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MecciaH aHanisye MecciaHa:
aBTOPCbKi KOMeHTapi A0 ¢hopTeniaHHOro LUKy
«ABapuAaTbL nornsaiB Ha HemoBnA Icyca»

AHOTALIA m Sxumuyk O. M., BesioBa H. B. Meccian ananizye Mec-
ciaHa: aBTOpPCHKi KoMeHTapi 10 ¢opreniaHHOro UMKJIY «/(BaausTh NOIISAIB
Ha HemoBJIs Icyca» m  Bennka yactuHa TBOpiB MecciaHa Mae aBTOPCHKHI KO-
MeHTap. AJie YOMy My3HKH HEIOCTaTHBO, 1 KOMIIO3UTOPY MOTPIOHO BTUTUTH CBOI
imei me i y cmoBecHy popmy? Jlo Koro 3BepHEHi ioro cioBa? Po3ymiHHS HamipiB
Mecciana HaJ3BUYaifHO BOXXJIMBE 1 JJIsl BUKOHAHHS MOTO MY3HKH, 1 JIJIsI aJIeKBaT-
Horo ii cipuiiHsTTS. BUBYaTH aBTOpPCHKI HOTATKM ¥ TpakTath Mecciana movanu
ofipasy, SIK TUIbKM BOHHU CTallk JAOCTYIHUMH. [IpoTe, nuTanHs o0 ix agpecara
JIOCITITHAKAMH IIIe HE PO3TIIsIJIOCh.

MartepianoM 1aHOTO AOCTiKeHHs € TpakTaTh Mecciana «Horarku mipo ¢op-
TermaHHuK HUKI “J{BaaLsTh MOMIsIIiB HAa HeMOBJIsI Icyca™», « TexHika Mo€ei My3ud-
HOT MOBI»; METOIO — BUSBJICHHS 3HaueHH: Ci1oBa 1 My3uku MecciaHa i #oro xo-
MYHIKaTHBHOTO ITpU3Ha4YeHHs. BU3HaueHo, 110 came KOMIIO3UTOP KOMEHTYE Y CBO-
iX TpakTarax — HacamIiepen, My3udHy (opMy, pO3BHTOK MY3WYHOTO MaTepiaiy,
JoBepIIeHICcTh IukITy. OcoOIMBOCTI OpraHizailii My3u4HOT0 4acy YIoaiOHIOIThCS
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JI0 TEXHIKM BiTpaka, 3alpOBaKEHOT KOMIIO3UTOPOM. AHai3 TeKCTiB MecciaHa
BUSBJISIE 1X ajipecara — HEeMepeciyHoro ciayxada akaJeMIYHUX KOHIIePTIB, 1, CIIia
BU3HATH, — HETIEPECIYHOTO K BUKOHABIIS i My3UKO3HABIIS.

3pobieHo BUCHOBOK, 10 My3uka MecciaHa, sika Mae minboke (inocodcebke
Ta pejiriiHe MAIPYHTS, MOXe CIIpUiiMaTHCs i y YUCTOMY BHUDIISIAL, ane 0e3 Tek-
CcTiB-ipeaMOyi1 3 Hel 3HHKae JyXKe BaKJIMBa CKJIaJoBa. ToMy clI0BO My3HKaHTa
BapTO PO3IIISAATH SIK 3AIPOIICHHS JIO CIIBTBOPYOCTI 3 aBropoM. m  Kurouosi
caoBa: Meccian, GoprenmiaHHAN WK, My3udHa (OopMa, aBTOPCHKI KOMEHTapi,
HOTATKH, KOJip.

AHHOTAIIA m Skumuyk A. H., BesioBa H. B. Meccuan anajan3upy-
eT MeccnaHa: aBTOPCKHe KOMMEHTAPHH K (POPTeNHAHHOMY HHMKJIY «/[Baanars
B3IVIA10B HA muageHua Mucyca» m  bonbluas yacts npousBeaeHuil Meccuana
MMeeT aBTOPCKUM koMMeHTapuil. Ho moueMy My3bIKM HEIOCTATOUYHO, M KOMITO3H-
TOPY HY)KHO BOIUIOTHTH CBOM HJIeH emié u B cioBecHyI0 (opmy? K xomy oOpa-
mensl ero cioBa? [lonumanue HamepeHuii Meccuana 4pe3BbIYaifHO BKHO U IS
HCIIOJIHEHUS €r0 MY3bIKH, U JJIsl aJieKBaTHOTO e€ BocnpusThs. M3yuars aBTopckue
3aMETKH U TPakTaTel Meccrnana Haqaju cpasy jke, Kak TOJIBKO OHH CTaJIH JOCTYITHBL.
Tem He MeHee, BoIpoc 00 UX apecaTe UCCIeI0BaTeIsIMU CIé He pacCMaTPHUBAJICS.

MarepuanaoM JaHHOTO WCCIICAOBAHHSA SIBISIOTCS TpakTarhl MeccnaHa «3a-
METKH O (oprenuaHHoM IukiIe “J[Baanars B3MIAA0B Ha MiancHia Mucyca”»,
«TexHHKa MOEro My3bIKaJIbHOTO SI3bIKa»; LENbI0 — BblsiBJIeHHE 3HaueHus1 CioBa
JUIS MyBI)IKI/I MeccnaHa U €ro KOMMyHI/IKaTI/IBHOFO Ha3HA4YCHUAA. OrlpezleneHo, qTo
HMEHHO KOMIIO3UTOpP KOMMEHTHUPYET B CBOMX TPaKTaTax — MPEXKIEe BCEro, My3bl-
KaJTbHYI0 (OpPMY, Pa3BUTHE MY3BIKaJHHOTO MaTepHaia, 3aBEpUIEHHOCTD ITHKIIA.
OCOOCHHOCTH OpraHU3allKi MY3BIKAJTBHOTO BPEMEHHU YIOHOOJSIOTCS TEXHUKE
BHUTpaka, BBEJEHHON KOMITO3UTOPOM. AHaIN3 TeKCTOB Meccrana 0OHapyKUBaeT
WX aJipecara — He3aypsAHOTO CIyIIaTess akaJeMHUIeCKUX KOHIIEPTOB, U, CIEIyeT
MPU3HATH, — HE3AYPSIIHOTO K€ UCTIOJHUTENS U MY3bIKOBEIA.

