taking place in the struggle of
the perturbative and penitential feelings of Lear (artist Yuri Yarvet).
This image is transmitted by a sort of “episode of invasion,” the sounds
of which are cut through by the desperate calls of the trumpet. In
order to intensify this effect, the music here is also mixed with non-
musical timbres, which seem to comprise its continuation. It seems to
grow from the howl! of wolves and the wailing of the winds and then
passes back into them. The convergence of sonic and visual means
of artistic expression brings into the famous picture of the perturbed
natural elements and the tempest of the soul that extended meaning
generated by the integration of the visible and audible exposition.

Example 7. “King Lear.” Beginning of Series 2 up to 2 min. 17 sec.: https://

www. youtube.com/watch?v=BFkNen7sqwO.

And, finally, the grievous lyricism germinates in connection with
the sound-image of the bell, the herald of tragic events. In the film
“King Lear” the sound of the bell is used in the scene of the exemplary
test of daughterly love. The sort three-note motive of the bell (one
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of the versions of Shostakovich’s monogram theme) after Goneril’s
and then Regan’s answer (artists: Elsa Radzina and Galina Volchek),
appearing after the order to banish Cordelia, notwithstanding the
atmosphere of outward daughterly envigoration, sounds as a short
philosophical summary, in which in consequence of the seemingly
writhen and deformed information there is a concealed prediction of
the death of the protagonists.

Example 8. “King Lear” 11 min. 05 sec.—12 min. 04 sec.: https://www.

youtube.com/watch?v=aVZirl-TPFs.

In “Hamlet” the bell strokes occur 25 times still before the
appearance of the introductory titles and during the time of their
demonstration, when there is no action yet, while the character of the
plot and its outcome are already foretold. Along with that the sound
of the bell is utilized in a poly-semantical combination with the theme
of the royal court, preceding the implied love scene of Claudius and
Gertrude. In such a mutually exclusive convergence of images the
incriminating-ethical essence of the film is revealed. But, altogether,
the appearance of the alarm bell in the orchestral score is usually
interpreted as a symbol of a nation-wide tragedy, accumulating its
meaning many times over.

However, what is most paradoxical is that in the second series of
both films, especially in “King Lear,” the authors almost completely
reject music, and the text for the most part comes without accompani-
ment. Such an ascetic use of the musical component expressed both
the contemporary understanding of the medieval epoch, and the
extraordinary instinct of the composer, who a while before, after
having watched the film “Michurin,” made the following utterance
about the role of music in movies: “music should sound only when it
is extremely indispensable” [cit. from: 3].

In such a manner, having started their work in cinema with
an overabundant usage of the simplest everyday type of music in
some films and diverse lyricism in others, in their late films—the
screen adaptations of Shakespeare Kozintsev and Shostakovich,
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on the one hand, consciously shortened the musical fragments,
having shown in the expression of the meaning the self-sufficiency
of the psychological play of the actors. But on the other hand, they
revealed the remarkable role of music as the analogy of the ethical-
philosophical conception of cinematized literary works, which not
only enriched their image-related structure, but also presented a
powerful means of accumulation of semantical meaning in the art
of the cinematograph. This phenomenon was used by them in the
multifaceted scale of emotional and psychological combinations:
from traditional vertical mounting of sonic-visual and musical-sonic
elements to their volatile opposition to each other, leading to a radical
transformation of dissimilar lines. Such a dynamic comprehension of
works of art, uncovering their innermost meaning and accumulating
a new meaning manifested the principles of intellectual mounting of
the highest order.
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O MY3bIKE A. LHLOCTAKOBUYA

B HAPALLMBAHWN CMbIC/TA S TUYECKON
KOHUEMUWUU ®NTTbBMOB I. KOSUHLEBA
«TAMJTET» U «KOPOJ1b JINP»

AHHoTauumA. CTaTbs NOCBALLEHA UCCAEA0BAHUIO POIM MY3bIKM B «LUEKCMU-
POBCKUX» GUNbMAX, CO34aHHbIX B pe3y/ibTaTe BblAatoLerocs coapyecrsa r.
KosunHuesa u [. LLloctakoBuya. B cTaTbe packpbiBAaeTCA OTHOLLIEHWE PEXUC-
cepa v KOMNO3MTOpa K POAN My3bIKM B KMHO, NMOKa3aHbl CEMaHTUYECKUE ee
CBOICTBA, 33 CYET KOTOPbIX YIYyBAAETCA CMbICA NPOUCXOAALLENO Ha IKpaHe,
YTO L@eT BO3MOXHOCTb CAeNaTb 3BYKO3puTebHble 06pasbl 6onee Bblpasu-
TENbHBIMU U }KMBbIMM, @ KOHUenuuio — 6onee penbedHoi. Ana atoro Lo-
CTaKOBWY NONb30BA/NCA HE METOAOM UTIOCTPALMM, @ XOPOLLO NPOAYMAHHOWM
pa3BeTBNEHHOW CUCTEMOW My3blKa/ibHbIX XapaKTepucTuK, baarogaps yemy
€ro KOrHUTUBHO eMKas M SMOLLMOHANbHO IKCMPECCUMBHAA My3bIKa B KOHTEK-
cTe KMHemaTorpaduyeckoro npounsseneHuns npuobpena cratyc csoeobpas-
HOTO yYaCTHMKa AEMCTBMA U CTaNa MOLLHbIM CPEACTBOM BbIABAEHUA 3MOLLM-
OHaNbHO-NCMX0IOTMYECKOTO COCTOSIHWSA FrepoeB, NpeackasaHua ux cyaeb, B
YACTHOCTU, M Pa3BUTUA CIOXKETA B LLEJIOM, @ B UTOTe — BbIABNEHWUSA 3TUYECKOM
KOHLLEMNLMKN aBTOPOB, B KOTOPOI NPOABMANCH M aBTOBMOrpaduyeckmne YepTbl
LocTakoBnya. B TakoM AMHAMWYHOM OCMbICIEHUMN XYL,0XKECTBEHHbIX NPO-
N3BEeAEHUMN, BbIABNAOLWEM UX INTYOUHHbIN TPArMyecKmiti CMbICA U HAapaLLmMBa-
IOLLEM HOBBbIIA, CKa3aMCb NPUHLMUMbI MHTENIEKTYaIbHOTO MOHTaa BbicLue-
ro nopsaka.

Kntouesble cnoBa. lamsner, Koponb /inp, Mpuropuii KosuHues, Amutpuii Wo-
CTaKoBWY, pexuccep, KOMMNo3uTop, 06pas, CMbICA, My3biKa, My3blKaibHasA
Tema, UHTOHaUwWA, CKopbb, IMPUKA, BEPTUKA/bHLIN U WHTENNEKTYasIbHbIN
MOHTaX
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CoapyKecTBO pexuccepa M KOMNO3UTOPaA B KMHO — ABNEHUE
3aMeTHOe, HO B OTeYeCTBEHHOM KMHOBEAEHUWN HeAO0CTaTOYHO uccne-
[oBaHHoe. B »XaHpe oTeYeCcTBEHHOIO UCTOPUYECKOro Gpuabma WNPO-
KO M3BECTHbI Bblgatolmecs coBMmecTHble paboTtbl C. MNMpokodbeBa m
C. d3eHwTenHa «AnekcaHap HeBcknin» n «MBaH po3HbINY. B Kome-
amn — cotosbl U. AyHaesckoro — [. AneKkcaHapoBsa, T. XpeHHUKoBa
— W. MbipbeBa, I. ThagkoBa — M. 3axapoBa; B 3KpaHU3aLUM OTeye-
CTBEHHOW Knaccukm — B. OBYMHHKMKOBaA — C. boHAapuyKa. bonbyto
pOJib B UCKYCCTBE KMHemaTorpada cbirpana pabota 3. ApTembeBa B
aHcambnax c A. TapkoBckMm, H. MuxankoBbim, A. KoHY4anoBckum. Mbl
e 06paTUMCA K YHUKANbHOMY COAPYKECTBY pemnccepa U KOMnosu-
Topa B KMHO — lpuroputo KosmnHuesy n Omutputo LLloctakosuuy, co-
BMeCTHO npopaboTaslumx B TedeHue 40 NeT U co34aBLUMX U3BECTHbIE
dunbmbl: «HoBbI BaBunoH», 1929; Tpunoruto o Makcume («HOHOCTb
Makcuma», 1935; «BosspaweHne Makcuma», 1937; «Bbiboprckas
cTopoHa», 1939); «Muporos», 1947.

B HEKOTOPbIX paHHUX cOBMeCTHbIX paboTtax KosnHuesa—LUocTa-
KOBMYA My3blKa Oblia npeacTaBaeHa B BUAE NECEHHO-TaHLEBAbHbIX
YKaHPOB M PEBOJIIOLMOHHbIX MECEH U MapLUel, KOTopble CONPoBOXKAa-
N laXKe IMpUYecKne KMHO3NU3o4bl, NogobHo npeaduHanbHOM cue-
He npoulaHus (B punbme «Bbiboprckaa ctopoHa: 1.47.52-1.48.50)*.
MopobHaa My3blka MMesa 3Ha4YeHWe CBOero pofa AOKYMEHTUPOBa-
HUA 3NOXM. M TaKMX OOKYMEHTOB B KMHO 6blN0 HeMano. OHU Yepe-
[0BaNNCh C ObITOBbIMM KaHPAaMM, KOTOpPbIEe TOXKe OblIM XapaKTepPHbI
Ans Toro sBpemeHu. Mponor punbma «KOHOCTb MaKkcma», rae Boccos-
[aBanncb NpeaHOBOrogHMeE ryAAHUA, OTKPbIBA/ICA My3bIKOM ranona,
Ha KOTOPbI HaK1aAblBaNOCh 3ByYaHWE KpakoBaKa. B uenom mysbl-
KaJIbHY0O OCHOBY COCTaBAANM OMEPETOYHO-LMPKOBAA My3blKa, @ Tak-
Ke Mo/bKa 1 bblITOBOM Basibc 6€3 CONPOBOXKAEHMA UAW NOL FaPMOHb.
MHoroKynieTHble NeCHU UCNONHANUCH LLE/IMKOM, @ CUTYaLLMA BO MHO-
TMX 3NM3043aX OCTABaIACh CTaTUYHOM.

