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IMMPOJIOT
Kaxcowlii xouem noHumames uckyccmeo. Ho nouemy e
Mbl He CmMpeMUMCsl NOHAMs neHue nmuy? Ilouemy,
J1100s1 HOYb, YBembl, 8Ce BOKPY2 HAC, Mbl HE NbLMAEMCS
noHsims 3mo? <...> Tom, kmo Gepemcs 00BCHUMb
KapmuHsl, 00b14HO honadaem naisyem 8 Heoo...
[Ta6mo Iukacco

YunuTbiBas BblllleCKa3aHHOE, S He 6epyCch 00BSICHITh KapTUHbBI, B paBHO¥
CTeleHM KaK ¥ BbI3BAHHYIO MMM K KM3HU MY3bIKY — ITyCTh TOBOPSIT CaMM
3a cebs1. DTOT KOMMeHTapuit — He 6oJiee KaK CTeHOrpaMMa MbIC/IEeN, BO3-
HUKIIMX B Ipoliecce paboTbl Haf, alb00MOM «My3bIKa U SKUBOTIUACH».

TAHC I'OJIBBEVIH (1497-1543)

TonvbeliH e — Hemeukuii Pagasnbe — o3apun ece
ceoell «anonnoHo8oll yslOKoli», u mem, Kmo 2s0en
Ha e20 npou3eedeHuUs, HU3Hb 00JIHHA ObL1A KA3aMbCsl
nezkoil. laxce «ILicKy cmepmu» OH HApUcosan makx,
umo ucue3s 6CAKULL yxac, umo éce camoe mpazudeckoe
NpuHsI0 8ud 3a6asHOtl uzpsl, umeroujeli ceoum
Hauanom ymexu pas, a KOHYom — a0dcKoe coopuuye
y npecmona Munocmugozo Cyodb.

Anexkcangp benya

XyIOKHUK, M3BECTHBIN rmof uMeHeM 'aHca l'onp6eitHa-mtaamero (B OT/IN-
Yie OT cBoero oTia — 'aHca ['onbbeitHa-crapiinero, aBTopa 3HaMeHUTOTO aTapst
«CBsiToro CebacThsiHa»), OOMBIIYIO YaCTh KM3HM MpoBen B IlIBeriapyn u AHIIMN.
Ero uMs mpeskzie BCero BbI3bIBAET B MAMSITH OJIECTSIIITYIO CEPUIO TIOPTPETOB,
CO3IaHHYIO IpY ABOpe aHmMiickoro koposst l'enpuxa VIII. Lenblit psim paboT
Tonb6eitHa B TOV MV MHO¥ CTETIEHY CBSI3aH C MY3bIKOIA, cpefut Hux — «I[lopTpeT
JIIOTHUCTa», «[IopTpeT JtoliepHCKOTo “neceHHMKa” LimMmmepmanar. Ha omHoii
13 CaMbIX M3BECTHBIX ero KapTuH — «[10C/Ibl» — MbI BUAMM PaCKPBITYIO HOT-
HYIO TeTpajib ¢ ABYMS Xopasiamyu MapTtuHa Jlrorepa. CoxpaHMUIUCh 3CKMU3bI dpe-
COK, BBITIOIHEHHBIX JJI51 YKpallleHus Tak Ha3biBaeMoro «/loma TaH1ia» B bazerne,
Ha KOTOPbIX M300pakeHbl pa3MIHbIe My3bIKaIbHbIE MHCTPYMEHTBI. 3aMeya-
TebHOE CO3JaHMe XyIO>)KHMKA — crouTa rpaBiop «ILisscku cmepTi» — BO,OXHO-
BIJIO HECKOJTBKMX KOMITO3UTOPOB, BOTIOTUBILINX 06pa3bl [0bOeiiHa B My3bIKe.
Cpeny uux Aptyp Onerrep (Opatopus «Ilscku cmepT», 1938) u aBCTpuiicKuii



kommno3utop Llesaps bpecreH, ubu «Ilisicku cMmepTu» (KapTUHBI CMEPTH) IJI
IBYX (OpTENMAHO U YIapHbIX MHCTPYMEHTOB 3aIMCaHbl B HAIlIEM aJIbOOMe.
esapb Bpecren poguics B 1913 rony Bo dnopeHUMU. YUMIICS B MIOH-
XeHCKOM My3bIKa/IbHOM akageMum B Kjiacce KOMITO3ULIUU I7Io3ed)a Xaaca.
BpecreH — aBTOp YeThIpeX OIep, ueThipex 6aseToB, MHOKECTBA XOPOBbBIX COUN-
HEHMUI, KAMepPHOI1 My3bIKU. Byyuu KpyIIHbIM 3HAaTOKOM BOCTOYHOEBPOIIeli-
CKOTO (DONIBbKIIOPA, OH CIIOCOGCTBOBAJT ITYOIMKALIY HECKOTBKMUX COOPHUKOB
HapOJHBIX MeceH. 3HauMTelbHA ero paboTa 1o pefakTUPOBAHUIO COUMHEHMIA
HemelKkoro kommnosuropa XVI Beka I'anca Jleo Xacnmepa. Lle3apb bpecren — unHTe-
PEeCHbI Xy[I0sKHUK-KMBOITMCELL, SKCITIEpMMEHTUPYIOIINIA B 06/1aCTM CO3JaHMUS
MY3bIKaJIbHO-1300pa3uTeIbHbIX Napaieneit. «[Iisicku cMepTy» HalCcaHbl
B 1946 romy. OTa My3bIKa ITOCTYKIIa OCHOBOJA [171s1 6aIeTHO¥ IIOCTAaHOBKM B Beii-
Mape, COIPOBOKIABIIEICS JEMOHCTpAIVel IMaro3UTUBOB ¢ IpaBiop ['ombbeiiHa.
B coumMHeHMn HeCKOIBKO pa3 UMTUPYETCS CpeIHEBEKOBAS HEMELIKAS TTeCHS
«Q, xecTokas cmepTb». [10 CBUAETENBCTBY aBTOPA, OH CTPEMMJICS OTPA3UTh
He TOJTbKO 06pa3HbIil Myp [obOeiiHa, HO ¥ PUTMUYECKYIO CTPYKTYPY €r0 TpaBIop.

