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Mapusa CrenaHoBa

BYKOBMHCKUE NMECHU: ABEHALLATb MOMNbITOK 3ATOBOPUTD

.5

B oaHo# KHure [Nackana KnHbApa ecTb repomHA, 0 KOTOPOW NPAMO FOBOPUTCA,
YTO «OHa bblNa reHranbHay». POMaH He 0 My3biKe, HO HEHLLMHA, 0 KOTOPOW UGET peYb,
MY3bIKY MWLLET — 1 NCaTeNb BO3BPALLAETCA K ee NPaKTUKe pa3 3a pa3oM, CI0BHO
xoTen bbl ycnbiLLaTh TO, YTO OHa [AEeNaeT, UM CNIOBHO OMMcaHue paboyero npoLiecca
MOYKET BbI3BaTb K HM3HM CaM My3blKallbHbIM TEKCT.

BoT HecKombKo unTar.

«Hak npasuo, oHa He co4uHAna cama. OHa pasbiCKUBA/Ia CMApUHHbIE NPOU3Ge-
deHus unu ux bosiee no30HUe BapuaHmMel u 0bpabameidana, ynpowasa do npedesna:
BbI0e/1A/1a 2/1aBHYI0 MeMy, ybupana u3IuWecmaa U N030HUe HacIoeHuUs, deana
Kyniopsl, 06HaXCaa Cyme, C030a8a/10 HEKYI0 KBUHM3CCEHYUI0 U 0CMAHAB/IUBA/IAC
8 mom Mug, Ko2oa docmueHymeili pe3y1bmam GbI3bIBas1 y Hee bypHOE BOSTHEHUE.

«BHayare oHa yumara HoOMbI, CUOA AasIeKo M UHCMPYMEHMa, 3amem OmK/ia-
dbisana ux. Cadunace K Pos/Ito U — HeONICUGAHHO — BONJIOWA/Ia BCe 3MO 8 KOPom-
KOM pe3toMe, Mak, KaK noHuMana cama. OHa He y0ocmausana UCNO/IHAMb MY3bIKY.
OHa co30asana caot UMNPOBU3AYUI0 NPOYUMQAHHO20 WU MO20, Ym0 CO4Y/Ia HyHC-
HbIM 3aNOMHUM®, b€3JICa10cMHO 0MCeKaa MeaoduYecKue U3/IuWecmaa, Hacmou-
YUBO KPYCa B NOUCKAX ympadeHHoU meMel, HaujynsiBas CMbIC/I080e A0PO Npou3Ge-
0eHUS, NPU MUHUMG/T6HbIX 20PMOHUYECKUX CPeOCMBaX».

«B meyeHue acell 8ecHel <0Ha> pabomasia Had COPOKa ABYMA IK/I02aMU
(u3 cemu cbOPHUKOB, N0 Wecms Nbec KauCobIl, Komopsle AH Kpwumen TomaweK
auinycmur 8 18071823 200ax).

— Tl BNO/IHe cnocobHa cokpamume ux 0o ceMu, — CKa3a1 Mopax.
— Moxcem beime, daxce do mpex».
A nymaio, 4to KiHbAp 6bin 6bl paa «byKOBMHCKIM NecHAM».
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EcTb 0fmH BOMpOC, MHTEpeCytoLLMiA cryLuaTeneit [1ecATHUKOBA; OH 3BY4MT
B pa3Hblx (opMax 1 No-pasHoMy GOPMyNMPYETCH, HO BO3HMKAET 4acTo ¥ 3a[aeTca
C HEKOTOPOW CTemneHbIo B3BOSIHOBAHHOCTM. Ballia paboTa, roBOPAT MHTEPBLIOEPHI,
370 BCEr/a OTBET Ha YTO-TO Y¥Ke CKa3aHHOE, TEKCT, CefytoLLniA 3a ApyruM (My-
3blKalbHbIM, IMTEPATYPHbIM), BO3PArKAIOLLMIA, COrMaLLIaIOLLMIACA, Pa3aBUraloLLniA
(MHorma [10 HEMbICTIMMbIX MacLLTaboB) rPaHMLIbl yXKe KeM-TO CKa3aHHOM0 — KaK
ecnv bbl MbsAuLonia nm CTpaBUHCKWIA Bbinv TEPPUTOPUAMM A3bIKOBOIO pactum-
PEHUSA, W B 3TVX Kpasx rOBOPUNM Tenepb Ha A3bIKe [1eCATHMKOBA. A MOXKeTe /i Bbl

nrcaTh My3bIKy OT NEPBOTO INLLA, KaK ecin bbl 40 BaC HUYErO He Bbio — «C Hy/iA»,
«UEJTUKOM U NOJTHOCMbI0 U3HYMPU», TaK, Kak AflaM [aeT VIMeHa 3BepAM U pacTeHn-
AIM B TOJIbKO YTO COTBOPEHHOM Mupe? YMeeTe N Bbl AyMaTb He B PEXKMME OTBETa,

a B NIOTMKe Co06LLieHNA?

[pyrviMu cnoBamu: rae 30ech aBTOPCKOe «A» CO BCEM MPeanicaHHbIM emy
COBPEMEHHOCTbI0 H3raKoM — YHUKa/IbHOCTbI0 BUAEHWA, TBOPYECKUM MOYEPKOM,
brorpaduient, HenoBTopMMbIM bi1abnabna, 06A3aHHOCTbLI0 FOBOPWTH TO, YTO 0 HErO
HWKOMy eLLie He foBoaunock? Ha 31o JleoHna ApkaabeBuy 0TBEYAET C 3aBUOHBIM
CMUPEHMEM, YTO TaK Y¥K BbILLIO, TaK A YCTPOEH: He TBOPEL, HO PEMECTIEHHMK, KOTO-
POMY Hy{HO 1A paboTbl Y4TO-TO BHEMOMOKHOE, HAXOAALLIEECA BHE YCTaHOBMBLLEICA
cucteMbl oxmaaHui. MbAauuonna, LWybept, CTpaBUHCKWMIA, XapMc: Mbicib [leCATHMKO-
Ba 00}KMBAET YYKYI0, YHe YCTaHOBIIEHHYIO KEM-TO KOHBEHLMIIO, MHOMAA NepenichiBas
ee MOJIHOCTbI0, OT MM [0 OCHOBaHbA.

3.

B oHOM MHTepBbIo [1eCATHMKOB rOBOPUT 06 MHOPOAHOM NEPBOOCHOBE CBOMX
COYMHEHWI, BHELLHEM MMMYSIbCE, 33 KOTOPbIM OH MAET M OT KOTOPOr0 OTTa/IKVBaeT-
CA, 04eHb KOPOTKO: «A Ha3bIBaK0 3MO «Mak2ag@duH»». [pounTas, A NOLLNA MYrnTh.
Bukunnegma 06bACHWNA, YTO MaK2AP@OUH — KNHOLLHBIN TEPMUH, 0603HAYAIOLLMIA
npeaMeT nnm cobbiThe, KOTopble HE0bX0AMMBI 1A Pa3BUTUA CIOXKETA U XapaK-
TEpOB — 1 MpW 3TOM COBEPLLIEHHO HeBarHbI caMu Mo cebe. CyHayK C MMpaTCKUMK
COKpOBYILLIGMK, 33 KOTOPbIM BCE OXOTATCA U KOTOPbIA HE JOCTAHETCA HUKOMY, Ui
YEXOBCKOE PYMbe, KOTOPOE NMPOBUCKT Ha CTEHE BCE TPV aKTa U TaK 1 He BbICTPENWT,
byayT, HaBepHOe, bNMHKANLLMMI aHaNoraMMy.

MaKragduH MOMET NeaTtb Ha CaMoM BULY, MOXKET MEJIbKHYTb U UCHE3HYTb
B CaMOM Hadare, Ho 6e3 Hero uctopua He 3arpytutca. CaMoe MHTepecHoe 34ech —
370 COYETaHMe NpeaesibHOM BarHOCTU M abCOMIOTHOM HE3HAYNTENBHOCTW Havallb-
HOTO UMMY/bCA, 3TOM CaMOW TOUKM OTCHETa: KaK ecivt bbl ENCTBYIOLLMA MUP MOXHO
6b110 NOCTPOUTB 13 YEro Yro[HO, C YETHIPEX HOT, KaK B TENEBM3MOHHOM LLIOY.

HoBan rapmoHuA bepeT 3a 0cHoBY NycTytoLLmMe 060104KwM cTapoi. Tak no men-
KOW KOCTO4KE A0CTpamnBaloT 061MK nne3suno3aspa. Ho [1ecATHMKOB He 3aHMMaeTCA
HY pecTaBpaLyen, H1 CTUAN3aLMEN — TO, YTO OH [IeN1IaeT Ha OCHOBE YyHOro0 TEKCTa,
HauMHaeTcA ¢ 0Tbopa M orpaHMyeHunA. JInLLHee, He CMOCOBHOE K BbIMKUBAHMIO B HO-
BbIX YC/TOBMAX, OTCEKAETCA; OCTAETCA TO, YTO CMOCOHHO MPOPACTX Ha APYrom MaaHeTe.
McxopHuK CrmMMaeTca, cryliaetca 4o obobuuaioLLen GopMynbl; B HEKOTOPbIX CiyYa-
AX — [0 3aBUTKa.

4.

0/Ha 13 KONMOHOK, HanMcaHHbIX [JecATHMKOBLIM Korda-To [4f1A canTa
OpenSpace.ru, Ha3biBaeTcA «Alien BCTpevaeTca ¢ Knaccukom». EcTb McKyLLeHre
CcuMTaTh 3Ty OPMYNMPOBKY ONMCaHNEM aBTOPCKOMO METOAA, YHWMKanbHOro crocoba
MPUBUTB KACCUYECKYI0 PO3Y K MOCTCOBETCKOMY AMYKY. Ho KaTeropum sToro poga
(coBeTCKOe, aHTUCOBETCKOE, MOCTCOBETCKOE, MOCTKOMOHMAMBHO., KaKOe TaM eLLie) TyT
He paboTatoT — My3biKa [leCATHMKOBA NPUCYTCTBYET Npy (1 CBUOETENLCTBYET 0) ApY-
rom, bonee 6a30BOM, pPa3/ioMe, rae NOSIMTUHECKOE OKa3bIBAETCA YACTHBIM CITy4aeM
3TUYECKOrO, @ CUTYaLIMA HyHKOro MPUMEHMA K 110001 MbICIMON 1 HEMBICIMMOM
BCTpeye. Karabiii «AVBHbIA HOBbI MIP» 0OHAMEH, KaK BYATO YBULEH BrepBble —

B COBVHYTOM ONTUKe NepeMeLLeHHOro uua. KynbTypHadA reorpaduma nctopudm-
LMpyeTCA, Mobomn NaHaLwadT — He JAHHOCTb, @ CNeACTBUE, Pe3y/bTaT CMELLEHNN,
BbIBYVXOB, KaTacTpog, A3bIKOBLIX M 6UOrpaduyeckyx Tynmkos. OTCioAa NoBbILLEHHAA
YyBCTBUTENBHOCTb K MII0OBIM PaHMLAM 1 HACTOMYMBOE HKeNaHue VX He Nepeceub,

a nepeceKame, eLLe W elLie pa3 3ax0AuTb TyAa 1 06paTHO, 06XKMBaA HUYbIO 3eM-

N0, Aenan HenTpasbHyto NOA0CY NPUrOAHOM ANA 0CMBICTIEHHOMO CYLLIECTBOBAHMA.