13pnecb u ganee undpbl 0603HaYAOT XPOHOMETPUYECKME AaHHbIE PACCMATPMBAEMOrO 3MMU30-
Aa B punbme.
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OpHako 6bi1o 6bl ownboYHO roBopuTb, YTO LLlocTakoBuy ans
KMHO MWCcan TONbKO KAaHPOBO-ObITOBYIO My3bIKYy. B Apyrnx paHHMX
paboTax, Kak, Hanpumep, «HoBbIli BaBMaoOH» (@ Nno3gHee — B 3ame-
YaTeNlbHOM pOMaHce M3 KMHoouAbMa pexuccepa A. PaltHuMMmepa
«OBoa», 1955), mysbika LLlocTakoBMYa HOCMIA MPUKO-POMAHTUYE-
CKUI xapakTep'?. Ho He TonbKo. J/InpuKa B «HoBOoM BaBuioHe» noss-
NIANAch IMWb B CLEHAX MOKa3a NoAeN-TPYKEHNKOB, B 0COBEHHOCTH,
TNaBHOM reponHN — dpaHLy3CcKon npoaasLmLbl Jlynsbl. B o6pucos-
Ke e BNaCTb MMYLLMX — YrapHbIi1 raaomn, 061M4aBLUmnit UX NpasgHyto
U3Hb. OgHaKo, No npu3HaHuio camoro LLloctakoBmya, OH, co3aaBas
MY3bIKY K 3TOMY GUIbMY, MEHbLLE BCETO NMPUAEPKMBANCA NPUHLMNA
0653aTe/IbHOM MNOKaZPOBOM UANOCTPALLMKN: «A UCXOLMA, F1aBHbIM 06-
pa3om, OT MaBHOro Kagpa... OcHoBHas ee [my3blkn. — [LK.] uenb —
6bITb B TEMME U PUTME KapTUHbI U YCUAIMBATb OT Hee BnevaT/leHue.
Al cTtpemunca npuaaTb My3blke, NPU HaZIMYMUM HOBU3HbI U HEOBbLIYHO-
CTW, AMHAMUKY U nepegaTb nateTuky “Hosoro BasuaoHa”» [2].

Mocne KapTuHbl «[MPOroB», HEIUWEHHON HEKOero cXxemaTus-
Ma, I Ko3nHUEB, BOCXMLLEHHbIM My3blKoi LLlocTakoBuya, nucan emy:
«fl y)Ke MHOrO /IeT Nopakatoch. Yeabilwas Baly my3bIKy, A C/billy CBOWM
3ambicesl — camoe B Hem A5 MeHA goporoe» [umT. no: 3, 100].

[NaBHbIN repoit GuabMa — BblAAOLWMNCA PYCCKUIM XMpypr HUKo-
nait UeaHoBwuu Muporos (apTucT K. CKopoboratos) — MpPoOM3HOCUT Na-
TPUOTUYECKME MOHONOTK, @ My3blKa cieayeT obblYHOMY A1A Tex feT
«pernameHTy»: HapogHO-MeceHHbI GoHA, BKAOYAIOLWMIA NecHn bes
COMPOBOXAEHMUA, B TOM YMC/e CBafeOHbIE U LWYTOYHbIE; PECTOPAHHO-
WHCTPYMEHTANbHbIM POH, nepenaroLmnii NbAHbIA yrap noceTutenen,
MY3bIKa/IbHO-MAPKOBbIM KOHTEKCT, MOKa3bIBaOLWMIA 0AeN Ha OTAbl-
X€, W, HAaKOHeL, UANICTPAaTUBHO-NPUKAALHAA My3blKa, 3ByYallas Ha
obpalleHHbIX K MporoBy cnoBax ero Konnerun: «XusHb NpPoxoamT,
BCKa4Yb MUKTCS, a Tbl €€ He 3amedaellby (3a KaapoM NEerkuii ranonuk);

2 Mysbike LLlocTakoBMYa K paHHUM GUIbMaM, CAENaHHbIM B COApPYXKecTBe ¢ KO3MHLEBbIM, No-
cBALLeHO nccnegosaHmne [xkoaH TanTyc [1].
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«B KM3HW [OO/KHbI BbITb PagocTU» (MoLLHOEe 3ByYaHWe BEHCKOro
Basibca).

OTMEeTMM U ABa YCTOABLUMXCA 06pa3a — KOMOKOMA KaK CMMBO/A
Poccum, onacHoctu, fonra (OH BKAOYAeTcs B MOMEHT Npu3biBa Bpa-
yel K npucare) U curHana Tpybbl — BOCXOAALLErO M3 IyBUMHbI BEKOB
npusbiBa K Hayany AelcTBuA (aHanorMyHoe Ha4vaso UCNoNb30BaHO B
paHHel pabote LWoctakoBnya — mysbike K dpuabmy «Hosbln Basu-
noH»). Cono Tpybbl 34ech AaHO B COCEACTBE C MOBECTBOBATE/IbHO-/N-
puyeckon Temown, npeasocxuuiatolleit obpas MUPHO co3naatoLen
CTpaHbl U3 «JleHnHrpaackoi» cumeboHum LLlocTakoBmya, To ecTb 06b-
E€KTUBHbIN KyNAeTHO-MEeCEHHbI AOKYMEHT 3MNOXM 34eCb 3aMeHEeH Ha
HEeYTo INYHOCTHOE — JIMPUYECKOE BCTYMN/IEHME OT aBTOpa».

B npuBegeHHOM TonocHOM Habope npopacTatoT U HoBble 06pa-
3bl — TparmMyecKkue u rpoteckossble. MepBble — pa3BeTB/ieHHble. Cohe-
pa Tparndyeckoro B ¢punbme «MnMporos» BHavane NposBAAeTca UCnoa-
BOJIb — B CBfI3M C 0bpasamum anuaemmm xonepsol, a B npeadpuHaibHon
YacTM KapTUHbI (Npy obHapy*KeHUM 6onesHu Muporoea Ha cloBax:
«[ante MHe, rocnoja, KTo-HMbyab NONUTbL») KOHKPETU3MPOBaHa 3/10-
seweli memoli, KoTopaa nepepacTtaeTr B 0b6pa3 obocTpeHHoro bec-
nokonctea nepen 6utsol 3a Ceactononb. OHO NepeaaHo B INYXOM
HarHeTaHMM OCTMHATHOrO MOBTOPA OAHOrO M TOrO YKe 3BYKa, o/uLe-
TBOPAIOLLErO COCMOAHUE HAMpPAMEeHHo020 oxudaHus. OKasbiBaeTcs,
3TO TONIbKO GOH, HA KOTOPOM BO3HMKAET ANUTE/bHbIN 3NNU304, MAUH-
CMBEeHHbIX Wa208, KyNIbMUHUPYIOLLMI B MOBegHOM MapLle PycCKux.

Ho rnaBHoe — 3TO elle oAHa TeMa, KOTOpPas, XOTb M OTHOCUTCA K
chepe Tparnyeckoro, ABAAETCA ApamaTUUYECKU-AENCTBEHHOM, acco-
LMMPYIOLWENCA CO MHOTUMM OCTPO-HaMpPSAXKEHHbIMM, «B3PbIBYATHIMM»
Temamu LLlocTakoBuya. OHa 3BYYUT B MOMEHT Nepesayn noas10KHoro
HapKo3a HM 0 YeM He nogo3pesatoliemy [Mporosy, NpUCTynatoLWeMy
K onepauun 6onbHoro. B Helt coBmewwatoTcs U obpas onacHocTH, m
CTpemsieHune ee NpegoTBpPaTUTb. OTHECEM ee K MPomecmHbIM memMam.

HaKkoHeLl,, rpoTeckoBbI IMK cMepTu (4To HeceT ¢ cobon anuae-
MWS XONEepbl), KOTOPbIN BbIPa)KeH B YCTPALUAMOLLIEM U TOPKECTBYIO-
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LEem 2UMHe, «3aKpy4yeHHOM» Ha Hayane o0bopoTos cekBeHuuMM Dies
irae (JeHb rHeBa), KoTopas co BpemeH CpeaHEBEKOBbA CUMMBOJIU3U-
pyeT CyaHblli AeHb.

B uenom, KOMMAEKC UCMOMb308AHHbLIX «HOBbLIX» MY3bIKAAbHbIX
mem 8 gunome «[Tupo2oe» bbia HANPABAEH HA 8blpadeHUEe MpPeeso-
eu, useecmus 06 onacHocmu, co30aHUA NCUX0A02UYeCcKo20 COCMOS-
HusA eepoes Cesacmonons, KOHKpemu3ayuu HegudumMo20 AUKA cMep-
mu. Bca ama mpazuveckaa 0b6pasHOCMb 8 Hempaz2u4yeckom gussme
8 COYeMaHUU My3blKU CO 3pUmesbHbIM PAGOM Nopox0asa Hosble Cu-
Hecme3uliHble Ca0U 8 80CMPUAMUU COOEPHAHUSA, NpUAasas CMbicy
60bWYI0 3HAYUMOCMb.

MCTOYHMKOM TaKOro HapalLlMBaHUA CMbICNa ABU/IOCb OTHOLLEHME
LLlocTakoBMYa K My3blKe B KMHO, KOTOPOE 3aK/to4anocb He B My3bl-
KaZbHOWM WANIOCTPALMM KAaXKA0ro Kagpa, @ B XOPOLWO MNpoayMaHHOM
cucTeMe My3blKaslbHbIX XapaKTepUCTUK. B Hell chopmupoBanuch Te
NPUHLMNbI, KOTOpble 6blAN Pa3BUTbl B «LIEKCMUPOBCKUXY» dUAbMaXx
KosuHueBa v LWoctakoBuYa, rae mMy3sika U3 MPUuKAadHo20 3HAYeHUs
nepewsa 8 cmamyc y4acmHuka delicmeus u cmasna cpedcmeom 8blss-
/AIeHUA KOHUenuyuu asmopos. Takoe pexmnccepckoe noHMMaHue poau
MY3bIKM B KMHO MCXoamno u3 ybexkaeHua KosmHuesa, 4To «obpasbl
BO3HMWKAIOT HE TONbKO “BMAMMbIMMK”, HO U “CAbILLMMbIMK”», @ My3blKa
ABAETCA «NJI0TbO KMHEeMaTorpadpuyeckon obpasHoCcTM» [UuT. no: 3].

