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Mapmusa CtenaHoBa
BYKOBMHCKUE ITECHW: IBEHAIIIATD ITOITBITOK 3ATOBOPUTD

1.

B onHoii kaure Ilackasisgs KuHbsIpa eCTb repouHsi, 0 KOTOPOJi IMPSIMO TOBOPUTCS,
YTO «OHA OblJIa TeHMaNTbHa». POMaH He 0 My3bIKe, HO KeHII[HA, O KOTOPOi UaeT
peub, MY3bIKY IMULIET — U MMCaTeIb BO3BPALAETCS K ee TPaKTUKe pa3 3a pa3oM,
CJIOBHO XOTeJT GbI YC/IBIIIATD TO, YTO OHA JIE/IaeT, UV CIOBHO OIMcaHue pabouero
rpo1ecca MOKeT BbI3BaTh K )KM3HM CaM MY3bIKaJbHbIN TEKCT.

BOT HECKOJIbKO LIMTAT.

«Kak npasuno, oHa He couuHana cama. OHa pasvickueana cmapuHHsle npous-
sedeHus unu ux 6osiee no30HUe sapuanmol u obpadbameieéanda, ynpowas 0o npedena:
8bl0e1L1a 271a8HYI0 MeMy, YOupana u3nuuiecmed u no3oHue HacioeHus, 0esand Kyniopb,
00Hax}cana cyme, ¢030aeana HeKylo KBUHMICCEeHYUI0 U 0CMAaHABIUBANACh 8 MO MUZ,
K020a docmuzHymelli pe3ynsmam 6bl3b18a y Hee OYPHOe B0JIHEHLE».

«BHauane oHa uumana Homet, cuds daeko om UHCMpyMeHma, 3amem omkaadsleana
ux. Cadunacs K posuiio U — HEOHUOAHHO — 8ONJIOWANA BCE IO 8 KOPOMKOM pe3ioMe,
mak, kak noHumana cama. OHa He y0ocmausana ucnoHams my3wiky. OHa cozoasana
C6010 UMNPOBU3AYUI0 NPOUUMAHHO20 UNIU 020, YMO COUIA HYHCHLIM 3ANOMHUMY,
6e334a10cmHO omcekas Menooudeckue Uiuulecmed, Hacmotiuueo Kpyua 8 NoUcKax
YMpaveHHOl meMol, HAWYNbI8As. CMbICI080€ 10P0 npou3eedeHust, npu MUHUMANHBIX
2apMOHUYECKUX CPedCcmeax».

«B meueHue eceli 8ecHbl <OHA> pabomana Had copoxka 08yms IK102amu (U3 cemu
cOOpHUKO8, N0 Wecmb nbec Kaxcovlili, Komopsie I Kpwiumen Tomauiex 8sinycmu
8 1807-1823 200ax).



— Tot 8nosiHe cnocobHa cokpamums ux 0o cemu, — ckasan XKopa.
— Moscem Obtmo, daxce do mpex».
S mymaio, uto KuHbsip 66171 661 paji «ByKOBMHCKMM MECHSIM».

2.

EcTb OIMH BOIIPOC, MHTEpeCYIoUIuit cayuiaTeneil JeCATHUKOBA; OH 3ByYUT
B pa3HbIx GopMax u mo-pasHomy GopMyamnpyeTcsi, HO BOSHMKAET YacTO U 3aJaeTcsI
C HEKOTOPOJI CTeIeHbI0 B3BOTHOBAHHOCTH. Baia pa6oTa, rOBOPSIT MHTEPBbIOEPHI,
3TO BCEIZia OTBET Ha YTO-TO yKe CKa3aHHOe, TEKCT, CJIeAYIOIMIA 33 SPYTUM (My3bl-
KaJbHBIM, TUTEPATyPHBIM), BO3paskalolnit, COrMaliaoumuics, pa3aBUraroimmii
(MHOIAA 0 HEMBICAVMBIX MacCIITab0B) I'PaHMIIBI YOK€ KeM-TO CKa3aHHOTO — KaK
ecny 6bl [Tbsitiiouia wiv CTpaBMHCKMIL ObLIV TEPPUTOPUSIMM SI3BIKOBOTO PaCIIIN-
peHus, U B 3TUX Kpasix TOBOPUIIM Tellepb Ha s3bIKe JIeCATHUKOBA. A MOXKeTe JIU Bbl
MUCATh MY3bIKY OT EPBOTO JIUIIA, KAK eC/u ObI 10 BAC HUYETO He BbUIO — «C Hy/s»,
«YeNUKOM U NONHOCMBI0 USHYMPU», TaK, KaK AlaM JaeT MMeHa 3BepsiM U pacTeHUSIM
B TOJIBKO UTO COTBOPEHHOM MUpe? YMeeTe i1 Bbl AYMaTh He B PeXMMe OTBETa,
a B JIOTMKe COOBIIeHNsI?

JIpyruMu cioBaMu: Iiie 3,eCb aBTOPCKOE «s1» CO BCeM IIpeANIMCaHHbIM eMy
COBPEMEHHOCTHIO 6araskoM — YHUKaIbHOCTBIO BUIEHVSI, TBOPUYECKUM ITI0UYEPKOM,
6uorpadueii, HemoBTOPMMbIM 671267186718, 065I3aHHOCTBIO TOBOPUTB TO, UTO 10 HETO
HUKOMY ellie He foBoauaock? Ha ato Jleonna ApkagbeBud oTBevaeT C 3aBUHBIM
CMMpPeHMeM, YTO TakK YK BBIILIO, TaK S yCTPOEH: He TBOpell, HO peMeC/IeHHUK,
KOTOPOMY HYKHO JJIs1 pAaGOTBI UTO-TO BHEITOJIOXKHOE, HaXOsIIleecsi BHE YCTAaHO-
BUBILIEiCS cucTeMbI Oskumanmit. [Ibsiiosia, lly6ept, CTpaBMHCKMI, XapMC: MBICTb
IlecITHMKOBA OGKMBAET Uy3KyI0, Y3Ke YCTaHOBIEHHYIO KeM-TO KOHBEHIIMIO, MHOTIA
NepenychIBasi ee MOJHOCTbIO, OT UM 10 OCHOBAHbS.

3.

B omHOM MHTepPBBIO [leCSITHMKOB TOBOPUT 06 IHOPO/IHOJ ITI€PBOOCHOBE CBOMX
COUMHEeHMI1, BHEIIHEM VIMITY/IbCe, 32 KOTOPBIM OH MIET ¥ OT KOTOPOTO OTTaIKVBa-
eTcsl, OUueHb KOPOTKO: « HA3b16a10 3mo "Maxead@un”». [IpounTas, s OLITA IYIIUTD.
Bukunenyst o6bsICHMIIA, YTO MAKea(uH — KMHOIIHBIN TePMIH, 06003HAYAIOIIMiT
IIpeIMET WM COBBITHE, KOTOPbIe HEOGXOAMMSBI AJIs Pa3BUTHMS CIOXKeTa Y XapaKre-
POB — ¥ IIpY 3TOM COBepIIEHHO HeBaXXHbI caMy 110 cebe. CyHAYK C MMPATCKUMU
COKPOBMIIIAMM, 32 KOTOPBIM BCE OXOTSITCS M KOTODBIi He JOCTAHETCS HUKOMY, MU
YeXOBCKOe PyKbe, KOTOpPOe MPOBVICUT Ha CTEHE BCe TPV aKTa M TaK U He BBICTPEINT,
6yIyT, HaBepHOe, GJIVKANIIMMY aHAJIOTaMMU.

MaxraddnuH MoXKeT jeskaTh Ha CaMOM BUY, MOKET MeJIbKHYTh ¥ ICYe3HYTh
B CaMOM HayaJie, Ho 6e3 Hero McTopus He 3akpyTuTcsi. CaMmoe MHTepeCcHoe 371eCh — 3TO
coueTaHye Npefie/IbHOI BasKHOCTY 11 aBCOMIOTHO He3HAYMUTeTbHOCTY HauaIbHOTO
MIMIIyJIbCa, 9TOJ CaMoii TOUKY OTCYeTa: KaK ecyy Obl ACTBYIOMIMI MUD MOKHO
6BITO IOCTPOUTD U3 YETO YTOJHO, C YeThIPEX HOT, KaK B TeJI€BU3MOHHOM LIOY.

HoBast rapMoHMs 6epeT 3a OCHOBY IyCTYIOIIVIe 060I0YKYM cTapoit. Tak 1o mMern-
KOJi KOCTOUKe [JOCTPanBaIOT OOJIVK 171e31o3aBpa. Ho JlecITHMKOB He 3aHMMAEeTCs
HJ pecTaBpanyeii, Hu CTUIM3aLMelt — TO, YTO OH JielaeT Ha OCHOBE Uy)KOTO TeKCTa,
HauyMHaeTcs ¢ 0T6opa U orpaHnueHus . JInnrHee, He CIIOCO6GHOE K BbDKMBAHUIO
B HOBBIX YC/IOBMSIX, OTCEKAETCsI; OCTAeTCsI TO, YTO CIIOCOGHO IPOpacTy Ha Apyroii
riaHere. ICXOOHMK CKMMAETCs], CryLiaeTcs 4o 06o61iaonieii GopMyIibl; B HEKO-
TOPBIX CITyYasix — JO 3aBUTKa.

