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Abstract

This article discusses the interpretative approach of the German conductor Otto Klemperer
towards Beethoven's Third Symphony Eroica. It attempts to analyze the distinctive features
of his interpretation in relation to the concepts of Classicism and Romanticism. These are
further elaborated by comparisons with several other interpretations. It concludes with
acknowledgment, that the overall continuity flow is what makes this interpretation
aesthetically coherent and appealing to the listener.
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Introduction

The discovery and realization of a composer’s intention for a performer has been a broadly
debated issue over the last century. Different conductors could convey a very different
musical image with the same composer's work, which could vary widely in length. It is
important to study how conductors combine their own aesthetics with the composers’
aesthetics, and how they treat different aesthetics in their performances, so that performers
can learn subtleties of works and be free and flexible in their own interpretations. This essay
will discuss the first movement Allegro con brio from Beethoven's Symphony No.3 Eroica
and the famous German conductor Klemperer's interpretation (Philharmonia Orchestra

1955/56) of it.
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The analysis of Klemperer's Interpretation of Beethoven's Eroica.
The Composition

Beethoven's Symphony No.3 Eroica, composed in 1804, was a revolutionary work in the
history of symphony, with significance both in its content and form. The vast and intense
range of expressive power gives this work distinctiveness. Its overwhelming emotional impact
and the bold use of dominant seventh chords and syncopation were unprecedented in
contemporary symphonic literature. Beethoven condensed the texture and expanded musical
forms and the scale of each movement to allow for larger symphonic proportions. The
symphony extended the scope of expression that a symphony could produce and pointed
towards Romanticism. As such, it has been often subject to different interpretations by
conductors, which all had to find a way how to deal with the prevailing "heroic myth".

"The strongest generative musical material is a simple idea’ (Sell 1978, 23). Simplicity
is a strong characteristic of Beethoven's aesthetic. He likes to start with the most fundamental
and essential musical elements, and develop them into a complicated sonic world which
expresses the facets of human nature. This is seen in the four-note motif in his later
composition of Symphony No.5. The simpler the musical material, the more possibilities there
are for development. This aesthetic is influenced by Haydn who was also an expert on
expanding simple musical ideas.

Beethoven uses unexpected gestures in his compositions which gives the element of
surprise. His bold use of dominant chords, and the famous 'barbaric dissonance’ (Bernstein
2007, 206) in Eroica were unknown to his audience and created a sense of tearing. Tonal
ambiguity at times in his symphonies gave mysterious shades. For example, the C sharp in
measure 7 is completely foreign to E flat major which shows the drama to follow. It has been
called 'possibly the most famous single note in the entire symphonic literature' by Richard
Taruskin in The Oxford History of Western Music (2019). There are dramatic moments in
dynamics too. A crescendo followed by a sudden drop to piano is heard frequently.

The classical symphony which evolved in the eighteenth century usually consisted of
four separate movements: a sonata, a slow movement, a minuet and a rondo. Beethoven's
Symphony No.3 Eroica follows this classical symphony form, however it substitutes a funeral
march for the slow movement, and a Scherzo for the minuet. In the first movement,
Beethoven extended the Development and the Coda on an ‘'heroic’ scale. It was the period
when he embarked on a "new path”, and was never to turn back.

The first movement Allegro con brio begins without an introduction, unlike in

Beethoven's first two symphonies, and with a strong direct statement of two E flat major tonic
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chords. In Beethoven's early sketches, the opening consisted of two dominant seventh chords
(Sell op. cit., 23). In comparison, a major tonic chord is a more positive, assured statement
rather than one of questioning nature. Then the rest of the movement grows from this E flat
major chord, which showed Beethoven's ideal of developing simple materials organically.

Formal symmetry and cadential rearticulation are typical of the Classical sonata form.
However, the Exposition in this movement ends without a periodic closing theme and instead
a primitive dominant-minor ninth chord to the tonic. He depicted the form as 'overpowering
syntactic necessity' with a sense of 'narrative interpretation’ (Sipe 1998, 101) to the following
Development section.

The harmonic and rhythmic intensity in the Development section reached the highest
level of the historical context while the full dynamic range of the orchestra is being explored.
The violent syncopation from measure 248 builds up tension to measure 279 and drives the
upcoming theme, where the flute ends up playing a dissonant minor second supported by an E
minor chord in the rest of the orchestra. This trembling tension is left unresolved. There is a
quarter rest followed by a diminuendo of the dominant seventh and this leads to a new theme
in the Development in E minor.

In a comparison of the recapitulation and exposition, the main difference is the
beginning. The preparation of the main theme travels from F major and D flat major before
returning to E flat major in Recapitulation. This reflects the journey of the hero during the

Development as he becomes more mature (Sell op. cit., 103).

The Interpretation

The interpretation of a work can strongly influence what the end product is presented to the
audience. Otto Klemperer was one of the leading conductors in the twentieth century. He was
famous for his grasp of the structure of works. Solidly rooted in German Romantic ideology,
he also had an extensive authoritative repertoire of expressionistic and neoclassical music by
Janacek, Weill, Hindemith and Stravinsky during the 1920s and early 1930s. With the unique
combination of aesthetics, his performance style was intense, and the level of structure was
more about large scales rather than small moments or tone colours. He was a conductor who
could at his best provide interpretations filled with grip and exciting drive. Occasionally, he
could provide performances which were lacking balance. But in general, he did not favour the

Romantic exaggerated rubato or emotional indulgence as some conductors in his era. His
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performance of Eroica with the London-based Philharmonia Orchestra in 1955 (one of his
three available recordings of the piece) gave it stylistic features which differentiated him from
others. In the following analysis, we will try to point out some interesting points in his reading
of Beethoven's Eroica symphony. We will also try to compare some of Klemperer's
interpretative choices with those of his well-esteemed peers, carefully choosing from several
hundred commercially released recordings of this masterpiece.

It was common performance practice in Beethoven's music to vary the tempo within a
movement to achieve certain emotional expression. This underlines the changing character of
music in the early twentieth century (Philip 1994, 196). In Klemperer's performance of
allegro con brio, the tempo starts at approximately 132 beats per minute in both the first
theme (heroic theme: mm.1-43) and transition (mm.44-82) within the Exposition. The tempo
then starts to slow down with the entrance of the lyrical second theme (m.83). This is only
until the big ritard. he placed in measures 92-94 where it is only marked crescendo, sf and
dim. The moment is quickly reversed with his stylistic accelerando from m.105 and the
marked cresc. to the return of the first theme with the full orchestra. This section reaches the
climax of the Exposition after the second theme. In other words, he performs the second
theme at a slower tempo with some rubato. The tempo then pulls back with a mysterious
decrescendo of the distorted heroic theme before the Development.

The tempo in the Development is similar to the original tempo of the Exposition.
However, Klemperer slows down between measure 272 and measure 279 with intensity and
weight and this is the legendary climax in the Development. Beethoven's genius composition
here reaches the symphonic expressive power to a new level. The tempo then picks up
through the modulating chords of measures 280 - 283 for the lamenting new theme which is
not much slower than the original tempo. The original tempo returns once again as the heroic
theme enters in measure 300.

Klemperer's skilful grasp of structure is shown in his unique manipulation of tempo.
"Few people are familiar with Beethoven's informative metronome markings, though they
sometimes appear to be very fast and provide only a rough indication of the tempo at which
his music should be played."(Klemperer 1986, 98) Overall, there is not a great deal of
indulgence in tempo as seen in Furtwdngler's performance (Vienna Philharmonic Orchestra
1947/49), with the exception of a few crucial moments of structural transition. This reflects

Klemperer's Classicism style focusing on structures and forms. While matching Beethoven's
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Classicism aesthetics here, Beethoven's compositional style here is moving towards open
ended Exposition and Coda.

Performances of the early twentieth century display a more 'casual attitude’ to rthythm
with tendencies to 'over-dot’ dotted rhythms and shorten short notes (Philip op. cit., 198-199).
The flexibility in tempo and rhythm could be interpreted as a characteristic of the late-
Romanticism ideal. However, even comes from the Romantic tradition, Klemperer's
performance does not subscribe to the concept of lengthening long notes and shortening short
notes. Klemperer once commented about the image of Beethoven: Most people think of
Beethoven as a melancholy, tragic, gloomy character, but this is a crude distortion. He was,
particularly in his youthful years, a happy-natured, cheerful person.’ (Ibid., 99) A brave and
joyful Beethoven is vivid in his performance. In the end, Beethoven himself set a rather fast
tempo for his pieces, including this symphony and the first movement, especially.

While the syncopations of this movement are usually marked sforzando, Klemperer
places even more stresses on them than Furtwdngler, who is constantly after a Romantic
warmer sound. The aggressive approach to syncopation gives a Modernist taste of
Klemperer's performance, which also endorses Beethoven's pointing towards a new era.

The articulation of the string section is not very clear, for example, the syncopated
notes from measures 7 - 8, and the fortissimo tutti of measures 364-65 are blurred into a single
legato line. This is similar to Furtwédngler's (Vienna Philharmonic Orchestra) performance. In
contrast, Miiller-Briihl (K6lner Kammerorchester 2005) has a very clear articulation on the
syncopation of these measures.

In comparison to Miiller-Briihl's performance, Klemperer placed more articulation on
each bar, so each gesture is on the intensity for each bar. In the tutti return of the heroic theme
in measures 37-42, Klemperer has a downbeat on each measure, whereas Furtwéngler is
heavier and beaty. The proportion for dynamics in Klemperer's interpretation is not rigid, and
he aims for more sound quality. This could be seen in the slight tenuto he placed in measure
147 on the 'barbaric dissonance’ (Bernstein op. cit., 206). He slows down between measures
272 - 79 to create an extremely intensive climax in the Development. Also, in the material of
the second theme of the Recapitulation (mm. 488-89), Klemperer uses distinctive rubato for
the rising chromatic figures which was not heard when it was first introduced in the
Exposition. This emphasis on gestures displays the sentimental and expressionistic side of

Klemperer, adding a sad, fragile flavour to this work. It makes a strong contrast to the naive
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and hard-edge heroic style. These moments are precisely what is needed if the performance of
an often-heard work should not turn in a predictable stream of tension-release clichés.

The Classical side of Klemperer's performance can be seen in the organic contrapuntal
new theme of the Development. The contrapuntal voices from the woodwinds and strings can
be heard vividly. They are interdependent with individualized sonorities and instrument
combinations.

Klemperer came from a Romantic tradition. He was a pupil of nobody less than the
great Gustav Mahler himself. Even though his style developed to be very controlled and more
towards Classical compared to his contemporaries, he still maintained some expressive
nuances in the symphony. The tone colour change in the woodwinds from forte to pianissimo
between measure 367 and measure 381 is a good manifestation of his expressionistic ideal.
Their changes made between forte and piano were more of a sound quality change rather than
volume change.

Some aspects of his performance are inspired by Neoclassicism. His focus on structure
is seen in his performance that each individual rhythmic gesture does not break down phrases,
and he moves forward large phrases. This is a common feature of both Neoclassicism and
Classicism. Another aspect is that he maintains a driving tempo even in the lamenting new
theme in the Development (mm. 284-99). In comparison to Furtwédngler's performance, this
new theme section is considerably slower. Klemperer's desire to turn away from the extreme
is also of neoclassical characteristic. For example, there are several places marked from
sforzando to piano (mm.10-11; mm.165-166), he takes them not as big change as
Furtwéangler. Moreover, there is little exaggeration of dynamics in Klemperer's performance
and his style is at times almost reserved. In measure 362, there is little difference between the
fortissimo and the preceding sforzando, whereas Miiller-Briihl brings out the fortissimo which
makes this section similar to the climax of the Development. However, there is an intense
climax from mm. 274 to mm. 279 in Klemperer's performance. This is caused by his
manipulation of tempo and strong use of instrumentation on both the strong downbeats and

upbeats.

Conclusion

Klemperer's interpretation of Beethoven's Symphony No.3 Eroica with Philharmonia
Orchestra in 1955 is very intense and well-structured and is created without exaggerating the

tempo or dynamics. Even though he is influenced by Romanticism, he has a desire to
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reproduce the sense of harmony, both technically and spiritually. He turns away from the
Romantic tradition by avoiding over gesture, high drama and romantic nuances. However,
there are still some traits of Romanticism left in his interpretation. There is still pondering and
repose, tamed flame under the surface. Eroica is a revolutionary Classical symphony with its
dramatic expression characteristics pointing towards Romanticism. While both the ideas of
Classicism and Romanticism can be seen in Klemperer's performance, his intense outburst in
the climax of the Development; moments of deep thoughts in the lyrical second theme have
an expressionistic feature. In other places, his favour of the ideal of restrained overindulging
and keeps moving forward large phrases adds a Neoclassicism flavour to his performance.

All the different aesthetics of Klemperer and his respect to maintaining an untouched
score made his interpretation a stylistic one among the huge amount of interpretations
available. One of the most significant impacts of the listening to his reading of Eroica is that
the piece manages to convey an impression of the work as a whole. The first movement is not
dragging, but also not too con brio, serving as an introduction of the heroic theme and
managing to make the listener engaged in its unfolding. The second movement is tragic and
serious, but not sentimental. The steadiness of it makes more than enough for the rather
slower tempo. When we continued listening through the third and fourth movements, we
found ourselves perfectly emerged in the story. And then we realize how organically all

movements follow each other. As Klemperer's great rival Bruno Walter once stated:

"The concept of tempo is invalid without the correlative one of continuity. The
clearest proof of this is in those very changes of tempo that are indicated by the
composer. What could his ritenuto mean if the tempo itself were irregular? Only
the fact that continuity, that is, regular flow, is and essential attribute of the
concept of tempo, gives proper significance to every ritenuto and accelerando,

every meno and pit mosso."(Walter 1961)

By meticulous adhering to the continuity principle, in this Klemperer's interpretation of
Beethoven's Eroica, the elusive Aristotelian unity within complexity has been thoroughly

achieved.



Xingxing Wang and Richard Pohl

The analysis of Klemperer's Interpretation of Beethoven's Eroica.

References

1. Beethoven, Ludwig van. 1996. Symphony No.3 in E-flat major "Eroica” op.55. Edited by
Jonathan Del Mar. New York: Baerenreiter.

2. Bernstein, Leonard. 2007. The infinite variety of music. New York: Amadeus Press.

3. Heyworth, Peter. 1983-1996. Otto Klemperer: His Life and Times. 2 vols. Cambridge:
Cambridge University Press.

4. Klemperer, Otto. 1986. Klemperer on music: shavings from a musician's workbench. Edited
by Martin Anderson. London: Toccata Press.

5. Philip, Robert. 1994. Traditional habits of performing in early-twentieth-century recordings
of Beethoven.' In Performing Beethoven, edited by Robin Stowell, 195-204. New York:
Cambridge.

6. Sell, David. 1978. Listening guide: Bach, Wachet auf, cantata 140; Beethoven, Eroica
symphony; Webern Variations, op. 27. Wellington: Price Milburn Music.

7. Sipe, Thomas. 1998. Beethoven: Eroica Symphony. New York: Cambridge University Press.

8. Taruskin, Richard. 2019. "The Eroica.” In The Oxford History of Western Music. Volume
Two: Music In The Seventeenth And Eighteenth Centuries.

9. https://books.google.com.hk/books?id=0r9RybF510wC&printsec=frontcover&hl=zh-

CN&source=ghs_atb#v=onepage&q&f=false (Acc.20 September 2019).

10. Walter, Bruno. 1961. On Music and Music Making. New York: W.W. Norton.

Discography

1.

Koélner Kammerorchester. 2005. BEETHOVEN: Symphony No. 3. Prometheus Overture.
Coriolan Overture. Egmont Overture/ Ludwig van Beethoven. Conducted by Helmut Miiller-
Briihl. CD. Naxos 8.551229 (2005).

Philharmonia Orchestra. 1955/56. Symphony No. 3 . Leonore Overtures Nos. 1 and 3/ Ludvig
van Beethoven. CD. Conducted by Otto Clemperer. Naxos 8.111303. (1955-1956)

Vienna Philharmonic Orchestra. 1947/49. Wilhelm Furtwéngler, BEETHOVEN: Symphony
No. 3. Coriolan Overture/ Ludwig van Beethoven. Conducted by Wilhelm Furtwéangler.
Commercial Recordings 1940-50, Vol. 2. Naxos 8.110995 (1947-1949).


https://books.google.com.hk/books?id=Or9RybF5lOwC&printsec=frontcover&hl=zh-CN&source=gbs_atb#v=onepage&q&f=false
https://books.google.com.hk/books?id=Or9RybF5lOwC&printsec=frontcover&hl=zh-CN&source=gbs_atb#v=onepage&q&f=false

i Accelerando: Belgrade Journal of Music and Dance
Issue 5, February 2020
ISSN: 2466-3913 (online)
ubC: 78.082.2 Received:Dec 15, 2019

78.071.1 KapTtep E. Reviewed:Jan 04, 2020

Accepted:Jan 09, 2020
COBISS.SR-ID 283393292

The Musical Style of Elliott Carter
The analysis of the Piano Sonata (1945-46)

Yingying Wang
Florida State University College Of Music

Citation: Wang, Yingying. 2020. "The Musical Style of Elliott Carter The analysis of the Piano Sonata (1945-
46)." Accelerando: Belgrade Journal of Music and Dance 5:2.

Acknowledgments: This paper was the part of Doctoral Treatise at the Florida State University, College Of
Music. The Treatise was defended on April 2, 2019. The author expresses her gratitude to the professors and
supervisory committee David Kalhous (professor directing treatise), Alice Ann Darrow (University
Representative), Diana Dumlavwalla (Committee Member) and Heidi Williams.

Abstract

The purpose of this paper focuses on American composer Elliott Carter and his Piano Sonata
(1945-46). Elliot Carter’s Piano Sonata is a representative example of his distinctive
modernist style. After his early works written largely in Neoclassical idiom, Carter embarked
on a new musical path in this work. His innovative approach to form, harmony, thematic
design, metric elements, sound, and timing according to the common sonata structures differ
significantly from the traditional approaches to this form. The compositional aesthetic of this
work has become one of the hallmarks of American musical modernism, foreshadowing the
compositional direction of piano sonatas in the latter half of the twentieth century. Carter’s
music has known for his metrical complexity, in which metric modulation and polyrhythmic
application largely emerged after 1948. The trademark is specifically launched in his Cello
Sonata (1948). The 1945 Piano Sonata is the piece a few years earlier in which rhythmical
complexity began to expose. Author demonstrates the layer of rhythmical pulse through the
method of thematic analysis, rather than merely focusing on metric modulation technique. In
contrast to most scholarships that have a rigorous study for Carter’s eclectic deed on the
fusion of European neoclassicism and American avant-garde, the author discusses the
composer’s new compositional approach in the Sonata. Finally, author’s analysis
concentrates on specific innovative aspects that make the work unconventional, showing why
Carter is one of the most important voices of American modernism.

Keywords: Elliott Carter, piano sonata, polyrhythm, pandiatonicism. musical analysis,
American modernism
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Introduction

Carter’s new approach to sonata form

"As a composer I am primarily concerned with the contrasts and changes of
character in music, in plastic flow, in motion from one point to another, and with
the expression of feelings as they change smoothly or abruptly, one commenting,
amplifying, or denying the other. The interesting operation of cause and effect, of
transformation in time, of the whole sense of flow reveals itself in changes of
harmony, of rhythm and texture rather than in static repetition. My music is
essentially a kinetic projection of ideas, using perspectives in time. Since I work
primarily with this dimension, the actual details of harmony, texture, and tone
color are chosen more for their suggestions of motion than for any intrinsic
character they may have. On the whole I prefer to use the usual vocabulary of
contemporary music and to view it in new temporal sequences.”[ The original
typed letter with autograph signature (both analysis and artistic credo); The
autograph manuscript was kept as Edgard Varese collection, Paul Sacher

Foundation, and reprinted by permission of Marylin Vespier)].

Carter began composing his Piano Sonata during the summer of 1945 with the support of a
Guggenheim fellowship and finished it in January of 1946. He dedicated the work to John
Kirkpatrick, a prominent music scholar and pianist. The pianist Webster Aitken premiered the
work at the Frick Museum in New York City in February of 1948, a performance that Carter
complimented highly. That summer, Edgard Varése requested Carter’s permission to use his
Sonata as one demonstration of twentieth-century American composers’ music for his lecture
series at Columbia University. Carter quickly accepted Varese’s invitation and provided his
full analysis for this piano sonata per the request of Varese, along with a brief account of his
artistic credo, quoted above.

There are two versions of the published score. The second revised publication by
Mercury Music Corporation in 1982 removed all the metrical markings in the first movement,
which in the first edition appeared at each measure. Since the irregular groups of beats result
in frequent metric changes, time signature markings are difficult to specify. Therefore, the
purpose of this later decision to remove all time signatures was meant to simplify the
appearance of the score, thus facilitating performance. Rather than thinking about the measure

as a unit, the pianist simply groups the beats into units of two or three.
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In the Piano Sonata, Carter uses the basic framework of sonata plan but deviates from
certain formal, thematic, and tonal expectations. Technically, the score labels two movements,
however, Carter declares that the whole sonata is in three movements, the second movement
is interrupted by the fugal third movement, that embeds into the second movements without
pause. My analysis is based on the score indication, where marked in two movement. This
sonata is the first of many of Carter’s works to exhibit a formal design in which sections are
interrupted and resumed. The second movement features two contrasting sections: the first is
a slow, lyrical section in ABA’ form; the second is a fast fugue marked Allegro giusto. The
first section returns after the fugue, and a meditative epilogue closes the piece. Before the
entrance of the fugue subject, there is an introduction based on the fragments of the subject.
As Felix Meyer and Anne Shreffler have observed, "this large-scale Beethovenian fugal last
movement consolidates Carter’s deep interest in traditional counterpoints.” ( Meyer and
Shreffler 2008, 73).

Carter described the work’s design as follows: "It contains no true development in the
classical sense... all the ideas are in a constant state of change, expansion, contraction,
intensification. Yet at the same time the Sonata displays a conspicuously sophisticated
approach to the classical forms of sonata-allegro and fugue.” (Schiff 1998, 208). David Schiff
insightfully comments on the innovative aspects of sonata structure and form the work
exhibits: "The merger of an improvisatory style with classical structures does not feel strained
or artificial. If Carter’s aim was to achieve the poetic complexity of Ives’ Concord Sonata
through abstract means rather than programmatically as Ives had done, he succeeded.” (Ibid.
209).

The first movement follows the basic framework of sonata-allegro form, as shown in
Table 1.1. The sections are distinguished by thematic ideas, but instead of using traditional
key relationships. Carter uses pandiatonicism. A pandiatonic musical language essentially lies
between tonality and atonality and has no strong tonic foundation. The seven-note diatonic
scale can be stated beginning on any of the twelve pitches without the limitations of
functional tonality. The term was coined by Nicolas Slonimsky in his book Music since 1900.

According to Slonimsky,

"Pan-diatonicism sanctions the simultaneous use of any or all seven tones of the
diatonic scale, with the bass determining the harmony. The chord-building

remains tertian, with the seventh, ninth, or thirteenth chords being treated as
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consonances functionally equivalent to the fundamental triad. (The eleventh chord
is shunned in tonic harmony because of its quartal connotations.) Pan-diatonicism,

as consolidation of tonality.” (Slonimsky 1938, xxii).

Table 1.1. Formal Structure of Carter's Piano Sonata.

Introduction: Muaestoso mm.1-14
Seorrevole mm. 15-23
First Movement Maesioso mm. 24-32
Exposition: First theme realm mm. 33-82

Second theme realm mm. 83-112
Closing theme realm mm. 113-122

Development: mm. 123-223
Recapitulation: First theme realm mm. 224-253

Introduction material mm. 254-264
Second theme mm. 258-271

Coda: mm. 272-285
A section: mm. [-24
- B Section: mm. 25-51
Second Movement A Gestion: R
Fugal Introduction: mm. 7H-103
Subject entrance: mm. 104-329
A section: mim. 330-340
B Section: mum. 341-361
A’ Section: mm. 362-392
Epilogue: mim. 393-414

In pandiatonicism the key signature does not refer directly to a specific key in the traditional
system; rather, it suggests the tonal center of that key and other closely-related keys. The
diatonic notes combine with other pitches with added accidentals to create dissonances
without resolution, and there are no standard chord progressions. The music has temporary
tonal centers but they are presented in a state of constant change. Richard Kostelanetz has
explained that pandiatonicism "possesses both tonal and modal aspects, with a distinct
preference for major keys." (Kostelanetz 2013, 465). Sometimes pandiatonicism is referred to
as "white-note” music. The added accidentals are usually integrated with diatonic triads or
extended chords. Composers such as Sergei Prokofiev, Igor Stravinsky, Paul Hindemith,

Maurice Ravel and Aaron Copland have applied this technique. A quintessential example of
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pandiatonic structure is found in the opening of the first movement of Prokofiev’s Piano
Concerto No. 3, where the music shifts abruptly between C major and E-flat minor. In
addition, accidentals are frequently added within the diatonic material, which interferes with a

sense of tonal center (Example. 1.1).

g b
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Example 1.1. Prokofiev, Piano Concerto No. 3, First movement, mm. 15-20.

The overall tonal spectrum of the Piano Sonata explores an intensification of the overtone
series, which causes resonance of the half-step relationship of B and B-flat. (Ibid., 205). All
twelve pitches are covered by the overtone series, as the sequence of fifths can generate the

entire twelve-note spectrum (Fig. 1.1).

B Major

E B F# C#& G# D# A# - Bb F cC G D A

Bb Major

Figure 1.1. Overtone series of pandiatonicism used in Carter’s Piano Sonata,
as presented by David Schiff. (op. cit., . 206).
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The pitches B and A-sharp disturb the seemingly congenial relationship between keys of B
and B-flat, on which the overall tonal organization is based. The effect is one of constant,
unpredictable modulation and the interaction of different tonal centers simultaneously.

In a letter to Edgard Varese, Carter noted the grand sonority he intended to deliver in
this work, juxtaposing a diversity of characters and employing a wide range of tone colors and
expressive qualities. As he pointed out, this sonata shows a stylistic similarity with Copland,
Ives, and Stravinsky. (Carter 1989, 37). The piece’s tone colors, in particular, attest to
substantial engagement with the music of Charles Ives. Carter’s work highlights the piano’s
dual nature as a percussive instrument and a lyrical and harmonic instrument. In order to
present mercurial shifts in mood and character, as well as bewildering sonorities and
expressions, the piece makes an ample use of harmonics, resonance tones, different kinds of
attacks, a variety of pedal techniques, and chords of different densities and spacings. (Meyer
and Shreffler op. cit., 73).

