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Poccutickas akademus my3viku
umeHu I'necuHbix,
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BOMPOCHI
KOHLUENTYAJIBHOIO
MUHNMAJTIUIMA

B TBOPYECTBE
BJIAOAVNMUPA MAPTbIHOBA

AHHOTALMA

B cTaTbe paccMOTpeHbl 0CO6EHHOCTH
BOIUIOIEHMsI KOHLEIITyalIn3Ma B oTeye-
CTBEHHOM MY3bIKQJIBHOM MCKYCCTBE KOHLIA
XX cTonerwsi, pescTaBIeHHOTO KaK HOBasI
dunmocodckast KoHLenus (HOBOe OTHOLIe-
HMe K MaTepuany (sI3bIKy) 1 KOHTEKCTY).
OpHa 13 Bepcuii OTpakeHnsI KOHLEIITY -
ajgn3Ma — HOBasl CTUJIEBAsI MOZEJb XYAO-
’KeCTBEHHOT'O BBIPa)KeHWSI B TBOPYECTBE
Bragummnpa MapteiHoBa 1980—-1990-x IT.,
BOIUIOLIEHHASI B «<KOHLIEIITyaJIbHOM
BapuaHTe MMHUMAaIN3May (BBIpaskeHne

I. T'puropresoit). Ha ocHoBe aBTOpCKOrO
IpreMa «HOBOT'O CMHKPeTU3Mas, CUHTe-
3MPYIOILEro pa3Hble 061aCTU UCKYCCTBA

Y HayKW, OCYILeCTBIISJIOCh pACCMOTpe-

HMe HanboJree IPKNX My3bIKaJIbHBIX 06pa3-
LIOB 3TOTO 3Tarna TBopuecTsa («Bovizure!ls,
«Houp B l'anmnimuny).

IIpencraBieH aHaIN3 MY3bIKaJIbHBIX COYN-
HeHU PaHHeTrO MUHUMAaINCTCKOTO TIepu-
ofia, KOTOPHBIE CO3/LaHbl B paMKaX HaIlpaB-
JIeHWsI MY3BIKaJIBHOT'O KOHLIeNTyaan3Ma
(paHHErO) 1 OTPaKaIOT MHANBUAYAIBHO-
aBTOPCKOE BOIUIOIeHNE ero XapaKTep-
HBIX YePT, Ha YTO YKa3bIBalOT aBTOPCKMeE
KoMMeHTapun Bragummpa MapTeiHOBa

7 paboTHl OTEYeCTBEeHHBIX UCC/IeOBAaTEIEN.
KoHLenTyaapbHbIe 0CO6GEHHOCTY TBOPYECTBa
KOMIIO3UTOPA, BBIpayKeHHBIE B CTUJI€ MUHN-
ManusMa, yoeqUTEeIbHO WITIOCTPUPYIOT
PpasanyHbIe NPOLLeCcCH Tpeo6pa3oBaHms
MWHMUMAaJINCTCKOM My3bIKaJIbHOV TeXHUKMN.

KJHOYEBLIE CNNIOBA: Baadumup MapmbiHos,
pyccKas My3blka, MUHUMANU3M, KOHUENMYANU3M,
HOBbLU CUHKpemu3M, penemumueHblii Memaoo.
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OF CONCEPTUAL
MINIMALISM
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OF VLADIMIR MARTYNOV

ABSTRACT

The article considers the features of the
embodiment of conceptualism in Russian
musical art of the late twentieth century,
presented as a new philosophical con-

cept (a new attitude to material (language)
and context), which today has not received
holistic coverage and is poorly studied.
One version of the reflection of concep-
tualism is a new stylistic model of artis-

tic expression in the works of Vladimir
Martynov of the 1980s and 90s, embod-

ied in the “conceptual version of minimal-
ism” (expression by G. Grigorieva). Based
on the author’s technique of “new syncre-
tism”, which synthesizes various fields of
art and science (folk poetry, ritual sphere,
stage performance, choreography, music,
color, etc.), the most striking musical sam-
ples of this period of creativity were exam-
ined (“Come in!”, “Night in Galicia”).

The paper presents an analysis of the musi-
cal compositions of the early minimal-

ist period, which were created as part

of the direction of musical conceptualism
(early) and reflect the individual author’s
embodiment of its characteristic features,
as indicated by the author’s comments by
Vladimir Martynov and the work of domes-
tic researchers. The conceptual features

of the composer’s work, expressed in the
style of minimalism, convincingly illus-
trate the various processes of transforma-
tion of minimalist music technology.

KEYWORDS: Vladimir Martynov, russian music,
minimalism, conceptualism, new syncretism,
repetitive method.
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Bragummp MapTBIHOB SIBJISIeTCSI OLHUM
U3 SIPKUX IIpeJCcTaBUTeIell OTeYeCTBeH-
HOT'O My3BIKaJIbHOT'O MCKYCCTBA IIOCT-
MOJlepHU3Ma, TBOPYeCKas JesTelb-
HOCTb KOTOPOT'O OPTaHNYHO COeMHMIIA
KOMIIO3UTOPAa, My3bIKOBEJa, UCIIOJI-
HuTens, duinocoda, negarora, aBTopa
Hay4YHBIX pa6oT, dn10codcKo-KyabTy-
pOJIOTMYeCcKMX UCCIeL0BaHUI, pAaCKphl-
BalOLIMX JIMYHBIN B3IJIAT, KOMIIO3UTOPa
Ha M3MeHeHUs KyJIbTyPHOW AeCTBN-
TenbHOCTN XX — Havana XXI B.

MHOroXaHpPOBBIN, CTUIIUCTUYE-

CKV1 HEOZHOPOJHBIN aBTOPCKNUM 1O~
yepk B. MapThIHOBA, yCTpeMJIeHHBIN
K IIOUCKY M PUKcaALUN MTOTPAHUYHBIX
IIPOCTPAHCTB MeXAY pa3HbIMu cde-
paMM UCKYCCTBa, BKJIIOYaeT 3JIeMeHTbI
HayKW, peJIurnm, puaocodpmum n T. .
Ero TBOpUYecTBO NIpencTaBIeHO Tpa-
IULMOHHBIMU MHCTPYMEHTAIbHBIMN,
KaMepHO-UHCTPyMeHTaJIbHBIMU, BO-
KaJIbHBIMW COYMHEHUSIMI, pa3HOO6pas-
HBIMW 3KCIIepUMEHTaIbHBIMU MTPO-
IrpaMMHBIMI KOMIIO3ULIMSAMMU, & TaKxKe
MY3bIKOM K PUIbMaM, MyJIbTdUIbMAM
1 TeaTpasIbHbIM [IOCTAaHOBKaM.

AHannsnpys oco6eHHOCTU
MUCKYCCTBa BTOPOVI ITOJIOBUHEBI XX B.,
OIlpefeIVBIINe ITyTU Pa3BUTHUS aKa-
JleMN4eCKOM MY3bIKU, KOMIIO3UTOP
Ha CTpaHMl[aX CBOUX MHOTOYNCIIeH-
HBIX TPYJ,OB pacCMaTpUBaeT COJleprKa-
TeJIbHBIe, CTPYKTyPHbIe U3MEHeHNS
B 06pa3llaX OTe4YeCTBEHHOTO MY3bl-
KaJIbHOTO UCKYCCTBa 1 PyCCKOM JInTepa-
Typbl. OH BBIpa>kaeT U0 «CMepTH aB-
TOpay, 3HaMeHYIOLIYIO «[IpeBpallleHne
OCMBICJIEHHOW HOBalUK B 6eccopepka-
TeJIbHOE HOBLIeCTBO» [ 1, c. 25].