4.
OnHa U3 KOJIOHOK, HallMCaHHBIX JleCITHUKOBBIM KOTAA-TO IJIs caiiTa
OpenSpace.ru, Ha3bIBaeTcs «Alien BcTpevaeTcs ¢ KIacCukoit». ECTh McKyIe-



HJME CUUTATD 3Ty (POPMYIMPOBKY OMMCAHMEM aBTOPCKOTO METOA, YHUKAIbHOTO
croco6a MPUBUTH KIACCUYECKYIO PO3Y K ITOCTCOBETCKOMY IMuKy. Ho KaTeropum
3TOro pojia (COBETCKOe, aHTMCOBETCKOE, TOCTCOBETCKOE, TOCTKOJIOHUATbHOE,
KaKoe TaM elie) TyT He paboTaioT — My3bika [leCITHMKOBA IPUCYTCTBYET MPH
(¥ CBUIIETENILCTBYET 0) APYroM, 6osiee 6a30BOM, pa3jioMe, TAe MOIUTUIECKOe
OKa3bIBAETCSI YACTHBIM CTyYaeM 3TUUECKOTO, @ CUTYaLMsI UY>KOTO MPUMEeHUMa
K 71106071 MBICJIMMOJi M HEMBICIMMOI BCcTpede. Kaskablit «IVMBHbI HOBBIA MUP»
0o6GHaskeH, KaK OY/TO YBUIEH BIIEPBbIE — B CABUHYTO OINTHUKE TIEPEMELIEHHOTO
nuua. KynerypHas reorpadus ncropudunypyercs, 060t maHamadT — He JaH-
HOCTb, a CJIeCTBYE, PE3YJIbTAT CMEIIEeHNI, BHIBUXOB, KATaCTPOd, SI3bIKOBBIX
u 6uorpaduueckux TynmkoB. OTCIoZa MOBBIIIEHHAS YyBCTBUTEIBHOCTD K JIIOGBIM
rpaHUIIAM U HACTOMUMBOE KeJlaHVe UX He [epeceyb, a nepecekams, ellie U elle pas
3aXOAUTD TYAA ¥ 06PaTHO, 06KMBAs HUUBIO 3eMJII0, fieJiasi HeMTPaIbHYIO MOI0CY
MIPUTOLHOI [IIsI OCMbICJIEHHOTO CYLIIECTBOBAHMSI. B TOI ke CTApMHHOI KOJIOHKE
IlecITHMKOB BCIIOMMHAET CJI0Ba KOJIIETM, MAHHOBCKOTO AfipuaHa JleBepKioHa,
0 TOM, UTO «NPOBECMU 2PAHULY YyXCe 3HAUUM NPeCMyNnUMmMs ee».

Hapy1eHne rpaHuIbl OKa3bIBAETCS 00SI3aTEIbHBIM YCJIOBMEM BbICKa3bIBAHUS;
My3bIKa JIeCSITHMKOBA MIOCTOSIHHO TPAHCTPECCUPYET — BBISICHSIET OTHOILEHMS MEXKIY
CBOVM M UYKMM, YaCTHBIM M OGIIYM, KJIACCUKOI U ITOTICO¥, KOHTPabaHolt Iepe-
TMIpaBJIsis Tya-CIoJia BCe, UTO MOXKET eii IPUrOIUTHCS. /1 MeHs 8000We 8cez0a ObLia
BAHCHA IMA MeMA: KAK NPUMUPUMB 8bICOKOTI00YI0 MY3bIKY (K KOMOPOLi | NpUHadexy
8 CUJTY C80€20 NPOdeccuoHansHozo cmamyca) ¢ 0patieom, Komopozo eii max Hedocmaem,
HO KOMOp020 Max MH020 3a npedenamu akademMu4eckozo azeps», — TOBOPUT OH LIe-TO.
Ho kakeTcst, 4TO peub UIET He O IPUMUPEHNY, & O CO3JaHUM HOBOJ, HE3aBUCUMOI
TEPPUTOPUH, T/I€ STIEMEHThI HECOBMECTMMBIX CUCTEM CKIIaZbIBATNCh ObI B PyTHE,
60os1ee XKM3HECITOCOOHbIE, KOMOVHALIVIN.

YeM-TO 3Ta yTONMS [10XOKa HAa MY3bIKaJIbHbI MUP ByKOBUHBI, KaK OIMCBHI-
BaeT ero KOMIIO3UTOP: MeCTO, I/le YKPauHCKas My3blKa MEeHSIeTCs B pe3y/bTaTe
MHOXeCTBa HaCJI0eHUI ¥ CMelIeHMii, U eBpeiicKue, pyMbIHCKIE, GaTKaHCKMe
B/IMSIHMA («JaXe YTO-TO BPOZe TUPOJIbCKUX Jio1eli») He JAI0T el 3aCTbITh, IPU-
HSITb OKOHYATENIbHYIO GopMy.

5.

Kaskercs, 1060e 060011eHMe BBIBEPHYTh HaM3HAHKY, ¥ OHO 6yIeT paboTaTh
He Xy)ke npeskHero. ONHO U3 CaMbIX 3HAMEHUTbIX OIMCAHNIT PYCCKOTO MEeHNMS], JAHHOe
ToscTbIM, 3BYUUT TaK: «/[10i0WKa nea mak, Kak noem Hapoo, ¢ mem NOAHbIM U HAU8-
HbIM YOexcOeHUeM, Mo 8 necHe 8ce 3HaueHUe 3aKA0UaAemcs MOJIbKO 8 C108ax, MO
Haneg cam co6oti npuxodum u umo omoenbHo20 Hanesa He Ovl8daem, a Mo Hanes — Max
mosbKo, 0151 ckady». [pu skenaumu (1 He 6e3 OCHOBAHUIT — BCTIOMHUM JeCSTKY, eC/IN
He COTHU, TEKCTOB «Mypku» miu «KprnmumMKoB», HEKOTOpPbIE U3 KOTOPBIX He Tepe-
CEKAKTCS HU eIMHOI CTPOKOIT) MOKHO [IePEBEPHYTh KOHCTPYKIIMIO M CKA3aTh, UTO
BaKEH HAIIeB, & CJIOBA TOJIBKO TaK, ISl CKIIAAY. BaskHa Jivt 171t «ByKOBMHCKMX TIECEeH»
TEKCTOBast OCHOBA, MMaMSTh O KOTLATOLIHMX CIOBAX U CIoXeTax? Mbl 3HaeM, 4TO
[OHaYay KOMITO3UTOP He IUIAaHMPOBA/I YKa3bIBaTh Ha3BaHMs [1eCeH; B GDMHAIBHOM
BepCUM OHYM MIPUCYTCTBYIOT — HO CKOpee B peskuMe MOK/IOHA, 6J1arolapHoro yIioMu-
HaHus. YTo JAIOT HaM (Ha YTO YKasbIBAIOT?) 3TV CTApMHHBIE CBaIbObI ¥ TIOXOPOHBI,
paccTtaBanust v ropeBanusi? [louemy st OPTENbIHHOTO IIMKIIA TAK BaXKHA TAMSITh
0 TOM, YTO BCE 3TO ObLIY MECHU?

MosKeT GbITh, 1eJI0 B TOM, UTO U MECHSI — HeiTPaIbHAas TEPPUTOPHUSI, HUUbSI
¥ 061Iast 3eMJIsl MEKIY YTOHYBIIMM JOCEKYJISIPHBIM MUPOM, T/ie KaXKI0i CuTya-
LMY COOTBETCTBOBA 06D, OCBSIIAIOLINIA €€ U BIMCHIBAIOLINIT B CETKY O6IIEro
OCMBIC/TEHHOTO CYIIIeCTBOBaHMS, — M pacyepueHHbIM IIPOCTPAHCTBOM COBPEMEHHOM



KyJIBTYDBI, T CTYIIATeNb JO/DKEH COOTHOCUTD Ce6sI C aBTOPOM, €r0 KOPITYCOM TeK-
CTOB, MCTOPMEIA, CTUIIEM. B 5TOM CMbIC/Ie OHa Ipefie/IbHO IeMOKPaTMYHA: B [TeCHe
«sI» HUYEeM He OTJIMYAeTCsI OT «Mbl», OIIMHOKMIA FOJIOC OT O6IIEero Xopa, — «5» 3TO
BaKaHCUsI, BEUHO OTKPBITAsI [IJIsT JTF0OOTO JKeIaIoIero, MecTo, rie Kakoi-Hubyab
Tletp IleTpoBuy, Jleouna ApkagbeBud u IMutpuii IMUTpueBud CyIeCTBYIOT
Ha paBHBIX [TpaBax U Jaske OCTABJISIIOT KAKOe-TO MeCTO it MeHsl. [lecHs pa3iBu-
raeT YeJI0BeYeCKMii OIIBIT, IPUPALIBAET €r0 IIOBTOPaMu, pedpeHamu, ThICTIaMu
NepeBMPAIONIVX UCIIOTHEHWIA. B ITecHIo, Kak B peKy, MOSKHO BOJTH C JIIOOOTO MecTa;
IUISI 9TOTO Jaske He 00SI3aTeIbHO MeTh XOPOIIO.