YT06bl MpOaHanM3npoBaTb MNOAOOHYHO MHOrOMIAHOBYIO 3BY-
KO3pUTeNbHYt0 0BOpPa3HOCTb, OCTAHOBMMCA Ha ABYX BblAAOLLMXCA
aKpaHu3aumax Y. Lekcnupa I KosnHuesbim B cogpyxectse ¢ [. LLo-
ctakoBuyem: «famnet» (1964) n «Koponb Jinp» (1970). HauHem c npe-
AbICTOPUN, C MOMEHTa, Koraa pexuccep B 1953 rogy, Hayas paboty
Hag cueHapuem K dunbmy «lfamnet», B N0O34pPaBUTE/IbBHOM MUCbME
LLloctakoBuyy ¢ ero 50-netmem BbIpasua K HEMY CBOE OTHOLUEHME:
«KaK MHOTO 3HaYyWI0 M 3HAYUT 419 MeHs Bawe MCKyccTBO, Aa U Bbl
caMu. B yepHble MUHYTLI (@ UX Tak mHoro!) 8 BcnomuHato Bac v gy-
Mato: KaKas e Be/IMKan cuMna 3akaodeHa B Bac, uto “camble KpynHble
Kannbpbl apTuanepun” HUYero He MOMIN cAenaTh ¢ Bawelt My3bIKoM.
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M 4yTO Hawe BpPeMs — CO BCEM 3aK/HOYEHHbBIM B HEM, U BENUKUM, U
Y)KaCHbIM — 3aneyatneHo Bamu, 6e3 TeHM Npu3HaKa yroaHW4ecTsa,
pacyeTa — 3aMeyaT/IeEHO C TaKOM CUAOM NpaBAbl U BblParKeHUA UCKYC-
CTBOM, YTO AyX 3axBaTbiBaeT» [unT. no: 3, 99].

A nocne Bbixoaa punbma B ceeT, B 1968 rogy npeanoxun LocTta-
KOBWYY HanucaTb My3blKy K dunbmy «Koponb Sinp». OaHako Slopen
deit 3ameyvaeT, YTO KOMMNO3UTOP (HECMOTPA Ha TO, YTO OH, KaK nucan
. Painnun, 6bin HeobbluaMHO AOBONEH CBOENM NAPTUTYPON K uabmy
«lamnet» [4]) nepBOHAYaNbHO XOTEN MPUIrAALLEHNE OTKAOHUTb, BO-
NPeKn TOMy, YTO peruccep, NamsaTysa O He3Z40POBbE KOMMNO3UTOPA U
obuwei ero yctanoctu, noobellan, YTo B AaHHOM Cy4yae My3blKajlb-
HOro maTepwuana notTpebyeTca CyLecTBEHHO MeHbLLE, YeM K Npoun3Be-
AeHUIo-NpeawecTBeHHUKY [5, 267]. MNo3aHee, 04HAKO, BbIACHUIUCH U
CYLLLHOCTHbIE NPUYMHbI ero KonebaHuii. OgHa — 3TO HENPUATHUE OTHO-
WEeHMA K My3blKe B KMHO KaK K NoAYMHEHHOMY GpOHOBOMY CPEACTBY.
Mcaak MuKMaH pacckasbiBasi, YTO NOC/1e NepBOM Nepe3anmcu Mysbiku
K ¢ounbmy «famnet» H6eaHbIn LLlocTakoBMY «Oropynsicsa, NOoCMoTpeB
NepBbli pa3 KapTUHY, B KOTOPOM My3blKa 6bl1a 3ax/JaMaeHa LWyMOM
MOpSi, BOEM BEeTpa, CTYKOM KOMbIT, PXKaHUEM KOHEeMH, LypluaHuem
LeKOB, CKPMMOM MOABbEMHbIX MOCTOB etc, etc, etc. MeHs 3To ToXe
0oropymno, 1 a noTpeboBan CHATbL 3TN “nNpaBamBble” WyMbl U AaTb pas-
rynsTbca opkectpy. KosnHues obelan ato caenatb. OH, AeNCTBUTENb-
HO, 3a Noc/ieAHNe AHU Bbirpeban 10NaTom 3TOT KNHOPEAIUCTUUYECKNIA
xnam» [uuT. no: 3].

[pyras npuunHa 6blna BbicKazaHa B nucbme K M. LLarnHaH, roe
OH CEeTOBaJI, YTO Er0 ¥KesaHUAM HanucaTb My3blKy K «Koposto Jlnpy»
B KauyecTBe OPWUIMHANIbHOTO OTAENbHOTO MPOU3BEAEHUS He CyXKae-
HO BblJ10 CObITLCA, PpacCMaTpPMBasA OAHOMMEHHbI uabm KosuHuesa
JIMLWb KaK NepBblii My3blKa/bHbI aBPUC COYMHEHUA Ha AaHHbIN Cto-
*ert [5, 267].

M nencreuTenbHo, elle nepen codgaHmem punbma «famnet» Ko-
3UHUeB, Hanpasnaa ¢aHTasmto LLloctakoBMYa, NPeaNoXKUN eMy CBOE
NMOHMMaHMe My3blKasIbHOTO cogepraHua B dunbme. O. lombpoBcKan
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NPMBOAUT NOXKeNaHMA pexunccepa, caenaHHble B KoHue 1963 roaa, To
ecTb elle 3a rog Ao co3gaHua «famneta»: «Y Hac Kak byaTo AONXKHO
6bITb A4Ba OTAENbHbIX OPKECTPa, Pa3HOro CTUAA My3biKK. YTo an ro-
BOp#A, “OT aBTOpa” — cOBpPeMeHHbI CUMPOHUYECKUIA OPKECTP U pPos,
CTM/IN30BAHHOMO CTAPUMHHOTO OPKECTPa — MNPUHAANENRHOCTb CAaMOro
aevictema. MNog BTOPbIM pasgesom A MOHMMA0 ABOPLLOBYIO My3bIKY:
daHbapbl Ha BKYC KOPOASA, BOEHHbIE INTaBPbl, My3ULMPOBAHNE NPU-
OBOpPHbIX gam, obyyeHne Odenum TaHLaM, MOXKET ObiTb, KaKOMN-TO
pomaHc. Ctoga e 1 banaraHHbI OPKECTP, NPUBE3EHHbIN KOMeaNaH-
TaMu: TpyObl — BCTYMN/IEHUE K CNIEKTAK/I0, AKWUTA, HAaBEeAEHME CTPAXOB
AN KpoBaBoW menoapambi» [3].

MosicHAA Takol ciyxoBown psag, JombOpoBcKas NULLET, YTO KHU Of-
HOI “06pa3HOM XapaKTEPUCTUKM” U NPU 3TOM — KaK MHOIO CKasaHo
0 “xapakTepe My3bikn”» [Tam Ke]. Ho ¢ 3Tum TpyaHo cornacutbea. Pe-
uccep HeobblYaliHO YYTKO pasaenna Bce C/bILMMOeE NPOCTPAHCTBO
byayuwero puabma Ha Tpu cepbl: TparMyecknin obpas «oT aBTopay,
napagHo-MyCcToi — ABOPLIOBbIN C MPUMbIKAIOLWMM K HeMy 6anaraHHo-
LUYTOBCKMM M YCTpaLLAoLWas *Kura (B KWHO — rasion).

Y10 KacaeTtca nocaegHero npurnawenma LoctakoBnya KosmHue-
BbIM, TO, MO MHeHuto T. Moop, perkuccep NPeanoXuna KomnosuTopy
€03/aTb My3blKy K «Koposto /Ipy», NOTOMY 4TO OH 06iagan cnocob-
HOCTbIO MMUCATb My3bIKY, YTO BbIPaXkasia NoA/MHHbIE YyBCTBA Nt0AEMN
B TO BPEMSA, KOrAa «npasaa B NybAMUYHbIX M gaxe YacTHbIX becepax
6bina geduumntom» [6, 150]. MosTomy my3bIky B cueHe Kopaenunu pe-
KUCCEp NpeacTaBaan Kak «roioc UctuHbl» [6, 150]. Kpome Toro, yeu-
0eB B 3TOM PpUAbMe KapTUHbI BOEHHbIX beactenii, Moop BepHO noa-
MEeTWNa UX CBA3b C 06pa3amu BTOPOI MUPOBOI BOMHbI®,

Cymmupya 3Tu cy*AeHus, no3Bonto cebe BbiCcKasaTb eLle OAHO,
npegnonaratowee nNpuYnHy cornacua LloctakoBMya y4acTBoBaTb B

Mo ee cnosam, «npomsseaeHus LLlocTakoBrYa Bbipakanu N0ACKOe rope Yepes TpaBmy U Mno-
TepW BOWHbI, YTO TOXKE ABWU/IOCH YaCTbiO KO3MHLEBCKOTO BUAEHMA “JInpa” 1 Apyroi Knouesoi
NPUYMHOW COTPYAHMYECTBA C KOMNO3UTOPOM: “Nay BOWHbI, Pa3pbiB Yepes HeMOTY /e, Yepes
TNYXOTY BPeMeHM J0/KeH b6bin 6biTb yenbiwan”» [Ibid, p. 150].
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060MX WEKCNMPOBCKUX dpunbmax KosuHuesa, — gldeHue 8 omeep-
MEHHbIX, 0OUHOKUX U MpomueocmoAauux obwecmsy obpasax fam-
nema u Jlupa cxodcmeo ¢ camum coboli u HeKomopbIMu c8OUMU
cobcmeeHHbIMU Yepmamu xapakmepd. O HUX yXKe noc/ie CmepTy
LWocTtakoBuua nucan freopruit CBMPUAOB, KOTOPbIN MPU KU3HWU CBOE-
ro yuutens, 6b61Bano, He3acny»KeHHO ero KpUTuKkosan: «foBopsA o ero
MPeKpacHbIX YesI0BEYECKMX KauecTBax, A XOTe/ bbl Mperkae BCero cka-
3aTb O ero HenpekJOHHOM MY}KecCTBe, Bbi3blBalolieM rybouyaliwee
yBarkeHue. MArkuiA, ycTynumBbliA, HEPELUUTENbHbIM nogyac B 6biTo-
BbIX [e/1aX, 3TOT Ye/I0BEK B [TaBHOM CBOEM, B COKPOBEHHOW CYLLIHOCTH
cBoew bbls1 TBEPA, Kak KpemeHb» [uuT. no: 7, 93].

