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CUHECTETUYHOCTbDB B TBOPYECTBE H. BBIIIHEI'PAICKOI'O

Jlocesa Ceemnana Hukonaesna, KaHOUIAT NICUXOIOTHYECKUX HAyK, JOLEHT Kadeapsl My3bIKaIbHOIO
oOpazoBanus, MpkyTckuii rocynapcTBeHHbIH yHuBepenTeT (I MpkyTck, P®). E-mail: Loseva@bk.ru

B crarpe anammsmpyeTcst KoHuemius TBopdecTBa M. BrmmHerpagckoro. OnmchiBas 0COOCHHOCTH
UCCIIEJIOBAHUSI TBOPYECKOIO MYTH KOMIIO3MTOPA, aBTOP OTMEYAECT OCHOBHYIO OCHOBOIIOJArarolIyl 4epTy
koHnenmy Y. BeIIHErpajickoro — CHHECTETHYHOCTh. B cTarhe onmceiBaeTcest epBbIil KOHIEPT «DecTHBaIs
YETBEPTUTOHOBOW MY3BIKI» KakK ()EHOMEHAIIbHOE OTKPBITHE B MY3bIKaJIbHOI sku3HU [lapmka — HOBOTO sIBIIC-
HUsI, CB3aHHOTO ¢ UMeHeM [BaHa BrlmHerpasickoro — aBanrapaucTa, Haubosee MociIea0BaTeIbHOTO Teope-
THKa, TIPAKTHKA U TIOIYJISIPH3aTOpa MUKPOXPOMATHKH, a Takke (ritocoda My3bIKH.

OcHoBoronararoiee IoHATHE TBOPUECKOW KoHIenun M. BeimHerpaackoro — «3ByKOBOM KOHTHHYYM»,
WJIN «BCE3BYUNE» — B3aMMOCBSA3aHO C XapaKTEPUCTUKON 3BYKOBOW mpamarepri. CTaHOBIICHNE TTOHATHS «KOH-
TUHYYMa» B TBOPYECTBEC KOMIIO3UTOpA B3aMMOCBA3AaHO C 0COOBIM YyYBCTBOM MHCTUYCCKOI'O MPOCBECTICHUA,
BHYTPEHHETO CJIBIIIAHUS IPOCTPAHCTBA MEX/Y 3ByKaMH (a MO3Ke M 3BYKOBOTO MIPOCTPAHCTBA B IEJIOM), KOTO-
pble B najbHEHIEM (GOPMHUPYIOT ONIpEeIeHUE YeTBEPTUTOHOBOM TEXHHUKH.

Xapakrepusyercs crierdrka B3aNMHBIX CONMPSHKCHUH MUKPOXpOMaTHUeckol cucteMsl M. Berraerpas-
CKOT'0, THANBHUYaJIbHO TpaKTyeMOﬁ UM IPOrpaMMHOCTH B MY3BIKEC U TCOPHHU IBETOBOT'O YJIbBTpaxpomMaru3Ma.
VYKa3aHHBIE CONPSDKEHUS] HHTEPIPETUPYIOTCS KaK CBOCOOpa3Hasl «TEXHOJIOTHSD PaCKOJMPOBaHHs CMbICIIA, 3a-
KIIFOYEHHOTO B MY3BIKaJIbHOM ITpon3BeaeHuH. [Ipencrasnsercs obocnoBanue M. Breimrnerpaackum MUKpOHUH-
TEpBAJILHON KOHILETIINHI MY3BIKH, OCHOBAHHOE Ha 00EPTOHOBOM 3BYKOPSIZIE; TEOPHS «PAaCIBIIICHUS» 3BYKOBON
MaTepuu MYy3bIKH U3 YMO3PUTEIbHBIX MPEJCTABICHUN O CTPYKTYpE MPOCTPAHCTBA.