6.

VI3BeCcTHO, UTO Ha 0YepeHOIi BONPOC O TIOPEMHO-CCbIIBHOM 3MM30/e CBOeji
6uorpacduu Bpoackuit He 6e3 pasmpaxkeHust OTBETUI: «5 0MKA3bl8al0Ch 3Mo dpama-
mu3uposamo». OMVH U3 CaMbIX MHTEPECHBIX CIO3KETOB (13 TeX, B KOTOPbIE IbITAIOTCS
BIMCaTh [lecSITHMKOBA CO6eCceTHVKM, @ OH OT HUX 6e3 0c060Tr0 TPYa YCKOIb3aeT) —
OTHOLIEHVISI KOMITO3UTOPA C Pa3HOTO POZia Pa3MAIIMCTBIMY OGOBIIEHUSIMMUA: PyCCKast
My3bIKa VS. 3ar1aiHasi, COBETCKOE VS. IOCTCOBETCKOe, MOJEePHM3M VS. aBaHTrap/,
HY M TaK ajee. B KaXXIoM ciTyyae eMy IIpe/ijiaraioT CelaTh BBIOOD: yKa3aTb CBOe
MeCTO B 3TOJ1 cXeMe, IPUIICATh Ce6sT K OJHO 13 CTOPOH (HECOBMECTMMBIX, KaK
npenrnosnaraetcst). OH u306peTaTebHO YKIOHSIETCSI OT OTBeTa — BepHee, OTBeuaeT
Ha KaKoJ-TO gpyroit BOIpoc.

KaskeTcst, YTO 1O OTHOIIEHUIO K 0601 TPaAULIMY (U IUPE, K TI0001i cucteme)
IlecSITHMKOB MPUHLMITMAIBHO 3aHMMAET ITO3MULIMIO0 Yy)KaKa, IPUILesIblia, YeJoBeKa,
HaXOZSILIErocsi BOBHE — U IIPY 3TOM BHMMATE/IbHO, YB/IEUEHHO, HE)KHO M3y4alollero
ee MeXaHMKY B KaKX-TO CBOMX, He OYeHb IIOHSTHBIX MECTHOMY HaceleHMIO BUIax.
JTO MeHbllle BCero MOXoKe Ha JIOTMKY POMaHTU3Ma C ee M3T0sIMM U TParudeckummu

TeHOpaMu. «[103ThI — JKUIBI» ¥ repondIecKyie M3THAHHMKY IIPUCYTCTBYIOT B paboTe
JlecsSITHMKOBA He Kak ajbTep 3r0, HO Ha PaBHBIX ITPaBax Co BCeMY, YBUIEHHbIe ¢ Gec-
KOHEYHO JaJ7IeKOT0 PacCTOSIHMSI, [71a3aMM JIOOOTIBITHOTO MHOCTPAHLIA UM aXKe
MHOTUIaHeTsIHMHA. MMp 0Ka3bIBaeTCsl OTKPBITON TeppuTOpueli: HalMOHA/IbHOe,
UI,E0NOTNYECKOe, MCTOPUUYECKOE MOKHO Iepe6upaTh, KaK KaTYIIKM C IIBETHIMM
HUTKaMU, B TIOUCKAX TOYHBIX COUETAHUI U COOTBETCTBUIL. «5 KaK pas xomes cka-
3ams (peus udem o "Pycckux ce3oHax" — MC) 0 pazoMKHYymocmu pycckozo Menoca.
51 xomen paccmompems pycckuii onvkaop 6 uucie opyeux. Konaukm mexncdy pycckum
U egponetickum moicem 0slmy UCKYCCMBEHHO CNPOBOYUPOBAH UOE0JI02U1eCKUMU Che-
KyAssHmamu. (...) Ha amoii meppumopuu Mot uzpaem 8 HeKyio cmunesyio uzpy ho nepe-
meKaHur "pycckozo" 80 umo-mo dpyzoe — 8 baxa, 8 Cmuea Paiixa, 8 cmapyto My3biKy
ppaHko-pramandckoli wikonsl u m.n. 1 mak npodonxcaemcs om Hauana 00 KOHYa».

Tak 1 MPOJ0/KAeTCsI; UCKITIOUEHN 1 HeT, KaKeTCs, Kak HETY U M36MPaTeTbHOCTH.
C 6/IM3KMM eMy MaTepPUAIOM — PYCCKUM, €BPEiCKUM, YKPAMHCKUM — [[eCITHUKOB
paboTaer Tak ke, Kak CO BCEMMU OCTaTbHBIMM, BBIHOCS C80€ JAJEKO 32 CKOOKM,
Jeiast JOMaIIHWi1 3BYKOBO# MUp Bce 6oJiee CTPAaHHBIM, MTHOCTPAHHBIM, BCEOOIIVIM.
JlokanbHOE pa3MbIKaeTCsl, CTAHOBUTCS YacTbI0 MMPOBOTO.

7.

B ognom muceMme llenmuury HoBanmyic dopmynupyeT HeoskMIaHHYIO U yBIIe-
KaTeJIbHYIO UIeI0: «B KOHeuHOM cueme, 11006as n033us — 3mo nepegod». Ecim ¢ sTum
COITIACUTBCS B IIPUHIUIIE, TO IIEPEeBOMIOM (C sI3bIKa Ha 43bIK, CO CMbIC/IAa HA CMBICIT)
OKaXyTCsI e/1Ba I He BCe 3HAKOMble HaM BUIbI MUCKYCCTBA; My3bIKa JleCITHUKOBA
TMOZIXOZINT TIOZ, 3TO OIIpefie/ieH} e MealbHO, CIOBHO IS Hee U IPUAYMbIBaIN. MbICIb
0 IepeBoJie — 0 PAaBHOIIPAaBHOM CYIIeCTBOBAHNM O0O1LIei TeMBI B Pa3HBIX MMpPax
¥ KOHTEKCTaX — BaKHa ellle U IIOTOMY, YTO OHa 136aBJsieT Hac oT gedopmMupyro-



X Mmo3uit. Harmpymep, OT Bepbl B MOHOLIEHTPUYHBII MMP C €r0 3epKaJIbHbIMM
63HeIIaMy — KOMIUIEKCOM ITPOBMHINM ¥ KOMITIEKCOM MeTpornosyyu. 06 ofHOIi
M3 9TUX CXeM FOBOPUT Iae-To JecsiTHUKOB: «CmpasuHcKuil 0C03HAasal, umo yeHmp
MY3bIKANBHOU KYyNbMYpsl HAX00UmMcs 8 Hekoli oobpaxcaemoli Bere, 8 udeanvHotli
Tepmanuu, ecnu yeooHo. A uepm dozadan e2o podumscs 6 Poccuu, 6om oH u nosepuyn
myoa, 2de, KAk emy Ka3anocs, HaAXooumcs yeHmpy. JIjisi Hero, BHMMATEIbHOTO CITy-
maresst CTpaBMHCKOTO, LIEHTP BCeraa CMelleH, HAXOOUTCSI B CTOPOHE OT HaIIMX
OKMZIaHWIA, — Y IOCTOSIHHOE JIBVDKEHMe JIeNIaeT T06YI0 TOUKY Ha Ky/JIbTYPHOI KapTe
OJHOBPEMEHHO BOOGPakaeMoii 1 peanbHOIi, UAeanbHO Y IPU ITOM IIPUTOTHO
IUIST MOAMMUKALMIA, UHTEPBEHIIVI U TIEPEBOIOB.

8.

Hawu pyku epabnu,
Hauwu znaset samol,
Ymo 2naswi 3asudiom,
To pyku 3azpabom.