Carter provides his own detailed analytical insight for the first movement. His focus,
he claims, is on emphasizing small thematic cells, their relationship to each other through
diverse interactions, and their infinite capacity for transformation. In his "credo” he declares
that "music is essentially a kinetic projection of ideas, using perspectives in time." (Ibid., 76).
He also tells Varése how the structures of thematic materials are organized. Rather than
developing "blocks” of material in sequential order, the form of this piece is fluid. Short
motivic ideas are combined, recalled, foreshadowed and transformed. (Ibid., 77). Carter also

said:

"I'm especially interested in the time plan of music, and in the modeling of
phrases and sections and their interconnections, rather than in the discovery of
novel momentary effects, and I think that this work exhibits this phrase of my

musical thought rather clearly.” (Bernard 2003).
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Part 1.
Movement I

1.1 Thematic Organization

Carter sketched the major thematic ideas of the first movement in the form of fragmental cells
(Fig. 2.2). Each of these motives is short and is organized by a specific intervallic
structure.The score excerpts in Examples 2.1 show the motives from Carter’s original sketch
by circled marking. Carter manipulates each of the motives by using compression, expansion,
interruption and extension in order to maintain the interconnections of thematic networks.
Overall, there are two contrasting thematic ideas: a flowing scorrevole one with quickly

moving rhythmic figures and a slow, expressive one with more sustained notes and intervals.

Figure 2.1. Autograph sketch analysis of thematic ideas created by Carter

Motives (a), (b), (d), (e) and (g) are part of the slow figuration group (Example 2.1).
Essentially, (a) contains octaves and (b) contains thirds. The ascending whole tone scale
marked as (g) grows out of the (a). A descending slow figure falls into resolution with perfect
and consonant intervals based on eighth and fifth marked as (d), and the dotted descending
motive consist of third and sixth is (e). The (d) and (e) motives form the first part of the

secondary thematic group and correspond to (a) and (b).
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Comparatively, (c), (f), (h) and (i) are the fast scorrevole motives. The (c) and (f)
contain two arpeggio figures which appear throughout significant portions of scorrevole
passages. The interaction between (c), (f) and (h) takes up a large portion of the Exposition
(Example 2.2). The second stage of the translocation and intensification occurs in the
development, where (c) and (f) extend into longer passages between measures 136 and 210
(Example 2.3). The (h) idea occurs at m. 36 played as the primary theme idea after the
scorrevole opens up the exposition (Example 2.4), and the chromatic scale (i), which is
frequently used as part of closing gestures, appears much later at m. 82. Within the first

twenty-three measures we hear all of the thematic materials presented except for (h) and (i):
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Example 2.1. Complete motivic cells in alphabetic order from (a) to (i)

(h) as Primary Theme

poco a poco cresc.

1

h ] 4 : { Y>
mare Variation of (f)

Example 2.2. Interplay between (h), (c) and (f), mm. 42-50



Yingying Wang
The Musical Style of Elliott Carter The analysis of the Piano Sonata (1945-46)

Transformation of (¢) and (f)

= =~ 3
i i
| |

ra e i ' ;
Cas y e 1
h LS g “\ | — 1 L = I oy 0 1
& ,-r e
2 - = =

»

—_——
Y T e e BT R DR P | @"‘x
.I’l' r[h{' H gy s = |
poce rubate i P ft’gg'r'e;: g# w
2 7#—&—@ | »p'F el

rar'
Famia "
7 B —

Extension onl'(c) and ()

= = NITy
5 S======= R — = {'
I L& H=H

=
’FT = [T 1 | gaafl |

_— AN | T
%ﬁj .:b:}t/.‘b't/- ?—;

Example 2.3. Variation and extension on (c) and (h), mm. 190-202.

The secondary lyrical theme comes from the (b) and (e) and is basically arranged in rows of
thirds (Example 2.4). The fragment of the secondary themes return shortly before the
Recapitulation starts at m. 235. The descending (e) figure usually appears to conclude the
lyrical passage. In the development, it encounters successive variations, it reappears
frequently as a sectional division, the most obvious case appears prior to secondary theme

returns in the recapitulation (Example 2.5).

Example 2.4.

Motive (b) displayed at
secondary thematic group,
mm. 105-107.
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Modified (e) Motive

Tempo II (J a72)
gt
204 theme R

e e

=
=T
+

Example 2.5. Modified (e) prior to 2nd T in Recapitulation, mm 254-259.

Another example that reflects Carter’s use of interruption in the sonata form occurs at m. 254.
The Maestoso introduction material that begins the movement is inserted shortly after the

Recapitulation begins, highlighting the clash between two keys, B and Bb (Example 2.6).

Tempo primo esp R
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Example 2.6. Semitone of B and Bb play together, mm. 254-256.

The coda continues in the B tonal realm, and the Bb is disguised within the constant interplay
in the B area. This pandiatonic relationships continues to the end of the movement, where the

ascending chromatic sequence creates a dense and dramatic effect (Example 2.7). Ascending

chromatic sequence:
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Asccndi}?][g chromatic sequence
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Example 2.7. Tonal clash between B and A#, mm. 283-290.

After an intense succession of figurations emphasizing the B, it arrives momentarily on an F#,
suggesting a V-I final cadence in B, which would be the expectation of how piece ends.
However, Carter shifts immediately to an F-natural, the dominant of B-flat, and after an
arpeggiated figure based on the overtone series, the piece cadences on B-flat (Ex 2.8). In this

way Carter summarizes the tonal pandiatonic outline for the piece, which juxtaposes B and B-
flat.

S .

/3'> Pin tranquillo

—  bhm .
Example 2.8. @@@E = S i
. o St —
The first movement R nf b e T
e N ba, S E . 1=
ﬂ:ﬂ;ﬁ,ﬂ:‘q = e — | . 1o

ends on Bb, mm. 293- B oo, R s g

X — b3
295.



i Accelerando: Belgrade Journal of Music and Dance
Issue 5, February 2020

ISSN: 2466-3913 (online)

1.2. Interval Pitch-Class Chords Articulating the Phrase Structure

Interval classification permeates Piano Sonata’s thematic design. Carter collects certain
intervals to manifest thematic groups and sets of chords.

Table 2.2 shows the most commonly used chords in this piece. These chords contain
the fundamental intervals upon which each of the motivic and thematic ideas is based. For
example, the (a), (d) and (g) motives are drawn from the three-note chord and five-note chord
sets. Primary thematic ideas (f) and (h) consist of a fourth, fifth, and sixth from the six-note
chord set. The closing theme (i) merely features a chromatic scale, using intervals from the
four-note chord set. This outlines the essential intervallic schemes for the entire piece.

Throughout the procedure, dissonant intervals accompany the consonance.

Table 2.1. Pitch Collection Chords of Interval Set

Three-note Chord Four-note Chord Five-note Chord Six-note Chord

(048) (027) (0146) (0137) (02497)(01458) |[(013569)

(015) (037) (0268) (02368)(01247)|(0246810)
012369
(023458)

The scorrevole motives mainly consist of fourths, fifths and sixths, while the slow figurations
mainly consist of eighths and thirds. The function of these chords is not directly tied to their
harmonic purpose but rather to the gestures that indicate sectional divisions. In her analysis,

Jane E. Gormley Perkyns explains this as follows:

"The articulation of phrases by interval content in Piano Sonata finds parallels in
distinctions among the themes of this work, and in Carter’s later music as well.
Carter uses unique acoustic qualities and expressive characteristics of various
intervals of the chromatic scale to create a contrasting character. This
identification of specific intervals with corresponding thematic material is a useful
tool when explaining the significance of the more ambiguous passages of the

work." (Perkyns 1990, 39).
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Example 2.9. Tonal pitches C — Ab emphasize keys of A# and B, mm. 83-93.

In this section the descending interval of a third, C to Ab, in the pedal tone in the bass line
alludes to the key of A-flat suggested by the key signature. It does not entirely sound like the
key of A-flat, however, because several other closely related keys within the circle of fifths
(Ab, Eb, Bb, F) are suggested by the pandiatonic content (Ex 2.9).

Intervallic structure in the Exposition plays an anticipatory role in the outline of the
sonata. Particularly in the secondary thematic area, the B tonality shifts into Bb/A#, but the
key signatures are still maintained as B major between mm. 60-64. That shift is then

concluded by the cadential idea on C at m. 79 (Example 2.10).
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F-Ab-Cb-Db-Fb

Five-note chord (023 6 8), (0 24 9 7) and four-note chord (01 3 7), (02 6 8).

Example 2.10. mm. 60- 64, mm. 77-79

As shown by the circled pitches in Example 2.10, the successive six-note chords consist of the
interval relationships diatonic within Eb. The row could be transposed into its prime form
containing the intervals of a third and fourth, minor second and major second, and sixth. The
overtone pairs (the fifths B-F#, C#-G#, D#-A#/Bb, F-C, G-D, and A-E) reflect the interval
sets shown in Table 2.2, but they are inverted. The pitches in the chords shown in Example
2.11 are grouped as five-note (023 6 8; 02 49 7) and four-note (0 2 6 8) groups within the
5+5+4 pattern. The resonance of the chords generates a predominant dissonance of collective
semitone pairs, B-C, D#-C#, Bb-C, and Eb-F (Example 2.12). Carter resolves these interval
dissonances by extracting some of them from the enharmonic anticipation (D# into Eb, B#

into C, A# into Bb, etc.), which combines with F and G in order to anticipate the next Ab key

realm. (Link 1994, 97-99).
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Example 2.11. mm. 65 - 70

1.3. Cadential Gestures

Another striking aspect of the formal organization of the sonata is its cadential gestures. The
function of the cadential gestures is to delineate sections. Cadential points in this piece play
the important roles of recalling and foreshadowing the formal divisions. In Example 2.12, the
closing cadence based on the (i) motive in B sonority closes the primary thematic groups in
the Exposition. The C octave introduces the secondary theme, and motivic connections and
formal schemes are easy to follow due to the gesture of the cadence. Example 2.13 shows the
(I) cadence located at the end of the Exposition with a B-major chord. This is the first time

that the B major chord reveals its identity completely. It contradicts the A-flat key signature.
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Example 2.12. Closing (i) and 2nd theme, mm. 80 — 85.
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Example 2.13. B major chord at the end of the Exposition
recalling the (i) motive, mm. 116-125.

In her dissertation, Jane E. Gormley Perkyns’s notes how the C major tonality is incorporated
with certain motivic ideas in the piece. The opening octave (a) gesture is reused in a large
expense for the entire movement. Example 2.14 is one of many examples to illustrate the
function of the interval structure from different motivic ideas corresponded to the opening
thematic materials. The second part of the secondary theme transposed (a) motive into C
tonality from B major. The function of interval structure placed as a landscape for sonata’s

formal outline. As Perkyns overserves:
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"Since the tonality C of the upcoming second theme was already established prior
to this passage (m. 102), it seems to have no harmonic function, but pure cadential
gesture. The transitional function of this passage, however, is not inherent in its
tonality but in its intervallic content. In contrast to the preceding C major material,
which features fourths and fifths, this passage introduces the minor third, an
interval associated with the upcoming second theme. Thus exposition section
takes on an anticipatory role, signaling the approach of the more lyrical second-
theme material. Likewise, the use of the third is another element that links this
section with the corresponding passage in the development that also follows from

material dominated by fourths and fifths.” (Perkyns op. cit., 37).

Example 2.14. C-octave reappears in the second half of the secondary theme,
G-C octaves implicating "V-I" "emphatic cadence"”, mm.100-104.

Example 2.14 illustrates another place where Carter uses certain motives in the cadential
gesture to connect sections. In mm. 101- 102, the G to C octaves in the bass provides the
illusion of a V-I cadence but without the standard V-I functionality. In the downbeat of m.

102, the C octave announces the second part of the secondary theme (mm. 102-108) and the
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texture splits into three parts. In addition, the (a) motive inverts the chromatic scale through
successive ascending octaves at m. 101 in a way that is similar to the original (i) motive. In
Example 2.15, the (i) closes the exposition through successive statements, first in its original

form and then in several inversions, creating a closing thematic section (mm. 109 -122).
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Example 2.15. (i) and its inversions function as
cadence materials close up exposition, mm. 108 — 11
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Part 2.

Movement 11

2.1. Pandiatonicism Over Long-Range Linear Progression

The conflict of the B and A# pandiatonicism shifts to the D and Db major semitone pair at the
beginning of the second movement (Example 2.16). A straightforward ABA’ structure
distinguishes thematic sections. The descending line in the left hand presents a distinct lyrical
melody and expands over an ostinato derived from the opening motive (Example 2.16). As
shown in Example 2.16, the opening chordal motive veers off into an ostinato in the key of

Db at m. 33 and features a development of the ostinato and the cantilena melody.
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Example 2.16. Opening chordal melody in D Major expands over
ostinato in B section in Db Major, mm. 1-6, mm. 33-36.
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Unlike the upward motion of the overtone series in the first movement, the line in the second
movement is descending. The descending bass begins at m. 33 on Eb2, and its underlying

chromatic motion is initiated by the lowest note of the octave (Example 2.17).
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Example 2.17. Long-range linear progression in the bass line, mm. 33-56.

2.2. Interruption of the Fugal Introduction

The second part of the movement is interrupted by the Misterioso introduction prior to the
entrance of the fugue subject (Example 2.18). The Misterioso presents the contraction and
combination of the fugal subject and the (c) figure. The transposition from D to Db through
the D-F dyad in the transition to the Misterioso affirms the fugue’s initial key (Db), and the
(g) figure in ascending octaves prepares the upcoming Misterioso introduction (Example

2.18).
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Cateh the ring of these tones with the pedal after the key is released.
Dyads: Bb - Db (g) ascending motive anticipates the Introduction
Cb - Eb (mm. 68 — 75)
Eb - Gb

Example 2.18. Dyad in D Major in transition to Misterioso anticipates Db Major
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2.3. Subjects and Episodes

After a surge of intervallic transpositions, the fugue subject finally enters in Db at Allegro
guisto at m. 103 (Example 2.19). This four-voice fugue has an exposition, four episodes, two
middle entries, a reverse exposition and a coda (Table 2.3). In the middle entries, many

irregular placements of the stretto occur.
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Example 2.19. Fugue subject enters at Allegro guisto, mm. 101-110.
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Example 2.20. Fugue’s real answer and countersubject, mm. 112 - 121
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The exposition lacks the voices of alto and tenor, corresponding to the second part marked by
the beginning of the reverse exposition where the voices drop to fewer and fewer. The
countersubject follows the intervallic structure of the subject and has a real answer (Example
2.20).

Table 2.2. Structure of Fugue

m. 102 —ean 1] 2emmmmeee 112-mmmmnee 134------ 14]-memmmeee 149mmmmmmmeeeeeameee 157 mmmmmmmcmmme
key: Db Bb B F# Bb

Part: Expos. Ep.1 ME I ME II

8 A(Real) Cs CS 3 C8
e CS CS S sirefto S
o A S CS CS stretto S
4t CS S inverted S S stretto S

m 169---mmmmmeme - 1 78-mmmmmmmm e P 227 209--—-----
Key: D A B C Db Bb
Part: Ep. Il Ep. 11 Ep. IV Reverse
Expos

I S A Inversion S in five note scale S dim. CS

2ud Cs S / CS dim. S

3 S Aug. A in five note scale i Ain
aug.

g 8 S / i Bridge
S

m 290------=---- 297 e - 307-----mmmm- R e 329

Key: B E A Ci

Part: ME III Coda End

1 5 5 CS S fragment

e fragment  // I i

3 Cs " "

4th S i i i

After the first episode, the middle entry restates the subject in B major, which is the first time
the fugue underscores the pandiatonic relationship of the D-flat tonal area juxtaposed with the
B tonal area (refer to Table 2.3). It is followed by the inverted answer at m. 142, but this
answer is in C Major. The second middle entry comes at m. 149, where the subject is stated in

all four voices in stretto (refer to Table 2.3). The "correct” real answer in B major enters at m.
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177, as if postponed after the C major answer (Example 2.21). Also, only the head of the
answer is stated, and the subject comes after the answer at m. 181. The order is reversed.
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: T F ; - ?E:

Head of th

I

iy
™

mri =" H
-4
o

|
il

E
g
i

|
I

1
T

Complete Subjedt,# >—

Example 2.21. Reverse statement of subject and answer, mm. 177- 184.
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Example 2.22. Cross-accented counterpoint at Episode 2, mm. 169-176.

The stretto interplay on the subject increases the intensity of the fugue. The texture becomes
more dense, and managing the beat in the metric unit for each voice becomes more
complicated. Its arcane contrapuntal effect creates accentuation on different beats in a manner
similar that recalls medieval isorhythmic technique. (Haberkorn 1979, 93). The best example

of this technique is in the second episode where the isorhythmic character features cross-
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accented counterpoint (Example 2.22). The tonality flashes back to D, which recalls the

beginning of the second movement.

The third episode is the most distinctive. It features new material, a "melodic row" that

is distant from the fugue’s overarching tonal centers of D-flat and B (Figure. 2.2).
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Figure 2.2. The "melodic row" of the third episode. (Schiff 1998, 211).
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Example 2.23. Repeated "melodic row" at third episode, mm. 209-224.

The row is based on a pentatonic scale and the episode picks up elements of the subject but

rearranges it through the five-note melodic row structure (Example 2.23). This episode is a

turning point at which the direction of the fugue shifts. The texture returns to two voices,

which simplifies the previously dense contrapuntal texture, the key signature is removed for
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the remainder of the fugue, and the melody becomes a '"white-note” melody. This
foreshadows the next pandiatonic area where the fourth episode at m. 227 shifts from C major

to D-flat, but still without a key signature.

2.4. Reverse Exposition

The application of the reverse exposition is another unconventional aspect of this fugue. It
follows the fourth episode and begins at m. 269. The order of the entrances of the subject and
answer are reversed. The restatement of the subject in Db corresponds to the related key of the
first exposition. Instead of a highly contrapuntal texture, the voices move in parallel motion.
The augmentation of the subject slows down the pulse but creates a textural thickness and
rhythmic uniformity. This creates a contrast to the first part of the fugue, in which the
linearity of the fast-moving counterpoint of each voice leads to rhythmic complexity. Thus,
the second part of the fugue sounds homophonic as all voices are almost moving

simultaneously (Example2.24).
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Example 2.24. Reverse exposition, voices move simultaneously, mm. 272 — 275,

Carter maneuvers the tonality from D-flat to the final entry of the subject in B major. Example
2.25 shows the preparation for the coda. The coda sustains the B major tonality from the Ab-
Db-Eb-Bb pandiatonic chain through the circle of fifths, and finally ends on C#, which
highlights the enharmonic relationship with the opening subject in Db (Example 2.26).
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Example 2.25. Subject entrance on B major before coda, mm. 290-306.
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Example 2.26. The end of the Fugue, mm. 323-329.
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2.5. Return of the Beginning of the Second Movement

After the fugue, the opening material from the second movement returns; however, instead of
being presented in the original D, it moves into Eb. The ABA’ structure of the first section is
stated fully in this final section. The cantilena in this return is intensified, leading to a climax
that covers the entire range of the keyboard, from the lowest B-flat to the highest B at m. 360
(Example 2.27). After this climax, D-sharp and F-sharp are held at measure 361 (Example
2.27). This interval is the inner third of seventh chord B-D#-F#-Bb. Paired with their outer
neighbors, these two dyads reaffirm the primary key relationship of this sonata: B-F# for the
key of B against D# (or E-flat)-Bb for the key of Bb.
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Example 2.27. Climax of the cantilena, lowest Bb to the highest B, mm. 358-361.

Charles Rosen (1984) commented on Carter’s ability to explore the full range of the piano’s
registers. The grand sonority of the piano is employed by Carter’s complicated arrangement

of the arabesque lines through a multi-voice texture. According to Rosen,

"The creation of expressive arabesque lines that reach eloquently from bass to

treble, covering almost the entire musical space with an irregular and seemingly
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improvisatory continuity of developing metrical structure in Carter’s music. This
is found most often and best in piano music, as it typically needs a unified tone
color from the lowest bass to the highest treble to achieve its full effect.”

1984, 54).

(Rosen

The epilogue (mm. 393-414) fuses the main thematic ideas from both movements and brings
an end to the sonata. The motivic material of the epilogue is derived from (a), (d) and (e).
Before landing on B, the final resolution brings into focus the juxtaposition of the keys of B
and Bb for the last time. The final chord contains three B octaves and the full F# chord in the
key of A# (Example 2.28), followed by the strong reiteration of the D#-F# dyad, recalling the
third at m. 361 (Example 2.27).
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Example 2.28. Last chord ends on B, superimposed with A# key, mm. 404-414.



i Accelerando: Belgrade Journal of Music and Dance
Issue 5, February 2020

ISSN: 2466-3913 (online)
Conclusion

Elliot Carter’s 1945 Piano Sonata is a representative example of his distinctive modernist
style. Carter’s new approach to the sonata form is revealed in this work. As shown in the
discussion above, the most important innovative feature in the first movement is the treatment
of thematic development and the use of pandiatonicism. Rather than employing thematic ideas
that develop over the course of the sonata form, Carter introduces short, fragmental motivic
cells in the opening statement of the Sonata that serve as the essential building blocks,
unifying the work. It avoids the use of traditional harmony; the introduction of pandiatonicism
allows the work to move seamlessly and effortlessly from one key to another without losing
the sense of tonal center. Other innovative aspects include the linear chromatic progression in
the second movement and the use of cross-accented counterpoint and the reverse exposition in
the fugal movement.

Carter was fascinated by the idea of using various intervallic relationships to separate
and unify different thematic groups and sections. Rather than embracing atonality, he
collected and combined pitches based on their intervallic relationships. While undoubtedly
influenced by the dodecaphonic technique, he found a way in the Piano Sonata a way to retain
and enrich the tonal language under the umbrella of sonata form. With this work, Carter left

his neoclassical period behind and embarked on new compositional adventures.
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Abstract

This paper focuses on the contemporary Taiwanese composer Mei-Fang Lin’s two piano solo
works, Disintegration and Mistress. Lin’s compositional aesthetic are intrinsically related to
her educational background and cultural identity. The author is showing in her paper how
this particular aesthetic is revealed in these two pieces. Lin’s musical language demonstrates
a strong duality. On one hand, her European and American musical training imbued her
music with an unmistakably Western voice. On the other hand, Lin’s studies of Eastern
philosophy and traditional Chinese music infused her style with Eastern elements.
Consequently, the author’s analysis illustrates how these two tendencies coexist in these two
pieces.

Keywords: Taiwanese contemporary music, eastern philosophy, cultural indentity

Introduction

Social Status And Economic Impact On Taiwanese Woman Composers

Taiwanese woman composers have benefited greatly from Taiwan’s political reformation of
1949-1987. Taiwan separated from the Republic of China in 1949 and began to implement
democratization. Along with the political change, the economic boost enabled more
opportunities for women composers in Taiwan, which provided them the opportunity to

compete with their male contemporaries in pursuing higher educations. This brought many
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beneficial outcomes, such as study abroad opportunities and an increase in cultural
globalization, which has been greater than any previous historical period. When the single-
party democracy led by the Government of Taiwan was finally established in the 1980s, the
years following made Taiwan’s international role more prominent and more internationally
involved for its open policy on trade and economy. The economic boost also nourished the
education system. For example, the ability for Taiwanese students to study abroad became
more ubiquitous. The gender gap in education shrank, and women started to gain an equal
status with their male counterparts to pursue higher education outside of Taiwan. Under this
globalized educational trend, Taiwan has increasingly striven to provide opportunities to a
wider range of students, and public funding and resources available for talented students,
especially women, wanting to pursue their academic studies abroad has grown significantly.
At the fifth generation, there is the highest number of female composers who have studied
abroad (37 women); however, the summit of male composers who have studied abroad
occurred in the third generation (27 men). The woman composer, Mei-Fang Lin was part of
the fifth generation. As a result, she was raised during the best period for women composers,
one in which the social conditions for their music and education was at a peak globalized

level.

Biographical Sketch

Mei-Fang Lin was born in Taiwan in 1973. She received her bachelor’s degree from the
National Taiwan Normal University, and moved to the United States to pursue her graduate
education at the University of Illinois Urbana-Champaign and the University of California at
Berkeley, where she obtained her PhD in composition. She studied composition with Hwang-
Long Pan, Ting-Lien Wu, and Yen Lu in Taiwan and Guy Garnett, Zack Browning, and
studied electronic music with Scott Wyatt in the United States.

Lin has received many awards for her compositions: the Prix SCRIME in France in
2000, the 21st-century Piano Commission Competition in 1999, the finalist selection at the
Concours International de Musique Electroacoustiques, Bourges in 2000, the Oncorso
Internazionale Luigi

Russolo in 1999, and the Honorary Mention and Special Award in the Music Taipei

Composition Competition in 1997 and 1998, respectively. Her works have been performed
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and broadcasted in the United States, Europe, and Taiwan. She also performs new music
internationally as a pianist.

Lin also studied and lived in France from 2002-2005 with the support of the Frank
Huntington Beebe Fund for Musicians and the George Ladd Paris Prize. (Lin 2018,
https://www.babelscores.com/Mei-FangLin ). She took courses in electronic music at the
Institut de Recherche et Coordination Acoustique/Musique (IRCAM), where she worked
extensively with many renowned composers, including Johnathan Harvey, Edmund Campion,
Edwin Dugger, and Philippe Leroux.

Lin is one of many Taiwanese composers born after the 1950s who mastered
composing electronic-acoustic music. She also incorporated Eastern cultural elements from I-
Ching Theory, Qi gong, Tai ji quan, Nan guan, and the Beijing Chinese Opera into her
compositions. During her stay in America and Europe, she distinguished herself from other
musicians by infusing her Western musical training with her Eastern cultural heritage.

Lin is a well-trained concert pianist and a conductor. She has performed her piano
pieces, including Disintegration and Mistress of the Labyrinth, at festivals across the globe.
She has conducted many orchestras, including the Taipei National Symphony Orchestra, the
Minnesota Orchestra, and the Parnassus Ensemble. For her role as a pianist, Lin has also
composed several works for piano and electronics, often incorporating pre-recorded tape. For
her solo work Interaction, for a computer-generated digital sound sampler and live piano, she
first recorded the digital sampler and then the piano part.

Lin manages to balance both her Western and Eastern backgrounds in her
compositions. Even though her undergraduate program was completed in Taiwan, the
education there was quite Western, as she was trained in the Austro-German musical style.
However, her own interest in the I-Ching, Tai Qi, and Nanguan Singing outside of her
academic education formed an important part of Lin’s special compositional mind. As she has

described,

"[...]the concept of Chi (energy), gestures (from Tai Chi practice) for example,
have become an important element of my music. But on the technical side of
things, I mean the actual compositional techniques, they are all Western
techniques I learned from studying works composed by masters in Europe and

the US."” (Wang 2018)
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Chapter I

Compositional Style

"My music is a place for me to explore what I like, look into my own past, and go
deep into how I think and what my musical concerns are. So I really write music
that represents who I am, how I think, and what I like. It is more for myself than
anyone or anything else really. So it is hard for me to say if there’s any message I
want to deliver. [...] I think a big part of my writing is tightly linked to my role as
a performer (piano playing and conducting). So a lot of my music is quite physical
because of that. These two pieces are no exception. They are both technically
demanding and require certain level of technical prowess. But it’s definitely not
virtuosity for the sake of being virtuosic. For me it is just part of the fun of
performing, the physical aspect of playing. So these two are pretty typical of my
piano writing, and do represent the different styles I have in different periods of
my outputs. Both pieces touch upon the question of "energy”, "theatricality” and
"musical gestures”. These are some of the major concerns of mine when writing

music."” (Ibid.)