®PAHC XAJIC (1582-1666)

V ®panca Xanca ecmov He meHee dsaduamu cemu
PAa3IUUHBIX 0IMMEHKO8 UEPHO20. ..
BuHcent Bau I'or

«JIBaaLaTh ceMb OTTEHKOB YEepHOTro...», Beab 3TO HE UTO MHOE, KaK ABa-
aTb CEMb TeM6pOB OTHOI'O M TOI'O >Xe 3BYKd, MJIM OOMH U TOT K€ 3BYK, CbII'DaH-
HbII1 Ha ABAALATU CEMU pa3/IMYHbIX MHCTPYMEHTAX,— 3TO COBpEMeHHbIIZ

cumboHMueckuii opkectp! B 1964 rony Benukuii rojiylaHICKNUIA KOJOPUCT
®paHc Xauc «BCTPETUJICS» C MOJOABIM I'O/JIAHACKMM KOMIIO3UTOPOM
Bumom ®paHkeHOM. «BcTpeua» 3aKOHUMIACh BeCbMa INTIOAOTBOPHO — dpaH-
KeH Hamucaa My3bIKy K GuibMmy o Xasice. [leiicTBre hubma MPOUCXOIUT
B TOJJIAaHACKOM ropoze Xaprieme. 3aech HaxoguTcsa Myseilr @panca Xasica,
rae cobpaHsl IIeAeBpbl IPOC/IaBJIEHHOr0 MacTepa. JleiicTByolue JIuIa
dbunbma — cam XaJsic ¥ repou ero KapTuH. B npenucioBun K maptutype «Ilop-
tTpeta ®paHca Xanca» OpaHKeH COOBIIAET, UTO IMPY COUMHEHMUM MY3bIKM OH
MOIb30BAJICS [IUTATaAMM U3 IPOU3BEIEHN IBYX rO/IJIAHACKMX KOMITO3UTOPOB
XVI Beka, coBpeMeHHMKOB Xasica — AgpuaHyca Banepuyca u SIHa [Iutepc-
30Ha CBenMHKA. BBeleHHbIN B COCTAaB OpKeCTpa KIaBEeCHH MO3BOJISIEeT HAaM
IIOYYBCTBOBATh aTMOChEPY 310XM, B KOTOPOI KT ¥ TBOPUJT aBTOP «MaJib-
YyKa C JIIoOTHel» u «[looux geTeiy...

ITUTEP ITAVJIb PYBEHC (1577-1640)

Teopuecmeo 3mozo macmepa — 2p03HO-NPEKPAcHas
oda padocmu...
OmMuab BepxapH

B 1814 rony B INapmxke CTeHaanb MO/, 3KCTpaBaraHTHBIM MCEBAOHVMMOM
Jlyn-Anekcannp-Ce3zap Bom63 BbimycTmn Kuury «Kusub laiigHa, Momapra
1 MeTacTa3uo», Ha CTpaHuUIlaX KOTOPO¥ OblyIa TTOMeIeHa JTI0O0IbITHE -
I1ast «CpaBHUTEIbHAS TabIMIIa» — IepeuyeHb KOMITO3MTOPOB Y XyIOKHUKOB,
OMM3KUX IPYT APYTY 10 XapaKTepy TBopuecTBa. B Tabnuite CTeHaamb MpoBes
rapaJsuienb: GpaamMmaHaCcKuii XyqoxkHUK ITutep ITaynp Py6eHc — HeMelKuii



Komro3utop MoranH Anonb®d Xacce. [leficTBUTEIbHO, MEXIY STUMU MacTe-
paMu, HeCMOTPS Ha TO UTO OHM JXWIN B pa3Hoe BpeMs (Xacce poauics yepes
59 net nocie cmepTy Py6eHca), ecTb MHOTO OO6IIIEro, U Mpesk/ie BCero UCKIIIo-
YUTEJIbHO PaZOCTHBIV TOHYC TBOpYECTBa. VI3BeCTeH MCTOpUIEeCKMIT aHEeKAOT
0 3HAMEeHUTOM TeHope DapuHesI, KOTOPbIi, HAXOSICh Ha CITYKOe Y MCTIaH-
CKOro Kopossi ®unumnmna V, Ha IPOTSDKeHUM IECSTH JIET eXXeBeyepHe Iejl emy
aputo Xacce «Per questo dolce amplesso», UTOObI pa3BesiTb XPOHUUECKYIO
MeJIaHXOJIMI0 MOHapxa!

Yytkuit CTeHIa/Ib YIOBU 3Ty OOLTHOCTD M, YTO CAMOe IJIaBHOE, IPUBJIEK
BHMMAaHMe CBOMX UMTaTesel K MHTepecHeiei mpobieMe: «XymoKHUK-
MY3BbIKAHT» — «MY3bIKaHT-XyIOXXHUK». OH YBUAEJ B ITOJOTHAX OOJIBIINX
MacTepoB TO, YTO MOXKHO Ha3BaTh «JIMKOM 3ByKa», TO €CTh BHYTPEHHIOI
MY3bIKQJIbHOCTb KaPTUHBI, HE BCETrla CBSI3aHHYIO C 0COOEHHOCTSIMM CIOKETa.
OTy BHYTPEHHIOI0 MY3bIKaJIbHOCTb PyOEHCOBCKMX KAPTUH Uepe3 MHOTO JieT
nocine CTeHaasisi BHOBb «YCIbIIIAT» XyIOXKHUK U UCKYCCTBOBe, DskeH Ppo-
MaHTeH, KOTOPBI Tircan: «Cayuanocs iu 6am 3aKkpuléams 271a3d 60 8pemst
ucnosnHeHus Gnecmsauwjeti My3sIKaavHoll nvecol? 38yK 6pbi3xem omosecody. OH
Kak Obl nepeckaxkugaem ¢ 00H020 UHCMPYMeHma Ha opy20li, U mak Kak, Hecmo-
mpsi Ha CO8ePUEHHYI0 2APMOHUIO UeJ1020, OH NOJIOH CMPACMH020 CMsIMeHUs.,
8aM Kaxcemcs, Umo 6ce CMpawlHo 83607IHO8AHbL, UMO pyKu y Jtodell dpoxcam,
Umo My3bIKabHOe HEUCMOo8Ccma0 0X6amuio U UHCMpPYMeHmel, U mex, Kmo ux
depxcum. Bam Kaxemcs, ymo uchoaHumesu, ¢ makou cuioti nompscarwue
ayoumopur, He M02ym 0cmasamascsi CNOKOUHbIMU Y c80UX ntonumpos. I103-
mMoMy U nopaxaewlbcst, OMKpsl8 onsimo 21a3a U 8Udsl UX MUPHO cOCpedomo-
UEHHbIMU, BHUMAMENbHO CN1e0AWUMU 3a 08UNEHUEM OUPUXCEPCKOUl NAI0UKU,
Komopas nomozaem um, ynpasjsiem umu, ykazoleaem kamoomy mo, 4mo oH