Crieman BBIBOZ, 4TO My3bIka MeccuaHa, nMeromas rirybokoe ¢unocodcekoe
U PEIIMTHO3HOE OCHOBAHUE, MOXET OBITh BOCIIPUHSTA M B YHCTOM BHJIC, OJJHAKO
0e3 TeKcTOB-TIpeaMOyN U3 Heé ucue3aeT BayKHas coCTaBIstonIas. [loaTomy cioBo
MYy3bIKaHTa CIAYeT paccMaTpHUBaTh KaK MPUITIANIEHUE K COTBOPYECTBY C aBTO-
pom. m  KuroueBbie ciaoBa: MeccrnaH, My3sikanbHas (popma, (poprenmaHHBIN
OUKII, aBTOpCKI/Ie KOMMCHTapI/II/I, 3aMCTKH, IIBCT.
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ABSTRACT m Yakymchuk O. M., Belova N. V. Messiaen analyzes
Messiaen: author’s comments on the piano cycle «Twenty Contemplations on
the Infant Jesus».

m Background. Most of Messiaen’s works has an author’s comment.
The composer usually prefaces his compositions with preambles, epigraphs,
analytical notes. There are also two wide theoretical works devoted to explaining
the technique of Messiaen’s compositions and grounds of his system: «Technique
of my musical language» (1942) and «Treatise about a rhythm, color and
ornithology» (1949-1992, not finished). Obviously, that the composer tries
to present his ideas to the audience. But whom are his words turned to? To the
listener, performer, to the musicologist analyzing his compositions? Why is his
music not enough, and the composer obviously tries to clothe his ideas in a wordy
form yet?

Understanding of the composer’s intentions is important and for performing
of his music, and for its adequate perception. In addition, a composer’s word
in the XX century became usual for us, it is a part of the modern cultural
paradigm.

The objective of this research is the studying of author’s comments on the
piano cycle «Twenty Contemplations on the Infant Jesus» and identification of
the meaning of a Word and its communicative purpose for the commented music.
The article used the analytical and comparative methods applying to author’s
texts of Messiaen («Notes on the piano cycle “Twenty Contemplations on
the Infant Jesus™», «Technique of My Musical Language») as well as to the results
of the musicological studies related to these texts, with there after generalization
of the observations and the opinions.

Results of the study. The cycle «Twenty Contemplations on
the Infant Jesus» is indicative for Messiaen’s creativity. «Notes on the piano
cycle “Twenty Contemplations on the Infant Jesus”» were written in 1978 and
published in the edition “Hommage a Olivier Messiaen” by Paris publishing
house “La recherché artistique”, 1978. In the first edition, the composer presented
an epigraph and a brief explanation to each of the twenty plays. But over time,
he understood that this was not enough, so he added to the first short comments
the more detailed explanations on composition methods (including his own), the
construction of musical forms, specificity of imaginative content, the designation
of leitmotivs and their transformation.
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Messiaen addresses to a listener, when he commented on the thematic
structure of the cycle, providing semantic and figurative orientations for perception.
The composer immediately determines the cross-cutting themes that pass through
the cycle: the theme of God, the theme of mystical love, the theme of the Star and
the Cross, the theme of chords, showing in what plays they sound and how they
are transformed. It all looks quite understandable and can really help the listener
navigate in music.

However, it may seem that Messiaen deliberately disorients the reader of
his Notes. For example, the theme of chords, in his definition, is “abstract, it is
similar to the series, but very specific and very easily recognizable due to its
colors: gray-and-blue, steel, supersaturated red and bright orange, violet-and-lilac,
shrouded brown and surrounded by purple-and-crimson” [4: 32]. It is clear that the
addressee of such a text is an extraordinary listener of academic concerts, and, it
should be admitted, — an extraordinary performer.

The same conceptual multidirectionality is also characteristic for the
treatise «Technique of My Musical Language» created shortly before the
«Twenty Contemplations on the Infant Jesus». In the treatise one does not to look
for a good statement on the bases of the musical composition — it is a colorful and
mysterious mix of concepts, images, various spheres of human knowledge and
arts.

Such a complicated explanation of a mixture of different concepts can lead to
hopelessness even a musicologist who operates by traditional notions of musical
form. How can one understand the form where «development precedes the
exposition»? How does the principle of fugue combine with the Indian rhythms?
How can be the traditional principles of Gregorian chorus unfolded through the
modes of limited transposition?

We should admit that if we only read the texts of Messiaen, we would
definitely go to a dead end. However, the problem someway disappears, if you
start listening to his music, especially the one that is being discussed. Based on
music, not text, one can find that the musical process is entirely explained by the
concepts used by Messiaen, although some, undoubtedly, require certain effort to
decrypt.

Messiaen’s musical (including thematic) material is represented traditionally
in complex, where the melodic-harmonic basis is inseparable from its rhythmic
realization. As for the musical forms and principles of musical organization,
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presented in the Messiaen’s works, «Twenty Contemplations on the Infant Jesus»
can be considered as the “catalog” of those and others. Some concepts the
composer introduced he uses for the first time, some of these he re-thinks in a new
way in his system.