N3 3TOro cy»aeHua CTaHOBMTCA OYEBMAHbLIM, YTO M3HAYa/bHO
LLlocTtakoBKY, XOTS M BblN1, €CTECTBEHHO, NOA, BNACTbIO MHULMATUBLI Ko-
3MHLEBa, BCE e 0CTaBa/icsA BepeH cebe, U U3HavabHOE AOMUHUPO-
BaHMeE pexmnccepa He CKOBbIBAJIO €ro CO3HaHMe, a B KOHEYHOM cyeTe
[aBano KOMMNO3UTOpy TBOPYECKYH cBoboAy. 3ambicibl 0boux nexca-
AU 8 MA0CKOCMU 3mu4ecKoli udeu 8 coomeemcmeuu ¢ KOHYenyus-
MU 08yX WEKCNUpoB8CKUX mpazeduli, B OCHOBE KOTOPbIX HaXxoam10Chb
HPaBCTBEHHOE UCMbITaHME Ye/I0BEKA, NEPEKMBAEMOE UM BHYTPEHHE,
NCUXONOTMYECKU. A «BHYTPEHHee», no cnosam A. MuxaiisioBa, ecTb
TOT e TeaTp, TOT XKe MUp, «rae ectb Hebo u aa, rae BedeTca Henpe-
CTaHHan 6opbba mexay 40b6poaeTeNIMM U MOPOKAMM, BbICTYMAKOLLLN-
MW BMOJIHE aKTUBHO MU CaMOCTOATE/IbHO, KaK O/IMLETBOPEHHbIE CUJIbI,
CTpeMALLMecs NMOKOPUTb MO BAACTb CBOO NtoAel — OAHOrO, Kak U
BCeX, “MeHsA”, KaKk 1 Bcakoe agpyroe “a”» [8, 132]. B nepedaye makozo
BHYMpPEeHHe20 Mupa 2epos My3bika Lllocmakogu4ya, ocmasascs He-
omuvemsaemoll Yacmbto 38yKO3puUmesibHo20 06pa3a, 8binosHAAA e08d
AU He 271a8HY0 posb. MO3TOMYy Mbl COCPeaOTOUYMM Ha Hel ocoboe
BHMMaHMeE.

B oboux dunbmax-tpareamax rnaBHble repou, Tepas 6U3KKX,
HEOXXWAAHHO CTaJIKMBAIMCb C OFPOMHbLIM MacwTabom 6GeacTBuUiA,
pa3pasmBLUMXCA B UX CEMbsIX, KOPONEBCKMX ABOpax, rocyLapcrsax.
TN repou A0MKHbI Bbln pa3obpaTbca B NpUYMHAX KaTacTpodbl 1 ee
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yCTpallatolLei ackanaumu. [laHHoe cTpemsieHne 06A3biBasio KOMMO-
3uTOpa nepeaaTb B My3blKe 38yKO0OOPA3 MbIC/AUMENbHO20 npoyecca
(HamoMHMM, YTO raBHOE OpyKMe famaeTa — 3To MbiC/b). BO3MOXKHO-
CTbtO BOCMPOM3BEAEHMA TAKOro 3ByKOObpasa obnagan Loctakosuy.
Ero otmMyano «ocoboe eguMHCTBO MHTENNEKTYaZIM3Ma M HaMpPAXKeH-
HEMLEero 3MoLMOHaN3Ma», T4e «YYBCTBO MHTENIEKTYa/IM3UPOBAHO
M YTOHYEHO, @ MbIC/Ib HAaKaNAeTCca 40 TaKOM CTEMeHM, YTO CTaHOBUTCA
OCTpbIM NepexunsaHnem» [9, 77].

LLlocTakoBUYEBCKME MHTOHALMWN XapaKTepM3oBanMCb Heobblval-
HOM KOTHUTUBHOM eMKOCTbio. OHKM Hecn B cebe ceMaHTUKY Kak aane-
KUX cpefHeBeKoBbIX 06pa30B, Tak U HegaBHEN NUCTOPUM CTAaZIMHCKUX
BPEeMeH, Korga cam KOMMNO3UTOP MepeXkua rogbl nybanyHom Tpasau.
B cBsi3aM € 3TMM B 3BYKOODOPaA3 MbICAIUTENBHOTO npouecca B o6omx
bUNbMaXx BNIOXKEHbI U IyMbl TEPOEB O CBOMX Tpareamsax, U nepeskmnea-
HUMA camoro aBTopa. Moyemy aBTOpa — MOTOMY YTO OH Be3ge OMy-
3blKa/IMBaeT CcBOM aBTorpad (M3BECTHbIM KaK KMOTMB—MOHOrpamma»
WM «TEMa—MOHOrPamMma») — UHULMAN UMEHU U Haya/ibHble BYKBbI
damumnmm Schostacovich, B pesynbTate Yyero BO3HMKaeT y3HaBaemas
MHTOHaumsA D-es-c-h. B Heli nepefaeTcs HanpsKeHHas MbICb U LUK-
POKMI CNEKTP 3MOLMOHA/bHbIX COCTOSHWUIN, KOTOPbIE CBA3aHHbI C 06-
pasamu npeogoneHus, coyetatowmmmcs y LloctakoBmnya «c ocobon
“TAYKKOCTbIO” BOKa/IbHO-PeYEBbIX MHTOHALUMIA» [Tam Xe, c. 45].

Tema-moHorpamma LLIocTakoBMYa MPOHU3bIBAET NEUTMOTUBHYIO
cucTeMy B ero Mysblike K 06omMm duibMam 1 co3gaeT SMOLMOHANbHO-
NMCUXOIOTMYECKUIN KOHTPANYHKT K UX 3pUTenbHOMY paay. B «famnete»
BM3ya/ibHaA 3Kcnosuuma obpasa 3amKa INbCUMHOP CKNAAblBaeTCA M3
6€e3/1104HO-CKa/IMCTOr0 MOPCKOro Nensaa, ropawlero gpakena Ha poHe
KaMEeHHOM CTEeHbl MPaYHOro CpeaHEBEKOBOroO 3aMKa, CNyLWeHHbIX Tpa-
YPHbIX $1aroB, CTPEMUTENBHOM CKAYKM BCAZHUKOB, CNeLwalLmxX K MecTy
npouclueaLen Tpareamm, MacCMBHOIO MOAbEMHOIO MOCTa, C/YKaLLEero
BOPOTaMM 3aMKa, M yCTpaLlatoLLe OMyCKaloLWenca pelweTky ¢ OCTPbIMM
3y6L,amMn, HAMEePTBO 3aKPbIBaAtOLLEN COODLLEHME C BHELWHUM MUPOM. A
noj, KoHeL, eLe ryboKuin pos c YepHOI BOAOW, OTKYAA HET CNaceHus.
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Mpumep 1 a, 6. Kagpbl 13 duabma «famnet»

My3blKanbHasA 3KCMO3MLMA, NPOHU3aHHAA TEMON-MOHOrPaMMONn
LLlocTakoBKMYa, OTKPbIBAET LIMPOKOMACLITAOHYIO MaHOpPaMy HagBuKe-
HWA KaTacTpodbl M CKOpOM, KOTOpPas OCHOBAaHA Ha B3aMMOLENCTBUM
FPO3HbIX Y IMPUYECKUX TEM:

— MHOTOKpPaTHbIe OPKECTPOBbIE K/ACTEPHbIE «yAapbl», Bbi3blBa-
oLlMe B NamaATH NOXOXKKUI 06pa3 B BOKa/IbHO-CUMGOHUYECKOMN NOIMe
LocTakoBuuya «KasHb CTenaHa Pa3nHa» Ha c/ioBax «AbsiK MHe 6U C
OTTSXKKOM B 3ybbI» (MO3Ma HanucaHa B TOM e, 1964 roay, 4to u my-
3blKa K KUHOPUAbMY «[amneT»);

— B 3TOM cdepe AencTBYeT elwe oaAnH — MHPepHanbHO-yCTpa-
WwatoLWwmii 06pa3 TaMHCTBEHHbIX WAros, BOCCO34aHHbIX B opKecTpe (B
JanbHelLeM KOHKPETU3MPOBAHHbIM B CBA3K ¢ MNpun3pakom oTua Mam-
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JIeTa U KPaTKON ero peMMHUCLLEHUMEN B IETKMX LIAXKKaX UAayLLen K
Boge Odenun)'4;

— Tema CKOpHHO-reponYecKoro NOXOPOHHOIO MapLla, 3By4allan
Ha «BbICOKOM rpagyce notpaceHua» [BblpaxkeHune C. dnseHwWwTenHal;

— TeMa pasgymuii aBTopa B COYETaHWUM C HaMbiBaMW CUMBOAA
Luaros.

B KoHUe [Mposor HeoXMAAHHO 03apsAeTcA KPaTKUM, UCTamBato-
Wwmm B admpe XopanbHbIM MFHOBEHWEM, CBA3AHHbIM, MO BCE BUAM-
MOCTH, ¢ anuTaduern famneTy. Bmecte ¢ Tem 34eCb CKPbITa U U3BECT-
Has [0NA TOPbKOWM MPOHMM, TaK KaK B JaHMU—TIOpbMe NPOCBETIEHUS
6bITb HEe Mmor/o.

MpucoeanHnm crofa elle Kak Obl BHEMY3bIKa/lbHble 3BYKOBbIE
06pasbl: HabaTHbIN KONOKO/, OMNOBELLAOWMNINA O HecyacTbe, YeTbipe
nyLeYHbIX BbiCTpena, naad lepTpyabl Ha rpyay Ffamnerta (aprt. 2. Paa-
3UHb 1 . CMOKTYHOBCKMIM) 1 rPOXOT ryikoro 6onblioro 6apabaHa, co-
6upatoLLero Hapoa Ha NAoLWAAN, KOTOPbIV oTAenseT [Nponor oT Havas-
LIeroca AeUcTBUA MO MPUHLMNY HAJOXKEHUA OAHOIMO TEMATUYECKOro
maTepuasna Ha Apyroii. Becb aTOT «BepTUKabHbIM MOHTaX» [MoHATME
C. Jii3eHwTeltHa)®, OCHOBaAHHbIA Ha ABYX 3KCMO3MLMAX, KOTOpble
AaHbl B O4HOBPEMEHHOCTU, HE TO/IbKO NepesaeT Ayx BPpeMeHU, HO U
BBOAMT B «MPOCTPAHCTBO Tparegum» Llekcnupa [noHatue I. Ko3uH-
ueBal. HapawusaHue mpaeeduliHo2o cmbicaa 30ecb Npou3owso 8
pe3ysbmame MOHMaxa 08yX KOHUenuull: U pexuccepckozo, U Kom-
rno3umopckozo sldeHus lposoea.

¥ HanomMHMM, YTO TeMa LWWaros, UCMo/b30BaHHaA LLlocTakoBMYEM AN KOHKPETM3aumm noa-
rOTOBKM PYCCKUX BOMHOB, rOTOBALMXCA K BuTBe 3a CeBactonosb B duabme «Mnporos», npu-
MeHeHa 34ecb BHOBb, HO AA Honee cnoXHOro — ncmxonoruyeckoro obpasa Mpuspaka otua
lamnera.

