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Mazoanena boposey,
Bapmaga;
FO3zeqh Maescku,

I'mannck

MY3BIKAJIBHASI IPONOBEb:
HECKOJIBKO CJIOB O « MY3BIKAJIBHOM ITPMHOIIIEHUWA»

HexoTopsle uccienoBaTeny My3bika baxa (Hanpumep, MapTun I'ek,
Anarommii Muika) yTBepXKJalOT, 4TO My3svikaibHoe NpuHOuwieHue
uMeeT cBeTckuid xapakrep. Cnenys uatynumu Opuka Ueiida u Maiik-
1ma MapucceHa, MBI BBIABHTA€M TE3UC O TOM, YTO 3TO COYMHECHHE
HMEET PEIMIHO3HOE, 60rocioBckoe HanomHenue. bax 3agyman cBog
Ipou3Be/icHHE KaK My3bIKaJIbHYIO ITPOIOBEb, 00pamEHHyIo kK @pun-
puxy Bemkomy, kopomo Ilpyccuu u 6eskalocTHOMY IpoIaraH-
JMCcTy aHTHXpucthanckux muuaei Ilpocsemenmsa. Mul pobaBmseMm
K aprymenTanmu Yelida u Mapuccena HOBEIH aprymenT. Hama apry-
MEHTalUs HalpsMyI0 COOTHOCHTCS CO B3TJIJaMH Ha IEPKOBHYIO
My3bsIKy Jliotepa u motepanckoi IlepkBu; Ha Takoe IOHMMAaHUE
opucuntupoBancsa bax B Musikalisches Opfer, naBas 3arnaBue JByM
puuepkapam: Regis Iussu Cantio Et Reliqua Canonica Arte Resoluta
(«/lanHas noBeneHWEM KOpPOIA IIECHA H Ipodee, UCIIOMHEHHOE B Ka-
HOHHTECKOM POJIC»).

KimoueBnIM 1711 MOHUMAaHYS IIEPKOBHOTO XapaKTepa 3TOTO JIATHH-
CKOTO Ha3BaHHA SBILIETCS CIIOBO cantio (nenue, uspa), 03Ha4aloImee
U nexue, 1 UHCMpymeHmanvhyio mysviky. Ocoboe 3Ha9eHUE AT 3a-
KPEILUICHUS PEIMTHO3HOI'O IIOHUMAHUA cantio mMena paboTa TeopeTH-
Ka My3bs1kn Muxasis [Iperopuiyca (1571-1621). B Syntagma musicum
OH CBH3JI 3TO CIOBO C APYIMM IEPKOBHEIM CIIOBOM — COHCIO, HpO-
noeeods. [lperopuyc yrayoun B3rs sl camoro Maprtuna Jliotepa, uc-
HONB3ys UTPY JAaTHHCKUX CIIOB concio et cantio MOIOOHO JTIOTEPOB-
CKOMYy singen und sagen, nemb u npOU3HOCUMb NPONOBEOs.

Bax 3Ha) TEONIOrM4ecKoe M JIMTypruIecKoe 3HaUeHue singen und
sagen U concio et cantio. Ha monke ero 6ubimoreku crosn Tpya Syn-
tagma musicum. OH HUCNONB30Ball Singen und sagen, HanpuMep,
B pooicoecmeerickom tumue Jltorepa Vom Himmel hoch da komm ich
her, Ha TeMy KOTOPOT'O HAIMCAN HECKOIBLKO Mpemoimit u Kanonuue-
CKue eapuayuu.
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Magdalena Borowiec,
Warsaw;