doJiceH deslamy, 0CMasasiCe 8 Mo e 8peMs Uiy opyouem 30pKozo u oona-
darowezo 6onbwuUMU 3HaHUAMU dyxa. Takas xce oupuxepckas naiouka ecmo
u y Pybenca, koz2da oH co30aem ceou npouzeedeHus: 0Ha KOMaHadyem, pykogo-
dum, Habatodaem. Omo ez2o HenoKoJieduMas 80Jis, e20 81ACMHOE MACMepPcmao,
ynpasasiowjee CmoJib ¥e 6HUMAMeNbHbIMU U NOCTYWHbIMU UHCMPYMEHmamu —
€20 CnOCOOHOCMAMU....»

B kapTuHax Py6eHca MHOTro My3biku. BOT nipa3gHuuHbIii «KOHIEPT
Ha npupoge», ykpamaroiui KpoMmepskuikmii 3aMmok B YexoC10Bakuu, BOT
6yiiHas pnamanckas «Kepmeccar, 3aCTaBsIONIAsT BCIIOMHUTD BOJBIHIIMKOB
[Intepa bperiressi, HelIpeMeHHbIX YYaCTHUKOB IIIYMHbBIX KPECTbSIHCKUX ITUP-
IECTB, BOT HECKOJIBKO OUapOBaTe/IbHbBIX a/yIeropuit — rnapagHo-TIOMIIe3HbII
ramOMCT ¥ TPOraTeJIbHbI peOeHOK CO CKPUIIKOJA... PybeHCOBCKMEe MY3bI-
KaHTbI — Hapoy, 6ecroKoiiHbIi. OHM He JOBOJbCTBYIOTCS JKM3HbIO B KOM-
(dopTabenbHBIX 3a/1aX My3€€eB U, IIepeceIMBIINCh HAa TOYTOBbIe MapKu,
MyTeIeCTBYIOT 10 BCEMY CBETY: TaKOB, Hanpumep, «[lotomiuii aHren», ykpa-
LAV MapKy KHSDKeCTBa JInxTeH1TeH. .. CyliecTBYIOT My3bIKaJbHble
MIpou3BeleHMs], TOCBsileHHbIe PybeHcy, cpeny HUX «PybeHc-KaHTaTa» 6esb-
ruiickoro kommnosuropa [1bepa benya (1834-1901), yBepTiopa HEMEIIKOTO
komrmo3uTopa Xptoro KayHa (1863-1932), «KAHTBEpHEeHCKUI XYTOKHUK».

B Hamem anpbome 3amnucaHa ciouta «PybeHcMaHa» COBpEMEHHOTO IIBei-
[IapCKOTo Komnosutopa u aupmkepa Otmapa Hyccno. ITaptutypa CIOUTHI,
paccuMTaHHas Ha TPY CONMMPYIOIIMX MHCTpyMeHTa (deiiTa, CKpUIIKa U Kiia-
BeCMH) B COIIPOBOXAEHUM CTPYHHOTO OPKeCTpa, BIiepBble Mpo3Byyvasia
B [Tome Py6eHca B AHTBeprieHe 21 mas 1950 roga. I1aTh yacTeit counHe-
HMSI COOTBETCTBYIOT ISITY KapTuHaM Py6eHca, mpeacTaBsionum coboii,
3a MCKJTI0YEHMEeM BCTYITUTENbHOM yacTy («draMaHICKIit pbIHOK»), TOPTPEThI



MG OIOTUYECKMX TTepCOHaXKel. DKCTaTUYeCKM BO3BbIIIIEHHbIE OpTaHHbIe
MMITPOBM3AIMM 60TMHY My3bIKM CBSITOV Llemmanm mpepbIBalOT «MJjIajible
HUM@BI ¥ CWJIbBaHbI», KOTOpBIe (comtacHO ITymkuHy!), «coCTaBsl LTyMHbI
XOPOBO/I, HeCYT HeIBMKHOTO CuiteHa...» Ceii JOCTOHBI BOCITUTATENb 60ra
IyoHMca CMeHSIeTCS TPOSTHCKUM IpUHIeM ITapucom, 1Ito6e3HO IPOTSTU-
BaOIIMM 3HAMEHUTOe «SI6JI0KO pasmopa» rmpekpacHoit Abpoaure. [Tocnen-
H$IS1 YaCTh CIOUTBI MTOCBSIEHA BCTpeue XUTPOyMHOTo Opucces ¢ apeBHOM
HaBcukaeit B cka30uHOI 3eMiie eaKkoB.

ITAVJIb KJIEE (1879-1940)

My3bika 0nst meHs1 — N110608b-801LLEOHULA.
[Taynb Kiee

[Taynp Kiiee — miBeiiapckmii XyIoxXHNUK, CKpuitad bepHckoro cumdo-
HUYECKOTO OPKeCTpa, TOHKUI Mo3T (B 1968 romy romnanaCcKuii KOMIIO3UTOP
Ton ne-Kproiid Hanmcan ClouTy 1J1s1 ToJioca C OpKeCTpoM «3BYKM MU3aiekar»
Ha CTUMXOTBOPHbBIE TeKCThI Kitee), GoMbKIOPUCT (CTpaHUIIBI €T0 JHEBHMKA
MeCTPSIT HOTHBIMM 3aNIMCSIMM HAaPOAHbBIX TTECEH)...