B pa6oTe «KoHel] BpeMeHM KOMIIO-
3UTOpOB» B. MapTHIHOB JlaeT KOMMEH-
Tapuu K BBIOpaHHOV aBTOPCKOM I10-
3uuun. «Korga roBopuTcs o KoHlle
BpeMeH! KOMIIO3UTOPOB, — 0ObsIC-
HSIeT OH, — TO O] 3TUM CJIefyeT IO-
HUMAaTb He KOHell BpeMeH! MY3bIK/ BO-
o6111e, HO BCTYIIJIGHNE MY3bIKM B BIIOXY

Vladimir Martynov is one of the key
representatives of the Russian music
postmodern art. He organically
combined within himself the com-
poser, musicologist, performer, phi-
losopher, teacher, author of scien-
tific works, philosophical and cultural
studies, revealing his personal view
of the changes in the cultural reality
of the 20th and beginning of the 21st
centuries.

His multi-genre, stylistically het-
erogeneous style, aimed at finding
and fixing border spaces between dif-
ferent fields of art, includes elements
of science, religion, philosophy, etc.
His work combines traditional instru-
mental, chamber-instrumental, vocal
compositions, a variety of experimen-
tal program compositions, as well
as music for films, cartoons and theat-
rical performances.

Analyzing the peculiarities of
art of the XXth century (its second
half), which determined the ways
of the academic music develop-
ment, the composer on the pages
of his numerous works examines
the substantial, structural changes
in the samples of Russian musical art
and Russian literature. He expresses
the idea of “the author’s death”, which
marks “the transformation of mean-
ingful innovation into meaningless
new” [1, p. 25].

Inhis article “The End of the Com-
posers’ Time” V. Martynov gives com-
ments on the chosen author’s position.
“WhenIsay about the end of the com-
posers’ time,” he explains, “I mean not
the end of music in general, but its enter-
ing the era of a new bricolage or the begin-
ning of the bricolage time” [2, p. 27].
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HOBOTO 6puKoJIaXka, Win Hadaja Bpe-
MeHn 6puKkonaxkas [2,c. 27].
Vcnonb3ys TepMIUH, BBEJleHHBIN
K. JleBu-CrpoccoMm, aBTOp NpUMEHseT
€ro 110 OTHOILIEHUIO K TBOPYECKOMY
IIpolieccy, pasmesis IOHATNe KOMIIO-
3ULNN KaK PYHKLMOHATBHO OCMBIC-
JieHHOV GOpPMBI, KOTOPYIO COIJIACHO
XyJ,0’KeCTBeHHOMY 3aMbIC/Iy BBICTpan-
BaeT BhIOPAaHHBI KOMILIEKC S3bIKOBBIX
CpenCTB, 1 6PUKOJIaKa, OTPasKalollero
SIBJIeHEe, CAMOCTOSITEJIBHO CTPYKTY-
pupyoiliee popmy. V1, Kak OH IULIET,
«B 6pMKOJIaXKe COOBITIIE BOCCO3aeT
CTPYKTYPY, B KOMIIO3ULIUN CTPYKTypa
MogzenupyeT co6srTmes 2, c. 8].
Mupimu ciioBaMu, B. MapTsIHOB 3a-
TparmBaeT IPo6JIeMy CMeHBI KyJIb-
TYPHO-UCTOPUYECKON ITapagurMbl
B CTOPOHY pallOHAaJIbHOW, OCMBIC/IEH-
HOW CUMYJISILIMY, 3aMeHsIIoIel ayTeH-
TUYHOCTb, OPUI'MHAIBHOCTD XYL 0XKe-
CTBEHHOT'O BBICKa3bIBaHWS B YCIOBUSIX
OIlpefie/IeHHOW MY3bIKaJIbHOM Tpagn-
LMK «Ha coLlMaJIbHOE 1 3HAaKOBOe PyHK-
LIMOHMPOBaHMe B Pa3INYHBIX KYJIbTYp-
HBIX KOHTEKCTax 1 Ha BO3HUKalollne
BCJIeICTBME 3TOro AnddepeHNN B €0
npoureHun [ 3, c. 224]. Takoii mox-
XO[, leslaeT aBTOPCKOe COYMHEeHMe CBO-
GO HBIM B BBIOOPE U CCTeMaTU3alnm
CpeICTB MY3bIKaJIBHOTO SI3BIKA, a TJIaB-
HOe, IPaKTUYeCKN CTUpaeT BO3MOX-
HOCTb YCTaHOBJIEHUS UHAVUBUAYAJIbHO-
CTYM KOMITO3UTOPCKOI'O BBICKa3bIBaHMA.
Ha cerogHsIHM JeHb Io3u-
uns MapTbeIHOBa He CTOJIb pafn-
KaJIbHa M HeM3MeHHa, KaK 3TO OblIO
B 1970-1980 roxgst. OH paccyxk-
JlaeT O CMeHe KyJIbTYPHBIX 3I10X, BO3-
HUKIIeN Ha CThIKE ThICSIYeIeTUMN,
oTMevasl, YTO OKOH4YaHMe XX B. 3a-
BepLIWIO MOJIePHU3M 1 ITIOCTMOJep-
HWU3M C MX OTKPBITUSIMI U pa3iInd-
HBIMW BO3MOXXHOCTSIMU, YCTYIIUB MECTO
HoOBoMYy 3Tany. CorymacHo BbICKa3bl-
BaHUIO aBTOPa, IPefCTaBIeHHOMY
Ha [IBeHaguarom QecTnBane pabor

Using the term introduced
by K. Levy-Strauss, the author applies
it to the creative process, sharing
the concept of composition as a func-
tionally meaningful form, which,
according to the art conception, is built
by the selected complex of language
means, and a bricolage reflecting a phe-
nomenon that independently structures
the form. And, as he writes, “in the bri-
colage the event recreates the struc-
ture, while in composition the structure
models the event” [2, p. 8].

In other words, V. Martynov
touches upon the problem of chang-
ing the cultural-historical paradigm
towards the the direction of ratio-
nal, meaningful simulation, replacing
the authenticity, the art expression’s
originality in the context of a partic-
ular music tradition. So it is replaced
“with social and symbolic function-
ing in various cultural contexts and
with the resulting differentiation in its
reading” [3, p. 224]. This approach
makes the author’s composition free
to choose and systematize the means
of the music language, and what
is more important, simply vanishes
the possibility of establishing the indi-
viduality of the composer’s expression.

Up-to-date Martynov’s posi-
tion is not as radical and unchang-
ing as it was in the 70-80s. He discusses
the change of cultural epochs that
arose at the turn of the millennium,
mentioning that the end of the twenti-
eth century completed modernism and
postmodernism with their discoveries
and various possibilities, giving way to
a new stage. According to the author’s
statement, presented at the “Twelfth
Festival of Vladimir Martynov’s works”
in 2013, where the new piece of music
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Bragummpa MaprteiHoBa B 2013 1.,

Ha KOTOPOM OBLJIO UCIIOJIHEHO HO-

BOe coumnHeHmne komnosuropa Opus
Prenatum: «OxoHuYMIOCHh BpeMs, KOIAa
MOYKHO 6BLJIO ITNCATh O KOHIIE BpeMeH!
KOMITO3UTOPOB WJIN O KOHIIE BpeMeHM
pycckom mnTepaTypbl. OKOHYMIIOCH
BpeMsl, B KOTOpOe GbUIO BITOJIHE OIpaB-
JIaHHO Y IIJIOLOTBOPHO Pa3MBIILIATD

0 nnpob6ieme KOHIIa Boo6ue. Hacrynmio
BpeMs, Korga ropa nogyMmars o Hauase.
3aBepiuntace sroxa Opus Posth, HacTy-
naet snoxa Opus Prenatum. Bpems Opus
Prenatum — 3To Bpem4 ellle He POXKOeH-
HBIX, HO TAMHCTBEHHO ITPE6BIBAIOIINX

B peayIbHOCTM [TpOU3BeneHnit» [4].

Bo BTOpOW nonosnHe 1970-X r. KOM-
MO3UTOP, 3asBJIsASI O HEBO3MOXKHOCTM
TBOpPYECTBA B PaMKaX JIOKaJIbHBIX XyJO-
’KeCTBEHHBIX OObeJMHEeHNN, IIpe/iCTaB-
JISIeT C er0 TOYKU 3peHMs eAMHCTBEHHO
BO3MOKHYIO MOZeJTb KOMIIO3UTOPCKOTO
TBOpPYECTBa COBPEMEHHOM JeMCTBU-
TeJIbHOCTW, KOTOpasi CTAHOBUTCS IJIaB-
HBIM IIPUHLIMIIOM BOILTIOIIEHUS eT0 My-
3BIKaJIbHBIX IPOU3BeLeHUN.