B T01 *Ke CTapnHHOM KoMoHKe [leCATHMKOB BCMOMVHAET C/10Ba KOMEMW, MaHHOBCKO-
ro AopmaHa JleBepKioHa, 0 TOM, YT «NpoBecmu 2paHuyy yace 3Ha4um npecmynums
ee».

HapyLueHme rpaHmLibl 0Ka3biBaeTCA 06A3aTeNbHbIM YCI0BMEM BbICKa3blBaHUA;
My3blKa [JeCATHUKOBA NOCTOAHHO TPAHCTPECCHPYET — BbIACHAET OTHOLLEHWA MEMKIY
CBOVIM M YyKMM, YaCTHBIM 1 0BLLIMM, KNacCMKOM 1 NONCOM, KOHTpabaHaoM nepe-
NpaBnAs Tyda-Cloaa BCe, YTO MOMKET e NpUroamnTbCa. «/]/iA MeHs Boobuje sce20a
bbl/10 BaACHA 3Ma MeMa: KaK npUMUPUMb BbICOK0100y10 My3biky (K Komopou
A NPUHAOAIEIICY B CUJTY CB0E20 NPOPYECCUOHAIbHO20 CmMamyca) ¢ dpaliBoM, KOmopo2o
eli mak Hedocmaem, HO KOMOPO20 MAK MHO20 3a NpedeIaMu aKa0eMuYeCKo20 /1a-
2epA», — FOBOPUT OH rae-To. Ho KaxKeTcA, YTo peyb MAET He 0 MPUMUPEHIM, @ O CO3-
AaH11 HOBOW, HE3aBMCYIMOI TEPPUTOPUM, I 3NEMEHTbI HECOBMECTUMBIX CUCTEM
CKNaablBanu1ch bbl B apyrve, bonee Hn3HecnocobHble, KOMBUHALMN.

YeM-To 3Ta yTONMA NOX0MKA Ha My3blKabHbIA MUP BYKOBUHBI, KaK ONMCHIBAET
ero KOMMo3uWTop: MecTo, e YKPauHCKaA My3blka MEHAETCA B pe3y/ibTaTe MHOXECTBA
HaCMOEHWI V1 CMELLIEHWI, 1 EBPENCKIE, PYMBIHCKIE, HanKaHCKMe BAMAHWA («Oame
YTO-TO BPOAE TUPOSILCKUX OANEM») HE JAIOT €1 3aCTbiTb, MPUHATb OKOHYATESbHYI0

GopMmy.
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Karetca, nioboe 0606LLeHNE BbIBEPHYTH Ham3HaHKY, 1 0HO byaeT paboTath
He XyrKe npexHero. OfHO K13 caMblx 3HAMEHWTBIX ONMCAHMIA PYCCKOro NeHWA, JaHHoe
ToNCTbIM, 3BY4MT TaK: «/JA0IOWKA Nesl Mak, KaK Noem Hapoo, C MeM NOJIHLIM U HaUB-
HbIM ybeucoeHuUem, Ymo 8 NecHe BCe 3HaYeHUe 3aK/YAeMCA MOJTbKO 8 CI0BAX, Ymo
Hanea cam coboli npuxodum u Ymo 0mMoe/IbHO20 HaNeaa He buidaem, a Ymo Ha-
nes — maK moJibKo, 071 cKady». pu HenaHum (1 He 6e3 0CHOBaHWI — BCMOMHUM
NECATKW, €CIIN HE COTHM, TEKCTOB «MypKM» 1N «KUPMINYMKOBY, HEKOTOPbIE U3 KO-
TOPbIX HE MEePEeCeKalnTCA HI eVHON CTPOKOM) MOXKHO NEPEBEPHYTb KOHCTPYKLMIO

M CKa3aTb, 4TO BarKeH Hanes, a C/10Ba TOJbKO Tak, AN1A CKnady. BaxHa nv ana «by-
KOBMHCKMX NECeH» TEKCTOBaA 0CHOBA, MaMATb 0 KOTAATOLLHYMX C/I0BaX M CloweTax?
Mbl 3HaeM, 4T MoHaYany KOMMO3WTOP He NaHMPOBa yHé3b|BaTb Ha3BaHWA NeceH;
B ()MHANbHOM BEPCUM OHW NMPUCYTCTBYIOT — HO CKOPEE B PEMKMME MOK/0HA, bnaro-
AapHOro YNoMUHaHWA. Y10 AAK0T HaM (Ha YTO YKa3blBaloT?) 3TW CTapWHHbIE CBAALOLI
M MOXOPOHBI, paccTaBaHWA ¥ ropeBaHnA? [oyemy ana GopTenbAHHOM LKA TaKk
BarKHa NaMATb 0 TOM, YTO BCe 3T0 HblIN NecHn?

MoKeT bbiTb, eM0 B TOM, YTO M NECHA — HEMTPanbHaA TePPUTOPKA, HAYBA
v 06LLaA 3eMNIA MeraY YTOHYBLUMM AOCEKYNAPHBIM MUPOM, e Karaov CUTyaLmm
COOTBETCTBOBAN 06pAA, OCBALLAIOLLMIA €€ 1 BNCLIBAIOLLMIA B CETKY 06LLEr0 0CMbIC-
JIEHHOTO CYLL|ECTBOBAHWA, — U pacyepyeHHbIM NPOCTPAHCTBOM COBPEMEHHOM KyJlb-
Typbl, [A€ cyLuaTenb JO/KEH COOTHOCUTL CebA C aBTOPOM, ero KOPMyCoM TEKCTOB,
WCTopuWen, CTUneM. B 3ToM cMbiCre OHa NMpeaenibHO AeMOKpaTUYHa: B MECHE «A»
HWYEM He OT/IMYAETCA OT «Mbl», OAVMHOKWMI rof10C 0T 06LLIero xopa, — «A» 370 Ba-
KaHCWA, BEYHO OTKPbITaA AN1A NoHoro HenatoLLero, MecTo, rae Kako-Hubyab MeTp
lNeTpoBwy, Jleonna Apkageesuny 1 IMutpuin [IIMATPYEBMY CyLLEECTBYIOT HA PaBHBIX
npaBax v AarKe 0CTaBAAIOT KaKoe-To MecTo AnA MeHA. [lecHA pa3aBuraeT Yenoseve-
CKWI ONbIT, MPMPALLMBAET €ro NoBTOpaMu, pedpeHamu, ThiCAYaMK NepeBUPaIoLLIAX
MCMOJHEHWI. B NecHI0, KaK B peKy, MOXKHO BOMTU C Nt0HOro MecTa; AnA 3TOro Jare
He 06A3aTe/bHO NeTb XOPOLLIO.

6.

A3BeCTHO, 4TO Ha OYepefHOM BOMPOC O TIOPEMHO-CChIILHOM 3M30[e CBOeW
brorpadmm bpofckuii He 6e3 pa3aparkeHna 0TBETUI: «A 0MKA3bIBAKCL 3MO
dpamamu3aupodame». OAuH U3 CaMblX MHTEPECHbIX CIOXETOB (13 TEX, B KOTOPbIE
nbiTatoTcA BNncatb [lecATHMKOBa cobeceaHMKK, a OH 0T HiX 6e3 ocoboro Tpyaa
YCKONb3aeT) — OTHOLLUEHWA KOMMO3WTOPa C Pa3HOro poJa pasMalLmcTbiM1 0bobiue-
HWAMM: PyCCKaA My3blKa VS. 3anafHad, COBETCKOE VS. MOCTCOBETCKOe, MOAEPHM3M
VS. aBaHrapf, Hy v Tak fanee. B kaxwzom cnyyae emy npeanaratT cAenatb Bolbop:
yKa3aTb CBOE MeCTO B 3TOW CXeMe, NpunncaTh cebA K 0AHOM M3 CTOPOH (HecoBMe-
CTUMBIX, KaK Npeanonaraetca). OH M30bpeTaTenbHO YKNOHAETCA OT 0TBETA — Bep-
Hee, 0TBEYAET Ha KaKoW-To ApYrom Bonpac.

KarkeTcA, YT0 Mo OTHOLLEHMIO K Moo Tpagumumm (M LUMpe, K Niobor cucteme)
[ecATHMKOB NPMHLMIMANBEHO 3aHUMAET MO3ULMIO YyHaKa, NpULLEeNbLA, YeN0BeKa,
Hax04ALLerocA BOBHE — W NPV 3TOM BHUMATESbHO, YBIIEYEHHO, HEXHO M3yyalo-
LLIEro ee MeXaHWKy B KaKmX-TO CBOWIX, HE 04EeHb NMOHATHBIX MECTHOMY HaCe/eHuI0
BMOaX. 3T0 MeHbLLIe BCET0 MOXOXKE Ha NI0rMKy POMaHTM3Ma C ee U3roAMM W Tparu-
4eCKMMM TeHopaMu. «[103Tbl — *UIbl» U FepoMYECcKMe U3rHAHHWKM NPUCYTCTBY-
loT B paboTe [leCATHMKOBA He KaK anbTep 3ro, HO Ha PaBHbIX NPaBax Co BCEMY,
yBUIEHHbIE C HECKOHEYHO AaNeKoro paccToAHMA, Fia3amm MobonbITHOro MHO-
CTpaHLa UM Aawe MHOMMaHeTAHMHA. Mu1p 0Ka3bIBaeTCA OTKPLITON TeppuUTOpHeN:
HaLMOHa/bHO., MAE0NOrMyecKoe, MCTOPUHECKOE MOHO Nepebupath, Kak KaTyLu-
KM C LBETHBIMW HUTKaMK, B NMOMCKaX TOYHbIX COYETaHUI 1 COOTBETCTBUN. «H KaK
pa3 xomes ckazams (peds udem o «Pycckux ce3oHax» — MC) 0 pa3oMKHymocmu



pyccKozo Mesioca. A xomes paccMompeme pyccKul GOJIbKIOP 8 Yucrie dpy2ux.
KoHgnukm mencdy pycckum u eaponelicKum Modicem boime UCKYCCMBEHHO Cnpo-
BOYUPOBAH UOL0I02Uu4eCKUMU cneKyaaHmanmu. (...) Ha smod meppumopuu mel
uz2paeM 8 HeKyo CMuJIeByIo U2py N0 NePemMEeKAaHUI0 «PyCCKO20» B0 YmMO-mo dpy-
2oe — 6 baxa, 8 Cmuaa Palixa, 8 cmapyto My3biky GPaHKO-GIaMAHOCKOU WKO/TbI
u m. n.  max npodosiicaemca om Ha4aaa 90 KOHYA».