B 13BeCTHOM CMBIC/Ie BCSI MMPOBAst Ky/IbTypa OKasbIBaeTcst 1St JlecITHMKOBA
9[aKMM IPaH/IMO3HbIM MakrapGHOM, IOCTOSHHBIM IIPUCYTCTBMEM, KOTOPOE
OIHOBpPeMeHHO He06X0aMMO 11 Heobs13aTebHO. O6CysKAast CBOIO «3MMY CBSILIEHHYIO
1949 ropa», OH ONMCBIBAET HAYaIo paboyero MpoLecca Kak «HeKy apXeon02utecKyio
cumyayuto». PaccTosiHMe, OTCTPaHEHHOCTb, MepLalollee MPUCYTCTBUEe-OTCYT-
CTBME YY)KOTO TEKCTA JaeT BO3SMOXXHOCTb BUIETb BECh KOPITYC MUPOBOJi My3BIKYI
KaK apXyB — KaK CBOIO 3alMCHYIO KHIVKKY, G0JIBIION KaTalor A, TOTHbIX AT
peamm3anyn. Ho My3bIKOJi Ieio He orpaHMYMBaeTcs. [lepBOHAaYaIbHBI MMITYIIbC
He 00513aTe/IbHO JIO/DKEH ObITh 3BYKOBBIM: Pa3roBOP, KOTOPBIV KOMIIO3UTOP BefeT
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co CTpaBMHCKMM-UeoBekoM, CTpaBUHCKMM «[Iyanoros ¢ KpabTom», BUiEeH B KOp-
Iyce ero COYMHEeHMI1 He MeHbllle, UeM IIPUCYTCTBUe «BecHbI cBsIIeHHOI». To ke
MOXXHO CKa3aTh M O CJIOBECHOCTM; MaJIO KTO U3 PYCCKMX KOMITO3UTOPOB JI0 TAKO
CTeIeH” COOTHOCUT Ce0sl C INTePaTypOit, — U Pedb He TOIbKo 06 OneitHMKOoBe
u Xapmce, KOTOpbIe COCYLIEeCTBYIOT B My3bIKe J[eCITHUKOBA C UTATbSIHCKUMU
6apOYHBIMM aPUSIMU U COBETCKUM YU€OHMKOM aHIJIMIICKOTO, U3TAHHBIM B 1949-M.
CrnoBapHblit cocTaB JlecITHUKOBA TaK WU HAUe GOPMUPYETCs: CErOAHSIIIHUM JIUTe-
paTypHBIM ITPOIIeCCOM, GEPET B pacyeT Bce, UTO IBICKETCS Y MEHSIeTCs — OT EyleHbl
llIBapu u Bragumupa CopoknHa o AekcaHapa AHaIIeBy4a — Tak YyTo GOIbKIOP
«PyccKMX Ce30HOB» CMeIlaeTcsl K 30He JIeViCTBUSI aKTyaIbHOM IT033UM:

Kax Ha (t)amom,

0X, Ha ceeme

YCé xce Ham Haoo.

A Ha moMm xce, oil, Ha caeme
HUYO0X HaM He Hado,
MOJILKO ¢ HA00

00UH caxceHb 3eMJIU,
yamoipe docmoyku.
Annunyiis, anaunytis,
cnasa mebe, Boxca!

9.

OpHa u3 no3gHuX KHUr ['eHHanus Aiiry Has3biBaeTcst «[IOKIOH — MeHUIO»;
M TI0 CTPYKTYPE, ¥ TI0 YCTPOIICTBY peuy OHA OUeHb He TI0X03Ka Ha JPYTHe ero
CTUXM U OUKIIBL. OHA COCTONUT M3 TPEX LIMKIIOB, IIEPBBIii M3 KOTOPBIX HAIMCaH
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emie B 1988-91 rozny, octasbHble — B CAaMOM KOHIIE JeBSTHOCTBIX. Y Hee eCTb MO/l -
3aroyioBoK: «CTO Bapualuii Ha TeMbI HAPOIHbIX TIeceH [T0BO/KbsI» Y1 HECKOIbKO
snurpacdos, Bce 13 l'apyHa-MuxaiyioBCKOTO — 13 IIOBECTH, B KOTOPOI YeI0BeK
¥“3BHE, BHMMATeJIbHbIM HA6/II0aTe/b, CMOTPUT U CIYIIAeT, KaK YyBaIlICKue
JIeBYIIIKY MOIOT Ha BECEHHEM MpasaHuKe. «5 npuuies 8 ce0s U 6 omeem Ha ux
NOKJIOH, NPOHUKHYMbLU U cam NPUBemoM, yeaiceHuem U Npu3HamenbHoCcmoio,
NOKJIOHUCS UM».

Tpu TeTpaau 8apuayuti-noka0H08 — YyBallCKye, TaTapCKye, MapuiicKue Hapoy-
HbIe MTeCHY, TIPAKTUUYECKY HE CYLIECTBYIOIINME CETOAHSI BHE YCTHOTO MCITOTHEHNS,
He IepeBeJIeHHbIe U He U3aHHbIe TI0-PYCCKM — AJTY ITepeBOJUT, Kak 3a PYKy
yepes MOCT, B MHOI MMD: 6e31MyHOoe-0011ee B YaCTHOE-aBTOPCKOE, TeCeHHOe
B MMMCbMEHHOE, HY ¥ He B ITOCJIeJHIO ouepeb MHOSI3bIYHOe B pycckoe. Pa3pa-
GOTaHHbII SI3BIK UMIIEPCKO KyJIbTYpPbI XOPOLIO 06y4YeH B6UPATh B cebs uyskoe,
9K30TUYECKOE, TPaHCHOPMUPYS ero — Aesast CbeL0GHBIM, TOTOBBIM K YIIOTpe6e-
HUIO U TIepeBapMBaHuio. JIpyroe meno, 4To A1 Ay pOaHbIM ObUT YyBaIICKUIA,
Ha HEM OH ¥ HauMHaJI KOTJa-TO MICaTh; PYCCKMIA I3bIK M PyCCKast T033Mst ObLIN
He JaHHOCTBIO POXKAEHMS, a TEPPUTOPUET CO3HATETHLHOTO BbIGOPA, ONIPeIeUB-
IIIET0 MHOTOE B €r0 MIO3TUYECKOi cTpaTternu. Bo3spaiieHue K GonbKIopy Maibix
Hapo10B ITOBOJIKbS — AT B CTOPOHY, YXO[, C 0GKMUTOTO IPOCTPAHCTBA, U MTOHSTD ObI
KyJa — Ha3aJ, JOMOIi, 11y B6OK, Ha HeiTpasbHylo nosnocy? [lepeBoanut in Aiiru
TaTapckyue ¥ MapuiiCKue eCHU Ha SI3bIK IPUHYAUTEIbHOM KYIbTYPHOI HOPMBI —
WV TIPUBOJUT PYCCKUI MMCbMEHHBIN K COCTOSIHMIO ChIPOTO HEHOPMUPOBAHHOTO
PaBeHCTBa, JIEIAT ero 3aHOBO 110 06pa3iry pogHoro? [e CylecTBYIOT CTO 8apuayuti
(Ha HEM3BECTHYIO HaM, He CYIIEeCTBYIOIIYIO TI0-PYCCKM Mmemy) — Ha HUUbei 3eMie
MeKIY KyJbTYypaMu, Ha HEMBICJIMIMOM PaCCTOSTHUY OT TOM M PYTOi1, BHE MY3bIKU
Y TIOYTU YTO BHeE sI3bIKA?
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Bapmarym Aiiru ycTpoeHsI OIMHAKOBO: KaXXast 13 TIeCeH UV IIeCeHHbIX (pa3
(MBI He 3HAaeM IV MOYKEM TOJIBKO JOTabIBAaThCs 06 OPUTHHANAX U O TOM, HACKOJIbKO
6/IM3KO WM JAJIeKO OT HUX OKa3bIBAeTCs M03T) 06pabaThIBaeTCs, ClIPeCcCOBbIBA-
eTcsl, [OBOJUTCS 10 OOHOTO KyOMKa, 10 OTAEIbHO CTOSIIEro HepuhMOBaHHOTO
YeTBePOCTHMILYISI, 06Pa3yIollero TepPUTOPHMIO ITecH!. MIHOT/Ia TaM MOXKHO yrafjaThb
ouepraHysi 06pasla, IPOCMaTPUBAETCS CTAPMHHASL KOHCTPYKIVS (/I 3TO TaK
Ka)keTCsl BHEIIHeMY Habiofareno?). IHOrma aBTopy OCTaTOYHO OHOTO CI0BO-
co4YeTaHMs1, OTHOTO 3aBUTKA. KOPOTKMe CTMXOTBOPEHNSI IOUTH He CBS3aHbl MeXIY
co60it. Y HUX cBOeo6pa3Hasi, 0co6eHHast TEMITIOPaTbHOCTD, Pa3BEPTHIBAONIASI TEKCT
B PeXXMMe 3aMeJI/IeHNs], TaK YTO KaXK/bIi GparMeHT OJIMTCS M JJINTCS, He KOHYAsICh,
KaK BY/IEOPOJIMK, TIOCTaBIEHHbII Ha peskuM 6€CKOHEYHOTO BOCIIPOM3BeIeHNs.
U fa, Mx IpeKpacHblii pyCCKUIA S13bIK Hafle/IeH Bceli CTPAHHOCTbI0 MHOCTPAaHHOTO,
YBUIEHHOTO 13BHE, 13 6ECKOHEUHO JOCTOBECHOI JaIin:

Bom, yxce ucuezaiom

8 noJe, cpedu KoaoLiell.

Ve He CbluiHO OYOEHUUKOB.

Mbl Kak nmuyst cmoum.

51 pymato, uTo JleCATHUKOBY AOJIKeH HPaBUTbCS «I[IOK/IOH — IIeHUIO».

10.

B noBectu ['apuHa-Muxait;ioBCKOTO repoii CTyIaeT o6psiIoBbIe TIeCHMY, TTBITAsICh
MOHSITh, O UeM 3TO, KaK YCTPOEHO.

«OHu cmompenu neped coboti u nenu.

— O uem norom oHu?