B 1931 romy Hemelkuit mucatenb ['epman l'ecce Hammcan pomas «IlyTerie-
cTBUE B cTpaHy BocToka». 'epou atoro pomana — JJoH-Kuxor, 9. T.A. Tod-
MaH, cam ['epmaH I'ecce B OKpy>keHUM ITIepCOHAXKeN 13 CBOUX IIPOU3BEIEeHMI
1 xynoxkHuK ITaynb Kiee. [IpeHe6perast BO3MOKHbIMY OOBMHEHUSIMM B T1Ia-
ruare, monpobyeMm HabpocaTh IVIaH pOMaHa Mo, YCIOBHBIM Ha3BaHMEM
«[TyTemecTBue B cTpaHy 3amaza», a HAIIMMU reposimu 6yayT JleoHu
Aupnpees, bax, Buna-JIo6oc, MouapT 1 xynoxkHuk Iayns Kiee. ITpuuem,

et pomaH l'epmana I'ecce Ha 90% daHTacTMUECKMIA, TO HAIII pOMaH OyaeT
Ha 90% mOKyMeHTa/IbHbIM, OCHOBAHHBIM Ha MOIIMHHBIX (aKkTax 3 61o-
rpaduu [Maynsa Knee.

...Mati 1901 200a. B HeGonvuoli keapmupke Ha eua TonHdommu, umo Henoda-
JIeKy 0m 3HAMEHUMO020 pumckoz2o poumara Tpesu, d6a pycckux my3viKaHma —
nuaducm CanenbHUK08 U 8uosoHueaucm bapsHckuti — oxudanu ckpunaua,
coenacusuiezocsa colzpams ¢ Humu Tpuo Illybepma. 3a 6ecedoli oHU He 3ame-
MuJiu, Kak oH Muxo eowes 8 KomHamy. «I[1o380/16me npedcmasumacs, — cKa-
3an 8HO8b npuluedwiuli, — ckpunau Ilayne Knee...»

... <5 MH020 yuMaro pycckux agmopos, — 3anucau e dHesHuke Knee, — monvko
umo 3akoHuun “Kpacuoiii cmex” Jleonuda Audpeesa. S uckpeHHe cumnamu3su-
pyio pycckum, a HedagHee uydosuujHoe npecmyneHue, cosepuieHHoe 9 sHeaps
Ha [lsopyosoti nnowadu 8 Ilemepbypze, nompsicio meus do mo3za Kocmeti.
Sl c padocmoto NpuHAN yuacmue 8 KBApMeMHOM 8euepe, NOCBAUeHHOM namsamu
Hepme Kpoeasoti IK3eKyyuu...»

...OxeaHckuti naiinep «KoHkopous» 3agepuian ouepedHoli peiic u3 Illep-
6ypa e Heto-Hopxk. Ha nany6e Haxoounucey 06a naccaxcupa — 6pasuibCkutl
komno3umop Buna-JIo6oc u weetiyapckuti xydoxcHuk ITayne Knee. Ileped ux
830pPOM NOCMENEHHO 8blpacmanu (paHmacmuueckue ouepmanusi Mamxam-
meHa, KOHMypwl KAk 0bl CAUBUUXCS OpYe ¢ Opy2oM HebOcKpe608, noduepKHymole
On1eKkIbIMU Kpackamu hped3akamuozo Heba. «[Tocmompume, Knee, — ckazan
Buna-JIo6oc,— nocmompume Ha 3Mom cutyam, s UMy Menoouio, CO6CMeeHHO
2080pS 51 yHe COUUHUT nvecy 01 popmenuaro, Komopyr Ha3o8y “Cunysm
Hyuio-Hopka”». «He mewaiime mHe caywams, — omeemun Knee,— no paduo
nepedarom 6-t0 conamy baxa dns ckpunku ¢ popmenuato, s uyecmayr, umo
00513amenvHO 00JeH Hapuco8ams 3my NPeKpacHy mMeaoouio...»



...1799 200. 3anvybype. TatiHsili cosemuuk Ieope-Hukonayc ¢pon Huccen
Ce200Hs HUK020 He NpUHUMAaem, OH nozioweH pabomoti Had cocmaeieHuem
6uoepaguu nokotiHozo Bonsgearza Amadess Moyapma (ezo 80oéa — Koncman-
yus meneps HeHa ¢oH Huccena). Tonvko umo nonyueHo nucomo om 08010-
pooHoli cecmpsl Moyapma, npucymcmeogasuieti npu nociedHux MuHymax
Komnosumopa. B 2ny6okom eonHeHuu matiHolii cosemHuk uumaem: «Ilocned-
Hee, UMo cjiemeo ¢ e20 2y6 neped cmepmuio, ObLU COIbHBIE (Ppa3sl NUMAsp
u3 ezo “Pexeuema’».

...<4 Ha308y amom pucyHok — “Tuxoe mpemozio numasp”», — Knee bepem
Kapauoaw u noumu Heguoumotl IuHueli 3agepuiaem KoMno3uyurw... «Zla, unaue
He Ha3osewb — “Tuxoe mpemosio aumasp”, NPUOUXCAOUIULICA U3 2TYOUHBI BEKO8
secmHuk cmepmu. U oH, Moyapm, HagepHoe, Clblual e20 makum ie... Kak amo
y Huccena: «[TocnedHee, umo ciemeJio ¢ e2o 2yb neped cmepmsio, Oblu CObHbLE
(passl tumasp u3 ezo “Pexsuema’... Bom u moli aumaspucm yx He NOKUHem
MeHs 0o camoli cMepmu, OH CMaAil MOUM “UepHbIM Ue108eKOM »...

...ITocmepmmuas evicmasxka pabom Ilayns Knee. B 00HOM U3 3an108 8b1CMas-
JleHa 3106eujas cepus «/lumaspucmos»: om «Tuxozo mpemono» do cmpauiHoz2o
«@amanvHozo yoapa», 060p8asuiezo Hu3Hb Xy0OHHUKA...