TaK 1 NPOJONMKAETCA; UCKIIOYEHNI HET, KaXKeTCA, KaK HeTy 1 n3bupatenb-
HocTu. C 6/IM3KMM eMy MaTepuanom — PyCCKUM, EBPEMCKIM, YKpanHCKM — [le-
CATHWMKOB paboTaeT TaK e, Kak CO BCEMM OCTaIbHbIMU, BBIHOCA CB0e JaneKo
3a CKObKM, Aienan AOMAaLLHUIA 3BYKOBOM MUp BCe H0Mee CTPaHHbIM, MHOCTPaHHbIM,
BCeobLMM. JToKanbHOe pa3MbIKaeTCA, CTaHOBUTCA YacTbio MUPOBOIO.
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B oaHom nuceme Lenamury HoBanuc gopmynmpyeT HeoxmaaHHyIo 1 yBrieKa-
TeNbHYI0 naeio: «B KoHe4HoM cHeme, /10bas No3a3ua — 3mo nepeaod». Ecnm ¢ aTum
COTMacMTbCA B MPUHLMME, TO MePeBOAoM (C A3blKa Ha A3bIK, CO CMbIC/A Ha CMbICHT)
OKaXKyTCA eflBa M He BCe 3HAKOMbIE HaM BM[bl UCKYCCTBa; My3blKa [lecATHMKOBA
NoaxoAuT Nof 3T0 ONpeaeneHne naeasnbHo, CI0BHO A/A Hee M NpuayMbiBau.
Mbicnb 0 NepeBoie — 0 PaBHOMPABHOM CYLLIECTBOBAHMM 06LLIEN TEMbI B Pa3HbIX
MWMpaXx 1 KOHTEKCTaX — BarKHa ELLe M NOTOMY, 4TO OHa 136aBNAET Hac OT Aedop-
MUPYIOLLIMX MAio3uiA. HanpuMep, 0T Bepbl B MOHOLIEHTPUYHBIA MUP C ero 3ep-
KanbHbIMM HAI3HELL@MM — KOMMIEKCOM MPOBUHLIMM U KOMMIEKCOM METPOMOSINN.
06 ogHoW K3 3TUX CxeM roBOPUT rae-To [lecATHMKOB: «CmpasuHCKUL 0C03HaBar,
4mo yeHmp My3bIKaIbHOU Kyabmypsl HAX00umcA 8 Hekol 8oobpaxcaemoli Bere,
8 udeasbHoU 'epmaHuu, eciu y2odHo. A yepm 0o2adan e2o podumscA 8 Poccuu,
B0M OH U NOBEPHYN myada, ade, KaK emy Ka3aa0Cs, HaxodumcaA yeHmp». [Ina Hero,
BHMMaTe/IbHOr0 cniyLuartena CTpaBMHCKOr0, LIEHTP BCeraa CMeLLeH, HaxoanTCA
B CTOPOHE OT HaLLMX OXMAAHWIA, — 1 MOCTOAHHOE ABMMKEHMe AenaeT obyio TouKy
Ha KyNbTYPHOM KapTe 0AHOBPEMEHHO BOOBpaXKaeMoi 1 peanbHoK, MaeanbHom
¥ MPK 3TOM NPUrOAHOM AS1A MOANOUKALINIA, UHTEPBEHLMIA U NepeBOaoB.

8.

Hawu pyku 2pabnu,
Hawu ena3el Amel,
Ymo ena3el 3a8udiom,
To pyKu 3aepabrom.

B 13BeCTHOM CMbiCne BCA MMPOBAA Ky/bTypa OKa3biBaeTcA anA [JecATHMKOBa
30aKMM rpaHaMo3HbEIM MakradpGUHOM, MOCTOAHHBIM NPUCYTCTBMEM, KOTOPOE 0f-
HOBPEMEHHO HeobXxoaMMo 1 HeobA3aTenbHo. 06Cyaan CBOK «31My CBALLIEHHYIO
1949 rona», oH ONMCbIBAET Hauasno paboyero NpoLiecca Kak «HeKyt apxeosozuye-
CKylo cumyayuto». PacctosHne, 0TCTpaHeHHOCTb, MepLialoLLLee NPUCYTCTBIE-0TCYT-
CTBME YyHOr0 TEKCTA [JaeT BO3MOMKHOCTb BU/IETb BECH KOPMYC MUPOBOM My3blKM
KaK apXu1B — KaK CBOIO 3aMMCHYI0 KHUMKKY, 60MbLUON KaTanor uaew, roaHbIx ans

peanu3aummn. Ho My3biKoi Jeno He orpaHn4vBaeTcA. [lepBoHa4anbHbIN MMMYbC
He 06A3aTeNbHO JOMKeEH ObiTb 3BYKOBBIM: Pa3roBOp, KOTOPbIA KOMMO3WUTOP Be-
aet co CTpaBMHCKMM-YenoBeKoM, CTpaBMHCKUM «[1anoros ¢ KpadTtom», B1uaeH

B KOpMyCe ero COYMHEHMIN He MeHbLLIE, YeM NPUCYTCTBKE «BeCHbI CBALLEHHOM.
To e MOXKHO CKa3aTb M 0 CI0BECHOCTM; Maso KTO U3 PyCCKUX KOMMO3MTOPOB

[0 TaKOW CTeneHn CO0THOCUT CebA C NUTepaTypon, — 1 pedb He TobKo 06 OnemnHu-
KOBe ¥ XapMce, KOTopble COCYLLIECTBYIOT B My3blKe [JeCATHMKOBA C UTANbAHCKUMY
6apoYHbIMK apUAMM 1 COBETCKMM Y4EOHNKOM aHMIMIACKOro, U3aHHbIM B 1949-M.
CnoBapHbii coctaB [leCATHMKOBA TaK 1in MHadye GopMMpyeTcA CeroQHALHUM
NMTEPaTYpPHLIM NPOLIECCOM, BepeT B pacyeT BCe, YTO ABUMKETCA U MEHAETCA —

ot Enenbl LBapu v Bnagnmupa Copokvta fo Anekcangpa AHalleBnya — TaK YTo
donbKnop «PyccKmx Ce30HOB» CMeLLLAeTCA K 30He AENCTBMA aKTyaslbHOM NO33MK:

Kak Ha (G)amom,

0X, Ha caeme

yCé Jce Ham Hado.

A Ha mom xce, ol, Ha caeme
HUY0X HOM He Haoo,

MOJIbKO X Hado

00UH caxceHs 3em/u,
yameipe 00CMOYKuU.
Annunyds, annunyds,

cnasa mebe, boxca!

9.

0gHa 13 no3aHuX KHUE ['eHHagma Aru HasbiBaeTcs «[10KI0H — NeHNIoy;

1 MO CTPYKTYpPe, 1 MO YCTPOMCTBY PEYM OHA 04EHb HE MOX0XKa Ha ApYrue ero CTUXu
1 UMKNbl. OHa COCTOMT M3 TPEX LIMKIIOB, NEPBbIV 13 KOTOPbIX HanmcaH eLle B 1988—
91 rogy, ocTanbHble — B CaMOM KOHLIe AeBAHOCTLIX. Y Hee eCTb N0A3arofoBokK: «CTo
BapuaLmin Ha TeMbl HapoaHbIX neceH [0BOMHKbA» M HECKO/bKO anurpados, Bce

13 [apnHa-MuxainnoBCKoro — M3 NOBECTM, B KOTOPOM YeN0BEK U3BHE, BHUMATE b-
HbI Hab/lodaTenNb, CMOTPWT M CAYLLIAET, KaK YyBaLLCKMe AeBYLLKM NOIOT Ha Be-
CeHHeM npa3faHuKe. «A npuwes 8 cebA U 8 0MmBem Ha UX NOK/IOH, NPOHUKHYMbIL

U CaM NpuBemoM, yBaiceHuem U npU3HamebHOCMbH0, NOKIOHU/ICA UM».

Tpw TeTpaau 8apuayuli-noKI0HOG — YyBaLLCKKMe, TaTapCKMe, MapuCKmne
HapOAHbIE MECHW, MPAKTUYECKM He CYLLIECTBYIOLLIME CErOAHA BHE YCTHOMO MCMOJHE-
HWA, He NepeBefeHHbIe U He U3OaHHbIe MO-PYCCKMN — A NEPeBOMT, KaK 3a PyKy
Yepe3 MOCT, B MHOM Mup: be3nnyHoe-obLLiee B YaCTHOE-aBTOPCKOE, MeCeHHoe
B MUCbMEHHOE, Hy ¥ He B MoCedHIon o4epeab MHOA3bIYHOE B pyccKoe. Paspabo-
TaHHbIV A3bIK MMMNEPCKOM KyNbTypbl XOPOLLO 06yyeH BOMpaTh B CebA YyKoe, 3K-
30TMYECKOe, TPaHCHOPMMPYA ero — AenanA CbeA0bHbIM, FOTOBLIM K yNoTpebieHnio
1 nepeBapmBaHuio. [lpyroe aeno, Yto AnA AN pogHbIM bbifl 4yBaLLCKUIA, Ha HEM
OH M Ha4MHan Korga-To MUCaTh; PYCCKUI A3LIK U PyccKanA N033ua bbinn He JaHHO-
CTbl0 POMAEHMA, @ TEPPUTOPMEN CO3HATENBHOIO BbIOOPa, OMpeaeNMBLLEro MHOToe

B €ro no3TunyecKom ctpatermn. BosspatleHue K GonbKaopy Manbix Hapogos [lo-
BOJTHbA — LUAr B CTOPOHY, YX0[ C 06XKMTOr0 NPOCTPAHCTBA, M MOHATL Obl Kyda — Ha-
33/, AOMOW, 1K BOOK, Ha HeTpanbHyto nonocy? [epeBoanT v Ari TaTapckue
1 MapUINCKME NECHM Ha A3bIK NPUHYAUTENBHOM KYNbTYPHOW HOPMbI — AW NPUBO-
LMT PYCCKMIM NMUCbMEHHBIN K COCTOAHMIO CbIPOr0 HEHOPMUPOBAHHOIO PABEHCTBA,
NEenuT ero 3aHOBO Mo 06pasLy poaHoro? I'ae cyLLecTByIOT CT0 Bapuayul (Ha He-
M3BECTHYIO HaM, He CyLLIECTBYIOLLYYIO MO-PYCCKM MeMy) — Ha HUYbE 3eMsie Meay
KyNbTypaMu, Ha HEMbIC/IMMOM PaCcCTOAHWM OT TOW W APYTOW, BHE My3bIKW U MOYTY
Y4TO BHe A3blKa?