— be3 cnoe nowom, — omeeuan HepeHo cmapuk, — mak 6ydym nems oHu, Kozoa
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nocne cmepmu notioym k Type. OHu 6y0ym cmompems npsiMo 8 21a3d U HA 20710C
notioym... Yenosek GedHblil, Hem HUu€20, MHO20 2pex08... ToNbKO Ha 2010C, HA 00UH
20110¢, 6e3 108 notidym».

Tak, B peskumMe TIoCcMepTHsi, 6e3 ¢JI0B (C7I0Ba ObLIN NPocno 0711 cK1ady, TOTOM
TOJIBKO MOAIPa3yMeBaIMCh, IOTOM TI€PeCTaIV 3HAYMUTh XOThb YTO-TO U IIPEBPATMIIUCH
B Ka3eHHYIO OMPKY Ha HOTe OPOIIEHHOTO Tesia) paboTaloT «ByKOBMHCKME TIECH»
IecsatHukoBa. Kaxxpas 13 HUX 0603HavYaeT (MIPeACTaTeIbCTBYET 3a) KaKyI0-TO BO3-
MOKHOCTb, HaTIpaBieHye MbIciu. To, YTO B HMX GBUIO YaCTHOTO (C/I0Ba, HA3BaHMe,
CIO’KeT) 3HAUUT CTOJIBKO JKE VIV MEeHBbIIIE, YeM TO, UTO ObIT0 061MM (HOTBKIOPHBIM,
HALMOHAJIBHBIM, ICTOPMYECKVIM). B iepeBosie [leCSITHMKOBA OHYM CTAHOBSITCS] YMCTHIM
IIBIDKEHVEM, CYICTEMOVi BEKTOPOB, FOJIO¥ U MTPUOPAHHO CXeMOi MOTEHI[MAIbHOTO.
TO, YTO HAUYMHAETCS KaK pa60Ta C JOMMMCbMEHHBIM, IOMY3bIKa/IbHbIM ITPONILIbIM,
MpeBpaIlaeTcs B MCC/IeNOBaHMe ellle HeBUAMMOrO, e[[Ba MbICJIMMOTO GYAYIIIero.
IToCTCKPUNITYM CTaHOBUTCS anUrpacdoM, MpolaHue — obellaHneM: mpeToaueit
K YeMy-TO HOBOMY.

11.

Cpenyt BO3MOSKHBIX 31TUTrpadoB K TOMY, UTO 06€eIaloT «ByKOBMHCKYE TTeCHN»,
eCTb ¥ TaKOJi, OUueHb U3BECTHBIN, HO ceifyac, B CUTyalyHu, Korna obuiee Gyayiiee
HaKPeHWJIOCh U uepriaeT BoAy 60PTOM, KaK JIO[Ka B HEITOTOMY, KaXKeTCsI, YTO ITO
HamnyucaHo Buepa Uy CerofHs.

«qacmo npuxooumcs cvliuams: 3mo Xopouto, Ho Imo 8uepawiHuii 0eHv. A s 2080pio:
suepawHull deHs euje He poduscs. Ezo euje He 6bL10 no-Hacmosujemy. 5 xouy cHosa
Osudus, ITywxuna, Kamynna, u meHs He yoosnemaopsem ucmopuueckuti Osuout,
Iywxkun, Kamynn. (...) Kazanocs st — npouen, u naowo. IIpeodonen, kak meneps
2060psam. Huuezo nodo6Hozo.
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Hmak, Hu 00H020 nosama euje He 0bL10. Mol c80000HBL 0M 2pY3a 80CNOMUHAHULL
3amo ckonwvko padocmHwuix npeduyscmauli: ITywikun, Osuduti, Tomep».

Psini, Ha3BaHHbBIN MaHJenbLUITaMOM, MOXHO ITPOJO/IKaTh; B 30He, KOTOPYIO
0CBaMBaIOT/IIePeCMaTPUBAIOT GYKOBUHCKIE MTPETIONUI, BMECTO STUX UMEH MOKHO
mozctaButh Apyrue: LlyGepr, lllyman, PaXMaHKHOB — HUKOTO M3 HUX €Iile He GbUI0
M0-HACTOSILIIEMY, BCe MOXKHO HAuaTh C Hauana. «<ByKOBMHCKME ECHW» — 9TO KHUTA
TaKMX HAYal, My3bIKaJIbHBII anaBuUT, HEOOXOOVMBI IS OMMCAHVISI HOBOTO CE200HS.
Kak s1106as1 11e/I0CTHas CUCTEMA, IIYKIT ITBITAeTCSI ObITh TOTAJbHBIM, PACKAaTaTh CE0St
IO TPaHMII, B KOTOPbIE YMECTUIIOCHh ObI BCE BO3MOKHOE — KaK CJIOBaphb HEITOJIOH,
1oKa He JoigeT fo nociaengHero «S». V JlecATHMKOBA, Kak U y ero ImpefiiecTBeH-
HMKOB, TIPEJII0IMIA [BAAATh YeThIPE, TI0 YMCTY TOHATBHOCTEI, UAeaTbHOE YUCIIO,
OXBaTbIBalolllee BeCb KBMHTOBBIN KpYT. B eBperickoii TpaauIy OCHOBHOI 3aaueii
YyeJIoBeKa 1 YeJIoBeYeCTBa CYMTALTCS [IOUMHKA CTapoOro, 3aBeJOMO IIOBPEXXIEHHOTO
Mupa — 1, IOX0XKe, HaJIo 3TO JIeJIaTh C CAMOro Havaia, elie 1 ele pas.

12.

OpHa 13 KHUT aMepUKaHCKO mcaTenbHUIBI [kaHeT MasikoiIM Ha3bIBaeTCst
«41 anbcTapT» M HAUMHAETCS C ICCE O TOM, KAK OHa MHOTO-MHOTO Pa3 ITbITaeTCS
HamnMcaThb XXyPHAIUCTCKUI TEKCT PO XynoxkHuka [Iasuaa Camie. OHa HAUMHaAeT
C pa3HBIX TOYEK, C PA3HbIX CIOXKETOB, TaK U 3/1aK — U Y Hee HUKAK He MOJTy4aeTcsl.
Wnu nonyyaetcst. [[aMSITHUK 3TOMY HAYMHAHUIO — COPOK OJMH TIepBbIit ab3ai,
COPOK M OIMH CIIOCO6 3d2080pUMb, KOTOPbIE TOHEMHOTY CaMy 000 CKIaIbIBAIOTCSI
B y6eIMUTeIbHbII, €C/IY He MCUEePIIbIBAIOIIMIA, TOPTPET reposi. S faxe MpoboOBaTh
He GyZy: IBeHaIIaTV MOAXOA0B K JJeCSITHUMKOBY He XBATAeT, KaK He XBATWIIO Gbl
M IBaJLIATH YeThIPeX. 3aTO YTEIUNTeTbHO 3HaTh, YTO MOKHO ITBITaThCSI CHOBA M CHOBA.
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Jleounp JecaTHuKOB poauics B 1955 rogy B XapbkoBe (YKpanHa). 3aKOHYMIT
JleHVMHTPaACKYI0 KoOHcepBaTopuio. YieH Coto3a koMmo3uTopoB CaHKT-IleTep6ypra.

ABTOp ueTbIpex orep, KaHTaT, KAMepPHOJi BOKaJIbHOI M MHCTPYMEHTaIbHO
MY3bIKH.

OCHOBHbIE COUMHeHMUs: orepa «Jemu Pozenmans», muoperto B. CopokuHa;
GaneTsl «YmpauenHsle uiio3uu» u Opera; kKamepHasi onepa «bednas JIuza» o Huko-
naro Kapamsuny; «/[ap», KaHtaTa Ha ctuxu ['aBpunia [epskaBuHa; «/110608b U HU3Hb
noama», BOKaJIbHBINM UMK Ha cTvxy Janumna Xapmca u Hukonas OneiiHMKOBa;
«CBUHY080€ 3X0» IJISl TOJI0CA/OB Y MHCTPYMEHTOB Ha cTuxu Jkepapaa Mauau Xor-
KMHCA; «3uma cesujeHHan 1949 200a», cumbOHMS IJ1 XOpa, COJIMCTOB M OPKECTPaA.

ABTOp My3bIKM K punbMam: «3akamy», «3amepsHHaiii 8 Cubupu», «[ToomockosHsle
seuepa», «Cepn u monom», «Mawnus JKusenu», «/[He6HUK €20 eHbl», «Kaska3ckuii
nneHHuk», «Mockea», «MuuieHb».
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Aunekceit Topu60Jb — MMAHNCT, My3bIKaJIbHBII IesITeNb, IIPOJIOCep, 3aCITy-
skeHHbI apTucT Poccuu (2006). KamepHblit My3bIKaHT C OTPOMHBIM peliepTyapHbIM
nyuanasoHoMm oT Baxa 1 MouapTa 40 caMbIX HOBBIX COUMHEHMI COBpeMeHHBIX
KOMIIO3UTOPOB, IEPBLIM UCIIOJHMTEEeM KOTOPbIX OH 3a4acTyIO SIBJISIeTCS.