Thus, the entire musical theory, presented by Messiaen in his “Notes”,
may be translated into “a normal” language comprehensible for us. Why would
Messiaen complicate the perception of his texts if he wanted to be clear? Indeed,
even a musicologist (not to mention a listener or a performer) has to make some
effort for expanding his knowledge beyond the scope of musicology in order to
understand adequately his comments.

It is likely that the Word used by Messiaen is a kind of invitation to
co-creation. The programs of his works, according to the definition of musicologist
K. Zenkin, preserve “the entire impossibility of translation” of the musical images,
returning “music into music that has absorbed all the fullness of color and poetic
sensations” [1: 8].

Another explanation for such a strong connection of Messiaen’s music with
the Word lies, obviously, in his belonging to the French Church, particularly, to
its organ tradition. The desire to interpret and explain is characteristically for
the Church tradition. Throughout his life Messiaen was performed the duties of
a church organist in the St. Trinity Church in Paris, and he could not fail to be
influenced by the Church. Among the most important for the composer ideas and
concepts, which appear in the texts of his verbal comments, those that related to
Christianity in general and Catholicism in particular are predominant.

Conclusions. If we go deep into the question of the religiosity of Messiaen,
then it will lead us very far, since religiosity was one of the most important
foundations of his outlook in general. Is it a possible to listen to his music without
the comments? Of course, the magic of Messiaen’s music will influence onto an
audience and without the texts, but the quite substantial component will disappear
from it.

We can conclude that a person who meets with the music of Messiaen —
and it does not a matter, simply he listens to it, performs it or analyzes it with
notes — becomes involved in the orbit of the Messiaen’s Universe, where the music
embodies the Word in a Divine sense, and where the Word filled with life and
meaning of the Music. m Key words: Messiaen, «Twenty Contemplations on
the Infant Jesus», author’s comments, notes, musical form, piano cycle, color.
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IlocranoBka mpoOiaemu. Bennka gacTmHa MecciaHIBCHKHX TBOpIB
Ma€ aBTOPCHKUI KOMEHTap. 3a3BHYail KOMIIO3UTOP CYIPOBOIXKYE CBOT
TBOPH BCTyIaMHu, enirpadaMmu, aHaJiTHYHUMH HOTaTKaMH. ICHYIOTb TaKox
JIBI pO3TOPHYTI TEOPETUYHI POOOTH, MPUCBIUEHI MTOSICHEHHIO TEXHIKH KOM-
no3uuii Mecciana i 0OrpyHTYBaHHIO HOTO XyJ0KHBOT CUCTEMH B LIIJIOMY:
«Texnika Moei My3nanoi MoBm» (1942) i «Tpakrar mpo puT™m, KOJip Ta
opuitonorito» (1949-1992, nesakinuenuii). O4eBUAHO, MO KOMIIO3UTOP
HaMaraeThCsi JOHECTH CBOi ITyMKH JO ayauTopii. AJie 10 KOro 3BEpHEHi
tioro cioBa? Jlo ciryxada, BUKOHABIIS, Y MY3HKO3HABIL, SIKHH aHAII3Y€
rioro tBopu? Lo came xoue ckazatu Meccian? YoMy Horo My3uku He-
JIOCTaTHBO, 1 KOMIIO3UTOPY TIOTPIOHO BTUTHTH CBOI iz1ei 1Ie i y CIIOBECHY
hopmy?

Po3yminns HamipiB MecciaHa Ha/I3BHUAfHO BaYKJIMBE 1 /IS BAKOHAHHS
fioro My3uKkw, 1 Ui afgekBaTHoro ii cnpuitHaTTs. Kpim Toro, kommnosurop-
CbKe €JI0BO B XX CT. CTaJIO AJISl HAC 3BUYHUM, LI€ YaCTHHA ChbOTOAHILIIHbOT
KyJABTYpHOT TlapagurMu. ToMy BHBUEHHS CITIBBIJTHOIICHHS CJIOBa aBTOpa
1 HOr0 My3UYHOTO BCECBITY MOMIHOIIOE 1 PO3LIMPIOE HALIl YSBICHHS MPO
My3uKy XX CT. B IILJIOMY.

AHaJi3 ocTaHHiX H0caigKenb. BuBuaTn aBTOPCHKI MEpeMOBH, HO-
TaTKu W TpakTtaTh MecciaHa modanu ofpasy, K TIAbKH BOHHM CTajH J0-
ctynaumHu. [lopiBHSIHO HeBenmKa 3akiHdeHa poOota Mecciana «TexHika
MO€i My3uuHOi MOBH» Oyia mepeBeaena (M. YeOypkiHorw) i omyOmiko-
BaHa pocCiiickkoro MoBotO Brepre 1994 p. [5]. A rpanmio3auit « Tpakrar
PO PUTM, KOJIp Ta OPHITOJIOTiIO», TaK 1 He 3aBepuieHuld MecciaHoM, OyB
MiATOTOBJICHHUH /10 APYKY 32 PI3HUMH aHATITUHYHUMH HOTaTKaMU KOMIIO3H-
Topa Ta onyonikoBanuii B [Tapmxki y cemu Tomax [nuB. 6]. Pociiicbkoro Bu-
JaHi jauiie (pparMeHTH, aje HaBiTh y TAKOMY BUIJISII LIEH TBIp cTaB mpea-
MeToM mribHOI yBaru mociigaukiB: K. 3enkina [1], €. Kpusnuupkoi [2],
T. Kropersiu [3], T. Laperpaacekoi [6]. OpurinanbHa puTMiuHa cucTeMa
Mecciana, #oro 0coONMMBI JaIH, 3B’ 130K 3 MY3HUKOIO 1 (hiocodieto Cxomy,
CIIPUIHATTSI KOJIbOPY, BUBYCHHSI NITAIIHOTO CITiBY — BCE B LIIJIOMY CKJIa/ia-
€THCSL y Jy’KE€ CTPOKATY 1 HAIIOBHEHY CBITJIOM O0KECTBEHHOI IPUCYTHOCTI
KapTUHY, B AKif CJIOBY BiABOJIUTHCS JOCHUTH BEJIMKA POJb; BOHO i BHBUA-
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€ThCS AochimaukaMu. [IpoTe, mMUTaHHS MIOMO aapecaTa MECCiaHiBChKUX
TpaKTaTiB JOCIIJHUKAMH II€ HE PO3IJISIIaI0Ch.