Bapunauwmmn Aiirv ycTpoeHbl 0AMHAKOBO: KaxdaA U3 NECEH MM NeCEHHbIX (pa3
(Mbl He 3HaeM WM MOMKEM TOMbKO A0raabiBaThCA 06 OpUrMHanax 1 o ToM, Ha-
CKOJIbKO B/IM3KO MM AANeKo 0T HMX OKa3bIBAeTCA M03T) obpabaTbiBaeTcA, Crpec-
COBbIBAETCA, AOBOAMTCA [10 OAHOM0 KY6MKa, 10 OTAENBHO CTOALLEr0 HepUdMO-
BaHHOr0 YETBEPOCTULLNA, 06pa3yIoLLLEro TEPPUTOPMIO NECHN. VIHOrAa TaM MOXHO
yragatb o4epTaHuA 06pa3ua, MPoCMaTPUBAETCA CTaPMHHAA KOHCTPYKLMA (M
3T0 TaK KaeTCA BHeLUHeMy HabnoaaTenio?). iHorga aBTopy AOCTaTO4HO OHOMO
CNOBOCOYETaHMA, 0OHOI0 3aBMUTKA. KOpOTKMe CTUXOTBOPEHUA MOYTH He CBA3aHbI
Mexkay coboi. Y Hux cBoeobpasHas, 0cobeHHasA TeMMopaibHOCTb, Pa3BepThIBal0-
LLIaA TEKCT B PEMKMME 3aMe/IeHNA, TaK YTO Karkablvi GparMeHT AnUTCA 1 OAUTCA,
He KOHYaACb, KaK BUAEOPONMK, NOCTaBAEHHbIN Ha PEXMM HECKOHEYHOrO BOC-
npowu3sedennd. M 0a, ux npexpacHbi PYCCKMW A3bIK HafeneH BCen CTPAHHOCTbIO
MHOCTPaHHOIO, YBMAEHHOMO U3BHE, 13 BECKOHEYHOW [0CNIOBECHOM Aanu:

Bom, yxce uc4ezaiom

8 nosie, cpedu Koawisiel.

Yace He cbitwHo bybeHYUKoa.

Mol Kak nmuyer cmoum.

A pymato, uto [1eCATHWMKOBY JOMMEH HPABUTLCA «[TOKNOH — NEeHMIo».

10.

B nosectv [apuHa-MuxanoBcKoro repon ciyLuaeT 06pAAa0BLIe NECHU, MbiTa-
ACb MOHATb, 0 YeM 3T0, KaK YCTPOEHO.

«OHU cMompesiu neped cobol u nesu.

— 0 yem noom oHu?

— be3 ¢7108 notom, — 0maeYas HePBHO CMApUK, — MAakK bydym neme OHU, Ko2-
da nocne cmepmu notidym K Type. OHu bydym.cMompemb NPAMO B 2/1a3a U HA 20-
J10c holidym... Yenosek bedHbil, Hem HU4e20, MHO20 2pexaa... TobKo Ha 20/10C,
Ha 00uH eosoc, bes ¢/108 notidymy.

Tak, B pexkmme nocMepTuA, be3 cno. (cnosa bbinv npocmo 0714 ckady, NoToM
TO/IbKO NMOAPa3yMeBannCh, MOTOM NepecTani 3Ha4MTb XOTb YTO-TO ¥ NPEBPaTUINCh
B Ka3eHHylo 61pKy Ha Hore bpoLLEHHOr0 Tena) paboTaloT «byKOBUHCKME NeCHW»
[ecAtHnKkoBa. Kaxaan 13 Hux 0603HayaeT (MpeacTaTenbCTBYET 3a) KaKylo-To BO3-
MOXKHOCTb, HanpaBneHune MbiCau. To, 4To B HUX BbIN0 YacTHOMO (CNOBa, Ha3BaHue,
CIOXKET) 3HAUMT CTOMbKO e UM MeHBbLLUE, YeM T0, YTO bbino 06LLMM (PonbKop-

HbIM, HaLMOHaMbHBIM, MCTOpUYecknM). B nepesofe [lecATHMKOBA OHM CTAHOBATCA
YUCTBIM ABUMKEHWEM, CUCTEMOI BEKTOPOB, MO/I0M 1 NPUBPaHHOM CXEMOW NOTeH-
umansHoro. To, YTo HauMHaeTCA Kak paboTa ¢ [10MMCHMEHHbIM, A0My3bIKanbHbIM
MpOLLNbIM, NPEBPALLAETCA B UCCMej0BaHME eLLe HEeBUAVMMONO, e[1Ba MbICIMMOT0
byayulero. [TocTcKpUNTyM CTaHOBMTCA 3NMrpadoM, NpoLLaHMe — obeLLaHneM:
npenioameit K Yemy-To HoBOMY.

1

Cpeaw BO3MOMHbIX annrpaoB K ToMy, YTO 06eLLaloT «byKOBUHCKME NecHN,
eCTb M TaKOM, 04eHb M3BECTHBIM, HO Celyac, B CUTyaLmm, Koraa obLuee byayulee
HaKPeHMOCh 1 YepnaeT Bofy HOPTOM, KaK 10[Ka B HEMOrOAY, KaXKeTCA, YT 3T0
HanMcaHo BYepa UK CerofHaA.

«4acmo npuxodumcA criblwame: 3mo Xopowo, HO 3Mo BYEPALIHUL JeHb.

A A 2080p10: B4epawHUl deHb euje He poduscA. Ezo ewe He bbiio no-Hacmos-
wemy. A xo4y cHosa Osudus, lywKuHa, Kamysna, u MeHA He yoosiemaopsaem
ucmopuyeckut 0sudud, llywkuH, Kamynn. (...) Kasanoce bel — npoyen, u 1aoHo.
[peadonen, Kak menepe 2080pAM. Huye2o nodobHo20.

VImaK, Hu 00H020 Nnoama euwje He bbi10. Mel cB060OHLI OM 2py3a BOCNOMUHA-
HUl. 3amo cKo/lbKo padocmHelx npeddyscmaud: [lywkun, Osudud, ['omep».

PAf, Ha3BaHHbI MaHOenbLLUITaMOM, MOMHO MPOLOSIKaATh; B 30HE, KOTOPYIO
0CBauMBalT/NepecMaTpuBaloT byKOBMHCKIME NPENoAMK, BMECTO 3TUX MMEH MOXKHO
nogcrasutb apyrue: LLy6epr, LymaH, PaxMaH1HOB — HMKOIO U3 HKX eLLe He Bbifo
NO-HaCTOALLLEMY, BCE MOXKHO HauaTb C Havana. «byKOBMHCKME NeCHW» — 3T0 KHMra
TaKMX Ha4an, My3blKanbHbIM, andasuT, HE06XOAMMBIN ANA 0NMCaHWA HOBOIO Ce-
200HA. Kak nobadA LienocTHadA cucTeMa, UMKA NbITaeTcA bbiTb TOTabHBIM, pacKa-
TaTb CebA 40 rpaHuL, B KOTOpble YMECTMAOCH bbl BCe BO3MOXKHOE — KaK CloBapb
HErnosoH, NMoKa He JoMAeT Ao nocneaHero «fA». Y [1leCATHMKOBA, KaK U Y ero npea-
LLECTBEHHWKOB, NPENOAMIA ABafUaTb YeTbipe, M0 YK1CITY TOHANBHOCTEN, MAeanbHoe
4K1CIOo, OXBaTbIBalOLLEe BECb KBMHTOBBI Kpyr. B eBpencKoi Tpaamnumm 0CHOBHOM
3aja4yen YenoBeKa v Yen0BEYECTBa CYMTAETCA MOUMHKA CTaporo, 3aBe0MO Mo-
BPEAEHHOro MMpa — W, MOX0Ke, Hado 3T0 AefiaTb C CaMOro Hayarna, eLLe 1 eLle
pas.

12.

0QHa M3 KHUI aMepUKaHCKOW ncaTenbHULbl [aHeT ManKkoaM HasbiBaeTcA
«41 panbCTapT» U HAYMHAETCA C 3CCE 0 TOM, KaK OHa MHOM0-MHOIO pa3 MblTaeTcA
HaNMCaTb *yPHANMCTCKMIA TEKCT NP0 XyAoHWKa [1asnaa Canne. OHa HaumHaeT
C Pa3HbIX TOYEK, C Pa3HbIX CIOXKETOB, TaK M 3[aK — W Y HEee HUKaK He Mosy4aeTca.
Nnu nonyyaetca. MaMATHUK 3TOMY HAaYMHAHMIO — COPOK OAMH NepBbIN ab3all, co-
POK M 0AVH Cnocob 3a2080pUMe, KOTOpble MOHEMHOIY caMuM 060 CKaAbIBAOTCA
B ybeamTeNbHbIN, ECIN He MCHEPMbIBAOLLMIA, NOPTPET repos. A garke NpoboBaTh
He byady: ABeHaALATM NoaxoaoB K [leCATHMKOBY He XBaTaeT, KaK He XBaTuio Obl
v OBafuUaTV YeTblpex. 3aTo YTeLIMTeNbHO 3HaTb, YTO MOXKHO MbITaTbCA CHOBA
M CHOBA.



Anexcev Fopubonb — nuaHMCT, My3biKa/bHbIN JeATeb, NPOAIOCep, 3acny-
KeHHbIM apTncT Poccmm (2006). KaMepHbIin My3bIKaHT C OFPOMHbIM penepTyapHbIM
Avana3oHoM ot baxa 1 MouapTa 40 CaMbiX HOBbIX COUMHEHI COBPEMEHHbIX KOMIO-
3MTOPOB, NEPBbIM UCMOHATENEM KOTOPbIX OH 3a4acTylo ABNAETCA.

BbiCTynfeHnA NaHm1CTa, Npr3HaHHOIO BbIAAIOLLMMCA MaCTePOM KaMEpHOIo aH-
cambns, npoxoaunu B KoHceptrebay (AMctepaam), Burmop-xonne v LexTpe bapbykaH
(lloHmoH), bepnmHckoi dunapmormw, I'eBaHaxayce (Jlenuwmr), KoHueptxayce (BeHa),
Opera Bastille ([Tapwv), KenHegn-LieHTpe (BalumHITOH), JIMHKOMBH-LIEHTPE (Hbl0—|7|0pH),
a TaKMKe Ha BeJyLLMX KOHLepTHbIX cLieHax 'epManmu, U3panna, AnoHmnm n ap.

C 1989 rona Anekcen ['oprbonb ABAAETCA MHMLMATOPOM W My3biKasbHBIM PYKOBO-
LVTENEeM MHOTVX YHUKaTbHbIX MPOEKTOB, CBA3AHHbIX C TBOPYECTBOM BblAAIOLLEr0CA Poc-
CUIMCKoro Komnosutopa Jleornaa [lecATHMKoBA. 3anvcaHHbIv Mo ero pyKOBOACTBOM
cayHATPeK K GunbMy «Mockaa» (permccep — AnekcaHap 3enbaoBu, KOMMNO3UTop —
JNleonna JecAtHmkos) yooctoeH Grand-Prix IV BcemmnpHoi buenHane B BonHe (2002).

ABnAeTcA obnagartenem yH1KanbHOro penepTyapa v 3KCKIIO3MBHBIM UCMONHWTE-
neM GopTenvaHHoN v KnHoMy3biki Mykasna Tapusepavesa u Vcaaka LLsapua.

B 2009-2010 rogbl Anekceit 'opmbonb nogroToBua v npoBes bonee Tpuaua-

TV TENEBM3MOHHBIX MPOrPaMM B paMKax LmKna J1aToro KaHana «Houe Ha [lamom»
(«Hoyb. 38yK. [opubosie»).

B TBOpYecKoM bararke NaHm1cTa 0KOMO TPUALATY KOMMNAKT-AMCKOB.