ABTOp cO3[1aeT HOBYIO CTUJIEBYIO
MOJIeJIb XYLO’KeCTBEHHOTO BBIpaykKeHMsI.
OH pacumpsieT rpaHULBI My3bIKAIBHOTO
MUCKYCCTBA, UCIIOJIb3Ys IIPUEM COeIMHe-
HWST My3BIKQJIBHOTO SI3bIKa C BHEMY3BI-
KaJIbHBIMM DJIEMEeHTaMU APYInX oba-
CTem IesITeIbBHOCTY (HayKu, HApOJHOTO
MIO3TNYECKOI'0 TBOPYECTBa, 06PN 0BOM
cdepsl, CLIeHNYeCKOTO AeCTBUS 1 IIP.),
KOTOPBIN Ha3bIBaeT «KHOBBIM CUHKpe-
TU3MOM>. B. MapTBIHOB yTBep)XIaeT:
«...MCTUHA [IJI HaC IIO3HAeTCs Ha CTHIKe
JlesiTeJIbHOCTeN. DTo 1 dusocodus,

" 11033131, M My3BbIKa, ¥ Marus, TO eCThb
CUHKpPeTU3sM. <...>YeI0BeK JOKeH
OBITh CMHKPETUYHBIM. <...> OH JOJIKeH
65ITh BceM BMecTe» [5].

ITo muenuto H. I'ysstHU1IKOM, MOHS -
THe CMHKPeTU3Ma, IIMPOKO UCIIOIb3ye-
MOe aBTOPOM, IIOHMMaeTCs UM, CKopee,
KaK CMHTe3, TO eCTb CJIO’KeHWe pa3-
JINYHBIX 3JIEMEHTOB, IIPMHAIeXKAIINX

“OpusPrenatum” by the composer
was performed: “The time has ended
when it was possible to write about
the end of the composers’ epoch or
the end of Russian literature. The time
has ended when it was quite justifiable
to reflect on the problem of the end in
general. The time has come when there
is time to think about the Beginning.
The era of OpusPosth is over, the era
of OpusPrenatum is coming. The time
of OpusPrenatum is the time of works
not yet born, but mysteriously dwell-
ing in reality of art” [4].

In the second half of the 70s,
the composer, declaring the impos-
sibility of creative work within
the frames of local art associations,
presents the only possible model
of composer’s works of modern real-
ity at his point of view, which becomes
the main principle of the embodiment
of his musical works.

The author creates a new model
of artistic expression. He expands
the boundaries of music art, using
the technique of combining music lan-
guage with extra-musical elements
of other fields (science, folk poetry,
ritual sphere, stage performance,
etc.), which he calls “new syncretism”.
V. Martynov asserts: “. .. the truth is
known to us at between the activities.
This is both philosophy, and poetry,
and music, and magic, that is syncre-
tism. <...> A person must be syncretic.
<...>He must be all together” [5].

According to N. Gulyanitskaya,
the concept of syncretism, which
is widely used by the author, is under-
stood by him more as a synthesis, that
is the combination of various elements
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Ppa3HbBIM 06J1aCTsIM KyJIbTYPEL, B €IMHOe
LiesI0e, HeyKesIn KaK 11eJIOCTHOe, Hefle-
JIMMoOe sIBJIeHne, B IIMPOKOM ITOHMMa-
HUM BhIpa)kalolllee CUHKPeTU3M.

Kak oTmeualoT My3bIKOBeZ,bl, CUH-
KpeTn3m B. MapTheiHOBa Npesxze
BCeTro HallleJl OTpaykeHne B MMHUMa-
1m3Me. ABTOp o6palllaeTcsi K ero oco-
60My BUAY, KOTOPBIN CTAaHOBUTCS
OCHOBOVI TBOPYECKOT'O MeTO/ia B IIOCJIe-
oywomue gecatTwietus. I. I'puropbesa,
paccMaTpuBas 3CTeTUYeCKne TeH-
JleHLIMN IOCTMOJ@PHNUCTCKOT'O My3bl-
KaJIBHOT'O UCKYCCTBA, AaeT oIpefee-
HMe aBTOPCKOWM BepCUM MMHUMAaIN3Ma:
«Cnieundnyeckme GopMbl CMHKPETU3M
06peJI B MMHUMAJINCTCKON TeXHMKe
MaprteiHOBa. [TapannensHo ¢ [TapTom,
CunbpBecTpoBBIM, KHarvidesreM KoMIIo3n-
TOP CO3/aeT COOCTBEHHBIV KOHLIRIITY -
aJIbHBIV BapMaHT MMHMMaIN3Ma, orpe-
JleJIsieMbIN MM KaK «HYyJIeBO CTUIIBY,
3aBeJJOMO JIMIIEHHBIN TPU3HAKOB CO6-
CTBEHHOW aBTOPCKOV MHAUBUAYAJIbHO-
CTW B MOZyCe packaBblY€HHBIX TeKCTOB
YYIKMX TpOoU3BemeHuits [6, c. 30].

O6mmnpHOe My3bIKaJIbHOE TBOP-
yecTBO B. MapTBIHOBA, ABJAIOLIE-
ecs IpeIMeTOM Hay4YHOT'O MHTe-
peca pocCUICKMUX MY3bIKOBEeIOB
(M. Karynss, I. Ipuropresa, B. I'paues,
T.YepenHU4YeHKO U IP.), pazesnseTrcs
VMM Ha IIepUOBI, TaK1e Kak JofeKa-
poHMs, poK-My3bIKa, 3IeKTPOHHAs MY-
3bIKa, 1IepKOBHAas My3bIKa, POJIBKIIOP,
«HOBAasi IPOCTOTA», CMeHa KOTOPBIX CO-
IIPOBOXKAAETCS U3BMEHEeHMeM TeXHude-
CKMX ¥ KOMITO3ULMOHHBIX IPUHLUIIOB.

TexHMKa MMHMUMAaIN3Ma, BO3SHUKIIAS
B COYMHEHMAX KOMIIO3UTOpa B cepe-
ouHe 1970-X ., 3aHMMaeT 3HaUYNTEJIb-
HYIO 4aCThb €rO TBOPYeCTBa, HaX04 4
BBIpa)KeHMeE B SIPKMUX MY3bIKaJIbHbIX
nesix MoCIeAyIOINX NeCITUIeTU
(1980-1990-e romer 1 gasnee). [Tepexon
K MMHUMAaJIN3My aBTOP OCYILIeCT-
BJIsIeT Gy1arofaps 3aMeHe MHTEeHCUBHO

belonging to different areas of cul-
ture into a single whole something,
rather than as an integral, indivisible
phenomenon, syncretism in broadly
expressing.

As musicologists note, the syn-
cretism of V. Martynov was pri-
marily reflected in minimalism.

The author turns to his special look,
which becomes the basis of the cre-

ative method in the following decades.

G. Grigorieva, considering the aes-
thetic trends of postmodern music art,
gives a definition of the author’s ver-
sion of minimalism: “The syncretism
found its specific forms in Martynov’s
minimalist technique. In parallel with
Pyart, Silvestrov, Kneifel the com-
poser creates his own conceptual ver-
sion of minimalism, which he defines
as “zero style”, deliberately devoid

of any signs of his own author’s per-
sonality in the mode of unquoted texts
of other people’s works” 6, p. thirty].

V. Martynov’s music composi-
tions, which are the subject of sci-
entific interest of Russian musicol-
ogists (M. Katunyan, G. Grigoryeva,
V. Grachev, T. Cherednichenko, etc.)
are divided by them into periods
such as dodecafony, rock music, elec-
tronic music, church music, folklore,
“new simplicity”, the change of which
is accompanied by a change in techni-
cal and compositional principles.