Mera cTaTTi — pO3NIIHYTH aBTOPChKiI KoMeHTapi Mecciana 0 ¢op-
TEMiaHHOTO LUKITY «J[BaalsATh MOMISIIiB Ha HEMOBJIS [cycay, BUSBUTH 3Ha-
yeHHst CltoBa It [HOTO IUKJITY 1 HOTO KOMYHIKaTUBHE IMPU3HAYCHHSL.

Bukaan ocHoBHoro marepiauy. Lukn «/lBaansars mormisaiB Ha He-
MoBis Icyca» € mokazoBum aist TBopuocTi Mecciana. Kommosurop ctBo-
puB ioro, Oyaydn BKe 36-piYHHMM aBTOPOM OPTaHHHUX MHKIIB «Pi3mBo
Tocnopne» (1935), «Tina nwerminui» (1939), 3Hamenuroro «Ksaprery
Ha KiHenb dacy» (1941), «O06pa3iB cioBa AMiHb» s ABOX (hopTemiaHo
(1943), «Tprox Manenbkux Jjitypriii boxxectBennoi [TpucyTHOCTI» st
xopy (1944). KpiMm aOGCONOTHO SBHOT IIepeBaru peiiridiHoi TeMaTHKH, Ha-
BEIICHUH CITHUCOK TBOPIB IEMOHCTpPYE (OPMYBAHHS Ti€i TEXHIKA MY3UIHOI
KOMITO3MIIi1, ssky Meccian onucaB y BiinoBijiHOMYy Tpakrari. Kpim Toro,
B «/JIBammsaTy morsaax» BUIIEPEDKYEThCS Te, M0 Oyzie Mi3HIIIe MOBHOI0
MipOIO PO3TOPHYTO B HACTYITHUX TBOpax: cuM@oHii « Typanranina» (1948),
Yotupbox purMiuHuX etionax ajist ¢popreniano (1950), Meci mist oprany
(1950), dpopremiannomy «Karamosi nraxis» (1958).

«Hotarku nipo popreniannuil nuki “J{BaaisTh MOMISAIIB HA HEMOBIIS
Icyca”» Oynu nanmcani B 1978 p. i omyOmikoBani y BunanHi « Hommage
a Olivier Messiaen» (Paris: La recherché artistique, 1978). ¥ nepromy
BUJIaHHI KOMITO3UTOP ITOJIaB JI0 KOXHOI 3 JBAAIATH I’ €C MUKy emirpad
1 KOPOTKI MOSICHEHHs. AJIe 3 4aCOM BiH 3pO3yMiB, 1110 I[bOI'0 HEOCTATHBO,
TOMY TMEpIi KOMEHTapi BiH JOMOBHUB O1IbII PO3TOPHYTUMH IOSICHEHHSIMU
ITOJT0 TEMATHU3MY, METOIB KOMIO3HIIi1 (Y TOMY YHCIi aBTOPCHKHX ), TIOOY-
JIOBH MY3U4HOI (DOpPMH, YTOYHEHHSI 00pa3iB, MO3HAYCHHS HACKPI3HUX TEM
1 iX TpaHchopMmartiii.

MecciaH 3BepTaeThCs JI0 CIyXada, KO KOMEHTYE TeMaTHUHY CTPYyK-
Typy LUK, HAJAF0Yl CMHUCIIOBI Ta 00pa3Hi OpPIEHTUPH I CIPUHHATTA:
«Crnomsimanss ['ocriona-HemMoBisiTa B pi3aBstHuX sicinax i [lormsanu, sxi 3a-
TPUMANUCh HA HbOMY, — Bil HeBUMoBHOTO [lomisiny bora-Otus o 6araro-
3HayHoro Ilommsamy LlepkBm 1r060Bi, yepes He3piBHIHHMNA [lormsan [yxa
panocri, BenibMu Hixkaui [orsy J{iBu Mapii, norim — [Torsinn AHrenis,
BonxgiB i cTBOopiHb HeMaTepianbHuX 1 cuMBoniuHuX (Yac, Hebeca, Tumra,
3ipka, Xpect)» [4: 31].
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Kpim Toro, KoMIIO3uTOp 01paly BU3HAUA€E HACKPI3HI TEMH, IO MPO-
XOIATh uepe3 LuKI: TeMy bora, Temy MicTH4HOI J11000Bi, TeMy 3ipku
i Xpecra, TeMy aKOpJliB, IOKa3ylOuH, B SIKMX I1’€CaxX BOHHU 3BYYaTh 1 SIKUM
YHUHOM TpaHcPopMyIoThes. Lle Bce BUDIISIIAE LITTKOM 3pO3yMINIUM 1 JIiii-
CHO MOXKE JIOTIOMOI'TH CJIyXaueBi OPiEHTYBAaTUCS B My3HLli. AJle, OIHCYIO-
YU TEeMyY aKop[iB, MecciaH panTom nojae Takuil TekcT: « Tema akopaiB —
noapiOHeHa, cCTHCTa, OTOYeHA IPU3BYKaMH, KOMOIHY€ETbCS cama 3 co0oIo,
3MIHIOE PUTMH 1 PETiCTpH, TPaHCHOPMYETHCS, MEPETBOPIOETHC yciMa
MOKJIMBUMH CIIOCO0AMH — 3yCTPIYa€ThCS BCIOAM: 1€ KOMILICKC 3BYKIB,
MIPU3HAYCHHUH TS TTOCTIMHUX Bapiamii. AOCTpakTHO BiH MOmiOHMIA 10
cepii, ajie BeJIbMH KOHKPETHHUH 1 JTy’Ke JIETKO BITi3HABAHUHN 3aBJISIKH CBO-
iM KolbOpaM: Cipo-ONaKUTHOMY, CTaJ€BOMY, IIEPECHUYCHOMY YEPBOHUM
1 SICKpaBO-TIOMapaH4YeBUM, (Pio1eTOBO-0y3KOBOMY, OITOBUTOMY KOpPHUTHE-
BUM 1 0TOUeHOMY (ioneToBO-0arpssHuM» [4: 32]. 3po3ymisio, 1110 aapecat
TaKOTO TEKCTY — HETIEPECIUHMI CITyXad akaJ[eMiYHUX KOHIIEPTiB, 1 HABITh,
Tpeba BU3HATH, — HETIepECIYHMI BUKOHABEIIb, SIKHI (10 pedi) HaBpsia 4u
PO3IIIEAUTH B HOTaX «Cipo-ONaKUTHY» TEMY aKOpAiB 3 MOMapaHYeBUMU
CMYTaMH.