C 2004 no 2007 roabl pykoBoaun OectvBaneM 1ckyccts B KoctoMyKLue (Kape-
mmeA). B 2008 rogy cTan co3aateneM v XyA0HeECTBEHHbIM PYKOBOAMTENEM ABYX (e-
CTMBanen KaMepHoW My3blKu: J1eBUTAHOBCKOMO My3blKanbHOro dectvBana B [néce
1 POCCUMCKO-(BUHCKOIO My3bIKanbHO-MO3TUYECKOro hecTvBana «B cmopoHy Buibop-
2a». C 2019 ropa B ExatepuHbypre B EnbumnH-LeHTpe Anekcer 'oprbonb npoBoaut
CBOW aBTOPCKUM LUMKN «[lociywadmel.

Anekcei ["'opnbonb COTPYAHMYAET C COBPEMEHHBIMY KOMMO3UTOPaMu: J1e0HMAOM
LecATHrKoBbIM, AneKcanapoM YarkoBckuM, ['eoprmeM leneumcom, Bnagummpom
MapTbiHOBbIM, [Wiel KaHuenn, 0prem KpacaBuHbiM, [aBnoM KapmaHoBbiM, Bnagw-
MupoM PaHHeBbIM, Anekceem Airu, Cepreem AxyHoBbIM.

B pa3Hble roabl 6bii MHALMATOPOM, BeyLLMM OpPraHW3aTopoM, aBTOPOM MOHO-
rpadmyecknx dectvsanen Netpa HYarkosckoro, fiHa Cnbenwyca, Imutpuma LLoctako-
BMyYa, benprkammnHa bputTeHa, JleoHnaa [ecATHmKosa B Mockse v [leTepbypre.

CotpyaHuyaet ¢ bonblumm Teatpom Poccum, MapumHCKMM 1 AneKcaHapyHCKM
TeaTpamu, llepMcKMM TeaTpoM onepel v baneta, TeatpoM Hauwi, Teatpom «Ma-
cmepcKaA [lempa QomeHKox», HcTuTyTOM ViMenn [éTe, HcTUTyTOM OUHNAHOUM
B CaHkT-[leTepbypre, bputaHckuM coseToM, «DoHdom Muka3ana Tapusepduesay,
«DoHdom [JuaHsl BuwHesol».

Nleonnp fecatuukoB poawnca B 1955 rogy B XapbKkose (YKpanHa). 3aKoHUM
JlenmHrpaackyio KoHcepeatopuio. YneH Colo3a kommo3suTopos CaHKT-[leTepbypra.
ABTOp YeTblpex Onep, KaHTaT, KAMEPHON BOKATbHOM ¥ UHCTPYMEHTANTbHOM My3bIKU.
OcHoBHble CoumHeHuA: onepa «/Jemu Po3eHmarns», nnbpetto B. Copoku-
Ha; baneTbl «YmpayerHsle unmo3uux» 1 Opera; KaMepHan onepa «bedHas /lu3a»
no Hukonaio KapamawHy; «/Jap», KaHTaTa Ha cTuxm [aBpumna [leprkaBuHa; «/liobosb
U HCU3Hb NO3MQ», BOKANbHbIM LKA Ha cTMxK [aHmmnna XapMmca n Hukonaa Onen-
HWKOBa; «CBUHL0BOE 3X0» ANA rof0ca/oB M MHCTPYMEHTOB Ha CTvxu [xepapaa
MsHmn XonkuHca; «3uma ceAweHHaa 1949 200a», cuMpoHMA 4iA Xopa, CONNCTOB
V1 OpKecTpa.
ABTOp My3bIKM K GurnbMaM: «3akamy, «3amepsaHHsIl 8 Cubupu», «TodMocKos-
Hble Beyepax, «Cepn u mosomy, «MaHusa Hu3esnuy, «/JHeBHUK e20 JiceHbl», «KasKas-
CKUU nfieHHUK», «Mocksa», «MuwieHb».



HaM He f0 Becenba

Bbixog B cBeT «byKOBMHCKUX NeceH» cTan NOBOAOM LA NEPBOro B }KU3HM
DecatHuKoBa u Nopubona coBMecTHOro MHTEPBbIO, KOTOPOE MacTepa o6esHo
cornacunucb gatb fipocnasy Tumodeesy. TekcT beceabl NybMKyeTca B COKpa-
LLEHUM.

AT JleoHna ApradbeBwy, Bbl YYMINCh KaK MUAHWUCT, Y BaC Mexay O0MbLLIMM U1 yKa3a-
TesbHbIM NanbLaMy, KaK Bbl FOBOPWTE, MOYTM LLINAraT, COYMHAETE BCEraa 3a pOAneM.
[MoyeMy My3bIKM 471A CONbHOrO GopTenMaHo y Bac Tak Majo?

N4 Bce MPOCTO: €€ He 3aKa3blBalaT. A A B TeyeHue gonroro BPEMEHUM NCan UCKo-
YNTENIbHO Ha 3aKas.

AT CrpanHo. [TaHMCTI Bpoae KaK Moy NoABMMHKHBIE U 3aMHTEPECOBAHHBIE.
[exer Het?

NA [InA Hux yre HanmcaHo bosiblue My3blKK, YeM AnA Koro-nmbo. He 3Haio, MoeT
BbiTb, A NPOCTO He 3HAKOM C HOraTbIMK1 MUAHNCTaMM.

AT Bl paccka3biBany, YTo BOOXHOBUTENAMM «ByKOBMHCKIMX neceH» bbinn Jlykac
["'eHioLLac, C 0HOM CTOPOHLI, 1 Banepwuia Ap3yMaHoB, ¢ Apyroi.

NA He 10 4t06bI JlyKac bbin BAOXHOBUTENEM, MPOCTO OH NOAAPMA MHE CBOM AMCK
C My3bIKoi Ap3ymaHoBa, Bnagumuipa Pabosa 1 Moeit. fl nogyman, YTto MHe Hy*KHO
cAenatb YTo-To B 3T0M pofe. ManeHbKue WTyyKM, KaK y Ap3yMaHoBa.

AT 370 1 CTMANCTYECKMI OPUEHTMP TOMKE?

NA Oryactn. A vyBcTBYI0 ONpeaeneHHyio 6113acTb K Ap3yMaHoBY, K TOMY, YTO OH
Aenaet. KoHeuwHo, 3Ta 67M30CTb MHMaHA, KOMMNO3UTOPbI BOO6LLE peaKo bbiBaloT
6nm3Kun. bapbep 1 MeHoTT — ncknioYeHWe. Ho Bce-Takm Ap3ymaHOB — neTepbyp-
¥KeLl, XOTA, *EHUBLUMCb Ha (paHLyKeHKe, AaBHbIM-AaBHO 13 Poccum yexan. Husa
B JIeHWHrpaze, OH OKa3biBa/ 60/1bLLIOE BIMAHME M Ha CBOE MOKOJIEHME, M Ha KoJjier
nomnagLue.

AT Kak nonyunnocs, yuto «byKoBMHCKME NecHW» cTanu foctoAHneM Anekcen Anb-
bepToBMYa, a He JlyKkaca?

NI A npocTo cpa3y peLuns, YTo HanwuLwy Kx anAa Anekced, notomy yto Becb 31 rog
HaLLero 3HaKoOMCTBa OH NPOCWA NOCBATUTL EMY COYMHEHIE. XOTA OH NPAKTUYECKN
y3YpnvpOBan BCIo MO My3blKy C y4acTvieM GOPTenMaHo, TaKoro NOCBALLEHUA paHbLLIE
HUrge He 6bino. EMy BaHO, 4Tobbl B HOTax 3HaUMIOCh: «noceALLaeTcA Anexceto [opu-
6onto». OH [0BOMBHO JOAM0 CMAEN Ha «ByKOBMHCKMX MECHAX».

AT Korzia coumHeHme HanmcaHo Mo 3aKasy Wim KoMy-To apecoBaHo, CyLLecTByeT
TaKaA BeLLlb, KaK UCMOMHUTENBCKMIA 3KCKNI03MB. OBbIYHO OH ANUTCA CE30H, MHOra
ABa. «byKOBMHCKME NecHM» bbln 3aKoHYeHbI B anpene 2017 roaa, NoTom cnyymnnack
UcTopuA ¢ PaTMaHCKMM 1 AMepUKaHCKMM baneTHbIM TeaTpoM; JleoHna ApkaabeBuy
He MOr YCTOATb, MOTOMY YTO 3TO Ye LLECTOM X COBMECTHbIN baneT. 1 3aTeM Hago
BbI110 NOA0MHKOATH eLLe BOCEMb MECALEB, MOTOMY YTO Mbl AOrOBOPUAMCH C [lepMbio, YTo
oduumansbHan npembepa nponaeT Ha arunesckoM dectusane. CoctoAnack oHa Tofb-
Ko 23 nioHA 2018 ropa. B 0bLLieM, «byKOBMHCKIM NECHAM», KaK AparoLEeHHbIM BHAM,
NpeacToAno NPOBECTV HEKOTOPOE BPeMA B norpebe.

N[ 'naBHoe He nepefeparb.

AT [oyeMy Bbl Ha4anm nncatb «byKOBUHCKIME NECHW»?

NA Buammo, npocTo Hevero bbino genatb. KoMnosutop Bce BpeMA AOMTHKEH YTO-TO
nenatb. Korma HeT 3aKasHoi paboTbl, HaAo COYMHATBL YTO-To ANA cebA. Kak bbl BeCTy
AHEBHWK. ECriv KOMNO3WTOP He COUMHAET My3bIKY, 3T0 FPO3UT YHUYTOMMUTH €0 CaMou-
LEHTUYHOCTb.

AT To ecTb Bbl 13 TEX, KTO «HW OHA HE3 CTPOUKM»?

N[ Bce-Taku He «HW OHA», HO XOTA bl Napy pa3 B MecAL, Hafo MOAXOAMUTb K CTaHKY.
AT Kak Bbl HaLLnM CHOPHMK, KOTOpLIN Ner B 0CHOBY «[leceH»?

JIA A npocTo mcKan B CeTU YKPaNHCKMIA GONBKNOP M HAaTKHYNCA Ha 3TOT TOMYK.

B oTpoyecTBe y MeHA bbia KakadA-To yKpauHCcKaA XpectoMatud, neT B 15-16 A caenan
06paboTKM ABYX MECEeH W3 Hee AnA rofioca U GopTenmaHo W, KCTaTi, NOKasbiBan vx

Ha BCTYNUTENbHbIX 3K3aMeHax B KoHcepBaTopuio. [10TOM 3Ta KHIra Kyda-To Mcyesna
(BO3MOHO, OHa bbina 6nbnnoTeyHoi). MHoro net cnycTs, paboTan Hag «[leTbMm

Po3eHTanA», A pa3aobbin elle 0HY KHUKKY N0A0BHOM0 pofa — Tak B Onepe NosBu-
N1acb YKpanHCKanA necHA. V1 BOT cemyac Hayan pacKanbiBaTb YKPaUHCKMIM (ONbKIop
B TPETWIA pas.

AT To ecTb BaLLM IMYHbIE OETCKME BNeYaTNeHnA He CBA3aHb! C byKoBMHON?
N4 A tam gaske HMKoraa He bbin.

AT U Menoawmm, KoTopble HaxoauNK B XPECTOMaTUK, He Bblf BaM 3HAKOMBbI?
J11 Koe-uT0 A 3HaN paHbLLe, HO COBCEM HEMHOIOE.