Lin’s compositional output can be divided into five periods, each of which displays a
distinctive trademark associated with different geographical locations in which she has spent
time:

1. Early period while she was a student in Taiwan (before 1997)

2. The US period while she was a graduate student (1997-2002)

3. Her time in Paris as a student (2002-2005)

4. Returning to the US and working as a professional composer and academic (2005-2016)

5. From 2016 on: after returning to her home country Taiwan, where she has been teaching at

the Taipei National Normal University up to now.

As it is mentioned earlier, Lin’s works contain aspects of Taoism and Buddhism. The I-Ching,
in particular, has played an important role in her compositional approach. In her piece
Multiplication virtuelle, for example, the structure directly results from her study of the sixty-
four hexagrams that represent the sixty-four conditions from I-Ching theory. When Lin
incorporated I-Ching aesthetics into this piece, she organized each of the six blocks to

articulate heptatonic scales. (Ni 2009) addition to her study of I-Ching, the musical gestures
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in many of Lin’s works synthesize the motion and energy from her own practices and
understanding of Qi Gong. The musical lines and phrases represent the physical gestures of
the body movements she learned from Qi Gong and Tai Qi Quan. In Disintegration, for
instance, in order to create a unique flow of time and space, the timbre interlaces the two
directions of movement, active and inactive, drawn from Tai Qi.

Compare to Lin’s contemporary women composer fellows, Eastern elements have
commonly addressed as an indispensable cultural label for many of their works. The figures
include Yi Chen, Yun du, Jingjing Luo, Sola Liu, Lei Lei and so forth. Lin’s approach for the
oriental musical elements is tied intimately in the philosophical background and physical
gestures, which is different to other Chinese woman composers who incorporate Chinese
poetic components and tale stories which come either from royal empirical spread or from
folklore extraction. Lin prefers to include abstract meaning of Eastern aesthetic and its view to
the world; the fact is connected to timing and organization of the movement in Disintegration.

Alongside her Asian cultural background, French stylistic elements have played a
considerable part in forming Lin’s compositional language. This can be attributed to her
mentors, including Philippe Leroux (b. 1959), Jonathan Harvey (b. 1939), Chris Chafe (b.
1952), and Edmund Campion (b. 1957). She recalls her study with Campion as follows:

"He values more than anything a personal voice that is original and hard to be
imitated. So I sort of inherited that line of thinking, which probably explains why
I don’t sound like any of my teachers. His ability to turn purely abstract concepts
into an organic part of his musical work is something that I look up to. I see Ed

more as a kind of spiritual guide to me."” (Wang 2018).

In regard to Philippe Leroux’s influence on her music, Lin said,

"T learned from him to take care of the detailed musical materials such as how to
shape a musical gesture, how to create a hybrid timbre...etc. Philippe is someone
who keeps pushing the boundary and never settles with something he is

comfortable with doing. That is also an attitude I inherited from him." (Ibid.)
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Among the French stylistic elements found in her music is a focus on color and timbre as
opposed to mostly thematic and tonal development. It was at IRCAM in the summer of 1998
where Lin was exposed to electro-acoustic music. She applied her own perspective to this
technique: she believed that she should create sounds and their durations and not for their own
sake, but rather to extend the instrumental acoustic into other realms of space and time.
(Service 2012). Between 1998 and 2008, Lin produced twenty-two works: three electro-
acoustic works, seventeen instrumental works, and two other for mixed ensemble and

electronic tape pieces.

Chapter II
The Analysis

1. Disintegration

Disintegration was composed during Lin’s graduate study at the University of Illinois at
Urbana-Champaign. It was commissioned by Ms. Jana Mason and her husband Richard
Anderson through the 21st Century Piano Commission Competition in 1999. The piece has
received numerous major performances and won distinguished awards, including first prize at
the National Association of Composers USA Composers Competition in 2000 and third prize
in the Society of Composers Inc./ASCAP Student Commission Competition in 2001 (List
1.1).

List 1.1. List of Major Performances of Disintegration (2000-2007)

Performance History:

Yarn/Wire Ensemble Concert, Mei-Fang Lin Portrait Concert, New York, NY (5/26/07)

Asia Pacific Festival, Wellington, New Zealand (2/14/07)

Amadeus Piano Festival, Tulsa, OK (6/26/04)

NOW Music Festival, San Francisco, CA (6/21/02)

Vancouver Pro Musica, Further East, Further West Festival, Vancouver, Canada (5/30/02)
Contemporary Chamber Orchestra Taipei, Mei-Fang Lin Portrait Concert, Taipei, Taiwan (12/7/01)
National Association of Composers USA Concert, Pomona, CA (4/20/01)

PPIANISSIMO Music Festival, Sofia, Bulgaria (3/22/01)

Parnassus Ensemble Concert, Merkin Concert Hall, New York, NY (3/6/01)

Society of Composers, Inc. National Student Conference, Bloomington, IN (3/3/01)
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National Association of Composers USA Concert, Los Angeles, CA (2/10/01)
Society of Composers, Inc. Region V Conference, Muncie, IN (2/8/01)
Berkeley New Music Project Concert, Berkeley, CA (11/20/00)
Contemporary Chamber Orchestra Taipei Concert, Taipei, Taiwan (11/3/00)

21st Century Piano Commission Award - Mei-Fang Lin Recital, Urbana, IL (3/8/00)

Here the external inspiration for Lin was her earlier work for two pianos called Journey to the
West, written for her piano teacher Rolf-Peter Willes and his wife Lina Yeh, who were
famous as a piano duo in Taiwan. They wanted to play a two-piano concert of folk song
arrangements from different parts of the world. So, they commissioned Lin to write a piece
for them using Chinese or Taiwanese folk songs.

At first, Lin wrote a 3-movement piece for them, each movement using a different folk
song. The second movement of Journey to the West used the folk song "Jasmine.” She
incorporated the tune in a very straightforward manner: a clear melody on top with mostly
Western harmonization. Lin was not entirely satisfied, however, with the way she used the
folk song in that piece. Later, when she won the 21st-Century Piano Commission Competition
at the University of Illinois and had to write a piano solo piece for herself, she decided to use
this folk song again. But this time she took a completely different approach.

In this chapter I discuss three significant musical elements in Disintegration: 1) the
organization of the work and the contrasts between movements, 2) the use of a traditional folk
melody within a Western harmonic context; and 3) the use of extended techniques.

These three aspects I discuss correspond to the eastern stylistic elements in
Disintegration. As mentioned, the address of Chinese components in Disintegration
structured in the abstract form, no literacy of the programmatic assessment to be found in the
use of the "Jasmine" tune. The cite of the folk melody has never developed based on the
folklore story lies behind, the music language stands on its own right as of deploying a
modern tonality. The distortion of the original "Jasmine”, in other words, is regenerated by its

new appearance and is not further dignified within the elaboration of tune’s original identity.

1.1. Organization of the Movements

The five movements are arranged in a succession of contrasts. Lin described it as (Hj—## -#-
i#-2)), which translates to English as Active - Less active - Active - Less active — Active.

Movements I, III, and V have more forward motion and more energy. Movements II and IV
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are less active and more introspective. The folk song is used as an agent to unite the
movements. However, in each movement, the tune is modified and abstracted differently, and

this is part of how Lin organized the overall work. Lin described it like this:

"It is as if the folk song comes closer to you, steps away to the background, and
then comes back to visit again. The tune is most abstract in the second movement.
The melody pretty much dissolved completely, and you hear only the resonance of
the harmony. It is the most concrete in the fourth movement, although only very
briefly, and in a distance (with the soft dynamic) as if it was hovering from the

back of one’s memory." (Lin 2018)

1.2. Folk Tune Pentatonic Scale within New Harmonic Application

Disintegration is based on the Chinese folk song "Jasmine"” (3} #i]{E). The same tune that was
used in Puccini’s opera "Turandot” (Example 1.1). In each of its five movements, the theme
undergoes various degrees of transformations. Regarding the use of folk tune elements, Lin

said:

"The five movements are the result of working out the materials. I sort of
imagined this very concrete folk song disintegrated into various shapes and
gestures in different movements. Sometimes one finds a big piece of the original
folk song, but other times it is chopped up or hidden under other layers of things. "
(Ibid.)

Lin took an innovative approach to the treatment of the folk tune. Rather than presenting it in
a straightforward manner with a clear melody on top and a Western harmonization
underneath, she chose to distort the purity of the original tune using not only fragmentation

but also dissonant harmonies.
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Example 1.1. Melody of Chinese Folk Tune Jasmine Flower

Corresponding to the melodic design of the original folk tune, Disintegration’s intervals and
harmonies are primarily derived from the Chinese pentatonic scale and its transpositions. Lin
emphasized the fact that perfect fourths and perfect fifths can be stacked to form a pentatonic
scale. As shown in Example 1.2, five modes are used, and each mode has its own name. The
pentatonic scale does not fit within the Western major/minor tonal key structure, so this piece
is written without key signatures. Instead, the music is based on the intervallic relationships of
the pentatonic scale, which alternates between the five modes. Because of that, the intervallic
relationship across Gong, Shang, Jiao, Zhi, Yu is changing through each mode. In Gong
mode, the interval structure is M2 + M2 + m3 + M2. In Shang mode, it is M2 + m3 + M2 +
m3. Jiao has m3 + M2 + m3 + M2. Zhi has M2 + m3 + M2 + M2 and Yu has m3+ M2 + M2

+ m3.
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Example 1.2. Chinese pentatonic scale

For the use of the "Jasmine"” melody of the piece, the pentatonic scale has been innovatively
modified from its initial appearance. The most obvious case occurs at the very beginning in
the upper voice of the right hand, where the opening fifth, A-E, is taken from the pitches A-C-
D-E from the Yu mode with the outer interval is a perfect fifth. The subsequent fourth, D-G,
comes from the same mode but starts on the pitch D (Example 1.3). The left-hand part is also
derived from the same Yu mode of the pentatonic scale but is transposed to start on a different
pitch, E-flat. The juxtaposition of the upper and lower parts creates dissonance, the half-step
relationship of E in the right hand against E-flat in the left hand. Therefore, we hear two

pentatonic scales layered in parallel motion on the same mode but in a dissonant relationship.
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Example 1.3. Disintegration , mm 1-3
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Lin’s unconventional application of the traditional pentatonic structure occurs in each
movement. As the movements progress, the thematic idea from the beginning is manipulated
and developed through extension and elaboration. The passages become longer, and
intensification occurs with additional parallel dissonant relationships between the modes on
different pitches. An increasing range of dynamics also contributes to the intensification. In

Example 1.4, the upper voice in Jiao mode starts on pitch A against the Ab, and these two

voices progress in contrary motion.
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Example 1.4. Disintegration movement I, mm.43-48

The second movement is unmeasured, providing the performer with greater freedom and
flexibility to manipulate timing and control the rhythmic flow, including pauses led by the
proportional writing. The aim of the modification of folk tune in second movement is in its
purpose of illustrating the effect of the resonance of the harmony and decay of the harmony at
the same time. While the long notes are being held, the upper and lower voices move around
the sustained pitches. Lin applies imaginative compositional methods to modify the folk tune.
The pentatonic structure is redesigned but still identifiable.

In this movement, the pulse and timing extend the musical space inhabited by the
pentatonic structure into an interesting harmonic domain. As shown in Example 1.5, the major

seconds create a sustained dissonance that is embellished with iterations of the pentatonic
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scale in grace notes with the pitches in a displaced order. The pentatonic grace-note clusters
are also intertwined with the sustained intervals of the fourth and fifth. The G-D in the right
hand that appears at the end of the upper system in Example 1.5 is sustained while the
pentatonic grace-note clusters continue to sound. These are then layered with the fourths Ab-

Db and Eb-Ab (middle of the second system in Example 1.5).
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Example 1.5. Disintegration movement II, mm. 9 -15

In the third movement, the dissonant pentatonic harmony continues to develop. The agitated
propulsive rhythmic drive makes the clash of the dissonance more dramatic. In mm. 21-23,
for instance, the Jiao mode scale cluster appears in syncopated rhythms on the white keys in
the right hand while the left hand plays the Jiao mode in broken chords on the black keys,
creating a dissonant contrast (Example 1.6). From this movement on, the tension implied in
the juxtaposition of two versions of the pentatonic scale in half-step relationship becomes

more dramatic.
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Example 1.6. Disintegration movement III, mm. 19- 23

The "Jasmine” melody in its original form is most recognizable in the fourth movement

(Example 1.7). The Zhi mode melody starts on the pitch D, providing a clear sense of the

"Jasmine" tune, while the lower part in flat key pitches serves as the commentary on the upper

tune. While the original "Jasmine" is identifiable within clarity of its melodic line, the scale is

inverted. The contour of the tune reshapes the integrated line of "Jasmine".
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Example 1.7. Disintegration movement IV, mm. 24- 29

The fifth movement reaches the climax where all five pentatonic modes appear. In the

previous movements, only two or three different modes are presented. In this final movement,

all modes are transformed, condensed, and combined. In measures 75-84, the sonorities of the

Zhi mode and Yu mode appear simultaneously, with contrasting dynamics and a wide register

within Gong mode and Shang mode (Example 1.8). The previously discussed juxtaposition of

the two versions of the same pentatonic scales in half-step dissonance is not only maintained

but highlighted in a more dramatic way which is far removed from the purity and simplicity

of the original presentation of the "Jasmine" tune.
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Example 1.8. Disintegration movement V, mm. 75-84

1.3. Extended Technique

Various extended technique, such as plucking and muting strings of the piano, evoke the
timbre of the ancient Chinese instrument zheng and are used often in Disintegration (Example
1.9). Disintegration makes ample use of the stark timbral juxtaposition of conventional piano
sound and these extended techniques which further fragment/disintegrate the "Jasmine"
theme. The marking of the extended technique passage is straightforward, only the beginning
of the first movement and the end of the last movement apply the technique. The imitation of
the instrument zheng is a metaphorical use to open up the piece’s temperament, to set up the

mood, and to give gestural intention to incorporate oriental elements within its harmonic

design.
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2. Mistress of The Labyrinth

Mistress of the Labyrinth was composed after Lin’s return to the United States from Europe,
while she was teaching composition at the University of Illinois. The piece was commissioned
by the Chiang Kai-Shek Cultural Center in Taipei, Taiwan in 2008 and premiered by Chiao-
Ying Chang in the "Soloists of Taiwan Series” on September 14th of that year. Since then, the
piece has received over twenty major performances, as shown in List 1.2, and was the winner
of the Kaleidoscope MusArts Call for Scores Competition for Emerging Women Composers
in 2018.

List 1.2. Performance History of Mistress of the Labyrinth

Performance History:

H.E.R. Hear | Echo | Reflect Concert, Coral Gables, FL (3/24/18)

Jonathan Faiman Piano Recital, Concordia College, Bronxville, NY (11/22/15)

Hoff-Barthelson Music School HB Artist Series, Scarsdale, NY (10/8/15)

Locrian Chamber Players Concert, New York, NY (8/27/15)

College Music Society Northeast Regional Conference, Boston, MA (3/20/15)

Audio CD released on "Parma Music Festival Live 2013, Navona Records-2014"

Music Taiwan 2014, Taipei, Taiwan (11/23/14)

NACUSA National Conference, Atlanta, GA (11/14/14)

Lynn Raley: Contemporary Piano Music from Taiwan, Mississippi College, Clinton, MS (3/25/14)
Lynn Raley: Contemporary Piano Music from Taiwan, Millsaps College, Jackson, MS (3/17/14)
Parma Music Festival, Portsmouth, NH (8/15/13)

Lynn Raley: Contemporary Piano Works by Taiwan Composers, Taipei, Taiwan (6/8/13)

Lynn Raley: Contemporary Piano Works by Taiwan Composers, Hsinchu, Taiwan (6/4/13)
Lynn Raley: Contemporary Piano Works by Taiwan Composers, Kaohsiung, Taiwan (6/1/13)
Manchester New Music Mini-Fest, North Manchester, IN (2/23/13)

Society of Composers Inc. National Conference, Ohio State University, Columbus, OH (2/16/13)
16th Biennial Festival of New Music, Florida State University, Tallahassee, FL (2/1/13)

10th Annual Festival of Contemporary Music, San Francisco, CA (7/28/12)

North/South Consonance Concert Series, New York, NY (4/3/11)

College Music Society South Central Regional Conference, Little Rock, AR (3/4/11)

University of Illinois New Music Ensemble Concert, Urbana, IL (9/22/10)

SCI Region IV Conference, University of North Carolina, Greensboro, NC (2/5/10)

West Wight Arts Association Chamber Music Concert, Cardiff, England (10/11/08)

Soloists of Taiwan Series, Taipei National Concert Hall, Taipei, Taiwan (9/14/08)




Yingying Wang
Mei-Fang Lin and Her Compositional Style: Analyisys of two Solo Piano Pieces Disintegration and Mistress

Of The Labyrinth

It was inspired by the story "Mistress of the Labyrinth,” a Greek mythological tale which
involves the half-bull and half-man monster the Minotaur, a figure who dwelt in a maze-like
construction. The mistress in the story is Ariadne, a powerful goddess who helped Theseus
slay the Minotaur.

The work is inspired by the story of Ariadne, called in Greek mythology the "Mistress
of the Labyrinth."” Besides Ariadne, the tale involves among others Minotaur, a half-bull and
half-man monster figure who dwelt in a maze-like labyrinth, and Theseus, whom Ariadne
helps to slay the Minotaur and escape the labyrinth.

The piece is organized in three sections to convey particular aspects of the narrative.
List 1.3 shows the structure. The A section is characterized by the fast, spinning figurations
around the reference note B. The figurations in this section suggest the architectural features
of the Cretan labyrinth and become a musical metaphor for the labyrinth. In the B section the
texture and figurations change to suggest the battle between the Minotaur and Theseus. The
reference note also changes from B to E. The application of revolving chords beginning in m.
177 suggests the defeat of the Minotaur. After the climactic section in mm. 177-99, the A’
section represents the culmination of the drama. The labyrinthian figurations based on the
pitch B from the A section return, this time combined with revolving chords. Due to the

brevity of this last section it could be considered as a coda.

List 1.3: Overall Structure of Mistress of the Labyrinth

Section A B A’
Musical B figurations E reference Revolving B figuration
materials chords returns, combined

with revolving

chords

Metaphor Labyrinth Battle Dramatic End of the battle
climax: defeat
of Minotaur

mm. 1-124 125 177 200 231
154
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2.1. Figurations Associated with "Labyrinth”

The musical elements evoke the story and the challenge of the labyrinth itself with difficult
passagework that is technically demanding on the performer. Lin said that the "title gives a
sense of the labyrinth-like passages that I imagined and the triumph of the pianist who can
master this technically demanding piece.” The architecture of the Cretan labyrinth is endless
and is constructed for the purpose of trapping the Minotaur inside. The contours of the
musical lines and the circular gestures and motions mirror the design of the labyrinth.

Lin uses fast 32nd notes in groupings of different subdivisions of odd and even
numbers of notes. The sequence of groupings constantly changes while the speed remains the
same (Example 2.1). The non-stop spinning pattern requires a great amount of physical ability
for the pianist to manage the articulations.

During author’s interview with the composer, Lin explained the important landmarks
of the piece’s fast figurations. She grouped the notes based on two reference pitches, B and E.
The ladder like architecture connects the shape of the music, which has a fluctuating route, to
those fast figuration patterns across the full range of the piano register. B-natural is the
important signpost note that is used for grouping the subdivisions; it first appears at m. 25
(Example 2.2). After a brief interlude-like passage in mm. 41-51, the figuration moves down
three-octaves at m. 57; the B-natural returns as a reference note and the groupings extend into
longer passages (Example 2.3). Each time when B recurs in A section, the tendency of the fast
figurations is developed into longer passages. As the labyrinthian figuration continues to
extend longer and longer without rests, the centrality and constant re-emergence of B helps

the performer in grouping the figurations. (Example 2.4)
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Example 2.4. Mistress of the
Labyrinth, mm. 101 — 110

The start of the middle section occurs at m. 124 when the reference pitch moves two-octaves
higher to E (Example 2.5). Where at place as mentioned, the E reference note has its new
appearance and significance, as it anchors the diverse melodic and rhythmical units (Example
2.5).
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Not long after the E appears in the B section at m. 124, the sonority of the E is intensified by a
dramatic propulsive drive (Example 2.6). The insertion of thirty-second rests at irregular
intervals in mm. 139-42 alters the phrase structure, making the figurations sound more
fragmented and forceful. The fortissimo dynamic level enhances the dramatic effect. While
the groupings in this passage recall the phrase structure of the fast B-group figurations from
the A section (as seen in Example 2.1), this time there is greater intensification due to the
thicker texture (mm. 139 to 142). The textural similarity between these two passages (mm.
25-28 in the A section and mm. 139-42 in the B section) reveals also the similarity in
transpositions of the reference pitch, i.e., it emphasizes the significance of the pitches B and E
as organizational reference points in the form. It also highlights the proportional relationship

between the A and B sections, which are almost equal in length.

LagEInp Ry
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Example 2.6. Mistress of the Labyrinth, mm. 139-141

The pitch E serves not only as a reference point for the figurations but also as a cadential
pitch. As shown in Example 2.7, the triplet figures on E announce the cadential purpose that
arrives at the fermata (m. 160) and that leads into the combat portion of the battle. It
corresponds with Lin’s explanation of her use of cadence during our interview; the way she
archetypically approaches the cadence is to position the fragmental phrase at places where

certain notes or intervals linger. It is not a coincidence that the B section begins by using the E
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reference note in a repetitive pattern (m. 124) and this idea returns at m. 154 to suggest the

heat of the battle.
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2.2. Use of Revolving Chords

The influence of French music from Lin’s studies in France is idiomatically reflected in this
piece. Lin was inspired by the compositional style of composers like Olivier Messiaen, Pierre
Boulez, Chris Chafe, and Edmund Campion. The piece’s battle element that is associated with
dramatic musical force reflect the employment of the chords. The dramatic section describing
the defeat of the Minotaur begins at m. 177 and ends at m. 199. Here, Lin moves away from
the previous figuration of fast running group and broken rhythmic pulse and introduces a
particular compositional technique involving the so-called revolving chords, a method similar
to Oliver Messiaen’s use of such rotating sonorities.

In Messiaen’s treatment, there are three stages of revolving chords that are developed
based on his initial precomposed 288 chords. The revolving process is the result of the
transposed inversions and of use of total chromaticism, which relies on exclusively harmonic

style of writing. An example of Messiaen’s use of revolving chords can be seen in Figure 1.1

@ ® © Figure 1.1.
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The revolving process shown in the example illustrates the deduction of the chords, which the
tables (b) from the initial setting of the 288 chords work out as the contracted resonance. The
row (c) is the result of the deduction, after the transposition of the contracted resonance in (b),
the (c) is just the chromaticism on the same bass. This procedure remains a distinctive
hallmark in most of Messiaen’s music, he is fond of using such precomposed compositional
technique. (Cheong 2003, 5). This corresponds to Pierre Boulez’s famed criticism on
Messiaen’s writing style as "he does not compose — he juxtaposes — and he constantly relies
on an exclusively harmonic style of writing". (Boulez 1991, 49).

Lin’s use of similar methods serves a dramatic purpose in Mistress of the Labyrinth.
As the narrative depicts the combat section of the battle, the music drama is reflected in this
chordal structure (Example 2.8). In Lin’s use, the climactic point of the drama in B section
refers to the defeat of the Minotaur, and the musical metaphor relates to revolving process.
This compositional technique emulates the narrative of the story. For instance, the descending
line of the chords suggest Minotaur’s slow death. In this example, the resonance of the inner
voices alters the intervallic structure of the chromatic motion, that is arranged by the

overlapping use of dissonances and consonances.

i

Example 2.8. Mistress of the Labyrinth, "Defeat of Minitour”, mm. 181-185.
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2.3. Rhythm and Pulse

In Mistress of the Labyrinth, the transition between individual rhythmical units is
complicated. Lin’s writing is very precise and includes detailed and complex notations for fast
and slow figurations of each beat (Example 2.9). The changes sometime occur abruptly. As
shown in this example, the transition between subdivisions in odd numbers is suddenly

interrupted by the triplet figure, which is combined with dotted syncopation and syncopated

eighth notes.
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Example 2.9. Mistress of the Labyrinth, mm. 40-45

For the pianist, the counting methods and strategies keep changing; quarter notes and eighth
notes usually serve as means to unify large beats. At measure 40, the fast figurations grouped
into five and eleven makes it impossible for performer to count smallest note values. It is
easier for pianist to just count two quarter notes on each beat. At measure 41, the figuration
suddenly changes to the triplet meter, and the syncopation ads to the complexity of the
rhythmic units. To simplify counting, the pianist can use two eighth-note triplets as a
reference. At measure 42, we find ourselves in duple meter, again with added syncopation. In
order to simplify, the performer should organize the rhythmical material into two sets of

eighth notes.
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Chapter II1
The Author’s Interview with the Composer
Questionnaire for Dr. Mei-Fang Lin
Part 1 — General questions for both pieces (Rundown of two solo piano pieces

Disintegration and Mistress of the Labyrinth):

Can you please explain the formulation of your musical style? How much
influences from your mentors (Edmund Campion, Edwin Dugger, philippe
Leroux, etc.) while you pursue your graduate degrees in US and your educational
experience in Europe? What are differences from each of them on impacting
your compositional aesthetic?

- All of my teachers have influenced me in my thinking and musical integrity. But my
music sounds nothing like any of their own music. My early composition teachers
included Ting-Lien Wu, Yen Lu and Hwang-Long Pan. They all helped me develop a
very strong foundation both on the technical level and aesthetic level. Edmund
Campion is definitely the biggest influence for me while I studied in the US. Ed is a
real thinker. He values more than anything a personal voice that is original and hard
to be imitated. So I sort of inherited that line of thinking, which probably explains why
I don’t sound like any of my teachers. His ability to turn purely abstract concepts into
an organic part of his musical work is something that I look up to. I see Ed more as a
kind of spiritual guide to me. Philippe Leroux is another major influence for me, but
more on the actual musical details. I learned from him to take care of the detailed
musical materials such as how to shape a musical gesture, how to create a hybrid
timbre...etc. Philippe is someone who keeps pushing the boundary and never settles
with something he is comfortable with doing. That is also an attitude I inherited from

him.

Regarding nationality, how do you define the cultural identity in your
composition? Compare to your stay in US and Europe, in what way that you
mingle your education of Taiwan and abroad together to create your own

idiosyncratic voice?
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- My musical education in Taiwan was very Western. We learned Mozart and
Beethoven in schools, and not much about our own traditional music. But because of
my own interest, I started getting into I-Ching, Tai Chi, Nanguan Singing when I was
in college. Although these are all things I learned outside of school, they formed the
most important part of my thinking and what I’m concerned about. So the concept of
Chi (energy), gestures (from Tai Chi practice) for example, have become an important
element of my music. But on the technical side of things, I mean the actual
compositional techniques, they are all western techniques I learned from studying

works by composition masters in Europe and the US.

When was your compositional period for these two works produced, and in what
context?
- I can sort of divide my musical output into these periods:
(1) Early period while I was a student in Taiwan (before 1997)
(2) My US period as a graduate student (1997-2002)
(3) My time in Paris as a student (2002-2005)
(4) Returning to the US and started working as a professional (2005-2016)
(5) Now, after returning to my home country Taiwan. (2016-now)
"Disintegration” was done during my US period as a graduate student.
"Mistress of the Labyrinth" was done after I returned to the US and started teaching

at the University of Illinois.