The technique of minimalism,
which arose in the composer’s works
in the mid-70s, is a significant part
of his composing. It has found its
expression in the bright musical ideas
of the following decades (80—90s and
further). The author makes the tran-
sition to minimalism by replac-
ing the previously used rationalist
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UCIOJIb3yeMbIX PaHee PalMOHaINCT -
CKMX KOMIIO3MIIMOHHBIX IPMEeMOB

C MHOTOCJIOMHOW TOYHO BBIB€PEHHOM
I10CJ/Ie;OBaTeIbHOCThIO aBTOHOMHBIX
KOHCTPYKTUBHBIX 3JIEMEHTOB (TofeKa-
$poHms, cepmannam) NpUHLUIIAMU «HO-
BOW IPOCTOTBI».

Tak, TBOpYeCcTBO 3TOTrO IIepuoza,
Hayajio KOTOPOMY IIOJIO}KE€HO BO BTO-
poi noysoBuHe 1970-x r., IpoHn-
3aHO UJeei CMHKPeTU3Ma B TeXHU-
YeCKMX U 3CTeTUYeCKMX aclleKTax
1 IIpeJICTaBJIeHO 110, 3HaKOM KOHILIeIl-
TyanusMma. [To BeIpaskeH1IO KOMIIO-
3UTOpa: «DTO BpeMsl MOCKOBCKOI'O KOH-
LleNTyaJan3Ma v colapra. DTo BpeMs
ITpurosa, Copoxkmnna n PybuHiuTenHa.
1l MMeHHO B 3TOM KOHTEKCTe CJIe-
IlyeT pacCMaTpUBaTh TO, YTO Aejajn
Torga CunbBecTpoB, ITsaprt, Pabunosuny,
IMeneunc u st» [7, c. 59].

Ha cTpaHuuax co6CcTBEeHHBIX pa-
60T MapTBHIHOB He pa3 NO4YepKMUBaeT
CBOIO IIPUHA/JIXKHOCTD K KOHILIRII -
TyaJbHOMY HaIlpaBJIeHUIO U TeCHOe
COTPYAHUYECTBO C eT0 OCHOBOIIO-
JIO’)KHMKaMU, GOpMMUPOBABIINMU TBOP-
YecKue yCTpeMIeHNsI KOMIIO3UTopa
3TOro nepuoga. «Moe pellleHne IMOKu-
HYTb IIPOCTPAHCTBO KyJbTYpPHI, — TO-
BOPUT KOMIIO3UTOP, — COBIAJIO
CO BpeMeHeM OKOHYaTeJIbHON nien-
HOW KpUCTa/IN3al 1 MOCKOBCKOTO
KOHLIeNTyaqn3Ma, U UMEeHHO B 3TO
BpeMs MOU ITyTU HeOJHOKPaTHO Ile-
peceKanch C aKTUBHBIMU IIpeJCcTa-
BUTEJISMU 3TOT'O IBUKeHMs. I 6pIBas
B MacTepckon Kabakosa 1 paccMma-
TPUBAJL ero aJIbOOMBI, KaK-TO IIpu-
CyTCTBOBaJ Ha UYTeHU Py6uHIITeliHa
y Haxosori, y [ep1oBUHBIX BUIeJI 3HA-
MeHWUTBIe Kyoukn PumMMBl, BcTpeuancs
¢ MoOHacCTBIPCKMM, a MTOJ, CaMBbli1 3aHa-
BeC MOero Npe6bIBaHMs B IPOCTPaH-
CTBe KyJIbTYpPBHI Tapy pa3 Io6bIBa
Ha c6opuilax B KBapTupe Yauko, rge
caplman cruxu ITpurosa u paccyxue-
uus [povica» [ 8, c. 58].

compositional techniques with a mul-
tilayer, precisely verified sequence of
autonomous constructive elements
(dodecaphony, serialism) by the prin-
ciples of “new simplicity”.
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Thus his works of this period, which
began in the second half of the 70s,
is permeated with the idea of syn-
cretism in technical and aesthetic
aspects and is presented under the sign
of conceptualism. As he was saying:
“This is the time of Moscow conceptu-
alism and socialism. This is the time of
Prigov, Sorokin, and Rubinstein. In this
very context we should consider what
Sylvestrov, Pyart, Rabinovich, Pelecis
and I did then” [7, p. 59].

On the pages of his own written
works Martynov repeatedly empha-
sizes his belonging to the concep-
tual direction and close cooperation
with its founders, who shaped his cre-
ative aspirations of this period. “My
decision to leave the space of cul-
ture,” says the composer, “coincided
with the time of the final ideologi-
cal crystallization of Moscow con-
ceptualism, and at this time that my
paths were repeatedly crossed with
active representatives of this move-
ment. I visited Kabakov’s workshop
and examined his albums, attended
the readings of Rubinstein by Nakhova,
I saw the famous Rimma cubes at
the Gerlovins’, met with Monastyrsky,
and at the very end of my staying in
the cultural space I went to hangouts
a couple of times in Chachko’s apart-
ment, where heard Prigov’s verses and
Groys’s reasoning” [ 8, p. 58].
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B Havase 1990-x romoB, rmocjie OKOH-
YaHUs LLepKOBHOTO ITIepuofa 1 BO3-
BpallleHNs K CBeTCKOM >KU3HU, KOM-
IIO3UTOP BHOBB IIOTPY’KaeTCs B CpeLy
KOHLIeNTyaaInsMa.

ITo mHeHuto H. I'ymstHMLIKON,
KOHLIeNTya/JIn3M B TBOpYeCTBe
B. MapTsiHOBa He yTpaTWJI aKTyalb-
HOCTW 1 B [TI0CJIeAyIOI e TOABI IIpe] -
CTaBJIeH B HOBOW MHTepIIpeTalnn
KaK «I10CT-MUHMUMAaIN3M» 1 «MOCKOB-
CKWUI MY3bIKaJIbHBIN TIOCTKOHLILIITYA-
nm3M» (TepMuH B. MapTheIHOBA).

HoBrIf1 BUA MMHMMaNIN3Ma, BO3-
HUKIINUI B TBOPYECTBe KOMIIO3UTOPa
BO BTOpO nosioBuHe 1970-x ronos,
pa3BuUBaeTCcs IOCTEIIEHHO, IPUO-
6peTas MHAVUBUAYyaJIbHbIe aBTOP-

CKMe 4epThl. VI3MeHeHUs OTpakaloTcs
He TOJIbKO B paboTe C ITaTTepHaMu,
HO " B CTPYKType IIaTTePHOB, My3bl-
KaJIPHBII1 MaTepuajl KOTOPbIX MeeT
pa3zHoe KOMIIO3UILIMOHHOE YCTPOTi-
CTBO: OT CTUJINCTUYECKN HEeNTPalb-
HBIX KOPOTKMUX MOTUBOB — «JINCTOK
n3 anbbomay (1976), «OceHHsst
necust IT» (1982/1984) — mo xpyn-
HBIX KOHCTPYKLM, BOILJIOI€HHBIX

B y3HaBaeMbIX CTWIEBBIX HaIIpaBJle-
Husax — «Borigure!s (1985).

OpHMM 13 paHHUX 00pasLOB, HAIIU-
CaHHBIX B CTUINCTUKE MMHUMAaIN3Ma,
SIBJISIeTCS COUMHeHne «JINCTOK 13 ajb-
6omay (1976). PazHoBUOHOCTD NaT-
TepHa B BiJle KpaTKOT'O MeJIOANYeCKOTO
MOTWMBA, & TaK)Ke HEKOTOPbIe IIPUHLIUITBL
paboTsl ¢ HUM (TOYHAast MHOTOKpAT-
Hasl IOBTOPHOCTb IIPOCTOM MeJIOAN-
4eCcKOW A4elKn, pa3jIndHble BapUaHTEI
TeXHWUYeCKOIo peo6pa3oBaHNs 1aT-
TepHa, OCHOBaHHBbIe Ha aiAUTUBHOM
MIPUHILNIIE) CXOXKM C 06pa3laMiu MUHN-
MaJINCTCKOM TeXHMUKN aMepPUKaHCKNX
KOMITO3UTOPOB-MUHUMaNMUCTOB (CTuBa
Panxa, Teppu Panm).