Jozef Majewski,
Gdansk

MUSIC SERMON:
A FEW WORDS ABOUT Musical Offering

Some researchers of Bach’s music (for example, Martin Geck, Ana-
toly Milka) consider the Musical Offering to be a secular work. Fol-
lowing the intuition of Eric Chafe (Tonal Allegory in the Vocal Misic
of J.S. Bach) and Michael Marissen (The Theological Character of
J.S.Bach’s ‘Musical Offering’), we consider Musicalisches Opfer to
be a religious piece. We put forward the thesis that this opus has
a theological content, contains references to the Church, the liturgy,
the Bible and God. Bach conceived his work as a musical sermon,
addressed to Frederick the Great, king of Prussia and a ruthless
propagandist of anti-Christian ideas of the Enlightenment. The com-
poser defends the faith of the Lutheran Church in a difficult historical
period. We add to the argumentation of Chafe and Marissen a new
argument directly related to the views on church music of Luther and
the Lutheran Church. Bach was guided by this understanding in
Musicalisches Opfer, giving two richercars the title: Regis ITussu
Cantio Et Reliqua Canonica Arte Resoluta (At the king’s command,
the song and the remainder resolved with canonic art™).

The key word for understanding the ecclesiastical nature of this
name is cantio (singing, playing). It represents an essential part of
the Lutheran liturgy — both singing and instrumental music. A speci-
al role in consolidating the religious understanding of cantio was
played by the treatise Syntfagma musicum by Michael Pretorius (1571-
1621), who had a great influence on the musical art of Germany in
the 17th—18th centuries. Pretorius linked cantio with another church
word — concio, sermon. Pretorius deepened the views of Martin
Luther himself, using the pun concio et cantio, like Luther’s singen
und sagen, to sing and preach a sermon. Luther wrote: “Thus, God
preached the gospel also through music (per musicam)”.
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Tamovsana Kwopezsan,
Mocksa

«PA3BEPTBIBAHHUE)»
Y BAXA, 10 BAXA, IOCJIE BAXA

3abrITas mpensicTopus Tepmuna Fortspinnung (O.Knaysens, 1894).
Ero BozoOHOBIcHUE B. @umepom (1915) u 3. Kyptom (1917): B Oyk-
BaJIbHOM 3HAYCHUHN — «UIANICeCs NPANCHNAC)», THIIMYHOE I CIOX-
HO# 1po¢eCCHOHANBHON MOMMGOHHH (AHTHIIOA ITECEHHO-TAHIIEBAIIb-
HOTO (ONBKIOpHOTO THIA). IIpOTHBOMONIOXKHBIE BHIBOJBI M3 00Imeit
moceuku ¢ U, C.baxom B nenTpe: y @umiepa — yBoasmme K Kirac-
cudecKoii coHare, y Kypra — k ipeBHEMY THHEapHOMY MBILLICHHIO.
Iepeocmeicnenue uneit @umepa u Kypra y Hac, 3akpenneane (c me-
pesosioM tpyaa Kypra, 1931) xareropuu pazeépmvieanue B 6apod-
HOM KOHTEKCTE KaK OCHOBHOTO ITPHHIIUIIA HOPMEI ITO MOICITH 120pP0 —
pazeépmuleanue —kaoanc. C NaTbHEHIIMM OCBOCHHEM O0apOvHOrO
penepryapa IOHHMAHUE OTPAaHWYCHHOTO ACHCTBUSA MOJICI B TUCTOM
Buzie. Bmecre ¢ TeM, 1o Mepe pa3aBIKECHIUS NCTOPUYICCKUX H Ireorpa-
(HYCCKHX T'PaHUI] OCO3HAHKE €IBA I HE YHUBEPCATBHOCTH IIMPOKO
HOHATOTO NpPWHIMIIA Pa3BEPTHIBAHUA: CBA3AHHOE C «KPYTOBHEIM»
(HEeMMHEHHRIM) OIIYICHAEM BPEMECHYU M CTATHYHBIM MHPOYIYBCTBOBA-
HHEM, pazeépmuléanue IPOTABOCTOUT LEJICHATIPABIICHHOMY M JHUHA-
MHYHOMY pazeumuro Kiaccudaeckoro tuma. [locnennee, npexoasiiee,
OKPY)XCHO HCTOPHYCCKM ¥ TeorpadruecKu OCCKOHCUHEIME, XOTS
U Pa3HBIMH IPOSABICHUSAMH HIEH pa3BEPTHIBAHUA — OYAET M BTO
XOXKICHHE II0 <«M30PUTMHYCCKAM KpyraM» IO3THECpEIHEBEKOBBIX
€BpPOICHCKIX JKaHPOB, WIH BOJIHOBOE ABWXKEHHE 1O Ipuy JTOMOpHI
B Ka3aXCKOM KIO€, HIIV PEIIETUTHBHOE YMHOXCEHHE B HOBSHIIIEM KOH-
THHyyMe Oe3 rpanuil. Bcé 3To cTaBUT mepen HAyKOi IO BUIMMOCTH
IPOTUBOIOJIOKHEIC, HO PaBHO HACYIIHEIC 33/1a9d: YTOUYHHTH IPEAe-
JBI ¥ KPUTEPUH Pa3BEPTHIBAHUA B TECHOM, GapodHoM cmeicie (1o
«6axoBcKOMY» 00pasily); 0003HauUTh XOTA OBl OCHOBHBIC IIOKa3aTe-
JM pa3BEPTHIBAHKSA B IIHPOKOM CMBICIIE, PACKPHIB YPOBHH MX IPOSAB-
JICHAS — C TEM, YTOOBI IIOCTEIIEHHO OCBaMBaTh KOHKPETHHIC (PopMbI
uX OOHapyKEHHMs, pa3HbIC I MHOTHX UCTOPHUICCKA H HAIMOHAILHO
OTHAIEHHBIX MY3EIKAJBHBIX KYJIBTYP.
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Tatiana Kyuregyan,
Moscow