> BepTUKaNbHbIA MOHTaX Ha3blBAeTCA Tak NOTOMY, YTO JM3EHLUTENH CPAaBHMBAET €ro C BHeLW-
HUM BMZOM NapTUTYpbl 417 CMMOOHUYECKOTO OPKecTpa, NOACHAA, KaK, «nepexoasa oT obpasa
TaKOWM My3blKaNbHOWM CTPaHULbl K MapTUTYype 3BYKO3PUTENIbHOM, NPULLINOCL Obl CKa3aTb, YTO Ha
3TON HOBOW CTaAuMW K My3blKasbHOM NapTUType NpubasnseTcs ele ofHa CTpoKa. ITO CTpoKa
nocneaoBaTe/IbHO NepPexoaALLMX APYT B ApYra 3puUTe/bHbIX KagpoB, KOTOpble NAaCTUYEeCKN No-
CBOEMY COOTBETCTBYIOT ABUMKEHUIO My3blKM U HaobopoT» [10, 104].
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B KpaTKOM My3blKa/lbHOM «KOHCMEKTe» K GUAbMY BCE TEMbI AaHbl
He TO/IbKO B CBOEM 3KCMNO3MLUWUKU, HO U B Pa3BUTUM — CMNJIETEHUM B
efMHOM NoBecTBOBaHMM U NpoTueobopcTee. Tak, TeEMa NOXOPOHHOIO
Maplua cbnKaeTca C TeMOW TAXKeNbIX pasaymMui U NOBMCAET B BO3-
AyXe HepaspeLweHHOW Ha MOTMBE BOMPOCa, @ «yAapbl AbAKa» BTOpra-
OTCA B OCTUHATHbIN PUTM KONOKOANA. Ha TeMy pasaymuii Takke gaetcs
HanblB 3ByKOODOPa3a TAMKENbIX LWAros, 3a KOTOPbIMW HAr1yXo 3ax10-
MbIBAtOTCA BOPOTA KPENOCTU INbCUMHOP. B cO3a4aHNM 3TOrO My3blKaib-
HOro LWeaeBpa BUAHO, YTO Hag, paHTasmnen LloctakoBuya He gosnena
HWYbA BOAIA.

Temamu msxcesnsix pazdymuli o cyabbax rnaBHbIX repoeB HaunHa-
toTcst 063 dMAbma Ko3MHLLEBa Ha LWEKCMMPOBCKME CHOXKETbI. Tembl 3TH
03BY4YMBAIOT M MHOTME MOHOOTU AENCTBYOWMX AnL,: famneTa «bbiTb
nnAn He BbITb?», Knasama HaeamHe ¢ coboli, damoHaa MnocTepa, 3a-
MbILL/IABLLIErO CBOM KOBapHble MJaHbl, Koponas Jlupa nocse u3rHaHma
Kopaennun n 8 MOMEHT pa3oyapoBaHuMA B CBOUX go4vepsx. Mpu atom B
MY3blKa/IbHbIX BCTYM/IEHMAX K PUAbMAM eCTb M OTAnYUA. B «famneTte»
TemMa pasaymui npeaBapaeTcs MHTOHauuen sonpoca. Kak n B pas-
FOBOPHOI peun, ee CTePKHEM SBAAETCA BOCXOAALLAA, MHOTOKPATHO
NOBTOPAOLWAACA Menoguyeckasa anHua. B XIX seke uHmoHayuAa eo-
npoca 6bina n3ntobaeHHOM B TBOPYECTBE KOMMNO3UTOPOB-POMAHTUKOB
M HOCKNa nMpuyeckuii xapaktep (P. LlymaH «OTyero?»), apamaTtuye-
ckuii (P. BarHep. BctynneHune n «CmepTb M301b4bl»), XOPanbHO-BO3-
BblleHHbIW (M. YankoBCKMA. «Pomeo u [KynbeTTa») nam ckopbHbIn
(C. PaxmaHMHOB. PomaHC «O HET, MO0, He yXoau»).

Ho HuKoraa elie MHTOHAUMA BOMNPOCA B My3blke He Oblaa TakoM
BbICTPAZAAHHOM W He HOCWM/1a TAaKOro BCEOOLLEro M BMeCTe C TeM NPOH-
3UTENIbHO JINYHOCTHOTO XapakTepa, Kak y LLocTtakoBmya. MHorokpat-
HO noBTOpAtOLLAnCcA, B3bMpatoLasnca Ha NpeaenbHyo BbICOTY Yy «pac-
Ka/IeHHbIX» BaNITOPH, OHa OT/IMYaeTcs HeobblualiHOM KOHLEeHTpauuen
CKOpOHOI 06Pa3HOCTU, HAaXoAALENCA B HEPa3pPeWNMOM KOHOANKTE
C BHE/IMYHOWN CUNOMN, BbIParKEHHOM B COKPYLUMUTENIbHBIX OPKECTPOBbIX
yAapax cyabbbl. MMeHHO Ha 3TOol Teme OCHOBaH TpaypHO-repouye-

THE ART AND SCIENCE OF TELEVISION 173



CKM mapl FamneTa. Takoe M3MEHEHMEe CBUAETENbCTBYET O PAa3BUTUMN
ero obpasa ot ped/IeKCMpPYIOLLErO K AeCTBEHHOMY.

Mpumep 2. FfamneT. 1 cepua. 2 MUH. 43 ceK. —ANUTENbHOCTb 3 MUH. 47 ceK.:

https://www.youtube.com/watch?v=vaORGojXf8lI.

MoKasaTenbHO, YTO My3blKa/JIbHO-BOMPOCUTENbHbIE WMHTOHALMK
B MOHOcCLeHe Kopona Knasausa nepes 3epkanom (apt. M. HassaHoB)
BCNEACTBME €ro NPU3HaHWUI B CBEPLUEHHbIX MPECcTynaeHnaX Kak Obl
noraLatTca, NOTOMY YTO ero OTKPOBEHHbIE OTBETbI CHUMAIOT BO3HMU-
KatoLme BONpPOChl, B CBA3M C YEM MHTOHALMKN NPENMYLLECTBEHHO Ha-
npas/fieHbl BHM3. A BeAb BbIFrOTCKMI cnpaBea/iMBO CYUTAET €r0 CaMbiM
OeNCcTBeHHbIM®, Mpu Bcel NapagoKcanbHOCTU B Tpareammn Koposb
NpPecTynHUKOM KaK bbl He aBnseTca (ybuiicTeo 6paTa COBEPLLUEHO MM
[0 Hayana nbecbl, Aa U K famneTy KOpo/ib BCAYECKM PaCMOIOXKEH,
CTapaeTcs HAaNagUTb C HUM OTHOLLEHUA M JaXKe pa3BesATb ero CKopoOb,
notomy yto gns Knaegus oHa HebesonacHa). [o3Tomy OH HaxoauT-
CS B COCTOAHWM MOCTOSIHHOW, NPUBOAALLEN K ero rmbenn Tpesoru.
N noatomy oH NpeanpUHUMAET 1 AeCTBUA ANA BpalLmMBaHmAa lamneTa
B NPUABOPHYIO aTMocdhepy, a B peanbHOCTH, Kak bbl ckasan [. Inb-
KOHWH, — B MHTepncuxuyeckyto dopmy [13] (opraHmusyeT BcTpeun m
6eceabl NnpuHuUa ¢ Odenuveit, npuasopHbIMK, NoONOHNEM, KOPOIEBOW-
MaTepbto, Aaxe TeaTpasibHOe NPEACTABAEHME U, Y)KE OTYASBLUMUCD,
— otbesa famneta B AHINIO, HaKoHel, Ayanb ¢ Jlasptom). OTcloaa
W CKNagblBaeTcs Bneyat/ieHue, YTo OH TOPOMUTCA HaBCTPeYyy CBOEW
CMepTH, «roTOBMT CBOO rMbenb» [J1. Boirotcknin]Y’. B cueHe e mncno-
BEeAWN KOPOASA, BOMPEKU TOMY, YTO AEeMNCTBUE C/IOBHO Obl OCTAHABAK-
BAeTCA, OHO MPOLO/KAET CBOE PAa3BUTME B My3blKe, NMOKa3blBatOLWEN
obpeyeHHocTb Knasaus.

B ¢unbme «Koponb Jlup» mema myvumenoHoix pazoymuli npu-
obpeTaeT XxapaKTep CMepPTHOM TOCKKU, NepeaaHHOM B OAMHOKOM CO/O

16 Mo cnoBam BbIrOTCKOro, «MEXaHU3M ABUKEHUA AeUCTBUA BECb B KOPO/E, a He B [amneTe; He
6yab ero, aencTaue cToaNo bbl Ha MecTe, NOTOMY YTO HUKTO, KDOME Hero, HUYero He nNpeanpum-
HUMaeT B Nbece, Aaxe FAM/IET, U BCe NPOUCTEKAET U3 AelCTBUI Kopona...» [12, 473].

7 MoapobHee 06 3Tom cm.: [14].
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dnentbl. OHO MMUTUPYET BECXUTPOCTHBIN CBUPEbHbIN HAaUIPbIL, Ha
KOTOPbIN HaK/IaablBaeTcA OAMHOKOE MYXKCKOe rneHue 6e3 conposo-
XaeHua. Ha BonpocutenbHble MHTOHAUMW OTBETOM C/YXKaT HEOXKMU-
AaHHble 06PbIBOYHO-MNACOBbIE 3/1IEMEHTbI, NPOM3BOAALLME BreYaTe-
HWe BbICTPbIX LYTOBCKMX MPOroBapuMBaHuini. U oeicTBuTENbHO, TEMa
pasaymuii, B KOTOPOW BbIPaXKEHbI MbIC/IM «OT aBTOPa», B LAHHOM CAy-
yae o cyabbax IMYHOCTU M rocyAapcTBa, mopydyeHa 3gecsb LUyTy, eamH-
CTBEHHOMY NEPCOHaXy, KOTOPOMY [103BO/IEHO BbICKA3biBaTb 06ANYM-
Te/IbHble MbICWN. B AanbHelwem 3Ta neiTTema, Kak U B «famnete»,
6yaeT NoABAATLCA B OKPYKEHUWU APYTUX, PE3KO KOHDMKTHbIX 0bpa-
30B. OZMH M3 HUX, MOXOXNIN Ha yoapsl cyObbbl, — rPO3HbIE KAacTepbl
CO «CKPEXEeTOM» MeHbIX U AepeBAHHO-AYXOBbIX MHCTPYMeHTOB. U
TYT e CKOpOHO-0bpeYeHHble IeKceMbl CKOpbU, roToBALME NosaBae-
HWE MOHOAMW CTPAHHMKOB, NPENCNONHEHHOM CMEPTHOM Nevanu.