Moske ckacTUCs BpaXeHHs, 1m0 MecciaH HaBMHCHO JAE30Pi€HTYE
yurada cBoix «HoraTok», 0co0IMBO, KOJIM BiH MIC/A I[LOIO 3asBisI€, IO
y HalMCaHHI TEMH aKOpJiB «KpiM CIiBy NTaxiB, A3BOHIB, CIipalieil, cTa-
JaKTUTIB, raJlaKTHUK, (POTOHIB HA MEHE BIUIMHYNIN TeKcTH bynuuky Komym-
6u Mapmiona, Cesroro ®omu, cB. Xyana je nst Kpyca, cB. Tepesu 3 Jli-
3be, €Banremii Ta Miccanay [4: 32]. ¥V crnmcky nepenidyeHnx 4epe3 KoMy
JUKepes Ha3BaHi aOCOTIOTHO, HA HAIl MOTIISII, HECYMICHI pedi: sIK MOXKHA
IIOCTaBUTH MIOPYY JA3BOHH 1 «cripaii»? AOO «CTaTaKTHTI 1 «TaJTaKTHKU»?
VY crmcky nitepaTtypu, Sskuii mogae MecciaH, TBOPH TaKoX JTyKe pi3Hi, ane
xo4a 0 00’eTHaHI XPUCTUSHCHKOIO TEMATHKOO.

Taka x moHsTIHHA PI3HOCTIPSIMOBAHICTh XapaKTepHa W Ui Hamuca-
HOTO HE3aJI0OBTO 10 CTBOPECHHS «/[BamIsaTu morisaaiB Ha HEMOBIsS Icyca»
Tpakrary «TexHika MO€l My3UYHOT MOBW». Y TpakTari rofi il mykaTu 10-
OpOMOPSTHOTO BUKJIATY IO IMTyHKTAX OCHOB MYy3WYHOT KOMITO3HIIi1, 3aMiCTh
OTO — KOJIOPUTHA 1 3arajJkoBa CyMilll IOHSTh, 00pa3iB, PiI3HOMaHITHHX
cdep monacbkux 3HaHb 1 Muctents. Tak, T. KropersH BigzHauae «pasiouy
CTPOKATICTB) 1 «ITOEJHAHHS HECYMICHOTO» B TpakraTi [3: 48].
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[Lle 6ibITY TOHATIHY CTPOKATICTH CIIOCTEPITaEMO BXKE y caMiif Ha3Bi
1HIIOTO TpakTary KoMio3utopa: «[louyTTsi IMOOKOro 31MBYBaHHS HE TO-
KHJIa€ TOTO, XTO 3HAMOMHTHCSA 3 TOJOBHOIO TIpariero KUTTs Mecciana —
“TpakTaroM TpO PUTM, KOJIp Ta OPHITOJOTi0”. 3AUBYBaHHS MOYHHAETh-
Csl TIPSIMO 3 Ha3BU: 3[]aBAIIOCS 0O, 110 MOIVIO 00’ €THATH Pa30M PUTM, KOJIip
1 opHiTONOTII0?! Y 1IOMY BiIYYBa€THCS “TIOETHAHHS HECYMICHOTO” B AyCl
croppeaiismy, 1o sikoro Meccian ceGe 3apaxoByBaBy» [6: 154].

Ante sKIo0 abCTparyBaTucs Bi HEHMOBIPHOI CTPOKATOCTI 1 pi3HOMA-
HITHOCTI BUKOPHCTaHUX MECCiaHOM MOHSATh, TO BapTO HacamIiepe] 3aj1a-
TH TIUTAHHS: 110 CaMe € OCHOBHUM TIpeAMeToM KoMeHTyBaHH:? [Ipo mio
HIeThCsl y MECCiaHIBChKOMY TEKCTi?