B crarbe paccMmarpuBaeTcst pa3padoTKa MPOeKTa TPEXKIaBUaTypHOTO MHUKPOXPOMAaTH4ecKoro (opremnua-
Ho W. Brimnerpazckoro (Tae cpeansis KiaBuarypa Oblia HacTpoeHa Ha 1/3 ToHa BbIIIe HIDKHEH, a BEpXHSIS — Ha
2/3 tona). [TokazaHo, uTo TBOpuyecTBO M. BEIITHETpaAcKOTO B3aNMOCBS3aHO C 0COOBIM TyBCTBOM MHCTHUECKO-
IO IIPOCBETIICHUS, 0OCOOCHHOTO CIIBIIIAHNS 3BYKOB.

KoaroueBbie cioBa: 1. BelHerpajickuii, MUKpOXpoMaTnka, CHHECTETHUECKasl KOHIIEIIINSI TBOPYECTBA,
CHUHTETHYECKOE BOCTIPHSITHE MY3bIKH.
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SYNESTYTICITY IN THE CREATIVITY OF I. VYSHNEGRADSKY

Loseva Svetlana Nikolaevna, PhD in Psychology, Associate Professor of Department of Music Education,
Irkutsk State University (Irkutsk, Russian Federation). E-mail: Loseva@bk.ru

The article considers the concept of creativity of I. Vyshnegradsky. Describing the features of the study of
the composer’s creative path, the author notes the basic fundamental feature of the concept of I. Vyshnegradsky
as synesthetic. The article describes the first concert of the Festival of Quarter Tone Music as a phenomenal
discovery in the musical life of Paris — a new phenomenon, avant-garde — connected with the name of
Ivan Vyshnegradsky, the most consistent theorist, practitioner and popularizer of microchromatics, as well
as the philosopher of music.

The fundamental concept of the creative concept of I. Vyshnegradsky — “sound continuum” or “all-
soundness” — is interconnected with the characteristics of sound pra-matter. The formation of the concept
of “continuum” in the composer’s work is interconnected with a special feeling of mystical enlightenment,
inner hearing of the space between sounds (and later of the sound space as a whole), which subsequently form
the definition of quarter-tone technique.

Characterized by the specificity of the interconnections of the microchromatic system of I. Vyshnegradsky,
individually interpreted by him as programmability in music and theory of color ultramatism. These interfaces
are interpreted as a kind of “technology” of decoding the meaning, concluded in musical work. I. Vyshnegradsky
substantiates the microinterval concept of music, based on the overtone scale; the theory of “sputtering”
the sound matter of music from speculative ideas about the structure of space.

The article deals with the development of the project of the three-key microchromatic piano by
I. Vyshnegradsky (where the middle keyboard was tuned to 1/3 of the tone above the lower one, and the upper
one — to 2/3 of the tone). It is shown that the work of I. Vyshnegradsky is interconnected with a special feeling
of mystical enlightenment, a special hearing of sounds.

Keywords: 1. Vyshnegradsky, microchromatics, synesthetic concept of creativity, synthetic perception of

music.

B coBpeMeHHOM MWHpE OTKPBIBAIOTCS TaKHe
MIEPCIICKTUBBI Pa3BUTHS HAYKA U TBOPYCCTBA, KOTO-
pBIe OBLTH HE MOJBIACTHBI MUPOBO33PECHUIO YICHBIX
B XVII-XIX Bekax: pacIiierieHHe atoma OBLIo
IpeeioM BOOOpaKeHHS B HAyKe, a B HCKYCCTBE EMY
COOTBETCTBOBAJIO OCO3HAHUE TOTO, YTO €IMHUIA MY-
3BIKAIBHOW MaTepUd MOXKET COCTaBJISTh MCHEE II0-
myToHa. BO3HWKHOBEHHE YABTPOXPOMATHKH CBS3aHO
C WMeHeM Kommosutopa MBaHa AmnekcaHAPOBUYA
BelmiHerpaickoro — aBaHrapancTa, Haunbosee mocie-
JIOBAaTEIIFHOTO TCOPETHKA, TPAKTHKA ¥ TOMYIIpH3a-
TOpa MUKPOXPOMATHKH, a Takxke (hrmocoda My3bIKH.