Where these two pieces composed? In Taiwan or in your stay of other countries?

- "Disintegration" was written in Urbana, Illinois as a result of me winning the "21st
Century Piano Commission Competition" at the University of Illinois at Urbana-
Champaign when I did my master’s degree there. The piece was premiered by myself
in the "21st Century Piano Commission Award - Mei-Fang Lin Recital" on March 8,
2000 "Mistress of the Labyrinth" was commissioned by the National Theater and
Concert Hall in Taiwan and premiered by Taiwanese pianist Chiao-Ying Chang, who

was selected to be featured in the "Soloists of Taiwan Series" on September 14, 2008.
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* Can you please give an brief outline as to shed light on compositional credo of
these two solo piano works? What messages you would like to deliver? Do they
archetypically represent your musical style, especially your piano music?

- My music is a place for me to explore what I like, look into my own past, and go
deep into how I think and what my musical concerns are. So I really write music that
represents who I am, how I think, and what I like. It is more for myself than anyone or
anything else really. So it is hard for me to say if there’s any message I want to
deliver. I think a big part of my writing is tightly linked to my role as a performer
(piano playing and conducting). So a lot of my music is quite physical because of that.
These two pieces are no exception. They are both technically demanding and require
certain level of technical prowess. But it’s definitely not virtuosity for the sake of
being virtuosic. For me it is just part of the fun of performing, the physical aspect of
playing. So these two are pretty typical of my piano writing, and do represent the
different styles I have in different periods of my outputs. Both pieces touch upon the
question of "energy", "theatricality” and "musical gestures". These are some of the

major concerns of mine when writing music.

*  Would you mind to list all awards and honors, invitations to present in concerts
that you received for the compositions of Disintegration and Mistress of the
Labyrinth?

- A. "Mistress of the Labyrinth": [Performance History: See List 1.2.]

1) Commissioned by the Chiang Kai-Shek Cultural Center in Taipei, Taiwan in 2008
2) Winner of the Kaleidoscope MusArts Call for Scores Competition for Emerging
Women Composers in 2018

3) Audio CD released on "Parma Music Festival Live 2013, Navona Records-2014"

B. "Disintegration": [Performance History: See List 1.1]

1) Commissioned by the 21st-Century Piano Commission Competition at the
University of Illinois in 1999

2) Won the First Prize at the National Association of Composers, USA Composers
Competition in 2000

3) Won the Third Prize in the Society of Composers Inc./ASCAP Student Commission
Competition in 2001
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What kind of genres do these two pieces have tackled respectively? How do you
conceive sonic matters in piano music?

- I don’t think about what style or genre my music belongs to. I just write my own
music. A lot of the inside piano playing in "Disintegration" was done to imitate

traditional Chinese instrumental sounds, such as Gugqin.

To what extent that you correlate titles with narrative elements and make them
exhibit musical ideas literally?

- I never take external programs literally and translate them into my music. So the
titles for me are often just a point of departure. They might suggest how I organize
and develop my materials (in the case of "Disintegration"), or they might provide a
more general atmosphere or state of listening (in the case of "The Mistress of the
Labyrinth") The narratives in my music are never very explicit or in the foreground.

They usually take a more abstract role in its existence.

Do you want listeners think the music with its story underneath, or rather
concentrate on its abstract?

- My music is not programmatic. So there’s usual no concrete story underneath.

How do you apply motivic structure and tonality to convey the musical idea in
these pieces?
- I don’t know how to do a general description of what I do in these two pieces in

terms of your questions. Sorry.

Have you intentionally applied strict tone rows to suggest explicit sound you
want?

- I don’t use tone rows in any of my music.

A. Questions for Disintegration

What is Disintegration about?
- The piece is based on a Chinese folk song called "Jasmine" (K #4E), the same tune

that was used in Puccini’s opera "Turandot". The five movements are the result of
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working out the materials. I sort of imagined this very concrete folk song
disintegrated into various shapes and gestures in different movements. Sometimes one
finds a big piece of the original folk song, but other times it is chopped up or hidden

under other layers of things.

*  What inspires you to compose this piece?
- I had written a piece for two pianos called "Journey to the West" for my piano
teacher and his wife a long time ago. (My teacher Rolf-Peter Wille and his wife Lina
Yeh form a very famous piano duet in Taiwan). They were doing a two-piano concert
of folk song arrangements from different parts of the world. So they commissioned me
to write a piece for them using Chinese or Taiwanese folk songs. I wrote a 3-
movement piece for them, each movement using a different folk song. The second
movement of "Journey to the West" used this folk song "Jasmine". The way I used it in
"Journey to the West" was very straightforward: a clear melody on top with more or
less western harmonization. I was not entirely convinced with the way I used the folk
song in that piece. So when I won the "21st-Century Piano Commission Competition"

at the University of Illinois, and had to write a piano solo piece for myself, I decided

to use this folk song again, but took a completely different direction with it.

* There are large numbers of displacing interval fourth, any particular reasons on
it?
- Those intervals of fourth came from the pentatonic scale. You can stack up straight

perfect fifths or perfect fourths to form the pentatonic scale.

* Can you please give some performing suggestions for each movement? What
would be the ideal interpretation that you wish to hear from pianists?
- This is a hard one to say. I don’t generally tell others what to do with my piece. Of
course I have certain preferences in regards to how the piece is played. But I think in
this case, I can only tell you that the five movements are constructed in a succession of
contrasts. (B - &# -B) - &# -F)) So in movements I, III, V, there should be a lot more
movement going forward, and contains more energy. In movements II and IV, the time

sort of stops. So they don’t have as much of a moving forward quality comparing to
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the other movements. Those two movements are more introspective. Also, a lot of the
piece is gestural. So that’s pretty much all I can say to you in terms of performing

suggestions.

What kind of logical framework for you to organize its entire five movements?

- The five contrasting B - ## -& - & -8 movements I mentioned above was the
overall framework. The degree of abstractness of the folk song was also used as an
agent of organizing the movements. It is as if the folk song comes closer to you, steps
away to the background, and then comes back to visit again. The tune is most abstract
in the second movement. The melody pretty much dissolved completely, and you hear
only the resonance of the harmony. It is the most concrete in the fourth movement,
although only very briefly, and in a distance (with the soft dynamic) as if it was

hovering from the back of one’s memory.

Why you include many repetitive patterns, to exhibit irregular timing and
rhythmic unit along with? (Example Movement II, Movement III mm.34-37,
movement V mm. 45-55, etc.)

- First of all, I don’t like regular patterns or regular timing. It bores me when things
become too predictable. I find it more interesting when there’s a certain degree of
familiarity, yet still very unpredictable. However, the last example you mentioned
(movement V. mm. 45-55), they are simply written-out accelerando and ritardando. In
any case, when you find the same note, interval or chord that keep lingering around,
that is usually where I want to stop the harmonic motion temporarily until when that

is broken and the music moves forward again.

*  What’s your comprehensive note to performers for "Disintegration"?
- Think about gestures, movement, energy, and contrast. Especially with inside piano
stuff, think ancient Chinese instrument like Gugin. Think timelessness, or the opposite

or metrical time in certain movements.
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B. Questions for Mistress of the Labyrinth
*  Why do you choose this title for the piece?
- The piece was inspired by the story of the "Mistress of the Labyrinth", this powerful
Goddess figure in the Greek mythology. I think this title gives away a sense of the
labyrinth-like passages that I imagined and the triumph of the pianist who can master

this technically demanding piece.

*  What kind of narrative connection helps to shape the music?
- I don’t take things literally, but more just the essence and images that the story

conjures up in my mind when I composed.

* There are familiar repetitive patterns as compared to Disintegration, what’s the
reason for that? (Example Mm.61-63, in D5; mm. 125-136 in E5; mm. 154-160 in
E5; mm. 209-212 in D5; mm. 227-231 in Bb1.)

- For the same reason I explained above.

*  What are particular approaches as to group those fast running notes?
- Well, when I do it, I group things based on the highest note B (starting from m.101
for example), which means the groupings will be of various lengths, but they mostly

run downward, with some exceptions for course. Not sure if this makes sense to you.

Conclusion

Lin explains that her music is never by ruled by programmatic and extramusical ends. She
avoids taking external programs literally and translating them into the music. The titles are
often just a point of departure; they might suggest a process of organizing and developing the
musical material, as in the case of Disintegration, or they might suggest a mere general

atmosphere or a state of listening, as in the Mistress of the Labyrinth. As Lin clarifies,

"The narratives in my music are never very explicit or in the foreground. They

usually take a more abstract role in its existence.”
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Thus it seems certain that in the work under discussion, the "disintegration" refers to the
purely compositional or spatial idea of fragmentation, rather than to a development of a
particular story line. The plucked and muted strings in Disintegration suggest the
compatibility of the resulting timbre with the character of the folk tune. As Lin’s note to the

performer says,

"Think about gestures, movement, energy, and contrast. Especially with inside
piano stuff, think ancient Chinese instrument like Guqgin. Think timelessness, or

the opposite or metrical time in certain movements. "

As for the Mistress of the Labyrinth, the most challenging aspect for the performer is to
manage the rhythms and transitions across various metrical units. Reference beats for the
counting process change very often as the units shift quickly between fast and slow musical
materials. The composer’s specific notations require the performer to be very precise
executing the rhythms. Technically the piece captures the physicality of Lin’s piano writing
style. While the piece is highly virtuosic, this is not simply for the sake of virtuosity itself but
rather to depict elements of the narrative. The ideal interpretation should concentrate on

musicality in a way that enhances the dramatic effect and coherence of the story.
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Abstract

This article describes some musical, historical and technical aspects of guitar writing carried
out by non-guitarist composers and arrangers. Due to the strong influence of Heitor Villa-
Lobos on professional guitar players and guitar students all over the world, and the fear from
critical reviewers, as well as the consequent comparison of Lobos’ works, the Brazilian non-
guitarist composers avoid to compose for guitar. The author proposed and discussed the
following processes by which idiomatic writing for the guitar may be developed: 1. The
harmonic analysis of the material; 2. Harmonic reduction; 3. Utilization of the open air
strings principle; 4. Partnership with the interpreters. Through the given examples is
presented that the guitar idiomatic writing by non guitarist composers and arrangers is quite
possible and also it brings new expressive possibilities according to each composer’s or
arranger’s musical personality. The imperative for the best understanding of this article
exposition is to assume that the composer or arranger has specific knowledge of harmony,
counterpoint, instrumentation and orchestration. The emphasis is on the study of music scores
by guitarist composers and on keeping in mind that the search for new possibilities and
sonorities must be always present. In the conclusion the author suggested that the
development of a research method and the search for technical improvement based on the
observation are crucial for both the composers and arrangers, and that they have to keep their
minds always open to every musical and technical possibilities that are found in this
remarkable portable instrument.

Keywords: guitar, guitarist , composers, arrangers, idiomatic guitar writing

Introduction

Guitar, an instrument that incorporates so much of the Brazilian musical culture so well, took
over the national territory as the most popular and well known instrument in the country.

There is no young person who doesn’t know some elementary positions in this instrument and
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who isn’t able to accompany popular songs easily. However, its use in the Brazilian academic
music has had some barriers since the instrument has its own technical characteristics. As a
result, the Brazilian repertory at the beginning of the twentieth century is restricted to a few
pieces. Thus, as it happens with percussion music, guitar music in the past century owes
much, both in Brazil and abroad, to the informality of players in cafés, pubs, public squares,
in short, occasions that did not call for formal "apparatus" and gala clothes.

As late as 1904, Cuban guitarist Gil Orozco performed guitar concerts in Brazil
without attracting much attention from the audiences due to the low interest level concerning
the instrument. Just the opposite, the piano found its way in the Brazilian homes, which might
account for its wide diffusion in the country. Guitar learning was already established when
Heitor Villa-Lobos (1887-1959) used the methods by Dionisio Aguado (1784-1849) for his
own practices. Américo Jacomino, mostly known by the pseudonym "Canhoto" (1889-1928),
can be considered the first solo guitarist in Brazil, followed by the performances of Augustin
Barrios Mangore, Josefina Robledo and Isaias Savio. Little by little they drew the attention
from the critical reviewers and from the public, upgrading status of guitar from
"uncommitted" to "serious". In works of Brazilian composers is found, along with large
proportion of works for orchestra, piano, voices and chamber music, a small portion of
compositions for guitar, such as Lorenzo Fernandez’ (Oscar Lorenzo Fernandez, 1897-1948)
Pequeno Prelidio, and an arrangement of Velha Modinha, and Camargo Guarnieri’s
(Mozart Camargo Guarnieri, 1907-1993) Ponteio, three Studies and two Valsas-choro for
guitar. Maybe the titanic shadow of guitar works of Heitor Villa-Lobos — played by every
professional guitar player and guitar students all over the world — and the fear from critical
reviewers, as well as the consequent comparison of Lobos’ works, make all the Brazilian non-
guitarist composers think twice before taking the exquisite effort to compose for guitar.

However, its portability, and the easy social mobilization — all it needs is to make one
contact, and the available quantity of good level interpreters — make this instrument the ideal
vehicle to be used by composers and arrangers whether new or veterans. For that to
accomplish it is necessary that they adapt themselves to the instrument’s language. In the
following topics some possibilities and suggestions will be developed in order to get an

idiomatic writing for the guitar:
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1) The harmonic analysis of the material;
2) Harmonic reduction;
3) Utilization of the open air strings principle;

4) Partnership with the interpreters.

For best understanding of this article exposition it is assumed that the composer or arranger

has specific knowledge of harmony, counterpoint, instrumentation and orchestration.

I

The composition material harmonic analysis

The first step to get an idiomatic writing for guitar may be initially through a macro-vision of
the musical structure itself as a whole, and, in this aspect, the harmonic field enclosed in the
work and its analysis play a fundamental role. Assuming that the music has already been
composed for the piano, for instance, it is possible to make an analysis of the material in order
to try to reach the essence of the harmonic field for future reduction into six parts — the guitar
has got six open air strings that sound E1, A2, D2, G2, B2, E3, with the writing in the treble
clef an octave above. The piano harmonic structure is easier than in the guitar, due to the fact
that the piano player counts on ten fingers, not only four, in addition to be able to easily play

any chord, which doesn’t set a limit of ten notes.
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Example 1.1

We see in the example above in the writing for piano, one chord of E minor in the root state
with seventh minor and ninth major set through eight notes. It is noticed that the basic one — E

— is double in the left hand and in the right hand, as well as the fifth in the chord — B. Observe
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that the interpretation of this chord in the piano is conditioned to playing the right hand
without arpeggio and the bass, quickly leaping and reaching with the left hand the missing
notes — B and G. The effect above may be achieved in the disposition of this chord with the
use of some notes from the guitar loose strings, inverting some notes according to the

sequential disposition of the guitar chords.
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Example 1.2.

The example 1.2 disposes the chord with the inversion of some notes within the chord internal
range using for that the open air strings — E, D, G and B. In an reduction from piano or
orchestra to guitar, the main parts that must be enhanced are the soprano and the bass voices,
this may be detected in the relation between the examples 1.1 and 1.2. This is one of the
analytical guiding principles that may help the composer and arranger to achieve the best
sonority and idiomatic writing for the guitar. It is noticed in the example 1.2 that the resulting

sonority owes little or nothing in essence to the example 1.1.

II

Harmonic reduction

One of the main challenges of the guitar writing is in the search for this instrument expressive
possibilities. The composer or arranger must try to develop, a way of reducing the harmonic
field without loosing the chord "meaning". It is not possible at first to write a ninth chord
without the ninth, a seventh chord without the seventh, a sixth chord without the sixth, and so
on. For instance, in a reduction from the piano to guitar or from orchestra to guitar, the less
important notes in the chord, preferable the fifth or octave must be suppressed, and, as already
said previously, the originality of the bass and soprano voices must be protected.

When faster passages are used this relation changes drastically. The best solution must

be the reduction of the number of voices, even though for that the composer or arranger must
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forgot a seventh or a ninth of the chord. In this case the composer should keep the chord most
characteristic notes : the root and the third in the root state in the I, V and VII grades in the

scale, for instance. The same principle must be followed in the other scale grades: the most

important in the tonal function.

J.S. Bach - Suite em B Menor para flauta e orquestra
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In the relation of an example to the other, it is noticed a harmonic synthesis where the chords
main functions are maintained. The flute part is part of the analysis of the harmonic whole, as

it completes the chords with the superior voice. In this version for flute and guitar, the main
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voices — the soprano and the bass — remain unaltered almost always in the same way as in

Bach’s original, however the other internal voices relations are changed.

III

Utilization of the open air strings principle

One of the great easiness of the guitar writing may be in the loose strings selective use. As a
matter of fact, many of the existing pieces for guitar use widely arpeggios, scales and chords
where in their construction the loose strings are structurally basic. In order to achieve this end,
the composer may draw in a sheet of paper a guitar arm and write the notes, and while
writing, imagine the notes that are played with the loose strings and which will be pressed
with the left hand four fingers. This may be a slow process, but is one of the possibilities for
learning the guitar mechanics with no need of the instrument. Another possibility is in the
composer or arranger experimenting the chords and sonorous structures in loco, a process

that may be slow and very much frustrating.

IV

Partnership with the interpreters

For non guitarist composers and arrangers the guitar writing technique is at first, under some
aspects, something of a mystery. The multiplicity of the effects and ways of playing the guitar
— and this in the most varied guitar schools — such as: Rasgueados, harmonics, pizzicato
Etouffé, Pizzicato Bartok, Glissando, Scordatura, Campanella, Tremolos, Tambora, Son
Siffle, metallic sounds, Sul tasto among other effects — make the need for the composer or
arranger to find a good guitar player for demonstrations, as well as for the writing score final
review. Preferably, the notation must achieve the level of idiomatic and technical notation,
using precise indications of "casas", strings, best digitations, etc. In Brazil the result of this
idea is seen in numberless Brazilian productions — among these the Baido Lunar (Baido Lunar
is a guitar work by this author, edited by Bérben from Ancona-Italia, having as main partner
the guitar player and professor Eva Fampas (Greece) ) — and a good example could be the
partnership developed between Radamés Gnatalli, Tom Jobim and Rafael Rabelo. The
German composer Hans Werner Henze summarized his partnership with the guitar player
Juliam Bream and his conception concerning the contemporary language in the music for

guitar:
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I achieved a deeper knowledge on the guitar technique and sonorous world. I
would go farther, saying that this collaboration has given me a new concept on
how to write for an instrument possible to get to know, with many limitations, but
also with many unexplored spaces within these limits. There is a richness of
sounds able to enclose everything one would find in a great contemporary
orchestra, but one must start from the silence in order to notice this: one must stop

and exclude the noise completely (Dudeque 2007)

Conclusion

Through this exposition we conclude that the guitar idiomatic writing by non guitarist
composers and arrangers is quite possible and also brings new expressive possibilities
according to each composer’s or arranger’s musical personality. To that it is the highest
importance that these professionals study primarily music scores by guitarist composers and
are surrounded by competent assessors in the writing for guitar for the revision work as an
integral part of the composition, besides keeping in mind that the search for new possibilities
and sonorities must be always present. It is not possible to have a dogmatic vision about this
issue setting parameters within the popular or erudite ambits, as in a determined point both
guitar schools join up — particularly in Brazil. Therefore it is useful for the composers and
arrangers to keep their minds always open to every musical and technical possibilities that are
found in this remarkable instrument. Maybe the maxim that guided the didactic Abel
Carlevaro may help the composers and arrangers: the development of a research method and

the search for technical improvement based on the observation.
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Abstract

Scholarly works have shown that maternal mortality reduction is based on biomedical
attention, while the place of religion and motherhood in pregnancy and birth has been grossly
neglected. This paper examines the place of Yoruba songs among the pregnant women
attending antenatal clinic in Southwestern Nigeria. Cultural history, textual and musical
analysis of the songs used during such training were sourced and analyzed. Based on health
belief and transformative musicology theories the paper suggests that Yoruba songs is very
functional, been rooted in religious and socio-cultural life of Yoruba people. The paper
argues that more than biomedical factors, the Yoruba concept of religion and motherhood is
vital to motherhood and birth. The songs serve as education, caution, entertainment,
encouragements psychological and therapeutic, release of fears, panic and stress among the
pregnant women.

Keywords: Yoruba Songs, Antenatal Clinic, Motherhood, Birth, Religion, Functions,
Pregnant Women

Introduction

Studies have attested to the place of prenatal care during pregnancy. Most of the studies
alluded to the place and importance of biomedical care in reducing maternal and infant
mortality rate during pregnancy and delivery. However, very little attention is paid to the role
of Yoruba religious and socio-cultural laden songs used during antenatal literacy classes in
Southwestern Nigeria. This paper therefore examines the function of Yoruba songs used
during antenatal literacy classes. I argue that there is a strong relationship between religion,
and motherhood, faith and birth among the Yoruba worldview. Also, the Yoruba people have

ideas, assumptions, belief, and values about motherhood, pregnancy and delivery which we
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can encounter in the form of indigenous knowledge in their popular cultural expressions such
as music. Effectively, music may become "the bridge by which the physical and spiritual are
connected and can be the most vital component of a healing ceremony or practice” (Koen
2009, 4). This is true with the use of songs during antenatal literary classes. The songs
centered on spirituality, religion and motherhood. The objectives of this paper are to identify
the various religious laden Yoruba songs used in antenatal clinic, enumerates the functions of
the songs on the pregnant women attending the literacy classes.

The method employed for this research work includes participant observation. The
researcher with other research assistants attended the literacy sessions in University College
Hospital, Ibadan, Obafemi Awolowo University Teaching Hospital Ile-Ife, and Seventh Day
Adventist Hospital Ile-Ife. Several antenatal literacy sessions were observed. Songs used
during the literacy sessions were collated and selections were made on them based on the
themes on faith, motherhood, pregnancy, labour and delivery. Observations were made during
the visits, on the participants as they dance and sing during each of the classes. 20 pregnant
women were randomly interviewed on the effects of the songs on them. The cultural history
and background of some of the songs were sourced and the songs textual meanings were
analyzed. More so, the songs been in Yoruba language were recorded and translated to
English language and some of the songs were also transcribe to musical notation.

The antenatal class holds every Monday to Friday except during official holidays.
According to an informant (Darasimi 2017) "we are expected to come here once a month if
the pregnancy is at the first and second trimester stages. But from the third trimester we are
expected to be at the literacy classes twice a month, this is for our own good and the coming
baby". The participants see themselves as learners and waiting mothers that needed all the
learning, knowledge and instruction for safe delivery. Another participant expresses her
feeling that: "I am full of joy that God has blessed me with this baby in my womb. I want to
do all T can to care for the baby and myself." Yet another participant notes that "the
knowledge gained during the classes if applied and obeyed with faith and prayers you can be
sure of divine safety”. Commenting on the place of faith, prayers and songs during the classes
other informants note that "modern medicine is very important but limited without prayers
and faith in God for safe delivery". The participants summarily recognize the place of
spirituality, faith and God in their pregnant stage and delivery more than the biomedical care.

The age range of participants is from 16 years to early 50s. 10% of the participants are

up to 20 years, 60% are within 21 to 40 years old while 25% are above 40 years old. The
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participants in antenatal classes are pregnant women who are mostly semi-literate. In each of
the classes there were about 30 to 40 pregnant women and from the interview conducted 50%
of the women were semi-literate, only 10 % had a degree, 40% were illiterate could neither
read nor write. The educational level warranted the use of literacy class which includes the
use of Yoruba culturally imbued songs, before consultation with their doctors. From the
participant observation carried out by the researcher the participants are mostly from Yoruba
ethnic group which dominate the southwestern Nigeria. 80% of the participants are Yoruba
speakers while the remaining 20% are from different ethnic groups of Nigeria. Like Igbo,
Hausa/Fulani, Efik, Tiv, Idoma, Igala, Ebira among others. Also, the interview conducted
show that most of the participants have religious background, 95% of the participants are
either Muslims or Christians, while about 5% are irreligious or belong to traditional religion.

The literacy class is guided by Senior Nursing Officer. Generally, an antenatal class
begins with a opening prayers, that could be a Muslim or Christian form of prayers. The
prayer could be led by the senior nursing officer who is also the instructor or one of the
pregnant women nominated by the instructor. After this, the entire class generally are then led
to singing various songs. Most of the times, the first two songs could relate to physical
exercise which the instructor encouraged the pregnant women to participate. After that
religious songs mostly Christian songs on praises and thanksgiving to God for the gift of
pregnancy could be rendered. According to informant they do this "to praise God for
preserving and keeping them alive". Other songs during the literary class are about domestic
hygiene, nutrition, breast-feeding, immunization and so forth. Most of the songs are
composed choosing the tunes of existing songs, while the lyrics are specifically chosen to
reflect the thematic peculiarities of the lesson being taught. The idea of choosing tunes of
existing songs is to make the learning of the songs easy for the women. In order to make a
typical class lively, the women are enjoined to accompany their songs with clapping and
dancing.

This paper is based on the Health Belief and Transformative Musicology theories.
Health Belief Model theory is one of the longest established theoretical models designed to
explain health behaviour by better understanding beliefs about health (Harrison 1992,
Nutbeam and Harris 2004). At its core, according to Nutbeam and Harris (2004, 10) it

suggests that the likelihood of an individual acting related to a given health problem is based
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on the interaction between four different types of belief. The model predicts that individuals

will take action to protect or promote health if

"[...] they perceive themselves to be susceptible to a condition or problem. If they
believe it will have potentially serious consequences. If they believe a course of
action is available that will reduce their susceptibility or minimize the
consequences. And finally, if they believe that the benefits of acting will outweigh

the costs or barriers." (Ibid.)

This theory is germane to the discourse on Yoruba antenatal songs. The pregnant women
participate in the literacy classes, singing the faith songs and with strong religious mind to
avert any form of mortality. Their susceptibility made the pregnant women to listen and even
sing the songs trusting in God for safe delivery. More so, they also analyse the meaning of the
songs with the health instructor during the training. the pregnant women with various health
issues relating to the pregnancy do not want further health challenges for themselves nor for
their pregnancy and thereby participated in the antenatal health education where songs are
part of the training process. The theory is aptly applicable to the women as they acted in
singing believing that it is less costs and taking part will increase their chance of safe delivery
and becoming motherhood. Still on the model and antenatal health songs the model further
explains that refinement have acknowledged the important modifying factors, particularly
those associated with personal characteristics and social circumstances as well as the impact
or personal experience. Added to this analysis of the model is the concept of self efficacy that
is the belief in one's competency to take appropriate action as a further factor influencing the
strength of the model in predicting behavioral change. Also Adequate literacy programmes
on maternal care for expectant mothers through singing is very essential, since inadequate
information on preparations for pregnancy, labour, delivery may result in medical
complications for mothers during pregnancy, childbirth and delivery (Taiwo and Salami
2007). This is applicable to pregnant related songs used during antenatal clinic literacy
classes. The song texts help the pregnant women to take daily actions on health issues during
pregnancy, labour and delivery believing that it will reduce the complications for during
delivery.