“UNFOLDING”
IN BACH’S MUSIC, BEFORE, AND AFTER BACH

The history of the term Fortspinnung (O. Clauvel, 1894) is forgotten
today. Literally meaning “continuous spinning”, it was renewed by
W.Fischer (1915) and E.Kurt (1917) in relation to complex learned
polyphony as antipode of popular song and dance style. Opposite
conclusions regarding its historical role, with J.S.Bach in focus,
were reached: Fischer considered Fortspinnung as a leading principle
in the classical sonata, while Kurt saw it as a result of the
development of the ancient linear thinking. In Russia (following the
translation of Kurt’s work, 1931), Fischer’s and Kurt’s ideas
received reconsideration, and the term has been used for the category
of unfolding (razvertyvanie in Russian) in the baroque context as the
basic three-fold structural model: the thematic nucleus— unfolding—
cadance. As studies in baroque repertoire developed, understanding
of this model in its pure sense appeared to be limited. Broadening of
historical and geographical musical entities lead to realization of the
concept to be almost universal in a broader sense as a principle of
unfolding associated with “circular” (nonlinear) perception of time
and static worldview perspective — as opposite to purposeful and
dynamic development of classicist type. The latter is transitory,
surrounded by historically and geographically endless, though
various, manifestations of the idea of unfolding — will it be moving
along the “isorhythmic circles” of late medieval European genres, or
wave movement along the dombra neck in Kazakh kyu, or repetitive
multiplication in the newest limitless continuum. All these seemingly
opposite, but equally needful tasks of defining the limits and criteria
of unfolding are fascinating for scholars. The concept ranges from its
narrow understanding in baroque sense (according to the “Bach”
model) to designation of at least its main indicators in a broad sense
revealing the levels of their manifestation and learning specific forms
of their detection — different for many historically and nationally
distant musical cultures.

13



Hzopyw Ipuxoodwvko,

XapbKoB

MEJOIHYECKHAN U TOJIAP®OHAYECKAIN CHHTAKCHAC
B MHBEHITUSX U. C. BAXA

IIpencraBiaeHus 0 MENOAWIECKOM CHHTAKCHCE B TEODHU MY3BIKAIb-
Hoi1 peun b. JI. AABopckoro u 10. H. TionnHa ommparoTcs Ha aHAITHIO
MEX]y pa3sBEPTHIBAHHECM MEJIOAWH M COCAUHCHHUEM CIOB B CHHTAT-
MBEIL, HO HE 3aTParvBaroT B3aMMOIEHCTBHA Mex Ty ronocamu. J. Kypr,
H3ydas TaKkoe B3aHMOJICHCTBHE, HE PACCMAaTPUBAET MOMEHTHI BCTYII-
JICHUS M BBIKIIOYCHUA TOJIOCOB.