[{um npeMeToM KOMEHTYBaHHS CTa€, 11034 BCSIKUM CyMHIBOM, MY3H4Y-
Ha (hopma, HABiTh, TOUHIIIE, My3UIHA «IOBEPIICHICTLY IHKITY, TIOSCHEH-
HS TOTO, AK MOOyIOBaHA My3M4YHA TKaHMHA, SIKI MPUHLIUIN CHOPHUSIOTH il
PO3TOPTAHHIO, KOO € KOHCTPYKTUBHA OCHOBA KOJKHOI 3 YACTHH Ta BCHOTO
KTy, TyT Tako) MOXXHA BUSIBUTH JIOCHTH CTPOKaTy CyMIlll: PUTMiYHUH
MIPUHIIAIT «aCUMETPUYHOTO 30UTbIIeHHs» (BUHaMIeHN camuM Meccia-
HOM), TPEIbKi METPH iOHIK 1 TPETIH enimpum, pATMIYHUIN KaHOH 3 J0/a-
HOIO KPAnKoO (PO3BUTOK 171e1 cepeTHbOBIYHOTO MEH3YPaJIbHOTO KaHOHY ),
IHIIACHKI dewi-mana, paea eapoxaua, YyanHopakaia i iaxuimica, CIiB ine-
AJIBHOTO MTaxa, IO MOEJHYE B 001 OIHOYACHO YOPHOTO APO3/1a 1 BiIbIIaH-
Ky. [lami ¢yra, TpuronocHuit kaHoH, Gpopma, e po3poOKa repeaye eKcro-
3uIii, cTpodivHi GopMH, XOpal, Ha SIKI HAKJIAZAKThCS MECCIaHIBChKI JIajin
00MEKEeHOT TPaHCHO3HULIT 3 XapaKTepHUM He JIMIIE CIPUHHSITTSIM KOJIbO-
piB, ane i popMOTBOPINMHU (YHKITISIMHU.

Taka cknagHa 100 MOSCHEHHSI CyMIll TIOHSTh MOXKE 3aBECTH Yy 0e3-
BHXib 1 My3UKO3HABII, 1110 OTIEPYE TPAAUIIIHHAMHU MOHATTIMH MY3HIHOL
(dopmu. Sk MOKHA 3pO3YyMITH POPMY, JIe «PO3POOKa TTePEIye SKCTIOZUIIIT» ?
SIkMM YMHOM TIPUHIOUTHU (QYT'H TMOEIHYIOTHCS 3 1HAINCHKUMU PUTMaMH?
SIK TpaauIiiHI TPUHIMITN TPUTOPIAHCHKOTO XOpaTy MOXYTh OyTH PO3Top-
HYTI 32 JOTIOMOTOFO JIaJ[iB OOMEKEHOI TPAHCIIO3UIIIT?

Heo0Oxi1HO BU3HATH, 110, SKIIO TIUILKKA YUTATH TEKCTH MecciaHa, MU
000B’s13K0BO 3aiiemMo B miyxuil KyT. [Ipote, mpoOiema SKMMOCH YHHOM
3HHKAE, AKIIO MOYaTH CIyXaTH HOTo MY3HKY, OCOOIHBO Ty camy, IMPo SIKY
HAeThCS.
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[{ro 0cOOMMBICTH BiI3HAYAIOTH 1 1HIIN TOCTITHUKH: «SIK 11€ TTOETHYETh-
cs? ¥V sSKuX IJIONIMHAX nepeTuHaeThest? Cxoxe, uist Mecciana i€l mpo-
Onmemu He iCHy€: BiH BU3HAYAE, 1110 BiJl CEKBEHIIIT e TPUHITUT MTOJTiTY, BiJl
IH/IIACHKOT park — xapaxTep, Bij xopaiiB baxa — BupasHi penbedu Menouii.
st TpaauuiiiHOro MOHOCTHIILOBOTO MHUCIICHHSI 34A€ThCA, 10 BCE 1€ TIe-
pebyBae y pi3HUX BUMIipax, ajie mig MecciaHa BCe BUTVISAAE TTO-1HIIIOMY.
BiH 3HaxoQuTh AKiCh TOYKH MEPETUHY, SKI HE BUAHO IS iHIIMX» [3: 49].
I Bce 11€ aOCOIIOTHO MTPUPOTHO CITIBICHYE Y HOTO MY3HIIi, B SKiH JETKO PoO3-
M3HAETHCS CTHIIB: XapaKTEepPHI MECCiaHIBChKI CITiB3BYYYs 1 TeMOpasbHi 3a-
OapBJIeHHS, MPUMXJIMBI pUTMI4HI POPMYIH i 0COONMBA HAMArHETH30BaHA
arMocdepa, 10 BUITPOMIHIOE Ti cami «(OTOHM» 1 CBITIIOBI «CITipai».

Buxonsuum 3 My3uKH, a HE TEKCTY, MOJKHA BUSIBUTH, 10 BOHA LIIJIKOM
TTOSICHIOETHCST TUMH TIOHATTSIMH, SKi BUKOPUCTOBYE MecciaH, Xo4a JesKi,
3BHYAHO, BUMAraloTh MEBHUX 3ycwib s «aemudpysanus». T. Kiope-
TsTH, HIOM POJOBXKYIOYH MECCiaHiBChKY poOOTY 3 KOMEHTYBaHHS MY3UKH,
PO3KIIaIa€ BCE «II0 MOJIUYKAX» 1 IEPEBOJUTH CBOEPIHUN MECCiaHIBChKHH
amapar y TpaJuLiliHi TeopeTHuHi Kareropii. Y pesyibTaTi BHIUISAIOTHCS
YOTUPU OCHOBHI KaTeropii — My3WYHHUI Marepiajl, 3ByKOBUCOTHICTb, My-
3UYHMHN Yac, GOPMOTBOPEHHS.