Transformative musicology is the musicology that aims at the transformation of
individual spiritually and physically. It encompasses all musical activities that focus on

transformative purposes (Adedeji 2006a). The ambivalent nature of the power of music was
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demonstrated in Adedeji (1999), where he enumerated the anabolic and catabolic roles of
music. The theory is applicable to pregnant women attending antenatal clinic. This theory is
aptly applied to the pregnant women attending antenatal literacy. The classes bring religion
and faith through singing that could transform pregnant women mentality, reduce their fears

and stress, and increase their faith and assurances for safe delivery.

Health Literacy in Antenatal Clinic

Health literacy is the process of learning about pregnancy, labour and other relevant
information that will help keep the mother and baby safe during and after delivery. This is
routinely observed in most places as a means of reducing mortality rate. According to

Oladapo Et al (2008, 16)

"One of the main goals of antenatal care is the provision of adequate information
that is essential for maintaining and improving pregnancy outcomes. Antenatal
care provides a unique opportunity for health education and information, not only
for preparation for childbirth and infant care but also for spacing of births and

family planning."

During antenatal health literacy adequate information is giving to pregnant women and one of
the means of giving the information is through songs. (Harrison 1985; Ogunniyi and Faleyimu
1985; Walker 1986), which suggests that none use of prenatal care is a strong high-risk factor
in maternal mortality. Although this study was not specifically designed to answer the
important question regarding the value of prenatal care in reducing maternal mortality, certain
inferences can be made, nevertheless. It is possible that the use of prenatal care may reduce
the rates of pregnancy-related complications, but it is clear from this study that once
complications develop at home, the prior use of prenatal care is unlikely to have a significant
impact on the outcome. Taiwo (2015) examines the communication in the Baby Care Clinic.
She observed that the communication in Child Care Centre is based or segmented into
speaking and singing. While her paper examines the discourse the musical part of the

discourse is however, not discourse. Nwizu et al (2011, 40) note that
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"[...] good antenatal care should be made available, accessible and affordable to
all pregnant women through partnership between all tiers of government and non-
governmental organizations. Due to the self-selection of women who either
experienced problems during previous pregnancies or anticipate problems in the
present one, health care providers in our centre and similar centers need to be
more vigilant during booking visits to identify cases and use it as a platform for
health education with respect to the need for good nutrition and compliance with

medication."

The place of maternal music exposure was further affirming by Arya et al (2012, 12) in their
study on maternal music exposure affirms that "study provides preliminary evidence that
maternal music exposure beneficially affects neonatal behavior". Alcalay et al (1993, 361) in
their research on communication intervention for prenatal care among pregnant women in
Tijuana community, engages the use of music to communicate pregnancy related issues with
low socio-economic pregnant women especially the need to seek prenatal care. In their study

they assert that:

"[...] an audio cassette with two songs using attractive ranchera rhythms was also
developed. These songs were aimed at encouraging behavioral change by
dramatizing nutritional aspects of the intervention. The songs were recorded on
audio cassettes and made available to radio stations in Tijuana. After selecting the
media and the messages that needed to be communicated to the target population,
drafts of several formats and contents for the calendar, the poster, the brochure,
and the songs were designed, pretested in focus groups, and then produced in their

final format." (Ibid.)

On antenatal classes in Nigeria Taiwo and Salami (2007, 3) explain that:

"Antenatal classes are organized in hospitals and health centers for pregnant
women to intimate them with the necessary health information needed in
pregnancy and post-natal period. The classes are organized by nurses and
midwives to educate the women on pregnancy, labour and basic baby care skills.
Sometimes, other medical experts, such as physiotherapists, nutritionists and

gynecologists are invited to talk on specific issues, such as posture, exercise, diet,
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stages in foetus development, and so forth. Classes are organized to coincide with

the days the women visit the hospital for their clinics."

The literature reviewed shows different works on health and music, and health literacy in
antenatal clinic. However, none of the reviewed works attended to the roles of songs in

antenatal clinics in Southwestern Nigeria Hospitals which lacuna this paper attempt to fill.

Medical Ethnomusicology/Music Therapy Perspectives

Several studies have shown the trajectory of music, medicine and healing. And it narrates the
interdependency of music and medicine in the place of personal therapy and healing. These
are terms as medical ethnomusicology and Music Therapy. Dirksen (2012, 11) asserts that
medical ethnomusicology is rooted in the integrative, complementary, and alternative
medicine approach to health and healing. Medical ethnomusicology examines how music can
be used to access "biological, psychological, social, emotional and spiritual domains of life"
(Koen et al. 2008A, 4). Cook (1997) examines the connections and explorations of Sacred
Music Therapy in North India. In the study he attests to the power of sacred songs in the
healing process of sick persons. Also Lipe's (2002) work on the conduct of a review of the
music therapy literature concerned with spirituality observes the efficacy of religion and
spirituality in the healing process. Toppozada (1995) studies on survey of music therapists
investigates interests and training of music therapists in multicultural issues and discovered
that central to the training are the culture and spirituality engagements. Aluede's (2009, 2012,
2006) studies are based on the use of music therapy in healing homes which include the Iyayi
society in Edo state of Nigeria, and the biblical example of healing to Nigeria music healers.
The reviews above have shown the relationship of Music and health. However, none have
addressed the use of religion, faith and songs among the pregnant women attending the
antenatal clinic in southwestern Nigeria.

Keith Howard's (2000) research on the use of music in Shamanic rituals in Siberia and
Korea is vital. In his study he explains the place of music as the stimuli in altered states of
participants. He further explains the use of music as stimuli for trance and ecstasy. Henry
Stobart's (2000) work examines music and medicine among the highlands of Bolivia in

keeping and maintaining bodily health as well as healing through rituals. In the same vain
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John Janzen (2000) research examines Ngoma ritual performance throughout Southern Africa.
The Study shows the unique spirit needed for healing the sick through the rituals. Friedson's
(2000) contribution on the use of music and trance among the Tumbuka people of Malawi is
vital. Friedson's work enumerates the place of dance and healing of disease termed "Dancing
the Disease" during the rituals among the Tumbuka people. From the reviews above it is
evident the place of music and spirituality for healing and health is viral. The current paper is
an addition to the literature. It examines the roles of the Yoruba songs as been part of their
concepts of religion, motherhood and birth.

Furthermore, it is imperative to examine the place of culture situated in music, healing
and religions. As Koen (2008, 13) notes that "neglecting the culture component of healing and
music research can lead to overgeneralization". Roseman (2008, 21) research on Temiar
Healing in the Rain Forest Peninsular Malasia notes that the process of healing entails four
models of musical-social-cultural-performance and biomedical. This is typical to the current
study that involves the musical — singing — dancing — socio-cultural, the songs are culturally
and spiritually situated, - performance, the songs are performed during the classes, and -
biomedical, the hospital gadgets still examines the pregnant women after the first three.

Koenig (2008) work on religion, spirituality and healing research, "Dialogue and
Directions" is vital and central to this current paper. In the study he explains that those who
are religious are healthier than those who are not. Penn and Clarke (2008) examines the place
of music in healing of young adults and youths Likewise Koenig (2008) on Music-Prayer-
Meditation Dynamics in Healing examines the place of music prayers among the Tajikistan in

Badakhshan in central Asia.

The History of Yoruba Songs

The Yoruba constitute the second largest ethnic group in Nigeria, the first being Hausa/Fulani.
The Yorubas are mainly found in the densely forested area, from the Gulf of Guinea to the
fringes of River Niger. The greatest concentration of Yoruba people lives in West African
coast area, from where they have believed to have migrated to other countries. Using the
famous classification of Nigeria into six geo-political zones, majority of the Yoruba occupy
the land space classified as Southwestern part of the country. Samuel (2009) asserts that it
geo-politically lies between latitude 60 and 90 N and longitudes 20 30 and 60 30 East. Some
of the prominent Yoruba cities as Samuel (Ibid.) lists include Lagos, Ibadan, Osogbo,

Abeokuta, Akure, Ado-Ekiti, Oyo, Ijebu Ode, Ogbomoso, Ondo, Ilesa, Iseyin Ile-Ife among
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others. The vegetation area encourages farming and other occupation including weaving,
dying, smiting, leather work, pottery among others.

In terms of music making, Yoruba have music for all occasions. Music in Yoruba land
is functional which also explains the reasons for diversity. Yoruba music is also philosophical.
Songs and singing cannot be separated from the daily activities of most African people,
especially the Yoruba people of Southwestern Nigeria. Songs and singing are part of their
daily activities. Beier (1956, 23) rightly notes that "The Yoruba are indeed a poetic nation,
because every person has his own praise songs, by which he will be greeted on all important
occasions".

Karin Barbers experience and studies on oriki and chants as predecessors of popular
songs of today affirms the place of Oriki in Yoruba social history and commentary. Barber
(1991, 16) observes that "through Oriki the essential attributes of all entities are affirmed and
people’s connections with each other with spiritual universe and with their past are kept alive

and remade". Waterman (2009) notes that

"The spread of certain musical instruments and genres—including the dundun, an
hourglass-shaped pressure drum ("talking drum"), now among the most potent
symbols of pan-Yoruba identity, and the bata, an ensemble of conical, two-headed
drums, associated with the thunder god Sango—played a role in Oyo's attempt to

establish a cultural underpinning for imperial domination." (Ibid., 198)

The dispersals of musicians as a result of inter-Yoruba wars encourage the dispersals of
Yoruba musicians. Mostly the praise singers and drummers. We might regard such performers

as predecessors of today's popular musician. Waterman further notes that

"these musicians are custodian of community history....Some performers, linked
exclusively to particular communities, kin groups, or cults, were responsible for
mastering secret knowledge, protected by supernatural sanctions; but other, more
mobile musicians, exploiting regional economic networks, had to develop a

broader and shallower corpus of musical techniques and verbal texts." (Ibid., 199)

Barber (1991, 8) reiterates the place of oriki as social reality because they engage on the daily

happening of the society and the changes that occur. Omojola (2006, 11) notes those social
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dynamics and changes that traditional music performs. He notes that "the continued relevance
of traditional music in the ever-changing Nigerian environment bears eloquent testimony to
its age-long dynamic nature".

Orimoogunje (2003, 8) notes that "Yoruba societies are active users of verbal arts. The
health-related genres are in the society ...also mothers are caring for their babies". The paper
extents this assertion as songs in antenatal clinic is part of Yoruba songs. Since none of the

works have examines the place of music in antenatal clinic among the Yoruba.

Health-Based Beliefs Related to Yoruba Songs

Historically the birth of religious music is predicated from the western influence and Yoruba
oriki and arinjo musicians in Yoruba land. Discourse on the place of music in societal
commentaries and social changes in most Africa communities abound in literature. Emeka
2006, Olaniyan 2004 and Olorunyomi 2003 attest to the role of music as social change in the
song of the Afrobeat Legend Late Fela Anikulapo Kuti. His songs focusing on Nigerian
government for responsive leadership, responsibility, accountability and the welfare of their
lead. Adedeji (2006, 138) explains that music and social change could be in the form of
transformative musicology which aim at the transformation of our environment and our world
at large. It encompasses all musical activities that focus on transformative purposes.
Examining studies on the use of music in health care among the Yoruba people

Orimoogunje (2003) notes that

"the social contexts of verbal arts in the Yoruba indigenous healthcare delivery
system explains where performances of the genres are found...there is no specific
spot (venue) set aside for the rendition of the said genres when applied for
healthcare practices. Various places that could be used for the performances are

individuals' compounds, consulting rooms, and health centres/hospitals." (Ibid., 1)

Orimoogunje (2005) examines the various Yoruba verbal arts used in the Yoruba indigenous
health care centre and notes that The Yoruba verbal arts in indigenous healthcare practices
have strong informative functions that urge mankind to be aware of the appropriate step to be
taken towards ensuring cure within the indigenous healthcare delivery system. He further

highlights the different Yoruba verbal arts used in traditional health care to include:
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"orin-ibo (Liturgical songs), iba (homage). Ofo (incantations), aydjo (myth-like
incantations), iwtre (supplicatory blessings), épé (curse), ebe (propitiation) and
orin-ibeji (twin babies' songs) oriki (verbal Salutes), orin-iremolekiin (lullabies),
orin-erésupa/orin élé-onitéln(moonlight songs) and orin-ipadé olomowewe (natal
songs) used in the indigenous healthcare delivery system are a bit more secular

than the ones earlier mentioned above" (Ibid., 3).

The literatures reviewed though analyse the place of music, medicine, healing, culture,
spirituality and religion which is germane to this current study. None of the study has
examined the place of music among the pregnant women attending antenatal clinic in

Southwestern Nigeria.

Yoruba Concept of Music, Religion and Motherhood

More so, the concept of religion and motherhood which constitute motherhood and birth
among the Yoruba people is vital. Makinde (2004) enumerates Yoruba culture with emphasis

on motherhood and how it empowers women in Yoruba land. She notes that:

"A woman in Yoruba culture occupies various positions — a mother, a wife, a
daughter, a priestess, or even a witch. The way she is perceived depends on the
position she occupies, and the different perceptions are reflected through songs,
works of art, music, language, and religion. The highest value is given to woman

as a mother because Yoruba people revere motherhood." (Ibid., 3)

Makinde's accretion explains the place of women and motherhood in Yoruba land. The way
mother is revered in the culture makes most women look forward to motherhood as she is

even deified among the Yoruba thus:

Orisa bi iya ko si Iya la ba ma a bo
There is no deity like mother

[It is the mother that is worthy of being worshipped] (Ibidem)

Motherhood is considered to be very important in Yoruba culture because the preservation of

humanity depends on the role of mothers in the society (Lawal 1996; Makinde op. cit., 6).
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Further notes that Yemoja is one of the goddesses in Yoruba land. Yemoja or "yeye omo eja"

(mother of fishes) symbolises motherhood and is eulogised as:

Iya oloyan oruba
Onirun abe osiki
A b'obo fun ni I'orun bi egbe isu
[The pot-breasted mother
With much hair on her private part

The owner of a vagina that suffocates like dry yam in the throat.]

The eulogy recalls the two most important parts in the process of becoming a mother — the
breasts and the vagina. The heavy breast is assumed to contain an inexhaustible flow of milk
for her children. Because as Lawal (1996, 73) notes that Yemoja is also referred to as "the
generous and the dangerous mother". The suffocating vagina may be the source of the power
of life and death. The Virginal is the source of childbirth. From the reviews it has been shown
that women in Yoruba land are deified and seen as religiously powerful to bless and curse.

This further explains the link between music and motherhood among pregnant women in
Yoruba land.

Themes of Yoruba songs on Faith and Trust in
God During Pregnancy, labour/delivery

Yoruba songs on pregnancy state are numerous and new ones are daily added during the
antenatal clinic. As earlier mentioned, the songs are mostly culturally embedded and meaning
of the songs are culture bound. There are several themes in the antenatal songs among
pregnant women. The first theme is songs on faith, trust in God for safety during pregnancy

and delivery. See songs 1 to 8 below:

Song 1. Meé ni boyun ku

Me ni boytn ki o, I will not die with my pregnancy
Meéni béytin ki I'will not die with my pregnancy
Oba mimo ko letter si mi The Holy king wrote a letter to me that

mé ni boyun ku I will not die with my pregnancy
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Song 2: Mumi bi were o Oliiwa

Muimi bi were o Oliiwa,
Mumi bi were o Oliiwa,

Kd gbéhun iyd kd gbo tomo,
Lojo during the baby delivery
Kémi ma poji keje ma poj,
Ki won md sa ldit6 o,

Jeki n bi were 0 Oliiwa,

je ki n bi were 0 Oltiwa

Kd gbéhun mi kdgbc} tomo,
Lojo iktinle,

Ma je n béytinkii o Oluwa,
Ma je n béyin ki o Oliiwa
Kd gbéhun iyd kd gbo tomo,

Lojo ikiinle
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Help me to deliver safely O Lord

Help me to deliver safely O Lord

let the mother and baby voices be heard
and be alive

during the baby delivery

let there be sufficient water and blood
let there be sufficient water and blood
Help me to deliver safely O Lord

Help me to deliver safely O Lord

let the mother and baby be alive

during the baby delivery

Do not let me die during pregnancy

Do not let me die during pregnancy

let the mother and baby voices be heard and be alive

during the baby delivery

Song 3. Gba gbogbo 6go 16ri mi lojo ikiinle

Gba gbogbo ogo 16ri mi lojo ikiinle,
Ardyé ko le ba ¢ pin o, ninti ogo re
Gba gbogbo ogo 16ri mi lojo ikiinle,
Ardyé ko le bad ¢ pin o, ninti ogo re
Gba gbogbo ogo 16ri mi lojo ikiinle,

Ardyé ko le bd ¢ pin o, ninti ogo re

Song_4. Were le 6 ma gbo

Were le 6 ma gbo e e e,
Were la 6 ma gbo,
Were la 6 ma gbo,
Wéré la 6 ma gbé

lojo ikinle,

Jést wa gbo go

Were le 6 ma gbo

Lord take all the glory in the day of my delivery
People will not share of your glory
Lord take all the glory in the day of my delivery
People will not share of your glory
Lord take all the glory in the day of my delivery

People will not share of your glory

it is news of joy you will hear
it is news of joy you will hear
it is news of joy you will hear
on the delivery day,

Jesus come and take all glory

it is news of joy you will hear
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Song 5. L6j6 ikomo jade

Lojo ikémo jade
Lojo ikémo jade
Kori mi md ko gele,
Kdra mi md ko aso,
Kese mi md ko bata,

Lojo ikémo jdde,

Song 6. Were lewé 1 bo o kuro lara igi

Were lewé 1 bo o kiiro ldra igi,
Ojo ikiinle mi 6 were ni kG je,
Were lewé i bo o kiird ldra igi,
Ojo ikiinle mi 6 were ni kd je,
Were lewé 1 bo o kuro ldra igi,

Ojo ikuinle mi 0 were ni ko je,

Song 7. Kemi ma wo la wo sunkiin

Kemi ma wo lawo sunkun o,
Kemi ma wo lawo sunktn o,
Ert mé ra,

éru mora sz’lé démo mi,

Ki n ma wo la wo sunkiin,

Ki n ydra gbé kiinmi jo,
Kin ydra gbé kun mi j6 o,
Omo ddra omo ddra,
Loéwa nikin mi

Kin ydra gbé kun mi jé

In the day of naming ceremony
In the day of naming ceremony
May I live long to tie my scarf
May I live long to wear my cloths
May I live long to wear my shoes

In the day of naming ceremony

The leaf leaves the tree without pain
May my day of delivery be peaceful
The ledf leaves the tree without pain
May my day of delivery be peaceful
The ledf leaves the tree without pain

May my day of delivery be peaceful

May I not watch the baby's dress with cry
May I not watch the baby's dress with cry
The materials for baby delivery

Materials bought in preparation for my baby

May I not watch the baby's dress with cry

Let me dance very well with my pregnancy
Let me dance very well with my pregnancy
Favoured and blessed baby

Is what I am carrying in my tummy

Let me dance very well with my pregnancy
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Song 8. Omo té6 wa ninu mi

Omo t6 wa ninu mi
Omo t6 wa ninti mi

O yd gbagbdra Oliiwa
O yd gbagbdra Oltiwa,
O yd ma yirapo,

O yd ma yirapo,

O gbodo joké 1odi,

O gbodo joké 1odi,

O gbodo ni mi ldra.

0] gbédé ni mi ldra
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You baby in my stomach

You baby in my stomach

Receive Divine strength

Receive Divine strength

Begin to move and turn normally
Begin to move and turn normally
You must not seat abnormally

You must not seat abnormally

You must not be a threat to my life

You must not be a threat to my life

Songs 1 to 8 are religious songs. The songs are faith based and trust and believe that God

gives children and that God who gave the pregnancy will help them to deliver safely. The

song helps the psychological mind of the women to trust in God for safe delivery. It is a

known fact that many women die during pregnancy. Koenig (2008) work on religion,

spirituality and healing: Research, Dialogue and Directions speaks to these songs as they

encapsulate the healing and sustaining power of music and religion to keep safe during and

after delivery. Song 9 opened the eyes on the Yoruba concept of ori- destiny.

Song 9. E bdmi gbé gbosa foko mi o,

E bdmi gbé gbosa foko mi o,
QOko olori ire, t6 finmi l6yun,
Gbosa gbosa gbosa gbosa
Qko olori ire to fiinmi l6ytn,
Emi a gbé gbdsa fiin ra mi o,
Emi aya ol6ri ire t6 mdra duré
Gbosa gbosa gboa gbosa,

Emi aya oléri ire té6 mdra duré,

Help me salute my husband

The good luck husband that got me pregnant
Gbosa gbosa gbosa gbosa

The good luck husband that got me pregnant
I'will salute myself

Me the wife of a lucky man that is pregnant
Gbosa gbosa gbosa gbosa

Me the wife of a good luck man that is pregnant

The song 9. gives the husband praises for making her a woman and praising herself for

releasing self for the pregnancy to stay.
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Another song on pregnancy is the song 10 below. The song deals with nutritional need
of pregnant women and the need to eat balance diet that will help keep them and the unborn
baby healthy and strong. Beans mentioned here symbolize the need for protein and to avoid

junks as pregnant women.

Song 10. Ma foyun mi lewa je dkdra

Ma foytin mi lewd je dkara I will feed my pregnancy with beans cake
Ma foytin mi lewd je olele I will feed my pregnancy with moimoi

Emi fdlafia fiin omo mi I want good health for me and the pregnant
ma foyun mi lewa je akara I will feed my pregnancy with beans cake

The songs selected for this paper is Christian and folk tunes derivative. Since the tunes were
already known to most of the people pregnant women the songs were sung joyfully. This is in
consonant with Vidal (1986, 78) who identified traditional Yoruba ritual, ceremonial and folk
melodies as the initial resource area from which some health literacy songs were derived. In
traditional Yoruba culture, like other African cultures, Folktales constitute a rich aspect of
folklore. Okafor and Ng'andu (2003) stated that "Storytelling is a common art in sub-Saharan
Africa." Adapted Yoruba folktale and ceremonial melodies to newly composed text in
idiomatic Yoruba language reflecting health related issues. Yoruba ceremonial and folktale
songs constitute the resource materials from which health literacy songs were adapted. In a
bid to make the literacy class interesting arrangers which in anonymous composers resorted to
the adaptation of well-known traditional melodies, substituting the original text with newly

composed health related texts.

Soundscape of the Music

The sound nuances of some of these songs which further energize or reconstruct the African
compositional styles persists, for instance in the piece title Mumi Bi Were Oluwa, as a
through-composed piece is collective chorus. The musical notes employed falls into the
sound-speech system of the Yoruba people of Nigeria. While the melodic ranges between first
(F and second F) on the treble staff. The music as a danceable piece follows the generic
compound duple. The melodic range in some parts are in third especially from bar 1.

However, some scalic melic movement could also be observed. The twenty bars piece is
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situated within Yoruba compositional styles that have been above (see figure 1). The first and

the last notes in F and tonic is explained:

Miuimi bi wéré o Oluwa

Mu mi bi were o O luwa mu mi bi we re o O luwa, ka gbohun ti ya

gbohun O mo lo jo i kun le. ko mi ma po ju ke jema po ju, ko mima sa

lai to o, ma jenboymku o O luwa ma jenboyunre o O luwa, ka gbohun ti ya
18
[} pr— |
vl Il Il | N I I | | A Il |
& Il N r d il |
I i i
ka  gbo  hun (0} mo lo jo 1 kun le

Figure 1. The music was scored by the researcher

While the musical form of figure 1 excerpt piece is through-composed. The score in figure 2
below is call and response formation. The chorus repeats exactly the solo in octave lower.
The piece is melodically presented common rime. The piece just like the piece in figure 1
follows the Yoruba tonal inflections in their speech. The 8 bar piece gives the interactions of
calling and responding common among the African and specifically Yoruba music (see figure

2 below):



Olusegun Titus

The Roles of Yoruba Songs among the Pregnant Women Attending Antenatal Clinics in Southwestern Nigeria

Omo t6 wa nini mi,
the Child in my womb
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Figure 2. The music was scored by the researcher

The third piece in figure 3 is through-composed. It consists of three notes only. It is sang
mostly demonstrating like the military salute during parade. The 8 bars piece is repeated
several times. The piece is in common time in key G major at the time of sing, likewise other
songs analysed are transcribed based on the key presently used at the time of performance

(see figure 3 piece below).
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e ba migbegbosa f' ko omi o, O ko lo ri re to fun milo yun e mi agbegbo sa
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Figure 3. Theoretical Implications

The transformative theory views the power of music to reduce maternal mortality through the
psychological and therapeutic effects of the songs been engaged. From song 1 to 8 we see a
lot of allusions to God, faith, trust and prayers for safety. On the impact of the songs and
singing on the pregnant women, the songs and singing releases pregnant women from
depression, stress, fear and panic that is associated with pregnancy. Orimoogunje (2003)
supports this argument of reducing stress and depression. He affirms that:

"[...] natal songs work on the psyche of the enchanter, who is an expectant
mother, while rendering the prayerful natal song. She believes that her expected
day of delivery is in the hands of Oluwa/Olodumare, the Supreme Being among
the Yoruba. This belief equips her with courage, thereby erasing the unknown that

may lead to other health problems." (Ibid., 6)

Transformative musicology therefore synergizes the mental faculties of the singers thereby
uplifting the emotional stress that is associated with pregnancy. The song 6 is a prayer request
song. The pregnant woman does not want to see the loads bought for baby with the hope that
baby is coming and then something happens while the materials and with me the baby is not.
It is a prayer for survival, life, safety and safe arrival of the new baby. Also, she laid hand on
the baby in the womb and prays that he/she will be envelop in "the power of God, turn
normally, do not seat abnormally and do not stress me."

Naming celebration in Yoruba land is a day of joy. And so, the texts of the songs pray
for long life and good health for the nursing mother. Yoruba believe in reproduction, the

importance of having children is like coming to the world in vain if a couple does not have it.
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And the stigma attach to barrenness is also worrisome. That is why people will do all it takes
to have children. Another important impact of the songs on the pregnant women and nursing
mothers are the educational value of the songs.

In song 9, an important fact about the song is the Yoruba concept of ori. Several
studies have studied the concept of ori among the Yoruba. Adedeji (1987) and Olusegun-
Joseph (2014) both agree that among the Yoruba ori literally denotes the physical human
head, but at a connotative level, it stands for the individual's essence of divinely appointed
personality. They further assert that ori otherwise known as ori ind ‘the internal head’ is
perceived as the controller of the individual destiny. At creation, ori is believed to kneel
before the creator to collect is ipin, its portion. Yoloye as cited by Olusegun-Joseph (2014,
524) asserts that "The portion is determined in three ways, partly by a free choice of ori
(akunlayan), partly by a free gift of the creator (akunlegba), and partly by affixation
(ayanmo)". The Yoruba are of course aware of the biological process of conception and birth.
Nevertheless, they believe that the process of creation and the choice of portions take place

for each conception. Olusegun-Joseph (2014) further explains:

"The Yoruba's adoration of the power of ori in the individual's life often leads
them to worship it as a type of guardian angel, so that they are not derailed from
their destinies. In referring to the role of ori there is often an association with its
power to chart a positive destiny for the individual, and this is purportedly
recognized in the individual's attainment of social sanctioned traits of character
and honour. This becomes all the more important in the assumption that another
person’s ori may be invoked to aid individual: a parent for the child for instance.
In this vein, the Yoruba identify an olori ire (a possessor of an enviable accordant

ori)." (Ibid., 524)

Adedeji (1987, 3) notes that "ori determines one's career, success, choice of wife, husband,
and prosperity and so on". I add that ori determines someone ability to conceive or not.
Pregnant women see themselves as oldri ire being able to conceive and see their husband as
olori ire been able to help the wife to conceive. And therefore, sing about it to praise their
husbands.