Borymaemcst B Ha3BaHMS ero KapTuH — «[apMoHMUYecKast 6MTBa», «Apab-
cKast recHs», «OpaeH Bricokoro [lo», «Illebeuyiiast ManimHa», «®@parMeHT
6asieTa 1107l aKKOMITaHEMEHT 30JI0BOI ap(bl», «KOHTAKT MEKIY IBYMS
My3bIKaHTaMM»... [T1aynb Kiiee 06beIMHMI MHOTMX MY3bIKAHTOB B CTPEM-
JIEHUM CO37IaTh 3ByKOBOJ 9KBUBAJIEHT €TI0 JKMBOIMCHBIM (paHTasusm. ['M3e-
nep Knebe, T'onTep llynnep, Iu Kinycak, [llangop Bepeir — BoT gajsieko
He TI0JIHbII TlepeueHb KOMITIO3UTOPOB, «IJIEHEHHbIX» JapOBaHMEM IIBei-
1IapCKOT0 MacTepa.

ITABJIO ITMKACCO (1881-1973)

CkpsibuH gocxuujancs 6e3zpaHudHoll 871acmaoio
¢anmasuu u ekyca y myvikauma. ITuxacco
nocmapasncsi ucKyccmay u3obpasumenbHomy
npuoames makyw xce mepy c80000bl...
AHaTonuii JlyHauapckuit

Tema «IInkacco 1 My3bIKa» CTOJIb OOIIMPHA, YTO HEe MOSKET ObITh 0OCTOSI -
TeJIbHO U UCUePIIbIBAIOIIEe PACKPbITA B paMKax aHHOTaluu. [Iostomy orpa-
HUYMMCS JIUIIb CIeayIomyMy hakTaMu.

[T1kacco ocTaBuil aCTpPOHOMMYECKOEe KOJIMYECTBO HATIOPMOPTOB, «CTPO-
UTEIbHBIM MaTePUATOM» JIJISI KOTOPBIX MOCTY>KUIU MY3bIKaJbHbIE MHCTPY-
MEHTBI, B 0COO€HHOCTY CKPUIIKM, TUTAPbl, MAHAOIMHBI. My3bIKaHT, KaK
IeiCTBYIOIIEee JTMIIO KapTUHBI, He MTOKMIaa BooOpaskeHust [Tnkacco Ha mpo-
TSSKEHUM BCEJi ero KM3HM: Tparndeckoe «lamento», BIpBaBIeecs 13 TPyau
6poH30Boro «Ciiernoro mnesiia», co3AaHHOTO B 1903 romy u elle cOrpeToro
syyamu reHust PogeHa, TpaHcOpMUPOBanoch B MOIITHOE 3X0, TOAXBaueHHOe
«ToTyObIMM» KabapeTHBIMM ITEBUIIAMU, KMAHBbSICKOBCKMMM» ApJIEKMHAMU,
oykomueckumu (paBHAMM, aHITATY3CKUMU «TUTAPPEPO», IIUKIOTNIECKUM
HBIO-MIOPKCKUM «TpUO»...

CylecTByeT MHOXECTBO MY3bIKa/IbHBIX ITPOU3BEIeHNI TTI0 KapTMHAM
[Mnkacco, mpeske BCero Mo ero 3HaMeHMTOMY MaHHO «['epHMKa», CO3JaH-
HOMY T10[I, BIIeuaT/IeH/eM 3BepCKOT0 YHUUTOXeHMS (alImCTCKOi aBualyein
6ackckoro ropopka l'epHuKa BO BpeMsI I'pakIaHCKOI BOJHBI B McriaHum.
O «I'epHuKe» «3ByKRommcann» Ilaynb leccay, Bponucinas IIpskuObLUTECKII,



Jiyumsku Hono, Upxku Banexk, Moppuc Haiit, Jleonapzo banazna... Hazosem
ele 6aneT MoJIbCKOTo KoMmIto3uTopa ['paskuubl BatieBuu «XKenanne, cxBa-
YeHHOE 3a XBOCT», HAIMCAaHHbI 110 OmHOMMeHHO# hece (1) ITabsto IMukacco.

ITukacco u CTpaBMHCKMIA. .. VI B 9T0J chepe TakKe «HeJb3s1 00BbSTh He0Ob-
sITHOe». HaltoMHMM JIUIIb O TTOpasuTebHOM PUCYHKe, BIIIOTHEHHOM
ITukacco ogHo¥ IMHMeN (6e3 OTpbIBa KapaHaalia ot 6ymaru!) Ha 06I0KKe
doprennannoit Bepcun «Parraiima» CTpaBMHCKOTO.

B HameMm anb6ome 3amucana «IIMkacco-comTa» KaHaACKOro KOMIIO3M-
topa l'appu Comepca, poausierocst B Topouto B 1925 rogy. Comepc OKOHUMIT
KOHCepBaTOPMIO B CBOEM POAHOM TrOpOJie, Cpeliu ero yunTesnei 6ui1 Japuyc
Mwuiio. ABTOp Ipeariocaan CBOeMY COUMHEHMIO CJIeyIolee IpeaucioBye.

«BecHoti 1964 200a s Hanucan My3siKy K meae8u3uoHHOMY (uibMy 0 HU3HU
u meopuecmee Ilabno Iukacco. Ha mamepuane amoti my3usiKu HeCKObKO N030-
Hee MHO10 0bL1a COeNaHa Hacmoswas clouma. B croume, ecmecmeeHHo, He Mo2u
O6bimb npedcmasyieHsl 8ce nepuodsl meopueckozo nymu Iukacco, 1 ocmaHo-
8UJICA UWb Ha HeKomopbix. Kaxcdas uacme croumst accoyuupyemcs ¢ onpe-
deneHHbIM nepuodom dessmenvHocmu ITukacco u c80licMeeHHbIM emy CIuiem.
Yacmu 3mu makoeuwl:

1. Mapuxc, 1900-1i. ManeHvkas napodus Ha My3sIKy pazmatima.

2. I'ony6oti nepuod. CeoeobpasHulli amoHaIbHbLL 671103

3. Lupk. My3sika 01151 YupKO8blX apmucmos, Kax 0vl couedwux ¢ noiomeH
IHukacco.

4. Ky6usm. ITonsimka 8secmu 80 83aumodeticmaue akkopdossie nocmpoe-
HUSL N0 NPUHYUNY CO00Waruuxcs naockocmet.

5. Heoxnaccuyusm. My3vika 8 cmune CmpasuHckoz2o paHuux 20-x 20008. Coso
uesiecmol 8 KOHYe uacmu conocmasisiemcst ¢ nopmpemom covtHa Ilukacco — Ions.