BoIcTynieHysl NMaHNUCTa, IPU3HAHHOTO BbIAAIOLMMCS MacTepOM KaMepHOro
aHcamb6:s1, mpoxoguiu B KoHceprre6ay (AMctepgam), Burmop-xosuie u ieHTpe
Bap6ukan (JlouaoH), Bepnmuckoit bunapmonnu, leBanaxayce (Jleimiur), KoH-
neprxayce (Bena), Opera Bastille (ITapuk), KenHegu-1ieHTpe (BalmHrToH), JInH-
KoJbH-LieHTpe (Hbio-VI0pK), a TakKe Ha BeylIMX KOHIEPTHbIX clieHax [epMaHuu,
Wspanns, SInoHumn u 1p.

C 1989 roza Anekceit Topu60b SIBASIETCS MHULIMATOPOM M MY3bIKaIbHBIM
PYKOBOAUTE/IEM MHOTUX YHUKAJIbHBIX ITPOEKTOB, CBSA3aHHBIX C TBOPUECTBOM
BBIJIAIOIIEroCs pOCCUIICKOTO KoMITo3uTopa JleoHuaa [IecsiTHUKOBA. 3alMCaHHbI
I10J1, €r0 PYKOBOJICTBOM CayHITpeK K duibmy «Mockea» (pexuccep — AnekcaHp
3enbI0oBUY, KOMIIO3UTOD — Jleouny JecsiTHUKOB) yaoctoeH Grand-Prix IV Bee-
MMPHO# 6ueHHase B Bouue (2002).

SIBnsieTcs o6azaTeneM YHUKAIBHOTO perepTyapa M 9KCKII03MBHBIM VCIION-
HuTeNeM GOpPTENMaHHOM ¥ KMHOMY3bIKM MuKkasna TapuBepaueBa u Mcaaka
IlIBapua.

B 2009-2010 rozpi Anekceit Top160/b TIOATOTOBIUII ¥ TIPOBEJT 6oJiee TPUALIATH
TeJeBU3MOHHBIX IPOrpaMM B paMKax Lukia Ilstoro kaHana «Hous Ha [Iamom»
(«Houw. 38yk. [opu6onb»).

B TBOpueckoM Garaske IMMaHUCTA OKOJIO TPUALIATY KOMIIAKT-AUCKOB.

C 2004 o 2007 romer pykoBoawi @ectuBanem uckyccts B Kocromyxkie (Kape-
nus). B 2008 ronmy cran co3paTesneM U XyA0KECTBEHHBIM PYKOBOJUTENEM JIBYX
ecTmBaneit kamepHOIt My3bIKM: JIEBUTAHOBCKOTO MY3BIKQJIBHOTO (hecTUBaIS
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B [Inéce 1 poccuiicko-GMHCKOTo My3bIKaIbHO-TI0ITNYECKOTO (hecTuBas «B cmopoHy
Boibopea». C 2019 ropa B EkaTepuH6Oypre B EnbunH-11eHTpe Asekceit Topu6osib
MIPOBOAMT CBOJI aBTOPCKUI LMK «[Tocnywatime!».

Anexkceit [opn60b COTPYAHMYAET C COBPEMEHHBIMM KOMITO3UTOpamii: JIeoHu-
oM lecITHMKOBBIM, AstekcaHipom YaiikoBckum, l'eopruem Iesnenyicom, Bragymu-
pom MaptbsiHOBbIM, ['Meit Kanuenu, FOpuem KpacaBuubim, [TaBniom KapmaHOBbIM,
Bnagumupom PanHeBbIM, Astekceem Aliru, CepreeM AXyHOBBIM.

B pasHble rogbl 6bUT MTHUIMATOPOM, BEIYIIVIM OPTraHM3aTOPOM, aBTOPOM MOHO-
rpaduueckux decrusaneit [Terpa YaitkoBckoro, IHa Cubennyca, Imutpus llocTa-
KoBMYa, BenpskamuHa bpurreHa, Jleonnga JlecaTHukoBa B Mockse 1 [TetepOypre.

CorpynHuyaet ¢ bonbimmm TeaTpom Poccun, MapumHCKUM 1 AneKCaHIpyH-
CKUM TeaTpamy, [lepMckuM TeaTpoM onepsl u 6aneta, Tearpom Haruit, TeaTpom
«Macmepckas ITempa @omenko», Uuctutyrom Umenn ['éte, IHcTUTYTOM PUHASIHANK
B Caukr-IleTep6ypre, Bputanckum coBeToM, «PoHdom Mukasna Tapusepduesa»,
«@oHdom [uarsl BuuiHesoti».
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Maria Stepanova
SONGS OF BUKOVINA: TWELVE ATTEMPTS TO START SPEAKING

1.

One of Pascal Quignard’s books has a heroine about whom he explicitly states
that “she was a genius”. The novel is not about music, but the woman in ques-
tion writes music — and the author returns to her practice time after time as if he
would like to hear what she does, or as if the description of the working process
can bring the musical text itself into being.

Here are a few quotes.

“As a rule, she didn’t compose herself. She searched for old works or their later
versions and arranged them, simplifying them to the utmost: she singled out the main
theme, removed excesses and late layers, made cuts, exposed the essence, created
some quintessence and stopped at the moment when the achieved result caused her
violent excitement.”

“She read the score first, far from the piano, then put it back down. She went and
sat at the keyboard and — suddenly — delivered the whole thing in the form of a rapid,
whirling resume. She didn’t interpret the music. She re-improvised what she had read
or what she had chosen to retain of it, de-ornamenting, de-harmonizing, searching
anxiously for the lost theme, seeking out the essence of the theme with minimal har-
mony.”

“Throughout the spring, [she] worked on forty-two eclogues (out of seven collec-
tions, six pieces per each, published by Jan Krtitel Tomdsek between 1807 and 1823).

“You’re quite able to reduce them to seven,” George said.

”Maybe to three even.”

I think Quignard would be glad to hear the Songs of Bukovina.
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2.

There is one question that Desyatnikov’s listeners find interesting; it is asked
in different forms and formulated differently, but it arises often and is asked with a
certain degree of agitation. Your work, the interviewers say, is always an answer to
something that has already been said, a text that follows another one (musical or
literary one), objects, agrees, pushing (sometimes to an unthinkable extent) the limits
of something that has already been said by someone - as if Piazzolla or Stravinsky
were territories of linguistic expansion, and now they speak Desyatnikov’s language
in these lands. Or, can you write music from the first-person perspective as if there
was nothing before you — “from scratch,” “utterly and completely from the inside,”
just like Adam gives names to the animals and plants in the world that has just been
created? Can you think in the logic of the message rather than in the answer mode?

In other words: where is the composer’s identity here with all the luggage
ascribed to him by modernity — uniqueness of vision, a creative hand, a biography,
unparalleled blah-blah-blah, the duty to say something that nobody has ever hap-
pened to say before him? Desyatnikov responds to this with enviable humility, mean-
ing to say it just happened this way, that’s the way I am: an artisan not a creator who
needs something external for his work, something outside the established system of
expectations. Piazzolla, Schubert, Stravinsky, Kharms: Desyatnikov’s thought makes
itself at home in somebody else’s convention, an already established one, sometimes
rewriting it completely, from or to the ground.

3.

In one interview, Desyatnikov speaks about the alien fundamental principle of
his works, the external impulse he follows and departs from, very briefly: “I call it a
MacGuffin.” Having read this, I went googling. Wikipedia explains that a MacGuffin is
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a cinematic term for an object or event that is necessary for the development of the
plot and characters, but completely unimportant in itself. A pirate treasure chest that
everybody hunts for and nobody gets hold of, or Chekhov’s gun that hangs on the wall
through all three acts and never fires will probably be the closest analogues.

A MacGuffin may be in plain sight, it may flash and disappear at the very begin-
ning, but the story is impossible without it. The most interesting thing here is the
combination of utmost importance and absolute insignificance of the initial impulse,
that very point of reference: as if the existing world could be built from anything at
all, in four notes, like on the television show.

A new harmony takes empty shells of the old one as a basis. That’s how, by small
bone, they complete an image of a plesiosaur. But Desyatnikov is not engaged in
either restoration or stylization — what he does on the basis of somebody else’s text
begins with selection and limitation. The unnecessary things, not capable of surviv-
ing in new conditions, are cut off; what is able to grow on a different planet remains.
The source is compressed and condensed to a generalizing formula; in some cases,
to a stroke.

4.

One of the columns once written by Desyatnikov for OpenSpace.ru is titled Alien
Meets Classics. There is a temptation to consider this formula a description of the
composer’s method, a unique way of engrafting the classical rose upon the post-
Soviet wilding. But the categories of this kind (Soviet, anti-Soviet, post-Soviet, post-
colonial, whatever) do not work here — Desyatnikov’s music is present at (and testifies
to) a different, more basic, fracture, where political things turn out to be a particular
ethical case, and the situation of alien is applicable to any thinkable and unthinkable
encounter. Every ‘brave new world’ is naked as if it is seen for the first time - in the
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shifted optics of a displaced person. Cultural geography gets historified, any land-
scape isn’t a given, but a consequence, a result of displacements, dislocations, catas-
trophes, language and biographical deadlocks. Hence, the higher sensitivity to any
limits and the insistent desire to be crossing them rather than to cross them, to enter
and exit again and again, making a no-man’s land habitable, making the neutral zone
suitable for meaningful existence. In the same old column, Desyatnikov recalls the
words of his colleague, Mann’s Adrian Leverkiihn: “to set limits is to go beyond them.”