In song 10, the Health Belief theory reiterates the need to eat food that has much
protein. Beans are one of such foods. In Yoruba setting beans can be reproduce in several

ways it could be made as beans cake akara, or boiled ewa, among other several ways. Nursing
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mothers sings that she will eat more of beans so that the pregnancy and she live well and

strongly too.

Conclusion

This paper has examined the place of songs in antenatal clinic in southwestern Nigeria.
Focusing on the Health Belief and transformative musicology theories which lend on how
people’s involvement in health literacy could enhance better and save delivery in conjunction
with songs that are laden with religious and cultural believe. It focuses on the concepts of
religion and motherhood which leads to motherhood and birth among the Yoruba people. It
elucidates the categorization of the songs and the effects of the songs. The songs were
categorized as songs on faith and trust in God during pregnancy, labour and delivery. Others
are song about destiny and luck and on nutrition. Among the pregnant women in antenatal
clinic visited by the researcher, songs played the role of entertainment, it helped in physical
fitness, reduced depression and anxiety, it educated on basic body cares during pregnancy,
food taken, bathing, type of cloth and shoes to wear. Songs also include how to prepare for
labour and delivery. The song brings hope to the dejected and fearful pregnant women
through transformative musicology. The paper argues for the place of music in personal
transformation and health belief for participants in the antenatal clinic literacy. The
transformation that occurs help reduce fears and stress among pregnant women. Also, Health
belief model enables pregnant women to attend the classes believing that it will reduce the
risk of maternal mortality in them. Therefore, conclude that more avenues should be created
and more songs on other languages should be included so that pregnant women who do not

understand the language can benefit maximally from the song texts.
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Abstract

The author based his observations and his conclusions upon memories of Ksenia Grundt
Duma (Kcenusi I'pysar-[drome). She was a well-known ballerina throughout Europe, as she
was dancing on many stages from Russian Kharkov to Paris. From her memoirs, the copy of
which the author found in his archive, he learned about many ballet life details and things
that enriched his previous knowledge on this matter. The author redacted the paper and
selected lines which describe the life of Ksenia Grundt spent in the Kingdom of Yugoslavia,
particularly those lightening ballet life in Belgrade, and the National Theater Belgrade scene.
In the Belgrade National Theater Ksenia came from Zagreb in April 1926, and had her debut
in the 3rd act in ‘Swan Lake’ ballet, the choreographer of which was Alexander Fortunato.
“He had just staged ‘Swan Lake’ with great imagination”, as she recorded in her memoirs.
From that time onward her biography was closely related with the former Kingdom of
Yugoslavia. In fact, there are several related topics in her memoirs: first, depictions of a
difficult emigrant life, living drawings of Russian ballet dancers’ lives far from their
homeland, and far from the glamorous and light stage effects; second, there are many famous
names and recordings of them previously unknown but now revealed to the researcher: there
are details about her contacts and work not only with Fortunato, but also with Nina
Kirsanova, Elena Polyakova, to mention a few. In addition, many pages of her memoirs
addressed the name of her protege Igor Yushkevich, a talented dancer whom she thought in
Belgrade. From his first ballet steps made under her supervision, he established his name as a
well-known ballet dancer associated with the famous Russian Monte Carlo Ballet and with
the birth of the American Ballet Theater. So, from Ksenia Grundt’s memoirs many unknown
pages of Igor Yushkevich’s life could be learned along with the whole of ballet world from
that period, the dancers, the critics, the repertoire, and primarily the role and place of the
Russian ballet masters in the vast Kingdom of Serbs, Croats and Slovenes. The author
selected lines which describe the ballet scene of Belgrade of the time, the relationship among
Russian emigres and the ballet scenes in the former Kingdom of Yugoslavia, and from those
facts the author built his views and his conclusions on this matter, which has been his
research field for decades. The importance of these memoirs are notably in the fact that the
selected pages not only expanded, but also enriched the ideas and knowledge about the life of
Russian ballet actors in Serbia. Further, implications of the publication of the selected pages
are that the publication lays the foundation for the further works on the history on Serbian
ballet, and can be effectively used for research of the development and beauty of the Serbian
ballet in which many Russian ballet names have invested a lot of their work and talent.
Keywords: ballet, Belgrade National Theater, Ksenia Grundt, Russian ballet
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N3 6aserHbix BocnomuHanui Kcenuu I'pyHaT

B Moem apxuBe y>ke /IaBHO JIeXKUT KCEPOKOTHsI BOCIIOMHUHAHUM 3TON M3BECTHOM OasiepuHbl,
TaHLleBaBIllel Ha MHOTMX ClieHax — OT pycckoro XapbkoBa Ao Ilapwka. B Heil Becbma
nopo6HO orrcaHa ee Ku3Hb B OasieTe Ha mpocropax KoponeecrBa FOrocnaBus. Hactosimuii
TEKCT BK/TFOUaeT B cebst m30paHHbIe MeCTa, CBsi3aHHbIe, TIPEXK/Ie BCero, ¢ OaneTHOM ClieHOW B
Benrpage.

B pabore Hajg HabopoM BOCIIOMHWHAHWNA 10 aBTOPCKOW PYKOIMCHOM KOTMMHHY,
1300MTyIOIIeld COOCTBEeHHBIMH TIpaBW/IaMH B cdepe IMyHKTyallud, CTPOEM Ipe/JI0’KeHHUH,
YaCTbIMU COKPAL|eHUSIMU CJIOB 51 CTAapaJiCs COXPAHUTb aBTOPCKUU CTUJIb.

MHorve cTpaHMWIbl BOCIIOMUHAHWK CBs3aHbl C wuMeHeM Wrops HOckeBuua
(FO1keBHyYa), TaIAaHT/IMBOTO TAHLIOBILMKA, U3BECTHOTO BCeMY OajleTHOMY MUPY U LIEHUTeISIM
3Toro uckyccrtBa. C HUM cBsizaH pacuBer «Pycckoro 6amera MonTe-Kapsio» ¥ pokzaeHue
amepuKaHCKoro OanetHoro Teatpa. VimenHo Kcenus I'pynar-/lrome cTana yunTensHULIEH ero
NepBbIX IaroB B Oasere, cpesnaHHbIX B CepOWMM M TalaHT/IMBO OODPHCOBAHHBIX B ee
BOCIIOMUHAHUSX, MOCBALEHHbIX CBOEeMy 3HaMeHUTOMY BIIOC/Ie[CTBUU yuyeHUKY. Hapsany c
HEM3BeCTHbIMU CTPAaHUIIAMU €ro TIepBbIX IIIaroB Ha OasieTHOM clieHe, B BOCITIOMHUHAHUSX
nipeZicTaeT OaneTHBIA MUP, POJIb U MECTO PYCCKAX MAacTepOB 3TOTO0 BHJla MCKYCCTBa Ha
npocropax KoposieBcTBa cepboB, XOpBaTOB M (CJIOBeHI|eB. B omivMume, OT 3adacTyro,
S¢opManbHBIX CTpOUEK, CBSI3aHHBIX C [epeuHeM poJiel, TpejJjiaraeMblid TeKCT PUCyeT Camy
)KU3Hb 0asieTa, TAHIIOBIIUL] U TAHL[OBL[WUKOB, TIPUYEM B Pa3HbIX CHUTYaL[UsiX — OT CLeHBI /10
ObiTa. BocriomMuHaHus elrle 1leHHBI TeM, uTOo caM MHUp Oaseta mogaercsi Kcenweir I'pyHAT
[rome, UMs1 KOTOPO# ObUIO M3BECTHO Bcel EBporie, 1 TBopueckasi 6uorpadust KOTOPOH Takke
Obula CBs3aHa C HOrocjaBckod 3emseil. [lo cyTd, B ee BOCIIOMHWHAHUSAX HECKOJIBKO
B3aMMOCBSI3aHHBIX TeM. 37leCb U CaMU KapTHHBI HEMPOCTOTO 3MUIPAHTCKOTO OBITHS/ObITa.
TyT W KUBble PHUCYHKA W3 >XU3HU PYCCKOro Oaseta BAasud OT poAuHBI. [lokasaHa cama
HerapajiHasi aTMoc(epa 3TOr0 «BO3/YLIHOIO MCKyCCTBa». VI, pa3ymeercsi, MpPUCYTCTBYIOT
TIOPTPeThl €ro «TaHLYIOLUX» MacTepoB. Kpome riaBHBIX «JeHCTBYIOLIMX /UL KceHun
I'pynpar-diome u ee mporexke Wropsi FOckeBrua, «MesbKatoT» UMeHa HuHbl KupcaHoBoM,
Enens! ITonskosoi, Anekcangpa dopryHarro.

B cymHocTH, mipefjiaraemMblii TEKCT 3HAauMTe/NbHO He TOJIBKO pacllivpsieT, HO U

oboraiijaeT rpefcTaBIeHus U 3HaHUsI O )KU3HU pycckoro banera B Cepour. OH MoXKeT OBITH C
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yCIIeXOM HCIO/B30BaH B AaabHeUIX paboTax mo ucropuu cepbckoro Oaneta, B pa3BUTHe U
KpacoTy KOTOPOTO HeMaJsio BJIOXKW/T CBOETO TPY/ia U TajlaHTa PyCcCKue OasieTHble UMeHa. .. T10
CeMeMHBbIM MPUYMHaM, TIPUIILJIOCh OCTaBUTh MUbINA 3arpeb u nepebparecst B benrpazg. Tam, B
Teatpe, 3T0 Ob1710 B anpene 1926 roza, 6ameTmeiicrepoM Obin — Anekcanzap doptyHaTto. OH
TOJILKO UTO TIOCTaBUI C Oosbiniol (aHTasuel «JlebeguHoe 03epo», UMEBIee OTPOMHBIN
ycriex. OH fian MHe fie0roT B 3-eM JIeMCTBUU B «PYCCKOM» (OUeHb XOPOILIO UM TIOCTaB/IeHHas!).
Bce comucTkM cTpeMWIuch ee TaHLieBaTb T. K.. M KOCTIOM (KpacuMBbId M XOpPOLIO
CTU/IM30BaHHBINA Xy/10’)KHUKOM-ZiekopatopoM B. JKeapuHckum) ObUT OueHb KpacHMB U TaHel]
ObUT OueHb BBITOZIEH. B KOHIIe-KOHIIOB Oblla yCTpOeHa yCTaHOB/IeHHasi ouepesib. [ToMHto, UTO
Mypa BosoroBckast (OpiBiasi mocie VcaueHKO, UMeBIIYIO 1-yiO TIJIACTUYECKYHO IIKOJY B
Benrpazie, ocHoBoIO/IOXKHMIIEH cepOckoro Oamerta: 3T0 OHa 1-asi TIOKa3asa BOCXMILIEHHBIM
cepbaM, uto Takoe myaHTbl) Tak BOT 3Ta Mypa BosoroBckasi, MuseHbKas, HO MajeHbKast
6/10HAWHKA, ycriesna? 671eCHYTh UMEHHO «ITyaHTaMu» B Hauasie pycckoii — o rope! ITorepsiia
ofHy Tydsto, MpuUeM K3 Hee BbIBaJWiach: He Majio BaTbl U CTebKU... B JOBepIlIeHUH
KOMM3Ma Ha Masblie TPUKO 3usijia npeZarenbckas gplpa. bennas Mypa, TaHLys Hauvana JIMThb
«4epHble C/ie3bl» Y HeM3BeCTHO 3aueM OIJIsi[bIBaThCs Ha BaJISIIOIIYIOCs Oecriosie3Hyro TydIio.
Bce 5T0 mop crporvM B30poM mpuHLIAa — r-Ha PopTyHAaTo, AJ11 KOTOP. W LI BCe TaHLbI
JVBePTUCMEHTa — Kak Obl cMOTpUHBI HeBecT. B 3arpebe «JleGeanHoe 03epo» He IO a Kak
ero craBuu B Poccum Ha ViMnepaTopckoi cuieHe — 51 He 3Hato. [laxe Bparu r-Ha dopTtyHaro
NpU3HaBaiu, uTto B «JlebeAMHOM o03epe» OH TIPOSIBUN OOMbBIIYyI0 HW300peTaTenbHOCTb.
Harnpuimep: B 1-0M feliCTBHMM Yy Hac MOJ JJIMHHBIMU [auyKaM{ 3aropajivchb 3/1eKTpUUecKue
JIAMITOUKH, Te K€ «CBEeTJITUKM» ObUIM Y Hac B OykeTrax 1jBeToB. Peepusi? Bo3Mo>KHO — HO...
Oanet mesan OUTKOBBIE COOPBI, UTO JUPEKIIUU U OBITIO HY>KHO. ..

Ecny npocto npouecTs 3Ty MporpaMMy, TO, He 3aHMMasiCb HUKAKOW pycO(UIbCKON
TIporaraH/ioM, 3ametuiiib, uto B Cepbckom HaronansHoM TeaTpe TOro BpeMeHu Ha 17 umeH
TIPUXOZAUTCS TOMBKO 5 cepOCcKux: cKkpuriad r-H Xosy6 (4.6. uex mim xopBat) M-yib JKMBaHOBUY
(GanepuHa, oHa >xe 1-blif IPU3 KpacoThl) U TaHLOp Muse VoBaHOBUY, OLIBLIMIA OJHO BpeMs
cosmcTtoM B Gaite Lyrique — s1 ¢ HUM 4acTo BbICTyTMasa... BIOCAECTBUY OH OTKPBUI LLIKO/IY B
benrpage. (Dragutinovic 1968, Milenkovic et al. 2006) O Hem OB CMeIIHbIE CTHUXU:
«MoBaHoBUu Mune [lamekpo3oBo — Ilume» (LBIJIEHOK), OH OTAMYanci Xy#oboi u
TIeYLIHOCTbIO. bpuM pamaTryeckue apTUCThl HA MUMHYECKHUe POd: I-Xa MapuHKOBUY U
r-d MuyTUHOBUY, a Takke UHX. Benba MoBaHoBUyY, (KOTOp. 6bL1 JIeMOPTUPOBAH HEMLIAMH U1

yMep Ha CTaHLMU >Ke/le3HOM [OpOrd, KOrja MOr BepHYTbCS Ha pOAUHY). OTHOCUTETbHO
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MIOCTaHOBKW MOTY 3aMeTHTh, UTO poib PrnvHa B KoHLenmu r-Ha dopryHaro (Hacrosias
ero ¢amuus 1lo/bl, OH PyCCKUM MOJISK) UACTO MUMHMUECKas: U B CU/Ty 3TOTO cTaTyapHas. B
MockoBckom Bosbiiom Teatpe (kotop. si yroboBanack HesaBHO B Ilaprke Bo /lBoprie
cnopta. Hacrosias kiaccuueckass Bapyvalysl C CWIbHBIM MaTteTu3MoM. UYTo, Ha MO B3IV,
ropaszio MHTepecHee U JIoTHuHee... B Oanete. TToHATHO, HU T-Ha JleBallioBa, HU T-Ha 3axapoBa
HeJb3s1 CDABHUTB I10 CHJIe U BbIPA3UTE/ILHOCTH C HalllMM PUIMHOM — r-HOM MUy THHOBUYEM.
BeTepaHoMm fpambl (CMOTPH CTaThi0 O HeM B NpuaraeMoM cepbckoM >kypHane «Harma
cueHa»). SICHO 4YTo, OT 3ac/ly)KeHHOTO apTHCTa Henb3s ObUIO ’KAATh HHU 3JeBalliH, HU
TepexoJHbIX «Hepa30d» HU MOILHBIX TIONETOB... KcTaTu: B BH/E HCK/IIOYEHHUS] KOCTIOM
dunrHa B coBeTcK. OaseTe ObL IpeKpacHo 3a/lyMaH M MCIIOJIHEH, ¥ HalloMUHaJsI 110 KpackaM
BpybeneBckoro [lemoHa. Yero Hesb3si, K COXaJeHHIO, CKa3aTb IPO ApPYyrHe KOCTIOMBI:
ycTapeBIye 1 yacto 6e3BKycHble B CoBeTCKOM BenvKosiertHoM! Banere. Ho BepHYyCh K cBOeit
CKpOMHOU mepcoHe. I'-H ®opTyHaTo, TIpeXkie ueM MeHs TIPUHATH (B y>Ke OueHb OOJIBILYIO
Tpyry!) yCcTpou1 MHe... MyO/IMYHbIM 9K3aMeH — /jaB NPOTaHLleBaTh «PyCCKyto»... Tak o6p.:
Mosi GaneTHasi )KM3Hb B KOPHe M3MeHWIach C moctyrieHueM B benrpazckuii KoponeBckuit
Tearp.I'-H ®opTyHATO Besl pereTULIMM COBCeM MHaue, yem Maprapura u Makc ®pomaH, y
Hero HUUTO He ObLIO 3apaHee TOTOBO U CBOWM «T'€HUAlbHBIM» TBOPYECKUM CO3/JaHUSM OH
npefiaBasicsi MO0 XOZly OeCcKOHeuHbIX perieTHLMi. PaboTan OH 3BepcKM He CUMTasCh HU C
BpeMeHeM, HU C CHu/laMu Tpymiel. HecMoTpst Ha rpy60CTH ¥ KPUKH, HACTOSIIeN JUCLUTITHEI
He ObUT0. B CBSI3M C TaKOM CHCTEMOU perneTUINi BpeMeHH /ISl Pery/IsSPHBIX yIpaKHeHUH He
obuto. Teno gy paboTel y Hamlero GameTmelicTepa ObIJIO Takoe: Ha TOJIOBe KaHOThe (?)
obOHa)keHHbIHM TOpC (OBLIO JEHUCTBUTETEHO OUeHb ykapko!). Uepe3s rieuo—riiosioteHile. Bmecto
TPUKO Ha HOTax... «HeBbIpasuMble, JyIMHHbIEe U mIepcTsiHble (). Bo3ne Hero OyThiIb € cOmoit
U3 KOT. OH Y T/ U ce0si TIo/MBaJl... 3ampoCTo Tepesi TeM KakK «BepTeTb» MHUPY3IThI (OH UX
Jles1ajl XOpoLlI0) OH OUMILIa/I HOC ... [IPU MOCPe/ICTBe TablieB. 1 He XOuy 3TUM CKasaTh, UTO T-
H PopTyHaTo OBIT «OT COXMW» WX YPHO BOCIIMTAH, HET — YBepPeHHbII B CBOEM TaJlaHTe, OH
«OpWUTMHAIbHUYA/I» U TI03BOJIST cebe HEeKOTOpbIe BOJIBHOCTH «BeMUKOro OaneTmeiictepa». OH
roctaBus Oanetsl: «Kormenuio» u «I1o/0oBeLKHi jlarepb» — Ha CBOM JiaZl, ObLI0 OOJbIIIOE
KO/IMUeCTBO KHYTOB, UTO, OJIHAKO, Xopeorpa¢uu He Iomorano... bjarogapss Tomy, 4To
XapakTep pereTULMi U ero TOH MHe He HpPaBWIMCh — MHe HY)KHO Obulo Hailtu Gosee
CIIOKOWHOEe MeCTO /ISl TIPOJIOJDKEHHUs] MOWX YIIpaKHEeHUH W OaneTHON TPeHWPOBKU. Takyro
cepbe3Hyto Koy 51 obpena y E. [I. [To/IKOBOM, Y KOTOP. YIIPaKHS/TUCh K HEMAJIOH SIPOCTH T-

Had CDOpTyHaTO IIO4YTU BCeé COJIUCTHI... Xqu CKa3aTb HECKO/JbKO CJI0B O 2-OM Teane rnon
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Ha3BaHueM «MaHex» (B JajbHellleM, TTlepeCTpPOeHHOM W MO/IepHHU3UPOBaHHOM). B HeM MbI
rJIaBHBIM 00pasoM BbicTymamu co mkonoi E. I, TlonsikoBOH, a Takke B CIEKTaKIsX,
ycrpauBaemblx COX030M PyCCKUX MNucarteser M xypHanuctoB B Koponesctee C.X. u C. (mo
o6beauHeHus1 B FOrocnaBuio). Y MeHst BK/eeH psijf 6/1arojlapCTBeHHbBIX MHMCEM 3a yJacTHe B
pasHbIX criekTakasix Ilpencenatenss Coro3a Ausekcess VBaHoBuua KcroHMHa (KOTOPBIM
3actpenuncsi) u Cekperaps Cepres CepreeBuua CTpaxoBa (3aMyuyeHHOTO B THOPbMe
KOMMYHHUCTaMH TI0C/ie «0CBOOOXKeHus» Benrpaza maptuszanamu Tuto). (Roshchin 1932) B
3ToM «MaHexxe» CTOpoXKuxoil Obina cepbka CoBera — 0Oe3rpaMOTHasi KeHILMHA, KOT. $I
obyunsa cepbckoit a3byke v rpamote. OHa Oblsia MHe 6eckOHeuHO GJ1arojiapHa U rpejjaHa Kak
cobaka. He TosibkO B JanbHelIeM OHa TOpPZO CHJesia Y BOPOT C ra3eToi, HO Jaxe... CTana
nucaTtb cama CTuxu... Haxopsce B mikose IIo/sIKOBOM, S MOCTOSIHHO BBICTyHajla Kak B
IIKOJbHBIX CIeKTaK/IsX, TaK W TI0 TIPUTJIAlleHUI0 Ppa3HbIX CepOCKUX WM DPYCCKUX
GnaroTBopuTenbHbIX  opraHu3auyii. CepOckue BBICTYIUIeHHMsI ObUIM  TOYTH  BCerja
CKOMOVHMpOBaHbI ¢ Apamoil. Ha HUX s yacTo BcTpewanack ¢ T-M M. MusomeBruuem U ero
yueHMKaMu. HauaB MeuTath 0 rioctaHoBKe «ITokpbiBano ITbepeTThi» B 3arpebe, s MeUTHI 3TOM
He OCTaBW/Ja M Hayaja TbITAaTbCsS UTO-TO CKOMOWHMPOBaTh TIPU TIOMOILM YUE€HUKOB
JpaMaTUuecKoro otjesieHus. [TouemMy s roliia «OKObHBIMU My TSIMU», a He 00paTUIach HU K
r-Hy ®opryHaro, HH K r-xe [TonskoBoii? Uto KacaeTcsi 1-To, TO MOM OTHOLLEHHS C HUM ObLn
ucriopueHbl Moeii ipy»k6oii ¢ E. [I. — oHa Obula «3aHO301 B €ro cep/ie» U TOIpOCTy OH
3aBH/IOBa/l U ee 3HaHUSIM — ee TpeObIBaHUIO Ha VIMIiepaTOpCKOii ClieHe, ee aBTOPUTETY U TOMY
yYBaKEHHH. KOTOP. OHAa BCeM BHYILIa/la ¥ Kak apTUCTKa U KaK CBETCKasi KeHII[MHa, 6e3yrnpeyHo
BOCIIMTAHHAS ¥ BCeM MMIIOHMPYIOLas. 3aBUi0Ball OH, KOHEYHO, U LIKOJse I-ku IlosskoBom.
OO6patuThCs K Hell ? s He XoTera, X0Ts 1 yiobuia v yBaxkana E. [I. He 3Haro, Kakoi oHa Obla
B MOJIOZIOCTH, HO KOTZia 51 C Hell I03HAaKOMW/Iach OHa Oblla HEeBepOsITHO XoJsiofHa. MHe
KakeTcs1, uTo TeaTp nepecran ee uHTepecoBatb. KoHe4HO, y Hee OCTa/lMChb 3aMeuaTesbHBbIe,
Kak Obl BBITOUEHHBIE KOJIEHW, y3eHbKHe KaK Obl OeckoreHHble Yallleuku W KPernKWid HOCOK.
Xopomasi cirHa. OHa OYeHb XOPOIIIO TMOKa3biBasia «alaXkho» KOrja XoTesa, HO... Oosbiieit
YyacTbl0 MpeAriounTana CUzeTb B Kpecsie, TOJ0)KUB CBOM BEeIUKOJIENHbIe BHIBOPOTHBIE HOTH
Ha TabypeT W TIOKa3biBasi «Ila» pDyKaMH, WIM TOBOps Ha3BaHus. Kakas pasHuIla o
3HauuTenbHO Oosiee mokumot O. O. IlpeoOpakeHCKOH, KOTOp. BooOIje B Kjacce He
cagunack! JIrobumbim 3ansaTieM E. 1., Bo Bpemsi ypOKOB, ObI/TM paccKasbl O... TOM, Kak JIaBHO
y Hee He ObLIO feTell, a 3aTeM Kak ObulM TsDKenbl pofpbl! JIWIo ee BooOIle He ObLIO

BBbIpa3sUTeNbHO, a .T. K. Y Hee ObliM He ocoOeHHble 3yObl, TO y/bIOKa Ha HeM TOSIB/Is/Iach
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pezako. S Oblsia 1MoJTHA CHUJI, Mbllajla BHYTPEHHUM OrHeM 000ykasia TeaTp U «IIBeJCKHUN AyIID»,
KOTOp., HECOMHeHHO, Obl MeHs1 yroctuna E. [I., KOT. 1 Bce, UTO He ObLIO «MMITEPaTOPCKHMY,
cunTaza epyHJioM, MeHs He Ipeibljal. BoT mouemy s crana MCKaTb CBOUX IyTed U
apTUCTUYECKUX U NIPaKTUYECKUX. ..