Kaxk ormeuaroT yueHsle M. KaTyHsH,
I. ['puropnesa, B. I'paues, B counHe-
Husax 1980—-1990-X romoB MMHMMAIN3M

In the early 90s, after the end
of the church period and the return
to secular life, the composer
again plunges into the sphere
of conceptualism.

According to N. Gulyanitskaya, con-
ceptualism in the works of V. Martynov
has not lost its relevance and in subse-
quent years is presented in a new inter-
pretation as “post-minimalism” and
“Moscow music post-conceptualism”
(the term of V. Martynov).

A new kind of minimalism that
arose in Martynov’s compositions
in the second half of the 70s devel-
ops gradually, acquiring individ-
ual author’s features. Changes are
reflected not only in working with pat-
terns, but also in the structure of pat-
terns, the music material of which has
a different compositional structure:
from stylistically neutral short motifs
(“Album Leaf” (1976), “Autumn Song
11”7 (1982/1984)) to large constructions
embodied in recognizable style direc-
tions (“Enter!” (1985)).

One of the earliest examples written
in the style of minimalism, is the essay
“Album Leaf “ (1976). The pattern’s
variation in the form of a brief melodic
motive, as well as some principles
of working with it (the exact multi-
ple repetition of a simple melodic cell,
various technical transformations
of the pattern based on the additive
principle) are similar to the techniques
of American minimalist composers
(Steve Reich, Terry Riley).

The scholars M. Katunyan,
G. Grigoriev and V. Grachev note that
in the compositions of the 80—90s,
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IoJiy4aeT HOBOe CBOMCTBO. Hapsany

C pa3HOOGpa3HBIMU IPMeMaM BOILIO-
LIeHWNS TeXHNYeCKNX 3aKOHOMepPHOCTe
BBIOPAHHOW CTWINCTUKNU, OH BOCIIpU-
HMMaeTCcsi KOMIIO3UTOPOM Kak ¢puiio-
codckast KOHLenIMs (HOBOe OLIyleHne
BpeMeHM, OTHOIIIeHNe K 3BYKY, IPUH-
LIUITBI B3aMMOCBSI3U OTIe/IbHBIX 3BYKO-
BBIX fiYeeK U T. .). PaccmoTpum Han-
60J1ee sipK1e My3bIKaJbHble 06pasLibl,
IIpUHaJIeKalle CTWIKO MUHUMaIn3Ma
3TOrO Ieproga.

B TBOpYecTBe 3TOTO BpeMeHMU ellle
BCTpPeYaloTCs IPUMePBl BOILIOIEHUS
«KJIaCCMYecKoro o6pasia MMHUMa-
nm3Ma» (BelpaskeHne B. MapTsIHOBA).
OnHMM 13 HUX SIBJISIeTCSI COYMHEHMe
«Ocennsis necHs I1» (1984) nis nByx
CKPMIIOK COJIO, CTPYHHOI'O OPKecTpa,
yeJiecTbl, BU6padoHa, KOJTOKOJIBYNKOB
nroJjoca.

Mys3bIKaabHas KOMIIO3MLINS He orpa-
HUYMBaeTCs UCKIIOYNTEJIBHO pelle-
TUTUBHBIM IIPUHLIUIIOM, CTATUYHO
MOBTOPSIS M3HAYaJIbHO 33JaHHBIN
maTepuai. ITo cioBam B. ['pauesa:
«PereTnTNBHOCTB, KaK KJIIOYEBO 3JIe-
MEeHT s13bIKa MMHUMasnn3ma, MapTbhIHOB
JINIIb U3peJKa IIPeTBOpPseT KakK Heus-
MeHHYK IIOBTOPHOCTD NnaTTepHa. Ero
U37100IeHHBIN IIpMeM — UCII0JIb30Ba-
HMe IIPSIMON IIOBTOPHOCTU B cOYeTa-
HUM Cc Jo6aBJIeHNeM MOTUBOB, U B 4acT-
HOCTW, — 3all0JIHeHWe BbIIeJIeHHOTO
MHTepBaJla BOCXOZ1le - HUCXOISAIINMNU
MeJIOANYeCKMMM XOZ,aMn B IIpoliecce
MHOTOKPaTHOTO IIOBTOPEHMS UCXOZ,-
HOW MHTOHauMm» 9, c. 28].

Tax, B IIpoliecce pa3BUTUs IIPOU3-
BelleHNsI MapTBIHOB BBOAUT HOBbIE
MeJIOANYeCKNne IMHNUN, OCHOBAaHHbIe
Ha MHTOHALMOHHO OIM3KUX M3HA4Ya/lb-
HOMY MaTepuaily 3jleMeHTaxX, B KOTO-
PBIX 3aKJII0YeHBI ITOJIBUKHbIE TIJIaCThl
My3bIK/. OHU BBIITOJIHEHBI KPYITHBIMU
IJINTeJIBHOCTSIMN. [IBUKeHne OTHeb-
HOW MeJIOANYeCKON JIMHUU N3HAYATBHO
OCYILeCTBIISIeTCS B IAPTUN OJHOTO

minimalism receives a new qual-

ity. Along with a various techniques

of embodying the technical laws of
the chosen stylistics, he is perceived by
the composer as a philosophical con-
cept (a new sense of time, new attitude
to the sound, the cooperation prin-
ciples of individual sound cells, etc.).
We now will consider the most bright
musical samples belonging to the mini-
malism style of this period.

According to the author
in the works of this time there can still
be found the samples that embody
the “classic example of minimalism”
(V. Martynov’s expression). One of
them is the composition “Autumn
Song I1” (1984) for two solo violins,
string orchestra, celesta, vibraphone,
bells and voice.

The musical composition is not
limited solely by the repetitive prin-
ciple, statically repeating the origi-
nally given material. At the same time,
the composer introduces new melodic
lines based on elements that are close
in tone to the original material, in
which the moving layers of music are
enclosed. They are made in large dura-
tions. The movement of a separate
melodic line is initially carried out in
the part of one instrument, then, min-
imally transformed, captures other
voices.

Thus in the continuation of the com-
position Martynov enters new melodic
lines, based on the elements closely con-
nected to the original intonation. These
elements include the moving music lay-
ers. They are made in large durations.
The motion of the separate melodic
line originally is carried out in one
instrument'’s part and then minimally
transforming captures other voices.
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MHCTPYMEHTa, 3aTeM, MMHUMAJIbHO
NIpeo6pa30OBbIBAsICh, 3aXBAThIBACT APY-
I'Me rojoca.

K cepennue 1980-x rogoB MUHM-
Manmn3M B. MapTheiHOBa, oT6pachIBas
KJIacCM4ecKune o6pasiibl HallpaBlIeHus
minimal art, BO3HUKILINeE B IpOU3BeLe-
HUSIX aMepPUKaHCKNX KOMIIO3UTOPOB,
Ipuo6peTaeT APYyryio GopMmy.

HoBbsIN By MMHUMaNN3Ma, Ipej-
CTaBJIEHHBIN aBTOPOM, IIpeAIioa-
raeT u3MeHeHMe My3bIKaJIbHOTO TeK-
CTa M IPUHLUIIOB €TO BOILIOIEHMS.
ITponcxognT 3aMeHa HOBBIX CITOCOGOB
Mm1cbMa OObeJMHEHNEeM DJIeMEeHTOB
Pa3HBIX SI3BIKOB KyJIbTYphl. Kak oTme-
4aloT UccIefoBaTenn: «MapThIHOB 3a-
KJIIOYaeT B TOHATHUE “eIMHOrO MHO-
TOMepHOTO TeKCcTa” BO3MOXKHOCTD
o6pa3oBaHMs HAa €O OCHOBE MHOMXe-
cTBa “4acTHBIX KOHTEKCTOB” ITyTeM
COIIPSIKeHUsI MUHTEepIIpeTaluil pa3ind-
HBIX KYJIBTYPHBIX MOgenen» [1].

OnHMM 13 IPUMEpOB BOILJIOLIeHNS
MWHMMaJn3Ma HOBOTO BUJIa SIBJISIeTCS
counnenue Come in («<Bovigure!s, 1985)
IS CKPUIIKM C OPKeCTPOM Y YeJIeCTHI.