6. Opopm “Crouma Bonnapa”. ®@neiima cono omoxcdecmensienmcs ¢ u3blCKaH-
HbIMU JIUHUSIMU 3HAMEHUMO020 2paguueckozo yukaa 1934 zooa.

7. @pecka “Xpam Mupa” (“Botina u Mup” 8 Banopuce).

8. Apkadus “@asH c ¢aetimoii”. Kak u paboma ITuxkacco, Haxoo0auascs
8 My3see I'pumansou, Mos My3slKa aGCOIIOMHO JUULEHA B8CAUECKOL NpeMyOpo-
cmu. B amoti uacmu s yumupyo UCNaHcKyr HapooHYH NecHH.

9. Kodemma. CokpauwjeHHblli 8apuaHm nepeoti uacmu».

IIIIor

OxkuppIBas B3ISIAOM OMorpadum XymaoskHMKOB, IIPeICTaBIeHHBIX B STOM
anbboMe, MPUXOAUIIIb K BBIBOLY, YTO MEXIY HMMM, HECMOTPSI Ha pa3/iesiio-
1Iye UX OTPOMHbBIE OTPE3KM BpeMeH M, Cyll|eCTBYeT HeKasl BHYyTPEHHSIS CBSI3b,
MoATBepsKAaeMast MHOM pa3 Kak OyATo Obl He3HAUNTETbHBIMY, Ha TIEPBbIA
B3I, (hakTamu.

B 1598 rogy ®panc Xajc, o CBUIETeNbCTBY COBPEMEHHMKOB, HaBeI[aeT
Moomoro PybeHca B AHTBepIIEHe.

B 1599-m Py6enc konupyeT «Ilnsicku cmeptu» FonbOeiiHa.

B 1903-m INaynb Knee ormeuaet B qHeBHMKE: «CTOSIT B JITIOKCEMOYPTCKOM
My3ee nepen moprpeTom lekapta paboTsl Xajcay.

B 1914-m ITaynb Kinee co3paet «ITocBsienne [Tnkacco».

Tax i1 )Xk He3HAUUTEJIbHbI 3TU (aKThI?

T'enHaduti PoxcdecmeencKuii
(mekcm ¢ naacmunku 1977 2.)



PROLOGUE
Everyone wants to understand art. Why not try to
understand the song of a bird? Why does one love the
night, flowers, everything around one, without trying
to understand them? [...] People who try to explain
pictures are usually barking up the wrong tree.
Pablo Picasso

With this in mind, I will not be explaining the paintings or the music
they inspire — let them speak for themselves. This commentary is nothing
more than a reflection of my thoughts while working on the album Music
and Painting.

HANS HOLBEIN (1497-1543)

Holbein, the German Raphael, illuminated everything
with his “Apollonian smile,” and to those who looked at
his works, life must have seemed easy. He even painted
The Dance of Death in such a way that all horror
disappeared, and everything that was most tragic took
on the form of an amusing game, beginning with the
comforts of paradise and ending with a gathering of
humans at the throne of the Merciful Judge.
Alexandre Benois

The artist known as Hans Holbein the Younger, as opposed to his father
Hans Holbein the Elder, who was the author of the famous St. Sebastian
altarpiece, spent most of his life in Switzerland and England. His name is
primarily associated with the brilliant series of portraits he created at the
court of English King Henry VIII. Several of Holbein’s works are connected
in some way with music, including the Portrait of a Man with a Lute and the
Portrait of Lucerne Humanist Johannes Zimmerman. One of his most well-
known paintings, The Ambassadors, features an open notebook containing
a hymnal composed by Martin Luther. The sketches of murals, which were
created to decorate the so-called Dance House in Basel and depict various
musical instruments, have survived. The remarkable creation of the artist,
the suite of engravings titled The Dance of Death, inspired several composers
to transfer Holbein’s images into music. Among these composers are Arthur
Honegger, who wrote the oratorio Dance of Death in 1938, and the Austrian



composer Cesar Bresgen, who composed his Images of Death (Bilder des Todes)
for two pianos and percussion, which is featured on our album.

Cesar Bresgen was born in Florence in 1913 and studied composition at the
Munich Academy of Music under the guidance of Josef Haas. Bresgen wrote four
operas, four ballets, numerous choral works, and chamber music. As an expert
on Eastern European folklore, Bresgen contributed to the publication of several
collections of folk songs. His work on editing the music pieces of the 16®-century
German composer Leo Hassler is significant. Cesar Bresgen is a fascinating
painter who explores the creation of musical and figurative parallels in his work.
The Images of Death was written in 1946 and served as the basis for a ballet
performance in Weimar, accompanied by a display of transparencies based on
Holbein’s engravings. This piece quotes the medieval German song “O cruel death”
several times, and according to the composer, he sought to reflect both Holbein’s
figurative world and the rhythmic structure of his engravings in the work.

FRANS HALS (1582-1666)

Frans Hals must have had twenty-seven blacks...
Vincent van Gogh

“Twenty-seven blacks...” It is nothing more than twenty-seven timbres
of the same sound, or the same melody played on twenty-seven different
instruments — it is a modern orchestra! In 1964, the great Dutch painter
Frans Hals “met” the young Dutch composer Wim Franken. Their “meeting”
ended in a very productive way — Franken wrote music for a film about Hals.
The film is set in Haarlem, a city in the Netherlands, where the Frans Hals

Museum is located and which houses masterpieces by the famous artist. The
characters in the film are Hals himself and the subjects of his paintings. In
the preface to the score of Portrait of Frans Hals, Franken reveals that when
composing the music, he used quotes from the works of two 16™-century
Dutch composers who were contemporaries of Hals — Adrianus Valerius and
Jan Pieterszoon Sweelinck. The addition of a harpsichord to the orchestra
allows us to experience the atmosphere of the era in which Hals, who painted
Boy with a Lute and Two Singing Boys, lived and worked.