JInuHO 51 moMorJia B cMbIc/ie 1ocTaHOBKU «IlokpeiBana IIbepeTThi» BOT uem. Co C/10B
muoro r-sa M. Mwiomesuua s [aBHO O4apoBaja «BJIMSITE/IbHOIO UWHOBHUKA» U3
MunucrepctBa IIpocseljeHus r-Ha MwnaHa [JumoBuua. Tor ke r-H MwujoleBud Hac
TIO3HAKOMMJI BO JiBOpe 371aHusl «MaHexx». I'-H PakuTHH €O CBOel CTOPOHBI [JeMCTBOBa/I OUeHb
KPYITHOM «KHOTIKOW» Ha KOT. OH MOT HaflaBUTh ObI/T TOTAAIIHUMN «yTIPaBHUK» (MHTEHAHT-
avpektop) Munas [peauy, ¢ kotop. FOpuii JIbBoBUY ObIT B XOPOIIMX OTHOLIEHUSIX, KaK 3/Ible
A3bIKM YBepsUIM, Yepe3 CBOK CYIPYTy JpaMaThyecKyro apTucTtky FOmmuro BaneHTuHOBHY —
WHTepecHy!o keHIMHY. T. K.: s cTazna «pabotatb» Haz posibio IIbepeTTh emje B 3arpebe (c
pexxuccepom bopucom KpuBellkMM) M ycIiejla MHOTO TIOKas3aTh r-Hy $IBOpcKoMy — TO 2
IJIaBHBIX y4YaCTHMKA ObLIM MOUTH rOTOBbI. PeneTury rpouuyd HeobbluaitHO ObICTPO U BCe
YCTPOWIOCh KakK Obl 10 MaHOBEHHIO BO/ILEOHON MasouKd... sl JOMTO MeuTara O POJIU
[Teepertsl. bbuta 1 9 B Hel xopowa? Hu perjeHsuu, HU MHOTOYMC/IEHHble K/MILIE, K
COKaJeHH0, He JalT Ha 3TO OTBeTa: KaX/blii BHUJEN1 BO MHE YTO-TO CBOe (MHOrja
COBepIIIeHHO MPOTHBOIIO/IOXKHOE, CO0OPAa3HO CO CBOMMH BKyCaMM U «II03ULMel»). B Kaxzom
TeaTpe ecCTb MapTHUH, CTOJIKHOBEHHS MUHTEPeCcOB U, Oosee 1 MeHee, CKPBITbIE «BIIUSHUSI».
Bce ato 6bu10 B Benrpajckom Teatpe. U, mpexzae Bcero, Oblmu cepObl, M OB pyCCKUe.
Cpegu mocnennux Obiia IlosiikoBa € ee  OKpY)KeHHeM, JKejlaBlileld WHTUMHO 3aHSTb
IJIaBeHCTBYIOILee ToJI0KeHHe B OaseTe TeaTpa. K coxkaneHHto, 3aHATh ero OHa He MorJia Io
BHYTPeHHUM nprurHaM. OHa MOrJa OBTOPATh BHJEHHOE, HO He MOIJIa TBOPUTh. Y Hee He
Obuto HM (aHTa3uM, HU TeMIlepaMeHTa — ee TIOCTAHOBKM ObUIM CKyuHbl. JTO ObLIH
MepTBOPOXKZEHHbIE eTH. DTOr0 ee pemMecia M BOCIIOMHUHAaHWK 00 MMmmiepatopckoMm Oasete
OBbLIO I0CTATOUHO AJIs1 YUeHUYeCKHX CreKTaksel, HO ObUI0 He JOCTaTO4YHO [yisi 00JbIIoro —
KeJlaBIlero ObITh TiepeloBbIM TeaTtpa. OgHAKO «mapTust [10/IIKOBOM» M TeUeHUs U BMSIHUS
CyllleCTBOBa/IM, U B XU3HU Tearpa ckasblBa/luCh. bbula, KOHeuHo, U naptuss POPTYyHATTO
HO... UMes Oosbliyto ¢aHTa3uo 1 Oyyud KOMMepCaHTOM B TBOPUeCTBe, TO eCTb: JOCTUrast
TI0CeI[aeMOCTH TeaTpa, OH MHOTMX BOCCTAHOBWJI ITPOTHB cebsi CBOMM CKBEpPHBIM XapaKTepOM.
Kpome Toro, ero texHuueckass HeZJOOpDOKaueCTBEHHOCTb C HAleTOM BYJILIAPDHOCTH OUY€Hb
passyBajack NpoTUBHUKaMu. C OJHOU CTOPOHBI yBakaemas BcemM [lonsikoBa — € Apyrou

TaJIaHT/IMBasi ¥ OUeHb Jle/ibHasi Maprapura ®pomaH, 6osiee MOJIO/ast.., Ubsi «DOJIbIIIast CeMbs»
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B 3arpebe cTasia HaJjoeJjaTh, ¥ KOT. CTajia 3abpackiBaTh YZI0UKH O CBOeM rpue3je B benrpag —
yepe3, KOHEUHO, [JOBEPEHHBIX JIUL], CcO3/laBasi aTMochepy U MOYBY [Jisi TaKOTO TepecesieHust
Bcero cemeiictBa. (Grund, 80) HecuacTHasi maHTOMMMAa C Majio TIOAXOZSIIMM peLeH3eHTOM
FO. JI. PakuTuHBIM T0OMazna B BOJOBOPOT 3TUX TeUEHWW B/IWSHWK W Pa3/UUYHBbIX WHTEPeCOB.
PakuThH ObUT BEJIMKOJIETTHBIM PEKHUCCEPOM, HO U paMaTHUecKuM. EMy MpOTHBOIIOCTaBISIN
«CBOEro» — XOTs1 He cepba, a xopBaTa f-pa ['aBeny, KOTOp. YIIOMUHAETCS B OJHOW W3
perjer3uid. OriepHBIN 1 My3bIKaJbHO 00pa3oBaHHBINA. OH CTaBU/I 3a MO0 MamsTh «PaycTa» B
3arpebe a1 cBOel kKeHbl — 37aThl [)KyHreHall, OKOHUHBIIIeM BeHCKyH0 KOHCEpBaTOPHIO.
Pexxuiccepbl PeBHMBO OTHOCSTCS K CBOMM aMIulya... TeM Oosee, uto y FOpus JIbBoBHUa
XapakTep ObLT OUeHb TSDKEJIBIN, a PYCCKOe «Uro» B MCKYCCTBE Hayasio y)xe cepbaM HEMHOTO
Ha/|0e/1aTh... UM 3aX0Te/I0Ch CBOMM U CBOE — HAallOMHHAI0 KUCIO-CIafKyto ¢pasy o mob6Bu
PYCCKUX K TOJYepKHYTOMY TIpOTecKy... Bcem 3TUM Xouy cka3aTb, uTO OefiHasi aHTOMHUMaA
cTama Kak Obl MyOJMUHBIM «KO3/IOM OTIYILEHHWsl» BCeX 3TUX Pa3/JUUHBIX TeueHWd U
WHTEPeCOB SIBHBIX U, B 0COOEHHOCTH, TalHBIX. Bce U BCerjja UHTPUTYIOT BO BCEX TeaTpax U
BO3/ie Hero, Oesirpa/iCKuii TeaTp He COCTABJISUI UCK/IOUeHUs. BTopruHo 3azato cebe TOT ke
BOMpOC:  xopoia i 6bia 9? MHe cyautb 06 3tom TpyaHo. Ha HekoT. dororpadusix u
K/MIle s OYeHb TJIaCTMUHA W BbIpa3uTesibHa. Torja y MeHs ObLIM [IMHHBIE KallTaHOBbIE
BOJIOCHI, KOT Ha/l0 OBI/IO 3aBMBATh B aHI/IMHCKHE JIOKOHBI. [InuHHeHas nporegypa! B 2-x
KapTMHaxXx »S5THU JIOKOHbl COCTaB/IsUIM TIpUYecKy. B mocnenHel (BasibC CMepTH) OHM
pacIyCKaauch U criocobcTBoBanu 3¢ deKkTy cymaciiecTBusi. B ganbHeliieM st BK/FOUKIA 3TOT
«BaJIbC CMEPTU» B MOKO MPOrpaMMy U TaHLieBasja ero C HeM3MeHHbIM ycriexoM. Eciv g He
Mory cBoO0/IHO MucaTh 0 cebe, TO BIIOJIHE MOTY 3TO C/leflaTh B OTHOLIEHWU JPYTUX. ApP/IeKUH
Matbl MunomieBrya Obim BenvkosiernieH! OH IOHOIIEM Y4YW/ICS B TJIaCTUUECKOM IIKOJIe
Knapauu Wcauenko. OH Obl1 M BbIpa3uTesleH M TemriepaMeHTeH. Terepb OH cCTai
pexxuccepoM B ApaMme benrpazckoro Teatpa W mpueskan B Ilapwk JaBaTh HOroc/iaBcKue
cnekTak/v B Teatpe HapogoB (3zanve Capel bepHap). K coxanenuto, I1bepo r-Ha IBopckoro
Obl1 oueHb cab. Camoe y)KacHOe 3TO TO, UTO OH /ISl CO3[jaHUSI BHYTPEHHEr0 HaCTPOEeHHs
yro-T0 cebe OGopmoTanm — 3TO LieBesieHWe T'ybamMu B maHToMuMe? [Ipou3sBoguio camoe
Oe3Hazie)xHOe Brieuat/ieHve. B ganmbHeliiieM cyabba ero 3abpocuia B ABCTpavio, rjie y Hero
Obta Oosbuiast cryaus Ganmera. OH yke ymep, XoTsi ObT1 He ocobeHHO ctap. MHorme u3
JpaMaTHuUeCcKol IIKOJbI O/1arofiapHbl MaHTOMUMe W 00paTWId Ha cebsi BHUMaHWe W Cpasy
BBIIBUHY/IMCh: T. 4. BCS MOsi paboTa, XOTh B 3TOM CMbIC/Ie He TIporaja ZiapoM M TIOMOTJa

JpYrUM Jierye 3aHaATb MeCTO Ha InogamocTtkax. He xouy u g xputukosatbk FOpus JIeBoBUYa,
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TeM Oojiee, UTO M OH y)Ke YIIleJ U3 3TOro mupa. 51 emy oueHb 6JsiarojlapHa 3a TO, UTO OH
nobuncst Moero yuactusi B rbece Hukosasi HukosaeBrnua EBpentoBa: «CaMoe riaBHOe» WM
KOMe/[usi cuacTbs. MHe ObIJIO OueHb JieHb YUWTh JIJTAHHBIA TEKCT, U 51 OTKa3bIBa/lach IieJTbId
rozi. Ho B KOHIIe-KOHIIOB, sl COTJIaCH/IaCh U UMejia OueHb 0o/bilol ycrex. Korza 2-oii pa3 s
noexana B [Tapwk, To FOpuii JIbBOBUY Jja1 MHe peKOMeH/laTellbHOe BOCTOP>KEeHHOe MUChbMO K
Hukonaro HukonaeBruy, KOTOp. B Aa/bHEMIIIeM MPUT/IaCU/ MeHSl UCIIO/HATh B €ro CK3T4Yax
TIOYTU BCe TJIaBHbIE POJH: «KeHy» B «TpeyronpHuKe» (MyX — >KeHa U JHOOOBHUK),
«Konmombuny» B «Becemodi cmeptu». «lllanconetky 1900» B «Illkome »3Tyanei»: —
My>kernoiobHyt0 KeHIIUHY B «HoBOM MyKuuHe». I y)Ke CTaBW/a TaHI[bl I'epJibC, TaHel]
amaiieii ¥ o0yuasa GpaHI[y’KeHKY, UTPaBIIyI0 BO (PaHIy3CKOM BepCHH YaCTb MOWX POJIEH. ..
Ho... Bce 310 ObUIO 3HAuWTeNbHO TO3Ke — 51 3abeXasna Brepes; BEPHYCb K PpeleH3UH
Koncrantuna IllymneBrua, KOTOp. TOBOPUT 00 TiepeMeHax B OasieTHBIX CyAbbax... a Ha
1927 rop 6bU1 HEeOXKUAHHO TIpUIJIallieH r-H BacunweB (banetmetictepom — B. K.). Bechb rog
penietvpoBaiu «Crsilyro KpacaBuily». Coj0 TOJyuydad Bce cTaTUCThL. [lomyuunack He
mporpamMma a?... pOMaH: CTOMbKO ObIZIo MMeH. A pe3ynbTaT? HarpomoskzeHue KyCOUKOB U
TIOCTaHOBKA 0e3 0coboro MHTepeca W BJOXHOBeHHs. YcrexX y MyOmuKd ObLT 3HAUMTENTbHO
MeHbIINH, HexXenmn «Komenusi» 1, B ocobeHHOCTH, «JIebeanHoe o3epo» (PopTyHato) «Cosmo»
r-H BacunbeB He TaHI|eBal — TO eCThb KiaccukKy. OH BbICTyNaa B MCIIAHCKUX TaHLAX B
«Kapmen». KpacoBancs: TOHKWM, 3/eraHTHbIM CTWIBHBIM B Iape C XapakTepHOM
TaHL|OBLMLEN, OUeHb KPaCHBOM JKEHIIIMHOM, HO... KOTOP. He MOIJIa BblZlepXkaTb CPaBHEHHUs C
orHeHHoi HuHolt KupcaHoBoil (x0T nuiloM OHa He Obina KpacuBa. Y Hee ObLT yepecuyp
JUTMHHBIM HOC, OBIBIIMI ITOMEXOH [/l >KeHCTBEHHBIX pOJiel, BIpoueM, BooOIle el He
TOJIXO/IUBIIMX TI0 TEMITEPAMEHTY — 3aTO OHa Obl/la HeToApakaeMa B /IbSBOIbCKUX POJISIX, U
BO BCeM, TZie Hy)XeH Obli1 OellleHbIl TeaTpa/ibHBIN TeMIIepaMeHT. Y AUBUTENbHO, UTO ee MYXK
[ToroB yBepsi, uto y HUHBI 1MOJTHOE OTCYTCTBUE KaKoro Obl TO HU ObUIO TeMIlepamMeHTa AJist
JIOMalIlTHeT0 00MX0/la — BeCh TeMIlepaMeHT OCTaBa/ICs Ha TOAMOCTKax...). (Shukulievic-
Markovic 1994b) TI'-H BacunbeB, rojamMu e3fuBIIMN Ha PyCCKUe ce30HbI B bapcenony
OroBOpHJI cebe 3TOT CPOK, HO ero OTCYTCTBHE B pasrap 3MMHero Ce30Ha Bpsif i 00pajoBat
JVIPEKIIMIO |, BEPOSITHO, TIOB/IMSUT Ha TO, UTO T-H BacwibeB nipoObit B benrpaze nviinb ouH
rog. OH OBl cO BcemMH M00e3eH, CHs/I UCKYCCTBEHHBIMU 3ybaMy — y Hero Obljla KpacuBasi
Gs1aropo/iHasi TOJIOBa C KOITHOM CeJIerOIUX BOJIOC, TOHEHbKAst FOHOIIIeCKast Tausl, U3SIIeCTBO
¥ Majio TajaHTa. B 3TOM ce3oHe K HaMm rpue3kana Bemukass AunHa IlaBmoBa! OT0 ObLIO

00CTaB/IeHO OYeHb TOP>KEeCTBEHHO. Becb T€aTp Obl1 Ha BOK3ase. He ycriea 1oe3f
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OCTaHOBUTHCS, KaK BacuibeBa BIMXHY/IN B OTKPBITOE OKHO (BaroHa [1aBoBoit), Tak. o6p. oH

BbIIIIe]1 BMecTe ¢ AHHOM [laB/ioBOM Ha neppoH. B KaKOM-TO casioHe Ha CaMOW CTaHLMU BecCh

Oanet ObLT Mpe/CTaBIeH 3HaMeHUTOU OanepuHe. OHa cHjesia M BCeM CJierka ToKrMasa pyKy.

[TpexncraBnsina Enena JmurpueBHa (IlonsikoBa), KOTOp. He TO cHujena, He TO CTOs/Ia PSiZioM
(He momHI0). AHHa IlaB/ioOBa, KOHeUHO, OblTa, Ha pereTUIUH «Crsiel KpacaBHLIbI».

(Shukulievic-Markovic 1994c)

Tactponeii Annbl IlaBnoBoit y Hac Obiio 2. KoHeuHo, Bce ObUIO pacrpofiaHo |
KOHTpaMapoK He AaBaju. S gocrana Tonbko 1 6useT 3a Gosibllive eHbr'd. JTO ObUIO HEeUTOo
He3abbiBaemoe! BripoueM, st iMenia cuacTbe elle pa3 yBujeTh [laBnoBy B [lapike Ha LMKIe
criektaksieii B Tearpe Chemps Elysee... 1928-m roay medom 6anera, pexxuiccepoM u rpuMa-
6anepuHoii crana M. I1. ®poman. OHa 6/ecTsiie noctapuia Patimonay I'a3yHoBa. JIMuHO st
TaHLleBasla BOCTOUHBIM TaHell, OYeHb CTW/IM30BaHHBIM U, KaK MHe Ka)keTcs, He 0COOeHHO
y/lauHbIi: Ha MHe ObLJT KPaCHBBIM OueHb 00Jierarolvii KOCTIOM, O0ckle HOTH ... MaprapuTa
[TerpoBHa mocrtaBuna: «TpukopH» — ge @ais, Iletpymiky — CTpaBUHCKOro, «TpsimuyHOoe
cepate» — bapaHoBuua. /on JKyaHa — ['/itoka 1, BeposITHO, elrle uTo-11bo, uTo 5 3abblia. ...
B 3TOT Ce30H K HaMm mpue3xana macturtasi U mnpekpacHass Tamapa KapcaBrHa € Mo/0[bIM
aHIJIMUaHWHOM, ee YUYeHMKOM B KauecTBe mnapTHepa. OHa Obuia, ckopee, mozipyroil EjeHsl
JIMUTpHEBHBI, HO TOP’KECTBEHHBIN Y>KUH B ee UecTb yctpousa MaprapuHa IletpoBHa y cebsi.
Hac Bcex oueHb yauBWIM 3e/eHble PYKM I'-ku KapcaBWHOM, KOTOp. OHa He MOTPYZAuWIach
OTMBITb. BeposiTHO, oHa cama cebe UTO-TO BBIKpacHha K BBICTYIUIEHHIO (KaK BCe MBI
rpeiHsble...) Ho... Bce e Hac y/iuBuia ee HeOPEXXHOCTD U ... HePsIIeCTBO. B pasroBope, Kak
O0/TBIIMHCTBO OOJBIIMX apPTUCTOK, OHA Obl/Ia CKPOMHA Y 0YapoOBaTesIbHa. ..

B kaxzoMm ropofe ectb CBOM XyJ0OXKeCTBeHHbI U TeaTpajbHbId BKYC M Ta XXe
apTUCTKa MOXXeT HMeTb pasHbld ycriex — coo0pasHO C TOpoJioM W €ero BOCIIPUSTHEM
uckycctBa. Kak yxxe ckasana Beile Enena [ImutpueBHa Oblna X0/104Ha Uy Hee He ObLIO HU
YKeHCTBEHHOCTH, HU I1apMa... (o ractpossix B Ckorute — B. K.) k/accrka K Tomy ke BooO1ie
He HpaBuiack B CKOIule, a Takas ... 3aMOpOKeHHasi — TeM Oosiee. 3aTo s1 UMesia OelieHbIH
ycriex. Bo 2-oif mporpamMme B ocobeHHocTH. W akpoOGaTuueckuii AysT («OpueHTalbHas
¢aHTasusi») B OYeHb ... OOHaKeHHBIX KOCTIOMaX; M, KakK BCerja «pycckas», HO B
0COOEHHOCTH «I[BITAHCKHI» (y3TOM). He TonbKo Best myOsiMKa opasia ¥ CTydasia HoraMH, HO
Y1 OPKeCTp BCTa/l ¥ MY3bIKaHThI, KTO CTy4as CMbIYKaMH, a KTO YeM I1011aJ10, X/I0Maau, CTy4danu
Horamu... TpeOys moBTOpeHUs. ...BHauase Mou uMIIpecapuo Obin >KypHamucT Asekcei

HMBaHoBHU KC}OHI/IH, HO TaCKAaTbCA 110 IIPOBUHIUAM €MY 6bICTp0 Haaoesio, 1 OH MeHs 1riepeaasi
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cBoemy cekpetapio Ceprero CepreeBuuy CtpaxoBy. OH ObUI >KeHaT Ha MoOed MOApyre
Hataitie, 1 MbI ObICTpO TIOAPYKUMUCh. Cepe)ka OCTPOYMHO TIMCAn CTUXHU U, XOTsl TOAIWCH
COBEPILEHHO He ero, HO s M003peBatro, YTO 3TO ero LIyTKa.

lanepest HalIMX 3HAME@HUTOCTEMN

beckoHeuHas 105Ma C MHOTUM MMpOoaOJ/DKEHUAMUA.

Cynpye 31eKmpouHaiceHep.
OHa 8 meHu basemHubix cep,
Ee maHum & wiupokuli ceem
IIpeobpadiceHckoll nupysm
Cynpye neuasnbHo el noem:
«banem doxoda He daem.
KoHneuHo, 8 maHyax kpacoma,
Ho ¢ depuyumonm ece cuema!
Kakas cmecb Ha s3mom pas:
Banem, so0a u ceem u 2as...
Ho ycmupum cmpacmeti mbl 6yHm
Banemublil cAUWKOM CKOAb30K I'pyHOm

«Buau I'leHKuH»

OTO CTUXOTBOpPEHME TOSIBUIOCh B €KeMeCSUYHOM PYCCKOM CaTUpUUYeCKOM >KypHase: «Byx!».
OHo oTpakano ckop6r Cepesku, UTO HalllK TI0e3JKM He JjaBaid [I0X0/a, 110 ero MHeHUI0, 3TO
MIPOMCXOJU/IO OT TOTO, UTO, CTPOTO TOBOPs, Y HAC He ObLJI0O U He MOIJIO OBITh «TYpPHE» —
TIOCKOJIBKY MbI ObLTH CBsi3aHbI periepTyapoM. Ecyu )KykoBckuii He ObIT Hy>KeH TeaTpy — ero
OTITyCKa/i1, XOTsl KaK/AbIM pa3, Ha/lo ObUIo MucaTh oduLMaIbHOe TpOoIlIeHre, HO JiaXKe eC/u
3TO pas3pellleHHe HMeJioCb — BAPYT KTO-TO 3aboseBan B Omepe wid Jpame, periepTyap
MeHsizicsi U Tossl OKasbIBalCs «3aHAT». OTU OCJOXKHEHUs TMPOUCXOJUIU UacTo, Ha YxKe
pack/ieeHHble aQUIIM TPUXOAUIOCH JIEUTh APyrye YKUC/a, ONSTh UCKATh MOAXO/SILUMI JeHb.
[Tpu ueM B Ka)kZioM ropojie 3To Obu1o Apyroe unciao. KoHeuHo, Hajo Obuio, uToObI U Teatp
ObIT cBOOOJEH, U UTOOBI He ObLIO KaKOro-iubo Oasa, KOHIlePTa U T. [ B obmieM, ImTyka
oueHb ci0XHadA... (O noucke naptHepa — B. K.) OHa Bcsiuecku nojiepskvBasia CBOero Mysxa
B MBIC/IM, UTO HAJ0 MHe HaWTU Moero coOcTBeHHOro mapTHepa... Cepeka u Hararma

CTanOBbI (MOI/I HNCKpEHHHE W BeEpHLbIE ApbeH) TdK Ha MeHd BJ/IMAJIM B CMBIC/Ie TIOMCKOB
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napTHepa, YTO, HakOHell, s cAajgach... B ofuH, s [Aymar, aBryCTOBCKUM Beuep Mbl
OTIPaBU/IMCh Ha «CMOTPHUHBI» OHOLIEN-COKO/0B. BriepBeie 51 yBuzena HOckeBuua B xosie
COKOJIbHU B TPYTINie TOBapuilled U rimy00KOMBbICIEHHO Kypui. Ha HeM ObLT YepHBIN KOCTIOM,
(eJMHCTBEHHBIN TPUIMYHBIN — KaK BBISCHWIOCH TO3Ke). Y Hero ObI/I0 OYeHb WHTepecHoe
671ejHOE ULI0 C TEeMHBIMH CPOCIIMMUCS OPOBSIMM, [JIMHHBIE NIPSIMbIE BOJIOCHI, KapHe I1a3a 1
MaJleHbK/e YCHKH. Y/BIOKY TIOPTHJI HaJIOMaHHbIN TiepefHuil 3y0, (B Apake Opar ciioman).
Msb1 obpatuuch (s Oblla CO CTPaXOBBIM) K MHCTPYKTOPY, Opaty Hepa30., ¥ OH mo3Bas
FOckeBuua. OH mogiomiesn MATKOM IMJIACTUUHOW TOXOJKOW; TOMHIO, YTO § yJMBW/IACh €ro
MaHepe 1]eJIoBaTh PYKY: OH ee I10JIOXKU/I Ha OOIlIar CBoero pykaB O4YeHb Oepe)kHO U 3aTeM
TIPUJIOKUJICST OYeHb TOYTUTeNbHO. 1-blii pa3 OH MHe IOKa3ascsl uyepecyyp MajeHbKUAM Ji/s
MeHs1. Pyku Tak >ke ObI/I Ma/leHbKYe, UTO He BHYILIA/IO 0OBepPUs [Jijisk akpoOaTHKH.
lymaro, uTo Ham TPULLIOCH MOMATH ellje pa3 B COKOJbHIO — CIeLUaJbHO Jis TOrO,
yToOB! YBU/IETb YIIPaXHEHUs U Teja. MHe ropaszio 0Oosblile TIOHPaBW/ICS APYrod MOJIOZOM
yesIoBeK, (Ube MMs 51 COBEpIIeHHO He TOMHI0). OH ObUT BBIIIE POCTOM, T. U. OBIT BBITO/HEE
auist MeHsi. Ero Tesio 66110 6osiee rapMoHUYHO, Hexkenn Y FOckeBuya. §1 iMero B BUZLy BOT UTO:
TIpY OYeHb KPaCUBBIX PYKax ero HOT'M UMeJd MaJi0 MBILLL], TToAkeM ObL/ IJIOCKWH, HY a TISITKY,
KOHEUHO, He «BBIBOPOTHBIE», HO CAMbIM Y>KacHbIM Oblla CrWHA: TIPU TOHKOM Talvu, Ha
JIOTIaTKax («KartoIlIeHHbIe MBIIIIB») U B 0COOEHHOCTH C OOKOB — TI0J] MBIIIKAMU, ObLITA
Takre Oyrpel, uTO, TJISiAA HA CIUHY C3aAu — ToJiydyanack ¢opma cepara. Ho aBwkeHus
FOckeBnyYa vMenM MIaCTUYHOCTh M KaKyH0-TO JKUBOTHYIO BKPaJUMBOCTb. 1 pelnia, uTo eciu
s OCTQHOB/MIO MOM BbIOOp Ha HOckeBuue, B yeM 51 He Oblla yBepeHa, TO UTO-TO, UTO $I
Has3blBaja: «MUHUTKaMK», MOXKHO CKPacUTb KOCTIOMOM. Bosibllle Bcero meHsi cMylijaa ero
MajIeHbKUM POCT: TOJIbKO Ha 3 caHT. Bbille MeHs. (Bo mHe: 1 M. 64 cm.) OpHako, Bcst 3Ta
3aresi Oblsia He Mosi, a CepeXku — He »KeJlasi HUKOTO 00MXaTh, s ckasana criepBa CTpaxoBy, a
3aTeM 2-M FOHOIIIaM «KaHZWaTaM» BOT UTO: «eC/ii Obl Bbl YMe/M TaHI|eBaThb, TO 3a/jaua Mosi
Obl1a 661 OGostee nerkasi — st ObI BaC MOTMPOCK/IA MHE YTO-M00 MPOTAHLEBATh, HO... Pa3 3TO He
BO3MOXKHO, s TIpeZjlarar0 BaM ciefytoiiee: 1 mecsiiy s Oyly BaMH pereTUpoBaTh 2 TaHIa,
KOTOp. TaHLeBana C r-oM JKykoBckuM. KTo 3a 3TOT CpOK OKakeTcs Gosee CrocoOHBIM,
TIOHSIT/IUBLIM, «yAOOHBIM /IJii MeHs», a IJlaBHOe: KTO Jiydille OyZieT BCe, UTO T0JlaraeTcs,
TIPO/Ie/IbIBaTh — TOT U OCTAHETCsI, eC/IM 3aX0ueT, MOMM rapTHepoM. [lokaseiBathk Oyay o6oum
COBEpIIIeHHO OJIMHAKOBO. PelaTh, KTO ocTaHeTcs, OyZy He s, a T030BY )KYPHA/IUCTOB, ApY3ei
u T. A. CoryacHbel? [lymaro, uTo Tak OyjeT BrojHe cripaBejiiBo» OHU COTTIACHIUCH U MBI

MPUCTYNUIN K perneTulusM... HecMoTpsi Ha Moe (B Hayasie) CKeNTUYECKOe OTHOIIEeHWe K
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BO3MOKHOCTSIM HOckeBMUa — OH OoueHb OBICTPO CTasl TIeperoHsiTb CBOEro COMepHUKA: y Hero
Obul TaHIeBaJbHBIA WHCTUHKT, OH ObUI JIOBOK W OYeHb CWU/eH, HO HUKOTJa MeHs He
«BbDKUMa/» — OyATO 51 Oblla OrpoMHasi TaHTe/qb (Kak 3TO IMOfie/biBan 2-0W COKOM), a B
HY)KHBIE MOMEHT TIOAXBaThiBa/l Ha JieTy, uTto U TpeboBasock. EcTecTBeHHO, uTO Ha
«3K3amMeHe», Ha KoTopoM Obutn: Haramia u Cepexxa CTpaxoBbl, )KypHa/IUCT ['/Ty310BCKUi +
(IIeroOpTHPOBAaHHBLIM HEMI[aMH W TIOTMOIIMM B Jjarepe), JpaMaThyeckasi apTHCTKa A. M.
XpanoBurikas (Mosi yuenuna). Most Maiiia 1, BeposiTHO, Kakve-i00 TeaTpanbHble 3HaKOMbIE.
[Tobemutesniem oka3zancs — HOckeBuu. Iyl MeHs BO3HUK OYeHb CJIOXKHBIM BOMPOC: TI7ie
3aHUMaThCsA? TallUTh MOMX MHOTOUMC/IeHHBIX yueHUKOB K E. /I. s He Mor/sa: cpeiy HUX
Obula AHKa, ee ObIBII. ydeHuIla... OfHO BpeMsi s CHUMasa 3ajJ B PYCCKOM OGUIepPCKOM
cobpanun. KoHeuHo, TaM ObLT MapkeT, He ObIJIO «CTAaHKOB», He ObLIO 3epKasia, HO 3TO ObUIO
He Jajneko OT Moer KBapTtupbl. K cokaneHHIo, He TO TaM Hayajucsl PeMOHT, He TO J0OM
Tpo/ia/iv, Kak ObI TO HU OBLIO, HO HaM OTKa3aJiv, M HY>KHO ObLIIO MCKaTh JIPyTroe TMOMeIleHHe.
Hac nputotusn... B pectopaHe: «Mon repos» — OMsSTh MapKeT, HO C 3CTpajoi. Pe3yabTar?
Yacte Moux NeNe crtamu TaHileBaTh KabapeTHble auBbl. OTKyZa OHM moacMaTtpuBamu? He
3Ham...