TBopuectBo M. BBbIIHErpajacKkoro CBs3aHO
C MHHOBAIMSIMA ¥ HOBATOPCKUM MBbINUICHUEM. BaH
AnexcanapoBuy Beiinerpaackuit [4; 5] npemioxui
BHJIBI TEMIIEPAINN, OCHOBAHHBIC Ha JCICHHUU IENI0-
rO TOHA Ha «MUKPOTOHBI» (JIeJIEHHE IIeJI0T0 TOHA Ha
4 YeTBEPTUTOHA) B COMOCTABJICHUU C TPAIUIIMOHHON
12-ToHOBOW Temmepauuel; Takxke Ipeniarai Jesie-
HHE OKTaBHl Ha mpom3BoibHOE (10, 20) KomMIecTBO
PaBHBIX 1O BEJIUYMHE WHTEPBAJIOB WM, HAKOHEII, Jie-

JICHWEe CEMHOKTABHOTO nuama3oHa Ha 505 wacreit
(THI 3BYKOBOM CHCTEMBI — «3BYKOBOW KOHTHHYYM)»,
a B3aMMHYIO HE3aBHCUMOCTb CTyTICHEH ITOqu&pKrBal
TEPMHHOM «ITAHCOHOPHOCTBY).

B nerctBe okpyxkeHue pebeHka ObUIO CBsi3a-
HO ¢ MHUpPOM IpexpacHoro: Marb V. Beimnerpan-
CKOTO0 — ITMCATEIbHUIIA, OTeIl — KPYMHBIH OaHKHD,
KOMITO3UTOP-TI00NTENb, PUBUBABIINI TEPBbIC Ha-
BBIKM KOMIIO3ULIMM CBOEMY CbIHY. IlepBbIil KOMIIO-
3utopckuil omelT M. BBIIIHErpajgckoro OTHOCHUTCA
k 1910 romy, HO TepBBIH OEOIOT COCTOSIICS TOJb-
ko B 1912 rogy ¢ coumnenmem «Andante religioso
et funébre» (He COXpaHUIIOCH), KOTOPOE BBI3BAJIO 10-
noxutenbHble 0T3bIBbI L. Kiou. TlepBoe 3pernoe co-
ynHeHne «Jlens Obrtusi» (La Journee de 1’Existence)
Harmcano WM. Beimmaerpaackum B 1916 romy Ha co0-
CTBEHHBIN TekcT, B 1919 rogy oH Hammcan My3bIKY
K criekrakio «Makoer».

[TpakTH4yeckue OMBITHI MHUKPOXPOMAaTHKH BoI-
LIHETPaJCKUIl Hayall COYMHEHHEM «7 Bapualuil Ha
HOTY J10» Juisi 2 GOpTeNnraHo ¢ 4eTBEPTUTOHOBOI Ha-
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crpoiikoit op. 10 (1920). B 1920 rogy xoMIto3utop
smurpupoBan B Ilapwx, 3arem nepeexan B bepnuw,
e paboranu A. Xaba, . Marep, B. Ménnennopd,
P. Iraiin, Taxke padoraroiiyue B 00JaCTH MHKPO-
xpomaruku. Cpemum APYrHX COYMHEHHWH: cuM(o-
uus «Tak roBopun 3aparyctpa» mains 4 doprennaHo
op. 17 (2-s penakuus — 1936), «Koemocy» mis 4 gpop-
ternnaHo op. 28 (1940), «3Tron B popme Marn4eckoro
kBagpatay it Goprenuano op. 40 (1956), «Vib-
TPaxpoOMaTHYECKHUI ITIO» JIJIsl OpraHa B HaCTPOHKe
1/31 okraBel op. 42 (1959). B 1950-60-¢ romsr oH
counHs a1 BonH Maprteno («Transparences I, 1I»
op. 36 47— 1953, 1963).