AT Bac nHTepecyeT Hay4HaA 4OCTOBEPHOCTb 3TOM XpecToMaTmn?

N Ha camMoM fene HET HUKaKMX YCTOMYMBLIX NPaBWAA, MO KOTOPLIM HYXHO 3anMcbiBaTh
HoTamu ¢onbKnop. KTo-To Mcronb3yeT YeTBEPTUTOHBI, KTO-TO Bonee KOHcepBaTH-

BeH. Ho, ¢ Moeit TOUKM 3peHus, B XpeCTOMaTM He BCe XOPOLLIO pacluidpoBaHo. 310,
BMOMMO, CBA3AHO C TEM, YTO YKPAMHCKWIA A3bIK, B OT/INYME OT PYCCKOTO, B MEHUM 04YeHb
CVMHKOMMPOBaH W, COOTBETCTBEHHO, YPE3BbIYAIHO NOABMHEH B CMbICTE YepeaoBaHus
yOapHbIX ¥ 6e3ynapHbix croros. C onpeaeneHyeM MeTpa 1 pUtMa y pacLUMOpOBLLVKOB
6611 Npobembl. Ho A Bce paBHO MEPERpyTUI BECb MaTepan no-CBOeMy.

AT Kak Bbl fenctBoBanu? Bolbpanu 24 menogmmn?

Hﬂ HeT, Ha4an c ogHOM, NOTOM HalLien BTOpPYIO. B KaKo-To MOMEHT MHe [1aHe CTano
MX He XBaTtaTb, XOTA 3T0 OFpOMHbIl7| C60pHVII-(. He BCe necHM TaM BbICLLIEND Ka4ecTsa,
He BCe ObINK J0CTATOYHO MPpUB/EKATE/IbHbI )17 MEHS.

AT To ecTb BOOOLLIE Y BAC YyBCTBA K YKPaMHCKOMY (OMBKIOPY He BOCTOPHEHHBIE,
CMOKOMHbIE?

N[ CrieumanbHOro OTHOLLIEHWA K YKPAUHCKOMY QONbRIOPY Y MeHd HeT. EcTb Macca
BCAKOI0 [pyroro, KOTOpbI Bbi3biBaeT BocTopr. My3bika ABbl, Jlaoca, adprKaHCKmx
rOCyapCTB MOKET ObiTb He MeHee MHTEPECHON.

AT Vpea Hanucatb 24 npenioavu poaunack cpasy?

NA [a, A xoTen HanucaTb BO BCeX TOHanbHOCTAX. BoobLLe, YTobbl HaNMcaTh YT0-To
B TOHA/IbHOCTAX, CO 3HaKaMK anbTepaLmnm Npu KNtoYe, Hy*Ha Hekana oTeara. Cnaboy-
MU1e 1 oTBara.

AT MHe Kawetcs, JleoHna ApKaZbeBny NpoCcTo peLunst NPUcaaunTb MEHA K POANIO, YTO-
bbl A, HAKOHEL, N03aHNMArCA COMbHBIM UCTIONHMUTENBCTBOM. PaboTad KoHTpabacucTom
Ha NPOTAMKEHWM 25 NeT, A 04eHb MHOM0E YMYCTU/ B CMbICTE MbILLIEYHOMO TPEHUH.

AT B cembe «byKoBMHCKIMX NeceH» yre NoABMIACk Nbeca, KOTopaA NpeTeHayeT

Ha T0, YT0bbI CTaTb HAYAHBIM CbIHOM — 22-A. Ee ABHO byayT UrpaTh Ha buc. Kak Bbl
OTHOCWTECh K 3TOMY?

NA A npegnounTato gpyryio, 16-10, B cM-6eMonb MUHOpe.

AT Hy KoHeuHo! A ToXKe XoTen 1rpathb Ha brc ee 1nm Moto NiobrMyto Ga-aves-Mu-
HOPHYI0, MMM MOI0 CaMyIo FeHMasbHYIO 1 CaMyIo TParnyecKyto MU-6eMoslb-MUHOp-
Hyt0. Ho YT0bbI 3aKpenuTL yCrex COMMHEHMA, ACHOE AeN0, BCEraa Noce NoKI0HOB
A Urpalo CoNb-MUHOPHYI0, 22-10. [10TOMY YTO OHa B3pbIBHAA.

AT A kakan npentoamAa y Bac HenobrmaaA?

AT Y MeHA 15-7, pe-6emonb Markop, nAcoBan. Tam NOBTOPAKLLMICA MOTUBYMK

B MPaBOW pyKe K KOHLly NOCTeNeHHO 3aMeanAeTCA M KaK bbl yaanAeTca, 310 BbinMca-
HO B HOTaX, HO MapasnesbHble apnedrKMpoBaHHbIE TPE3BYUMA B /IEBOM MPOOIHKA-
I0TCA B NMperKHeM TeMne. [Tpenioama MacTepCKM HanmcaHa, Ho, CKaXKeM Tak, Tpebyet
0c060ro BHUMaHWA.

AT A Bbl Kakylo He iobuTe, JleoHna Apkaabesny?

N[ A 6e3 oTBpALLIEHMA OTHOLLYCb KO BCEM.

AT TonbKo Korfa A Cbirpan Bce 24, A 0CO3HaN, YTO 3TOT LMK HAMCTATENIbHO CPEMKIC-
CMpOBaH.

1A Ha camoM gene Her.
AT 370 abconioTHO LieNnbHanA BeLLlb.
NA A yxe ycTan Ha 310 pearnpoBarb.

AT A cumTato, uto JleoHma ApKabeBUY He TONbKO KOMMO3WTOP, HO W NOTPACALLMI
permccep 1 apamarypr.

N Maciutaba Jlone e Berw.

AT Bl B [lepMum KaK-To roBOpMIIK, YTO KOMMO3UTOP, CITYLLIAA B 3aJ1€ CBOK MY3bIKY
C TEKCTOM, bopmoyeT cnoBa. C «byKOBUHCKUMM NECHAMY» Bbl TaK He fenaete?

N Hapetocb, HeT. JIELLa NoeT BMeCTo MeHA, Haxo4ACk Ha cLeHe. lMoeT rpomye [ neH-
Ha l'ynbaa.

AT He rpomue, TaK we.



AT Anexceit AnbbepToBKY, Nocsie KoHLepTa B [lepMu Bbl 6bINM B HEKOTOPOM
HepBHOM BO36Y/AEHUM U CKa3a/n MHE, YTO BO BPEMSA UCMONHEHMA «BYKOBUHCKIMX
neceH» y Bac BHyTPM NpoMcxoauT 6onbLLoe ABuKeHme. ovemy?

AT K coraneHuio, A C Hel BHYTPEHHE elLLie He pacCTancA. f NoKa CUbHO Neperu-
Balo 3Ty My3blky. Hago nrpath ee 6oniee X01104HO, CMOKOMHO 1 KOHLEHTPUPOBAHHO.
Hapetocb, YTo pacctaBaHvie NPOM30MAET, U A HAYHY UrpaTb 63 arKmTaLmm.

AT A Bbl paccTanuce, Jleonna ApkagbeBny?
NA A paccrancs.

AT Bbl roBopumnu, Yto xoTWTe 0CTaBUTL NOcie cebA 04HO 3TAaNOHHOE MCTOHEHNE
Kam[oro coumHeHmA. MicnonHeHne Anekcea AnbbepToBrya TakoBo?

NA Ox 0oBo/bHO CBOEBOMBHO MOAXOAMT K MHTEPNpPeTaLmm «byKOBUHCKIMX NeceH».
Ho 310 BeyHanA npobnema.

fT CTpaBl/IHCI-(l/IIZ rOBOPWUI, YTO UCTMOJIHUTENDb OO/IKEH UCMOJIHATL, a HE MHTEepPrpe-
TUPOBAThb.

NA A bonee TonepaHTeH. Ho y MeHA 1 My3blka apyran.
AT HioaHcbl Bl yKa3blBaeTe NOAPO6HHO?

N A Moutn He yKa3biBalo. O4eHb Mano Bunoyek. [egans Tam BoobLLe 0603HaYeHa
TONbKO B OAAHOM MeCTe, MOTOMY YTO A XoTeN bbl becrnedanbHOro 3By4aHnA B Lie-
NIOM — TOro, Yero JIELLa He B COCTOAHMM 06eCneYnTb.

AT Bul cornacutech ¢ TeM, 4To «byKOBMHCKWME NMECHM» — 3T0 CTapOMOAHAA My3bIKa?
NA A 66l ckazan, YTo 3Ta My3blKa MIMUTUPYET CTAPOMOAHOCTb.

AT Ha Mol B3rnAA, oHa BCTPOEHa B TPAAMLIMIO LIMKIOB M3 24 Npenioaunii n npu
3TOM He npeceayeT Lenv NoM3aeBaTbeA Hag TPaauUmMent Uam YTo-To coobLLNTL
el — KaKoe-To MPMHUMMMANBHOE «HET» MK «HO». CKopee, akKypaTHO BCTAET B 3Ty
oYepefb, YCOBHO roBopsA, 3a LLlocTakoBmnYeM 1 CMOKOMHO TaM MAET CO CBOMM
4eMOaHOM.

NA Tak v ecTb, abconioTHo. KcTatw, METp Mocnenos B peLieH3umn Hanmcan, YTo
COBPEMEHHbIE KOMTMO3MTOPbI He 0THOCATCA K (HOSIbKM0PY C TaKOM TLLATENbHOCTbIO,
KaK fl, YTo 3T0 NpeporaTMBa COBETCKMX KOMMO3MTOPOB. MeHA 3T0 04YeHb TPOHYO0

Y HAYYTb He 0CKOPOKO, KaK MOMHO 6bino bbl MoaymaT. [1a, 310 Hem3berHo, A co-
BETCKMM KOMMO3MTOP. [10CTCOBETCKMI, COBETCKMI — HE BaKHO.

AT Y JleoHnaa ApkagbeBuya YneHckmin bunet Colo3a KOMMNO3MTOPOB NoAnMcaH
TuxoHoM HyKonaeBmyeM XpeHHUKOBBIM.

AT A Bce 31 obpalLeHna K Mycoprckomy, PaxmaHuHOBY...

N[ ...B 3HauMTENBHOM Mepe Ccy4aitHbl. [1pocTo, Korga HaxoamLWbCA B npouecce
paboTbl, BO3HWKAIOT CUTYaLMK, KOTOPBIM HEBO3MOMKHO MPOTUBUTLCA.

AT 3HaeTe, B dopTenmnaHHoM Hacneamnm PaxMaHMHOBA, CIM UCKIIIOYUTDL Npento-
LMK, TPM MAHOPA Ha 0WH Maop.

J11 Bot Kak!

AT B npentoamax oH bbin BbIHYKOEH NncaTb fifty-fifty, Ho nogowwen K 3agaye oT-
BETCTBEHHO U [1BEHa[LaTb MaXKOPHbIX NPENOAMIA CAeNan BrojHE MaHOPHBIMM.
TaM, KaK M3BECTHO, eCTb BOCTOpYKEHHaA My3bIKa, yrioutenbHan. Korga cnyliaellb
LIeNIMKOM Balll LIKS, B KaKOM-TO MOMEHT NepecTaelllb NoHUMaThb, Koraa bbin
MocneHU Maxop.