9710 1-e mybMuHOe BLICTYTIIEHHe VITOpsi COCTOSIIOCh, (haKTUUYeCKH, BOT KaK, UTOObI U3
Bbenrpaga nonacte B [laHueBO HaZl0 M/IBITH MAPOXOAUKOM 10 peke CaBe. Mbl npyexanu Tyja
OueHb paHO — W3-3a TIAPMKMaXepCKOW: MHe BCerjla B TOC/TIeHIOID MHUHYTY Hajo ObLIO
3aBUBATh JIOKOHBI JIJIsl BallbCa «CMEePTH». JTO Oblia JIMHHAS MPOLeypa; «3a KOMITaHUIO» I
peria 3aBUTh U Urops. Y Hero OblM (M €CTh) HEMHOTO TOpYAIllMe YIIH, KOTOp. S pelluia
JleKOpHUpOBaTh 3aBUTHLIMM JIOKOHaMH €ro BojocC. [lonyunnock oyeHb CKBEPHO, HO... Je/laTh
ObUIO Heuero, 0JfHAKO s fiasia cebe C/I0BO: OO/bIlle HUKOTAA He obpaliath ero B «myzens». C
Moeli CTOPOHBI ObUT MO /IBOIOPOZHBIN OpaT Muxaun XJTFOCTHH, OUeHb MUJIBIN BOCTTUTaHHBIN
muuenct. biarozapsi npekpacHOMY 3HaHHUIO SI3BIKOB U CIIeLMasbHOCTH CUETOBOJA, OH I10Mas
u3 I'epmanum, Kyza Oexan oT «ocBoboguteneid Tuto» B TPOBUHIMA/IBHBIA TOPOOK
Awmepuku. Ho... mpexxgeBpeMeHHO TIOrub OT MO3/{HO CZie/IaHHOM omeparyu anmeHgerura. Co
cropoHbl Wrops 6bina ero math (Codbst AnekcangpoBHa). OHa 1mesia B XOpe TMaH4eBal[KoOu
pycckoti 1iepkBi. OHa Obljla B MPUITOJHSATOM HAaCTPOEHWM, BCE HAXO/W/IA «3aMeuaTebHbIM»
(w pemmia Aep)kaTb Takod ToH). beumi, koHeuHo, Harama u Cepexka. Kakercs, oTiia
Uropst He 6bu10. Korzia Hallla 3aBMBKa KOHUHM/IACh, ObUIO yyKe TO3/IHO ¥ TeMHO Ha ymuile. OT
JYIITHOM TIapUKMaxXepCcKol y MeHs1 OblIa «/IypHasi TOJIOBa», s CKa3asa, uTo «ycTana» — Viropb

B3s/1 MeHsI Ha PyKM U HecC OOJbIION KycoK moutH Zio Teatpa. 3an ObLT OBOBHO OOJIBINION,
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KakK M CLieHa, HO... 0 yac! Ee BbIMasanu yeM-TO YepHbIM, ITIOXOKUM Ha erotb. Co creHaMu
MHe HUKAaK He Be3JI0: TO JIbIPbI, TO MPY)KUHUT, KaK TPaMIUIUH, a 3Ta Obljla TBep/asi CKOJIb3Kast
¥ uepHas. S C y)acoMm TMojymana O MOUX OaneTHbIX Ty(usix ¥ Horax (MHAYCCKUHA |
«b0oKecTBO» — s TaHIleBasia OOCHKOM). YOOpHBIX TakKe He Obl/Io, HO 3a CIieHOH OblIo
JIOCTAaTOYHO MecTa [Ji/isl BceX. Iroph «CoJio» TaHIeBas criepBa (Mapiu  Militare ¢ korbem).
ero Harpajijia TUM KOTbeM [i71si 60poCTH — UTOObI OH CeOst UyBCTBOBAJI 110 CIIOPTUBHOMY H
He Tpycwl. [IpOKASITBIM MO/ ero 3acTaBWI MMOCKOJb3HYTbCA U pacTsaHyTbCs! OfHAKO OH
MIHOBEHHO TTOZICKOUM/I Y MPOJ0/DKal Kak HA B ueM He ObiBasio. Kak OH TaHI|eBas, CKaxy
YeCTHO, s He BHJeqa: 1. 4. MepeofeBanach, HO Harama crosiBliasg B Ky/auce ckKasaaa 4To
«OT/IMYHOY. .. EcTecTBeHHO, uTO y Uropsi yyBCTBOBanack CBSI3aHHOCTb B CMBIC/IE UTPhI, HO B
o01ieM ObLJIO HEIMJIOX0, a A 1-ro BBICTYIUIEHHS — TaK MPOCTO BenukosenHo! ITybGsmka
TIPUHMMAJIa €ro OUeHb XOPOIIIO U BOJIHEHHE ero He Obiio 3aMeTHO. OH CO3HaJICSi MHE TOBKO
HEeCKOJTIbKO JIeT TOMY Ha3a[l, uTo Tak 6osuicsi B [TaHUeBO, UTO cephe3HO MOAYMbIBA/ He TTOUITH
JIM Jjiyuriie JoMOM. Jly3Thl IPOLITA XOPOIIIO M HUKTO W3 HAac He maziaa. Mbl ocTamuch Ha 6am —
1 Obl/Ia B pO30BOM C UEepHBIM I71aThe CO BCEMU MOUMHM KopasijlaMy (TapHUTYP), UTOOBI CONTH
CO CIieHbI (JJOBOJILHO BLICOKOM), He ObLIO JeCTHHUIbI. VTroph OMSTh B3SiT MEHS HA PYKU U
TOMHIO, Kak OOJbHO MHe BIMWIaCh B TPyAb MOS MacCHBHas OpoOIlKa CO JIbBOM...
IIpensHameHoBanue? Ham yCcTpouIu 4TO-TO B POJie YeCTBOBAHUA: YIOLIAINA YKUHOM.
Bce MeHsi mo3zpaBnisiii M S UyBCTBOBajia ce0si MMeHWHHUIEH. Muina (Ky3eH) Obln B
Boctopre. Hy a 06 CTpaxoBbiX ¥ TOBOPUThL Heuero. Virops Torja OblT OueHb MOJTYA/IUB, HO
6e3 3acteHurBOCTH. He 110 Bo3pacty cepre3eH. Emy Ob110 Tora 20 eT. Hu B Kakue «rOXKHbIe
Kpasi» MblI TOT/]a He TI0e€XaJTi, a BePHYJIUCh JOMOW. MHe HY>KHO ObI/IO TTOCTaBUTh U Pa3yUUTh C
Uropem 1 AHkoii HOBble NeNe, Tak Kak B CKoruie 51 Jo/DKHA Obla /aTh 2 CBOMX Beuepa C
pa3Hoii miporpammol. He wumes cTyguu nis paboTel, s obpatwiack B «COKOMBHIO» 3a
pa3pelieHrueM TaM pereTUpoBaTh — MHE OTBETHJIM, UTO UTOOBI I0JIb30BaThCs 3a/i0M (OUeHb
OOJIBIIIM ¥ CBETJILIM C XOPOIIUM «TPSI3HBIM» T10/IoM!) Hazio ctaTh «CoOKOOBOM». U BOT 5 U
apTUCTKa JpamMbl AHHa XparoBUL[Kas YYW/IM KakKWe-TO TpaBWia, CJaBalud 3K3aMeH U
ripucsirany 3HaMmeHu. [Tocsie dero 1o ytpam, (Korfa He ObII0 COKOJIbCKUX 3aHSITHI), MBI BCe
YTIPaXKHS/TUCh, a 3aTeM pereTHpOBa/u... Tosiss OblT OUeHb OIBbITeH M B ero jamax s ceds
YyBCTBOBaJIa BIOJIHE CITIOKOWHO, HO y MIropsi KpoMe JIOBKOCTU U MHCTMHKTA HUYero He ObLIO.
MHe HY)XHO ObIJIO eMy BCe OOBSICHUTH U BCe UCIPOOOBaTh... PUCKYS TOJOBOM... OmHAKO
YeCTHO TPHU3HaKCh, YTO VIropp HUKOT1a MEeHsI He YITYCTUI U He YPOHHUJIL... MOU «MyueHUs1» C

MNapTHepOM 3aK/IHYd/IMCb B TOM, UTO IIOCTEIE€HHO S IIOHA/Ia B KaKou CTpaHJHOﬁ HYy>X[e
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Haxozuicst UIrops U ero cembsi. OTel| ero 3aHMMasl Kakoe-TO HUUTOKHOe MeCTO UMHOBHHMKA,
MaTh TofipabaTbiBajia KPOXU B 1jepKOBHOM xope. Crtapiumii 6par yuwscs B YHUBepCUTeTe
(arpoHOMHUECKOM), OH XU/ C CepOKOH, OT KOTOp. y>Ke nuMmesn 2-ux feteid. [Ipy uem mManbumk
«Ocuk» ObIT 0yeHb Oosie3HeHHBIN. [leprouUecKr UX BBITOHS/IM C KBapTUPHI 3a HETIaTeX,
oTel| Tepsul CIyK0y... BClo 3Ty orpoMHyt0 cemMblo Hajj0 ObUIO: 0/1eTh 00YTh U HAKODMUTb.
Korpa 51 pemmnna B3aTe VMropsi B napTHepbl, ero COKOJIbCKAM WHCTPYKTOP... Ziall O HEM He
OYeHb JIeCTHBIN OT3bIB. OH MHe TIpUOIM3UTENIBHO CKa3as ciefyroiee: «Moil 0T 4eCTHOTOo
yesloBeKa M MHCTpPyKTopa Wropsi, KoTop. ero Hab/roan ¢ 8-Mu JieTHEr0 BO3pacTta, KOrAa OH
CTan TOCelaTh COKOJIbHIO, Bac TpeAymnpeAuTb O ToM, Koro Bbi Oepere. Bbl Oka3biBaeTe
Barium BBIOOPOM UeCThb BCEMY COKOJIbCTBY, HO s He XOTes Obl, uToObI Korja-mmbo Bam
TIPULLIZIOCH TOPBKO PpacKasTbCsl B TOM JI0BepUH, KOT. Bbl eMy oka3biBaeTe. VIropp TUIMMYHBIN
yKpauHel]: OH jieHuB. Ero uzean 3170 — KypuTh ¥ Urpathb B KapThl. OH Upe3BbIYaifHO CTIOCOOeH
K aTJeTU3My U Ha cjietax Mor Obl 3aHSTh BU/HOE TIONO)KeHWe — ecyu Obl pabotan. Uto
Kacaetcsi ero xapakrepa? OH HeyMeH, HO XUTep, MOJIYalvB, HO HeoObIYaliHO CaMOHa/esH,
eMy KaXeTCs, YTO 3aXOTM OH — eMy BCe J[OCTYIIHO, HO ... eMy JieHb. OH 3amnmcaH B
yHUBepcUTeT Ha XUMUY. DakysbTeT: HO OH ero He rocellaeT W, KOHEUHO, BPsJ /M KOrza-
mi6o koHunT. OH OYeHb B/IIOOUMB U y)Ke Y Hero ObLJI0 HEeCKOJIBKO MCTOPHUH C AeBuljaMu. B
JAHHbII MOMEHT y Hero TakXe HMeeTCsl YTO-TO B poJie HeBeCTbl». BOT TorgauHsas
xapakrepuctuka FOckeBrYa co C/0B... /vlia 3HaBIlero ero MHoro Jet (12!). ficHo, uro oH
HUT/Ie He CY>KWJI, HUYero He 3apabaTbIBaj M €ro Cofiepkajia CeMbsi, KOTOPOUM camoii He Ha
YTO OBbLIO >KUTb. DTO TIOJIOXKEHWE CTAaBWJIO MeHS B OUeHb 3aTPY/HUTEbHYI0 CHUTYal[Hl0 BO
BCeX OTHOLLIeHUsX. S1 cama HUuero He 3apabateiBana, He ciya B TeaTpe, 3 MOMX yUeHML{b
MHe IJIaTWIM He bor BecTs uTo. KOHEYHO, My>X MHe [jaBa/l HA KapMaHHbIe JIeHbI'H, HO... 3TO
ObL10 Maso Ayisi Toro, 4yToObl PaJMKaabHO MOMOUb ceMbe Mrops. Kpome Toro; B kakoii ¢hopme
¥ TioueMy ObI s CTasia 3To Aenathb? [11aTUTh >KaloBaHbe CBOEMY YUEHUKY — ObIJIO U CTPAHHO
U He 3THYHO. B 3a60Te 0 TOM, YTOOBI OH Jyullle MMUTAJCS, s CTaja €ro YacTo MpUIamiaTh K
yaro, K KOTOp. TI0ZlaBasy Bce, 4To Ob10 B oMe. Kaxkaplii Mecsl 51 B Iy T/IMBOU (opMe Zenana
eMy MajleHbKue To/lapKu. SIKoObl B MamsTh €ro 1-ro y/auHOrO BBICTYIUIEHWS — TalCTYK,
TJIaTKK OZIeKOJIOH U T. [i. Mot ObiBIIMi 1-b1ii uMIipecapuo mipezicefiatenb Coro3a PyCCKUX
KypHanicTtoB Anekceli VMiBaHoBuu KCHOHMH OCHOBa/l PYCCKMM JpamMathueckuid Teatp. He
ourmaneHeiM - pexxuccepoM ero Obi1 FOpuit  JIbBoBUY PakuTWH, MO KOHTPakKTy C
Koponesckum HaroHanbHelM TeaTpoM — peXUCCUpoOBaTb B APYrOM MeCTe OH He MOT.

[TpumagoHHO# Obia cympyra ero FOmus BaneHTrHOBHA PakuThHa (M3-3a Hee W BO3HHUKIIA
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5Ta Tpynmna). TeaTp 3TOT BpeMsl OT BpeMeHU CTaBUJ/ MbeChbl KJIAaCCUYECKOr0 WU/IA COBETCKOTO
peniepryapa. [IoMHI0 M3 cTapbix Bewlel: «Mecsi B gepeBHe», «[ans Bans» «3 cecTpbi»
«['po3y» u T. 1. V3 HoBelux: «Bepy MuplieBy», B KOTOp. s TaHIleBajsia « TaHro» ¢ cepocKum
TaHL[opoM Mune loBaHoBMueM. DTO BbICTyM/eHHMe Oblio 3a6aBHO TeMm, uTO Y Hac
MOJYyYW/IoCh 2 puTMa. $1 TaHIleBaja MOJ MeJIeHHYH0 Me/ofvi0 (CKpPUIIKH), @ OH TOJ
aKkoMmIriaHemeHT. Iloyumnoce 4TO-TO B pofie 2-X Y/MUHBIX TaHLOBIIWL] B 1-0M KapTuHe
[Merpymiky — CtpaBuHCKOro. COMHEBaroCh, O/IHAKO, UTO Hallle BBICTYTIeHHe ObLIO CTOJb JKe
XOpOLLIO M XYyA0XKeCcTBeHHO... [lomHIO «PeBHOCTb» —  «3 maphl LIENKOBBIX UYJIOK»,
«KBazparypy kpyra». Bcrogy, rie Hago 6bu10 TaHIeBath, FOpuii JIbBOBHUY MeHs! TpUr/ialiar,
HO MBIC/Ib YTO I JOJDKHA UIPaTh Kak JpaMaTHuecKasi apTUCTKa, ero He ocTasisiia. Kak s yxe
CKasasia Bblllle, OH JKzaJl 1 roz moero corJiacusi yuactsosath B nbece Hukosasgs Hukonaesuua
EBpennoBa — «Camoe rnaBHoe». HakoHell, 13 yBakeHusi K FOpuro JIbBOBUUY s COTr/1acy/ach,
Y Mbl Hayamu OeCKOHeYHO /I0/ITO pereTMpoBaTh. PeneTUIK 3TH MPOMCXOJWIN Beuepamu B
crygun E. [1. TTonskoBo#. -0 KcroHuH 6611 3HaKOM C Hero U ee cynipyrom B. CagukoBeiM (+)
B XOpOILIMX OTHOILIEHWSX U, KOHEYHO, OHAa He MOrjla eMy OTKa3aThb B JIFOOe3HOCTH
TIpeZIOCTaBUTh TTOMeIlleHre T10 OKOHUaHUU 0asieTHBIX K/1acCOB. MHe 3T0 ObIsI0 oueHb yA00HO:
T. K. MOsI TOTJJALLHSSI KBapTHUpa OblL1a psZioM, HO perneTULUM MeHsl u3BoAvnu. I'-H PakuTuH,
Oyayud caMm TIpeKpacHBIM apTHUCTOM, KaK pekuccep Obl, UTO Ha3bIBAeTCS, «TSDKEIbIM» B
CWIy IIJIOXOTO XapakTepa W CTPaHHOI'0, KaKk MHe Ka3ajoChb, MeToja. B ero ykasaHusix He
ObUI0O  SICHOCTH, BCe 3TO ObUIM KaKue-TO Hall[yNbIBaHUs M WCKaHus. [Ipu Masiedmmx
IIEPOXOBATOCTSIX OH OOWKascs, fAenan cueHsl, yxoguil.. Kro-To Bcerja vy omasjbiBan
WM He MOT ObITh. JTO POXKAAn0 OecKOHeUHble 00bSCHEHUs, CCOPbI U, KOPOTKO TOBOPS, —
CO3/1aBajio HEPBHYIO U MAaJIOTIPUSITHYIO /i MeHs1 aTMoc(epy. S cunTana HopMaabHOU paboTy
Kak c Maprapurori @®pomaH, KOTOp. $I CUMTaldD B 3TOM OTHOIIEHWH W/eaJbHbIM
banermelictepom: Bcio paboTy mo xopeorpaduu oHa fenana cama Joma. Ilpuxons Ha
pereTULMI0 C BIIOJIHE TOTOBbIM IIaHOM. OCTaBajoCh JMIIL BCeM yKasaTb MX MeCTa U
pa3zyuuBath. Bce ObIIO SICHO, MPOCTO M CMOKOMHO. COBCeM MHOM TOH U atMocdepa ObUTH Ha
JpaMaTUuYecKuX pereTulUsx. 51 COBepilleHHO He Tpe/cTaB/sia cebe B Kakyi ¢opmy
BBUILETCST TOT CITEKTAK/Ib... HO CPOK Npubmmkancs... B Poccuum on (M. Kapakam — B. K.)
nesi ¢ cyrpyroii B Omepe, roBOpST OHU OBbL/TM M3YMHUTETBHON TApOM, K HECUaCThIO S €ro
HUKOI'Zla He C/blllasa, T. K. OH PaHO IOTepsil TOJI0C U, HACKO/IbKO s 3Haro, B FOrociasuu He
nen. OH wrpan Kak JpaMaTH4eCcKUil apTUCT B Tpymme [lneBuilkol. YexaB Ha racTposd B

Pymbinuto, oH TaM ckoHuancsa. HepasHo r->ka BosieBau, roBopsi 0 HeM, CKasaja, UTO «TypHe»
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OBbLIO JIUILIB TIPE/ITIOrOM, UYTOOBI BCTPETUTLCSI C OUEPeIHON «TIacCHeli», SKOObI OH BCIO )KU3Hb
V3MEeHsI/T CBOEM ouapoBaTe/lbHOM jkeHe. 3aroBopuB O I-He Kapakall — 3aKOH4Yy U O T-)Ke
[ToroBoii. 51 HeoHOKpATHO ee ciblmana B benrpagckoii u B 3arpe6ckoit Omnepax B «EBrennu
Onerune» u «M-Mm bBetrepdnaii». (Petrichevic 1998) Ona xopoiiio mesa, XOTsI AUPWKeD
JloBpo Marouny HaxoJW/, UTO OHa OueHb «Heyl00Ha» B CMbIC/ie puTMa. UyAHO wurpana u
Oblsla oueHb KpacuBa. OHa Oblia Jr0OHMMUIEN KoposieBbl Mapuu. TIpy HeMellKol OKKYMaluy
el He JaBasu Oojibllie TeTh TJIaBHbIe MAapTUM W 51 ee Cjblliajia B «bopuce» — Kak...
KopuMmapiry. $koObl OHa TOTepsila Tosioc. Y Hee ObT CbIH, KOT. BbIOpan MpakTUYHOE
pemecsio: CcTan carnoXHUKOM. Ta ke r-ka BosneBau roBopuna, uto r-ka IlornoBa ¢ celHOM
noexam B CCCP. [lnst Menst JIu3za IToroBa octaHeTcsi He3abObiBaeMoii M-M Berrepdiiaii 1o
urpe W TporarejbHOMy oOpa3y, KOT. OHa co3/aBana. 5l ro0ua MeHee ee «IOCTe/TbHYHO»
Bepcuto Taresiabl. Pexxuiccep bopuc Kpusenkuii craBun «OHermHa» B 3arpebe B Bepcuu
«VBaHHOM» U Y HETO BBIILIA CTOJIKHOBEHHUS C T->Koi [1omoBo, TpeOoBaBILel «KpOBaTh». ...
3HaKOMbIe BOCTOPTa/IMCh TeM, UTO 51 He Urpajia «HUKaK» — Obljia HeoObIYaiiHO ecTeCTBeHHa U,
TeM camblM, ybeautenbHa. B 1-om fgeiicTBUM s1 OOCMKOM C a3apTOM MbUla IO/ (Uero
TIPU3HATHCS — BHE CLIEHbl B TOT MEepUOJ, MOeMN JKU3HU JlenaThb He... TNPpUXO0AWIock). Kpome
TaHL]d «aCCUPUNCKOW HeBOJIbHULIbI», 1 yroBopyaa HOpus JIbBoBHYa pa3peluTbh MHe [enaThb
yTIpa’kKHeHUsI, UYTOObI «pa3orpeThCsi», B 00IIeM, s Urpajia C y/I0BOJbCTBUEM, T. K. 3Ty Ibecy
Huxkonass HukosaeBnua cuvtaro Hawbosiee yhauHoW. B fmanbHediiem, Korjia Kak OekeHKa
Jokatunack o Ilaprka, S UCMO/HKIA MHOTHE IJIaBHbIE DOJIM B €ro OJHOAKTHBIX Ibecax C
oyeHb OOJBLUIMM yCHexoM... 0 BeicTyruieHud 21 mas 1932 r. B Komapue... Jto Hare
riociefHee BBICTyTIIeHHe B Benrpazie 6b110 TpuymdanbHbiM. BeposiTHO, T1. 4. 3a1 ObUT MOJIOH
Ha 2 TBHICAYM YesioBeK (MPUOIM3UTENTBHO — TOYHO He TOMHI0) M OH ObUT TONOH. S He
TIOJIeHW/IaCh HaMyAPUTh BCe Teso. byiecTku 1 Oucep K 3TOMY BpeMeHU 51 aHHYJ/IMPOBaja; Kak
oracHble Jisi pyK — Npu nojjep)kkax. Ha Urope Obin uepHble MaTepuu (a He Oesible, Kak
paHbliie) U... TiopbaH u Ha Oezipax, I. 4. Topc ObLT 06HaXKeH. Tak. 00p., OH ObLT «UePHBIH»,
a s1 6enasi. CBeT, Kak Bcerjja, ObLT IBOWHOM: 3€/IeHbIi, C OJJHOW CTOPOHBI, ¥ KPAaCHOU/IOBBIM
(mortoyTHUTE TBHBIE TIBETa), C APyroi. He MOBTOPUTH — OBLJIO HEMBICIMMO, TaKOW OBLT PEB...
OTO BBICTyIUIeHHWE ObUIO TIOCBsiLjeHWeM Wropsi B UMC/IO «IyYIIMX» TPOQeCCHOHATBHBIX
apTUCTOB CTOMHUIIBL. U He 1. 4. 3TO ObUIO MporieyaTaHo B ra3erax, a Il. U., eHCTBUTE/IbHO, BCe
3aC/Ty>KeHHbIe apTUCTbI COOpa/MnCh, YTOOBI MOCUIBHO TIOMOYbL TIOCTPaJiaBIM cepbam (OT

HaBogHeHUs1 — B. K.) ¥ XOTb B KOM-TO BeKM pa3 00beJUHUTHCS BCEM, U UTOOBI UTO-TO
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cZiesiaTh JJis CTpaHbl, TaK MHOTO JIjIsl HUX CZieJiaBIlieid BO TJiaBe C KoposieM AjieKcaHApoM I-m,

3aIIUTHUKOM BCeX OEXKEHIIEB...
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