O «®ectuBane UYETBEPTUTOHOBOM MY3BIKHY,
cocrosBuiemMcss B 1937 romy, mpecca mmcana Kak
0 CHJIBHOM M He3a0bIBA€MOM BIEYATIICHUH, KOTOPOC
IIPOU3BEJIO 3TO MEPONPUATUE HA My3bIKaibHbIN Ila-
pux. IlepBbiil koHLEPT «DeECTUBANSI YETBEPTUTOHO-
BOW MY3BIKM» TIPOIIEJI C TPAHANO3HBIM yCIEXOM, KO-
TOPBIH MOJHOCTBIO COCTOSUT M3 MTpou3BeneHui Bana
Beimaerpajckoro. B gaHHBIA 9Tan jKU3HUW KOMITO-
3UTOp OTMEUaeT B CBOEM AHEBHUKE «TeTpans moeil
KHU3HW», YTO 3TO HE MIPOCTO COCANHEHUE PA3IUIHBIX
BU/IOB HCKyccTBa, a CBEpXMCKYCCTBO M «4TO OHO
TauT B ceOe Ooee ITyOOKUH U IIUPOKUH CHHTE3, 4eM
MIPOCTO COYETAHUE OTAECIBHBIX POJOB BIEYATICHUH
B OJIHO XyAO)KeCTBEHHOE Iienoe. CBEepXHCKYCCTBO
ecthb pumocodust...» [3, c. 66].

W. BermrHerpaackuii [2] mpeacTapisieT ciaenyo-
mee 000CHOBaHNE MUKPOWHTEPBAIBHON KOHIIETIIINH
MY3bIKH, OCHOBBIBAasCh Ha OOEPTOHOBOM 3BYKOPS-
ne: «Ecimm pomyctuts, uto npaB CabaHeeB B TOM,
YTO CKPSOMHCKHI IPOMETEEBCKUIT aKKOPJ CBOAUTCS
K psiy BbIcHIMX 00epToHOB (1m0 — 8-i, da# — 11-ii,
cu-6emonb — 14-i, mu — 10-#1, 11 — 13-, pe — 9-i),
TO POXKAAETCS BONPOC — HE SBISETCS JIN YETBEPTHU-
TOHOBAasi My3bIKa 3aBOEBaHMEM MAAJbHEHIIEro psiia
00eproHoB — Mexy 16-m n 32-m. B camom niene, no-
MIyCTHM, YTO PaBHOMEpHas TeMIIepalus B 3BYKOpsiIe
KOMIIPOMHCCHO MOXKET OTPa3uTh OOEPTOHOBBIN Psijl
ot 1-ro 10 16-ro obeprona. C BBeieHUEM YETBEPTEH
TOHOB MBI, TIPEXk/IE BCETO, MOITYyYaeM BO3MOKHOCTb
0oJiee TOYHO HOTHPOBATH 1 1-if 00EPTOH, KOTOPHIIA TO-
paszo HWXKe TeMrepupoBaHHoro ¢a#. Jlerko noHsTH
MOYEMY: BEb PsiJi MHTEPBAJIOB, 00pa3yeMbIX COCEl-
HUMHU 00EPTOHAMH, JIEJIAETCS TIOCTEIIEHHO BCE MEHb-
1€ ¥ MEHBINE, U LENBI TOH 10 — pe OOnbIIe 1eno-
TO TOHA pe — MU (JI0 — pe BBIPAKAETCs] OTHOIIECHUEM
8:9, a pe — mu 9:10). Ctporo roBopsi, B 00epTOHOBOM
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psizie HeT TOYHOTO pa3[eieHns] Ha TOHBI U IOy TOHBI,
a eCTh JIMIIb ITOCTEINIEHHOE YMCHBIICHHE HHTEpPBa-
JIOB B yOBIBarolell T€OMETPUYECKON IMPOTPEeCcCHm
[3,c. 118-119].

VYrbTpaxpoMaTHKa — 3TO «PACIHbUICHHE» MY3bl-
KaJIbHOM MHTOHAI[AH.

W. BeiHerpajackuili B mnpoiecce CBOei TBOp-
YEeCKOH JIeSITeNbHOCTH pa3padarhiBaeT MPOEKT TPeX-
KJIaBHaTypHOTO MUKPOXPOMaTHYeCKOro (oprenraHo
(rne cpenusisi kiaBuarypa Obuia Obl HACTpOeHa Ha
1/3 ToHa BbIlIe HWKHEH, a BEpXHssl — Ha 2/3 TOHA).
OCOOCHHOCTD TIOCTPOCHHS NaHHOH KOHCTPYKITHH
CBsI3aHA C TEM, YTO Oelble KIIABUIIN — 3TO IOIYTO-
HBI, @ YEpPHbIE — MUKPOXpOMaTHYEeCKHe 3BYKH. J[ms
JIYYIIEero BOCIPUSITHS KIABHATypbl HCIOIHHUTEIIEM
Npe/Iarajoch OKPACHTh KIIABHIIH B PA3JINUHbIE [[BE-
Ta: 10 — Oenblid, MU b — KpacHbIH, ¢a # — YepHbIH,
7151 — rorry0oii. LIBeT ocTaBImIMXCs KIaBHII OBLT TEMHO-
Ceporo OTTEeHKA.