KoHuenTyasnbHas HallpaBIeH-
HOCTb IIPOU3BeJleHNs], BKIo4alolas
KOMIIJIEKC KOHTEeKCTYaJIbHbIX CMBICJIO-
BBIX JIMHUI, OOBEUHSIOIINX «IIPOCTO
MY3BbIKY, KOHLIeIITyaJIbHOe II0CTaHne
" pa3MBILLIIEHNEe MY3bIKON O My-
3BIKe» [ 5], BBIpaXkaeTcs B INTepaTyp-
HOM IIepBOUCTOYHMKE, JIe)KalleM B OC-
HOBe My3bIKaJIbHOM Komno3uuun. Ero
MIPUHAJIEKHOCTD TPaKTYeTCsl yUeHbIMU
I10-pa3HOMY.

ITo BeIpakeHnto H. I'ynmsaHmikon,
BBICKa3bIBaHMe B. MapThIHOBA, ITpe -
CTaBJIeHHOE Ha IIpeMbepe MY3bIKaJlb-
HOTO OIlyca, OIIMPAaeTCsl Ha COYMHeHNe
npenono6Horo VoaHHa JlecTBMUHMKA
«JlecTBuuay nam «CKpm>xaam gyXoB-
HBbIe», B KOTOPOM IIPeIOJO6HbIM 13-
JIO’KeHBI ITpaBuJjia CJIOKHOTO, aCKeTn-
YeCKOTO ITyTYU MOHAIIIEeCKOV KU3HMN.
CorsacHo cjioBaM CBATOTO, TOYHOE

By the mid-80s V. Martynov’s min-
imalism took a different form discard-
ing the classic minimalart patterns that
appeared in the works of American
composers.

A new kind of minimalism, pre-
sented by the author, involves a
change in the musical text and
the principles of its embodiment.
There is a replacement of new writ-
ing methods by combining elements
of different cultural languages. The
researchers note: “the possibility of
forming on its basis a multitude of”
private contexts by interfacing inter-
pretations of various cultural mod-
els — that is what Martynov includes
in the concept of a “single multidi-
mensional text” [1].

One example of such minimalism
embodiment of a new kind is the com-
position “Come in” (1985) for violin
with orchestra and celesta.

The conceptual orientation of
the work includes a set of contex-
tual semantic lines that combine
“just music, a concept message and
music thoughts about music” [5].

It is expressed in the literary source
that underlies the musical composi-
tion. The scholars interpret its affilia-
tion in different ways.

According to N. Gulyanitskaya,
V. Martynov’s statement presented
at the premiere of the musical opus is
based on the composition by the Saint
John Climacus “The Ladder” or
“The Tablets of the Spirit”, in which he
set the rules of the complex, ascetic way
of monastic life. According to the saint,
exact adherence to them helps the nov-
ice to ascent into the Heaven.
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cef0BaHMe UM CITOCO6CTBYET BOC-
XO>KI@HUIO MOCIYLIHNKA B HeGeCHOoe
LIapCcTBO.

I pyryio Bepcuio IepBOUCTOY -
HuKa gaet M. KaTyHsH B cTaTbe
«[TapannenpHOe BpeMs Biagumupa
MapTBIHOBa», IIPeLCTaBIISIOLIETO I1e-
pedpas3npoBaHHEBIN GparMeHT TeKCTa
y4eHui npenogo6Horo Vcaaka CupnHa
13 KHUI «CJ10Ba IO BUKHMUYECKMEe».
Kax muurer nccinenosarenb: «OguH
I peBHMI ITIOABW>KHUK CKa3ajl CBOeMy
y4yeHuKy: «ITocTaparicst BOIMTH BO BHY-
TPEHHIOIO KJIeTh TBOETO “s1” 11 y3PUILb
KJIeTb HebecHYy10. Vl mepBas 1 BTOopas
OZHO: OJHMM BXOJOM BXOJUILb B 06e.
JlectHnua B He6ecnoe LlapcTBo Ha-
XOAWTCSI BHYTPU TeO6s1: OHO Cylie-
CTBYeT TaMHCTBEHHO B Jiyllle TBOEN.
Korpa-un6ynb Mbl JOJDKHBI ITOCTY -
4aThCs B TaHYIO IBepb Halllero CepAla
B HaJle>Xe Ha TO, YTO JBepb 3Ta OTKPO-
ercst, n6o ckazaHo: “Cryunre, 1 OTBO-
pstT Bam”» [5].

My3BIKOBEIBI OOBSICHSIIOT, YTO Li-
TaTa SBJIsSeTCs BCero JINIIb MeTadopomn,
IIpMMeHeH1e KOTOPOVi CIIOCOOCTBYeT
BOILJIOLIEHMIO CJIO’KHOM, KOHTEKCTY -
aJIbHO MHOTOCJIOVHOW CTPYKTYPEI
COYMHEeHMUS.

B nponzBenenmnn MapThIHOB IIpU-
MeHsleT HOBBIN, aBTOPCKUI B, MUHN-
Man3Ma, IIpuHagesKalinii UCKIIoYn-
TeJIPHO eTO MYy3bIKaJIbHOMY IIO4YepKY.
KoMnosnTop caMmocTOsITeJIbHO OIlpe-
JleJIsieT 'PaHULIBl U [TapaMeTpBhl TaK Ha-
3bIBaeMOV IIPOCTeTiIIe My3bIKaJbHOM
SIYeVKN, IPMMEeHseMOW B CTUIINCTUKE
MuHuManm3ama. I[To 3aMblicity aBTOpAa,
MaTTepH M3HA4YaJIbHO IIpefCcTaBIeH
B ByJle LleJIbHOTO, JOCTaTOYHO IIpO-
IOJDKUTEIPHOI'O MHCTPYMEHTAIbHOI'O
¢dparmenTa (1-20 TT.), BOCIIpMHUMA-
eMOTO Kak cTuiaeBas uurara. Kpome
5TOrO0, B COYMHEHUM UCIIOIb3yeTCs pe-
MeTUTUBHBIN IPUHLINII, OCYLeCTBIISI-
eMBlVl IeCTUKPaTHBIM NTPOBeJeHNeM
NaTTepHa, IOBTOPEHHOI'O ABaKIbI.

Another version of the origi-
nal source is given by M. Katunyan
in the article “Vladimir Martynov’s
Parallel Time”, which is a rephrased
fragment of the text of St. Isaac
the Syrian’s teachings from the book
“Ascetic Words”. The researcher writes:
“One ancient ascetic told his disciple:
“Try to enter the inner cage of your
“I” and you will see the heavenly cage.
Both the first and second is the one:
you enter both at the same entrance.
The staircase to the Heaven is within
you: it exists mysteriously in your soul.
“Someday we must knock on the secret
door of our heart hoping that this door
will open, for it is said: “Knock and
they will open it for you” [5].

Musicologists explain that the quote
is just a metaphor, the use of which
contributes to the embodiment of
the complex, contextually multi-lay-
ered structure of the composition.

In his composition Martynov uses
anew, original form of minimalism,
which belongs exclusively to his musi-
cal style. The composer independently
determines the boundaries and param-
eters of the so-called simplest music
cell, used in the minimalism stylistics.
According to the author’s intention,
the pattern was initially presented
in the form of an integral, rather long
instrumental fragment (1-20 bars),
perceived as a style quote. In addi-
tion, the essay uses a repetitive princi-
ple, provided by six times hold pattern
which is repeated twice. The mate-
rial of the pattern with a new imple-
mentation (in the new part) is grad-
ually growing, slightly changing
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Marepwnai rnaTrepHa c HOBBIM IIPOBe-
IeHneM (B HOBOW YacTW) IOCTENeHHO
paspacTaeTcs, He3Ha4YNUTeJIbHO BULOU3-
MeHSISICh ITyTeM BKJIIOYeHMs HOBBIX BbI-
Ppa3nTebHbIX 3JIeMEeHTOB B IIapTUIO CO-
JIMPYIOIIeN CKPUIIKM (BapbUpOBaHMe
MeJIOANYeCKOTO PUCYHKA, HOBbIE CIIO-
COGBI BOILIOILEHUSI pPUTMUYECKON Op-
raHu3alum U AMHaAMU4YeCcKUX OTTeH-
KOB), IPY 3TOM COXPaHsIs U3HaYaIbHOe
YCTPOWCTBO NTapaMeTPOB My3bIKalb-
HOTO SI3BIKa.