PETER PAUL RUBENS (1577-1640)

The work of this master is a formidable ode to joy...
Emile Verhaeren

In 1814, in Paris, Stendhal, under the extravagant pseudonym Louis-
Alexandre-César Bombe, published a book entitled The Lives of Haydn, Mozart
and Metastasio. The book contained a curious “comparative table” — a list
of composers and painters who were similar in their work. In the table,
Stendhal drew a parallel between the Flemish painter Peter Paul Rubens
and the German composer Johann Adolph Hasse. Despite the fact that they
lived in different times (Hasse was born 59 years after Rubens’ death), there
are many similarities between these two masters, especially in their joyful
approach to creativity. There is a well-known historical anecdote about the
famous tenor Farinelli, who, in the service of King Philip V of Spain, sang
Hasse’s aria “Per questo dolce amplesso” every night for ten years to dispel
the monarch’s chronic melancholy!



The sensitive Stendhal recognized this commonality and, most
importantly, drew the attention of his readers to a fascinating issue,
that of “painter/musician” versus “musician/painter.” What he saw in the
paintings of the great masters was what could be described as “the face
of sound,” that is, the inherent musicality of a painting, not necessarily
connected to the specific plot. This musicality in Rubens’ paintings
was later rediscovered, many years after Stendhal, by the artist and art
historian Eugene Fromentin, who wrote: “Have you ever closed your eyes
during the playing of a piece of brilliant music? The sound streams in
from all parts. It seems to leap from one instrument to another, and as it
is very unruly, despite the perfect harmony, one would think that all is in
turmoil, that the players’ hands tremble, that the same musical frenzy has
seized the instruments and the performers; and because the musicians
move their audience to such an extent, it seems impossible that they
should remain calm themselves in front of their music-stands; so that
we are surprised to see them cool, collected, anxious only to follow the
movement of the ebony baton that guides them and tells each what he
should do, and which is in itself nothing more than the agent of a mind
on the alert and of great technical knowledge. It is the same with Rubens
in the execution of his works, the ebony baton which commands, leads,
and supervises him; there is the imperturbable will-power, that master-
faculty which also governs some very attentive musicians — I mean the
minor faculties.”

There is a lot of music in Rubens’ paintings. Here is the festive Concert
in Nature, decorating Kromériz Castle in Czech Republic. Here is the
exuberant Flemish La Kermesse, which brings to mind the bagpipers of

Pieter Brueghel, the indispensable participants in noisy peasant feasts.
Here are some charming allegories — a smart-looking and pompous
gambist and a touching child with a violin... Rubens’ musicians are
a restless bunch. They are not content with life in the comfortable halls
of museums, and having moved on to postage stamps, travel around
the world. For example, the Singing Angels adorning the stamp of the
Principality of Liechtenstein... There are musical works dedicated to
Rubens. Among them, there is the Rubens Cantata by Belgian composer
Pierre Benoit (1834-1901) and the overture The Painter of Antwerp by
German composer Hugo Kaun (1863-1932).

Our album features the suite Rubensiana by the contemporary Swiss
composer and conductor Otmar Nussio. The suite’s score for three solo
instruments — flute, violin, and harpsichord — accompanied by a string
orchestra was first performed at the Rubens House in Antwerp on May
21, 1950. The work consists of five movements, each corresponding to
a painting by Rubens. With the exception of the first movement, “The
Flemish Market,” which is not a portrait, all the other movements depict
mythological characters, just like the paintings they correspond to. The
ecstatically sublime organ improvisations of St. Cecilia, the goddess of
music, are interrupted by “young nymphs and sylvani,” who (according to
Pushkin) “make a noisy round dance and carry the motionless Silenus...”
This worthy tutor of the god Dionysus is then replaced by the Trojan
prince Paris, who graciously presents the famous “apple of discord” to
the beautiful Aphrodite. The final movement of the suite is dedicated to
the meeting between the cunning Odysseus and the princess Nausicaa
in the enchanted land of Phaeacia.



PAUL KLEE (1879-1940)

Music, for me, is a love bewitched.
Paul Klee

Paul Klee was a Swiss painter, violinist with the Bern Symphony Orchestra,
and a fine poet (in 1968, the Dutch composer Ton de Kruyf composed the suite
for voice and orchestra Sounds from Afar based on Klee’s poetic texts). Klee also
had a passion for folklore, as evidenced by the musical notation of folk songs
found in his diaries.

In 1931, the German author Hermann Hesse wrote the short novel Journey
to the East. The main heroes of this novel are Don Quixote, E.T.A. Hoffmann,
Hermann Hesse himself, and characters from his own works, including the painter
Paul Klee. Despite the possibility of accusations of plagiarism, we will try to sketch
a plan of a fictional novel conventionally titled Journey to the West. Our main
characters will be Leonid Andreyev, Bach, Villa-Lobos, Mozart, and the painter
Paul Klee. While Hesse’s novel was 90 per cent fantasy, our story will be 90 per
cent factual, based on real events from the life of Paul Klee.

... May 1901. In a small apartment on Via Gondotti, near Rome’s famous Trevi
Fountain, two Russian musicians, pianist Sapelnikov and cellist Baryansky, were
waiting for the violinist who agreed to perform Schubert’s Trio with them. They were
so engrossed in their conversation that they did not notice the newcomer quietly
entering the room. “Allow me to introduce myself,” said the newcomer, “I am violinist
Paul Klee...”

... “I have read a lot of Russian authors,” Klee wrote in his diary. “I have
just finished The Red Laugh by Leonid Andreyev. I sincerely sympathize

with the Russians, and the appalling crime committed on Palace Square in
St. Petersburg on January 9 shocked me to my core. I was honored to take part
in a quartet recital dedicated to the victims of that tragic event...”