B mnepesone H. I'ypenko [1] crateu U. Bri-
IIHETPaJICKOro «3aKkoH Bce3Byuus. [luanekruueckas
(dhuocodust My3bIKAIBHOTO HCKYCCTBa» MOXKHO BbIsI-
BUTb T'PABUTALMOHHOCTh CHHECTETHYECKHUX acCOLna-
muii, paspabortannyio . BrimmHerpaackum mkamy
«OompIIOr0 KOHTHHYYMa» («grandcontinuumy), rie
paccTosiHue MeX1ly 3ByKamu cocrasisier 1/12 Tonay
[1, c. 144].

Paccmotpum Oonee moapoOHO «ITIOA Ha Kpy-
rosoie gBikenms» («Etude sur les mouvements
rotatoire») aist AByX (hopTenuaHo B Y4 TOHA B 8 PyK
op. 45 a (1961) Ha MPeNTEKCTOBOM U TEKCTOBOM KOM-
MO3UTOPCKHUX MOAYPOBHAX. B peanciioBuu kK HOTHO-
My mnzaanuto otiona (M. P. Belaieff — Frankfurt / M)
KOMIIO3UTOP OOBSICHSIET, 4TO H300paKeHHE KpPYro-
BOTO JBIJKCHUS 3aTParuBaeT KaKk OpraHU3aluIo 3BY-
KOBOTO TIPOCTPAHCTBA, TaK M €r0 KOMIO3UIMOHHYIO
CTPYKTYpY B IeJIOM. B 1aHHOM ITpOM3BEAECHUH MOX-
HO MPECTaBUTh TPU YPOBHS BOILIOIIEHHS KPYTOBOTO
JIBYDKCHUSI.

IlepBblii ypOBEHb OCHOBBIBAECTCSI HA MOTUBE IIPO-
W3BEJICHUS, KOTOPBIN pACHpesiesieH MEXLy TEepPBBIMU
MApTHSMH TIEPBOTO M BTOPOTO POSUIS (C TPETHETO TaK-
Ta — ¥ MEXIY BTOPBHIMU HAPTUSMK) U 0003HAYCHHBIH
B Hotax cycle 1, cycle 2 u T. a. (¢p. muxi, Kpyr).
KpyroBele IBWKEHHSI HA YPOBHE MOTHBA SIBIISIOTCS
PE3yJbTaTOM PEryJIsPHBIX BOCXOASIIMX KBHUHTOBBIX
XOJIOB, COCTOSILIIUX M3 TPEX BOCBMBIX. MepHOE MOBTO-
pEeHHE MOTHBA JIaET OIIYIIECHHUE BPAIICHHS 110 KPYTY,
YTO MOXXHO ONPENENIUTh KaK BU3YaJIbHBII T'elITaIbT
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JMAHHOTO TIpom3BeneHus. [Ipon3BeicHre HaYnHACTCS
¢ 8 IUKIIOB, U3 KOTOPBIX 00pa3yeTcss BOCHMHUIOJIOC-
HbIIl KaHOH. BoO3HMKaeT CHUMMETPUYHBIN BOCHMHY-
TOJIBHUK, KOTOPBIH BpaliaeTcs BOKPYT CBOETO LEHTPa
(pUCYHOK KOTOPOTO TarkKe IMpejaraeT KOMIIO3HUTOP
B MIPEAMCIOBUU K HOTHOMY H3aHHIO).