Going beyond limits is a prerequisite for the statement; Desyatnikov’s music
constantly transgresses — it sorts things out among us and them, private and com-
mon, classics and pop, smuggling back and forth everything that might be useful to it.
“For me, this topic has always been important: how to reconcile highbrow music (to which
I belong because of my professional status) with drive that it lacks so much, but the kind
that exists in abundance outside of the academic bloc,” he says somewhere. But it seems
that it’s not reconciliation he speaks about, it’s about creating a new, independent
territory, where the components of incompatible systems would form into different,
more viable combinations.

Somehow this utopia is similar to the musical world of Bukovina, as the com-
poser describes it: a place where Ukrainian music changes as a result of numerous
strata and mixtures, and the Jewish, Romanian and Balkan influences (“even some-
thing like Tyrolean yodeling”) don’t let it freeze and take its final shape.

5.

It seems that if you turn any generalization inside out, it won’t work worse than
before. One of the most famous descriptions of Russian singing given by Tolstoy goes
like this: “Uncle sang as the peasant folk sing, in the full and naive conviction that in song
all the meaning is in the words alone, that the tune comes of itself and that there is never
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a separate tune and that the tune is only there to hold it together.” If the desire exists
(and not without reason — let’s recall dozens, if not hundreds, of the texts of Murka
or Kirpichiki, some of which do not overlap in a single line), you can turn the struc-
ture around and say that the tune is important, and the words are only there to
hold it together. Does the text basis, the memory of the words and stories that once
existed, matter for the Songs of Bukovina? We know that the composer initially
didn’t plan to indicate the names of the songs; they are present in the final ver-
sion — but rather as a bow, a thank-you. What do these old weddings and funerals,
partings and grievings give us? What are they indicative of? Why is the memory of
the fact that all of these used to be songs so important to the piano cycle?

Perhaps the fact is that a song is a neutral territory, nobody’s and everybody’s
land between the drowned pre-secular world, where every situation was accom-
panied by a rite that sanctified it and added it to the net of common meaningful
existence, — and the sectionized space of modern culture, where the listener must
correlate himself with the author, his body of texts, history and style. In this sense,
it is extremely democratic: in a song, ‘me’ is no different from ‘us’, a lonely voice
is no different from the common chorus, — ‘me’ is a vacancy eternally available to
anyone who wants it, the place where some Joe Public, Leonid and Shostakovich
exist on equal terms and even leave some room for me. A song expands human
experience, augments it with repetitions, refrains, thousands of distorted perfor-
mances. You can enter a song like a river from anywhere; you don’t even have to
sing well to do it.

6.

It is known how Brodsky answered, not without irritation, yet another question
about his prison/exile period: “I refuse to dramatize it.” One of the most interesting
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stories (the kind that the interlocutors are trying to inscribe Desyatnikov into, but
he eludes them without much difficulty) is the composer’s relationship with all sorts
of broad generalizations: Russian music vs. Western music, Soviet vs. post-Soviet,
modernism vs. avant-garde, and so on. In each case, he is offered to make a choice:
indicate his place in this pattern and ascribe himself to one of the parties (suppos-
edly incompatible ones). He evades the answer in an ingenious manner - or rather,
answers some other question.

It seems that when it comes to any tradition (and, broader, to any system),
Desyatnikov, as a matter of principle, takes the position of a stranger, an alien,
a man who is outside — and at the same time the one who studies its mechanics
in an attentive, enthusiastic and delicate way in some of his own types that are
not very understandable to the local population. It is the least like the logic of
romanticism with its outcasts and tragic tenors. The Jewish poets’ and heroic
exiles are present in Desyatnikov’s work not as alter egos, but on equal terms
with everyone seen from an infinitely far distance, through the eyes of a curious
foreigner or even an alien. The world turns out to be an open territory: national,
ideological, historical can be fingered through like reels of coloured threads in
search of accurate combinations and correspondences. “I just wanted to say (talk-
ing about the Russian Seasons — MS) about the openness of the Russian folk melodies.
I'wanted to consider Russian folklore among others. The conflict between Russian and
European can be artificially provoked by ideological speculators. [...] In this territory,
we play some kind of stylistic game of flowing “Russian” into something else - into
Bach, into Steve Reich, into the old music of the French and Dutch school, etc. And so
it goes from beginning to end.”

And so it goes; there are no exceptions, and it seems there is no selectivity either.
Desyatnikov works with the material that is close to him — Russian, Jewish, Ukrai-
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nian — the same way as with all the other ones, leaving his own far aside and making
his home sound world even stranger, foreign and universal. The local thing opens and
becomes part of the world.

7.

In a letter to Schelling, Novalis formulates an unexpected and fascinating idea:
“Ultimately, any poetry is a translation.” If we agree with it in principle, then almost
all of the familiar types of art will be a translation (from language to language, from
meaning to meaning); Desyatnikov’s music goes perfectly with this definition as if
it was invented for it. The idea of translation - of the fair existence of a common
theme in different worlds and contexts - is also important because it saves us from
deforming illusions. For example, from the faith in a monocentric world with its mir-
ror twins - the province complex and the metropolis complex. Desyatnikov speaks
about one of these schemes somewhere: “Stravinsky realized that the centre of musical
culture was in some imaginary Vienna, in some ideal Germany, if you please. But he was
possessed to be born in Russia, so he took a turn to where the centre was located, as he
thought.” For him, an attentive listener of Stravinsky, the centre is always displaced
and located away from our expectations, — and the constant movement makes any
point on the cultural map both imaginary and real, ideal and at the same time suitable
for modifications, interventions and translations.

8.

Our hands are rakes,
Our eyes are pits
What our eyes see,
Our hands rake.
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In a sense, the entire world culture for Desyatnikov is an immense MacGuffin, a
constant presence that is both necessary and optional. Discussing his Rite of Winter
1949, he describes the beginning of the working process as “some archaeological situ-
ation.” The distance, detachment, flickering presence/absence of someone else’s text
makes it possible to see the entire body of world music as an archive — as a notebook,
a big catalogue of ideas suitable for implementation. But this is not just about music.
The initial impulse doesn’t have to be acoustic: the conversation between the com-
poser and Stravinsky-the-man and Stravinsky-of-the-Dialogues with-Craft is no less
visible in the body of his compositions than the presence of The Rite of Spring. The
same can be said about language and literature; just a few Russian composers relate
themselves to literature to such an extent - and we mean not only Oleinikov and
Kharms, who coexist in Desyatnikov’s music with Italian baroque arias and the Soviet
English textbook published in 1949. Desyatnikov’s vocabulary is one way or another
shaped by today’s literary process and takes into account everything that moves and
changes — from Elena Schwartz and Vladimir Sorokin to Alexander Anashevich - so,
the folklore of The Russian Seasons shifts to the zone where today’s poetry acts:

This side

oh, of heaven

we need it all.

In the great, oh, beyond
we need nothing at all.
All we need

Is six feet under

and four boards
Hallelujah, hallelujah
glory to you, God!
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9.

One of Gennady Aygi’s later books is named A Bow to Singing; both in structure
and organization of speech, it is very different from his other poems and cycles. It
consists of three cycles, the first of which was written between 1988 and 1991, and
the rest at the very end of the ‘90s. It has a subtitle: “One hundred variations on the
themes of Volga folk songs” and several epigraphs, all from Garin-Mikhailovsky —from
a story about an outsider who carefully observes, watches and listens to Chuvash
girls singing at a spring celebration. “I came to my senses, and in response to their
bow, I, imbued with greetings, respect and gratitude, bowed to them.”

Three notebooks of bow variations — Chuvash, Tatar and Mari folk songs that
are practically non-existent today outside oral performance, not translated and not
published in Russian - it feels like Aygi takes us by the hand to help us cross the
bridge to a different world: from impersonal/common to private/personal, song-
ful to written, and, last but not least, foreign to Russian. The developed language
of imperial culture is well trained to absorb alien and exotic things, transforming
them — making them edible and ready for consuming and digesting. Another thing
is that Chuvash was Aygi’s mother tongue, it was the language he once began to
write in; the Russian language and Russian poetry were not a given of birth, but
a territory of conscious choice that determined much in his poetic strategy. The
return to the folklore of the small peoples of the Volga region was a step sideward,
a departure from the habitable environment, and who knows where to — back home
or sideways, to a neutral zone? Does Aygi translate the Tatar and Mari songs into
the language of the compulsory cultural standard, or does he bring the written
Russian language to the state of raw unregulated equality, does he re-mold it on
the pattern of his mother tongue? Where do a hundred variations (on the theme
unknown to us, non-existent in Russian) exist — in a no-man’s land between the
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cultures, at an inconceivable distance from one and the other, beyond music and
almost beyond language?