Taxke o6pasel;, HOBOTO BUJa MUHU-
MaJIn3Ma 3TOTO Ilepunoja MpeacTaBIeH
B counHeHnn «Hous B l'ammnnmns (1996).
OHo saBsIeTCSI OGHUM U3 SIPKUX IIPU-
MepOB HOBAaTOPCKOM, CAaMOGBITHOMN pa-
60THI ¢ GOIBKIOPHON TPaAULINei, CO3-
IaHHBIX 17151 GOJIBKJIOPHOTO aHCaMOJIst
OmnTpus ITokpoBckoro.

My3BIKOBeIbl IPUYNCIIAIOT KOM-
Mo3MnLMIO K chepe HeoPOIbKIOPU3Ma
¥ OTMEYaloT, YTO B MYy3bIKe OTCYT-
CTBYIOT KaKue-I1b0 3aMMCTBOBaHUS
i unTaThl. Haxonka aBTopa 3aKiIio-
4yaeTcs B CO3aHUN COOCTBEHHOW Bep-
CnM apxandeckoro ¢oIbKIOPHOTO
MaTepuasa, IpubInKeHHOTO K ayTeH-
TUYHOMY, KOTOPBII COYeTaeTCs C IIpu-
eMaMy PeleTUTUBHOW TeXHUKN U Apy-
I'MX My3BIKQJIbHBIX T€XHUK aBaHTapaa
(COHOPUCTUKY, TyaHTUIN3MA).

Marepnasn counHeHuns, pa3Hoxa-
PaKTepHBIV M MHOTOTUITHBIN 10 CBOUM
CTWINCTUYECKUM CBOWCTBAM, aBTOP
IennT Ha 13 HepaBHbBIX GparMeHTOB,
NpefHa3HaYeHHBIX JJIs pa3HbIX IPYIIIL
VCIIOJIHUTeIel. B counnenun npeg-
CTaBJIeHbI COJIbHBIe BOKaJIbHEIe pe-
TJIVKU SKeHCKUX Y MY>KCKUX T'OJIOCOB,
aHcaMOJjIeBble 1 XOPOBble HOMepa, UH-
CTpyMeHTasIbHble pparMeHThl CTPYH-
HOT'O COCTaBa.

B nmpounsBeneHmnn orpaxaercs
IJIaBHas Uzes KOMIIO3UTOPCKOTO
MblLTeHWA. [TpuMeHsieMblii MeTox,
CMHKpeTn3Ma, ClIOCOOGCTBYIOI NN 00b-
eIOVHEeHMIO Pa3HbIX cdep (B JaHHOM

by including the new expressive ele-
ments in the part of solo violin (vary-
ing the melodic pattern, new ways of
embodying rhythmic organization
and dynamic colors), while preserving
the original structure of the parame-
ters of the music language.

Also an example of this time new
type of minimalism is presented in
the composition “Night in Galicia”
(1996). It is one of the brightest exam-
ples of innovative, original work with
the folk tradition, created for Dmitry
Pokrovsky’s folk ensemble.

Musicologists rank the composition
as neo-folklorism and note that there
are no borrowings or quotations in this
music. The author’s finding is the cre-
ation of his own version of archaic
folklore material, close to authen-
tic, which is combined with the repet-
itive techniques and other avant-
garde music techniques (sonoristics,
pointillism).

The material of the composition is
diverse and multi-type in its stylistic
properties. The author divides it into
13 unequal fragments intended for dif-
ferent groups of performers. The com-
position consists of solo vocal replicas
of female and male voices, ensem-
ble and choral numbers, instrumental
fragments of string composition.

This music composition reflects
the main idea of composer’s mind.
The applied syncretism method, which
promotes the unification of different
spheres (in this case they are singing,
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caydae — IIeHUs, CLLeHUMYeCcKOro Je-
CTBUSI, )XeCTOB, TaHLIA), I03BOJISET Ha-
3BaTh er0 «KOHLeNTyaJINCTCKON aK-
ument» [ 10, c. 144].

OpurnHanbHas KOHLeNLNs aB-
TOpa C IOJO0OHBIM BOILIOIEHUEM
MIPUHLUIIOB Pa3BUTMS, UCTIOTHUTEIb-
CKMUX IIPMEeMOB, U3MeHeHNeM COCTaBa
Y4aCTHUKOB B Ka)KAOM KPYITHOM pas3-
Jlejle COYMHEHMS CXOXKa C 3aKOHOMep-
HOCTSIMI apXan4ecKoro puTyasna, Ko-
TOPBIN «IIPeAIIoIaraeT y4acTne Bcex
YJIeHOB KOJIJIeKTUBA <...> 1 BCeX NO-
CTYITHBIX GOPM 1 CIIOCOGOB BBIpa3n-
TeJIbHOCTU, 06pa3yIoLINX CBOETro pofa
rapag BceX 3HAKOBBIX CUCTeM (ecTe-
CTBEHHBIN S3BIK, SI3BIK )KeCTOB, MMMMKA,
[IaHTOMMMa, Xopeorpadws, IeHne, My-
3BIKa, LIBET, 3amax n T. 1.) [11, c. 18]».

PereTnTUBHBIN MeTOJ, CTAHOBUTCS
[JIaBHBIM TeXHOJIOTMYeCKMUM IIPUH-
LIMIIOM KOMIIO3uLMn. B counnenmn
OH Ipe/iCTaBJIeH B BiJle TOYHOW 1 Ba-
PUMaHTHOW IOBTOPHOCTU HOBBIX Me-
JIOAMYECKUX sS4YeeK KaKIoro pasjesa
1 pa3HOTO POfia FTapMOHUYECKUX CO-
3BY4Mi1, OCHOBAHHBIX Ha 3BYKOpsize
TTogransiHckoro naga.

ITo yrBepskaenuio . [puropbeBomn:
«KoMIo3nTop cchuraeTcst Ha TpU IPUH-
uuna dopmoobpasoBauus B «Houn
B [aymumun»: peneTUTUBHOCTD, afan-
LIMIO ¥ IPUHLNII GMHAPHBIX ONIIO3M-
unit. B cBolo ouepenb 3T MpexkoMm-
MO3ULIMOHHBIE JIOTMYeCcKre HOPMBI
SIBJIIIOTCSI Pa3HOBUAHOCTSIMU CTPYK-
TYPHBIX OOPSILOBBIX apXeTUIIOB KpPYra,
psnan aroHa. AHaJIuU3uUpys CTPYKTYp-
HYIO JIOTMKY COBPEMEHHOW MY3bIK!

C IIO3ULIMU COOTBETCTBUA JaHHBIM ap-
xerunam, M. KaTyHsH paccMaTpuBaeT
couMHeHWe MapTBIHOBA B acIleKTe Jevi-
CTBUS IPUHLUIIOB aAauLumn — cyo6-
TpaKL MK, yKa3blBasi Ha YMUCIOBBIe IIPO-
rpeccnmn oT 1 10 8 1, COOTBETCTBEHHO,
or 8 1o 1» [10, c. 147].

Takxnm o6pa3om, CTUIb OpUs-
Komno3numn B. MapTeiHOBa, B OCHOBE

stage performance, gestures, dance),
allows us to call it a “conceptual
action” [9, p. 144].

The original authors concept with
a similar embodiment of the devel-
opment principles, performing tech-
niques, changing the compound of
participants in each major section of
the composition is similar to the laws
of the archaic ritual, which “involves
the participation of all members of
the group <...>and all available forms
and ways of expressiveness, form-
ing a kind of parade of all iconic sys-
tems (natural language, sign lan-
guage, facial expressions, pantomime,
choreography, singing, music, color,
smell, etc.)” [10, p. 18].