My3uunmi (y TOMY 9HCTIi, TEMaTHYHAN) MaTepialr y Mecciana npen-
CTaBJIeHUH MOOYJ0BaMH TPaAULIITHO-KOMIUIEKCHOTO XapakTepy, e «Me-
JIOAMKO-TApMOHIYHA OCHOBa HEBI/IIbHA Biff HOTO PUTMIYHOI peaiisza-
wi» [3: 50], cTpyKTypaMu COHOPHOTO CIIOCO0Y YTBOPCHHS, 3 JTIHEAPHO-MO-
HOJAMYHOIO OCHOBOIO, (DaKTYPHUMH TOLIO.

3ByKOBUCOTHA cucteMa y «llomisgax» mepeBaxHO TpaguLiiHA Ma-
JKOPO-MIHOPHA, X0ua i MPUCYTHI JIaJn OOMEKEHOT TPAHCIIO3UIIil. 3araiom
y 3BYKOBHCOTHIW OpraHi3allii MOMITHY poJib Bifirpae rapMOHIYHA KOJIO-
pPHUCTHKA, sIKa 1HOJII BUXOIUTH HA MEPIIHI TUIaH.

YacoBi CTPyKTypH B UK BUSBISAIOTHCS MEHII Tpagulliitaumu. Kpim
3BHYHOTO ISl HAC Yacy TOHAJILHOTO PO3TOPTaHHS, TYT MPUCYTHIHN cTaTny-
HUH Yac, 110 aCOLIIOETHCS Y KOMIIO3UTOPa 3 KPUCTAJIOM 1 MO3aikolo, ca-
MO3aMKHEHUMHM CTPYKTYypaMHM 3 BIYHMM IO HUX pyxoM: «Kpucran, skuit
00epTa€eThCsI HABKOJIO CBOET OCI, IMOTIK, 1[0 BUJIMBAETHCS O€3 KIHIIA 1 TI0-
4arKy, Mo3aika, 3 il OpHaMeHTaJIbHIMH JIA0IpUHTAMHU, — BCI 111, HEITABHO 1I1e
MeTadopuyHi, XapaKTePUCTUKHU, ChOTOJIHI BXKE Maiike TMepelluii B paHr
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My3udHUX TepMiHiBY» [3: 51]. 3anpoBamkeni MecciaHOM TOHSATTS «BiTpa-
JKa» 1 «TEXHIKU BITPaka» ChOTOJIHI BXKE IIUIKOM 3aKPIIUIUCS B MY3HKO-
3HABCTBI T4 BUKOPHCTOBYIOTHCS [UISl OIUCY TEXHIK Cy4acHO! KOMIIO3MLII,
Hanpukiaa, y my3uii K. [lItokxaysena abo I1. bBynesa. Cam Meccian myxe
KOPOTKO 1 YiTKO ONHUCaB TeXHIKy B kKomeHTapi 10 «KgitiB I'paxy HebecHo-
TO»: «TBIp IIeH He 3aKIHUYETHCS 1 HE TIOYMHAETHCS, aJIe 00ePTAETHCS HABKO-
70 cebe caMoro Haue KoJIbOpoBa po3eTKa — OJTUCKyYa 1 HeBuauMay [S: 42].

o x cTocyeTbest My3WIHUX (GOPM 1 IPHHIIAITIB MY3HIHOTO (hOPMO-
YTBOpPEHHSI, MPEACTaBICHUX Yy TBopuyocTi Mecciana, To «/Baausrs mo-
IVISLIiB HAa HEeMOBIIA Icyca» MOKHA BBaKaTH CBOTO POAY «KaTaJlOTOM» THX
1 iHmUX. JesKi MOHSATTS KOMIIO3UTOP BUKOPUCTOBYE BIIEPIIE, NCSKI Iepe-
OCMHCITIOE TIO-HOBOMY B CBOTH XyHOXKHil cuctemi.

Takum 9rHOM, BCS MYy3W9HA Teopis, mogana MeccianoM y #oro «3a-
MHCKax», LIIKOM MOXe OyTH NepeBefieHa Ha «HOPMajlbHY» 1 3p0o3yMily
Ham MoBy. Hagimo x MecciaHy Tak yCKJIaJHIOBATH CHPUHHSTTS CBOIX
TEKCTIB, SKIIO BiH XOTIB OyTH 3po3yMiTuM? AJDKE HaBITh My3UKO3HABIIIO
(He KaXyuu BXKE PO ciayxaya a0 BUKOHABI) JOBOJUTHCS HPUKIAIATH
TIEBHI 3yCHJUIS, PO3IIMPIOBATH CBO1 3HAHHS, YUTATH JIITEPATypy 1m0o3a cde-
POI0 MY3MKO3HABUMX 3alliKaBJIE€Hb, 1100 aJ€KBAaTHO 3PO3YMITH aBTOPCHKi
KOMEHTapI.

MMoBipHO, CI0BO, sike BUKOPUCTOBYE MecciaH, cTae CBOTO pofy 3aIpo-
IIEHHSM JI0 criBTBopuocTi. [Iporpamu #ioro TBOpiB, y ToMy umnci i «/[Ba-
JUISITH TIOTYISIIB Ha HEMOBIIS [cycay, «He TIOB’ SI3YI0Th MY3HKY 3 Oy/Ib-SIKOIO
MIPEAMETHICTIO PEajbHOTO CBITY, 30epirarou BCIO “HEMOMKIMBICTH Iepe-
KJIamy” My3WdHOTO 00pa3sy. SIKmo 6apodHi CHMBOIN OPIEHTYIOTH MY3UKY
B HanpsMy Tpadikd i )KUBOMKCY, SKIIO POMaHTHYHI MPOrpamMH JOAAIOThH
JI0 I[OTO JIITepaTypHO-TIOETHYHY opieHTamio (hopmu, To MecciaH, iHO-
Il KOPUCTYIOUUCH 1 THM, 1 IHIIIUM, CBOIMH NIPOTPaMaMH IOBEPTAE MY3HUKY
JI0 MY3HKH, 0 yBiOpasia B cede BCIO TOBHOTY KOJILOPOBHUX 1 MOSTHYHUX
BimuayTTiB» [1: §].