JI[1 Bbl MonofeL, 4To 3aMeTusu.
AT MMouemy Bbl He ganun 12 HaCTOALLMX MarKopoB?

N4 OopmanbHo oHK ecTb. Ho, No KpaiHer Mepe, B 0fHOM npentoanm, na-be-
MOJIb Ma*op, 3TO MOXKHO 0CMopuUTb. OHa 3BYYMT OTYaAHHENLLM 06pa3oM. B Helt
AOMUHMpPYET c1-6eKap, KOTopbIi, B CYLLIHOCTK, ABNAETCA A0-6emoneM. MHe
MOKa3asnock, YTO 3T0 NpaBMbHO. [ToveMy Mano HacToALLMX MaxopoB? [pocTo

Al YYBCTBYIO CKMTOHHOCTb K MHOPY. beccMbiciieHHo 0T MeHA TpeboBaTb OTKPOBEH-
HOro Markopa. TaK e Kak oT [apTa, Mexay npounm. The life is sad.

AT [py 3T0M B }M3HM Bbl HE 04eHb NOAXOAMTE NOA OnpeaesneHre NeccuMmCTa.

N A [1a. Hy, npocto MaxKopHaa My3blka MHe Masio J0CTYMHA. Y MHOMMX KOMMNOo3u-
TOPOB OHA YacTo KaxkeTcA danbluvBon. Y Manepa, Hanpumep, NoYTy BCA Maop-
HaA My3blKa, HANOMIHEHHAA BCAKMMM IMKYIOLLMMIN UHTOHALMAMMK, NpeacTaBnAeT-
CA MHe abCoNITHO HEeEeCTECTBEHHOW.

AT 3HaumT, NnpaBay roBopAT, YTo B XX BEKe B MarKope nucatb TPYAHO?

N lNpakTnyeckn HeBO3MOMHHO. MeHd, KCTaTw, BCeraa M3yMnAsno, noYemy

B TBOp4ecTBe bopuca [pebeHLLMKOBa Tak MHOIO Maropa. Bo3mMoxKHO, oH

He 3HaeT 0 CyLLEeCcTBOBaHMM MMHOpa? Marop MOMKET bbiTb MOMOTUHECKMM,
FPOTECKHBIM, IMXOPAA0YHbIM, HO OH HE MOMKET bbITb pagoCTHLIM. HaM He Ao Be-
cenbA. MeaieHHbIN MOVIMYECKUIA MaXKop A eLLe JonycKa. MeasieHHbI

3M10BeLLe-MMNepPCKMin — Aa. Ho He bonbLue. [10TOMY YTO COBETCKMIA MaXKop — 3T0
4y OBULLHO.

AT 1 Bbl, KaK KOLLIKa, KOTOPY0 HOCOM ThiKanw, bosbLue Tyaa He xoauTe?

NA [1a, Hac MMeHHo YTo ThiKanu. HaBepHoe, B 3TOM Aeno. Y Hallero noKoseHna
VIMMYHUTET K MarKopy.

AT MHe KarkeTcA, Bally CKNOHHOCTb K MUHOPY BCE-TaKM CTPaHHO 0O BACHATD
TOMbKO NWLLIb COBETCKUM OMbITOM.

NI He 3Hato. OTTOpMeHMe 0T Maropa MOXHO 06 ACHUTL COBETCKOWM CUCTEMON.
TAroTeHve K MUHOpY — BPAL NW.

AT A cnblwan, uto B «byKOBUHCKMX MECHAX» eCTb Ha3BaHMA.
NA A pelwumn nx ybpats.
AT MNouemy?

J1 CHayana MHe NoKa3asnocb, YTo bbIn0o bbl OCTPOYMHO NOCTaBUTb UX B KOHLIE,
B CKOOKax, KaK Y ,ﬂ66lOCCM. [loTOM NOHAN, YTO Yy MEHA BCE-TakW HEYTO [pYyroe.

AT HazoBeTe NapoyKy YHUYTOMKEHHBIX Ha3BaHWIN?

N «3annakana cTaplua ApyrKax. 310 Npo Noapyry HeBecTbl Ha cBadbbe.
«KayTb Ntoau, LWo A nomapHinar. «lloMapHina» 3HauuT «noxyaena, nobneaHena
oT bone3Hm». 370, COBCTBEHHO, MePBbIE CTPOUKM NeceH. Koraa Kakon-Hnbyab
BOMbLLONM Y4eHbIN 3aX04eT HanmcaTb 0 «byKOBUHCKMX», A 0XOTHO NPeaoCTaBIio
BCE MEepPBOUCTOUHMKMN.

AT Bbinu v Kakne-To 06pesKm, KoTopble He BLUMANCL B N0N0THO? Kakan-Hnbyab
[Bajuartb nATtan npeniogma?

NA Takana npentogma 6eina. Mo BpeMeHn HanmcaHWA oHa bbina ABaauaTh YeT-
BepTo. EAMHCTBEHHOE, YTO B HeWt 6bII0 XOPOLLIEro, 3T0 TO, YTO OHA COCTOANA

13 14 TaKkTOB M Npoaonanack MeHblue 30 cekyHA. Ho no KayecTBy My3blKv OHa
He [OTArMBarna [0 BCEro 0CTanbHOro, Mo3TOMY Al ee 3MMUHUPOBAN W Hanucan

Apyryto.

AT Bul MHOMO 1 cNpaBeA/1BO rOBOPUTE XOPOLLIEro B adpec Apyr apyra. CKarure,
JleoHna ApkaabeBuy, 4To BaM He HpaBuTcA B Anekcee [opnbone?

A Hy, oH MHe B LieNoM He 04eHb HPaBMUTCA.

AT A c TouKM 3peHnA nuaHmama?

N MHe He HpaBWTCA, YTO OH Hepa3bopyMB B CBA3AX: MHOrAA My3uLmpyeT bor
3HaeT C KeM, Urpaet bor 3HaeT 4To. HaBepHOe, BCe KacCMyecKne My3blKaHTbl
abconTHO becnpuHLMnHble, BceAaHble Nioaun. [larke camble KpymHble.

AT A BaM, Anekcen AnbbepToBny?

AT MHe B Jleonnge ApkafbeBunye HpaBuTCA BCe. M Mbicn, 1 YyBCTBa, M 0dexkada.



Maria Stepanova

SONGS OF BUKOVINA: TWELVE ATTEMPTS TO START SPEAKING

]

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 question
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 harmony.”

“Throughout the spring, [she] worked on forty-two eclogues (out of seven
collections, six pieces per each, published by Jan Krtitel Tomadsek 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.

Ze

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
happened to say before him? Desyatnikov responds to this with enviable humility,
meaning to say it just happened this way, that's the way | 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: “/ call it
a MacGuffin.” Having read this, | went googling. Wikipedia explains that a MacGuffin
is 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
beginning, 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
surviving 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.

b.

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,
postcolonial, 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 shifted optics of a displaced person. Cultural geography gets

historified, any landscape isn't a given, but a consequence, a result of displacements,

dislocations, catastrophes, 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
common, classics and pop, smuggling back and forth éverything that might
be useful to it. “For me, this topic has always been important: how to reconcile
highbrow music (to which | 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
composer describes it: a place where Ukrainian music changes as a result of
numerous strata and mixtures, and the Jewish, Romanian and Balkan influences
(“even something like Tyrolean yodeling’) don't let it freeze and take its final
shape.

o

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 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 structure 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 version — 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 memoary 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
accompanied 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 performances. 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: / refuse to dramatize it.” One of the most interesting 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 (supposedly 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 (talking about
the Russian Seasons — MS) about the apenness of the Russian folk melodies. | 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, Ukrainian —
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 mirror 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 maodifications, interventions and translations.

8.

Our hands are rakes,

Our eyes are pits

What our eyes see,

Our hands rake.

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 situation.”
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 composer 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!

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, songful to written, and,
last but not least, foreign to Russian. The developed language of imperial culture is well
trained to absorb alien and exatic 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 hirth, 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 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.

| guess Desyatnikov would enjoy A Bow to Signing.

10. .

In a story by Garin-Mikhailovsky, the hero listens to ritual songs, trying to understand
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 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 anything 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 Desyatnikav,
they become pure motion, a vector system, a bare and tidy pattern of potential things.
What begins as a work with the pre-literate, 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.

T

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 | say: yesterday
hasn't been born yet. It has not yet really come to pass. | want Ovid, Pushkin, Catullus
afresh, and | 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.”

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

Alexey Goribol, a pianist, musical figure, producer, Honoured Artist of Russia (2006).
The chamber musician with an immense repertoire, from Bach and Mozart to the latest
works by contemporary composers, and the first performer of many of them.

The pianist, a recognized outstanding master of chamber ensemble playing, has per-
formed at the Concertgebau in Amsterdam, Wigmore Hall in London, the Berlin Philhar-
monie, the Gewandhaus in Leipzig, the Konzerthaus in Vienna, Opera Bastille in Paris, John
F. Kennedy Center for the Performing Arts in Washington, Lincoln Center in New York, and
some of the prestigious stages of Germany, Israel, Japan and other countries.

Since 1989 Alexey Goribol has been an initiator and mmusical director of many
projects related to the works of the outstanding Russian composer Leonid Desyatnikov.
Desyatnikov's scare to the film Moscow recorded under Goribol's direction was awarded
the Grand Prix of the 4th World Biennale in Bonn in 2002. Goribol is an owner of a unique
repertoire, and an exclusive performer of Mikael Tariverdiyev's and Isaac Schwartz's piano
and cinema music.

In 2009 and 2010, Alexey Goribol managed and hosted over thirty TV programmes
as part of Fifth Channel's series Night on the Fifth (Night. Sound. Goribol). The pianist has
released over thirty CDs.

From 2004 to 2007, he directed the Festival of Arts in Kostomuksha in Karelia. In
2008, he became the initiator and artistic director of two chamber music festivals: the
Levitan Music Festivalin Plyos and the Russian-Finnish Music and Poetry Festival Towards
Vyborg. Since 2019 Alexey Goribol organizes his author’s cycle Listen! in Yeltsin Presidenti-
al Center (Yekaterinburg).

Alexey Goribol has collaborated with contemporary composers such as Leonid
Desyatnikov, Alexander Tchaikovsky, Georgs Pelécis, Vladimir Martynov, Giya Kan-

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

QOver 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 Alexan-
drinsky Theatre, Perm Opera and Ballet, the Theatre of Nations, Pyotr Fomenko Wor-
kshop Theatre, the Goethe Institute, the Finnish Institute in St. Petersburg, the British
Council, the Mikael Tariverdiyev Foundation and the Diana Vishneva Foundation.

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. Pe-
tersburg.

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 lllusions 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, Haommer and Sickle, Giselle’s Mania, His Wife's Diary, The
Prisoner of the Mountains, Moscow and Target.



WE’RE NO FUN

The release of Songs of Bukovina was the occasion for Desyatnikov’s and
Goribol’s first ever joint interview, which the masters kindly agreed to give to
Yaroslav Timofeev. This is an abridged version of the conversation.