Aygi’s variations are organized in the same way: each of the songs or song
phrases (we don’t know or can only guess about the originals, and how close to or
far from them the poet is located) is processed, compressed, brought to one cube, to
a stand-alone unrhymed quatrain that forms the territory of the song. Sometimes we
can discern the outlines of the sample, or the old structure gets discernable (or does it
only seem so to an outside observer?). Sometimes one word combination, one stroke
is enough for the author. The short poems are almost unrelated. They have a peculiar,
special temporality that expands the text in slo-mo, so that every fragment lasts and
lasts, and never ends, like a video in infinite loop. And yes, their beautiful Russian
language is endowed with all strangeness of foreign things seen from outside, from
an endless pre-verbal distance:

They are vanishing

in the field, among the feather grass.

We hear no jingle bells.

Like birds we’re standing.

1 guess Desyatnikov would enjoy A Bow to Signing.

10.

In a story by Garin-Mikhailovsky, the hero listens to ritual songs, trying to under-
stand what they are about and how they are organized.

They stared ahead and sang.

“What are they singing about?”

“They are singing without words,” the old man answered nervously. “They will sing
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like this when they go to the Tura after they die. They will look straight in the eyes and
follow the voice... The man is poor, there’s nothing, many sins... Only the voice, one voice,
without words they will follow.”

This is how, in the post-death mode, without words (the words were only there
to hold it together, then they were only implied, then they ceased to mean any-
thing at all and turned into an impersonal tag on the leg of an abandoned body),
Desyatnikov’s Songs of Bukovina work. Each of them denotes (petitions for) some
possibility, some direction of thought. What was personal about them (the words,
name, plot) means as much as or less than what was common (folklore, national,
historical). Translated by Desyatnikov, they become pure motion, a vector system, a
bare and tidy pattern of potential things. What begins as a work with the pre-liter-
ate, pre-musical past, turns into a study of a yet unseen, barely conceivable future.
The postscript becomes an epigraph, the farewell becomes a promise: a prelude to
something new.

11.

Among the possible epigraphs to what the Songs of Bukovina promise, there is a
very famous one like this, but now, in a situation when the common future heels over
and ships water like a boat in rough weather, it seems that it was written yesterday
or today.

“One often hears: that might be good, but it belongs to yesterday. But I say: yesterday
hasn’t been born yet. It has not yet really come to pass. I want Ovid, Pushkin, Catullus
afresh, and I will not be satisfied with the historical Ovid, Pushkin, Catullus. [...] You might
think, once they’d been read, that was that. Superseded, as they say now. Nothing of the
sort. [...] Not a single poet has yet appeared. We are free of the weight of memories. For all
that, how many rare presentiments: Pushkin, Ovid, Homer.”

29



The series of names mentioned by Mandelstam can be continued; there could
be other names in the zone developed/revised by the Bukovinian preludes: Schubert,
Schumann, Rachmaninoff — none of them has really been, so we can start off with a
clean slate. The Songs of Bukovina is a book of such beginnings, a musical alphabet
needed to describe a new today. Like any integral system, the cycle tries to be total, to
roll itself out to the boundaries that would contain every possible thing — a dictionary
is incomplete until it reaches the final Z. Desyatnikov, just like his predecessors, has
twenty-four preludes, as many as the number of keys, an ideal number that covers the
entire circle of fifths. In the Jewish tradition, the main task of a man and mankind is to
fix the old, knowingly damaged world — and it seems it has to be done from the very
beginning, again and again.

12.

One of the books by the American writer Janet Malcolm is named Forty-One False
Starts and begins with an essay about how she tries over and over again to write a
journalistic text about the painter David Salle. She starts from different points, from
different plots, one way or another — but it just doesn’t work out. Or it does. The
monument to this undertaking is the first forty-one paragraphs, forty and one ways to
start speaking that, little by little, naturally form a convincing, if not comprehensive,
portrait of the person. I'm not going to even try: twelve approaches to Desyatnikov
are not enough, and twenty-four wouldn’t be enough either. But it’s comforting to
know that you can try over and over again.

Translation — Nikolai Kuznetsov
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Leonid Desyatnikov was born in 1955 in Kharkiv, Ukraine. He is a graduate of
the Leningrad Conservatory and a member of the Composers Union of St. Petersburg.

Desyatnikov has written four operas, several cantatas and numerous vocal and
instrumental compositions.

His principal works include an opera The Children of Rosenthal (Vladimir Sorokin,
libretto); ballets Lost Illusions and Opera; a chamber opera Poor Liza after Nikolay
Karamzin; Gift, a cantata on poems by Gavriil Derzhavin; Liebe und Leben des Dichters,
a vocal cycle on poems by Daniil Kharms and Nikolay Oleynikov; The Leaden Echo
for voice(s) and instruments on the poem by Gerard Manley Hopkins and The Rite
of Winter 1949, a symphony for choir, soloists and orchestra.

He has also composed the music for such motion pictures as Sunset, Lost in
Siberia, Moscow Nights, Hammer and Sickle, Giselle’s Mania, His Wife’s Diary, The
Prisoner of the Mountains, Moscow and Target.
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32

cheli and Yuri Krasavin and with a new generation of composers — Pavel Karmanov,
Vladimir Rannev, Alexey Aigui and Sergei Akhunov.

Over the years, Alexey Goribol was an initiator, leading organizer and author of
the monographic festivals of Pyotr Tchaikovsky, Jan Sibelius, Dmitri Shostakovich,
Benjamin Britten and Leonid Desyatnikov in Moscow and St. Petersburg. He has
collaborated with the Bolshoi Theatre of Russia, the Mariinsky Theatre, the Ale-
xandrinsky Theatre, Perm Opera and Ballet, the Theatre of Nations, Pyotr Fomenko
Workshop Theatre, the Goethe Institute, the Finnish Institute in St. Petersburg,
the British Council, the Mikael Tariverdiyev Foundation and the Diana Vishneva
Foundation.

33



BykosuHcKue necHu
24 npentonuu ans doptenuaHo

OV ONONUT A WN

10
11
12
13
14
15
16
17
18
19
20
21
22
23
24

[YNAE BITEP CTEMOBUM . . . . o o ot e e e e e e e e e 3.09
3annakana CTaplia APYXKK « « « v v v v v v e e e e e e e e e 1.19
3BiAKM, AC0? =3-3a [IYHAI0 . . . . . e 1.37
Oi1, B NETPIBOUKY HIUKA MANMEHBKA . . « . v v v v v e v et e e e e e e 1.52
BiTEp BIE,COHLE TPIE. . . . o v v e e e e e e e e e e 1.00
KaMSIHA TOPa. . . . . o o o e 1.57
OM,MIBY BCABOK . & o v v v e o e e e e e e e e e e e e e e e e 1.04
Oi, KaHAZoUKA WUMPOKA « &« o v v v o e e e e e e e e e e e e e 1.05
OMBUOMNA BBAHAALATA . « o . v v v v e e e e e e e e e e e e 1.11
MPUNETING NACTIBOUKA. . « v v v v v e o e e e e e e e e e e e e e e e e e e 1.22
3aKyBana 303yNeHbKa Ha XaTi, HA PO3i . . . . . . . v v v v i i i 4.09
AKOM BHANA MATU. .« . o o v ot e e e e e e e e e e e 1.35
3eneHa Bepba,3eNeHa BEPOA . . . . . . i e 1.56
Bio nons Lo NONS BUPOCAA TOMOMN . « . o o v o v o v e e et et e e e e e e e e s 249
MoCiana MWEHUYEHBbKM WICTD 3€PEH &« « v v v v v v v v e e e e e e e e e e e e e 1.02
YepBoHa KanuMHa GINEHbKO 3aLBINA. . . . . . . o . v vt 2.28
OM, UME XK TO BECIIAAUKO. . . . . o o i i e e e e e e e e e e e e e e e 1.34
YepBOHA KANMHKO, IUCTS 3€MIEHEHBKE . . . o o v o v v e ot et e e e e e e e e s 2.16
PUBA-LUYKA B MOPI . « v v o v e o e e e e e e 1.55
KayTb MOAM, O S MOMAPHINA .« . v v v v e o e e e e e e e e e e e e e e 149
OM BW,BIBLI,MOT BIBLLI . . . . . . . o ittt e e e e e e e e e e 211
MaHi naHa Mana = MeTpYCa KOXaNa. . . « v v v v v v v e et e e e e e e e e e e 1.32
T cniBaky-HEOOPAKY, HA WO CA HAMIEL .« . o v v vt v e e et e e e 1.48
COMINOUKA BOPOBA « & « & v v v v e e e e e e e e e e e 1.37

Obuwee Bpems: 44.29

Anekceit fopubonb, popmenuaro

3anucaHo B bonbwom 3ane MockoBckoi koHcepBaTopun B MapTe 2019 roaa.
3Bykopexwccep - Muxaun Cnacckuii

AccucTeHT 3ByKOpexuccepa — AHTOH HukoneHko

34

Songs of Bukovina
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