The repetitive method becomes
the main technological princi-
ple of composition. In this music
piece it is presented in the form of an
exact and various repetition of new
melodic cells of each section and var-
ious harmonies based on the scale
of the Hypomixolydian mode.

According to G. Grigorieva:
“The composer refers to three princi-
ples of shaping in “Nights in Galicia”:
rehearsal, addiction and the principle
of binary oppositions. In turn these pre-
compositional logical norms are vari-
eties of structural ritual archetypes
of the circle, row, and agon. Analyzing
the structural logic of modern music
from the perspective of corresponding
to these archetypes, M. Katunyan con-
siders Martynov’s work in the aspect
of using the principles of addic-
tion — subtraction, indicating numer-
ical progressions from 1 to 8 and,
accordingly, from 8 to 1” [9, p. 147].

Thus the style of V. Martynov’s
opus composition, based on a new
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KOTOPOTO HOBBIN (KOHILEIITYaJIbHBIN)
BUJ, MMHMMaNN3Ma, 00yCIOBJIeH aBTOP-
CKOW KOHLIeNITyaJIbHOW 1leen, orpe-
JleJIsIolIelt BhI6op MaTepuasa 1 IpuH-
LIMIIBI paboTHhI C HUM. My3bIKalbHas
TKaHb WIIIOCTPUPYET 3JIeMeHTHI PU-
TyaJIbHOV CUMBOJIK/ JINTePATyPHOTO
TeKCTa, B OCHOBE KOTOPBIX 3aJI0>KeHa
MOCJIe[JOBaTeIPHOCTD OTHEIbHBIX OYKB
Marndeckoro andasura «IlecHn BeibM
Ha JIbIcOVi TOpe», BhIpaykalolas BhICIINNI
MWPOBOM MOPSIOK, IepUOANIeCKN CMe-
HSIOUIMICS peYnTaTUBHBIMN PparMeH-
TaMW 1 [IeCHSIMI I'epPOeB 3eMHOI'O MUpa.

B counHeHUN NCIIOIB3YIOTCS dJIe-
MeHTBI apxan4ieckoro oJbKIopa,

Ha OCHOBe yCJIOBUI1 KOTOPBIX BO3HU-
KaloT ero aBTOPCKMe 06paslibl, a TaKkKe
IIpYeMbl MMHUMAJIUCTCKOW My3bIKaIb-
HO TeXHUKM (agAULINN, PEIIeTUTUBHO-
CTU, IPUHILUITA GMHAPHBIX OITIIO3ULINIA)
C 3JIeMeHTaMM JPyIUX TeXHUK II1chbMa,
COIIPOBOJKAaeMble Pa3INYHBIMU BU3Y-
anbHBIMU 3 deKTaMn.

Kak ormeuaer M. KaTyHsH, onun-
pasich Ha YCTHBIe KOMMeHTapun KOM-
MO3UTOpa, B Ipon3BeIgeHnn: «B urpo-
BOW CTPYKType OH BOILIOILALT M0
HOBOTO CMHKpeTM3Ma — TOTO, UTO 03-
HayaeT KOHel] aBTOHOMHOTO OIlyca
My3bIKM. Tak 4TO KOHel, BpeMeHU KOM-
Mo3UTOpa — 3TO Ha4yaJIo BpeMeH! OT-
KPBITOTO IIPOEKTa, “HOBOTO 3I10Ca, HO-
BOTrO $OJIBKIOPA, HOBOIO puTyana’s
[12,c.125].

Ha ceropgHsHmMmM JeHb TBOpYe-
CcKuM B3T71s1 B. MapThIHOBa 06bsIC-
HSIeTCS UM CJIeYIOLIMM O6pa3oM:
«MMHMMaIN3M UCIIONIHAET aHTPOIIOJIO-
rmyeckoe Tpeb6oBaHne. KoHenryaamsm
1 MMHMMAaJIN3M KaK HaIllpaBJIeHUs
JIAaBHO CIOXJIN, HO OBIINI MUHMMA-
JIN3M 1 eCTh KOHLeIITyaJIbHbIN [I0OBO-
por. [TaeonmnTnyeckas rnepcesepawnus,
HaBsI34MBOe BOCIIPOU3BeJleHIe OGHOTO
1 TOTO Xe. TeKCThI IepecTaloT reHepn-
pOBaTh CMBICJI, OCTABJISIS 3TY POJIb KOH-
TeKCTY, WIN HaXO[ATCSI MUHYIOLINE

(conceptual) type of minimalism,

is due to the author’s conceptual idea
that determines the choice of mate-
rial and the principles of working
with it. The musical fabric illustrates
the elements of the ritual symbolism
of the literary text, which are based
on a sequence of individual letters

of the “Songs of Witches on the Bald
Mountain” magic alphabet. It
expresses the highest world order peri-
odically alternating with recitative
fragments and songs of the earthly
world heroes.

The composition consists of ele-
ments of archaic folklore. On this basis
the author’s samples appear, as well
as the techniques of minimalist musi-
cal technique (addiction, rehearsal,
the principle of binary oppositions)
with elements of other writing tech-
niques, accompanied by various visual
effects.

As M. Katunyan notes based on
the composer’s oral comments:
“in the playing structure of the compo-
sition he embodies the idea of the new
syncretism — which means the end
of the autonomous opus of music.
So the end of the composer’s time
is the beginning of the time of an open
project, “a new epic, a new folklore,
anewritual” [11, p. 125].

Nowadays the V. Martynov cre-
ative thoughts are explained by him-
self in the following way: “Minimalism
fulfills the anthropological require-
ment. Conceptualism and minimal-
ism as the directions have long died,
but general minimalism is what we can
call a conceptual turn. Paleolithic per-
severation, obsessive reproduction of
the same. Texts cease to generate mean-
ing, leaving this role to the context, or
there are ways that bypass the meaning,
such as energy-saturated gestures” [12].
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CMBICJI ITyTU BPOJe IIPOCTHIX, HACBILeH-
HBIX DHepruer kectos» [13].
PaccMoTpeHHbIe My3bIKaJIbHBIE CO-
YMHEeHWSI paHHeTro0 MMHUMAaJINUCTCKOTO
Iepunoja IpefCcTaBlIsaoT cO60 Han-
60J1ee M3BECTHBIE U SIPKMe 06pa31ibl
aToro BpeMeHn. OHI CO3aHbI B paM-
Kax HaIlpaBJIeHUs] My3bIKaJIbHOT'O KOH-
LenTyanm3Ma (paHHeTO) 1 OTPasKaloT
VHAWUBUIYyalIbHO-aBTOPCKOE BOILIO-
LIeHMe ero XapaKTePHBIX OCO6eHHO-
CTel, Ha UTO yKa3blBaloT aBTOPCKMe
KoMMeHTapun B. MapTsiHOBa 11 pa-
60TbI OTeYeCTBEHHBIX MCCIeloBaTeeNn.
KoH1lenTyasnbHble 4epThl TBOPYECTBa
KOMIIO3UTOPa, BhIpa’KeHHbIe B CTUJIE
MUHUMaIN3Ma, yoeanTeIbHO UILTIo-
CTPUPYIOT pa3jINYHble IIPOLIeCChl Tpeob-
pa3oBaHMsI MMHUMAINCTCKON TeXHUKNU
m1cbMa, KOTopas 3aHMMaeT 3HaYnTe lb-
HYIO YaCcTh COYMHEHNI1 aBTOpa B I10CJIe-
IyIollne I1epuoAbl TBOPYeCTBa.
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The considered musical composi-
tions of the early minimalist period
represent the most famous and vivid
examples of this time. They were cre-
ated as part of the music conceptu-
alism (early) direction and reflect
the individual author’s embodiment
of its characteristic features, as indi-
cated by V. Martynov comments and
the works of Russian researchers.
The conceptual features of the com-
poser’s work, expressed in the style
of minimalism, convincingly illus-
trate the various processes of trans-
forming the minimalist writing tech-
nique, which is a significant part of
the author’s works in subsequent peri-
ods of his creative life.
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