Hanbonee penbedHbili ann304, NOCTPOEHHbIN HAa TemMe aBTop-
cKol pednekcun o cyapbax PoamHbl, — cueHa nocne usrHaHua Kop-
Oennn, Koraa B NENTTEMY BHEAPAIOTCA MOTUBbI CYAb0Obl, FPO3HbIX LUA-
roB, MHTOHaUWM «aemoepaga» LLlocTakoBMYa, KOTOPbIe B COYETAHUM
C MacwTabHON MAcCOBOW CLEHON MPEKNOHEHHOTO nepes Koponem
Hapofa Bocco3zaeT 06pa3 cKkopbu nAaHeTapHOro 3HavyeHus. 3aecb
BHOBb 33 CYET KpelLeHAMPYIOWEro ABUKEHUA CABOEHHbIX 3KCMO3U-
UM (My3blKaIbHOM M 3BYKO3PUTENLHOM) NPOUCXOAUT HapalMBaHue
Tparmyeckoro cmbicna.

Mpumep 3 a. Kagp v3 dpunbma «Koponb Slvp»
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Mpumep 3 6. Koponb /lnp. 1 cepus. 18 muH. 07 cek.—20 muH. 37 cek. https://
www.youtube.com/watch?v=aVZirl-TPFs.

CKopbHble yaapbl cyabbbl KaK XapaKTepHbIA TOMOC B My3blKe K
«lamneTy» cBs3aH ¢ obpasom lMpuspaka. CKopbb NEXKUT B CO3HAHUM
lamneTa nsHavanbHo. Mo cykaeHuto BoiroTckoro, lamner «4yBCTBYeET,
yTO ByAeT ckopbb, — OH eLle He 3HAEeT, eMy elLlLle He OTKPbIIacb TalHa,
HO OHa Y’Ke 3a/10)KeHa B AyLle ero... U oTcoaa rybokaa u HeBepoAT-
Has Mo CBOEM HanpAKeHHOCTU CKOpbHasa TpeBora... TO/IbKO NoACo3Ha-
TenbHasA cybanmmHanbHan chepa Aywmn ero owyLaeT 310, U OH My4UT-
CA HEPOAMBLUMMCS, HAPOXKAAOLWMMEA 3HaHnem» [12, 387].

O6pas3 Mpuspaka oxapaKkTepr3oBaH 8HeAUYHOU, Ha08peMeHHOU
memoli msaxcenoli uHgepHanbHOU nocmynu, Nepeaatroen YyBcTBO
HagBsuratollelca Katactpodbl. B cueHe c KoponeBon-matepbio Ko-
3MHLEB CO3HATe/IbHO BO34EPKMBAETCA OT BM3Yas/ibHOrO NPOABAEHMSA
Mpu3paka B MOMEHT BUAEHMA ero famneTy. Pexuccep gaxe nosso-
NAeT ycablwaTb ero ciioBa. Ho BMeCTo Hero BBOAMT KPYMHbIN naaH
NOTPACEHHOrO yXacom [amneTa, CONPOBOXKAAEMOro SEUTMOTUBOM
ero otua. Mo HabnwaeHuto . Pepdakca, ero obpas «NPUCYTCTBYET B
aypaTuyeckom Buae, byayum cMHecTesMyeckn coeMHEeHHbIM C My3bl-
KaNbHbIM pedpeHom. HeT HeobxoammocTn rnokaszsieams [Mpuspaka,
NMOCKO/IbKY OH 8bI3bI8aEMCA APYTUMUM cpeacTBamu, U KO3MHLEB TaKMM
06pa3om reHnanbHO ocTaBAAET 06bEKTUBHYHO PeasbHOCTb ero NosB-
JIeHUA B KayecTBe OTKPbITOrO BOMPOCA, PELIMTb KOTOPbIN NpeacTout
3putento» [15]*%. B atom anusoae obpas Mpuspaka BbISIBAEH TONbKO
33 CYeT My3blKa/IbHON BbIPa3nUTENbHOCTU, TaK HA3bIBAEMOIO «3ame-
watowero peppeHa» [TepmuH M. CabUHMHON] U NCUXONOTUYECKON
XapaKTepUCTUKKM amnieTa, a ero BHEWHWn 0BIMK BOCMONHAETCA C
NMOMOLLBIO «UHTENNEKTYA/IbHOTO MOHTAXKa» [noHATHe C. J3eHwTen-
Ha]'°. Brarogaps TakoMy CMaBYy SKCMO3MLMI, LOCTUrAEeTCAa He CYMMa,

8 AHanornyHbIi Mpuspaky aypatmyeckuit Mk cmepTun 6bin co3aaH LLloctakoBuyem B KapTuHe
«lunporos».

1% UHTeNNEeKTyaNbHbIM MOHTaX — 3TO KMOHTaX He rpy6o ¢GrU3nMonorniecknx 06epToHHbIX 3BY-
4aHui1, a 3By4aHWit 06epPTOHOB MHTENIEKTYaNIbHOrO NOPA/KA, TO eCTb KOHGAMKTHOE coyeTaHue
MHTENNEeKTYalbHbIX COMyTCTBYIOWMX 3bdeKToB mexay coboii» [11, 58].
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a UX NpounsBeaeHne U, MOXKET BbliTb, B IHHOW CTENeHW, B KOTOPOW Npo-
NCXOAMT MOLLHOE HapacTaHMe TparegMmnHoro cmbicna.

OTHbIHE MeMa 2p0o3HbIX Wa208 byaeT conpoBoXaaTb 0bpas Mam-
NeTa, NOABAAACL B CLEeHe MMMNPOBU3MPOBAHHOIO CNEKTaKAA YANYHbIX
AKTEpPOB, 3NM304€ OCYKOEHMA UM KOPONEBbI-MaTEPU, BO3BPALLEHMA
npuHua B AaHuto, dparmeHte cmeptn Odenmn 1 annsone ¢ Mormb-
LLMKOM, B Kagpe CMepTesibHOro paHeHma famneTa, Hy U B ero Tpayp-
HOM MmapLue.

OpaHaKko obpas msxcenoli nocmynu Npov3BOAUT yCTpaLuatowmii
3 PeKT He TONIbKO CBOMM FPOMOTIIACHbIM 3BY4aHNEM, HO U 3aTaeHHO
TUXUM. M306parkeHHble OPKECTPOM MPayHble LWark OCTMHATHO 3By4aT
B o6pucoske Mpur3paka n conpoBoXaatoT ero agnanor c lamnetom. Ho
camoe WHTepecHoe, 4YTo 0bpa3s LWaroB BO3HMKAET 3a401r0 A0 MNOosB-
neHua camoro lNMpuspaKka u rotoBUT cnoBa famaeTa: «OTLOBCKUI Npu-
3pakK B natax — 6bITb beae».

Mpumep 4. «famnet». 1 cepua. 14 muH. 17 cek.—15 muH. 17 cek.: https://

www.youtube.com/watch?v=vaORGojXf8I.

[nyxme, HO YEeTKO OYepYEeHHbIe LWarn B OpKecTpe BOCNPOm3BOAAT-
¢ B MOHonore famneTa «bbITb MM He BbITb?», NErKMe NPUTAHLOBbI-
BalOLLMeE LAryu BOCCO34a0TCA B OPKECTPE BO BPEMA PACCKA3a aKkTepa
o lekybe, KpaTKne OTPbIBMCTbIE LLArK C/bILIATCS B OPKECTpe BO Bpe-
M5 YOUINCTBA ee My»Ka-Kopo/iA, NPUMIYyLIEeHHO-TPaypHble Warun — B
cueHe Knasaus nepep 3epKkanom. Bce aTm metamopdo3bl roBOPAT O
TOM, YTO M306parkaemble cobbITUA NPOUCXOAAT He 6e3 yyacTma CKpbl-
TbIX, HO O4EeHb MOLLHbIX CM, A My3blKa BBOAUTCA B Kagp MO 3aKOHam
cMM$OHM3Ma, TO €CTb HEMPEPbLIBHOIO Pa3BUTUA OCHOBHbIX TEM U UX
KOHOAUKTHBIX B3aumogencTeuii. CnegosatenbHo, 06pas nomycmo-
POHHUX CUs, He uMetowuli 3pUMo20o 80r/10UW,EHUS, Y3HAEMCA 8 CBOEM
mpaduyUOHHOM aypPamMu4yeckoM 3HA4YeHUU U MOsbKO C MOMOWbHO
MY3bIKU.

CxogHolt B obonx puabmax siBAAeTca My3blKasibHas 0bpMCOBKa
Koponesckozo dsopa. B «lamnete» oHa HEOAHO3HA4YHaA M BblpaXKeHa
B YeTbIpex 3NeMeHTax.
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MepBblli 3/1EMEHT — 3TO CUTHAJIbHbIE TAMKENOBECHbIE OPKECTPO-
Bble KaacTepbl, KOTOPbIe BbIPOCAN U3 aKKOPAOBOM Tembl [posiora, Ha-
noMmuHarwen «yaapb! Apaka» B «KasHu CrenaHa PasnHa». OHU KOH-
KpPEeTM3MpPYLOT TOPKECTBEHHbIE, 3ByYalLme Ha 6any dpaHdapsl.

BTopoit — nepegaeT CTUAM3AUMI0O MAaHEPHDIX «Na» B ABUXKEHUMU
raBoTa, a TaK¥Ke napaAHbli Npa3aHUYHbIN Bbixoa lepTpyabl ¢ Knasau-
eM, B KOTOPOM NOKa3aHa ux He3blbiemas BNacTb.

TpeTuii — 3ay4yeHHble BO BPEMS YPOKOB TaHL, @ MEXaHUCTUYHbIE, B
COOTBETCTBMU C 3aMbic/ioMm KosnHueBa, AsuxKeHua Odpennn?. Moaob-
HYIO KyKO/IbHYt0 0bpa3HocTb y LlocTakoBmuya my3bikoBes B. BasbKkoBa
BO3BOAMWT B apXeTur, KOTOPbI HaZeNeH 3/1bIM XapaKTepoM, HEPEAKO
obopaumnBamoLLMMCcA B ycTpawatowero poboTta, a nopoit n cumBona
cmepTn [16, 100]. 3nbim 34€ecCh, eCTeCTBEHHO, ABAseTca He Odenuns, a
CTeHbl 3aMKa, KOTOPbIE OKPYXKAlOT ee, Kak TIopbMa, U paspyLualoLme
€e YM3Hb NPUABOPHbIE UHTPUTH.

YeTBepTbii — 3TO 0606LLEHHbI 06pa3 ABOPLLOBON aTMOChepbl,
BblpaXKeHHOW B HecLeslbHO-3KCLEHTPpUYHOM bBere nog 6e3ocTaHOBOY-
HYIO TOKKaTy. HecKoH4Yaemas cyeTa nepefaHa 1 BO BPeMSA pasmblLuie-
HWI FamneTa, COMHeBatoLLEerocAa B HEBUHOBHOCTM MaTepH.