YT Leonid, you studied as a pianist. As you say, you can almost do the splits between
your thumb and forefinger, you always compose at the piano. Why do you have so
little music for solo piano?

LD It's simple: they just don't commission it. And for a long time | wrote exclusively
commissioned pieces.

YT That's strange. Pianists seem to be mobile and interested people. No money?

LD They have much more music written for them than for any other instrumentalists.
| don't know, maybe I'm just not familiar with rich pianists.

YT You said that Lukas GeniuSas inspired you to write the Songs of Bukovina on the
one hand, and Valery Arzumanov on the other.

LD Lukas wasn't exactly an inspirer, but he just gave me his disc with Arzumanov's,
Vladimir Ryabov’s and my music. | thought | needed to do something in the same
vein. Little things, just like Arzumanov.

YT Was it a stylistic reference point as well?

LD Partly. | feel a certain affinity to Arzumanov, to what he does. Of course, it's an
imaginary affinity as composers are rarely affined in general. Barber and Menotti are
an exception. But nevertheless Arzumanov is a Petersburger, although he married a
French woman and left Russia a long time ago. When he lived in Leningrad, he had a
great influence on his generation and younger colleagues.

YT How did it happen that the Songs of Bukovina were dedicated to Alexey Goribol
not Lukas?

LD | just decided right away that | would write them for Alexey, because he

was asking me to dedicate him a piece all through the thirty-first year of our
acquaintance. Although he has actually usurped all my pieces that comprise the
piano, none of them had such a dedication. It is important for him that the sheet
music says: “Dedicated to Alexey Goribol.” It took him quite a while to work on the
Songs of Bukovina.

AG When a piece is written on commission or dedicated to someone, there is
such a thing as a performer’s exclusive. It usually lasts a season, sometimes two.
The Songs of Bukovina were finished in April 2017, then there was that story with




Ratmansky and American Ballet Theatre; Leonid couldn't resist because it was their
sixth joint ballet. And then we had to wait another eight months because we agreed
with Perm that the official premiere would take place at the Diaghilev Festival. It took
place as late as on June 23, 2018. In general, just like precious wines, the Songs of
Bukovina had to spend some time in a cellar.

LD The main thing is not to keep them there for too long.
YT Why did you start to write the Songs of Bukovina?

LD Apparently, | just had nothing to do. A composer has to do something all the time.

When you've no commission piece to write, you need to write something for yourself.

It's like keeping a diary. If a composer doesn't write music, his self-identity might be
ruined.

YT So you're one of those who are “nat a day without a line™?

LD Not “not a day,” but you have to get down to work at least a couple of times a
month.

YT How did you find the collection that formed the basis of the Songs?

LD I just surfed the net searching for Ukrainian folklore and came across that
small volume. When | was a teenager, | had some kind of Ukrainian reading-book,
and at the age of fifteen or sixteen | arranged two songs from it for voice and piano
and, by the way, showed them at the conservatory entrance exams. Then that book
went amiss (perhaps it had been borrowed from a library). Many years later, when

| worked on The Children of Rosenthal, | got another book of the kind — that was
how a Ukrainian song appeared in the opera. And now I've started digging Ukrainian
folklore for the third time.

YT It means your personal childhood memories are not connected with Bukovina?
LD I've never even been there.

YT And the melodies you found in the reading-book were not known to you?

LD | knew some of them before, but just a few.

YT Do you really care how scientifically trustworthy that book was?

LD In fact, there are no robust rules as to what musical notes should be used to

write down folklore. Some use quarter tones, some are more conservative. But,
from my point of view, the reading-book didn't have all things decoded properly.

This is apparently due to the fact that the Ukrainian language, unlike Russian, is very
syncopated in singing and, accordingly, extremely mobile when it comes to alternating
stressed and unstressed syllables. The decoders had some problems determining the
meter and rhythm. But | turned the material around in my own way all the same.

YT How did you act? You picked out twenty-four melodies?

LD No. | started with one, then | found another. At some paint, | felt they weren't
enough, although it was a huge collection. Not all of the songs were top quality, not
all of them were attractive enough for me.

YT It means you're not that enthusiastic about Ukrainian folklore, are you?

LD | don't have any special attitude to Ukrainian folklore. There are tons of other
things | feel enthusiastic about. | think that music of Java, Laos, or African states is
as interesting.

YT Did the idea of writing 24 preludes come at once?

LD Yes, | wanted to write in all keys. In general, in order to write something in keys,
with accidentals in the key signatures, you need some kind of bravery. Bravery and
stupidity.

AG It seems to me that Leonid simply decided to have me at the piano, so that
| could finally get busy about my solo career. Having worked as a double bass player
for twenty-five years, | lost a lot in terms of muscle training.

YT The family of the Songs of Bukovina has a piece that claims to become a prodigal
son — the twenty-second. It will obviously be an encore. How do you feel about it?

LD | prefer a different one, the sixteenth, in B flat minor.

AG Well, of course! | also wanted to play it as an encore, or my favorite F-sharp
minor one, or my most genius and most tragic E-flat minor one. But in order to
consolidate the success of the piece, it is clear that after the page bows | always play
the G minor one, the twenty-second. Because it's explosive.

YT And which of the preludes is your least favorite?

AG For me, it's the fifteenth, the D-flat major one, the dance one. Its repeating tune
in the right hand gradually slows down at the end and somehow fades away, it's
written in the notes, but the parallel arpeggiated triads in the left one continue at
the same pace. The prelude is masterfully written, but, let's say, it requires special
attention.

YT And which one do you dislike, Leonid?
LD | loathe none of them.

AG After | played all twenty-four, | realized that the entire cycle was directed
brilliantly.

LD Actually it wasn't.
AG It's an absolutely integral thing.
LD I'm now tired of reacting to it.

AG | believe that Leonid is not just a composer, he’s an amazing director and
playwright.

LD Of the Lope de Vega scale.
YT Once you said in Perm that a composer mumbles the words when he sits in
the auditorium and listens to his music. You don't do like that with the Songs of

Bukovina, do you?

LD | hope not. Alexey sings instead of me when he’s onstage. He sings louder than
Glenn Gould.

AG Not louder. As loud.

YT Alexey, after the concert in Perm you were in some kind of nervous excitement
and told me that you have a big motion inside when you play the Songs of Bukovina.
Why?

AG Unluckily, | haven't parted with it inside of me. I'm still very much excited with
this music. It should be played in a cooler, calmer and more collected manner. | hope
I'll part with, and I'll play without agitation.

YT Have you parted with it, Leonid?

LD | have.

YT You said you wanted to leave one reference performance of each piece behind
you. Is it Alexey's performance?

LD He is quite arbitrary about interpreting the Songs of Bukovina. But it's an eternal
problem.

YT Stravinsky said that a performer must perform not interpret.
LD I'm more tolerant. But my music is different.
YT Do you specify nuances in detail?

LD | almost don't. Very few forks. The pedal is indicated just once because | wanted
a pedal-less sound in general — something that Alexey is unable to provide.

YT Do you agree that the Songs of Bukovina are old-fashioned music?
LD | would say this music imitates old-fashionedness.

YT In my opinion, it's built into the tradition of cycles of 24 preludes and, at

the same time, does not pursue the goal of making fun of the tradition or
communicating something to it— some fundamental “no” or “but.” Rather, it
carefully gets in this line, figuratively speaking, after Shostakovich and comfortably
walks carrying its suitcase.

LD That's how it is, absolutely. By the way, Pyotr Pospelov wrote in his review that
the contemporary composers do not approach folklore as carefully as | do, and that
it was the Soviet composers’ prerogative. | thought it was very touching and not
offensive at all as one might think. Yes, it's inevitable, | am a Soviet composer. Post-
Soviet, Soviet — whatever.

AG Leonid has a membership card of the Union of Composers signed by Tikhon
Khrennikov.

YT And all these nods to Mussorgsky, Rachmaninoff...

LD ...are largely accidental. Just when you're in the midst of the process, you find
yourself in a situation that you can't resist.

YT You know, disregarding the preludes, there are three minors per one major in
Rachmaninoff’s piano legacy.

LD Really?

YT In the preludes, he had to write fifty-fifty, but he approached the task responsibly
and made twelve major preludes sound quite major. As known, there is some
rapturous, ravishing music there. When | listen to your cycle as a whole, at some

point | no longer understand when the latest major was.

LD It's great you noticed.



YT Why didn’t you give twelve real majors?

LD Formally, they are there. But it could be questioned in at least one prelude, the
A-flat major one. It sounds so desperately. B natural dominates there, which is
actually a C flat. It seemed to me that it was right. Why just a few real majors? I'm
just addicted to minor. It makes no sense to demand a downright major from me.
Incidentally, you can't demand it from Part either. Life is sad.

YT In real life, you're not the definition of pessimist at all.
LD No. Well, I just don't feel that major music is very accessible to me. It often
seems fake with many composers. For example, almost all of Mahler's major music,

filled with all kinds of jubilant intonations, seems completely unnatural to me.

YT Does it mean that it's true when they say that it's difficult to write music in major
in the twentieth century?

LD Almost impossible. Incidentally, | was always amazed why there was so much
major in Boris Grebenshchikov’s songs. Perhaps he does not know about the
existence of minor? Major can be idiotic, grotesque, feverish, but it can't be joyful.
We're no fun. | do admit slow idyllic major. Slow, ominously imperial — yes. But not

more than that. Because Soviet major is appalling.

YT And you feel like a cat, whose nose has been rubbed in it, don’t go there
anymore?

LD Yes. We were exactly rubbed in it. Perhaps that is just the point. Our generation is
immune to major.

YT It seems to me that it's strange that your inclination to minor can be explained by
your Soviet experience only.

LD | don't know. My rejection of major can be explained by the Soviet system. But it's
hardly responsible for my attraction to minor.

YT | heard the Songs of Bukovina used to have titles.
LD | decided to delete them.
YT Why?

LD At first it seemed to me that it would be witty to put them at the end, in
parentheses, like Debussy did. Then | realized that | had something different.

YT Will you tell me a couple of deleted titles?

LD “The Senior Maid Wept." It's about a bridesmaid at a Wedding. “People Say | Have
Paled.” It means “have grown thin and pale because of an illness.” In fact, these are
the first lines of the songs. When some great scholar wants to write about the Songs,
| will only be glad to provide all the primary sources.

YT Were there any bits and pieces that didn't make it to the final canvas? Any sort of
twenty-fifth prelude?

LD There was a prelude like that. Time-wise it was the twenty-fourth. The only
good thing about it was that it consisted of fourteen bars and lasted less than thirty
seconds. But in terms of music quality, it fell short compared to all the rest, so

| eliminated it and wrote another one.

YT You speak a lot of good and fair things about each other. Leonid, tell me what do
you dislike about Alexey Goribol?

LD Well, | don't like him that much altogether.

YT And pianistically?

LD | don't like the fact that he's indiscriminate: sometimes he plays with God knows
whom and plays God knows what. Probably all classical musicians are absolutely
unprincipled, omnivorous people. Even the greatest of them.

YT And you, Alexey?

AG | like everything about Leonid. His thoughts, his feelings, his clothes.
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