... The ocean liner Concordia was completing another voyage from Cherbourg
to New York. There were two passengers on deck — Brazilian composer
Villa-Lobos and Swiss painter Paul Klee. As the fantastic Manhattan skyline
gradually grew before their eyes, the outlines of the skyscrapers seemed to merge
together, highlighted by the fading colors of the pre-sunset sky. “Look, Klee,”
said Villa-Lobos. “Look at this silhouette. I see a melody. In fact, I've already
composed a piece for piano that I’ll call Silhouette of New York.” “Don’t disturb
me while I'm listening,” replied Klee. “Bach’s 6™ Sonata for violin and piano
is playing on the radio. I feel like I need to draw this beautiful melody...”

... 1799. Salzburg. Privy Counsellor Georg Nikolaus von Nissen is not receiving
anyone today. He is busy compiling a biography of the late Wolfgang Amadeus
Mozart, whose widow Constanze has now become his wife. He has just received
a letter from Mozart’s cousin, who was present when the composer passed away.
In great excitement, the Privy Counsellor reads: “The last thing that left his lips
before he died were the solo phrases of the timpani from his Requiem.”

... “I'will call this drawing The Quiet Tremolo of the Timpani.” Klee
takes a pencil and completes the composition with an almost invisible line.
“No, you can’t call it anything else — The Quiet Tremolo of the Timpani,
a messenger of death approaching from the depths of the ages. And he,
Mozart, must have heard it the same way. As Nissen has it: ‘The last thing
that left his lips before he died were the solo phrases of the timpani from his
Requiem.” My timpanist will never leave my side until the day I die. He has
become my ‘black man...””



... A posthumous exhibition of the works of Paul Klee. In one of the rooms,
there is a sinister series of “Litaurists”: from The Quiet Tremolo to the terrible
Fatal Blow, which cut short the life of the artist...

Let us listen carefully to the names of Paul Klee’s paintings — Harmonized
Battle, Arab Song, The Order of the High C, Twittering Machine, Ballet for
an Aeolian Harp, Contact of Two Musicians. Paul Klee brought together many
musicians in an attempt to create a musical equivalent to his visual fantasies.
Among the composers captivated by the Swiss master’s talent are Giselher
Klebe, Gunter Schuller, Jan Klusak, and Sandor Veress. This is by no means
an exhaustive list of composers influenced by Paul Klee.

PABLO PICASSO (1881-1973)

Scriabin admired the infinite power of imagination

and taste in a musician. Picasso, in turn, sought to

give the same measure of freedom to visual art...
Anatoly Lunacharsky

The subject of Picasso’s relationship with music is so extensive that
it would be impossible to cover it completely and thoroughly within the
confines of this abstract. Therefore, we will focus on a few key points.

Picasso left an astronomical number of still life paintings, the “building
materials” for which were musical instruments, particularly violins, guitars,
and mandolins. Throughout his life, the musician as the main character in
a painting never left Picasso’s imagination. The tragic “lament” that burst
from the chest of the bronze Blind Singer, created in 1903 and still warmed

by the rays of Rodin’s genius, transformed into a powerful echo, picked up
by the “blue” cabaret female singers, Harlequins, bucolic fauns, Andalusian
guitarreros, and the cyclopean New York “Trio.”

There are many musical compositions inspired by Picasso’s paintings,
most notably his famous Guernica, which was created under the influence
of the brutal destruction of the Basque town of Guernica during the Spanish
Civil War by fascist aircraft. Paul Dessau, Bronistaw Przybylski, Luigi Nono,
Jiri Valek, Morris Knight, and Leonardo Balada have all “tone-painted” about
Guernica in their music. Additionally, let us mention the ballet Desire Caught
by the Tail by the Polish composer Grazyna Bacewicz, which is based on Pablo
Picasso’s play (!) of the same name.

Picasso and Stravinsky... Again, one cannot fully embrace the
unembraceable. Let us only recall the remarkable drawing made by Picasso
with a single stroke (without even lifting the pencil from the paper!) on the
cover of the piano version of Stravinsky’s Ragtime.

Our album features the Picasso Suite by the Canadian composer Harry
Somers. Born in Toronto in 1925, Somers graduated from the conservatory
in his hometown, with Darius Milhaud among his teachers. In his preface
to the work, the composer wrote:

In the spring of 1964, I composed music for a television film about the life
and work of Pablo Picasso. This music later served as the basis for a suite.
Naturally, the suite cannot represent all periods of Picasso’s creative journey,
as I focused on only some of them. Each movement in the suite corresponds to
a specific period in Picasso’s career and his unique style. The movements are:

1. Paris, 1900. A little parody of ragtime music.

2. Blue Period. A kind of atonal blues.



3. Circus. Music for circus performers, as if descended from Picasso’s paintings.

4. Cubism. An attempt to introduce chord structures into the interaction on
the principle of communicating planes.

5. Neo-Classic. Music in the style of Stravinsky of the early 1920s. The celeste
solo at the end of the piece is juxtaposed with the portrait of Picasso’s son, Paul.

6. Etching — The Vollard Suite. The solo flute is identified with the exquisite
lines of the famous 1934 graphic series.

7. Mural — Temple of Peace (War and Peace in Vallauris).

8. Arcadia — Faun with Flute. Like the Picasso work in the Grimaldi Museum,

my music is completely devoid of any wisdom. In this movement, I quote a Spanish
folk song.

9. Codetta. A shortened version of the first movement.

EPILOGUE

Looking over the biographies of the painters featured on this album,
it becomes clear that despite the great differences in time between them,
there is a sense of inner connection between these artists. This connection is
supported by some seemingly insignificant facts that emerge from their lives.

In 1598, according to contemporaries, Frans Hals visited young Rubens
in Antwerp.

In 1599, Rubens copied Holbein’s The Dance of Death.

In 1903, Paul Klee notes in his diary: “I stood in the Luxembourg Museum
in front of Hals’ portrait of Descartes.”

In 1914, Klee created Homage to Picasso.
Are these facts that insignificant?

Gennady Rozhdestvensky
(the liner notes from the 1977 LP)
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