WaBenmuu baxa faroT waeanbHEBIN MaTepHan Ui H3y9eHHS STHX
MOMEHTOB OJIMGOHNIECKOTO CHHTaKcHca. JJaxke OaHanBHOE yTBEPK-
JIEHHE, 9TO TojI0Ca MOI'YT BCTYNAaTh CHHXPOHHO WJIM HECHHXPOHHO,
MO3BOIIET CAEIATh UHTEPECHEIE HabmoaeHnA. OOHO8peMeHHOe BCTYTI-
JIEHHE, HETHITMYHOE T TOMUGpOHNIecKoi (POpMEBI, BO3SMOXKHO B HH-
BeHiusax f-moll u A-dur Grmaromapst KOHTPacTy JIByXTOJNIOCHEIX TEM.
IIpu pasnoepemerHom BCTYIUICHHH Pa3IM4aAIOTCA HalodceHue (COB-
HnajficHue) Wi cyenieHue (HECOBIAICHHE) PUTMHUYCCKUX AKICHTOB.
IlepBoe crOCOOCTBYET METPHUYECKOH OIPEAEIEHHOCTH; BTOPOE —
putMumdeckoit rubkoctu (0coOeHHO spko—B HHBeHIMH E-dur).
B maBeHmusax Es-dur, e-moll, g-moll, a-moll, B-dur u h-moll cuemn-
neHue AAphepeHIMPYET UMITYJIECH: METPOPUTMUYECKHI B HIKHEM
TOJI0CE M MEJIOJMKO-TEMAaTHICCKHI B BEPXHEM.

ConpsbkeHre ABYXTOJOCHBIX MOCTPOCHHHN AO0ABIACT K HAJIOKE-
HUIO U CHEIUICHUIO NpUKpenierye IepBoi HOTH HOBOTO MOCTPOSHHS
IIOCIIE B3SATHS MOCICAHCH HOTHI IPEABIAYINCTO. B HOTHOM TEKcTe
BO3MOXHO W HpUCOeOUHeHUe HOBOTO IIOCTPOCHMS K OKOHYAHHIO
OPEABIAYIEro, HO MHPAaKTHYECKH WCIONHHUTEIb JTHOO HCHOIB3YyeT
IPUKPEIUICHHUE, JIN00 pazdensem MOCTPOCHHUS.

...1Ipu u3ydeHHU COBPEMEHHOI MY3BIKH 3a9acTyI0 HEBO3MOXKHO
PUMEHHTH TPAIHI[HOHHBIE aHAMTHYCCKHAE MHCTPYMEHTHI, H TOTAA
nojie3HO oOpaTHTh BHUMaHHE Ha 6a30BBle NPHEMBI B3aMMOAEHCTBUSL
TOJIOCOB/IUTACTOB MY3BIKANbHOM TKaHW. HccnenoBanue nonmgoHu-
YECKOr0 CHHTaKCHCa B WHBEHIMSX baxa ¢opmupyer mozpenu, Ha
KOTOpPEIE MOXKHO OPHEHTHPOBAThCA B TaKoil pabore.

14



Igor Prikhodko,
Kharkov

MELODIC AND POLYPHONIC SYNTAX
IN J.S.BACH’S INVENTIONS

The notions of melodic syntax in the theory of musical speech
as developed by Boleslav Yavorsky and Yury Tyulin are based
on the analogy between unfolding a melody and connection of
words into syntagmas. The Russian scholars, however, did not
consider interactions between parts. Emst Kurt did study such
interactions, but he did not consider moments of parts’ entries
and exits.