[a v BO Bpems HecnewHOoro NoAB/MIEHMA aKTEPOB Ha ynLe nepes,
3aMKOM D/1bCMHOP, OKOHYAHMA MX PA3roBopa C NPUHLEM M B npes-
ABEepUM X BbIXOAA Ha CLEHY 33 KaZpOM 3BYYUT BbICTPbIV ranon, npea-
BELLAMOLLMA NO30PHYHO peakumtio Knaeausa, KoTopasa ocyLLecTBaseTca
no NPUHUMNY «BbiXxoAa M3 ceba», TO ecTb U3 CBOEro ecTecTBEHHOro
cocToaHuA. Takoe aBneHue, onpeaeneHHoe C. IM3eHWTENHOM KaK
«CKa4yoOK B MPOTMBOMOJIOXKHOCTbY [17, 249], ucnonb3yetca 34ecb B
KayecTBe MPAMOI «naTeTudeckoir Komnosnumm» (C. DU3eHLITenH):
CTOAWMIM — noberkan, monyawmin — 3akpumyan. MNpu sTom napagok-

20 Bo Bpems CbemMoK puabma KosunHues Hanucan LLoctakoBuyy Nncbmo ¢ Npocbboii HanucaTb
«TaHew, Odennny», rae 6bin 6bl BOCNpoM3BeaeH 06pa3 MUNON AEBYLWIKU-NONYpebeHKa, KOTo-
PYIO «NPEBPALLAIOT B KYK/Y, 3aBOLHYIO UTPYLIKY C UCKYCCTBEHHbIMU ABUXEHUAMM, 3ay4eHHOMN
YNIbIOKOMW...», MOCKONIbKY MY XOTE/I0Cb «0AHO0OPA3HOM MEXaHMYHOCTbIO TaHLA BbIpa3uTb 6es-
nylwue, becyenoBeyHOCTb» [UmT. no: 3].
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Ca/IbHO, YTO rasIoN HaYMHAETCS UCMOABO/Ib, BparKaAebHO-3aTaeHHO, 3a-
nonro ao 6erctea Knasaua. M Koroa pasroHsetcs Ao 6eweHoro tem-
na, Takaa napocHana KOMMNO3nLMA HeobblYaliHO YCUMBAET OLLYLLEHNE
KaTacTpopumama.

B 3TOM cueHe Hanpsa)KeHue B HapallMBaHMW CMbICNA HACTO/b-
KO 3alUKa/INBAET, YTO BEPTMKA/b ABYX IKCMO3ULMNA, HE BblAEPKUBAS
OaBNeHUA, 83pbleaemcs, NOCNEe YEro Kaxaaa BblpasuTenbHas JANHUSA
(my3blkanbHan 1 BU3yanbHas) Kak bbl npeBpaLyaeTca B 6eccmbicamy.
My3blKa NPUBOAMUT B ABUNKEHME BCIO M306parkaemyto Ny6anKy BNAOTb
[0 OPKeCTPaHTOB, HaYyaBLUMX UrPaTb KaKyl-TO HecypasHyto durnap-
cKyto Temy. MpeackasbiBas pasobiavyeHme Koposa, OHa MHOFOKPATHO
YCWUIMBAET 3TO COObITME, B pe3y/bTaTe Yero KNHOAPaMATYPrus «BCTpA-
XMBaEeTCsA», U TEMN Pa3BUTUA HeobblYaliHO BO3pacTaeT. B aTom rano-
NMpoBaHMK BONbLLYIO POJIb UFPAET U BHELUHEe ee «noacTermMBaHue»
npu nomouw HeobblYHOro COBMELLEHUA PUTMOB CKOPOHO-Be/nNYe-
CTBEHHOTO MapLLia M KOHCKOM CKauKu. 3ByKOOBpasHas e 3KCnosuLms
KOpOsiA 8biKA3blBAEmM e20 mpycausbim 6esymyem, KoTopblii, NogobHO
KMBOTHOMY, cniacaeTtcsi 6ercTeom.

MpoTMBOAENCTBMEM ITOMY «B3PbIBY» IKCNO3ULMIA ABAAETCA 06-
pa3 npuHua. OgHaKO OH XOPOLIO OCMbIC/IUA, UHTENANEKTYann30Ban
«3MOLIMOHANbHO 3apsMKeHHy maeto» [BbipaxeHune 3. dpeingal u
BHELLHe «Onpou3BOAMA» (MCMONb30Ban MO-CBOEMY), AULIb «NPKU-
KpbIB» ee cymacliectsnem. lamnet npuntogHo «spactun» Knasaua s
CBOW AEWCTBMA MO PACKPbLITUIO NPECTYNIEHUS, CAENAB KMBYIO KOMUIO
C NOTYCTOpPOHHero coobuweHun ot MNMpuspaka. CnegoBatenbHO, TO, YTO
Kasanocb 6esymmem, B 4ENCTBUTENIbHOCTM ABMIOCb CAMbIM YTO HU Ha
€CTb peasibHbIM.

Mpumep 5. «famnet». 1 cepma. 1 yac 02 muH. 15 cek.—1 4. 03 muH. 50 cek.:

https://www.youtube.com/watch?v=vaORGojXf8I.

B «Kopone /inpe» — He meHee OTKpOBeHHan catupa. OHa Cibl-
LWMTCA B CMrHanax Tpybbl, KOTOpble B CLEHe CO3biBa pbilapen a4nd
cparkeHus ¢ damoHaom moctepom (apT. P. AgamaliTic) NOCTPOEHDI
He Ha NPM3bIBHbIX 3aKANYKaxX cOOpPa, @ HA CTPEMUTENbHbIX CKepLLO3-
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HbIX ¢parmeHTax. KOHKpPETHO caTMpa BbiparkeHa B nuue LyTa (apT.
O. [anb), KOTOpbIA B AManorax ¢ KOPosem POHAET 0b6anUYnTENbHO-
Oep3KMe PenanKku, Yyepeaya MX C KaKOM-TO NPOCTEHbKOM, MOYTU rO-
BOPKOM MPOU3HOCMMOI MeceHKe W MOAKAOYEHHBIM BMOC/AEACTBUM
NIerkoBecHbIM GpNenToBbIM Haurpbilwem 13 Mposaora, YTo NPON3BOANUT
addeKT pasBeHYaHMA AENCTBUIA KOPOHOBAHHOrO cTapua. Ho yto no-
pa3suTenbHo — camupa B ponu LLlyta no mepe pas3sutUA gpamartyp-
rMn ycmynaem mecmo saupuke. TaKOB €ro Haurpbiw B camom puHane
KapTWHbI, NPUOBOPETAOWMNIN CKOPOHO-IMPUYECKMIA XapaKTep C enBa
3aMeTHbIMM HAaCMELLIMBbIMM OTTO/IOCKAaMM B CLLEEHE CKIOHEHHOM Haz,
Nupom Kopgenum (apt. B. LLeHaprKoBa), 4To BOCMPUHMMAETCA Kak
ropbKoe pe3tomMe «OT aBTOpa». B Makom repeocmeoicieHuu My3bliKasb-
Hol membl penbeHO MPOABUAUCL MPUHYUMbI WOCMAKOBUYEBCKO20
CUMOHU3MA, KOMopble 8 3MOM hpaameHme CAyHam pacliupeHuro
nupuyeckoli obpasHocmu.

MpopacTaHue AMpUKN B 060ux duUabMax — amo udes, Hanpas-
/IEHHAA HAa 8blAsneHue 8 2eposax veso0e8eyHocmu. TaK MPOMCXOAUT
c Odenveit (apt. A. BepTuHCKan), KoTopas nepes CMepPTbHO BbICBO-
60K [aeTcA U3 CBOMX YC/IOBHbIX CBETCKMX PaMOK. 1o cpaBHEHMIO C ee
CTU/IM30BAHHOM 3KCMO3ULMEN, HAaNMOMMHatoLWel obpa3 3aBeAeHHOM
UrPYyLWKKW, OHa npeacTaeT B obpase NpocToin 6ecxUTpoCTHOM AeByLU-
KM, Hanesalowen CKopbHo-NMpuYecKyto necHo « Mot PobuH, poaHoi
MOW», B KOTOPOM nepegaetca npeayvysctene rmbenn. CknaapiBaetcs
BnevyaT/ieHne, YTO B TaKMe MUHYTbI JeBYLIKA KaxeTcA 6onee KMUBOW,
YyemM BO Bpemsa TaHLUa. Mopa3nTenbHo, YTO NeNTTEMDP KNaBecuHa, Xa-
paKkTepusoBaBslero paHee Odennto, CMeHseTca 34ecb 3KCNPeccuB-
HbIM 3BYy4YaHMEM 3aCypAMHEHHOW, NOYTM roBOpALLEN CKPpUMNKK. [a u
KNaBECWUH CNOBHO 0Y€/I0BEYMBAETCA, BOCNPON3BOAA 06pa3 KOPOTKMX
LUAXKKOB, YepeayoLLMXCsa ¢ 06pbIBUCTBIMK penankamu. U vy coBcem
HOBbIM OKa3blBAETCS KPATKWIA NEM3aXKHO-MY3blKaibHbI MOTUB, acCo-
LMMPYIOLWMIACA C PAacXOAALLMMUCA Kpyramu Boabl. OH HeceT cMepTb U
npocBeTNeHne, B YeM ybexxaatoT nocneayowme Kagpol Odennm-yto-
NAeHHWUUbI. PacwupeHue aupudeckol cghepbl, KOMopas packpelieaem-
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CA 8 My3blKe, Cyx#um 30ecb c8oe20 poda KommneHcayuel u «2pomo-
omsodom» mpazeduu.

OAHUM M3 cambIX NOKasaTeslbHbIX pparMeHTOB NPoOpPaCTaHUA an-
PUKM siBAAETCA cueHa ayanm Famneta ¢ Jlasptom (apT. C. OnekceHKo),
OCHOBAHHAA Ha CBOEOOPA3HOM Mapafe BCEX aACKUX cuA (AMHaMK-
yeckas penpwu3sa My3bliKasbHbix Tem lpoaora), B KOTOPOM y4acTBYOT
Tema KoposneBckoro asopa, 3/10Belme yaapbl 6onbworo 6apabaHa,
BbICTPE/Ibl, HAbAT M CNOBHO HECYLLAACA B AEMOHUYECKON CKauKe Tema
Mpu3spaka. MopasutenbHo, HO OHa, ChaeTascb C 06pbIBKaMKU TeMbI
[Bopa, 3By4nT TOprKecTBytowwe 1 nobefOHOCHO, NOC/e Yero, ucyep-
MbiBas CBOK BPaxAebHOCTb, YCMOKaMBAETCA, COMPOBOXKAAA TUXMI
yxon, lamneTa B HebbITHE.