BTopriM ypoBHEM BOIUTOIIEHHSI KPYTOBBIX JIBU-
KCHUHN SIBIISICTCS KOMIIO3UITUOHHBIA YPOBEHB, KOTO-
pBI TIOApa3yMeBaeT TEXHUKY KOMIO3HIUU JTaHHOTO
MPOU3BEICHUS. «ITION HAa KPYTOBBIC IBIKCHUSY —
OJIH M3 00Pa3lOB «IUKIHYSCKON TapPMOHHUI», KOTO-
pyto paspadarbiBan M. BerHerpaackuii. Bech nuki
coctouT u3 12 nepuonos. Kaxxp1it mepros oxBaThIBa-
€T MaJylo HOHY (OKTaBa, paclIMpeHHasl Ha MOJITOHA)
1 BKIIFOUaeT B ceds 13 momyToHoB. B pesynsrare, on
mpocTupaercs Ha 13 okTaB. 3ByKOBOE IIPOCTPAHCTBO,
cocrosimee 13 OKTaB, HAMHOTO TPEBBIMIACT MPEILIT
CJIBIIIUMOCTH, KOTOPBIH OXBaTHIBACT OKOJIO 7 OKTaB,
TaKuM 00pa3oM, HECIBIIIMMBIA IHana3oH Oyner 6
okTaB. YacTb KPyroBbIX XOAOB BBIXOAUT 3a MPEAECIIb
CJIBIIIUMOro uarna3oHa. OOIuii KOMIIO3UITHOHHBIN
3ambicen (oOpasyrommii HamOosjee MaciITaOHbII
CTPYKTYpHBII ypPOBEHB) TAaK)KE COOTBETCTBYET ITH-
KITMIEeCKOW HJee «IIEPUOTUYECKAX TOBTOPECHUI» H
MIPOSIBIIIETCS. B TOM, YTO ITIOH COCTOWUT M3 OCHOBAaH-

HBIX Ha 00beIMHEHNH (MHTETPALNN) ¥ Pa3beINHEHUH
(te3uHTerpay) KPyroBbIX ABHKEHHUI BHYTPH BOCh-
MUYTOJIBHUKA.

Takum 00pa3oM, paccMOTPEB IPOSIBICHUE CH-
HECTE3UM B KOMIIO3UTOPCKOM TBOpuecTBe M. BbI-
LIHETPaJCKOro, ONPENEIIONIed MOJAIBHOCTBIO JUIs
HET0 MOYKHO Ha3BaTh IPOCTPAHCTBEHHYIO, YTO BbIpa-
JKaeTCsl B OCHOBOIOJAraloIIeM JAJIsl HErO MOHSATHU —
MY3bIKaJIbHOTO KOHTHHYyMa. Oco0oe oIyIieHue My-
3BIKAJIBHOTO MPOCTPAHCTBA MOBIMSIO U HA TEXHUKY
xoMno3uuuu — WM. BeimHerpaackuii crpeMucs npe-
OJI0JI€Th JUCKPETHOCTh MY3bIKAJILHOTO IPOCTpaH-
cTBa OOBIYHOM JIBEHA/LIATUTOHOBOI TeMIlepaln,
IIPUMEHSST MUKPOXPOMATUKY. BmecTe ¢ TeM MOKHO
OTMETHUTH ¥ 3HAUUMOCTb BU3yaJIbHOW MOJAIbHOCTH —
YTO BBIPA3WJIOCh B CO3JaHMM LBETOBBIX MO3aMK,
a TaK)Ke B UCIOJIBb30BaHUH B IPOrPAMMHBIX HAa3BaHU-
SIX BH3yaJbHBIX 00pa3zoB: «ITIO Ha KPYroBbIE JBHU-
KEeHUs», «ITIO[ Ha Marudeckuil keajapar», «Pany-
ra», « Tpancnapenuusa» («IIpo3pagyHocTsy).

B mienoM mpocTpaHCTBEeHHO-BU3YaIbHBIE U Ipa-
BHUTAIL[MOHHBIE KOOPAMHATH MUKPOXPOMATHUKH ITOKa-
3BIBAIOT NIEPCIEKTUBHOCTH TBOPYECKUX OIBITOB KOM-
1o3uTopa Jyist pa3BUTHs B XX BEKE CHHECTETUUECKUX
IIPEJCTaBIEHNN O 3BYKOBOI MaTepHH.
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