Bach’s Inventions provide perfect material for exploring
these elements of polyphonic syntax. Even the commonplace
statement that voices can enter simultaneously or successively
involves interesting observations. Simulfaneous entry, not usual
in Baroque polyphony, is possible in the F minor and A4 major
inventions due to the contrast between two voices in their themes.
Successive entries can be made in two ways: either as overlaying
with synchronous rhythmic accents, or as clutching with accents’
discrepancy. The first contributes to metric certainty; the second —
to rhythmic flexibility (especially distinguishable in the E major
invention). In the inventions FE-flat major, E minor, G minor,
A minor, B-flat major, and B minor, the clutching differentia-
tes impulses: metro-thythmic in the lower voice and thematic
in the upper one.

Connection of two-voice sections allows the attachment of the
first note of the new segment after taking the last note of the previous
one. In scores, it is also possible to connect a new constructive
segment with the end of the previous one, but performers either use
the attachment or separate the sections.

Studying contemporary music, it is often impossible to apply
traditional analytical instruments, and so it is useful to pay attention
to the basic models of parts interaction. The study of polyphonic
syntax in Bach’s Inventions provides musicologists with such
models.

15



ABTOPEI 3TOT'O BBIITYCKA

Boposey, Mazoanena — xypatop ApXuBa MOJILCKIMX KOMIIO3HTOPOB
Bubmmorexn Bapmasckoro yHHBEpcHTETA.

T'upgpanosa, Mapuna Eezenvesna — HIOKTOp HCKYCCTBOBCACHMA,
npodeccop Kazanckoii rocyqapcTBeHHONH KOHCEPBATOPHH MMEHH
H.T. Xuranoga.

Huckun, Kupunn Braoumuposuy — KaHOUAAT HUCKYCCTBOBEACHU,
Jouent Caakr-IlerepOyprekoii rocyAapcTBEHHON KOHCEPBATOPHHU
mMenn H. A. Pumckoro-Kopcakopa.

Kpeitinuna, FOnus Bonbvghosna — KauauaaT UCKyCCTBOBCICHHUS, ITO-
gérabii npogeccop Espetickoro Yausepcutera B Mepycamme.

Kiopezan, Tamoana Cypenoéna — JTOKTOP UCKYCCTBOBEACHUS, IIPO-
tdeccop MOCKOBCKO# TOCYAapCTBEHHOH KOHCEPBATOPHH HWMCHWU
I1. 1. YaiixoBckoro.

Jlvoicos, I puzopuii Mleanoeuy — KaHIUIAT WCKYCCTBOBEICHUS, JIO-
eHT MOCKOBCKOH TIOCYAapCTBEHHONH KOHCEPBATOPMHM HMCHH
I1. 1. YaitkoBckoro.

Maescku, KO3egp — Teonor, MEAUAAHTPOIIONOr, TOKTOP GOToCiIoB-
CKHX HayK, npodeccop ['manpckoro ynusepcurera.

Munxa, Auamonuii Ilagnosuy — JOKTOp UCKYCCTBOBEACHUS, podec-
cop Cankr-IleTepOyprckoii rocyaapcTBEHHONH KOHCEPBATOPHU
umern H. A.Pumckoro-Kopcakosa u Cankr-IlerepOyprckoro
TOCYAapCTBECHHOTO YHUBEPCHUTETA

Ipuxoovko, Hzopv Muxaiinoéuy — KaHIWIAT MCKYCCTBOBCICHMUS,
JIOLIEHT. YKpaWHa.

Puwyapesa, Mapuna Ipuzopvesna — IOKTOP HCKYyCCTBOBCACHUA,
no4éTHEIM npodeccop yruBepcurera bap-Unan.

IOxcax, Kupanuna Hocughosna — IOKTOp UCKYyCCTBOBEIACHH, IIPO-
¢eccop Cankr-IleTepOyprckoii rocy/IapCTBCHHOM KOHCEPBATOPHI
mmenn H. A, Pumckoro-Kopcakosa.

Hukye, Amna Upmenoena — KaHIHIAT HCKYCCTBOBEAECHUS, AOLEHT
Cankr-IleTepOyprckoii rocy1apCTBEHHOH KOHCEPBATOPHH HMEHU
H. A. Pumckoro-Kopcakosa.
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