Mpumep 6. Kagp n3 punbma «framnet»

B dunbme «Koponb Sinp» aupuka npopacmaem B cueHe arapa
[noctepa y morunbl ceoero otua (apt. /1. Mep3uH). OHa opraHMYHO
BO3HMKAeT U3 HaBUCLUEW, HApyLLAeMOM NULLIb BOEM BETPA TULLMHbI.
CKopbHbI xopoBOW nnay B 6e31t04HOM MPOCTPAHCTBE, MOHavany
TUXO 3BYYalUMiM KaK CUMBO/ AyXOBHOFO KaTapcuca crtapwero nocre-
pa 1 0606LweHHON nevyann, npuobpeTaeT HebbIBANYO MOLLb U B Te-
yeHue anuTtenbHoro BpemeHu (42.36—46.50), BbipacTan A0 3HaYeHUA
HaABPEMEHHOM My3blKK, NPOCTUPAETCA HaZ LUMPOKOMAcLWTabHoM ba-
Ta/IbHOW KapTUHOWM, aCCOLMUPYIOLLENCA C aHANOMMYHbIMK 3MM3043aMU
BTOPOW MMPOBOM BOVHbI. BHOBb, Kak 1 B «[amneTte», B cO4ETaHUM aB-
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TOPCKOW pednieKcmn, pasbACHAOWEN BU3YasibHbIN pAg, NPOUCXoanT
«B3PbIB» 06ENX IKCMO3ULNIA: B CHOXETHON IMHMM — pa3obnaveHne
oTpuuaTenbHblix repoes (PeraHbl, foHepuabu, dAMOHAA), Hacnoe-
HWe CMepTen BCex MaBHbIX AEWCTBYIOWMX AnL, HeacTBUA Hapoaa BO
BPEMS BOMHbI, BbIXX)KEHHas 3emMA. A B My3blKe — TEMA FOPecCTHbIX
pa3MblILlW/IEeHNI aBTOPa, CMIaB/IEHHasA CO BCEHAaPOAHbIM CKOPOHbIM U
BMECTe C TEM MPOTECTHO-THEBHbIM MJIAYeM, AOCTUTAOWMM BCENeH-
CKOro 3HayeHusa (NogobHO BO3MYLLEHHOMY Maavy Hapofa B Moame
«KasHb CtenaHa PasnHa»), KOTOPbIN B 2U2GHMCKOM MPOCMpaHcmee
mpaeeduu Hapawugaem cMbiC/1 Kamacmpoghusma 00 npedesbHo20
2padyca nompsiceHus.

lMpomecmHas My3bIKa 83pbI8BHO20 XAPAKMeEPA — 3TO TOXKe Mpo-
ABNIEHME Ye/I0OBEYHOCTU, KOTOPas BblpaxKaeTca B AEWCTBEHHOCTU re-
poeB. Hanbonee ocTpo MpoOTECTHblE YyBCTBA NepeAaHbl B KapTUHe
6ypu, Nnpuyem farke He CTOJIbKO BHELIHEN — KakK ABAeHMA Npupoabl,
a BHYTPEHHeW, nponcxogaLen B 6opbbe BO3MYLLLEHHbIX M MOKasHHbIX
yyscTts JInpa (apT. HO. ApseT). O6pa3 3TOT B My3blKe NepesaeTca CBOero
poAa «3n1M3040M HallecTBUA», 3ByYaHMe KOTOPOro npopesatoT oTya-
AHHbIe BO3rnackl Tpy6bl. Jns ycuneHuma apdekTa Mysblka 34eCb cme-
LUIMBAETCA eLle U C HeEMY3blKaZlbHbIMW TEMBPaMK, KOTOPbIe ABNAIOTCA
KaK 6bl ee npogokeHnem. OHa CNOBHO BbIpacTaeT U3 BOYbETO BOS,
3aBblBaHWI BETPA M BHOBb NepexoauT B HUX. COBMELLEHMNE CTYXOBbIX
N 3pUTENIbHbIX CPEACTB XYA0XKEeCTBEHHON BblPa3nMTeNbHOCTU BHOCUT B
3HAMEHUTYIO KapTUHY BO3MYLLLEHHOW CTUXUWU WU AylweBHOW Bypu TOT
HaPaLLEHHbIN CMbIC/1, KOTOPbIN NOPOXKAEH UHTErpaumen BUAUMON 1
CNbILLNMOM 3KCNO3ULMUN.

Mpumep 7. «Koponb Jinp». Havyano BTopon cepun n Ao 2 MUH. 17 cekK.:

https://www.youtube.com/watch?v=BFkNen7sqwO.

W, HaKkoHeL, cKopbHaA NMPUKa NPOPACTAET B CBA3U C 38yKO06Pa-
30M KO/10K0s10, BECTHUKA TParnyeckmx cobbitnin. B punbme «Koponb
Jlvp» 3By4aHMe KONOKOMA MCNO/b3YETCA B CLEEHE MOKA3aTe/IbHOMO UC-
NbITaHUA AoYepHeln Nto6BKu. KpaTKMt Tpex3ByUHbI MOTMB KOJIOKONA
(0gMH M3 BapMaHTOB LLIOCTAaKOBUYEBCKOW TEMbI-MOHOIPAMMbI) noce

182 HAYKA TENEBUOEHUA Ne14.2, 2018



oTBeToB [oHepuabY, a 3aTem PeraHbl (apT. 3. Pag3auHb u I Bonyek),
BO3HMKAOWMIM TaKKe nocne npukasa ob msrHaHum Kopaenuu, He-
CMOTPSA Ha aTMocdepy BHELIHETO AOYEPHErNO BOOAYLLEBNEHNA, 3BYUNT
KaK KpaTKoe ¢punocodckoe pestome, B KOTOPOM BCAEACTBME C/IOBHO
CKPYYEHHbIX M U3/TOMAHHbIX MHTOHALWUM TauUTCA NpeacKasaHue rubenm
repoes.

Mpumep 8. «Koponb Inp». 11 muH. 05 cek.—12 muH. 04 cek.: https://www.

youtube.com/watch?v=aVZirl-TPFs.

B «lamneTte» KOMOKONbHbIE yAapbl 3By4aT 25 pas ewle Ao noAsne-
HWS TUTPOB N BO BPEMS MX AEMOHCTPALMM, KOT4a HUKAKOro AencTBuMA
HET, @ XapaKTep CHOXKEeTa M ero pa3Bs3Ka YyXKe npeackasytorcs. Nomu-
MO 3TOro, 3By4aHWE KOJIOKO/Ia UCMO/b3yeTCA B NOJIMCEMAHTUYECKOM
coyeTaHumn ¢ Temoit KoponeBcKoro gBopa, NpesLecTByoLLen Hame-
KaemoW ntobosHOM cueHe Knasama u lepTpyabl. B Takom B3avmou-
CK/II0YaloLLEM COBMELLEHMM 06pa3oB MeTadopMUECKM pacKpbiBaeTcs
0bau4UMenbHO-aMuUYecKkasa CyuyHoCmMb KapmuHel. Ho B LLenom noss-
JIeHVe B OPKECTPOBOM NapTUTYpe HabaTa 06bIYHO ABAAETCA CUMBOJIOM
BCEHAPOAHOM Tparegmm, MHOTOKPaTHO HapaLLMBAOLWMM ee CMbICA.

OfHaKo camoe napajgoKcanbHOe, YTO BO BTOPbIX cepusax oboux
dunbmos, B ocobeHHocTH B «Kopone /lnpe», aBTopbl MOYTK OTKa3bl-
BAKOTCA OT MY3bIKW1, U TEKCT BONbLUEN YacTbio MAEeT 6e3 conpoBoxae-
HWA. B TAaKOM aCKETUYHOM UCMONb30BAHNUM MY3blKaIbHON KOMMOHEH-
Tbl CKa3a/10Cb KaK COBPEeMEHHOE NOHMMaHWE CpeaHEeBEeKOBOW 3MOXK,
TaK U HeobblYallHOe YyTbe KOMMO3MUTOPA, KOTOPbLIN eLle nocae npo-
cmoTpa duabma « MUUYYPUH» BbICKA3a/1CA OTHOCUTENIbHO POJIU My3bl-
KM B KMHO: «HAZ0, YToObl My3blKa 3By4Yana TONbKO TaM, rae OHa Kpai-
He Heobxoauma» [umT. no: 3].

TakMm ob6pa3om, HayaB CcBOK PaboTy B KMHemaTorpade c m3-
6bITOYHOrO MCNO/Ib30BaHMA NpocTeliwent BbITOBON My3blKM B OAHUX
dnAbMax U MHOroo6pasHOM NUPUKU — B APYrMX, B NO3AHUX GUb-
Max — 3KpaHu3aumsx Tpareguii Lekcnvpa KosmHues 1 LWoctakosuy,
C O4HOM CTOPOHbI, HAMEPEHHO COKPATUAM My3blKaibHble GparmeHTbl,
MOKa3aB B BblPa*KEHUM CMbIC/IA CAMOAOCTATOYHOCTb MCUXONOTnYe-
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CKOM Urpbl apTUCTOB. HO C Apyroii — BbISBUAW YANUBUTENLHYIO POsb
MY3bIKU KGK aHA/1020 3MUKO-GhUnocogcKoli KOHUenuuu 3KpaHu3upo-
BAHHbIX Mpou3sedeHuli, KOHLUENUNK, KOToOpas He ToNbKo oboratuna
nx 0bpasHbIi CTPOMN, HO M ABMAACb MOLLHbIM CPeACTBOM HapallmBa-
HUWSA CMbICNA B UCKYCCTBE KMHemaTorpada. 9To ABJEHME OHU UCMONb-
30Ba/In B MHOTOrPaHHOM LWKane 3MOLMOHANbHO-NCUXON0OTNYECKUX
COBMELLEHWNIM: OT TPAAMLMOHHOIO BEPTUKA/IbHOrO MOHTA)Ka 3BYKO3-
PUTENBHOIO U My3blKaslbHO-C/IYXOBOr0 PSAAOB 40 MX B3PbIBOOMNACHO-
ro NpPoOTUBOAENCTBUA, MPUBOAALLErO K KOPEHHOW TpaHchopmaumm
Pa3sHOPOAHbIX IMHWUI. B TaKOM AMHAMUUYHOM OCMbICIEHUUN XYyO0MKe-
CTBEHHbIX NPOU3BEAEHWNI, BbIABAAIOLWEM UX TTYOUHHbIA CMbICA U Ha-
paLLMBatoOLLEM HOBbIW, CKA3anUCb MPUHUMUMbI UHMENAEKMyanbHoO20
MOHMAXA 8blcUIE20 MOPAOKA.
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