lIle ogHe MOsSCHEHHS TAKOTO MIITHOTO 3B’s13Ky My3uku Mecciana 3i
CJIOBOM OQ4HTHCS B HOTO MPHHAICIKHOCTI 10 (paHITy3pKOi IEPKOBHOI —
0CcO0NMMBO OpranHoi — Tpanuuii. s Hei XxapaKTepHUM € MparHeHHs 1Mo-
SICHUTH, TIPE3eHTyBaTH myOumiti cBiif TBip: «IlomiOHI aBTOpPCHKI 3BepHEH-
HSl MAaIOTh MicIle B OpraHHuX KHurax maiictpis XVII cromiTTs, ToMy TyT



Gy 2018 m Bun. XIV W Acneximu icmopuutozo My3uKo3Hascmed 47

BUSBIJIACH YKOpiHEHA (paHITy3bKa TPAAHINSA AeTaTbHO po3mu(poByBa-
TH AJIs1 ayAuTopii cBO1 TBOPYI WM 1 XyJOXHI 3aco0u, morpeda y “mpo-
MOBifIi” cBOTO criocoOy muciutny» [2: 262]. [IparaeHHs A0 TITyMadeHHS,
MOSICHEHHSI B3araji BJIACTHUBE IIEPKOBHIM Tpaamiii. MecciaH, yce CBO€
JKUTTS BUKOHYIOUM 000B’SI3KM [IEPKOBHOTO OpTaHicTa B IepKBi cB. Tpilili
B [lapmxi, He Mir He mianaTvc ii BIDIUBY. TuM OinbIe, Mo ceper BaXK -
BHX JUIS KOMIIO3UTOpA KaTeropil, ki GirypyloTs y CIOBECHHUX TEKCTaXx,
TepeBaKarOTh Ti, 110 TIOB’A3aHi 3 XPUCTUIHCTBOM B3arasi i KaTOJTUIITBOM
30Kpema.

BucHoBkM i mepcneKkTHUBM NOJAJBLIIMX PO3BIAOK. SKilo 3amu-
OJII0BaTHCS B MUTAHHS PEIriiHOCTI Mecciana, ToO BOHO 3aBEZIe Hac JIyKe
JaJIeKO, OCKUIBKU PENIriiiHICTh CTAHOBUTH OHY 3 HAWBa)KIMBILIMX Mij-
CTaB MECCIaHIBCHKOTO CBITOIIAMY. KpiM THX, 10 3HAXOAMIIN BiIOOpaXKeH-
HSl B MY3HIi, € TEKCTH, e MecciaHn po3MipKOBYe Mpo pejiridHi marepii
B ¢inocodcrkux (i ayke IHOOKUX MPHU IHOMY) KaTeropisx. 3alnmiaro-
4H iX OCTOPOHB, MOBEPHEMOCS 110 «/[BaausaTu morisiiiB Ha HeMOBIA Icy-
ca». U MoXKHa ciryxaTy UK 0e3 KoMeHTapiB? Un MOXKIIMBE CIIPUIAHSATTS
«IUCTOI» MY3UKH? — 3BUYaHO, YapyBaHHS MeCCiaHIBCbKOI My3UKH Oyrie
ity 1 0€3 TEKCTIB, OJHAK 3 Hel 3HUKHE BaXKIMBa CKJIafoBa. SIK BBaXkac
K. 3eHkuH, clioBeCHH «HIMO», IO 0TOUyE TBOpH MecciaHa, HeOOXiTHUH
iM: «3po3ymisio, CIOBO HIYOTO HE 3MIHIOE B caMiii My3HIli, ajic BILTUBAE
Ha 11 CIPUHUHATTS: B HEO30POMY CIIEKTPi CMUCIOBUX BUIIPOMIHIOBaHb, L0
BUXO/IAITh BiJl My3UUHOI IHTOHAII1, CJIOBO IiJIKPECIIIOE T€, 110 HOMY Haii-
OinbIe Bimmosimae i pezonye» [1: 18].

TaxkuM 4nHOM, MOKHA 3pOOUTH BUCHOBOK, 1110 JIFOAMHA, SIKA I03HAHO-
MUJIACh 3 MY3UKOI0 MecciaHa — 30BCiM HEBaXKJIUBO, ITPOCTO CIIyXae BOHA
i1, BUKOHY€ a00 aHai3ye 3 HOTaMHU B PyKax, — 3a]y4aeThCs 10 OpOiTH Mec-
ClaHIBCBKOTO BCECBITY, B SIKOMY My3uKa BTiII0€ CIIOBO y 00KECTBEHHOMY
ceHci, a CJI0BO HaIlOBHIOETHCS KUTTAM 1 ceHcOM My3HUKH, SIKa 3BYUHTh.

[Momanbine BUBYCHHS NUKITY «JBaIsTh TODIS/IIB HA HEMOBIIS [cycay
O. MecciaHa MOXJIMBO 3 PI3HUX MO3UIIIH: 3 TO3UIIIT 3aCTOCOBAHUX TEXHIK
KOMIIO3HIIii, BUKOHABCHKHUX TPYIHOIIIB, (PLI0CO(CHKOTO MIATPYHTS TBO-
pY, ¥ HaBiTh 3 MO3HUIII CHHECTE3i] — 30pPOBOTO0 KOJIHLOPOBOTO CIIPHHHSATTS
MY3HKH.
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